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TPAHC®OPMALLISI OBPA3Y XIHKW-MATEPI Y BISYAJIbHIN KYJIBTYPI
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A. O. Asepwuna. Tpancdopmanis o06pasy >KiHKu-
MaTepi y Bi3yanbHill KyIbTypi He3aneXHOI YKpaiHu

Hocnimxyerbest 3MiHa 00pasiB MaTepuHCTBA Y Bisy-
a/bHIil KyNbTYpi He3ale)XHOI YKpaiHmM, BUK/IafalTbCA
HOIIAAM Ha (eHOMeH pempeseHTalii MOAYCiB XiHOY-
Hocti. IIpoaHanisoBaHo AuHAMiKy IX iHTeplperariii-
HMX MOJIeNell Ta BUAB/IEHO CEMAHTUYHI 3MiHM, 3yMOB-
JIeHi COLIOKYNbTYPHMMM ABMIIAaMU. BM3HaueHo, 110 Ha
MI0YaTKy CTAHOBJICHHs HE3aJIeXHOCTI (eMiHHICTb pe-
npeseHTyeTbcst B Mionoremi Bepernti, sika yoco6mioe
HalliOHa/IbHY ifieto. Yrpoposx 2000-X pp. y Macosii
KYIbTypi YKpaiHM TpPaHCIIOITBCA TeHJIEPHO-CTEPEO-
TUIHI MOTMBM MATePMHCTBA. YHACMiOK IOBHOMACII-
TaOHOTO BTOPTHEHHA OCTAHHI PeIpe3eHTYITbCH K
JKEPTOBHICTb CTOCOBHO BJIACHOI NUTUHU Ta JIEP>KaBI.
BkaszaHo mpmumHy pomaHTM3alil 300paKeHHs XKIHKH-
Marepi. OsHaueHo crenygiky 3MiH penpeseHTalil 3a
Hepiof, CTaHOBJIEHHA He3aleXHOCTi. BussneHo mpu-
9YHY i1 0c0OMMBOCTI iX TpaHcopMaLii B yKpalHCbKil
KY/IbTYpi lepiopy He3anmexxHocTi Ykpainu. 300pakeHHs,
IpeJCTaB/IeH] B MeJIilTHil KYIbTYpi, 3a/1eKaTh Bifj COLi0-
Ky/IbTYPHUX IIepETBOPEHD. BOHN He /e TPaHCIIITh
CTepPEOTHIIN, TPAZUILLi], 110 BUHMKAKTD Y CYCII/IbCTBI, a
71 TAKOXX POPMYIOTD KY/IBTYPHI CEHCHL.

KitrouoBi cmoBa: 06pas sinku-mamepi, 8i3yanvna Kymv-
mypa, eeHOepHi cmepeomuni, HauioHAIbHA i0es, MAco6a
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

A. Avershyna
Kharkiv State Academy of Culture, Kharkiv, Ukraine
https://orcid.org/0009-0004-9345-485X

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 CTaHOB/IEHHSAM He-
3aJIEKHOCTI B YKpaiHi TPUBAKTb IPOLECH KYIlb-
TYPHMX 3MiH, 3yMOBJIEHi BiIXOZOM BiJ IpOABIB
PaIAHCHKOTO B Pi3HMX cepax XUTTA. 30KpeMa, Y
COLIIOKY/IBTYPHOMY IIPOCTOPI IIPOCTEXYIOThCA XKi-
HOYi 06pasy, 10 3MIHIOIOTHCS 3a/IEKHO Bif MOmi-
TUYHOI Ta COLiaNbHOI cUTYyallil B KpaiHi. PosBuToK
Mac-Mefiia Ta Bi3ya/bHOI KyIbTYpY 3yMOBIIOE J10-
CTTiJI)KEHHA Bi3ya/IbHOTO Ta JIOTO BIUIVBY Ha COLIIYM.
Bigrak, icHye motpeba KyrpTyponoriusoi perernuii
00pasy iHKM-Matepi, AKNUII HAOYB YCKIA[HEHD i
BapiaTMBHOCTI, 1[0 pempeseHTOBaHi B Memiacdepi
HE3aJIOKHOI YKpaiHu.

AHami3 ocTaHHIX pgocmimKeHb i my6mika-
nifi. [locmpgHuKaMy Bi3yalbHOI KYIbTYpU €
A. Boitnen (2021), X. ®ocrep (1988), H. Mip3o-
eB (1998). Topi Ak B ykpaiHCbkilt Hayni 1 cdepa
KYIbTYPHMX JOCTipKeHb 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/IbTypi 3MiJICHIOBA/OCA B IIpallX
O. Kicp (2016), O. Bproxosenpkoi (2017), 1. 3y-
6asinoi (2022), T. Menbuuk (2019), O. Crskki-
Hoi (2001), KOTpi posrsazam 06pa3 >KiHKM B MIC-
TeLbKMX NpakTKaX. OJHAK HasABHA IIpOTra/lyHa B
MOCIIPKEHHAX 13 MUCTELbKUX peLeNLiii OKpeMIX
XiHOUMX 00pasiB y BuMipax KyabTypu. 30Kpema,
HEJJOCTaTHBO JIOCTI/KEHa IIpo0IeMa perpeseHTa-
1ii 06pasy >kiHKK-MaTepi y Bi3yaTbHUX CTYHALAX. 3a-
MOBHEHHIO 1i€] TEOPETUYHOI JIAKYHY IIPUCBAYEHA
114 pO3BifIKa.

Merta craTTi — 371i/ICHUTI KYJIBTYPOJIOTi4HY pe-
nemiio o6pasy iHKM-MaTepi y Bi3yabHilt Ky/b-
Typi fK BifoOpakeHHi COL[IOKYIbTYPHOI AMHAMIKM
B He3aJIeXHil YKpaiHi. [/ JOCATHEHHA METU He-
00Xi/JHO 03HAYUTH OCOOMMBOCTI KXiHOUMX 00pa3iB
B iHTepIpeTaliiiHiX MOJIENAX BidyanbHUX CTYZAIl,
JOCTINTI IMHAMIKY 00pasy XiHKV-MaTepi 3a pOKK
HE3a/IeXHOCTI, @ TAKOX EKCIUIIKYBaTy KYIbTYPHO
BaroMi ceHcy BapiaTMBHOTO CIeKTpa 00pasy XiH-
KI[-MaTepi y Bi3ya/lbHOMY IIPOCTOPI He3aIeXHOI
Yxpainn.

Buxnag ocHOBHOro Marepiamy JOCTiiKeHHH.
YHacmioK 3MiH, 110 IIOB’sA3aHi 31 CTAaHOBIEHHIM
He3a/IOKHOCTI YKpainy, BinOyBcs mpouec ¢popmy-
BaHHA MEJiIHOI KyIbTYpu. Y Bi3ya/nbHiil YKpaiH-
CBKill KyIbTYpi TpaHCHOPMYETbCS MaTpiapXa/lbHe
CTepeOTUIIHe CIIPUIHATTA XKiHOYHOCTI. Bif moyvar-
Ky He3a/lIeKHOCTI CHPUIHATTA TPajyULiiHOI pOri
XIHKM B CYCIIZIbCTBI II0Ya/0 3MiHIOBATUCDH IIiff
BI/IBOM COLIIOKY/IBTYPHIUX IPOLIECIB.

Crep1ury c/1ifi 03HaUMTH 3B 130K MK Bi3ya/lbHOIO
KY/IbTYPOIO /1 TPAHCTIbOBAHUMM HEI0 CTEPEOTUITHM-
MM YABJIEHHAMM ITPO KiHKY. [loC/ifKeHHA Bisyab-
Hoi Kynbrypu B KiHni XX cT. Oy/0 mpecTaBIeHo
perpocnextuBamu H. Mipsoesa (1998). Tak, aBTop
3a3HauMB, L0 Bi3ya/lbHA KY/IbTYpa IIOB sI3aHA 3 Bi-
3ya/JIbHYMU TOAIAMM, Y AKUX CIIOXKMBAY HIYKAE iH-
¢popmaniro. Bognouac y mpari «badenns i Bizyasns-
Hicte» X. @ocrep (1988) Bu3HAUMB Bi3yanbHICTh
AK coliabHmit GaKT, a 6aueHHA mpeAcTaBneHo ¢i-
3u4HOI orepaiieto. Hatomicte A. Boitnen (2021)
y posBifui «BisyanbHa KynbTypa» BKasanaa Ha pos-
BUTOK MefiifHUX CTypill i TpaHcdopmanio ysas-
JIeHb TIPO €CTETHUKY AK IepPeNyMOBY BMHVMKHEHHA
Bi3ya/IbHUX CTY/iMl «Bi3ya/bHe — L& HEMIMOBIPHO,
6a HaBiTb HUIIIBHO edeKTUBHUII iHCTpyMeHT. Bin
BIUIMBAE HA Te, AK JIOAM PO3YMIHOTH NOBKi/IIA»
(boitnen, 2021, c. 149). YkpaiHcbKuil HayKoBelb
K. Kucniox (2020) BigsHaums: «3 ofHOTO 6OKY, Bi-
3ya/lbHICTb, Ha BIMiHY BiJi IIPOCTOro, 30pOBOIO
CIIPUITHATTA, € COLIOKY/IbTYPHUM ABUILEM, BOJTHO-
4ac Bifjfi3epKajeHHsM IeBHUX IIMOMHHUX Ta/abo
TIOBEPXOBUX TPEHIIB Y PO3BUTKY KYIbTYPU B II€B-
HUI 9ac i neBHOMY Micti» (Kucmok, 2020, c. 13).

Bigsnaunmo, 1o came 3aBJsKHU Bi3yanbHUM 00-
pasaM QopMyIOTbCA TeHfiepHO-AuepeHLiiioBani
cxeMIt. 3a JOIOMOTOI0 Bi3ya/lbHOI KY/IbTYPY CTBO-
PIOIOTbCA TeHJepHi cTepeoTum Ta (eMiHHO UM



MacKy/IiHHO-3yMOBIeHi 00pa3u. COL[iOKyIbTypHUIL
IPOCTip NPU3BOANTD [0 MOsABY 06pasiBs, 1o permpe-
3€HTYIOTb YABJIEHHA IPO €IEMEHTH YKPalHChKOI
KY/IbTY P Xy/I0’KHbOK MOBOIO Ta AKi 3p0O3yMisi i1
MacOBOIO CIOXMBaya. HeBifginbHuM id cydac-
HOTO COLIIOKY/IBTYPHOTO IPOCTOPY € Mac-Mefia AK
CK/IasioBa MacoBoi Kynprypu. CaMe 3a JOIOMOTOI0
IHCTUTYTY Mac-Mefjia TPAHC/IIOIOTbCA CTEPEOTUIIN,
cUMBOY Ta iHOpPMalLilo, IKa aKTyajIbHa B Ljell ac.
Binrak BisyambHa KynbTypa € IIPOCTOPOM, Y MeKax
SKOTO BiTOOpaXKaroThCsl BIACTUBI [T CYCIiNbCTBA
CTEpeOTUIIHI YABNIEHHA PO JKiHOLTBO. HaaBHiCTh
Takux o0pasiB y MefiifHOMy IPOCTOPi SIK CKIajio-
Biil Bi3ya/lbHOI Ky/IbTYpM Jlerajlisye iX fK COL{io-
KYIbTYPHY HOPMY, YUM 3J1/ICHIOETbCA IMiTPUMKa
TarpiapXaJbHIX HOPM 4 iX pyitHalia Ta popmy-
BAaHHS HOBMX 00pa3iB >KiHKMU-Matepi.

Amnarnis BisyaJbHOro Marepialny B MefiifHOMY
npocropi 4aciB Hesanexxnoi Ykpainu yMOXIUBUB
3YNTYBAHHs K/TI0YOBOTO J/IsI MACOBOI KY/IBTY I 00-
pasy matepi. CoriokynsrypHi Tpancdopmarii 3y-
MOBIIV OPMYBAHHSA BapiaTMBHOTO CIIEKTpa 06pa-
3y: bepernna 1990-x pp., foMorocrnozapka no4aTky
2000-x pp., Bapiamielo sAKoro crae 06pas >KiHKU
AK JKePTBU MOOYTOBOTO HACUIBCTBA, MATip-3eMILA
yaciB Pesomonii ligHocri, anekcii Kpumy, ATO i1
OO0C, a TakoX 3aXMCHULA BIACHOI JUTHHY Ta Pifi-
HOI 3eM71i, 06pa3 AKoi 3yMOB/IEHNIT TOBHOMACIITA0-
HVM BTOPTHEHHAM p¢ Ha TepuTOpito YkpaiHu.

Hanpuxinni XX ¢T. B yKpaiHCBKill KymbTypi
BiOy/nucs cycninbHO-TIOMTHYHI 3MiHN, Gesmoce-
PeRHbO IOB’A3aHI 31 CTAHOBIEHHAM JEpPXKaBHOCTI.
[lopil, mo Mamm Micue B iCTOPUYHO-TIOTITUYHO-
My IMCKYPCi, BIUIMHY/IM Ha aKTyaslisallilo MUTaH-
HA TeHJIepHOI PIBHOCTI Ta eMaHCHIIALlii JKiHOIITBA.
TpuBamuit 4yac y KymbTypi HesanexxHoi YKpaiHu
TPAHC/IIOBAIACA CTEPEOTUIN PAJAHCBKOTO MIU-
HYJIOTO, fIKi 0COO/MBO BUPAXXA/MUCh Y TeHEpHIil
npobnemMarnili B 300paKeHHsAX XXiHOUMX 00pasiB,
1[0 pelpe3eHTyBamicsa B MefiitHiit Kynbrypi. [Ipo-
071eMa JKBIZHOCTI KOHCTPYIOBaHHSA 00pa3y >KiHKH
B MacOBil1 Ky/IbTypi IOIATA€ Y CTAHOBUII JKiHKM B
YKPaiHCbKOMY CYCHINbCTBi. 3 PO3BUTKOM TeHJiep-
HUX CTYZiil iHTepec 0 BUBYEHHA 006pasy >KiHKU B
YKPaiHCBKiil KynbTypi nocummsca. [licna mopin Pe-
BomoLii I'ifHOCTI Ta B 1epiofi BOEHHOTO BTOPTHEH-
HA p Ha Teputopito YkpaiHy 3aaHraxoBaHi crepeo-
TUITHI )XiHOYi 00pa3syt BiIXOAATH Ha 3a/IHIiI TIaH.

ITig 9ac CTaHOB/IEHHA HE3aEXHOCTI YKpaiHu y
Bi3ya/bHIil Ky/IbTypi cHOpMYBaMICs HAlliOHATBHO
3yMOBJIeHi 00pa3u, OJHNUM i3 AKVX CTaB 00pa3 XiH-
K1-MaTepi. YkpaiHcbKa JOCTifHNUI XiHO4nX 06pa-
3iB K. OtkoBuy (2010) y mpaui «Imo3is cBobopu:
00pa3 XiHKM Bif TpajyLiOHa/Ii3MY 10 MOJEPHI3MY»
BM3HAYMIa 00pa3 MaTepi CMHOHIMOM OMiKM, HasiB-
HICTb AKOTO B AUTAYIN CBIJOMOCTI CIIPUAE Iy XOBHIN
inenTuikarii. Y koHTekcTi aHam3y Marpiapxary B
ykpaiscpkiit kyaprypi O. Kicp (2016) 3a3Hauna,
O B apXaiyHMX Ky/IbTaxX KiHKa 6yna CHMBOTIOM
KUTTS, TOAI K «ocepisaM o6pasy bepernHi e ines
cBsiienHoro MarepuncTBa» (Kics, 2016, c. 6), i 1e
TaKOX BIUIVHY/IO Ha (GOPMyBaHHA Hal[iOHaJIbHOTO
Midy.

BaxxmBum € 1t Te, mo obpas bepernni 3’ aBma-
€TbCA B MEMIITHOMY HUCKYPCi Ha 04aTky 1990-x pp.
pasoM i3 hopMyBaHHAM HallioOHAIbHOI CaMOCBiO-
MocTi ykpainuis. Konuenuisa bepernni mommpio-
Bajlacb Y MacCOBiil KyJIbTypi, 30KpeMa [pyKyBaB-
CA BCEYKPAIHCbKIII HApPOJO3HABYMII YACOINC IIif|
Ha3Bow «bBepernus». Ines obpasy Beperuui crae
OfIHUM i3 LIeHTpa/IbHNX €/IEMEHTIB [Jep>KaBHOI ife0-
noril. Hanpuxiag, y nenrpi M. Kuesa Ha Monymen-
1i HesanexHnocti, creopenoro y 2001 p., komona
yBiH4yaHa ¢irypoto beperuHi, mo € yocobmeHHAM
nep>xaBHoOCTi. OKpiM TOTO, 06pa3 y pobori ykpain-
cpKoi xymoxuuii Okcann Yenemuk «XpoHiku Bify
®oprinbpaca» € cuMBONIOM JepkaBu. Monoza xiH-
Ka — CMMBOJI MOJIOZIOI IeP>KaBM, IKa MOCTPaXKfa/a
BiJl paJIAHCbKOTO MUHYJ/IOTO T2 HAMAraeTbCs yTBEp-
JUTU BIIACHNII CyBepeHiTeT. 3a3Ha4MMo, 10 06pas
XKIHKU-MaTepi B IIepiof] CTAHOBJIEHHA HE3a/Ie)KHOC-
Ti c@OpMOBAHO B MAcCOBill KyIbTypi B pe3y/nbraTi
CTBOPEHHA KOHLEMIil HalliOHA/IbHOI CBiOMOCTI,
110 AKTYa/Ti3yBa/mach y mepioy po30yoBI IepyKaBIL.
O6pas xiHKu-Marepi yocobmoBascs B Midosoriu-
HOMY KOHILenTi bepernni Ax MaTepi BCi€l iepKaBuL.

Opnak Ha novyatky 2000-X pp. HapaTuB fiepKaB-
HOCTi Ta HaI[iOHAJIbHOTO BTiNEHHS B 00pasi iHKu
HaOyB BifoOpaXeHHA B MOOYTOBMX Bi3ya/lbHUX
00pasax, 3yMOBJICHVX 3aCVUIAM T'eH/IePHIIX CTepeo-
TUITHVX YAB/IEHDb IIPO QYHKIIII )KiHKM B COLIOKY/Ib-
TYPHOMY IIPOCTOPI.

3BepHIMO yBary, 10 B Lieil Yac IPOCTEXKYETbCA
pospieHHs 00pasy >KiHKM-JOMOTOCIIOFApKM Ha
XIHKY, KOTpa >KepTBYE C00010, a TAKOX XKIHKY K
KEPTBY IOOYTOBOTO HACWIbCTBA. TaK, y IPOCTO-
pi BisyanbHOI KynbTypu ¢irypyBamu 306paxkeHHA
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XIHKM SIK JJOMOTOCIOJapKI, 1[0 YOCOO/MIoBaM Xi-
HOYY JKEPTOBHICTb HIOZ0 BJIACHOI POAMHM Ta IIO-
OyToBuX crpaB. JJoCmigHUISA Bi3ya/nbHOI KY/IBTYpH
Oxcana bproxoserbka (2017) BifsHauna: y pobori
«Life-time game» yKpaiHCBKUX XYJOXHMIb A/TiHN
Slkybenko it Kcenil [Hummipkol MatepuHcTBO Ta
JOMOTOCIIOfAPCTBO IPECTABIEH] K TeMa KOMIIL I0-
TepHOI Tpy. JKiHKM Y Bifle0 — XyJOKHMIN, KOTpi
3MYILEH] TIEBHMIT TIEPIOfl CBOTO JKUTTA 3aiIMATHUCA
He TBOPUYICTIO, a JOI/IANOM 3a AirbMu. HaToMicTb
npo6nemMa MOOYTOBOTO HACU/IBCTBA APTUKY/IbOBA-
Ha 32 JJONIOMOTOI0 XYOXKHIX 00pasiB y cepii pobit
«[lobpi momorocmomapku». 30KkpeMa, XYHOKHUILA
Mapnna Ckyrapesa 306pasusa orojeHi Tina Ha i
TIepemnCoK i3 iHTepHeT-GOpyMiB, e 06roBopoBa-
JI0CA [JOMAIIHE HACVI/IA.

Bapto 3ayBaxxuty, 110 HaBefieHi Bapiaii o6pasy
KiHKu-Marepi movarky 2000-X pp. € BUCBIT/IEHHAM
npobnemMu CpuitHATTA XinouHocti. Toxi sk mpu-
K/TaJjyi TeNeBi3iiHUX IIPOrpaM HaBIIAKM 3BeINYY-
I0Th Ta 300paXYIOTh MaTepPUHCTBO fAK TOJIOBHMIT
000B’A30K XiHKM. 30KpeMa, perpe3eHTallis COLli-
a/IbHOTO CTAQHOBMIA JXIHKM B TEJEBISiMHUX INOY
«Cynepmama» 4 «MiHA10 XiHKY» ClIpAMOBaHa Ha
(dopMyBaHHA CTEPEOTUITy MATEpPUHCTBA, 1O MOTIA-
ra€ B IIpe/CTaB/IeHH] JKiHKY, KA aCOLII0EThCA 3 J10-
MAIIHBOI0 POOOTOI Ta OMIKYHKOI CBOEI POJVHIAL
To6To TenebadeHHs 11bOTO TePiOfY MAKPIIIIIOBANIO
00pa3 >KIHKM-JOMOTOCIIOfIapKH, BOFHOYAC IPObITe-
Ma [JOMAaIIHbOrO HAaCU/IbCTBA B TeJeNIpOrpaMax He
IOpYLIyBasacs.

[Ticnsa mopiint Pesomonii TigHocti o6pas xiH-
KU-Marepi HAIOBHMBCA HOBMMM CUMBOTIYHUMU
cencamn. O6pa3 xiHku-Beperyui 3amiHIETbCS
o6pasom xiHku-peBonmwoLionepku. JKinka He nuie
0OMEXXYETBCSI MOK/IMBOCTSMM JIOT/IAZY 3 BIIACHOIO
ciM’elo, a 11 cTae peBormoLioHepKo0. BiTak, mpak-
TUKI BeJEHHA JIOMOTOCIIOAPCTBA 3MiHIOTbCA
NPAKTUKAMI aKTUBi3MY, BOIOHTEPCTBA, CIIPOTYUBY
Ta BeJleHHA 0OJOBUX Jiiil, UMM BUBOJATD JKIHKY 32
MeXi BeJleHHs TOCTIOfIApCTBA Ji IPUB’3KY [0 OCeTIi.

[oxii ATO Ta OOC BrmmHynM Ha popMyBaHHA
00pasy iHKM-MaTepi K BOOBHNYOI PeBOIOL}i0-
Hepku. [Ipuknagom e cepii pobiT ykpaincbkoi Xxy-
noxHuui Bragy Panko «KuiBcbkuit mofieHHUK», Y
AKOMY IIpefiCTaB/IEHO peLjeIliio Ha nopil PeBormonii
TigHocrti Ta anekcito Kpumy. O6pasu xiHok nocra-
I0Tb fIK CHIMBO/M YKpaiHCbKOi 3eMiti, 300pakeHi B

€lEMEHTaX YKPaiHCBKOIO HAPOJHOIO KOCTIOMA.
Kpim Toro, 3’aBnAwThcA imocTparnii apxeTUmHIX
00pa3iB YKpaIHCHKOI KYIbTYPM, HAIIPUKIIAT, JIS/Ib-
Ka-MOTaHKa. ABTOpKa BJIA€ThCA JI0 €KCIIPECUBHOTO
300pakeHHs OOPOTBOM YKPaiHCBKOTO HApOAY, IO
npexcraBnenuit deminHumMu obpasamu. «IlosBa
Ta HONY/IAPHICTb MIITAPHUX TBOPIB pENpE3eHTYE
IIparHeHHA YKPaiHIliB 3aJ0OKyMEHTYBaT! IPaBIUBY
ictopiro 1iei BiitHu 11 ocobucTocTi yKpains» (My-
cieHko, 2022, c. 35).

YHacTifoK TOBHOMACIITAOHOTO BTOPTHEHHS Y
Bi3ya/IbHiif KyIbTYpi Bifbymaca pagukanisanis 06-
pasy >KiHKM-MaTepi 3a JOIIOMOIOK CEMaHTUKY BO-
JioBHIYOCTI. TakoX 104aB MPOCTEXYBATICA MOTHB
YKEPTOBHOCTI CTOCOBHO JKVUTTS BJIACHOI AUTUHY YK
pifiHOI 3eMyTi. 30KpeMa, peaklji€lo Ha BOEHHI MOAii
€ cepist pobit Bragu Panko «/IbBiBCbKuMit 1107ieH-
HIK», Y SIKill pelrpe3eHTOBaHO 300pasKeHHs BUKpI-
BJIEHIX JKIHOYMX TiJI, AKi CUMBOJISYIOTb MOBY AK
1Iie OffHY 36poI0 BOpora.

AHajoriuni 3a 3MicTOM pPO60TM YKpaiHCHKOI
xypoxanii Karepunu JlucoBeHKo, fKa CTBOPIOE
peaxuiitai MidomoriuHo-apxaidHi CIKeTU B KOH-
TeKCTi MOBHOMAcIITaOHOro BTOprHeHHA. OpHielo
3 pobiT € 300paKeHHs XXIHKM, KOTpa TPUMae Ha
pyKax AUTHHY, IEMOHCTPYIOUM NPOTECT Ta Hera-
TUBHe CTaB/eHHA 10 BOEHHUX Tofii. Kpim Toro,
3’ IBJIAETBCA HAPATYB 3aXMCTY BIACHOI AUTVHU Bif
BOpora. 300pakeHHS XYJOXKHUII 3acBifjuye HOBe
CTaHOBMILE XXIHKM B YKPaIHCbKOMY CYCII/IbCTBI:
IHKa € eMaHCUIIOBAHOIO Ta 3[ATHOI H0pOTICA 3a
BIacHy cBo6ozy. Toit camuit MOTUB IIPOCTEXYETCS
B aBTOPKU B cepil pobit «Caau ckop6oTi», y Mexxax
AKOI BIIPOZIOBXX IEPIIOr0 POKy IIOBHOMACIITAOHO-
IO BTOPTHEHHs 300paXY€EThCS OTO/IEHA TieCHICTh
Marepi 3 AUTMHOK Ha PyKax Ha (OHI BUITaneHOI
3eMIi sIK MeTaOpy OHIBe4YeHOi Ta pO30PEHOI Bili-
How Ykpaiun. To6To 06pas, CTBOpeHMit aBTOPKOIO,
MO>XHa IHTepIIPeTYBaTy AK TAKMUIL, 1[0 BO3BEINYUB
MaTepMHCTBO Yepe3 AyXOBHY MOXEepTBY 3/ 30e-
PEeXEHHs JXUTTA BIACHOI AUTMHU 32 YMOB BiifHI.
Taxka myMKa cTae TOTOXXHOI TIYMauyeHHIO Bapia-
TUBHOCTI 00pasiB xiHku-Matepi 1. 3ybasinomw, xo-
Tpa BKa3aja Ha iX COLiOKY/IbTYPHY 3yMOB/IEHICTb,
y 3B’513KY 3 UMM 00pasn, «yTBOPIOIOYN XapaKTEPHY
TUIIOJIOTIIO, III/IKOM MOXYTb CIIPUIIMATHUCA AK CBO-
€pPIHMIT MapKep LIHHICHO-CMUCTIOBMX IOMiHAHT
qacy» (3yb6asiHa, 2022, c. 58).



BucHOBKH. 3a [JOIIOMOTOI0 Bi3yajbHOI KY/IbTY-
P TPAHCITIOETLCS CTEPEOTUIIHE CIPUITHATTA (e-
MIHHOCTI, 1IJ0 3aJIeXKUTb BiJ IOMiil y CYCIIiIbCTBI.
O6pas kiHKM-Marepi, BIACTUBMII TpPAFULINHIl
YKPaIHChKIiil KyIbTYpi, Ha IIOYaTKy CTAHOB/IEHHA
He3a/IKHOCTI TpaHcopMyBaBca B MidormoreMy
BepernHi Ta yoco6/10BaB HallioHa/IbHY ifieto. Ypo-
noBx 1990-x pp. 06pas BTi/OBAB ifiel0 Iep)KaBHOTO
cysepenitery. i nepiogy 2000-x pp. And MacoBoi
KY/IbTYP) XapaKTepHe 300pakeHHs TeHIepHO-CTe-
peoTunHMX 06pasiB MaTepPUHCTBA Ta XIHKY B PO
JIOMAIIHbOI TOCTOAVHI 31 CTAHOB/IEHHAM HPOOIe-
MU 1100yTOBOrO HacwIbcTBa. PeBomionis [imHOCTI
3YMOBWIA HapaTuB 60pOTHOM, AKMII HALIOBHIOBAB
00pa3 XiHKM-MaTepi KOHIL[ENITOM BOVOBHUYOCTI.
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[Topanbumit moniTMYHO-icTOpUYHMIT Tporec 6o-
poTBOU, 10 BiOYBAETHCS O COTOAHI, pelpeseH-
TYETbCA B MEiNHIN KYAbTYpi, y MeXKaX AKOI XKiH-
Ka-Matip He 0OMeXXeHa /IIie BIACHUM OYAMHKOM.
YHac/lilOK BOEHHUX [iili KOHLIENT MAaTepPUHCTBA
HAIIOBHMBCA MOTMBAMM 3aXMCTY BJIACHOI 3eMII,
JKEPTOBHOCTI CTOCOBHO 3aXVICTY BJIACHOI AUTHHIU.
Otxe, Bisya/nbHa Ky/JIbTypa B [epiof HeCTabiMbHUX
COLIia/IbHO-TIOMITUYHMX IPOLECIB  YMOX/IUBIIIE
penpeseHTalilo 06pasis, 10 TPAHCIIITH CTEPEO-
TUIIHI YAB/IEHHA CYCIIIIbCTBA, HAIIOBHEHI CeHcaMM
CIIIIBHOTY, KA NEPEXNBAE CIIIIbHUI KYIbTYPHUI
Ta icTopu4HuMit JocBif. IIpencrabnene focmimxKen-
HA HaJja€ 3MOTY JI/IA MOfa/IbLIOr0 BUBYEHHA 3MiHU
00pa3y XiHKU-MaTepi B KOHTEKCTi COLiOKY/IbTYp-
HUX MOl CbOTO/IeHHSI.
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TEXHIYHI OCOBJIMBOCTI HAPATUBHUX EKLUH-ITOP 1990-2010-X PP.
AK YYHHUK IXHBOIO PO3BUTKY B KOHTEKCTI LLUD®POBOIO MUCTELLTBA

I. II. Ileyepanchkmit

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

L II. Ileuepancokuii. Texuiuni oco6mmBocTi Hapa-
THBHUX eKIIH-irop 1990-2010-x pp. AK YMHHEK iX-
HBOTO PO3BUTKY B KOHTEKCTi IM(POBOro MUCTENTBA

Poskputo Ta mpoaHami3oBaHO TeXHiYHi 0COOMMBOC-
Ti HapaTUBHMX eKIIH-irop 1990-2010-x pp. AK YMHHMK
iXHBOTO PO3BUTKY B KOHTEKCTi IIMPOBOrO MICTELTBA.
3a3HavyeHo, 1110 B I]i POKY eKIIH-irpy 3aBJAKM TEXHONO-
FiYHOMY [IOCTYIIY BCE JK 3TIMICHI/IN [IEBHIIL «IIPOPUB» B
PO3BUTKY irpOBMX T€XHOIOTIH Ta Xy0KHbO-BIPaKalb-
HOI cucTeMu. AKIIEHTOBaHO Ha TOMY, 110 TOJIOBHOIO TeX-
HOJIOTI9HOIO IETEPMiHAHTOIO I}bOTO PO3BUTKY € irpOBui
pymwiit (Game Engine), Ha 6a3i sixoro peanisyerbcs cro-
ci6 B3aemopii i3 cepeoBuILEM, @ IIPOrPECUBHICTD IPO-
TPaMHOTO KOAY Ta aTOPUTMIB, 1[0 BUKOPYCTOBYIOTbCA
LMM pylIieM, BIUIMBA€ Ha TEXHIYHY AKICTb BCIX Xapak-
TepUCTHK — BiJj 300paskeHHs JI0 3BYKY. [loBefieHo, 1110
PO3BUTOK Bifle0irop y >KaHpi eKLIeHy y BKa3aHMIi I1epiof
nepei6ayaB BUPIlIEHHA NpoOIeMM YMOBHOCTI («aHi-
MaIitHOCTi») 306pakeHHs 3a JJOIIOMOTO0 TEXHOMOTIY-
HMX IHHOBALiM, SKi 3SMEHLIYBA/IM HEPealiCTUYHICTD Ta
HifBMIIYBaaM JOr0 BUpaXkanbHicTb. KimouoBy pomb y
LIbOMY BiflirpaJia TaKa eCTeTMYHA KOHCTAHTa, K «Hapa-
TuBHUII poctip» (Narrative Space). 3’sicoBaHo, 1110 Tex-
HOJIOTiYHA €BOJIIOLifl eKIIH-irop fK XaHpy HudpoBoro
MMCTELTBA CYIIPOBOKYBa/Iach IIOABO HEiHITHNX XY-
JI0)KHbO-OHTO/IOTIYHMX 3aKOHOMIPHOCTEN 1 IPUIUBUJ-
IIEHHAM IMHAMIK/ OCBOEHHA irpOBOTO IIPOCTOPY.

Knrouosi cnoBa: Hapamueni sideoizpu, exuin-iepu 1990~
2010-x pp. iHmepakmueHutl HAPAMUS, HeiHiliHicMb,
uuppose mucmeymso, aydiosizyanvna npakmuxa.

I. 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.

I. Pecheranskyi

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

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 TPOMOBUCTOK Ha3Bow «Ym e Bigeoirpym Mmuc-
tenTBoM?» (Smuts, 2005). V Hiit aBTOp, aHaTi3y-
104/ HAJIONYIAPHILII Ha TOM Yac Bifeoirpu, —
«Max Payne», «Halo» ta «Tom Clancy’s Splinter
Cell», — mocutp 06epexXHO Ta 3BaXEHO, aje H0-
JTydae iX 0 «HEeBMCOKOTO» MICTENTBa. YCi Lji irpu
MAIOTh iHTerpoBaHi croxeTy, 6MM3bKy 1o doTope-
anisMy rpadiky, a Tako)X HPOAyMaHi TPMBUMIpHi
CBiTM 3 GaraTuMu Ta ieTaIbHUMY TeKCTYPaMI, IO
3[aTHi BUKMKATY eMOIIil, TUTIOBI [/l eCTeTUIHOTO
CIOITIATAHHA.

Cripf ToroguTICh 3 AEAKUMYU CYYaCHUMU JOCTIif-
HUKaMJ, fAKi BBa)XAITh, IO KOMII IOTEPM30BAHA
KY/IbTypa He JIIle «eKpaHisye» Ta IudpoBisye Bci
penpeseHTaliii Ta I0fii, aze Ji TeHepye HOBI XyT0XK-
HbBO-CHHTeTHYHI CTPyKTypu. KoMm'loTepHi Bifeo-
irpy, Oymy4y ofHMM 3 HaiflepCHeKTUBHININX Ha-
IpAMIB ay/ioBi3yambHOi iHAYCTPii (IporHO3yeThCs
3pOCTaHHA 00CATIB CBITOBOTO PMHKY 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)), cuHTe3y0Tb iHTepak-
TUBHII MOTEHIIia/l BIpTya/bHOI PeanbHOCTI 3 Ha-
paTMBHMMM 3acajlaMyl TeaTpy, JiTepaTypyu Ta Ki-
HeMmartorpady, TMM caMyM reHepyroun HOBi Gpopmu
Ta IPUIIOMU Y TBOPYOMY IIPOLIeCi, HAITPUKIAJ, iH-
TEPAKTUBHMII HEMiHIIHNI HAapaTUB AK BaKIUBUIT
PETYIATUB Yy IIpoLeci PO3BUTKY / POSTOPTaHHA
icropii (Donikian & Portugal, 2004; Weber, Behr
& DeMartino, 2014; Zhu, Wu, Li, Avelyn, Mou &
Zhang, 2020).

AHanmi3 OCTaHHIX ROCTiKeHb i MyOmikamiii.
[pyHTOBHA TeopeTHdHa PO3po0OKa i BUBYEHHS PO-
67eM, 110B’A3aHX 31 crerudikoo BIVIMBY KOMIT 10-
TEPHYUX TEXHOJIOTi/ Ha XY[OXHI TBOPY Ta irpoBY
ingycTpito, posmoyanaca 3 mpaup C. Tombivana
PO MOBY a0CTPAKTHOTO Ta BIPTyalbHOIO CBIiTiB
(Holtzman, 1995), JI. MaHOB1Ya IIPO MOBY «HOBUX
Megiia» (Manovich, 2001), [Ix. [I. bonrepa a P. Ipy-
31Ha Ipo GeHOMeH peMefiialiii B KOHTEKCTi «<HOBUX
Mepiia» (Bolter & Grusin, 1999) ra in. A. [opuynr
y CBOIJ1 TIpalli 3BEPTAETHCA 10 IUTAHDb XYAOXKHDOI
BUPaXa/bHOCT] Ta crely¢iky BisyanabHOI permpe-
3eHTalii onoBizi B koM oTepHux irpax (Hornung,
2003). €. Apamc aHami3ye HeTiHIHY CIOXKETHY
CTPYKTYPY, OCOONMBOCTI HApaTVBY Ta AM3ANHY Y
Bizeoirpax (Adams, 2004, 2009). BogHouac unmano
3yCIU/Ib JIO JOCTIPKEHHA BiZleoirop, 30KpeMa B 4a-
CTUHI 3aIIPOBAKEHHA TEPMiHOJOT], BUCBITIEHHA
icTopil cTaHOBTEHHA KOMITI0TepHUX irop fAK iHxy-
CTpil po3Bar Ta BUOKpeM/IeHHs 0a30BUX IPaBUII I
3acap opranisanii, foxnam J[x. Hproman, A. byps,
E. Pomninrs, [I. Moppic Ta in. fAximo 6parn go yBa-
T HOBIiTHi HANPAI[IOBaHHA 3apyODKHIX aBTOPIB, TO
cnip, BigsHaunty possigky B.-M. KapxymaxTti nmpo
METOJ0JIOTiI0 TeHOHTOIOTIYHOTO MOCTimKeHH Bi-
neoirop (Karhulahti, 2015), 36ipky eceiB 3a pemax-
uiero [[x. Po6cona Ta I. TaBinopa, npucssadeny ¢i-
n0copcbKOMY aHaisy ecreTuky Bifeoirop (Robson
& Tavinor, 2018), pucepranito ®. Kammanbi mpo
MeTa(i3NKy i MeTaeTUKy B AM3aiiHi CTpaTeriYHux
Bifeoirop (Campagna, 2020), ctarti M. J[)oHCOHA
TIPO iCTOPUYHI aCIIeKTH ecTeTUKM KibepIpocTopy B
Bifeoirpax (Johnson, 2017), A. Tiitomi po oxTom0-
rito udpposoro mucrenrsa (Giomi, 2020), P. Ceit-
BaJIbJ| IIPO {HTEPTEKCTYa/IbHICTD 1 POPMYBAaHHH KO-
NIeKTUBHOI mam ATi npo Bifeoirpu (Seiwald, 2022)
Ta iH. TakoX O03HAYMMO IPYHTOBHY KONEKTUBHY
MOHOTpadio, IPUCBAYEHY MY/IBTUAUCIIIIIHAPHO-
My IIXOAY /10 HapaT¥BHOI €CTETUKM Y Bifjeoirpax
(Denizel, Sansal & Tetik, 2021), Ta nikaBy mparo
C. Ilerrini npo KynbTypHi 0cO6/MMBOCTI peanismy i
¢yHkiionanisMy (ippeanisMy) Ha IpUK/Iaz TiHTBI-
CTUYHUX ACIIEKTIB BifjeOrpy, IHTEPAKIiI0 Ta «IHTEP-
deiic» irpoBoro it peanbHoro caitiB (Pettini, 2022).

Ha BigMiHy Bif 3apyODKHUX yUeHNX, YKPAIHCBKI
TOCTiTHUKY He TaK aKTMBHO IIiKaB/IATHCS 1 aHaIi-
3YI0Tb TeMaTVKy KOMII IOTEPHUX Bifjeoirop, aje iH-
Tepec HayKOBIIiB MOCTYIOBO 3pocTa€. BifgHaunumo



TIOABY Ipalb i craTelt y mefarorivHomy (Jlyrosa &
Brnaxko, 2018) Ta nepeknazfosHasdomy kmwoui (To-
noBanbka &, [Iponyummy, 2019; [Hatenko, Benrep
& [lpyxuna, 2020) um posBifjoK, HMPUCBIIEHNX
AHTPOIIONIOTIYHMM 1 COLIOKYIBTYPHUM aCIIEKTaM
Bifeoirop (CrparonoBa, 2016; Anmiea & JKyxo-
Ba, 2016; Cxuba, 2020), GeHOMeHY reitmMepcTBa Ta
refividikanii (Bapenina, 2014; XKagan, 2021). 3a-
CIIYTOBYIOTb Ha yBary Ipali, y AKUX Bijeorpy pos-
IJIIIAI0ThCA K BU Mucrenrsa (Mapenny, 2013;
Xapnupka & Komicanyenko, 2020). 3Bakaroun Ha
Te, IJ0 HUHI B MUCTEITBO3HABCTBI He iCHYe JOCTi-
JUKEHb, ITIPUCBAYEHMX KOMIIEKCHOMY BUBYEHHIO
XY[0>KHbOI OHTOJIOTII BifIEOirop AK pisHOBUAY ayzio-
Bi3ya/IbHMX IPAKTHK, 6a30BaHill Ha IHTePaKTUBHO-
My HapaTyBi Ta HEJIHIHIN CHXXETHI CTPYKTYPI,
1151 po3Bifika HabyBae 0COOMMBOI AKTYaNbHOCTI.

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

Meroponoriss ROCHifKeHHsA, BifNOBiAHO, 3y-
MOBJIEHA MDKAMCUUIUIIHADHUMM Ta TEXHOKY/Ib-
TYPHUM CIPAMYBaHHAM NpefMeTa BUBYEHHS,
i me BrmMBae Ha BuOip iHCTpyMeHTapilo, ceper
CK/TafIOBMX €/IEMEHTIB fAKOTO: MO-IEpIle, PefyK-
LiOHICTMYHA TeOpid Ta NPMHLVII T€XHOJIOTIYHOIO
ieTEPMiHi3My, 11O HONOMAralTb BUABUTU PONb
KOMIT I0TepPHMX TeXHOJOTi mif yac opMyBaHHA
0COOBYIX Xy0KHBO-BIPAXKAIbHIX 3aC00iB Bifeo-
irop, a TaKOXX IXHill BIUIVB Ha €BOJIIOLIII0 XY/I0XKHbOI
Ta ay/Ji0Bi3ya/bHOI TBOPYOCTI; O-/Ipyre, HApATUB-
HUIT aHasI3, 10 JOIIOMarae 3po3yMiTi 3B sI30K ec-
TEeTUYHOTO e(eKTy 3 YHiKaJbHOI OIIOBifaTbHOI0
dopmoto Bifeoirop, sika BMOK/IMBITIOE CHEPTilo iH-
TEePaKTMBHOI Ta Xy/J0)KHbO-TI0CTAHOBOYHOI YaCTIH;
i, mo-Tpete, dinocodcpknit miaxin y itoro 3B’A3Ky
3 MMUCTELJTBO3HABYMM aHA/Ti30M, 3aBJAKM KOOIEpa-
il AKMX BUHMKAE MOXKIMBICTD 3aCTOCYBATU irpo-
BIIT Ta HEHOMEHOTIOTIYHNIT TIPYHIIUIIN SIK eleMeH-
T 3TaJAHOTO AHATI3Y, 106 O3HAYNTH CHelVpiKy
XY[,0XKHbO-BiPTYa/IbHOTO IIPOCTOPY HapaTMBHUX
Bifleoirop, AKui 3a CBOIMM €CTeTUYHUMM XapaKTe-
pUCTMKaMu OMM3bKNIL 10 IHTEPaKTUBHOTO irpoBOTO
Ta aHIMAaliJIHOTO KiHO.

Bukmag oCHOBHOrO Martepiamy MOCTiKEHHA.
Bynp-sika rpa, TpajuiiiiiHa YM KOMITIOTEpHa, He-
MOXK/IVMBA 63 CHCTeMV TIPaBII, IO KOHCTHUTYIOE
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0CcOOMVBIIT irpOBUIT TPOCTIP, KNI MOJENIOE pe-
Q/IbHICTD, IOTIOBHIOIOYM 200 KOHTPACTYIOUM 3 HEIO.
[llogo Bimeoirop, T0 BOHM IPAarHyTb «3aHYpPUTI»
KOpUCTYBa4a (IpaBl) y CIPOEKTOBAHWII BipTy-
QIbHUIT OOLINP 3 BifNIOBIZHUMY MeXaHi3MaMy Ke-
pyBaHH#, IPOCTOPOBUMI JIOKALAMY, KIIOUOBMMM
i GoHOBMMMU 00’€KTaMM, BHOCSIYM BOJHOYAC HOBI
TIapaMeTpy Ta XapaKTepPUCTUKN Y caM IpoLiec, o6
3arOCTPUTH €MOLIiiIHI IIepeXXMBaHHA TPABLB 1 CI10-
crepirayiB. Hacammepen, y cTarTi yBara aBTopa 30-
cepelkeHa Ha HapaTMBHOMY TUIIi Bifjeoirop (eKIuH,
KBeCT 4V PO/IbOBI irpu), AKuit BiffpisHA€TbCA Bif He-
HapaTVBHOTO CIOKETOMICTKICTIO, TOZII AK OCTaHHIN
«He MICTUTD >KORHOI icTopii i1 rpaBus» (Simons,
2007; Besmond, 2019, p. 21-22; [Toxxapuupka, 2021,
c. 125). ObpaHo came 11eit THUII, OCKINbKM BiH Kpaie
3a HEHAPATUBHUII IEMOHCTPYE Xy/J0KHbO-ECTETIY-
HIII TIOTEHI[ia/ Bifieoirop fAK >XaHpPY LM(pPOBOTo
MMUCTEL[TBA, T€HEPOBaHMII «peMefliallielo», «aHTH-
MOHTQ)KHICTIO» Ta IHTEPaKTUBHICTIO 3 0COOMMBIUM
TIIPOCTOPOBO-ONOBiJAILHNM (HOPMATOM, 3aBJAKN
4OMY 30arauyeTbCsi BUPaXaTbHUIT HCTpyMeHTapilt
3a3Ha4yeHoI ay/lioBi3ya/lbHOI IPAKTUKM, POSILUPIO-
€TbCA JIOCBif, 1 PO3BMBAETbCA CIPUIHATINBICTD
rpaBLs.

YHiKa/IbHICTb BiJleOrpy IIO/IATAE B TOMY, 11J0 BOHA
TeHepye ay/ioBi3yanbHy Ta eCTETUYHY i/1H031I0, AKa
HaJfla€ 3MOI He JIMIIE BiIyTy XyJOXKHI IPOCTIp
BIPTYa/lIbHOTO CBITy 3CepeiyHM, aje # 3MIHUTU
jtioro cBoeto ydactio (Berger, 2002, p. 6; Schuch,
2016, p. 29). [010BHOI TEXHONOTIYHOO JieTepMi-
HAHTOIO 11i€] YHiKabHOCTI Ta 1711031 € T. 3B. irpOBMI1
pymwiit (Game Engine), Ha 6asi skoro peanisyloTbcs
croci6 B3aeMofil i3 cepefoBuLiieM, 0o ayRioBisy-
anbHa crienudika ta yssneHHs icropii. [Iporpecus-
HiCTb IIPOTPaMHOr0 KOy Ta aITOPUTMIB, IJ0 BUKO-
PUCTOBYIOTbCA MM DYIUIEM, BIIMBAE HA TEXHIYHY
AKICTh BCIX XapaKTepucTuK — Bifj 300pakeHHA
mo 3ByKy. PisHi anropurtmm peanmisanii irpoBoro
pyLIis Ta HafjaHi HUM MOXK/IMBOCTI 6arato B 4oMy
BYM3HAYM/IN CIIEKTP a/jalITOBAHMX TBOPYMX IIPUIIO-
MiB Ta croco6iB oprauisarii MaTepiany Bizeoirop
(Gregory, 2018).

Cepep 0OCHOBHYX CK/IaJIOBJX KOMIT I0TEPHUX irop,
BIOKpeM/IeHnX cBoro yacy I. ToBmanzmoM, — 3ByK,
306paxeHHs, iHTepdelic, HapaTUB Ta irpoBa Mexa-
Hika a6o mpornec (gameplay) (Howland, 1998; Jin,
2021), — Ha 0cOOMMBY yBary 3aC/IyTOBYE OCTAHHIlL,
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1110 Tlepei0ayae MpaBua B3aEMOil, IPyHTOBaHi Ha
TEXHIYHOMY MOTEHIlia/li irpOBOroO pyIlis Ta MiAmo-
pAznkoBaHi HapaTusy. CaMme irpoBa MexaHika BU3Ha-
Yae MOXKIMBICTb ayfUTOpii KepyBaTy¥ HaIpPAMOM
PO3BUTKY ICTOpIl Ta 3ajjae eCTeTUYHI IapaMeTpu
CIIPUIIHATTS B Pe3y/IbTaTi perfaMeHTalii crnocooy
B3a€EMOJii 3 TBOPOM ab0 6e3mocepeHbO ANropuT-
My IrpoBOrO IIpOLeCY, AMHAMIKM IHTEpPaKTMBHOI
Ziil Ta BapiaTMBHOCTI camol iHTepakuii. Bugosminn
irpoBoi MexaHiku € ofHuM i3 Barommx axTopis
Pi3HOMAHITTA HANpAMIB Ta >KaHPIiB Bifeoirop, a
il 3aTHICTb TPAHCIIOBATY ILIITICHY €MOIIilo, IO €
AKICHMM TIOKa3HMKOM XYHOXXHBOTO TBOPY, BKa3ye
Ha iCTOTHY arpuOyIlil0 HApaTUBHMX Bifeoirop —
3aBepleHicTb. byayun gopmoro iHTepakTHBHOCTI,
irpoBa MéexaHiKa, 110 CyTi, IPMBHOCUTb HOBY Bi3y-
QJIPHO-IIPOCTOPOBY MOJAJIBHICTD 11 GopMy KoMy-
HiKalii, /ie aBTOp 3a JIONOMOIOI0 TBOPY PO3IIOYM-
Hae pianor 3 xopucryBadeM (Marak, Markocki &
Brzostek, 2019).

HapatusHi Bifjeoirpy — JOMiHaHTa PO3BUTKY
iHTepakTyBHOrO HapaTupy Ha Mexi XX-XXI cr.,
YPaxoBYyHUM 3aJjaHy CIKETHY KOHCTDPYKIIKO Ta
icTopito, mo renepyerbcs B real time mip vac B3a-
€MOJIii KOPUCTYBaya 3 BIpTya/lbHUM CEpeLOBUIIEM,
MOJIe/IbOBAHY Ta BY3/I0BY OpraHisaiiio cioxery. Lle
HiATBEPIKYETbCA ICTOPiEr0 PO3BUTKY Bifleoirop i
0COOMMBO XaHPY «eKIIH». Y 1992-1996 pp. 3 mo-
ABoto Bineoirop «Wolfenstein 3D» Ta «Quake» pos-
pOOHNMKaMy 3aTIPOIIOHOBAH] IjiKaBi Ta IPOrpecyBHi
Ha TOJ Yac pillleHHA: 3BePHEHHA [0 pealiCTUYHOI
CIOKETHOI OCHOBY; BiITBOPEHHSA IICEBIOTPUBUMIP-
HIUX IepCOHaXIB Ha 6asi cupaiitoBoi rpadikm Ta
i3soMeTpuyHOro OTOYEHHA (JIAETHCA IIEPeBaXKHO
npo «Wolfenstein 3D»); TBOpue BUKOPUCTAHHS pe-
aTiCTMYHOTO 3BYKOBOTO PillleHHS; JOIIOBHEHHA [IN-
HAaMIYHOTIO irpoBOTO NPOLECY KOPOTKUMM TEKCTO-
BUMM BCTaBKaMI IIPO MOALL; TpaHCIALIA ORI Bif
TepIoi 0cobu 3a JOMOMOTOK0 «CY0 €KTUBHOI KaMe-
pu» Ta BHYTPIIIHBO Ka[pOBOTO MOHTAXY, 110 IO-
CcTae HeoOXiTHOI YMOBOIO OpraHisarii fyHaMiqHIX
CIIeH Ta eCTeTHKI «HEMOHTXHOCTI» fiii; po3pobxa
irpooro pymrisa «Quake engine» i HOBUX anropur-
MiB pOOOTI 3 JAaHUMIL, 11O JO3BOMIV/IN BiMOBUTICS
BiJl yMOBHOCTI CIIpaifToBoi rpadiku Ta BifTBOPUTH
pearicTiyHinre 06’ €MHe CepeoBHILE; MOTITOHAb-
Hi Mofieni mepcoHaxiB Ta 00’exTiB, dororpadiv-
Hi TeKCTYpu Ta 06’€MHe CBIiT/IO, AKi BMOXIMBUIN

eKCIIEPUMEHTI 31 CBITJIOTIHBOBOI  CKJ/Ia/JOBO0
(crocyerbest «Quaker) (Kent, 2010; Sanglard, 2019;
Petersen, 2021).

