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ISSUES OF DEFINITION AND DEVELOPMENT OF THE CATEGORY
OF STYLE IN MUSICOLOGY

At the present stage of the studies of musical art, more and more attention is paid to the issues
of style as an important category of musicology. Style is a multi-level category that is interpreted by
scientists from different positions and views. Ambiguity of style predetermines long development of
this category, evolution of its perception, emergence of new, modern studies that have become
relevant in the scientific space.

The purpose of the paper is to reveal the problem of defining the style and the principles of
using the term, taking into consideration the historical aspect of understanding this category in
musicology.

The use of the concept of “style” began with the oratorical art of ancient Greece and can be
found in the writings of Aristotle (“Rhetoric”, “Poetics”), in musical art and architecture.

Aesthetic treatises of the Renaissance view style as a collection of certain features that make it
possible to distinguish artistic phenomena among themselves. However, the term itself is used only in
relation to figurative art, painting.

The concept of style is becoming more acute on the brink of the historical epochs of the late
Renaissance and the Baroque, but is mixed with the category of genre. The need to use the concept of
“style” in Art Studies was raised in the musical-historical works of the early eighteenth century. The
basics of understanding the style, as a special manifestation of artistic and creative thinking, laid in
the era of the Enlightenment, became the basis for most definitions of this concept.

Since the 19th century, interest in the style issues has increased, due to the growth of the
personal factor in art, the emergence of national schools, including composer schools, in the epoch of
romanticism, crystallization of the concept took place, its main meanings were polished.

In the first half of the twentieth century there appears a certain number of works, where, to
varying degrees, the problem of style is displayed. In the development of style problems important
became the achievements of B. Yavorsky and B. Asafiev, who identified the following ways in its study:
the scientists are united by the common understanding of style, as the embodiment of musical thinking.
The style of B. Yavorsky is connected with the historical and epoch-making value and manifests itself
in the entire spiritual culture. B. Asafiev creates a rather original interpretation of the problem of
style, the basis of which is the theory of intonation.

Realizing the ambiguity of the concept of style, presenting different approaches in
understanding the style, its historical aspects and the principles of style analysis, M. Mikhailov gives
his own definitions of the concept, revealing its content from different points of view. Thus, the
scientist often relates the definition of style with the linguistic aspect and thinking.

The concept of style acquired significant development in musicology due to modern
interpretations.

The category of style class has a fairly long history of formation and has prospects for further
research, which is reflected in the nature of perception of the style of different periods of the history of
music, individual and national style. Multiple meanings and versatility of the application of the term in
musicology indicates broad possibilities of this category, the study of which makes it possible to reveal
the essence of many aspects of contemporary art.
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Ha cyuacHOoMy erarti JOCHIIKEHHS My3WYHOT'O MHCTEITBA JleAalli OlIbIe yBarm HayKOBII
MPUAUIIOTE Tpo0eMaM CTUIIO SIK BaXKIIMBOI Kareropii Mys3uko3HaBcTBa. CTwiib — OaraTopiBHEBa
KaTeropisi, KOTpy BUYCHI TIyMayaTh 3 Pi3HUX MO3UIiH Ta morisiaiB. barato3HauHiCTh CTHITIO CIPUYHHSIE
TPUBAJIUN PO3BHUTOK Ili€l KaTeropii, €BONIONII0 ii COPUHAHATTS, OMyONIKyBaHHA HOBUX, CyYaCHHX
JOCTDKeHb, M0 HaOymu aKTyalbHOCTI B HAayKOBOMY MpocTopi. ToMy po3Bimkh y Il ramysi
JOCIIDKEHHs 3aliMyTh HaJle)KHE MicClle Y MYy3MKO3HABCTBI, TOTIOBHIOIOUM BUBYEHHS AaHOI KaTeropil
HOBUMH TOTJIAJaMH Ha MPOOIEeMH My3UYHOTO CTHIIIO.

[IpoGema cTummro Bifirpae 3Ha4Hy poJib B MY3HKO3HABCTBI W cTaja 00’€KTOM AOCIIKEHHS
0araTb0X Y4eHUX MHHYJIOIO CTOJNITTS. B yKkpaiHCBKOMY Cy4yacHOMY MHCTELTBO3HABCTBI BUCBITICHHS
JaHoi mpoOieMaTUKu 3Haxoaumo B nociimkeHHsx H. [oproxinoi [3], B. Mockanenko [13],
O. Mapxogoi [8], C. Tumko [20], O. Cokoma [19], O. Camotinenko [17], C. Mipomuudernko [12],
I. Koxanuk [4], C. llluma [21] Ta iHmHAX.

