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A. O. Asepwuna. Tpancdopmanis o0pasy >kiHKu-
MaTepi y Bi3yanbHill KyIbTypi He3aneKHOI YKpaiHu

HocnimxyeTbest 3MiHa 00pasiB MaTepuHCTBA Y Bisy-
a/IbHIil KyNbTYpi He3ale)XHOI YKpaiHm, BUKTafalThCA
HOIIAAM Ha (eHOMeH penpeseHTalii MOAYCiB XiHOY-
Hocti. IIpoananisoBaHo AMHaMiKy iX iHTeprperawi-
HMX MOJIefell Ta BUAB/IEHO CEMAaHTUYHI 3MiHM, 3yMOB-
TIeHi COLIiOKYNIbTYPHUMM ABMILAMM. BM3Ha4eHO, 110 Ha
TI0YaTKy CTAHOBJICHHA HE3aJIeKHOCTI (eMiHHICTb pe-
Ipe3eHTyeTbcs B Midomoremi bepernni, ska yocobmioe
HallioHa/bHY ifier0. Yupoposx 2000-X pp. y Macosii
KyIbTypi YKpaiHM TpPaHCTIOIOTBCA TeHJIEPHO-CTEPEO-
TUIHI MOTMBM MaTe€PMHCTBA. YHACMiOK IOBHOMACII-
TabHOTO BTOPIHEHHS OCTAaHHI PENpe3eHTYIThCA K
JKEPTOBHICTb CTOCOBHO BJIACHOI UTMHM Ta JAEP>KaBIU.
Bxasano mpuuyHM pomaHTM3alii 300pakeHHs >KIHKMU-
marepi. OsHaueHo crenygiky 3MiH pernpeseHTalil 3a
Hepiof; CTaHOBJIEHHA He3a/leXHOCTi. BusdsneHo mpu-
9YHY 11 0c0OMMBOCTI iX TpaHcdopMarii B yKpaiHChKill
KY/IbTYpi epiofly HesanexHOCTi YkpaiHu. 300pakeHHH,
IIpeJICTaB/IeH] B MeJIiNHIN KYNIbTYPi, 3a/1eXaThb Biff COLIi0-
Ky/IbTYPHUX IIepeTBOPeHb. BOHN He /ulile TPaHCIIOITh
CTepeOTHIIN, TPAAULLIL, 1110 BUHMKAKTD Y CYCII/IbCTBI, a
11 TaKOX POPMYIOTD KYNbTYPHi CEHCI.

KimouoBi cnoBa: 06pas xinku-mamepi, 6i3yanvHa Kymv-
mypa, eeHOepHi crmepeomunu, HayioHanbHa ides, MAcosa

Kynomypa.

A. Avershyna. Transformation of the image of a
mother woman in the visual culture of independent
Ukraine

The relevance of the article lies in the analysis of
the transformation of the image of a mother woman
in the visual culture of independent Ukraine. The
patriarchal stereotypical perception of femininity is

being transformed in Ukrainian visual culture. Since
Ukraine has gained its independence, the perception of
the traditional role of women in society began to change
under the influence of socio-cultural processes.

The purpose of the article is to carry out a cultural
reception of the image of a mother woman in visual
culture as a reflection of socio-cultural dynamics in
independent Ukraine. To define the peculiarities of
female images in interpretive models of visual studios,
to investigate the dynamics of the image of a mother
woman during the years of independence, as well as to
explain the culturally significant meanings of the variable
spectrum of the image of a mother woman in the visual
space of independent Ukraine.

The methodology of scientific research is determined
by the use of methods of cultural studies, history and
sociology. The method of culturology allows us to reveal
the specifics of the representation of female images in
visual culture. The sociocultural method involves the
analysis of the visual component of the Ukrainian Internet
environment, as well as establishing the interdependence
of visual culture and social changes. Historical method
allows to trace the context of visual transformations.

The results. It was proved that the image of a mother
woman, peculiar to the traditional Ukrainian culture,
during the first years of independence was transformed
into the mythologem of Berehynia and personified the
national idea. Throughout the 1990s, the image embodied
the idea of state sovereignty. The period of the 2000s
for mass culture was characterized by the depiction of
gender-stereotypical images of motherhood and women
in the role of a housewife with the emergence of the
domestic violence problem. The Revolution of Dignity
conditioned the narrative of struggle, which filled the
image of a woman-mother with the concept of militancy.

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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As a result of the political and historical processes taking
place until today, the concept of motherhood was filled
with motives of protection of one’s own land, sacrifice for
the protection of one’s own child.

The scientific novelty of the research. For the first
time, the transformation of the image of a mother
woman, represented in the visual culture of Ukraine
during the period of independence, is considered.

The practical significance. The results of the research
can be used to study the modern visual culture of
Ukraine, in further investigations of mass media and
research of feminine images represented in the visual
culture of Ukraine.

Keywords: the image of mother, visual culture, gender
stereotypes, national idea, mass culture.

IToctanoBka mpo6memu. 3i CTAaHOB/IEHHSAM He-
3aJIEKHOCTI B YKpaiHi TPUBAKTb IPOLECH KYIlb-
TYPHMX 3MiH, 3yMOBJIEHi BiIXOJZOM BiJ IpOABIB
PamAHCHKOTO B Pi3HMX cepax XUTTA. 30KpeMa, Y
COLIIOKY/IBTYPHOMY IIPOCTOPI IIPOCTEXYIOThCA XKi-
HOYi 06pasy, 10 3MIHIOIOTHCS 3a/IEKHO Bif M-
TUYHOI Ta COLianbHOI cUTyallil B KpaiHi. PosBuTok
Mac-Mefiia Ta Bi3ya/bHOI Ky/IbTypy 3yMOBJIIOE J10-
CTTifI)KEHHA Bi3ya/IbHOTO Ta JIOTO BIUIMBY Ha COLIIYM.
Bigrak, icHye motpeba KyrpTyponoriusoi perenuii
00pasy XiHKM-Matepi, AKNUII HAOYB YCKIA[HEHD i
BapiaTMBHOCTI, 1[0 pemnpeseHTOBaHi B Mefmiacdepi
HE3a/IOKHOI YKpaiHuL.

AHami3 ocTaHHIX pgocmimKeHb i my6mika-
nifi. [locmpHuKamMm Bi3yalbHOI KYIbTYpU €
A. Boitnen (2021), X. ®ocrep (1988), H. Mip3so-
eB (1998). Topi Ak B ykpaiHcbkilt Hayni usa cdepa
KYIbTYPHMX JOCTiKeHb mpeficTaBieHa A. Top-
maxoBow (2019), O. DbBproxosenpkow (2018),
B. CkypariBcokum (1997), O. ITanosoro (2015),
K. baraesoto (2017), K. Knucmoxom (2020), O. My-
cienko (2022). BuueHHs >xiHouMx o6pasiB B
YKPAIHCBKiil Ky/IbTYypi 3MIiJICHIOBaOCA B IIpallX
O. Kicp (2016), O. Bproxosernpkoi (2017), 1. 3y-
6asinoi (2022), T. Menpuuk (2019), O. Crskki-
Hoi (2001), KOTpi posrsafam 06pa3 >KiHKM B MIC-
TeLbKMX NpakTKaX. OJHAK HasABHA IIpOTra/lyHa B
JOCIIPKEHHAX 13 MUCTELbKUX peLeNLiii OKpeMuX
XiHOUMX 00pasiB y BUMipax KyabTypu. 30Kpema,
HEZJOCTaTHBO JIOCTI/KEHa IIpo0eMa perpeseHTa-
1ii 06pasy >kiHKK-MaTepi y Bi3yaqbHUX CTYHiAX. 3a-
IOBHEHHIO IIi€l TEOPETUYHOI JIaKyHV IPUCBAYEHA
14 pO3BifIKa.

Merta craTTi — 371i/ICHUTI KYJIBTYPOJIOTi4HY pe-
nemiito o6pasy KiHKM-MaTepi y Bi3yasbHill Ky/b-
Typi AK BioOpakeHHi COL[iOKYNbTYPHOI FMHAMIKI
B HE3aJIeXHIN YKpaiHi. 14 [ocATHEHHA MeTH He-
00Xi/THO 03HAYUTH OCOONMMBOCTI XiHOUMX 00pa3iB
B iHTepIpeTaliiiHiX MOJIeNAX BidyalbHUX CTYZAil,
JOCTIAUTI IMHAMIKY 00pasy XiHKM-MaTepi 3a pOKK
HE3a/IeXHOCTI, @ TAKOX EKCIUIIKYBaTy KYIbTYPHO
BaroMi ceHcu BapiaTMBHOTO CIeKTpa 00pasy XiH-
KI-MaTepi y Bi3ya/lbHOMY IIPOCTOPi He3aneXHOI
Yxpainn.

Buxnag ocHOBHOro Marepiany JOCTiiyKeHHH.
YHacmioK 3MiH, 10 II0B’A3aHi 31 CTAHOBIEHHAM
He3a/IKHOCTI YKpainu, BinOyscs mporec popmy-
BaHHA MEJiIHOI KyIbTypu. Y Bi3ya/nbHiil YKpaiH-
CBKill KynbTypi TpaHCHOPMY€ETbCS MaTpiapXanbHe
CTepeOTUIHe CIIPUIHATTA KiHOYHOCTI. Bif moyvar-
Ky He3aJlIeKHOCTI CHPUIHATTA TPajyULiHOI pori
XIHKM B CYCIIZIbCTBI II0Ya/l0 3MiHIOBATUCDH IIiff
BII/IBOM COLIIOKY/IbTYPHIUX IPOLIECIB.

Crep1ury ciTifj 03HaUMTH 3B 130K MK Bi3ya/lbHOIO
KY/IbTYPOIO /1 TPAHCTIbOBAaHMMM HEI0 CTEPEOTHUITHM-
MM YABJIEHHAMM ITPO JKiHKY. [loC/ifKeHHA Bisyab-
Hoi Kynbrypu B KiHni XX cT. Oy/10 IpeAcTaBIeHo
perpocnextuBamu H. Mipsoesa (1998). Tak, aBTop
3a3HauMB, L0 Bi3ya/lbHa KY/IbTYpa IIOB fI3aHA 3 Bi-
3yaJIbHYMU TOJIAMM, Y AKUX CIIOXKMBAY HIYKAE iH-
¢dopmaniro. BogHouac y mpari «bayenns i Bizyans-
Hictb» X. @octep (1988) BM3HAUMB Bi3yanbHICTH
AK ColiabHMIt HaKT, a GaueHHA MpeAcTaBIeHo ¢i-
314HOI orepaiieto. Hatomicte A. Boitnen (2021)
y posBifui «BisyanbHa KynbTypa» BKasaja Ha pos-
BUTOK MefiifHUX CTypill i TpaHcdopmanio ysas-
JIeHb TIPO €CTETHKY AK IepPeNyMOBY BMHMKHEHHSA
Bi3ya/IbHMX CTY/iM «Bi3ya/bHe — L& HEVIMOBIPHO,
6a HaBiTh HUIIIBHO edeKTUBHUII iHCTpyMeHT. Bin
BIUIMBAE HA Te, AK JIOAM PO3YMIHOTH MOBKi/IIA»
(boitnen, 2021, c. 149). YkpaiHcbKuil HayKoBelb
K. Kucniok (2020) BizsHaums: «3 ofHOrO 6OKY, Bi-
3ya/bHICTb, Ha BIMiHy BiJi IPOCTOrO, 30POBOIO
CIIPUITHATTA, € COLIOKY/IbTYPHUM ABUILEM, BOTHO-
4ac Bifi3epKaleHHAM IeBHUX IIMOMHHUX Ta/abo
IIOBEPXOBIUX TPEHNIIB Y PO3BUTKY KYIbTYPU B II€B-
HU 9ac i neBHOMY Micti» (Kucmok, 2020, c. 13).

Bigsnaunmo, 1o caMe 3aBJSKN Bi3ya/nbHUM 00-
pasaM QopMyIOTbCA TeHfiepHO-AuepeHLiiioBaHi
cxeMI. 3a JOIOMOTOI0 Bi3ya/lbHOI KY/IbTYPY CTBO-
PIOIOTBCA TeHJEpHi cTepeoTumy Ta (eMiHHO 4K



MacKy/IiHHO-3yMOBJIeHi 06pasu. COoL[ioKy/IbTypHMIt
IPOCTip NPU3BOANTD [0 MOsABY 06pasiBs, 1o pernpe-
3€HTYIOTb YABJIEHHA IPO €IEMEHTN YKPalHChKOI
KY/IbTY P Xy/I0’KHbOK MOBOIO Ta AKi 3p0O3yMisi i1
MacOBOTrO CIOXMBaya. HeBifginbHuM id cydac-
HOTO COLIIOKY/IBTYPHOTO IIPOCTOPY € Mac-Mefia AK
CK/IaioBa MacoBoi Kynprypu. Came 3a JOIOMOTOI0
IHCTUTYTY Mac-Mefjia TPAHCIIOITbCA CTEPEOTUIIN,
cuMBOMY Ta iHOpMalLilo, IKa aKTya/IbHA B Iieil Jac.
Binrak BisyambHa KynbTypa € IIPOCTOPOM, Y MeKax
SIKOTO BiT0OpaXKaoThCs BIACTUBI I CYCIiNbCTBA
CTepeOTUIIHI YABIEHHA PO KiHOLTBO. HasaBHiCTh
Takux o0pasiB y MefjiifHOMY IIPOCTOPi SIK CKIajo-
Biil Bi3ya/lbHOI Ky/IbTYpM JIerajlisye iX fK COL{io-
KYIbTYPHY HOPMY, YUM 3J1/ICHIOETbCA IMiTPUMKa
TaTpiapXaJbHIX HOpPM 4l iX pyitHalia Ta ¢popmy-
BAaHHS HOBMX 00pa3iB >KiHKU-MaTepi.

Amnanis BisyaJbHOro Marepialny B MefiifHOMY
npocropi 4aciB Hesanexxnoi Ykpainu yMOX/IMBUB
3YMTYBAHHSA KTI0YOBOTO /I/II MACOBOI KY/IBTYpH 00-
pasy marepi. CoriokynsrypHi Tpancdopmarii 3y-
MOBIIV OPMYBAHHSA BapiaTMBHOTO CIIEKTpa 06pa-
3y: bepernnsa 1990-x pp., foMorocrnopapka no4arky
2000-x pp., Bapiamielo sAKoro crae 06pas >KiHKU
AK JKePTBU MOOYTOBOTO HACUIBCTBA, MATip-3eMILA
yaciB Pesomonii l'igHocri, anekcii Kpumy, ATO 1
OO0C, a TakoX 3aXMCHULA BIACHOI JUTHHY Ta Pifi-
HOI 3eM7i, 06pa3 AKoi 3yMOB/IEHNIT TOBHOMACIITA0-
HVM BTOPTHEHHAM p( Ha TepUTOPit0 YKpaiHiL.

Hanpuxinni XX ¢T. B yKpaiHCBKill KymbTypi
BifOy/nucs CycninbHO-TIOMITNYHI 3MiHN, 6esmoce-
PeRHbO IOB’A3aHI 31 CTAHOBIEHHAM JEpPXKaBHOCTI.
[lopil, mo Mamm Micue B iCTOPUYHO-TIOTITUYHO-
My IMCKYPCi, BIUIMHY/IM Ha aKTyalisallilo MUTaH-
HA TeHJIepHOI PIBHOCTI Ta eMaHCUIIALlil JKiHOIITBA.
TpuBanmuit 4ac y KymbTypi HesanexxHoi YKpaiHu
TPAHC/IIOBAIACA CTEPEOTUIN PAJAHCBKOTO MIU-
HYJIOTO, fIKi 0COO/MBO BUPAXXA/MUCh Y TeHEpHIil
npobnemMarnili B 300payKeHHAX XXiHOUMX 00pasis,
1[0 pelpe3eHTyBamicsa B MefiitHiit Kynbrypi. [Ipo-
0eMa JKBIZHOCTI KOHCTPYIOBaHHA 00pa3y >KiHKN
B MacOBIil1 Ky/IbTYypi IIOIATA€ Y CTAHOBUII JKiHKM B
YKPaiHCbKOMY CYCHiNbCTBi. 3 PO3BUTKOM TeHJep-
HUX CTYZil iHTepec 0 BUBYEHHA 00pasy >KiHKU B
YKPaiHCBKiil KynbTypi nocumuscs. Ilicna mopii Pe-
BomoLii I'ifHOCTI Ta B 1epiofi BOEHHOTO BTOPTHEH-
HA p Ha Teputopito YKpaiHy 3aaHraX0BaHi cTepeo-
TUIHI )XiHOYi 00pa3syt BiXOAATH Ha 3a/IHiil T/IaH.

ITig 9ac cTaHOB/IEHHA HE3AEXHOCTI YKpalHu y
Bi3ya/bHiil KyIbTypi chOpMyBamics Hal[ioHATBHO
3yMOBJIeHi 00pa3y, OHUM i3 AKMX CTaB 00pa3 XiH-
K1-MaTepi. YkpaiHcbKa JOCTifHNUIA XiHO4NX 06pa-
3iB K. OtkoBuy (2010) y mpaui «Imo3is cBobop:
00pa3 XiHKM Bif TpajuL[iOHaIi3MY 10 MOJEPHI3MY»
BM3HAYMIa 00pa3 MaTepi CMHOHIMOM OIiKM, HasiB-
HICTb AKOTO B AUTAYIN CBIJOMOCTI CIIPVAE Iy XOBHIN
inenTndixanii. Y koHTeKCTi aHam3y MaTpiapxary B
ykpaiHcpkiit kynprypi O. Kich (2016) 3a3Haumna,
O B apXaiYHMX Ky/IbTaxX KiHKa Gyna CHMBOIOM
KUTTS, TOAI SIK «ocepisaM o6pasy beperuHi e ines
cBameHHoro Marepuncta» (Kics, 2016, c. 6), i ue
TaKOXX BIUIMHY/IO Ha (POPMYBAaHH:A HAI[iOHATbHOTO
Midy.

BaxxmBum € 11 Te, mo obpas bepernni 3’sapsa-
€TbCA B MEMIITHOMY IUCKYpCi Ha mo4aTky 1990-x pp.
pasoM i3 ¢popMyBaHHAM Hal[iOHA/IBHOI CAMOCBifI0-
MocTi ykpainniB. Konuennia bepernni mommpro-
Bajlach y MacOBill KYIbTYpi, 30KpeMa JpyKyBaB-
€ BCEYKPAIHCbKMII HAPOLO3HABUMIL 9ACOIMC IIif
HasBow «bepernnsa». Ines obpasy bepernui crae
OJIHVM i3 LIeHTpa/IbHNX €/IeMEHTIB [Iep>KaBHOI i7ie0-
norii. Hanmpuxnan, y nentpi M. Kuesa Ha Monymen-
Ti Hesanexwnocri, ctBopenoro y 2001 p., KonoHa
yBinuaHa diryporo bepernni, mo € yocobneHHAM
nepxxaBHocTi. Okpim Toro, 06pas y po6oti ykpain-
cpkoi xypoxuuii Okcann Yenenuk «XpoHiku Bif
®oprinbpaca» € cuMBOTIOM fepkaBu. Mosozia xiH-
Ka — CUMBOJI MOJIOFOI IePKaBH, AKa MOCTPaXK/aaa
BiJl paJIAHCbKOTO MUHY/IOTO T2 HAMAra€eTbCsA yTBEp-
IINTY BIACHUII CyBepeHiTeT. 3a3HA4NMO, 1[0 00pa3
KIHKM-MaTepi B I1epiofi CTAHOB/ICHHA HE3a/IeXXKHOC-
Ti cOpMOBaHO B MacOBiil KyIbTypi B pe3y/brari
CTBOPEHHA KOHIUEII] HalliOHa/bHOI CBIOMOCTI,
110 aKTYyani3yBamach y epiof po3OyHoBH Aep>KaBIL.
O6pa3s xiHku-Marepi yocobmoBascs B Miororiu-
HOMY KOHIenTi bepernui Ak MaTepi BCi€l epxKaBut.

Opnak Ha noyatky 2000-X pp. HapaTuB fiepKaB-
HOCTi Ta HAI[IOHAJIbHOTO BTiNEHHs B 00pa3i XiHKu
HabyB BijoOpaXeHHs B MOOYTOBMX Bi3ya/lbHMX
00pasax, 3yMOBJICHIX 3aCVIIAM Te€H/IEPHIX CTEPeO-
TUITHUX YABJIEHb PO QYHKIII )KiHKY B COLIOKY/Ib-
TYPHOMY IIPOCTOPL.

3BepHIMO YBary, 110 B 1LIeil Yac IPOCTEXYETbCA
pospineHHa o6pasy >KiHKM-JOMOTOCIOfAPKY Ha
XIHKY, KOTpa XepTBYe c00010, @ TAKOX XXIHKY fK
KepTBY MOOYTOBOTO HACHIbCTBA. TaK, y ImMpOCTO-
pi BisyambHOI Kynbrypu ¢irypyBamu 306paxkeHH:
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XIHKM SIK JJOMOTOCIIOJapKI, 10 YOCOO6/MIoBam Xi-
HOYY JKEPTOBHICTb HIOZO BACHOI POAMHM Ta IIO-
OyToBuX crpaB. JJoCmigHMISA Bi3yalbHOI KYIbTYpU
Oxcana bproxoserbka (2017) BifgHauna: y pobori
«Life-time game» yKpaiHCBKUX XYJOXHMIb A/TiHN
Slkybenko it Kcenil [Hummipkol MaTepuHcTBO Ta
JIOMOTOCIIOfAPCTBO IPECTAB/IEH] K TeMa KOMIT 10-
TepHOI Tpy. JKiHKM Y Bifle0 — XyJOKHMIN, KOTpi
3MYILEH] TIEBHMIT TIEPIOfl CBOTO JKUTTA 3aiIMATHUCA
He TBOPUYICTIO, a JOI/IANOM 3a AitbMu. HaToMicTb
npo6nemMa MOOYTOBOTO HACH/IBCTBA APTUKY/IbOBA-
Ha 32 JIOIIOMOTOK0 XY[OXHIX 00pasiB y cepii pobiT
«[lobpi momorocmopapku». 30KkpeMa, XYLOKHUILA
Mapuna Ckyrapesa 306pasua orojeHi Tima Ha i
TIepemnCoK i3 iHTepHeT-GOpyMiB, e 06roBopoBa-
JI0CA JOMAIIHE HACUI/IA.

BapTo 3ayBaxkuty, 1110 HaBefieHi Bapiaiii 06pasy
KiHKu-Marepi movarky 2000-X pp. € BUCBITIEHHAM
npobnemMu CpuitHATTA XinouHocti. Toxi sk mpu-
K/TaJjyi TeNeBi3iiHUX IIPOrpaM HaBIIAKM 3BeINYY-
I0Th Ta 300pKYITh MAaTepPUHCTBO SAK T'ONOBHMI
000B’A30K XiHKM. 30KpeMa, perpe3eHTallis COLli-
a/IbHOTO CTAQHOBMIA JXIHKM B TEJEBISiHUX IIOY
«Cynepmama» 4 «MiHA10 XiHKY» ClIpAMOBaHa Ha
(dopMyBaHHA CTEPEOTUITy MATEpPUHCTBA, 1O MOTIA-
ra€ B IIPe/CTaB/IeHH] JXKiHKY, KA aCOLII0ETHCA 3 J10-
MAIIHBOI0 POOOTOI Ta OMIKYHKOI CBOEI POJVHIAL
To6To TenebadeHHs 11bOTO TePiOAY MiAKPIIIIOBAIO
00pa3 >KiHKM-JOMOTOCIIOfIapKy, BOFHOYAC IPObITe-
Ma [JOMAIIHbOrO HAaCU/IbCTBA B TeJleNlpOrpaMax He
IOpYLIyBasacs.

[Ticnsa mopinnt Pesomonii TigHocti o6pas xiH-
KU-Marepi HAIOBHMBCA HOBMMM CUMBOTIYHUMU
cencamn. O6pa3 xiHku-Beperyui 3amiHIETbCS
06pa3oM xiHku-peBonmoLioHepku. JKinka He nuie
00MEXXYETBCSI MOK/IMBOCTSIMM JOITIAAY 32 BIACHOIO
ciM’elo, a 11 cTae peBomOLioHepKo0. BiTak, mpak-
TUKY BEfIEHHA [OMOTOCIOAAPCTBA 3MiHIOIOTbHCA
IPAKTMKAMI aKTUBi3MY, BOIOHTEPCTBA, CIIPOTUBY
Ta BeJleHHA 0OJOBUX Jiiil, UMM BUBOJATD JKIHKY 32
MeXi BeJleHHs TOCIIOfIAPCTBA i1 IPUB’A3KY 0 OCeTIi.

[oxii ATO Ta OOC BrymmHy Ha GOpMyBaHHA
00pasy XiHKM-MaTepi K BOOBHNYOI PeBOMIOL}i0-
Hepku. [Ipuknagom e cepii pobir ykpaincbkoi Xy-
noxHuui Bragy Panko «KuiBcbkuit mofieHHNKY, ¥
AKOMY IIpefiCTaB/IeHO peLeIliro Ha nopii PeBomromii
TigHocrti Ta anekcito Kpumy. O6pasu xiHok nocra-
I0Tb fIK CHIMBO/IM YKpaiHCbKOi 3eMJIi, 300pakeHi B

€lIEMEHTAaX YKPaiHCBKOrO HAPOJZHOTO KOCTIOMA.
Kpim Toro, 3’4BnA0ThcA imocTparii apxeTUIHNIX
00pas3iB YKpaIHCHKOI KY/IbTYpPM, HATIPUKIIAT, JIS/Ib-
Ka-MOTaHKa. ABTOPKa BJIA€ThCA [I0 €KCIIPECUBHOTO
300pakeHHS OOPOTHOM YKPaiHCBKOTO HApOAY, IO
npexcraBnenuit deminHumMu obpasamu. «IlosBa
Ta HONY/IAPHICTb MiITAPHUX TBOPIB PEIPE3EHTYE
IparHeHHA YKPaiHIliB 3aJOKyMEHTYBAT! IPaBIUBY
ictopito 1iel BiitHu 11 ocobucTocTi yKpainis» (My-
cieHko, 2022, c. 35).

YHacTifoK TOBHOMACIITAOHOTO BTOPTHEHHS Y
Bi3ya/IbHilf KyIbTYpi Biffbymaca pagukanisanis 06-
pasy >KiHKM-MaTepi 3a JOIIOMOIOK CEMaHTUKU BO-
1ioBHIYOCTI. TakoX 1104aB MPOCTEKYBATIC MOTHB
YKEPTOBHOCTI CTOCOBHO JKVUTTS BJIACHOI AUTUHY YK
pifHoi 3emyi. 30KpeMa, PeaKIliel0 Ha BOEHHI MOl
€ cepist pobit Bnagu Panko «/IbBiBCbKuMit 107ieH-
HUK», Y SIKil pelpe3eHTOBaHO 300paXeHHs BUKPU-
BJICHIX >KIHOYMX TiJlI, AKi CUMBOJISYIOTb MOBY AK
1Iie OffHY 36pok0 BOpora.

AHajoriuHi 3a 3MicTOM pPO6OTM YKPaiHCHKOI
xypoxanii Karepunn JlucoBeHKo, fKa CTBOPIOE
peaxuiitai Midomoriuno-apxaidHi CIKeTU B KOH-
TeKCTi MOBHOMAcImTabHOrO BTOprHeHHA. OpHiero
3 pobiT € 300pakeHHs XXIHKM, KOTpa TPUMae Ha
pyKax AUTHHY, IEMOHCTPYIOUM IIPOTECT Ta Hera-
TUBHe CTaB/IeHHA 10 BOEHHUX Iofiit. Kpim Toro,
3’ IBJIAETBCA HAPATYB 3aXMCTY BIACHOI AUTVHU Bif
BOpora. 300pakeHHS XyZJOXXHMUII 3acBijuye HOBe
CTaHOBMILE XXIHKM B YKPalHCbKOMY CYCIIi/IbCTBI:
IHKa € eMaHCUIIOBAHOIO Ta 3[aTHOI0 H0pOTICA 3a
BIacHy cBo6ozy. Toit camuit MOTHB IIPOCTEXYETCS
B aBTOPKY B cepii pobit «Caau ckop6oTI», y MeXax
SIKOI BIIPOJOBX IIEPLIOr0 POKY IIOBHOMACIITAOHO-
IO BTOPTHEHHs 300pa)XY€EThCS OTO/EHA TieCHICTh
Marepi 3 AUTMHOK Ha PyKax Ha (OHI BUITaneHOI
3eMIi sIK MeTaOpy OHiIBeYeHOi Ta pO30PEHOI Bili-
Hoto Ykpainn. To6To 06pas, cTBOpeHNMIT aBTOPKOIO,
MOJXXHA IHTepIIpeTyBaTy AK TaKMNIL, 11J0 BO3BEINYUB
MaTepMHCTBO Yepe3 AyXOBHY MOXepTBY 3a/iA 36e-
PEeXEHHs JXUTTA BIACHOI AUTUHU 32 YMOB BiifHIL.
Taka myMKa cTae TOTOXXHOI TIYMauyeHHIO Bapia-
TUBHOCTI 00pasiB xiHku-Matepi 1. 3ybasinoro, Ko-
Tpa BKa3aja Ha iX COLiOKYIbTYPHY 3yMOB/IEHICTb,
y 3B’513KY 3 UMM 00pasn, «yTBOPIOIOYN XapaKTEPHY
TUIIOJIOTIIO, III/IKOM MOXYTb CIIPUIIMATIUCA K CBO-
EpPIHMIT MapKep LIHHICHO-CMUCTIOBUX IOMIHAHT
qacy» (3y6asiHa, 2022, c. 58).



BucHOBKH. 3a JJOIIOMOTOI0 Bi3yajbHOI Ky/IbTY-
P TPAHCITIOETLCS CTEPEOTUIIHE CIPUITHATTA (e-
MIHHOCTI, 1IJ0 3a7Ie)KUTb BifJ IOMiil y CYCIIbCTBI.
O6pas kiHKM-Matepi, BIACTUBMII TpafVUUiNHIl
YKPaIHChKIiNl KyIbTYpi, Ha IIOYaTKy CTAHOB/IEHH:A
He3a/IKHOCTI TpaHcpopMyBaBca B MidormoreMy
Bepernni Ta yoco6/oBaB HallioHa/IbHY ifieto. Ypo-
noBx 1990-x pp. 06pas BTi/MOBAB ifjet0 AeP)KaBHOTO
cysepenitery. i nepiogy 2000-x pp. 1A MacoBoi
KY/IBTYPU XapakKTepHe 300paskKeHHs IeHIepPHO-CTe-
peoTunHMX 06pasiB MaTepPUHCTBA Ta XIHKYU B PO
JIOMAIIHbOI TOCIOAVHI 31 CTAHOB/IEHHAM HPOOTe-
MH 100yTOBOrO HacwIbCcTBa. PeBomionis IimHOCTI
3YMOBIIa HApaTUB OOPOTHOM, KNI HALIOBHIOBAB
00pa3 XiHKM-MaTepi KOHIL[ENITOM BOVOBHUYOCTI.
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[Toganpumit moniTMIHO-icTOprYHMit mporec 60-
poTBOU, 10 BiOYBAETHCSA O COTOAHI, pelpeseH-
TYETbCA B MELINHIN KYAbTYpi, y MeXaX AKOI XKiH-
Ka-Matip He 0OMeXXeHa /Ilile BIACHUM OYAMHKOM.
YHac/liIOK BOEHHUX [iili KOHLENT MAaTepPUHCTBA
HAIIOBHMBCA MOTMBAMM 3aXMCTY BJIACHOI 3€MII,
JKEPTOBHOCTI CTOCOBHO 3aXVICTY BJIACHOI JAUTHHIL.
Orxe, BisyanbHa Ky/IbTypa B IIepiof; HecTabiMbHIX
COLIia/IbHO-TIOMITUYHMX TPOLECIB  YMOX/IUBIIIOE
penpeseHTalilo 06pasis, IO TPAHCTIITH CTEPEO-
TUIIHI YAB/IEHHA CYCIIIIbCTBA, HAIIOBHEHI ceHcaMu
CIIIIBHOTY, KA NePEXNBAE CIIIbHUI KYIbTYPHMI
Ta icTopu4Huit JocBif. IIpencrasnene focmimKen-
HA HaJja€ 3MOTY JI/IA MOfja/IbLIOr0 BUBYEHHA 3MiHI
00pa3y XiHKI-MaTepi B KOHTEKCTi COLiOKYIbTYp-
HUX MOl CbOTOfIeHHSI.
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I. II. Ileyepanchkmit

KniBCbKWIA HaLiOHaNbHWIA YHIBEPCUTET KYNLTYPU | MUCTELLTB,
M. Knis, Ykpaina
ipecheranskiy@ukr.net

I. Pecheranskyi

Kyiv National University of Culture and Arts, Kyiv, Ukraine
https://orcid.org/0000-0003-1443-4646

L II. Ileuepancokuii. Texuiuni oco6mmBocTi Hapa-
TUBHMX eKIIH-irop 1990-2010-x pp. AK YMHHMK iX-
HBOTO PO3BUTKY B KOHTEKCTi IM(POBOro MUCTETBA

Poskputo Ta mpoaHami3oBaHO TeXHiYHi 0COOMMBOC-
Ti HApaTUBHMX eKIIH-irop 1990-2010-x pp. AK YMHHMK
iXHBOTO PO3BUTKY B KOHTEKCTi IIM(POBOrO MIUCTELTBA.
3a3HavyeHo, 1110 B Iii POKY eKIIH-irpy 3aBJAKM TEXHONO-
FiYHOMY IOCTYIIY BCE JK 3HIMICHU/IN [IEBHII «IIPOPUB» B
POSBUTKY irpOBMX T€XHOJIOTII Ta XYL0XKHbO-BIPayKa/lb-
HOI crcTeMu. AKIIEHTOBaHO Ha TOMY, I1J0 TOIOBHOIO T€X-
HOJIOTI9HOIO IeTEPMiHAHTOIO IIbOTO PO3BUTKY € irpOBuit
pytwiit (Game Engine), Ha 6a3i sikoro peanisyerbcs crio-
ci6 B3aemopii i3 cepeoBuIEM, @ IPOrPECUBHICTD MPO-
TPaMHOTO KOAY Ta aJTOPUTMIB, [0 BUKOPMCTOBYIOTbCA
LMM pyllieM, BIUIMBAa€ Ha TEXHIYHY AKICTb BCiX Xapak-
TePUCTUK — Bifi 300paXeHHA [0 3BYKY. [loBeieHO, 1110
PO3BUTOK BiJle0irop y >kaHpi eKIIeHy y BKa3aHMIi T1epiof
nepen6adaB BUpIlleHHA IPOONeMM YMOBHOCTI («aHi-
MaLifHOCTi») 300pakeHHS 3a JOIOMOTO TEXHONMOITY-
HMX IHHOBALiM, SKi 3MEHLIYBA/M HEePealiCTUYHICTD Ta
HifBUILyBaaM Or0 BupaXkanbHicTb. KimouoBy pomb y
IIbOMY Biflirpajia Taka eCTeTUYHa KOHCTAHTa, AK «Hapa-
TuBHMIT poctip» (Narrative Space). 3’sicoBaHo, 1o Tex-
HOJIOTiYHA €BOJIIOLisl eKIIH-irop K XaHpy 1udpoBoro
MMCTELTBA CYIIPOBOIKYBA/IACh II0ABOI0 HEMIHITHMX XY-
JI0)KHbO-OHTOJIOTIYHMX 3aKOHOMIPHOCTEN 1 IPUIIBUJ-
IIEHHAM IMHAMIKV OCBOEHHS irpOBOTO IIPOCTOPY.

KnrouoBi cnoBa: Hapamueni sideoizpu, exun-iepu 1990~
2010-x pp. iHmepakmueHuil Hapamus, HemiHilHicmb,
uugpose mucmeymeo, ayoiosizyanvHa npakmuxa.

L. Pecheranskyi. Technical peculiarities of the
narrative action games of the 1990s -2010s as a factor
of their development in the context of digital art

The purpose of the article is to reveal and analyze the
technical peculiarities of the narrative action games of
the 1990s - 2010s as a factor of their development in the
context of digital art.

The methodology of the research is accordingly
conditioned by the interdisciplinary and techno-cultural
nature of the subject of study that has an influence on
the choice of toolkit among the components of which
are: firstly, reductionist theory and the principle of
technological determinism, which help to reveal the role
of computer technology in improving game mechanics
and shaping the an artistic-expressive means inherent
in action games; secondly, narrative analysis that helps
to understand the connection of the aesthetic effect
with the unique narrative form of video games, which
makes it possible to synergize the interactive and artistic-
staging parts; and, thirdly, philosophical approach in its
connection with the art historical analysis, thanks to
the cooperation of which it becomes possible to apply
game and phenomenological principles as elements of
the above analysis to reveal the specifics of the artistic-
virtual space of action games, which is close to interactive
fiction and animated films in its aesthetic characteristics.

The results. It was pointed out that in the 1990s -
2010s narrative video games thanks to technical
progress made a “breakthrough” in the development
of an artistic-expressive system. On the examples of
“Wolfenstein 3D”, “Quake”, “Half-life”, “Half-Life 27
“Doom 37, “Fahrenheit”, “Crysis” and “Heavy Rain” it
was proved that the development of action video games
in the pointed period was supposed to solve the problem
of conventionality (“animation”) of the image through
technological innovations that reduced unrealism and
increased its expressiveness. The key role in this played
such an aesthetic constant as Narrative Space. It was
found out that the technological evolution of action
games as a genre of digital art was accompanied by the
emergence of non-linear artistic and ontological patterns
and the acceleration of the dynamics of the development
of the game space.

The scientific novelty. For the first time in the
article an attempt was made to analyze the technical
peculiarities of the action games of the 1990s - 2010s as

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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a factor in their development in the context of digital art
and interactive non-linear narrative.

The practical significance. The obtained results can
be applied in the modernization of programs for the
professional training of multimedia directors, sound
directors, animators, and other specialties in higher
education institutions. The materials of the work are of
the practical value for researchers in the field of theory
and history of art, modern screen culture and audio-
visual synthesis, and can be used in the development of
educational and methodological manuals and lecture
courses devoted to computer games and interactive
programs.

Keywords: narrative video games, action
games of the 1990s — 2010s, interactive narrative, non-

linear, digital art, audio-visual practice.

ITocranoBka mpo6nemu. Y 2005 p. B >xypHai
«CydacHa ecteTuka» Buitmia crarta A. Cmarca
3 TIPOMOBUCTOK Ha3Bow «Ym e Bigeoirpm Mmuc-
terTBoM?» (Smuts, 2005). V Hiit aBTOp, aHami3y-
104/ HAIIONYIAPHILII Ha TOM Yac Bifeoirpu, —
«Max Payne», «Halo» ta «Tom Clancy’s Splinter
Cell», — mocutp 00epexHO Ta 3BaXKeHO, aje Jo-
JTy4ae iX 10 «HEBUCOKOTO» MICTENTBA. YCi Lji irpu
MaloTh iHTerpoBaHi croxeT, 6MU3bKy 10 doTope-
anisMy rpadiky, a Tako)X HpPORyMaHi TPUBUMIpHi
CBiTM 3 GaraTuMy Ta ieTaIbHUMI TeKCTYPaMI, IO
3[IaTHi BUKMKATY eMOIIil, TUTIOBI [/ eCTeTUIHOTO
CIOITIANAHHA.

Cniff mOroaMTUCD 3 IEAKNMI Cy9aCHUMH JOCTIf-
HUKaMJ, fAKi BB)XKAITh, IO KOMII IOTEPM30BaHA
KY/IBTYpa He JIMIIe «eKpaHisye» Ta 1udpoBisye Bci
pemnpeseHTalil Ta Mozil, ajne i reHepye HOBI XYJ0XK-
HBO-CHHTeTMYHI CTpyKTypu. KoMm'loTepHi Bifeo-
irpu, Oymyun ogHMM 3 HalIepCIeKTUBHININX Ha-
IpsAMIB ayfioBisyanbHOI iHAYCTpii (IIPOrHO3yeThCA
3pOCTaHHA 00CAIiB CBITOBOrO PUHKY Bifeoirop 3
$199,74 mnpp y 2022 p. mo $307,19 mapx go 2029 p.
(Video Games Market Size, Share & COVID-19
Impact Analysis..., 2023)), cuHTe3yTb iHTepak-
TUBHIII NIOTEHIia/l BipTya/bHOI PeaNbHOCTI 3 Ha-
PaTMBHUMU 3acafjlaMy TeaTpy, JMiTepaTypy Ta Ki-
HeMatorpady, TMM caMyM TeHepyoun HOBi Gpopmu
Ta IIPUIIOMI Y TBOPYOMY IIPOLIEC], HAIIPUK/IAJ, iH-
TePAKTUBHMII HEMIHIHUII HApaTUB AK Ba)K/IVMBUIL
PErynATUB Y TpOIeci PO3BUTKY / PO3TOPTaHHA
icropii (Donikian & Portugal, 2004; Weber, Behr
& DeMartino, 2014; Zhu, Wu, Li, Avelyn, Mou &
Zhang, 2020).

AHami3 ocTaHHIX JOCTiKeHb i myOmiKaiiil.
[pyHTOBHA TeopeTidHa PO3pOOKa i BIBYEHHS IPO-
6rem, oB’A3aHMX 3i crenndikow BIVIMBY KOMII 10-
TEPHMUX TEXHOJIOTIN Ha XYJOXHI TBOPM Ta irpoBy
inpycrpito, posmnodanaca 3 mpanp C. [ompumana
PO MOBYM a0CTPAKTHOTO Ta BIPTYanbHOIO CBIiTiB
(Holtzman, 1995), JI. MaHOB14Ya IPO MOBY «HOBUX
Mepia» (Manovich, 2001), Ix. J. bontepa Ta P. Ipy-
31Ha po eHOMeH peMepiallii B KOHTEKCTi «<HOBUX
Mepia» (Bolter & Grusin, 1999) ta in. A. TopryHr
y CBOIJ1 TIpalli 3B€PTAETbCA 10 IUTAHDb XYA0KHbOI
BUPAXAIBHOCT] Ta crenniky BidyanbHOI pernpe-
3eHTallil onoBifi B KoM IoTepHuX irpax (Hornung,
2003). €. Apamc aHami3ye HeTiHIHY CIOXKETHY
CTPYKTYPY, OCOONMBOCTI HApaTMBY Ta AM3AIHY Y
Bifeoirpax (Adams, 2004, 2009). Bogrouac ynmano
3yCUIIb JIO0 JOCTIJI)KEHHA BifIeoirop, 30Kpema B ya-
CTUHI 3aIIPOBA/PKEHHA T€PMIHOJIOTI, BUCBIT/IEHHA
icTopii cTaHOB/IEHHA KOMIT'I0TEpHIUX irop fAK iHpy-
CTpii po3Bar Ta BUOKpeM/IEHHs 0a30BYX IPaBUII i
3acap opranisauii, foxnamu J[x. Holoman, A. byps,
E. Pomninrs, [I. Moppic Ta in. fxio 6parn go yBa-
IVl HOBiTHI Halpall0BaHH:A 3apyODKHIX aBTOPIB, TO
cmip BigsHaunty posBifky B.-M. Kapxymaxri mpo
MeTOJO/IOTiI0 TeHOHTOIOTIYHOTO JTOCTiI>)KeHHs Bi-
neoirop (Karhulahti, 2015), 36ipky eceiB 3a pemax-
nieto Ix. Po6cona ra I. Tasinopa, npucssyeny ¢i-
nocopcbKOMY aHaisy ecteTuky Bifeoirop (Robson
& Tavinor, 2018), pucepranito ®. Kammanbi mpo
MeTai3uKy i MeTaeTMKy B AM3aliHI CTpaTeridHuX
Bifeoirop (Campagna, 2020), crarti M. J[)oHCOHa
TIpO iCTOPMYHI aCTIeKTV ecTeTUKN KibeprpocTopy B
Bizeoirpax (Johnson, 2017), A. Tiitomi mpo oHTO/MO-
rifo mdposoro mucrentsa (Giomi, 2020), P. Ceii-
BaJIbJ] IPO iHTEPTEKCTYa/IbHICTD 1 hOpMyBaHHA KO-
JIEKTUBHOI mmam’ATi 1po Bifeoirpu (Seiwald, 2022)
Ta iH. TakoX O03HAYMMO IPYHTOBHY KONEKTUBHY
MOHOrpadio, IpUCBAYEHY MYIBTUANCINIIIHAPHO-
My IIIXOZly 0 HapaTMBHOI €CTETUKM Yy Bifieoirpax
(Denizel, Sansal & Tetik, 2021), Ta nikaBy mpato
C. Ilerrini npo xynbrypHi ocobmmBocTi peanismy i
¢yrkuionamisMy (ippeaniamy) Ha IpUKIafi TiHIBi-
CTUYHMX ACIIEKTiB BifjeOrpH, iHTEPaKIIio Ta «iHTep-
deitc» irpoBoro it peabHOro cBitiB (Pettini, 2022).

Ha BigmiHy Bif 3apyODKHUX yUeHNX, YKPAIHCBKI
TOCTITHMKY He TaK aKTMBHO IiKaBIATHCA 1 aHasIi-
3YI0Tb TEeMaTHKy KOMII IOTEPHUX Bifjeoirop, ase iH-
Tepec HayKOBIIB IOCTYIIOBO 3pocTae. Bingnaunmo



TOSIBY TIpalb i cTareit y mearorivnomy (Jlyrosa &
Brnaxko, 2018) Ta nepeknazsosnasyomy Kmwoui (lo-
noBanbka &, [Iponyummy, 2019; [Hatenko, Benrep
& [lpyxnuna, 2020) um posBifioK, IPUCBAIEHNX
AHTPOIIONIOTIYHMM 1 COLIIOKYIBTYPHUM aCIIEKTaM
Bifeoirop (CrparoHoBa, 2016; AnmieBa & XKyxo-
Ba, 2016; Cxuba, 2020), GeHOMeHY reitmMepcTBa Ta
refividikanii (Bapenina, 2014; XKapan, 2021). 3a-
CIIYTOBYIOTb Ha yBary Ipali, y AKUX Biieorpu pos-
IJIIAI0ThCS K B Mucrenrsa (Mapenny, 2013;
Xapnupka & Komicanyenko, 2020). 3Bakaroun Ha
Te, IJ0 HMHI B MUCTEITBO3HABCTBI He iCHYE JOCTIi-
JUKEHb, ITIPUCBAYEHMX KOMIIEKCHOMY BUBYEHHIO
Xy[0>KHbOI OHTOJIOTII BifIeOirop AK pisHOBUAY ayfiio-
Bi3ya/lbHIX IPAKTHK, 6a30BaHill Ha IHTEPaKTUBHO-
My HapaTyBi Ta HEJIHIHIN CHXXETHI CTPYKTYPI,
1151 po3Bifika HabyBae 0COOMMBOI AKTYaNbHOCTI.

Mera craTri — BMABUTM Ta IpOaHaIi3yBaTu
TeXHiYHi 0COOMMBOCTI HAPaTMBHUX EKIIH-irop
1990-2010-x pp. AK YMHHUKA IXHBOTO PO3BUTKY B
KOHTEKCT] L1 (ppOBOrO MICTELTBA.

Meroponoriss mOCHifKeHHs, BifNOBiAHO, 3y-
MOBJIEHA MDKAMCUUIUIIHADHUM Ta TEXHOKY/Ib-
TYPHUM CIPAMYBaHHAM NpeIMeTa BUBYEHHS,
i me BrmMBae Ha BUOip iHCTpyMeHTapilo, ceper
CK/IafIOBMX €/IEMEHTIB fAKOro: MO-IIEpINe, PefyK-
LIOHICTMYHA TeOpid Ta NPMHIVII T€XHOJIOTIYHOIO
ieTEPMiHi3My, 11O HONOMAralTb BUABUTU PONb
KOMIT IOTepPHMX TeXHOJNOTil mif yac opMyBaHHA
0COOMIBYIX XyI0KHBO-BIPAXKAIbHIX 3ac00iB Biffeo-
irop, a TaKOXX IXHill BIUIVB Ha €BOJIIOLIII0 XY/I0XKHbOI
Ta ay/Ji0Bi3ya/bHOI TBOPYOCTI; IO-/Ipyre, HAPATUB-
HUIT aHasI3, 1O JOIIOMAra€e 3po3yMiTH 3B 30K ec-
TETUYHOTO e(eKTy 3 YHiKaJbHOI OIOBiJaTbHOI0
dopmoto Bifeoirop, sika BMO>K/IMBIIIOE CYHEpTilo iH-
TepPaKTMBHOI Ta Xy/J0>)KHbO-TIOCTAHOBOYHOI YaCTVH;
i, mo-Tpete, dinocodcpknit miaxin y itoro 3B’A3Ky
3 MMUCTELJTBO3HABYMM aHa/Ti30M, 3aBIAKI KOOIEpa-
Uil AKMX BUHMKAE MOXKIMBICTb 3aCTOCYBATU irpo-
BT Ta (EHOMEHOTIOTIYHMIT TIPYHIUIIN SIK e/leMeH-
T 3TaJAHOTO aHANI3y, 106 O3HAYNTK CrelUQiKy
XY[0XXHbO-BIiPTYaNbHOTO ITIPOCTOPY HapaTMBHUX
Bifieoirop, AKui 3a CBOIMM €CTETUYHUMM XapaKTe-
pUCTHKamMy ONM3bKIIL 10 iHTEpPaKTUBHOTO irpOBOTO
Ta aHIMAaIiIHOTO KiHO.

Buknmag OCHOBHOrO Matepiany MOCTiIKEHHS.
Bynp-sika rpa, TpajuiiiiiHa YM KOMITIOTEpHa, He-
MOXK/IVMBA 63 CHCTeMV TIPaBII, IO KOHCTHUTYIOE
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0CcOOMMBIIT irpOBUIT TPOCTIP, KNI MOJENIOE pe-
Q/IbHICTD, IOIIOBHIOIOYYM 200 KOHTPACTYIOUM 3 HElO.
[ITogo Bifeoirop, TO BOHM IParHyTb «3aHYPUTI»
KOpUCTYBa4a (IpaBl) Y CIPOEKTOBAHWII BipTy-
QIbHUIL OOIINMP 3 BifNIOBIZHUMY MeXaHi3MaMy Ke-
pyBaHH#, IPOCTOPOBUMI JIOKALAMMY, KIHOUOBMMMU
i GoHOBMMM 00’€KTaMM, BHOCSYM BOJHOYAC HOBi
TIapaMeTpy Ta XapaKTEPUCTUKY Y CaM IPOLIeC, 11100
3arOCTPUTI €MOILIiiIHI IIepeXXMBaHHA TPABLB i CII0-
crepirayiB. Hacammepen, y cTaTTi yBara aBTopa 30-
cepelkeHa Ha HapaTMBHOMY TUIIi Bifjeoirop (K,
KBeCT 4V PO/IbOBI irpu), AKuit BiffpisHA€TbCA Bif He-
HApaTVBHOTO CIOKETOMICTKICTIO, TO/II AAK OCTaHHIN
«He MICTUTb >KORHOI icTopii a1 rpaBus» (Simons,
2007; Besmond, 2019, p. 21-22; [Toxxapuupka, 2021,
c. 125). ObpaHo came 1ieit TUII, OCKINbKM BiH Kpaie
3a HEHAPATUBHUII IEMOHCTPYE Xy/J0KHbO-ECTETIY-
HIII TIOTEHI[ia/m Bifieoirop fAK >XaHpPY LUQpPOBOTO
MJCTEL[TBA, T€HEPOBAHMII «peMefiallielo», «aHTH-
MOHTQ)KHICTIO» Ta IHTEPaKTUBHICTIO 3 0COOMMBIM
IIPOCTOPOBO-ONOBiJALHIM (HOPMATOM, 3aBJAKN
4OMY 30arauyeThCs BUPKaTbHUI IHCTpyMeHTapilt
3a3Ha4yeHoI ay/lioBi3ya/lbHOI IPAKTUKM, POSIUUPIO-
€TbCA JIOCBif, 1 PO3BMBAETbCA CIPUIHATINBICTD
rpaBLs.

YHiKa/IbHICTb BifleOrpy IIO/IATAE B TOMY, 1[0 BOHA
TeHepye ayAioBi3yalbHy Ta eCTETUYHY i/1I031I0, AKa
HaJfla€ 3MOIM He JIMIIE BIIIyTy XyJOXKHIi IPOCTIp
BIPTYa/lIbHOTO CBITy 3CepeiyHM, aje 1 3MIHUTU
jtoro cBoeto ydactio (Berger, 2002, p. 6; Schuch,
2016, p. 29). [010BHOIO TEXHONOTIYHOO JieTepMi-
HAHTOIO 11i€] YHIKabHOCTI Ta 1711031 € T. 3B. irpoBMIL
pymwiit (Game Engine), Ha 6asi skoro peanisyoTbcs
crioci6 B3aeMofil i3 cepefoBuIiieM, J0ro ayRioBisy-
anbHa crienudika ta yssneHHs icropii. [Iporpecus-
HiCTb IIPOTPaMHOr0 KOy Ta aITOPUTMIB, I1J0 BUKO-
PUCTOBYIOTbCA MM PYIIIEM, BIVIMBAE HA TEXHIYHY
AKICTh BCIX XapakTepucTuk — Bifj 300pakeHHA
mo 3ByKy. PisHi anropurtmm peanmisanii irpoBoro
pyLIif Ta HafjaHi HUM MOXK/IMBOCTI 6arato B 4OMy
BYM3HAYNM/IM CIIEKTD a/JAlITOBAHMX TBOPYMX IIPUILO-
MiB Ta croco6iB opraHisarjii Matepiany Bigeoirop
(Gregory, 2018).

Cepep 0CHOBHMX CK/IaIOBMX KOMIT 0TEpHIX irop,
BIOKpeM/IeHnx cBoro dacy I. ToBmanzmoM, — 3ByK,
306paxeHHs, iHTepdelic, HapaTUB Ta irpoBa Mexa-
Hika a6o mporec (gameplay) (Howland, 1998; Jin,
2021), — Ha 0cOO/MMBY yBary 3aC/IyTOBYE OCTAHHIIL,
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1110 Tlepei0ayae MpaBua B3aEMOil, IPyHTOBaHi Ha
TEXHIYHOMY MOTEHIlia/li irpOBOroO pyIlis Ta MiAmo-
pAznkoBaHi HapaTusy. CaMe irpoBa MexaHiKa BI3Ha-
Yae MOX/IMBICTb ayfUTOpii KepyBaTy HAIPAMOM
PO3BUTKY ICTOpIl Ta 3ajae eCTeTUYHI IapaMeTpu
CIPUITHATTSA B Pe3yNbTaTi perTaMeHTanil crocoby
B3a€EMOJii 3 TBOPOM ab0 Oe3nocepesHbO anropuT-
My iIrpoBOrO IpOLeCy, AMHAMIKM IHTEpPaKTMBHOI
fiil Ta BapiaTMBHOCTI camol iHTepakuii. Bugosminn
irpoBoi MexaHiku € ofHuM i3 Barommx ¢axTopis
PI3SHOMAHITTA HaNpAMIB Ta >XaHpiB Bifeoirop, a
il 3aTHICTb TPAHC/IIOBATY ILIITICHY €MOIIilo, 1O €
AKICHMM IIOKa3HMKOM XYHOXKHBOTO TBOPY, BKa3ye
Ha iCTOTHY arpuOylilo HapaTMBHUX Bifeoirop —
3aBepleHicTb. byayun gopmoro iHTepakTHBHOCTI,
irpoBa MexaHiKa, 10 CyTi, IPMBHOCUTb HOBY Bi3y-
QJIPHO-IIPOCTOPOBY MOJAJIBHICTD 11 GopMy KOMY-
HiKalii, /ie aBTOp 3a JIONIOMOIOI0 TBOPY PO3IIOYM-
Hae piajor 3 kopucrysaueM (Marak, Markocki &
Brzostek, 2019).

Hapatushi Bifeoirpy — J[OMiHaHTa PO3BUTKY
iHTepakTyBHOrO HapaTusy Ha Mexi XX-XXI cr.,
YPaxoBYHUM 3aJjaHy CIOKETHY KOHCTPYKIIO Ta
icropito, mo renepyerbcs B real time mip vac B3a-
€MOJIii KOPUCTYBaya 3 BIpTya/lbHIM CEPeOBUIIEM,
MOJIe/IbOBaHY Ta BY3/IOBY OpraHisailito croxery. Lle
HiATBEPIKYETbCA ICTOPiEI0 PO3BUTKY Bifieoirop i
0COOMMBO XaHPY «eKIIH». Y 1992-1996 pp. 3 mo-
ABoto Bifeoirop «Wolfenstein 3D» Ta «Quake» pos-
pOOHNMKaMy 3aTIPOIIOHOBAH] IjiKaBi Ta IPOrpecyBHi
Ha TOJ Yac pillleHHA: 3B€PHEHHA [0 peaniCTUYHOI
CIOKETHOI OCHOBY; BiITBOPEHHSA IICEBIOTPUBUMIP-
HIUX IIepCOHaXIB Ha 6asi crpaiitoBoi rpadikm Ta
i3soMeTpuyHOro OTOYEHHA (VAETHCA IIEPeBAXKHO
npo «Wolfenstein 3D»); TBOpue BUKOPUCTAHHS pe-
aTiCTMYHOTO 3BYKOBOTO PillleHHs; JOIIOBHEHHS JIN-
HAaMIYHOTIO irpoBOTO NpOLECY KOPOTKUMM TEKCTO-
BUMM BCTaBKaMI IIPO MOALL; TpaHCIALIA ORI Bif
TepIoi 0cobu 3a JOOMOTOK0 «CY0 €KTUBHOI KaMe-
pu» Ta BHYTPIIIHBO Ka[pOBOTO MOHTAXY, 110 IO-
CcTae HeoOXiTHOI YMOBOIO OpraHi3arii fuHaMiqHNIX
CIIeH Ta eCTeTVKI «HEMOHTaXHOCTI» fiil; po3pobka
irpooro pymrisa «Quake engine» i HOBUX anropur-
MiB pOOOTI 3 JAaHUMIL, 11O JO3BOMIV/IN BiMOBUTICS
BiJl YMOBHOCTI CIIpaifToBoi rpadiku Ta BifTBOPUTH
pearicTiyuHinre 06’€MHe CepeOBHILE; OTITOHAb-
Hi Mofieni mepcoHaxiB Ta 00’exTiB, dororpadiv-
Hi TeKCTypy Ta 00’€MHe CBIiTIO0, AKi BMOXIMBIIN

eKCIIEPUMEHTI 31 CBITJIOTIHBOBOI  CKJ/Ia/JOBOO
(crocyerbest «Quake») (Kent, 2010; Sanglard, 2019;
Petersen, 2021).

Taxum 4nHOM, PO3BUTOK BifIeoirop y >kaHpi ex-
meHy y 1990-x pp. mepen6ayaB BUPILIEHHS IIPO-
OnmemMy YMOBHOCTI («aHiManiifHOCTI») 300paskeH-
HS 3a JIOIIOMOIOI0 TEeXHOJIOTIYHMX iHHOBaIlil, SKi
3MEHINYBa/ly HepealiCTUYHICTh Ta MiBUIIYBaIN
BYP)Xa/IbHICTb OCTAaHHDBOTO. K/I0U0BY posib y 11b0-
MYy Bifjirpasa Taka ecTeTYHa KOHCTaHTa Bifieoirop,
SIK «HapaTuBHMI ipocTip» (Narrative Space): siKio
niTeparypa, KiHeMaTorpad, TeaTp OCHOBaHi Ha IICH-
XOJIOTIYHMX Ta MOAIEBMX aCIEKTaX TeHepaIbHOl ic-
Topil (TOOTO J1isi BUXOAUTD i3 KOHTEKCTY icTOpil Ta
3yMOBJIEHa HIM), TO Bifjeorpa 6e3IocepeHbo 3aje-
JKUTD Biff CTPYKTYpU TOTO IIPOCTOPY, Y IKOMY BOHa
icaye. Inmmmu cmoBamu, icTOpiA TBOPUTHCA He Me-
TAUVHHMKAM, a JHAMIYHIM OCBOEHHAM irPOBOTO
IPOCTOPY, B «HapaTUBHili fiil». CaMe TOMy JifieThcs
He IIPO CTaTUYHY, a AMHAMIYHY OHTOJIOTIIO, fie IIPO-
cTopoBi Bapiawii (peanicTuyHi Ta HepeanicTUYHi)
TIepeTBOPIOIOTHCA Ha GOPMATbHO-CTPYKTYPHI KOy
Bi3ya/lIbHMX 3HAKiB, 3[JATHUX IiJKPECIIOBATY TOHI
11 aTMocepy Ta/ab0 BupaxkaTu eMOLiiiHi BigTiHKN
(Isigan, 2013; Attademo, 2021).

