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ABTOPCBKA KOHIEIIIIA B

ACIIEKTI BUKOHABCBHKOI PEAJII3ALIII

Tumuxk B. Ipyruii koHuepT 1Js 0asiHa 3 OPKECTPOM
A. Iaiizenka: aBTOpPChbKa KOHILENIisA B acNeKTi BUKO-
HaBCbKOi peajizauii. CTaTTio NPUCBSIYCHO BUSABICHHIO
MIPOTrPAaMHOTO 3aJyMy OJHOTO 3 HAaHKpAIUX TBOPIB JUIS
OasiHa B HOBITHIM yKpaiHCBKi My3HIl B IIbOMY KaHPi.
ABTOpCHKa KOHIIETIIisI JAHOTO KOHLIEPTY Opi€HTOBaHA Ha
BiJITBOPEHHSI KyNAJIbCHKOTO CBATA, KAPTUH SI3UYHUIBKOT
JTABHUHMU SIK ICTOPHYHOI KaTeropii, 0 BayKJINBO IS yCBi-
JIOMJICHHSI HOCITB BUKOHABCHKOT pearizaiii. CemMaHTHKa
«TIPEIKOBIYHHX YaciB)» 3yMOBIIIOE apXaiqHICTh MYy3UYHOI
MOBH (TIOCTIiBKH, TPUTOHOBICTb, MOMIPUTMIsI) TA APaMaTyp-
riro nukiy. Ha 3mMiHy 0Ops10BUM KapTHHAM KyNaJlbChKOT
HOY1 IIPUXOSITH 00pa3y MPUPOTHUX CTUXIH (BOTHIO, BOIN).
Lento yBupasHioe KynanbChbke IiICTBO B IIPHYHOMY KITIOUI,
Je 3rojoM y Qinami csrae KynbmiHauii. TBip € 3pa3skom
ocmiByBaHHA (iocodii maHTei3My Kpi3b MPH3MY HaIlio-
HaJIbHOTO KOJIOPUTY.

Korouosi ci1oBa: xoHuept aist 0asiHa, aBTOPChKa KOHIIETI-
1(is1, MPOrpaMHa KapTHHHICTb, JABHUHA, KYITAJIbChKE CBSITO.
Teimuk B. Bropoii koHuepT A5 6asiHA ¢ OpKeCTPOM
A. TajineHko: aBTOpCKasi KOHLENIHS B aclleKTe
HCIOJHUTENbCKON peanu3anuu. CTaThs MOCBSIICHA
OIPEJIeTICHNIO IPOrPAMMHOT0 3aMbICIIA OHOTO U3 JIYUILIHX
MPOU3BEICHHH /s OasiHa B HOBEHIIICH YKPAHHCKON MYy3bIKS
B 9TOM JKaHpe. ABTOPCKasi KOHICIIHS JJaHHOTO KOHIIEpTa
OPUEHTUPOBAHA Ha BOCIIPOU3BEACHNE pa3aHuka Kymnana,
KapTHH SI3bIYECKON IPEBHOCTH KaK HCTOPUYECKOH KaTero-
PHH, YTO BOKHO JUISl BEPHOTO OCO3HAHHS HOCHTEIISIMH HC-
HOJIHUTENBCKOH peann3aiyi. CeMaHTHKA «MCKOHHBIX Bpe-
MeH» 00yCIIaBINBACT apXaHIHOCTh MY3bIKIBHOTO SI3bIKA
(TIOTIEBKH, TPUTOHOBOCTD, TIOJIUPHUTMUS) U IpaMaTypruo
mukiia. Ha cMeHy o0ps10BbIM KapTHHAM KyTadbCKOI HOUM
TIPUXOJSAT 00pa3bl IPUPOAHBIX CTUXHH (OTHS, Bozib). Lento
MOTYCPKHBACT KyIaIbCKOE SBICHHUE B JINPUYCCKOM KJIIO-
4e, a B QpuHANe JocTUraeT KyabMuHanuu. [Ipoussenenne
SIBJIsIETCST 00pa3oM BocreBaHus (Gpruiiocohuu maHTen3Ma
4epe3 sBJICHHUS HAIIMOHAIBHOTO KOJIOPHTA.

KuroueBble ciioBa: KOHIEPT 11t OasiHa, aBTOPCKas KOH-
LTINS, TIPOTPaMMHast KAPTUHHOCTB, IPEBHOCTD, PA3THHUK
Kynana.

Tyshchyk V. Concerto No. 2 for Bayan and Orchestra
by A. Haidenko: the Author’s Concept in the Aspect of
Performance Realization

Background. The article is devoted to revealing the
programme idea of one of the best works for bayan in the
latest Ukrainian music in this genre. His authorial concept
is focused on the reproduction of the Kupala holiday,
images of the pagan old times as a historical category,
which is important for the awareness of the bearers of the
performance realization. The semantics of the “ancestral
times” determine the archaic nature of the musical language
(chants, tritones, polyrhythmia) and the dramaturgy of the
cycle. The ritual images of Kupala night are replaced by the
images of natural elements (fire, water). Lento expresses
the Kupala scene in a lyrical way, where it culminates later
in the finale. The work is an example of glorifying the
philosophy of pantheism through the prism of national flair.

The objective of the article is to reveal the stylistic patterns
of the dramaturgy of A. Haidenko’s Concerto No. 2 From
Ancestral Times for Bayan and Orchestra in the aspect of the
performance realization of the composer s programme idea.
The superobjective of the study is to popularize Ukrainian
bayan music in the world.

