AHOTALIA
Hoaropauskuii M. O. /[;ka3oBa ritrapa B icTopii XpoHoJiorii: Bia mepmmux
NPoOfABIB 10 cydyacHOro nmo3uumionyBaHHsi. — KBamidikaliiiiHa HaykoBa Ipals Ha

paBax pyKOIHCY.

HaykoBe o0OTpyHTYBaHHS TBOPYOTO MHCTEILKOTO TIPOEKTY Ha 3J00YyTTS
OCBITHBO-TBOPYOTO CTYIEHS JOKTOPAa MUCTEITBA 3a creriaibHicTio 025 «My3uune
MHUCTENTBO» (Tasry3b 3HaHb 02 «KynbTypa 1 MUCTEIITBO» ). — JIbBIBChKA HaIllOHATIbHA

My3u4dHa akajemis iMeni M. B. Jlucenka, JIbBiB, 2025.

VY mpaiii JOCIIIKEHO JKA30BE rTapHE BUKOHABCTBO PI3HOTUITHUX MY3UKAHTIB
B XPOHOJIOTIYHO-ICTOPUYHOMY aCIEKT1, 0 (hOPMYBAJIOCH 11T BIUTMBOM 30BHIIIHIX
MY3UYHO-CTUJIICTUYHUX 3MiH, IEPEOPIEHTUPIB, ECTETUYHUX CMAKIB Ta BHYTPIIIHIX
O0aueHb OKpEMHUX TITApUCTIB Ta KOJEKTUBIB, B KOTPUX BOHHM pe€aji30BYyBaju

1HUBITyaJIbHE TIyMA4eHHs 3BY4YaHHsS IHCTPYMEHTY TiTapa.

OCHOBY  TPOEKTYy  CKJIaJa€e  aHaM3  MY3WYHO-CTHJIICTUYHOIO  Ta
IHTEpIPETaLIMHOr0 TUITY KOMIO3UIIM Y BUKOHAHHI PSIAY aBTOPIB 33151 BU3HAYCHHS
TUTIOBUX JIJII HUX OKPEMO Ta JJIsi CTHJIICTHKHU B IIJIOMY XapaKTepHUX PUC, MAHED,
cnenudiku TpakTyBaHHA. [laHuit miaxig Oyiao oOpaHO 3amis OUIBIN JAETAIBHOTO

MoAAJILIIOIO BUYJICHCHHA KOHKPETHUX BUKOHABCHLKUX MAHEDP.

BigmroBxyrounchk BijJ 371HCHEHOTO BUKOHABCHKO-CTHJIICTUYHOTO aHami3y —
JeTaibHE JOCTIIKEHHSI OKPEMHX J[KA30BUX TITAPHUX KOMITO3HUIIIH Y HOTOBAHOMY
YK ayJ110-BapiaHTax J03BOJISIE€ B MOAABIIIN MEPCIEKTUBI Kpallle 3p03yMITH TOW YU

THIIM TBIP 3 MO3UIT HOTO MalOYTHBOI IHTEPIPETALii 1)KA30BUM T1TAPUCTOM.

Cepen TBOpIB I MUCTEIBKOTO JOCIHIHKCHHS JKA30BUX TITApPHUX 3pa3KiB
Oyno o0pano kommoswuiii y BukoHaHH1 JlowHi Jlxoncona, Enmi Jlenra, Yapmi
Kpicriana, Jlxanro Peiinxapara, Jxummi Peitni, bapni Keccena, Beca
Montromepi, Jxo Ilacca, JIxxona MaxkmadmiHa, a TakoX — KOPOTKO
MPOAHATI30BaHO BHUKOHABCHKY CTHIIICTUKY YKPAiHCBKHX CYYaCHHX J[Ka30BHX

ritapuctiB — Pomana Mipomanuenka, Pomana bynaxosa, Muxaiina MenneneHka,



Haniina 3BepxaHoBchkoro Ta FEnBepa I3maitnoBa. 3ailiCHEHHS BHCBITJICHHS
JOCTYITHUX KOMIIO3WIIIH B KOHTEKCTI JKa30BOi TITApHOI CIAIIIAHU BUIIE
3a3HAYEHUX MUTIIB 3 PaKypCy ICTOPUYHOI XPOHOJOTIi — JO03BOJIUTH 3alIOBHUTU
ICHYIOUMH  MHCTEUBKHNA  «JepimuT» XyIO0KHBOI IHTEpOpeTalii Cy4acHOTo

BITYM3HSIHOTO JIPKa30BOT0 TTapHOTO BUKOHABCTBA.

Came TOMyY, BHUCBITIICHA B TBOPYO-MHUCTEILKOMY IMPOEKTI MPOOIEMAaTHKA —
dbopMye aKTyaJbHICTh Ta HEOOXITHICTh B 1CTOPUYHO-XPOHOJIOTIYHIN momadi 3
MO3UIliT  HOBOTO,  JETAJIbHOTO,  MY3MKO3HABYO-OOIPYHTOBAHOTO  aHaJi3y

BUKOHABCBHKOI CIICITU(IKH.

OTXe, MeTOI0 TMPOEKTY € JOCIIKEHHS CIEenU(pIKU JKa30BOro0 TITAPHOTO
BUKOHABCTBA 3 PAaKypCy CTHIICTHKH, MaHEpU TIpHU, NOEJHAHHA CIEeUU(PIUHUX
IPUIOMIB, JKaHPIB, POJIIB MY3HKH B OJHOMY ILIJIOMY NpPU iXHbOMY CHUHTE31 Ta B
KOHTEKCT1 3arajbHO-MY3WYHOI ICTOPUYHOI JI>)Ka30BOi XpoHosorii. BiamosigHo g0