Ockinbky B 3a3HAYEHVX Bifeoirpax Oinbiie Ie-
peBaxaB po3BaXATbHUI e(eKT, TO JYMKIU ZOCIIL-
HMKIB B OLiHIII IXHPOIO HapaTMBHOIO IOTEHIiaNy
posiitmnucs Ha pro (3. TomaimeBchkumii) et contra
([Dx. Ixym). Pape 3a Bce, mificTaBOO Takol HOMAP-
HOCTI IifIXO/iiB OYB aKIleHT y Bifeoirpax Ha irposiit
MeXaHilli, o6 NpuBabUTU Ta yTPUMATH TIPaBIs
(came i3 LMX IPUYKH JiesIKi PO3POOHNKY BBAKATHL,
110 Bifieoirpam He moTpibHa icTopis B3araii), a He
Ha JpaMaTypriuHiil CK/Ia/joBiil BIpTyaabHOI peasb-
HOCTI, y 3B’A3KY i3 IJUM LA ayfioBisyanbHa IpaK-
TMKa He Maja CYyTTEBOTO €MOLiTHO-eCTeTMYHOTO
BIUIMBY Ha KOPUCTyBayJa.

YcyHeHHA 1IbOTO HEZOMIKY Ta BJOCKOHA/IEHHA
TBOPYOIO IHCTPYMEHTapil0 HapaTUMBHUX Bifeoirop
posmovanocs micist Buxoxy «Half-life» (1998), sixa
pospobmanace Ha HOBoMy pymil «GoldSource».
Vloro inHOBamiitHicTh MOMATama y BUKOPUCTAH-
Hi CKe/leTHOI aHiMallii IepCOHaXiB il MOX/IUBO-
CTi BTiJIEHHA CIKETHMX BCTABOK B irpOBY [ii0
(Machkovech, 2020). Ha >xans, 1je He gopano mep-
COH@)XaM MiMiKy, TOMY 3311 JOCATHEHHA eeKTy
eMOIIi/THOI BMPaXaNbHOCTI BIAMNCA 1O Tepebinb-
IIEHHA 1103, JKECTiB 1 BUKOPMCTAHHA MOBU. Ajle



TOTIOBHOIO XY[J0)KHbOIO HOBAIL[IEI0 TPU € CKPUIITOBI
CIleHU, — KiHOMi3aHcIeHN abo KiHemaTorpadiuni
Iepexofiy, iHTerpoBaHi B eJIMILIEN, Jie KOPUCTY-
Bay CTA€ CBIJKOM CIXKETHOI IIOfil, — 4epes AKi pe-
a/i3yBaBCA HAPATUB 3a JONIOMOIOK He TEKCTOBMX
BCTaBOK, a IIOCTAHOBOYHOI aHiMaljil IIepCOHaXiB.
3aBJIAKYM CKPUIITOBUM CII€HaM BJIa/ioCs MOENHATH
HAapaTyB Ta irpOBY MEXaHIKY, 1110 CLPUSIO IMOLIil
IHTerparlii KOpuCcTyBaya B Xy 0KHIN IIPOCTip TBOPY
(mopiBHsHO 3 «Quake») Ta JOCATHEHHIO Ba)K/TMBO-
ro eMoiitHoro edexry npucyrsocti (Sallge, 2010,
p- 105). Ilo cyTi, ckpunToBa cljeHa BUABUIACH KOH-
CTUTYTUBHMM YVHHUKOM CK/IAQJHOI JpaMaTyprid-
Hoi cTpyktypu «Half-life», 3 1i croxerom Ta inpu-
Bijlyatisalli€lo epCcoHY TOMOBHOTO reposi (BYEHOTO
[. ®pimena), AKni po3KpMBa€ HAPATUBHY CKIAZIOBY
IJIAXOM MOJIE/I0BAHHA BipTya/lbHUMM aKTOpaMu
00CTaBNH 3a/jaHOI peanbHOCTI, TeHepPYIoUN eKpaH-
Huit 06pas.

Y 2004 p. BuxomATb Bifpasy MBI Bifeorpu
«Doom 3» Ta «Half-Life 2», sixi € HacTynHuMY eTa-
IaMI PO3BUTKY HApaTMBHOIO Ta TEXHONOTiYHOTO
TIOTEHI[iaTy IIbOTO XXaHPY IU(POBOro MICTELTBA.
«Doom 3» 4iTKO IEMOHCTPYE IOCTYN B OIAHY-
BaHHI IIPUITOMIB KiHOOIIOBIfIi 3aBJAKN OPTraHi4HO-
My IO€HAHHIO Bi3ya/lbHOTO Ta 3BYKOBOTO PARY,
0araTOrpaHHOMY BUKOPVICTAaHHIO MOXJIMBOCTEN
CBIT/IA J1 CKPUITOBMX CLIEH, a L€ IPa BifI3HAYAETh-
cs1 baraTbMa TeXHIYHMMM HOBAL[AMI: aIrOPUTMU
JUKepeNl OCBIT/IEHHS, AKi JO3BOJAKTb KMIATH TiHi
Ha pyxoBi 00’exTy; TexHomoria Normal mapping,
3aBJAKU AKiM TPUBMMIPHI MOJieIi BifITBOPIOBA/IICA
JIOCUTB JIETa/Ti30BAHO, 1110 JO3BOIMIO 3aBYa/TI0BATH
HEeJOCKOHAICTh MEePCOHAXIB Ta 00’€KTiB, MiBU-
umty iHpopMaNiiiHy eMHICTb 300paXkeHHS TOLIO.
Ane HalironIoBHille, PO IO 3a3HAYaMM €KCIep-
TI, — Ipa He MPOCTO PO3IOBifiana iCTopito, ane it
3a JIOTIOMOTOI0 3aCTOCOBAHOTO ABTOPAMI TBOPYOTO
IHCTpyMEHTapilo, BKII0YaK4M CBIT/IO Ta TAMMY 3BY-
KiB, HarHiTama 6axaHi Harpy><eHHA Ta aTMOCdepy
CTpaxy, 3MyLIyBaja KOPUCTYBaya MepefHATICA
aTMoc(eporo Toro, mo Binbysaerncs (Kent, 2004;
Kosak, 2004; Atherton, 2004).

Tonosuoro BigminnicTio «Half-Life 2» Big «Half-
Life» 6yna noniicropiitnicTs. 3a gonomororo mocra-
HOBOYHOI B3aeMOJii Oe3iui mepcoHaxiB gpyroro
mnany (A. Benc, b. Kanxays, po6ot Arikc) Bramocs
BUJJO3MIHUTY irpOBIII IIpoLieC. BHeCeHH: fUHAMIKI
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11 pO3MAiTTs 10 TMOAiEBOTO PsNY (MepecrifyBaHHs,
TIepeCTPIIKY, MOWYKM Ta iH.) BifOynocs 3aBAsKM
3a/Iy4eHHIO JOCBINY KIHOTBOPIB KaHPY €KIIH, 0CO-
OMUBICTH AKOTO — MIATPUMKA iHTepecy IIsAfada
Bif IOYATKY icTOpil 0 QiHanbHuX TUTpIB. I3 1ic0
MeTolo i Oyma 3acTocoBaHa (i3MyHa cucTeMa Ipi,
KO/ TpaBellb BUKOPUCTOBYE IiAPYYHi NpefMeTH,
monarouy nepemkopy. IIominmimeHHsa ecTeTMYHOro
eeKTy JJOCATHYTO 32 JJOOMOTOK 300pakeHHS 3
pO3LIMpeHM AMHAMIYHUM Jialla3oHOM. Bracwe,
TOMY BJJA/I0CA [ieTa/li30BaHO OINPALIOBATI IIPOCTIp
i peanicTiYHO Ta eKCIIpeCcHBHO BiATBOpUTH Hebeca,
o nepersopuno «Half-Life 2», Ha gymKy meskmx
eKCTIepTiB, Ha «HapaTuBHMI menesp» (Staff, 2019).

[lo peui, came 3aBJAKY TaKill «peamicTNYHIN» ec-
TEeTUL|i HapaTMBHI Bifieoirpu i1 BipiSHAITHCA Bifl
IHIIMX MUCTELbKUX IpakTUK. Hanpukian, sparHi-
CTIO peasIi3yBaTI y Ipi peaibHuMIi pyX IepcoHa)ka Ha
BiIMiHY Bif CKYJIbIITYPH, Jie PyX MOXe OYTU TinbKu
HaMiveHu1 i 03010, ab0 orIAKoM 00 €KTa 41 JI0-
Kallil 3 pi3HMX CTOpiH, MaHINy/IIO0YY IHCTPYMEH-
TaMyl IIepeMillleHHA KaMepy, 10 HeMOXXIMBO IIiff
4ac posIIARY KapTUHY, Jie IPOCTip BifoOpaxaeTh-
s JTuile KOMIO3KIiiHumMu 3acobamu. Takox crif
3BEPHYTH yBary Ha BiICYTHICTb JTAaKYH (IIOpOXXHe-
4i), AKi iHOZI XapaKTepHi A/ iTepaTypHOro TBOPY
1 O3BOMAIOTD JOMMUCIUTH TIOJII: Y HAPATUBHIN Bi-
Jieorpi 3aBJAKM iHTEpPaKTMBHO 0OpaHOMY IpaBlieM
II/IAXY EePCOHAXKA TAKVX TAKYH HeMae, 10 Hafiiige
MY/IbTYMERITHUI CBiT KOMIT I0TepHOI Iy 61/1b11I0I0
PeaniCTUYHICTIO MOPIBHAHO 3 IHIIMMU TBOpPaMM
K/IaCUYHOTO MUCTELTBA.

[lInpoka mamiTpa KiHemarorpadiyHux mpuiio-
MiB Ta IIOCTAHOBOYHUX €/IEMEHTIB IPeJCTaB/IEeH]
y Bigeorpi «Fahrenheit» (2005), sika poskpuna mo-
TeHIlia/l MOHT)XHOI IIpe3eHTallii il Ha mpoTuBary
aHTMMOHTaXHil ecreTui (Cage, 2006). CueHapu-
croBi Ta pexuceposi [I. Keiifpky Bnepie Branocs
BiITBOPUTM HApaTMBHY 00pasHicTh y 1i TicHOMY
3B’A3Ky 3 KiHeMaTorpagivHowo. BiH sMeHImMB Tpu-
BaJIiCTb irpoBOI MOCHIJOBHOCTI BifpisKiB icTopii
Ta iHKOpHOpyBaB 0e3/iy CKPUNTOBUX €/NeMEHTIB
(pyx xamepu, IOCTAaHOBOYHI PaKypcH, HOTieKpaH
i MOHTaX), 1100 TOCATTH IHTePAKTUBHOI {UHAMIKY
Ta HeniHiitHOCTi cloKeTy. [Topsin 3 ocobmuBoI0 por-
IO €JIEMEHTIB KiHOMOBY, fKi JJO3BOJIANN TBOPYO
TpaHCHOPMYBATH Ta €KCIIPECUBHO TIOfIABATY TOfIii,
PO3MAITTA aHiMallil TeHEPYBANIOCA 3a JOMOMOIOK
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TEXHOJIOriI motion capture, 10 IepeHecna Pyxu
npodeciliHNX aKToOpiB y BipTyaJbHe CepeoBMIIe.
3BiCHO, BApTO MOTOAUTIUCA 3 AEAKUMU KPUTHKAMU
B ToMy, mo «Fahrenheit» cyrreBo mocTymamaca
IHIIMM 32 AKICTIO ONPAIIOBaHHA IIEPCOHAXIB Ta
cepeposua (Chalk, 2015), nmpore BpoBamKeHH:
LKAV «IiJ03pW» Y 3B’A3KY 3 iHTepdeiicom, 0OMe-
JKeHMit iMiT yacy s 30epexkeHHs1 HeoOXiZHOro
TEMIIOPUTMY PO3BUTKY iCTOpii Ta IIBMAKOIUIMH-
HOCTI, aKTMBHE BYKOPMUCTaHHA MY3MYHMX KOMIIO-
3UIIJ Ta iHII TBOPYI NOIIYKM aBTOPCHKOIO KO-
JIEKTVBY B YacTVHI afjanTanii KiHemaTorpagitaoro
IOCBimy 361iIpIIIIN YaCTKY XY[0)KHbOI CKIaI0BOIL B
HapaTVBHIX Bifleoirpax.

He menni 11ikaBolo i IOKa30BO B aCITEKTi, SKWI
JOCTI/PKYETbC, BuABMIAch Bifgeorpa «Crysis»
(2007), pospobnena Ha CryEngine 2 — ogHOMY 3
HepIINX PYLIiB, AKi BUKOpKCcTOBYI0TH Direct3D 10,
npore BiH TakoX migTpumye DirectX 9 Ha
Windows Vista ta Ha Windows XP (Crysis, 2007).
Oxpim HasBHOTrO 6asucy ayjioBisyajnpHUX Xapak-
TEPUCTUK B irpoBIil IHAYCTpil, BOHA MICTI/IA KiNbKa
TEXHOJIOTIYHMX iHHOBALiM: MiATPYMKa iHBEPCHOI
KiHEMATVKM, IO JO3BOJIAE LOCAITU IPUPOJHIIIOL
IUTACTVKM T€POIB, CUCTEMa iMiTalil MOBEJIHKM pi3-
HUX Qi3VYHNX CepefjOBIIL J HOBI aITOPUTMU TeHe-
pyBaHnHA ocsitnenHs (Per-pixel lighting Ta kom6iHa-
111 TiHel), BiffoOpaXkeHH, 3aJIOM/IEHHS Ta aHiMaIlii
TeKCTyp. HapaTus poskpuBaeTbcs 3a JONMOMOION0
IHTEPAaKTMBHUX NPUIIOMIB 1 CKPUIITOBMX CIi€H, Y
AKNX PEXNCEP 3BEPTAETHCA IO €CTETMKM JIOBIUX
IUTaHiB, HPOAYKOBAHOI Cy0 €KTMBHOKW KaMepolw.
[Ipamuit (Big nozil go mopii) Ta HempsAMuit (depes
¢oto, IpyKOBaHI JOKYMEHTN) CYIpPOBiE TIpaBIid
poburts ictopito BikpuTimow, a feramiszanis Bip-
TYaJIbHOTO IPOCTOPY, fie 0cobmiBe Micle mocinae
COHAYHE CBIT/IO, Pa3oM 3 IHIIMMM pilleHHAMN Ha-
OIVDKAIOTD 3a CTYIIeHeM HaCU4YeHOCT] irpoBii Kaap
0 KiHOKajpy 3 JOro eCTeTHKO-OHTONOTIYHIUMI
XapaKTepuCTUKaMu. A 1ie Gi/bIIOi peamicTIYHOC-
Ti «Crysis», AKI0 MOPiBHATH {i, mpuMipom, 3 «Far
Cry» (2004), ne Buxopucrannit pyuiit CryEngine,
HaJla€ iCTOTHO IOKpALleHNI1 irpOBMIT IITYYHWI iH-
tenekT (Game artificial intelligence), ssxum y Bigeo-
I'pi HaJliNIeHi BOPOTL.

CBO€EpPIHNM TIICYMKOM €CTETHMKO-TEXHOTIOTIY-
HOTO IIOCTYITy HapaTUBHMX BiZl€0irop B O3HAYeHMi
nepion 6yma mosiBa «Heavy Rain» (2010), pexu-
cepoMm sAKoi BUABMBCA Bumesrafjanmit [I. Keitmx.

3aBaAKM HeabMAKOMY 30/MVDKEHHIO Bifieorpn 3 Ki-
HeMaTorpadoM, BOHA JiCTaa Ha3By «iHTEpPAKTVB-
Hol gpamu» (Purchese, 2008; Zagal, 2011; Joaquin,
2023). Po3pobHVKY MOMICTUIN BUIOBUIIHICTD Ha
APYTUIi IIaH 1 Ha IepIINii BUHECTN APaMaTyprilo,
KVHYBIIM BUKIMK OCHOBHMM BafjlaM CYYacHUX Bi-
feoirop — creoperumisanii i nmpumitusizanii. [o-
nosHumi repoii I. Mapc ynpoposx icropii Moxe Ti-
KaTy Bif| TIOTOHi, BCTYIIaTH B 611Ky, KOMYHIKyBaTu
3 IIEPCOHAKAMM 9/ BUMHATY MOPAJIbHO Ta Ipama-
TypriyHo BumpaBpaHi Ail (mpumipoM, BOUTH TOp-
TOBL HApKOTMKAaMM), BOZHOYAC IPUPOFHUI Xif
Kay3a/IbHIX 3B 5I3KiB He Oype mopyureHo. Ha okpe-
My YBary 3aclyroBYe HEiHIIHIII PO3BUTOK €Ii30-
ZIiB, 1JO PO3TOPTAIOTHCA 3a JOIMOMOTOK JOCKOHAJI-
moro, Hix y «Fahrenheit», cuntesy intepaxkryHoi
Ta II0CTAHOBOYHOI CKIafoBuX. HoBi iHTepaKkTUBHI
MOX/IBOCTi Oprasisanii Ta posMaiTT CKpUIITO-
BJIX CLieH IIPOIIOHYIOTh T'PaBIlio 0e3/Iiy MapuIpyTis
MDK OIOPHMMM TOYKaMM, a HENHIMHICTb HAPATUBY
ZIil Ta IOfiil pO3BMBAETHCA B [PAMATUYHOMY PYCII,
HOETHYIOUN IX Y CHOXKETHY JIiHII0 Ta BUK/IVKAIOYM B
TpaBIA LTy HATITPy eMOLii i BpaxeHb. Poskput-
T4 aTMOCepH, HACTPOIO Ta 3aAyMY KOKHOI OKpe-
MOI CLIEHM CBil4MTb IIPO TEXHONOTIYHMII PiBEHb
Bigyarisallii Ta feTamisallii J0Kalli, 10 TOJA€E pe-
QTICTMYHOCTI [iifioBUM ocobam (Imkipa, Bomoccs,
smopuiky). Ha gymxy M. Hikcona ta [Ix. bisokxi,
IPENCTAB/IEHNII Y Bileorpi HOBMII TUII «iHTEpaK-
uii-so6paxenns» (“interaction-image”) posrnama-
€TbCs K Ti0puy irpoBUX il Ta OMIiil KOHTpOTEpa
(mpuCTpilt, MO BUKOPYMCTOBYETHCA IS BBEEHHA
AHUX Y Bifleorpy), AKui MificUIIoE ineHTIiKaIlit0
3 IepcoHaXaMM Ipit. BiH po3BUBa€eThCA 3 1€1bO3iB-
CbKOI KaTeropusanil KiHemarorpagivHux o6pasis
Ta IXHBOTO 3B’AA3KY 3 mpocTopoM i yacoM (Nixon &
Bizzocchi, 2013).

3aBusku cucremi ¢ikcauil pyxiB «performance
capture» BJja/I0Cs CTBOPUTY aHIMALlil0 IIEPCOHAXIB,
sIKa [03BOJIIIA IIepefaTH Haﬁmpiéﬂimi HIOAHCU aK-
TOPCBKOI IPH, @K [0 PyXYy 3iHMIb Ta A3MKa. Ko
nonepeyHi Bigeoirpu 6inbie pokycyBancs Ha mo-
Ui MpoTaroHicra (BHYTPIUIHBOKAaZPOBUII MOH-
Tax), To 3ajiaumit y «Heavy Rain» omeparopcbkuii
TIOITIAJ, Yepe3 ollepaljioHali30BaHi CKPUIITOB] ere-
MEHTY, J03BO/IMB PO3POOHMKAM TPAHCIIOBATH I10-
Aiii i HeOOXiIHMM KYTOM Ta CTBOPIOBATU eKPaHHI
MeTtaopy, BUKINKAIOUM BifinoBigHI emoil. Takox



CJIiJi BiI3HAYNUTY BIZIMOBY Bifl 30BHIIIHbBOIO iHTEP-
dericy, komn rpaBelb 6a4NTD /MUIIE Tepost Ta Mpo-
CTOPOBI /I0Kallii HaBKONIO HBOTO. 3 YpaxyBaHHAM
BIIIIIeO3HAUeHNX ocobmiBocteit «Heavy Rainy,
MO>KHa CTBEPIPKYBATH, 110 BIIEpILE IHTePAKTYBHII
TBip HaOYB XyA0KHbO-00Pa3HOI LiMCHOCT], OCKi/Ib-
K1t irpoBuit mporec 6yB TBOPYO ONpAIibOBAHMIL Ta
TaKUM YMHOM iHTETPOBAaHUIL [JO CK/IaZy TBOPY fK
JI0T0 ITOBHOI[IHHA YaCTUHA.

BucnoBku. Omxe, ynpogosx 1990-2010-x pp.
HapaTVBHI eKIIH-irpy He 6e3 JOMOMOTY TeXHOJIO-
TiYHOTO IOCTYILY, /€ BCE K 3MIACHWIN IIEeBHUI
«IIPOPUB» Y PO3BUTKY XYHOXKHbO-BUPaXKaIbHOI
cucteMy. 3aBIAKM TEXHOJOTIYHIN HETOCKOHAIOCTI
300paXkeHHs, sIKa CTOCYBaIach OOMeXXeHb Ha Bi-
3ya/bHUI pAJ 1 TBOpYOI IpeseHTanii Aii, mo cyri,
HApOJKYETbCA YHIKa/IbHA eCTeTVYHA OHTOJIOTIA Ta
XY[OXXHA CTUICTUKA HapaTUBHUX Bifeoirop. Crin
HOTOJUTICA 3 [YMKOK, IJO B TOHUTBI 32 «T€XHi4-
HOI0 peayliCTUYHICTIO», 30KpeMa 1o 2004 p., Bif-
OyBCsL BemMYe3HMIT HPOrpec y HOCATHEHHi Iiiel
peamicTUYHOCTI  NMPOCTOPOBMUX  XapaKTePUCTUK
BIPTya/JIbHUX CEpeNOBUI 3aBIAKYM peopraHisaiiii
Ta BJJOCKOHAJIEHHIO TEXHOJOTIN: 3pOCIM PO3Ji/b-
Ha 3J]aTHICTb, PO3MIpU eKpaHa MOHITOpiB Ta 00-
YYCII0BA/IbHI MOTY)KHOCT] KOMIT I0Tepa; 3 ABU/IACS
MO>X/IMBICTb 3aIIOBHUTY Kaip APiOHNMY e TansAMI,
110 Hafjano HeoOXifHWII ecTeTUYHWIT eeKT; Oyu
po3pobieHi TexHOMOril, AKi MifBULIYBaIN Bi3yab-
HY SAKIiCTb MOJieTIelt, TeKCTYP, aHiMallil; po3pobieHo
Ta BIIPOBA/PKEHO HOBI aITOPUTMI MOJETIOBAHHA
CBiT/Ia; BUKOPMCTaHHSA CKPUITOBMX CIIEH, irpOBOTO
pywis CryEngine 2 Ta in.

[o10BHOK ~ TEXHOJIOTIYHOK  JETEPMiHAHTON
IIbOTO PO3BUTKY € irpoBmil pymwiii, Ha 6asi sKOTO
pearnisyernbcs croci6 B3aeMogii i3 cepefoBuimen, a
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IPOTPECUBHICTb NPOTPAMHOIO KOAY Ta aarOpPUT-
MiB, IJO BUKOPUCTOBYIOTbCA LMM PYLIiEM, BIIA-
Ba€ Ha TEXHIYHY AKICTb BCIX XapaKTEPUCTUK — BiJ
300paxkeHHA 710 3BYKY. Po3BUTOK Bifjeoirop y xaH-
pi exlIeHy B o3HayeHuIl Tepio mepenbayas Bupi-
LIeHHA INIpO6/eM) YMOBHOCTI («aHIMaIiiifHOCTi»)
300pakeHHS 3a JJOIIOMOTOI0 TEXHOJIOTIYHMX iHHO-
Ballill, AKi 3MEHIIyBa/Iy HepeamiCTUYHICTD Ta IIifi-
BUILYBa/IM JIOTO BMpaKanabHicTb. KmouoBy ponb
y LIbOMY Bifjirpasa Taka eCTeTH4YHa KOHCTAHTa, AK
«HapatuBHumit npoctip» (Narrative Space). Texuo-
JIOTiYHA eBOTIOLIiA eKIIH-Irop K >KaHpy L1 (POBOTO
MICTENTBA CYIPOBOKYBANaCh MOABOK HEMiHil-
HMX XY/J0)KHbO-OHTOJIOTIYHMX 3aKOHOMIPHOCTEN! i
NPUIIBUJUIEHHAM [MHAMIKY OCBOEHHA IrpoBOrO
npocropy. Lle mosBomao 3amyunuTi KOpucrysada
[0 iHAMBIya/lbHOTO MiaJIOry, IIOJAAPYBABIIN Iajli-
TPY HOBMX €MOIIili Ta IIOYYTTiB, a OTXKe, iHTEpaK-
TYBHUI HapaTVB PO3MIMPUB TBOPYMII IOTEHINA
Bifjeoirop fAK >XaHpPY LMQPPOBOTO MMCTELTBA Ta
CYYaCHMX ayfliOBi3ya/IbHMX IIPAKTUK YIIPOLOBXK 3a-
3HAYEHOTO Mepiofy.

[lepcrieKTuBM MOJANBIIMX [JOCTIPKEHD IIEpef-
6ayaioTb MOX/IMBICTb IPYHTOBHILIOTO BUBYEHHS
K 0COONMBOCTEI XYZOXKHBOI MOBYM HapaTMBHUX
BifjeOirop OKpecneHoro Iepiofy, Tak i iXHIO IIO-
JaIbIIly eCTeTVKO-TEXHOJIOIIYHY €BOMIOLII0 Iicia
2010 p. 3 ypaxyBaHHAM OKpeCTeHMX 3H00YTKiB.
3a aKTMBHOTO BIPOBAJDKEHHA BXK€ Cy4acHMX irop
y BipTya/bHUIA IIPOCTIP MOXKINBO LOCTIUTI HOBI
IPOPUBY 5K Y CHPUIHATTI 1{bOr0 GeHOMEHY IpaB-
1eM, AKNI BUKOPMCTOBYE TapHITYpy BipTyalbHOI
peanbHOCTI, TaK I B XyI0XXHbO-€CTETUYHIN CHCTEMI
KOMIT I0TepHIX Bifieoirop.
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I0. B. Bockoboiinikoéa. Cnenmdika ¢popmoyrso-
penH:A B xopoBomy mukni «Ilcanmu [Tasuposi» P. Ton-
MayoBa

CraTTa MiCTUTD pe3ynbTaTH KOMIJIEKCHOTO JJOCTIi-

IPKeHHA crienuiky pOopMOyTBOPEHHA B XOPOBOMY I~
ki1 P. Tormadosa Ha Bipui T. [lleBuenka. 3a 10IoMOromo
TEKCTOJIOTIYHOTO QaHAMi3y BU3HAYEHI CMICIOBI THUIN
ncanMiB (IMpaKTUYHi, 61aranbHi, XxBaneOHi, 3BIHYBaYy-
Ba/IbHI) Ta 0cOO/MMBOCTI iXHBOI My3IT4HOI OygOBH. 3aC0-
0aMy CTPYKTYPHOTO, My3MKO3HABYOTO Ta {HTOHAL[IIIHOrO
aHaJIi3y BCTAaHOBJIEHI 3aKOHOMIPHOCTI BTi/lleHHS CEMaH-
TUKI IICA/IMIB y KOHKpeTHi My3n4Hi popmi. Busasneno
3HaYeHHA cTpodidHoi hopmu B OyZOBI LIMKITY, BCTAHOB-
7neHo ii HacKpisHuit XapakTep. BusHadeHo opmy Bcix
YacTUH LMKy JI OKPECTIEHO HaIlpsAM HOJaIbIINX Hay-
KOBJX PO3BifIOK Y cepi apXiTeKTOHIKM LUKy Ta Joro
BUKOHABCBKIIX 0COOMMBOCTEIL.
KnrodoBi cmoBa: mysuune mucmeymeo, xopose mucme-
4meo, xoposuti yuxs, noesii Illesuenxa, 0yxoeHa mysuxa,
UepKOBHI meKcmu, Ncanmu, HopmoymeoperHs, inmep-
npemauyis.

Yu. Voskoboinikova. The specificity of musical
shaping in the “Psalms of David” choral cycle by
R. Tolmachov

The relevance of the article. “Psalms of David” in the
poetic adaptation of Taras Shevchenko have long been
a part of the choral culture of Ukraine. More than 20
composers have created musical versions of these texts,
using separate verses or the entire work.

The latest version of the Psalter is the choral cycle of
the Ukrainian conductor, singer, composer and teacher
Ruben Tolmachov.

The first nights of the work took place under his
leadership in May 2023 and had great success and public

resonance. That is why the introduction of this work to
scientific discourse is relevant.

The purpose of the article is to reveal the specificity
of musical shaping in R. Tolmachov’s “Psalms of David”
choral cycle in its relationship with textual semantics.

The methodology. With the help of textual analysis,
the semantic types of psalms (didactic, pleading,
laudatory, accusatory) and the peculiarities of their
musical structure were determined. By the means of
structural, musicological and intonation analysis, the
implementation regularities of the semantics of the
psalms into specific musical forms have been established.

The results. The musical structure of all psalms was
analyzed, the patterns of musical shaping were revealed,
and the specifics of the relationship between the musical
form and the content of the poetic text were described.

The scientific novelty. For the first time, the analysis
of the structure of Ruben Tolmachov’s choral cycle
based on Taras Shevchenko’s poem was introduced into
scientific discourse.

The practical significance. The results of the
research have practical value for performers of works by
R. Tolmachov, as well as composers and researchers of
choral music.

Conclusions. In R. Tolmachov’s “Psalms of David”
cycle the principle of strophic composition of parts
prevails.

In general, four main types of musical shaping can
be highlighted, which are partially correlated with the
thematic focus of the psalms.

Didactic (enlightening) psalms, which depict the
pious life of the community, have more “stable” forms
(two-part, three-part).

Psalm 12 and Psalm 149 have signs of a thorough
development based on monothematism.

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.



The accusatory psalms, dedicated to the future
Judgment Day (52, 93, 81), are made up using strophic
forms with elements of reprise. At the same time, the
81" psalm is characterized by a less active dramatic
development and contains a solo episode of a cathartic
nature, which is designed to emphasize one of the
central ideas of the cycle about the mortality of a person,
regardless of his/her status, about higher moral and
spiritual values.

It is also worth noting that the architectonics of
R. Tolmachov’s psalms is mostly characterized by the
final position of the climaxes.

Keywords: musical art, choral art, choral cycle,
Shevchenko’s poetry, church texts, psalms, musical shaping,
architectonics, interpretation.

AxrtyanbHicTh gocnimxenHaA. «[lcanmu [laBu-
foBi» y noetnyHux nepecnisax T. IlleByenka Bxe
JIOBIMII Yac HaOyBAIOTh BTIIEHHA Y XOPOBIil Ky/Ib-
Typi Ykpainn. ITonag 20 xoMnosuTopis cTBOpMIN
MY3WYHI Bepcil X TEKCTiB, BUKOPMCTOBYIOYM OK-
pewmi noesii a6o Becb TBip moBHicTI0 ([epacumenko,
2017).

Hajtakryanprimon Bepciero IlcanmiB y xpo-
HOJIOTIYHOMY CEHCi € XOpOBUIT LMK YKPaiHChKO-
ro [MpPUTEeHTa, CIiBaKa, KOMIIO3UTOpA 1 Ilefarora
Py6ena TonmavoBa. Tsip OyB 3aBepiueHnit Harmpu-
KiHmi 2022 p. i HEB/IOB31 IIPE€3€HTOBAHMII: CBITOBA
npem epa Bifbynaca 10 tpaBua 2023 p. (Gazinsky
choir Xop im. B. [asincekoro, 2023) y BUKOHaHHI
BiHHMIIbKOTrO aKafieMiyHOTO MiChKOTO KaMepHOI'O
xopy im. B. [asincpkoro (xyz. kep. Xpuctuna bep-
3ip), a 20 TpaBHs 2023 p. TBip 6yB HmpeacTaBICHNI
y KneBi y BukoHaHHi 3BefieHOr0 Xopy 3a y4acTi Jii-
BOYOro Xopy «Borumk» KuiBcbkoro mamany giteit
Ta IoHauTBa (XyA. Kep. Onena Cornmoseit), XOpoBOI
Kamnenu «JI3BiHOuOK» KuiBcbKoro mamauy gireit Ta
IoHanTBa KuiBCbKOro manaiy fiTeil Ta IOHaITBa
(xyn. xep. Pyben TomMadoB), a TaKOX y4acHMKiB
Xopy ancambmo Hauionanbaoi reappii Ykpainn
(romoBHmit xopMericrep — Amnppiit Kapminens).
O6mupBa KOHLEpTH Hpoymum mif opymowo Py6e-
Ha TormMavoBa, 3a yvacti 6anpypuctku Karepuun
Jlro6uyk (BinHwI), Mamu Be/mKumit ycIix Ta cyc-
minbHuil pesonanc. Came TOMY BBEJEHHS LIbOTO
TBOPY B HAYKOBMIT OOIr € aKTya/IbHIM.

IlocranoBka mpo6memu. «IIcamvu [laBumosi»
Py6ena TonmavoBa — Iie CydacHa KOMIIO3UTOPCHKA
iHTepmpeTalis MeBYEeHKIBCbKOI 1MOesil, 37iliCHeHa
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il 4ac POCINICbKO-YKPAIHCHKOI BillHM. YHiKab-
HICTb IJbOT0 KOMIIO3UTOPCBHKOTO JJOCBIfy IOTpeOye
Pi3HOACIIEKTHOTO aHa/li3Y K CEMAaHTUYHIX, TEKCTO-
JIOTIYHUX, TaK 1 CyTO MY3MKO3HABUNMX aBTOPCHKUX
MeTOZiB pOOOTH 3 IIOETNYHNM MarepiaioM. Y mo-
nepefHbOMY focnimkenHi (BockoboriHikoBa, 2022)
BKe Oy/I CHCTeMaTI30BaHi IPUHINIIN TpaHcop-
Malii IeBYEHKOBYX TEKCTiB Y LIboMY TBOpi. MeToro
cTarTi € BuAB/eHHA crienudiku GopMOyTBOpEHHS
B xoposomy ki P. Tormauosa «IIcanmu [JaBupo-
Bi» y 1i 3B’I3Ky 3 TEKCTOBOIO CEMAHTHKOI.

AHami3 ocTaHHIX AOCTimKeHb i myOmiKamiii.
XynoxHe Brinennsa «[Icanmis JaBuposux» T. Illes-
YeHKa Y TBOPYOCTI YKPAiHCHKMX KOMIIO3UTOPIB Y
GaraTbox Ipalsx, K Oy/I0 3a3Ha4yeHO BMIIE, aHA-
nisysana JI. IliBTopanpka (/1. [epacumenko). Hero
Oymu po3rIAHYTI MUTaHHA (QOPMOYTBOPEHHSA B
[lleBuenkiBchkmx mcammax M. Jlucenka (Iepacu-
MeHKo, 2016).

OcobmBocri
cry «lIcanmiB» posriAHyTi y npauAx JJaHumeHKo
(2007) i Tynumpbkoi (2014).

Ananiz gpopmoyrBopenns B ki P. Tonmadosa
3[ICHIOETbCA BIIeplle, MPOTe MPUHLVIN POOOTH
KOMIIO3MTOPa 3 TEKCTOM IEPIIOJKepena BXKe Po3-
IIAHYTI B HaIl nonepenHiit crarti (Bocko6oitHi-
KOBa, 2022).

Buxmag ocHOBHOro Marepiamy NOCITi)KeHHH.
JAK cBifUUTD icTOpiA MYSUYHOI KyIbTypM, TEKCTU
TICA/IMIB € O71arOfjaTHNM MaTepiaioM Ay KOMIIO3-
TOPCHKOI TBOPYOCTi AK Y KAHOHIYHOMY IlepeKaji,
TaK i B IIOETUYHYX IIepecIliBax.

BopHouac moeTnyHi nepecniBy € HiYMM iHIINM,
AK CIpoOaMM BITHOBUTU «XYZOXKHIO CIIpaBeJLIN-
BICTb» Ta IIOBEPHYTH LM TEKCTAM IXHE «IIEPBICHE»
BipuIoBaHe 3ByYaHHA. BifoMi Taki moBHi moeryy-
Hi nepexnagy, Ak «[Icantup» T. Crepuxonga-Xo-
nkuHca (1562 p.), «Ilcantup HdaBugosa» fna Ko-
xaHoBCcbKoro (1579 p.), «Kenescbka Ilcamrup»
K. Mapo ta T. e besa (1587 p.), «IIcamtup» T. Pa-
BeHCKpodTa (1621 p.), a TaKOX B pi3Hi 4acu 4uc-
JIEHHVMMY ToeTaMy Oy/u IepeBefieHi y BipioBaHiit
dopmi okpemi rcanmu ta ixHi GpparmenT.

[lepecmiBu T. IlleBuenxa Mmictath 10 mcanmis,
PO3TANIOBAHNX 32 TIOPAAKOM 30i/IbIIIeHHS HOMEpiB.
MotuBaisa Bu6opy Hapasi HeBioMa. € rimoresa,
110 BoHM 00paHi AK HaityxuBaHint, a T. [lleyen-
KO Mir 3HaTy ix Hartam ATb (BockoboiinikoBa, 2022,
c. 68).

CaMOTO IIIeBYEHKIBCBKOTO TeK-
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[1in6ip meBHMX McaMiB 10 KOHKPETHOI CUTYALIl
€ TPafuULiHUM IS XPUCTIAHCHKOI 60rocmyx60-
BOI KY/JIbTYpM. 3a/IeXXHO BiJi 4acy mH:d, cBATa abo
MaM ATi CBSILIEHHOI MOfii PiYHOrO KaJeHJapHOTo
IMKTy OOTOCHYXXiHHSA MiCTUTh TIeBHi ICaNOMHi
noegHanHA. Tak, HalpUK/IAf, YaCTUHY PAHIIIHbO-
ro OOTOCTY)XiHHS CTAHOBUTD WECMUNCAnm s, Ha
Tocmopichki, boropopnyni Ta iHIIi cBATa CIiBalOTh-
cs BifIOBiHI 8UOPAHI ncanmu, YUTaHHS HOBO3a-
BiTHUX ¢parmeHTiB Ha JliTyprii BumepemkaeTbcs
KOpoTKuM paAgkoM y Ilcantupi — npokimMHOM,
AKUI TPAMO YM AJIETOPUYHO CTUCIO TOTYE [0
CIPUITHATTA NOfATIIIOTO TEKCTY. AJIXKe JOCBif] BU-
KOPMCTAHHA LIi€]l aBHbOI CBALICHHOI KHUIU 3 Me-
TOX0 IYXOBHOT'O OCMMC/IEHHA K Ka/lleHaPHOI OA(I,
TaK i >KUTTEBOI cuTyalil B 1ioMy motpebye iHopi
BMOIpKY HaBiTh He MOHOJITHUX ICA/IMIB, a Bifmo-
BiJHMX IM PAJIKIB.

Ysarani ninnicts IlcanTups nonArae B 70ro ax-
TYaJIbHOCTI TIiJi Yac OyAb-AKMX COLia/NbHUX Ta [y-
x0oBHMX 3pyiueHb. Lle Biguys i Pyben Tonmauos,
KOMIIO3UTOPCbKA B3A€EMOJi AKOr0 3 IICa/IMaMu
T. IlleBuenka posnoyanaca 3 81 ncanma «Mix 1a-
PAMU-CYAiAMIL...»' — eMoliiiHOi pedecil Ha mo-
niii 2014 poky. Inei cTBopuTY NOBHMIT LYK/ TOA1 He
BuHMKI0. [lepmmit mcamoM OyB HammMcaHuil A
XOpoBOi Kamenmy «/[3BiHOYOK», AKOK KOMIIO3UTOP
KepyBaB y)Ke IOHaJ 13 pokiB. 3a pik 1A TOro
ckmagy 6yB Hamucaumit 149 ncanom «Ilcamom Ho-
Buit [ocroieBi...» — 3a TeMaTUKOIO Ta eMOIiTHUM
3abapB/IeHHAM IPOTUIXHNI 81.

Y 2017 p. KOMIIO3UTOp 3HOBY 3BEPTAETHCA 10
IIeBYEHKIBCbKIX TEKCTIB, ajie TBip 30pi€HTOBaHMI
y>Ke Ha IHIIOro BYKOHABIA — BCECBITHbOBITOMMII
qornoBiunmit cexcrer «ManSound», y sikomy P. Ton-
MauoB criBae 3 1993 poky. Ha et pas ue 12 mca-
noM «Yu Tu mene, mumnit Boxxe, Ha Bik 3a6yBaerr?»,
HAIVICAHUI CTIel}ia/IbHO /I TaCTPOIbHUX KOHIIEp-
TiB B [3pairi.

Ilig 9ac KapaHTMHY KOMIIOSUTOP 3BEPTAETHCA
1o 53 ncanmma «boxke, criacu MeHe», KW TTNIIe IS
«ManSound», i 1 ncanma «bnaxen MYX», PO3paxo-
BaHMI Ha BUKOHAHHS Ka1eno «J[3BiHOY0K».

Biitna mipmrosxnyna P. Tonmayosa pyxarmcs i
mami 3a meBYeHKiBCbKMMMU TekcTamu. 28.02.2022
0yB 3axingeHnit 52 ncanom «IIpebesymumii B cepui

Kaxe, 1o bora Hemae», a y 37 feHb BiliHU —
136 icanom «Ha pikax kpyr BaBunona», HaliBigomi-
LI TEKCT, IPOHM3aHMit 6ormeM 3a cBow BiTumshy.
ITepimunit 3 HUX NpU3HAYABCA AJI BUKOHAHHA JIiBO-
9iM XOpoM «BOTHMK» Ta Kamenow «[I3BiHOYOK»,
npyruit 6y Harmicanwit it «ManSound». Y ueps-
Hi 2022 p. KOMIIO3UTOP CTBOPIOE MY3MKY Ha BipIli
42(43) ncanma «boxxe, HamMMM yuMa 9y TBoko
crmaBy», a Ha [lenb HesanexHocri 3akinuye pobory
Haz 132 ncanmoM «Hu € 1o Kpaie, ayyuie B CBiTi,
AK YKYII XUTW» A KiHOYOro ckmapgy. Mysmune
BTi/IEHHA OCTAHHBOTO BipIIa 3 ILIEBYEHKIBCHKOIO
LMKy H06a4uB CBIiT y rpyaHi 2022 poky — 93 mca-
nom «locmopp bor nmuxux kapae». Takum 4mHOM,
HibKM caMm co6o010, moBOM cHOPMYBaBCS TOBHUIL
IIVIK/T XOPOBMX MiCHECIIBiB (IMB. pUCYHOK 1), pi3-
HOMAHITHMX 32 XapaKTe€pOM Ta KOMIIO3UTOPCHKM-
MM PillIeHHAMM.

[InTanHA, AK NOEIHATH IICANIMM, AKi IMCAIUCA
OKpEeMO, Y LiiCHMI TBip, IPUBEIO KOMIIO3UTOPA
10 inei mepeOynyBaTy CTPYKTYpY LieBYEHKIBCbKO-
To LMKy BiJITIOBIHO /10 BTACHOTO 33a/IyMY, @ TAKOX
JIOfaTI 10 XOPOBYX HOMepiB 6aH/ypHi iHTepofil,
AKI Many IHAKPEeCIUTY HaliOHAbHUIT KOMOPUT
KOMIIO3UIIil, Ta MapTii0 YUTL, JOPYYUBLIN JIOMY
CBOEPIifHI «emirpadu», iHTepTeKCTYaIbHO OB 53a-
Hi 31 3MiCTOM II€BYEHKiBCbKMX TcanMiB. Takum 4u-
HOM copMyBanacs HaCTYIIHA OCTOBHICTb (JMB.
PUCYHOK 2).

Y AKOCTi MOETHYHMX 3B’S30K KOMIIO3UTOP J0-
nyuns pparmentu noemn «Kaskas» T. IlleBuenxa,
B1OpaHi crpo¢m 3 iHmmMX TBOpiB moera («Epe-
TUK», «| MEPTBUM, 1 KMBMM, i HEHAPOIPKEHNUM. ..»),
a TakoX Qparmenty Bipmis I. @panka, I. Orienka,
B. Coctopy, JI. KocreHnxo.

[Ipem’epa nukmy BinbyBamaca y Bemmkopsiit
Tepiofl, KOMM B YKPAIHCHKIN CIIIIBHOTI BIiTalOTbCA
cnopamu «Xpucroc Bockpech Moxnuso, came 1e
3yMoBuJIO BU6ip mepmoro Bipury I. Orienka (HaBo-
IUMO (parMeHt):

«Xpucroc BOCKpec, a 3 Hum BockpecHe

Tocnopna npaspja Ha 3eMii,

I Bce cBaTe, i Bce HebecHe

3arpae 30pAMU B iMIIi.

Xpucroc BOCKpec, i mepemora

Hlo6pa Haj 3710M BOTHEM 3aCHE,

1. Haspy i TeKCTH ICaIMiB TYT HABOJATBCA 3 yPaXyBaHHAM KOMIIO3UTOPCHKIX PeflaryBaHb, AKi JOKIaHO POSITLAHYTI B IIONepeHilt CTaTTi.
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. ITcanmu P. ToamauoBa y nopsiIKy HAIIMCAHHA

W
Icanom 81. «Mix napsmu-cyaissmu»
-_—

Ilcanom 149. «Ilcanom nosuii l'ocniogesi»
Icanom 12. «YUu Tu mene, muanii boxe, HaBik 3a0yBacur»
Mcanom 53. «Boke, cnacu Mene»
Ilcanom 1. «Baaxken myx»
Icanom 52. «Ilpedesymunii B cepui kaxe, mo bora nemae»
Tcanom 1 36. «Ha pikax kpyr BaBuiiona»
-
Icanom 43. «bo E, HALIMMH YIHMA 4y.1H TBowo ciaBy»
Hcanom 132, «Yu € mo Kpaue, JIy4me B CBITI, SIK YKYIIi KHTH»

Ilcanom 93. «Tocnoas bor auxux kapae»

A

Pyuc. 1. Ilcanmmu P. TormadoBa y HOpAAKY HallMCAaHHA

Mopsinok ncaamis y uukii P. Toamavosa

Hcanom 1. «baaxken Myx»
Hecanom 43. «boxe, Hamumu yuuma uyiaun Tsow ciaBy»
Iecanom 12. «YUu Tu mene, musinii Boxe, napik 3adyBaci»
Ilecanom 93. «l'ocnoas Bor nnxux kapae»
IMcasom 53. «boxke, cmacuH Mene»
Iecanom 52. «Ilpebesymunii B cepui kaxe, mo bora nemae»

Iecanom 149, «Ilcasom noswnii locnoaesi»

Ileanom 136. «Ha pikax kpyr BaBuiona»

Heamom 132. «Yu € mo kpaiue, Jyqine B CBiTi, AK YKYII JKHT

Heanom 81. «Mik napsamu-cyaismu»

Puc. 2. Tlopsapox ncammis y uuxii P. Tonmagosa

I monecernca gyx mo bora «I ' He BCTaHYTh 3 IpaBeIHNMMU
Y napcTBO 30psiHe 6e3Kpae...» 37ii 3 TOMOBUHY,
IIcanom 1 «bnaxcen myx» € MajKe JOCTIBHUM Jlina no6pyx OHOBIATbCH,
HepeKIafioM IepuIofKepena i HaJIe)KUTh 0 T. 3B. [lina 371X 3aTMHYTb».
IVIAKTUYHYX (TIOBYA/IBHYX) TICA/IMIB, fle HaJjaHO PosmipkoByloun mpo QopMy OKpeMux Icai-
HACTaHOBY LIOf0 671arouecTyBoOi MOBeMiHKM (TYT i MiB, BapTO 3a3HAYNTH, 110 3ara/loM MY3MKa TOYHO
nani nuryerbcs 3a T. llleBuenkom): BifIOMBAa€ BCi TEKCTOBI 3MiHM, Jly>Ke THYYKO CTifIye
«bmaxeHHMIT MyX Ha TyKaBy 3a CTI0BOM, i B 3arajbHOMY CEHCi OCHOBOKO op-
He Bcrymae pany, MOYTBOpeHHA € cTpodiuHa komnosutis. [Ipore B
[ He cTaHe Ha yTb 371070, KOXXHOMY HOMepi 11 CTpogivHa CTPYKTypa BOJHO-
I 3 moTUM He csme». Jac TsOKie 1o sAKoich iHImoi popmy — iHOAI 3a Xa-
Takox TyT OpiBHAHO IULAX IIPaBEIHOIO i Heve- paxTepoM 00pasHOCTI, iHOfIi — 32 TeMaTH3MOM.

CTUBOTO, i TOKa3aHO pe3ynbTaT IbOro HIIAXY:
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MysudHa popma 11pOro ncajama B iHTeprpeTanii
P. TonmmadoBa Mae 03HaKy CK/IaHOI TPUYACTMHHOI
dopmnu

A — BC — Al — xopa,

fie BC — gBovacTuHHMI cepepHiit pospin, Al —
IVHaMi3oBaHa penpusa. Kpaiini pospimum MarmoTh
XapakTep XOmM, AKUII MORYIIOE BiJl CIOKIiIHOTO
PYXY [0 YPOUNCTOI Pillly4OCTi B OCTAHHbOMY, Ce-
penHill — KOHTPAacTHO IIpe3eHTye 00pasu «bya-
JKEHHOTO MY)Ka» Ta «KHEYeCTUBOTO».

[ToeTnynwit emirpad [0 HACTYHHOro IcanMa
B3ATUIT 3 ToeMy «KaBkas» i mpucesdennit 06pasy
[Ipomeres.

Icanom 42 (43) «boswce, Hawumu ywuma uymu
Teoto cnaey» B opuriHajbHOMY BapiaHTi HOCHUTD
XapakTep oKy borosi Ta Haragye Hapony Ispa-
ing mpo icropito HacmigyBanHa 3emmi O6iToBaHOI:
«He 60 MeveM CBOMM HacTefMIIIA 3eMJTIO, ¥ MBIIII[A
X He CIIace X, HO fecHuIa TBos, u Mbluma Tsos,
npocsenieHne mua Toero, Ko 6/1aroBOMIT ey B
Hyx». Ha Bigminy Bif opurinany, T. llleBuenko oco-
071MBO aKL|EHTYe HA POXaHHi (HaBiTh, BUMO3i) /10
bora «BcTaTh Ha Kara 3HOBY»>.

MysnudHa CTpyKTypa Hacliffye [BOYaCTMHHY
¢dopmy meBIeHKIBCbKOTO IICaIMa

A—B

Y nepuromy poszini (A «boxe, HaumMu yum-
Ma») TIOET aKIeHTYe /MIle Ha Bs4HOCTI borosi 3a
JIOIIOMOTY B 4acyl iCTOpMYHMX NPOTUCTOSHD YKpa-
iHcpKoro Hapopy, a B apyromy (B «Oxpapeni, 3a-
MYy4eHi y yTax YMMpaeM») HfeTbcs PO BipHICTD
Bory B HailTsDK4MX 00CTaBUMHAX Ta ONIaraHHA MPO
noromory. Ane Py6en Tommavos Jife mwie gani Bin
IIEPBICHOTO 3MICTY IICa/IMa, YaCTKOBO Pearyrymu
TeKCT (VB. PUCYHOK 3, ZOK/IafHille PO BCi KOM-
IO3UTOPCDbKi 3MiHM TEKCTY, IXHi IPUYMHM Ta Ha-
cminku auB. y crarti (Bockoboitnikosa, 2022)).

3Ba)Kal4M Ha 4ac HANMCAHHA XOPY, 3pO3yMiJo,
IO periiKa «He CMMPUIACh Jylla Halla» € BUpa-
JKEHHAM 3arajIbHOTO CTaBI€HHA YKPaiHCBKOTO Ha-
POy 0 BilICbKOBOIO Halafy CYCiiHbOI iep>KaBL.

[lepenMoBO0 [0 HACTYIHOrO IcamMa € (par-
meHT TBOpy T. IlleBuenka «EpeTnk», y AKOMY aBTOp
nozae posnymu IBana Iyca («Kpyrom nempaspa i
HEBOJIA...»).

Texct ncanma 12 «9u Tu mene, munuii boxe,
Hasik 3a0yeaew?» Moxe OyTH TPaKTOBAHWII AK
OYKBa/IbHOMY CEHCI — IPOTUCTOSHHA NMIORAM-BO-
poram, TaK i B pyc/li XpUCTUAHCHKOI acKeTHMYHOI

TpajuILii — BHYTpIlIHA AyXoBHa 60poTHOa 3 Ipi-
XOM 1 BJIafj010 AMABOMA HaJ| BIACHOK AyIIer. 3Bic-
HO, IlepeMora B Takiit 6uTBi 6e3 bora s BipsHuHa
HEMOXX/IMBA, TOMY Ji IIparde BOHA 3BEPHYTUCA [0
Hporo 3 Bigyaligymamnm NpOXaHHAMM PO CIIACIHHA.

[TcamoM 3a 3MiCTOM Ha/IeXUTb IO OnaraabHUX,
1ioro popMy BU3HAYaEe MOHOTEMATHYHMIT HACKPi3-
HMIT PO3BUTOK, 32 AKMUM BiJUyBa€TbCA KYIUIETHUI
KOTIOMUVIKOBUI IIPOTOTMIL:

A->Al->A2-> A3 - kopma B,

[InaxoM (akTypHMX 3MiH Ta HU3KU MORY/IALII
KOMIIO3UTOPY BJJA€TbCA IOAONATH KYITIETHE YJie-
HYBaHHS, BUOYIOBaBIIM €IMHY JIiHiIO ApaMaTyp-
TiYHOTO PO3BUTKY, AKUIT 3aKIHIYETHCA KY/IbMiHaLi-
€10 3 IOBTOpoBaHMX perik «Cracy mene!» Ilicma
lleApaMaTU3yIo4oro CIajy Caiye [ONOBHEHHS,
AKe, pajlle, MOKHa BUSHAYMTY AK KO, HDK OKpe-
M1 PO3Ji/L, X04a 3a MaTepia/loM BOHA [Jy)Ke Bifipi3-
HAETBCSA BiJi OCHOBHOTO MacuBy HoMmepa (B «Cnacu
MeHe, TIOMOTIIOCS» ).

Y sKocTi moeTnyHOro emirpada ;o HaCTYIIHOTO,
93 mcajMa, KOMIIO3UTOP BUKOPUCTAB (parMeHTH
VI rmaBu noemn «Xpucroc» B. Coctopu. [onoBHOIO
ineero B3ATMX pAAKIB € HEOOXiZHICTH €THOCTI Ta
CTiitKOCTi B 60pOTHOI.

Cam ncanom 93 «locnodv boz nuxux xapae»
CIIOBHEHMIT 60/1eM PO BHYTPILIHIO HeCIpaBefiy-
BICTb Y CYCI/IBCTBI, PO 6€3KapHICTH TpilIHMKA.
Ane 11 minHO 3ByunTb Hafiisg Ha Cyppto Beiel 3emi,
BIeBHEHiICTb y Voro Bipmari ropaym i HedecTuBuM.

BynoBa 1jporo Homepy npuBepTae yBary neBHOK
BHYTPIIIHBOI TeaTPajbHICTIO: KOXHMIL 00pas i
KOKHA T332 MAE CBOK MYSUYHY XapaKTepUCTUKY,
IIpY LIbOMY paMaTypriyHuil PO3BUTOK HOMEpa Ma€
Xapakrep Oe3nepepBHOCTI, He3BAKAKUM Ha IMOSABY
HOBOTO TEMATHU3MY i NeBHe TSXKIHHA [I0 penpus-
HOCTI:

AB > CDE » F > GH — B1A1B2

ExcrionyBaHHs 00pasiB BiOyBaeTbcs 3a HOIO-
MOTOI0 IBOX TeMaTUYHMX eneMeHTiB (A — «[ocmozb
Bor muxux kapae», B — «migHiMucs Hap 3emiieron).

Hesemmuxnit nomigonisosannit emisog (C —
«[JOKM XBAJIATbCA JIyKaBii») MUTTEBO MEPEPOCTAE
B pyx mo KymbMinanii (D — «i 3apisanmu mpoxo-
JKOTO, BJIOBY 3aJlaBU/IN»), HIC/IA AKOI 3BYYUTH KO-
poTeHbKa fieApamarusyioya 3B’13ka (E — «xro 6u
CITac MeHe O] nyKaBoro») 1 lajli — COMbHUII eni3o],
AKUI y0c06moe OCHOBHY iffeto ncaimma (F — «IKOU



Ueprosnocios ancokuii
opuzinan

Slko cmupHcs B epeTh
Aylla Hala, npHiIbie 3eMiu
yrpoba Hauua.
Bockpecuu, [ocrioau,
1IOMO3H HaM W M30aBH HAC
umeHe paau Teoero.

Bepcia T. Hllesuenxa

CMmupuiacs aya Hauia,
AKuTh THKKO B OKOBax!
Beranb ke, boxke,
MOMOKH Ham
Bcerarh Ha Kara 3HOBY.

Peoaxnia P. Toavauoea

Bceranb e boxe, momMoxu,
TaKKO JKHTE B OKOBax
He cmupunace ayma Hawma
Jlaii Ham BeTark,

BCTATb HA KaTa 'iliOB)"!

Puc. 3. @parment ncanma 42 (43)

He bor nomir MeHi»), y Bukasensi 6apurona. e
¢dparMeHT HOCUTb XapakTep eKCIPEeCHBHOTO pe-
YNTATUBY, AKUIl IOENHYE WIMPOKMII BOKAIbHUI
Jliala3oH 3 MOBJIEHHEBOW 3abapBieHicTio. Takmit
npuitom nepconidikaliii Hajae Baru TEKCTOBI, 110
IPOTO/IONIYEThCS. 3aKiHUeHY JYMKY COMICTa MifiX0-
nnioe xop (G — «Tu pagyenr moro Ayury») i Mysuka
HabyBae riMHiyHOrO Xapaktepy (H — «1a mpebyne
TBos BOMA»).

[ToBepHEHH cII0YaTKy 3MiHeHOI TeMy B1 («ymy-
npitecst Hemyzpii»), a moTiM i guHAMi30BaHOI TeMu
Al («Jocnogp bor ymuxux xapae») mepeTBOPIOETH-
cs1 Ha cmaBocoB’st (B2 — «msitecs minam Voro ta
Biuniit Moro cnasi, amtyiisal»). CaMe Takuit mops-
JIOK IIOSIBY TeMaTU3My GOpMYeE BiTdyTTA I3epKajb-
HOI pernpusiu.

Y moeTndHOMYy enirpadi 10 HaCTYITHOTO IcanMa
KOMIIO3UTOP 3HOBY 3BepTaeTbcA o noemu T. [lles-
yeHKa «KaBkas», obuparounm capkacTuyHi psAKM,
IO BUCMIIOIOTb CIPOOM NTYKAaBUX JIIOfEN «Iepe-
TATHYTU» bora Ha cBoto ctopony. Tyt P. Tonrmauos
BHOCHTD JleAKi KOPEKTVBY B IIeBYEHKIBCbKIIl TEKCT
3apaju 61110l aKTyasisawil 3MIiCTy Ta MOXX/IMBO-
CTi acOLiI0BATH L€}l TEKCT i3 HMHILIHIMM BOpOraMu
YkpaiHu (ZuB. pUCYHOK 4).

Ilcanom 53 «bosxce, cnacu mete» y LIeBYEHKIB-
CbKOMY IIPOYMTaHHI B IIOpPiBHAHHI i3 I}€pPKOB-
HOCTIOB STHCBKUM JKEPE/IOM OTPUMYE aKIeHTH, sKi
MOYKHA 0XapaKTEePU3YBaTy AK XPUCTUAHCHKE CTaB-
JIeHHA 10 cynporyuBHMKa. [lo-mepire, TekcT opuri-
Hajy «boxe, yC/IbIII MOMUTBY MO0, BHYIIN I7IaTO/IbI

YCT MOMX» 3MiHIOETbCA Ha «Montoch, Jociopy, BHY-
my iM ycT MoiX Imaromn». Ilo-mpyre, mopaBaHHA
T. lleBueHKOM CT1iB «He 3HAKOTD, 1JO AIIOTb» iHTEp-
TEKCTYa/IbHO BiJHOCUTb CIyXada JI0 XPeCHOI MO-
Ty Xpucra 3a Tux, xto Moro posim’sis. Kymbmi-
Halig 1€l iiel MiCTUTbCA B HACTYITHUX PALKAX:

«ITomomocs Tocomesi

CepLeM OfMHOKMM

I Ha 371X MOIX IOITIAHY

Hesnum mMoim 0KoM».

dopma 11bOro ncanma TAXie 0 TPUIACTVHHOIL:

A —BCD —Al,

ne A — mepuiit emisop 3 solo TeHopa, B («bo Ha
Iy MOIO BIIa/IM CU/IBbHII, 4ysKii») — XpoMaTidHe
dyraro, sKe MOLy/II0€ B Ma>KopHe IIpocBiTieHHs C
(«bor MeHi foromarae»), a motim y xopan D («ITo-
momocst Tocmopesi»). Bin crpimMko BupocTae B
Ky/JIbMiHallil0, Ha MiKy AKOi IOBEPTAETbCA TeMa A,
TIIbKY BXX€ B IMHAMi30BaHOMY XOPOBOMY BMKJIa-
neHHi. Taka cTpyKTypa HOMepa Byke CIOCTepirasa-
A B 1-My 1IcajMi, @ CXOKi IIPUHLUIIN PO3BUTKY — ¥
93-my.