Taxum 4nHOM, PO3BUTOK Bifleoirop y >kaHpi ex-
meHy y 1990-x pp. mepen6ayaB BUPILIEHHS IIPO-
OnmeMy YMOBHOCTI («aHiMawiifHOCTI») 300paskeH-
HS 3a JIOIIOMOIOI0 TeXHOJIOTIYHMX iHHOBallil, SKi
3MEHIIYBa/ly HepealiCTUYHICTh Ta Mi{BUIIYBaIN
BYP)Xa/IbHICTb OCTAHHBOTO. K/II0U0BY posib y 11b0-
MYy Bifjirpasa Taka ecTeTM4Ha KOHCTaHTa Bifieoirop,
K «HapaTuBHMI pocTip» (Narrative Space): sKio
niTeparypa, KiHemarorpag, TeaTp OCHOBaHi Ha IICH-
XOJIOTIYHIMX Ta MOAIEBMX aCIEKTaX TeHepaIbHol ic-
Topil (TOOTO J1isl BUXOAUTD i3 KOHTEKCTY icTopil Ta
3YMOBJIEHA HIIM), TO Bifjeorpa 6esIocepeHbo 3ajie-
KUTD Biff CTPYKTYpU TOTO IIPOCTOPY, Y AKOMY BOHa
icHye. [HIIMMM cTIOBaMy, iCTOPisA TBOPUTHCA HE Me-
Ta4MHHMKAMY, A JMHAMIYHIM OCBOEHHAM irpoOBOToO
IIPOCTOpY, B «HapaTuBHiit fiii». Came ToMy JifieTbcA
He IIPO CTaTUYHY, a UHAMIYHY OHTO/IOTIIO, [ie IIPO-
CTOpOBi Bapialjii (peamcTuyHi Ta HepeamicTUYHI)
TIepeTBOPIOIOTHCA Ha POPMATBHO-CTPYKTYPHI KOAN
Bi3ya/IbHMX 3HAKIB, 3[JATHUX IiJKPECIIOBATY TOHU
11 aTMocepy Ta/abo BUpaXkaTu eMOLiliHi BiITiHKY
(Isigan, 2013; Attademo, 2021).

Ockinpky B 3a3Ha4YeHMX Bifeoirpax Oinbiie me-
peBaXkaB po3BaXKaNbHMUIT eeKT, TO AYMKY ZOCTIif-
HMKIB B OL{iHI|i iXHPOTO HAPATMBHOIO IOTEHIIANy
posiimnucs Ha pro (3. TomameBcpknii) et contra
(x. Ixym). Papme 3a Bce, mifcTaBoo TaKoi MOMAp-
HOCTI migxopmiB 6yB aKIIeHT Y Bifleoirpax Ha irposiit
MeXaHilli, 106 MpuBAOUTY Ta yTPUMATU TPABIA
(came i3 VX IpUYMH JiesIKi pO3POOHVIKY BBAXKAIIL,
110 Bifjeoirpam He MOTpiOHa icTOpis B3araii), a He
Ha JIpaMaTyPriyHiil CKIafi0Bill BipTya/lbHOI peajb-
HOCTI, y 3B’A3KY 13 LM LA ayfioBisyanbHa IpaK-
TYKAa He Maja CYTTEBOIO €MOLiITHO-eCTETMYHOIO
BIIBY Ha KOPMCTyBaya.

YcyHeHHA 1IbOTO HEZOMIKY Ta BIOCKOHA/EHHA
TBOPYOTrO iHCTPYMEHTapil0 HapaTMBHUX Bifeoirop
posnovanocs micns Buxoxy «Half-life» (1998), sxa
pospobmsanace Ha HoBoMy pymwii «GoldSource».
Voro iHHOBaiiiHicTh TONATaNA y BUKOPUCTAH-
Hi CKeJleTHOI aHiMallil MepCOHaXIB 11 MOX/IUBO-
CTi BTiIEHHA CIOKETHMX BCTABOK B irpOBY [ir0
(Machkovech, 2020). Ha xans, e He fogano mep-
COHaXaM MIMIKI1, TOMY 33/ JOCATHEHHS eeKTy
eMOILIi/THOI BUPaXaTbHOCTI BIAINC [0 Tepebinb-
IIEHHA 1103, JKECTiB i BUKOPMCTAaHHA MOBU. AJle



TOJIOBHOIO XY[J0)KHbOIO HOBALIEI0 IPU € CKPUIITOBI
CIleHU, — KiHOMi3aHcIeHN abo KiHeMaTorpadiuni
Iepexofiy, iHTerpoBaHi B TelIMILIEN, Jie KOPUCTY-
Bay CTA€ CBIJKOM CIXKETHOI IIOfil, — 4epes AKi pe-
a/i3yBaBCA HApPaTUB 3a JONOMOIOK He TEKCTOBMX
BCTABOK, a II0CTAHOBOYHOI aHiMalii IepCOHaXiB.
3aB/IAKYM CKPUIITOBUM CII€HaM BJIa/ioCs MOENHATH
HAapaTyB Ta irpOBY MEXaHIKY, 1110 CIPUSIO INOIil
iHTerpaii 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/IAJHOI JpaMaTyprid-
Hoi cTpyktypu «Half-life», 3 1i croxerom Ta inpu-
Biflyati3alli€lo mepCcoHY FOMOBHOTO reposi (BYEHOTO
[. ®pimena), AKnit po3KpMBa€ HAPATVUBHY CKIAJIOBY
IJIAXOM MOJE/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 € HacTynHIMY eTa-
IaMI PO3BUTKY HApaTMBHOIO Ta TEXHONOTiYHOTO
TIOTEHI}iaTy IIbOrO XaHPY IU(POBOro MICTELTBA.
«Doom 3» 4iTKO [EMOHCTpYE NOCTYI B OIaHY-
BaHHI NIPUITOMIB KiHOOIIOBIfIi 3aBJAKN OPTraHi4HO-
My IO€[HAHHIO Bi3ya/lbHOTO Ta 3BYKOBOIO PARY,
0araTOrpaHHOMY BUKOPVICTAaHHIO MOXIMBOCTEN
CBIT/IA /1 CKPUITOBMX CLIEH, A L€ IPa BiJI3HAYAETh-
cs1 baraTbMa TeXHIYHMMM HOBALAMU: alITOPUTMU
JUKepeNl OCBIT/IEHHS, AKi JO3BOJAKTb KMAATH TiHi
Ha pyxoBi 00’exTy; TexHomoris Normal mapping,
3aBJAKY AKiM TPUBMMIPHI MOJiei BifITBOPIOBAIICA
JIOCUTB JIETa/Ti30BaHO, 1110 JO3BO/INIO 3aBYa/TI0BATI
HEeJOCKOHAICTh MEePCOHAXIB Ta 00’€KTiB, MiBU-
umty iHpopMaNiiiHy eMHICTb 300paXkeHHS TOLLIO.
Ane HalironIoBHille, PO IO 3a3HAYaMM €KCIep-
TI, — Ipa He NPOCTO PO3IOBifia/a iCTOpito, ane it
3a JIOTIOMOTOI0 3aCTOCOBAHOTO AaBTOPAaMI TBOPYOTO
IHCTpyMEHTapilo, BKII0YAK4M CBIT/IO TA TAMMY 3BY-
KiB, HarHiTa/ma 6axaHi HaIpyXXeHHA Ta aTMOChepy
CTpaxy, 3MyLIyBaja KOPUCTYBaya IEePEHATICA
aTMoc(eporo Toro, mo Bigbysaerncs (Kent, 2004;
Kosak, 2004; Atherton, 2004).

Tonosuoro BigminHicTio «Half-Life 2» Big «Half-
Life» 6yna noniicropiiticTs. 3a gonomoroo mocra-
HOBOYHOI B3aeMOfil 6e3/iui mepcoHaxiB gpyroro
mnany (A. Benc, b. Kanxayn, po6ot Arikc) Bramocs
BUJJO3MIHUTY irpOBMII IIpoLiec. BHeCeHH: TMHAMIKI
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71 pO3MAiTTs 10 TMOJiEBOTO PsIAY (MepecitifyBaHHs,
TIepeCTPIIKY, MOWYKM Ta iH.) BifOynocs 3aBIsKy
3a/Iy4eHHIO JOCBINY KIHOTBOPIB KaHPY €KIIH, 0CO-
OMUBICTH AKOrO — MIATPUMKA iHTepecy I/sAfada
Bif IOYATKY icTOpii 70 QiHambHuX TUTpIB. I3 Li€o
MeTolo i Oyma 3acTocoBaHa (i3nyHa cucTeMa Ipi,
KO/ TpaBellb BUKOPUCTOBYE IIPYYHi IIPefMETH,
Jonarouy nepemkopy. IIominmmeHHsa ecTeTMYHOro
eeKTy JJOCATHYTO 3a JJOMOMOTOK 300pakeHHS 3
pO3LIMpEHNM AMHAMIYHUM Jialla30oHOM. BracHe,
TOMY BJA/I0CA JeTa/li30BaHO OINPALIOBATI IIPOCTIpP
i peanicTIYHO Ta eKCIIPeCHBHO BiITBOpUTH Hebeca,
o neperBopuno «Half-Life 2», Ha gymKy meskmx
eKCTepTiB, Ha «HapaTuBHMII menesp» (Staff, 2019).

[lo peui, came 3aBJAKY TaKill «peamicTUYHIN» ec-
TEeTUL|i HapaTMBHI Bifleoirpu i1 BipisHAIOTbCA Bifl
IHIIMX MUCTENbKUX MpakTUK. Hanpukiaz, sparHi-
CTIO peasIi3yBaTI y Ipi peabHuMIi pyX IepcoHa)ka Ha
BiIMiHY Bifj CKYJIbIITYPH, Jie PyX MOXKe OyTI TiIbKN
HaMiveHu1 i 03010, ab0 OIIAKOM 00 €KTa 4 JIO-
Kallil 3 pi3HMX CTOpiH, MaHIIy/II0YY IHCTPYMEH-
TaMyl IIepeMillleHHA KaMepy, 110 HeMOXXIMBO IIijf
9ac posIIALY KapTUHY, Jie IPOCTip BijoOpaxxaeTh-
Cs1 JTuile KOMIIO3UIiHuMM 3acobamu. Takox crif
3BEPHYTH YBary Ha BifICYTHICTb NaKyH (IIOpOXKHe-
4i), AKi iHOi XapaKTepHi A/ iTepaTypHOro TBOPY
1 O3BOMAITD JOMMUCIUTH TIOAII: Y HApaTUBHIN Bi-
Jieorpi 3aBAKM iHTEPAaKTMBHO OOpPAaHOMY IpaBIieM
I/IAXY [ePCOHAXKA TAKMX IAKYH HEMAE, 10 HaJii/Ige
MY/IbTYMERITHUI CBiT KOMIT I0TepHOI Iy 61/1b11I010
PeaniCTUYHICTIO MOPIBHAHO 3 IHIIMMU TBOpPaMMU
K/IaCYHOTO MUCTELTBA.

[lnpoka mamiTpa KiHemarorpadiyHux mpuiio-
MiB Ta IIOCTAHOBOYHMX €/IEMEHTIB IpeJCTaB/IeHi
y Bigeorpi «Fahrenheit» (2005), sika poskpuia mo-
TeHIlia/l MOHT)XHOI IIpe3eHTallii il Ha mpoTuBary
aHTMMOHTaXHil ecreTui (Cage, 2006). CueHapu-
croBi Ta pexuceposi [I. Keiifpky Bnepme Bramocs
BiITBOPUTM HApaTMBHY 00pasHicTh y 1i TicHOMY
3B’A13Ky 3 KiHeMaTorpagivHowo. BiH 3sMeHIIMB Tpu-
BaJIiCTb irpoBOI IMOCIIJOBHOCTI BifpisKiB icTopii
Ta iHKOpHOpyBaB 0e3/iy CKPUNTOBMX €NeMEHTIB
(pyx xamepu, IOCTAaHOBOYHI PaKypcH, MOTieKpaH
i MOHTaX), 1100 TOCATTH iHTePAKTUBHOI IUHAMIKY
Ta HenmiHiitHOCTI clokeTy. [Topsix 3 ocobmuBoI0 por-
IO €JIEMEHTIB KiHOMOBY, fIKi JJO3BOJANN TBOPYO
TpaHCHOPMYBATH Ta €KCIIPECUBHO TIOfIABATY TIOfi],
PO3MaiTTA aHiMallil TeHEPYBaIOCA 3a JOMOMOIOK
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TEXHOJIOriI motion capture, 10 IepeHecna Pyxu
npodecifiHNX aKTOpiB y BipTyaJbHe CepeoBMIIe.
3BiCHO, BApTO MOTOAUTIUCA 3 AEAKUMU KPUTHKAMU
B ToMy, mo «Fahrenheit» cyrreBo moctymamaca
IHIIMM 32 AKICTIO ONPAIIOBAaHHA IIEPCOHAXIB Ta
cepeposua (Chalk, 2015), nmpore BpoBamKeHH:
LIKaJIN «I1iI03pW» y 3B’A3KY 3 iHTepdericom, obme-
JKeHMI1 MiMiT yacy s 30epexkeHHs HeoOXiZHOro
TeMIOPUTMY PO3BUTKY iCTOpil Ta IIBMAKOIJIVH-
HOCTI, aKTMBHE BMKOPUCTaHHA MY3MYHMX KOMIIO-
3UILI Ta iHIN TBOPYI NMOINYKM aBTOPCHKOIO KO-
NIEKTUBY B YacTUHI afanTanii KinemarorpadidHoro
JIOCBify 301/IBIIV/IN YACTKY XYAOKHBOI CK/IafOBOI B
HapaTVBHMUX Bifleoirpax.

He Mmenm 11ikaBo1o i M0ka3soBO B aCIeKTi, KNIt
JOCTIPKYETbCSl, BUABMIAch Bigeorpa «Crysis»
(2007), pospobnena na CryEngine 2 — ogHOMY 3
IepIIVX PyIIiiB, AKi BUKOpucToBYyIoTh Direct3D 10,
npore BiH Takoxk migTpumye DirectX 9 Ha
Windows Vista Ta na Windows XP (Crysis, 2007).
Oxpim HasgBHOTro 6asucy aypioBi3yanbHUX Xapak-
TEPUCTHK B irpOBili iHAYCTpii, BOHA MiCTI/IA Ki/TbKa
TEXHOMOTIYHMX iHHOBAL: MiATPYMKA iHBEPCHOI
KiHEMATVKM, IO JO3BOJIAE JOCAITI IPUPOSHIIOL
IUIACTVKM T€pOIB, CCTeMA IMiTallil MOBEJIHKM Pi3-
HUX (PI3MYHVX CepeOBMIL i HOBi aITOPUTMM TeHe-
pysanHs ocsitnenns (Per-pixel lighting Ta kom6ina-
11ii TiHeit), BifoOpaXkeHHsI, 3aJIOMJIeHHsI Ta aHiMalyii
TeKcTyp. HapaTtus poskpuBaeTbcs 3a JOMOMOIOXO
IHTepaKTVBHUX NPUIOMIB 1 CKPUIITOBMX CL€H, Y
AKNX PEXNCEP 3BEPTAETHCA IO €CTETUKM JOBIUX
IUIaHIB, NPOAYKOBAHOI CY0 €KTUBHOW0 KaMepoio.
[Ipsmuit (Big mozil go mopii) Ta Hempsimuit (depes
¢doTo, ApyKOBaHi JOKYMEHTH) CYIPOBif IpaBId
poburts icTopito BifkputiuIow, a eTanisauis Bip-
TYaJIbHOTO IIPOCTODY, e ocobmmBe Miclie mocingae
COHAYHE CBIT/IO, Pa30M 3 IHINVIMI PillIEHHAMU Ha-
OTVDKAIOTH 3a CTYIIEHeM HaCUYeHOCT] irpoBuii Kajip
0 KiHOKajpy 3 JOro eCTeTHKO-OHTONOIIYHIUMNI
XapaKTepuCTUKaMu. A Ie 6imbIIoi peamicTIdHOC-
Ti «Crysis», K10 NOpiBHATH I, TpuMipom, 3 «Far
Cry» (2004), ne Buxopuctanumit pymiit CryEngine,
HaJla€ iCTOTHO IOKPALIEeHNII iIrpOBUI LITYYHWIA iH-
tenekT (Game artificial intelligence), sskum y Bizeo-
I'pi HaJliNeHi BOPOTML.

CBo€epifHMM TiICYMKOM €CTETMKO-TEXHOJIOTIY-
HOTO IIOCTYIIy HapaTMBHIUX Bile0irop B 03HAYeHMI1
nepiop Oyna mosBa «Heavy Rain» (2010), pexu-
cepoM fKoi BuABMBCA Buiesraganmit [I. Keimx.

3aBpsKu HeabMsAKOMY 30/MVDKEHHIO Bieorpu 3 Ki-
HeMartorpad)oM, BOHa JIicTama Ha3By «iHTEPAaKTUB-
Hol pamm» (Purchese, 2008; Zagal, 2011; Joaquin,
2023). Po3poOHUKM MOMICTMIM BUOBUIIHICTD HA
ApyTuii ITaH 1 Ha IEpPIIVii BUHECTHN IpaMaTypriio,
KVHYBIIM BUKIMK OCHOBHMM BaflaM CYYacHUX Bi-
fieoirop — creoperumisanil i nmpumitusisanii. To-
nosHMit repoit I. Mapc ynpopoBx ictopii Moxe Ti-
KaTy BiJj IIOTOHI, BCTymaty B OiliKy, KOMYHIKyBaTy
3 IEPCOHAXaMI 4V BYMHATY MOPA/IbHO Ta paMa-
Typriuso BunpaspaHi pii (mpyumipom, BOMTH TOp-
TOBIISI HApKOTMKAaMM), BOZHOYAC NIPMPOFHWIL Xif
Kay3a/IbHVX 3B A13KiB He Oype nopymero. Ha okpe-
My yBary 3aCayroBye HEMiHiiHNUII PO3BUTOK €Ii30-
ZIiB, 10 PO3TOPTAKTbCA 3a JOIIOMOTOK JOCKOHA/I-
uroro, HiX y «Fahrenheit», cuHTesy iHTepakTHBHOI
Ta II0CTAHOBOYHOI CKIafoBuX. HoBi iHTepakTuBHI
MOXX/IMBOCTI OpraHisamil Ta po3MaiTTA CKpPUIITO-
BIIX CIIeH IIPONOHYIOTD IPaBIo Oe3riy MapmpyTiB
MK OIOPHMMM TOYKaMMU, @ HEeMiHIHICTh HapaTUBY
JIil Ta IOJ1i1 pO3BMBAETHCA B [paMaTUYHOMY PYCIIi,
HOEHYIOUN X Y CHOXKETHY JIiHiI0 Ta BUK/IVKAIOYM B
TPaBLA LTy Na/TiTPy €MOLIil i BpakeHb. Po3sKpnT-
T4 arMocdepy, HaCTPOIO Ta 3aAyMy KOXKHOI OKpe-
MOI CLeHM CBIIYMTb IPO TEXHOJIOTIYHMII piBEHb
Bigyasisallii Ta feTaisallii J0KaLili, 10 f0fa€ pe-
amicTMYHOCTI JifioBUM ocobam (1ukipa, Bomoccs,
smopuky). Ha gymxy M. Hikcona ta J[x. bisokxi,
IpeACTaBAeHNIl Y Bileorpi HOBUIL TUII «iHTE€PaK-
nii-306paxenna» (“interaction-image”) posriana-
€TbCs K Ti0pyy] irpOBUX Jiiil Ta OMIiil KOHTpOTEpa
(mpucTpilt, MO BUKOPYUCTOBYETHCS IS BBEJEHHS
[AHVX Y Bifieorpy), KWl mifcumoe ifeHTndikaniio
3 epcoHaKaMu Ipit. BiH po3BuBa€eThcA 3 1€N1b03iIB-
ChKOI Kareropusaiil KiHemarorpadivHux o0Opasis
Ta IXHBOTO 3B’A3KY 3 IIpocTopoM i yacom (Nixon &
Bizzocchi, 2013).

3aspaxu cucreMi dikcanii pyxis «performance
capture» BJa/I0Cs CTBOPUTY aHIMALIi0 IIEPCOHAXIB,
sIKa JJ03BOMIJIA TIepeNaTy HaliAPiOHilIi HIOAHCK aK-
TOPCBHKOI IPH, aX JJ0 PyXY 3iHMIb Ta A3MKa. AKII0
TonepenHi Bigeoirpyu 6inbire hoxycyBancs Ha o-
3uwii mporaroHicta (BHYTpIUIHBOKAPOBUIT MOH-
Tax), To 3apiaumit y «Heavy Rain» omeparopcbknit
TOIVIAZl Yepes3 OIlepallioHaNi30BaHi CKPUITOBI elle-
MEHTH, 103BOIMB PO3POOHMKAM TPAHC/IIOBATH II0-
Iii i HeoOXigHNMM KYTOM Ta CTBOPIOBATY €KpaHHi
MeTadopy, BUKIMKAKUY BiIIOBigHI emoii. Takox



CJIiJi BiI3HAYNUTY BIZIMOBY Bifl 30BHIIIHbBOIO iHTEP-
dericy, komn rpaBerb 6aYNTDb MNIIE TepOs Ta Ipo-
CTOPOBI /I0Kallii HaBKONIO HBOTO. 3 ypaxyBaHHAM
BIIIIeO3HAUeHNX ocobmiBocreit «Heavy Rainy,
MO>KHA CTBEPIPKYBATH, 1[0 BIIEPILE IHTEPAKTUBHMI
TBip HaOYB XyZOKHbO-00Pa3HOi LiMiCHOCT], OCKi/b-
KU irpoBuii mporiec 6yB TBOPYO ONpAIibOBAHMUIT Ta
TaKMM YMHOM iHTETPOBaHUIL IO CKIafy TBOPY fK
JI0T0 IMOBHOI[IHHA YaCTUHA.

BucnoBku. Omxe, ynpogosx 1990-2010-x pp.
HapaTVBHi eKIIH-irpy He 6e3 JOIOMOTY TeXHOJIO-
TiYHOTO IOCTYILY, ajleé BCE X 3[iCHMUIN IIE€BHMIT
«IIPOPUB» Y PO3BUTKY XYHOXKHbO-BUPaKaIbHOI
cucteMy. 3aBIAKM TEXHOOTIYHIN HEJOCKOHAIOCTI
300paXkeHHs, sIKa CTOCYBalach 0OMeXeHb Ha Bi-
3ya/bHUI pAJ 1 TBOpYOI IpeseHTanii Aii, mo cyri,
HApOJKYETbCA YHIKa/IbHA eCTETVYHA OHTOJIOTIA Ta
XY[OXHA CTUICTKA HapaTUBHUX Bifeoirop. Crix
HOTOJUTICA 3 [YMKOIO, 1[0 B TOHMTBI 33 «T€XHi4-
HOI0 peayliCTUYHICTIO», 30KpeMa 1o 2004 p., Bix-
OyBCsL BemMYe3HMIT HPOrpec y HOCATHEHHi Iiiel
PeaNiCTMYHOCTI  TIPOCTOPOBMX  XapaKTEPUCTUK
BIPTya/JIbHUX CEpENOBUIL 3aBIAKYM peopraHisaniii
Ta BJJOCKOHAJIEHHIO TEXHOJIOTIN: 3pOCIM PO3Ji/b-
Ha 3JJaTHICTb, PO3MIpU eKpaHa MOHITOpiB Ta 00-
YYCTI0BA/IbHI MOTY)KHOCT] KOMIT I0Tepa; 3 ABU/IACS
MO>K/IMBICTb 3aIIOBHUTY Kaip APiOHNMMY e TasAMI,
10 HaJa/o HeoOXigHMit ecTeTdHMit edext; Oym
po3pobieHi TexHOMOril, AKi MifBUIIYBaN Bi3yab-
HY SIKICTb MOJjeTIeit, TEKCTYP, aHiMalyii; po3po6ieHo
Ta BIIPOBA/PKEHO HOBi alTOPUTMU MOJETIOBAHHA
CBiT/Ia; BUKOPMCTaHHSA CKPUITOBMX CIIEH, irpOBOTO
pywis CryEngine 2 Ta in.

[o10BHOKO ~ TEXHOJIOTIYHOW  JETEPMiHAHTON
IIbOTO PO3BUTKY € irpoBmil pymwiii, Ha 6asi sKOTO
pearisyeTbcs crocib B3aeMopii i3 cepemoBueM, a
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IPOTPECUBHICTD NIPOTPAMHOTO KOAY Ta aIrOpPUT-
MiB, IJO BUKOPUCTOBYIOTbCA LM PYLIiEM, BIIN-
Ba€ Ha TEXHIYHY AKICTb BCIX XapaKTEPUCTUK — BiJ
300paxkeHHA 710 3BYKY. PO3BUTOK Bifjeoirop y >xaH-
pi exuIeHy B o3HayeHWil Tepio mepenbayas Bupi-
LIeHHA INpO0/eMN YMOBHOCTI («aHiMaIiifHOCTi»)
300pakeHHS 32 JJOIIOMOTO0 TEXHOJIOTIYHMX iHHO-
Ballilf, AKi 3MEHIIyBa/Iy HepeamiCTUYHICTD Ta IIifi-
BUIIYBa/IM JIOTO BMpaKanabHiCTb. KmouoBy ponb
y LIbOMY Bifjirpajsa Taka eCTeTMYHa KOHCTAaHTa, AK
«HapatuBHuit npoctip» (Narrative Space). Texuo-
JIOTiYHA eBOTIOLIiA eKIIH-Irop K >KaHpy LU(POBOTO
MICTENTBA CYIPOBOKYBAIACh MOABOK HEMiHil-
HMX XY/J0)KHbO-OHTOJIOTIYHMX 3aKOHOMIPHOCTEN! i
NPUIIBYUJIEHHAM AMHAMIKY OCBOEHHA IirpoBOrO
npocropy. lle mo3sBomIo 3amydnTi KOpucTyBada
[0 iHAMBIIya/lbHOTO [IiajIory, IOJAPYBABIIN IIajli-
TPy HOBUX €MOIIili Ta IIOYYTTiB, a OTXKe, iHTEepaK-
TYBHUI HapaTVB PO3LIMPUB TBOPYMII MOTEHINAN
Bifleoirop fAK >XaHPY LMQPPOBOrO MMCTELTBA Ta
CYYaCHMX ay/liOBi3ya/lIbHMX IIPAKTHK YIPOLOBXK 3a-
3HAYEHOTO Mepiofy.

[lepcieKTvBM MOJANBIINX [JOCTIPKEHD IIepef-
6ayaoTb MOXX/IMBICTb IPYHTOBHILIOTO BUBYEHHS
K 0COOMMBOCTEI XYZOXKHBOI MOBYM HapaTUBHUX
Bifje0irop OKpecneHoro Iepiofy, Tak i IXHIO IIO-
Ja/IbIly eCTeTVKO-TEXHOJIOIIYHY €BOMIOLI0 Iicisa
2010 p. 3 ypaxyBaHHAM OKpeCTeHMX 3[00YTKiB.
3a aKTMBHOTO BIPOBAJKEHHA BXK€ Cy4acHMX irop
y BipTya/nbHUIA IPOCTIP MOXKINBO AOCTIUTI HOBI
IIPOPUBY 5K Y CHPUIHATTI 1{bOr0 GeHOMEHY IpaB-
1eM, AKNI BUKOPUCTOBYE TapHITYpy BipTyalbHOI
peanbHOCTI, TaK I B Xy0XKHbO-€CTETUYHIN CUCTEM]
KOMIT I0TepHIX Bifieoirop.
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I0. B. Bockoboiinikoséa. Cnenmdika ¢popmoyrso-
penH: B xopoomy mukni «Ilcanmu [TaBuposi» P. Ton-
MayoBa

CraTTa MiCTUTD pe3ynbTaTH KOMIJIEKCHOTO JJOCTi-

IPKeHHA crieldiku pOpMOyTBOPEHHA B XOPOBOMY LiM-
i1 P. TormauoBa Ha Bipuii T. [lleBueHKa. 3a ;010MOIo0
TEKCTO/IOTIYHOTO aHa/Mi3y BU3HA4Y€Hi CMUCIOBI TUIN
TICa/IMiB (MIaKTIYH, O71arajbHi, XBaneOHi, 3BUHYBavy-
Ba/IbHI) Ta 0cOO/MMBOCTI IXHBOI My3IT4HOI OyOBH. 3aC0-
0aMy CTPYKTYPHOTO, My3MKO3HABYOTO Ta {HTOHAL[ITHOTO
aHaJIi3y BCTAaHOBJIEHI 3aKOHOMIPHOCTI BTi/lleHH: CEMaH-
THUKI TICATIMIB y KOHKpeTHi My3uuHi ¢popmu. Bussneno
3HayeHHA cTpodiuHoi GpopMu B OYTOBi LIMKITY, BCTAHOB-
7neHo ii HackpisHuil XapakTep. BusHayeno gopmy Bcix
YaCcTUH LMKy JI OKPECTIeHO HAIpAM HOJa/IbLINX Hay-
KOBJX PO3BifIoK Y cepi apXiTeKTOHIKM HUKITy Ta i0ro
BUKOHABCBKIX 0COOMMBOCTEIL.
KnrodoBi cmoBa: mysuune mucmeymeo, Xxopose mucme-
4meo, xoposuti yuk, noesii lllesuenka, 0yxosHa my3uxa,
UepKOBHI meKcmu, Ncanmu, Hopmoymeoperns, inmep-
npemayis.

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

Yu. Voskoboinikova
Kharkiv State Academy of Culture, Kharkiv, Ukraine
https://orcid.org/0000-0001-6762-0018

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 gocmimxenHA. «[lcanmu [laBu-
noBi» y noeTnyHux nepecnisax T. IlleByenka Bxe
JIOBIMII Yac HaOyBalOTh BTiIEHHA Y XOPOBIil Ky/Ib-
Typi Ykpainn. ITonag 20 xoMnosuTopis cTBOpyIN
MY3WYHI Bepcil X TEKCTiB, BUKOPMCTOBYIOYM OK-
pemi moesii a6o Becb TBip noBHicTI0 ([epacumenko,
2017).

Hajtakryanprimon Bepciero IlcanmiB y xpo-
HOJIOTIYHOMY CEHCi € XOpOBUIT LMK/ YKPaIHChKO-
ro [MpUTEeHTa, CIiBaKa, KOMIIO3UTOpA i Iefarora
Py6ena Tonmavosa. Tsip OyB 3aBepiueHuit Hampu-
KiHmi 2022 p. i HEB/IOB31 IIPE3€HTOBAHMII: CBITOBA
npem’epa Bifbynaca 10 tpaBua 2023 p. (Gazinsky
choir Xop im. B. [asincekoro, 2023) y BUKOHaHHI
BiHHMIIbKOTO aKafieMiyHOTO MiChKOTO KaMepHOI'O
xopy im. B. [asincpkoro (xyz. kep. Xpuctuna bep-
3ip), a 20 TpaBHs 2023 p. TBip 6yB HmpeacTaBIEHNIT
y KneBi y BukoHaHHi 3BefieHOr0 Xopy 3a y4acTi Jii-
BOYOro Xopy «Borumk» KuiBcbkoro masmamy gireit
Ta IoHauTBa (Xyx. Kep. Onena CormoBeit), XOpoBOI
Kaneny «JI3BiHOuOK» KuiBcbkoro mamaiy giteit Ta
IoHanTBa KuiBCbKOro majmany fiTeil Ta IOHAaLTBa
(xyn. xep. Pyben TomMadoB), a TaKoX y4acHMKiB
Xopy ancam6bmo Hauionanbaoi reappii Ykpainn
(ronoBHmit xopMmericrep — Amnppiit Kapminenp).
O6upBa KOHLEpTH Hpoymm mif opymow Py6e-
Ha TormMavosa, 3a yvacti 6anpgypuctku Karepuan
Jlro6uyk (BinHwIiy), Mamu Be/mKumit ycrix Ta cyc-
minbHMil pesonanc. Came TOMY BBEJEHHS LIbOTO
TBOPY B HAYKOBMII OOIr € aKTya/IbHIM.

IlocranoBka mpo6memu. «IIcamvu [aBumosi»
Py6ena TonmavoBa — Iie CydacHa KOMIIO3UTOPChKA
iHTepIpeTalis MeBYeHKIBCbKOI Moesil, 3flilicHeHa
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il 4ac POCINICbKO-YKPAIHCHKOI BiliHM. YHiKab-
HICTb IJbOT0 KOMIIO3MTOPCBHKOTO JJOCBify IIOTpeOye
Pi3HOACIIEKTHOTO aHa/li3y K CEMAaHTUYHIX, TEKCTO-
JIOTIYHUX, TaK 1 CyTO MY3MKO3HABUMX aBTOPCHKUX
MeTOZiB pOOOTH 3 IIOETNYHNM MaTepiaioM. Y mo-
nepefHbOMY FocnimkenHi (BockoboriHikosa, 2022)
BXe Oy/Iy CUCTeMaTH30BaHi MPYHIUIN TpaHcop-
Malii IeBYEHKOBYUX TEKCTIB Y LIboMY TBOpi. MeToro
cTarTi € BuAB/IeHHA crienudiku GopMOyTBOpEeHHS
B xopoBomy ki P. Tormauosa «IIcanmu JaBupo-
Bi» y 1i 3B’I3Ky 3 TEKCTOBOIO CEMAHTHKOIO.

AHami3 ocTaHHIX AocCHimKeHb i myOmikamiii.
XynoxHe BrineHus «IIcanmis [laBugosux» T. [lles-
YeHKa Yy TBOPYOCTI YKPaiHCbKMX KOMIIO3UTOPIB Y
6araTboX Ipansx, AK Oy/I0 3a3Ha4eHO BMIIE, aHA-
nisysana JI. ITiBTopanpka (/. [epacumenko). Heto
Oy pOSIIAHYTI NMUTaHHA (QOPMOYTBOPEHHS B
lleByenkiBcpknx mcanmax M. JImcenka (Iepacu-
MeHKO, 2016).

Oco6mBOCTi  caMOro  IeBYEHKIBCBKOTO TeK-
cry «IlcanmiB» posrnanyTi y npansx Jlanunenko
(2007) i Tynumbkoi (2014).

Anaris ¢popmoytBopenHs B nukii P. Tormadosa
3IICHIOETBCS BIIEpILe, POTe MPUHLUIN POOOTH
KOMIIO3MTOPA 3 TEKCTOM HEPIIO/KEPENa BXe PO3-
IIAHYTI B HaIii nonepepnHiit crarti (Bocko6oiini-
KoBa, 2022).

Buxnag ocHOBHOro Marepianmy JOCTiiyKeHHH.
AK CBIUMTD iCTOpiA MYSMYHOI KyIbTYpH, TEKCTH
TICa/IMIB € O71arOffaTHNM MaTepiaioM sl KOMIIO3M-
TOPCHKOI TBOPYOCTi K Y KAHOHIYHOMY IlepeKIai,
TaK 1 B IOETUYHMX IIepeciiBax.

BopHo4ac moeTuyHi nepecriBy € HiYMM iHIINM,
AK crpoOamy BifHOBUTH «XYHZOXKHIO CIIPaBefIy-
BiCTb» Ta MOBEPHYTY LIMM TE€KCTaM IXHE «IIepPBiCHE»
BiplIOBaHe 3By4aHHA. BifoMi Taki MOBHi moeTyd-
Hi nepexnagy, Ak «IIcantup» T. Crepuxonga-Xo-
nkuHca (1562 p.), «[Icanrup Jasuposa» Sxa Ko-
xaHoBcbkoro (1579 p.), «Kenescbka IlcamTup»
K. Mapo Ta T. ne besa (1587 p.), «[Icantup» T. Pa-
BeHCKpo¢Ta (1621 p.), a TakoX B pi3Hi 4acy 4uc-
JNIEHHVMM TI0eTaMy Oy IepeBefieHi y BipIIoBaHii
dopmi okpemi rcanmu Ta ixHi GpparmeHT.

[lepecniBu T. IlleBuenxa MictATh 10 mcanmis,
PO3TALIOBAHNX 32 IOPAAKOM 30i/IbIIIEHHS HOMepiB.
MoruBauis Bubopy Hapasi HeBizoMa. € rimoresa,
110 BOHM 00paHi AK HaityxuBaHimt, a T. [lleyen-
KO Mir 3HaTH ixX Hamam A1b (Bocko6orinikosa, 2022,
c. 68).
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[1in6ip meBHMX McaMiB 10 KOHKPETHOI CUTYALIl
€ TPafuLiHUM IS XPUCTUAHCHKOI 60rocmyx60-
BOI Ky/JIbTYpM. 3a/IeXHO Biff 4acy mH:, cBATa abo
IaM ATi CBSILIEHHOI MOfii PiYHOrO KaJeHJapPHOTro
IMKTy OOTOCHYXXiHHSA MICTUTh TeBHi ICanOMHi
noegHanHA. Tak, HaIpUK/IAf, YaCTUHY PAHIIIHBO-
ro OOTOCTY)XiHHS CTAHOBUTD WeCMUNCAnm s, Ha
Tocmopichki, boropoanyni Ta iHIi cBATa CIiBalOTh-
cs BifNIOBiHI 8UOPAHI ncanmu, YUTaHHS HOBO3a-
BiTHUX ¢parmenTiB Ha JliTyprii BumepemKaeTbcs
KOpoTKMM paApkoM y Ilcantupi — npokimHOM,
AKUI TPAMO YM AJIETOPUYHO CTUCIO TOTYE JI0
CIPUITHATTA NOfATIBIIOTO TEKCTY. AJIXKe OCBif] BU-
KOPMCTAHHA LIi€l aBHbOI CBALICHHOI KHUIU 3 Me-
TOX0 IyXOBHOT'O OCMMC/IEHHA K KaTleHaPHOI MOA(I,
TaK i XKUTTEBOI cuTyalii B 1jitomy norpedye iHoxi
BMOIpKY HaBiTh He MOHOJITHUX ICA/IMiB, a Bifmo-
BiJHVX IM PAJIKIB.

Ysarani ninnicts IlcanTups nonArae B 70ro ax-
TYaJIbHOCTI TIiJi yac OyAb-AKMX COLiaNTbHUX Ta [y-
xoBHMX 3pyiueHb. Lle Biguys i Pyben Tonmauos,
KOMIIO3UTOPCbKA B3A€EMOJil AKOrO 3 ICalIMaMi
T. IlleBuenka posnoyanaca 3 81 ncanma «Mix 1a-
PAMU-CYAIAMIL...»' — eMoliiiHOi pedexcil Ha mo-
nii 2014 poky. Inei cTBopuTY NOBHMIT LYK/ TOi He
ByHuKI0. [lepmmit mcamoM OyB HammMcaHWil A
XOpoBOi Kamemy «/[3BiHOYOK», AKOK KOMIIO3UTOP
KepyBaB y)Ke IOoHaJ 13 pokiB. 3a pik g TOro K
ckmazy 6yB Hamucaumit 149 ncanom «IlIcamom Ho-
Buit [ocrofieBi...» — 3a TeMaTUKOIO Ta eMOIiTHUM
3abapB/IeHHAM IPOTUIEXHMI 81.

Y 2017 p. KOMIIO3UTOp 3HOBY 3BEPTAETHCA 10
IIeBYEHKIBCBKIX TEKCTIB, ajie TBip 30pi€HTOBaHMI
y>Ke Ha IHIIOro BMKOHABIA — BCECBITHbOBITOMMIT
vornoBiunmit cexcrer «ManSound», y sikomy P. Ton-
MauoB criBae 3 1993 poky. Ha et pas ue 12 mca-
noM «Yu Tu Mene, mumnit boxe, Ha Bik 3a0yBaern?»,
HAIVICAHUII CTIeN}iaIbHO /I TaCTPOIbHUX KOHIIEP-
TiB B I3pairi.

Ilig 9ac KapaHTMHY KOMIIOSUTOP 3BEPTAETHCA
1o 53 ncanmma «boxke, criacu MeHe», IKWI TINIIe IS
«ManSound», i 1 ncanma «bnaxen MY3K», pO3paxo-
BaHNI Ha BUKOHAHHSA KaIeno «J[3BiHOY0K».

Biitna mipmrosxnyna P. Tonmayosa pyxarmcs i
Jami 3a meBYeHKiBCbKMMMU TekcTamu. 28.02.2022
6yB 3akinuyennit 52 ncanoM «[Ipebe3ymumii B ceprii

Kaxe, 1o bora Hemae», a y 37 feHb BiliHM —
136 icanom «Ha pikax kpyr BaBunona», HaiBifomi-
LI TEKCT, IPOHM3aHMit 6ormeM 3a cBow BiTumshy.
ITepimnit 3 HUX NpU3HAYABCA JJI1 BUKOHAHHA JIiBO-
9iM XOpoM «BOTHMK» Ta Kamenow «/I3BiHOYOK»,
npyruit 6y Hamicanwit it «ManSound». Y ueps-
Hi 2022 p. KOMIIO3UTOP CTBOPIOE MY3MKY Ha BipIli
42(43) ncanma «boxxe, HamMMM yumMa 9y TBoro
crmaBy», a Ha [lenb HesanexHocri 3akinuye pobory
Haz 132 ncanmoM «Hu € 110 Kpaiue, nyyie B CBiTi,
AK YKYII XUTW» 1A XiHOYOro ckmapy. Mysmdune
BTi/IEHHA OCTAHHBOTO BipIIa 3 ILIEBYEHKIBCHKOTO
LMKy o6a4uB 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 KOMIIO3UTOPCHKI-
MM PillIeHHAMM.

[InTanHsA, AK NOEIHATH IICANIMM, AKi IMCATUCA
OKPEMO, Y LiTiCHMI TBip, IPUBEIO KOMIIO3UTOPA
70 inei mepeOynyBaTy CTPYKTYpY LieBYEHKiBCbKO-
IO LMKITY BifITIOBIIHO /10 BIACHOTO 3alyMY, a TAKOX
JIOfaTI 10 XOPOBYX HOMePIB 6aHAYpHi iHTepIofii,
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 chopMyBanacs HaCTYIIHA OCTiOBHICTb (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 KMBUM, i HEHAPOIPKEHNUM. ..»),
a TakoX Qparmenty Bipmis I. @panka, I. Orienka,
B. Coctopy, JI. KocTenxo.

[Ipem’epa mukmy BigbyBamaca y BenmkopHiit
Tepiofl, KOMU B YKPAIHCHKIN CIIIBHOTI BIiTalOTbCA
cnosamu «Xpucroc Bockpech Moxmuso, came 1e
3yMoBuJI0 BU6ip nepmoro Bipury . Orienka (HaBo-
IUMO (hparMeHt):

«Xpucroc BOCKpec, a 3 Hum BockpecHe

Tocnopua npaspja Ha 3emii,

I Bce cBaTe, i Bce HebecHe

3arpae 30pAMU B iMIIi.

Xpucroc BOCKpec, i mepemora

Hlo6pa Haj 3710M BOTHEM 3aCHE,

1. Haspu i TekcTu 1canmiB TyT HABOAATHCA 3 ypaXyBaHHAM KOMIO3UTOPCHKIX PeflaryBaHb, AKi JOK/IAJHO POSITIAHYTI B IIONEPeHill CTaTTi.
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Icaamu P. ToimavyoBa y mopsiiKy HanHCAHHS
. -5

Ilcanom 81. «Mixk napsiMmm-cyxisiMmm»
-—

Ilcanom 149. «Ilcasom nosuii 'ocnogeBi»
= -y

Ilcanom 12. «YUu Tu mene, musmii Boske, HaBik 3a0yBaen»
A= — .

Ilcanom 53. «Boxe, ciacu MeHe»
Ilcanom 1. «Baaken M)K» ‘
Icanom 52. «Ilpebesymumii B cepui Kaze, mo bora nemae»
Hcanowf&& «Ha pikax kpyr BaBuiiona»
Ilcasnom 43. «Bmlce‘, HAIIMMU ymuMa yyiau TBolo ciiaBy»

Icanom 132. «Yu € mo kpauie, Jy4uie B CBiTi, AK YKYIi JKHTH>»
-

Icanom 93. «T'ocnoas Bor inxux kapae»

Pyuc. 1. Ilcanmmu P. TormadoBa y HOpAAKY HallMCAaHHA

IHopsok ncaamis y uukiai P. ToamavyoBa

Icanom 1. «Baaken my:x»
Ilcanom 43. «Boxe, HammMu ymuma vy Tsoro ciaBy»
Ilcanom 12. «Yu Tu mene, muinii boxe, HaBik 3a0yBaeu»
Ilcanom 93. «Tocnioap Bor mxux kapae»
Ilcaaom 53. «Boxe, cnacu Mene»
Ilcanom 52. «IIpeGesymunii B cepui kazxe, mo bora nemae»
Ilcanom 149. «Ilcanom nosuii Focnonesi»

Ilcanom 136. «Ha pikax kpyr BaBuiona»

Ilcanom 132. «Yn € mo Kpame, Jyquie B CBiTi, AK YKymi KUTH ’

Icaxom 81. «Mixk mapsimu-cyissmu»

Puc. 2. Tlopapox ncanmmis y uuxii P. Tonrmagosa

I monecernca fyx mo bora «I ' He BCTaHYTD 3 IpaBeIHNMMU
Y napcTBO 30psiHe 6e3Kpae...» 37ii 3 TOMOBUHY,
IIcanom 1 «bnaxcen myx» € MajKe JOCTIBHUM Jina no6pyx OHOBIATbCH,
HepeKIafioM IepuIofKepena i HaIe)KUThb [0 T. 3B. [lina 31X 3aTMHYTb».
IVIAKTUYHYX (TIOBYA/IBHYX) TICA/IMIB, fle HaJjaHO PosmipkoByloun mpo QopMy OKpeMux Icai-
HACTaHOBY ILIOf0 671aro4ecTyBoi MoBemiHKN (TYT i MiB, BapTO 3a3HAYNUTH, 110 3arajioM MY3MKa TOYHO
nani nuryerbcs 3a T. llleBdenkom): BifIOMBa€ BCi TEKCTOBI 3MiHM, JlyXKe THYYKO CTifIy€e
«bmaxeHHMIT MyX Ha TyKaBy 3a CTI0BOM, i B 3arajbHOMY CEHCi OCHOBOKO (op-
He Bcrymae papny, MOYTBOpPEHHA € cTpodiuna komnosuuis. [Ipore B
[ He cTaHe Ha yTb 371070, KOXXHOMY HOMepi 11 CTpogivHa CTPYKTypa BOJZHO-
I 3 moTUM He csme». Jac TsOKie o sKoich iHmoi popMu — iHOAI 3a Xa-
Takox TyT OpiBHAHO IUIAX IIPaBEIHOTO i Heve- pakTepoM 00pasHOCTI, iHOAi — 32 TeMaTU3MOM.

CTUBOTO, i TOKa3aHO pe3ynbTaT bOro HIIAXY:
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MysudHa popma 1jpOro ncajama B iHTeprpeTanii
P. TonmmadoBa Mae 03HaKy CK/IaJHOI TPUYACTHHHOI
dopmnu

A — BC — Al — xopa,

fie BC — gBovacTuHHMI cepepHiit pospin, Al —
[MHAMi30BaHa penpusa. Kpaiitni posginm MaoTb
XapakTep XO&M, AKMUIl MOAYIKE Bifl CIIOKITHOTO
PYXY [0 YPOUMCTOI PillIy4OCTi B OCTaHHbOMY, Ce-
PenHill — KOHTPAacTHO IIpe3eHTye oOpasu «bma-
JKEHHOTO MY»Ka» Ta «KHEYECTUBOTOY.

[loeTnynmit emirpad [0 HACTYHHOro IcanMa
B3ATUIT 3 ToeMu «KaBkas» i mpucesadennit 06pasy
[Ipomeres.

Icanom 42 (43) «boswce, Hawumu ywuma uymu
Tsoto cnaey» B OopuriHa/bHOMY BapiaHTi HOCHUTb
XapakTep nofAku borosi Ta Haragye Hapony Ispa-
ins npo icropito HacmigyBanHs 3emti ObiToBaHOI:
«He 60 MeueM cBOMM HacyefMIIIa 3eMJTI0, Y MBIIII[A
X He CITace X, HO flecHuIia TBos, u MbInna Tsos,
npocsenieHye mia TBoero, Ko 6/1aroBOMIT el B
Hux». Ha Bigminy Bif opurinany, T. IlleBuenko oco-
07IMBO aKI|eHTYe HA POXaHHi (HaBiTh, BUMO3i) /0
Bora «BcraTh Ha KaTa 3HOBY».

Mysn4Ha CTpyKTypa Hacmifiye€ [BOYaCTUHHY
dopmy 11eBYeHKIBCHKOTO TICa/IMa

A—B

Y nepmomy posgini (A «boxe, HamymMu ym-
Ma») TIOeT aKIeHTYE /IMIIe Ha BAAYHOCTI borosi 3a
JIOIIOMOTY B 4acyl iCTOpMYHMX NPOTUCTOSHD YKpa-
iHcbKOTrO Hapopy, a B fpyromy (B «Oxpapeni, 3a-
My4eHi y myTax yMMpaeM») HfieTbCsA PO BipHICTD
Bory B HaiTsDK4Mx 06CTaBMHAX Ta GMaraHHA Ipo
poromory. Ane Py6en Tommayos jife me manmi Bif
IEPBICHOTO 3MICTY IICa/IMa, YaCTKOBO pefaryrdn
TEKCT ([VB. PUCYHOK 3, JOK/IAfHillle IIPO BCi KOM-
IO3UTOPCHKI 3MiHM TEKCTY, IXHi IPUYMHM Ta Ha-
cminku auB. y crarti (Bockoboiitnikosa, 2022)).

3BaKaluM Ha 4ac HaIVCAHHA XOpY, 3pO3yMilo,
IO peIvliKa «He CMMpMIACh AyLla Halla» € BUpa-
JKEHHAM 3araJIbHOTO CTaBJIeHHA YKPaiHCBKOTO Ha-
POZY /10 BilICbKOBOTO Hala/y CYCiHbOI iepyKaBIL.

[lepenMoBOI0 [0 HACTYIHOrO IcanmMa € ¢par-
meHT TBOpYy T. IlleByenka «EpeTnk», y AKOMY aBTOp
nozae pospymu IBana Iyca («Kpyrom Hempaspa i
HEBOJIA...»).

Texct ncanma 12 «Yu Tu mene, munuii bosxce,
Hasik 3a0yeaecui?» MOe OYTH TPAaKTOBAHWII K Y
OYKBa/IbHOMY CEHCI — IPOTUCTOSHHA JIOAAM-BO-
poraM, Tak i B pycai XpUCTMAHCBKOI acKeTUYHOI

Tpajuuii — BHYTPIlIHA AyXoBHA 60poThOa 3 Ipi-
XOM 1 BIafi010 AMABOMA HaJ| BIACHO AyIIel0. 3Bic-
HO, TlepeMora B Takiit 6uTBi 6e3 bora s BipsiHHA
HEMOXK/IMBA, TOMY il TIparHe BOHA 3BEPHYTUCA [I0
Hporo 3 Big4ariymHumM npoXaHHAMY PO CIIACIHHA.

[TcanoM 3a 3MICTOM Ha/lIEXUTb [0 OlarajbHUX,
110r0 GopMy BU3HAYAE MOHOTEMATNYHNIT HACKPi3-
HMIT PO3BUTOK, 32 AKMUM BiJUyBaeTbCA KYIUIETHUI
KOTIOMUVIKOBUII IIPOTOTMUIL:

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

[lInaxom akTypHUX 3MiH Ta HUSKM MOZY/IALil
KOMIIO3UTOPY BJAETbCA MOAONATH KYIIETHE 4JIe-
HYBaHH:, BUOYHOBABIIM €IVHY JIHII0 Apamaryp-
TiYHOTO PO3BUTKY, AKMUIT 3aKIHIYETHCA Ky/IbMiHaLi-
€10 3 OBTOpIoBaHuX pernik «Cracu meHe!» Ilicia
IeApaMaTU3yI04oro CIafy CIifye J[ONOBHEHHH,
sAKe, pajille, MOKHA BUSHAYNTH AK KOJY, HDK OKpe-
MMt pO3Jii/L, X04a 3a MaTepialoM BOHA [jy>Ke Bifpi3-
HAETbCA Biff OCHOBHOTO MacuBy HoMmepa (B «Cmacn
MeHe, TIOMOTIIOCS» ).

Y axocti moeTnyHoro emirpaga 10 HaCTYIHOrO,
93 mcanMa, KOMIIO3UTOP BUKOPUCTAB (parMeHTH
VI rmaBu noemn «Xpucroc» B. Coctopu. [onosHOW0
ineero B3ATMX pAAKIB € HEOOXIAHICTH €THOCTI Ta
CTiKOCTi B 60pOTHOi.

Cam ncanom 93 «locnodv boe nuxux xapae»
CIIOBHEHMIT 60/1eM IIPO BHYTPIIIHIO HEeCIIPaBeyIi-
BiCTb y CYCHINIBCTBI, IPO 6Oe3KapHICTh TpilIHMKA.
Ane it MijHO 3ByunTb Hafisa Ha Cypano Bciel semi,
BIIEBHEHICTD Y Vloro Bigmari TOPAMM 1 HEUECTUBYIM.

Bynosa 1iporo Homepy npuBepTae yBary neBHOH
BHYTpIIIHBOIO TeaTPa/NbHICTIO: KOXHUIT 00pa3 i
KOXXHA T€3a MA€ CBOI MY3MYHY XapaKTepPUCTHKY,
TIpY LIbOMY ApaMaTypriuHMil pO3BUTOK HOMEPa Ma€
XapakTep Oe3repepBHOCTI, He3BaXKal04y Ha IOSABY
HOBOTO TE€MATMU3MY i IIeBHE TSDKIHHA [0 penpus-
HOCTI:

AB - CDE » F > GH — B1A1B2

ExcrionyBaHHA 06pasiB BinOyBaeTbcs 3a HOIO-
MOTOI0 JIBOX TeMaTNYHNX e/leMeHTiB (A — «[ocmoap
Bor muxux xapae», B — «migHiMmcs Hap 3emieron).

