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CUMBOJIIKO-PUTOPUYHI MPUHIIUIIN TBOPYOCTI ®EPEHIIA JIICTA
B ICTOPUKO-KYJbTYPHOMY KOHTEKCTI POMAHTU3MY

Y cmammi oxapaxmepusosano cumeoniko-pumopuuni npunyunu meopuocmi . Jlicma, axi
posensanymi 8 KoHmekcmi npobdnem enoxu pomanmusmy. Iliokpecaeno, wo cumeonizm @. Jlicma
NPOABNAEMbCA AK Y BUKOPUCIAHHI PISHOMAHIMHUX CUMBOTIIE MA MY3UYHO-PUMOPUYHUX Dieyp, maK i 8
npocSpaMuill HA36i IHCMPYMEHMATbHUX MEOPI6, W0 HAOYBA€E CBOEPIOHO20 CUMBONTUHO2O 3HAYEHHS.
Hocniooiceno, wo Jlicm npuiiniog 00 3ac80€HHA CUMBONIKO-PUMOPUYHOLO MUCTEHHS 6 CepeOHill nepiod
MEOpHOCMI, WASAXOM Ni3HAHHS Oazamiowjol My3uyHol cnadwunu, inocodcovkux idei, a maxodlc
Nnoemu4Hoi cucmemu.
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CHUMBOJIMKO-PUTOPUYECKHUE NIPUHIUIIBI TBOPYECTBA ®EPEHIA JINCTA
B UCTOPUKO-KYJbTYPHOM KOHTEKCTE POMAHTU3MA

B cmamve oxapakmepuzo6ansi cUME0IUKO-pUmMmopuiecKue npunyunst meopyecmea D. Jlucma,
KOmopble paccmMampusalomcsi 8 KoHmeKkcme npobnem 2noxu pomaumusma. Iloduepknymo, umo
cumeonusm D. Jlucma nposensemcs Kak 6 UCHONb30BAHUU PA3TUYHBIX CUMBONO8 U MY3bIKANbHO-
pumopuyeckux Queyp, max u 6 NPOSPAMMHOM HA3GAHUU UHCHIPYMEHMATLHLIX NPOU3Ee0eHuUll,
Komopoe npuobpemaem ceoeobpazmoe cumgonuveckoe sHauveuue. [oxazano, umo Jlucm npuwen x
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SYMBOLIC-RHETORICAL PRINCIPLES OF FERENC LISZT’S CREATIVE WORK
AGAINST THE HISTORICAL AND CULTURAL BACKGROUND OF ROMANTICISM

The article describes the symbolic-rhetorical principles of F. Liszt’s work investigated in the
context of the Romantic era problems. Liszt’s creative activity is regarded as that of a passionate
artist who is constantly seeking ways of solving political, social, and religious problems, striving to
penetrate the very essence of artistic phenomena of the Romantic era through his work.

The emphasis is laid on the main theme of the composer’s work, that of humanism. It must be
noted, that Liszt finds his musical symbolism in the plot of Raphael’s painting “Saint Cecilia”. This
theme of humanism is embodied in the symphonic poem “Orpheus”. The ancient myth of Orpheus
attracted the composer from a symbolic point of view. In the image of the protagonist Liszt sees
primarily a generalized image, which expresses the composer’s artistic credo and symbolizes art.
Attributing a symbolic value to the image of Orpheus, Liszt compares him to Art where he seeks to find
the ideal, that is, Eurydice, but once she is found he is unable to preserve her on Earth.

1t is emphasized that Liszt’s symbolism manifests itself both in the use of various symbols and
musical-rhetorical figures, as well as in the program name of instrumental works, which acquires a
peculiar symbolic significance. With the help of Liszt’s program, the listener starts creating specific
symbols suggested by the author. Thus, there is an appeal to several language systems, which allow
one to transpose information from one level of the language system to another. To complete symbolic
information, music appeals to the synthesis of literature, which results in images/symbols.

As shown by research, Liszt comes to the assimilation of symbolic-rhetorical thinking in the
middle period of his creative activity (works of the early period are devoid of symbolic language),
through perception of a rich musical heritage, philosophical ideas, as well as a poetic system. The
composer gives them romantic orchestral colors, complicates the texture, exacerbates harmony,
transforms intonation and rhythm, and finds a new register and timbre solution.

Rhetorical figures fit organically into F. Liszt’s composer style on the wave of a new
oratorical trend. Even though rhetoric as art falls into disuse in the 19" century, it continues its
existence in F. Liszt’s work and manifests itself not only in the composer’s treatment of Bach’s themes,
but also in the frequent use of rhetorical figures to build a particular image. After all, the composer
knew and appreciated oratory, which seemed to synthesize all other arts and was the highest form of
poetry for him. Liszt’s playing also often took the form of oratorical performances, since the composer
sought persistent persuasion, and he undoubtedly succeeded in his objective.