[TepenMOBOIO 1O HACTYIIHOI YaCTVHY LUKy BU-
cTymae GpparMeHT 1eBYeHKiBCbKOro Bipmra «I mep-
TBUM, 1 )XMBUM, i HEHAPOJKEHVIM...», Y AKOMY aB-
TOp 3BEPTAETHCS /10 CMIBBITYM3HMKIB 3 GaraHHAM
00’emHaTICS 3apaju CBOIl KpaiHu. Y TOit jXe 4ac
TIOET 3aCYIXKYE THX, XTO

«I He 6aunT, i He 3HAE —

Ormyxmn, He YyIOTb;

Karinanamu MiHAIOTbCA,

IIpaBpor0 TOPIyIoTH.

€20¢ ‘18 @nssl ‘aulen|n Jo ainynd




30

KynbTypa Ykpainu, sunyck 81, 2023

‘®parvent noemn T. epuenka «Kapka

Bepcin T. lllesuenka

3a Kpaxy, 3a BOHHY, 3a Kpos,
[1{o6 6paTHIO KPOB MPOIHTH, MPOCATH
[ morim B gap ToGi nMpUHOCATE
3 noxkapy BKpajeHHi nmokpos!!
[Tpoceitiince! Ta nie i xouem
)21X TIPOCBITHTH,
Conie npasau nMokasaTH
imuM, Oaumnm, iTsam!..

Pedaxuin P. Tormauosa

3a Kpaxy, 3a BOHHY, 32 cMepmb,
[11o6 GpatHio Kpor nponut Tede npocsTs!
[ morim B rap ToGi npuHOCATH
3 noxkapy BKpajieHHii mokpos!!
IIpoceitniuce! Ta e i XouyTh
HAC npocBiTHTH,
«CoHIe npaBam» MoKaszaTu
Caninum, 6aunu, jgitsam!

Puc. 4. ®parment noemu T. [lleBuenka «KaBkas»

eHT neaava 52

Ileprosnocnos’ancoKuit
opuzinai

Brerna possparut bor
nuieHenue josei CBoux,
Bo3pajyercs Makos u B

Bo3Becenutes Mapauib.
Bospamye

Bepcia T. Lllesuenxa

Konuce bor Ham BepHe BOIIO,
Po316’e HeBOMIO.

cxpanumo Tebe, boxe,

XBaJICHIEM BCAKHM;

bea [3pains

[ cesaTHil lakoB.

Peoaruin P. Toamauosa

Bocxsanumo
Tebe, Benukuit boxke,
XBaJICHIEM BCAKHM,
Poszipsas ['ocrioas HeBomio,
MTOBEPHYB HAM 0110,
['ocniogHio BOJIO,

iica, [3pains!

Puc. 5. Oparment ncanma 52

I Tocrioma 3HEBaXKAKOTh,

JTropeit 3anpATaoTh

B Taxki sspma. OproThb nuxo,

JInxoMm 3aciBarThb».

Icanom 52 «IIpebesymnuii 6 cepyi xaxe, ujo
boza nemae» nepexnasennit T. IlleByenkom maii-
e JIOCTIBHO. AHTHUIepPOEM TEKCTy € Oe3yMellb,
110 3anepeyvye B cepli cBoiM 6yTTa bora, a peans-
HICTIO — TIOIMPEHHA 3HeBipyM i rpixa. Bimpisus-
I0TbCAA OCTAHHI PALKYM B Pi3HUX BEPCIAX TEKCTY 3a
€MOLIiJIHYIM HAIIOBHEHHAM i JOCATHYTOI METOH. Y
C/IOB’SIHCBKOMY BapiaHTi MOKHa 6Q4uTV 3Bi/IbHEH-
HA BiJj TIOJIOHY AK YMOBY PajOCTi HapOfy, y IIeB-
YeHKIBCbKill I10€3ii BUpa)keHa Ha/ji Ha 3BiIbHEHHA
B MalilOyTHbOMY, @ B XOPOBOMY TEKCTi Iie TYHA€ K
daxr, mo Bxe 37ificHUBCA (AUB. PUCYHOK 5).

Mysuuna Gpopma HoMepa 3a IPUHIUIIOM OyZI0BU
Maya 6 6yTu BifHeceHa 5o cTpodiuHOL
A>B->C->D->E->E
Ha moyarky TBOPY €KCIIOHOBAaHO JBa TeMaTNy-
Hi enementn (A «IIpeGe3ymHuit B cepii Kaxe,
mo bora Hemae...» Ta B «bor quBuTHCA, UM € 1€
B3MCKAOIiT bora?»), AKi mepepocTaTdh y pos-
ropuyTuit emizop (C «Komu > BoHU, HecuTii rpixa-
MI, O3HAIOTh...»), i Tic/as iMiTamiiiHOro MifXOARy
no xynpMinanii (D «Jocrogps bor BepHe Boo...»)
BIIMBAIOTHCA Y xBaneOHnmit riMu (E «BocxBammo
Tebe, Bemkuit boxxe»). Hampykinii ncanma 3’s8-
JIAETHCS €/IEMEHT IIEPIIOI TeMU, AKUI LIJIAXOM Iie-
perapmoHisanii Ta ¢akTypHuX 3MiH popMye mps-
MO TIPOTU/IEXHMII XapaKTep MYSMKM, HaTAKAKYI



Ha IeBHY iyxoBHY MeTamopdo3y (F «Posipsas o-
CIIOfib HEBOJIIO, IOBEPHYB HaM JIOTTIO»).

CxopoueHe BuxnajieHHa moesii I. Dpanka
«Semper idemi» mepefye HacTymHiit YacTuHi 1u-
K1y. TyT 3HOBY JifieTbcsl TIPO CTIMIKICTh Ta CUITY
fyxa:

«IIle Toit He BpogyBCA

JKap, 1106 B HiM 3ropino

Biune gino myxa,

He mu yre Timo!»

Icanom 149 «Ilcanom nosuii Iocnooesi» € ox-
HIM 3 XBaleOHNX micHecniBiB ukiy. Voro crpyk-
Typa 6asyerbcsa Ha ypounctux QaHdapHux iH-
TOHALifIX y Pi3HMX BapiaHTax Moni(oHI30BaHOTO
BrKnazieHHs. Crpodiuna popma

A—B—C—Bl—D—B2— Al —xoma

CK/IAJIAETbCA 3 JIEKITbKOX €Ii30/liB 1 «1leMeHTY-
€TbCSA» 3aBJAKYM BUKOPMCTAHHIO JIENT-PUTMY C/la-
BocnoB’ss (B). IHToHauifiHa cropifHeHicTb BCix
CTPYKTYPHMX YacCTVH, KpiM TeMu A, popMye Limic-
HicTb ncanMa. [IoBTOpeHHA MOYaTKOBOI TeMM Iie-
Pel po3TOPHYTOI KOOI «A/nyits» (Ha HOBOMY
Marepiai) CTBOPIO€ eeKT pernpusiL.

OpHMM 3 HaliipaMaTNYHIIINX [ICA/IMIB IIMKITY €
136 «Ha pixax xpyz Basunona». Viomy nepenye
¢parment Bipma T. IlleBuenka «Hemae ripure, sx
B HEBOJIi IIPO BOJIIO 3Ta/{yBaTb», JY)Ke CIIIB3BYYHMII
TEeMaTHIIi IiCHECTIBY.

Leir mcamoM HameXUTh 10 MOKASHHMUX TEKCTiB,
10 TOTYIOTh BipsAH 10 Bemuxoro nocty. Tpu tyoxHi
Ha HEJNbHIil yTpeHi BiH cmiBaerbca micnA [lomie-
Jiest, KON BCe CBAILIEHCTBO IepebyBae Ha IIEHTpi
XpaMy, a OCBITIICHHA [Iel[0 NPUIIYIIYETCA, 06
He 3aBaXaTy JIOAAM 3aHYPUTUCA Y BIIACHE Iiepe-
JKMBaHHA KaATTA.

«Ha pikax kpyr BaBunona» — 1e mma4 espeit-
CTBA 32 BTPAYeHOI0 OATHKIBIIMHOW. Y CHMBOJIY-
HOMY pO3YMiHHI — IIa4 JIOJAMHM IIPO BTpaveHe 3
rpixonazinuam Onaxenctso. T. IlleBuenko y cBoe-
My IlepeK/afii I0flae TEKCTOBI CYyTO YKPalHCbKOTO
3BYYaHHS — CJIOBaMM «IIiJi BepOamu B MOTIi» ofpa-
3y 3Ma/lbOBYE€ He BaBM/IOHCBKIII, a YKPaiHCHKMI
ner3ax. KoMmosutop sanuuraerbcs BipHUM CTpO-
¢iunit popmi

A—B—-C—D—Al—E,

ane, AK iy 93 1canMi, BoHa HaIIOBHIOETbCA [JVHA-

MiYHMM JpaMaTypriyHuM pO3BUTKOM.

31

[epmmit pospin (A «Ha pixax kpyr BaBumona»)
yocoOmoe 00pa3 IHOMOHeHUX eBpeiB, ppyrumit (B
«PoskaxiTh HaM TicHIO Bamy») — iXHiX BOpOTiB.
Solo 6apurona (C «fIkoi x 3acmiBaemo») mepexo-
muth y xoposuit wiad (D «I komu Tebe 3a6yny, miit
lepycamume...»). [loBepraerbcs mepma tema (Al «I
A3VK Miil OHiMi€»), KOTpa MepepoCTae B >KAXUBY
KynbMiHanifiHy kaptuny (E «fdk xpuuamn «pyii-
HYJTe», IK KPUYAIN «KaTyiTe»»), KO, BIACHE, i
3aKiHYY€EThCA 14 CIieHa.

[ToeTnynuM emirpadoM 0 HACTYIHOTO ICas-
Ma obpano Bipur JIinn Kocrenko «ByBae, yacom
CHIIHY Bifi Kpacu». BiH fyXe CIiB3BYYHMIT TEKCTY
ncanma 132 «Hu € wioco kpauie, 1yuuie 6 céimi, AK
¥ Kyni #cumu», AKVI MaJIIOE KapTUHY IPaBeJHOTO
6paTchkoro >XuUTTA. e moBYaMbHMIL IICA/IOM, SKMIT
po3moBifae, K came Mae OYAyBaTUCs CILIBHOTA.
Hepapma 114 9acTiHa LMK/TY CUMBO/IIYHO 3aKiHye-
Ha P. TormadoBuMm 24 cepnius 2022 p. — y mepiumit
Jlenb HesanexxHocti YKpainu, 10 CBATKYBABCA IIij]
Jac BIHIL.

Ynepure 3a Becb IMKT MM 6Q4MMO TYT KOHI|EH-
TpUYHY OyZOBY:

A—B—-C—-—D—-Cl—Bl—AL

Kpaitai emisopm (A, Al) Mictate ¢parment
momutBu «boropopuue, [liBo, pagyiica». Ili 06-
pamJIeHHsI HiOM iMOCTPYIOTH CIOKiiiHE MOJUTOB-
He XXUTT, sIKe OIICaHe 06e3M0CepPeIHbO B CAMOMY
ncanmi. OCHOBHA «OIOBifja/IbHa» TeMa TO PYXa€Th-
cs B TpuponbHoMy put™i (B «Uu € moch xparre,
nydue B cBiti»; D «Cnagae pocoro...»; Bl «Boua-
pUTbCA B IOMY THXiX...»), TO Hi6U Tpoxu mpusy-
IMHAETbCA, TIEPEXOAAYM Y ABOJONbHY ITy/IbCALi0
(C «xo muppo fobposonHe», Cl «Jobpo TBapsm
3eMHOPOJHMM...»). YIeplle CTPYKTypa YacTUHU
IMK/Ty He Ma€ APaMaTMYHOTO BEKTOPA PO3BUTKY,
CIPAMOBAHOTO [10 KiHIIA HOMEPA, a € 3aBEpPLIEHOI0
CTabibHOI BPiBHOBAXEHOIO CaMOI0 B COOI.

BuxopucranHa B AKOCTi HOETUYHOI NIEPEIMOBI
0 ocTaHHbOro mncaaMa Bipma I. @panka, emirpa-
dom 10 sixoro € mepuri psagky ncanMa 1 «braxen
MYX», BUOYIOBYE BelM4e3Hy apKy 3 MepIInM Ho-
MepOM LIMKITY.

Icanom 81 «Mis yapamu-cydismu» CTIOBHEHWI
HACTAHOBOIO CY[JAM i BlIaJiMKaM 3EMHVUM TBOPUTHI
Ha 3ewi mpaspy. IIpu upomy T. llleBuenko dax-
TUYHO BYManboBye KapTuHy Crpamsoro Cypy,
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AKMI IHTepIIPETOBAHMIL, CKOPIII, AK aKT 3aCTYII-
HuITBa bora 3a Bcix 3HeONMeHNX:

«MiX IapAMU-CYRiAMU

Ha papi Benukiit

CraB 3eMHUX BIaJuK CyUTI

He6ecunmit Braguxka.

«[loxomu byzeTe cTsDKATH

I KpoB HEBMHHY PO3/IMBaTh

Jliopett yborux? a 6aratum

CynoMm myKaBMM IIOMaratb?

Brosi y6oriit momoxire,

He ocynire cupotu

I BuBegiTh i3 TicHOTH

Ha Bormto Tvxux, sacrymire

On pyk Hecutnx». He X0TATS [...]».

CrpykTypa 1poro mncanmMa — crpodivHa, 3 ene-
MEHTaMM PEIPU3HOCTI:

A—B—-C—D—AlL

Homep nounHaeTbcs 3i crucnoi Temu-emirpada,
AKa 32 CBOIM XapaKTepOM, CEMAHTHKO, IHTOHAIli-
JIHICTIO Ta METPOPUTMOM Harajye I04aTKOBY TEMY
93 mcanma (A «Jocopp Bor muxux xapae»). Ilep-
umit pospin (B «[lokorne Oynere cTsbKaTH») Masioe
HACTAaHOBM «3EMHUM BafiuKam». Ipyrmit posmin
IOYMHAETBCA 3 TEHOPOBOI PEIUIKM «HE XOTATb»
(C «IlosHath, po36UTH TbMY HEBOMI»), MA€ IMOi-
¢oniuny crpykrypy (dyraro). Hacrymumit emizop
posmnounHae solo conpano (D «He Biunmit tu...»).
Bapro 3a3HaunTy, 110 KOMIIO3UTOPOM TYT BUKOPY-
CTaHa 3MiHa TEKCTY: «He BIiYHMI TU» — 3aMiCTb «i
BI BMpeTe». [1ic/s HeBeMUKol 3B’ A3KU-TIPEAUKTY
IIOYMHAETbCA AMHAMi30oBaHa penpusa 81 mcamma
(Al «Bcranb xe, boxe, cygu 3emo») — cMUCIIO-
BIT hiHAM YCHOTO LNKITY.

Cnif, TakoOX 3ayBaXMUTH, IO IIEPLIOIKEPENO
OCTAHHIX PAJKIB IICaZiMa € 3HAKOBUM IIepexifHIM
TEKCTOM, AKUII CIIIBAETHCA B MOMEHT IIEPEOIATHEH-
HA XpaMYy i CBAIIEHHOCTYKUTEIIB 3 TeMHOTO B 6ine
BOpaHHA 11ify yac 6orocmyxinua Bemukoi Cy6otu:
«Bockpecnn, boxe, cymi 3emmn: siko Tel Hacie-
JWIIN BO BCEX A3bIleX». lle — MOMeHT HalHampy-
JKEHINOro ovikyBaHHA XpucroBa BockpeciHHs.
T. llleBueHKO TaK MOETUSYE III0 IYMKY:

«Bcranb xe, boxe, cynu semmio

[ cypeit nykaBux.

Ha Bcim cBiti TBos mpaspa.

[ BonA, i cmaBay.

3a/MMIIanyuch apTUCTOM Y BCIiX CBOIX IIpoABaX,
Py6en TonmmauoB He 3akiHuye Ha LIbOMY CBiil TBp,
BUXOJAYM 32 JIOTO MEXi B YMOBI) KOHLIEPTHOI 3a/IN.
[Ticnis omeckiB BiH BXe caM 4yuTa€ GpparMeHt 3 mo-
emn T. [lleBuenka «KaBkas»:

«I' BaM cmaBa cuHi ropu

Kpuroro okyri!

I BaMm, muuapi Benuki,

Borom He 3a0yTi.

Bopitecs — mobopere!

Bam bor nomarae!

3a Bac TpaBJa, 3a Bac C/laBa

I Bons cBaTaa!».

BucnoBku. Y uuki P. Tonmauosa «IIcammu [la-
BIJIOBi» IIepeBaXKa€ MPUHLNUI CTPOQivyHOI Oy0BU
qacTuH. IIpy 1boMy KOMIIO3UTOp BUKOPHMCTOBYE
fpi6HilIe [lieHHs TeKCTy — YacTille He 3a CTpPO-
dam, a 3a ABOBipIIAMIL

3arajioM CHOCTEpIraloTbcsl YOTUPYM OCHOBHI
U GOPMOYTBOPEHHS, AKi YACTKOBO KOPETIOTh
3 TeMaTNYHOK CIPAMOBAHICTIO IICA/IMIB.

JupaxTirgHi (TOBYA/IbHI) ICA/IMIL, AKi 3Ma/IbOBY-
I0Tb 0/Tar04ecTNBE XXIUTTSA CIIIBHOTY, MAIOTh OiTbII
«cTabinbHi» popmu (TpryacTHHHA B ricanMi 1, KoH-
IIeHTpUYHa B mcammi 132).

braranbHuit ncanmom 12 ta xBame6Huit 149 ma-
I0Tb O3HAKVM HACKPI3HOTO PO3BUTKY Ha OCHOBI MO-
HoTeMatyusMy. IIpu 1ibomy 12 MicTUTD pOSTOPHYTY
KOJly Ha HOBOMY MaTtepiai, a B 149 BapianTy TeMu
B nepemexxoByIoTbCA emisofamu, AKi Jelo Bifipis-
HAIOTHCA 32 MaTEPiaoM.

3BUHYBavyBa/IbHi IICa/IMM, AKi IPUCBAYEH] Maji-
oyrapoMy Boxomy cyny (52, 93, 81), mobynoBani
B HACKPI3HUX CTpo(didHMX PopMax 3 eneMeHTaMu
penpusHocTi. [Ipn npomy 81 mcanoM BifjpisHAETH-
CA MEHII aKTMBHUM [IpaMaTypPriYHUM PO3BUTKOM
Ta MICTUTb COIbHMII €Mi30f KaTapCUYHOIO XapaK-
TEpy («He Biynmit Tv, i KHA3H TBIIL, 1 TBIll pa6...»),
AKMIT IPU3BaHNII CKOHLIEHTPYBATH YBary Ha OfHiil
i3 leHTpaNbHYX ifleil LUKITY IIPO CMEPTHICTD JTIOM-
HM, HE3aJIeXKHO BiJ 1i CTAaTyCy, Ta HAABHOCTI BUIINX
MOpa/IbHUX 1 yXOBHMX IiHHOCTel. Bin mepenye
¢inanosi Bcvoro uukny («Beranb e, boxe, cynu
3eMio»). CXOXY, ale MEHII pO3TOpHYTY (opMy
Mae 6maranpHuit 53 ncanoMm. IIpu BcboMy TsDKiH-
Hi 10 TPUMYACTMHHOCTI, BiH CTAaHOBUTb BiF4yTTA
HACKPI3HOTO PO3BUTKY 3aBJIAKU PO3SBMHYTOMY Ce-
penHbOMY emizony. Y 42 ncanmi popma fimmThes Ha



JIBa 3aTa/JIBHMX eIi30/)1, pOTe Oy0Ba KOKHOTO 3
HVIX TaKOX € HaCKPi3HOI0.

[lemwo okpeMo BUITIARAE CTPYKTypa 136 mcamma.
Bin takox Mae ctpodiuny dopMy 3 enemMeHTaMu
penpusHOCT, IpOTe Mepii emi3oy nepcoHidiky-
I0Th T€pPOIB Ta AHTUTePOiB Y Aianoriuuiit Gopmi, a
ocrauHiit («Ik kpraanu: «PyitHyiite!»») mobynosa-
HII Ha HOBOMY TOCTPO AMHaMi30BaHOMY MaTepia-
1, 10 He 30BCIM TUIIOBO JJIA LIbOTO LVKITY.
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IlepcrexTiBY MOJATbIIMX JOCTIAKEHD. Y IIPO-
1eci aHami3y pO3IIAHYTOrO LMKy OY/I0 BUABIEHO
TIeBHI 3aKOHOMIPHOCTI #10r0 OYZ0BM, HOB’si3aHi 3
ABMIIEM 307I0TOTO NEPETHHY, [0 MOTpebye JoHat-
KO0BOI po3Bifiku. TakoxX I1ikaBMM BUJJAETbCA aHAI3
TeMaTu3My Ta rapMoHiuHoi MoBu «IIcanmiB [laBu-
noux» P. TorMayoBa, a Takox po3ryAf 6aHLypHIX
IMIIPOBi30BAHMX IHTEP/IONIN, AKUX HE MICTUTb HO-
TOBaHMII TEKCT TBOPY.

Bapto TakoX 3asHauuMTM, MO APXiTEKTOHILi
ncanmiB P. TonmagoBa 37e6inbLoro BracTuse mpy-
KiHI[eBe MO/IOKEHHA Ky/IbMiHaIiil.
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A. M. Angvopos, 3. 1. Anpvoposa. CexropanbHa
mMoponoris cdepu aygioBi3yaTbHOI0 MUCTENTBA Ta
BUPOGHMITBA K KPeaTMBHOI iHAYCTpii: MOCTaHOBKa
npobnemu

I[TocTanoBneno Mopdornoriyny mnpobnemy icHyBaH-
Hs chepy ayfioBi3yanTbHOr0 MUCTELTBA 5K KPeaTHBHOI
iHgycTpii. PoSImAHyTO CTaHOBIEHHA {i CEKTOPANbHOIL
Mopornorii Ak crermdiyHoi 1 iHAyCcTpii TaKOTO THITY.
OsHayeHo, 110 Jpyra «XBUIA» AiPKUTai3alil crpuyn-
HITA BXOJPKeHHA cdepy ayAioBi3yalbHOTO MMCTELTBA
Ta BUPOOHNUITBA Y CTafIil0 epeopMaTyBaHHA Heiepap-
xi4HOi Mopdortorii B Mopdororito ceKTopabHy, 00°€s-
HaHy 3 BiJNIOBIJHUM CEKTOPOM Cy4acHOI €KOHOMIKN.
Bussneno cekropu cepyu aynioBisyanbHOro MUCTELTBA
Ta BUPOOHMITBA AK KpeatuBHOI iHgycTpii. Ha ocHoBi
3MiH y Mopdororii cdepu ayzioBisyaTbHOTO MICTeLTBA
Ta BUPOOHMITBA OXAapAaKTEPU30BAHO TAKOX i 3MiHU B
YIIpaBIiHHI TIOJCBKIM PeCypcoM Y 3a3HadeHill cepi.
KmrouoBi cnoBa: mopgonozis, cepa ayoiosizyanvrozo
MUcmeymea ma 6UpoOHUYMBA, KpeamueHi indycmpii,
WAMUHHUI CeKMOp eKOHOMIKU.

A. Alforov, Z. Alforova. Sectoral morphology of the
field of audiovisual art and production as a creative
industry: problem statement

The purpose of the article is to pose the problem of
forming the sectoral morphology of the modern sphere
of audiovisual art and production as a creative industry.
The subject is the morphology of the audiovisual sphere
of a new type, in which art history elements are combined
with economic ones. The relevance of the mentioned
research lies in the need to pose the problem and primary
scientific understanding of the morphological state of
the field of audiovisual art and production as a creative
industry.

The methodology of this article is the morphological
approach  (method of morphological analysis),
substantiated in the works of Z. Alforova, the application
of which made it possible to identify morphological
neoplasms of the audiovisual sphere. Based on the analysis
of morphological changes in the modern audiovisual
sphere, certain strategies of practical consideration of
these transformations are characterized.

The result of the research is that 1. today, in the
developed countries of the world, creative industries are
beginning to occupy leading positions in the economy
in general; 2. the field of audiovisual art and production
is becoming an active creative industry, which today is
reformatting its own morphology in accordance with
the modern requirements of the economy from a genre-
species to a sector economy, changing the algorithms of
human resource management in this industry. 3. each
sector of the audiovisual art sphere as a creative industry
is formed by the latest audiovisual tools, produces its
own algorithms for existence in a multimedia digital
environment.

The scientific novelty is the further scientific
research in the audiovisual sphere using a morphological
approach. The study also takes into account the latest
principles of modern culture, which directly affect the
modern audiovisual sphere.

The practical significance of the study based at
the knowledge of the processes of morphological
reformatting of the audiovisual sphere will enable the
activation of similar processes in the national specified
sphere, optimizing its transition into an active creative
industry.

Keywords: morphology, the field of audiovisual art and
production, creative industries, the fifth sector of the
economy.

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.



ITocranoBka mpo6memu. Ham yxe moBopmnoch
KOHCTaTyBaTy, 1[0 Ha €Talll «BTOPMHHOI JIfKM-
Tanmsanii» BinOyBaeTbca TpaHcdopMaLis Kyib-
TYPHUX iHYCTpiil y CTaH KPEaTUBHUX iH[YCTPiit
3 BUIIMM IIOTEHI[ia/IOM MOHETH3aL[il Ta OCBOEHHA
pisHux pecypcis (Anppopos & Anpboposa, 2022,
c. 15). Takox BifoMo, 1110 YkpaiHa 06 €KTVMBHO Bifi-
CTa€ BiJl 3araJIbHOCBITOBOTIO IIPOLECY TAKOI TPaH-
chopmariii y 383Ky 3 HaHfeMi€lo, ska TpUBaIa
o TpaBHA 2023 POKY, Ta pOCINICBKOI0 arpeciero, 3
ofHOTO 6OKY, a 3 iHIIOTO, — Y CUTy HEeZOCTaTHBOI
PO3BUMHEHOCTI [IiPKUTANI30BaHOTO YKPaIHCbKOIO
cepeqioBMIIA AK TAKOro. YTiM, B YKpaiHi BM3HaIM
cdepy aynioBisyaTbHOTO MMUCTELTBA Ta BUPOOHM-
LTBa CYYacHOW KpeaTuBHOW iHpyctpiero. [I. Tet-
MaHIIEB, ONUCYIOUM, SK JlepXKaBa MiTpUMyBaTIMe
KpeaTyBHi iHAYCTpii ITiJj yac BifHOB/IEHHA YKpainu,
BU3HA4MB, 0 B [I1aHi BifHOB/IEHHA YKpaiHu Kpe-
aTVBHUM iHJYCTPiAM IIPUCBAYEHO OKPEMY ITIaBy B
pospin «Kynbrypa Ta iHdopManiiiHa monitrkay, a
pearisanis 1[pboro IIaHy 3abe3neyntsb 30epexeH-
Hs 1 pO3BUTOK poO0OYNMX MicIib y chepi KpeaTuBHMIX
inpgycrpiit (mo kinms 2022 p. — 220 tuc. odiriiHo
3aIHATUX, [0 KiHng 2025 p. — 380 Tuc., o KiHIA
2032 p. — 600 tnc.) (Termanmues, 2022).

AKTYa/IbHICTD 3a3HAYEHOTO [OCMTI/PKEHHA TIO-
JSrae B HEOOXiJHOCTI MOCTAaHOBKM MpoOneMu Ta
IIEPBJHHOTO HAayKOBOI'O OCMIC/IEHHA MOP(OIOriy-
HOTO CTaHy cepy ayAioBi3yaTbHOTO MIUCTELTBA TA
BMPOOHMIITBA caMe SIK KpeaTBHOI iHAyCTpii, afpke
¢akTidHO BCi momepenHi My6miKanii, IpucBAYeHi
posrany wiel chepn AK MOpQONOridHOrO yTBO-
peHHs, 6a3yBa/MMCh Ha CYTO MMUCTELTBO3HABIOMY
aHasI3i, a OCHOBHOK MOP(}eMOI MUCTELTBO3HAB-
4ol apXiTEKTOHIKM ay/JioBi3yaZbHOrO MMCTELTBA
(mam — ABM) 6yna xynoxHs ¢opMa, IpuKiHIeBa
JIaHKa )KaHPOBO-BUI0BOI apXiTeKTOHIKM Ii€i chepu.
Y HaykoBMX HyOMiKalifx 3apyODKHI JI BiTYM3HSHI
yueHi OCTiKYBanu OKpeMo fAK cdepy ayaiosisy-
Q7IBHOTO MICTEITBA Ta BUPOOHMIITBA 3 1i XKaHPO-
BO-BUJIOBOK0 CTPYKTYPOIO, TaK i TeMaTMKy TpaH-
chopMmariii KyIbTypHUX iHEYCTpiit y KpeaTuBHI.
OynpamenTanpbhi npani T. AfopHo Ta Xopkxaii-
mepa (Adorno & Horkheimer, 1972), P. ®nopinu ta
in. (Florida at all, 2008; Florida, 2002), [Ix. XoyxiH-
ca (Howkins, 2001), I. I)xenkinca Ta in. (Jenkins,
2004; Jenkins, 2007) 3acikcyBami TOTOBHICTH
pO3BMHEHMX KpaiH CBiTy 7o (OpMyBaHHs Kpea-
TUBHOI €KOHOMIKM, CTPVYKHEM AKOI 1 € KpeaTUBHi
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inpycrpii. Oxpim nporo, y mpauax C. Kaxnirema
(Cunningham, 2002; Cunningham, 2004), C. Ten-
nosest Ta C. Jannona (Galloway & Dunlop, 2007)
ta JI. Xecmonpxana (Hesmondhalgh, 2007) 6ymu
YTOUHEHi pe3y/bTaTy LbOTO NePeXofly AK TPaH3MU-
uii fo cragii «Mepexesux puHkiB» (Cunningham,
2004), puHKIB, AKi aKTUBHO MOYA/IN JOEAHYBATHCH
JI0 MY/IBTHMeZiHOrO 1MppPOBOro ceperosuia. Y
CBOIIl IOIEPEeAHIN CTAaTTi MM 3BEpHYIM yBary Ha
B3a€EMOZiI0 cepr aynioBi3yaTbHOTO MUCTELTBA Ta
BMPOOHMIITBA 3 {HIIMMY KpeaTBHUMM iHAyCTpis-
Mt (Angpopos, Anppoposa, 2022).

Y npoananizoBaHMX JOCTIPKEHHAX, AKI JOTUY-
Hi 10 3a3Ha4eHOI POOIEMATIKY, MOYKHA BUABUTH
JiBa OCHOBHUIX IIi/IXOZM 10 PYHKIIOHYBaHHS CydYac-
HMX KpeaTyBHMX iHpycTpiit. [Tepumit mipxip, axuit
YMOBHO MO)KHAa Ha3BaT!l €KOHOMIKO-YIIpaBIIiH-
CBKVM, 06a3yeTbCst Ha 3acafiaX AOCHIKEeHHA 00’eK-
TUBHOI TpaHcpopMalii rmo6anbHOI eKOHOMIKM B
€KOHOMIKY I7I0Ka/li30BaHy, 30CEPEIKEHY B IIEBHUX
perioHax CBiTy, eKOHOMIKY, fKa, IIiJICUIIOIYM JIe-
AKi eKOHOMIYHi 3B’A3KM, OPMYE IeBHI CEKTOPH,
Akl MaoTb crnenudiyHi ocobmuBoCTi, anropur-
MI YIpaBmiHHA, apxiTekToHiky (Gengron, 2012;
Florida et all, 2008). Jpyruit minxiz, sxuit MoxxHa
YMOBHO Ha3BaTy Ky/IbTYPOJTIOTiYHUM, BUKOPUCTO-
BYIOUM PpisHi Teopii Cy4acHOI TyMaHiTapUCTUKMU,
30CEPEIKYETbCA Ha COLIOKYIBTYPHI [MHaMi-
i MOCTIHAYCTPialbHMX CYCIIIBCTB, HA 3MiHAX Y
KY/IbTYPHIN IOMITULI VX CYCIiIbCTB, BUHUKHEHHI
T. 3B. KKPEATMBHOTO K/IaCy», 3acafiax popMyBaHHA
«ekoHOMikn 3HaHHA» Tomo (Cunningham, 2002;
Cunningham, 2004; Hesmondhalgh, 2007). Takum
YMHOM, IIPAKTUYHO BIICYTHI HAYKOBi PO3BIIKM, Y
AKX JOCTIIHUKM PO3IIAAAITH MOPQONIOriio Cy-
YaCHMX KPeaTMBHMX iHJIYCTpil, MOESHYIOTh MOp-
¢ororito MyUCTeNTBa 3 BUABIEHHAM apXiTeKTOHIKM
CYYaCHOI KpeaTUBHOI eKOHOMIKM. Y IIbOMY KOHTEK-
CTi aKTYa/IbHICTb 3ra/jJaHOrO JOCTIIKEHHA IO/IATAE
B HEOOXiTHOCT] TOCTAHOBKM IPO6/IeMH Ta IePBUH-
HOTO HAayKOBOT'O PO3YMiHHA MOPQONOriYHOro CTa-
HY cepy ay/ioBi3ya/bHOTO MUCTENTBA il BUPOO-
HMITBA AK KPeaTUBHOI iHAYCTpIi.

Merta crarTi — nocraHoBKa mpobnemu popmy-
BaHHSA ceKTopanbHOi Mopdororil cydacHoi cdepu
aygioBi3ya/bHOTO MICTELTBA Ta BUPOOHMLTBA K
kpeatusHoi iHpycrpii. [IpenmeroM € Mmopdoo-
rif cdepy ayAioBisyanbHOr0 HOBOTO THUILY, Y AKIif
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MMCTELTBO3HABYI €IEMEHTY IIOESHYIOTHCA 3 €KO-
HOMIYHVMI.

Metopornorisi focipKeHHs 6a3yeTbcsi HA MOP-
¢onorivHOMy migXOAi B MICTELTBO3HABCTBI, 00-
IPYHTOBAaHOMY B IIOIEPENHIX PO3BifIKaX aBTOPIB
CTaTTi, pO3pOONIeHNX Y JOKTOPCHKiil AucepTanii Ta
ny6mikanisx (Andpoposa, 2008; Andproposa, 2016;
Andpoposa, 2019 rta iH.) Mertoguka TeopeTmy-
HOTO aHasli3y BMKOPUCTOBYE fAK 3araJbHOHAYKOBI
IHCTpyMeHTM, TaK i MeTOAM MMCTELTBO3HABYOTO
crpsAMyBaHHA (Hacamiepen Mopdornoriysoro). Y
CTaTTi TAKO>X BUKOPYMCTOBYETbCA 3ara/IbHOBM3HAHA
TUIIONOTiA €KOHOMIKM IIOCTIHZYCTPia/JIbHOTO CY-
CITi/IbCTBA.

Buxmag ocHOBHOro Martepiany ROCTifPKEHHH.
[octHexnacuyHa (abo MeTaMoOfepHa) KYIbTypa
nepmoi yBepti XXI CT. BUABMIA 3[aTHICTD [0 I1O-
r/ONeHHs TpoleciB TypOYIeHTHOCTI, HeBU3Ha-
YEHOCTI YMOB iCHYBAaHHA Ta IiABUIIEHHA BIACHOI
PUTOPUYHOCTI. Y MeXax LUX IpOLeCiB cucremMa
MIUCTENTBA 3a3Ha/la BIUIMBY 3TaflaHMX KYIbTYp-
HUX 3MiH i po3oyana momyk crnoco6iB HacTymHO]
TpaHchopMaliii, 3aBaHHAM KOl cTaB «Oe36ormic-
HMI» Tepexify o iCHyBaHHA B MY/JIbTUMENIHOMY
1mdpoBOMY CcepeloBMILi, 3 OFHOTO OOKY, a iHIIOo-
ro, — IIPUCTOCYBAHHSA 10 TYpOY/IeHTHOI I710KaIi30-
BaHOI EKOHOMIKMU CBITY.

CBoro wyacy Mm JOCHAMIM IIpOLEC Iepexo-
Iy MUCTELTBA BiJl i€papXiyHOI »KaHPOBO-BUOBOI
Mopororii 3 4iTKO BM3HAYEHNUMY MEXaMM KOX-
HOTO By Ta YKaHPY [0 HeiepapXi4HOi, MepexxeBoi
MopororiyHoi apxitextonikn Hampukinni XX cr.
(Andboposa, 2008). Lle moBHOW MipOI0 CTOCYETHCA
i cdepu aymioBisyampbHOro MUCTENTBA, fKa, Tepe-
XOIAYY [0 HeiepapXivyHOl apXiTeKTOHIKM, I10Yasa
riOpyaM3yBaTu BUAY ayfiOBi3yaqbHUX MIUCTEITB,
JKaHPM Ta XyAOXKHI OpMM, CTUPAIOUN MexXi MK
HJMIL.

Tomy na novarky XXI cT. B po3BIHEHNX KpaiHax
CBITY, Ki 3a3Ha/MM APYTOI «XBU/Ii» JiIPKUTaIi3aLil,
y>Ke BifOymuch mporecu nepedpopMaTyBaHHs cde-
pu ABM y HeiepapxiuHy Mopdonoriuny cucremy,
AKa CTPIMKO I0Ya/ia PO3IIVPIOBATI CBOK IPUCYT-
HICTb Y MY/IBTUMETiTHOMY I(POBOMY CEpeTOBHIILI.
3 iHImoro 60Ky, 1ie X cepefoBMlile IT0Yano 3abesre-
qyBaTy (YHKI[IOHYBaHHA «KpeaTHBHOI EKOHOMIKI»,
siKa cHOpMyBasa CeKTOpaIbHY apXiTeKTOHIKY.

3rigHo 3 Bikinerpier, «ceKTOp eKOHOMIKY — Cy-
KYIHICTb KiTbKOX €/IEMEHTIB Hal[iOHa/lbHOI €KO-
HOMIKM, AKUM IIpUTaMaHHI [eAKi CIIIIbHI ramyse-
Bi, TEXHOJIOT1YHi, OpraHi3aliilHO-IIpaBOBi Ta iHIII
xapakrepuctukm» («Cekrop exoHOMiku», 2020).
IcHye pisHa TMTIONOTiA CeKTOPiB eKOHOMIKH (Bifmo-
BiJHO 10 pi3HNMX YMHHUKIB), a 6anaHc MK CeKTo-
paMi 3a7IEKUTD Bifl piBHA €KOHOMIYHOTO PO3SBUTKY
AK KOHKPeTHOI KpaiHM, TaK i pi3HUX perioHiB. 3a 3a-
ra/IbHONPUITHATAM HUHI TIOITIANOM, iHAYCTpianbHa
eKoHoMiKa o4aTky XX cT. chopMyBaa jBa OCHOB-
Hi CeKTOpI: MepBUHHMIA (CHPOBUHHMNIT) Ta BTOPYH-
Huit (BupoO6HMumit). OCTaHHIl — CeKTOp BUTOTOB-
JIEHHA TOTOBOTO [I0 CIIOKMBAHHA ITIPOAYKTY. Ajle
IIOBOEHHA eKOHOMiKa XX CT. Jofana O TUIIOJIOTil
1le f{Ba CEKTOPM: TPETUHHMUII CEKTOP (CeKTop Io-
CIYT, 30KpeMa i KYIBTYPHUX) Ta YeTBEpPTHHHUI
CEKTOP (CEKTOP eKOHOMIKM 3HAHB).

36mokenns chepu ABM 3 pisHumum cexropa-
M €KOHOMIKM B PO3BMHEHNMX KpaiHaX HaIpUKiHIII
XX cT. paKTMYHO IPUBETIO KO MOYATKY GOpMyBaH-
HA CeKTopanbHOi Mopdornorii 1iel cdepn Ak kpea-
TUBHOI iHAycTpil. O3HaKy LIbOrO IIPOLECY MOXKHA
TIPOCTeXXNUTH Y BifioBigHil miteparypi (Bezruchko,
Shevchuk, Andriievskyi, 2022; Bespyuko, Crapo-
cra, 2018; JKenesnsax, 2021; [Teuepancokuit, 2022-1;
[levepancokmit, 2022-2; [leyepancekuit, 2023), y
AKIi aypioBisyambHa cdepa BU3HaYamach AK cdepa
BUPOOHUIITBA TOTOBOTO TIPOAYKTY, SIK cepa Kyb-
TYPHUX TIOCTYT Ta K cepa, AKa CIpusAe 3500y TTI0
IIEBHYX 3HAHb 3a [JOIIOMOI'0OX0 €KPAHHIX T€XHOJIOTII.

Yrim, focmigauky aygiosisyanbHoi chepn, dik-
CyI04V 3a3HaYeHi 03HaKJI, He BY3HAYA/I MOPQOI0-
rito ABM sk cextopasbHy. Taka ) cuTyanis B Muc-
TEL[TBO3HABCTBI, KY/IbTYPOJIOTiI 1 TYMaHiTapUCTHUII
36epernach i monnHi. HaykoBi, moromxymodncs 3
M, o cdepa ABM e kpeaTuBHOMW0, TakKomo, 1[0
Tepeliia B MOCTiHAYCTpianbHy a3y cBOTro icHy-
BaHHA 1 3a3Ha€ BXe [pyrol XBUJI AiKUTaMi3aLi,
fioci He MOCTaHOBMIM HpobmeMy il ceKTopaabHOI
Mopororii.

OpHak I70Ka/mi30BaHa €KOHOMIKa CBiTy I04ana
dopmyBatu BXe T. 3B. IT ATUHHUII CEKTOP €KOHOM-
K1, AKWIL 00’ €fHye B eXMHMI iHOpMaLiitHwii Ipo-
CTip €KOHOMIKY 3HaHb, ajie BUIL|OTO0, aHDXK Y YeTBEP-
TUHHOMY CEKTOpI, piBHA, EKOHOMIKY KpeaTUBHMX
IOC/IYT Ta €KOHOMIKY HOBITHIX TEXHOJIOTI, EKOHO-
MiKy mTy4HOro iHTenekty (mam — IIII).



3rigHo 3 mieto Tumonorieo, chepa ABM Harne-
JKUTb [0 CEKTOpPIB €KOHOMIKM IHJyCTpia/ZIbHOTO
iy (B iHZyCTpia/MbHUX CycHinbcTBax). Ane HuHI
1A chepa TaKOX JOTyYeHa i 10 T. 3B. I ATUHHOTO
CEKTOpa eKOHOMiKM, (yHKI[IOHyBaHHS AKOTO 3a-
0e3nedyeThcs AK MepexeBolo, HeiepapXiyHo ap-
XiT€KTOHIKOI0, TaK I HOBITHIMM TEXHOMOTiAMM CaMOl
aygioisyanbHOI cepu. [meThest i Mpo «XyHOXKHIO
inopmariito», IPOAYKYBaHHA XyAOXHIX 00pasis
crenupivHNMM 3ac00aMM XYZIOXKHBOI BYpaXKalb-
HOCT], Y 6araTbox BUIIA[Kax iHHOBaLifHUMU. Exo-
HOMiYHa MeTa LIbOr0 CEKTOpa — OTPUMAHHA IIpHK-
6yTKy, a CYMBOJIIYHMII KaIliTasl, AKUIL € CTPYKHEM
icHyBaHHA 1IbOrO CeKTOpa, POPMYETHCA HOBITHIMY
ay/lioBi3yaIbHUMM IHCTPYMEHTAMI.

Omxe, Ha moyarky XXI cT. MynbTUMeiiiHMit
uudposuit mpocTip cTae cepefosumeMm ABM kpe-
aTMBHOI iHAYCTpIl 3 ceKTOpanbHOI MOPQOTIOTi€.
Cepeql TaKMX CEKTOPiB MOXKHA O3HA4YMTI: CEKTOP
uudpoBoro kiHemarorpady, CceKTop LyppoBO-
ro TenebayeHHs, CeKTOP BiI€OXOCTHUHIIB, irpoBuit
1ndpoBuil cekTop, ceKTop LM(POBOi peKIaMi,
CeKTOp L¥(POBOr0 MMUCTELTBA, HABYAIBHO-IIPO-
cBiTHMIbKMIT cekTOop ABM KpeatuBHOI iHRyCTpil,
ABM-cexrop cydacHoi ypbanicTuku, ABM-cekTop
MiATPUMKN COLIOKY/IbTYPHUX IPOEKTIB (BipTy-
aJIbHOTO TYPU3MY, BipTya/lbHOI MYy3€IHOI CIIpaBH,
BipTya/bHOI MATPUMKM {HIIMX HPOEKTIB) TOLIO.
Huni remmy posBUTKY KOXHOTO i3 3a3HaYEHMX CEK-
TOpIB € Pi3HUMM i 3a/IeXaTh BiJ 6araTboX YMHHU-
KiB. YTiM, CIIOCTEpIira€TbCs aKTUBi3allis POSBUTKY
cekTopanbHOi Mopororii BipryanisoBanoi cdepu
ABM came micna maggemii COVID-19.

MynbpruMepilianit upoBuil MpocTip 03BO-
nse chepi ABM mBupKo MacmTabyBaTy 3a3Hade-
Hi CEKTOpPY, HA/MarofpKyBaTu oOMiH CUMBOJIYHVM
KaIiTa/IoM Ta KyIbTYpHUMM GOpMaMy MK HUMMU
i, 6esnepeuro, Gpopmye HoBuit TiI mparni B ABM
KpeaTuBHiil ingycrpii. TyT MoXHa mpouuTyBaTH
36. BrxesuHcpkoro, 3rifHO 3 KOTpUM «IIOCTIHJY-
CTpia/ZibHe CYCIIIbCTBO CTA€ TEXHOTPOHHUM CYC-
i/IbCTBOM, KY/IbTYpa, ICUXOIOTid, COIliaNbHe XUT-
T4 Ta €KOHOMIKa AKOr0 pOPMYIOTBCS Iij BIVINBOM
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TeXHIKM i1 eNeKTPOHIKY, 0COO/MIBO KOMIT I0TepiB Ta
KOMYHiKariit. Bupo6umunit npounec He Kmacudi-
KY€ETbCA AK TOMOBHMI (DAKTOP 3MiH, 10 37iMICHIOE
3HAQYHMIA BIUIMB Ha 3BUYAi, CYCIL/IbHMI YCTpiil Ta
niHHOCTi cycminbera» (Brzezinski, 1970, p. 10). Bi-
nomuit exonomict V. lllymnerep 6yB nepumm, XTo
POSITIAHYB TBOPYICTb AK OCHOBHMI KPUTeEPIil KO-
HOMIYHOTO po3BUTKY. HuHI 4acTMHOIO TaKoi Kpea-
TUBHOI iHAYyCTPii € He ymure ¢pinancep-¢paxisernb
ayHioBi3yaJIbHOTO MIUCTEIITBA Ta BUPOOHUIITBA, A i
cUTyaTVBHi ((pperiMOBi) KOMEKTUBY ayAioBi3yas-
HOro BupoOHuITBA. CBOrO Yacy 3MiHy ympaBiliH-
HA JIIOICBKUM PeCypCcoM Y TaKMX iHAYCTPiAX Ipo-
rHosysasu [. Tapauep (Gardner, 1983), C. [enrpon
(Gengron, 2012) Ta iH. Takwit WBUAKNIT PO3BUTOK
chepn ABM sk kpeatuBHOI iHfycTpii Ta 3MiHa ma-
pafiurMy KepyBaHHSA Hel MOXKe IPUIIBMAIINTHCH
saBask 1 1I1. Yrim, e okpema mpobrema, sika 1mo-
Tpebye CHCTEMHOTO HAyKOBOTO JOCTI/PKEHHA.

Bucnoskn. IligcymoByroun, MOXXKHa KOHCTATy-
BaTH, 1O

HuHi B po3BMHEHNX KpaiHaX CBITY KpeaTuBHi iH-
AYCTpii MOYMHAKOTH MOCIAATH JOMIHYI0Yi IIO3ULII B
€KOHOMIlIi B3arai.

Coepa aynioBisyanbHOro MICTELTBA Ta BUPOO-
HMITBA CTA€ aKTMBHOKI KPEaTMBHOIO iHJYCTpIE0,
AKa Ha CbOrOfHI mepedopmarye BIacHy Mopdo-
JIOTiI0 BIfMOBIIHO JJO CYYaCHMX BUMOI €KOHOMIKM
3 YKaHPOBO-BUJJ0BOI Ha CEKTOPA/IbHY, 3MIHIOIOYM 11
a/ITOPUTMM YIIPABIIiHHA MOACHKAM PECYPCOM Y 11iit
iHpycTpil.

Koxxnwmit cektop chepr ABM sk kpeaTuBHOI iH-
Kycrpii GopMyeThcs HOBITHIMY ayAioBi3yanbHIMIY
iHCTpy™MeHTamu, BUpoOIs€e BIacHi anroputmu ic-
HYBaHHS B MY/IbTHMEHIHOMY IIMpPOBOMY cepefi-
OBUIIIi.

Yce Bue3asHaueHe € I0CTaHOBKOK HOBOI MOP-
donoriynoi mpobemu, siKa € BKpail LiKaBow s
HACTYIHMX PO3BiJIOK.

[lepcieKTVBM TMOAANBINNX JOCIIKEHb IOJA-
TalTh Y HEOOXiTHOCTI CHCTEMHOTO JOCiIKEeHHS
npo6/1eMaTyKy, OXiTHOT BiJj 3a3HAYEHOTO aCIeKTy
HAYKOBMX JOC/I/PKEHD.
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€. I0. Apeg’csa. CucreMoreHe3 BUKOHABCHKOI Ji-
AMbHOCTI B My3uIi XX CTOMITTA

Teopis cucreMoreHesy Ta eKOCUCTeMHMIl MiAXif Ho
aHaJI3y BeNMMKNX COLIOKYIbTYPHUX CUCTeM pedrreKcii
O3BOJIAITH OCMMUCTIATI MY3UYHII IIPOCTIpP AK €IHICTH
CHCTeMOTeHesy Ta Ky/IbTyporeHesy. OXapaKTepl30BaHo
MIMeTIYHMI, TOTICTUYHMIL Ta pedIeKCUBHIIA MiIXO/M
o0 GOpMyBaHHSA BUKOHABCHKOI MailCTEpPHOCTI My-
3MKaHTA Ha IPUK/IA/i BOKAJbHMX J1 IHCTPYMEHTAIbHUX
CK/IAIOBMX CYYacHOTO XyJOXHboro TBOpYy. CydacHa
BJYKOHABCbKa MalICTEPHICTh TEXHOJIOri30BaHa i Clie-
un¢pikoBaHa B MEXXaX aHTPOIHNX, MeMiaTeKCTyalIbHIUX
i Bi3ya/JIbHMX IATEPHIB, AKi BIUIMBAIOTb Ha BUKOHAB-
CbKY JIis/IbHICTD. BuHuKatoTh Oinbln TBOpWI, mmpii i
I7106/IbHIII CHCTeMY, fAKi 3aCTOCOBYIOTb JJOCATHEHHA
BipTya/bHOT0, iKOHIYHOIO, Bi3ya/lbHOIO IIOBOPOTY, BU-
XOfIATb Ha €KPaHHI KOMYHiKallil, CydacHy TeaTpanbHY
CLieHy, fAKa CTa€ pajyKa/li30BaHilloN0, BiAMIHHOI Bif
Ti€l, AKa Oyrma panime. Ekomoriusa HacTaHOBa AK amens-
11is1 10 MeTadisNYHNX BUTOKIB IEBHOIO MipOIO aKIeHTye
Pi3HOMAHITHICTDb 3[jiJICHEHHs CUCTEMOTeHe3y y BUKO-
HABCbKiil KynbTypi. Yci CUHTE3H, SIKi 3TICHIONTbCS Ha
OCHOBI My3M4HOI CTIXii, My3YHOTO TEKCTY, METATEKCTY
MY3MYHOTO JIVICKYPCY, IOTpeOYIOTh afjeKBaTHUX BYKO-
HaBCbKOTO BMiHHA, MaiiCTEPHOCTI i TBOPYOCTI.

KrrouoBi cmoBa: mysuune mucmeymeo, 6UKOHABCHKA
0isAnbHicMy, cucmemozenes, Kynvmypozeres, 00pas, cuH-
me3 MUcmeyme.

Ye. Arefieva. Systemogenesis of performing activity
in the music of the XX century

The importance of determining the systemic
determinants of cultural genesis of performing art in the
context of the ecosystem approach to the interpretation
of musical art is emphasized.

The purpose of the article is to determine the system-
making directions of the transformation of performing
activity in music, in particular, in Kyiv vocal school as a
phenomenon of sociocultural explanations of the leading
determinants of musical synthesis — anthropological,
semiological and visual turns.

The methodology is determined by comparative and
systemic approaches, which make it possible to conduct
a comparative analysis of musical systems of performing
arts; phenomenological and dialectical methods that help
to determine the figurative transformations of musical
culture as the integrity of performing strategies — skills,
abilities, creativity.

The scientific novelty. The theory of systemogenesis
and the ecosystem approach to the analysis of
large sociocultural systems of reflection provide an
opportunity to understand the musical space as a unity
of systemogenesis and culturegenesis. Mimetic, logistic
and reflexive approaches to the formation of a musician’s
performance skill are characterized using the example
of vocal and instrumental components of a modern
art work. Modern performance skills are technological
and specified within the framework of anthropic,
media-textual and visual patterns that make an impact
on performance. The dichotomy of performance as a
division into verbal and instrumental is to a certain
extent overcome when all the latest theses, which
include information transformation mechanisms on the
screen, give a synthetic image. All this, in one way or
another, determines the latest genre configurations that
often change the trajectory of the development of the
systemogenesis of music. Performance in art could not
develop without those experiments when vocals enter
the symphony, in particular, by A. Schoenberg in “Moon
Piero” and others. It could not have developed without
those broad creative intentions, which appeared with
development of music.

The results. More creative, broader and more global
systems are emerging that apply the achievements
of the virtual, iconic, visual turn, include screen
communications, the modern theater scene, which is
becoming more radicalized, different than it was before.
The ecological instruction as an appeal to metaphysical
origins to a certain extent emphasizes the diversity of
systemogenesis in performing culture. On the one hand,
it is a metaphysical way of shifting all boundaries, on
the other hand, it is a local fragmentation and an appeal

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.



to the origins of one’s own performing experience in
art. All syntheses, which are carried out on the basis
of a musical element, musical text, metatext of musical
discourse, require adequate performance skills, abilities
and creativity. The more different types of arts are
involved here, the more they are needed in order to
show a musical image integrally and perfectly, to convey
an idea. An idea is already a matter of taste, direction,
arrangement and a problem of the interaction of various
actors of the complex modern process of medialization,
dialogue of cultures, artistic tools of various types of arts
and performer. After all, the dialogism of performing
technologies in music is transformed into a certain
miracle. A miracle and a complete artistic image emerge.
The image of the completed XX century, which is already
understood as a work of art.

The practical significance. The practical significance
of the study lies in the fact that the categorical apparatus
of the ecosystem approach is introduced into the cycle
of musicological and cultural reflection, which makes
it possible to expand the horizon of the sociocultural
functioning of a musical work to its understanding of
a certain ecosystem, focused on preserving the cultural
and historical potential of musical performance.
Keywords: art,  performing  activity,
systemogenesis, cultural genesis, image, synthesis of arts.

musical

ITocTaHOBKa MPOGIEMH Ta AKTYATBHICTh TEMU
MOCTiKeHHA. BUKOHABCTBO B IIMPOKOMY OHTOJIO-
riYHOMY 3HAYEHHI € B/IaCHe CaMOK0 MY3MKOI, AKa
HEMOX/IMBA 0e3 BMKOHABCHKOI [is/IbHOCTI, ajke
IPUITHATO PO3MOJIIATI BMKOHABCTBO HA BOKAIb-
Hy i iHCTpyMeHTanbHy WIKomu. BokanmbHa mkoma
TIOB’13aHA 3 TOJIOCOBUM BMKOHAHHSM, SIKE MOXe
OyTy XOpoBMM ab0 iHJMBiZyaNTbHUM, YTBOPIOBATU
pisHi aHcamO6ri, are 11e Ta cdepa, KA HAEKNUTD 0
BOKa/JIbHOTO MICTENTBA. [HCTpyMeHTabHA Aifi/Tb-
HICTb IIOB’fI3aHa 3 PI3HOMAHITHUMM IHCTPYMEHTa-
MM, IHCTUTYLAMY, IO (1)opMy10Tb, CIIpUANTD IX
PO3SBUTKY, €BOMIOLIL. YTiM, Ti/lIO JTHOAVHN CTA€ TUM
AHTPOIIOJIOTIYHMM TOPU3OHTOM, KNI TaK 49X iHAK-
1€ 3a/ja€ CUCTEMHI AKOCTi BMKOHABCbKOMY MICTe-
LITBY.

CucremMoreHnes BUKOHABChKOI HisTbHOCTI — Iie
3aB)X/M KY/IbTyPOTr€He3 1 aHTPOIIOTeHes, AKi II0Tpe-
6yIOTb crermdivnoro migxoxy. 3a II. Anoxinmm,
CUCTEMOT€eHe3 € MeBHNUM IepefidadyeHHAM MaioyT-
HBOT0 PYHKI[IOHAIBHOIO cycTeMolo (AHOXiH, 1976).
[TigcucreMu CUCTEMHOrO LIIOTO PO3BUBAOTHCA Ta
JHIOTH Y pisHOMY YacorpocTopi (edeKT reTepoxpoHii
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Ta reTepOTOii), [0 BMOXK/IMBIIIOE a/IeKBATHY a/jall-
Talil0 70 IPOCTOPOBO-4AaCOBOTO KOHTHMHYYMY.
CucremoreHes y KymbTypi TpaHCHOPMYETbCS B
KY/IBTYpOTeHe3, fie 10 KOOpAVMHATY MailbyTHbOTO
JIOA€TbCA AKTYasi3allid MVHYIOTO AK benomeH
30epiraHHsA TpajuIil, HAiIOHATBHYX IIKIT KY/IBTY-
porBopuocTi Tomjo. Perenepariito Ta 30epexxeHHs
KY/IBTYPHYX IIPAKTUK IIOB A3YIOTb 3 €KOCHCTEMOIO.
®pannyspkuii Teopetuk exocucreM E. Mopen
CBIYUTD TIPO T€, IO IPUPOSHMI Ta KYIbTYPHMI
BUMIDY €KOCUCTEMM KOPENIIOKTb, & €KOCHCTeMa,
o6 36eperty BIAacHi pecypcu y Ipoleci cBOro
(yHKIIOHYBaHHS, 3BePTA€TbCA 10 CBOIX MeTadi-
3u4HMX BUTOKIB (MopeH, 1992) .

Oco6nMMBO aKTyalbHMM € OCMUCICHHS €KO-
CUCTEMHOTO MIJXOAY A0 MY3MYHOI TBOPYOCTi, 30-
KpeMa BMKOHABCTBA. Buiyesrajjanmiti HayKoBelb
BM3HAYA€E, 1[0 XONMi3M (IPMMAT CUCTEMHOTO Iji-
n0ro) SK (YHAAMEHTATbHMUIT HPUHINI CUCTEM-
HOI IIITICTHOCTI Ma€ KOPEMOBAaTy 3 aHTUXO/Ii3MOM
(moMiHaHTa YacTMHY cUCTeMM). AHTUXOMI3M — Iie
3aJIEKHICTD Bifl 0COOMMBOrO, Bifl YACTMHY, 1O A€
TIPOrpaMy 0COOMCTICHOTO BUMIpY, Y IIbOMY BUIIafi-
Ky — JIIOIVHOBUMIPHOCTI TBOPYOCTI, sIKa IIOB’sA3a-
Ha 3 TPAJIMIIi€I0, HAI[IOHA/IBHOIO BIAY€l0, YCIM THM,
IO YTBOPIOE LIiTICHICTh AK CAMOJOCTATHIO KY/Ib-
TYPHY p€ajbHICTb.

besnepepsHa perenepariis, nepMaHeHTHMII IIPO-
IleC OHOBJICHHA J03BOJAE OCMMCIUTH TOH (haKT,
3TifHO 3 AKUM Oy/b-siKe BYKOHABCTBO MA€ 3BEp-
TaTyUCA [0 CBOIX NEPIIOBUTOKIB. I yyiie Tofi BOHO
6yne UiTiCHMM, TapMOHIVIHMM 1 CaMOJOCTATHIM,
KO/IY TIEPETBOPUTHCA B €KOCUCTEMY, KOMMU IET/IA
PeKypcii AK 3BepHEHH [JO €THOKY/IbTYPHUX BUTO-
KiB, HalllOHa/JIbHUX TPafMLil, HAMKPALINX BUKO-
HABCbKIX IIPUKIIAJIiB, CBOEPITHNUX IIPUIIOMIB BUKO-
HaBCTBA Ti€l 4 iHIIOI epCOHaJII, ;O CBOEPIFHOTO
Te3aypyCy MaCTEPHOCTI IIEPeTBOPUTHCA Ha IPO-
BIJHMI1 TIPMHIVII BUKOHABCHKOI KY/IbTYPU.