Merta cTaTTi — pO3KpUTH NMpOOIEeMH BU3HAYEHHS CTHJIIO, MPUHIUIK BUKOPUCTAHHS TEPMiHa,
KEpYIOUYHCh iICTOPUYHUM acIeKTOM PO3YMiHHS IAaHOI KaTeropii B My3UMKO3HABCTBI.

[TousATTs “cTHIIB” PO3MOYATN 3aCTOCOBYBATH IIIE B OpaTOpchkoMy MHCTENTBI CTapomaBHBOL
I'penii, Bono € y mpausgx Apucrotens (“Puropuka”, “Iloetnka”), y My3W4HOMY MHUCTEUTBI
apxitekrypi. Tpakrtar “Ilpo my3uky” Ilmyrapxa BH3Ha4ae CTHIBOBI O3HAaKH DPIi3HHMX HAINPSIMKIB Ta
HIKiJI, CTHJII OKPEMHX MY3UKaHTIB-TIOCTIB (J1af], pUTMiKa, PUTM, MOHOJIis). EcTeTHuHI TpakTaTtu enoxu
BinmpomkeHHsT po3riisgaiyd CTHIIb SIK CYKYITHICTD ITEBHUX 0COONMBOCTEH, IO AFOTH 3MOTY PO3Pi3HUTH
XYZOXHI sIBHIIA MK coboro. OnHaK caM TepMiH BUKOPHUCTOBYBAIU TiJIbKH CTOCOBHO 300pakajbHOTO
MUCTENTBA, )KUBOMUCY. Y TpakTarti [. ge ['poxeo “My3zuka” po3pobiieHa kinacudikallis BUIiB My3UIHOL
OpakTUKU (TMPOCTa HApOJAHA, CKIAJHA MpaBUIIbHA, LIEPKOBHA), SKa Mae€, yce X TaKH, XKaHPOBUI
XapakxTep, ajne BUTIyMadeHa B CTHIbOBOMY acmekTi [14, c. 237].

[loHATTS cTHFO diTKiIIe HAOYyJO aKTyalbHOCTI HAa MEXI ICTOPUYHHMX €MOoX Ii3HBOTO
Penecancy i ©Oapoko, ame Oyno 3wmimane 3 Karteropietro xaHpy. B Ttpakrari [lx. Lapaino
“Dimonstrazioni harmoniche” y momemMiddiii po3MOBI MK My3WKaHTaMU 3aCTOCOBAHO IOHATTA
“cTunp”, mpoTte y 3Ha4ueHHI MaHepH [14, c. 513]. BupasHimie Ta KOHKpETHIIlIe PO CTHJ BHCIOBHBCA
K. MoHTeBepai y nepeaMoBi 10 cBOiX “BoeHHUX Ta JF0OOBHUX MaapuraiiB”’, TuepeHIiFOI0YN CTHITI
3 Mmo3uLii eMOLIHHOrO 3MICTy MY3WMKH: CXBHIIbOBaHHWE (concitato), m’sxuii (molle) Ta momipHuit
(temperato) [15, c. 93].

