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CTUJILOBUM AHAJII3: METOJIOJIOTTYHI TA TUIIOJOI'TYHI OCHOBU

Y cmammi poszensinymo o0CHOGHI MpuHyunu CMUILO8020 AHANIZY, BUSHAYEHO NCUXONO2IYHI
nepeoymosu ma CKiadosi npoyecy CHpuliHamms i OpMY8aHHs CMUTbLOSUX YAGTeHb. Po3kpumo
cymHicmb 3a80aHb, Memooie GUAGIEHHS CINUTbOBUX O3HAK, 38 S3Ki6 5K 3A2albHUX 3AKOHOMIpHOCHET
Gernomeny cmumo. Oxapakmepuzo8ana MunoIO2IMHA CUCMEMd CMUTbOB020 AHANIZY, OKPECeHi
3a60aHHs aHanizy cmuio. 3poobieHo BUCHOBKU CMOCOGHO Memu CIMUIb08020 aHANI3y ma 1020 poui y
00Cni0dCeH T THOUBIOYANLHO20, HAYIOHATLHOZ0 Ui eNOXALHO20 CHUTIG.

Kniouogi cnosa: cmuns, cmunvosuii ananis, aHaniz CMuiio, Munu aHanisy, ampubyyis cmuio,
CMUIb08i 03HAKU.
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CTHJIEBOM AHAJIM3: METOJIOJIOTMYECKHE U TUITIOJIOT MYECKHUE OCHOBBI

B cmamve paccmampusaiomes ocnogHvle npuHyunbLl CMUNEE020 AHANU3A, ONPEOEAIOMCS
ncuxonocuyeckue npednoCcsbLIKU U COCMABIAIowUe nPoyecca 60CHPUAMUSL U POPMUPOBAHUS CINULEBBIX
npedcmasnenuil. Packpvima cyuHocmo 3a0ad, Memo0oo8 GbisigNeHUs CIUTIEBbIX NPU3HAKOB, C8513ell KaK
obwux 3axoHomeprocmeli Qernomena cmuni. Oxapakmepuzo8aHa MUNOIOSUYECKAs CUCMeEMA
cmuneso2o ananusd, HamedeHul 3a0aqu ananuza cmuis. Ocyujecmeienvl 6b1600bl OMHOCUMENbHO Yeu
CMUNe8020 AHANU3A U €20 PO 8 UCCIe008AHUYU UHOUBUOYATLHO20, HAYUOHATBHO2O U INOXATLHOO
cmunei.

Kntouegvie cnosa: cmunv, cmunesoii ananu3, auaiu3 Cmuisn, MUunvl aHanusd, ampubyyus
cmuisl, cmuiegvle NPUSHAKU.
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STYLE ANALYSIS: METHODOLOGICAL AND TYPOLOGICAL FUNDAMENTALS

Issues of style analysis are becoming relevant, since there is necessity to identify stylistic
features both of the individual style and the style of separate national and regional schools.
Systematization of the techniques and methods of style analysis, the typology of style analysis, which
are not sufficiently defined and specific, will contribute to quality work in the study of the style of
individual composers and the broader style systems.

Style is generalization of objective (collective) and subjective (individual) ideas that arise as a
result of practical or auditory perception of a certain number of musical works. As a result, in the
minds of the musician there are formed stable images of various style systems that allow one to
analyze the style.

Sense of style is the perception of a particular style character of the author's work, direction,
epoch or national school. The sense of style develops as a result of a long process of music perception,
as a consequence of the experience associated with comparison and analysis of musical works.
Formation of style ideas and certain style standards will serve as guidelines for defining the style of
works of art.

Analysis of the style involves identifying relationships that allow to understand which style or
style system a musical composition or a number of musical works belong to. Relationships, as a
general regularity of the phenomenon of style, are manifested in certain style features — the features of
style and elements of the style system. Style features, in their turn, are realized in the complex of
expressive means. The system of style features is based on a number of aspects, among which — a
measure of significance of individual elements of musical-expressive means and development and
modification of general, special and individual features.

Identifying style features entirely depends on the variety and direction of analysis. An
important prerequisite for style analysis is the factor of the relation between the categories of form
and content, and the main task is solved with the help of outlining the signs of commonness that
combine a number of objects.

Researchers distinguish four types of analysis, dividing them into “auditory attribution”,
“visual attribution” and “style analysis proper”; the fourth type is denoted by “style analysis” and
presupposes analysis of style systems as a whole. The attribution process contains several separate
stages that correspond to the sequence of style levels (epochal, style of the trend, national, individual).
Firstly, the temporal affiliation of the analyzed music or individual work is determined, the second
stage determines the style trend with the simultaneous awareness of the epoch; the third stage is
characterized by defining the nationality character of the music; the last, the fourth, stage — a rather
complex process of identification — defining an individual style, identifying the signs of creative work
of individual composers. Style analysis is analysis of integral style systems, which is often limited to
analyzing the style of a particular composer.

Thus, the main objective of style analysis is to disclose the unity of the common and individual,
traditions and innovations, to discover genetic connections and semantic sources. It is characterized
by three main types: auditory attribution, visual attribution, and style analysis proper. The analysis of
the style is considered as a separate category, the subject of which is mostly an individual style, since
analyses of larger style levels (trend, national school, epoch) imply voluminous work, is noted for
complexity of the procedure, therefore, it is quite rare in musicology practice. The discovered
methods, techniques and levels of style analysis, produced by scholars at different times, create
prerequisites for such a large but extremely necessary work. This will allow one to reach a higher
level of knowledge of the unities and differences of different trends, national and regional schools, to
define the role of individual artistic personalities in the process of development of musical culture and
to understand the peculiarities of the crucial moments that have caused epochal changes in art.
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Ha cyuacHomy ertami AOCHiIKeHb My3UYHOTO MHUCTELTBA JeAaii OUTbIle yBard MpUIiIA€ETbCS
npobieMaM CTUITIO SIK BaXKJIUBOI KaTeropii My3uko3HaBcTBa. [[UTaHHS CTHILOBOTO aHANi3y Ha0yBalOTh
AKTYaJIbHOCTI, OCKIJIBKH € TOTpeda BUSBICHHS CTHJILOBHX O3HAK SK 1HJMBIMyalbHOTO CTHIIIO, TaK i
CTHJII0O OKPEMHX HAIIOHAILHUX Ta perioHanpHUX MmKil. CucreMaruzallis NPUHAOMIB Ta METOJIB
aHalli3y CTWIIO, THITONOTIS CTHWJIBOBOTO aHajiidy, 10 HE MAarTh JOCTaTHBOI BHU3HAYEHOCTI W
KOHKPETHKHU B MY3UKO3HABYIi JIITEPATypi, CIPUITUMYTh BUCOKOSIKICHI poOOTI B Taly31 JOCHIHKCHHS
CTHITIO OKPEMUX KOMITO3UTOPIB Ta IUPIINX CTUILOBUX CUCTEM.

