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I Ilanxos, A. Kikomvp. XpUCTUAHCbKII NePCOHA-
1i3M i «imoTcpKuit pify y dpimocodii I. C. CxkoBopopu

[IpoananisoBano kputmyHe crabneHHA [. CkoBo-
poIM IO MAacoOBOTO CYCI/IbCTBA 3 XapaKTepHUM HOMY
AHTPOIOIOTIYHUM TUIIOM «IIOTCBKOI MIOiHU». [loBe-
JIEHO, 11O OCYJ, i TparHeHHA BUTICHUTHU CIJIBHOTY «pa-
0iB IIOTi» JOTIOBHIOETHCS MPATHEHHAM IO 1i JYXOBHOI
TpaHcopMarii 3 MeTow egHaHHA 3 boroM y ;yxoBHOMY
cepenoBuLi cepuA. OCyKeHHA «IUVIOTCHKOTO POLY» pa-
30M i3 «IIOTCBKOIO JIIOAMHOI0» B 00pil XpUCTUAHCHKOI
JYMKM BM3HA€TbCA OFHMM 3 aCNeKTiB IIepCOHasi3anii
JNIOVHN 1 CyCHiNbCTBa. BUKOHaHe JOCTiKeHHA TOIIN-
pIO€ i IOI/IMOMTIOE TPAKTYBaHHA XPUCTUAHCHKOTO IIep-
conamamy Ak dyHnamenty ¢imocodii I. CkoBopomu y
3B’13KY 3 1i CHIBBi/JHECEHICTIO 3 ACKETUYHOI KPUTUKOIO
MacOBOTO CYCIIi/IbCTBA.

Knro4oBi crmoBa: xpucmusHcokuii nepconaniam, nepco-
HATI3AUIS, «NAOMCLKULL Pid», «NTIOMCOKA TI0OUHA», 0Y-
X08HA MPAHCHOPMAYis, KOPOON02iuHA AHMPONONO2is,
ackemuuna 0ymKa, 0coOucmicmo, cepie, WACMS.

H. Pankov, A. Kikot. Christian personalism and
“carnal race” in the philosophy of H. S. Skovoroda

The purpose of the article is to analyze H. Skovoroda’s
criticism of mass society, called the “carnal race”, based
on the position of Christian personalism, which the
Ukrainian philosopher adhered to. Its implementation
will allow us to expand our view of H. Skovoroda’s
personology, taking into account the ascetic component
and critical orientation of the content of his creative
heritage.

The main methodological tool for the stage of
the mentioned problem includes a philosophical-
anthropological, axiological and philosophical-religious
analysis of H. Skovoroda’s texts in their dialectical unity
and interaction.

The result of the research presented in the
article. The undertaken analysis of the teachings of
H. Skovoroda revealed his critical attitude towards mass
society, the environment of which is the “carnal man”
as an anthropological type. An alternative to the named
society has been identified, which is contrasted with the
Kingdom of God as a community of spiritually renewed
people. It is shown that condemnation and the desire to
oustthecommunityof “slaves of theflesh’iscomplemented
by the desire for its spiritual transformation towards
unity with God in the inner world of the individual —
the heart. The view of the philosophy of the heart as an
essential feature of personalistic thought is substantiated,
and the achievement of identity with God and Christ
in the spiritual space of the heart organically correlates
personalism with Christian thought. The condemnation
of the “carnal race” together with the “carnal man” in
the horizon of Christian thought is recognized as one of
the aspects of the personalization of man and society, a
concern aimed at their spiritual transformation.

The scientific novelty. The interpretation of Christian
personalism as the foundation of H. Skovoroda’s
philosophy has been expanded and deepened due to its
correlation with the ascetic criticism of mass society. This
circumstance allows us to pay serious attention to the role
of criticism in constituting the Christian-personalistic
foundation of the work of the Ukrainian philosopher.

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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To develop an understanding of Christian thought, the
organic connection between its personalistic and ascetic
values is demonstrated, which makes it possible to
evaluate their unity and interconnection in their focus
on the spiritual development of man and society.

The practical significance. The results of this study
can be used in the educational process for teaching
general and special courses on the history of philosophy,
the history of Ukrainian culture, and Christian ethics.
Keywords: Christian  personalism,  personalization,
‘carnal race”, ‘carnal man’, spiritual transformation,
cordological anthropology, ascetic thought, personality,
heart, happiness.

AKTyanbHICTD TeMM [OCHiPKeHHA 3yMOB-
JNIIOETHCA BUSHAYHUM MICIIEM, fAKe Y BITYMSHAHIN
Ky/IbTYPi ocifatoThb nocTaTh i TBOpUicTSh I. C. CKo-
BOPOJN, a TAKOX POJIII0 JIOTO BYEHHA B PO3BUTKY
yKpaiHcbkol dinocodepkoi gymku. I. CxoBopony
Ha3MBaKOTh OfHMM i3 CMMBOJIiB yKPaiHCTBA Ta yOCO-
O7TeHHAM YKpAIHCHKOTO HAIliOHAJIbHOTO XapakTe-
Py, YKpaincbknM COKpaToM, OCHOBOIIONOKHUKOM
YKPAiHCBKOIO IIepCOHaNi3My. JIIOAMHOMIpHICTD,
sAKa TepebyBae B OCHOBI i10ro ¢inocodcbkoi crap-
LIVHY, BU3HAETHCA HAJ3BMYAIHO 3aTpeOyBaHOHO
TYMaHICTMYHON L[iHHICTIO B HAJICK/IAJHUX YMOBaX
CYYaCHOTO CTaHy CYCIIZIbCTBA Ha CBITOBOMY piBHI
3i 3pocTaruMM MacmTaboOM COLiaTbHUX KOHPIIK-
TiB 1 B3a€MHOTI'O Bif4y>KEHHA.

Y dinocodcbko-HayKOBOMY IIaHI aKTyaIbHICTD
i€l TeMy MOJATAE B HeOOXiMHOCTI BUBYEHHS Bi-
TYM3HAHOTO Ta CBITOBOTO JJOCBify I€PCOHATICTIY-
HOI [yMKHU, fKa YiTKO BYpa)Ke€Ha B XPUCTUAHCHKIN
Tpaguiii i € crpyokHeM BucsiTneHHA I. CkoBopo-
JI010 YVCTIEHHIX TUTAHb Oy TTSA JIOVIHN I KY/IbTY PI.
YTBepmKeHHS L[iHHOCTI 0COOMCTOCTI TIepCoHati3-
MOM 3JII/ICHIOETbCA B PE3Y/IbTaTi ilefIHOTO NPOTH-
CTOSIHHA TpollecaM JieryMaHisallil Ta 3HeoCoO/eH-
HIO JTIOJJVIHY ¥ CIIIBHOTY JTIOZeN, 10 BinOyBa€eThCs
HiJl CWIPHMM BIUIMBOM JOBKI/IZIA — HaTMCKaMI
«MUPY», 3TIFHO 3 ACKETUYHOKI HYMKOIO, L[IHHOCTI
Akoi nogiinas I. CkoBopopa. Ane Ipy IbOMy II0CTA€
NUTaHHA [P0 IE€PCOHATICTUYHY BiIIOBiJAIbHICTD
JIIOIHYA Ta JIIOACTBA 32 JYXOBHUIA BUIIA, HOCIAMI
SIKOTO IIOK/IVIKaHi Oy TV JIIOIY B peatisartii )KUTTeBoi
nporpamu. Y 3a3Ha4€HOMY acIeKTi BMBYEHH:A Ili€i
TeMJ) OXOIUTIOE aKTYaabHi muTaHHA (inocodcbkol
aHTpomonorii, ¢pinocodii BigmosigampHOCTI Ta i-
nocodil 1iHHOCTEl (aKcionoril) B XpUCTUAHCBKII

AyMIii, @ TAKOXX OCMUCTIEHHA XPUCTUAHCHKOI JYMKHI
B IIpe3eHTallii Ha3BaHUX acreKTiB pinocodii.

IlocranoBka mpo6nemu. Y 1eHTpi Iboro 7o-
CIPKeHHs — mpobreMa MKTyBaHHA PO 0cobu-
CTICTb 1 IIPO JIOLCHKMI Pifi Y IOTO JYXOBHOMY BM-
Mipi Ik OCHOBHe if Hara/jbHe 3aBIaHHA (inocodii
I. CxoBopoziy, 1110 BUKOHYBA/IOCh METOJOM FOCTpPOi
KPUTUKY COL[IaJIbBHOTO TUITY «IIJIOTCHKOTO POAY» i1
AHTPOIIO/IOTIYHOTO TUITY «IJIOTCHKOI JIIOAVHI» 3
XapaKTepHUMM /14 11 CBIIOMOCTI 4y TTEBO-MaTepi-
a/IbHMM L{iHHICHUM IPIOPUTETOM Ta €rOLeHTPU3-
MOM.

AHami3 oCTaHHIX AOCTiIKeHb i myOmiKaiiii.
®dinocodcnka 1 HayKoBa JiTepaTypa, MPUCBAYIEHA
BuBYeHHI0 TBopyocTi I. C. CkoBOpozu, ABMAE CO-
6010 coniHMiT MacuB MOHOTpadilt, AucepTariiil, k-
peMIUX CTareil i Te3 JOIOBifel, Y AKUX BUCBITIEHO
Pi3HOCTOPOHHI aCIeKTH ifIeifHOI CIa/IVHI YKpa-
incpkoro dinocoda. [Tpore okpemnmu il KpuTHKa-
MM BifI3HAYa€TbCA IMMPOKONOLIMPEHA TEHMEHIiA
posrsiiaty HeBHi muTanHs dinocodii MucmmTens
B JIOKa/IbHOMY (pOpMari 032 OPraHiYHNM 3B A3KOM
Mk Humu (Cayx, 2022). Ileit 3B’130K MOKIMKaHUIL
3a0e3neunTy BpaxyBaHHA MNOCTITHMKAMM Iapa-
JUTMaIbHMX 3acaj TBOPYOCTI, 1[0 PO3I/IALAETHCA,
AKi MPUIIMAIOTbCA 3a OCHOBY iHTepIIpeTanil KOH-
KpeTHUX IMUTaHb y TBOpaX yKpaiHncbkoro Cokpara.
BopHouac HayKoBI|i 4acTO KepyIOTbCA aHTPOIIONIO-
TiYHOI0 TapaiurMolo, CTBepmxKytodn, mo I. CkoBo-
pozoto Y70 37ilICHEHO AHTPOIIOIOTYHIII TTIOBOPOT
B YKpaiHCBKill ¢inocodcpkiil Ta 60rocmoBChbKiit
mymui (ITomosuy, 2007, c. 7, c. 189). Mix tum, aB-
Top L€l myOmiKarii BUCTOBUBCA 3a JOLIBHICTD
KOPUTYBaHHSA IIbOTO ITONOKEHHA Ha KOPMUCTb BU-
3HAaHHA IEePCOHAMICTUYHOTO IOBOPOTY BYEHHA
I. CkoBOpopu /141 TOTO, I[O6 BiMEXYBaTH MEPCO-
HaJTiCTNYHY apagurmy ¢inocopcbkoi aHTPoIoso-
rii Bifj corjionorisaTopchkoi, sika He Oy/a Xapakrep-
HOIO /11 TBOpYOCTi ¢inocoda. 3BepHyBIIM yBary
Ha XPUCTMAHCBKMI 3micT dinocodii mmcmmrens,
aBTOPOM B OfIHIi i3 momepenHix myo6mikauii 6ymo
3aIpOIIOHOBAHO il BU3HAYEHHA Y BUITIAAI BapiaHTa
XpUCTUAHChKOTO nepconanismy (ITankos, 2022). e
BJMI3HAYEHH 3 JI0T0 IIePEKOH/IMBOI0 apTyMEHTALIi€X0
TaKOXX MOXKHa BiffHaiiT!t B mpausax [. Bacanosnda,
npuypodennx o 300-piqnoro rosinew I. CkoBopo-
mu (Bacanosuy, 2022a, 20220).



OO6rpyHTYBaHHS HepCOHATICTUYHOCTI Pinocodil
I. CkoBOpOnM 37iliICHEHO B OCTAHHIX IyOiKaIlifx
Biomoro BitumsHsHOro ¢inocopa A. M. Epmo-
nenka (2022, 2023), kOoTpuil BU3HAYNB TBOPUICTDH
YKpaIHChKOTO MuC/IUTeNA (inocodiero ykpaincbko-
o mepcoHanismy. TakuM 4YMHOM, Y B3a€MO3 A3KY
3 TepCOHAMCTMYHOK Tpaauuien dimocodcpkoi
nyMky I. CKOBOpOZIY IPOCTEXYIOTbCA /B TEHJIEH-
1ii: mepima — ii CIiBBi/JHECEHHA 3 YKPAIHCbKOIO Ha-
11i0Ha/IbHOIO TPALIILIEI0, IPYTa — 3 TPASULIEI0 XPpH-
CTUAHCBKOI KynbTypu. [Ipn ibomMy 061zBi BoHM He
cynepeyaTb OflHa OfiHii, ajle B3AEMHO OffHA OffHY
JIONIOBHIOIOTH, YKa3yI04J Ha Pi3HOCTOPOHHI KOHTEK-
CTM TIOTJIAZY Ha TBOPYICTb yKpaiHcbkoro Cokpara.
Opnak cam [. CkoBOpozia 3HAUHOI0 MipOI0 AKIlEeH-
TYBaB Ha PEJIriIHUX HIHHOCTAX Y KOHTEKCTI OPiB-
HAHHA 3 L[IHHOCTAMY €THIYHMMIL. 3BaXKal04y Ha 1[I0
00CTaBNUHY, 3’ ICYBaHHS NEPCOHAMICTIYHOTO BYMi-
py ¢inocodii I. CxoBoponu B wiit my6mikarii 6yne
3MiJICHEHO B KOHTEKCTI XPUCTMAHCHKOIO BYEHHA
6i6miitHol Moxudikarii (ame He 1epPKOBHO-JOrMa-
TIYHOI), IKOI HEYXVIbHO JOTPUMYBAB MUCIIUTEIb.
BopnHouac nepcoHasnism TiCHO OB A3Y€ThCA 3 ackKe-
TUYHUM CBIiTOITIAZIOM yKpaiHcbkoro dinocoda, a
JIOTO acKeTMYHi HOITAAM — 3 IEPCOHANTICTYHOK
HO3UIIi€I0, AKY BiH MOIIMPIOBAB Y CBOIX TBOPAX.
3anponoHOBaHNMII MiXifi B OCMUC/IEHH] TBOPYOCT]
I. CKoBOpOIM CTaHOBUTb HAYKOBY HOBM3HY Y Bi-
TYM3HAHOMY CKOBOPOJIO3HABCTBI.

Mera crarTi — npoananisysatu kputuky I. Cko-
BOPOJIOI0  MacOBOIO CYCIIIbCTBA  «ILIOTCHKOTO
pony», IPYHTYIOUNCh Ha MO3NIIil XPUCTUAHCHKOTO
IIEPCOHAMI3MY, AKOI JIOfIep)KYBaB YKPaiHCHKMIl
dinocod. Ii smilichenHs 103BOMNTH POSWUPUTH
nornA Ha nepcononoriio I CkoBopopu 3 ypaxy-
BaHHAM aCKEeTMYHOI CK/Ia/I0BOI Ta KPUTUYHOI CIIpsA-
MOBAHOCTI 3MiCTY J10T0 TBOPYOI CIIAfIMHN. Takox
IPOIIOHYEThCA 3BEPHYTH CEPIIO3HY YBary Ha ponb
KPUTHUKM B KOHCTUTYIOBaHHI XpUCTUAHCHKO-TIEPCO-
HJTICTUYHOTO QYHAAMEHTY TBOPYOCT YKPaiHCHKO-
ro dinocoda. [i BuBYEHHS METOIOM IUCKYPCHBHOI
AHATITUKY TAKOXX CTAHOBUTb HAYKOBY HOBU3HY,
IIbOTO Pa3y HALIOTO FOC/iKEHH.

Buknay oCHOBHOrO Matepiany ROCTiIKEHHA.
IlepconanisMm — Iie TymMaHiTapHa MO3NLiA, y AKil
YTBepIKYETbCA LiHHICTD ocobucrocti B 06pii i
JIyXOBHOI YHIKa/JbHOCTi, IIPOTe HE B COIia/bHiil
mwronyHi 1 6yTTa. BigmosigHo 1o mporo posrsza-
I0TbCS PISHOMaHITHI MPO6/IEMI TIOCHKOTO JKUTTSL.

[IpoananisyiiMo, Hanpukinapj, pAeski QparmeHTH
eByieMoHiyHOro BueHHs [. CkoBopoau (To6TO 110r0
dinocodii macrs). «Hexait HiXTO He CHOfiBa€TbCA
IJACTA Hi BiJj BUCOKMX HayK, Hi Biff IIaHOBHMX II0-
can, Hi Big 6ararcTsa... Hemae itoro zige. Bono 3a-
JIEXUTD Bifj cepid, cepue — Bif Mupy, MUp — Bifl
3BaHHs, 3BaHHs — Big bora» (CkoBopoma, 1994,
T. 1, ¢. 441). 3rigHo 3 I/IMOOKNM NepeKoHaHHAM ¢i-
n0coda, «IIACTS TBOE BCepelyHi Tebe, TYT LeHTp
J10ro 3aKoIaHWMil: NisHaBIIM cebe, Bce MisHael,
He Mi3HaBIIM ce6e, Y MTbMi XOAMTUMeN i JAKa-
TUMENLICA CTpaxy, Ae itoro He Oyno. IlisHatu cebe
TIOBHO, Ti3HATUCS 1 3aAPYXXUTK 3 COO0K0 — Iie €
HEBiT EMHMIT MMUp, iCTMHHE WACTA 1 MyApiCTb 10-
CKOHanma» (TaM caMo, c. 374). Sk o4eBUAHO, yKpa-
iHChKMIT inocod BuTydae HiHHICTD CIIPaBXHBOIO
1acTs i3 couianbHOI cepy XKUTTA JTofielt i mepeHo-
CUTD J10T0 y BHYTPILIHIN CBIT MTIOAMHM, 110 BKa3ye
Ha CIIPUTYaNTiCTUYHE JIOTO TPAKTYBaHHA — TIIy-
Ma4yeHHS BUK/IIOYHO B KOHTEKCTi JYXOBHOTO CBITY
0Cco0MCTOCTi.

PosyminHA cyTi macTA BU3HAYAETbCA BHYTpIIl-
HiM yMUPOTBOPEHHAM Y Ceplli iHuBifa, a rapaH-
TOM Jioro mporonomyerbcsi bor. «Illacta TBOE, i
MUp TBilf, i pail TBilL, i bor TBiil ycepenuHi Tebe €.
Bin mpo Tebe, B T0O1 X mpebyBatoun, gymae, Ha-
CTaB/IAKYM [0 TOTO, WO IEPEAyCiM A CaMoro
Tebe € KOpUCHe, PO3yMill, 4ecHe i GraronpucToiite.
A tv nuBuCh, 06 Bor TBiil 6yB 3aBXM 3 TOOOK0»
(CkoBopona, 1994, 1. 1, c. 422). Y upoMy IyHKTI
CIIPUTYAMICTUYHMI AUCKYPC IACTA IOENHYETHCA
3 TEICTMYHOI MapajiUrMOI0 €BIEMOHIYHOI €TUKMU,
y AKiil LiHHICTD WIACTA Y3aJleXHIOETbCA Bif bora
i 6rmaroyecTBOrO CTaB/IEHHS JMIOAMHY JIO HBOTO.
Y pianosi «Kinbue. JIpyXHsA po3MoBa IIpo [yLIeB-
Huit Mup» [ CkoBOpofia TpsAMO Ha3MBae ifieambHMI
CTaH BHYTPILIHBOTO CBIiTY OCOOVMCTOCTI €BaHTeNb-
cbkuM BusHadeHHAM: «IlapcTBOo Boxe Bcepenmui
Hac» (Tam camo, c. 363). OcepenKoM JYXOBHOTO
cBiTy y dinocodii I. CkoBoposiyt BU3HAETHCA CepIle,
1110 BKa3y€ Ha KOPAOLeHTPUIHIIT OIS dinocoda
Ha mopyHy. HuM 0co61mBo mifKpecmoeTbes AyM-
Ka, 3TigHO 3 KoM «bor i mactsd — Hemaneko BOHO.
brusbko BoHo. Y cepui i B gy TBoil» (TaM camo,
c. 141).

I3 HaBeleHOrO MOIIAAY Ha IACTA BUIINBAE BU-
3HA4YEHHsA BIANOBIHOrO MApLIPYTY JOTO IOIIYKY,
110 OPiEHTYE CBiTOMICTD NIOANHY BCEPENNHY cebe
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camoi. OHTONIOTIYHYM HifAIPYHTAM CKOBOPOJVHIB-
CbKOI aHTPOIIOIOTII IIOIIYKY € i10r0 BYEHHH PO /IBI
HaTypy — BUAUMY, AKa IIpeicTaB/ieHa BCiMa HaBKO-
MMIIHIMK icToTamy, i HeBuaMMY, B 0co6i bora. He-
BIAIMMA HaTypa (bor) HespuMo TpyUCyTHA Y BUAY-
Miil HaTypi, 30KpeMa B JIFO[ChKill IpUpPOJ, B 11 Ay
Ta CepIii. 3ILO6YTTH JIIOIMHOIO I[ACTS OPIEHTYE 1i Ha
CaMOIIi3HAHHA: M1I3HAHHA BJIACHOI IIPUPOAY IIPUBO-
IUTD [0 IisHaHHA bora, eqHanHA 3 HUM 1 Xpucrom,
mo 3abesneuye mopyHi mactsa. OfHaK Mi3HAHHA
cebe caMoro He 3BOAUTBLCS JIMIIE O YMOITIAJHOTO
aKTY, BOHO ITOBYHHO CIIPUATH peaisallil icTOTHOro
IyXOBHO-TIPAKTUYHOTO 3aBJJAHHA — YTBEPANTICA
JlyXOM Y BHYTPillIHbOMY IIPOCTOPI BIACHOTO CEPIIA,
y KoMy MeluKae bor, Bcenmntuca B Hboro Xpucro-
BOIO Bipo. Ajie 1 1jboro norpi6xo 6y moci-
IOBHMKOM XpucTa Ta He 3Babutucs dinocodiero
I MAPHVMMM JIECTOIAMM, 32 TI€PEKA3OM JIIOfICBKIM,
a He 3a Xpucrtom (CkoBopopa, 1994, 1. 1, c. 213).
Ileit mapadpas gymku anocrona [1asna (Bi6mis abo
kHury Cearoro [Tucbma Craporo it Hosoro 3asity:
13 MOBU [JaBHbOEBPEICHKOI Ta IPELHKOI Ha yKpa-
iHCbKY HaHOBO IepeknafieHa, 1995, Kom. 2:8) 308-
ciM He 03Hayae 3amepedeHHs dinocodii. ¥ HboMy
YTBEPIKYEThCA il I[iHHICTb He B aBTOHOMHIil Iapa-
IUTMi, ajie B TEOHOMHII1 Ta XpUCTOLIEHT pUYHIIL.

3rigHo 3i mypyum nepekoHanHAM I. CkoBoponu,
CIIPAaBXXHIN IUIAX JI0 IIACTA BUABIAETbCA JNIIE B
Bi6nii. [i ninnicts 03Hauyerbes MeTadopoio Maska
MYZAPOCTI, AKII Befle «y payl HaCOMOAM, Y LIAPCTBO
mupy it mobosi» (CkoBopona, 1994, 1. 1, c. 367).
«[IJo morpibHime, HiX FymeBHnit Mup? bibnis Ham
BiJj IpeJKiB HAIMX 3aII0BITOM 3a/IMIIEHa, Ta JI caMa
BOHA € 3aII0BIT, 1110 Bigo6pasnna B cobi Mup boxxui
AK 0OrOpOJKEHWII pail BeCeONliB, K 3aKPUTHUIL
KMBOT — CKap0, K paKoBVHA MOJIOCKA, 110 B €061
30epirae LiHHY Hep/INHY, Ta HETAMYILE HaXabCTBO
Hallle, AIKe 110 KyTKax Ieil §iM OLIiHIO€, HEHABU/JUTD
i He HaMara€eTbcA MisHATH» (TaM caMo, C. 376).

Ha ocHOBiI BCbOro BMK/Ia[ieHOTO CHOPMYITIOE-
MO TPU OCHOBHI XapaKTEepPUCTUKI MEPCOHANI3MY Y
tBopuocTi I. CkoBopopu:

1. YsanexxHeHHs IiHHOCTI 0coOucToCTi 3 boxe-
CTBEHHMM HayajoM (TeOoHOMi3alifi 0coOMCTOCTI),
11J0 CYIIPOBOMKYEThCA il eMaHCUIIALIIEIO BiJj COLIIYMY.

2. YcrpeMTiHHA 0COOUCTOCTI B JYXOBHMIT IIPO-
cTip ii BHYTpIilIHBOTO CBITY, O CeplLeBOl IIMONHY,
y AKill Ha Hel YeKalTb boxecTBeHHa HaTypa 11 He-
Bupnmuii Xpucroc. OpieHTanis Ha caMOINi3HaHHA

(3axmuk «misHai camoro cebe») — Iie OpieHTY-
BaHHA Ha 0OromisHaHHA i 6oroegHanusa. Camori-
3HaHHA He € aBTOHOMHIUM Bifl peirii mpouecom,
aJie BOHO YTBEPPKYEThCA T€TEPOHOMHOIO 1070 Hel
iHHICTIO, TOOTO BVM3HAETHCA {HCTPYMEHTAaTbHUM
s 6oromisHaHHA 3ac060M i 000B’A3KOBOI YMO-
BOIO JJOCATHEHHA JIIOMHOO IIACTA.

3. IIporonomenns bionii ineitHum dyHzamen-
TOM L{iHHICHOI LIKa/IN, AKOK Mae KePYBATUCA 0CO-
OucTicTh B OpraHisauii Ta 3/iliCHEHHI )XUTTEBOTO
IpoLecy.

Bukmazeni xapakTepucCTVMKM IIOBHICTIO Bifmo-
Bi[Jal0OTh MapajyuIMi XpUCTUAHCHKOTO CBITOITIAAY i
CTAHOBJIATb €NVHNI (QYH/IAMEHT PO3yMiHHA dino-
codcbkoi TBopyocTi I. CkoBopozay 3aramom i okpe-
MMX aCIEKTiB Ii 3MIiCTY, BK/IOYHO 31 CTaBIEHHAM JI0
«IUIOTCBKOI'O pOLy».

«[Inorcpkmit pig» — Iie HOHATTA, fIKE BUKO-
PUCTOBYETbCA B XPUCTUAHCHKIN aCKeTUYHII JyMIli
T/ TI03HAYEHH 1 TIOJICHKOI CIIIZIBHOTH, KA KEPY€ETh-
CA'y CBOEMY XXUTTI iHTepecamit, IPU3HAYEHUMU J/I
3aJJOBOJIEHHA iH/IVBI/[ya/IbHMX Yy TTEBO-MaTepia/ib-
HUX TOTped (moTpe6 BmacHoi «mwmoti»). «Kurra
0 IUIOTi» MPOTUCTABAAETCA «KUTTIO 1O Jlyxy»
(To6T0 BOXECTBEHHOMY KMTTIO 200 KHUTTIO TIO
Xpucry»). Liel mosuiii HeyXumIbHO FOTPUMYBaB
I. CkoBopona. ToMy «IZIOTCbKe XUTTS», ifieay
AKOTO OTpUMYyBaja O17IBLIICTD MTI0MEN, OLIIHIOBAJIO-
¢Sl SIK Qa/bIIVBUIL OpiEHTUD, TIPArHEHHS 10 SKOTO
MUCTIATENb BU3HABAB HECYMICHVUM 3i CIIPaBXHbOIO
nmopcbKoto cyTTio (CkoBopoza, 1994, 1. 2, ¢. 313).

[lepconanmictyna JyMKa 3BepTa€e CepiiO3HY
yBary Ha IIIMOOKMIT IMCOHAHC MDX ifeasoM oco-
OMCTOCTI Ta peaybHUM CTAHOM JIIOfICBKOTO SKUTTA.
XpucTyAHCbKAa AyMKa BOadae ifean y posyMmiHHi
JIIOMVIHA SIK 06pa3y i momo6um bora, Bigxin Bif sxoro
OILIiHIOETHCA TIPOSABOM 3712 i [yXOBHOI CMepTi. «Mn
TIpVB A3aHi IO CBIiTY, MU 3aXONMINCA IUIOTTIO, 3a-
ITyTa/miCs B codisMax AVsABOMA», — 3 INMNOOKUM
cymoM mucas [. CkoBopoma B OJHOMY 3 JIUCTIB
M. KoBamacbkomy (CxoBopoza, 1994, 1. 2, ¢. 313).
Y HaBejeHOMY BMCNIOBIIOBAHHI MICTUTBCA JIMILE
KOHCTATallisf IMMOOKOro po3KOMy MiX ifjeanbHOI0
JIIOJICHKOIO CITIIBHOTOIO 1 «IVIOTCBKUM pofioM». Ofi-
HAK I1i€10 KOHCTATAI[I€10 MUCTINTENb He 0OMEeXYETb-
¢, BIIKPUTO OCYIKYIOUM 3TalaHMil BUILE «IIJIOT-
CbKUII pify:



«Pode nnomcuvxuti! Hesienace,

Hoxu 6ydews msxckocepo?

Cepue 00mypyii mum4acom,

Inamv-Ho Ha HebecHy meepob.

Yomy mu He xoueus 3Hamu, oe maimocs bie?

Yomy mu He 06aeui, w06 nobauumu 1020 3miz?»
(CxoBopopa, 1994, . 2, c. 313).

Y BukmazieHoMy (parMeHTi OCY[XKeHHS «IIIOT-
CbKOTO POfly» 3JiJICHIOETbCA B AKCIONOTiYHOMY Ji-
ammasoHi 3eMHa «II0Th» / HeOecHa (O0XKeCTBeHHA)
TBEPAb 1 CYHPOBOIKYETbCA YIbTMMATUBHOK iH-
TeHLi€0 ycTpeMaiHHA 10 bora. Och AKuM 4nHOM,
HAIIpUK/IAJ, BUpaKeHa 1A iHTeHLid y «Po3MoBi,
Ha3BaHOI Andasit, abo bykBap mupy»: «BiggaTu-
¢4y Bomo boxy, sxutn 3a boxorw Haryporo, crpa-
BUTHCA CAMOMY i3 0600, HAIPY)XKEHO, IeHb i Hiy
wykary crepury Iapcrsa boxoro 3 Burykom «Xait
npuiie uapctBo TBoe!» (CkoBopopa, 1994, t. 1,
c. 419, 420). Yci 1i BUCIOBMIOBaHHSA CBi4aTh PO
aCKeTYHMI JMCKYPC CBITOITIANY MUCIUTENA. AJe
BUC/IOB/IIOBAHHA «YBiliJiTh y XOPOMMHY Bally»
«IIOBEPHMCD y [iM CBiil», «[lyx boxxuii xuBe B Hac»
(Tam camo, c. 418) cBifyaTh PO CHipUTYaTiCTINY-
HUIl [ICKYPC, AKMI TPUTAMaHHWI XPUCTUAH-
CbKOMY II€PCOHATI3MY.

3BepHeMocs 1o TBopy «bopoTbba apxucrparura
Muxaina 3 CaraHoto Ipo 1ie: JIerko 6yTu fo0pum».
Y HbOMY HOpYILIEHO MUTAHHA HPO 6OPOTHOY Mix
AQHTEbCBKUMM 1 CATAHMHCBKUMU CUJIAMIU B KOX-
Hijt mopyHi. OfHAK y IbOMY BUIIAJKY JIETbCA He
CTUIBKM TIPO IPOTUCTOAHHA Mii4HMX IepcoHa-
XiB, CKIIDKI IIPO 3iTKHEHHA [BOX [iaMeTpanbHO
HPOTU/IEKHYX CTaHIB CEpL — aHTENbChKOIO i ca-
TaHMHCHKOT0, HOCIAMY IKMX YBaXKalOTbCS JIIOJIM.

Y 3MicTi Ha3BaHOTO TBOPY apXaHIeNy, JVUBJIA-
4yCh HA HigHEeOEeCHUIT CBIT, CIiBAIOTDH KOPOTEHBKY
IICHIO 3 TAKVMMIY CTIOBaMIUL:

«Caim 30aemuvcs npuxpameHutl.

Ta 6in sk 2pi6 nosannenuii,

Hympo tioeo sutimato, uu Mmep3omy cnoenioao»

(CxoBopopa, 1994, 1. 2, c. 72).

Meradopa npuxpameHol TpyHH K CeMiOTHYHO-
IO METOJY OCY/XKeHHS TpamIaeTbeA B bionii (bionia
abo xuuru Cearoro Ilucpma Craporo it Hosoro
3aBiTy: i3 MOBY JaBHbOEBPENCHKOI Ta IPELbKOI Ha
YKpaIHChKY HAHOBO IepeK/afieHa, 1995, Mr. 23:27),
aky [. Cxosopopma nporonomye boxxecTBeHHO

MygpicTio (Tam camo, 23:27). Kontpact Mix 03fo-
0/1eHOI0 30BHIIIHBOI KOH(Iryparlieo TpyHy i BHY-
TPIiLIHIM BMICTOM, HAIOBHEHUM I'MIOTOX), CTBOPIOE
edeKT oruay, AKa MaHye B «IiHEOECHOMY CBiTi».
[TommpeHnHa 0o BCbOMY CBIiTy TMJJOTH B JYXOBHOMY
PO3YMiHHI NOACHIOETbCA TnM, Mo CaTaHa 1moracus
60)XeCTBEHHWII BOTOHb Y CepLAX O1IbIIOCT /ropelt
i OCIAB Y HUX CBOE HACiHHA. Y Pe3y/bTari, «CBiT
€ TOpIX, 3i[ICOBaHMIT YepB KOM, CIirerpb 6e3 ouerr i
BOX/i, BEIMiJIb, AKOTO TATHYTb 3a Hi3/Ipi, pab catauu,
nonoHeHnit iusiBona» (CkoBopopa, 1994, T. 2, ¢. 67).

Bynyan dinocodom, I. CkoBopona 6yB nanexui
BiJj IPYMITUBHOIO 3BeJeHHA JKeperia 371a JILIE 10
muxonincts CaTanm. Ampke NTOOMHA MaE c3060ny
BMOOPY TeBHOI L[iHHICHOI WIKajy, BiANOBiAHO 10
AKOi BOHA OffHi BapiaHTV MpUIIMa€e Ta IMMOOKO iH-
Tepiopu3ye y CBOINl CBiIOMOCTI, a iHIII BiIKMaAE.
Ha sammuranna «Homy 6araro mopeit KepyloTbcs ¥
BJIACHOMY JKUTTi 3710M, @ He J0OpOM?», MUC/IUTEb
BiINTOBIB HEOAKAHHAM TAKMX JTIOLEN IparuyTy 1y-
XOBHOT'O BJJOCKOHA/IEHHS, AKe CIIPUIIMAETbCA BaXK-
KOK0 IIpallelo, HENOIYIAPHOI Ta 3aiiBOX B 0Yax
HaToBIy. OCTaHHBOMY B/IACTMBO IIPATHYTH JIETKO-
IO XXMUTTA V1 JIETKOTO LI/IAXY BOMOMIHHA MaTepiab-
HIIMI Ta COL{ia/IbHNMM OJTaraMit, AKUM BiIBOAUTBCS
3HaYeHHA IIHHICHUX IIPIOPUTETIB MIOPIBHAHO 3 Opi-
€HTalli€l0 Ha AyXoBHi LiHHOCTi. Ocb, HaNpUK/af,
oKpeMi pparMeHTy 3 IicHi 6aratis, y sAKii ACKpaBo
Bifl0OpakeHO J10T0 KUTTEBE KPEMo:

«Xaii y céimi s noeanuii — Abu 6ye 6azam.

Huni cosicmp He y m00i, a 3010mo iide 6 1a0 <...>

IIlo 6 Hac y ceimi 2arebHe? ITopoxcHiii eamareup.

Yu sebpaxom sumu? Kpawe cnyujycss 6 cmep-
menvHutl 2Hil.

I cmepmv conooka, noku epiui 3a epouiem niuse.

O ceame 30nomo!»

(CxoBopopa, 1994, 1. 2, c. 72-73).

I. CkoBopopa Tak KOMEHTYE IO IiCHIO: «AH-
TeIbChKI CUIN XKaXHY/IICA, TT00AUMBIIN, 1O CaTa-
Ha TaK XUTPO 3yMiB po3TInTy Ito OGicHyBaty AymIy,
AKa 000KHIOE MepTBe JI MOMUTBCA JIO KyMUpa»
(CxoBopona, 1994, 1. 2, c. 73). Y HaBefleHOMY TeK-
CTi IiCHI Ta KOMEHTapi Ha Hel BUABIAKTHCA II€BHI
acnektyt KpuTuku. [lo-Tepie, OCyIKyeTbcs BUCY-
BAaHHSA IIHHOCTI 30710Ta (CUMBONTY HPUBAOIMBOCTI
BOJIOAiHHA MaTepiaibHUM 6AraTcTBOM) Ha Ipiopu-
TETHY BUCOTY aKCIONOTiYHOI LIKa/IK, 1[0 CYIPOBO-
IPKYETbCA YCYHEHHAM 6€3yMOBHOI L[iHHOCT] IyX0B-
HO-O0>KecTBeHHOro Havasa. [lo-1pyre, TaBpyeTbcs
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LVIHI3M, AKIIl BUTYYa€ LIHHICTb COBICTi Ha KOPUCTD
yTBEpPAXKEHHs 0COOMCTOr0 MaTepiabHOro 36ara-
YeHHs, 110 3HEIlIHI0E 3HAUYeHHA TYMaHiCTUYHOI MO-
paii B mopcbKoMy KUTTI. Ilo-TpeTe, KpuTnkyerbca
craH pymi 6araris («bicHyBara Ayima»), 4o SIKOTO
JMIOJHA J03BOMMIA cebe JOBECTH, IOTPAIVBIIN
B IMABONbCHbKI TeHeTa. CeMiOoTMYHI MexaHi3MU
KOHCTUTYIOBaHHA KPUTUKM B CKOBOPOJMHIBCHKO-
MY KOMEHTapi pernpe3eHTOBAHO Pi3HOMaHITHMMU
IVICKYPCHBHUMY BUCTIOBITIOBAHHAMIL 1) y popmaTi
midomoriunoro auckypcy («bicHyBata myura», Ky
xuTpo posnams CaTaHa), 2) y AUCKypci onosuii
ASVYHUIITBA IO XPUCTUAHCTBA («MOMMUTBCA O KY-
MIpa»), 3) Y TaHATUYHOMY AUCKYpCi («060XHI0E
MEpPTBe»), 4) y cCakpaIbHOMY AMCKYPCi, KON B OCY-
il AKOICh CUTYaL[il BUKOPUCTOBYETHCA aBTOPUTET
60)xeCcTBEHHOTO (hakTOpa («aHTEMbChKi CUTN XKaxX-
HY/ICA).

X 1o XMOHOTO WACTS, 10 BOAYAETHCA B 0CO-
61cToMy MaTepialbHOMY 30araueHHi, He BM3HAYa-
€TbCA JIUIIE JOJE0 JIOfeil, AKI HOCAIIN YCIXy B
3a3HavyeHoMy BifHomeHHi. Vloro miHHOCTi cTaHOB-
JIATh XapaKTePUCTUKY «paba IIoTi» Ha piBHI OMa-
COBAHOI CBiJOMOCTI, Y AKiil TparHeHHsA 0 Marepi-
a/IbHOI HAXXMBU TIOCIJIa€ YibHE Miclle B JKUTTEBIN
opienTarii. I. CkoBopofja HasuBae TaKy KaTeropiro
JIIOfiell HATOBIIOM, SIKMII € 30irOBMCHKOM 4eCTOII00-
11iB, CTACTOMIOOMIB, MMXOAIIB, MiITeCHNKIB, Xabap-
HUKIB, rpabbkHuKiB i muxopiis (CxoBopona, 1994,
T.2, ¢ 73).

Ilicia xopy 1;bOTO MEP3EHHOTO HATOBITY apXaH-
resm I06avyIy B IPOTU/IEKXHOMY OO TpyITy IIOf0-
POXXHIX — YeHIIiB-INIeMipiB, ONATHEHNX Y PACH 3
KaITypaMI Ha TOTI0Bi, 00BakKeHNX CyMKaMy, ikOHa-
MM, KHIDKKaMI. [M HalaHO XapaKTepUCTHKY, Y SKili
OCY/KYETbCA IXHIl cr1oci6 )XUTTA: BOHM OYAYIOTS i
00/alITOBYIOTH LiepKBH, paHATUYHO MONATHCA bo-
ToBi, a/le BOZHOYAC € IPOLIONIOOHIMI, YeCTOM06-
HUMM, HEMIIOCEPJHVMY, OOMINYYAM BUITIAMAIOTH
CBATUMI, @ IXHE ceplie coBHeHe Oe33akoHHA. Och
KOPOTKUII 3MICT IXHbOI IIiCHi:

«boace, scmarv, 4020 cnuu?

Yomy npo Hac He padumi? <...>

Jati Ham 6azamcmao 8cix mos!

Tooi-mo mebe npocnasum,

Ceiuxu 30momi nocmasum,

I 8ci xpamu 30n04eHi

3auymname meoimu nicHAMU —

Tinvku 0ati Ham 6iK 30m0mMuti»

(CxoBopona, 1994, 1. 2, c. 74-75).

HaBepnena micHA HalOBHEHA C/I0BaMM ipOHil AK
bOpMOI0 KPUTMYHOTO CTaBIeHHS MO ilICHOCTI.
Ane micnia ii 3aKiHYeHHs C/lifiye MKBaI OCYRY 3 BU-
KOPUCTAHHAM MeTadop, AKi BUK/IMKAITb Y YMTaYd
orupy. I. CkoBopozia He 0OMeXMBCA HailMEHYBaH-
HAM TaKUX 4YeHLIB juueMipamu. Bonu orpuma-
JI OLIHKY «CMepA0YMX ITpobiBy, a IXHiil HmyIax —
COJOMCBKUIL, Bifl IKOTO Bi€ CMOPOAOM 1 AMMOM
HumeHHA. O4eBMHO, 110 B OCHOBY Lii€i OLiHKM
I. CkoBOpPOZI0I0 TOK/Ta/IeHO TAHATNYHMIT Ta €CXaTO-
TIOTIYHII JYICKYPCH, AK] IHTEHCUBHO BUKOPVCTOBY-
I0TbCA afIeNTaMyi XPUCTUAHCHKOI aCKETUYHOI [yM-
KJ B OI[iHIOBAJIbHIN IIKaJIi.

Crornsapaoun 3 gysi HebecHUX XMap migHebec-
HUIT CBiT, 60)KeCTBEHH] apXaHTeMu 3aHYPUINCA B
pospymu, yaB/suK cobi 3pyitHoBanuit CofoM uu
Basunon (CxoBopopa, 1994, 1. 2, c. 68). O3HaveHa
KapTVHA BKasye Ha QiHaNbHY JOMO po36eIieHoro
CBiTy (32 aHasorieo o 6i6miiiHOI o/mi Ha3BaHMX
MICT) i CKOHCTpYyJiOBaHa BOHA Y BUI/LAAL Mioro-
Ti4HOTO JUCKYPCY, HOCIEM SIKOTO TYT cyrye bibmis
Ta AKUIt € Mi(ONMOriYHNM iHCTPYMEHTOM, IO BU-
xopucroByBas [. CkoBopoia B KpUTMYHOMY CTaB-
JNeHHI 10 MUPCBKOrO MOpsAKy. biomifini o6pasu
Copmomy Ta BaBuIoHy 0peYHO PO3LIHUTH SIK Te-
Hepasli3yluy OLIHKY COLia/IbHOTO IOPAJKY, AKMI
nepebyBa€ Ha MeXi JI0ro aloKaTinTUYHOI IepCIieK-
TUBIL.

OpHak HecHoNiBaHO HACTpill apXaHIenliB CyM-
HiBy i cTpaXxy 3MiHIOETbCA pafjicTio 67aroBicTs,
BUTO/IOIIEHOr0 apXaHrenoM laBpuinom 3 Haromm
HapomkeHHs Cracurensa csiry. Tomi apxanremn
3aMJCTIMIICD TIPO NEPCNEKTUBY NMOPATYHKY CBITY
Bif] I7100aIbHOTO Kpaxy i KoXHOI mopnHy — Bif ii
IyXOBHOrO najinHA. [lecumism ecxarornorii npupe-
YeHOCTi 3MiHMBCS ONTUMi3MOM €CXaTONOTii Hail.
3aK/09Ha MiCHsA, BUKOHAHA apXaHTe/laMyi, Ha3yBa-
€TbCsA TIEPEMOXKHOIO ITiICHEIO, Y AKil EMOHCTPYETD-
Cs TIOBHE 11 0CTaTOYHE TOP>KECTBO JYXOBHOTO CBITY,
Ha3BaHoro I. CKOBOPOZIOI0 «JOMOM ceMicyOOTHIM»
3 ycnasneHHaM Ornd, 71 Cuna i Cearoro [lyxa
«BYOPa, cborofHi i1 HaBikm» (CkoBopona, 1994, T. 2,
c. 87).

Anrenbcpknit madoc BukIazieHoi Tpanchopma-
11ii sAB/IsIe cobor0 MipomoeTaHNIT popMar Xpuc-
TUAHCBKOTO aCKeTUYHOTro maocy, AKMUIl OXOINB



€CXaTO/IOr{YHY IepPCIEeKTUBY IMO0OATbHOTO OHOB-
JIEHHS 3 [IeHTPOM a0COMOTHOTO TopxkecTBa boxe-
CTBeHHOI caBu. ToMy (iHaIoM KOHIIENIil «IIoT-
CbKOTO POJAY» 3 «IUIOTCbKOKI JIIOAVHOK» € ifes
3aKOHOMIpPHOT0 Kpaxy IXHbOTO IIaHYBaHH: Ha CBITO-
BilT apeHi Ta HaCTaHHA [7I00aIBHOTO 00XKeCTBEHHOTO
HOPAZIKY.

BucHoBku. 1. Buknagennii Buiie aHalis y4eHHA
I. CkoBopoaM BUABMB JOT0 KPUTHYHE CTaBIeHHA
10 MacoOBOIO CYCIII/IbCTBA, NO3HAYEHOrO B XpIC-
TUAHCBKIN acKeTULi «IJIOTCBKUM POLIOM», Cepe-
JIOBUIIIE AKOTO CTAaHOBUTb AHTPOIONOTIYHMI THUII
«IUIOTCHKOI MIOAMHM». «I[10TChKOMY pofy» IIpOTH-
craBnserbesa [apctBo boxe Ak cminbHOTa TyX0B-
HO-OHOBJIeHUX ntofiell. OfHaK ocyf i ImparHeHHA
BUTICHUTH CIIIBHOTY «pabiB IIOTi» JOMOBHIOETD-
Cs1 IIparHeHHAM il yXoBHOI TpaHcopmalil B Ha-
npsMi efHaHHA 3 borom He B 3axmapHiit cdepi, a
y BHYTPIlIHBOMY CBiTi ocobucTocti — cepui. Kop-
fornoriyxa anTpornonoris (dinocodis cepia) Aste
c06010 iCTOTHY O0COOMMBICTD MEPCOHAMICTIYHOL
IIYMKM, @ JOCATHEHH ileHTUYHOCTi 3 borom i Xpu-
CTOM y AYXOBHOMY IIPOCTOPi Ceplid XapaKTepusye
pOSIIIAHYTE BYEHHA AK XPUCTUAHCHKUI II€PCOHA-
JI3M.

2. OcymKeHHS «IJIOTCBKOTO pPOfy» pasoM i3
«IJIOTCHKOKO  JIIOJIMHOI0Y,
ACKpaBO BUpaKeHy MaHiecTalilo, Cifi BUSHATU
OIHMM 3 aCIIEKTiB INepCOHAM3aLil MIOAVUHA 1 CY-
CII/IbCTBA B TOPU3OHTI XPUCTUAHCHKOI TapajUrMit.
Y mepcoHamicTNYHOMY KOHTEKCTi OCYJI, AKMI BU-
paXae pilrydye HENPUIHATTA YY>KOPiJHOTO ABMUILA
B aHTPOIIO/IOTIYHOMY Ta COLiaIbBHOMY 00pisiX, fi0-
PEYHO BM3HATY BUABOM IIKIYBaHHA IPO JIOAUHY
1 IIOMICBKY CIIIIBHOTY B KOHTEKCTI PO3MIMPEHHA il
normoIeHHs iXHbOI mepcoHanmisanil. TaBpyBaHHA
Ta IMEpPCOHAM3alid «IIJIOTCBKOTO POAY» pasoM i3
«IIOMHOK I/IOTI» BUITIANAITD IIEPCOHAMTICTUIHOK
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BI[JIIOBIJ/I0 Ha BUK/IMK HETiHOIO CYCIIIbHOTO Ta
JIIOZICBKOTO CEPENIOBUINA, AKE «3aIIyTaoCs B Te-
HeTaxX IVIOoTi». TakyuM 4MHOM, peHOMEH «IIOTCHKO-
IO Pofly» JOPEYHO BU3HATY BAK/IMBUM YMHHUKOM
KOHCTUTYIOBAHHA XPUCTUAHCHKO-IIEPCOHAICTIY-
Horo BueHHA [. CKoBOpOAM Y IBOX OCHOBHMX ac-
TIeKTaxX — 5K 00’€KT 37iliICHeHHs IIepCcoHaTi3arii Ta
AK YHHMK, KOTPUIL leTepMiHye IIepCoHaisalilo.

3. Posrnanyre BuenHsa [. CxoBopomy 3 Hap-
3BUYAITHOI0 AKTYa/bHICTIO 3BepHEHE [0 HUHIII-
HIX CYYaCHUKIB, IO KX HAJeXUTb OLiHKA «pabu
I7I0Ti». BOHM CTaHOBNIATH CYCHIIBCTBO MacOBOIO
CIIOXXMBAHHA 3 €TOICTUYHUMIU Ta IAPTUKY/IAPHAMI
am6iniaMm, ki IPU3BOAATH A0 TOCTPUX KOHPIIK-
TiB i BiiiH. CK/IafjaeTbCcs BpaXKeHHA, 1J0 HaBefieHi
BHIe c1oBa 3 micta M. KoBanmHCbKOMY CTOCYIOTh-
cs mofieit cydacHoi umBimizanii: «Mu npus’ssani
JI0 CBiTY, MU 3aXONUINCA IIOTTIO, 3aITyTaINCA B
codizmax gusBona» (CkoBopopa, 1994, 1. 2, c. 313).
A ocb i rocTpe OCYIPKeHHS Cy4acHUX «pabiB II0Ti»:
«Ym moBro To6i moB3aTy 1o 3eMmi» «Uu Oygent TH
Komu-Hebyzp mopuHoo?» (CkoBopopa, 1994, 1. 1,
c. 132). OpuH i3 BapiaHTiB BUXOZY i3 cy4acHOi aH-
TPOIIO/IOTIYHOI KpU3M 3aK/IaJleHO B IIePCOHAICTINY-
Hill TyMIi, BUJATHUM IOCTiITOBHUKOM AKOI BU3HA-
Ho [. C. CkoBopony.

IlepcriekTiBa MOAANBIIOrO BYUBYEHHA POSI/IAHY-
TOi Mpo6IeMy B6AYa€ThCS B aHammi3i il mpeseHTaii
B uMcneHHNX fianorax I. CkoBopopu. IIpononyers-
cs BUIITH 32 MeXi 6aHa/JIbHOTO TOITIAAY Ha Jiao-
T JIMIIE AK Ha OKPeMi JIOKa/IbHI OfMHMLI, Y AKKUX
3[IIVICHIOETbCA ~ XPUCTUAHCbKA IEPCOHAMTICTUYHA
IyMKa yKpaincbkoro Cokpara. Ix 1ominbHo posrns-
JlaTU B POJIi CEMIOTMYHOTO iHCTPYMEHTY i BOJHOYAC
COLIIOKY/IbTYPHOTO ~ YMHHJKA KOHCTUTYIOBAaHHSA
XPUCTUAHCHKO-TIEPCOHATICTIYHOTO  (PYHJAMEHTY
TBOPYOCTI YKpaiHChKOTO dinocoda.
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. A. Tonopxos. [Iesxi cTMIbOBi TeHAEHIIT eNTiHi3-
MY AK OCHOBA [I/Il TBOPEHHA 300paKaNnbHOTO KaHOHY
CxigHOro 1epKOBHOTO 00pAnY

Y crarTi mOCTiIOBHO BMK/IafeHO Ta OOIPYHTOBAHO
CTU/IbOBMII KOHIIENT JeAKMX YHiKaTbHMX MVCTEIbKIX
TEHJEHLJI eTiHi3MY, 110 MAIOTb CII/IbHY CAaKpalbHy
IIPUPOAY i3 300paka/IbHNM KaHOHOM Ta 0OpAMOBICTIO
CXiIHMX LIEPKOB, 2 TAKOXX 3aIPOIIOHOBAHO OHOBJIEHI
PeTPOCIeKTUBHI Xy[0)KHbO-00pasHi NPMHIMIN I
HEPEeOLiHKM poni UMX TeHAeHNLil. e fossomuio 3 iH-
101 TOYKM 30Dy IEPErTAHYTH NPUYMHHO-HACTIIKOBIUI
3B'f30K MDK CIOXKETHOI0 CHUMBOJIBHO-JIEKOPATUBHOIO
aTpUOYTHMKOK aHTUYHOTO MOrPe0aNbHOTO PUTYaly Ta
IYXOBHO-(ITOCOPCHKMMI OCHOBAMM PAaHHBOTO XPUC-
TUAHCBKOTO MMCTENTBA i, AK HACTiOK, BUABUTH JJOAAT-
KOBi CyTHICHI XapaKTepyUCTUKM Bi3aHTilICbKOTO iKOHiY-
HOro 300paka/IbHOTO KaHOHY, KPUCTA/Ti30BaHOTO TIiC/IA
IX croniTra. Y pesymbraTi JonydeHHA 10 HayKOBOTO
00iry 3MOJieNIbOBaHMX Ta YHi(IiKOBAaHUX MOHATTEBO-Ka-
TEropia/IbHMX KOHCTPYKIilT BJaNOCh IIEBHOK MipOIO 3a-
HOBHMUTY MUCTELITBO3HABYI Ta KY/IbTYPOJIOTivHi TaKyHU
B M€XaX aKTYa/IbHOI TEMATUKM ITOCTAB/IEHOTO IUTaHHA.
BopHo4ac y focipKeHHi posITIAHYTO CUMBOJIBHI Ta CBi-
TOI/IAZIHI OPiEHTMPU [ABOX AYXOBHO-eCTETMYHMX Iapa-
JIUTM CTapOJABHbOIO AHTUYHOTO CBITY i XpUCTUAHCHKOL
LiHHICHO-MICTENbKOI aIlOIOreTUKM i1 CAKPaIbHOI aTpy-

Oy TUKIL
KmiouoBi cmoBa: mucmeuvkuii  KaHoH, meHOeHyi,
ikoHozpagis, — akymemypauyis, KyAvmyponoeis, Muc-

Meume03HABCNB0, MPAHCHOPMAUST CHUTIO, CUMBOTII3M,
CUHKPEMU3M, CaKpanvHicmo.

D. Toporkov. Some style tendencies of Hellenism
which formed the basis for the pictorial canon of
Eastern church rite

The article systematically presents and substantiates
the stylistic concept of some unique artistic tendencies
of Hellenism, which share a common sacred nature with
the pictorial canon of eastern churches. It also proposes
updated retrospective artistic principles to reassess the

role of these tendencies. This finding allows us to reveal
additional roots of the pictorial canon and review the
cause-and-effect relationship between the narrative-
symbolic-decorative attributes of ancient funeral rituals
and the spiritual-philosophical foundations of early
Christian art. It suggests filling the gaps in art history
and cultural studies within the framework of relevant
themes by introducing modeled and unified conceptual-
categorical constructions into scientific circulation.

The purpose of the research. The main purpose of
the article is to rethink and systematize some artistic and
stylistic tendencies of the Hellenistic’s era in late antiquity,
from which all Eastern church pictorial traditions drew
their conceptual and stylistic foundations during their
formation period.

The methodology. A combination of specialized
methods was applied: historical-comparative method
for identifying key artistic tendencies; cultural-
deductive method for formulating artistic categories;
abstraction method for delineating key stylistic features
of sacred attributes, as well as for identifying differences
and similarities; expert artistic assessment method
for theoretical characterization, substantiation, and
expansion of conceptual-categorical components;
stylistic correlation method for unifying newly
discovered stylistic connections of Hellenistic artistic
products and the Christian tradition. The combination
of the listed methods allows us to reveal the concept of
the stylistic basis for the pictorial tradition in the church
paraphernalia of the Eastern rite and to systematize the
existing authoritative evidence base regarding to origins
of the pictorial canon of the Egyptian and Greco-Roman
periods.

Conclusions. Our analysis shows that in the broad
context of the formation of the pictorial canon, peculiar
to the churches of the Eastern rite, some artistic trends
of the first centuries of the new era turned out to be an
unchanging and stable conceptual basis for the pictorial
canon in a complex artistic and philosophical coordinate
system. Thus, the artistic canon of the Eastern churches,

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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formed between the VI and IX centuries, is nothing more
than a borrowed status-functional category for the multi-
level gradation of Christian value aspects with specific
techniques and means of Hellenistic fine art of the times
of ancient Egyptian and Greco-Roman syncretism. Their
intermedial nature and appellative character in relation
to the Theogony of the ancient world limit the traditional
interpretation of the Christian symbolism of the vast
majority of canonical images in the artistic plane.

The scientific novelty. For the first time our research
analyzed the cause-and-effect relationship between
canonical Christian stylistic attributes and Greco-Roman
and Egyptian features as the ideological basis of the latter
for the formative role of the former. It reassessed and re-
evaluated some Hellenistic artistic tendencies in terms of
their significance and complexity. A number of expanded
cultural and art historical concepts and categories of the
ancient world are proposed and substantiated.
Keywords: artistic canon, development, iconography,
acculturation, culturology, art criticism, style transfor-
mation, symbolism, syncretism, sacredness.

AKTyanpHicTh TeMU KOCTiKeHHA. BaxuBicTh
HAYKOBOI IIPOO/IeMaTIKI 300paXKaTbHIUX TeH/IEHLIil
Mi3HbOI AHTUYHOCTI, AKI MICTATb NEBHUI CIIEKTP
KY/IbTYPOJIOTIYHMX BUMIpiB CUMBOMI3MY, ITPOJMK-
TOBaHAa KOHCEKBEHTHUM IIPAarHEHHAM I1EPEOLiHUTI
CTWU/IbOBI 3B’ A3KY MK €JUIIHICTMYHIM MUCTELIbKIM
KaHOHOM, COPMOBAHVM i JOCTaTHBO PO3BUHYTIM
B €IOXY XY[0XXKHBO-00PA3HOTO CUHKPETH3MY, Ta
IIePKOBHOI0 300paKa/IbHOI TPaJNIi€l0, KA € Xa-
PaKTEPHOIO /1 300pakeHb CaKPaIbHOTO CIIPSAMY-
BaHHs B YMOBHIX M@Xax T. 3B. «CXiTHOTO 00pALY».
Kynbryponoriuamii aHami3 OKpeMuX CTUIbOBMX
TeH/IEHIIill Ha IpeAMeT 300paXka/lbHOTO XPUCTH-
AHCHKOTO KaHOHY € 3aIOPYKOK aJieKBaTHOTO PO-
3yMIHHA IX CTATyCy B CY4aCHiil )XaHPOBO-BIUIOBIN
CUCTEMi PO3SBUTKY MUCTEL[TBA.