Hesemmuknit nomidonisoBannit emisog (C —
«[IOKI XBAJLATbCA JyKaBii») MUTTEBO NEPEPOCTAE
B pyx mo KymbMiHanii (D — «i 3apisanmu mpoxo-
JKOTO, BJIOBY 3a[laBUJIN»), IIC/IA AKOI 3BYy4UTb KO-
pOTeHbKa AefpaMaTusyloya 3B sa3ka (E — «xto 6n
CIIac MeHe Off TyKaBOT0») i Aai — COnbHMII emi3of,
AKUI YOCOO/II0E OCHOBHY iffeto ncanma (F — «axom



®parment ncaiama 42 (43)

Ieprosnocnos’ancovkuit
opuzinan

SIko cMupucs B IEpCTh
JlyllIa Halla, MPHIIbIIe 3eMIIH
yrpoba Haua.
Bockpechu, ['ocrionu,
TIOMO31 HaM ¥ n30aBH HAC
umene paau Tsoero.

Bepcia T. Illeséuenka

Cmupuiiacs ayiia Haua,
JKuTh TSKKO B OKOBax!
Bcrans ke, boxe,
IIOMOXKH HaM
Bcerars Ha kara 3HOBY.

Peoakuis P. Tonmauosa

Bcranb jxe boxke, moMoxu,
TsKKO J)KMTh B OKOBax
He cmupmitacey aymia Haia
Jlait Ham BCTaTh,
BCTaTh HA KaTa 3HOBY!

Puc. 3. @parment ncanma 42 (43)

He bor nomir MeHi»), y Bukasensi 6apurona. et
¢parMeHT HOCUTb XapakTep eKCIPeCHBHOTO pe-
YNTATUBY, AKUIl IOENHYE WIMPOKMII BOKAIbHUI
Jliala3oH 3 MOBJIEHHEBOW 3abapsieHicTio. Taxmii
npuitoM nepconidikaliii Hajae Baryu TEKCTOBI, 1110
IPOTOIONIYEThCA. 3aKiHUEHY [YMKY COTICTa MifIX0-
nnioe xop (G — «Tu pagyenr moro Ayury») i Mysuka
HabyBae riMHiyHOrO Xapakrepy (H — «1a nmpebyne
TBos BOMA»).

[ToBepHEHH CIIOYATKY 3MiHeHOI TeMy Bl («ymy-
npitecst Hemyzpii»), a moTim i gHAMi30BaHOI TeMu
Al («Jocnogp bor ymuxux xapae») mepeTBOPIOETH-
cs1 Ha cmaBocioB’st (B2 — «usitecs minam Voro ta
Biuniit Moro cnasi, amtyiisal»). CaMe Takuit mops-
JIOK TIOSIBY TeMaTU3My GOpMYE B9y TTA 3epKasIb-
HOI pernpusiu.

Y moetndHOMY emnirpadi 10 HaCTYITHOTO IcanMa
KOMIIO3UTOP 3HOBY 3BepTaeThcA o noemu T. [lles-
yeHKa «KaBkas», obupaounm capkacTuyHi pSAAKM,
IO BUCMIIOIOTH CIPOOM NTYKAaBUX JIIOfEN «Ilepe-
TATHYTH» bora Ha cBoto ctopony. Tyt P. Tonrmauos
BHOCHTD JleAKi KOPEKTVBY B IIeBYEHKIBCbKIIT TEKCT
3apaju 61110l aKTyasisawil 3MIiCTy Ta MOXX/IMBO-
CTi acOLiI0BATH LieJ1 TEKCT i3 HMHIIIHIMM BOPOraMu
YkpaiHu (ZuB. pUCYHOK 4).

Ilcanom 53 «bosxe, cnacu mene» y lIeBYEHKIB-
CbKOMY IIpOYMTaHHI B IIOPiBHAHHI i3 I|epPKOB-
HOCTIOB STHCBKUM JKEPEIOM OTPUMYE aKL[eHTH, SKi
MOYKHA 0XapaKTePU3YBaTU AK XPUCTUAHCHKE CTaB-
JIeHHA 10 cynpoTtyuBHMKa. [lo-Tepire, TekcT opuri-
Hajy «bosxe, yC/IbIII MONUTBY MO0, BHYIIN I7IaTO/IbI

YCT MOMX» 3MiHIOETbCA Ha «Montoch, Jociopy, BHY-
my iM yCT MoiX Inmaromn». Ilo-mpyre, momaBaHHA
T. lleBueHKOM CT1iB «He 3HAIOT, IO AiIOTb» iHTEp-
TEKCTYa/IbHO BiJHOCUTb CyXada JI0 XPecHOI MoO-
Ty XpucTa 3a Tux, xto Moro posim’sis. Kymbwmi-
Halig 1i€l ifiel MiCTUTBCA B HACTYIHMX pAJKaX:

«ITomomiocsa Tocriomesi

Cep1ieM OIMHOKIM

I Ha 371X MOIX OI/IAHY

Hesnum mMoim okoM».

dopma 11pOro ncanma TAXie 0 TPUIACTVHHOIL:

A —BCD — Al

ne A — mepmiit emiszop 3 solo Tenopa, B («bo Ha
YLy MO0 BIIa/IM CUIBHIi, 4yii») — XpoMaTidne
dyraro, sKe MOLy/IIO€ B Ma>kopHe IIpocBiTieHHs C
(«bor MeHi gonomarae»), a motim y xopan D («IIo-
momiocsi [ocmomeBi»). BiH cTpiMko BupocTae B
Ky/JIbMiHallil0, Ha IiKy AKOi OBEPTAETbCA TeMa A,
TiZIBKM BXXe B [IJMHAMi30BaHOMY XOPOBOMY BUK/Ia-
nenHi. Taka cTpykTypa HOMepa Be CIocTepirasa-
¢ B 1-My IIcanMi, a CXOXI IPMHIUIIN PO3BUTKY — Y
93-my.

[lepenMoBOIO 10 HACTYIIHOI YaCTUHU LMKy BU-
cTymae GpparMeHT lIeBYeHKIBCbKOro Bipmra «I mep-
TBUM, i XVBUM, i HEHAPOIDKEHUM. ..», ¥ AKOMY aB-
TOp 3BEPTAETHCS 1O CMiBBITYM3HMKIB 3 O/IaraHHAM
00’eHATIICA 3apajyt CBOIif KpaiHu. Y TOII e dac
II0ET 3aCY[XKYE THX, XTO

«I He 6aunTB, i He 3HAE —

Ormyxm, He YYIOTb;

Kaiimanamu MiHAOTBCS,

I[IpaBmoo TOPryoTs.
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®parment noemu T. llleBuenka «KaBkaz»

Bepcia T. Illeeuenka

3a Kpaxy, 3a BOWHY, 3a Kpoe,
[1{06 OpaTHIO KPOB MPOITUTH, MPOCSThH

[ morim B 1ap To6i mpuHOCATH
3 noxapy BKpaJeHUI MOKpOB!!
[TpoceiTmimcs! Ta mie i xouem
/Jlpyz2ux npoCBITHTH,
CoHIle paBIH MOKa3aTH
Crninum, O6auum, gitsam!..

Peoakyin P. Tonmauosa

3a Kpaxy, 3a BOWHY, 3a cmepmb,
1106 OpaTHiO KpoB nponuTH 7Tebde npocsTh!
I norim B ap ToGi npuHOCATH
3 noxapy BKpaJieHHi MoKpoB!!
[TpocBituiucs! Ta me i Xo4yTh
HAC npocBituTy,
«CoHIle mpaBan» MOKa3aTH
CominuM, 0aum, JiTsim!

Puc. 4. ®parment noemn T. llleBuenxa «KaBka3»

®parmenT ncaama 52

Iepkrosnocnog’ancoKuit
opuzinan

Buerna Bo3sparut bor

mieHenue mojaed CBoux,
BO3panyercs: Makos u
BO3BecenuTcs M3paub.

Bepcia T. Illesuenka

Konucek bor Ham BepHe B0,
P03i0’€ HEBOIIIO.
BocxBanmumo Tebe, boxe,
XBaJIeHIEM BCSIKHUM;
Bospanyersces [3painb
[ cBaTuii lakos.

Peoakuin P. Tonmauosa

BocxBanumo
Tebe, Benukuit boxe,
XBaJIeHIEM BCSAKHM,
PosipsaB ['ocrioas HeBOIIO,
IIOBEPHYB HaM JI0JII0,
['ocnioHIO BOJIIO,
BO3paayics, I3pains!

Puc. 5. @parment ncanma 52

I Tocrioma 3HEBaXKAKOTh,

JTropeit 3anpATaoTh

B Taxki sspma. OproTh nuxo,

JInxom 3aciBarThb».

Icanom 52 «IIpebesymnuii 6 cepyi xaxce, ujo
boza nemae» nepexnapnennii T. llleBuenkom Maii-
Xe JIOCTIBHO. AHTHUIepPOEM TEKCTy € Oe3yMellb,
110 3amepeyvye B cepli cBoiM OyTTa bora, a peans-
HICTIO — MOWIMPEHHA 3HeBipy i rpixa. BimpisHa-
I0TbCA OCTAHHI PALKYU B PiSHUX BEPCIAX TEKCTY 3a
€MOLIiJIHYM HAIIOBHEHHAM i JOCATHYTOI METOH. Y
C/IOB’IHCBKOMY BapiaHTi MOKHa 6Q4uTV 3Bi/bHEH-
HA BijJj IIOJIOHY SK YMOBY PafiOCTi HapOfYy, y LI€B-
YEeHKIBChKill 110€3il BYpa)KeHa HaJlid Ha 3BIIbHEHHA
B Mail0yTHbOMY, @ B XOPOBOMY TEKCTi Iie TYHa€ K
¢axT, 1110 BXe 37{iiCHUBCA (AUB. PUCYHOK 5).

Myswuusa Gpopma HOMepa 3a IPUHIUIIOM OyZI0BU
Masa 6 6yTy BinHeceHa 10 cTpogivHOi
A>B>C->D->E->E
Ha moyarky TBOpPY €KCIIOHOBAaHO JBa TeMATN4-
Hi enemeHTn (A «IIpebesymHmit B cepri kaxe,
mo bora Hemae...» Ta B «bor guBurhCs, 4u € e
B3MCKatomuit bora?»), Aki mepepocTaiTh y pos-
ropryTuit emizop (C «Komm > BoHU, HecuTii rpixa-
MU, JO3HAKOTb...»), 1 MC/IA iMiTaI[iifHOTO IiIX0xy
no xynpMmiHaii (D «Jocmogp bor BepHe BoM...»)
BIIMBAIOTBCA Y xBaneOnnit riMe (E «BocxBammo
Tebe, Bermxuit boxe»). Hampukinui ncanma 3°s-
JIAETDCSA €IEMEHT NepIIOl TeMM, KNI LIIAXOM Iie-
perapMoHisanii Ta ¢pakTypHUX 3MiH popmye Ips-
MO HPOTUIEKHUI XapaKTep My3UKM, HaTAKa4M



Ha IeBHY iyXoBHY MeTamopdo3y (F «Posipsas o-
CIIOf[b HEBOJIIO, IOBEPHYB HaM JIOTTIO» ).

CxopoueHe BuxiaafienHa moesii . ®panka
«Semper idemi» mepefye HacTymHil YacTHHI Iu-
K1y. TyT 3HOBY JifieTbcsl TIPO CTIMIKICTh Ta CUITY
fyxa:

«II]e Toit He BpoaMBCA

JKap, 1106 B Him 3ropino

Biune gino myxa,

He nmum yre Timo!»

Hcanom 149 «Ilcanom nosuii Tocnooesi» € ox-
HIM 3 XBa/leOHNX micHecniBiB nuky. Voro crpyk-
Typa 6asyerbcs Ha ypounctux QandapHux iH-
TOHALifIX y Pi3HMX BapiaHTax HonidoHi30BaHOTO
BrKnazieHHs. Crpodiuna popma

A—B—C—Bl—D—B2— Al —xoma

CK/IAJIAETbCA 3 JIEKIIbKOX €Ii30/IiB 1 «1leMeHTY-
€TbCSA» 3aBJAKYM BUKOPMCTAHHIO JIENT-PUTMY C/la-
BocnoB’ss (B). IHTOHauiliHa cHopifHeHiCTb BCiX
CTPYKTYPHMX YacCTVH, KpiM Temu A, popMye wimic-
HicTb ncanMa. [IoBTOpeHHA MOYaTKOBOI TeMM Iie-
Pel po3TOpHYTO KOO0 «A/mnyits» (Ha HOBOMY
Marepiai) CTBOPIO€ eeKT pernpusi.

OpHyM 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 IiCHECTIiBY.

Leit mcamoM HaMeXUTh 10 MOKASHHUX TEKCTiB,
10 TOTYIOTh BipsAH 10 Bemukoro nocty. Tpu tyoxHi
Ha HEJNbHI yTpeHi BiH cmiBaerbca micnA [lomie-
Jest, KON BCe CBALIEHCTBO IepebyBae Ha IIEHTpi
XpaMy, a OCBITIEHHA [Iel[0 IIPUIIYLIYEThCA, 06
He 3aBaKaTy JIOAAM 3aHYPUTUCA Y BIIACHE Iiepe-
JKBaHHA KaATTA.

«Ha pikax kpyr BaBunona» — 1e mma4 espeii-
CTBA 32 BTPAYeHOI0 OATHKIBIIMHOW. Y CHMBOJIY-
HOMY PO3YMiHHI — IUIa4 JIOJAMHM IIPO BTpavyeHe 3
rpixonazinHam Onaxxencrso. T. IlleBuenko y cBoe-
My IIepeKyIaii I0flae TEKCTOBI CyTO YKPaiHCbKOTO
3BYYaHHS — CJIOBaMM «IIiJi BepOamu B MOIi» ofpa-
3y 3Ma/JbOBY€ He BaBWIOHCBKIII, a YKPaiHCHKMI
ner3ax. KomMmosutop 3anuuraerbcs BipHUM CTPO-
¢iunit popmi

A—B—-C—D—Al—E,

ane, AK 1y 93 mcanmi, BoHa HaIIOBHIOETbCA [JVHA-

MIYHMM JpaMaTypriyHyM pO3BUTKOM.

31

[epmmit pospin (A «Ha pixax kpyr BaBumona»)
yocobmoe 00pa3 IHOMOHeHUX €eBpeiB, ppyrumit (B
«Po3kaxiTh HaM TicHIO Bamy») — iXHiX BOpOTiB.
Solo 6aputona (C «fIxoi x 3acmiBaemo») mepexo-
muth y xoposuit wiad (D «I konu Tebe 3a6ynmy, miit
lepycamume...»). [loBepraerbcs nepma tema (Al «I
A3VK Miil OHiMi€»), KOTpa MepepoOCTae B >KAXIUBY
KynbMiHanifiHy kaptuny (E «fdk xpuuamn «pyii-
HYJITe», IK KPUYA/MN «KaTyiTe»»), KO, BIACHE, i
3aKiHYY€EThCA 14 CIieHa.

[ToeTnynuM emirpadoM [0 HACTYIHOTO ICasl-
Ma obpano Bipur Jlinn Kocrenko «ByBae, yacom
CIIIHY Bifi Kpacy». BiH fyXe CIiB3BYYHMIT TEKCTY
ncanma 132 «Hu € wioco kpauie, 1yuuie 6 ceimi, AK
¥ Kyni #cumu», AKVl MaJIFOE KapTUHY IPaBEJHOTO
6paTchkoro >XMUTTA. e moBYaMbHMIL IICA/IOM, KM
po3IoBifae, K came Mae OyIyBaTUCS CIIIBHOTA.
HepapMma 1 9acTuHa LMK/Ty CUMBO/IIYHO 3aKiHye-
Ha P. TommadoBuMm 24 cepnius 2022 p. — y nmepumit
Jlenp HesanexxHocTi YKpainm, 10 CBATKYBABCA IIij]
Jac BIVHIL.

Ynepure 3a Becb IMKT M1 6Q4MMO TYT KOHIEH-
TpUYHY OyZIOBY:

A—B—-C—-—D—-Cl—Bl—AL

Kpaitai emisopm (A, Al) Mictate ¢parment
mormtBu «boroponuue, [liBo, pagyiica». Ili 06-
pamJIeHHsI HiOM iMIOCTPYIOTH CIOKiiiHE MOJUTOB-
He XXITTA, fIKe OIMCaHe 6e3nocepeHbO B CaMOMY
ncanmi. OCHOBHA «OIIOBifja/IbHa» TeMa TO PYXa€Th-
cs B TpuponbHoMy putMi (B «Uu € moch kpare,
nydue B cBiti»; D «Cnagae pocoro...»; Bl «Boua-
pUTbCA B IOMY THXIX...»), TO Hi6U Tpoxu mpusy-
NMHAETbCA, TIEPEXOAAYM Y IABOJONbHY ITy/IbCALi0
(C «sIxo Muppo nobpoBonHe», C1 «Jlo6po TBapsM
3eMHOPOJHMM...»). YIeplle CTPYKTypa YacTUHU
IMK/Ty He Ma€ APaMaTMYHOTO BEKTOpa PO3BUTKY,
CIPAMOBAHOIO [10 KiHIIA HOMEPA, a € 3aBEPLIEHOI0
CTabiIbHOI0 BPiBHOBAXEHOI0 CaMOI0 B COOL.

BuxopucranHa B AKOCTi HOETUYHOI NTEPEIMOBI
0 ocTaHHbOro mncanaMa Bipma I. @panka, emirpa-
dom 110 sxoro € mepuri pagky ncanMa 1 «braxen
MY>K», BUOYJOBY€e BelI4e3HY apKy 3 MepIINM HO-
MepOM LIMKJTY.

Icanom 81 «Mis yapamu-cydismu» CTIOBHEHMI
HACTAHOBOO CYJ/AM i BlIaJi¥KaM 3eMHUM TBOPUTHI
Ha 3ewi mpaspy. IIpu upomy T. llleBuenko dax-
TUYHO BYManboBye KapTuHy Crpamsoro Cyny,
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AKMI IHTEpIIPETOBAHUIL, CKOPII, AK aKT 3aCTYII-
HuLTBa bora 3a Bcix 3HeoNneHNX:

«MiX HapAMU-CYRiAMU

Ha papi Benukiit

CraB 3eMHUX BIaJuK CyAUTI

Heb6ecunmit Braguka.

«[loxomu byneTe cTsDKATH

I KpoB HEBMHHY PO3/IMBaTh

Jliopett yboryx? a 6aratum

CynoM myKaBMM IIOMararb?

Brosi y6oriit momoxire,

He ocynire cupotu

I BuBegiTh i3 TicHOTH

Ha Bormto Txux, sacrymire

Op pyk Hecutnx». He XoTATS [...]».

CrpykTypa 11pOro mcanmMa — cTpodivHa, 3 ene-
MEHTaMM PEIPUSHOCTI:

A—B—-C—D—AlL

Homep nounHaerscs 3i crmcnoi Temu-emirpada,
AKa 32 CBOIM XapaKTepOM, CEMAHTHKOI0, IHTOHAIli-
JIHICTIO Ta METPOPUTMOM Harajiye Io4aTKOBY TEMY
93 ncanma (A «Jocopp Bor muxux xapae»). Ilep-
umit pospin (B «[lokone Oynere cTspKaTH») Masoe
HACTAaHOBM «3EMHUM BIafiuKam». pyrumit posmin
IIOYMHAETBCA 3 TEHOPOBOI PEIVIKM «HE XOTATb»
(C «Ilo3Hath, po36uTH TbMY HEBOM»), MA€ IOi-
¢oniuny crpykrypy (dyraro). Hacrymumit emizop
posmnounHae solo conpano (D «He Biunmit tu...»).
Bapto 3a3HaunTy, 110 KOMIIO3UTOPOM TYT BUKOPY-
CTaHa 3MiHa TEKCTY: «He BIYHMI TH» — 3aMiCTb «i
BI BMpeTe». [1ic/sa HeBeMUKol 3B’ A3KU-TIPEAUKTY
IIOYMHAETbCA AMHAMi30BaHa pempusa 81 mcamma
(A1 «Bcraub xe, boxe, cygu 3emo») — cMUCIIO-
BIT hiHAM YCBHOTO LNKITY.

Cnif, TakoOX 3ayBaXMUTH, IO IIEPLIOJKEPENO
OCTAHHIX PAJKIB IICaZiMa € 3HAKOBUM IepexifHUM
TEKCTOM, AKUII CIIIBAETHCSA B MOMEHT IIEPEOIATHEH-
HA XpaMYy i CBAIIEHHOCTYKUTEIIB 3 TeMHOTO B 6ire
BOpaHHA 11ify yac 6orocmyxinua Bemukoi Cy6otu:
«BockpecHn, boxe, cymi 3emmn: siko Tel Hace-
JWIIN BO BCEX A3bIIeX». lle — MOMeHT HalHampy-
JKEHIoro ouvikyBaHHa XpucroBa BockpeciHHs.
T. llleBueHKO TaK MOETUSYE IO IYMKY:

«Bcranb xe, boxe, cynn semmo

[ cypeit nykaBux.

Ha Bcim cBiti TBos mpaspa.

[ BonA, i cmaBay.

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

«I' BaM cmaBa cuHi ropn

Kpuroro okyri!

I BaMm, muuapi Benuki,

Borom He 3a0yTi.

Bopitecs — mobopere!

Bam bor nomarae!

3a Bac TIpaBJa, 3a Bac C/laBa

I Bons cBaTaa!».

BucnoBku. Y unki P. Tonmagosa «[Icammu [la-
BIJIOBi» IIepeBaXKa€e MPUHLNUI CTPOQivyHOI Oy0BU
qacTuH. IIpn 1boMy KOMIIO3UTOp BMKOPUCTOBYE
IpiOHilIe [lieHHs TeKCTy — dacTille He 3a CTpPO-
dam, a 3a ABOBipIIAMIL

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

JupaxTirgHi (TOBYA/IbHI) ICA/IMIL, AKi 3Ma/IbOBY-
I0Th 0/Tar04ecTyBe XXIUTTS CIIBHOTY, MAOTh OiTbII
«cTabinbHi» popmu (TpryacTHHA B ricanMi 1, KoH-
IIeHTpUYHa B mcammi 132).

braranbauit ncanmom 12 ta xBame6Huit 149 ma-
I0Tb O3HAKM HACKPI3HOTO PO3BUTKY Ha OCHOBI MO-
HoTeMatusMy. IIpu 1ibomy 12 MicTUTD pOSTOPHYTY
KOZly Ha HOBOMY Martepiai, a B 149 BapianTu TeMu
B nepemexxoByoTbCA €misofamMu, AKi Jeljo Bifpis-
HAIOTHCA 32 MaTePialoM.

3BUHYBavyBa/IbHi IICa/IMH, AKi IPUCBAYEH] Maii-
oytHpoMy Boxomy cyny (52, 93, 81), mobynoBani
B HACKPI3HUX CTpOo(didHMX PopMax 3 eneMeHTaMu
penpusHocTi. IIpn npomy 81 mcanoM BifpisHAETH-
CA MEHII aKTMBHUM [IpaMaTypPriYHUM PO3BUTKOM
Ta MICTUTb COJIBHMII €Mi30/] KaTapCUYHOIO XapaK-
TEpPy («He Biynmit Tv, i KHA3H TBIIL, 1 TBIll pa6...»),
AKMIT IPU3BaHMII CKOHLIEHTPYBATH YBary Ha OfHiil
i3 IeHTpaIbHYX ifleil UKITY IIPO CMEPTHICTD TIOIM-
HM, HE3aJIeXXHO Bif 1i CTaTyCy, Ta HAABHOCTI BUIIMX
MOpa/IbHUX 1 yXOBHMX IiHHOCTel. Bin mepenye
¢inanosi Bcboro umkiy («Beranb xe, boxe, cyan
3eMmio»). CXOXY, ale MEHII pO3TOpHYTY (opMy
Mae 6maranpHuit 53 ncanoM. IIpy BcboMy TsDKiH-
Hi 10 TPUMYACTMHHOCTI, BiH CTAaHOBUTb BiF4yTTA
HACKPI3HOTO PO3BUTKY 3aBJIAKN POSBMHYTOMY Ce-
penHbOMY emizony. Y 42 ncanmi popma fimmThes Ha



JIBa 3aTa/JIBHMX eIi30/)1, POTe Oy0Ba KOKHOTO 3
HJX TaKOX € HaCKPi3HOIO.

[lemwo okpeMo BUITIARAE CTPYKTypa 136 mcamma.
Bin takox Mae ctpodiuny dopMy 3 enemMeHTaMu
penpusHOCTi, IpOTe IMepii emi3ofu nepcoHiiky-
I0Tb T€pPOIB Ta AaHTUTePOiB Y Aiajnorivuii gopmi, a
ocrauHiit («Ik kpraanu: «Pyitnyiite!»») mobynosa-
HMI Ha HOBOMY TOCTPO AMHaMi30BaHOMY MaTepia-
I, 10 He 30BCIM TUIIOBO I LIbOTO LVIKITY.
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IlepcnexTiBY MOJATPIIMX JOCTIAKEHD. Y IIPO-
1eci aHami3y po3IIAHYTOrO MKy OY/I0 BUABIEHO
TIeBHI 3aKOHOMIPHOCTi 710r0 OYOBM, HOB’si3aHi 3
ABMIIEM 30710TOTO MIEPETHHY, 0 MOTpebye JoxaT-
KO0BOI po3Bifiku. TakoX I1iKaBMM BIJJAETbCA aHAI3
TeMaTu3My Ta rapMoHiuHoi MoBu «IIcanmiB [laBu-
noux» P. TorMayoBa, a TakoX po3IyAf 6aHLypHIX
IMITPOBi30BAHMX IHTEP/IIONIN, AKUX HE MICTUTD HO-
TOBaHMII TEKCT TBOPY.

Bapro TakoX 3asHauMTM, MO APXiTEKTOHILi
ncanmiB P. Tonmadosa 371e6inb1ioro BracTuBe mpy-
KiHI[eBe IO/IOKEHHA Ky/IbMiHaILiil.
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A. M. Angvopos, 3. 1. Angvoposa. CexkropanbHa
Moponorisa cdepu ayaioBi3yaTbHOI0 MUCTENTBA Ta
BUPOOHNMITBA AK KPeaTMBHOI iHAYCTpii: HOCTaHOBKA
npo6nemu

[TocTaHoBNIEHO MOpdosOriuHy mpo6IemMy icHyBaH-
Hs cdepu ayfioBi3yanTbHOr0 MIUCTELTBA SIK KPeaTyBHOI
ingycTpii. POSImAHyTO CTaHOBIEHHA ii CEKTOPANbHOIL
Mopdororii Ak cnermdivHoi Ay iHAYCTPIl TAKOTrO THITY.
OsHaueHo, 110 Apyra «XBULA» AimKMUTamisalii cpudn-
HITA BXOJPKEHHA cdepy ayAioBi3yalbHOTO MICTELTBA
Ta BUPOOHNUITBA Y CTafil0 epeopMaTyBaHHA Heiepap-
xi4HOI Mopcortorii B MOpdororiio ceKTopabHy, 00°ef-
HaHy 3 BIiNOBIIHMM CEKTOPOM CyYaCHOI €KOHOMIKM.
Busasneno cekropu cepy ayiioBi3yaTbHOrO MICTELTBA
Ta BUPOOHMITBA SIK KpeaTuBHOI iHpycTpii. Ha ocHoBi
3MiH y Mopdororii cdepu ayzioBisyamrbHOro MICTELTBA
Ta BUPOOHMITBA OXapaKTePU30BAHO TAKOXK i 3MiHM B
YIIpaBJIiHHI TIOCBKUM PeCypcoM y 3a3HadeHiit cdepi.
KimtouoBi cnoBa: mopgonozis, cepa aydiosisyanvrozo
Mucmeymea ma UpoOHUYMBA, KpearmusHi iHOycmpii,
WAMUHHUTL 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.

A. Alforov
Kharkiv State Academy of Design and Arts, Kharkiv, Ukraine

https://orcid.org/0000-0003-4491-1976
Z. Alforova

Kharkiv State Academy of Design and Arts, Kharkiv, Ukraine
https://orcid.org/0000-0003-4698-9785

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.
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ITocranoBka mpo6memu. Ham yxe foBopmnoch
KOHCTaTyBaTy, 110 Ha €Talll «BTOPVHHOI MiKM-
Tanmsanii» BifOyBaeTbca TpaHcopMaLis Kb
TYPHUX iHIYCTpiil y CTaH KPEATUBHUX iH[YCTPiit
3 BUIIUM IOTEHIiaIoOM MOHETM3allil Ta OCBOEHHS
pisHux pecypcis (Anppopos & Anpboposa, 2022,
c. 15). Takox BifoMo, o YkpaiHa 06 €KTMBHO Bifi-
CTa€ BiJl 3araJIbHOCBITOBOTIO IIPOLECY TAKOI TpaH-
chopmarii y 3B’A3Ky 3 HaHfeMi€lo, ska TpUBaIA
1o TpaBHA 2023 POKY, Ta pOCINICBKOIO arpeciero, 3
OfiHOTO OOKY, a 3 iHIIOrO, — Y CUJTy HEOCTaTHBOI
PO3BMHEHOCTI [Ji/PKUTA/TI30BAaHOIO YKPaiHChKOTO
cepefioBMILA AK TAKOro. YTiM, B YKpaiHi BU3HaIM
cdepy aymioBisya/lbHOr0 MUCTENTBA Ta BUPOOHU-
LTBa CYYacHOK KpeaTuBHOW iHpyctpiero. [I. Tet-
MaHIIEB, ONUCYIUY, K JlepKaBa MiTpUMyBaTIMe
KpeaTuBHi iHAyCTPpil I1iJj Yac BiTHOBIEHHA YKpaiHu,
BJI3HA4MB, 10 B II1aHi BifHOBNIEHHA YKpaiHM Kpe-
aTVIBHUM IHJYCTpPiAM IPUCBAYEHO OKPEMY ITaBY B
pospin «Kynprypa Ta iHdopManiliHa momiTiKay, a
pearizanis 1[poro IVIaHy 3abe3HeynTdb 30epexeH-
HA 1 pO3BUTOK pobO0UNMX MicIb y cepi KpeaTuBHMX
ingycrpiit (mo kinma 2022 p. — 220 tuc. odiriiHo
3aIHATUX, [0 KiHng 2025 p. — 380 Tuc., o KiHIA
2032 p. — 600 tnc.) (lfetmanmes, 2022).

AKTYa/IbHICTb 3a3HAYEHOTO J[OCHII/PKEHHA II0-
JIArae B HEOOXiHOCTI NMOCTAaHOBKM HpoOIeMu Ta
IIePBIHHOTO HayKOBOTO OCMUC/IEHHS MOP(OIOriy-
HOTO CTaHy cepy ayioBi3yaTbHOTO MICTENTBA TA
BUPOOHUIITBA caMe SIK KpeaTVBHOI iHyCTpii, amxe
dakTi4HO BCi momepenHi MyOmiKanii, IpucBAYeHi
po3rAny uiel chepu sk MOpQonoridHOro yTBO-
peHHs, 0a3yBaliCh Ha CYTO MICTELTBO3HABYOMY
aHasisi, a OCHOBHOI MOP(}eMOI0 MUCTeLTBO3HAB-
40l apXiTEKTOHIKM ayfioBi3ya/bHOIO MICTELTBA
(mani — ABM) 6yna xynoxHs ¢opma, IpuKiHIeBa
JTaHKa YKaHPOBO-BUI0BOI apXiTeKTOHIKM Iii€i cheput.
Y HaykoBMX HyOMiKamiax 3apyObkHi i BiTUM3HAHI
y4eHi FOCTIKyBam1 okpeMo AK chepy ayioBisy-
AIHOTO MIICTENTBA Ta BUPOOHMITBA 3 {i XaHpO-
BO-BUJIOBOK0 CTPYKTYpPOI, TaK i TeMaTMKy TpaH-
chopmarii KyIbTypHUX IHEYCTpiil y KpeaTuBHI.
OynpamenTanphi npani T. AgopHo Ta Xopkxaii-
mepa (Adorno & Horkheimer, 1972), P. ®nopiau Ta
in. (Florida at all, 2008; Florida, 2002), [Ix. XoykiH-
ca (Howkins, 2001), I JIxenkinca Ta in. (Jenkins,
2004; Jenkins, 2007) 3adikcyBamu TOTOBHICTB
pO3BUHEHVX KpaiH CBiTYy 0 (OpMyBaHHA Kpea-
TUBHOI €KOHOMIKM, CTPVDKHEM fIKOI 1 € KpeaTuBHi
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ingyctpii. Oxpim 1poro, y npanax C. Kannirema
(Cunningham, 2002; Cunningham, 2004), C. len-
noses Ta C. Jawunona (Galloway & Dunlop, 2007)
Ta [[. Xecmonpaxana (Hesmondhalgh, 2007) 6ym
YTOYHEHI Pe3yNbTaTy 1IbOTO NEPeXoy AK TPaH3M-
uii fo crapii «Mepexesux puHkiB» (Cunningham,
2004), puHKIB, AKi aKTUBHO MOYA/IN JOETHYBATHCD
10 MY/IBTMMEITHOTO I1PPOBOTO cepefoBuma. Y
CBOIN IOIEPEJHIN CTAaTTi MM 3BEpHY/IM yBary Ha
B3a€EMOJiI0 cepy ayAioBisyaTbHOTO MIUCTELTBA Ta
BUPOOHNIITBA 3 {HIIVIMIU KpeaTUBHNUMI iHYCTpif-
mu (Andbopos, Andpoposa, 2022).

Y npoaHani3oBaHMX JOCTI[KEHHAX, AKi JOTUY-
Hi /10 3a3Ha4eHOI MPOO/IeMATKN, MOXKHA BUABUTH
IBa OCHOBHUX ITiIXOVI 1O (byHKuiOHyBaHHH cyvac-
HMX KpeaTUBHUX iHAycTpiit. Ilepmmit mipxim, Axuit
YMOBHO MO)KHa Ha3BaTyl €KOHOMIKO-YIIpaBliH-
CBKIM, 0a3yeTbcs Ha 3acafiax JOCTi/KeHHs 00 €k-
TUBHOI TpaHchopMalii rmo6anbHOI eKOHOMIKM B
€KOHOMIKY I7I0Ka/i30BaHy, 30CEPEKEHY B IIEBHUX
perioHax CBITY, €KOHOMIKY, sIKa, IiJICUIIONYN Jie-
AKi eKOHOMiYHi 3B’513KM, (POPMYE IIeBHi CeKTOpH,
Akl MaoTb crnenudiyni 0cobmMBOCTI, anroput-
MM YIIPaB/IiHHA, apXiTeKTOHIKY (Gengron, 2012;
Florida et all, 2008). Ipyruit mipxig, Axkuit MO>XHa
YMOBHO Ha3BaTll Ky/IbTYPONOTiYHUM, BUKOPUCTO-
BYIOUM Ppi3HI Teopii Cy4acHOI IyMaHiTapUCTUKMU,
30CEPEIKYETbCA Ha COLIOKYIBTYPHI JUHaMi-
Il MOCTIHAYCTPiabHMUX CYCIIIbCTB, Ha 3MiHax y
KY/IbTYPHIN TIOMITULi VX CYCI/IbCTB, BUHUKHEHHI
T. 3B. «KPEaTMBHOI'O KJIACy», 3acafiaX GOpMyBaHH:A
«€KOHOMIiKM 3HaHHS» TOIIO (Cunningham, 2002;
Cunningham, 2004; Hesmondhalgh, 2007). Taxum
YMHOM, IIPAKTUYHO BIICYTHI HAYKOBi PO3BIKM, ¥
AKNX FOCTITHMKM PO3IIAfAITh Mopdosorito cy-
YaCHMX KPeaTMBHMX iHJYCTpili, IOEJHYIOTh MOp-
¢ororito MUCTENTBA 3 BUSABIEHHAM aPXiTeKTOHIKM
Cy4acHOi KpeaTuBHOI €KOHOMIKI. Y 1IbOMY KOHTEK-
CTi aKTYa/IbHICTh 3rafjJaHOro JOCIIPKEHHS [O/IATae
B HeOOXiHOCT] TOCTaHOBKM MPOO/IeMN Ta IePBIH-
HOTO HAayKOBOTO PO3YMiHHA MOP(OIOIiYHOro CTa-
Hy cdepu ayioBisyanbHOTO MMCTEITBA I BUPOO-
HUITBA K KPeaTUBHOI iHAYCTpil.

Merta crarTi — mocTaHOBKa pobnemu popmy-
BaHHA CEKTOpA/IbHOI MOpdororil cyyacHoi cdepu
ayioBi3yaJIbHOTO MMCTELTBA Ta BUPOOHMITBA 5K
kpeatusHoi iHpyctpil. [IpenmeroM € mopdoro-
ria cdepn ayAioBisyaqIbHOr0 HOBOTO THILY, Y AKil
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MMCTELTBO3HABYI €IEMEHTH IIOEJHYIOTHCA 3 €KO-
HOMIYHVMIL.

Metopornorisi oCTipKeHHs 6a3yeTbcsi HA MOP-
¢onorivHOMy migXOAi B MUCTELTBO3HABCTBI, 00-
IPYHTOBAaHOMY B IIOIEPENHIX PO3BifIKaX aBTOPIB
CTaTTi, pO3po0O/IeHNX Y JOKTOPCHKill AycepTanii Ta
ny6mikanisx (Andpoposa, 2008; Andproposa, 2016;
Andwoposa, 2019 rta iH.) Meroguka TeopeTmy-
HOTO aHasli3y BMKOPUCTOBYE fAK 3araJbHOHAYKOBI
iHCTpyMeHTH, TaK i MeTOAM MMCTELTBO3HABYOTO
cipsAMyBaHHA (Hacammepen Mopdororiysoro). Y
CTaTTi TAKO)X BUKOPMCTOBYETHCA 3ara/lbHOBM3HAHA
TUIIONOTiA €KOHOMIKM IIOCTIHZYCTPia/JIbHOTO CY-
CITi/IbCTBA.

Buxmag ocHOBHOro Martepiany ROCITif)KeHHH.
[TocTHekmacuyHa (ab60 MeTaMmopiepHa) KyIbTypa
nepmoi yepti XXI CT. BUABMIA 3[aTHICTD [0 I1O-
r/MOneHHs TpoleciB TypOYNIeHTHOCT], HeBU3Ha-
YEHOCTI YMOB iCHYBaHHA Ta IiJBUIIEHHSA BIACHOI
PUTOPUYHOCTI. Y MeXax LyX IIpoLeciB cucreMa
MIUCTENTBA 3a3Ha/la BIUIMBY 3TaJlaHMX KY/IbTyp-
HUX 3MiH i po3oyana momyk crnoco6iB HacTYImHO]
TpanchopMaliii, 3aBaHHAM KOl CTaB «Oe36ormic-
HII» Tepexify O iCHyBaHHA B MY/IbTUMENIHOMY
1mQpoBOMY CcepeloBMILi, 3 OFHOTO OOKY, a iHIIOo-
T0, — HPUCTOCYBAHHA 0 TypOYIeHTHO] ITT0KaTi30-
BaHOI EKOHOMIKM CBITY.

Cporo vacy Mmu JAOCTAMIM HPOIEC IIEpexo-
Iy MUCTELTBA BiJl i€papXiyHOI »KaHPOBO-BUOBOI
Mopororii 3 4iTKO BM3HAYEHUMY MEXaMM KOX-
HOTO By Ta XaHPY [0 HeiepapXi4HOi, MepexXeBoi
Mop¢ororiyHoi apxitextoHikn Hampykinni XX cr.
(Andboposa, 2008). Lle moBHOW MipOI0 CTOCYETHCA
i cdepu aymioBisyampbHOro MUCTENTBA, fKa, Tepe-
XOIAYM [0 HeiepapXiyHOl apXiTeKTOHIKM, II0Yasa
ribpuansyBaTi BUAYM ayAiOBi3ya/lbHNUX MICTEITB,
JKaHPM Ta XyJAOXKHI GOpMM, CTUPAIOUN Mexi MDK
HJMIL.

Tomy na novarky XXI cT. B po3BIHEHNX KpaiHax
CBITY, AKi 3a3Ha/MM APYTOI «XBU/Ii» JiIPKUTaIi3aLil,
y>Ke BifOymmch mporecu nepedpopMaTyBaHHs cde-
pu ABM y HeiepapxiuHy Mopdonoriuny cucremy,
AKa CTPIMKO I0Ya/la PO3IUVMPIOBATI CBOK IPUCYT-
HICTb Y MY/TIBTUMENiTHOMY IM(POBOMY CEPETOBHILI.
3 iHImoro 60Ky, 1ie X cepefioBHlie II0Yano 3abesre-
qyBaTy (YHKI[IOHYBaHHA «KpeaTHBHOI eKOHOMIKI»,
siKa cHOpMyBaa CeKTOpaIbHY apXiTeKTOHIKY.

3rigHo 3 Bikinerpier, «ceKTOp eKOHOMIKY — Cy-
KYIHICTb KiZbKOX €/IeMEHTIB HaljiOHa/lbHOI €KO-
HOMIKM, AKUM IIpUTaMaHHI [eAKi CIIIIbHI ramyse-
Bi, TEXHOJIOT1YHi, OpraHisaliiiHO-IPaBOBi Ta iHIII
xapakrepuctukm» («Cekrop exoHOMiku», 2020).
IcHye pisHa TIIONOTiA CeKTOPiB eKOHOMiKH (Bifmo-
BiJHO 0 pi3HMX UMHHUKIB), a 6anaHc MK CeKTo-
paMI 3a7IEKUTD Bifl piBHA €KOHOMIYHOTO POSBUTKY
AK KOHKPeTHOI KpaiHM, TaK i pi3HUX perioHiB. 3a 3a-
ra/IbHONPUITHATAM HUHI TIOITIANOM, iHAYCTpianbHa
eKoHoMiKa mo4aTky XX cT. chopMyBaa jBa OCHOB-
Hi CeKTOpU: MepBUHHNIA (CHPOBMHHMNIT) Ta BTOPYH-
Huit (BupoOHMumit). OCTaHHIl — CeKTOp BUTOTOB-
JIEHHA TOTOBOTO [IO CIIOKMBAHHA IPOAYKTY. Aje
IIOBOEHHA eKOHOMiKa XX CT. Jojana O TUIIOJOTil
1le 7{Ba CEKTOPY: TPETUHHMUII CEKTOP (CEKTop Io-
CIYT, 30KpeMa i KyIbTYPHUX) Ta YeTBEpPTHHHUI
CEKTOp (CEKTOP eKOHOMIKM 3HAHB).

36mokenHs coepu ABM 3 pisHumum cexropa-
MJ €KOHOMIKM B PO3BMHEHNMX KpaiHaX HaIpUKiHIII
XX cT. paKTMYHO IPUBETIO KO MOYATKY GOpMyBaH-
HA CeKTopanbHOi Mopdornorii 1jiel cdepn Ak kpea-
TUBHOI iHAycTpil. O3HaKy L[bOrO IIPOLIECY MOXKHA
TIPOCTeXXNUTH Y BifioBixHiit miteparypi (Bezruchko,
Shevchuk, Andriievskyi, 2022; Bespyuko, Crapo-
cra, 2018; JKenesnsax, 2021; [Teuepancokuit, 2022-1;
[Tewepancokmit, 2022-2; I[leyepancekuit, 2023), y
AKIi aypioBisyambHa cdepa BU3HaYamach AK cdhepa
BUPOOHUIITBA TOTOBOTO TIPOAYKTY, SIK cepa Kyb-
TYPHUX TIOCTYT Ta SIK cdepa, AKa CIpusAe 3500y TTI0
IIEBHIX 3HaHb 3a JJOIIOMOI'0X0 €KPAHHMX T€XHOJIOTII.

Yrim, focmigHuky aygiosisyanbHoi chepn, dik-
CyI04V 3a3HaYeHi 03HaKJI, He BU3HAYa/I MOPQOI0-
rito ABM sk cextopasbHy. Taka )k cuTyanis B Muc-
TEL[TBO3HABCTBI, KY/IbTYPOJIOTiI 1 TYMaHiTapUCTHUII
36epernach i monnHi. HaykoBi, moromxymoducs 3
M, o cdepa ABM e xpeaTuBHOMW0, TakKomw, 1[0
Tepeiiiia B MOCTiHAYCTpianbHy (Basy cBOTO iCHY-
BaHHA 1 3a3Ha€ BXe [pyrol XBUJIi AiIKUTaMi3alil,
ioci He MOCTaHOBMIM HpobmeMy il ceKTopambHOI
Mopororii.

OpHak I70Ka/mi30BaHa €KOHOMIKa CBiTy II04aa
dopmyBatu BXKe T. 3B. IT ATUHHUII CEKTOP €KOHOM-
K1, KWL 00’ €fHye B eXMHNIT iHOpMaLiitHWil Ipo-
CTip €KOHOMIKY 3HaHb, ajie BUIL[OT0, aHDXK Y YeTBep-
TUHHOMY CEKTOpI, piBHA, EKOHOMIKY KpeaTUBHMX
IIOC/IYT Ta €KOHOMIKY HOBITHIX TEXHOJIOTi, EKOHO-
MiKy mTy4HOro inTenekty (mam — III).



3rigHo 3 wieto THmonorieo, chepa ABM Harne-
JKUTb [0 CEKTOPIB €KOHOMIKM IHJyCTpia/ZIbHOTO
iy (B iHAyCTpia/MbHUX CycHinbCcTBax). Ane HuHI
14 chepa TaKOX JOTyYeHa i 10 T. 3B. I ATUHHOTO
CeKTOpa eKOHOMiKM, QYHKIIOHYBaHHA AKOTO 3a-
0e3nevyeThcs AK MepexeBolo, HeiepapXidyHo ap-
XIT€KTOHIKOI0, TaK I HOBITHIMM TEXHOIOTiAMM CaMol
aygioisyanbHOI cdepy. [meThes i Mpo «XyHOXKHIO
iHpopmanito», TPORYKYBaHHA XYJOXKHIX 00pasiB
crenupivHNMY 3ac06aMM XYZIOXKHBOI BYpaXKalb-
HOCT], Y 6araTbox BUII[Kax iHHOBaLi/HUMU. Exo-
HOMiYHa MeTa LIbOTO CEKTOpa — OTPMMAHHA NPU-
OYTKY, a CUMBO/IIYHIII KaIliTas, IKUIT € CTPYKHEM
icHyBaHHS 1[bOTO CEKTOPA, POPMYETHCS HOBITHIMU
ay[ioBi3ya/JbHUMM IHCTPYMEHTaMIL.

Omxe, Ha moyarky XXI cT. MynbTMMepmiiHWMit
undposuit mpocTip cTae cepenosuiem ABM kpe-
aTVMBHOI iHFYCTPIi 3 CeKTOpanbHO0 MOpgonoriek.
Ceper, TakyX CeKTOPiB MOXKHA O3HA4YUTH: CEKTOP
uudposoro kinemarorpady, cekrop 1ybpoBo-
ro TenebayeHHs, CeKTOp BieOXOCTUHIIB, irpoBuit
nppoBUIT CEKTOp, CeKTop IMPpoBOi peknam,
CeKTop LM(MPOBOrO0 MUCTELTBA, HABYATBHO-IIPO-
CBITHMIBKMIT cekTOop ABM KpeatuBHOI iHRyCTpil,
ABM-cekTop cydacHoi ypbanictuku, ABM-cextop
HIATPUMKM  COLiOKY/IBTYPHUX IPOEKTIB (BipTy-
a7IbHOTO TYPU3MY, BipTya/lbHOI MY3€IHOI CIIpaBH,
BipTya/bHOI MIATPUMKM iHIIMX IPOEKTIB) TOLIO.
Huni Temmy po3BUTKY KOXKHOTO i3 3a3Ha4YEHNX CEK-
TOpIB € Pi3HNMU i 3a/IeXarhb Bij 6araTbox YMHHMU-
KiB. YTiM, CIOCTEpIra€TbCsA aKTUBi3alid PO3BUTKY
cekTopanbHoi Mopdororii Bipryanisoanoi cdepu
ABM came micng mangemii COVID-19.

Mynbrumeniiianit uudposuit mpocTip 703BO-
nste chepi ABM mBuaKO MacuTabyBaTy 3a3Hade-
Hi CEKTOPY, HaIarofKyBaTu 0OMIH CUMBOITIYHNIM
KAIliTaZloM Ta KYIbTYpHUMM GOpMaMyi MK HUMIU
i, 6esnepeuno, popmye HoBuil THI Hpani B ABM
KpeaTuBHiil inpycTpil. TyT MOXXHa IpouuTyBaTH
36. Dxxe3aMHCBKOro, 3rilHO 3 KOTPUM «IIOCTiHJY-
CTpiajibHE CYCIIIBCTBO CTA€ TEXHOTPOHHMM CYC-
Ii/IbCTBOM, KY/IbTYPa, IICUXO/IOTiA, COLlia/IbHe KUT-
Ts Ta €KOHOMIKa IKOT0 pOPMYIOTBCS IIif BIUIMBOM
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TeXHIKM i1 eleKTPOHIKY, 0COO/MIBO KOMIT I0TepiB Ta
KOMYHiKariit. Bupo6ununit npouec He Kmacudi-
KY€ETbCS SIK TOOBHMIT GAKTOP 3MiH, 110 37iJICHIOE
3HAQYHNMIA BIUIMB Ha 3BUYAi, CYCIIbHMI YCTpiil Ta
ninHoOCTi cycminbcTBar (Brzezinski, 1970, p. 10). Bi-
nomuit exonowmict V1. [llymmerep 6yB mepurum, XTo
POSIJIAHYB TBOPYICTb AK OCHOBHII KPUTEPIil KO-
HOMIYHOTO pO3BUTKY. HuHi yacTnHOM0 Takoi Kpea-
TUBHOI iHAyCTpii € He mute pimaHcep-paxiBelp
ayioBi3yaJIbHOTO MIUCTELITBA Ta BUPOOHUIITBA, a i
cUTyaTVBHi ((pperiMOBi) KOMEKTUBY ayfioBi3yab-
HOro BUpoOHMITBa. CBOrO Yacy 3MiHy yIpaBIiH-
HA JIIO[CBKMM PECYPCOM Y TaKUX iHYCTPifAX Ipo-
rHosysam I [apasep (Gardner, 1983), C. Tenrpon
(Gengron, 2012) Ta in. Taxwil IBUAKNIT pO3BUTOK
chepn ABM sik kpeaTuBHOI iHfycTpil Ta 3MiHa 1a-
pafurMy KepyBaHHSA Hel MOXKe IPUIIBMUAIINTHICH
saspaku i 1. Yrim, e oxpema npobnema, sixa mo-
Tpebye CUCTEMHOTO HAyKOBOTO JOCTI/PKEHHA.

Bucnoskn. IlifcymoByioun, MOXHa KOHCTaTy-
BaTH, 1O

HuHi B po3BMHEHNX KpaiHaX CBITY KpeaTUBHi iH-
AYCTpii MOYMHAIOTD MOCIKATH JOMIHYI0Yi IO3UILII B
€KOHOMIlIi B3arasi.

Codepa aypioBisyanbHOTO MUCTENTBA Ta BUPOO-
HUITBA CTAa€ aKTMBHOK KPEATMBHOW iHAYCTpI€l0,
AKa Ha CbOrOfHI mepedopmarye BiracHy Mopdo-
JIOTII0 BIfMOBIZIHO 1O CYYaCHMX BUMOI €KOHOMIKM
3 )KaHPOBO-BIJI0BOI Ha CEKTOPa/IbHY, 3MiHIOKUM i
A/ITOPUTMM YIIPABIiHHA MOACHKUM PECYPCOM Y Iiiit
iHpycTpil.

Koxxnmit cextop cdepn ABM sk kpeaTuBHOI iH-
Kycrpii GopMyeThcs HOBITHIMY ayAioBi3yanbHIMY
iHCTpy™MeHTamu, BUpoO/IsA€ BIacHi anroputmu ic-
HYBaHHS B MY/IbTHMEHIHOMY IIMpPOBOMY cepefi-
OBMUIIIi.

Yce BuiesasHaueHe € MOCTAHOBKOI HOBOI MOp-
donoriunoi mpobemu, ska € BKpall LiKaBow s
HACTYIHMX PO3BiIOK.

[lepcrieKTuBM TNOAANBIINX JOCIKEHD IONA-
TalTh Y HEOOXiTHOCTI CHCTEMHOTO JOCTiIKEHHS
po61eMaTyKy, TIOXiTHOT BiJj 3a3HAYEHOTO aCIIeKTY
HaYKOBUX JJOC/Ti/KEHD.
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€. I0. Apeg’cea. CucreMoreHe3 BUKOHABCHKOI JIi-
AMbHOCTI B My3u1i XX CTOMTTA

Teopis cucreMoreHesy Ta eKOCHCTeMHMII IIifxif mo
aHAJI3y BeNMKNX COLIOKYIBbTYPHUX CUCTeM pedrrekcii
O3BOJIAITH OCMUCTIATI MY3UYHIIA IIPOCTIP SK €IHICTD
CHCTeMOTeHe3y Ta Ky/IbTyporeHesy. OxapaKkTepu3oBaHo
MiMeTIYHMI, TOTICTUYHMIL Ta peIeKCHBHII HiXOMM
o0 GOpMYBaHHA BMKOHABCHKOI MailCTEPHOCTI My-
3MKAHTa Ha IPUKIaji BOKA/IbHUX i iHCTPYMEHTANbHIX
CKMaJlOBUX CY4YacHOrO XyHOXKHboro TBOpy. CydacHa
BUKOHaBCbKAa MAJICTEPHICTb TEXHOJOTi30BaHa W CIle-
un¢pikoBaHa B MEXXaX aHTPOIHNX, MeJiaTeKCTyalTbHIX
i Bi3ya/lIbHMX IATepHiB, AKi BIUIMBAIOTb Ha BUKOHAB-
CbKY JIis/bHICTb. BuHMKatoTh OibIn TBOpYI, mmpmi i
1o6anpHil cucremu, fAKi 3aCTOCOBYIOTb JOCATHEHHSA
BipTYa/lIbHOTO, iIKOHIYHOTO, Bi3ya/lbHOTO IOBOPOTY, BU-
XOfIATb Ha €KPaHHI KOMYHiKaljil, Cy4acHy TeaTpanbHY
CIieHy, AKa CTae pafuKa/li30BaHIIIOW, Bi]MiHHOI Bif
Ti€i, sika Oyra panime. EkororiuHa HacTaHOBa K amen-
11is1 10 MeTadi3NYHNX BUTOKIB IEBHOIO MipOIO aKIeHTye
Pi3HOMAHITHICTb 3[Ji/iICHEHHA CHCTEMOreHe3y Yy BUKO-
HaBCBKill KynbTypi. Yci CUHTE3M, SIKi 3TIICHIONThCS Ha
OCHOBi My3M4HOI CTUXii, My3SUYHOTO TEKCTY, METATEKCTY
MY3UYHOTO JIUCKYPCY, IOTPeOYIOTh afjeKBaTHUX BUKO-
HaBCbKOTO BMiHHA, MaiICTEPHOCTI i TBOPYOCTI.

