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AHOTANIA

PemerinoB b. 10. Konuepr nis ¢opremiano 3i CTPyHHHM OPKeCTPOM Yy
XX €TOJITTIi: TeHe3nc, eBOJIONisl, cenn(pika TpaKTOBKM KamepHocTi. — KBari-

dikariiina HayKoBa Iparlsl Ha MpaBax PyKOIHCY.

JlucepTallist Ha 3100yTTS HAYKOBOTO CTYTEHs JokTopa (ditocodii 3a creriaib-
HicTIO 025 — «My3suune mucrentBo» (02 — «Kynprypa 1 MuctenTBo»). Harionasns-
Ha My3uuHa akajaemis Ykpainu imeni I1. 1. YaiikoBcbkoro, MiHICTEpPCTBO KYJIbTYpH

Ta iH(opmaniiiHoi nomiTuku Ykpainu Kuis, 2021.

VY poOOTI BUSBJIEHI THUIIOJOTIYHI O3HAKH CaMOOYTHBOTO MaHPY KaMEpHOIro
KOHLIEPTY JUtsl opTemiaHo 31 CTPYHHHUM OPKECTPOM Kpi3b MPU3MY JCKIIBKOX ILIO-
IIMH: 1CTOPIis, OCOOJMBOCTI TPAKTYBAaHHS AEQiHILIN, MY3UYHO-CTUIBOBA MAaHOpPaMa
€M0X, PO3BUTOK OPKECTPY, CAMOOYTHICTh CTPYHHO-CMHUYKOBOi OpPKECTPOBOI I'pYIH,
TBOPYICTh MEPCOHATIH, IHTOHAIIIHHO-00pa3HUI aHaJII3 IpaMaTyprii.

Kanp popreniaHHUN KOHIIEPT HEOJHOPA30BO CTaBAB MPEAMETOM JOCIIIIKCHHS
y MY3WKO3HaBYMX HAYKOBHX IpaIsix B 0ararbox acmekrax. Binrak 3 ornsmy Ha mo-
MYJISIPHICTD JKaHPY OKPECIICHO MOT0 PI3HOMAHITTS BUSBIB Ta, BIJIMOBIAHO, CKJIAHOIII
JOCITIJKEHHS: CHHTETUYHA TIPUPO/IA, TIOTITYK MPOTOTHITIB TOIIIO.

Konuept csarae kopinuam B ictopii nmonasg 400 pokiB, a oTKe WOro cydyacHUM
BUTJISI] € PE3YyJbTATOM B3a€MOJIl (PyHIaMEHTATbHUX €CTCTHYHUX TEHJICHIIINA ToTe-
pennix enox. Big mepmmx BUTOKIB B J0OAPOUYHUMN MEPioj] Ta KIACUITUCTUYHOI YHI]i-
Kallii 10 po3rajly’K€HOi CUCTEMH AMBEpCcHUdIKallii, IKa MOYUHAETHCS B PoMaHTU3MI 1
JI0C1 TIPOJIOBXKYETHCS, KaHP KOHIIEPT MPOWIIOB JIEKiIbKa BarOMHUX CXOJHHOK CBOTO
ctaHoByieHHs. OCOOIMBUM TEPIOJOM B ICTOPIi CTAHOBICHHS CTaJIM POKH MisUTBHOCTI
K. Beb6epa, ®. Jlicra, ®. lllonena, P. [llymana ta ®. MennenbcoHa, apke B iX TBOP-
YOCTI 3’ ABIJIMCS TEPIIT TeHJEHIIT KaMepHOTro (OPTEMiaHHOTO KOHIIEPTY MICIS CTIOXH
Knacuumnsmy.

Pe3ynbTaT mocaipKeHHs T€HE3UCYy CBIAYMUTH MPO TE€, IO JO MOMEPETHUKIB HKa-

HPY BITHOCSTBHCS Meca, XOPOBHI KOHIIEPT, TPiO-COHATA, COJbHA IHCTPyMEHTAIbHA



My3HuKa, CONCerto grosso, conara, KaMepHUi aHCaMOJIb, KOHIIEPT 3 OPKECTPOM, CHM-
donis Ta kBiHTET I hopTeniaHo 31 cTpyHHUMH. OCTaHHIN >KaHp € HaWOUIbII Ha-
ONMMKEHUM /10 KaMepHOTO (hOpPTEIiaHHOTO KOHIEPTY, ajke (PyHKIIIs CTPYHHOI TPYIH
y KBIHTETI HEpIIKO OTPUMY€ MPOYUTAHHA, SIKE YHOIIOHIOETHCS KOHIEPTHIN (yHK-
IIMHOCTI (TEHJICHIIIT 10 YIIUIbHEHHS CTPYHHOTO TeMOpY, amelsilis 10 BUpaKaIbHUX
MO>KJIMBOCTEH COJIBHUX TEMOPIB TOIIIO).

