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IHTEHINIOHAJIBHICTD
Y KAMEPHO-IHCTPYMEHTAJIBHOMY BUKOHABCTBI

Posenadaemocs nonamms inmenyionanbHOCmi K 0COOIUBOT KOMYHIKAMUG-
HOI eHepeii, 0yX08HOI 6epmuKai, KA KOHYENMmMyani3ye GUKOHABCLKULL aKm,
Haoarwyu tomy puc ¢penomenanrvrnocmi. Kpize npusmy iHmMmeHYioHaIbHOCHI
ananizyemocs inmepnpemayis @opmeniannoeo Cexcmemy B. bapsincvkoeo.
Kniouosi cnoea: inmenyionanvHicms, GUKOHABCLKA KOHYENyis, KOMYHIKA-
mugHuu eéekmop, @opmeniannuii Cexcmem B. bapsincvroeo.

[TepeOyBaroun y chepi rmmbOKoro 3aHypeHHS Y JYXOBHHH CBIT
0CcO0HCTOCTI 3 yciM 0ararcTBOM ii MCHXIYHOTO >KHUTTS, KAMEPHO-IHCTPY-
MEHTAIBHUH KaHP IMOCTAE y MPOCTOPI 1 Yaci CydacCHOr0 My3UIHOTO OYTTS
B SIKOCTI BHIIOI MHUCTEIHKOI IIIHHOCTI, a KAMEPHE BHKOHABCTBO TOCiIae
ocoOymBe Miciie y riiobamizoBaniii My3uuHii kynbTypi XXI cr. Bucry-
MAIOYU «MPOGIOHUKOMY TIHHICHO-CMHCIIOBOTO 3MICTY KYIBTYPH, TyXOB-
HUX JOMIHAHT CYCILUIBCTBA, BHIIYKaHOI Tpu po3ymy (3a JI. KusHoBch-
KOI0), SIKWH pO3TIIsAae CBIT 3 PI3HUX MO3MIIIH, KAMEPHO-IHCTPYMEHTAIbHA
TBOPYICTh Yepe3 MIialor TPAIWIiid i HOBATOPCTBA IHCHIPYE HAPOIKECHHS
iHHOBaIiifHUX apredakTiB. Lle sckpaBO NEMOHCTPYIOTH aHCaMOIIi CBITO-
BOTO pIiBHSA, TaKi, Hampukian, sk «Kpowoc-keapmemy, KBaprer iMeHi
K. IlnmMaHOBCHKOTO, a TAKOXK BH3HAHI YKPaiHChKI KaMepHi aHcaMOJIi, 5K,
BOJIOJIIFOYM BUIIOI0 BUKOHABCHKOIO MAMCTEPHICTIO, MaHi(ecTyloTh 0e3-
JIOTaHHMIA TTPO)ECiOHANI3M BUKOHABCHKUX 1IHTEPIIPETAIlil.

VYce BuIle3a3HAYCHE aKTyali3y€e OCTAHOBKY MUTAHHS: 1110 K € MipOIO
BUPI3HEHHS PiBHS IHTEPIIPETATOPCHKUX OCSTHCHB, IO BHUBEPILYE «HAiHy»
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HaJ{iHTeprpeTaniiHol MOAIHOBOCTI y Cy4acHOMY KaMepHOMY BHKOHaB-
ctBi? be3 3amyueHHs IOHATTS IHMEHYIOHAAbHOCHE, TOOTO, 3BEPHEHHS 110
¢binocopchkux 3acan GEeHOMEHONOTII My3HUKH, BIIMOBICTH HA IIe CKIIaTHE
MUTaHHs, HA Hall MOTJISAA, BUAAETHCA HeMOxumBuM. Lls mymka kopec-
MOHAYE 10 KOHIENTYaNbHOI CTaTTi «Bukonaseys i uac: nocuxo-nouamii-
Hutl duckypc inmepnpemonoeiiy JI. lllanoBangoBoi, sika CTBEPIXKYeE, IO
MIpOIO0 BUPI3HEHHS MOCTAE «CUHEP2Isl, NOMHONCEHHS THMEHYIU YUACHUKIG
meopuoco akmy» [1, c. 7]. ToOTO, HueTbCs PO OCOOIMBHUI CTPYMiHB
CMUCIIOPOPMYIOUOi Ta KOMYHIKaTUBHOI €HEPrii, JyXOBHOI BEpTHKAII, SKa
KOHIICNITYalli3ye BUKOHABCHKUI aKT, HAJAIOUH HOMY pUC (hEHOMEHAIIb-
HocTi. BapTto 3ayBaxuTH, 1m0 cydacHe KOTHITHBHE MY3WKO3HABCTBO
BIIPUTYJI MiTIAIIIO IO BUBYCHHS JAaHOT MPOOJIEMHU, TOBOJSYH, MO caMe
inmenyioHanbHicms BUCTYIIA€ KPUTEPIEM OLIHKM BUKOHABCHKOI KOHIIETI-
il SIK OJJHOTO MY3WYHOTO TBOPY, TaK i BAKOHABCHKOTO CTHUIIIO Y I[IIOMY
[2, c. 471]. Ortox, sik pestomye . [Tonbcbka, BUBUSHHSI OHTOJIOTIYHUX 3a-
cax My3W4HOro (Hacamrepea KaMepHOro) aHcaMmOuro, iWoro (eHoMeHo-
JOTIYHOI crenuiku € aKTyalbHUM 3aBJaHHSIM CY4acHOTO MY3HUKO3HAaB-
ctBa [3, c. 5].

