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AHOTAIISA

boiixo I1.A. Knapaet B opkectpoBomy mucieHHi Jmurpa [llocrakoBuua. —

KBamidikamiitHa HayKoBa mparis Ha IpaBax pyKOIUCY.

Jucepraiiiss Ha 3700yTTS HAYKOBOTO CTYIIEHs JoKTopa (dijgocodii 3a
crenianpHicTIO 025 — My3nune muctentBo (02 — «KymbTypa i MHCTENTBOY). —
HamionanpHa  My3uuHa  akajgeMmis  Ykpaimm  imeni  II. 1. YaitkoBchKkoro,
MiHicTepcTBO KyibTypu YKpainu MiHicTepcTBa KyJabTypu Ta 1H(QOpMAaIIiHOL

nonitTuku Ykpainu, Kuis, 2021.

JlucepTarllito MpUCBIYEHO BUBUEHHIO POJII KJIApHETa B OPKECTPOBIN My3HIll
J1. loctakoBuya. 3a3HaueHH HaAOpsiM TEMU Ma€ KOMIUIEKCHHI Xapakrep 1
TOPKAETHCS K TEOPETUYHHUX MPOOJIEM MY3MKO3HABCTBA, TaK 1 MPAaKTUYHUX 3aB/IaHb
BUKOHABCHKOI JISUIBHOCTI KiIapHeTUCTiB. KoHcTaToBaHO, 1110 Y 3HAYHOMY KOPITyCl
HAyKOBOI JITEpaTypud 3 pI3HUX AacCHEeKTIB TBOPYOCTI BUIAATHOrO cuUM(OHICTA
XX cromiTTs npobiematuka opkectpoBoro mucieHHs Jl. llloctakoBuua 1 posib
KJIapHETa B I[bOMY IPOILIEC] 3aIMILAIOTHCS MalkKe He TOCHIIKEHUMH.

HaykoBuMm 3aBgaHHSIM JAucepTalli € XapaKTepUCTUKAa pOJIl  KIapHeTa
BIIMOBIAHO /IO OCHOBHHMX IPUHIMIIIB OPKECTPOBOTO MHCICHHS JMuTpa
[MocTtakoBHYa y TBOpax pI3HUX JKAHPIB, SKE€ BHUPILIYETHCS MY3UKO3HABYOIO
METO/IOJIOTI€I0, METOJAMH IUIICHOTO aHali3y Ta KOMITAPATUBUCTHKHU. Y MEHTPI
yBaru — TeMOPOBO-aKyCTHYHI 1 CEMaHTHYHI OCOOJHMBOCTI KJIapHETa — OJHOTO 3
KJIFOUOBUX THCTPYMEHTIB JiepeB’siHo1 AyxoBoi rpynu y /. [lloctakoBuua.

VY nuceprtarii 3AiMiCHEHO OTJIs[ HAYKOBUX TIpalb, $KI TOPKAIOTHCS
BIIMOBIAHOT MPOOJIeMaTUKH. 3a3HAU€HO, 110 HAa CHOTOJHIIIHIN JeHb B YKpaiHCHKIN
Ta 3apyODKHIM Hayll BIACYTHI CHELIajdbHI Mpaml OO0 poJil KIapHeTa B
opkectpoBomy muciieHHi []. [IlocrakoBuya.

Ha ocHOBI KOMIUIEKCHOTO aHajidy MapTii KilapHeTa B HNapTUTypax
PI3HOXXAHPOBHX TBOPIB JOBEACHO BH3HAUAIBHY pOJb TEeMOpy KIapHeTa Yy

BUSIBIIEHH] TmpuHIUNIB opkectpoBoro MucneHHs Jl. [llocrakoBuua. Kpizpb



TeMOpOBUM BEKTOP 3a3HAYCHO JesAKl 0a30B1 HACTAHOBU Ta JOCIIIPKEHO HAMPSIMKH
Horo eBoorlii. 3alyyeHO KIIIOYOBI MOHSATTS HAYKOBUX KOHLEMIIM MPO My3UYHE
mucnenHss B. Mockanenka, O. Camoiinenko, C. bopomaBkiHa, oco0IuMBO — Tpo
B32€MO3B’ 130K OPKECTPOBOTO MUCJICHHS 3 TUIIOM (haKTypH.