Analysis of recent publications on the topic. Concerning
Concerto No. 2 for Bayan and Orchestra by A. Haidenko,
the sources mention only certain aspects of the musicologi-
cal interest in the work. For example, A. Lebedev (2010)
summarizes that the genre of concerto for bayan and
orchestra particularly combines the adapted principles of
romantic aesthetics of the 19" century and the expressive
means unconventional for chamber music. A. Eremenko
(2017) revealed the influence of theatricality on the dra-
matic structure of Concerto No. 2 by A. Haidenko. The
references to this work are in the works by O. Luzan and
V. Samaliuk (2019), but without a thorough discussion
of the author’s concept of the work and its performance
interpretation, which make up the content of our article.
Discussion. The main theme of the first part (4dndante
maestoso) reflects the archaic semantics of musical lan-
guage. When creating the theme, the author deliberately
borrowed intonations of Kupala songs and exclamations,
in order to model a nationally colored pattern of folk-ritual
scene. Hence the stylistic feature of the genre dramaturgy of
Concerto No. 2 for Bayan and Orchestra by A. Haidenko as
the syncretism of solo and collective music, as a reflection
of the unity of people during ceremonial activities (unlike
the European tradition of Concerto as a competition). The
composer uses a new thematic element, built on chromatic
passages by sextuples and quintuples. This meter-rhythmic
pattern creates an associative series — a simulation of holi-
day festivities (games by the fire, divination, bathing and
searching for fern flower). Let us call this a #ype of musical
semantics of sound symbolism (based on the associative
perception of the surrounding nature). In the further devel-
opment of musical dramaturgy of the work, this type plays
a decisive role. The exposition of the first part is built on
the principle of the variant germination, corresponding to
the through-story plot, which in the future will provide
a variety of thematic blocks — the images of the national
holiday. The composer builds the development of musical
dramaturgy of the work on the dance rhythms. For example,
the tutti—solo dialog calls appear on the rhythm formulas
with variable meter (9/8; 11/8; 6/8). Thus, the style of the
“dance part” is distinguished by the repetition of rhythmic
formulas, the change of meter-rhythm and the dialogical
structure (the calls between the orchestra and the soloist-
bayanist). In the context of Concerto No. 2 for Bayan and
Orchestra by A. Haidenko, the sound image of archaic
character, associated with the national Ukrainian flair, is
revealed. At the same time, the composer introduces the
listener and performer to the genre of kolomyjka, which is
widespread in the territory of Western Ukraine. The chants
are presented against the background of tonic three-tone
with a second tone. In addition, the situation is complicated
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by the polymetric organization: 5/4 and 6/4. Thanks to the
calls between the bayan and orchestra voices, the composer
creates archaic dance imagery. The main theme of the slow
part of Concerto (Lento) reflects the Kupala holiday in a
lyrical way. Unhurried round dance moves focus on the
ostinato in the cello line pizz. Such intonational material
is a base for an elaboration that combines the previous
theme with the dying quartal-quintal harmony — a symbol
of the mystery and infinity of the holiday. In the finale of
A. Haidenko’s Concerto No. 2 for Bayan and Orchestra, the
Kupala scene culminates. For the sake of dynamism, the
author borrows the quotes — the themes of two folk songs:
Oh, whose is that mint and My sweetheart has grown sad.
In general, the programme idea of the piece From Ancestral
Times is that the contemporary artist unveils the philosophy
of pantheism (“nature is primordial; human is only a part
of it”). In this sense, the author’s concept of the work is an
example of glorifying the national idea as the beauty of the
native land, its history and traditions that feed the music
with archaic flair, call for the preservation of cultural and
historical memory.

Conclusions. A. Haidenko’s style is characterized by an
organic synthesis of folklore principles and modern musical
and linguistic means (chants, rhythm-texture formulas),
which are subordinated to the symphonic development of
academic thinking. The musical dramaturgy of the work is
based on the principle of dialogue between the soloist and
the chamber orchestra performers. Concertness as a fun-
damental genre principle is conditioned by ethno-national
representation of the instrumental style of the solo bayan.
In terms of performance, Concerto No. 2 for Bayan and
Orchestra by A. Haidenko contains a number of difficulties
for young bayan players: performing the fast-paced virtuoso
passages, specific-bayan techniques of playing thirds,
sixths, duple ricochets. Actually, not only the genre status
of this work (Concerto of parity type), or the success of
the performer-interpreter depends on understanding of the
programmatic idea of the work. The main thing is recogni-
tion of the composer’s thinking style as our contemporary
in the consonant world of multicultural communication of
the 21* century.

KuroueBsie ciroBa: concerto for bayan, author’s concept,
programme picturesqueness, antiquity, Kupala holiday.