HeoOxigHicTh BUKOPUCTAaHHS MOHATTS “CTHJIL” y MHCTELTBO3HABCTBI Oysa BHCJIOBJICHA B
My3UYHO-icTOpHYHUX Tparsix modatky XVIII cromitrs. ¥ MyswuHidl Jekcukorpadii Toro yacy
HaWOIIBII paHHI BU3HAYEHHS TOHATTS “‘cTIito” O6aummo B “MysmuHomy cioBHHKY' C. bpoccapa
(1703 p.) [26], “My3nunomy mekcukoHi” 1. I'. BaapTepa (1732 p.) [31], “My3udHOMYy CIOBHHKY
K.-XK. Pycco (1768 p.) [30]. Pycco Bu3HAauMB CTWiIb SIK “BiAMITHHM XapakTep Kommnosuuii ado
BUKOHAHHSI’, IO “3HAYHO 3MIHIOETHCSA 3aJIEXKHO BiJ KpaiHW, HAITIOHATLHOTO CMaKy, 001apoBaHOCTI
aBTOPIB BIATIOBITHO J0 3MICTY, MICIlf, 9acy, TeMHu, 3Ha4eHHs Tomo” [30, c. 673]. Bin po3moBigas mpo
CTHJII TBOpIB HIMEIBKHX, (QPaHIY3bKHX Ta ITAIIHACHKUX MYy3UKAHTIB, PO3PI3HAIOYH MY3UKY
JpaMaTH4Hy, KaMepHy, LEpKOBHY W cuM@oHiuHy. CTUIBOBHUMH SIKOCTSIMH JOCHIIHUK HaIiJHB
MY3HYHI IHCTPYMEHTH, & TaKOXK OXapaKTepHU3yBaB ‘‘MeNi3MaTH4HUI’, “BUNbHUI (IMIpOBi3amiiHMIA),
TaHIIOBaNbHUK Ta iHII cTwii. CnoBHUK BanbTepa TpakTyBaB CTWIIb OaraTo3HauyHille, HABOJSYU
BU3HAYCHHS, TIOB’A3aHi 3 XapakTepoM 00pa3HOTO 3MiCTy, EMOIITHIM Ta COI[iaJIbHUM CTaHOM: CTApHi 1
HOBWIA, BECEJIUMU, PaICHHIA, TOCTPUH, PIBHOMIPHU#, BETMYHUHN, BUCOKUH, TAJTAHTHUN, HU3bKUH, ITiJJTHIA
tomo [9, c. 80]. Ctunp sk xapakrtep 3Micty pospizaaB M. HyGapt y Tpakrarti “Ioei mo ectetuku
MY3W9HOTO MUCTENTBA”, BKa3yIOUH Ha iCHYBaHHS ‘“TIEpKOBHOTO” ¥ “‘IpamMaTHYHOrO” CTHIIIO Ta “‘CTHITIO
MMaHTOMIMH’, TIiJ] IKUM PO3YMiB TaHIIOBAJIbHY MY3UKY, MOAIAIOUH iX 32 HAIlIOHATHPHUMH KPUTEPISIMH
[15, c. 329-338].

Tuure GaueHHs kaTeropii cTumo npeactasus M.-B. Tete y cBoiit crarti “IIpocTe Hac/iTyBaHHS
MIPUPOJi, MaHepa, CTHIL , e MOCIHIAHUK PO3YMi€ CTHIIb SK BHIIUN KPUTEPid OIIHKKA €CTETUYHOTO,
“BUIIMIA CTYIMIHb, IKOTO MOXE JOCATHYTH MUCTEUTBO” [2, ¢. 28]. OTKe, OCHOBU PO3YMIHHS CTUIIIO 5K
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0cO0JIMBOTO MPOSIBY XyIOXKHBO-TBOPYOI0 MHUCIIEHHA, 10 Oynu 3aknazeHi B enoxy lIpocBiTHHLITBa,
CTaJI OCHOBOIO O1IBIIOCTI e iHilliil TaHOTO MTOHSATTSI.

I3 XIX CTOMTTS NOCWJIMBCS IHTEpEC JO MHTaHb CTUIIIO, IO IIOB’SA3aHO 31 3POCTaHHAM
ocoOucTicCHOTO (PakTOpa B MHCTEITBI, BUHUKHEHHSIM B €IOXY POMAaHTH3MY HaIllOHAJIBHUX IIKiJ,
30KpeMa W KOMIIO3UTOPCHKUX; BimOynacs KpUCTali3allis MOHATTS, BiMNUTi(QyBaJINCh OCHOBHI HOTO
3HaueHHd. Benuka yBara kareropii cTwmo y 1ei nepion mpumiiena y npaisx O. Cepopa [18] Ta
I'. Jlapoma [6]. O.CepoB BHUKOPHCTOBYBaB TEPMiH “CTHIB’ Yy pI3HOMAHITHHX 3HAYEHHSIX
(“HamioHanbHUR”, “iHOUBIAyanpHHUN’, “onmepHHN”, “‘cepio3Hmii’, “merkumi”’ Ta iH.), a [ Jlapom
OinpIIe 1iKaBUBCS MPOOIEMaMHt “‘CTUIIO €NOXH .

