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JUHAMIKA BUKOHABCHKOI ®OPMM SIK IIPEJIMET IE—ITOHAHII?'IHOFO AHAJII3Y
MY3UYHOI'O TBOPY: METOJUYHUU ACIIEKT

Y cmammi pozensnymo cymmicmv, 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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onpeoenaomcs Kak 8 pakypce 38VKOUHMOHAYUOHHOU MKaHu (ponuueckas cpeda ¢paxmypeol,
UHIMOHAYUOHHBLI PeNbed MY3bIKATbHO2O CUHMAKCUCA, OUHAMUYECKAs. KOMRO3UYUsl (hopmbl), Max u Ha
VPOBHE UHMOHAYUOHHO MBICIUMO20 Mempopumma. B kavecmee gedywux npuémos uHmMoHayuoHHo20
aHanu3a @vloeneHvl UHMOHAYUOHHOE VCIONCHEeHUe Gakmypsl, eé 2apMOHUYecKas peoyKyus u
nepecmpyKkmypuposanue Kaxk 6apbuposaniie KiaguamypHulx Mooeiell 36yK08020 obpasa.

Kniouegvie cnoea: ucnonnumenvckas ¢opma My3wiki, UHMOHAYUOHHBLI AHATU3, MEMOOUKA
UCNOTIHUMENbCKOT NOO20MOBKU CMYOEHNO8
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DYNAMICS OF THE PERFORMING FORM AS THE SUBJECT OF INTONATIONAL
ANALYSIS OF A MUSICAL WORK: METHODICAL ASPECT

The building of skills of the intonational analysis of music is an important task of the
development the performing skills of students. This analysis opens the clear vision of the intonational
profile of the sound framework and the dynamic of the development of sound lines as the basis of the
creation of the music form.

Depending on the angle of the view onto the intonation form of the music and on the focus on
its various scale levels, we can talk about certain moduses of expression of the music intonation: from
syntactic and semantic structures in the context of musical language and, accordingly, intonational
expressiveness of the musical statement (articulation, motivational intonating, phrasing etc.) to the
dynamics of the fundamental energetic processes, which simultaneously create the perception of the
integrity of intonational framework of the music (intonational plasticity) and its waving development
in time as the formation which falls under the internal logic of self-organization of the music entity.

Intonational plasticity of the sound framework opens in its melodical vision, which is based on
the intuition of the inter-tonal connections. Plastic dynamics of inter-tonal connections works not only
towards the melodic line but also towards the full texture of the music in its multi-vector dimensions —
horizontal, trans-gradient, at close or long distances, etc. Listening of its phonic features as the timber
infilling of a certain melodic tone is a characteristic feature for achieving the homogeneity and
harmony of the music texture. “The surface of the harmony framework” (A. Halm) is the phenomenon
which could not be fixed by the musical scores, and which should appear as the result of the reading
by the intonational hearing, and it reflects the fundamental processes, which are functioning in
accordance with the natural gravitational pattern of the mode-harmonic development. Harmonic
feeling of the melodic tone in the melodic structure or textural vertical is an important condition of the
expressiveness of the performing form, because that’s the harmonic texture arises as a peculiar plastic
form of the musical entity in which the tones as the texture elements become capable of the self-
organization in the processes of musical shaping.

Intonational analysis of the musical composition is the means of the identification of intra-
musical factors of the plastic, expressive and logical by its composition musical form. This approach
which is focused on the sources of the internal dynamic performing form of the music facilitates the
intonational thinking in different aspects of the sound texture arising from the phonic environment
with the aggravated feeling of the inter-tonal connections; the musical syntax, which arises as an
intonational relief of the sound texture (area of the articulation and micro-intonation); the form
composition of the contours of dynamical waves of the intonational movement. Intonational
“refraction” of the metro-rhythm as the peculiar gravitational system in which the network of metrical
essential points is set by the logic of the mode-harmonical attractions, becomes the important factor of
the plasticity, dynamics and integrity of the performing form of the music.

Intonational complication of the musical texture which promotes the infilling of the “voids”
during the transfer of the musical scores into the live sound; its harmonical reduction resulting in the
manifestation of the dynamic profile of the musical texture and restructuring of the texture, variation
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of its keyboard models, which opens the intonational relief of the sounding, etc., are the leading
methods of the intonational analysis.

Keywords: performing form of music, intonation analysis, a method of students performing
education

OpmHuM 13 TPOBIOHMX 3aBJaHb PO3BUTKY BHKOHABCHKOI MAaWCTEPHOCTI CTYJCHTIB €
(hopMyBaHHsS yMiHb IHTOHAI[IHOTO aHaJi3y MY3WYHOTO TBOPY 3 YITKUM OaueHHSM iHTOHAIIIHOTO
npoiI0 3BYKOBOI TKAaHWHHM Ta JUHAMIKA PO3BHTKY 1 CHIIOBHX JIHIA. 3JaTHICTh MHUCIHUTH
IHTOHAIIHHO € BAKJIMBOIO SIKICTIO MY3MKaHTa, OCKUILKH TOB’s3aHa i3 0E3MOCEPeqHICTIO BIMUYTTS
CMHCJIOBOI BUPA3HOCTI My3UYHHX CTPYKTYP Ta 3ByKOBOi (POPMH K AMHAMIYHOTO 11i10ro’.