OxapakTepu30BaHO IHAWBIAyaldbHI AaCHEKTH OPKECTPOBOTO MHUCIICHHS
J. llocTakoBu4a y paHHIN Nepiof TBOPYOTO CTAHOBJICHHSA. 3a3HAYEHO, IO
BUKOPHUCTAaHHA TeMOpIB CIMEHCTBa KJIapHETIB y mnapTtuTypi omepu «Hic»
HAMTOPSAKOBAHO KOHCTPYKTUBHUM 17I€sIM CTBOPEHHSI TeMOPOBO-3BYKOBOI MOJIENI
abCypIUCTCHKOTO CBITY rorosiBcbkoro IlerepOypry. OxpecieHO aKyCTHYHY Ta
KOJIOpUCTUYHY (QyHKIII TEeMOpIB KJIapHETa-MIKKOJIO Ta Oac-kilapHeTa Y
TOPU30HTATIBLHUX MOOYJ0BaX OPKECTpPOBOi (akTypu. Y MNPOEKIissXx TBOPUOIO
MUCJICHHS HaMHU 3a3HAa4y€HO, 110 NPUHIUI JIIHEAPHOCTI OPKECTPOBOI (akTypu
npeBaitoe. BiH BUSBISAETHCA B My3ULll OPKECTPOBUX MapTId y KUIbKICHIN mepeBasi
camMocmiuHux MOTHBIB, Y THUIIl «aJOTIYHOTO TEMAaTU3MY», K y BIIKPUTHX COJIO
KJIApHETIB, TaK 1 COJO y CKJIaJl TPyl JAEepeB’SHUX ITyXOBHX I1HCTPYMEHTIB.
JoBeneno, mo TeMOp kiapHeTa y aBox omnepHux omycax /. [llocrakoBuua y
BIJIMOBITHOCTI PI3HUM TPUHIIMIIAM TeaTPabHOI E€CTETUKH € JICKIapaHTOM
IHAUBITYyaJIbBHUX OCOOJIMBOCTEH OINEPHO-TEATPATIBLHOTO MHUCIEHHS KOMIIO3UTOpA.
Ha Biaminy Big QyHKIiH kiapHeta y napTtutypi «Hic», ae HasBHa muiatdopma
«reatpy ysaBu» onepa «Karepuna I[3maitnoBa» HaOmMKeHa 10 €CTETHYHUX
TNIPUHIUIIB «TeaTpy INEpPEKUBAHHA». IX BHUABIAIOTH PO3JIOTI KAHTHJIEHHI COJIO
KJIApHETa MOHOJIOTTYHOTO XapaKkTepy, 110 KOMEHTYIOTh BOKaJIbHI clieHn KaTepuHu.
3a3HayeHl COJI0O TIOCHIZIOBHO TMPOBOJATH Ta  TPaHCPOPMYIOTH  TMEBHUMN
JEUTTEMOPOBUI KOMILIEKC, BAKOPUCTOBYIOUHU MTPUIOM TeMOPOBOi 1HBEPCIi.

3a3HayeHO TMEBHI 3MIHM TPU MOPIBHAHHI (PYHKIIA CIMEWCTBA KJIApHETIB Y
naptutypax nepmoi (1932 poky) ta apyroi (1963 poky) penakiiii onepu. Y
nepii pegakiii y npuiomMax opkecTpoBoi nuHamizanli oopasy Karepunu teMOp
KJIapHEeTa-mKKoJ0 BUKOpHUCTOBYeThCs JI. IllocTakoBudem 10BOI IHTEHCHBHO: BiH
BHUPA3HO BTLIIOE€ OTOJICHO-€KCTATHYHI CTAHU TepoiHl. Y NpYriid peaaxuii MOMEHTH

HAaBMHUCHOTO TOPYIIEHHS aKyCTUYHOro OajaHCy 3ByuYaHHS CIMEWCTBa KJIApHETIB



Oyno 3miHeHo [I. IlocrakoBuuem. 3aBasuyrouM I1bOMY, I1HCTPyMEHTaJIbHA
npoekiis 00pa3y Karepunu sikicHO 1HINA: y APYyTid peAakiiii BOHA MOCTa€e OLIbIIT
3p1I010, MYAPOIO, CTPAXKIAI0OUOI0 OCOOMCTICTIO, Ta, HABITh, Y CBOEMY CTPAIITHOMY
3JI0YMHI BUKJIMKA€E CHIBUYTTS. 3a3HaU€HO, 110 TeMaTu3M naprii kiaapHeTiB y [ ta Il
peNaKilisiX He 3MIHIOEThCS, aBTOPOM BapiIOIOTHCS JIUIIE JEeTalli 1HCTPYMEHTOBKH,
IO CTOCYIOTHCS BUKOPUCTAHHS, YA BUKIIIOUEHHS 3 MApTUTYpU KIapHETa-IMKKOJIO,
Oac-knapHera. BusBieHO crane TpakTyBaHHsS TeMOpy Oac-KiapHeTa y COJIbHHX
noOy/I0Bax sIK 3JI0BICHOTO 3BYKOBOT'O CUMBOJIY y (PYHKIIIi «TeMOpPOBOTO pE3IOME»
3nounHHUX 11 Karepunu. KoncraToBaHo, mo TemMOpoBa KOJIOPUCTHKA
HIAKPIIUIIOETHCA  MOTJMOJNICHOI0 CEMaHTHU3AL€ld HOro COJBHOTO TEMATU3MY
BUKOPUCTAaHHAM pUTOpUYHUX (iryp. BusHaueHa B3aeMo3aMiHHICTh TeMOpiB Oac-
KJIapHEeTa Ta KJIApHETa-MIKKOJIO B aTeMaTUYHMX No0ynoBax y TeMOpOBii
XapaKTePUCTUI]l HETaTUBHUX MEPCOHAXKIB.

