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HaykoBe oOTrpyHTyBaHHS TBOPYOTO MHUCTEIBKOTO TMPOEKTY Ha 3H00YyTTS
TBOPYOTO CTYyMEHs JOKTOpa MHCTENTBa 3a chermianpHicTIoO 025 «My3uuHe
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iHpopmarliitHoi noniTuku Ykpainu, Kuis, 2023.

3micT aHoTamii

Meta poboTH - TpoaHali3yBaTW Cy4YacHH CTaH Ta TEHJEHIlI PO3BUTKY
KOHLIEPTY JUIsl TiTapu 3 OpKeCTpoM. B poOOTI OKpeclieHO OCHOBHI eTamu
CTaHOBJICHHsSI KaHPY TiTapHOro KOHIEpTy. HaromomieHo yBary Ha TOMYy, IO
KOHIICPTHHH >KaHP € OJHUM 3 IEHTPAJIbHHUX y cdepi akajemiuHoi My3uku. Etan
KpUCTaNi3alii BUPA3HUX PHUC KOHIIEPTHOTO KaHpy OYyB CBIUEHHSIM CBITOIJISIIHUX
3MiH, SIKl BiIOyBaJuUCh B MHUCTEIBKOMY Ta KYJIbTYpHOMY mpocTopi. dopmyBaHHS
KaHPy BUCTYIIA€ BIAMOBIIII0 HA 3MiHHM, SIKi Bi1OyBarOThCA B coliyMmi. [lopomkeHHs
IHTEpeCy 0 JIIOJCHKOI OCOOMCTOCTI, sIKE crocTepiraeThesi y enoxy HoBoro uacy,
peamizyeTbcsl y  aKTyajizamii JKaHpy, CYTHICHY OCHOBY SKOIO CTaHOBUTH
BUOKPEMJICHHSI OJIHOTO COJICTa 3-TIOMDXK 3arajibHOr0 OPKECTPOBOTO 3BYYAHHS, SIKE
CTa€ 3aTBEP/KCHHAM BHUCOKOTO CTAaTyCy IHCTpyMeHTaldbHOI My3uku. KoHuepTHuit
KaHp, SIKMA MiTHOCUTH 1HIWBIAYyaJlbHY BIPTYO3HICTh Ta TpodecioHaai3M apTHUCTa-
BUKOHABI[Sl HAa BUCOKHUU MIa0elb, 3aKPIITIOETHCS B 1CTOPIT MYy3UYHOTO MHUCTEIITBA.
BuxkoHaHHs KOHIEPTIB [Js IHCTPYMEHTY Y CYNPOBOAI OpKECTPY TIOCTa€e
3aCBITYCHHSAM TiTHECEHHS MalCTEpHOCTI BHKOHaBIIB. Kpucramizallis KOHIEPTHOTO
KaHpy BinOyBaeThcs y A00y 0apoko, MpoTe BiH MPOJOBXKYE TpaHCHOPMYyBATHUCS Ta
MepepoKYBaTUCS, BIAMOBIAHO O HOBOTO 3MICTY Ta THX 00pa3iB, SIKi aKTyallbHI IS
HACTYITHUX MUCTEIbKUX CTUJIIB.

CraHOBJIEHHSI TITapHOTO KOHIEPTY BimOyBaeThcss y XVII cromitTi, KOIH
Ha0yBa€ pO3BHUTKY IHCTPYMEHTaJIbHE aMaTOPChKE BHUKOHABCTBO HAa CTPYHHO-
mUnKoBUX 1HCTpymeHTax. Illmax Big concerto grosso M0 KIACHYHOTO KOHIIEPTY

JEMOHCTPY€E HE JIMIIE CBITOTJISHI 3MIHM Y CYCHUIBCTBI, @ I HOBITHIO MPAKTUKY



MY3UYHOI KOMYHIKalli, 110 BiIOYyBa€ThCSA y 3B'A3KY 13 KOHTpacToM tutti i soli. ¥
TBOPUYOCT] ITAJIACHKUX KOMIIO3UTOPIB KPUCTATIZYEThCS TPUYACTHHHA CTPYKTypa
KOHLEPTHOTO LIMKIY, & TAaKOX BHHUKAIOTH 0a30Bl1 MPUHUMUIIM B3a€MOJIIi colicTa Ta
opkecTpy. BuHMKa€e KOHTpACT MK IIBUAKUMU Ta €HEPridHUMU KpalHIMU po3JiIaMu
Ta MOBUIBHOIO IPYTOI0 YaCTUHOIO.