Ha wmexi cronmith HaOyna 3HaueHHS BigeHchka mikona (A. Pirme, [. Time, M. JIBopxkak,
I'. Bronbutin), poboTH SKOT TTOB’sA3aHi 3 ICTOPIEI0 MUCTEITB, 10 BILTMHYJIO HA MY3HKO3HABCTBO TOTO
nepiony. [Ipaui X. Pimana (“KopoTkuii mociOHuK 3 icTopii My3uKH 3 MEpioan3alli€lo 3a CTUIbOBUMHU
npuHImnamu ta gopmamu” [29]), I'. Annepa (“Ctunb B my3uwi” [23]), “Metog ictopii mysuxu” [25]),
ix xonexTuBHA Tpars “Ilocibruk 3 ictopii my3uku” [24], X. [lepi (“CTuns B My3UUHOMY MHCTEITBI”
[28]) Ta iamni 6a3oBaHi Ha KOHIEMITi My3UWIHOTO CTHITIO.

VY mepuwiit mosnoBuHi XX cTONITTA oImyONiKOBaHa MEBHA KUIBKICTh POOIT, A€ TI€I0 YM 1HIIOK
MipOK0 TpOTsaaeThes npodiaema cTmwimto. LleHTpanbHe Miclie cepesl poOiT IbOro Mepioy 3aiMaroTh
nmocmimkeras E. Kypra [27], ToCATHEHHS SIKOTO B Tajy3i aHAI3y €JIeMEHTIB CTIUIIO, 1HINBITyaTbHUX
Ta ICTOPUYHUX CTUIIIB OTPUMAIH 3aralbHOBU3HAHUK MPIOPUTET.

Y PO3BUTKY CTHIILOBOI MPOOJIEMATHKN BOKIMBUMHU CTadu AocsirHeHHs b. ABopcekoro [22] Ta
b. Acad’eBa [1], ski BU3HAYMIM HACTYIHI LUIAXW ii MOCHIIPKCHHS: BYCHUX IOEIHYE CIIJIbHE
PO3YMIHHS CTHJIIO SK yOCOONeHHS My3n4dHoro muciienHs. Ctwib y b. SIBopchkoro mos’sizanuii 3
ICTOPHUKO-EMOXaTbHUM 3HAUEHHSM Ta MPOSBIAETHCS B yCild AyXOBHIH KynbTypi. b. Acad’eB cTBOpHB
OpHUTiHAIBHY IHTEpIpEeTallif0 MPOOJeMH CTHJII0, OCHOBY SIKOi CTaHOBHUTH TeEOpisi 1HTOHAII.
BusHaueHHs kaTeropii “cTHiI0” BUCHHH JaB y Psii CBOIX poOiT, mepiie 3 SKUX HanexkuTs “TlyTiBHUKY
M0 KOHIIEPTax”’, ¢ TEPMiH OXapaKTepHU30BAHO SIK “BIACTUBICTH (XapakTep) abo OCHOBHI pucH, 3a
SKUMH MOYXHA BiJIPi3HUTH OJHOTO KOMITO3UTOPA BiJ] iHIIOTO a00 TBOPY OHOTO iCTOPUYIHOTO MEPioTy
(nmocnimoBHOCTI Yacy) Bif inmoro” [1, ¢. 76-77].

BimoMo Takox HH3KY (OpPMYNIIOBaHb, SIKI PO3KPUBAIOTh MOHATTS CTHIKO Yy IIUPLIOMY,
3araJlbHOMy MHCTELBO3HABUYOMY Ta €CTETHUYHOMY 3HA4YCHHI, a TAaKOX y BYXYOMYy po3yMiHHIi. Tak,
A.Jlynauapchkuii BH3HA4aB CTWIb SIK TIEBHY CYKYITHICTh OCOONMBOCTEH caMoi KOHLIEMIIii
XYI0KHBOTO TBOPY (TOOTO Horo izmei, oOpasiB) Ta Horo GopM, 0 MOETHYIOTh HOTO 3 IKUMH-HEOY b
IHIIAMHA TBOpaMH, CYKYITHICTh, OT)KE, XapaKTEepHIMNX Ta 00 €IHYBAIbHHUX BIACTHBOCTEH BilOMOI
Ipyny XyJOXKHIX TBOPiB, SKI MH BH3HA€MO TaKUMHM, LI0 HaJEXaThb A0 OJHOTO W TOro X
ctumo” [7,c. 519].  Cepen Hebaratbox JediHimii TOro 4Yacy BHIUIIETBCS  TpPaKTyBaHHS
X. KymmnaproBa, ae BigoOpakeHa mpoOiiemMa CTWIIIO, TIOB’si3aHa 3 aHAJI30M: CTHIb — II€ “€THICTh
3aKOHOMIPHOCTEH CIIBBIIHOMICHHS: 00’€KTa Ta Cy0’€KTa, 3arajJbHOrO 1 4aCTKOBOT'O, JIOITYHOI'O Ta
YYTTEBOT'0 — CIIOBOM, 3aKOHOMIpPHOCTEH yCiX CTOpiH 1 MOMEHTIB opmu Ta 3MicTy” [5, c. 25].