[Ipobnema cTHUIILOBOTO aHadi3y HEIOCTATHHO PO3pPOOJIEHA B CYYaCHOMY MY3HKO3HABCTBI.
Bimomi mpaiii MEHYJIMX CTOJITh, € Y CUCTEMI JOCII/PKEHHS CTHIIIO B MY3HIIl TIPUJIIJICHA IIEBHA yBara
MMUTaHHSAM CTHJIBOBOTO aHAJI3y W aHami3y CTHIIIO. 30Kpema, BUAUTUMO JiBi poboTr M. Muxaiinosa —
“Crunb y my3uni” [4], “Ertoqu nipo ctunes y my3umi” [3] ta qocnimkenns €. Hazaiikincekoro “Ctuib
1 xaHp y my3uni” [6]. [lornsam Ha mpobieMu CTUIIIO Ta WOTO aHami3dy BijoOpaswiucs B poboTax
BITYM3HAHUX JIOCITi THHKIB: H. T'oproxinoi [1], I. Koxanuk [2], C. MipomHnyeHko [5],
0. Camoiinenko [7], C. Tumko [8] Ta iHIIHX.

Merta cTaTTi — PO3KPUTH MPOOJIEMY CTHIIHOBOTO aHAIi3y B acCleKTi JIOCTIJKCHHS Kareropii
CTHIIO, OXapaKTepU3yBaTW HOro 3aBIAHHS, TUIOJOTIYHHN psI, METONU 3AIHCHEHHS aHaji3y,
BU3HAYUTH POJIb aHANi3y CTWIIO Yy MpOIeEci AOCTIDKEHHsI 1HAWBIMyaabHOI TBOPYOCTI, MisITBHOCTI
HalllOHAIBLHUX IIKLI.

Cruiib — 1e y3aranbHeHHA 00’ €KTHBHUX (KOJNEKTHBHHUX) Ta Cy0’ €KTMBHUX (1HAWBIAYyaJbHHX)
VSIBIICHb, 110 BHHUKAIOTHh K PE3YJIbTAT MPAKTUYHOTO YH CIYXOBOTO CHPUHHSATTS MEBHOI KUTBKOCTI
MY3WYHHX TBOpIB. Y TMIJACYMKY, B CBIJIOMOCTI My3HKaHTa (OPMYIOTBCS CTIHKI 00pa3um pi3HHX
CTHJIBOBUX CHCTEM, SIKi IAIOTh 3MOTY aHaJi3yBaTH CTHIIb.

ChopufiHATTS MY3UKH IPYHTYETbCA Ha KOHKPETHHX IICHXOJOTIYHHX IepeayMOBax.
€. HazalikiHChbKHIl BUJIJIMBE TaKi BaXJIMBI MOMEHTH Y JaHOMY TMPOIIECi: PO3IMi3HABAHHS CTHIIIO,
CTHJILOBE HAJAIITYBaHHS, BIMYYTTSA CTWIO, CTWIbOBa ammeprentis [6, c. 39]. VYV gismmbHOCTI
MY3WKaHTa BaXXJITHBE 3HAYCHHS MAa€ CTIWIHOBE HAJAINITYBAaHHS — BHHUKHEHHS TOTO OCOOJIHBOTO
HAJANITyBaHHS TICHXIKH, MO CIPHUSE CTBOPCHHIO, CYIPOBOKYE CIPHUUHATTS Ta BHUKOHAHHS
My3u4HOro TBOpY. CTWIIBOBE YYTTS — II€ CIPHUHAHATTS KOHKPETHOI CTHIIBOBOI XapaKTepPHOCTI
ABTOPCHKOTO TBOPY, HANpsIMKY, €MOXHM YH HAIiOHAIBHOI INKOMH. UyTTS CTIIIO PO3BUBAETHCSA B
pe3yibTaTi AOBrOTPHBAJIOTO MPOLECY CHPUIHATTS MY3UKH, K PE3yJIbTaT IOCBiAy, MOB’S3aHOTO 3
MOPIBHAHHAM, aHAJi30M MY3WYHOI TBOPYOCTi. YTBOPEHHS CTHUIHOBUX YSBIEHb, IEBHUX CTHIILOBUX
€TaJIOHIB CIYTyBaTHME OPi€HTHPAaMH JIJIsl BU3HAYCHHS CTHIILOBOT HAJIGKHOCTI TBOPIB MUCTEIITBA.

My3UYHO-CTHIIHOBA AMMEPIIEIIis — IIe CBOEPiTHE MPOSKTYBaHHS 3aKJIaAeHO] iHpopMarii mpo
CTHJIb HAa KOHKPETHHH MY3WYHUN 00’€KT Ta, sK 3a3HaumB €. Ha3alWKiHCHKWH, ‘“3yCTpIYHHN MOTIK
CTHIILOBOI “iH(opMalLlii”, KOTpa MEPEeOCMHCIIOETHCS CTOCOBHO CIPHUHATOrO TBOPY B YCii CBOii
MTOBHOTI 3 THMH 1HAWBIAyaIbHIMH OCOOJIMBOCTSAMH, SKi XapaKTEpU3YIOTh ciryxada” [6, c. 42].

