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Kawupyes P. I'. IutepniperaniiHuii moTeHIian TeMOpy Ta ¢dakTypu B
OPKECTPOBUX TBOpAaX KOMIIO3UTOPIB TMEPIIOi MOJOBUHM XX  CTOJITTS. —
KBamidikariitna HaykoBa Ipailsi Ha MpaBax PyKOIHCY.

Hucepraltiss Ha 3100yTTs CTymneHs JToKTopa (imocodii 3a creriaabHICTIO
025 — «My3uuyHe MucCTENTBO», rany3b 3HaHb 02 — «KynbTypa 1 MHCTELTBOY.
XapkiBcbkuil HarioHanpHUM yHiBepcuteT muctents imeHi l. I1. Kornspescrkoro,
Xapkis, 2021.

Y  gumcepraimii CHCTEMHO pO3IJISIHYTO aKTyaldbHy [UIsl CY4acHOTO
My3UWKO3HaBCTBa MpPOOJEMATUKY IHTEPHIPETAIHHOTO MOTEHUIAy TeMOpy Ta
(GakTypu B OpPKECTPOBHX TBOpaX KOMIIO3UTOPIB MEPIIOi MOJTOBUHU XX CTOMIITTS;
BHBYEHO Ta CHCTEMAaTHU30BaHO OCHOBHY JIKEpENbHY 0a3y, c(pOpMOBaHO BIIOBITHUN
TEPMIHOJIOTTYHHM arapart 3311 BUCBITIICHHS IOCHIIKYBAaHOT TEMHU.

B sikocTi My3u4uHUX 3pa3KiB JIJIsl aHAJi3y 00paHO OPKECTPOBI MAPTUTYPH, 1110
€ HaOUTbII MOKAa30BUMH 3 TOYKH 30py PI3HOMAHITHOIO BHUSABY B HHUX Jii IbOTO
noreHuiany — «lcmancbka pamncoaist» M. PaBens, «II’aTh m’ec ansg opkecTpy»
A. lllen6epra, «Konmept mns ckpunku 3 opkectpoM in D» . CtpaBiHCBKOTO.

AKTYyaJIBbHICTh JOCHTIDKCHHS 3yYMOBJICHAa KiIbKOMa (akTopaMu, no-nepuie,
ICHYBaHHSIM TI€BHUX «JIaKyH» y BHBYEHHI TeMOpy Ta (akTypu SK €IUHOTO
XYyJI0’KHBO-BHPA30BOTO KOMIUIEKCY, IO (PYHKIIIOHYE Ha BCIX PIBHSAX MY3UYHO-
KOMYHIKaTUBHOT CHCTEMH; JaHy METOJOJOTII0 JOCIIKEHHs] OOIPYHTOBaHO Ha
NPUKJIaAl BKa3aHUX OPKECTPOBHUX 3pa3KiB. [lo-Opyze, y (OKycCl NpeACTaBICHOI
mpoOIeMaTUKHA IOMIHAHTHUM BU3HAYEHO CaMe 1HTEPIPETAIlIiHUMA aCTIEKT TEMOPY
Ta (aKTypH, IKKIl BABYEHO Ha MPUKJIA/l OPUTIHAIBHOI KOMIIO3UTOPCHKOT TBOPYOCTI
K CKJIQJAHOTO TMPOIeCy, IO 3aKOHOMIPHO BKIJIIOYAE€ MEXaHI3MH I1HTEpIpeTarii
ICTOPUYHUX XYJI0XKHIX MOJIeJIel — M03aMy3UYHUX 1, BJIaCHE, MY3UUHUX: KaHPOBO-
CTWJIbOBHUX, (POPMOTBOPUHUX, CTUIICTUYHHUX, Y TOMY YHUCI1, TEMOPOBO-(PaKTypHHUX
tomio. [IponoHOBaHMiI HAyKOBUN AUCKYPC TEMHU € MPOAYKTHUBHUM 13 TOUKH 30Dy

YCBIJOMJICHHSI TJIMOMHHMX aCHEKTIB KOMIO3UTOPCHKOI TBOPUYOCTI Ta ii BaXKIUBOI



CKJIa/I0BOT — IHCTPYMEHTYBaHHS, TUM O1JIbLIE, IO 11l MUTAHHA Y Cy4acHI! My3U4YHIN
Hayll W J0ci 3ayMIIaloThes ManoaociikeHumu. Lle cknanae naykosy nosusmy,
nepcnekmugy nooaibulo20 po3eumKy OCHOBHUX MOJIOXKEHb ITPOIIOHOBAHOI POOOTH,
o chokycoBaHo B ii Ha3Bl — «lHTepmpeTalliiini moTeHIian TeMOpy Ta (hakTypu B
TBOPYOCTI KOMITO3UTOPIB NEPIIOT MOJIOBUHU XX CTOMITTS.

06’ekmom  JOCIIDKEHHS €  OpPKeCTpOBO-CUM(OHIYHA  TBOPUICTH
KOMIO3UTOPIB Tepiioi MOJOBMHU XX CTONITTSA, #npeoMemom — BHPA30BI
MOXJIMBOCTI TeMOpY Ta (hakTypH B acleKTaX KOMIO3UTOPCHKOI 1HTepIpeTalii Ta
MUCTEITBA IHCTPYMEHTYBaHHSI.

Mema  Oocniodcenns — BHUSBAUTA PI3SHOMAHITHI  aClEKTH  XYJ0XKHBO-
IHTEepIPETALIHOrO MOTEHIIaTy TeMOpPY Ta (aKTypH B JIAJEKTHUIll IXHBOI B3a€EMOJIIT
Ha TMPUKIAAl OPKECTPOBOI TBOPYOCTI KOMIIO3UTOPIB MEpHIOi MOJOBUHU XX
CTOJITTSL.