VceBigoMITIOI0UH 06araTo3HAYHICTh IOHATTS CTHIIIO, TOMAI0YX Pi3HI MIXOIW B PO3yMIiHHI
CTHIJIIO, WOTO ICTOPUYHHMX AaCHEKTiB, MPHWHIMITIB CTHIHLOBOTO aHalizy, M. MuxaiiioB Hamgae BiacHi
JediHiIil TOHATTIO, PO3KPUBAOYM HOTO 3MICT 3 pi3HUX MOrsAAiB. Tak, BUSHUH HEPiKO BU3HAYCHHS
CTWJIIO TIOB’SI3y€ 3 MOBHMM AacIeKTOM Ta MHcCIeHHsIM. CTuib, 3a HOro cioBamu, — Le “€AHICTh
CHCTEMHO OpraHi30BaHUX CEJIEMEHTIB MY3W4HOI MOBH, OOYMOBJIICHA €IHICTIO CUCTEMH MY3UYHOTO
MUCIICHHS K 0COOJIMBOTO BUAY XyNOKHBOro MucieHHs” [11, ¢. 117]. V mmpokomMy 3HauSHHI MOHATTS
CTHIII0O BYCHHH PO3YyMi€ SK “NEBHY CIIJIbHICTh MOBTOPIOBAHWX O3HAK, BIACTUBUX MEBHIN KiTBKOCTI
okpemux siBui” [10, c. 40]. OcHOBa KijgbKOX HOro BH3HAYEHb — CIIUIBHICTh Ta €IHICTH IPOIIECIB:
“Ctunp — 1e 00’€KTMBHO ICHYIOYE BHPAaXEHHS THIIOJIOTIYHO CIHIIBHOCTI, IO TOEJHYE TEBHY
KinmpkicTh TBOpiB” [11, c. 49]; “CTrib y MUCTEUTBI, 30KpeMa B My3HIli, — BUPAKEHHS TIEBHOI €THOCTI,
0 OXOTLTIOE SKYCh KUTbKICTh XYA0XKHIX SBUIIL: TBOPIB OJTHOTO aBTOPa a00 PSIIy aBTOPIiB, y TOMY YHCII
CYKYIHICTh TBOPIiB, LIO HaJeXaTh LIJOMY icTopuuHoMmy mepiomy” [10, c. 66]. Ictopuunuii miaxin
[I0O3HaYMBCA HA BHU3HAYEHHI, B SKOMY CTWIb — “BHUPaXXCHHS 1CTOPHUYHOIO PO3BUTKY TBOPYOIO
mysugHoro mucieHas” [11, c. 119], a BmacHe My3uyHe MUCIIEHHSI — OCHOBA TICHXOJIOTIYHOT AediHimil
HOHATTA: “My3WUYHUIA CTHIb — BUPaXCHHS OCOOJMBOCTEH MY3WYHOTO MHCJICHHS K crenugidHol
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XyIdOXHbO-TBOpuoi ¢opmu wmmcienHs” [11,c.51]. [JochmimHuk posrisgae CTHAb 1 3 TO3MILIL
TICUXOJIOTi{, PO3yMIiIOUH HOTO SIK “0COOIHMBY MCHXOJOTIYHY YCTAaHOBKY, Jie yBara ClipsMOBaHa “‘He Ha
Te, 10 BIAPI3HAE OKPEMUI TEKCT BiJ] IHIINX TEKCTIB, @ HABMAKH, Ha Te, 110 1X 30mmKkye” [11, ¢. 114] ta
NICUXOJIOTIYHOTO CHPUHMHATTS, A€ “CTWIIb — 1€ y3arajibHEHE YSBJICHHS, L0 iCHYe O0’€KTUBHO B
IHIVBITyaTbHIN Ta KOJEKTUBHIN CBiIOMOCTI SIK pe3yibTaT MPAKTUIHOTO KUTTEBOTO JOCBILY Y BUTIISIIL
MOBTOPHOTO  CIYXOBOI'O CIPUHUHATTA TEBHOI KUIBKOCTI KOHKpeTHHMX TBOpiB” [11,c. 157].
“Pe3ynpTaToM TaKOTO CHPUUHATTA, — mmmie M. MuxaiiaoB, — € 3ropHyTi o0pa3u pPi3HHUX CTHIIB
(CTHITBOBHX CHCTEM), 1[0 BUHUKIM Ha OCHOBI PEAbHUX MY3MYHO-XYJIOKHIX 00’ekTiB” [11, c. 157].
Bonnowac BueHuil BimoOpaxkae i JiaJIeKTUYHUN METOJ| Ta CUCTEMHHUH MiAXiJ Mpy BU3HAuYeHHI. Tak,
ctiinb M. MuxaiioB MOXXe pO3risiiaTH ‘K 0COOJIMBOTO PpOJY BHUpPaKEHHS 3aKOHY €IHOCTI Ta
pizaoManiTHOCTI” [11,c.115] Ta sk “eAHICTP OpPraHIYHO B3aEMOIIOB’SI3aHUX, B3AEMOIIOYNX
€JIEMEHTIB, 110 CYKYITHO YTBOPIOIOTH LUJIICHY MOPiBHSHO CTilKy cuctemy” [11, c. 119].