CucreMoreHes BUKOHABCHKOTO MICTELTBA IIOB 51-
3aHMI 3 Opi€HTAIli€l0 Ha AHTPOIIHI, CeMiOIOTIYHi i
Bi3ya/IbHi BUMipy MY3MYHOTO MMUCTeNTBa. Pakypc
Ha Ty 4I IHIIY 3acajly 3ajla€ HAIPAM CUCTEMHOI fii-
ANbHOCTI, MOX/IMBICTDb peaji3yBaTy TO 91 IHIINI
MIOTEHIIia/T BUKOHABCHKOI JisfMbHOCTI. BukoHas-
CTBO He MOKe OYTH 1030aB/IeHe aHTPOITHOTO BUMi-
Py, aJKe 3HAaKOBI HOTaLll, iHTepIpeTarii My3uKu,
IIOB SI3aHi 3 HOTALIHNMIM CUCTEMaMI, 3 Bi3yasb-
HOI0 IIPEe3eHTAIi€l0 LUX CUCTeM, TOOTO 3amicoM
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CHUCTeM HOTalil, CTAHOBIATb [JOCTATHbO IUMPOKE
1071e TUX IHHOBAILii, AKi Manmu Micre y XX CT.

MoxxHa CTBeppKyBaTH, IO CHCTEMOIEHE3 BH-
KOHABCBHKOI ALA/IbHOCTI 6a3yeTbcs HA TUX BilOMUX
IapagurMax, AKi iCHyxTb He Jiile B My3ulii, a il B
IHIIMX BUaX MUCTelTBA. MiMeTnyHa cucreMa —
poOM, fK fA, — Ile HaBYaHHA 3a JJOIIOMOTOI0 YyT-
TEBOTO CIII/IKYBaHHA, HOCBilly IIOKasy, BIIpaB, fK
NOTpibHO rpaTi. YBech Iieil KOpIyc HaB4aHHA Qop-
MY€ETbCA Ha TOMY, 1O 3/i/ICHIOETbCA KOPITYC BMiHb
i popmytorbes HaBuky MarictepHocTi. Leit Bumip
BJIKOHABCTBA € MiMETIYHIM, [IOB A3aHNM i3 CUCTe-
MO0 HaBYaHHA B Pe3y/bTaTi KOHTAKTY B KOMYHiKa-
TUBHOMY CEpefOBUILII.

Hacrynna mogenp — norictuyHa. BignosigHo 0
Hel, Meflaror 03Havye CTPYKTYPHI CHCTEMOTBOPYI
KOMIIOHEHT! 1 B pe3y/nbTaTi II€BHOI paljioHasi3a-
1ii MaiCTEPHOCTI BM3HAYA€ CBOEPIJHI anropuT™Mu
BUKOHABCTBA, AKi CTOCYIOTbCA NEBHOI BMKOHABYOI
IIKO/MY: HAIliOHAJIbHOI, PeriOHabHOI. 3pelTol,
dopmyeTbcs me ofHa cucTeMa — pedeKCUBHA,
AKy He MOXXHA Ha3BaTyl CyMOI YYTTEBUX Ta palli-
OHAJIbHUX KOHCTAHT, ajie BOHa 0a3yeThcst Ha iXHill
€JHOCTI, Ha 3HAKOBOMY KOHTEKCTi AK Ha €JIHOCTI
03HAYYBaHOTO Ta 03HAYA/bHOTO i BUSHAYAEThCA AK
CyTO pedeKcuBHMUIT (PeHOMEH, 1110 IPe3eHTYe MeB-
HY 0COOUCTICTB, IIepCOHANI0, PO3BUTOK 1i JaHMX.

AHami3 OCTaHHIX ROCTiKeHb i MyOmiKamii.
3araJIbHOKOMYHIKaTVBHi acekTy (QyHKI[IOHyBaH-
Hf XYHOXXHBOTO 00pasy HOCTIIKYyBamucs B po-
6orax II. Anoxina (1876), A. Aped’eBoi (2018),
0. Jlerennbkoro (2022), C. Heperinoi (1999) Ta in.
ExocucTeMHi 03HaKM Ky/nbTYpOreHe3y, 30KpeMa B
My3M1IH, po3ragamich y npansax E. Mopena (1992),
M. Kucunposa, T. Tappamyka, K. 3apy6uipkoro
(2006), O. 3inbkeBud (1992) Ta in. Kynsrypomoriu-
Hi aCIEeKTH aHTPOIONOTiYHOT0, (HeHOMEHOIOTT4HO-
T0 BU3HAUEHHs MY3MYHOTO (PeHOMEHY B KOHTEKCTi
BJMKOHABCBKOI JAisTTbHOCTI HaOymy BifoOpakeHHS
B mocmimkenHax b. Tuuap (2002), JI. Kuauoscbkoi
(1998), O. Kosapenka (2000), I. Konoanosoi
(2023), L. Crpasincbkoro (1978) ta in. OgHak mpo-
O7eMa L[TICHOTO CHUCTEMHOrO aHali3y BUKOHAB-
CbKOTO MMUCTEITBA 1Ile € MaJIOJOCIIIIKEHOIO.

Merta craTTi — BM3HAYMTH CUCTEMOTBOPYI Ha-
npAMu TpaHchopMarlii BMKOHABYOI Aif/IBHOCTI B
MYSUIIL.

Buknan ocHoBHOro Marepiamy MOCITiKEHHS.
Y BOKaZbHOMY MVCTELTBi HailBXMMBimmii Qax-
TOp — Ii€ CUTYalis BTPATI TOIOCY B IIPOCTOPI TeX-
HiYHUX iHHOBaIIiit. []e mMOB’A3aHe 3 TVM, 1[0 BUKO-
HAaBCTBO BMPA3UIOCA B AUCIO3ULII 3BYyK — TOJIOC.
3ByYHa MaTepid BOKalTy 30BCIM HE € TOIOCOM, 2
0i7pIIOI0 MipOI0 TIPe3eHTye MiKCKM 3BY4aHHS Ha
0CHOBI Ti€l un iHIIOI 06POOKY BIUKOHABCHKUX TeX-
HoJoriit. SIBuile «cmiBatyu mif Gpanepy» crano go-
CTaTHDO MOIIVPEHNM, HaBiTh JIETITUMHIM (aKTOPOM
BOKA/IbHOI iHAyCTpil CydacHOi KynbTypm. Y it
CUTYalii aKTya/nbHa HpoOmeMa BTpaTy Tpajmiii,
KpeaTVBHOTO BUTOKY CHiBOo4oi KynbTypu. lIpore
KpeaTuBHiCTb, 3a C. HepeTinolo, AK mepexif 3 He-
OyTTA B OYTTA € TAKOX J1 Iepexif 3 6yTTA B OyTTS,
1110 € TBOPYICTIO, € Tepexif; 3 6YTTs B HEOYTTH, 1[0 €
nerpapanieto tBopuocti (Heperina, 1999).

Yce 1je onucyeTbca OFHUM BUMIPOM — KpeaTyB-
HICTb, siKa GOPMYETHCS HA Pi3HNUX CTYNEHSX iCHY-
BaHHA TBOPYOTO aKTy. Baxnmso, 1m0 Kpeania — 11e
IHTYINiA XPUCTUAHCHKOI KY/IbTYPY, KA IIOXOAUTH
y My3ULi Biff IPaBOCTABHOTO CIIiBY, MOHO/I, aH-
Te/IbChbKOTO CIIiBY, 1110 CTajae 3 BUCOT AyXy. Kpea-
11ig — 1€ TapMOHiA CyTHbOT0, IKa € CAMOJOCTaTHIM
OHTOJIOTIYHUM BUMIPOM 3BYKa, IIOfJ00010 aHTe/b-
CbKOTO CHiBY. 3BMYalHO, I}i KOHOTAIlii Ha/leXaTb 10
OPTOZOKCa/IbHOI IIPaBOC/IABHOI €CTETUKH, ajie IIPO
HIIX BapTO 3rajiaTi, 106 yCBiTOMMUTH, 110 TONIOC —
He € 3BYK, a 3ByK — He € roynoc. lonoc — 1e camo-
JOCTaTHiit 06pa3 MepCOHAMTBHOCTI BUKOHABIISA, 1110
(dopMyeTbCs Ha OCHOBI MEeBHOI BOKA/IbHOI IIKOL,
3okpema mkomyu M. [apcii, ®. /Tamnepri, K. EBepap-
Zii, B YKpaiHi — Iie IbBiBCbKa Ko/Ma B. Bucowpkoro.

Bunnkae kpeaTusHa cutyalis, y Mexax AKoi Bo-
Ka/IbHe HeOYTTS Cy4acHOi Ky/IbTYpY Mi/IMIHIOETbCS
AHOHIMHVM 3BYYaHHAM y KOMYHIKaTMBHOMY cCe-
pemoBuLi MOY-6i3Hecy, pOK-OHepHIX IHCTaIALAX.
HajriBaxnmsiue mpogieMOHCTpyBaTH, IO IICHXO/IOr0-
disionoriuni, ecreTnyHi, XyToXHi Ta crenudivHO
BJMKOHABCbKi O3HaKu (MepCcOHaNIbHI ¥ immepco-
HaJIbHI iHTOHAIi]) OpieHTOBaHi Ha Ty 4y iHuIy Tpa-
JUIII0 BOKa/JbHOI IIKOMU. B iHCTpyMeHTanbHOMY
BMKOHABCTBI CUTYalis NpuOIM3HO Ta caMa, ae
TyT iHCTPYMeHT Gepe Ha ceOe IEBOBY YacTKY Ipe-
3€eHTallii 3By4HOI MaTepii, Biff HbOro 3anexxutb 50%
BMKOHABCbKOTO TIOTeHIliay, AKIIO0 MipKyBaT! IIpO
iHCTpyMeHTaIi3M 5K PO GaKTop BUKOHABCTBA.



BoxanbHa negarorika — 11e He 1uiIe BUOKPEMIIe-
Ha cdepa cTaHOB/IEHHA ronocy. Tak, 30kpema Tpa-
puuii HarionanbHoi Mysu4HOI akageMii Ykpainm
imeni II. I. YaliKoBCbKOro CBif4aTh IpO T, 10 TYT
chopMoBaHa IIKo/Ia BOKaIbHOI BUKOHABCHKOI Mai-
crepHocTi. Y KuiBchbKilt KoHCepBaTOPpil B pisHi yacu
BUK/IAflal BilOMi YKPAIHCbKi I€Jaroru BOKaiy,
AKi 300y ocBiTy B €Bpoi, 30kpema M. Makumr.
OpHieto 3 mpoBifHNMX Ipodecopok BoKamy Oyra
M. [loneup-Tecceitp, koTpa (akTM4YHO CTBOpUIA
IIKO/Ty KPeaTVBHOTO BUXOBaHH:A CIIIBOYOI KY/IbTYPH.

C. Comki (30HKiHA) — apTuCT Omepy, KOTpPuii
CTBOPYMB paljiOHa/IbHY IIKOMYy BOKaNly, 3BEPTaB
yBary Ha mpuHIMIN Teopii 3BykopoOyBanHA. Ke-
PYBaHHA [MXaHHAM BiH yBa)ka€ HaNTOJIOBHILIOI
YMOBOK Ppal[iOHa/IbHOI IIOCTAaHOBKM TO/MOCY. Ap-
TUCT HAMaraeTbCs 3MIMICHUTY HAayKOBe OOIPYHTY-
BaHHsA NPUHINIIIB, BIJIIOBIZHO 0 AKMUX 1 y3rOmKye
Teopito. OTXe, Teopid AMXaHHA Mae NEPELyMOBU
BOJIOZ{IHHS 3BYKOLOOYBaHHSAM, IIiJ{ SIKe ifBOJAUTS-
Cs1 IPYHTOBHA TeOpeTYHa 0a3a. 3pelTon, MOKHa
3a3HAYNTY, 10 aBTOP HOKYCYEThCA Ha Aiadparma-
TUYIHOMY TUIIL JUXAHHS, KOTPe 3a CU/IbHILIOr0 B/M-
XaHHs TIOEIHYETbCA 3 OOKOBMM TUIIOM. 3aTpUMKa
JVIXaHHA, YMiHHA TPUMATyU BEPXHIO YaCTUHY IPY/-
HOI K/IiTKM B POSLIMPEHOMY CTaHi 11 BOTOMITI CKO-
poueHHAMM fiadparMm B Ipoleci BUJMXAHHS €
Pe3y/IbTaTOM TOTO, 0 GOPMYETHCS TOBiNbHE i piB-
HOMipHe JIMXaHHA.

Takuit Tun BOMOAIHHA CHIBOM Opi€HTOBAHMIA
Ha CBOEPIHY TiIMHACTMKY [MXaHHA Ta Ha IEBHY
€KOHOMIiI0 BUIVIXY, 10 HOIOBHIOE KApPTMHY CIIiBY,
AKa CTBOPIOETBCA AK CUCTEMa BMPA3HOCTI 3BYKA.
C. CoHKi 3amo3nyye CBOI CUCTEMY 3i CTapoi ira-
niiicbkol Ta HOBOI PpaHI[y3bKOI WIKi/, SKi CYTTEBO
BiJIpI3HAIOTbCA — OffHAa OPIEHTOBAaHA HA MIMETU3M,
a IHIIA — Ha JIOTOL|EHTPU3M.

Y Kuesi ¢opmyerbcs me OMH MiAXim, AKuii
MOKHAa OXapaKTEepU3YBaT! fK KPE€aTHBHY I€flaro-
riky M. [onenn-Tecceiip. PakTUYHO 3aCHOBHU-
i MXOAKY BAANOCA «IPUMUPUTI» €MIpUYHEe Ta
paljioHa/bHe Hayalna BOKAJbHOIO IHCTpyMeHTa-
pito. Metopuka M. [lonernn-Tecceiip BifpisHsanacsa
TUM, 110 BUCOKI TeXHiuHi 3iOHOCTI B pexxumi Ko-
JIOPaTypHOTO 1 JIIPUKO-KONIOPATypHOIO COIPAHO
JlaBa/IACSL HA YPOKax 3a JOIOMOIOK IIOKa3y, Oy-
KBa/IbHOTO TIOBTOPEHHs TO10Cy Ipodecopa, apke
MOZY/IALIA apTUKY/IALINHOI CUCTEMM 1JOPa3y MO-
mQikyBamach I TOro 4y iHIIOTO BUKOHABIIA.
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Metopuxky M. Jonenp-Tecceiip BupisHamm sk
aKaJIeMiYHiCTb, TaK i BYCOKA Ky/IbTypa cliBy. Bona
YiTKO POSIOJI/IAIA CBiil KYpC Ha BUKOHAHHA IIpa-
BIUI 3BYKOZI00YBaHHA Ta 300y TTA iHTEpIIpeTaTNB-
HMX MOK/IMBOCTEN BIACHOTO CIIiBY, 1 TAKUM YMHOM
TpUMala >KOPCTOKMII [UCUMIULIHADHUIL PEXUM
W[OI0 TEXHOJOTiit CTBOPEHHSA 3ByKa. [i mpuitomu He
Oym1 CyTo pallioHaTbHIMY, AOTOHHUMIM CXeMa-
MU, IeJJaTOTVHA IMIbHY YBary IPUJiIANA BOKA/Ib-
Hill TexHil[i Ta 3MiOHOCTAM KOKHOIO BMKOHABIIS,
3BepTaa yBary Ha TeMOpOBi 3JaTHOCTI BUKOHABIIS,
HaMarasacs X pO3BMHYTH; YHIKA/IA OffHOMAHITHOCTI,
TOMOTeHi3allii, HiBeloBaHHA TeMOpy i mykana 1ii-
KaBi MOX/IMBOCTI 3a0apBIeHHA TO/I0CY B MOTIOAUX
CIiBaKiB, 3aBIsKM KOTPUM BOHa (AKTUIHO il 370-
Oyma CMaBy AK Iefaror. Ko oxapaKkTepusyBaTi
MaHepy 3ByKopoOyBaHHA B ko M. JJorers-Tec-
ceitp, TO MOTPiOHO Bi3HAYMTH 3aBXK/M BUCOKI O-
3uuil, CBIT/INIA, ACKPaBUIL, 6)mc1<y11m7[, CITiBYYMIt
3BYK. 3 1927 no 1939 pp. Mapia EnyappisHa mpa-
utoe B KuiBcbkiit onepi, Mae HeabUAKII YCIiX.

[IpupopHa BUIIYKaHICTh, TeMIEpaMeHT i LMK
Oy BractuBi il HaTypi. MoXXHa 3a3HauuTH, W10
MAVICTPUHA NPUJIIAIA HEMaJo YBarl PO3BUTKY
B CTY[EHTa MAJCTEPHOCTI, CIPaBXHbOI TBOPYOC-
Ti. 1[4 KpeaTuBHa, TBOpYa HAcTaHOBa PoOUTH ii
MeTOAMKy HenepesepieHow. M. [lonenp-Tec-
ceiip mpupisAna 6arato yBarym K IPaBUIbHOMY
CIIIBOYOMY [JVIXaHHIO, TaK i apTUKY/IALIL, CLieHIYHii
HOBEJIiHIli, 110 CTBOPIOBAJIO 3arajibHUI ICUXO/IO-
TiYHIIT HACTPIil Ta 06pa3 y BUKOHABCTBI OIEpHNUX
napriii. CyTHICTb KpeaTMBHOI I€fJaroriky, AKILO
MOYKHA TaK I Ha3BaTy, IIO/IATA€ B TOMY, L0 HOTpi6—
HO 3aMiCTb eMIIipusMy MiMe3ucy Ta abCcTpakTHOI
JIOTICTUKY 3BYKOLOOYBAaHHA BJATHCh [0 CUCTEMU
METOJMK, AKi IO€HYIOTD TON Ta iHIUNIT BUMIp, aje
MOJIEMIOI0Th iX y OBHOLIHHOMY TBOPYOMY IpOLe-
ci, BUKOHaHHI i GopMyBaHHi ClleHiYHOTO 00pasy.

et Tvn, xapaktepHuit A KuiBcbKoi BOKasb-
HOI IIKO/M, 30KpeMa Jyid 3rafanoi M. Jloxerp-Tec-
celip, sAKa Oes3amepedHo € HocieM i ¢yHEaTopom
pedrekcuBHOI CHCTEMM KpeaTMBHOTO BOKAIY,
IPE3EHTYE CKIA/IOBI CUCTEMOTeHe3y BUKOHABCHKOI
MarictepHocTi 3araoM. OTxe, cucTeMa BUKOHAHHA
BOKa/IbHOTO TBOPY Ma€ MiMeTUYHY, IOTiCTUYHY Ta
pediexTVBHI MificHCTEMI, SKi AKTyai3yloThCs BY-
KOHaBIIeM y IOTpibHOMY 4aci 1 mpocTopi popmy-
BaHHA TBODY.
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3BMYAIHO, BOXXIUBY POJIb, 0COOMMBO B APYTiil
nonosuHi XX CT., Biflirpa€e Bi3ya/lbHUII IIOBOPOT,
Komu 3pocTae cBobopa ikcanii ayziosisyambHO
inpopmanii i HamidaeTbcsi poO3BUTOK TpaHcop-
Malii BOKa/IbHMX TeXHOJIOTiH, sIKi GOpMYIOTh HOBI
JKaHpPM, CIOCOOM BUPOOHMITBA I CIOKMBAHHSA
3By4Hoi MaTepil. Haii6inbie HAaOMDKEHUM [0 IUX
TpaHchOpPMaILLiil CCTeMOTeHe3y BUKOHAHHS My3J-
KU € KOMIIO3UTOP. AK€, IK MU IIPOJEMOHCTPYBa-
/1Y Ha IIPUK/IaZli BOKaJIbHOTO MUCTETBA, CIIPABXKHI
JOCSITHEHHS Biff0YBAIOTHCS JIMIIE TOMi, KO KOM-
IO3UTOP IIPAIIOE /I NEBHOIO BMKOHABIIA, 3HAE
JI0r0 My3M4HY QaKTypy, MOK/IMBOCTI 3BYKOZOOY-
BaHHA. TakMM 4MHOM, BUHMKA€E LUTICHUIT XyOXK-
Hill 06pa3 aypioBi3yanbHUX IPOEKTIB, AKi MAIOTh
Cy4acHy eCTETUYHY IIHHICTb i BIVIMBAIOTh HA BCi
iHmi xypoxHi mpaktuku. OpHi€l0 3 KpeaTMBHUX
CTpareriit pO3BUTKY BMKOHABCbKOI MaiICTePHOCTI €
CIHTE3 MUCTELTB AK CYCTeMa BUJIOBUIIHOI apTHKY-
nAuii o6pasy.

Imesa cunTesy B Mysulli BUHMK/IA AK peaKlid Ha
BiflOOpa)KEHHS JKMBOIMCHOCTI KOMIIO3UTOPCHKOI
TBOPYOCTI, 110 MOXXHa 1OB’s13aTit 3 «KapTuHkamn
3 BucTtaBkm» M. Mycoprcbkoro, «Tppoma KapTu-
Hamu Ilayna Knee» E. Jlenicosa. Cnip 3asHauuty,
1O [iajIoT KMBOIUCY i MY3UKY KVBUTb TBOPYiCTh
A. Ilenbepra, a jtoro gpyx6a 3 B. Kaugnucpkum
BUIWIACA B LiKaBl PO3JYyMM IIPO acOLiaTMBHMI
IPOCTIp €IHAHHA MY3MKM ¥ >KMBOINCY, 0COOMN-
BO a0CTPaKTHOTO >XMBOINCY. [IMTaHHA CTOCOBHO
TOTO, HACKi/IbKY a0CTPAKTHMI KMBOIINC 1 )KMBOIIIC
¢irypatuBHuMit O/VDKYe TiFXOAATH 0 IPUPOLY MY-
3VIK, OiTbIIle Opi€HTOBaHe Ha CMAK, aj)ke He MOX-
Ha 3HaiTN O0fiall OHY 3aKOHOMIpHICTb 1 BBaXKaTH,
10 a0CTpaKTHE MUCTELTBO OMDKYE IO MY3MKH,
HDK KOHQIrypaTuBHMI XXIBOIIC.

Bsaemopis BisyanbHOTO pAAy i pAfy My3MYHOTO
BiIOYBa€ThCS ¥ MPOCTOPi CYYaCHOrO BUKOHABCTBA
K T0Tpeba fenani Oinble BHOCUTY BidyabHi pe-
ami. BifoMyuM eKcriepuMeHTaTOpOM CUHTE3y MIIC-
Tents € [I. Keitmx, Akuil OYKBaIbHO IepeTBOPIOE
CBOI NMApTUTYPU Ha NIKTOIpaMy — Cy4YacHi CUM-
BO/N 300paXalbHOI KyIbTYpu. AJPKe He TUIbKM
TaKWil CI0ci0 HOTaILil cryrye 3aco6oM iHTeHcudi-
Katlii ayznioBisyanpHol iHpopmanii B mysuwi. Kpim
H. Keimxa, Bigomi kommosuiii M. Karenp 3 1ioro
«IHCTPYMEHTA/IbHUM TEaTPOM», «OPHITOMOTIYHI»
xommosuwii O. MecciaHa, B yKpaiHCBKiil My3uili
CUHTETV3M MY3UKM, TAHKY, )KMBOIIICY CTA€E BUTOKOM

tBOpiB €. Crankosnya, JI. [lnuko, B. Cunbsectpo-
Ba Ta iH.

BaxnmmBo TakoK Bifj3HAUMTM IIe OOUH MiCTOK,
KU POPMYE BUKOHABCBKY MailCTepHICTb, — iH-
TeprpeTalilo xopeorpadiyHux TBOPIB Y MY3uili,
a MOTIM yXKe Bisyanisalilo 06aeTHUX CIEKTaKIIiB.
3okpema 1ie xapakTepHo s xopeorpadii [I. ba-
nandina, mysuku I. CrpaBincbkoro, B YkpaiHi —
P. ITokmirapy, xopeorpaca-mocTaHOBHUKA, AKNI
Tpalioe B 6araTbox KpaiHax CBiTy.

YTiM neit mwap FOCIiIKeHb, MO CTOCYETbCA XO-
pEIYHOro BUMIPy MUCTENTBA AK €JHOCTI €KCIpe-
CHBHUX 1 KOHCTPYKTMBHVX MICTELTB, IOTpeOye
OKPEMOT0 CHHTETHYHOTO MOCH/PKEHHA BMKOHAB-
CTBa B LJAPMHI CHHTe3y MUCTELTB, i KOHCTUTYa-
TYBHMM iHCTPYMEHTOM CTa€ TaHOK. lle me onHa
CUCTEMA CHUCTEMOTEHE3Y MYSMKH, KA BXOJUTD Y
CBIT CIIEHM 1 TiICHO CHiBIIpAI[lO€ 3 TAHKOM 1 BCI€I0
TKaHUMHOK0 300pa>XKaIbHOCTI, 1110 TIOXOIUTB Bif Clie-
Horpaii, KocTioMa Ta iH. BukoHaBcbKi MoXMBO-
CTi CTAIOTh He TaKUMM OiHApHMMU, PO3KPUBAIOTH
BiJHOIIEHHA BMKOHABellb — iHCTPYMEHT i omoce-
PEIKOBYIOTD iX CIIEHON. BMKOHABCTBO BKe Haje-
>KUTb He OfiHiN MofuHi, a 6ararboM, 0COOMNBO 1€
aKTyaJIbHO B 6aseTi, XOpoBiil TBOPYOCTI, /e JoMi-
HY€ TYPTOBMII CIIOCIO BUKOHABCTBA.

Pecrexcis, 1m0 BUKOPUCTOBYE aHANIOTIIO CNIOBA,
CTIOBECHUIT TIOETUYHMI TEKCT Y MY3UILi, € IIIHOK
KY/IbTYPOJIOTiYHOIO iHTEPIPETATUBHOK KOHCTPYK-
11i€I0, TIOB’SI3aHOI0 3 TAHKOM, MOTTi(OHI€I0, TIACTH-
K010 TOI0. He MeHII BaXIMBOK € CUTYallid, KO
BMKOHABELb 3a/MIIAECThCA CaM Ha CaM 3 IHCTPY-
MEHTOM i BXe He pospinse cebe Ta iHCTpyMeHT. [xHi
BiJHOCVHJ BTPAYalOTh 03HAKY OIHAPHOCTI, IPOTH-
CTOSIHHSA IHCTPYMEHTa. [HCTPYMeHT Hi0M «IIpOfioB-
XYy€» TiI0 BUKOHABL, fAK i, HABIAKM, — IHCTPY-
MEHT CTA€ OPraHiYHNM, HabyBa€ TieCHOI Xapu3Mu
BMKOHABI|f, JIOTO LIKOJIM, iHTOHYBAaHHSA, CIOCOOY
iHTEepaKIil.

Tak, M. bexap BuKOHYy€ BisyanbHy iHTeprpeTa-
niro Mysuku M. Pasens, itoro focBif eMOHCTpYe
Bi3ya/IbHY IHCTPYMEHTA/IbHICTb, LIO CTAE TONOB-
HVIM 3HAUyLIIM 3ac000M iHTeprperanil. Bisyanpha
iHTepIpeTania My3n4HOro npocropy «Micsaunoro
[T'epo» Binbymacs y TBopuocTi pexxncepa K. Xapr-
MmaHa i I1. bynesa, AKki yTBOpIOIOTH CBOEPIHMII T1a-
TIMIICECT, OAMH TeKCT. J[OoCBif 110ro expaHisamii
CBIYUTD IIPO Te, IO TBip 0XKMBA€ B iHIIOMY KOH-
TEKCTi, BUHMKAE CHUCTEMa Ti€l Bi3yaJbHOCTI, fKa



He Oy/1a MOXX/IMBOIO 0e3 eKpaHy. Y4acTh eKpaHHIX
BB MUCTELTB, PeXIUcepcbkoi poboTu 3aBepIy-
€TbCA TUM, 1[0 GOPMYETBCA 1ile OAMH IPOCTIp Kpe-
aTMBHOCTI, AKWII 3aCBiI4YMB y CBill Yac HleH6epr,
ajie 3apas3 BiH JOCATAE CBOTO IapaJOKCalbHOIO 3a-
TOCTPEHHS, @ {HKO/M a6CyPFHOTO OCMICTICHHS.
3arajioMm 1A BisyanisaliA 3fIiliCHIOETbCA B Me-
Kax Ky/IbTYPU Xill-XOI1y, ajl)Ke MOXKHa IIOMITUTH, AK
OpPHAMEHTAaIbHO GOPMYIOTBCA CTPYKTYpH, KOHIry-
pauii CMHTETMYHOI ITTACTUKM-MY3UKUL. [e cBimunTs,
AK TIPOCTip pedexcil Hafy My3YHIM TBOPOM IOYY-
HA€ 3BYYaTU B PUTMi HEOPTOOKCA/IbHOI CTETUKIA.
B ykpaiHcbKiit Kynbrypororii mpo6nemMaruka oHTO-
JIOTii My3MYHOTO TBOPY IiIHIMAETHCA K CUCTEMHE
0ayeHHS €JHOCTI BUKOHABCHKOI [is/IbHOCTI Ta KOM-
MO3UTOPCBKOrO 3afyMy. Tak, 3okpema I. KoHoBa-
noBa BifMivae: «XymoxHiil TBip “HeTepMiHOBaHWIL
Cy0’€EKTUBHO-IICHXO/OTTYHIMY MOTUBAMI KOMIIO-
3UTOpa-aBTOpa, MY3UYHMII TBip Ha IIMOMHHOMY
piBHi Hece BiIOMTOK CBITOIL/THUX Ta aKCiOMOTiy-
HMX Opi€HTaLi}l TBOPYOI IHAMBIYaIbHOCTI, Ii 0CO-
OMCTiCHMIT CMUCIL. Y CTPYKTYpi MY3UYHOTO TBOPY
3aK/ajieHa aMOiBaJIeHTHICTb, BIACTUBA aKaJeMid-
HOMY MY3MYHOMY MICTELTBY SK 3BYKOYaCOBOMY,
IPOLECYaNTbHOMY BUAY XYHOXXHbBOI TBOPYOCTi, pe-
3Y/IBTaTH SIKOI 00 €KTUBYIOTHCA B 3HAKOBO-CHMBO-
Mi4Hii popMi Ta ayaiaTbHOMY BUPaKeHHI, Y TIpak-
TULi XMBOI XYJ0XHbO-BYKOHABCHKOI peaisanii. Y
3B’A3KY i3 MM, PO3YMiHHA CeMaHTIYHOI cIrerydi-
KV My3IYHOTO TBOPY BUHVKA€E HA OCHOBI iuipepeH-
1Iiarrii i1oro gBOX 6yTT€BMx imocTacei — MOTeHIIii-
HO-TI0f1i€BOI, hikcOBaHOI (My3W4HMIT TBIp SIK TEKCT)
Ta peaybHO-TOfi€BOI (TBip AK aKycTHYHMII deHo-
MeH, 3By4eHHeBa ropis 6yTTs). Oxpecreni inocraci
BMOXX/IVB/IIOIOTD BiJHECEHHA MY3MYHOTO TBOPY [0
NPOBIJHMX PiSHOBUJIIB MY3UYHO-XY/0KHDOI, 1 1IIK-
plie — Ky/IbTYPHOI NPAKTUKM — KOMIIO3UTOPCTBA
i BukonasctBa’ » (KonoBamosa, 2023, c. 84-85).
TearpanbHe OYTTA MY3UYHOTO TBOPY MA€ CBOE-
PiIHY Ky/IbTYpPHO-ICTOPMYHY aHTpoIOIOri0. MoX-
Ha CTBEPIKYBATH, 110 CLIEHIYHi IMIy/IbCcK HA/LAI0Th
MOXJIMBOCTI TpaHCPOPMYBATH 3afyM, NEPETBO-
PUTH JIOTO HA CBOEPIIHY CUCTEMY JEKOHCTPYKILii.
Taxa eKOHCTPYKIifl MY3MYHOTO NPOCTOPY, AKMUI
IIOYVMHAE MPALOBATU 3 KYIbTYPHUM KOHTEKCTOM
KY/IBTYPH XiII-XOITy, HOEAHYE MOTYUBY, parMeHTI
TBOPIB [ KIapHeTa, CBIIYNTD PO Te, 110, 30Kpe-
Ma, obpas I[I'epo «xuBe» B 30BCIiM iHIIOMY Ipo-
CTOpi, JameKoMy Bifl KoMepnil enb apre. Bin icHye
B CYYaCHIX TEXHOT€HHMX KOHOTALifAX 30BCiM iHIIO1
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CLIeHN, fIKa TIOEJHYE eKCIIeHTPHKY, HemependadeHy
THIOBE/iHKY, crerorpadito, pexIaMHi XOfy, My3u4-
HO-IIOeTMYHWII JIeKCMKOH Tomlo. Ile moB’s3ano 3
aM6iBa/IeHTHICTIO IePCOHAXIB, BIIKPUTICTIO Cydac-
HOI CIIEHM i CBITYUTD IIPO Te, IO XYOKHIi o6pa3
TIEPeXXNBAE Ipyre AMXaHHs, HOBE CUCTEMHE HAPOJ-
JKEHHA.

Ha npaBax nurar y TBip BXoguTh Mysuka Crpa-
BiHCBKOTO. YCi Iji UTaTy He IIPOCTO YIOAIOHIOIOTH-
¢ o irpoBoi, OyprieckHol CTyiXii, a HeCyTb BOKa/IbHY
«IIAaHTOMIMY» 1 eleMeHTM KabapeTHOTo TeaTpy.
Bunukae roctpmii, BiTKpnTnii MySU4HMII IIPOCTIp,
110 HafIa€ TOTO HEIIOBTOPHOTO 00pasy, AKMII yTBO-
PIOETHCA He AK UTATHICTh IIOCTMOJIEPHOrO THUITY, A
K OfHa TKaHMHa, fie «Micsaunnit [I'epo» moenye
HeMaslo TBOPIB 1 NEePETBOPIOE IX Ha OfIHY CLIEHid-
Hy KapTUHY MiCAYHOTO CBiTTa, AKe Bibpye, TpaH-
copMmye I CTBOPIOE eKpaHHY Bepcilo aypy KoMenii
Jienb apre.

[le HOBa opMa IPOUNTAHHA TBOPY, HiaTOTiYHO
PO3KpUTHIT MUCKYPC pisHUX KOHIeNTiB — dino-
COQCHKIUX, penirifiHuX, MTepaTypHIX, MOETHIHNX,
TeaTpa/NbHIX, AKi B IOCTMOIEPHOMY IUCKYPCi CUH-
XPOHISYIOTbCA 3 MY3MKOIO, 3BYKOM, 110 aKTyasisye
JOCBiJ| IK HOBOBifIEHCbKOI LIKOMY, TaK i CMHKpe-
su . CrpaBiHCBKOrO, a TAKOX IIOIIYK HOBiTHHOTO
CLIEHI3MY, Jle TAHOK CTae 3acajol0 IIEBHOI peTpo-
iHcTamAnil. OcraHHA QaKTUYHO HiIOW TpUMae pe-
KOHCTPYKIII0 TBOPY B PEXMUMi IHTpOBepcCiil, 110
CBIJYMTH IIPO HOBUII CTU/Ib MY3MYHOIO i Bi3yasb-
HOTO IIapase/li3My, AKUI BMHIKAE Ha OCHOBI MiKCiB
3 KJIaCMYHOro ab0 aBaHIapJHOTO MICTELTBA. Tak
BiffOyBa€eTbCA TEBHMII NajTiMIICECT, HAIIApyBaHHA
3BYKOBMX CTHXIili, TeaTpaisallid AK HOBiTHA peiH-
CTJIALiA TOTO 3afyMy, AKuil 3pificaus Illen6epr.
binbuie T0ro, [0my4arTHCA Bi3EPYHKU METOIN iH-
IIVX aBTOPIB.

linmepincTanania — 1e 3aKOHOMIpHMII €IeMEHT
cuM6io3y i cucTeMoreHesy MY3WYHOI KY/IBTYpH,
a/pKe Taki MIKCyBaHHS, MaTiMIICECTH, Lie MO CYTi
IIOCTMOJIEpPHMIT CIIOCIO IIPOYUTAHHS TBOPIB, KWL
IIKMBIIOETHCA 1 OHOB/IIOETHCA IHTENPETATUBHM-
MJ MOX/IMBOCTSAMM OiHApHOTO JIOKami3My I BU-
HIKA€ MK iHCTPyMEHTaMy Ta BUKOHaBLAMM. [lei
TIOTeHIlias e He BIUYepIIaHNii, BiH HiKomu He Oyfe
BIYEPIIAHNM, OCKIJIbKM KOXXEH BUKOHABELb HaJa€
CBIJI iMITy/IbC, CBOIO MO>K/IMBICTD NepepasyBaHHH,
IHTOHYBaHHS Ta IIPe3€HTallii MUCTEL[LKOrO TBOPY.
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Orxe, 1A BU3HAYEHHA JOMIHAHT CHUCTEMOTe-
He3y BUKOHABCHKOTO MICTEL[TBA M 00Opasy /Iuie
dparMeHTH, «emi3ofu» CUCTEMOTBOPYOCTI B MY-
suni. Lle memarorivamil BUMip, 10 JO3BOJIAE €KC-
IIiKyBaTH, MIMETMYHWIL, NOTICTUYHWIL, pedrek-
CUBHMII aCTIEKTV BUKOHABCTBA; 1I¢ BUMIp CHHTE3Y
MIMCTENTB, AKII JOIIOMAra€ O3HAYNTY XOPEIuHi BU-
TOKJ BUKOHABCTBA 32 JIOMiHAHTOI TaHKY; Lje IIPVH-
uun iHcTansAuii (BisyanpHOI MisaHCLeHM), KWt
aKTYya/li3yeTbcs B TEXHOMATUYHMX KOMIIO3MIIAX
CY4acHOI MY3UKM 1 pafMKaNbHO 3MiHIOE CydacHe
BUKOHABCTBO, POOKTB J{0ro OiIbIl KOMYHIKaTUBHO
BIIKpUTYM, [Iia/IOTIYHVIM.

BucnoBku. CucremoreHes fK Ky/IbTypOT€HeE3
BUKOHABCBbKOTO MycTenTBa y XX CT. fiefani Oibiie
CTae CLEHIYHMM, My3MKa Oi/blle OpieHTOBaHa Ha
KOMYHIKaTUBHY clieHy. KoMyHiKaTuBHa cljeHa Ha-
OyBae TMX O3HAK estesis, sKi € peTpaHCIALIED,

Ipe3eHTalli€o, IHCTaIALi€el0 1 BCIMa crucTeMaMu Ki-
HEMaTUKI AUCKYPCYy — BepbOATbHOTO, MY3IMYHOTO,
iHCTpyMeHTanbHOro. Mae Miclie He /uiIe CHHTES,
ajie it HOBe IMXaHH:, HOBe IPOYUTAHHA TBOPY. TaK,
1Bip «Micsauynmit [I'epo» B 1IbOMY BUIIAAKy CTae
TeBHIMM a/TOPUTMOM PO3YMIHHA CUHTE3 Ta CHH-
Kpe3 Cy4acHoro cpiry mMysuku. He MoxHa yasutu
BMKOHABCBKY CUCTEMY K eKOCUCTEMY, AKIIO He BU-
3Ha4YNTH (PeHOMEH BMKOHABCTBA SIK OHTOOTIYHMUIL
IpeNVKAT MYSUKI 3aTajIOM.

IlepcrieKTHBM MOAANBLIOTO KYNbTYPOIOTi4HOTO
IOCTKEHHA My3MYHOTO BUKOHABCTBA BOAYAIOTD-
A AK Y BU3HAYEHHI 3arajibHIX eKOCUCTEMHMX Jle-
TepMiHaHT (OPMYBaHHA MY3MYHOIO IPOLIECY, TaK
i nudepeHuiHNX po3poOKaX, NPUCBAYECHUX BIU-
BUEHHIO0 OKPEMIX BYKOHABChKMX HIKIJL.
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T. I. Knioxa. Xoposuit koHuept «I'yka gyma Iocro-
maps...» l0pis AmkHeBa: XXaHPOBO-CTHIbOBI Ta KOM-
MO3ULIITHI 0COOMMBOCTI

CraTTa npycBAYeHa MY3MKO3HABYOMY aHATII3Y XOPO-

Boro KoHnepry «Iyka gyma [ocnopaps...» g MilaHo-
ro xopy a capella BifoMoro xapkiBcbkoro KOMIosuTopa
IOpia AkHeBa. Y posBifilli aHaNisylOTbCA MYy3M4Ha
IpaMaTyprif TBOpy B il mpoekuii Ha ocobmmBoCTi pea-
Ji3allil OCHOBHUX KOMIIOHEHTIB CHCTEMY BUPaXKaTbHMUX
3ac00iB, 1110 BUKOPUCTOBYE aBTOp y LiboMy TBOPi. Oc-
HOBHA X yBara ()OKyCyeTbCs Ha aHaJTi3] KOMIIO3MIITHIX
(popmMOyTBOpIOIOUNX) Ta KAHPOBO-CTMU/IBOBUX ACIEK-
TiB 1JbOT0 KOHLEPTY. KOHCTaTyeTbcs, 10 KOMIIO3UTOP
CTBOPMB Y IbOMY TBOPI JOBOJI 1liKaBy i1 iHAMBI/yai3o-
BaHy MY3MYHY JIpaMaTyprilo, y AAKill BMi/Io BUKOPUCTAB i
POSIIMPYB MOXIMBOCTI IPOCTOI KymieTHOI popmu, iH-
TerpyBaBIIM B Hel elleMeHTH iHIINX, CKIafHIImX dop-
MOCTPYKTYD.
KnrodoBi cnoBa: xomnosumopcoka meopuicmo, ykpa-
incoxi komnosumopu, IOpiii Anxcnes, xoposa mysuxa,
XOpO8ULl  KOHUePM, HAHPOBO-CMUNILOBI 0COOTUBOCIMI,
My3uHa Popma.

T. Kliuka. Choral concert “The soul calls for
an owner..” by Yurii Alzhniev: genre-stylistic and
compositional features

The relevance of the research. The musical work
of the well-known Ukrainian composer, a bright
representative of the Kharkiv school of composers —
Yurii Alzhniev — is widely known and respected in the
modern musical culture of Ukraine. The artist is the
author of a large number of large-scale and small-scale
works for symphony and chamber orchestras, orchestra
and ensemble of folk instruments, a significant number
of choral, vocal, vocal-symphonic works, theatre music,
separate compositions for various instruments and
instrumental ensembles, etc. Today, the most significant
samples of Yurii Alzhniev’s works are deservedly within
the scope of scientific and research attention of domestic
musicologists. After all, these works are now increasingly

being performed by leading Ukrainian groups and
soloists, on concert stages in various regions of Ukraine
and abroad. At the same time, many bright musical
compositions of the artist, which were created by him in
recent years and represent a high artistic value, remain
out of research attention. One of such opuses in Yurii
Alzhniev’s creative portfolio is the choral concert “The
sound of the Master’s soul...” for a mixed unaccompanied
choir, in which national features of Ukrainian traditional
choral singing and original author’s decisions regarding
the organization of the compositional structure and
stylistic filling of the work are skilfully and highly
artistically interwoven.

The purpose of this article is to identify the
compositional and genre-stylistic features of Yuri
Alzhnev’s choral concert “The sound of the Master’s
soul..” for a mixed a capella choir, through a musico-
logical analysis of this work.

At the heart of the methodology of the work are the
methods and techniques of musicological analysis used
in theoretical musicology. In particular, this is a method
of complex analysis, which is used in the implementation
of a holistic analysis of a selected piece of music, as well
as separate theoretical methods: genre and style analysis,
analysis of musical form, intonation analysis, analysis of
elements of musical language. In addition, systematic and
system-forming methods, the method of comparative
analysis, methods of systematization, synthesis, and
generalization are involved in the work methodology.

The results obtained in the course of achieving
the goals in this article are focused on revealing the
compositional and genre-stylistic features of the choral
concert “The sound of the Master’s soul...” for a mixed a
capella choir, through the musicological analysis of this
work.

The novelty of the work lies in the fact that the
choral work of the famous Ukrainian composer Yuriy
Alzhnev in recent years has found its musicological
interpretation for the first time in the form of his choral
concert “The soul calls for an owner.” The genre-

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.



stylistic and compositional specifics of this work are
defined, the authorial approaches to the realization of
this composition in the outlined aspects are summarized.

The practical significance of the performed
musicological analysis of the selected work lies in the
possibility of using it in the study of the musical work
of modern Ukrainian composers, disciplines related
to musical composition and choral art, as well as a
musicological supplement to the use of this music in
concert performance practice.

Conclusions. Turning to the creation of his choral
concert “The soul calls for an owner..” Yurii Alzhniev
chose this genre typical for choral music, relying
mostly on a complex of traditional means and canons.
At the same time, he created a rather interesting and
individualized musical drama in this work, in which he
skilfully used and expanded the possibilities of a simple
verse form, integrating features of the three-part and
rondo forms into it. In terms of style, the composer, once
again, significantly enriches the relatively traditional
musical presentation of the concert, “decorating” it
with intonation freshness, interesting textural and
compositional
language, etc. At the same time, the intonation basis
of the work radiates its deep national character and
belonging to the Ukrainian choral tradition. This is the
essence of the authorial musical and linguistic specificity
and the originality of Yurii Alzhniev’s choral style, which
was deeply and vividly manifested in the choral concert

. « . . » .
solutions, “spiciness” of harmonic

“The soul calls for an owner...
Keywords: composer’s creativity, Ukrainian composers,

Yurii Alzhniev, choral music, choral concert, genre-stylistic
features, musical form.

IlocraHoBKa mpo6memMy Ta ii aKTyanbHICTB.
Mysnu4Ha TBOPYICTb 3HAHOTO YKPAiHCBKOTO KOM-
IO3UTOpPA, ACKPaBOTO IPENCTaBHMKA XaPKiBChKOI
KOMII03UTOpCcbKoi mKomu — IOpia A/mxkHeBa — €
IIMPOKO BiJOMOK i IIAHOBAHOK B CYYacHiil My-
3WYHIN KyNbTypi YKpainu. MuTenp € aBTopoM Be-
JIMKOI KiTbKOCTI MacIITaOHUX i MajuX TBOPIB IS
cuMQOHIYHOTO I KAMEPHOTO OPKeCTpiB, OPKeCTPY
Ta aHCaMOM0 HAPOJHNX IHCTPYMEHTIB, 3HAYHOI
KIIBKOCTI XOpOBMX, BOKa/IbHIX, BOKaIbHO-CUM-
¢oHIYHMX TBOPIB, TeaTPaTbHOI MY3UKM, OKPeMIX
KOMIIO3UII I pi3HMUX IHCTPYMEHTIB Ta IHCTpY-
MeHTanbHuX cknagis tomo (Irmatuenko, 2001).
Huni 3pasKy  KOMIIO3MTOPCHKOTO
nopo6xy 0. A/pKHEBA 3aCTy>KEHO TIOTPAIIAITD Y
10/71€e HaYKOBO-TOCIIJHNUIIBKOL YBaru BiTYMSHAHUX

Hall3HAYHIIII
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MY3MKO3HaBIIiB. AJpKe Ili TBOPY HIHI Jiefja/i JacTi-
1€ 3By4aTh Y BYKOHAHHI IIPOBIHUX YKPAIHCHKMX
KOJIEKTMBIB 1 COTICTIB, HA KOHIIEPTHUX CLIEHAX Pi3-
HUX perioHiB Ykpainu Ta 3apy6ixoks. Bognouac 6a-
raTo SICKpaBMX MY3MYHIX KOMIIO3MIII MUTIA, IO
Oy/Iy CTBOpEHi HUM B OCTAaHHI POKM Ta CTAaHOBJIATD
BUCOKY XYHAOXHIO LiHHICTb, TOKM IepeOyBaioTh
11032 JOC/ IHNUIbKOI0 YBaroo. OHIM 3 TaKMX OITy-
ciB y TBopuoMy noprdeni f0. AypkHeBa € XopoBuit
KoHLepT «Iyka myma Tocnogaps...» and Minranoro
Xopy 6e3 CympoBOfY, Y AKOMY BMi/IO Jf BMCOKOXY-
JOXHbO IEPEITITAIOTbCA HAIIOHA/IbHI €/IeMEeHTI
YKPaiHCBKOTO TpPAfIMIIIIHOTO XOPOBOIO CIiBY i1
OpUIiHa/IbHI ABTOPCBKI pillleHHA OpraHisallii KoM-
HO3UIIHOI CTPYKTYPHU 1 CTM/IbOBOTO HAIIOBHEHHA
TBODY.

AHami3 ocTaHHIX JOCTiKeHb i MyOmiKamiiL.
[Inigna it GaraTorpaHHa KOMIIO3UTOPCbKA TBOP-
gictb [0. AJDKHEBa HUHI B yKPalHCBKOMY MY3M-
KO3HABCTBI IpuBepTae fefani Oinpmry ysary sk
aBTOPUTETHUX BITYM3HAHUX HAYKOBLIB, TaK I
MOJIOMX [OCTIJHUKIB, acIipaHTiB, MariCTpaHTiB
Tom0. Mysulli KOMIIO3UTOpPA, 30KpeMa JI0ro BO-
Ka/IbHO-XOPOBill TBOPYOCTI, y>Ke IMPUCBAYEHO He-
MaJIO0 Pi3HMX HAyKOBMX IIpallb, AK-OT: CTATTi, p0O3-
BiJIKI1, Te3U [JOIOBifiell TOW0. BakmmBuM apeanom
MY3MKO3HaBYOi iHpopMalii 1of0 XopoBoi TBOP-
Y4OCTI KOMIIO3UTOPA CITifl yBa)KaTI TAKOXK 1 IeKi/IbKa
(QyHEaMeHTaIbHUX JAMCEPTALiiHNX JOCTi/KeHb,
y AKUX MY3UII MMUTLA OPUCBAYYIOTbCA OKpeMi iX
dparmentu un migpospinu. Cepep HaiBifoMimmx
i HAMIPYHTOBHIINX HAYKOBUX PO3BIOK CIifl 03-
HAYMTY HayKOBi cTarTi i1 gucepranii I. bpecmasenp
(2018), H. Ipeuyxn (2007), T. Kmoxu (2022), A. Mi-
sitoBoi (2005), B. Ocumnenko (2005), O. 3aBepyxu
(2013; 2017), JI. IllamoBanoBoi (1999) Towjo. Asne
BCi Il mpalli He pO3INANAITb XOPOBY TBOPYICTb
KOMIIO3MTOPa OCTaHHIX POKiB, 30KpeMa i J10ro Xo-
posoro kKoHuepry «Iyka gymra [ocrogap4. ..».

Merta cTarTi — BUABNUTYM KOMIIO3MIIiVIHI 1 JKaH-
POBO-CTHU/IBOBI 0COOMMBOCTI XOPOBOTO KOHIEPTY
0. AmxneBa «I'yka gyma Tocnopaps...» fia mima-
Horo Xopy a capella B pesynbrari silicHeHHA My31-
KO3HABYOTO aHaJIi3y 1IbOro TBOPY.

Buxmag ocHOBHOro Marepianmy AOCTigKeH-
HA. KoHuepr 1 Minranoro xopy 6e3 cynposopny
«I'yka pyma Iocnomaps...» Hammcano y 2020 p., i
BiH € OfIHi€I0 3 OCTaHHIX X0poBuX pobit 0. Amx-
HeBa. TBip TNpucBAYEHO aKafieMiuHiit XOpOBil
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Karneni «[lodaiiHa» Ta il KepiBHMKOBI, HAPOJHOMY
aprucry Ykpainu O. JKuryny. Kommosurop sapns
HaIMCAaHHA LbOTO TBOPY 3BEPHYBCA [0 II0€3ii Cy-
4acHoI YKpaiHcbkoi moetecy H. @ypcen, 30kpema 1o
OfiHOJIMeHHOTO i Bipma «[yka gyura [ocogaps...».
Ile HeBenukmit Bipm AyX0BHO-(inocodcbKoro
3MICTY, y IKOMY aBTOpPKa IOPYLIy€E OJHY 3 BifIBi4-
HIIX IIPO6/IeM JIIONVHM, TI0B A3aHNX i3 CEHCOM >KUT-
T4, IOIIYKOM JYLIEBHOI FapMOHIi.

OCHOBHMM CMIC/IOBMM IOCHUJIOM IIbOTO TIO€TNY-
HOTO TEKCTY IIOCTAE ifjed MPOTUPIYYA MDK JyIIeB-
HOI0 ceporo oauHyY, il eMonisMm, Mpiamu i 6a-
JKaHHSIMI, 3 OJJHOTO OOKY, Ta pearbHO0 (i3NvHOI0
JIVICHICTIO, KA 3a3BMYail HE CIIIBIAJAE 3 MEPLIOID
Ta 00MeXye JOAChKi ylieBHi mopusnu i pedrex-
cii — 3 inmoro. Taka HeBiNOBIAHICTb aKTyasi3ye
3HauYeHHSA (aTyMy, HEBiJBOPOTHOCTI JTIOJCHKOL
fonmi, 1 BIHOCHOI «3aIlPOrPaMOBAHOCTI», WO 1
BU3HAYAE BIiFIOBITHMUII €MOLiIHO-TICMXOMIOTiYHII
TOHYC i1 06pasHuit 3pi3 TBopy. OTxe, 3aranbHuit
HACTPill MY3UKU [{bOTO XOPOBOTO KOHIIEPTY CKEpPO-
BaHO IIEPEBAXXHO 10 ACKETUYHOIO, CTPUMAHO-CYM-
HOTO 3a0apB/IeHH .

Cnifi 3a3HAYNUTH, 1[0 KOMIIO3UTOP Y CBOEMY TBO-
pi 3aramoM 6a3yeTbcs Ha TPAUIITHIX KaHOHAX XO-
posoro mucbMa. Hagitb 6inbie Toro — obupatoun
JKaHP XOpOBOTO KOHIIEPTY, BiH Jifie MITIAXOM JIOTO
JTaKOHi3allii, 1110, 3p03yMi/io, MOBHICTIO BifTIOBifjae
3MicToBiil Gopmi i po3mipy obpaHoi niTepaTypHOI
OCHOBH (SIK BiIOMO, yci IoIepefHi XopoBi KoHIep-
TV aBTOPA € SAKILO He IMK/TIYHIMM, TO 3HAYHO Oi/lb-
uMu 3a posMipamn). ToMy maKoHIYHICTD My31y-
HOTO BUCJIOBY B LIbOMY B3ipLii XOPOBOTI'O KOHILIEPTY
IIPOCTEXYETBCS B TAKNMX 0COOMMBOCTAX: IIO-TIEPIIIE,
1ell KOHLEPT € OFHOYACTUHHUM; IO-Ipyre — He-
BE/IVKMM 33 po3Mipamnt (110ro TpUBaICTb OMM3bKO
10 XBU/IMH); TIO-TPETE — Y J10TO OCHOBY 3aK/IafIeHO
TUIIOBY POPMOCTPYKTYPY, BIACTUBY caMe HeBel-
KVM >KaHPOBUM B3ipLsAM; I10-YeTBEPTE — OJHOMA-
HITHUII TOHA/IBHWII TUTaH (CONMb-MiHOPHA TOHA/b-
HIiCTb IIPOTATOM YCHOTO TBOPY).

3Bakalouy Ha CrennQiky N0eTNIHOI CTPYKTYpH
JiTepaTypPHOTO TEKCTY, KOMIIO3UTOP 0bupae i Haii-
OpraHiuHilly My3UYHY CTPYKTYpy /i BTiI€HHA
BiZITIOBITHOTO iIeifHO-00pa3HOro 3a1yMy, a came —
KYIUIeTHY $opMy. 3po3yMiso, 110 B mporeci gpop-
MYBaHHS MY3MYHOI ipaMatyprii y TBopi 1151 popmo-
CTPYKTYpa 3a3Ha€ IIeBHUX BUI03MiH. BifcyTHicTD ¥

II0ETUYHOMY TEKCTi HOBTOPHUX pepeHiB 3yMOBY-
JIa aBTOpa MY3UKM 00paTu caMe IPOCTy KYIUIETHY
dopmy, T06TO 6€3 BUKOPUCTAHHS IPUCITIBIB.

Y 3B’A3Ky i3 ;MM KOMIIO3UTOp 06Upae HETHIIO-
Be, HaBiTb HeCIOfjiBaHe /g Cy4acHOI aKaJeMiqHOl
MY3MKI pillleHHA — BMKOPUCTAT! PENpM3Hi MOB-
TOPEHHSA JI/I1 KOXXHOTO KYIUIETY, AKi BiH 3amydae
B IepLlill I0N0BMHI cBO€EI MapTuTypu. Takum 4u-
HOM, MY3MYHMII BUK/IaJ, IepUIMX TPbOX KYIIETiB
TIOBHICTIO iIeHTMYHNUIT Ta TOBTOPIOETHCS 6€3 3MiH.
JIpamMarypriquuii xe po3BUTOK, y 1{bOMY BUIIAJIKY,
BilOYBa€TbCS BMKIIOYHO Y IUIOLIMHI JTiTepaTyp-
HO-IIOETMYIHOTO TeKCTY. CTPYKTypa My3U4HOTO KY-
IJIETY € JI0BOJIi TUIIOBOK, BOHA YiTKO MOJIIAETbCA
Ha (pasu, pedyeHH it IIepiofy, a 3a CBOEI CTPYKTY-
poIo pajjule Harajye IpOCTy TPUYACTUHHY Oespe-
npusHy popmy (ABC).

PosmounnaeTbca TBip OBHOTAKTOBUMM XOpO-
BYIM aKODZIOM, IIOJAHNM Ha TPAHNYHO TUXIiil 3ByY-
HOCTi (ppp), BUTpMMAHUM IIifi pepMaToo i B Haj-
3BUYAIfHO TOBiIbHOMY Temmi (Largo) Tta sxmit
6a3yeTbcs Ha OCHOBI TOHIYHOI 4MCTOI KBiHTH. Bin
3BYYNTD IPUIIOMOM «3aKPUTUM POTOM» i Ha oHe-
Mi «MM...». 3 TOUKM 30py HOPMOYTBOPEHHS, Liel
KOHCTPYKT, 3Ba)KaI04y Ha J10r0 0OMeXXeHy MY3UYHY
iHpopMaTBHICTb, He MOXKHA BB)XaT!l MOBHOLIiH-
HJM BCTYTIOM 710 TBOPY. Papmme 3a Bce, itoro meta,
OKpIM 3arajibHOr0 Ha/AIITYBAHHA XOPY, IO/IATAE B
TIOTIepeIHbOMY BiITBOPEHHI eMOIL}iifHO-00pa3HOro
«HIHDIOKST», sIKe Tlepef0avaeTbes 3i BCTYIIOM OC-
HOBHOT'O MY3MYHOTO TEKCTY.

Komnosurop BMiliye cTpiukm Bipma B IT'STH-
IONbHY MY3UYHY KOHCTPYKIi0 (po3mip 5/4), sixa
JIOMiHY€ IPOTATOM YCbOTO KyIeTy. binbiue Toro,
AMOIYHa CTPYKTYpa HeplINX C/iB OYAaTKOBYX pe-
9eHb Y IbOMY BUIIAJKy IOTpAaIIA€ B XOPEIUHY
My31MYHY OO/LAMIBKY, IO 3MiHIOE aNTOPUTMIKY Ha-
TOJIOCIB Y C/I0BaX Ta [JO[A€ BUCIOBY XapaKTEPHOIO
«apXaldHOro» 3abapBieHHA. My3WYHMIT BUKIAf
KYIUIETYy PO3IIOYMHAETHCA TUXO, Y IOBLIBHOMY
temmni (Andante, scordato), Ha BUTpMMaHOMY Op-
TAaHHOMY IYHKTi JOMiHaHTOBOTO TOHY B 6acoBiil
IapTil, 3 MOCTYIIOBUM BCTYIIOM HACTYIIHMX TOJO-
ciB. OCHOBHMIT MEMOAMYHNIL PYX, 110 BiiOYBa€ThCS
B IIAPTifAX COIPAHO il a/IbTiB, IOJAETHCA TEPLIEBUM
BUKJIQZIOM, YiTKO CTPYKTYpPY€ETbCS Ha ¢pasu i pe-
YeHHS Ta 30BCiM He BUXOAUTD 3a MeXi KIacM4YHOI



TOHAJIHOI CUCTeMI. 32 CBOEI0 (akTyporo i cTumic-
TUKOK TaKMII My3UYHII BUKJIA| Haragye CIIOKii-
HO-JTipUYHMIT HAPOIHO-XOPOBUIA CIIiB.