[Tanmificbki KOMIIO3UTOPH CTBOPIOIOTH MEpIIl  KOHLUEPTH I  TITapu
(manmonian) 3 opkectpoM — A. BiBanpai, ®@. Kapymni, M. Jlxyniani, ®p. ModiHo.
Hactymuuii eram 3allikaBIEHOCTI XaHPOM KOHIIEPTY IUIS TiTapd 3 OPKECTPOM
BiOyBaeTbest y XX cromiTri. EBomomiss cydacHOro TiTapHOTO MMCTEITBA
BiIOyBaslacd 3aBASKHU IOSIBI HU3KU MPOBIAHUX TITAPUCTIB, AKI CBOEIO AISUIBHICTIO
YHAOUHHJIM HEOOXiqHiCTh (OpPMyBaHHS HOBOTO peNepTyapy. IX TBOpuYa aKTUBHICTB
IHIIIIO€ HAMWCAaHHA TITapHUX KOHUEPTIB TakuMu TBOpLsMHU, sK X. Poapiro,
M. KacrensnyoBo-Tenecko, E. Bimnma-Jlo6oc, 1m0 CTaHOBISATH OCHOBY TBOPYOIO
TIPOEKTY.

VY migposnimi 1.2. mocmimkeHo 0coOJMBOCTI (eHOMEHY KOHIEpTHOCTI. Take
MOHSTTS, SIK KOHIIEPTHICTh NMPUTAMaHHE JJIA JKaHPY KOHIEPTY, X0ua TAaKOX MOXKE
OyTu 3acTtocoBaHe 10 1HIMUX (coHatu, (yru). BoHo He 3aBxkau TOB’s3aHE 13
BIPTYO3HO BHPA3HOK OCHOBOIO, a 37cOUIBIIOr0 TIEepPEeHOCUThC Yy  chepy
BHYTPIIITHBOTO, JIaJOTIYHOTO MOoYaTKy. KOHIEPTHICTh € XapaKTepHUCTHKOIO, IO
IPOSIBIISETHCS 3aBIAKU CHelU(PiTHOMY OJIUCKYYOMY, BIPTYO3HO-PENPE3EeHTATUBHOMY
iHCcTpyMeHTanismy. O. BapansH TpakTye KOHIIEPTHICTD SIK  TaKy, 10 0a3yeThcs Ha
IrpOBOMY TIPUHIIUII, MAa€ TOCUJIEHY J1aJOTIYHICTh y MPOTHCTaBICHHI tutti Ta solo,
3MarajipHICTh T4 PUTOPUYHICTH. [1oTpiOHO BIAPI3HATH MOHATTS “KOHIIEPTHICTH’ Ta
“KOHLIEpPTYBaHHS ', aJUK€ KOHIIEPTYBaHHSI CIPUUMAETHCS AK 3arajilbHUN HPUHIUIT
3By4YaHHS IHCTPYMEHTIB, 1[0 HECE Y c001 BIIOUTOK 3MarajibHOCTI, IO MPOSIBISIETHCS Y
SICKpaBiil MPE3EHTATUBHOCTI Ta BIPTYO3HOCTI.