IimicHe oXoIuleHHs, ‘“‘TaHopaMHUi” orisa  (GOpMU-KOHCTPYKIII 1, BoaHOYac, (opmu-
CTaHOBIICHHS MY3WYHOTO TBOPY TIPYHTYEThCS Ha OCOOIMBOMY cIocoli “OadeHHA”, B SIKOMY
apXITEKTOHIKAa 3BYKOBUX (OPM TEpETiKae y BHYTPIIIHHO JUHAMIYHE IHTOHAIIIHE “TiN0” MY3HKH, i
HaBMAKH. MieTbest Ipo 0coOmBe “ONTHUHE IEPEIOMICHHS™: MpH 30epekKeHHI HiliCHOTO YSBICHHS
3BYKOBOI TKAHWHH 3MIHIOETHCS paKypc OaueHHs — BiJ] KOHCTpYKIii-(hpeiMy 3 i1 “Mepexero” By3I0BHX
TOYOK (popMH, IHTOHAIIMHOTO penbedy, MO BIAKPUBAETHCA MpPU IBOMY, IO OaraTOBUMIpHOTO (B
IHTpaMy3U4YHOMY CE€HCi) MPOCTOPOBOro 00’eMy 3By4YaHHs i, HaCaMKiHEllb, LUJIICHOTO, BHYTPIIIHBO
JUHAMIYHOTO 3BYKOBOT'O 00pasy.

[Mutanas BuKOHABCHEKOI (opmu K (HOPMHU-CTAHOBICHHS MY3HYHOTO TBOPY, JHHAMIKH
9acOBOTO PO3TOPTAHHS MY3WKH Ha OCHOBI BITYYTTS JIOTIKH ii iHTOHAI[IfHOTO PO3BUTKY BHXOIATH
JaNIeKo 3a MEXIi Teopii Ta Meaaroriku BUKOHABCTBA, TOPKAOYUCh Mpo0ieM (eHOMEHOJOril My3udHO1
¢dopmu, 3BykooOpa3dy My3MKM 1 dacy fKk cmocoOy Horo Oyrrsas y ¢inocodii (O. Jlocer [9],
B. Cyxannesa [16; 17]), teopernunHomy Mmy3uko3HaBcTBi (M. Apkamse [2], FO. Xomomos [18],
€. Hazaiikincekuii [12], T'. OpnoB [13]), my3uuniit ncuxomnorii (E. Kypr [7; 8], M. Crapueyc [15])
tomo. Hamre mociipkeHHs] TPYHTYEThCS Ha OCHOBHHX TIOJIOKCHHSIX IHTOHAINIMHOI Teopii My3HKH,
po3pobnenux y kiacuuHux npaugx b. SBopcekoro [19], b. Acad’esa [3], B. Meaymescrkoro [10],
Teopii My3UYHOTO MUCIIEHHS, IHTEpIIpeTallii My3uKH B YacCTHHI MpoOsieM (pa3yBaHHS Ta OpraHizaii
MY3MYHOTO CHHTAKCHCY, 30KpeMa JociuikeHb . Apanoscekoro [1], B.JleBympkoro [4],
. Hatnosa [5] Ta iH.

HaykoBa HEBHYEpNHICTH 3asBICHOI NPOOIEMATHKH, I KOHIENTyaJbHEe 3HAYCHHS IUIS
npodeciiiHoi My3WYHOI OCBITH, 30KpeMa BHUKOHABCHKOI MIATOTOBKH CTYICHTIB BHIIOI IIKOJNH,
3YMOBITIOIOT aKTyaJIbHICTh TEMH JOCITIPKSHHS.

Meta cTaTTi — BH3HAYMTH CYTHICTb, 3MICTOBI OCOOJIMBOCTI Ta OCHOBHI NpHHAOMH
IHTOHAIIMHOTO aHalli3y, 30PIEHTOBAHOTO HA BHUSBJICHHS IHTPaAMy3WYHUX JDKEpeNl IHHAMIKH PyXy
BHKOHABCHKOT (POPMHU MY3UYHOTO TBOPY SIK (POPMHU-CTAHOBIICHHS.

3ane)xHo BiJ KyTa 30py Ha iHTOHAIiiHY (GopMy My3uKH, GOKYCYBaHHS HA THX YH IHIIUX 11
MacIITabHUX PIBHAX MOXXEMO TOBOPUTH IMPO Pi3HI MOJYCH NPOSBY MY3WYHOI IHTOHAINIHOCTI: BiJ
CHUHTAaKCUYHO-CMHCJIOBUX CTPYKTYP y KOHTEKCTI My3MYHOT'O MOBIJIEHHS Ta, BiAMOBIIHO, IHTOHALIHHOT
BHUPA3HOCTI My3UYHOT'O BUCIIOBITIOBAaHHSI (apTUKYJIAIIS, MOTUBHE 1HTOHYBaHHS, ()pa3yBaHHS TOMIO) JIO
JUHAMIKA TIUOWHHHMX CHEPreTWYHUX IIPOIECiB, SKI ONHOYACHO 3aJaf0Th BIiTYyTTSA I[UIICHOCTI
IHTOHAIKHOTO “Tiya” My3WKH (IHTOHAIlIIiHA IJIACTHKA) 1 MOTO XBUJICTIONIOHOTO PO3BUTKY B Haci SIK
@opmu-cmanosnenns (b. SIBopchKuit), M0 MINIOPSIIKOBYETHCSA BHYTPINIHINA JIOTIIlI caMoopraHizarii
MY3HYHOT'O II1JIOTO.