KnrouoBi cmoBa: mysuune mucmeymeo, 6uKkoHascoKka
OifIMbHICMY, CUCeMO2eHe3, KYbnypoeeHes, 00pas, CuH-
me3 Mucmeums.

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.
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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 musicians
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
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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

IToctanoBKa npo6meMu Ta aKTYalIbHICTDh TEMU
MOCTiKeHHA. BUKOHAaBCTBO B IIMPOKOMY OHTOJIO-
riYHOMY 3HAYEHHI € BIacCHe CaMOK MY3MKOI, AKa
HEMOX/IMBA 6e3 BMKOHABCHKOI IiSA/IBHOCTI, ajpKe
INPUHATO PO3NOAIIATI BUKOHABCTBO Ha BOKA/Ib-
Hy Ji IHCTpyMEHTa/lbHYy WIKOMM. BokanbHa IIKOMa
TIOB’13aHa 3 TOJIOCOBUM BMKOHAHHSM, SIKE MOXe
OyTyt Xo0poBUM a60 IHIVBiZya/lbHUM, YTBOPIOBATH
pisHi aHcam6r1i, azne 1e Ta chepa, sKa HAIEKUTD [0
BOKa/IbHOTO MICTELTBA. [HCTpyMeHTabHa [isA/b-
HICTb 1IOB’sI3aHa 3 PISHOMAHITHUMM IHCTPyMeHTa-
MU, IHCTUTYLiAMY, IO (OPMYIOTH, CIPUSIOTH iX
PO3SBUTKY, €BOMIOLIL. YTiM, Ti/lO JTHOAVHN CTa€ TUM
AHTPOIIOJIOTIYHNMM TOPU3OHTOM, KU TaK 49X iHAK-
1€ 3a/]a€ CUCTEMHI AKOCTI BUKOHABCHKOMY MICTe-
LITBY.

CucremMoreHnes BUKOHABCHKOI MisIIbHOCTI — Iie
3aBXX/IY KY/IbTYPOTeHe3 i aHTPOIIOreHes, AKi IoTpe-
Oytors crenndivnoro migxomy. 3a II. AHoxinuwm,
CUCTEMOTeHe3 € MeBHNUM IepefidadyeHHAM Mai6yT-
HBOTO (PYHKIIOHA/IBHOIO cycTeMoto (AHOXiH, 1976).
IligcucreMy CMCTEMHOTO LZIOTO PO3BMBAOTHCA Ta
JHIOTD Y pisHOMY Yacorpoctopi (edeKT retepoxpoHii
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Ta reTepOTOLii), 1110 BMOXK/IMBIIIOE a/IeKBATHY aJjall-
Tal[il0 /0 TMPOCTOPOBO-YACOBOTO KOHTUHYYMY.
CucremoreHes y KymbTypi TpaHCHOPMYETbCS B
KY/IBTYpOreHes, fie 10 KOOpAMHATY MailbyTHbOro
JONA€ETbCS AKTYyasisalis MMHYIOrO fK (eHOMeH
30epiraHHs TpajMiil, HAliOHATBHYX IIKIN KY/IbTY-
porBopuocTi Tomo. Perenepariito Ta 36epeXxeHHs
KY/IBTYPHUX IIPAKTVK II0B A3YIOTh 3 €KOCHCTEMOI.
Opannysbkuii  Teopetuk exkocucrem E. Mopen
CBI[4UTD TIPO T€, IO IPUPOFHUI Ta KY/IbTYPHMIT
BYMIpM €KOCHCTEMM KOPENIIITb, a €KOCUCTEMa,
o6 30eperTu BIACHI pecypcy y Iporeci CBOTO
(yHKIIOHYBaHHS, 3BePTAETbCA 10 CBOIX MeTadi-
3MYHMX BUTOKIB (Mopen, 1992) .

Oco6nmBO aKTyaTbHUM € OCMMUCIIEHHSA eKo-
CUCTEMHOIO MIJXOAY A0 MY3MYHOI TBOPYOCTi, 30-
KpeMa BUKOHABCTBAa. BuiesragaHmii HayKoBelb
BM3HAYA€, [0 XONMi3M (IIPMMAT CHCTEMHOTO Iji-
10r0) AK (YHAAMEHTATBHMUII HPUHINI CUCTEM-
HOI L[/TICTHOCTI Ma€ KOPEMBATH 3 aHTHUXOMi3MOM
(moMiHaHTa YaCTUHY CUCTEMU). AHTUXOMI3M — Ie
3aJIOXHICTD Bifl 0COOMMBOrO, Bill YaCTHHI, 1O A€
IIPOrpaMy 0COOMCTICHOTO BUMIpY, Y LIbOMY BUITafi-
Ky — JIOAMHOBUMIPHOCTI TBOPYOCTI, SIKa IOB’A3a-
Ha 3 TpafiuIi€lo, HalliOHA/JIbHOK BJja4el0, YCIM TUM,
10 YTBOPIOE LITICHICTh AK CAMOJOCTATHIO KYJIb-
TYPHY p€a/bHiCTb.

besnepepBHa pereHeparis, mepMaHeHTHUIT IPO-
IleC OHOBJIEHHA JIO3BO/LIE OCMUCIUTU TOM (paKT,
3TifHO 3 AKUM OyIb-fKe BIKOHABCTBO MA€ 3BEp-
TaTUCA [JO CBOIX MEpIIOBUTOKIB. | uiie ToAi BOHO
Oyme LiTiCHMM, TapMOHIHMM 1 CaMOJOCTATHIM,
KONM IIePETBOPUTHCA B €KOCHUCTEMY, KOMM IIETIA
PEKYPcii K 3BEPHEHHA [I0 €THOKY/IBTYPHUX BUTO-
KiB, HalllOHa/JIbHUX TPaAMLil, HAMKPALINX BUKO-
HaBCbKIX IIPUK/IAJIiB, CBOEPIHMX IIPUIOMIB BUKO-
HaBCTBA Ti€l 4N iHIIOI IIePCOHAJIL, ;O CBOEPITHOTO
Te3aypyCy MaCTEPHOCTI IIEPeTBOPUTHCA Ha IPO-
BiIHMII IPYHINI BMKOHABCHKOI KY/IbTYPH.

CucreMoreHes BUKOHABCHKOTO MUCTEIITBA [IOB -
3aHMI 3 OpIEHTAIli€l0 Ha AHTPOIIHI, CeMiONIOTIYHi i
Bi3ya/lIbHi BUMipy MY3MYHOrO MUCTenTBa. Pakypc
Ha Ty 4I IHIIY 3acajly 3ajla€ HAIPsAM CUCTEMHOI [ii-
ANBHOCTI, MOX/IMBICTD Peai3yBaTy TOI UM IHIINI
MIOTEHIIia/T BUMKOHABCHKOI [ifAnbHOCTI. Bukonas-
CTBO He MOKe OYTy 1030aB/IeHe aHTPOITHOTO BUM-
Py, aJKe 3HAaKOBI HOTaLll, iHTepIpeTarii My3uKu,
TIOB SI3aHi 3 HOTALIHNMIM CUCTEMaMI, 3 Bi3yasb-
HOI0 TIPEe3eHTAli€l0 I[UX CUCTeM, TOOTO 3amicoM
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CHUCTEM HOTAlil, CTAHOB/IATH [OCTATHbHO IINUPOKE
1071e TUX iIHHOBAILii, AKi Mamu Micre y XX CT.

MoxxHa cTBeppKyBaTH, IO CHCTEMOIEHE3 BH-
KOHABCBKOI JII/IBHOCT] 0a3yeTbcs Ha TUX BiOMUX
IapagurMax, AKi iCHyxTb He Juile B My3ulii, a it B
IHIMX BUaX MUCTelTBA. MiMeTnyHa cucreMa —
poOM, fK fA, — Ile HaBYaHHA 3a JJOLOMOTOI0 UyT-
TEBOTO CIII/IKYBaHHA, HOCBilly IIOKasy, BIpaB, fK
IOTpiOHO rpaTi. YBech Iieil KOpITyc HaB4aHHA Gop-
MY€ETbCA Ha TOMY, 1O 3/i/ICHIOETbCA KOPITYC BMiHb
i popmytoTbes HaBuky MarictepHocTi. et Bumip
BJIKOHABCTBA € MiMETIYHIM, IIOB A3aHNM i3 CHCTe-
MO0 HaBYaHHA B pPe3y/IbTaTi KOHTAKTY B KOMYHiKa-
TUBHOMY CepeOBUIIII.

Hacrynna mopgenb — norictuyHa. BignosigHo 0
Hel, Meflaror 03Havyye CTPYKTYPHI CHCTEMOTBOPYI
KOMIIOHEHT! 1 B pe3y/IbTaTi IeBHOI pallioHasi3a-
1ii Ma/iCTEPHOCTI BM3HAYA€ CBOEPIJHI anrOpUTMU
BUKOHABCTBA, AKi CTOCYIOTbCA NEBHOI BMKOHABYOI
IIKO/MY: HAIiOHAJIbHOI, PerioHabHOIL. 3pelToro,
dopmyeTbcs e ofHa cucTeMa — pedeKCHUBHA,
AKy He MOXXHA Ha3BaTy CyMOI YyTTEBMX Ta palji-
OHAJIbHUX KOHCTAHT, aJie BOHa 0a3yeTbcs Ha iXHiit
€JHOCTI, Ha 3HAKOBOMY KOHTEKCTi AK Ha €IHOCTI
03HAYYBaHOTO Ta 03HAYA/IbHOTO i BUSHAYAEThCA AK
CyTO pedeKcuBHMUIT (PeHOMEH, 1110 IPe3eHTYe MeB-
HY 0COOUCTICTB, IIepCOHaNi0, PO3BUTOK 1i JaHMX.

AHami3 OCTaHHIX JOCTiKeHb i MyOmiKaiiii.
3araJIbHOKOMYHIKaTVBHi acekTy (QyHKI[IOHyBaH-
Hf XYHOXXHBOTO 00pasy HOCTIIKYBamucs B po-
6orax II. Anoxina (1876), A. Aped’eBoi (2018),
0. Jlerennbkoro (2022), C. Heperinoi (1999) Ta in.
ExocucTreMHi 03HaKM KynbTYpOreHe3y, 30KpeMa B
My3M1L, po3risagamich y npansax E. Mopena (1992),
M. Kucunposa, T. Tappamyka, K. 3apy6uipkoro
(2006), O. 3inbkeBud (1992) Ta in. Kynsrypomoriu-
Hi aCTEeKTU aHTPOIONOIiYHOr0, HEHOMEHOTIOTI4HO-
T0 BU3HAYEHHs MY3MYHOTO PeHOMEHY B KOHTEKCTi
BIMKOHABCBKOI AisTIbHOCTI HaOymM BifoOpakeHHS
B mocmimkenHax b. Tauap (2002), JI. Kusuoscbkoi
(1998), O. Kosapenka (2000), I. Konoanosoi
(2023), L. Crpasincbkoro (1978) ta in. OgHak mpo-
O7eMa LTICHOTO CUCTEMHOTO aHali3y BUKOHAB-
CbKOTO MMCTEITBA 1Ile € Ma/IOfOCIiKEHOIO.

Merta craTTi — BM3HAYMTH CUCTEMOTBOPYI Ha-
npAMu TpaHchopMarlii BUKOHABYOI AiA/MBHOCTI B
MYSUIIL.

Buknan ocHoBHOro Marepiamy MOCITiKEHHS.
Y BOKaJbHOMY MVCTEUTBi HailBXMMBimmii Qax-
TOp — Ii€ CUTYali BTPATI TOIOCY B IIPOCTOPI TeX-
HiYHUX iHHOBaIIiit. I]e MOB’A3aHe 3 TVM, 1[0 BUKO-
HAaBCTBO BMPA3UIOCA B IMUCIIO3ULII 3BYyK — TOJIOC.
3ByYHa MaTepid BOKalTy 30BCIM HE € TOIOCOM, 2
6i7pIIOI0 MipOI0 TIPe3eHTye MiKCKM 3BY4aHHs Ha
0CHOBI Ti€l un iHIIOI 06POOKI BIUKOHABCHKUX TeX-
HoJoTii. SIBuIIe «cmiBaTH 1if Ganepy» cTano go-
CTaTHDO IMOIIVPEHNM, HaBiTh JIETITUMHIM (PaKTOPOM
BOKA/IbHOI iHZyCTpil Cy4acHOi KynbTypu. Y it
CUTYalii aKTyanbHa HpoOmeMa BTpaTy Tpajmiii,
KpeaTMBHOTO BUTOKY CHiBOo4oi KynbTypu. lIpore
KpeaTuBHicTb, 3a C. HepeTiHoto, AK mepexif 3 He-
OyTTA B OyTTS € TAaKOX J1 lepexif 3 6yTTs B 6y 114,
1110 € TBOPYICTIO, € Tepexif; 3 6YTTs B HEOYTTH, 1[0 €
nerpapanieto TBopyocti (Hepetina, 1999).

Yce 1je onucyeTbca OFHUM BUMIPOM — KpeaTyB-
HICTb, siKa (GOPMYETHCS Ha Pi3HNUX CTYNEHSX iCHY-
BaHHA TBOPYOTO aKkTy. Baxxnmso, 1o xpearnisa — ne
IHTYINiA XPUCTUAHCHKOI KY/IbTYPH, KA IIOXOAUTH
y My3uLli Biff IIPaBOCTIABHOTO CIIiBY, MOHOIil, aH-
Te/IbChbKOTO CIIiBY, 110 CIaja€ 3 BUCOT AyXy. Kpea-
11i — I1e TapMOHiA CyTHbOT0, IKa € CAMOJOCTaTHIM
OHTO/IOTIYHUM BUMIpPOM 3BYKa, HOO00I0 aHTeNlb-
CbKOTO CHiBY. 3BMYaITHO, I1i KOHOTAIlii Ha/lIeXXaTh 10
OPTOZOKCa/IbHOI IIPaBOC/IABHOI €CTETUKI, ajIe IIPO
HIIX BapTO 3rajiaTi, 106 yCBiTOMMUTH, 1110 TOIOC —
He € 3BYK, a 3ByK — He € roynoc. [onoc — e camo-
JOCTaTHiit 06pa3 MepCOHaNTbHOCTI BUKOHABIIA, 1110
(GopMyeTbCs Ha OCHOBI MEBHOI BOKA/IBHOI IIKOIA,
3okpema mkomy M. [apcii, ®. /lamnepri, K. EBepap-
Zii, B YKpaiHi — Iie IbBiBCbKa IKo/Ma B. Bucowpkoro.

Bunnkae kpeaTusHa cutyalis, y Mexax AKoi Bo-
Ka/IbHe HeOYTTS Cy4acHOi Ky/IbTYpY MiIMiHIOETbCS
AHOHIMHVM 3BYYaHHAM y KOMYHIKaTMBHOMY ce-
peroBuii 1OY-6i3HeCy, pOK-OHepHIX IHCTaIALIsX.
HaiiBaxnmsiiue mpofieMOHCTPYBaTH, 110 TICYXO/IO0-
disionoriuni, ecreTnyHi, XyToXHi Ta crenudivHO
BJMKOHABCbKi O3HaKM (mepcoHanbHi ¥ iMmepco-
HaJIbHi iHTOHAIIil) OpieHTOBaHI Ha Ty 4u iHuIy Tpa-
JUIII0 BOKa/JbHOI WIKOMM. B iHCTpyMeHTanbHOMY
BMKOHABCTBI CUTYalis MpuOIM3HO Ta caMa, aje
TyT iHCTPYMeHT bepe Ha cebe N€BOBY YacTKy Ipe-
3€eHTallii 3By4HOI MaTepii, Biff HbOro 3anexutb 50%
BMKOHABCbKOTO TIOTEHIIiay, AKIIO0 MipKyBaT! PO
iHCTpyMeHTaIi3M 5K Ipo GakTop BUKOHABCTBA.



BoxanbHa nefarorika — 1ie He /iiIe BUOKpeM/Ie-
Ha cdepa cTaHOB/IEHHA ronocy. Tak, 30kpema Tpa-
punii HanionanbHoi Mysu4HOI akageMil Ykpainm
imeni II. I. YaliKoBCbKOro CBifyaTh Mpo Te, 10 TYT
chopMoBaHa IIKojIa BOKaIbHOI BUKOHABCHKOI Mai-
crepHocTi. Y KuiBcbkilt KoHCepBaTOPpil B pisHi yacu
BUK/IAflal BilOMi YKpPAiHCbKi I€Jaroru BOKaiy,
AKi 300y ocBiTy B €Bpori, 30kpemMa M. MAkumL.
OpHielo 3 mpoBifHKMX Hpodecopok BoKamy Oyma
M. [lonenp-Tecceitp, koTpa (akTM4HO CTBOpMIA
IIKO/Ty KpeaTVBHOTO BUXOBaHH: CIIIBOYOI KY/IbTYPH.

C. Comki (30HKiHE) — apTUCT omepy, KOTpuii
CTBOPMB paljiOHa/lbHy MIKONTY BOKaly, 3BepTaB
yBary Ha IpyHIMIN Teopii 3BykopoOyBaHH:A. Ke-
pyBaHHA [MXaHHAM BiH yBakae HaMTIOJOBHIIION
YMOBOIK Ppal[iOHa/IbHOI IIOCTAaHOBKM TO/MOCY. Ap-
TUCT HAMaraeTbCsl 3MIMICHUTY HAYKOBe OOIPYHTY-
BaHHA NPUHLNIIIB, BIJTIOBIZHO 0 AKMUX 1 y3rOmKye
Teopito. OTXe, Teopis AMXaHHA Mae HepefyMOBU
BOJIOiHHA 3ByKOILO6YBaHHﬂM, ITiJT sIKe IMiBOINTD-
Cs IPyHTOBHA TeopeTnyHa 6asa. 3pemron, MoxHa
3a3HAYNTH, 10 aBTOP HOKYCyeThCs Ha Aiadparma-
TUYHOMY TUIIi [UIXaHHA, KOTPe 33 CUIbHILIOTO BIIN-
XaHHA TOEHYEThCA 3 OOKOBMM TUIIOM. 3aTpUMKa
JVIXaHHSA, YMiHHA TPUMATyU BEPXHIO YaCTUHY IPYJ-
HOI KJIiTKM B PO3LIMPEHOMY CTaHi 11 BONOAITI CKO-
podeHHsMM fiadpparMm B Ipoljeci BUJMXAHHS €
Pe3y/IbTaToM TOT0, 1110 (OPMYEThCS MOBiNbHE 1 piB-
HOMipHe IXaHHA.

Taxmit T™Mn BOMOAIHHA CNiBOM Opi€HTOBaHMIl
Ha CBOEPIJHY TiIMHACTMKY JMXaHHA Ta Ha IEBHY
€KOHOMIIO BUJIMXY, 1[0 TONOBHIOE KapPTVHY CIIBY,
AKa CTBOPIOETHCA AK CUCTEMA BMUPA3HOCTI 3BYKA.
C. CoHKi 3amo3uyye CBOI0 CUCTeMY 3i CTapoi ita-
JiiicbKoi Ta HOBOI (PPaHITY3bKOI MIKi/, AKi CYTTEBO
BifIPI3HAIOTBCA — OJHA OPIEHTOBAHA Ha MIMETU3M,
a iHIIa — Ha JIOTOLIEHTPU3M.

Y Kuesi Qopmyerbcs e opyH Mimxim, Axwit
MOXHAa OXapaKTEepU3YyBaT! fAK KPEaTUBHY II€Jlaro-
riky M. Jlonenp-Tecceiip. ®akTUYHO 3aCHOBHU-
Ui MiAXoAy BHALOCA «IPUMMUPUTV» eMIIIpUYHE Ta
paljioHalbHe Hayana BOKAaJbHOIO IHCTPYyMEHTa-
pito. Metonuka M. [lonenp-Tecceitp BinpisHanacs
TUM, IO BUCOKI TeXHi4Hi 37i06HOCTI B pexxumi Ko-
JIOPATYPHOTO i JPUKO-KOMIOPATYPHOIO COIIPAHO
laBa/ICS HA YPOKaxX 3a JOIOMOIOK IOKa3y, Oy-
KBa/IbHOTO TIOBTOPEHH: TOI0CY Ipodecopa, afpKe
MOJYIALIA apTUKYIALINHOI CUCTEMM I[Opasy MO-
mGiKyBamach Mg TOro 4u iHIIOTO BUKOHABIAL
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Meronuky M. [lonenn-Tecceitp BupisHAmm Ak
aKaJieMiYHiCTb, TaK i BUCOKA KY/IbTypa cHiBy. Bona
YiTKO PO3IIOAi/IANA CBiil KYpC HAa BUKOHAHHA IIpa-
BT 3BYKOZJ00YBaHHs Ta 300YTTs iHTepIpeTaTyB-
HMX MOXX/IMBOCTEN BIACHOTO CIIiBY, 1 TAKMM YMHOM
TpUMana >KOPCTOKMI [UCUMIULIHADHUI PEXUM
L[OJ0 TEXHOJIOTiii CTBOpeHHs 3ByKa. li mpmitomu He
Oy cyTo palioHa/NbHUMY, IAOTOHHUMY CXeMa-
M, IeJarOTVHA IMIbHY YBary IPUJiIANA BOKA/Ib-
Hill TexHili Ta 3MIOHOCTAM KOXXKHOTO BUKOHABLIA,
3BepTaJla yBary Ha TeMOPOBi 3/JaTHOCT] BUKOHABII,
HaMarajacs ix pO3BUHYTH; YHUKA/Ia OffHOMAaHITHOCTI,
roMoreHisaliii, HiBemoBaHHsA TeMOpY i myKana -
KaBi MOXX/IMBOCTI 3a0apB/IeHHSA TOZIOCY B MOJIOAVX
CHiBaKiB, 3aBIAKM KOTPUM BOHA (AKTIIHO il 3710-
Oynma claBy sK mefaror. SIKIo oxapakTepusyBaTy
MaHepy 3ByKopo6yBanHs B mKoni M. [lonenp-Tec-
ceitp, TO MOTPIOHO BiI3HAYNMTH 3aBXK[¥ BUCOKI IO-
UL, CBIT/IWIL, SICKpaBM, OMUCKYy4wil, CHiBy4uit
3BYK. 3 1927 no 1939 pp. Mapia EnyappiBHa mpa-
toe B KuiBcbkiit omepi, Mae HeaOMsAKMII yCITiX.

[IprpopHa BUIIYKaHICTb, TEMIIEPAMEHT i HIMK
Oy BracTyBi ii Harypi. MoXXHa 3a3HaYUTH, IO
MAICTPUHA NPUJIIAIA HEMaJo YBarM PO3BUTKY
B CTY/IEHTa MAailCTEPHOCTI, CIIPaBXHbOI TBOPYOC-
Ti. 114 KpearuBHa, TBOpYa HacTaHOBAa POOMTH il
MeTOfuKy HenepesepueHow. M. [lonenn-Tec-
celip mpuAinsna 6araTo yBary SIK IPaBUIBHOMY
CIIIBOYOMY [JVIXaHHIO, TaK 1 apTUKYIALIL, CLIEHIYHIN
HOBEMiHI, IO CTBOPIOBAJIO 3arajIbHUII IICUXOJIO-
ri4HMI HaCTPiil Ta 00pa3 y BUKOHABCTBI OIEPHMX
napriii. CyTHICTb KpeaTMBHOI IEJaroriky, AKILO
MO>KHa TaK il Ha3BaTy, IO/IATA€E B TOMY, 1110 OTPi6-
HO 3aMICTb eMImipu3My MiMesucy Ta abCTpakTHOI
JIOTICTUKY 3BYKOROOYBaHHA BJATUCH JO CUCTEMI
METOJMK, AKi IIO€HYIOTh TON Ta iHIUNIT BUMIp, aje
MOJIE/TIOI0TD iX Y IIOBHOLIHHOMY TBOPYOMY IIPOLie-
ci, BUKOHaHHI i GopMyBaHHi CLIeHIYHOTO 06pasy.

Ieit Tm, xapakTepHuit A KuiBcbkoi BoKab-
HOI IKOMY, 30KpeMa A srafanoi M. [lonenn-Tec-
ceiip, siKa Oe33alepeyHo € HOCiEM i QpyHEaTOpoM
pedreKcMBHOI CHCTeMM KPeaTHBHOTO —BOKAIY,
IPE3eHTYE CKIA0Bl CUCTEMOTreHe3y BUKOHABCHKOI
MaricTepHOCTi 3araoM. OTxe, c1cTeMa BUKOHAHHA
BOKQA/IbHOTO TBOPY Ma€ MIMETUYHY, IOTICTUYHY Ta
pediexTVBHI MmifcHCTeMI, AKi AKTyaTi3yl0TbCs BY-
KOHaBI[eM y IOTPiOHOMY 4aci 11 mpocTopi ¢popmy-
BaHHA TBODY.
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3B1YAIHO, BOXXIUBY POJIb, 0COOMMBO B APYTiil
nonosuHi XX CT., Biflirpa€ Bi3ya/lbHUIl IIOBOPOT,
Komu 3pocTae cBoboma ¢ikcanii aynioBisyaabHOL
inpopmanii i HamidaeTbcs poO3BUTOK TpaHCPOp-
Malii BOKa/IbHMX TeXHOJIOTii, sIKi GOpMYIOTh HOBI
JKaHpM, COCOOM BUPOOHUITBA I CIOKMBAHHSA
3By4HoOI Marepil. Hait6inbie HaOMDKEHNM [0 LUX
TpaHChOpPMaILLiil CucTeMOTeHe3y BUKOHAHHS My3J-
KU € KOMIIO3UTOP. AK€, AK MU IIPOJEMOHCTPYyBa-
I Ha IPUK/IaZli BOKA/IbHOTO MMUCTELTBA, CIPABXXHi
TOCSATHEHHA Bin6yBa}0TbCH JINIIEe TOMi, KON KOM-
IO3UTOP IIPAIIOE /I NIEBHOIO BMKOHABIIA, 3HAE
1I0r0 MY3U4HY QaKTypy, MOK/IMBOCTI 3BYKOHOOY-
BaHHA. TakMM 4MHOM, BUHUKAE LITICHUI XYHO0X-
Hill 06pa3 aypioBi3yanbHNUX NPOEKTIB, AKi MAIOTH
CY4YacHy eCTeTUYHY LIiHHICTb i BIUIMBAIOTh Ha BCi
iHmi xygoxHi mpaktuku. OpHi€lo 3 KpeaTMBHUX
CTpareriit pO3BUTKY BMKOHABCbKOI MaiICTEPHOCTI €
CUHTE3 MUCTENTB AK CUCTEMA BUJOBUIHOI apTUKY-
nAuii o6pasy.

Imesa cunTesy B Mysulli BUHMK/IA AK peaKlid Ha
BifOOpa’KeHHS JKMBOIIMCHOCTI KOMIIO3UTOPCBHKOI
TBOPYOCTI, 110 MOXXHa TOB’s13aTit 3 «KapruHkamn
3 BucTaBkm» M. Mycoprcbkoro, «Tppoma KapTu-
Hamu Ilayna Knee» E. Jlenicosa. Cnip 3asHauuTy,
1O [iajIoT KMBOIUCY 1 MY3UKY XUBUTb TBOPYiCTh
A. Illen6epra, a itoro apyx6a 3 B. Kananucokum
BUIWIACA B LIKaBl PO3JyMM IIPO acOLiaTMBHMI
IPOCTip €IHAHHA MY3MKM I >KMBOIMCY, 0COOMNI-
BO a0CTPaKTHOTO >KMBOINCY. [IMTaHHA CTOCOBHO
TOTO, HACKi/IbKY a0CTPAKTHMI )KVBOIINC 1 )KMBOIIIC
¢irypatuBHuMit O/yDKYe TiFXOAATD O IPUPOLY MY-
3VKW, OiTbITe Opi€HTOBaHe Ha CMAK, ajke He MOX-
Ha 3HalTH bomai Of{HY 3aKOHOMIDHICTb i BBa)kaTu,
10 a0CTpaKTHE MUCTELTBO OMDKYE IO MY3VKI,
HDK KOHQIrypaTBHIII )KUBOIINC.

Bsaemopis Bi3ya/lbHOTO pAAY i pARY My3UYHOTO
BiIOYBa€TbCA Y MPOCTOPi CY4acCHOrO BYKOHABCTBA
AK T0Tpeba femani 6inble BHOCUTH BisyabHi pe-
anmii. BiToMMM eKcrepyMeHTaTOpOM CHMHTE3Y MMC-
TentB € JI. Keifx, sAxuit OYKBalbHO IepeTBOpIOE
CBOI IAPTUTYPU HA IMIKTOIPaMM — CYYaCHi CUM-
BO/M 300pakanbHOI KYIbTYpU. AJKe He TilbKH
TaKuil CIoci6 HoTaMil cyrye 3aco6oM iHTeHcHdi-
Katii ayniosisyanbHol iHpopmanii B mysuwi. Kpim
H. Keiimxa, Bimomi xommosuiii M. Karenp 3 1ioro
«IHCTPYMEHTA/IbHUM TEaTPOM», «OPHITOMOTIYHI»
komnosuiii O. Mecciana, B yKpaiHCbKiil MysuIi
CUHTETU3M MY3UKI, TAaHKY, JXUBOIIICY CTA€ BUTOKOM

tBOpiB €. Crankosnuua, JI. [lnuko, B. Cunpectpo-
Ba Ta iH.

BaxnmuBo TakoX Bil3HAYUTH II[e OFMH MiCTOK,
AKNI POPMYE BUKOHABCbKY MailCTepHICTb, — iH-
TepIpeTanilo xopeorpadiyHuX TBOPIB y My3uii,
a TOTiM yXe Bisyasmisarlio 6aJeTHNX CIIEKTaKIB.
3oxpema Iie xapakTepHo ans xopeorpadii [I. ba-
nanyina, mysuku 1. CrpaBincbkoro, B Ykpaini —
P. Ioxnitapy, xopeorpaga-nocTaHOBHMKA, SKUIL
Tpaloe B 6araTbox KpaiHax CBiTYy.

YTiM Leit map JOCIPKeHb, 0 CTOCYEThCA XO-
PEIYHOrO BUMIPYy MUCTENTBA AK €IHOCTI €KCIpe-
CUBHVX | KOHCTPYKTMBHVX MICTELTB, IIOTpebye
OKPEMOTO CHHTETUYHOrO NOCTiJ)KEHHA BUKOHAB-
CTBa B LJAPMHI CHHTe3y MUCTELTB, [ie KOHCTUTYa-
TUBHVM IHCTPYMEHTOM CTa€ TaHOK. Lle mje opHa
CUCTEMA CHUCTEMOIeHe3y MYSUKM, fKa BXOAUTDH Y
CBIT CLIEHM 1 TICHO CHIBIIPALIIO€ 3 TAHKOM i BCi€0
TKaHMHOIO 300paXkKa/IbHOCTI, 1110 IOXOAMTB Bifj Clie-
Horpaii, KocTioMa Ta iH. BukoHaBcbKi MOXMBO-
CTi CTAalOTh He TaKVMM OiHApHUMU, PO3KPUBAIOTH
BiJHOIIEHHA BMKOHABellb — iHCTPYMEHT i omoce-
PEOKOBYIOTD iX CIIEHOW. BMKOHABCTBO BKe Hajle-
JKUTb He OfHill IofuHi, a 6araTboM, 0coONMMBO 1ie
aKTya/lIbHO B OajieTi, XOpOBiil TBOPYOCTI, e JoMi-
HY€ TYPTOBMII CIIOCI6 BUKOHABCTBA.

Pedrnexkcis, mo BUKOPUCTOBYE aHAJOTiI0 C/IOBA,
C/IOBECHUIT TIOETUYHMI TEKCT Y MY3UILi, € IIIHOK0
KY/IbTYPOJIOTIYHOIO iHTEPIPETaTUBHOK KOHCTPYK-
€10, TIOB 13aHOI0 3 TAHKOM, nonidoHiero, mmacTu-
KO0 ToI0. He MeHII BaXXMBOK € CUTYalid, Ko
BMKOHABELb 3a/IMIIAEThCA CaM Ha CaM 3 iHCTPY-
MEHTOM i B)Xe He PO3iinse cebe Ta iHCTpyMeHT. [xHi
BiJHOCMHY BTPa4aloThb O3HAKY OiHAPHOCTI, IPOTH-
CTOSIHHSA IHCTPYMeHTa. [HCTpyMeHT HibM «IIpOfioB-
XYy€» TiI0 BUKOHABL, fAK I, HABIIAKM, — IHCTPY-
MEHT CTa€ OPTaHiYHNM, HAOYBA€E TiTeCHOI Xapyu3Mu
BMKOHABI|fl, JIOTO LIKOJIM, iHTOHYBAaHHSA, CIOCOOY
iHTepaKIil.

Tak, M. bexap BuKoHYy€ BisyanbHy iHTepIpeTa-
niro Mysuku M. Pasens, itoro focBif eMOHCTpYe
Bi3ya/IbHY IHCTPYMEHTAJIbHICTb, LIO CTAE€ TONOB-
HVIM 3HAUyLIIM 3ac000M iHTeprperanil. Bisyanpna
iHTepIpeTania My3n4Horo npocropy «Micsunoro
[T'epo» Binbymacs y TBopuocTi pexncepa K. Xapr-
Mmana i I1. bynesa, Aki yTBOpIOIOTH CBOEPiHMII T1a-
JIMIICECT, OAMH TeKCT. JOoCBif 110ro ekpaHisamii
CBI4UTD IIPO Te, IO TBip 0XKMBA€E B iHIIOMY KOH-
TEKCTi, BUHMKAE CUCTeMa Ti€l Bi3yanbHOCTI, AKa



He Oy/1a MOX/IMBOIO 6e3 eKpaHy. Y4acTh eKpaHHIX
BB MUCTELTB, PeXUCePCbKoi poboTn 3aBepiy-
€TbCA TUM, 1[0 GOPMYETBCA 1ile OAMH IPOCTIp Kpe-
aTMBHOCTI, AKWII 3aCBiIYMB y CBill 4ac LHeH6epr,
ajie 3apas BiH JOCATAE CBOTO I1apa/jOKCalbHOIO 3a-
TOCTPEHHS, a {HKO/IM abCypIHOTO OCMICTICHHS.
3arajoM LA Bisyasisalisd 3fiJiCHIOETbCA B Me-
Kax Ky/IbTYpPU XiII-XOIY, aJKe MOYKHA IIOMITUTH, AK
OPHAMEHTa/IbHO POPMYIOTBCA CTPYKTYPH, KOHIry-
pauii CMHTETMYHOI ITTACTUKM-MY3UKU. I]e cBimunTs,
AK TIPOCTIip pedyiexcil Hafy My3YHIM TBOPOM MOYI-
HA€ 3BYYaTU B PUTMi HEOPTOIOKCA/IbHOI €CTETUKIL
B ykpaiHcbkiit KynbTypororii mpo6remariika OHTO-
JIOTiI MY3MYHOTO TBOPY IiIHIMA€ThCA K CUCTEMHE
0ayeHHS €IHOCTI BUKOHABCHKOI [isTTBHOCTI Ta KOM-
MO3UTOPCBKOTO 3afyMy. Tak, 3okpema I. KoHoBa-
ynoBa BifgMivae: «XymoxHiil TBip “HeTepMiHOBaHWIT
Cy0’€KTMBHO-IICUXO/IOT{YHMMI MOTVMBAMY KOMIIO-
3UTOpa-aBTOpa, MY3WYHMIT TBip Ha IIMOMHHOMY
piBHi Hece BiIOMTOK CBITOILAIHUX Ta aKCionmoriv-
HMX Opi€HTALi}l TBOPYOI IHAMBI YaIbHOCTI, II 0CO-
OuCTicHNMIT CMUCTL. Y CTPYKTYpi My3MYHOTO TBOPY
3aK/IafieHa aMOiBa/IeHTHICTb, BIACTMBA aKajeMid-
HOMY MY3MYHOMY MICTENTBY fK 3BYKOYaCOBOMY,
IPOLECYaNbHOMY BUAY XYHOXHbOI TBOPYOCTI, pe-
3Y/IBTaTH SIKOI 00’ €KTUBYIOTHCSA B 3HAKOBO-CUMBO-
Mi4HiN popMi Ta ayAiaTbHOMY BUPaKeHHI, Y TIpak-
THUII KMBOI XyI0)KHbO-BMKOHABCHKOI peaisanii. ¥
3B’AI3KY 13 IIMM, PO3YMIHHA CeMaHTUYHOI crienudi-
KV My3IYHOTO TBOPY BUHVKA€E HA OCHOBI iui(pepeH-
niariii foro ABOX 6y TTEBUX imOCTacelt — MOTEHIII-
HO-TIOfi€BOI, hikcoBaHOI (My3M4HMIT TBIp AK TEKCT)
Ta peanbHO-TOAiEBOI (TBip AK aKyCTHYHMIT (eHo-
MeH, 3By4eHHeBa MofiiA 06y TTsa). OkpecreHi imocTaci
BMOXX/IVB/IIOIOTD BiJHECEHHSA MY3MYHOIO TBOPY [0
IPOBIIHUX PISHOBU/IB MY3MYHO-XY/I0XKHbOI, 1 1IIM-
plie — Ky/IbTYPHOI IIPAKTUKY — KOMIIO3UTOPCTBA
i Buxkonasctsa » (Konosamosa, 2023, c. 84-85).
TearpanbHe OYTTA My3UYHOrO TBOPY MA€ CBOE-
PiHY KyNIbTYPHO-iCTOPUYHY aHTPOMO/IOri. MoX-
Ha CTBEPIKYBATH, 1J0 CLIEHIYH] iIMITy/IbcK HA/JAI0Th
MOXK/IMBOCTI TpaHCOPMYBATH 3aAyM, IEPeTBO-
PUTH JI0TO HA CBOEPIAHY CUCTEMY HEKOHCTPYKIIL.
Taxa eKOHCTPYKIisl MY3MYHOTO IIPOCTOPY, AKMUIL
MOYMHAE IPALOBATH 3 KYIBTYPHUM KOHTEKCTOM
KY/IBTYPHU XiII-XOIly, IOEAHYE MOTVBY, pparMeHTH
TBOPIB /71 K/IapHEeTa, CBIYUTD IIPO Te, 11J0, 30Kpe-
Ma, 06pas II’epo «kuBe» B 30BCIM iHIIOMY TPO-
CTOpi, laJIeKOMY Bify KoMefil fienb apre. Bin icHye
B CYYaCHJMX TeXHOI€HHMX KOHOTALIAX 30BCIM iHIIOI
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CLIeHN, SIKa TIOEJHYE eKCILIeHTPUKY, Hellepedadeny
TIIOBEJiHKY, creHorpadito, pexIaMHi XOfu, My3uY-
HO-IIOCTUYHWII JIeKCUKOH Tomio. Ile mos’ssano 3
aM6iBa/IeHTHICTIO IEPCOHAXIB, BIIKPUTICTIO Cydac-
HOI CIIeHM i CBiTUMTD TIpO Te, 10 XYHOXKHIN 06pa3
TIIepeXXNBAE Ipyre AMXaHH:A, HOBE CUCTEMHE HAPOJ-
JKEHHA.

Ha nmpaBax umTar y TBip BXOguTh Mysuka Crpa-
BiHCBKOTO. YCi Iji IUTaTy He IIPOCTO YIOAiOHIOI0TH-
cs 1o irpoBoi, OypecKHOI CTVXi, @ HECYTb BOKA/IbHY
«ITAaHTOMIMY» 1 eneMeHTM KabapeTHOTo TeaTpy.
Bunukae roctpumii, BifKpuTuii My3sU4HMIit IIPOCTip,
10 HAafIa€ TOTO HEIIOBTOPHOTO 00pasy, KNIl yTBO-
PIOETHCA He AK LUTATHICTh IIOCTMOZIEPHOrO THUILY, A
K OfiHa TKaHMHa, fie «Micsaunuit [I'epo» moennye
HeMaslo TBOPIB 1 NEePEeTBOPIOE IX Ha OfIHY CLIEHiy-
Hy KapTMHY MiCSYHOTO CBiT/Ia, sike BiOpye, TpaH-
chopMye 11 CTBOPIOE EKpPaHHY BepCilo aypu KoMepil
Jienb apTe.

Ile HOBa opMa IPOYNTAHHA TBOPY, iaTIOTiYHO
PO3KPUTHIT IUCKYPC pisHUX KOHIenTiB — dino-
COQCBKIX, pemirifHNX, TiTepaTypHNUX, MOeTUYHIX,
TeaTpabHMX, AKI B IOCTMOJEPHOMY JUCKYPCI CUH-
XPOHI3YIOTbCA 3 MY3MKOIO, 3BYKOM, 110 aKTyasisye
TOCBIJl K HOBOBI/IEHCHKOI IIKO/MM, TaK I CMHKpe-
3u . CrpaBiHCBKOrO, a TAKOX IIOIIYK HOBITHBOTO
CLIEHI3MY, /e TAHOK CTa€ 3aCajol0 IEBHOI peTpo-
incrananii. OctanHA GakTUYHO HIOM TpUMAE pe-
KOHCTPYKIII0 TBOPY B PEXUMi iHTpOBepcii, 110
CBI[YUTD TIPO HOBUIT CTU/Ib MY3UYHOTIO i Bigyasb-
HOTO I1apanenismy, AKVi1 BUHIKAE Ha OCHOBI MIiKCIB
3 K/IaCM4HOro ab0 aBaHrapJHOTO MICTELTBA. TakK
BiffOYBa€ThCS TEBHMII Ma/liMIICECT, HAlIAPyBaHHI
3BYKOBMX CTHXili, TeaTpaisallid K HOBiTHA peiH-
CTa/ALis TOro 3ajyMmy, skuit snificnus lllen6epr.
binbuie Toro, 0my4a0ThCA Bi3EPYHKI MO iH-
X aBTOPIB.

linepincranania — 1e 3aKOHOMipHMUIT e/leMeHT
cuM6i03y i cucTeMoreHesy My3MYHOI KYJIBTYpH,
a/pKe Taki MIKCYBaHHS, IAIMIICECTH, Lie IO CYTi
IIOCTMOJIEPHMIT CIIOCIO MPOYUTAHHS TBOPIB, SKUIL
IIDKMB/IIOETHCA 1 OHOB/IIOETHCA iHTENPETATUBHMI-
MJ MOXIMBOCTSMM OiHapHOTO JIOKamisMy ¥ BU-
HMKa€ MDK IHCTpyMeHTaMM Ta BUKOHaBLAMU. [leit
TIOTeHIlias e He BUYepIIaHuii, BiH HiKomu He Oyyie
BUYEPIIAHUM, OCKIJIbKM KOXKEH BUKOHABELb HaJja€
CBIJI IMITy/IbC, CBOXO MO>K/IMBICTD NepedpasyBaHHS,
IHTOHYBaHHA Ta IIPe3eHTaLlil MUCTELILKOTO TBODY.
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Orxe, 1A BU3HAYeHHA JOMIHAHT CHUCTEMOre-
He3y BUKOHABCHKOTO MICTEL[TBA M 00Opay /Iuie
dparMeHTH, «emi3ofu» CUCTEMOTBOPYOCTI B MY-
suni. Lle memarorivamii BUMip, 10 JO3BOJIAE €KC-
IIiKyBaTy, MIMETUYHUIL, NOTICTUYHWIL, pedrek-
CUBHMII aCIIEKTV BUKOHABCTBA; 1l€ BUMIp CHHTE3Y
MMCTENTB, AKNI JOIIOMAra€ O3HAYNTY XOPEIuHi BI-
TOKJ BUKOHABCTBA 32 JIOMiHAHTOX0 TAHKY; Lje IPYH-
uun iHcTansAuii (BisyanpHOI MisaHCIeHM), KWt
aKTYya/li3yeTbCcsA B TEXHOMATUMYHMX KOMIIOSMIIAX
CY4YacHOI MY3UKM 1 pafMKalbHO 3MiHIOE CydacHe
BUKOHABCTBO, POOMTB J10ro Oi1bIl KOMYHIKaTUBHO
BIIKpUTVM, [Iia/IOTIYHVIM.

BucnoBkn. Cucremorenes fAK Ky/lIbTypOreHe3
BUKOHABCbKOTO MycTenTBa y XX CT. fiefani Oibiie
CTae CLEeHIYHUM, My3MKa Oi/blle OpieHTOBaHA Ha
KOMYHIKaTUBHY clieHy. KoMyHiKaTuBHa ClieHa Ha-
OyBae TMX O3HAK estesis, 5IKi € peTpaHCIALED,

Ipe3eHTalli€r0, IHCTaIALi€El0 1 BCIMa cucTeMaMu Ki-
HEMaTUKI JUCKYPCy — BepbOalbHOro, My3UYHOTO,
iHCTpyMeHTanbHOro. Mae Miclie He /uIle CUHTES,
ajie it HOBe IMXaHH:, HOBe IPOYMTAHHA TBOPY. Tak,
1Bip «Micsauynmit [I'epo» B 1IbOMY BUIIAAKy CTae
IIEBHUM a/ITOPUTMOM PO3YMiHHA CHHTE3 Ta CUH-
Kpe3 Cy4acHOro CBiTy Mysuku. He MoxxHa yaButu
BMKOHABCBKY CHCTEMY K €KOCUCTEMY, AKIIO He BU-
3Ha4YNTH (eHOMEH BMKOHABCTBA SIK OHTONOTIYHMUIL
IPENNKAT MY3UKI 3arajlOM.

[lepcrieKTHBY MOAANBIIOrO KYIbTYPOIOTi4HOTO
JOCTIKEHHS MY3UYHOTO BIKOHABCTBA BOAYAIOTD-
A AK Y BY3HAYEHHI 3araJIbHIX eKOCUCTEMHUX Jle-
TepMiHAaHT GOPMYBaHHA MY3MYHOTO TIPOLIECY, TaK
i pudepeHuiHNX pO3pOOKaX, NPUCBAYECHUX BYU-
BYEHHIO OKPEMMX BUKOHABCHKIX IIKi/L.
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XOPOBWI KOHLIEPT «'YKA OYLLIA FOCNOLAPS...» IOPIA AJIKHEBA:
XXAHPOBO-CTMNbOBI TA KOMOO3WLUIHI OCOB/INBOCTI

T. I. Knroka

JlyraHCbKMin HauioHanbHWA yHiBEpCUTET iMeHi Tapaca LLieByeHka,
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T. I. Knioxa. Xoposuit koHuept «I'yka gyma Iocmo-
pap4...» I0pia AmxHeBa: )KaHPOBO-CTUIBOBI Ta KOM-
MO3ULIIIHI 0COOMMBOCTI

CraTTa npycBAYeHa MY3MKO3HABYOMY aHAJIi3y XOPO-

BOro KoHuepry «lyxa gyma [ocogaps. ..» ans Minmaro-
ro xopy a capella Biomoro xapkiBcbkoro KoMmosuropa
IOpia AmxHeBa. Y posBiflli aHamisylTbcA My3W4Ha
IpaMaTyprif TBOpY B il mpoekuii Ha ocobmBOCTI pea-
Ji3allil OCHOBHMX KOMIIOHEHTIB CHCTEMY BUPaXKaTbHUX
3ac00iB, 1110 BUKOPMCTOBYE aBTOP Y 1boMy TBOpi. Oc-
HOBHA X yBara )OKyCy€eTbCs Ha aH/Ti3] KOMIIO3MIITHIX
(popmOyTBOpIOIOUNX) Ta KAHPOBO-CTM/IBOBUX ACIeK-
TiB 1IbOTO KOHIEPTY. KoHcTaTyeTbcs, 110 KOMIIO3UTOP
CTBOPMB Y IbOMY TBOPI JOBOJI 1IiKaBYy i1 iHAMBI/yami30-
BaHy MY3M4HY ApaMaTyprilo, y sKili BMiZIo BUKOPUCTAB i
PO3LIMPUB MOXIMBOCTI IPOCTOI KYIUTeTHOI popMmi, iH-
TerpyBaBIIN B Hel elleMeHTH {HIINX, CKIafHIImX dop-
MOCTPYKTYP.
KnrodoBi cnoBa: xomnosumopcvka meopuicmo, ykpa-
iHcoki komnosumopu, IOpiii Anxcres, xoposa my3uxa,
XOPOBULL  KOHUepMm, HAHPOBO-CMUNLOBI 0COONUBOCNI,
My3uuHa 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

T. Kliuka

Taras Shevchenko Luhansk National University, Poltava, Ukraine
https://orcid.org/0000-0002-0278-3059

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 solutions, “spiciness” of harmonic
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
“The soul calls for an owner..”.

Keywords: composers creativity, Ukrainian composers,

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

IlocraHoBKa mpo6GmemMy Ta ii aKTyamnbHICTB.
Mysnu4Ha TBOPYICTb 3HAHOTO YKPAIHCBKOTO KOM-
IO3UTOpPa, ACKPaBOTO IPENCTaBHMKA XapKiBChKOI
KOMII03UTOpCbKoi mKomu — IOpia A/kHeBa — €
IIMPOKO BiJOMOK i IIAHOBAHOK B CYYacHiil My-
3WYHIN KyNbTypi YKpainu. MuTenp € aBTopoM Be-
JIMKOI KiTbKOCTi MacIITabHUX i MajuX TBOPIB yIs
cuM}OHIYHOTO 71 KAMEPHOTO OPKeCTpiB, OPKeCTPY
Ta aHCaMOM0 HApPOJHNMX IHCTPYMEHTIB, 3HAYHO]
KIIBKOCTI XOpOBMX, BOKa/IbHIX, BOKaIbHO-CUM-
¢oHIYHMX TBOPIB, TeaTpaIbHOI MY3UKM, OKPeMIX
KOMIIO3MLIil /1A pisHMUX IHCTPYMEHTIB Ta IHCTpPY-
MeHTanbHuX cknagie tomo (Irmaruenko, 2001).
Huni 3pasKyl  KOMIIO3UTOPCHKOTO
nopo6xy 0. A/pKHEBA 3aCTy>KeHO TIOTPAIIAITD Y
1071 HaYKOBO-TOCIIJHUIBKOL YBaru BiTYM3HAHMX

Hall3HAYHIIII
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MY3MKO3HaBIIiB. AJpKe Ili TBOPY HIHI Jiefja/i qacTi-
1Ie 3By4aTh Y BYKOHAHHI IIPOBIIHUX YKPAIHCHKMX
KOJIEKTMBIB 1 COMICTIB, Ha KOHLIEPTHUX CLIEHAX Pi3-
HUX perioHiB Ykpainu Ta 3apy6iioks. Bogrouac 6a-
raTo SICKpaBMX MY3MYHIX KOMIIO3MIII MUTIA, IO
Oy CTBOpEHi HUM B OCTAaHHI POKM Ta CTAaHOB/IATH
BUCOKY XYJOXKHIO I[iHHiCTb, TOKM IepeOGyBaloTh
11032 JOC/AHNUIIbKOI0 YBaro. OfHIM 3 TaKMX OITy-
ciB y TBopuomMy noprdeni f0. AkHeBa € XopoBuit
KoHLepT «Iyka myma Tocriogaps...» 414 MilraHoro
Xopy 6e3 CympoBOY, Y AKOMY BMi/IO Jf BMCOKOXY-
TOXXHDO IEPEIITAITbCA HAL[iOHANbHI €/leMEeHTI
YKPaIHCbKOTO TPaJUIIIIHOIO XOPOBOIO CIIBY 1
OpUTiHa/IbHI ABTOPCHKI pillleHHsA OpraHisallii KoM-
HO3ULIHOL CTPYKTYPM i CTUIBOBOIO HAIIOBHEHHA
TBODY.

AHami3 ocTaHHIX AOCTimKeHb i MyOmiKamiii.
[InigHa 71 GaraTorpaHHa KOMIIO3UTOPCbKAa TBOP-
gicth [0. A/DKHEBa HUHI B YKpaiHCDKOMY MY3U-
KO3HABCTBI IpuBepTae fefan OiMbIIy yBary sk
AaBTOPUTETHNX BITYM3HAHMX HAYKOBLiB, TaK I
MOJIOfUX [OCTiJHUKIB, acIipaHTiB, MariCTpaHTiB
Tomo. Mysulli KOMIO3UTOpa, 30KpeMa Ji0ro BO-
Ka/IbHO-XOPOBiii TBOPYOCTI, y>Ke IMPUCBAYEHO He-
MaJIO0 Pi3HMX HAYKOBMX IIpalib, AK-OT: CTATTi, p0O3-
BiJIKM1, Te3U JJOIOBifieil TOW0. BakmmBuM apeanom
MY3MKO3HaBYOi iH(popMallii oo X0poBoi TBOp-
9OCTi KOMIIO3UTOPA CITifl yBaXKaTy TAKOX 1 JIeKi/IbKa
(yHIaMeHTaIbHUX JAMCEPTALifHNX JOCTiKeHb,
y AKUX MY3UI MUTLA IPUCBAYYIOTHCA OKpeMi IX
dparmentn un migpospimn. Ceper HaiiBifoMiImx
1 HaIIPYHTOBHIIINX HAyKOBMX PO3BIJOK CIifl 03-
HAuUTY HAyKOBIi cTaTTi J1 fucepranii I. bpecnasenp
(2018), H. Ipeuyxm (2007), T. Kmoku (2022), A. Mi-
sitoBoi (2005), B. Ocumnenko (2005), O. 3aBepyxu
(2013; 2017), JI. IllammoBanoBoi (1999) Tomgo. Arne
BCi Iji Tpalli He pO3I/NAJAITb XOPOBY TBOPYICTb
KOMIIO3MTOPa OCTaHHIX POKiB, 30KpeMa i J10ro X0-
posoro KoHuepry «Iyka gymra [ocrogap4. ..».

