MVY3MYHE MUCTELITBO

7. Kompan, Sh. (1790). Tantseval nyy slovar’, soderzhashchiy v sebe istoriyu, pravila i osnovaniya
tantseval nogo  iskusstva s kriticheskimi razmyshleniyami i Ilyubopytnymi anekdotami,
otnosyashchimisya k drevnim i novym tantsam [Dance Dictionary, containing the history, rules
and foundations of dance art with critical reflections and curious anecdotes relating to the ancient
and new dances], Moscow: Typography at Okorokov. (in Russian).

8. Levinson, A. (1915). Mastera baleta [Ballet Masters], St. Petersburg: Publishing house
N.V. Solovyov. (in Russian).

9. Noverr, J.-J. (1965). Pis 'ma o tantse [Dance Letters], Moscow: Iskusstvo. (in Russian).

10. Russo J.-J. (1969). Traktaty [Tractates], Moscow: Nauka. (in Russian).

11. Sollertinskiy, I. I. Stat’i o balete [ Articles about ballet], Leningrad: Iskusstvo. (in Russian).

12. Fuko M. (1999). Nadzirat’ i nakazyvat’. Rozhdeniye tyur’my [Oversee and punish. The birth of the
prison], Moscow: Ad Marginem. (in Russian).

13. Khudekov, S.N. (1914). Istoriya tantsev [Dance history]. (Vols. 1-3); Vol. 2, St. Petersburg:
Typography “Peterburgskaya gazeta”. (in Russian).

YK 781.6:78.071.1Jlict
DOI: https://doi.org/10.25128/2411-3271.19.1.6

AaboHa bopuryisik
https://orcid.org/0000-0002-2734-8395

KaHIUIaT MACTEITBO3HABCTBA, JOICHT
Kam’ssnenp-Tloginbchkuii HalliOHATBHUN YHIBEPCUTET
iMeHi IBana Orienka

alyona_bor@ukr.net

CHUMBOJIIKO-PUTOPUYHI NTPUHLUMUIIN TBOPYOCTI ®EPEHIA JIICTA
B ICTOPUKO-KYJbTYPHOMY KOHTEKCTI POMAHTU3MY

Y emammi oxapaxmepuzosano cumeoniko-pumopuuni npunyunu meopuocmi @. Jlicma, axi
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CUMBOJIMKO-PUTOPUYECKHUE INTPUHIUIIBI TBOPYECTBA ®EPEHIIA JIUCTA
B UCTOPUKO-KYJIbTYPHOM KOHTEKCTE POMAHTU3MA

B cmamuve oxapaxmepuzosanuvl cumeonuxo-pumopuieckue npunyunsvl meopuecmea P. Jlucma,
KOmMopble pAcCMAMpUBalomcs 6 KOHmeKkcme npobnem anoxu pomanmusma. lloouepxuymo, umo
cumeonuzm D. Jlucma nposensiemca Kax 8 UCHONb306AHUU DPASTUYHBIX CUMBONO08 U MY3bIKAIbHO-
pumopudeckux ¢ueyp, max u 6 NpOSPAMMHOM HA36AHUU UHCHPYMEHMANbHBIX NPOU3EEOEHU,
Komopoe npuobpemaem c0eobpasHoe cumeoruyeckoe 3uauenue. [Joxasano, umo Jlucm npuwien K
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SYMBOLIC-RHETORICAL PRINCIPLES OF FERENC LISZT’S CREATIVE WORK
AGAINST THE HISTORICAL AND CULTURAL BACKGROUND OF ROMANTICISM

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

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

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

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

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

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

Keywords: musical symbols, musical-rhetorical figures, program specific activity,
romanticism.
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[IpobmemMa CHMBOJIYHOCTI MY3WKH HEOJIHOPA30BO CcTaBaia OO0 €KTOM JOCHIUKeHHS, il
po3risagany 6arato MuciauTenmiB. [IpoTe i B HamI 9ac, KOJH ifiesl CHMBOIII3MY SK CBITOOQUEHHS 3HOBY
HalOyna aKTyalbHOCTI, 3aJMINAOTHCS HEBUPINICHUMH THUTaHHS B JHaHii cdepi. Posrmsm mysuku 3
MO3MIIi] CEeMIOTHKH CTAHOBUTH OCOOJHBY IIKaBICTh HE JIHIIE JJI My3UKO3HABIIB, a i NIl BUKOHABIIIB,
OCKIJTbKA MHCTEIITBO HallOBHEHE OaraThbMa TAEMHHMITSIMY i 3araikaMu, KOTPpi TOTPEOYIOTh PO3KPHTTHI.