Memoro nmaHol CTATTi € YTOYHECHHS MOHATTSA IHTCHI[IOHATBHOCTI Ta
HOro amamTamisi y TUCKYPCI BHKOHABCHKOTO MY3HKO3HABCTBA, 30KpeMa
KaMepHO-aHCaMOJICBOTO.

[Tounemo 3 TOTO, IO IHTEHITIOHANBHICTE (B JAT. intentio — HAXWI,
CHPSIMOBAHICTh) — II€ OCHOBHE MOHATTA (PESHOMEHOJOTIi, SIKE BH3HA-
YaEThCS Y CydacHOMY (PitocodChKOMY ITUCKYPCI SIK «Nep8UHHA CMUCTO-
VMBOPIOIOUA CAPSAMOBAHICIb CBIOOMOCMI 00 C8IMY, CMUCIOPOopMYIoUe
BIOHOUWEHHA c8i0OMOCmI 00 npedMema, npeomemHa inmepnpemayis 6io-
yymmsi, 8i0mMeopeHHs 6e3n0cepednbo20 CMUCTI08020 NOJIA, NOJiA 3HAYUEHb
Midc ceidomicmio i npedomemamuy [4, c. 113]. Sk 6aunmo, 18 KaTeropis
MICTHUTh BEIbMH BKJIMBUU 3MICT, SKHI TPSMO aIeIioe 0 3aCaIHUIOTO
MOHATTS. BUKOHABCHKOT'O MHCTEITBA, & CaMe: 3JaTHOCTI BUKOHABIIS IPO-
HUKHYTH B 00pa3HUid CBIT KOMIIO3UTOPA, MITHATUCS Y CBOEMY MHCTEIITBI
JO pIBHS 3arajJbHONIIOACBKUAX JOYXOBHHMX I[IHHOCTEH 1 BIATBOPUTH iX
Cy0’€KTUBHO Y KOHKPETHIH 3BYyKOTBOPYOCTI, BIMXHYTH y TBIp (KOMIO3H-
TOPCHKHIA TEKCT) HOBE JKUTTS.

SAx waronomye B. IlerpymieHko, came IHTEHIIIOHAIBHICTh BUCTYIIAE
onHie0 3 (QyHIAMEHTAIBHUX XapaKTEPUCTHUK JFOJCHKOI CBIJOMOCTI, sIKa
3aCBiMUy€e HEMOXKIIUBICTh ICHYBAHHS «MOPOJICHLOI» CBIJIOMOCTI, CBiJO-
MOCTI 13 «Hyab-3micmom» [5, c. 100]. OTxe, IHTCHIIIOHAILHICTD € HaJI3BU-
YaifHO BaXKJIMBHM Ta JOCHTH MOIIUPESHUM TEPMIHOM Yy CyYacHii dinoco-
¢bii, amke WAETHCS MPO MPOEKIIiI0 CBIIOMOCTI, 30CepeKEHHI Ha CYTHOCTI
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mpeaMeTa Yu pedi B ii TEeMIOPaNBHIN CTPYKTYpl CIIPUAHSTTS.

[TpukMeTHO, IO 3aIliKaBJICHHS MOHATTSIM IHTCHIIIOHATLHOCTI BUHHK-
1m0 y no0y CepenHpoBIUYs, 30KpeMa y MipKyBaHHsAX Bimbsima Okkama
(1280-1349) y 38’s13ky 3 HeoOXximHicTIO AudepeHIianii Takux 3acaHu-
YUX KaTEropiil HAyKH SIK MpeaMeT Ta 00’ €KT Mi3HaHHS. | TOHWHI MOHATTS
IHTCHIIIOHAILHOCTI, 30epiralou MeBHY CKJIAJHICTh Ta 0araTOBUMIpHICTh
y HAYKOBHUX TIYMAUCHHSX, 3JIMIIAETHCS aTPAKTUBHIM s Pistocodcrroi
pedraexcii. CkagHicTh, O4€BUIHO, MOJIATAE Y TOMY, 110 OCMUCIICHHS i€l
KaTeropii amemoe A0 iAcadbHUX IYXOBHHX HOHSTH, NPHUXIIBHUKAMHU
SIKUX, SIK BiIOMO, Oynu HiMenbKi giocopu — crodatky 1. KanT, motim —
I.-®. Tereny («genomenonocia dyxy»). Ha mouatky XX cr. EamyHn
I'yccepinb — Binomuit HiMelbkui Giocod, 3aCHOBHUK HampsMy (peHoOMeHO-
noriyaoi (imocodii (a00 (GeHOMEHONOTi]) CTBOPHB CBOK aBTOPUTETHY
KOHIIETIIF0, 3TiIHO 3 SKOK JIHCHICTh € TOTOKOM (EHOMEHIB, SKHA
YCTaIIOEThCS IX SIAPOM — IHTEHLIOHANBHUMH IpeaMeTami [ 35, c. 225].