IleBHY METPOPUTMIYHY CBIKICTD y pyTOMy Ie-
piozi xymrery (uudpa 3, Meno mosso) yTBopioe
TpyBaje, POSTATHYTEe Ha JEKi/bKa TaKTiB CUHKO-
II0BaHe 3aTPYMAHHA MeNOfil B apTil )KiHOYMX Io-
JIOCIB, IKE «CYIIepedYnTh» OPIAaHHOMY IIYHKTY 0aciB
Ta TIPOJYKYE [0 XUTKWUII, HECTIVIKMIT PO3BUTOK.
Y pesymbraTi panToBOrO CIUIECKY IIaCaXy Bropy
IapajieIbHUMI TepUiAMM 1 WiCTHAAUATUMU TPU-
BAJIOCTAMM MY3UYHUII PyX Hi0M BUTiKae Ha «IIa-
rop6» cBiTIiNIOi i YiTKinIoi 3BYYHOCTI, AKa OCAAHA
BXe CBIT/IOI MaXOPHOK TOHA/BHICTIO (Ci-6eMorib
MaXop), MNiABMINEHOW Ty4HicTI0 (sf<ff) Tomo.
IlinpHa axoppoBa (QaxTypa TeplieBoi CTPYKTY-
P, €1eMEeHTV IYHKTMPHOCTI HaJalTh 3BYYaHHIO
BiiKpuTOro, femo ¢andaproro 3abapsnenns. Lle
HOACHIOETHCA TUM, 1[0 CMUCTIOBUI AKL|EHT ITOeTNY-
Horo Texcry («Illo6 Buituuin >xopHal.») B IIbOMY
KYIUIeTi IIpumnajae came Ha meit ¢pparment. OTxe,
1e i cTae Ky/IbMiHaliiHNM rpe6HeM (i MysuYHUM,
i apamarypriunnm) Linoro kymnety. IloBepHeHHAM
y NOIEPEeIHIN eMOLIHNI CTaH XapaKTepu3yeThCsA
HacTynHa uudpa (uudpa 4, AKow i 3aBepuIyeTbes
KYIUIETHa CTPYKTYpa), YTBOPIOIOYM CBOEPifiHE 00-
paMJIeHHS [IbOT0 KOMIIOHEHTA My3IYHOI (POPMIL.

3oBciM iHITy 0COOMUBICTD MY3UYHOTO PO3BUT-
Ky CTaHOBUTb HACTYNHMII pparMmeHT (mmdpa 5).
3HAYHO aKTMBHIIMIL PyX, OCHOBaHMII Ha (irypax
i3 BMKOPMCTaHHAM IUICTHAAUATUX TPUBAIOCTEN
Ta IOJAHUI IPUHLMIOM J[ia/IOTiYHOI IepeKInd-
Ki (HaBiTb OZM3BKWII O IMIiTAaIifiHUX CTPYKTYP),
CTBOPIOE HECTIVIKUIA, ajle AVHAMIYHUI XBIJIEIO-
[iOHMIT pO3CHI, 110 IPUBOAUTD IO YTBEPHKEHHS
0araTOKpaTHOIO OKTAaBHOTO IIOBTOPEHHSA 3 NOCTY-
IIOBMM iHTEHCMBHVM HAIIAPYBAHHAM CEKYHIOBIX
i TepuieByx sByqHOCTeiL. Lleit pparMeHT y KOHTEK-
cTi pOpMOCTPYKTYpK TBOPY, 6€3yMOBHO, Bifjirpae
ponb 38’3k MK Kymietamu. Ha ponb nmpucmiBy
BiH ABHO He IiIXOJNTb, aJpKe: [0-Ileplie — He Mae
BJIACHOTO JIiTEPAaTYPHOTO TEKCTY i IPOBOAUTHCA BO-
Ka/li30M, T0-ZIpyTe, € JOBO KOPOTKUM (6 TakTiB),
IO-TPETE i TOZIOBHE — BiH HE MAa€ YiTKO BYPaXKe-
HOTO MEJIOfKO-TeMAaTYHOr0 abpucy, AKmil 3a
CBO€I0 QyHKIIi€r0 MaB OV IlepeBepIIyBaTH B LIbOMY
acrekTi 3actiB. binblne Toro, y iboMy dpparmenti (y
110r0 (paKTYpHOMY THII) MOXKHA IOMITHTU HaBiTh
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€/IEMEHTH iIHCTPYMEHTA/IbHOCTI. A OTXe, B YMOBax
aKarenbHOro popMary, BiH i BUKOHYe QyHKIIiI0 3a-
MiHHMKA IHCTPYMEHTAIbHOTO IIPOTpally.

IlixaBe pilleHHA OO0 PO3BUTKY MY3UYHOI
npamartyprii TBopy Bubpano aBropom gaii. Ilicisa
IIPOBEZICHHS TPETHOTO KYIIETY 3B’sA3Ka BXe PoO3-
TOPTA€ETHCA 30BCIM MO-iHIIOMY. BoHa He TibKM He
BIITBOPIOETHCS OYKBANMbHO (5K Lje Oyno pawiiue),
a 11 B3araji 3HaYHO TpaHCPOPMYEThCA i mepepo-
CTa€ B 30BCIM iHIMIT My3uyHMiT QpparMeHT (1md-
pu 6, 7). Bix monepenHbOro Matepiany MMIIAThCA
Ve OKpeMi iHTOHaIiiHI abpucy-HaTAKY i OKpeMi
eneMeHT! GaKTYpHOI opraHisanil. AKTMBHMUIT KOM-
TIOHEHT (Qirypanuis micTHaALATIMY) 3BYYUTD YKe
y MBTOpaKkpaTHOMY ApOO/IeHHi, TO6TO MOfAEThCA
CEKCTONAMY; MENOANYHUII I0TO KOHKYp HabyBae
BapiaHTHOTO NEPETBOPEHHS; IPUHIINII 1a/I0TT9HO-
T0 NeperyKyBaHHA TO0CB yKe 3700yBae peanbHe
imiTaniiine BuknaseHHa. OTxe, 3a cBoiM fpaMa-
TYPriYHVM 3HAYEHHAM, I 3B’43Ka, AKAa 3HAYHO
PO3POCTAETHCA 1 AMHAMISYETBCA, BUXOAUTD yXKe Ha
piBeHb OKpeMOI CTPYKTYPHOI OfVIHUIII — €Ili30fy.

[HTEHCHBHIIT PO3BUTOK 3 CEKBEHLIIHUM ITPUH-
LIUIIOM CIpMsA€ TOBOMI AMHAMIYHOMY HapOCTAHHIO
HAIPY)KEeHHA 1 eKCIIpecil Ta NPUBOAUTH CIIOYAT-
Ky Ji0 6araTooKTaBHOIO TYTilIHOTO CKAaHJyBaHHA
IIbOTO MOTMBHOIO €leMEeHTY B JOro 30i/blieHHi
(BOCBMUMY TPUBANOCTAMN), @ lali — i B TpUBaje
CKaH/IyBaHHA MIOBOJI I'POMI3[KOr0 ¥ HECTIIKOro
(OCHOBAaHOTO Ha CTPYKTYPi 3MEHIIIEHOT AKOPANKY 3
JIOflaBaHHAM CTOPOHHIX XpOMATIYHVIX TOHIB) aKOp-
JIOBOTO KOHCTPYKTA LIMPOKMMY KPOKaMM, IIOJJAHM-
MI YETBEPTHUMU TPUBATOCTAMM Ta B HUSXITHOMY
pyci. besymMoBHO, 3a piBHEM CBOTO Hampy>XeHHA
Ta JIpaMaTy3My OCTAaHHI TaKTU LIbOTO (pparMeHTa
1 CTaHOB/IATD TOIOBHY KY/IbMiHAIIiI0 YCbOTO TBOPY.

Beryn ocTaHHBOTO YeTBepTOrO KymaeTy (umg-
pa 8) moBepTae MOYaTKOBE HAIIOBHEHHA TBOPY. Lle
HiATBEPKYIOTD i IMHAMIKA, 1 TEMIL, i BpiBHOBa)KeHa
puTMiuHa cTaTuKa. Vioro Menofmunmit KOHTYp vit-
KO BifIPi3HAETbCA BiJj IIONEPEHIX KYIUIETIB, ajiKe
BiH OCHOBaHMI Ha MaTepiali TPeTbOro mepiofy oc-
HOBHOTO KyIUIETY. [HTOHAL[iIHMIT pyX CIPAMOBAHO
y 3BOPOTHOMY HampsMi, TO6TO BHM3, @ PO/Ib Op-
TaHHOTO IYHKTY Biflirpa€ BXKe BEPXHiil rO10C, ajKe
CMUC/IOBUI TIOCUJI TTOETUYHOTO TEKCTY B LbOMY
Micri (OKyCyeTbcsi Ha 3alepedyeHHi MOIepesHbOl
IYMKM 3a JIONIOMOTOI0 JOfaBaHHA YacTKM «HEe»
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(To6T0 «He KOTATHCS, He KOTATHCH, [iBa KAMEHI. ..»).
dopMa KymyeTy cKopodeHa (BITYYeHO Ileplie pe-
YeHHS JPYroro Iepiofy), aie 3a cBOiM po3MipoM
BiH He IIOCTYIIAETbCA IMOIEPEeIHIM, HacamIeper y
pesy/IbTari JORaTKOBMX OOY/OB, JOIOBHEHb-TIepe-
K/IMYOK i MOBTOpIiB 0KpeMux obepTiB. CaMe 3aBps-
KJ HUM y MY3HIli TOCTi/fHO 06€pTa€eThcA OCHOBHMI
IOK/IMK BipIIa — «ryKa ayma [ocrogaps...»
CrpiMKuit raMONORIOHMIT PYX TepLieBO-CEKCTO-
BOI CTPYKTYPU, 1J0 TIPUBOAUTD 10 TOHAIBHOTO Iie-
pexofly B IapajielbHMil MaXKop, BTIIE HACTAHHA
npyroi KymbMiHanii TBopy (umdpa 11), Axa migcu-
JIeHa He Jile AMHaMiYHUM I1aHoM (ff<fff), a it me-
penycim mireparypHO-TeKCTOBMM mapoM. CaMe TyT
3BYYNTb IO/IOBHE, CIIOBHEHE ITIMOMHHOTO inocod-
cpkoro 3micty sammtanHs «lllo pobutu?.» («Illo
pobutu Mae nepen LMy Bopotamu?»). Tomy came
el MOMEHT, X04a i IOCTYIAETbCA PiBHEM CBOTO
ipaMaTu3My TOZIOBHIVI Ky/IbMiHallil B ei3opi, crae
TYT caMe CMMC/IOBOIO Ky/IbMiHaI[i€l0 BCbOTO TBOPY.
3aBepUIyeTbCA KOHIEPT HEBEMNYKOK KOZ0I0,
AKa CTaHOBUTb OYKBa/lbHe NMOBTOPEHHS MEPIINX
YOTUPDHOX TAKTiB OCHOBHOTO KYIUIETY Ta IIOfa/ib-
IOTO KaJlaHCOBOTO JI0TO 3aBEPIIEHHA Yy TPMBAIOMY
/I 3BYyKOBOMY PO3YMHEHHI TOHIYHOrO aKOPAY, 1O
IOCTYIOBO 3racae. Take KoMIO3uljifiHe pillleHHS,
CIIpAMOBaHe Ha YyTBOPEHH: X0Ya il HEBENNKOI, aje
JIOBOJIi TOTOXKHOI apKH, siKa 00pamiisie TBip, 3a/1a€e
IOCU/T Ha HEBMPILIEHICTh MOCTaB/IEHOI IIPoOIeMH,
Ha 3alMTaHHA, AKI 3a/IMIININCA 0e3 BiAImoBii.
Otxe, 3 norsany hopMoopraHisarii TBOpy Mo-
JKEMO BifI3HAYNTN B HbOMY JOBOMI ILiKaBMil Ta
OpMIiHA/IbHMII MifXiJ, KOMIIO3UTOPA, 1O LO03BONNB
JIOMy CTBOPUTM KOHCTPYKIIIO Ha OCHOBi IIPOCTOI
KYIUIETHOI ()OpMIU 3 €Ti30[0M, fIKa IIOBHICTIO Bifl-
NOBifjae JApaMaTypriyHuMM 3aBaHHAM Ii JIiTepa-
TypHOi ocHOBI. BogHouac dopma miei kommosnii
MicTuTb i 6e33arepeyHi efeMeHTy TPUYACTUHHOCTI.
Y 1boMy BUIQZIKy CIIiJi pOSIZIAATH TIEpIIi TPU KY-
ety 3 OYKBaJIbHUM IIOBTOPEHHSAM iX MY3MYHOTO
Marepiany B eKCIO3MIiIHIN €JHOCTI, a JOBOJI pO3-
PAMKEHMIT i XUTKUI emisof — K po3poOKoBMIL
¢dparMenT. Y TakOMy BUIIQJIKy HAaCTYITHNIT YeTBep-
TUIT KYIIET TIOCTA€ CKOPOUEHOK Penpu3own (BU-
JTy4eHO IPYTHil IIepiof), Ta 1ie 71 3 03HAKaMM A3ep-
Ka/lbHOCTI (IIOYMHAETHCS Ha MaTepiai 0CTaHHbOTO
IIepiofy KyIIeTy).
Takox, OKpiM TPUYACTUHHOCTI, Y GOPMOCTPYK-
TYpi KOHLIEPTY MOYKEMO YITIE[iTV 11 €IeMEHTY POH-

110, aJpKe, [K BiJOMO, TUII CTAPOBMHHOIO POHJO €
Iyxke HaOMmOKeHMM A0 KymreTHoi ¢opmim. I TyT
pob pedpeHy Mae BifirpaBaTy caMe Ta HeBeIMIKa
MDKKYIUIETHA 3B’5I3Ka Pa3oM 3 iHTOHAL[{iTHO O/1113b-
KUM 1i1 emi3ofoM, a caMi KyIyIeT¥ CTalTh POH/O-
emisogamu. Y IIbOMY BUIAQJKy HaBiTh OyKBa/bHe
My3/4YHe NOBTOPEHHA NEpUINX KYIJIETIiB He 3alle-
pedyBaTuMe pOHIO-HOPMY, OCKINTBKY 3MiHHIM Ma-
TepiaZioM Y HUX 3a/IMLIAETHCA CaMe JIiTepaTypHUil
TEKCT.

[lepeiineMo fam g0 OIMARY CTMIBOBOI CHEIM-
¢ikn 1poro xoposoro KoHuepty. Kommnosurop 06-
paB 3a 110r0 OCHOBY TUIIOBUIA /Il XOPOBOI MY3UKM
JKaHPOBIUII iHBAapiaHT XOPOBOTO KOHIIEPTY 3 II€B-
HMMM O3HaKaM¥l NapTECHOTO CIIiBY, OCHOBYIOYIChH
y HbOMY 371e0i/TbIIIOr0 Ha KOMIIIEKCi TpajnLiitHuxX
3ac00iB i KOMITO3UIIVIHKX MTiIXOJIiB.

3 onHOro 60Ky, MOXKHA BiI3HAUMTH: CTPYKTYp-
HY pelbeHICTb, CTIMKICTD 1 YiTKICTh KOMIIOHEHTIB
dopmu; 37e6iMbIIOr0 KIacuyHe TONOCOBENiHHS;
METIOIMKO-TEMATIYHi CTPYKTYPU, BUK/Ia[ieHi raMo-
TIOAiOHMM PYXOM Ha OCHOBI TapayieNIbHUX TepLiil
9 CEKCT; XapaKTepHi IPMItOMM i TUIIM BUKIALY
X0poBoi (aKTypy, 30KpeMa 3aTy4eHHS OpPraHHUX
TIYHKTIB Ta Iefjaneil, 6araTOOKTaBHi YHiCOHM, MO-
TUBHO-IHTOHAI/HI [ia/ory, MepeKInyky i moji-
¢oniuHo-miAroNnoCKoBi enementy. Onopa Ha Tpa-
JULHICTD IPOCTEXYETbCA 11 B TaJJOTOHATILHOMY
aCIIeKTi, a 1le¢ — IepeBaKHe BUKOPMCTAHHSA 3BU-
YaifHOTO Ma)XOPO-MiHOPY, AK€ iHOA1 MOPYINy€EThCA
TIOSIBOIO HU3BKOTO JIPYTOro (OpiiicbKOro) cTymeHs:
(sIK, HAIIPMK/IaJ], HAIPUKIHIIi YeTBEPTOrO KYIUIETY),
O/JHOMaHITHICTb TOHA/IbHOTO IIJIaHY TOLLO.

3 iHmoro 60Ky, OKpeMmi My3M4YHO-MOBHi KOM-
IIOHEHTY B 1IbOMY TBOPI YaCTO MIIpyIOTh 3a MexXi
KJIACMYHOTO XOPOBOro BUCNIOBY. Tak, M0OXeMo CII0-
cTepirat B NApPTUTYpi KOHLEPTy: TpuBamli ¢ak-
TYPHi BUK/IaJ) Ha OCHOBI IIEPMAHEHTHOTO CHHKO-
TIOBAaHOTO 3aTPUMAHHs; KaJaHCOBI pO3B’SI3aHHIA,
IO He 3aBX/¥ TUIIOBi 1A K/IaCUKO-POMaHTUYHOI
rapMOHiI; 4acTi CeKyHJOBI HallapyBaHHA BepPTH-
Kaji, AKi IPUBOAATD 0 YTBOPEHHA KIACTEPHUX i
9aCTKOBO K/IACTEPHMX (MIlIaHNX HA OCHOBI TepIyi-
€BOI i CEKYH/IOBOI CTPYKTYP) aKOPJIOBYX CIIiB3BYY;
BUXOJIM Ha HECTIJIKi if TpyBasi rapMoHiuHi 6/1yKaH-
HA, CTBOP€HI Ha OCHOBI 3MEHILEHOI CENTaKOPAUKMY,
30KpeMa 3 JOABaHHAM IHIIMX XPOMATHYHIX TOHIB
(pparment y xymbminanii). OcTaHHA 0COOMMBICTD



€ Ha/I3BMYAIIHO TUIIOBOI [IA MiSHbOPOMAHTUYHOI
1 IOCTPOMaHTMYHOI MY3MYHOI TPAJMILI.
BucHoBKH. 3BepTaioyiuch 10 CTBOPEHHA CBOTO
xopoBoro KoHuepty «Iyka pmyma locnopmaps...»,
0. ApxHeB 3ynmuHUBCA Ha BUOOpI THIIOBOTO I
XOpOBOI MY3UKM XXaHPOBOTO iHBapiaHTa, 6asyo-
4JCb Y HBOMY 371e0i/IbIIOro Ha KOMIUIEKCI Tpaju-
ilHNX 3aco6iB i kaHOHIB. BogHOYac BiH cTBOpUB
y 1IbOMY TBOPI JOBOJI 1IiKaBy 11 IHVIBiyani30BaHy
MY3UYHY JPaMaTypriio, y gKiii BMiZIO BUKOPUCTaB
i po3mMpyuB MOXIMBOCTI POCTOI KymIeTHOI (op-
MM, IHTeTPYBaBIIY B Hei eleMEHTH TPUIACTUHHO] i
poHz0 GOpM. Y CTHIBOBOMY acIeKTi, KOMIIO3UTOP,
3HOBY-TaKI1, iCTOTHO 30araTus BifHOCHO TpafiuIIii-
HIII MY3UYHNIT BUK/IAJ] KOHIIEPTY, «037,00/I004I»
1ioro iHTOHAL{ITHOK CBIXICTIO, IikaBUMM (aKTyp-
HYIMI | KOMIO3UIIHUMY PillIEHHAMY, «[IPAHICTIO»
rapMOHIYHOI MOBM TOLIO. BogHOYac iHTOHaMLiHA
OCHOBA TBODPY BUIPOMIHIOE IMNOOKY Jioro Hajio-
Ha/IbHY XapaKTePHICTb 1 Ha/IeXXHICTb caMe J10 yKpa-
iHCPKOI XOPOBOI Tpajuiii. Y 1IbOMY i MONATAIOTH
CYTHICTh MY3MYHO-MOBHOI aBTOPCHKOi crienudikn
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11 OpuriHanbHICTh X0poBoi cTymicTukM IOpia Amx-
HEBA, 1110 IMOO0KO Ta ACKPABO IIPOSABUIACS B XOPO-
BoMYy KoHLepTi «Iyka gyma [ocogaps. . .».

IlepcekTiBy mofanbmuX KOCTIKEHb. Y Ha-
CTYIIHUX CTATTAX MAEMO HaMip IpOaHasisyBaTu
KaHPOBO-CTU/IbOBI 0COO/MMBOCTI 11 iHIIN XOpOBi
tBopM 10. A/KHEBA, HANMCAHI HUM B OCTaHHI pOKI
(30xpema 1je cyronoccs-kanrata «Libertas! CBo6o-
mal» Ha Tekctu I. CkoBoponu, xopoBa cuMQoHis
«3a 4yMallbKUM LIIAXOM...» Ha noesioo B. bonpa-
p4, B. boiika, JI. KocTenko Ta 3a HapogHuUMY Hic-
HAMIU T4 iH.), 3 METOIO BUSAB/ICHHS IHAMBIya/IbHIX
0COOMMBOCTeI! 11 y3aranbHEHHs 0COOMMBOCTEN pe-
anisarii >kaHpOBO-CTIUIBOBOI Chepu XOPOBOi TBOP-
4OCTi KOMIIO3UTOpa 3a3HadeHoro vacy. Kpim toro,
aKTyajbHe 11 NOJa/blle, IPYHTOBHillE BUBYEHHA
BJIaCHE CaMOr'0 XOpOBOTo KOHIepTy «Iyka myma Jo-
CIIOfAPA...» 3 TOUKM 30Dy PiSHOMAHITHMX aCTIEKTiB
TEOPeTIYHOTO MY3UKO3HABCTBA, AK-OT: crerydika
XOpOBOTO IICbMa, 0COOMMBOCTI 0OpasHol pama-
Typrii TBOpY, mornubneHa XapakTepucTuKa My3ud-
HOI MOBM TOIIIO.
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P. B. Hixonenxo. ®opTeniaHHi TpaHCKpUNLi Ii-
cenb /LK. [epmiBina B KOHTEKCTi Cy4acHOTO BMKOHAB-
CbKOTO [IUICKYPCY

Y crarTi po3rIAHyTO crieny¢iky BUKOHABCHKOTO BTi-
neHHs 30ipky QopremiaHHMX TpaHcKpunLint Songbook
[bx. TepmBiHa BifOMMMM Cy4acHMMM HiaHicTaMu
II. Axaniom, M. Enppecom. M.-P. [lenopkoto, @. bpare,
A. Tposaro, M. 3axxapieto, E. @anbitoni. Ha ocHosi
aHaJI3y iHTepnpeTaliiiHNX Bepcill BU3HA4€HO OCHOBHI
TEHJEHLI B iHTepIIpeTalil TPaHCKPUIILIIL, IO CKIaINCA
B Cy4aCHOMY BMKOHAaBCbKOMY iUCKypci. [lepira Tenpien-
i mepenbadae TBOpYe MEPEOCMIUCTIEHH:A TIepUIBiHiB-
CbKOTO OpUTiHa/y B pe3y/NbTaTi BHECEHH:A y HbOTO CYT-
TEBUX 3MiH, 3aBJAKU AKIM BUKOHABELDb CTAE YMOBHMM
criBaBTOpoM. [Ipyra TeHJEHIiA MOJATa€ y MparHeHHi
TOYHO JOHECTV BCi HIOAHCKM KOMIIO3MTOPCBHKOIO 3af[y-
MY, HOTPMMYIOUM aBTOPCHKMX PeMapoK, 3a(iKcOBaHNUX
Y HOTHOMY TEKCTi.

KnrodoBi cmoBa: inmepnpemauiiini eepcii, 6uxouas-
cokutl Ouckypc, mendenuii, Songbook, mpanckpunuii,
L. Tepuigin.

R. Nikolenko. Piano transcriptions of G. Gershwin’s
songs in the context of contemporary performance
discourse

The relevance of the article. The works of George
Gershwin always attract the attention of the modern
academic music community. Well-known performers
include the artist’s opuses in their repertoire and release
albums with his music. Also, the organization of the
George Gershwin International Music Competition,
which has been held in New York since 2013, can
serve as evidence of significant interest in the music of
G. Gershwin.

The purpose of the article is to determine the main
trends in the interpretation of G. Gershwins Songbook,
which have developed in the modern academic
performance discourse.

The methodology is based on an integrative app-
roach, and involves the use of analytical, systematic,

structural-functional, and inductive
methods.

The results. There are many ways of interpreting
G. Gershwin’s piano transcriptions have been formed in
the contemporary performance discourse. Working with
the composer’s musical text, each pianist reveals various
figurative and substantive facets in the Songbook.
However, in this variety of performing approaches, some
constant aspects of interpretation are still traced, thanks
to which it is possible to single out certain trends that
have developed in modern performing practice.

Conclusions. Based on the analysis of the interpretive
versions, the main trends in the interpretation of
transcriptions that have developed in the modern
performance discourse have been determined. The
first trend involves a creative reinterpretation of the
Gershwins originality, by making significant changes to
it, thanks to which the performer becomes a conditional
co-author. The second trend consists in the exact transfer
of the composer’s intention, recorded in the musical text.

The practical significance. The material of the article
can be used in the further study of the specifics of the
performance interpretation of G. Gershwins music, as
well as in the study of the artist’s work in a special piano
class, courses of the music history and the analysis of
musical forms.

comparative

Keywords: interpretive versions, performance discourse,
trends, Songbook, transcriptions, G. Gershwin.

AKTyanpHiCTh TeMM [JocTigKeHHA. TBop-
YiCTh BIZIOMOr0 aMEPUKAHCbKOr0 KOMIIO3UTOpa
k. TepiBiHa He3MIHHO ITpUBEPTAE yBary Cy4acHOI
aKafieMiqHOI My3MYHOI CIiTbHOTY. JHaHi BUKOHAB-
IIi JOMy4aoTh OIYCU MUTLA IO CBOTO PENEpTyapy
Ta BUIYCKAIOTD Pelisy ambOOMiB i3 11010 My3uKoIo.
Takox cBiffueHHAM 3HAYHOTO iHTepecy [0 KOMIIO-
3uTOpcbKoro opo6bky k. lepmBina Moxe cmy-
ryBatu oprauisania George Gershwin International
Music Competition, mo 3 2013 p. BigOyBaeTbcs y
Hbio-Vlopxky (http://gershwincompetition.org).

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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ITocTaHoBKa Mpo6IeMN. 3HAYHY HOMYIAPHICTD
cepeql akafieMiYHIX MY3UKaHTiB 3100y dopreri-
anHi TBopy [Dx. TepmBina. [lo Haiibinbure 3HAHNX
Ta YaCTO BUKOHYBAHNUX HA/NEXKaTb TPaHCKPUIILI
1ioro BracHuX mmiceHb George Gershwin’s Songbook
(1932). Hui icHye 3HauHa KimbKicTb iHTepHpeTa-
LiHMX Bepcilt i€l 30ipKu, sKi JeMOHCTPYIOTD J10-
CUTb Pi3HOI/IAHOBI, a iIHKO/MM HABiTh NPOTUIEXKHI
CII0COOM BYKOHABCHKOTO BTi/IEHHS I'epIIBiHiBChKOI
MY3UKIL.

AHari3 oCTaHHIX JOCTiHKeHb i mybmikaniit. [Tu-
TaHHA IOZ0 CHelM(iKM BUKOHABCHKOTO BTUIEHHA
¢opreniannoi mysuxu [Dx. lepmBina HeopHOpa-
30BO POSIIAfAMA B MY3MKO3HABUMX JOCTiKEH-
HAX. OyHaMeHTa/lIbHNII TEOPETUYHMII Ta BUKO-
HaBCbKIIT aHammi3 Songbook mpencTaBneHo y mpani
Jx. M. Peitrappa (Reighard, 1993). OcobnuBoc-
Ti pUTMIKN, (QAKTypy Ta 3aCTOCYBAaHHS TEXHIKH
crpaiin y ¢opremiannux omycax k. Iepmsina
posrnsapatorbesa 11 FOtporo (Jutras, 2011). Cmo-
CTEPEXXEHHA I[ON0 CTWICTUKYM TepUIBIHIBCHKUX
TPAHCKPUIILiL, @ TaKOXX aHATi3 HOPMI OKpeMMx
MiHiaTiop npepcrasneHi B aucepranii Xcy IOHb-
Jlin (Hsu, 2000). LlikaBoto € y cBiT/Ii pOIIOHOBAHOI
Temn it crartsa 1. BockoboitHikoBa, mpucBsdeHa
pO3I/LANY NMUTAHHA iHTepmpeTanuil (opTemiaHHNX
TBOpiB [IX. [epiuBiHa B akafieMivHill BMKOHABCHKIil
tpapuuii. Ha mpuxnani tpanckpumnuii The man I
love, HaykoBelL|b BUABJIAE BUKOHABCBKi 3aBJaH-
HA, 10 TIOCTaIy Ilepef My3MKaHTaMH, Ta [J0XO-
JITb BMCHOBKY IIPO Te, WO /I CTBOPEHHA IIpa-
BU/IbHOI IHTepIIpeTalliiiHoi Bepcil TpaHCKPUIILIii
[Ix. TepuiBiHa My3uMKaHT Mae BUPILINTY KOMIIIEKC
3aB[IaHb, AKi II0B’A3aHi 3 PO3yMiHHAM AK CYyTHOCTI
IyXy €NOXN, y AKy TBOPUB KOMIIO3UTOP, TaK i aK-
Tyali3alii My3sMYHOTrO BYIC/IOB/IIOBAHHA Bi/JTIOBITHO
o ToTped cydyacHOI crmyxaipkoi aymuropil (Bo-
cKo6oIIHIKOB, 2020, . 445-446). [TIpore o3a ¢poky-
COM HayKOBOI YBaryu Cy4aCHMUX Y4EHUX NMLIAIThCA
TIeBHi TeHJeHIil B iHTeprperanii GpoprenianHoi My-
3UKM aMEPMKaHChKOTO KOMIIO3UTOPA, AKi MPOCTe-
XKYIOTbCS B CY4acHiil BUKOHABCDKIll IPaKTULi Ta €
IIOB’SI3aHMMIY 3 PiSHUMM IIIXOHaMM JIO BTiNeHHS
KOMIIO3UTOPCBKOTO 3a/iyMy.

Merta cTaTTi — BM3HAYUTU OCHOBHI TEHMIEHIIIl B
inTepnperanii Songbook [Ix. lepmBina, ki cxma-
JIICA B CY4aCHOMY aKafIeMiYHOMY BUKOHABCHKOMY
VICKYPCL.

Buxmag ocHoBHOro Marepiany JOCTi)KeHHH.
Huni Ha iHTEpHET-pecypcax MOXKHA BifHANTH CiM
CD-anpbomiB, npucBsyeHnx opremiaHHiil TBOP-
vocri [Ix. [epmBina. [leki 3 Hux € MoHorpadiunm-
M, {HIIi K perpe3eHTYIOTh BUKMIOYHO Songbook.
Y 3B’43Ky i3 1uM, c1if po3riAHyTH crenugiky Bu-
KOHABCBKUX BTi/IeHb OpTeniaHHNX TPAaHCKPUIILIIL
[Ix. TepuiBina, mpoaHanisyBaBImM 03Ha4YeHi anbbo-
MM Y XPOHOJIOTIYHIN IOCIiJOBHOCTI.

[lepummit anvboM, Gershwin complete piano
works, (1989) samycanmil MBENCHKUM KIACUYHNUM
niaHicToM Ta Komnosutopom Jlarom Axanem (Dag
Achatz). My3ukaHT Belle aKTUBHY KOHLIEPTHY Ji-
ANBHICTD, @ JIOTO pelepTyapHi iHTepecyu 30cepe-
IDKeHI Ha TBOPYOCTI KOMIIO3UTOPIB-pOMaHTUKIB,
mkasosiit mysuni ([Ix. lepusin, JI. bepHcTaitn) Ta
MajoBigoMux mupokomy sarany mutuis (I ITep-
ue, JI. bonppeman). Takox BiH € mepeMoxiem
JIeKITIbKOX TPeCTIDKHUX KOHKYpPCiB (KOHKypc Py-
nonbga lanma B Jlosansi (1960) i konkypcy Mapii
Kanmac B bapcernoni (1964)) (Dag Achatz Biography
by Robert Cummings nd).

Inrepnperytoun Songbook, JI. Axar TBOpYO me-
peocMuCIIoe 6araTo acHeKTiB TepLIBiHIBCBKOTO
HOTHOTO TEKCTY, @ TaKOX 3MIHIOE OpUIiHATbHUI
NOPANOK YepryBaHHA TPAaHCKPUIILIl, IpefCTaBIIe-
HUX y 30ipHUKY, CTBOPIOIOYM TAKVIM YMHOM BIACHUI
BJMKOHABCBhKIIT YMOBHMIT UKL BogHOYac BiH dop-
MY€ 3arajibHy BUKOHABCbKY JPaMaTyprilo UKy 32
IPVHOMUIIOM KOHTPACTY, IOCTIIHO 4epryioyn Mix
c00010 PyX/IuBi Ta MOBINBHI IT€CH, A IS TTOYATKY
Ta 3aBeplIeHHs 001pae CX0Xi 3a 00pasHUM T1aZIoM
nipwdHo-cBiTI Tpanckpunuil The man I love i Liza,
YTBOPIOKOYM TaKIM YMHOM CBO€EPiJIHY apKy. 3a3Ha-
YIIMO, 1110 11e JOCTiIKeHHs Ma€E Ha MeTi CucTeMaTy -
3yBaTH 3a JONIOMOTOK0 Y3araJbHEHHA JaHMX JOCBif|
BUKOHABCbKOTO IpounTaHHA Songbook Ta BUABHU-
TU TaKUM YMHOM IIeBHi TeHJeHIIil, 10 CKIAMUCS B
CYYacHiil BMKOHABCbKIil IPaKTULi IOJ0 BTiIEHHA
uiel 36ipku. Tomy Myt 0OMEXMMOCH CIIOCTEPEKEH-
HAMM IIOJO 3arajbHUX IPVHLUIIB IHTEpIpeTa-
uii Songbook miamicTammu, mpoaHamizyeMo OKpemi
TPAaHCKPUIILl, Ki IMIOCTPYIOTh 00paHNii KOXKHUM
BJKOHABI[EM CIIOCi0 perpe3eHTallii repuBiHiBCbKOI
MYSUKY, 10 BTUIIOETHCA 1 B iHTepIpeTalii iHmmx
MiHiatiop i3 11i€l 36ipKuL.

Y nepmomy o6paromy JI. Axarjom TBOpi, The man
I love, HasiBHI HeBeNuKi rubato, a TAKOXK BiXMIeHHs



Bifi PUTMIYHOIO PUCYHKA, O3HAYEHOIO KOMIIO3M-
TopoM. Hampukiaz, y nepmomy pedeHHi nmeproro
pO3MIiNy MiaHICT BUKOHYE NYHKTUPHUII PUTM IIifI-
KPEeC/IEHO KOPOTKO, @ y APYTOMY — 3MiHIOE O3Ha-
YeHMIT PUTMIYHUIT PUCYHOK Ha PiBHi BocbMi (T. 10).
Y cepenyiHHOMY PO3/Ii/Ti IIbOTO TBOPY MY3MKAHT TPO-
XU paHillle TPa€ OCTaHHIO 4BepThb y T. 21. [Hmi Bu-
KOHABCbKi 3HAXifIKM CTOCYIOTbCS HE3HAYHMX 3MiH
LITPYXIB, 3a3HAYEHUX Y HOTHOMY TeKCTi (My3MKaHT
iHKonu 3aMiHI0€ non legato Ha staccato Ta apIemKye
OKpeMi akop/iyt B OCHOBHilT TeMi MiHiaTiopn). Okpim
npboro JI. AXall IIeBHMM 4YMHOM «BTPYYa€eTbCA» i B
MEJIOINYHY JIiHiI0, OJAK04M HOBI 3BYKM B ITacaxi B
penpusi wecu (1. 28). Taka cBoepiHa BUKOHABChKa
cBO0OO/Ia Hajja€ iHTepIIpeTalliliHiil Bepcii TBOpY erte-
MEHTY IMITIpOBi3alfiifHOCTi, IEBHMM YMHOM Hab/MN-
XKYH04H 1i 10 1)Ka30BOi MaHEPU MY3UKYBaHHS.

BupasHo IeMOHCTpye TBOpYE MEPEOCMUCIEHHA
opurinany intepnperauis Oh, lady be good. Y uiit
weci JI. Axar fiemo KOpuUrye AVHAMIiYHWII IDIaH.
Ha moyaTKy TBOpY MiaHICT YHUKa€ ACKPABOTO 3BY-
YaHH, BiJIal0uy IepeBary mp 3aMiCTb 03HA4€HOTO
KOMIIO3UTOPOM if, @ TaKOX penbedHO MifKpec-
JII0€ IMYHKTUP y TakTi 7 3a JOINOMOTOK HECIIOfi-
BaHOI 3MiHM AMHAMIKM 3 TMXOI Ha AcKpasimy. [o-
CUTDb TI0OKAa30BMM Y IJbOMY CEHCi € i HecIoJiBaHMil
IVHAMIYHNIT criaf Bif ff 1o p y MeXax TpboX Tak-
TiB (17-19) y cepemuHHOMY po3pini mecu. [HmoW0
ocobmuBicTio iHTepnperanii manicrom Songbook e
penbedHe, iHKOMM HABiTh HepebinbleHe, yBUpas-
HEHHA aKIIEHTIB Ta CMHKOII 3a TOYHOTO JOTPYMMAH-
HA BCIX KOMIIO3UTOPCHKUX IUTPUXOBMX PEMApOK.
Taxmit BMKOHABCBKMII MiAXif, CIOCTepiraeTbcs y
Fascinating rhythm, Swanee, Nobody but you, Sweet
and Low down, Strike up the band.

Hacrynuuit ans6oMm, George Gershwin Songbook,
Rhapsody in blue and other works for piano, (2011)
Ha/leXNTh HiMelpKoMy miaHicty M. Enpgpecy
(Michael Endres). My3ukaHT «Ma€e LIMpPOKMIT periep-
Tyap i BeIMKuil iHTepec 0 BUKOHAHHA MEHII I10-
IY/IAPHUX KOMIIO3UTOPIB, TaKuX AK JI. [ofoBchbKumii,
Y. Anss, E. Tpy6in i € ogauM i3 TpboX miaHicTiB,
o 3amvcamu Bci 400 tannis @. lly6epra (3 sxum
y HbOTO 0CcO0/MBa ciopigHeHicTb)» (Michael Endres
Biography, nd). M. Eupipec ipoBajinTh aKTMBHY BU-
KOHABCbKY 1 3BYKO3aIlMCYBa/IbHY JiA/NbHICTb Ta €
JlAypeaToM KilbKOX NPeCTIDKHMX KOHKYPCiB (TaM
caMo).
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M. Enppec TBOpUTb BIACHMII BUKOHaBCHKUI
VKT, TIOJAK0YM TPAHCKPUIILIL B iHIIOMY HOPAZIKY,
KWL BifIPI3HSAETHCA Bifi IPECTaBIEHOTO B 36ipHY-
Ky JDx. TepumBina, Ta posMmilgye iX 3a IPUHIUIIOM
KOHTPACTHOTO 31CTaB/IeHHA T PUYHMX Ta MOTOPHUX
tBOpiB. [Ipore, Ha Binminy Bix [I. Axama, M. Ennpec
He HaMaraerbcsi OoOpaMUTU Iiefl BUKOHABCHKMUIL
IIVIKJI 1T €CaMI, CXOKVIMM 32 HATIOBHEHH M,  HaBIIa-
K11, 06Mpae KOHTPACTHI 32 00pa3HUM CTPOEM TPaH-
CKpMILi A7 IOYaTKy Ta 3aBepuieHHA Songbook, a
came The man I love ta I got rhythm.

3aranoM inTepupetanis M. Exapeca BifzHaueHa
TOYHIIIMM IPOYUTAHHAM HOTHOTO TeKcTy. IlianicT
YHUKAE BTPYYaHHA B MEIOAMKO-IHTOHALIHY Ta
PUTMIYHY CTPYKTYpPY TPaHCKpPUIILiil, IIPOTE BHO-
CUTb IIeBHI HE3HAYHi KOPEKTMBIU IOAO IUTPUXIB,
AMHAMIKY Ta aroriku, TBOPYO IEePeOCMIUCTIONYY IX.
Hamnpuknag, The man I love Bin rpae B foBomi pyx-
JIMBOMY TeMITi, M'IKVM CIIIBY4YMM TYIIIe, iHTEHCUB-
HO BUKOPUCTOBYI0UN rubato Ta 3[iiiCHIOI0Y) 3HAYH]
CIIOBiNIbHEHHS HANpUKiHIi okpemux ¢pas. Came
TaKa MaHepa [0flavi, i3 TeMIOBUMH BifITSDKKAMU K
HANpUKiHI, TaK i B cepenuHi ¢pas, HasBHA y BU-
KOHABCbKOMY IpounTanHi Fascinating rhythm, Oh,
lady be good, Somebody loves me Ta 6araTbox iHmmx
TPaHCKPUIILL.

B inrtepnperanii Swanee TBopua pobora Mysnu-
KaHTa 30Cepe/pKeHa Ha IIepeOCMMCIEHHI INTpH-
XOBOI Ta [MHAMIYHOI CKIaJ0BOI HOTHOTO TEKCTY.
Bin migkpecnoe mTpux staccato B OCHOBHIil TeMi,
BOJHOYAC AKIIEHTOBaHI aKOPAM, IO TPAIIAIOTHCA
B IIOfJA/IbIIOMY PO3BUTKY TPAHCKPUIILi, BUKOHYE
[ocuThb M’ AKUM Ty1e. [IJono KopekTus fyHaMi4HO-
IO I/TaHy BapTO BifJ3HAYNUTH «BiITATYBaHH:» HOABU
crescendo B ipyromy pedeHHi (TT. 7-8) 7 YHMKaHHS
AICKPaBOTO 3ByYaHHA Ha ff.

[HImWIT acIeKT BTi/IEHHA KOMIIO3UTOPCHKOTO 3a-
IlyMy TBOPY ieMOHCTpYe iHTepnpeTanid Do it again.
Y Hill, OKpiM IIEBHMX KOPEKTUB KOMIIO3UTOPChKIUX
IITPUXOBYX PeMapoK, (Hampukiap, y 1t. 21-22, e
niaHicT 3aMiHIo€e non legato y maprii niBoi pyku Ha
nerke staccato), M. EHppec MaiicTepHO BUSBISE
TeMOPOBO-BUPAXaTbHi MOXIUBOCTI BEPXHBOTO Ta
CepefHbOro pericTpi QopremniaHo, 3aBAAKN YOMY
BUHMKAE BPa)KEHHSA IEBHOI Jia/ori4HoOl B3aEMOIi
TOJI0CiB y HacHYeHii onmionisoBaHiit pakTypi.

[Ipotunexxumit MmifXif, [0 BMKOHABCBHKOI iH-
Tepupertanii Songbook mpencTaBmeHo B ambOoMi
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Gershwin: Songbook — 18 pieces for piano (2013)
XOPBaTChKO-HIMEIIbKOTO ITiaHiCTa, KOMIIO3UTOPA Ta
mupurenta M.-P. [lenopko (Mario Ratko-Delorko).
MysuKaHT IpOBaiNTh aKTUBHY KOHLIEPTHY Hifi/b-
HiCTb, BUCTyIae B KpaiHax €spomm, CIIIA, Asii
Ta Ma€ IIMPOKMI penepryap, M0 OXOIIIE TBOP-
4iCTh KOMIIO3UTOPIB Pi3HUX emoX — Bifj 6apoko
no cydacHocti (Ratko Delorko, 2022). Oxpemmit
inrepec mna M.-P. Jlenopko CTaHOBUTDH [Ka30Ba
MysuKa. Bin BunycTus anmpbom 3 ycima popremnian-
HyMy TBopaMu JDk. [epiiBina Ta B AyeTi 3i 3HaHUM
HiMelbkuM mka3oBuM miaHictoM K. Crenpenem
peanisyBaB CIIbHMII TBOPYMII IIPOEKT Jazz meets
Classic. (PROGRAMS. Classical, romantic and
contemporary programs. Enjoy!, nd). OueBupHo,
IO MIOCBiJ [Ka3oBOro MysuxkysanHa M.-P. [le-
JIOPKO BIUIVHYB Ha MaHepy BUKOHABCbKOI IOfadi
repuIBiHiBCKMX TPAHCKPUIILIIAL.

[Tig vac inrepnperanii Songbook M.-P. [lenopxo
30epirae OpuUriHaJIbHMII MOPAZIOK TPAHCKPUIILIIL,
TIpeJICTaB/IeHuit y 30ipIii, poTe BifXMISAEThCS Bif|
HOTHOTO TEKCTY, BHOCAYM B HBOTO CYTTEBI KOPEK-
TUBY 1070 GaKTypy, AMHAMIKY, aroriku. Mysudxa
dopma m’ec 3pebinbioro mumraerbes 6es 3min'. Ta-
KVM YJHOM, TiaHiCT HAab/MVDKye BUKOHAHHS 1T €C JI0
J1)Ka30BOI MaHEpPH, PEIPE3EHTYIOUM IX TEMATUYHMI
Marepia mogioHo [0 TOTo, SIK 3a3BUYali PKa3MeH!
OIpPalbOBYIOTh TEMY JXKa30BOIO CTAaHJAPTY, CTBO-
prorouM Ha il OCHOBI B/IaCHY iMIIpOBi3alilo.

Y nepmiit Tpanckpumii Clap Yo' hand M.-P. Jle-
JIOPKO JIeLI0 BUIO3MIHIOE MENOAWYHY JiHiK, [10-
Jlal0uyl HeBEMVKMI BUCXIIHUI IacaXX Ha IOYaTKy
OCHOBHOI TeMM B IIEPLIOMY PO3Ji/Ii Ta B Il penpus-
HOMY IIpOBefieHHi. ¥ penpusi Ir'ecy meBHoi Moaudi-
Kallil 3a3Ha€ IapTid MiBOi PyKu: 3aMiCcTb piBHOMIp-
HOTO PyXY YBEpPTAMM, My3UKAHT TPa€ MyHKTYPHUI
PUTM, NIOBTOPIOIOYM [IBiYi CIIB3BYYYS, AKi B OpU-
riHa/IbHOMY BapiaHTi IIPUIIA/IAl0Th HA KOXXHY 4YeT-
BepTb TakTy. OKpiM I}bOro MiaHiCT JOCUTD Bi/TbHO
TPAaKTye KOMIIO3UTOPCHKi pEMApKI, a TAKOXK LITPH-
XOBIi Ta ;HaMi4Hi T03Ha4YeHHA. Hanpuxnap, y TT. 5-6
y mapTil /miBOI pyKn, 110 OCHOBaHA Ha (aKTYpHiit
dopmyni «bac-akopp», BiH Tpae staccato 3aMicTb
non legato, a 3aranbHWII fYHAMIYHNIL T7IaH Gopmy-
€TbCA 32 NPMHIMIIOM KOHTPACTHUX HECIIOiBaHMX
PI3KIMX 3icTaB/eHb f Ta p, O CyIepednTh KOMIIO3N-
TOPCbKOMY 3ayMy. CXOXX1il IifIXif Jo iHTepIpeTa-
il KOMIIO3UTOPCHKOTO TEKCTY IPOCTEXYETCA 1 B

HacTynHYX Iecax: Do do do, I'll build the stairway
to paradise, Oh, lady be good, Sweet and low down.

[HIMII acIeKT BMKOHABCHKOTO IPOYMTAHHA
M.-P. [lenopko repIBiHiBCHKMX TPaHCKPUIILii
TOB’A3aHMI i3 BIIBHMM quasi-iMIpoBisaliitHuM
TPAaKTyBaHHAM METPOPUTMIYHOI OCHOBM TBOPIB,
10 IEMOHCTPYE, 30KpeMa, iHTepIpeTalliiiHa Bepcisa
The man I love. IlianicT 3piiicHI0€ FOBOM BimdyT-
Hi BiffXWIeHHA Bif TeMmmy (panToBi MPUCKOPEHHS
ab0 CIIOBi/TbHEHHS, SAKi JOIIOMATA0Th MiIKPECTUTH
TIeBHI MOMEHT) y CTaHOBJIEHHI MY3MYHOTO 06pa-
3y). Y 1IbOMY CeHCi JOCUTD IOKa30BUM € IIepeXif /10
TeMI CEpPENVIHHOTO PO3JIiTY: Y MeXaX OfHOTO TaK-
Ty MY3UKAHT IPJMCKOPIOE IEPIIY Ta APYTY JOMI0, a
HACTYIIHI TPETIO Ta YeTBEPTY [0/ POONUTDH 3HAYHE
ritenuto.

Hacrymuwit anb0oM, pemis AKOro TakoX Bifj-
6yBcs y 2013 p., — George Gershwin Piano works,
BUIYLIEHNIT (PAHIY3bKMM KIACUYHVM IiaHiCTOM
ta gupurentom @Openkom Bpané (Frank Braley).
BukoHaBcbKy Kap’epy mianicT posmnoyas y 1991 p.,
3100yBILIN Tepuly IpeMito Ha MbkHapoxHOMY KoH-
Kypci iMeHi koponesu €mmsasern. Big nporo mo-
MEHTY MY3VKAHT IIPOBAfIUTh aKTUBHY KOHLIEPTHY
Ta 3BYKO3aIlNCYBajAbHY [iAnbHICTb. Penepryap
®. Bpase MicTUTb 3HAYHY KiNbKiCTb TBOPIB ppaH-
11y3bKIX KOMIIO3UTOPIB, a TaKOX omycu B. Morjap-
T3, JI. Berxosena, ®. llly6epra, P. Illymana (Frank
Braley (Piano, Conductor), 2021).

Sk i 6inpuricTh MiaHiCTiB, YMi BUKOHABCHKI Bep-
cii Songbook 6yno posrisanyro, ®. bpane Ha ocHOBi
36ipku [Ix. [epiuBina cTBOpIO€ BIacHWIT BUKOHAB-
CbKMII IIMKJI, IOfiAI04) TBOPYU 3a TIPUHLIUIIOM TEM-
TIOBJX KOHTPACTIB (YepryBaHHA IOBIIbHNX TA PYX-
muBYx I1'ec). Okpim poro, . bpare, sax i [. Axar,
CTBOPIOE IIEBHY apKy PO3IIOYMHAIOYM Ta 3aKiHYYIO-
4y 30ipHNUK 3 TIOAIOHNX 32 0Opa3HUM 3MiICTOM Mi-
iatiop (The man I love Ta Liza BignosinHo). [Ipore
BUKOHaBChKuit miznxin @. Bpare e 6inbin akagemiu-
HuM. IliaHicT HaMaraeTbcs HaANTOYHIIIE TOHECTU
BCi HIOAHCY KOMIIO3MTOPCBHKOTO 3a/fyMy Ta He ITpar-
He BUABUTH B/IaCHE BUKOHABCbKe S 3a JOIIOMOTOK0
nesHnx Mopudikariit opurinamy. Moro BUKOHAB-
CbKa IHAMBINYa/IbHICTD POSBIAETBCA Y dinirpan-
Hill BifTO4eHOCTi pas, MajiCTepHOMY, iHKO/IN JTefib
noMiTHOMY rubato, BUTOHYEHOCTi TeMOPOBO-/IMHA-
MIiYHOI [Ta/iTPy 3ByYaHHSA IHCTPYMEHTY.

1. Bunsrox cranosuts I got rhythm, fe miaHicT f0fae BIacHy BipTyo3HY KOJY, OCHOBaHY Ha TeMAaTHYHOMY MaTepia/ii IPYTOro PO3MiLy IT €CH.



Y The man I love ®. Bparne yBupasHioe mipu-
KO-TIPOCBiT/IeHNIT My3NYHMIT 06pas. 3a JOOMOI 0K
pisHOrO TyIIe BiH pO3KpyUBa€ TeMOPaIbHY IPUPOLY
pisHUX pericTpiB QopreniaHo: Y BepXHbOMY peri-
CTpi — CBIT/INIT KOJIOPUT, @ B CEPEFHBOMY Ta HIDK-
HBOMY pericTpax — M sKi, Hacu4eHi 6apBy 3By4YaH-
Hs1. [TonibHe BUsABNIEHHS TeMOPOBUX MOXK/IMBOCTENL
PETIiCTpiB € BI3HAYa/IbHOI 03HAKOK BUKOHABCHKO-
r0 MPOYUTAHHA BCIX HACTYNHUX TPAHCKPUIILiN,
IpOTe HaMACKpaBillle 1l¢ MPOABIAETbCA CaMe B
MpUYHYX MiHiaTIOpax i3 Hacu4yeHomw, nomipoHi30-
BaHoI (akTypoto (Somebody loves me, Do it again,
That certain feeling).

BupasHo geMoHCTpye 06paHmii miaHicCTOM BUKO-
HaBCHKMIT Mifxix i intepnperania Oh, lady be good.
36epirajoun €IHICTb METPOPUTMIYHOI ITy/mbcallil,
®. bpane BUKOHYE HeBenuki rubato, 1o fomoMa-
TaloTh MiIKPECTUTY TIepeXoau Bif ofHiel dhpasu 1o
IHIIIOI, @ TAKOXX 3MiHM AMHAMIYHIMX HIOAHCIB, 03Ha-
YeHMX Y HOTHOMY TEKCTI.

Jlemro cXomif MifXim M0 BUKOHABCHKOTO BTi-
nenHs Songbook penpeseHTOBAHO I Ha HACTYIIHO-
My 3a XpoHororielo anbbomi — George Gershwin
The complete piano works, Bunyuesomy y 2014 p.
iTanmiiicbkuM mianicToM Ta opranictom A. Tposaro
(Andrea Trovato). MysukaHT € naypeatrom 6ara-
ThOX IPECTVDKHUX HaIliOHA/TbHMX Ta MDKHAPOJHMX
KOHKYPCiB, IPOBaJNTh aKTUMBHY BMKOHABCHKY Jii-
ANMbHICTb, BUCTYIIAKYM AK COMbHO, TAK 1 Y CKIazi
KaMepHNX aHCaMOIiB, a JI0ro perepryap OXOIUIIOE
TBOPYICTb KOMIIO3UTOPIB Pi3HMX CTMIIIB Ta €moX
(ANDREA TROVATO, piano, nd).

[Toni6no o ®@. Bpane, A. Tposaro uitko goTpK-
MY€ BCiX KOMIIO3UTOPCHKIX PEMAPOK, 03HAYEHNX Y
HOTHOMY TeKCTi T4, 5K i 611b1IiCcTh iHIINX MiaHiCTiB,
001pae OBIIBHIIT IOPAZOK IT €C, IPOTE He TIparHe
PO3MICTUTH iX 3a IPMHLMIIOM KOHTpacTy. Bin mo-
qyHa€ 36ipKy 3 TPhOX PyX/IMBUX MiHiaTiop (Swanee,
Nobody but you, I'll build a stairway to paradise), a
TOTiM, IiC/IA YePryBaHHA KiZTbKOX KOHTPACTHMX 32
00pa3HMM 3MIiCTOM IT€C, Y CepeiuHi BUKOHABChKO-
I0 MKy PO3TAIIOBYE IO JiBi nofiOHi (HampuKaz,
nBi mipwadi: That certain feeling, The man I love, mic-
11 AKX iy T 181 pyxmusi: Clap Yo' hand, Do do do).

[1ix yac BUKOHAHHA TpaHCKpumLiil i3 Songbook
A. TpoBaro 001pae mepeBaxHO CTpUMaHi abo 110-
MipHO-PYX/IMBI TeMIIN, IO JO3BOIAE MaKCUMab-
HO penbedHO BUSBUTY BCi IITPUXOBI Ta AMHAMIYHI
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IEepPEKTIOYEHHA Ta B [IEBHOMY CEHCi JeTajisyBaTiu
daxrypy. Bunarox cranosnaTe miute Fascinating
rhythm, Sweet and low down, siki iHTepIpeTyOTD-
A TAHICTOM y WIBUAKOMY TEMI B IiJKPECTEHO
BipTyosHiit mManepi. Ii #Bi Tpanckpunuii crpmii-
MAIOTbCA HaJI3BMYANHO 1II/TICHO, HeHaye Ha OFHOMY
JXaHHI, 3aBJAKYM MailCTEPHIN CTPYKTYpi HaCKpi3-
HOI [paMaTypriqHol MiHil, II/TABHOCTI IIePeXOfiB Bif
OfJHOTO PO3Ji/Ty [0 iHILOTO, peTeNbHiil MPOJyMaHO-
CTi JMHAMIYHOTO IUTaHY Ta (iNirpaHHOMY IIOfJAHHIO
bpas.

[ToxasoBi s po3yMinHA crenugiky inTepmpe-
Tallil TPAHCKPUIILII € TAKOXX IHTEePIIPeTALiliHI Bep-
cii Do it again Ta I got rhythm. Y nepmiit 3 o3Have-
HUX TpaHckpunniit A. TpoBaro mparhe penbedHO
BUABUTY BCi €eMEHTV HAcH4eHOro (aKTypHOTo
BUKany. IliaHicT rpae TpaHCKpuILiK B po3Mipe-
HOMY TeMIIi i3 MiHIMa/JbHUM BUKOPUCTAHHAM IIe-
Jajli, MiJKpeCcIornd) TaKUM 4YMHOM LITPUXOBI Ta
mvHamivHi HioaHcH dakTypu. Takox BiH 3pilicHIOE
7enb MOMITHI rubato Ta 3a [OIOMOIOK BimHAli-
JICHHS M'SKOTO TeIUIOr0 TeMOpPY CepeHbOro Ta
CBIT/IOTO HDKHOTO 3By4aHHA BEPXHBOTO PETiCTpiB
ACKPaBO YBUPA3HIOE TO/I0CK (HAKTYpH, CTBOPIOIOYN
Bpa)XeHHS iX fianoriynoi B3aemopii. I1if gac inTep-
nperauil gpyroi Tpanckpumnyii A. TpoBato o6upae
MIOMipHMI TEMII, BUPA3HO BUABIAIOYM BCi LITPUXO-
Bi 3MiHN 1 poOUTB ACKpaBi AMHAMIYHI ITepeKITI0YeH-
HA, MiIKPEeCIIKYM KOHTPACTHICTD TEMATUYHOIO
Matepiany TBopy. IIpore BapTO 3ayBakuTy, 140 B
il MiHiaTIOpi HAABHMII €IMHNI BUINIA/JOK BHECEH-
HA JIefib OMITHMX KOPEKTUB, OCKIIbKM MY3UKAHT
apIeJKye BUTPUMaHIi CIIiB3BYYYs B CEPEIHBOMY Ta
HIDKHBOMY TOJI0CaX (paKTypH B IIepeXofii 10 HOBTO-
PEeHHs OCHOBHOI TeM! B eKcrosuii (Tt. 17-21).

HacrynHi iBa ampbomy, BumyleHi itamiiicbkn-
MM TiaHicTamy Ta komnosutopamyu M. 3akkapiero
(Gershwin Complete piano works, 2017) i E. ®anb-
tioni (Gershwin Songbook, 2021), 1eMOHCTPYIOTb
NPOTIIEXH] IMIIXOAM 10 BMKOHABCHKOTO IIPOYM-
TaHHA Songbook.

M. 3akxkapis (Maurizio Zaccaria) Ma€ MmypOKuit
penepTyap, M0 OXOIUIIOE AK KJIACUYHY, TaK i Cy-
YaCHY MY3MUKY. 3allicaB JieKilTbka MOHOTpadiyHNX
anmpbomiB i3 TBOpiB [I. Ckapnarti, JI. betxoBeHa,
[Ix. Tepmina, JK. Maccue. bys BigsHauennmii Ha
6araTboX IPEeCTIDKHNUX (OpTENiaHHNX KOHKYpCaXx,
30KpeMa Ha MDKHApOJHOMY KOHKYpCi IiaHICTiB
im. @. Jlicra (About me, nd).
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[nrepnperyroun Songbook, miaicT moTpMMye
OPUTiHA/JIBHOTO TMOPAAKY CHIiTyBaHHA IT€C, Hpef-
CTaB/IEHOTO y 30ipHNKY, IIpOTe He HaMaraeTbCs
CTBOPUTY IIiIbHMII BMKOHABCHKMII LK1 Mysu-
KaHT po36uBae BCi MiHiaTIopy Ha TPU YMOBHi Mi-
KpOLMK/N (IO WICTb IT'€C Y KOKHOMY), pO3MiIIy-
roun Mk Humu immi mecu JIx. Tepmsina. Voro
BUKOHABCbKUII IiJXiJ BiI3HAYa€TbCA IParHEHHAM
AKOMOTa IIOBHIllIe JOHECTV KOMIIO3UTOPCHKUIL 3a-
yM, IO IPOAB/IAETbCA B YBAKXHOMY CTaB/IEHHI [1O
HOTHOTO TeKcTy: (pinirpanHiit BinroyeHocti dpas,
IITPMXiB, peTeNbHIiil MPOJYMaHOCTI ApaMarypriy-
HOI JIiHiI KOXXHOI OKpeMOI MiHIaTIOpy, TOYHOMY BTi-
JIEHHIO aroriKi, II03HaYeHOI B HOTHOMY TEeKCTi.

