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A. A. Kikomv, I. ]I. Ilanxos, A. JI. lllep6anv. 3a-
ranbHi TeHpeHNil TpaHcdopManii TpaguLiiiHOrO XYy-
XOBHOTO MUCTEI[TBA B KyIbTypi YKpainu

Yipoposx icropii kynbrypu Ykpainm BinOyBaeTbcs
HOCTI/IHMIL IPOLIeC PO3BUTKY COLIia/TbHOTO I JiyXOBHOTO
IOCBiNy B pycri 36epexeHHs 1 TPaHCTAL{l MUCTELBKIUX
3po0yTKiB y efHOCTI HagbaHb, BTpar i smiH. Ile gocni-
JDKEHHsI OKPECTIOE OCHOBHI 3aKOHOMIPHOCTI B TpaH-
chopmarLisax TpaAMLIIHOTO MUCTELTBA HACENEeHHs Te-
puTopii YKpaiHu Bij HaiilaBHIIINX YaciB 10 CbOTOJ,CHHA
B KOHTEKCTi B3a€MO3B 13Ky Tpafjuuil Ta iHHOBALiTHIX
nponeci. BuB4eHO TeH[EHIII0 CHHTE3Y OKpPeMUX erle-
MEHTIB TPaINLilTHOI KYIbTYpH i3 LiHHICHMMM iHHOBALli-
AMI ertoxu ro6anizauii. Ilponec Tpancpopmanii Takox
NOCTKeHO B cUCTeMi (YHKLIOHYBaHHSA MMCTELTBA.
[TpocrexeHO MOMITHY aKTyasisalil0 CaKpalbHOI Ta
IpecTIDKHO-pemnyTaniinol  ¢yrkuiit. ChopMynTboBaHO
BJICHOBOK ITPO TPYBAJICTD Ipoliecy TpaHcdopmaryii Muc-
TeLTBA MEIIKAHIIB YKPaiHChKIX 3eMelb i J10T0 eTepMi-
HOBAHICTb COLIOKYIBTYypHUMY yMoBaMu. OXapakTepiu-
30BaHO KOHKPETHI IIPOSABU OKPEMIX TPaHCOpPMAIIiIL.

KmrouoBi cmoBa: mucmeymso, mpancopmayis, kynv-
mypHa mpaouyis, KynvmypHa iHHo8AYis, PyHKYioOHATD-
HA 0pIEHMAYI MUCMeymaa.

A. Kikot, H. Pankov, A. Shcherban. General trends
in the transformation of traditional spiritual art in the
culture of Ukraine

The purpose of this article is to examine compre-
hensive trends in the transformation of traditional

spiritual art of Ukraine. Academic research of this
issue will help to reveal the development trajectory of
traditional spiritual artin Ukrainian culture. An academic
resolution of the defined issue will help to reveal the
developmental trajectory of traditional art in the context
of the interconnection between the established traditions
and innovative processes.

The main methodological tool for the study of
the mentioned problem consists of summarizing the
experience of empirical and theoretical research on
specific aspects of the development of traditional art in
Ukraine.

Theresultoftheresearch presentedin thearticle. This
study outlines the main patterns in the transformations
of traditional spiritual art among the population of
Ukraine, spanning from ancient times to the present,
in the context of the interconnection between tradition
and innovative processes. Until the advent of the modern
era, the most distinct artistic artifacts in the traditional
spiritual culture of this region’s inhabitants conveyed the
creators’ reflections on phenomena of the “higher” world
through artistic forms. However, at each stage of the
traditional spiritual art development, various challenges
arose, prompting transformations. Notably, throughout
the XX century, these changes accelerated significantly.
Since the late 1920s, due to the impact of Bolshevik
ideology on rural culture, its spiritual component also
began gradually evolve, particularly in the eastern and
central regions of our country, comparing to previous
decades.

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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Ukraine’s attainment of independence and the
removal of ideological barriers imposed by the Soviet
regime significantly expanded intercultural connections
and partnerships between Ukrainian artists and their
international counterparts. The beginning of the XXI
century was marked, on the one hand, by the expansion
and deepening of globalization processes, which lead to
the unification of various aspects of social and cultural
life and substantially contribute to crises surrounding
national identity. In contrast, there has been a growing
interest in the unique features of Ukrainian culture and
an effort to adapt the traditions of national art to new
conditions.

The process of transformation is also examined within
the system of art’s functioning, with a notable emphasis
on the activation of its sacred and prestige-reputational
functions.

The scientific novelty. The scientific novelty of this
publication lies in the attempt to present a comprehensive
view of certain aspects of folk-art existence, highlighting
the unity and interconnection of its traditional characte-
ristics and innovations.

The practical significance. The results of this study
can be used in the educational process for teaching
courses within the fields of cultural studies and art
history.

Keywords: art, transformation, cultural tradition, cul-
tural innovation, functional orientation of art.

AKTyanpHiCTh TeMU ROCTiKEHHA. YIPOLOBX
icropii xynbTypy Ykpainu BinOyBascs i Binbysa-
€TbCA TOCTIITHMIT TIPOLIEC POSBUTKY COLia/IbHOTO i1
IYXOBHOTO JIOCBifly 3 METOI0 30epeKeHH: Ta TPaH-
CILALI MUCTEeIbKYX 3100y TKIB y €FHOCTI HafbaHb,
BTPAT i 3MiH. Yci Ii mporiecu MOXKHa pO3IIAaTH Ha
JIOKa/IbHIX PiBHAX Y IEBHUX aCIIEKTaX CUHXPOHIi Ta
JIiaxpoHil, a TAKOX Ha PiBHi y3araJbHEHOIO OCMIIC-
JIeHHS, SIK Lie lepef6adeHo B il my6bmikanil. Y 1ypo-
My KOHTEKCTi OCOOMMBO aKTyaJIbHOIO 3HA4YeHHA
HabyBa€e OCMICTIEHHS POJIi TPAJMIIII K COLIOKY/Ib-
TYPHOTO iHCTUTYTY, HOK/IMKAHOTO 3abe3IedyBaTu
CTabiNbHICTh iHBApiaHTIB HAPOJHOTO MUCTEITBA
B YMOBaX IPOLeCiB KYIbTYPHUX TpaHChOpPMaILil,
AKi BiffOyBalOTHCSA 1iJ] BIVIBOM Pi3HOMAHITHUX CY-
CIiIbHMX JeTepMiHaHTiB. Cy4acHa colliabHO-IO-
TTUYHA CUTYallid CTAHOBUTD CEPIIO3HUI «BUK/IVK»
IVIA HAl[lOHATBHO-KY/IBTYPHOTO HafibaHHA, IO
3HAYHOI0 MipOI0 IIOCITIOE 3HAYEHHS A0AINBOTO
CTaBJIEHHs [0 10T0 30epeXXeHHsI, IPUMHOXEHHS 11

YIPOBAa/PKEHHA B CYCIIi/IbHE Ta KY/IbTypHE Cepeno-
BIILe MOJTiETHIYHOI i MOMiKOHQeCiTHOI AepkaBu
Ykpaina.

IloctanoBka mpob6memu. Tpapuiiiine Muc-
TENTBO MOJKHA PO3IJIANATU AK Y CTaTUIl, TaK i B
KOHTEKCTI COLIIOKY/IbTYPHOI IMHAMIKM 3 YpaXyBaH-
HAM MaKpOKY/IBTYPHOTO MacIITaly, a TaKoX pe-
TiOHA/IbHOTO Ta €THOKYIBTYpHOro piBHiB. Came B
IpoLeci BUBYEHHA IMHAMIKM PO3BUTKY MUCTEL[TBA
BUABJIAITBCA ABUINA Jioro TpaHcdopmanii, KoTpi
Bifl0YBAIOTHCSA MiJ| CY/IBHMM BIUIMBOM Pi3HOMAHiT-
HMX «BVKIMKIB» IIEBHUX COLia/IbHUX, KY/IbTYpPHUX
i TOMTUYHMX YMHHUKIB, BIACTUBUX KOHKPETHIN
icropuuniit enoci. [Ipo6rema 3min MucTenTBa Cy-
IPOBOKYETbCA IUTAHHAMI IIPO CYTh i MeXaHi3Mu
BUpP@XEHHS, 30epeXeHHs Ta TPAHCIALII0 JOCBify
JIOTO L{iHHICHOTO i1 CEMiOTMYHOTO 3MICTY BiJj OJHO-
I'o TOKOJIIHHA JIO 1HIIOTO, IO Bi)l6}’Ba€TbCH qyepes
IPU3MY ICTOPUYHMX €II0X.

AHami3 oCTaHHIX JOCTiKeHb i MyOmiKamiiL.
CyyacHuM pos3BifikaM 3 IIOCTaB/IeHOI IPOOIEMU He
IpUTaMaHHi IMPOKe OXOIIEHHA V1 JOCTATHA ITIN-
O1Ha BUPa)KEeHH, XOYa TeMa BUBYAETHCS B 3HAYHII
KiIbKOCTI 1y6niKaliif Ha piBHI OKpeMMX acIeKTiB.
Buoxpemumo 1nparyi, y AKX y3arajabHIO0TbCA IPO-
necy TpaHchopMarii esKuX ramyseil MUCTEITBA
Ha piBHI OKpeMIX eTaliB eBONLil Ta MOp¢ooriy-
HUX Mopumikanuiit B icropil Ykpainn (MoHorpadii
A. KixoTp (mpmcBsueHa ceMiosNncCy yKpaiHCBKOTO
koctioma) (Kikorp, 2010) ta A. lllep6ans (Tema —
BMBYEHHs TpaHCcopMallill opHaMeHTallii kepaMiku
B TpajuLiiiHiil KynbTypi HacenenHs JliBobepesxHoi
Yxpaiun) (Ilepbans, 2017)). Ocobnusuii intepec y
KOHTEKCTi 1IbOTO IINUTAHHS CTAHOBUTH MOHOrpadis
O. Komniescobkoi (KomieBcbka, 2014), y Akiit posrna-
HYTO LIMPOKe KOJIO MUTAHB, II0B A3aHMUX i3 IpobiTe-
MO0 0COOMMBOCTEN TpaHCHOPMALHITHIX TpOLle-
ciB y pisHOMaHITHMX cdepax KyIbTYpu Cy4acHOi
YKpainy, BKMOYaruy MucTenTBo. [Ipomonyerncsa
Jiia/IeKTVKa I7100a71bHOTO Ta JIOKaTbHOTO BUMIpiB
Ky/IbTYPOTBOPEHHA AK IUIHNUIT METOONOTIYHIMI
IifXif| y BUBYEHHI X IPOLIECiB.

Merta crarTi — npoaHanisyBaTy 3arajbHi TeH-
ieHIii B TpaHcopMaLisX TpagMIiiiHOro MucTe-
TBa B Ky/IbTypi Ykpainu. li peanisanin fossonuts
OKPEC/IUTH €IHICTD Ta CIIAFKOEMHICTh MUCTELIbKMX
3100YTKiB BITYN3HAHOTO KY/JIBTYPHOTO IPOLIECY.

HaykoBa HOBM3Ha CTaTTi: COPMY/IBOBAHO Y3a-
Ta/IbHIOYi BUCHOBKM IOZ0 TpaHCHOpMALiTHIX



IPOLIECIB Y TPAAMIITHOMY MMUCTELTBI MEIIKaHI[iB
YKPaIHCbKMX 3eMe/b Y HiaXpOHIYHOMY BMMIpI 4e-
pe3 IpU3MY COLIIOKY/IbTYPHOI AMHAMIKI.

Buknajg ocHOBHOrO Marepiamy AOCTif[KeHHS.
Tpaguuiiine MuCTeLTBO 3a3BMYAll PO3IIAMAETHCA
HAyKOBLAMU SK crerdivHa Mofienb JIyXOBHOCTI,
Yy AKiil BUPAXKAETbCA €IHICTD YHIBEPCANbHYX i CIIe-
1}iYHNX HAIIOHATPHUX XapaKTePUCTHUK KY/IbTY-
pu. IxHiit 3MiCT CTaHOB/ATH LIHHOCTI, KOTpi BKa3y-
I0Tb Ha II€BHi CBITOI/IA/IHI 3HAY€HHA Ta OPiEHTUPH,
AKUX JOTPUMYE KONEKTUBHA CBifjoMicTh. Ha mymMKy
C. Taranbcbkoi (2005), «B HAMMIMPIIOMY 3HAYEHH]
TPajML{il0 MOXHA BU3HATY K COLianbHy (opMy
TIepefjaHHsA TIJCbKOTO JOCBiNy, 6€3 AKOro Hemuc-
miMe QYHKI[iOHYBaHHS KYIbTYpy; 1i MO>KHA YSIBU-
TU SIK BUJ] KOTEKTUBHOI ITaM ATi, K eBHUM YMHOM
YIOPSAAKOBAHNIA, BiiOpaHuit i CTpyKTypHO opraHi-
30BaHMIT JOCBix cycminbcTBa» (laTanmbebka, 2005,
c. 115). Anaris 36epesxeHNx 0 CbOTOfHI maM ITOK
MICTEITBA HaceNeHHs YKpaiHM Bif J0OU Mi3HbOTO
IaneomniTy o no4arky HosiTHbOro yacy mifTBep-
JDKYE 1 cymkeHHs. [lofaMo, 1110 Haitbinbpm Bupas-
Hi MUCTEUbKi IpegMeTN B TPafULIHIN KyIbTypi
MEIIKAHIIB PErioHy, AKUIT JOCTIKY€EThCA, IIepefa-
Ba/IN B XYAOXHiN ¢opMi pedrekcii TBOpIiB 110750
ABMII «BUIOTO» CBITY (CIOYATKy CBIiTy AyXiB, mi-
3Hile — 60riB). K10 B AKMXOCh MUCTELbKIX TBO-
pax 300paxyBamucs MOTUBY, IIOB s13aHi 3 HOTBOP-
HJM, «HJDKYMM» CBiTOM, TO BOHM My IIifKOpeHe
THIOJIOKEHHA B CIOXKETaX, MiIKPECTIOBAIN PiSHUIIIO
MIX CBiTaMM, IIEPEMOYKEHICTD «TEMHMX» CUJI TOLLIO.

Anne Ha KO)XHOMY eTalli PO3BUTKY MMCTELTBA
BUHUKA/MM CUTYallil BUK/IVKIB, AKi CHOPUYMHAIN
tioro tpancdopmarii. Hanpuknan, nounnaroun 3
XVIII ct. B €Bpomi inTeHcHpiKyBaBcs 1100aTbHUI
IpoLec 3MiH AYXOBHOI CK/IaJi0BOI KYIbTYPU Mac,
10 [I0YaBCA Y BemuKux Micrax. Ha Tepenax Ykpa-
inn 14 intencudikania samisHumacsa, 3okpema y
3B’A3KY 31 CTa0KMM PO3BUTKOM CIeLUPiyHO Mich-
Koi Kynprypu. Amke daxtuyso o kinmg XIX cr.
IepeBa)KHA OUTbIIICT HAaceNeHHS HabiMbIINX
YKPAIHCBKUX MICT 3HAYHOIO Miporo 36epirana o3Ha-
K/ TPAJMLIIHOTO CBITOIIANY. YIPOJOBX HACTYII-
HOTO CTOMTTA 3MiHM 3ampoBajpKyBamucs ¢opco-
BaHUMM TeMnamy. 3 KiHng 1920-x pp. yHacmifok
TUCKY OibIIOBUIIBKOI iTeonorii Ha Ky/IbTypy cena,
il IyXOBHA CK/IaJj0Ba TaKOX, 0COOMNBO B CXiTHMX
1 IleHTpa/IbHMX perioHax HaIlol Jep)KaBM, 3MiHIO-
Bajlacs, 10 TOTO K IHTEHCUBHIlLle, HDK YIIPOLOBX

TNOIIEPeAHIX AeCATUIITh. 30KpeMa, BHACIIIOK Pyli-
HYBaHHS TPaMLiliHNX, cpOPMOBAHNX YIPOTOBXK
TIONIEPENHBOIO Yacy TPAKTyBaHb OCHOBHMX Kare-
Topiil ecTeTMKM, IOCTYIOBO TpaHCHOpPMyBamacst
POb MICTELTBA AK BYCOKOTO iieany, 10 AKOTO II0-
TpibHO mparny . «HapopHe» MICTELTBO B pe3y/b-
TaTi CTBOPEHHA Pi3SHOMAHITHUX apTijeN i HUIIEH-
Hs KYCTapHMIITBA IA0TOHI3yBaIOCH, il «JyXOBHa»
JIOTO CK/IafioBa II0CTYIIOBO HiBemoBanacA. [Ipanis-
HMKI apTifiell KepyBaanucs «3paskaMiy», [Ki TpaH-
CIIOBA/IN «BYEHi» HACTABHMKM, Ta IPUTAMAaHHUMU
IEeBHVM IIJNPMEMCTBAM YU perioHaM TOrovac-
HVUMU YABJIGHHAMM IIpo Kpacy. He 6asyrounch Ha
«[JaBHiX» (IIaHIBHUX B YKpaiHCHKIi XyTOXKHI Ky/b-
Typi ffo yaciB il Tpancdopmaniit kinug XIX — mo-
4arky XX CT.) TpajuIisx, mo chopMyBamucs BHaC-
JIOK TPUBA/IOl MPAKTUKY IOIEPENHIX IOKO/iHb,
BOHJM aKTMBHO 3MiHIOBaIM K MOpPQONOrio TBO-
PiB «HapOJHOrO MUCTELTBA», TAK 1 IX BHYTPIlIHii
ceHc. OfHNUM i3 NPOABIB TAKUX 3MiH, HAaIpUKIIaJ,
CTaJI0 BIIPOBAJKECHHA €/IEMEHTIB COLlpealisMy Ta
pi3SHOMaHITHUX CKY/IBITYPHUX 300pakeHb YOPTiB
AK MO3UTMBHMX IIEPCOHAXIB. AJle caMe 3aBJAKM
IiA/MBHOCTI apTireil, a misHile 3aBofiB 1 pabpuk,
TBOPaMM «HApOJHOTO JEKOPATVBHO-IPMUKIAFHOTO
MMUCTEL[TBA» Macyl YKPaiHIIiB KOPUCTYBAIICA BIIPO-
JOBX YChOTO IOAAJIBbIIOrO IEpiofy iCTOpil Hamoi
JIep>KaBI.

[Ticna 3po6yTTa YkpaiHO He3a/meXHOCT], 3HAT-
T BCTAHOBJIEHMX PaJAHCBKMM PEXMMOM ifjeo-
MOriyHMX 6ap’epiB i3 3aXifHUMM KpaiHamy, IO
CYIPOBOJKYBA/IOCS BTi/IEHHAM ITParHEHHA JI0 €B-
poiHTerpanii, CIOpUAIO 3HAYHOMY PO3LIMPEHHIO
MDKKY/IBTYPHMX 3B’SI3KiB 1 TapTHEpPCTBAa MUTIIB
YKPaiHCBKOTO MMCTeLTBA i3 3apyODKHMMU Jioro
npencraBHyKamy. OOMIH BifIOBiTHUM [OCBifoM
MDK BITUMSHAHMMM Ta 3apyODKHMMM NapTHepa-
MM 3[IVICHIOETbCA B MeXXaX PISHOMaHITHUX perio-
Ha/IbHIX I MDKHAPOIHUX 3aXO/iB, AKi IPOBOAATHCA
MDKHAapOJHMMI KOPIIOpaLliAMY, CIIOHCOPAMI, IIPK-
BaTHMMM KOJIEKIIIOHEpaMM, 3alliKaB/IeHVMM MIIC-
TeyTBOM cy4yacHuMu 6penpgamu. [Toyatox XXI cr.
TI03HAYMBCS, 3 OZHOTO OOKY, PO3LIMPEHHAM 1 110-
ITIMO/IEHHAM I7I00a/TiCTUYHNX TIpOLeciB, AKi mpu-
3BOJATh 0 YHiikanii pisHOMaHITHUX CTOpiH
CYCIIIBHOTO Ta KYIbTYPHOTO JKUTT, 110 3HAYHOK
MipoI0 CIpUAE KPU3OBMM ABMILAM ILIOJO HAIlio-
Ha/IbHOI imeHTUYHOCTI. [legani iHTeHCHBHIIIA TTOTi-
TYKA €BPOIHTETpalil COpUYMHAE IepeOopiEeHTALIiI0
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CBIZIOMOCTI i3 LlapMHM HaI[iOHAJbHUX L[IHHOCTEN
Ha IiHHOCTI eBpomelicbkoi KynpTypu. T. MipoHoBa
pasoM 3 iHIIMMMU JOCTiHNKaMM Bif3Hadmmm Qaxt
POSIIVPEHHA CUCTEMM MDKHAPOJHOI KOMYHIKa-
11il B IJapMHi MUCTELTBA, IO BXXe He 0OMEeXYeThCS
3a/Iy4eHHAM JI0T0 J1iA4iB [0 IOfiil CBITOBOTO MIIC-
TEeI[bKOTO KUTTS, a/ie Bif0yBa€eThCs I100aIbHA eKC-
TAaHCisA 6aHKIB | MDKHAPOZHNUX KOpIIOpaLii, sKi 1mo-
IIMPIOIOTh BJIACHI IHTEpEeCH Ta IParHyTh OXOIMUTH
HUMM pisHi perionn cBity (MipoHoBa, 2021, c. 16).

OpHak Ha INpOTMBAry 3asHavyeHill TeHJeHLil
BiIOyBaeTbCcs 3pOCTaHHA 3alliKaB/eHHA Haljio-
HaJIbHUM KOPIHHAM YKPAaIHCbKOI KYIbTypyM Ta
TPafyLIiAMM BITUM3HAHOTO MMUCTELTBA. 3arposi
[OINIMHAHHA IXHIX LiHHOCTEN I00aNTiCTUYHOIO
XBUJIEK TIPOTUCTABIAETbCA IParHeHHA aflaNTyBa-
TH X 710 I7I06QJIbHUX TIPOLeCiB Ta €BPOiHTErpallil,
110 Ma€ CIPUATH 30epeKeHHIO Hal[lOHATbHO-KY/Ib-
TYPHOI ilEeHTMYHOCTI. 3arOCTPEHHSA IPOTUCTOAHHA
MK YKpaiHOI Ta POCI€I0 B OCTAHHE JEeCATUIITTH,
a 0coOMMBO CydyacHa IIMPOKOMAcIITabHa BiifHa,
3HAYHOK MipOK CIPUYVHUIYM 3POCTaHHA INaTpio-
TUYHMX HACTPOIB Cepef; TPOMa/iAH HALIOI KpaiHi, a
TAKOX iHTepecy [0 YKPaIHChKOI icTOpii Ta Ky/IbTy-
pu. 3a 1jelt epioy; 361MbIINMBCS CYCIITbHMI TTOTUT
Ha TBOPY YKPAIHCBKOTO MICTELITBA. 3BEPHEHHA [10
JIOTO TPAAML{iVl CYy9aCHUMM MUTLIAMMY, BiITBOPEHHA
3MICTOBUX 1 CTM/IbOBMX [JAHUX HUHI He 3BOAUTHCS
710 MEXAHIYHOTrO IX YIIPOBAKEHHSA Y TBOPUMIL IIPO-
nec. OfHi MUTLI JifICHO BifTBOPIOIOTH YKPaiHCBKY
TEMATHKY 3BUYHUMM XyTOXKXHIMU IIPUIIOMaMM, Ha-
Marao4uch IPUBEPHYTHU yBary YKpaiHIIiB 10 Halli-
OHA/IbHOI aBTEHTUYHOCTI.

Ane B 1990-x pp. modyana MOIIMPIOBATUCH TEH-
JIEHL[iA CUHTE3y OKPEMMX €/IEMEHTIB YKPaiHChKOI
KY/IbTYpPHOI CHIAJUIMHY 3 €IeMEeHTaMyl MIUCTElTBa
MOJlepHy ¥ mocT™mopepHy. g ob6craBuHa mosc-
HIOETbCA TOLIYKaMM HOBMX TEHJIEHILiil PO3SBUTKY
BITYM3HAHOTO MMCTENTBA LITAXOM 3BEPHEHHS [0
MMHYZIOTO Ta JIOr0 BTi/IEHHA HOBITHIMM >KaHPO-
BO-CTIIbOBMMI 3acobaMiy. Y pesylbTari O3Hade-
HOTO XyJI0)KHbOTO CUHTe3y c(popMyBaBCs HeoMido-
JI0Ti3M AK crerivHe ABMIE B KYIbTypi YKpaiHiL.
OsHaueHOMY CMHTE3y NpUTaMaHHE BUKOPYICTAaHHA
YKPaIHCHKOTO QOMBKIIOPY, 1[0 Cpysiio GOopMyBaH-
HIO He0()O/IbK/IOPM3MY B MY3ULIi Ta XOPOBOMY MIIC-
TenTBi. Heodompbkmopusm posramaeTves ApuieM
HeoMidomorismy Sk XyaI0KHs Teuist it metop. Voro

pocmipanug H. Ipedyxa sBepHy/na yBary Ha CUHTe3
y MY3W4HilT Ta XopeorpadiuHiil KynbTypi cMmcio-
BJIX i CTPYKTYpHUX apameTpiB Midy 3 enemMeHTaMu
MOJIEPHY i IOCTMOJIEPHY, @ €CTETUYHUMM 3aCaTaMU
Heo(ONbK/IOpU3MY BU3HAUMIA MioToridHo-CBi-
TOITIAJHI KOHIIEITU YKPAiHCBKOTO MY3UYHO-00pA-
nooro Qonbkinopy. Midororisam mogaerscs cydac-
HVIMY 3aC00aMy MY3MYHOTO i XOPOBOTO MIICTELTBA
B IIPe3eHTAl[iAX PUTYATbHO-MAridHNX QOpM, 5Ki €
IHCTUTYLIOHAIbHYMY HOCIAMM Ta TPaHCIATOpa-
mu Midiunoi csifomocti (Ipeuyxa, 2007). Taxum
YIHOM, CaKpaJbHMII IIPOCTIpP YKPaiHCBKOIO Tpa-
JUIIITHOTO MVCTELTBA NPE3EHTYETbCA CYyYaCHUMMU
CBITCHKMMM 3aC00aMI XY0KHBOI TBOPYOCTI.

AHazoriyHa cuTyalis IpOCTEXYETbC B Cy-
YaCHOMY YKpalHCbKOMY JKMBOINACI, [i¢ BMKO-
PUCTOBYIOTbCSI MOTMBM  CeIAHCBKOTO HOOYTY,
¢onbKIOpY, iCTOPUYHNX TOpN, KUTTSA KO3ALTBA,
CaKpa/bHOTO MUCTENTBA. BuABIAETbCA 3alliKaB-
JIEHICTh JTOXPUCTMAHCHKOI0 MiQonorier, KymbTy-
poro ykpaiHcbkoro 6apoko. [locmifHuiis BiT4m3-
HAHOI cagmyHn Mucrentsa A. [lonimyk HaBenma
leAKl KOHKPEeTHi NpUK/Iajy METOAY CTUIbOBOIO
BYP@XEHHA YKPAIHCBKOTO IIeJ3aXy MOJEPHON0 i
IIOCTMOJIEPHOI0 XY[0XXHBOK MOBOK. Bimsnaumma
3HAYHWII iHTepec 10 6apOKOBOI IIACTUKY B TPAK-
TYBaHHI 00pa3iB rajffaMaKiB Ta iHIIMX Hal[lOHA/b-
HIUX CHOKETIB, a TAKOX IIPUK/IAJM NEPEJaHHA Tpa-
IULIHUX apXeTHIIB 3ac060M abCTpakTHUX HopM
(Iomimryxk, 2019).

Ha moyarky XXI cT. 3SMiHIOIOTbCA €CTETUYHI I[iH-
HOCTi, pO3pOO/IETHCA HOBA CUCTEMA OCMICTIEHHS
XY[OXXHDBOI IPAKTUKN, L0 BXE HE BINCYETHCA B
TpaVILIiViHI YABJIEHHA NPO €CTETHYHE i XyIOXKHE.
BignosigHo, chopMyBaBcs HOBMIT TUI CBiTOMOCTI,
OLIHKM VI CIPUIHATTA Pi3HUX CUCTEM LIHHOCTEN
i ecTeTMYHMX CMAKiB, HOBMII TUII MEHTATETY I
MIUCTeHHA. Bax/miBoio TeHfeHIi€w TpaHcdop-
Mallil KyIbTypy B Cy4acHiii YKpaiHi BOa4arTbcs
3MiHM 11 (byHKuiOHaanOi opieHTanii. ¥ curyanii
3aTOCTPEHHsA KpU3M YKPAIHCBKOIO CYCIIIbCTBA,
0co0NMMBO B yMOBaX WIMPOKOMACIITAOHOI poCili-
CBKOI arpecii, IIOMIiTHO 3pocTae pob MUCTELTBA B
3HIDKEHHI eMOLIIIHOTO HaIIPY>KeHHA Ta IOfI0NaHH1
TICUXOMOTiYHNX cTpeciB. H. ABep’ 1HOBa JOBOAMUTS,
IO B CY4aCHOMY CBiTi MUCTEITBO e(eKTHBHO BU-
KOPVICTOBYETBCA 3 METOK perakcari, peabimiranii
Ta 3HIDKEHHA €MOL|iIHOTO HANPY>XeHHA B KOH-
(KTHUX CUTYaLifX, IO 3YMOBWIO BUHVMKHEHH:A



«repamii Myucrentsar. [1ig BIMBOM TepaneBTUYHOL
¢yHKIii MycTenTBa BifOyBalOTbCA BUXif| HETaTUB-
HUX TOYYTTiB JIOAVHM Ta POpPMYBaHHA B Hei Bifi-
YyTTA BHYTPIlIHBOTO KOHTporio. 114 dyHKIia HuHi
Ha0yBa€e Ha/i3BUMYAITHOI aKTyaJbHOCTI B yMOBax
IIBYJIKOTO 3POCTAHHA arpecii B CYCIiIbHUX BiJIHO-
cuHax (ABep’siHOBa, 2019).