Emoxa pomaHTH3My Hakiana BiZOWTOK i Ha reHiambHy ocobucricth . Jlicra, sikuii OyB
TUIIOBUM “‘CHHOM cBOTro yacy’. Lle mposiBuiocst He JHile B pO3IBOEHHI XapaKkTepy KOMIIO3UTOpa, ioro
CBITOCTIDUMHSTTI, a 1 y TBOPYOCTi — 3BEPHEHHI 10 y3aralbHeHHX Qinmocodcbkux inmelt, ski @. Jlict
BUPA3UB 32 IOTIOMOT'OI0 CUMBOJIIB.

KomnosuTop 3 BETUKOIO BUMOTJIMBICTIO CTABUBCS A0 TOYHOTO PO3KPUTTA XYJOXKHBOTO 3MICTY
TBOPY Ta, SK 1 1HIIII MUTIII POMaHTHU3MY, HaMaraBcs JeTallbHO (PiKCyBaTH CBOI MOpayl 10 BUKOHAHHS y
BUITIAL peMapoK. ToMmy mepen cydyaCHUMHM BHKOHABISIMU IIOCTa€ 0COOJIMBE 3aBIaHHA — OCSITHYTH I
nepeiaTH CUMBOJIYHICTD JICTIBCBKOI TBOpYOCTI. AJike, 00 3p03yMiTH TIMOMHHUE CMHUCI TBOPY,
NOTPiOHO HE JIMIIE Big4yTH Horo oOpa3HUil HACTPiid, a i 3HATH, IO XOTiB BUCJIOBUTH aBTOP, 110 HOTO
Haauxano ¥ TBOp4O mipKuBiIIOBano. Came Ui BOAjJOro BUKOHAHHS MY3HUYHOIO TBODY, SIKE€ “pOOUTH
TBip MoYyTUM 3 Horo xapaktepoM i 3mictom” (I. @opkens), HEOOXiAHI 3HAHHS CHMBOJIKOMOBHHX
3ac00iB, 0COOIMBO MY3UYHO-PUTOPHUYHUX (Iryp 31 CBOIM CMUCIOBUM HaBaHTAKCHHSIM.

Bararo HaykoBHX mpaupb OPUCBIUEHO AOCTIIXEHHIO TBop4Oi ocoducrocti P. Jlicta, a Takox
Horo My3WUHIN CIamIuHi; 1e, 30kpema, MoHorpadii . Minsmreitaa [8, 9], b. Cadompun [11], crarTi
0. Ckpebkona [12], O. Pomenko [10], 0. I'abaii [2], A. KoBans [5], Ta iHmmi. Ane 1oci 3aauIIaeTbes
HE [0 KIHIII BHBYEHa Ta HeBHYeprHa cdepa CHMBONIKO-PUTOPUYHHX 3ac00iB, SKi BiH
BUKOPHCTOBYBAaB.

Merta cTarTi — BUSBUTH CUMBOJIKO-PUTOPUYHI MpHHIUIHK TBopuocTi D. Jlicra y mupoxomy
ICTOPUKO-KYJIbTYPHOMY KOHTEKCTi €[IOXH POMAHTH3MY.

B enoxy pomMaHTH3MY 3a IOMOMOIOI0 CHMBOJIA BUPa)KaJld OCHOBHI aCIIEKTH CBITOCTIPHHHATTS
KOMITO3UTODIB, sIKi HAMArajiucsi CTBOPHTH CUMBOJIM-00pa3y, 110 TepegaBain O y3arajabHeHy QYHKIIIO
JiificHOCTI 3 pyXoM 10 0e3MexHOro. bynp-sKuii eleMeHT POMaHTUYHOI cucTeMu nepedyBae “y rpi’:
“BiH TO JTOpiBHIOE caM c00i, To BUCTyMae y (opmi 3Haka”. OcoOauBOro 3Ha4eHHs HaOyBae Te, 110 3a
TEKCTOM, IO “‘a priori HE3pUMO i MOTCHINIMHO HasBHE: KOXXHUH TBip HEMOBOM “BKIIOYAETHCI Y
3araJlLHOpPOMAaHTUYHY KapTUHY (KOHIICIIIiI0) CBITY, 3aliMalO4M IMEBHE MiCIle B JAMHAMIYHIN CHUCTEMI
POMaHTHYHOTO CBiTOCTIpUHHATTA” [2, ¢. 10—11]. 3a3HaunMo, 1110 CUMBOJI MU PO3YMI€EMO SIK 3HAK, IO
mparse 10 0€3MeKHOCTi 3HAUCHb.