Jx nmpuxnaf, HaBeieMO iHTepIpeTaLiliHi Bepcil
'S Wonderful Ta Strike up the band. Y nepmomy tBo-
pi M. 3akkapis po3KpuBae ioro nerxuit, 6e3ryp-
60THWMIT My3ndHMit 06pas. Bin obupae crpumanmit
TeMII Ta MiHiMa/IbHe BUKOPYICTAHHA IIPaBoI Nefjati,
[0 J03BOJIAE MiIKPECIUTH JIETKe staccato B JiBiil
Pyl Ta aKIeHTH Ha CMHKOIAX y METOAMYHIN iHil.
TouHo OTpUMYIOUM YCIX peMapoK IORO0 AMHAMIY-
HUX HIOAHCiB Ta Qinipyroun sakinueHHs ¢dpas, Bu-
KOHABeIIb J0CATA€ ITABHOCTI, Oe3IepepBHOCTI po3-
BUTKY JipaMatypril Iecu. [Hreprperaris gpyroro 3
03HAYEHUX TBOPIB TAaKOX Bif3HaueHa ¢inirpanHi-
CcTI0 (pasyBaHHA Ta MPOAYMAHICTIO YCiX HeTarerl.
[TianicT yBMpasHIOE ACKpABi IMHAMIYHI i INTPUXOBI
HEePEKIIOYEHHSA B CTPUMAHOMY TeMII, IiJIKPeC/IIo-
1049) METPOPUTMIYHY IY/IbCALil0 KOPOTKOK PUT-
MiYHOI0 Tefa/ITI0 Ha OMOPHI 707 TakTy, abo X Ha
aKI|EHTOBaHi CHKOIN, IO JO3BOJIAE MiIKPECTNTI
YPOUMCTIII, MAPIIOBWIT 00pa3 TPaHCKPUIILIIL.

Teopua gisnbHicTs E. ®anbitoni (Enrico Fagnoni)
pisHOMaHiTHa Ta 6araTorpanHa. Bin mpoBaguTh ax-
TUBHY BUK/IAJAIbKy Ta BUKOHABCHKY JiANbHICTb,
Ma€ IIMPOKMII pemepTyap Ta peryiipHo Oepe
y4acTh y 6ararbox My3M4HNUX 3aX0/IaX, CHIBIIpaLlio-
104N i3 BiTOMMUMU COMiCTaMI, KIIaCMYHMMM Ta JKa-
30BUMM aHCaMOIAMY, CUMQOHIYHUMY OpKecTpa-
mu (Il grande pianista Enrico Fagnoni in concerto,
2019).

OcobmuBictio  anvbomy Gershwin songbook
(2021) € HasABHICTD He Ti/IbKM BUKOHABCHKUX Bep-
ciit ycix 18 TpaHCKpumIiif, a 1 IX apaHXyBaHHS,
spiricHeni E. ®anbiioni. [IpoTe B KOHTEKCTi cTarTi
PO3ITIAHEMO BMKOHABCbKY IHTEpIIpeTalilo Opuri-
Ha/IbHUX TpaHckpunift [x. fepusina. fx i 6arato

iHmmx miagictiB, E. ®aHbiloH]I CTBOPIOE BIacHMI
BMKOHABCbKMII YMOBHMII LMK/, HE JOTPUMYHOYN
OpUTiHAJIBHOTO MOPALKY PO3MIllleHHS IT'€C Ta I10-
flae IX 3a NPUHLUIIOM TEMIIOBOTO KOHTpacTy. Sk
[. Axan i . Bpane, Bin o6upae ans movyatky Ta
3aBepIlIeHHs CBOIO BMKOHABCBHKOTO LKy IT€CH,
cxoxi 3a 06pasHUM 3MicTOM: JTipu4HO-CBiTIi Do
it again i The man I love. lllogo cnenudiku Buko-
HAaBCbKOI'O BTiJIEHHA MiHIaTIOp, BAPTO BiI3HAYNTH,
1O iHTEepIIpeTaTop 3arajoM AOTPUMYE OpUTiHATY
(KOMIIO3UTOPCBKOTO TEKCTY), IPOTE iHKOMN JIeIo
KOPUTIY€E MEeJIOANYHY JIiHiI0, JOfai0uM 10 Hel Meri3-
MaTIKY, HeBEMUKI HUSXiJHI Ta BUCXIJHI ITacaxi 4n
apIeDKyBaHHA OKpemux akopaiB. Takuii cmoci6
BMKOHABCBKOI T0fjadi 0OMPAEThesl MiaHICTOM st
6inpmocti Tpanckpumiit. OgHaK mif yac iHTeprpe-
Tallil OKpeMIX MiHIaTIOP, IiaHICT BCe TaKy BHOCUTD
KOPEKTMBU ¥ JI0 IX METPOPUTMIYHOI OpraHisaiil.
OpH1M i3 IpuKIafiB TAKOr0 TBOPYOTO MEPEOCMMUC-
JIEHHA OPUTiHATIbHOTO HOTHOTO TEKCTY € iHTepIIpe-
TauiitHa Bepcis Somebody loves me, fie, okpim pu-
KpallaHHA Ta IIeBHOI BUJO3MiHV MeTOANYHOI JiHiI,
niaHiCT poOMTDH 3HAYHI TEMIOBI BiIXM/IEHHS B Me-
XKaX TBOPY, 110 CTBOPIOE BPAXKEHHA quUASi-IMIIPOBi-
3aliITHOCTI My3M'YHOTO BUC/IOB/IIOBAHHA Ta IIEBHUM
YITHOM Hab/IIDKae 10ro f0 PKa30Boi MaHepy BUKO-
HaHHA. [logi6He yMOBHO iMIpoBi3ajiiiHe TpakTy-
BaHH:A METPOPUTMIYHOI OCHOBM CIIOCTEpiraerbcs i
B iHTepnperanii Liza, 'S Wonderful.

BucnoBku. Y cyyacHoMy akajieMiuHOMY BUKO-
HaBCBKOMY AVCKypci copMyBaocs 6arato migxo-
AiiB 1o iHTeprpeTanii GpopTeniaHHNX TPAHCKPUIILiit
Ibx. Tepmsina. ITpamoroun i3 KOMIOSUTOPCHKUM
TeKCTOM, KOXKeH MiaHicT poskpusae B Songbook
pisHOMaHiTHI 00pa3HO-3MiCTOBHI TpaHi, JOBOM-
9y TMM CaMMM HeBUYepIHe 6araTcTBO iHTepIpe-
TAL[IIHOrO IOTEHI{ia/ly MY3MKM aMEPUKAHCbKOIO
Kommnosuropa. IIpore B 1jboMy pisHOMaHITTi BM-
KOHABCHKUX IIIXO/IIB BCE XX NPOCTEXYIOTHCA HeAKI
CTaJIi acCleKTy iHTepIIpeTalil, 3aBJAAKM AKUM MOX-
Ha BMOKPEMUTH IEBHI TE€HJEHIIil, 10 CKIAINCA B
CYYacCHill BUKOHABCDKIil IPAKTHIIL.

OpHa i3 HMX TOJIATAaE y TBOpYOMY (iHKOMM Ha-
BiTb JOCUTb CYTTEBOMY) TIEPEOCMICIEHH]I OpHTiHa-
Ty, KO/IY BUKOHABEIb HEHAYe CTA€ CIiBABTOPOM Ta
BHOCUTD CBOI KOPEKTUBY [JO HOTHOTO TEKCTY, 3Mi-
HIOIYY METPOPUTMIYHY OCHOBY, METOVIYHY TiHiI0,
mWTpuxy Ta AuHaMiKy. [1i KopekTnBM MOXYTb OyTH



IIOB’5I3aHi 3 TParHeHHAM MY3MKAaHTIB HAOMM3UTU
BJIaCHI iHTepIpeTawiiiHi Bepcii o crenmdikn mxa-
30BOI BUKOHABCHKOI TpafiuIlil, y AKiVl IPeBa/IIOE iM-
IpOBi3alliliHe HayasIo.

Jlpyra TeH/ieHIliA € IPOTUIEXHOK Ta IIOATAE Y
IpParHeHHi TOYHOTO JOHECEHHS KOMIIO3UTOPCHKO-
To 33/IyMy, 10 Hepefbadae TOYHe CIiIyBaHHA yCiM
peMapkaM Ta BKa3iBKaM KOMIIO3UTOpa, 3adikcoBa-
HIM y HOTHOMY TeKCTi 6e3 BHECEHHA KOPEKTUB, KO-
Tpi 6 CyTTEBO 3MiHWUMM 0OPAa3HMIT 3MIiCT OpUTiHATY.

Cnip Big3HaunTH, 1m0 6iNBIIICTh MY3UKAHTIB, He-
3a/IeKHO BiJi MaHepy BYKOHABCbKOTO OCMMCIEHHSA
HOTHOTO TEKCTY TPaHCKPMUIILil, He HOTPUMYIOTh
IOPAAKY I €C, MpeCTaBIeHoro y 36ipii Songbook,
a CTBOPIOIOTH BJIACHI BMKOHABCHKI YMOBHI LMK/
Taxum ynHOM iHTepIpeTaTOpy HeHaye MOYMHAIOTH
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IEPEOCMICTIIOITD  KOMIIO3UIITHO-ApaMaTypriyny
CTPYKTYpY 30ipKuL.

[lepcrieKTuBM TOANBIINX JOCTIPKEHD IIONA-
TaloTh y PO3LIMPEHH] YAB/IEHD NP0 Crelndiky Bu-
KOHABCbKOIO BTieHHA Mysuku JDK. IepumBina. ¥
IIbOMY KOHTEKCTi JIOL[I/IBHO PO3ITIAHYTU IUTaHHA
PO Te, Y IPOAB/IAIOTHCA O3HAYEHI B HABEJEHOMY
JOCII/PKEHH] TeH/IeHIil Y BUKOHABCHKMX iHTepIpe-
TallifX iHIMX QopTemiaHHMX TBOPIB MuTus (Ha-
npukiaf, ¢popremianHiit Bepcii Rhapsody in blue
Ta YNCIeHHNX QOopTemiaHHNX MiHiaTIOpax), Ta sAKa
3 O3HAYEHNUX TEHJIEHIIIl BUAB/IAETbCA IIPEBAIIOI0-
4OI0 y CYy4aCHOMY BMKOHaBCbKOMY AmcKypci? Ha-
YKOBOI yBaru BapTye fieTa/IbHillle BUBYEHHSA TBOP-
40l JiA/NIbHOCTI MiaHICTiB-iHTEpIIpeTaTOPiB TBOPIB
Ibx. IepiBina.

i3 KOMIIO3TOPOM CBOEPIZHMII TBOPYMIA ia/lor Ta
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K. I. Illkypees. ITpo6memu incTuTYRiOHaMi3aNil BII-
mwoi npodeciiiHoi 0cBiTH CHOPTUBHUX GATBHNUX TaH-
IiB B YKpaiHi

3a3HavyeHo, IO CIOPTUBHMUI Oa/bHMIT TaHeLb He
BTPATVB aKTya/lbHOCTi HABITh y Haiibinblle MOCTpaX-
JlaIMX BHACTIOK 30poitHOl arpecii perionax Ykpaiu,
BKOTp€ JJOBOJAYM ITPABO HAa PO3BUTOK Y BITYMSHAHOMY
KynbTypHOMY mpocTtopi. IlifkpecneHo, 110 MacoBiCTb,
IPYHTOBAHICTb Ha QyHJaMEHTA/IBHUX ifesx it obpasax
OyTTs 3yMOBJIIOIOTD NIOTEHIITHY IIMPOKY LiIbOBY ay/iu-
TOPIiI0 Y4HiB, iHTEpEC [JO 3MaraHb, i 1ie fJali CupuATiMe
BiJJHOBJICHHIO TYPHIpiB i 3pocTaHHI0 IIOTpe6y y BULLil
npodeciiiHiit 0cBiTi AiA4iB OrO BUAY XOpeorpadivHo-
ro MUCTeLTBa. BusAByeHo, mo mpodecis BunTemiB TaH-
1iB € IepceKTUBHUM HanpsaMoM po6oru 3BO. BopHo-
4ac BU3HAHO, IO MiArOTOBKA (axiBIiB 1[bOr0 HAIPAMY
noTpebye MOAAIbLIOL creniam3arii Ta iHCTUTYIiOHATi-
3anii. BucHoBaHo — kap’epa ¢axiBLiB 31 CIOpPTMBHUX
0a/IbHNX TaHIIB ONATaTMe y 3AiliCHeHH] KITyOHO-TYp-
HIpHOI JiANbHOCTI 1 OpraHisanil HaBYa/JbHOTO IPOLIECy
BiITOBiTHMM YMHOM.

KitouoBi cnoBa: cnopmueni banvri manyi, 6aneHuil ma-
Heub, 3SMA2AHHS, HABYAHHS OATIbHUM MAHUAM 6 YKPaiHi.

K. Shkuryeyev. Problems of institutionalization
of higher professional education in sports ballroom
dancing in Ukraine

The purpose of the study is to identify and
systematize the features of modern sports ballroom
dance, which should be the basis for the development of
higher professional education in this field and its further
specialization. The following tasks have been set: to
determine the specifics of sports ballroom dance as a type
of choreography, sport, and socio-cultural phenomenon.

The methodology is based on a system-synergistic
approach. The article is an analysis of the author’s own
many years' experience — sports, coaching, organization
and teaching — by generalizing and systematizing
observations.

The results. New circumstances force further
institutionalization of sports ballroom dancing, namely
the definition and consolidation of social norms, rules,
statuses and roles in this area, bringing them into a
functioning system capable of self-development and
self-reproduction. Sports ballroom dance has not lost its
relevance even in the regions of Ukraine most affected
by the armed aggression, proving once again its right to
develop in the national cultural space. Its mass appeal,
its reliance on fundamental ideas and images of life,
and its potentially wide target audience of students
will contribute to the resumption of competitions and
the growing need for higher professional education.
The profession of dance teachers is a promising area of
work for universities. At the same time, the training of
specialists in this field requires further specialization and
institutionalization. It should be accepted as a fact that
the career of ballroom dancing specialists will be in club
and competition activities, and the educational process
should be organized accordingly.

The scientific novelty of the article is to clarify the
peculiarities of the concept of sports ballroom dance in
the system of choreographic art, its socio-cultural role, as
well as to analyze dance competitions as the main sphere
of their modern existence.

The practical significance. Some provisions of the
article can be used in education and special courses in
ballroom choreography, theory and methods of dance
sports and ballroom dance practices.

Keywords: sports ballroom dancing, ballroom dance,
competition, ballroom dance education in Ukraine.

AKTyanbHIiCTh TeMM JOCTiIKeHHA. 306poii-
Ha arpecist pociiicbkoi ¢epepanii mpotu Ykpainn
crpuyMHWIA IMOOKY Kpusy B ycix chepax Hajio-
HaIbHOTO 6y TTA. CIIOPTMBHMII Oa/IbHMUIT TaHELD He
CTaB BVMHATKOM; O OOMeXeHb, 3yMOBJICHUX IIaH-
fieMi€el0 KOPOHABipyCy, JOJAMICA Ti, IO TI0B SA3aHi
3 BOEHHMM CTaHOM. Y CXifHUX perioHax YKpaiHm

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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(YHKIIOHYBaHHS TaHIIOBATbHYX IIKiNM Y IX 3BUY-
HoMy ¢opMarti i TypHipHa AiIBHICTD (HAaKTUIHO
OpUIMHNINCh. Mirpania HaceleHHA NpU3BeNa [0
po3majy yCcTaleHyuX KONMEKTVBIB, BUOYTTS Hallak-
TUBHILINX YY9aCHMKIB, MKBifaLii 6araTbox Kny6iB,
BTpaTy iX MaTepianbHOI 6asu — TpeHyBaIbHUX
3a/1iB Ta IPUMIIeHb, IPUAATHUX I/ IPOBELEHHA
3MaraHb, 3MEHINEHHA IIIATDKHOI CIIPOMOXKHOCTI
y4acHMKiB. BriaB onmT Ha po3Baska/IbHII KOHTEHT
Ha KIITa/IT TAaHI[IOBAJbHMX LIOY. Y TaKUX yMOBax
TIepCIIeKTUBY PO3BUTKY TAHILIO, K CIOPTY i Oi3Hecy
3arajioM, CIIPOTHO3YBaTH CKIafgHO. Xopeorpadiu-
Ha OCBiTa Ma€ pearyBaTy Ha 3aIlUTU CbOTOJEHHSH,
ajKe OAIbHMIT TAHELb € HEBIAII/IbHO CKIAZ0BOI0
YKPAIHCBKOI TaHIIOBa/MbHOI KyIbTypu. Tum 6inb-
1I1e, I1j0 HOBi 0OCTaBMHY 3MYIIYIOTh /10 MOJ/IBIIOL
iHCTUTYLiOHAMI3ALI] CHOPTVMBHYX Oa/IbHUX TAHIB,
JileThCA PO BUSHAYEHHS Il 3aKPIllJIeHHA COLjiab-
HUX HOpPM, IIPaBII, CTATYCiB i poneit y uiit coepi,
NpUBEEHHS IX Y Ti€3JATHY CUCTEMY, 30aTHY [0 Ca-
MOPO3BUTKY Ta CAMOBIiJTBOPEHHA.

AHanis oCTaHHIX JOCHiIKeHb i mMyOmiKamiit.
OcranHiM yacoM Tpo6ieMn miaroToBKu (BaxiBIiiB
0anbHOTO TAHII B KOHTEKCTi X COLIOKYIBTYp-
HOI POl IIMPOKO BUCBITIIOBAIICD Y MyOmiKaIiax
yKpaincpkux focminaukis (basena, 2019; Iasmok,
2008; ITaBmiok, 2012; ITamiok, 2020). 3oxpema, y
crarti JI. Basemu (2019) Bu3HayeHO i1 BUCBITIEHO
deHOMEH «I0Ka/mbHOI XOpeorpadiuHoi KymbTypu,
Aka QopMyeTbcA B Kaybi COPTMBHOrO 6albHO-
ro TaHI i BifpisHAe iOro Bif iHIIKX HOFIOHNX
yTBOpeHb» (baserma, 2019, c. 82). Inmmit Hampsam
JIOCTPKEHb PO3ITIAKAE 00pasHMil 3MiCT GambHMX
TaHLiB. 30KpeMa, BUCTIOB/IEHO CIYLIHi CIOCTepe-
JKEHHS LIOJI0 «CIIOPTUBHOTO OaIbHOTO TAHIIO 5K
Hapatusy» (Keba, 2020). M. Ke6a, 30kpema, piii-
III0B BYCHOBKY, 110 «CIIOPTVBHUII Oa/IbHUIT TaHEeLb
€ KiHeCTeTHYHO0 GOPMOI0 MIUCTEeITBA, Y AKIl iffel,
yABa Ta CEHC BTIMOITBCA Y pyXax: cepif obpaHux
pyxiB cTBOpIO€E (ppasy, a cepia ¢ppas — cTBOpIOE
Tanenb» (Keba, 2020, c. 139). «Taknm ynHOM, Oy11b-
SKUIT BUCTYT 31 CIHOPTUBHOTO 6a/IbHOTO TAHII0 —
1ie 3aBXX/jM IIeBHE NOBiJOM/IEHHS, a He JIMIlIe HIU3Ka
CIIOPTMBHMX BIpaB» (TaMm camo, ¢. 139). ¥V crarrti
C. Ha6arosa i O. ManbkoBcbkoi (Nabatov & Man-
kovska, 2021) BuCBiT/IEHO PO KPUTUYHOTO MIC-
JNIeHHA y CHOpTUMBHMX OanbHuX TaHIAX. Y Kurai
3aliKaBM/INCh BIIMBOM IIaHIBHOI PO 3MaraHb
Ha PO3BUTOK BUIIOI OCBiTY CIOPTUBHUX OaTbHUX

tanniB (Longgi Yu & Ralph Buck, 2022) i cipo6y-
Ba/IM 3HAVITY alIbTEPHATUBHI IIJLAXM PO3BUTKY L1bO-
IO BUJY MUCTELITBA.

3rajjaHi JOCTif)KEHHA O3HAYMIN PO3PUB B
OCMVC/IEHHI 0a/lIbHOTO TaHII0 fAK ABMINA KYIBTY-
pu, ajKe BOHM IPYHTOBaHi IlepeBaXXHO Ha Cydac-
Hill Ppopmi JToro mobyTyBaHHA, a caMe Ha TYpHip-
HO-TPEHYBA/IbHIil JiAMbHOCTI. K BIiTUM3HAHI, TaK
1 3aKOPIOHHI [OCTIIHUKM 3aHEIOKOEH] 3BY)KEH-
HsAM 6aJIBHOTO TAHIIO 10 KOMEPIIIHOTO 3MaraHHs
I WyKalTh WJIAXM IOBEPHEHHS 10 Ii3HABA/JbHMX
MOX/IMBOCTEI IIbOTO BUY MUCTELTBA, IMepefyciM
y pesy/nbTari BiJIIOBIIHMX 3MiH Y IIporpami miaro-
ToBKI (haxiBLiB. [IpUKMeTHO, 110 alTbTePHATHBOIO
3MaraHHAM HAIOJEIIMBO PO3ITAJAITh CLEHIYHI
BapianTu 6anpHOI Xopeorpadii. Takum umHOM, B
YKpalHCbKOMY MICTELTBO3HABCTBI cpopMyBaBcs
TIeBHMII JOPOOOK 3HAHb, ifiefl i KOHIENTIB 1010
6a/IbHOTO TaHIN0, KOTPWII OTPeOYe BIPOBA/KEH-
HA B HaBYA/IbHUII IIPOLEC MiATOTOBKM BifTIOBITHIX
CIIeliamcTiB.

Merta crarTi — BU3HAYMUTU i CUCTEMATU3YBATU
0COOMMBOCTI CYYacHOTO CIOPTMBHOTO 0abHOrO
TAHINO, SAKi MAOTh OYTU OCHOBOWO J/IA PO3BUTKY
B1LI0i TpOdeciitHOl 0CBIiTH B 11ii rajysiiii moganp-
woi crenjamsanii. 14 0poro cmip peamisyBaTn
TaKe 3aBJJAHHA: BUSHAYNTH CIelU]iKy CIOPTHBHO-
ro 6a/IbHOTO TAaHIIO SIK BUAY Xopeorpadii, copry,
COLI{OKY/IBTYPHOTO (peHOMEHY.

MeTtomomnorito  AOCTiIkKeHHA OCHOBAaHO Ha
CUCTEMHO-CHHepreTMYHOMy Hifxofi. CTarTs € aHa-
/1i30M B/IaCHOTO 0araTopivHoOro OCBifly aBTOpa —
CIIOPTMBHOTO, TPEHEPCHKOIO, OPraHi3aTOPCHKOIO
i BUK/IaJallbKOTO, YIIOPAZKOBAHOTO METOZIOM y3a-
ra/JibHEHHA 1 CUCTEMATH3ALII CIIOCTEPEXKEHb.

Buxnag ocHOBHOro Marepianmy JOCTifiyKeHHA.
Buma xopeorpagiuna 0cBiTa B ranysi CHOpTHBHOIO
6anbHOTO TaHII B YKpaiHi € MOPIiBHAHO HOBUM i
HeBE/MMKIM 32 00CsAToM siBuIeM (0KpeMa Kadenpa
6anpHOi Xopeorpadii Huni € mume B KHYKiM)
(ITaBmrok, 2020, c. 46), BofHOYAC caM CIIOPTUBHUIL
Oa/IbHMIT TaHeLb 32 OCTAHHI MIBCTOMITTA, 1 0COO/M-
BO 3a TPUALATD POKIB HE3a/IEXHOCTI, CTPIMKO Ha-
6yBaB momy/nspHOCTi. 30kpeMa, cTaHOM Ha 2021 p.
muie B XapkoBi fisno 61mmsbko 1000 TpeHepiB i
400 xmy6iB, AKi Opamy y4acTb y 3MaTraHHAX Pi3HMX
piBHIB 1 MacmTabiB, CepeHA KilbKiCTb yYacHUKIB
BapiroBanach Bif 300 go 1000. Axmo B ymoBax



o6MexeHb MaHJeMil KOPOHABIPyCy BAAMOCS SIKO-
I0Cb Mipoto 30eperTu 3MarajabHO-TPeHYBaIbHII
TpOLIeC, TO MOBHOMACIITA0He BTOPTHeHHs B Oara-
TbOX 0071aCTAX YKpaiHy, 30KpeMa B XapKiBChbKMIL,
jioro ¢akTiyHo 3ymuHuN. [Ipotsarom GepesHs —
rpysHa 2022 p. BAanocsa NpoBeCTy e OfUH He-
Be/IVMKIII OAiOHMIt 3axix y M. Banku Ha XapkiBuiu-
Hi 18 TpysHA CIiNbHO 3 decTyBaneM KOHKYPCHMX
BUAiB Xopeorpadil, KMl CIPUYMHUB HeaOVIAKWIL
€HTY3iasM OpraHi3aTOpiB Ta YYaCHUKIiB, II0XKBaB-
JIEHHs TaHIIOBA/IBHOI CHiMbHOTU 0671acTi, momnpu
OoxmocTy, 67exayTi Ta pakeTHi 06CTpimm pociit-
CbKMX OKYIIAHTiB, BKOTPE 3aCBIJUMBIIN AKTyaslb-
HICTb 03HAYEHOT'0 HAIIPAMY AiAbHOCTI.

OO6cTaBMHM  CBOTOfICHHA 3MYCWIM ~ HaHOBO
OCMUCTIUTY 71 CUCTeMaTU3yBaTu HaOyTHII 3a Ki/lb-
Ka JIeCATUIITD TPEHEPChKII Ta OPraHi3aTOpChKMit
JIOCBif| 3 METOI0 BIIPOBA/KEHHS J0T0 300YTKIB y
TIpoliec MiAroToBKY (axiBIiB 31 CHOPTUBHUX Oasb-
Hyx TaHuis. IlepemyciM cimip 3BepHYTM yBary Ha
KOHIIEIITYa/IbHY 0COO/MBICTD OA/IBHOTO TAHIIO K
¢dopmu TBOpUOro misHaHHA cBity. EHnmkionenis
«Britannica» Hagae Take BM3HaueHHs: «banbHUI
TaHelb — BUJ, COLia/IbHOTO TAHIIIO, 1[0 CIIOYATKY
npakTukyBascsa B €ppomni ta Cnomydenux IllTa-
TaX, BUKOHYETbCA MApaMI i C/Iiffye BCTAHOB/IEHVIM
KpokaM. IcTopuyHO OanbHMIT TaHelb Bifpi3HAB-
C4 BiJI HAPOJHOIO YM CiTbCBKOTO TAHII0 TUM, 110
ACOI[ifOBABCS 3 €MTHMMM COIia/IbHUMU KIacaMu
Ta TAHIIOBA/JIbHMMM 3aXOfaMM, Ha fAKi 3alpoLIy-
Bam. OpHak y XXI cT. 6a/mbHuil TaHeNb moumpe-
HUIT y 6araTboxX YacTMHAX CBITY i IIPaKTUKYETbCS
PAKTYHO yCiMa BepcTBaMu CycHinbcTBa. Voro
BYIKOHYIOTb y Pi3HMX KOHTEKCTaX, 30KpeMa Ha 3a-
IPOIIEHNX 1 MyOMiYHNX TAHIIOBA/IBHMX 3aXOfiaX,
npodeciitHNX TaHIIBAMBHIUX MOKa3ax Ta OQiriii-
Hux 3maranHax» (“Ballroom dance”, 2023). To6to
el BUJ XopeorpadivHOro MMCTELTBA IO CBOIl
CyTi He pPO3paXOBaHMI1 Ha CIPUITHATTA CTOPOHHIM
I/IA/ja4eM, BIVIVBAIOYM TIEPENYCIM Ha CAMOTO BUKO-
HaBIid, JIOr0 IApTHEpa, IPYIy BUKOHABLIB, ITIA/A-
4iB-OHOAYMIIB. []e TaHelb-caMOLi/b.

BuKOHaHHS CIIOPTMBHOTO 6A/IBHOTO TAHIIIO Bifl-
OyBaerbcs mipy ponorpamy. IIpomonoBani komo-
3u1ii BIOPANKOBAHO 33 OCOOMMBYMY PUTMIYHIMU
IPUHLIAIIAMY, AKi BIIIIOBIAI0Th IEBHUM KaHOHAM,
MalOTh BU3HAYeHY Ki/IbKiCTb TaKTiB y MY3M4Hiil

CBITOBI XiTM IIONYIAPHOI Ta KIaCUYHOI MY3UKMU,
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CayHATPEeKM JI0 KiHO- 4V MY/ITBTUILTKALiiTHNX (inb-
MiB; BOHM YacTO CYNPOBOJKYIOTbCSA BOKA/IOM, Ta-
KM YMHOM HaJalo4y HeBHMIT BepOanpHuil 06pas
ab0 >KUTTEBY CUTYyalil0 A7 BTieHHS, i 1i obpa-
311 Ta CUTYyalii IOTpe6yITh OKPEMOro pO3IJIALY.
Hapartun i 6anbHuX TaHIiB, i MySMYHIX KOMIIO-
UL CTOCYIOTbCA T€M KOXaHHS, 3BUYANHMUX CTO-
CYHKIB 4O/IOBiKa i KiHKM, Ijac/MBuX i Hi. Mpii i
posYapyBaHH4, CIIONiBaHHA, OYiKyBaHHSA, pajicTh
Ta CyM, O7M3bKICTD i BiguyKeHHA, 3ycTpivi it mpo-
IAHHA — yCe IIe IOJAEThCA B 3¢MHOMY, 3BIYHOMY,
MOBCAKIEHHOMY BYMIpi, Ha BiIMiHY Bifl CLIeHiYHIX
BUiB Xopeorpadii, OpieHTOBaHNX Ha BUHSATKOBE,
rpaHnyHe, GaHTACTUYHE. 3 TAHIIB EBPOIEIICHKOI
IporpaMu jJyiIe TAHTO ApaMaTHyHe, iHII 4OTUPYU
TaHII — BalbCK 1 POKCTPOTH — emiuHi 3a cBOIM
CBITOCIIPUITHATTAM, TaHIIi 371alOAM 1 TapMOHIi CTO-
CYHKIB, Jie TapTHEep YBayKHMII Ta BifTIOBifla/IbHNI,
a IMapTHepKa Jioro omnopa it nocigopuuiA. Cydac-
HIJI KOHKYPCHMIT OalbHUII TaHEIb YHOPALKOBYE
YABJIEHHS TIPO JIIOLCbKI CTOCYHKM, HENTPAIi3yI04n
HapaTUBY JiTepaTypH, KiHO i Mac-Mefiia, OpieHTO-
BaHNX Ha HE3BUYaliHE, BMHATKOBE, ApPaMaTH4He,
4acTo HeBpoTMYHe. Pyxy 1ux TaHuiB nepeOyBa-
10T Y MeXaxX (YHKIIOHaIbHOI HOPMI JIOJICBKOTO
Ti/a, 00pasy BTIMIOIOTh HOPMY TIOICBKIX B3a€MVIH.
Oco6muBiCTIO CIIOPTUBHOTO 0aIbHOTO TAHIO €
Helepen0auyBaHiCTb MY3MYHOTO CYIPOBORY. AHI
Ha TpeHyBaHHi, aHi IIijl Yac TYpHIpy TaHI[IBHUK He
3HAE, IiJ AKY KOMIIO3MIII0 JOBEMIEThCsA BUKOHYBATU
CBOIO TIPOTpamy, TOMY IifI/TalITOBYBATVCh, IIYKATH
BiJITIOBiHY MeJIOfii i IiCHI MaHepy Hamepef Bifi-
IpalboBaHOi KOMIIO3MIII JOBOAUTHCA Y IIPOIEC
BMKOHaHHA. CaMe TYT IONATA€ OfMH 3 TOMOBHUX
BUK/IMKIB CIIOPTVMBHOTO 0aJbHOrO TAHIK — Y3r0-
JUTH CBOI 00pa3 i pyxu i3 3aIponoHOBaHOK My3J-
kot. Tyt i ofuH i3 cexperiB OMUCKydMx BUCTYIIB
KUTAChbKUX TAHIIIBHMKIB — IX >Kara i TOTOBHICTh
IPOXXUTY B TaHII My3UYHIII MaTepiat. Y mupiio-
MY PO3yMiHHI KOHKYPCHWII 6a/IbHUIT TaHelb — Iie
C10Ci6 FOMYINTICD 1O MiCBKOT EBPOIIETICHKOI KY/Tb-
Typu. Tomy Bonu Tak nomynApHi Ha Cxofi i B me-
PEBAXXHO CIIbCBKUX paliOHaX i HEBENMMKUX MiCTax
Ykpainn.

ITporsarom XX cr. sMiHMIach cdepa noOyTyBaH-
HA 0aTbHOTO TAHIIO: Y Pe3yIbTaTi MPUIMHEHHS
IPOBEICHHS TAHIIOBA/IbHIX BEYOPiB POSBUTKY Ha-
Oyma TypHipHO-3MaraibHa AiANbHICTD, AKa BUBENA
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Ha HOBMII piBeHb mpodecito Buntens tauuis. Ilo-
CTYNOBO BifOyBaeTbcs iHCTUTYaM3alis HaNIpAMY,
JI0r0 BUOKpEMJIEHHS i3 3arabHOI XopeorpagivHol
iATOTOBKY J/I BUXOBAHHA KOHKYPEHTOCIIPOMOX-
Hux ¢axisiis. [lo-mepure, 3axmasaM BUIIOL OCBITH
(3BO) Vkpainm, sixi MawTh Xopeorpadiuni Binpi-
JIeHHSI i TOTYIOTh CIeLia/micTiB 3 6ambHOI CIIOPTUB-
HOI Xopeorpadii, JOLITbHO caMUM HPOBOJUTHU I
JOCIIKYBaTy 3MaraHHA, 10 CIPUATAME HOIy/IA-
pusanii 3BO, 3any4enHio abirypientis, popmysaH-
HIO B/IACHOTO OCBiTHBOTO i TBOPYOTO iIMi/pKYy.

[To-npyre — Ga/nbHMIT TaHELb € MacoBO (Hop-
MO0 XOpeorpaidHOro MMCTEITBA, 1O HOTpebye
0CcO6MMBOrO TiAXOAY [0 KOMIETeHIii TpeHepis
y ranysi ¢isu4HOi KynpTypu. SIK B pyxoBoi ax-
TUBHOCTI BiH po3BMBa€ BCi OCHOBHI (i3nyHi sKo-
CTi JIIOMHUM — CUIY, WBUAKICTb, BUTPUBAIICTD,
CIIPUTHICTD, THYYKICTb, KOOPAMHALI0 B MeXax
HOPMa/IbHOI JIIOJICBKOI aKTMBHOCTI, He BUMAarae
0COONMMBYX aHATOMIYHUX JIAHNUX, BTITIOE IPUPOSHI
TAHI[IOBA/IbHI PYXM, OCHOBYIOYMCh Ha PISHOMAHIT-
HUX XOflaX, Ha BIi]MiHY, HAaIpUK/IaJ, Bifl KIacu4-
HOTO TAHII0, L0 IPYHTYETbCA HAa BMBOPITHOCTI,
CTpMOKaxX, CKIQHUX 00epTaHHAX. TakuM 4YMHOM,
MajfOyTHI BuMTeTi 6albHOrO TAaHIO MOBYMHHI BO-
nofiTH (QYHKIIOHATBHOI METOAMKOKN TPEHYBAHb,
NPUHLNAIIOBO BiIMIHHON BiJj TPafiULIiifHOI XOpeo-
rpadivHoi 3 ii KTACUYHUM TpeHaxeM 01/l CTaHKa i
MACUBHIMI PO3TKKAMM.

[To-TpeTe, 1m0 Mae OyTH HasgBHe y IIporpami miz-
roToBKM (¢axiBuiB 6ambHOI Xopeorpadii, — cuc-
TeMaTN30BaHe VABIEHHS IIPO KIyOHO-TYpHIpHY
IIAIBHICTD K B YKpaiHi, TaK i 32 KOPLOHOM, aJKe
HVHI Ije 0CHOBHa chepa MOOYTYBAHHA CIIOPTIBHO-
ro 6a/IbHOTO TaHI. bambHNIT TaHelb 3aBxX/au OyB
nepenyciM crocoboM camornpesenraii. [Iparaen-
HA 3Maratych BJIaCTUBE CaMill IPUPOJ IFOAVHI, 1ie
Habararo IikaBilie, HK IVBUTICh BUCTYII Ha CLIeHi
(Longgi Yu & Ralph Buck, 2022, p. 4-5). Cy4acna
TYpHipHa NpaKTuKa Hajjae AKHAMIIMPIINX MOX-
JIMBOCTEN JI/IA Y4acTi BCIX KaTeropii y4HiB i Tpe-
HepiB. B ocTaHHE AecATUIITTA, 30KpeMa, 3HaYHOTO
PO3BUTKY Haby/I/ 3MaraHHs COMICTIB, 1[0 YaCTKOBO
BUpIilIMIO TTPO6/IeMy TIONIYKY ITapTHepa I HaB-
YaHHA i TypHipHUX BuCTymiB. PosBuBaerTbca am-
TAYEe TAHIIOBAHHA, YOCKOHAIIITLCA BYMOIU [J0
TEXHIKM, 3MICTYy, KpUTEPiIB OL[iHIOBaHHA ¥ Haro-
POMKEHHS, KOHKYPCHOTO BOPAaHHSA 3 METOIO BifjTIO-
BITHOCTi BIKOBMM IICHXOJIOTiYHMM i disionoriaanm

0COONMMBOCTAM Ta €TUYHIM HOPMaM. 3MaraHHA JI0-
JAI0Th IPAVBY i PiISHOMAHITHOCTI B TPeHYBa/IbHUII
TIpOLIeC, JO3BOMAITH 3100YTU Teplli JOCATHEHHH,
OTpPUMATH IePILi HarOPOAM.

3aHETOKOEHHS MMCTELTBO3HABLIIB 30CeperKe-
HICTIO TaHI[IOBAa/IbHOI CIJIBHOTY HA TYypHipax Ie-
pebinbleHe, ajke €VHNX OCTATOYHUX KpUTepiiB
OLIHIOBAaHHA He iCHYe, OLHKM CYAIiB Cy6 €KTHBHI,
rapaHTOBAHOI CTparerii IepeMory Hemae. lexHiu-
HicTb Xopeorpadii Ha cydacHoMy etari ii po3BUTKY
BJIACTMBA BCiM BUIaM, 3MIiCT TaK CaMO BifIiliIlIOB Ha
ApYTuii IJIaH HaBiTh Y KIACUYHOMY Oaneri, me He
3aBXX/IY BMIIOTb aHa/Ii3yBaTy IPUHLIMIIN XOpeOrpa-
(ivHIX KOMIIO3UIIiNL, 10 BUKOHYIOTBCA, Bifaoun
T1iepeBary JEeMOHCTpalil CIOPTUMBHUX JOCATHEHb.
Imei i ceHcm GarneTiB TIyMayaThCs CTEPEOTUIIHO,
0COONCT TPaKTyBaHHS He BiTalTbcs a60 Ha HMUX
He 3BePTAIOTh yBary, FOJIOBHE — I0Ka3aTy GopMmy,
JiHii i TeXHIKY, CTaB/IAYY I1ifj CYMHIB CaMy OLi/Ib-
HiCTb icHyBaHHA 6aneTHOTO Teatpy. Tomy mepcrek-
THUBHillle POSIZIAHYTY TAHIIOBAJbHE 3MaraHHA AK
COLIIOKY/IbTYpHE ABUILE, BUABUTYU JIOTO BIIMB Ha
pO3BUTOK OaTbHOTO TaHI i roTyBaTy QaxisuiB 3
OITIAZY Ha ONA/IbIITY KITyOHO-TYPHIPHY AiANbHICTD.

OpHielo 3 BOX/MBUX (QYHKIi TaHIIOBAIbHUX
TYpHIpIB € 30epe>KeHHA 1 BIOCKOHANEHHs CTaH-
JapTy OaNbHMX TaHIIB, a0y Ljell BUJ MUCTEITBA
He BTpayaB crelndikyt MacOBOTO TAHIO i TBOPYOL
KOHLIENIil TPafMIiiIHOIO CBATKOBOTO KaHOHY Ta
3ara/IbHOMIOZICHKIX YABJIEHD IIPO HOPMU IOACHKMX
B3aeMyH. He BapTo IPOTUCTABIATH TYpHipam
CLIEHIYHI YM TeaTpasi3oBaHi IIOCTAaHOBKYM Ha 6asi
6anpHOI Xopeorpadii, ajke BOHM CIPOCTOBYIOTH
IpUpopy 6albHOTO TAHIO AK HecleHiyHoro. Ha-
TOMICTb C/IiJ] 30CepefUTUCh Ha MiJiBUIIEeHH] PiBHA
NiATOTOBKY JI0 TYpPHIpiB i po3pobui ajieKBaTHUX
3ara/IbHOBM3HAHMX KpUTEpiiB OLIHIOBaHHA, AKi
BpaxoByBa/m O sAKiCTb Bapialii, 3anponoHoBaHOi
TPEHEPOM [/I1 BUKOHAHHA YYHAMY, IX PUTMI4-
HiCTb, MY3MKA/IbHICTh BUKOHAHHSA, aTPAKTUBHICTb
CTBOpeHMX 00pasiB, BifNOBiHICTH XapakTepam
TaHuiB. [locBix TnX, XT0 31006yBae Xopeorpapiuny
OCBITY, 37€61/IbIIOT0 0OMEXYETbCA KiTbKOMa KITy-
6amit i TpeHepamu Ta € IPOBIHUM Y pOpMyBaHHI
npodecifiHOro CBiTOIAAY, BOGHOYAC pO3MAIT-
T TPEHEPCbKUX il OPraHi3aTOPChKMX CTpaTeriit
IIPAKTUYHO HE3YVICTIeHHe, 3BaKaruM Ha crenudi-
Ky 6a/IbHOTO TaHI[I0, i HAJIATH PO HVX YABJICHHS €



nepcreKTUBHNUM 3aBfaHHAM 3BO 3 MeTo0 MifBu-
I[eHHA KOHKYPEHTOCIPOMOXXHOCTI BUITYCKHUKIB, a
Bi[ITaK i MpecTIHKy caMoro 3aknaay. 30Kpema, Tpe-
Hepl-xopeorpadu y cBoiit po6oTi MOXyTb OpieH-
TYBaTVCh Ha MACOBICTb UM KaMepHICTb, 0OupaTu
pi3Hi BIKOBi KaTeropii y4HiB 4y 30CepefKyBaTuCh
TOJI0BHO Ha MifirOTOBLi MaiOyTHIX 4eMIioHiB a6o
OCHOBHY yBary INpUAIIATH OpraHisalii 3Marasb.
B ymoBax BiitH) HOBOAMTHCA LIYKATH HOBi opmu
3aHATb, PO3IIMPIOBATY MIOTEHLIIHY ayfUTOPIIO y4-
HiB, CTBOPIOBATI KOPOTKOCTPOKOBI IIPOEKTU PO3-
Ba)Ka/IbHO-PEKPEALiTHOTO 3MICTY, AKi I[i/IKOM Bi-
pOriffHO 30epiraTiMyTh aKTyaIbHICTb HA/JAI.

JloTIOBHEHHAM JI0 3MaTabHOI Ji/TbHOCTI MOXKHA
BBa)XaTy CIpoOu TeaTpaiisalii 6albHOrO TaHIO
(Longqi Yu & Ralph Buck, 2022, p. 13), po3pobku
JI0TO CLieHIYHMX BapiaHTiB IIepeyciM /A pisHOMa-
HITHMX KOHIIEPTIB i KOHKYPCIB Ta/lIAHTiB HaBYa/lb-
HMX 3aK/IafiB, IO iX BiIBIJYIOTb YYaCHUKI K)'Iy6iB.
Taxi saxogm NOMITHO CHPMAITH MONyAAPU3ALi
1IbOTO BUAY Xopeorpadii, 30kpeMa cepes; BUXOBaH-
LB AMTAYMX 3aKMaJiB 1 y4HIB MONOALIMX K/IaciB
ILIKiJI, HaJlal04yl HAOYHe YABJIEHHA IIPO CIIOPTYBHMIA
0a/bHIII TaHEIlb, I0T0 BUMOTH, XapaKTePUCTUKM i
MOYKTUBOCTI [I/I1 pO3BUTKY AUTUHY. TaKOX NeBHMI
IOINT MAIOTh IIOCTAHOBKY BECITbHUX TaHIIiB, IIPO-
rpaM s BUITYCKHMX 3aXOfiB, iHOZII — KopIopa-
tuBiB. [lonmynapHi 3axopu icTopuyHOro GaabHOrO
TaHIIIO, KU Y cucTeMi XopeorpadiyHoi KyrbTypu
€ HaOMDKINM «pOfideM» CopTUBHOTO. Lle vet-
BEPTUII KOMIIOHEHT MOBHOILiHHOI MifITOTOBKM (pa-
XiBIs 00paHOro HAIPAMY — IIPVHLUIIN CLieHi3aIlil
6a/IbHOTO TAHLIO.

[T’saTa Baxk/MBa CK/IafjoBa OCBiTH B ramysi 6ajb-
Hoi Xopeorpadii — cucTemaTuHi 3HaHHS 3 KY/Ib-
Typororii, icropii i ¢inocodii 6anpHOro TaHINO,
3aCBOEHH J10TO KOHIETTY, OHTOMOTI, criermdikm
HapaTyBY, IPUIIOMiB GOpMyBaHHs CeHCIB 1 06pasiB.
ITe 0coOMMBO BaXK/IMBO, OCKINIBKI OCATTY TEXHIU-
HOI BIIPaBHOCTI B CIIOPTUBHMX OaTbHUX TAHIAX 32
OakaHHs MOXKHa Oy/b-KOMY, OfJHAaK TIOC/TiTOBHICTb
IPaBUIbHO BUKOHAHMX BIIPAB HE € TaHIIEM, i Iie He
CIIpUAE PO3BUTKY TaHIIBHMKA i TpeHepa, PU3BO-
JUTD [0 IIBUJKOTO 3TaCaHHA iHTEpecy /10 3aHATb.
3aBXaM B TaHIIi JTIOIN Ha6yBam/1 IOCBIZY JKUTTA i
Aiil, IPOXXMBA/IU 3HAYYILi XKUTTEBI CUTYallii, BYK-
JIACh PO3PISHATH 11 BUPAXKaT! eMOIlii, 110 IX CyIIpo-
BOIKYIOTb; JIeCATb TAHLB CY4acHOI KOHKYPCHOI
Iporpamiu — Iie IeCATb Pi3HUX MaHep XOfH, Pi3HMX
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NPVHUNIIB OCATHEHHA IPOCTOPY, Pi3HMX IIifIXO-
JIiB 710 IPOXXMBAHHA JIIOCBKUX CTOCYHKIB, IeCATH
pisHUX croco6iB camorpeseHTallii, pisHi HacTpoi,
pisHi Temmy, BigMiHHI crioco6u peaxiyii Ha My3uuHi
iMIynbcu. Y MUCTENbKill mapajurmi conpeanismy
IHAMBINyanbHe IPOTUCTABIANOCH KONEKTUBHOMY I
6y10 TPaKTOBAHO AK HeratuBHe. ToMy 6a/bHi TaHII
3 iX KOCMOIIO/IIT3MOM Ta IHAMBI/[ya/li3MOM CIIPIl-
MAJINCh SIK BUAB «3aTHIBA0Y0i OypiKyasii», AK TOA
BUC/IOB/IIOBA/INCh, KIaCOBO BOPOXKE MICTELTBO.
I[Ipobnemarnka ix — ocobucre, 0cOOUCT] CTOCYH-
K1, pediekcii HaBKOJIO JTIOfICBKIX B3a€EMMH, €TUKA
11 eCTeTUKA BUILIVX KiJl MICbKOTO CepefoBIIIA.

BucnoBku. OTsxe, CIOpTVBHIIT Oa/TbHNIT TaHeL[b
He BTPATMB aKTya/lbHOCTI HaBiTh y HaiibinbuIe mo-
CTpaXKIAINX YHACTIOK 30poitHoi arpecii perioxax
YKpainu, BKOTpe JOBOAAYM IIPAaBO Ha PO3BUTOK Y
BITYMSHAHOMY Ky/IbTYpHOMY IpocTopi. Maco-
BiCTb, IPYHTOBAHICTh Ha (yHIAMEHTAJbHUX ifesx
i 06pasax GyTTsA 3yMOBIIIOIOTD NOTEHIIIHY MINPO-
Ky LiJIbOBY ayAUTOPil0 YYHIB, iHTEpEC [JO 3MaraHb
CIIpUATUME BiJHOBIEHHIO TYPHIpiB i 3pOCTaHHIO
notpebu y Buiiit npodeciiiuiit ocsiri. [Ipodecis
BUMTEIB TaHIIIB € IEPCIEKTUBHNUM HAIIPAMOM pO-
6otu 3BO. BogHouac migroroBka ¢axiBIiB 1bOro
HaNpsMY TIOTpebye TopanmbIuoi crenianisamii Ta
iHcTuTynioHanisanii. OCBiTHbO-MUCTELbKIl CIIi/Tb-
HOTi YKpaiHM Ha/eXUTb NPUIHATH AK (aKT, 10
Kap’epa (axiBLiB 3i CHOPTMBHNUX OA/NbHUX TAHIIIB
TNOATaTNMe B 37iJiCHeHH]I KITyOHO-TypHipHOI Ai-
ANBHOCTI 1 BIANOBIJHMM YMHOM OpraHisamil Ha-
BYa/IbHOTO IIPOLIECY.

[TepcriekTvBM TOJA/IBIINX JOCIKEHD O/IATA-
I0Tb Y BYBYEHHI TaHIIOBA/IbHOTO 3MaraHHA fK CO-
LIOKY/IbTYPHOTO SBMIIA, BYABIEHH] JIOTO BIIIVBY
Ha PO3BUTOK 0a/bHOTO TAHINO i Hal[iOHA/MBHY XO-
peorpadiuny KymbTypy. YceCTOPOHHBOTO BMUCBIT-
NIeHHS. OTPeOyI0Th AisNbHICTD KIy0iB CIOpTUB-
HOT0 0aIbHOTO TaHIII0, OPraHi3allilHi i TpeHepchki
crparerii. 3Ha4HMII iHTEpEC CTAHOBUTD CYANIBCTBO
B OQ/IbHIX TAHIAX, 30KpeMa MPVMHIMIN 1 KpuTepii
OIIiHIOBaHHsA, IX 3a/lIeXKHICTh Bil BIKOBOI KaTero-
pii ysacHukiB. Oxpemoro posriAsy noTpe6yorb
npyHIMIY (GOpPMyBaHHSA KOHKYPCHUX Bapialil,
posryap npuiioMiB GopMyBaHHS ceHCIB i 00pasiB y
CIIOPTUBHYX OaTbHYUX TAHIISX, MOX/IMBOCTI IX PO3-
BUTKY.
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M. M. [lanumox, A. B. [Janumox. TBopui HacTaHO-
Bl HapOJHO-iHCTPYMEHTAIbHUX aHCaMOMiB y KyIb-
TypHOMY IpocTopi XapkoBa gpyroi monosnan XX —
novatky XXI ct.

BucsitneHo KOHUENTyanbHi, >XKaHPOBO-CTUIbOBI,
pelepTyapHi HAacTaHOBM HAPOJZHO-IHCTPYMEHTa/IbHUX
aHcam6mis XapkoBa zpyroi monosuan XX-XXI ct. Bu-
ABJIEHO TIpUTaMaHHi IM O3HaKu: BapiabelbHicTh PopM
i cxmafiB, BipTyO3HICTb, HOBalliliHe POSUIMPEHHA OP-
TaHO/IOTIYHNX, TeMOPOBUX, PAKTYPHIUX, TEXHIKO-BUKO-
HaBCbKJX ITapaMeTpiB; iHTeHCVBHa anpobarjis cBiToBOi
Ta HaIiOHaJIbHOI KIACKMKM, OPUTiHAJIbHUX TBOpPIB Cy-
YaCHMX YKPAiHCBKMX MMUTIIB; 3HAYYILiCTb aBTEHTUY-
HVX HACTaHOB i ()OZbKIOPHOI JOMIHAHTM perepTyapy,
aKajieMisarii Ta yTBEP/UKEHHA HOBUX 3BYKOOOpasiB
HApOJHNX IHCTPYMEHTiB, TeMOPOBUX EKCIIEPVMEHTIB
Ta Tearpaisalil BUKOHABCTBa, €CTETUKMN world music i
KPOCCOBEpY; CMHTE3 BUKOHABCHKOI, KOMIIOSUTOPCHKOI,
HAyKOBO-JOC/IiJHUIIBKOI, IEaroriYHO-MeTOLMYHOI [ii-
ANMbHOCTI JIOTO IPECTaBHUKIB.

KitouoBi crmoBa: HapooHo-iHcmpymenmanvte au-
cambriese Mucmeymeo, nonimemoposi ma mMoHomemopo-

81 HAPOOHO-THCMPYMeHMANbHI AHCAMOTII, HAHP, CIUTTD.

M. Danyliuk, Y. Danyliuk. Creative guidelines of
folk-instrumental ensembles in the cultural space of
Kharkiv in the second half of the XX — beginning of
the XXI centuries

The purpose of the article is to reveal the peculiarities
of the creativity of folk-instrumental ensembles in
the second half of the XX — the beginning of the XXI
centuries in the cultural locus of Kharkiv.

The relevance of the article is determined by the
dissonance between the intensity of artistic practice, the
variety of ways of testing innovations, the permanent

reinvention of genre, style, timbre, expressive parameters
of folk-instrumental ensembles in the cultural locus
of Kharkiv, and the discreteness of researching their
activities in the musicological discourse. Comparative
methodology is based on the guidelines of system
analysis, historical approach, musical interpretation
method and generalization method.

The results. The article outlines the conceptual,
genre and stylistic, repertoire guidelines of such poly-
timbral and mono-timbral folk-instrumental ensembles
of Kharkiv of the second half of the XX-XXI centuries,
such as “Korobeinyky”, “Rozmai’, “Yarmarok’, “Stozhary”,
“TsymBanDo”, “3+27, “Hrotesk”, “Grey Folk’, “Vesela
Banda’, “Koloryt”, duets of accordionists I. Lypnytskyi
and L. Hura, O. Mishchenko and I. Sniedkov, female
bandurist trio “Kupava” and “Zoredana’, Kharkiv Guitar
Quartet.

The scientific novelty of the article lies in identifying
such specific features of the creative activity of folk-
instrumental ensembles of Kharkiv, such as: variability
of forms and compositions; virtuosity; the trend to
expand timbral, sonorous, textural horizons, reinventing
the technical and performing arsenal; testing of new
improved modifications of traditional instruments and
timbre-textural versions of classical world and national
heritage; expansion of genre and stylistic horizons with
original works of modern Ukrainian, in particular,
Kharkiv artists; preservation of authentic music-making
guidelines, establishment of the significance of the
folklore and repertoire dominant idea; the significance
of the academicization trend and the establishment of
new sound images of folk instruments; timbral experi-
mentalism, acting theatricalization of performance,
tending to the aesthetic dimensions of World music and
crossover, that are consonant with multiculturalism and

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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ironic metamodernism; combination of perfor-mance,
composition, research, pedagogical and methodical
activities of its representatives.

Conclusions. The revealed peculiarities of the
creative activity of folk-instrumental ensembles in the
cultural space of Kharkiv testify to the establishment of
the academic status of the national folk-instrumental
ensemble art as a bearer of mentally marked traditional
guidelinesforinstrumental music-makingandareflection
of the multicultural essence of metamodernism, the
sphere of transformation of aesthetic, genre and stylistic,
timbre and technical and performative parameters of
folk-instrumental ensemble art based on the diftusion
of folklore, academic and variety music, a mediator
between cultures in diachrony and synchrony, the bearer
of the mission of raising folk-instrumental traditions and
finding innovative ways of their embodiment.

The practical significance of the article is outlined
by the heuristic application of its results in pedagogical-
methodical, theoretical-practical and performance
activities.

Keywords: folk-instrumental ensemble art, poly-timbral
and mono-timbral folk-instrumental ensembles, genre,
style.

ITocranoBka mpo6nemu. HauionanbHe Hapop-
HO-IHCTpyMeHTa/IbHe aHCaMO/eBe MIUCTELTBO, AKe
XapaKTePU3YETbCA MEHTA/IbHOK JIeTePMiHOBaHi-
CTI0, 6€3MEeXHICTIO TeMaTNYHO-00pasHNX Ta BUpa-
JKaJIbHUX IapaMeTpiB, TeMOPOBOI YHIKa/lbHICTIO
TOLLIO, TIOCTAE HA 3/1aMi eII0X AK BifOMTTs iIMaHEHT-
HOI MY/IBTUKY/IBTYPHOI CYyTHOCTI METaMOJIEpPHY Ta
AK OfMH i3 (peHOMEHIB MY3UYHOTO MMCTEL|TBA —
TIpelleleHTiB KOHIeHTpallii TeH eIl rmobamisanii
it mmokanisamii (Ymanens, 2020, c. 186-188), cun-
Te3y (ONbKIOPHOTO, aKaileMiYHOTO Ta eCTPA/JHOTO
IJIACTiB MY3VYHOTO MUCTELTBA, KAHPIB 1 CTUIIB.
AKTUBHICTb TBOpYOI AiANbHOCTI CYYaCHUX HApOJ-
HO-IHCTPYMEHTA/IBHMX aHCaMOIiB, CIPAMOBAHOI
K Ha 30epexxeHHs TPajULifHIX 3ByKOOOpa3iB Ha-
POJHIMX IHCTPYMEHTIB, TaK i Ha YTBEPIPKEHH aKa-
IEMi9HOTO CTaTyCy HAPOJHO-IHCTPYMEHTa/lIbHOIO
MICTENTBA, PeNpe3eHTALil0 100 HOBALITHOIO
KaHPOBO-CTI/IBOBOTO, TeMOPOBOTO, TEXHIYHO-BU-
PaXaNbHOIO IMOTEHIialy, € MapKepOM CY4aCHOIO
HaIli0OHA/TIbHOTO XY[0)KHBOTO IIPOCTOPY Ta yBUPa3-
HIOIOYMM YMHHUKOM KY/IbTYPU PeriOHa/JbHUX JIO-
KYCiB. Y KynbTypHOMY IpoCTOpi XapKoBa Tpaju-
i1 HapOJHO-IHCTPYMEHTA/IBHOTO aHCaMOIeBOro
MICTELTBA i3 moyaTKoM XX CT., iHiIlilloBaHa [isl/Ib-
HicTio I. XOTKeBMYa Ta JileTepMiHOBaHA y CBOEMY

pO3ropTaHHi po3BUTKOM (haXoBOI MY3UYHOI OCBITH
Ta (QOPMYBaHHAM IIEPIIOTO OPKECTPY HAPOTHIX
IHCTPYMEHTIB, € OfIHUM i3 IIOBHOIPaBHIX, CaMO-
JOCTAaTHIX, KOMIIOHEHTIB KY/JIbTYPU JIOKYCY, KOH-
LleNTya/IbHe, )KaHPOBO-CTIU/IbOBE, TEMOPOBE Pi3HO-
6apB’s1 Ta epMaHeHTHA 3HAYYILICTh AKOTO Ha PiBHI
XY[JOKHbOI TIPAaKTUKM CIOHYKAa€ [0 OKPECTEHHA
0COOMMBOCTEI CYYaCHOTO CTAHY i PYHKI[IOHYBaHHSI.

AHami3 ocTaHHIX AoCHimKeHb i my6Gmikamiit
JI03BONIAE BUOKPEMUTH B Cy4aCHOMY MY3MKO/IOTiY-
HOMY JMCKYPCi 3 INTaHb HAPOJHO-IHCTPYMEHTa/Ib-
HOTO aHCaMOJIeBOTO MIICTELTBA JieKilbKa CIIps-
MyBaHb. Pe30Hywu4Mm 3 iHTEHCHBHUM IIPOLIECOM
YTBEPKEHHA J10T0 aKaJleMi4YHOTrO CTaTyCy, OfHe i3
HIX TPECTaBIeHO JOCTiKEeHHAMN 3 (eHOMEHO-
JIOTii J1 OHTOJIOTII HAI[iOHATbHOIO, 30KpeMa CyJac-
HOTO, HAPOJHO-IHCTPYMEHTA/IBHOTO aHCaMO/IeBOro
mucrentsa. Ile 7eMOHCTPYIOTD IIpalli TaKMX Hay-
KOBLIiB, K B. bonpmapuyxk, A. ymunii, M. [JaBupos,
B. Jliryc, 1. Mapuwin, JI. [Taciunsk (2007), T. Cig-
nenpKa, A. YepHoianenko, JI. llemer Ta iH.