Aze 3 OpuTriHanbHUMM TBOPAMM MUCTEILITBA MaCH
HacelleHHA YKpaiHyM MalDKe He KOHTaKTyIoTb. [Iro
MOX/IMBICTD L[IIKOM BTPaTU/IM MENIKaHI[i 3HA4HOI
KITbKOCTi OKYIOBaHUX i HPUPPOHTOBUX TEPUTO-
piit. Ta it Ha iHIIMX YKpaiHCBKMX 3eMyAX Oarato
My3€iB, y 3B’A3KY i3 3arpo3or BTpaTu KOJIEKIIil,
He EeKCIIOHYIOTb YacTMHY 3HAYMMUX TBOPIB MIIC-
TelTBa. ToMy yKpaiHCbKi rpoMajiAHM Ta iHO3eMHi
TYPUCTH, NIPArHy4Y¥ KOHTAKTYBaTy 3 MpegMeTaMu
YKPalHCbKOI KyNbTYPHOI CIAJIIVIHIA, 3BEPTAIOTHCA
0 pisHMX Komill Ta imirauii. Bapro saysaxuru,
110 TAKMMM TBOpaMM (HaIIpMKIIaJ, iKOHaMM) SK1Te-
i 6inpiocti TepeniB Ykpainu (oxpim Mict ITiBHiy-
Horo IIpidopHomMop’s Ta Kpumy) xopucryiorbes 3
CaKpa/IbHOK ¥ PETIriiiHOI0 MeTOH 6Oe3rnepepBHO
BiJ] 4aciB 3allpoBaJpKeHHA XpUCTUAHCTBA. JJoBOMi
YacTo i caMi KOIIil cTaBa/Iy JKePeIoM /I Hacify-
BaHH. 3 OLIMPEHHAM JelleBUX TeXHiK KOIiloBaH-
HA TBOPiB 00pa3oTBOPYOTO MMCTELTBA (30KpeMa,
nmirorpadiit) y XIX cT. coxuBadi 1boro pisHOBU-
Iy MUCTELBKOTO IPOAYKTY OTPUMA/IN MOXK/IMBICTh
«CIIJIKYBaTUCA» 3 KOIAMYU HAMIIONYIAPHIMINX
300paxkeHb. A/e OkpeMi KynIbTypHi Aifdi KiHuA
XIX — mouatky XX cT. (Hanpuknaz, B. Po3Bazos-
cbkuit, B. KpiueBcbkmit Ta iHIII IpecTaBHMUKY iH-
TelireHIii) Bce K HaMaraaucs 03HallOMUTY HaBiTh
MEIIKAHIIIB Ci/l i3 CY4YaCHUMMI MUCTEL[bKVIMU TBOpa-
M, 30KpeMa 3a JOIIOMOTOI0 IIePECYBHMX BUCTABOK.

HuHi B 1IeBHOI Mipoio Oe3IedyHnx perioHax Ha-
IOl JIeP>KaBU TAKOX IPOBOAATHCA PISHOMAHITHI
BUICTaBKU, AKi MOXXHA PO3LUIUTI LIOAO TPAAULil-
HOT'O MIUCTELITBA Ha JBa MariCTpasIbHi HaIIPAMI:

1. 3axopmm, AKi IPOBOAATD €HTY3iaCTI 3 METOIO IO-

IyAApU3aLil TpafULIiiiHOrO MUCTELITBA.

2. bisnec-3axomu.

Amxe BiZoOMO, IO HAMIIOMITHIIIA 0COOMUBICTD
TpaHCPOPMYBAHHA KYIBTYpY B Cy4acHOMY OyTTi
BU3HAYAETHCA 11 PMHKOBICTIO, 1[0 Y3a/IEXKHIOE iI He
JuLIe Bifj iHTepeciB ayAnTopil, a i1 Bifi Kamirasisa-
uii. bisHec-cepenoBuie iHTEHCHBHO BMKOPUCTO-
BYE KY/IBTYPY A/A OOCTYrOBYBaHHS BifIOBiTHMX
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3aBflaHb Ta IHTErpye il y CBiT pUHKY, HiANOPALKO-
BYIOYM 3aKOHaM JIOTO iCHyBaHHA. 3BaKawdm Ha
LI0 CUTYalilo, JOCHIIHNALA CY4aCHOrO MMCTELTBA
O. OneniHa nponoHye BMOKPEMIIOBATH IIPECTIK-
HO-penyTaliiiHy (QYHKIII0 Cy4acCHOrO MUCTELTBa,
3aBMAKM SKiil MUCTENTBO IIOCTAE CHeNMUPidHNM
Croco6oM 3MillHeHHs pemyTaluil I JeMOHCTparil
BJICOKOTO CTaTyCy Jtoro BracHuka (Onenina, 2011,
c. 10). O6upBi 3asHaveni GyHKIi 3HAYHOIO MipoIo
3HIDKYIOTb POJ/Ib €CTETUYHOI CK/IaZloBOI MICTEIITBA,
MOCUTIONYY 1i YTUIITAPUCTCBKY PONb Y popmy-
BaHHI KY/IbTY 0i3Hecy Ta pUHKOBUX CTOCYHKIB fK
Ha piBHI 00’€KTMBHOI AiliCHOCTI, TaK i B 00pa3i it
cTuti MucneHHd. JIo pedi, micid BXOKEHHsA Ha-
CeNeHHA YKpaiHM B CHCTEMY PMHKOBOI €KOHOMIKI
YacTMHA MAJCTPiB, 1O To3MIlitoBana cebe SK Ha-
popHi (30Kpema, KepamicTu), movana iHTeHCHBHO
BIIPOBA/KYBATH Y CBOI IPOAYKI[il0 IOTBOPHI 06-
pasu (HampyKiag, 300pakeHHs YKpaIHIIiB 3 rimep-
TPOOBAHNMI CTATeBUMM O3HAKAMIU Ta PUCAMU
00/, MiIKpeC/IeHHAM IIOTATY JI0 A/IKOTOJII0 Ta ITe-
peinanHs).

BucHoBku. Tpanchopmariis TpaguiiitHoro Mc-
TeITBAa MEUIKaHIiB YKPaiHChKIX 3eMe/Ib — TpPMBa-
JUIA TIPOLIEC, Yy AKOMY INEPETUHAKTHCA ENeEMEHTH
TPaAMLiHOL Ky/IbTYPH i3 LIHHICHUMU IHHOBAL[if-
mn. Ie nepeTMHaHHA BBaXAETbCA HACMIIKOM JBOX
BUK/IVKIB — BITYM3HAHOI TPAAMLINHOI CIIAJLIVHI
Ta 3arajbHOI TEHJEHLII PO3BUTKY €BPOIECHKOI
KY/IbTYpH, IO TOPOKYBAIO 1 IONYIAPU3YBaIO
HOBI XapaKTepPUCTUKI KY/IbTYPH, IOIVPIOKYN IXHI
IIIHHOCTi B YKPAaiHCHKOMY IIPOCTOPI.

Ha nouarxy XXI cT. 3BepHEHHA [0 TPafNLIiiiHOI
MiormoriyHol TeMaTMKM Ta KaHPOBO-CTUIBOBUX
CTPYKTYP YKPaIHCHKOTO TPAAMIiIHOTO MMUCTELTBA
HE CTaBUTBCA B OMO3MILIO JO MOJEPHOBMX i IOCT-
MOJIEpPHOBUX MUCTeIbKUX Moaudikaiit cygacHoc-
Ti. CyyacHi MUTIIi CXW/IBHI [0 IX KY/IBTYPHOTO CHH-
Te3y, Y pe3y/lbIaTi 40ro 0co6/MMBOI MOMY/IIPHOCTI
Haby/m HeoMidonoriam Ta HeodOMbKIOPN3M, AKi
chopmyBascs B 0COOMMBII MUCTEI[bKIIT HATIPSIM.
HasaBHicTb eneMeHTIB TpafullifiHOi YKPaIHCbKOI
KYIBTYpY B LIbOMY CHHTe3i IpeicTaBiie co6omo
dopmy ix 36epexxeHHA B CKIAJHIX YMOBAX Cydac-
HOI curyaii rineprpodiyHoro cTany ypbanizanii i
TeXHOJIOri3alii.

Kpim 3BepHeHHA 10 HapOfHOI TpajguLii MucTe-
1ITBA, BITYM3HAHI XYO)KHUKI CIPAMOBYIOTb yBary
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J10 HaIpsAMIB MOJEPHY, AKi He JO3BOJAMNCA 3a Ya-
ciB JOMiHyBaHHA T. 3B. «colpeanismy». Tpancdop-
MAL[IVIHUI TIPOLEC CIOCTEPIraeTbCA 1 Y CUCTEMI
QyHKIIOHYBaHHA MuUCTelTBa. [HTerpauis iforo B
TOBapHO-TPOIIOBI BiJHOCHHY BMHUK/IA AK HACTi-
IOK 3MiliCHeHHsS MUCTELTBOM iHBECTUIIIHO-Ha-
KOIMYyBa/mbHOI QYHKIII K croco6y 36epexxeHHs,
HaKOIMYYBAHHA 11 301/IbIIeHHSA KalliTay, o apTy-
KY/IIOETHCA B MUCTELbKMX ranyssax. Bogroyac miuc-
TELITBO IIOCTAE CTEeNUPIYHNM Coco60M 3MilHEH-

B penakcaiiii, peabimiranii Ta 3HVKEHHI eMOL[iiTHO-
IO HANPY)XeHHS B KOHQIIKTHUX CUTYALifX 3yMo-
BUJIO HAJ3BUYAIHY aKTyasi3allil TepaneBTUYHOI
¢yHKIIii MyCTenTBA.

IlepcnekTiBY MOJANBIIOTO AOCTIKEHHA L€l
TeM) BOAYAIOThCs B HEOOXITHOCTI 3HAYHOTO PO3-
IIVPEeHHA Ta IMOIMMONEHHS aHaJi3y OKpeclIeHuX
TeHyieHLil. [lominbHO 3BepHYTH OinbIly yBary Ha
BUBYEHHA II/IAXIB I MEXaHi3MIB IOIIVPEHHA CTU-
JIbOBYX Ta JKaHPOBMX iHHOBALiNl Y TPafNLiiiHOMY

KynbTypa Ykpainu, sunyck 86, 2024

HA pemyTalil i1 AeMOHCTpallii BUCOKOTO CTaTycCy MMCTELTBI.
BJIACHVKIB IIeBHUX OpeHJIiB, BUKOHYIOUN TIPeCTIK-
HO-penyTaliliHy QyHKIi. 3pocTaHHS HOTpebu
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O. B. Micax. Tpancdopmanii Bymanoi pororpagii
B epy LM POBUX TEXHOOT1i

Mera crarTi — JOCTIUTH POSBUTOK >KaHPY BY/INY-
Hoi doTorpadii B KoHTeKcTi 1udposizanii. Merogono-
Tif: JIOTiKO-aHAMITUYHMI, HPeIMEeTHO-aHaTITUYHWIL,
CUCTEMHO-AHAITUYHUI Ta iCTOPUKO-KYNbTYpHUIL Me-
topu. JlocmipkeHo BIIMB LMQPOBMUX TEXHONOTi Ha
€BOJIIOLII0 JKAaHPY, 30KpeMa Pojib MOOIIbHYX IPUCTPOIB
i coriabHUX MepeX y po3MMBaHHI MeX MK Ipodeciit-
HOIO Ta aMaTOpCbKolo pororpadiero. HaykoBa HoBU3Ha:
aHaJI3 >aHpy By/m4HOI pororpadii 3 mornany unppo-
BUX iHHOBAIliil, BIUIB I'yMaHi3My, CIOppeaisMy Ta Jo0-
KYMEHTAJIbHOTO KiHO. BycHoBKM: 1mppoBi TexHomorii
3MIHIOIOTb >KaHp, 30epiraiodm ioro aJanTUBHICTD 1O
Cy4aCHIX COLiOKY/IbTYPHMX YMOB.

KnrouoBi cnoBa: synuuna pomoepagis, yugdposi mex-
HOZ02iT, 2yMAaHi3Mm, Cloppeaniam, OoKymeHmanvHe Kio,
yugposa omoepacis, candid photography.

O. Misiak. Transformations of street photography
in the era of digital technologies

The purpose of the article is to explore the main
features of street photography’s development in the
digital age.

The methodology. Several methods were used to
analyze the street photography genre. The logical-
analytical method helped to organize and summarize
key ideas. The subject-analytical method allowed a
deeper look at photography as a form of art and social
communication. The system-analytical method showed
the connection between technology and the evolution
of the genre. The typological method identified the
main stages of street photography development, and the
historical-cultural method traced the impact of cultural
factors on the genre.

The results. Digital technologies have greatly
influenced the genre, transforming it from traditional to
new forms. The use of mobile devices and social media
has blurred the lines between professional and amateur

photography, opening new creative possibilities. Street
photography now includes elements of humanism,
surrealism, and documentary film, creating visual stories
that reflect the social space of the digital age.

The scientific novelty. This study explores how digital
technologies have changed street photography. It also
explores how humanism, surrealism, and documentary
film influence the genre, as well as its historical and
modern development.

The conclusions. Digital photography is flexible and
widespread because of mobile devices, which affects how
people create. Smartphones, social media, mirrorless
cameras, and Al have changed the genre, making it
harder to tell the difference between professional and
amateur work. Street photography continues to adapt to
the changing cultural space.

The practical significance of the article is in its
contribution to understanding how digital technologies
affect street photography and audiovisual arts. It helps
both researchers and artists better understand how
technology is changing creative expression.

Keywords: street photography, digital technologies,

humanism,  surrealism, documentary film, digital
photography, candid photography.

IlocranoBka mpo6nemu. Bymyna ¢otorpa-
¢is posBuBamacs mMpoTAroM 6AraTbOX JECATHUIITH
Yy KOHTEKCTi COL{OKYIbTYpHUX TpaHcdopMaiit
Ta BINNOBIZHO 1O 0COOMMBOCTENl TEXHOIOTIYHO-
ro nporpecy. Ilepmi gecatunitra XXI cr. Bigkpu-
ML HOBY epy By/IM4HOI ¢ororpadil, chopmoBany
IPOTPECOM Y TEXHONOTiAX KaMepy Ta JMHAMIKOI0
PO3BUTKY TPOMAJICBKIX MicIb (CydacHi rpomap-
CbKi TIpoCcTOpM CTajm OiNmbll iHKTIO3MBHUMM Ta
IHTEPaKTMBHUMU 3aBJAKY apXITeKTYPHUM i Tex-
HOJIOTIYHVM IHHOBALliAM, L0 CIIPUATIO 3POCTAHHIO
conianpHOi aKTMBHOCTI). JlocTym 0 BUCOKOSAKic-
HUX KaMep | IIMpOKe BMKOPUCTAHHA MOOIMTBHMX
TIPYUCTPOIB 3HAYHO BROCTYIHWIN (oTorpadito i

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



6inpmol ayguropii. besmocepennicTp i 3pyuHicTh
uudposoi ¢dororpadii mpMIIBUAIININ HAaBYAH-
HA, J03BO/SII0UN QoTtorpadam eKcrepuMeHTYBa-
TU, BUNTHUCA Ta BJOCKOHAIIOBATU CBOI HABUYKM B
peanbHoMy 4aci. Came TOMYy [MHaMiKa PO3BUTKY
kaHpy BymraHoi doTorpadii Ha cygacHOMy eTarmi
3YMOB/IIOE HEOOXIi/IHICT 1 JOCTI/KeHHS 3 TTO3UIIiiT
CY4YacHOI Ky/IBTYPOJIOTii B KOHTEKCTi 0COOMMBOCTEN
umdposoi gobmu.

AHami3 OCTaHHIX FOCTiKeHb i MyOmiKamii.
HaykoBmit iHTepec [0 pPi3HOMAHITHMX AaCIIEKTiB
uudposoi dororpadii Ta crpoby TeopeTnsysaTn
OCHOBHI TeHJIEHIIi] il pO3BUTKY IPOTATOM OCTAHHIX
POKiB HIBUIKO 3POCTA€, LIO BifIOBifae AMHaMii
BPi3HOMaHITHEHHS NpPAaKTUKM (OTOMMCTELTBA B
1QpoBOMY CYCIiNbCTBL. MbKAMCINIUTIHAPHICTD
npobneMaTKy 3acBidye 3Ha4YHA KilbKiCTh Hay-
KOBUX IIpallb, Y AKMX aHA/i3yI0TbCA PiSHOMaHITHI
acIeKTy o3HadeHoro mmTaHHA. Cepep OCTaHHIX
OCTIPKEeHDb Ta MyOMiKauill BapTO 3TafjaTu CTaTTi
O. KoxxeBHikoBa (Koxesnikos, 2018), 10. Kanapn-
ka Ta fl. [TanbkoBoi (Kanapuk & ITanbkoBa, 2021);
mifxozy i MetToau 1o BuBYeHHS 1udpoBoi doro-
rpadii i BimeositoMky AnA moTped pi3HUX THUIIB
OCBITHIX YCTaHOB i 3aK/IafliB OCBITU PO3ITIALAIOTH
I0. Jatnos Ta O. Ilycrosuit (Jatnos & Ilycrosuii,
2021); pinocodcpke ocMuCIEHHS BaXKTUBUX acCIIek-
TiB JTIOfICBKOTO OYTT4, IO OB’ A3aHi 3 OUIMPEHHAM
dororpadii B cygacHOMY CyCHinbCTBi, 3Ai/ICHIOITD
C. IToBropesa Ta O. Uypcinosa (IToBropesa & Uyp-
cinoBa, 2016); 3’acyBaHHIO crienudiyHUX 0cOOMN-
BocTeil mocrdororpadii Ta moctdinocopcrkoro
TIOLIYKY CMUCTIB y poTtorpadiyHoMy 306pakeHHi
npucBsyeHo nyomikauito M. Kupnuenko (Knpnu-
geHko, 2019) ra in. [Ipore cmeundixka BymmdHOI
¢ororpadii B cydacHoMy 1MppoBOMY CYCIiTbCTBI
€ HeIOCTAaTHhO NOCIIIKEHOIO.

Merta cTarTi — BUABUTYU OCOOMBOCTI PO3BUTKY
KaHpY BYIU4HOi poTorpadii B KOHTEKCTi TeHfeH-
uii nmdposisarii.

Bukmag ocHOBHOro Marepiamy AOCTi[KeHHs.
Bymuna dororpadis, Ax MucTenpkmii xaHp, ic-
Hye B)XXe€ IIOHAJl CTOMITTs, PO3BMBAIOYUCDH 31 3Mi-
HaMI B TEXHOJIOTifAX, MUCTELTBI Ta KyIbTypi. 3a
CBOEW CYyTTIO, BynmnuHa Qororpadis (aHrm can-
did photography) ¢ikcye B rpomagcbkux Micusax
KUTTEBI MOMEHTM TIOBCSAKAEHHOCTi, HaOyBIIN
CTaTyCy BaXK/IMBOI YaCTUHM Bi3ya/lbHOI ONOBifi Ta
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IoKyMeHTabHOI (oTorpadil. BinmosinHo, Taxa
dororpadis Moxxe 6yTu L[iHHUM IHCTPYMEHTOM Y
TOCIIKEHH] YHIKa/IIbHOI e HTUYHOCTI Ta KY/IbTY-
pu perioHiB i rpoMaj, 0COOMBO B 4aCH COLiaNnbHIX
3pOCTaHH 71 60pOTHON.

Y 3B’43Ky i3 IMM, HajaMO BU3HAYeHHs IOHAT-
TS, BUHECEHOTO B 3ar0jlI0OBOK CTATTi, AKe HANTOY-
Hime copmymosam S. Howarth Ta S. McLaren
(Howarth & McLaren, 2012). Bymuna ¢ororpa-
¢ins — e >xaHp, mosBa AKOro 6e3MocepesHbO
TIOB’s3aHa 3 BUHUKHEHHAM ¢ororpadii. CyTs Toro,
10 HYHI BiTOMO K «Bym4Ha poTorpadisy, mosns-
ra€ B «iMIy/bci pobuTy BiBepTi 3HIMKM B MOTOIi
TIOBCAKJIEHHOTO KUTTs» (TaM camo, 2012, p. 9). 3a
CIOBaMM JIOCTHNUKIB, Bymr4Ha ¢oTorpadis —
lle «HelepepBaHa TPafuliiA», M0 Befie O BUHA-
xony dororpadii sk Takoi, OCKinbKM Hailmepui
$oTO3HIMKNM TMiANAAITh I MOHATTA BYINYHOL
¢ororpadii. Y nmepmi poxn possutky ¢ororpadii
BY/IITYHA 3/IOMKa He Oy71a 0cO6/MMBO MOMIPEHOI0 Y
3B’13Ky 3 TpoMi3fKuM QoroodmasHaHHAM. OgHAK
nosBa Ha 1movarky 1900-X pp. mOpTaTUBHOI KaMe-
pu posBomna ¢ororpadaM 3HIMATH MOBCAKJEH-
Hi MOMeHTU Ha By/muusx. Ilionepu xaHpy, Taki Ak
E. Arxe Ta A. Kaptbe-Bpeccon, y 1920-1930-Ti pp.
TIPOK/IA/IN IIIAX 0 CY9acHoi By/mmaHOI poTorpadii,
BUKOPUCTOBYI0UM pyuHi dorToamapary s 3iioM-
k1 GygeHHOro >XuTTA Micta. Y 1950-1960-Ti pp.
By/mmyHa Qororpadis mporsitana 3aBIAKM MOABI
WIBYAMNX i fOCTYNHIMMX (oToAmapaTis i IIiBKIL.
®ororpadu P. Ppank ta I BiHorpanp Bifobpasum
IyX MiCTABOEHHOI AMEpPUKN, 3a/JOKyMeHTYBaBIIN
MIiHMVBUIL COL{ia/IbHMIT i MOMTUYHMIT MaHAmA(T
kpainn. Y 70-1i pp. XX cT. BymmuHa ¢oTtorpadis
CcTaya iHTPOCIEeKTUBHIIIOW0, Koy Taki ¢pororpadu,
Ak [I. Ap6yc ta JI. Opinnenpep, movanu y cBoix po-
60Tax ZOCTiIKyBAaTU TeMM iIeHTUYHOCTI I Bifuy-
KeHHA.

Bymnuna dororpadis — ne penomen, mo po-
OMTH XyZO)KHIUKA 3a/My4eHNM i BOZHOYAC BiIbBHUM
Ta PO3KYTUM Y [iisIX, BiNOBiHO, 06 ekTyBHUM. Ha
BiIMiHY Bif oOKyMeHTajicTa abo oToxypHaic-
Ta, By/IMYHUI QoTorpad BiMBHMIT Bifj KOPCTKMUX
IPYHINIIB, IHCTPYKILiil a00 IIeBHUX 3aBJaHb, TOMY
ypOaHicTHYHe CcepefjoBuUIle CTAa€ ifleaNbHUM [
uiei mpaktuxu. JKanp Bymanoi ororpadii cras
BX/IMBUM 32c000M, 110 QYHKI[iOHYE BiIIOBiTHO
710 BIIACHVX NIPUHINIIB Cy6 exTnBHOI doTorpadii,
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«chopMyoBaBIIM 6amTaHC MDK KOMEHTapsaMy i
KPUTUKOIO, OIIMCOM i 3aIIICOM, fie 3HadeHHA Oy
BM3HAHI “MUHYIIMMI , K i TIO7M Ha 300paXKeHHAX»
(Bate, 2016, pp. 174-175).

Ha ny™MKy 3aKOpHOHHUX [OCTiJIHVKIB, BYIMY-
Ha Qororpadis AK OBOMI CymepedwnBuMit XaHp i3
GararbMa piSHOMAHITHMMY 3HAYEHHSAMY «HArafiye
ry6Ky, 110 TIPOCOYYETHCSA HAVBAXTUBIINMI KOM-
nioHeHTamu Kynsrypn» (Belov-Belikov, 2017, p. 11).
Bnacue Bymiryna dotorpadia B ii cygacHoMy po3sy-
MiHHI copmyBanacs B cepeaui 60-x pp. XX cr.,
npore i JpKepena MPOCTEeXYIThCA i3 Yacy MOABU
¢ororpadii (1o MOBHICTIO HiATBEPIKYE HajaHe
HaMJ1 BY3HAYeHHS CaMOTO MOHATTS «BYIMYHA (o-
Torpadis»), a MPOTATOM MOJA/IBIIOTO UIIAXY €BO-
motii ¢oToMucTelITBa BOHA iHTerpyBana OCHOBHI
COLI{OKY/IbTYpHi BI/IMBU. 3 MOMEHTY BMHMKHEH-
HA $oTorpadii Ha ii pO3BUTOK CYTTEBO BIUIMHYIIO
Ki/ZIbKa PYyXiB, 3yMOBJIEHUX CYCIILIbHO-TIOMITUYHM-
MU 3MiHaMU, HAiO1TbII BAXKTMBUMI 3-TIOMDK SKMX
crajm:

- mikropanism (xirerp XIX cr. — nouarok XX ct.):
MKW QOKyC i )KMBOIMCHA ecTeTyKa; GoTo-
rpadu-miKTOpiamicTy 3a3B1yail 3HiMaMM Micbke
CepefioBIIIe Ta MOBCAKACHHE XXUTTH, Pikcyroun
BY/IMYHI CLIEHU 11 LIiIKaBi MOMEHT;

- New Vision (1920-Ti pp.): 30cepemxeHHs Ha
dopmanbHyX eneMenTax ¢oTorpadii, AK-0T mi-
Hil, popmu ta BisepyHnku (New Vision-¢poTtorpa-
¢u 3a3Buyall eKCIepUMEHTYBAIN 3 KyTaMI Ta
IIepCIeKTUBAMM, 1100 CTBOPUTY aOCTPAKTHI it
CIOppeaTiCTNYHi 300pakeHH);

- rymanisM (1930-1i pp.): 30cepemKeHiCTb Ha
JIOACBKMX eMoliAx i mocsimi (pororpadm-ry-
MaHicTy 3a3B14ail iKCyBamM MOBCAKEHHI MO-
MEHTH JTI0fIeN Y TPOMAZIChKIX MiCIIAX, BUCBIT/IIO-
04 TPY/IHOLI Ta PajoNli OyAeHHOTO XUTTA);

- pmoxyMeHTambHmit Qimem (1930-Ti pp.): 30ce-
PEKEHICTh Ha COLiaNbHUX MUTAHHAX 1 MOJI-
TyHUX TofiAx (dororpadm-goxymenTamicrn
nepeBaXHO QikcyBamu OifHiCTD, BilfHY Ta co-
Iia/IbHy HeCIpaBe/IMBiCTh, BUKOPUCTOBYIOUN
¢ororpadito sk 3aci6 axrmsizanii conianbHoi
IYMKH 1 COLia/IbHIX 3MiH);

- MopepHisM (1950-ti pp.): 30cepemKeHHA Ha
eCTeTUYHNUX AKOCTAX (oTorpadii, mpumipom,
CBIT/IO, TiHb, TeKCTypa (abCTpaKTHI Ta MiHiMa-
MicTHYHi 300pa’keHHs MiCBKOTO CepefloBNUIIA);

- mocTmozepHisM (1980-Ti pp.): BigMoBa Bif ycra-
neHnx Tpaguuin gpororpadii (BukopucToByBa-
mucs ipoHist it Tymop 306paXkeHHs, 00 Kpu-
TUKYBATU CYCIINbCTBO Ta 3allepeyyBaTy ifero
dororpadiunoi npasmu) (Howarth & McLaren,
2012, p. 78).

i pyxu He € B3a€MOBUKITIOYHUMIL, i 6araTo By-
myHux ortorpadis 3a3HamM BIUIMBY 06ararbox i3
HUX IIPOTATOM Kap epu. [IpoTe KoXeH 3 HIX IIpef-
CTaB/IA€ OKPEeMMI MifXiJ 10 MMUCTELTBA BYIMYHOI
¢ororpadii Ta Mae 3HaYHMIT BIVIUB Ha XKaHP.

Jlesi [OCTMITHUKY CTBEPKYIOTD, 110 POSBUTOK
By/IM4HOI (oTorpadii 3700yB 3HAUHMIT IMITY/IbC
3aB/IAKM CIOppeasti3My i CTAHOBUTD IPOILIEC, 110 Ie-
penbayae ifeanbHy BisyanbHY AeMOHCTpALil0 BCi€l
koHnenii cioppeanismy (Franklin, 2016, p. 153).
Ha nymxy M. Mapien, spathicts ¢ororpadii pe-
TIPe3eHTYBATI KOTOCh a00 IOCh SIK BOJHOYAC IIPY-
CYTHE i HEIIPUCYTHE € CYTTEBUM (BAaKTOM MeJiiyMa,
110 «CTBOPIO€ HAAIIPMPOJIHE i IICUXOTIOTIYHE HAIPY-
KEHHS; 13 1[bOT0 TOITIAAY PoTorpadis — 1e XuTpuit
IBIVIHUK, 3718 KOIIif, BCTAHOB/IEHA Ha PEalbHOMY,
mo 3Mymye 3amucantucsa. ONTHYHe MOJBOEHHH,
sike ororpadis poouTh Kpaiie 3a 6yab-siKe Mefia,
CTaJIo LIEHTPATIbHUM Y XY[L0’KHbOMY PYCi, BITOMOMY
AK cloppeaisM» (Marien, 2012, p. 173). Hayxosenn
TIOB’SI3Y€ el PyX i3 XKaHpoM Byn4Hoi poTorpadii
Ta 3 TepMiHoM Kaprbe-bpeccona «Bupimanbuui
MOMEHT», L0 «3aJIEXUTb Bifl CHOPPEATiCTUYHOIO
aKIeHTY Ha CIIPUIHATTA i yAB/IEHHA TOTO, 11O CIOp-
peasiCTIYHe IeTKO BPUBAETHCA B OYIEHHE XXUTTS»
(Marien, 2012, p. 173). BignosigHo, akijeHT By/mmnd-
HOI poTorpadil Ha MOMeHTI BiffOMBae croppeaic-
TUYHY BiIMIHHICTb — IUBMJKY BiIMiHHICTb 3HaKiB
CEHCY, @ He YiTKOro 03HaueHHs (JfieThCs o Te, M0
By/Mmn4Ha Gororpadis 4acTo mepeae CeHCH Ta eMo-
11il He Yyepe3 TOYHe I 4iTKe O3HAYeHHs 00 €KTiB 4u
CHUTYallil1, a yepe3 6araTo3Ha4YHiCTb i CUMBOI3M. —
0. M.). C. CoHrTar Tako>x HaroJomye Ha TOMY, IO
Haitnepur dororpadii, Axi MoxHa 6y10 6 omucaTu
K «CIOppeamicTuyHi», Oy Bymmynumu dororpa-
¢iamu, crBopernmn B 1850-ti pp. (Sontag, 1973,
p. 40).

. brroMeHKpaHI| CTBepKyeE, IO iCTOPUYIHO
By/mmuHa Qororpadis mocigana micrie MK Mucte-
LTBOM 1 JIOKyMEHTa/JbHUM KiHO. Y Hail3arajibHi-
LIOMY pO3yMiHHi BynmnuHy dororpadito Haitkpaie
MOYKHQ OIIMCATH AK FOCTIPKEHHA MiCbKOTO JKUTTA,



NPUAIIAKYY OJHAKOBY YBary eleMeHTaM JIIOJVHM
Ta fOBKiNIA. Lle Moxke 6y T OOAMHOKA, IPAKTIY-
HO aHOHIMHa aK1is, abo Taka, ko potorpad crae
BiJOMUM i, MOXX/IBO, CIPUIIMA€EThCA AK TUMYacOBa
npucytHicts (Blumenkrantz, 2024).