Bynyuu “macionapiem”, JlicT mOCTiiHO LIyKaB 3acO0M PO3B’s3aHHS MOJNITHYHHX, COIIabHUX 1
peniriiHux mpo6JjeM, HaMararouuch TPOHUKHYTH CBOEIO TBOPUICTIO B CaMy CYTHICTb XYJOXHIX SIBHIL
€MOXH POMaHTH3MY. 3a3HayMMoO, IO mnacioHapHicTh JI. 'yMinboB BH3Ha4aB SIK XapaKTEPOJIOTiUHY
JIOMIHAHTY, HelepeOOpHEe BHYTPINTHE TParHEHHS A0 TisSIIBHOCTI, CIIPSAMOBAHE Ha JOCATHEHHS MEBHOI
metu. [lacioHapHicTh — “npuKMeTa, 10 BUHUKAE€ BHACHINOK MyTauii (MacioHapHOTO MOIUTOBXY) i
CTBOPIOE BCEpEAMHI TMOIYJNALIi JesSKy KUIBKICTh JIOAEH, SKi BOJNOMIIOTH MiABUINEHUM TKIHHAM JI0
nismeHOCTI” [3, ¢. 16]. IlacioHapHICTh PO3KPUBAETHCSA Uepe3 MiSUIBHICTh BEIMKUX JIOACH, sKi
3aJIMINAIOTE CJIijl B icTopii. BOHM, BIUIMBalOYM Ha HABKOJUIIHIO JIMCHICTH Ta CTBOPIOIOYHM HABKOJIO
cebe eHepreTH4yHe IOJie, € CHIFHIUM aKyMYJSITOPOM MEBHHX ieH, MOIIMPIOIOYN CHIY AYXY, CHILY
3HagHA. CaMme 10 TakWx JIfoJlel-TlacioHapiiB, sSKi HaMaralOThCS 3MIHHTH HaBKOJHIITHE 1 CIIpaBIi
MOXYTh HOTO 3MiHuTH, HalexkaB @. Jlict. KoMmmo3utop He yuie BiIpoauB MOBHI TEHICHIIT 0apoKo,
KJIacuIu3My, a W y3aralbHUB pPOMaHTH3M, IOBiB HOro A0 HaWBUIIOTO CTYMEHS KOHIEHTpaLii,
SICKpaBOCTi, KOHIIEPTHOCTI.

3oBciM HeBumankoBo Depenm Jlict, sk i iHII TPOTPECHBHI POMAHTHKH, IepeHMaroun
¢inocodcerki iei cBoro yacy, CipuiiMaB XHUTTS SK YAaCTHHY CBITOBOTO IMPOLECY, IO HE MiANAEThCs
pauioHaJbHOMY KOHTPOJIIO Ta K€ MOXKHA BHPa3HTHU 3a JONOMOTOI0 CHMBOJA. JIicT HamaraBcsi CBO€EIO
TBOPYICTIO NPOHUKHYTH B CYTHICTh XYNOXHIX SBHII €IOXH POMAHTH3MY. AJe IPOTAIOM YCHOT'O
KHUTTS. B TBOPUId HATypi KOMIIO3UTOpa OOpONUCS J1BA TPOTWIICKHI MOJIOCH XapakTepy, KOTpi
0e3mocepeIHbO BILTUBAIN HA 1OT0 CBITOCIIPUNAHSTTSI.

JBoicty Harypy @. Jlicra Bmano poskpuBae O. CkpeOkoBa: ‘3 omHOTO OOKy, XyIOKHUK —
“IpPOTOBIIHUK MUCTELTBA”, KOTPHUH rapsde MparHyB A0 iJiealiB 1 BipuB y iX 3IIMCHEHHS, 3 iHIIOTO —
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CKENTHK, KU “BKYCHUB OTPYTYy CyMHIBY”, TIepeHHSBCS MyXxoM ipoHii i 3amepeueHHs” [12, c. 28].
Buytpimmiit cit @. Jlicra OyB cripaBi po3aBOEHHH, IO POOUIIO HOTO 3arakKOBHM, ajie¢ pa3oM 3 THM i1
HemacnuBuM. JKutts Jlicta 330BHI 37aBanocsi 4yJqoOBHMM: cllaBa, Bce3arajibHE BU3HAHHS, ajlie B
JyIIEBHOMY CBiTi KOMITO3UTOpA TIOCTIHO OOpOJIMCS MPOTUPIUYs, HA KOTPI BIUTMHYJA i enoxa, B AKiit
BiH JXWB: THOOJICHHS aBCTPiHCHKO-rabcOyp3pK0i MOHApXii, IO MOpoauiIo peBoiromito 1848 poky,
HaIllOHAaJIbHO-BU3BOJIBHA OOpOThOa yropchkoro Hapoay. CaM KOMIIO3UTOp THCaB, IO “HAIl BiK
XBOpHH, i MU XBOPi pa3oM i3 HUM” (1uT. 3a [9, c. 27]).