Y mocnmipHuLBbKMX IIapaMeTpax iHINOIo CIps-
MyBaHHA NUTAHHA cHely(iky (yHKIIOHyBaHHS,
YKaHPOBO-CTU/IbOBUX IIPIOPUTETIB, TEXHIYHO-BU-
KOHaBCbKMX TOIO MapKepiB HapOJHO-iHCTPyMeH-
Ta/IbHOTO aHCaMOJIEBOTO MUCTELTBA B Pi3HOMAaHIT-
Ti JIoro «TeMOpOBMX BeKTOpPiB» Ta perioHalTbHUX
BuMipiB nopymyrworb H. bammakosa, B. Kikac Ta
B. ®egoros, B. bpyxanp, A. Tenxin i M. leus (2020),
L. Epries, I. Konbw, P. Kyngic, 10. Kypay, IO. JIomkos
(2000), JI. Manpgtwok, H. Menpuuk, C. Hedenos
(2018), 10. Hikomaescbka, M. ITmomenko (2021),
O. Casuupka (2020), JI. CHenxosa (2014a; 2014b),
A. Crpinenp (2021), M. Tpsxos (2020), B. Illadeta,
B. lllepemer, O. IOpuenxko (2017) ra iH.

AKTyanbHICTD CTaTTi 3yMOB/IEHA THM, 1110 IOTIPU
MacIITaOHICTh i pi3HOBEKTOPHICTD OCTITHUIIBKIX
CIPAMYBaHb, 3HAYYINICTh y3araJbHIOIYMX Ta Jle-
TaJi3yI0YMX PO3BIOK, TAKIHHA 10 OCMMCIECHHA
PI3HOMAHITTA HApPOJHO-IHCTPYMEHTANbHOTO aH-
caMO071eBOr0 MIICTELTBA, MY3UKOIOTTIHUIT AUCKYPC
II07I0 IMPOKOTO KOJIA MUTaHb, i3 HIM OB A3aHIIX,
€ MOTeHLHO «BigkpuTyM». He Bupimenumu pa-
Hillle YaCTMHAMY 3arajbHOI MpO0/IeMH, SKi 3yMOB-
JIIOIOTbCA IHTEHCUBHICTIO XYAOXKHbOI IPaKTUKU,
pi3BHOMAHITTSM JI0r0 TeMOPOBUX BEKTOPIB Ta IO-
TEHII/IHOI0 PM3OMHICTIO JOCTIIHULBKUX MOJYCIB,
€ BUYEpITHE OCSATHEHHs JeTepPMiHaHT MOOiMTbHOCTI



JIsTIBHOCTI HAapOJHO-iHCTPYMEHTAIbHUX aHCaMob-
/B, IPOSABIB IEPMAHEHTHOI OHOBIIBAHOCTI iX
YKaHPOBIIX, CTI/IBOBIIX, TEMOPOBIIX, BUPA)Ka/TbHIX
mapameTpiB, 0coOMMBOCTel ampoballii HOBaILilL,
a TaKOXX Kap[VHAJIbHOTO EKCIEePMMEHTA/Ii3My Ta
IIEBHOI ZIeCTPYKIiI IIepIIeNTya bHIUX yABIEHD 10f0
imaHeHTHOI crenmdikym HapOFHO-IHCTPYMEHTAb-
HOTO MucTenTBa Tomo. [IpobnemMHy mIomuHy cy-
9aCHOTO MY3MKOJIOTIYHOTO JAMCKYPCY CTaHOBJIATH
i mMTaHHA, NOB’A3aHi 3 HIOAHCAMU pPepe3eHTallil
No/miTeMOPOBUX i MOHOTeMOPOBMX HAPOJHO-iH-
CTPYyMEHTA/IbHUX aHCAMOMIB y KOHTEKCTi Jisi/b-
HOCT] npodeciiiHMX i aMaTOPChKUX, aBTeHTUIHIX
Ta BTOPUHHNUX KOJIEKTUBIB, 30KpeMa 0COOMMBOCTI
TBOPYMX HACTAHOB KOJIEKTUBIB 3aK/MafiiB ($HaxoBoi
MUCTelbKoi OcBiTH. P030DKHICT MiK KOHTHMHY-
A/IbHICTIO JIOKYCHUX TpPaiMI{i/i HapOJHO-IHCTpY-
MEHTa/IbHOTO MUCTENTBA, CYTONOCHICTIO JOTO CY-
YaCHOTO OYTTS TEHAEHIIAM iCTOPUKO-KY/IBTYPHOTO
IPOLECY B HAL[iOHA/IbHOMY Ta CBITOBOMY BMMipax
Ta IVMCKPETHICTIO BYUCBIT/IIEHHS O3HAYEHMX IUTAHb
Y MY3UKOJIOTTYHOMY IUCKYPCi aKTya/Ii3yl0Th JOC/i-
JPKEHHS TBOPYOTo OYTTA HApOJHO-IHCTPYMEHTAIb-
HIIX aHCaMOJIiB Ky/IBTYPHOTO T0KYCy XapKoBa.

Merta cTarTi — BUABUTY 0COOIMBOCTI TBOPYOC-
Ti HAPOJHO-IHCTPYMEHTAIbHIX aHCAMO/IIB y ApyTiit
nonoByHi XX — movarky XXI cT. B KyIbTypHOMY
0Kyci XapKoBa.

Buknajg ocHOBHOro Marepianmy JOCTiKeHHs.
Tpaauii HapOAHO-IHCTPYMEHTaIBHOTO aHCaMOb7ie-
Boro mucrenrsa (gam — HIAM) y KynprypHOMY
npocTopi XapKkoBa, 3aknajeHi Ha Mexi XIX-XX cr.,
BUABIWINCA Y pOpMYBaHHI (ONBKIOPHOTO Ta aKa-
IeMiYHOTO MOJYCiB Joro OyTTH, a TaKOX MOHO-
TeMbpoBoi Mopudixanii (6ananaeyni ancam67i, H6a-
JIATIA€YHNIT OPKeCTP, Kamena 6anaypuctis B. Emiia)
Ta MOJiTeMOPOBOI (KaMepHUiT JOMPOBO-bananaey-
Huit ancam671b iMeHi B. AHpipeeBa, opkecTp Hapof-
HUX iHcTpyMeHTiB B. Komapenka), kil mpoTarom
nepuoi monoBuHN XX CT. CYAUIOCA CTaTU «TONIOB-
HVIM OCEPEeKOM IIPOIaraHjiy Ta IOIy/IApy3aliii Ha-
POIHO-OPKECTPOBOTO BUKOHABCTBA, METONVYHUM
Ta €KCIIEPYMEHTANIbHMM IIEHTPOM Y Trajysi yIoCKo-
HaJIeHH:A HapOJIHOTO iHCTPyMEHTapilo, CKIafgy op-
KeCTPy HapOJHUX IHCTPYMEHTIB, CTBOPEHHA BUCO-
KOXYJ0XKHBOTO penepTyapy» (Jlomxkos, 2000, c. 12).
3aranpHi g uux Mopmdikaniit, 3 ogHOro 6OKY,
TeH/IeHIlil 30epe)XeHHs ABTEHTNYHUX HACTAHOB
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MY3UKYBaHHs, 3 IHIIOr0 — aKajieMisallii Ta po3uin-
penHs TeMOpoBux 06piis HIAM, anpo6arii B itoro
Me)KaX CBITOBOI Ta Hal[iOHA/IbHOI aKaJeMiYyHOI KJIa-
CUKM CTa/IY 3aCaJHN4YMMU HACTAHOBAMM TBOPYOCTi
YVICIEHHUX HAPOJHO-iHCTPYMEHTAIbHUX aHCaMO-
niB XapKoBa 3 ;pyroi nonosyHu XX CT.

Y KynbrypHOMY 710KyCi XapKOBa XapaKTePHOI
osHakor HIAM craro i 110ro pisHOMaHITTS, y KO-
MY JOCTIIHUKN 32 PISHUMI KPUTEPIAMU BUOKPEM-
JIIOITh TeMOPOBO OIHOPIfHI Ta HEOJHOPIHI TUIIN
3 IX BapiaHTaMM, aBTEHTUYHII, aMaTOPCbKMII Ta
npodeciitHo-akageMiyHMil BUAY, aKajieMiyHi Ha-
POHO-IHCTPYMEHTAIbHNUII Ta BOKAaJIbHO-IHCTPY-
menTanbHnil pisHoBupu (Ilaciunsk, 2007, c. 10).
XapaxkTtepHi ocobmBocti HIAM XapkoBa B Mexax
crenikyl BUKOHAaBCHKMX HACTAHOB, 3TifHO 3 J0-
CIMIHUKAMM, TaKi: «BIPTYO3HICTb KOXXHOTO COJIC-
Ta-aHCaMO7icTa, TeMOpPOBA KOMOPUCTUYHICTD, 110
BiIKpMBAa€ HOBi (DOHIYHO-COHOPUCTMYHI MOXK/IN-
BOCTi HApOJHMX IHCTPYMEHTIB, PO3IOAIN QYHKIIiII
TEMATU3My MDK IHCTPYMEHTa/IbHVMMU MapTiAMIU,
110 He AyOmo0ThCs; GaKTypHA IIIbHICTD i BORHO-
4ac MPO30pPiCTh; CBiflOMa 3aJiAHICTb TeaTpaJbHMX
e/leMeHTiB i edeKTiB IIOy-BIUCTABN; CTBOPEHHA iH-
JUBiyaTbHOTO CTU/IK KOJNEKTMBHOTO BJKOHAB-
CTBa, 03HAYEHOTO AK CUHTE3 TPbOX CTUMICTUYHMX
MOJiefell, 3aIl0YaTKOBAHVUX Y MY3WYHIN Ky/IbTYpi
XX cr. — “donpk — mon — mxas’» (CHEOKOBA,
2014b, c. 53).

OpnuM i3 mepumx mpodeciiiHNX BTOPUHHNX
HAPOJHO-iHCTPYMEHTANIbHUX KOJNEKTUBIiB XapKo-
Ba, TBOPYICTb SKOTO YBUPA3HUIA Clel(iKy TpaH-
cMicii Tpaauuiit Ta 0cO6MMBOCTI iHTEpIPeTyBaHH
HOBaliif, craB ancaM6nb «Kopobeitauku» Xapkis-
cbkoi imapmonii (ctB. Hampukinmi 1950-x pp.),
i3 1975 p. ovomosanmit M. Cremtonom. Voro mo-
niteMOpoBuMit 3ByKooOpa3 (mompu Ta GasHu) Bif-
JI3€pKa/lNB XapaKTepHi TeH/eHIil MoaupikyBaHHA
teMmbpoBux HactaHoB HIAM y XX ct, y sxomy
«TIOYMHAIOTh (YHKIIOHYBAaTH TeMOPOBO-HEOAHO-
pinHi KaMepHi aHCaMO7i, 1110 00’ €XHYIOTh OaHAYPH,
unMbanu, [oMpu, banamaiku, 6asHu, aKOPHEOHH,
cominku, ro6oi, ey, KIapHeTy, pisHOMaHITHI
yrapHi» (Tenkin & Jeup, 2020, c. 296). Jonyyenus
M. CrewtoroM enextporitap i cuntesaropa (CHep-
KoBa, 2014) cTamo 3HAKOM eCTeTMYHOI, TEeXHid-
HO-BUKOHABCHKOI, )KaHPOBOI Ta CTUIBOBOI AU Qy3il
¢$onbKIOpHOI Ta ecTpafjHOI LAPUH, PO3LUIMPEHHS
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paHille yCTaeHOro (OMBKIOPHOTO 3BYKOBOIO
«I1071» HOBALiHUMM IHTOHEMaMM, PUTMOHEMaMI
Ta TAPMOHIYHMMY MOOYOBAMIU, ICKPAaBUMM TeMO-
POBUMM CIIOTYYEHHAMN, TEXHIYHO-BMKOHABCHKN-
MU HoBalisMu Tomio. TemMOpoBe pisHOMAHITTA
0yn0 71 BaroMmM «BMKOHABCHKO-TIOPOMKYIOUIM
YIHHMKOM — C(OPMOBaHA KOMEKTMBOM eCTpajHa
mopmikania HIAM crana iMmymbcoM 1o Tmopans-
1roi TpanchopMaliii 10ro ecTeTYHNUX, TEMOPOBHX,
BUpaXanbHUX ITapaMeTpiB. Lle BUABMUIOCA B [isA/Ib-
HOCTi aHCcaMO/mo HapoxHoi My3uku «Po3maii» Xap-
KiBcbKoi (inmapMoHil (cTB. y cep. 1990-x pp.), Tem6-
poBi 06pii sikoro (mompu, 6aHmypu, bamamariku,
CKPUIIKY, riTapy, 6astHL, Tepes’ sHi lyXOBi, KOHTpa-
6ac, y#apHi TOI[0) Ha PiBHI XYAOKHBOI MPAKTUKA
3aCBiYNIM TIOTEHI[iiiHy BapiaOeNbHICTh CKIAAiB,
penepryapHux IpiOPUTETIB, >XAHPOBOIO IO,
CTU/IbOBYX HACTaHOB HAPOJHO-iHCTPYMEHTa/IbHYX
aHcaMO7IiB.

PisHOMaHITTA eCTeTMYHMX Ta BUKOHABCHKIX
HacraHoB HIAM y xynbTypHOMY nOKyci Xapko-
Ba Bifgsepkamuao QyHKI[IOHyBaHHA JOr0 iHIIMX
mopmikauit. CrenudidHnii CMHTE3 aBTeHTH-
KU — TPajiulliii MySUKYBaHHA «TPOICTUX MY3UK»
Ta €CTPafHOr0, MacOBOr0 MY3MYHOTO MICTEITBA
BUPi3HAE TBOpUMit 006pas aHcambmo «Ipmapok»
(ctB. 1989 p., kep. B. eiiko) (6asH, ckpurka, ko63a,
loMpa, MaHfoNiHa, KOHTpabac, yapHi), Mapkepa-
MU SIKOTO € BipTYO3HMIT CTU/Ib 6AsTHHOTO BUKOHAH-
HA, ICKpaBa TeaTpais3alisd BUKOHABCTBA, caM06yT-
HICTb Ta HAI[{OHAJIbHUIT KOJIOPUT (BUKOPVMCTAHHS
TaKMX HapOJHMX IHCTPYMEHTIiB AK: KYBWYKHM, pi-
XOK, TpiCKauku, pybesb, MoKy, Oyrait, 6yxarno),
3aCTOCYBAHHS «II03aMY3MYHUX» TeMOpOBUX aK-
LIeHTIB (BMKOPMCTAaHHS MOOYTOBYX IIPEMETIB: Ipa
Ha IIIAIIKAX, TO/MTieTHIEHOBYX aKeTax TOILO).

DonbKIOpHA TOMiHAHTa BM3HAYA€ TBOPYI IIpio-
PUTETHU CTYAEHTCHKOTO IIOTITEMOPOBOTO aHCAMOTIO
«Croxxapy» XapKiBCbKOI lepyKaBHO] akafieMii Ky/b-
Typu (cTB. 2000 p., kep. O. CaBuupka) (1ymbany,
CKpUIIKY, OaHAypW, JIOMpa, COI/IKa, KOHTpabac,
6asH, ymapHi), oxpecneHi obpobkamm HapogHOI
MiCEHHOCTI Ta HEeOQONbKIOPUCTUYHUMYU TBOpA-
MU Cy4acHMX yKpaincpkux muriis (M. CrenroHa,
B. Ilonmapmroka, [. ITomivyka, I. Micpkoro, A. Mart-
BiltuyKa, A. [aiinenka, B. Imutpenka, 0. Kykysen-
Ka, 10. A/xnea) (Casuipka, 2020, c. 69).

CuHTes Tpajguiiil, HOBalill, CTUIbOBUX CIpS-
MyBaHb, TpaHCcQopMalil >KaHPOBYUX MOJe/eil BII-
3HAYal0Th MO3NII0 MONITeMOPOBOrO aHCAMOIIO
«[Tumban]lo» XapkiBcbKoi /Iep)KaBHOI aKafeMil
Kynbrypu (cTB. 2006 p.). OcHOBHMII CK/Iaf aHCaM6-
o (1yMban, 6aHaypa, foMpa, K003a) CUTYaTUBHO
ypi3HOMAaHITHIOIOTD YucleHH] ypapHi (6y60H, co-
TIi/IKQ, TPUKYTHUK, I3BiHOYKY, Tapinka). JisnpHicTh
«[Iumban]lo» BupisHsA€e NeBHA JOCTITHULIDKA KOM-
TIIOHEHTA — OpIi€HTAL[i HA PO3MIMPEHHS «3BYKOBUX
IapaMeTpiB», apoballis TeXHIYHO-BUPAKATBHOTO,
TeMOPOBOTrO TOTeHIiany Ko031-KoHTpabac (KOH-
crpykuis O. [Ipo6oras). 3aBasku 11pomy 36epira-
€TbCA KOHTUHYA/IbHICTh TPaguLiil BIOCKOHANEHHA
K063y, 3axmagenoi y XX cr. (H. JIymruem, O. He-
soBubarbkom, @. Ilamiem), Ta GopMyTbCS HOBI
aTOPUTMY NIEPEK/IA/IEHHA KIACUYHOI CIIA/IIVHN B
Pi3HOMAHITTI CTU/IbOBIUX i XKaHPOBUX ITAPAMETPIB.
BupakanbHi BMKOHABCBKI aKLEHTV y TBOPYOCTI
«[Iumban/lo» meTepMiHyIOTb 3aKpilIeHHA i CUH-
Te3 NPOBiIHNX penepTyapHuX crnpamysadb HIAM
(bonbKnOpHMIL, KIACUYHUI, eCTPaHWII) B aKaje-
Mi3yl04oMy 3abapBJieHHi, IVPOKa MajiTpa HeTpa-
IUIIHUX BIMKOHABCBKMX HPUIOMIB («MDXiHCTpY-
MEHTa/lbHa» TPOEKIsA CHenyupiYHNX PUITOMIB
TP, Tpa BCIIy), BUKOPUCTAHHS Pi3HOMAHITHOTO
PEKBISUTY Ta TAKIHHA 10 irpoBOI TeaTpamisaril.

TBopui HacraHoBM aHcaMbmio «3+2» Xapkis-
cbkoi dimapmonii (ctB. 1998 p., kep. . CHenkoB)
HaOyBalOTh BifoOpaXeHHsA Ha TeMOpOBOMY piBHi
y CIOTyYeHH] 3BYKOOOpa3iB pisHUX iHCTPyMeEHTIB
(mompa mpuMma, anbToBa i KOHTpabac, bamamarika,
CKpUIIKa, 0asiH, YHapHi), 10 BMOX/IUBIIIOE perpe-
3eHTallil AK (OMBKIOPHOTrO CIIAIKY B 00pOOKax, TaK
i TIepexnajieHHs CBiTOBOI K/IACYKY, TBOPIB Y CTUIIIC-
i pKasy i non-mysuku. Ha gymky JI. CHenkoBoi,
«aHcaMO1b “3+2” 3 1100 OpUTiHATBHUMY 3HAXIfKA-
Mu y cdepi HapofHO-aHCAMOIEBOTO BUKOHABCTBA
CTOAB Y BUTOKIB TEH/IEHLIl CTBOPEHHA HapOIHIX
iHCTpyMeHTa/IbHMX aHCAMOTiB 3 BYICOKOXYZ0)KHIMI
pesynbraramu» (CHenkoBa, 2014b, c. 51). 3okpema,
y TBOPYOCTi MONITeMOPOBOTO HAPOJHO-IHCTPY-
MeHTa/lbHOro aHcambmo «Ipoteck» XapKiBChKOro
HaIli0HA/IbHOTO II€arOTiYHOIO YHIBEPCUTETY IMEHI
I. C. CkoBopopu (cTB. 1999 p., kep. M. annmok)
(mompy mpuma, anproBa i KoHTpabac, 6Gamamait-
Ka mpuma, 6asH, yaapHi) GopMyoTbhcs HOBI 00pii
«TeMbpoBO-(akTypHOi BameHTHOCT» (IImromeHKo,



2021, c. 16), y siKMX ycTajeHi 3ByK0oOpasy Kmacuy-
HIX, QOTBKIOPHNX Ta CY4aCHNX eCTPAJHUX TBOPIB
Ha0yBal0Th HOBJX KOHIIEIITYa/IbHIX, CeMAaHTIIHIX
11 ipOHIYHMX aKIIeHTiB. 3a3HAYMMO, [0 JOTUYHOK
/10 BYUKOHABCTBA KOJMEKTUBY Ta TAKOI, IO CTaHO-
BUTb JI0T0 TeOpEeTUYHE MiIPYHTH, € HAYKOBO-/|0-
CHigHUIIbKA, IIeJaroriYHO-MeTOAMYHA [isTbHICTD
JI0TO YYaCHMKiB — Ieflaroris i HayKoBLiB M. [lanu-
moka, . Tanumok, B. Kikac, B. ®omina. ¥ xomi-
JIEKCI Lie MTPOK/Iafia€ HOBI LMIIAXM JiANBHOCTI IPO-
deciitnoro HIAM, nHa piBHi HaykoBoi pedrexcii
CIyTY€E YTBEPIPKEHHI0 HOBOI LIapuHu Jioro OyTTs,
II03HAYeHOI HiBEMIOBAHHAM €CTETUYHUX «KOPJO-
HiB» yCTa/IeHNX cdep MY3UYHOTO MICTELTBA Y CTH-
JIbOBMX MeXaxX KpOCCOBepy, Bil0VMBA€ TeH[EHIIilo
dopMyBaHHA B XYJOXHill IPakTHI Ta 06IPyHTY-
BaHHA B MY3UKOJIOITYHOMY JUCKYPCi JI0T0 HOBOTO
CTarycy MefiaTopa MK KyIbTypaMit B liaXpOHil Ta
CUHXPOHIi.

DopMyBaHHA TaKOIO CTATYCY 3 I04aTKOM XX CT.
B KY/IbTYPHOMY IIpocTOpi XapKoBa BifJ3epKalioe
3HAYYILiCTh iHIIOTO MOAYCY peanisalii MoTeHIjia-
ny HIAM. Ilpencrasiennii, 30KpeMa, B AifANbHOCTI
aHCaMOTiB 3aK/TafiB OCBITM MICTEILbKOTO CIpA-
MYBaHHA, Lieif MOfyC Mae (ONBKIOPHY OCHOBY Ta
pe3oHye 13 MyIbTUKYABTYPHUMM TEHIEHLIAMU
MeTaMOJIEPHY, eKCIIePVMEHTA/IbHICTIO TeMOpOBUX
CIIONyYeHb, IrPOBOKO TeaTpasisalliclo BMKOHABCTBA
Ta TSOKIHHAM [0 ecTeTMYHMX BuMipiB world music.
Tak, mikcToBa TBOpYa mosuiis ancambmio «Grey
Folk» (cTB. 2002 p.) (moMpa ambToBa, Gamamaiika
npuma, 6asH, 6aanaiika KOHTpabac) peanisyernb-
csl B cuHTe3l (OMBKIOPHUX OpPIEHTALiil, CTUIBO-
BUX BUMIpiB ION-KYABTYpPY, [Ka3y Towmo. fAckpa-
BIIT TeMOpoBIIT MiKc aHcamOmo «Becema 6Ganpa»
XapKiBCHKOIO HAIIIOHA/IbHOTO YHIBEPCUTETY MMC-
teyts imeni I. I1. Kornspescokoro (ctB. 2009 p.)
(ummbanu, 6GasH, Gamamaiika mpuma, Oamamarika
KOHTpabac), Bilf3epKanioo4M IMpolec aKajgeMi-
3allil HAPOIHUX {HCTPYMEHTIB, € TMM TeMOpOBUM
IPOCTOPOM, Y AKOMY BUAB/IAETHCA €CTETUIHMIA I10-
TeHI}ia/l K )KaHPY MepeK/IafieHb i «TeMOpoBOro Ie-
PEIHTOHYBaHHA», 30KpeMa KIaCUYHOI CIafLINHIA,
TaK i «ION-TIPO€eKLil» donbknopHoi Tpaguuil. Le
3YMOBJ/IOE€ BI3HAYEHHA [OCHiJHMKAMM BMKOHAB-
CbKMX HACTAaHOB KONEKTUBY fAK YTiE€HHA CTUIIIC-
TUKY KJIACUYHOTO KPOCOBEPY, «AKMUII NIPECTAB/IAE
c00010 CVHTe3 e/IeMEeHTIB KIIACHKIL, TIOII, POK, e/eK-
TpoHHOI My3uKi» (FOpuenko, 2017, c. 89). Hositui
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noctMopiepHi uyrsaxu 6yt HIAM ropye TBopUicTh
CTYeHTCbKOro ancamomo «Komopur» XapkiBcbko-
r0 HaIliOHaJIbHOTO YHIBEpPCUTETY MUCTELTB iMeHi
L. I1. Kornsapescobkoro (ctB. 2015 p., kep. S. [Tanu-
JII0K), TI03HAY€HA «ITOMPOBOIO IOMiHAHTOIO» (OMPU
IPUMU Ta a/bTOBA, aKOPAIEOH, OasiH, KOHTpabac),
BIPTYO3HICTIO BMKOHABCTBA, y sAKiil peasnisyerb-
cs1 KOHIIepTHWIT 06pa3 fompn i 6asHa. Pemepryap
aHCcaMOMI0 JIEMOHCTPYE PI3HOMAHITTA MPOEKLIit
cyyacHoro HIAM — Bix ¢donbkiopy mo mKasy Ta
TIOII-MY3UKM, AKi B HOBAL[VHIN J/IA CIyXal[bKOl
ayauTopil TeMOpoBill pempeseHTalii HaOyBawTh
IIOCTMOJIEPHMX BYMIPIB.

Axapemiunnit Mogyc MoHoTeMbpoBoro HIAM
y KyIbTypHOMY /0Kyci XapkoBa i3 KiHng XX cT.
TIpeJICTaB/IeHNII TBOPYOKO JisNbHICTIO AyeTiB Oas-
nicti I. JIumanupkoro ta JI. I'ypy, O. Mimenka ta
I. CrenkoBa. HoBaujifini Bumipu TBOpYOCTi fyeT-
HUX GopM PopMyBamICs B KOHTEKCT] (paxoBoi My-
3MYHOI OCBITH, IIO3HAYEHOI IOTY>XHMUM IIPOLLECOM
eBONIOL{i «KAHPOBO-CTIIBOBMX (POPM BIKOHAB-
CbKO-TI[IarOTiYHOIO penepTyapy: Bijj epeKnajieHb
10 OpUIiHANbHOI MY3MKM; BiJl MajMX J>KaHpPIB [10
KPYIIHUX; BiJl OpUTiHA/JbHOI MYSMKU — [O aBaH-
rapfiHOI; Bifl JOCATHEHb BITYM3HAHOI TpajuLil 1o
CBiTOBUX 3pa3KiB 6asAHHOI My3VKU; Bifj YHiBepcab-
HOCTI Ji0 mudepeHIianii BUKOHABCHKUX CTHUIIB»
(Crpinenp, 2021, c. 22). i Tenmenuii BusHa4mmm
CBifloMy cnpAMoBaHicTb fyery I. JIunmHuubkoro
1a JI. [ypu Ha yTBep/KeHHsA HOBOTO 3BYKOOOpasy
HAPOJIHOTO iIHCTPYMEHTa — fIK Y ITapaMeTpax BJO-
CKOHAJ/IEHOI TeXHiKM, PO3IIMPEHOT0 BYPAXKa/TbHOTO
TIOTeHIiaTy 6araToTeMOpOBOro TOTOBO-BIOOPHOTO
basHy, TaK i B aKaleMiYHOMY KOHIIEPTHOMY CTaTy-
ci pempeseHTaHTa TeMOPOBOIrO iHTepIpeTyBAaHHA
K/IaCYHOTO CIIAJIKY, BIACHUX IIepeKIajieHb TBO-
piB GombKIOpHOI TpajMLil Ta OpUTiHATBHUX TBO-
piB A4 fyeTy XapKiBcbKux MuTLiB A. [ajifeHka ra
M. Crentona (CHepxoBa, 2014a). PisHocnpsiMoBaHi
penepTyapHi OpiEHTUPY AyeTy BUSHAYMIN HAIpH-
mu tpancdopmarii HTAM — BceoxomHicTb sKaHpiB
1 TUIIIB MY3MYHOTO MUCTIEHHSA; POSIUVPEHHA TEXHi-
KO-BJIKOHABCHKOTO apceHaTy (30KpeMa HOBAIiiTHM -
MI IpUiOMaMyl — PMKOIIETaMM, TPEMOIO MiXOM,
HeTeMIIePOBAHMUM IJIiCaH/|0, TIePKYCItHUMHU edek-
TaMy, MiKpOJMHAMIKOI TOII0), 1[0 BMOXK/IVBITIOE
BU3HAYEHH: HayKOBLAMI OasHHOTO aHCaMO/IeBOro
pisnoBuny HIAM sk cTumo MucneHHdA, «AKui
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BUKOHYE €CTETUYHY Ta JyXOBHO-iHTE/IEKTYa/lbHY
conjiokynsrypHi ¢pyukuii» (Hedenos, 2018, c. 3).
baguunit gyet O. Mimenka ta I. CHenkoBa (cTB.
1979 p.) posumpyB o3HayeHi HampsAMu amnpoba-
11il (OMBKIOPHOTO Ta aKaJeMidHOro CHAJKy Cy-
MII[eHHAM KOMIIO3UTOPCBKOI Ta BUKOHABCHKOI
nignbHOCTL. IIpuTamanHa TBOpYil CIiBAPYXHOCTI
MY3SMKAHTIB TEHJEHLiA KOHIENTYyasisalil Hapoj-
HO-IHCTPYMEHTa/IbHOI MOETUKN MYSUKYBaHHs Ta
iHTeHCcnpikauil 6yTTA (eHOMEHy KOMIO3UTOP-
CbKO-BUKOHaBCbKol  iHTepmperanii  (CHepKoBa,
2014a, c. 384-388) Ma/a OCHOBOK ITOKA30BUIT /ISt
HapOJIHO-IHCTPYMEHTA/IbHOTO MICTELTBA  KYJ/Ib-
TYPHOTO /I0KyCy XapKoBa 3B130K BIKOHABCbKOTO,
KOMIIO3MTOPChKO-TIEPEK/IA/IALIbKOTO, MearoriyHo-
METOfIMYHOI0, HAYKOBO-[OCIIJHUIIBKOIO BMMIpiB
JISIBHOCTI J10TO MPEeCTaBHUKIB. Y 3B’A3KY i3 UM
O. MimeHko 3a3Hayae, 110 BUPAKAIbHI MOXIN-
BOCTI AyeTy 0asHICTIB «MOXYTb OyTH HaOMKeHi
710 XapaKTepy 3BYYaHH:A IPyN cUM(pOHIYHOrO Op-
KECTPy: CTPYHHO-CMMYKOBOI, JyXOBOI, y/JapHOI»
(Mimterko, 2000, c. 9). Ile 3acBiguye, 3 omHOTO
00Ky, popMyBaHHS Ta 3aKpiIlIeHHS TeHIEHLl op-
KeCTPajIbHOTO MO3MII{0BaHHA JYeTHOTO 6asgHHOTrO
BUKOHABCTBA, YCTA/IEHOCTI 110T0 (YHKI[IOHYBaHHA
B aKaJieMiYHOMY Xy/IO)KHbOMY IIPOCTOPI, Ta 3 IHIIO-
r0 — 3HAYYLICTh TEOPETUYHOTO i JOCTIFHUIIBKOTO
dynmamenty HIAM, sxa Mapkye itoro cnienndiky B
KY/IbTYPHOMY IIpOCTOPi XapKoBa.
PisHOCTIpAMOBaHICTD TBOpPUYMX Opi€HTALil —
iMaHeHTHa O3HaKa MOHOTEMOPOBUX HapOJHO-iH-
CTPYMeHTaIbHUX aHcaMOmiB. Y manmitpi HIAM
XapkoBa TBOpYa JiA/BHICT TPiO OGaHAYPUCTOK
«KymaBa» HarioHazbHOrO OpPMANYHOTO YHiBeEp-
curery Ykpaimm imeni fpocmaBa Mygmporo (cTB.
1996 p.) BUpIi3HAETHCS OPUTiHATIBHUM Ta HETPAM-
LiTHMM TiIXO7IOM 0 3ac06iB BMKOHABCbKOI BUpa-
Ka/IbHOCTI, TIOCTAHOBK! KOHIIEPTHMX IIPOTpaM Ta
OKpeMMX HOMEPiB, KOTOPUTHUX ACKPaBUX KOCTIO-
MiB, IifOOpPy penepTyapy, sKuil MiCTUTb 5K TBOPU
K/IACMYHMX 1 Cy9acHMX BiJOMUX YKPAIHCHKUX, 30-
KpeMa XapKiBChKIX Ta 3apyODKHIX KOMIIO3UTOPIB,
Tak i yKpaiHcbki HapopHi micHi (y cympoBogi 6aH-
JIYp Ta B aKaIelbHOMY BUKOHaHHi). Ti > YMHHUKN
BJIACTYBI 11 AisTTIbHOCTI TPio 6aHAYPUCTOK «30pena-
Ha», cTBOpeHoro y 2015 p. Ha 6asi Bemukoro Axka-
neMiuHoro Crno00XKaHCHKOTO aHCaMOMI0 IcHI 1t
TaHI[0. PenepryapHi pioputeTy 11boro KOneKTUBY
TaKOXX OKpec/eHi oOpoOKaMyt Ta KaBepBepCismMu

TBOPIB Cy4aCHMX IIOI-BMKOHABIiB, IyPTiB, aBTOP-
CbKMMI KOMIMO3uLisiMi. TBopuicTb XapKiBCbKOTO
liraproro Ksaprery (ctB. 2008 p.), po3kpuBaodn
HOBAL/IHNII MOTEHIia/ aHCaMO/IeBOrO TiTapHOTo
MIUCTELTBA, BUPISHAETbCA TAXKIHHAM JO CTUIIBO-
BOTO €KCIEPUMMEHTA/Ii3My Ta YCTalEHICTIO «KOM-
IO3UTOPCbKO-BUKOHABCBKOTO» MORYCYy — CIIpA-
MOBAHICTIO Ha IIONIOBHEHHSA penepTyapy TBOpaMI,
HaIMICAHUMM CIIelianbHO Ams aHcambmo. [Ipene-
JeHTaMI 3/IUTTA LUX TeHJIEHLiN € TaKi TBOPY, fAK:
“Colours of noise” B. boratupnosa, y sikoMy apce-
HaJl MOBHO-BMPaXKaJIbHUX MOXX/IMBOCTEN TiTapHO-
ro KBapTeTy IONOBHIOKTH KOTOPUCTIKA, KOMaXKHA
TeXHiKa, aTOHAJIbHICTh, eleMeHTH popekadoHil i
IyaHTWUIi3My, XPOHOTOMIIYHi edexTn, MiKpomu-
HaMiKa, TOKETHa TeXHiKa, PI3HOMAHITTA WITPUXiB
BuKoHaBcTBa; “Harmless IV” A. Kacrinba-Asinm,
AKUI ypiSsHOMaHITHIOE 00pii cyJacHOro rirapuamy
6iToHaM1, XaMepOHaMI, PO3LIVPEHVIMMU TeXHIKaMu
rpy, MIKpOTOHA/TbHUMY eeKTaMmy, iMiTalieo Bu-
KOHaBCbKMX NIPUIIOMIB Ha e/leKTporirapi; «Mipax
nyxy» P. Kamepona-Bynbda, mosHauenmii maHy-
BaHHAM MikpoToHanbHOI TexHiku (Tpsuos, 2020,
c. 170-172), «lllnax mucemHocT» A. AHppyIIKa y
(broXH-cTHICTHIH. AKTUBHA anpoballis riTapHuM
KBapT€TOM MOBHO-BMPA)Ka/JIbHMX HOBAIiil CIyIy€e
cBig4enHAM onaHyBaHHA HIAM HOBMX LapuH My-
3UYHMX MOBJM Ta MUC/IEHHH, 110 Ha/jae IOMy CTa-
TYCY PENpe3eHTaHTa MY/IbTUKY/IbTYpPHUX NOIIYKiB
CYYaCHOCTI.

BucHoBku. MeHTaNbHO leTepMiHOBaHe Ta TeMO-
paNbHO pi3HOMaHITHE HAPOJHO-IHCTPYMEHTA/IbHE
a”cambeBe MucrenTBo Ha Mexi XX-XXI cr. mo-
CTae AK CaMOJOCTATHI/l KOMIIOHEHT KY/JIbTYPHOIO
NpoCcTOpy XapKoBa, SAKUIl Y KaHPOBO-CTUIHOBO-
MY, TeMOpOBOMY, BMKOHABCHKOMY Pi3HOMAHiTTi
Biff0MBAa€ IMaHEHTHY MY/IBTUKYIBTYPHY CYTHICTb
mertamopepHy. HabyBatoun po3BuTKy B npodeciii-
HilT apuHi Ta B KOHTeKCTi paxoBoi ocsity, HIAM
XapkoBa i3 ipyroi nonosyuHyu XX CT. II0CTa€ B MO-
HOTeMOpOBill Ta NONiTeMOpOBill Mopudikauiix,
IIEMOHCTPYI04N Iporec TpaHcdopmanii ecTeTmd-
HIIX, JKaHPOBO-CTU/IbOBMX, TeMOPOBMX Ta TEXHid-
HO-BIKOHABCbKMX TapaMeTpiB Ha OCHOBI Amdysii
onbKIOpHOI, akafeMiyHOl 71 ecTpajHOi ILapuH
MY3WYHOTO MMCTeLTBa. 3a BapiabembHOCTi opm
i ckmafiB, 3arabHOMY TSKiHHI 10 PO3IIMPEHHA
3ByKoBux mapamerpis HIAM rem6poBumu Mapke-
paMy aKafleMi4HOI TpajuLii Ta HeTpafULIIHIMIY,



30KpeMa «I103aMY3UYHVIMI» 3BYKOBVIMM aKLIEHTaMI,
HapOJIHO-IHCTpyMeHTa/IbHi aHcaM6/1i XapKoBa I1o-
€[JHaHi TaKVMI O3HaKaMU, IK: BIPTYO3HICTb; CIIpA-
MOBAHICTb Ha PO3LIMPEHHS TeMOPOBIX, COHOPHUX
00piiB, PpakTypHUX 00piiB, TEXHIKO-BUKOHABCHKO-
To apceHany (30KpeMa HOBAL[ITHIMM IIPUItOMaMu);
anpoOallis HOBMX YZIOCKOHAIEHUX MOpMQikari
TPAAULIITHOTO IHCTPYyMEHTAPII0; TAKIHHA 10 TeMO-
pOBO-(aKTYpHOTO iHTepIpeTyBaHHA KIACHYHOIO
CBITOBOTO Ta HAL[iOHA/IBHOTO CIIAZIKY J1 pO3IIVIPEH-
Hs JKaHPOBO-CTI/IbOBMX OOpIiiB OpuriHa/MIbHUMU
TBOpPAaMI CYYaCHUX YKPaIHCBKUX, 30KpeMa Xap-
KiBCBKMX, MUTLIB. Y Pi3HOMaHITTi TBOPYMX Opi-
€HTaLill HAPOJHO-IHCTPYMEHTaTbHUX aHcaMO7iB
XapKkoBa BMABIAIOTbCA TaKi IPOBiJHI MORYyCH,
AK: 30epeXXeHHS aBTEHTUYHNX HACTAHOB MY3MKY-
BAHHS, YTBEP/PKEHHsA 3HAYYIIOCTi (OMBKIOPHOL
pemepTyapHOl fjoMiHaHTH; akafeMisania HIAM,
BISIBIEHA B YTBEP/PKeHHI HOBUX 3ByK00oOpasiB Ha-
POJHOrO iHCTPYMEHTApil0, 3HAYYIOCTI aKajeMid-
HOI CKJIaJi0BOI penepTyapy Ta CTUIbOBYUX HOBALlil
TOLO; TAXKIHHA [0 CYTOMOCHUX MYIBTUKYIBTYP-
HVUM CIPAMYBAHHAM i1 ipOHIYHOCTI CBITOITIAHOI
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NApajuIMI MeTaMOJepPHY TeMOPOBOIO eKCIIepH-
MEHTajIi3My, irpoBOI Tearpaiisalil BUKOHABCTBa,
ecreTmyHux BuMipiB world music i crumictuku
KpoccoBepy. XapakrepHow osHakoro HIAM vy
Ky/IbTYPHOMY IIpocTOpi XapKoBa € CyMillleHHA BU-
KOHABCbKOi, KOMIIO3UTOPCHKOI, HAayKOBO-JOCTIiJI-
HUIIPKOI Ta IIeNaroriyHO-MeTONMYHOI Mis/IbHOCTI
JIOTO TIpeACTaBHMKIB, 10 3a0e3ledye IUTiHICTD
TBOPYMX IOIIYKIB y MeXaX XYJOKHbOI IPAKTUKIL.
BusiBneni ocobmmBoCTi TBOPYOI [IisbHOCT] HApOf-
HO-IHCTPYMEHTA/IBHIX aHCAMOJIB Y KYJIbTYPHOMY
npocropi XapKoBa 03BO/IAITH MO3ULII0BATY ii AK
TaKY, 10 3aCBIJUYIOTb YCTa/lIEHICTb HOBOTO CTATYCY
HIAM sax mepiaTopa MiXK KyIbTypaMmu B JliaxpoHii
Ta CMHXPOHIi, HOCIA Micii IIiJHeCeHHA HAPOIHO-1H-
CTPYMEHTA/IbHMX TPafULIi i IIOMIYKy HOBaLiHMX
IIAXIB IX yTiNEeHHA.

[lepcrexTVBY NORANBIUINX JOCTIKEHb OB A-
3aHi 3 BUABJICHHAM OCOOMMBOCTEN BTIIEHHA MiK-
KYIbTYPHOTO Jiajiory B JiaXpOHil Ta CUHXPOHii B
KOHTEKCTI HalliOHa/IbHOTO Cy4aCHOIO HapOIHO-iH-
CTPYMEHTAIbHOTO aHCaMO/IeBOTO MIUCTEIITBA.
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Fu Xinbin. Virtual choir: between technical and
aesthetical

The relevance of the article. The relevance of the
research topic is determined by the extraordinary
popularity of the remote form of joint choral performance
in contemporary musical culture. The virtual choir is a
fairly new, but already very widespread form of music-
making, which is gradually acquiring new characteristics
and functions compared to those that were inherent in
its early days.

The main factors of the development of the virtual
choir phenomenon can be divided into “evolutionary”
(the digitalization of art; the interest of performers in
new forms of music making; active development of art
therapy and inclusive art practices) and “revolutionary”
(the COVID-19 pandemic and the Russian-Ukrainian
war, which, although more localized than the pandemic,
involves a very large number of choirs that have been
unable to work as usual).

The latter two factors have led to a quantitative
explosion of virtual projects, as well as significant changes
in their focus, structure, functions, and composition
of performers, etc. that require appropriate scientific
understanding.

The purpose of the research is to analyze and
systematize existing studies of the virtual choir and to
make up a strategy for its comprehensive research.

The methodology. The study of the available scientific
literature on the phenomenon of the virtual choir
was carried out using the tools of systematic, textual
comparative and comprehensive analysis.

The results. The main scientific works on the virtual
choir are systematized in four main areas: socio-
psychological, technical, didactic and historical. It was
found that musicology, choral studies and interpretation
aspects have been studied very briefly. Most of the works
reveal certain inaccuracies in the presentation of the
history of virtual choral performance (except for Cayari),
as well as some contradictions in the results of previous
studies. In addition, the article raises the question of the

conformity of the studied phenomenon with the concept
of “virtual choir”.

The scientific novelty. For the first time, the research
provides a systematic review of scientific papers about
the virtual choir, revealing the current trend towards the
study of non-musical aspects.

The practical significance. The materials of the
article can be used in practical activities of conductors
and choristers, as well as in the educational process
of training conductors, choirmasters and vocalists in
conditions of remote work.

Conclusions. Scientific comprehension of the
phenomenon of the virtual choir is active, but rather
limited. Most often, it acts as a certain aesthetic
phenomenon that should replace (mostly temporarily)
the work of “live” choirs during social cataclysms that
limit the possibility of creative communication between
people. That is why the most relevant areas of research
are socio-psychological and technical. At the same time,
many works raise the question of the legality of using the
term “virtual choir” for this multimedia activity, which,
according to experts, has little in common with both
the choir and virtuality. As a matter of fact, the lack of
musicological, choral, interpretological investigations,
typical for traditional choral activity, revealed within the
scope of this study indirectly confirms this idea. The first
step on the way to further scientific development of this
topic should be a multi-faceted analysis of the current
activity of virtual choirs.

Keywords: choral art, digitization of art, virtual choir,
choral ~ performance, remote rehearsals, audio-video
recording, editing.

@y Cinv6inp. BipTyampHuii Xop: MK TEXHIYHIM Ta
€CTeTHYHIM

JlocmimyKeHH: MICTUTD aHa/Ii3 HAyKOBMX IIpallb, IIPH-
CBAYEHUX (peHOMEHY BipTYalbHOTO XOpY, AKMil cop-
MyBaBca ¥ 2009 p. Ta mig dac mangemii COVID-19 Ha-
6yB BUOYXOBOrO pO3BUTKY. 3piliCHEHO Kmacuikaiio
OCHOBHIUX aCIIeKTiB BNBYEHHS BipTYa/lbHOIO XOpY;

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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03HAY€HO, 1[0 HAJOLIBIIOro IOLIMPeHHA Habym1 co-
Iia/IbHO-TICUXOJIOTIYHI, TeXHIYHI Ta OUAAKTUYHI. Bojm-
HOYAC aKI[eHTOBAHO, IJ0 MY3MKO3HaBYi, XOPO3HaBYi Ta
inTeprperaniiini mpobnemu y cdepi BipTyanmpHOro xo-
POBOTO BUKOHABCTBA PO3IVIAMAINCA JOCUTD 0OMEXEHO,
aicropiyHi 371e61MbIIOTO MiCTATD HEIIOBHY 400 HETOYHY
indopmariito. BusBieHo feski cynepedHoOCTi B pe3yb-
TaTax MOIEPENHIX JOCIPKEeHb BIVIMBY yYacTi y BipTy-
alIbHOMY XOpi Ha ncyxodisionorito criBakis, OkpecneHo
TeBHi IIpo6/IeMH BifiIOBITHOCTI SIBUIIQ, sIKe TOCTIIKY-
€TbCA, 110T0 TommpeHiit gediHimii «BipTyanbHMIl XOp».
KmtouoBi coBa: xopose mucmeymso, 0idxumanizayis
Mucmeymea, 8ipmyanvHuil xop, xopose 8UKOHABCMBO,
Oucmanyitini penemuuii, aydiosioeo3anic, MOHMA .

The relevance of the article. The relevance of the
research topic is determined by the extraordinary
popularity of the remote form of joint choral
performance in contemporary musical culture.
The virtual choir is a fairly new, but already
very widespread form of music-making, which
is gradually acquiring new characteristics and
functions compared to those that were inherent in
its early days.

The main factors in the development of the virtual
choir phenomenon (as well as virtual performance
in general) can be divided into “evolutionary
factors” and “revolutionary factors”. “Evolutionary”
ones existed for a long time and gradually formed
the prerequisites for the emergence of virtual forms
of performance. Including:

1) Digitization of art.

2) Performers interest in new forms of music
making.

3) Active development of art therapy, as well as
inclusive art practices.

“Revolutionary” factors arose only starting from
2020 and are associated with “external” expansion
for art:

1) the COVID-19 pandemic;

2) the Russian-Ukrainian war, which, although
it has a more local character compared to the
pandemic, nevertheless covers a very large
number of choirs that were left without the
opportunity to work in the usual mode.

The last two factors led to a quantitative burst
of virtual projects, as well as significant changes in
their direction, structure, functions, composition
of performers, etc, which requires appropriate
scientific understanding.

Problem statement. Virtual choir as a cultural
phenomenon was initially considered purely
narratively, but with the actualization of the use
of this method of performance, technological
issues came to the fore. However, in reality, the
virtual choir phenomenon has a much wider range
of issues. Questions of philosophical, cultural,
aesthetic, sociological, psychological, and even
therapeutic aspects of its being are already arising.
From an uncommon digital oddity, virtual choir
has grown into a bright phenomenon of musical art,
the scientific understanding of which, despite the
large number of various publications, is insufficient.
Therefore, the purpose of the article is to analyze and
systematize existing research on the virtual choir, to
form a strategy for its comprehensive research.

Analysis of recent research and publications.
In the international practice of art studies, there
are several major approaches to the study of the
virtual choir (by prevalence): historical, socio-
psychological, technological, didactic.

Although the historical approach is present in
almost every work devoted to the virtual choir, it
is mostly implemented through the description of
the facts of the existence of E. Whitacres projects
(in almost every article). However, in only one
work, the prerequisites for the emergence of the
phenomenon of the virtual choir in the conditional
“pre-Whitacre” period (Dr. Cayari, 2020) have been
determined, and there are no systematic further
studies of this phenomenon.

The socio-psychological aspects of the activities
of the participants of virtual choirs involve the study
of the nature of creative collaboration (Galvan &
Clauhs, 2020), the psychophysiological features
of the creative process (Grebosz-Haring et al.,
2022) and its impact on the mental health of the
participants (Fancourt & Steptoe, 2019; Wardani,
2022; Wardani & Suyajai, 2023) changes in the social
well-being and behavior of virtual choir singers
(Paparo, 2021).

The technological approach is represented by
works that directly consider the process of creating a
virtual choir, analyze technical means, software, etc.
(Statkus, 2022). Among such studies, the article by
a group of Polish authors (Mrdz et al., 2022) and a
collective study by British scientists, which includes
not only the specified aspects, but also a typology of



different methods of creating a virtual choir, taking
into account their characteristics and impact on the
participants (Daffern et al., 2021).

The didactic approach was formed in the context
of the 2020 lockdown and has a dual orientation. One
direction of research is devoted to the transition of
educational choirs to a remote form (Kachurynets,
2020; Mykhailova, 2022; Sukhetska, 2023), the
second is the use of virtual choir technologies to
create synthesized musical samples for learning
(Eren & Oztug, 2020; Lariccia et al., 2021).

Apart from the main approaches to the study
of the phenomenon of the virtual choir, it is also
possible to note some interdisciplinary works
dedicated to the visualization of such performance,
in particular, the study of the multimodal space
formed in the final virtual work (Kerry, 2022).

It is surprising that the actual musicological,
choral and interpretative aspects are almost
not developed. The musicological analysis of
E. Whitacre’s compositions was carried out by
I. Shatova (2021), certain features of the choral
approach to the activity of the virtual choir are
outlined in the work of O. Sukhetska (2022),
the comparative analysis of virtual and concert
performances of E. Whitacre’s Lux Aurumque is
presented in the article H. Savelieva (2021).

Presentation of the main research material.
Most researchers believe that the virtual choir was
invented and first implemented by Eric Whitacre.
But that is not so. Similar projects were created long
before his “Lux Aurumque’, as the musicologist
Christopher Cayari (2020) competently describes
in his documentary “The History of Virtual Choirs”.
He believes that the first significant act of combining
the singing of people who are not only at a distance
in space, but also in time, was the Grammy Award-
winning song “Unforgettable”, which the singer
Natalie Cole performed in 1991 accompanied with a
recording of her father Nat King Cole, who had died
more than 30 years before this performance.

C. Cayari also emphasizes that the creative activity
of the Irish singer Enya already in 1992 includes
the use of numerous own vocal tracks imitating a
choir. Nick Pitera, a famous American singer and
YouTuber who liked to perform various parts of
duets, in 2007 received a software opportunity to
combine the simultaneous performance of two parts
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in a duet with himself. Visually, he used the method
of split-screen (which is very similar to the modern
practice of “windows” with performers of a virtual
choir). Producer Kurt Hugo Schneider, on the
contrary, when recording vocal “clones” preferred
the effect of a common space. He avoided splitting
the screen by combining frames shot on a green
background (chroma key technology), due to which
the effect of the simultaneous presence of all “clones”
in one frame was created. For example, this is how
the singer Sam Tsui (Samuel “Sam” Tsui) is recorded.
Soon, joint projects of various artists appeared, who
sang while synchronizing their separately made
recordings. The “Disney” corporation even held
contests to attract fans to create virtual covers of
popular Disney tunes.

In his film, Christopher Cayari emphasizes that
the genre-style palette of such virtual projects
included both pop music and classical music, which
could be performed both by an a cappella choir and
accompanied by an orchestra.

In 2008, the artistic multimedia movement
“Playing for Change” was born, which combined
musicians from different countries in one
composition, and Julien Neel recorded a track with
his collaborators, who sang in 8 different countries.

In 2009, large virtual projects began to appear,
one of which was the performance of E. Whitacre's
work “Sleep’, initiated by Scott Haines. It was he
who became the editor of Eric’s first project Virtual
Choir 1.0 “Lux Aurumque”.

Thus, Eric Whitacre’s virtual choir was actually
not the source and beginning of the existence of a
new musical phenomenon, but a natural peak of
its development, prepared by many processes of
“evolutionary” nature. All attempts at virtualization
directly depended on the emergence of technical
possibilities to record and combine sound tracks
without too much trouble, and the very principle of
such a combination of sounds was already familiar
to the field of cinematography for more than a
decade, in which sound editing developed almost
from the very beginning of its existence.

The value of Christopher Cayari’s documentary
also lies in the fact that it does not stop at the
significant success of E. Whitacre, paying attention
to the further spread and development of virtual
choral practice. In particular, he outlines the later
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hybrid projects, where remote performers or their
recordings were used in the “live” concert of the
choirs.

The main achievement of the virtualization of
choral performance was the opportunity to unite
talents from different countries, religions, cultures
and traditions. In 2020, this need became relevant
due to quarantine measures around the world. Since,
with the appropriate equipment, performers could
now participate in the project without leaving their
homes, it allowed overcoming geographical, social,
cultural barriers, as well as physiological limitations.
Due to this, the issues of its socio-psychological
impact also came to the fore in scientific studies of
the virtual choir phenomenon.

In the spring of 2019, the results of a study by
Daisy Fancourt and Andrew Steptoe on the impact of
participation in a virtual and “live” choir on a person’s
psychological state were published (Fancourt &
Steptoe, 2019). The authors were interested in
whether the experience of social presence in a
virtual choir is identical compared to live musical
experience? The experience of 1158 virtual choir
singers (in collaboration with Eric Whitacre and
his team) was compared to that of 1158 live choir
singers using propensity score matching based on
a range of demographic, social and musical factors.
It was found that participants in the virtual choir
experienced more social presence than participants
inlive choirs, and they also used less general emotion
regulation, avoidance strategies, and approach
strategies. They used self-development strategies
significantly more. This generally positive result for
supporters of the virtual choir was not confirmed in
other studies in the future.

In October 2020, the American Choral Conduc-
tors Association released the work by D. Galvan and
M. Clauhs, “Virtual Choir as Collaboration” (Galvan
& Clauhs, 2020). By surveying the participants and
observing their social behavior, the researchers
analyzed the experience of two virtual student
groups created by them. The results showed that with
a fairly high level of satisfaction with the process,
virtual collaboration is very different from “live”
communication. Many choristers noted that it was
very difficult for them to sing alone, because they did
not feel the presence of others, nor could they hear
their singing. Some of the participants emphasized

the importance of the ability to rely on one’s own

self-esteem, when the singer is forced to be both a

teacher and a student. However, opinions were also

expressed that “nothing can replace the physical

feeling, action and sonority of a performance in a

choir, although this experience still conveyed the

beloved essence of joint work” (Galvan & Clauhs,

2020, p. 15).

The American researcher Steven A. Paparo
(2021) was looking for answers to 4 main questions
for the participants of E. Whitacres virtual choir.
With the help of an anonymous online survey, he
tried to find out from 312 singers (mostly amateurs)
the following:

1) What did the participants get from their
participation?

2) What did they learn about their voices and
themselves as performers?

3) How did they perceive the similarities and
differences between face-to-face and virtual
choirs?

4) How has participating in a virtual choir affected
their current and future participation in choral
music?

He noted: “The results show that respondents
experienced a sense of personal satisfaction and
global connection. A virtual choir has opened up
opportunities for those unable to participate in in-
person choirs due to geographicisolation, scheduling
conflicts, personal disabilities, and listening barriers.
For many, watching their performance on video
was a new experience and led to mostly negative
criticism of their own voices” (Paparo, 2021, p. 9).
It is very important that “respondents identified
a lack of musical and social interaction between
themselves, the conductor and fellow singers, as well
as a lack of embodied experience of participation in
an ensemble” (Paparo, 2021, p. 9). In general, from
the answers of the respondents, it seemed to the
researcher that participation in the virtual choir
seemed to “encourage participation in future choral
singing” (Paparo, 2021, p. 9).

At the beginning of 2022, a group of authors
led by Katarzyna Grebosz-Haring presented a
pilot study, the purpose of which was to study “the
psychological and biological effects of choral singing
on children and adolescents, as well as to compare
the psychobiological effects of in-person and virtual



choral activities of children and adolescents before
and after the acute phase of outbreak of COVID-19
and due to the quarantine in Austria” (Grebosz-
Haring et al,, 2022, p. 11).

The analysis was carried out with the help of
various tools for assessing the condition of the
test subjects: saliva and hair samples for cortisol
content, psychological tests and surveys that helped
determine the level of stress, changes in self-esteem,
satisfaction, etc. “Subjective indicators (momentary
mood, stress) were taken before and after singing
once a week. In addition, salivary biomarkers
(cortisol and alpha-amylase) and the amount of
social contact before and after singing were assessed
every two weeks. Psychological resilience, self-
esteem, emotional abilities, and levels of chronic
stress were measured at the beginning of in-person
singing, as well as at the beginning and end of virtual
singing” (Grebosz-Haring et al., 2022, p. 1).

The authors noted a positive effect on mood after
any form of participation in choral singing. However,
over time, in-person singing showed a decrease in
the “stress hormone” cortisol, while virtual singing
showed a modest increase.

The Indonesian scientist Indra Wardani raises
the question quite acutely in her latest research.
In 2022, she held interviews with two conductors
“to understand the state and dynamics of online
rehearsals and virtual human performance”
(Wardani, 2022, p. 105). In the process of research,
she identified three important topics regarding the
work of virtual choirs:

1) the role of the virtual choir in the continuity of
choral classes;

2) the impact of virtual choir technology on
reducing the role of individuals;

3) lack of personal social interaction to increase
empathy.

In 2023, in another work, she wrote: “.. as
practice shows, in a virtual choir, musical elements
are reduced in many ways: the reduction of the
musical goal, the impossibility of achieving a
certain choral standard, moreover, the noticeable
role of technologies that push away singers and
conductors” (Wardani & Suyajai, 2023, p. 69). She
recognizes virtual rehearsals as a tool for preserving
the continuity of the team’s activities in the pandemic
and as a flexible tool for attracting singers who are
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unable to attend rehearsals, but emphasizes the
lack of experience of personal social interaction. In
addition, she notes that the concept of “virtuality”
in the definition of the phenomenon under
consideration is quite conditional. Virtual reality
requires other prerequisites, a sense of presence in
another place, simulated sensory experiences.

The researcher is particularly concerned about
the observation of a decrease in the development
of empathic abilities of singers during online
rehearsals. In her opinion, they leave very little
scope for advanced recognition of gestures and facial
expressions between participants and conductors of
a virtual choir, although they are necessary for work
in a “live” choir.

I. Wardani also focuses on certain limitations
of remote choral activity, which is extremely
critical to the quality of the Internet connection,
the performance of the device used during
recording, the acoustic context in the room where
the recording takes place, etc. The researcher quite
rightly points out that an important aspect of choral
singing is the singer’s feeling of his own voice as a
part of a whole, achieving timbre balance, etc. If ina
“live” choir singers harmonize their sound with the
general performance, then in a virtual choir all the
mentioned aspects lose their meaning, because they
can be software-adjusted by audio and video editors.

“Virtual choir provides full access to editing, from
pitch correction and time delay, volume control and
vocal effects to voice panning to create a 3D feeling
as if the singers were in a certain stage position
[...] Now when audio-video editing has become so
sophisticated that the singers can perform only the
minimal musical aspect and still produce a quality
virtual choir video, can we say that a virtual choir
is more of a digital media art than a choir as such?”
(Wardani & Suyajai, 2023, p. 70).

The issue of the technical implementation of
virtual choral projects has been briefly considered
in many works, but they acquired the most powerful
systematic consideration in the study of a group of
scientists from Gdansk (Mroz et al., 2022), who not
only offer a fairly detailed technical instruction on
creating ambisonic (three-dimensional) sound, but
also carry out a certain systemological reflection,
distinguishing the stages of work on the piece of
art (preparation for remote audiovisual recording;
formation of technical requirements; direct
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recording of musicians; post-production of the
soundtrack; post-production of the visual backing).

Feedback from English choristers and facilitators
who participated in the creation of virtual
choirs during the pandemic lockdown in 2020 is
systematized in the work of British authors (Daffern
et al, 2021). They determine that there are three
main technical models of virtual choir functioning:

1) multitrack — recording of individual solos,
which are then combined into a general choral
sound;

2) live broadcasting — connecting people to the
live broadcast through social networks;

3) live teleconference — singing and communi-
cating in real time using appropriate programs.