Y npyromy po3aiii mpoaHaTi30BaHO JKaHP TITApHOTO KOHIIEPTY HA MPHUKIAII
tBOpiB X. Ponpiro, M. KacrensuyoBo-Tenecko ta E. Binna-JIo6oca Ta BcTaHOBIEHO
MOXJIMBICTh 1X TO€JHAHHS Y TBOpUOMY MpoekTi. JKaHp I1HCTPYMEHTAIbHOIO
KOHIIEPTY CTa€ HOBOIO c(eporo PpO3BUTKY KIACHYHOTO TITapHOTO pemnepryapy,

BIIKpHMBaIOYM HOB1 KOMITO3UTOPCHKI MOKJIMBOCTI, /1€ MAKCUMAJIbHO KOHIICHTPYIOTHCS



IHAMBIAYaTbHO-CTWIIBOB1 ~ BJIACTUBOCTI  KOMIIO3UTOPIB  cy4yacHocTi. CTBOpeHHs
ICHAaHCBKMM ~ KoMmmo3uTtopoM  XoakiHo  Poapiro  pemepryapy B JKaHpi
IHCTPYMEHTAJIBHOTO KOHIIEPTY CIPHSUIO MiABUIICHHIO CTATyCy KJIACHYHOI TiTapu K
KOHIIepTHOrO iHCTpymeHTy. IlpoBenenmii aHami3 JaB 3MOTY BHSBHTH Ta
MPOCIAKYBATH 3arajbHl BIACTUBOCTI (pEHOMEHY KOHIIEPTHOCTI.

Bcei mepeniyeHi koHuepTd Oyiad HamucaHl Ta NPUCBAYEHI MPOBIAHUM
ritapuctaM XX ctomiTTs. CHOulbHUM TOKa3HUKOM ISl KOHIIEPTIB € 3BEPHEHHS 10
KJIaCHYHOI TPUYACTUHHOI CTPYKTYpH TBOpPY, A€ Apyra 4acTHHA TOCTAaE JiPUYHUM
HeHTpoM TMKIy. [Ipore THmM KOHIEPTiB, iX 0Opa3HO-TEMAaTHMYHUIN IUIaH,
KOMITO3UI1HI METOAM Ta MPOSIBU KOHLUEPTHOCT1 OYAyTh NPUHIIUIIOBO PI3HUMHU.

Konuepthicte y TBOpi XoakiHo Ponpiro mnposiBAsETbCS Uepe3 sICKpaBy
BUKOHABCbKY MaiCTEpPHICTh, MIAJOTIYHICTh B3a€MOJII TiTapu Ta OPKECTPY, THYUKY
KOMYHIKaIir0 MbK HUMH. KOHIEpT 1jis TiTapu 3 opkecTpoM «Apanxyec» XoakiHa
Poapiro € npukianom TBOPY, y SIKOMY HasiBHI aHTUTETHYHICTb Ta BIPTYO3HICTb, SKI
OpUTaMaHH1 IS 1HAMBIAYaJbHOTO CTHJIFO MUTISL 1, BOJHOYAC, € pHUCAMH, IO
XapaKTepH1 IS TPaAUIIHHOI 1CITaHChKOT My3UKH. Bi3HaueHO TeMaTUuHy OJIM3bKICTh
MY3UYHOTO MaTepialy KOHILEPTY JKaHpaM ICHaHChKOTO (OJIBKIOPY, a TaKOX
BUKOPUCTAaHHS B HHOMY THUIIOBUX HAPOJHUX MPUHOMIB PO3BUTKY (MOTHUBHOTO,
BapitOBaHHS TOIIO).