®. Jlict 3HeBaxaB HAaBKOJMWIIHIN CBiT, 3aCy/)KyBaB IIOTaHi CMaKu CycHiibcTBa. Bin OauuB He
JUIIE “IHTENEeKTyalbHUN MPOrpec, BEJIUKE MUCTEHTBO 1 reHianbHi BuHaxoau XIX cromitrs”, a #
“y0ory TymicTh Cy4YacHOTO JKHTTS, MEPETBOPEHHS HAyKH 1 MHUCTEUTBA B KOMEPIIO, CIEKYJSIIIO
iesIMH 1 TOYyTTSAMU, MopalibHe 3nudiHag” [9, ¢. 18]. B cycminbcTBi apTHCT nepeOyBaB Ha CTAaHOBUIII
nmakes. JKWByYH Il TOCTIHHMM THCKOM ITOJIITHYHOTO, COITIAJIBHOTO 1 PEIridHHOTO CEepeOBHINA,
@epenry Jlict mykaB cBoi 3acobu po3B’si3aHHA JaHUX Ipobiem. He mMoxkHa ckazaTw, IO Iie Homy
BJIaJIOCh, aJI¢ Ha MOPO3i CTapOCTi BiH CTaB KaTOJIMLEKUM a0aToM i HamaraBcsl “TIPUMHPHTH TiHCHICTB
i3 HeOecamu”.

YTpoIoBK YChOTO KHUTTSI KOMIIO3UTOP BIpHB Y PO3BUTOK JIFOJICTBA Yepe3 BiYHE MPAarHEHHs J10
JIOCKOHANOCTi. Takuii MO BIUIMBAB HE JIMINE HAa HOTO CBITOINSN, a ¥ Ha TBOpYIiCTh. [locTiiiHO
IIyKar4du o0pasu, sKi 6 BUpakalld OCHOBHY TEMY MOTO TBOPYOCTI — TeMy TryMaHi3my, JIicT 3HaxoauB
ix y xaptuni Padaens “Cesra llemmmisa’, CloXeT sKoi TpPakTyBaB SK CHMBOJ MYy3WKH, X04a i1 HE
HAIlOJISITaB Ha BJIIACHOMY Oa4yeHHi JaHOTO CIOKETY SIK BcesaraibHoro. Ll Tema rymaHi3my BTineHa B
cumdoniuHiit moemi Jlicta “Opdeir”. Antnannit Mid npo Opdes 3arikaBUB KOMITIO3UTOPA i3 TOTIISTY
CUMBOIIKA. Ake B oOpasi TojoBHOro repos Jlict 6aumB ImepIn 3a BCe y3aralbHCHHHA 00pas, sSKHit
BUpaXXae XyIOXKHE KpeIo KOMIIO3MTOpa Ta CHMBOJNI3ye MucTteutBo. Haninmsroun o6pa3 Opdes
CHUMBOJIIYHMM 3HaueHHAM, JIicT MopiBHIOBaB HOro 3 MHUCTEUTBOM, B SIKOMY HaMaraBscsi 3HAWTH ineal,
to0TO EBpiniky, ane, 3HaX01s14M, HE B 3M031 30eperty Ha 3emii.

Take TIyMadeHHsS CYTTEBO BiJPi3HAETHCS BiJl pilICHHS B OJHONMEHHiH omepi [roka, e mid
npo moaopoxk Opdess moTpakToBaHMi 0e3 cuMBONIYHUX pHc. Kommosutop mucas: “Ins I'mroka
Opdeii He € HI HAUTFOACHKOIO iCTOTOIO, Hi OOTOM, aHI HamiBOOTOM, aHi TeHiEM, KU Belle JFOJICTBO
JIai 1o IUISIXY IO JOCKOHAJOCTI. JIJIs HhOTO BiH JIMIIIE YOJIOBIK, SKHH TYXKHUTH 32 BTPATOIO KOXaHOI, 1
Horo OUTb BUIMBAETHCS Y 3ByKax, sKi Hac 3axorioiTh” [7, c¢. 161]. Takum umnom, @. Jlict
nepeocmucnuB Mip mpo Opdes 1 HamaraBcs 3 HOro JOMOMOTO BTUIMTH Yy3arajlbHEHI TIHOOKI
(dhimocodebki imei.