Y Posodini [ pucepraiii BU3HA4Ye€HO, 10 TeMOp 1 (axTypa € Jai€BUMH
BHUPA30BHUMH YHHHUKAMHU XYJI0XKHBOI, 30KpEMa, KOMIIO3UTOPCHKOI 1HTEpIpeTanii. 3
HPUBOJTY IIEOTO PO3TISIHYTO TeMOp (epeaycim, Ik My3U9HO-€CTETHYHY KaTeropiro)
Ta Cy4acHy TEOPII0 i1 METO0JIOTII0 BUBYEHHS ()aKTypH B MYy3HLll; HA MEPIIM MJIaH
BUBEJICHO AaCMEKTH [IAJIEKTUKU B3aeMOAll TeMOpy Ta (akTypu SK My3WUYHO-
3MICTOBHHX TMapaMeTpiB, sIKi YOCOOIIOIOTh BTUICHHSI My3UYHOT'O TBOPY V 3BYYaHHI.

VY 3B’513Ky 3 MM BU3HAYEHO HAMPSIMU PO3POOOK MUTaHb TEMOPY 1 PakTypH K
OKpEeMHX XYJ0KHIX YNHHHUKIB Y MY3HIIi 13 MOAAIBIIAM TOITYKOM TOYOK JJOTUKY M1k
HUMH Ha 0a31 Cy4acHUX TE€Opii: BIacHe, TeMOpy Ta (haKTypHu; My3HUUHOI aKyCTHKHU;
My3WYHOI 1HTOHALIi; XYyJI0XXKHBOI IHTEpIpETalii; TCUXOJOTli MY3UYHOTIO
CIOPUMHATTS; KOMIIO3UTOPCHKOI TBOPYOCTI; IHCTPYMEHTYBAHHS. 3JIHCHEHO
nonepeHid KOMIIAPAaTUBHUM JTMCKYPC BUBUEHHS TeMOpYy Ta (DakTypu B CHCTEMI
IHIIMX 3MICTOBHUX MY3WYHO-BHPA30BUX 3ac00iB, aKLEHTOBAHO yBary Ha ixHid
CHIB[Ii 3 My3UYHOIO JpamMaTypriero, GOpMOI0 Ta pUTMOM ii pO3BUTKY TOIIO.

3 1OpuBOJY BHILECKA3aHOTO, MOPYLUIEHO ETUMOJIOTIYHHUM, aKyCTUUYHHM,

IHTOHAIIIWHUHN, THTEpIPETAIIHHNAN aCTIEeKTH PO3TISAY TeMOpPY Ta (haKkTypH.



VY xom po3riasHyTOi TpOoOJieMaTHKU MpPO TeMOp BH3HAYEHO, 30KpeMa,
PI3HHIIIO MDK JIBOMa HAYKOBHUMH IIIXOJaMHU: TEPIIUM, 0 BUBYAE THUTAHHS
G13uyHOT TIpUpOAM TEeMOpYy, HOro BUHHUKHEHHS SK CyO €KTUBHOTO BIIUYTTS,
COPUMHATTS Ta acOIllaTUBHOTO TOTCHINANy; JAPYTHM, 30CEPEDKEHUM Ha
BJIACTUBOCTSX TEMOPY SIK CTUJIE-, )KaHpo-, GopMoTBOpUYOro YuHHUKA. [ToenHy0ounmM
(hakTOpOM CTa€ yCBIIOMJICHHS TEMOPY SIK IHTOHAIIHHOTO (PeHOMEHY.

Ornsig oKepen, a TakoXK PO3BIAKK aBTOpa AWCEpTallii 3 MUTaHb MY3UYHOI
bakTypu TmoOKa3zajlyd HASBHICTh JBOX OCHOBHUX HAMpPSAMIB JOCTIIPKEHHS I[HOTO
MUTAHHS TI0 TIepIIIe, HYMPIiuHb0i 6Y006uU pakmypu sIK IHTOHAIIITHOTO Ta My3HYHO-
MOBJICHHEBOTO SIBUILA; TIO JIPYTE, «308HIWHIXY (hakmopie — 1i KOpensli 3 yciMa
IHIIMMHM 3MICTOBHUMH NIapaMeTpaMu My3UYHOT'O TBOPY, a caMe (OpMOTBOPUUMH (3
TOYKHU 30py CTPYKTYPHHX, (DYHKI[IOHAJIBHHUX, JpamMaTypriYHUX BHSBIB), KaHPOBO-
CEMaHTUYHUMHU (CTBOPEHHS MEBHOI'O XapaKTepy 3ByYaHHs), CTUILOBUMH (BIUIMB Ha
CTBOPEHHSI XyI0KHBOT I[UTICHOCTI TBOPY) TOIIIO.

OxpeMy yBary 30CEpeKEHO Ha TpPAKTyBaHHI (AKTypH SIK TPHUBHUMIPHOI
CUCTEMH, 1110 CTAHOBUTH MEPCHEKTUBHY c(hepy CyyaCHUX AOCTIIKEHb. 3’5COBaHO,
o y OUIBIIOCTI HAYKOBHMX Mpallb acleKTH TeMOpYy HE BKJIOYEHO A0 Hel. Y
3aIpONOHOBAHOMY JIMCEPTALIHHOMY JTOCIPKEHHI OOTPYHTOBAHO 1CHYIOUE TTOHSTTS
«rauOuHU» (PakTypH, IKE BU3HAUCHO SIK OJIMH 3 i1 BUMHPIB, TEMOPOBO-TIPOCTOPOBA
KOOpJIMHATA, 10 MICTUTh HEBIAOKPEMIIIOBAHY CKJIAJ0BY — TEMOPOBUI KOMIIOHEHT.
VY 3B’s13Ky 3 IIUM, apTYMEHTOBAHO, 110 TNIMOWHHY CKJIaJ0BY (DaKTypH peaizye came
TeMOD, IKHI, y TaKuii c1oci0, CTAHOBUTH 13 (PAKTYPOIO €JUHUN My3HUUHO-BUPA30BHIA
KOMIUIEKC Y TIPOIIECi My3UYHOTO PO3BUTKY.