Sxo me enoxy PomanTu3zMy KkamMepHUN KOHLIEPT 3HAXOAMBCS MaiiKe B 3a0yT-
Ti, TO CHOPaBXKHIA PO3KBIT kKaHPY SCKPaBO peanizyBaBcsi y XX CTOMITTI, IPUYUHOIO
YOTO CTaJIM JEKUIbKa MOJIOKEHb: 3MIHA €CTETUYHUX MapaJiUurM 13 3aco0amMu BUPa3HO-
CT1 HOBOT'O €Tarly; 3alliKaBJIEHICTh ABTCHTUYHUM BUKOHABCTBOM; MPAKTHUYHA CUTYa-
TUBHICTh — MOTpeda y ManuxX CKJIaJax B HEBEJIMKUX MICTaX; BUKOPUCTAHHS KOMIIO-
3UTOPaMU B paHHIM 1epioJi TBOPUOCTI 3MEHILIEHUX CKJIAA1B OPKECTPY K HaBYAIbHOIO
etamy (OpMyBaHHSI OPKECTPOBO-(PAKTypPHOrO BITUYTTS «BEIUKOr0» CUMQPOHIYHOTO
OpKECTpy; HPOTUAIS YIIUJIbHEHIHA TinepTpoPOBAHOCTI OPKECTPOBHX HApPTHUTYp, AKa
oTpuMaja CBO€ Kpu30Be cTaHoBHIIE HA MexXl XIX—XX croniTh (Hampukiaa, y TBOP-
yocTi P. Baraepa ta I'. Manepa).

Okpemy yBary B aucepTalli npuauvieHo AediHiiiHOMY pI3HOYMTAHHIO TaKUX
TEPMIiHIB, SIK «KOHIIEPTHICTH», «KAMEPHICThY, «KaMepHi3allis». 3a3HAa4eHHsI Ta CHC-
TeMaTH3allisl MaHIBHUX MY3WKO3HABUMX TIIyMadeHb IEMOHCTPYIOTh IXHIO CyTEepEwIH-
BY HECIIPOMOXKHICTh BIJIMIOBIJIATH CYYaCHUM YKaHPOBO-CTUILOBUM TEHJCHIIISIM B 00-
JacTi KaMEPHO-OPKECTPOBUX KOHIIEPTIB.

KoH1epTHiCTh SIK KOMIO3UTOPCHKUI MPUHITUI MHUCICHHS 0a3yeThcs Ha JBOX
PYIIIHHUX MOJOKEHHAX, K1 CTBOPIOIOTH YMOBH ICHYBaHHSI OPKECTPOBOTO KOHIIEPTY:
NPUHIIMIIOBE JYyOJIIOBAaHHS OPKECTPOBHUX TOJIOCIB Ta KOHUEMIIMNHE B1IOKPEMIICHHS
COJIbHUX T'OJIOCIB Y MY3UYHOMY TBOPI.

binbioi yBaru npuBepTae «kkaMepHICThY, IKa HE Ma€ OJTHO3HAYHOTO aHAJIOTy B
YKAHPOBIM MY3UYHO-CTHIIbOBIHM MamiTpi (KaMepHO-IHCTPYMEHTalIbHA MYy3UKa — 3HaY-
HO IITUpIIIAa Ta HEOJHO3HAYHA XapaKTePUCTHKA 3a TaKl TOUHI BU3SHAYCHHS, SIK, HAIIPH-