Otxe, yci CKIIaOBi MpoLecy CIPUHHATTS Ta ()OPMYBAHHS CTIJILOBHUX YSBJICHB MiIBOIITH 10
MUTaHHS CTWIHOBOIO aHaji3y, IO CTAJI0 BAKIMBHUM y CydacCHOMY MY3HMKO3HABCTBIi. BiH mependauae
BUSBIICHHS 3B’SI3KIB, SIKI JAIOTh 3MOTY BU3HAYNTH HAJICKHICTH My3HIHOTO TBOPY a00 psAy My3UIHHX
TBOPIB 10 KOHKPETHOI CTHJILOBOI CUCTEMHU. Y CTHIILOBOMY aHaii3i M. MuXaiijI0B po3risiaac 3B’ sI3KU B
TaKHUX acmeKkTax: “BUJ 3B’s3Ky Ta (hakTop, IO HOro 3yMOBIIOE”; “piBEHb 3B’s3KY’; “‘CITiIBBiAHOIICHHS
MK BHIaMH 3B’S3KY”; “IIMpOTa CTWILOBHX piBHIB” [3, c. 92]. HalimommpeHIMHUM NpaKTUIHUM
00’€KTOM aHami3y, Ha HOro DyMKy, CTaB came iHIWBIIyaJbHHH CTWJIb, HA PIBHI SKOTO JOCIITHHK
BHJIUISE 3B’SI3KA MK MEJIOJMKO-TEeMAaTHYHUMH, JTaJJOTAPMOHIYHUMH U (DaKTYpHUMH eJIEMEHTaMH.
VY cTiii HanpsAMKY 3B°SI3KM MEHII KOHKPETHI Ta BHUSBILIIOTHCS y THIAX TEMaTH3MY, B iHTOHAIIHHUX
3BOpOTaxX # y CHUIPHHX TEHIOCHIISX MEJIOAUKO-PHTMIYHOTO, JaZOTapMOHIYHOTO PO3BUTKY TOILIO.
M. MuxaiinoB BU3HAYa€ 3B’SI3KH 1 B 3arajlbHOMY 3Hau€HHI: SK “BUpa3HUKa HEOOXiMHOI (Ta HEMUHYYOI,
HE3aJISKHO BiJl CTYICHS HOBATOPCHKOTO PaIHKaJi3My OKPEMHX XYIOXKHHKIB!) BIaCTHBOCTI OyIb-IKO1
TBOPYOCTI — i ICTOPUYHO OOYMOBJICHOI CHAaJKOEMHOCTI CTOCOBHO TIONEPENHIX XYJIOXKHIX
siuI” [4, c. 125]. Takum 4uHOM, y CTHII Ji€ 3aKOH CMaJIKOEMHOCTI — 3arajbHa YMOBa BHHHKHCHHS
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3B’S3KIB MIXX CTHJILOBUMH CHCTEMaMH, HE 3allepedyloud, IPH IIbOMY, 3HAUCHHS iHAWBIAyaJIbHUX,
KOHKPETHHX TBOPYUX aTPUOYTIB.

3B’s13KHU K 3araibHa 3aKOHOMIPHICTH (PEHOMEHY CTIIIIO MPOSIBILIFOTHCS y TIEBHUX CTHIIHOBHX
O3HaKax — pHCaxX CTUIIO, eJeMEHTaX CTHIbOBOi cucTeMH. CTHIBOBI O3HAKH, CBOEK Yeproio,
peani3yloThcs y KOMIUICKCI BUpaKalbHHUX 3ac00iB. M. MuxaiioB 6a4uth “HiANOPSIKOBAHICTh IUX
TPBOX HOHSTH y TOCTIJOBHOCTI BiJ] IIUPOKOTO JI0 BY3BKOTO: CTHIJILOBHUI 3B’SI30K — CTHIIbOBI O3HAKH —
MY3WYHO-BUpaxkasibHi 3acobu’ [4, ¢. 127]. IIpobiema CTHIIIO PO3KPUBAETHCS 3aCO0aMH TIEPIINX JTBOX
MIOHSATB, IPOTE MOBA 3aC00iB, epedyBalyn y TICHOMY 3B’SI3KY 3 ITOTIEPEAHIMH SIBHIAMH, OIHCYE iX.

Cucrema CTWIBOBHX O3HAK OMHUPAETHCS HA PsNl ACMEKTIB, cepell SIKMX — Mipa 3HA4yHIOCTi
OKpEMUX eJIEMEHTIB My3U4HO-BUPAaXaJIbHUX 3ac00iB Ta PO3BUTOK 1 BU03MiHA 3arajlbHUX, OCOOJIUBUX,
IHJUBIIyaIbHUX puC. JIO0 CTUIIBOBUX O3HAK HEPIJKO BiJHOCATH CHUCTEMY OpraHizaiii My3u4HOIO
MaTepiany (HalpuKiIaJ], MaXopo-MiHOpHA CHCcTeMa, JToJeKadoHis, cepiiiHa TeXHiKa TOII0), My3UYHU I
cki1ay (MOHOMis, reTepodoHis, TOMOGOHHO-TAPMOHIYHUIA CKIIaJ, MOJI(QOHISN), MPUHIMIIA PO3BUTKY
MY3UYHOI'O Marepialy, 3aKOHOMIPHOCTI (OPMOTBOPCHHS, MEIOIUKO-TEMAaTHYHE HAIOBHEHHS,
PUTMIYHY Oprasizailito, THIM W BUAM METPUKHU, apTHKYJISIII0, JUHAMIKY, TeMOp, )KaHPOBY OCHOBY,
3aKOHOMIPHOCTI BCTYIIB Ta 3aBeplICHb, TUIIOBICTh KaJCHIIIH, KaJaHCOBl (POpMYIH, IHCTPYMEHTOBKY,
3HAYECHHS OKPEMUX IHCTPYMEHTIB y TEMaTHUYHUX MPOBEACHHSX.