J10 KOHTEKCTY My3UYHOI €CTETHKH MOHATTS IHTEHI[IOHAFHOCTI BIIPO-
BaJIUB MOJLChKUH (hisocod i1 ecternk Poman [HrapaeH — croyaTky y4eHb
1 TOCTTIIOBHUK, a 3rofioM — onoHeHT iael E. ['yccepns [6]. V cBoili nparti
«My3uunuii meip ma numanns tio2o ioenmuunocmi» (JIeBis, 1933) P. In-
rapjeH, skoro B. TaTapkeBud Ha3uBaB OJHHMM i3 HeOaraThbOX OHTOJIOTIB
HAIIIOTO Yacy, PO3MipKOBYE PO OYTTS My3MYHOTO TBOPY SIK €CTETHYHOTO
MpeIMeTy Ta BBaXKae, 10 My3HIHHHN TBip:

a) HE € YaCTHHO MCHUXIYHOTO XHTTS aBTOPA, OCKUIBKU ICHYE 1 TOA,
KOJTM, KOMIIO3UTOPA BXKE HEMA€E Cepe] IKUBUX;

0) BIH HE € TOTOXHIM i3 OyIb-IKOI HOr0 IHTEpIpeTaiieto, aKe
BUKOHAHHS, 3 OJHOr0 OOKy, IIe — MpOIeC, 110 PO3TrOPTAETHCS Y Haci i
0OMEKYETBCSI HAM, a 3 HIIIOr0, BUKOHAHHS € aKyCTHYHHM IIPOLIECOM;

B) He € (DEHOMEHOM CIIyXaIlbKOl CBIZOMOCTI, a/PKe 3a BiJICYTHOCTI
OCTaHHBOI TBIP MPOJOBXKYE ICHYBATH;

I) HE € TOTOXHIM HOTHOMY 3amuCy, TOOTO KOMIIO3UTOPCHKOMY
TEKCTY, OCKITBKH € EHOMEHOM BUKJIIOYHO 3BYKOBUM, TOJI SIK HOTH — II&
JIMIIE TIEBHA cxeMa «3Hakiex» [7, ¢. 403-409].

3pemToro, pO3rOpHYBIIH UK JIAHIIOT JOKa3iB, BUCHHUH MPUITYCKAE,
0 OHTOJOTriA (OYTTSI) MY3HUHOTO TBOPY € CYTO IHTEHIIOHAJIBHOIO i
3HAXOJUTHCS B AaKTaX CBIZJOMOCTI.

[inecnpsMOBaHOI pO3POOKOIO MOHATTS IHTECHIIIOHALHOCTI Y IAPHHI
YKPaiHCBHKOI KyJIbTYPOJIOTIT Ta MECTEIITBO3HABCTBA 3aiiMaeThes O. I1. Oma-
HACIOK, MPUCBAYYIOUYM JOCHIHKCHHIO Mi€i MpoOJieMH YWCIEeHHI Mpalli,
30KpemMa MoHOTpadiro «Xy0ocriil 0bpaz: cmpykmypHa GeHoMeHon02is i
munonoeis gopmy» (2004). JJocniaAHAK TIyMayWTh SBHIIEC 1HTCHIIOHAb-
HOCTI y TiIo0ansHuX BUMipax. [HTenmionanizM, Ha nymMKky O. Omanacioka,
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3ATHUI MOSCHUTH NMPUYNHY HAHPI3HOMAHITHINIMX JECTPYKTHBHHX TEH-
JICHITIH y CydacHIH KylbTypi 1 Ty CKIaIHICTbh, IKa BUHUKAE B OCIIKEHHI
TaKOTO YHIBEPCAIBHOTO SIBHUINA, SKUM € CTHJIb MHCTenTBa. SIKimo, cii-
nytoun 3a I'. Terenem, «cnpobysamu eusnauumu ghopmy XyO0orCHb020
obpazy XX cmonimms, moomo ¢gpopmy 4-e0 nepiody cmaHosieHHs €8PO-
netcbKoi KyIbmypu, mo 6U0a€mvCs, Wo NOHAMms «IHTCHIIIOHAIBHICTH
AKHalKkpawe 1 HaAubibu NO8HO eupazums tio2o 3micmy [8, ¢.58], —
BBa)kKa€e aBTOP.