ITocranoBka mpo6nemu. [1ig yac mormbneHoro
BUBYEHHA [IeAKUX KOHLENTYaIbHYUX INTAHb 3 iCTO-
pii LIEPKOBHOTO MUCTELITBA I0BOJIi 4aCTO IIOCTA0Th
HEOJIHO3HAYHI JI CyIepeuIyBi Pe3yabTaTy ILOJO
TIYMa4eHHs CUMBOMI3My ikoHorpadii, i cmucmo-
BOr0 HaBaHTaXEHH:, MEPBICHUX 3HAYEHb, TepMe-
HEeBTUKIM ¥ alle/IALill [0 eloXaJbHUX CTU/IBOBUX
KOHCTPYKIifL. I ToMy BuHNKae noriyHa moTpeba B
JIOIATKOBOMY OKpPEeC/IeHHI IPUYMHHO-HACTIAKOBIX
00cTaBMH 300paXkaIbHOI TPauILii Ta iX CTUIBOBOL
npypoau. CyKyIHICTb ONMCAHUX MICTELTBO3HAB-
YyX Ta KyJIbTYPONOIiYHNX IpOOTeM i «IakyH», a

TaKOX HasABHICTb 3pOCTAl040r0 HAYKOBOTO iHTEpE-
Cy [0 OIVCAHOI TeEMM B XY[OXHIX Ta TBOPYMX KO-
Nax JO3BOJAE IPUCBATUTU LbOMY JOCII/PKEHHIO
JOCTaTHBO YBArM, 0O MEBHOK MipOI0 JOIIOBHM-
TY, POSLIMPUTY i IEPEOLIHUTU PONIb EAKUX CTH-
JIBOBUX OCOONMBOCTEN €TOXY CXIZHOTO e/UIHI3MY
B TPOEKILil Ha CaKpalbHE LIEPKOBHE MICTELTBO,
30KpeMa Ha 300pakajibHe MYUCTELITBO L{ePKOB CXifj-
HOTO 00psALY, sIKe, BOZHOYAC, € HEBiJ] EMHOIO TPAfIyi-
LI1/THO0 CK/IaZI0BOIO IyXOBHO-MaTepia/IbHOro Ij1ac-
TY Ky/IbTypU YKpaiHM.

AHanmi3 OCTaHHIX NOCTiIKeHb i MyOmiKaii.
CrunboBi Kateropii 300pa’kalbHOTO MICTEITBA
Mi3HbOI AHTUYHOCTI Ta PAaHHbOIO XPUCTUAHCTBA
3allikaBWIM JIOCHJHUKIB B YMOBax I10YaTKoO-
Boi fecakparnisanii ¢inocopcpkux mapagurm. e
CBI[YUTH NPO MEBHUIT CUCTEMHMI HAIPAM, IO
YTBOPUBCSA TIiJi BIUIMBOM ifielt TIPOTUCTOSIHHS de-
opaniamy B enoxy [IpocBiTHUITBA, MOYMHAKYN 3
XVIII cr. 3a Takux 06CTaBUH, JOCTITHUKN TOPKa-
much 37ebinbuoro ¢inocopchkux Ta MOpanbHUX
aCIIeKTiB MIUCTEIITBA, OMMHAIOUM XY 0XKHBO-00pa3-
Hi 911 KaHOHIYHi IToyHY. [lepira sHauyIa mpan,
110 OXOMNM/Ia OCHOBHI TIOHATTS IPOOIEMaTHKI 11i€l
PO3BiIKI, CTBOpeHA B 1776 p. HIMELIbKMM MICTe-
[TBO3HABLIEM i aHTMKBapOM 11. BinkembMaHOM i Ma€e
Ha3By «/lyMKM [TPO HAC/ilyBaHHA TPELbKIX TBOPIB
y xuBorci Ta ckynbrrypi» (Winckelmann, 1756).
11 po6oTa 111712 B OCHOBY Oi/IBIIOCTI MOMVPEHNX
Cy4acHMX ySABJIEHb IIPO aHTMYHE MIUCTELTBO Ta ap-
xeonorifo. Y XIX cT. AcKpaBMM IpeJCTaBHIKOM Hi-
MEIIbKOI TEO/IOTIYHOI Ta KYAbTYPOIOIi4HOI JYMKI
6ys icropuk mucrenra @. lepke, sAKumit mpucBs-
TUB 6arato yBary CTWIbOBMM 3B A3KaM e/UIHI3MY
i3 300paka/bHUMI TPAAULIAMM CXiTHOI LIePKBU ¥
cBoilt npaui «[1i3sHA aHTUYHICTD 1 paHHE XPUCTHAH-
ctBo» (Gerke, 1967). [pyHTOBHOIO Cy4acHOI Ipa-
L€ 3 XYHOXXHbO-MUCTEL[KOTO aHA/i3y PiAKICHMX
Ta YHIKaJbHUX 3Pa3KiB MICTEIbKOTO IPOAYKTY
Ii3HbOI ETUIETCHKOI AHTUYHOCTI IPEKO-PUMCHKOTO
Iepiofly € CII/IbHE KYy/IbTYPOJIOTiYHEe [JOCIiKEH-
HA HayKOBI{B BIfIIiTy CTapOXXUTHOCTEN MY3€0
Ix. TTona Terri B Jloc-Anmkeneci (Getty Museums,
Los Angeles) — [I. Cmaitep, T. Ilortc i C. Koyn y
Mexax NpoekTy «3a Himom: €rumer i xnacuynmi
cBiT» (Spier et al., 2018). Ykpaincbkuit JOCTiFHK
B. Kosinuyk y cBoix crarrsax «[koHorpadiunmit
KaHOH fIK 6orocmoBchkuit iMmepatus» (Kosinuyk,



2020) Ta «IcTopis GpopmMyBaHHS KaHOHIB iKOHOTBO-
puocti» (Kosinuyk, 2018) BuB4Ya€ OKpeMmi MUTaHHA
cucremarnsanii Ta yHigikauii ikoHorpadiyHoro ka-
HOHY CXiTHOr0 00pAMy Ha IPMK/Iajii EBPONENICHKIX
[IePKOBHMX TPA/IMIIIil Pi3HUX €NI0OXaNbHMX CTU/IB, A
TaKOX PO3I/AAAE KOHIeNIl, mo yBibpam B cebe
MOHATTA IKOHIYHOTO KaHOHY B MucTelTBi. Kpim
IIbOTO, IUTAHHAMM eCTeTUYHOCT] iKoHorpadidHo-
ro KaHOHY 4acTKoBO LikaBumich: C. CToAH y Mo-
Horpagii «KymbTypHo-icTopryni MeTamMopdosu
CIMBOJIi3MY B €BPOIEIICBKOMY 00pPa3oTBOPYOMY
mucrentsi» (Crosn, 2014), O. Lyropka B cTarTi
«PeanicTiuni TeHpeHNil yKpaiHChKOro 6apOKOBOrO
ixonomucy» (Ilyropxa, 2019), a Takox M. Kosa-
nvoBa (Kosambosa, 2007), O. Jlonuenko (JoHueH-
K0, 2001) Ta A. Jlem’ssHuyK (lem siHuyK, 2015).

Kopmyc ompanpoBaHoi B MeXaX LIbOTO [OCTi-
JUKEHH: JTiTepaTypy HaJja€ MifICTaBN [I XapaKTe-
PUCTHKY OIMBIIOCTI CTYAiN AK MOXiHNUX y MUTaH-
HAX BUBYEHHSA CTUIBOBIX ACTIEKTIB XPUCTUAHCHKO]
KY/IBTYPH 3arajoM i LIEPKOBHOI KYIbTYpPM CXiJHO-
ro 06psAAy 30KpeMa. [HImIMM coBamy, monepenHi
3HaYHi JOCII/PKEHH, AKI TOPKa/INCsA TeMAaTUKN Ha-
C/TiIyBaHHA aHTIYHOTO MUCTELBKOTO 300paskaib-
HOTO KaHOHY CXi[JHOI II€PKOBHOK TPaJMII€N0,
POSI/IANANIACA IVLIE B KY/IbTYPHO-ICTOPUYHIN IIep-
CIIeKTVBi, a He B XyJJ0)KHbO-00pasHiil peTpocrex-
tuBi. [Ipote B mpansx ykpaiHCbKUX i 3apyOiKHMIX
pocnigHukis moyarky XXI ct. criocTepiraerbes yit-
Ka TeHJEHI[if TIeper/Aay Ta epeoCMICTIeHHA 1IiH-
HICHUX YABJIEHb IIPO €/UILHICTUYHMI MUCTELbKIIT
KaHOH, 1[0 OyB IOK/IaJieHN!I B OCHOBY L}ePKOBHOL
Tpaauuii cxigHoro obpAxy.

Merta craTri — IEpeOCMUCIIEHHA, CUCTeMaTH-
3allif Ta JJOIIOBHEHHSA BU3HAY€Hb MUCTELDKIX XY-
JIOXKHBO-00PA3HNUX i CTM/IBOBYX TEHJEHIIl eroXu
IIAaHYBAHHA €/UIiHI3MY B Ii3HI0 aHTWYHY 100y, Bif
AKMX Oe3TocepejHbO YepIiana CBOI KOHIIENTYa lb-
Hi /I CTU/IbOBI OCHOBH II€PEBAXKHA OiMbLIICTD nep-
KOBHIIX 300pa)ka/IbHUX TPafiMLili CXiZHOTO 00pAny
BIIPOJIOBX TPMBAJIOTO IEPiOfY CBOTO CTAaHOBJIEH-
Hs, PO3BUTKY Ta KpucTamisanii 300paxkaabHOTO
KaHOHY. JIOfaTKOBMMM LiIAMU [OCTIIKEHHA €
3aIPOBA/KEHHA 1 JOMY4YeHHS IO HAyKOBOTO 00i-
Ty POSIIMPEHUX MOHATD, MO0 OXOIUTIKTH CKIafHi
MMCTELTBO3HABYI KaTeropil pasoM i3 XymoKHiMu
acrektamu TpaHcdopmanii cakpambHOro 300pa-
’KaJIbHOTO KAQHOHY, @ TAKOX IIeBHOI MipOI0 IOB’SI-
3aHNX 3 aJIeKBaTHUM CHOPUITHATTAM LMX IIPOLECiB
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i ABMII Y Cy4acHMX eTallaX PO3BUTKY MIUCTEITBA,
XapaKTePHUX [ CXiZHOLIEPKOBHOI 300pakasib-
HO-JIEKOPATMBHOI TPAJVILIii 3aTaloM.

Meropomnoria gocmimkeHHd. [[ng MoCATHEHHS
METM LbOTr0 JOCHT[PKEHHS, OKpIM 3arajbHOHay-
KOBMX METOJIB aHa/li3y 11 CUHTE3Y, BUKOPUCTAHO
KOMOiHaII{0 CrieriaTbHNX MeTOMB: iCTOPUYHO-TIO-
PIBHANBHUII METOJ, — [/I1 BUABJIEHHA KIHYOBUX
MUCTEL[bKUX TEHJEHLil, 3YMOB/IEHUX pPi3HUMU
eTamaMy iCTOPUYHOrO PO3BUTKY; KYIbTYPOIOTiy-
HO-JIefYKTUBHUII MeTOf — /i (HOPMY/IIOBaHHS
MICTEL[bKVX KaTeropiif y 300paxkanbHOMY IIpO-
CTOpl 3rifIHO 3 TEMATUKOK [OCIIJPKEHHS; METOJ
abcTparyBaHHA — I BMOKPeMJICHHS 11 OKpec-
JIEHHs KII0YOBUX CTMIBOBMX O3HAK MMCTEIBKOTO
300pa’)Ka/lIbHOTO KAaHOHY CaKpalbHOI aTpUOYTUKM,
a TAKOX JUIs BUSB/IEHHS CTUIBOBUX i €TOXaTbHUX
BiIMiHHOCTEI Ta 30iriB B e/IIHICTUYHOMY 11 CXifj-
HOLIEPKOBHOMY 300pa)XaIbHOMY MUCTELITB; METO
eKCIIEPTHUX MUCTELbKIX OLiHOK — M1 TEOPETNY-
HOTO OXapaKTepy3yBaHHS, OOIPYHTYBaHHA i pos3-
IIVPEHH TIOHATTEBO-KATETOPiaIbHOI  CK/Ia/J0BOI
i3HbOI AHTUYHOCTI I XPUCTUAHCHKOI LIEPKBU CXifI-
HOTO OOPSINy; CTUIBOBUII KOPEALIHIII METOR Y
ra;ysi MucTenTBa i yHidikarii HOBOBMABIEHNX
CTWIbOBYX 3B’SI3KiB MMCTELIbKOTO IPORYKTY e/li-
Hi3MY Ta XpUCTUAHCHKOI TpaAMIil I[OfI0 3aralbHOI
MMUCTELbKOI IIapaIUrMI XY 0KHbOI KYIbTYPUL.

Y npoMy ocifKeHHi, ypaXoByI04M 3alIpOIIOHO-
BaHMIl peTPOCIEKTYBHII MiJXif iJ YaC BUBYEHHA
XYHOKHBOTO 00pasy 3 03HaKaMV CTU/IbOBOTO 3aI10-
3MYEHHS Ta Kepyo4lCh IPUHIMUIIOM IPOLeCyab-
HOI II€PEeOLIiHKM iCTOPMYHO-MUCTELIbKOTO JOCBIfY,
TIOB’A3aHOTO 3 MDKKYIBTYPHUM IepeMileHHAM
AQHTUYHOI CaKpa/IbHOI ITAPAUIMI [0 TPAAULIIHO-
TO CepefioBMIIA CXiJHUX LIePKOB, ycs yBara Oyne
CIIpAMOBAaHA Ha BMOKpPeMJIEHHA i OOIpyHTyBaH-
HA JIeAKMX KOMIIJIEKCHUX CTUIbOBUX TEHJIEHITIN
e/UTIHICTUYHOI I TPEKO-PMMCBKOI 300pa)kaTbHOI
KY/IbTYpPH, 10 TAaHYBa/la B IPELbKMUX KOJIOHIAX Ta B
€runri (mounuaroun 3 II ct. 1o H. e. i 3akiHUy0UN
IV cr.) (Crosn, 2014, c. 56). He MeHII BaXxnuBuM
AQHATITVYHMM 3aBIAaHHAM IIOCTaHE IEPeriAf CTU-
JIOBOI 1 XyZI0)KHbO-00Pa3HOI PO IIVX MUCTELIbKIX
TEHJEHIL|iJl Y CTAHOBJ/IEHH] LIEPKOBHOTO iKOHIYHOTO
KAaHOHY CXifHOro obpsapy (moumHatoun 3 VI ct.)
(Kosinuyk, 2018, c. 25).
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CyKynHICTb TiepesliyeHNX MeTOfiB J03BOMNUTD
JIOCTaTHHOK MIpOI0 PO3KPUTYU KOHLENT CTUIbOBOI
OCHOBU ISl 300paka/ibHOI TpajMIiii B 1lepKOBHIl
aTpubyTHIi CXifHOTO 0OpALY Ta CUCTEMATU3YBATU
HasBHY aBTOPUTETHY JIOKa30BY 6asy L[Of0 MepBic-
HUX iIefIHUX, CUMBOJIbHIX Ta Xy,llO)KHbO-O6pa3HI/IX
BUTOKIB 300pa)ka/IbHOTO KaHOHY €TMIIETCHKOTO I
IPEKO-PUMCHKOTO IEPiOfy aHTMYHOTO MYUCTELTBA.

Buxmag ocHOBHOro Marepiany ROCTiPKEHHH.
AK BifoMo 3 TomnepefHix apXeonoriyHmx, icTopuy-
HIIX Ta KY/IbTYPOJIOTiYHMX focmipKenb (Brigstocke,
2001), y cTMIbOBY i XAQHPOBY OCHOBY iKOHIYHOI
TpajuLii Ta i 306paxxanbHOTO KaHOHY IOK/IaZIeHO
pO3Tany>KeHWil CaKpabHMil KOHIIENT 3ayNOKiIHO-
ro 300pakeHHs Ha fomi (BifoMoro B apxeonorii
Ta MIUCTEITBO3HABYIN Tanysi mig HasBow «datom-
CBKMII TOPTPeT» AK CaKpajbHe «BMiCTUINILE
cyrHocti mopuan» (CrosH, 2014, c. 55)) — cBo-
€PIAHOrO PiSHOBUJY [JOMAIIHBOIO IIPVKUTTEBO-
ro NOPTPeTa, XapaKTEPHOTO JIA IPEKO-PUMCBKOI
no6m. A XymoxXHe 03100/eHHs TPOOHNUIL, Kyiu B
Ii3HI0 AHTUYHY €II0XY IIPOJOBXKYBa/IM XOBATH MY-
MidikoBaHi Ti/a 3 yK/IafileHuM caKpaabHIM MOpTpe-
TOM 3aMiCTh TIOrpe6aIbHOI 1030/109eHOT MAaCKH, 3a
CBOIMV MUCTELbKUMI HpuitoMaMit i cTuyieM 6ib-
LI0K0 MipOI0 BifOBila€ HATIOBHEHHIO iHTEpP EPHUX
(pecok LepKOBHNX NpUMillleHb CXiTHOTO 00pALY,
3 ypaxyBaHHAM IIPOMDKHOrO IX 3aCTOCYBaHHA B
paHilIHIX XPUCTUAHCHKMX KaTakoMbax (Brigstocke,
2001, p. 376).

Y KOHTeKCTi aHa/li3y OCHOBHOI TEHJEHLIl BU-
KOPUCTaHHA B 1IEPKOBHIN IKOHIYHIN IPAKTUIIL Xy-
TI0)KHbO-00Pa3HNX, CTV/IBOBYUX i TBOPYMX IIPVHIIN-
niB «paroMcpkoro noprpera» [ cr. o H. e. — [l ct.
C/Tifl BIATIOBICTM Ha KJIIOYOBE 3allMTaHHSI B MIIC-
TELTBO3HABYI IUIOLIVHI: KAaHOH LIEPKOBHOI iKO-
Horpagii yTBOpYBCA I BIVIMBOM IMX Mi3HbOAH-
TUYHUX TIOPTPETIB 4y OYB MOBHICTIO 6€3 CYyTTEBUX
3MiH iHTerpoBaHWil 710 300pakanbHOI Tpaguiii
cxigHoro 06pAxny? Binnosinmo Ha e MUTaHHA Mae
CTaTU aHai3 CMMBOJIbHOI, 3MICTOBOI Ta CMICIIOBOI
YaCTUH CAKPAIbHOTO KOHIENTY e/IIIHICTUYHOI €TY-
IIETCHKOI PEIirii MOPiBHAHO 3 MMUCTELbKUMY IJIA-
XaMM CaKpaji3alil B MeXaX CXiJHOTO LepKOBHOTO
00psANy, OYMHAIOUN 3 KYJIBTYPHOTO apeajy Iep-
BicHOro Xpuctusucrsa (mipmik & rapraHo, 2006,
c. 83).

AHanisyroun cakpaabHIIl KOHIIENT CXifiHOI Iiep-
KOBHOI iKoHOrpadii pasoM 3 MIUCTeL[bKIUMI TTPUIi0-

MaMI JJIS I0TO PO3KPUTTS B XYAOXKHbO-00pasHiit
PETPOCIEKTHBI, CTAE 3PO3YMIIMM ACIIEKT ITOJAHHsA
CUMBOJIBHOTO i aCOLIiaTMBHOTO PAAY B CTUIbOBOMY
HaCIilyBaHHi: 1KOHA CXiJHOTO I}ePKOBHOIO 06ps-
Iy Ma€ 4YiTKO BUPaXeHY DEMiKBiiiHy IIpUPOAY Ta
cakpanbHe 3HadeHHA mna llepksu. Ile moscHio-
€TbCSl NIEPBYHHICTIO KYIbTOBOTO 3aCTOCYBAaHHA ii
NpoToTHIy — «(hAlOMCBKOTO IIOPTPeTa», SAKMUI,
BOJHOYAC, 6yB TpaHCHOPMOBaHWII 3 TTOrPeOaTbHOL
MacKu — BiH OyB HEBiJl €MHOI0 YaCTMHOI MYMIl,
OTOPHYTHIA 3 HEI0 €ITHUM IIeIEHaMM, IO L/TKOM i
TIIOBHICTIO BifITIOBi/[a€ KAHOHIYHOMY E€IUIIETCHKOMY
perniriitHomy 6narodectio. Takum 4MHOM, Y CXifHO-
MY XPUCTUAHCTBI 3a/IMIIAETHCA TPAANIIiA IIOMIVH-
HOTO 300pa)XeHHS CBATHUX (IEPEBAXHO pealbHMUX
JII0fIeit) Ha JepeB’ sTHMX iKOHaX (JOIIKaxX) 3 ZOfjaBaH-
HAM YacTOK IUIOTi (MOIIiB) 300pakeHUX CBATHUX
(Gerke, 1967, p. 188). Ll 0o6cTaBuHa KPaCHOMOBHO
CBIJUNTb Ha KOPUCTb TOTO, IJO KAHOH LiePKOBHOI
ikoHorpadii cxifHOro 06psARy MOBHICTIO i 6€3 cyT-
TEBUX 3MiH yBiOpaB y cebe He e XY[OXKHbO-00-
pasHi acrekTy «patoMChKOro IOPTpeTar, a i IeBHi
OLIIHOYHi KaTeropii CakpanbHOCTI B peMiriitHOMY
671aro4ecTi €rneTchKoi Ky/IbTYPHOI TpajuIiil, CKe-
pyBaBIIM IX [0 INIOpM3aLil MOCTaTell 3HAKOBMX
ajlenTiB cxXifHOI 1epkBM (cBATHX). Lle € He 4uM iH-
UM, K afalTalli€el0 ETUIETChKO-eMiHiCTUIHOI
CaKpaJIbHOI MAPaAUTMI 10 XPUCTHUAHCHKOI 00psI0-
BOI cUCTeMY 6/1ar04ecTBOrO BIIAHOBYBAHHS, 1[0 B
NOa/IbIIOMY PO3BUTKY LIEPKOBHOTO MICTELITBA 3a-
Kpimmacs Ha piBHI MMCTEI[bKOTO 300paXabHOTO
kaHoHy (Gerke, 1967, p. 205).

Ha nepBuHHIUX eTamax CBOrO CTAaHOB/IEHH, Liep-
KBa, IlepeOyBatouM B PeXMMi MifITiIbHOTO iCHYBaH-
HA (30KpeMa, y cXiffHuX perioHax Pumcpbkoi imre-
pii mpoTsArom nepumx cromits Hamoi epu) (Gerke,
1967, p. 73), yBibpana K OCHOBOIONOXHWII MIC-
TEbKNII CAKpa/JIbHMII KAaHOH IIi/INIl CETMEHT KY/Ib-
TYPHOTO JOCBifTY, IIOB’I3aHNUI1 i3 YWHOM aHTUYHOTO
norpe6aIbHOro puTyany. Xo4a OCHOBHI IPYHININ
XPUCTVAHCHKOI LIePKBYU Ma/IV CTiVIKWit XapakTep ¢i-
110c0(CHKOTO 3aIIepeueHHs «A3MYHUI[BKOTO» AaHTH-
YHOTO CBITOITIAAY, IIPOTE B TepeBaXKHiil 6imbIIoCTi
00pAT0BO-KAHOHIYHIX TPAINILiil CYYaCHOI [IepKBI,
AKa HAJIeXNUTb JI0 CXiHOI IPyIM, MOXKHA IIPOCTe-
XUTH 30epexkeHi JOHNHI XyI0)KHbO-00pasHi pUH-
LIV CaKpasli3alii Ta anenALiiiHi TIyMadyeHHA [eB-
HUX 300pa)ka/IbHVX CUMBOJIB i CMMC/IIB aHTIYHUX



noHATH. Lle mapajjokcanbHe (Y JYXOBHO-eCTeTIY-
Hill IIOMMHI) ABUINE MA€ COLia/IbHO-KY/IbTYpHE
[IOSICHEHHSI, HaBeleHe Hipkde. OCKUIBKM MicIis
BiIpaBM XPUCTUAHCBKUX JHTYpriitHux 6orocmy-
xinb y I Ta Il cT. posramoByBammch 6esnocepesHpo
B KarakoM0ax (fki B IepBiCHOMY CBOEMY BUITIAA
CIIOPY/KYBAIUCh s 3MiJICHEHHS MOrpebanbHIX
PUTYaIiB IPEKO-PUMCHKOTO MEPIOAY 1 My BifIIO-
BilHy 300pa)Ka/ibHy IIPOTPamy), TO CTa€ 3PO3yMi-
JIUM Té, YOMY XPUCTUAHCHKIN MUCTELbKIiil Tpajuilil
He BJIAJI0CA NOf0NMaTy 6a30By AYXOBHY IapafiurmMy
aTpuOyTiB AQHTUYHOTO MOTrpebAbLHOTO PUTYATY.
[IpiyyHa 1bOro MONATAE Y BUMYIIEHOMY 3aI03M1-
YeHH1 XpUCTUAHCTBOM JIyXOBHO-€CTETUYHMX Kare-
ropiil Mi3HbOI e/UIIHICTUYHOI AHTUYHOCTI, 3[ATHNX
OJIHOYACHO 1 PiBHOILIIHHO T'eHepyBaTy Ta KpUCTaJli-
3yBaTy CaKpa/IbHMIT 300paXkaIbHNIT KAHOH SIK [
IPEKO-PUMCHKOTO NePiOfy KyIbTypyu CIUITY, TaK i
JUIS LIePKOBHUX Teuili cxijHoro oopsaxy (Spier et al,,
2018, p. 242).

JlokasoM 1bOr0 IONOXKEHHA CIYTye ACKPaBO
BUPaXeHa amneAliliHa IPUpPofia BCbOTO CUMBOJIIY-
HOTO PAAY B XPUCTMAHCBKUX 300paXKeHHAX, I10-
yyHawouu 3 I cT. i 3akinuyroun VI T, sAKa misHinre,
nounHatoun 3 IX cr. (v 1. 3B. «mepion KoHcranTu-
HOIOJIbChKOI JoMiHarii» cximHol nepksu (Gerke,
1967, p. 223)), mepepocTe B KaHOHIYHMII CTaTyc.
Y upoMy pasi He cmip 3abyBary, IO BMMYyLIEHe
3aII03/YE€HHA €/IEMEHTIB JYXOBHOI KY/IbTYpU aH-
TUYHOCTI BifjOyBanoCh I BIUIMBOM 3PO3YMi/MNIX
icropy4HO-CycninbHMX 00CTAaBUH, He CIPUATIN-
BUX [I/I1 PaHHbOI LiepKBM B il L[IHHICHOMY BUMIpi:
IOCTIVHI IIepecifyBaHHA Ta iICHYBaHHA B A
He J03BOMAMM CHOPMYBATH IOBHOLIHHOI (ino-
codpcpko-ecTeTwyHol mapagurmu. Taki obcraBu-
HUI, Pa3OM 3 JJOEAHAHHAM aHTIYHOI morpe6aabHo
KY/IbTYPY JI0 TIOBCAKJEHHOIO LIEPKOBHOTO JKUTTH,
CIIOHYKa/I 33/JOBO/IBHATICH HASIBHYMMI Ta apo6o-
BaHVMM CTaTYCHUMI 300paka/IbHO-CYMBOJIBHIMI
KaTeropissMm i XyJoXXHbO-00pasHUMY HpUitoMa-
MM, 1O BIfNIOBifla/y IOLIMPEHUM Y CepemoBUILI
PAaHHbOXPUCTUAHCHKOTO MMCTELTBA KOHIIENTaM
JIyXOBHOCTI Ta CAKpaAbHOCTI 3a IIOPIBHANBHON
AHAJIOTi€I0 ABMINA MMUCTEI[bKOTO KiTdy, 6inbI Xa-
pakrtepHoro s cydacHocti (Imimpmik & Taprawo,
2006, c. 113).

KoHkpeTusyroun IUILAX CTAaHOBEHHA 300pa-
JKaJIbHOTO KaHOHY CaKpa/JIbHOTO MMUCTELTBA L}ePKOB
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CXifHOTO OOPSANY, JOPEYHO BpaxyBaTU TAKOX Jie-
AKI Ky/IbTYPOJIOTiYHI HIOAHCU 3allOYaTKyBaHHA i
TIOAA/IBIIIOTO IIPOTPECy O0COOMMBOrO ACKETIYHOIO
CTIWIO IIEPKOBHOTO XUTTA — YepHEe4oro (Mo-
HAaCTMPCHKOT0) TIOAIBVDKHUIITBA, 1[0 Oepe CBiil mo-
4aTOK y €IUITI i 9ac epeciifyBaHHA XPUCTIAH
immepatopom [leniem Tpasnom (Brigstocke, 2001,
pp. 249-250). MoHaxu, IPaKTUYHO He 30y yBaBIIN
A cebe Kemill, MAacOBO CEMWINCA B ETUIIETCHKUX
IPOOHNIAX HEKpOIOIA Ha 3axigHoMy Oepesi Hiny,
3aiiMarouy morpe6abHi Kamepy Ta 3aHef0aHi eru-
IeTChKi XpaMoBi komiekcy nepiogy XXII-IV cr.
1o H. e. IIpu poMy NpaKTUKyBaMICh HaBMVCHUI
BaH/a/Ii3M i IICyBaHHA BHYTPILIHbOIO Ta 30BHILI-
HBOTO JIeKOPaTUBHOTO 03100/IEHHS CIIOPY] Y 3B 513-
Ky 3 BUCOKMM HapaTUBHUM IIOTEHLia/IOM JJaBHbO-
€TUIIETCHKYX i TPEKO-PUMCBKIX 300paskeHb LOf0
OTOTOXXHEHHA LiHHICHMX KaTeropiit MMCTeLbKO-
r0 IPOCTOPY Ii3HbOI E/IIHICTMYHOI Tpagmuil i3
XPUCTUAHCBKIM CaKpaTbHIM JocBifoM. OcobmiBo
MOMITHUMU € HACTIIKM aKTUBHOTO BiZCKOOMIOBAH-
Hs1 300pakeHb JJaBHIX 0OTiB i 1japiB, a TAKOX CIO-
KETHVX XYIOKHIX 00pa3iB cakpajbHOTO 3MIiCTy Ha
Mi3HIX eTalax KYJIbTYPHOTO PO3BUTKY YEPHEYOTO
YKIaAy SKUTTA, KOIU CIIOCTEpIraeThbcsA KpyucTaisa-
11is1 300pakaTbHOTO KAaHOHY B CXiJHOMY XpYCTHAH-
CTBIi. 3apajiy CIipaBefIMBOI OLIHKM TAKUX Aill Coify
3a3HAYUTH, 11O JIeAKi CLIeHM CaKPa/JbHOTO XapaKTe-
PY B €TMIETCHKUX XpaMax i FPOOHMUIIX TPUBAINIL
9ac 3a/MIIaMNCh He MOICOBAHMMM 4M afjalTyBa-
JIACDH TIiJi LePKOBHUII CUMBOJIi3M, OCKIIIbKM 4acTo
TPaKTyBa/IMCh aIlONIOTeTaMM SIK CIOXKETHI eleMeHTI
XPUCTHUAHCBKOTO 60r0c/IoB’a. Y Takumit croci6 Haii-
6i/blie mOCTpaXKAaM TPOOHNII T. 3B. « oty 11a-
putb» (Gerke, 1967, p. 127).

BonHouac cam 06pa3 faBHBOI rpOOHMIII TTOCTAE
IIEPEKOH/IMBUM CYMBOJIOM [I/I IIOJA/IbIIOL CTPYK-
TypHOi KoHdiryparii yepHeuux Kemiif, fie MOHax
aJIErOPMYHO IIParHe «yMePTBUTI» BCi CBOI IPiXOBHI
CTPACTi IIJIOTI, 3TifHO 3 MOHACTUPCHKUM YCTaBOM
[Taxomiss Benmkoro (3acHOBHUMK TIypTOXXUTHOTO
yepHenrBa B €runti) (Gerke, 1967, p. 125).

Ha npuknazi ocobnuBocreit inTep’epy Ta pos-
TallyBaHHA KeMill y CY4aCHMX MOHACTMPCHKMX
KOMIITEKCAX, TAaKUX AK MMKONAIBChbKMIT MOHACTYP
[IpaBocnaBHoi epkBu Ykpainu B M. borycras, ogi-
ii1HO 3acHOBaHMI1 Y 1993 p., MOXKHA 3 YIIEBHEHICTIO
BifJ3HAUNTY HeabUsKy KOHCTUTYTUBHY IIPUPOLY
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MUCTEIbKVX ifleil e/TiHi3sMy (10 BMpakaeTbcs B
JIONATKOBI CaKpasi3allii pUTyanbHOrO CTaTYCy fIe-
KOpaTMBHIUX 300pakeHb Ta B IPUITOMAX iX 3aCTOCY-
BaHHA B iHTep epi KeiitHOTO POCTOpY, fie He Bif-
9yBaeTbCA BIUIMBY CYYaCHOTO KOHIIENTYalbHOTO
MICTEITBA) Ha MPOTHBATY MOMNPEHil ZyMIIi Ipo
HACTIiIKOBY POJIb aHTUYHOTO MIICTELTBA, OOMeXe-
HY JIAILE €CTeTUYHO-CTUIbOBIM BIUIVBOM.

Y Mucren;bkoMy BuUMipi TaKuit CTaH pedeit, 6es-
YMOBHO, 3MII[HIB POJIb XyA0XKHBOTO 006pasy morpe-
6anpHOI KaMepu 3 1i AeKopaliiiHuMu aTpudyTamm
AK ifIeJIHO TIPOCTOPOBO-ECTETUYHUI OPIEHTUD M/
TPAMLIHNX TeHJEHIil CaKpanbHOI aTpuOyTH-
KU 1L[ePKOBHOTO 300pa)Ka/lbHOTO KaHOHY. 3Bifcu
MaIOTb CBO€ IOXO/KEHHs 300paKa/bHi amensil
Ta BIICUIKN 10 eneMeHTiB Teorowii pyXoBHOro
cBity [laBHpOro €runTy B TOAANBIINX IPAKTHU-
Kax CTIHHOTO PO3IICY XpaMOBOTo IpocTopy Kon-
CTaHTUMHOIOIbCKOI JTOMIHALl CXiZHUX LepPKOB.
Y dinocodcpkiit mIOMYHI 1IepKOBHOTO MICTELTBA
mificuTI0YnM GaKkTOpoM /Uil 3MilfHEHHS porii Ma-
TiYHNX 00pa3iB JABHBOEIUIIETCHKOTO Ta AHTUYHO-
ro putTyany norpe6inHs € GpakTuyHe HACTiTyBaHHA
OJIEKCAH/IPINICPKOTrO HEOI/TATOHI3MY Ta THOCTUYHUX
ineit y 60roc/oBcbKX i anoKpuGpiyHNX TPaKTyBaH-
HAX paHHbOI cxifHoi nepksu (Cros, 2014, c. 80).

Buknaziena aprymenTaris 103BOMAE IEPEOCMIIC-
JIUTH 1 AKICHY IIEPeOLiHKY MMUCTELbKIX XY[LO0XK-
Hb0-00pasHVX TEH/IEHIIIII eII0XY e/UTiHI3MY B CTaTy-
CHOMY BUMIpi iX BIIMBY Ha 300pa’ka/IbHIII KaHOH,
XapaKTepHUIT /I CXiJHOTO IePKOBHOTO OOpSAAY.
BignosinHo fo HackpisHOI FyxX0BHO-(Dinocopchkol
inei MisHPOAHTMYHOTO CUHKPETU3MY, OY/b-SIKMil
XYHOXHiI 06pas (30Kpema, BUKIIOYHO [eKOpa-
TUBHOTO CIIPSIMYBaHHs) MIIIHO iHTerpoBaHMII [0
3arajIbHOI CaKpajbHOI IApafurMi i Mae ACKpaBO
BUpaXeHNIT puTyanpHuil xapakrep (Spier et al,
2018, p. 222). BogHouac 1je Hajlae JOCTATHBO TIif-
CTaB YBaXXaTV 300paXa/lbHNIT KAHOH Y L]ePKOBHO-
MY MMCTELTBI CXifHOI TpaAuIiil He YMM IHIINM, AK
3aII03YEHOI0 CTATYCHO-(YHKI[IOHATBHOI0 KaTero-
pi€to s 6aratopiBHeBOI rpajaliitHol cakpaisarii
XPUCTUAHCHKMX LIHHICHMX aCIIEKTiB KOHKPETHUMM
IpuitoMaMu Ta 3acobaMy eliHicTHIHOro 306pa-
JKaJIbHOTO MIJCTELTBA YacCiB JaBHbOETUIIETCHKOTO
i rpeKo-pUMCbKOTO CMHKpeTH3My. IHmmmu cnoBa-
MM, MUCTELbKI TeHJeHII] e/IiHI3MYy JOPEeYHO BBa-
KaTy He CTiIbKY BIVIMBOBUM CTVU/IbOBMM SBUIIEM,

CKIZIbKM OLIIHOYHMMM KPUTEPIAMU [/ LIePKOBHOTO
300pakaJIbHOTO KaHOHY B IVIOLIMHI eCTeTUKM Ta
CUMBOJII3MY.

HaykoBa HoBM3HA. Y peTpocmeKkTuBi o6pa-
3HOCTI Ta CUMBOI3MY IIpOaHa/lTi30BaHO IIPH-
YMHHO-HACTIIKOBUIT 3B’A30K MDK KaHOHIYHUMMU
XPUCTHAHCBKUMI CTUIbOBUMM aTpubyTamu i rpe-
KO-PMMCBKIMI Ta €TUINIETCBKMMM  €/IeMEHTaMI
norpe6aIbHOrO 671aroyectTs B poii ifeiiHoi ocHo-
B OCTAHHIX 711 popmMoTBOpUOi pori mepumx. Lle
JO3BOMN/IO TIEPEOCMUCTUTI B CTAaTyCHOMY BUMIipi
JleAKi MUCTElbKI TeH/eHIIil e//IiHi3MY CTOCOBHO iX
3HAYYLIOCTI Ta KOMIIJIEKCHOCTI AK 3acafy [/ Liep-
KOBHOT'O 300pa)kaIbHOTO KaHOHY CXiTHOTO 00OPALY.
PasoM i3 TMM 3aIpOIOHOBAaHO BJJOCKOHAJIEHY a0-
CTPAKTHY MOJE/b CTUNbOBOI 3a/IEXKHOCTI IIEPKOB-
HOTO KaHOHY BiJj aHTMYHOI ITApaUrMI 3 YpaXyBaH-
HAM XYZOXXHbO-00pa3HMX HPUHINIIB B3aEMOAII B
Me)KaX KY/IbTYPONOriYHIX | MUCTEL[TBO3HABYYX I10-
HATDb Ta KaTeropii MisHbOAHTUYHOTO MOXOMKEHHS,
1110 TI0B’s13aHi 3 morpe6anbHo0 dinocopcpko-ecte-
TUYHOK KOHIIETIII€0 CTAaPOJABHbOTO CBITY.

BucHOBKM. Y IIMPOKOMY KOHTEKCTi (opmy-
BaHHsI 300pa’)Ka/IbHOTO KAHOHY, XapaKTepPHOTO /s
1IepKOB CXiHOTrO 00psAny (30kpema, [IpaBocnaBHOI
LIepPKBYU YKpaIHM Ta YKPaiHCBKOI I'PeKO-KaTOMNIIb-
Kol IIepKBM), AeAKi MUCTEI[bKi TeHJeHIii mepmux
CTOJIITh HOBOI €py, IJO0 CTAHOB/IATH KOPIYC IIi/Tic-
HOI JyXOBHO-eCTEeTMYHOi, 00psA/oBOI i pasoM 3
TUM Mari4Hoi apagurMm norpe6anrbHoOro puTyaty
TPEKO-PUMCBKOr0 ETUITY (a caMe: CUCTEMHI 3a110-
3UYEHHA CAKPaIbHUX CTATYCiB; TAXKIHHA [0 PeliK-
BiIfHOCTi 300pa)ka/IbHOTO MUCTEITBA; OTOTOXKHEH-
HA LIHHICHUX KaTeropiil MMCTELbKOrO IPOCTOPY
Mi3HbOI €JUIIHICTUYHOI TPAAMLII 3 XPUCTUAHCHKIM
CaKpalbHUM JOCBIIOM CXiJHOTO 00pAAY), BUABHU-
JIUCS He TiMbKY i He CTiMbKYM MepBUHHUM (haKTo-
POM BIIMBY Ha PO3BUTOK CAaKPa/JbHOTO XPUCTUAH-
CbKOTO MMCTELTBA, a IIle i1 He3MIHHOIO Ta CTilKOIO
KOHI[ENITYa/IbHOI0 OCHOBOIO I 300pakabHOTO
KaHOHY Ha PI3HUX POSTaly>XeHMX PiBHAX Y CKIafl-
Hill XyI0XHBO-00pasHiil i pinocodcpkiit cructemi
KOOp/IMHAT.

Taxum unHOM, chopMoBanmit y mepiop Mix VI Ta
IX cr. maHiBHMI MUCTELbKMIT 300paskanbHIIl Ka-
HOH LIEPKOB CXifHOI TpafMILil € He YMM IHIIUM, K
3aII031YEHOI0 CTATYCHO-(QYHKI[IOHATBHOK KaTero-
pieto s 6araropiBHeBOi rpafalliliiHoi cakpaisanii



XPUCTUAHCHKMX LIHHICHMX aCIIEKTiB KOHKPETHUMM
IpuitoMaMu Ta 3acobamu eliHicTIIHOro 306pa-
KaJIbHOTO MJCTELTBA YaciB JaBHbOEIUIIETCHKOTO
1 IpeKO-pPUMCBKOTO CHMHKpPeTU3My. I, BifilloBigHO 10
CMICTIOBOTO IOXO[KEHHA IEPBMHHOI KYIbTYPHOI
IPAaKTUKN LIEPKOBHOTO XUTTA Ha modarky II cr.,
TpajiuLiiiHe TIyMadyeHHA XPUCTUAHCHKOTO CYMBO-
Ji3My IepeBaXKHOI OiMbLIOCTI KaHOHIYHUX 300pa-
KeHb (Y MUCTeIbKiil IIoImyHi) 06MeXyeTbcs ix
iHTepMe/IiaZIbHOIO TIPUPOJOI0 Ta ANENALIHUM Xa-
pakTepoM 110710 TeoroHii cTapofjaBHbOTO CBITY.
IlepcnexkTnBy momanbmux FOCTIHKeHb. Y Cy-
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MMUCTEL[TBO3HABUMX XapaKTE€PUCTUK CUHKPETNY-
HUX TeHJIEHLIi} eJUTiHI3MY Hail01/1bII JaneKOoCsKHI-
MY BOAUAIOTHCA MOJA/BILI JOCTIKEHHA TEMaTUKIA
caMe B MDKJVICUUIUTIHAPHUX MOPAJSKOBYUX KaTero-
pifX, 110, BOZHOYAC, JO3BOINTH MAKCUMA/IbHO YHi-
¢ikyBary, yIOpALKYBaTH Ta CHHXPOHI3yBaTy IIpH-
YIHHO-HAC/TIKOBI B3a€MO3B SI3KM, SIKi CTOCYIOTBCS
BYBYEHHA i OIpAIlOBAHHA ACNEKTiB JyXOBHOCTI,
€CTETUKH, CUMBOJII3MY, XyZI0)KHbOTO 00pasy Ta iH-
VX HAIPAMIB COLIOTyMaHiTapHMX Tajiysei, a Ta-
KOX CYYaCHMX MUCTEIBKMX HPAKTUK 03700/IeHHS
L[IEPKOBHOTO i MOHACTMPCHKOTO IIPOCTOPY.

KYIIHOMY CIIiBBiJHOLIEHHI KYIbTYpPONOIIYHUX Ta
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L. Machulin. AT (Artificial Intelligence) culture in
the context of the culture of working society

A problem-thematic analysis of the most important
problems associated with the appearance of a chatbot
with generative artificial intelligence (ChatGPT) in
human life is presented. The process of formation
of the ChatGPT culture over the past few years, its
sources and prospects are considered. The concept of
the culture of a working society is outlined — a set of
values, norms, traditions and institutions that emphasize
the importance of labor, production and interaction
between people in many respects for the organization of
society and the satisfaction of its needs. Through the lens
of working society culture, the author postulates, firstly,
that ChatGPT reinforces the growing trend of the end
of working society. Secondly, the emergence of ChatGPT
has activated the development of a culture of artificial
intelligence (AI). Thirdly, the Al culture formed by man
is, in fact, a counterversion to the culture of the working
society formed over the last five hundred years — the
culture of a “non-working society”. The author comes
to the conclusion about the need to rethink the utopian
and communist future proposed by thinkers and
philosophers.

Keywords: artificial intelligence (AI), AI culture,
ChatGPT, GenAl working society, end of working society,
non-working society, digital society paradigm, free time
society.

JI. I. Mauynin. Kynerypa I (mry4Horo inrenexry)
B KOHTEKCTi KyIbTypH TPY0OBOTO CYCHibCTBA

[IpencraBneno npobIeMHO-TeMaTUYHWIT aHAII3 Hall-
Ba K/IMBILINX npo671eM, [IOB’A3aHUX i3 IOABOIO B KUTTI
JIOVHY YaTOOTY 3 TeHepaTMBHUM IITYYHUM iHTeNeK-
toM (ILII) (ChatGPT). PosrisanyTo nporec popMyBanHA
kynsrypu ChatGPT 3a octanHi KinbKa pokis, 1i pkepena
i mepcriekTyBY. [l03Ha4eHO KOHLENT KyAbTYpM TpY-
JIOBOTO CYCIiNbCTBA — CYKYIHICTb L{iHHOCTEIl, HODPM,
TpajuLill Ta IHCTUTYTIB, fAKi aKLIEHTYIOTb HA 3HAYEHH]
npartyi, BUPOOHMIITBA II B3aEMOJii MK /TIOIbMI BeJ-

KOI0 Mipol0 /I OpraHisalil CyCIinbCTBa Ta 3aJ0BO-
neHHs jioro motpe6. Kpisp mpusmy Kymsrypu Tpygo-
BOTO CcycrminbcrBa aBrop nocrymoe: ChatGPT mocuioe
TeHJIEHII{}0 HAPOCTAHHS KiHIA TPYAOBOIO CYCIINbCTBA;
nosiBa ChatGPT aktuByBana (opMyBaHHS KyIbTYpu
mrryysoro intenexry (II); kynprypa LI, sgxa popmy-
€TbCSA NIOIUHOI, €, 110 CYTi, KOHTPBEPCITHOIO JI0 KYIIb-
TYpY TPYOBOTO CYCHIIbCTBA, CHOPMOBAHOIO 32 OCTAH-
Hi 500 poKiB, — Ky/IbTYPOIO HETPY/OBOTO CYCIIi/IbCTBA.
ABTOp JOXOAUTb BUCHOBKY I[OJ0 HEOOXiHOCTI Iepe-
OCMICTIEHHSI YTOIIYHOTO JI KOMYHICTUYHOTO MaitbyT-
HBOT'0, 3aIIPOIIOHOBAHOTO MUCTUTENAMM Ta Binocodamm.
KmrouoBi cmoBa: wmyunuii inmenexm (II), kynvmy-
pa 11, GenAl ChatGPT, mpydose cycninocmeo, KiHeyb
mpy008020 CYCNinbCMea, Hempyoose CYCHinbcmeo, na-
paduema yudposoeo cycninbcmea, Cycninocmeo 6invHo20
uacy.

Problem statement. The introduction of a chatbot
with generative artificial intelligence (ChatGPT)
in November 2022 caused a dramatic effect. In
addition to the almost sensational public interest
in its practical possibilities, ChatGPT has raised
concerns in scientific circles about the theoretical
consequences of its application. No less wide than
the range of opportunities for the economy was
the range of negative consequences for humanity
from the use of ChatGPT. Despite the short period
of time to study both the practical consequences
and the theoretical threats, researchers have
already expressed their ideas on the full spectrum
of “ChatGPT vs. Humanity” relations. Much has
already been said and written about this. However,
all publications consider this spectrum of relations
in the short-term prospects. And everyone is
unanimous in the opinion that we are witnessing the
beginning of the era of Al, a revolutionary era, the
same as the era of steam and machines, electricity,
communications, television.

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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At the same time, a completely unexplored side
of this issue is the relationship between ChatGPT
and humans in the field of work. The driving force
of society from its inception has been labor; its role
in the development of society has been studied
by world-famous scientists'. And no matter what
disputes accompany the scientific works of these
and hundreds of other scientists, it is now de facto
recognized that in the last five hundred years a
working society has formed, that is, a society in
which labor and production played a major role.
Economics, labor organization, production and
means of production formed the basis of the social
structure that we have at the beginning of the XXI
century.

And at the end of the first quarter of the XXI
century the emergence of ChatGPT made relevant
the theme of the end of the working society — a
trend in the last third of the XX century. However,
now we are talking not only about the labor market,
which, of course, will change significantly not in
favor of humanity. We are talking about the influence
of ChatGPT (and Al in general) on the physiological
and psychological transformation of man as an
object of nature, as a product of the Universe.
ChatGPT (as a prototype of Al) can be perceived as
a replication of a human on a qualitatively different
level. And all this can happen only because AI will
take away from a person what was the meaning
of his existence — work. And this is precisely the
main difference between the born era of ChatGPT
(AI) and its “revolutionary” predecessors — the
steam engine, electricity and communications,
industrialization and computerization — they could
not even theoretically take away human labor. Now
it becomes possible.

The study is dedicated to discussing the prospects
for working society in ChatGPT and the post-
ChatGPT world (AI world).

The relevance of the article. The stated purpose
of ChatGPT’s in society is to help people in their
activities. It is impossible to deny goals that have
humanitarian content. However, a year after the
appearance of ChatGPT, irreversible processes began
in the labor market in all countries of the world. The

current Future of Jobs Report 2023, released at the
World Economic Forum in January 2024, stated that
“83 million jobs will be lost and 69 million created
over the next five years. This would reduce global
labor markets by 14 million jobs (about 2% share)”
(Zini, 2023). Over the next five years, more than
75% of the 803 companies surveyed (with more
than 11.3 million employees) plan to implement
big data analytics, cloud computing and artificial
intelligence. For companies with more than 50,000
employees, artificial intelligence and big data are the
No. 1 priority.

As ChatGPT'’s triumphant march unfolds, neither
politicians, nor managers, nor society can offer
effective recipes for the unemployed market. Its
growth is not denied, but it is not yet considered as
an existential problem for humanity.

Analysis of the latest research and publications.
Almost all ChatGPT researchers unconditionally
positively assess the introduction of artificial
intelligence (AI) into human life and various areas
of its activity. And only some researchers express
warnings about the new phenomenon. Anders
Sandberg, a scientist at the Future of Humanity
Institute at the University of Oxford: “Even if Al is
only a tool that replaces some stages of work, it will
significantly change the established order of things.
If everyone became 10 times more productive, that
will mean that 90% of people would be forced to do
something else” (Krasnomovets, 2023).

“We need to think of these things as productivity
tools, not as complete replacements for humans,’
reassures Madgavkar, a partner of McKinsey
Global Institute (Mok & Zinkula, 2023). Accepting
the unknown of how exactly chatbot with GenAl
will impact the global economy and society, and
suggesting that it could lead to radical changes in
the global economy, the author believes that society
should focus primarily on the economic side of
the issue. Thus, Goldman Sachs Research believes:
chatbot with GenAI could increase global GDP by
7% (or almost $7 trillion) and increase productivity
growth by 1.5 percent over a 10-year period
(Generative Al could raise global GDP by 7%, 2023).

! Auguste Comte, Karl Marx, Ferdinand Ténnies, Max Weber, Emile Durkheim, Michel Foucault, Jurgen Habermas, Jean Baudrillard, Ulrich Beck, Eric

Olander, Richard Sennett, Jacque Fresco and many others.



To the question “How will ChatGPT, DALL E
and other generative AI models change the labor
market,” the “authorized” ChatGPT itself answered
with careful scrupulousness: “The exact number of
jobs that can be replaced depends on many factors,
such as the field of activity, type and variety of tasks
and level of complexity However, some studies
indicate the possibility of automating up to 45% of
daily work in many areas of activity” (Krasnomovets,
2023).

About the application of ChatGPT in various
fields of economy — computer programming
(Surameery & Shakor, 2023), in construction and
architecture (Neves, 2022), fields of science such
as chemistry (Nascimento & Pimentel, 2023) or
medicine (Griinebaum et al., 2023) and radiology
(Currie etal., 2023), as well as in agriculture (Biswas,
2023) and in many other areas of production or
society, a large amount of research has been written
in such a short time. The question arises: is it natural
to consider the appearance of a number of scientific
articles on whether everything already described
in scientific studies about the successes of chatbot
with GenAlI can be considered its cultural heritage?
(Spennemann, 2023). But GenAl is the product of a
person, programmed by a person, works under the
management of a person, so the question is vexed —
perhaps what GenAl made does not belong to him?
And while there is heated debate on this topic, let’s
look at the problem of AI culture in the context of
the culture of a working society.

The purpose of the article — is to study what the
culture of AI (GenAl) is and how it adjusts to the
culture of the working society in the context of the
future for the working society.

Presentation of the main research material.

1. Types of generative artificial intelligence

The boom of generative artificial intelligence,
also called the “spring of AI” (Bommasani, 2023),
began at the turn of the 2020s, when OpenAl, with a
grant from Microsoft, introduced the first version of
the neural network to users. Already in April 2022,
its new version was announced — DALL-E 2. The
developers had warnings about possible ethical and
security issues, so at first the network was available
only to pre-registered users (Taylor, 2022).

What is generative artificial intelligence? As
English Wikipedia explains: “Generative Al is
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artificial intelligence that can generate text, image
or other media using generative models. Generative
artificial intelligence models learn the patterns and
structure of their input training data, and then
generate new data with similar characteristics”
(“Generative artificial intelligence”, 2024).

Thus, GenAl is an artificial intelligence that has
been taught to use the cultural heritage of humanity
(texts, images, videos) and provide its own options to
human culture. Currently, there are many chatbots
available to users, the most popular of which are two
Al models from OpenAl, one of whose co-founders
is Elon Musk: Microsoft’s Bing Chat and Googles
Bard chatbot. The characteristics of the bots are as
follows:

1. A product of the OpenAl laboratory, the
DALL-E program is configured primarily for
working with images. The program receives
commands from any user and creates works of art
according to his instructions in a few minutes. The
DALL-E neural network was presented in January
2021, and already in July of the following year it
began to be tested by users.

2. The second product of the American OpenAl
laboratory is GPTchat; the fourth version was
presented in March 2023. Just five days after its
release, the chatbot received one million users. To
understand society’s expectations, lets compare
some indicators: ChatGPT received 100 million
users in a month, the former leader of the network
TikTok — in 9 months, and the popular Android
application Instagram — in 2.5 years (Cerullo,
2023).

3. The following bot is presented by Microsoft.
It has been working on its own search engine since
2009. The boom in demand for generative artificial
intelligence pushed Microsoft to accelerate, and in
March 2023 the company announced the launch
of Bing Chat, powered by GPT-4 from OpenAl.
Considering the owners, the first three positions can
hardly be called competitors.

4. Chatbot Bard from Google became available to
users on March 21, 2023. Already at the start, it lost
points for inaccuracy and less nuanced responses
than ChatGPT and Bing, but by the end of 2023 it
had almost caught up with its competitors.

It seems that little time has passed to draw definite
conclusions about the impact of technological
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innovations on society, but already on May 30,
2023, more than 350 leading scientists and Al
developers actively responded to the threats posed
by generative artificial intelligence. The importance
of the document is evidenced by the fact that in
addition to OpenAl head Sam Altman, the letter
was signed by the CEOs of artificial intelligence
companies DeepMind and Anthropic, and the
heads of Microsoft and Google. Signatories included
Geoffrey Hinton and Yoshua Bengio, two of the
three so-called godparents of artificial intelligence,
as well as professors of different higher education
institutions — from Harvard to China Tsinghua
University, and a large group of artificial intelligence
experts (Statement on Al Risk, 2023).

The main message of the appeal, published by
the non-profit Center for Al Security (CAIS), is that
“reducing the risk of extinction through Al should
be a global priority, along with other societal risks
such as pandemics and nuclear war” (Smink, 2023).

The list of concerns (as of 2023) identified in
various speeches by Al researchers is as follows:

1. Modern artificial intelligence systems have
significant and fundamental limitations. It is
clear that the rules for using Al are written by
programmers and those who define entire systems
for using artificial intelligence, train them on large
examples of human behavior etc. So why not assume
that artificial intelligence will not be directed against
humanity by humans themselves?

2. Al researchers point to gender inequality as
a moral issue — when a query does not specify
gender, the model generates more images of men
than women (Strickland, 2022).

3. Deepfakes, which can be freely generated using
DALL-E 2 and the like, are considered an urgent
problem (Taylor, 2022).

4. Technological unemployment is as worrying as
deepfakes. The popularity of image chatbots could
lead to technological unemployment for artists,
photographers, and graphic designers (Goldman,
2022).

2. Culture of generative artificial intelligence

Along with concerns about the consequences of
using chatbot with GenAl, scientists have focused
their efforts on carefully studying the general culture
of generative artificial intelligence. The concept of
“culture of generative artificial intelligence (AI)”

includes issues of ethics, technological solutions,
sociocultural influence, legal and many other
aspects related to the development and application
of generative AL

This culture should include:

Ethical issues — studying of the ethics of
using generative Al, in particular the question
of responsibility for the content created and the
possible consequences of its use.

Algorithmic solutions — development and
improvement of algorithms for creating creative
content, such as text, music, drawings, etc.

Legal issues — regulating the ownership and
rights to creativity created by generative Al systems.

Sociocultural impact — studying of how
generative Al impacts culture, art, media, and
communities.

Development of innovation — application of
generative Al in various fields, such as creativity,
advertising, education, medicine, etc.

Of course, the culture of generative artificial
intelligence is just emerging. It is not created
by GenAl itself, but by its collaboration with
developers, lab workers, engineers, users, ethics and
legal scholars, and other professionals working in
related industries. It was studied quite thoroughly
by Dirk H. R. Spennemann in his work “Generative
artificial intelligence, human agency and the future
of cultural heritage” In the last chapter of the
study, the author states the fact that today GenAl
and its activities are part of the cultural heritage
of human society, more precisely, the sector of the
cultural heritage of GenAl in the general culture
of mankind. This sector includes components such
as: GenAl applications as part of virtual heritage,
hardware heritage (computers, keyboards, storage
media, printers), digital artifacts (computer-
generated artefacts, in particular paper) prints or
3D-products), virtual visual artifacts or human-
perceivable virtual content on computer screens or
speakers, hidden digital connections (for example,
data recorded on the surface of ferromagnetic or
optical media), and so on. The assessment of heritage
elements depends on a persons understanding of
the definition of “cultural value’, classification, the
role of these objects in a cultural and historical
perspective, etc.



Dirk H. R. Spennemann rightly notes that the
definition of human cultural heritage itself is very
different depending on the ideological positions of
the interpreters. At a fundamental level, cultural
heritage is the intergenerational transmission
of learned and meaningful behaviors and skills
among individuals of the same species. It is defined
as “our heritage from the past, what we live with
today, and what we pass on to future generations”
(Spennemann, 2023). The core of the concept is the
understanding of many generations that cultural
practices or works of the past have some meaning for
the modern generation and that there is a desire to
ensure their preservation for the future. The problem
in this matter may be, in addition to nostalgia
inherent in human nature, also intergenerational
and intragenerational mutation of ideas about
cultural heritage, as well as the epistemological base
of expert evaluators raised in different family, social,
educational, sociopolitical and historical contexts.

However, no matter what difficulties human
society may have with the cultural heritage, it exists
de facto, and in any form, the author believes,
will exist in the future. To convince us, the author
reflects: will carbon, silicon or other GenAl life in
the future be able to form their cultural heritage
independently without humans? To find the answer,
he formulates the following test:

- an individual (cultural heritage evaluator) must
be thoughtful, that is, capable of intellectual
perception of feelings and emotions; to have
consciousness, that is, to be aware of oneself,
including the outside world as a whole;

- an individual must take into account cultural
heritage at least at a basic level: be able to study
the inherited behavior or skills of “relatives” that
have not been changed by algorithms;

- since heritage is concerned with the relevance of
cultural traditions of the past to the present, the
individual must understand time, particularly
the concept of past and future, as well as the
understanding of “being” in the present;

- anindividual must have a basic sense of foresight,
that is, an awareness that any action or inaction
may have consequences in the near future;

- inaddition to basic self-awareness, an individual
must be aware of his identity as an individual
raised in family, community, educational,
sociopolitical and historical contexts;

- an individual must understand the concept of
“value” both as a clearly felt feeling of nostalgia
or solastalgia, and conceptually — recognizing
values as changeable, relative and conditional
forms that are projected onto behavior and
actions or onto material elements of the natural
or built environment;

-~ ideally (but not as a mandatory prerequisite)
the individual should also be able to initiate and
conceptualize creative or exploratory ideas.
According to Dirk H. R. Spennemann, current

GenAi models do not pass this test. However,

considering trends and investment in innovation,

he suggests that it's only a matter of time. Obviously,
if the emergence of intelligent and capable of
independent thinking AI systems occurs by
chance, then humanity will come into conflict with
reality, where the cultural heritage of GenAI will
be perceived only by conceptual people. That is,
multiple cultural traditions of humanity and the
cultural heritage of artificial intelligence will coexist
in parallel. His conclusion: humanity must be ready
to sit down at the negotiating table in order to accept
the “non-human cultural heritage” created by it into
the “universal cultural heritage.”