kiaj, cuMpoHia ado conara). Bigrak, po3risgaioud cUTyalli, pu SKUX aBTOp My3H-



YHOT'O TBOPY HAJALISE HOTO XapaKTEPUCTHKOIO «KaMEpHHI», MOCTAE 3a/1aya perjiame-
HTYBaTH WOTO TUIOJIOTIYHI 3acaju. B Xoai JOCIIIPKEHHS KaMEPHOT'O KaHPOBOTO 3pi-
3y KOHIIEPTHHX TBOPIB c(hopMyBaiach cucTeMa ieHTU(IKAIIHHUX OPIEHTUPIB Kame-
PHOCTI, fIka BUMAJIbOBYE 3HAYHO YTOUHEHY KapTHHY CIielu(iKi 3a3HaYEHOI XapaKTe-
puctuku. KamepHocTi, sIK 151 TPUHIIUITY MY3UYHOTO MUCJICHHS, IPUTAMaHH1 CIM T0-
JOXKEHb: AaCKeTHYHICTh y 3aco0ax BHUPA3HOCTI, IHCTPyMEHTajJbHAa HECTAOLIBHICTH,
MOITYKOBUM XapaKTep, OMUHAHHS TYUYHUX 3BYYHOCTEH, 301/IbIIIEHA KIJIBKICTh JTUHAMI-
YHUX Tpajialii, 1HAUBIAyaTi30BaHl TEXHIYHI MapTii IHCTPYMEHTIB CTPYHHOT'O OPKECT-
Py, aKIIEHT Ta JIPUYHO-CYO’ €KTUBOBAHIM, IHTUMHIN cdepl ApaMaTyprii.

Tepmin «kamepHizallish» Ha ChOTOAHI HEPIJKO 3aCTOCOBYETHCS HAYKOBISIMU SIK
CBIJYEHHS 1HTEpECY KOMIIO3UTOPIB JO KAMEPHHUX JKaHPIB B MEBHUU NEPIOJ 1CTOPIi.
OpHak J1aHe CJIOBO B My3WYHHUX CJIIOBHHKAX HISK HE TIIYMAYUThCS, & OTKE KOXKHA CH-
Tyallisi 3aCTOCyBaHHs 0€3 HaJIeKHOI apIyMEHTaIlll 3aIUIIA€EThCsl CyO EKTUBHOIO 1HTE-
pIpeTali€o apTopa. 3a3HaueHe MOHATTS TONOBHIOETHCS Y BUTIISIAL ABOX MIABUIIB —
CUTyaTHBHa KaMepHi3allisa (KaMepHOIMOI0OHMI KOHIIEPT) Ta IHTEHIIIITHA KaMepHi3aIlis
(xamepuuii koH1lepT). KoHuept mns dopremniaHo 31 CTPYHHUM OPKECTPOM Jist MIHOP
®. MenaenbcoHa JOCTIKEHO B JUCEpTallii SK XPOHOJIOTIYHO HaMMEepIIHi 3pa3ok
YKAHPY, a OT)KE MOTro 1HTOHAIIMHO-00pa3HUil aHasi3 ApaMaTyprii BUKOHAHO B PaMKax
MOJIOKEHb 1010 IHTEHIIMHO-KaMepPHI130BaHOTO MY3UYHOTO TBOPY.

XKanpoBo-cTunproBa maHopama XX CTOJITTS JEMOHCTPYE JIBa MaHIBHUX TUIHU
KaMepHHUX KOHIIEPTIB — KOHIIEPT 3 KAMEPHUM OPKECTPOM Ta KOHLIEPT AJIsi KaMEPHO-
ro ancamOmio. IIpuHIMIOBA PiI3HULA MI)K HUMH TOJISATA€E y CHelu@ill CTaHOBIEHHS
KOPJOHY MIDK OPKECTPOM Ta aHCaMOJIeM, siKa SICKpaBO MPOSBISIETHCS B (PYHKIIIOHATb-
HI1i €BOJIIOIIT CTPYHHOTO OPKECTpY.