Hananmii acekT BUBUEHHS Teopii XyHAOKHBOI 1HTEpHpeTallii BUBOAUTh Ha
NepIuil TIad: mpodiieMy MY3MYHOTO MHUCITICHHS, MOBJIGHHS T4 MOBH; BTUICHHS
ITMOMHHOTO (TeMOPOBO-aKyCTMYHOTO) BUMIPY (AKTypu y CHCTEMI MY3HYHOI
HOTalli; HasBHOCTI MY3MYHO-YYTTEBICHOTO BHMIPY B TMPOLECI XyI0KHbOI
1HTepnpeTarii. 3anpornoHOBAaHO BU3HAYEHHS MOHSTH, 1110 OOTPYHTOBYIOTh HAYKOBI

MTOJIOYKCHHS IUCEePTaIlii.



Y Po30ini 2 cCUCTEMHO AOCIIIKEHO TEOPETUYHI, METOJOJIOTIYHI, a TaKOX
XYJ0KHI BUMIpH KOMIO3UTOPCHKOI 1HTEpIpeTallii, CKJIaJ0Bl sIK CaMOr0 TBOPYOTO
MpoIiecy, Tak 1 1HAWBIIYATbHOCTI MUTILS, IO Mepeadadae TaKoK PO3IIIsL Teopli
MOJICTIOBAaHHS B AUCKYPCl TBOPUYOCTI KOMIIO3UTOPA Ta IHTEPIIPETAllii.

3 IpUBOY LIbOTO, YBary aklleHTOBaHO Ha cepl KOMIO3UTOPCHKOI TBOPUOCTI
AK Takoi, 1 HampsMmax, MIUIAXaX HAYKOBOI'O YCBIJOMIJICHHS, BIAMOBIAHIN
TEPMIHOJIOT11, 3aKOHOMIPHO TMOB’s13aHOT 3 OCHOBHOIO MPOOJIEMATHKOIO JTHUCEPTAllii.
Hanano 3aranpHe BU3HAYEHHS MOHATh «KOMIO3UTOPCHKUHM 3adyM», «EBOJIOLIS /
BUOY0Ba KOMIO3UTOPCHKOTO 3aIyMy», «TBOpYE 3aBIaHHSI KOMIIO3UTOpa» Ta
IHIIMX, 0XapaKTEPU30BAHO IXHE 3HAYECHHS B MY3UYHO-KOMYHIKAaTUBHIA CHUCTEMI, a
BIJITaK — IHTEPIPETALIHY CKIIAOBY.

AJpke 1HTeprnpeTalniiHuNA acleKT TBOPYOCTI KOMIIO3UTOpAa TPATULINAHO
pO3rIsAaeThes, 34€0UIBIION0, Y MEKaxX BUBUCHHS TaK 3BaHUX OKAHPIB BTOPUHHOI
TBOpYOCT». HaToMicTh, y HM3LI HAayKOBUX JKEpPET NPSAMO YH OINOCEPEIKOBAHO
BKa3aHO Ha HASBHICTh IHTEPHpPETAlIMHUX YHHHHUKIB, BJIACHE, B aBTOPCHKIN
KOMIIO3UTOPCHKIA TBOpYOCTI. Lle cUCTEMHO apryMeHTOBAaHO y 3alpONOHOBaHIN
JaucepTanii, 3’SCOBAaHO  CKJAJOBi, BHYTpPIIIHI Ta 30BHIIIHI  YUHHUKH
IHTEPIPETALINHOTO KOMIO3UTOPCHKOTO TMPOIIECY, BUSBJICHO CIIEHapii-Mojeli B
CUCTEMI «KOMIIO3UTOP — 3aMOBHHUK»; y MIJCYMKY Ha/JaHO BHM3HAUYEHHS IOHATH
«KOMITO3UTOPChKA TBOPYICTHY» Ta «KOMIIO3UTOPCHKA IHTEPIIPETALIIsN.

[linkpecieno  ayanbHy — HOPUPOAY  TBOPYOIO  MOJETIOBaHHA B
IHTepnpeTauiftHoOMy JUCKypcli — $K Tpouecy BHUOYJOBH TBOPY Ta fAK HOTO
IHTOHAILIITHOTO pe3yJbTaTy; PO3IVISIHYTO €Tanmd poOOTH aBTOpa HaJ TBOPOM,
MOJIETIIOBAaHHS PI3HUX MYy3UYHO-CEMAaHTHUUHUX PIBHIB, CIIPIMOBAHUX Ha IOCSITHEHHS
IpaMaTypriyHoi LUICHOCTI. 3 TpPUBOAY MNPOOJEMAaTUKH I1HTEPHPETALIMHOIO
MOTEHIlIaTy TeMOpy Ta (akTypu B KOMIIO3UTOPCHKIM TBOPUYOCTi, MOJIETIOBAHHS,
3HaYHOIO MipOI0, 3HAXOAUTD CBIM BUSIB TAKOXK Y MUCTEITBI IHCTPYMEHTYBaHHSI.