As a result of our research of the symbolic-rhetorical principles of F. Liszt’s creativity in the
historical and cultural context of the Romantic era, it was established that the romantic era had its
imprint on the brilliant personality of F. Liszt, who was a typical “son of his time”. This manifested
itself not only in the split nature of the composer and his worldview, but also in his creative work: the
use of generalized philosophical ideas expressed by F. Liszt with the help of musical rhetorical figures
and symbols. The evolutionary path of creativity that the composer overcame testifies to his tireless
composing quest not only of the ways of using the instrument, but also of expressive means and
symbols, of the ways to translate his talent into reality.

Keywords: musical symbols, musical-rhetorical figures, program specific activity,
romanticism.
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[TpobGiemMa CHMBOJIYHOCTI MY3HKH HEOJHOPA30BO cTaBajlia 00’€KTOM JOCHIKCHHS, il
po3rnsiganu 6arato mucinuteniB. [IpoTe i B Hall 4ac, KOJM i/iess CUMBOJII3MY SIK CBITOOQUEHHS! 3HOBY
HaOyJa aKTyalbHOCTI, 3aJIMIIAIOTHECS HEBHPINICHNMH NHTaHHSA B JNaHid cdepi. Posrmsanm mysmku 3
MO3UIIii CEMIOTUKH CTAHOBUTH OCOOJIMBY IIKABICTh HE JIUIIIE JUISI My3UKO3HABIIIB, a 1 /11 BUKOHABIIIB,
OCKIIbKM MHUCTEITBO HAIMOBHEHE OaraTbMa TAEMHUISIMU 1 3aTaIKaMH, KOTPi MOTPEOYIOTh PO3KPHUTTSL.

Emoxa pomanTH3My Hakjganma BiOMTOK 1 Ha reHianpHy ocobucrictes . Jlicra, skuii OyB
THITIOBUM “‘CHHOM CBOTO 4dacy”. lle mposiBuiiocs He JIMIIE B PO3ABOEHHI XapaKTepy KOMIIO3UTOpa, HOro
CBITOCIIPUIHATTI, @ # Y TBOPYOCTI — 3BEPHEHHI JI0 y3arajdbHeHUX (Qimocodcebkux ineid, ski . Jlict
BHPA3UB 32 JOMOMOTOI CHUMBOJIIB.

KoMIo3uTop 3 BEIHKO BUMOTJIHMBICTIO CTABHBCS IO TOYHOTO PO3KPUTTS XyIOKHBOTO 3MICTY
TBOPY Ta, fK 1 iHIII MUTII POMaHTU3MY, HAMAarascs JeTalbHO (iKCyBaTH CBOT MOPaJX A0 BUKOHAHHS Y
BUTISIIL pemapok. ToMy mepel cydacHMMH BHKOHABIIMU IIOCTA€ OCOONMBE 3aBIaHHS — OCSATHYTH I
nepesiaTd CUMBOJIIYHICTh JIICTIBCHKOT TBOPYOCTi. AJiKe, 100 3pO3yMITH TIMOMHHUN CMHUCI TBOPY,
MOTPIOHO HE JIUIIE BITYYTH HOro 0Opa3HMiA HACTPIi, a i 3HATH, O XOTIiB BUCIIOBUTH aBTOP, IO HOTO
Haauxaio i TBopuo mimkuBimoBano. CaMe Ui BAAIOTO BUKOHAHHS MY3WYHOTO TBOPY, SKE “pOOHTH
TBip mouyTuM 3 Horo xapaxtepoM i 3mictom” (I. @opkens), HEOOXiAHI 3HAaHHS CHMBOJIIKOMOBHHX
3ac00iB, 0COOIUBO MY3UYHO-PUTOPHUYHUX (iryp 31 CBOIM CMUCIIOBUM HaBaHTaKEHHSM.

bararo HaykoBHX Mpaib IPUCBIUEHO JIOCIIIKECHHIO TBOpYOi ocobucrocti D. Jlicta, a Takox
Woro My3W4HIN criafiuHi; 1e, 30Kkpema, MoHorpadii S. Minsmiretina [8, 9], b. Cabonpum [11], crarti
0. Ckpebkona [12], O. Pomenko [10], FO. T'abaii [2], A. KoBans [5], Ta iHmi. Ane qoci 3anumaeTbes
HE [0 KIiHIA BHUBYEHa Ta HeBHYepnHa cdepa CHMBOIIKO-PHTOPUYHUX 3aco0iB, sKi BiH
BUKOPHCTOBYBAB.

Merta cTaTTi — BHSBUTH CHMBOJIKO-PHTOPHYHI MpuHIUIHK TBopdocTi @. Jlicta y mmpokomy
ICTOPUKO-KYJIBTYPHOMY KOHTEKCTi CIIOXH POMAaHTH3MY.