3. Remembering the working society

So, as of the end 0f 2023, humanity has, on the one
hand, a steady trend in the development of artificial
intelligence in the form of chatbot with GenAI On
the other hand, it is the era of GenAl that opens up

a certain historical time when humanity itself will

gradually lose labor as its usual means of livelihood.

Such an authority in the digital world as Bill Gates

assures that thanks to artificial intelligence, people

will switch to a three-day work week, which will
greatly simplify their lives (Hart, 2023). However,
while arguing that people will no longer have to work
hard because machines will produce everything
they need, the Al advocate does not say how they
will use the freed-up time and whether employers
will be willing to pay the unemployed the same
wages. Meanwhile, now there is still an immense
problem of using the free time that AI will “give”
to humanity. “Family life”, “activities with children’,

“creative activities’, “self-development” and other

similar proposals are standard activities AFTER a

regular working day or on weekends.
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The speed at which Al is being introduced into
society is equal to the speed at which the human labor
market will decrease. Are the developed countries
of the world ready for the unemployment market to
increase significantly? Do they have plans and, most
importantly, resources to support the unemployed,
whose number is constantly increasing?

In our opinion, the working society, the end of
which was much discussed in the last third of the XX
century due to the emergence of “white collar” jobs,
mental work and so on, is ending right now. And not
only because a technological — digital — revolution
is taking place, it could become one of the key
ones, like the industrial revolution, which changed
the methods of production and organization of
labor, which caused significant changes in society.
Now the situation is different: society is in a “pre-
revolutionary state’, because for almost five hundred
years it has learned to work systematically, to value
its work, and has built a certain system of ideas about
the role and place of work in the life of an individual
and his relationship with society. And what is the
result? Today, the future of humanity appears with a
prospect without labor and with the still unresolved
issue of free time. The de facto AI culture emerging
in front of our eyes is opposed only by the culture
of the working society, which, it seems, no one is
going to defend. Nouriel Roubini, a professor of
economics at New York University Stern School of
Business, perhaps most accurately summed up the
state of future uncertainty we live in today in the
title alone of his book, Megathreats (October 2022)
(Rasmussen, 2022).

In the last third — quarter of the XX century
scientists around the world predicted the end of the
working society based on various criteria. In the last
ten years, we have been talking about specific factors
leading to its end. Here are some of them:

1. Automation and technological progress. Rapid
development of technology can replace labor with
job automation and artificial intelligence, leading to
a reduction in the need for human labor.

2. Globalization.  Increasing  international
competition is leading to the relocation of
production and job losses in developed countries
due to lower labor costs in other regions.

3. Changes in market conditions. Economic
changes, such as the transition to a consumer

economy or the development of cyber-physical

systems, are changing the nature of work and

creating new work models.

4. Environmental ~ and  social
Environmental issues, demographic changes, and
social changes affect economic performance and
labor requirements.

5. Changes in labor costs. Rising labor costs or
changes in labor requirements may prompt the
search for alternative production models and work
practices.

These and other reasons interact and have
different impacts in different areas of society and in
different countries of the world, taking into account
technological, economic, environmental and social
dimensions.

In support, here are several studies on the impact
of automation and technological progress on
working society in the run-up to the emergence of
chatbot with GenAI (2010-2020):

1. Erik Brynjolfsson. “Race against the machine:
How the digital revolution is accelerating innovation,
driving productivity, and irreversibly transforming
employment and the economy” examines how rapid
advances in computing and artificial intelligence
are changing the structure of the labor market
(Brynjolfsson, 2011). The authors note that many
routine tasks are becoming subject to machines,
which creates challenges for the workforce.
Researchers identify two contradictory influences
of technological progress: on the one hand,
productivity increases and the economy improves.
In addition, the risk of rising inequality and the
loss of certain types of jobs increases. Considering
these contradictions, the authors propose several
strategies to cope with the challenges, namely:

— education and retraining. The authors note the
importance of education and lifelong learning.
The development of skills that are most difficult
to automate at the first stage can strengthen the
position of labor market workers;

- innovation in business. Fostering
entrepreneurship and innovation can create new
employment opportunities. The development of
new industries and technologies contributes to
the creation of new jobs;

- social policy. The authors call for the development
of effective social policy that would help adapt to

reasons.



changes in the labor market. This may include

flexible forms of employment, social programs,

support systems, etc.;

- global cooperation. Cooperation between
countries and companies can help develop
common strategies to manage the impact of
technological progress on the global labor
market;

- creation of new jobs. The government should
support the creation of new types of work that
require human creativity, social interaction and
empathy, which can help compensate for the loss
of jobs in routine areas.

According to Erik Brynjolfsson, the proposed
strategies are aimed at creating a more adaptive and
established working society in the context of rapid
technological development. The overall conclusion
is that modern society needs to embrace change
and actively adapt to new labor market demands
to ensure sustainability and prosperity in the era of
technological revolution.

Over the past thirteen years, Erik Brynjolfsson,
director of the Digital Economy Lab at Stanford
Institute for Human Artificial Intelligence, has
been tracking the development of Al step by step.
In December 2023, he stated that while “the impact
of artificial intelligence on society is now likely to
be in the trillions of dollars, much more investment
needs to be made in research into the economics of
artificial intelligence” (Brynjolfsson & Unger, 2023).
The call to refocus research priorities and develop
smart policies to match the scale of breakthroughs in
Al itself has been coming out of Stanford University
for more than a decade. But usually, society moves
from practice to theory, and not vice versa.

2. Martin Ford. The author of “The Rise of the
Robots” (2015) examines the impact of robotization
on the economy and labor market, warning of
possible large-scale job losses. That is, the author also
explores the impact of automation and robotization
on society and the labor market (Ford, 2015).

Although these books are devoted to the same
topic, Brynjolfsson and Ford have different views
on its coverage, emphasizing different aspects
and suggesting different strategies. In both cases,
the authors recognize the importance of society
adapting to technological change and complement
each other.
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Martin Ford notes the following possible
consequences:

- automation and the future of work. Automation,
including robots and artificial intelligence, could
lead to massive job displacement. The author
warns of a possible rise in unemployment and
increased inequality;

- a threat to a wide range of professions. Unlike
previous  technological  revolutions,
technologies can relate not only to routine
work, but also to a wide range of professions, in
particular highly skilled ones;

inequalities. ~ Automation  may
contribute to greater economic inequalities
because owners of capital, including owners of
technology, may benefit more than workers;

- universal basic income (UBI). The author
proposes the introduction of a universal basic
income (UBI) as one way to mitigate the social
and economic consequences of automation,
providing a basic income to all citizens;

- the need to consider new systems of social
relations. The author argues that society must
reconsider economic and social systems to
adapt to rapid technological progress and ensure
sustainability.

Bothbooks highlight the importance of embracing
change and developing strategies to effectively
manage the impact of technological change on the
future of working society. Comparing the approaches
of Martin Ford and Brynjolfsson with McAfee in the
study of the main trend in the development of society,
we note that the latter place the main emphasis on
studying the impact of technological progress and
on changing the structure of the labor market; they
indicate dual consequences for the economy. At
the same time, Martin Ford focuses on the broader
social and economic consequences of automation,
including rising unemployment, threats to different
professions, and growing economic inequalities.

We also see that “Race Against the Machine”
is more focused on the economic aspects and
opportunities that technology provides to improve
productivity and well-being. In “Rise of the Robots’,
Ford addresses social and moral issues such as the
potential for mass unemployment and the need to
rethink social structures.

new

- economic
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Different aspects of the study lead to different
solutions and proposals. In “Race Against the
Machine’, the authors propose strategies such
as preparing society for changes in education,
retraining, and business innovation to cope with the
challenges of technological change. Martin Ford’s
main idea is to introduce a universal basic income
(UBI) as one of the simplest solutions to mitigate the
social consequences of automation.

Therefore, it can be argued that in both books,
the authors recognize the importance of society
adapting to technological changes, but have different
views on solving this problem, so the research is
complementary to each other.

3. Ray Kurzweil. In his works, in particular “The
Singularity is Near: When Humans Transcend
Biology, 2005,” the researcher examines the concept
of “technological singularity, when rapid progress
in technology can significantly change the labor
market and economy (Kurzweil, 2006).

Here are the author's main opinions and
conclusions (considering that the work was written
almost twenty years ago):

- technological singularity. Kurzweil introduces
the concept of technological singularity as a
period when artificial intelligence, biotechnology
and other technologies become so powerful that
they change the very nature of humanity and
society;

- the pace of technological progress is accelerating.
The author argues that in the future innovation
will occur faster and faster, opening up new
prospects for the evolution of society;

- unification of man and technology. Kurzweil
envisions that humans and technology will
increasingly interact, including the integration
of nanotechnology, artificial intelligence, and
biotechnologys;

- immortality and improved capabilities. The
author explores the idea that the technological
singularity ~could lead to  significant
improvements in human capabilities, including
extending life and even achieving immortality;

- ethical and social Kurzweil raises
important ethical and social issues related to
the technological singularity, such as issues of
privacy, security, and equality.

issues.

- an optimistic view of the future. Overall, the
author expresses an optimistic view of the
future, suggesting that technological evolution
can provide solutions to many problems and
significantly improve the quality of life. Kurzweil
is confident that humanity is on the verge of
technological advances that will radically change
our experience of existence.

It is not surprising that the author’s too
optimistic attitude and lack of argumentation, the
lack of concrete data to support his theses, caused
discussions and criticism among scientists and the
public. We agree with such criticism because, first of
all, we need to consider the risks and consequences
of the “technological singularity” However, this
work is an example of not only a worried approach
to robotization, but also an optimistic one.

Let us briefly note several of the main reproaches
of critics that were voiced almost twenty years ago:
- optimism and utopianism. Some scholars

argue that Kurzweil is too optimistic about the

technological singularity and exaggerates the
speed with which technology can reach such
significant levels of development;

insufficient consideration of ethical and social
aspects. Critics have noted that Kurzweil’s
research does not pay enough attention to
the ethical and social issues surrounding the
technological singularity. The author’s lack of
discussion of potential negative consequences is
troubling;

- lack of empirical evidence. Some scientists
believe that Kurzweil provides little empirical
evidence and concrete data to support his
predictions, making his ideas less convincing to
the scientific community;

- technological limitations. Critics argue that
Kurzweil does not sufficiently take into account
the technological, engineering and physical
limitations that prevent some of his prophecies
from being realized;

- immortality and life extension. Kurzweil’s (and
not only his) ideas about immortality and life
extension are controversial. Many scientists and
philosophers doubt the realism of these concepts
and point to the difficulties in their practical
implementation. But, as they say: he is not the
first, and he is not the last;



- lack of discussion of the social consequences of
the author’s vision of technological singularity.
Critics also note that Kurzweil does not
sufficiently consider  social
particularly changes in social structure and work
relationships.

As we see years later, Kurzweil was too optimistic,
and the critics were too conservative. There are
many more examples of similar studies over the
past twenty years, but scaling up their number will
not significantly change the conclusions. This is
the essence of singularity (Ray Kurzweil’s term) —
change is irreversible. So, in these several standard
scientific papers, published a certain time before the
adventof chatbot with GenAl,a conditional redlineis
predicted, beyond which rapid technological change
(revolution) will begin. They will lead, relatively
speaking, to radical (revolutionary) changes in the
life of society. Let us conditionally designate this
red line as the conditional end of labor society.
What is meant by this concept in terms of the works
reviewed? One scenario for the end of the working
society is increased automation in various fields of
work, which could lead to a decrease in the demand
for manual labor and an increase in unemployment
in some traditional fields. At the same time, it is
predicted that retraining the workforce will be
important, as these workers will need new skills to
work with automated systems, artificial intelligence
and other new technologies. That is, it is proposed to
retrain the unemployed again for the work that they
could not cope with before. It can be predicted that
such retraining of a large number of the workforce
will most likely ultimately mean their exclusion
from the current labor market.

Another predicted scenario is a change in the
definition of work itself and their role in society. In
this case, the role of creativity, innovation, education
and intellectual work increases, which may turn out
to be more valuablein such asociety. It is also possible
that the role of social and other humanitarian
professions, necessary for interpersonal interactions
and social preservation of connections in a digital
society, will grow. However, here the question arises:
if a person engaged in, conditionally, manual labor
does not have the ability for intellectual or creative
activity, will retraining help him?

consequences,
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Of course, it is difficult to predict the exact
consequences of these changes due to the rapid
pace of technological development and the
complexity of social processes. However, forecasts
help to understand the direction of development
of society in the face of increasing automation and
the use of artificial intelligence. Of course, changes
will not begin simultaneously throughout society.
Developed countries are the first to undergo these
changes. Figuratively speaking, transformations
in the life of society may resemble the process of
computerization and spread of the Internet in 1990-
2010.

4. When predictions come true

The results of the past, in 2023, according to
IMF Managing Director Kristalina Georgieva,
indicate that the world is already on the verge of
a revolution — almost 40 percent of the world’s
employed people are already influenced by Al
(Cazzaniga et cet., 2023). The IMF analysis confirms
the sad forecasts of the authors whose studies
were noted above. Already, those workers who use
chatbot with GenAI show higher productivity and
have greater income compared to those who work
without using it. Simply scaling from workplace
examples to national examples confirms income
polarization and rising inequality.

The impact of Al in the most developed countries
is expected to be the highest, with almost 60 percent
of jobs expected to experience it in the coming years.
There will be a situation that Erik Brynjolfsson and
Gabriel Unger call a “fork” (Brynjolfsson & Unger,
2023), that is, the impact of Al on productivity will
exceed the negative effects of lower wages and hiring
cuts. At the same time, in low-income countries, the
impact of AI will be less — 40-26 % due to the lack
of infrastructure or skilled labor to reap the benefits
of Al Over time, this technology is expected to
increase inequality among nations (Figure 1).

It should be noted that in 2023, society, for the
first time in world history, began to prepare for
challenges, in particular those associated with the
use of AL In December, MEPs agreed on the world’s
first legislative rules to regulate artificial intelligence
(AI) in all aspects of life.

In the 2023 analysis report, the IMF suggested
that countries around the world introduce an Al
Readiness Index (IRAI) to help them develop
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Al's impact on jobs
Most jobs are exposed to Al in advanced economies, with
smaller shares in emerging markets and low-income countries.

Employment shares by Al exposure and complementarity

m High exposure, high complementarity
u Low exposure

High exposure, low complementarity

100%
80%
60%
40%
20%
v IR B m=
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economies markets countries

IMF

Fig. 1. The impact of Al on countries of the world with different economic levels
(from the IMF analytical report for 2023) (Georgieva, 2024)

Advanced-economy advantage
Wealthier countries often are better equipped for Al adoption.
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Fig. 2. Advantages of a developed economy: rich countries are better prepared to implement artificial intelligence
(from the IMF analytical report for 2023) (Georgieva, 2024)

effective domestic policies. IRAI measures readiness
in areas such as digital infrastructure, human capital
and labor market policies, innovation and economic
inclusion, and regulation and ethics.

The IRAI assessed the readiness of 125 countries
to implement Al As expected, Singapore, the US

and Denmark received the highest scores in the
index, given their strong performance in all four
categories (Figure 2).

That is, nothing unpredicted: the rich are
becoming even wealthier, the polarization of the
world economy is intensifying, society is moving



further towards collapse at an ever-increasing speed.

Nouriel Roubini believes that now “there is growing

recognition that not only the global economy but

also human survival is at risk” (Roubini, 2023).

So, society is in a state that is characterized
as a crisis from the point of view of economists,
sociologists, and politicians. In philosophical terms,
we can define this state as the end of working society.
The system ofideas about the interaction of humanity
with labor, production, economics, innovation and
consumption that has developed over five hundred
years is subject to deep rethinking. Let us mention
the main aspects of the working society paradigm:
1. The centrality of labor: the priority of labor as the

main production and way of ensuring life.

2. Reward system: reward for continued work
based on performance or other criteria.

3. Traditional areas of employment: division of
labor into certain professions, industries and
sectors.

4. Stability of labor relations: stability in the
formation of the connection between labor and
capital.

In view of the above, the impact of Al on all
aspects in the future digital society is obvious:

1. Labor for a person in the sense of a labor society
will eventually cease to be a necessary condition for
life.

2. Remuneration based on the fact of birth
(existence) will eventually replace the “wage”
function. Already today we have similar examples:
a) one-time payments associated with the birth of
a child (in many countries of the world in order
to increase the birth rate, for example in Saudi
Arabia — the highest, $50 000), or up to a certain
age (with the birth, maintenance children, the
need to reduce parents’ working hours, benefits
for housing, education, etc.). There are so-called
dividends on the sale of resources to residents of
Alaska (the USA) and citizens of the UAE. The
introduction of an unconditional basic income is
being discussed in Finland, Switzerland, Germany,
and separate provinces of Canada. Martin Ford (see
above) proposes to develop the UBI in case of a
rapid impact of Al on the state’s economy.

3. According to analysts, in just a few years up to a
hundred professions will disappear in the world due
to the use of AL

4. Labor stability began to be affected even before
theadvent of chatbot with GenAl due to theinfluence
of automation of production processes. Many
countries around the world have experimented with
reducing the length of the working day or working
week. The experiment had varying degrees of
success in different areas, but the shortened day and
week have caught on and are operating in several
countries.

5. Digital society paradigm

Lets try to define the paradigm of a digital
society, because we can't help agreeing with the
inevitability of such a society. Obviously, as noted
above, the transition to a robotic society will lead
to changes in the structure of labor, the economic
system and social dynamics. These changes can’t
help affecting employment, the distribution of
resources, the development of new technologies and
the capabilities of people. And although the scenario
of these changes will vary from country to country,
depending on thelevel of technological development,
political decisions and socio-economic context, its
key trends will be the following:

1. Significant increase in the use of robots and
artificial intelligence in manufacturing and
services, which will lead to a decrease in the
number of manual jobs.

2. The emergence of new jobs related to the
development, maintenance and management of
robotic systems.

3. Increased productivity through automation and
process improvements will have the opposite
effect. Atthe first stage, this will lead to anincrease
in the income of the owners of the enterprise, at
the next — to a decrease and further regulation
of production depending on demand.

4. A widening gap between highly skilled workers
dealing with robots and digital technologies and
less skilled workers, for whom demand in the
labor market will decrease.

5. The need for a new system of education and
retraining of workers to perform jobs that require
digital technical skills will increase significantly.

6. The decrease in the number of statistical manual
jobs will become a constant source of social
problems such as unemployment and income
inequality. Accordingly, social unrest will
increase.
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7. The need for new rules and regulations to
protect owners and workers, control by the state
or regulatory authorities over the use of digital
technologies, and regulation of the economic
aspects of work will lead to the development of a
legal framework.

It is highly likely that in the coming decades, the
scales of “Al versus society” in employment matters
will tip towards AL However, does this mean the end
of the working society — the end of the culture of the
working society? Lets not forget that GenAl and Al
in general are created and trained in the culture of a
working society. And mostimportantly: until “no one
has refuted the theory about the role of labor in the
origin and development of man as a rational being’,
research in the sphere of labor and society cannot
“be of an imperative nature” (Machulin, 2000). Will
the employment of Al in the labor market be able
to develop the work of an intelligent robot into an
independent, free, intelligent robot independent of
humans? It’s unlikely, because it’s people, not aliens,
who are creating and implementing AL

Let us also mention that labor society began to
take shape after the appearance of such phenomena
as “Utopia” (Thomas More, 1518) and “City of the
Sun” (Tommaso Campanella, 1602). These were,
relatively speaking, the image and goal of the future
that society has been striving for five hundred
years! Despite incredible growing pains, dozens
of wars and revolutions, and millions of deaths,
labor society still achieved the highest per capita
GDP in its history. That is, in a civilizational sense,
society has done a good job. Perhaps it makes sense
to reconsider the approaches to the concepts of
“utopia” and “communism’, and adjust the working
society to a non-working society — a society of free
time?

Of course, after a large-scale social crisis.

Conclusions:

1. Working society culture is a concept that refers
to a set of values, beliefs, social norms, traditions
and practices related to the importance of work,
production, economic relations and interaction
between people in society. The culture of a working
society emphasizes the role of work and economic
activity in the life and functioning of society.
It determines a person’s attitude towards work,
resource allocation, technology and other aspects

related to production and the economy. The culture
of a working society may vary in different cultural,
historical and geographical contexts, but in general
it identifies the values associated with the work
process and economic relations in society.

2. The end of the working society can be seen as
a concept that points to the possibility of significant
changes in the nature of work and society as a result
of technological innovation, automation, artificial
intelligence and the development of automated
systems. These changes represent a transition from
an economy based on traditional types of work to
a new type of economy, where the role of human
labor becomes less significant, and jobs that were
previously performed by people are transferred
to automated systems or provided by artificial
intelligence.

3. Society is in a state that is characterized
as a crisis from the point of view of economists,
sociologists, and politicians. In philosophical terms,
we can define this state as the end of working
society. The system of ideas about the interaction
of humanity with labor, production, economics,
innovation and consumption that has developed
over five hundred years is subject to deep rethinking.

4. If in the paradigm of a working society the
core is the interaction of humanity with labor,
production, economy, innovation and consumption,
then the paradigm of a digital society assumes the
secondary importance of man in production and
the uncertainty of the meaning of life, his life goals.

5. Humanity needs to prepare for fundamental
changes in the triangle of state — labor — people.

6. The culture of chatbot with GenAl and Al
is based on the culture of a working society. It is
representatives of the working society who are
engaged in the creation and implementation of
Al The goal of the developers (consciously or
subconsciously) is to create a future for humanity
as they imagine it in the context of the culture of
the civilization in which they grew up (Western or
Eastern).

Prospects for further research. The speed of
introduction of Al into various spheres of life and
work of society requires an equally rapid reaction
to anticipate the impact of negative consequences
on human everyday life. Tracking how different
countries are preparing to implement Al is
important.
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P. B. Pocnak. 3 icropii ykpaiHcbKOTo KiHeMaTorpa-
¢y po6u Lentpansuoi Pagu (1917-1918 pp.)

Y crarTi HOCIiIKEHO JieAKi IMTaHHA PO3BUTKY YKpa-
iHcpkoi kiHemarorpadii 3a gobu Ilentpanproi Papu
(1917-1919 pp.). HoBuit etan B icTopii KiHO OB’ A3aHUIT
3 aKTUBHVM HallioHa/IbHO-KY/IbTYPHNUM BifJpOJKEHHAM
Yxpainn nicna JlrotHesoi pesomonii 1917 p. 3aBranHsA-
MI HePIINX JeP>KaBHMX KiHOYCTaHOB — TeaTpa/bHOTro
Bifniny [eHepanbHOro cekpeTapcTBa HapOJHOI OCBITH, A
3rofioM i KiHemarorpadiyHoi cexuil — Oy MoIyK mpu-
MillleHb JU/I1 HALliOHA/JIbHUX KiHOTeaTpiB, BiIOBiJHOrO
TeXHIYHOT0 00T HaHH:, GOPMYBaHHA QiTbMOTEKM Ha-
YKOBO-IIOIY/IIPHOTO ClIpAMYyBaHHA. [lapajenbHo i3 myum
BifOyBanacs po6oTa 3 opraHisanii i 3ailiCHeHHA 3/I0MOK,
IPOBEJleHHA KiHOCeaHCiB. Y 1ieil 4ac po3Ioyvanacs 3aKo-
HOTBOpYA JiA/MbHICTD, CIIPAMOBAHA HA BIIOPANKYBaHH:A
KiHompoliecy. Jlaneko He Bce i3 3aI/TaHOBaHOTO BLIANIOCA
peanisyBary, aje JiANbHICTb 3a3HAYEHUX YCTAHOB 3a-
K7Taa QYHJAMEHT I MOA/IbIIOr0 PO3BUTKY Hallio-
HaJIbHOTO KiHOMIICTeI]TBa BXKe 3a ;obu [eTbMaHary.

Knmrouosi cnoBa: xinemamoepag, Llenmpanvra Paoa,
meampanvHuii 8i00is, KiHemamoepadiuna cekyis, Kino-
XPOHiKa, KIHOBUPOOHULMEBO.

R. Rosliak. From the History of Ukrainian cinema
of the Central Rada period (1917-1918)

The relevance of this article. For a long time,
the history of national cinematography from the
specified period remained largely unexplored. The
archives of newspapers and magazines from that
era were declassified only after Ukraine declared its
independence, which facilitated the creation of objective
studies in film history from that period. The proposed
topic is relevant both theoretically and practically.
Theoretically, it involves investigating lesser-known and
even undiscovered aspects of Ukrainian cinema history,
contributing to a comprehensive understanding of the
subject. Practically, it addresses the necessity of applying
historical experiences (both positive and negative) to
contemporary filmmaking practices.

The purpose of the article is to analyze the activities
of state authorities, focusing on the theater department
and the cinematography department, regarding the
development of the national film industry in 1917-1918.
The analysis covers the creation of cinematographic
infrastructure and film libraries, the organization and
implementation of film production, the promotion of
film screenings, and the creation of a regulatory and legal
framework.

The methodology. In the research, we apply principles
of objectivity, historicism, and a systematic approach, as
well as problem-chronological, historical-comparative,
and other research methods to conduct our analysis.

The results. This article explores some issues of the
development of Ukrainian cinema during the Central
Rada period (1917-1919). A new stage in the history of
cinema is associated with the active national and cultural
revival of Ukraine after the February Revolution of 1917.
The tasks of the first state cinema institutions — primarily
the theater department of the General Secretariat
of Public Education, and later the cinematographic
section — involved finding venues for national cinemas,
acquiring suitable technical equipment, and assembling
a film library focused on educational and scientific
content. Alongside these efforts, work was underway to
organize and carry out filming and screenings. During
this time, lawmaking activities aimed at streamlining
the film process began. Although not all plans came
to fruition, the activities of these institutions laid the
foundation for the subsequent development of national
cinema during the Hetmanate era.

The scientific novelty consists in corrects the date of
the establishment of the cinematographic section and,
for the first time, comprehensively analyze the activities
of state bodies in the field of cinema.

The practical significance. The results of the study can
be applied to the preparation of comprehensive papers
on the history of Ukrainian cinema and the development
of relevant educational courses.

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

IlocTaHOBKa mMpo6neMy Ta aKTyalbHIiCTh JO-
CIifpKeHH:A. IcTOpiA HalliOHA/JIBHOTO KiHEMaTorpa-
¢y nmobu VYkpaincpkoi pesomomnii 1917-1920 pp.
(a BigmoBinHo, i LlenTpanpuoi Papy) TpuBanmit gac
3a/MIIagacad HeBUBYEHOW. HeraTyuBHe cTaB/eHHA
PaIAHCHKOI TOTAITAPHOI CUCTEMU [0 HAL[iOHA/Ib-
HO-BU3BO/IBHOI OOPOTBOM YKpAIHIIIB 3a He3amex-
HICTb CIIPUYVHIIIO He /TNIIe 3a00POHY HOCIIKEHb
TO7ii0HOTO CIPAMYBAHHS, a i1 3aceKpedyBaHHS Be-
JIYE3HOT0 MACUBY apXiBHMX TOKYMEHTIB Ta IEpio-
IVYHUX BUAaHb Tiei gobu. Tomy mume micns Big-
HOB/IEHHA YKpaiHow HesanexHoCTi B HayKOBLiB
3ABMBCA JIOCTYI JI0 3aCeKpeyeHNUX Marepiaiis, a
TOJI0BHE — MOXIMBICTb 00 €KTUBHOTO i Heymepe-
JKEHOTO TIOI/IAlY Ha TOrO9acHUil KiHomporiec. Biz-
TaK, aKTya/IbHICTb IIPOIIOHOBAHOI TEMM BOavdaeThHCA
IPUHAJIMHI y IBOX aCIEKTaX: TEOPETUYHOMY (3aI0-
BHEHHI «OIIMX IIAMY, YTOYHEHHSX i JOIIOBHEHH X,
IO COyryBaTMMe TBOPEHHIO ILIiMTICHOI KOHIEMIil
PO3BUTKY YKpaiHCBKOTO KiHO) i1 ITpaKTMYHOMY (BH-
KOPUCTaHHI MMHY/IOTO JOCBily — i O3UTUBHOTO, i
HEraTMBHOTO — y CY4aCHOMY KiHOTpo1ieci).

AHanmis OCTaHHIX JOCTiIKeHb i mMyOmikamiit.
PosBuTok ykpainchkoro KiHemarorpady go6u Llen-
TpanbHOI Pajiu € mpefMeToM HAayKOBOTO iHTEpecy
Hacamrepes; KiHosHaBLiB. OpHi€0 3 mepmux jo
osHaveHoi TemMartuku 3BepHynacs JI. ITyxa (1999).
Y cBoill KHI3i BOHa JOCTiIKyBala KiHeMaTorpa-
¢iuny gpismpHicTb Jleca Kyp6aca, ofHak 3HayHY
yBary BifjBe/a 3asABJIeHill TeMi; BaK/IUBOKO ocobmu-
BIiCTIO PO3BIJIKM € Te, 110 aBTOPKa BUKOPYUCTA/IA Pa-
Hillle HEJOCTYNHI apXiBHi JOKYMEHTHU, TOTOYACHY
raseTHy i )KypHa/IbHY IIepiofiNKy. ABTOPOM Ki/lbKOX
npanp € B. MucnaBcbKmii, KOTpuil y CBOI OCTaH-
Hill MoHorpadii o3HayeHill TeMi NpPUCBATUB JBa
nigposgimu: «Irposuit kinemarorpad y poku Jlrot-
HeBoi i JKoBTHeBOI peBomwonii» i «Ilepemymosn
CTaHOBJIEHHA YKPAIHChKOTO /lep>KaBHOIO KiHeMaro-
rpady y nepion YHP, Yxpaincekoi [lepxxasnu i Ju-
pexropii YHP» (Mucnacpkmii, 2018). Y koHTeKCTi
aHayi3y QyHKIiOHYBaHHS KiIHOOCBITHIX 3aKyajiB
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no uiei Temu 3Beprancs P. Pocmax (Pocmiax, 2006).
Kinemarorpad IlenTpanbHoi Pagu xoua i He cTaB
IpeIMeTOM OKPEMOIO JOCIIPKEHHA BIiTYM3HA-
HYMU iCTOpMKaMM, OfHAK JOro icropid pisHON0
Miporo Habyna BizobpaxkeHHs B ixHix mpausx. Ce-
pen Takux aBTopis: 1. PO30BUMK — aBTOp MOHOIpa-
¢il 3 HaI[lOHAIBHOTO KYJIBTYPHOTO BiIpOIKEHHS
1917-1920 pp. (PosoBux, 2002), T. Ocramko, sKa
TOCTIIKyBana MiTepaTypHO-MUCTELbKE XKUTTS 32
gaciB Llenrpanpuoi Pagu (Ocramiko, 1998), Ta iH.
[Torpy HaABHICTD JIiTEPATYPU 3 03HAYEHOT'O IIUTAH-
Hs1, BOJHOYAC IOTPEOYIOTh AOAATKOBUX JOCTI/KEH-
HA Ta YTOYHeHHA JiesAKi MUTaHHA (HaIp., CTBOPEH-
HA JIep>)KaBHUX OpTraHiB YIPaBIiHHA BITYM3HAHOIO
KiHOranysso, iX QyHKIiOHyBaHHA TOIO). Yce Ie i
3yMOBMIJIO Hallle 3BEPHEHHA /10 I1i€l TeMAaTUKM i BU-
3HAYMIIO 11 AKTYa/IbHICTD.

Mera crarri — mnpoaHamisyBaTy iANbHICTb
OpraHiB fiep)kaBHOI Bajy (TONIOBHUM YVHOM Te-
aTpa/IbHOTO Biffiiny Ta KiHeMaTorpagivyHOI cek-
1il) 1mOf0 PO3BUTKY HAlliOHaNbHOI KiHOramysi B
1917-1918 pp. (cTBOpeHHs KiHemarorpadiyHoi
inppactpykrypu i dinpmoreku, opraHizanis it
IPOBEfICHHA KiHO3HIMaHb, a TaKOX KiHOCEaHCIB,
(dopMyBaHHS HOPMATHBHO-IIPaBOBOI 0asu Ta iH.).

Buxnag ocHOBHOro Marepiamy JOCTiiyKeHHH.
JTrotHeBa pesomowia 1917 p. cnpuyyMHUIa po3Bal
POCIIICBKOTO CaMOfepXKaBCTBa 1 MpUBeIA A0 IPO-
OYIPKEeHHsI HalliOHaIbHOI CAMOCBIIOMOCTi 6araTbox
IpefCcTaBHMKIB KOMMIIHIX KOMOHI Pocilichkol iM-
nepii. Ykpaina He CTajia BUHATKOM — y Hallliif Kpai-
Hi pO3I0Ya/10Cs AaKTVMBHE HaIliOHA/IbHE BilpOJKEH-
Hs1, HOIMiHHMMI aTpUOYTaMu SIKOTO CTajIM OCBITa,
Ky/IbTYpa Ta MUCTeNTBO. PasoM 3 iHmMMu nmuTan-
HAMY HUMM aKTVBHO OIKYBajacA CTBOpeHa B Oe-
pesni 1917 p. LentpanbHa Paja — ykpaiHCbKuit
NPEeCTaBHULbKUII OpraH MOMITUYHMUX, TPOMa-
CBKIX, KY/IBTYPHMX Ta IpogeciliHNX opraHisaii,
a 3TOJIOM — PEBOIOLITHII TTAP/IAMEHT YKpaiHu.

Y mumnui 1917 p. B cxnapi [enepanbHOro cexpe-
TapCTBa HAPOLHOI OCBITM' CTBOPEHO Biffim muc-
TELTBA, AKUII OXOIUIOBAB TaKi HANpAMM: IUIAC-
TUYHE MUCTELTBO 1 MIUCTElbKA OCBiTa; HapOfHE
MIUCTELTBO /i MUCTElL[bKa IIPOMICTIOBICTD; MY3M4HE

! CaMe OCBiTHE BilOMCTBO PO3II0YAJIO CBOIO AiANbHICTb y 4epBHi 1917 p. Y TOroyacHux JOKyMeHTaX TPaIIAIoThCA Bapianii iforo Hase: CexpeTapcTBo
ocBity, [eHepanbHuit cekperapiat ocitu, Cexperapiar ocBiTy Tomo. 9 ciuna 1918 p. 3a crapum ctunem (22.01.1918 p. — 3a HoBum) IV YiBepcanom
YIP VYkpaincsky Hapopmy Pecrry6riky mporomomreHo camocrtiitHoro fepxaBoio; Terepanpamit Cekperapiar meperBoproBascst Ha Pagy Hapogmx
Minictpis, a [enepanbamit cexpetapiar ocBiTn — Ha MiHicTepcTBO HAPOJHOI OCBITH.
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MICTELTBO; TeaTpaabHe MUCTeNTBO (Bimmin Mucre-
urBa, 1917). OcraHHiit 3rogoM oGOpMUBCA AK Te-
arpanpHuit Biggin. IIporpama miAnbHOCTI Bifgimy,
30KpeMa, mepef0avaga OpraHisallil TeaTpanbHUX
TPYIl Y BEIMKIX MiCTaX, KEPyBaHHSA PENepTyapoM,
CTBOpeHHs POOITHNMYMX i CiNIbCHKUX TeaTpiB, MaH-
[IPIBHUX Te€aTpiB, 3aCHYBAHHA HaBYa/JbHNUX 3aK/Ia-
niB, BupaBHUYy AiAnpHicTh (TeaTpambHuit Bimmin
npy leHepasbHOMY CeKpeTapcTBi HAPOZHbOI OCBi-
i, 1917). 3ycuwramu Bigpiny B Knesi Bxe HeB0B-
31 CTBOPEHO MepIUNiT MAepKaBHUII YKpPalHCHKMI
TeaTp — YKpaiHCbKuUIl HaljioHanbHuil Tearp. Ila-
paseIbHO 3 HOBOYTBOPEHMM IPOZIOBXYBA/IN Ipa-
moBaty [lepmmit cranionapumit rearp M. Capos-
cpkoro, Momopmit Tearp Jlecs Kypbaca, Micbkui
OIIEpHMUI TeaTp, pociiicbkuil Tearp «Co/moBLIOB» Ta
in. (Cranimescpkuit & Jleonenko, 2009).

Ha Binminy Bif TeaTpanbHOrO, KiHeMaTorpagiy-
He )KUTTA B YKpaiHi BIPOIOBX Ki/IbKOX MiCAILIIB 3a-
rajioM MaJIO Bif[pi3HAJIOCA Bifj ZOPEBOMIOLIIHOIO.
Y KiHOTeaTpax nepeBakana MPOAYKIiA iHO3EMHMX
i pociiicbkux xinogipm; ocranHi mix vac Ilepmroi
CBITOBOI BIVIHM CYTT€BO 3MILHI/IN i1 3MOIIN TIOTiC-
HUTY CBOIX iHO3eMHIX KOHKYpeHTiB. Cepefy SHATHUX
BJIaCHE BITYM3HAHVMIM CTYAiAMI Ha3BEMO KiHOKap-
Ty «Bipa Yubipsax» (kinoctyzis «CaiTnoTiHby,
Kui), «Kara >xmrra Ta KoxaHHs» (KiHOTOBa-
PUCTBO «Apryc», Kuis), «Cygnitp, mopn», «Xody
oytu Pormmmnbrom» (06upsi — «Mispax», Opeca),
«Cun» («Miporpad», Ozeca) Ta iH. Y Toil e dac
aKTUBI3YIOTbCA KiHOXpOHiKepu. I He fuBHO: TOrO-
yacHe OypX/IMBe NOTITUYHE, HAI[lOHATbHE >KUTTA
caMe IIPOCHU/IOCH Ha eKPaHM.

19 6epesnsa 1917 p.! y Kuesi Binbymacsa crotu-
CsIYHA MaHiecTallis NaTpiOTMYHUX CUTL, KA CTaa
CBIJYEHHAM MAaCOBOCTI YKPaiHCHKOIO HalliOHa/lb-
HO-BU3BONBHOIO pyxy. Ilepen mpucyrHiMm BucTy-
nuB ronosa Ilenrpanbuoi Pagyu M. Ipymescbknii,
SIKOTO MaHi(ecTaHTV Ha pyKax 3aHecu Ha Oa/IKoH.
Kinemarorpadicty cmparoBamu JfoBom  omepa-
TUBHO: 3MOHTOBAaHY XPOHIKY BXXe HAaCTYIIHOTO JHA
Oyno mpesenroBaHo LlenTpanbHiit Pani Ha 1i yep-
rosoMy 3aciganHi (Ykpaincpka llenTpanbHa Papa.
T. 1, 1996, c. 46).

Ha tomy X Taku 3acifjaHHi yXBaJIeHO pillleHHA:
«[Ipocutn IlpaBHMYY KOMICiI0 Y>KUTH BCIX 3ax0-

ZiiB, 06 cexBecTpoBaHi KiHeMaTorpadu (KiHoTea-
Tpu. — P, P) nepetimm B pyxu 1P, a Takox 3100y-
TV IIPaBO Ha MOHOIIOIIO KAPTUHY HAPOSHMX PYXiB.
Bcro mro cmpaBy nepematu AritaniiiHiit KoMicii»
(Ykpaincpka Lentpanbha Paga: JlokymenTH i Mare-
pianu, 1996, c. 46). Lle piuteHHs BUKITUKAE iesKi M1~
tanHs. [lo-mepure, cexBecTp 03Ha4a€e 3a00poHy ab0
00MeKeHH, 1[0 3aI[POBAKYIOThCS OpraHaMI iep-
KaBHOI B/IaJIyl Ha BUKOPYICTaHHA YM PO3IOPA/KEH-
HA OyIb-AKMM MallHOM. AJle XTO X TOJi 37iliCHUB
CEKBECTP 1 AKMX KiHOTeaTpiB? MaoJIMOBipHO, 10
Ha Ile cipomornacs LlentpanbHa Paja 3a gBa Tiok-
Hi cBOTO icHyBaHHA (cTBOpeHa 4 6epesns 1917 p.).
[To-gpyre, moTpebye MpOACHeHHS i CUTYallis MO0
repefayi sTaflaHyuxX KiHOTeaTpiB y MiJIOPASKYBaH-
Ha [P — un Bouu Manu 6y Ty HaljioHa/i30BaHNMIL,
4y 3aCTOCOBaHi fAKich iHmN Qopmu ympasmiHHA?
3 iHIoro 60Ky, BpaxoBYI04M COLiaTiCTUYHI OIS
mu odvinbHMKiB 1P, curyania BurnAmae He Takow
BXe I JVBHON. I, mO-TpeTe, Mo TO 3a «KapTHHA
(KapTMHN?) HAPOJHUX PYXiB», MOHOIIO/MbHE TIPABO
Ha AKi Mama orpuMary Pajga? Yn He mpo XpoHiky
perbcA? Takum umHOM, TYT OiNbllle 3amuTaHb,
aHiX BimmoBizmeit. JJo TOro >k, 3rofloM SIKMXOCh II0-
MITHIX KPOKIiB 3 HaljioHa/i3allil KiHoramysi 3piic-
HEHO He 6yJ10.

[InTaHHA KiHO IIOCTYIIOBO NMOTPAIVIAITD i B Op-
6iTy iHTepeciB TearpanbHoro Binginy. Tax, 16 -
cromaja 1917 p. Ha Hapapi romiB BiffiMiB i CEKILiN
JlemapramMeHTy MuCTELTB [eHepanIbHOTO ceKpeTap-
cra ocsitnt JI. Crapuibka-YepHaAxiBcbKa, 3BiTYIO-
41 PO AiATbHICTD TeaTpambHOTO Bifminy (y 3B’A3-
KY 3 XBOpo6o1o cBoei cectpy, M. Crapuiibkoi, BoHa
HepiIko BUKOHYBa/ma 00OBSA3KM TO/MOBY 3a3Haye-
HOrO Bifiny. — P, P.), KpiM iHIIOTO, Be/ta MOBY PO
IOTpeOy CTBOPUTYU KY/IbTYPHO-IIPOCBITHIII CiHeMa-
torpad (LJTABO Ykpainu (e), apk. 12).

SHAUHMX 3yCWIb HOKIAfAB Bififiin /I MOLIy-
Ky NpUMillleHb /1A HOTped KiHO, 3BEPTAIOUNCD,
30KpeMa, /10 BiIIOBiJHMX JIep>KaBHUX IHCTaHILIIL.
Taxa ininiatuBa, 10 MpuUKIaZy, 3HAIINA PO3YMiH-
HA y TBO HavyajabHNMKa mraby KuiBcbkoi Bilfchko-
BOI OKpYyIu: y IACTI Bif 21 ;mmcromaga 1917 p. Bin
TIOBiOM/IAB, 1O JUIA 3TaflaHyX NOTped JOLiNTBHO
pexBisyBaTn HemobymoBaHe mnpuMimeHHsa Kuis-
CbKOI KiHO4YOI riMHasii CaAToi KHATMHI Onbru
no By Bomopumupceskiit (ABO Vkpainn (f),

! Tatu o 15 moToro 1918 p. mojjaloThes 3a oMaHChKIM, a 3 16 motoro 1918 p. — 3a rpuropiaHChbKMM KaJleHNapeM.



apk. 2). 8 rpyzua 1917 p. o Komicapa 3 pekBisu-
nii [enepanbHoro Cekperapiaty YkpaiHm 3BepHY-
noca CeKpeTapcTBO OCBITHIX CIIPaB 3 MPOXaHHAM
pekBisyBaTu KiHemarorpad mo Byl XpeljaTuk, 7.
[TapanenpHo [0 3rajjaHoro mocanosus 11 rpymHa
JIUCTA HAIMCAB i TeaTpasIbHII Biffii/L, AKMI IIPOCUB
«CIIOBHUTH [...] mpoxaHHA sikHackopure» (LITABO
Ykpaiun (f), apk. 8).

Kpim npuMiliens, TeaTpalbHOMY BiflIiny ToCTpoO
6paKyBa}10 BifioBigHOrO KiHOOOMamHaHHA. Hato-
MICTb fiesKi opranisauii Kuesa itoro maibxe He Bu-
kopucroBysam. Opna 3 Hux — Komirer Beepociii-
CBKOTO CO03Y MICT, o iKoro Bxopuna OpraHisanis
KiHeMaTorpaivHIX po3Bar Ipy MefUKO-CaHiTap-
HOMY Bifjfjii.

Koncraryroun HagsHicTh y Kuei 3Ha9HOI Kistb-
KOCTi BilICBKOBUX, «fiKi HOTPeOyIOTb PO3YMHOI
posBary», — 3 OHOro GOKY, Ta /MiKBifalino mmu-
TajmiB — 3 iHmOro (BHACTIZOK YOO MENMKO-CaHi-
TApHUII Bifin cTaB (AaKTMYHO HEMOTPIOHMM /A
Komitrery BCM), ronoBa TeaTpabHOTO Bifjiiny
M. Crapuupka 9 rpygna 1917 p. 3BepHymaca [0
CexpeTapcTBa OCBITHIX CIIpaB 3 IPOXaHHAM Iie-
pematn OpraHisarito kiHemaTorpagivHux possar
3 yCIM IIEpCOHA/IOM Ta IHBEHTapeM [0 OCBITHHOIO
BigomcrBa (IIJABO Yxpainu (f), apk. 10-10 38.).
OcBiTHE BiOMCTBO IPONO3NII0 MATpUMANO i
HaJIiC/Ia/Io JIACTA [0 MEAMKO-CAaHITapHOTO Bififlimy
BCM (IJABO Yxpainn (f), apk. 11). Ocranniit
HAaTOMICTb 3aIIPOIIOHYBaB MpUAOATH KiHOAmapar 3
obnmagHaHHAM. BifTak, Tearpanbunii Biggin amymre-
HUIT OYB 3BePTAaTUCS 10 OCBITHBOTO BifJOMCTBA PO
BupieHHs 2200 xp6 s 3asHavenol Metn (LIJTA-
BO Ykpainn (f), apk. 13).

[IoBOPOTHMM MOMEHTOM B «/IeCSATOI My3U» JOOU
YKpaiHCbKoi peBOIOLi CTa/la OpraHisalis KiHeMa-
TorpadivHol ceKuil (Y cKIaji TeaTpaabHOTO Bifi-
JIy) — TIepIIOTO IeP>KaBHOTO OpTaHa B rajysi KiHo.
Odvomuna Jioro Bimoma yKpaiHCbKa HMCbMEHHM-
14, rpoMajcbka fisuka JI. Crapuubka-YepHaxis-
CbKa — OfIHA 3 IIPOBIJHMX IIOCTaTell HAl[lOHATbHO-
ro BifpomkenHA Kinng XIX — novyarky XX cr.

[asera «BigpomkeHHA» TOBIOM/IANA, IO KiHO-
cekuis (y mybnikauii — kinemarorpadiynnit Bi-
nin. — P, P) opranisyBanacs Ha movarky 1918 p., aii
3aBJJAHHAM CTaJI0 «BUKOPICTOBYBATH KiHeMaTorpag
Yy CIpaBi IOLIMPEHHA KYIbTYPH 1 Hal[iOHA/IbHOI CBi-
foMocTi cepen HapopHuxX Mac» (Kinemarorpad s
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mwkin ta riMHasiii Hapop[uporo] wMinictepcrBa
ocBity, 1918). Yrim my6mikamia 3’aBumaca e
Ha [10YaTKY KBiTHA — IIiC/IA 3BI/IbHEHHA TEPUTOPIi
YHP Bix oxymauiifHux pociiicbkux 0i7pIIOBUIIb-
KMX BIJICBK (SIKi, KpiM yChOTO iHIIOTO, TIOHMIVIIN
9IMa/I0 ZOKYMEHTAIil), TOMY Iiff aTa, BOYEBNADb,
noTpedye fesskoro yrouHeHHs. Moxemo 3poouTu
obepexHe MPUIYIIEHHS, 10 KiHocekLis Oyma op-
raHi3oBaHa Tpoxu paHime — y rpygHi 1917 p. Lle
HiATBEP/PKY€E NIUCT TONIOBU TEATPATbHOTO Bifimy
M. Crapunpkoi Bif 4 rpyaua 1917 p. mo Bipminy
BUIIOI OCBiTH [eHepa/lbHOTrO cekpeTapcTBa HApOJi-
HOI OCBITH 3 BITOMOCTAMM IIPO IITAT 0YOTI0BAHOTO
HEI0 Bifiiiny, y AKOMY 3Ta/jy€ThCs T0/I0BA KIHOCEKIIil
3 okmazioM 450 kp6 (IIJABO Ykpainu (g), apk. 11).
Ta, MoXMBO, Lie Oynma jyIle IPONO3NUILsA LIOAO
MajibyTHbOTO IITaTHOTO PO3INACY, ajpKe, CYAAUN
3 IHIIIOTO JJOKYMEHTa, CTaHOM Ha 9 rpynHa 1917 p.
«ciHematorpadiunmit  Big#in»  (TouHile,
mITaTHuit posmuc. — P P.) 3aTBepikeHO e He
oyno (IJABO Yxpainu (f), apk. 10 3B.). BogHOowyac
HaKa3OM TOJIOBY TeaTpajbHOro Bififiny 3 1 ciuHA
1918 p. Binbymucs Taki npusHayeHHs (110 BiTbHOMY
HaitMy): S I1joBCbKOro — MOMIYHMKOM 3aBifyBada
kinocexkiii, C. Cbomaka — kinoomneparopoM (LIJTA-
BO Yxpainn (g), apk. 21), A. IOpoBcbkoro — me-
xaHikoM-fieMoHcTpaTopoM (LIJABO Ykpainu (d),
apk. 4). OueBnpHO X (i /OriYHO): CIIOYATKY CTBO-
PIOETHCA BINIOBIFHMIT CTPYKTYPHUI MIPO3LL, a
B)Ke IOTIM INPU3HAYAIOTHCS J10TO CHIBPOOITHUKIL.

Cnig 3a3HaunTyL, WO CceKiis He Oyma opraHoM
YIpaBIiHHA KiHOTaly3s0 B YMCTOMY BUITIAZL
3 opmHoro 60Ky, ii cIiBpOOiTHMKM Hamaraaucs
BIIOPAZIKYBATY KiHONPOLeC, PO3POOIAIYM HOp-
MaTUBHO-IPAaBOBY 0a3y, 3 iHIIOr0 — OMiKyBaMCA
IUTaHHAMM KiHOBMPOOHMITBA (CaMOCTiifHO 3Hi-
MaJI XPOHIKy a0 X 3aMOBJIA/MY 3MIOMKM {HIIVM
omeparopaM Ta KiHOCTYAifM), IpOKaTy (caMoCTili-
HO Ta Ha/Jal04y PI3HUM YCTaHOBAM Ta OpraHisaliam
VLA AeMoHCTpanii ¢inbmm), 3AiICHIOBaIN MONIYK
NpUMIleHb I TOTped KiHOo, 0OTaiHAHHA TOLIO.
Take moenHaHHA (YHKUM OpraHa yIpasIiHHA 3
BUPOOHIYVMMIL, IPOKATHNM Ta {HIIMMI 3aBJaHHA-
MU He 0Y/I0 4MMOCh He3BIYHUM J/IS TOTO IIepiofy.
[lo croBa: cTBOpeHuit 6ibIIOBMKAMY HA IOYATKY
1919 p. BceykpaiHChbKuiT KiHOKOMITET TaKOX IIO€]-
HYBaB pisHi QyHKILi, are, TOPIBHAHO 3 KiHOCEKIi€D,
MaB JI/I IbOTO BEMYE3HNII arapar.
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OpHmM i3 mepummMx KpokKiB KiHOCeKIii cTano
CTBOpeHHs (iIbMOTEKM KY/IBTYPHO-TIPOCBITHUI[b-
Koro crnpaAMyBaHHA. [lle B ciyni 1918 p. Minicrep-
CTBO HApOJHOI OCBITM BUAIAZI0 UMPKYIAPHOTO /N-
CTa J10 BCiX YKpaiHChKMX riMHasii i mkin M. Kuesa
3 IPOIIO3MILiE€I0 BUKOPMCTOBYBATY KiHO B HaBYa/lb-
HoMy npouneci. [Ipudomy KiHOCeKIiA HafaBama He
JMIIe KIHOKApTUHY, a VM MIPOEKIIIHNIT allapar, Ta-
KOXX MOITIAa Bi[pA/IUTY JIEKTOpaA /I MOACHEHHS iX
amicty (LIJABO Ykpainn (g), apk. 20).

Peanisanito nmoganbunx 3aBaHb 3 PO3BUTKY Ha-
1iOHa/IbHOI KiHOTa/my3i 3ynmMHUB OiTbIIOBUIIBKIIL
Hactyn. Posmouvanmaca Ilepma pociiicbko-yKpain-
cbka BiitHa. [licna mignmucanna bepecreiicbkoro
JIOTOBOPY Bifiby0CA 3BiIbHEHHA YKpaiHu Bix Oib-
IIOBYKIB YKPalHCbKMMMY, HIMELIbKMMI Ta aBCTPiil-
cbkuMI Bilicbkamu. 1 6epesHs 1918 p. 3BinbHeHO
Kuis. JKuTra mocTynmoBo crajmo IoBepTaTuCs y
3BIYHE pycno. PasoM 3 iHmmmMu iep)kaBHUMY yCTa-
HOBaMI CBOI0 PO0OTY BifHOBWIA i KiHeMaTorpa-
¢iuHa cex1ist TeaTpanbHOrO BifAiNy.

OpHa 3 raser iHpopMyBaa, 10 KiHOCEKIisA Mae
«J1Ba LIIJIKOM Y/IAIITOBAaHMX PyXOMMUX KiHeMaTorpa-
¢u, AKi MaibKe IOFHA TPOBOAATH CEAHCU IO Pi3-
HJX WIKO/ax i mpuiorax. [lity fy>ke oxode BifBify-
10Tbh 11i ceancu» (Kinemarorpadiuna cexuis, 1918).
Y my6mikauii iimtocs po HaABHICTD Y CeKIil KiHo-
xpoHiku «[IoxopoH I0HaKiB-repoiB, 3aMOPHAOBAHNX
6inpmoBykamu mip Kpyramm», «[Tapag 1-i ykpain-
CBKOI JIMBi3il, CK/IafieHol 3 OYBIINX MOJIOHEHNX», a
TaKOX IIPO CTBOPEHHSA IIPU TeaTpajbHOMY Bifgimi
KiHOMY3e10, «fie OyAyTb IIepeXoBYBaTUCS BCi Hera-
TUBY TUX KapTIH, AKi 10 CBOEMY 3MICTY Hajle)XaTbh
1001 BU3BONEHH YKpaiHy» (TaM caMo).

[le nuuie HeBenMKa 4YacTKa afpec KUIBCHKUX
OCBITHIX YCTAHOB, [i¢ IPOXOAV/IN KiHOCEAHCI: BUIIIA
noyarkoBa Ikonma (ComoM siHKa, By ITHaTbeBa),
micbke yanmte (IToxin, Byn. ®nopiscebka, 1), mxo-
na (TpyxaniB ocTpis), OnmexcanppiBcbKnit MpuTy-
nok (Jlyk'aniBka, Byn. OBpyIbKa, 2), XiHo4a rim-
Hasis ([lewepcek, Byn. CyBoposcbka, 2) (IIJABO
Yxpainnu (b), apk. 14, 15 3B.).

He matoun crioyatky HeoOXifiHOI KinbkocTi dib-
MiB, KIHOCEKIIifl 3BEPHY/IACA 1O IIPOKATHNX KOHTOP
3 IIPOXAaHHAM HaJIaTy CIVMCKY 3apyODKHYX i BiTUM3-
HAHUX KapPTVH KY/IbTYPHO-OCBITHBOTO CIIPAMYBaH-
HA 1 B Takuit croci6 gomomorty mxonam (IIJJABO
Ykpainu (d), apk. 57-57 3B.). Bifomo, mo, Hampu-
K7af, CTpidKkM «Y cBitTi TBapuH» i «Bupm Ilapioka»

UL IeMOHCTPYBAHHS B IUTAYNX IIPUTY/IKAX Y Oe-
pesHi 1918 p. Hapgano KuiBcbke BiffineHHA KiHO-
crygii «ITare» (JABO Yxpainn (f), apk. 53).

He ommHana cBo€ro yBarow cexuis i BilicbKOBH-
KiB. 3okpeMma, il mpexcraBHyK . Anoscbkuit y be-
pe3Hi BiB I1IeperoBoOpy 3 rOI0BOIO KY/IbTYPHO-IIPOC-
BiTHBOTO Biffiny BijicbkoBoro minicrepcrsa YHP
CTOCOBHO TIPOBEIEHHA KiHOCEAHCIB Yy KasapMax
BijicbkoBux actuH (LIJABO Yxpaiuu (f), apk. 23).

3n06yTKY MICTENTBa KiHO BMKOPUCTOBYBA-
e i gs pos’HCHeHHﬂ CY4acCHOI MOMITUYHOI CH-
Tyaljil, IONy1Apusalii iCTOPMYHOI CIIA/IVIHN.
Tax, 21 xsitHa 1918 p. B nomemkanHi HaponHoi
aypuropii (Byn. bynmbBapro-KynpsBcbka, 26) Oyma
3all/laHOBaHa JieKuiAa wieHa IlenrpanbHoi Pamnm
M. Kopunncbkoro Ha TeMy «Mup Ykpainn 3 Ilen-
TPa/JIbHUMM JiepyKaBaMil», IiC/IA AKOI CyXadi Maju
3MOTy IIEpEITIAHYTH XPOHIKalbHY CTPiUKy «3a-
Kno4eHHa Mupy 3 LleHTpambHuMu fepxaBamu y
Bpecri» (Y Hepimo 21 kBiTHA..., 1918); a Kinbkoma
IHAMY paHime — 14 xBiTHA — nexkuia [I. lopo-
meHka «3anoposbka Ciu», opranizoBana «IIpocsi-
TOIO», 3 «KapTUHAMM IpoeK1iitHoro mixTaps» (T[o-
Bapuct]Bo «[Ipocsita» imeni IlleBuenxa.., 1918),
X04a B IIbOMY BUIIAZIKY JILITIOCS, Paille 32 BCE, PO
JIEMOHCTPALII0 «CTIAMIBY.

BonHouac #isnbHICTD KiHOCEKIT He 0OMexyBa-
nacs e cronuueto. Tearpanbuuit Bifin (y KBit-
Hi, a IOTIM y TpaBHi) 3BepHYBcA o MiHicTepcTBa
IISAXIB PO 0E3KOIITOBHUII TPOi3 TPhOX 0Ci6 i
TnepeBe3eHHs 00/IafHAHHA «MaHAPIBHUYOTO KY/Ib-
TYPHO-IIPOCBITHBOrO KiHeMmarorpadar. Ileprmmii
MapIIpyT IponAras Tepuropiero IlonTaBcbkoi Ta
YepHiriBcbKoi rybepHiit, ceaHCH TONTOBHUM YMHOM
Maju IIPOXOANTHU B MicueBux ocepenkax «IIpocsi-
» (JITABO Ykpainu (a), apk. 7-7 3B.).

BaxmuBuii acIieKT JisIBHOCTI KiHOCEKI[ii —
opraHisalisfi i IpoBefeHHA KiHO3lioMOK. Hama-
TaluiCh MaKCHMAJIbHO 3adiKcyBaTy Ha IUIBKY
TOroYyacHe yKpaiHcbke XuTTs, JI. Crapuipka-Yep-
HAXiBCbKa HalpuKiHLi 6epesns 1918 p. sBepHyna-
¢4 o kanuenapii Llearpanbroi Pagn 3 mpoxaHHAM
3asfjajieriib MOBILOMIATY PO YPOUYMCTOCTI, BaXK-
nuBi mogii, Hapagy Tomo. 1i siioMKy manyBanocs
BUKOPUCTATH IIiJi 4aC CTBOPEHH:A HalliOHa/JIbHOI'O
kinomysetwo (IJJABO Vkpainn (f), apk. 33).