YipoBa/pKeHHA TyMaHisMy y ¢ororpadio 03-
HaYa€ JOMYYEHHA JIOICHKOTO IOCBIAY B CLIEHU, AKi
3HimMae ¢otorpad. 3aramom rymanism y ¢ororpa-
¢ii — 1e 3acib 06’efHAHHA MYCTENTBA il COIliab-
HOTO KOMEHTaps, MeTa AKOT0 — Ha/jaBaTy L[iHHICTh
JIIOZICBKOMY JIOCBIfy Ta JOIIOMAraTy Iyisigadesi 6yt
6inpm 06isHaHNM. 114 KOHIeNIIiA Haraye KOHIen-
{0 Xy[OXXHMKIB 1 Bi3ya/IbHUX MUTLIB, AKi CTBO-
PIOIOTH 300pa’KeHHs, MAKCUMaIbHO HAOMIDKeH] 10
opurinany. «[ymanicrirana ¢pororpadis» ocobmso
TicHO 1oB’A3aHa 3 BucTaBkowo E. [lITaiixena «Cim'a
JNIOVHN» Ta 3arajIOM i3 JOKYMEHTa/IbHOI TPafiyi-
niero B micnaBoeHHii €ppomi Ta [liBHivHI AMe-
puIi, 1o 36iraeTbcs 3 PO3KBITOM I'YMaHICTUYHMX,
COLliaZIbHMUX 1 MOMTMYHMX OpTraHisalill Ha 1oYar-
Ky — B cepefuni XX ct. IIpore, Ha gymky JI. bo-
MOH-Maite, «rymanicTiyna dororpadis» — me Ty-
MaHHWII TePMiH, AKWI1 yBOAWUTb B OMaHy — He iCHYye
¢$opManTbHOro ryMaHiCTMYHOTO KAaHOHY YV IIKOJIN
rymaticTuyHoi  Qororpadii  (Beaumont-Maillet,
2006, p. 11). HaromicTb 3a po60TOIO T. 3B. «TyMaHic-
TnyHUX» QoTorpadiB CTOiTH HEIMacHa ifeonmoris:
30CEPEePKEHICTD Ha JIOAMHI, 1i NiIHOCTI Ta BiTHOCK-
HaX i3 MOBCAKZIEHHNM OTO4YeHHAM. [1i 300pakeHHA
YaCTO BUKOHYBA/IICh Y HepOPMaTbHOMY, 3a3BIYall
HDKHOMY, iHOfi ipoHiYHOMY T, 110 TIepebyBaB
HOCepeHI MDK peaji3MOM Ta ifiea/lisMoM i CTBO-
pIOBaB CEHTUMEHTANbHNII JTOKYMEHTAIbHMIT 00-
pas. Omxe, TyMaHi3M MO>KHa BBa)KaTll iJI€0JIOTiI€I0
3 QororpadidHMMI XapaKTePUCTUKAMY, JOBOI
HeYiTKVM, 106 3aCTOCOBYBATH 1i 3af{HIM 4ICTIOM,
HAIPUKJIAJ, «Ha CTY>K0i I7I06aIbHOTO KartiTamiamy»
(Bair, 2020, p. 5).

Y cy4acHOMY TeOpETUKO-TIPAKTUIHOMY JVICKYP-
ci GoTommcTenTBa MOMNPEHUM € IOPiBHAHHA IY-
MaHi3My abo rymanicTiyHoi doTorpadii 3 Bynmuy-
Hoto doTorpadiero. B ocranHiit 6musbKicTb Kamepu
710 00’€KTa 3/IOMKM Ta e/IeMEeHT HeCIIOAiBaHKI ITpa-
II0I0Th y TaHJIEMi, CTBOPIOKOYM Bpa)karoye il Ipo-
moBucte 300paxenns (Hadley, 2022, p. 1).

Kinenp XX — nepui gecatunitra XXI cr. mo-
3HAYWIUCS TIPOLIeCOM MaciuTabHoi Imdposisalil.
®ororpadis, Ak i iHmi KynpTypHi pyxu Ta Mepia,
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3a3Ha/la CYTTEBUX TpaHCOpPMAILl YHACTIZOK
undposizanii. Cydacni Gpororpadm xuByTh y CBiTi,
nie inel, pororpadii Ta ekoHOMIUHA CK/Ta/i0Ba JIETKO
TepeTNHAOTh OyAb-sKi Hal[lOHA/IbHI §I KYIbTYpHI
xopnounu. ToranbHa 1udpoBisalis cBiTy npusse-
/1a 10 HE3BOPOTHMUX 3MiH Y COLIIOTEXHOIOTIYHMX Ta
COLIOKY/BTYpHMX cdepax, SMIHMBIIN CBITOIIAR i
sBiukn. LlikaBuit mormag Ha uudposy potorpadiro
npepcrasnde P. Iipm, AKuil mocumaeTbesa Ha ifjel
I. Kanra npo kareropuyHi iMmnepaTusy, mo ¢QpyHK-
IIOHYIOTb AK IIepeflyMOBa «JJIsl IPOTHO3YBAaHHA
KiHI[eBOI peanbHOCTi — NPUYNH i IPUHIMNIIB, AKi
3YMOB/IOIOTh 3axigHe MucnenHa» (Hirsch, 2000,
p. 414). Huni 306paxeHHs BU3HAYAIOTh HOBEJIHKY,
(GOpMYIOTD iTeHTHYHICTb i MOZTY, @ TAKOX JTIOZICBKI
croragu. @otorpadii € HeBiIIIPHOK YaCTUHOW
ICHYBaHHA Cy4acHOI JIIO{HY HACTI/IbKM HaraabHO,
LI0 XXUTTA IePeTBOPUIOCA Ha Habip 300pakeHb,
CTBOPIOIOYM IUIYTAHMHY MDK peajbHMM 1 IITYy4Y-
HUM. TakuM 4MHOM, PO3Bary, 30Kpema ColjianbHi
Mepexi, BeOcaitTu s o6MiHy poTorpadismm Ta
iHmn 3acobu MmacoBoi iHdopMarii, € «OCHOBHOWO
CUCTEMOIO BiJJIiKy, yepe3 5Ky (inbTpyeTbest goc-
Biz» (Tam camo, p. 414), i HacTIpaByii € CKIa/I0BOIO
TUX IMIIEPATHBIB, AKi BM3HAYAIOTh JIIOJCHKI IOBE-
JHKY Ta 3BUYKIL.

Sk vacTyHa cepenoBuIna BymuuHa QoTorpadis
TAaKOX 3a3HAJIa 3MiH, i y 3B’A3Ky 3 IOBCIOfHICTIO
MOOITbHUX 1MPPOBUX HPUCTPOIB Hararo BUEHMX
YBOXATb LU(POBY PEBOMIONII0 HAA3BIYAIHO
MOSUTUBHMM SABHUIIEM, IO MOCHPUANO IHEPEXORY
JKaHpPY Ha HOBIII piBeHb. HaToMicThb fieaKi focmiz-
HUKM B3Ke TIPOTOIOCUIN «CMEPTb» XKAaHPY BYTMYHO]
¢ororpadii. PyngamenTanbHa KoHuemnnis ¢oro-
rpadil IpyHTYETbCA Ha CBiTi, o ¢ikcye 306pa-
KEHHs Ha NEBHOMY CTMKY IpocTopy it 4acy. Crif
3a3HAuMTH, 1O 1MQpOBa peBOIOLisA 3MiHWMIA BCi
CTapi yABIEHHA PO 300pa’KeHHs, JO3BO/MMBIIN He
I BU3HAYATY MiClie Ta Yac, a il KepyBaTy HUMIL.
e cramo MoxmBuM, ocKinbku ¢ororpadii Temep
3aMICYIOTBCA B YaIbHOMY KOZi Ta MOXYTb OyTH
30epexeHi 1A OyIb-AKOr0 MaiOyTHbOTO IOLIYKY
(Hirsch, 2000, p. 414).

HaitsHauHimmM TeXHOMOTIYHMM 3PYIIEHHAM Y
By/IMuHilt Gororpadii 3a ocTaHHi AecATUNITTA cTa-
7a 1osABa cMapTQOHIB. 3aBAAKM KaMepaM, 1[0 IO-
CTIiJ{HO BIOCKOHA/IIOIOTbCA, KOMIIAKTHUM PO3MipaM
i MOCTiitHOMY HiK/TI0YeHHIO, 11i MOOITBHI IPUCTPOT
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neMokpatusyBamyu  Qortorpadiio Ta IO3BOIMIN
OyZb-KOMY 3HIMATH it JiMUTUCA BYIMYHMMU CIie-
Ham1 3 6yab-sKoi Touku cBity. [nsa mpodeciiiamx
BYIMYHUX (oTorpadiB cMapT(OHM NPOIOHYIOTH
HOBMII piBeHb CIIOHTAHHOCT] Ta 00epPeXHOCTI, 103-
BOJIAIOYM iM 3/7MBAaTHCA 3 HATOBIOM i dikcyBatn
IIBVKOI/IMHHI MOMEHTH, AKi MO)KHA BTPaTUTH,
AKILO BUKOPUCTOBYBATY Oi/IbIIY Ta MOMITHIIIY Ka-
Mepy.

[HIIMM CYTTEBUM BIIMBOM LYI(PPOBUX TEXHOTIO-
riit Ha BymuuHy pororpadito cTano nommpeHHs co-
1ianbHMX Mefiia Ta wiardopM st 0bMiHy B [HTEp-
Herti. Pecypen, Bix Instagram Ta Facebook po Flickr
1 500px, CTBOpM/IN HOBI MO>KIMBOCTI [/ By/TMYHUX
¢ororpadis, m06 feMOHCTPYBATH BIacHi pobOTH,
CIIIIKYBATVCA 3 ayAUTOPIEI0 Ta CTBOPIOBATY HOBI
Openz. BogHOUac BOHY IPM3BeN i 10 BYHUKHEH-
Hs HOBMX MPOO/IeM, 10 TIOB’si3aHi 3 KOHGimeHIi-
VIHICTIO, aBTOPCHKMM IIPaBOM 11 aBTEHTUYHICTIO, a
TaKO)X HEOOXi[IHICTIO CTBOPIOBATM KOHTEHT, OITH-
Mi30BaHMIl /14 IAJKiB i IIOLIMPEHD, 110 3MILITYeE aK-
IIEHT 3 XY/I0)KHbO-eCTETUYHNX AKOCTEIL.

Insa Bymmunyx ¢ortorpadis, ki BifaoTh Ie-
peBary KOHTPOJIIO Ta AKOCTI CIIellia/IbHOI Kamepu,
nosBa Oe3f3epKabHIX KaMep 3MiHWIA IIpaByIa
Tpu. 3aBJAKM CBOIM KOMIIAKTHMM po3MipaMm, 6es-
LIYMHMM 3aTBOPaM i po3iIMpeHuM QYHKIisIM, K-
0T aBTOOKYC i3 po3ITi3HaBaHHAM 0yeli, BOyIoBaHa
crabinisaris 300paxeHHs, O3HA4YeHI KaMepy Ipo-
IIOHYIOTb A7 By/Mn4HOI dororpadii HOBuil piBeHb
THYYKOCTi Ta IPOAYKTUBHOCTI, a TAaKOX MOXK/IM-
BIiCTb HeperAfy eKCIo3nuiii i ImouHN piskocTi B
PEXMMi PeanbHOro 4acy, WO IO/ErIye KOMIIOHY-
BaHHA i 3/I0MKY iIea/IbHOT0 KaJIpy B CUTYallisX, AKi
LIBUIKO 3MiHIOIOTHCA.

Ille omHa cdepa, me undposi TexHonorii Tpau-
chopmyioth BymmuHy ¢oTorpadio, — e mWTyY-
Hnit inrenext (III) i komm'orepHa Qororpadis.
Bonn 103BONAIOTH CTBOPIOBATY IIPUTONOMILINBI
300pakeHHA HaBiThb y HAMCKIAJHININX yMOBAaX
OCBIT/IEHHSA, IPOIIOHYIOTH OILii ABTOMATHYHOIO
pO3MisHABAHHs CLiEHM Ta BUABNEHHA O00/MMYYS,
pO3LIMpeHOro MyMo3arnylieHHs it 06poboxu HDR.
OpHak Taki TeXHOJOTII TAKO>K BUK/IMKAIOTb IUTaH-
HA TIpo pornb dororpacda y TBOpYOMY Iporeci Ta
MEXY MK IOJIIIIEHHAM 1 MaHIIY/IALIE.

Y 6araTbox acIeKTax pO3BUTOK HU(POBUX Tex-
HOJIOTi}T IeMOKpaTH3yBaB BY/MMYHY poTorpadiro Ta

BJOCTYIHYB i /I MpoKoro Komna nrofeit. OfHak
I1e TaKOXX IOCTABU/IO MIiJj CYMHIB TpajyLi/iHy pO/b
By/IMYHOTO hoTorpada sK ZOCBiTIEHOTO CrocTepi-
raJa Ta JTOIMCIA MiCbKOTO KUTTA.

3aBIAKM TEXHONOTIYHOMY Iporpecy i coli-
QIbHO-KY/IbTYPHUM 3MiHaM 6araTto IpakTuK, sfKi
BBa)Ka/ICA HE3MIHHVMI, Telep CTaayl THYYKilIn-
mu (Belov-Belikov, 2017, p.28). Inmumn cnosa-
MU, Cy4acHi oy (PiKCYIOTh MOBCAKJIEHHE SKUTTS
B I'POMAJICbKUX MICLIAX i IIeBHI He3BMYaliHi MOAil
3a JIOIIOMOTOI0 CBOIX MOOINBHMX TenedoHiB, CTa-
1Y) CHpaBXHIMM (oTorpadaMm-mpakTuKaMu 3
NOIIARY QOTOXYPHATICTUKY, JOKYMEHTANIbHOI Ta
By/muyHOi ¢ororpadii. Huni Oymb-saxmit MOMeHT
MOXXHA 3aIllcaTyl, HafjiCIaTy B COLia/JbHI Mepexi
Ta MOAIINTICA 3 Mi/IbIIOHAMM, ajle, AKIIO CTAH CY-
YacHOi JIOKyMEHTalbHOI Ta (DOTOXYPHATICTUKI
CTae HecTabiIbHMM i XUTKUM, TO BymudHa QoTo-
rpadis anpiopi € J0BOM BiNbHOW Bif OYAb-AKMX
iHcTpykuiit. TuM He MeHI, 3arajbHa KapTUHA L€l
IPAKTUKN TaKOX 3MIiHIOETDCA, ajle Lje CTOCYEThCA
T. 3B. QororpaiB crapoi MmKomM, TOAL K CydacHi
(GOTOMUTIII eKCIIepUMEHTYIOTh i3 HOBMMM CIIOCO-
6amu BpaXkeHHA B Mexax 1udpoBoi ¢ororpadii
i, 30xpema, Mob6inbHOI poTorpadii, sSHaX0AAUM HOBI
CTIJI, TIXO/M Ta TeXHIKY, AKi cTam 6 opuriHamb-
HYMI 9) HEOPAMHAPHUMM, OCKIIbKYU CTa€ Jefai
Ba)Kue BYPISHUTICD i3 HATOBILY.

3aBpsku mosABi cMapTdOHIB i colfiabHUX Me-
niia, 6esn3epkanpHux Kamep Ta I incrpymentu Ta
m1aTrhopMy, HUHI JOCTYIHI BynudHUM (oTOrpa-
¢am, 3HaYHO Bifpi3HAIOTBCA Bif THX, mo O6ymm Ha
noyatky 2000-x pp. IHHOBaLiliHi TeXHOOTii 3MiHIO-
I0Th MUCTEIITBO Ta IPAKTUKY BY/INYHOI poTorpadii,
aMymyooun $otorpadis aganTyBaTUCS IO HOBOTO
MaHAMmAQTy, Mo MWBULKO po3BUBAEThCA. [IpoTe, 3a
CBOEIO CYTTIO, By/mnuHa ortorpadis saxmm Oype
PO MMCTELTBO CIOCTEPEXEHHSA, CUTY OIOBIifli Ta
37aTHICTD 3aiKCyBaTy Kpacy, CKIaHICTb 1 MIOfs-
HICTb.

Bymnuna cdotorpadis ocHOByeTbcs Ha JIIOA-
CbKOMY €/IEMEHTI, OCKi/IbKM /MI0JIChKi B3a€EMOII CcTa-
HOBJIATb OCHOBY XKaHPY (LIBVKOIUIMHHMIT OTJLA,
CIIOHTaHHUIT )KeCT Y CIi/IbHA MUTb MK He3Hailo-
mumn moppMu). CydacHi BymnaHi potorpadu — e
YBa)KHi CIIocTepiradi 3a M0 CbKOI0 MIOBEIHKOIO, AKi
QikcyloTh BUpaKeHHs CHpaBXHIX emoniil. Bouu
JIOKYMEHTYIOTb YHiBEpCAlIbHMIl [IOCBiJ PpajoCTi,



ropsi, Mo0O0Bi Ta CTIIIKOCT, sIKi 00’ €fHYIOTH Cydac-
He cycrinbcTBO. OCcTaHHIM 9acoM Y GOTOCIINbHOTI
fienaiti 6inblie yBary IpUAISEThCS PI3HOMaHITHO-
cti Ta iHKmosuBHOCTi. CydacHi BymyHi dororpa-
¢u cBOEI P06OTOI0 KMAIOTH BUK/IMK CTEPEOTUIIAM
1 migCcuIoTh MapriHanisoBaHi ronocu. Bonn Bifo-
OpaXkaloTb Kpacy po3MairTs B ycix itoro gpopmax,
IPOCTAB/ANYM PiHi KYIbTYpH, i€HTUMYHOCTI Ta
TIOTTIAIA

IlifcyMoByr0uM MOJKHA 3a3HAYNTH, 1110 BYITMYHA
dororpadis B iudpoBy 500y — 1ie scKpaBuit i gu-
HaMI4HMIT BUJ| MICTELTBA, KNI BiffoOpakae mynbc
CYCIIZIbCTBA, BUKOPMCTOBYE HOBI TEXHOJIOTII, 3a-
JIMIIAK0YNCh BIpHUM CBOIM KOPIHHAM, Iepefarnydn
CYTb XXUTTA B [IMHAMILll PO3BUTKY COLIOKY/IBTYp-
HOT'O IIPOCTOPY.

BucnoBku. Lludposi texHomorii pagmkambHO
TpaHCOPMYBA/MM >KaHP BYIMYHOI (oTorpadii,
CIIpUAIOYM JIOTO IHTErpamlil 3 MYyIbTUMENINHN-
MI ITaTGopMaMy Ta MOOUIBHUMY HPUCTPOAMIL
Cwmaptdonn, corianpHi Mefia, 6esa3epKanbHi Ka-
Mepu 11 obuncmoBambHa potorpadis, fOmoBHeHi
111, e xmovoBuMY pakTOpPAMIL, 1110 CIPUAIOTD PO3-
MUTTI0O M&X MDK IpOQeciifHOI 71 aMaTopChKOI0
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NPaKTUKON, HAflalo4y MIMPLII ayAUTOPIil HOCTYII
0 IHCTPYMEHTIB Bi3yaJbHOTO €KCIIEPMMEHTY.
ApanTuBHA IPUPOJA JKaHPY, MiICHIEHA IIBUIKIM
TeXHOJIOTTYHVM IPOTPecoM, He Jiuiie 30epirae, a i
PO3BMBAE JIOTO 3[ATHICTD [0 XyZOXHDBOI pedexcii
COLIOKY/IBTYPHUX IIPOLECIB Cy4acHOCTi. Bymnuna
dororpadist, 3aBEAKM CHMHTE3y e/eMEHTIB HOKY-
MEHTA/IbHOTO, TYMaHICTUYHOTO Ta CHOPpeaTicTIY-
HOTO MiJXOfiB, IIOCTa€ AK CKIAJHMII BisyanbHUI
IUCKYPC, 3[JaTHUII THYYKO pearyBaTy Ha 3MiHM B
ypbaHicTiaHOMY cepenoBuILi, 30epirarum CBOI
aKTYaJIbHICTb Ta MUCTEIDbKY IiHHICTD ¥ IMPPOBY
€II0XY.

IlepcnekTBN mMoOJanbIIMX JOCTIHKEHb IIe-
penbavaroTh seranbHuit ananis Brymsy I Ta 06-
YICTI0BA/IBHOI oTorpadii Ha PO3BUTOK BYINYHOL
dororpadii, a TAKOXKX BUBYEHHS COLIOKYIBTYPHIX
3MiH, 3yMOBJIEHVX ITOIY/IAPU3aLIi€l0 IIbOTO )KaHPY B
undposomy npocropi. OKpiM TOro, HaCTyIHA Po3-
BiIKa MOX€ OXOIUIIOBaTy IIOPiBHAHHA PO3BUTKY
By/IM4HOI poTorpadii B pisHUX KYIBTYPHMX KOH-
TeKCTaX, aKIeHTYI04y) Ha BIUIMBI I7oGanisanii Ta
JIOKaJIbHYX 0COOIBOCTEIL.
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A. O. Asepwuna. O6pa3s bepernti B aBTOpcbKOMY
I/IAKaTi fAK CKIaf0Ba Bi3yanbHOI KYIbTYpH IIepiofy
HOBHOMACIITAGHOTO BTOPTHEHHSA

Hocmimxyerbes BapiaTuBHICT 00pasy bBeperuni
B aBTOPCHKOMY IUIAKaTi Iepiofy MOBHOMAcIITaOHO-
ro BTOprHeHH:A. BusHaueHo TpaHcdopMmaliio crarycy
KIHKM B YKpAIHCBKMX peasifix, BifjsHaueHo crermdiky
Bi3yaZbHOTO B KOHTEKCTi MacOBOi KyIbTypy Ta il 3a-
JIEXKHOCTI BiJi COLIia/IbHO-TIONMITUYHUX 3MiH. Busasneno,
o midonmoriunnit Konuent beperni, chopmoBanmit y
Tepiofl MPOro/IoLIeHHA He3a/lIeKHOCTi YKpainu, IpoTA-
TOM POKiB HabyB HOBMX (POPM CHMBOJTIYHOTO BTiNEHHA.
Bcranoseno, 1o mij BIVIMBOM BOEHHOTO ChOTOJCHHA
aKTyanisylTbcs 006pasu MaTepuHCTBA Ta Midosoriuni
00pasu. 300paxkeHHs YKpaiHCBKMX MUTIIB, CTBOpeHi
I 4ac MOBHOMACLITAOHOIO BTOPTHEHHA, CUMBOJI3Y-
I0Tb CWIbHI XiHOUl 00pasy, e MidororivHmit KoHIenT
Beperuni, AKuit OCHOBYETbCA Ha apXeTWUIli MaTepi, 3a-
MIHIOETbCA AKTMBHOK YYaCHUIIEI0 BOEHHMX IIOAiA Ta
rpomajcbkoro xutts. [IpocrmigkoBano Tpancdopmariio
Bepernuni Ha npukiazi BapiatuBHMX 00pasiB XKiHKM-Ma-
Tepi, XKIHKM-BOITENbKM, JXKIHKM-JIEpIKaBIL. SayBa>KeH0,
1110 11i >KiHOYi 00pa3y € reHePHIMMU COLIIOKY/IBTY PHUMM
KOHCTPYKTaMI, sIKi copMyBammcs i BIVIMBOM COLii-
AJTbHO-TIONMITUYHUX TIOJTiIA.

Kmrouosi cnoBa: bepezuns, siling, éisyanvtia Kynomypa,
N7aKam, Macosa Kynvmypa, zenoep, o6pas, kymomypa
Ykpainu.

A. O. Avershyna. The image of Berehynia in the
authorial poster as a component of the visual culture
of the full-scale invasion period

The relevance of the article lies in the analysis of the
variability of the image of Berehynia in the Ukrainian
poster of the full-scale invasion period. Changes in
the socio-political sphere of Ukrainian society, the
Revolution of Dignity, ATO, OUF and the full-scale
invasion affected the position of women in Ukraine.
Changes in gender roles and the perception of new

challenges today require cultural receptions of female
imagery in artistic practices.

The purpose of the article is the cultural reception
of female images in the authorial poster as determined
by the socio-cultural context of the war of Berehynia’s
modes. To achieve the goal, it is necessary to show the
transformation of the status of women in Ukrainian
reality, to determine the specifics of visual culture and
the poster in the context of mass culture, as well as to
single out and analyze the images of a woman-mother, a
woman-warrior and a woman-state as a transformation
of the image of Berehynia in the authorial poster of
Ukrainian artists Anton Lohov, Katia Lisova, Mykhailo
Skopa.

The methodology of scientific research is conditioned
by the use of methods of cultural studies, history,
sociology, visual culture and gender studies. The method
of culturology made it possible to reveal the specificity
of the representation of female images in visual culture.
The sociocultural method involves the analysis of the
visual component of mass culture in Ukraine, as well as
establishing the interdependence of visual culture and
social changes. The historical method made it possible to
trace the context of visual transformations. With the help
of gender studies, an analysis of feminine representations
took place depending on the social position of a woman.

The results. It has been proven that the visualization
of feminine images is one of the methods of broadcasting
new gender models recorded in popular culture.
As Ukraine became independent, female images
represented in visual culture acquired new meanings
under the influence of socio-political events. The image
of Berehynia transformed from a symbol of a young state
and the personification of a patriarchal perception of
women to a strong woman-mother and woman-warrior,
which is due to the increase in the proactive position of
women in Ukrainian society.

The scientific novelty. For the first time, the image
of Berehynia in the authorial poster of the full-scale
invasion period was considered.

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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The practical significance. The results of the research
can be used to study the visual culture of Ukraine. Also,
the materials of the article will be relevant for further
research on changing gender roles in the culture of
modern Ukraine.

Keywords: Berehynia, war, visual culture, poster, mass
culture, gender, image, culture of Ukraine.

AKTYyanbHiCTh TeMHU [NOCTiI)KeHHA. 3MiHU B
COILiaNbHO-NONITUYHIN cdepi YKpalHCBKOTO Cy-
crinbeTBa, mogil Peomoriii T'igHocti, ATO, OOC
i MOBHOMACIITAOHOTO BTOPTHEHHsS BIUIMHYIM Ha
cTaHOBHILE XiHKM B YKpaiHi. IlepeTrBopeHHs ren-
JIEpHMX pOJIel, IiepeopieHTallisA 3 TPaUIIITHOI CHC-
TEeMU Ta CIPUITHATTA HOBMX BUK/IUKIB CbOTOJICHHSA
IOTPeOYIOTh KYIbTYPOTIOTIYHNX PeLeILii >KiHo4o]
00pasHOCTI B MMCTELbKUX IPAKTMKaxX. AKTyasi-
3anis demMiHHMX 00pa3iB y MacoBiil KyIbTypi Bif-
OyBa€eTbCsA 3a JOIOMOTOI0 Bi3yalbHNX 300pa’KeHb,
1[0 TIOB sI3aHO 3i 3MiHAMIU B COL[ia/IbHO-ITO/ITHYHIIT
coepi ykpaiHcbKoro cycminbcTa. BopHowac Ha-
ABHA aKTyamisanis xiHo4oi Midomnoriynoi o6pas-
HOCTI, JI0 SIKOI [JOal0TbCsA HOBI CEHCH, 3yMOBJIEHA
Cy4aCHMM COLIIOKY/IbTYPHMM KOHTEKCTOM, 1110 Bap-
Tye TOro, abu 6yTu B 107 HAYKOBOI yBAry KY/IbTY-
porrorii.

IlocranoBka mpoOmemu. Y fpyriit monoBuHi
XX CT., 3 pO3BUTKOM T€HJIEPHUX JOCHT/DKEHb Ta
Bi3ya/IbHIM NIOBOPOTOM Y TyMaHiTapuCTuI, Bifby-
noch HOPMYBaHHs HOBUX IIi/IXOJIiB Y BMBYEHHI Bi-
3yaJIbHOI Ky/IbTypu. I3 uncna sxiHounx o6pasis Bi-
3ya/lIbHOI Ky/IbTYpY He3anexXHoi Ykpainn bepernna
€ OffHi€10 3 PYHAYIOUNX, LIIO CIIOHYKAE IO AaHATITH-
K1 ii CyTHICHMX O3HAK, peTPOCIeKIii 06pasHOCTi It
BapiaTMBHOCTI B cy9acHOCTi. OJHaK 3BepHEHHA JI0
IIITaHb MOXO/KEHHA i OfaIbIIol TpaHchopMaii
00pa3y beperyui mify BIVIMBOM COLiOKY/IBTYPHIX
3MiH 3aCBIJUMIN JOCTIFHUIBKY IPOTAINHY B KY/Ib-
TYPOJIOTiYHOMY OCMMC/IEHH] BUABIEHHA BapiaTyB-
HOCTI, @ TAKO>K 3YMOBM/IM IIPOCTEXEHHA MEXaHi3-
My pelnpeseHTalil B MeillHOMy IpocTopi 06pasy
Bepernusi. Tum 6inbre, 1110 032 HAYKOBOIO YBAro0
Bce 1je IepebyBae BapiaTHBHICTh 00pasy bepernni
B aBTOPCBKOMY IIIaKaTi YKPaIHCbKMX MMUTIIIB Iie-
piofly TOBHOMACIITaOHOrO BTOPTHEHHSL.

AHanis OCTaHHIX JOCTiMKeHb i MyOmiKaumiit.
JlocnmipKeHHA Bi3yanbHOI KyIbTYpM IPENCTaBIe-
Ho mpaygamu [. @ocrepa (1988), [Ix. T. Miruen-
ma (2017), H. Mipsoesa (2023), . Uminb (2020),

P. bapra (2004). Bu4eHH: 371ilicHeHO B JOCTTiKeH-
Hi A. Auppeiikaniyd (2012) Ta KOlmeKTUBHiit po3Biz-
1i «JJocmmkeHHs BiyanbHNUX 00pasiB IIakaTiB Ha
OCHOBI Teopii KynbTypHOTo Kofy AusaitHy» (2022).

BuBuenna renpieproi reopii okpecnerno M. Kim-
menoM (2000), K. Mengem i C. Kaprep (2008),
IDx. Cxort (2001). Ykpainchki posBifKu IpescTas-
neno pocnimkennamu O. Kicp (2016), T. 3nmo6inoi
(2015), T. XKypsxenko (2001), 36ipxoro «Ienpeprmit
IifIXifI: iCTOpis, Ky/IbTypa, CYCIiIbCTBOY IIiff HAYKO-
Boto pepaxiieto JI. Tenrom ta O. Kicp (2003), a Ta-
KoX 36ipKoto «[enpepHi gocmimkents» (2015).

Mera crarTi — KyabTypOJIOriYHA pelenmisa
XiHOYMX 00pa3iB B aBTOPCHKOMY IUTaKati fK 3y-
MOBJIEHUX COLIIOKYIBTYPHUM KOHTEKCTOM BilHI
MmopyciB bepermni. [Ind [OCATHEHHA MeTH BapTO
IPOZIEMOHCTPYBATH TpaHCPOpMAILLilo CTaTyCy XiH-
KI B YKPAlHCBKVX peasifX, BUSHAYUTU CIeluQiky
Bi3ya/IbHOI KY/IbTYPH Ta II/IaKaTa B KOHTEKCTi Maco-
BOI KY/IbTYPH, @ TAKOXX BYOKPEMUTH Ta IPOaHaTIi-
3yBary 00pasy XiHKV-MaTepi, KiHKI-BOITeNbKNU Ta
XXIHKU-JiepXaBu sK TpaHcopmalil 06pasy bepe-
TVMHi B aBTOPCbKOMY IIIAKATi YKPAIHCbKMX MUTIIIB
Amnrona Jlorosa, Kari JlicoBoi, Muxaiina Cxoma.