B emoxy poMaHTH3MY 3a JJOOMOTOI0 CHMBOJIAa BUPa)Kald OCHOBHI aCIleKTH CBITOCIIPUHHATTA
KOMIIO3UTOPIB, SIKi HAMAarajucs CTBOPUTH CUMBOJIM-00pa3H, M0 NepefaBaiu O y3araabHeHy QYHKIIiIO
JUHACHOCTI 3 pyxoM 110 O6e3MexHoro. byab-akuil eneMeHT pOMaHTUYHOI cucTeMu repedyBae “y rpi”:
“BiH TO IOpIBHIOE caM co0i, To BUCTymae y ¢opmi 3HaKa”. OcobnrBoro 3Ha4eHHs HaOyBae Te, MO 3a
TEKCTOM, IO “‘a priori HE3pUMO 1 MOTEHIIHHO HasBHE: KOXXHUW TBIp HEMOBOW “BKIIOYAETHCS Y
3aralbHOPOMaHTHUYHY KapTUHY (KOHIICIIII0) CBITY, 3aliMar0yd IEBHE MicCIle B JWHAMIYHIN cUCcTeMi
POMaHTHYHOTO cBiTOCOPUHHATTS [2, ¢. 10—11]. 3a3HaunMoO, 1110 CUMBOJI MH PO3YMIEMO K 3HAK, L0
nparte 10 0e3MeXHOCT] 3HaYEHb.

Byayuu “macionapiem”, JIicT OCTIHO LIyKaB 3acO0M PO3B’A3aHHS MOJIITHYHUX, COLIaTbHUX 1
PEJNTiHHIX MPOoOIeM, HaMarar4ruch MPOHUKHYTH CBOEK TBOPUICTIO B CaMy CYTHICTh XYJOXHIX SBHIII
eTOXH POMAHTH3MY. 3a3HaumMMo, Io macioHapHicTh JI. ['yMinbOB BH3HA4YaB SK XapaKTEPOJOTIUHY
JIOMiHaHTy, HerepeOOpHe BHYTPIIIHE MparHeHHs 0 MiSUTFHOCTI, CIPSMOBAHE HA OCSTHEHHS MEBHOI
Metn. IlacioHapHICTh — “IpPHKMeTa, II0 BHHUKAE BHACTINOK MyTalli (IaciOHApHOTO IIOIITOBXY) 1
CTBOPIOE BCEPEIUHI MOMYJISAIIT MEAKY KiJIbKICTh JIIOJCH, SKi BOJOIIIOThH IiJBUIICHUM TSDKIHHIM IO
nisutbHOCTI”  [3, ¢. 16]. TlacioHapHICTh PO3KPHBAETBCS 4Yepe3 MisUIbHICTh BEIHMKHX JIIOJCH, SKi
3aJIMIIAIOTH CIiJ B icTOpii. BOHM, BIMBarouM Ha HABKOJHIIHIO JiHCHICTH Ta CTBOPIOIOYH HABKOJO
cebe EHEepreTWYHe I0Jie, € CHIFPHUM aKyMyJSITOPOM IIEBHHX iJed, MOUNIMPIOIOYH CHIIY AYXY, CHILY
3HaHHsA. CaMe 1O TakuX JIOJCH-TIacioHapiiB, SKi HaMararoThCsl 3MIHUTH HaBKOJIMINHE 1 CIIpaBmi
MOXYTh Horo 3MiHuTH, HajexaB @. Jlicr. Komno3urop He nuie BiIpoArB MOBHI TeHAEHIIl 0apoko,
KJIACUIIM3My, a ¥ y3araabHUB pPOMAHTHU3M, IOBIB HOro JO HAMBHINOTO CTYNEHS KOHIEHTpAI],
SCKPaBOCTI, KOHLIEPTHOCTI.

3oBciM HeBumaakoBo depenr Jlict, sk ¥ iHIII NPOTrpecHBHI POMAaHTHKH, IepeiiMarodn
¢inocodchki el cBoro yacy, crpuiiMaB KHTTS K YaCTHHY CBITOBOTO IPOIIECY, IO HE MiATAEThCs
paLioOHATFHOMY KOHTPOJIIO Ta sIKe MO>KHA BHPA3HTH 32 IOMOMOror cuMBoia. JIicT HamaraBcsi CBO€EIO
TBOPYICTIO NMPOHUKHYTH B CYTHICTh XYIOXHIX SIBHII €MOXH POMAaHTH3MY. AJie MPOTSATOM yCHOTO
KUTTSA B TBOPYId HATypi KOMIIO3UTOpa OOpONUCS [Ba TPOTHIICKHI MOJIOCH XapakTepy, KOTpi
Oe3mocepeTHbO BIUTMBAIIN Ha HOTO CBITOCIIPUHHSATTSI.