OxapakTepu30BaHO  POJb  KJIAPHETIB B  OPKECTPOBHX  TEMOpOBO-
IHCTPYMEHTAJIbHUX TPOEKIISX BY3JIOBUX CIIEH JApamMaryprii. BinmiueHa 3araiabHa
JMHaMIKa BUKOPUCTaHHs KiapHeTiB y maptutypax I ta Il pegakuiii: iX akTuBizamnis
y HEepIIUX TPbOX KapTHHAX; MEpPEBaXaHHS TPAridyHOTrO KOJOPUTY 3 paJuKalbHUM
TPaKkTyBaHHSM BHUPA3HOCTI KJIIAPHETIB y YETBEPTIA Ta M’ATi KapTHHAX; KOMIYHE
TpaKkTyBaHHS KJIapHETa-MKKOJIO y IIOCTIA Ta CbOMIA KapTHHAX. Y MY3HIIl JI€B’SITOI
KapTUHU POJb KIAPHETIB BIMYYTHO MIHIMIBYETHCS 1 3BOJUTHCS JI0 OKPEMHX
BUCIIOBJIIOBAHb, COJIbHE 3By4YaHHs TemOpy Iie3ae. CHUMBOJIYHUM € 3aKIHYEHHS
OTIepU: XOPOBMI CHIB KaTOp»aH TyONIO€ThCS 3BY4YaHHSIM aHCAMOJIO0 KJIApHETIB.
OOpa3 kaTopaH BTUICHHM KAHPOM MPOTSHKHOI CIIOB’STHCHKOI MICEHHOCTI (Y
3BYyYaHHI XOPOBHMX akKOpJliB 0e3 cJliB) Ta M’ SIKOro, 3aJayIlIeBHOIr0, JIariHOTO Ta,
BOJHOYAC, — TPAriuHOTO, 3ByYaHHs TEMOPIB JI€pEB’IHOI TPYIIH.

VY mpuHIUIIaX BUKOPUCTAHHS KJIAPHETIB B OPKECTPOBHX MapTutypax 20-x Ta
30-x pOKiB BKa3aHO Ha J>KaHPOBY Ta CTWJIbOBY I[apajellb MDK OIepaMH Ta
cuMmponismu. JliHeapHe MUCICHHS Ta BTUICHHS HOTO MPUHIMIIB HA YCIX PIBHIX
MY3U4HOI MOBHM BEJ€ JI0 BHCYBaHHS KaTeropii «TemMOp» Ha Mepini IJiaH

kommosumiHoi yBaru /Jl. [llocrakoBuua y cumMGOHIYHUX TBOpAaxX PaHHBOTO



nepiogay. Tak, y maptutypax cuMdoniii aekinapoBano: y Ilepmiiii — TeMOpoOByY
€IHICTh OCHOBHHUX TE€M B EKCIO3UI[ITHOMY Ta pPENpU3HOMY pO3AUIAX MIpH
MiBUIICHOMY IHTOHAIIIMHOMY KOHTpacTi Tematusmy; y Jpyriii — ¢opmyerbes
3BYyK00Opa3 xaocy («ynbTpamnoiidoHis» TeMOpiB 3 27 ronocis); y Tperiit — xo/1Ha
TeMa MPUHIUIIOBO HE IMOBTOPIOETHCS, a i7ei Ta oOpa3u cuM@OHIi BTIIIOIOTHCA
IJIACTUKOIO0 TEMOPOBOIO BUCIIOBIIFOBAHHS.

3a3HayeHo, 10 Ha HACTYMHOMY TBOPUOMY €Tali B MapTUTypax cUMOHIN
30-x poKIB TpaKTyBaHHIO TeMOpIB cCiMeicTBa KJIApHETIB MpPUTAMaHHO OUIBII
3HauHe JpaMarypriyHe HaBaHTaxeHHs. [laptutypa UYemesepmoi cumgonii
HEOJIHOpIJIHA: y MEPIIMX JBOX YaCTUHAX KJIApHETU OepyTh ydacThb y KOJOCAIbHUX
po3ainax auHamigyHoro HapoctaHHs. 3 Il yacTuHM BTUTIOETHCS HOBa 3BYKOBa Ta
TeMOpOBa SKICTh KJIAPHETIB, J€ NEPEBAKa€ TpariyHUM HaXxuil TpakTyBaHHS. B ix
OpPKECTPOBIN MAPTIi TEMATU3M BHSIBJISIE MIUIbBHY IHTOHALIHY Ta TEMOPOBY €IHICTb.
BinOuBaroun SIKOCTI A1aJOTIYHOrO MPUHLHUIYY MUCJIEHHS, KJIapHET y HapTUTYpl
I’amoi cumeponii 3amiTHUN TIEPEBAXHO Y TEMATHUYHUX JAaHKAaX KaHOHIYHUX
IMITaIlill y CKJIaJl JEepeB’sTHOT TpyNH. 3a3Hau€HAa OPKECTpOBa Tpyla y LUIOMY
BIJIPI3HSIIETHCS TIBUIIEHOI0 TeMOPOBOI TOMOTEHHICTIO 1 «JI1aJIOT13y€» 3 1HIITUMU
rpynamu. lleii ¢akt 3a3HayeHWid HaMU SK TMEBHUN NPHUHIMI OPKECTPOBOTO
MUCJIEHHSI, TPUTAMaHHUI pO3pOoOKOBUM po3ainaM cuMoHii. [HauBigyamizamis
TeMOpy KJIapHeTa BiIOyBa€ThCS 3a PaXyHOK YHCICHHHUX COJIO y cCUMQOHIi came y
nepexigHux posaiiax (Gopmu (Ha MeXi TOJOBHOI Ta MOOIYHOI TeM, PO3ALTIB
COHATHOI (hOpMHU).