The virtual choir is a phenomenon that can be
called “omnivorous” as to the repertoire. Perhaps
that is why so far, we are aware of so few scientific
works devoted to the musicological analysis of
performed works. In this sense, Iryna Shatovas
article (Shatova, 2021) attracts attention, in which
she defines the main features of Eric Whitacre’s
musical language in his virtual projects. The
researcher notes that defining the composer’s style
is somewhat difficult. His harmonic thinking can
be classified as neotonal (pantonal, posttonal), but
“Eric Whitacre’s works are in line with the American
tradition, sometimes reminiscent of Samuel Barber’s
works, and sometimes of Charles Ives” ones, but
his approach is always original. In his spectacular
choral works, the composer is not afraid of unusual
harmonies, stylistic eclecticism, or experiments
with electronics” (Shatova, 2021, p. 21).

A number of scientific publications by Oksana
Sukhetska (2022, 2023) demonstrate a fairly deep
choir study approach. She has the idea to compare
how the elements of choral sonority function in real
and virtual choirs, but the presented conclusions
about the existence of a significant identity raise
certain doubts. Also, the researcher believes that
remote activity can be effective in the process of
development of a really existing choral collective,
with which, taking into account the above arguments
of foreign authors, one can only partially agree.

Since virtual choirs usually perform compositions
that are not repeated, it is rather difficult for
scientists to look at the performing aspect in this
musical field. However, Hanna Savelieva managed
to do this, who conducted a detailed and thorough

comparative analysis of the performances of
E. Whitacre’s work “Lux Aurumque” under his own
conducting in virtual and real performance, as well
as the performance of this piece by the student choir
of Kharkiv National University of Culture and Arts
(Savelieva, 2021).

The didactic aspect mentioned at the beginning
of this article is of quite large-scale, and mostly
of Ukrainian authorship, because due to the
circumstances, the virtualization of musical
performance became the only way of collective
music making in the conditions of the lockdown,
and then the Russian-Ukrainian war. On the one
hand, the creation of virtual projects is currently the
only form of existence of many collectives, on the
other hand, the technical achievements worked out
in the practice of virtual choirs are effectively used
to ensure the methodical component in the work of
choral collectives (for example, sound samples of
musical scores being studied).

Conclusions. The analysis of studies devoted to
the virtual choir has shown that the history of this
phenomenon does not begin with Eric Whitacre’s
work, but the great merit of the composer is in
demonstrating the hitherto unattainable level of
aesthetic design of a media work of this type. It was
the high example that encouraged people to join E.
Whitacre’s projects, imitate his practice and study it.

Scientific comprehension of the phenomenon of
the virtual choir is active, but rather limited. Most
often, it acts as a certain aesthetic phenomenon
that should replace (mostly temporarily) the work
of “live” choirs during social cataclysms that limit
the possibility of creative communication between
people. That is why the most relevant areas of
research are socio-psychological and technical. At
the same time, many works raise the question of
the legality of using the term “virtual choir” for this
multimedia activity, which, according to experts, has
little in common with both the choir and virtuality.
As a matter of fact, the lack of musicological,
choral, interpretological investigations, typical for
traditional choral activity, revealed within the scope
of this study indirectly confirms this idea. The first
step on the way to further scientific development of
this topic should be a multi-faceted analysis of the
current activity of virtual choirs.
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JTto Ien. Crendpika BoKanbHOI MiTOTOBKH Ta Ire-
paroriyna fisnpHicth C. }0. MorTe B XapkiBcbkoMy
My3nuHoMy yunmmi (1885-1901)

Y crarTi posriagaerbes crenygika BOKaIbHOI M-
rotoBky B knaci criBy C. [0. Morre B XapkiBcbKomy
MysuyHoMy yummmmi (XMY) npotarom 1885-1901 pp.
HlocmipKyoTbcs AK piBeHb BOKA/IbHOI MaliCTEPHOCTI
C. Mortre, 10 CTaB MiAIPYHTAM [/ OCMMUC/IEHHS Me-
TOZMKM POOOTH 31 CIIBOYMM TOZIOCOM, TaK i podeciii-
Hi IiAXOAM IIefjarora [0 BOKAJIbHOI Mi/ITOTOBKM YYHIB.
Haronouryerbcs: min vac pgisnbrocti B XMY C. MorTe
HpOsBM/IA TEHAroTiYHMil XUCT, BUXOBYIOUM IIPOTATOM
BU3HAYEHOIO TEpPMiHy I Y MeXaX perlaMeHTOBaHOro
OCBITHBOTO TIpoLecy (axiBIiB, CIPOMOXHUX Ha JO-
CTaTHbOMY IpodeciiiHoMy piBHi yCHilIHO 37i/ICHIOBATI
BIMKOHABCbKY ¢yHKIio0. Takuit piBeHb BMXOBAHHSI 3a-
Oe3medyBaBcs ONpPAILIOBAHHAM TOJIOCY HA MY3UYHOMY
MaTepiasi, AKWil CTAHOBM/IN: IHCTPYKTMBHI TEKCTH i IO-
IyIAPHNI Ha KOHLIEPTHII CLieH] KaMepHMII perepTyap,
sAKi 3abesIedyBamy TEXHONOTI0 IOCTAHOBKM TOOCY i
OIaHyBaHH: KYJIbTYPOIO CIiBY, Ta €BPOIEIIChKA OllEpPHA
MY3JKa AK KpUTePiil BOKaIbHOI MaJICTepHOCTI.

KniouoBi coBa: My3uuHe 8UKOHABCIB0, 80KATIbHA nio-
eomosxa, C. Momme, 8UKOHABCOKA npakmuxa, cnis, pe-

nepmyap.

Liu Peng. The specifics of vocal training and
pedagogical activities of S. Yu. Motte at Kharkiv Music
School (1885-1901)

The purpose of the publication is to determine the
specifics of vocal training in S. Yu. Mottes singing class
at Kharkiv Music School as a functional structure of the
Kharkiv branch of the Russian Musical Society (RMS)
during 1885-1901.

The methodology. Since the specifics of the
functioning of vocal art at Kharkiv Music School during
1885-1901 is examined in the scientific discourse for the
first time, the methodological basis of the article is the
method of comparative analysis, the application of which

made it possible to reveal the peculiarities of professional
training and further professional self-realization of pupils
of S. Motte’s singing class. The determination of S. Motte’s
approaches as a vocalist-pedagogue to the development
of the voice was carried out on the basis of the analysis
of the performing practice of her students within the
framework of the application of systematicity principle.

The results. On the basis of analysis of music reviews
in the Kharkiv press during 1877-1901 and reports
of the Kharkiv branch of the RMS, both the level of
S. Motte’s vocal mastery, which became the foundation
for understanding the methodology of working with a
voice and the teacher’s professional approaches to vocal
training of the students of Kharkiv Music School, are
investigated. The basis of the generalizations was the
analysis of the repertoire performed by S. Motte and
her students Y. Reider, M. Mykhailova, M. Poliakova,
L. Kurochkyna, and others at public events as the
material that was used to study the singing voice. The
article highlights the role of S. Motte in understanding
the professional requirements for a vocalist graduating
from Kharkiv Music School; she formalised the content
of the vocal qualification exam.

The scientific novelty. It is proved that during her
teaching activities at Kharkiv Music School, S. Motte
showed her pedagogical talent, educating specialists
capable of successfully conducting vocal performance
and pedagogical functions at a sufficiently professional
level within a certain period and the regulated educational
process. Such a level of education was ensured by
studying the voice on musical material, which consisted
of instructional texts and chamber repertoire popular
on the concert stage, which provided the technology of
vocal training and mastering the culture of singing, and
European opera music as a criterion of vocal mastery.

The practical significance. Clarifying the logic of the
formation and functioning of certain signs of professional
voice reproduction of a musical text within certain
chronological and cultural boundaries will contribute

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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to the improvement of the process of understanding the
phenomena of the musical culture of Kharkiv on the one
hand, and of the vocal art of Ukraine on the other hand.
Keywords: music performance, vocal training, S. Motte,
performance practice, singing, repertoire.

ITocTaHoBKa mpo6nemn. YKpaiHCbKe BOKa/lbHE
BUKOHABCTBO fIK Pi3HOBHJ, €BPOIEICHKOTO IPO-
decifiHOr0 My3MYHOrO MNCTELTBAa (OPMYBANOCH
nporAarom fpyroi nonosuan XIX crT. B mpoBigHMX
KY/IBTYPHUX LIEHTpaX, fie 6y MOXIMBOCTI AK I
eexTUBHOI caMopeanisalii obmapoBaHoi ocobu-
CTOCTI, TaK i 1A HAOYTTA HEOOXiFHUX A/ TBOP-
4OCTi KOMIIeTeHTHOCTel. OTHUM 3 TaKVX IeHTpiB
6yB XapkiB, fie, 30KpeMa, y Mexax QyHKI[IOHyBaH-
HA MICI|eBOTO BifgineHHa Pociiicbkoro My3n4Horo
TOBapyucTBa 3 1871 p. B My3MYHOMY OCBITHBOMY
3akmafi 3pilicHoBanmacs mpodeciiiHa BOKaTbHA
iATOTOBKA, 000B’I3KOBOK CKJIAJIOBOI0 AKOi Oyra
ny0/TiYHa BYUKOHABChKA MPaKkTyKa. ONTUMaIbHICTD
MeTORUKIU POOOTH 3 TOMOCOBUM aIapaTOM CIPUSIA
eeKTUBHOCT] MiATOTOBKYM MpodeciiiHiX BOKaJic-
TiB, fAKi, 32 YMOBY IIO[a/IbIIIOT0 CAMOBJOCKOHA/IEH-
Hfl, CTaBaMl KOHKYPEHTHOCIIPOMOXKHVMM (axiB-
LAMY B Tajlysi perpeseHTallil BOKaJIbHOTO TEKCTY.
3aBpaku eeKTUBHIN BOKa/IbHIi METOANIi IepIro-
o Iefjarora-Bokamicra XapKiBCbKOr0 MYSMYHOTO
ocsiTHbOrO 3aK1any K. IIpoxoposoi-Maypernni, Ta-
JIAaHOBUTI BUXOBAHIIi K/IACy CIIiBY YCIIIIIHO peai3o-
BYBJ/IM CBill BOKa/IbHIII IIOTEHI}ia/l Ha KOHL,ePTHii
Ta OIIEpHIll CIleHax, Y cdepi BokambHoi ocBith ([leH
Jlro, 2023). Cepen BUIYCKHUKIB I[bOTO KJIacy —
Cenina IOniiBHa MotTe, siKa, IiCIA BIOCKOHAJIEH-
HA BOKA/IbHOI MaJCTEPHOCTI 32 KOPJOHOM, ITOHAJ
15 poxkis (1885-1901 pp.) 3xiiicHI0Bana MATOTOBKY
CIIiBOYMX KaJipiB y XapKiBCbKOMY My3U4YHOMY y4M-
i (Hagami — XMY). Y1iM, cierndika Bokasb-
Hol mifroToBKN B Knaci ciiBy C. MoTre, 3aBAAKK
AKI HEMajo MMTIIB Hajasi Bifirpanm MOMITHY
POJIb B iCTOPIl BOKAJIbHOTO MMUCTELTBA, € HEJOCI-
JDKEHOIO.

AHanmis OCTaHHIX JOCTiMKeHb i MmyOmiKamiit.
Cepeql HaABHUX PO3BIfOK, IPUCBAYEHNX MY3UYHIi
Kynbrypi Xapkosa Mexi XIX-XX cr1. (Muknames-
cokuit, 1967; lep6unin, 1971; Kononosa, 1992;
Kononosa, 2004; Lypkan, 2007; JIncenxko, 2011),
NPaKTUYHO BiJICYTHA aHA/MITUKA BOKa/JIbHOIO MIIC-
TeLTBa, AKe 3 Apyrol nonosyHu XIX CT. aKTMBHO

(yHKIIIOHYBa/IO B MICTi 5IK Ha KOHILIEPTHIlT ecTpaji
Ta TeaTpasbHill CleHi, Tak i B ocBiTHiit cdepi. Cripy
Bi[JI3HAYNTY JIMLIE XaPAKTEPUCTUKY TBOPYOI HisA/b-
HOCTI iTamiiicbkoro Mutna Qenepiko byramenni —
KepiBHMKa BOKa/mbHOro Knacy XMY 3 1901 p., axy
omy6mikyBaB XapkiBcbkuit focmigauk B. [lemakin
(IMemmakin, 2012). 3anmponOHOBAaHMIT MaTepia € Te-
MaTUYHUM i XPOHOJIOTIYHMM IPOJIOBKEHHAM CTaT-
Ti, IpUCBsAYeHOI OpMyBaHHIO 3 1870-X pp. BOKa/Ib-
HOI OCBIiTM B HaBYa/JbHOMY 3aK/afii XapKiBCbKOIO
BigfineHHa Pocilicbkoro MysuM4YHOro TOBapMCTBA
(mapami — XB PMT), saxe BifOyBanocs B KOHTEKCTi
neparoriyHoi gianpHocTi K. [Ipoxoposoi-Maypenni
(TTen JTxo, 2023).

Mera crarti — BusHaunTy crenudiky Bokamb-
Hoi mifgrorosku B Knaci ciBy C. 10. Morre B Xap-
KIBCbKOMY MYSUYHOMY Y4MINILI IIPOTATOM 1885-
1901 pp.

Buxmag ocHOBHOro Marepiany JOCTi)KeHHH.
C. MorTe 6yna ofHi€lo 3 HallTaTAHOBUTIIINX yde-
Hu1b K. IIpoxoposoi-Maypernni, nify KepiBHULITBOM
AKoi mpotAroM 10 pokiB 3piiicHIOBaIacsa KpoIiTKa
po6oTa Haji NOCTAHOBKOK TONOCY (KOMOpaTyp-
He COIPaHO) Mail0yTHBOrO Iefarora Kjacy CIi-
By XMY («MectHas xpoHuka», 1885). YV 1879 p.
XapKiBCbKUII KPUTHK OKPeMO Bi3HayaB 37iOHOCTI
C. Morre, «cBDKMIT Ta CpiOMACTHIT TOMOC KOTPOI
He pa3 BXe JOCTAB/IAB apTUCTNYHY HACONOAY Ha-
it my6ini. JliBunHa, He3Ba)Xaluy Ha MOJIOJIiCTb,
3 IVIBOBJDKHMM XJICTOM BMI€ CITPaB/IATHCA 3 yCiMa
TeXHIYHUMM TpyAHowamu» («MecTHass XpoHu-
Ka», 1879). [Ipo cniBoumit Tamant C. MoTTe cBiff-
YNTb AKTUBHA Y4aCThb MOJIOAOI ClliBayKy, 3 1877 p.
(Yactp, 1877) mo 1882 p. («MecTHas XpoHMKay,
1882), B yUHiBCbKMX KOHIIEPTHUX 3aX0/iaX, a 3 KiH-
14 1881 p. — i B Mysu4yHuX 3iopannsax XB PMT, mip
9ac AKMX BOHA PENIPE3eHTyBala JYXOBHY, OIEPHY
Ta KaMepHY BOKa/lbHy MY3IKY, 30Kpema JI. berxo-
BeHa, ®. Jlicta, ®. Menpenbcona, I1. YaiikoBcbko-
ro, A. Py6inurreitna, [x. Meitepbepa, XK. Maccre,
I1. Biapgo (Otuer, 1882, c. 13-19).

Ilicna 3axiHyenHA MysuuHux knacis XB PMT,
C. Morre 3aiimanmacsi mnpodeciiiHMM CaMOBJIO-
CKOHAJIEHHAM, 3a TPaJIMIi€r0 TOro 4acy, B Itamil
Y 1885 p. mpeca 3asHavana, w0 3anpouena B XMY
TeJaror BOKATy € «y4€HNIIEI0 BUIIOL KO/ CIiBY»,
OCKIJIbKY il HACTaBHMKOM IIPOTATOM KiZIbKOX POKiB
6yna ITomina Biappo, BuxoBaHa Ha BUCOKNX 3pasKax



BOKA/IbHOTO MMCTELTBA IIiJj KEPIBHUI[TBOM TAKMX
MaiicTpiB cmiBy, sk Manyens lapcia-crapmmit (it
6arbko) Ta Mapis Mani6pan (ii cectpa) («Bectu ¢
ora», 1885).

[Ipo piBeHb BOKa/IbHOI MalICTEPHOCTI HOBOI BU-
Knafauky cniBy XMY 1ae yAB/IeHHA pO3/I0Ta perjeH-
3i Ha 11 conbHmit KoHLepT y Ilonrasi 8.12.1885 p.
Binznavatoun mmpoty penepryapy C. Motre («Mu
Yy 3pasKy HallpisHOMaHITHIIIOI My3uKL: i ppaH-
11Y3bKOI, 1 pOCIICbKOI, 11 iTa/liliChKOi cTapOfaBHbOI
Ta OibII CyyacHOI HaM — POCCIHIBCHKOI»), Kpu-
THK 3a3HayaB, 10 B iHTepIpeTanil CriBayKy Ipo-
ABWINCS Kpallii AKOCTI BOKaJIbHOI KON «6esy-
MOBHa IIPAaBUIbHICTD AMKIIii, BIIEBHEHA IHTOHAILlif,
PIBHICTD 3BYKIB I0OI0CYy 3 HEJOTOPKAHNM CEepefHIM
peTicCTpOM, YMCTOTa raM, JIETKICTb KOMOPAaTYPHMX
IIPUKpAC 33 M AKOTO i OKPYITIOTO 3BYKa if, HApeIlTi,
T€ TMOYYTTA Mipy i Ta XyJOXHSA CTPUMAHICTD y BU-
KOHAHHI, 1[0 HeabMsAK BUPI3HAIOTH MY3MKaHTIB, AKi
OTpUMay IpaBU/IbHE Vi CePIIO3HE My3UYHE BUXO-
BaHH:A». PelleH3€eHT, XapaKTepU3yuu BIUINB CIiBY
He3HAJOMOI [I/Is MONTaBCbKOi MyOMiKy MMUCTKUHI,
Bifj3HaYaB, 1[0 «ayAMUTOpiA 6osAmacas MPOIMyCTUTH
HalVIMEHIINII 3 BiATIHKIB My3UYHOI TYMKM Y BUKO-
HaHHI apTUCTKI», AKA JOCAI/IA TAKOTO CIIPUIHATTA
«He IUIAXOM IOCTYIIOK HaTOBITY Y BUIIAJi MaJ/IeHb-
KX i BeMMKVX e()eKTiB», a BUTOHUEHICTIO CIiBY, «i
3a BHYTPIIIHIM 3MiCTOM, 1 32 aHTUYHOK KPaco»
(«Bectu c rora», 1885).

Omxe, C. MoTTe HaCTiIbKM CYM/IiHHO OIIpa-
II}0BajIa BOKA/IbHY MAJICTEpPHICTh Ha OaTbKiBIIMHI
0e/bKaHTO, IO CIIPaBI/Ia BPaKEHHSA BUCOKOIIPO-
deciitHOl perpe3eHTaHTKY iTasificbKoi BOKaIbHOI
IIKOMM 3 JOCKOHA/IOK BOKA/JIbHOK TEXHIKOKW Ta
CepIi03HOI0 CIIEHIYHOI IPAKTUKOW. Take peHOMe
clliBavyka IPOJIOBXKYBaja IIATPUMYBaT Ha KOH-
LIepTHIl cIieHi B mepioy cBoei pobotu B XMY, pe-
NPE3EeHTYIOUM i 9ac BUCTYIIB BOKaJbHi TBOPHU
pisHMx aHpiB: onepHy mysuky B. A. Mouapra,
b. Mapueno, B. Macce, III. Iyno, E. Hanpashu-
Ka, miniatiopu b. Tomapa, H. Iomeri, I1. Biappo;
y GepesHi 1888 p. cmiBana maprilo como B KaHTATi
1. Iyno «lamnis» (Otuer, 1889, c. 10, 12; Otuer,
1890, c. 13-16).

31.01.1888 p. B 3am ABOPAHCHKOTO 3ibpaHHA
BinbyBca compHmit Buctyn C. MortTe, BU3HaHMII
IIPECO0 HaiBJAMIINM KOHLEPTOM TOTOPiYHOIO
31IMOBOT0 ce30HY B XapKkoBi. KoHIjepTaHTKa BUKO-
Hasa 1oHaj 10 HoMepiB iTaliiCbKOI0, POCiICHKOIO,
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HiMeIbKoo i GppaHIly3bkoI0 MOBaMI, 30KpeMa apii
«Non mi dir» 3 onepu «[lon JKyan» B. A. Momapra
Ta «Non je ne veux pas chanter» H. I3yapa, pomancu
K. Wymaw, JI. [leni6a, I1. Biappo, E. Ipira. Peuen-
3€HT Bifj3Ha4aB, 10 ronoc C. MoTTe 4yf0BO ompa-
IIbOBAHMI, «HAVCKIATHINI ITaca)i 6y}11/1 YiTKi, K
Ha IHCTPYMEHTI», 1i TPe/b 3a4apOBYBaIa, a Y BUKO-
HaHHI apiii cniBayka IPOJeMOHCTPYBasa OMICKydy
TexHiKy («My3bIKkanbHbIe 3aMeTKI», 1888).

HyxoBny mysuky C. MotrTe BMKOHYBama 3pe-
6inpmoro B mopiyHMX KoHIepTax Oparis HOp’s-
HiB, fAKi TpaguuiitHo BigbyBamuch y €BaHremiu-
Ho-/lroTepaHcpKilt nepksi Xapkosa. Ilicna ogHoro
3 TaKUX 3aXOfiB peleH3eHT — BuKIagay XMY
P. Tenixa — 3a3HauaB, 110 BUKOHAHI CITIBAYKOIO «3i
crporuM peniriitanm nmodytram» apii I O. lenpena
11, 0cobnuBo, «Sei still» 1. Padpda «rmboko Bpasu-
mu cnyxadiB» ([ennka, 1890). OTxe, ocMucIeHHA
C. MorTe B mIefaroriyHiil Ais/IbHOCTI METONUKN
po6OTH 3 TOIOCOM Bifi0yBanOCs Ha OCHOBI SIK 0CO-
01CTOI SKiCHOI BOKAJbHOI IATOTOBKM, 30KpeMa
IOCKOHAJIOTO BOMOMIHHA TexHiKom bel canto, Tak i
0e3mocepeHbOi CLIeHIYHOI TPAKTUKI.

BusHauenHs crenudiky MeTOVYHMX MiIXOMiB
Tlefjarora-BoKanicra B poboTi Haj MOCTaHOBKOI
rO/I0CY BMOX/IMB/IIOE aHAJI3 pelepryapy, AKuit
penpesentyBanmu yuHi C. MoTTe B KOHIEPTHUX
saxoiax XMYVY. OcHOBy penepryapy CTaHOBIIN aK-
Tya/lbHi [/ TOrOYacHOI OIEPHOI Ta KOHIIEPTHOI
IPAKTUKY TBOPM, a 3HAYHMII JIOTO BifICOTOK 3aiiMa-
JIa XpecToMariiiHa 1A mpogeciifHOro Bokamy €B-
pormelicbKa MysuKa: Homepu 3 onep B. A. Momapra,
IIx. Poccini, K. M. Bebepa, I. [Joniuerri, B. bemnini,
1I. Iyuo, Ix. Meitepbepa, kamepHi tBopu I. [loHi-
uerri, [II. Tyno, P. lllymana, ®. llly6epra, ®. Men-
nenbcoHa, V. Heccayepa (Ha sk3amene, 1888; Ot-
yeT, 1889, c. 44-50; Otuer, 1890, c. 52-58; «Tearp n
My3bIKa», 1889, 11.02). 3 MeTO0 OBO/TOAIHHS TeXHi-
Koto bel canto yuni C. MotTe 3acBoroBa BipTyo3Hi
TeKCTH, 30Kkpema «Illemir, 6os3Ke muxaHHA», «KBiT-
ka» [1. Biapmo, «Carnaval de Venis» J[)x. Benemukra
toro (Otuer, 1889, c. 45, 49; Otuer, 1890, c. 54).

To6TO OmpaloBaHHA yYHEM CIIIBOYOTO TONIOCY
3MIIVICHIOBA/IOCA Ha MaTepiai, AKNUI BOJHOYAC CTa-
BaB OCHOBOIO 0COOVICTOTO penepryapy At myomi-
HIX BUCTYIHIB. Y IIbOMY JK KOHTEKCTi yBara mpupii-
JIsI71acsl HOBUM Ha TOI Yac TBOpaM: 3By4da/Iil HOMEpU
3 omepu «Jlakme» JI. Jlemi6a, Eneris K. Maccre,
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Apab6cbka micHs b. Togapa (Otuer, 1889, c. 48; Ot-
get, 1890, c. 55; «Teatp n My3bika», 1889, 11.02).

Crnip 3a3Haunty, mwo C. MoTrte, peanisytoun oco-
OMCTIIT JOCBi/ ONIpAIIOBAHHA MY3UKI KOMIIO3UTO-
piB nonepenHix enox 3 yacis HaBuaHHA B K. [Ipoxo-
poBoi-Maypeni, ZOCUTb aKTMBHO 3aCTOCOBYBala
TaKWil penepTyap y IpoLeci BOKaAbHOI MifTOTOBKA
y4HiB. 30KpeMa, B iX KOHLIEpTHMX BUCTYIIaX 3By4Ya-
v HoMepn 3 ortep «Opontea» A. Yecri, «Tamerlan»
I. ©. Tenpiens, «Opdeit Ta Espinika» V1. Taiizina, Ka-
MepHi TBOPU KOMIIO3UTOPIB eroxu 6apoko A. JloT-
ti, A. Crpafennu, knacuxis V. Taiimna, JI. Berxo-
Bena (Oruer, 1889, c. 50; Oruet, 1890, c. 52-58;
«Teatp 1 Mmy3bika», 1889, 29.01; «Teatp u my3bika»,
1889, 11.02). JloriuHo, 110 Takuit pemnepryap 3acTo-
coByBaBca C. MoTTe 3 METOI0 BUXOBAaHHA B Y4HIB,
3 OFHOrO OOKY, KYIbTYpM 3BYKOHZOOYBaHHS, 3 iH-
1Ioro — npodeciiiHoro yHiBepcanismy, T06T0 Bo-
JIOIIHHA HaBMYKaMV BiTBOPEHHA TEKCTIB Pi3HMX
€I10X 1 CTUIIB.

XapKiBCbKi MY3U4YHI KPUTUKU JOCUTH YBaXKHO
CTeXIIN 32 HPOQeciiiHNM CTAaHOB/IEHHAM Y4YHIB
C. Morre. Tak, y 1888 p. rasera «IliBgennnii kpaii»
TOBiOM/IA/IA IIPO BUCTYII BUITYCKHMILI K/IACy CIIiBY
Me1o-conpano Mapuawninu [Tonosoi B CeBacrono-
7, Jie MiclleBa IIpeca Bifj3Hayasia JOCTaTHIO CUTTY
3BYYaHH il KpacMBOTO TO/OCY, TapHe i yiTke dpa-
3yBaHHs, 6e3Jl0raHHe BMKOHAHHSA JEAKIX HOMepiB
(«MecTHast xpoHmka», 1888, 08.08). Yrim, micns
xapkiBcbkoro Konuepry M. ITomosoi 27.10.1888 p.
KPUTYK, BIJI3HAYMBIIN [JOCUTb IIPUMEMHMII TONOC
yuennni C. MoTTe, Haros0cuBs, Mo A1 MyOTiYHIX
BICTYIIB Tif «HeoOXifHO Iie 6araTo BYUTUCA». Bu-
CJIOBJIIOI0YY HETaTVBHE CTaB/IEHHA 0 BUITYCKHYKIB
MYSUYHVX YYWINIL I KOHCEPBATOPI, AKI «BBaXKa-
10Tb cebe cHhOpMOBAHNMM APTUCTAMI Ta He TyMa-
I0Tb TIPO MOJA/IbLIE BJOCKOHANEHH», PELJEH3EHT
3a3Ha4aB, 1[0 3[00YTTS OCBITU B TaKMX 3aK/Iafjax
HaJae TibKy npodeciiiny 6asy, a «TOCKOHAMICTD B
MUCTELTB] JOCATAETbCA /MIIE MPalLel0 BIPOTOBK
ycboro XutTs» («O0630p KoHIepTOB», 1888).

CrocoBHO BMKOHAHHA B KOHIIEPTHOMY 3aXOfi
apii 3 onepn . [lonierti «®aBopuTKay iHIIOW yde-
Huneto C. Morre Toro yacy CrpeMoyXoBolo, perjeH-
3€HT BiJj3HaYaB BYPA3HICTh Ta HATXHEHHICTD CIIiBY,
HEB/IACTYBY /I y4€HUI]i PYTOrO POKY HaBYaHHS.
[losuTuBHE BpaKeHHs CIPAaBUIM Ha KPUTHKA, 32
JI0TO BUC/IOBOM, IIPMPOJHI AKOCTi Ta/IAHTY MO/OZO1

CiBaukyu — TeMOp romocy ta caMoOyTHE Qpasy-
BaHHA. YTiM, fAKicTb ¢pasyBanHsa B Crpemoyxo-
BOi, Oe33amepevHo, C/Iiji BiTHECTU 1O pe3y/braTiB
poboTu 3 mepmarorom, fK i Bi[j3HaueHy piBHICTb,
«BUK/TIOYAKYM TTOKM 11J0 KPUK/INBI BEPXHI HOTW, 11
MelL[0-conpaHo («MecTHast XpoHuKay, 1888, 02.12).
Taxa koHcTaTalis KpUTHKA CBIfUUTD IIPO Te, IO
C. MotTe npodeciitHo BIIMBajIa Ha ONPAIIOBAHHS
Y4YEHMILIEI0 PETiCTPiB il FONI0CY, X04a Lieil IIpoLec Ha
Jac BucTyny CTpeMoyXoBoi B KOHLIEPTI /IIIe PO3-
nouyHaBcs. Po3yMiHHA X pelieH3eHTOM crerudi-
K1 TyO/TivHyX BUCTYMIB yuHiB XMY 3ymoBoBama
71 0COONMMBICTD IX OL[iHIOBaHHS, Jie OCHOBOI 0YIIO
BJM3HAYeHH:I [IePCIIeKTUB BUKOHABLB. Tak, Haromo-
1ryBasocs, mo ronoc CTpeMoyxoBoi «MOofuii, He
3MIL[HIZINI 1 He PO3BUHYTUI IOL0 IHTEHCUBHOCTI
3BYKa, OT)KE, TOBOPUTH IIPO JIOTO CHITY 1€ 3aPaHO»,
a HEJIOCKOHAJICTh BUKOHAHHA CIpUIIMasacs 3 po-
3yMiHHAM («MecTHas XpoHuKar, 1888, 02.12).

3 mosnuii mepcnekTyBY MpodeciliHoi peanisaii
BOKQ/IbHUX 37i0HOCTeil BUCIIOB/IIOBABCS PelieH-
3eHT oo Bumyckuuui kmacy C. Morre 1889 p.
KoHTpanbTo Mapii Byanoi. Taxk, micisa my6mivnoro
icuty B TpaBHi 1888 p., e y Bukonanni M. byn-
HOI Ipo3By4Yasna cueHa Parmipa 3 onepu M. Iminkn
«Pycnan i JliomMua», pelleH3eHT Bifj3HayaB, 11O
MOJIOJA CITiBayka, AKa MAa€ CBLKMI, YMCTUI, CUM-
NATUYHNI TOTIOC T4, 6e3CyMHIBHO, 3HAYHy My3Uy-
HY 00JapOBaHICTh, ITiJi HA/EKHUM KepiBHMUIITBOM
3[1aTHA O/ICKyYe 11 ACKPaBO PO3BUHYTHCA Ta CTATH
npukpacoro onepHoi ciiern (Ha sxsamene, 1888).

[Ipuknagn M. Ilomosoi, CrpemoyxoBoi Ta
M. bynnoi semoncTpyroTh ocMucnenss C. Morte B
Apyriii monosuHi 1880-X pp. megaroriyHyx migxomis
JI0 BUK/IaJIaHHA BOKATY, 1[0 CIIPUYMHAIIO, 30KPEMA,
KPUTHKY TIeBHMX TpodeciiiHuX Baj y BUCTyINAX i
BUXOBAaHOK Ha IYOMIYHNX KOHLEPTHUX 3aXOfaXx.
BopHovac XapakTepyuCTUKM PELleH3EHTIB CBi4aTh,
1[0 MOJIOAMII MeJaror IOBHOK Mipolo BifIloBigana
OCBITHIM BUMOTaM MY3WYHOTO Y4MINIINA, Hpode-
CI/IHO PO3KPMBAIOUM 1 BJOCKOHA/IIOIYM IIPUPONHY
0071apOBaHiCTh, 3[Ii/ICHIOIYN MOCTAHOBKY TOIOCY
Ta 3aK/Iaal09y OCHOBY BOKAaJ/IbHOI TEXHIKI.

30KpeMa IPYHTOBHY Iiir0TOBKY B Kaci C. MorTe
3po6yna conpano Omis Peiinep. Yoxe B meprmi poku
HaBYaHH:A B K/Iaci CIIiBY I1if YaC YYHIBCbKMX BEYOPIB
BOHa BUKOHYBaJIa K KamepHi TBopu A. Ctpaenn,
A. Jlorti, M. Iminkwu, P. lllymana, ®. Menpenbcona,



II1. TyHo, A. Toma, O. [laproMisKchKoro, Tax i orep-
Hy My3uky M. Yecrti, B. A. Monapra, K. M. Bebepa,
Jx. Meitep6epa, A. Py6inmreiina (Otuer, 1889,
c. 47-50; Oruer, 1890, c. 52-58; «Teatp u My3bIKa»,
1889, 29.01; «Tearp u mysbika», 1889, 11.02). Pe-
IICH3EHTY BiI3HAYaMM 4Yyfl0B€ BOJONIHHA BOKa-
JICTKOI0 CHMIIATMYHUM i 3BYYHVUM TONOCOM fAK Y
TeXHIYHOMY, TaK i B MucTenbkoMy Ivranax («Tearp
u My3sbika», 1890). Hapani 0. Peiigep BrockoHa-
JII0Ba/Ia BOKA/IIbHY MaJICTEPHICTh, 30KpeMa B Tarii,
IiC/Ist YOTO TeBHMIT 9ac 6y/a COMICTKOI ONEPHOTO
TeaTpy B iTamifichkOMy MiCTi AHenid, cmiBaza Ha
onepHili ciieni Mocksy, [Tetep6ypra, Xapkosa, Ku-
eBa towjo (/Incenko, 2011: 456), a 3rogoM ITiHO
3aiiMaacs negaroriyboro gismpHicTio B Oneci (He-
6ora, 2021, c. 6).

Y xostHi 1892 p. B Xapkosi B maprii AMHepic
omepu JIx. Bepmi «Aima» pme6rooTyBama Mmero-co-
npano €. M. Kopenpka («Teatp u My3bika», 1892).
Y 1880-x pp. BoHa criBana B XapKOBi B OIIEPHOMY
xopi (Jlucenko, 2011, c. 274) Ta HeBHMIT Yac HaBYa-
nacsa B XMY B knaci C. MoTre, «3aX0Imo0dn BCix
BifIBi[yBayiB YYHiBCbKUX BEYOPIB CBOIM 4yHZOBMM
rojocoM i MysmyHowo obpapoBanicTio». Hapari,
Iic/IA KiIbKOX POKIB apTUCTUYHOI JiAMBHOCTI i
3aHATD 3 BUJJATHIM BOKa/IbHIM IlefiaroroM K. EBe-
papxi, €. Kopenpka «cdopmyBanacs B onepHy crii-
BauKy, fIKa Majla BeldyesHuit ycmix B Ilerep6ypsi,
BinbHo Ta Kuesi» («Tearp u mysbika», 1892).

[Ticna naBuanHA B kmaci C. MorTTe nipuko-kono-
parypHoro conpano Mapisa Muxaitniosa npoTarom
KiIbKOX POKiB BJJOCKOHA/II0Ba/la BOKAJbHY Majic-
TepHicTb y [TeTep6ypsi, Minaui, [Tapuxi (JIucenxo,
2011, c. 368-369). Hamani xapkiB’ssHM Mamy MOX-
MMBICTB criocTepiraty 3a ii mpodeciitHum 3pocTaH-
HaM. Tak, M. MuxaiinoBa sk comicTka netepOyp3s-
KOro MapiiHCbKOrO Tearpy BUCTYIANa B JTIOTOMY
1893 p. B XapKoBi 3 KOHL|EPTOM, JAE€MOHCTPYIOYM
0e3CyMHIBHUMII MY3MYHMII CMaK i 4yJOBY HIKOMY
(«Tearp m mysbika», 1893). Ilicna ii xoHuepry B
XapxkoBi B 6epesHi 1896 p. KpUTHK Bij3HauaB, 1[0
BOKAJ/IiCTKa OBOJIOMi/Ia CBOIM TO/IOCOM HACTi/IbKIU,
1[0 MOJXE BBaXKaTUCA OfIHIEI0 3 HAMCIIPOMOXXHILINX
cniBauok MapiiHcbkoro TeaTpy. Take TBepkeHHA
aBTOp pelieH3il 0OIPYHTOBYBAB XapaKTePUCTUKOI
BOKa/IbHOI MaiicTepHocTi M. MuxaitnoBoi: «ronoc
il piBHMIT y Bcix pericTpax, cBOKMIT i 0c00MMBO
CYMIIATMYHUI 32 CBOIM TeMOPOM, 3BYYHICTb 110TO
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BUJaTHA. Monoga apTucTKa criBae 3 JifiCHUM
CMaKOM, BUTOHYEHO II BMpasHO (pasye; TexHika
il OiTbII HDK 3aOBUIBHA I JIPUYHOI CHiBayKy,
AKOI0, BacCHe, 1 HeoOXimHO BBakatu Muxaitmo-
By 3a 06’eMoM 1i ronocy Ta Hactpowo» («Tearp u
My3blka», 1896). Ilicna XapkiBCBKOTO KOHIIEpTY
M. Muxaiinosoi B 1904 p., y)xe AK IpuMajOHHI
MapiiHcpKol omepy, KpUTHK HAro/lOIIyBaB, 1o ii
TOJIOC € YHIKa/JIbHUM ABUIIEM Y BOKa/JIbHOMY MMC-
tenTBi (Jleonumos, 1904).

Otxe, HaBeieH] mpukaamy npodeciiiHoi camo-
peamisanii Bumyckannp C. Morre kinna 1880-x pp.
CBifl4aTh IIPO Te, 1O PiBE€Hb BOKAIbHOI IIiIrOTOB-
KU, JOCATHYTUII Mif ii KepiBHUITBOM, CIIPUAB, 3
YMOB IIO[A/IbLIIOTO BJOCKOHATIEHHS MailCTEPHOCTI,
yCmilHil kap'epi B My3uuHiit ramysi.

Y 1890-x pp. yuni kmacy C. MoTTe npomoBxy-
Ba/M AKTMBHO J1 YCIIIIIHO BUCTYNATH B KOHILEPT-
Hyx 3axofax XB PMT, pempeseHTyroun MmypoKuit
YKaHPOBMII CIIEKTP BOKaJIbHOI MY3UKM. Bractusi-
CTIO 1IbOTO IIEPIOAlY € TBOPYA CIIIBIIPALiA BUXOBAHOK
C. MorTe 3 K/1acOM BOKa/IbHOI ITiATOTOBKI Y0JIOBI-
KiB, OYO/IIOBAHOTO B pi3Hi poku cmiBakamu P. Hy-
Benmb-Hoppi, O. ®ropepom i M. TuxoHoBum, 110
NPOABUIOCA B aKTUBHOMY OIIpalll0BaHHI OIEPHOI
Ta KaMepHol aHcam6neBoi Mysuku B. A. Momapra,
I. louiuerri, JK. b. ®opa, k. Bepni, O. Japro-
MIpKcbKoro, I1. Yarikosebkoro (Otuet, 1893, c. 14—
16; Otyer, 1895, c. 17).

Cepen rtamanoButux ydenunp C. Motre mo-
qaTtKy 1890-x pp. — Mapia Ilonsakosa, sika micna
sakinyenHa XMY 3jo6yBana BOKa/IbHY OCBITY B
MockoBcbkiit koHcepBaropii (kmac €. A. JlaBpos-
cpkoi). Y kBiTHI 1895 p. BOHa IpMBEpHyIa yBary
CTOMMYHOI IIpecu BUKOHaHHAM maprii Hoemi B
onepi M. InonitoBa-IBanoBa «Pydp» y koHCepBa-
TOPCBKOMY CIIEKTaK/Ii. PeriensenT xapakrepusysas
il TO/IOC AK «IOCUTb 3BY4YHE, IPMEMHE il IIOBHE 3a
TeMOpPOM BICOKE MeI0-COIIPAHO JPaMaTIYHOIO
HAIIOBHEHHA 3 BiMIHHMMI CEpeJHIMM I HU3bKU-
MM HOTaMJ Ta MEHII KPacUBMM i piBHUM BepXHIM
perictpom» («Tearp m Mysbika», 1895). Hapani
M. IlonsAxoBa BAOCKOHA/IIOBATA MaliCTEPHICTD Mify
KepiBHMI[TBOM BiJOMOTO OIIEPHOTO CIIiBaKa il BO-
Ka/ibHOro nefarora I. IIpAanumHuKoBa, mcnd 4yoro
18.09.1897 p. pmebroTyBanma B XapKiBCbKiil aHTpe-
npusi B maptil Tersun (omepa I1. YaiikoBchkoro
«Eren Omerin»). Bimommit XapkiBCbKMiT KPUTHK

€20¢ ‘18 @nssl ‘aulen|n Jo ainynd




90

KynbTypa Ykpainu, sunyck 81, 2023

B. Coxanbcpknii Bifj3HayaB, 1110 AKiCHA LIKO/A, AKY
npoitita M. [Tonsakosa, MoMiTHA B il BUKOHAHH] K
Y BOKAJIbHOMY, TaK i ClieHiYHOMY IUTaHax. Bin xa-
paKTepusyBaB I010C MOIOZIOl APTUCTKY AK CBIKMIA,
CepefHbol CUIM, JOCUTD PIBHUIL Y BCIX pericTpax,
CHMITATMYHOTO TeMOpY, Ta HATOJIOIIYBAB, IO BO-
KaJliCTKa KOPUCTYETbCA CBOIMU MOXX/IMBOCTAMMI «3
BEIMKUM YMiHHAM, He BUXO[AYM 32 MeXIi JaHMX 1it
IpUPOJIOI0 3ac06iB, HikomM He HopCye 3BYK, He 3a-
CTOCOBYE JIelleBi KPUK/INBI eeKTI», «IHTOHAIiA i
3aB)X[M IIpaBIU/IbHA 11 TOYHA, A, 3aBJAKN BYPA3HIN
BJIMOBI, )KOJIHE C/IOBO B CIiBaYKM HE IPOIA/Ia/io»
(«Teatp u My3biKa», 1897).

Y 1893 p. xmac C. Motre 3akiHumMIa Me10-co-
npano Jligia Kypoukina. Ha ocranHbomy kypci
HaBYaHH:A il B)Ke 3aIPOIIYBa/lIU [0 y4acTi B KOH-
ueptHux 3i6panusax XB PMT. Tak, y mporpami ka-
MepHOro panky 23.02.1892 p. BoHa BMKOHa/Ia Tpu
pomancu P. Illymana. PerenseHT Bif3HayaB, IO
CUMIIATUYHUN, JOCTATHBO CUIbHMII i PIiBHMIT Y
BCIX pericTpax ronoc CIiBavki, Xoya Iie He 30BCiM
BUIIPAllbOBAaHMIA, CBIIYNTb IPO Yy/IOBY CEPIIO3HY
LIKOTY, @ pOMaHCHU Oy/IM BUKOHAHI 6e3JOraHHO 5K
y TEXHIYHOrO IIaHi, pO3YMHO, 3 YiTKOIO JUKIII€I0,
TaK i y BUKOHaBCbKOMY — «i3 3aXOII/IeHHAM, BifiTIO-
BigHO f0 Ayxy lllymana» («MysblkaabHbIE 3aMeT-
Ki», 1892, 27.02). Ilicns Buctymny JI. KypoukiHoi B
nporpami KaMepHoMy paHky 13.12.1892 p. xputuk
Bifj3HavaB, mo ydenuia C. Morte «mokasana cebe
IIi/IKOM JIOCTOMHOI0 BYCTYIAT! IOpAf i3 copmo-
BaHMMM apTucTamm» («My3bIKanbHBIE 3aMETKI»,
1892, 21.12). Y 1893-1896 pp. cmiBauka Opana
Y4acTb Y MMUCTELbKMX 3aX0fax Y XapKoBi, 30Kpe-
Ma B ciyHi 1895 p. B OmaropiiiHiit onepHiit BucTasi
«Pycamka» O. [lapromipkcpkoro («O6bABIeHNAY,
1895). Hapani JI. KypoukiHa criiBara B metep6yp3s-
Kill onepHill aHTpenpusi mip ncesgoniMom Jlifina
(Kparxuit 0630p, 1896, c. 40-41).

HaBegeni npyukmagm cBifyaTh Ipo AKIiCTb METO-
miku poboru C. MoTTe Hajl TOCTaHOBKOIO TO/IOCY,
AKa CIpUANA MOJANbLUIOMY BIOCKOHANEHHIO BO-
Ka/IbHOI MaJICTEpHOCTI, 110 IOBHICTIO BifjIIOBifja/Io
MeTi My3MYHOI IIJATOTOBKM B CIIEIliali30BaHOMY
OCBITHBOMY 3aK/NMafii — 3a6e3NeveHHs METORINYHO
IIPaBUIbHOTO 3aCBOEHHA HOPM TEXHOJIOTII perpe-
3€HTallii My3UKM K OCHOBM /1Al IIOIa/IbLIOTO TBOP-
9Oro CaMOBJOCKOHA/IEHHA.

3 1894 p. TBOpUa B3aEMOfis KiHOYOTO 1 4OJIO-
Bi4Oro KiaciB BimOyBamacsad B KOHTEKCTi iHiriaTus
HOBOT0 Iefiarora-pokanicta M. TuxoHoBa: y4eHuni
C. MotTe HabyBam BUKOHABCHKOI IPAKTHKIA, CIIi-
BalOYM B CIIEHIYHMX IOCTAHOBKAX MOHYMEHTa/lb-
HJX MY3WYHMX TBOPiB, 30KpeMa JpaMaTHYHOI I0-
emu P. lllymana «Mandpen» [t opkecTpy, Xopy it
comcriB (Otuer, 1896), «Pexsiemy» B. A. Momapra
(O6wsiBnenns, 1896), kaHTaTy [/1s COTICTIB, XOPY I
OpKeCTpY, HallliCaHOI cKpuIaneM-nefgarorom XMY
K. Topcbkum f1o 25-piunoro toBineto XB PMT (Ot-
yer, 1898, c. 15).

23.05.1895 p. mig yac my6IiYHOrO iCIUTY B KITa-
ci ancam6miB i omepuux Brpas ydyernui C. Motte
Opany y4acTb y NMOCTAHOBL{ TpPeTiX aKTiB 3 omep
K. M. Bebepa «Freischutz» i [II. Iyno «®Dayct», cie-
Hu Kuaruni 3 2-i gii onepu O. [lapromimkcbkoro
«Pycanka» Ta cuenn B cagy 3 omepu II. Yarikos-
cbkoro «Epred Oneriny (Oryer, 1896, c. 36); Ha 1mo-
4aTKy OepesHs 1896 p. BUKOHYBa/IM CLiEHY 3 Olepy
O. Tapromixcbkoro «Pycankar Ta, «3 He 6ararbma
npomyckamm» (Kparkuit 0630p, 1896, c. 27), onepy
[1. YarikoBcbKoro «EsreH OHerin». Y 6epe3Hi — Ha
1oyaTKy KBiTHA 1897 p. B XapKiBcbKOMY Jpama-
TUYHOMY TeaTpi [iBidi 3 yCIiXOM IIpOJLI/Ia BICTaBa
komiuHoi orepu B. A. Monapra «Cosi fan tutte» 3a
ydacti ygennip C. Motte B. ®enoposoi (Ovoppi-
nimxi), JI. uspupesoi (Jopabenna), M. Kuu ([lec-
nina) (Oruer, 1898, c. 19).

Y 1890-Ti pp. C. MortTe cucTeMarnsyBaa BUMO-
TY JJO BUIYCKHOI IIpOrpaMyl BOKAJICTa, AKa CK/a-
flamacs 3 iIHCTPYKTUBHOTO Matepiainy, BilTBOPEHHsA
SIKOTO HaJlae MOXK/IMBICTb 3’siCyBaTy mpodpeciona-
Ji3M BOJIOAIHHA TOMI0COM; apiil, AKICTb BUKOHAHHSA
AKMX CBIIYUTD IPO piBeHb TOTOBHOCTI 10 CaMOpe-
ajtisallii Ha OIEpHIN CIeHi; CaMOCTIIHO BUBYEHMX
BOKa/IIbHUX TBOpiB. Tak, Iporpamy BMITyCKHOTO
icimty Mupsu Monne y 1892 p. cranosmmu: Boka-
misu Ne 1 @. Jlammepri, Apia «Non, je ne voux pas
chanter» 3 onepu H. I3yapa «Billet de loterie» Ta, six
camocTiitHo BuBYeHMit TBip, «Ouvre tes yeux bleus»
JK. Macre (Oruer, 1893, c. 73). Amica Meusep y
1894 p. cmiBana: 1. Exercices (2-it 3oumr) I1. Biap-
110, 2. Bokanis @. 3i6epa, 3. Apito Parmipa «I xap,
i crexa» 3 omepu M. Iminku «Pycnan i JTrogmmar),
4. Apito Cninoi 3 onepn A. ITonkbemni «JJKOKOH-
fa», 5. 3aknMHaHHA Ynbpiku 3 omepu [Ix. Beppi
«ban-Mackapag» (Oruer, 1895, c. 73). Y nporpami



BUITYCKHUIII HACTYITHOrO poKy Mapii Maypep 3By-
vamu: 1. Bokamis Ne 3 Jlaypu Yinti-/lamopo (Cinti
Damoreau), 2. «Ax, 3iTXaTu it pumatu» 3 Onepu
[. @. Tenpena «kOmiit Lesap», 3. CueHa i1 kaBaTuHa
Aricu 3 onepu [[)x. Meitepbepa «Pobept-nmusaBon»,
4. Pomanc II. YaiikoBcbkoro «3abyTu Tak cKopo»,
5. «Chant de Mai» JIx. Meiiepbepa (Otuer, 1896,
c. 64).

Takwit o6cAr Iporpamy BpaxoByBaB AK BUMOTI
7i0 TpodeciitHOro piBHA BOKATiCTa — BUITYCKHI-
Ka MY3MYHOTO y4wImuia (Bokamisy Ta apii), Tak i
TBOpYi IIParHEHHA CaMOTO Y4YHS, LIO BTiMIOBA/IN-
csl B CaMOCTIIIHO OOpaHNMX JyIs perpeseHTalii Ha
KBamiQikaniitHoMy exsaMeHi TBopax. IlomiOHuii
3MICT BUITYCKHOI IIpOrpaMi BOKA/iCTa CTa€ HaJja-
ni B XMY tpaguniiiaum. 30KpeMa 1ie CTOCYEThCA
nporpam yuHiB HactynHuka C. MorTte Ha mocapi
KepiBHIKa BOKanbHOro Kimacy XMY ®. byramen-
ai (Oruer, 1903,c. 90; Oruer, 1905, c. 87). OTxe,
nporaroM 1890-x pp. B Mexax (YHKI[iOHyBaHHA
Kracy crniBy XMY BifbyBamocss oCMUC/IEHHA BO-
Ka/IbHOI MiTOTOBKM B MEXaX peIZlaMeHTOBAHOI
1/1e/1HO-TIPOCBITHIMM HACTAHOBAMM CYICTEMM BJXO-
BaHHA YHiBEPCaJbHOTO My3MKaHTa.
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3 Bepecus 1901 p. C. Morre, 3a cimeitHuMu 06-
craBMHaMy, 3BinbHMIAcA 3 XMY, cTOCOBHO 4oro
kepiBHunTBo XB PMT 3asHauano, mo «yunmmie
BTPATW/IO Ta/IAHOBUTY i JOCTATHHO BifjaHy CIIpaBi
BUKJIA/IauKYy, sIKa 3aB)XK/IV 31 CTApPaHHICTIO i TI000B’10
CTaBU/IACA [I0 BUKOHAHHA CBOIX 0008 s13KiB». [IIko-
IyI0UM IIPO TaKy BTPaTy, AMPEKLiA BYUCIOBIIOBA-
nma C. MorTe «uypy BEAYHICTD 3a i 6araTopiuny i
IUIHY XYAOXKHIO JiA/IbHICTD HAa KOPUCTh MY3UYHO-
ro yommar (Oryer, 1902, IV).

BucnoBku. Otxe, mmif yac gisympHOCTI B XMY
C. MortTe mposBuIa NefaroriyHmii XucT, BUXOBY-
I04) TIPOTATOM BU3HAYEHOTO TEPMIHY M Y MeXax
permaMeHTOBaHOTO OCBITHBOTO IIpolecy (axiBIiB,
CIIPOMOYKHUX Ha JIOCTaTHbOMY ITpodeciitHoMy piB-
Hi YCIIIIHO 3Ji/ICHIOBATY BOKa/IbHi BUKOHABCHKY
Ta negaroriyny QyHkuii. Takuit piBeHb BUXOBaHHS
3a0e31euyBaBcs ONPALIOBAHHAM I'0O0CY Ha My3/d-
HOMY Marepiasi, AKUI CTAaHOBW/IN: iHCTPYKTMBHI
TekcTH (BIpaBy, BOKA/Mi3M) i MOMyAPHMIT Ha KOH-
LIepTHIll ClleHi KaMepHMIT perepTyap, 1o 3abe3re-
9yBa/Ii TEXHOJIOTIK ITOCTAHOBKY TONIOCY 11 OIaHy-
BaHHA KYIbTYPOIO CIIIBY, Ta €BPOIENICbKA OllEpHA
MY3MKa AK KpUTepiil BOKaIbHOI MaJiCTEPHOCTI.
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V. Mpyslavskyi. Anthology of Ukrainian film
criticism of the 1920s

Book review: Anthology of Ukrainian film criticism
of the 1920s / edited by: S. Menzelevskyi, O. Teliuk;
foreword by S. Menzelevskyi. Oleksandr Dovzhenko
National Center, 2019-2021. Vol. 1 — 176 p.; Vol. 2 —
128 p.; Vol. 3 — 200 p.; Vol. 4 — 200 p.

KIMDO

EY PRy pET

The four-volume “Anthology of Ukrainian Film
Criticism of the 1920s” continues the research
activity of film specialists of the Oleksandr
Dovzhenko National Center. The following books
were dedicated to the cinematograph of the 1920s:
“Album of Ukrainian movie posters of the 1920s”
(2015), “VUFKU. Lost & Found” (2019), “Mykhail
Kaufman: Ukrainian Dilogy” (2020) and others.

“Anthology of Ukrainian film criticism of the
1920s” is a collection of the most interesting,
original and influential film texts of the 1920s. The
first volume of the anthology (Cinema / Analysis)
is devoted to Ukrainian film theory. The second
volume (Cinema / Experiment) is devoted to the
discussion on avant-garde cinema on the pages of
the Ukrainian press. The third volume (Cinema /
Word) is devoted to reflections on the role of word
and literature in the production, contemplation
and analysis of motion pictures. The fourth volume
(Cinema / Factory) is devoted to the life and activity
of such an important topos of the film industry as a
film factory.

The need to analyze the contribution of Ukrainian
authors to the “cinematic idea” of the 1920s and

B. H. Mucnascvxuii. AHTONOTiA YKpaiHCbKOI KiHO-
KpuTuku 1920-x pokis

Penensia Ha KHUTy: AHTONOTiA YKpaiHCBKOI KiHO-
kputukn 1920-x pokis / ynopsap: C. MeHseneBcbKuii,
O. Temwox; nepenmosa C. MeHnsenescbkoro. Hanionann-
Huit nentp Onekcanppa JJopxenka, 2019-2021. T. 1 —
176 ¢; T.2 — 128 ¢; T.3 — 200 c;; T. 4 — 200 c.
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its further influence on domestic film studies and
domestic culture has long been overdue. One of the
first attempts to understand the themes and idea
of Ukrainian film texts of the 1920s belongs to the
creative team of the Oleksandr Dovzhenko National
Center. For many years, film experts Stanislav
Menzelevskyi and Oleksandr Teliuk collected and
compiled the materials that formed the basis of the
four volumes of the aforementioned book.

As the compilers of the series rightly point out,
“Ukrainian film theory had little time for authentic
development. Only after the foundation of the All-
Ukrainian Photo-cinema Administration (VUFKU)
in 1922 cinema in Ukraine acquired a more or
less stable institutional and economic basis for
its existence” (vol. 1, p. 2). Undoubtedly, the most
valuable ones are the studies of the trends and
phenomena of the formation of Ukrainian film art,
the problems of aesthetic categories and the creative
method that arose at the beginning of the historical
development of Ukrainian society, the coverage of
the ideological and creative concepts of Ukrainian
cinema of that time, the influence of film studies and
film criticism on cinematographic practice. First of

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.



all, it is important to study the formation of film
studies as a science.

With the beginning of the NEP, the number of
artistic and literary associations and groups in the
Ukrainian SSR is growing rapidly. The period from
the middle to the end of the 1920s is called the period
of “Ukrainian renaissance”. The desire to create
creative collectives and various artistic groups was
supported by the authorities and was characteristic
of the era of collectivism consciousness. Such a
situation helped Ukrainian artistic and literary
circles to unite and use their creative potential to
the fullest. In the creative discussions of the 1920s,
methodological principles of the development of
film art were formed, the analysis of which makes it
possible to reconstruct the historical picture of the
formation of Ukrainian film studies.

“Avant-garde (experimental) cinema occupied
a special place in this discussion. It was in the
description of various forms of experimental
cinema that Ukrainian film criticism first turned
to ontological questions: what is cinema and what
should it be? (vol. 2, p. 2). A very important problem
that was highlighted in the 1920s in Ukrainian film
studies was the search for new artistic forms to
embody new content, new methods of depicting
reality. The constant search for new means of artistic
expression, which were very common in Ukrainian
art in the 1920s, is to some extent explained by the
desire for innovation, the feeling that something new
needs to be said in a new way. The atmosphere that
was created in cinematography fully corresponded
the general atmosphere that prevailed in art.

“Ukrainization of film art in the 1920s happened
largely due to the involvement of writers into film
production. Ukrainian writers instantly responded
to the emergence of a new medium with poems,
feuilletons, and other literary genres, praising the
charms and condemning the defects of the new
art” (vol. 3, pp. 2-3). Of great importance for the
development of domestic cinema was the creation
of specialized publications in which issues of film
art were considered — important problems of the
development of screenwriting, artistic skills, genre
specificity, creative discussions were held, and
extensive information was provided about the state
of film art abroad. On the pages of these magazines,
figures of literature, cinema, music, and visual
arts systematically appeared: M. Bazhan, H. Epik,
M. Maiskyi, D. Buzko, Ya. Savchenko, Yu. Yanovskyi,

B. H. Mucnapcpkumit
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H. Zatvornytskyi, M. Liadov, I. Vrona, O. Dosvitnii,
H. Kosynka, M. Ushakov, I. Bachelis, O. Poltoratskyi,
M. Irchan, L. Skrypnyk, I. Belza.

Since 1925, a circle of authors (film critics and
theoreticians) was actually defined in Ukrainian
cinematography, consisting of pan-futurist writers —
playwright E Lopatynskyi, novelists L. Skrypnyk,
D. Buzko, H. Kosynka, poet M. Bazhan. M. Bazhan
headed the editorial office of the specialized
magazine “Kino’, he contributed to the uniting of
the society around the cinema to a greater extent
than others. In addition to editing the magazine
“Kino’, M. Bazhan also published his works in
other periodicals (“Universe”, “Vaplite”, “Life and
Revolution”). M. Bazhan’s interests are quite wide —
the work of a screenwriter, artist, cameraman.

M. Liadov considered the script as a literary and
cinematographic work, where the literary character
should reveal the essence of the cinematographic
idea, and the screenwriter should be able to think
in frames.

D. Buzko, the writer, screenwriter and film
theorist, also works prolifically in the genre of film
journalism. He systematically makes publications
on the pages of the magazines “Life and Revolution”
and “Kino’, participates in writing articles for the
collections of the VUFKU, in which he summarized
his investigations and research in the field of
cinematography.

The writer and critic L. Skrypnyk actively
collaborated with the magazine “New Generation’,
on the pages of which his theoretical articles were
published.

The pioneers of Ukrainian film studies had
to defend the independence of cinema among
other arts. It was the pioneer researchers who felt
the immense power of cinema’s influence on the
formation of consciousness, aesthetic views and
tastes of the masses.

The series of books “Anthology of Ukrainian
Film Criticism of the 1920s” offers a reader a broad
retrospective of the birth and development of
Ukrainian film studies in the 1920s. The compilers
have included the most interesting materials of
both well-known and little-known authors of the
‘cinematic idea” of that time. This four-volume
work plays an important role in the professional
development of newcomer film scholars and will be
of a great interest to experienced professionals.
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