JBoicty Harypy @. Jlicra Bmano poskpuBae O. CkpebkoBa: “3 omgHOro OOKY, XYIOKHHUK —
“NPOMNOBITHUK MHUCTENTBA”, KOTPHIA Tapsde MparHyB A0 iiealiB i BipuB y iX 3[IHCHEHHS, 3 1HIIOTO —
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CKENITHK, KU “BKyCHB OTPYTY CYMHIBY’, IepeHHsABCS IyxoM ipoHii i 3amepedenss” [12, c. 28].
Buyrpimniii ceit @. Jlicta OyB cripaBii po3iBOEHUH, 110 pOOMIIO HOTO 3araJIkOBUM, alie pa3oM 3 THUM 1
HemaciuBuM. JKutts Jlicta 330BHI 37aBajiocsi YyJOBHM: CJaBa, Bce3arajbHE BH3HAHHS, ajle B
JQYLIEBHOMY CBIiT1 KOMITO3UTOpa MOCTIMHO OOPOIUCS NPOTUpIvYs, HAa KOTPl BIUIMHYJIA U enoxa, B sSKii
BiH KHB: THOOJICHHSI aBCTPiHChKO-rabcOyp3bkoi MOHapXii, mo mopoawno peBoiomiio 1848 poky,
HalliOHAJILHO-BU3BOJIbHA OOpoThOa yropcekoro Hapomy. CaM KOMIIO3MTOp MNHCaB, IO “‘HAIl BiK
XBOpHH, 1 MU XBOPi pa3om i3 HUM” (HUT. 3a [9, c. 27]).

@. JlicT 3HeBa)KaB HABKOJIMIIIHIN CBIT, 3aCy/KYBaB MOTaHI CMaKH CYCIiJIbcTBa. BiH 6aunB He
nuie “iHTENeKTyallbHUH TMPOTrpec, BEJIUKE MHCTENTBO 1 reHiasibHi BUHaXoau XIX cromittsa”, a i
“y0ory TYHOIiCTh CYYacHOTO JXHTTS, IIEPETBOPCHHS HAayKH i MHUCTEUTBA B KOMEPIIO, CIEKYILLIIO
17IeIMH 1 TOYYTTSIMU, MOpaJibHe 3auiHHS” [9, c. 18]. B cycminbcTBi apTUCT mepe0yBaB Ha CTaHOBHIII
nakest. JKWBy4YM Tl TOCTIHHUM THCKOM TMOJITHYHOrO, COI[aJbHOTO 1 PENiriiHOrO CepeloBHIIa,
®epenn JlicT miykaB cBoi 3aco0M po3B’si3aHHS JaHUX NpoOieM. He MokHa ckaszatu, mo 1ie HoMmy
BJIaJIOCh, aJie¢ Ha MOPO03i CTAPOCTi BiH CTaB KATOJMIIEKUM a0aToOM i HaMaraBcs “TIPUMHPUTH JIHCHICTh
13 HeOecamu”.

YHOpoIoBXK yChOro KHUTTS KOMIIO3UTOP BIpHB Y PO3BUTOK JIFOJICTBA Yepe3 BiYHE MPAarHSHH J10
JlockoHanocTi. Takuii moriay BIUIMBAB HE JIUIIE HA HOro CBITOTNsA, a W Ha TBOpUicTh. [locTiiiHO
IIyKaro4un o00pasw, siki 6 BHpakalnn OCHOBHY TeMy HOTO TBOPYOCTI — TeMy ryMaHi3My, JIicT 3HaxoxuB
ix y kapruni Padaens “Cesara Lleummis”, croxker sSKOI TPaKTyBaB SIK CHMBOJ MY3HWKH, XO4a 1 HE
HAITOJISITaB Ha BIIACHOMY 0adeHHI JaHOTO CIOXKETY SIK Bce3araybHoro. Lls Tema rymaHi3My BTiJICHA B
cuMmdoHniuniit noemi Jlicta “Opdeit”. Autuunuii Mip npo Opdes 3amikaBUB KOMIIO3UTOpPA i3 OISy
cuMBoIlikd. Ajpke B 00pa3i romoBHoro repost Jlict 6aumB mepin 3a Bce y3aralbHEHWUH o0pas, sSKuit
BHpP@XKa€ XyAOKHE Kpeao KOMIO3UTOpa Ta CHUMBOJI3ye MucTenTBo. Hanimssiounm oOpa3 Opdes
CHMBOJIIYHHM 3HAa4eHHsM, JIicT MOPiBHIOBaB HOTO 3 MICTELTBOM, B SIKOMY HaMaraBcs 3HAaWTH imead,
T00TO EBpifiKy, ane, 3HaxX0/s19u, HE B 3M031 30eperTH Ha 3eMIi.

Take TIlyMaueHHs CyTTEBO BiIPi3HIETHCS BiJ PillIeHHS B OXHOWMEHHiH omepi [roka, ge mid
npo moxopoxk Opdess morpakToBanuil 6e3 cumBoNiyHMX pric. Kommosutop mwmca: “Jlns ['mioka
Opdeit HE € HI HAATIOACHKOK 1CTOTOO, Hi OOTOM, aHi HamiBOOTOM, aHi TeHiEM, KU Bele JIFOJCTBO
Jaji 1o NUIAXY A0 JOCKOHAIOCTI. [/l HROTO BiH JIMIIE YOJOBIK, SIKHH TYXXHUTH 32 BTPATOI0 KOXaHOI, i
oro Oinb BWIMBAETBbCA Y 3BYKaX, fKi Hac 3axomumooTh’ [7, ¢. 161]. Takum umHOM, @. Jlict
nepeocmuciuB Mi npo Opdest i HamaraBcs 3 HWOTo JOMOMOTOK BTUIMTH y3araiabHEHI TIHOOKI
(dhimocodcrbki igei.