B emoxy poMaHTH3My CHMBOJIIYHHUH ACIEKT MY3UKH BiAIMIIOB HA APYTHi IJIaH, a HA TEPIIUii
BUCTYIIMB €MOLIHHUIA 3MICT y MOEAHAHHI 3 My3UYHOIO 300paxanbHicTio. [Ipote TBopuicte @. Jlicta
CTaja LIe OJHIE€I0 BEPIIMHOI CUMBOJIKO-PUTOPHYHOTO MucieHHs. CumBoi3M Jlicta mposBisieTses K
Yy BUKOPHUCTaHHI PI3HOMaHITHUX CHMBOJIB Ta My3WYHO-PUTOPUIHHUX (Iryp, TaK i B IPOTPaMHIA Ha3Bi
IHCTpPYMEHTAIBHUX TBOPIB, 10 HAOyBae€ CBOEPIAHOTO CHMBOJIIYHOTO 3HaueHHA. BoHa HposBISETHCS
a0o0 y BUIJIAAI JITEpaTypHOTO 3arojioBKa, a00 PO3rOPHYTOro JITEPaTypHOTO CIOXKETy. TakuM 4nHOM,
BiIOYBAETHCS 3BEPHEHHS 0 KiJTbKOX MOBHHX CHCTEM, IIIO Ja€ 3MOTY TepeBeCTH iH(popMaIlito 3 0THOTO
piBHS MOBHOI cucteMu B iHmny. 11106 mocarayTH cHMBOIYHOT iHHOPMATHBHOCTI, My3HUKa 3BEPTAETHCS
JI0 CHHTE3Y 3 JITepaTypolo, B Pe3yJbTaTi Y4Oro MOJENIOE 00pa3u-CUMBOJIH.

My3uunuii TBip y po3yminHi JlicTa — 1ie eTWHAN, MUTBHAN KUBUH OpTaHi3M, TOMY BiH HE pa3
MiIKpECIIoBaB, 0 He 3aliBUM Oylie, SKII0 KOMIIO3UTOpP Y KIJIbKOX PSIKaX OKPECIHTh HEMOBOU
“IyXOBHHH €CKi3” 1 BUCIIOBHThH AYMKY, KOTpa “TIOCIYXHJIa HOMY OCHOBOIO AJisi TBOPY . JlocuTh yacto
KOMIIO3UTOp caM BHOMpaB emirpadgu Ta mepeaMoBH IJisi CBOIX MY3HYHUX TBOPiHb, TAKMM UYHHOM
JTIOTIOMAararoyd BUKOHABIISIM PO3KPHUTH T'OJIOBHY 1/1€10 1 TOUHIIIE BIATBOPUTH 00pa3Huii 3MicT. Ase Jlict
HE OTOTOXKHIOBAB MPOTrpaMy 3i 3MICTOBHICTIO TBOPY, IT03asK MPOrpaMa He pO3KPUBAE TOBHICTIO 3MiCT,
a JUIe Hamidae cyTTeBl Horo cropoHu. KommosuTop CTBepaXKyBaB, IO MY3HI NPUTAMaHHA CBOS
crieriika 1 HaBiTh “Ta€MHUIIA, IPOTPAMHICTh 30BCIM X HE pyHHYE ii, a HaBIaKH, MOCHIIOE. Takum
YUHOM, IPOTPaMHICTh IIEPETBOPIOETHCS HA CBOEPITHHI CHMBOIL.

3aBasaku mporpami JIicT ToTye ciyxada 00 COPUUHATTA MY3WYHOTO TBOPY, 1, K 3a3HadMiIa
T. JlazyTina, mporpaMa Jae Opi€HTUp YsBI clyxada Ha IEBHY CHMBOJIOTBOPYICTh, SIKY 3a/JaB aBTOP.
[Ipote me He o3Hayae “AMKTATy aBTOpa, aIHKE MPOIEC CHMBOJOTBOPYOCTI IETEPMIHYETHCS SIK
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AaBTOPCHKOIO YCTaHOBKOIO, TaK 1 OCOOJIMBOCTAMH CaMoOro cy0’€KTa, IIO CIPHIMAaE, a TaKOXK
PI3HOMaHITHAIMH YMOBaMH, sSIKi CyTIIPOBOIKYIOTE I1eH mportec”™ [6, c. 67].

B enoxy poMaHTH3My BiIOYBa€THCS MMOBEPHEHHS JI0 MY3WKH 0apOKO, ajie Ha HOBOMY piBHI 3
(hparMeHTapHUM BHKOPUCTAHHSM JCSKUX “JIeKCeM’ — My3WYHO-PUTOPUYHUX (iryp MuHysoro. Xoda i
y XIX cTOmiTTI pUTOpWKAa SK MHCTEITBO 3aHEmaaana, B TBOpUYOCTi, Hampukiam, @.Jlicra BoHa
NPOJIOBXKYBajla CBOE iICHYBAaHHS 1 TMPOSBISUIACS HE JIMIIEC y 3BEPHEHHI KOMIIO3UTOpa JI0 OaXiBCHKHX
TEM, a H YacTUM BUKOPUCTAHHSIM PUTOPHMYHHMX (iryp Ans mepedayi KOHKpeTHOro obpasy. Amke
KOMIIO3UTOp J00pe 3HaB 1 IiHyBaB OpaTOpPChbKe MHUCTENTBO, SIKE HEMOBOHM CHHTE3yBaJl0 BCi iHII
MUCTENTBA i OyJ0 JUIa HhOTro HaliBHUIIO (opMmoto moesii. ['pa Jlicta Takoxk yacto HabyBana Gopmu
OpaTOPChKUX BHUCTYMIB, OCKIIBKM KOMIIO3UTOP MparHyB HAMOJICTJIMBO TMEPEeKOHYBaTH, 1 I HOMy
BIaBaJIoCs.