IMocranoBka npodaemu. J[pyra monoBuHa
XX CTONITTA B YKpaiHChKOMY BHUKOHABCTBI Ha
HApOJHUX IHCTPYMEHTAX MO3HAYCHA 301IBIIICHIM
IHTEpPEeCOM 10 CTBOPCHHS OPHTIHAIBHOI MY3HKH
Jutst OastHa. 3 kiHIg 1970-x pokiB BinOyBamoch
HAKONTUYCHHS OassHHOTO perlepryapy Iis THX
BUKOHABIIIB, SIKi 0CBOIOBAIIU HOBI TEXHIKO-KOMITO-
3ULIKHI NIPpUHOMHU Ha iHCTpyMeHTi. BukoHaBchka
MalCTepHICTh MY3UKAHTIB-IHCTPYMEHTAJIICTIB
CTPIMKO BJIOCKOHaJIIOBasnach, HaOyBarouu ¢iry-
paliiHO-PUTMIYHOI TUIACTUKU PO3MAiTHX KOM-
MMO3ULINA 11 OasgHa CoI0. 3MICTOM aKajemizarii
OasiHa SIK COJILHOTO 1HCTPYMEHTa OyJ0 3aCBOEHHS
KOHIEITyalbHUX (OPM 1 )KaHPIB €BPOMEUCHKOT
KyJBTYpH MY3UKYBaHH:, B MIEPLIY YEpry COHATH,
MapTUTH, CIOITH, Bapialiil. OgHaK cocTepiraeMo
CKJIQJIHOIIII CTOCOBHO BTUIECHHS )KaHPY KOHLIEPTY
JUTst OastHa, uepe3 TPYAHOIII OpraHi3allii BAKOHAH-
HA BENUKOi (OPMH Yy CyNpOBOAI CUM(OHIYHOTO
opkecTpy 3 OOKYy KOMITO3UTOPiB, PO IO IHUIIE
A. Cramecbkuii [7, c. 30]. 3HakOBUM Ha LIbOMY
nusixy craB dpyruii KoHuept ans OasHa 3 op-
kecTpoM A. TaiiieHKa, CTBOPEHHMI Ha MPOXAaHHS

pos3gin

3aciy>keHoro aptucta Ykpainn O. Mimenka. TBip
MPO3BYYaB i3 BEIUKUM YCHiXoM y XapKiBChKii
¢inapMoHii B CympoBOJi KaMEPHOTO OPKECTPY
Bocenu 2006 poky. 3amuc NmepruioBUKOHAHHSA
CIYyTY€E Mamepianiom XKaHPOBO-IHTOHAIIHOTO
aHaJIizy TBOPY.

AKTyaJIBHICTh TeMH I Cy4yaCHOIO My-
3MKO3HABCTBA ITOJISTAa€ B HEOOXIIHOCTI BUKOHAB-
CBHKOTO OCSATHEHHS HeonanmeicmuyHoi KOHIEIIi1
TBODY.

O0’€KT MOCTiTKEeHHsT — HOBITHS MYy3HKa
Ut OasiHa B YKpaiHi; mpeagMeT — aBTOPCHhKa KOH-
nenuis Jpyroro konueprty A. [alinenka «3 mpen-
KOBIUHHUX YaciB» JJis OasHa 3 OPKECTPOM.

MeTa cTarTi — BUSBHUTHU CTHIIHOBI 3a-
KOHOMIpHOCTI Apamaryprii J[pyroro koHIepry
A. TaiiieHka «3 MpeIKOoBIYHUX YaciBy Jjis OasHa
3 OPKECTPOM B acnekmi 6UKOHABCLKOI peanizayii
npoepamnozo 3aoymy komnosumopa. Hammeroro
JIOCIIDKEHHS € TTOYIIIPU3AaIlis y CBiTi yKpaiHChKOT
MY3HKH A7 OastHa.

AHani3 octaHHix myOaikamii 3a Temolo.
CrocoBHo Konrnepry st 6asHa A. [alizeHka B
JOKepeliax 3a3Ha4yeHi JIUIIe OKPEeMi aclieKTH My-
3MKO3HABYOI 3aIlikaBieHocTi TBopoM. Tak, O. Jle-
OenieB [S] y3araibHIO€, 110 B )KaHP1 KOHIEPTY JJIs
OastHa 3 OPKECTPOM OCOOTMBHM YHHOM TTO€THAIIH-
Cs1 4IaNTOBAH1 MPUHIUITH POMAHTUIHOI €CTETHKH
XIX cTONTTA Ta HETpaIWIIMHI I KaMepHOT
MY3HKH BUPa3Hi 3ac00U. A. €pbOMeHKO [3] BUSBUB
BIUIMB TEaTPAIBHOCTI Ha JIpaMaTypriddy Oyl1oBY
JHpyroro konuepty A. ['alinenka. 3ragyBanHs mpo
neit TBip € y mpamsx O. Jlyzana ta B. Camosroka
[6], onHaKk 6e3 TPYHTOBHOTO PO3KPUTTSI aBTOPCHKOT
KOHIICTIIII1 TBOPY Ta i BHKOHABCHKOT IHTEpIIpeTallii,
10 CTAHOBJIATH 3MICT HAIOI CTATTI.

Bukiaan ocHoBHOro Marepiaay gocJi-
naxeHHst. TBopuicts A. T"alinenka juist OasiHa Bij-
JI3EPKAJFOE 3aralibHi IMiJBAJIMHNA HAI[lOHAILHOTO
BiJIPO/DKEHHsI MUCTeNTBa YKpainu 1990-x — 2000
POKiB. /[aénuna SK iCTOpUYHA KATETOPis KYJb-
TYpPOTBOPYOTO TIPOIECY € CKIAIOBOIO CydacHUX
TEHJICHIIIT My3HKH, 30KpeMa IMaHTeiCTHIHUX. AHa-
toniii [laBinoBUY — sickpaBuii MaHipecTaHT M€l
TEMH, a O0pa3HUH 3MICT Ta CEMaHTHKa MYy3HYHOI
MOBH HOTO TBOPIB € ii BITOUTTSIM.