CTpyHHO-CMHYKOBA Tpyma, K CAMOCTIHA OPKECTPOBA OIMHUIII 3 ICTOPIEIO
noHaa 300 pokiB, cTae cepueBUHOIO (hOpMyBaHHSI KaMEPHOTO (POPTEIIaHHOTO KOHIIE-
pTy. Bigrak eBodtoiisi CTPYHHO-CMUYKOBOI OPKECTPOBOI I'pyIHU TICHO MOB’s3aHa 3
PO3BUTKOM KaMEpHOTO KOHLEPTY. [0 rOJOBHMX O3HAK CTPYHHOI IPYIU BIAHOCATHCS

NpUHAUMHI TP MO3UIlIT: TeMOpaibHA MOOUIBHICTh Yy TMEPEeXo/l Bi (PPEecKOBOro 0



COJILHOTO 3BYYaHHsI; CyOKaTerOpiaibHICTh Ta MOHOJIITHICTh TEMOpPY; 3aMIIICHHS Te-
MOpIB KOJIEKTUBHO-MICBIIOMOI CIIyXOBO1 1HEpIlIi 3By4aHHs] CHM(OHIYHOTO OPKECTPY,
sSIKE TIPOSIBIIIETHCSA Y MOIIYKY HOBUX 3aC001B BUPA3HOCTI.

My3ndHO-cTHIIROBA TTaHOpaMa XX CTOMITTS IEMOHCTPYE MOCWICHHHA 1HTEpeC
KOMITO3UTOPIB JO KaMEPHOT0 KOHIIEPTY. Y poOOTI JOCIIIKEHO MPUYMHU TaKOi TEH-
JICHIIT Ta HaBeJeHI OCHOBHI BEKTOPU MOMAAJIBIIOrO PO3BUTKY B 00JIACTI >KaHPOBHUX
MOIIYKIB SIK B YKPAiHChKIM MYy3HIIi, TaK 1 B 3aX1THOEBPOIEHUCHKIN. 3a3HaueHo, 1110 TO-
CTPOMAaHTUYHI1 1HCTPYMEHTAJIbHO-TEMOPOBI TEHJEHIIII B aCMeKTi cHelu(iku Kamep-
HOTO KOHIEPTY PO3MAJalOThCs HAa JIBa MPOTWIICKHUX BEKTOpPH PO3BUTKY. OmHa 3
HUX — BIJIIIEHTPOBa — CHUM(OHI3AIlI Ta PO3IIMPEHHS] KaMEPHO-THCTPYMEHTaIbHUX
ckiafdiB. [Ipyra — moneHTpoBa — MiHIMI3allisl, BIACIKAaHHS OPKECTPOBUX IPYIl TA aB-
TOPCBhKE XYJI0KHE CaMOOOMEXKEeHHS y 3aco0ax BupasHocTi. OOMABI TEHICHIIIT A1I0Th B
paMkax oOJacTi 1HCTpyMEHTalIbHOI JuBepcuGiKaIlli KaMEpHUX KOHIIEPTIB, & OTKE
My3W4H1 TBOPHY 3a3HAYEHOTO JKaHPY PO3TAIIOBaHI HA HECTAOUIBHIN MEX1 MIXK Kamep-
HO-IHCTpYMEHTaJIbHUM aHcamMOJieM Ta CUM(]OHI€IO.

OtpuMaHi pe3yJIbTaTH 3aCTOCOBYIOThCS 10 HAMACKPaBIIIUX 3pa3KiB KOHIEPTIB
ISt opTemiaHo 31 CTPYHHUM OpKecTpoM y XX cTodiTTi: Tema 3 BapiaiisiMu «HoTu-
pu TemmnepameHTH» s Gopremniano 1 ctpyHHoro opkectpy II. I'uagemita, Konuepr
115t popremniano 1 ctpyHHOrO opkectpy A. I'. IlIniTke Ta e’ ara kamepHa cuMQpoHis
«Quid pro quo» €. ®. CrankoBuya. KoxkeH 3 aBTOpIiB 3ampoIiOHyBaB CaMOOYTHIO
KOHLIETILIIO peaji3allii IHCTpyMEHTaIbHOTrO (opMary «popTemniaHo 31 CTPYHHUMK B
paMKax KaMepHOTO KOHIEpTy. [liicyMoByoUrM pe3ysbTaToM B 00JIacTl ApaMaryprii
CTa€ HACTYyMHE KoJio TeM Ta oOpa3iB: Konnemis Jlrogunu kpizb npusmy QyHKIIOHA-
apHOi mncuxodorii y II. I'impemita, Ecxartonoriuna xonuernmis ¢inocodcrko-
peniriiiaux nutanb OyTTst ocoductocti y A. I'. llInitke Ta Konuenmis cy0’eKTUBHOT
partioHami3aIii HeAOCSHIKHOTO y cydacHii miiicHocTi y €. @. CtankoBuya. PizHoMa-
HITTS OOpaHMX 1/ TBOPIB JIa€ 3MOTY CTBEP/IXKYBAaTH, 1110 KAMEPHUN KOHIEPT aKICH-
Ty€ yBary KOMIIO3UTOpa Ha ICHUXOJIOTI30BAHOMY, IHTUMHOMY Ta OCOOMCTICHOMY B

aCIeKTax CTAaHOBJICHHS IHTOHALIMHO-00pa3HOi JpaMaTyprii.