METHU poOOTH BU3HAUYECHI OCHOBHI 3aBJaHHS:

o OKPECIIUTA YMOBHY MY3UYHO-ICTOPUYHY TIEP10IU3AIIIIO IKA30BOTO T1TAPHOTO
BHUKOHABCTBA;
° BUCBITJIUTA B KOXHIM JPKAa30BIA CTHJIICTHUIN TO3UI[IOHYBAHHS OCHOBHUX

nocTareit Ta crienudiky IXHbO1 TBOPUOCTI;

o BUSIBUTH 1HJUBIyaJIbHE TPAaKTyBaHHS J[Ka30BO1 TiTapy MOCEPETHUIITBOM
TBOPIB PI3HOTUITHUX BHKOHABIIIB 3 TOYKUA 30py BHECEHHS HHMH HOBATOPCHKHUX
MPUHOMIB Ta 30€peKCHHI TPAAMIIIN, a TAKOXK — aIlelIAIii 10 IHTepIpeTalii 1HIIIX
My3UKaHTIB; (B acHeKTi HacliIyBaHHA KOHKPETHHX TocTare abo 1HIIHUX
IHCTPYMEHTIB, 30KpEMa, TyXOBHX)

o 3MIUCHATA KOMIIEKCHUM J[Ka30BO-CTHJIICTUYHUN Ta BUKOHABCHKUU aHaIi3
OKpPeMHMX TITapHMX KOMIIO3ULIA 3 TOYKM 30pY HASBHUX B HUX TPATULINHUX,
HOBAaTOPCHKUX Ta OPUTIHATBLHUX IHTEPIPETAIIMHUX 3aCaT;

o PO3IIIIHYTH 1HTEpHpeTaniiHy crenudiky oOpaHUX HKAa30BUX TITaApPHUX
KOMITO3HUIIIM Ta BAKOHABCHKUX MPUMOMIB OKPEMHUX MY3UKAHTIB 3 MO3UI[iT BHECEHHSI

HUMU 1HUBITyaJIbHOTO IHTEPIIPETAIITHOTO OaUYeHHS;



o 3AIACHUTH BIJIEO Ta aydio 3alMUC OKPEMHX TBOPIB 3 penepTyapy JKa30BUX

TITApHUX BUKOHABIIIB.

3ami1s TBOPYOTO €KCIIOHYBAHHS 1HAWBITYabHOI aBTOPCHKOI KOHIIEMINT OyII0
o0OpaHO KpaIlli mepcoHaTii IKa30BOi TiTapy Ta BUKOHAHHS MY3HKaHTAMU OJHHX 3
HAWTUMOBIIIUX 3pa3KiB IXHBOI 1HTEPHpPETAIIMHOI CHAAIIMHU B SKOCTI OKPEMHX

TBOPIB Ta TITAPHUX MPUIOMIB.

3aBAsgKu OOpaHMM TEPCOHATISAM AOCTIIKYBAHOTO MAcCIITAaOHOTO MY3HYHO-
ICTOPUYHOTO TIEpioJly B aCMEKTl JHKA30BOTO TITAPHOIO BUKOHABCTBA BIJKPUIIACH
MO>KJIUBICTh OOIpyHTYBaHHS BHSIBJICHUX 1HAMBITYJIbHO-CTUIICTUYHHUX
BUKOHABCHKHX MaHEp, KOTpl C(HOpMYBAJIM HE JIMIIE KOHKPETHOIO [a30BOTO
BUKOHABIS, a W, B TMEpPEeBaXHIM OUIBIIOCTI — TOPOKYBaIU MOTEHINNHI
HacmigyBaHHs. KoMruiekcHa eKcmoswuilis JKa30BOTO TiTapHOTO BHUKOHABCTBA B
PO3pi3i CTOMITTS MOCEPETHULITBOM ITPOAHATI30BAHUX TBOPIB Ta 1HTEPIPETALIIHHIX
MPUIOMIB, METOIB J1I03BOJIsIE CPOPMYITIOBATH IUTICHY KapTHUHY JI’Ka30BOi TiTapu B

1cTOpIi i1 XpOHOJOTTII.

CTpykTypa pod0oTH CKIAJAETHC 3 BCTYIY, TPhOX PO3IUIIB 3 MiApO3AiIamMu,

CIIMCKY BUKOPHUCTAHMX JKEPEN Ta I0JATKIB.

IHepwuii  po3din TPUCBIYECHUN TEPBUHHOMY J[KA30BOMY TiTapHOMY
BUKOHABCTBY, 30Kpe€Ma, BIH MOAUISETHCA Ha JBa MIAPO3AiIH, € B MEPIIOMY
3MIMCHIOETBCS aHaNI3 JITepaTypu, IO CTOCYEThCA JpKazy Ta JHKa30BOTO
BUKOHABCTBA Ha TiTapi, a B JAPYromMy AOCIIKYIOTHCS OCHOBHI MEepCOHaNil, KOTp1
HaJaJIM MOIITOBXY LIbOMY MHCTEIbKOMY Ipollecy. BaxiauBum (aktopoM mocrae
JETAIbHUM aHaji3 ICHYIOUMX HAyKOBHX JDKEpeNl 1HO3EMHOTO 3pa3Ka, ajpKe,
BITYM3HSHE MY3UKO3HABCTBO MOKU 3HAXOAUTHCS Ha MOPO3i aKTUBHUX JOCIIIKEHb B

cdepi 1Ka30BOro TiTapHOTO BUKOHABCTBA.

VY nepmoMy miipo3aiai Oysio mpoaHaii30BaHO HAYKOBI JKepesa, JOTHYHI 10
JKA30BOT TEMATUKH 3 TIO3UIlT 1CTOPHYHO-XPOHOJOTIYHOTO MiAXOIy, a caMe, Bij

pO3MIISIAy MepIIMX YKPaiHOMOBHHMX BUAAHb Ta JMCEPTAlii — A0 Mpalb Cy4aCHOCTI.
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30kpemMa, OTHUM 3 HaWpaHIMMX JOCIiPKeHb € HayKoBa pO3BiJKa TPO JIKa30Be
mucTenTBo B Ykpaini B. I. Pomanko Ta nmepima mxa30Bi BITYM3HSIHA SHIIUKIONETIS,
ne 310paHa BenM4Ye3Ha KUIBKICTh OlorpadiuHMX JaHUX IOcCTaTed, MOTHYHHX 0
nporo poay muctenrsa B. Cumonenka. Hanami, y My3uko3HaBuUOMY MiApO3ALIL
OPOBOAUTHCA aHaNi3 IHIIMX YKPAiHCBKUX JOCHIDKEHb PI3HOTO THIY Y
XPOHOJIOTIYHIM TMOCHIIOBHOCTI Takux HayKoBIiB, sik 3. Pocbk, JI. TepeOyHa,
O. Cionuyka, A. Xapenko, A. [Tornooi, Y. bekiposa ta O. boromo6oBa — 0oCHOBHI

PI3HOTHUITHI HAYKOB1 PO3BIJIKH MO JHKA30BOMY MUCTEIITBY.