CBoi oC/Tyry TeaTparbHOMY Bififiiy TaKOX 3a-
TIPOIIOHYBAB JJOCBifueHuit oneparop B. JJobpskaH-
cokmit. Ha movarky GepesHs TeaTpanbHWil Binpin



y JACTi 1O MiHICTpa HapOJHOI OCBITH IIPOCUB BM-
JimuTy Koty it npupbanHa B JJo6pKaHCHKOTO
xpoHikampHux crpivok «Ilapapy BinbHoro kosa-
urBa» (90 M Heratusy i 90 M nosuTuBy) Ta «CBATO
[lleByenka» (85 M Heratusy i 85 M HO3UTHBY) — 3a-
ranoM Ha 874 xp6 (IJABO Vkpainu (f), apk. 22);
HAIPUKIHIi MiCAIA aHANOTIYHA CUTYALiA BUHMKIIA
i3 Bummaroro 917 kp6 3a 140 M (HeraTusy i Ho3uTH-
BY) XpoHiku «[loXopoHn IoHaKiB-repoiB Ykpainm»
(UIXABO Vkpaiun (f), apk. 37). HeBnossi omepa-
TOp OTPMMAB 3aBJlaHHA 3HATY Iapap 1-1 AuBisii,
chopMOBaHOI 3 KOMMIIHIX BiliChKOBOIOIOHEHMUX, i
BifIIIpaB/IeHHA IIEPIIOi YKPAIHCHKOI aBiallomITy [0
Opecu (IOABO Vkpainn (f), apk. 34). 3 xpoHikowo
«[Tapap 1-i puBisii, ckmajeHoi 3 OyBIIMX MONOHE-
HJX», BYHMK/IA HEIIPUEMHA CUTYalliA — OIepaTop
3 HEBIJOMUX HaM IIPUYMH YOMYCh HE MOCIHIIaB Ii
BiggaBatu (LIJABO Vkpaiun (f), apk. 61). Bigrak
TeaTpaJIbHUIl Biffiin 3MyuleHnit OyB ypatucs o
pilyJilmmx Kpokis. Y cBOeMy MUCTI Bifj 22 KBiTHA
1918 p. B. [lo6p>xaHCBKOMY TIPOIIOHYBAJIOCA «IIPY-
WTH ofiep>KaTh HanexHi Bam rpomi i HeraiHo X
cborofHi noBepHyTy Kaptuny ‘Ilapan 1-i guBisii’,
AKa € BJIAcHICTIO MiHicTepcTBa HapOLHOI OCBITHL.
Komu kaptiHa He 6yze moBepHena Bamu Minictep-
CTBY CbOTOJIHI, TO Oyfie 3p00/IeHO PO3TOPSIIKEHH
npo nputiarHenHsa Bac mo cyny» (IJABO Yxpai-
un (f), apk. 68). ImoBipHO, 11eit KOHMIMIKT i BIN-
HYB Ha 3TOPTaHH: II0JA/IbILIO]I CIIBIIPaLli, a 3VIOMKI
XPOHIKM 3[IiJICHIOBa/II cnino6iTHM1<M CeKIIii.

JIna momynApusanii MogBUIY KPYTAHLIB Tea-
Tpa/mbHMIT Bifiin y 6epesni 1918 p. 3BepHyBCA [0
B/acHMKa KiHorearpy A. Illaniepa 3 mpoxaHHAM
HaJlaT¥ Ha Of¥H Bevip IpUMIllleHHA A/ [eMOH-
cTparii 3/I0MOK OXOPOHY Tonermx repois (LIJA-
BO Ykpainn (f), apk. 31).

He oOMeXyroumch HeMOHCTpALi€l0 KyIbTyp-
HO-TIPOCBIiTHIX (inbMiB 1 3/lOMKOK XPOHIKH,
KIHOCEKI|i IITaHyBaja pO3IOYaTy MacoBe BM-
poouunreo (LIJABO Yxpainnm (f), apk. 38 3B.).
3 mieto Metoo 19 6epesns 1918 p. 6yma ckmkaHa
Hapaja, fe posriAganuca nuraHHa: «l. [Hcueni-
poBka ¢abpuuHo-3aBoacpk[oi] ingycrpii. 2. Kpa-
eBumy Ykpainu. 3. EtHorpadia i mobyr Hapony,
nam’sit[ku] cTapoB(uuu]. 4. Iucrieniposka icropuy-
HUX Hopiit. 5. [[HcueHipoBka] nmitepaTypHuX TBO-
piB Hammx nucbMeHHuKiB» (LITABO Yxpaiun (f),
apk. 27). Cepep 1OKariil 3i10MOK ITaM ATOK CTapo-
BuHU — Kuis, Kam aneup-Ilopinbepkuii, XOTuH,
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Kanis (uepxsu XII ct1.), JIyusk, Ocrpor (i3 1poro
IPUBONY 6yB HaJiCTTaHMil JIACT BifJiNny OXOPOHM
crapoBunu i mucrentsa) (LIJABO Ykpainu (f),
apk. 51-51 3B.). Ykpaincbka mpupopa (KpaeBupm)
Maym 6yTy IpefcTaB/ieHi AHITPOBCHKIMY TOpOTa-
mu Ta iH. (muct mo Axkapmemii mucrenTs) (LITABO
Yxpainn (f), apk. 36). Y pori KOHCYIBTaHTIB 11070
¢inpMyBaHHA (abpuk i 3aBOAiB IIAaHYBANIOCA 3a-
nyunty Qaxiiis 3 MinicTepcTBa mparyi, a ans «iH-
CLIeHIpOBKV» icTOpMYHMX iNbMIiB Ta expaHisanii
TBOpPiB YKpaiHCBKMX INMCbMEHHVKIB Manyu OyTn
oronomreHi ABa okpemi koHKypcu (LITABO VYkpa-
inn (f), apk. 28).

[licna BurHaHHA OUMBIIOBMKIB 3 YKpaiHM mmpo-
JOBXWIacs poboTa 3 IOUIYKY KiHOOOMafHAHHA
Ta npuMimens. 27 6epesns 1918 p. M. Crapuibka
3BepHy/acs [j0 TeHepanbHOro KoHrponepa YHP 3
IPOXaHHAM IIPO Iepefady TeaTpalTbHOMY BifinoBi
KiHOamapariB Ta iHIIOro 06/MafHAHHA BifICbKOBOTO
KOOIepaTuBy BcepocilichKoro 3eMCBKOrO COK3Y,
mo MictuBcs mo Byl [Hctmtytebka, 4 (LIJABO
Yxpaiun (f), apk. 43-43 38.).

18 kBiTHA 1918 p. Oyno migmucano yrogy Mix
MinictepcrBom HapopHoi ocBiti YHP B 0co6i itoro
BroBHOBaXeHOi JI. Crapuubkoi-YepHaAxiBcbKoi Ta
NpaBaiHHAM TpyZOBOTO TOBapuUCTBA 3 OpraHisalii
Ta eKcilyaranii kiHotearpiB B Ykpaini (IIJJABO
Ykpainu (c), apk. 18-19 3B.), o nepepbadaa cTBo-
PEHHA Ky/IbTYPHO-IIPOCBITHBOTO KiHOTEATPY.

JTOKyMeHT LjiKaBMIi TUM, 11O B HbOMY IPOIIMCAHO,
AKMM MaB OyTH YKpaiHCbKIIT HaIliOHA/TbHMIL KiHO-
Tearp: ycs peK/IaMa Ta BHYTpIlIHE 0pOpMIeHHS 3a-
K/IaJly AeKOPYIOTbCA B YKpaiHCbKOMY CTIII; B YKpa-
HCBKY OpMY, 3aTBep/KEHY OCBITHIM BilOMCTBOM,
OfiATalOTbCsA KOHTponepu-6inerepu. Hassu ¢inb-
MiB, TIPOTPaMKM 1 TUTPU — TaKOX YKPAIHCHKOIO.
[lo mporpamm Many BXOAUTU «MATIOHKM HayKOBI,
Kpa€eBUAM, paMi i KOMeflil», IPUYOMYy He fAKiCh
TaM, a HOBI i Halikpalli. 3a HaABHOCTI HaJIeXXHOTO
IIOCBiT4€HHA BilICbKOBMKI MOI/IN CrinagyBatyt 50%
BapTOCTi KBUTKA (a/e jyiue I TPhOX NEPUINX i
IBOX OCTAaHHIX AfiB). Y CBATa MPOBORMINCA ABA
JICHHVX CEaHCY /A YYHIB | K03aKiB — 6€3KOIITOB-
HO, @ SKIIO 3a IUIaTy, TO NpUOYTOK HAJXORUB [0
Minocsitn.

Hob6omwo Ientpanpuoi Paxu paryerbesa i moda-
TOK 3aKOHOfJaBUNX iHiliaT¥B y ramysi kiHo. Tax,
15 xBitHa 1918 p. po Papm Hapopnux MinicTpis
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YHP 6yrna ciipAMoBaHa MOACHIOBA/IbHA 3aIIIICKA [0
3aKOHOIIPOEKTY Ipo acurayBanHsa 210,9 Tnc. xpb
JUIsL HOTpe6 TeaTpanbHOro Bigxiny. JJokymeHT mif-
IJCAIM HAPOJHWIT MiHICTp OCBITU Ta roJI0Ba Tea-
TpaybHOrO Bifiny. 117 tuc. kp6 i3 3a3HaueHol cymu
nepen6avanucs st motpeb Kinocekuil. OTpumani
KOIITY IUIAHYBA/IOCA BUKOPMCTATH Ha 3apIUIATHIO
3aBiJlyBa4yeBi Ky/IbTYPHO-IIPOCBITHOTO KiHOTEa-
TPy, MeXaHiKy-JIeMOHCTPATOPOBi, [y IpupbOaH-
HA TPbOX KOMIUIEKTiB KiHOamapariB, KiHOQinbMiB
(10 Tic. M), HerarusHoi (10 Tuc. M) i MO3UTUBHOL
(20 TiC. M) TUTiBKM, CTBOPEHHS KIHOATEIbE 1A 3110-
MoK inbMiB i mTabopaTopii 1 IposIBNIeHHS 3HATO-
O Matepiaiy, a TAKOX Ha 3aKOPJIOHHE BifipA/pKeH-
Ha (ITABO Ykpainu (g), apk. 23).

22 xBiTHA 1918 p. 3aKONpOEKT mifTpUMana
Paja Hapopguux MiHicTpiB i mopana 1oro Ha pos-
g po lenrpanbroi Pamu (Ykpainceka LleH-
TpambHa Pama. T. 2, 1997, c. 258). Ta piBHO 3a
TIDKAeHb (29.04.1918) BinbyBcs mepsxaBHMII Tepe-
BopoT: lleHTpanbHa Pajja BrpaTia nerituMHicT, a
J10 BJIaJIN 32 JOIIOMOTOK HiMEI[bKOTO BilICbKa IIPK-
yimos retbMaH I1. Ckoponagcbkuii. Bunukio Hose
HaIliOHA/IbHO-/iep)KaBHE YTBOPEHHA — YKpaiHCbhKa
Hlepxasa.

Bucnoskn. Creopenna B 1917 p. y cknagi Ie-
HEpa/IbHOIO CEKPeTapCcTBa HAPOLHOI OCBITY Tea-
TPA/IbHOTO Biffiiy, a 3TofoM i KiHeMaTorpadivHol

CEeKIil, 11J0 BXOAMIIA 10 JI0TO CK/Iafy, 03HAMEHYBaJIO
HOBMII €Tall B iCTOPii PO3BUTKY YKPaIHCHKOTO KiHO-
mucrenTsa. He Maroun Ha/exXHOro HOCBifly ynpas-
MiHHA KiHoramysso (go JIoTHeBoi peBomionil Ha
TepeHax Pociiicpkoi iMmepil MogiOHNX AepKCTPYK-
Typ He iCHYBaJI0), MPALiBHUKY 3TafJAHNX YCTAHOB
TUM He MeHII BUKOHYBA/IV 3HAYHMIT 00CAT 3aBJaHb:
3[IiJICHIOBA/IN TIOLIYK IPUMIlleHb /I HalliOHa/Ib-
HUX KiHOTeaTpiB, BIAOBIIHOrO TeXHIYHOTO 00/aj-
HaHHA, (iTbMiB HayKOBO-TIONMY/IAPHOTO CIPAMY-
BauH:A. [lapanenbHo i3 1M BifbyBamacs pobora
3 OopraHisawil i 3/ilICHEHHA 3/I0MOK KiHOXPOHIKM,
TIpOBeleHH: KiHoCceaHCiB. Y 1ieil yac 6ya 3amoyar-
KOBaHa 3aKOHOTBOPYA JiA/IbHICTD, 110 MajIa Ha MeTi
YHOPARKYBaTH KiHOmpowec. Xo4a la/ieKo He Bce i3
3aI/IaHOBAHOTO BAIANIOCA 3/iICHUTH, aJie is/bHICTh
TeaTpaIbHOTO Bififiiny i KiHocekuii 3akmana GpyHza-
MEHT /I MOfA/bLIOr0 PO3SBUTKY HAIliOHAbHOTO
MIICTeLTBa 3a 1001 [eTbMaHary.

IlepcexTiBY NOJANBINNX JOCTiKEHb — PO3-
BUTOK BiTYM3HAHOIO KiHO B iHIIMX perioHax, Io-
Jia/Iblile BUBYEHHs iCTOpIl KiHO 3a 0OV HACTYIHIX
HaIliOHA/IbHO-JIEP)KaBHUX YTBOPEHb: YKPaiHCHKOI
Hlepxasu, «gpyroi» Ykpaincpkol Hapopnoi Pecry-
Omikn.
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A. 0. Pym’sanuyesa. KoHuenrt fyxoBHOCTI B KOM-
MO3UTOPCHKill, 30KkpeMa ¢opremianHiii, TBOpYOCTi
B. IITymkina: mo 75-piunoro 1oBinero Majictpa

Y crarti BuCBiTIEHO crieiKy BTiTeHH:A KOHIIENTY
JlyXOBHOCTI K CBITOITIAIHOTO, aKCiONOTiYHOTO LEHTPY
KOMIIO3UTOPCbKOI TBOpYocTi B. IlTymKiHa, mo 3akap-
00ByeTbCA B Aiano3i 3 Ky/IbTYPHUM JJOCBiJOM JTIOACTBA,
anenALifax 1o 3HakiB PenecaHcy, 6ap01<o, K/IaCULIM3MY,
POMaHTHU3MY, )KaHPOBUX MOJIETIEll peKBiEMY, XOpaiy, Ay-
XOBHOI KaHTaTH, CONCerto grosso, y 3BepHeHHi 10 06pasy
JiBu Mapii sk ineamy 6yTT4 mopcTBa i onosniii miHe-
CEHOTO Ta 3eMHOTO SIK IO/IOCIB CBiTOOAYeHHS 1 OYTTA
mopnyHu. [7106a/IbHe 3HaYeHHA KOHIIENTY YXOBHOCTI Ta
JIOTO PE30HAHC 31 CBITOITANHVMIY HACTaHOBAMM KYIIb-
Typu Mexi XX-XXI cr. y TBOpi 14 1BOX (opTemiano
«[TigHeceHe Ta 3eMHe» BiIOMTO: y 3icTaBIeHHI ocobu-
CTICHOTO Ta 3ara/JIbHOMIOACHKOTO Hadas; (QYHKI[IOHA/Ib-
Hilt MOGIIbHOCTI Iecy; BapiaTMBHOCTI BMKOHABCHKIUX
CK/IaliB; KOMIIO3MIII/THO-CTPYKTYPHill aHOpMaTUBHOCTI;
XPOHOTOMNIYHIlT MacmITaOHOCTi; OpKeCTpa/bHill 3Byd-
Hocri; dinanizanii B opeorni sxaHpy TiMHY fK Biipsepka-
JIeHHi cO60PHOCTI JOfICTBA.

Kmio4oBi cmoBa: kouyenm dyxosHocmi, dopmenianna
meopuicmo, Xy0ouHs pedrexcis.

A. Rumiantseva. The concept of spirituality in
V. Ptushkin’s compositional, particularly piano
creativity: on the 75" anniversary of the Master

The relevance of the article conditioned by the
modern immediacy of the problem of maintenance
of spiritual values, by the necessity of the research of
regional features of composer’s schools and specifics of
embodiment of spiritual instructions in V. Ptushkin’s
compositional, particularly piano creativity, that
hasn't got an exhaustive coverage in modern national
musicology.

The purpose of the article is to highlight the
specifics of the concept of spirituality as the worldview
and axiological center of V. Ptushkin’s compositional,
particularly piano creativity.

The methodology of the article is based on
comparative,  historical-typological,  interpretative
method, methods of generalization, stylistic and genre
analysis.

The results. The article highlights the concept of
spirituality, represented as a concentrated reflection
of the humanistic orientation of V. Ptushkins
compositional, particularly piano creativity and a means
of affirming spiritual values in a dialogue with the
spiritual experience of mankind, appeals to the signs of
cultural eras, genre model of the past — requiem, choral,
spiritual cantata, concerto grosso, in the reproduction
of eternally relevant images and themes — symbols of
spirituality, in particular the image of Virgin Mary as
the ideal of humanity’s existence and the positioning of
the sublime and the earthly as the poles of worldview
and human existence. It is revealed that the specificity
of the embodiment of the concept of spirituality in the
work for two pianos “The Sublime and the Earthly” is
related to: understanding its significance through the
prism of comparing personal and universal principles
and allusions to the signs of the Renaissance, Classicism,
romanticism; resonance with worldview guidelines
of the culture of the border of XX-XXI centuries;
functional mobility; the variability of performing teams;
compositional and structural abnormality. The global
significance of the concept of spirituality is imprinted
in the work on the following levels: texture — in large-
scale vertical chords, chronotope and dynamics — in
powerful orchestral sonority, tonal organization — in
the affirmation of major constructions, genre — in the

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



movement from lyrical, individualized elegy to anthem
as a reflection of the human unity.

The scientific novelty of the article is due to
the substantiation of the concept of spirituality as a
worldview basis of V. Ptushkin’s work and the study of
the peculiarities of its embodiment, in particular in the
play «The Sublime and the Earthly».

The practical significance of the article is determined
by the possibility of using the results of the study in
performing and pedagogical practice.

Keywords: concept of spirituality, piano creativity, artistic
reflection.

AKTyanpHiCTh TeMM ROCTiKEHHA. 3a YMOB
[IAHYBaHHA  TEHJEHLi  MYIbTUKYIbTYpalisMy,
cy0’exTyBi3aLii TBOpYOro CBiTOOAYeHHS, CHHTE3Y
BUJIIB MICTELITBA, a TAKOXX PI3HOMAHITTA CTU/IBO-
BUX Ta YKaHPOBUX OPi€HTAIliil 3pOCTa€ 3HAYYLIICTh
JOCIIKEHHA TBOPYMX CBITiB BUJATHMX MUTLIB
CYYaCHOCTi, B IH/MBiZya/JbHill TBOPYOCTi AKUX
YBUPASHIOIOTbCA IPOBIIHI HAIPAMMU XYHZOXKHbOI
pedrexcii. AKTya/lbHICTb CTATTi 3yMOBIIIOETBCS Ta-
KOX 3pOCTAaHHAM yBary Cy4acHOI MYSMKOJIOTil O
NpoOneMaTNKY MY3MYHOI perioHamicTuKy, CIps-
MOB@HOI Ha TOITM6/IeHe BUBYEHHS MY3UYHOI KY/Ib-
TYpU JIOKYCiB, Pi3SHOMaHITTA SAKUX 3abesnedye Io-
ni¢poHivHICTh HanioHa/mbHOI KynbTypu. TBOpUicTh
OfIHOTO 3 BMJIATHMX IIPENCTABHUKIB XapKiBCbKOI
KOMIIO3UTOPChKOI Ko/ — Bomogumupa Muxait-
noBuya IITymkina, — mompu 3aTpebyBaHiCTb y Xy-
JI0)KHbOMY IIPOCTOPI, Y CY4acHiil My3MKOMOTIYHii
HayIli 10 CbOTOAHI He Haby/Ia BUYEPITHOTO BUCBIT-
neHHs. HeoOXifHicTh 1jpOro B pivHMIIO IOBiNeE
MUTIA JeTEPMIHYETbCA NPUTAMaHHUM JIOTO TBOP-
Yifl CHAafUMHI JeKNIapaTBHUM YTBEpPIKEHHAM
BIYHOI 3HAYYIIOCTI JYXOBHOCTI JIIOACTBA, 110 0CO-
OMBO aKTYalbHO 3a CYYaCHVUX COLI{OKY/IBTYPHIUX
peantii.

ITocranoBka mpo6memu. TBopumii cit B. [ITym-
KiHa, «...TBOPYU AKOTO iCHYKTb y IO/ MY3M4YHOTO
JICKYPCY, TIOCTINTHO Ha6yBanqM TOMATKOBMX CMIIC-
noBux piBHiB» ([I'satHuupka-Ilosguakosa, 2019,
c. 25), € ofHUM i3 HAIOIMBII perpe3eHTaTUBHIX
yTi/leHb JYXOBHOCTI, 1[0 €JHAa€ Xy[OXKHI 4acu Ta
npocTopy. [JeMOHCTpYIOUM «MeTazianor 3 pisHuMM
CTUIbOBUMM TEHAEHIAMM» (TaM caMo, C. 25), Te-
aTpa/IbHICTb MUC/IEHHSA Ta ACKPABY XapaKTepPHICTh
o0pasiB, iHAUBiAyaTi3alilo TPaKTYBaHHA >KaHPO-
BUX MOfe/ell Ta iIHHOBALJHICTb MY3UYHOI MOBM,
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TBOPYICTb KOMIIO3UTOpA (IpeficTaBIeHa B pi3HO-
MaHITTi JKaHpiB) XapaKTepU3yETbCs CBITOITIAHOIO
OIIOPOX0 Ha BUILi IYXOBHI LIHHOCTI 3araJbHOIMION-
CBKOTO MacIuTaly, KOHL|EHTPOBAHUM YTileHHAM
SIKUX CIYTy€e aKCIONOTiYHMII IEHTMOTIB 0COOMCTiC-
HOI Xy/I0XXHbOI pedieKcii — KOHIIeNT JyXOBHOCTI.
AHami3 ocTaHHIX AocmimKeHb i my6mikamiit
JI03BONINB, 3 OJHOTO OOKY, BUABUTY TEHJEHILIO 10
BCECTOPOHHBOTO BUBYeHHA TBOpYocTi B. IITymiki-
Ha B JKAHPOBOMY Di3HOMAHITTi (Y BOCTiKeHHAX
O. CaposnikoBoi, C. Cokonosoi (2011), 1. Kykos-
CBKOi). 3 iHIIOTO, He MEHII BXX/TMBOIO € PeTpe3eH-
TOBaHa Kpi3b pisHi MPU3MU MY3UKOIOTIYHOTO OCAT-
HEHHA TeHJEHLA NOCIPKEHHA MMPOKOro KO
OKpeMVX IINTaHb, OB A3aHMX i3 TBOPYICTIO BUfAT-
HOTO MUTIA. Tak, 10 OCMIC/IEHHS CTATyCy TeMOpy B
KOHTEKCTI )KaHpY TPaHCKpUIILil y TBopYocTi Mait-
CTpa 3Bepraerbcsa M. bopuceHko; ceMaHTUYHMI
CBIT, MaziTpy 3aco6iB BMpaXkanbHOCTI opremnian-
Horo 1ukiy «Ilo cropinkax “/lutsadoro ampbomy”»
nocmimkero B posinkax 1. [sarauipkoi-IlosgHs-
koBoi, C. Imymxkosoi Ta C. Ilyxait; ocobmmBocTi
IHTepIpeTyBaHHA BUPaXXKaJTbHUX KOHCTPYKTIB I
KaHPOBMX Mofieneit 6apoko B I'eci «3rapytoun Be-
mukoro BiBanppi» poskpusae 1. [I'aruurpka-Ilo-
spHaAKoBa (2016); cmeundiky QopremianHoi aH-
caM671eBOl My3VKV BU3HAYMB KOJMEKTVB HAyKOBIIiB
y cxnapi T. Teprosoi, B. MeTnuipkoi Ta €. Yeprak
(2019), 06pasHi Ta xxaHpoBi mapameTpu popTemiaH-
Hoi croiTu «TeaTpanpHuit KaneiocKom» BUCBITIN-
m T. Tegposa i1 B. Mitnmmpka (Herdova & Mitlyts-
ka, 2019), cemaHTIYHi, KOMIIO3UI{ITHO-CTPYKTYPHi
IIapaMeTpPy JXaHPY iHCTPYMEHTA/JbHOrO KOHLEPTY
y TBOpYoCTi Myt BusBineHo I. CaBuenko (2018).
KoHuenTyanbHuit BUMip TBOPYOCTI BUFATHOTO
KOMIIO3MITOPa He € BIYEPITHO ONTAHOBAHMM Y Hallio-
HaJIbHIN MYSUKOJIOTIYHIN JYMIIi, IIPOTe MpeLefieH-
i opyieHH: 1iel npo6nemHuoi chepu K. Ilixmo-
puHOBOI (2023) (0Kpecroe 0cOOMMBOCTI BTiTeHHS
KOHLIENTY-CYMBO/TY «TaiCMaH» Y TBOPYOCTi MUT-
), I. Cemokom (2017) (obrpyHTOBYE Crerpudiky
irpoBoi noriku (koHIUenTy rpu) y QopremiaHHii
tBopyocti B. IIrymkina) ta 0. IBaHOBOIO (2023)
(30cepemxye yBary Ha BUABJIEHHI CeMaHTUYHOTO
cBiTy KaHTat! “Salve Regina”) zeMoHCTpYIOTb dop-
MYyBaHHSI HOBOTO JOCHiJHMIIBKOTO BEKTOpa, IIO-
KJIMKaHOTO copMyBaTu 6araTOBUMipHe YSAB/IEHHS

¥20¢ ‘G8 anss! ‘aulen|n Jo ainynd




48

KynbTypa Ykpainu, sunyck 85, 2024

I[Of10 TBOPYOCTi MaricTpa B CK/IajHUX KY/IbTYpoO-
TBOPYMX IPOLECAX ChOTOJECHHA.

Merta crarTi — BucBiTINTY CrienudiKy KOHIen-
TY JYXOBHOCTI AK CBITOITIAHOTO Ta aKCIONOTiYHOTO
LIEHTPY KOMIIO3UTOPCHKOI, 30KpeMa (opTeriaHHO,
tBopyocTi B. [ITymkina.

Buxmag ocHOBHOro Martepiamy ROCTiPKeHHH.
XapakTepusyrun CKIafiHi i IIE€BHUM YMHOM CY-
IepeYIMBi MOIYKM Cy4aCHUMM MUTLAMU HOBUX
($yHIaMeHTaIbHIX 3MICTOBMX Ta BUMpPaKa/TbHMIX
KOHIIENTIB — KOHIL|EHTPATIB XY[JOXXHbOIO CBITO-
6auenns, — A. Kpasuenko 3asHavae, 1o moic-
TUIICTUYHICTD, «CII€HAPHICTDb, [JPaMaTypri4HICTh
MY3MYHOTO MICTIEHHS, a TAKOX CYMillleHHA TeXHi-
KO-KOMIIO3MIIIHNX Ta CeMIOTMKO-BMpPaXKalbHUX
3ac00iB pisHMX BUAIB MICTEUTB OOYMOBIIOITH
NOSIBy 0araTOBUMIPHMX TEKCTiB 3 “HapOIeHUM
CEeMIOTMYHUM Ta CEMAHTUMYHUM HOTEHIIia/IoM, IO
TIOBCSKYAC Befie 10 PO3LIMpPeHHs 00piiB My3UYHOTO
npoctopy » (KpaBuerko, 2020, c. 300). O6pii Tako-
O pO3LIMPEHHs Hi0M PO3UMHAITHCS B iHTEepTeK-
CTya/IbHOMY XY[OXHbOMY IIPOCTOPi Cy4acHOCTI,
OKPECIIIOI0YNCh B IHVBIyaIbHIX TBOPYMX CBITaX
KOHLIENTYya/IbHYMM, 3MICTOBMMM Ta BMpaXKalb-
HUMM IpiOpUTETaMM MUTLIB. Y TBOPYOMY CBITi
B. IlTymikiHa, «IpOHM3AHOIO ifIE€I0 I'yMaHi3My»
(CaBueHKo, 2018, c. 80), 3MiCTOTBOPHOTO 3HaYEHHS
Haby/a CKOHIIEHTPOBAHA B KOHLENTi AYXOBHOCTI
JleK/Iapallid 3HaYyIoCTi NYXOBHMX LIiHHOCTEN Ta
JIyXOBHOTO IOCBiJly JIIOfICTBA.

Ha Bep6anbHOMY piBHI Ije BUABIIAETHCA Y 3BEp-
HEHHI JI0 TeMaTUKM TapMOHil, CBiT/Ia — [10 Toesii
Haure Anir’epi B kautati «B iM’st mani JIo60Bi», 10
noesinn Mikemanmxeno, I1. ne Poncapa, JI. e Bern,
Pewmi benno B kanrarti «BecHani nacropani». CBoe-
PiIIHVIM YTiZIEHHAM KOHLIENTY AYXOBHOCTI € TAKOX
TBOpYA IHTEpIpeTaLiA-CTUII3alid KIaCULMCTAY-
HOl crmapmuny («3ragytoun Bemmkoro BiBambpi»,
«IToxapryemo 3 berxosenom», «IIpuceara Ilep-
cemny» tomo). Crifj 3aKLjeHTyBaTH, 110 LUTYBaH-
HA, CTUIi3allid, a/I103id 3arajoM € XapaKTepPHUMMU
0COOMMBOCTAMM ~ TIOCTMOJIEPHOTO  XYZI0XKHBOTO
MUCTIeHHS, YHHMKaMM pOpMYBaHHS ipoHiYHO-TIa-
POAiitHOTO, TPOTECKOBOrO «06pasy» MUHYJIOTO,
KPUTUYHOTO IIEPEOCMUCIEHHSA aKCIONOTIYHMX Opi-
€HTalil moacTBa. Ha BifMiHy Bifl 4MCIeHHNX LiH-
HICHUX peBi3iit (ToBeneHNX [0 abCOMIOTY, 30KpeMa,
B «[Ipusit, M. K., abo TproxCYuacHa coNapHa

N’opma» B. PyHuaka), moumpeHux y XymoxXHbOMY
npocropi Mexi XX-XXI cr., anenania B. ITTymki-
Ha 10 KYIbTYPHOI CIaJIMHA OCAAHA HEBYIMOBHUM
nieTetoM. Murtenp, 6esnocepenHbO He LUTYIOUM,
allelioe 10 KYJAbTYPHOI MaM ATi Ha piBHI 3HAKIB.
Tak, y meci «3ragyoun Bemmxoro Bisamppi» e
BUAIBJIAIETBCS Y 3BEePHEHHI /IO TUIIOBOI /s 6apoKo
penpeseHTallii TeMu B Pi3HUX PericTpax, pericrpo-
BOI «IYHW», @ TAKOX JIO «XapaKTepHUX 6apOKOBUX
IPUITOMIB MEIOAMYHOrO POSTOPTAHHA PiSHUX BMU-
niB Qirypaniii 3 eneMeHTaMu IpuxoBaHoi momido-
uil» (ITaraunpka-ITosgaakosa, 2016, c. 149).

3 iHmoro 60Ky, y TBOPYOCTi KOMIIO3UTOpA Ha
piBHi JKaHPOBUX MOJ€/eN BifYyBaeTbCA TAKIHHA
IO yCTa/lIeHUX y CIyXalbKill IepLeniil 3HaKiB 1y-
XOBHOCTI. JoKkpeMa, y Ieci «3ragytoun Bemxoro
BiBanbzi» Ta B iHCTpyMeHTa/IbHMX KOHLIEPTAX YTi-
JIEHHSM KY/IBTYPHOI ITaM ATi — TyXOBHOCTi — CIIy-
I'ye amenALis 10 )XaHpOBOI MOJe/ concerto grosso.
Hait6inpm BupasHOro BTiNEHHSA Ha >XQaHPOBOMY
piBHI KOHI|ENT JyXOBHOCTI HabyBae y TBOPYOCTI
KOMIIO3UTOpa B iHTEpIpETAlifiX >XaHPOBUX 3Ha-
KiB cakpanbHoi Tpapuuii. Tak, y 2-it 4. CoHatu i1
CKpMIKN Ta (OpTeMiaHO HasABHI O3HAKM XOpaIy, B
«Ykpaincpkomy pekBiemi» (Ha c1. C. Camensika) Ha-
I1ioHa/IbHA iHTepIIpeTaliis CepefHbOBIYHOIO aTpH-
6yra gyxoBHOI cdepn (y yactyHi «Bipyto») HabyBae
«IIVPOKOTO TYMaHICTMYHOTO CEHCy — lie Bipa B
OUMIIEHHA, Y ZYXOBHMII pO3KBiT Hapoxy» (CazoB-
"ikoBa & Cokonosa, 2011, c. 17).

3eepHeHHA B. IItymkina o xaHpoBoi Mopeni
IlyXOBHOI KaHTaTy TaKOX € Bififi3epKa/leHHAM KOH-
LENTy AYXOBHOCTI, IO MiATBEPIXYE TEHJEHIiI0
BiIpO/PKEHHA >KaHPOBMX MapKepiB CaKpanbHOI
TpafiiLil Ta yBary [0 KAHOHIYHMX TEKCTIiB Y TBOP-
qocTi yKpaiHchkux kommosutopis (M. Ckopuxa,
B. CunbBectpoBa, €. Crankosnuuya, O. [lletnHCbKO-
ro, O. Kosapenka, [. TaBpuneus, 1. lllepbakosa,
JI. Imuxo, B. Crenypka).

CTBOpeHa I IUTAYOTO XOpy Ta CMMQOHITHO-
ro opkectpy “Salve Regina” (Ha TaTMHCHKMIT TEKCT)
B. IITymkiHa Mae KOHIIENTya/lbHOK OCHOBOIO 0a-
raTOBIKOBY «MapiaHCbKY» Tpafiuliilo, 110 «HE3MiH-
HO II0CTA€ AK HOCI TOOBYKYUX OCHOB JIIOLCHKOI
IyXoBHOCTI i igeany» (IBanoBa, 2023, c. 90). O6pas
HliBu Mapii cTae 11 MUTIA 32 CYYaCHUX YMOB IIe-
pedopMaTyBaHHAM CBIiTOITIAHOI KapTMHU CBITY,
«3TOPHEHMM» CUMBOJIOM JTyXOBHOCTI, peIpe3eH-



Talliel0 B KOHTEKCTi XYHOXKHBOI pedrekcii, TiM
ineamom, AKMit 3MaTHNI CKepyBaTH JYXOBHE OyTTA
JIIOIICTBA; TIPU3MOI0, Kpi3b SIKy «BifoOpakeHi pi3-
Hi eTany JyXOBHOTO LIIAXY JIIOAVHMU [0 IMi3HAHHA
Bora. KoxHa yacTvHa KaHTaTM € MY3M4HMM Bifi-
TBOPEHHAM II€BHOTO IEPiofy Ii YXOBHOTO KUTTA:
HApOKEHHA — CTPaX[JaHHA — Bif4ail — IIPO-
TeCT — MPOCBIT/IEHHS — BiJpO/KEHH» (TaM camo,
c. 87-88).

Y ¢opreniaHHiit TBOPYOCTi MUTIIA KOHLIENT AY-
XOBHOCTi TaKOX HabyB CBOTO BTi/leHHs, i 0coOmu-
Be Miclle B 1IbOMY KOHTeKCTi mocifae «IligHecene
Ta 3eMHe» — TBIp, AKUI KOHIEHTPYE CBITOITIANHI
HACTAaHOBM KY/IbTYPM Ha 3/1aMi TUCAYONITD i BOJHO-
Yac CyTHICHI 03HaKM TBOPYOTO CBITY KOMIIO3UTOPA.
Hacamnepeq crienndiaamnm € «MoOiTbHII» KaHPO-
BT QYH/IAMEHT TBOPY Ta JIOr0 BMKOHABCBKE «IIPY-
3HauyeHHA». «[lifHeceHe Ta 3eMHe» MO3UIIOETHCA
SIK IIPOTPaMHa IT'€Ca, 5IKA ACOIHI0ETCA 3 XYAOKHIM
IPOCTOPOM poMaHTH3MY. TBip M036aBIeHNMIT KaH-
POBOI YHOPMOBAHOCTI i1 IO3HAYEHMII BiJIIOBIJHOIO
110 cy0’eKTUBI3aLIii XyI0)KHbOTO CBiTOOAUEHHA CBO-
00/1010 B TPAKTyBaHHi >KaHPOBYX TPAIMLIIIL.

YsaranbHeHa mIporpama TBOPY «BifcuUIae» [0
deHOMeHY «ITiTHeceHOro» — OffHi€l i3 HallcKIaHi-
IIMX O3HAK eMOLiITHO-IIOYYTTEBOIO MOJYCY OCAI-
HEHHA CBITY, Y AKOMY IO€[HYIOTbCA PeiriiiHuim,
AKCIOTIOTTYHMIT Ta COLia/IbHMUIT BUMIPU JJYXOBHOTO
OyTTs mopcTBa (AHy4MHa Ta iH., 2020, 2022, c. 41).
Bopgnouac amenaAiia mo migHeceHOro B MIOT0 KOH-
LIENTYyaIbHOMY CaKpa/IbHOMY 3ab6apB/eHHI CIyTye
BiIONTTAM OfiHi€l i3 JYXOBHMX KOHCTaHT Harjio-
HaJIbHOI KYIbTYpU — IHTPOBEPTHOCTI, PEiriiHO-
CTi. Y I[bOMYy KOHTEKCTi He MOXXHA He MOTOAUTICA
3 O. beperoporo, Ha IyMKY AKOI «OfjVIH i3 HaliCH/Ib-
HIIIMX KOZIB YKPAiHChKOI MEHTA/TbHOCTI — IHTPO-
BepTUBHMIT (TOOTO CBITOI/ISIAHE HACTaHOB/IEH-
HA, Opi€HTOBaHEe Ha BHYTPIIUHI CBIT IIOAMHMU Ta
pedrexcito) — 30epiraB y HauioHanbHiil maM AT
MOJYCH PeiriitHOCT], IKMMM, BITacHe, Ljelt Kox i 6yB
chopmoBanmit» (beperosa, 2013, c. 141).

I3 »KaHPOBOI CBOOOOI0 TBOPY PE3OHYE i iOr0
BJMKOHABCbKa «Iabi/bHICTb» — TIEPBMHHO CTBO-
peHuit A aHcambOmio ckpumanis i ¢dopremiaHo,
TBip HaOyB NONIMPEHHs Y BUKOHABCBKIill MPaKTH-
i B CONBHOMY BapiaHTi Ta Bepcii A1 ABoX Qop-
TelliaHo. 3a3HAYMMO, IO TaKMil piBeHb CBOOOIN
BUKOHABCbKOI peajisalil Impy YHMKaHHI MUTLEM
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OPraHO/IOTIYHOTIO, Y JeAKUX BUIIAJKAX eIaTaXHO-
TO eKCIIepiMeHTani3My (4K y TBopuocTi B. 3y6mp-
Koro, B. Pynuaka, A. TomnboHoBoi, K. Ilenkonen-
ko, C. ITimotnkoBa, A. 3arankesnd, C. 3a)KUTbKa,
JI. CamopaeBoi Ta iH.) Bimp3epkasmioe Bifj3HaueHi
A. KpaBuenko «mponecn Tpanchopmarii opra-
HOJIOTIYHOI CTPYKTYpM aHCaMOJIeBMX >KaHPIB, IO
NPU3BOAUTD [0 TOSABM PEIATMBHO-KOHCTAHTHMX
MoJieTeil KaMepHO-iHCTPYMEHTA/IbHOTO aHCaMOITio»
(KpaBuenko, 2020, c. 138) Ta MOTEHI[iTHO BMOX-
JIVIBJTIOE TIOAQ/IbIII TPaHCPOPMALlil BUKOHABCHKOTO
CKTajy, BiIOMBawOuM IUTIOPaTiCTHYHI CBiTOI/AAHI
HACTaHOBM KY/IbTYPU 3/1aMY €IOX.

[3 MOOiNbHICTIO CK/TAZy CIIBBiJHOCHA i TOTEHIiit-
Ha <IOKYCHa» MOOITIBHICTD TBOPY, AKNIT «BIIVICYETD-
CA» B Pi3HI XYJOXHI IPOCTOPY — AK KOHLIEPTHMI
(y camocTiitHOMy cTaTyci), Tak i My3U4HO-pama-
TUYHUIT — BapiaHT 1A fBOX QopremiaHo, mep-
BYHHO cTBOpeHmit B. IITyIKiHNM AK Mysu4He T/I0
3aK/MI0YHOI crieHy BucraBu «KopomiBebki irpm».
[ToTeHmiiiHa TeaTpaNbHICTb 3arajoM € OJHIEH 3
aTpuOyTMBHUX O3HAK (OpTemiaHHOI TBOPYOCTI
xomnosuropa. Ha gymky T. [epnosoi, B. MeTmniib-
Koi Ta €. YepHsk, ¢poprenianni yyxmm «MimanuH
Y OBOPSHCTBI», «BiHA30pCHKI mycTyXm», «lymiBep»,
«TeaTpambHMil KajeiOCKON» MOENHYE «CTPEMTiH-
HA JI0 TeaTpanbHOCTI A1iICTBA, CIIeHIYHa ACKPABICTh
i penbedHa BUMyKITiCTh My3HYHMX 06pasiB, 30po-
BIIT PAA| IK HEOOXi/JHWIT KOMITOHEHT MY3MYHOI ipa-
maryprii» (lepmosa Ta in., 2019, c. 64). I. Cepmtok ax-
LIEHTYE, 1110 3ac00aMt BTiNeHHS irpOBOI NOTIKMY, K
MapKepa XaHpoBoi Mofeni QopTemiaHHOrO AyeTy
y TBOpYOCTi MajicTpa, € «BUKOPUCTaHHS TOMi(o-
HIYHOI TeXHiKM AK 3aco0y CTBOpEHH: JianoriyHoi
cutyanil pisHOTO popy, MOMipyHKI[iOHaIbHA TPaK-
TOBKA TapTilt, 3a/y4eHHs CTPYKTYp “TIMTaHHA-Bill-
TOBiflb, BU3HAYHA POJb IHTOHALIIHO-PUTMIYHMX
i paxTypHUX KOMIITEKCiB, aKTUBI3alliA IPOCTOpO-
BIIX YAIBJIEHD, XXaHPOBi OCHTaHHA Tomo» (CepoK,
2017, c. 254).

besnmocepenHa aconjianis IporpamMHOI Ha3BU
TBOPY i3 pomMaHamu «IlinHecene Ta semue» [I. Beii-
Ca, IPUCBAYEHOr0 XUTTEBOMY LILAXY B. A. Momap-
Ta, Ta «ATOHiA Ta ekcTas» 1. CToyHa, IpyuCcBAYEHOTO
XUTTEBOMY LIIAXY MiKeTaHPKeNo, CTBOPIOE iH-
TEPTEKCTYa/lbHUIL IPOCTip, Y AkoMy TBip B. IITym-
KiHa [I0CTA€ SIK OIVH 13 PaKypciB XyOKHBOI pedrie-
cii moxo OyTTA MWTIS B LiHHICHMX Opi€eHTHpax
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KY/IbTYPY €TIOXI. «BificnIanuA» Ha KyIbTYPHi KOH-
cTpykru enoxu Bifpomxkenna Ta Hosoro dacy cra-
I0Th 3HAKaMJ YTBEPIPKEHHS BIYHOCTI it Ge3ymuH-
HOCTi [YXOBHMX IOIIYKiB 0COOMCTOCTI.

CpAMOBaHICTb VX MOIMIYKIB (PaKTIUYHO HAsB-
HO Bii0MTa y TBOpi Ha piBHI KOMIIO3MILIIITHO-CTPYK-
TYPHOI, XpPOHOTOIIIY0I Ta TOHAJbHOI OpraHisarii,
daxtypu ¥ muHAMiKM. Y KOMIIO3MI{THO-CTPYK-
TYPHIil «CXeMi» CKIaIHICTDb BiffHAl/IeHHA TIOAMHOK0
JIyXOBHMX OIIOp Ta OCMUC/IEHHA 3aTa/IbHOMIOJICHKOI
11 0cO6MCTICHOT 3HAYYIIOCTI KOHIIENTY YXOBHOCTI
BiflfI3epKa/MIOETbCA B CrenndivHOMy HakTIajaHHI
O3HAK TPUYACTUHHOCTI, BapialliiflHOCTI, I0EMHOCTI
Ta OFHOYACTMHHOI KOMIIO3MII «KpPEIeHyHY0-
ro tuny» (Centox, 2017, c. 252), aHOPMaTUBHICTb
SKOTO Pe30HYE i3 POMAHTIYHOK CY6 eKTHBI3a1li€l0
TBOPYOTO CBITOOAYEHHS.

TpuyacTuHHICTD BUABIAETBCA B «KPYIHOMY
I/IaHi» KOMIIO3MIII, IOfiIeHOI Ha KOHTPAaCTYIO-
4i 1 Ta 2 po3xinM Ta B3aEMOIOB A3aHi 3araJbHOI
HifHeceHicTo 2 Ta 3 po3finy, 10 BOAHOYAC i3 Ha-
CKpi3HMM DPO3BUTKOM TeMaTM3My B HUX Hajlae
KOMII03u1iii o3Hak noeMHocTi. [lepmmii pospin, fie-
MOHCTPYIOYM 3HAYYLIICTh BapialiifHOr0 pO3BUTKY,
CTaHOBUTb 0e3I0CepelHE 3iCTaBIeHH-ONO3UIII0
IYXOBHUX KOHCTPYKTiB: 3eMHOTO (TIpefcTaBiIe-
HOro basso ostinato B rpaHNYHO HM3BKOMY peri-
CTpi) Ta ZYXOBHO-IIOLIYKOBOTO, PEIPe3eHTOBAHO-
r0 BOKA/JIbHOK 3a CYTTIO iHTOHEMON, HM3XiJjHMIT
PYX IOBTOPEHb AKOI ACOLIIETHCA 3 PUTOPUYIHOKO
diryporo catabasis (cxomxenHs 3 Hebec). Cxmap-
Hi XpOHOTOIIYHI BEKTOPYM MY3UYHOIO MIUCTEHHSA
peani3oBaHi B ia/JIOTiYHOCTI «PEIUIiK» NPOBENEHD
JIOMiHaHTHMX {HTOHEM, 1110 CTBOPIOIOTb HaPOKOBMIL
eeKT «IyHU», @ TAKOXK y MaKCUMAJIbHI (akTyp-
Hill i mpocTopoBilt AndepeHIialii MysUIHNX yTi-
JIeHb JIyXOBHMX KOHCTPYKTiB Ta IX 3YCTPiYHOMY
pyci. ToHa/mbHa yCKTafHeHICTh, XpOMaTK3allifl 1IbO-
IO PyXy Majbke HAOYHO Biifi3epkasioe 6omicHiCTb
IYXOBHUX IOMYKiB ocobuctocTi. [Ipote dakTypHe
VIIiIbHEHHA (IIOCTYIIOBA 3aMiHa MEOAINHOI JTi-
HEapHOCTI JOMIHYBaHHAM MaXOPHUX aKOPIOBMX
BepTUKaJIell) Ha T/ JHAMiYHOTO HAPOCTAHHS CTA€
TAaKIM CaMO Bi3ya/IbHO BUABIEHUM yTBEPIKEHHAM
KOHIIENTY IyXOBHOCTI.

Eneriitna 3abapBnenicts 1-ro pospiny, cyronocHa
iHTpOBepTHIil, Cy0’€KTUBHIIl CIPAMOBAHOCTI II0-
IIYKiB IYyXOBHMX OIOP, IOCTYNAETbCA MICI{EM TiM-
HIYHOMY, €KCTPaBEPTHOMY, 3arajJbHOMIOICHKOMY

JIeKNapyBaHHIO KOHILIENTY AyXoBHOCTI. Ha iHTOHa-
LI1iIHOMY PiBHi JI0TO BTi/IEHHAM C/IYTye IaHYBaHHA
JIaTOHIYHMX BUCXiIHUX iHTOHEM — aJIl03ill pUTO-
puuHoi irypn anabasis, Ha TOHaTbHOMY — yTBep-
JUKEHHA MaXkopy, Ha IMHAMiYHOMY — IIOCTYIIOBE,
HEBIVMHHE HAPOIEHH IMHAMIYHOI HaIIPy>KEeHOCTI,
Ha (PaKTypHOMY — BUKODVICTaHHS BCiX pericTpis
IHCTpyMeHTa.

®inampHuit pospin «IligHeceHoro Ta 3eMHOro»
€ (aKTIIHO OPKeCTPANbHOI0 KOOI, Y AKiil aHye
KOHILIENT YX0BHOCTI. Ha XxpoHoTonmiyHOMY piBHI I1e
3akapbOBYe eeKT BCEOXOIHOTO 3BYYaHHsA, MACII-
TabHICTh AKOTO Bif[OBija€ 3araJbHOMIONCHKIi
IIEPMAHEHTHIl 3HAYYI[OCTI BUCOKOI JYXOBHOCTI.
BroprueHHs B ypo4MCTO-NifHECEHY HEKIapaliiio
JIyXOBHOCTI iHTOHEM 1-T0 pO3Jiny cTa€ iHTOHALLiM-
HOI0 apKOI0, AKa CKPIIIIOE KpailHi pO3zinu TBOPY
Ta HAIIOBHIOE PENIPe3eHTALliI0 KOHIIENTY IyXOBHOC-
Ti MUTIIEM IIePMAaHEHTHOIO aKTYaJIbHICTIO i 0CO0M-
CTicHOM pedrexcieo.

BucHoBku. Y pik 3abapBieHoro cymom 75-piy-
Horo oBinero Bomogymupa Muxarinosnya [Itymki-
Ha aKTYa/li3y€TbCA AKCIOMOTTYHMIT ACTIEKT J10r0 KOM-
TIO3UTOPCBKOIL, 30KpeMa (opTeniaHHOI, TBOPYOCT,
HiAIPYHTAM fAKOI € CKOHIIEHTPOBAHI B KOHLEIITi 1y~
XOBHOCT] aTpUOYTHMBHI €leMEHTH TBOPYOTO CBIiTY
MaiicTpa — ryMaHiCTMYHA COPAMOBAHICTD, yTBEp-
JDKEHHS 3ara/ibHOMIOACHKIX JYXOBHUX IIIHHOCTEN.
[lianorisyroun 3 1yXOBHUM JOCBi[JOM JIO[ICTBA €TI0X
Penecancy, 6apoko, KIacuIu3My, BUAATHUIT KOM-
IO3UTOP Y CKIAJHUX IEPUIIETiAX JYXOBHMUX IIO-
IIYKiB Ha 3/71aMi TUCAYOIITH 3BEPTAETHCA [JO KYJIb-
TYpHOI IaM’AATi, ameoyy A0 3HAKIB >KaHPOBMX
MOJIefieil MUHY/IOTO — PeKBIEMY, XOpaily, IyXOBHOI
KaHTaTy, concerto grosso, [0 BiYHO aAKTya/JbHUX
00pasiB i TeM — CUMBOJIB JIyXOBHOCTi, 30KpeMa
o6pasy [liBu Mapii sk igeany OyTTs NIOACTBA, IO
3aBXK/M 3HAYYIIMX 6iHapHMx OIIO3MIIIN — TIifHece-
HOTO Jf 3eMHOTO fIK IIOJTIOCIB CBiTOOaYeHHA Ta Oy TTA
JIIOIVHHA.

3HaYyIiCTh KOHIENTY JYXOBHOCTI Y TBOpi /s
nBox ¢opremiano «IlinHecene Ta 3emHe» pempe-
3€HTOBaHA KPi3b MPM3MY 3iCTaBIeHHSA 0COOMCTiC-
HOTO — IHTPOBEPTHOIO Ta 3arajbHOMIOLCHKOTO —
€KCTPaBEPTHOrO Hayaj, ILIO0 BiJj3€pKaTIOETbCA
Ha BCiX piBHAX OpraHisanii mysuuHoro ninoro. Ha
KOMIIO3MIIIIHO-CTPYKTYPHOMY PiBHi /[ia/IOT €I10X AK
cdepa 6YTTA KOHIIENTY AYXOBHOCTi BUAB/IAETHCA B



AHOPMATMBHOMY NOEIHAHHI O3HAK TPMYACTMHHO-
CTi, Bapial{iliHOCTi, IIOEMHOCTi Ta OFHOYACTUHHOI
KOMITO3MI[il «KPEeLIEeH/IyIY0ro THUITY», IO PE30HYE
i3 poMaHTIYHOW Cy6’eKTHBi3alli€l0 TBOPYOTO CBi-
ToOa4YeHH, Ha IHTOHALIIHOMY — B a/Ti03isX Oapo-
KOBUX PUTOPUYHMX Qiryp. YTBeplKeHHS I03a4a-
COBOI Ta 3ara/IbHOJIO/ICHKOI 3HAYYIOCT]I KOHLENTY
IYXOBHOCTi BifOMTO TakoxX Ha (GaKTypHOMY piBHi,
a caMe B 3aMiHi JliHeapHOCTI MacIITAOHUMM aKOp-
OBUMY TIOOYHOBaMIL; HA XPOHOTOIIYHOMY piBHI —
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PO3POCTaHHi 10 OPKeCTPaNbHOI BCEOXOMHOCTI; Ha
TOHA/IbHOMY — B YTBEp/KEHHi IIPOCBIT/IEHNX Ma-
KOPHMX TI00OYZI0B, Ha JVHAMIYHOMY — Y HEBIIVH-
HOMY YTBep/IKEHHI BCOKOTO JHAMIYHOTO TOHYCY,
Ha )XaHpOBOMY — Y pYci Bijj Iipu4HOI, iHAUBiLya-
/i30BaHOI enerii 10 TIMHY SIK CUMBOJIY COOOPHOCTI
JIIOfICTBA.

IlepcnexkTiBy mofanbmuX KOCTiKEHb O/IATa-
I0Th Y JOCTKeHH] crienndiki BTieHHS KOHLENTY
IyXOBHOCTI y popremiannyx unxax B. [Itymkina.

B VIL[/IbHEHHi, pericTpoBiil MaclTabHOCT] 3By4aHHH,
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Qin ShengYang. Blues Traditions of Guitar
Performance in Modern Scientific Idea

The relevance of the article. Blues has always been
and is still one of the most popular areas of non-academic
art in the period from the end of the XIX century.
However, after the Second World War, the blues tradition
began to be actively assimilated against the background
of other stylistic trends and subcultures. In this regard,
the interest of modern scientists in blues specificity,
which has become an important component of many
modern musical phenomena, not only increased, but
also expanded the perspectives of research. Starting from
the second half of the XX century, blues traditions gained
rapid development due to the technical revolution in the
field of guitar performance. The invention of the electric
guitar directed performers to the formation of a new
way of thinking, a new performance technique, and new
ways of self-expression. Such directions as rhythm and
blues, blues rock, rock and roll absorbed a whole array
of blues traditions, which in combination with other
trends of musical culture formed the image of modern
non-classical guitar performance. These processes have
not yet received proper scientific development, although
the number of scientific publications on the blues is very
extensive.

The purpose of the study is to form a systematic
view of the modern historiography of blues guitar
performance research.

The methodology. The main method is the source
and textological analysis of existing publications; method
of systematic analysis, which allows to classify existing
sources according to their nature, direction and subject
of study; a comparative method involved in comparing
the views of different scientists on the same issues.

The results. Contemporary (starting from around
1980) scientific publications on blues traditions of guitar
performance were analyzed. It was determined that a
number of aspects of modern performance are in the
initial stage of development, a significant number of
works are devoted to the early stage of the development
of blues, mostly the material of scientific research is not
musical material, but interviews, historical essays, etc.

The scientific novelty. The leading scientific works
of the late XX and early XIX centuries are systematized
and characterized regarding blues guitar performance,
the “white spots” in its study are outlined, the main
directions of scientific research are determined.

The practical significance. The materials of the
article can be used for the further study of issues of the
development of the blues tradition of guitar performance,
as well as in music history courses and disciplines taught
to students of the pop and jazz specialty.

Conclusions. Several leading aspects of art-historical
studies of the blues tradition in guitar performance are
highlighted:

- historical and genetic;
- sociocultural;
- practical and technological.

An important conclusion is the definition of blues
as a musical universal, which provides a certain way of
thinking and its artistic reflection in music, not fixed
exclusively in the purely blues direction of guitar art.

Keywords: music art, blues, guitar performance, blues
tradition, historiography.

Line Illenan. bmo3oBi Tpagumii
BHKOHABCTBA B HAYKOBill JyMIli Cy9acHOCTi

[Tounnatoun 3 Apyroi monmosuuyu XX CT., 6711030Bi
Tpaguuil TiTapHOrO BUKOHABCTBA HAGYIM CTPIMKOTrO
PO3BUTKY, 3YMOBJIEHOTO, 30KPEMa, TEXHIYHOK PEBOIIO-
uieo. ¥ crarTi 3ilicHeHO cipo6y chopmyBaTH CUCTEM-
He YABJIEHHA IIPO CY4acHy ictopiorpadito mocmimkeHb
6711030BOr0 HANIPSMY TiTapHOTO BIKOHABCTBA. 3a JOIIO-
MOTOI0 J)KEPEI03HABYOIO Ta TEKCTONOIIYHOIO METO/IB
3/1i/ICHEHO aHaJIi3 iCHYI0YMX ny6ni1<aui17[. Hasasui pxepe-
7ma KnacuikoBaHi 3a IXHIM CIIPSMYBaHHAM Ta IIpefMe-
TOM BMBYeHH:. KoMITapaTuBHUIT MeTOZ, 3a/Ty4eHuIt L
NOPIBHAHHA INOIMALIB PiSHMX HAYKOBLIB Ha OJHAKOBI
INTaHHA. BusHaueHO: HEMAJIO ACIEKTIiB CY4acHOTO BH-
KOHaBCTBa IepeOyBae B IOYATKOBIl cTafil po3pobie-
HOCTI; 3Ha4Ha Ki/IbKICTb ITpallb NPUCBAYEHA PAaHHbOMY
eTaIy po3BUTKY 0/1103y; MaTepiaoM HayKOBUX PO3BiJOK
31e6iIbIIOr0 € He My3WYHUIT Matepiall, a iHTepB’Io, ic-
TopuuHi ece Ta iH. CuCTeMAaTH30BaHO Ta OXapaKTepHu-

riTapHoro

30BaHO IPOBifHI HayKoBi mpani KiHg XX — modaTky

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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XIX cr. mopmo 611030B0ro riTapHOrO BMKOHABCTBA, OK-
pecieHo «6ii WIAMI» B 110T0 BIBYEHHI, BUSHAYEHO OC-
HOBHI HaIIpAMMI HAYKOBMX PO3BiJIOK.

KirouoBi cmoBa: mysuune mucmeymso, 07103, eimape
B8UKOHABCMB0, 071103061 Mpaduyii, icmopiozpagis.

The relevance of the research topic. Blues
as a phenomenon of musical culture is a unique
example of stylistic immortality. This is manifested
simultaneously in two aspects: on the one hand,
similar to classical musical samples, blues works
have considerable popularity in their almost
original form, on the other hand — during its
existence, blues has shown such wide possibilities
for assimilation in various cultural paradigms that it
is difficult now to find a musical style that would not
have been influenced by the blues, and to which the
blues would not be tangential in one way or another.
Thus, musical practice constantly turns to blues
compositions and performance tools, therefore it
needs a corresponding scientific and methodical
foundation.

Problem statement. Studies of the blues direction
of guitar performance mostly have a scattered,
local character both in the geographical and in the
“aspect” sense, so the layer of scientific literature on
this subject needs analysis and systematization. For
Ukrainian musicology, the currently available access
to the American and European scientific literature
bases is important, which opens up opportunities to
correlate the domestic research experience with the
world one.

The purpose of the article — is to form a
systematic view of the modern historiography of
blues guitar performance research.

Presentation of the main research material.
Blues and guitar performance are so closely related
that it is difficult to differentiate what exactly has
primacy and priority in the historical and cultural
process: did blues from the very beginning of its
existence influence guitar performance or, on the
contrary, did guitar performance influence blues
style? It just so happened that the specifics of the
guitar as a musical instrument and blues stylistics
from the very beginning achieved the most

harmonious symbiosis, which contributed to their
further interpenetration. As P. Hordiienko aptly
notes in his article, “The bluesy style of performance
gave rise to new technical approaches of playing the
guitar (band, slide, etc.), which became the basis
of the guitar school of jazz, and later rock music.
Having made its way from blues to jazz-rock, the
guitar not only did not exhaust its possibilities,
but, on the contrary, won leadership in many new
directions of jazz” (Hordiienko, 2008, p. 186). There
is only one thing to disagree with the author — this
property of the blues guitar applies not only to jazz.
Its echoes can be heard in most contemporary styles,
from pop music to works of the academic tradition.

Blues performance, which at the turn of the XIX
and XX centuries had a defined stream with bright
specifics (Chicago blues, delta blues, etc.), gradually
“dispersed” among numerous types and subspecies
of musical art of the XX century, reaching a state of
diffuse existence by its end. This is expressed, first of
all, in the disappearance of purely blues artists. Those
we consider the masters of the guitar blues themselves
deny belonging exclusively to this tradition. Most
of them work in different styles and genres, using
both their technical thesaurus borrowed from blues
practice and the corresponding elements of rhythm
and harmony. In such conditions, the study of blues
guitar performance is a very complex and specific
task, which is naturally reflected in the colorful
variety of scientific investigations of recent decades.