CuHepreTu4Ha TpPHUPOJA AWHAMIKA CTAaHOBJICHHS BHKOHABCHKOi ()OpMHU, 1i OOYMOBIIEHICTh
MIMOMHHUMH CHJIOBUMH TIOJISIMH, IO CKEPOBYIOTH IHTOHAIifiHI TpouecH (OPMOTBOPEHHS,
HEOIHOPA30BO MiIKPECIICHI Y Psilli aBTOPUTETHUX BUCIIOBIIOBaHb. HaBenemo e nesiki 3 HUX:

“Y My3uni € ocoONMBHI IJIACT, HE aHAJOTIYHWHA Hi CHHTAKCHCY, Hi CEMaHTHUII CIOBECHOTO
MOBJICHHS, aJie KUl BUKOHYE Ty K caMmy (QYHKIIO i 00yMOBIIIOE CHHTaKCUC MOAIOHO IO TOTO, SIK LE B
CIIOBECHOMY MOBIECHHI 3[IiliCHIOE CeMaHTHKa. MjeThcs Tpo Tak 3BaHYy My3HYHY JIOTiKy a6o
BHyTpimHIO nuHaMiky My3uku” (K. Janexays) [uuT. 3a 14];

1

I

“/luHaMiuHa €IHICTH My3U4HOI (OpMH cHupaeThcs Ha JOMIHAHTHICTH Ii iHTOHamilHOI oprani3amii’
(B. Menymescrkuii) [10, c. 13].

Hayxkogi 3amucku. Cepisi: Mucrenrso3zasctBo. 2019. Ne 1. (Bum. 40) 63



MVY3UYHE MUCTELITBO

“Baromi eleMEHTH B MY3HIIi BOJIOJIIIOTh BEJIMKUM IMITYJIbCOM €HEprii, Mo gae iM 3MOry He
TLUTBKU BUIUIATHCS Ha TIIi IHIIHX, a i CTBOPIOBATH CIIyXOBE BIIYYTTS TOYOK OIOPH, IO CIIPSIMOBYIOTh
emomiitani pyx” (B. JeByupkwuii) [4, c. 9];

“MaiibyTHe 3BYKOBOro 00pa3y mpuTArye Oo cebe i Mo-cBoeMy OOYMOBIIOE TeMepillHe
(BHKOHaBeIIb BCIYXOBYETHCS HE TUNBKMA B TE, LIO BXKE 3BY4YHTh, a U MEpeIuyBa€e Te, IO ILIE Mae
BiIOYTHCH SIK y HAHOMIDKIOMY, Tak 1 y “BinmaneHoMy” MalOyTHBOMY i, BpaXOBYIOUH Ii¢, BUOYIOBYE
iHTOHaNINHY (padymy Ta Bcto apxitekToHiky TBopy” (/. JsaTnoB) [5, c.738].

IHTOHAIIiHA MIacTUKAa MY3MYHOI TKAHMHW BiJKPHBAEThCA B 1 MeJNOCHOMY OadeHHi, IO
IPYHTY€EThCS Ha 1HTYiLii MiXXTOHOBUX 3B’A3KiB. OctaHHi mie 3 yaciB A. Xanbsma i E. Kypra Tpaktyiots
SIK Taki, IO MalOTh CHEPrifHO-XBIILOBY HPHPOJY. BHKOHABCBHKA IHTYILiS BHCTYIAE TYT TUM, IO
E. Kypr Ha3uBaB “37aTHICTIO PE30HAHCY CTOCOBHO THX KHMBHX CHIIL, SIKi HIOM 3aryOuiIics MpH MOsBI Ha
CBIT XYIOXHBOTO TBOpPY~ [7,c.23], BIMUyTTSIM “JAMHAMIKA HEYYTHHX 3B’S3KiB (TOHIB), IO
OCBITJIFOIOTH PYX JIiHIHA BHYTpIlIHIM csiiiBoM”™ [7, ¢. 21]. “3acaam po3yMiHHSA CYTHOCTI MEIOJUKH 1 THM
caMuM y3araii My3uku, — 3a3HauuB E. Kypt, — 3akinageHo y 3BW4LI 0 AYMKH, IO BXKE y MPOCTiil
MEJIOJIUYHIN JIHIT CIIPaBXKHIH 1 3HAUYIIIIIHIA 3MICT KPHETHCS y HEUyTHOMY a00 K, 1100 MO3HAYHTH 11e
yiTKile, — B Til He BiAMiveHill y 3amucy JiHii, fika nepen0davaeTbcsi MK OKpeMUMHU ToHaMu. Yepes
MOPOXKHI MPOMDKKHM MK HOTaMH 1 MOBEPX HHUX €IMHUM IMOTOKOM INpoTikae cuna. He rpa 3ByKiB i
30BHIIIHS KAPTHHA PUTMIYHOI BIOPSIKOBAHOCTI, aJie caMe Il CHJIa € TUM JKHBUM HAIPYKCHHSM, SIKE
CTBOpIOE BimuyTTa Menomii” [7, c. 20-21].