[{imkoBUTO OOYMOBJIEHO, IO IKajda JOCIIKEHb 1HO3EMHOTO 3pa3ka € Ha
ChOTOJIHI 3HAYHO MACIHITaOHIIIOW, 1 B HAYKOBOMY OOIPYHTYBaHHI OyJio 0OpaHO
HaWOUTBII BIAMOBIIHI J0 3asBJICHOI TEMHU. 30Kpema, PO3TJIAIaHO JOCIIIKEHHS
KJIACUYHUX JiKa3oBUX kKomrosuiiit JI. Kopmo6a; koHIemniis BIUIMBY TapMOHIYHHUX
MexaHi3miB aia ritapu — k. bpeHana; aHami3 BUKOHABCBKHUX TEXHIK MEBHHUX
riTapucTiB, OCh, K Anan Xosuiceopar — XK. J[aCinpBa; po3riisiHyTO Mpalio o0

MO3UIIIOHYBaHHS Tpu]y B HKA30BUX T1TapHUX iMIpoBizamisx — JIxk. JliHa.

BaxxnuBuM 1CTOPUYHO-MUCTEIIBKMM €JIEMEHTOM JIPYyroro MiApO3Ainy CIijT
Ha3BaTH BHUOKpPeMJICHHS UYWKarcbkoro rmepiogy, SK OKPEMOTO B PO3BUTKY
(GyHKIIOHYBaHHS JIP)Ka30BOIO MUCTEITBA, aJKE, 3BHYHA ICTOPUYHA XPOHOJIOTIS
nepeBaXkHO Mnojae onpasy miciisi HoBo-opieaHchbkoi 100K — ofpa3y €mnoxy CBIHTY.
[Ipore, came B Yukarcbkuid mepioj BiAOynHCS Baromi 3MIHA B JI?Ka30BOMY

riTapHOMY BUKOHABCTBI.

[lepmr 3a Bce, Oyn0 3BEpHEHO yBary Ha BHECOK JIBOX BaXKJIMBUX IMMOCTaTEH:
Jlonni Ixoncona ta Enni Jlenra, a Takox, To#t ¢akT, 110 111 My3UKaHTH OCTYTIOBO
BIIIMIIUIM BiJi BUKOHABCTBA Ha OaHHKO Ta NEPEHIIUIM O TIiTapHOTO, J0JalId
0JIF030BOCT1 y JIPKAa30BY IHTEPHpETAIlil0, HAIUIAIN 1i CKPUIIKOBUM IIJIXOJIOM Ta
3MIMCHUIIN BeNUKY KiIbKicTh 3anuciB. Sk E. Jlenr Tak 1 JI. JI>koHcoH chopmyBanu
MOHSATTS TyeTHO-aHCaMOJIEBOTO TiTapHOTO BUKOHABCTBA. JI. /[ 0HCOH OyB mepimm,

XTO BUKOPHUCTAB TiTapHEe BiOpaTO, 110 MOXKHA MPOCIIIIKYBATH 32 HOT0 3alliCaMH, a B



JyeT1 TITapUCT BUKOHYBAaB IMapTii0 cojicta, y Toi yac, Ak E. JleHr — purmiuny

byHKITiO.

TyT ke, Cii HaroJOCHUTH, IO MAPTiS CYNMPOBOAY OyJia JOBOJI CKJIAJHOI B
PUTMIYHOMY, TAPMOHIYHOMY Ta, HaBITh, MEJIOJUYHOMY aCIIEKTax, MICTHJIa Oe3/1i4
TPYAHOLIB 1 JOBOJI YacTO — €JIEMEHTHU MY3WYHOI MOBH HOTO KOJIETH COJICTa.
Jlomyckaemo, 10 BaXKJIMBY POJb y TAaKOMY MO3HUIIIOHYBaHHS MapTii CYMpPOBOAY
BiJlirpaja He JIMIIE akaJeMiuyHa OCBITa Ta BOJIOJIHHS CKPHUIIKOBOIO TI'poro, a M
BUBUYEHHS MpeaMmery conbdemkio. Ciig 3a3HAYUTH, 1O BaroMuid BIUIMB Ha

My3WKaHTa 3/1iCcHUIa i TBOpUICTh iMmpecionicTiB M. Pasens ta K. Jle6rocci.

OTxe, OO0 JAKAa30BOTO TiTapHOro BuKoHaBcTBa JI. J[)koHcoHa Ta E. Jlenra
BApTO TIJICYMyBaTH HAsIBHICTh aKaJE€MIYHOI OCBITM B MY3UKAHTIB, BOJIOJIHHS
IHCTPYMEHTOM CKpHUIIKa, a3aMHU Teopli MY3UKH, 3JIACHEHHS TEOPETUYHO
OCMHCJICHOTO BHKOHABCTBa, HAJIJCHOTO IMIIPOBI3AIIMHICTIO — HE3Ba)KalOUM Ha

JIOBOJI1 p13KUH B1JIX1]T B/l OaH]IP)KO Ta IEPEOPIEHTYBAHHS 3 OJII03Y Y JIXKa3.

Jlpy2uil po30in HayKoBOTO OOTPYHTYBAHHS € JOBOJII MAacCIITAOHUM B KOHTEKCTI
OXOTUICHHSI MY3WUYHO-1CTOPUYHOTO TIEPIOy Ta CTHUIICTHUKH, MPOTE, BIH €KCIOHYE
pi3HOTUTIHI (HOPMH, KAHPH, PI3HOBHJIU Ta CHUHTE3U JKAa30BOTO BUKOHABCTBA, a
TaKOX, TOPKAETHCS IHTEPIIPETALli HE JMIIE Ha aKyCTUYHOMY 1IHCTPYMEHTI, a i Ha

eJIEKTpOTriTapi.