TBOpH KOMITO3UTOPA MOYKHA BITI3HATH 3 TIEp-
101 IHTOHAIIIT: BOHHU 3ByYaTh sIK Cy4acHa My3HUYHa
MoBa. CTHIIb MUTIIS BUPI3HIETHCS HAlIOHATEHIM
JTyXOM 3aBJISIKA MEJIOJIIHHOCTI, PaKTypHO-PUTMIY-
Hil Hampy3i pO3BUTKY, TEMOPOBIH Apamaryprii Ta
IiKaBiif opkecTpoBIli. OCOOIHMBE MicIle Y TBOPUOMY
JIOPOOKY KOMITO3UTOPA 3aMArOTh TBOPH JIJIsI OasiHa
Ta aKOP/ICOHA MOJIOJIMX 1 TOCBITYCHUX BUKOHABIIIB.
A. TaliicHKO TOCUTh YacTO BUKOPHCTOBYE OasiH
y CUM(OHIYHINA MapTUTYPi, 32 TMPUKIAT MOXKYTh
cnyryBaru KoHmepT s 0assHa 3 OpKeCTpOM
(1974; pen. 1995), «Ecce Homo» — Konnepr mmst
akopJieoHa i crpyHHoro kBaprety (2000), Kontiept
st opkectpy «Kypewki kaparoam». T. Bonbiina-
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KOBa 3a3Ha4MiIa, 1[0 KOMIIO3UTOPY MpUTAaMaHHI
HACTYITHI CTWJIbOBI IPUHITUIIN: «...IEPETBOPEHHS
(hONMBKIIOPHUX 1HTOHAIIIM, TOETHAHHS POMAHTHY-
HOTO CBITOBIIYYTTSI 31 CKJIQJHOIO CYYacHOIO MOJIi-
PUTMIYHOIO i TApMOHIYHOIO MOBOIO, SIKa 0a3yeThCs
Ha TOHAIIBHIN OCcHOBI» [1].

ABTOp IpaIfoe B IIMPOKOMY IHTOHALIHHO-
JKaHPOBOMY ToJIi. My3ud4Hi ynonoOaHHs (opmy-
BaJIMCA MiJ] BIUTMBOM TBOpYOcTi I. CTpaBiHChKOTO,
. locrakosuua, ®. [lynenka, b. JIarommHchko-
ro. 3BepHEHHA 10 (OIBKIOPY CIOB’SIHCHKUX Ha-
poniB (6amKaHCHKUX, MOJIABCHKOTO, TOJIBCHKOTO,
CJIOBAIIBKOTO, PyMYHCBKOTO, YTOPCHKOTO) CBiTYUTh
PO IHTEPEC MUTIL 10 «MYIBTUKYIIBTYPHOT0» 00-
MiHy. [HTOHAIIHHI B3aeMoBIIINBHY A. ["aiineHKo He
JeKJIapye, a TBOPUO HepepoOIsie, BUKOPUCTABIIH
PUTMOMEIOIMYHI Ta JaI0B1 3HAXIJIKK 3 HAPOJTHOT
MY3MKH Pi3HHX HallioHanbHOCTEeH. Tak, My3uuHa
KyIbTypa OaJKaHCHKHX HapoOJiB BHKJIHMKAajJa B
KOMIIO3UTOPA HEOOXiAHICTh BUKOPUCTAHHS CIIC-
1 QivHOT OATHHOI TEXHIKH, MPUTAMAHHOI IEOMY
perioHy, HaNPUKIIAJ PUTMIYHI IHTOHAIII1, CKJIa/IH1
TaKTOBI PO3MIpH, MEIi3MH, PEHETHUIlil, TPEMOIIO
pisHuX BUAiB. DpaHIy3bKUH MIO3ET 3YMOBIIOE
CBOEPITHICTh BUKOHAHHS TPiojeH, apTUKYJISMii,
aKIIEHTIB Ta CBOEPiTHUNA TeMOp. 3BiCHO, Taka
MYy3HKa IpUBaOJIIOE BUKOHABIIIB 1 CITyXadiB siCKpa-
BUM HaIllOHAIEHUM KOJIOPUTOM, OPUTiHAIBHICTIO,
IIHPICTIO BUCIIOBIIIOBAHHS.

BizomMo, 1o moYyaTKOBUM IMITYJIBCOM JIJIst
CTBOPEHHSI MPOTPAMHOTO TBOPY € MHUCTEIbKI
BPXCHHSI, TOAIT Ta SIBUIIA, SIKi 3yMOBIIOIOTH T10-
3aMy3HWYHI BIUIMBU HA TOH M IHIINI aBTOPCHKUIA
3agym. Ha miit ocnoBi, Ha gymKy JI. KusHOBCBKOT,
(hOpPMYETECS «BHITEPEHKANTBEHA MOJICITb My3HIHOTO
TBOpY <...> 3aBJSKU MM03aMY3HUYHUM TIOHSATTSIM i
OTIHCaM, IPOTE 3 YABHOIO MEPCIIEKTUBOIO MY3HU-
HOTO BTiNeHHs» [4, c. 8]. Llel BUCIIB € IIJIKOM
CIyITHUM 1070 Jlpyroro KOHIEpTy i OasHa 3
opkectpoM A. ["aiienka. 3anikaBieHiCTh yKpaiH-
CBKHM €THOCOM, HOTO Mi(hOJIOTI€I0 SIK CKIIAJI0BOIO
CY4YaCHOI0 OYyTTs KyJIbTYpPH € OCHOBHHM JKepe-
JIOM TBOPYOTO HATXHEHHS KOMITO3UTOpA. XYI0XKHII
CBIT MY3HKH JUIsl OasiHa 3BEpPHEHUI OOTHYYSIM 10
ictopiorpadii Ykpainu, 10 HalioHAIBLHOT KAPTHHH
CBITY uepe3 BiITBOPEHHS HAPOTHHUX OOPsIIIiB, ITepe-
IHTOHYBaHHS YKPaiHCBKHX JyM, MICEHb 1 TaHIIIB,
4yepe3 MporpaMHi Ha3BH, aBTOPCHKI BKa3iBKH Ha
padoIBKIOPHI JKepena, Mi(oJIoTiuHI CHOKETH
Ta acoliallii, MoB’s3aHi 3 ICTOPUKO-KYJIBTYPHUM
MUHYJIAM.