Pozoin 3 npucBsyeHo po3risiny  TeMOpo-(hakTypu, 1i  BHPA30BHX
MOJKJIMBOCTE B OpPKECTPOBIM My3HUIl Y KOMIIOBUTOPCHKOMY Ta BHKOHABCHKOMY

acmeKkTax; 3aJJIsi I1[bOr0 3ajlydyeHO MpoOieMaThky QOpMYBaHHS MHCTEITBA



IHCTPYMEHTYBaHHS, MOTO MPHUIOMIB 1 IPUHLIUIIIB CTAHOM Ha MEpIIy MOJOBUHY XX
CTONITTA (BIAMOBIZHO OO OOpaHOTO B JUCEpTAIlii ICTOPUYHOTO TEPIONY);
OpPKECTPOBOT TBOPUYOCTI K MY3UYHO-KOMYHIKATUBHOT KOHIEIIIIT,
IHCTPYMEHTYBaHHSI SIK TEXHIKHM BHOYIOBH TeMOPOBO-()aKTYypHOTO KOMILIEKCY,
JIpaMaTyprii, CHUHTAKCUCY, TEKTOHIKH, MOJAJIbHOCTI. 3alpOIIOHOBAHO MOHSTTS
«MOJTyC IHCTPYMEHTYBaHHS», HABEJICHO MOT0 TUIIOJIOTIIO.

OpkecTp y KOMYHIKaTHUBHIN CUCTEM1 «KOMITO3UTOP — BUKOHABEIh — CITyXaw»
HaOyBa€ poOJII KOHIICMIli, IO Ma€ TEBHI YMOBHM HaIMCaHHs, BUKOHAHHS Ta
COPUNHATTS MY3HUKH 1 € CTUJIe- Ta )KaHPOTBOPUYUM YMHHHUKOM, 1110, B CBOIO YEPTY,
3YMOBIIIO€ BUHUKHEHHS OPKECTPOBOTO HAMpsIMy KOMIIO3UTOPCHKOI TBOPYOCTI.
Po3riissiHyTO mpouecu iCTOPUYHOTO PO3BUTKY OPKECTPOBOI TeMOpo-¢pakTypu, ii
cnequpIYHUX aKyCTUHYHHMX, MY3UYHO-BUPA30BUX, IHTEPIPETALINHUX SKOCTEH,
IPUHLIUIIN OPKECTPOBOIO BTIJICHHS SIKUX CTa€ BU3HAYAIbHUM MapKepOM OPKECTPY-
KOHIIETIIIi.

BcraHoBiieHO, 10 TOCTYNMOBUN PpO3BUTOK TEXHIKA 1HCTPYMEHTYBaHHS
BUBOJIUTH TEMOPOBO-KOJIOPUCTUYHHUIN ACTIEKT Ta (POPMOTBOPU1 BIIACTUBOCTI TEMOPO-
daxTypu Ha nepiuii mwax A0 novyarky XX croiitta. I{e nependavae BUKOpUCTaHHS
ICHYIOUMX Ta BUHAXOJ[XKEHHSI HOBUX aBTOPCHKUX METO/IIB, MPUHOMIB Ta MPUHIIUIIIB
IHCTpYMEHTYBAaHHS 1, BIJIMOBIIHO, BUOYIOBM Ta OIpaIfoBaHHSI TEeMOPOBO-
(bakTypHOro KOMILJIEKCY; 3a IIMX OOCTaBUH, MMHOUHA (akTypu HaOyBae BEIMKOTO
3HAYEHHS K 3aC10 KOMIIO3UTOPCHKOI IHTEPIpEeTallii.

VY nucepratii yBeIeHO HOBI MOHATTS, YTOYHEHO HU3KY ICHYIOUMX BU3HAYEHD,
o0 CHOPSIMOBAaHO, 3 OJHOr0 OOKYy, Ha BHCBITJICHHS (OPMOTBOPYMX ACIEKTIB
TeMOPOBO-()aKTYpHOTO KOMIUIEKCY, a 3 1HIIIOr0 — TBOPYUX HAMIPIiB KOMIIO3UTOPA
mojao  Woro  BUOygoBHM. Mojyc  IHCTpyYMEHTYBaHHA K  Mapajaudrma
KOMITO3UTOPCHKOTO MIAXOAY 10 3araIbHOTO TEMOPOBO-(AKTYypHOTO TIaHY Y TBOPI
€ paMaTypriyHuM, CAHTAKCUYHUM, TEKTOHIYHUM YMHHUKOM, IKUW YTBOPIOE MIEBHY
TeMOpOBO-(DaKTypHy MOAANBHICTb. 3 IMX MIPKyBaHb, BH3HAUYEHO, WIO
IHCTPYMEHTYBaHHsI € SIK 3acO00M, TaK 1 BUSIBOM KOMIIO3UTOPCHKOI IHTEpIIpeTaIlii,

BIJIJI3EPKAJICHHSIM 1HTEPIIPETAIIMHOTO MOTEHITIaTy TeMOpyY Ta pakTypH.



3axmounuit  Po30in 4 CTaHOBUTH aHAMITUYHI HApUCH OKPEMHUX TBOPIB
OPOBITHUX MaKCTpiB OpKecTpoBoro kojoputy — M. PaBens, A. Illenbepra,
I. CtpaBincbkoro. YBary mnOpuiijieHO (QYHKIIOHYBaHHIO TeMOPOBO-(PaKTypHOIO
KOMIUIEKCY  SIK  XYJOKHBOTO, OOpa3HO-CEMaHTHYHOTO, JIpamMaTyprigyHoro,
(GbOpMOTBOPUOrO0 YMHHUKA, AKIEHT 3pO0JEHO Ha MpUHOMax IHCTPYMEHTYBaHHS,
BUKOPHUCTAHUX ISl BTIJIEHHS CKJIAIOBUX LIBOT'O KOMIUIEKCY, HOT0 1HTEpIpeTalifHIX
AKOCTEM.