VY pesynbTaTi AOCTIHKEHHS dKAHPOBOTO 3pi3y KaMEPHOTO KOHIEPTY it Gop-
TeIMiaHo 31 CTPYHHUMH BHOKPEMJIEHI HOro ieHTHU(]IKaIiitHI 03HAKH, SIKI CTPYKTYpPO-
BaHO 3a JIBOMa MPUHIIMIIAMUA — 30BHIIIIHI Ta BHYTpiIHi. /[0 mepiioi kareropii BigHO-
CSITHCSI TPH TIOJIOKEHHSI — aKyCTUYHI PIILIEHHS 3 OTJISAY Ha JUHAMIYHI MOYJIMBOCTI;
JKaHPOBUM CHMO103 KOHIIEPTHOCTI, CUM(OHIYHOCTI, aHCAMOJICBOCTI; IE€PEBAKHUI
po3nan ppeckoBuX TeMOpPiB Ha cyOkareropii (MikctH, S0l0), M0 CrOHyKae 10 Oib-
moi geranizarii ronociB gakrypu. o apyroi (BHYTpIIIHBOi) TPyHH O3HAK BITHO-
CSITHCS CIM TOJIOXKEHb: TIEPEOIliHKa 3ac001B BUPA3HOCTI; MiHIMai3allisl TBOPY Ha BCIX
CTPYKTYPHHUX pIBHSX; APIOHI piBHI AHQEpeHIiialii npu OIbIIOMYy CEMaHTUYHOMY Ha-
BaHTa)KEHHI; crernudidyHi 0COOIMBOCTI MapTiil COJliCTa Ta OPKECTPY; IMEpeBaKaHHS
JIOMIHAHTHO-COJILHOTO Ta MAPUTETHOIO THUIIB J1aJOT1YHOT KOMYHIKAIIIl; TSOKIHHS J10
KOMITaKTHOCTI Ta JIAKOHI3MY (POpPMU 3 KaJICHIIMHO-PO3raly>KEHOI CUCTEMOIO COJIb-
HUX emi30/AiB (opTemiaHHOi MapTii; aKIEeHT Ha 0OCOOUCTICHOMY 00pa3Hiil cdepi apa-
MaTyprii.

Jlo HayKoBOi HOBM3HM JIHUCEPTALIMHOTO JOCIIIKEHHS BIHOCSTHCS HACTYIIHI
MIOJIO’KEHHS: JIOCHIKEHHSI CTAHOBJICHHS >KaHPOBOTO MiABUAY KaMEpPHOTO KOHIIEPTY
U1t (hopTeniaHo 31 CTPYHHUM OPKECTPOM Ta (POPMYBaHHS TUIOJOTTYHUX O3HAK KaH-
py; JOTIOBHEHHS Ta YTOYHEHHS Ne(iHIIIN, SKI € »XaHPOBUMH udepeHIiaTbHIMU
OpIEHTUpPaMU; BBEACHHS MOHATh «IHTEHIIIITHA KaMepHI3allsd» Ta «CUTyaTUBHA Kamep-
Hi3aIlis»; IHTOHAIIIWHO-IpaMaTypriyauit ananiz Konuepty ms ¢opremniaHo 31 CTpyH-
HuM opkectpom @. Menaenncona, Temu 3 BapiamisiMu «HoTupu TeMIiepamMeHTH
I1. I'innemita, Konuepry ans ¢opreniano 31 ctpyHHuM opkectpom A. I'. IITHiTKe Ta
JleB’satoi kamepHoi cumdonii «Quid pro quo» €. ®. CtaHkoB1YAa B acleKTi caMOOyT-
HOCTI IHCTPYMEHTAJIBHOTO (hopMaTy-KaHPy KaMEpHOro KOHLEPTY il (hopTemiaHo 31

CTPYHHHUM OPKECTPOM.