Y konmepti Mapio KacrensHyoBo-Teaecko, M0 HAJICKHTh JO IFPOBUX
KOHIIEPTIB, MK TIAPTIEI0 COJIICTAa Ta OPKECTPOM BCTAHOBIIOIOTHCS MAPUTETHI 3B’ A3KH.
[linBuiieHe 3HAYECHHSI Ma€ MPHUHITUI JIaJOTy TiTapu Ta OpKecTpy. B HbOMy HasiBHO
YrMaJio coJibHUX (parMeHTiB ritapu. [Ipote Hepiako comicT, sk 1 y Xoakino Poapiro,
CIpUMMAEThCS K HOCIH crnenudiqHoi TeMOpambHOCTI, TPOTEe HE PO3KPUBAETHCSA B
MOBHIM Mipl SK YHIKaIbHHHM IHCTPYMEHT B IUIaHI KOHCTPYKTHBHO-BUKOHABCBHKHX
BumipiB. Kanmenmii riTapum cnpuidiMarOThCsS AK  cnenu@ivyHl  BCTABKH, IO
p0o3hapOOBYIOTh 3aTTBHUN MY3UYHHH TUTaH. [[71s1 CTPYKTYpH KOHIIEPTY XapaKTepHE
MPEBATIOBAHHA KIHEMAaTOrpa(piqyHOrO MHCIEHHS, SKE IMPOSABISETHCS Y KOIAKHOCTI,
4acTii 3MIH1 «KaJpiB», KOHTPACTHOCTI TEM Ta €MI30/11B, IO CIIBCTABISIOTHCS.

V¥ konueptHomy TBOpi EitfTopa Bimna-JIoOoca ritapa € IHCTPYMEHTOM, IO

0e3MepeyHo € COoJICTOM, 0a30BUM JIJEPOM, IKOMY HAJAIOThCS yCl BaXJIMBI B IJIaHI



napamartyprii Temu. @akTUYHO BOHA MaiikKe HE CTUXA€ YIPOJOBXK KOHLEpTy. Benuki
KaJeHIlil CTalOTh LEHTPOM CIIyXalbKoi yBard, BUKOHYIOUM Ba)KIMBE 3HAYCHHS B
CTPYKTYypi TBOpPY. B 11bOMYy KOHIEPTI MPOCTEXKYETHCS HASBHICTD JIEUTIHTOHAIIHHOTO
KOMIUIEKCY, SIKHil PO3BHBAETHCS Y BCIX YaCTMHAX LMKIY. Moro MoxkHa BimHECTH 110
«BIPTYO3HO-CUM(POHIYHOI0)» TUITY KOHLEPTIB, B IKOMY PO3BUBAETHCA MapTis COJICTA.
[TapTis conicta y TBOpi, HAMMCAHOMY KOMITO3UTOPOM-TITAPUCTOM, XapaKTEPUZYETHCS
e(eKTHICTIO Ta OJUCKYYHM NPodheCciOHATIZMOM.

VY TpeThoMy pO3/Iiii BUOKPEMITIOIOTECS TEHCHIIT pPO3BUTKY JKaHPY KOHIIEPTY B
CydacHOMY TiTapHOMy MucTenTBi. OpHa 3 HUX TMpeAcTaBlIeHa CTBOPEHHIM
KOHIIEPTiB, B AKHX 30epiracThcs KilacWMyHa TpuyacTMHHa (opma. My3udyna MoBa
MUTI[IB JaHOI TPYNH KOHUEPTHUX TBOPIB 3A€OUIBIIONO BIAMOBIAAE CTaHAApTaM, IO
OynM 3akiiajieHl B akaJeMIuHii My3u4Hid npaktuii. Lle BIATBOpEHHs 1CTIaHCHKOTO
KOJIOPUTY, SIKMI OyB MpUTaMaHHUM KOHIIEpTaM, CTBOPEHUM Y MepIiil mogoBuH1 XX
cT. Hepiko KOMITO3UTOPU CUHTE3YIOTh 3M00yTKH KIIACHYHOI MY3UKH 13 I)Ka30BOIO Ta
eTHIYHOIO0 MY3uKor. CTabuTbHICTh (OPMHU Ta JOTPUMAHHS TPAAUININAHOI B3aeMOJIIi
COJIICTA Ta OPKECTPY y MO€AHAHHI 3 OUTBII KOHCTAHTHUMH 3BYKOBHUMH MOJEISIMHU, €
3aKOHOMIPHUM TIPOJIOBKEHHSAM TOTO PiBHS, SIKAH OyJIo 3ampoBaPKEHO B KOHIEPTaX
X. Pogpiro, M. KacrenpayoBo-Tenecko, E. Bimma-Jloboca. Ilpukmamom Takux
KoHIepTiB € TBopu Manyens Ilonce, AHtona ['apcis AOpinsg, ne yHacCHiTyeTbCs
eTHIYHO-ICTIAaHChKE aMIulya rirapu. HaTtoMicTh y KoHIEpTax  OpHUTAHCHKOTO
KoMIto3uTopa MankonsMa ApHoibaa Ta ppanmy3skux MuTiiB I1’epa Ileti, Pomanma
Hvenca, ®pancica KieliHbsiHCa 3a paxyHOK OHOBJIEHHS MY3WYHOI MOBU HasiBHE
CUHTE3YBaHHS MIAPIB aKaJeMIYHOT My3UYHOI IPAKTUKH, JIKa3y Ta €THIYHOI MYy3UKH.