3’scoBaHo, 1o TeMOp kimapuera y [llocmiti cumgonii 1HTEPIPETYETHCS Y
TPHOX HampsiMax: K HEBIA’ €MHUA NpPEICTaBHUK HeAUEepeHIIHOBaHOI TIpyIu
JIEpeB’AHUX; SIK TPAHCIATOP MY3WYHO-PUTOPUYHUX MOTHBIB CEMaHTHU30BAaHOTO
3MICTOBOTO IIapy; SK HACHiyBaud XapaKTEPHUX PUC KOJOPUCTUKH OPKECTPOBUX
OITyCIB POMAaHTHUYHOIO CTUJIIO (HAIPUKJIaA, CKepiio3HuX TBOpiB @. MeHienpcona).

JloBeneHo, mo KiapHeT y soeHnux cum@oniax J1. llloctakoBruua COPOKOBUX
POKIB  BiIOMBa€ NPUHUMNM (DYHKI[IOHATIBHOI OPKECTPOBKHU, PpPOJb  LBOTO

IHCTPYMEHTY BHUTIKA€ 3 MPOTPAMHOTO 33yMy Ta MiAMOPSAKOBAHA 1HIUBIIyaTbHUM



peanmisMm  GopMOTBOpeHHsT TBOpiB. Kpi3s po3risa  pomi  KiaapHeTa HaMH
apryMEHTOBaHO JIesIKI  MOJICTWIICTHYHI  KoHuemmii  B. XomonmoBoi 110110
«Jleninrpancekoi»  cumdonii  JI. HlocrakoBuya, 30Kpema, — OPHUHILIUIN
BUKOPUCTAHHS aJI03WBHOTO TeMaTW3My Y TapTiax KiapHeTiB (0axiBChKOi
putopuku Ta Mmenocy coHatu No 14 berxoena y Cumdonii No 7). Bukputo
MIPUHOMH y3araJlbHeHHS depes3 skKaHp (’KaHpOBI O3HAKH IOJIBKU, KAaHKAaHY Ta MapIry
y HapTisx KJIapHeTa napojiioioTh chepy TotamitapHoro 31a y Cumdonii Ne 8).
Bim3HaueHa TpakToBKa KJIapHETa B AacCMEKTI ITPOBOI JIOTIKH KOHIIEPTYIOUYOTO
TeMatusMy y cuMponii Ne 9.

Knapuer y cumdonisix NeNe 10 — 12, tobéro — 1950-x Ta 1960-X pokis,
MIANOPSAKOBAaHUN  3MICTOBMM  KOJI3IAM  y3arajJibHeHOTO  (u10coChbKOTO-
TpareliiiHoro abo MmporpaMHoOro croxety. 3a3HadueHo ysary [l. IllocrakoBuua mo
aKyCTUYHOI BHUpPA3HOCTI TeMOpYy KJIapHETa Ta MOro y4acTh B IHTOHAIlIMHIA Ta
00pa3HO-eMOLIIHIA UEHTPOBAHOCTI BAXIMBOIO TeMaTHU3My CcUMGOHIH. VY
nporpamHiii  cumdonii Ne 13  mapTisiMm ciMelcTBa KIApPHETIB JOPYUYEHO
aKIICHTYBaHHS «TEMOpPOBMMU MOTHMBAMU» CTaHIB CKOpPOOTH, IUlady, Tpaypy ado
peamizailis 3MICTOBUX NPHUHIMIIB TMOCTUYHUX PSAAKIB CUMGOHIT y HaAMIPHO
BTUICHMX TMapaMeTpax CKEpPIIO3HOCTI, TpoOTecKy, capkazmy. Ckomopoiie
HarpaBaHHS KJIapHETIB 3@ PAXYHOK iX SICKpaBOi aKyCTUYHOI IPUPOAHN TPAKTYETHCS
K T1a0JIOH CMIXOBOTO MY3HYHOTO TEKCTY, SIKHMl JEKJIapaTHBHO HE BIJIMOBiJa€
cUTyallii crpaTtu, cMepti. Y naptutypi Cumdonii Ne 15 koxHa opkecTpoBa rpymna
Ha0yBa€ HEMOBTOPHOI CTUIILOBOT 1HAMBIAYaIBbHOCTI, ajle caMe TEMATU3MOM MapTii
KJIADHETIB BIITBOPIOETHCS TOJICTUIIICTUYHA CHITUKIIONESIS MPUHIIMIIOBO PI3HUX
KOMIO3UIIMHUX TEXHIK Ta My3UYHUX CTUJIIB.