Merta cTarTi — BUABUTU KOMITO3MIIINHI 1 XKaH-
POBO-CTU/IBOBI OCOO/MBOCTI XOPOBOTO KOHILIEPTY
0. AmxneBa «I'yka myma Iocniogap4...» mna mima-
HOTO X0py a capella B pesynbrari 3pjiiicHeHHA My3u-
KO3HABYOIO aHa/Ii3y I[bOr0 TBOPY.

Buxmag ocHoBHOro Marepiany AOCTigKeH-
Ha. KoHuepr a1 MimaHoro xopy 6e3 cynposopy
«I'yka pyma Iocnomaps...» Hamucano y 2020 p., i
BiH € OfIHI€I0 3 OCTaHHIX X0poBuX pobit 0. Amx-
HeBa. TBip TpucBAYEHO aKafileMiuHiil XOpoOBiit
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Karneni «[lo4aiiHa» Ta ii KepiBHMKOBI, HAPOJFHOMY
aprucry Ykpainu O. JKuryny. Kommosurop sapnsa
HaIMCAaHHA LbOTO TBOPY 3BEPHYBCA [0 IOE3il Cy-
4acHoI yKpaiHcbkoi oetecu H. @ypen, 3o0xkpema 10
ofiHOJIMeHHOTO i Bipma «[yka gyma [ocogaps. .. .».
Ile HeBenukmit Bipm AyX0BHO-(inocodcbKoro
3MICTY, y IKOMY aBTOpPKa IOPYLIYE OHY 3 BifiBi4-
HIIX IIPO6/IeM JIIONVHM, TI0B A3aHVIX i3 CEHCOM >KUT-
T4, IOIIYKOM JYLIEBHOI FapMOHIi.

OCHOBHMM CMIC/IOBMM IOCHU/IOM IIbOTO TTO€TNY-
HOT'O TEKCTY IIOCTAE ifjed MPOTUPIUYA MDK [JyIIeB-
HOI0 cepoto moauHy, il emMoniaMm, Mpiamu i 6a-
KaHHSIMI, 3 OJHOTO OOKY, Ta peanbHo0 QisN4HO0
JIVICHICTIO, KA 3a3BMYail HE CIIIBIAJAE 3 MEPLIOID
Ta 00MeXye NMOAChKI yleBHi mopusnu i pedrex-
cii — 3 inmoro. Taka HeBiANOBIAHICTb aKTyasi3ye
3HauYeHHSA (aTyMy, HEBIJBOPOTHOCTI JIIOJCHKOL
fonmi, 1 BIHOCHOI «3allPOrPaMOBAHOCTI», WO I
BU3HAYAE BIiFIOBITHMUIT eMOLiMIHO-TICMXONIOTiYHII
TOHYC i1 06pasHuit 3pi3 TBopy. OTxe, 3aranbHuit
HACTPill MY3UKU [{bOTO XOPOBOTO KOHIIEPTY CKEpPO-
BaHO IIEPEBAXKHO 10 ACKETUYHOTO, CTPUMAHO-CYM-
HOTO 3a0apB/IeHH .

Cifi 3a3HAYNUTH, IO KOMIIO3UTOP Y CBOEMY TBO-
pi 3aramom 6a3yeThcs Ha TPAULITHUX KaHOHAX XO-
posoro mucbMa. Hagitb 6inbie Toro — obupatoun
JKaHP XOpOBOTO KOHIIEPTY, BiH Jije IIIAXOM JOTO
JIaKOHi3allii, 1110, 3p03yMi/Io, MOBHICTIO BifTIOBifjae
3MicToBiil Gopmi i po3mipy obpaHOi niTepaTypHOI
OCHOBH (SIK BiIOMO, yci IoIepefHi XopoBi KoHIep-
TV aBTOPA € SAKILO He IMKTIYHIMM, TO 3HAYHO Oi/b-
uMu 3a posMipamn). ToMy TaKoHIYHICTD My31d-
HOTO BUCJIOBY B LIbOMY B3iplii XOPOBOTrO KOHLIEPTY
IIPOCTEXXYETCS B TAKMX 0COOMMBOCTAX: IIO-TIEPIIIe,
1ell KOHLEPT € OFHOYACTUHHUM; IO-Ipyre — He-
BE/IVKMM 33 po3Mipamn (110ro TpuBaIcTh OM3bKO
10 XBU/IMH); TIO-TPETE — Y 100 OCHOBY 3aK/afIeHO
TUIIOBY POPMOCTPYKTYPY, BIACTUBY caMe HeBelu-
KVM >XaHPOBUM B3ipLsAM; II0-4eTBEPTEe — OJHOMA-
HITHUI TOHA/TBHUII TUIaH (COMb-MiHOPHA TOHA/Ib-
HICTb IPOTATOM YChOTO TBOPY).

3Bakatouy Ha CrennQiky NoeTNIHOI CTPYKTYpH
JiTepaTypPHOTO TEKCTY, KOMIIO3UTOP 0bupae i Haii-
OpraHiuHilly My3UYHY CTPYKTYpy A/ BTi€HHA
BiZITIOBITHOTO iIeifHO-00pa3HOro 3a1yMy, a came —
KYIUIeTHY $opMy. 3po3yMiso, 1o B mporeci gpop-
MYBaHHS MY3MYHOI ipaMatypril y TBopi 1151 popmo-
CTPYKTypa 3a3Hae IEeBHMX BU03MiH. BifcyTHicTD ¥

II0ETUYHOMY TEKCTi HOBTOPHUX pepeHiB 3yMOBY-
JIa aBTOpa MY3UKM 00patu caMe IIPOCTY KYIUIETHY
dopmy, T06TO 6€3 BUKOPUCTAHHS IPUCITIBiB.

Y 3B’A3Ky i3 MM KOMIIO3UTOp 06Upae HETHIIO-
Be, HaBiTh HeCIOfjiBaHe /I Cy4acHOI aKa/jeMiqHOl
MYSVKM PilleHHA — BUKOPUCTAaTy PENpy3Hi II0B-
TOPEHHA [ KOXKHOTO KYIUIETY, fAKi BiH 3a/nydae
B IepLlill TIONOBMHI CBOEI MapTuTypu. Takum 4u-
HOM, MY3UYHMII BUKJ/IAJ, IEPIIUX TPbOX KYIUIETiB
TIOBHICTIO ifeHTMYHNUIT Ta TOBTOPIOETHCSA 6€3 3MiH.
JlpamaTypri4umit ke po3BUTOK, Y LIbOMY BUIIAJIKY,
BiOYBa€TbCS BMKIIOYHO Y IUIOLIMHI JTiTepaTyp-
HO-TIOETUYHOTO TeKCTY. CTPYKTypa My3UYHOTO KY-
IJIETY € JIOBOJII TUIIOBOKX, BOHA YiTKO MOJIIAETHCA
Ha (pasy, pedeHH it Iepiofy, a 3a CBOEIO CTPYKTY-
poIo pajjule Harajye IpOCTy TPUYACTUHHY Oe3pe-
npusHy popmy (ABC).

Posmounnaerbca TBip OZHOTAKTOBUM XOPO-
BUM aKOPJIOM, IIOJlaHVM Ha TPAaHMYHO THXill 3BYyY-
HOCTi (ppp), BUTpUMAHNUM IIifi PpepMaTow0 i B Haf-
3BMYAiHO TOBiMbHOMY Temmi (Largo) Ta sKwit
6a3yeTbcsl Ha OCHOBI TOHIYHOI 4KCTOl KBiHTH. BiH
3BYYNTD IIPUIIOMOM «3aKPUTUM POTOM» i Ha (oHe-
Mi «MM...». 3 TOYKH 30py GOPMOYTBOPEHHS, Lieit
KOHCTPYKT, 3Ba)KAI04J Ha J10r0 0OMeXXeHy MY3U4HY
iHpopMaTUBHICTD, He MOXKHA BB)XaT! IOBHOLIH-
HMM BCTYIIOM 10 TBOpY. Pazmie 3a Bce, itoro mera,
OKpiM 3arajibHOr0 Ha/JALITYBAHHA XOPY, NO/ATAE B
TIONePefHbOMY BiITBOPEHHI eMOLIiIIHO-00pasHOro
«TFHDIOKA», AKe mepedadaeTbes 3i BCTYIOM oc-
HOBHOTO MY3MYHOTO TEKCTY.

Kommosurop BMimye cTpiukm Bipma B ITSTH-
IONbHY MY3MYHY KOHCTpPyKIio (po3mip 5/4), fka
JIOMiHY€ IIPOTATOM YChOTO Kymuery. binbie toro,
AMOIYHA CTPYKTYpa MepINX C/iB MOYAaTKOBUX pe-
4eHb y IbOMY BUIAJKY IOTpAIIAE B XOPEIYHY
MY3UYHY OO/IAMIBKY, 10 3MiHIO€ aITOPUTMIKY Ha-
TOJIOCIB Y C/I0OBaX Ta [JOAE BUCIOBY XapaKTePHOIO
«apxaiyHoro» 3abapBeHHA. MysUYHMIT BUKIIAf
KYIUIETy POSIIOYMHAETHCA THUXO, Y IIOBIIBHOMY
temmni (Andante, scordato), Ha BUTpMMaHOMY Op-
TAaHHOMY IYHKTi JOMiHaHTOBOTO TOHY B 06acoBill
Iapril, 3 MOCTYIIOBUM BCTYIIOM HACTYIIHMX TO/O-
ciB. OCHOBHIIT METIOAMYHMIL PyX, 1O BilOyBa€eThCA
B IIAPTifAX COIPAHO il A/IbTiB, IOJAETHCA TEPLIEBUM
BUK/IAJIOM, YiTKO CTPYKTYpPYETbCA Ha (pasu i pe-
YeHHA Ta 30BCIM He BMXOJUTD 33 MeXi KIacUM4YHOI



TOHAJIbHOI CUCTeMI. 3a CBO€EI0 dakTyporo i cTumic-
TUKOK TaKMII My3UYHMII BUK/IAJl Harajye CIOKili-
HO-JTipUYHMIT HAPOIHO-XOPOBUIA CIIiB.

IleBHY METPOPUTMIYHY CBLKICTD y pyromy Ie-
pioxi xymrery (umdpa 3, Meno mosso) yTBopioe
TpyBaje, POSTATHYTE Ha JEKibKa TaKTiB CUHKO-
II0OBaHe 3aTPYMAHHA MeNOIil B MApTil )KiHOYMX To-
JIOCIB, IKE «CYIIepedYnTh» OPIAaHHOMY IIYHKTY 0aciB
Ta TPOJYKYE [0 XUTKWIA, HECTIVIKMIT PO3BUTOK.
Y pesynmbraTi panToBOrO CIIECKY IIaCaXy BIropy
IapajieIbHUMI TepUiAMM 1 WiCTHAAUATUMU TPU-
BAJIOCTAMM MY3UYHMII PyX Hi0M BUTiKae Ha «IIa-
rop6» cBiTIiNION i YiTKinIOi 3BYYHOCTI, AKa OCASAHA
BXe CBIT/IOI Ma)KOPHOK TOHA/BHICTIO (Ci-6eMornb
MaXKop), NiABMIEHOI Ty4HicTI0 (sf<ff) Tomo.
[linpHa akoppoBa QaxTypa TeplieBol CTPYKTY-
P, €1eMEeHTV IYHKTMPHOCTI HaJalTh 3BYyYaHHIO
BiIKpuTOrO, fiemo ¢andapHoro 3abapsreHHs. Lle
HOACHIOETHCA TUM, 1[0 CMUCTIOBUII AKI|EHT TOeTNY-
Horo Texcry («Illo6 Buituuin >xopHal..») B IIbOMY
KYIUIeTi IpuInajae came Ha meit ¢pparment. OTxe,
1e i cTae Ky/IbMiHaliiHNM rpe6HeM (i MysuuHUM,
i apamarypriunum) Linoro kymaety. [loBepHeHHAM
y TOIEPEeHIN eMOLIHNI CTaH XapaKTepyU3yEThCA
HacTynHa uudpa (uudpa 4, AKow i 3aBepuIyeThCs
KYIUIETHA CTPYKTYpa), YTBOPIOIOYM CBOEPifiHE 00-
paMJIeHHS [IbOTO KOMIIOHEHTA MY3WYHOI POpMIL.

3oBciM iHITy 0COOMMBICTD MY3UYHOTO PO3BUT-
Ky CTaHOBUTb HACTYNHMII pparmenT (mudpa 5).
3HAYHO aKTMBHIIMII PyX, OCHOBaHMII Ha (irypax
i3 BMKOPMCTaHHAM IIICTHAAUATUX TPUBAIOCTEN
Ta TOJAHUI IPUHLMIOM [ia/IOTiYHOI IepeKInd-
Ku (HaBiTb O/M3BKWII 0 IMIiTAamifHUX CTPYKTYP),
CTBOPIOE HECTIVIKUIA, ajle AVHAMIYHUI XBIUJIEIIO-
[iOHMIT po3cuI, 10 IPUBOAUTH IO YTBEPHAKEHHS
0araTOKpaTHOIO OKTAaBHOTO IIOBTOPEHHSA 3 NOCTY-
IIOBMM iHTEHCMBHVM HAIIAPYBAHHAM CEKYHIOBUX
i TepuieByx sByqHOCTeiL. Lleit pparMeHT y KOHTEK-
cTi pOpMOCTPYKTYpK TBOPY, 6€3yMOBHO, Bifjirpae
ponb 38’3k MK Kymrietamu. Ha ponb npucmisy
BiH ABHO He IiIXOANTD, aJKe: [I0-Ileplie — He Mae
BJIACHOTO JIiTEPATYPHOTO TEKCTY i IPOBOJMUTHCA BO-
Ka/li30M, T0-ZIpyTe, € JOBOM KOPOTKUM (6 TakTiB),
II0-TPETE i TOZIOBHE — BiH HE Ma€ 4iTKO BYUPaXKe-
HOTO MEJIOfUKO-TeMAaTYHOr0 abpucy, AKmil 3a
CBO€I0 QyHKIIi€r0 MaB OV IepeBepLIyBaTH B LIbOMY
acrekTi 3actiB. binblue Toro, y boMy dpparmenti (y
110r0 (paKTYpHOMY THII) MOXKHA IOMITUTU HaBiTh
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€lIeMEHTI iHCTPYMEHTAIbHOCTI. A OTXe, B YMOBaxX
aKarenbHOro popMary, BiH i BUKOHYE QyHKIIiI0 3a-
MiHHVKA iHCTPYMEHTA/IbHOTO IIPOTpaIy.

IlixaBe pilleHHA OO0 PO3BUTKY MY3UYHOI
Ipamaryprii TBOpy BuOpaHo aBTopoM gaii. ITicns
IIPOBEZICHHS TPETHOTO KYIIETY 3B’fA3Ka BXKe poO3-
TOPTA€ETbCA 30BCIM 1O-iHIIOMY. BoHa He TibKM He
BiITBOPIOETHCS OYKBANbHO (sK Lje Oymo pawiiue),
a il B3araz;i 3Ha4YHO TpaHCHOpMYyeThCs i mepepo-
CTa€ B 30BCIM iHIMIT My3uyHMIT QparMeHT (1md-
pu 6, 7). Bix monepenHbOro Matepiany MMIIAoThCA
JyIIe OKpeMi iHTOHAIIiiHI abpucy-HaTAKY i OKpeMi
eneMeHTH GaKTYpHOI opraHisanil. AKTMBHMUIT KOM-
TIOHEHT (Qirypanuis micTHaALATIMY) 3BYYUTD YKe
y miBTOpaKpaTHOMY JipoOJIeHHi, TOOTO IOfAEThCS
CEKCTOJIAMY; MENIOJUYHMIL I0TO KOHKYp HabyBae
BapiaHTHOTO NePETBOPEHHS; IPUHIINII 1ia/I0TT9HO-
To NeperyKyBaHHA TO/OCIB yKe 3100yBae peanbHe
imiTanifine BuknaseHHa. OTxe, 3a cBoOiM fpaMa-
TYPriYHNM 3HAYEHHAM, I 3B’53Ka, AKAa 3HAYHO
PO3POCTAETHCA 1 AMHAMISYETHCA, BUXOAUTD yKe Ha
piBeHb OKpPeMOI CTPYKTYPHOI OBVIHUIII — €Ili30fy.

[HTEHCHBHUIT PO3BUTOK 3a CEKBEHLIIHUM ITPUH-
LIUIIOM CHpMsA€ TOBOMI AMHAMIYHOMY HapOCTAHHIO
HAIIPY>XKeHHA 11 eKCIpecii Ta IPUBOAUTDH CIIOYAT-
Ky Ji0 06araToOKTaBHOTO TYTilIHOTO CKaHJyBAaHHA
IIbOTO MOTMBHOTO €lIeMeHTy B J0ro 30i7blIeHH]
(BOCBMMMY TPUBANOCTAMN), @ i — i B TpUBaje
CKaH/IyBaHHA MIOBOJI I'POMI3[KOr0 ¥ HECTIIKOTO
(OCHOBAHOTO Ha CTPYKTYPi 3MEHILIEHOI AKOPAMKH 3
JI0flaBaHHAM CTOPOHHIX XpOMATIYHVIX TOHIB) aKOP-
JI0OBOTO KOHCTPYKTA WIMPOKMMY KPOKaMM, IIOJAHN-
MI YETBEPTHUMU TPUBATIOCTAMM Ta B HUSXITHOMY
pyci. besymMoBHO, 3a piBHeM CBOTO Hampy>KeHH:A
Ta IpaMaTy3My OCTAHHI TaKT! LIbOTO (pparMeHTa
i CTAaHOB/IATD TOIOBHY KY/IbMIiHAIII0 YCbOTO TBODPY.

Beryn ocranHbOTO YeTBepTOro Kyrvrety (umd-
pa 8) moBepTae MOYaTKOBE HAIIOBHEHHA TBOPY. Lle
HiATBEPKYIOTDH i AMHAMIKA, 1 TEMII, 1 BpiBHOBaXKEHa
pUTMiuHa cTaTnKa. Vioro Menomunmit KOHTYp vit-
KO BIfIPi3HAETbCA BiJj IIONEPEIHIX KYIUIETIB, ajKe
BiH OCHOBaHMI Ha MaTepiali TPeTbOro Mepiofy oc-
HOBHOTO KyIUIETY. [HTOHALiIHMIT PyX CIPAMOBAHO
y 3BOPOTHOMY HampsMi, TOOTO BHM3, @ PO/b Op-
TaHHOTO ITYHKTY Biflirpa€ B)Xe BEPXHiil rO10C, ajiKe
CMUC/IOBUI TIOCUJI TTOETUYHOTO TEKCTY B LbOMY
Micri (OKyCyeTbcsl Ha 3allepedeHHi IOIepesHbOl
JIYMKM 3a JIONOMOTOI0 MOfaBAHHA YacTKM «HEe»
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(To6T0 «He KOTATHCS, He KOTATHCH, [iBa KAMEHI. ..»).
dopMa KymyeTy cKopodeHa (BITyYeHO Ieplie pe-
YeHHS JPYroro Iepiofy), aze 3a cBoOiM po3MipoMm
BiH He IOCTYIAETbCs MOIEPENHIM, HacaMIepen y
pesy/IbTari JOIaTKOBMX 0OY/0B, JOIOBHEHb-TIepe-
K/IMYOK i OBTOPIiB OKpeMux o6eptis. Came 3aBps-
KJ HUM y MY3HIli IOCTiltHO 00epTa€eThcA OCHOBHMI
IOK/IVK BipIa — «TIyka gyma [ocropaps...»
CrpiMKuil TaMOTIOAIOHMIT PYX TepLieBO-CEKCTO-
BOI CTPYKTYPU, 10 IIPUBOAUTD 1O TOHAIBHOTO IIe-
pexony B IapajebHUil MaXkop, BTINIOE HaCTaHHA
npyroi KymbMiHanii TBopy (umdpa 11), Axa migcu-
JieHa He Juiie AMHaMiYHUM iaHoM (f<fff), a it me-
penyciM mirepaTypHO-TeKCTOBMM mapoM. CaMe TyT
3BYYNTb IO/IOBHE, CIIOBHEHE ITIMOMHHOTO inocod-
cpkoro 3micty sammurannsa «llo poburn?.» («Illo
pobutu Mae nepep uyMy Bopotamu?»). Tomy came
el MOMEHT, X04a i IIOCTYIIAE€TbCA PiIBHEM CBOTO
ipaMaTu3My TOJIOBHIVI Ky/bMiHallil B emi3opi, crae
TYT CaMe CMMCIOBOIO Ky/IbMiHAIIi€l0 BCbOTO TBOPY.
3aBepIIYeTbCA KOHILEPT HEBEMMYKOW KOOI,
AKa CTaHOBUTb OYKBaJbHE MOBTOPEHHs IepIINX
9OTMPHOX TAKTiB OCHOBHOTO KYIIETY Ta IOJAb-
IIOTO Ka/JaHCOBOTO JIOTO 3aBEPLIEHHSA Y TPUBATIOMY
/I 3BYKOBOMY PO3YMHEHHI TOHIYHOrO aKOpAY, 110
IIOCTYIOBO 3racae. Take KOMIO3MIiliHe pilleHHs,
CIIPAMOBAHE Ha YyTBOPEHHA XOYa il HEBENKOI, ajie
TIOBOJIi TOTO>KHOI apKi1, sIka obpamiise TBip, 3ajae
IIOCI/I Ha HEBUPIILIEHICTh MOCTaB/IeHOI TIpobyemy,
Ha 3alUTAHHA, AKi 3a/mmuiucs 0e3 Bifmnosii.
Otxe, 3 norany hopMoopratisarii TBopy Mo-
JKEMO BI[I3HAYUTV B HbOMY [OBOJI I[iKaBMil Ta
OpUIiHAIbHMII MifXiJ KOMIIO3UTOPA, 10 L03BOINB
JIOMYy CTBOPUTM KOHCTPYKIIiFO Ha OCHOBi IIPOCTOI
KYIUTeTHOT OpMM 3 eIi30foM, fKa MOBHICTIO Bifj-
NOBifla€ JpaMaTypridyHMM 3aBJaHHAM I JiTepa-
TypHOi ocHOBI. BogHouac dopma 1iei Kommosnuii
MICTUTD i 6e33anepedHi eleMeHTI TPUIACTUHHOCTI.
Y 1poMy BUIIAJIKY C/IiJi pO3I/IANATY TIEpIIi TPU KY-
wieT! 3 GyKBaJIbHUM IOBTOPEHHAM iX MY3MYHOIO
MaTepiany B eKCIIO3UIiIHIN €AHOCTI, a JOBOJI pO3-
PA/PKeHUIT 1 XUTKWiL emi3of; — sK pO3pOoOKOBMIL
¢parmeHT. Y TakoMy BUITQJIKy HACTYIIHNII YeTBep-
THII KYIUIET TI0CTa€e CKOPOYECHOKI PENpM30i0 (BI-
JTy4eHO IPYTUIt TIepiof), Ta 1ie 7 3 03HAKaMM A3ep-
Ka/IbHOCTI (IIOYMHAETCS HA MaTepiai OCTaHHBOTO
Tepiofy KyIieTy).
Takox, OKpiM TPUYACTUHHOCTI, Y GOPMOCTPYK-
TYpi KOHLIEPTY MOYKEMO YITIEHIiTH I €IEMEHTI POH-

710, aJKe, AK BiJOMO, TUII CTAPOBMHHOIO POHJIO €
nyxke HabmokeHuM jo KymwretHoi dopmu. I TyT
pob pedpeHy Mae BiffirpaBaTy came Ta HeBeMYKa
MDKKYIUIETHA 3B’$I3Ka Pa3oM 3 iHTOHAIiITHO 6/13b-
KM 111 €Ii30710M, a CaMi KyIIIETH CTaKTb POHJO-
emisogamu. Y IIbOMY BUIIQ[IKy HaBiTb OGyKBa/bHe
My3/4YHe NOBTOPEHHSA NEpPUINX KYIJIETIB HE 3aIle-
pedyBaTiMe pOoHLO0-HOPMY, OCKINTbKI 3MiHHIM Ma-
TepiaJioM y HUX 3a/MIIAETbCA CaMe JIiTepaTypHMil
TEKCT.

[lepeiiemo fami 0 OIMARY CTUIBOBOI CIIELV-
¢ikn nporo xoposoro kKoHepty. Kommnosurop 06-
PaB 3a JI0r0 OCHOBY TUIIOBII J/I1 XOPOBOI MY3UKMI
JKaHPOBIMII iHBApiaHT XOPOBOTO KOHIIEPTY 3 II€B-
HUMJ O3HAKaMM IAPTECHOTO CIIiBY, OCHOBYIOYMCh
y HbOMY 371e01IbIIIOr0 Ha KOMIIIEKCi TpafnLiifHuX
3ac006iB 1 KOMIIOSULITHNX IiIXO/IB.

3 opHOro 60Ky, MOXKHA BifI3HAUNMTI: CTPYKTYp-
HY penbeHICTh, CTIIKICTD 1 YiTKICTh KOMIIOHEHTIB
Gopmy; 31e6iMbIIOro KIacuyHe TOJI0COBERiHHS;
MEJIOIMKO-TEMATUYHI CTPYKTYPH, BUK/IaIeHi TaMo-
NOAIOHNM PYXOM Ha OCHOBI IIapajlelIbHUX TepLilt
Y) CEKCT; XapaKTepHi IPUIIOMIU 1 TUIIM BUKIALY
XOpoBOi (aKTypy, 30KpeMa 3aTy4eHHSA OpPraHHNUX
IIYHKTIB Ta Iefaseil, 6araTOOKTaBHi yHiCOHU, MO-
TYBHO-IHTOHALI/IHI [ia/ory, IepeKInyKn i Iomi-
¢oniuHo-migrOMOCKOBI enementu. Omopa Ha Tpa-
JUILIHICTD IPOCTEXYETbCA 1 B JTaJOTOHATIBHOMY
aCIeKTi, a 1le — IepeBakKHe BUKOPMCTAHHA 3BU-
YaifHOTO Ma)KOPO-MiHODY, AK€ iHOA1 MOPYINy€EThCA
TIOSIBOIO0 HU3BKOTO PYTroro (IOpilicbKOro) CTyIeHs
(sIK, HaIIpMK/IaJ], HAIPMKIHIIi YeTBEPTOTO KYIUIETY),
OJIHOMAHITHICTb TOHA/IBHOTO II/IAHY TOLIO.

3 inmoro 60Ky, OKpemi My3M4YHO-MOBHi KOM-
IOHEHT! B LIbOMY TBOPI YaCTO MIrPyOTh 33 MeXIi
KJIACMYHOTO XOPOBOTro BUCIOBY. Tak, MOXkeMo CIIo-
CcTepiraTu B IAPTUTYPi KOHLEPTY: TpuBaji ak-
TYPHi BUK/IaJiXl HA OCHOBI IIEPMAHEHTHOTO CUHKO-
TIOBAHOTO 3aTPUMAHH:A; KaJlaHCOBI pO3B’A3aHHA,
1O He 3aBX/¥ TUIIOBI 1A K/IACUKO-POMaHTUYHOI
rapMOHii; YacTi CeKYH[OBI HallapyBaHHA BepTU-
Kaji, AKi MpUBOAATH 0 YTBOPEHHA KIACTEPHUX I
YaCTKOBO K/IACTEpPHMX (MilllaHVX Ha OCHOBI Teplyi-
€BOi i CeKYH/I0BOI CTPYKTYp) aKOPAOBUX CIIiB3BYY;
BMXOJY Ha HeCTiliKi 11 TpyBai rapMOHiuHi OyKaH-
HA, CTBOP€HI Ha OCHOBI 3MEHILEHOI CENTAaKOPANKMY,
30KpeMa 3 JOJlaBaHHAM IHIIMX XPOMATUYHMX TOHIB
(pparment y xymbminanii). OcTaHHA 0COOMUBICTD



€ Ha/I3BMYAIIHO TUIIOBOIO [IA MiSHbOPOMAHTUYHOI
1 IOCTPOMaHTMYHOI MY3MYHOI TPAJMILI.
BucHoBKu. 3BepTaioyiuch 10 CTBOPEHHA CBOTO
xopoBoro KoHuepty «Iyka pmyma locnopmaps...»,
0. AxHeB 3ynmuHUBCA Ha BUOOpI THIIOBOTO I
XOpOBOI MY3MKM >XXaHPOBOTO iHBapiaHTa, 6asyo-
YJCh Y HbOMY 371e0i/IbIIIOr0 Ha KOMIUIEKCi Tpajjui-
ilTHNX 3ac06iB i kaHOHIB. BogHOYac BiH cTBOpUB
y 1IbOMY TBOPI JOBOJI 1IiKaBy 11 iIHVIBiyani30BaHy
MY3UYHY JpaMaTypriio, y gKiii BMiZIO BUKOPUCTAB
i po3mMpyuB MOXIMBOCTI POCTOI KymIeTHOI (op-
MM, IHTeTPYBaBIIN B Hei eleMEHTN TPUIACTUHHOI i
poHz0 GOpM. Y CTHIBOBOMY acIeKTi, KOMIIO3UTOP,
3HOBY-TaKJ, ICTOTHO 36araTuBs BiTHOCHO Tpa/MIiit-
HUII MY3UYHMIT BUKJIAJ] KOHIIEPTY, «03700/I004I»
1I0ro iHTOHAL{ITHOK CBIXICTIO, IiikaBuMM (aKTyp-
HYIMI | KOMIO3UIHUMY PillIeHHAMIY, «[IPAHICTIO»
rapMOHIYHOI MOBM TOLIO. BopHOYac iHTOHaLilHA
OCHOBA TBOPY BUIPOMIiHIOE ITMOOKY if0ro Hajio-
Ha/IbHY XapaKTePHICTb 1 Ha/IeXXHICTb caMe J10 yKpa-
iHCPKOI XOPOBOI Tpajuiii. Y 1IbOMY i MONIATAIOTH
CYTHICTh MY3MYHO-MOBHOI aBTOPCHKOi crienudikn
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11 opuriHanbHiCTh X0poBoi cTumicTuky IOpia Amx-
HEBA, 1110 IMMOOKO Ta ACKPABO IIPOSABUIACS B XOPO-
BOMY KoHLepTi «Iyka gyma [ocogaps...».

IlepcexTiBy mojanbmux KOCHIHKEHb. Y Ha-
CTYIIHUX CTATTAX MAEMO HaMip IpOaHasisyBaTu
KaHPOBO-CTUIbOBI 0COO/MMBOCTI 11 iHIN XOpOBi
tBopM 10. A/KHEBA, HANMCAHI HYM B OCTaHHI pOKI
(30xpema 1ie cyronoccs-kanrata «Libertas! CBo6o-
mal» Ha Tekctu I. CkoBopony, xopoBa cuMQoHis
«3a 4yMallbKUM LIIAXOM...» Ha noesioo B. bonpa-
p4, B. boiika, JI. KocTenko Ta 3a HapogHuUMH Iic-
HAMIU T4 iH.), 3 METOIO BUSAB/ICHHS IHAMBIya/IbHIX
0COONMMBOCTeI! 11 y3aranbHEHHs 0COONMBOCTEN pe-
anisarii >kaHpoBO-CTIUIBOBOI Chepu XOPOBOi TBOP-
4OCTi KOMIIO3UTOpA 3a3HadeHoro Jacy. Kpim toro,
aKTyajbHe 11 IOJa/blle, IPYHTOBHillE BUBYEHHA
BJIaCHE CaMOr0 XOpoBOro KoHuepTy «Iyka gyma Jo-
CIIOfAPA...» 3 TOUKM 30Dy PiSHOMAHITHMX aCIIEKTiB
TEOPeTIYHOTO MY3MKO3HABCTBA, AK-OT: crernydika
XOPOBOTO IICbMa, 0COOMMBOCTI 0OpasHol fpama-
Typril TBOPY, moOInnbIeHa XapaKTepucTuKa My3ud-
HOI MOBM TOIIIO.
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P. B. Hixonenxo. ®opTeniaHHi TpaHCKpUNLi IIi-
cenb J[x. [epmBiHa B KOHTEKCTi CyYaCHOr0 BMKOHAB-
CbKOTO JUCKYPCY

Y crarti po3rAHyTO crienygiky BUKOHABChKOTO BTi-
neHHs 30ipky dopremiaHHMX TpaHCKpumLin Songbook
[bx. TepmBiHa BifoOMMMM Cy4acHMMM HiaHicTaMu
[I. Axaniom, M. Enppecom. M.-P. [lenopkoro, @. bpare,
A. Tposaro, M. 3axxapieto, E. ®@anbitoni. Ha ocHosi
aHaJI3y iHTepHpeTaliliHNX Bepcill BUSHA4Y€HO OCHOBHI
TEeHJEHL{I B iHTepIIpeTalil TPaHCKPUIILIIL, 110 CKIAINCA
B CY4aCHOMY BUKOHaBCbKOMY iUCKYpci. Ilepiua Tenjen-
i mepen6adae TBOpYE MEPEOCMICIEHHs TepIIBiHiB-
CbKOTO OpUTIiHa/ly B pe3y/nbTaTi BHECEHHS Y HbOIO CYT-
TEBVX 3MiH, 3aBJIAKM AKUM BMKOHABEIb CTAa€ YMOBHUM
cmiBaBTOpoM. [Ipyra TeHHeHIiA MOMATa€e y NparHeHHi
TOYHO JJOHECTHM BCi HIOAHCYM KOMIIO3UTOPCBKOTO 3afly-
MY, JOTPUMYIOUN aBTOPCHKYX PeMapokK, 3adikcoBaHUX
Y HOTHOMY TeKCTi.

KmrouoBi cmoBa: inmepnpemauitini eepcii, 6uxoHas-
cokuil ouckypc, mendenuii, Songbook, mpanckpunuii,
Lowc. 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. Gershwin's 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,

R. Nikolenko
Kharkiv State Academy of Culture, Kharkiv
https://orcid.org/0000-0002-4538-2095

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. Gershwin’s 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 aMEPUKAHCbKOrO KOMIIO3UTOpa
Ibx. IepiuBina He3MiHHO ITpUBEPTaE yBary Cy4acHol
aKafieMiqHOI My3MYHOI CIIiTbHOTH. JHAHi BUKOHAB-
IIi JOMy4aoTh OIYCU MUTLA 10 CBOTO PENEPTyapy
Ta BUIYCKAIOTD Pelisy ambOOMiB i3 10ro My3UKoIo.
Takox cBiffueHHAM 3HAYHOTO iHTepecy [0 KOMIIO-
3uTOpChbKOro 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 Mpo6meMu. 3HAYHY MOMY/IAPHICTD
cepeql akafieMiYHVX MY3UKaHTiB 300y (opreri-
anHi TBopy [Dx. TepmBina. [lo Haiibinbire sHAHNMX
Ta YaCTO BUKOHYBAHNUX HA/IE&XaTb TPaHCKPUIILIi
Jioro BracHuX mmiceHb George Gershwins Songbook
(1932). Huui icHye 3HauHa KilbKicTb iHTepIpeTa-
LiTHMX Bepcilt i€l 36ipKu, sKi eMOHCTPYIOTD J0-
CUTb Pi3HOI/IAHOBI, a iIHKO/MM HaBiTh NPOTUIEXKHI
CII0COOM BYKOHABCHKOTO BTi/IEHHS TepIIBiHiBChKOI
MY3UKIL.

AHari3 oCcTaHHIX JOCTiHKeHb i myOmikaniit. [Tu-
TaHHA OO0 CHelM(iKyM BUKOHABCHKOTO BTUIEHHA
¢opreniannoi mysuku [Dx. lepmsina HeopHOpa-
30BO DPOSITAfAM B MY3MKO3HABUMX JOCII/PKEH-
HAX. OyH[aMeHTa/IbHMII TEOPETUYHMII Ta BUKO-
HaBCbKIIT aHami3 Songbook mpencTaBneHo y mpani
Jx. M. Peitrappa (Reighard, 1993). OcobnuBoc-
Ti pUTMIKY, (AKTypy Ta 3aCTOCYBAaHHS TEXHIKH
crpaiin y ¢opremiannnux omycax k. Tepsina
posrnsapatotbesa 11 FOtporo (Jutras, 2011). Cmo-
CTEPEXXEHHA I[Of0 CTUICTUKY TepLIBiHIBCHKMX
TPAHCKPUIILiiL, @ TaKOXX aHATi3 (HOPMU OKpeMMx
MiHiaTIop npezcraseHi B auceprauii Xcy HOHb-
Jlin (Hsu, 2000). LlikaBoro € y cBiT/1i IpOIOHOBaHOI
Temn it crartsa 1. BockoboitHikoBa, mpucBsYeHa
pO3I/LANY NMUTAaHHA iHTepHpeTanil (opTemiaHHNX
TBOPiB [IX. [epiuBiHa B akafieMivHill BUKOHABCHKIil
tpapuuii. Ha mpuknani tpanckpunuii The man I
love, HaykoBelLlb BUABJIAE BVMKOHABCHKI 3aBlaH-
Hf, 10 TIOCTaIy Iiepef My3MKaHTaMU, Ta JJ0XO-
JITb BMCHOBKY IIPO Te, WO /I CTBOPEHHA IIpa-
BU/IbHOI IHTepIpeTalliiiHoi Bepcil TpaHCKPUIILIii
[Ix. TepuiBiHa My3uKaHT Mae BUPILINTY KOMIIIEKC
3aBJIaHb, AKi II0B’A3aHi 3 PO3yMiHHAM AK CYyTHOCTI
IyXy €NOXN, y AKy TBOPUB KOMIIO3UTOP, TaK i aK-
Tyali3alii My3sMYHOTro BYIC/IOB/IIOBAHHA BiJJTIOBITHO
o ToTped cydyacHOi crmyxaipkoi ayguropii (Bo-
cK000ITHiKOB, 2020, c. 445-446). IIpote mo3a ¢oxy-
COM HAyKOBOI yBary Cy4acHMX y9€HUX IMIIAI0ThCA
TIeBHi TeHeHL il B iHTeprperanii GpoprenianHoi My-
3UKM aMEPMKaHChKOTO KOMIIO3UTOPA, AKi MPOCTe-
JKYIOTbCS B CY4acHiil BUKOHABCDKIll MPaKTULi Ta €
IIOB’SI3aHMMI 3 PiSHUMM IIIXOHaMM JIO BTiNeHHS
KOMIIO3UTOPCBKOTO 3a/iyMy.

Merta cTaTTi — BM3HAYUTU OCHOBHI TEHJEHIIII B
inTepnperanii Songbook [Ix. lepmBina, ki cxa-
JIICA B Cy4aCHOMY aKafIeMiYHOMY BUKOHABCHKOMY
JVICKYPCL.

Buxmag ocHOBHOro Marepiany JOCTi)KeHHs.
Huni Ha iHTepHET-pecypcax MOXKHA BifHAITH CiM
CD-anpbomiB, npucsyeHnx opreniaHHiil TBOP-
vocri [Ix. [epmBiHa. [leki 3 Hux € MoHOrpadivny-
M, {HIIi K perpe3eHTYITh BUKTIOUHO Songbook.
Y 3B’43Ky i3 1uM, c1if po3rIAHyTH creny¢iky Bu-
KOHABCBKUX BTi/IeHb pOpTeniaHHMX TPAHCKPUIILIIL
[Ix. TepmiBina, mpoaHanisyBaBImM 03Ha4eHi anmbbo-
MJ Y XPOHOJIOTIYHIl OCIiJOBHOCTI.

[lepummit anvboM, Gershwin complete piano
works, (1989) samycanmil MBENCHKUM KIACUYHUM
niaHicToM Ta KomnosuTopoM Jlarom Axanem (Dag
Achatz). My3ukaHT Bele aKTUBHY KOHLIEPTHY Ji-
ANBHICTD, @ JIOTO pelepTyapHi iHTepecu 3ocepe-
IDKeHI Ha TBOPYOCTI KOMIIO3UTOPiB-pOMaHTUKIB,
mkasosiit mysuni ([Ix. [epusin, JI. bepHcTaitn) Ta
MajioBigoMux mupokomy sarainy mutuis (I ITep-
He, JI. bonbpeman). Takox BiH € mepeMoxiem
JIeKITIbKOX TPeCTIDKHUX KOHKYpPCiB (KOHKypc Py-
nonbga lanma B Jlosani (1960) i korkypcy Mapii
Kanmac B bapcernoni (1964)) (Dag Achatz Biography
by Robert Cummings nd).

[nrepnperytoun Songbook, JI. Axar TBOpyO me-
peocMucIoe 6araTo acHeKTiB TepLIBiHIBCBKOTO
HOTHOTO TEKCTY, @ TaKOX 3MIiHIOE OpUIiHAIbHUI
NOPANOK YepryBaHHA TPAHCKPUIILIN, IPeCTaBIe-
HUX y 30ipHUKY, CTBOPIOIOYM TAKVMM YMHOM BJTACHUIA
BJKOHABCBhKIIT YMOBHMIT MKIL. BogHOYac BiH dop-
MY€ 3arajibHy BUKOHABCbKY PaMaTyprilo UKy 32
IPVHOUIIOM KOHTPACTY, IIOCTIIHO 4epryioyn Mix
co0010 PyXIuBi Ta MOBINBHI IT€CH, A IS TTOYATKY
Ta 3aBepIIeHH: 00Mpae cX0Xi 3a 00pasHUM JTafjoM
nipudHo-cBiTI TpancKpunuii The man I love i Liza,
YTBOPIOKOYM TaKIM YMHOM CBO€EPiJIHY apKy. 3a3Ha-
YIIMO, 1110 1Ie JOCTiIKeHHs Ma€e Ha MeTi cucTeMaTy-
3yBaTH 3a JONOMOTOK0 y3araJbHEHHA JaHUX JOCBIf
BUKOHABCbKOTO IpounTaHHA Songbook Ta BUABHU-
TU TaKUM YMHOM IIeBHi TeHJeHIIil, 110 CKIAIuCs B
CYYacHiil BMKOHABCbKIil IPaKTULi IIOJ0 BTiIEHHA
uiei 36ipxu. Tomy Myt 0OMEXMMOCH CIIOCTEPEKEH-
HAMM IIOJO 3arajbHUX IPVHLUIIB IHTEpIpEeTa-
uii Songbook miamicTammu, mpoaHamisyeMo OKpeMi
TPAaHCKPUIIL], SKi IMIOCTPYIOTh 00paHNiT KOXKHIM
BIKOHABI[EM CIIOCi6 perpe3eHTallii repuBiHiBCbKol
MYSUKY, 10 BTUIIOETHCA 1 B iHTepIpeTanii iHmmx
MiHiaTiop i3 11i€i 36ipKi.

Y nepmomy o6paromy JI. Axarjom 1Bopi, The man
I love, HasiBHI HeBeuKi rubato, a TAKOXK BiIXMIeHHs



Bifi PUTMIYHOIO PUCYHKA, O3HAYEHOIO KOMIIO3M-
TopoM. Hampukiaz, y nepmomy pedeHHi nepioro
PO3MIiNy MiaHICT BUKOHYE NYHKTUPHUI PUTM IIifI-
KPEeC/IEHO KOPOTKO, @ y APYTOMY — 3MiHIOE O3Ha-
YeHMIT pPUTMIYHUIT PUCYHOK Ha PiBHi BocbMi (T. 10).
Y cepenyiHHOMY PO3/Ii/Ii IIOTO TBOPY MY3MKAaHT TPO-
XVl paHillle TPAa€ OCTaHHIO 4BepThb Y T. 21. [Hmi BU-
KOHABCbKi 3HAXiIKM CTOCYIOTbCA HE3HAYHMX 3MiH
LITPYXIB, 3a3HAYEHUX Y HOTHOMY TeKCTi (My3MKaHT
iHKonu 3aMiHI0€ non legato Ha staccato Ta apIemKye
OKpeMi aKop/iy B OCHOBHilT TeMi MiHiatiopn). Okpim
npboro JI. AXall IIeBHUM 4YMHOM «BTPYYa€TbCA» i B
MEJIOINYHY JIiHiI0, TOJAI04M HOBI 3BYK) B ITacaxi B
penpusi wecu (1. 28). Taka cBoepiHa BUKOHABChKa
cBO0OO/IA Hajja€ iHTepIIpeTalliliHiil Bepcii TBOpY ete-
MEHTY IMITpOBi3alfiifHOCTi, TEBHUM YMHOM HAO/IN-
XKYH04H 1i 10 1)Ka30BOi MaHEPU MY3UKYBaHH.

BupasHo eMOHCTpYe TBOpYE MEPEOCMUCTIEHHS
opurinany intepnperauis Oh, lady be good. Y uiit
weci JI. Axar fiemo KOpurye AVHAMiYHWII IIaH.
Ha moyaTKy TBOpY MiaHICT YHUKa€ ACKPABOTO 3BY-
YaHH, Bilal0uy IepeBary mp 3aMiCTb 03HA4€HOTO
KOMIIO3UTOPOM if, @ TaKOX penbedHO MigKpec-
JII0€ IMYHKTUP y TakTi 7 3a JONOMOTOK HECIIOfi-
BaHOI 3MiHM AMHAMIKM 3 TMXOI Ha sAcKpasimy. [o-
CUTDb TI0OKA30BMM Y IJbOMY CEHCi € 1 HeCIoJiBaHMil
IVHAMIYHNIT criaf Bif ff 1o p y MeXax Tpbox Tak-
TiB (17-19) y cepemuuHOMY po3pini mecu. [HmoM0
ocobmuBicTio iHTepnperaii mianicrom Songbook e
penbedHe, iHKOMM HABiTH HepebinblieHe, yBIpas-
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.

Hacrynuuitans6oMm, George Gershwin Songbook,
Rhapsody in blue and other works for piano, (2011)
HaJeXUTb HiMelbkoMy mianicty M. Enppecy
(Michael Endres). My3ukaHT «Mae LIMpPOKMIT periep-
Tyap i BeMKuil iHTepec 0 BUKOHAHHA MEHII I10-
IY/IAPHUX KOMIIO3UTOPiB, TakuX AK JI. [ofoBchbKumii,
Y. Arss, E. Tpy6in i € oguum i3 Tppox miaHicTiB,
o 3amvcamu Bci 400 tannis @. lly6epra (3 sxum
y HbOTO 0c00/MBa ciopigHeHicTb)» (Michael Endres
Biography, nd). M. EBipec mpoBaiuTh aKTUBHY BU-
KOHABCbKY 1 3BYKO3aIlMCYBa/IbHY JiA/NbHICTb Ta €
JlaypeaToM KiZTbKOX MPEeCTVDKHUX KOHKYPCIB (Tam
camo).
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M. Enppec TBOpUTb BIACHMII BUKOHaBCHKUI
VKL, TIOJAK0YM TPAaHCKPUIILIL B iHIIOMY HOPAZKY,
KWL BifIPI3HSAETHCA BiJf IPeCTaBIEHOTO B 36ipHY-
Ky JIx. TepimBina, Ta posmilgye ixX 3a IPUHIUIIOM
KOHTPACTHOTO 31CTaBIeHHA TPUYHMX Ta MOTOPHUX
tBOpiB. [Ipore, Ha BinMminy Bix [I. Axama, M. Exnpec
He HaMaraerbcsi OOpaMUTU Iiefl BUKOHABCHKMUIL
IIVIKJT IT' €CaMI, CXOKVIMM 32 HATIOBHEHH M,  HaBIIa-
K11, 00Mpae KOHTPACTHI 32 00pa3HUM CTPOEM TPaH-
CKpMILi A7 TIOYaTKy Ta 3aBepuieHHA Songbook, a
came The man I love 1a I got rhythm.

3aranoM inTepnpertanis M. Exapeca BifjzHaueHa
TOYHIIIMM IPOYNTAHHAM HOTHOTO TeKcTy. IlianicT
YHUKAE BTPYYaHHA B MEJIOAMKO-IHTOHALIHY Ta
PUTMIYHY CTPYKTYpPY TPaHCKPUIILil, IIPOTE BHO-
CUTb II€BHI HE3HAYHi KOPEKTMBIU IOAO IUTPUXIB,
IMHAMIKY Ta aroriki, TBOPYO I1E€PEOCMIUCTIONYN IX.
Hanpuxnaz, The man I love Bix rpae B JOBO/I pyX-
NIMBOMY TEMITi, M'KUM CIIiBy4YMM TYIIe, iHTEHCUB-
HO BMKOPUCTOBYI0uN rubato Ta 3[iiiCHIOI0YM 3HAYH]
CIIOBiJIbHEHHS HANpUKiHIi okpemux ¢pas. Came
TaKa MaHepa I0fjayi, i3 TEMIIOBMMIU Bif TSDKKaMM K
HANpUKiHI, TaK i B cepepuHi ¢pas, HasBHA Y BU-
KOHABCbKOMY IIpounTanHi Fascinating rhythm, Oh,
lady be good, Somebody loves me Ta 6araTbox iHmmxX
TPaHCKPUIILIL.

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,
BOJJHOYAC aKIIEHTOBaHi aKOPAM, IO TPAIIAIOTHCA
B IIOfJa/IbIIOMY PO3BUTKY TPAHCKPUIILi, BUKOHY€E
[OCcKTb M’ AKUM Ty1ue. [[Jono KopeKTuB fyHaMIi4HO-
IO IIaHy BapTO BifI3HAYNUTH «BiITATYBaHH:» HOABU
crescendo B ipyroMy pedeHHi (TT. 7-8) 7 YHMKaHHS
ACKPaBOTO 3ByYaHHA Ha ff.

[HImWIT aceKT BTi/IEHHA KOMIIO3UTOPCHKOTO 3a-
IlyMY TBOPY ieMOHCTPYe iHTeprpeTanid Do it again.
Y Hill, OKpiM IEBHMX KOPEKTUB KOMIIO3UTOPChKMX
IITPUXOBYUX PeMapoK, (Hampukiag, y 1t. 21-22, e
niaHicT 3aMiHIo€e non legato y maptil niBoi pyku Ha
nerke staccato), M. Enpupec MaiicTepHO BUSBISE
TeMOPOBO-BUPaXa/bHi MOXIMBOCTI BEPXHBOTO Ta
CepeIHbOro pericTpiB QopremniaHo, 3aBAAKN YOMY
BUHMKAE BPa)K€HHA IEBHOI Jia/Ori4HOl B3aEMOIi
ToJI0CiB y HacH4eHii monmionisoBaHiit pakTypi.

[Iportunexxumit mifxif, [0 BMKOHABCBHKOI iH-
Tepupertanil Songbook mpepncTaBmeHo B ambOoMi
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Gershwin: Songbook — 18 pieces for piano (2013)
XOPBaTChKO-HIMEIIbKOTO IiaHicTa, KOMIIO3UTOPa Ta
mupurenta M.-P. [lenopko (Mario Ratko-Delorko).
MysuKaHT IpOBaIUTh aKTUBHY KOHLIEPTHY Hif/b-
HiCTb, BUCTymae B Kpainax €spomm, CIIIA, Asii
Ta Ma€ IIMPOKMII penepryap, M0 OXOIIIE TBOP-
4iCTh KOMIIO3UTOPIB Pi3HUX eloX — Bifj 6apoko
no cydacHocti (Ratko Delorko, 2022). Oxpemmit
inrepec A M.-P. Jlenopko CTaHOBUTDH [Ka30Ba
MysuKa. Bi Bumyctus anb6om 3 ycima popremian-
My tBopamu [Ix. fepuiBina Ta B fyeTi 3i SHaHUM
HiMenbkuM mkasoByuM miaHictom K. Cnenpenem
peanisyBaB CIINIbHIII TBOPYMIl IPOEKT Jazz meets
Classic. (PROGRAMS. Classical, romantic and
contemporary programs. Enjoy!, nd). OueBuzHo,
IO JIOCBiJ [PKasoBOro MysuxkyBaHHA M.-P. Jle-
JIOPKO BIIVHYB Ha MaHEPy BMKOHABCBKOI IOfadi
TepIUBiHIBCHKYUX TPAaHCKPUIILIIL.

[Tig vac inTepnperanii Songbook M.-P. [lenopxo
30epirae OpuriHaJIbHMII MOPAZOK TPAHCKPUILIIL,
TIpeCTaB/IeHuil y 30ipIi, IpoTe BifXMIA€ThCA Bif
HOTHOTO T€KCTY, BHOCAYM B HbOTO CYTTEBI KOPEK-
TUBY 1070 aKTypM, AMHAMIKY, aroriku. Mysmdxa
¢opma r'ec 3pebinbioro muraerbes Oe3 3Min'. Ta-
KVM YJHOM, TiaHiCT HAaO/MVDKye BUKOHAHHS IT €C J10
J1)Ka30BOI MaHEPY, PEIPE3EHTYIOYN IX TEMATUYHMI
Marepia mogibHo [0 TOTo, SIK 3a3BUYAlL PKa3MeHU
OIpPalbOBYIOTh TEMY JXKa30BOIO CTaHJAPTY, CTBO-
prorouM Ha il OCHOBI B/IaCHY iMIIpOBi3allilo.