IHepwuii niopo3odin mictuth aHami3 BHecky Yapm Kpictiana y po3BuUTOK
riTapHOrO0 BUKOHABCTBAa B €MOXY CBIHTY, & came, MEPEOCMUCIICHHS IHCTPYMEHTY,
woro ¢yHKIII Ta pojdi BIAMNOBIAHO J0 3MIHM JKA30BHX TEPEOPIEHTHUPIB,
CTWJIICTUYHHUX BUIO3MIH Ta CMaKiB CIIyXalbkoi ayauTopii. Murteup 3ymMiB HaJgaTH
CJIEKTPOriTapi  aBTEHTUYHOTO  MOOYTyBaHHS B  JKa30BOMY  MMCTEITBI.
[lepmioueproBo, MmMo4aB BUKOPHCTOBYBATH 1HCTPYMEHT B KOHTEKCTI MIATPUMKH
3By4YaHb JYXOBHUX, a JEIO Mi3HIIIEe — BCTAHOBUB «ITIK-all» Ha 1CMIAHCHKY TiTapy Ta
3’€JIHaB MOro 3 MiICKIIOBaUYeM Ta quHaMmikoM. Y. Kpictian HamaraBcs IlyKaTh HOBY

BHKOHABCHbKY MaHepy, KOTpa O BUXOAMJIA 32 MEXI1 CBIHTY, ajie BIPOJOBK aKTUBHOI



BUKOHABCHKOI pOOOTH — 3yMiB BHECTH HOBAIlIi, y’K€ HETUIIOBI 1[Il CTHIIICTHIN, TAKUM

YUHOM, OyAy4H MepeaBiCHUKOM 0i-060my.

Jlpyeuit niopozoin posrisagae mka3oBy ritapy Jkanro Peitaxapara Ta
cnenu@iky HOro TIyMauy€HHS LbOrO IHCTPYMEHTY. MMuTelb 3MICTUB BEKTOP
eKCITOHYBaHHS J)Ka30BO1 riTapu B OiK (IaMEHKO Ta IMTAaHCHKOI MY3UKHU SIK TaKOi.
HesBaxkatoun Ha BiACYTHICTH MpogeciiiHol akaJeMIidyHOi OCBITH — TiTapuCT OyB
MPUPOJIHRO 00/IApOBAaHUM Ta 3yMiB 3aBASKH HaOyTOMY JIOCBiy Y CBOiM TBOpYii
poauHI ¥ OTpUMaHMM 3HAaHHSAM BiJl €pYAOBAHOTO TMeaarora MPEeACTaBUTU

MEPEOCMHUCIICHHS TITapHOI IHTEpIIpETallii B J)Ka30BOMY MUCTEIITBI.

JIx. PeliHxapIT akTUBHO 3aCTOCOBYE TIIICAaHIO, BIOpaTo, TPEMOJIO, KOTPI,
L1JIKOM HWMOBIPHO, BIH IEPEUHSB 31 CBOIO CKPUIIKOBOI'O TOCBIY; IPOIArye yAapHy
TexHIKYy la pompe, mo crtana 00OB’SI3KOBHUM €JIEMEHTOM LHUTaHCHKOIO JIKazy Ta
Harajgye pUTMIYHE OCTIHATO, SIKE CYNPOBOKYETHCS LIJIMM aKOPJAOM — BapiaHT
KOMIIEHCAIlli BIICYTHOCT1 OapabaHiB B KOJIEKTUBI; BUKOPUCTOBYE yAapH Ha MEpIIy
Ta TPETIO JIOJIIO 3 YEPTyBaHHIM 0aCOBUX HOT 3 MOJAJIBIINM aKIEHTYBAHHSM JPYToi
Ta YE€TBEPTOI, KOTP1 YK€ YPI3HOMAHITHIOBAB aKOP/IaMH; BBOJIUTH IIUTAHCHKY MaHEPY
BUKOHAHHS Yy JDKa30BYy TiTapHy CTWIICTHKY;, HaJga€ XyI0KHbOI 0O0pa3HOCTI
PUTMIYHOMY MaJIOHKY KOKHOI KOMITO3HMIIi1; CTBOPIOE BJIACHUMN KBIHTET; YaCTKOBO
Haciiaye Y. KpicTiaHna; 3acTOCOBY€E CBIHTOBUM I'PYB; B aCIIEKTI pUTMY Ta FapMOHIi €

MPUXUIBHUKOM aKaJeMIYHUX KJIIACHYHUX 3aCa]] MOIMpPH BIJICYTHICTh OCBITH.

Tpemii nidpo30in MiCTUTH aHaNi3 YEProBOTO I1HAMBIAYaJILHOTO BHECKY
JKa30BoOTO TiTapucra Jxumwmi Peitni. 3aranpHy TEHJEHII0O HOTO BUKOHABCTBA
MO>KHA OKPECIUTH SIK MPUXUIBHY JI0 IMITallli TPU IyXOBHX IHCTPYMEHTIB, a caMe —
cakcoony, a mopyd i3 cakcoonictom CteHoM ['eTiieM B 1yeTi — MUTEIh AKTUBHO
3aXONUBCA [KA30BOIO0 CTUIICTUKOIO O1-0om. B OCHOBY cBOiX iHTeprpeTalii
JIx. Peiini obupaB Bimomi kommo3uiii 20-30-ux pokiB XX 100u, TOUHIIIE, iX
rapMOHIYHY OCHOBY, Ta Ha LI 0a3i CTBOPIOBaB HOBI MY3W4HI IueaeBpu. Bapto

3a3HAYMTH, 10 TaKa TCHACHIlIS Majla HEMMOOJAUMHOKUN XapakTep, 1 B Taaemi ['eri-



Peitni ritapa BUKOHY€E akOpAOBY (DYHKIIIIO, SIK 1 B TAKMX OPKECTPOBUX KOJIEKTHUBAX

MUHYJUX JECATHIITD, IK KOMOO.