B enoxy poMaHTH3My CHMBOJIIYHHI aCTIEKT MY3UKH BiIMIIIOB Ha APYTHi IUIaH, a Ha TEPIIUA
BHCTYIIMB €MOIIIMHUK 3MICT y MOEIHAHHI 3 My3UYHOIO 300paxanbHicTio. [Ipote TBOpuicTh @. Jlicta
CTaJa IIe OHI€I0 BEPIIMHOI0 CHMBOIIKO-PUTOPUIHOTO MUCTeHH. CiuMBoTi3M JlicTa mposBISI€eThCS SIK
Yy BUKOPHCTaHHI PI3HOMAHITHUX CUMBOIIIB Ta My3UYHO-PUTOPHYHUX (iryp, TaK i B MPOrpaMHiid Ha3Bi
IHCTpyMEHTAIFHUX TBOPIB, 1[0 HAOyBa€ CBOEPIMHOTO CHMBONIYHOTO 3HAUeHHS. BoHa MpOSBIAETHCS
a00 y BUIIIAAI JITEpaTypHOTO 3arojioBka, a00 PO3rOpHYTOTO JITEPaTYypPHOTO CIOXKETy. TakuM YHMHOM,
BiJIOYBA€THCS 3BEPHEHHS JI0 KUTLKOX MOBHHUX CHCTEM, III0 JJA€ 3MOTY MEPEeBECTH iHPOPMAITIO 3 OHOTO
piBHS MOBHOI cucTeMH B iHmTy. 11[06 mOCATHYTH CHMBONIYHOI iHPOPMATHBHOCTI, My3HKa 3BEPTAETHCS
JI0 CHHTE3Y 3 JIITePaTyporo, B Pe3yJIbTaTi 4Oro MOAEIIOE 00pa3n-CUMBOITH.

My3uuHuid TBip y po3yMiHHi JlicTa — 11e €AMHUWI, MITbHUN KUBHH OpTaHi3M, TOMY BiH He pa3
MiKPECIIOBaB, M0 He 3aiiBUM Oyle, AKIIO0 KOMIIO3UTOpP Y KUIBKOX PsIKaX OKPECIUTh HeMOBOU
“HyXOBHUU €CKi3” 1 BUCIIOBUTH AYMKY, KOTpa ‘“NOCIyXIiIa HOMy OCHOBOIO AJist TBOpY . JlocHTh yacTo
KOMIIO3UTOP caM BHOHMpaB emirpadu Ta MEpeiAMOBH AT CBOIX MY3HYHHX TBOPiHb, TAKUM UYHHOM
JIOTIOMAraro4yy BUKOHABIISIM PO3KPUTH TOJIOBHY 1/I€10 1 TOUHIIIIE BIATBOPUTH 00pa3Huii 3micT. Ae Jlict
HE OTOTOXXKHIOBAB IIPOrpaMy 31 3MiCTOBHICTIO TBOPY, H03asIK IIporpaMa He PO3KPHUBA€E MOBHICTIO 3MICT,
a JMIIe HaMidae CyTTEBi HOro cTopoHH. KOMITO3HTOp CTBEpIKYBaB, IO MY3HIi IIPHUTAMaHHA CBOSI
crierdika i HaBiTh “Ta€MHUIST, TPOTPAMHICTh 30BCIM XK HE pYyiHYe ii, a HaBMaku, MOCHITOE. TakuM
YHHOM, IPOTrPaMHICTh IEPETBOPIOETHCS Ha CBOEPITHUI CHMBOJL.

3apnsku mporpami JIiCT TOTye ciyxada JO CHPHAHSATTS MYy3WYHOTO TBODY, i, K 3a3HAYMIIA
T. JIa3yTiHa, mporpaMa mae Opi€HTHp ysBi ciIyxXada Ha IIEBHY CHMBOJOTBOPYICTb, SIKY 3a/laB aBTOP.
[lpore me He oO3HAYae “‘TUKTATy aBTOPA, aJPKE IMPOLEC CHUMBOJIOTBOPYOCTI AETEPMIHYETHCS SK
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ABTOPCHKOIO YCTAHOBKOIO, TaK 1 OCOOJMBOCTSIMH CaMoro cy0’e€KkTa, IIO CHOpHUIMae, a TaKOX
PI3HOMaHITHUMH YMOBaMH, IKi CYIIPOBOJIXKYIOTH 11eH nporec” [6, c. 67].