HaykoBa HOBHM3HA TOCIIPKEHHS MOJISITa€ y TOMY, 110 B JUCepTAallil Blepiie
JEeTaIbHO MPOAHATI30BAHO YCI KJIAPHETOBI MapTii ONEpHUX Ta CUMGPOHIYHHX
tBOpiB /. HlocTakoBuya. Kpi3p OaraTOMipHICTh TPAaKTOBKH 3a3HAYEHOTO TEMOpPY
3MIMCHEHO PO3TJIsi] MPUHIUIIB opKecTpoBoro mucieHHs [l. [lloctakoBuua y pi3Hi
nepioau TBOPYOCTi. B eBOIOIINAHIN TATIOCTH 3’ ACOBaH1 POJIb Ta MICII€ KJIapHeTa y

(GOpMOTBOPEHH], Y BHUPA3HO-XYJOXKHIX acmekTax CUM(pOHIA Ta paHHBOI OIEpH.



3a3HadueHa pOJb IHOTO JEPEB’SHOTO JJyXOBOTO I1HCTpyMEHTa B MpoIecax
cuMdoHizaiii Ta TeMOpoBOi Apamaryprii apyroi omepu. Takox Brepiie
CHCTEMAaTHU30BaHO OPKECTPOBI TpyAHOII B onepHux naptutypax /. [llocrakoBruua
3a y4JacTi KJIapHeTa.

IIpakTHYHe 3HAYEHHSI JUCEPTAIlil 3yMOBICHE MOJIMBICTIO BUKOPHUCTAHHS
il 3m00yTKIB Ta MarepiajiB JOJATKIB y HaBUAJIbHHX Kypcax BHIIUX Ta CEPEAHIX
MHUCTEIILKMX 3aKJajiB OCBITH: 1CTOpIi My3WKH, 1HCTPYMEHTO3HABCTBa, TeOpli Ta
icTOpii OPKECTPOBUX CTHJIIB, METOJIUKHU T'PH HA KJIAPHETI, HABYAIHHOT TUCIIUATIIIHU
«BuBYeHHS OpKECTPOBHX MapTid Ta YUTAHHS 3 JUCTa» (HAa Marepiajal MYy3UKH

J1. locrakoBuya).

KarouoBi ciaoBa: opkecTp, mapTurypa, KIapHeT, TemMOp, OpKECTpoBe
MUCJICHHSI, TeMOpoBa JapamMaryprisi, cuMmdoHIYHA ApaMarypris, mnojidoHIyHA

¢daktypa, TeMOpoBa 1HBEpPCIs.

SUMMARY

Boiko Pavlo. Clarnet’s tembr on Dmytro Shostakovich's orchestral type of

thinking. — Qualified academic paper. Manuscript copyright.

Thesis for a Ph.D. (Candidate’s Degree) by specialty 025 — Music Art( 02 —
Culture and Art). — Petro Tchaikovsky National Music Academy of Ukraine,
Ministry of Culture and Information Policy of Ukraine, Kyiv, 2021.

The dissertation is devoted to the study of the role of the clarinet in the
orchestral music of D. Shostakovich. This direction of the topic is complex and
concerns both theoretical problems of musicology and practical tasks of
clarinetists. It is stated that in a significant body of scientific literature on various
aspects of the work of the outstanding symphonist of the twentieth century, the
problems of orchestral thinking of D. Shostakovich and the role of the clarinet in

this process remained unexplored.



The purpose of the dissertation is to characterize the role of the clarinet in
accordance with the basic principles of orchestral thinking of Dmitry Shostakovich
in the scores of works of various genres. It is solved by musicological
methodology and, specifically, by methods of holistic analysis and comparative
studies. The focus is on the timbre-acoustic and semantic-semantic features of the
clarinet — one of the key instruments of the woodwind group in D. Shostakovich.

In the dissertation the review of scientific works concerning the
corresponding problems is carried out. It is noted that today in Ukrainian and
foreign science there are no special works on the role of the clarinet in the
orchestral thinking of D. Shostakovich.

On the basis of a comprehensive analysis of the clarinet part in the scores of
works of various genres, the decisive role of the clarinet timbre in revealing the
principles of D. Shostakovich's orchestral thinking is proved. Through the timbre
vector, some basic guidelines are indicated and the directions of its evolution in
different periods of the composer's work are studied. The key concepts of scientific
concepts about musical thinking of V. Moskalenko, O. Samoilenko, S. Borodavkin
are involved, especially about the interrelation of orchestral thinking with the type
of texture.