My3ugHo-puTOoprudHi (irypu, 3 SBUBIINCH y TOTI(GOHIYHOMY CTHII, B TOMOGOHHIN MYy3HIIlI
XIX cTONITTSI 4aCTKOBO BTpayallll CBOE PUTOPUYHE 3Ha4UeHHS. Mae ciymHicTs 1. bapcoBa, roBopsiun,
10 “3pIBHATUCH Y CTIHKOCTI 3HAYEHB 31 CIIOBAMH 3BUYAHOT MOBH MOMAiI0OHI IHTOHAILIT HE MOXYTh BXKE
gepe3 TIICHXOJIOTIYHMN 3aKOH BapiaHTHOCTI CHPUUHATTA My3udHoro ooOpasy. Lls BapiaHTHICTH
30UIBIIYETHCS 3 ICTOPUYHOIO AHMCTAHIIIEI0, KOIU CMHUCH, 3arallbHUI JJISl €MOXH, MOXKE OINHMHUTHCH Y
3a0yTTi Ta cripuiitmMarucs mo-Hosomy” [1, c. 59].

®epenn JlicT mpUHAIIOB A0 3aCBOEHHS CHMBOJIIKO-PUTOPUYHOTO MUCIICHHS B CEpEHIN mepiox
TBOPYOCTI (TBOPH PAHHBOTO IEPIOAY MO30aBJICHI CHMBOJIIYHOI MOBH), IIUIIXOM TIi3HAHHS 0araTromioi
MY3UYHOI CHaAINHN, PiTocoPChKUX ieH, a TaKoX MOeTHYHOI cucTeMu. KommosuTop HamaBaB iM
POMaHTHYHUX OpKecTpoBUX (hapO, yckmamgHioBaB (hakTypy, 3arOCTPIOBAaB FApMOHiI0, TpaHC(HOPMYBaB
IHTOHAITIITHO, PUTMIYHO, 3HAXOINB HOBE PETICTPOBE 1 TEeMOPOBE BUPIIICHHSI.

S, MinbIuTeliH BUAUIMB IIICTh OCHOBHHMX NPUHIUIIB, SKI MU MOXXEMO Ha3BaTH “XyI0KHIMHU
npuHIMIamMu TBopuocti” [9, c. 411], korpumu . Jlict kepyBaBcs NPOTATOM ycboro XuTTsA. OauH i3
HUX — MPUHIIMIT JEKIaMaIliiHOCTI, 10 MMOJATaE ¥ 30JIMKEHHI KOMIIO3UTOPOM 3MICTY My3UYHOI (pasu 3
MOBHUMH IHTOHAIIISIMH, BOHH HaJal0Th Qpa3i MUPOKOro, “pO3MOBIIIOYOr0” xapakTepy. B mobymosi
CBOiX TeM Ha MOBHil oCHOBi JlicT onmupaBcs He Ha MOBCSKAECHHY MOBY, a TEpII 3a BCE HA eMOLIHHO-
MaTeTUYHEe OpaTOPChKe MUCTEUTBO, ‘HE CTUILKA TOBOPHUB, CKiJIbKM JAekinamyBaB”. Memoauka Jlicta
HaOyBaJila NEKJIaMaIlifHOTO BIATIHKY, B HOTO TBOpax YacTO TPAIULIIOTHCS BKa3iBKH ab0 My3W4HI
pemapku Taxi sik: recitando, declamato Ta iHmri.

He moxxHa moroautucs i3 no3umieto MinbpinTeitna, mo “y Bubopi puropudHux 3aco0iB Jlict He
Iy’)kKe OpHUTiHaNbHUN. BiH He HeXTye i TakuMH|, SIKi HEOAHOPA30BO BUKOPHCTOBYBAIH B MHHYJIOMY
(0co0nMBO B iTANiNCHKIN orepi) H YacTKOBO CTanu OaHambHUMH [9, c. 426], OCKUIbKA PUTOPUYHI
¢irypu opraHiyHO YBIHIIIM B KOMIIO3UTOPCHKHH cTuib . Jlicta Ha XBHJII HOBOTO OpaTOPCHKOTO
CIulecKy. B OCHOBHOMY BiH BUKOPHCTOBYBaB MY3UYHO-PUTOPHYHI BirypH, sKi MOXKHA JIETKO BITI3HATH,
aje He TaK MPOCTO W OJHO3HAYHO, 30KpeMa, B CepennHi mooyaoBu. BapTo ckazaTw, 1Mo y TBOPYOCTI
Jlicra puTOpPHYHI NPUHOMH CTaJd OPTaHIYHUM 1 Oe3MocepeqHiM BHUPaKEHHSM HOTO MOETHYHOTO
ob0napyBanHs. Ta i He ciig 3a0yBaTH, 10 3akiHdyBanocs XIX cTomiTTs.