«Icrmancbka pamncoxpisi» M. PaBenst posrisiHyTa SK TPUKIAA 1CHYBaHHS
TeMOpPOBO-(PaKTYpHOTO KOMIUIEKCY y JBOX BaplaHTax — OPKECTPOBOMY Ta
dbopTeniaHHOMY; YBary 30CEpPE/IKEHO, IMepelyCciM, Ha OPKECTPOBIA TEeMOPOBO-
dakTypHili Mojeni TBOpPY, LIO BUSBISIE aCNEKTH JAMHAMI3alll Ta YBUpa3HEHHS
JpaMaTypriyHMX 1 CHUHTAKCUYHUX YWHHUKIB. BH3HAU€HO OCHOBHI NPUHIIUIH
IHCTPYMEHTYBAHHsI, YKMBaHI KOMIIO3UTOPOM TMPU HAIMKMCAaHHI TBOPY, PO3IIIIHYTO
aCMeKTH IXHbOTO B3a€MO3B’SI3KY 13 MPOTPAMHICTIO, )KaHPOBO-CTUILOBUM BUMIPOM
TBOPY, ApaMaTypriero.

PosrnsnyTo pucu inctpymentyBanHs A. [llenOepra, 3a SKMX KOMIO3UTOPOM
BUOY/IOBaHO TeMOpoBO-(pakTypHuil kKoMmiuiekc «Il’stu m’ec st opkectpy». Y
I[bOMY TBOP1 3HaXOJIUTh CBOE BIJI3€PKAJICHHS MI3HIIIE BUCIOBICHA KOMIIO3UTOPOM
ines Klangfarbenmelodie (temOpoBOi Menoii), BHCIOBICHO NPUIYIICHHS PO
BIUIMB T03aMYy3MYHUX CTHMYJIB JO HalWCaHHS TBOpY, 30Kpema, oOpa3iB 3
»)uBonucy. KoMmosutop npuissie BeIMKy yBary iHTeprpeTaiiHuM MOKIUBOCTSIM
TeMOpy Ta GakTypu, M0 BUPAKEHO Y YHCICHHUX aBTOPCHKUX peMapKax,
HITPUXOBUX TO3HAUYKaX. BHU3HAUEHO HAWCYTTEBINI 3acO0M I1HCTPYMEHTYBaHHS,
cepell SKUX 1 BJIACHI BMHAXOJU KOMITO3UTOPA; OCOOJIMBOCTI Oy/IOBU TEMOPOBO-
(bakTypHOro KOMIUIEKCY (nepenycim, KOJIOPUTOLICHTPUYHHU I MOZYC
IHCTPYMEHTYBaHHsI) CBI4aTh NP0 BHU3HAYAIbHE MY3MYHO-3MICTOBHE 3HAYCHHS
TeMOpoBoi KoJopuctuku y TBopi A. IllenGepra.

Konnepr ans ckpunku 3 opkecTpoMm [. CTpaBiHCHKOTO € TPUKIAIOM
BUOY/ZIOBH aBTOPCHKOI 1HHOBAIIIMHOI MOJENl TEeMOPOBO-aKyCTUYHOI B3a€MO/IIT

cojiicta Ta opkecTtpy. KaHp KOHUEPTY 13 BIACTUBUMU HOMY pUCAMU OTPUMYE



OHOBJICHE TeMOPOBO-(haKTypHE HAITOBHEHHSI, 32 IKOTO TPAKTYBaHHS POJIEH CoicTa,
OpKECTpPY Ta iXHbOI B3a€EMO/I] € IEPEOCMHUCIEHUMHU B YMOBaX KaHPOBO-CTUIHOBOTO
CUHTE3Y, BIacTUBOro TBOpUOCTi I. CTpaBiHCHKOTO (11€ 3HAXOIUTh BiJOOpaKEHHS Y
CHeliaIbHUX TEepMiHAX, YBEICHUX HAYKOBLSMHU [UJIsI JOCIIKEHHS TBOPUYOTO
JTOpoOKy KoMITo3uTOpa). [HTEpnpeTaliiiini MOKIUBOCTI TeMOpY Ta ¢dakTypu B 1K
HOBIM CHCTEMI B3a€EMOJIM peali3yloThCs KOMIIO3UTOPOM 13 BHKOPHUCTAHHSIM
YUCIIEHHUX MPHUIOMIB 1HCTPYMEHTYBAaHHS, $K YCTaJleHUX B MPAKTHUII, TaK 1
aBTOPCHKUX; 3MIIIAHUNA MOAYC IHCTPYMEHTYBAHHS 3yYMOBIIIOE 3MICTOBHO-
JpaMaTypriuiy €IHICTh TeMOPOBO-(HaKTypHUX KOMILIEKCIB COTICTa Ta OPKECTPY.

VY nmiacymKy poOOTH 3HAXOIATh IMIJTBEPPKEHHS OCHOBHI IMO3UIIT HAYKOBO1
HOBHU3HM JUCEpTAaIlli, IO MOJSATa€ B HACTYIMHOMY: BIIEPIIE PO3IVISTHYTO MUTAHHS
IHTEpIpPETAalIMHOrO TOTEeHIlany TemMOpy Ta (hakTypu B OPKECTPOBUX TBOpax
KOMITO3UTOPIB TEpIIOi MOJOBMHM XX CTOJNITTSA; YBEJACHO, YTOYHEHO Ta
OOTPYHTOBAaHO MOHSATTS «TeMOpOBO-(paKTypHUN MOJIYC», «MOJTYC
IHCTPYMEHTYBAHHS», «IHTEpIPETalliHUAN MOTEHI1a] TeMOpy Ta pakTypH» Ta 1HII;
y BIJIIOBITHOCTI A0 0OpaHOi TeMH (I1AKPECIIOIYH €IHICTh TEMOPY Ta (PaKTypu sk
(GakTopiB 3BYKOBHPA30BOCTI) YTOYHEHO Ta MOAU(IKOBAHO psJ ICHYIOUHX B
My3WKO3HAaBCTBI ~ TEPMIHIB; OXapaKTEPU30BAaHO TIPOILEC  KOMIIO3UTOPCHKOI
IHTepHpeTallii Mmja 4Yac HAMHCAHHS OPUTIHAJIBHOTO TBOPY, BUCBITIICHO YUHHHUKHU
I[bOTO SIBUIIIA B KOMIIO3UTOPCHKIN TBOPYOCTI.