[InacTruyHa BHYTpIIHS JTWHAMiKa MDKTOHOBHX 3B’SI3KIB JI€ HE JIUIIE CTOCOBHO MEIIOJAUYHOI
minii, a ¥ moBHOT QakTypu B il PI3SHOBEKTOPHMUX BUMIpaX — TOPU3OHTANbHUX, MEPEXPECHHX, Ha
ONMM3BKHX 1 JAJICKUX BiJCTAHSAX TOIIO. My3WYHA TKaHMHA MPU LBOMY CIPHUAMAETHCS K “pO3LIMPEHA
Menomig, mo oxommnoe noTik rapmonii” (E. Kypt), posropranHs “rapMoniuHoi iHTOHamii”
(b. Acad’er), “rapmoniunuii Menoc” (€. HazalkiHChKHIA), e aKOpJOBa BEpTHKaIb MPOsBIsie cede,
KopucTyrounch BucioBoM E. Kyprta, sk “po3immpeHe BUNIPOMIHIOBaHHS OJHOTO TOHA” 1 Hece Ha co0i
“crigu 6e33By4YHO1 IMUOKHM, 3 AKOoi BiH (akopa. — O. b.) Buxoauts” [7, c. 21, 24].

Y mnpocinyxoByBaHHI came (OHIYHUX SIKOCTEH BEpPTHKAN SK TeMOpalbHOTO HANOBHEHHS
MEBHOTO MEJOJUYHOTO TOHA IOJATae JUKepeno ii CTPYHKOCTi, OXHOPIOHOCTI, Ojaro3Byudus —
BaXIIMBUX SIKOCTeH TpodeciiiHoro BHUKOHaHHS. 3 iHIIOro OOKy, BimOyBaeThCs Te, IO
€. HazalikiHChbKHMIT Ha3BaB “(aKkTypHOIO IICHTpAaTi3aIi€ro”, sKa IO BUMOT ‘“MOHICTUYHOCTI” CIyXOBOI
yBaru BHOYJIOBY€ apXiTEKTOHIKY 3BYYaHHS BiJITOBIIHO 0 HalpenbedHINIOro KOMIOHEHTa QaKTypH,
K mpaBuio — MmenonuuHoi JiHil [12, c. 85]. TIpo oouopionicme 36yuanmns sIK KpUTEpil MUTICHOCTI
(hopmu 1 HEOOXIHICTD “TIPOHMKHEHHS B OCHOBHI CMHUCJIM MY3MYHOI TapMOHii”, IO OAYXOTBOPSE cami
HalnpocTiii moOyIoBY Ta “BHIPABIOBYe” HaUCKIIAIHINI, TTHcaB cBoro yacy M. Metnep [11, c. 20].

“IToBepxHs akopmoBoi TKaHUHK (A. XalbM) — BIIACHE Te, [0 HE 3AaTeH 3adikcyBaTH HOTHHI
TEKCT 1 1m0 Mae OyTH “TOMHCIICHO” Y TPOIeCi HOT0 MPOYNTAHHS IHTOHANIWNHO BUXOBAHUM CIYXOM —
BiJtoOpakae TIHMOWHHI MPOIIECH, IO MPOTIKAIOTh Y “TOHAIbHOMY JabipuHTI” (€. HazalikiHchkwmid) 3a
MIPUPOJHUMH TPABITALIITHUMHI 3aKOHOMIPHOCTSIMH JIaJJOrapMOHIYHOTO PO3BUTKY. Y BUMIpi (akTypHOT
BEpPTUKaJl KOXHE CIIB3BYYYsl MPOSBISLE cebe sk “o0pa3 NMEBHHX CHEPreTHYHUX MparHeHs”’, 3a
E. KypromM, pe3ynpTaT 0cO6IMBOI aKTHBHOCTI 1HTOHAIIMHO “HAJAIITOBAHOTO” CIyXy: Ha (pOHIYHOMY
PiBHI — sIK 3araiibHe 3a0apBlIEHHS, B KOTPOMY HiOW PO3YHHSIIOTHCSI TOHH, IO CKJIaJal0Th CIIB3BYYUs
(00epTOHOBE Y3TOJKCHHS TOHIB Y TapMOHIYHIA BEpPTHKANi), Y HUHAMINI (GOpMH — SK TakKui, 110
MparHe 10 CBO€l po3psinku (po3B’si3Ky), 3rycTok eHeprii. Ilpo moxiOHuil ¢peHOMEH camoopraHizauii
TOHIB BIJMOBIHO /10 TNIMOMHHKUX TapMoHiYHHX TiporieciB E. Kyprt nmucas: “Sk Tijabku MU BITHOCUMO
Oyab-sIKWil OMHUYHUI TOH JI0 TIEBHOI TapMOHii, y HhOMY MPOSBIISIFOTHCS TIEBHI MOTEHIIIHHI SHeprii,
IO BHUTIKAIOTH 13 HOTO IOJIOKEHHS B TAHOMY aKOpPIi, a TaKOX i3 B3a€MOBITHOIICHHS MK aKOpIaMu
<...> V wMmenonuuHii JiHii 0e3 CympoBOAy IIi BIAYYTTS HampyXeHHsS HaOyBaroTh mie OiTBIIOTO
3HAYEHHs, OCKUIBKM PEaNbHOTO0 3BYYaHHS akOpIiB HeMa, i B OKpPEMi 3BYKH IPOHHKAE JIHIIE
MparHeHHs, BOJS JO CIB3BYYYs — SIK TUIBKM BOHH BUCTYIIAIOTh Y MY3W4YHIHM ysBi sIK HOCIl IEBHOL
rapmoHii” [7, c. 23].