Buxnag ocHOBHOro Marepiamy ROCTifyKeHHH.
Iopii moBHOMACIITaGHOTO BTOPTHEHHS BIUIMHY/N
Ha COLia/IbHO-IIOMITUYHE KUTTS KPaiHM Ta 3MiHM-
MU YKPaiHCBKMIl KYIBTYpPHMIl IIPOCTip. 3aBAAKM
MacoBiil i Bi3ya/mbHill KynbTypi BiOyBaerbcs Tie-
peocMMCTIeHHA cydacHuX Nofi. OfHiew 3 Bidyanb-
HIX QOpM € aBTOPCHKMIT IIAKAT, 3aBIAKU AKOMY
XY[OKHUKY DENPe3eHTYI0Th IIOfil ChOTOfEHHA.
BopHouac 3MiHM B TeH/iepHili TOMITHII Ta 3pOCTaH-
HA COLlia/IbHOI POJIi XKIHKI 3yMOBV/IV 3BEPHEHHA [0
¢eminHuX 06pasiB y BisyanbHiit kymbsrypi. [lopis-
HAHO 3 NOIIepEeNHIMM POKaMy He3a/IeXKHOCTI, Mic/a
nopiit Pepomonii I'ifHOCTI Ta mMoYaTKy pocCiiicbKo-
YKPaiHCBKOI BiliHM, XIHKM CTalOThb AKTUBHUMMU
YYaCHIIAMM COILHa/IbHO-TIOMTUYHOTO XUTTA. 30-
KpeMa, 3a ganumu Minictepcta 060poHy, binbiire
47 Tuc. XiHok € BijicbkoBocnyx6oBuLsaMu (Kimb-
KICTb JXIHOK B apMil Ha 1o4aroK ciuHa 2024 poky
craHoBumna Maibke 70 Tucay — Harania Kanmuko-
Ba, 2024).

Y nocnimxenti «Jenpep MaitpaH i Biitna» (PoHp
[3OJIALIA. TInardopma KymbTypHUX iHimiaTus,
2015, c. 146) T. 3m06ina 3asHauNIIa, IO «PUTOPH-
Ka IPO C/aOKMX i TEHIITHMX XKIiHOK 3aBXK/M CIIPOC-
TOBYBA/IaCh Y 4acy, KOMU HACTYIIa/M KPU3H, BaXKKi



BOEHHI CUTYaIlil, yacu BUIPOOyBaHb. Y IIi MOMEHTH
3HIKAJIa PUTOPUKA CTAOKOI SKIHKM, TOMY IO CTaBa-
JI0 04EBUHMM — LIbOTO HeMae. € MonHa, i, He3a-
JIEXHO BiJi CTaTi, y KpU30Bi MOMEHTY BiH 4YM BOHA
NposiBIIsIE cebe TepenyciM AK o1Ha — JOCTOIHO
4yl He yKe» (TaM caMo, ¢. 146). Orxe, comiamb-
HO-TIOTITMYHA HEeCTAaOIIbHICTD CIIOHYKa€e [0 Tepe-
OCMMC/IEHHA POJIi XIHOK Y CYCIi/IbCTBI.

Ilepmr 3a Bce 3BEpHEMO yBary Ha COLIOKYIBTYP-
Hi KOHTEKCTH, 32 JOIIOMOTIOX0 AKMX KOHCTPYIOETbCA
06pa3. BisyambHe — ronmoBHa Gopma CHpPUITHATTA
HABKO/MIIHBOTO CBIiTY, 1[0 IPUTAMaHHA CY4acHO-
MY CYCIII/IBCTBY, a CaMe CMMBOJIIYHII BUMIp € CKJIa-
JIOBOIO Bi3yaJbHOTO 00pa3y.

OpHiero 3 BisyanbHuX GopM € IJIaKar, K 3a3Ha-
4eHo B Tpari «JlocmipKeHHA BisyanpHux 06pasis
I/IAKATiB Ha OCHOBI T€OPil KYIbTYPHOTO KOAY AM-
saitHy» (Luo Wen et cet., 2022), mo «Imrakar — e
¢yHKIiOHaTbHA Bidya/bHa KOHCTPYKIis, sKa Bifji-
Irpae BOXIMBY porb B iHdopMarii, koMyHikamii Ta
BOJIOZIi€ 3B’SI3KOM 3 Bi3yanbHUMM 0Opazamu» (TaMm
camo, c. 1). Y nepioz cotjianbHO-NOMTUYHOI HecTa-
0i71bHOCTI 3HAYEHHs MAacOBOI KY/IBTYpH Ta il BIINB
Ha CYCIIIIbCTBO aKTYa/li3yIOThCH, 3aBAAKM il MOX-
Ha TPaHCIIOBATY MOBIJOM/IEHHA I MACOBOI aya1-
Topii. TakuM YMHOM, TTAKaT € YaCTMHOK MaCOBOi
KY/IBTYPH, IO CTYTye KaHAIOM IlepefaHHsA iHdop-
Malil, Ka € aKTya/IbHOIO B TOJ Y1 iHILNIT TIepiof.

Harowmicts A. Anpperikaniu (2012) 3asHauus,
10 «I1akar (adima) € ogHNUM i3 HaiiJaBHININX pe-
K/IaMHO-iHdoOpMaliitHux 3acobiB IpMBEepHEHHS
yBaru. Lle moBifomteHHs st yomiky i po3risiza-
€TbCs BOHO K iHQOPMATUBHUIL, TICUXOMOTIYHMIA
KOMEPLiITHMII IHCTPYMEHT, 3a/IeXHO Bifl TOTO, AKi
uini nepecnipyorbcs» (Augpeitkaniy, 2012, c. 4).

B emoxy BisyambHOro CpuitHATTA iHpopManii
TOBiJOM/IEHHS, 1[0 TPAHCIIOITHCA 33 JONOMOTOK
Bi3ya/bHUX MMCTELbKIUX IIPAKTUK, BifirpanThb
ponb y bopMyBaHHI COIlianbHO-IOMITIYHOI CUCTe-
MU CycninbeTBa. 3a BusHaueHHAM k. T. Miruena
(Mitchell, 2017), Bi3yambHa Ky/IbTypa € He IUIIE CO-
Iia/IbHUM acIIEKTOM Bi3ya/lbHOTO, a Ji Bi3ya/lbHOK
KOHCTpYKIi€lo colianpHoro. ToMy BapTo posIyis-
ATy BisyanbHi 00pasy, AKi 37aTHI 0 BIUIMBY Ta
IHTepIpeTaLiiHNAX 3MiH.

3a3HayMMo, 1O TPMBAINMII Yac B aHJIPOTiHHO-
MY JUCKYpCi BiilHa pOSINIAflalach AK YOTOBIYMIL
BIHAXifI, fie XiHKa He Oy/Ia aKTMBHMM Y4acCHMKOM
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COLlia/IbHO-TIOMITUYHMX 3MiH, aje BUCTyNaza AK
MACUBHUIL CUMBOJ HAI[iIOHA/IbHOI ieHTUYHOCTI.
[I10 TeH[IeHIIi10 IPOCIiIKOBYEMO Ha MPUK/IAAi Mi-
¢ornorivroro Koumenty bepernHi, sxuit 6yB IpoaHa-
nisoBanuit O. Kicp (2003), xoTpa BM3Ha4MIa, 1[0
1eil 00pa3 IPYHTYeTbCs HA ifiei CTBOpeHHS HOBOI
Iiep>KaBy Ta Ma€ MOMITUYHO-I/IeaTi30BaHMil BUMIp.
Topi six T. JKypxenko (2001) xoHmenTyamisyBaza
BepernHio six 00pa3, Ha IKOMY OCHOBYETHCS YKpa-
{HCbKa ieHTUYHICTh, a TAKOX SK YKiHOYMIT CUMBOJ
YKpaiHCbKOI Halil.

Bapro 3asHaumty, 1m0 MioIOTiYHMIT KOHI[ENT
Beperni, chopmoBaumit y mepio mporonomeHHs
He3a/IKHOCTI YKpaiHu, IIpOTATOM POKiB HabyBae
HOBMX (OpM CUMBONiYHOro BrineHHs. Kpim Toro,
il BIVIMBOM BOEHHOTO CHOTOJEHHA IOMiHYIOTh
o0pasu MarepuHcTBa Ta Midonmoriuni obpasu, 3a
JIOTIOMOTOI0 SIKMX JIEMOHCTPYIOTbCA JIOTh, CUJIA I
CYIIPOTYB YKPAiHCbKUX XiHOK IIPOTY BOPOTa.

Y mocnipxenni T. 3mo6inoi (®oupg 130JIALIIA.
[Tnatdpopma KymbTypHuUX iHiniatus, 2015) npoana-
71i30BaHO «TUIIOBUII MeiliHNIT 06pa3 — MaTepi, Ka
nilia Ha BiliHY, 00 BiliHa He IIpuitiIa o 1i giTeil.
e Taka MopMdikoBaHa O CYIaCHUX YMOB MOJIENb
“beperyHi’, B sKiil )iHKa 3aBXIU € CIIOYATKy Ma-
Tip'I0, @ IOTIM y>Ke yCiM pelITa — naTpioTKowo, Ipo-
MaJIIHKOI0, BOIHOM» (TaM caMo, c. 151).

Yiaouuch 10 aHaIi3y CMMBOIYHOTO BUMIpY 06-
pasiB, 1[0 PENPE3EHTOBAHO Ha IUTAKAaTaX AHTOHA
Jlorosa (puc. 1), IpoCTIiIKOBYEMO IIePEOCMICTEHHS
300pakeHHs, CTBOPEHOro B 4acK JIpyroi cBiToBOI
BilfHY, fKe CIOBilla/0 PO 3aKiHYEeHHA YOTUPHU-
piunoi oxymauii [Tapixy. ABTOp 306pasus >xiHo4y
IIOCTaTh y CYKHi KONIbOPIB YKPAIHCHKOIO Ipamopa
3aMiCTh (paHIIy3bKOTO, IIPOJAEMOHCTPYBABIIY Ha
doHi XiHKM MacoBy eBakyaliito 3 M. [pmiHb. 3ayBa-
KMMO, 110 B 000X BUIIA/IKaX Ha IIakati 3po6meHo
Hammic “liberation”, mo B mepexnazi 3 GppanIyspkoi
O3HAUa€ «BY3BOJIEHHA». BusHauMMoO, 1110 KOTbOPO-
Ba raMa YKpalHCbKOIO IIpanopa BIacTUBa BCIM XKi-
HOUMM 00pasaM Ta € XapaKTePHOI O3HAKOW A
ITaKaTiB, CTBOPEHMX aBTOpOM. Kpim Toro, aBTop
300pasyB XXiHOUY IOCTATh, IO IIPOHNU3YE HOXEM
90710 POCIMICBKOTO IPE3NUNIEHTA, TAKUM YMHOM Jie-
MOHCTPYI0UM MOTUB HEHABJMCTI /10 BOPOTa.

Y 306paxennsax Muxaitna Ckoma (puc. 2, 3) 3Ha-
xoxuMo MidororisoBai xiHoui 06pasy, 10 CUM-
BOJI3YIOTb CITPaBE/IMBICTb Ta IEPEMOTY HaJ 37I0M.
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Puc. 1. “liberation”,

Asmop: Aumon Jlozos.
https://cdn.village.com.ua/
the-village.com.ua/post_image-
image/2SQB4HQDUU107inecgvo]w.jpg

Y nnakarax «Cripasegusictb» Ta «Koneco ®opry-
HI» TIPOCTIIIKOBYEMO XPUCTUAHCHKI Midomoremu
B TOEIHAHHI 3 aHTUYHUMY MibidHMMY 06pasamuL.
Ha nocrepi «Koneco ¢popryHn» 306paxeHo xiHKy
i3 3aIUTIOIEHNMM OYVMa, O Bificumae 1o obpasy
®ewmigu — 6oruui npaBocyana. Ha mmakati 3 Ha-
mycoM «CrpaBenBiCTb» pelpe3eHTOBAHO JKiHKY
B 00pasi ApxaHrena Muxaina, sika BOMBa€e pociii-
CbKOTO BIICbKOBOTO, YVMM BTI/NIIOE IIEPEMOry HaJ
3moM. Y 1i1oMy, aHTU4YHa MiosIoriyHa ceMaHTHKa
€ IPUTAMaHHOI0 I/ 300pakeHb Muxaitma Ckorma.

Y 3o6paxennax AnroHa Jloroa midonoriuxa
TeMaTyKa BiJICYTHA, ajle TaK CaMO IPOCTEXYETbCA
PUTOPMKA CUIBHOI JKiHKM. 3ayBaXk1Mo, 1110 B 060X
BUNAJIKAX XY[OXKHUKYM BHAIOTBCA JIO 300paKeHb
MOTHBY 60pOTBOM 5KiHOK 3 BoporoM. OTxe, 5K yxe
0y10 3rajjaHo, y coljialbHO HecTabinbHi Yacu 3HU-
Kae pUTOPIMKa CNabKoi XIHKM Ta B Mefiia TPaHCIIo-
€TbCSA CUIbHA TIOCTATh.

[IpoTunexHnMy [0 TpoaHani3oBaHUX 300pa-
»xeHb € octepn Kari JlicoBoi (puc. 4), o crioBHeHi
YKpaiHCbKVMMM TPaJAMIIHICTIO Ta iCTOPMYHICTIO. 3a
JIOTIOMOTOK0 TO€AHAHHS QparMeHTiB CBIT/IVH 3HU-
LIEHNX MICT i CTAPOBMHHNUX 300paXkeHb yKpaiHOK
aBTOpKa BJJAETHCS JI0 3B SI3YBaHHs Pi3HUX icTOpUY-
HJX HEPIiOfiB 32 JOINOMOIOK OPHAMEHTY. 3aBIAKU
aHasi3y gpparMeHTiB GOTOKAPTOK, 1110 CTA/IV YACTH-
HOIO IIOBHOLIIHHOTO 300pakKeHHsI, IPOCIIKOBYEMO

Puc. 2, 3. «Cnpasednusicmo», «Koneco PopmyHu».
Aemop: Muxaiino Cxon. https://muse.org.ua/wp-content/

uploads/2022/04/8.png

Puc. 4. «Cuna nam’ami». Aemop: Kams Jlicosa. https://
www.artvsesvit.com/Images/gallery/all/ukraine-modern/
ukraine-modern-16/artist-katya-lisova.webp

apXeTUNHMiT 06pas Marepi, ANt € BKOPIHEHUM B
YKPAIHCBKill Tpapuuii. Y cydacHux peanisfx obpas
HaOyB ceMaHTUKM TYpOOTU JI 3aXMCTy, ajle BOJ-
HOYac XXiHKa-MaTip IOCTA€ AK 3aXMCHULA BIACHOI
ciM’1 Ta MUTVHINL.

Tpancdopmaii >xiHo4oi 06pasHOCTi y Bisyasb-
HMX TIPAKTMKaX 3yMOBJEHI 3MiHaMM B T€HJEPHii
nonituyi B Ykpaini micna nopinn Pesomonii IigHo-
cri, mipg BrmBom ATO, OOC, a Takox Bif movaTky
IIOBHOMACIITAOHOr0 BTOprHeHHA. JKiHKM CTalOTh



AKTUBHMMMU  JiSYKaMM  COLIa/IbHO-IIOiTMYHOTO
JKUTTA /1 TPAHCIIOIOTh AaKTUBHY JXUTTEBY II03UILII0,
1[0 NPOAB/IAETHCA Y BOTOHTEPCHKIN Ta BilICHKOBIN
IsTBHOCTI 1 3HAXOUTD BiTOOpaXKeHHs B pajiuKa-
nmi3anii xiHounx 06pasiB, fKi EMOHCTpPYIOTH Ts-
>KiHHS IO BOMOBHUYOCTI.

BucnoBku. Otxe, Bizyanisauis geminHmx obpa-
3iB € OJIHUM i3 METOJiB TpaHC/IALIl HOBUX Te€HJEp-
HUX Mojierneil, 3adikcoBaHNX y MacoBiil Ky/IbTypi.
YIIpopoBX CTaHOBIEHHA HE3aleXHOCTI YKpaiHu
KiHOo4i 00pasy, AKi pernpeseHTyBaIICh Y Bi3yasb-
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conjanpHo-noniTyHMx moxiit. O6pas bepernni
TpaHCHOPMYBABCS Bifi CUMBOTY MOTIOFIOl iepXKaBu
Ta yOCOO/IeHHsI TaTpiapXa/IbHOTO CIIPUITHATTS XiH-
KII JI0 CUIbHOI KiHKI-MaTepi i KiHKU-BOITEIbKI,
1110 3yMOBJIEHO 361/IbIIIEHHSAM IPOAKTUBHOI MO3UIIiT
XIHKM B YKPAIHCHKOMY CYCII/IbCTBI.

IlepcekTvBY JOCTifKeHHA Li€l TeMM MOJIATa-
I0Th Y IIOfJA/IbLIOMY BUBYEHHI BapiaTMBHOCTI 06pa-
3y bepernni y BisyanbHMX IPaKTHUKaX, 10 CTBOPIO-
I0ThCS IiJ] BIUTMBOM COI[iaIbHO-IIO/IITMYHNX 3MiH B
Yxpaini.

Hill Ky/IbTypi, HabyBa/Iy HOBUX CEHCIB ITifj BIVIMBOM
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10. O. Cocnuypxuii. ExocBifoMicTh yepes IIIaKar:
CYYacHi yKpaiHCbKi TeHIeHI il

Y cTaTTi pOSIZIAHYTO POMIb CYYaCHOTO EKONIOTiYHOTO
IIAKaTa AK BOKIMBOTO 3ac00Y Ky/IbTYpPHOI KOMyHiKaIlii
B YMOBaX 3ar0oCTpeHH: ekonmoriyHoi xpusu. [Ipoanarni-
30BaHO €BOJIIOLII0 YKPaiHCHKOTO €KOIOTTYHOrO IIAKATa,
30KpeMa 3MiHY iforo 06pa3oTBOp4Ol MOBH, CTHIICTIY-
HIX i KOHIIeNTya/IbHMX ITIXOZB, 1110 BiToOpaXkatoThb co-
LiOKyNBTYpHi TpaHcdopMariii CyCIinbcTBa Ta HOTpeOM
dopmyBaHHSA eKoOrivHOI cBimoMOCTi. JJociKeHo Ko-
MYyHIKaTVBHi QYHKIIIl €KONOTiYHOr0 T/IaKaTa, AKi BKIIIO-
YalTh iHQOPMATUBHMIL, MOOITI3ALifiHMIT Ta eMOIiil-
HO-BIUIMBOBMII aCHEKTY, [0 CHPYAKTD IiIBUIIEHHIO
eKonmoriyxoi o6isHaHocTi rpomanAH. ChopMynboBaHO
peKoMeHpaLil [/ MiABMIIEHHS eeKTUBHOCTI eKOMo-
TiYHOTrO IINIaKaTa, 30KpeMa iHTerpauii iHTepaKTMBHMX
eneMeHTiB i 1ndpoBux popmaris. ABTOpHU MiKpecio-
I0Th 3HAYYLIiCTh €KO/IOTI9HOTO I/IaKaTa AK iHCTPYMEHTY
3a/Ty4eHHA TPOMAJICBKOCTi 1O BUpIllleHH:A aKTyalbHUX
€KOJIOTTYHNX IPoO/IeM Ta J10T0 IIOTeHIian y GopMyBaH-
Hi BifIIIOBiJJa/IbHOI €KO/IOTiYHOI CBiIOMOCTi.

Knro4oBi cnoBa: exonozivnuti naakam, KyavmypHa ko-
MyHIKAUis, 8i3yanvHe MUCHeYmMeo, ekonoeiuHa npobie-
Mamuka, meHOeHyii PO3BUMKY, eK0NI02iA.

Yu. Sosnytskyi. Eco-awareness through a poster:
current Ukrainian trends

This article provides an in-depth study of the role
of ecological posters as powerful communicative tools
in addressing the escalating environmental crisis in
Ukraine. By examining the evolution of ecological
posters, the authors highlight shifts in visual language,
stylistic approaches, and conceptual frameworks that
mirror sociocultural transformations and the growing
demand for environmental consciousness in society.
Through a detailed analysis of communicative functions-
informative, mobilizing, and emotionally engaging —
the study reveals the potential of ecological posters to
raise awareness and influence public perception toward
environmental responsibility.

The purpose of the article is to provide insights
into the cultural significance and communicative role
of ecological posters in Ukraine. Through a focus on
stylistic evolution and conceptual approaches, the article
aims to inform artists, environmental activists, and
cultural communicators about the potential of ecological
posters to foster public engagement with environmental
issues.

The methodology involves a theoretical analysis of
visual language changes in Ukrainian ecological posters,
using comparative stylistic studies, case analysis, and
review of environmental messaging techniques. This
includes qualitative assessments of the informative,
mobilizing, and emotional aspects of posters and their
impact on public perception.

The findings:
1. Ukrainian ecological posters have evolved from
idealized nature imagery to more realistic and
emotionally evocative depictions, highlighting human
impact on the environment; 2. Communicative func-
tions such as raising awareness, mobilizing action,
and shaping attitudes towards ecology are essential in
enhancing public ecological consciousness; 3. There is
a need to incorporate interactive and digital formats to
better reach and engage diverse audiences, especially
younger generations.

results reveal several critical

The scientific novelty lies in the comprehensive
analysis of ecological posters as a medium for cultural
communication, particularly in Ukraine. By bridging
artistic evolution with environmental messaging, the
study offers a unique perspective on how visual art can
contribute to public awareness and social responsibility
for environmental issues.

The practical significance of this article holds value
for artists, cultural communicators, and environmental
advocates. It provides a theoretical foundation for
understanding the role of visual art in environmental
communication and offers practical guidelines for
creating impactful ecological posters that resonate
with audiences. Recommendations include leveraging

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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digital platforms and integrating interactive elements to
increase engagement.

Overall, this article presents a nuanced examination of
ecological posters in Ukraine, emphasizing their potential
as tools for public engagement and environmental
advocacy. By analyzing both historical and contemporary
approaches, the study equips readers with insights into
the role of visual art in fostering ecological consciousness.
This research serves as a valuable resource for artists,
policymakers, and activists, enhancing understanding of
ecological posters’ potential to influence public attitudes
and behavior regarding environmental issues.
Keywords: ecological poster, cultural communication,
visual art, environmental issues, development trends,
ecology.

AKTyanpHiCTh TeMM OCTiPKeHHA. Y CydacHIX
YMOBaX IIOCU/IEHHSA €KOJIOIiYHOI KpM3M, IO Xa-
PaKTepM3YEThCS 3MiHAMY KITIMATy, 3a0pyHEHHAM
JIOBKI/IA, BTPaTOl OiOpiSHOMAHITTS Ta MOIIN-
O7TeHHAM pecypcHMX KOHQIKTIB, pobnema dop-
MYBaHHA €KOJIOTiYHOI CBIJOMOCTI TPOMAJiAH CTae
ocobmBo Baxx/mBowo. B YkpaiHi, e exomoriuxa
CUTYallid TAKOX CKJIaJHa, KYIbTypHA KOMYHIKaLisg
3 IUTaHb eKO/MOril HabyBae 3HAYEHHS SK IHCTPY-
MEHT BIUIMBY Ha TPOMaJICbKY JYMKY Ta MOTHBAIIi0
710 3MiH y TIoBefliHLi HaceneHHA. Cy4acHMII eK0JIo-
TiYHMI TI7TaKaT — Iie He JIMIIe BidyaabHe MOBiIoM-
JIEHHS, a 1 popMa BUPaKeHH: CYCIiNTbHOI TPUBOIN
3a eKOJIOTiYHe MaitbyTHE Ta CIOCi6 3aKINKY [0 Aill.
TaxuM 4MHOM, aKTYa/IbHICTb PO3BiKM 3yMOB/IEHA
HeOOXIHICTIO JOCTI/PKEHHs POJIi ITaKaTa K Mefi-
yMa /I [IOHECEHH:A eKOMOTIYHMX MeCEKiB 10 I1-
POKMX BEPCTB CYCIIIbCTBA, 30KpeMa MOIOJ, sKa €
01/1bIII CIPUITHATINBOIO /0 Bidya/MbHUX i IMQpPOBIX
dopmaris indopmarii.

HaykoBa HOBM3HaA CTaTTi IIO/IATa€ Y BCECTOPOH-
HbOMY aHaIi31 eBOMIOLI YKPaiHCHKOIO €KOIOTiYHOrO
I/IaKaTa, 30KpeMa y BUAB/IEHHI OCHOBHUX TEH[EH-
11ill PO3BUTKY 110r0 00pa3oTBOPYOi MOBM, aHai3i
CTWIICTMYHUX 1 KOHILIENTYa/JbHUX 3MiH, @ TaKOX
BU3HA4YeHH] epeKTVBHIX MiAXOAIB 0 pOpMyBaHHA
€KOJIOTiYHOI CBiJoMOCTi 3ac06aMI1 Bi3ya/IbHOTO MIIC-
TelTBa. BMBYEHHA TaKMX aCNEKTIB € CIiB3BYYHUM i3
3aBJAHHAMY Kadepy Ta paKyIbTeTy Ky/IbTyposIorii
1070 JOCI/PKEHHA BIIMBY MUCTELITBA Ha CYCII/IbHI
npouecu. OKpiM Toro, 1A po3Biika BillIOBifa€ Cy-
YaCHUM HAayKOBMM TPEHJIaM, 30KpeMa MDKIMCIN-
IJTIHAPHMM I1i/IXOlaM Y BUBYEHHI COLIIOKY/IbTYPHUX

¢eHoMeHiB i momyky HOBuMX (GopM KOMYHiKail,
3[JaTHUX 3aTy4UTH ayAUTOPil0 KO BUPIlIEHHA Ha-
T'a/IbHUX eKOJIOTTYHNX IpOo6IeM.

Otxe, 1le JOCTIPKEHHs CIIpsAMOBaHe Ha 00IPYH-
TYBaHHS POJIi eKOJIOTYHOro I1akara y GopmyBaH-
Hi eKOJIOTIYHOI CBiTOMOCTI, IO € BaXK/IMBUM SIK JI/IS
TEOPETNYHMX HANPAIOBAHb Y Ia/lysi KyIbTyposo-
ril, Tak i /I MPAKTUYHYX 3aBJjaHb 3 IIi/|BULIEHHA
eKO/IOriyHOi 00i3HaHOCTI.

ITocranoBka mpo6nemu. [Ipo6ema exonorivHoi
KpM3¥ B CY4aCHOMY CBiTi TOTpeOYeE MONIYKY HOBUX
I/IAXIB i KOMYHIKAIlil Ta 3a/Ty4eHHA IPOMaJIChKOC-
Ti 10 BUPIIIEHHA HAaraJbHUX €KOJIOTIYHMX MUTAHb.
MucrenTBo n1akara, 30KpeMa eKOJI0TiYHOro CIIps-
MYBaHHS, € BOX/IMBUM 3aC000M IepefaHHA IUX
ifief, OCKIZIbKM 3[jaTHE BIUIMBATY HAa MAaCOBY CBifj0-
MicTb, popMyBaTH BifIOBifaIbHICTD i MpoOIIAryBa-
TY €KOJIOTiuHi I[iHHOCTI. BuBYeHHs 0coOMMBOCTEI
€KOJIOTIYHOTO I/IAKaTa B YKPaIHCHKOMY KOHTEKCTI
€ 3HAYYLIUM JI po3poOKy epeKTUBHUX KOMYHI-
KalliiHUX CTpaTeriit, 10 CIpUATUMYTb aKTUBI3allii
€KOJIOTIYHOrO PyXy B YKpaiHi.

AHami3 ocTaHHIX AocCmiKeHb i my6mikamiit
CBIJYUTD IIPO 3HAYHMIT IHTEPEC 10 BMBYEHHA YKpa-
IHCPKOrO I/IaKaTa AK BaXK/IUBOI CKIAaJOBOI KY/Ib-
TypHOTO Ta 00pasoTBOPYOr0 MMCTELTBA KpaiHIL.
Posrnap ykpalHCbKOrO IIakaTa 3 €KOJIOTiYHOK
TeMatykowo Hagae O. CeBepiHa, OKpecIIOKUN Je-
KiZbKa IepiofiB JOr0 PO3BUTKY, IOYMHAKYM 3
1920-x pp. (Cesepina, 2010). C. ITpumenko (2016)
aHa/l3y€e CTWICTUYHI TEH[IEHIl B €KOTOriYHOMY
I/IaKaTi B CTPYKTypi MefianmpocTopy ApYyroi mo-
nosuan XX — nepmoro gecatunirta XXI cr., ak-
LIEHTYI0UM Ha Joro pori y popMyBaHHI eKOIoriy-
Hoi cBigomocTi. T. CeHuyk foCTifKyBana icTOpito
€KOJIOTIYHOI pPeK/IaMM Ta il BHECOK y BUPIIIEHHA
eKOJIOTIYHMX MPOOTIeM, a TaKOX PONb Bi3yalbHMX
3ac06iB y MOTMBAILii €KO/OTIYHO CBifOMUX pillIeHb
(Senchuk et al., 2022).

Hayxosi npani H. Ocranenko, M. Konocniven-
ko 1a T. JIynkep (2022) 30cepemKy0TbCs Ha KiTa-
cuikanii rpadgiyHNx 00’€KTIB y IIAKATHOMY MIIC-
TELTB], BMOKPEM/IIOIOUM COL{ia/IbHy 3HAYYLIiCTh
ekonorivHnx TeM. A. Auppeiikaniy (2014) i O. Ce-
BepiHa (2010) BMBYa/IM TUIIOMOTIIO [UTAKATIB Ta OK-
peMO 03HAUM/IM €KOJIOTIYHMIA TI/TAKaT AK MiATPyILy,
AKa € BaX/IMBOK CK/IAJ0BOI B COLIOKY/IbTYPHIil
KOMYyHiKanii. 3okpema, y possigkax K. Yepnuma



ta H. JKutenpoBoi (2023) o1jiHeHO BIINB IITaKaTiB

Ha IiICBiOMICTD JIIOIMHY 3 METOI MOTUBYBATH [1O

30epesxeHHS JOBKIIIAL.