€. Ha3allKuHCBHKUI pO3TIsIaE CTHIbL K TIEBHY SIKICHY KaTeropio, sika “JZ03BOJISiE B MY3HWII
YyTH, BII3HABATH, BU3HAYATH TOTO YU THX, XTO ii CTBOpIOE abo BimTBOproe” [16, c. 17]. My3uuHwmii
CTHJIb BYCHHH BH3HAYA€ AK ‘“‘BIIMITHY SKICTh MY3WYHHMX TBODiHb, IIO BXOIATH Yy Ty YW IHIIY
KOHKPETHY I'€HEeTUYHY CIUIBHICTD (CraAliHa KOMIIO3UTOPA, LIKOJIH, HAMpsMY, €HOXH, Hapoay i T. 1.),
sIKa Ja€ 3MOry Oe3locepelHbO BiIUyBaTH, BIi3HABAaTH, BU3HAYATH IX T'€HE3UC Ta MPOSBISIETHCS B
CYKYITHOCTI BCiX 0€3 BUHATKY BIJIACTHBOCTEH CIPUHHATOI MY3HWKH, MOETHAHUX Yy IIICHY CHCTEMY
HABKOJIO KOMIUIEKCY BIIMITHHUX XapakTepHux o3Hak” [16, c. 20]. Ha nymky mocnmigHuka, came Taka
nediHilis YHEMOXKIIUBIIIOE PO301KHOCTI Ta CYNEPEevYHOCT] Y 3BEpHEHHI A0 i€l KaTeropii.

3HaYHOTO PO3BUTKY IMOHATTS CTWIKO Ha0yJ0 B MY3WKO3HABCTBI 3aBISKH CyYacHUM
inTepnperanisM. Tak, C. TUIIKO, OPIEHTYIOYHCh Ha JOCHIDKEHHs 0araTboX HAyKOBIIIB, 30Kpema
M. MuxaiinoBa, C. CkpeOkoBa, €. Ha3zalikincekoro, B. MenymeBcekoro, H. ['oproxinoi Ta iHmHX,
BU3HAYMB CTHJIb K CUCTEMY “‘CTIMKMX O3HAK MY3WYHHX SIBHIII, CIIOCiO ix audepeniiamii Ta iHTerpartii
Ha PI3HUX piBHAX (aBTOPCHKA iHIMBIMYalbHICTh, HAMPSIMOK 1 IIKOJA, iICTOPUYHA €10Xa, HallloHATbHA
cnerudika i T.1.), mepexi iX CMHCIOBHX IIONIB y KOHKPETHI CHCTEMH MYy3UYHO-BHPA30BUX
3aco6iB” [20, c. 5]. YBonsuM y BU3HAYEHHS YCi CKJIaIOBI TeHE3W Ta BUIOBUX KaTeropiil, HATOBHIOIOYH
X MMPIIMM CMUCIIOBHUM HaBaHTa)KECHHSM, YYCHUH HAJlaB CTUIIIO 3HAYCHHS (DEHOMEHY.