AHaNi3ylouu NmaHopaMy MY3WYHOTO MHUCTenTBa XX CT. Y KOHTEKCTI
IHTEHIIIOHATLHOT (DOPMHU XYIOKHBOTO 00pa3y €BpOIEHChKOI KYIbTYpH,
JOCTITHUK 3BEpTa€Thcs 10 TBOpuocTi B. CuibBecTpoBa, BHU3HAYAE
XapaKTepHi O3HAKU CTIUIIO KOMIIO3UTOPA Ta KOHKPETH3YE, SIKUM YHHOM
IHTeHIlIOHATbHA (opMa BHSBIIsE ceOe y TBOpaX KOMIIO3HUTOpA Pi3HUX
nepioaiB TBopuocTi. Tak, 1o npukiany, y TBopax 1970-x — 2000-x poxkis,
30KpeMa y BEIHKHX aHCaMOJISX, JOCHTh XapaKTepHHM HPUHOMOM CTae
TPaKTyBaHHS 4acy SIK MyJIbCyI04Oi IITHHHOCTI. OTOX, Ha NepenHil miaH
BHUCTYIAa€ TEMIOBa Mynbcallis, a Bumucana JiHis accelerando-ritenuto
CTa€ YMOBOIO BUKOHAHHS. TakiM YHMHOM TEMII, a OTKe 1 YacoBuit (hakTop,
HaOyBae Bard IHIUKATOpPa CMHCIOBOI JWHAMIKA Ta TIEpEepoOCTae y
BHUpa3oBHi Ta (HOPMOTBOpUMI 3aci0. 3 TOYKH 30pYy IHTEHIIOHATHHOI
¢dopmu, 3azHayae O. OnaHacioK, Ie MOSCHIOETHCS MapaMeTpoM IITHOH-
HHOCTI, sIKa Tiepedadae MaKCUMaJIbHY €IHICTh YCiX CKIIaJIOBUX MOMCHTIB
MY3UYHO{ KOMITO3HIII, SIK 1 YCIX MPUHIHUIIIB (hopMOTBOpEHHS [8, ¢. 216].

[HTCHIIIOHANBHICTh TOCTAE NCHTPAIBHUM TOHSITTSAM, HABKOJO SKOTO
posroprae HaykoBuil nomyk O. dekeTe y CTaTTi «BUKOHABCHKA KOHYen-
yia: napamempu i cmpykmypay. JIOCTiTHAIS BIPOBAIKY€e THIIOIOTIIO iH-
TEHIIOHAJIFHHUX 3B’ 3KIiB, AM(EPEHIIIIOI0YN YOTUPH TUIIH iHTEHIIi1, a came:

a) HaigHy (MaCUBHE CBITOCHPUNHSATTSA, IO HE Ma€ CBITOTJIAIHOI LiJTic-
HOCTI);

0) csimoenaoHy (aKTHBHE CBITOCIIPUUHSTTS, CKEpOBaHE Ha Iiepe-
TBOPEHHS XYJ0XKHbBOI JiHCHOCTI My3UYHOTO TBOPY);

B) mpancyerndernmuy (yHIBEpCcalli3M MHUCIICHHS, 110 3HAXOJUTh BHpa3
B OIepYBaHHI rI100aTbHUMH (Hi710COPCHKO-CTHYHIMH KaTETOPIsSIMU );

T) cakpanbHy (OHTOJIOTI3M MUCIEHHS, OCHOBOIO sSKOrO, 3a B. Meny-
IIEBCBKUM, € «8ipa SIK YEeHMPAIbHA CMUCT08A CEIMOCNO2AAOANbHA eHep-
eisl moounuy) [2, c. 467-469]. 3ayBakxuMo, 10 3aIIPOIIOHOBaHA aBTOPOM
TUIIOJIOTIS iHTEHLI{ BiIKpHUBa€ I[iKaBl MEPCIEKTHBU LIOAO MOAAIBLIOIO
JIOCIIJDKEHHSI TYXOBHO-CBITOTJISIIHUX KOHCTAHT SIK OCOOMCTOCTI OKPEMOT0
My3HKaHTa-aHCaMOJIiCTa, TaK 1 BHKOHABCHKOT'O KOJIEKTHURY Y HIJIOMY.

BaxuBiCTh TakoOro MifXoJy apryMEHTYEThCSl THUM, IO Ha iHTEHIiOo-
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HAJILHOCTI CBIiZIOMOCTI (PyHIaMEHTY€ETHCSI BHKOHABCHKA KOHIIETIIIS, Y SIKii
CYMIIIYIOThCS. KOMYHIKATHBHI IHTCHIIIOHAIbHI BEKTOPHU MUCIICHHS BUKO-
HABIlI (IO KOMITO3UTOpa 1 A0 ciyxada). [lepmmii KOMyHIKATHBHHN BEK-
TOp (BHKOHABEIh — KOMIO3UTOP) CIPSMOBAaHHN Ha IPOIEC CTBOPECHHS
BIIACHOT XyJIO’)KHBOI KOHIIETIIii TBOPY Ha OCHOBI PO3KOIYBaHHS KOMIIO-
3UTOPCHKOTO TEKCTY (cTabinbHa (hopMa BUKOHABCHKOI KOHIIEMIIil). Tum-
9acoM JIPYTUil BEKTOp (BUKOHABENb — CIyXad) — BIATBOPIOE IIPOILIEC
peaiizamii cTabibHOT (HOPMH BHUKOHABCHKOI KOHIEMINi y BapiaTUBHUX
MPOsIBaX KOHIEPTHOT'O BUKOHAHHS (MOOUTbHA (pOpMa BUKOHABCHKOI KOH-
nenii [2, ¢. 460].