B emoxy pomaHTH3My BiIOyBa€ThCSl TIOBEPHEHHS 0 MY3MKH 0apoKo, ajie Ha HOBOMY DiBHI 3
(parMeHTapHIUM BUKOPUCTAHHSM JESKHX “TIeKCeM” — My3UYHO-PUTOPUYHUX (Biryp MUHyJ0r0. Xoua i
y XIX cTomiTri puTOopWKa SIK MHCTEITBO 3aHenajana, B TBOpdYocTi, Hampukian, @. Jlictra BoHa
NPOJIOBXKYBalla CBOE iCHYBaHHS 1 MPOSBIsLIACcS HE JIMIIE Y 3BEPHEHHI KOMIIO3HTOpA J0 0aXiBChKUX
TeM, a ¥ 9YacTHM BHKOPHCTaHHSIM DPUTOPHYHHX Giryp A mepenadi KOHKpPETHOro obOpasy. AJpke
KOMIIO3UTOP JI0Ope 3HaB 1 IIHYBaB OPAaTOPCHKE MUCTEITBO, SKE HEMOBOW CHHTE3yBaJO BCi iHIII
MUCTEITBA i OyJO sl HhOTro HaiBHIOK (popmoro noesii. I'pa Jlicta Takoxk vacto HaOyBana Gopmu
OpaTOPCHKUX BUCTYIIB, OCKUIBKH KOMIIO3UTOP TparHyB HAIOJICTIIMBO IEPEKOHYBATH, i e HOMY
BJIaBaJIOCS.

My3u4HO-pUTOpUYHI (ITypH, 3’SBHBIIMCH y MOJMI(POHIYHOMY CTHJI, B TOMO(QOHHIH MY3HIIi
XIX CcTONITTSI 4aCTKOBO BTpayalid CBOE PUTOPHUYHE 3HAUeHHs. Mae ciymHicTh 1. BapcoBa, roBopsyn,
o “3piBHATHCH Y CTIMKOCTI 3HaY€Hb 31 CJI0BaMU 3BUYAaHOT MOBH MMOJIIOHI IHTOHAIlIT HE MOXYTh BXKE
yepe3 TICHXOJIOTIYHMHA 3aKOH BapiaHTHOCTI CIPUUHATTS My3W4HOro obOpasy. lls BapiaHTHiCTB
30UIBIIYETHCS 3 ICTOPUYHOIO JMCTAHIIEI0, KOJIM CMMCJH, 3araJIbHUM JUIs €MOXHU, MOXKE ONHHHUTUCH Y
3a0yTTi Ta cipuiiMaTHCcs o-HOBoMy ™ [1, ¢. 59].

@epenn JlictT TpHHATIOB 10 3aCBOECHHS CHMBOIIKO-PHTOPHIHOTO MUCIICHHS B CEpeHiH mepion
TBOPYOCTI (TBOPH PaHHBOTO TEPioay MO30aBICHI CUMBOIIIYHOI MOBH), IIJISIXOM IMi3HAHHS OaraTiomioi
MY3WYHOI CIaAIIMHY, (iTocOPCHKHX ifed, a TakoK HMOeTHYHOi cucTeMu. Kommosutop HamaBaB iM
POMaHTUYHUX OpKecTpoBUX (apO, ycknagaHioBaB (HaKTypy, 3aroCTPIOBaB FapMOHiI0, TpaHCPOPMYBaB
IHTOHAIIHHO, PUTMIYHO, 3HAXO/IUB HOBE PETICTPOBE 1 TEMOPOBE BUPIIIICHHS.

A. MinbluteiiH BUIUIMB TIICTh OCHOBHUX MPHUHIMITIB, SIKI MU MOXXEMO Ha3BaTH “‘XyJOXHIMU
npuHIHNaMu TBopaocTi” [9, c. 411], korpumu @. Jlict kepyBaBcsl MPOTATOM yChOro XKUTTS. OnuH 13
HUX — MPHHIUIT JCKIAMaifHOCTI, 10 MOJIATAE Y 30IKEHHI KOMITO3UTOPOM 3MICTY My3W4HOT (ppas3u 3
MOBHHMMH IHTOHAISIMHM, BOHU HaJaroTh (pasi MIHUPOKOTro, “pO3MOBIAIOHYOr0” xapakrepy. B mobymosi
CBOIiX TeM Ha MOBHii OCHOBI JlicT onmpaBcsi He Ha MOBCAKICHHY MOBY, a IIEpII 3a BCE HA €MOLIHHO-
MaTeTUYHE OpaTOPChbKE MHCTEITBO, “HE CTUIBKH TOBOPHUB, CKINBKM JekiaaMmyBaB”. Menoanka Jlicta
HaOyBama JNEKIaMaliifHOrO BINTIHKY, B HOro TBOpaX YacTO TpPAaIULTIOTHCS BKa3iBKH ab0 My3W4HI
pemapku Taki sik: recitando, declamato Ta iHmmi.