In his article, Paul Oliver (Oliver, 1983) notes that
scientific studies of the blues began with folkloristic
investigations of the beginning of the XX century, as
well as biographical and autobiographical essays on
outstanding performers. He dates the active phase
of blues research to approximately the 1960s, when
it was first proposed to consider it as an independent
musical direction’.

P. Oliver defines several areas of blues study:
general-historical’, regional’, textological’, as well as
sociological and ethnomusicological.

He also mentions several works that examine
the blues in the general context of American multi-
ethnic culture. At the same time, a large number

1 Samuel Charters, The Country Blues, (New York, 1959); Paul Oliver, Blues Fell This Morning (London, 1960).
2 Paul Oliver, The Story of the Blues (London, 1969); Giles Oakley, The Devil's Music (London, 1976).

3 Bruce Bastin, Cryingfor the Carolines (London, 1970); Robert Palmer, Deep Blues (New York, 1982): Bengt Olsson, The Memphis Blues and Jug Bands
(London, 1970); John Broven, Walking to New Orleans (Bexhill-on-Sea, 1974); Mike Rowe, Chicago Breakdown (London, 1973).

4 Paul Oliver, Screening the Blues (London, 1968); Harry Oster, Living Country Blues, (Detroit, 1969); Samuel Charters, The Poetry of the Blues (New York,

1963); Paul Garon, Blues and the Poetic Spirit (London, 1975).



of blues magazines were published, which were
supposed to satisfy the needs of interested fans of
certain musicians. In Great Britain, the magazine
“Blues Unlimited” had been being published for
more than twenty years, the American edition of
“Living Blues” — for more than fourteen years.
Blues magazines were regularly published in many
European countries, as well as Australia and even
Japan. They mainly published interviews, reports,
reviews of phonographic records, etc.

Analyzing the degree of blues research in 1983,
Paul Oliver notes that “..blues research to date has
had its limitations and a lack of any coordination
of research enterprise has meant that there are
considerable lacunae even in the areas which have
been most thoroughly examined...” (Oliver, 1983,
p.378). He also emphasizes the superiority of
amateur research over scientific one: “It is a field to
which few professional skills have been brought, and
the disregard of the subject for half a century by the
musicological, or for that matter, ethnomusicological
and folkloristic establishments, has meant that blues
research has remained deficient in many respects.
Were it not for the amateurs — using the term in the
best and literal sense — there would have been little
research at all...” (ibid., p. 380).

The first studies of the blues were mainly devoted
to singing and singers. However, the publications
were mostly devoted to the facts of the musicians’
careers, rather than the nature of their songs, the
relationship of the texts, the style of performance,
the peculiarities of the musical structure, etc.

According to Oliver, until the 1980s only three
works had been published in which the blues is
considered from a musicological point of view:
John Fahey’s study of Charley Pattons works,
“Early Downhome Blues” by Jeft Todd Titon and
“Big Road Blues” by David Evans. These books
contained, among other things, a comparison of
the transcriptions made by the authors, showing
differences in the perception of pitch, metronomic
time marking, tonal plan, and differences in the
ways of expressing microtonal variations, strokes,
and bends.

By the way, the lack of a systematic approach
to the study of the blues was emphasized even
earlier by Charles Keil: “for the most part, however,
musicologists go one way, anthropologists another,
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and critics continue to tell us what they like and
what they don't” (Keil, 1966, p. 59). He imagined the
general directions of the study of musical style (and
blues in particular) as syntactic, practical, semantic,
kinetic and genetic. Although we do not agree with
the sequence of presentation of these aspects by
Keil, we note that they are completely logical and
methodologically justified.

Today, these five aspects are only partially covered
by musicology. The syntactic and semantic direction
of the study of blues is realized, rather, in the field
of literature through the analysis of traditional blues
texts, their semantics, symbolism, mythology, etc.

The genetic direction is represented by historical
works of various scales, among which it is worth
noting the article “The Blues and the Veil” by Nick
Bromell (Bromell, 2000). The author raises the racial
issue, which sounds in and around blues art as a
through-and-through theme. After the abolition of
slavery, African Americans could not find a place
for themselves in the American community. “On
the one hand they were «free at last», and compared
to their experience of three hundred years of slavery
this new condition looked and felt like a new
ontology, a new way of being in the world. On the
other hand, for many former slaves, life actually
worsened after 1865. Formally invited to join as
citizens the nation that had enslaved them, many
African Americans found themselves more cut
off from white Americans than ever before” (ibid.,
p. 195). African Americans seemed to be behind
a veil that demanded a cultural form. “That form
was the blues. The historical condition of the veil
found expressive form in the blues” (ibid., p. 197).
In addition, in the above-mentioned article, Bromel
defined the ability of blues to overcome international
and geographical borders.

Both topics are developed in a collection of essays
by a group of American authors (Bakriges et al,
2007). It explores the flow of African American
music and musicians across the Atlantic to Europe
from the time of slavery to the XX century, and their
influence on European music.

Topics related to the racial origins of the blues are
also addressed by Adam Gussow in his eloquently
titled “Whose blues?” (Gussow, 2020). He tries to
deal with the antagonistic positions of researchers
regarding “black bluesism” (Gussow’s term) and
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the understanding of blues as an inter-ethnic and
transnational phenomenon.

It can be considered that this turn of the historical
study of the blues is significant for modern art
studies, because racial issues in this context are
complex and were previously discussed with much
less acuteness.

The practical aspect of blues research is revealed
through numerous memories and reflections of
both blues musicians themselves and their heirs, as
well as people who had a direct relationship with
this field — producers, sound engineers, journalists,
etc.

A large layer of significant works on blues music is
literature in the genre of interview. Jas Obrecht’s book
“EarlyBlues: TheFirst Stars of Blues Guitar” (Obrecht,
2015), unlike his previous monographs devoted
to such outstanding guitarists as Muddy Waters,
John Lee Hooker, BB King, introduces readers to
nine representatives of the post-war generation:
Sylvester Barnabee “Pat” Weaver, who became the
first recorded blues guitarist; Papa Charlie Jackson,
the first commercially successful blues artist; Blind
Lemon Jefferson, the founder of country blues; Blind
Blake, “the king of ragtime guitar”; Blind Willie
McTell, who has worked in almost every genre
of roots music; gospel-blues singer Blind Willie
Johnson, an unsurpassed master of the slide guitar;
Lonnie Johnson, the most influential guitarist of the
1920s, who made many blues recordings; Mississippi
John Hurt, whose fingerstyle and folk repertoire
influenced the further development of the blues in
the 1960s; Tampa Red, the “guitar wizard’, the most
prolific performer of the era considered by Obrecht
and a key figure in the development of the post-war
blues style. An important fact is the presentation of
these personalities in one book, which emphasizes
the importance of guitar performance at this
time. The materials include interviews with such
prominent blues figures and blues-influenced
guitarists as BB King, John Lee Hooker, Ry Cooder,
Stefan Grossman, and others. They provide not
only commentary on style, but also their personal
reactions to these early guitar heroes and how they
influenced blues, country, jazz, folk, and rock music
throughout the XX century.

A large selection of interviews with blues artists
was published by the University of Illinois in 2015

(Russell, 2015). Among the heroes are guitarists
Juke Boy Bonner, Albert Collins, Freddie King,
Louis Myers, Baby Boy Warren and others. A book
by Steve Cushing (Cushing, 2018) was created
in a similar style, but the interviews in it do not
belong to performers, but to historians, producers
and blues researchers, including Paul Oliver,
already mentioned in this article, as well as Samuel
Charters, David Evans and others. Of course, such
materials reveal many interesting facts about the
contemporary life of blues performers, owners of
record companies.

In 2017, the University of Michigan published a
book by Andrew Kellett, “The British Blues Network:
Adoption, Emulation, and Creativity” (Kellett,2017),
devoted to the processes of assimilation of African
American blues music by young British performers
inthe 1950s and 1960s. Kellett believes that that it was
these processes that formed the most popular artists
of the time — The Rolling Stones, The Yardbirds, Eric
Clapton and Led Zeppelin. The author argues for
three related components of the creative process —
experimentation, refiliation and addition. That is,
during the experiments, the musicians assimilated
the experience of their predecessors, supplementing
it to a certain extent. Also, Kellett with some irony
notes that they assimilated not only blues traditions,
but also various psychotropic chemicals that had to
“expand thinking”.

In the same year, the same publishing house
published a book by Jonathan Wipplinger, “The Jazz
Republic: Music, Race, and American Culture in
Weimar Germany” (Wipplinger, 2017), dedicated
to jazz and its influence on German society in the
1920s . In the sixth chapter of his work, the author
analyzes the role of blues in the development of the
diasporic musical culture of that time, reflects on
the cultural level about the general processes of its
development and the subsequent temporary “death”
of German jazz after the emergence of Nazi political
power.

Many important details are contained in works
dedicated to the personalities of prominent blues
musicians Charley Patton (Sacré, 2018) and Michael
Bloomfield (Dann, 2021).

Among the materials of Ukrainian researchers
devoted to the history of blues, the article by
I. Koliada and Yu. Kononchuk, which examines



the issue of the emergence and interpenetration of
blues and jazz art, attracts attention. In particular,
the authors note: “Researchers of the history of the
development of jazz consider the blues musical
genre from two positions: 1) blues is a predecessor
that grew jazz and influenced the peculiarities of its
development as a younger musical genre (the period
of formation of blues is the last quarter of the XIX
century — the first decade of the XX century, and
jazz — the 1910-1920s); 2) blues is considered as a
primitive predecessor of the jazz style, the peculiarity
of which is proximity to the original sounds and
motifs of African musical culture. Only starting
from 1950, there was a rethinking of the existing
approach, when blues began to be recognized as an
original musical genre, the origin and development
of which is independent and independent from the
development of jazz itself» (Koliada & Kononchuk,
2016).

The kinetic aspect of blues art declared (or
demanded?) by Charles Keil has also found its
realization in modern science. Andrew Cohen’s very
interesting study “The Hands of Blues Guitarists”
(1996) is devoted to issues of hand position and
playing technique of blues performers. Through
professional observations and systematization
of various approaches, the author comes to the
conclusion that hand posture features not only
marked regional specificity, but also determine
the intonation and expressive palette of music. He
claims that “..there was regional clustering to the
ways that African American folk and blues guitar
players from the early part of this century held their
picking hands and that these postures facilitated
certain musical patterns while inhibiting others. The
player’s picking hand posture therefore serves as an
important determinant of the elusive quality called
«style». If there is such a thing as regional style, we
should see it expressed in visual images showing
how different players held their hands..” (Cohen,
1996, p. 455). However, then the author reflects:
“Whether small changes in playing posture result in
changes in playing style or regional preferences for
a particular rhythmic background ultimately result
in regional postural differences is a chicken-and-egg
sort of question” (ibid., p. 464).

Partly, the issue of blues performance has been
considered by researchers of general processes in
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guitar performance. For example, E Bernat in his
dissertation work (Bernat, 2019) devotes an entire
section to new trends in this field, which in the
XX and early XXI centuries. manifested, including
through the influence of folk, popular, jazz and
rock music. By the way, the scientist notes that the
following characteristic features are present in jazz
guitar music: performance technique borrowed
from the blues (mode and intonation system,
glissando, playing notes with an unfixed pitch),
rhythmic organization (syncopated rhythm, uneven
distribution of durations in bars)” (ibid., p. 84), as
well as the principles of sound production inherent
in the work of African American musicians of the
beginning of the XX century (ibid., p. 85).

The work of F. Bernat also contains a concise
analysis of the work of such guitarists as John
McLaughlin, Eric Clapton, Jimmy Page, Frank
Zappa. Despite the fact that none of them actually
worked in the field of purely blues performance, the
scientist notes the significant influence on them of
the musicians-predecessors of the blues direction,
a certain continuity of technical and compositional
techniques. The author refers to the musicians’
own declarations, which confirm, for example, that
J. McLaughlin, along with the influence of Indian
music, jazz and flamenco, recognized the deep
influence on his work of blues practice in particular,
and ]. Page, listening to the recordings of blues
masters since childhood, in his creativity actively
uses blues intonations and playing principles
(Bernat, 2019, p. 93).

Investigating the work of E. Clapton, E Bernat
determines that he “has a subtle sense of blues
improvisation, and his guitar solos contain a
combination of passages built from uneven
rhythmic patterns..” (Bernat, 2019, p. 91), as well
as , that “Clapton’s musical blues thinking remains
unsurpassed to this day” (ibid., p. 92).

Awareness of the influence of blues performance
on the entire palette of guitar art, starting from the
middle of the XX century, is important for modern
musicology, although the identification of specific
features of the blues is sometimes difficult, as are
attempts to classify the stylistic affiliation of the
work of most non-classical guitarists of this period.
For example, John Clayton Mayer, in addition
to blues and blues-rock projects, had experience
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playing in such styles as alternative rock, soul, indie
rock, folk rock, soft rock, pop rock, country rock,
and even acoustic music. On the other hand, many
musicians worked in mixed styles based on blues
(country, country-blues, blues-rock, rhythm and
blues, electric blues, etc.), and also brought blues
intonations, harmonies and principles of guitar
playing into other styles. For example, the blues solos
in many rock compositions by David Gilmour and
Kurt Cobain are widely known. It is very difficult
to evaluate this “diffusion” of blues elements in the
guitar art of the XX century. It is not for nothing that
many of today’s guitarists have a rather bad attitude
to attempts to classify their art and attribute it to a
specific direction.

Yanina Zhurba in her article (Zhurba, 2018)
notes the powerful influence of the blues tradition
on jazz art in terms of genre, style and form.
Among other things, the researcher identifies
bright manifestations of genre features of blues in
the jazz style of bebop, stylistic and shaping fea-
tures — in the style of boogie-woogie. It is quite
natural that Ya. Zhurba emphasizes the influence
of blues harmony on the development of jazz, also
determining the intonation and stylistic heredity —
the use of blues diatonics, constructions based on
pentatonic interscale attraction, the use of the
musical form of the 12-bar blues square.

Another direction of practical studies of guitar
blues is related to the invention of the electric
guitar. And, actually, it was the technical side of the
performance that became the key to the constant
rapprochement of the blues with other stylistic
trends that used the possibilities of the amplified
(and later, deformed) guitar timbre.

The blues giant BB King was one of the first to
use an electric guitar. The new qualities of the
instrument made it possible to make very smooth
bends (stretching chords in a vertical direction,
perpendicular to the strings), as well as to use a well-
voiced vibrato that imitated the vocal technique of
blues singing. These and other techniques of playing
the electric guitar influenced almost every performer
of the second half of the XX century. The evolution
of the instrument itself inspired the evolution of
performance, giving rise to new and new techniques
(fingerstyle, tapping). Of course, this process was
also reflected in relevant scientific research.

Ukrainian researcher P. Hordiienko in his article
“Peculiarities of jazz guitar performance” notes
that “currently, professional guitar thinking is at
the stage of unification of the entire existing guitar
language” and further confirms this opinion: “in
the recordings of Ch. Byrd, you can find bossa
nova, blues, swing themes, classical arrangements,
country rock, and much more» (Hordiienko, 2008,
p. 188). In this sense, the study of the technique of
playing the electric guitar is equally significant for
different stylistic directions of guitar performance,
starting from the second third of the XX century.

The historiographic aspect of the formation of the
skills of playing the electric guitar is considered in
detail in the article by V. Blazhevych (Blazhevych,
2017). It defines the old techniques of playing the
classical guitar, which have migrated to the arsenal of
performers on the electric guitar (hammer on, pull
off, rasgueado, tremolo), as well as the borrowing
of some techniques from the practice of playing on
other instruments. To the vibrato mentioned by the
author, which originates in guitar technique from
stringed and bowed instruments, and the special
phrasing that came from wind instruments, we will
add various percussion techniques borrowed from
the relevant field of musical performance, as well
as, for example, muting of strings in combination
with the use of a mediator, which produces a sound
similar to the timbre of the banjo, and two-handed
tapping, which is as close as possible to playing a
keyboard instrument.

V. Blazhevych also points to the huge influence of
blues acoustic performance on the formation of the
technique of playing the electric guitar, in particular
emphasizing the actually “basic” prevalence of
“band” and “slide” techniques. In addition, the
author states the changes that the use of distortion
of the sound of the electric guitar brings to the
performance, but does not expand on this topic.

The article by O. Voichenko perfectly illustrates
how it is almost impossible to separate jazz and
blues performance in the XX century (Voichenko,
2012). Speaking about the genesis of the jazz guitar,
the scientist refers to the work of such musicians as
Charlie Christian, BB King, George Benson, etc.,
who at the same time are considered stars of the
blues art. In the study of O. Voichenko, the history
of the development of jazz guitar is traced, which



largely overlaps with the history of blues guitar
performance.

Important aspects of the reflection of the stylistic
features of British blues-rock in the principles
of playing the electric guitar are considered in
the article by the young researcher Maksym
Zhembrovskyi (Zhembrovskyi, Chernyshova, 2023).
The material of his research is the work of one of the
most outstanding performers on this instrument,
Eric Clapton. The author focuses on the methods of
forming the musician’s individual guitar timbre, his
technical skills. Among other things, he determines
that E. Clapton is characterized by the use of blues
movements, playing the pentatonic scale in one
position and, in general, the combination of blues
drama with the drive of rock, which allowed him to
form his unique performance style.

Conclusions. It is quite difficult to cover the entire
range of modern scientific literature devoted to blues
traditions in guitar performance. At the beginning
of the XXI century, several American universities
systematically published voluminous studies of
blues music. However, it is obvious that there are
many white spots in this topic. Some aspects are just
beginning to be researched, some authors revise the
known facts, verifying the information of previous
researchers. At the same time, the general trend of
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preference for interviews and essays over scientific
analysis remains.

In general, it is possible to define several aspects
of art-historical studies of the blues tradition in
guitar performance:

- historical and genetic;
- sociocultural;
- practical and technological.

The function of the blues itself in art can be
determined in the same way: it historically caused the
emergence of many new styles, ensured transatlantic
socio-cultural contacts, and contributed to the
development of guitar practice and technologies.
In fact, the blues has become a musical universal,
which is the carrier of a certain way of thinking,
the specificity of the reception of the world and its
artistic reflection in art.

Prospects for further research. Despite the
existence of purposeful studies of blues in modern
art history, most of them, as can be seen from the
text of the article, are directed to the past (mostly,
the works refer to the 1920s — 1960s). Analysis
of blues guitar practice of the second half of the
XX century, the specifics of sound production,
technical methods of working with an electric guitar,
etc. are still awaiting systematic studies.
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Zhang Lichuan. The theatrical orchestra and the
formation of symphonic performance in Kharkiv

The purpose of the publication is to define the
specific characteristics of the functioning and role of
the theater orchestra in the formation of symphonic
performance in Kharkiv.

The methodology. In the process of understanding
the phenomenon of the Kharkiv Theater orchestra, a
historical approach was applied, which allowed for the
chronological reconstruction of the musical ensemble’s
functioning. Additionally, a comparative analysis method
was used to identify the unique features of the orchestra’s
instrumental composition, repertoire development, and
performance practices.

The results. The specific functioning of theatrical
instrumental ensembles in Kharkiv, which provided
musical accompaniment for performances from the
1770s to the early 1870s, was examined. The study
identifies factors that led to the establishment of a
permanent “Orchestra of the Kharkiv Theater and
Commercial Club’, which, besides performing in the
theater, also served city artistic events from the mid
1840s to the 1870s. Key factors include the return of
the Kharkiv Theater to private management in 1867,
the activities of K. Vilboa from 1869 to 1873 aimed at
creating a concert instrumental ensemble in the city, and
the emergence of a new orchestra under the direction of
G. Grazia in the Kharkiv Drama Theater in 1872. These
developments facilitated the organization of symphonic
concerts under the aegis of the Kharkiv branch of the
Russian Musical Society from 1871.

The scientific novelty lies in the determination
that the primary source of symphonic performance in
Kharkiv was the permanent orchestra of the Kharkiv
Theater, active since the mid XIX century, whose
instrumental and numerical composition met the
demands of the provincial musical practices of that
time. The conducting activities of K. Vilboa in Kharkiv
during the late 1860s and the early 1870s were a driving
force behind the formation of two orchestral ensembles

in the city — the theater and club orchestras — whose
instrumental and qualitative compositions aligned with
the principles of symphonic performance. From 1871,
in preparation for symphonic concerts by the Kharkiv
branch of the Russian Musical Society, the theater and
club orchestras were combined, each consisting of 20-30
musicians, ensuring that the symphonic orchestra met
the required academic standards in terms of instrumental
and numerical composition.

Future research prospects are associated with
identifying the specifics of symphonic performance in
the cultural centers of Ukraine from the second half of
the XIX century to the early XX century.

Keywords: music performance, Kharkiv Theater, theater
orchestra, A. Pavlovich, K. Vilboa, performance practice,
instrumental composition, repertoire.
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Relevance of the research topic. Since the
XVIII century, orchestral performance has played a
significant role in the development of professional
musical art in Ukraine. The spread of various
instrumental ensembles is linked to the specifics of
the formation of Ukraine’s regions and, primarily,
their cultural centers, among which Kharkiv holds
a prominent place. This underscores the importance
of understanding the specifics of orchestral
performance in this city.

Problem statement. Instrumental music has
played a crucial role in Kharkiv theatrical culture
since its inception, being an integral part of the
diverse stage repertoire. In reconstructing the
history of Kharkiv theatre, researchers rely on a
substantial body of primary sources, particularly
XIX-century periodicals. However, the specifics of
instrumental accompaniment in theatre from the
late XVIII to the mid XIX century remain unclear, as
numerous reviews of performances from that time
“almost never mentioned music or its performance”
(Myklashevskyi, 1967, p. 138). Moreover, by the
1870s, the theatrical orchestra was practically the
only professional instrumental ensemble around
which Kharkiv musical life revolved. In this context,
analyzing the functioning of the Kharkiv Theatre
orchestra during this period will contribute to
optimizing scholarly knowledge about Ukraine’s
musical culture.

Analysis of recent research and publications.
Researchers of Ukrainian culture have always
emphasized the role of orchestral performance in
Kharkiv musical life in previous centuries, noting,
in particular, the functioning of instrumental
ensembles in the theatrical sphere since the late
XVIII century (Myklashevskyi, 1967; Bohdanov,
2000; Kononova, 2004; Shchepakin, 2016). The role
of music in the Kharkiv Theatre was discussed in
detail in Yu. Loshkov’s monograph, which explored
the specifics of conducting in Ukrainian musical-
dramatic productions (Loshkov, 2007, pp. 153-167).
However, the specifics of the theatrical orchestra’s
activities, as a unique instrumental ensemble, in the
context of the formation of symphonic performance
in Kharkiv have not been studied.

The purpose of the article is to determine
the specifics of the functioning and role of the
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theatrical orchestra in the formation of symphonic
performance in Kharkiv.

Presentation of main material. The limited
information that has survived to this day allows
for speculation regarding musical accompaniment
in the Kharkiv theatre before the second half of
the XIX century. According to the recollections of
Ukrainian artist H. Kvitka-Osnovyanenko, in the
amateur theatre of Kharkiv during the 1780s-1790s,
students from additional classes of the local state
school performed (Kononova, 2004, p. 13), with
M. P. Kontsevich serving as their teacher from 1774
to 1796 (Husarchuk, 2017, p. 702). Information
about the training of 7-8 instrumentalists in
these classes and Kontsevich’s leadership of the
musical part of theatre performances, playing the
violin (Osnovyanenko, 1841), suggests that the
instrumental ensemble of the Kharkiv theatre
consisted of 8-9 performers.

In terms of size, Kontsevichs musical ensemble
was comparable to the serf orchestras common at
that time, particularly in Slobozhanshchyna, which
usually included 4 string instruments (two violins,
viola, cello), two flutes, two horns, and another
wind instrument, such as a clarinet, basset horn,
bassoon, etc. (Loshkov, 2007, p. 110). It is likely
that Kontsevichs ensemble was oriented towards
this type of instrumental composition, enabling the
performance of contemporary comic operas and
solo pieces (Osnovyanenko, 1841).

In the first half of the XIX century, the musical
accompaniment of performances at the Kharkiv
Theatre was provided, as in most provincial theatres
of the time, by rented serf orchestras. Renting serf
orchestras effectively addressed the issue of musical
accompaniment in provincial theatrical ventures
that practiced touring. A notable example is the
theatrical venture of the German I. F. Shtein, who
was active in Kharkiv: he joined the Kalinovsky
troupe in 1814, established his own troupe in 1816,
and held the last performance of his ensemble
in Kharkiv in March 1836. During its existence,
Shtein’s troupe performed in many cities across
Ukraine (Lysyuk, 1996), using local serf orchestras
for musical accompaniment. For instance, during
the troupe’s performance in Kremenchuk in 1825,
the orchestra of the landowner Kasinov was engaged
(Carnelius, 1825).
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Due to the lack of information, characterizing
the instrumental composition of these ensembles
is difficult. It is known that during Shtein’s troupe’s
performance in Kharkiv in 1818, the theatrical
orchestra consisted of 20 performers, accompanying
not only comic operas and vaudevilles but also
ballets and operas by K. Kavos, V. Martin-i-
Soler, and L. Cherubini (Kharkov notes, 1818).
Summarizing the significance of Shtein’s venture,
H. Kvitka-Osnovyanenko emphasized that his
troupe, almost concurrently with the capital theatres,
staged the best comedies and operas of the time, and
awarded the theatrical orchestra first place among
the instrumental ensembles of the surrounding
provinces (Osnovyanenko, 1841, 30.08).

During L. Mlotkovsky’s venture (1835-1844),
the specifics of the troupe’s operation did not
change: operating permanently in Kharkiv,
the performers toured nearby provincial cities,
necessitating the engagement of serf orchestras for
musical accompaniment. Renting such orchestras
constituted a significant part of the theatre’s
overall budget. Likely aiming to reduce costs,
Milotkovsky attempted to form his own orchestra
for performances in Lubny in the summer of 1840:
he recruited boys and trained them to play musical
instruments. Ukrainian writer E. Grebinka noted
after a performance in Lubny: “It is hard to imagine
aworse orchestra,” referring to the presence of flutes
and clarinos (high-pitched trumpets — C. L.), which
“screeched unbearably,” and “a specially designed
trumpet with valves” that produced a “thunderous
din” (Grebenka, 1840).

The failed attempt led Mlotkovsky to revert
to using serf orchestras at the beginning of the
autumn-winter season in Kharkiv that year. By late
1840, to improve the performance level of the rented
instrumental ensemble, the talented conductor
Burmytsky was invited. A reviewer noted: “The
main and most difficult aspect in the orchestra —
synchronization of voices — has noticeably
improved ... thanks to the persistent practice of each
(orchestra member — C. L.) on their instrument”
(Orchestra of the Kharkov theater troupe under the
direction of Mr. Burmytsky, 1840). At that time,
the orchestra consisted of 18 performers (Loshkov,
2007, p. 162).

In the summer of 1841, the musical
accompaniment of performances by the Kharkiv
troupe was provided by the orchestra of the Kursk
landowner Denisiev (Chernyaev, 1881). The
professionalism of this ensemble is evidenced by
their performance of Beethoven’s second symphony
during the intermission of a performance, described
by the reviewer as a “remarkable cultural event for
Kharkiv” (Orchestra of Mr. Denisiev, 1841). The
presence of Beethovens symphony in Denisiev’s
repertoire indicates that this ensemble at least met
the instrumental composition of a symphonic
orchestra.

Significant expenses for operating the theatrical
troupe, which were consistently unrecouped, on
the one hand, and the desire of Kharkiv’s elite to
have a permanent theatre in the city, on the other
hand, led to the transfer of managerial functions
from the impresario L. Mlotkovsky to the theatre
administration in 1844. This administration
included representatives of the city’s administration
and wealthy citizens. Aiming for quality musical
accompaniment of performances, theadministration
formed a permanent instrumental ensemble, which,
besides performing at the theatre, served municipal
artistic events and performed as the Commercial
Club orchestra, established in the 1830s by Kharkiv
merchants. Thus, by the mid XIX century, a
professional instrumental ensemble — the “Kharkiv
Theatre and Commercial Club Orchestra” — was
functioning in the city (Shchelkov, 1881). In this
situation, it was logical to invite authoritative, at
least locally, professional musicians to the position
of orchestra conductor.

In particular, in 1845, the conductor at the
Kharkiv Theatre was violinist D. Lanzetti. It is
likely that his conducting activities at the Kharkiv
Theatre were associated with the introduction of
professional touring musicians performing during
performance intermissions. In the summer of
that year, the theatrical orchestra accompanied
performances by “members of many philharmonic
societies,” including violinist Hauser and vocalist
Frisch (Kharkov old-timer, 1845).

From the late 1840s to the second half of the 1860s,
the conductor of the Kharkiv Theatre Orchestra was
A. Pavlovich, with the first mentions of him dating
back to 1845 when he conducted the instrumental



group of K. Schmidhoff’s touring troupe in Kharkiv,
which performed operas by E Boieldieu, F. Herold,
and D. Ober (Shchelkov, 1881). Contemporary
reports noted the “even, clear, and pleasant” sound
and coordination between the singers and the
musical accompaniment (Zakharchenko, 1846).
During the troupes tour in Kharkiv, the “deep
connoisseur and passionate lover of classical music”
K. Schmidhoff, “together with his troupe and many
Kharkiv artists and singers,” prepared and superbly
performed Beethoven’s monumental works — the
oratorio “Christ on the Mount of Olives” and the
Seventh Symphony (D. K., 1852), which indicates
the professionalism of the opera orchestra in which
A. Pavlovich gained his conducting experience. It is
likely that this musician remained in Kharkiv after
the departure of K. Schmidhoft’s troupe in January
1846, or after the troupe’s performances in the next
city, Kyiv. At least by 1848, A. Pavlovich was already
listed as the conductor of the Kharkiv Theatre
Orchestra (Shchelkov, 1881).

At that time, A. Pavlovich was a young man, as
he performed as a violinist and violist in the string
quartets of the Kharkiv branch of the Russian
Musical Society (later known as the KhB RMS) in
the early 1870s (Shchepakin, 2016, pp. 471-474),
and participated in a charity event in February 1883
(Stepanova, 1883). At the initial stage of his work
with the Kharkiv orchestra, the lack of experience
led to complaints about the quality of the musical
ensemble’s performance. For instance, after a
concert in March 1849, when the theatre orchestra,
conducted by D. Lanzetti, performed overtures
from the operas “Robert le Diable” by G. Meyerbeer
and “The Magic Flute” by W. A. Mozart, a reviewer
wrote that under the Italian conductor, the musical
ensemble performed much better (K., 1849). It
is likely that both D. Lanzetti and A. Pavlovich
were the two conductors of the Kharkiv Theatre
Orchestra in 1850, which had 30 musicians, and
which, according to a correspondent of the capital’s
journal, “performed poorly not only opera parts and
overtures but even accompaniment for vaudeville
numbers” (Modern Kharkov theater, an overview of
its stage activities. Article two, 1850).

A. Pavlovichs conducting talent developed
rapidly, contributing to his professional reputation.
In 1851, a Kharkiv newspaper correspondent wrote
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that A. Pavlovich was known as a skillful conductor,
particularly in accompanying singers (Noble
performance in Kharkov, 1851). In 1853, a second
conductor, Skripitsin, was invited to assist the
“gifted” A. Pavlovich, who led the orchestra during
performances in intermissions, while A. Pavlovich
handled the musical arrangement of theatrical
performances (Weinberg, 1853).

A. Pavlovich led the Kharkiv orchestra for a
long time, as evidenced by information in a local
newspaperabouttheconductor’sbenefitperformance
on December 30, 1863. The performance began with
an overture by the famous violinist and composer
O. Lvov, and during the intermissions between three
vaudevilles, works by M. Glinka such as “Nights
in Madrid” and “Kamarinskaya” were performed
(Theater note, 1863). At that time, the theatrical
orchestra had 21 musicians, which did not match
the specifications of a full symphonic orchestra
for which M. Glinka’s works were written (2 flutes,
2 oboes, 2 clarinets, 2 bassoons, 2 horns, 2 trumpets,
trombone, timpani, strings); moreover, in the
overture “Nights in Madrid,” there was an increased
number of horns (4) and a significantly expanded
range of percussion instruments (besides timpani,
triangle, castanets, cymbals, large and small drums).
This situation necessitated the augmentation of
A. Pavlovichs ensemble with musicians from
M. Khorvat’s wind orchestra (Theater note, 1863).

The optimization of the theatre orchestra’s
composition occurred, among other things, through
collaboration with Italian opera troupes performing
in Kharkiv in the mid XIX century. After the
performances of the Odesa troupe of Sarmatei in the
spring of 1864, which presented Kharkiv audiences
with operasby G. Rossini, V. Bellini, G. Donizetti,and
G. Verdi, a reviewer referred to the theatre orchestra
as “far from complete” in terms of instrumental and
numerical composition, noting the difficulty for the
musicians to quickly and effectively learn unfamiliar
repertoire and play under the direction of an Italian
conductor, whose foreignness hindered necessary
communication with the orchestra members, as
one reason for the rapid decline in public interest in
foreign artists (Lyubin, 1864).

Another factor in the “symphonization” of the
theatre orchestra’s composition was its participation
in city concerts performing academic orchestral
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music. For instance, the overture to Rossini’s opera
“Semiramide” was frequently performed at such
events (K., 1849). In March 1851, the orchestra
participated in three charitable sacred concerts
(A brief report on the social pleasures of Kharkov
residents during the Lenten season, 1851). The
orchestra likely participated in performances of
oratorios by J. Haydn, L. Spohr, and E. Mendelssohn,
conducted in Kharkiv by composer, educator,
pianist, and violinist E I. Schulz from 1851 to 1863
(Shchepakin, 2016, p. 93).

Regarding the instrumental and numerical
composition of musical ensembles, including
the Kharkiv Theatre Orchestra, contemporary
reviewers applied criteria such as “incomplete”
or “complete” orchestra. Thus, the orchestra,
when performing musical accompaniment for
theatrical performances or playing dance music at
balls and masquerades, appeared as a shortened
“incomplete” ensemble; however, participation
in concerts required adherence to the parameters
of a symphonic orchestra. Since such events were
initiated by authoritative professionals who aimed
to demonstrate exemplary musical performance,
the theatre orchestra was supplemented with local
instrumentalists. For example, on January 19,
1849, under the direction of the “famous artist”
E. Bertold, the oratorio “Paulus” by F. Mendelssohn,
which involved more than 150 performers, and
Bertoldis overture were performed; among the
orchestra members were musicians active in
Kharkiv at that time — violinists E. Nesvadba,
D. Lanzetti, Metzdorf, and others (Oratorio, 1849).
On March 15, 1851, pianist and composer Heinrich
Sakmeyer organized a concert during which the
theatre orchestra, in collaboration with Kharkiv
instrumentalists, played two symphonies — by
W. A. Mozart and L. Beethoven — and the overture
by Sakmeyer himself. A week later, the orchestra,
along with “the best musical talents” of Kharkiv,
took part in performing Rossini’s oratorio “Stabat
Mater,” honoring the local music teacher Valier
(A brief report on the social pleasures of Kharkov
residents during the Lenten season, 1851).

From the mid-1860s, the Kharkiv theater saw
significant improvements under the leadership of
the talented impresario M. Diukov. During April-
June 1868, the Kyiv opera troupe led by F Berger

and conductor K. P. Vilboa performed in Kharkiv,
enhancing the quality of the opera performances
(Chernyaev, 1895). Diukov likely engaged the
former serf orchestra of M. Khorvat, which had
previously worked with Vilboa, to improve the
orchestra’s performance for the Italian opera troupe
Sermatei (Peng Liu, 2024).

Vilboas first appearance leading the theater’s
orchestra was noted in August 1869 during a concert
by violinist G. Freeman. By September 1869, Vilboa
had made significant improvements to the orchestra,
although the existing instruments were still in poor
condition (Advertising, 1869). Vilboa critiqued the
orchestra’s size and instrumentation, comparing it
unfavorably with the symphonic orchestra of the
Mariinsky Theater, emphasizing that a full orchestra
was essential for performing symphonic music
properly (Theater orchestra, 1870).

Wilboa expanded the repertoire significantly,
including operas and operettas. By the end of 1869,
he had staged several works, including M. Glinka’s
“A Life for the Tsar” and J. Offenbach’s “Orpheus in
the Underworld” (Ginzburg, 1869). The theater also
hosted a German comic opera, demonstrating the
orchestra’s improved capabilities (Vilboa, 1870).

In November 1871, the Italian opera troupe
Sermatei, led by Gaetano Gracia, began performing
in Kharkiv. Gracias orchestra, consisting of
professional musicians, joined the Kharkiv theater
after the troupes departure in early 1872. This
addition enriched the theater’s repertoire with
musical stage works (Shchepakin, 2016).

In March 1873, young violinist and former
St. Petersburg Conservatory student Levenhof
joined the orchestra. He began conducting in
Kharkiv, and by December 1873, he was confidently
leading performances, including the opera “Fra
Diavolo” (Kovalev, 1873). By early 1874, Levenhof
had become the sole musical director at the theater,
overseeing numerous operas and operettas. The
orchestras high-performance level was praised by
critics, who acknowledged the improvement over
the previous three years (Local news, 1874).

At the beginning of 1872, the Kharkiv theater’s
orchestra underwent significant changes, reflecting
K. Vilboas efforts to establish a full-fledged
concert ensemble. The orchestra, which had been
under the local Commercial Club’s aegis, became



entirely owned by the Club in 1871, likely due to
dissatisfaction from the theater’s owner, M. Diukov
(Internal news, 1871). This transition was marked by
the purchase of new instruments for the orchestra
by the Kharkiv merchants (ibid.).

The opportunity for active performance outside
the theater allowed Vilboa to focus on developing
a serious symphonic repertoire. In May 1871,
the Commercial Clubs orchestra, under Vilboa’s
direction, performed works by M. Glinka, including
overtures from “A Life for the Tsar” and “Ruslan and
Ludmila” (Advertising, 1871).

In June 1871, a benefit event for the music classes
of the Kharkiv Women’s Music Institute featured
the orchestra performing a variety of pieces,
including F. Mendelssohn’s “Ruy Blas” overture
and works by Beethoven, Meyerbeer, and Strauss
(Internal news, 1871).

By the end of 1871, Kharkiv had two functioning
orchestras — the theater’s and the Commercial
Club’s one. Their professionalism allowed for high-
quality symphonic concerts, contributing to the
reopening of the Kharkiv Women’s Music Institute
(KWML.) in 1871. The combined efforts of both
orchestras, including top local musicians, met the
standard symphonic orchestra requirements, with
a total of 65 musicians (Theater and music notes,
1871). The KWMIL. concerts featured symphonies
by Beethoven, Schubert, and other composers
(Unofficial part, 1874).

A report from the KWMI for 1873-1874
highlighted a decline in symphonic performance
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quality in 1874, attributed to the incomplete
orchestra setup, as Diukov restricted the involvement
of theater musicians to only two (Unofficial part,
1874).

Conclusions. The primary source of symphonic
performance in Kharkiv was the Kharkiv Theater
Orchestra. The specifics of its development in
the mid XIX century were influenced by its status
as a state theater, funded and managed by local
authorities and merchants. This led to the formation
of a permanent orchestra with an instrumental and
numerical composition that met the standards of
provincial musical practice of the time.

The conducting activities of K. Vilboa during the
late 1860s and early 1870s were a driving force behind
the emergence of two orchestral ensembles in the
city: the theater orchestra and the club orchestra. The
specifics of these ensembles were that, while their
instrumental and qualitative composition adhered
to symphonic performance principles, the number
of musicians in each ensemble was significantly
limited, ranging from 20 to 30. To prepare for
symphonic concerts at the Kharkiv Women's Music
Institute from 1871, the theater and club orchestras
were combined to meet the academic standards for
both instrumental and numerical composition of a
symphonic orchestra.

Future research prospects involve exploring
the specifics of symphonic performance in the
cultural centers of Ukraine in the late XIX and early
XX centuries.
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A. ]I Ilep6anv. Tpancdopmanii BisyarpHoro o6-
pasy Ipuropisa Cxosopopu B XIX cromirri

3pificHeHO TepINii KOMIIEKCHMI aHai3 yCix (fieB’s-
i) Bigomux moprperis I. CkoBopomam kinua XVIII-
XIX crT., Ha[pyKOBaHMX OKPeMMMM UCTaMU i HaMasIbo-
BaHUX ofliftHuMK Qapbamm. Yxe Ha NOYATKy Nepiopy,
AKUI JTOCTIKY€eTbCs, TpaBepaMu O6y/I0 CTBOPEHO [Ba
BapiaHT! 06MmryuA Qinocoda. Onye i3 HuX, aBTOPCTBA
I1. MemepsikoBa i BukoHaHuit Ha o4arky XIX cr., 6yB
cxBanenuit cydacHukamn I. CkxoBopomu. Icnye m'sarb
JIABHIX BiAMOBIJHNUKIB 1]bOr0 300pa)keHHsI, MaIbOBAHUX
omiftHnMu papbamu. [Ipyra, faBHila rpaBopa, aBTopa
AKOI BUSHAUUTU He BJIAJIOCA, CIIOYATKY Oy/na MasoBi-
netepOyp3bKoMY BufjaHHi TBOpIB dinocoda 1861 p. Bif-
TBOPEHHA I1i€l TPaBIOPY IIOCTYIIOBO CTA/IN MEPEBAXKATH.
1894 p. Ha il ocHOBI ITeTepOyp3bKuMit XyHOXKHNUK B. Mare
Ha 3aMOBJIeHH i A4 BujanuA [I. baramia ctBopus cun-
KpeTuyny rpasiopy. O6mruus I. CkoBopopau Ha Hilt Bifi-
Pi3HAETDHCA IHIIVM PaKypCOM IIOfadi Ta TUM, 110 CTANIO
BOHO IUTACKIIIUM.

Kmiouoi cmoBa: Ipuzopiti Ckosopoda, xineyp XVIII-
XIX cm., epastopa, onitinuii nopmpem.

A. Shcherban. Transformations of Hryhorii Sko-
voroda’s visual image in the XIX century

The relevance of the study. Ukrainians have been
interested in the figure of H. Skovoroda for 200 years.
A great number of portraits with the philosopher’s diffe-
rent faces have been created. In modern informational
space we can come across a statement that there is no
picture reflecting his real features. Yet, in fact such
portraits do exist, though they are sparsely known to
the public that is currently using mostly the variants
transformed during the XIX century. Taking all the
mentioned into account, the relevance of the research is
extremely topical.

The purpose of the article. To characterize the
changes in the visual image of H. Skovoroda on the basis
of the changes in depicting his face in the portraits of the
end of the XVIII-XIX centuries.

The methodology is based on the historism principle
in combination with comparative method, which allowed
to reveal common and different features in the portraits
of the philosopher.

The results. The article presents the results of analysis
of 9 portraits of H. Skovoroda dated as the end of the
XVIII-XIX century, printed on separate sheets and
painted with oil paints. There is information about
the authors of one painted (the work of a painter from
Slobozhanshchyna, Lukianov, still non-identified) and
two printed ones. One of them was stipple engraved by a
Moscow artist Petro Meshcheriakov at the beginning of
the XIX century. During the first half of the XIX century,
while some people who personally knew H. Skovoroda
were still alive, there were two editions of separate sheets
of this work (an imprint from the first edition was pasted
in the manuscript of Mykhailo Kovalynskyi's memoir)
and published in a book and two magazines. As there was
no criticism from the contemporaries, there are grounds
to consider the portrait to reveal H. Skovoroda’s facial
features accurately. Five copies of this image painted with
oil paint dated approximately as the XVIII-XIX century
were analyzed. The one was singled out, which had been
kept by V. A. Zadonskii till the beginning of the XX
century and before that had belonged to his ancestors,
the philosopher’s friend Donets-Zakharzhevskyi. The
second, older engraving, which author was not identified,
first used to be not well-know. Yet, after its lithographic
copy was published in a Petersburg edition of the
philosopher’s works in 1861, its reproductions started to
dominate. In 1894 the artist from Petersburg, V. Mate,
created on its basis a syncretic engraving by order of
D. Bahalii and for his publication. Skovoroda’s face on
this engraving is distinguished by a different picture
perspective and by having become flatter.

Conclusion. Two variants of H. Skovorodas face
created by engravers at the beginning of the studied
period were actualized in different periods of the
XIX century and changed due to copying and rethinking,

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



which resulted in transformation of the philosopher’s
visual image spread in mass culture.

The scientific novelty of the research. The first
complex analysis of all known portraits of H. Skovoroda
of the end of the XVIII-XIX centuries has been made.

The practical significance of the article. The results
of the work should be taken into account when writing
scientific, popular-scientific articles and educational
publications or courses, as well as when creating works
of monumental art.

Keywords: Hryhorii Skovoroda, the end of the XVIII-XIX
centuries, engraving, oil paint portrait.

AKTyanbHicTh TeMM ROCTimKeHHA. [IuTaHHA
mozo 3oBHimHoCTi I CKoBOpOAY aKTya/bHe OHA/
200 pokiB. 3a 1eii 9ac CTBOPEHO 3HAYHY Ki/lbKiCTh
J10r0 MOpTpeTiB 3 pisHMMM o6MmIUYAMM. Y cydac-
HOMYy iHdOpMaliifHOMy IpOCTOpi HAaBiTh MOXKHA
3HAJTY TBEPIKEHHS, 1[0 HEMae JKOJHOTO MOPTpe-
Ta, AKWIT IepefjaBaB 6u peanbHi pucu obmaus ¢i-
nocoda. Hacripaspi Taki 300paxeHHs €, aje BOHNU
Ma/IOBifJOMi TPOMAJICBKOCTI, K HUHI BUKOPUCTO-
Bye 31ebinbmoro TpaHCGOPMOBaHI BIPOTOBX
XIX cr. BapianTH. 3Ba)Kal0uy Ha Iie, TeMa HaLIOTrO
NIOCIIPKEHHS € Ha/I3BMYAITHO aKTYa/IbHOIO.

IlocranoBka mpo6memm. Y MacoBiit KymbTypi
TPAHCITIOEThCA KilbKa BisyanbHux o6pasis I. Cko-
Bopopau. YacTuHa 3 HUX 3’ ABUJIACS BHACIIOK CTBO-
PEHHA HEeAKICHMX KOIIill 4) HEBJAMMX IIEPEOCMIUC-
nenb rpaBrop Kinug XVII — movarky XIX ct. Huni
CIIOTBOpEHi 300pakeHHsA [OMIHYIOTb, IO CTBO-
pro€ XMOHi yABIEHHA IPO 30BHIIIHICTh MMC/INTE-
s (Hanmpukiaz, GeiikoBuit MOpTpeT BUKOPUCTAHO
Ha 6ankHoTi 2500). Jo TOro X Kinbka 300pakeHb
MajDKe He OayeHi He Juile HIMPOKMUM 3arajiom, a it
HaYKOBLAIMIL.

AHami3 OCTaHHIX FOCTimKeHb i myOmikamiii.
[Tepunm mopo moprpera I. CkoBopomm Buc/O-
BuBcs I. CrerippoB. Y myOmikauii 1823 p. BiH 3a-
¢ikcyBaB iHpopmamito, mo nomaHoByBayi ¢iro-
copa s36epiramm «rpasiiioBaHe MemjepsKoBIM»
306paxenns (Cu., 1. 1823, c. 263). 1866 p. I. [la-
Hunescbkuil y npucsadenomy I. CkoBopopi posgini
npani «YKpanHcKas CTapyHa» IOKPUTUKYBAB OITy-
OmikoBaHe 1847 p. cxeMaTuyHe BiITBOpeHHs Halli-
faBHilmol rpaBiopy 3 mopTpetoM ([laHuneBcKumi,
1901, c. 82).

[PYHTOBHO /10 TUTAHH: BUBYEHHS IABHIX 300pa-
KEeHb JOMy4YMBCA nepep BigsHauyeHHAM 100-piuus
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Bin yacy cmepri I. CxoBoponnu 1894 p. [I. barariii.
Bin o6paB cepep 3HaHMX Ha TOJT 4ac Ba, Ha J10T0
IYMKY, Hait0i1p1 focToBipHMX moprpety. OguH —
MajIbOBaHMIT OMifiHMMM (apbami, 3 Komekii Xxap-
kiBcpkoro yikapss B. C. Anekcangposa (im. 2:2).
Hpyrnit — xu6Ho mpunucaxa aBTopcTBy I1. Meme-
pAKOBa HalifjaBHillIa TpaBiopa. TakoX HayKoBellb
BJIKOHAB IljiHHe jocmifkeHHA nopTpera [. Ckoso-
pomu (in. 1: 3), kotpuit 3 1879 p. 36epiraBcs B Imre-
paropcpkiit my6miuniit 6ibniorewi [TerepOypra. Ypa-
XYBaBIIM BUCHOBOK MUCTelTBo3HaBLA B. Cracosa
PO HEOPUTiHAbHICTb 300paKeHHA Ta JI0TO Kap-
AuHaNbHY pecraBpaniro M. baptkosnwm, [I. baranii
BiIMOBMBCS BiJf MyO/MKyBaHHS PelpOAYKIil IIbOTO
HOpTpeTa B I0Bi/IETHOMY CKOBOPOAMHIBCbKOMY BJ-
nauHi (Couunenus Ipueopus Cassuua Cko8opoodol,
cobpannvle u pedakmuposarmuvie npod. /1. 1. baea-
neem. FO6uneiinoe usdanue (1794-1894 200), 1861,
c. CXXVI). Tonpu e, I1. ITomos (1940 p.) 3po-
0MMB HPUIYILEHHS, 1O Ljelt TOpTpeT (Jo MOYaTKy
1940-x pp. 36epirascs B JleHiHrpaachKiit myoivHiit
0ibmioTeli) € «HaMI[iKaBIMM» i «OGHUM i3 Hail-
maBHimmMx» cepepn 6avenux ([Tomos, 1940). 1972 p.
[I. CrenoBuK BUCTIOBMB aBTOPCbKe OadeHH: icTo-
pii crBopenHs paBHiXx noprperis I. CkoBoponn,
30KpeMa IIPOTOTUITY MEPIINX TPABIOP, yBaXKa4n
HuM TBip 3 Myseto Tapaca IlleBuenxa B M. Kui
(im. 2: 4) (CrenoBuk, 1972). Ane aprymMeHTI I[ORO
TaKoi arpubyIIii Oy He MepeKOHIMBUMI, TOMY Iis1
BEpCis B IIOfIa/IbIIOMY He TPAaHCTIOBA/TACH.

Y 2024 p. omy6rtikoBaHO Haury GpyHIAMEHTAIbHY
CTaTTIO, Y AKiJl IPOaHa/Ii30BaHO BCi HaJJPyKOBaHi
Hanpukinui XVIII — B XIX cr. moptperu dino-
coda, chopMynIbOBaHO BUCHOBOK, L0 HANOiMbII
JIOCTOBIpHIM TpaBilfoBaHNM 300paKeHHIM 00/1IY-
4g MUCIUTENA € Te, AKe cTBopuB II. Memepsaxos
(Ilep6ans, 2024).

Merta cTarTi — Ha OCHOBi aHami3y 300paXkeHb
o6mryust I CkoBopozy Ha moprperax Kinus X VIII-
XIX CT. IpofieMOHCTPYBATy 3MiHM J10T0 Bi3ya/lbHO-
ro 06pasy, TPaHCTbOBAHOTO B MACOBY KY/IBTYY.

Buxnag ocHOBHOro Martepiamy ROCTifiyKeHHH.
HuHi [OKyMeHTa/lbHO MiATBEpIKEHI [aTyBaHHA
MatoTh ABi rpasiopu (im. 1: 1, 2: 1), cTBopeHi uyepes
KOPOTKUII IIePiof MMic/IA 3aBepLIeHHA 3eMHOTO I/IA-
Xy 000MYy/pa, KON KI/IY KiZTbKa YYHIB Ta 3HA4HA
KiIbKicTb iHIIMX 0ci6, KoTpi itoro 3Hamu. Ile BifOy-
JI0Csl He paHillle movyaTky 1795 p. (4ac HammMcaHHA
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yaneM i apyrom I. CkoBoponu M. KoBamHcbkum
pO3MIllleHOTO Ha IMX 300pakeHHAX BipIma-ermi-
tadii) i He misHime 1823 p., Konu, 3a CBiTYEHHAM
I. CuerippoBa, momaxosyBadi ¢inocoda 36epiram
«rpasiitoBanuii MeuepsAKoBMM» IIOPTPET 3 MifIu-
coM «PeBHUTENDb UCTVHBI, YXOBHBI borourerr.. .»
(CH., 1823, . 263).

AKTyanisanig nepioi 3a 4acoM CTBOPEHH: Ipa-
Biopu (im. 2: 1), aBTOp siKOi He BioMuit, movanmacs
1847 p. B metepbyp3bkoMy BufaHHi «Mnmocmpa-
yus». JIpyra rpasropa, aBTopcria II. Memepsikosa
(im. 1: 1), byma cxBajeHa cy4acHUKaMM MoO6OMYApa,
Ipo 10 CBigyarh my6mikanii came il B mepmux imo-
crpoBanux BupaHHAX 1po [. CkoBopozxy (30kpema,
xapkiBcpknx) (Illepbanp, 2024, c. 86). Haitbinpm
BiporifjHo, o 00MBa 300pakeHHs CTBOPEHi 3a
ininiatuBn M. KoBanmHcbKOro fAK IIpe3eHTaniii-
Huit 00pas, SIKUM y4eHb HaMaraBCs IIOKa3aTy He
JIVIIIe TIOPTpeT YUuTed, a it 3ammdpysary okpemi
aCIIeKT! JI0T0 BYEHHS Ta 00pas3HO IepefaTy Aesiki
BiJOMOCTI IIPO XUTTEBUI LI/IAX.

Bik Ta opsAr 300paxkeHOro Ha rpaBIOpax BifIo-
Bifae vacy, komu [. CkxoBopopa (ocoba 3 opHi€ero
3 HaJIKpaLIMX OCBIT, IKy MOKHA Oy/I0 Ha TOIl Yac
3pobytn B llentpanpro-Cxinniit €Bpomi) Bukia-
fiaB y XapKiBCbKOMY KOJIETiyMi i TOTOBAapMIIYBaB 3
M. KoBamuucskum. Ile mosicHi 300paskeHHs ToRu-
HI, KOTpa N03y€ CUJAYM, IIEBHOK MipOX MOJHOI, y
poskBiti cun, pinocoda-npocsiturens (Iepbans,
2024, ¢. 90, 92). Toit daxr, 1m0 Ha 0694l 306paxe-
HO YOTVpM 6OPOLIABKIL, 3aCBiUYe, 10 XYTOKHIKN
300paxany peaqbHOro YOMOBiKa.

[IpuBoziOM [I/11 HaNMCaHHA TIepeaHoro Ha Iop-
TpeTi PyKOIVCHOTO TBOPY (Ha Yac CTBOPEHHS IIep-
LIMX PYKOBAHVX MOPTPETIB He ONMyO/IiKOBAHOrO),
NIOBHA Ha3Ba fKOro «PasroBop, Ha3piBaeMblid AJ-
dasut, wu byksaps Mnpay», 6yno ycBizomneHHS
«m060MYAPOM» TIiJi Yac BUK/IafaHHs; B XapKiBCbKo-
My Koreriymi Toro ¢akTy, 1o 6arato y4His, ski Tam
HaBYA/IICS, OY/IV «HHE MAJIO K CeMY He POKICHHBDY,
a «[Tacteips J100peIi, loacadh MutkéBud, 60IbIIE
40 OtpoxoB u Hnom cBoGomin ot YuiiuiHa-
ro Ura Bo Iyt Ipupomsr ux, peuys Yenorbko-
mobito, ve Tmecnasitoy (CkoBopopa, 2011, ¢. 645-
697). HasBa Jpyrum ClIOBOM INeEPEKIMKAETHCA i3
¢pasomw, saky I. CkoBopopa 3am0BiB BUKapOyBaTH
Ha MOTWJIbHOMY KaMeHi, — «Mip 70BWI MeH:A, HO
He moiiMam» (TaM camo, c¢. 1373). 3a pagsHCbKUX

YaciB y IepeK/afiaX yKpalHChKOI MOBOI Iie CTI0BO
CKpisb IOfIaBa/IOCA fAK «CBiT», aJKe 3 TaKUM Bapi-
aHTOM TPAKTYBaHHA emiTadif mifmagana mig mpo-
IIaraHAMCTChKY KOHLEMNIII0 PO3YMiHHA XUTTEBOIO
LIAXY MUC/IUTENA K 60pOTHOM 3 HeCIpaBeINBO-
CTAMM 1, YHACTIIIOK 11bOTO, BiIXOZY BiJi TOTOYaCHOT'O
CBITCBKOTO XUTTA. AJle BilOMO, II0 CIOBO «MUP»
6oromysp BUKOPUCTOBYBAB Iile B OTHOMY 3Ha4eHHI,
CUHOHIMOM SIKOTO € «CIIOKii». 3[e0i/IbIIOro B 1[b0-
My ceHci ¢inocod HMM IOCTYTOBYBaBCA B TEKCTI
«PasroBopa, HasbiBaeMoro Ajpasut, unu byksapp
Mupa». A Hap 3armaBHOM0 «IlicHero» TBOPY, Hamu-
caHow 1761 p., MictuTbca dpasa: CKOHIIEM KM3HM
Halleit ecTh Mup, a Boxp k HeMy BOT, n o JTropcknx
pasHOMyTisAX» (TaM caMo, C. 645). Takoxk «Mup» y
60OroC/IOB’T Ma€ 3HAYEHHS «TUMYACOBOT KUTENCHKOL
cyetw». Y niepkoBHil boxxectsenniit Jlityprii micia
[Ipuyacta Ta nopaxu 3a Ceati [lapy cBAIeHHUK
IIOBEPTAETHCA 10 NPUCYTHIX y XpaMi Jofent i BU-
XOZIUTD 3 ONTapA 31 CIOBaMM «3 MMPOM i3uiifiemM».
Borocnosy BBaxarTh, o B paHHil Lepksi numn
CloBaMy O3HAYyBaBCA KiHenb boxoi cmyx6m i
IPUXOXKaHAM IIPOIOHYBANIOCA PO3IATHUCA [JOfOMY
«3 MypoM». ClI0BO «MMp» JIOBOJI YacTO Tpamif-
€TbCS B MONUTBAX, IIPO MUP CIIOBillla/Y SHTONN,
ciiBarouy B pi3aBAHy Hiu: «CnaBa B BUIIHIX bory,
i Ha semi Mup». [Ipo mup rosopus licyc Xpucroc:
«Munp mumato BaM, Myp Miit aro Bam». Haii6inbu
MVPHMMM MiCIIAMM B OJIKyMEHi € K/IaJloBIIIA. YBa-
KAa€EMO, 110 BYKOPUCTAHHA CI0BA MUP fK KII0YO-
BOT'O B HAIVCI HAa MOTWJIi, KOTPUII 3aII0BiB HAHECTU
I. CkoBopopia, Ta B Ha3Bi i TEKCTi KHUTH, AKY BiH
TpUMAE Ha 300paXkeHHAX, He Bunajkose. CaMe rpy
JI0T0 3HaYeHb, OYEBNHO, 3alINI(PPOBAHO B LIbOMY
BUIAJIKY.

[Ipykmasom BIUMBY XMOHOTO IepeKyIafy ClIoBa
Ha TyMadeHHA TBopy . CKoBOpOAM € «BOTHOCTD»
(«le Jlibeprare»), sike B. IlleBuyk mepexnmas sk
«cBobopa». CaMe 1ieif BapiaHT epeK/afy HaOip
TOMIMPEHNIT Y CYYaCHiN KY/IbTYpi, i10r0 BMBYAIOTh
y MeXax IIKiIbHOI IporpamMm. Aje iioro BUKOPU-
CTaHHA 3aTbMapIO€ CEHC 3TaiKV HAIIPMKIiHLI Bipiia
«otus borganar. Ockinbku mob6oMynp MaB Ha yBasi
«30710TY BO/IbHICTb», IK IIPUBLIEN TONTbChKIV ITIAX-
Ti, AKMIT KO3aLbKi BiJiCbKa Iifi TpoBOfOoM b. Xmenb-
HMIIBKOTO 3aBOOBA/N J/IA YKPAIHChKOI CTapLIMHIL.
A B cepemuni XVIII ct., komu ¢inocod Hamucas
«[le Jlibeprate», rerbMan K. Po3ymoBcbKumii, 3 po-
JIMHOK SKOTO TICHO CI/IKYBaBCA FOTIOBHMII YYeHb i
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In. 1. Ipastopa I1. Mewsepsxosa (1) 3 nopmpemonm I. Ckosopoou ma ii 8i0nosioHuKu, MAnb08aHi onitiHumu Gapoamu.
2. Asmop nesidomuii. [Topmpem, ujo na nouamxy XX cm. nanexas B. 3adoncokomy i3 c. Benuxuii Bypnyx Boguarcvrozo
nosimy (Anv6om Bvicmasxu XII Apxeonoeuueckozo cvesoa 6 e. Xapokose, 1903, in. 107). 3. Aemop nesioomuii. ITop-
mpem, wio 36epieascss 6 Canxm-Ilemep6ypsi. Kineup XVIII — nouamox XIX cmonimms. 3a mamepianamu 6iokpumozo
inmeprem-pecypcy. 4. Asmop nesioomutl. [[wcepeno: Hayionanonuii myseii Tapaca Illesuenxa, XK-249.
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In. 2. Aemopu nesioomi. Ipasiopa kinusa XVIII (?) — nouwamxy (?) XIX cm. 3 Biodiny piokicHoi xrueu ma
pykonucie Haykosoi 6i6niomexu Mockoscvkoeo depicasHoeo yHisepcumemy im. M. B. JlomoHocosa ma ii in-
mepnpemayii. 2. Aemop Hesidomuii. Ilopmpem, wo nanpuxinyi XIX cm. nanexas xapxiscokomy nikapio
B. C. Anexcanoposy (Anv6om Boicmasku XII Apxeonoeuueckozo cove3oa 6 e. Xapvkose, 1903, in. 124). 3. Aemop
Hesidomuii. Inocmpauia do knueu 1861 p. (Couunenus 6 cmuxax u npose Ipueopus Cassuua Cko60pooui.