Kynanscpka Tema JaBHO ITiKaBHJIa aBTOpA:
CBIJITUCHHSM IILOTO € KaHTara «HoTupu JiiicTBay
JUISL COJIICTIB, XOPY Ta CUM(OHIYHOTO OPKECTpY.
Excriosuttisi JIpyroro 6asHHOTO KOHIIEPTY — II¢
OKa3 0OPSIIOBOTO JTiiCTBA IOXPUCTUSHCHKOI Pyci.
3 iHmoro 00Ky, cTiib MuciieHHs A. ["alieHka Ta
CEMaHTHKa WOTO TBOPIB /ISl OasiHa € IMaHEHTHO-
MY3HYHHUMH, BTUICHUMH Ha IPYHTI HOBITHBOTO
IHTOHYBaHHSI, )kaHpo(hopMoTBOpeHHs. [Ieperinemo

JIO TTOCJTIJIOBHOTO KaHPOBO-CTHIIICTUYHOTO aHATi-
3y KoHmepTy 3 MeTOI0 BUKOHABCHKOTO OCSTHEHHS
ABTOPCHKOT KOHIICTIIIIT TBOPY.

OcHoBHa Tema mepiioi yacTuau (Andante
maestoso) BijiOMBae apxaldyHy CEMaHTHKY MY-
3ugHOi MOBH (TT. 1-9). DakTypHO BOHA BHKJIa-
JIeHa OJTHOYACHO y JIBOX IMAapTisfX: MmapTii OasHa i
OpKeCTpOBOMY tutti (BUTYK JBOX akopiiB y Oaci
3 TPUTOHOBOIO iHTEpBaIiKoK). BapTo BigmiTHTH
3HAUEHHS TPUTOHY K KOHCTPYKTHBHOTO CIICMEH-
Ty: TaK, 30i1bUleHa Keapma B OPKECTPi (BUCX1THA
a-dis) eHTapMOHIYHA 3MeHueHill Keinmi B TapTil
OastHa (a-dis y Hu3xigHoMy Burisni). [lpu Ha-
MUCaHHI TEMaTH3My aBTOP CBIJIOMO 3aIl03MYyBaB
IHTOHAII{ KynajibChKHX MiCEHb Ta BHUTYKIB, 3
METOI0 MOJICIFOBAHHS HAIlOHAIBHO 3a0apBICHOT
KapTHHH HapOJIHO-00ps10BOTO IikicTa (TT. 1-13).
3BiJICH TaKa CTHIILOBA PUCA )KaHPOBOT ApamMaTyprii
Jpyroro koHnepty juist 6asaa A. [alijeHka, sk
CUHKpemu3m COITBHOTO Ta KOJICKTHBHOTO MY3HKY-
BaHHSI, K BIJIOOpaKECHHS €JJHAHHS JIFOJICH ITi]] 4ac
00pSII0BOTO JIIHCTBA (HA BIMIHY BiJl €EBPONICHCHKOT
TpamuIlii KOHIIEPTHOCTI SIK 3MaraHHsl).

JIeWTIHTOHAIIS TPUTOHY MPOHHU3YE BCIO
MepITy YaCTHHY KOHIEPTY. 3 Hel pO3MOYNHAETHCS
BaXJIMBHH eNleMEHT TeMu — Pesante (OpKkecTpoBe
MIOBTOPEHHS T. 3), B TOH 9ac sk OasH micis TpuBa-
7oi Tpeni (Ha TOHI dis) BUKOHYE HOBHUH TeMaTH4-
HUH eIEMEHT, 0 MOOYJ0BaHU Ha XPOMAaTHIHUX
macakaXx CEKCTOJSIMH Ta KBiHTOIIMH. Lleit me-
TPOPUTMIYHHUN MaJTIOHOK CTBOPIOE acOIiaTHBHUM
P — IMITAIliF0 CBATKOBOTO TYJISTHHS (irpu OiJist
BOTHHII[A, BOPOXKIHHS, KYIaHHS Ta TONIYK KBITKH
narropoti). Hazsemo 1ie munom myzuunoi ceman-
MUKU 36YKOHACTIOY8anHs (CTIMPAIOYUCH HA aCOIli-
ATUBHICTH CIIPUHAHSTTS HABKOJIHUIIHBOI IIPHPOJIN).
Y nmojaienioMy po3BUTKY MY3HYHOT IpamaTyprii
TBOpY BiH Oyjie BiJIrpaBaTH BU3HAYAJIbHY POJIb.
BaxxnuBUM € TakoXX TEeMaTHYHUI KOHTPAITyHKT
(TT. 4-7 y niBi#t pyui maptii 6astHa), o SABJISE CO-
0010 TeMaTHYHY JIIHIIO 3 XapaKTePHOIO CHHKOIIOO
YeTBEPTOI J0JTi Ha CENITHMI Ta CKIIAIAETHCS 3 TPHOX
CErMEHTIB, KOXKEH 3 SIKUX 00Irpy€ TPHUTOHOBHIM
KOMIUICKC. 3BiJICH — JIaZioBa CTPYKTypa TEMH €
BKpail HecTilKa.