Kuarw4oBi cioBa: KOHIEPT, KaMEpHHI KOHIIEPT, CTPYHHUU OPKECTp, KaMep-

HICTb, KAMEpHI3allis, )KaHp, 1CTOPIsl.



ANNOTATION

Reshetilov B. Concerto for piano and string orchestra in the twentieth
century: genesis, evolution, specifics of interpretation of chamberness. — The

qualifying scientific work on the rights of the manuscript.

PhD thesis research presented on a specialty 025 — ‘Music art’ (02 — ‘Culture
and art’). Ukrainian National Tchaikovsky Academy of Music, Ministry of Culture

and Information Policy of Ukraine Kyiv, 2021.

The typological features of the original genre of chamber concerto for piano
and string orchestra are revealed in the work through the prism of several planes:
history, peculiarities of interpretation of definitions, musical-stylistic panorama of
epochs, orchestra development, originality of string-bow orchestra group, creativity
of personalities, intonation-character analysis of dramaturgy.

The genre of piano concerto has repeatedly been the subject of research in
musicological studies in many respects. Therefore, given the popularity of the
genre — its diversity of manifestations and, accordingly, the complexity of the study
are outlined: synthetic nature, search for prototypes, and so on.

Concerto has its roots in the history of more than 400 years, and therefore its
modern appearance is the result of the interaction of fundamental aesthetic trends of
previous eras. From the first origins in the pre-baroque period and the classicist
unification to the extensive system of diversification, that began in Romanticism and
still continues, the concerto genre has gone through several important stages of its
formation. A special period in the history of formation were the years of K. Weber,
F. Liszt, F.Chopin, R.Schumannand F. Mendelssohn, because in their work
appeared the first tendencies to the chamber piano concerto after the Classicism.

The results of the study of the genesis indicate that the origins of the chamber
concerto include the following genres: mass, choral concerto, trio sonata, solo

instrumental music, concerto grosso, sonata, chamber ensemble, concerto with



orchestra, symphony and quintet for piano and strings. Given the two-timbral
stimulus for the development, the latter genre is the closest to a chamber piano
concerto, because the function of a string group in a quintet often gets such
interpretation, that is similar to concert functionality (tendency to tighten the string
timbre, appeal to the expressive possibilities of solo timbres, etc.).

The real flowering of the genre has clearly happened in the twentieth century,
which was caused by several points:

e the change of aesthetic paradigms with the means of expression of a new
stage;

e interest in authentic performance;

e practical situationality — the need for small orchestra instrumentation in small
towns;

o the use of reduced orchestra compositions by composers in their early works
as an educational stage in the formation of the orchestral texture feeling of a
‘large’ symphony orchestra;

e counteracting the condensed hypertrophy of orchestral pieces, which gained
its crisis at the turn of the XIX-XX centuries (for example, in the works of
R.Wagner and G. Mahler).

Also, an attention was paid to definitional discrepancies of such terms as
‘concert’s character’, ‘chamberness’, ‘chambernization’. The notation and
systematization of the prevailing musicological interpretations demonstrate their
contradictory inability to correspond to modern genre and style trends in the field of
chamber orchestra concertos.

Concert’s character as a composer’s principle of thinking is based on two
dominant points that create the conditions for the existence of an orchestral concerto:
the fundamental duplication of orchestral voices and the conceptual separation of solo
voices in a composition.

‘Chamberness’ term attracts even more attention, not having unambiguous

genre analogue in the palette of musical style properties (instrumental chamber music



IS @ much broader and ambiguous characteristic than such precise definitions as, for
example, symphony or sonata). As a principle of musical thinking, chamberness has
seven properties: asceticism in the means of expression, instrumental instability,
‘searching’ character, avoidance of loud sonorities, increased number of dynamic
gradations, individualized technical parts of string orchestra instruments, accent on
lyrical and subjective, intimate sphere.

The term ‘chambernization’ is often used by scientists today as evidence of the
composers' interest in chamber genres in a certain period of history, but this word is
not interpreted in musical dictionaries. This concept is supplemented by two
subterms — situational chambernization (chamber-like concerto) and intentional
chambering (chamber concerto). The intonational-character analysis of the Concerto
for piano and string orchestra in A-minor by F. Mendelssohn is studied in the thesis
as chronologically very first example of the genre, besides, chamber concerto was
almost in oblivion during the era of the Romanticism.