C ezo nopmpemom u nouepxom ezo pyxu, 1861, exneiixa). 4. Asmop nesioomuii. 36epieacmuvcs 6 Hayionanvo-
my mysei Tapaca Illesuenxa, JK-137.



npyr I. CkoBopopy M. KoBanmuHcbkuil, 3iiicHIOBaB
BaX/IMBI KPOKM IOJI0 MOBEPHEHHSA [0 KO3aIbKNUX
BOJIBHOCTEIA, SJIOGYTI/IX b. Xmenpanupknm. [lo pedi,
BUJIATHUI JOCTIHYK XUTTA Ta TBopyocTi [. Cko-
Bopozu JI. Yikanos 1je coBo He nepeknazas (Cko-
BOpO#a, 2015, c. 56).

OO6uzBi rpaBopy MAKTH BIAMNOBITHUKM Cepef
iaBHIX oniitHux noptperis. Ti, Axi My ommcanu B
nontepenHiit crarri (Lllepbanp, 2024, c. 88), y wiit
ny6nikanii He aHanisyBaruMemo. /Iumens 3ayBa-
XKIMO, 10 JKOZIEH 3 HMX He MIl Ha/leXXaTy IeH3/T0
xygoxHuKa 3i Croboxanmyam JIyk’ sHoBa 4u 6yTH
Jioro komiero. Haragaemo, mo mpo LjbOro MuTIA
BiJOMO /IMIle 3aBJAKY JIUCTY Bif 2 KBiTHA 1794 p.,
AkuM A. KoBanieBCbKMIi, Y MA€ETKY KOTPOTO IPOBiB
ocTanHi Micani xurta dinocod, mosigomns M. Ko-
BA/IMHCBKOTO, 1[0: «O/1aroc/ioBeHHoit cTappir; Cko-
BOPOJIa, YTPY)KZICHHOI O0/Me3HAMM 110 BIacTu 60-
Xiell, TOHEMHOTY HadajT 0OMararua, 1 >K1BOIIVCel]
3MelHbIN JIyKbAHOB IIAPTPET C HEBO CHAJL, KOTOPOII
K BaM cam [OCTaBmO ¢ YKpamHCKMM [JOMAaLIHUM
roctuHIeM» (CkoBopoma, 1973, c. 483). Bizomo
(3a omucom I. Cpe3HeBCbKOro, KOTpUIT ONUTYBAB
3Hartomux 3i [. CKoBOpOJi010 JHofielt), 0 B CTapo-
cti Mucnurenb MaB «xyfe 06mu4ds, 4OpHi 3amai
04i, KOTPi IIPUXOBYBAINCA 32 CUBVIMU HAaBUCIUMUI
OpoBaMI», a TIepefl CMepTI0 — IIe 71 MNIMBCS 6e3
Bosoccst Ha royosi (C.p.3.x.ro, 1834, c. 79, 90). Ilo-
ni6Hnit o6pas I. CkoBopoga oTpuMaB 3 BikoM, Iie-
PETBOPMBIINCH HAa «CTAp4MKa» BHACMIOK XXMUTTA
MaH/piBHUM Qinocodom.

Hivoro i3 nporo Ha aHami30BaHMX HOpPTpe-
Tax HeMmae. [onoBa Qinocoda mokpura BOIOCCAM,
X04a JI He IycTUM, OpoBM — 4OpHi Ta TOHKL. [lo
peui, 3auicka [. CkoBopozu Ha 300paXkKeHHAX KiH-
g XVIII — nepmoi nonosuun XIX cT. BigMiH-
Ha Bif TMpaxoBaHol y XX-XXI CT. CTpIYKKY «IIif|
MakiTpy». Ha rpaBropi pisnem Bomoccs migHATe B
OJJHOMY MICIIi TaK, HibU TIOKPMBAE HEBENKY TYITI0
(im. 2: 1). Ha tBOpi I1. Memepsikosa nogi6Ha 1o ryi
TeMHa IUIAMa Oi7IbIIOro po3Mipy MOMiTHa Ha Io-
i dinocoda (in. 1: 1). YBaxkaemo, 1m0 Takum
Y)[HOM TPaBepy HaMaramuca IepefaTy 3adecaHy
Ha3aJ| 4ymnpyHy i 3ibpaHe Bomoccs.

Cepen omniliHuX iHTepmpertaliil rpaBlop BUpis3-
HAETBCA TBip, KOTpuit HUHI 36epiraeTvcs B Hario-
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HanpHOoMy Mysel T. I. IlleBuenxa (im. 2: 4). [I. Cre-
IOBMK BNC/IOBYB BEpCil0, L0 Ij¢ OpUIiHATbHMI
noprpet poboru JIyk'stHOBa i, BiIIIOBifiHO, TIpOTO-
TUII i1 HalipaHHILIOI IpaBIOpY, OCKi/IbKM, Ha i10ro
TepeKOHaHHs, 1i 300paKeHHsI B yCbOMY IMOMiOHI
(CremoBuk, 1972). Ane ne He tak. Hampuknap,
pO3TalllyBaHHsA HAIMCY Ha KHU3] TaKe, K i Ha rpa-
Bropi II. MemiepsikoBa, a uil — 30BCIiM He CXOXI.
[I. baraniit y mepegMoBi 1O IOBiIEITHOTO BMIAHHA
tBOpiB I. CxoBOpoau (1894) oxapakTepusysas Ieit
noprpet (Ha To¥t yac BiH 36epiraBcs B My3ei BuTo-
HYEHJX MIUCTENTB XapKiBCbKOTO YHIBEPCUTETY) K
«IUIOXO CJIe/IaHHBI ¥ IYPHO coxpanuBImiicsa» (Co-
uunenus Ipuzopus Cassuya Ckosopoovl, cobparHbvie
u pedaxmuposantvie npod. JI. M. bazaneem. K06u-
netinoe usdanue (1794-1894 200), 1894, c. CXXVI).
B Anb6omi XII Apxeonorignoro 3'i3ny B Xapkosi
(1902) 3HaunThCA, WO BiH mMepeOyBae y BIACHOCTI
Mysero crapoxuTHOCTel XapKiBCbKOTO YHiBEpCH-
Tety, Kyau 6yB noxeptysauuit I. M. Kabemrroum
(Anv6om Boicmasku XII Apxeonozuueckoeo cve3oa 8
2. Xapuvkose, 1902, c. 21). Lleit rpoMafcbknii Aisfd,
arpoOHOM, 300TEXHIK, IIONY/IAPM3ATOP arpOHOMIY-
HUX 3HaHb OyB ypomxeHieM CapaToBCbKoi rybep-
Hil. 3 1874 p. BiH cTaB yIpaBuTeNeM MaeTKiB rpada
M. M. Toncroro B 3enenbkiBui Ta [Jmutposui Jle-
OemHCbKOro MOBITY XapKiBcbKoi rybepHii. Memr-
KaB y MaeTKy «IpebiHHMKiBKa» Bemko-bobpuip-
koi BonocTi Cymcpkoro nosity (Konmomienp, 2022).
Hait6inbur iMoBipHO, 1[0 i MOPTpeT MOXORUTD i3
micip mo6ins Jlebenuna, e I. CkoBoposa HeoxHo-
pasoBo OyBas. Bipm-emitadis Ha HbOMY CBifUNTD,
1110 po6oTa cTBOproBanacs micns cmeprti dinocoda,
TOMY, O€3IepedHo, BOHA He MOKe Ha/IeXKaTy IIEeH3/TI0
JIyx’stHOBA.

Jlo HUHINTHBOTO 3alliKaBIeHHA Bi3yalbHUM 00-
pasom I. CxoBopopnu, HacKinbKu BifoMo 3 my6rmi-
Kallii, IBa JaBHi OMiiiHi OpTpeTH, e 306paKkeHo
0co0y 3 pucamm 007MYYst, TOAIOHNMIY IO TUX, SKi
300paxeni Ha rpasiopi II. MemepsikoBa, He Oynu
akTyamisoBaHuMu. [lepumit HuHI 36epiraeTbcs B
Hamionansromy mysei T. I Illeuenka (mam. 1: 4),
Kyznu 6yB mpupbaumit y 1952 p. B Memkansa M. Mo-
cksa O. B. Toppona'. I]ikaBo, 1110 Ha HBOMY MicIi, fie
Ha rpaBropax 300paxkeHi 6opopaBky, Hi6U 3atepTi.

1 JlaKyemo cTapIIoMy HaykoBoMy criBpo6iThuky HauionambHoro myseto Tapaca Illepuenka Onbsi Kosiniit-Kocuipkiit 3a gomoMory B ompaijioaHHi

bOro noprpeTa.
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YopHo-6ina ¢oToKomis Pyroro mopTpeTa
(im. 1: 2) mictutbes B anmbbomi XII Apxeonorignoro
3’i3ny B Xapkosi (1902). Bin 6yB ogxuM i3 Haitbins-
umx (54x71 cM) i HalimalicTepHille HaManboBa-
HMX Ta Hajexas B. 3aoHcbKOMY i3 cen. Benmkmit
Bypnyk BoBuarcbkoro mosity (Anvbom Bvicmasku
XII Apxeonoeuueckoeo cvesda 6 2. Xapokose, 1902,
c. 20). Cran nonotHa Ta ¢apboBoro mapy cBif-
4arh, 10 TBip Ha moyaTok XX CT. BXe OYB JaBHIM.
Oco6MMBOCTAMY LIBOTO 300paKeHHs € HAsABHICTH
erkoi mocMilmky Ha muni dinocoda it Te, mo Ha
0OK/IafUHLI KHUTY He MOMITHO HasBU. BracHux
TBOPY OyB IpanpaBHyKoM ToBapuia I. CkoBoponu
SI. M. 3axapikeBChKOTO i crafkoemIiem capubu, y
sKiit HeoHOpas3oBo 6yBas dinocod. Tobro, sAKIIO
1eit mopTpeT i He 6YB IPYDKUTTEBUM, TO TIPUHATIM-
Hi BiH 3a/J0BO/IbHAB BJIACHMKIB MA€ETKY, OCKIIbKI
BUITIAZIAB K IPOTOTHIL.

Yomy X Ii 300paxkeHHs joci He MyOmiKyBam-
sl B CKOBOPOAMHIBCBbKYX Tpanax? [loscHenns 6a-
HajibHe — e dinocoda Ha HUX He OYI0 CXOKUM
Ha IONY/IAPM30BaHi MicaA BUXOAY Y CBiT 1861 p.
(im. 2: 3) B cronuy imnepii — Iletepbypsi, 3ib6paH-
H1 itoro TBopiB (Couunenus 6 cmuxax u npose Ipu-
eopus Cassuua Cxosopodvt. C e2o nopmpemom u
nouepxom ezo pyku, 1861), me imocrparieo cyry-
Bazia jitorpadivyHa Komist 3 HaiiiaBHIIIOI rpaBIOpPIL.
Ha Toit yac 6inburicTb ofielt, sIKi ZOPOCTUMI 0CO-
6ucro sHamu I. CkoBopony, momeprmu. [ly6nikanis
B CTOIMYHOMY BUJAHHI «y3aKOHIOBaja» caMme el
06pa3. [lo peui, Maixe aHAJIOTI4He ONPYUTIOHEHO-
My 1861 p. obmuus dinmocoda MicTuTbCA HAa HUHI
eKCIIOHOBaHOMY B MemopianbHOMY My3ei CkoBo-
pomu (M. Ilepescnas) omiitHOMy TOpTpeTi, Tpagu-
uitHo patoBanomy kinem XVIII c1. (Iep6ans,
2024, in. 3: 3). 3Baxaroun Ha Te, 0 ONyOIiKOBaHe
1861 p. 300pakeHHS € KOIi€W YacCTUHYU HaliJaB-
HIlIOI TPABIOPY, € MiJCTAaBU /I BUCHOBKY, IO i1
TepesiCIaBChbKIII OTTHWIL TOPTPeT MOXKe OyTH pe-
3Y/IbTAaTOM II KOIiI0BaHHA. AJle He BapTO BiIKIaTH
MO>X/IMBOCTI TOTO, 1110 Ma/IbOBaHa KapTIHA € IHTep-
TIpeTalielo HapyKoBaHOro B 1861 p. 300paskeHH .

Came Tum 06/m1yys Ha rpaBifioBaHOMY pisLieM
noprpeTi BBaxaB Han6inpmr npaspusuM [I. bara-
7iit. YHaCiOK peTenbHOro focmimkeHHs (akTis,
IIOBAI3aHUX 3 ICTOpi€0 OJiifHOrO MOPTpeTa, KO-
Tpuit 36epiraBcs B [letepOypai (in. 1:3), HaykoBelb
JIIIIIOB BYICHOBKY, 10 300pakeHHA Ha HbOMY He

BapTO BMKOPMCTOBYBATK SIK IPe3eHTALiHWII 06-
pas I. CxoBoponu. Haromictb Hait6inbur iMoBip-
HOI0 Komi€lo po6otu JIyk'ssHOBa, Ha J10TO AYMKY, €
300paxkeHHs omiitHuMK Qapbamu, KOTpe Hampu-
Kini XIX cT. Hamexamo XapKiBCbKOMY JIKaplo,
«MOOUTENI0 PYCCKOM CTApMHBI ¥ MATOPYCCKOMY
noary» B. C. Anexcanzposy, 1o 0y/10 «Bpaxkaioye
nopioHe» o rpasropyu I1. Memepsikoa (Couunenus
Ipueopus Cassuua Ckosopodul, cobparHbie U peoak-
muposannvie npo. /1. V1. bazaneem. IObunetinoe us-
oanue (1794-1894 200)., 1894, c. CXXVI-CXXVII).
Opurinan nmoprpera, 1o Hanexas B. Anekcanzpo-
BY, loCi He 3HaiiieHo. AJle 30epermnch ioro omuc
(3 HBOTO BiTOMO, IJ0 MATIOHOK 3pO0IEHO Ha Kap-
ToHi (Anvbom Bwicmasku XII Apxeonoeuueckozo
cve3da 6 2. Xapvkose, 1902, c. 124)) i yopHO-6irne
¢oro (in. 2: 2). [TopTper, 3a OBiTOMIEHHAM BIac-
HUKa, OyB cTBOpeHmit 3a >xutts I. CkoBOpoay A
nikaps I. Perimonbcbkoro. A mpo 110ro JaBHICTb, 32
BUCHOBKOM ]I. baranis, cBigumaa «MiX iHIIUM CTa-
poBuHHa ompasa» (Couunenus Ipucopus Caseu-
ua CK080podvl, cobpanHvle U pedakmuposanHole
npogp. 1. M. baezaneem. KO6uneiinoe uzoarue (1794-
1894 200), 1894, c. CXXVI-CXXVII). Ha namry
IYMKY, 1Ii apryMeHT! HeOCTAaTHbO MepeKOH/IMBI.
CyMmHiBM, HalpUK/IaJ, BUHUKAIOTb TOMY, IO B PiK
cMepti dinocoda 1. PeiimonbcbkoMy BUTOBHIIOCH
Mue IATh pokiB (Hapopusest 1789 p.), a Ipuro-
piit CkoBopopa 6ys 71-nitnimM. TobT0, IOpTpeT Ma-
noBaBcs He 3 HaTypu. JIune I CkoBopopy Ha HbO-
My 11030aB/ieHe puc iHMBiTyanbHOCTI, HABHUX Ha
TpaBIOpax i BUILE3Ta[JaHNX Ma/JbOBaHMUX OJIIIHMMI
dapbamu 306paxenHsx. OBanbHe 0OOpaMIeHHS,
O4YeBI/IHO, IOBTOPIOE PAMKY Ha IpaBIOpax. Yce Iie
HAIITOBXYE Ha AYMKY, 0 Lje — iHTepIpeTalis He-
BJCOKOI Xy/I0)KHbOI IJiIHHOCTI Hal{[JaBHIIIOI TPaBI0-
pu. IlommnkoBo BBakatounm, mo Mermepsakos 6yB
aBTOpOM TrpaBlopy pisueM, JI. baramiit 3amoBus
netepbypabkoMy npogecoposi B. Mare 06’ exnan-
HA B OTHOMY 300pakeHHi pyc s ocobu, 306pa-
KEHOI Ha TopTpeTi 3 Konmekuii B. Anekcanaposa i
HalifaBHiol rpasopy. BifmosigHa rpasoopa Ha
fiepeBi Oyna omy6ikoBaHa B I0BiNEIHOMY BUJaH-
Hi TBopiB Qinocoda (Couunenus Ipuzopus Cassu-
ua Ckosopodvl, coOpanHvie U pedakmuposarHoie
npodp. 1. M. bazaneem. KO6uneiinoe uzoarue (1794-
1894 200), 1894, c. CXXVI, Bkreiika). 306paxeHa
Ha Hilf 0co6a oTpuMaa 6imbII MpsAMOCTiliHe it OMo-
nomxeHe e (im. 3).



In. 3. B. Mame. Ilopmpem I. Cxosopoou (Couurenus
Ipuzopus Cassuya Ckosopoovt, cobpantbvle u pedaxmu-
posannvte npod. JI. V. baecaneem. KObuneiinoe usoanue
(1794-1894 200), 1894, sxnetixa).

Amnanis mampoBanux moptpetiB I. CkoBopopu
TO3BOJISE MIOIATM Ki/IbKa Ba)XKJMBUX AaCIIEKTIiB IO
posyminHs ikoHorpadii o6pasy. [lo-nepiue, BHaci-
JIOK TOPIBHAHHA IX i3 HalJABHIIIMMM TpaBIOpaMu
MO>KHA BIIEBHEHO CTBEPIDKYBATH, 110 pinocod mo-
3yBaB CHJAYM, OK/IABIIM PYK! Ha 3iTHYTi HOTY, a
XYAOKHUK 300paskaB J10T0, AUBJIAYNCH HA 004
3HU3y foropu. L[um ¢akToM HOACHIOETbCA TEBHA
«HETpMpPORHICTb» 03K, BinsHadeHa [I. Cremosu-
koM. IIo-fipyre, MaeMoO MificTaBy A/ BUCHOBKY, ILJO
IIij] 1iBOIO PYKOI0 300paxkeHO TOpOY, a He MOAC, AK
yBakanocsi pasime. Haii6inbin BupasHo meit ax-
cecyap BUIIVCAHO Ha NOPTPeTi, 110 30epiraeTbcs B
HarionanbHomy Mysei Tapaca Illeuenka (im. 1:4).
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Bin 6yB 6/micKky4nm, KibKakomipHuM (MaB BifTiH-
KJ 3€/IeHOTO, YePBOHOIO Ta >KOBTOTO), OYEBVIHO
moBKoBUM. [[igTBEPHKYIOTD 110 YMKY i pe3yib-
TaTy JeTaJbHOTO AaHAJTi3y 300pa’keHb HA HallaBHi-
umx rpasiopax. Ilo-Tpere, Ha moptperi i3 cagubu
B. 3a/j0HCbKOrO MOMITHO, IO MY3MYHMII iHCTpY-
MEHT y mo6oMy/pa Oi/IbII CXOXWIT He Ha 3BUYAIIHY
COTIJIKY, @ Ha (IeitTYy.

Bucnosku. IIpoananisoBaHo Tpu rpasopu Ta
wicTp onifiHux noptpertis I. CkoBopoau, cTBope-
Hux y fpyriit monosusi XVIII - na movarky XIX cT.
Ha Bcix HuX 300paxeHO TIOAMHY BiKOM O1M3bKO
40-50 poxiB, ofiAr i KHUTA B PYLi AKOI HATAKAKTDH
Ha peaii 3 xurta dinocopa 1760-70-x pp. Tomy
CTifi BiIMOBUTMCA BiJj IPAKTUKY IIPUIVMCYBaHHA
IXHBOTO TIPOTOTUITY CTOOOXKAHCBKOMY XYHOXKHI-
KoBi JIyK'sIHOBY, KOTpUIT CTBOPUB TlepefiCMEPTHUIL
noprpet pinocoda. [Togano BUCHOBOK, 1110 Bepui-
KOBAHOIO JTIOf{bM, sKi 0c001CTO 3Ha/MN dinocoda i
Oy HaOMKEHNMH JI0 HbOTO, € rpasiopa I1. Me-
IepPAKOBA J1 OIIHMIT TIOPTPET, AKNI HaIPUKiHIII
XIX — na nmoyarky XX cr. 36epiraBcs y B. A. 3a-
floHcbKOro B cel. Bemmkmit bypnyx BoBuaHcbko-
ro nosity. Came 1ii 300paKeHHs, yBaKaeMO, Haii-
6111 TOYHO Biff0Opa’KalTh pearbHy 30BHIIIHICTD
I. CkoBopoan.

IcHyBama me ofHa HaliJaBHIilla TIpaBIOpa
(pisuem), aBTOp AKOi HEBiZOMMIL. [i mowam aKTy-
anisyBatu (CIo4aTKy B eTepOyp3bKIX BYUIAHHSAX)
nue 3 1847 p., Komut OibLIiCTD JTIOfiel, SKi 3Ha/M
I. CxoBopopny mopocmmu, nomepmn. Ha wiii rpa-
BIopi dinocody Oyno HagaHo memo iHIMII BUpas
009y

CrBopeHi rpaBepaMyt Ha OYATKy Hepiofy, AKMit
JOCTI/PKYEThCSA, IBA BapiaHTU 06muus I Ckoso-
ponu, y pisHi yacu aKTyajmisyBamucs i 3MiHIOBa-
JIICA BHACIJIOK KOIIIOBAHHA Ta NEPEOCMUCIEHHS,
TOMY BiITBOPIOBAaHMII MAaCOBOX) KY/IbTYPOIO Bi3y-
anbHMit 06pas pinocoda rpanchopmyBascs.

IlepcnexTiByM NMofanbIIMX AOCTiAKeHb. BapTo
IIPOaHaIi3yBaTy, K 3MiHIOBaBCs Bi3yanbHuil 00pas
I. CkoBopomn Bipoposx XX — movarky XXI cT.

Cnucok nocunaHb
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xax u npose (Ku. 1, 1833, cc. 67-92.). Tunorpadus C. CenuBaHOBCKArO.
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M. A. Anncyna. TpoM6OH AK COMbHMIT IHCTPYMEHT y
cBiTI1i Opranonorii Ta icropiorpadii

CraTTio NpUCBAYEHO BUAB/IEHHIO OPraHOIOTIYHMX
0COOMMBOCTElT IHCTPYMEHTa B KOHTEKCTI JOCTi/KEHHS
COTIOI0YOT0 TPOMOOHA. 3 TIOILAY OPTaHOTIOTI] K KOMII-
JIEKCHOI HAayKM IPO iHCTPYMEHTHM SIK «OpTaHM», «3Ha-
PAALSA» MY3MYHOTO MUCTIEHHSA, TPOMOOH € MeTOUYHUM
iHCTpyMeHTOM TPy MifHUX aepoQOHiB, AKNIL, 3aBL-
KI KYJIiCi, MOXXe BiJTBOPIOBATH Bifpi3KM XpOMaTUYHOI
raMJ B ME&Xax TPbOX OKTaB 3 MOXK/IVBICTIO IPMPOJHO-
ro rricaHfyBaHHA. Y cTumi-06pasi TpoMOOHa IMoef-
HYIOTbCA JI0T0 aKYCTUYHI Ta CEMAHTUYHI pecypci, 1o
BMOX/IMBITIOKTD 6araro(yHKIiOHaTbHE BUKOPUCTAHHA
IIbOTO {HCTPYMeHTA B Pi3HUX JKaHpaX My3UKM. Y CTaTTi
OKpeC/IeHO IILAX pOPMYBAHHS COMbHYX AKOCTEN TPOM-
00Ha, TpeAcTaBIeHo KnacuQikaliilo BUAIB TPOMOOHHO-
IO COJTIOBAHHS, Cepeft AKIX BUOKPEMIIOETbCS OHOOCI0-
He HeaKOMIIOHOBaHe — TBOPM /I HEAKOMIIOHOBAHOTO
TpoMOOHa. 371e6i/bIIoro Iie Oy MiHiaTIOpy IpOrpam-
HOTO Ta HENpOTPaMHOIO 3MICTY, a TaKO)X COHATM I
TPOMOOHa, IIpeiCTaB/IeH] y TBOPAX AK 3apyODKHIIX, TaK i
6araTbox yKpaiHChkux aBTopis. Crermdika Takux TBO-
piB BifjpisHAETbCA INOENHAHHAM O3HAK KOHILEPTHOCTI
(IpMHLMII COMIOBAHHS) Ta KaMepHOCTI (BifTBOpeHHS B
OFIHOTOIOCCT YHKIIiM aHCAaMOJII0 3 pIBHONOTEHIITHIMM
ronocamu-pericrpamu). Came 1ieii I1acT TPOMOOHHOT
TBOPYOCTI € HAJIMEHII JOCIDKEHNM, @ TOMY NOTpebye
OKPEMOTO BUBYEHH:, IOYATOK AKOTO 3aKMafleHO B il
CTarTi.

KmiodoBi cmoBa: mpombon, membposa cemanmuxa
mpomOoHa, MpoMOOHHE COMIOBAHHS, HeAKOMNOHOBAHUT
COMOI0H4UTE MPOMOOH, COMbHA MPOMOOHHA MiHiamiopa.

D. Yanzhula. Trombone as a solo instrument in the
light of organology and historiography

Problem
instrumentology, the primary task is to identify not
only technical but also semantic (artistic) qualities

statement. In contemporary

of instruments that belong to the general concept of
“instrument style”. This regards trombone artistry,

the study of which extends beyond instrumentation
and intersects with issues in philosophy, aesthetics,
and culture studies. Such contextual understanding
of trombone style is presented in this article, which is
dedicated to studying the least researched aspects of
trombone creativity and performance — solo trombone.

The purpose of this paper is to identify the organology
characteristics of the instrument within the context of
researching the solo trombone.

The relevance of the article lies in the demand for
comprehensive developments of instrumental styles,
including trombone, in contemporary theoretical
musicology, as well as the absence of works dedicated
to incorporating the corresponding musical material
required for developing a similar theme.

The results. From the perspective of organology
as a comprehensive science of instruments as “organs’,
“tools” of musical thinking, trombone is a melodic
instrument of the brass aerophones group, which, thanks
to its slide, can reproduce segments of the chromatic
scale within three octaves with the possibility of natural
glissando. The trombones acoustic and semantic
resources are combined in its stylistic image, allowing
for multifunctional use of this instrument in various
music genres. The article outlines the path of forming
the solo qualities of the trombone, presents classification
of the types of trombone soloing, among which solo
unaccompanied works for the trombone are highlighted.
These mostly include miniatures of both programmatic
and non-programmatic content, as well as sonatas for
the trombone presented in the works by both foreign
and Ukrainian authors. The specificity of such works is
concluded in the combination of concert characteristics
(the principle of soloing) and chamber characteristics
(reproduction in a single voice of ensemble functions
with equally potent voices-registers). This layer of
trombone creativity is the least researched and therefore
requires separate study, the beginning of which is laid out
in this article.

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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The scientific novelty of the research. Solo trombone
music becomes an autonomous center containing
everything characteristic of the trombone image and,
within its competence, demonstrates all genres that exist
or have existed in it. The proper qualities of the solo
trombone are revealed in unaccompanied miniatures,
the characteristics of which are illuminated for the first
time in this article. Therefore, the issue of involving
self-sufficient solo trombone works into musicological
discourse pertains not only to the technical aspect but
also contributes to a new perspective on the aesthetics
and poetics of this instrument, its new philosophy, as
demonstrated by the music of the Modern era.

Keywords: trombone, organology, solo trombone,

unaccompanied solo trombone, solo trombone miniature.

IlocraHoBKa mpo6neMu. Y cydacHOMY iHCTpy-
MEHTO3HABCTBi OCHOBHUM 3aBJaHHAM € BUAB/ICHHA
He /e TeXHIYHMX, a il CEeMAHTMYHUX (XYAOXKHIX)
AKOCTEN IHCTPYMEHTIB, KOTpI Ha/Ie)KaTh 10 3arajib-
HOTO MOHATTSA «CTU/b iHCTpyMeHTa». Ie crocyeTs-
¢s1 i TPOMOOHHOTO MUCTELTBA, OCTI/PKEHHS SIKOTO
BUXOIMTD 3a MEXi IHCTPYMEHTO3HABCTBA 1 TOpKa-
€TbCs1 pob7eM dinocodii, ecTeTHKY, KYIbTyPOsIO-
rii. Take KOHTEKCTHe PO3yMiHHA CTUII0 TPOMOOHA
IPEeACTAaB/IEHO 1 B I11il CTATTi, IPYCBAYEHIil BUBYEH-
HIO HaJIMeHII JOC/KEHNX CTOPIHOK TPOMOOHHOI
TBOPYOCTi Ta BMKOHABCTBA — COJIOI0YOMY TPOM-
Oomy.

AKTya/lbHiCTh TEMU IIO/IATA€ B 3aTPeOyBaHOCT]
KOMIUIEKCHUX PO3PO0OOK iHCTPyMEHTANIbHUX CTH-
7B, 30KpeMa i TPOMOOHHOTO, Y Cy4acHiil Teope-
TUYHIJ My3MKOJIOTiI, @ TAKOX Y BiICYTHOCTI IIpalb,
NPYUCBAYEHNX 3aTyYEHHIO BiJIIIOBIJHOIO MY3MYHO-
ro Marepiaiy, HeOOXiHOTO I pO3KPUTTA HOAi6-
Hoi Temn. Oco6mBo aKTya/ibHa TeMa I1bOro HOC/Ii-
JPKEHHA B 4acy 3MilIaHoi popmy HaBYAHHSA, KON
HeMae MOXX/IMBOCTI IPaTy B «KUBOMY» CIIIJIKYBaH-
Hi 3 KOHIIEPTMECTEPOM Ta BUK/IAJAueM.

AHami3 OCTaHHIX JOCTiIKeHb i myOmikamiit.
3 PO3BUTKOM OPraHOJIOTril AK HayKy IPO CYKYIHi
AKOCTI MY3UYHMX IHCTPYMEHTIB, iXHi PO/ B XUTTI
JIOIMHA 1 MUCTENTBI, 3pOCa i KUIbKICTh Ipanb i3
niei reMaTVKN. /IeBOBa 4acTKa TAKMX PO3BifJOK IIpH-
IaJla€ Ha BMKOHABCbKE MY3MKO3HABCTBO. [IpakTu-
KV TOTO YY iHIIOTO IHCTPYMEHTa/IbHOIO MUCTETBA
TIOIIMOTIEHO BMBYAIOTHh CBOI iIHCTPYMEHTH, BificTe-
XKYIOTb IXHIO iCTOPiI0, XapaKTepu3yloTh Cy4acHMI
CTaH i, 0co0MMBO, HOBALil Y BUITIAAI T. 3B. HETpa-

IULHYX TpuitoMiB rpy. Taki HoCifKeHHs BUKO-
Hy1oTbCs i B Xapkosi (mucepraris O. Ty6xu (2020)
PO COHATY I TpOMOOHa, mpaus B. Myxumnsa
(2015) Ha TeMy HeTpaMUiHNX 3ac00iB Ipy HA iH-
CTPYMEHTaX CTPYHHO-CMIYKOBOI TpyIN), iHIINX
KY/IBTYPHUX Ocepeikax Ykpainm — Kuesi (ctarts
I. Mapuentoka (2017) mpo HoBauii B TpOMOOHHO-
My BUKOHaBCTBi), Opeci (guceprauis JI. Myeninosa
(2017) mpo HeTpapmuiiiHi mpuitomu rpyu Ha TPyoOi
Toij0). MoXkHa HaBiTh BiI3HAUMTM OKpeMi MiKpo-
raaysi BMKOHABCbKOTO MYSMKO3HABCTBA, y AKMX
Bif0YBa€TbCS HAKOMIYEHHS 3HAHD IIPO OKpeMi iH-
CTPYMEHTH, HAIIPUKIIAJ, IIPO TiTApUCTHKY, TPOMOO-
HO3HABCTBO i T.IL. Y PyCIli TaKMX JOCTI/KEHb nepe-
OyBae i 114 cTaTTs.

Buxnag ocHOBHOro Marepiany JOCTifiKeHHH.
Tpom6oH HanmeXuTh 0 Tpynu MigHNUX aepodoHiB i
ABJIA€ o600 HaligaBHimmIt ix 3pasok. lle B faBHi
Jacu TMOOyTyBamy KyJiCHI iHCTPYMEHTH, Ha SKUX
MOKHa 0y710 3MiHIOBaTH BUCOTY 3BYyKa 32 JJOIIOMO-
TOI0 He IIepeflyBaHH:A 9 CUCTEMM KIIallaHiB, a CKO-
POYEHHA YU MOJOBKEHHSA CTOBIIA MOBITPS, 3aK/a-
JICHOTO B TPyOKaX iHCTpyMeHTA.

TyT Bifpasy BUAB/IAETbCSA OCHOBHA 0COOMMBICTD
TpOoMOOHa, KL 3a CBOEIO IPVPOJIOI0 € CYTO METIO-
AVYHUM iHCTPYMEHTOM, III0 3[aTHMI BUKOHYBaTH
¢axtypHi yHKLii MpOBiFHOrO romocy, KOHTpa-
TMYHKTY, pisHOMaHiTHUX Tefareil. Ile — daxryp-
HO-TEXHOJIOTTYHUIA ACIIEKT BMKOHABCHKOTO «3BYKO-
o6pasy» (tepmin H. Pabyxu) tpomboHa, mopsp i3
SKUM iCHYE TeMOpOBO-XyHIOXHii. [lepmmit i3 1yx
ACIIEKTIB BM3HAYAE CIIOCIO JOCATHEHHS Ti€l 4i iH-
IOl AKOCTi 3BYYaHHA IHCTPYMEHTAa B MeXax II€B-
HOTO TBOPY 4M CTWIIO (moeTuka). [lpyra ckmajosa
€ CyTO 00pasHOI0 3a 3HAYEHHAM i XapaKTepusye
TPOMOOH CHTYaTUBHO, 3 IO3MIII Jioro TeMOPOBOI
CEMAHTUKY, BUKOPUCTAHOI [ [JOCATHEHHA XY-
OXKHBO-ECTETIIHOTO Pe3y/IbTaTy (eCTeTUKa).

[ToepHaHHA LMX JABOX acCIeKTiB TeMOPOBO-3BY-
KOBOI AKOCTI iHCTPYMEHTA, Y LIbOMY BUIIAJKY TPOM-
00Ha, Yy CY4aCHOMY MY3MKOJIOTIYHOMY JMCKYpCi
pOSI/IAfAE BITHOCHO MOJIOJIA VIOTO ranysb — «Op-
ra”osoris». He ckmagHo moMiTuTH, 1o 1ie MOHAT-
T4 6a3y€ThCA HA CTIOBi «OpraH» Ta MOXiTHOMY Bif
HBOTO «OPTaHONOMIOHICTb», sIKe Biipasy BUABIIE
JIBOICTY IPUPOJY IHCTPYMEHTA, JIOTO «Tila», AKUM
€ TeMOp.



Y KOHTEKCTi HOCHI/PKEHHA B IIbOMY IUIaHi TOTO
4yl iHIIOTO IHCTPYMEHTa CIIif MepefyciM OXapak-
TepU3yBaTU CTYIIiHb JOT0 3B’A3KY 3 JIOJCHKUM Op-
ra"isMoM. He BumajxoBo, 110 BUBYAKYM TaHJEM
«TIOAMHA — IHCTPYMEHT» NOCIiHUKI-OPTaHONO-
TY OTOTOXKHIOKTD IX, 1 11 TPafMLis TATHETbCA Lie
3 QaHTMYHUX YaciB. 3arajoM Ha CYYacCHOMY eTami
PO3BUTKY MY3MKO3HABYOI [yMKM) IIPO iHCTPYMEH-
TI, OCTaHHI MO)KHA BUSHAUMUTH K 3HAPAINA, Opra-
HUI MIUCTICHHS TIONMHM, HacaMmIepef, 0cobu, KoTpa
rpae (3a . Huizinga (1938)).

SIK110 TO/IOC MIOMHY — Ii€ BOHA CaMa, TO iHCTpy-
MEHT — Lie TeX JII0fVIHA, TOYHilIe Il IPOJOBXEHHA
B apTedaxTi icTOpil, KNI € IPOYKTOM JTIOfICBKOTO
reHis. CaMe TOMy B 1JbOMY CEHCi JOpe4Hi OTOTOX-
HEHHA JIIOJVHY 3 MY3VYHIM iHCTPYMEHTOM, XapaK-
TEpHI /A Pi3HMX HaliOHa/IbHUX emociB. MoxxHa
HaBiTb KOHCTATYBATH, 1JO CAM PO3BUTOK MY3U4HO-
ro iHCTpyMeHTapiio BijOyBaBCs B HANIPSAMKY HOIIY-
Ky TaKOI KOHCTPYKI{I Ta 3ByYaHHsA iHCTPYMeEHTa,
AKa AK B3ipelb Maja caMe MIOAMHY B II 30BHIIIHIX
(TinecHuX) Ta AylIeBHUX IPOSIBAX.

Tomy moHATTA «OpraHONMOriA» MOXHA TPAKTYBa-
™ i K «OpI‘ElHOl'IO,T.[iGHiCTb», «OPraHiYHICTb», L0
HAJIOKUTB JI0 BCIX TPHOX 0COOMCTOCTEN, SIKi OepyTh
y4acTb y CTBOPEHHI MY3MYHOIO iHCTPYMEHTa fK
apredakTy KyIbTypu, — MalicTpa MY3UYHUX iH-
CTPYMEHTIB, BUKOHABIIA Ta KoMmnosuropa. Ha nep-
IIOMY IITaHI TYT — BUKOHABELb-IHTEPIIPETATOP,
KOTPUIl MOBMHEH Y HAMBUTIAHILIOMY CBIiTI IIO-
KasaTyl IlepeBaryl CBOro iHCTpYMeHTa HaBiTh TOfi,
KOJIV BOHM BOJHOYAC € 1 Hego/mkamy (HalpuKIaf,
OymoBa TpoMOOHa, 5K, 3 OTHOrO OOKY, 0OMeXYe
BIPTYO3HICTb BUKOHAHHSA, @ 3 IHIIOIO, JO3BOJAE
IIIaBHO 3MiHIOBAaT! BMCOTY 3ByKa — glissando) .

Ile opHa 3 mpobneM y cucTeMi 3ByKo06Opasy iH-
CTPyM€HTa — [OL/IbHICTD JOTO0 BUKOPMCTAHHA
B KOMIIO3UTOPCbKOMY TBOpi. fIK CBifuuTh Impak-
THKa, eeKT BiJi BUKOPUCTAHHA TUX Y {HUIUX iH-
CTPYMEHTIB € BaXK/IMBOK CK/IAJI0OBOIO CTyXallbKOIO
CIPUITHATTA 3MICTy MY3MYHOro TekcTy. TyT gie
Ii/a CUCTeMa 3HAKOBOIO DO3Ii3HABAHHA, Y AKiil
IPOTATOM IIEBHOTO Yacy 32 OKPEMVMM iHCTPYMEH-
TaMIl 3aKpilUTIOITbCA TIeBHI XYJOXKHBO-00pasHi
sHauyeHHA. Ille B 9acm bapoko BMHMK/IO BY€HHA
IIpO CTWIi IHCTPYMEHTIB, siKe 6a3yBanocs Ha Teopil
adexTiB. Y TeopeTukis Toro nepiogy — ®. ne bpo-
capa, A. Kipxepa, V. MarTesona — MoXHa 3HaiiTi
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CYIPKEHHA IIPO CTU/Ib CKPUIIOK AK IIPO «BECENMIT»,
TPy6 — SIK TIPO «BOMOBHMYMIT», TOTHI — SK PO
«BKpaymBuit» Tomo (Jybxa, 2020, c. 49-50).

BigmoBigHO 10 11bOTO, y KIACUIMCTCHKY €IIOXY
chopmyBanach Iiina cucreMa «TeMOPOBUX SIPIU-
KiB» ([lybxa, 2020, c. 40-41), cyTb Ko monArana B
TOMY, 11J0 KOHKpeTHi 00pasHi 3HaYeHHs 3aKpiIlIio-
Ba/IICh 32 IEBHYIM MY3MYHUM iHCTpyMeHTOM. [Ipo-
Te, AK CBIIYUTb MYy3MYHA iCTOpidA, 3arajoM IIpa-
BIIBHI XapaKTepUCTUKM, O3HA4eHi B TeMOPOBMX
AP/MVKAX, Y peanbHill TBOPYOCTI MOPYLIYBA/INCh.
Oco6mBO XapakTepHO Iie /I TBOPYOCTi KOMIIO-
3uTopiB HOBITHBOTO 4Yacy, AKi 4acTO BUKOPUCTO-
BYIOTb {HCTPYMEHTH, TaK O MOBMTH, He 3a IIpU-
3HauyeHHAM. [IpuKiaziB pomy 6araTo y TBOPYOCTI
K/IACUKiB yKpaiHcbkoro cuMdonismy — J1. PeBy1ib-
koro, b. JlaTommHcpKoro, mo motpebye, OfHAK,
OKPeMOT0 PO3IJLALY, AK lie 3po0/IeH0 B Aucepraii
IOpis Imenka (1975), npucssdeHiit aHamisy Tem6-
poBoi apamaryprii B cumdomisx b. JlarommHcbKoro.

BararomanitHi «Metamopgos3n» B ramysi Bu-
KOPVCTAaHHs IHCTPYMEHTiB y HOBUX TeMOpOBUX
CEMAHTMKAX YXe CTaly HOPMOIO, AKa 3yMOBJIE-
Ha CIyXalbKUM IONMUTOM. fK Komich 3asHavaB
A. lllen6epr, cydacHmit cmyxad — Iie «TeMOpPOBUiL
TypMaH»; BiH LIyKae B MY3UMYHOMY TBOPi OpMIi-
HAJIBHOCTi TeMOPOBNUX CIIOMy4eHD, IO 3yMOBJIIOE
BE/UKY KiIbKICTb €KCIIEPUMEHTIB Y LIbOMY HaIIpAMi
cepef;, KOMIIO3UTOpiB pisHMX cTuiB i perionis. Cy-
YJaCHMII CTyXa4 BUXOBAHUIT B OCHOBHOMY Ha 3BYKO-
samuci. Y 6inbIrocti BUIaKiB BiH OpieHTyeTbCA Ha
CTU/Ib, @ HE HA KOHKPETHUI TBip, IIYKaK04M B HbO-
MY CIIiB3BYY4s CBOIM 3HAHHAM Ta JOCBIfly B Tranysi
pO3Ii3sHaBaHHA MY3MYHMX XKaHPIB. ¥ I[bOMY KOH-
TEKCTI, K BUJJAETDCA, 1 CIIiJj BUSHAYATI aKTYa/IbHY
JUIA CY4acHOTO eTaly CYCIiJIbHOIO MY3MKyBaHHsA
IPaKTUKY TPOMOOHOBOI TBOPYOCTI Ta BUKOHAB-
CTBa.

Y TeopeTM4yHOMY acIeKTi TyT iCHye ILie OfHa
BaXK/IMBA MPOO/IeMa, Bill AKOI 3a/IeXUTh XyHOXKHA
TOLIIbHICTD KOHTEKCTHOTO UM CONIBHOTO 3BYYaHHA
iHCTpyMeHTa. IfieTbcs Mpo CHiBBiJHOLIEHHA TaKMX
YYHHUKIB, SK VHiBepcanism i crenudika. Ceper
BE/IMKOI KiZIbKOCTi iHCTPYMEHTIB Pi3HOIO XY[O0XK-
HbBO-3BYKOBOT'O CIIEKTPa 00’ €KTUBHO, TOOTO 3 T1031-
11ii MOXXIMBOCTEl BUKOPUCTAHHSA B Pi3HMX €/IeMeH-
Tax MY3MYHOI MOBY, BUOKPEM/IIOKTbCA TakKi, fAKi
MOXKHa BBaXaTy pisHoGiunyMu. le, Hanmpuxmaz,
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¢opreniano, sxe ®. JlicT UiTKOM CIYIIHO Hasu-
BaB IHCTPYMEHTOM-OPKECTPOM. SIKIIO 3BEpHYTIUCA
10 IHINVX 3aKPIIVIEHMX Y MPAKTUL MY3UKYBaHHA
Pi3HUX YaciB i CTU/IIB IHCTPYMEHTIB, TO HallyHiBep-
canpHimmoro TyT Oyze ckpurka. o crocyerbes cre-
uudiku, TO et KpuTepill BUKOPUCTOBYETBCS TaM,
Jie HasiBHI OpUTiHAIbHICTD TEMOPY, 110T0 CIeljiamb-
Ha HENOBTOpHA 3a0apBieHicTb. TakuM €, Hampu-
KJag;, T000it, sKnit crienudivHinmit 3a K1apHeT Ta
¢neiiry. Cepen MigHUX aepoQoHIB yHiBepcanbHU-
MU SIKOCTSIMU BifIpi3HAETHCA BA/ITOPHA, a crienudi-
Ka € TIepeBaroko TaKMX iHCTPYMeEHTIB, AK TPOMOOH.

[li nOpiBHAHHA 3pelITOX0 € yMOBHUMM. My3uuHa
IIPaKTUKA IeMOHCTPYE CBOEPiAHY aMOiBaIeHTHICTh
yHiBepcanisMy Ta crelu@ikyt K CYKyIMHUX CTOPiH
iHCTpyMeHTanbHOTO TeMOpy. Y CBOEMY IparHeHHi
710 VHiBepcarnisauii iHCTpyMeHTH (TOuHiIIe, My3H-
KaHTM, KOTPl HUMM BOJIOAIIOTH) HAMAraloThCs IO-
mbuTH crieldiky, BUABIAIOUN Y CBOIX yIo0OTe-
HMX IHCTPYMEHTAX Ti AKOCTi, Ti IPUITOMU TPY, AKi
paHille He BUKOPYMCTOBYBAIICA a00 BMKOPIUCTO-
BYBAJIICS €Mi30ANYHO. TyT MOXXHa HaBecTu 6araro
IPUK/IA/IiB, TIOYMHAKOYM 31 CKPUIIKOBOI YHIBepCarli-
3aIlii, y KoTpiit mici pizzicato Ta con-legno Bin6y-
JI0Cs1 MaclITabHe TepeTBOPEHHs BCiel aKyCTHYHOI
CUCTEMU 3BYKOYTBOPEHHS («apTUKYIATOp — Bi-
OpaTop — pe3oHATOp»), IO 3HAYHO 30iBUIYIOTH
MOX/IMBOCTI BiITBOPEHHs Ha 1IbOMY iHCTPYMEHTI
00pa3iB pi3HMX >KaHPIB.

Yce 1je HabyBae BifjoOpaXKeHHs B HAYKOBMX PO3-
BifIKaX IIiJj Ha3BaMy «HETPANMULiIHI IPUIOMU TPU
Ha...», cepef; AKUX MOXXKHa HasBaTy mpani B. Myx-
as (2015), [I. Myepninosa (2017), I. Mapuentoka
(2017). ITpote, ik BUAAETHCS, He JTUIIIE HAKOTINYEH-
Hs HOBITHIX IPUIlOMIB 3BYKOZJOOYBaHHS O3HA4ae
nporpec y 6yTTi Toro 4u inmoro incrpymenta. He
MEHII Ba)X/IMBOIO € TaKa CTOPOHA J10T0 3BYKOOOpa-
3y, KoTpa 6e3IocepeHbO IOB’A3aHa 3 XKaHPaMU
MY3UKY, e Lell iHCTPYMEHT BMKODPUCTOBYETbCH,
10 CTOCYEThCA i TPOMOOHa.

[lepi HK PO3ITIAHYTH ACTIEKTH L{bOTO IINTAHHA,
HeOOXiJHO OXapaKTepusyBaTH TPOMOOH sK Opra-
HOJIOTYHMIT 00’€KT, 110 BIepIie OY/I0 3iliCHEHO B
tpakrari me B XIX cr. . bepriosom (Berlioz, 1882).
Asrop «PaHTtacTyHOl cuMQOHIl» MipKye He Ipo
TPOMOOH SK TaKuii, a PO TPOMOOHHE CiMeliCTBO,
HiJKPECToYN IpU [bOMY, L0 BCi YOTUPU BUAU
TPOMOOHIB — COTIPAHOBMIL, A/TBTOBUIL, TEHOPOBUIL,

6acoBUII — MAlOTb HA3BY THUX JIIONCHKUX TOJIOCIB,
0 AKMX BOHM Haif0i/mble HabMKeHi 32 0COOMM-
BOCTSIMU 3ByKa i 00’emy (Tam camo, p. 151). Jani
aBTOP Ipalli pOSINAAAE MPAKTUKY BUKOPMCTAaHHA
TPOMOOHIB Y €BPOIEIICHKIX OPKECTPaX, y3araabHe-
HO XapaKTepM3yK4dy caM BIJ| IIbOTO iHCTPYMEHTA.
HocnigHyk 3a3Havae, W0 «... TPOMOOHM, BOJIOZI-
1Y) TOAIOHO iHIMM MigHMM iHCTpYMeHTaM Bci-
Ma 3ByKaMJ HaTypaJbHOTO 3BYKOpPAAY ... Ha BCIX
HO3ULiAX, MAIOTD 1 MOBHMI XPOMATUYHUIT 3BYKO-
PAZ 3 OfHI€I0 TIBKY TIepepBOI0 BHU3Y» (TaM caMo,
p. 152).

[TocnifoBHO poO3IIAfarYM BCi YOTUPM BUAM
TpomboHa, I. Bepmios mopspg 3 ix xapakTepucTi-
KaMIl B IIaHI [jialtasoHy, AMHAMIKI, TEXHIKY IpH,
IOCU/IAEThCA HA BUJATHMX KOMIIO3UTOpPiB — Imio-
Ka, berxoBeHa, Mouapra, Be6epa, CrionTiHi, KoTpi
PO3YMi/N BCKO BaXX/IUBICTh PO/ MX iHCTPYMEHTIB
y pisHUX >KaHpax My3uKu. «BoHu 3 Ge3joraHHor
MaJICTEPHICTIO 3aCTOCOBYBA/IN Pi3Hi BIACTUBOCTI
11bOT0 OJTArOPOJHOTO IHCTPYMEHTA [ BUPaXKeHHA
JIOACHKMX TIPUCTPACTEN, /I BiATBOPEHHSA IIYMiB
IPUPOJY, MOBHICTIO 30epiraroum ioro Mip, i0ro
TigHiCTB, iforo moesito» (Berlioz, 1882, p. 173). Bu-
JATHNIT QpaHIy3bKIiT MaiicTep J0Ope po3yMiB yci
TIO3UTVBHI MOX/IMBOCTI TPOMOOHA i HampuKiHIi
CBOTO JIOCHI/PKEHHA 3acTepirae KOMIO3UTOPIB Bif
HEJOPEYHOI0 Yy IIPOCTO BY/IbIAPM30BAHOIO JIOTO
BMKOPUCTAHHA, B OCHOBHOMY JJIfl CIIPAB/IAHHA
BpaXeHHA. ABTOp 3aK/IMKae BYUTUCA BUKOPUCTO-
BYBAT! TPOMOOH Y BU3HAHUX MAJICTpiB, KOTpi BMi-
MU TOENHATH «TYYHOTONIOCHICTb» LbOTO IHCTPY-
MEHTA, JI0ro adOCHICTb i3 TiPUYHOI0 KAaHTUIEHOIO.
He BumazgkoBo mepmi 3pasky OCTaHHbBOI 3 ABUJIUCA
B [mioka B iTaiiicpkiit maptutypi onepn «Opdeii»,
Jie COTIpaHOBYII TPOMOOH Iiff Ha3BOI “cornetto” fy-
O/TI0€ COTPaHOBUIT TONIOC XOPY, @ A/BTOBMIL, TEHO-
poBuit i 6acoBuit TpOMOOHM B Liell Yac MOBOIOTDH
peLITy ronociB.

Haiisckpasimie TeMOpoBa ceMaHTIKa TPOMOOHIB
IPOSIBIIETHCA B aHCAMONIEBIl MY3HIi IS TPOM-
6onHux koHcopris. Ilepmi ix 3paskyu 3HaxomMMO
y TBOPYOCTi KOMIIO3UTOPIiB BE€HEIIaHCHKOI MIKO-
mu nepmoi yBepti XVI ct. — A. Binnapra, [Ix. Ta
A. Tabpieni. lle 6ymm Tunosi mns toro yacy uep-
KOBHI BOKa/IbHO-iIHCTPYMEHTa/IbHi >KaHpM, KOTpi
TIOEHYBAIV O3HAKI «COHATI» (TaK TOMi HA3VMBA/IN
Oynb-AKY iHCTPYMeHTaIbHY MY3UKY, IKa Ipanacs) Ta



«KaHTaTV» (TaK Ha3VBa/I BOKAJIbHY MY3VKY, KOTpa
cmiBanacs). CMHTe3 LVUX Haya/l MOPOAMB 3Milla-
HJI1 BOKA/IbHO-IHCTPYMEHTAIbHUI CTUIb, § AKOMY
0 XOPOBUX TPYII JOENHYBAMICh IHCTPYMEHTa/lb-
Hi — JyXOBi i CTpyHHI 3 opraHoM. J/leBoBa yacTka
IyO/II0BaHb XOPOBIUX TONOCIB (30KpeMa i ITofiBOEHD
B OKTaBY) JJOpydYanacs TPOMOOHaM, L0 JOAABAIIO
3BYYaHHIO «TOHKVX KOTOPUCTUYHUX e(eKTiB», Io-
POIKYBAJIO «CBOEPIIHY MYy314HY CBiTOTiHb» (J]y6-
Ka, 2020, c. 52). TBopuicTh Ha3BAHNUX TYT MailCTpiB
3 TOBHUM IIPaBOM MOXXHA BiJIHECTV [0 BUTOKIB
TPOMOOHOBOTO MIICTEITBA, OCKIIBKM Came 3aB-
JSIKM JOTY4eHHI0 TPOMOOHIB CTBODIOBABCS ‘New
style” — MOHyMeHTa/bHUII Pi3SHOBNJ, 3MiIIAHOTO

CTUIIO, Y SIKOMY BOKa/IbHa TIOMi(OHIs JOOBHIOBA-

Macs iHCTpyMeHTalbHUMM OapBaMy, CTBOPIOIOYN

B pe3y/IbTaTi HOBUII TUII QAKTypy — «OPKecTpo-

BO-KaMepHUI1, BOKa/IbHO-IHCTPYMEHTANbHMUIT 32

BUKOHABCHKUM “HAIlOBHEHHAM » (TaM caMo, c. 49).
Y3arai, poskpuBaw4M 0COOMMBOCTI >KaHPOBOI

TJTiTPU MY3UKM /11 TPOMOOHA (TpOoMOOHIB) y 1i ic-

TOPUKO-CTUTICTUYHOMY CTAHOBJIEHH], C/TiJj MaTy Ha

yBasi 1Ba crocobu QyHKIIOHYBaHHS )XaHPY B MY-

3uii. 3rigHo 3 kpumatuM BucnosoM B. [IIkmoBcbko-
r0, YKaHp — «Ile KPUCTaJI, Yepe3 AKMIl aHa/i3yeTbCA

KUTTSA», MOXXHA CKOPMCTATHCA OfHMM 3 K/I0YOBMX

IIOJIOKEHb CY4acHOI JKaHPOBOI Teopil, CyTh AKOIO

TOJIATA€E B TOMY, 1[0 BCA HasABHA CHCTEMa MY3MYHNX

YKaHPIB pO3NOAINIAETHCA Ha IBI YACTUHIUL:

1. «KanownisoBaHa». [lo Hel BXOJATH )KaHPOBI «34e-
IVIeHHS», TPEACTaBleHi B IMKIYHUX (op-
Max — COHATaX, CIiTaX, cuM(QOHiAX, Bapianiix
(dybxa, 2020, c. 42).

2. «®abynbHa» — «IIPOTpaMHi, @ TAaKOX HEIpO-
TPaMHi TBOPM, OPUTIHAIBHOTO 3ayMy, Y AKUX
fiig “KaHOHY He € BU3HAYA/IbHOI» (TaM CaMo,
c.44).

TpomboHOBa >xaHpoBa cTuIiCTHKA (opMyBa-
macs K mepexiy $GadynpHUX >KaHPOBUX GOpM [0
KaHOHIYHMX. [IpOBifHY pO/Ib TYT BiflirpaBaIy TBO-
pu 11 TpoMOOHa como, TpoobpasoM SKUX CITif
YBa)KaT! OIEPHY Ta CUMQOHIYHY MPAKTUKY BUKO-
PUCTaHHA L[bOTO IHCTPYMEHTA, AKUI IOCTYIIOBO
HaOyBaB sKOCTell YHiBepCaIbHOTO, aHANOIiYHOrO,
HaINPUK/Iaj BioJIOHYeNi (He BUIAJIKOBO icHYe Oara-
TO NEpeKIaieHb MY3UKHI J/I OCTaHHbOI, BUKOHA-
HUX U1 TpoMOOHa). Hanpuxiag, yBaxkaeTbcs, 1o
TIOLIVPEHa B pemepTyapi Cy4acHMX TPOMOOHICTIB
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Sonata in D minor, op. 5, Ne 8 A. Kopenni y cynpo-
BOJIi K/IABipy € BEepCi€l0 BiONOHYENBHOIO 3pasKa,
BUKOHAHOTI'O BifIIIOBIJHO 0 MOJiENi CKPUIIKOBOI CO-
Haty 3 6acoM y crumictuni da camera 3 IOBiNbHOIO
Preludio i zBoMa mBUAKMMY irpOBUMM YacTHHAMY
(Kpmxaniscbkuit, 2006, c. 24). Le mutaHHA € crip-
HJM, OCKIZIbKM ICHY€E BipOTiIHICTb TOT0, 1[0 CIIEPILIY
114 coHara Oyna BiononuenbHow. [Ipo 1e cBiguuTs,
30KpeMa, BIPTyO3Ha IapTiA MEIOANYHOrO IHCTpPY-
MeHTa. OfHaK «caM (aKT MOXIMBOCTI BUKOHAH-
Hs Ha TPOMOOHI BipTy03HOI BiOJIOHYebHOI MapTil
CBIfYNTH TIPO BEMMKI MOX/IMBOCTI 1 IIMOOKI Ke-
pena conmbHOi TPOMOOHOBOI COHATH, Y AKili 1Ieit iH-
CTPYMEHT 3/laTeH KOHKYPYBaTH 3i CTPYHHO-CMIY-
xoBuMm» (Jybxa, 2020, c. 56).

Y KOHTEKCTi aHaIi3y COMIOIYOro TPOMOOHA CITify
MaTy Ha yBasi pi3Hi TAyMayeHHA CaMOro IOHAT-
14 «cono». Tax, y gucepranii B. [pomuenxa (2020)
PO3I/IAI0ThCA BCi HasBHI AediHiLii [IbOro moHAT-
4 B My3utii. [TorATTa “solo” B My3uili BU3Ha4a€Th-
cs1 TppoMa croBamu-fiedininiamu. Cono B Mysu-
i — 1e: 1) My3udHMII TBip /11 OFHOTO BUKOHABILA
(akoMIaHOBaHa YM HEAKOMITAaHOBaHA); 2) Y KpYII-
HUX GopMax — OKpeMa mapTist a6o emisof, IpusHa-
YeHi [T BUKOHAHHA COTICTOM; 3) KOHIIepTHMIT BU-
cryn ogHoro BrKoHaBs ([pomuenko, 2020, c. 172).
Komenryroun HaBefieHi TyT BusHayeHHd, B. [pom-
YeHKO Y3ara/IbHIOE iX 3a JOIOMOTOI0 BJIACHOI po6o-
4ol fediHilil, 3TifHO 3 KO «Como» (y 1IbOMY BU-
Ky YXOBe) — «...CAMOCTIITHUII Xy/I0XKHiiI TBip,
HAIVCAHWI [I/IA OJHOTO AYXOBOTO IHCTPYMEHTa, Ta
OFHOOCIOHMIT (COMBbHMIT) BUCTYI BUKOHABLA-YXO-
BUKa» (TaM caMo, C. 6).