B acmekti 3arampHOi KoHHemmii mocmimpkeHHs O. Cokona, TPUCBIYEHOTO MY3HYHO-
BUKOHAaBCHKAM peMapKaMm, Ha/JaHO OpWIiHAIbHE BU3HAYEHHS TOHATTS “MYy3WYHAH CTHIb’, 5K
BiZIpi3HAETbCA 0araToCKIaAeHICTIO KOMIIOHEHTIB Ta JO3BOJISIE OXapaKTEpPU3yBaTH JAaHE SBHIIE 3
ypaxyBaHHSM O3HAK CTHJICTUKM MYy3W4HOI MOBH, ii “‘eMOLIHHO-eKCIIpeCHBHUX BiATiHKIB”. OTXe,
MY3W9HHAN CTHIIB, 32 O. CokonoM, — 1ie “‘crioci® iHTOHAIIHHO-XYJO)KHBOTO BHPAXKEHHS OCOOMCTICHOTO
CMHCIY NIHCHOCTI, SIKHM BM3HAYAETHCSA 3MICTOM 00pa3y CBiTy KOMIIO3UTOpA Ta BiAMOBITHUM HOMY
BimOOpOM 1 oOprasizami€l0 MOBHHX, MOBHO-MOBJIIEHHEBHX Ta EKCIIPECHBHO-MOBJICHHEBHX 3ac00iB
IHTOHYBaHHS, IO CIIYTYIOTh CTBOPCHHIO 1HTOHAIIHO-XYI0KHIX SBHII (1HTOHAIIHHO-KOMYHIKaTHBHUX
aktiB)” [19, c. 30].

OTxe, HE NPETCHAYIOYH Ha BHYEpPIIHE HaBEIEHHs IMPUKJIAAiB BU3HAUEHHS IOHATTS CTHUIIIO,
JIOXOAMMO BHCHOBKY, IO KaTEropis CTHII0 Ma€ TPHUBAIY ICTOPif0 (DOPMYBAaHHS Ta TEPCIECKTHBHU
MOAJIBITIOTO JTOCII/KEHHS, M0 BiAOOpaKaeThCsS Ha XapaKTepl CUPUUHATTSA CTHIIO Pi3HUX IEPioJiB
icTopii My3HKH, IHAMBIOYaJIbHOTO W HaliOHAJIBHOTO CTHIIO. baraTozHauHicTh i1 GaraTopiBHEBICTBH
3aCTOCYBaHHS TE€PMiHA B MY3HMKO3HABCTBI CBIAUMTH MPO IIMPOKI MOXIMBOCTI JaHOi KaTeropii,
BUBYCHHS AKOI JIa€ 3MOTY PO3KPUTH CYTHICTh 0araThbOX acrleKTiB Cy4acHOTO MHUCTEIITBA.
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JIOMPA TA ii POJIb B KOHTEKCTI BITUM3HAHOI KYJIbTYPH XX CTOJIITTS

Y cmammi poszensnymo icmopuuni acnexmu noOymyeamnHs 0OMpu 8 KOHMeEKCmi Kyibmypu
XX cmonimms. BusuaueHo O0CHO6HI emanu, MO8 A3aHI 3 (DOPMYBAHHAM MY3UYHOI KYIbmypu, —
3apoodcentss npogecitinol oceimu, CMAaHOGIEHH OpKecmposoeo euxoHagcmea. Haconoweno wna
mpancgopmayii  poni HAPOOHUX THCMPYMEHMIe V MY3UuHill Kyaibmypi HAnpukKinyi Ccmoaimmsi.
Iiokpecneno 3HaueHHs poO36UMKY KAMEPHO20 OOMPOBO2O BUKOHABCMBA MA PO3UWUDEHHS penepmyapy,
NPUHAYEH020 051 OaHO20 IHCMPYMEHMY.

Knwouogi cnosa: dompa, Kynemypa, penepmyap, opKecmp HapOOHUX iHCIpyMeHmis.
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