Ilepcnexmusu nooanvuio2o 00CHiONCeHHS NPONOHOBAHOT MmeMu TIOJIATAI0Th Y
BHUBYEHHI: KOMIIO3UTOPCHKOI TBOPYOCTI, IHTEpPIpETALIfHUX MPOLECIB Yy Hil;
TeMOpOBO-()aKTypHOTO KOMIUIEKCY SIK €IHOCTI BCIX MY3WYHO-BHPA30BUX
KOMITOHEHTIB y TBOpi, IHTEPNPETAIIHHOTO TMOTEHIIATy IbOr0 KOMIUIEKCY B
KOMIIO3UTOPCHKOMY, BHKOHAaBCHKOMY MHUCTEITBAaX, CIyXallbKOMYy CIPHHHSITTI,
IHIMTUX BUJIAX XYJOXKHBOI IHTEpIIpEeTallii, My3UYHO-KOMYHIKAaTUBHOI CHUCTEMHU B
IIJIOMY; 1HCTPYMEHTYBAaHHS SIK KOMIIOHEHTY KOMIIO3UTOPCHKOI TBOPUYOCTI
(0cO0IMBO, OPKECTPOBOI), IO Ma€ BH3HAYATU KPUTEPli MAMCTEPHOCTI MUTIIS,
METOaHM BHOYAOBH TeMOPOBO-(DaKTypHOI KOHIEMIli TBOPY, IO BIUTMBAE HA HOTO

YKAHPOBO-CTUJIHOB1, KOMIO3UIIHHO-CEMAaHTHYHI1, POPMOTBOPY1, TEMATU4HI PIBHI.



Ilpakmuune 3HaueHHA OMPUMAHUX Pe3YIbMAamie OOCHIONCEHHs TIONSTae y
BUKOPHCTaHHI MarepiajiiB JucepTalii y HaBEIEHUX BHILE MEPCIEKTUBHUX
HampsiMax Juisi TOJANBIINX HAYKOBUX PO3BIIOK. OTpUMaHi pe3ylbTaTh MOXKYTh
OyTH BUKOPHCTaHI y Kypcax HaBUaJbHUX NUCHUIUIH «My3udHa iHTEpIIpeTaiis,
«My3Hu4Ha TICUXOJIOTISH, «AHAN3 MY3UYHUX TBOPiB», «Conbdemkio», «Teopis
IHCTPYMEHTYBaHHs», «HCTpYyMEHTO3HABCTBO», «ICTOpPiS OPKECTPOBHUX CTHUIIIBY,
«UuTaHHA TapTUTYp» Ta IHIIMX; Yy CHEIalbHUX Kjacax 13 KOMIIO3WIIi Ta
IHCTpYMEHTYBaHHS IS OakajaBpiB, MaricTpiB, acHipaHTIB BHUIIUX MY3HUYHHX
HaBYAJIIbHUX 3aKja/iB YKpaiHM Ta IHIIMX KpaiH CBITY; B SKOCTI JpKepenia mIpu
pO3B’s13aHHI MPAKTHYHUX MPOOJIEM MY3UYHOI KOMITO3HULIIi Ta BAKOHABCTBA B aCHEKTI
XYJ0’KHbOI IHTEpPIPETAIlil Ta My3U4HOI KOMYHIKaIIii.

Kniouosi cnosa: my3nyHa KOMYHIKallis, KOMIIO3UTOpPCbKa IHTEpIpeTanis,
OpKECTpOBa TBOPYICTh, TEMOPOBO-(DAKTYpHUN KOMIUIEKC, IHTEpIpeTaIiiiHui
MOTeHIlian TeMOpy Ta (akTypH, MOJEIIOBaHHS, TeMOpoBa JpaMarypris, riinOruHa

(bakTypH, MOJyC IHCTPYMEHTYBaHHS.

SUMMARY

Kashyrtsev R. G. Interpretative Potential of Timbre and Texture in Orchestral
Works of Composers of the First Half of the 20th Century. — The qualifying
scientific work on the rights of a manuscript.

The dissertation submitted in fulfillment of the requirements for the scientific
degree of Philosophy Doctor (PhD) on the specialty 025 — “Musical Arts”; the field
of knowledge 02— “Culture and Arts”. Kharkiv I. P. Kotlyarevsky National
University of Arts.

The relevant for the modern musicology issue of the interpretative potential
of timbre and texture in orchestral works of composers of the first half of the 20th
century is systemically considered in the dissertation; the necessary source base is
studied and systematized, the appropriate terminological apparatus is formed for

clarification of the main statements of the research.



Ones of the most displaying orchestral scores are chosen for the analysis in
the terms of the interpretative potential of timbre and texture — “Spanish Rhapsody”
by M. Ravel, “Five Orchestral Pieces” by A. Schoenberg, “Concerto” for violin and
the orchestra in D by I. Stravinsky. These works considered in accordance to their
creation chronology.

The research relevance is determined due to several factors. The first, there
are certain “gaps” in the research of the timbre and the texture as a united artistically-
expressive complex, which is functioning on all of the levels of musically-
communicative system; this methodological statement is justified on the example of
mentioned orchestral scores. The second, the dissertation is focused on the
interpretative potential of timbre and texture, which is studied on the example of
original composer’s art; the latter naturally includes mechanisms of the
interpretation of historical artistic models — extramusical and, actually, musical:
genre-style, formative, stylistic, timbrally-textural etc. The proposed scientific
discourse of the topic of the dissertation is productive in terms of comprehension of
in-depth aspects of composer’s art, and also its important component — the
instrumentation”® (moreover, these issues are less considered in the modern
musicology). These all form the scientific novelty, the perspective of the further
development of main statements of the offered work, which are focused in the
dissertation’s name — “Interpretative Potential of Timbre and Texture in Orchestral
Works of Composers of the First Half of the 20th Century”.