KpiM TOoro HEoOXiIHO 3BEpHYTH yBary Ha II¢ OJWH HaJI3BUYAIHO
BKJIMBUH KOMYHIKATUBHHU BEKTOp (BUKOHABEIb — BUKOHABEIh), [0 MA€
91 He HAMOUIbIe 3HAYeHHS y KaMEpPHOMY MY3HMKyBaHHI. AJDKe JTOBOJI
9acTO XYMOXKHS ILTICHICTH aHCaMOJICBOTO KOJEKTUBY HE CKIIAAETHCS
came uepe3 pi3HOCIPSAMOBaHI JYXOBHI BEKTOPH MY3WUKAaHTIB, IONPHU Te,
0 KOXKEH camMo co0ol0 Moke OyTH HeaOWsKMM IHCTPYMEHTATICTOM.
Unetses MPO IHTCHIIO «KOMYHIKY8aHHs», SKa BINOYBA€THCS HAa OCHOBI
«cy6 ’ekm-cyO’exkmno20» B3aEMOPO3YMIHHS yYacHHKIB aHCaMOJ0, IO
YMO>KJIMBITIOE CTBOPEHHSI BUKOHABCHKOI KOHIIEMIIT TBOPY Ta JTOCSATHEHHS
ineaspHOT 3BYKOBOi 30anaHcoBaHocTi. KOMYyHIKYBaHHS My3HMKaHTIB
KaMepHOTO aHCaMOJTIO PO3TOPTAETHLCS B IHTOHAIIHO-3BYKOBIM B3a€MO/I,
pe3ynbTaT SIKOi CHPSMOBYETHCS IO CIYXallbKOTO CHPUHHSATTS. 3TiTHO
crymHoi nymkn O. Dekere, LUTCHICTh BHKOHABCHKOT KOHIICTIIIIT
BiIOYZIOBYEThCS B I1HTCHIIIOHAJLHOMY BEKTOPi CMHCIOTBOPEHHS, IO
BimoOpakae yHIKaIbHICTh MUCJICHHS BUKOHABIIIB [5, ¢. 466].

[puknagoM midicHOI BUKOHABCHKOI KOHIICMIII Ta CBOEPITHHM
«03epKaIOM» BUKOHABCHKOTO CTHUIIIO CTaJ0 BUKOHAHHS (HOPTEIMiaHHOTO
Cekcrety no-miHop (Bapiamii Ha BmacHy Temy) Bacuns bapeiHchkoro,
KW TIPO3BYYaB y CBATOUYHOMY (iTapMOHIHHOMY KOHIEpTi 0 125-pivus
BiJ THS HapopKeHHs koMmmo3utopa (JIseiB, 20 mrororo 2013p.). OauH i3
HaWBU3HAYHININX TBOPIB HE JIMIIE B )KaHPi KaMEPHO-IHCTPYMEHTAILHOTO
aHcaM0mto, a I B ycilf KOMIIO3UTOPCHKiM TBopuocTi bapBiHCBKOrO
BukoHyBanu Hazapiii ITunariox (ckpurnka), Bacwnp 3amixa (ckpumka),
Yerum XKyk (anmbT), Tapac MennuHChkui (BiosoHYens), Oner JlydaHko
(koHTpabac) ta MupocnaB Jlparan (¢optemiano). I tpeba BH3HATH,
BHUKOHYBAJIM 3HAMCHHUTO!

[Torpu Bke BimOMi BUKOHABCHKI Bepcii 118 iHTepmperariss CekcreTy
BHPI3HAIACH IIOBHUM CAMOOTOTOXXKHEHHSIM BHKOHABLIB 13  «uydicum
C1080M», TOOTO, KOMITO3UTOPCHKHM TEKCTOM, MEPETBOPECHHSIM HOro y
BJIACHE, OCOOMCTICHE BUKOHABCHKE BHCIIOBIIOBaHHA. lle mifcriroBamocs
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0COOJIMBAM MAarHeTU3MOM BHKOHABCHKOTO TOHYCY — IPOIECYaTbHOTO
TICUXOJIOTIYHOTO CTaHy MY3WKaHTIB, KM MoaudikyBaBcs B mporieci
po3ropTaHHs 00pa3HOi JpaMaTyprii TBOpY HE JIHMIIEe Yy CBOIH JAMHAMIII,
ayie ¥ BIATIOBITHO J0 3MiH IHTOHAIIIHO-00PA3HOI0 PO3BUTKY MY3uKU. J{0
TOTO X, My3UKaHTH 0€3J0TaHHO BOJIOJIUIA TAKUMH BaKJIMBHMH 3aCO0aMHU
BUKOHAHHS SIK «napamemp excnpeciiy (tepmin B. Xomomosoi) ta apTu-
KyJISIITHO-IITPUXOBa TEXHiKa.