[lonpy aKkTMBHY HAayKOBY [ifNbHICTb, IIPUCBA-
YeHy €KONOTiYHOMY IPOCBITHMI[TBY Ta IOIY/IA-
pu3anil eKoMoriYHNX TeM, MUTaHHA eeKTUBHOCTI
€KO/IOT{4HOTO I/IaKaTa AK 300y KOMyHIKallii € ak-
TYa/IbHUMIL

Merta crarTi — aHanis ocobmmBoCTell Bifobpa-
JKEHHA eKOJIOTIYHIUX IIPOOIeM y CY4acHOMY yKpa-
IHCPKOMY IIaKaTi Ta BU3HAYEHHSA 1100 KOMYHiKa-
TUBHOI oy y popMyBaHHi eKOMOriyHoI cBifoMoCTi
YKPaiHCBKOTO CYCHi/NbCTBA. 3a//Is HOCATHEHHSA I0-
CTaBJIEHOI METY OKPECTIEHO TaKi 3aBJJAHHA:

- JOCTUTY €BOMIOLi0 YKPAIHCBKOIO €KO/IO-
TiYHOrO ITaKaTa, aHa/Ii3ylo4M JOro Bigya/bHi
CTIII, o6pa31/[ Ta XYJOXHI IPUITOMHY, 11J0 BUKO-
PYCTOBYIOTBCA [/IA BioOpasKEHH:A eKOMOTIIHIX
npobnem;

- BM3HAYMTU KOMYHIKaTVBHi QyHKUil exomoriy-
HOTO IIIAKaTa B Cy4acCHOMY YKPAIHCBKOMY Cy-
CIi/IbCTBI Ta J0T0 BIUIMB Ha GOPMYBAHHS €KO-
JIOTiYHOI CBiTOMOCTI;

- po3pobutu peKoMeHAAUil [ IiJABUIIEHHS
e(eKTIBHOCT] YKpaiHCHKOTO €KOIOTiYHOTO IIa-
KaTa B Tpolieci iHQOpMyBaHHA 1 3amy4eHHA
TPOMAJICbKOCTI ;O BUPILIEHHA €KOMOTiYHUX N -
TaHb.
1Ii 3aBmanHsa 33.6631'[6‘IYIOTI) TOCTIKeHHs KOH-

LeNTyaJbHIX Ta IPUKIAJHIX aCIIEKTIB POJIi €KOIO-

FiYHOrO IIAKaTa B CYYaCHOMY COLIIOKY/IbTYPHOMY

IpOCTOpi YKpaiHu.

Buknmajy ocHOBHOro Marepiany JOCTi[KeHHs.
Exonoriyni npobnemy, Taki Ak 3a0pymHEHHS J0-
BKiJ/UIA, 3HUIIEHHA NPUPOJHUX PECYPCIB Ta 3MiHa
K/IIMaTy, € CEpitO3HIMM 3arpO3aMy Cy4aCHOMY CBi-
TOBOMY CIiBTOBapuCTBY. Ilnakaru, sAki Bigo6pa-
XKaIOTh 1ji MpO6IeMy, MAIOTh Ha MeTi IIPUBEPHYTH
yBary rpoMajcbKoCTi 10 HeoOXiTHOCT] TepMiHOBMX
3aX0fIiB /s 30epexeHHs JOBKi/UIL. Bukopucran-
H Bi3ya/lbHMX 00pasiB, [0 IMICTPYIOTh HACTIAKN
€KOJIOTIYHMX KpM3 Ta 3MiHM KJIiMaTy, Moxe MoOi-
JTi3yBaTy CYCIIZIbCTBO JJO aKTMBHOI y4acTi B €KO-
JIOTIYHMX Iporpamax i saxomax. Huwi, Ha epaB-
HOMY PiBHi 110 BCbOMY CBITY, IIMTaHHA €KOIOTiYHOI
BiJITIOBia/IBHOCTI Ta CTaJOr0 PO3BUTKY CYCIIi/Ib-
CTBA CTAIOTD flefla/l AKTYa/IbHIIIMIL. 3a0pyHEHHA
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TOBKIIA, €KOMOriuHmil 6isHec Ta crocib XurrH,
o crpuse 30epeXXeHHI0 HaBKOMMIIHBOTO CBITY,
HaOyBalOTh yce OIIBIIOro 3HAYEHHS il CTAIOTh Ha-
Ta/IbHYMIU [/ JIIOfICTBA.

Y XXI cr. fedki muTaHHA HAOYBaIOTb 0COOMMBO]
TOCTPOTH, OFTHUM 3 SIKUX € BeMMKOMACIITa0Hi eKO-
JIOTiYHI PO6/IeMH, IO TIPUSBOLATD IO CEPIIO3HIX
KpM3 Yy pi3sHMX KyTOUKaX CBiTy. CyCcIIinbcTBO mepe-
OyBae mepep HEOOXiTHICTIO TIEPEXORy HO PEXUMY
CBIZIOMOTO CIIOXKVMBAHHS, 30epexeHHs pecypciB Ta
I0AIIMBOTO CTAB/IEHHS 10 TIPUPOTH, IS 9OTO CITif]
CEpII03HO BiIKOPEryBaTy Halli COLia/lbHI M €KO-
HOMIiYHi MOfienti icCHyBaHHA. BifkputicTh 10 3MiH,
3JATHICTD KPUTUYHO MMUCIUTU Ta TOTOBHICTb [0
niii po6/ATh aKTVBICTIB €KONIOTTYHOTO PYXY Jifepa-
MU B TIPOCYBAHHI Ky/IbTYpyU 00epe)XHOro Ta pari-
OHA/IbHOTO BUKOPYMCTAHHA HPMPOJAHUX PECYPCIB.
Bonn ynpoBamxyoTh okpemuii 36ip BifxopiB mid
TIOAI/IbIIIO] TIepepOOKI, OPraHi3OBYIOTb €KOMOTiHi
KIy6u Ta NPOBOAATH €KOOCBiTHIO POOOTY, 3amy-
YaK4M O IPOMAJCHKOI iANBHOCTI IOfEN Pi3HO-
ro BiKy Ta pi3HMX collianbHMX BepcTB. Kpim Toro,
AKTUBICTM HAMaralTbCA PO3BUBATU COLia/JIbHO
Ta eKOJOTiYHO BifMOBiHMIT Oi3HeC, KWl Bpaxo-
By€ fOCATHeHHA cydacHoi Hayku (IIpumenko Ta
in., 2021). BukopucraHHs eHeproedeKTUBHUX Pi-
IIEHb, €EKOHOMIYHE BOJOIIOCTaYaHHA, palliOHa/IbHE
BifIBeJIeHHs BiIXOMiB Y Maii6yTHOMY HPU3BOAATH
JI0 3MEHILIEHHA BUTPAT ¥ NOMipKOBAHOIO CTaB-
JNIeHHA [0 TIPUPOJHMX PecypciB. AKTMBHA y4acTb
Y BIPOBa/PKEHH] «3€IeHNX» IHII[iaTUB Ta IPOEKTIB
HaJla€ 3HavyHi mepeBaru. MacoBa Mobimisanis Bi-
Jirpa€e KIo4oBy pormb y GpOpMyBaHHI eKOIOTi4HOL
CBifJOMOCTI, 3a/IeXUTh BiJl Bisyasisalil coljianbHO
BAX/IMBMX IOHATH Ta 00pasiB A CyCHiTbCTBA.
TakuM 4MHOM, «3e/IeHi» iHiliaTuBy menaini Oiblie
BM3HAIOTHCSA AK MOKA3HUKM ePeKTMBHOCTI KUTTE-
IisMbHOCTI 6YAb-AKOTO CYCIiNbCTBA. [I1 IIigHOrO
aHaIi3y CITifi MOPiBHATY Ta 3iCTABUTU OCOOMMBOC-
Ti OPMYBaHHS XyOXXHBOTO 06pasy coliaTbHOro
IIAKaTa, CIPAMOBAHOTO Ha (JOPMYBAHHS €KOJIOTIY-
HOI Ky/IIbTYPH, @ TAKOX BiI3HAYMTH TEHJEHIII 3Mi-
HJ IJTAKATHOTO MVICTELTBA Ta iXHI IPUYVHIA.

Texnomnoriynmii mporpec crpusAB TpaHchopMa-
uil gopM IUTakaris, sAKi BXe He oOMexeHi /e
IIAIIePOBUM HOCiEM. AHajli3 30BHILIHbOTO BUIJIA-
Ty, BUTOTOB/IEHHA Ta PO3BUTKY AM3aliHY IIaKaTa
B ICTOpMYHIN XPOHONOTIYHIN MOCIiZOBHOCTI
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TO3BOJISAE BiI3HAUMTY JIOTO TEHJEHIIiI0 3MiHM Ha
OCHOBI TeHJIeH1ii i peanbHOCTi Yacy. HoBiTHI TeH-
JieHIii y cTBOpeHHi rpadiyHoro maxara Jo3Bo-
JISTIOTh TIEPEXORUTHU Bifj abCcTpakTHOro 06pasy 1o
KOHKpeTHOro. IIopiBHAHHA MeTOpiB Bi3yasisalil,
BYKOPUCTAHNX Y COLa/IbHOMY IIAKaTi MPOTATOM
pisHuX mepiofiB, Z03BOJISAE ifeHTU(IKYBATH eTanN
JI0TO PO3BUTKY, 10 BU3HAYAIThCA BIUIMBOM IIOJi-
TUYHMUX, i/Je0NIOTIYHMX, KY/IbTYPHUX Ta iHIINX (ak-
TOpIB, fAKi XapakTepu3ylThb enoxy (OcrameHko Ta
in., 2021). Y mporjeci BUBYEHHA OTOYHOTO CTaHY
B raJIysi [13aitHy I1aKaTa, peKOHCTPYKIil MUHYIIO-
ro, a caMe J10ro TeHesy B KOHTEKCTi KYIbTYpHO-iC-
TOPMYHOI CHA/IVHY, MOXXHA BU3HAYUTU IIPOTHO3
Maitby THIX TeH/EHIiiI /I IOJAJIbIIOTO PO3BUTKY.

DopMyBaHHIO EKOKYIBTYPY CHPHAIOTH Pi3HOMA-
HIiTHi 3aco0M, Taki fAK coljia/nbHi Bifeo, GpimbMu Ta
IakaTi. BogHodac ocTaHHi € 0COOMMBO BaXK/IMBI-
MU Y 3B’AI3KY 3i 3/JaTHICTIO TAKOHIYHO MepefiaBaT
TIOBiJOMIEHHsA BenuKiit ayguropii. CydacHi coui-
aJIbHi I/IAKATY BiflirPalOTh BaXK/IUBY PONIb B €KOMIO-
TiYHiil OCBIiTi Ta KY/IbTYPi, BUKOPUCTOBYIOYM TEXHO-
JIOTIYHI JOCATHEHHSA i Cy4acHi XyJOXHI CTIUII, 110
BigmoBimaoTh BuMoram XXI cTOmiTTS.

[InaKaT y cy4acHOMy BM3HAYeHHi IIPEJCTABIAE
coboro rpadiyni Marepiamm Bemukoro ¢opmary,
[0 TOENHYIOTh Bi3ya/lbHi Ta TEKCTOBI €IEMEHTU
JUI1 pEKNTaMHUX, IIPONAaraHAMCTChKMX, OCBITHIX
a60 HaByanbHUX Lineit (Anpgpelikaniy, 2014). Voro
IOXO/PKEHHA MOXXHA BifICTiIKyBaTH [j0 IIpOIa-
TaH/VICTCHKIX TPABIOP, BK/IKYAOUM «IETIOW JIMC-
TiBki» Pedopmanii Ta BiftH cenan y Himewunni
XVI ct. CyyacHmil I71aKaT BYHYK 3aBIAKY JIiTOrpa-
¢ii Hanpukinni XVIII c1., a xynoxuuk XXionb llepe
(1836-1932), sKmit yBaKa€TbCsi OfHUM i3 3a-
CHOBHMKIB CY4YaCHOTO IUIaKaTa, CIIPOCTUB IIPOLieC
BMPOOHMIITBA, 110 CIPUSAIO 301/MBIIEHHIO THPAXIB
Ta YOCTYIHEHHIO BUPOOHNUITBA.

[IpotsroMm cBoei icTopil miakar BigoOpaxas
peasbHICTh, @ 10ro 3MicT i Qopma BU3HAYAMNICA
KOHKPETHUMM LiMAMM Ta IAHIBHUMMU CTUIAMU B
mucrelTBi. Cepep HalBiOMILIMX aBTOPIB I[bOTO
nepiony cnip BifgsHaunty JKrona Ilepe, Anpi pe
Tynys-Jlorpeka, Anbdonca Myxy, B Ykpaini —
MUTLiB, KOTpi BXomm 10 O6’efHAHHA Cy4acHMX
XYJOXKHUKIB YKpainm, ocobmBo bopuca Koca-
pesa. IImakar emnoxm MoOfiepHy CTaB IOBHOLIHHOK
XYHAOKHBOIO POOOTOI0, BUKOHAHOW MAlICTpammu

CBOEI CIIpaBy, TOJIOBHOK MeTOI0 SIKOI Oya pekiia-
Ma (Miiller-Brockmann, 2004). PexamyBasnocs yce:
BiJj COL{ia/IbHMX IIOJIii1, BUCTABOK i pO3BaXKaIbHIX
3aK/IafliB O KHUL, CUrapeT Ta iHmmMX ToBapis. Lle
MOITIO OYTH SIK BUKOPUCTaHHS IPUEMHOTO 300pa-
KEHHS, SIKe TIPYBEPTAE yBary IAfava (Hayacrime
XiHOYOr0), SIK y BUmazKy 3 A. Myxoro, Tak i gocrnis-
He 300pa)keHHs1 peKlIaMOBaHOTO 00’€kra. «baTh-
KJ» PEKIAMHOTrO IIIAKaTa TAKOXX BU3HAYM/IN JIOTO
OCHOBHI NpMHIMIN: NpUBAOMMBICTD (A1 4Oro
9acTO BUKOPYMCTOBYBA/NCA ACKPaBi KOMbOPY Ta
aKIIeHTN), JTAKOHIYHICTh, MOXIMBICTD CIIPUITHAT-
T4 iHpopMalii Ha xoxy. Y Toll Xe yac Oy momm-
peHi TpamuuifHi >xuBomucHI Ta rpadivHi 3acobu,
o (akTMYHO POOWIO MOBHOLIHHY iMIOCTpALiio
m1akata. Taki IakaTy He Maiy Ha MeTi MOPAjIbHO
BYMXOBYBAT! CYCIIJIbCTBO, BOHY JIMILE HAMATajyCh
IPaBU/IbHO IPECTAB/IATH TOBAp.

Exornoriyni mocTepu  pajfiAHCBKOTO Iepiomy
1980-x pp. — e He jmile KpacuBi 300pakeHH,
Ile 3aKIMKM JI0 CBiIOMOrO CTaB/IEHHA [0 IPUPO-
Iy «3YNUHNICA, TPOYNTAlL, HOFYMai, 3pobu Te, 110
3anexutb Bix Tebel». [Toctepn 1980-x pp. € pos-
KBITOM COLIia/IbHOI PEKIaMI PAfAHCHKOI Iep>KaBuU
(Kocis, 2018). Tyt HeMae 11eH3YpH, KOPCTKMX i Ka-
TETOPMYHNUX XYZIOXKHIX TOpafi, 3a00pPOHEHNX TeM.
Xy[OKHYK MII' CTBOPIOBATHU TaK, K IOMY 3/1a€Th-
Cs OLIbHMM, 106 3alliKaBUTH T/IAfAYa, Tepefa-
TI Te, 1[0 BiH XOTiB ckasary. Collia/ibHa peKIama,
AKa 3aK/IMKA€ JI0 3aXUCTY IPUPOAY, Y HalliVl KpaiHi
BYHIK/IA BXe B 1960-x pp. Xo4a TeMa eKO/Oril He
6y)1a TAKOIO MOMNY/IAPHOIO, AK MOMTUYHMI TIOCTED,
aze B Hel iCHyBa/Iu BJIaCHI yCTa/ieHa MOBa, 3p0O3Y-
Mini 06pasu, Tpaguuiiti cioxxetn (Buctpskosa Ta
in., 2017). Cepen mocTepiB pajsHCbKOTO Iepioxny,
IO CTOCYIOTbCA Te€MM €KOJOTil, € TaKOXX He3BMU-
YaifHi — HaNpuUKIag «AJKOToIb — Oilb IPUPORI»
Mukomn IBaHoBuYa JIMTBMHEHKAa — IO€NHAHHA
IBOX aKTYa/IbHIX TeM OJHOYACHO: aHTVMA/IKOTO/IbHA
IpomnaraHfa B Mexax Kammasii 1985-1990 pp. ta
oxopoHa jioBKi/is. Takox cnif BifsHauuTn pobo-
Ty fK0Ba MapkoBu4a 3/maTononbebkoro «Menie i
MeHIIIe 0TOY Y040l pupopy, Oibie i 6inbiue cepe-
IoBMIa», TocTepy rpadika Muxaitna BeeBomopo-
Buya [pomuka (1989 p., Y36exucran) — «Hu € mo-
JAPYHOK AK JKepenbHa Bofia y cBiTi? Kpamna — Ak
Tep/viHa, BifouBaroun Terno coust». Lli mapHi mo-
CTepy PO3IIOBIIAI0Th INIAflA4€Bi PO BaXK/IMBI peyi.



Mu 6a4yMO, HACKIIbKM 6arato 3aieXXuThb Bif Maii-
CTEPHOCTI XY[OKHMKA, KU CTBOPIOE ACKPaBMIl
00pas, 110 3amaM ATOBYEThCs. Bitaniit €BreHoBuy
Bonbd, Bizommit mocTepuct, Bii3Ha4aB BaXKTNBICTD
IIOCTEPHOTO MUCTELTBA Ta 3HA4YeHHSA MeTadopu.
Metadopy MokHA BMpasuTy muile depes o6pas
(3aneBchka, 2019). OcHOBHa MeTa mocTepa — 3y-
NVHUTY TIOITIAJ BUIAJKOBOTO ITIAfAYa, 3alliKaBU-
T, 3aXOINTY JI0TO YBary, SMyCUTH J10TO TIOAVBUATI-
¢4, IOJyMAaTy, BUXOBAT! B HbOTO NIEBHI IO3UTVBHI
AKOCTI Ta YCTaHOBKM. lle TOBHICTIO cTOCyeTbCA
€KO/IoriyHoro nocrepa. OfHaK CIi 3a3HAYNTH, 1O
HeZJ0CTaTHbO IIPOCTO 3aXOINTH I IPUBEPHYTH YBa-
Iy, BOKIMBO IIOKA3aTH KOXKHIi /TIOAMHI, 110 BOHA
MO>Ke 3pobuTH s cebe Ta CBOIX JiiTelt, CBOTO Mi-
CTa, CBOEI KpalHM 1 IIJTAHETIL.

TexHomnoriunmit mporpec CIpysAB HapOLKEHHIO
30BCiM HOBUX (OpM IOCTepa, sKi He 0OMexeHi
JIULIE TATIEPOBMM HOCiEM. AJle, TIONIPY Lie, IiHHICTh
THepeyciM TO/IATae B 3MICTOBHOMY aCIIEKTi, Y IIO-
BiJOMJIEHH] Ta JI0r0 3pO3YyMINIOCTI, AKi MPAIIOIOTh
PasoM 3 TIPaBIWIbHO OOPaHMMU NATTPOIO Ta KOM-
nosutiero. Kopucryrwouncey 6aratum KocBijom mo-
CTEpPUCTIB, CYYaCHUKU KepyHTbCS IMOOATbHUMU
€KOJIOTIYHMMY IpobIeMaM] HAIlIMX YaciB, Hamara-
I04JCh IIEpefaT CBOi JYMKM HOBOI, 3PO3yMi/lOK0
moBoto (Cohen, 2007). Ponb conjanbuyx moctepis,
30KpeMa THX, fKi (QOPMYITb €KOJOTiYHY KYIIb-
TYpy CYCIIZIbCTBA, PE3OHYE B CY4aCHOMY CBITi, Jie
BiffOyBa€eTbCs IMOOANBHMIL TIEpeXify 10 «3e/eHoi»
ekoHoMiku (Pryshchenko et al., 2022). 3menuenns
CIOXXMBAHHSA eHepril, 0OMeXXeHHs BUKOPUCTaHHs
CUPOBJHM Ta CIIOKMBAHHA BOJM, 3aCTOCYBaHHA BI-
COKOe(EeKTUBHIUX TeXHOIOTii1, 3MEHIIIeHHsI BUKU/IiB
IIApHUKOBUX Ta3iB, 3am00iraHHs 3a0pyAHEHHIO JI0-
BKi//isA, 3MeHIIIeHHS BCiX BUMIB BiIXO[iB 3 METOIH0
3aXVCTY Ta BiTHOB/IEHHS eKOCUCTeM i biopisHOMa-
HITTA. [/ 3a6e3nedeHHs PaBUIbHOTO MEPEXORY
0 «3€IeHOI» €KOHOMIKM CIIifi BUXOBYBAaTY IEBHY
€KOKY/ITYPY, HaBYaTU He JMIIe BIVIMBOBMX IOMi-
THKIB, a 11 YCI IPOIIAPKY HAaCElIeHHA.

Po3BUTOK HaBMYOK Ta €KOJOTi4HOI KYIbTYpU
«3€/IeHNX» 3aMeKUTb BiJl O)KAHHSA JIONVHM BYUM-
TUCS IIPOTATOM YCbOTO XKUTTS, 0COOUCTOI MOTHBA-
1ii s 36epexxenss cebe it goBkimns (IIpuutenxo,
2016). 3HaHHA Ta BMiHHA SK OKpeMHUX 0Ci0, TaK i
BCIX JTIOZICBKUX CNiIBHOT, IXHi 3000B’A3aHHS Teper
HAVBUIUMM COLia/IbHUMY LiHHOCTAMM, TaKUMU
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K TYMaHi3M, TI000B JI0 JIOfielt, SKUTTS Ta IPUpo-
IV, TOIIOMOXYTb 30eperTy exonorito mianety (bu-
CTpsikoBa Ta iH., 2017). s 1poro crip nepexycim
3MIHUTY CYCIIZIbHY CBiIOMICTb JIFOfI€il, AKa ITOBVH-
Ha 6yTu TOTOBOK 70 3MiH. HeocTaTHbO HaByaTH
JIMILIIe MOTIOJIIE TIOKOMIHHS 200 TiNbKY IpaIliBHU-
KiB IIeBHOI cepy, HeOOXiTHO PO3BUBATH «3€IeHi»
HaBUYKY BCiX TPOMaJiAH.

Hapomysanua mpocToTy Ta CTaHJapTU3aLid
IM3aliHy 3YMOBJIIOIOTD 3aBJaHHA CTBOPEHHS Bi3y-
albHUX 00pasiB, sKi He /IVIle IPUBEPTAOTH YBAry,
a 11 CIIOHYKAKTh [0 3Ha4ymuX peakui. Ha sxab,
3aHAJTO CIIPOILIEHI MOBIJOMIEHHA MOXYTb HE 3a-
LiKaBUTY I7IA7Ia4iB iHTEIEKTYaIbHO, 1J0 3MEHIINUTD
e(eKTUBHICTD IIaKara K 3aco0y Ui LUPOro -
anory. IImakary MaroTb NparHyTH CTUMYTIOBATI
IHTeNIeKTya/IbHy Ta €CTeTUYHY CIPUIHATIUBICTD,
CIIPUAYM MOPAIbHOMY JI €MOLIITHOMY 3pPOCTaH-
HIO. Y KOHTEKCTi 30epexKeHH: HaIlIol IIAHeTH Hafj-
3BIYAJIHO BAXX/IVBYM € 3MiHa IPOMAJiCbKOI CBifIO-
MocTi. KiouoBuM € Te, 1110 y CBiflOMOCTi /TI0fielt Ma€e
Oy TOTOBHICTD J0 3MiH, i Cy4acHi coljia/bHi ma-
KaTyl BifjirparoTh y LIbOMY BUPIIIaIbHY POJIb, af[Ke
BOHM € OCBITHIMM IHCTPYMEHTaMy, 10 CIPUAIOTH
eKOJIOT{4Hill CBigoMocTi pisHMX aemorpadiynmx
TPYI Ta BIKOBMX KaTeTopili 3aBIAKM CUJIi Bidyasisa-
11ii. 3pelTOor MICTELTBO MAE BUK/IMKATY CITPaBXK-
Hi eMOLlii Ta HaJMXaTH Ha Jii, CIPYUAKYN 3aTa/IbHIM
3yCUIIAM Y BUXOBAHHI €KOJIOTiYHO CBiJOMOIO Cy-
CIIiIbCTBA.

B ykpaiHcbKOMy cOLiabHOMY IIIaKaTi €Ko-
JIOTIYHA TE€MATMKA CTAE OfHIEK i3 LIEHTPAIbHIX,
OCKITIbKM BiffoOpakae K robanbHi, Tak i T0KambHi
3arposu JoBKimmo. Metoo Takux pobit e Gpopmy-
BaHHA €KOCBIIOMOCTi, CTVMY/IIOBAHHA BiJIIOBI-
Jla/IbHOI OBEMIHKM Ta IPUBEPHEHHA YBary [0 IIPO-
671eM 3a0pyIHeHHs HOBITps, BOAM, [PYHTIB, BTPaTH
610pi3HOMAHITTS Ta 3pOCTaHHA 00CATIB TOOYTOBUX
BigxoxiB. [l[06 gocArTi MakcuManbHOI BUPa3HOCTI
I BIIMBY, aBTOPM BUKOPUCTOBYIOTb Ki/bKa CIle-
undiyHMX MeTOIB i MPUITOMIB, 110 JOOMAramTh
e(eKTMBHO TOHECTY MeCeK [0 IIAfava.

OpHi€l0 3 KI0Y0BUX CKIALOBMX I[MX IIJIAKATIB €
BUKOPVCTAHHA JIAKOHIYHOTO TEKCTY, AKUI IOCK-
JII0E OCHOBHY ifieto 300pakeHHs1. TekcTy, 3a3Budait
KOPOTKi J1 3p03yMi/i, 3 IPAMUM 3aK/IUKOM O Ail
4y HaJaHHAM iHQopMalii, CIpUATD MBUAKOMY
CHPMITHATTIO OCHOBHOTO IIOBiJOM/IEHHA. 3aBIAKN
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IIbOMY HIPKUQT He JIIIIe JOTIOBHIOE Bi3ya/IbHMUI PSTI,
a 11 MifiCUITI0E 3MICT, poO/IAYM eKOTIOTi4HiI INTaHHA
0COOMCTIMU Ta ONMM3BKUMM IS IIAfAYA.

Exormoriuni crparerii moTpe6ynTh mOCTEpiB,
CIPAMOBAaHMX Ha NEPeJaHHA NEBHOIO KOHKPETHO-
ro nosifomMneHHsA. TekcT y 1iboMy pasi € TOTOBHUM
€lIEMEHTOM, I103a4K caMe Yepe3 HbOIo ITAaY OT-
pumye mneBHy iHdopmanito. PosramryBaHHS, pos-
Mip, KOJp TEeKCTY, /I0ro B3aEMOJisl i3 300paxeH-
HAM (fKIO Take HasBHE) — yce Ile BIUIMBAE HA
CIPUITHATTA Ta pO3yMiHHA IOCTepa IsAfadeM. Tyt
[iI0Th 3arajibHi NPUHLMIN CTBOPEHHA MOCTEPHOI
NpOAyKLii: Bcs HeoOXifHa iHpOpMalis NOBMHHA
OyTV 3pYYHOIO /I YNTAHHA 3[aJIeKy I IpUBepTaTn
yBary IepeXo)Kix; TeKCT Ha TocTepi Mae OyTu na-
KOHIYHMM a60 Bcs iHpopMallia OBMHHA OYTH Po3-
HOfi/IeHa 3a BaXX/IMBICTIO 3a JOIIOMOIOK pO3MIpy
wpudTy 1 KoMbopy (HaIpUKIaf, TOOBHE OBiTOM-
JIeHHA UL IPUBEPTAHHA YBaru Mae GyTH BENNKIM
i KOHTpacTHNMM MOPIBHAHO 3 HOHOM Ta HIINM TeK-
cToM). HacTo B II0CTepax TeKCT BUKOPUCTOBYETCA
K CK/TafioBa 300paXeHHs: Y TAKOMY BUIAJKY BiH
CIPUIIMAETBCA AK YacTMHA Kommosutii (Mensepe-
Ba, 2015).

Tax, y cepii exonoriunux nnaxatis «BpAaryit meHe
Bif cMiTTesBammal» y3aiiHepu BUKOPYCTOBYIOTh
6araro mpudrosux xommosuuiit (Puc. 1). Cumb-
HMIT eMOLVIHMII aKIIeHT [JOfAI0Th PYKH, L0 TpHU-
MQIOTh CMITTS, — i€ CUMBOJIi3Y€ BiJTIOBi[aIbHICTh
JIONMHA 32 JOBKiIIA. BUKopyucTaHHA ManepoBo-
ro XXypaBnmka sK MeTadopy I{HHOCTI 71 Kpacy,
AKY BapTO 30€perTiy, i KOHTPACT 3 IIACTUKOBUMMI
BiIXOlaM) IiJAKPECTIOITb MPOTUCTABIEHHA MiX
npupozoo it 3abpyaHeHHAM. [lacTenbHi Kombopy,
CTU/II30BaHI I/TIOCTpallii Ta TEKCTYPY CTBOPIOIOTD J10-
Opo3uYINBY, HEHAB A3NNBY aTMOCQEpY, AKa CIIPUIE
JIETKOMY CIIPUIHATTIO CEPIIO3HOTO MECEMXKY.

3aBpaxu iHQorpadini Ta 3po3ymimuM ikoHKam
iHpopMmalis Tpo COpPTyBaHHS CMITTA CTae Jo-
CTYIIHOIO Ji JIETKOIO M1 CIpUIHATTA. KoHTpacTHi
KOJIbOPOBi MIpKQTOBI 6/I0KM OIOMAraloTh OpraHi-
3yBaTy 3MICT Ta MifJCUIIOIOTH aKLIEHTH, a BUpasHa
THnorpagika ofpasy IpuBepTae yBary jo FOI0BHO-
Io 3aK/IMKy «BpATyii MeHe Bi cMiTTe3Bammmaly —
KJIIOYOBOTO MOCTIAaHHS, sike 06 eHYe iHdopMariitHi
Ta eMOLiJHi efleMeHTH IU3alHY.

Y mnakati «Komamka He MOXe BUK/IMKATH
101» HOCATHYTO BJa/loOi piBHOBarM MiX TEKCTOM

Ta 300pKEHHAM, [0 POOUTDH JOTO JIETKUM [
cnpuitaATTs (Puc. 2). llenTpanbHe 300pakeHHA
COHEYKa Ha JIMCTi CTBOPIOE (POKYC, BUKIMKAIOUN
€MIIATiio 0 IPMPOJAM, a TEKCT PO3TAIIOBAHMII TaK,
1106 MiATPUMYBAT OCHOBHUII Bi3ya/IbHMIT aKIeHT,

He IepeBaHTAXY04M KoMmmosuiio. Tumorpadi-

Ka IpoCTa 11 JIAKOHIYHA, L0 CIPUAE IIBULKOMY

CIIpUItHATTIO iH(opMarii.