€. Hazaiikincbknii 0aunTh BUABICHHS CTHIBOBHX PHC H y IepeBasi Tiel 4u iHIIOi TOHAIBEHOCTI
“dKk TOJIOBHOI (TUTYJNBHOI) Yy TBOpi, IMEBHOTO JIAJIOBOTO CTYIEHS JUIsl TOYaTKy (3aKiHYCHHS)
menomii” [6, c. 75]. Jlogamo, 110 AesKi TapMOHIYHI 3BOPOTH, TOHAJBHI IJIAHW, OKPEMi aKopaAu He
TIIBKH y cepennHi moOy/0B, a i MpHU MOYaTKOBOMY €KCIIOHYBaHHI i 3aBepIIEHHI TEX MOXYTb CTaTd
O3HAKaMH CTUITIO.

BusiBICHHS CTHJIBOBHX O3HAaK MIJIKOM 3aJIGKHTh BiJl PI3HOBUAY 1 HAIpsIMKY aHami3y.
CTHIbOBHI aHaNi3 Mae ONMHMPATHCS HE TUTBKH Ha IOLIYKH 3arajbHUX O3HAK, a W OXOIUTIOBATH, Ha
MIEPINUH MOTIIA, He3HAYHI eIEMEHTH, a/Ke KOMIUIEKC YCiX CKIaIOBHX CTHIIIO YTBOPIOE XapaKTEpHY
CTWIIBOBY cucTemy. “CyTHICTh CTUJIBOBOTO aHali3y, — 3a CHocTepexxeHHsMu M. Muxaiinosa,
3BOJIUTHCS 10 BUSIBJIICHHS (TOYHIIIE, MaOyTh, “‘pPEKOHCTPYKIIii”’) TEHETHYHUX BHUTOKIB PO3TIISIHYTOTO
CTHIIIO Ta JI0 PO3KPHUTTS XapakTepy i 3acobiB ix TpaHchopMariii, o NPosSBIISIOTHECS MO-Pi3HOMY Ta B
HEOJTHAKOBIH Mipi CTOCOBHO Pi3HUX T'€TEPOTCHHUX eIeMeHTIB” [4, ¢. 126]. ABTOp mpalli Mpo CTHUIb Aa€
1 BH3HAYCHHS CMIUIb08020 aHanizy abo awanizy cmumio K “ocobnuB[oro] pizHOBUA[Y] aHami3y
MY3UYHHX TBOPIB, IX CIIOBECHOIO Oomucy ado <...> OAHOTO 3 0araThOX MOXKIUBUX CIIOCOOIB ITiIXOIY
IO 3aBJaHHs NepeKIaay Ha CIIOBECHY MOBY Pi3HOMAHITHOTO POAY ICHUXIYHUX PEaKIlii, CIPUIMHEHHX
MY3UYHMM MHUCTEITBOM Ta HOro okpemumu siButnamu’ [4, c. 148—149]. BomHodac JOCHITHUK
y3aranbHIoe: “CTHIIBOBHMI aHAi3 — clloBecHe (BepOajbHE) MOJEIOBAHHS CTHIIIO SIK 00 €KTHBHOT
nmaHocti” [3,c.72] Takum YMHOM, TNPUHIMIHN Ta 3acO0M ONMUCY MY3HYHHX OO €KTiB, 30KpeMa
CTHJILOBUH aHai3, CTal0OTh CBOEPLIHOIO “METaMOBOO”’, TOOTO MOBOIO 1HIIIOTO TTOPSAKY, 33 JOMOMOTOIO
SIKOT OTUCYIOTH MOBY MY3HKH.

[lopsim 3 TUM cHocTepiraeThCsl YiTKa PI3HUIA MDK MOHATTSMH ‘‘CTHJIBOBOTO aHami3zy” W
“aHamizy CTWIIO”, a/pke TNPH CTWIHOBOMY aHali3i 3 MEBHOK KUIBKICTIO TBOPIB 3iCTaBISAIOTH
KOHKPETHHH 00’€KT aHaji3y; MpoTe aHali3 CTWIIO Nependadae MOPIiBHSIHHS IMEBHOI KUTBKOCTI TBOPIB
a00 CTWIBOBHUX CHUCTEM MiX CO00I0.

CTunpoBHH aHAN3 — HEBiI €MHAa YaCTMHA BIIACHE KAaTEeropii CTHIIIO, aiKe CTHIb — Ie
chopMoBaHe YsBIIEHHs IO TMEBHI SBUIa MUCTELTBA, BUABJICHHS 3aKOHOMIPHOCTEH, 110 BUHHUKIIU Y
pe3ynbrati anamizy. [Ipore M. MuxaiinoB 3acrepirae, 1o “CTyHniHb TIHOWHHW ITi3HAHHS CTUIIIO,
MOBHOTH OCMHCIICHHSI HMOTO 3aKOHOMIPHOCTEH yce K HemuHyde Oynae BiJIHOCHUM 3aBASKH
MIPUHINTIOBIH HEBHYEPITHOCTI BCSIKOTO Mi3HAHHS, HECKIHUCHHOCTI NULIXY HAOMIDKEHHS 10 aOCOMOTHOL
ICTHHM Yepe3 pO3KPHUTTS psioy BiTHOCHUX ictur” [3, c. 67-68].