Ta HaiOLTBIN, 3ayBaxky, NOJOHHIA OIYyXOTBOPEHICTh MY3HYHO-
BUKOHABCBKOTO TIPOIECY, BHYTPIIIHS PHTMiKa BHPaXaJbHUX BHUKOHAB-
CBKHX 3ac00iB, TJIMOOKE TPOHHUKHEHHS B EMOIlIIHO-00pa3HUi 3MicT
BUKOHYBAHOTO TBOPY. A 1IIe — 3apsa 0co0IMBOI 3BYKOTBOpUOI eHeprii. Lle
Oyna HiOM eKcTpaceHCOpHa TpaHCMicid eHeprii, 3aK0JJ0BaHoi y HOTax (4u
mam’siTi) i po3KOJ0BaHa BUKOHABIISIMH, KOTpI, 3/1aBajOCh, BiIUyBaJld HE
JUIE Te, IO 3BYYHThH JJIS YCiX, MO3asK 1 BIAYyTHE JJIS HUX OJHHUX.
Cxiaganocs BpaXXeHHS Haue mMPaHCyeHOeHmHa inmeHyis 1HCHIpye
JYXOBHY HACHYCHICTh Ta 3BYKOBY Kpacy KaMepHO-IHCTPYMEHTAILHOTO
menespy B.bapBiHchkoro.

Bingpa3zy >k micms KOHIEPTY HaM BJAJIOCS TOCIHUIKYBAaTHCS 3
MY3WKaHTaM{ Ha MPEIMET IX PO3YMIHHS TBOPY Ta HOro iHTeprpeTartii.
«Mu npaenynu, nepedycim, nepedamu OYX08HUL 3MiCm, UABUMU OYXO6HE
y uymmegomy enemenmi. Bio nepuwioco nposedenns memu Andante
cantabile i 0o 3axmounoi wiocmoi «xonomutikogoi» eapiayii Allegro
vivace Hawia BUKOHABCLKA IHMeEHYis Oyla CNpAMOSaHa HA 6MiNeHHs.
2EHEPANLHO20 3A0YMY KOMNOZUMOPA, AKUL, AK 8i00MO, CIABUS 3A80AHHS
«gidoamu He MinbKu 6 Menoouyi, aie i y 2apMoHii skHaubitbwe oyxa
VKpaincokoi Hapoouoi myszuxuy. Omooic, asmopcoKuil 3a0ym Gopmysas
Hauly 6UKOHABCHLKY KOHYenyinoy, — PO3MOBiAae mianict Mupocias
Hparan. «4 maxooic 6yn0 eadxcrusum, — IPoJOBXKye ckpunans Hazapiit
[Munattok, — abu cayxaui iouynu mooepHuli cmuab mysuku Bacuns bap-
8iHCbK020. Maro Ha y8aszi npumamanHy aruysbKill ceyecii HayioHATbHO-
POMAHMUYHY GUPASHICTb, CBOEPIOHICNb aHCAMONE80I NOAIPOHIL, Y008I
Ni020I0CKO8I PO3YGILYBAHHS KAHMULEHHUX MeM, W0 NONEPEMIHHO NPOXO-
OslMb Y PIBHUX THCMPYMEHMIB, CMEOPIoIoYU BPAdICeHHsT Oe3YNUHHOIL Meno-
OuuHoi iMnpogizayii ma cnigyuocmix.

[IpoananizyBaBIIM BHIlECKa3aHe, MOXHa PE3IOMYBaTH: MO-TIEpIIE,
BEKTOP BHKOHABCHKOT 1HTEHIII1, CIPSIMOBAHUIN Ha PO3KPUTTS 3MICTOBHHX
mapiB KOMIIO3UTOPCHKOTO TEKCTY, € HAaWBaXKIUBIIIOW YMOBOKO (opmy-
BaHHs BHKOHABCHKOI KOHIICMIII TBOPY; MO-APYre, BUKOHABCHKUI CTHIIb
HaIpsIMY 3aJICKHUTh BiJl IHTEIl BHKOHABIIIB 1010 BUSABY 3aCaTHHYUX CTH-
JHOBUX PHC BHKOHYBAaHOTO TBOPY; MO-TPETE, CKEPYBAHHS BHKOHABCHKOI
IHTEHIIi] Ha perunieHTa-cIyXxadya, CTBOPEHHS CUTYaIlil 11alori4YHOro CIij-
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KYBaHHS 3 HUM, HaJa€ My3HYHO-BUKOHABCHKOMY aKTy OCOOJMBOI TyXOB-
HOI ITIJHECEHOCTI.