[Ile opHMM BaXX/IMBUM METOJOM € BUKOPUCTAH-
HA ACKPABUX KOIbOPIB Ta CMMBOJIIYHMX ACOLiallil 3
IPUPOJOI0: 3€/IEHNIT — 1A POCIMHHOCTI, CUHIN —
U1 BOGHUX PECYPCiB, KOPUYHEBMIT — [/ IPyH-
Ty. I1i X0ombopy JONOMaraxTh Oipasy BCTAHOBUTH
Bi3ya/IbHUII 3B’A30K i3 MPUPOJOI0 Ta eKONOTiYHOI0
TeMaTukow. KoHTpacT i MacurrabyBaHHs € Bisy-
QIBHMMM 32c00aMI, 110 AKIEHTYITh Ha IIpobmeMi:
HAIIPUKIAJ, IakaT «MapyHa 3a epepoOKy Irac-
tuxy» (I'O «3enene cepre Kapmar») BUkOpucToBye
ICKpaBi Kolbopy Ta MeTadopudHIit 00pa3 pycanku
IV TIPUBEPTAHHSA yBaru 10 MpobyeMy mepepoOKy
nnactuky (Puc. 3). 306paxeHHs ManeHbKoi Girypu
Ha T/Ii BEMYE3HOI TOPU CMITTA Opa3y HATAKAE Ha
MacimTab i cepito3HicTb mpobIeMn 3abpyHEHHS.
Crpykrypa mmakara IHofiiieHa Ha Kareropii Iviac-
THKIB, L0 CIIPOLYE PO3YMIHHA 1 JOIIOMAra€ IiA-
flavaM ILIBMAKO 3acBOITH iHOpMallilo mpo Te, AKi
Marepiam MOXHa IepepobmsaTy, a ki — Hi. O6-
pas pycanku B Io€fHaHHi 3 HamucoM «Hemepepo-
OmeHi BifXomy 3acMiuyIOTb BOJOMMU!» CTBOPIOE
CHMBOJIYHMNIT 3B’A30K i3 BOTHNMMI pecypcamy, 1o
MiZIKPEC/II0E eKOJIOTIUHY 3arposy. 3arajoM IJIaKaT
e(eKTUBHO JOHOCUTD iIef0 BiMOBifjaIbHOTO CTaB-
JTIEHHA [10 BiXO/iB 3a JOIIOMOT0X TAKOHIYHOI Bi3y-
a/IbHOI MOBH.

YacTo B TIaKaTax, 0 BUKOPYCTOBYIOTH 300pa-
KEHH, IO PEHi TaKi IpUoMM:

- KOHTpacTy Ta MacmTabyBaHHA (iHOpi 3acTo-
COBYIOTbCSI OffHO4YAcHO). KoHTpact posBonde
CTBOPUTY HOBi 300paXeHHS 3 Pi3HMX 3a 3Mic-
ToM (opM, IpUBEpPTaIOdyN yBary f0 06paHoi
dopmn. lleit mpuitom BUKINKAe IHTpUTY Ta
CTUMYIOE pedUIeKciio IIAfaYa Haf, 3HAYeHHAM
300pakeHHs, KpiM TOro, KOHTPACTHICTb HAJa€
300pa>KeHHIO JIAKOHIYHICTD Ta IIPOCTOTY;

- MacumTabyBaHHSA — CTBOPIOE edeKT rimepbori-
3aIlil Ta IpMBEPTAE YBAry IO CaMoi IpobeMy B
PEKIaMHMX KaMIIaHifAX.
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Puc. 1. Cepist nnaxamie «Bpamyii mene 6i0 cmimmessanuugal», pospobxa I'O «Ykpaina 6es cuimms,
gomo 3 oiyitinoeo catimy I'O «Ykpaina 6e3 cmimms» https://nowaste.com.ua/
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Puc. 2. lnaxam «Komawixa re moxce suxnuxamu 101», Puc. 3. [Inaxam «Mapuna 3a nepepobky naacmuxy»,
pospobka I'O «3enere cepye Kapnam» y mexcax axuii pospobka I'O «3enene cepue Kapnamy,

«Ykpaina 6e3 cumimms» , pomo 3 ogiyiiinozo catimy gomo 3 ondy 6ibniomexu Cymcokoeo 0epiasHo20

I'O «Ykpaina 6e3 cmimms» https://nowaste.com.ua/ ynieepcumemy / SUMDU Library
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Puc. 4. Bnada IOpina. Cepis «Mu 66usaemo Hauty naanemy».
Mixcnapoonuii konkypc EKOnnaxama, Kuis.
Qomo i3 caiimy: https://duit.edu.ua/international-activities/internaional-competitions/ecoposter

JAUTUA

Puc. 5. [lap’a Cmyxcyx. bes nassu. Puc. 6. Future-Past.
Mincnapoonuii kouxypc EKOnnaxama, Kuis. IX MixcHapoona mpienane exonnaxamy «4-ii bnok»,
®omo i3 catimy: https://duit.edu.ua/international- Xapxie.
activities/internaional-competitions/ecoposter @omo 3 http://grafprom.com.ua/works/-international-

eco-poster-triennial--the-4th-block-/



Metadopuuni o6pasu € mie ofHUM 3 eeKTHB-
HUX IHCTpyMeHTIB A1d (OpMyBaHHS eMOLilHO-
ro 3B’5I3Ky 3 ayAUTOpi€l0. ABTOPY IIAKaTiB 4acTo
BIAIOTBCS 1O 00pasHuX MeTadop, AK-OT IIaHeTa
3emra 3 06mmydsAMY, 1o wiadyTs (Puc. 4), abo kur,
KU 3a7IMXa€ThCs yepe3 HadToBi Bigxomu (Puc. 5).
Taki 306pakeHHA He /NIIe IPVMBEPTAITD YBAry, a
11 GOpMYIOTb eMOLIITHNIT 3B’ A30K, 3MYIIYIOUN IJLA-
flaya pedieKcyBaTy Ipo BIUIMB JIIOMCHKYX Jill Ha
npupony. Meradopu fOmOMaraioTh IepeTBOPUTI
3BIYAJIHI peyi Ha CUIbHI CUMBO/IY — II/IAHETA CTA€
CUMBOJIOM XWUTT#, IO CTPAXKMIAE, a KUT, AKUIT He
MOXXe [IMXaTy 4epe3 3a0pyJHEHH:, II0Ka3ye Bpas-
JIUBICTb IPUPOAY IIEPeL AiANbHICTIO TIOANHIA.

[IpwitoM cuHTE3y iCTOPUYHOI aII03il Ta cyyac-
HOTO KOHTEKCTY TaKO)XX YacCTO 3aCTOCOBYETbCA B
€KOJIOTIYHOMY IUTaKati, 1mo6 HpoBecTy Mapaje-
i MDK MUHYIMM Ta cborofeHHAM. Hampuxmap,
300paKeHHS IHJMKATOpa MaJbHOTO Ha IMO3HAYILi
«Hymb» 31 3MIIIEHHAM Bifj «MUHY/IOTO» (IIOBHUII
6ak) 1o «Mait0yTHbOro» (Hynb) cTae MeTadoporo
TOTO, K JIIOZCbKA JiANbHICTD BUCHAXYE IPUPOJHI
pecypen (Puc. 6). Taka rpacdiuna cumBorika ofpasy
BUK/IMKA€E ACOLALII0 3 €HEPreTUYHOW KPU3OH Ta
Heo0OOPOTHNUM BIUIMBOM Ha pupopy. YiTkuit, MiHi-
MAJIICTUYHNI IU3aVH CTBOPIOE CU/IbHUIL AKIL[EHT Ha
300paXkeHHi iH/IMKaTOPA, TOAi SIK TEKCTOB] eneMeH-
TI 3BeJleHi 10 MiHIMyMY /I MaKCYMaabHOI KOH-
neHTpanii Ha cumBori. Tunorpacdika He BifBomiKae

N

Puc. 7. O. Jlexomyes, O. Cmaiixos, O. Mopo3oscokuil.
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BiJl TOJIOBHOTO MECEIKY, 3alMLIAKYV BPaKeHHA
HEBiIBOPOTHOCTI Ta TEPMIiHOBOCTI, IO IifICUIIOE
€KOJIONIYHMIT 3aK/IMK II/IaKaTa.

Tak, mmakar i3 306paxeHHSIM «3amOPOXKIIBY, AKi
CTOATD y NMPOTUIa3axX, IEPEHOCUTD BiIOMY KapTy-
HY B Cy4acHMIl KOHTEKCT i HaJla€ il HOBe, ipOHiuHe
sHaueHHA (Puc. 7). ¥ poMy BUIafKy BUKOPHUCTAH-
HA TIPOTUTA3iB € CUMBONIOM KaTacTpo(idHOi exo-
JIOTIYHOI CUTYaLil, 1[0 3MYIIYE MIOfEil 3aXUIIATH-
4 HaBiTb Bif moBiTpA. IIpoTurasy Ha icropyyHmx
IIePCOHAXKAX CTBOPIOIOTH KOHTPACT MIXK TepOIYHIM
MUHYIMM 1 TPUBOXKHOIO PE€aNbHICTIO CbOTOLEHHS,
110 HifKPeC/Ie aKTyaabHICTh mpobmeMu 3a6pyn-
HeHHA [oBKiIA. Lleit mpuitom «icTopyyHa amosisa
Ta CYYaCHMI KOHTEKCT» TAaKOX CIYTye /I IOCK-
JIEHHS eMOMLIITHOTO BIUIMBY IUTAKaTa: JOOpe 3Haifo-
MUt 00pa3 MepeTBOPIOETHCS, BUKINKAIOUM IIOK i
posaymu Haj Temoro exonoril. Kpim Toro, mportu-
rasy B IIbOMY KOHTEKCTi CTalOTh MeTaopoto BTpa-
U CBOOOAM AMXATY YNMCTUM TIOBITPAM, 3MYLIYIOUN
I/IA/ja9a 3AMICTITICS HaJl TUM, SIK Cy4YacHi mpo6ie-
MU eKOJIOTi1 BIUIMBAIOTh Ha Halll 6a30Bi mpasa.

EmoniliHnii BIVIMB TaKVX IUIAKaTiB CIIPAMOBa-
HWII Ha Te, {00 BUK/IMKATY B I/Is1a4a CIiBIIEPEXKN-
BaHHA Ta CTUMY/IIOBATY JIOT0 0 3MiH. Bukopucro-
BYIOUM IIPOCTi, ajle IepPeKOH/MBI 00pasy, aBTOpU
Collia/IbHMX II/IAKaTiB BJAIOTHCA [0 IIOKYIOUMX 30-
OpaxeHb ab0 3BOPYLUIMBUX MeTadop, SAKi CIOHY-
KAIOTb JI0 aKTUBHOI y4acTi B 30epeXkeHH] TpUpofu.

" o

Inaxkam «Yoprobunvcoka eepcisi» kapmunu I. Penina «3anopoxcui nuuLymos 1ucma mypeyvKomy cyimany.
Domo 3 apxiey Hauionanvroi 6ibniomexu Yipainu im. B. 1. BepHaocvkoeo
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ExororiyHi I/1akaTy 4acTo iHTErpylTbCcA B CO-
Lia/IbHi Mefiia Ta BUKOPUCTOBYIOTbCA Ha BYTUYHUX
PEKIAMHIX HOCIAX, [0 JO3BO/IAE IIMPILE OXOMUTH
aypuropito. Buxopucranna QR-kopis, 1o BegyTh
0 fomatkoBoi iHpopMaliii, iHTepaKTUBHUX eJle-
MEHTIB, AKi 3a/1y4aioTh 10 06I‘0B0peHHﬂ TeMU, TIifI-
BuIlye eeKTUBHICTh TaKMX IUTakKaTiB. PosBuTok
€KOJIOT1YHOI TeMaTVKM B YKPaiHCbKOMY IIIAKaTHO-
MY MICTELTBI CBi[YNTh IIPO 3pOCTAOYy HOTPeOy B
€KOJIOTi4HilI OCBiTi, popMyBaHHi conianbHO Bifmo-
BifJa/IbHOTO CTaB/IEHHA [0 IPUPOAN Ta TOTOBHOCTI
TPOMaJIAH JI0 3MiH. YKpaiHCbKi i1I3aliHepy IPOJ0B-
XKYIOTb JOCTIIDKYBaTy HOBi CIOCOOM Bi3ya/lbHOL
KOMYHiKallil, IIyKalo4yM KpeaTUBHi pillleHHd, IO
MoI/I 6 iBUIINTY epeKTUBHICTb eKONMOTiYHOI COo-
1ia/IbHOI peK/IaMy Ta 3alyduTy e Ginblie /mropert
710 BUPIIIEHHS eKOMOTTYHUX IPOOITeM.

[Inaxar i3 kymakom 3 XVIII cT. MiKHapomHOI
TpieHane eKomnyakara «4-ii brnok» mokasye cepep-
Hill Maselp, AKWit BUITyckae YopHuit gum (Puc. 8),
CTBOpIOE CMinuBMII Ta GyHTapcbKuii 06pas. Cru-
TMi30BaHMIA T[] TUTSAYUI MATIOHOK, BiH HAaBMUCHO
BYIKOPUCTOBYE HaiBHY €CTETHKY, AKa KOHTPAacTye
3 arpecyBHIUM XXeCTOM, 100 TIOCHIUTH ipOHIYHMI
edexr. YopHWIT FUM i3 manbus, AK 3 TpyOH, Ha 3e-
JICHOMY T/1i, CUMBOJI3Y€ 3a0pyJHEHHS Ta HUIEHHS
IIPUPONY, IO CTAE Oe3MOCepeHbO ACOLiIOBAHNM
i3 moficbkoto AiAnbHicCTIO. Lle KpuTuuHMit 3aKnmK
JI0 €KOJIOTIYHOI CBiJOMOCTI, 30KpeMa BKasyruu Ha
PYIHIBHUIT BIIMB JIIOACTBA HA TOBKI/NIA, I, MOX-
JIMBO, 3aK/IMKAE 10 [ill IIPOTY €KOIOTiYHOI 6a17my-
XKOCTi Ta 3a0pyIHEHH.

Puc. 8. lInaxam «Exono2ist Kynomypu».
XVIII Miscnapoona mpienane exonnakamy «4-ii bnox»,
Xapxis. Domo 3 apxisy Incmumymy npobnem
cyuactoeo mucmeymea HAM Ykpainu

Ille ogHMM TUIIOM aHai30BaHUX ITAKATIB € Ti,
AKi CTBOPIOIOTHCA LIIAXOM IIOELHAHHA PacTpPOBOI
rpadixu 3 pororpadiamu, komaxamu. Couionoriy-
Hi TOCTTiI>)KeHHS CBiTYaTh, 10 caMe 11i TIaKaTyh Ma-
I0Th 3HAYHMI BIIMB Ha ITISAfa4ya, OCKIIbKM eMOIIil
XUBUX 0Ci0, 300paxeHnx Ha potorpadisx, pasom
3 JJOZaTKOBOI 00pOOKOI0 /IM3aiiHePiB, IBU/LIIE BYI-
K/IMKAIOTb CIiBYYTTA, HDK IIPOCTO MamoHKN. [Ina-
KaT «] HeMa TOMY IIOYMHY i Kpalo HEMAE...» MiCTUTD
KONaX, fie CUIyeT JepeBa, 3allOBHEHMII BUIIUB-
KOI0, Harajye OpHaMeHT YKDPAalHCbKUX PYIIHMKIB

Puc. 9. B. Bewumax. IInaxam «I Hema momy nO4uHy i Kparo Hemae...».
Pomo 3 apxiey Hayionanvroi 6ibniomexu Yxpainu im. B. I. Bepradcokozo



(Puc. 9), mo cumBoni3ye 3B’A30K 3 HalliOHATBHOIO
KY/IBTYPOIO Ta IPUpPOf0I0. Bukopucranus xpadro-
BOTO Tarepy Hajae poOoTi eKOppeHI aKIeHTy
Ta HATAKAE Ha NPUPOJHICTb i OpraHiyHicThb. Be-
MVKe A07yKO Ha TpaBi I lepeBOM MOXKe CHUMBO-
Ji3yBaTU POJIOYICTD Ta JKUTTEBY CUILY, a/ie PasoM
i3 lepeBOM BOHO CTBOPIOE BiJUYTTA 3aBEPLIEHOCTI
npyupopHoro uukiy. Llei miakar anemoe 10 Tpaau-
i1, IpUPOAM Ta €KOCBIZOMOCTI, Harajyxo4u Ipo
BifITIOBi/JA/IbHICTD 3a 30epeXKeHHA KYIbTYPHUX i
IPUPOJHIUX PECYpPCIB.

XynoxHilt 06pa3 COLiaTbHOTO IIAKaTa 4acTo
0asyeTbcsl Ha CKpaBUX BidyambHUX MeTadopax i
CUMBOJIAX, SIKi /IETKO BIII3HAIOTHCS I ACOIIOIOTHCS 3
eKo7oriynuMy npo6aemamu. Hampukiag, mopox-
Hill IHAVIKATOp Ma/JbHOIO AK CHMBOJI BUYEPIIAHHA
npuponHux pecypciB (Puc. 6), coneuko, sike He
MO>Ke BUK/IMKATH JJOTIOMOTY, 200 pyKa, IO eMOH-
CcTpye mporecT mpoty 3abpynHenus (Puc. 8), — yci
i 300paKeHHA CTBOPIOIOTb MUTTEBE €MOILIilTHe
3ally4yeHHd, a INA4a4 Ofpa3y pO3YMi€ CYTHICTb
npo6nemu. Exonoriuumit miakaT HuHi fefati 6imb-
Ile IparHe 3a4eluTV Ha OCOOVCTICHOMY piBHI,
BUK/IVIKATH €MOLlil, TaKi AK CTpax, CIIBYYTTA 4
BifnoBiganbHicTh. OCOOMMBICTIO TAKMX IUIAKATIB
€ MPOCTOTA Ta JIAKOHIYHICTb: MiHiMasIi3M y BUKO-
PUCTaHHI TEKCTY 1 KOIbOPY [O3BOJAE 30CEPEN-
TUCS Ha 300paXkKeHHi AK Ha TOIOBHOMY Hocii izel.
[le 3abesneyye mBYUAKe COPUIHATTA 1 pO3yMiHHS,
0cOO/MMBO B YMOBAX, KO/ yBara ayauTopii ooMe-
KeHa. BMKOpUCTaHHA MPOCTUX KONMbOPIiB — YacTO
3€/IEHOTO I HATAKY Ha IPUPOAY 4YM YEPBOHOIO
VIS TIOTIEPeIPKEHH — TOCUIIE ifjeHTHdiKaliio
I/IaKaTa AK eKOIOTiYHOTIO.

B yKpalHCBKIX €KOJIOTiYHMX II/TaKaTaX OCTAHHIX
POKiB TaKOX IIOMITHA TeHJEHLiA [0 IifjCUICHHA
iHTepakTMBHOCTI Ta rinmep6onisanii, 1o J03BOJIE
IPUBEPHYTHU yBary it 3poOuty 300paxkeHHs Ta-
KUM, 110 Oiblile 3amaM ATOBYETbCA. BinsHavaeTs-
s TAKOX 3POCTaHHA yBaru fo Tumorpadixu, fxa
CTAa€ CK/IaJI0BOIO 3araIbHOI 00pa3HOl CTPYKTYpU —
upuTOBa YACTIHA YACTO IAKOHIYHA Ta JOIOBHIOE
3ara/IbHUI Bi3ya/IbHUII CTIIb. bamaHc MiX TeKCTOM
i 306paskeHHAM 3MiCTUBCA 10 300pasKeHHS, IO Bifl-
TIOBiJjae Cy4aCHOMY IIiZXO/Y 1O Bi3ya/lbHOI KOMYHi-
Kallil, AKNIT MOK/IAJA€TbCAA HA MUTTEBE BPAXKEHHS.
[IpyuyHamMy 1yx 3MiH € po3BUTOK IUQPOBUX TeX-
HOJIOTiIT, 3MiHN B CIpUITHATTI iHGopMariii B ymoBax
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MefjianepeBaHTaKeHHA Ta 3pPOCTaHHA €KONOrT4HOI

cBioMoCTi. Y coliabHOMY IUTakaTi Bce Oinmblre

HiJKPeCTOTbCA  IHAVBiAYanbHA  BifIIOBiga/b-

HICTb, 3aK/IMKM O KOHKPETHUX Jiiil Ta iHpopmy-

BaHHA L[0J0 eKOIOTIYHOI TOBEMIHKN. 3aBIAKN 1IbO-

MY CyYacHUI IVTAKaT He JIMILe iMocTpye Ipobriemy,

a 11 Bifjirpa€ po/b IPOCBITHUIIBKOTO IHCTPYMEHTY,

IHTErpy04M XymOXHICTb 1 COlLlia/bHy 3HAYYLIiCTh

VIS JOCATHEHHS MUTTEBOTO, INMMOOKOr0 eMOLiITHO-

10 eexTy.

3a pesynbTaTaMy JOCTIPKEHHA MOXKHA O3HA4M-

TH Taki peKoMeHawil i HmifgBUIeHHS edeKTyB-

HOCTI eKOJIOrIYHOrO I/IaKaTa:

- CIIPAMOBAHICTb HA EMOLIIVIHNI BIIVB: BUKOPHU-
CTaHHS 00pa3iB, sKi BUKIMKAIOTh CUIbHI eMO-
uil, cipuse 3anaM’ﬂTOByBaHH10 nmakara. Crpax,
CIIIBYYTTA 4 BiJTIOBia/IbHICTD, 30KpeMa Yepe3
acomiarii 3 ocobycTuMu prsukamu abo BTpaTa-
MM, MOXKYTb CIIOHYKATH [0 Jil;

- CUMBOJIKA Ta MeTaOPUYHICTD: 3aTyYeHHs T10-
TY)XHMX Bi3yaJbHUX MeTadop, SK-OT iHAMKa-
TOp IA/JIBHOTO Ha HYJI 4 00pasy 3arposimiBo-
IO JIOBKI/I/IA, TIOCU/IIOE CIIPUITHATTA II/IaKara Ta
103BOIsIE €PEKTMBHO JOHECT 3MICT HABITh Oe3
TEKCTY;

— JIaKOHIYHICTb 1 3pO3YMIiNICTh: BUKOPYMCTAHHA
MiHIMaTiCTUYHOTO AM3ANHY Ta MIHIMyMy TeK-
CTy JOIIOMAra€ YHUKHYTU IlepeBaHTaXKeHHH 1
JI03BOJIAI€ IIBU/IKO CXONUTY OCHOBHY ifieto. Tek-
CTOBi €leMeHT) MalTb OyTM KOPOTKUMM, iH-
(opMaTUBHMMI Ta JIETKO CIIPUIIMATIICS;

- BignoBigHicTh THHIOrpadpiKM KOHTEKCTY: BUOIp
upudTiB Mae BifIIOBIjaTy 3arajibHiil KOHIeMIii
I/IaKaTa 1 MJCUIIOBATY €MOLiIHUIT HaCTPiil.
Hanpuxnan, Benvki >XKnpHi niTepy MOXYTb Iij-
KPeCTIoBaTH CepPIO3HICTh TpoOIeMn, TOfi sK
PYKOIMCHI 4y pypopHi WpUTH CTBOPIOTH
3B’530K i3 IPUPOJOI0;

— aKI|eHT Ha IIPOCTOTi KONIbOPOBOI TaMIt: BUKOPH-
CTaHHS NIPOCTIX, IPUPORHUX KOMbOPIiB (3ere-
HOTO0, KOPMYHEBOT0, 01710T0), @ TAKOXX KOHTPACT-
HIX TIOTIepeKYBA/IbHIX KONbOPiB (4epBOHOTO
ab0 4OpHOrO) JO3BOJIAE 30CEPENUTUCS HA TO-
IOBHOMY TOCHI i 3a6e31edye MIBMAKE PO3IIi3-
HaBaHHA II/IAKaTa AK €KOJIOriYHOrO;

— IHTEPAKTUBHICTD Ta 3aK/IUK [0 Ail: IIaKaTy, 110
MICTATD YiTKWIl 3aK/IMK 10 Aii (K y BUNMAZKY i3
3aK/IMKaMMl [3BOHMUTY Ha CIlellia/IbHi HOMepU

202 ‘98 ONSSI ‘auren|N JO aInyny




38

KynbTypa Ykpainu, sunyck 86, 2024

ab0 yTpuUMYyBaTHCA Bif IeBHUX Jiiif), OCKIIIO-
I0Tb aKTMBHICTD I7IA71a4iB Ta BMOTUBOBYIOTH 10
3MiH y OBeMIiHIi;

- ajamranisa i uuppoByx WIaTGopM: B yMOBaX
3pOCTaHHA OHJIAMH-KOHTEHTY BAXXIMBO CTBO-
pIOBaTy €KOJIOTIUHi TI/IaKaty, 1o oOpe Crpuii-
MaloTbcA i B udpoBoMy Qopmari, HampuKIag,
Ha coljianbHNX Mefia. [le posimmproe oxomnieHHs
Ta 3a0e31edye KOHTAKT i3 IIMPIIOK0 ayANTOpi€o.

YnpoBa/KeHHA LVX IIJXOAIB [OIOMOXE pO3-
poOHMKaM I/IaKaTiB CTBOPIOBATY YiTKili Ta mepe-
KOH/IMBIIII 300pakeHHS, [0 He e iHGOPMYIOTb,
a J1 aKTMBHO 3a/1y4al0Tbh CYCII/IbCTBO JJO €KOJIOriy-
HOI CBITJOMOCTI Ta [Iiil.

Bucnosku. IIpoBenenuit aHais CBig4MUTbh IPO
Te, 110 Bi3ya/ubHi CTWIi Ta 00pasu YKpaiHCHKOTO
€KOJIOTTYHOTO I/IAKaTa 3a3Ha/MV 3HAYHMX 3MiH, fAKI
Bif0OpaXaloTh COLOKYIbTYpHI TpaHchopMalii B
CYCII/IBCTBI Ta POSBUTOK HOBMX TeXHIK KOMYHiKa-
uii. Panni makaty gpokycyBamics 3pe6inpuoro Ha
ineamizanii mpupomy Ta abCTPAKTHMX YsBIEHHSIX
po i saxuct. OgHAK Cy9acHMII eKONOTiYHMIA TI/Ia-
KaT IIepeiioB [0 PealiCTUYHINNX Ta eMOLiNHi-
1mx 3006pakeHp, sKi aNeM0Th 10 TIIOYYTTIB I7IA/a-
4a, YaCTO II0KA3yI04YM HACMTI/IKY MIOACHKOTO BIUIVBY
Ha IOBKi/LIA. BiffTak, pO3BUTOK YKPaiHCHKOTO €KO-
JIOTIYHOTO II/IaKaTa IEMOHCTPY€E IparHeHHs ajan-
TYBaTUCA [JO BUMOT Yacy, pearyBary Ha aKTyaJIbHi
€KOJIOTYHI BUK/IVMKM Ta BUKOPMCTOBYBATU Pi3HO-
MaHITHIII XyJOXXHI IPUIIOMIL.

HocmimkeHHs 3aCBiYMIO, 10 eKOTOTIYHII I1/1a-
KaT Mae HeabuAKuit oTeHIian y GopMyBaHH] exo-
JIOTIYHOI CBIJOMOCTI B YKPaiHCBKOMY CYCIIi/IbCTBI,
BUKOHYIOUM JIeKi/Ibka KOMYHIKaTVBHUX (YHKII:
inpopmaryBHY, MOOiTi3aliiiHy, BUXOBHY Ta eMo-
nijiHo-BIMBoOBY. CydacHi ITaKaTy He /yIIe iH-
dopMyIoTh ayanTOpil0 PO eKOMOriuHi Impobmem,

a 1 HaMaralTbCA CIIOHYKATK il 10 aKTMBHUX il
3aBIsAKM MaliCTePHOMY BMKOPVCTaHHIO 00pa3iB,
CUMBOJIKM Ta KOTOPUCTUKM, €KONOTTYHMII TI/TaKaT
3[laTeH IIJABMINYBATY piBeHb eKONMOTiyHOi 06i3Ha-
HOCTi TPOMAJIH Ta pOpMyBaTH iXHIO BifIIOBifamb-
HicTb Hepey] JoBKiIAM. EdexTiBHe BUKOHAHHS 11X
¢yHKLii CBiTINTD IIPO 3HAYEHHS eKOIOTI4HOTO IITa-
Kara K KOMYHIKaTMBHOIO iHCTPYMEHTA, 1IJ0 3/laTeH
BIUIMBATH HA CYCII/IbHI HACTPOI Ta IIOBEJIIHKY.

Ha ocHoBi BukoHaHoro asanmisy Oym céop-
My/IbOBaHi PeKOMEHJALi A ONTUMisalil yKpa-
IHCBKOTO €KOJIOTIYHOIO IITaKaTa, CIpAMOBaHI Ha
30i/pIIIeHHS 10T0 eeKTUBHOCTI B TIporieci iHdop-
MYBaHHA Ta 3a]y4eHHA IPOMAJCHKOCTI 10 BUpi-
LIEHHsS eKOMOriyHuX mnpobnmem. [louinbHuM € ak-
TVBHIIlIE BUKOPUCTAHHA IHTEPaKTVBHIUX €/IEMEHTIB
i iudposux opmaris, 1m0 FO3BOLATH TONUINPIOBA-
TV IJIAKATY CepeJ; MOIOALIOL ayIUTOPII 3a JOIIOMO-
TOI0 COIlia/IbHNX MepeX. BapTo TakoX BpaxoByBaTu
JIOCBi] iHIIVX KpaiH y cdepi BiyanbHOI eKONOTi4HOI
KOMYHIKallil Ta IIOEAHYBATY JIOTO 3 TPaJULIIHUMU
AnA YKpaiHy Xy[OKHIMIU CTUIAMY, 1O JO3BOMUTD
MiZCUINTY eMOLiTHII BIIIUB TI/TAKATiB.

IlepcnexkTiBY MOAANBIIMX KOCTIKEHD TIEpeS-
6ayaloTh aHasIi3 BIUIMBY €KOMOTYHOTO IIaKaTa Ha
pisHi BikoBi rpymu, po3po06Ky cTpareriit iHTerparii
IJIAKaTiB y CUCTEMY OCBITM ¥ COL{ia/IbHOI peK/ia-
MI1, @ TAKOXX BUBYEHHA CYYaCHUX LMPPOBUX TeX-
HOJIOT1i1 Y CTBOPEHHI Ta IOMMPEHH] eKONOriYHOTO
I/TaKaTa. Y MeXaX JJOKTOPCbKOI AMcepTaLil JOCTTi-
IPKeHH: Oyfie po3IIMpeHO Ha MOPiBHS/IbHUIL aHAII3
€KOJIOTIYHMX II/IAKATiB PISHUX KpaiH, 10 COPUATH-
Me PO3yMiHHI0O MDKHApOJHMX IIIXO/IiB [IO €KOJIO-
riYHOI KOMYHiKallil Yepe3 MUCTELTBO.
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A. O. Konsioa. CyyacHi onepHi IpaKTHKV B KOHTEK-
CTi HOCTKOMTOHiaTbHUX [IVICKYCill: YKPAIHChKMI TOCBif,

JlocmipKkeHo BIUIMB IIOCTKONOHIaNbHMX AMCKYCill Ha
TpaHcopMaliitHi Iporecu B XXaHPi yKPaiHCHKOI olle-
pu. YBary npupiieHo pori OIepHOTO TeaTpy I He3amex-
HIIX OTIEPHNX IPOEKTIB Y GOpMYBaHHI COLiaIbHO Opi€H-
TOBAHMX MIUCTEL[bKIX IIPAKTHK.