Y nepuiit rpanckpunii Clap Yo' hand M.-P. [le-
JIOPKO [IEI0 BUJO3MIHIOE MENOAVYHY JIiHII0, J0-
Jlal0uyl HEBEMVKMII BUCXIJHMI TTacaX Ha MOYaTKy
OCHOBHOI TeMJ) B IIEPLIOMY PO3Ji/Ii Ta B il penpus-
HOMY IIpOBefieHHi. Y penpusi Ir'ecy meBHoi Moaudi-
Kallil 3a3Ha€ IapTid MiBOI PyKN: 3aMICTb PIBHOMIp-
HOTO PyXY YBEpPTAMM, My3MKAHT IPa€ MYHKTVPHMIT
PUTM, NIOBTOPIOIOYM [IBiYi CIIB3BYYYS, AKi B OpU-
riHa/IbHOMY BapiaHTi IPUIIAJAIOTh HA KOXHY YeT-
BepTb TakTy. OKpiM I[bOro MiaHiCT JOCUTD Bi/TbHO
TPAaKTye KOMIIO3UTOPCHKi peMapKI, a TAKOXK LITPH-
XOBIi Ta ;HaMi4Hi To3Ha4eHHA. Hanpuknap, y TT. 5-6
y maprii niBoi pyku, 10 OCHOBaHA Ha (aKTYpHil
dopmyni «bac-akopp», BiH Tpae staccato 3aMicTb
non legato, a 3aranpHWIl fYHAMIYHNIT TIaH Gopmy-
€TbCA 32 NPMHIMIIOM KOHTPACTHUX HECIOMiBaHMX
pisKuX 3icTaB/IeHb fTa p, 1[0 CYIePeYNTh KOMIIO3U-
TOPCbKOMY 3aayMy. CXOXX1il MifIXif Ko iHTepIpeTa-
11l KOMIIO3UTOPCHKOTO TEKCTY MPOCTEXYEThCA 1 B

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

[HIMIT acmeKT BMKOHABCHKOTO IPOYMTAHHA
M.-P. [lenopko repIIBiHIBCbKUX TPAHCKPUIILIIN
TOB’A3aHMIT i3 BIIBHMM quasi-iMIpoBi3aliitHNM
TPaKTYBaHHAM METPOPUTMIYHOI OCHOBM TBODIB,
1[0 IEMOHCTPYE, 30KpeMa, IHTepIIpeTalliiiHa Bepcisa
The man I love. IliaHicT 3piiicHIOE KOBOM Bif4yT-
Hi BiffXUJIeHHA Bif Temmy (pamToBi MPUCKOPEHHA
a00 CrOBiMbHEHHS, SKi JOIOMAraTh MiIKPeCINTH
TIeBHi MOMEHT) y CTAHOB/IEHHI MY3MYHOTO 06pa-
3y). Y IbOMY CeHCi JOCUTb TTIOKA30BUM € Iepexif /10
TEMU CEPENVIHHOTIO PO3JIITY: Y MEXaX OffHOTO TaK-
Ty MY3MKaHT IPJCKOPIOE IEPIIY Ta APYTY JOI0,
HACTYIHi TPeTIO Ta YeTBEPTY [0/ poOUTh 3HaYHe
ritenuto.

Hacrymamit anmbbOM, permi3 SKOro TaKoX Biff-
oyBcsa y 2013 p., — George Gershwin Piano works,
BUIYLIEeHNIT (pPaHIY3bKMM KIAaCUYHVUM IiaHiCTOM
ta pgupurentom @Openkom bpané (Frank Braley).
BuxoHaBcbKy Kap’epy miaHicT posmouas y 1991 p.,
3100yBIIN TlepIly IpeMito Ha MbkHapogHoMy KoH-
Kypci iMeHi koponesu €mmsaseTu. Big nporo mo-
MEHTY MYSMKAHT IIPOBAJIUTh aKTUBHY KOHL|EPTHY
Ta 3BYKO3aIlMCYBA/lbHY [iA/NbHICTb. Pemepryap
®. Bpase MicTUTDb 3HAYHY KiNbKiCTb TBOPIiB ppaH-
IY3bKIX KOMIIO3UTOPIB, a TAKOX oIycyu B. Monap-
T3, JI. berxoBena, ®. lllybepra, P. lllymana (Frank
Braley (Piano, Conductor), 2021).

Ak 1 6ipIicT miaHiCTIB, YMi BUKOHABCHKI Bep-
cii Songbook 6yno posrnsuyro, ®. bpane Ha 0cHOBI
36ipxn k. TepmBiHa cTBOpIOE BIIacHMIT BUKOHAB-
CBKVII IIMKJI, TIOZiAI04) TBOPY 3a TIPUHIIUIIOM TEM-
TIOBMX KOHTPACTiB (YepryBaHHA IOBIIbHYX Ta PYX-
nuBuX 11'ec). Oxpim 1poro, . bpane, sk i [I. Axar,
CTBOPIOE IIEBHY apKYy PO3IIOYMHAIOYM Ta 3aKiHYYIO-
4y 30ipHNUK 3 TIOAIOHNUX 32 0Opa3HNUM 3MiICTOM Mi-
uiatiop (The man I love ta Liza Bigmosiguo). [Ipote
BMKOHaBChKuit miznxin @. Bpare e 6inbin akagemiu-
HyM. IliaHicT HaMaraeTbcs HAMTOYHIIIE JOHECTU
BCi HIOAHCH KOMIIO3UTOPCBHKOTO 3a/fyMy Ta He ITpar-
He BUABUTY B/IACHE BYUKOHABCHKe S 3a JJOIIOMOTOK0
neBHux Mopudikariii opurinamy. Moro BUKOHAB-
CbKa IHAMBINYa/lbHICTD IPOSBIAETLCA Y dinirpan-
Hill BifToueHOCTi Ppas, MalicTepHOMY, IHKOJIN JIefb
nioMiTHOMY rubato, BUTOHYEHOCTi TeMOPOBO-/IMHA-
MIiYHOI [TaJIi TPy 3ByYaHHSA IHCTPYMEHTY.

1. Bunsrox cranosuts I got rhythm, fe miaHicT fofae BIacHy BipTyo3HY KOJY, OCHOBaHY Ha TeMAaTUYHOMY MaTepia/ii [PYTOro POSHiIYy IT€CH.



Y The man I love ®. Bparne yBupasHioe mipu-
KO-TIPOCBIT/IeHNIT My3YHMIT 06pas. 3a JOOMOI Ok
pisHOrO TYIIe BiH pO3KpUBa€ TeMOpaIbHY IPUPORY
pisHUX pericTpiB QopreniaHo: Y BepXHbOMY peri-
CTpi — CBIT/INIT KOTIOPUT, @ B CEPENHBOMY Ta HIK-
HBOMY pericTpax — M sKi, Hacu4eHi 6apBu 3By4YaH-
Hs1. [TonibHe BUsABNIEHHS TeMOPOBMX MOXK/IMBOCTEI!
PETIiCTpiB € BI3HAYa/IbHOI 03HAKOK BUKOHABCHKO-
r0 IMPOYUTAHHA BCIX HACTYNHUX TPAHCKPUIILN,
IpOTe HalACKpaBillle 1l MPOABIAETbCA CaMe B
MpUYHYX MiHiaTIOpax i3 Hacu4yeHomw, nomipoHi30-
BaHOW (akTyporo (Somebody loves me, Do it again,
That certain feeling).

BupasHo ieMoHCTpYe 06paHuii IaHiCTOM BUKO-
HAaBCbKMI Mifxip i intepnperania Oh, lady be good.
36epiraroun €HICTb METPOPUTMIYHOI Iy/mbcalil,
®. bpane BUKOHYE HeBenuki rubato, 1o fomoMa-
TaloTh MiIKPECTUTY TIepeXoau Bif ofHiel dhpasu 1o
IHIIIOI, @ TaKOXX 3MiHM IMHAMIYHIUX HIOAHCIB, 03Ha-
YeHMX Y HOTHOMY TEKCTI.

Jlemro cXomif MifXifl M0 BUKOHABCHKOTO BTi-
nenHs Songbook penpeseHTOBAHO I Ha HACTYIIHO-
My 3a XpoHonorieo anbbomi — George Gershwin
The complete piano works, Bunymeromy y 2014 p.
iTanmiiicbkuM miaHicToM Ta opraxictrom A. Tpoaro
(Andrea Trovato). MysukaHT € nmaypeatoMm 6ara-
ThOX IIPECTVDKHIX HalliOHA/TbHMUX Ta MDKHAPOJHMX
KOHKYPCiB, IPOBaJINTh aKTUMBHY BMKOHABCHKY Jii-
ANbHICTb, BUCTYIIAKOYM AK CONbHO, TaK 1 y CKIapi
KaMepHIX aHCaMOJIiB, a JIOro penepTyap OXOIUTIOE
TBOPYICTb KOMIIO3UTOPIB Pi3HMX CTMIIIB Ta €mox
(ANDREA TROVATO, piano, nd).

[Togni6no o ®@. Bpane, A. Tposaro uitko goTpK-
MY€E BCiX KOMIIO3UTOPCHKIX PEMAPOK, 03HAYEHNX Y
HOTHOMY TeKCTi T4, 5K i 6171b1IiCTh iHIINX MiaHiCTIB,
001pae OBIIBHMIT IOPAZIOK IT€C, IPOTE He IIparHe
PO3MICTUTH iX 3a IPMHLIMIIOM KOHTpacTy. Bin mo-
qiHa€ 36ipKy 3 TPhOX PyX/MBUX MiHiatiop (Swanee,
Nobody but you, I'll build a stairway to paradise), a
TOTiM, IiC/IA YePryBaHHA KiZTbKOX KOHTPACTHMX 32
00pasHNIM 3MIiCTOM IT€C, Y CepeiuHi BUKOHABCHKO-
IO MKy PO3TAIIOBYE I10 JiBi nofiOHi (HampuKaz,
nBi mipuuni: That certain feeling, The man I love, mic-
11 AKX iy T 1B pyxmusi: Clap Yo' hand, Do do do).

I1ix yac BUKOHAHHA TpaHCKpuILil i3 Songbook
A. TpoBaro 001pae mepeBaKHO CTpUMaHi abo 1o-
MipHO-PYX/IMBI TeMIIN, IO [JO3BOJIAE MaKCUMalb-
HO penbeHO BUSABUTY BCi IITPUXOBI Ta AMHAMIYHI
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IEepPEKIIOYEHHA Ta B IIEBHOMY CEHCi JieTajisyBaTu
daxrypy. Bunarox cranosnATh mmute Fascinating
rhythm, Sweet and low down, siki iHTepIpeTyIOTD-
A TaHICTOM y HIBUAKOMY TEMII B IiIKpeCTIeHO
BipTyosHiit manepi. Ili gBi Tpanckpunuii cipmii-
MaKOTbCA HaJ3BMYANHO 1Ii/TICHO, HEHa4Ye Ha OHOMY
IMXaHHI, 3aBJAKU MAVICTEPHINl CTPYKTYPI HACKPi3-
HOI [paMaTyprivHol JiHil, II/TABHOCTI IIepeXO/iB Bif
OJJHOTO PO3Ji/Ty [0 iHILOTrO, peTeNbHiil IPOAyMaHO-
CTi ;MHAMIYHOTO IUTaHy Ta PiNirpaHHOMY IIOfJAHHIO
dpas.

[Toxasosi ama posyminuA crenydiku inTepmpe-
Tallil TPAHCKPUIILII € TAKOXX IHTepIpeTaLiliHi Bep-
cii Do it again 1a I got rhythm. Y nepuiiii 3 03Hade-
HUX TpaHckpunniit A. TpoBaro mparse penbedHoO
BUABUTY BCi €EMEHTV HACHYeHOro (aKTypHOTO
BUKafy. IliaHicT rpae TpaHCKpUIILIi0O B po3Mipe-
HOMY TeMIIi i3 MiHIMa/JbHUM BUKOPUCTAHHAM IIe-
fajli, MiJKpecaondM TaKUM YMHOM IITPUXOBI Ta
mvHaMivyHi HioaHcy daxtypu. Takox BiH 3ailicHIOE
nenb moMiTHI rubato Ta 3a JOIOMOrON BiHAli-
JICHHS. M 'AKOTO TEIUIOTO TeMOpPY CepefHbOro Ta
CBIT/IOTO HDKHOTO 3BYy4aHHsA BEPXHBOTO PETiCTpiB
ACKPABO YBJPA3HIOE TONOCK (AKTYPH, CTBOPIOIOYN
Bpa)XeHHS iX fjianoriynoi B3aemopii. I1ix gac inTep-
npetauii apyroi Tpanckpumiii A. Tpoato obupae
IIOMipHMI TEMII, BUPA3HO BYUABJIAIYY BCi LITPUXO-
Bi 3MiHN 1 poOUTB ACKpaBi AMHAMIYHI ITepeKTI0YeH-
HA, TJKPECI0YM KOHTPACTHICTb TEMaTHMYHOTO
Matepiany TBopy. IIpote BapTO 3ayBaxuTy, 0 B
i1 MiHiaTIOpi HAABHMII €IMHNIT BUIIA/JOK BHECEH-
HA JIe[ib TIOMITHUX KOPEKTUB, OCKIZIbKM MY3UKAHT
apIiepKye BUTPMMaHi CIiB3BY4YUs B CEPEIHbOMY Ta
HIDKHBOMY To10cax (GakTypu B epexofii 0 MOBTO-
PEeHHsI OCHOBHOI TeMM B eKcrosutyii (TT. 17-21).

Hacrynni gBa anmpbomu, BumylmeHi itaniiicbkn-
MU IiaHicTamy Ta Kommosutopamy M. 3akkapiero
(Gershwin Complete piano works, 2017) i E. ®anp-
vioHi (Gershwin Songbook, 2021), 1eMOHCTPYIOTb
NPOTUIEXH] MiAXOAM [0 BUKOHABCHKOTO IPOYM-
TanHA Songbook.

M. 3akxkapia (Maurizio Zaccaria) Mae MpOKUIT
penepryap, 1[0 OXOIUIIOE AK KJIACMYHY, TaK i Cy-
YacHY MY3MUKY. 3alicaB jieKinbka MOHOrpadiyHyx
anpbomiB i3 TBOpiB [|. Ckapmarti, JI. berxoBeHa,
Ibx. Tepmsina, JK. Maccue. bys Big3Hauenuit Ha
6araThoX IPeCTIDKHUX (OpTeNiaHHNX KOHKYpPCax,
30KpeMa Ha MiKHapofHOMY KOHKypCi TiaHicTiB
im. @. JTicta (About me, nd).
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[nrepnperyroun Songbook, miaicT moTpMMYye
OpPUTiHA/JIBHOTO MOPAAKY CHIiTyBaHHA IT€C, Ipef-
CTaB/ICHOTO Y 30ipHVKY, IIpOTe He HaMaraeTbCs
CTBOPUTY IIIIbHMII BMKOHABCHKMII LKL Mysu-
KaHT po36uBae BCi MiHiaTIopu Ha TpPU YMOBHi Mi-
KPOLMK/N (IO WICTb IT'€C Y KOKHOMY), pO3MiIIy-
oun Mk Humu immi wecu JIx. Tepmsina. Voro
BUKOHABCbKUII IiJXiJ BiI3HAYa€TbCA IParHEHHAM
AKOMOTa IIOBHIllIE JOHECTV KOMIIO3UTOPCHKUIL 3a-
yM, IO NPOABIIAETbCA B YBAKXHOMY CTaB/IEHHI 10
HOTHOTO TeKcTy: (pinirpanHiit BinroyeHocti dpas,
IITPMXiB, peTeNbHiil MPOJYMAHOCTI JApaMarypriy-
HOI JIiHiI KOXXHOI OKpeMOI MiHIaTIOpy, TOYHOMY BTi-
JIEHHIO aroriKi, II03HaYeHOI B HOTHOMY TEKCTi.

Jx nmpuxnaf, HaBefieMO iHTepIpeTaliliHi Bepcii
'S Wonderful Ta Strike up the band. Y nepmomy tBo-
pi M. 3akkapis po3kpuBae ioro nerxuit, 6e3ryp-
60THMIT My3udHuMit 06pas. Bin o6upae cTpumanmii
TEMII Ta MiHiMa/IbHe BUKOPYMCTAHHA IIPaBo] efaJi,
[0 J03BOJIA€ MiIKPECIUTH JIETKe staccato B JiBiit
Pyl Ta aKIeHTH Ha CMHKOIAX y MeTOANYHIN iHIL.
TouHo OTpUMYIOUM YCiX peMapoK IORO0 AMHAMIY-
HUX HIOAHCIiB Ta Qinipyroun sakinueHHs ¢dpas, Bu-
KOHaBel[b IOCATAE IIABHOCT], 6e3nepepBHOCTI pO3-
BUTKY JjpaMatyprii iecu. [Hreprperaris gpyroro 3
03HAYEHUX TBOPIB TAaKOX Bif3HaueHa (imirpaHHi-
cTI0 pasyBaHHA Ta MPOAYMAHICTIO YCiX HeTarteil.
ITianHicT yBMpasHIOE ACKpaBi AMHAMIYHI I IITPUXOBI
NEPEKIIOYEHHSA B CTPUMAHOMY TeMII, IiJIKPeCIIIo-
104M METPOPUTMIYHY IY/IbCALil0 KOPOTKOK PUT-
MiYHOI0 Tefa/UTI0 Ha ONOPHIi [0/ TaKTy, ab0 X Ha
aKL|eHTOBaHi CMHKOIM, 1[0 I03BOMIAE MiIKPECTNTI
YPOUMCTIIT, MAPIIOBWII 00pa3 TPaHCKPUIILIIL

Tsopua gisnbHicTs E. ®anbitoni (Enrico Fagnoni)
pisHOMaHiTHa Ta 6araTorpanHa. Bin mpoBaguTh ax-
TUBHY BUKIAJAIbKy Ta BUKOHABCbKY JiANbHICTD,
Ma€ IIMPOKMII pemepTyap Ta peryiipHo Oepe
y4acTh y 6ararbox My3M4HNUX 3aX0/IaX, CHiBIIPaLlio-
104N i3 BITOMUMU COMiCTaMI, KITaCMYHMMM Ta JKa-
30BUMM aHCaMO/AMY, CUMQOHIYHUMY OpKecTpa-
mu (Il grande pianista Enrico Fagnoni in concerto,
2019).

OcobmuBictio  anvbomy Gershwin songbook
(2021) € HagBHICTD He Ti/IbKM BUKOHABCHKUX Bep-
ciit ycix 18 TpaHCKpumiiif, a 1 IX apaHXyBaHHS,
spiricHeni E. ®anbiioni. [IpoTe B KOHTEKCTi cTarTi
PO3I/IAHEMO BMKOHABCbKY iHTEpIIpeTalilo OpWIi-
HaJIbHYX TpaHckpumiit k. lepusina. Sk i 6arato

iHmux miagictiB, E. ®aHbiloHI CTBOPIOE BIacHMIT
BMKOHABCbKMII YMOBHMII LMK/, HE JOTPUMYHOYN
OPUTiHAJIBHOTO MOPALKY PO3MILlIEHHS IT'€C Ta I10-
flae IX 3a NPUHLMIIOM TEMIIOBOTO KOHTpacTy. fk
[ Axan i . Bpane, Bin 006upae [ movyatky Ta
3aBepIIeHHs CBOIO BMKOHABCHKOTO LKy IT€CH,
CX0Xki 3a 00pasHUM 3MicTOM: Tipu4HO-CBiTIi Do
it again i The man I love. lllogo cnenudiku Buko-
HAaBCbKOT'O BTiJIEHHA MIHIaTIOp, BAPTO BiJ3HAYNUTH,
IO iHTEepIIpeTaTop 3arajoM AOTPUMYE OpUTiHATY
(KOMIIO3MTOPCBHKOTO TEKCTY), IIPOTe iHKOMM Jelo
KOPUTIY€E MeJIOANYHY JIiHiI0, JO/jai0uM 10 Hel Meri3-
MaTIKY, HeBEIMKI HUSXiJHI Ta BUCXiJHI Iacaxi 4n
apIeKyBaHHA OKpemux akopaiB. Takuii croci6
BMKOHABCBKOI TOfjadi 0OMPAEThCs MiaHICTOM I
6inpmocti Tpanckpumiit. OgHaK mij yac iHTeprpe-
Tallil OKpeMIX MiHIaTIOP, IiaHICT BCe TaKy BHOCUTD
KOPEKTMBY 1 JI0 IX METPOPUTMI4HOI OpraHisaril.
OpHnM i3 npMKIafiB TAKOro TBOPYOTO NEPEOCMMUC-
JIEHHA OPUTiHATIbHOTO HOTHOTO TEKCTY € iHTepIpe-
Tauiitna Bepcis Somebody loves me, fie, okpim mpu-
KpalllaHHA Ta IIeBHOI BUJO3MiHY MeTOANYHOI JiHiI,
miaHiCT pOOMTDH 3HAYHI TEMIOBI BiIXM/IEHHS B Me-
KaX TBOPY, 110 CTBOPIOE BPAXKEHHA quUAsi-IMIIPOBi-
3ali/HOCTI My3M'YHOTO BYIC/IOB/IIOBAHHA Ta IIEBHUM
YIIHOM Hab/MyDKae 110ro f10 PKa30Boi MaHepy BUKO-
HaHHA. [logibHe yMOBHO iMIpoBi3aljiiiHe TpakTy-
BaHH:A METPOPUTMIYHOI OCHOBH CIIOCTEpIraeTbes i
B iHTepnperanii Liza, S Wonderful.

BucnoBku. Y cyyacHoMy akajieMiYHOMY BUKO-
HaBCBKOMY AVCKypci chopMyBasocs 6araTo mixo-
AiB 1o iHTeprpeTanii GpopTeniaHHNX TPAHCKPUIILiit
Ibx. Tepmbina. [Ipamoroun i3 KOMIOSUTOPCHKUM
TeKCTOM, KOXKeH MiaHicT poskpusae B Songbook
pisHOMaHiTHI 00pa3HO-3MiCTOBHI TpaHi, JOBOM-
9y TUM CaMMM HeBUYepIHe 6araTcTBO iHTepIIpe-
TALIHOrO IOTEHI{ia/ly MY3MKM aMePUKAHCbKOIO
Kommosuropa. IIpore B 1jboMy pisHOMaHITTi BH-
KOHABChKIX IIIXO/iB BCE XX IMIPOCTEXYIOThCA JesAKI
CTaJIi aclleKTy iHTepIIpeTalil, 3aBAAKM AKUM MOX-
Ha BUOKPEMUTH IE€BHI TE€HJEHIII, IO CKIAINCA B
CYYacHill BUKOHABCDKIil IPAKTUIIL.

OpHa i3 HUX TOJIATAaE y TBOpYOMY (iHKOMM Ha-
BiTb JOCUTb CYTTEBOMY) TIEPEOCMICIEHH]I OpHTiHa-
Ty, KO/IY BUKOHABEIIb HEHAYe CTa€ CIiBaBTOPOM Ta
BHOCUTD CBOI KOPEKTUBY [JO HOTHOTO TEKCTY, 3Mi-
HIOIYY METPOPUTMIYHY OCHOBY, METOSMYHY /IiHiI0,
mTpuxy Ta AnHaMiKy. 1i KopekTuBy MOXyTh OyTH



IIOB’5I3aHi 3 TParHeHHAM MY3MKAHTIB HaOMM3UTHU
BJIaCHi iHTepIpeTaliiiHi Bepcii o crenmdikm mxa-
30BOI BUKOHABCHKOI TpafiuIlil, y AKiVl IPeBa/IIOE iM-
IpoBi3alliliHe HayasIo.

Jlpyra TeH/ieHIliA € IPOTUIEXHOK Ta IIOATAE Y
IpParHeHHi TOYHOTO JOHECEHHS KOMIIO3UTOPCHKO-
ro 33/IyMy, 10 Iepenbadae TOYHe CTifyBaHHsA yCiM
peMapkaM Ta BKasiBKaM KOMIIO3UTOpa, 3adikcoBa-
HVM y HOTHOMY TeKCTi 6e3 BHECEHHA KOPEKTUB, KO-
Tpi 6 CyTTEBO 3MiHWMMM 0Opa3HMIT 3MIiCT OpUTiHaTTy.

Cnip Big3HaunTH, 1m0 6iNBIIICTh MY3UKAHTIB, He-
3a/IeKHO BiJi MaHepy BMKOHABCHKOTO OCMMUCIEHHSA
HOTHOTO TEKCTY TPaHCKPMUIILIil, He HOTPUMYIOTH
IOPAAKY I €C, IpeCTaBIeHoro y 36ipii Songbook,
a CTBOPIOIOTH BJIaCHI BMKOHABCbKi YMOBHI LMK/
Taxum ynHOM iHTepIpeTaTOpy HeHaye IOYMHAIOTH
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IIEPEOCMICTIIOIOTD  KOMIIO3UIITHO-ApaMaTypriyny
CTPYKTYpY 30ipKiL.

[lepcieKTvBM TOfANBIINX JOCTI/PKEHD IOJA-
TalTh y PO3LUIMPEHH] YAB/IEHD NP0 Crelndiky Bu-
KOHABCbKOTO BTieHHA Mysuku JDK. IepumBina. Y
IIbOMY KOHTEKCTi JIOL[I/IBHO POSITIAHYTU NUTaHHA
PO Te, YN TIPOAB/IAIOTHCA O3HAYEH]I B HABEJEHOMY
MOCIIi/PKEHH] TeH/IeHNil Y BUKOHABCHKMX iHTepIpe-
TallifxX iHIMX QopTemiaHHMX TBOPIB MuTus (Ha-
npukiag, ¢opremianHiit Bepcii Rhapsody in blue
Ta YNCIeHHNX QOpTemiaHHUX MiHiaTIOpax), Ta sKa
3 O3HAYEHNUX TEHJIEHIIil BUAB/IAETbCA IPEBAIIOI0-
YOI y CYyYaCHOMY BMKOHaBCbKOMY AmcKypci? Ha-
YKOBOI yBaru BapTye fieTa/IbHillle BUBYEHHA TBOP-
40l [iA/NIbHOCTI MiaHICTiB-IHTEpIIpETaTOPiB TBOPIB
Ibx. IepiBina.

i3 KOMIIO3TOPOM CBOEPIIHMII TBOPYMIA ia/lor Ta
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NPOBJIEMU IHCTUTYLIOHANI3ALIT BULLOT MPO®ECINHOI OCBITH
CNOPTUBHUX BANTbHNX TAHLLIB B YKPAIHI

K. I. lIkypeen
XapkiBCcbKa AepxasHa akafgemis KyabTypu, M. Xapkis, YkpaiHa
shkuryeyev-ki@hotmail.com

K. I. Illkypees. ITpo6memu incTuTYRiOHaMi3aNil BI-
mwoi npodeciiiHoi 0cBiTH CHOPTUBHUX OATBHMUX TaH-
IiB B YKpaiHi

3a3HavyeHo, L0 CNOPTMBHMII OanbHMII TaHelp He
BTPATUB aKTYa/JbHOCTI HaBiTh y HAJbiNMbIle MOCTPaX-
lAIMX BHACTTIOK 30poitHOI arpecii perionax Ykpaixu,
BKOTpE€ JIOBOJAYY IIPABO Ha PO3BUTOK Y BITYM3HAHOMY
KynbTypHOMY mpoctopi. IlifkpecneHo, 1o MacoBiCTb,
IPYHTOBAHICTb Ha (yHJaMEHTA/IBHUX ifesx it obpasax
OyTTS 3yMOBJIIOIOTH IOTEHIIIHY IMPOKY L{i7IbOBY ayau-
TOPIiI0 y4HIB, iHTEpEC [JO 3MaraHb, i 1ie fJali cupuaTiMe
BiJJHOBJICHHIO TYPHIpIB i 3pOCcTaHHIO TIOTpe6N y BUIIil
npodeciitHiit OCBiTi §i9iB [IbOro BIAY X0OpeorpadiuHo-
ro MUCTeLTBa. BusBieHo, mo npogecisa BunTeNB TaH-
1IiB € IepCIeKTUBHNM HanpsaMoM poboru 3BO. BopHo-
Yac BU3HAHO, 1110 HiiroToBKA (haxiBIiB LIbOTO HANIPAMY
noTpe6ye mopanpioi creniatisanii Ta iHCTUTYLiOHAT-
3anii. BucHoBaHO — kap’epa ¢axiBILiB 31 cHOpTMBHUX
0a/bHIX TAHI[B IIOIATATUME Y 3[i/ICHEHH] KTyOHO-TYp-
HipHOI [iANbHOCTI i1 OpraHisawil HaB4a/JIbHOTO IPOLECy
BiJIOBiTHUM YMHOM.

KnrouoBi cnoBa: cnopmusHi 6anvii manyi, 6anvnuii ma-
Heyb, 3MALAHHA, HABUAHHS OATILHUM 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.

K. Shkuryeyev
Kharkiv State Academy of Culture, Kharkiv, Ukraine
https://orcid.org/0000-0001-6574-7955

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 JOCTiKeHHA. 30poii-
Ha arpecist pociiicbkoi ¢epepanii mpotu Ykpainn
crpuymHMIa IMbOKy Kpusy B ycix chepax Haijio-
HaIbHOTO 6y TTs. CIIOPTMBHMIL Oa/IbHMIT TaHELD He
CTaB BVMHATKOM; O OOMeXeHb, 3yMOBJICHUX IIaH-
fieMi€el0 KOPOHABIpyCy, OJAMICA Ti, IO T10B S3aHi
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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(YHKITIOHYBaHHS TaHIIOBAJTbHYUX IIKiNM Y IX 3BUY-
HoMy ¢opMarti i TypHipHa AiIBHICTD (HAaKTUIHO
OpUNMHNINCh. Mirpania HaceleHHA NpU3BENa [0
po3majy ycTaleHuX KONMEKTUBIB, BUOYTTS Hallak-
TUBHILINX YY9aCHMKIB, MiKBifaLii 6araTbox Kny6iB,
BTpaTyH iX MaTepia/ibHOI 6asy — TpeHyBalIbHUX
3a/liB Ta IPUMIlleHb, IPUAATHUX I/ IPOBELEHHA
3MaraHb, 3MEHINEHHA IIIATDKHOI CIIPOMOXKHOCTI
y4acHMKiB. BriaB onmT Ha po3Baska/bHII KOHTEHT
Ha KIUTAIT TAHL[IOBA/JbHUX LIOY. Y TaKMX yMOBaX
TIepCIIeKTUBY PO3BUTKY TAHL[I0, AK CIIOPTY i 6i3Hecy
3arajioM, CIPOTHO3YBaTy CKIafHO. Xopeorpadid-
Ha OCBiTa Ma€ pearyBaTy Ha 3aIlUTU CbOTOJEHHH,
afKe OAIbHMIT TAHEIlb € HEBINIIbHOK CKIAOBOIO
YKPAIHCBKOI TaHIIOBA/IbHOI KyIbTypu. Tum Oinb-
11le, 1110 HOBi 0OCTAaBYMHY 3MYIIYIOT [0 TIOAA/IBIIO]
iHcTUTYIOHATI3ALI] CTIOPTUBHYX 0aNbHMX TAHIB,
JIETbCA TIPO BU3HAYEHHS 1 3aKPIllJIEHHA COLiaib-
HIUX HOPM, IIPaBIJI, CTAaTyCiB i poreit y wiit cdepi,
NpUBENEHH IX Y JI€3[JaTHY CUCTEMY, 3[JaTHY 0 Ca-
MOPO3BUTKY Ta CAMOBiTBOPEHHA.

AHami3 OCTaHHIX JOCTiKeHb i MyOmiKaiiii.
OcTaHHIM YacoM Ipo6meMyt MiAroToBKy (axisiiB
0a/JBHOTO TAHII0 B KOHTEKCTi iX COLIOKYIBTYp-
HOI pOJii MIMPOKO BUCBITIOBAINCH Y MyO/TiKaIifx
yKkpainchkux focniguukis (basena, 2019; IaBmok,
2008; ITaBmiok, 2012; ITaBmiok, 2020). 3oxpeMa, y
crarti JI. basemn (2019) BusHaYeHO i1 BUCBITIEHO
¢deHoMeH «I0Ka/mbHOI XOpeorpadiuHoi KymbTypH,
Aka (GopMyeTbca B KIybi COPTMBHOrO 6a/lbHO-
ro TaHL i BifpisHAe iforo Bif iHmMUX HOFi6HMX
yrBOpeHb» (Basema, 2019, c. 82). Inmwit HampsaM
IOCT/KeHb PO3IIsae 0OpasHMil 3MicT OanbHUX
TaHLiB. 30KpeMa, BMUCTIOBIEHO CIYLIHI CIOCTEpe-
KEHHs IIOJI0 «CIIOPTMBHOTO 0aJbHOTO TAHLIO SK
HaparuBy» (Keb6a, 2020). M. Keba, sokpema, niit-
LII0B BYCHOBKY, 110 «CIIOPTVMBHUIT 6a/IbHMIT TaHEeIb
€ KiHecTeTH4HO0 GOPMOI0 MUCTELTBA, Y AKI ifjel,
ysBa Ta CEHC BTIMIOITBCA Y pyXax: cepis obpaHux
pyxXiB cTBOpIOE Qpasu, a cepif Pppas — CTBOPIOE
TaHelb» (Keba, 2020, c. 139). «Takum unHOM, 6y/D-
AKMIT BUCTYI 3i CIOPTUBHOTO 0a/lbHOTO TAHII0 —
11e 3aBX/IV IIEBHE IIOBiJOM/IEHHS, a He JIMILIE HU3Ka
CIIOPTMBHYX BIpaB» (TaM camo, c. 139). V crarTi
C. Habarosa i O. ManbkoBcbkoi (Nabatov & Man-
kovska, 2021) BucBiT/IEHO POb KPUTUYHOTO MIIC-
JIeHHA Y CIOPTUBHMX OanbHUX TaHusaXx. Y Kurai
3alliKaBW/IMCh BIUIMBOM IIaHiBHOI PO 3MaraHb
Ha PO3BUTOK BUILIOI OCBiTH CIIOPTUBHUX OaTbHUX

tanniB (Longqi Yu & Ralph Buck, 2022) i cipo6y-
BaJIy 3HAWTY a/IbTEPHATUBHI LI/IAXY POSBUTKY LIbO-
TO BUJY MUCTEIITBA.

3rajiaHi JIOCTi)KeHHA O3HAUWIM PO3PUB B
OCMICTIeHH] 0albHOTO TAaHII0 fAK ABUIIA KYIBTY-
pu, ajyKe BOHM I'PYHTOBaHI IIePEBaXHO Ha Cydyac-
Hill ¢popmi 11oro mobyTyBaHH, a caMe Ha TYpHIp-
HO-TPEHYBA/IbHIi JiAMbHOCTI. SK BiTUM3HAHI, TakK
i 3aKOpIOHHI [JOCTITHUKM 3aHEIIOKOEHI 3BY)KEH-
HAM 0a/IbHOTO TAHI[I0 10 KOMEPLiifHOTO 3MaraHH:
i IIyKaTh LIIAXYM MOBEPHEHHA [0 Ti3HAaBa/IbHUX
MOXX/IMBOCTEN IIbOTO BUY MUCTEITBA, HepefyCciM
Y pe3yabTaTi BiAMOBIAHMX 3MiH y IIporpami mifro-
ToBKM (haxiBuiB. [IpUKMeTHO, 110 alTbTepHATUBOIO
3MaraHHAM HaIOJEIIMBO PO3ITANAIOTh CILIEHIYHi
BapiaHTu 6anpHOI Xopeorpadii. Takum umHOM, B
YKPaiHCbKOMY MMCTeLITBO3HABCTBI copMyBaBCs
TIIeBHNUIT JOPOOOK 3HaHb, ifieil i KOHINTIB 1Of0
6a/IbHOTO TaHINI0, KOTPWII MOTPeOYE BIPOBA/KeH-
HA B HaBYa/IbHUII IIPOLIEC MiITOTOBKM BiJTIOBIAHMX
CIIeliamcTiB.

Mera cTarTi — BM3HAYMTH i CHCTEMATU3yBaTy
0COOMMBOCTI CYYacCHOTO CIOPTMBHOTO 6abHOTO
TAHIII, AKi MAOTb OYTV OCHOBOX I PO3BUTKY
B0 TpoeciitHol 0cBiTH B 1ilt raysi i i mopas-
woi crenjamsanii. 14 0poro cmif peamisyBaTn
TaKe 3aBJJAHHA: BUSHAYUTH CIeLM(iKy CIOPTUBHO-
ro 6a/IbHOTO TaHIIO SIK BUAY Xopeorpadil, cropry,
COLIOKY/IBTYPHOTO (heHOMEHY.

MeTtopnomnorito  JOCTimKeHHA
CUCTEMHO-CHHEPreTMYHOMY mifxofi. CraTTA € aHa-
/i30M B/IaCHOTO 0araTopivHOro JOCBily aBTOpa —
CIOPTUBHOTO, TPEHEPCHKOTO, OPraHi3aTOpChKOTO
i BUK/IaJallbKOTO, YIIOPAZKOBAHOTO METO/IOM Y3a-
ra/IbHeHHA 1 CUCTEeMATHU3aLlil CIIOCTEPEXKEHD.

Buxmag ocHoBHOro Marepiany JOCTi)KeHHs.
Buura xopeorpacgivsa ocBiTa B ranysi CHOpTIBHOTO
6a/lbHOTO TAHI B YKpaiHi € IIOPIBHAHO HOBMM i
HeBE/MMKIM 32 00CATOM siBuIeM (OKpema Kadeapa
6ampHOI xopeorpadii Huui € mme B KHYKIM)
([TaBmroxk, 2020, c. 46), BoffHOYAC CaM CIIOPTUBHMIL
Oa/IbHMIT TaHeLb 32 OCTAHHI MIBCTOMITTS, 1 0COOMM-
BO 3a TPUALUATb POKIB HE3a/lIEXHOCTI, CTPIMKO Ha-
6yBaB mony/sipHOCTi. 30KpeMa, craHoM Ha 2021 p.
mume B Xapkosi fisno 6/msbko 1000 TpeHepis i
400 x1y6iB, sKi Opany yJacTb y 3MaraHHAX pisHUX
piBHIB 1 MacTabiB, CepeHs KiMbKiCTb yYaCHUKIB
BapitoBanach Big 300 go 1000. Axmo B ymoBax

OCHOBAaHO Ha



o6MexeHb MaHfeMil KOPOHABIPyCy BAAMOCS SIKO-
I0Cb Mipoto 30eperTu 3MarajabHO-TPeHYBaIbHII
TIpOLIeC, TO TOBHOMACIITa0He BTOPTHeHHs B Oara-
TbOX 0071aCTAX YKpaiHy, 30KpeMa B XapKiBCbKMIIL,
1ioro ¢akTidHo 3ymyHW. [IporiroM 6epesHs —
rpysHa 2022 p. BAanocsa NpoBeCTy e OfUH He-
Be/IMKMII OAiOHMIt 3axix y M. Banku Ha XapkiBuiu-
Hi 18 TpysHA CIinbHO 3 decTyBaneM KOHKYPCHMX
BUAiB Xopeorpadil, AKMit CIpUYMHUB HeaOVAKWIL
€HTY3iasM OpraHi3aTOpiB Ta YYaCHUKIiB, II0XKBaB-
JIEHHS TAHILIOBATIBHOI CITBHOTY 067acTi, mompu
OoKmocTy, 67eKay T Ta pakeTHi 06CTpimm pociit-
CbKMX OKYIIAHTIiB, BKOTP€ 3aCBiUMBIIN aKTyajlb-
HICTb 03HAYEHOT'0 HAIIPAMY HiATbHOCTI.

OO6CTaBMHM ~ CBHOTOJEHHSA 3MYCUIM  HAHOBO
OCMICTIUTH 11 CHCTeMaTu3yBaTi HabyTuii 3a Kilb-
Ka JIeCATUIITD TPEHEPChKII Ta OPraHi3aTOpChKMit
IIOCBiJ| 3 METOK BIIPOBAKEHHA I10T0 3,[[06YTKiB y
TIpOLieC MifrOTOBKYU QaxiBIiB 31 CIOPTUBHUX Oalb-
HuX TaHLiB. Ilepexycim cmif 3BepHyTM yBary Ha
KOHIIEIITYa/IbHY 0COO/MBICTD OA/IBHOIO TAHIIO K
¢dopmn TBOpUOro misHaHHA cBity. EHnumkionenia
«Britannica» Hamae Take BU3HauYeHHS: «banbHMI
TaHellb — BUJ, COLIia/IbHOTO TaHI, IO CIOYATKy
npakTukyBascs B €ppomi Ta Cnomydennx IllTa-
TaxX, BUKOHYETbCA IapaMi i CIiflye BCTAaHOBJIEHUM
KpOKaM. IcTOpu4HO OanbHUMIT TaHel[b Bifpi3HAB-
A BiJl HAPOJHOTO YM CiIbCHKOTO TAHII0 TUM, IO
aCOI[iI0BAaBCS 3 €MTHMMU COILia/IbHUMU KIacaMu
Ta TaHIIOBAJTbHUMI 3aXOfjaMM, Ha AKi 3ampOIIy-
Ba/mt. Opnak y XXI cr. 6a/bHMil TaHelb HOLIpe-
HUIT ¥ 6araTboX YacTMHAX CBITY i MPaKTUKYeETbCS
TPAKTIYHO yCiMa BepcTBaMy CycrinbcTBa. Voro
BYKOHYIOTb y Pi3HMX KOHTEKCTaX, 30KpeMa Ha 3a-
TIPOLIEHNX | MyONiYHMX TAHLIOBAIBHUX 3aXOfaX,
npo¢eciiiHUX TaHIIBAIbHNUX MOKa3ax Ta oQiliit-
Hux 3Mmaraagax» (“Ballroom dance”, 2023). To6To
1eil Buj XopeorpadiqHOro0 MUCTEITBA IO CBOIL
CyTi He pO3paxoBaHMIl Ha CIIPUIHATTA CTOPOHHIM
I/I/jaueM, BIUIMBAIOYM TIepeyCiM Ha CaMOT0O BUKO-
HaBIlA, JIOTO TIapTHEpPA, TPYIy BMKOHABIIIB, ITIAMlA-
4iB-0fHOAYMIIB. Ie TaHeb-caMOoLinb.

BuKOHaHHA CIIOPTVMBHOTO 6A/IBHOTO TAHIIIO Bifi-
OyBaerbcs mif ponorpamy. IIpomoHoBaHi komIo-
3u11ii BIOPAZKOBAHO 33 OCOOMMBUMY PUTMIYHUMU
NPUHLINAIIAMY, SKi BifIIIOBIfAI0Th IEBHUM KaHOHAM,
MalThb BU3HAYEHY KIiIbKICTb TaKTIB y MY3UYHIil
dpasi i Hameper 3amaumit Temn. Memopii ix — 1e
CBITOBI XiTM IIONY/IAPHOI Ta KIACUYHOI MYSVKMU,
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CayH/TPEKM 10 KIHO- Y MY/IBTUIUTIKAUiTHUX (ib-
MiB; BOHM 4acTO CYIPOBOJKYIOTbCA BOKAJIOM, Ta-
KMM YJHOM HaJalouy IeBHUIT BepbanbHuil 06pas
ab0 KUTTEBY CUTYaLil0 s BTiIeHHS, 1 1i obpa-
311 Ta CUTYalii IOTpe6yIoTh OKPEMOTO pO3ITIALY.
HapatyBu i 6anpHUX TaHIIB, i MY3UYHUX KOMIIO-
UL CTOCYIOTbCA T€M KOXaHHA, 3BUYANHUX CTO-
CYHKIB 4O/IOBiKa i KiHKM, IjacMBuX 4n Hi. Mpii i
posYapyBaHH4, CIONiBaHHA, OYiKyBaHHA, pajicTb
Ta CyM, ONM3BKICTb i Bifuy>KeHHS, 3ycTpiui 1 mpo-
I[AHHA — Yce e IOfJA€ThCA B 3eMHOMY, 3BUYHOMY,
HOBCAK/IEHHOMY BUMIpi, Ha BIMIiHY BiJj CIIeHIYHMX
BIZiB Xopeorpadii, OpieHTOBaHNX Ha BUHATKOBE,
rpaHnyHe, aHTacTUYHe. 3 TAHIIB €BPOIEICHKOI
IPOrpaMi JIMIIE TAaHTO ApaMaTH4He, iHILII YOTUPU
TaHII — BalbcK 1 POKCTPOTU — emiuHi 3a CBOIM
CBITOCHIPUITHATTAM, TaHIL|i 3/1aTOAM 1 TapMOHii CTO-
CYHKIB, Jle TapTHEP YBaXXHUII Ta BiJIIOBiZaNbHUIA,
a IapTHepKa Jioro omnopa i nocnifosHnnA. Cydac-
HUJI KOHKYPCHMIT OalbHUII TaHeIb YHOPALKOBYE
YABJIEHH TIPO JIIOLCbKI CTOCYHKM, HEUTPAIi3yI04n
HapaTyBM JIITEPATYpH, KiHO 1 Mac-Meflia, OpPi€HTO-
BaHIX Ha He3BMYaliHe, BMHATKOBE, JpaMaTi4He,
9acTo HEBPOTWMYHE. Pyxum mux TaHIiB mepe6ysa-
I0Th ¥ MeXaxX (YHKI[iOHa/IbHOI HOPMI JTIOfiCBKOTO
TiNa, 06pasy BTIMIOITH HOPMY JIOCHKUX B3a€MVIH.
OcCOoOMUBICTI0 CIOPTMBHOTO 0anbHOTO TAHLI €
Hellepen0ayyBaHiCTh MY3MYHOTO CYIPOBOAY. AHi
Ha TPeHYBaHHi, aHi Iijl 9ac TYpHIpy TaHIL[iBHUK He
3Hae, IiJ] AKY KOMIIO3MIIi0 JOBEJeThCA BUKOHYBATI
CBOIO IIPOrpaMy, TOMY IIifITalITOBYBATVICh, LIYKATI
BI/JIIOBIHY MeJOZII 1 MiCHI MaHepy HaIeper Bifl-
IpalboBaHOi KOMIIO3MIII JOBOAUTHCA Y IIPOIeCi
BMKOHaHHA. CaMe TYT NONATA€ OfjMH 3 TONOBHUX
BUK/IVKIB CIIOPTMBHOTO 0aJbHOTO TaHII0 — Y3I0-
JUTHU CBOI 00pa3 i pyxu i3 3aIpONOHOBAHOK MY3¥-
kow. Tyt i ofuH i3 cekpeTiB OMMCKYYMX BUCTYIIB
KUTaICbKUX TAHIIBHUKIB — IX >Kara i rOTOBHICTh
IPOXNUTY B TaHII My3UYHNIIT MaTepiat. Y mupuio-
MY PO3YMiHHI KOHKYPCHWII Ga/IbHMIT TaHEIb — Iie
C10Ci6 JOMYINTICD 0 MiCHKOI €BPOIENICHKOI Ky/Ib-
Typu. Tomy Bonu Tak nomynApHi Ha Cxopi i B 1e-
PEBAXHO CITbCHKMX PajiOHAX i HEBENMKUX MicCTax
Ykpainmu.

[Iporsarom XX ct. 3MiHnmach cdepa noOyTyBaH-
HA 0a/JbHOTO TAHINIO: y Pe3yIbTaTi IpUIHEHHA
IPOBEIeHHSA TAHII0BAIbHUX BEYOPiB POSBUTKY Ha-
Oy/a TypHipHO-3MarajbHa AisUIbHICTD, KA BMBeEA
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Ha HOBUII piBeHb mpodecito Buntens tauuis. Ilo-
CTYIOBO BifOyBaeTbcs iHCTUTYaM3alis HANpAMY,
JI0r0 BUOKpEMJIEHHs i3 3aranbHOI XopeorpadivHol
HiATOTOBKY JI/I BUXOBAHHA KOHKYPEHTOCIIPOMOX-
Hux ¢axisiis. [lo-mepure, 3axmasaM BUIIOL OCBITH
(3BO) Vkpainm, sixi MawTh Xopeorpadiuni Binpi-
JIEHHSI i TOTYIOTh CIeLia/icTiB 3 6ambHOI ClIOPTUB-
HOI Xopeorpadii, JOLITbHO caMyM HPOBOJUTH I
JOCIIPKYBaTy 3MaraHHs, 10 CIPUATAME HOIy/IA-
pusauii 3BO, 3anydenH:o abirypientis, popmyBaH-
HIO B/IACHOTO OCBiTHBOTO i TBOPYOT'O iMi/IKY.

[To-ppyre — GanbHMIT TaHELb € MacoBO (Hop-
MOI0 XopeorpadiyHOro MmCTenTBa, 1O HOTpedye
0co6/MMBOrO TiAXOAMY [0 KOMIETeHLii TpeHepis
y ranysi ¢isnuHoi Kynprypu. Sk Bup pyxoBoi ak-
TUBHOCTI BiH po3BUBa€ BCi OCHOBHI (i3nyHi sKo-
CTi JIIOVMHUM — CUIY, WBUJKICTb, BUTPUBAIICTD,
CIIPUTHICTb, THYYKICTb, KOOpAMHALID B MeXax
HOPMaJIbHOI JIIO[CHKOI AKTMBHOCTI, He BJMarae
0COO/MMBYX aHATOMIYHNX JIAHUX, BTITIOE IPUPOAHI
TAHIIOBA/IbHI PyX!, OCHOBYIOUMCb Ha Pi3HOMAHIT-
HMX XOfaX, Ha BiJMiHY, HallpMK/Iaf, Bif Kaacuy-
HOTO TAHIN0, L0 IPYHTYETbCA Ha BMBOPITHOCTI,
CTpMOKaX, CKIAHUX 00epTaHHAX. TaKuM YMHOM,
MaitbyTHi BuMTeNm 6aTbHOTrO TAHIO MOBYMHHI BO-
ORITH (YHKI[IOHA/IBHOK METOAMKOI TPeHYBaHb,
IPUHLMAIIOBO BiIMIHHON Bifj TPafiuLiifHOI XOpeo-
rpadivHoi 3 ii KTACMYHMM TpeHaxeM 01l cTaHKa i
IACUBHYMI PO3TAKKAMI.

[To-Tpere, o Mae GyTy HasBHE Y IpOrpami Iij-
roToBku ¢axiBuiB 6aabHOI Xopeorpadii, — cuc-
TEMaTU30BaHe VABIEHHA IIPO KIyOHO-TYpHIpHY
NiANBHICTD K B YKpaiHi, Tak i 3a KOPAOHOM, ajixKe
HIHI Ile OCHOBHA cpepa OOy TYBaHH CIIOPTUBHO-
ro 6apHOrO TaHI. banpHNi TaHeLb 3aBXM OYB
nepexyciM crocobom camornpesentanii. [Iparnen-
HA 3Maratych BJIaCTUBE CaMill IPUPOJ TFOAUHIA, 1ie
HabaraTo IlikaBille, HDK IMBUTUCH BUCTYII Ha CLieH]
(Longgi Yu & Ralph Buck, 2022, p. 4-5). Cy4acna
TYPHIpHa NPaKTVKa Hajla€ AKHANMIMPIIMX MOX-
JIUBOCTEN I y4acTi BCIX KaTeropii y4HiB i Tpe-
HepiB. B ocTaHHE ecATUIITTA, 30KpeMa, 3HAYHOTO
PO3BUTKY Haby/II 3MaraHHA COJICTIB, 110 YaCTKOBO
BUPIIINIIO TIPO6/IEMy HOLIYKY TapTHepa [IA HaB-
YaHHA i TypHIpHMX BUCTYIiB. PosBuBaeTbca fu-
TA4Ye TAHIIOBAHHA, YIOCKOHAMIOIOTbCA BUMOTY [0
TEXHIKM, 3MICTY, KpUTEPiiB OL{iHIOBaHHA i1 Haro-
POIPKeHH#, KOHKYPCHOTO BOpaHH: 3 METOI0 BifIo-
BifHOCTi BiKOBUM IcuxonoridHuM i isiomoriynym

0COOMMBOCTAM Ta €TIYHIM HOpMaM. 3IMaraHH J0-
JAl0Th PANBY i PiSHOMAHITHOCTI B TPeHYBaIbHUII
TIpOLIeC, ZO3BOAOTH 3100y NepIli JOCATHEHHS,
OTPMMATH IepILi HarOPOLL.

3aHENOKOEHH: MICTEITBO3HABLIB 30CepefKe-
HICTIO TaHIJIOBAa/IbHOI CIJIBHOTY Ha TYpHipax Ie-
pebinblieHe, ajke €VHNX OCTATOYHUX KPUTEpIiB
OLI{HIOBAaHHS He iCHYE, OL[iHKM CYAAiB Cy0 €KTUBHI,
rapaHTOBAHOI CTparTerii mepemoru Hemae. TexHiu-
HicTb Xopeorpadii Ha cydacHomy etari ii po3BUTKY
BJIACTMBA BCIM BIUJaM, 3MICT TaK caMO Bifli/iIlIOB Ha
IpyTuil IIaH HaBiThb y Knacu4HoMy Oanerti, ie He
3aBXX/[Y BMIIOTb aHa/Ii3yBaTy IPUHLMIIN XOpeorpa-
(ivHNX KOMIIO3UIIiL, 110 BUKOHYIOTBCA, Bifaodn
nepeBary JeMOHCTpaLil CIOPTMBHUX [JOCATHEHD.
Imei i ceHcn GaneTiB TIyMayaTbCs CTEPEOTUIIHO,
0COOMCTi TPaKTyBaHHA He BiTalOThcA 200 Ha HUX
He 3BepTAIOTh yBary, ToJIoBHe — I0Kasatn Gopmy,
JIiHii 1 TeXHIKY, CTaB/IAYY IIifj CYMHIB CaMy JIOLii/b-
HicTb icHyBaHHsA 6aneTHOrO Tearpy. Tomy mepcrex-
THBHiIlle POSITIAHYTY TAHIIOBA/JbHE 3MaraHHA AK
COLIIOKY/IbTYPHE ABUILE, BUABUTY JIOTO BIUIMB Ha
PO3BUTOK OabHOTO TaHIO i roryBaTy QaxiBuiB 3
OI/LAMY Ha IOJA/IbINY KTyOHO-TYPHIPHY AiANbHICTD.