Individual aspects of D. Shostakovich's creative thinking in the early period
of its formation are characterized. It is noted that the use of clarinet family timbres
in the score of the opera «Nose» is subordinated to the constructive ideas of
creating a timbre-sound model of the absurdist world of Gogol's St. Petersburg.
The coloristic function of clarinet-piccolo and bass-clarinet timbres in horizontal
constructions of orchestral texture is outlined. In the projections of creative
thinking we noted that the principle of linearity of the orchestral texture prevails. It
Is manifested in the music of orchestral parts in the guantitative predominance of
independent motifs, both in open coso clarinets and cono in a group of wooden
wind instruments. The thematics of clarinet motifs is usually subordinated to the
mental category of «illogical» (in the words of M. Aranovsky), which reflects the

principles of the composer's thinking, aimed at the timbre of the «split world» and



its absurdist model in the opera «Nose». As a result, it is proved that the timbre of
the clarinet in D. Shostakovich's opera scores is a declarant of the peculiarities of
the composer's opera and theatrical thinking in accordance with different principles
of theatrical aesthetics. In the score of the opera «Nose» there is an aesthetic
platform of the theater of imagination (Russian «theater of performance»). The
function of the clarinet in the score of the opera «Katerina Izmailovay is indicated.
It is close to the expressive principles of the «theater of experiency» (expansive
cantignations of cono monologue character, commenting on Catherine's vocal
scenes; consistent holding of the leittembre complex and its transformation;
revealed intonation drama).

The use of the timbres of the clarinet group reveals a certain dynamics in
accordance with the directions of the evolution of orchestral thinking, which is
reflected in the comparison of the scores of the first (1932) and second (1963)
editions of the opera. In the first edition, in the techniques of orchestral
dynamization of Katherine's image, the timbre of the clarinet-piccolo is used by
D. Shostakovich quite intensively: he clearly embodies the naked-ecstatic states of
the heroine. The author reinforces the corresponding mise-en-scéne with sharp
sounds of a clarinet-piccolo in ultra-high register in supersonic dynamics. In the
second edition, similar moments of deliberate disturbance of the acoustic balance
of the sound of a group of clarinets were changed by D. Shostakovich. Thanks to
this, the instrumental projection of the image of Katherine is qualitatively different:
in the second edition she appears as a more mature, wise, suffering person, and
even in her terrible crime evokes sympathy. It is noted that the theme of the
clarinet part in the first and second editions does not change, the author varies only
the details of the instrumentation concerning the use or exclusion of the clarinet-
piccolo, bass-clarinet. The interpretation of the bass clarinet timbre in coso
constructions as an ominous sound symbol in the function of a «timbre summary»,
a tragic prediction of the consequences of Kateryna's criminal actions, was
revealed. It is stated that the timbre color is supported by an in-depth

semanticization of its cono theme using rhetorical figures. The interchangeability



of bass-clarinet and piccolo clarinets in athematic, «unmotivated» constructions in
the timbre characteristic of negative characters is determined.

The role of clarinets in orchestral timbre-instrumental projections of nodal
scenes of drama and their vocal component is characterized. Numerous aspects of
genre-thematic, stylistic transformation due to the reception of timbre-motive
inversion in the group of clarinets as a direct reflection of the new quality of the
image of the main character are revealed. The rebirth of Katherine in Lady
Macbeth, instrumentally emphasized by D. Shostakovich numerous examples of
changes in the register of thematic constructions of the clarinet: from clarino to
shalyumo; genre transformation (change of cantilena melody with scherzo theme;
activation of clarinet-piccolo timbre). The parameters of the grotesque in the
interpretation of the clarinet timbre are determined, such as in the scenes of
Katherine's lament over the corpse of Boris Timofeevich, or in the sentences of the
Holy Father about death. The general dynamics of clarinet use in scores of | and Il
editions is noted: their active use with various functions in the first three pictures;
the predominance of tragic color with a radical interpretation of the expressiveness
of clarinets in the fourth and fifth paintings; comic interpretation of the clarinet-
piccolo in the sixth and seventh paintings. In the music of the ninth picture, the role
of clarinets is significantly minimized and reduced to individual utterances, the
cosio sound of the timbre disappears. The end of the opera is symbolic: the choral
singing of the convicts is duplicated by the sound of the clarinet ensemble. The
image of convicts is embodied in the genre of Slavic songs (in the sound of choral
chords without words) and soft, heartfelt, gentle and, at the same time, tragic,
sound of timbres of a wooden group. The principles of using clarinets in orchestral
scores of the 1920s and 1930s indicate a genre and style parallel between operas
and symphonies. Linear thinking and the implementation of its principles at all
levels of musical language leads to the promotion of the category of «timbre» to
the forefront of the compositional attention of D. Shostakovich in the symphonic
works of the early period. Thus, in the scores of symphonies it is declared: in the