Hpyra  TeHmeHmis ¢GOpMyBaHHS  KOHIEPTHHX  TBOPIB  MPEICTABICHA
KOMIIOHYBaHHSIM XYI0KHBOTO IUIOTO, 10 Ma€ KIACHUYHY TPUYACTUHHY CTPYKTYpY,
NpOTe HasiBHE ICTOTHE OHOBJICHHS MY3WYHOI MOBH, SIKa MPOSBIISETHCS Y 3BEPHEHHI1 0
€CTeTUKM aBaHTapAy, 3aJy4€HHS HOBITHIX KOMIIO3MLIMHMX TEXHIK, BIPOBAIKEHHI
HOBAaTOPCHKUX MPUHOMIB TpU Ha TiTapi, a TAKOXX HOBUX KOHCTPYKTHUBHUX 3MIH
ITHCTpYMEHTY. 3a yMOBHU 30€pEeXEHHS TPaAUIIMHOI CTPYKTYpU KOMIIO3UTOPHU
J0CATAIOTh OHOBJICHHSI Y€pe3 BUKOPUCTAHHS HOBHUX METOJIB PO3BUTKY MY3UUYHOIO

Marepially, BOPOBAI)KEHHSI COHOPUKHU, MEIUTATUBHOCT1 TOII0. TOOTO CTPYKTypa Mae



KOHCTAHTHE 3HAYCHHS, HATOMICTh 3MIiH MOXE 3a3HaBaTH 3BUYAiiHA MOJEIb
JUCHO3ULII COJICTAa Ta OPKECTPYy, 3MIHIOBAaTUCh crnenudika apamaTyprii TBODY,
OHOBJIIOBAaTHCh METOJWKA PpO3TrOpTaHHS My3uyHOTO Matepiany. Ilo-cBoemy
OHOBJIIOIOTH KOHIIEPT ISl TiTapu 3 opkectpom  Mopic Oana, e He JuIle
BUKOPUCTOBYETHCSI MIKPOTOHOBA TEXHIKA Ta COHOPHKA, ajl€ i IHIIOK € KOHCTPYKIIS
ritapu. B pannix tBopax Jleo Bbpayepa BinOyBaeTbcsi 3BEpHEHHS /10 COHOPHKO-
aBaHTapJIHUX KOHCTPYKTIB, SIKI MOCTYHAlOThCS 3r0JIOM €CTETUIl HOBOI MPOCTOTH.
Konnieptu Topy Takemiily mepeTBOPIOIOTHCS Ha MEIUTATHBHI 3BYKOBI KOHCTPYKTH,
Je ritapa Mmae 0a30Be 3HAYEeHHs, ajpKe ii TeMOpOBI XapaKTEpUCTHUKU HAIal0Th
oco0nuBoro npounTaHHs pinocodcrkum oOpazamMm KOMIIO3UTOPA.