3aBepIIyeThCS €KCIIO3HIIST OPKECTPOBOIO
BIAMOBII0 TeMu Pesante B iHIIH (akTypHiit
Bepcii: BapiaHTHE MPOPOCTAHHS, CHHTAKCUIHE
30LTBIICHHS (TPUTAKTOBE IPOBEACHHS aKOPJOBOL
MOCIIBKH), METPOPUTMIYHA 3MiHA, THIIOBA JJIs
apXxalgyHOl CTIUTICTHKH. 3a3HAYMMO, 1110 EKCIIO3UITIs
no0yI0BaHa 3a MPUHIUIIOM BapiaHTHOTO IIPOPOC-
TaHHS, BIIMOBITHOTO HACKPI3HOMY CHOXKETY, IO B
MOATBIIIOMY HaIaCTh PO3MAITTS TEMATHYHUX OJI0-
KiB — KapTHH HapoxHoro cBsaTa. [{udpa 1 Bkazye
Ha YMOBHY MEXKY MK EKCIIO3HUIII€F0 OCHOBHOI TEMH
1 IOSIBOXO HOBHX TEM, III0 CTBOPIOIOTH MEPEKUBO
EMOIIITHUX Bpa)keHb CITyXada Ta BUKOHABI. Tak,
y naptii 6asHa Brieplie 3By4UTh YUCTE JliaTOHIYHE
3a0apBJIeHHs Y BUIVISAL TPU3BYKY B TOHAJIBHOCTI



Fis-dur (t1. 10-13) B apnemxio, 1m0 CTBOPIOE
ACOITIaTUBHUH 3B 530K 13 MPUPOTHUMH SBUILIAMU
(Boma, cTpyMOK). B opkecTpoBOoMy 3By4aHHi Ha sf’
NPHUCYTHI «aKOpAX-ylap»: iXHs eHepreTHKa CTBO-
PIO€ IMIYJIBCUBHICTD 3arajibHOi TaHIIOBAJIBbHOT
aypu ailicTBa. Ha nux TaHIIOBaIBHUX pUTMax Oy-
JYETHCSI PO3BUTOK My3W4HOI Apamatyprii. Hampu-
KJaJ, Ha pUTMO(hOPMYIIax 31 3MIHHUM PO3MipOM
(9/8; 11/8; 6/8) BUHMKAIOTH T1AJIOT1YHI TEPEKITMYKH
tutti—solo. OTxKe, CTHIICTHKA «TAaHIFOBAIBLHOTO
610Ky» (TT. 10—19) BiApi3HAETHCS MOBTOPEHHIM
pUTMIYHUX (GOPMYII, 3MIHOIO METPOPUTMY Ta Jia-
JIOT1YHOI0 CTPYKTYPOIO (OPKECTPOBI MEPEKIUIKH
3 COIIICTOM-0asHICTOM).

[Ticns 3aKkiHUEHHS TaHIFOBAJBLHOTO OJIOKY
B OPKECTpPi 3ByYUTHh HOBUI, KOPOTKHH CETMEHT
(. 2; TT. 20-27), o0 XapakTepusye MiHOPHHH
KBapTCEKCTAKOPA Y TOHATIBHOCTI b-moll (sikwii 3a
MEJIOANKOIO Haraty€e yKpaiHChKY KyTaiabChKY ITiC-
HI0). Ha Hel «HamapoByroThCs» 1HII TOJIOCH, IO
3aBaKAKOTh 1 yTBEPANTUCH: CEKYH/IOBI CHHKOIIH
3 MiJAroJIOCKaMHu B NapTii OasHa.

Hactynmuuit Temarnyamii 6ok (TT. 28-33)
PO3TMOYNHAETHCS IHTOHAIIITHOIO TEMOTO, SIKa BHKO-
PHUCTOBYETHCS B YKPATHCHKIH MPOTSHKHIH TipudaHiit
micHl XVII-XIX cromite. ¥ koHTeKCTI pyroro
KOHIIEPTy Ui OasHa 3 opkecTpoMm A. aiinenka
YHAsIBIICHO 3BYKOBHUII 00pa3 apxaiku, OB’ I3aHMUH
3 HalliOHAJILHUM YKpaTHChKUM KoJiopuToM. [Topsiz
i3 I[MM, KOMIIO3UTOpP 3HAHOMHTH CilyXada Ta BH-
KOHABISl 3 KAHPOM KOJIOMHUIKH, MOIIMPEHHM Ha
TepuTopii 3axinHoi Ykpainu. [locmiBku 3By4aTsh
Ha I TOHIYHOTO TPU3BYKY 3 CEKyHIOBUM TOHOM.
OKpiM TOTO, CUTYAIIIFO YCKIIATHIOE TIOJIMETPHYHA
opranizamis: 5/4 i 6/4. Tak BinOyBaeThCs mepexin
JI0 HOBOT 3BYKOC(epH: JIaJIOBI CTPYKTYpPH CTaJIOl
XPOMATHKHN «HAIIAPOBYIOTHCS» Ha J1aTOHIKY,
JIe 3T0JIOM 3’SIBUThCSI KymnajbChbka micHs (1. 3;
TT. 40-41).

3a Tpu TakTH 710 1. 4 TOYNHAETHCS BAYKIIH-
BUW JpaMaTypridyHMid eTar: e MPHHIHUI Jiaio-
ry — TepeKINYOK coyicTa-0asHicTa 3 pi3HUMHU
OPKECTPOBUMH roocamu. KoHIepTHMHA MPHHITHIT
BIJITBOPIOE HACKPI3HUI PO3BUTOK X JIO MEPIIOT
KyJabMiHaIIT («JIpaMaTyprivHui TpoQiib XBUITI»,
3a B. boOpoBchkum). 11, 5 — KOpOTKHit BapiaHT
«TaHITIOBAIBHOTO OJIOKY» (6 T.), IO BiIPI3HSIETHCS
BiJl TIOTIEPETHBOTO SICKPABUMH aKICHTAMH H TTH-
HaMIKoIO (BiJl p 10 f): Ll TaHIFOBAILHUN BUXOP
3 TOCTPHM CHHKOIIOBAHUM PUTMOM CKJIQJa€ PO3-
BuBarody QyHkiito | yactuau «B Hiv Ha Kymanay.
3aBISKH TEepeKIndkaM OasHa 3 OpPKeCTPOBUMH
roJIOCaMH KOMITO3UTOP CTBOPIOE apxaiuHi oOpasu
TaHIo (1. 6).