IIpocTexxyroun BUTOKM OIEpPHOTO >KaHPY B YKpaiHi
Big XVIII ct. i gorenep, aBTOp aKLeHTYe Ha CYCIIi/lb-
HO-TIOJITMYHUX YMOBaX PO3BUTKY OIepy. 3a Cy4acHUX
YMOB PO3BUTKY JKaHPY BUOKPEMJIEHO, 3 OFHOTO OOKY,
Ky/IbTYPHULbKI CTpaTerii ilep>KaBHMX OIEPHIUX TeaTpiB.,
a IHIIOro, — JOCBiJ] YKPAIHChKVX HE3AIEXHMX ONEPHMX
IIPOEKTIB, AKi MOOi/IbHIIIE 11 THYYKillle OCBOIKOTD iCTO-
pudHe iHpOpMOBaHe BMKOHABCTBO, CKIAJHI COIia/bHi
TEMH, a TAKOX IOCTKO/IOHIA/NbHI JUCKYCIi, AKi Ha6ym/1
0CO0/MBOI AKTya/IbHOCT] TiC/I TOBHOMACIITAOHOTO PO-
CiJICbKOTO BTOPTHEHHA B YKpaiHy.

Y BUCHOBKY MiIKpEC/IEHO 3HAYEHHSA CYyJacHUX OIlep-
HIX IIPAKTHK K e(peKTVBHOIO iIHCTPYMEHTY I/ OCMIC-
JIEHHS TIOCTKO/IOHIa/IbHOTO JOCBiAY YKpaiHu, JOBEJEHO
pOIb ONEPHOTO XKaHPY Y (OPMyBaHHI KYIBTYPHOTO
MaHAuadTy KpaiHy Ta B MiATPUMAHHI AeMOKPAaTHIHUX
IPOLECiB ycepeNuHi YKPaIHCbKOTO CYCIIiNbCTBA.
Knro4oBi cnoBa: cyuacnuii onepruii meamp, nocmkono-
HianbHuil 00C8i0 y MUCTEULKUX NPAKMUKAX, MY3UUHULL
meamp, ykpaincoxka kynomypa XXI cmonimmas, coyians-
HO OPIEHMOBAHULI MUCTEUbKUTI NPOEKM, iCMOpPid yKpa-
iHcvKoi onepu.

A. Koliada. Contemporary opera practices in the
context of postcolonial debates: the case of Ukraine

The purpose of the article is to analyze the impact
of contemporary postcolonial discussions on the
transformation processes in the genre of Ukrainian opera,
focusing on the role of opera theatre and independent
opera projects in shaping Ukrainian national cultural
identity, integrating national folklore into professional

artistic practices, and introducing new Ukrainian works
into the international cultural context, in particular
through artistic reflection on universal challenges within
socially engaged opera projects.

The methodology of the theoretical analysis of this
article is based on postcolonial approaches to the study
of contemporary artistic practices, which allows the
author to bring cultural studies into the broader public
discussions.

The results. 1. The article emphasizes the importance
of contemporary opera practices as effective tools
for understanding the colonial, neocolonial, and
postcolonial experience of Ukraine, highlights the role
of the opera genre in shaping the cultural and artistic
landscape of the country and fueling democratic
processes within Ukrainian society; 2. Tracing the origins
of the opera genre in Ukraine (Maksym Berezovskyi,
Dmytro Bortnianskyi) and the key features of its
development from the XVIII century to the present day,
the author focuses on the socio-political conditions of
opera development in the works of Ukrainian composers
in the absence of statehood; 3. In the current conditions
of the genre’s development, the author distinguishes, on
the one hand, the cultural strategies of state opera houses,
and, on the other hand, the experience of Ukrainian
independent opera projects that are more mobile and
flexible in mastering new themes and artistic practices
such as historically informed performance (opera
repertoire of the Baroque period); opera performances
aimed at drawing attention to complex social issues
(human rights, protection of minorities, social inequality,
combating various forms of discrimination, etc.), as well
as postcolonial discussions that have become particularly
relevant after the full-scale Russian invasion of Ukraine.

The scientific novelty of the research. The article is the
first to analyze contemporary Ukrainian opera practices
as several independent socially engaged projects, which
are viewed through the prism of postcolonial discussions.

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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The practical significance of the article. The results of
the article can serve as a basis for updating the curricula
of Ukrainian educational institutions, rethinking the
concepts of the history of Ukrainian culture and music,
and as a guide for opera theater practitioners.
Keywords: contemporary opera theatre, postcolonial
experience in artistic practices, musical theatre, Ukrainian
culture of the XXI century, socially engaged art projects,
history of Ukrainian opera.

IlocranoBka mpo6memn. Pocificbko-ykpaiH-
CbKa BiJiHa CIIPOBOKYBaJa BCEPENMHI YKPaIHChKO-
r0 CyCII/IbCTBA BEIMYE3HUI 3aIUT HA AKTYyabHi
TeaTpasibHi BUCTaBY, AKi OCMICIIOIOTH CYYacHi Cy-
CII/IbHI IUCKYCIl HABKO/IO KOIOHia/IbHOTO MUHY/IO-
r0 YKpaiHCbKOI Ky/IbTYpH i II OCTKO/NIOHIabHOTO
TenepimHboro. OnepHi MUCTELbKi MPAaKTUKM He
CTa/M BUHATKOM, aJpKe CaMe MY3UYHIII TeaTp BO-
JIOii€ {iEBMM IHCTPYMEHTOM BIIIMBY Ha €MOLIII I71-
fada / cyXava, 31aTeH [0 IepeKOH/MBUX pinocod-
CbKUX y3arajbHeHb i BOJHOYAC /IO ONpAIIOBaHHA
CK/TaJ{HIX COLIia/IbHMX TeM Ha 3Pa3OK OTPYMAHHA
IIPaB JIIOIMHMY, 3aXMCT JIOACHKOI YeCTi 1 TifHOCTI,
yBary 10 1OTpe® MEHIINH, COLia/lbHOI piBHOCTI
TOLIO. B yKpaiHCHbKOMY KOHTEKCTI MaeMO 1 OfHY
0COOMMBICTD, @ caMe — TPAKTYBAHHA OINEPHOTO,
icropidHO iHpOpPMOBAHOrO BMKOHABCTBA B CYC-
Ii/IbHO-TIPOCBITHUIIPKOMY K04l K CKIaJHUK
IIOCTKOJIOHIa/IbHMX TIPOLIECIB, TOMY i el CErMEHT
Cy4acHMX ONEPHMX HPAKTMK BapTO PO3LIHIOBATI
AK HOBATOPChKe ABMIIIE, 1[0 PO3LIMPIOE NIO/IE YKpa-
IHCBKOI KY/IbTYPH.

AKTyanbHiCTD JOCTi)KEHHA BJM3HAYAETHCA
Ki/IbKOMa K/TI090BMMY (PaKTOPaMI, 110 TiIKPec/io-
I0Tb BKIMBICTb CYy4aCHMX YKPAIHCBKUX OIIEPHUX
NPAKTUK Y KOHTEKCTI IIOCTKONIOHIa/IbHIUX JUICKYCIIA.
Sk xpaiHa 3i ckmaHOW0 icTOpi€0 Ta Oararourapo-
BOI0 Ky/IbTYpPOIO, YKpaiHa HMHI IIYKa€ CBOE Miclie
y cBiti. Came 1iKaBi il 3MiCTOBHI OIIEPHI ITPOEKTH,
OCHOBaHI Ha CHHTe31 PiSHNUX BUJiB MUCTELTB, 31aT-
Hi IKHAJIKpallle po3IOBiCTH CBIiTY PO Te, YuM Oy/1a
1 10 4oro nparHe HesajeXHa YKpaiHCbKa Jiep)KaBa.
Ockinbky omnepa MpOTATOM IIOHAJ YOTUPHOX CTO-
JITh CBOEI iCTOPII HAKOIMYNM/IA TIOBAXKHY «KaHPOBY
IIaM’ SITh», BOHA MOXKe Oy TV THYYKMM IHCTPyMEHTOM
JU1A HOBITHIX IMCKYCIi IIPO KOJIOHIa/IbHY CIIa/{IVIHY
Ta 1l IIOCTKO/IOHIa/IbHE OCMMC/IEHHS, /I OIIPAL[I0-
BaHHA IHAMBILYaZbHOTO Ji KONEKTUBHOIO [JOCBIfY.
Jlerko iHTErpyrO4IICh Y I00A/IbHII KOHTEKCT, ONePHi

IPOEKTY HA/IATOKYIOTb MDKHAPOIHUIL KYIbTYp-
HUI JIia/Ior i CIPMAIOTH KY/IBTYPHOMY B3aeM030a-
rayeHHIo pisHux kpaid. Omepa Bifirpae BaxnuBy
porb y popMyBaHHI CyCITibHMX L[iHHOCTeI! Ta Iij-
TPUMILi leMOKpaTUYHMX HporeciB. OnepHi mocra-
HOBKM 3BEPTAIOTHCA JJO aKTYalbHMX COLia/JbHUX
NUTaHb, CIPYUAIYM T'POMAJICBKOMY OOTOBOPEHHIO
11 OCMUCTIEHHI0 BXUBUX npobneM. Hapernri, o-
CIIJPKEHHA CYYaCHMX YKPAIHChKMX ONEPHMX IPAK-
TUK Y KOHTEKCTi IIOCTKOMOHia/JbHMX JIMCKYCiil €
aKTYaJIbHUM HaNpsAMOM JJI aKaJileMiuHMX CTYHii
y Talysi KyAbTYpoOJIOrii, My3UKO3HABCTBA, T€ATPO-
3HABCTBA Ta IIOCTKOMIOHIA/NIbHUX CTYAil, 110 CIpHse
I7MOUIOMY PO3YMIHHIO OIEpPHOrO MICTELTBA SK
{HCTPyMeHTY Ky/IbTYPHOI it icTopi4HOi pediekcil.

AHarni3 ocraHHix focmimKeHs i mybmikauiit. [lo
LIMPOKOI /KepeNbHOI 6a3M CTaTTi MOXKHA JJOTyIu-
TY YUC/IEHH] PO3BIJKM 3 iCTOpii YKpaIHChKOI onepu
V1 aHA/IITUYHI TEKCTY NP0 CYYacHi OIepHi IpaKTH-
KU Ta iX BUTOKM, 10 BigoOpaxaioTrb momidoHito
paKypciB i MeTORONOriYHMX MifXOMiB. 30KpeMa,
C. Acnipien (Aspden, 2012) pocmimpkye BB ife-
0J10Til pOMaHTNYHOrO HauioHanismy XIX cromirra
Ha TOTOYACHI OIEPHI IPAKTUKM, MiIKPEeCIIIYn
3HA4YEHHs HAI[lOHAJIbHOI MApafUrMI 1 B aKTyajb-
HJX OIIEPHMX BMCTABaX, IONPMY iX BIMCAHICTD Y I7I0-
GanbHMIT MUCTEL[BKIIT KOHTEKCT (TaM camo, p. 276).
B acmekri HanioHanbHOI ifeHTH®IKaLil po3rsaae
YKPaIHCbKY OIlepy IepIuX 25 pOKiB yKpalHChKOI
HesanexxHocTi I. CikopcbKa, Komu et XaHp, Micia
JIOTO iHTE€HCMBHOTO PO3BUTKY B III3HbOPAJAHCHKY
00y, MepeTBOPIOETBCA HA CIIPABXHIN «paHTOM»
(Cikopcbka, 2019, c. 279). YHOpAZHUKM HOBOTO
BUJaHHA «IcTOpIl YKpalHChKOI MY3UKW», TIOPiBHA-
HO JI0 TIOTIePeHbOT0 HaraTOTOMHOTO BUJIAHHS 11i€l
Tpali, NpUAIIAITD NIIbHY YBary OHOBIEHHIO Iie-
piofu3allii yKpaiHCbKOI My3UKU. ABTOPU BOJHOYAC
IPONOHYIOTh POSITIAMATI B KOHTEKCTi YKPAIHChKOI
Hal[iOHA/IbHOI KY/IBTYPU JIMIIe TBOPM, HAIIMCAHI Ha
OCHOBI YKPaIHOMOBHIX T€KCTIB, BifICYBal04J1 Ha I1e-
pudepito, 30kpeMa, Tepuri yKpaiHChKi omepy KiHIsa
XVIII ct. y 3B’3Ky 3 ix nibpeTo, AKe CTBOpeHe iTa-
nijicbkoto a6o dpaniyspkoro MoBamu (IleBuyx &
®inb, 2016, c. 17-18).

[TocTKOMOHIa/IbHA CUTYaLlifA B YKPAIHCHKIll KY/Ib-
TYPpi, 3aTOCTPeHa POCiiIChKO-YKPAIHChKOIO BilTHOIO
(Tukova, 2023), moponuna fBi TeHmeHIi, ki mm-
POKO AMCKYTYIOTbCA B YKPaiHCBKIX KYIbTYPHUX



Mefiia 1 IOCIJAl0Th HajleXHe MiClle B CYYacHMX
KY/IbTYPONOTIYHNUX JOCIH/PKEHHAX, a caMe: «CKa-
CyBaHHA» pocificbkol KynbTypu (i, BifmosinHo,
OIEPHUX BUCTAB 3a TBOPAMMU POCINICBKMX KOMIIO-
3UTOpIiB) Ta PO3LIMPEHHS MOJIA YKPAITHCHKOI KY/Ib-
TYpY, 30KpeMa OIEePHMX IPAKTUK, Y pe3y/nbTaTi iX
BUXOMly 3a MeXi 3BMYHUX >KAaHPOBUX MEX I Tpa-
AVLIHNX TeM Ta yBaru fI0 ile0NoriYHMX acleKTiB
mucrenrsa (Ferrari, 2024; Shchitova & Martynyuk,
2023). OxpeMi 3axifjHi TOCTIFHUKY 0OTOBOPIOIOTH
Ti 5 1po6emy, fKi € aKTyaTbHUMY 1A YKpaiHu:
CIIiBICHYBaHHA B ONEPHUX NPAKTUKAX TPAAMILI i
HoBaropcTBa (Busuioc, 2022), BBy moctMopep-
Hismy (Ciobanu, 2022), ocMIC/IEHHS HeraTMBHIX
conianbuyx PperoMenis (Mojzisova, 2013).

Merta craTTi — IpOaHaNi3yBaTy BIVIMB Cy9acHMUX
II0CTKOJIOHIA/IBHYX JYICKYCiil Ha TpaHcdopMaliitHi
TIPOLIeCH B XXaHPi YKPaiHChKOI OIepy, 3 0COOMIBIM
AKLIEHTOM Ha POJIi OTIEPHOrO TeaTpy Ta HE3aMEXKHMX
OIIepHVX IIPOEKTIB y pOpMyBaHHI yKpalHChKOI Ha-
L[iOHATIbHO-KY/IBTYPHOI  iJlEHTUYHOCTI, IHTerparii
Hal[ioHa/mbHOrO (ONBKIOPY B Ipodeciiti Muc-
TeLbKi IIPAaKTUKN Ta BBEJCHHI HOBUX YKPAIHCBKUX
TBOPiB y MDKHApOJHMII KYIBTYPHMII KOHTEKCT,
30KpeMa 3aBIAKN XYZOXHill pedrekcii Ha yHiBep-
Ca/IbHi BUK/IMKI B MEXKaX COL{ia/IbHO OPi€HTOBaHMX
OIEpHMX NPOEKTIiB. 3aBJaHHA CTaTTi, CIIPAMOBaHi
Ha OCMMC/IEHHA BIUIMBY OIEPM Ha Cy4acHe YKpaiH-
CbKe CYCIi/IbCTBO Ta BU3HAYeHH 1i Mic1 y popmy-
BaHHI Ky/IBTYPHOTO TaHAMAPTy KpaiHy, 3yMOBIUIN
il IOCTKO/IOHia/IbHY METO[O/IOTIIO.

Buknmajg ocHOBHOro Marepiamy AOCTif[KeHHS.
Omnepa AK My3V4YHO-paMaTNYHNI )KaHP BMHMK/IA
Ha Mexi XVI-XVII cr. B Itanii, y 106y Perecancy,
KON XYHROXHUKM, NMCbMEHHMKU Ta MY3UKaHTU
HParHy/Iu BipOYITY AHTMYHE MUCTELITBO Ta KY/lb-
Typy. Halinepmmum onepHuM TBOPOM yBaXKa€TbCA
«[lapua» fxomno Ilepi (1597), ogHak weit TBip He
30epircs. A mepIIoo MOBHICTIO 30€peXeHOI0 Olle-
pomwo € «EBpupika» Ilepi, ctBopena 1600 p. IIpore
CIIPaBXXHIM MJCTEL[bKMM IPOPUBOM CTaja OIlepa
«Opdeit» K. Monteseppi (1607), mo Bu3HaumIa
4)Ma/I0 XapaKTEePUCTHK JKaHPY, HOBE/A JIOro Io-
TeHIlia/l K CHHTETNYHOTO MUCTELTBa, ke 00’efl-
Ha€e MY3MKY, TeKCT, CIleHorpadiio Ta akTOpChbKY Ipy.
Y XVII cr. onepa mBuako nomypunacs 3 Itanii mo
BCiit €Bpori. Y Beneuii Binkpymics mepui my6miy-
Hi OIepHI TeaTpy, 10 BAOCTYIIHNUIO OIEPY IIMPO-
Kilt apguTopii. ¥ @panuii JK.-b. Jlromni sacHysas
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(QpaHIy3bKy ONEpHY TPajuliilo, YIpPOBA/VBIIN
rpaHfIiosHi baeTHi ClieHy Ta CKIafHi feKoparii. Y
XVIII cT. onepa nepexuia 3HayHi TpaHchopMariii,
KOMIIO3UTOPY IIPOJJOBKYBa/IV IICATY OIEPU Seria i
buffa, y cepenuui cronitrs 3 ifeeto pedpopmyBanHHs
anpy Bucrynus K. B. Imok. Bogrouac y Himequn-
Hi po3BMBaIacd TpajullifA 3iHIUIIII/IB, T€rKoi Bep-
cii »XaHpy 3 posmMoBHMMH Aianoramn. XIX cromiTra
CTaJI0 30/I0TMM BiKOM OIEpM — HaIMCaHi B TON
9ac POMAHTUYHI TBOPM J[OCI CTAHOB/IATb OCHOBY
penepryapy omnepHux Tearpis cBiTy. Onepa XX cT.
Bin06pa>1<ae CYTTEBI 3MiHM B CYCII/IbCTBI Ta MIIC-
TEILITBi, KOMIIO3UTOPCHKi €KCIIEPUMEHTH i TIOLIYKI
HOBYIX ILIAXIB.

CyuyacHa omepa € I7100a71bHUM SBUILEM, IO TIPO-
JIOBXKY€E PO3BMBATICA VI 3MIHIOBATUCSA, 3BEPTATUCA
JI0 aKTYaJIbHUX Ipo6/IeM cydacHoro cBiry. TexHo-
JIOTIYHI HOBallii, TakKi AK MPOEKLIHI TeXHOJOrII,
BipTya/lbHa pe€anbHICTb, MYIbTMMEJia TOIIO, Bifi-
KPUBAIOTh HOBI MOXX/IMBOCTI [/I OIEPHMX IIOCTa-
HOBOK, POOJIATS IX Iile 61/IbII BpaXKalouyMMy Ta iHTe-
PaKTUBHUMM, IPUBAOIMBIMY /1S HOBMX IIOKOIiHb.

BaxxnuBo fofgaty, 1Mo NpOTATOM YCi€i CBOEI ic-
TOPII omepa AK CKIaJHUI 1 JOPOruii )KaHp Hepif-
KO BTiNIOBaja iMIIEPCbKI BEMMY Ta MOIYTHICTb.
KoponiBcbki 1BOpM BMKOPUCTOBYBaIM OINEPY AK
3aci6 memoHcTpail Braau it 6ararcta. Huni orme-
Pa TaKOX 3a/MIIAETHCA )KaHPOM BUMOITIMBUM, 1[0
noTpedye MoefHaHHA 3ycub QaxiBliB 3 6ararbox
MICTELBKIX cep, posramyxeHoi iHppacTpyKTypu
11 KOMIUIEKCHOI (piHAHCOBOT MiTPYUMKIL.

Ha 3aranpHO€BpomneiicbkoMy Tii icTopia ykpa-
HCBKOI oIlepy Mae CyTTEBi 0COOMMBOCTI, 10 Bifo-
OpaKaloTh BOXK/INBI CYCIT/IbHO-IIOMITIYHI IpoLiecH
B icTOpii YKpaiHCbKOTO HApOAY. 3apoiKeHHS YKpa-
IHCBKOI oIepy MOXKHA IIPOCTEXUTH BifJj APYroil 110-
nosyny XVIII ct. Opanm i3 mioHepiB aHpy cTaB
M. bepesoBcbkuit (1745-1777), BUEATHUI KOM-
IIO3UTOP Ta MY3MKaHT CBOTO 4acy. BiH HaBuaBcA B
Pumi y Bigomux MaiicTpiB, 1o Hafaso itoMy rmm6o-
KOTO PO3YMiHHA 3aXi/JHOEBPOINEICHKIX MY3SUYHIX
Tpaguuii. MysuKaHT € aBTOpOM IIepIIOl YKpaiH-
cokoi omepn «[Iemodort» (1773) Ha mibpeto irta-
niricbkoro nmoeta II. Meracrasio. M. bepe3oscbkuii
Ta JIOrO CYYacHVKY TBOPU/IM B YMOBAX MOMITUYIHOI
3aJIEKHOCT]I YKpaiHChKMX 3eMmenb Bif Pociiicpkoi
imMIepii, IpaioBany Ipyu POCiICbKOMY ABOPi, 110
[03BO/IIO M 3700yBaTM HeoOXifHi pecypcu Ta
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HiATPUMKY [ TBOp4YOI peanisanii. 3apomKeHHA
YKPAIHCBKOI OIepy TAKOX TiCHO IIOB sI3aHe 3 TBOP-
gictio [I. BoprHsucpkoro (1751-1825), opHoro 3
HaJBiOMIIINX KOMIIO3UTOPIiB CBOro 4acy. JImm-
Tpo CTenaHOBMY HaBYaBCA Ta MpalioBaB B Itarii,
HabyB €BPOIEIICbKOT0 MY3MYHOTO JOCBiNy Ta CTaB
OfIHMM i3 Iepunx yKpaiHCbKIX KOMIIO3UTOPIB, AKi
iHTerpyBany 3axifHOEBPOIEICHKI ONEPHI Tpajuiil
3 yKpaiHCbKuM My3uaHuM dorpkaopoM. CBoi ome-
p¥ BiH INcaB Ha iTaniiichki i PppaHIyspKi mbpero,
JIEMOHCTPYIOUM BMCOKUII piBeHb MalCTEPHOCTI I
BIUIMB 0apOKOBOI Ta K/IACUYHOI OTIEPHIX TPafVIIiiL.
TpuBammit yac mepiiow yKpaiHCBKOIO OINEpOo
BBaKaBcs «3Janopoxensp 3a Jynaem» (1863) C. Iy-
nmaka-ApreMoBcbkoro. Hammcanmit y Iletep6ypsi,
TOTOYacHiN cromuii Pociitcbkoi iMmepii, 1t TBip
IOEJHAB YKPAIHCHKMI HALliOHANbHUIT KOJIOPUT,
MYSWYHI BIUIMBY iTa/iliCbKOI OIepy 1 JIBOMOBHE
(B opurinai) mbpeTo, e YKpaiHIi CHiIKyITbCA i
CIiBaIOTh PiJIHOX0 MOBOIO, a TYPELbKII1 Bip — PO-
CIIICbKOI. B OCTaHHI fecATUNITTA OnepHi Tearpu
HaMaraTbCA YaCTKOBO BIIMOBUTHUCA Bifl pajidH-
CbKOI pefjaKIii mbpeTo Ha KOPUCTb OPUTiHATIBHOTO
TexcTy. Haiianbiie B iboMy HanpsAMi mitia JIbBis-
CbKa OI1epa, Jie TBip 3 JIOr0 BUPA3HMM KOJIOHiasIb-
HIM KOTOPUTOM 6Y/I0 JOKOPIiHHO HepeoCMICTIEHO.
IITe opmyH 3HAKOBMII TBIp B iCTOPII YKpaiHChKOI OIIe-
pu, «Tapac Bynb6a» M. JIucenka, HabyB 0co6mMBOL
THOIY/IAPHOCTI B PafiAHCHKIIL YaC Y HOBIM pefaKIil,
AKy crBopyn b. JIaromncekmit i J1. PeBynipkmi Ha
nibpero B pemakuii M. Punbcpkoro. Bemvika Kinb-
KIiCTb OIepHIX TBOpiB Oy/Ia HamycaHa B YKpaiHi 3a
PaJSAHCHKUX YaciB 3aBJAKM JIep>KaBHIN MiATPUMI
K/IaCMYHOI MY3UKM 1 BCyneped HEOKONOHiaTbHUM
imeonoriyHMM HacTaHOBAM Ta oOMexeHHAM. Humi
1eil TIaCT TBOPIB € HAMOIIBIINM BUKIMKOM IS
YKPAIHCBKMX OINEPHUX TeaTpiB 1 TMX [iA4iB, AKi
dopMyIOTD lep>KaBHY KYIbTYPHY NOITUKY.
YkpaiHcbka omepa HesanexHoi Ykpainu HaOyBae
HOBIX CMMUCTIB i >KaHPOBUX OpPM, IHTerpyI0dNCh ¥
CBITOBUIT KYNIBTYPHUIT IPOCTip. YKpaiHCBKi OIepHi
BUKOHABIII Ta KOMIIO3UTOPY aKTUBHO CIIiBIIPAI[IO-
I0Tb i3 3aKOPOHHMMM TeaTpaMy Ta HeCTUBAAMIL,
10 CIIPMAE NOMY/IAPU3ALiI YKPAaIHChKOI KYIBTYPU Y
cBiti. Cy4acHa ykpaiHCbKa onepa mparHe 36epiratu
V1 pO3BMBATH HalliOHA/IbHI TpaJyLlii, BOJTHOYAC €KC-
TIePVMEHTYI0UN 3 HOBMMM (GopMamy Ta 3acobamu

BUpaXeHHA. e 703Bode€ i 3aMMIIaTnCs aKTyalb-
HOIO, L[iKaBOIW [/ Pi3HMX IOKOMiHb ITIA/ja4iB, Bi-
fobpaskarouy 6araTcTBO Ta PO3MAITTA YKpaiHChKOI
KY/IbTYPH.

CydJacHe omepHe MMCTENTBO B YKpaiHi IIpo-
JIOBXY€E PO3BMBATUCA B PeNEepTyapHMUX ONEPHUX
TeaTpax, 0 AKMX Hamexarb HalioHambHa omepa,
Kuicbka MyHinmmanbHa omepa, OmepHa cTypmid
HMAY (Bci — m. KuiB), JIbBiBcbka, Opecbka, Xap-
KiBCbKa, [IHIpOBCbKa omepy, a TakoxX JoHerbka
orepa, IO TMMYACOBO IepebyBae Ha OKYIOBaHIil
teputopii. [Ipore memami wyacrilme 3’SBIAIOTHCS
oIepHi BUCTaBY Y pOpMarTi HedaIe)KHNX IPOEKTIB,
iHilliaTOpaMy AKMX CTalOTb HEJEp)KaBHi Oprai-
sanil. MiciieM moxasy MOXYTb CTaTy i TpajuIlifi-
Hi omepHi Tearpy, i LIJIKOM HeCTAaHJAPTHUIl /1A
onepu mpoctip. Ii mpoexTy, HepigKo KaMepHOro
¢opmary, npuBHOCATb CBiXI ifel Ta HOBI migxoxN
B OIIEpPHE MJCTELTBO, MAITh COL{iaIbHy CIIPAMO-
BaHICTb, OPYLIYIOTb aKTYa/IbHi /I YKPAaIHCHKOTO
IIOCTKOJIOHIa/IbHOTO CYCIIi/IbCTBA IIUTAHHS, IIPOIIO-
HYI0Y) HOBi HOITIAM Ha YKPaiHChKY KYIbTYPY Ta
IIeHTNYHICTD.

OpHuM i3 HAMMOMITHIIINX He3aeXHUX OIep-
HMX TIpOeKTiB B YKpaini crtama «Hosa Omepa»
(Nova Opera), sxy 2014 p. B KmueBi 3acHyBasB
B. Tpoiupknit. Ile komekTuB pisHMX MUTLIB, fAKi
NPALI0Th HaJ| CTBOPEHHAM HOBMX (OpM cydac-
HOTO MYSMYHOTO Te€aTpy: CHMHTETUYHMX >KaHPiB,
neppOpMAHCIB, Y AKUX BIIbHO NOEHYIOTHCS MY-
3UYHMI aBaHIapfl, POK, TPUTOPIaHCHKUII XOparl,
¢onbkIopHi iMpoBisanii, HeTUIIOBNI CIIiB, Heaka-
JleMi4Hi METOIM TPY HA MY3UYHUX iHCTPYMEHTAX,
VjIHT Ta 1Ba eleKTPOHiKa. [IepIIor 10cTaHOBKOKO
Tearpy Oyma omepa-iMmposisania «Kopioman» 3a
tparepiero B. Illexkcripa. Penepryap «Hosoi Ome-
pU» CKTafaoTh omepa-peksieM «[YOV» (3a Kuu-
roro Vosa), onepa-niu «HempOcTi» (32 pomanom
T. IlpoxacbKa), orepa-1mpk «BaBuyion», onepa-6anet
«KoBuer», omepa-mactka «Borjuex» (cmiBmpanus 3
I0. Isgpuxom), mysuxa go Bucrasn «lamner» (IBa-
HO-QpaHKiBChKMIT TeaTp), QyTypUCTMYHA OIepa
«AepodoHis», onepa-antuyromis «[as» (y criBmpa-
ui 3 “Yara Arts Group”), PhD-onepa «IIpo 110 MoB-
4nTh 3aparycTpa» (3a Himme). ¥ motomy 2021 p.
B MeXax BifsHaueHHA 150-piyud Bif [HA HapoA-
xeHnA Jleci Ykpainkn «Hosa Onepa» mpesenrtysa-
na Re:post-onepy «JIE».



«HoBa Omepa» 4acTo 3BepTa€TbCs O COLianb-
HUX HpoOyeM, SK-OT POCiiicbKO-yKpaiHCbKa Bili-
Ha, CYCII/IbHO-IIOMITHYH] KOH(b}IiKTI/I. Hanpuknan,
CTBOpeHa 3a MoTMBaMu 0i0miitHOI icTopil omepa
“IYOV” npomnonye po3gyMu Ipo JIOACbKe CTPax-
IAaHHA, BIpy Ta BUTPUBAIICTD Y KOHTEKCTi Cy4acHUX
yKpaiHcbkux peaniit. Ls omepa 6yna npecrasieHa
Ha 0araTboX MDKHApOJHUX (ECTUBAJIAX, BKIIOY-
HO 3 MepIopAfHMMM 3axofjamyu B Porreppami
(O. Festival) i Toakonsi.