['apMoOHIYHE BIIIYTTS MEJIOJUYIHOTO TOHA B PI3HHUX HOTO MPOSBAX — Y MEJIOJUYHIN CTPYKTYpI,
(axTypHIH BEepTHUKaJi — € BaXXJIMBOIO YMOBOIO B TIOIIYKY BHPAa3HOCTI BUKOHABCHEKOI (POPMH, OCKIJIBKH
caMe rapMOHIYHA TKaHHHA [IOCTA€ TIi€I0 CBOEPITHOIO IUIACTHYHOI (HOPMOIO MY3UYHOTO LLIOro, 3a
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KOTPOIO TOHH SIK €JEeMEHTH (aKTypH OTPHUMYIOTh 3IaTHICTH MO CaMOOpTaHi3amii y Ipomecax
MYy3UYHOTO (DOPMOTBOPEHHS Ha HOro (OHIYHOMY, IHTOHALIHHOMY Ta KOMITO3HUIIIHHOMY pIiBHSIX,
Kepyrounch TepMinonoriio €. Hazaiikincekoro [12, c. 71]. Ilix octanHiMM MaeMo Ha yBa3i, mepi 3a
BCE, MIKpPOAMHAMIKY 3BYYaHHS, HOrO CHHTAKCHYHY Oprafi3amilo B 4Yaci Ta KOMIIO3ULIHHY
JIpaMaTyprio Ha OCHOBI TOHAIBHUX EPETBOPCHb.

JlBa mposiBM My3W4HOTO IIiyIoro — aktypy i komnosumnito — €. Ha3alikiHCbKnil BU3HAYMB 5K
“3aImOBHEHUI MY3MYHUMH 3BYKaMH TIPOCTIp, IO PO3ropTaeThesi B yaci” (dakrtypa) 1 “HacHueHHH
My3UYHUMH TIOJISIMA 4Yac, IO KPHUCTA3Yye€ThCS Y BHIVIAIAI apXiTEKTOHIYHOIO TpocTopy”
(xommo3uuis) [12, c.72]. dakrypa npu LBOMY CIYXHUTh (OHIYHMM CEPElOBHUILEM, B SKOMY
BiIOYBalOThCS BHYTPIIIHI IHTOHAIIIMHI TMPOILIECH, KOMIIO3HUIlISI OKPECIIOE JpaMaryprilo PO3BHUTKY
(dhopMH y THAMII CTAaHOBJICHHS CMUCTY.

Takum unHOM, (akTypa, 11 IHTOHAIWHUA penbed (My3WYHUH CHHTAKCHC) 1 KOMITO3UINIS SK
Taki, II0 MHCIATHCS HE B CBOiX a0OCTpakTHHUX (opmax, a B ‘““KUBIH” MPEIMETHOCTI MY3HMYHOTO
“Tina”, — CyTh NPOSBU IHTOHAILIWHOT (OpPMH My3uKkH y pi3HUX (okycax ciyxoBoi yBaru. SIKicTh
LUIOTO ISl TPUEOMHA CHUCTEMa OTPUMYE HA OCHOBI OCOOJNHBOTO BITUYTTSI MempoOpummiuHo20
KOHMUHYYMY 38yuanisi sik cgpepu inmonysanns (B. JleBytibkuii). [HTOHALIIMHE PO3YMIHHSI METPOPUTMY
MPOTHCTaBJIIEHA TPU LbOMY ‘“‘MIKUIBHOMY’, METPOHOMHOMY, KOTpe, Xoda 1 Ja€ YSBJIEHHS IHpo
PIBHOMIpHHII TOIIT My3UYHOTO Yacy, He BUXOBY€E BITIyTTS IPUPOIHUX IHTPAMY3HUHUX JUKEPET Takol
PIBHOMIPHOCTI, 5K, BJIacHE, 1 BIIYYTTS CAMOT0 BHYTPIIIHBOTO PYXY.