VY 1. 7 BinOyBaeThcs (pakTypHE YIIUTEHEHHS
TaHIIOBAJTHHO-CHHKOIIOBAHOI TeMH (3 mapasielb-
HUM PYXOM CETITHM) Ha TJI1 KOJIOPUTHOT TapMOHIi B
napTii 6asiHa (TT. 58—66). 301TbIIICHNH TPU3BYK —
SIK aTpUOyT Ka3KOBOTO CBITY B IOEIHAHHI 3 J1aTO-
HIYHHUM apIie/pKio. 3a3Ha4nMO, 1110 OCHOBHA TeMa

pos3gin

B MapTii OPKECTPY B MEkKaX KBAPTH OYIYETHCS K
CEKBEHIIIS 3 JIBOX MAIUX CEKYHO, Ha BIJICTaHI MiXkK
KOTPUMH 30L1bUEHA CeKYHOA, TIIO CTBOPIOE KOJIO-
PUT apXaiuyHOTO CBITY: IIeH eTam po3BUTKY (Bix I1. 7
JI0 1. 9) cpuiMaeThCs K €IMHUN JUHAMIYHAN
31eT. KoMIo3uTop cimpaeTsest Ha MPpUHIAI «OJ104-
HOTr0» KOMOIHYBaHHS pi3HHX TeM-00pa3iB. Tak, y
1. 8 TeMa KyIajabChKOT MICHI 3BYYHTh Y 3MiHEHO-
My BHIVISI (PUTMIYHE 30UTBIICHHS, 3MEHIIICHHS
Jliarma3oHy Ha TIIi myJibcyrodoro O6aca). HaBzamin
OOpSIIOBUM KapTHHAM KyallbChKOT HOYI MTPHXO-
IITh KapTUHU NPUPOJHHUX CTHXiH (BOTHIO, BOAH,
Houi). Tematu3m y mudpi 9 € mogiOHUM JI0 TeMHU
y udpi 7, M0 TAKPECITIOE HOTO ApamMaTypridyHy
Bary: NpHupo/ia MOIIMHAE JIFOIUHY, 11 NEPEKUBAHHS
«pO3unHSIOTHCS (11, 10).

CTBepKEeHHST KyNalbChKol TeMHU Ha forte
3BYYHTh SIK €(PEKT YCBIIOMIICHHS 11 MariqHOT CHIIH.
Ile — ocHOBHa KyJIbMiHAIIisl TBOPY, 10 TPUPOIHO
TIEPEXOIUTD Y 3aKII0U€eHHsL, B TKOMY IICHTPaTbHUH
TOH «C», & 3TOJIOM «d» OOITPYIOFOTHCS 3 TPUTOHOM
y CIIBBIIHONICHHI g-des. Y 1ijoMy 00pa3Hui
3MICT 1i€1 YaCTHHM X04Ya W IMiANOPSIKOBAHUN
BiITBOPEHHIO KYyITaJhCHKOTO CBSITA, aBTOPCHKHIMA
3a]IyM Y IIIJIOMY € OLTBIIT ITTHOMHHHUM 1 PO3KPHETHCS
Ti3Hime, post scruptum.

OcHoBHa Tema TOBUTBHOT YacTHHE KoHIIepTy
(Lento) BimoOpakae KymnajibChbKe CBATO B JIIpHY-
HOMY KJTtoui. HekBaruinBi XOpoBOJIHI pyXH 30ce-
PEIKEeHI Ha OCTUHATO B MApTii BIOJIOHYEI pizz, ¥
coJicTa BHKOPHCTOBYIOTHCS TPEMOJIO CTPYHHHX,
Tpedti, KBapToi Ta cekcToi (TT. 98—112), MicTuuHi
«neperyku» (T1. 122—128). Ha Takomy iHTOHa-
iHHOMY Marepiaii OyayeThesi po3poOKa, 1o 3a-
KiHIy€ThCSI CHHKOIIOBAHOIO TEMOIO B OasHa COIIOo
(1. 146), siKa o€ THY € TIOTIEPETHIN TEMaTH3M 13 3a-
TUXaHHSIM KBapTO-KBIHTOBOI FapMOHIii, — CHMBOJI
3araJIkOBOCTi Ta HECKIHUCHHOCTI CBSITA.

VY ¢inani JIpyroro 0asHHOr0 KOHIEPTY
A. TaliieHka KymnajbChbKe JIHCTBO CATAE KyJb-
MiHaIiil. 3 MEeTOI JAMHaMI3allii aBTOp 3aM03u4ye
IUTaTH — TEMHU TBOX HAPOIHUX IMiCeHb: «Ou yus
arc mo pyma-m’sma» (TT. 165-173) ta «Hozocw
munuti samyxcuey (T1. 205-208), KOTpi BUKOHYIOTb
GyHKIT roJIoBHOT Ta MOOIYHOT MapTii coHAT-
Hol (popmu (TT. 205-208). [Ipu 11OMY IHTOHAILIIT
3By4YaTh CIIOYAaTKy B OPKECTpi, 3TOOM y OasHa.
AKTHUBI3Y€ETbCS MOMI(DOHIYHUI PO3BUTOK; CITPHIA-
HATTS pi3HOXapaKTEPHIX KAPTUH (B irpax-TaHIIX-
3a0aBax) € MPOJOBXKCHHSIM IIOMEPEIHIX IO,
BiJOOPaXCHUX Y CHHKOIIOBAaHMX PHTMAaX, aKop-
JOBUX Ta IUHAMIYHUX TIeperykax. 3aBepliaibHa
KaJICHIIis TOOyToBaHa Ha Marepiai moOIYHOT TEMH
Ta MOBUIBHOI KYIAILCHKOT, SIKi B TeMITi rubato 1o-
T(OHIYHO TTOETHYIOTHCS.