KoxeH iHCTpyMeHT Mae CBOK iCTOpiK COMIO-
BaHHA. BOHO BXOAM/IO B NPaKTHKY TPy MOCTYIIO-
BO, BijoOpaXkyroun LIIAX YHiBepcasisaLil Toro uu
iHIIOTO iHCTPYMeHTaNbHOTO 3BYKOOOpasy, y pe-
3y/IbTaTi HAKOIMYEHHS 10T crenndiyHNX O3HAK.
SIKIIo et PO TPOMOOH, TO JIOTO IUIAX JIO
COMIOBAHHS TOYMHABCS 3 NYO/MIOBaHb BOKA/TbHUX
4Jf IHIIKMX FOJIOCIB Y TBOPAX LIEPKOBHOTO BXKUTKY.
Came Marapmsarisa (ueil TepMiH 3aCTOCOBYETBCH
JULSL IO3HAYEHHsI OKTaBHOTO IYO/II0BaHHS, sIKe 0Y/10
Y CBiif 4ac 3HAYHUM KPOKOM yrepes, y GopMyBaHHi
6araToronocHoi (GaxkTypyu) 3yMOBMIA CAMOCTIitHY
comoryy (YHKII0 11bOr0 iHCTpYMeHTa, B 00pasi
AKOTO 0¥/ TOERHYBATHCA, GOPMYI0UN €fNVHe
1li7le, aKyCTMYHA Ta CEMAHTIYHA CK/IaJ0Bi.
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®irypyroun B MiKcax 3 iHIIVMY iHCTPyMEHTaMM,
a TaKOX 3 TOJI0CaMI1, TPOMOOH (CIovarky e 6y
TPOMOOHOBI KOHCOPTM) MOIIMPIOBAB MOXK/IMBOCTI
CBOTO BVMKODPMCTAHHSA B Talysi (pakTypHuX (yHK-
uiit. llle go Toro, AK y NpakTUKYy yBillLINM PO3rop-
HYTi TPOMOOHOBI COTi, TPOMOOH B OpKeCTpi Ta B Cy-
IIPOBOJIi XOPY 3BYYaB siK: 1) Tefjanp; 2) Miiron0COK
TUITY BTOPY; 3) MiiTONI0COK KOHTPAIYHKTY. 3aB/s-
KU BapiabenbHOCTI, IpUTaMaHHill peHecCaHCHOMY
Ta 6apOKOBOMY OpKecTpaM, TpOMOOH iHoxi (emi-
30[IMIYHO) BUKOHYBAB (DYHKIIiI0 COMOBAHH, ase Iie
11e He 6710 CUCTEMOIO.

[1ix yac xapakTepuCTUKM OpraHonorii TpoMOoHa
CTIifl 3rajiaTyl 10r0 BUKOPUCTAHHA B MY3SMI|i CBIT-
CbKOTO NPM3HAYEHHA. Y MY3UYHill KYIbTYPi MiCb-
KOTO TOOYTYy KyJIbTMBYBA/MMCS iHTPajy, a TaKOX
bamToBa My3uKa, fie TY4HUII TPOMOOH BifirpaBas
IPOBifHY ponb. JJo 1bOro ciif gomaTyu Iofaiblie
BUMKOPUCTAHHs TpoMOoHa (Ipymu TPoMOOHIB) —
albTOBMIL, TEHOPOBMIL, 6acOBMIT — Y BillCBKOBUX
OPKeCTpax Ta B KaIlelaX IIpM MaeTKaX MarHaTiB
(CamiBcbknit, 2014, c. 5).

CropaBxHiil TPOMOOHHMIT «OyM» PO3IOYABCA
B €BpomelichKiit Mysuui HositHboro yacy, i BiH
IIOB’AI3YBaBCA 3 BJHUKHEHHAM 1 IOIIMPEHHAM
)KaHPY KOHIEPTY MM TPOMOOHA 3 OPKECTPOM.
Came B 1]bOMY >XaHpi HaJllOBHIIle PO3KPUBAIICA
K COTBHI, TaK i aHcamO7eBi QyHKIii TpoMOOHa, ¥
pe3y/nbTari 4oro 3barauyBaBcs HOBMMMU (apbamu
Ta CEMAHTUKOI CaM iHCTPYMEHT. AJle JKaHp KOH-
LepTY, AK 1 IHIII My3UYHI )KaHPY, JOCATAI0YY CBOTO
PO3KBITY, MifIajiae Iif /Iil0 iHTOHALIIHOI KpU3N,
YaCTKOBO JIeaKTYasIi3y€eThCs it TOTPeOye 3aMiny iH-
MMM POfaMU Ta BUfjaMy My3MKyBaHHA. Lle cTocy-
€TbCs | TPOMOOHHOTO KOHIIEpPTY SIK BepIIMHMU Bip-
TYO3HO-CO/IbHOI IPAKTMK! BYKOPUCTAHHA IIHOTO
incrpymenra. Ha nymxy ®. KpumxaHiBcbkoro, «Ha
py6exi XIX — XX cT. B pO3BUTKY KaHPY KOHIIEpPTY
VI TpPOMOOHA CK/Ianacs KpUsoBa CUTYaLis: Bip-
TYO3HUII TUII KOHIIEPTY (pAaKTIYHO 3aBEPIINB CBOIO
icTopio, [IIIOBIIN JTOTIYHOTO KiHILA B YMCTIEHHNX
pisHOBUAX omepHuX ¢anTasiit» (KpixaniBcbkuii,
2006, c. 7-8).

3a 3aKOHOM «3allepeyeHHsA 3allepevyeHH:A», Ha
3MiHy ABMILY, fKE€ JOCAIZIO BEPIIVHMU Y CBOEMY
PO3BUTKY, IPUXOAUTD i10r0 aHTUIOA. Takow Impo-
TWIEXKHICTIO 11 TPOMOOHHOI KOHIIEPTHOCTI 5K
IPVMHINIIY MY3UYHOTO MUCIEHHA € KaMEPHICTb y

IIVPOKOMY CIIEKTPi il IpOsABiB. SKIIO rOI0BHOIO Ce-
MaHTUYHOK 03HAKOK KOHIIEPTHOCTI i KOHIIEPTY AK
1i penpe3eHTaHTa € [ia/OTiyHiCTh, TO KaMEPHICTH
BiJIpi3sHAETbCA AKICTIO, AKY C/IiJ OXapaKTepyu3yBaTu
AK PiBHONOTEHUIIHICTD MApPTill YYaCHUKIB MY3M-
KYBaHHA B ITPOLECi BUKOHAHHA MY3MYHOTO TBOPY.
B ymoBax xamepHOi My3uKy, IKa He 3BOJUTHCA [J0
AKOTOCb OJHOTO JKaHpPY, a € «CHUCTEMOI0 >KaHpiB»
(3a I. TTonbepkoro (2003)), HeMae K Takol BiHOC-
HO cTabinbHOI PyHKLiT comoBaHHA. BoHo BifbyBa-
€TbCA II0YEPTOBO, EPEXOMAYN 3 OHOTO «IIOBEPXY»
¢axrypu po inmoro. KamepHicTp Ak yHiBepcasb-
HUI (OPSAAZ] 3 KOHL[EPTHICTIO) TIPUHIIUIT MY3UYHOTO
MIC/IEHHA OXOIUIIE [JOBO Pi3HOMAaHITHY Ma/iTpy
KaHPIB, TTOYMHAIOYN Bifi KPYIHUX GOPM, TAKMX K
CcOHaTa, fo MiHiatiop. OcobmBocTi 06pasy-cTumo
TPOMOOHA BIIMBAIOTD i Ha JIOT0 BiITBOPEHHs B ra-
JTy3i KAMEpHOCTI. BacTuse ili «<3aMKHeHe» MY3UKY-
BaHHA CTOCYETbCA He JIMILE JIOKALliil, Y AKMX BOHA
3BYYNTD, a I CIIeL[ia/IbHOTO Bif0OpPY BUpaXKa/lIbHIX
3ac00iB, CIpsAMOBAHNX Ha 0COONCTICHE, 1110 CyTTE-
BO Bif[pi3HA€ Ty X TPOMOOHHY COHATY Bil KOHLIEPTY
UL TpOMOOHa 3 OpKecTpoM. BopiHouac mpoBigHmit
YKaHp KaMepHOI MY3MKJ — COHAaTa — OCHOBYETbCA
Ha iflel COHaTHOCTI AK KaTeropii KOHIENTyaTbHOro
amicTy. CrieKTp Aiii COHaTHOCTI € BeZIbMM IIVPOKMM,
1110 Bil0OPaXyeThCS Yepes >KaHpy, aCUMIIbOBaHi B
il MeXax.

B ymoBax >xaHpOBOIO IUTIOpai3My HEAKOMIIO-
HOBaHWIl CONMbHMII TPOMOOH mepebupae Ha cebe
(yHKIIii TOBHOLIHHOTO pelpe3eHTaHTa CBOTO BII-
JIOBOTO CTUJ/IIO i OXOIIIOE AK MiHiaTIOpy Ta iXHi
IMKIM, TaK i BiTHOCHO KpymHi ¢opmu, 30Kpema
TaKi, AKi MAalOTb aBTOPCbKUII 3aTONIOBOK «COHATa».
3aBpsaku pianmekTuii camoi coHatHoi dopmu, sKa
6asyeTbcAd Ha iflei KOHTpPAcTy-€HOCTI, y Mexax
COHATHOTO pPO3TOPTAHHA TaKuUil IHCTPYMEHT, AK
TPOMOOH, 3100yBa€ MOXX/IUBICTb IIOKAa3aTu BCi CBOI
BHYTPIILIHI pecypcy, 36epiratouy HaKOMMYeHNIT 3a
cToniTTA icHyBaHHA focBif. Tpom6boH y BonoxiHHI
BMKOHABIIAMY 1 KOMIIO3UTOPAMI CTa€ B COHATHOMY
KaHpI IpefTedor0 HapomkeHH (TOYHiIIe, moBep-
HEHHA JI0 IPAKTVKM) TaKNX XKAHPIB, AK My3M4YHA
MiHiaTiopa.

BucnoBku. CombHa TpOMOOHOBa My3JKa CTa€
ABTOHOMHMM OCEPEKOM, KOTPUIT MIiCTUTD yce, 110
€ XapakTepHUM I 00pa3y TpoMOOHa, i B MeXXax
CBO€EI KOMIIETEHIil IEMOHCTPYE BCi JKaHpM, AKi B



HbOMY iCHYIOTb 4y icHyBamu. fKujo aHp MiHia-
TIOPY B JIOTO €CTETUII] Ta IOETNL € JOBOJI IIOBHO-
JIOCITPKEHNM Y Taly3sX BUBYEHHs (OpTemiaHHOI,
CKPUIIKOBOI MY3UKH, TO B CUTY 00’ €KTMBHMX 00CTa-
BJH TPOMOOH JIiIIIIOB /10 MiHiaTIOpV 3HAYHO Ti3Hi-
ure. Oco6uBO Iie MOKa30BO /1A MiHiaTIOp, po3pa-
XOBaHVX Ha OJHOOCIOHEe BMKOHAHHS Ha TPOMOOHI,
aze TIOfi0HA CUTYAILif CIOCTepiraeTbcs i B I'ecax
st TpoMboHa i popreniano. ConbHi AKOCTI TpOM-
00Ha B IIUX JBOX Pi3HOBUJAX MiHIaTIOpY PO3KpYBa-
I0TbCA T10-Pi3HOMY. 32 HasBHOCTI aKOMIIAaHEMEHTY
IPIOPUTET HANEKUTh KOHIEPTHOMY HPMHIMNILY,
OCKIZIBKM TYT 3aBXpy Oyfie HassBHUM MDKTeMOpo-
BUII Jiianior. Y BapiaHTi OfHOOCIOHOTO COMIOBAHHS,
fie TORiOHMII fjianor SIK TaKuil BifiCYTHili, COMoM0-
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4yil TPOMOOH TIOCTA€ Ofjpa3y B JIEKiMbKOX ilocTa-
CAX — SIK COMiCT, aHcamOmicT (mpuxoBaHe 6araro-
TO710CCS), KOHIIEPTAHT (SIK pe3y/IbTaT IPUXOBAHOTO
6araroronoccst). [t posKpuTTs 3MiCTY KOXKHOTO i3
1IUX Pi3HOBU/IB IOTPiOHi OKpeMi ZOCTiKeHH S, 110
i1 CTAHOBUTD NIEPCHEKTVBIU IIOJA/NBIIOTO POSBUTKY
Temn, chopMyIboBaHoOi B Ha3Bi 1ji€l craTTi. [owinb-
HO TaKOXX BMOKPEMUTH B CLieHIYHO-OHOOCIOHOMY
TPOMOOHI (HeaKOMIIaHOBAaHOMY) BHYTPILIHbO Jlia-
norivny QyHKIi0, 00pasHO-ApaMaTypriyny, op-
MOYTBOPIOIOYY Ta iHIII aCIIEKTH, aJiKe OKPEeCIeHMI
MY3UYHUI MaTepia € HeOCTATHbO JOCTIIKEHNM,
BOJIHOYAC JI0T0 AKTYa/lbHICTh B YMOBaX 3MilllaHOI
dopmn, KON «KMBe» CIIIKYBAHHA 3 KOHIEPTMeTi-
CTEPOM He 3aBXX/JV MOXX/IMBE, TIIE 3POCTAE.
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€. I0. Apedp’esa. AHTpONONOTIYHMII IOBOPOT Y MY-
314Hil KynbTypi XX cTomiTra

Atpomonorivanii oBOPOT y CUCTeMi KyIbTYpPOJIO-
ri4HOI Ta My3uKojoriuHoi pedexcii Bu3HAYae TpaH-
copmatio 06pasy moauHu B Kynbrypi XX CTOITTA.
3MIiHIOIOTbCS OHTOJIOTiYHI, (peHOMEeHONOriuHi BUMipK
Ipes3eHTallii IIAMHY B MefianpocTopi. Akimo cemiono-
TiYHMII TOBOPOT OyB BM3HAYEHNM K PyX CTPYKTypa-
MCTCHKUX Ta HOCTCTPYKTYPaMiCTCBKMUX JOCMTiKEHD, a
Bi3ya/IbHMIT [OBOPOT IOB’A3YIOTH 3 TpaHcdopMariieo
00pa3oTBOPUMX NPAKTMK, BUHMKHEHHAM IIEBHOTO Bi-
3ya/IbHOTO CEPEMIOBUIIA, TO AHTPOIIOIOTiYHMIT TOBOPOT
Y My3UIi CTOCYETbCS IMIMOMHHUX TIcuX0odisionoriaamx
3acay; GopMyBaHH:A MY3IYHOTO 06Pa3y.

Krrouosi cmoBa: kynvmypa, anmpononoziunuii, cemiono-
2lHUll, 8i3YanbHUll NOBOPOMU, CUCTNEMO2EHE3, KYNbImY-
poeenes.

E. Arefieva. Anthropological turn in musical
culture of the XX century

The anthropological turn in the system of cultural and
musicological reflection determines the transformation
of the image of man in the culture of the XX century. The
ontological and phenomenological dimensions of the
presentation of a person in the media space are changing.
If the semiological turn was defined as a movement of
structuralist and post-structuralist studies, and the visual
turn is associated with the transformation of visual
practices, the emergence of a certain visual environment,
then the anthropological turn in music touches on the
deep psycho-physiological foundations of the formation
of a musical image.

The purpose of the article is to determine the
cultural characteristics of these turns as an aesthetic and
anthropological phenomenon.

The methodology is presented with comparative
and systemic approaches, which makes it possible to
determine the integrity of performance in music as a
meta-cultural and meta-artistic integrity.

The scientific novelty. The anthropological turn
occurs as a systemogenesis of cultural paradigms.

Systemogenesis is the uneven development of system
components (subsystems). A person as a cultural
phenomenon can be considered as a system, albeit
in a certain context, from a certain point of view.
Systemogenesis of reflection as an anthropological turn
characterizes the change of the image of a person in
different realities of reflection — philosophical, cultural,
and art. These paradigms, in fact, musical, creative, and
artistic become ecological, because they are lifesaving
in terms of preserving the integrity of a person, culture,
in particular musical and performing culture. The
anthropological turn indicates the artist-performer
behind the realization of the musical space, music as the
integrity of culture. Semiological is related to notation
systems, information transmission and understanding
of music as a symbolic phenomenon. The visual turn
characterizes the communicative aspects of performance
in musical culture as a whole.

Theresults. Cultural genesisin performanceisasystem
genesis of paradigms dominated by either a symbiotic or
a monistic paradigm, focused on authenticity, creativity,
deconstruction, decomposition, etc. All this can be noted
as paradigms of creativity in general. The integrity of the
modeling of the modern musical space is being formed,
in particular a genetic algorithm with all the properties
of sound and other configurations of a synthetic vision of
an artistic image.

The practical significance of the article. The
practical significance of the work lies in the fact
that practicing musicians and musicologists join the
modern cultural reflection focused on the ecosystem
approach. In particular, performing activities in music
are oriented both on the anthropological constants
of the performer and on preserving the traditions of
national performing schools. In post-classical musical
cultural studies, performing activity is interpreted as a
certain systemogenesis. The creation of new systems of
performing culture arises as a self-sufficient synthesis
based on an appeal to the origins of national musical
culture, and the entire corpus of problems of performing

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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art is presented in the context of premodern, modern
and postmodern types of reflection.

Keywords: culture, anthropological, semiological, visual
turns, systemogenesis, culturogenesis.

ITocTranoBKa mpo61eMu. AHTPOIONIOTYHNIA ITO-
BOPOT — Iie peHOMEH, SAKMIT HAYKOBI[i BUSHAYAIOTh
AK 3MiHY peIeKCHBHIX TapaiUrM y KOHTEKCTi J1o-
CHi/PKEHHA KYIbTYPM, MUCTENTBA, COLIOKYIbTYp-
HoI chepu 3araiom. [lopyd i3 cemionoriynmm Ta Bi-
3ya/IbHUM II0BOPOTOM, aHTPOIIOJIOTTYHIIT IIOBOPOT
CBITYNUTD TIPO Te, IO BiAOYBAETbCS 3BEPHEHHS IO
MeTaQi3NYHNX KOHCTAHT JIIOAAHOCTI, SKi XapakTe-
PUSYIOTb KYIbTYpy. 30KpeMa, MOJMHOBYMIpHICTD
XYZI0XKHbOTO 00pa3y € IIeHTPATbHOI 3acajioln My-
3UYHOI TBOPYOCTI.

AHTpPONONIOTiYHMII  IOBOPOT €  TONOBHUM,
OCKiNbKY BiH Qikcye 3MmiHy OyTTeBOCTi 00pasHOi
LiMCHOCTI  Ky/IBTYPOTBOPYOCT. Y3arajai IOBO-
por — e QeHoMeH MeTadisVKy, 3BEpPHEHHS [0
BUTOKIB, 1ie TeT/IA pekypcil, 3a E. MopenoM, npu-
BefIeHHA B KPYTOBUII PyX, IOBEPTAHH:, 3BMBaHHS,
00epT — 1je BCe Te, 110 Ha JIATVH] BUSHAYAETHCA 110-
HATTSM ‘conversion” («o6eptanus») (Morin, 2007).
KonBepcusHicTb pedrekcii siK Takol cBi4uTh Mpo
Te, 110 BYHNKAE TaKe 3anuTanHsA: «I1o 6yro 6, Ax6u
PO3BUTOK I109aBCA 3 iHIIOro BUTOKY?» CeMionoriy-
HMIA, IKOHIYHMIT IOBOPOTU MOXKHA POSITIAHYTH AK
Ti, 110 JIAY Th ITiC/IA aHTPOIIONIOTIYHOTO i OHTO/IOTIY-
HOT0, a/Ke BOHM iCHYIOTb IIapaJIe/IbHO.

AHami3 OCTaHHIX FOCTimKeHb i mMyOmikamiii.
Kynbryponoriuni it anTpomosoriuni mpo6nemu
conversio aHamisyBaauch y mpauax €. AHppoca
(2017), A. Aped’esoi (2021), M. baxrina (1984),
®. Ixeitmicona (2008), E. Mopena (Morin, 2007),
M. ®yxo (Foucault, 2001), M. lllenepa (1993) Ta in.
Mysuxonori4ni BuMipy BUKOHaBCbKOTO MICTELTBA
Oy o3HaueHi B possigkax 1. Tappnepa (Gardner,
1967), O. 3inbkeBnu (2008) Tomwio. OpHak mpo-
61eMa CUCTEMOTBOPYOrO iHCTPyMeHTapilo aHasi3y
pedrexcii B Mysu1li I1te He OKpecyieHa.

Mera craTTi — BM3HAUUTYM KYIbTYPOBMMipHi
O3HAKJ aHTPOIOJIOTiYHOTO IIOBOPOTY AK €CTETHY-
HUIT T2 QHTPOIOMOTiYHMIT PeHOMEH.

Buxmag ocHOBHOro Martepiamy ROCTifPKEHHH.
MosxHa cTBepIXYBaTH, 10 aHTPOIIONOTIYHMIA 110~
BOPOT — 1I€ 3araJbHOKY/IbTYPHUIl Ta iMIIEpaTUB-
HWIL, TIepPeBaXHO IiHTEerpaTMBHMII 00pas ocMuc-
JIEHHA JIOAMHM, fKa HafI3BMYAJHO 3MiHIOBa/Iach

npotAroM XX CTOMTTA. AHTPONONOTIYHMIL OBO-
POT JOIIOMAara€ BUSHAYUTH, AK JIFOLVHA B KOHTEKCTI
OTpUMAHHS 6Y/Ib-AKOTO Pe3y/IbTaTy CBOEI AiA/TbHO-
CTi, 30KpeMa BMKOHaBCTBA B MY3MLi, 3MiHIOE IIpef-
MeT cBO€l [il i 3MiHIOETbCA cama. BaxnmmBumu €
NNUTAHHA: AK JIOAJMHA OTPUMYE L€l pe3ynbTar? AKi
MeXaHi3MI 3aJigHi /11 OTPUMMaHHA IIbOTO Pe3y/ib-
taty? Ilif MexaHisMaMy MOXKHa PO3YMITH IIKOIY,
CTU/IBOBI MOJIeN, MOJeNi BUKOHABCTBA, OIPalbo-
BaHi y TBOPYOCTi, aBTOPCBbKIi 3HAXifIK TOIO. JHa-
9ymow € i mpobnema Bepudikalii — AK cucrema,
y LbOMY BUIIA[Ky BMKOHABCbKa, YIIEBHIOETbCA B
JIOCTaTHOCTi OTpUMaHUX pe3ynbTariB? TyT ronosHe
BUSHAUNTY HeoOXifHi i focTaTHi yMOBYU 11 Iepexy-
MOBY (POPMYBaHH: ONTHMAILHOI MOJIeNi IpoLiecy,
SKUII BU3HAYAETBCS SIK Tpoliec Bepudikanii, ori-
HIOBaHHA, Ipe3eHTallii LiMTiCHOCTI BUKOHABCHKOI
CUCTEMIL.

Kynbrypa y cBoiil eBomoLil 3MiHIOE cucTeMO-
TBOPYi KOMIIOHEHTH i, TAKMM YMHOM, CTA€E OINTH-
MaJIbHIIIOW0 Y CBOeMY YHKIIOHYBaHHi, BiloBizae
noTpe6am, 3aBIaHHAM CYCIinbCTBa. Lle erko, 3xo-
BY-TaKM, CIIPOEKTYBAT! Ha BUKOHABCHKUII IIPOLEC.
I MOXHa 3asHa4MTH, IO TaKi O3HAKM CHCTEMHOI
i, AK ippapianid, pekpyTyBaHH#A, raJbMyBaHHA
CTalOTh BUTOKOM IIEBHOIO IHCTPYMEHTApil0 BMU-
KOHABCbKOI cTparerii, apke moTpibHO 06patu Ty,
sIKa € JIOL{/IBHOI0, 1100 3MIHUTY JYHAMIYHI Xapak-
TepUCTVKI CaMOTO IPOLIeCy BUKOHAHHS, 3pOOUTH
JIOTO HE IPOCTO ONTMMAIbHUM, aBTEHTUYHIM, 2
ecTeTYHUM. BrracHe, TyT came BU3HAueHHA ecTe-
TUYHOTO fK IfijIenoKnIafanusa Oe3 i, 3a E. Kan-
TOM, HPOONEeMaTH3yeThCs. [lOLiNbHO-HeOLibHA
TapMOHIl{Ha eCTeTNYHOro NOTpebye AMHAMIYHOTO
i BogHOYAaC KOMOIHATOPHOTO, CTPYKTYPHOTO OLii-
HIOBAHHA THUX MeXaHi3MiB, 3aBIAKU SAKUM Yy BUKO-
HAaBCbKOMY MUCTENTBI JOCATAETHCA XYAOXKHA LIiTic-
HICTb.

BaxmBo 3asHaunTH, IO TeTepOoXpoHis (pisHO-
9acOBICTD) Y MY3UYHI KY/IbTYpi € BUIIepeIKeHHAM
9acy B Pe3y/IbTaTi JIOr0 KBaHTYBaHHSA, NUCKPETH-
3allii, aKTyasisalil AK 3BepHEHHA [0 NPAaBUTOKIB
4acOBOCTI KY/IBTYPH 3aranoM. Tak, KyJIbTypa Moxe
peanmisyBaTica B MeXaxX IiIICHOCTI MMCTELbKOTO
TBOPY, TOTO 4M iHIIOTO BUJY MUCTELTB i BOAHOYAC
y KOHTEKCTi [iMHaMi3allii il 3acafj, peakryasisaril
NOTPiOGHOr0 BUTOKY TBOPYOCTi (IOTpibHOrO mIA



1poro vacy apredaxry). Lle cimunts mpo Te, 110
dopmyeTbcsa Mozienb MOTPiOHOTO MalbyTHBHOTO B
MICTETBI B pe3y/bTaTi BifHal/IeHHA i aKTyatisantii
MeTaQisYHNX BUTOKIB (OPMOTBOPEHHS IEBHO-
ro BUAY MMCTelTBA. AKTyamizanis MeTadisndHmIxX
BUTOKIB Y MVUCTEIITBi He € OHOMIPHUM IIPOLIECOM,
BOHa NOTpebye MOMiOHIYHOI, MOMCTPYKTYpHO,
IIO/IIKOMIIOHEHTHOI 1 IIOMIKIHETUYHOI IIpOIeCy-
IBHOI LTICHOCTI MOZY/IALII XyZIOXXHBOTO 00pa3y.
MoxHa 3a3Ha4YMTH, L0 B OFHOMY TBOPI iHKOMN
BJIQ€TBCS 3 €HATH 6AraTo Mofierneil Maii0yTHbOTO,
3BEPHYTHCA 710 0araTbox BUTOKIB, IOEFHATH IX, ¥
YOMY i IO/IATAE CYTh MOMICTUIICTUKM, AKIIO ii pO3-
umQpoByBaTH BifTIOBIfHO 710 AHTPONOTOTIYHNIX
KOHCTaHT Ky/IbTYPOT€HE3Yy.

YTiM, TBip MUCTeLTBa fAK CUCTEMA € HAI3BU-
YajlHO MOHICTMYHON peasbHICTIO, 3BEPTAETHCA [JO
IIEBHOTO apeany MY3MKYBaHHA, CTU/IIO, YTBOPIOE
ABTEHTUYHY PEKOHCTPYKIIiKO, XO4Ya IIOHATTA aBTEH-
TUKI € 3aBXKIM IOMiNapafiurManbHUM, CKIaJHUM.
[TapagurMy aBTEHTUYHOCTI 3a/I€XXaTh BiJj HaA3BMU-
YaifHO pi3HMX (aKTOpiB iHTepIpeTaliit TBOPY.

Tak, y 6apoko M1 Bifj3Ha4a€EMO PO3TOPHYTi pUTO-
PUYHI IHCTpyMEHTapil, y cepeHbOBIYHII My3uLli —
IHIIYy IHTOHALIHY CUCTEMY, 30KpeMa MOHOINHA
3acajia BOKamy TYT € JoMiHaHTHOK. DakTndHo,
IHTepIpeTaTNBHA LII/IICHICTD TBOPY, TaK YM iHaKIIIE,
0a3yeTbcs Ha TeTePOXPOHIl AK Ha MOXJIMBOCTI aK-
TUBi3yBaTy Ty UM iHIIY «3aK/MafKy», 3a II. Anoxi-
HIUM (TeMIIOpajbHICTh BUKOHAHHSA), Ty UM iHITY CH-
CTeMY BMKOHABCTBa, KO BOHA BXXe €KCITIKOBaHa
B MICTENTBi, Oi/bllle TOTO, CTBOPUTU HOBY CUCTe-
MY — CHUHTETWYHY, a00, HaBIaKy, udepeHIiioBa-
HY, MOHOJIOTiYHY. TakiM 4MHOM, YyTBOPIOETbCA Te,
10 MO>KHA Ha3BaTy CUCTEMOTEHe30M BUKOHABCHKOI
KY/IbTYpH.

I[IpocTopoBO-yacoBMil KOHTMHYYM (a y LIbOMY
BUIAJKy — MY3MYHUIL IIPOCTIp i 9ac) 3a/IeKNTh Bif|
BYIKOHABCTBA, TEMIIOPUTMY, TEMIIOPANbHOCTI BU-
KOHABCbKOI JifAnpHOCTI. TeMIOpambHOCTI OCMIIC-
MIOIThCA AK Ha MIKPOPIBHI BUKOHAHHA, «TYyT» I
«3apas», y IIbOMY 3aJl, TaK i Ha MerapiBHi, K BU-
KOHABCTBO TBOPY B HAMONTVMAJIbHILIOMY PEXVUMI
JULA KY/IBTYPY THX YaCiB, KOMM BiH BUHMK, i /I CbO-
TOZIEHHA. Yce 1€ CBiJYUTD IPO Te, 1[0 BMHUKAE CH-
cTeMa BUMIpY BifITiKy 4aCOBOCTI i IIPOCTOPOBOCTI
TBOPY AK AMHAMIYHOI [{iIICHOCTI.
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I[Topyu i3 reTepOXpOHi€I0 BMHVUKAE MOHATTS re-
TEpOTOMil — IHIIOTO MPOCTOpPY. YTiM, NPOCTIp y
MY3M1IIi — Ije Ipo6yeMa, sKa Ije MaJio JOCTiPKeHa,
X04a MY3MYHMM YacOM HAyKOBIL 3aliMamucs J0-
CTaTHBO IJIifHO i 6araro. [Hmwit npoctip — we cu-
CTeMa, OB 3aHa 3 HOTAIITHOI eKBiBaJeHTHICTIO,
KOMYHIKaTUBHUMI AKOCTAMY MY3UYHOTO TBODY, a
TaKOX 3 (beHOMeHOM IHIIIOTO, SIKUI «B6YIIOBaHI/II7[»
y BuKOHaBI. Bin (inmmii sx ixme «f») Mopemoe
BYKOHABCbKi MOJIeN, MPOEKTYe Benukoro Inmoro,
a0 izeanm BUKOHABCTBA, 1110 MO-PI3HOMY TIPOSIBIIS-
€TbCA B KOXXHOMY aKTi BUKOHAHHA TBOPY, CTBOPIOE
NeBHI iHBepcii, aITOPUTMM BUKOHABCHKOI JiAIbHO-
cTi, AIKi 36epiraloTbcs B 4aci i CTBOPIOIOTDH OYiKyBa-
HY IeTepOXPOHiI0 BUKOHABChKOI MalICTEPHOCTI.

Cucrema HoTaii My3uku pedekTye B cobi foc-
Bif mikrorpadii, mororpadii, KOHCOHaHTHOrO Ta
an¢aBiTHOro mIcbMa (JaBHbOTPEIbKA HOTALliA MY-
3VIKM) SIK MOJieNi epeaBanus iHdopmarii B cemi-
OJIOTIYHMX KOHOTALIAX MY3MYHMX IPAMATHK Ti€l un
inmoi mo6m. HaykoBuit iHTepec KynbprypHO-icTO-
PUYHOI PEKOHCTPYKIil MY3UYHNX NPAKTHK 30ira-
€TbCS 3 CYTO TIOCTMOJIEPHIM MICTELIBKIM IITHOOM
iHTepmpeTanil HOTallil AK CBOEPIHOIO MiKTOrpa-
¢ivHOro mMCHMa 3a JONOMOro Bisyasmisanil HOT-
HOTO TEKCTY.

Ycim BigoMi omycu HoTanil, 0300/eH] MaToH-
kamy mikTorpam y JDk. Keiimxa, ki BuCTaBIA-
I0TbCA AK TBOPYU Bi3ya/JIbHOIO MMCTEL[TBA, IIPE3EH-
TYIOTb HeomiKTorpadivemit cum6i03 My3mdHoi Ta
rpadiuHoi Kynpryp. EBomonis cuctem mpocropy
HOTAllil — MOMHINIHOTO, MiHITHOTO, MOCTiHITHO-
r0 — PO3TOPTAETHCA AK CBOEPiHA PEKOHCTPYKIIiA
MY3MYHOIO IIMCbMA, LIO JOIIOMAara€ OCMUCIUTY
KOMYHIKaTVBHI peajil MySMYHOI KyJIbTYpU B KOH-
TeKCTi ii cucreMoreHesy. KynbTosi cuctemn mysud-
HOI KOMYHIKallil, OB’s13aHi 3 YepHEIbKUM TYPTOM,
nepefaHHA iHdOpMallii 3 ByCT Y BYCTa, € NIEBHOIO
TPAIMLI€EI0 1 Ti€I0 CAKPAIbHOKI PEATIbHICTIO, Y Me-
XKaxX AKOI MMUCTELTBO BMKOHAaHHSA, 30KpeMa X0Opo-
BUJI CIIiB, PO3YMIi/NCA HE AK MY3MKa, a AK aHAJIOT
aHTe/NIbChKOro cIiBy. OpTONOKCa/TbHA PABOC/IABHA
€CTETHKA KOPE/IIE 31 CBITCHKOI0 MY3MYHOIO €CTETH-
KOI0, sIKa 00roCTy>K00BIIT XOPOBUII CIIiB iHTepIIpe-
Tye AK My3UKy (30KpeMa Takoi JyMKM JOTpUMY-
BaB BifloMIi1 aBTOpPUTET 3 HOrOCTYKOOBOTO CIiBY
I. Tapnuep (Gardner, 2004)).
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[ToTpe6yIOTh KyIbTYpONOTiYHOTO aHANI3y TeX-
HOIIOIY/IALI, TEXHOIHHOBALI B MY3MIli, 30KpeMa
TeHeTWYHNUIT aITOPUTM K HOBiTHA Hatypdinoco-
¢ia Mysuky, i QppakranbHUIL, MiKpOiHTepBaTbHUIL
IpOCTip 3BYKOJOOYBaHHSA 3arajioM, KNIl BUHIKAE
B CyYaCHVX CTUIbOBUX TPaHCHOPMALIAX MY3VKI.
Hocsin HoBoBifeHcbKoOi Koy, TBopK K. IlITokxay-
3eHa, [1. Byrnesa Ta iH. cTaoTh HEOOXiHOW CTafi€0
TepeBipkM Oy/b-SIKOTO BUKOHABCTBA HA CaMOJO-
CTaTHiCTb. Tak, yXke He MOXKHA YABUTM CYYacCHOTO
BUKOHABCTBA 0e3 yCiX TUX Haf0aHb, sKi BUHUKIN
B MEXXaX IIOCTMOJEPHICTCHKOI MY3UYHOI KY/IBTY DU,
1o TpaHCHOPMYITh (PEeHOMEH CaMOZOCTATHOCTI
BUKOHABCTBA, OPIEHTYIOTh JIOT0 Ha KOMYHIKaTyB-
HMIT TIPOCTIP, i€ OPYY i3 «KUBOKI» MY3UKOI 3BY-
YaTh KOMIT I0TepHi 3pasku. MyswaHuit mpocrip xo-
MYHiKaIlii cTae pelleBaHTHIIIMM i Ba)XIMBIIUM AK
(beHOMeH caMO3JIiliCHEHHS MUTIIS.

MosxHa cTBepIXyBaTy, 1O JiHiliHAa IOCTifOB-
HICTb MY3MYHOTO JMCKYPCY MA€ CyTO TpaMaTU4He
CIPAMYBaHHA. YCi 4aCOBi MUCTEL[TBA PO3TOPTAIOTh-
cs B ¥aci, yci apTeakTy iCHYIOTb OIVH 32 OFJHUM,
He MOXXYTb «IIEPECKOYUTI» 3 OFHI€EI cCTeMI HOTa-
uilt B iHmIy, «mepectpuOHyTI» BIepen abo Hazap.
Apxe B My3ulli Take BUIepeDKeHHS a00, HaBIIAKIL,
3CyBaHHA ()parMeHTiB BIKOHABCHKOTO TBOPY Ha3af
MOXX/IMBE IIIAXOM 3aJiiHHA aITOPUTMiB, MOTUBIB
TOT0, 1J0 MJ 3BEMO JIENTMOTMBOM, BUABJICHHAM Ie-
HEpaTMBHOIO MOTUBY, AKUI NPOXOAUTH 4epe3 yci
JIEITMOTHBY i TAKVIM YMHOM 3CYBa€ TEMIIOPaIbHO-
CTi BMKOHABCTBa BIepes abo Hasaz. OTXe, yBech
1eit, 6yzeMo TOBOPUTY, My3WYHMII TpocTip dop-
MY€ HEIpOCTUII PUTM, AKWIl Harajye MeTp, Bifmo-
BiJTHO JI0 AKOTO Of}VIH 33 OffHUM CTOSATH CTOBIYMKI
ab0 posTaimoBaHi EITMOTUBY B MY3U4Hiil KOHI-
ryparnii. BuHMKae HOBa apagurManbHiCTh pO3BUT-
Ky 4acy K 3BepHEHHA [I0 BUTOKIB i K IPOEKTYBaH-
Hs Maji0yTHBOTO B OFHOMY MY3MYHOMY IIpOLieci, B
OfIHOMY IIpO1LieCi BUKOHABCTBA.

BukoHaBenp-iHTEpIPETATOP  MEPECTPYKTYPO-
BYE€ YaCOBO-IIPOCTOPOBMII KOHTUMHYYM Y MY3HI
AK TEMIIOPa/IbHICTb 3CYBY «3aKIaflOK» BJMKOHAB-
CTBa BIeEpef i Hasajl, AK TEMIIOPA/IbHICTb AKTYya-
nmizanii yacy. BinbyBaeTbcs 3BepHEHHS [0 HaBHIX
IIMOVHHNX IHTeHI|l, iHTYIIill My3MYHOTO TBOPY i,
HaBIIaKJl, BUIIEPEIKEHHA MY3MYHOTO Yacy B Helle-
penbadyBaHOMY Yaci if IPOCTOPi My3MYHOTO TBOPY.
MysuyHnit TBip CTa€ €KOCHCTEMOIX, a BJMKOHAB-
CTBO — €KOCHCTeMHUM. BracHe, 1ie 3a7eXXUThb Bif

BJMKOHABCTBA AKTOpA — iHTepIpeTaropa TBOPY, Bif
TOr'0, HACKIZIbKM BiH 3[IaTHUII NIEPECTABUTY AKLIEH-
TH, AKTYa/Ii3yBaTu Ty 4M iHIIY MOXIMBICTb Biflo-
OpaskeHH:A MOXIMBOCTI 4yTH, 6a4nTy i CrIiBayBaTH
TYM KOHCTPYKTVMBHMM KOHCTAaHTaM, AKi BU3Haya-
I0TbCA AK MOTUB, IENTMOTHB TOLLO.

Bigrak, mpo6nemMaTnka aHTPONOJIOTIYHOTO IIO-
BOPOTY y TBOpi, 30KpeMa B Xy[IOXKHill KyJIbTypi
XX CTOMTTA AK CHCTEMOreHe3 KYIbTYPONOTi9HMUX
IapajiurM y BUKOHABCHKOMY IIPOCTOPI MUCTELITBA,
30KpeMa MY3MKM, CTa€ MeJia/lbHOI0, JI€ BUKOHA-
Bellb — Ile MeJiaTop, MOJIEpaTop, MeAiyM, KMt
BJMHOCUTb Ha IIepIIVII I/IaH BIACHe OaueHHs TBOPY.
Oco6m1BO IIe TIOMITHO B CYYaCHUX BEpCifiX BUKO-
HAaBCbKOTO MMCTELTBA TUX YM iHIIMX KOMIIO3UTO-
piB, BUKOHABIIiB, Jie IPOLEC TBOPYOCTi 3CYBAETHCA
B npoctip KoMyHikauill. Taka cucrema xopenanii
iIEHTUYHOCTI TBOPY «TyT» i «3apa3», TBOPY 3ara-
JIOM, TBOPY B KOHTMHYYMi KYIbTYPH, Y LIbOMY iH-
Tep’epi, LIbOMY eKpaHi epeyTBOPIOE MeAIapoCTip
Ha CBOEPIIHY KOHCTAHTY, 5IKa BIOCKOHAIIOE i, 6ib-
1€ TOro, 3AiJICHIOE CENeKI|i0, CErMEHTYBAaHHA AK
PELVIIEHTIB, TaK i BUKOHABIIIB.

[HTeNireHTHICTh Ta IHTENIriOINBHICTD, AKY Tak
nomo6ysmu O. Jloces, [I. Jlixados, XapakTepusy-
I0Tb IPOAYKYI04Yy, T€HEPATUBHY CUIY KYIbTYPMU.
[Tepmmit i3 HasBaHUX BUILE JOCTIZHVUKIB yBaXKas,
10 BJIacHe iHTENMreHT — I TOil, XTO pedeKTye
HaJl BCIMa CHMCTeMaMy, HaJj BCiMa «3aKIafKaMim»,
XTO MOXXe IOPIBHATY BCi YHIBEPCYMM i KOHTUHYY-
MM 4aCOBO-IIPOCTOPOBMX peaIiil Pi3HMX CUCTEM,
XTO 3/II/ICHIO€ CUCTEMOTEeHE3 KY/IbTYPU, AKMIT MOXK-
Ha Ha3BaT¥l KY/IbTYPOIe€He30M, 110 GOPMYEThCS B
KOXKHIJ1 OKpeMili KyIbTYpHiil NPaKTHILi, 30Kpema
AK IHTe/IeKTya/IbHUIT BUPOK, AK IPUPOLOBUMIPHMIT
1 Ky/IbTypOBMMIPHMIA CBIT JIIOLVIHNA.

MoxHa MipKyBaTy He Juile IPO TOJM KOHTH-
HYYM, IO 3BYyYUTh Y MY3HII], A i IIPO TOII, AKNIA 1 He
3BYYNTD, 2 PIKCYETHCS B HOTAX, ICHYE B ITay3ax, Iie-
3ypax yMOBYaHHA, 3[[i/ICHIOE Ty HE3BYYHY MY3UKY,
AKY, panToM, posurykas [l. Keiipx y cBoeMy Bifo-
MOMY OIYCi, AKVI1 KOMYHIKaTMBHO Ha/IaIITOBAHWI
Ha CKaHJas, Ha 3puB no4yTTiB. O. [KeliMicoH Bu-
CJIOBMBCS TOYHille — Ije cloppeaniaM 6es mifcBi-
momoro ([Ixerimicon, 2008). Tak, Mu morparise-
MO B CK/IQJiHUII Ha0ip mapajgurMaabHUX MaTpUlb,
IapaiurM KYJIbTYPOTBOPYOCTI, AKi CTAalOTh Iapa-
JUTMaMM MY3MKYBaHHA. Yce MifIJA€TbCA CYMHIBY,



3MIHIOITbCA IOTPeON B 3CYBi «3aKIafiok» — Bif
IIPOTO3aK/MAfKM [O 3aKIaJKM OCTaHHbOL. BuHm-
Ka€ IeBHUIT KBasicnM0io3, ab0 CHHTe3 3acaflHN4MX
Hayan 6e3 caMyx Hayal. Tak, My BigdyBaeMmo, 1110
neT/is pekypciit, 3a E. MopeHoH, Burnasae edex-
TYBHVM MeXaHi3MOM, ajie InIle MeXaHi3MOM iHTep-
npetauii cyraporo (Morin, 1992).

KoxxeH MajicTep i KOXeH BUKOHaBeIlb 30KpeMa
3[IIMICHIOE CHCTEMOTeHe3 KYIbTYPOTBOPYOCTi, Ha-
BiTb He 3a[JyMYI04ICb, 110 BiH JI0T0 yTBOPIOE. K10
BUKOHABElb € IHTENIEKTYa/IbHO 1 KYIBTYPHO CIIPO-
MOXXHIM, KPeaTVBHOIO JIIOIMHOI0, TO BiH He MOXe
o6iitTucs 6e3 1MX MeXaHi3MiB, 6e3 BuIepeIKeHH
MaitbyTHbOro, 6e3 (opMyBaHH:I eKOMailbyTHbO-
r0 B CUCTeMI IHTepIPETaTUBHUX HAETEPMIHAHT, AKi
CTBOPIOIOTh pedieKCuBHe i apedrekcuBHe IIONe
BYIKOHABCTBA. BKOHaBeIb KOHTPOMIE PYXN CBOIX
PYK, aJ)ke PYKU PYXaloTbcst Ha4eOTO caMi, B OFHO-
MY aJITOPUTMi 3aBYEHOTO i, Oi/IbIIIe TOTO, CUCTEMHO
3[IiJICHEHOTO KOMIUIEKCY, AKMil € MeJia/lbHIM, Ti-
NecHO opraHidyHuM. PaKTHYHO PyX PYyK IliaHiCTa,
HAIIPUK/IaJ, CTBOPIOE IOAVHY-BUKOHABIIA, 3 OJHO-
ro 6OKY, sIK IPOJIOBKEHHsI iHCTPYMeHTa, a 3 iHIIo-
r0 — iHCTPYMEHT € IPOJOBXXEHHAM JI0T0 MEHTa/Ib-
HOI Ti/IECHOCTI.

Skmo MipkyBaTu mpo (heHOMEHOJIOTiI0 BUKO-
HABCbKOI MalCTEPHOCTI, AKa BMHOCUTb aHTPOIIO-
JIOTiYHMIT (PaKTOP BMKOHABCTBA HA IIEpIINIT IIIAH,
fie BiH, TaK 4 iHaKILe, IHTETPYETbCA 3BEPHEHHAM
o MeTai3NIHNX 3acaf, «3aKIafjoK», TO BifOyBa-
€TbCA 3CYBaHHA MEXi IPUPOJHOTO, KYIbTYPHOTO,
AHTPOIIOJIOTIYHOTO 110 BePTUKAJI, lefjai rmob1e i
1/M011Ie B CYBY JaBHUHY, KOJY iHILIFOETHCS PO3LIYK
IJIMOVHHNX apXeTuIiB i poTodopM BUKOHABCTBA,
a00, HaBIIaKV, — 30HJYBAaHHJ MallbyTHbOTO, SKe
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IIepeCYBAETbCA 33 BEPTUKAIIO B HECKIHUEHHICTD.
Yce 1ie 103BO/IA€ NMOMITUTY HOBITHIO IapMOHII0 B
KOHTEKCTI IapaUIMiYHNUX 3CYBiB, AKI MOX/IUBI B
4acoIPOCTOPI KYIbTYpPH, 30KpeMa Y BMKOHABCDKIil
mismpHOCTI. Tak, cmcreMoreHes BMKOHABCHKOI [Ii-
STIHOCTI HabyBae 00 €MHOCTI Ky/IbTYPOTBOPEHHSL.

BucHoBku. Moxna mifcymysary i 3a3HauuTy,
10 TIApaIUrMI BMKOHABCHKOI MailCTEPHOCTI B My-
3L — IIe TIeBHI aITOPUTMM, KOHCTAHTY YaCOIIPO-
CTOpY, fAKi BU3HAYAIOTbCA B PiSHUX KOHTUHYYMaX
KY/IBTYpU: CBITOBII KYIbTYpi, XYJOXKHI KYIbTY-
pi, 30kpemMa My3MuIli, e BOHM INepCOHI(pIKYIOTbCA
B OKpPeMOMY BMKOHABCTBi. Ili mapagurmMu craoTb
dopmoro nerituManii KynbTYpHUMX MOfil, Ky/b-
TYPHMX MaTpuIlb CaMOBM3HA4YeHHA MUTL, ifjea-
JIOM, MOJIEJIIIO TIOTPIOHOTO MaitbyTHBOTO, [0 CTAE
(yHKIIiOHAIPHUM MeXaHi3MOM, ab0 aKIenTopoM
nii Mysuky, QyHAAMEHTOM CTBOPEHHS BUKOHAB-
CHKOI KO/,

bes 1mporo HeMOX/MBe BUKOHaBCTBO K CUH-
Te3 BCiX MOXIVMBMX apTeakTiB, CIOHYK, iHTEH-
11iif, OpiEHTOBAaHMX Ha KOHCTUTYIOBAHHH, HOEMY,
SIKIIO BUKOPUCTATH (eHOMEHOIOTIYHMII Te3aypyc,
a00 Ha eitfjoc, THIT MeTai3NYHNX PEeKOHCTPYKIIiI,
TIOB SI3aHNUI i3 MeT/Ier0 peKypciil, 3BepHEHHAM JI0
MaitbyTHbOro i MuHymoro. OTxe, BepTMKanb —
1le MUHYJIe-MailOyTHE, sKe 3aBK[M BiICYyBa€ CBOI
ropusoHTy. OeHOMEHOMOTiA apTUKYIIOBAHHA XY-
JOXXHBOTO 00pasy, y IbOMY BUIIQ[IKYy — 3BYKa, fK
IVHAMIYHWI AUCKYpC GOPMYBAaHHA MUCTEIBKOTO
TBOPY peasi3yeTbcs Ha PI3HUX eKpaHaX Ky/IbTypHu,
B Pi3HMX CEpeOBUIIHIX BUMIipaXx, aje JOMiHAHTO
€ aHTPOIIOJIOTIYHMIT IOBOPOT SIK BiJoOpasKeHHS Iii-
TCHOCTI TIOAVHIA.
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P. B. Hixonenxo. KoMnosuuiiino-gpaMaTypriqaumi
aHami3 KOHIEPTHUX MONOHe3iB op.5 i op.7 Muko-
mm JIncenka Ta cenmdika ix BUKOHaBCHKOI iHTepIpe-
Tamii

Y cTarTi BU3HAYEHO KOMIIO3MI{IHO-paMaTypriuny
crienniky ABOX KOHIepTHUX mHonmoHesiB M. JIuceHka
Ta BUABJIEHO T€H[EHIIII IX BUKOHABCbKOIO OCMIICIEHH.
Y 1mx m'ecax KOMIIO3UTOP PENpe3eHTYe pisHi migxonn
0 TPaKTYBaHHA XXaHPY IOJIOHE3Y, IO IIPOABIAETHCA
Ha KOMIO3MIIIHO-ApaMaTypriunoMy piBHi. OsHadeHi
TIOJIOHE3Y BifIPi3HAIOTHCA i 0COOMMBOCTAMY BTiTIEHHS B
HMX BipTy03HO-KOHLIEPTHOTO Havasa. ¥ Ilepuiomy KoH-
LIePTHOMY IIOTIOHE3] 0p. 5 BIPTYO3HICTD € ACKPABO BUAB-
JIEHOI, a B JIpyroMy KOHILIEPTHOMY IIOTIOHE3i 0p. 7 BOHA
HABIIAKY JIEIIO BYA/IIOETHCA, 1O MOXKe OyTH 3yMOBJIeHe
IparHeHHAM HOBHillle pO3KPUTY iHAMBiNyabHY CIIEIHN-
¢iky My3udHNX 06pasiB KOXXHOTO TBOPY. Takox y cTar-
Ti IIpOaHaIi30BaHO BUKOHABCHKI Bepcii O3HAYEHNMX IT €C,
CTBOPEHI Cy4aCHMMM YKPAIHCHKMMIU IiaHiCTaMu.

KmiouoBi cmoBa: xonuepmmui nonouesu, komno3uuiii-
Ho-Opamamypeiuna  cneyuika, 6UKOHABCHKI  6epcii,
M. Jucenxo.

R. Nikolenko. Compositional and dramaturgical
analysis of Mykola Lysenko’s Concert polonaises
Op. 5 and Op. 7 and specificity of their performing
interpretation

The relevance of the article. Mykola Lysenko’s
creativity attracts the attention of the world music
community. This is confirmed by the availability of CD
albums with the composer’s music created by Ukrainian
and foreign musicians. The composer’s piano opuses are
of considerable interest, but among them there are pieces
that, despite their artistic value, are performed relatively
infrequent.

The purpose of the article is to identify the
compositional and dramaturgical features of two Concert
polonaises Op. 5 and Op. 7 by M. Lysenko and analyze
their performance versions. Taken in combination, this

will allow us to better understand the specifics of the
composer’s interpretation of the polonaise genre and
identify approaches to the interpretation of these works
that are common in contemporary piano performance
practice.

The methodology is based on an integrative approach,
and involves the use of systematic, analytical, structural-
functional, inductive and comparative methods.

The results. In his two Concert polonaises, M. Lysenko
presents different approaches to the understanding
of the genre, which is manifested at the level of their
composition, musical dramaturgy, and the embodiment
of the virtuoso-concert principle. In addition, the study
examines the performing versions of polonaises created
by contemporary Ukrainian pianists, which helped to
identify trends in their performing interpretation.

Conclusions. The compositional structure of the
first Concert polonaise is proportional, while in the
second Concert polonaise the composer does not keep
the symmetry of the form of the sections, expanding the
middle section and shortening the reprise. The musical
dramaturgy of the first Concert polonaise is marked
by the contrast of musical images, while the second
Concert polonaise is dominated by lyrical imagery. These
pieces embody opposite aspects of virtuosity, which is
manifested at the level of texture and dynamic palette.

Interpreting these Concert polonaises by M. Lysenko,
the pianists reveal different aspects of their musical and
figurative sphere: lyricism or poetry, bright dancing
or heroics. An interesting trend in the performing
interpretation of the works is the reduction of the middle
section (episode), which is possible due to the repetition
of the thematic material.

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

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

AKTyanpHicTh TeMM JocTimKeHHA. TBOPYiCTb
M. JIncenxa npusepTae yBary My3u4HO] CIliTbHOTH
He /ulIe B YKpaiHi, a i1 fa/eko 3a il Mexamu, Mifi-
TBEP/KEHHAM 40ro cayrye HaaBHicTb CD-amb6o-
MiB 13 MY3MKOI0 KOMIIO3MTOPA, CTBOPEHNX YKPaIH-
CBKUMI Ta 3apyODKHMMY My3UKaHTaMI. 30KpeMa,
MokHa HasBatu Mpykola Lysenko: complete music
for violin and piano” C. Copoku Ta A. Ipina, “«Na-
turex: selected songs Lysenko Mykola”, ctBopeHmit
BoKayicTamu-iHosemusamu, “The Art Songs Mykola
Lysenko” — macurabHuit IPOEKT KaHAJICbKO-YKpa-
incpkoi onepHoi aconiarnii The Ukrainian Art Song
Project (UASP). ITIpoTe 4u He Haii6imbuIy TIOMy/Ap-
HICTb OTpUMana came (OpTeliaHHA My3UKa MUT-
1. Vloro m’ecu BKTIOYAIOTH [0 CBOTO penepTyapy
yKpaiHcbKi Ta 3apyOikHi mianicty, a crermdixa
KOMIIO3UTOPCHKOI MaHepy IIMCbMa [OCIiKY€ETh-
¢4 B MYy3MKO3HaBuMX Ipansx. Ile Bumaerbcs min-
KOM 3aKOHOMipHMM, ajpKe B 1opobky M. JIncenka
¢oprenianHi omycu mocifaloTh OfHE 3 MPOBiTHMX
MiCIIb.

IlocranoBka mpo6nemu. Huni icuye 6araro
pisHOMaHITHMX 3amuciB  QOpTeraHHNX TBOPIB
M. JInceHKa, CTBOPEHUX fK BilOMVMI iHTEpIIpeTa-
TOpaMJ, TaK i MeHII 3HaHMMM iaHicTamu. [lo e,
AKi Hajlbi/bIIe BUKOHYIOTb, MOKHA BiffHecTH [lep-
my op. 8 ta JIpyry op. 18 pamcopii Ha yKpaiHCBKi
HapopHi Temu, «Enerito» op. 41, «Mpiro» («Ha co-
OIKIM Mefy») Ta feski iHmi Miniatiopy. OpHak €
TAKOX TBOPY, SIKi IIONIPY CBOIO Oe3IepeyHy XyzoxK-
HIO LIiHHICTD e He HaOy/M HIMPOKOTO BU3HAHHI.
[lo TakyX HajeXaThb [1Ba KOHIIEPTHI TIOI0HE3N 0p. 5
Ta 0p. 7, KOTPl He 4acTO 3By4aTb Ha KOHLEPTHIN
CLIeHI, IIPOTe € JOCUTDb LiKaBUMM fAK y KOMIIO3M-
Li/1HO-ApaMaTyprivHOMy aCIeKTi, TaK i 3 MOIIALY
iX 06pa3HO-3MiCTOBHOTO HAaIlOBHEHHS, IKe MaKCII-
MaJIbHO PO3KPMBAETHCA CaMe IIijf] 4aC BUKOHABCHKOI
iHTepmperaril.

AHami3 OCTaHHIX FOCTimKeHb i MyOmiKarmii.
3HayHa yacTuHa QopremiaHHoro fopobky M. Jlu-
CEHKa BXXe JJOBOJI I'PYHTOBHO JOCTI/KEHA B MY3M1-
KO3HaBUMX INpanax. HaykoBo-aHamiTiyHi Hapucu
¢opreniannux omycis M. JIncenka HaBefieHi B Ipa-
ui H. Kamxkagamosoi (Kamkagamosa, 2006). Pisui
ACTEKTY NPOABY POMAHTMYHOTO CTU/IIO B MY3M-
i YKpaiHChKOTO MUTIA BMCBITJIEHO Y PO3BifKax

O. Jlirye (Jliryc, 2017; 2021) Tta JI. KusHoBChKOI
(Knsanoscpka, 2023). Crenudika BTineHHs Haiji-
OHaJIbHOI My3W4HOI Tpamuiii B fopobxy M. JIu-
cenka BusHavaeTbcsi O. Kosapenkom (Kosapewnko,
2004; 2023) ta C. JTropxendeM (JTropkesuy, 1999).

Taxkoxx BapTO Ha3BaTM NOCT/PKEHHH, IPUCBH-
YeHi BUBYECHHIO OKpeMUX >XaHpiB opremianHO
TBOpYOCTi MajicTpa. Crierniky nposBy nporpam-
HOCTi y QoprenmiaHHMX MiHiaTIOpaX MMUTI BU-
sHavae JI. CaipigoBcbka (2015). 1. 3inkis (2015),
BUABJ/IAE€ MOJIEPHICTUYHI TEHAEHLII B CTUIICTUII
KOMIIO3MTOpPA Ta 3aKOHOMIPHOCTAX (OpMOTBO-
PeHHs J0r0 TBOPIB, IPUJIIAIYM OCOONUBY yBary
aHas3y « YkpaiHCbKoi CloiTi y popMi CTapOBMHHNX
TaHLiB» op. 2, [lepmiit op. 8 Ta [pyriit op. 18 dop-
TeNiaHHUM PaIlCOfiAM, a TaKOX LMKy «Tpu ecki-
3u». JJOTMYHOIO [10 TIONEpPefHbOro NOCII/PKEHHS €
npatst H. Pa6yxu, y skiit BUABIAIOTBCSA 3aKOHOMIp-
HOCTI BTiIEHHSA IPMHIUITY MiHIaTIOPU3MY Y TBOP-
qocTi komnosuTopa (Pabyxa, 2003), a Takox My-
sukosHaByi possigkn O. Cynpyn (CynpyH, 1992),
JI. Kopwiit (Kopniit, 2001) Ta I. JIboca (Loos, 2023),
Yy KOTPMX POSITIAAITBCA OKpPeMi XKaHPOBO-CTH-
MCTUYHI acIeKTV ABOX (OpTemiaHHMX PAICOAiit
M. JIncenka. OcobmBocTi B3a€MO3B’AA3KiB MixX
¢opreniaHHO0 Ta BOKAaJTbHO-XOPOBOK TBOPYICTIO
KoMIosuTopa o3HaveHi B crarti O. Ppaiit (Ppaitr,
2023). [Ipote, He3BaXkarouM Ha Take PisHOCTOPOHHE
HayKOBE OXOII/IEHHA TBOPYOCTi YKPAaiHChKOIO MUT-
114, ;Ba KOHIIEPTHI II0JIOHE3N 0p. 5 Ta 0p. 7 He 3[10-
Oy/IM BIYEPITHOTO MY3MKO3HABYOTO OCMIIC/IEHHSA i
HJHI iCHYIOTb JIMIIIE JOCUTD CTUC/I CIIOCTEPEKEHHA
1ozio ix obpasHoro 3micty ta crunictuku (Caipi-
moBcbKa, 2015, c. 173; 3inkis, 2015, c. 69).