B iHTOHamiiHOMY BHMIpI METPOpPUTMIKa BHCTymae TUM, IO M. ApKagbeB Ha3HWBae
“HE3BYYHOI0 MAaTEpi€l0 My3WKW”’, “HE3ByYHHM MYJIbCAL[iHUM KOHTHHYYMOM’, ‘“HE3BYYHHUM YacOM-
EHepriero” — IHTepCyO €KTUBHOK I1HTEHIIWHOI CTPYKTYpOIO, IO TIPYHTYEThCS Ha CBOEPIIHOMY
[IMOMHHOMY BHYTPIIIHBOMY SIBUIII B MY3HUII — epagimayiiinii akyenmyayii [2, c. 261]. M. ApkanbeB
3aIpOIIOHYBAB HA3UBATH HOBOEBPOIICHCEKY aKICHTHY MY3WYHY PUTMIKY TOYHIIINM, Ha HOTO OYMKY,
MOHATTSIM — epasimayitina pummixa. [Ipu 11bOMy BIH 3ayBa)KHB, 1[0 “TPUBAJOCTI” HACHpaBAl € HE
TPUBAJIOCTAMH, a “BarOMOCTAMH’, a MeTp — ‘TpaBiTaliHO-ydbCalliiHUM KOHTHHYyMoM”, abo
“rpaBiTaIliifHO-TOMOJOTIYHUM YacOM-TIPOCTOpOM”, ne “Oyab-Kui TyIbCaIlifHUN eneMeHT (Micie,
TOIOC, JOJs), “‘©JIeMEHT BaroMOCTi” MBOTO “TIOJS”, HE3aJIeKHO BiJ TOTO, 3BYYUTh BIH UM Hi —
BiZNIOBiae “BapTocTi” a0 “TpHMBANOCTI” 3Byka a00 may3W y 3BHYHIA TepMiHojorii <...> Ile He
KOHTHHYYM “‘TPHBAJOCTEH’, a KOHTHHYYM-TPHUBAHHS, SKIIO OpaTW TEMITOpPaJbHUI acIiekT, i
KOHTUHYYM ‘‘BaromMocteii”, skimo OpaTm acriekT rpasitamiiiauii” [2, c.278]. Heakyctuunuii 3a
TIPUPOJIOIO, ajie CyTO My3UYHHN eHOMeH (y PO3YMiHHI HOTO SIK “proto-My3WKH’, KHBOI MyIbCYIOUYOT
OCHOBH, sIKa TMparHe o(OopMIIEHHS y 3BYKOBHUCOTHIN TKaHWHi) — IpaBiTalliifHa METPOPUTMIKA JOJIAE
CTaTUYHICTh, JUCKPETHICTh ‘‘METPOHOMHOTO” pUTMYy 3 HOro IWHAMIYHOIO aKIEHTYaIli€lo,
I AKOPSIIOYNCh, HA BiAMIHY BiJ] HEl, BHYTPIIIHIM ITIHOMHHIM IIPOIecaM TSDKIHB 10 METPUYHO BarOMHX
9acOBHUX OIIOP.

Take TpuBaHHA B MY3WYHOMY KOHTHHYYMi, YA TO “He3By4YHa” ITACTHKA METPOPUTMY, YU
3BYKOBHCOTHE i1HTOHALlIfHE CepeloBHIIE, B AKOMY INpocTymae “npodins (pa3yBajJbHUX XBHIb
(B. deBympkwmii), Mae nBi Gopmu pyxy, Buainmus E. Kypt: pyx, skuii 6e3mocepeiHb0 31iHCHIOETHCS B
MEJIOIMYHOMY TIOTOII, ¥ PyX, IO CTPHMYETHCS, TOOTO MPOSBISIETHCS K 0COOJIMBA CHIIA BHYTPILTHBOT
HaIpyTH, KOTpa IparHe 10 pyxy [7, c. 25]. [loniOHa MBOSKICTH BIacTWBa i BIMUYTTIO MeTpa (B oro
IHTOHAIIHHOMY PO3yMiHHi): SMOIYHICTh Ha TIHOWHHOMY piBHI (aye, K 3a3Ha4uB M. ApKajbeB,
SIMO14HICTh MeTaOpHUYHA, B CEHCI CIPAMOBAHOCTI METPUYHOTO KOHTHHYYMY 1 HOrO HE3BOPOTHOCTI)
B3aEMOJIIE 3 OAHOYACHOIO “PYHIAMEHTAIBHOIO XOPETUHICTIO” MeTpa.

TakuM 9MHOM, BUXOBAHHS IHTOHAIIITHOTO MUCIICHHS SIK OCHOBH BUKOHABCHKOI MaliCTEpHOCTI
Mae TIpYHTyBaTHCS Ha (OpPMYyBaHHI IUHAMIUYHHX (B CHEpPTiHHO-XBIJIHLOBOMY PO3yMiHHI) YySBJICHB
IHTOHAIIHHOI (OopMH MY3WKH SIK y cdepi 3BYKOIHTOHANIHHOT TKAHWHHM, Tak 1 Ha PiBHI 1HTOHANIIHO
MHUCIIHMOIO METPOpUTMYy. Taka CHpSIMOBAaHICTh BHKOHABCHKOTO MHCICHHS BiZOOpaKaeTbCs B
0COOJIMBIY TIPUPOTHOCTI 3ByYaHHs, KOJIW iHTOHAII{HA IJIacTHKAa HAO0yBae Bi3yallbHOI penbedHOCTI, a
(opMa — BHYTPINIHBOI AWHAMIYHOCTI W IUIICHOCTI, IO POOUTH ii JIErKOI MJis CIPUIMAaHHSL
3amycKkaroyu MEXaHi3M CBOEPIIHOTO “aHTEHHOTO MHUCICHHS , OJi0He “CrioryisaaHHs’” 1HTOHAIIHHOT
TKaHWHH CIIPSIMOBY€ IPOIEC BUKOHAHHS Yy TPHPORHOMY PYCIi ‘“‘CaMOpO3ropTaHHS’ BHKOHABCHKOL
(hopMHU My3UYHOTO TBOPY, IO 3HAYHO PO3IIHPIOE TOPH30HT BHPA30BUX MOXKITHBOCTEH BUKOHABIIS.
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Ha marepiani ITpemoxii B-dur 3 mepmoro tomy J{o6pe Temmeposaroro kmasipy i. C. baxa
HaBEJCMO MPHUKIAAN IHTOHALIHOTO aHamizy, SKi CXEMaTHYHO BKAa3ylOThb HA CIIyXOBI IPHAOMH
BUSBJICHHS “TUHAMIYHOTO MIPOQ1II0” BUKOHABCHKOI (POPMH.