He mosxHa moroauTtuce i3 no3uiiero MinbinTeitHa, 1o “y Bubopi putopudnux 3aco6is Jlict ne
IOyXe opuriHaubHUI. BiH He HeXTye i TakMMH, SKi HEOJHOPa30BO BHKOPHCTOBYBAJIH B MHHYJIOMY
(ocobnmuBo B iTamiiicekiil omepi) i yacTkoBo cranu OaHambHUMHU™ [9, c. 426], OCKUIBKH PUTOPUYHI
¢birypu opraHiyHO YBIHIDIM B KOMIO3HTOPCHKUI cTiib . JlicTa Ha XBHJII HOBOI'O OpPaTOPCHKOTO
CIJIecKy. B 0OCHOBHOMY BiH BHKOPHCTOBYBaB My3HYHO-PUTOPHUHI (irypH, sIKi MOXKHA JIETKO BITI3HATH,
aJle He Tak MPOCTO ¥ OTHO3HAYHO, 30KpeMa, B cepeuHi moOymnoBu. BapTo ckaszaTd, mo y TBOPUYOCTI
Jlicta pUTOpPWYHI NMPUHAOMH CTalW OPTaHIYHUM i Oe3mocepenHiM BHUPAKEHHSAM HOTO MOSTUYHOTO
oOxapyBanHs. Ta it He crix 3a0yBatu, 1o 3aKkiHuyBanocs XIX cTOmITTS.

3acrocyBa @. JlicT 1 mMpHHIMIT “XapaKTepHOCTI MOTHBIB~ (BU3HaueHHs 5. MinpmTeliHa) —
Maiike 3a KOXKHIM MOTUBHHM CTBOPEHHSM 3aKpIIUTIOBABCS Y KOMIIO3UTOPA KOHKPETHUH CHMBOIIIYHUIT
CMUCII, IO BHpakae BU3HA4YEHI MoeTHYHi imei 1 mouyTTs. Came “Mmenomis-xapakTepuctuka’ (TepMiH
Jlicta) He nWIIe BUCTYIIAJla CBOEPIAHUM CHMBOJOM OCHOBHOI iiei TBOpPY UM TOJIOBHOTO Treposi, a it
BHpaXkaJla Horo CkJIajHi MOYyTTA Ta MOPYXW Aylli. TakuM YHMHOM, 32 KOHKPETHUMH MOTHBaMHU
3aKpIILTIOBAJIOCS TMOETHYHO-00pa3He 3HadyeHHA. Sk Oaummo, naHi MoTtuBM B po3ymiHHi @. Jlicra
ONU3bKI 3HAYCHHIO MY3UYHO-PUTOPHYHHX (DIryp — CBOEPIAHUX MOTHUBIB 3 KOHKPETHUM CEMaHTHYHUM
3HaueHHsAM. Aymxe JIiCT IIKaBHBCS 3aKOHAMH MY3WYHOI PUTOPHKH Ta BHCOKO I[IHyBaB OPaTOPCHKE
MHCTEITBO.

Barato TeHaeHIUIN pOMaHTU3MY OAEPIKAIHM CBOE 3aBEPIICHHS B Ii3HROMY HEpiOAi TBOPYOCTI
@. Jlicra. Jlanuii mepiof XapakTepHUH HOBATOPCHKUMH TMOIIYKAMH B KOMIIO3UTOPCHKOMY CTHII,
CMIIUBUM EKCIIEpUMEHTAaTOPCTBOM. | 3HOBY He MOroaMMoch i3 IyMmkoro S. MinbliteiiHa, SKuii
3a3Ha4mB, 1o “Horo (Jlicra. — 4. b.) crapeui JOCHIOM HE 3aBXIH € MMOBHOIIHHUMH XYIOKHIMHU
tBOpamu. 1li mociinu HaraayroTh HaM pajime GparMeHTH, OUTBIT YA MEHII BJIAI, OJHIET TPaH/i03HOT
CYMHO-CTPHMAHOI CIIOBii My3UKaHTa, SKAH HaMalye HOBi IUISXH B MHCTEUTBI W HAMaraeTbCs
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BIIKpHUTH I1i TUIsixu iHImM” [8, ¢. 195]. JliicHO, TBOPH Mi3HBOTO MEPIOY BiIPI3HIIOTHCSA MPOCTOTOO
(baxTypH, ajne TaKUM YHHOM 3pOCTA€E CMUCIOBA POJIb Maike KOXKHOI HOTH, SIKa HaOyBae CHMBOJIIYHOTO
3HaueHHs. @epenn JlicT cBOiMH TeHiaNbHIMHU 3HaXiKaMH 3aKianaB (yHIAMEHT Ul MOJabIINX
croniTh. CaMe B IIeil yac y MOro TBOPUYOCTI 3’SBHJIOCS IIOCh TaKe, 1110, 3a cioBaMu K. BiTreHinTeiiH,
JIaJio 3MOTY 3aIlyCTHTH CIHC Y MalOyTHE Jali, HiK Iie Baanocs 3pobutu Baruepy.