OrnHi€o 3 BOXINBUX (byHKuii[ TaHIFOBA/IbHUX
TYpHIpiB € 30epeXXeHHS i BIOCKOHA/IeHHA CTaH-
JapTy OalbHMX TaHIB, abu Ljeil BUJ, MUCTELTBA
He BTpavaB creluiky MacoBOro TAHIIO i TBOPYO]
KOHIIENIil TPagMLiIHOIO CBATKOBOTO KaHOHY Ta
3ara/IbHOMIOZICHKIUX YABJIEHD IIPO HOPMIU JIFOJICHKIX
B3acMuH. He Bapro mpOTUCTaBIATH TypHipam
CIIeHIYHi 4y TeaTpasi3oBaHi IOCTAaHOBKM Ha 0asi
6anpHOl Xopeorpadii, ajyke BOHM CIPOCTOBYIOTH
IpupoRy 6aMBHOrO TaHII fAK HecueHiyHoro. Ha-
TOMICTb C/iJ} 30CepefUTICh Ha IiJBUIIEHH] PiBHA
MiITOTOBKY JI0 TYpHIpiB i po3poO1ii amekBaTHMX
3ara/ibHOBYSHAHUX KpUTEPiIB OLIHIOBAaHHA, AKI
BpaxoByBa/m1 6 AKicTb Bapiallil, 3aIpONOHOBAHOI
TPEHEPOM [/I1 BMKOHAHHA YYHAMM, IX PUTMIi4-
HiCTb, MY3MKA/IbHICTh BUKOHAHHA, aTPAKTUBHICTh
CTBOpeHMX 00pasiB, BifMOBIHICTH XapakTepam
TaHuiB. [locBix TiX, XTO 3000yBae xopeorpadiuHy
OCBITY, 31€01/IbIIOT0 0OMEXYETbCA KiTbKOMa KITy-
6amu i TpeHepaMmu Ta € MPOBIFHUM y pOpMYBaHHI
npogeciiiHOro CBIiTOIIAAY, BOZHOYAC PO3MAIT-
T TPEHEPCHKUX il OPraHi3aTOPChKMX CTpaTeriit
NPaKTUYHO He3UNC/IeHHe, 3BaXKalouy Ha crerydi-
Ky 0a/IbHOTO TaHIIIO, 1 HAJIATH IIPO HUX YABJIEHHA €



nepcreKkTUBHNUM 3aBfaHHAM 3BO 3 meTo0 mifBu-
I[eHHA KOHKYPEHTOCIPOMOXXHOCTI BUITYCKHUKIB, a
BifITaK i MpecTIHKy caMoro 3aknaay. 30Kpema, Tpe-
Hepl-xopeorpadu y cBoiit po6oTi MOXyTb OpieH-
TYBaTVChb Ha MACOBICTb UM KaMepHICTb, 0OupaTu
pi3Hi BIKOBi KaTeropii yuHiB 4y 30CepeKyBaTuCh
TOJIOBHO Ha MifITOTOBII MaitOyTHIX 4eMIioHiB ab0
OCHOBHY yBary NpUIIIATH OpraHisaliii 3Marasb.
B ymoBax BiitH) HOBOAMTHCA LIYKAaTH HOBi opmu
3aHATb, PO3IIMPIOBATY MIOTEHLIIHY ayfUTOPIIO y4-
HiB, CTBOPIOBATI KOPOTKOCTPOKOBI IIPOEKTU PO3-
Ba)XKa/IbHO-PEKPEALiITHOTO 3MICTY, AKi I[i/IKOM Bi-
porizHo 36epiraTMMyTh aKTyaIbHICTh HaJaJIi.

JloTIOBHEHHAM JI0 3MaTaabHOI AiTbHOCTI MOXKHA
BB)KATV CIpoOu TeaTparisalii 6a/lbHOrO TaHIO
(Longqi Yu & Ralph Buck, 2022, p. 13), po3pobku
JIOTO CLieHIYHMX BapiaHTiB IIepeyciM I/ pisHOMa-
HITHMX KOHIIEPTIB i KOHKYPCIB Ta/laHTiB HaBYalb-
HUX 3aK/IafiiB, 0 IX BifjBiyIOTb Y4aCHUKY KIyOiB.
Taxi 3axomm NOMITHO CHPMAOTH MOMyIApU3aLii
1IbOTO BUAY Xopeorpadii, 30kpeMa cepes; BUXOBaH-
IiB JUTAYMX 3aK/MafiB i Y4HIB MONOALINX K/IaciB
ILIKiJI, HaJlak09) HA0YHe YABIEHHA [IPO CIIOPTUBHMII
0a/bHMIT TaHEIIb, 10T0 BUMOTH, XapPaKTEPUCTUKM i
MOXTMBOCTI [/I1 PO3BUTKY AUTUHY. TaKOX NeBHMIA
HOINT MATh IIOCTAHOBKY BECI/TbHIX TAHIIIB, IIPO-
rpaM I/ BUITYCKHMX 3aXOfiB, iHOZII — KopIopa-
tuBiB. [lomynapHi 3axomu icTopmdHOro 6aabHOTO
THIIIO, AKNI Y cucTeMi XopeorpadidHoi KymIbTypu
€ Haltb/MmDKINM «pofmdeM» crioptuBHoro. e vert-
BEPTHUIT KOMIIOHEHT MOBHOLIHHOI MiAroToBKM (a-
XiBIIs1 00paHOTO HANPAMY — IIPUHIININ CLieHi3arii
6a/IbHOTO TAHIIO.

[T’sita BaXk/mBa CK/IafjoBa OCBIiTH B ranmysi 6ajb-
Hoi Xopeorpadii — cucTemaTiyHi 3HAHHSA 3 KY/Ib-
Typonorii, icTopii i ¢inocodii 6ampHOrO TaHIIO,
3aCBOEHHS J10TO KOHIIEITY, OHTONOTII, criermdikn
HapaTyBY, IpuitoMiB GpopMyBaHH: CeHCiB i 00pasis.
Ile 0co6MMBO BaXK/IMBO, OCKI/IBKM JOCAITY TE€XHIY-
HOI BIIPaBHOCTI B CIIOPTUBHYX OQ/IbHUX TAHIIAX 32
OaXaHHS MOXXKHa Oyb-KOMY, OIHaK IOCTiOBHICTD
IPaBUIbHO BUKOHAHNUX BIIPAB HE € TaHIIEM, i Iie He
CIIpUAE PO3BUTKY TAHIIBHMKA i TpeHepa, pU3BO-
JITD JI0 WIBUJKOTO 3racaHHsA iHTEPECY /10 3aHATh.
3aBXM B TaHIII TIOAM HabyBamy SOCBiAY XUTTA i
Aiil, IPOXXMBA/IU 3HAYYILi XKUTTEB] CUTYallii, BYK-
JIUCD PO3PISHATH 11 BMPaXKaT! eMOIlii, 110 IX CyIpo-
BOJDKYIOTb; JIeCATb TAHIB Cy4acHOI KOHKYPCHOI
IpOrpamMiy — Iie JeCATh Pi3HUX MaHep X0, PisHMX
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NPVHUUINB OCATHEHHA IIPOCTOPY, Pi3HMX IIifIXO-
IiB 10 IPOXXMBAHHA JIIOLCBKUX CTOCYHKIB, I€CATH
pisHMX croco6iB camompeseHTanil, pisHi HacTpoi,
pisHi TeMmy, BigMiHHI clioco6u peaxiyii Ha My31UYHi
iMIyben. Y MMCTENbKiil ImapafiurMi conpeanismy
iHAMBiyanbHe MPOTUCTAB/IANOCH KONEKTUBHOMY i
0y/10 TPaKTOBAHO sK HerarysHe. Tomy 6a/bHi TaHI
3 iX KOCMOIIO/IITM3MOM Ta iHAMBI/[ya/li3MOM CIIPMIt-
MAJINCh K BUAB «3aTHMBAI0Y0i Oypkyasii», AK TO
BJICTIOB/IIOBA/IMCh, KIAaCOBO BOPOXE MICTELTBO.
[Ipobnematuxa ix — ocobucre, 0COOMCTI CTOCYH-
K11, pediekcii HaBKOIO TIOICBKIX B3a€EMIH, €THKA
J1 eCTeTUKA BUIIMX KiJl MICbKOTO CepefjoBIIIIA.

BucHoBxku. OTsxe, CIOpPTUBHIII OaTbHMI TaHEIb
He BTPATVB aKTya/IbHOCTI HaBiTh y HalibibIe 110-
CTPKJA/IX YHACTIOK 30poitHOI arpecii perioHax
YKpainu, BKOTpe [JOBOAAYM IIPABO Ha PO3BUTOK Y
BITYM3HAHOMY KyIbTYpHOMY IIpocTopi. Maco-
BIiCTb, IPYHTOBAHICTb Ha (PYHIAMEHTAIBHUX ifesax
i obpasax 6yTTA 3yMOBIIOTD NOTEHIIHY MIMPO-
Ky LiJIbOBY ayJUTOPil0 YYHIB, iHTEpEC O 3MaraHb
CIIpUATUME BiJHOB/IEHHIO TYPHIpIB i 3pOCTaHHIO
norpebu y Bumiit npodeciiiuii ocsiri. IIpodecia
BUMTEIIB TaHIIIB € MEPCIEKTUBHIM HAIPAMOM pO-
6otu 3BO. BogHouac migroroBka ¢axiBIiB Iboro
HanpsAMYy TOTpebye Iopambiuoi crenianisamii Ta
iHcTHTYiOHaMi3aMil. OCBITHbO-MUCTELbKII CITi/Tb-
HOTi YKpaiHM HaJeXWUTb NPUIHATK fAK (akT, 110
Kap'epa GaxiBILiB 3i CIOPTMBHUX OaTbHUX TAHI[B
NOJIATaTVMe B 3[iJICHeHHI KIyOHO-TypHIpHOI Ai-
ANBHOCTI 1 BINOBIJHMM YMHOM OpraHisaiii Ha-
BYa/IbHOTO IIPOILIECY.

[lepcriexTnBM TOFANBIINX JOCTIPKEHD MOJIATA-
I0Thb Y BYBYEHHI TaHIIOBA/IbHOTO 3MaraHHA fAK CO-
[IOKYIbTYPHOTO ABUIIA, BUABIEHHI JI0TO BIIMBY
Ha PO3BUTOK 0aJIbHOTO TAHINIO i HAIIOHA/IBHY XO-
peorpadiuny KymbTypy. YceCTOPOHHBOTO BMUCBIT-
JNIeHHS NOTPeOy0Th AisNbHICTD KIy0iB CrOpTUB-
HOTO 0aIbHOTO TAaHIII0, OPraHi3allilHi i TpeHepchki
crparerii. 3Ha4HMIT iHTepeC CTAaHOBUTD CYANIBCTBO
B OQ/IbHIX TAHIIAX, 30KpeMa IPUHININ i KpuTepil
OIIiHIOBaHHSA, IX 3a/IeXKHICTh Bil BIKOBOI KaTero-
pil yyacHukiB. OKpeMOro posrisfy moTpedyTh
npyHIMIY (GOPMYyBAaHHA KOHKYPCHUX Bapialil,
posryAn npuiioMiB GopMyBaHH: ceHCIB i 00pasiB y
CIIOPTUBHYX OaTbHYUX TAHIISX, MOX/IMBOCTI IX PO3-
BUTKY.
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M. M. [lanumox, A. B. [lanunox. TBopui HacTaHO-
Bl HapOJHO-iHCTPYMEHTANbHUX aHCaMONiB y KylIb-
TYPHOMY IpocTopi XapKkoBa gpyroi nonosnan XX —
novatky XXI ct.

BucsiTneHo KOHLeNTyasnbHi, >KaHPOBO-CTU/IbOBI,
penepTyapHi HAacTaHOBM HAPOJHO-IHCTPYMEHTaIbHUX
ancam671iB Xapkosa apyroi monosyay XX-XXI cT1. Bu-
ABJIEHO TIpUTAaMaHHi IM O3HAaKM: BapiabenbHicTh PopM
i cKimagiB, BipTYO3HICTb, HOBallillHe PO3MIMPEHHA Op-
TraHOJIOTYHMX, TeMOPOBIX, (PAKTYPHUX, TEXHIKO-BIKO-
HABCbKUX TTapaMeTpiB; iHTeHCHBHA ampoballis CBiTOBO
Ta Hal[iOHAJIIbHOI K/IACUKM, OPMUIiHANIbHUX TBOPIB CYy-
YaCHMX YKPaiHCbKMX MUTILiB; 3HA4yIiCTb aBTEHTNY-
HIX HACTAHOB i (OIBKIOPHOI JOMIHAHTK penepTyapy,
akajemisalil Ta YTBepI)KEHHs HOBUX 3BYKOOOpasiB
HAPOJHMX IHCTPYMEHTIB, TeMOPOBMX eKCIePMMEHTIB
Ta TeaTpanisalii BUKOHaBCTBa, ecTeTnku world music i
KPOCCOBEpY; CMHTE3 BUKOHABCHKOI, KOMIIO3UTOPCHKOI,
HAYKOBO-JOC/IIJHNIIBKOI, IEaroriYHO-MeTOLUYHOI [i-
ANMbHOCTI JIOTO IPEICTaBHMUKIB.

KimrouoBi crmoBa: HapooHo-iHcmpymenmanvte au-
cambiese MUCHeM80, NONiMmemoposi ma moHomemopo-

81 HAPOOHO-THCMPYMEHMATbHI AHCAMOTIE, HAHP, CMUTD.

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

M. Danyliuk

H. S. Skovoroda Kharkiv National Pedagogical University, Kharkiv,
Ukraine

https://orcid.org/0000-0002-6322-7080

Ya. Danyliuk

Kharkiv State Academy of Culture, Kharkiv, Ukraine
https://orcid.org/0000-0001-6173-1040

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’,
“IsymBanDo”, “3+2”, “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 diffusion
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. HanionanbHe Hapop-
HO-IHCTpyMeHTa/IbHe aHCaMO/eBe MIUCTEITBO, AKe
XapaKTepyU3y€eTbCs MEHTa/IbHOI0 JleTepMiHOBaHi-
CTI0, 6€3MeXXHICTIO TeMaTNYHO-00pasHNX Ta BUpa-
)KQJIbHUX TapaMeTpiB, TeMOPOBOI YHiKalbHICTIO
TOLLIO, TIOCTAE HA 3/1aMi eII0X AK BifOMTTA iIMaHEeHT-
HOI MY/IBTUKY/IBTYPHOI CYyTHOCTI METAMOJEPHY Ta
AK OfVH i3 (peHOMEHIiB MY3UYHOTO MMCTEL|TBA —
TpeljefieHTiB KOHIeHTpalii TeHIeHIiit r1o6aisarii
i rnokamisamii (Ymanerrp, 2020, c. 186-188), cun-
Te3y (ONBKIOPHOTO, aKaJleMiYHOTO Ta eCTPAJHOTO
IJIACTIB MY3VYHOTO MUCTELTBA, YXAHPIB 1 CTUIIB.
AKTUBHICTb TBOpYOI AiANbHOCTI CYYaCHUX HApOJ-
HO-IHCTPyMEHTA/IbHNMX aHCAaMOIB, CIPAMOBAHOL
K Ha 30epeXKeHHs TPaAULiiiHIX 3ByKooOpasiB Ha-
POJHUX IHCTPYMEHTIB, TaK i Ha YTBEP/KEHHS aKa-
IEMIYHOTO CTaTyCy HapOJHO-IHCTPYMEHTAa/IbHOIO
MICTENTBA, PpeNpe3eHTalil0 iI0ro HOBALITHOTO
’KaHPOBO-CTU/IBOBOTO, TeMOPOBOTO, TeXHIYHO-BII-
PaXanbHOIO MOTEHIiaNy, € MaPKEPOM CY4aCHOTO
HaI[iOHa/IbBHOTO XY/I0)KHBOTO IPOCTOPY Ta yBUpPa3-
HIOIOYMM YMHHIKOM KY/IbTYPU DPEriOHa/JbHUX JIO-
KyCiB. Y KyIbTYPHOMY IPOCTOpi XapKoBa Tpajiy-
1li1 HAPOJHO-IHCTPYMEHTA/IBHOTO aHCaMOJIeBOTO
MHUCTEINTBA i3 movyaTkoM XX CT., iHillililoBaHa [Iis/Ib-
HicTio I. XoTKeBMYa Ta JileTepMiHOBaHa y CBOEMY

pO3ropTaHHi po3BUTKOM (haxoBOi MY3MYHOI OCBITI
Ta (OPMYBAHHAM IEPIIOTO OPKECTPY HAPOJHUX
IHCTPYMEHTIB, € OfHMM i3 MOBHOIPABHUX, CAMO-
JIOCTATHIX, KOMIIOHEHTIB KyIbTYpM JIOKYCY, KOH-
LIeNTya/IbHe, )KaHPOBO-CTIIbOBE, TEMOPOBE Pi3HO-
6apB’s Ta epMaHeHTHA 3HAYYIICTD AKOTO Ha PiBHI
XYJOXXHbOI NPAKTUKM CIOHYKAE 1O OKPECIEHHA
0COO/MBOCTEl CYIaCHOTO CTaHY i QYHKI[IOHYBaHHSL.

AHanmi3 OCTaHHIX JOCTimKeHb i myOmikamiit
JI03BO/IAAE€ BMOKPEMUTY B CY4aCHOMY MY3MKOJIOTi4-
HOMY JMCKYPCI 3 INTaHb HAPOJHO-IHCTPYMEHTA/Ib-
HOTO QaHCaMOJIeBOTO MICTENTBA JeKilbKa CIps-
MyBaHb. Pe30HyHuyu 3 IiHTEHCMBHUM IIPOLIECOM
YTBEPIPKEHHS J10r0 aKaJeMiuHOIo CTaTycy, OfiHe i3
HUX TIPEACTAaBICHO JOCTIKEHHAMM 3 (PeHOMEHO-
JIOTII 1 OHTOJIOTII HAl[iOHA/IbHOTO, 30KpeMa Cydac-
HOTO, HAPOJJHO-IHCTPYMEHTA/IBHOTO aHCaMO/IeBOro
mucrenTBa. lle [eMOHCTPYIOTh Ipali TaKuX Hay-
KOBLIiB, K B. bonpmapuyk, A. ymunii, M. JJaBupos,
B. Jliryc, 1. Mapusin, JI. [Taciunsak (2007), T. Cig-
nenpka, A. YepHoiBanenko, JI. lllemer Ta iH.

Y mocmipgHMLBKMX IIapaMeTpax iHINOIO CIpA-
MYBaHHA NNMTaHHA crenu¢iky QyHKI[iOHyBaHHS,
YKaHPOBO-CTI/IbOBUX IIPIOPUTETIB, TEXHIYHO-BU-
KOHABCbKIX TOIO MapKepiB HAPOJHO-IHCTPYMeEH-
Ta/IbHOTO aHCAMOJIEBOTO MUCTELITBA B Pi3HOMAHIT-
Ti Jioro «TeMOpOBMX BEKTOpiB» Ta PeriOHaNTbHIX
BuMipiB mopymyroTh H. bammakosa, B. Kikac ta
B. ®enoros, B. bpyxanb, A. Tenkin i M. [lers (2020),
L. Epries, I. Kombw, P. Kynpic, 10. Kypay, IO. JIomkos
(2000), JT. Maupswok, H. Mensuuk, C. Hedenos
(2018), 10. HikomaeBcbka, M. ITmomenko (2021),
O. Casunpka (2020), JI. Cuenxona (2014a; 2014b),
A. Crpineup (2021), M. Tpsinos (2020), B. Illadera,
B. lllepemer, O. I0puenxko (2017) Ta iH.

AKTya/bHICTb CTaTTi 3yMOBJ/IEHA TUM, 1110 IOIIPU
MaCIITaOHICTh i PisHOBEKTOPHICTD ZOCTITHMIIBKIX
CIIPAAMYBaHb, 3HAYYLIICTb y3arajbHIOYMX Ta Jie-
TaJIi3yI0YMX PO3BIJOK, THXKIHHA [0 OCMUCIEHHA
Pi3HOMAHITTA HAPOJHO-IHCTPYMEHTANbHOTO aH-
caM671eBOT0O MIICTELTBA, MY3MKOMOTIYHMIT AUCKYPC
LIOf{0 IIMPOKOTO KO/IA IIUTAHD, i3 HUM IIOB 3aHIX,
€ MOTEHLIHO «BigKpuTyM». He Bupimennmu pa-
Hillle YaCTMHAMI 3arajbHOI Ipo6IeMH, AKi 3yMOB-
TIOIOTbCA IHTEHCHBHICTIO XY[OXXHbOI IPAKTUKI,
pi3HOMaHITTAM Jforo TeMOPOBNUX BeKTOpIiB Ta IO-
TEHII/IHOI0 PM3OMHICTIO JOCTIIHULBKIUX MOJYCIB,
€ BUYEpITHE OCSTHEHHs JeTePMiHAHT MOOITBHOCTI



JIsTIBHOCTI HAapOJHO-iHCTPYMEHTAIbHUX aHCaMb-
JiB, IpPOSABIB IEPMAHEHTHOI OHOBIIOBAHOCTI iX
YKaHPOBIIX, CTI/IbOBIIX, TEMOPOBIIX, BUPAKaTbHIX
mapaMeTpiB, ocobmBocTell ampobanii HoBariit,
a TaKOXX Kap/VHAJIbHOIO EKCIePMMEHTAIi3My Ta
TIIEBHOI JIeCTPYKIiI IepILieNnTyanbHUX YABIEHD 1070
iMmaHeHTHOI crenmdiky HapOJHO-IHCTPYMEHTAIb-
HOTO MucTenTBa Tomo. [IpobnemMHy mromyHy cy-
9aCHOTO MY3MKOJIOTI4HOTO JAMCKYPCY CTaHOBIIATDH
i MMTaHHA, NOB’A3aHi 3 HIOAHCAMM peNpe3eHTallil
No/MiTeMOPOBUX i MOHOTEMOPOBMX HApOJHO-iH-
CTPYyMEHTA/IbHUX aHCAMOMIB Y KOHTEKCTI Jisib-
HOCTi npodeciliHNX i aMaTOPChKMX, aBTeHTUIHNIX
Ta BTOPUHHNUX KOJIEKTUBIB, 30KpeMa 0CcOOMMBOCTI
TBOPYMX HACTAHOB KOJIEKTUBIB 3aK/MafiiB ($HaxoBoi
MUCTebKoi ocBiTH. PO30DKHICTD MK KOHTHHY-
A/IbHICTIO JIOKYCHUX TpPaiMI{i/i HapOJHO-IHCTpY-
MEHTa/IbHOTO MUCTENTBA, CYTOIOCHICTIO JI0TO CY-
YaCHOTO OYTTA TeH/IEHIIAM iCTOPUKO-KY/IBTYPHOTO
IpOIleCy B HAL[iOHAIbHOMY Ta CBITOBOMY BUMipax
Ta IVMCKPETHICTIO BYUCBIT/IIEHHS O3HAYEHUX MUTAHb
Y MY3UKOJIOTTYHOMY IUCKYPCi aKTya/Ii3yloTh JOC/i-
JPKEHHS TBOPYOTo OYTTA HApOJHO-IHCTPYMEHTAIb-
HIIX aHCaMOJIiB Ky/IBTYPHOTO 0KYCy XapKoBa.

Merta cTarTi — BUABUTY 0COOIMBOCTI TBOPYOC-
Ti HAPOJHO-IHCTPYMEHTAIbHIX aHCAMO/IiB y ApyTiit
nonoByHi XX — movarky XXI cT. B KylIbTypHOMY
oKyci XapKoBa.

Buknmajg ocHOBHOro Marepiany AOCTiKeHHA.
Tpapuuii HapogHO-IHCTPYMEHTATbLHOTO aHCaMOJTe-
Boro mucrenrsa (gam — HIAM) y kynprypHOMY
npocTopi XapKoBa, 3aknajeHi Ha Mexi XIX-XX cr.,
BUABIINCA Y pOpMYBaHHI (ONBKIOPHOTO Ta aKa-
IeMiYHOTO MOpYCiB Joro OyTTS, a TaKOX MOHO-
TeMbpoBoi Mopudikaii (6amanaeyni ancamomni, 6a-
JIaJTa€YHIIT OPKeECT, Karlena 6aHxypuctis B. Emiis)
Ta MOJiTeMOPOBOI (KaMepHMiT JOMpOBO-bananaey-
Huit ancam671b iMeHi B. AHpipeeBa, opkecTp Hapof-
HuX iHcTpy™menTiB B. Komapenka), Akilt mporarom
nepuioi monoBuHN XX CT. CYAUI0CA CTaTU «TONIOB-
HVIM OCEPEeKOM IIPOIaraHfiy Ta IOIy/IApyu3aliii Ha-
POIHO-OPKECTPOBOTO BUKOHABCTBA, METONVYHUM
Ta €KCIIEPYMEHTAIbHYM LIEHTPOM Y raysi yI0CKO-
HaJIeHH:A HapOJIHOTO iHCTPyMEHTapil, CKIafy op-
KeCTPy HapOJHUX IHCTPYMEHTIB, CTBOPEHHA BUCO-
KOXYJ0XXHBOTO penepryapy» (Jlomkos, 2000, c. 12).
3aranpHi g uux Mopudikaniit, 3 ogHOrO 6OKY,
TeH/IeHIlil 30epe)XeHHs AaBTEHTMYHUX HACTAHOB
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MY3UKYBaHHs, 3 IHIIOr0 — aKajieMisallii Ta posiin-
penHs TeMOpoBux 06piiB HIAM, anpo6ariii B itoro
Me)KaxX CBITOBOI Ta Hal[iOHA/IbHOI aKaJeMidyHOl K/Ia-
CUKM CTa/IY 3aCaJHN4YMMU HACTAHOBAMM TBOPYOCTI
YVICIEHHNX HAPOJHO-{HCTPYMEHTAIbHUX aHCaMO-
niB XapKoBa 3 ;pyroi nonosyHu XX CT.

Y KynbrypHOMY 710KyCi XapKOBa XapaKTePHOIO
osHakor HIAM craro i 110ro pisHOMaHITTA, y KO-
MY JOCTIIHUKN 32 PISHUMI KPUTEPIAMU BUOKPEM-
JIIOITh TeMOPOBO OIHOPIfHI Ta HEOZHOPIFHI TUIIN
3 IX BapiaHTaMM, aBTEHTUYHII, aMaTOPCbKMII Ta
npodeciitHo-akageMiyHMil BUAY, aKajieMiyHi Ha-
POHO-IHCTPYMEHTA/IbHUII Ta BOKAaIbHO-IHCTPY-
menTanbHnit pisHoBupu (Ilaciunsk, 2007, c. 10).
XapakTtepHi ocobmBocti HIAM XapkoBa B Mexax
cren$ikyt BUKOHAaBCbKMX HACTAHOB, 3TifHO 3 J0-
CIMIHMKAMM, TaKi: «BIPTYO3HICTb KOXXHOTO COJIC-
Ta-aHcaMOmicTa, TeMOpOBa KOMOPUCTUYHICTD, IO
BiIKpMBAa€ HOBi (POHIYHO-COHOPUCTMYHI MOXKIV-
BOCTi HapOJHMX IHCTPYMEHTIB, PO3IOiN QyHKIIiII
TEMATV3My MDK IHCTPYMEHTaJbHMMU IapTiAMIU,
110 He AyOmo0Thcs; GaKTypHA IIIbHICTD i BORHO-
4ac MPO30pPiCTh; CBiflOMa 3a[iAHICTDb TeaTpaJbHMUX
e/leMeHTiB i edeKTiB IIOy-BIUCTABN; CTBOPEHHA iH-
JUBIyaTbHOTO CTU/IK KOJNEKTMBHOIO BJKOHAB-
CTBa, 03HAYEHOTO AK CUHTE3 TPbOX CTUIICTMYHMX
MOJiefell, 3all0YaTKOBAHVUX 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 YBUPA3HUIIA CIe(iKy TpaH-
cMicii Tpaauiiit Ta 0cO6/MMBOCTI iHTEpIPeTyBaHHS
HOBaliif, craB ancaM6nb «Kopobeitauku» Xapkis-
cpkoi dimapmonii (ctB. Hampukinmi 1950-x pp.),
i3 1975 p. ovomosanmit M. Cremtorom. Voro mo-
niTeMOpoOBuMiT 3ByK00Opa3 (moMpu Ta 6asHu) Bif-
JI3€pKa/NB XapaKTepHi TeH/eHIil MoauQikyBaHHA
teMmbpoBux HactaHoB HIAM y XX ct., y sxomy
«TIOYMHAIOTh (YHKIIOHYBATH TeMOPOBO-HEOHO-
pinHi KaMepHi aHCaMO7i, 10 00’ €XHYIOTh OaHAYPH,
unuMbanu, [oMpu, banamaiiku, 6asHu, aKOPHEOHH,
cominku, ro6oi, ¢eiiTy, KIapHeTy, pisHOMaHITHI
ymapHi» (Tenkin & Heup, 2020, c. 296). Jonydennsa
M. Creutonom enexrporirap i cunresaropa (Cuep-
KoBa, 2014) cTamo 3HAKOM eCTETMYHOI, TEeXHid-
HO-BUKOHABCHKOI, )KaHPOBOI Ta CTUIbOBOI AUQy3il
¢$onbKIOpHOI Ta ecTpajjHOI LAPUH, PO3UIMPEHHS
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paHille yCTaeHOro (OMBKIOPHOIO 3BYKOBOIO
«I1071» HOBALiHUMM IHTOHEMaMM, PUTMOHEMaMI
Ta TAPMOHIYHNMMY MOOYOBAMIU, ICKPAaBUMM TeMO-
POBUMM CIOTYYEHHAMY, TEXHIYHO-BMKOHABCHKU-
MU HoBalisiMu Tomio. TemOpoBe pisHOMAHITTA
0yn0 71 BaroMmM «BMKOHABCHKO-TIOPOMKYIOUIM
YIHHIKOM — C(OpPMOBaHA KOIEKTUBOM eCTpajHa
mopmdikanis HIAM crana iMmyrbcoMm 1o mopans-
1roi TpanchopMaliii 10ro ecTeTMYHNX, TEMOPOBHX,
BUPaXanbHUX ITapaMeTpiB. Lle BUABMUIOCA B [isA/Ib-
HOCTi aHCcaMO/mo HapoxHoi My3uku «Po3maii» Xap-
KiBcbkoi dinapmoHii (cTB. y cep. 1990-x pp.), TeMO-
poBi 06pii sikoro (mompu, 6aHmypu, bamamariku,
CKPUIIKY, riTapy, 6astHL, Tepes’ sHi lyXOBi, KOHTpa-
6ac, yapHi TOI[0) Ha PiBHi XYJOXXHbOI PAKTUKN
3aCBIUMIM TIOTEHIIHY BapiabesbHICTh CKITafIiB,
penepryapHux IpiOPUTETIB, >XAHPOBOIO IO,
CTU/IbOBYX HACTaHOB HAPOJHO-iHCTPYMEHTa/IbHNUX
aHcaMO7IiB.

Pi3sHOMaHITTA eCTeTMYHMX Ta BUKOHABCHKUX
HacraHoB HIAM y kynbrypHOMYy 10KycCi Xapko-
Ba Bifgsepkamuao QyHKI[IOHyBaHHA JOr0 iHIIMX
mopmikauit. CrenudidHnii CMHTE3 aBTEHTH-
KU — TPajiulliii MySUKYBaHHA «TPOICTUX MY3UK»
Ta €CTPaJjHOr0, MacOBOr0 MY3MYHOTO MMCTELTBA
BUPi3HAE TBOpuMit 00pas aHcambmo «Ipmapok»
(ctB. 1989 p., kep. B. Teiiko) (6asH, ckpurka, ko63a,
loMpa, MaHfoNiHa, KOHTpabac, yapHi), Mapkepa-
MU SIKOTO € BipTYO3HMIT CTU/Ib 6AsTHHOTO BUKOHAH-
HA, ICKpaBa TeaTpaisalisl BUKOHABCTBA, caMo6yT-
HICTb Ta HAI[{OHAJIbHUIT KOJOPUT (BMKOPUCTAHHA
TaKMX HApOJHMX IHCTPYMEHTIB fAK: KYBWYKH, pi-
XOK, TpiCKauku, pybesb, MOXKu, Oyrait, 6yxasno),
3aCTOCYBAHHS «II03aMY3MYHNX» TeMOPOBUX aK-
LIeHTIB (BMKOPMCTAaHHS MOOYTOBYX IIPEMETIB: Ipa
Ha IIIAIIKAX, TO/TieTHIEHOBYX ITaKeTax TOIIO).

DonbK/IOpHA JOMiHAHTa BU3HAYA€ TBOPYI Ipio-
PUTEeTH CTYEHTCHKOTO MOTiTEMOPOBOTo aHCaMOTIo
«Croxxapy» XapKiBCbKOI lep>KaBHOI akafiemii Ky/b-
Typu (cTB. 2000 p., kep. O. CaBuupka) (1ymbany,
CKpUIIKY, OaHAypW, JIOMpa, COII/Ka, KOHTpabdac,
6asH, ymapHi), oxpecneHi obpobkamm HapopHOI
MiCEHHOCTI Ta HEOQONbKIOPUCTUYHUMYU TBOpA-
MU Cy4acHMX yKpaincpkux murnis (M. CremroHa,
B. Ilonmapmroka, [. ITomivyka, I. Micpkoro, A. Mart-
BiltuyKa, A. [aiinenka, B. Imutpenka, 0. Kykysen-
Ka, 10. A/xnea) (Casuipka, 2020, c. 69).

CuHTes Tpaguiiil, HOBalill, CTUIbOBMUX CIpS-
MyBaHb, TpaHCpOpMalil >KaHPOBYX MOJe/ell BUI-
3HAYal0Th MO3NIII0 MONITeMOPOBOrO aHCAMOIIIO
«[Tumban]lo» XapKiBcbKoi /Iep)KaBHOI aKajeMil
Kynbrypu (cTB. 2006 p.). OcHOBHMII CK/Iaf aHCaMO-
o (1yMbany, 6aHxypa, foMpa, K003a) CUTYaTUBHO
ypi3HOMaHITHIOIOTH 4NCTeHH] ypapHi (6y0oH, co-
TIi/IKQ, TPUKYTHUK, I3BIHOYKY, Tapinka). JisnpHicTh
«[Iumban]/lo» BupisHsA€e neBHA JOCTiTHUIIDKA KOM-
TIOHEHTA — Opi€HTalL[i HA PO3MIMPEHHS «3BYKOBUX
IapaMeTpiB», apoballis TeXHIYHO-BUPAKATBHOTO,
TeMOpOBOTO TIOTEHIjiamy Ko03M-KOHTpabac (KOH-
crpykuis O. [Ipo6oras). 3aBasku 11pomy 36epira-
€TbCA KOHTUHYA/IbHICTh TPaguLiil BIOCKOHATEHHA
K063y, 3axmagenoi y XX cr. (H. Jymmuem, O. He-
soBubarbkom, @. Ilamiem), Ta GopMyOTbCS HOBI
aTOPUTMIY NIEPEK/IA/IEHHA KIACUYHOI CIIA/IIVHN B
Pi3HOMAHITTI CTU/IBOBIUX i KAHPOBUX ITAPAMETPIB.
BupakanbHi BMKOHABCBKI aKIEHTV y TBOPYOCTI
«[Iumban]/lo» meTepMiHyIOTh 3aKpilIeHHA i CUH-
Te3 MPOBIHNX penepTyapHux crnpamysadb HIAM
(bonbKIOpHMIL, KIACUYHUI, eCTPaHWII) B aKaje-
Mi3yl04uoMy 3abapBJieHHi, IMPOKa MajiTpa HeTpa-
IUIHUX BUKOHABCBKMX HPUIOMIB («MDXiHCTpY-
MEHTa/lbHa» TPOEKIA CHenupiYHNX IPUITOMIB
TPy, Tpa BCIIY), BUKOPUCTAHHS Pi3HOMAHITHOTO
PEKBISUTY Ta TAKIHHA 10 irpOBOI TeaTpamisaril.

TBopui HacTaHOBM aHcaMOmi0 «3+2» Xapkis-
cbkoi dinmapmonii (ctB. 1998 p., kep. . CHenkoB)
HabyBalOTh BioOpaXkeHHA Ha TeMOpPOBOMY piBHI
y CIOTyYeHH] 3BYKOOOpa3iB pisHUX iHCTPyMeHTIB
(mompa mpuMma, anbToBa i KOHTpabac, bamamarika,
CKpUIIKa, 0asiH, YHapHi), 1110 BMOX/IUBIIIOE peTipe-
3eHTallil AK (OMTBKIOPHOTrO CIIAIKY B 00pOOKax, TaK
1 TIepexmajieHHs CBiTOBOI K/IACYKY, TBOPIB Y CTUJIIC-
i pKasy i mon-mysuku. Ha gymky JI. CHenkoBoY,
«aHcaMO1b “3+2” 3 110T0 OpUTiHAMTBHUMY 3HAXIfKA-
Mu ¥ cdepi HapOHO-aHCaMOIEBOTO BUKOHABCTBA
CTOSAB Y BUTOKIB T€H/IEHIIil CTBOPEHHA HapOJHUX
iHCTpyMeHTa/IbHYX aHCAMOTiB 3 BYCOKOXYZ0XKHIMI
pesynbraramm» (CHenkoBa, 2014b, c. 51). 3okpema,
y TBOPYOCTi MONiTeMOPOBOTO HAPOZHO-IHCTPY-
MeHTa/IbHOro aHcaMmbmo «[poteck» XapKiBChbKOro
HaIli0HA/IbHOT'O IIearOTi4HOIO YHIBEPCUTETY IMEHI
I. C. CkoBopopu (cTB. 1999 p., kep. M. JaHnmok)
(mompy mpmma, anproBa i KOHTpabac, 6Gamamait-
Ka mpuma, 6asH, yaapHi) GopMyoThcs HOBI 00pii
«TeMbpoBo-akTypHOi BameHTHOCTI» ([IIomIeHKo,



2021, c. 16), y sIKMX ycTajieHi 3ByK0oo6pasu Kmacud-
HIX, QOIBKIOPHNX Ta CY49acCHNX eCTPAJHUX TBOPIB
Ha0yBalOTh HOBJX KOHIIEIITYa/IbHIX, CeMAaHTIYHIX
11 ipOHIYHMX aKIIeHTiB. 3a3HAYMMO, 1[0 JOTUYHOK
710 BUKOHABCTBA KONEKTUBY Ta TaKOI, IIO CTAHO-
BUTb JI0T0 TEOpETUYHE MiIPYHTH, € HAYKOBO-/10-
CHifHUIIbKA, IIefaroriyHO-MeTONNYHA [is/IbHICTh
JI0TO YYaCHMKiB — Ieflaroris i HaykoBLiB M. [lanu-
moka, . Tauumok, B. Kikac, B. ®omina. ¥ xomi-
JIEKCI Lie MPOK/IAfia€ HOBi LIIAXM AiANBHOCTI IPO-
deciitnoro HIAM, nHa piBHi HaykoBoi pedrexcii
CIIYTY€E YTBEPIPKEHHIO HOBOI LIApuHM Jioro GyTTs,
II03HAYEHOI HIBETIOBAHHAM €CTeTUYHUX «KOPO-
HiB» yCTa/TeHNX cep MY3UYHOTO MIICTELTBA Y CTH-
JIbOBUX MeXaX KpOCCOBepY, Bifj}Bae TeHJEHIIilo
dopMyBaHHA B XYJOXKHill IPAKTHII Ta OOTPYHTY-
BaHHA B MY3UKOJIOTIYHOMY JUCKYPCi 100 HOBOTO
CTaTyCy MefiiaTopa MK KyIbTypaMi B JiaXpoHil Ta
CUHXPOHII.

DopMyBaHHA TAKOTO CTATYCY 3 MOYaTKOM XX CT.
B KY/IbTYPHOMY IIpOCTOpi XapKoBa Bifj3epKalioe
3HAYYILICTh IHIIOTO MOJAYCY peanisalii MoTeHIia-
ny HIAM. IIpencrasnennii, 30KpeMa, B JiANbHOCTI
aHCaMOJTiB 3aK/a/iB OCBITM MIUCTELbKOTO CIIps-
MYBaHHA, LIeil MOLyC Mae (ONbKIOPHY OCHOBY Ta
pe30Hy€e i3 MYIbTUKYAbTYPHUMM TEHJEHIIAMU
MeTaMOJIEPHY, eKCIIepYMEHTA/IbHICTIO TeMOpOBUX
CIIO/TyY€Hb, IrPOBOI0 TeaTpasi3ali€l0 BMKOHABCTBA
Ta TAKIHHAM [0 ecTeTnYHNX BuMipiB world music.
Tak, mikcTOBa TBOpYa mo3uiid aHcambmo «Grey
Folk» (cTB. 2002 p.) (moMpa anbroBa, Gamamarika
npuMma, OasH, 6amanaiika KoHTpabac) peaisyeTs-
¢ B cuHTe3] QOMbKIOPHMX Opi€eHTALiil, CTUIbO-
BUX BUMIpIB ION-KY/IbTYpPH, [Kagy Towmo. fckpa-
BUIT TeMOpOBIIT MiKc aHcaMOni0 «Becenma Ganpa»
XapKiBCbKOTO HalliOHA/IbHOTO YHIBEPCUTETY MIC-
tents imeHi I. II. Kotmspescbkoro (ctB. 2009 p.)
(ummbany, 6asH, Gamamaiika mpuma, Oaanmarika
KOHTpabac), Biifj3epKaTiol4y Mpolec aKafeMi-
3anii HApOJHUX IHCTPYMEHTIB, € TUM TeMOPOBUM
IPOCTOPOM, Y IKOMY BUABJIAETHCS €CTETUIHUIA O-
TeHL}aJI AK )KaHPY IIepeKIafieHb i «TeMOPOBOTo Ie-
PEIHTOHYBaHHA», 30KpeMa KIaCUYHOI CHaJUIVHY,
TaK i «on-Tmpoexuiit» ¢onpkmoproi Tpaguuii. e
3YMOBJIIOE BU3HAYEHHA JOCTiJHMKAMM BUKOHAB-
CbKVX HACTaHOB KOJIEKTUBY fIK yTi/IeHHA CTHIIiC-
TUKM KIaCUYHOTO KPOCOBEPY, «AKUI IIPEACTaBIAE
c00010 CHTe3 e/IeMEeHTIB K/IACYKIA, TIOII, POK, e/leK-
TpoHHOI My3uKi» (IOpuenko, 2017, c. 89). Hosithi
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noctmozepHi uyraxu 6yrra HIAM Topye tBOpUicTh
CTyeHTCbKoro ancamomo «Komopur» XapkiBcpko-
r0 HaIliOHaJIbHOTO YHIBEpCUTETY MUCTELTB iMeHi
L. I1. Kornspescpkoro (ctB. 2015 p., kep. 5. Tanu-
JIIOK), TO3HAY€HA «JOMPOBOIO JOMIHAHTOIO» (JOMpHU
IIPUMM Ta albTOBA, aKOPHEOH, 6asH, KOHTpabac),
BIPTYO3HICTIO BUKOHABCTBa, Yy AKiil peasi3yeTh-
cs1 KOHIlepTHUIT 06pas ompn i 6asHa. Pemepryap
aHCaMONI0 JIeMOHCTPY€E piSHOMAHITTA IPOEKIil
cygacHoro HIAM — Big donbkiopy fo mKasy 1a
TIOII-MY3UKM, AKi B HOBAL|VHIN [/ CIyXal[bKOl
ayauTopil TeMOpoBili pempeseHTalii HabyBawTh
IIOCTMOJEPHMX BUMIpiB.

AxapeMiynnit Mopyc MoHoTemMbposoro HIAM
y KyIbTypHOMY NI0Kyci XapKoBa i3 KiHng XX CT.
TIPeICTaB/IeHNiI TBOPYOK JisIbHICTIO AyeTiB Oas-
nictiB I. JInmannpkoro Ta JI. I'ypu, O. Mimenka Ta
I. CrenkoBa. HoBauifini Bumipy TBOpYOCTi fyeT-
HIX GopM popMyBayCcs B KOHTEKCTi PpaxoBoi My-
3UYHOI OCBITH, TTO3HAYEHOI MOTYXHUM IIPOLECOM
€BOJIIONII «KAHPOBO-CTM/IBOBUX ()OPM BUKOHAB-
CbKO-IIEJIarOrIYHOr0 pernepTyapy: Bijj IepeKnasieHb
10 OpMIiHANbHOI MYSUKM; BiJl MalaMX >KaHpIB [10
KPYIIHUX; BiJi OPUTiHA/IbHOI MYSUKM — [IO0 aBaH-
rapfiHOL; Bifl JOCATHEHb BITYM3HAHOI Tpaguuil 1o
CBiTOBUX 3pa3KiB 6assHHOI My3VKU; Bifj YHiBepcab-
HOCTI 10 jmdepeHNiarii BUKOHABCBKMX CTUJIIB»
(Crpineup, 2021, c. 22). I1i TenpeHuii BusHaummm
cBifloMy crnpAMoBaHicTb fyery I. JIumHmubkoro
ta JI. [ypu Ha yTBep/KeHHs HOBOTO 3BYKOOOpasy
HapOJIHOTO iIHCTPYMEHTa — fIK Y ITapaMeTpax BJO-
CKOHAJIEHOI TeXHIKI, POSIIMPEHOT0 BYPAXKaTbHOTO
TIOTeHIiaTy 6araToTeMOpOBOro TOTOBO-BIOOPHOTO
6asiHy, TaK i B akaleMiYHOMY KOHIIEPTHOMY CTary-
Cci pempeseHTaHTa TeMOPOBOTO iHTEpIPeTyBAaHHA
K/IACMYHOTO CIAJIKy, BIACHUX IIEPEK/IaJieHb TBO-
piB pombkIOpHOI TpasMLii Ta OpUTiHATBHNUX TBO-
piB [/14 fyeTy XapKiBchbKux MuTiiB A. [ajifenka ra
M. Crertona (CrenkoBa, 2014a). PisHocripsimoBaHi
penepTyapHi OpieHTVPK JyeTy BU3HAYMINM HAIpA-
mu Tpancdopmarnii HTAM — BceoxomHicTb skaHpiB
1 TUIIIB MYSMYHOTO MVCIIEHHS; POSIUVPEHHA TeXHi-
KO-BJKOHABCHKOTO apceHay (30KpeMa HOBALiiHYI-
MI TIpUIIOMaMyi — PUKOIIETaMM, TPEMOJIO MIiXOM,
HeTEeMIIePOBAHNM IJIiCAaH/0, TIePKYCITHIMMI edek-
TaM¥, MiKPOJIMHAMIKOIO TOIIO0), 10 BMOXK/IMBITIOE
BU3HAYEHHS HayKOBIAMY OasHHOTO aHCaMO/IeBOro
pisHoBuny HIAM sk cTumo MucneHHd, «AKUi
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BUKOHYE €CTETUYHY Ta JyXOBHO-iHTE/IEKTYa/lbHY
conjiokynsrypHi ¢pyukuii» (Hedenos, 2018, c. 3).
Baguunit gyet O. Mimenka ta [. CHenkoBa (cTB.
1979 p.) posumpyB o3HayeHi HampsAMu amnpobda-
11il OMBKIOPHOTO Ta aKajieMiYHOro CIAfKy Cy-
MiI[eHHAM KOMIIO3UTOPCHKOI Ta BUKOHABCHKOI
pignbpHOCTI. IIpuTamanHa TBOpYiN CIiBAPYXHOCTI
MY3SMKAHTIB TEHJEHLiA KOHIENTYyasisalil Hapoj-
HO-IHCTPYMEHTA/IbHOI MOETUKM MY3MKYBaHHA Ta
iHTeHcnikanil 6yTTA (eHOMEHy KOMIIO3UTOP-
CbKO-BUKOHaBCbKOI  iHTepmperanii  (CHefKoBa,
2014a, c. 384-388) Ma/ma OCHOBOK ITOKA30BUIT /ISt
HapOJIHO-IHCTPYMEHTA/IbHOTO MMCTELTBA  KY/Ib-
TYPHOTO JI0KyCy XapKoBa 3B’30K BIKOHABCHKOTO,
KOMIIO3MTOPChKO-TIEPEK/IAIALIbKOTO, MejaroriyHo-
METO/IMYHOr0, HaYKOBO-/IOCIIJHUIIBKOIO BMMIpIB
JIAIBHOCTI J10TO IPEeCTaBHUKIB. Y 3B’A3KY i3 LM
O. MimeHko 3a3Hayae, 10 BUPAKaIbHI MOXIIN-
BOCTi fiyeTy OasHICTIB «MOXYTb OyTM HaOMIDKeHi
710 XapakTepy 3BYYaHHS Ipyln cuMQOHIYHOrO op-
KeCTpy: CTPYHHO-CMMYKOBOI, HYXOBOI, Y[AapHOI»
(Mimenko, 2000, c. 9). Ile sacBiguye, 3 omHOro
60Ky, popMyBaHHA Ta 3aKpilIeHHA TeHAEHLl op-
KeCTPA/IbHOTO MO3NIIII0BAHHA AYeTHOTO GASHHOTO
BUKOHABCTBA, YCTA/IEHOCTi 110T0 QyHKI[IOHYBaHHA
B aKaJIeMiYHOMY XY 03)KHbOMY IIPOCTOPI, Ta 3 iHILIO-
r0 — 3HAYYLICTh TEOPETUYHOIO 1 JOCIIFHUIIBKOTO
¢dynnamenty HIAM, sixa Mapkye jioro crienudiky B
Ky/IbTYPHOMY IIpOCTOPi XapKoBa.
PisHocnpAMOBaHICTb TBOPYMX Opi€eHTALlil —
iMaHeHTHa O3HaKa MOHOTeMOPOBMX HAapORHO-iH-
CTpyMeHTanbHUX aHcam6mis. Y mamitpi HIAM
XapkoBa TBOpYa JiA/NBHICTD Tpio GaHAYpUCTOK
«KymaBa» HamioHanpHOTO IOpMANYHOTO YHiBep-
curery Ykpainm imeni flpocmaBa Mygpporo (cTB.
1996 p.) BUpi3HAETbCA OPUTIHAIBHUM Ta HETPAJIN-
UiTHNM TTiIXO7IOM 710 3ac06iB BUKOHABCHKOI BUpa-
KaJIbHOCTI, TIOCTAHOBKM KOHIIEPTHMX IIPOTpaM Ta
OKPEMMX HOMEPIB, KOTOPUTHMUX ACKPABUX KOCTIO-
MiB, OOpPy penepryapy, AKuit MiICTUTD SIK TBOPU
K/IaCMYHMX 1 Cy4acHMX BiJOMMX YKpaiHCBKUX, 30-
KpeMa XapKiBCbKIX Ta 3apyODKHIX KOMIIO3UTOPIB,
TaK i ykpaiHcbKi HapopHi micHi (y cympoBogi 6aH-
NIyp Ta B aKarelnbHOMY BMKOHAHHi). Ti 5K 4MHHMKM
BJIACTUBI 1 AisTTHOCTI TPio 6aHAYPUCTOK «30pesa-
Ha», cTBopeHoro y 2015 p. Ha 6asi Benukoro Aka-
nemigygoro Crno00XaHCbKOTO aHCAMOII0 IIiCHI It
TaH10. PeniepryapHi piopuTeTt 1jbOro KONEeKTUBY
TaKOXX OKpec/eHi 00poOKaMy Ta KaBepBepCiiMm

TBOPIB Cy4acHMX IIOI-BMKOHABIIB, IyPTiB, aBTOP-
CbKMMM Kommosutiamu. Teopdictb XapKiBCbKOTO
Tiraproro Ksaprery (ctB. 2008 p.), po3kpuBaodn
HOBALi/HNII MOTEHIiaT aHCaMO/IeBOrO TiTapHOTO
MICTENTBA, BUPI3HAETbCA TKIHHAM [O CTUIBO-
BOTO EKCIIEPUMMEHTA/i3My Ta YCTA/EHICTIO «KOM-
IO3UTOPCbKO-BUKOHABCHKOTO» MORYCY — CIpA-
MOBAHICTIO Ha IIONIOBHEHH:A penepTyapy TBOpaMI,
HAIVICAaHVMM CIelia/bHo i aHcambmo. [Ipeme-
JeHTaMI 3/IUTTA LUX TeH[IEHLiN € TaKi TBOPYU, fAK:
“Colours of noise” B. boratnpbosa, y skoMy apce-
HaJl MOBHO-BYPa)Ka/IbHUX MOXX/IMBOCTEN TiTapHO-
ro KBapTeTy IOINOBHIOKTb KOTOPMCTUKA, KOMaXKHA
TeXHiKa, aTOHAJIbHICTb, eleMeHTH pofekadoHii i
IyaHTWIi3My, XpOHOTOIIYHi edekTn, Mikpomu-
HaMiKa, TOKETHAa TEXHiKa, PISHOMaHITTA IITPUXIiB
BuKoHaBcTBa; “Harmless IV” A. Kacrinba-Asinm,
KUY ypisHOMaHITHIOE 00pii cyJacHOro rirapuamy
6iToHaMV, XaMepOHaMM, PO3LIVPEHVIMM TeXHIKaMu
Ipy, MIKpOTOHA/TBHUMY eeKTaMy, iMiTallielo By-
KOHABCbKIX IIPUIOMIB Ha eneKTporirapi; «Mipax
nyxy» P. Kamepona-Bynbda, mosHauenmit maHy-
BaHHAM MikpoToHanbHOI TexHiku (Tpsuos, 2020,
c. 170-172), «lllnax mucemHocTi» A. AHppyIKa y
(broXH-CTIICTHIH. AKTUBHA alpoballis TiTapHIM
KBapTeTOM MOBHO-BMPA)Ka/JIbHMX HOBAIiil CIYIy€e
cBig4enHAM onaHyBanHA HIAM HOBMX LapuH My-
3UYHMX MOBJM Ta MUC/IEHHS, 1O HaJA€ IOMY CTa-
TYCY PENpe3eHTaHTa MYIbTUKYIbTYPHUX IIOIIYKiB
CYYaCHOCTI.