IIpo3zopicte dakrypu Ilpenromii cTBOprOEe BpakeHHs 11 BHUKOHABCHKOI MPOCTOTH 1
HecknaaHocti. [Ipore noxibHa mpocToTa GakTypHOrO BUKIAAY AJS JOCBIAYCHOIO MY3HMKAHTA € JIMIIIES
CXEMAaTHYHHM a0pHcoM, IO MOTpedye CBOro “IONOBHEHHS , YSBHOTO (DaKTypHO-IHTOHAIIHHOTO
YCKIIa{HEHHS, “‘JIOMUCICHHA Ta TPOCIYXOBYBAHHS HE IPOIMCAHUX y HOTHOMY TEKCTI KOHTYpIB
IHTOHAIIMHOTO “Tija“ MY3UKH.

OcoOnuBicTh ¢akTypHOro BHKIany l[Ipemronii — MOAIN 3araibHOT MENOAMYHOI JIiHIT MiX
MapTisiMU PyK 3 11 momioHIYHUM po3MIapyBaHHAIM (aPTUKYJISIIIHO — Ha JBOTOJOCCS, TEMOpPaIbHO —
MPUXOBaHE JBOTOJIOCCS B MAapTii MpaBoi PyKH Ta JIHIFD BOCBMUX HHUXKHBOTO TOJIOCY — IIUB. PHUC. 1),
BHCOKHMI TEMIT BUKOHAHHS, {i TOKAaTHICTh MOPOMXYIOTh PSJl BUKOHABCHKHUX TPYIHOILIIB, PO3B’S3aHHS
SKHX JISKUTb, TIEpeIlyCiM, Y IIONIMHI IHTOHAIIITHAX 3aBJIaHb.
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Puc. 1.

IixaBi BapianTu nepectpykrypyBaHss ¢aktypu [Ipemonii B-dur 3aaxonumo B penakmii JJTK
®. By3oHi (puc. 2) [20, c. 124]. Xoya mojaHi BOHU SIK CYTO TEXHIYHI BIPABU IS BiANpPALIOBaHHS
TEXHIKA JaJeKuX CTpHOKiB, MOAiIOHE BapiloBaHHS HOTalil mpHu 30epekeHHI 3arajJbHOTO 3BY4aHHS
“nepedopmaToBye” rpadiky IHTOHAMINHNX JNiHIH, JAIOYM TaKUM YMHOM YSBIICHHS PO Pi3HOMAaHITHI
BapiaHTH MIPOCITYXOBYBAHHS (PaKTypHOI TKAHHHH.
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Puc. 2.

[lepecTpykTypyBaHHs (akTypu B paMKax iHTOHAIIHHOTO aHaji3y, Ha BIJMIHY BiJl TEXHIYHOTO
YCKIIQJIHEHHs I MiaHICTUYHUX eXercises, 30pi€HTOBaHE Ha CTBOPEHHs TaKWX BapiaHTIB KiIaBiaTypHOI
MoOJeNi, SKi BiJKPUBAIOTh IHTOHALIWHUN penbed 3ByYaHHS, MIO JIETKO MPOCIYXOBYETHCS W TIpH
MIOBEPHEHHI JI0 OPUTiHAIBHOTO 0aXiBCHKOTO BUKIAMY (puc. 3).
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Puc. 3.