Penpuza romoBHOi maprii BHKIaAEHA, SK i
B CKCIIO3UIIii, MapaJeIbHIMH KBapTaMu (B TO-
HAIIBHOCTI g-moll y mpaBiii pyui i JIiBOIO PYKOIO
B d-moll), 110 yTBOPIOIOTH MOJITOHAJIBHE CIOTY-
gyeHHs. Tox penpu3sa Aeno CIpoIIeHa 1 3aKiHTy-
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€THCS KOJIOF0 — B MapPTii OPKECTPY 3 BipTyO3HUMHU
nacakaMi COJIIOIUOTO OasiHa (B po3mipi 7/8).
VY uinomy nporpaMHuil 3ayM «3 MPEIKOBIYHHX
4aciB» MONATA€ B PO3KPUTTI CyYaCHUM MHTIIEM
¢inocodil manreizmy («IpUpoAa € MEPBICHOIO;
TroauHa — nuine 11 yactkay). I B iboMy ceHci aB-
TOPCHKA KOHIICIIIiSI TBOPY € 3pa3KOM OCIIiByBaHHSI

HAIlIOHAJIBHOT 11e1 K Kpacu pioHoi 3emi, ii icmopii

ma mpaouyiii, MO XUBIATh My3UKy apXaiuHUM
KOJIOPHTOM, 3aKJIMKAIOTh 710 30€peKEHHS KYJIbTyp-
HO-ICTOPHYHOT ITaM ’ATi.

BucnoBku. Crunbs A. Talinenka Biapis-
HSETHCS OPTaHIYHUM CHHTE30M (hOJIBKIOPHUX
NPUHINIIB Ta Cy9aCHUX MY3WYHO-MOBHHUX 3aCO-
0iB (MOCMiBOK, pUTMO-(hakTypHHUX (HOpPMYI), 110
HiAMOPSIIKOBaHI CUM(OHIYHOMY PO3BUTKY aKajie-
MIYHOTO MHCIICHHS. My3H4Ha ipamatypris TBOpY
noOy/10BaHa HA MPUHITUII J1aJIoTy MiXK COJICTOM
Ta BUKOHABISIMU KaMepHOTO opkecTpy. Konuepr-
HICTBb SIK (pyHIAMEHTAIBHUIN KaHPOBUI IPUHITHII
3YMOBJICHA €THO-HAIIOHAJILHOKO PENPE3CHTAITIEI0
IHCTPYMEHTAJIFHOTO CTHJIIO COJIFOIOYOTO OastHa.

3 TOYKM 30py BHKOHABCHKOI peamnizaimii
Jpyruii koHLIEpT U151 OastHa 3 opkecTpoM A. ['aii-
JICHKAa MICTHTb HU3KY TPYAHOIIB JJIS MOJOIUX
0asHICTIB: BUKOHAHHS y IIBUAKOMY TEMIIi BipTy-
O3HHX MACaXiB, Cenu(piuHO-0aTHHUX PHHOMIB
TpH TEPUisIMH, CEKCTaMH, JBOIOIbHI PUKOIICTH.
Konuepr Ne 2 crBoproBaBcst Ui I’ ATUPSAHOIO
IHCTpyMEHTa, BUKOHABEIh MOXeE (32 MoTpedoro)
BHUKOPHCTOBYBATH BCi psM Ha MpaBiii KiIaBiaTypi,
OCKIJIBKM TaKe BUKOHAHHS 3HAYHO ITOJICTIINTD
3aBIaHHS B TMOJIOJIAHHI TEXHIYHUX TPYIHOIIIB.
«CrtunpHicTh Tpu» (TepMin M. JlaBumgosa [2])
3yMOBJICHA BOJIOIHHSIM BUKOHABCHKOIO TAPTUTY-
pOIO, IO MICTHTH JMHAMIKY, aroriky, apTHKYIs-
Ii10, IITPUXOBY TEXHIKY, TEMOPOBY EKCIPECIIO.
BitacHe, Bim po3yMiHHS IPOTPaMHOT KOHIISTIIIT
TBOPY 3aJICKUTH HE TLTBKU HOTO KaHPOBHH CTATyC
(KOHIIEPT MAPUTETHOTO THUITY ) 200 YCITiX BUKOHAB-
s-iHTepIpeTaTopa. [ 0J0BHE — BU3HAHHS CTHITIO
MUCJICHHSI KOMITO3UTOpA SIK HAIIIOTO CyYacHUKA B
CYTOJIOCHOMY CBITI MyJbTHKYJIBTYPHOI KOMYHiKa-
mii XXI cromiTrs.

IlepcexkTHBA NMOAAIBINOIO AOCTIAKEHHS
Temu. OKpeciieHe npoOiieMHe ToJie MOXKe OyTH
CIIPOEKIif0BaHE HA My3UKY YKPATHCBKHX KOMIIO-
3UTOPiB-0asSHICTIB, 13 3aCTOCYBaHHSM KaHPOBO-
CTUJIBOBUX ACIEKTIB.
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