CaymHo 3a3HauuTH, 10 IEpBUHHUM cakcodoHHM BB JIx. Peitni oTpumas
Bi Yapm [lapkepa, BUKOHABCTBOM KOTPOTO HaJMXaBCs, a TaKOXK — 3aMo3U4ye
MPUPOAHLO BKOPIHEHWH MY3HYHO-OOIOBUN «CIOBHUKOBHN 3amacy, CHerudivHi
PUTMIUHI MaJIOHKH, apTHKYJSAIII0 METOAWYHUX JiHIA Ta ¢pa3. Pasom 3 TuwMm,
ritapuct OyB 3axoruieHuM Tpor cakcodonicta Jlactepa SHra, Bim KOTpOro
NEPENHAB €JIEMEHTU CTUIIICTUKH 01-0omy. My3uKaHT cOpMyBaB BIACHY TEXHIKY
BUKOHABCTBA, JI¢ OTPUMAJIM MiCIle TPUHOMH, THUIIOBI CaKCO(GOHHINA apTUKYIIII,
poTe, BOHU yci Oyl aanToBaHi A0 crienru(iku IHCTPYMEHTY TiTapa.

Tpemiit po30in HayKOBOro OOIPYHTYBAHHSI OXOIUIIOE ICTOPUYHO KOPOTKHIA,
pOTe, CTUIICTUYHO PI3HOOIYHHUM Tepio]] MOOYyTyBaHHS PI3HOMAHITHHX JKA30BUX
CTUJIICTUK. [0 mpuknany, y nepuiomy niopo30ini po3risaiacTbCcs TPAKTyBaHHS Oi-
OoITy MOCEpEeTHUIITBOM JIOCHIPKeHHsI BUKOHAaBChKUX rnpuiiomiB bapni Keccena, B
KOTPUX MHUTEIb 30CEPEeIUB SK €JIeMEHTH CyTo Oi1-0omy, Tak 1 CHHTE3y 3
XPOHOJIOTIYHO HACTYMHOKO CTHJIICTHKOIO KyJl-mpka3zy Ta ¢’roxkny. llompu wnei
MUCTEIbKUN (PaKTax, BHYTPIIIHS €BOJIOLIS HKa30BOTO TITAPHOTO BUKOHABCTBA
My3WKaHTa MPOXOJUTHh Yepe3 pPI3HOTUIIHI MaHEpPU Ta MY3UYHO-CTHIIICTHYHI
KOMIUIEKCH, KOTpi, TMOACKYIH, CKIATHO OXapaKTepU3yBaTH OJHUM ICHYIOUUM
TEPMIHOM.

J{03BOJIMMO CTBEpAKYBaTH, 1110 TeBHUM unHOM b. Keccen, sk 1 6arato iHmmx
TOTOYaCHUX MY3UKaHTIB, MponoBxkuB Tpamuiito Y. Kpicriana. [itapuct He
oOMexyBaBcs, ampiopi, 06i-6omom, Ta ¥ pKa3oM y YHUCTOMY WOro TIIyMau€HHI,
BIIPABHO BOJIOJIIOYM BIPTYO3HOIO TEXHIKOIO Ta TMOEIHYIOYM 11 MEJIOJUYHUM
MIIXOJI0OM 3aX1THOTO Y30€pexks, KOTPUU, JCMIO M3HINIE OTPUMAE HA3BY «KYI
JKa3y» («IPOXO0JIOTHOTO JHKA3Y»)

Y Jpyzomy niopo3oini €KCTIOHOBAHO TP TMOCTaTi, BaXJIMBI B KOHTEKCTI
€BOJIIONII JKA30BOr0 TITApHOTO BHUKOHABCTBA. Bec MoHTroMepi — TakoxX cepen

cBoix (aoputiB BuauaB Yapai Kpicriana. My3ukaHT cebe 3apeKOMEHIyBaB



0€3/I0raHHUM IMIIPOBI3aTOPOM, a MOr0 Tpa XapaKTepU3yBalach HEWMOBIPHUM
MEJIOIM3MOM: TITapUCT BOJOMIB, (PaKTHYHO, yCiMa JPKa30BUMHU ACIIEKTaMH, 9acTO
eKCIIEPUMEHTYBAB y CBOIX COJIO, HAIIPHUKIIA, YIIFOOJIEHUM MpUHoMOM Oyiu Bapiarlii

3 OKTaBaMH.

OnHi€ro 3 TUMOBUX XapakTepucTuk B. MonTromepi OyB MOBHHI TOH, KOTPOTO
MaecTpo aocsiraB 0e3 3aCTOCyBaHHS MeAlaTopa: HAaTOMICTh BiH BUKOPHCTOBYBaB
TOBCTY YaCTHHY CBOT'O BEJIMKOTO Majbllsd, IO MPOBOKYBAJIO TNIMOOKI BiOparrii
cTpyHu. Takox, riTapucT mporaryBaB TJIMOMHY 3BYy4YaHHS IHCTPYMEHTY, 1 Taka
MUCTEIIbKa MO3UIIisl He3a0apoM HOro MPUBOAUTH A0 KyJI-IKa3y; MaB OpUTiHAIbHUN
JKA30BUH MAX11, aJKe, 3aiMaBCs IHTETPaIll€r0 MEJIO 1M BIIOMHX ITOI-KOMITO3HUIIIH
Ta BHOCUB IX €JIEMEHTH Y CBOI TBOpH, 3alMCYIOUH IX. BaXIMBUM BHECKOM
B. MonTromepi € BiIKpUTTS CBOEPITHOTO HOBOTO JHKA30BOTO PIBHS 3@ Y4YacCTi IpyIu

B CKJIa/Il €J€KTPOIHCTPYMEHTIB.