Tpers rpyna KOHIEPTIB JUIA TiTapu 3 OPKECTPOM MOXKE OyTH IpEICTaBIICHA
TBOpAMH, CTPYKTypa SKHX ICTOTHUM YHHOM BIJPI3HAETHCA B KJIACHYHOT
TPUYACTUHHOI, B TOH Yac K My3HMYHa MOBa MOXKE OyTH 1 €KCIIPECUBHO aBaHTap,IHOIO,
1 Takoro, 10 OUIBII MPUTAMaHHA IS €CTETUKH «HOBOI mpocToTh». Ilpukiamamu
poro € kommnoswuilii CriBeHa ['occa, yui KOHIIEPTH HAOIMKEHI 10 CIOITHUX IHUKIIB,
KUTBKICTh YaCTHUH B SIKUX, B 3aJIEKHOCT1 BiJl XyJI0KHBOTO 33[yMy MOXE KOJIHBATUCH
BiT 4OoTHpPbOX (y paHHIX KOHIEPTaX TPhOX YACTHH) J0 JBaHAanUuATA. Yu
nBodacTuHHUN KOHUEpPT M. CremtoHa, ne CTPYKTypa LMKIY 3MEHIIYEThCS, MPOTE
CTaHJAPTHI CXEMHU B3a€MO/I1i COTICTa Ta OPKECTPY 30€piraroThes.

Bim3znaueno, mo BimOyBaeTbcsi (OpMyBaHHS KOHIIEPTIB, SKi BTPAadarOTh
CIIOPIMHEHICTh 13 (OJBKIOPHOI CHAAIIMHOK, B HHUX HasBHE BHKOPHCTaHHS
aBaHTapJHUX KOMIIO3UTOPCHKUX TeXHIK. Hepiako HaiO1MbII iHHOBAIlIHI KOHIICPTH
CTBOPIOIOTHCS KOMIIO3UTOpaMH, sIKi Oyaydu TriTapucTaMHU-TIPAKTUKAMH, THUIIYTh
TBOPH, pPO3PaxOBYIOYM HA BJIACHI BHUKOHABChKI MOMJIMBOCTI TOINO. 3arajbHa
TEHCHI[IS PO3BUTKY KaHPY KOHIIEPTY MJISl TITapU 3 OPKECTPOM BUSIBIISIE KOPEISIIIIO
MDK TaKUMH KaTeTOPISAMHU SIK TPAJIUIIis Ta HOBAIIiA, ¢ OAWH 3 KOMIIOHCHTIB MYy3HYHOT
TkaHuHu ((popma, My3WYHA MOBa, JIpamMaTypris), B3aEMOJis COJIICTa Ta OPKECTPY
30epirae cBo€ KOHCTAaHTHE 3HAYCHHS, B TOW Yac SK IHII € pe3yJbTaTOM HOBAIlIl Ta
IHAMBIIYaJTbHOTO aBTOPCHKOTO MPOYUTAHHS.

Kuarw4oBi cioBa: ritrapHa TBOpPYICTb, KOHLEPT [JIsi TITapd 3 OPKECTPOM,

KaHPOB1 0COOJIMBOCTI, BAKOHABChKA 1HTEpPIpETAllis, TCHICHI[IT PO3BUTKY.



SUMMARY

Honcharov M.O. Concerto for guitar with orchestra: current state,
development trends. — Qualifying scientific work on the rights of the manuscript.

Scientific substantiation for obtaining the educational and creative degree of
Doctor of Art in the speciality 025 — «Music Art» (field of study 02 — «Culture and
Art»). — P. I. Tchaikovsky National Music Academy of Ukraine. Kyiv, 2023.

Abstract content

The purpose of the paper is to analyse the current state and trends in the
development of the guitar concerto. The paper outlines the main stages of formation
of the guitar concerto genre. It is emphasised that the concert genre is one of the
central ones in the field of academic music. The stage of crystallisation of the concert
genre's distinctive features was evidence of the worldview changes that took place in
the artistic and cultural space. The formation of the genre is a response to the changes
taking place in society. The emergence of interest in the human personality observed
in the modern era is realised in the actualisation of the genre, the essential basis of
which is the separation of one soloist from the general orchestral sound, which
becomes an affirmation of the high status of instrumental music. The concert genre,
which raises the individual virtuosity and professionalism of the performing artist to a
high level, is fixed in the history of musical art. The performance of concertos for an
instrument accompanied by an orchestra is a testament to the rise of performers'
skills. The concert genre crystallised in the Baroque period, but it continues to
transform and evolve, in accordance with new content and images that are relevant to
subsequent artistic styles.