BaxiBoro nepeayMOBOIO CTHIIBOBOTO aHAII3Y JMOCHITHUK Oa4uTh (haKTOp CITiBBIIHOIICHHS
Kareropiii opMu Ta 3MICTy, a OCHOBHUM 3aBJIaHHSIM — BHSBIICHHS 03HAK CITUTLHOCTI, SIK1 TTOETHYIOThH
pan o0’extiB. Y crarti “IlpobnemMu CTHIBOBOTO aHami3y” aBTOp AETAILHO PO3KPHBAE CYTHICTh HOTO
OCHOBHOTO 3aBJAHHS, IIO “TIOJISITAa€ Yy BCTAaHOBJICHHI M HACTYIMHOMY OITHCI pealbHUX (aKTOpiB, AKi
CIIyTYIOTb 00’ €KTHBHOIO OCHOBOIO CY0’€KTHBHOT'O YSIBIICHHS €HOCTI, IO MOB’SI3Y€ Ta IOEIHYE MiX
c000F0 TIEBHY KUIBKICTh MY3WYHUX sBUMN] <...>. CTHILOBUH aHali3, SIK 1 OyAb-sIKUil BUJ aHAT3y, €
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HION 00’€KTHBHOIO apryMEHTAIlI€I0 peabHOTO (peHOMEHyY, KMl iHTYiTHBHO ocsraeTbes” [3, c. 72].
Po3B’s13aHHs 3aBIaHb CTWIILOBOTO aHANi3y BiH MOAUISE HA JIBa €Tald, A€ IEPLIMH, NONEpEIHil,
mojsrae “B PEKOHCTPYKIi iCTOPHYHOTO TEHE3NUCY CKIAJOBHX EJIEMCHTIB aHaji30BaHOI CTHIHOBOI
cucTeMH”, a Ipyruil — “y BCTAHOBJIEHHI 0COOIMBOCTEH TBOpUOi TpaHC(opMalii IHUX €IEeMEHTIB, K
KOXXHOT'O OKPEMO, TaK i, FOJIOBHE, iX CUCTEMHUX B3aeM03B’s13kiB” [4, c. 152].

€. HazalikiHChKMiA cepell 3aBJaHb CTHIILOBOTO aHaji3y OCOOJMBO BHIUIMB CTHIBOBY
aTpuOyIif0 — “BH3HAYEHHS CTWJIBOBOI IPHHAICKHOCTI MY3HKH, TEHE3UC SKOI IOCTOBIPHO HE
BIJIOMHUI”, & TAaKOX BKa3aB Ha BAXIIMBICTh XapaKTCPUCTUKH “‘MICIs CTHWIIIO B KyJIbTYpi Ta icTopii Ta
(uepe3 L0 XapaKTEPUCTUKY) BUSBICHHS BHECKY, IO 3pOOMIM XyJOXKHUK, IIKOJA, €M0Xa B PO3BUTOK
KyJbTYPHOI CBOEPITHOCTI KpaiHu, Hapoy, icropuyuHoro nepioay” [6, c. 71].

M. MuxaiiioB BUOKPECIHB YOTHPH THUIH aHANi3y, MEpUll TPpU 3 SKUX TOEIHAB TMOHSTTIM
“CTHJIPOBOTO aHai3y” Ta MOAUIMB Ha “aTpuOylil0 CIyXoBY”, “aTpuOyiiro 30poBy” 1 “BiacHe
CTHJILOBUH aHAN3”, a YeTBEPTHHA THIl TO3HAYAETHCSA “‘aHATI30M CTHIIIO’ Ta Tependadyae aHami3
CTHJILOBUX CUCTEM Y mijiomy [4, c. 155].

ATpuOymist K THII CTHJIBOBOTO aHali3y 3a METOJOJIOTi€l0 HAOIMKAETHCS JIO IIUIICHOTO
pi3HOBHY aHami3y. IX MOpiBHAHHSA, BUABJIEHHS Pi3HHUII Mi’K THIAMM aHANI3y MPEJCTABIEHO y BUITIALI
tabnuui B npani M. Muxaiinosa “Ctunb y my3uui” [4, ¢. 151-152]. [Ipeamer atpudyuii — okpemuit
TBIp, y SKOMY 3HaXOIATh O3HAKHM CIIJIBHUX 3a CTWJIEM iHIMX TBOpiB. Ilpore ctmmboBa aTtpmOymis,
TOPIBHSIHO 3 METOI0 IUTICHOTO aHaiily, nependayae BUSBICHHS CTHUIIBOBOI HAJEKHOCTI TBOPY, B
SIKOMY aBTOp JIocTeMeHHO HeBimomuil. Tomy amnst arpuOymii moTpiOeH 3HAYHUN CIYXOBHH 1 HAYKOBUHN
JOCBiJl My3UKaHTa. ATpUOYLIi0 PO3MIAJAIOTh K “KBIHTECEHIiI0” CTHJIBOBOrO aHami3y Ta “TIPOOHHI
KaMiHb CTUJIBOBOTO Kpyro3opy ciyxaua’ [3, c. 69]. I[lutanus atpulOywii cTiiio Oyau akTyaabHUMU 11
3 gacis I'. Amnepa, B kHU31 sikoro “Meton ictopii My3uku” [9] 3HaUHE MicIle BiIBEICHO MY3HYHO-
CTHJIbOBIN aTpuOYyIii, TOB’s3aHIl 3 MPaKTUYHUMHU TOTpedamMu. AJDKe MpoOIIeMO0 TOro 4acy OyIio
BU3HAYCHHS aBTOPCTBa AHOHIMHHUX MY3WYHHX TBOpiB, Tomy [.Amiep BiauyB mnorpedy
BIMIpAIFOBaHHS METOJiB My3UKO3HABYOI aTpUOYILii, 110 BJKE MaJia MIiCIIe B MUCTEIITBO3HABCTBI.

Onuparounce Ha pgociipkeHHs €. HazalkiHCBKOTO, BUIUIMMO PsIl BRKJIMBHX METOJIB
CTHJILOBOTO aHaJIi3y, IO CTAJH aKTyalbHUMH B Cy4YaCHOMY MYy3HKO3HABCTBI [6, c. 71-77].

1. Onmc XyJ0XKHBOTO METOIy, IO 3IIHCHIOITH MOPIBHSAHHAM 00’€KTIB Ta SBHUII aHANTI3Y,
TBOPIB, TBOPUOCTI.

2. BusBneHHS “aKTHBHHX CTHJIBOBHX 3aC00iB”, BIACTHBOCTEH MY3HKH JaHOTO KOMIIO3UTOPA.

3. XapakTepucTHKa OCOONHMBOCTEH MY3WYHOI MOBH, 30KpeMa MEJOAWKH, TapMOHii,
METPOPUTMY, (aKTypH, CHHTAKCHCY, Ta Ha iX OCHOBI BCTAHOBJICHHS YacTOTH BHKOPHUCTAHHS TOTO UM
IHIIIOTO eTeMEHTAa, IO A€ IiICTaB! BBAKATH HOTO CTIIILOBOIO 03HAKOIO.