The research object is the symphonic-orchestral art of composers of the first
half of the 20th century; the subject considered — the expressive capabilities of the
timbre and the texture in aspects of composer’s interpretation and the art of

instrumentation.

“ Note: in the Ukrainian musicology and art of musical composition the term of “instrumentation” includes
not only issues of organology, or simple meaning of instrumental combination used in composition, but also all of
aspects of musical timbrally-textural components organization, their interaction and correlation in all kinds of music.
In this context, “orchestration” can be considered as more specific term with meaning of ‘“orchestral
instrumentation” — the composer's working with score; so, in the field Ukrainian musicology the “instrumentation”
have broader meaning and, therefore, is chosen as main for usage in the dissertation.



The research aim is to reveal diverse aspects of the artistically-interpretative
potential of timbre and texture in the dialectic of their interaction on the example of
the orchestral art of composers of the first half of the 20th century.

In Chapter 1 is defined, that the timbre and the texture are effective and
important factors of the artistic and, in particular, composer’s interpretation. Thus,
the timbre (primarily, as musically-aesthetic category) and the modern theory /
research methodology of the musical texture are considered; aspects of timbre and
texture interaction dialectic (which embodies musical piece in sound) brought out
on the foreground of the discussion.

In this regard, perspective courses of issues of the timbre and the texture as
particular artistic factors in music (with further search of “contact points” between
them) are defined on the base of following modern theories: actually, the timbre and
the texture in music; the musical acoustic; the musical intonation; the artistic
interpretation; the psychology of musical perception; the composer’s art; the
instrumentation. A preliminary comparative discussion of the timbre and the texture
in the system of other contextual means of musical expression is made; their
common action with the musical dramaturgy, the form and the overall rhythm of
their development is studied.

Thus, the attention is focused on etymological, acoustical, intonational,
interpretative consideration aspects of the timbre and texture.

In the field of issues relevant to the timbre, the difference between two
scientific approaches is clarified. The first is addressed to the physical nature of the
timbre, its appearance as subjective feeling, perception and associative potential; the
second is referred to the timbre properties as creative factor of the style, the genre
and the musical form. These research branches are linked in dissertation due to
offered consideration of the timbre as intonational phenomenon.

Source review and the own articles by the author of dissertation on the topic
of the musical texture revealed two main courses of research: the first, studies of
inner formation of the texture as the intonational phenomenon, and thus, the

generator of “musical speech”; the second, investigations of “outer” factors, which



supposes the aim to clarify the way of texture correlation with other contextual
parameters of musical piece, namely formative (in regards of structural, functional,
dramaturgical manifestations), genre-semantical (creation of certain character of
sounding), style (an influence on artistic wholeness of a piece) etc.

Special attention is devoted to the texture consideration as a three-coordinate
system, which is a perspective sphere of modern researches. It is found out, that
aspects of the timbre are not included in this course of investigations. Thus, in the
context of dissertation, the already existing in musicology term of “texture depth” is
defined as one of texture dimensions, its timbrally-spatial coordinate, which includes
the timbre as inseparable component. Therefore, is argued that the texture depth
realization occurs through the timbre, so, the timbre and the texture in music are
merged in one whole musically-expressive complex in the process of musical form
development.

Due to this, the aspect of the artistic interpretation in music brings to
foreground following issues: the musical thinking, language and speech; the matter
of textural depth embodiment in the musical notation system; the question about
presence musically-sensual dimension in the process of artistic interpretation.
Definitions of terms, which substantiate these scientific statements of dissertation,
are proposed in the Chapter 1 and following chapters of the research.

In Chapter 2 the theoretical, methodological, artistic dimensions of the
composer’s interpretation are systematically considered, which includes issues of
the composer’s creative process and the artist individuality; these requires
investigation of statements of the creative modelling theory in the discourse of
composer’s art and interpretation.

Therefore, due to the topic of dissertation attention is focused on the sphere
of composer’s art, its tendencies, paths of scientific comprehension and the
according terminology. General definitions for terms of “composer’s conception”,
“composer’s plan evolution / construction”, “composer’s artistic aim” and others are

proposed; their significance in the musically-communicative system is



characterized, which grants an opportunity to reveal the interpretative component in
the composer’s art.

The latter issue is commonly considered in researches in terms of so called
“secondary art genres”. In return, there are mentions (direct or indirect) about
interpretative factors in the original art of composition in a row of investigated
sources. This is systematically argued in the dissertation — these processes’
components, inner and outer factors of composer’s interpretation are studied; also,
models-scenarios in the system of “composer — customer” are proposed. As a
conclusion, definitions of terms “composer’s art” and “composer’s interpretation”
are stated.

The dual nature of artistic modelling is emphasized in the interpretational
discourse — as a process of musical piece construction and as its intonational result.
Therefore, stages of composer’s work with musical material, modelling of various
musically-semantical levels (which is dedicated for the purpose to achieve the
dramaturgical wholeness) are considered. In regards of interpretational potential of
timbre and texture issues, modelling, to a great extent, reveal itself in the art of
instrumentation.

Chapter 3 is devoted to consideration of the timbre-texture and its expressive
capabilities in the orchestral music in aspects of composing and performing. Due to
this the following issues are involved to discussion: instrumentation, its methods and
principles in time of the first half of 20th century (according to the chosen historical
period); orchestral art as musically-communicative conception; the last,
instrumentation as technique dedicated to the timbrally-textural complex
construction process, thus, formation of dramaturgy, syntax, tectonic, modality. The
term of “mode of instrumentation” is proposed, along with it typology.