Genre and style panorama of the twentieth century demonstrates two dominant
types of chamber concertos: concerto with a chamber orchestra, and concerto for a
chamber ensemble. The fundamental difference between them is in the specifics of
the formation of the boundary between the orchestra and the ensemble, and it is
clearly manifested in the functional evolution of the string orchestra.

The strings instrumental group, as an independent orchestral unit with a history
of over 300 years, becomes the core of the formation of a chamber piano concerto.
Therefore, the evolution of the strings group is strongly connected to the development
of chamber music. The main features of the strings group include at least three points:

e timbre mobility in the transition from fresco to solo sound;

e subcategoriality and solidity of the timbre;

o replacement of the timbres of the collective subconscious auditory inertia of
the sound of the symphony orchestra, which is manifested in a search for new

means of expression.
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Musical style panorama of the twentieth century demonstrates an increased
interest of composers in the chamber concerto. In this work are studied the causes of
this trend and are given the main vectors of further development in the genre searches
in Ukrainian music, and the music of Western Europe as well. It is noted that the
post-romantic instrumental timbre tendencies, in the aspect of the specifics of the
chamber concerto, fall into two opposite vectors of development. One of them,
centrifugal — symphonization and extension of chamber instrumentations. The
second, centripetal — minimization, cutting off orchestral groups and the author’s
artistic self-restraint in the means of expression. Both tendencies operate within the
field of instrumental diversification of chamber concertos, and therefore musical
works of the mentioned genre are located on the unstable border between
instrumental chamber ensemble and symphony.

The obtained results are applied to the brightest examples of concerto for piano
and string orchestra in the twentieth century: Theme and Variations ‘The Four
Temperaments’ for piano and strings by P. Hindemith, Concerto for piano and strings
by A. Schnittke and Chamber Symphony No. 9 ‘Quid pro quo’ by Y. Stankovych.
Each of the authors created an original concept of realization of the instrumental
format ‘piano with strings’ within the chamber concerto genre. The final result in a
matter of dramaturgy is the following range of themes and images: The concept of
Human through the prism of functional psychology — P. Hindemith, Eschatological
concept of philosophical and religious issues of personality — A. Schnittke, and the
concept of subjective rationalization of unattainable in modern reality —
Y. Stankovych. Taking into account the variety of ideas in selected works, it is
possible to suggest that the chamber concerto focuses composer’s attention on the
psychologised, intimate and personal in terms of the formation of intonation-
character dramaturgy.

The typological features of the original genre of chamber concerto for piano
and string orchestra are revealed in the work through the prism of several aspects:

history, musical style panorama of epochs, peculiarities of interpretation of terms,
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orchestra development, originality of the orchestra strings group, creativity of
personalities, intonational-character analysis of the selected works. As a result of the
study of the genre cross-section of the chamber concerto for piano and strings, its
identification features were structured according to two principles — external and
internal.
The first category includes three points:
e acoustic solutions given the dynamic capabilities;
e genre symbiosis of concert’s character, symphonity, ensemblity;
e prevailing decay of the fresco timbres into subcategories (mixed timbres,
solo), which leads to greater detailing of the voices texture.
The second (internal) group of features includes seven points:
e reassessment of means of expression;
e minimalization of the musical composition at all structural levels;
e small levels of differentiation at higher semantic load,;
e specific features of soloist and orchestra parts;
e prevalence of dominant-solo and parity types of dialogic communication;
o the tendency to compactness and laconicism of form with a cadence-
extensive system of solo episodes of the piano part;
o emphasis on the personal in the character sphere of the dramaturgy.
The scientific novelty of the thesis research includes the following points:
e complement and clarification of definitions, which are genre differential
guidelines;
e introduction of the concepts of ‘intentional chambernization’ and ‘situational
chambernization’;
e intonational and dramaturgic analysis of Concerto for piano with string
orchestra by F.Mendelssohn, Themes and Variations ‘The Four
Temperaments’ by P. Hindemith, Concerto for piano with string orchestra by

A. Schnittke and Chamber Symphony No. 9 ‘Quid pro quo’ by Y. Stankovych
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in terms of the originality of the instrumental format-genre of the chamber

concerto for piano and string orchestra.

Keywords: concerto, chamber concerto, string orchestra, chamberness,

chambernization, genre, history.
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