4. KoMnapaTBHMII aHami3, SKUH [ga€ 3MOTY 3OIMCHUTH MOPIBHSHHSA 32 IPHHIAIIOM
KOHTPaCTHUX 31CTaBJIEHb Ta 3iCTaBJIeHb 3a MOJIOHICTIO.

5. Meton cTuimbOBOi ekcnepTusu (aTpuOymist cTHio), 6a3oBaHMiI Ha PO3IMi3HABAHHI CTHIIIO
KUTBKOX MY3UYHHUX TBOPIB.

6. CraTHCTHYHI Omepallii, o CIpsMOBaHi Ha BUSBICHHS CTHILOBHX BIJIMIHHOCTEH: IiepeBara
MIEBHOI TOHAJBHOCTI, TUTIOBICTh TIOYATKIB 1 3aBEpIICHb, BU3HAYCHHS MPIOPUTETY JIAJAOBOTO CTYICHS
IIpY eKCIIOHYBaHHI TEM Ta Ha 3aBEPIIATLHOMY €Talli.

CruboBHid aHami3 M. MuXaiJioB MOMAIJIMB Ha J(Ba PiBHI: “TIOPIBHSIHHS Pi3HUX TEKCTIB, IO
Oe3mocepelHbO CIPUHAMAIOTHCS Ta BOJOMIIOTH CIIIBHUMH O3HAaKaMH, SKi JalOTh 3MOTY BHSIBUTH
HAJISKHICTh JIaHUX TEKCTIB IO OJHI€i CTUIILOBOI cucTeMH Ta “NOPIBHSHHS CAMHX CTHJIBLOBHX O3HAK
OMH 3 OJHMM 3 TMOMJIALY CTYIEHS BHPKEHHS Yy HHX SAKOCTI CHUIBHOCTI (a THM caMuM i
HeoHakoBocTi)” [3, c¢. 75]. TlopiBHAHHS, 3aKJIaJieHI B OCHOBY CTHJIBOBOT'O aHAli3y, NAlOTh 3MOTY
“3HAWTH MicIle” OKpEeMUM MY3HYHHM 00’€KTaM (TBOpaM) y IEBHIH CTIILOBIH CHCTEMI Ta KOperyBaTH
HenpaBWIbHEe TIyMadeHHs . OTKe, KOPHCTYIOUHMCH 3TaIaHIMH METONAMH Ta PIBHAMH CTHIBOBOTO
aHaizy, MOXXEMO YCHIIIHO 3JIHCHIOBATH aTpHOYIll CTHIIIB, CTHJILOBUX CHCTEM, aHATI3yBaTH CTHIIb
KOMIIO3UTOPIB, HAMPSIMKIB, HAIIIOHABHHUX K1, ICTOPHYHHUX €T0X.

[IpoTe MOMINBHO BU3HAYWTH Ta KOHKPETHU3YBATH 3rajlaHi BHIIEC THIHM CTHJILOBOTO aHaNi3Yy,
CTIIMParOYrCh Ha po3BiaKK M. Muxaitiosa [4, c. 155-159]. Cryxosa ampubyyis — oCHOBA YSBJICHb TIPO
(heHOMEH CTUIIIO Ta ICTOPUYHI KOHKPETHI UIICHI CTHIILOBI crcTeMu. BoHa, sik 3a3HaYUB JOCHTITHUK, —
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“eKCTIIepHUMEHTATIbHUN CIOCIO T0Ka3y CUMYJIBTAaHHOI MPUCYTHOCTI y BCIKOMY OKPEMOMY TEKCTi O3HAK
HWOTO CHaJIKOEMHOCTI CTOCOBHO iCTOPUYHHUX MIAPiB pi3HOro cryneHs riaubunu”. [lcuxonoriyaa ocHOBa
[BOTO THITY aHaji3y, HAa HOro JAyMKY, — “‘acolliaTMBHE CIiBBITHECEHHs Pi3HUX 00’€KTiB, 0a30BaHE Ha
O3HaKax CHUTPHOCTI, BHUKJIWKAaHE BiJACYTHICTIO MOMEpeAHbOi OO0I3HAHOCTI MepLemieHTa BiAHOCHO
CTHJIBOBOI MPUHANIEKHOCTI 3pa3ka, 1o mijsrae atpudyii” [4, c¢. 155].

3oposa (8izyarvha) ampubyyis Mae CTOCYHOK JIO MPOOJeMH aTpuOyIii y MUCTEITBO3HABCTBI
Ta JTITepaTypO3HABCTBI, TIOB’s13aHa 3 MOPIBHAHHSAM 00’ €KTa CIIOTJISIaHHS 3 BIIOMHMH acOIiallisiMH, SKi
BUHAKIM y TaM’ATi B pe3yNbTaTi 30pPOBO-CTIUILOBOTO JOCBiAy. B My3HMKO3HaBCTBI NaHWMH THI
aTpuOyIii Ge3mocepenHbO MOB’SI3YETHCS 13 30POBUM CHPUIHATTAM MY3HMYHOTO TEKCTY Y BHIVISAIL
HOTHOTO 3alliCy 3 BIAMOBITHUMH BHYTPIIIHBO-CIYXOBUMHU acoIliallisiMM ¥ XapaKTepHUMH
IHTOHALIIHHO-CTUILOBUMH €TaJIOHAMU.