The formation of the guitar concerto takes place in the seventeenth century,
when amateur instrumental performance on stringed plucked instruments was
developing. The path from the concerto grosso to the classical concerto demonstrates
not only the ideological changes in society, but also the newest practice of musical
communication, which is due to the contrast between tutti and soli. In the works of
Italian composers, the three-part structure of the concert cycle is crystallised, and the

basic principles of interaction between soloist and orchestra emerge. A contrast



emerges between the fast and energetic extreme sections and the slow second
movement.

Italian composers create the first concertos for guitar (mandolin) and orchestra
- A. Vivaldi, F. Carulli, M. Giuliani, Fr. Molino. The next stage of interest in the
genre of the concerto for guitar and orchestra took place in the twentieth century. The
evolution of contemporary guitar art was driven by the emergence of a number of
leading guitarists who demonstrated the need to create a new repertoire. Their
creative activity initiates the writing of guitar concertos by such composers as J.
Rodrigo, M. Castelnuovo-Tedesco, and E. Villa-Lobos, which form the basis of the
creative project.

In subsection 1.2, the peculiarities of the concert phenomenon are explored.
Such a concept as concertosity is inherent in the genre of the concerto, although it can
also be applied to others (sonatas, fugues). It is not always associated with a virtuoso
expressive basis, but is mostly transferred to the sphere of an internal, dialogical
beginning. Concert quality is a characteristic that is manifested through a specific
brilliant, virtuoso-representational instrumentalism. O. Vardanyan interprets concert
as being based on the playful principle, with an enhanced dialogic character in the
contrast between tutti and solo, competition and rhetoric. It is necessary to distinguish
between the concepts of "concertness” and "concertation”, because concertation is
perceived as a general principle of sounding instruments, which carries the imprint of
competition, manifested in bright presentation and virtuosity.

The second section analyses the genre of the guitar concerto on the example of
works by J. Rodrigo, M. Castelnuovo-Tedesco and E. Villa-Lobos and establishes the
possibility of their combination in a creative project. The genre of instrumental
concerto is becoming a new area of development for the classical guitar repertoire,
opening up new compositional possibilities, where the individual and stylistic
properties of contemporary composers are concentrated to the maximum. The
creation of the repertoire in the genre of instrumental concerto by the Spanish
composer Joaquino Rodrigo contributed to the enhancement of the status of the
classical guitar as a concert instrument. This analysis has made it possible to identify

and trace the general properties of the concert phenomenon.



All the concertos listed above were written and dedicated to the leading
guitarists of the 20th century. A common characteristic of the concertos is their
reference to the classical three-movement structure of the work, where the second
movement is the lyrical centre of the cycle. However, the types of concertos, their
figurative and thematic plan, compositional methods and manifestations of
concertosity will be fundamentally different.

Concert quality in Joaquino Rodrigo's work is manifested through the bright
performance skills, dialogic interaction between the guitar and the orchestra, and
flexible communication between them. Joaquin Rodrigo's Concerto for Guitar and
Orchestra "Aranjuez" is an example of a work that contains antitheticality and
virtuosity, which are inherent in the individual style of the artist and, at the same
time, are features characteristic of traditional Spanish music. The thematic closeness
of the concert's musical material to the genres of Spanish folklore, as well as the use
of typical folk development techniques (motivic, variation, etc.) in it, were noted.

In the concerto by Mario Castelnuovo-Tedesco, which belongs to the play
concerts, parity is established between the soloist's part and the orchestra. The
principle of dialogue between the guitar and the orchestra is of great importance.
There are many solo guitar fragments. However, the soloist, like Joaquino Rodrigo, is
often perceived as a carrier of a specific timbre, but does not fully reveal himself as a
unique instrument in terms of constructive and performance dimensions. The guitar
cadences are perceived as specific inserts that colour the overall musical plan. The
structure of the concerto is characterised by the prevalence of cinematic thinking,
which is manifested in collage, frequent change of "frames", contrast of themes and
juxtaposed episodes.