TakuM 4YHMHOM, IHTEHI[IOHATBHICTh, SKA B3aralii € aTpuOyTUBHOIO
BJIACTHUBICTIO BUKOHABCHKOi CBIZOMOCTi, BU3HAYa€, HA HAl MO, Ty
0COOJIMBY TaiHy KaMEpHO-IHCTPYMEHTAJIbHOTO BHKOHABCTBA, Mipa BOJIO-
JIIHHS SIKOFO ITiTHOCHUTH apTe(akT BUKOHABCHKOT TBOPUYOCTi JI0 piBHSA (e-
HOMEHAJILHOT MUCTEIBKOI moil. OTKe, JOCTIHKEHHS TPOOJIEMH 1HTEHIIIO-
HAJIBHOCTI Yy KAMEPHOMY BUKOHABCTBI MOTPEOYE MOMATBIIOTO PO3BHUTKY.

Hpuna Yepnosa. Hnmenyuonansnocms 6 KamepHO-UHCMPYMEHMATILHOM
UCROJIHUNLEIbCIGE

Paccmampueaemces nonsmue uHmeHYUOHANILHOCIU KAK 0OCOOOU KOMMYHUKA-
MUBHOU dHepeuu, OYXOBHOU BEPMUKAIU, KOMOPAs KOHYEeNmydiusupyem
UCNOIHUMENbCKULL akm, npudasas emy depmul ernomenarvhocmu. CKe03b
npusMy UHMEHYUOHATbHOCMU aHau3upyemcs unmepnpemayus Qopmenuan-
noeo Cexcmema B. bapsunckoeo.

Knrwouegwvie cnosa: unmeHyuoHaNbHOCMb, UCHOTHUMENbCKAA KOHYenyus,
KoMMyHukamueuwiii gexmop, @opmenuannviii Cexcmem B. bapsunckozo.
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manifest an impeccable professionalism of performing interpretations.

The goal of the present article is to clarify the notion of intentionality
and its adjustment in the discourse of performance music studies, in
particular, chamber-instrumental ones.

Let us start with the fact that intentionality (from Latin itemntio —
inclination, direction) constitutes the basic notion of phenomenology
defined in modern philosophy discourse as a “primary sense-forming
orientation of conscience towards the world, sense-forming attitude of
conscience to the object, subject sense interpretation, reproduction of
direct sense field, field of values between conscience and objects™. As we
can see, this category contains quite an important meaning that directly
appeals to the principal notion of the art of performance, via the
performer’s capacity to find a way into the figurative composer’s world,
reach in his/her art the level of general human spiritual values and
subjectively reproduce them in specific sound creativity, instill new life
into the piece (composer’s text).

It is remarkable that interest in the notion of intentionality arose in the
medieval epoch, in particular, in the ideas of William Ockham (1280-
1349) due to the need to differentiate such principal categories of science
as the subject and object of cognition. And the notion of intentionality
still remains attractive for philosophical reflection even now, preserving
certain complexity and multidimensional nature in scientific interpre-
tations. The complexity obviously lies in the fact that the understanding
of the category appeals to ideal spiritual notions supported, as it is well-
known, by German philosophers — first I. Kant, then — G.-F. Hegel
(“Phenomenology of spirit™). In the early 20™ century Edmund Husserl —
an outstanding German philosopher, the founder of the direction of
phenomenological philosophy (or phenomenology) elaborated his
reputable concept under which a reality is a stream of phenomena
stabilized by their core — intentional objects.

Analyzing the panorama of musical art of the 20" century in the
context of intentional form of artistic image of the European culture, the
researcher addresses the creative heritage of V. Sylvestrov, points out
characteristic features of the composer’s style, how intentional form
manifests itself in the works of the composer in different periods of his
creativity. Thus, for instance, in the works of the 1970-2000’s, in
particular, quite a characteristic technique is interpretation of time as a
pulsating flow in large ensembles. Thus, beat pulsation comes to the
front, and the line accelerando-ritenuto becomes the condition of perfor-
mance. Thus, beat as well as time factor becomes the indicators of sense
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dynamics and develops into an expressive and form-making means. From
the standpoint of intentional form, as O. Opanasyuk points out, that is
accounted for by the parameter of profoundness that presupposes max-
imum unity of all the components of a musical composition as well as all
the form-making principles [8, p. 216]. Intentionality comes to be a
central notion, which O. Fekete in the article Performance concept:
parameters and structure develops the whole scholarly search into. The
researcher introduces the typology of intentional connections, differentia-
ting between the four types of intention, viz.: a) naive (passive world
perception, without any world outlook integrity); b) world outlook (active
world perception oriented towards recreation of artistic reality of a
musical piece); ¢) transcendental (universalism of thinking that finds its
manifestation in operating global philosophic and ethical categories); d)
sacral (ontologism of thinking based, according to V. Medushevsky, on
“faith as the central sense world outlook human energy”) . Let us note,
that the intention typology suggested by the author opens interesting
prospects for further study of spiritual and world outlook constants of
both the personality of a musician-ensemble member and the performance
staff on the whole.