B ysaBHOMYy iHTOHAIiIMHOMY yCKJIaJHEHHi (pakTypw, i3 3alOBHEHHSIM “TIOPOXXHUH~ HOTHOTO
TEKCTY, T4, OIHOYACHO, PENyKIii rapMOHIYHOT BEPTHKANli JO CBOEPITHUX “HECYYMX KOHCTPYKIIN™
BIJIKPUBAETHCSA MIMOMHHA OCHOBA OpraHizailii rHyYKOi, JHHAMIYHOI BUKOHABCHKOI (popmu. Bucokwmii
Temn BukoHaHHs [Ipemnronii moTpedye npaBMWIIbHOI aKIeHTYallii ONOPHUX MOMEHTIB, 10 MAlOTh OyTH
LIMPOKO PO3CTaBJIEHI Y KIIOYOBHUX TOYKax (hpasyBaJibHMX XBWIb. MIKpOJUMHAMiKa Ta MIKPOPHTM
IHTOHYBaHHS 3aJal0ThCSI TPH IIbOMY PHTMO-IHTOHAIIMHOI TYJIBCAIEI0 y BEPXHBOMY TOJIOC
npuxoBaHoi moi¢oHii (puc. 4a) 3a JOTIKOIW JAJ0-TAPMOHIYHUX TKIHBb Y Mexax (pasu i maiekux
3B’S3KiB Y TApMOHIYHOMY TOJIOCOBEMiHHI, IO BiJKPUBAIOTHCS B IHTOHAILIfHOMY aHami3i (akTypHOI
TKaHUHU (puc. 4b).
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BaxmBuMEu 3 TOIJISALy AWHAMIKH BHKOHABCBKOI (DOpMH €, HAa HAall TOIJSAI, BUIIHCAHI
®. by3oHi akmeHTH B OacoBomy roisoci (T.5-6), sKi CIyXaTh IHTOHAIIHHO BaroMHMH TOYKaMHU,
3MILIEHUMH y Yaci CTOCOBHO METPUYHO OMOPHUX fojeid Takty [20, c. 125]. O6’ennanns Qirypauiii y
MeXaX YETBEpPTi B TapMOHIYHI BEPTHKAII BiAHOCHO aKIICHTOBAaHHMX TOHIB SIK 0acOBHX (IIO3HAYEHI Ha
pHC. 5 KBaJpaTHUMH Ty)XKaMH), IMOIYHE CTPYKTYpyBaHHSI MOTHBA 32 TSDKIHHSIM aKIIEHTOBAaHOTO Oacy
SK €HEPrifiHO CHJILHOTO BBiJIHOTO TOHY B CEKBEHIiHHMX 3BopoTax D°-T (mo3HaueHi CTpilkamu)
HETITbKA HANAIOTh IHTOHAIIMHIA TKaHWHI pelbePHOCTI (GopMHU, a ¥, 3a paxyHOK 3OUIBIICHHS
CTPYKTYpPHHUX OJIOKIB (hakTypH, 3a0€3MeUy0Th 3MOT'Y “N00aunuTH’” TUHAMIYHY XBUJIIO PyXY.
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orese,

U

(=)

Puc. 5.

OTxe, IHTOHAUIWHUM aHai3 MYy3UYHOIO TBOPY € 3aco00M BUSBICHHS 1HTpaMy3U4HUX
YUHHHUKIB TPUPOJHOI, BHPa3HOI Ta CTPYHKOI 332 KOMIIO3ULIHHOI JIOTIKOI (OPMU MY3HKH.
CookycoBanuii Ha JoKepenax BHYTPIIIHBO IWHAMI9HOI BHUKOHABCHKOI Qopmu sk “opmu-
CTaHOBIICHHA ’, BiH aKTHBI3y€ IHTOHAIIIHE MUCIICHHS Y Pi3HOIUIAHOBUX PaKypcax My3W4HOI TKAaHWHHU:
bakTypu SIK QoHiuH020 cepedosuwya 13 3arOCTPEHUM BIIYYTTSIM JUHAMIKH MIKTOHOBHX 3B’S3KiB;
MY3UYHOI'O CHHTaKCHCy, L0 MPOCTYyHae sIK iHmoHayilinui penveg) 3BYKOBOI TKaHuHH (cepa
apTUKYJSIII Ta MIKPOIHTOHYBaHHS); KOMIIO3UIli (OpMU 3a KOHTYpPAMU OUHAMIYHUX X6Ulb
iHmoHayiiino2o pyxy.

BaxxnuMBUM YMHHMKOM TUIACTUYHOCTI, JMHAMIYHOCTI Ta IIUIICHOCTI BUKOHABCHKOI (hopMu
IIOCTa€e iHTOHANIMHE “TIepeTIOMIICHHS” METPOPHUTMY SIK CBOEPITHOI TpaBiTamiiiHOl cucTeMH, B SIKii
Mepexa METPUYHO BarOMHX TOYOK OIIOPH 3aJIaHa JIOTIKOKO JIAJIOTAPMOHIYHHX TSKiHb.

IIpoBimHMMHU TpUiiOMaMH IHTOHALIWHOTO aHANI3y CIYXKaTh I[HMOHAYiliHe YCKAAOHEHHs
(akTypu, O crpusie, 30KpeMa, 3aII0BHEHHIO “TIOPOKHUH™ MPH TEepeBeIeHHI HOTHOTO TEKCTY B JKUBE
3By4aHHS; il TapMOHIYHA pedykyis, B Pe3ynbTaTi SIKOi MPOCTyMae AWHAMIYHMNA MPodils My3UYHOT
TKaHUHU; HepecmpyKmypyeanHs @akmypu, BapilOBaHHSA i1 KIaBiaTypHUX MOJENed, MO BiJKPHBAE
IHTOHALIWHUIA pebed 3ByYaHHS TOIIO.

Topkarouuch TIBKH IHTPAMy3WUYHHX 3acaJl JWHAMIKU IHTOHALIAHOI (HOpMH MYy3HKH, HaIlla
CTaTTS HE BHUCBITIIIOE YCIX MOXIIMBUX MIIXOAIB A0 MpobiaeMu BUKOHABCHKOTo hopmoTBopenHs. [1o3a
YBaror 3aJUIIUINCS, 30KpeMa, ITUTaHHS IHTOHAIIHHOT opMu K chepu MPOsBY XyIOXKHBOTO 3MICTY
MY3HKH, 110 MOKE CTATH MPEAMETOM OKPEMOTO JOCIIKSHHS.
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