HacTymHoro mocTarTio, KOTpa BapTa yBaru 3aB/IsIKH CBOEMY BHECKY B TiTapHE
JKa3oBe BUKOHABCTBO — € J[ko Ilacc. My3ukaHT 311HCHUB BEIUYE3HY KIUJIBKICTh
IHTepIpeTaliil Ta 3amuciB B MaHepi 0i-00m Ta 4yMMalio MOro 3By4aHb HaJLICHI
XapaKTEepUCTUKAaMU KyJ-mka3y. Menoaununi miHii k. [lacca Oynu abGcomnroTHO
BIJIMIHHHUMHU: TITapUCT c(hopMyBaB CBIM BIACHUUM MIAX1J 0 MEIOAU3MY IO THUITY
MUCHeHHS TpyOauiB. CaylIHo, 10 rTapUCTU-TIONEPETHUKH MUHYJIOTO I€CATUIITTS
obupanu mis cede cakcopoH, B aCMeKTI HACTIAYyBaHHS MEJIOAU3MY Ta MOOYI0BU
dpa3, a JIx. [lacc oOpaB came TpyOy. lleit Menmonusm xapakTepusye CBOEpiIHA
CTUCHYTICTh, HETHIIOBICTh MOOYJOBM camMoi MeNoauyHoi JiHii. ['itapuct myxe
BUJILHO 1HTETPY€E TapMOHIi B CBOi COJIbHI JIiHI{, HaJJal0YM 3BY4YaHHS riTapi BOJAHOYAC
PUC COIBHOTO IHCTPYMEHTY Ta CYIIPOBOY.

BaxnuBo, iHToHauii ritapu y B. Montromepi ta JIx. Ilacca wacTtkoBo
CHPOTHO3YBAJIM MIAXIJ 10 )KA30BOT0 IHCTPYMEHTY B HACTYITHI MUCTELIbKI I1E€P10]IH,
i TpaktyBanHsa camuM k. [Taccom ¢’ 103KHY — TaKOX CTaNIO Pe3yIbTaTOM JTisSITBHOCTI

B cepi mepeoCMUCTICHHS IHTepIpeTalii IUMH 1BOMA T1TapUCTaMHU.



Pymiiinoro cumoro muctenbkoro ¢gopmysanHs Jx. Maknadiina mocTano
BUKOHABCTBO cakcodonicta Opuerra Koymmana. [itapuct OyB MakCHUMaiabHO
Opi€HTOBaHHUI Ha 0JI103 Ta BAKOPHUCTOBYBAB pizHOMaHiTHI Wah-pedal (Bay-niemaini) i
edeKTH Ui CTBOPEHHS TEKCTYpHOI MeNoAii Ta TapMoOHii, KOTpl paHimie Oyiu
HEYyBaHl B /PKa3l. YHIKaJIbHICTh riTapucTa Ha movatrky 70-ux moisraia B Horo
3aByaJIbOBAHOMY Ta AaTUIIOBOMY IIIJIXOJA1 JO IHCTPYMEHTY TiTapa B JKa3l:
IMIIPOBI3yBaHHS MEJIOiIH 3 YUCICHHUMH TEXHIYHO CKJIaTHUMU JIHISMHU.

Jl0o OCHOBHHUX XapaKTePUCTUK IHTEPHpETalliHOi crienu(ikd riTapucTa CIij
JI0JIaTA MOT0 aKTUBHE BUKOPUCTAHHS CaMe €JEKTPOTITapH, a TaKOX, aHAJIOTOBHX
e(eKTIB 3aJjIs1 CTBOPEHHS TEKCTYPH 3BYKIB OOEPTOHOBOTO XapaKTepy Ha 3pa3oK
manepu JIx. Xenapikca. Pazom 3 Tum, miaxin Ao 3BydanHs y Jx. Makmaduina OyB
O1IbII BUITYKAHUM Ta €KCIEPUMEHTAIbHUM, 3aBJISIKA YOMY, BiH JIETIIe BMIIYBaB
1HAMBITyaJIbHI IPUAOMU B TPAULIIIHI J1KA30B1 1110MHU.

Tpemiit niopo30in 3axkn0uH020 po30ity MICTUTh JTAKOHIYHY 1H(GOPMAIIIIO TIPO
CYy4aCHUX YKpaiHChKMX J’Ka30BHX TriTapucTiB. He3Baxkarounm Ha TOW (akTt, IO
OUIBIIICTh 3 HUX AKTUBHO TMOMYJSIPU3YIOTh CBO€ OPHUTIHAJIbHE BUKOHABCTBO Y
€BPOIEUCHKUX KpaiHaxX — 111 MUTIII PO3MOYMHAIIHN OCBITY Ta Kap €py caMe B YKpaiHi,
1 N0 CBOTOJHI MPOCIABISAIOTh HAIly JAEpKaBy Ha 3apyOlKHUX CIEHax Ta
MalJaHIMKaX, TPUBHOCSIYM Y BITUYM3HSAHY KYJIbTYPY JKa30B1 3aX1IHO-€BPOMEHCHKI
Ta CBITOBI TE€HJICHIIII.

KuarouoBi cjoBa: ritapa, 1ka3, BUKOHABCTBO, IHTEpIIpETallisi, MaHepa,

CTWJIICTUKA, TTO3UIIIOHYBaHHs. CBIHT, 01-00T1I.
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ANNOTATION

Poltoratsky M. O. Jazz guitar in the history of chronology: from the first
manifestations to the modern positioning. — Qualification scientific work in the

form of a manuscript.

Scientific justification of a creative art project for obtaining the educational and
creative degree of Doctor of Arts in the specialty 025 “Musical Art” (branch of
knowledge 02 “Culture and Art”). — Lviv National Academy of Music named after
M. V. Lysenko, Lviv, 2025.

The work examines jazz guitar performance of various types of musicians in a
chronological and historical aspect, which was formed under the influence of
external musical and stylistic changes, reorientations, aesthetic tastes and internal
visions of individual guitarists and groups, in which they implemented an individual

interpretation of the sound of the guitar instrument.

The basis of the project is the analysis of the musical-stylistic and interpretative
type of compositions performed by a number of authors in order to determine the
typical features, manners, and specifics of interpretation typical for them separately
and for the style as a whole. This approach was chosen for a more detailed further

isolation of specific performance manners.

Based on the performed performance-stylistic analysis, a detailed study of
individual jazz guitar compositions in notated or audio versions allows in the future
to better understand a particular work from the perspective of its future interpretation

by a jazz guitarist.