The importance of such approach is substantiated by the fact that it is
on the intentionality of conscience that the performance concept
combining communicative intentional vectors of performer’s thinking (to
the composer and to the audience) is based. The first communicative
vector (performer — composer) is directed towards the process of creation
of own artistic concept of a piece on the basis of decoding of the
composer’s text (stable form of performer’s concept). In the meantime,
the second vector (performer — audience) — reproduces the process of
implementation of the stable form of performer’s concept in variable
manifestations of concert performance (mobile form of performance
concept) [2, p. 460].

Besides that, it s necessary to pay attention to one more extraordinary
important communicative vector (performer — performer), that can be
regarded as the most important one in chamber music. Since quite often
there is no artistic integrity of the ensemble right due to different
directions of spiritual vectors of the musicians, in spite of the fact that
each member may probably by a very good instrumentalist. Here the
intention of “‘communication™ is meant, it taking place on the basis of
*““subject-subject”” understanding of ensemble members, which enables to
create the performer’s concept of the piece and achieve an ideal sound
balance. Communication between the musicians of a chamber ensemble

69



develops within an intonation and sound interaction, the result of which is
aimed at the audience’s perception. According to quite a substantiated
O. Fekete’s opinion, the integrity of performance concept is rebuilt in the
intentional vector of sense-formation, reflecting uniqueness of perfor-
mers’ thinking.

Integral performance concept and a kind of “mirror” of the
performance style was exemplified by performance of the Piano Sextet in
C minor (Variations on a Theme) by Vasyl Barvinskyy performed at the
festive philharmonic concert dedicated to the 125™ anniversary of the
composer’s birth (Lviv, February 20, 2013). One of the most distingui-
shed pieces not only in the genre of chamber-instrumental ensemble but
in the whole heritage of Barvinskyy as a composer was performed by
Nazariy Pylatyuk (violin), Vasyl Zatsiha (violin), Ustym Zhuk (alto),
Taras Mentsynsky (cello), Oleh Luchanko (contrabasso) and Myroslav
Drahan (pianoforte). And the performance was great, one should
acknowledge it!

Along with already well-known versions of the performance, this
interpretation of the Sextet was distinguished for complete self-identifi-
cation of performers with an ““alien word”, that is the composer’s text, its
transformation into their own, personal performance utterance. That was
intensified by special magnetism of the performance tonus — procedural
psychological state of the musicians modified in the course of develop-
ment of piece dramaturgy not only in its dynamics, but also following the
changes in the intonation and image music development. Besides that, the
musicians had an impeccable command of such important means of
performance as “‘expression parameter’ (the term by V. Kholopova) as
well as articulation and picking technique.

And | must note that most impressive was the spirituality of musical
and performance process, inner rhythmic of expressive performance
means, deep immersion into the emotional and image-bearing sense of the
performed piece as well as the charge of special sound-creating energy.
That seemed to be an extrasensory transmission of energy encoded in
notes (or memory) and decoded by the performers who seemed to feel not
only what was there for others, but something heard only by them. The
impression was as if the transcendental intention was inspiring spiritual
saturation and sound beauty of chamber-instrumental masterpiece by V.
Barvinsky.

Right after the concert we had a chance to talk to the musicians
concerning their understanding of the piece and its interpretation. “We
strove, primarily, to convey the spiritual content, to identify the spiritual
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element in the sensitive one. From the first Andante cantabile theme and
up till the conclusive sixth *“kolomyika™ variation Allegro vivace, our
performance intention aimed to embody the general intention of the
composer who, as it is well-known, put the task of “presenting not only in
melodic, but in harmony as much of the spirit of the Ukrainian folk music
as possible. Thus, the author’s intention formed our performance
concept”, Myroslav Drahan, the piano-player says. “And it was also very
important™, states the violinist Nazariy Pylatuk, — that the audience feel
the modern style of Vasyl Barvinskyy’s music. Here | mean national and
romantic expressiveness characteristic of Halychyna secession, unique-
ness of ensemble polyphony, wonderful background debunking of canti-
lena themes present in turns with different instruments, creating the
impression of an uninterrupted melodic—-improvisation and melodio-
usness”.

On analyzing the above, one can sum up the following: first, the
vector of performance intention, aimed to disclose content-rich layers of
the composer’s text, constitutes the most important condition of the
formation of the performance concept for the piece; second, performance
style directly depends on the performers’ intention to manifest the
principal style features of the performed piece; and third, orientation of
performer’s intention towards the recipient-listener, creation of the
situation of dialogical communication with them, instills special spiritual
elevation in the musical and performance act.

Thus, intentionality which is generally an attributive feature of
performer’s conscience, in our opinion, determines that special secrecy of
chamber-instrumental performance, the degree of command of which
rises the artifact of performance creativity to the level of a phenomenal
art event. Thus, the study of the problem of intentionality in chamber
performance requires further development.

Keywords: intentionality, communicative vector, types of intention, Piano
Sextet of V. Barvinskiy.
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