OKpiM TOTO, Y KOHTEKCTi JOCTiKeHHA LliKaBUM
BUJIAEThCS IIMTAHHA LOAO OCOOMMBOCTE BUKO-
HABCbKOI IHTepIIpeTallii 03Ha4eHNX II0/IOHE3IB CY-
YJaCHMMM IIiaHICTaMU, IKe TAKOX Ije He MA€ Ha/lex-
HOTO BMCBIT/IEHHA B HAYKOBUX PO3BifIKaX.

Merta craTTi — BUABUTI KOMIIO3ULIIHO-/IpaMa-
TYpriuHi 0cOOMMBOCTI JBOX KOHIIEPTHVX IIOJIOHE31B
op. 51io0p. 7 M. Jlucenka Ta npoaHamisyBaru ix Bu-
KOHABCbKi BepCil. Y CyKYIHOCTI 1ie J03BOMNTD II0B-
Hilre 3po3yMiTi crenniky TpaKTyBaHHS MUTIEM
JKaHpPY IIOTIOHE3Y, a TaKOXX BM3HAYMTY IEBHI IIifI-
XOZIM IO iHTepIIpeTalil IMX TBOPIB, AKi CK/IaINCA B
cy4acHir GopTeriaHHill BUKOHABCHKIN IPaKTHIIi.



Buknmajg ocHOBHOro Marepianmy AOCTi[KeHHs.
[Tepmmit Ta Apyruil KOHLEPTHI IIONIOHE3M Haje-
KaTb JJ0 paHHBOTO Nepiofy TBopuocTi M. J/Incenka
Ta BOYEBM/Ib KOMIIO3UTOP IIifj YacC iX CTBOPEHHA
HaJIMXaBCA IIOMEHIBCBKIMIU IpooOpasaMi IbOro
JKaHPY, OFHAK 31 CTUIICTMYHOI TOYKM 30Dy BOHM €
III/TKOM CaMOOYTHIMM Ta ICKpaBO BUSABMAITH OC-
HOBY Ha YKpaiHCbKOMY HapopgHoMmy Menoci. Ilep-
LINIT KOHIIEPTHWII TIOJIOHe3 0p. 5 As-dur HamMcaHo
B CK/IaJHIll TpU-I ATMYACTVHHIN popMi 3 emiso-
JIOM, Y AKIiil KOXXEH 13 PO3/Ii/IiB CTAHOBUTD IIPOCTY
IBOYACTIHHY penpusHy ¢popMmy 3a o6pa3Ho-3Mic-
TOBHMM HAIIOBHEHHAM IIeJl TBIp MOXKHA BijHeCTU
JI0 MipUKO-T€POIYHOrO, afiKe B HbOMY TapMOHIITHO
HOENHYIOTbCA TOHKUI IIPU3M Ta IaTeTUYHA ITifIHe-
CEHiCTb MY3VYHOTO BYIC/IOB/IIOBAHHA.

Binkpusaerbca Ilepmmii KOHLEpPTHMII IIOTIO-
He3 0p. 5 YpOUMCTUM BipTYO3HUM BCTYIIOM, AKWI
Offpasy IIpPUBEPTAE YBAry KOMOPUTHUM 3BYyYaHHAM
TYIYZIbCBKOTO JIafly, B OCHOBI SKOTO — 3BYKOPAJ
HaTypajabHOIO MIHOpPY, IpOTe i3 MifBUIIEHNMNI
IV ra VI crynenamu. Takoxx TeMaTuyHuit MaTepi-
a1 BCTYIY € JOCUTD LIIKaBUM i 3 METPOPUTMIYHOI
TOYKY 30Dy, OCKIIbKM KpiM TUIIOBOTO [/ XKaHPY
II0/IOHE3Y PUTMIYHOTO PUCYHKa BiCiMKa-[Bi LIiCT-
HAJLATKY, KOMIIO3UTOD AaKTMBHO BUKOPUCTOBYE
pyX TpiomiB IIICTHAAUATKAMM, a B IIOHA/IBIIOMY
PO3BUTKY TeMaTU3My BCTYIy 3a/il0€ BUCXiIHI IIa-
caxi y BepXHbOMY pericTpi ¢popTemniaHo, BUIMCaH]
CENTONAMM Ta CEKCTONAMM.

B ocTaHHIX TakTax BCTYIy BiOyBaeTbcs MOAY-
JALiA B OCHOBHY TOHA/IBbHICTb As-dur, a mifHeceHa
YPOYMCTICTD IOCTYIAETHCA CBITIIN, HABITh Y IEB-
HOMY CeHCi pajiicHo-0e3Typ6oTHiit My3W4Hill 06-
PasHOCTi OCHOBHOI TeMy IepIIoro posziny Gpopmu
[lepuioro KOHIEPTHOTO MONIOHESY. Y Liill TeMi IIpH-
BepTae yBary IpMMX/IMBa, HACMYEHa MeNTi3MaTUKOK
MeJIOINYHA JIiHif, Y AKiil BraJylTbCA HapOJHOIII-
CEHHI IHTOHAIlil, MalICTepHO IOENHAH] i3 TUIIOBUM
JUIA TIO/IOHE3Y PUTMIYHMM PUCYHKOM, IMOMIll|eHUM
y cepefHiX ronocax 6araroronocHoi gpaxkrypu.

Jlpyra 4acTuHa IpOCTOi ABOYACTUHHOI penpu-
3HOI Qopmm, y sKiil HalMCaHO NEPUIMIT PO3HIN
[Tononesy op. 5, Mae posBuBady GyHKIiO Ta He
MICTUTb 3HAYHOTO TEMATMYHOTO KOHTPACTy. Y Hill
BiI0yBa€ThCS Mepexif| B OXHONMEHHNI 10 OCHOBHOI
TOHA/IBHOCTI MIHOpP, a MeIOAUKO-IHTOHALIVIHMI
PO3BUTOK BUOYAOBYETHCS HA IIOYaTKOBOMY MOTHBI
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OCHOBHOI TeMM, 1J0 OCHOBYETbCA Ha TUIIOBIN /1A
TIO/IOHe3Y puTMOQopMyIi BiciMka-ABi micTHA/LAT-
K. Y penpusi IpocToi ABOYaCTHHHOI GopMmy mep-
mworo pospiny Ilepimoro KoHIepTHOrO moMOHE3y
TEMATV3M OCHOBHOI TeMU IiJJA€TbCA HE3HAYHOMY
BapilOBaHHIO, 32 AKOTO CYTTEBO PO3BUBAIOTHCA Ce-
penHi ronocu GpakTypy, BOFHOYAC METIOFMYHA JiHis
Y BEPXHbOMY T'OJI0Ci Ta FapMOHIYHa OCHOBA He 3Mi-
HIOIOTHCH.

IlosBi Temarusmy emisopy Ilepuioro konuepr-
HOTO IOJIOHe3y 0p. 5 Iepeflye HeBeNuKa 3B’A3Ka,
OCHOBHA (DYHKIIis AKOi — Iepexil Y HOBY TOHA/Ib-
HicTb E-dur, KoTpa 3aBIsKY CBOII BiijaneHoCTi Bif
OCHOBHOI TOHA/TIBHOCTi CTBOPIO€ 3HAYHMIT KOMIIO-
3ULIHO-IPaMaTyPriYHMil KOHTPACT [0 IepLIOro
pospiny dopmu TBOpy. OcHOBHA TeMa emi3oxny Bif-
3HAYAETHCA PUTMIYHOK IIPYXXHICTIO Ta YiTKICTIO:
Ha (OHi po3MipeHOro pyXy BOCbMIUX TPUBAIOCTEN
(TopineHMx mo ABi Ipymy mifi OXHUM pedpoM) y
IapTil /1iBOI PYyKU PO3SBUBAETHCA BPOYMUCTO-IIijIHE-
CeHa MeJIOofiifl, B iHTOHAIL[IVIHIN OCHOBI AKOI IlepeBa-
JKAIOTb BUCXIJIHMI PyX Ta KBapTOBO-KBiHTOBa iH-
TepBajiKa. Y CYKyIHOCTI Iie Hafja€ il MapIIOBOCTi
Ta ypo4ucrocti. JIpyra yacTuHa mpoCTOi {BOYAC-
TUHHOI perpusHoi GOpMI, Y sAKiil HAIICAHO emi30f
ITononesy, € po3B1MBaY0I0, IPOTE BOHA CTAHOBUTDH
IEBHUIT KOHTPACT [jO IIOIEPENHDBOrO PO3BUTKY,
OCKIJIbKM TYT IIpeBA/IOE 3BY4aHHA MiHOPY (Bigxu-
newHA B h-moll). Y penpusi emizogy M. Jlucenko
BUKOPVICTOBYE BapialliiHMII METOJ, PO3BUTKY Te-
MAaTN3MY, [TOfIAX04M J10TO i3 HE3HAUYHVMMI 3MiHaMI B
MeJIOAMYHII iHiI BEPXHOTO TOI0CY B MAPTIil 1Ipa-
BOI pYKIL.

Penpusi Ilepioro KoHnepTHOrO MONIOHESY 0p. 5
Tepefiye HeBeMKa 3B 513K, KOMIIO3MIIITHO-/ipaMa-
TypriuHa QyHKIif AKOI IO/MATa€ B MOBEPHEHHI 10
OCHOBHOI TOHanmbHOCTI As-dur. Bapto sayBaxury,
IO penpusa TBOPY L{iIKOM ifleHTNYHA IO HepIIOl
YaCTUHM Ta ITOBHICTIO OBTOPIOE il 11070 TEMATH3-
My 71 popMIL. 3aBepluye IT'€Cy ACKpaBa, BipTyo3Ha
Koza (TT. 153-166), gKa € JOCUTb JIAKOHIYHOI Ta
CUHTe3ye IHTOHALl OCHOBHOI TeMM MEpINOI Ya-
CTMHI Ta OCHOBHOI TeMu emisony. Ha saBepuieH-
HA aHATITMYHOI po3Bifiku Ilepuioro KoHIepTHOro
nonoHe3y M. JluceHka 3asHaumMo, 10 akTypHe
BYPiLIEHHA [JbOTO TBOPY € JOCUTb Pi3HOITAHOBIUM.
Mpurenp aKTMBHO BMKOPUCTOBYE aKOP/IOBO-OKTaB-
HMI BUKJIAJ, BIPTYO3HI Macaxi WIICTHAALATUMIM,
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SICKpaBi aKIeHTH, T03HaYeHi sf, Ta cuHKormm. OKpiM
IIbOT0, KOMIIO3UTOpP 30aradye MeNOAMYHY iHil0
NPUMX/IVBAMY PUTMIYHVMI PUCYHKAMU Ta MeJi3-
MATUKOIO, 11J0 3arajioM J03BOJIAE IIOBHIlE pO3KPH-
TV KOHL|EPTHY IPUPORY IT' €CH, 3a3HAYeHY B 1i Ha3Bi.
Hpyrnit KoHuepTHNiI nonoHes op. 7 G-dur pe-
MOHCTpY€ KOMITIO3UTOPCHKOTO
OCMIC/IEHHA 11bOTO JKaHpY. BiH Tako)XX HammcaHmit
y CKTafiHill TpU-IT AITMYaCTUHHII GopMmi 3 ertizofoM
31 BCTYIIOM 1 KOZI0I0, IpoTe TYT M. JInceHko fmeuo
posuupioe emnisof. KoHTpacTye o3HaueHnit mosuo-
He3 3 [lepmumM i cBoiM 06pasHUM CTpoeM, afpke
OpaBYpHICTh Ta SICKpPaBy BiPTYO3HICTb 3MiHIOTDH
HAaCIliBHA JIIPUYHICTb 1 HABIiTh IIEBHAa KaMEPHiCTb
MY3MYHOTO BUC/IOBIOBAHHA, 110 YBUPA3HIETHCA
3aBJIAKM Oi/IbII TTABHIV MeTOMMYHII TiHiI Ta MeHII
HacyyeHiln axTypi, y AKili IpeBaIonTh raMoIo-
ni6HMIT pyx i pisHOMaHITHI MemoauyHi ¢irypamii.
Taxkox BM3HAYa/lbHOI O3HAKOK 1[bOTO TBOPY €
MEHII ACKpaBa, HiX y Ilepiiomy KoHIlepTHOMY I1O-
JIOHesi op. 5, 3arajbHa AMHAMIYHA AJiTpa, Y AKii
TepeBaXaloTh BiITIHKM B MeXax Bift f mf, 0o p, pp.
Posnounnaerbca JIpyruit KOHLEPTHMII IIOTIO-
He3 i3 HEBEIMKOrO BCTYITY, AKMI Ma€e JOBOJI IjiKa-
Be [IMHaMi4He Ta TeMOPOBO-pericTpoBe pillleHHS.
IIpoTAroM BiTHOCHO HEBEMMKOTO IPOMDKKY 4Yacy
(TT. 1-7) Mae BinbyTuCh 3HaUHe JMHAMiYHE HApoO-
CTaHHA Ta PyX MeTOANYHOI JIiHiI Bifl HUSHKOTO peri-
CTpy (AKnil y mO€RHAHHI i3 IMHAMIYHUM HI0AHCOM
pp BUABIIAE CBill MPUIMyIIeHNIT, MaTOBMIT TeMOpO-
BT TIOTEHI[ia/l) O SICKPaBOTO CBITNIOTO 3BYYaHHS
BEPXHDBOTO pericTpy B AiuHaMivHii rpapanii ff. Take
KOMIIO3UIIJTHO-/IpaMaTypriyHe pillleHHA T03BOA€E
penbedHiIIe mKpecTUTI NOSABY OCHOBHOTO TeMa-
TU3MY IIEepIIOi YaCTVHU TBOPY, INABHO IiIBECTY
J10 HbOTO. [HIIOW 11iKaBOX KOMIIO3UTOPCHKOK 3Ha-
XifIKOI0 BCTYITy € JIOr0 J1a[l0BO-TapMOHIYHA OCHO-
Ba. [lopi6no mo Ilepmoro, Jpyruit KoHuepTHWII
IIOJIOHE3 TAKOXK PO3IOYMHAETHCA B OJHONMEHHO-
My 710 OCHOBHOI TOHA/IbHOCTi MiHOpi (g-moll), mpn
[bOMY K/IIOYOBI 3HAKM JIVIIAOTHCA BifMIOBIIHIMI
OCHOBHIIT TOHa/IbHOCTI, a MiHOpHE 3By4aHHsA CTBO-
PIOETbCA LIIAXOM NOENHAHHA 3YCTPIYHVUX 3HAKIB
anprepaunii. IIpore B ubomy Bunagky M. Jlucenko
He 3a/jiF0€ XOHVUX 3BYKOPANIB HAPOJHOI MYSVKM,
a JIMLIAETbCA B MeXaX Ma)KOPHO-MIiHOPHOI CuCTe-
MI. Y CYKYIIHOCTi BCi O3HaYeHi KOMIO3UIiiHI pi-
IIEHHA J03BOMANTb KOMIIOSUTOPOBI MiKpeCIuT

IHIINIT ~ acCIeKT

JpaMaTypriydy 3HAUYMMICTb BCTYILY, KNIl ACKPaBO
KOHTPACTye JI0 HACTYIHUX po3fimis popmu [py-
TOro KOHIIEPTHOIO IIO/IOHE3Y i B TAKOMY KOHTEKCTi
CIIPUIIMAETBCA AK CBOEPIIHA aBTOPChKA IIEPEIMO-
Ba, KOTpa IIepe/ye MOAAbILIl IT0ABi OCHOBHUX MY-
3MYHMX 00pasiB TBOPY Ta IX PO3BUTKY.

3aBepulye BCTYN BUCXiJHMII OKTaBHMI ITacax
y IapTil IpaBoi pyKM, AKUII IVIABHO MiJBOJUTD JI0
IIEpLIOro po3fiiny JJpyroro KOHIEPTHOTO MOIOHESY,
1[0 HATIVCAHMI Y IPOCTiit TpudacTurHiit popmi. [i
nepila 4acTMHA BTIIIOE CBIT/INUM, JTiPUKO-TAHI[O-
Ba/IbHUIT My3u4HMit 06pas. BusHawanbHOW0 OCO-
OMMBICTIO TEMATU3MY, 110 JO3BOIAE BifHECT J1OTO
JI0 iCEHHO-TAHIOBA/IbHOTO TUILY, € TIePEBAXKaHHA
IVIABHOTO MEJIOJTYHOTO PyXY (XpoMaTn3oBaHi abo
raMoIoyiOHi macaxi), MOEJHAHOTO i3 XapaKTePHUM
1A TIOJIOHE3Y PUTMIYHMM PUCYHKOM BiCiMKa-7IBi
IIiCTHAJIATKY Ta CUHKOIIAMM.

CepepyiHa pocToi TpUYacTUHHOI GPOpMIL, Y AKii
HAIMCAHO IepIINii po3fin JIpyroro KOHIepTHOIro
II0JIOHE3Y, € Ha/I3BMYAIHO JTAKOHIYHOIO, aJl)Ke CTa-
HOBUTD Ilepiof eamHoi 6ymoBu (TT. 16-23). BoHa
CTBOPIOE TIEBHUIT 00Pa3HO-3MICTOBHMII KOHTPACT
CTOCOBHO TEMATU3MY IIONEPEIHBOTO PO3JiTy 3aB-
KM HasABHOCTI YacTyX CTPMOKIB Ha pi3Hi iHTepBa-
U, XpOMaTM30BAaHMX IACAXKIB, a TAKOX MOCTYIIO-
BOT'0 YepryBaHHA BUCXIJHOTO Ta HUSXIJHOTO PyXy
B ME/IOfIMYHIN /iHil B mapTil npasoi pyku. IHmomo
BU3HAYA/IBHOIO OCOOMBICTIO PO3JiNy, AKMII po3-
IIAAETHCA, TPUYACTHHOI OpPMI € FIOr0 MeTpo-
PUTMIYHA OpTraHisallid, OCKIIbKM MeTOANYHA IiHiA
B IapTil IpaBoi PyKM MaibKe L[IIKOM OCHOBaHa Ha
purModopmyri BiciMKa-Tpionp IIiCTHAAUATKAMU
1iJ; OHUM peOpoM, 1110 HafIi/IsIe TeMaTH3M O3HAKa-
MU Ma3ypKoBoCTi. O3HaYeHNMI pUTMIYHMIA PUCYHOK
JloTIoMarae JOCAITY TYT KOMIIO3UIIITHO-ApaMaTyp-
TiYHOI €JHOCTi Ta MOHOITHOCT] PO3BUTKY.

Hanpuxinni mepmoro pospiny Jpyroro Kos-
LIEPTHOTO IIO/IOHE3Y 0p. 7 KOMIIO3UTOP BUIINCYE
HEBE/NKY 3B’A3KY, OCHOBHA (YHKI[iA AKOi — Mo-
AyIALid B HOBY TOHAJbHICTb Ta IIITOTOBKA IO
HOABM TEMATUYHOIO Matepiany emisopy. LlikaBum
KOMIIO3MIiITHO-ApaMaTypriYHiM pilleHHAM TyT
€ M0sIBA B OCTAHHIX JIBOX TaKTaX 3B SI3KYM B MapTii
JiBOI PYKM PO3MiPEHOTO «IIOTOJIYBaHHA» BiCIMOK
Ha 3BYKaX TOHIYHOTO aKOpAy HOBOi TOHA/IbHOCTI
Es-dur. O3HadeHMii PUTMIYHMIT PUCYHOK Ta rap-
MOHif [JO3BO/AITh KOMIIO3UTOPOBI MaKCHMA/IbHO
IIABHO ITifIBECTY [J0 IIOSABY OCHOBHOI TEMM €Mi3071Y.



3asHaunMmo, 10 B 1jboMy pospini Gopmu Ilomo-
He3y M. JIMCeHKO TaKOX 3BEPTAETbCA [JO TpUYac-
TuHHOI popmu. [Ipote, Ha BigMiHy Bif mepimioro
posginy JIpyroro KOHLEPTHOrO IIONOHE3Y, BOHA
€ MacCIITaOHIIIO0, OCKIIbKY Ma€e 3HAYHO PO3BU-
HEHMIl CepefVIHHMII PO3JiN, a IpU IOBTOPHOMY
IPOBE/IEHHI TEMATUYHOIO MaTepiany KOMIIO3UTOP
3aCTOCOBYE BapialliliHNIl PO3BUTOK, 1O [JO3BOJIAE
B IIEBHOMY CeHCi AMHaMisyBaty My3u4Hy GopMmy
enisony [Tonone3y 3aranoM Ta fioro MysuuHui 06-
pas soxkpema. OcHOBHa TeMa emizony (tranquillo)
BTI/IIO€ JIiPUYHO-CBIT/INIA | BUTOHYEHMIT MY3UIHMI
00pas, a 3aBIAKYM MPUMXIUBIN MeTOAMYHIN JTiHil,
HaCIYeHill MeTisMaTuKow (MOPAEHTH, QopIIIarm),
3BYYaHHIO JiiaToHiKy (mifiiicbkoro namy) Ta Bapi-
AHTHOMY PO3BUTKY TEMATU3MY BUKIMKAE acoLliallil
I3 macTymmmy Harpamamun.

CepennHa emisofy 3HOBYy BHOCUTD Y JipaMaTyp-
Tif0 TBOPY NEBHMI KOHTPACT, KU CTBOPIETHCA
AK 3a JOIIOMOT'0X0 JO€JHAHHA HOBOTO TEMATUYHOTO
Marepiainy, TaK i IepeBaKaHHAM IYHKTUPHOTO PUT-
MY B MeJIOFVYHIl JIiHii, KOTpuUit 4acTo AyOmoeThCs
B CYIPOBOKYI0UNX ii ronmocax ¢akrypu. Okpim
TOT'0, KOHTPACT MK TeMaTM3MOM IIEpIIOI 4acTy-
HJ Ta CepeiyHM TPUYACTMHHOI OyZOBM emi3ony
[Tononesy, AKMii HaMM POSIIANAETHCA, BUHMKAE i
Ha akTypHOMY piBHI. OCHOBHA TeMa emi3ofy Mae
roMo(OHHO-TaPMOHIYHWII CKJIafl, AKUII B OKPeMIX
BUIIAJIKaX 30araqyeThCs BUPA3HVIMI IATOTIOCKAMIL
(BOHM 3'SIBIAIOTHCA INEPEBAXHO HANMPMKIHI KO-
POTKUX MeJIOJVKO-{HTOHALITHUX TT0OY/0B, i3 IKMX
CKTTAJIA€ThCA TeMa), a aKTypa CepelyHM eIi3ofy
€ nonidonizoBanow. OKpimM TOTO, BaPTO 3BEPHYTHU
yBary Ha KOMIIO3UIIIIHY CTPYKTYPY CEPENUHM €Ili-
301y [Ipyroro KoHIepTHOro 1monoxesy. Bona moxe
OyTu ommcaHa fK Imepiof i3 TPbOX pedeHb, fiBa 3
AKVX — NOBTOPHOI OYZIOBM, @ TpeTe CUHTE3YE ele-
MEHTH TIOIEPESHbO MPENCTABIEHOTO TeMaTU3MY,
[0 /I03BO/IAE JOCATTU KOMIIOSUIIIIHO-ApaMaTyp-
TiYHOI €IHOCTI Ta MOHOJITHOCT] PO3BUTKY.

[Ipy moBepHeHHI TeMaTYHOTO MaTepiamy OCHO-
BHOI TeMM emisofy [Ipyroro KOHLEPTHOIO IOJIO-
He3y op. 7 M. JIuceHko fiemo Bapitoe MeIofIIHy
JIiHII0 B IApTil IpaBoi PYKM, [JOAI0OYY MEIi3MU Ta
3MiHIOIOYM iHTepBaIbHY OYyOBY MiATOMOCKY Ha-
IPUKIHII MeTOAUKO-iHTOHALIMHNX T06yRoB', 3
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SKUX, HATAAEMO, CKIAA€ThcA I TeMa. [lonibHuil
CIOCi6 penpeseHTallil TeMaTH3MY LIJIAXOM JIOT0 He-
3HAYHOTO OHOBJIEHHSA CIIOCTEPIra€eThCsA i B IIOBTOP-
HMX IPOBEJEHHAX IEPIINX IBOX PEYEHb CepeHI
eIi3ofy, OflHaK TpeTE peyeHHs 3a3Ha€ CYTTEBIIOL
Tpancdopmarii. Vloro Temarianmit Matepian mpo-
BOIUTHCA [IBiUi, @ B APYIrOMY IIPOBENIEHH], fKe €
BOJIHOYAC Ky/IbMiHalLi€ew enisony, M. JIncenko 3mi-
HIOE (DaKTYpHMIT BUK/IAJ] HA aKOPJOBO-OKTABHMIL,
JI0fia€ TiITONI0COK Y BEPXHBOMY TOIOCI paKkTypu B
IapTil IpaBOI pyKM Ta CMHKOIM B IIAPTii TiBOI pyKM.
Ilicna KynpMmiHanii 3HOBY BUHMKA€e THXa, HACIiBHA
OCHOBHA TeMa eIli30f1y, sAKa TYT CIPUIIMAETbCA AK
CBOEPIHMIA MiICYMOK IIOIIEPESHBOTO PO3BUTKY.

[likaBuMy  KOMIOSULIHO-PaMaTypriyHNMM
pilleHHAMY B penpusi Jpyroro KOHILEpTHOTO I10-
JTIOHE3y 0p. 7 € il I0YaToK i3 TeMaTYHOro MaTepi-
almy BCTyNy, KW BUHMKAE IIepef MPOBEJNEHHAM
OCHOBHOI TeMM ITecH. Y TEeMAaTMYHOMY aCIeKTi
penpusa 1bOro TBOPY MaiDkKe IIJIKOM ifeHTHYHa
JIOTO IIEPUIOMY DPO3JiNy, OCKIZbKM BapialliliHOro
PO3BUTKY TYT 3a3HA€ /IMIIE TEMAT3M, BUK/IA/|eHNI
y II04aTKOBOMY Hepiofii ocHOBHOI TeMu Ilomonesy.
3aBepiyeTbca [Ipyrmit KOHIIEPTHMI TIONIOHE3 PO3-
TOPHYTOI0, BIPTYO3HOK KOJI010, OCHOBAaHOIO Ha Ma-
Tepiajli OCHOBHOI TeMM J10TO IIEPLIOTO PO3JiNYy.

[Ticna 3piiicHEHOI aHAMITMYHOI PO3BIIKM KOM-
TIO3VI{IIHO-PaMaTypridHnX 0CcOO/MMBOCTEl ABOX
KOHILIepTHUX MO/0He3iB M. JIuceHnka 3BepHeMOcs
J10 IUTaHHA crieliky iX BUKOHABCBKOI iHTepIpe-
Tallii, aJpKe 3araJbHOBM3HAHUM € (DaKT, 10 6ynb—
AKNMI My3W4HMIT TBip 3700yBae CBOI KYIBTYp-
HO-MICTELIbKY peasisalliio Ta XyJOXKHIO L[iHHICTb
JMMIIe Mf Yac BTileHHA y 3ByKoBiit popmi. Xoua
O3HAYeHi IT €CU HUHI He € TAKMMI, 110 YacTO BUKO-
HYIOTBCS, IIPOTE BOHY BXKe 3700y/I CBOE BUKOHAB-
CbKe OCMMC/IEHHA fAK BiJOMUMM MAJCTPaMM, TaK i
TaTaHOBUTMMY MONOAUMM MysukanTamm. OTxe,
IPOAHaIi3yIMO HaillliKaBiIlli, HA HALI IIOITIAJ, BU-
KOHaBCbKi Bepcii Ilepmoro ta JIpyroro KoHuept-
HJX [TO/IOHE3IB.

Ha inrepner-pecypcax MoxHa BigHautu Ilep-
Vi KOHLIEPTHMI IIOJIOHE3 0p. 5 B iHTepIpeTallil
O. Kosapenxa (Teopriit ITasmiit, 2013), saxuit yBa-
JKAETbCA OffHMM 31 3HAKOBMX BIKOHABIIB Ta II0-
nyApu3aTopiB QopTeniaHHOro HOPOOKYy yKpaiH-
cpkoro komnosuropa. A. Edimenko (2012) Bkasye,

1 3amicTb raMOIIOAIOHOTO PyXy TYT MiATONOCOK OCTYIIOBO PYXA€ThCS Ha BENKY CEKYHAY Ta Many TEpLIo.
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10 Lieil TBip BMKOHYBABCA IIaHICTOM IIifj Yac 110ro
KOHLIEpPTY B MiIonxeHi. My3nKO3HaBMIA TaKOX
XapaKTepusye BUKOHaHHA MysukaHToMm Ilepmioro
KOHIIEPTHOTO TIOJIOHE3Y (TaM caMo, ¢. 16-17), mpo-
Te BOHA € Ha/I3BMYAIHO IAKOHIYHOIO, i, Ha JKaJIb, He
omyicye Bciel crenuiku iHTeprperani.

Y BukoHaHHi miamicTa Ilepmmii KOHLepTHMII
nonoHes M. JIuceHka cpuitMaeTbcs B TipUKO-IIO-
€MHOMY, OIIO€TM30BaHOMY pakypci. IHrepmpera-
TOp He HaMaraeTbCs BUBECTYM Ha Ileplinii IUIaH
JI0TO >KaHPOBY, YPOUMCTO-TaHI[I0BATIbHY OCHOBY, a
MaJICTEPHO BYajIIoO€ il 3a JOIIOMOIO0 IIOCTIIHOIO
BUKOPUCTAHHS HeBeNuKux rubato ta ¢imrpanHol
no0yoBu KoxHoi ¢pasu. Berynm Ilepuroro koH-
HepTHOro nonoHesy B intepmperanii O. Kosapen-
Ka Mae IiJHeceHO-ypouucTuit Hactpii. ILlikaBum
BYIKOHABCbKMM pIllIeHHAM B HbOMY € YHMKHEHHSA
HiIKPEC/IEHO ACKPABOrO TIYMAYeHHA JMHAMIYHUX
BifTiHKIB f Ta ff, AKi miaHiCT BMKOHYe IOBHO3BYY-
HUM, aJI€ TOBOJI M KM TYILIE, 10 JO3BOJIAE IIOMY
TIOBHillle YBUPa3HUTU TeMOPOBO-06epTOHOBMIT IT0-
TeHI}ia/l 3By4aHHS {HCTpyMeHTa Ta Hajae QakTypi
6inb10i 06’eMHOCTI, penbedHOCTI. TakoXk y BUKO-
HAaBCbKOMY IIPOYMTAHHI fAK BCTYIY, TaK i BCbOTO
TBOPY 3arajioM, IPMBEPTA€E YBary IIParHEHHA MY-
3MIKaHTa IKOMOTa TOYHiIlEe POSKPUTY KOMIIO3UTOP-
CbKII 3a/IyM, 1O IIPOAB/IAETHCA B TOYHOMY CTIifTy-
BaHHI yCiM peMapKaM IOA0 IITPMXIB, AMHAMIKM,
(1)pa3yBaHH51, IIO3Ha4YE€HNX Y HOTHOMY TEKCTi.

IIpote O. Ko3apeHko Bce-Taky BHOCUTb IIeBHe
BlacHe OaueHHA 70 Mysuku M. JluceHka, TBOp-
90 IePeOCMUCIIOIYM OPraHisallilo 4acompocTopy
TBOPY 3aBJAKN aKTUBHOMY 3aCTOCYBaHHIO MiKpO-
nesyp. Hanpuknag, y 1. 1-2 Ta 3-4 miaHict Bifo-
KpeM/IIoe 7Ba MOTVBY (¢irypauil mricTHajusTKa-
MM) HAIpPUKIiHII JPyroro Ta 4YeTBEpPTOrO TAKTIiB
BiJl IONEpefHbOrO0 PO3BUTKY, BUKOHYIOYM HEBE-
JMKI Le3ypu MDK IVMMM MeTOJMKO-CHHTaKCUYHN-
MU CTPYKTypamu. Y IIOfIa/IbIIOMY iHTEPIpETaTop
TAaKOX 3a JIOIIOMOTOK MIKpOILIE3Yyp PO3MEXKOBYE
pospinu hopmu, 0 F03BOJISIE YiTKille OKPeCTNTH
KOMIIO3UIIiIHO-ipamMarypriuny 6ygosy mecu. Ok-
piM Toro, miaHicT 3afitoe it Mikpoaroriky. OgHum
i3 TaKMX NpUK/IAJiB € HEeBeNUKe ritenuto Ha TPbOX
BiciMKax y T. 13, fIKi 3aBepuIyIOTbh BCTYI Ta Ge3mo-
CEpeIHbO NEPERYIOTH NOABI OCHOBHOI TEMI IEPIIO]
qacTyHM [IepImoro KOHIEPTHOro MmonoHesy. Y wii
teMi O. KosapeHko BusBmse ii nipuko-miceHHMit
IOTEHIlia/l, BUPA3HO IHTOHYIOUM MEIOJNYHY JIiHII0

BEPXHbOTO TO/I0CY B MApPTii IIPaBoi PyKM Ta Mifmo-
pAnKoBylouy ii pO3BUTKY Bci iHIIi ememeHTH ak-
Typu. [In JOCATHEHHS 03HAYEHOTO eeKTy BUKO-
HaBellb 3a IOIIOMOTO0 TUXIILIOI AMHAMIKI Bifjlajisie
CEpefHil TO/I0C, Y AKOMY HaABHMII XapaKTepHMI
JUIA TIONIOHe3y puTMidHMil pucyHok. Takox O. Ko-
3apEHKO JOCUTb IJIABHO IPa€ IYHKTUPHUIL PUTM,
10, BIaCHE, 1 JJO3BOMA€ YHMKHYTH IiJKPECTEHHA
TaHII0OBa/IbHOI OCHOBM L{i€l My3UKM 1 IEPEMICTUTH
¢okyc Ha ormoeT30BaHe CIIPUITHATTSA TAHIIIO.

Emisop Ilepimoro KoHIepTHOrO MONOHE3Y B iH-
TepIipeTallii ImaHicTa He CTAHOBUTb 3HAYHOI'O KOH-
TPACTY 3 IOIEPESHIM POSBUTKOM, a CIIPUIIMAETHCA
AK 110T0 Oe3nocepeHe IPOROBKeHHA. Busapiaoun
3a JJOIIOMOTOK YiTKOTO apTUKY/IOBAaHHA Ta €KO-
HOMHOI ITeflami3aLil BCi TPUXOBI 3MiHY, 3a3HAYEHI
B HOTHOMY TEKCTi, iHTepIIpeTaTop JOCATa€E B OC-
HOBHIlI TeMi emizopy edekry mapmosocti. [Ipore
i B IIbOMY BUIIAJIKY LI XaHPOBa OCHOBA JIEIO BY-
QII0ETHCA 3aBIAKM QimrpaHHOMY (pasyBaHHIO Ta
Pi3HOMAHITHMM MiKPOAroriYHuM BifXMI€HHAM Bijl
€IMHOI METPOPUTMIYHOI Iy/Ibcalii. ¥ pesynbTari
[IbOTO MapIl POMAaHTU3YETHCH, IEPETBOPIIOYNCDH
Ha CBOEPIHMI CIIOTaJ, IIPO HHOTO.

Y KOHTeKCTi IOOYJOBY MY3MKaHTOM BUKOHAB-
CbKOI JipaMaryprii TBOPY BapTO 3BEpHYTH YBary
Ha 3B’5I3Ky MDK emizopioM Ta penpusoro Ilepmioro
TIOTIOHE3Y 0p. 5, AKA TPAKTYEThCA B MiJHECEHO-YPO-
4JICTOMY, HaBiTb fello AeKnamaliitnomy ayci. Tyt
IiaHiCT 3HOBY BMKOPMCTOBYE MIKPOATOriKy: pO3Io-
YIMHAIOYM i3 HEBEIMKOI0 TEMIIOBOIO BiITS)KKOIO, BiH
IIOCTYIIOBO BXOZIUTD Y TEMII, IO JO3BOJIA€ BUPA3-
Hillle MiAKpeCINTI NOABY PENPU3HOTO IIPOBEECHHA
OCHOBHOI TeMy IleplIoro KOHIEpTHOTO IONOHE3Y.
3aranpHnii IpaMaTypriuHmii pO3BUTOK SK LIbOTO
pospiny gopmu, Tax i Bcboro TBopy O. Koszapenko
CIIPAMOBYE J10 BPOYMCTOIL, YKUTTECTBEPIAHOI KOJIN.

[nma BuKoOHaBCcbKa Bepcis Ilepmoro kKoHuepr-
HOTO TO7I0He3y op. 5 M. JIuceHka, 1110 ;eMOHCTpYe
IPOTIIEXHMII MiAXif [0 JOro iHTepIpeTauiiHo-
rO OCMMUC/IEHHS, HaNeXuTh A. JIuceHko — oHymi
M. JIncenka. Osnavenmit TBip A. JIMceHKO BUKO-
Ha/lla Ha KOHIEPTi, IpucBsgyeHoMy 150-piyuro Bif
I HapomkeHHs M. Jlucenka B 6GepesHi 1992 p.
(Ukr_Music_Archive, 2022). Y fii inrepmperarii
ACKPaBO BUABIAETHCA TepPOIKO-€IYHIIT TI0TEHIia
MY3UYHOTO 00pa3y Ta HiJKPECTIOETbCS KOHIEpT-
HO-BipTYO3HWII acmeKT i€l mecu. A. JInceHko o6u-
Pa€ KOBOI pyX/IMBWIL TEMII, peNbeHO BUABIAE BC



IITPUXOBI Ta JVHAMIYHI IIEPEKTIOYEHHA, IPOTE, Ha
BinMiny Biff O. KosapeHka, BUKOHaBUIIA MUCTUTD
LIMPIVMY TT0OYAOBaMY JI YHUKA€E YaCTOrO BUKO-
pucrtanHs rubato B Mexax ¢dpas.

IligKpecneHo ypo4ucTo i ACKpaBo 3BYYUTb y BU-
KoHaHHI A. J/Iucenko Bcryn Ilepmioro KoHLEpTHO-
ro IO/IOHE3Y, a B OCHOBHIII TeMi IepIIOro po3finy
HiKpecneTbca 1i KaHpoBa ocHOBa. IliamicTka
Ha/I3BUYAITHO PenbeQHO BUAB/AE TUIOBUIL IS
TI0/IOHE3Y PUTMIYHMI PUCYHOK, AKUIl MiCTUTbCA B
cepenHix romocax (akTypu, YBUPasHIOUM J1OTO
SK 3a JJOIIOMOTOI0 YiTKOI apTHKY/IALl, Tak i Oesre-
JIa7IbHOTO 3BY4YaHH:A iHCTpyMeHTa. OfHaK I 1bO-
My BiH He 3aTbMaplO€ BMPA3HY METIOANYHY JIiHiI0
BEPXHbOTI0 IO/I0CY B IAPTil TPaBOI PYKU, a B IIEBHO-
MY CEHCI IOTIOBHIOE 1i.

B inTepmperanii A. JIuceHko Npuseprae yBa-
Iy i TPaHMYHO TOYHE CIiyBaHHA YCiM KOMIIO3M-
TOPCBKUM peMapKaM, IO JO03BO/LAE penbedHile
IPOJIEMOHCTPYBATH 3MiHY JIPUYHUX Ta TePOIYHMX
MY3IYHVX 00pa3iB IIPOTATOM PO3BUTKY ApaMaTyp-
rii TBOpy. B enisopi [lepmoro xoHmepTHOro moso-
He3y IiaHiCTKa ACKPaBO BUABJIAE MAPLIOBUIL CKIaf
JI0TO OCHOBHOI TeMM Ta JOCUTH IIIKaBO BI/I6y,]10By€
3ara/IbHUI JYHAMIYHMI [UTIAH, PYXal4uch Bif TH-
XOr0, HeablsAK JIeTTiKaTHOTO 10 ACKPaBOTro, IOBHO-
3BYYHOTO 3BYYaHHA. Y Ppe3y/nbTaTi LbOTO EIi3of
CIIpUIIMAETbCA HA/I3BUYANHO III/TICHO, a OCHOBHA
Ky/IbMiHALi TIPUIAJA€ Ha 3aBEpPIUAIbHUIT PO3MIiNI
1ioro gpopmn.

Amnanisyroun intepmpertanito A. JIucenko emi-
sopy Ilepmoro KoHILEpTHOrO IIONOHE3Y, BapTO
Bi[]3HAUNUTH, 110 BUKOHABUIA JEI0 CKOPOYYE Lieit
pospin. Hanmpukinni nepmoi yacTuHM IpoCTOi 1BO-
YaCTVMHHOI perpusHoi Gpopmu (y AKiil, Haragaemo,
HAIJICAHO eIIi30ff) BOHA NEPEXOMMTDh Ha PEIpU3Y,
IPOIYCKAIOUM LPYTY YaCTMHY Ta II0YaTKOBI TaKTI
perpusnu’. Cify 3a3HAYUTH, 1O TaKe MEPEOCMIC-
JIEHHA KOMIIO3UTOPCBKOTO TEKCTy HE BUITIAZIAE
AK BUIIAJKOBICTb, a CIPUIIMAETHCA y BUKOHAHHI
A. JIuceHKoO fK LIiIKOM IpofgyMaHuii Kpok. CTpim-
Ka, AICKpaBa 3B’A3Ka IUIABHO IIBOLNUTD JIO pelpy-
311, KOTpa CIIPUIIMAETbCA BKpail LilicHO, a Bech Ii
PO3BUTOK K B paMaTypridHOMY, TaK i B JUHAMI4-
HOMY IITaHi CIIPAMOBYETBCSA 10 BIPTYO3HOI, YPOUM-
CTOI KOJII.
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3BepTaYNCh O MUTAHHA CIeluiky iHTeppe-
Tal{ifHOrO BTiNEHHA J[pyroro KOHIEPTHOIO IOJIO0-
He3y op. 7 M. JIuceHka, BapTo Bifj3HAUUTH, 1[0 HUHI
Ha iHTepHET-pecypcax HasABHi IiKaBi BUKOHABCHKI
Bepcil, TpeficTaB/leH] Y BMKOHAHHI Ta/llaHOBUTIX,
IpoTe [lell0 MEHII 3HAHMX JIbBIBCBKMX IIiaHiC-
TiB €. Pomanosa ta M. Kysiil. €. PomanoB 3akiH-
4uB JIbBIBCbKY HalliOHa/JIbHY MY3UYHY aKaJeMilo
iM. M. JIuceHka, € /maypeaTtoM BCEYKPAIHCHKMX Ta
MDKHapOJHUX KOHKYpciB (YepHoBa, 2022), a Hapasi
NPOBAINTD AKTUBHY BUKOHABCHKY Jif/IBHICTD, PO
110, 30KPeMa, CBiJYaTh JOIMCH MY3UKaHTa Ha JIOTO
cropinui y ¢pericoyk (Kens Pomanos, 6.5.). Bigeo-
3amuc JIpyroro KOHIEPTHOTO IIONIOHE3Y, AKUIA PO3-
IJIANAETHCA 1 AKMIT PO3MILIEHO Ha CTOPIHI MMiaHicTa
y deitcoyk, crBopeHo mif yac Buctyny €. Pomanosa
B JI3epKanbHili 3aii /IbBiBCbKOI HalliOHa/IbHOI Ole-
pu Ta faryerbeA BiH 08 yepsHA 2023 p. B inTepmpe-
Tanii boro TBOpy €. PoMaHOBUM IpyBepTacE yBary
ACHICTb BMOYOBY BJMKOHABCbKOI Apamarypril Ta
HACKPI3HICTD II PO3BUTKY, KA [JOCATAETbCA IEpe-
BOXHO 3a JJOIIOMOIOI0 IPOJYMaHOrO 3arabHOIO
IVHAMIYHOTO IUTaHy Ta ppasyBaHHS, y AKOMY Apio-
Hi fleTasli MiANOPAAKOBYOTHCA CTAHOB/IEHHIO KOX-
HOI My3W4HOI (ppasy. [HIIOW BM3HAYATHLHOK 0CO-
OMUBICTIO BYKOHABCHKOIO NIPOYUTAHHSA IHiaHICTOM
[lpyroro KOHIIepTHOTO TIOJIOHE3Y € 3a/IiTHHA M KO-
r0, IIOBHO3BYYHOTO, TeMOPa/IbHO Pi3HOMAaHITHOTO
TyIIIe, SIKe JO3BOJIAE BIIOBHI PO3KPUTI TeMOPOBMUIL
IOTeHIlia/l 3BYYaHHs POATIIO.

Taxkoxx BapTo Bifj3HAUNTV IparHeHHA iHTep-
IpeTaTopa [0 SACKPABOIO BUABJIEHHA Crenniku
KO)XHOTO MY3U4YHOTo 06pa3y TBopy. OcHOBHa TeMa
TIEPIIOTO PO3JiTy IT€CY 3BYYUTH YPOUNCTO, IPOTE
HACIBHO, a TeMa CepefyiHM TPUYaCTHHHOI dop-
MM, Y AKill HaIlCAHO O3HAYeHuil posfin Jpyroro
KOHI[EPTHOTO II0TI0HE3Y, Ma€ fielto OifbII BO/MbO-
BUIl XapaKTep, AKNII BUABIAETbCA BMKOHABLIEM
3a JOIIOMOTOIO OIIAIMBOI Iefai3allil Ta 4iTKOro
APTUKYIIOBAHHA BUCXIJIHMX IACaXiB 11 aKIIEHTIB.
B emnisopi [Ipyroro xonuepraoro nomnoHesy €. Po-
MaHOB BMKOHYe HeBemVKi rubato, 3MiHIOE JuHa-
MiYHY IaTTPy Ha OI/IBII IPUITIYLIEHY Ta, 3TiTHO i3
KOMIIO3UTOPCBKIM 3aJyMOM, 3a3Ha4€HUM Yy HOT-
HOMY TEKCTi, HaJla€ TIepeBary IIaBHil apTUKY/IAL]

1Y T. 62 mep1ioi YacTHHI IPOCTOI BOYACTMHHOI penpusHoi GopMI €30y BUKOHABHIL TEPEXONUTD Ofpasy Ha T. 95 (pernpusa), AKMit 3a TEeMaTH3MOM
€ Maike I[iTKOM ifleHTMYHNM 10 T. 62. €[MHA BiIMIHHICTD MX LM TAKTAMI NO/LATAE B HAABHOCTI Y T. 95 Y BepXHbOMY TOI0CI B IIapTii IpaBoi pyku

Tpeni Ha HOTi g2.
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(wrpux legato), o K03BONAE MiAKPECTUTH TIEPeXif
Bijl BO/IbOBMX MY3MYHUX 00pasiB 0 cBiTIOl MipH-
KU1 3ayBaXX1MO, 1110 TIOfii0Hy BUKOHABCHKY 3HaXifl-
Ky IiaHiCT 3aCTOCOBYE i mepey penpusorn [pyroro
KOHIIEPTHOTO IOJIOHE3Y, Y sAKill BiffOyBa€eThcs MO-
BEpHEHHs [0 I10YaTKOBOI 00pas3Hoi cdepn mecn.
JlpaMarypriduuii po3BUTOK penpyusy B iHTepIpe-
Tanii €. PoMaHoBa cpsAMOoBaHuIT 10 KOAM, Y AKil
BiI0YBa€ThCSI OCHOBHA KY/IbMiHALLisl TBOPY.

Buxonascpka Bepcia [Ipyroro KOHI|epTHOTO
nornoHesy op. 7 M. JIucenka, crBopera M. Kysiii,
BTI/TIOE [IEIIO iHIINIT acTIeKT 10ro XyA0KHbO-00pa-
3Horo 3micty. OfHaK mepes TUM, K HaJiaTy Bjac-
He aHa/liTUYHWUII HApUC TBOPY, BAPTO CTUCIO OK-
pecmuty TBOpumit nopTpet mianictku. M. Kysiit €
BUITYCKHUIIEIO JIbBIBCbKOI HAI[iOHAIbHOL MY3MYHOI
akagemil im. M. JIncenxka. Tako>k BOHa BOCKOHAJIIO-
BaJIa CBOX) BMKOHABCbKY MailCTepHICTh y Mysu4Hiit
axagiemii im. Kapona IInmanoscpkoro B M. Kato-
Bitge (ITonpmra) B kmaci mpodecopa A. SciHcbko-
ro. HuHi mianicTka € ymaypeaTtkor MDKHapOSHMX i
HaIliOHaIbHUX KOHKYPCIiB Ta NMPOBaJUTh aKTUBHY
BIMKOHABCBKY AisIbHICTD (/IbBiBChKa HaljiOHa/MbHA
dinapmonis, 6.71.).

Bigeosamuc BucTymy, Ha AKOMY IIp€JCTaBIeHa
il iHTepnpeTanig JJpyroro KOHIepTHOIO IIONIOHESY,
3po6/IeHo Mif| Yac KOHIEepTy GopTeniaHHO MY3UKK
M. JIucenxa B MemopianbHomy mysei C. JIrogkeBu-
ga (Memopianbunit myseit Cranicmasa JltokeBuya,
2022) Ta OIpMUITIONHEHO Ha CTOPIiHI My3eto y deit-
coyk. [1pu BukoHaHHi o3HaveHoro TBOpy M. Kysiit
ACKPaBO BMABJIAE )KaHPOBY TaHIIOBATbHY OCHOBY
TEMaTU3MY, IiIKPECTIOIYM 32 JOIOMOIOK IPOJY-
MaHOI Ilefla/lisallii XapaKTepHy [/ IIOI0He3y PUT-
MOGOPMYTY Ta YBUPA3HIOKYM BCi IITPUXOBI 3MiHI
Ta TaysM B pisHUX ronocax ¢akrypu. OkpiM 1poro,
BapTO BifJ3HAYUTH 3a/JisAHHS 3Ha4HOTO rubato, o
I03BOJIA€ BUPasHille ITOKa3aTy 3MiHM TeMaTU4YHO-
ro Marepiany IpOTATOM CTaHOBJIEHHA [JpaMaTyprii
nepioro pospiny gopmu mecu. Ilpore B emisoni
MiaHiCTKa 3aCTOCOBYE rubato cTpuManilie, mepe-
Ba)XHO B NEPIIiN JIPMYHIN TeMi-Harpalli, Hagandn
il 3By4aHHIO CBOEPIIHOI IMIIPOBi3allifIHOCTI. Y ce-
penuHi TpuyacTMHHOI Qopmu, y AKill HamMcaHO
emnisop JJpyroro KOHI[epTHOTO MOJIOHESY, MACTKVHSA
HABIIaKVl BUTPUMYE €[JVIHY METPOPUTMIYHY IIy/ib-
carito Ta, BUKOHYI0YM peMapky ff brioso, Tpae iioro
IiIHECEHO-YPOUMCTO i1 BETNIHO.

Taxox M. Kysiit gemo nepeocMucioe KOMIosu-
Li/iHy CTPyKTYpY emisony KoHuepTHOro mononesy
0p. 7 3aBIAKN YHUKHEHHIO IIOBTOPHOTO IIPOBEJIEH-
HA TeMaTu3My cepefiuHy Ta penpusu. Haragaemo,
1110 TEHJIEHIIis 10 CKOPOYeHHs TPio Oy/a HasBHA iy
BYKOHABCbKil1 Bepcii [Iepioro KoH1epTHOro moso-
Hesy, CTBOpeHilt A. JIucenko. OTxe, MOXKHA IPUITY-
CTUTH, 10 MORIOHMIT CIIOCi6 TpakTyBaHHA GopMu
KOHIIEPTHVX II0/IOHE3IB, AKUIT Ma€ Miclie B Cydac-
Hil1 BUKOHABCDKill IPaKTULi, € MOXX/IMBUM 3aBJAKI
MOBTOPHOCTI TEMaTMYHOIO MaTepiany.

Y penpusi [Ipyroro xoH1epTHOro II07I0HE3Y IIia-
HICTKa He Ofjpa3y BXOAUTb B OCHOBHMIII TEMII TBODY,
a pOOUTD Iie i3 HEBENMKOI0 «PO3KAYKOIOY, IO HAZIAE
BUKOHAHHIO BIATIHKY BIIbHOI iMIIPOBi3alliitHOCTI
i HaBiTh MeBHOI MenofeKmIaMalliiHOCTi. PO3BUTOK
penpusy IIABHO MiIBOAUTD [JO KOJM, KOTPY BUKO-
HaBUIA, AK i €. POMaHOB, TPaKTYye€ AK Ky/IbMiHaLlili-
HY TOYKY B PO3BUTKY IpaMaTyprii TBOPY.

BucHoBku. J[Ba KOHIEPTHI IOZIOHE3N 0p. 5 Ta
op.7 M. JIuceHKa NeMOHCTPYIOTb [JeI|0 BifMiH-
Hi MXOAY KOMIIO3UTOPA O OCMIUCTEHHA XKaHPY
nonoHesy. Ha KoMIO3MLiHO-fpaMaTypriYdHOMY
piBHI 1le IPOABIAETHCA B Pi3HOMY TPaKTyBaHHI
TPU-IT ATUYACTUHHOI GOpMI 3 emi3ofioM, obpamite-
HOI BCTYIIOM Ta Kofjoro. Kommosuuiiina cTpykrypa
Ilepmoro KOHIEPTHOTO IIONIOHE3Y 0p. 5 € IPOIIOP-
L11i1HOI0, OCKIZIbKM BCi PO3AiMy TBOPY HaIMCaHi B
TIPOCTill ABOYACTVHHIN penpusHiit popmi. ¥ [py-
rOMY KOHIIEPTHOMY IIO/IOHE3i 0p. 7 KOMIIO3UTOP
He JOTPUMYE TaKoI CUMETPIL: BiH pO3LINPIOE cepe-
IVHY TPUYACTMHHOI OYZIOBM eIli30fy 3a JOMOMO-
TOX0 JIOABAaHHA TPETbOrO PeYeHHs, L0 CHHTE3YE
nonepepHiin rematusMm. Okpim Toro, M. JIucenko
JIOCUTD HE3BUYHO MOJAE PENPU3Y MEPIIO] JaCTUHN
JIpyroro KOHI}epTHOTO IOJIOHE3Y, IIOYMHAIYM 1i i3
IPOBEJeHHA TEeMAaTM3My BCTYIy. Bifpi3sHAKTbCA
1i TBOpM i 3a CBOIM 00pa3HO-3MiCTOBHMM HAIlOB-
HEHHAM — MY3W4Ha Apamarypria Ilepmoro koH-
LIEPTHOTO TI0IOHE3Y BifIl3HAY€Ha YaCTUMM 3MiHAMI
Ta 3iCTAaB/IEHHAMMY MIJKPECIEHO KOHTPACTHUX MY-
3MYHMX 00pasiB, BogHO4Yac y [pyromy KoHIepT-
HOMY II0/IOHE3] IepeBara Hala€TbCsA BUCBITIEHHIO
pisHUX rpajariit mpudHoi 06pasHOCTI.

Takox y KOHTeKCTi BM3Ha4eHHS KOMIIO3MIIiii-
HO-ApaMaTyprivumx ocobmsocteit [lepmoro Ta
JIpyroro 1monoHesiB BapTO OKPEMO 3a3HAYUTU IPO
TPaKTYBaHHA KOMIIO3UTOPOM 3asBJI€HOI B Ha3Bi



KOHIIepTHOCTi. B o03HaueHnx m'ecax M. JluceHko
BTUIMB TIPOTU/IEKHI ACNEKTH BIiPTYO3HOCTI, IO
TIPOSIBIETHCS, 30KpeMa, B iX HaKTYPHOMY CKIafi.
Axmo B Ilepmomy momoHesi mpeBamoe aKOpHo-
BO-OKTaBHMI1 BMK/IAJ, HaABHI ACKpaBi LITPUXOBI
Ta JMHAMIYHI IIepeKII0YeHHs, AKi HaJalTh 3BY-
YaHHI0 QopTeniaHo OpPKeCTPOBOCTi, TO B JJpyromy
TI0/I0HE31 AKL[EHT 3Mill[yEThCA HA POSKPUTTA Jipuy-
HUX 00pasiB Ta MiCEHHOro TematusaMmy: (akTypa
TyT Tpo3opilla, a IepeBara HafgaeTbcs Qinirpan-
HMM IacaXaM LICTHA[UATKAMM, IO CTBOPIIOTH
NPUMX/IVBI, HacH4eHi MeNi3MaTUKOKW MeIOLVYHI
PUCYHKI. [HIIOK0 Ba)XIMBOW BiIMiHHICTIO € AMHA-
Mi4Ha IajiTpa, AKy BUKopucToBye M. Jlucenko B
nononesax. Y Ilepmomy Mutenp 3ajiiroe Haipis-
HOMAHITHIIII AVHAMIi4YHi BifTIHKM, IPOTe 4YacTille
3BepTa€ThCs 1o mf, f, ff, y Toil Yac 5K y gpyromy mo-
JIOHe31 IepeBaXkatoThb Mif, p, pp.

OueBnHO, 110 0OpaHHA KOMIIO3UTOPOM Pi3HMX
3ac00iB BMpaXXa/IbHOCTI, KOTpi ab0 MakcHMasb-
HO MiIKPECIIOTb KOHIEPTHO-BIPTYO3HY OCHOBY
wecy, a60 X MaliCTePHO BYaNlIOWOTH 1i, 3yMOB/IeHe
BIIMIHHICTIO MY3M4YHOi OOpPasHOCTi KOHI|EPTHMX
TI0/IOHE3]B.

PosrnanyTi B mocmipKeHHI BUKOHABCBKI Bepcii
w'ec, ctBopeni O. Koszapenkowm, A. Jlucenko (Ilep-
LIMii KOHLepTHUII HonoHe3) Ta €. PomaHOBuM,
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M. Kysiit (Jpyruit KOHIIePTHWIT OTIOHE3), J03BO-
JIMIM BUABUTU TIeBHI TeHJEHINI iX BUKOHABCbKOTO
ocMucnenns. IliaHicTu poskpuBarTbh pisHi IpaHi
MY3MYHUX 00pa3iB, BTi/IeHi KOMIIO3UTOPOM Y KOX-
HOMY 3 IIOJIOHe3iB. Y IeplmoMy BUIAJKy aKIeH-
TYETbCSl HA YBUPAsHEHHI JIpMKM ab0 MOeMHOCTI
(O. Kozapenko Ta €. PomaHOB), y gpyromy —
ACKpPaBOI TaHIIOBANBHOCTI Ta repoikn (A. JIucen-
Ko, M. Kyziit). [H10to 0BO7i 1iKaBOIO TeHEHIIIE
IOZI0 BMKOHABCHKOTO NpouynTaHHA fAK Ilepmoro,
TaK i [Ipyroro KOHIEPTHOTO ITO/IOHE3iB € CKOPOYEH-
HA CEpeHBOrO po3piny ix popmu (emisony), KoTpe
BYAB/IAETHCA MOXX/IMBUM 3aBJAKY IOBTOPHOCTI Te-
MaTHU3My.

IlepcnekTuBy moOJanbmINX MOCHIHKEHD I10-
JIATAI0Th y HOIIMONEHH] VABIeHb IPo crenniky
KOMIIO3UTOPCbKOI MaHepy ImcbMa M. JImcenka
Ha OCHOBi MY3MKO3HAaBYOIO OCMUCIEHHA IHIINX
¢opreniannyx TBOpiB MuTIS: Excripomty (y cTu-
ni llonena), bapxapomu op. 15, Cxepruso op. 11.
Oxpemnit HaykoBMil iHTepec MO)Xe CTAaHOBUTHU
IOCTIKEHHST 0COOMMBOCTEl iHTeprpeTalii dop-
TelliaHHVX TBOPIB YKPaiHCbKOIO KOMIIO3UTOpA CY-
YaCHMMI BiTOMMMM YKPaiHCBKUMI i 3apyODKHIMM
MY3UKaHTaMI Ta BUABJIEHH IIE€BHUX TEHJEHIiN IX
BMKOHABCbKOTO TPaKTyBaHHS.
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