Among the works for the artistic study of jazz guitar samples, compositions
performed by Lonnie Johnson, Eddie Lang, Charlie Christian, Django Reinhardt,
Jimmy Rainey, Barney Kessel, Wes Montgomery, Joe Pass, John McLaughlin were
selected, as well as a brief analysis of the performance style of Ukrainian
contemporary jazz guitarists - Roman Miroshnychenko, Roman Bulakhov,

Mykhailo Mendelenko, Daniil Zverkhanovsky and Enver Izmailov. The coverage of
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available compositions in the context of the jazz guitar heritage of the above-
mentioned artists from the perspective of historical chronology will fill the existing
artistic "deficit" of the artistic interpretation of modern domestic jazz guitar

performance.

That is why the issues highlighted in the creative and artistic project form the
relevance and necessity of a historical and chronological presentation from the
standpoint of a new, detailed, musicologically grounded analysis of the performance

specificity.

So, the goal of the project is to study the specificity of jazz guitar performance
from the perspective of stylistics, playing style, combination of specific techniques,
genres, and types of music into a single whole during their synthesis and in the
context of the general musical historical jazz chronology. In accordance with the

goal of the work, the main tasks are defined:

* to outline the conditional musical and historical periodization of jazz guitar

performance;

* to highlight the positioning of the main figures and the specifics of their

creativity in each jazz style;

* to reveal the individual interpretation of jazz guitar through the works of
different types of performers from the point of view of their introduction of
innovative techniques and preservation of traditions, as well as appeals to the
interpretation of other musicians; (in terms of imitating specific figures or other

instruments, in particular, wind instruments)

* to carry out a comprehensive jazz-stylistic and performance analysis of
individual guitar compositions from the point of view of the traditional, innovative

and original interpretative principles present in them;
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» to consider the interpretative specificity of selected jazz guitar compositions
and performance techniques of individual musicians from the position of introducing

their individual interpretative vision;

* to make a video and audio recording of individual works from the repertoire

of jazz guitar performers.

For the creative display of the individual author's concept, the best jazz guitar
personalities were selected and the musicians performed some of the most typical

examples of their interpretative heritage as individual works and guitar techniques.

Thanks to the selected personalities of the studied large-scale musical and
historical period, in the aspect of jazz guitar performance, the possibility of
substantiating the identified individual stylistic performance manners has opened up,
which have formed not only a specific jazz performer, but also, in the vast majority,
generated potential imitations. A comprehensive exposition of jazz quitar
performance in the context of the century through the analyzed works and
interpretative techniques and methods allows us to formulate a holistic picture of the

jazz guitar in the history of its chronology.

The structure of the work consists of an introduction, three chapters with

subsections, a list of sources used and appendices.

The first chapter is devoted to the primary jazz guitar performance, in
particular, it is divided into two subsections, where the first analyzes the literature
related to jazz and jazz guitar performance, and the second examines the main
personalities who gave impetus to this artistic process. An important factor is a
detailed analysis of existing scientific sources of a foreign sample, because domestic
musicology is still on the verge of active research in the field of jazz guitar

performance.

The first subsection analyzed scientific sources related to jazz topics from the
position of a historical-chronological approach, namely, from the consideration of

the first Ukrainian-language publications and dissertations to contemporary works.
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In particular, one of the earliest studies is the scientific investigation of jazz art in
Ukraine by V. I. Romanko and the first jazz national encyclopedia, which contains
a huge amount of biographical data of figures related to this type of art by V.
Symonenko. Later, the musicological unit analyzes other Ukrainian studies of
various types in chronological order by such scientists as Z. Ros, D. Terebuna, O.
Sionchuk, A. Kharenko, A. Popova, U. Bekirov and O. Bogolyubov - the main

different types of scientific investigations on jazz art.

Itis fully understood that the scale of foreign-style studies is much larger today,
and the most relevant to the stated topic was selected in the scientific justification.
In particular, the study of classical jazz compositions by D. Cordoba was considered,;
the concept of the influence of harmonic mechanisms for the guitar by J. Brennan;
analysis of the performance techniques of certain guitarists, such as Alan Hallswordt
—J. DaSilva; the work on the positioning of the neck in jazz guitar improvisations —

J. Dean is considered.

An important historical and artistic element of the second section should be the
isolation of the Chicago period as a separate one in the development of the
functioning of jazz art, because the usual historical chronology mainly presents the
swing era immediately after the New Orleans era. However, it was during the

Chicago period that significant changes in jazz guitar performance took place.

First of all, attention was paid to the contribution of two important figures:
Lonnie Johnson and Eddie Lang, as well as the fact that these musicians gradually
moved away from banjo performance and switched to guitar, added blues to jazz
interpretation, endowed it with a violin approach and made a large number of
recordings. Both E. Lang and L. Johnson formed the concept of duet-ensemble guitar
performance. L. Johnson was the first to use guitar vibrato, which can be traced in
his recordings, and in the duet the guitarist performed the soloist's part, while E.

Lang performed the rhythmic function.
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Here, it should be emphasized that the accompaniment part was quite complex
in rhythmic, harmonic and even melodic aspects, contained many difficulties and
quite often - elements of the musical language of his soloist colleague. We assume
that an important role in such positioning of the accompaniment part was played not
only by academic education and mastery of the violin, but also by the study of
solfeggio. It should be noted that the work of the impressionists M. Ravel and

C. Debussy also had a significant influence on the musician.

So, regarding the jazz guitar performance of L. Johnson and E. Lang, it is worth
summarizing the presence of academic education in the musicians, mastery of the
violin instrument, the basics of music theory, and the implementation of a
theoretically meaningful performance endowed with improvisation - despite the

rather sharp departure from the banjo and reorientation from blues to jazz.

The second section of the scientific justification is quite large-scale in the
context of covering the musical-historical period and stylistics, however, it exhibits
various forms, genres, varieties and syntheses of jazz performance, and also touches

on interpretation not only on an acoustic instrument, but also on an electric guitar.