3actocyBaB @. JlicT i mpuHIUI “XapaKTepHOCTI MOTHBIB” (BM3HaueHHs S1. MinbmTeiina) —
MaibKe 32 KOXKHUM MOTHBHHM CTBOPEHHSIM 3aKpIiILIIOBAaBCSl Y KOMIIO3UTOPa KOHKPETHUN CUMBOJIYHUH
CMHCJ, IO BUpaXka€ BU3HAUEHI moeTHyHi izei i mouyrts. Came “Menofis-xapakTepucTuka” (TepMiH
Jlicta) He nuiIe BHCTyHala CBOEPIMHUM CHMBOJIOM OCHOBHOI ifiei TBOPY YW TOJIOBHOTO Teposi, a U
BUpakajla MOT0 CKIaJHI MOYYyTTd Ta MOpyXW Aymi. TakuM YHMHOM, 32 KOHKPETHUMH MOTHBaMHU
3aKpIIUTIOBANOCS TMOETUYHO-00pa3He 3HadeHHs. Sk Oaummo, maHi MoTuBH B posyminHi @. Jlicra
OJIM3BKI 3HAYEHHIO MY3WYHO-PUTOPUYHUX (DITYyp — CBOEPITHUX MOTHBIB 3 KOHKPETHHM CEMaHTUIHHM
3Ha4eHHSIM. Apke JIicT HikaBUBCS 3aKOHAMH MY3HUYHOI PUTOPHKH Ta BHCOKO LIIHYBaB OpaTOPCHKE
MUCTELTBO.

Bararto TenaeHLi poMaHTH3MY OJEp)KalWd CBOE 3aBEPILICHHS B IMi3HBOMY HEpioAi TBOPYOCTI
®. Jlicra. JlaHuii mepion XapakTepHHH HOBAaTOPCHKUMH TIONTYKAMH B KOMIIO3UTOPCHKOMY CTHII,
CMIJIUBUM EKCIIEPUMEHTATOPCTBOM. | 3HOBY He moroammoch i3 aymkor . MinbmreliHa, sSKAH
3a3HauuB, 1o “Horo (Jlicra. — 4. b.) crapeui HOCIiOU HE 3aBXKIM € TOBHOI[IHHUMH XYJIOKHIMHU
TBOpamu. Lli mocminy HaragyroTh HaMm pajniie GparMeHTH, OibII YA MEHII BT, OTHIE] TpaHAi03HOT
CYMHO-CTPHMaHOI CITOBiJli My3WKaHTa, SKWUH Hamallye HOBI IIUISXM B MHUCTEUTBI W HamaraerhbCs
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BIIKpUTH i nuisaxu iHmmM” [8, c. 195]. JlificHO, TBOpH Mi3HBOTO MEPioay BiAPi3HAIOTHCS MPOCTOTOO
(akTypH, ajie TAKUM YHHOM 3POCTA€ CMUCIIOBA POJIb Maike KOJKHOI HOTH, sIKa Ha0yBa€e CUMBOJIIYHOTO
3HaueHHs. Depenn JlicT cBOIMH TeHIabHUMHU 3HaXiIKaMU 3akianaB (QyHIAMEHT Ui TOAATbLIAX
ctoniTh. CaMe B IIeif 4ac y MOTO TBOPUYOCTI 3’SBUIIOCA IIOCHh Take, 110, 3a cioBamu K. BiTrenmreiiy,
JTaJIo 3MOT'Y 3aIlyCTUTH CITUC Y MaOyTHE Jauti, HiX Ie BAaJrocs 3poOuTu Baruepy.

Crnoine @. Jlicra rnnboko ¢inocodperka. Cam kommnoszurop y Jsmcti go Jlinm Pamann
HamucaBs: “Y MeHe B cepli IIr0oKa Tyra, i I Tyra 4ac BiJ 4acy MOBHHHA MPOSBUTHCS B My3uLi” (IIMT.
3a [8, c. 195]). Llg Tyra Bunmmace y HOBUX (popmax i skaHpax. Y »kaHpi (opremniaHHOi MiHIaTIOPH B
KOHIICHTPOBAaHOMY BUIJISI[II CHMBOJIYHO BHPA3MIUCS TEPSKUBAHHS KOMIIO3UTOpA. AJDKe MiHiaTiopa
eNoXW pOMaHTH3My 0a30BaHa Ha MOYYTTI M CHpsAMOBaHA Ha KPHCTAli3alil0 OJAHOTO CTaHy AyIIi.
3aBaSKY MOTYKHOMY IMITYJIbCOBI pOMaHTU3MYy, ()OpTeliaHHA MiHiaTIopa Ha TOM Yac JOcCsTia CBOTO
PO3KBITY ¥ 3apsauiacs >KUTTEBOIO CHIIOI0 HA JTOBT1 POKH.