CnoBigp @. Jlicra rmmboko ¢inocoderka. Cam kommosutop y jmeri no Jlinm Pamann
Hamucag: “Y MeHe B ceplli IITM00Ka TyTra, 1 I TyTa 4ac BiJ| 4acy MOBHHHA MPOSBUTHUCS B MY3HIIi”~ (IUT.
3a [8, c. 195]). Lla Tyra Bumiace y HOBUX (hopMmax i jxkaHpax. Y kaHpi QopTemiaHnHOi MiHIaTIOpH B
KOHLICHTPOBAHOMY BHUTIJISIII CHMBOJIYHO BUPA3MIKCSA MEPSIKUBAHHI KOMIIO3UTOPa. AJKe MiHiaTiopa
eIoX! POMaHTU3My 0a30BaHA HA IOYYTTI H CIpSAMOBaHAa HAa KPHCTATi3allil0 OJHOTO CTaHy AYIII.
3aBasSKM MOTY)KHOMY IMITyJbCOBI POMaHTU3MY, (popTemiaHHa MiHiaTIOpa Ha TOW 4ac JOCATJIa CBOTO
PO3KBITY # 3apsamiIacs )KUTTEBOIO CHIIOIO Ha JIOBTi POKH.

VY TBopax mi3HBOro mepiofy JIiCT yxe He Tak aKTUBHO BUKOPHCTOBYBaB emirpadu Ta
JiTepaTypHi NepeAMOBY, aJKE BiH BiIOMpaB i (pikCyBaB JIUIIIE TOJOBHI 1 CYTTEBI BKa31BKH, BBAXKAOUN
X JOCTATHIMHU JJISI THX, XTO 3AaTHUI MPOHUKHYTH B MOCTHYHUI CMHCI TBOPIHb.

KomnosuTop BiIMOBUBCS Bii KOHIEPTHOrO, BIPTYO3HOTO CTHJIIO, THM CaMHM CTBOPIOBAB
npo3opy (aktypy, B SIKid 3aKiajaB JMIIE OCHOBHE, THITI3YIOYM BHUPA30BO-CMHCIIOBI €JIEMEHTH
POMaHTHYHOI MY3WKH Ta YacTO BHKOPUCTOBYIOUHM CUMBOJIM. Uepe3 cKialHi KUTTEBI OOCTAaBHHU Ta
3MiHy Qi10cO()CHKHUX 1 pemiridiHuX MOTIISIIB BiIOYBAJIOCS MEPEOCMHUCICHHS MY3HMYHO-PUTOPHYHHUX
¢iryp, sKi BXKe HE CTUIBKH YapyBaJH 1 NMEpeKOHYBAJIH, a BHPaXaJdH IIOCh IMOTAEMHE, CaKpajbHE, a
4acoM 1 TpariuyHe 3aBIsIKM NEPETBOPEHHIO B MY3W4HI CHMBOJM. “BigMoBa BiJ 4yTTeBOi Kpacu B
OaraThox Ti3HIX TBopax JlicTa BUsIBHIIA JTaKOHIYHY KOHCTPYKTUBHY OCHOBY I€CH. Y 3B’SI3KYy 3 IIUM
CYTTEBO MOAM(IKYBAJIOCS BHSBICHHSA IIOEMHOCTI: TPOIECYaNbHICTE (OPMH IOBEpHYyJach il
BIIKpUTICTIO; SIK CaMOCTIHHMI (hakTop cTaja JisiTH MOHOMOTHBHICTH (IIPHXOBaHA TEpII 3a BCE B
MOHOTEMaTH3Mi), IO MPHBEJa JIO MOTUBHOI OCTHHATHOCTI. Tema HaOyBae puc “xomau”, a (QyHKIIO
JaIoBOrO IIGHTPY OAepkye MOTUB” [4,c.27]. BiamoBimHO 3 €BOJIOLIEI0  JICTIBCHKOTO
KOMITO3UTOPCHKOTO CTHIIIO, CTAHOBJICHHSIM (DisI0cOPCHKO-PENiriitHIX MOTIISA/IIB 3pOCTANI0 CHMBOJIIYHE
3HAUEHHS HOTO TBOPIB, HAIIOBHEHHS 1X CaKpaJIbHUM 3MiCTOM.

TakuM 4YHHOM, eroXa POMaHTH3MY Hakjaja CBiif BiJOMTOK 1 Ha TeHiaJbHY OCOOHCTICTH
@. Jlicra, sxuii OyB THUIOBHM ‘“CHHOM cBoro dacy’. lle mposBHIOCS He nWIIe B PO3ABOEHOCTI
XapakTepy KOMIIO3UTOpa, HOrO CBITOCHPHHHSATTI, a i y TBOPYOCTi: 3BEpPHEHHI JO Yy3araibHEHHX
(hinocodcerkux inel, siki @. JlictT BUpa3uB 3a JIOTIOMOTO0 MY3WYHO-PUTOPUYHUX (BIryp Ta CUMBOJIIB.
EBomntomiifHU#T 0IISX TBOPYOCTI, IO TOJOJAB KOMIIO3UTOP, CBIAYUTH NP0 HOro HEBTOMHI
KOMIIO3UTOPCEKI TIONTYKH HE JIUIIE Croco0iB BUKOPHCTAHHS 1HCTPYMEHTY, a i BUPa30BUX 3aco0iB Ta
CHUMBOJIIB, BTIJICHHS TaJlaHTY.
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