In Eitor Villa-Lobos's concert piece, the guitar is an instrument that is
undoubtedly a soloist, a basic leader, to whom all the themes that are important in
terms of drama are given. In fact, it hardly ever stops throughout the concert. The
large cadenzas become the centre of the audience's attention, playing an important
role in the structure of the work. In this concerto, one can trace the presence of a
leitintonation complex that develops in all parts of the cycle. It can be attributed to

the "virtuoso-symphonic" type of concertos, in which the soloist's part develops. The



soloist's part in a work written by a guitarist composer is characterised by
effectiveness and brilliant professionalism.

The third section highlights the trends in the development of the concerto genre
in contemporary guitar art. One of them is represented by the creation of concertos in
which the classical three-part form is preserved. The musical language of the
composers of this group of concertos mostly corresponds to the standards laid down
In academic music practice. This is a recreation of the Spanish flavour that was
inherent in concertos composed in the first half of the 20th century. The composers
often synthesise the achievements of classical music with jazz and ethnic music.
Stability of form and adherence to the traditional interaction between soloist and
orchestra, combined with more constant sound models, are a natural continuation of
the level introduced in the concertos of J. Rodrigo, M. Castelnuovo-Tedesco, and E.
Villa-Lobos. Examples of such concertos are the works of Manuel Ponce and Anton
Garcia Abril, where the ethnic Spanish guitar role is imitated. In contrast, the
concertos of British composer Malcolm Arnold and French artists Pierre Petit,
Roland Diens, and Francis Kleinjans synthesise layers of academic musical practice,
jazz, and ethnic music by updating the musical language.

The second tendency in the formation of concert works is represented by the
composition of an artistic whole with a classical three-part structure, but there is a
significant renewal of the musical language, which is manifested in the appeal to
avant-garde aesthetics, the use of the latest compositional techniques, the introduction
of innovative guitar playing techniques, as well as new constructive changes to the
instrument. While preserving the traditional structure, composers achieve renewal
through the use of new methods of developing musical material, the introduction of
sonority, meditation, etc. In other words, the structure is of constant importance,
while the usual model of the soloist and orchestra's disposition may change, the
specifics of the work's drama may change, and the methodology of unfolding the
musical material may be updated. Maurice Oan's Guitar Concerto is updated in its
own way, where not only microtonal technique and sonority are used, but the guitar
construction is also different. In Leo Brauer's early works, there is an appeal to

sonorous avant-garde constructions, which later give way to the aesthetics of a new



simplicity. Toru Takemitsu's concertos turn into meditative sound constructions,
where the guitar is of fundamental importance, because its timbre characteristics give
a special interpretation to the composer's philosophical images.

The third group of concertos for guitar and orchestra can be represented by
works whose structure differs significantly from the classical three-part structure,
while the musical language can be both expressively avant-garde and more typical of
the aesthetics of "new simplicity". Examples of this are the compositions of Stephen
Goss, whose concertos are close to suite cycles, the number of movements in which,
depending on the artistic intention, can vary from four (in the early concertos of three
movements) to twelve. Or the two-movement concerto by M. Stetsun, where the
structure of the cycle is reduced, but the standard schemes of interaction between the
soloist and the orchestra are preserved.

It is noted that there is a formation of concertos that lose their affinity with the
folklore heritage, they use avant-garde compositional techniques. Often, the most
innovative concertos are created by composers who, being practicing guitarists, write
works relying on their own performance capabilities, etc. The general trend in the
development of the genre of concertos for guitar and orchestra reveals a correlation
between such categories as tradition and innovation, where one of the components of
the musical fabric (form, musical language, drama), the interaction of the soloist and
the orchestra retains its constant value, while others are the result of innovations and
individual author's interpretation.

Key words: guitar work, guitar concerto with orchestra, genre features,

performing interpretation, development trends.
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