[Iporniec aTpuOymii MICTUTh KiuTbKa OKPEMHUX €TalliB, IO BIAMOBINAIOTH MOCHIIOBHOCTI
CTHIILOBUX PIBHIB (CMOXalIbHUM, CTHJIb HANPIMKY, HAalllOHATBHUHN, 1HIUBITyaabHUN). TakuM YUHOM,
Ha [OYATKy BU3HAYAIOTh YaCOBY HAJICKHICTh aHATiI30BaHOI MYy3UKH Y OKPEMOTO TBOPY, 3IiHCHEHHS
SIKOT MO’Ke BiOyBaTHCS MOPIBHSHO INBHIKO, IE HA IMOYaTKOBOMY MOMEHTI IPOCIYXOBYBaHHS; Ha
JpYyroMy eTari BH3HAYalOTh CTWJIHOBHH HAMPSMOK 3 OJHOYACHUM YCBIIOMJICHHSIM €IOXH, IO TEX
BiOYBa€THCs MIBUAKO; TPETiH eTam XapaKTepHUH BHU3HAYEHHSM HAI[IOHATBHOI HAJIEKHOCTI MY3HUKH;
OCTaHHIW, YETBEPTHH, eTalm — Ii¢ JOCTaTHhO CKIAJHHUU Ipolec igeHTUdIKaIlii — BCTAaHOBJICHHS
IHIUBITyaNbHOTO CTHJIIO, BHSBICHHS O3HAaK TBOPYOCTI OKPEMHUX KOMIO3UTOpiB. Takoro pomy
3aBIAaHHS BHUKOHYIOTBCS 32 [JONOMOIOI0 YII3HABAaHHS SCKPAaBUX CTIUIBOBHX PHC XYIOXKHHKA,
“IHTOHAIIIHHOTO CIIOBHHMKA” Ta “IHTOHAIIMHOTO sapa’” MUTI. YCHIIIHUN pe3ysibTaT Takoli poOOTH
3aJIeXKUTh Bill CHIM 0OJapyBaHHsS aBTOpa aHaJi30BaHOTO TBOPY, HOTO SCKPaBOCTi, HEMOBTOPHOCTI I
OOTPYHTOBAHOI CBOIMIOLI] HOTO CTHIIIO.

Bracne cmunvosuti ananiz M. MuxailioB TIOpIBHSIB 3 I[UTICHUM aHalli3oM 1 0aduTh HOTro
CKJIAJIOBOIO OCTAHHBOTO Ta JDKEPENIOM 30araueHHs ysBICHb PO TBIip Ta CTWIIb HOro aBTopa. BogHouac
3aBlaHHA JaHOTO aHaji3y JOCIiAHUK MOEIHAB i3 3aBJAHHSAMH IOMEPEIHIX IBOX TUIIIB, BKa3ylOUd Ha
€IMHY BIIIMIHHICTh — BIJICyTHICTh QHOHIMHOCTI aHaJli30BAaHOTO TBOPY. TOMYy CTHIILOBUI aHami3 —
“aTpubynis HeaHOHIMHOTO TekcTy” [4, c. 158].

Ananiz cmunio — U aHaNi3 MUICHAX CTHIBOBHUX CHCTEM, IO HafdacTimre OoOMEXYIOTh
aHANI30M CTWII0 KOHKPETHOTO KOMIIO3UTOpa, 00, SK 3a3HaumB M. MuxaimoB, me IOB’s3aHO 3
“HPOBITHOI0 POJITIO IHIUBIAYAIBHUX CTHIILOBUX CHCTEM BHJIATHHX XYJIOKHUKIB B iCTOpIii pO3BUTKY
MHUCTEITBA B3araii Ta, BIAMOBIAHO, 3HAYEHHSIM iX TBOPUYOCTI B PI3HOMAHITHUX cdepax CyCIiIbLHOTO
MPOSIBYy MY3WYHOI KYJNbTYpH — BHKOHABCHKO-KOHIIEPTHOI, HAYKOBO-IOCTiIHHUIIBKOi, HAaBYAJIbHO-
BHUXOBHOI, IIeJJaroriqHoi Ta MpOCBITHUIBKOT” [4, ¢. 158].

B yMoBax HaiioHaJIpHOTO CTHIIFO MOXJIHBI, 3a BU3HaueHHsAM H. ["oproxiHoi, Tpu minxomu fioro
JocmipkeHHs: “l) Ha piBHI HaliOHATBFHOI MOBH; 2) Ha PIBHI 3arajgbHOJIOJACEKMX HOPM MUCIEHHS;
3)Ha piBHI JWHAMIKH PO3BHUTKY HAI[IOHAJIBHOTO CTHIIO SK COII&TBHO JETEPMiHOBAHOTO
spuma” [1, ¢. 59]. Ilepmmii piBeHb NOCTIIKEHHS CTHIIO HANMOMMpPEHIWH, CHpsAMOBaHHWN Ha
BUSBJICHHS (DONBKIOPHUX JDKEpEN Ta MY3WYHUX 3ac00iB, IO TIOB’SI3YIOTh CTHIIb i3 TI€I0 Y IHIIOO
HAI[IOHAJIFHOIO MKOJOK. J[pyruii KOMIIOHEHT BHBYCHHS HAIIOHAIBLHOTO CTHIIIO PO3TJISLAAE MY3HYHY
MOBY B TO€JHAHHI 13 3aTabHONIIOCBKIMH iesMH Ta (popMamMu MHUCICHHs. Jlo OCTaHHIX HaJeXaTbh
JoTiKa Ta JialleKTHKa, 3MICT JIFOJICBKUX 1el OpIiEHTYeThCS HA MPHUHIMUIM TYMaHI3My, 30KpeMa
CYCIIIJIBHI MOpaJIbHO-€THYHI Ta ecteTwdHi ifei. [Ipore ifeiiHa ckiajoBa JIIOJICKKOTO MUCIICHHS
MOCTIHO TepedyBae y TpoIieci enoXanbHUX BUIO3MIH 1, sk 3a3Haumia H. ['oproxiHa, “y KOXHY ernoxy,
y KOXHIH HallioHaJbHIA KyJIbTypi MOXJIMBA HOBI TIOCTAHOBKA, HOBHI PaKkypc Ta iHIIE PO3B’s3aHHS
npobnemu” [1, c. 60]. Tperiii MeTon aHANI3y HAIOHAJIBHOTO CTHJIFO JOCIITHUI BOaYae y BUBUYCHHI
Horo SIK TpollecyanbHOTO SIBHINA: “B HOTO IiaxpoHil, B €BOMIOUIT Bif (OILKIOPHO-THIYHOI OCHOBHU
Tpaauuii, $Ka MWiAIsITae pPO3BUTKY, Kpi3b TNPU3MY COIIaNbHOI icTopii Hapoay Ta monid
cyudacHocTi” [1, c. 63]. Ha manomy piBHI JOCTIKEHHsS Tepen0adaloTh aHaji3 IWHAMIKA pPO3BUTKY
HAI[IOHAJIFHOTO CTHJII0 Ta BUSBIEHHS INPOLECY 3MiH Yy CHCTEMi MY3MYHO-BHPaKAIbHUX 3aco0iB,
HaIlOHAJILHO-XapaKTePHUX pUC, (HOPM MOOYTY Ta KHUTTS TOIIO.