BucHoBku. MeHTanbHO leTepMiHOBaHe Ta TeMO-
paNbHO pi3SHOMaHITHE HAPOJHO-IHCTPYMEHTaIbHe
ancam6reBe MuctenTBO Ha Mexi XX-XXI cT. mo-
CTae fK CaMOJOCTATHI/l KOMIIOHEHT KY/JIbTYPHOIO
IpOCTOpy XapKoBa, SAKMIl Y YKaHPOBO-CTUIHOBO-
My, TeMOpPOBOMY, BMKOHABCHKOMY pi3HOMAHITTi
Biff0MBa€ IMaHEHTHY MY/IBTUKYIBTYPHY CYTHICTb
MeTtamoziepHy. HabyBatoun po3Butky B mpodecisi-
Hill HapuHi Ta B KOHTeKCTi paxosoi ocsity, HIAM
Xapkosa i3 gpyroi monosyuHM XX CT. IIOCTAE B MO-
HOTeMOpOBiil Ta MHOMiTEMOpPOBil MopMdiKaLisX,
JIEMOHCTPYIouy Tporiec TpaHcdopmanii ecreTny-
HUX, )KaHPOBO-CTU/IbOBMX, TEMOPOBMX Ta TEeXHIY-
HO-BIKOHABCbKMX ITapaMeTpiB Ha OCHOBi Andysii
¢onbKIOpHOI, akafeMiyHOl 7 ecTpajgHOi ILapuH
MY3JMYHOTO MMUCTelTBa. 3a BapiabenbHOCTI popm
i ckmafiB, 3arabHOMY TSKIHHI 10 PO3IIMPEHHA
3BykoBux mapamerpiB HIAM rem6poBuMu Mapke-
paMy aKafleMi4HOI Tpajullii Ta HeTpafULIHIMIY,



30KpeMa «I103aMY3UYHVIMI» 3BYKOBVIMM aKL|EHTaMI,
HApOJHO-IHCTpyMeHTa/IbHi aHcaM6/1i XapKkoBa I1o-
€[JHaHi TaKVIMI O3HaKaMI, SIK: BIPTYO3HICTb; CIIpA-
MOBAHICTb Ha PO3IIMPEHHS TeMOPOBIX, COHOPHIX
00piiB, PpakTypHUX 00piiB, TEXHIKO-BUKOHABCHKO-
To apceHany (30KpeMa HOBAL[IITHIMM IPUIIOMaMu);
anpoOallis HOBMX YZIOCKOHAIEHUX MOpMQikari
TPaAMLITHOTO IHCTPYMEHTAPII0; TAKIHHA 10 TeMO-
poBO-(aKTypHOro iHTepHpeTyBaHHA KIACUYHOTO
CBITOBOTO Ta HAl[iOHA/IBHOTO CIA/IKY 11 PO3IIVPEH-
Hs JKaHPOBO-CTV/IbOBMX OOpIiiB OpuriHAMIBHUMU
TBOPAMI CYYaCHUX YKPAaIHCBKUX, 30KpeMa Xap-
KiBCBKMX, MUTLIB. Y Pi3HOMaHITTi TBOPYMX Opi-
€HTAIll HapOJHO-IHCTPYMEHTANbHUX aHCAMONiB
XapKkoBa BMABMIAIOTbCA TaKi IPOBiJHI MORYyCH,
AK: 30epeXXeHHS aBTEHTUYHVUX HACTAHOB MY3MKY-
BAHHS, YTBEP/PKEHHs 3HAYYIIOCTi (ONBKIOPHOL
pemepTyapHOi fioMiHaHTH; akafeMisania HIAM,
BISIBIEHA B YTBEP/PKeHHI HOBMX 3BYK00OpasiB Ha-
POJHOrO iHCTPYMEHTApil0, 3HAYYIOCTI aKajeMid-
HOI CKJIaJi0BOI penepTyapy Ta CTUIbOBYUX HOBALliil
TOLO; TAXKIHHA 10 CYTONOCHUX MYIbTUKY/IBTYD-
HVUM CIPAMYBAHHAM i1 ipOHIYHOCTI CBITOITIALHOI
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NapajuIMy MeTaMOJIepPHY TeMOPOBOIO eKCIIepH-
MEHTajIi3My, irpoBOl Tearpasisalil BUKOHABCTBa,
ecreTmyHux BuMipiB world music i crunmicTuxu
KpoccoBepy. XapakTepHow osHakow HIAM vy
Ky/IbTYPHOMY IIpocTOpi XapKoBa € CyMillleHHA BI-
KOHABCbKOi, KOMIIO3UTOPCHKOI, HAayKOBO-JOCIifI-
HUIIPKOI Ta IIeNaroriyHO-MeTONMYHOI MisMIbHOCTI
JIOTO TIpEfICTaBHYKIB, IO 3a6e3neqy€ ITiTHICTD
TBOPYMX IOIIYKIB y MeXaxX XYJ0KHbOI MIPAKTUKI.
BusiBneni ocobmmBocTi TBOPYOI [iisbHOCTI HApOp-
HO-IHCTPYMEHTA/IbHNX aHCAMOIIB Y KYJIbTYPHOMY
npocropi XapKoBa 03BO/IAITD MO3NLII0BATY ii AK
TaKY, 10 3aCBIJYYIOTb YCTa/IEHICTh HOBOTO CTATYCy
HIAM sk mepiaTopa MiXX KyIbTypamu B iaxpoHii
Ta CMHXPOHIi, HOCIA Micii IIiJTHeCeHHA HAPOIHO-IH-
CTPYMEHTA/IbHMX TPafVLil i IIOMIYKY HOBALiHMIX
IIAXIB IX yTiNEeHHA.

[lepcrexTVBY NORANMBIINX [OCTIKEHb OB A-
3aHi 3 BUABJICHHAM OCOONMBOCTENl BTIIEHHA MiX-
KYIbTYPHOTO Jiajiory B JiaXpOHil Ta CUHXPOHii B
KOHTEKCTI HalliOHa/IbHOTO CY4aCHOIO HapOIHO-iH-
CTPYMEHTA/IbHOTO aHCAaMO/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

®y Cinb6inp
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https://orcid.org/0009-0002-2335-658X

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. BipTyanpHuii Xop: MK TeXHIYHUM Ta
€CTeTIYHUM

JlocmimKeHHA MiCTUTD aHaIi3 HAYKOBUX IIPallb, IPU-
CBAYEHNX (PeHOMEHY BipTYaJbHOTO XOpY, AKUIl chop-
myBaBsca y 2009 p. Ta mif vac mangemii COVID-19 Ha-
0yB BUOYXOBOTO pO3BUTKY. 3piliCHEHO Kmacuikaiiio
OCHOBHUX aCIeKTiB BUBYECHHS BIpPTYa/JbHOIO XOpY;

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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03HAYEHO, 1[0 HANOIIbIIOrO MOUIMPEHHS HAOYIM CO-
Iia/TbHO-TICUXOJIOTIYHI, TeXHIYHI Ta MUAAKTUIHI. Bopm-
HOYAC aKL[EHTOBAHO, 1J0 MY3MKO3HaBYi, XOPO3HaBYi Ta
inTepmperaniiini mpobnemu y cdepi BipTyanbHOro xo-
POBOTO BUKOHABCTBA PO3IVIAMANIACS OCUTD 0OMEXXEHO,
aicropiyHi 371e61MbIIOTO MiCTATD HEIOBHY 200 HETOYHY
indopmariito. BusaBeHo feski cynepedHOCTi B pe3yib-
TaTaxX MOIEPENHIX JOCIPKEHb BIUIMBY y4acTi y BipTy-
aIBHOMY XOpi Ha TIcuxoisiornorito cIiBakiB, okpecneHo
TIeBHi IIpo6IeMy BifiIOBIHOCTI SABUIIQ, Ke JOCTIIKY-
€TbCA, J10T0 TommpeHiit gediHimii «BipTyanbHMil XOp».
KiiouoBi coBa: xopose mucmeymso, 0idxumanizayis
Mucmeymsa, sipmyanvHuii xop, Xopose 8UKOHABCMEO,
oucmanyitini penemuuyii, aydiosioeosanic, 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. Whitacre’s 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. Cayarialso 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 in a
“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 Shatova’s
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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CNEUM®DIKA BOKANBHOI NIAFOTOBKM TA NEQATOTIYHA AIANbHICTb
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JIto Ien. Crenndika BoKanbHOI MiTOTOBKH Ta Ire-
paroriyHa fisnpHicTh C. }0. MorTe B XapkiBcbkoMy
My3nuHoMYy yunmmi (1885-1901)

Y crarTi posragaerbes crenygika BOKaIbHOI M-
rotoBky B Knaci cniBy C. [0. Morre B XapkiBcbKomy
MysuyHoMy yunmmni (XMY) npotarom 1885-1901 pp.
JlocmipKyoTbcs AK piBeHb BOKA/IbHOI MaliCTEPHOCTI
C. Mortre, 10 CTaB MiAIPYHTAM [/II OCMMUCIEHHS Me-
TOZVKM POOOTH 31 CHIBOYMM rO/IOCOM, TaK i Ipodeciit-
Hi IiXO#M TIefjarora [0 BOKAJIbHOI Ii/iTOTOBKM YYHIB.
Haronouryerbcs: mipf 4ac pgisnbHocti B XMY C. Morre
HpOSBM/IA TEHAroTidHMil XUCT, BMXOBYIOUM IIPOTATOM
BJ3HAYEHOTO TEPMiHY Ji y MeXaX perlTaMeHTOBaHOIO
OCBITHBOTO IIpoLieCcy (axiBIiiB, CIIPOMOXXHUX Ha JjO-
cTarHbOMY IpodeciitHoMy piBHi yCITiNIHO 37iificHIOBATH
BJMKOHABCbKY (yHKIi0. Takuii piBeHb BMXOBAHHS 3a-
OesneuyBaBCs ONpALIOBAHHAM TOOCY HA MY3MYHOMY
Matepiajii, IKMIi CTAHOBU/I: IHCTPYKTUBHI TEKCTH 1 110~
IY/IAApHUIL Ha KOHIIEPTHIl CLIeHi KaMepHMIl penepTyap,
AKI 3abesIedyBamy TEXHONOTI0 TIOCTAHOBKY TOOCY 1
OIaHyBaHH:A KYIbTYPOIO CIiBY, Ta €BPOIEliCbKa OIepHa
MY3MKa AK KpUTepill BOKaJbHOI MalICTEPHOCTI.

KnrouoBi cmoBa: mysuume 6uxonascmeo, 80kanvHa nio-
eomoska, C. Momme, 6UK0HABCOKA NPAKMUKA, CNi6, 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

Liu Peng
Kharkiv State Academy of Culture, Kharkiv, Ukraine
https://orcid.org/0000-0001-9077-8622

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 fK Pi3HOBHJ, €BPOIEICHKOTO IpO-
decifiHOr0 My3MYHOrO MNCTeLTBa (OPMYBAIOCH
nporAaroM fpyroi nonosuan XIX cr. B mpoBigHMX
KY/IBTYPHUX LIEHTpaX, fie 6y MOXIMBOCTI AK [
eexTUBHOI caMopeanisalii obgapoBaHoi ocobu-
CTOCT, TaK i 1A HAOYTTA HeOOXiFHUX A/ TBOP-
4OCTi KOMIIeTeHTHOCTel. OTHUM 3 TaKUX IeHTpiB
6yB XapkiB, fie, 30KpeMa, y Mexax (QyHKI[IOHyBaH-
HA MICL|eBOTO BiffineHHA PociiicbKoro My3n4Horo
TOBapyucTBa 3 1871 p. B My3MYHOMY OCBITHBOMY
3akmafi 3pificHoBanmacs mpodeciiiHa BOKaIbHA
iATOTOBKA, 000B’I3KOBOK CKIAJIOBOI0 AKOI Oyra
ny0/TiYHa BYUKOHABChKA pakTyKa. ONTUMAaIbHICTD
MeTORUKIU POOOTH 3 TOMOCOBUM aapaTOM CIPUsIIA
eeKTUBHOCT] MiATOTOBKYM MpodeciiiHiX BOKaic-
TiB, fAKi, 32 YMOBY II0[a/IbLIIOT0 CAMOBJOCKOHA/IEH-
Hf, CTaBal KOHKYPEHTHOCIIPOMOXKHVUMM (axiB-
LAMY B TajTysi perpeseHTallil BOKaJIbHOTO TEKCTY.
3aBpAku eeKTBHIN BOKa/IbHI MeTOAMIi epIIo-
o Tefjarora-Bokamicra XapKiBCbKOTO MYSMYHOTO
ocsiTHbOrO 3aK1any K. IIpoxoposoi-Maypenni, Ta-
JIAHOBMTI BUXOBAHIIi K/IACY CIIIBY YCIIIIHO peasi3o-
BYBa/IM CBill BOKaJIbHIII IIOTEHI{ia/l Ha KOHL,ePTHiit
Ta OTIEpHIll CIleHax, Y cdepi BoxanbHoi ocBith ([len
Jlro, 2023). Cepen BUITYCKHMUKIB I[bOr0 KJIacy —
Cenina IOniiBHa MortTe, siKa, IiCIA BIOCKOHAJIEH-
HA BOKQJIbHOI MaJICTEPHOCTI 32 KOPJLOHOM, IIOHAJ
15 poxkis (1885-1901 pp.) 3xiiicHI0BaNa MATOTOBKY
CIIiBOYMX KaJipiB y XapKiBCbKOMY My3U4YHOMY y4M-
i (Hagami — XMY). YTiM, ciermdika Bokasb-
Hol mifroToBKN B Knaci ciiBy C. MoTre, 3aBAAKu
AKI HEMajo MMTIIB Hajaji Bifirpanu MOMITHY
POJIb B iCTOPIl BOKAJIbHOTO MMUCTELTBA, € HEJOCI-
JDKEHOIO.

AHanis OCTaHHIX JOCTiMKeHb i mMyOmikamiit.
Cepeql HaABHUX PO3BITOK, IPUCBAYEHNX MY3UIHIi
Kynbrypi Xapkosa mexi XIX-XX cr1. (Muknames-
cokuit, 1967; Ilep6bunin, 1971; Kononosa, 1992;
Kononosa, 2004; Llypkan, 2007; JIncenxko, 2011),
NPAKTUYHO BiICYTHA aHA/MITUKA BOKaJIbHOIO MIIC-
TELTBa, AAKe 3 Apyrol monosyHu XIX CT. aKTMBHO

(yHKIIIOHYBa/MIO B MICTi SIK Ha KOHIIEPTHlT ecTpaji
Ta TeaTpasbHill CleHi, Tak i B ocBiTHiit cdepi. Cripy
BI/J3HAYNTY JIMLIE XaPAKTEPUCTUKY TBOPYOI HisA/b-
HOCTI iTamiiicbkoro Mutna Qenepiko byramenni —
KepiBHMKa BOKa/mbHOro Knacy XMY 3 1901 p., aky
omy6mikyBaB XapkiBcbkuit focmigauk B. [emaxin
(IMermakin, 2012). 3anponoOHOBaHMIT MaTepial € Te-
MaTUYHUM i XPOHOJIOTIYHMM IPOJOBKEHHAM CTaT-
Ti, IpUCBsAYeHOI HOpMyBaHHIO 3 1870-X pp. BOKa/Ib-
HOi OCBITM B HaBYa/JbHOMY 3aK/afii XapKiBCbKOIO
BigfineHHa Pocilicbkoro MysMyHOro TOBapMUCTBA
(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 MY3UYHOMY Y4M/INIII IPOTATOM 1885-
1901 pp.

Buxmag ocHoBHOro Marepiany JOCTi)KeHHs.
C. MorTe 6yna ofHi€lo 3 HalITaTAHOBUTIIINX y4e-
Hu1b K. IIpoxoposoi-Maypernni, 1ify KepiBHULITBOM
AKoi mpotAroM 10 pokiB 37iiiCHIOBaIacsA KpOIiTKa
poboTra HaJ NOCTAaHOBKOK TOKIOCY (KOmopatyp-
He COIPaHO) Mail0yTHBOrO Iefarora Kiacy CIi-
By XMY («MectHasa xpoHuka», 1885). YV 1879 p.
XapKiBCbKUII KPUTHMK OKPeMO Bi3HayaB 37iOHOCTI
C. Morre, «cBDKMIT Ta CpiOMACTHIT TOMOC KOTPOI
He pa3 BXe JOCTAB/IAB apTUCTMYHY HACONONY Ha-
it my6mini. [liBunHa, He3Ba)Xaluy Ha MOJIOZICTD,
3 VIBOBIDKHMM XJICTOM BMI€ CITPaB/IATHCA 3 yCiMa
TeXHiYHUMM Tpy#Howamu» («MecTHast XpoHu-
Ka», 1879). IIpo cniBounit Tamant C. MoTre cBif-
YUTb AKTUBHA Y4aCThb MOJIOAOI ClliBayky, 3 1877 p.
(Yactp, 1877) mo 1882 p. («MecTHas XpOHMKay,
1882), B yUHIBCbKMX KOHIIEPTHUX 3aX0fiaX, a 3 KiH-
14 1881 p. — i B Mysu4yHuX 3iopannsax XB PMT, mip
Jac AKMX BOHA PENPE3eHTyBa/la JYXOBHY, OIEPHY
Ta KaMepHY BOKa/lbHy MY3UKY, 30KpeMma JI. berxo-
BeHa, ®. Jlicta, ®. Menpenbcona, I1. YajikoBchko-
ro, A. Py6inurreitna, [[x. Meitepbepa, K. Maccre,
I1. Biapgo (Otuer, 1882, c. 13-19).

[licna 3axiHyenHA MysuuHux knacis XB PMT,
C. Morre 3aiimanmacsi mnpodeciiiHUM CaMOBJIO-
CKOHAJIEHHAM, 32 TPaJMIi€r0 TOro yacy, B Irail
Y 1885 p. mpeca 3asHavana, w0 3anpouena B XMY
TeJaror BOKATy € «y4€HUIIEI0 BUIIOL IIKO/IM CIIBY»,
OCKIJIbKY 1l HACTaBHMKOM IIPOTATOM KiZIbKOX POKiB
6yra I[Tonina Biapro, BiXoBaHa Ha BICOKMX 3pasKax



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

[Ipo piBeHb BOKa/IbHOI MalICTEPHOCTI HOBOI BU-
Knafauky cnisy XMY 1ae yAB/IeHHA pO3/I0Ta perjeH-
3ia Ha i conbHuit KoHuept y Ilonrasi 8.12.1885 p.
Bigsnavatoun mmpory penepryapy C. Morte («Mu
Yy 3pasKM HallpisHOMAHITHIIIOI My3UKIL: i ppaH-
1Iy3bKOI, 1 pOCIiICbKOI, 11 iTa/miiIChKOi CTapOfaBHbOI
Ta OibII CyyacHOI HaM — pPOCCIHiBCBKOI»), K-
TUK 3a3HayaB, L0 B iHTepIpeTanil CliBa4ky Ipo-
SBWINCA Kpallli SKOCTi BOKaJIbHOI IIKOMN: «0e3y-
MOBHa IIPABMIbHICTD JVKIIii, BIIEBHEHA IHTOHAIlif,
PIBHICTb 3BYKiB TO/IOCY 3 HEJOTOPKAHMM CEpeNHIM
pericrpoM, 4YyuCTOTa raM, JErKiCTb KONTOPAaTYPHUX
IIPUKpAC 33 M AKOTO 1 OKPYITIOTO 3BYKa if, HAPeILTi,
Te TOYYTTA MipH i Ta XYJOKHA CTPUMAHICTD Y BU-
KOHaHHI, 1[0 HeabM K BUPI3HSIOTb MY3UKAHTIB, SKi
OTpMMa/V IpaBUIbHE I CEPIlO3HE MY3UYHE BUXO-
BaHHA». PelleH3€eHT, XapaKTepusyuu BIIUB CIiBY
He3HaoMOI /ISl TONITaBChKOI ny6ni1<1/1 MMCTKVHI,
Bifj3HaYaB, IO «ayAuTOPiA 6OAMACA MPOMYCTUTH
HaVIMEHIUN 3 BIJTIHKIB My3MYHOI JYMKM y BUKO-
HaHHI apTUCTKW», KA JOCAITIA TAKOTO CIPUHATTA
«He IIAXOM IIOCTYIIOK HaTOBITY Y BUITIAi Ma/leHb-
KVX i BeMUKMX edeKTiB», a BUTOHYEHICTIO CIiBy, «i
3a BHYTPIIIHIM 3MICTOM, 1 32 aHTUYHOK KPacow»
(«Bectu ¢ rora», 1885).

Omxe, C. MoTTe HACTiIbKM CYMJIiHHO OIpa-
II}0BajIa BOKA/IbHY MAJICTEPHICTh Ha OaTbKiBIIMHI
0e/TbKaHTO, IO CIIPaBJIa BPAKEHHA BUCOKOIIPO-
deciitHOI perpe3eHTaHTKY iTasTilficbKoi BOKaIbHOL
IIKO/MY 3 JOCKOHA/TIOK BOKAJbHOK TEXHIKOK Ta
Cepilo3HOI0 CLIEHIYHOK HpaKTuKow. Take peHOMe
criBavyka IPOJIOBXKYBaja IIATPUMYBATU Ha KOH-
LepTHIll cieHi B mepioy cBoei pobotn B XMY, pe-
IPE3eHTYIoUN IIiJj Yac BYUCTYIIB BOKaAbHI TBOPU
pi3HMX >XaHpiB: omepHy Mysuky B. A. Momuapra,
b. Mapueno, B. Macce, III. Iyno, E. Hanpasnu-
Ka, miniatiopu b. Togapa, H. Tomermni, I1. Biapmo;
y 6epesni 1888 p. cmiBaja mapriio cono B KaHTaTi
1. I'yno «lamnisa» (Oruer, 1889, c. 10, 12; Otuer,
1890, c. 13-16).

31.01.1888 p. B 3am ABOPAHCHKOTO 3iOpaHHA
BifOyBca combHuit Buctyn C. MoTTe, BU3HaHMII
IPECOX0 HAJBAMIIINM KOHIIEPTOM TOTOPiYHOIO
3MIMOBOTO Ce30HY B XapKoBi. KoHIlepTaHTKa BUKO-
Hasa 1oHaj 10 HoMepiB iTamifiCbKOI0, POCiJIChKOIO,
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HiMeI[bKoI0 i PpaHIy3bKOI MOBaMI, 30KpeMa apii
«Non mi dir» 3 onepu «[lon JKyan» B. A. Mouapra
Ta «Non je ne veux pas chanter» H. I3yapa, pomancu
K. Wyman, JI. [leni6a, I1. Biappo, E. Ipira. Peuen-
3€HT Bifj3Ha4aB, 1o ronoc C. MoTTe 4yg0BO OIpa-
LIbOBAHUI, «HAVCKIATHINI Macaxi 6y111/1 YiTKi, SIK
Ha IHCTPYMEHTI», 1i TPe/b 3a4apOBYBajIa, a Y BUKO-
HaHHI apill criBavyka MpofieMOHCTpyBana OMICKyqy
TexHiKy («My3bIKaIbHbIE 3aMeTKI», 1888).

HyxoBHy Mysuky C. MoTTe BMKOHyBama 3pe-
6inpmoro B mopiyHMX KoHIepTax Oparis HOp’s-
HiB, fAKi TpaguuiitHo BinbyBamuch y €BaHremiu-
Ho-JIroTepanchKiit Lepksi Xapkosa. Ilicna ogHOro
3 TAKMX 3aXOfjiB pelleH3eHT — BUKIagay XMY
P. Tenika — 3a3HauaB, 1[0 BMKOHAHI CIIiBa4KOI0 «3i
CTporuM peniriitanm nodytram» apii I. O. lenpena
11, 0co6muBo, «Sei still» 1. Padda «rmmboko Bpasu-
mu cnyxadiB» ([ennka, 1890). OTxe, ocMuCIeHHA
C. MorTe B mefaroriyiil Ais/IbHOCTI METOLMKN
pob6otn 3 roocoM BifbyBanocs Ha OCHOBI SIK 0CO-
61cTOi sAKiCHOI BOKa/IbHOI MifTOTOBKM, 30KpeMa
IOCKOHAJIOrO BOJIONIHHA TeXHiKoIo bel canto, Tax i
6e3rocepeHbOI CIIeHIYHOT TPAKTUKIAL.

BusHauenHs crenudiky MeTOVYHUX MiIXOMiB
Tefjarora-BoKanicra B poboTi Haj MOCTaHOBKOIO
rO/I0CY BMOX/IMB/IIOE AHAJI3 peIepTyapy, AKWil
penpesentyBamu yyHi C. MoTTe B KOHIIEpTHUX
saxoiax XMYVY. OcHOBY penepTyapy CTaHOBIIM aK-
TyasIbHi J/If TOTOYAaCHOI OIIEPHOI Ta KOHIEPTHOI
IPAKTUKY TBOPY, & 3HAYHMII JIOTO BifICOTOK 3aiiMa-
JIa XpecToMariifHa 11 npogeciifHOro BOKamy €B-
pormelicbka MysuKa: Homepu 3 onep B. A. Momnapra,
IDx. Poccini, K. M. Bebepa, I. loninerri, B. bernii,
1I. Iyuo, Ix. Meitepbepa, kamepHi tBopu I. [loni-
erri, IIL. Iyno, P. lllymana, ®. ly6epra, O. Men-
nenbcoHa, V. Heccayepa (Ha sx3amene, 1888; Ot-
geT, 1889, c. 44-50; Otuer, 1890, c. 52-58; «Tearp un
My3blKa», 1889, 11.02). 3 MeTO0 OBO/IOAIHHS TEXHi-
Koto bel canto yuni C. MoTTe 3acBo0Bany BipTyo3Hi
TekcTy, 30kpeMa «Illemir, 6os3ke auxanHs», «KBiT-
ka» 1. Biapno, «Carnaval de Venis» [[. benenukra
tomo (Otuer, 1889, c. 45, 49; Otuer, 1890, c. 54).

To6To ompalloBaHHA Y4HEM CIIBOYOTO IONIOCY
3[Ii/ICHIOBA/IOCA Ha MaTepiasi, AKMil BOJHOYAC CTa-
BaB OCHOBOIO 0COOMCTOTO perepTyapy i myomi-
HMX BUCTYIIIB. Y L[bOMY JK KOHTEKCTi yBara Ipupii-
JIA7acs HOBYIM Ha TOJI 4ac TBOPAM: 3By4a/lil HOMEpPH
3 onepu «/lakme» JI. [leni6a, Eneria XK. Macche,
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Apab6cbka micus b. Togapa (Otuer, 1889, c. 48; Ot-
get, 1890, c. 55; «Teatp n My3bika», 1889, 11.02).

Crnip 3a3Haunty, mwo C. MoTrte, peanisyioun oco-
OMCTIIT JOCBif ONIpaIIOBAHHA MY3UKI KOMIIO3UTO-
piB nonepenHix enox 3 yacis HaBuaHHA B K. [Ipoxo-
poBoi-Maypeni, ZOCUTb aKTMBHO 3aCTOCOBYBaa
TaKMil penepTyap y IpoLeci BOKaIbHOI MiJTOTOBKI
y4HiB. 30KpeMa, B iX KOHLIEpTHMX BUCTYIIaX 3By4Ya-
v HoMepn 3 ortep «Opontea» A. Yecri, «Tamerlan»
I. @. Tenpiens, «Opdeit Ta Espinika» 1. Taiinina, Ka-
MepHi TBOPU KOMIIO3UTOPIB eroxu 6apoko A. JloT-
ti, A. Crpasennu, knacuxis V. Taiigna, 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, 10 Takuii pemnepryap 3acTo-
coByBaBca C. MoTTe 3 METOI0 BUXOBAaHHA B Y4HIB,
3 OFHOrO OOKY, KYIbTYpM 3BYKOHZOOYBaHHS, 3 iH-
1Ioro — npodeciiiHoro yHiBepcanismy, T006TO BO-
JIOIiHHA HAaBMYKaMV BiITBOPEHHA TEKCTIB Pi3HMX
€I10X 1 CTUIIB.

XapKiBCbKi MY3UYHI KPUTUKU JOCUTH YBaXKHO
CTeXIIN 32 HMPOQeciiiHNM CTAaHOB/ICHHAM Y4YHIB
C. Morre. Tak, y 1888 p. rasera «IliBgennnii kpaii»
TIOBiOM/IATIA IIPO BUCTYII BUITYCKHMILI K/Tacy CIiBY
Me1o-conpano Mapuaninu [Tonosoi B CeBacrorno-
i, Jie MiclleBa IIpeca Bifj3Hayajia JOCTaTHIO CUTTY
3BYYaHH il KpacMBOTO TO/IOCY, TapHe i yiTke dpa-
3yBaHHs, 6e3JloTaHHe BMKOHAHHA JESAKIX HOMepiB
(«MecTHast xpoHuka», 1888, 08.08). Yrim, micns
xapkiBcbkoro Konuepry M. ITomosoi 27.10.1888 p.
KPUTYK, BIJ3HAYMBIIN [JOCUTH IIPUEMHMII TOIOC
yuennni C. MoTTe, Haro0CuB, Mo A1 MyOTiYHIX
BUCTYIIB Tif «HeoOXiHO Iie 6araTo BYUTUCA». Bu-
C/IOBJIIOI0YY HETaTVBHE CTaB/IE€HHS 0 BUITYCKHYKIB
MYSUYHVX YYWINIL I KOHCEPBATOPIN, AKI «BBaXKa-
10Tb cebe chOpMOBAHNMM APTHUCTAMI Ta He TyMa-
I0Tb TIPO IOJA/IbLIE BJOCKOHANEHH», PELJEeH3EHT
3a3Ha4aB, 1[0 3[00YTTS OCBITM B TaKMX 3aKIajjax
HaJa€ TinbKy npodeciiiny 6asy, a «TOCKOHAMICTD B
MUCTENTB] JOCATAETbCA /NLIE MPalLlel0 BIPOTOBK
ycboro XutTs» («O0630p KoHIepTOB», 1888).

CrocoBHO BMKOHAHHA B KOHIIEPTHOMY 3aXOfi
apii 3 onepn . [loninerti «®aBopuTKay iHIIOW yde-
Huneto C. MorTe Toro yacy CrpeMoyXoBolo, peljeH-
3€HT BiJj3Ha4YaB BMPA3HICThb Ta HATXHEHHICTD CIIiBY,
HEB/IACTYBY /I y4€HUIli PYTOrO POKY HaBYaHHA.
[losuTuBHE BpaKeHHsA CIPABUIM Ha KPUTHKA, 3
JI0TO BUC/IOBOM, IIPMPOJHI AKOCTI Ta/IaHTy MOIOZO1

CHiBaukyu — TeMOp romocy ta caMoOyTHE Qpasy-
BaHHA. YTiM, AKicTb ¢pasyBanHs B Crpemoyxo-
BOi, Oe33amepevHo, C/Iifi BiTHECTU 1O pe3y/braTiB
poboTu 3 mepmarorom, fK i Bi/j3HaueHy piBHICTb,
«BUK/TIOYAKOYM TTOKM 1J0 KPUK/INBI BEPXHI HOTW, 11
Mel[0-conpaHo («MecTHast XpoHuKay, 1888, 02.12).
Taxa koHcTaTalis KpuTHKA CBIfUUTD IPO Te, IO
C. MotTe npodeciitHo BIIMBajIa Ha ONPAIIOBAHHS
Y4YEHMILIEI0 PETiCTPiB il rONI0CY, X04a Lieil IPoLieC Ha
Jac BucTyny CTpeMoyXoBoi B KOHIIEPTi /IIIe PO3-
nouyHaBcs. Po3yMiHHA X peljeH3eHTOM crienudi-
K1 TyO/TivHuX BUCTYMIB yuHiB XMY 3ymoBoBata
71 0COONMMBICTD IX OL[iHIOBAHHS, Jie OCHOBOI OYIIO
BJ3HAYeHH:I IePCIIeKTUB BUKOHABLB. Tak, Haromo-
1ryBasocs, mo ronoc CTpeMoyxoBoi «MOTIOfiVii, He
3MIL[HIZINI 1 He PO3BUHYTUI IOL0 IHTEHCHBHOCTI
3BYKa, OT)K€, TOBOPUTH IIPO JIOT0 CHITY 1€ 3aPaHO»,
a HEJIOCKOHAJICTh BUKOHAHHA CIPUIIMasacs 3 po-
3yMiHHAM («MecTHas XpoHuKar, 1888, 02.12).

3 mosnuii nepcnekTuBY MpodeciiiHoi peanisarii
BOK/IbHUX 3[iOHOCTeil BUCIIOB/IIOBABCS pelieH-
3eHT oo Bumyckuuui kmacy C. Morre 1889 p.
KoHTpanbTo Mapii byanoi. Tax, micis my6nivnoro
icuty B TpaBHi 1888 p., e y Bukonanni M. byn-
HOI Ipo3By4Yasa cueHa Parmipa 3 onepu M. Iminkn
«Pycnan i JliogMuma», pelleH3eHT Bifj3HayaB, 11O
MOJIOJA CITiBayka, KA Ma€ CBLKMI, YMUCTUI, CUM-
NATUYHNI TOTIOC T, 6e3CyMHIBHO, 3HAYHY My3M4-
HY 00JapOBaHICTbh, IiJi HA/MEKHUM KepiBHUIITBOM
3[aTHA O/ICKyYe 11 ICKPaBO PO3BUHYTICA Ta CTATH
npukpacoro onepHoi ciiern (Ha sxsamene, 1888).

[Ipuknagn M. Ilonosoi, CrpemoyxoBoi Ta
M. bynnoi semoncTpyroTh ocMucieHssa C. MotTe B
Apyrii monosuHi 1880-x pp. megarorivyHyx migxomis
JI0 BUK/IaJlaHHA BOKaTY, [0 CIIPUYMHAJIO, 30KpeMa,
KPUTHKY TIeBHMX TpodeciiiHuX Baj y BUCTYMAX i
BUXOBAaHOK Ha IyOMIYHNX KOHLEPTHUX 3aXOfaXx.
BopHovac XapakTepyuCTUKM pELleH3€HTIB CBil4aTh,
1J0 MOJIOAMI MeJaror IOBHOK MipoIo BifIloBifana
OCBITHIM BUMMOTaM MY3WYHOTO Y4MINIINA, Tpode-
CIITHO PO3KPVBAIOUM 1 BIOCKOHAIIO0YY IPUPOLHY
00apOBaHiCTh, 37Ii/ICHIOIYN MOCTAHOBKY TOMOCY
Ta 3aK/Iafalouy OCHOBY BOKaJ/IbHOI TeXHIKI.

30KpeMa IpYHTOBHY Iiir0TOBKY B Kaci C. MorTe
3po6yna conpano fOmis Peiinep. Yoxe B meprmi poku
HaBYaHH:A B K/Iaci CIIiBY I1if] YaC YYHIBCbKMX BEYOPIB
BOHa BIKOHYBaJIa K KaMepHi TBopu A. Crpagenm,
A. JlorTi, M. Iminkwu, P. lllymana, ®. Menpenbcona,



I11. Tyno, A. Toma, O. [laproMisKchKoro, Tax i orep-
Hy Mysuky M. Yecri, B. A. Monapra, K. M. Bebepa,
Jx. Meitep6epa, A. Py6inmreiina (Otuer, 1889,
c. 47-50; Oruer, 1890, c. 52-58; «Teatp 1 My3bIKa»,
1889, 29.01; «Tearp u mysbika», 1889, 11.02). Pe-
IICH3EHTY BiI3HAYaIM 4YyfOB€ BOJIONIHHA BOKa-
JICTKOI0 CYMIIATVYHMM i 3BYYHVUM TOMOCOM fAK Y
TeXHIYHOMY, TaK i B MucTerbkomy maHax («Teatp
u My3sbika», 1890). Hapani 0. Peiigep BrockoHa-
JII0Ba/Ia BOKa/IIbHY MaJICTEPHICTh, 30KpeMa B ITaii,
IIC/Is YOTO TMeBHMIT 9ac 6y/a COMCTKOK ONepPHOTO
TeaTpy B iTa/mificbKOMy MiCTi AHenid, CliBaza Ha
onepHili ciieni Mocksy, [Tetep6ypra, Xapkosa, Ku-
eBa towjo (/Incenko, 2011: 456), a 3rogoM IUTiIHO
3aiiManacs negaroriyboro gismpaicTio B Oneci (He-
6ora, 2021, c. 6).

Y xostHi 1892 p. B Xapkosi B maprii AMHepic
omepu k. Bepmi «Aima» pme6oTyBana Mmero-co-
npano €. M. Koperpka («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 kmaci C. MoTre, «3aX0Imo0dn BCix
BifIBi[yBauiB YYHiBCbKUX BEYOPIB CBOIM 4YZOBUM
rojocoM i MysmyHowo obpapoBanicTio». Hapari,
Hic/IA KiIbKOX POKIB apTUCTUYHOI HiAMbHOCTI 11
3aHATD 3 BIJJATHIM BOKa/JIbHIM IlefiaroroM K. EBe-
papxi, €. Kopenpka «cdopmyBanacs B onepHy crii-
BauKy, fIKa Majla BemdesHuit ycmix B Iletep6ypsi,
BinbHo Ta Kuesi» («Tearp u mysbika», 1892).

[Ticna naBuanHA B kmaci C. MoTTe nipuKo-Komno-
parypHoro conpano Mapia MuxaitnoBa poTArom
KiIbKOX POKiB BJJOCKOHA/II0Ba/la BOKAJbHY Majic-
TepHicTb y [TeTep6yp3i, Minaui, [Tapuxi (JIucenxo,
2011, c. 368-369). Hamani xapkiB’'ssHM Mamyu MOX-
MUBICTB criocTepiraty 3a ii mpodeciitHum 3pocTaH-
HaM. Tak, M. MuxaiinoBa sk comicTka netep6yp3s-
KOro MapiiHCBKOrO Tearpy BUCTYIANa B JTHOTOMY
1893 p. B XapKoBi 3 KOHI|EPTOM, JAE€MOHCTPYIOYM
0e3CyMHIBHMIT MY3MYHMIT CMaK i YyfiOBY IIKOTY
(«Tearp m mysbika», 1893). Ilicna ii xoHuepry B
XapxkoBi B 6epesHi 1896 p. KpUTHK Bif3HauaB, 1[0
BOKAJ/IiCTKa OBOJIOMi/Ia CBOIM TO/IOCOM HACTi/IbKI,
1[0 MOXXE BBaXKaTUCA OfIHIEI0 3 HAMICIIPOMOXKHILINX
ciiBadok MapiiHcbkoro Teatpy. Take TBepyKeHH:A
aBTOp pelieH3il 00IPYHTOBYBAB XapaKTePUCTUKOI
BOKa/IbHOI MaiicTepHocTi M. MuxaitnoBoi: «ronoc
il piBHMIT y Bcix pericTpax, cBOKMIT i 0co00MMBO
CUMIIATUYHUIL 32 CBOIM TeMOpPOM, 3BYYHICTb 110TO
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BUJaTHA. Mornoga apTucTKa criBae 3 JifiCHUM
CMaKOM, BUTOHYEHO II BMpasHO (pasye; TexHika
il OiTbII HDK 3aOBUIBHA I JPUYHOI CHiBayKy,
AKOI0, BJIaCHe, 1 HeoOXimHO BBakaTu Muxaitmo-
By 3a 06’eMoM 1i ronocy Ta Hactpowo» («Tearp u
My3blka», 1896). Ilicna XapkiBCbKOTO KOHIEpTY
M. Muxaiinosoi B 1904 p., yxe AK IpuMajOHHI
MapiincpKol omepy, KpUTUK HAro/loIyBaB, 1o i
TOJIOC € YHIKa/JIbHUM ABUIIEM Y BOKa/JIbHOMY MIC-
tenTBi (Jleonumos, 1904).

Otxe, HaBefieHl mpukaamy npodeciiiHoi camo-
peamisanii Bumyckannp C. Morre kinna 1880-x pp.
CBifl4aTh IIPO Te, 1O PiBE€Hb BOKANbHOI IiIrOTOB-
KU, JOCATHYTUII Mif ii KepiBHUITBOM, CIIPUAB, 32
YMOB IIO[A/IbLIOTO BOCKOHATIEHHs MailCTEPHOCTI,
yCHilHil Kap’epi B My3U4Hil raysi.

Y 1890-x pp. yuni kmacy C. MoTTe npomoBxy-
Ba/M AKTMBHO Ji YCIIIIHO BUCTYNATH B KOHILEPT-
Hux 3axofax XB PMT, pempeseHTyroun MmypoKuit
YKaHPOBMII CIIEKTP BOKaJAbHOI 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. TuxonoBum, 110
NPOABUIOCA B aKTUBHOMY OIIpalll0BaHHI OIEPHOI
Ta KaMepHol aHcam6neBoi Mysuku B. A. Momapra,
I. Noniuerri, JK. b. ®opa, Ix. Bepni, O. Japro-
MIpKcbKoro, I1. Yarikosebkoro (Otuet, 1893, c. 14—
16; Oryer, 1895, c. 17).

Cepen tamanoButux y4erunp C. Motre mo-
qaTtKy 1890-x pp. — Mapia Ilonakosa, ska micna
sakinyenHa XMY 3pmo6yBana BOKa/IbHY OCBIiTY B
MockoBcbkiit koHcepBaropii (kmac €. A. JlaBpos-
cpkoi). Y kBiTHI 1895 p. BOHa IpuBEpHYyIa yBary
CTOMMYHOI IIpecu BUKOHaHHAM maprii Hoemi B
omepi 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 JPaMaTIIHOIO
HAIOBHEHHA 3 BiJMIHHMMI CEpeJHIMM il HU3bKU-
MM HOTaMJM Ta MEHII KPacUBMM i PiBHUM BepXHIM
perictpom» («Tearp m Mysbika», 1895). Hapani
M. Ilon:AxoBa BAOCKOHAIIOBAIA MalICTEPHICTD IIif|
KepiBHMI[TBOM Bi/JOMOTO OIIEPHOTO CIliBaka il BO-
Ka/ibHOrO nefarora I. IIpAanumHuKoBa, mcnd 4yoro
18.09.1897 p. mebroTyBanma B XapKiBCbKiil aHTpe-
npusi B maptil Tersun (omepa II. YaiikoBchkoro
«Eren Omerin»). Bigommit XapkiBCbKMiT KPUTHK
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B. Coxanbcpknii Bifj3HayaB, 1110 AKiCHA LIKOA, AKY
npoitita M. [Tonsakosa, MoMiTHaA B il BUKOHAHH] K
Y BOKAJIbHOMY, TaK i ClieHiYHOMY IUTaHax. Bin xa-
paKTepusyBaB r0/10C MOIOIOI APTUCTKY AK CBIKMI,
CepefHbOl CUM, 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 3aco6iB, Hikomu He Hopcye 3BYK, He 3a-
CTOCOBYE JIelleBi KpUK/IMBI eeKTI», «IHTOHAIiA i
3aB)X/M IIpaBIU/IbHA VI TOYHA, A, 3aBIAKM BMpPa3Hiil
BJIMOBI, )KOJIHE C/IOBO B CIiBaYKM HE IPOIA/Ia/io»
(«Teatp u My3biKa», 1897).

Y 1893 p. xmac C. Motre 3akiHuMIa Me10-co-
npano Jlinia Kypoukina. Ha ocramHbomy Kypci
HaBYaHHA Il BXe 3aIpOIIyBaIM 10 y4acTi B KOH-
ueprHux 3i6panusax XB PMT. Tak, y mporpami ka-
MepHOro panky 23.02.1892 p. BoHa BMKOHa/a Tpu
pomancu P. Illymana. PerenseHT Bif3HayaB, IO
CUMIIATUYHUN, JOCTATHbO CUIbHMII i PIiBHMIT Y
BCiX pericTpax ronoc CIiiBa4ki, Xoya ILie He 30BCiM
BUIIPAllbOBaHMI, CBIIYNTb IPO Yy/IOBY CEPIIO3HY
LIIKOTY, @ POMaHCU Oy BUKOHAHI 6€3[0raHHO 5K
y TEXHIYHOrO IIaHi, pO3YMHO, 3 YiTKOIO JUKIII€I0,
TaK i y BUKOHaBCbKOMY — «i3 3aXOIlJIeHHAM, BifiTIO-
BigHO 70 Ayxy lllymana» («MysblkaabHBIE 3aMeT-
Ki», 1892, 27.02). Ilicns Buctymny JI. KypoukiHoi B
nporpami KaMepHoMy paHky 13.12.1892 p. xputuk
Bifj3HavaB, mo ydenu C. Morre «mokasana cebe
III/IKOM JIOCTOMHOIO BYCTYNAT! IOpAf i3 copmo-
BaHMMM apTucTami» («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
«Pycamxa» O. [lapromipkcpkoro («O6bABIeHNA»,
1895). Hapani JI. KypoukiHa criBana B eTepOypsb-
Kill onepHiil aHTpenpusi mig ncesgoniMoM Jlifina
(Kparxuit 0630p, 1896, c. 40-41).

Hasegeni npyuxmagy cBif4aTh Ipo AKICTb METO-
mvky po6otu C. MoTTe Haji TOCTAHOBKOO TOTIOCY,
AKa CIpUANA IOJANbLUIOMY BIOCKOHAJIEHHIO BO-
Ka/IbHOI MaJICTEpHOCTI, 110 IOBHICTIO BifjIIOBifja/Io
MeTi My3MYHOI IIJATOTOBKYM B CIIEIlia/li30BaHOMY
OCBITHBOMY 3aK/Mafii — 3a6e3NeveHHs METORNYHO
IPaBUIbHOTO 3aCBOEHHA HOPM TEXHOJIOTII perpe-
3€HTallii My3MKM K OCHOBM /1Al TIOIa/IbLIOTO TBOP-
9Oro CaMOBJOCKOHA/IEHHA.

3 1894 p. TBOpUa B3aEMOfis KiHOYOTO 1 4OIIO-
Bi4Oro kiaciB BimOyBamacsAd B KOHTEKCTi iHiriaTus
HOBOT0 Iefiarora-pokanicta M. TuxoHoBa: yyennni
C. MotTe HabyBam BUKOHABCHKOI IPAKTHKIA, CIIi-
BalOYM B CIEHIYHMX IOCTAHOBKAX MOHYMEHTa/Ib-
HJX MY3MYHMX TBOPiB, 30KpeMa JpaMaTH4HOI I0-
emu P. lllymana «Maudpen» [ist OpKecTpy, Xopy i
comctiB (Otuer, 1896), «Pexsiemy» B. A. Momapra
(O6wbsiBnenns, 1896), kaHTaTy [/ COTICTIB, XOPY I
OpKeCTpY, HallMCaHOI cKpuIaneM-nefarorom XMY
K. Topcbkum po 25-piunoro toBineto XB PMT (Ot-
yer, 1898, c. 15).

23.05.1895 p. mig yac my6IiYHOrO iCIUTY B KIIa-
ci ancam6miB i omepuux Brpas ydyernii C. Motte
Opany y4acTb y NMOCTAHOBL{ TpPeTiX aKTiB 3 omep
K. M. Bebepa «Freischutz» i 1. Iyno «®Dayc», clie-
Hu Kuaruni 3 2-i gii onepu O. [laprommkcbkoro
«Pycanka» Ta cuenn B cagy 3 omepu II. Yaiikos-
cbkoro «Esred Oneriny (Ortyer, 1896, c. 36); Ha 1mo-
4aTKy OepesHs 1896 p. BUKOHYBa/M CLieHY 3 OIlepy
O. JTapromixcbkoro «Pycamkar Ta, «3 He 6ararbma
npomyckamm» (Kparkuit 0630p, 1896, c. 27), onepy
[1. YatikoBcbKoro «EsreH OHeriny. Y 6epe3Hi — Ha
1oyaTKy KBiTHA 1897 p. B XapKiBcbKOMY fpama-
TUYHOMY TeaTpi [iBidi 3 yCIiXOM IIPOJLI/Ia BICTaBa
komiuHoi orepu B. A. Monapra «Cosi fan tutte» 3a
y4acti ygennip C. Motte B. ®enoposoi (Ovoppi-
nimxi), JI. [uspupesoi ([Jopabenna), M. Kuu ([lec-
nina) (Oruer, 1898, c. 19).

Y 1890-Ti pp. C. MorTe cucteMarnsyBasa BUMO-
TY JJO BUIYCKHOI IIPOrpaMyl BOKAJICTa, AKa CKJIa-
flamacd 3 iIHCTPYKTUBHOTO Matepiany, BilTBOPEHHsA
SIKOTO HaJlae MOXKJIMBICTb 3’siCyBaTy Hpodeciona-
Ji3M BOJIOJiHHA TOMIOCOM; apiil, AKiCTb BUKOHAHHSA
AKMX CBIYUTD IPO piBEHb TOTOBHOCTI 10 CaMOpe-
ajtisallii Ha OIEpHIN CIeHi; CaMOCTIVIHO BMBYEHMX
BOKa/IIbHUX TBOpiB. Tak, IporpamMy BMITyCKHOTO
icimty Mupsu Monge y 1892 p. cranoBmmu: Boka-
misu Ne 1 @. Jlammepri, Apia «Non, je ne voux pas
chanter» 3 onepu H. I3yapa «Billet de loterie» Ta, six
caMmocTiitHo 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 cexa» 3 omepu M. Iminku «Pycnan i Jlrogmmnar),
4. Apito Crinoi 3 onepn A. ITonkbenni «JJK0KoH-
Iia», 5. 3aknMHaHHA Ymbpiku 3 omepu [Ix. Beppi
«ban-Mackapag» (Oruer, 1895, c. 73). Y nporpami



BUITYCKHUIII HACTYITHOrO poKy Mapii Maypep 3By-
gam: 1. Bokanis Ne 3 Jlaypu Yinti-/lamopo (Cinti
Damoreau), 2. «Ax, 3iTXaTu it pugatu» 3 ONepu
[. @. Tenpena «kOnitt Lesap», 3. CueHa it KaBaTuHa
Aricu 3 onepu [[)x. Meitepbepa «Pobept-nmusaBon»,
4. Pomanc II. YarikoBcbkoro «3abyTu Tak cKopo»,
5. «Chant de Mai» JIx. Meiiepbepa (Otuer, 1896,
c. 64).

Takwit o6cAr IporpaMy BpaxoByBaB AK BUMOTH
710 TpodeciitHOTO piBHA BOKANiCTa — BUITYCKHIU-
Ka MY3MYHOTO yumIuiga (BOKami3u Ta apii), Tax i
TBOpYi IIParHEHHA CaMOTO Y4YHA, LIO BTiMIOBA/IN-
csl B CaMOCTIIIHO OOpaHMX JUIs 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 BifyBamocss oCMUC/IEHHA BO-
KaJIbHOI MiTOTOBKM B MEXaX peIZTaMeHTOBAHOI
1/1e/1HO-TIPOCBITHIMM HACTAHOBAMM CYICTEMY BMXO-
BaHHA YHiBEPCaJbHOTO MYy3JKaHTa.
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3 Bepecus 1901 p. C. Morre, 3a cimeitHuMu 06-
cTaBMHaMy, 3BinbHMIAcA 3 XMY, cTOCOBHO 4oro
kepiBHunTBo XB PMT 3asHavano, mo «yumniie
BTPATW/IO Ta/AHOBUTY i JOCTATHHO BifJaHy CIIpaBi
BUKJIA/JauKYy, sIKa 3aB)XK/IV 31 CTAPaHHICTIO i TI000B’10
CTaBU/IACA [I0 BUKOHAHHSA CBOIX 0008 3KiB». [IIk0-
IyI0UM IIPO TaKy BTPaTy, AMPEKLiA BYUCIOBIIOBA-
na C. MorTe «umpy BEAYHICTD 3a il 6araTopivny i
IUTTHY XYAOXKHIO Jis/IbHICTb HAa KOPUCTb MY3UYHO-
ro yommar (Oryer, 1902, IV).

BucnoBku. Otxe, mif yac misympHOCTI B XMY
C. MortTe mposBmIa NefaroriyHmii XucT, BUXOBY-
I04) TIPOTATOM BU3HAYEHOTO TEPMIHY M Y MeXax
permaMeHTOBAaHOTO OCBITHBOTO IIpolecy (axiBIIiB,
CIIPOMOYKHUX Ha JIOCTaTHBOMY IIpodeciitHoMy piB-
Hi YCIIIIHO 3[i/ICHIOBATY BOKa/IbHi BUKOHABCHKY
Ta negaroriyHy QyHkuii. Taknit piBeHb BUXOBaHHSA
3a0e31evyBaBcs ONPALIOBAHHAM IO10CY Ha My3/d-
HOMY Marepiai, AKUI CTAaHOBWIN: iHCTPYKTMBHI
TeKCTH (BIPaBY, BOKAJIi3M) i IOMy/IAPHMIT HA KOH-
LIepTHIll ClleH] KaMepHMIT perepTyap, 1o 3abe3re-
9yBa/Ii TEXHOJIOTIK IIOCTAHOBKY TOMOCY 1 OIaHY-
BaHHA KYIbTYPOIO CIIBY, Ta €BPOIEICbKA ONEpHA
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.

RO

EKPEpYMEY

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. Mucnascvkuii. AHTONOTiA YKpaiHCbKOI KiHO-
KpuTuku 1920-x pokis

Penensia Ha KHUTYy: AHTONOTiA YKpaiHCBKOI KiHO-
kputukn 1920-x pokis / ynopap: C. MeHseneBcbKuii,
O. Temwox; nepenmosa C. MeHnsenescbkoro. Hanionann-
Huit nenTp Onekcanppa JJoBxenka, 2019-2021. T. 1 —
176 ¢; T.2 — 128 ¢; T.3 — 200 c;; T. 4 — 200 c.

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. Mucnapcokumit

JOKTOP MICTeLITBO3HABCTBA, JOLIEHT, 3aBifyBay Kadeapu
KiHOTeNIepeXXMUCypH i ClieHapHOI MaiicTepHOCTi, XapKiBcbKa
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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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