First - timbre unity of the main themes in expositional and reprise sections at the



increased intonation contrast of thematics; in the Second — a sound image of chaos
is formed, a unique polyphonic texture («ultrapolyphony» of 27 voices), where
each of its voices is not melodically individualized and the function of the theme as
a carrier of musical content takes on timbre; in the Third, no theme is
fundamentally repeated, and the ideas and images of the symphony are reflected
through the movement and motor plasticity of the timbre utterance. That is, the
comprehension of the very essence of the image through motor visual-plastic
landmarks are characteristic of the opuses of the early period of the composer's
work. It is noted that in the next stage of evolution in the scores of symphonies of
the 1930-s, the interpretation of the timbres of a group of clarinets is characterized
by a more significant dramatic load. The score of the Fourth Symphony is
heterogeneous: the first two parts of the work are connected with the participation
of clarinets in colossal sections of dynamic growth. From the third part there is a
break in the style of the symphony and the embodiment of a new sound and timbre
quality of clarinets, where the tragic interpretation of their timbres prevails; the
theme of the symphony reveals a dense intonation and timbre unity in the clarinet
group. Reflecting the qualities of the dialogical principle of thinking, in the score
of the Fifth Symphony the clarinet participates mainly in thematic links of
canonical imitations as a part of a wooden group which differs in the increased
timbre homogeneity found by us in developmental sections of the symphony. The
individualization of the clarinet timbre occurs due to the numerous cosos in the
symphony in the transitional sections of the form (on the border of the main and
side themes, sections of the sonata form).

It has been found that the timbre of the clarinet in the Sixth Symphony is
interpreted in three directions: as an integral representative of the undifferentiated
group of wood; as a translator of musical-rhetorical motives of the semanticized
semantic layer and in the spirit of F. Mendelssohn's scherzo orchestral works.

It is proved that the clarinet in D. Shostakovich's military symphonies of the
forties reflects the principles of functional orchestration, the role of the instrument

derives from the program idea and is subordinated to the individual realities of



formation. The embodiment of motives of tragic content, high semantic load and
themes of grotesque character is due to the timbres of the clarinet family. The
principles of allusive themes in clarinet parts are emphasized (Beethoven's sonata
in Symphony Ne 7, generalization techniques through genre and genre features of
polka, cancan and march, which in clarinet parts parody the sphere of totalitarian
evil in Symphony Ne 8). The interpretation of the clarinet in the aspect of the game
logic of the concert theme in the symphony Ne 9 is noted.

The clarinet in the symphonies NeNe 10 — 12, the fifties, sixties and early
seventies is subject to the semantic collisions of the generalized philosophical-
tragic or program plot. D. Shostakovich's attention to the acoustic expressiveness
of the clarinet timbre and his participation in the intonation and image-emotional
centering of an important thematics of symphonies are noted. In the program
symphony Ne 13, the score consists of five clarinets (3 clarinets, clarinet-piccolo,
bass clarinet). It is emphasized that in the music of the symphony the parts of the
clarinet family are instructed to accentuate with «timbre motives» the states of
grief, crying, mourning or realization of the semantic principles of the symphony's
poetic lines in excessive scherzo, grotesque, sarcasm. Foolish clarinet warming due
to their bright acoustic nature is skillfully embodied as a template of a funny
musical text, which declaratively does not correspond to the situation of execution,
death. In the score of Symphony Ne 15, it is the clarinets that reproduce the
polystylistic encyclopedia of various compositional techniques and musical styles.

The scientific novelty of the research is that in the dissertation for the first
time all clarinet parts of D. Shostakovich's scores are analyzed in detail. The role
of the clarinet and the functions of its timbre in the space of orchestral and timbre
drama of major works of the composer are considered. Through the timbre of the
clarinet, the principles of D. Shostakovich's orchestral thinking in different periods
of his work are considered. The evolutionary length clarifies the role and place of
the clarinet in the formation and expressive-artistic aspects of symphonies, in the
process of symphony of the opera. Also, for the first time, the orchestral

difficulties in D. Shostakovich's opera scores with the participation of the clarinet



were systematized and a significant body of examples was given in the musical
appendix.

Practical value of of the dissertation is due to the possibility of using its
achievements and application materials in the courses of higher and secondary art
institutions: history of music, instrumentation, theory and history of orchestral
styles, clarinet methods, discipline «Studying orchestral parts and reading from a

letter» based on the music of D. Shostakovich.

Key words: orchestra, score, clarinet, timbre, orchestral thinking, timbre

drama, symphonic drama, polyphonic texture, timbre inversion.



CIIUCOK NYBJIKAIIN 3A TEMOIO JMUCEPTAIIII:
Cmammi y HayKo8ux iHO3eMHUX GUOAHHSX

1. Boiko Pavlo. Clarnet’s tembr in the Dmytro Shostakovich’s orchestral
thinking (on the example early symphonic scores of composer). Spheres of
culture. Journal of Philological, Social and Media Communication, Political
Science and Cultural Studies / Ed. by lhor Nabytovych, 2019, Lublin:
Uniwersytet Marii Curie-Sktodowskiej (UMC’S), Vol. VI. Pp.332-340.