Orxe, TOJNOBHa MeTa CTHJIBOBOIO AaHANI3y — PO3KPHUTTS €XHOCTI 3arajJbHOrO i
IHJMBIIyaIbHOTO, TPAIUIiii 1 HOBAaTOPCTBA, BUSBIEHHS TI'C€HETHUYHHX 3B’S3KIB Ta CEMaHTUYHHUX
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Jokepen. BiH XapakTepu3yeThbcsi TPhOMa OCHOBHHMH THUIIAMH: CIYXOBOK aTpUOYII€I0, 30pPOBOO
aTpuOyIi€l0 Ta BIACHE CTHJIHOBUM aHAJI30M. AHANI3 CTHIIO PO3MIISIAETHCS SIK OKpeMa KaTeropis,
MpeIMET SIKOi — TMEPEeBAKHO 1HAWMBIAYyaTbHUN CTWIIb, aJDKE aHANi3M 3HAYHINIMX CTHUJIHOBUX DPIBHIB
(HampsIMKy, HalllOHAJBbHOI IKOJIM, €TO0XM) Iependayae MIiCTKy Ta 00’€MHy Npallio, BiJ3HA4aeTbCA
CKJIQJIHICTIO TIPOLEAYPU, TOMY B MY3UKO3HABYIM MPAKTHUI TPAIUISIETHCS MOPIBHSHO pijKo. BusiBieHi
METO/IH, IPUHOMH Ta PiBHI CTHJILOBOTO aHAMI3Y, IO iX BUPOOMIN HAYKOBII Pi3HUX YaciB, CTBOPIOIOTH
TepeyMOBH JIJIsl TAaKO1 MacIITabHOI, ane BKpaid HeoOxiaHoi mpari. Lle qacts 3Mory BUHTH Ha BUIIWH
piBeHb MIi3HAHHS €JJHOCTEH Ta BIIMIHHOCTEH Pi3HMX HANpPSIMKIB, HAIIOHAJIBHUX 1 PETIOHATBHUX K1,
BU3HAUYUTH POJb OKPEMHUX TBOPUYHMX OCOOHMCTOCTEH y Mpoleci PO3BUTKY MY3MYHOI KYJNbTYpH 1
3’scyBaTH y crienu@illi 3TaMHIX MOMEHTIB, 110 CIIPHYUHIIIN €OXallbHI 3MiHU Y MUCTELTBI.
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JUHAMIKA BUKOHABCHKOI ®OPMM SIK IIPEJIMET IE—ITOHAHII?'IHOFO AHAJII3Y
MY3UYHOI'O TBOPY: METOJUYHUU ACIIEKT

Y cmammi pozensmymo cymmuicmv, 3micmogi ocobnugocmi ma nputiomu IHMOHAYIUHO20
aHanizy, 30piEHMOBAH020 HA BUABNICHHA THMPAMY3UUHUX OXHcepell OUHAMIKU PYXY BUKOHABCHKOT (hopmu
MY3UUHO20 MBOpY K hopmu-cmanosnenns. Ocobausocmi OUHAMIYHUX YAGNEHb IHMOHAYIUHOT (hopmu
BUBHAUAIOMbCA  AIK Y PAKYPCi  36VKOIHMOHAYiiHOI mKanunyu (Qoniune cepedosuwye @axmypu,
IHMOHAYTIHULL PeTbED MY3UUHO20 CUHMAKCUCY MA OUHAMIYHA KOMNO3uyis ¢opmu), max i Ha pieHi
iHmoHayitino  muciumoz2o mempopummy. Ilpogionumu  nputiomamu — iHMOHAYiHO20 — aHANi3y
BUOKpeMIEHO IHmMOoHayiline YCKIAOHeHHs hakmypu, 1T 2apMOHIuHY pedyKyilo ma nepecmpyKmypy8aHHs.
AK 8apito8aHHs KNAGIAMYPHUX MOOeell 36YK08020 00pasy.

Knwuosi cnosa: esuxonmascoka opma Mmy3uxku, IHMOHAYIUHUN — AHANI3, MEMOOUKA
BUKOHABCHKOI NIO20MOBKYU CINYOEHMIB.

Enena Bypckas

KaHJIUAAT NEAarornueckux HayK, TOLEHT

BunHUKMI rOCYy1apCTBEHHBIN MTEJarOrHY€CKU YHUBEPCUTET
nmern Muxanina KomroOuHckoro

JUHAMMKA UCHOJHUTEJbCKOM ®OPMbI KAK ITPEJIMET HHTOHAIITMOHHOT'O
AHAJIN3A MY3BIKAJIBHOI'O ITPOU3BEJEHUS: METOAUWYECKHUU ACIIEKT

B cmamve paccmampueaemcs  CywyHOCHMb, OCODEHHOCMU  COOEPIUCAHUS U  NPUEMBL
UHMOHAYUOHHO20 ~AHANU3d, OPUEHMUPOBAHHO20 HA UCCAEO08AHUE UHMPAMY3bIKATLHLIX OCHO8
OUHAMUKY  OBUIICEHUSL  UCNOTHUMENLCKOU  (POpMbl  MY3bIKATLHO20 NpOU36e0eHus Kak opmbl-
cmanognenus.  Ocobennocmu OUHAMUYECKUX — NpedCmasienuil  UHMOHAYUOHHOU  (opmbl
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