VY TtBOpax mizHBOro mepiogy JIicT yke He Tak aKTHBHO BHKOPHCTOBYBaB erirpadu Ta
JiTepaTypHi mepeaIMOBH, aJ)ke BiH BiOUpaB i QiKCyBaB JMIIE TOJOBHI 1 CyTTEBI BKa31BKH, BBAKAIOUU
iX IOCTaTHIMM [UISl TUX, XTO 3JaTHUI IPOHUKHYTH B IOETUYHUNA CMUCII TBOPiHb.

Kommo3uTop BiZMOBUBCS Bil KOHIIEPTHOI'O, BIPTYO3HOTO CTHIIIO, THM CaMHM CTBOPIOBAB
npo3opy GakTypy, B SKiil 3aKiagaB JHIIE OCHOBHE, THII3YIOUH BHPa30BO-CMHCJIOBI €IIEMEHTH
POMaHTUYHOI MY3HKH Ta 4acTO BHKOPHCTOBYIOUM CHMBOJIM. Uepe3 CKIagHi HUTTEBI OOCTaBHHH Ta
3MiHy (DUTOCOPCHKUX 1 PENTifHUX TOTIAAIB BiMOYBaIOCS MEPEOCMHUCICHHS MY3WIHO-PUTOPHIHHUX
¢iryp, sIKi BXe HE CTUIbKH YapyBalll i MEepeKOHYBalIM, a BHPaXalH IOCH IOTa€MHE, cakpalbHe, a
4acoM 1 TpariuHe 3aBISKW INEPETBOPEHHIO B MY3M4YHI cUMBOIM. “BimmoBa Bin 4uyTTeBOi Kpacu B
OaraTtpox Mi3HIX TBOpax JlicTa BHSABHMIIA JIAKOHIYHY KOHCTPYKTHBHY OCHOBY IT'€CH. Y 3B’S3KYy 3 ITHM
CYyTT€BO Moau(iKyBalocs BUSBJICHHS ITOEMHOCTI: MpolecyalbHICTh (OpPMH MOBEPHYJACh il
BIZIKPUTICTIO; SIK CAMOCTIMHHUI (paKTOp cTama OisiTH MOHOMOTHBHICTH (IIpUXOBaHa IMEpII 3a BCE B
MOHOTEMAaTH3Mi), [0 MpHUBENa JO MOTHUBHOI OCTHMHATHOCTi. Tema HaOyBae puc “xomu”, a (QpyHKIIO
JIAJIOBOTO IIGHTPY oOJepkye MoOTuB” [4,c.27]. BiamoBigHO 3 €BOJIOLIE JICTIBCHKOTO
KOMITO3UTOPCHKOTO CTHJIIO, CTAHOBJICHHSIM (DiT0COQCHKO-PENITifHUX MOTISAIB 3pOCTANI0 CUMBOJIIUHE
3HA4YEHHS HOr0 TBOPiB, HATIOBHEHHS IX CAKPAJIbHUM 3MiCTOM.

TakuM YHHOM, €IM0Xa POMAHTHU3MY HaKJIaja CBif BiOMTOK 1 HAa TEHIANLHY OCOOWCTICTH
®. Jlicra, sikmii OyB THIIOBHM ‘“‘CHHOM cBoro uacy”. lle mposBuiocs He Iuie B PO3IBOEHOCTI
XapakTepy KOMIIO3UTOPa, HOro CBITOCHPUHMHATTI, @ i y TBOPUYOCTi: 3BEPHEHHI N0 y3arajabHEHHX
dhimocoderkux imeit, siki @. JlicT BUpa3wB 3a TOMOMOTOI0 MY3WYHO-PHTOPHUIHHUX (Iryp Ta CHMBOJIB.
EBonfomiiHMi UDISIX TBOPYOCTi, IO TIOAOJAB KOMIIO3HTOp, CBIAYMTH TNPO HOro HEBTOMHI
KOMITO3UTOPCHKI MOIIYKH HE JIHIIE CIOCO0IB BUKOPUCTAHHS IHCTPYMEHTY, a i BUPa30BHX 3ac00iB Ta
CHUMBOIIIB, BTUICHHS TaJaHTY.
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