The first section contains an analysis of Charlie Christian's contribution to the
development of guitar performance in the swing era, namely, the rethinking of the
instrument, its functions and roles in accordance with the change in jazz orientations,
stylistic changes and tastes of the listening audience. The artist managed to give the
electric guitar an authentic existence in jazz art. First of all, he began to use the
instrument in the context of supporting the sounds of wind instruments, and a little
later - he installed a "pick-up" on a Spanish guitar and connected it to an amplifier
and speaker. C. Christian tried to find a new performing style that would go beyond
the boundaries of swing, but during his active performing work he managed to
introduce innovations that were no longer typical of this style, thus being a precursor

of be-bop.
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The second section examines Django Reinhardt's jazz guitar and the specifics
of his interpretation of this instrument. The artist shifted the vector of jazz guitar
exposure towards flamenco and gypsy music as such. Despite the lack of
professional academic education, the guitarist was naturally gifted and managed,
thanks to the experience gained in his creative family and the knowledge gained

from an erudite teacher, to present a rethinking of guitar interpretation in jazz art.

J. Reinhardt actively uses glissando, vibrato, tremolo, which, in all likelihood,
he adopted from his violin experience; promotes the percussion technique la pompe,
which has become an obligatory element of gypsy jazz and resembles a rhythmic
ostinato, which is accompanied by a whole chord - a variant of compensating for the
absence of drums in the group; uses beats on the first and third beats with alternating
bass notes with further accentuation of the second and fourth, which he has already
diversified with chords; introduces the gypsy manner of performance into jazz guitar
style; gives artistic imagery to the rhythmic pattern of each composition; creates his
own quintet; partially imitates C. Christian; uses a swing groove; in terms of rhythm
and harmony, he is a supporter of academic classical principles despite the lack of

education.

The third section contains an analysis of another individual contribution of jazz
guitarist Jimmy Rainey. The general tendency of his performance can be described
as a tendency towards imitation of wind instruments, namely the saxophone, and
together with saxophonist Stan Getz in a duet, the artist actively became interested
in the jazz style of be-bop. As a basis for his interpretations, J. Rainey chose famous
compositions of the 20s-30s of the 20th century, or rather, their harmonic basis, and
on this basis created new musical masterpieces. It is worth noting that such a
tendency was not unique, and in the Getz-Raney tandem the guitar performs a chord

function, as in such orchestral groups of past decades as a combo.

It is worth noting that J. Rainey received his primary saxophone influence from
Charlie Parker, whose performance inspired him, and also borrows the naturally

rooted musical-bop "vocabulary", specific rhythmic patterns, articulation of melodic
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lines and phrases. At the same time, the guitarist was fascinated by the playing of
saxophonist Luster Young, from whom he adopted elements of bebop style. The
musician formed his own performance technique, which included techniques typical
of saxophone articulation, however, they were all adapted to the specifics of the

guitar instrument.

The third section of the scientific justification covers a historically short, but
stylistically diverse period of existence of various jazz styles. For example, the first
section considers the interpretation of be-bop through the study of Barney Kessel's
performance techniques, in which the artist concentrated both elements of purely be-
bop and synthesis with the chronologically subsequent styles of cool jazz and fusion.
Despite this artistic fact, the internal evolution of the musician's jazz guitar
performance goes through various manners and musical-stylistic complexes, which,

in some places, are difficult to characterize with one existing term.

Let us assert that in a certain way B. Kessel, like many other musicians of that
time, continued the tradition of C. Christian. The guitarist was not limited, a priori,
to bebop, and even to jazz in its pure interpretation, skillfully mastering virtuoso
technique and combining it with the melodic approach of the West Coast, which,

somewhat later, would receive the name "“cool jazz" ("cool jazz").

The Second Section exhibits three figures important in the context of the
evolution of jazz guitar performance. Wes Montgomery - also singled out Charlie
Christian among his favorites. The musician proved himself to be an impeccable
improviser, and his playing was characterized by incredible melodism: the guitarist
owned, in fact, all jazz aspects, often experimented in his solos, for example,

variations with octaves were a favorite technique.

One of the typical characteristics of W. Montgomery was a full tone, which the
maestro achieved without using a plectrum: instead, he used the thick part of his
thumb, which provoked deep vibrations of the string. Also, the guitarist promoted

the depth of the instrument's sound, and such an artistic position soon leads him to
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cool jazz; he had an original jazz approach, because he was engaged in the
integration of melodies of famous pop compositions and introduced their elements
into his works, recording them. An important contribution of V. Montgomery is the
discovery of a kind of new jazz level with the participation of a group consisting of

electric instruments.

The next figure who deserves attention due to his contribution to guitar jazz
performance is Joe Pass. The musician made a huge number of interpretations and
recordings in the be-bop style and many of his sounds are endowed with cool jazz
characteristics. J. Pass's melodic lines were absolutely unique: the guitarist formed
his own approach to melodism according to the type of thinking of trumpeters. It is
right that the predecessor guitarists of the last decade chose the saxophone for
themselves, in terms of imitating melodism and building phrases, and J. Pass chose
the trumpet. This melodism is characterized by a peculiar conciseness, atypicality of
the construction of the melodic line itself. The guitarist very freely integrates
harmonies into his solo lines, giving the sound of the guitar at the same time the

features of a solo instrument and accompaniment.

Importantly, the guitar intonations of V. Montgomery and J. Pass partially
predicted the approach to the jazz instrument in subsequent artistic periods, and the
interpretation of fusion by J. Pass himself was also the result of the activity in the

field of rethinking the interpretation by these two guitarists.

The driving force of J. McLaughlin's artistic formation was the performance of
saxophonist Ornette Coleman. The guitarist was maximally oriented towards the
blues and used various wah-pedals and effects to create textural melodies and
harmonies that were previously unheard of in jazz. The guitarist's uniqueness in the
early 70s lay in his veiled and atypical approach to the guitar instrument in jazz:

improvising melodies with numerous technically complex lines.

To the main characteristics of the guitarist's interpretative specificity, one

should add his active use of the electric guitar itself, as well as analog effects to
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create a texture of overtone sounds similar to the manner of J. Hendrix. At the same
time, J. McLaughlin's approach to sound was more refined and experimental, thanks
to which he more easily accommodated individual techniques in traditional jazz

idioms.

The third subsection of the final section contains concise information about
modern Ukrainian jazz guitarists. Despite the fact that most of them actively promote
their original performance in European countries, these artists began their education
and career in Ukraine, and to this day glorify our country on foreign stages and

venues, bringing Western European and world jazz trends into domestic culture.

Keywords: guitar, jazz, performance, interpretation, manner, style, positioning.

swing, bebop.