The orchestra in the discourse of communicative system of “composer —
performer — listener” gains attributes of the conception, in which special
requirements of creation, performance and perception of music are stated. So, this
musically-communicative conception of orchestra acts as a formative factor of the

style and the genre; in turn, this creates the orchestral branch of composer’s art. This



makes relevant a consideration of historical development processes of orchestral
timbre-texture, its specific acoustical, musically-expressive, interpretative qualities,
of which timbrally-textural embodiment has particular markers due to the conceptual
principles of the orchestra.

Its discovered, that gradual development of the instrumentation technique in
the art of composition till the beginning of 20th century brings to foreground the
timbrally-colouristic aspect and formative properties of the timbre-texture. This
anticipates usage of present and invention of new means, methods and principles of
the instrumentation, that also means gradual (in historical context) and significant
enrichment of timbrally-textural complex. So, the textural depth gets much bigger
sense as a mean of composer’s interpretation.

In purpose of, in one hand, to clarify formative aspects of the timbrally-
textural complex and, in other hand, to reveal artistic intentions of a composer in a
process of its construction, new terms are introduced and the present redefined. The
mode of instrumentation (as a paradigm of composer’s approach to overall timbally-
textural plan of a musical piece) is dramaturgical, syntactic, tectonic factor, which
creates a particular timbrally-textural modality. Therefore, is stated, that
instrumentation is both a mean and a manifestation of the composer’s interpretation
and, thus, a reflection of the interpretative potential of timbre and texture.

The final Chapter 4 consists of analytical essays about particular works by
outstanding masters of orchestral colouristic— M. Ravel, A. Schoenberg,
I. Stravinsky. Attention is paid to the functioning of timbrally-textural complex as
an artistic, a semantic, a dramaturgical, a formative factor; methods of
instrumentation, which are used for the integral embodiment of all components of
timbrally-textural complex (and, therefore, its interpretative qualities), are specially
studied and their significance is emphasized.

“Spanish Rhapsody” by M. Ravel is considered as an example of the
timbrally-textural complex existence in two variants — for the orchestra and for the
piano; attention is focused, mainly, on the orchestral timbrally-textural model of the

piece, which reveals aspects of dynamization and expression enhancement in terms



of dramaturgy and syntax. The basic principles of instrumentation used by M. Ravel
are defined, aspects of their interaction with piece program, genre-style dimensions
and dramaturgy are revealed.

Next, special features of A. Schoenberg’s instrumentation, which impacts on
the construction of the timbrally-textural complex of “Five Orchestral Pieces”, are
considered. The idea of Klangfarbenmelodie, later stated by the composer, is
reflected in this earlier piece; in dissertation a suggestion is made about influence of
extramusical stimuli for piece composition, in particular, images from painting art.
A. Schoenberg paid a significant attention to the interpretative potential of timbre
and texture, which revealed through the plenty of author’s notes, expression marks,
articulation signs. The most important means of instrumentation are defined, so the
presence of composer’s own inventions among them is clarified. The particularities
of the timbrally-textural complex construction (especially, the colouristical-centered
mode of instrumentation) witness about determinative musically contextual meaning
of the timbral colouristic in piece by A. Schoenberg.

“Concerto” for violin and the orchestra in D is an example of construction of
the author’s innovative model of timbrally-acoustical interaction of the soloist and
the orchestra. The genre of concerto with its inherent features gains refreshed
timbrally-textural filling, in which roles of the soloist, the orchestra and principles
of their overall interaction are revised in circumstances of genre-style synthesis (a
trait of I. Stravinsky’s art, which is reflected and described in special terms
introduced by musicologists). Interpretative capabilities of timbre and texture in this
new interaction system of musical means are implemented by the composer using
various methods of instrumentation, such as common in practice and also built by
I. Stravinsky himself; the mixed mode of instrumentation determines the contextual
and dramaturgical wholeness of timbrally-textural complexes of the soloist and the
orchestra.

Results of the dissertation confirm basic statements of scientific novelty of the
work done: for the first time the issue of interpretative potential of timbre and texture

in orchestral works by composers of the first half of the 20th century is considered;



introduced, redefined and substantiate terms of “timbrally-textural mode”, “mode of
instrumentation”, “interpretative potential of timbre and texture” and others; in
accordance to chosen topic (with emphasis of the unity of the timbre and the texture
as factors of sound expression), already existent terms are redefined and modified,;
the process of composer’s interpretation in original composer’s art is characterized;
factors of artistic interpretation in composer’s art are clarified.

Perspectives of further research of the topic proposed may be conducted in
the following directions: the art of composition and the interpretative processes
within it; the timbrally-textural complex as unity of all of musically-expressive
components in a piece, the interpretative potential of this complex in arts of
composition and performing, the listener’s perception, other types of artistic
interpretation, the musically-communicative system in general; the instrumentation
as a component of the art of composition (in particular, orchestral), which may
define composer’s mastery criteria and methods of the construction of the piece’s
timbrally-textural conception used, including its genre-style, compositional-
semantical, formative, thematic levels.

The research results could be practically implemented for further
investigations in different vectors, as described above. Also, materials of dissertation
could find their use in courses of following disciplines: “Musical Interpretation”,
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“Musical Psychology”, “Analysis of Musical Pieces”, “Solfeggio”, “Theory of
Instrumentation / Orchestration”, “Instrumentation”/ “Organology”, “History of
Orchestral Styles”, “Orchestral Score Reading” and others; special classes of
“Composition” an “Instrumentation / Orchestration” for Bachelors, Masters and
Postgraduate students in higher musical educational institutions in Ukraine and
worldwide; finally, as a reference source for solving various practical issues of
musical composition and performing art in the aspect of musical interpretation and
musical communication.

Key words: musical communication, composer’s interpretation, orchestral art,

timbrally-textural complex, interpretative potential of timbre and texture, modelling,

timbral dramaturgy, textural depth, mode of instrumentation.
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