Cmammi y naykosux eudannsx, sameepoxcenux MOH Ykpainu sax gpaxosi
3a HANPAMOM «MUCTNEYMBOZHABCTNEO »

2. boiixo I1. Ponb kiapHeTa y TeMOpOBOMY BTUIEHHI 00pa3y roJIOBHOI TepoiHi
onepu Jmutpa [llocrakoBnua «Karepuna I3maitsioBay. Axkmyanvui numarms
YMAHIMAPHUX HAYK: MIHC8Y3IBCbKULL 30IDHUK HAYKOBUX HNPAYb MOJOOUX
suenux [[pocobuybko2o 0epicagno20 neodazo2iuHo20 YHIGepCcumenty iMeHi
leana  ®@panka. T. 1 Bumyck Ne 30/2020. C.60-70. DOI:
https://doi.org/10.24919/2308-4863.1/30.212198

3. boiiko I1. Ponp knapuera B opkectpoBomy MucieHsi Jmutpa [lloctakoBruya
(Ha mpukiaal napTutTypu onepu «Hicy). Akmyanvui numanusa cymanimapHux
HAYK:  MIXCEY3I6CbKUll  30IpHUK  HAYKOBUX NpAyb  MOJNOOUX  GUEHUX
Ilpoeobuyvkoeo Oepocasnoco nedazoliyuHoco yHisepcumemy imeni leana
Dparka. T. 1. Bunyck No 31/2020. C 85-90.
DOI: https://doi.org/10.24919/2308-4863.1/31.213739

Hayxosi npayi, sixi 3aceiouyioms anpobayiro mamepianie oucepmayii
1. boiiko II.A. TemMOpoBO-AMHAMIYHI OCOOJUBOCTI KJIApHETa Y XYI0KHBOMY
cBiTi my3uku JImutpa [loctakoBuua // Tesu XIX MixHapoaHOi HAYKOBO-
npakTUYHOi  KOoHGepeHwii  «Mojoal  My3UKO3HaBI» Yy  pamKax
MDKHApOJIHOTO  HAYKOBO-TBOPUOrOo  MPOeKTy  «My3uuHa  KyJabTypa
CY4YaCHOCTI: BiJl HAYyKOBOT'O OCMUCJICHHS /10 BUKOHABCHKOI IHTEpIpeTaIlii Ta

immposizanii» 9-11 ciuns 2019 poky. Kui : KIM im. I'miepa. C.24-25


https://doi.org/10.24919/2308-4863.1/30.212198
https://doi.org/10.24919/2308-4863.1/31.213739

2. boiiko I1.A. Knapuer B opkectpoBoMy mucieHH1 Jmurpa IlloctakoBuya //
Tesu Cromoi MixHapOAHOI HAYKOBO-TBOPYOi KOH(eEepeHIil «XyI0xKHsS
KyJabTypa 1 MHUCTEI[bKa OCBiTa: Tpaauiii Ta cydacHicTh», 21
mucronana 2018 p. Kuis : HAKKIM, ¢.179-180.

3. boiiko I1.A. Kmapuer B opkectpoBomy muciensi Jmutpa IllocrakoBuya
(cuM(oHIUHI Ta ONEpHI MAPTUTYPHU PaHHBOTO Tepioxy TBopyocTi) //Tpers
MixHapoHa HayKOBO-IIpaKTUYHA KOHQepeHiis «YkpaiHa. €Bpomna. CBIT.
IcTopist Ta iMeHa B KyJbTYpHO-MHUCTEIBKUX pediekcisix», 7-8 mucTtomaga
2019 p., HMAY/ HamionanpbHa  My3uyHa  akajemis  YKpaiHu
imewi I1. I. Yaiikosebkoro. C. 17-20.

4. boitko II.LA. TemOp xnapuera y mnapturypi omnepu «Hic» [Imutpa
[ocrakoBuua //Te3n XX MikHapo HOT HAYKOBO-TIPAKTUYHOT KOHGbEpEeHIII1
«Monoal My3WKO3HaBLI» Y paMKax MIXKHAPOJAHOIO HAayKOBO-TBOPUYOTO
npoekTy «My3u4Ha KyJbTypa Cy4acCHOCTI: BlJ] HAYKOBOIO OCMHCIICHHS JI0
BUKOHABCHKOI 1HTepIpeTallii Ta imnposizaiii» 8—10 ciung 2020 poky. Kuis :

KMAM iwm. ['miepa. C.20-22.

5. boiiko II.A. Kmapuer y cumdonisx Jmutpa IlocTakoBuya B acmekTi
0COOIMBOCTEM OpPKECTPOBOTO MHCJIEHHS. Kynemyponoeia ma
MUCMEYMBO3HABCMBO: MOYKU OOMUKY Ma NePCneKmusy po36UmK)
Midxxcnapoona HayKo80-npakmuuHa KoH@epeHyis 3 KyIbmyporo2ii ma
mucmeymeoznascmea M. Benenisa: Benemiancekuii  yHiBepcuter Ka’
®ockapi, Iramis 27-28 mucromama 2020 poky. C. 49-53. DOI
https://doi.org/10.30525/978-9934-26-004-9-80



https://doi.org/10.30525/978-9934-26-004-9-80