Y cBoix BucraBax «Hosa Omepa» akTuBHO fi0-
CKYE IIOCTKOMOHIA/IbHI TeMU, 3BEPTAIOYNCh [0
iCTOpMYHMX NOAili Ta HACTIJIKiB KOJIOHia/IbHOTO M1-
Hynoro. Hanpukaz, onepa «[as» gocmimpkye remy
HAaCIIbCTBA 11 perpecili, ra30BUX aTak, 1o Oy 3a-
cobom tepopy y XX ct. I]1 mocTaHOBKa CTaja CUM-
BOJIOM IPOTECTY IIPOTH TOTA/IiTAPHNUX PEXMUMIB Ta
BYIKOPVCTaHH: HACU/IbCTBA AK IHCTPYMEHTY BIafIN.

Oppasy BapTO HasBaTyu Iie fiBa CIIOpifHEHi i3
«Hosowo Omneporo» mpoextu. lle, mo-nepue, Jla-
6oparopis cydacHoi omepu “Opera Aperta’, sKy
3acHyBa/M KoMnosutopu i1 pexucepu P. Ipuropis
i1 1. Pasymeriko. MaHidecToM 1iiel koMaHay cTana
apxeonoriuna omepa «YopHobmmbropd» (2020),
AKa JOCHIPKYE KONOHIaNbHI ACIEKTH €KOJOIid-
HUX i ryMaHiTapHUX Katactpod. Y >xoBTHi 2021 p.
KOMaHfja TpepcTaBuia mpoekt “Opera Lingua’, y
AKIM MUTL ITPALIOIOTh HaJ JeKONOHI3ali€l0 yKpa-
iHCBKOTO KYNBTYPHOTO IPOCTOPY, MPOTYCTAB/IA0-
4J1 HalliOHA/IbHI KYIbTYPHI elleMEHTH IMIIEPChKUM
BIUIMBAM, AKi TPMBA/INIl Yac JOMIHYBa/IU B YKPaiH-
CbKOMY MMCTelTBi. [[Ba iHIIi BifloMi IIPOEKTN L€l
¢dopmanii — onepa “Genesis” (2022), y sikiit ocmuc-
JIeHO peanii mepumx MicAliB MOBHOMACIITaOHOT
pociiicbKo-yKpaiHcbkoi BiltHM, i omepa “Gaia-24”
(2024), npucssayena pociiicbkomy mifpuBy Kaxos-
CbKOI 1aMOu.

[nma opranisanisa, mo possusae imei «Hosoi
Omnepu», — ne mpoekt “Porto Franko”, bectusans
cydacHoro mucrenra. dectyBanb BinbyBaeTbcs
B [BaHO-QpaHKIBCbKY i NpUBEpPTAE yBary fio Cy-
qacHNX (OpM MMCTEITBA, BKIIOYAIOUM EKCIIepH-
MEHTa/bHI ONepHi MocTaHOBKU. Opranizaropu
3aX0ly IparHyTb 3aay4yaTy MOJOAY aBAUTOPIIO,
iHTerpyBaT! MICTELTBO B MIOBCAKIEHHE XUTTA Mi-
CTa, IOPYLIYBaTy aKTya/IbHi IUTaHHS eKO/OTii, yp-
6anisaii, corfianpHoi HepiBHOCTL. “Porto Franko”
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Tparye JeKOHCTPYIOBATY KOJIOHIa/IbHI HApaTUBY Ta
CTBOPIOBATM HOBI, a/IbTEPHATVBHI Ky/IbTypHi MO-
feni. B onepuux npoekrax decrusamo icropuysi
TeMM IIEPEOCMICIIOITCA B CYYaCHOMY KOHTEKCTI,
110 JO3BOJISE BUCBITIUTU CKIAJHI MUTAaHHS HAI[io-
HaJIbHOI IaM ATi 11 ileHTUIHOCTI.

BaxnuBow mnofier0 B AiANbHOCTI TPOMafChKOI
oprawisariii «TeaTpanbHa m1aTpopMa» CTaB IPOEKT
«[ToBiuHO BaxxmmBO» (2019), EeHTpaIbHUMM TOLi-
AMM AKoro Oymn fexinbka mokasis «[TEHITA.ome-
pa» — TBOpY KOMIIO3MTOpa 3. AJIMalli i Apamaryp-
runi T. KnieHko, 0CHOBaHOMY Ha iCTOpisX JOBIYHO
YB’sI3HEHMX >KiHOK. []eif mpoeKT MaB IiiIKoM Ipar-
MaTUYHY METY — JOKOPiHHMI IEperAf YKpaiH-
CHKOTO 3aKOHOJABCTBA I[OI0 JIOBIYHO VB A3HEHNX.
I BogHOYac BiH CTaB KPaCHOMOBHOW MeTahoporo
IIOCTKO/IOHIa/IbHOI CMTYyalil YKpaiHm, JeknapysaBs
NoTpely B JiepXKaBHiil Cy6’€KTHOCTI 1 MOJZOMAHHA
KOJIOHIa/IbHOTO iCTOPUMYHOTO MyHYynoro. IIpukmaz
«[IEHITA.onepa» foBOAUTD, 1[0 MUCTEIbKI Opra-
Hi3allil, AKi He CIEeIia/Ii3yThCA Ha OIIEPHOMY XKaH-
pi, MOXYTb CTaTH TBOPLAMY CaMOOYTHIX HOBAaTOp-
CBKIX HIIIIaTuB.

PeBisig KonoOHianbHOTO MUHYIOTO YKpaiHM CTaa
OJIHI€I0 3 TeM AiATIbHOCTI He3aIeXXHOI IardopMu
“Open Opera Ukraine’, o crenjiaisyeTnbcs Ha paH-
Hill My3uLy, icTOpMYHO iHYOPMOBAHOMY BIKOHAB-
CTBi /I My3UYHOMY IIPOCBITHUIITBL. Y Iepiii pokn
po6oTH OpraHisallis KOHIEHTpPYBala CBOi CU/IM Ha
6apoKoBill onepi, aje HUHi AKTVBHO OIIAHOBYE IIPO-
CTip YKpaiHCbKOI XOpOBOi My3uKn. Benuki mpoextn
“Open Opera Ukraine” — «Jlimona ta Exeit» [Tepce-
nna it «Anc i lanaresa» [eHnens — craam He TiTbKK
3Pa3KOBIUMM MUCTELbKUMM NOAIAMU. BOHM Takox
POSIVPUIN TPAAULIHWI OIEPHUIT pemnepTyap,
3QJTyYMBIIN IO HBOTO GAPOKOBI MAPTUTYPH i TUM
caMUM JJONMy4YMBIIM YKpaiHy N0 BEeNMKOI Tpajmiii
€BPOIIEIICHKOT0 6apOKOBOTO BUKOHABCTBA.

BucHoBKM 11 mepcrieKTUBY MOFATBIINX FKOCTi-
JUKeHb. IcTopiA YKpaiHCBhKOI Olepyu € CKIAJHOM i
GaraToOrpaHHOI0, BOHA BioOpaXka€ BIUIVBM Pi3HMX
KY/IbTYPHUX Ta MOMITUYHUX KOHTEKCTIB, TPUBAJIO-
ro 6esfiepXkaBHOTO iCHYBaHHA YKpaiHCBKOI Halii,
pospineHol Mix aBoMa immepiamu. Lli BrmBm i
JVCKYCII 100 KOMIOHia/NbHOI CIA/IVIHU CIPUYM-
HI GOpMyBaHHA YHiKaIbHOI omepHoi Tpajmii,
AKa TOE/JHYE e/IEMEHTH €BPOIENICHKOTO MUCTETBA
3 Hal[iOHA/IBHVMMY OCOOTMBOCTAMI.
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CyuacHi onepHi mpoexTy B YkpaiHi Bifobpaxa-
I0Tb Ieil OaraTorpaHHMII CIIaJiOK, aKTMBHO iHTe-
TPyIOUM HalliOHAa/IbHI MOTUBY Ta IIOCTKO/IOHIa/IbHI
TEMI Y CBOI IIOCTAaHOBKY. BOHM BUKOPUCTOBYIOTH
omepy 5K 3acib /I BifHOB/IEHHS 11 BUPa)XeHH Ha-
IIiOHA/IbHOI iJeHTNYHOCTI, 0 0COOMNBO AKTya/lb-
HO B KOHTEKCTI CYYacCHMX COLia/IbHO-NOMITUYHMX
peaniil pociiicbKO-YKpaiHChKOI BiliHU. Baxnnsum
ACTIEKTOM CYYaCHMX YKPAiHCBKMX OIEp € BUKOPH-
CTaHHS Hal[iOHA/IBHOTO (ONIBK/IOPY, AKWII OTIOMa-
rae 30epiraTyu Ta IepefaBaTy KyJIbTYPHY I1aM STb.

XapakTepHO0 0COOMMBICTIO CYYaCHUX ONEPHYX
IPOEKTIB € IXHiil IPOTECTHUI [yX, IPATHEHHA [0
iHHOBaLill Ta eKcrmepuMeHTiB. lle NpoABIA€TbCA
K y BUOOPI TeMaTHKM, TaK i B criocobax peaisargii
N0CTaHOBOK. HesanexHi mpoekTH, AKi MalTh COLIi-
aJIbHi ACIEKTH, NEMOHCTPYIOTh BaXK/IMBICTh OIEPYU
AK IHCTPYMEHTY A/ COLia/ZbHOI KPUTUKM I TPO-
MaJIAHCbKOI aKTMBHOCTI. BOHM aKTMBHO JOCTIIKY-
I0Th TIOCTKO/IOH{a/IbHI MOTVBM, pedeKCcyodn Haf
iCTOpMYHVIMY TpaBMaMM Ta CYYaCHVMMY BUK/IMKA-
MI YKPAIHCBKOIO CYCII/IbCTBA. IHIIOKW Ba)XXKIMBOXO
XapaKTepPUCTUKOI CYYacHOI YKPAiHCHKOI OIepu €
il BIIKpUTICTDb 10 MDKHapOJHOIO BIUIMBY ¥ CIIiB-
npati. Ile cipuse oOMiHy ifessMyt Ta KYIbTYpPHOMY

JliajIory, JOIOMarayy yKpalHChKiil o1epi iHTerpy-
BATICA B I7I00A/TBHNIT KOHTEKCT.

CydJacHa yKpaiHCbKa OI€pHA ClieHa € AMHaMiy-
HUM Ta 6araTolapoByM MPOCTOPOM, Jie B3aEMOTi-
I0Tb HalliOHA/IbHI TPAAMIiI, TOCTKOMOHIaIbHI yC-
KYpCcH Ta CydacHi inHoBaniitHi nigxoau. Lle poouts
OIlepY BOX/IMBYUM Maii[JAHYMKOM /I BUC/TOB/IEHHSA
11 pedrekcii Haj HAIiOHATBHUM i IIOCTKO/MOHiA/b-
HUM JIOCBiIOM YKpaiHM, @ TaKOX iHCTPYMEHTOM
it GOpMYBaHHS KY/IbTYPHOTO TaHAUA(TY Ta mIif-
TPUMKMY IEMOKPATUYHMX IIPOLECIB Y KpailHi.

IlepcnexTuBM HOCTifKEHH:, 30KpeMa Ha Mare-
pia/li HOBMX COLiaJIbHO OPI€EHTOBAHNUX OINEPHUX
TIPOEKTIB, Iepef6adaoTb pi3HOCTOPOHHE BUBYEH-
HA KOJIOHIaJIbHOTO BIUIMBY Ha PO3BUTOK YKpaiH-
CbKOI OIlepy, aHali3 MOCTKO/IOHIaIbHUX MOTHUBIB
Ta COLIia/IbHOI KPUTUKY B Cy4aCHUX MIOCTAHOBKAX,
BIUIMBY HAIiOHATbHOI Tpaauuii i, 3okpema, ¢orb-
KJIOpY, Ha Cy4acHi OIepHi IPaKTUKY, a TAKOX 0CO-
OnmuBOCTeil iHTerpaiii aKTyambHOI yKpaiHCBKOi
OIepM Y CBITOBMII KY/IbTYPHUIT KOHTEKCT 3a [IOII0-
MOTO}0 MDKHAPOJHOI CIIiBIIpaIii.
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L II. Ieuepancovxuii. ITudpposa Tpancdopmanis
KiHeMaTorpady K YMHHUK (OpMyBaHHSA HOBOI Bi3y-
QJIPHOI eCTeTHKM: aHaTi3 3apyOLKHOTO KiHOFUCKYpCY
no4atky XXI cromitra

HocrmimkeHo 3apyObKHMIT KIHOFUCKYPC IOYaTKY
XXI cT. i Ha OCHOBI IIbOTO aHAMI3y POKPUTO LUPPOBY
TpaHcopmariio KiHematorpady sk uMHHMKA GOpMY-
BaHHA HOBOI Bi3yalbHOI €CTETMKN. AKIEHTOBaHO Ha
TOMY, [0 KOMIT IoTepusalis Ta uudposisaria BIVIMHY-
T Ha TIOSABY HOBUX JKAHPOBO-TEMATUYHUX YTBOPEHb
y Mexxax KiHemarorpady, HOpPOAMBIIN HOBi CTPYKTYpH
penpeseHTallii, HOBUII KOHTEHT, Ta iHillioBamyu Iepe-
OCMUC/IEHH POJIi KIHOMUCTENTBA B CYCHiNbCTBi. [JoBe-
JieHO, 10 mix BrummBoM Hudposizanuil gemarepiamisanis
KaMepy JleTepMiHy€e pO3BUTOK €CTETMYHUX CTUIIIB, AKi,
3aBAYyI0UN TiOpyaHOCTI MdPOBUX 306pakeHb, BUXO-
IIATD 3a MeXi BisyanbHOTro peanismy. Takox 3’sICOBaHO,
o KiHO 3.0 eKCIepMMEHTYe 3 HOBUMMM BIUIMBaMU Ta
JKaHPOBOI TiOPUIHICTIO i1 1ji eKcrepuMeHTH Gesmoce-
PERHBO CIPUYMHAIOTH PO3BUTOK HOBOI Bi3yanbHOI ec-
TETUKM.

Knrouosi cnoBa: kinemamozpad, yugposa mparcgop-
mayis, Lgugﬁpoei mMexHo702il, HOBA Bi3YANbHA eCemuKa,
NpomenmuuHuli MOHMAdN, KOMN I0Mepu3ayis ma oema-
mepianizauis kamepu, YyuPposa aHimayis.

I. Pecheranskyi. Digital transformation of cinema-
tograph as a factor in forming a new visual aesthetic: an
analysis of the foreign film discourse at the beginning
of the XXI century

The purpose of the article is to consider the process
of the digital cinematograph transformation as a factor
in forming a new visual aesthetics through the analysis

of the foreign cinema discourse at the beginning of the
XXI century.

The methodology of the research is based on a
holistic approach, which involves formulating a picture
of cinema in the digital world, based on different points
of view of directors and film critics on the results
of the impact of new technologies on reforming the
foundations of cinema, resulting in the formation of a
new visual aesthetic. This dictates the use of discourse
analysis (a method of studying the content) of reviews,
comments, surveys, etc. related to innovative approaches
in the film industry. An attempt to define the influence
of new media on cinematic aesthetics involves the use of
the principle of techno(media)determinism, which helps
to reveal the interconnections of technological, stylistic,
programmatic, and socio-cultural processes.

The results. It is confirmed that the computerization
at the beginning of the XXI century actively contributed
to the formation of new structures of representation
and content, and also initiated a rethinking of the role
of cinema in society. Digital technologies have freed
traditional cinema from its aesthetic and stylistic tropes
and languages, thus opening up cinematic aesthetics to
the influences of automatisms integrated into digital
tools and computer software. It is emphasized that,
along with the choice of long shooting, deep focus
and A. Bazins theory of the objective machine, where
the filmmaker’s prejudices are minimized, proleptic
editing and indexicality are also perceived as a choice,
not as format-driven limitations. The computerization
and dematerialization of the camera turns it into a co-
creator and co-director, thereby dictating a new logic of
seeing the mise-en-scene and the nature of authorship,

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



and also determines the development of aesthetic styles
that, thanks to the hybridity of digital images, go beyond
the boundaries of visual realism. It is found out that the
optimization and further spread of compositing, as well
as digital intermediaries, changes the indexical nature
of cinema and creates conditions for the consistent
hybridization of visual forms and the transformation
of aesthetic styles that become more similar in their
characteristics to the visuals of video games and graphic
novels than to photography.

The scientific novelty. The article for the first time
analyzes different points of view of foreign directors
and film critics in the first decade of the XXI century on
the consequences and prospects of the impact of digital
technologies on reforming the foundations of cinema,
and also considers several creative experiments within
the framework of cinema 3.0 with new influences and
genre hybridity that have influenced the formation of a
new visual aesthetic.

The practical significance. The results of this research
can be used in the educational process when teaching
a general course on the history of cinema and special
courses on the digital transformation of audio-visual art
and cinematograph in particular.

Keywords: cinematograph, digital transformation, digital
technologies, a new visual aesthetics, proleptic editing,
computerization and dematerialization of the camera,
digital animation.

IlocranoBka mpoGmemu. Bimoma dinocodu-
Ha [. Apenpr y nepenmosi o npani B. benbsamina
«Imominanii» (1969) HatAkHyna, mWo BiH 6yB mpo-
HUKIMBUM aHAITUKOM 1 IiarHOCTUKOM TeXHO-
noriit XX CT. caMe TOMY, 1J0 BUABMBCA JTIOVHOIO
XIX cr., sixa xuBe y XX ct. (Benjamin, 1969, p. 22).
AHa/I0oriYHO MOXXHA CTBEP/PKYBATH il PO KiHO, AKe
3 TO3MILiI MUHY/IOTO CTOMITTA € «CIOCTepirayem»
3a XXI cT., T06TO Ha TmpuKIazi fioro Meramophos
Ta €BOJIIOLiI MOKHA IIPOCTEXXUTY IePeXif Bif iHy-
cTpianbHOi 1o ImdpoBoi Kynsrypu. Bapro moropu-
THCA 3 ICTOPUKAMI KiHO B TOMY, 1110 BOHO TPUBa/INil
4ac «OMMPAnocs» TpaHCPOPMALIHUM TepeTBO-
PEHHAM Y HOBi Meflia, 3a/MIIAKYUCh CKIAfHUM Y
YaCTVHI BUPOOHUITBA, BifTBOPEHH, MOIIMPEHHS
Ta JIEMOHCTPAIlil, O MOMEHTY KOMII I0Tepu3allil
Ta Tepexofy Ha 1y¢posi TexHomoril. I Bce-Taku
Ile CTanocs: KiHematorpad BMUO3MiHMBCA 3 iHAY-
CTpia/IbHOTO MUCTETBA HA €E€KTPOHHE, a TAKOX
Ha «TeIeKY/IbTYPHY POPMY Ha CTHKY MIUCTEITBA Ta
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inpopmauii» (Daly, 2008), TuM camum nepeTBOpUB-
IIVCh Ha L[iKaBMIl Ta aKTya/JbHUII 00’€KT aHasi3y
MefjiaapXeosIoriB, KIHO3HABIIIB 1 TUX, XTO 3a/IMa€Th-
CA ayfioBi3yalbHUMM CTYAIAMY, 30KpeMa BUBYAE
mutaHHA 1udposoi Tpanchopmanii aymioisy-
QIBHOTO JTAaHAMADTY Ta 0T0 OKPEMUX eKOCHCTEeM
(kiHO, TenmebayeHHs, BileoapT, KOMITIOTEpHI irpn,
aHimarii Tomwo). IIpn IIbOMY HeoOXiHO PO3YMiTH,
1o nudposa TpaHcHOpMALis eKOCUCTeMN KiHeMa-
Torpady 6esnocepeHbO BIUIMHYA i Ha Bi3yabHY
Ta KiHOECTETHKY, IO 1 HOCI € MalOJOCTiKEHNM
NUTAaHHAM Y MeXaX YKPaIHChKVX ay/liOBi3yabHOTO
Ta MUCTELTBO3HABYOIO AUCKYPCiB.

AHami3 OCTaHHIX ROCTiIKeHb i MyOmikamiii.
HaykoBa jirepaTypa, mIpucBsueHa BUBYEHHIO
BIUIMBY L[M(POBUX TEXHONOTI HA KiHOMIUCTEIITBO
1 TiCHO 1OB’A3aHOI 3 HUM iHAYCTPii, ABIAE cO6OM0
COJILHMIT MacUB [ICepTaLil, MOHorpa(biﬁ, cTarert,
OITIAZiB, pelieHsill, Y AKMX BUCBITIEHO Pi3HOCTO-
POHHI acrexT Iiei mpobmemn. 3 ocTaHHIX JOCTi-
JPKeHDb 1 MyOmiKariil y 1jboMy KOHTEKCTi IOTpibHO
BinsHaunTy mpano A. Comigopo Ta [Ix. Bickysi
«lqucdposa Tpanchopmaris Ta iHHOBawiliHa 6i3-
Hec-MOfeNb y KiHoiHAycTpil: mpukiag Movieday.it»,
y AKill aBTOPY 3a3HAYAIOTD, 1110 IUPOBi TeXHOTOTii
I03BO/AIOTh TPAaHCOPMYBATH BCTAHOBJIEHI pMH-
KOBi Mexi Ta 6i3Hec-Mozeni KiHOIHAYCTpIl, yMOX-
JIUBJTIO0YY PEKOH(Irypanilo KOHIENTya/TbHNIX 3a-
caJl TIOIIMPEHHA KiIHOKOHTEHTY 4epes KiHoTeaTpy,
a TaKOXX KOHIIENII KiHOTeaTpy AK TPajuIiifHOIo
IPOEKLINHOIO NMPOCTOPY Ta IHCTUTYLITHOTO Mail-
manunka (Solidoro & Viscusi, 2020). Y. Yen naro-
JIOIIIYE, 110 HEBIVHHA TpaHCPOpMaLlis 1uppoBoro
KiHO Ta TeXHOJIOTil1 iHiIlif0€ eBOMIOI[iI0 eCTe TUIHIX
CICTEM 1 KaTeropili, 140 € IIOKa3HMKOM XY/J0)KHbOTO
Tporpecy, a Konabopanis cTapux i HOBUX TeXHO-
JIOTiVI Y CUHeprii 3 OpUIiHANbHOK KiHOCKCTEMOK
TIPYICKOPUIM PO3BUTOK LMPpPOBOi KiHOTEXHOMOTIT
caMe SIK eCTeTUYHOI MOfIeli, 110 BUXOAUTH 3a MeXi
OpUTiHA/IbHOL CUCTEMU 3 TOYKM 30PY BipTya/lbHMX
00pasiB, MPOCTOPOBO-YACOBMX KOHIEMIiif, Ha-
paTMBHUX 3acaj, 3B’A3KiB 3BYKy 1 300pakeHH,
nepconaxis (Chen, 2022). I Honr Tanb Ta I. [Is0
BB)KAIOTb, 1[0 3 €CTETUYHOI TOUKM 30py Hudpo-
Be KIiHO [IEMOHTYBA/IO fieAKi TeOpeTUYHi OCHOBU
Ta BOX/INBI KOHLEMNLI] TpagNULiliHOI KIHOeCTeTUKI
CTOCOBHO OHTOJIOTii (inbMy, a 3MiHNM Ta Iporpec
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IPUHINUITY CTBOPeHHs 11pPOBOro KiHO, ayiosi-
3ya/ibHe CepefloBUIIe il XapaKTePUCTUKI Mefia ic-
TOTHO BIUIMHY/IM Ha CTBOPEHHA KiHOMICTEITBA Ta
ecTeTnyHi cMaku ayguropii. PeHoMeH 1mdpoBoro
aHTpornoMopdHoro GinbMy i iMepciitHnit pexnm
CIIPWIIHATTS. MY/IBTUMERIHOTO 3BYKy Ta 300pa-
JKEHHA iJlea/lbHO peasisylTh Ha Cy4aCHOMY eTalli
cBOOOMY I TPAHCIEH/IEHTHICTh €CTETNYHOTO JOC-
Bily ImQppoBoro QinbMy, € BXXIMBUM YMHHIKOM
po3BUTKY Ta eBomonii kinoecTeTnky (Nong Tian &
Diao, 2023). Y npaui «KinoBrpo6HuuTBo T2 Bifeo-
apt B mdposy epy» A. TopyH akiieHTYe Ha TOMY,
o 1MQpoBi IHCTPYMEHTV POSIIMPUIN He JIVIIe
TeXHIYHI MO>X/IMBOCTI KiHeMaTorpadictis, a 11 Ha-
patuBHi Ta ecreTuyHi Mexi. KoHBepreHuia muc-
TEelTBA, AM3AlHY Ta oLM(PYBaHHA BiIKpUIa HOBY
epy TBOPYOCTI, Ie TEXHOJIOTil OpraHiYHO iHTerpy-
I0TbCA 3 XY[OXKHIMM KOHIEMILIAMM, a Iepexifl Bify
aHaJIOTOBYX 710 IM(POBUX METOIB IeMOKpPATU3Y-
BaB KiHOBMPOOHWIITBO, 3aIIPONIOHYBABIIY PO3IIIL-
peni MoxxnuBocti onosini. Kpim Toro, interpanisa
LITYYHOTO iHTeNEKTY MOCKMNIA 1ii eeKTH, 3MiHNB-
um HapatuBu Ta ectetuky (Torun, 2024). Cepen
YKPAIHCHKIMX aBTOPIB TAKOXX MOYKHA 3TaflaTyl Ki/lbKa
iMeH, AKi NpUCBAYYBaIN CBOI PO3BIJKM 3a3Haye-
Hill po6nemarui, npumipoM, crarti I. 3yb6aBinoi
(2008), 1. Tleyepancpkoro (2023) Ta in. OpfHak e
CKOpiIlle OOAMHOKI CrIpo6, TOfi AK KOMIUTEKCHO-
To aHaji3y BIUIMBY Ta poii unQpoByX iHHOBALL Y
TpaHchoOpMallii ecTeTUYHO-XYAOKHIX 3acaj KiHe-
marorpady i1 joci HeMae, 10 JIMIIIe aKTYasTIi3ye 1o
HAyKOBY PO3BifIKY.

Merta cTaTTi — pO3MIAHYTH TIpoliec LpoBOI
TpancopMmariii kiHemarorpady Ak UMHHUK (op-
MYBaHHA HOBOI Bi3ya/JIbHOI €CTETUKM, 3[i/ICHNB-
WY aHaM3 3apyODKHOro KiHOZMCKYPCY IOYaTKy
XXI cT. 3a3HaueHa MeTa JOCATAETHCA LUIIXOM BM-
pillleHHA TAaKVX 3aBJaHb: 3 ACYBAHHA IIEPEIYMOB i
OKpeC/eHHsI KOHTEKCTY KOMITIoTepu3aliii Ta mud-
poBisalil KiHOramysi, a TAKOX aHali3 JYMOK 3aXifi-
HUX KIHOKPUTHUKIB 1 pexycepis, AKi Ha IpUKIafi
OKpeMMX KiHOTBOPiB HaMaraamuca KOMEHTYBaT!
dopMyBaHHs HOBOI Bi3ya/bHOI eCTETMKM SK pe-
3y/bTaT IMQpoBoi TpaHchopMalii KiHemaTorpady.

Metoponoria mocmimxkennsa. Ile mocmimkeHHS
6a3yeTbcsA Ha XOMCTUYHOMY MifIXOfi, 3aCTOCYBaH-
Hs SIKOTO Tepef6adae posriaf MosnLilt 6ararbox
TEOPETHKIB KiHO Ta KpUTUKiB mo4yaTKy XXI cT. i1

(GopMyBaHHS KOMIUIEKCHOTO 0ayeHHs CUTYaLl.
[Ipy 1bOMY TONOBHMII aKIL[eHT 3pobmeHo Ha Qop-
MY/TIOBaHHI KapTMHIU KiHO B 1[1IppOBOMY CBiTi, I]0
BUIUIVBAE 3 Pi3HMX TOYOK 30Dy PEXMCEPIB Ta €KC-
IIEPTiB 3 IIPUBOJY PE€3y/IbTaTiB BI/IMBY HOBYX TeX-
HOJIOTiT Ha pe)OpMyBaHH:A 3acajl KIHOMICTENTBA,
HACTi/IKOM 40ro € pOpMYBaHHS HOBOI Bi3ya/IbHOI
ecTeTUKM. Bpewri, 1ie AMKTYe 3BEpPHEHHA O JMC-
Kypc-aHanisy (MeTOpy HOCTiKeHHS 3MicTy) pe-
1IeH3il1, KOMEHTapiB, OIJIALIB TOLIO, OB A3aHUX 3
iHHOBaniitHMMY MifxoamMu B KiHoiHgycTpii. Cripo-
6a, 3a cmosamn JI. MaHOBIYA, PO3KPUTY BIUIMB HO-
BMX MeJlia Ha KiHOeCTeTUKY, Ilepef6adyae BUKOPU-
CTaHHA NIPMHIUITY TexHo(Mefia)geTepMiHi3My, 110
XapaKTepM3ye 3B’sI3KM TEXHONMOTIYHNX, CTUTICTIY-
HILX, IPOrPAMHMX i COL[IOKY/IbTYPHUX IIPOLECIB.
Buxmag ocHOBHOro Marepiany JOCTi)KeHHH.
Crenndixy xinemarorpady samxau 0ymo [oBomi
CKIMafiHO KoHuenTyamisysaru. [I. Pomosik y mpa-
1i «BipryanbHe XUTTA QiTbMY» OMICYE «KTACKHY-
HUI TIepiof; KIHOeCTeTUKI» SIK cepilo ie6aTiB 1moyio
ineHTIYHOCTI BinbMY, MAKpIMIEHNX apryMeHTaMu
3 mepiapuckypcy (Rodowick, 2007, p. 9-24). Coro
4acy B IMX AebaTax Opamm y4acTb BUIIE3TaaHNi
B. benbamin, 3. Kpakayep Ta A. basen, Hamaraio-
4IChb 3'ACYBaTM BiAMiHHICTD KiHemarorpady Bif
iHmmx BupiB Mmucreuts. CKIagHicTb MORIOHMX
IMCKyciil 6yna 3yMOB/IeHa TiOPUIHO0 MPUPOLOI0
KiHO, CMHTe30M 3BYKiB, MOBU Ta pyXoMmmux ¢oro-
rpadivHnx 3o6paxeHp. Ha 1mpoMy Takox Harmo-
JIATa/IN PaHHI BifleOXyIOXHUKY Ha dori 3 Hamom
[xyn IlafikoM, mepexomosi Mix kagpamu QinbMy
IPOTUCTAB/IANN, 30KPEMA, eIEKTPOHHI BUKPUBJIEH-
Hs1, 300pa)KeHHA HM3bKOI YiTKOCTi i MOTIiK Bifeo-
306paxeHb. Teopernk i kputuk E. Tay6in HasuBae
e «xubHOW0 cemapariero» (“false separation”), Ha
9OMY TaKOXX aKLIEHTYBa/Ii yBary afiel Ty MeiaapTy,
OCKIiZIbKI Ha TOJl MOMEHT BifIe0 He MOITIO KOHKYPY-
BaTyl 3a TEXHIYHUMM Ta XyTOXXHIMU KPUTEPiAMHU 3
aBanrapgauM ¢imbMoM (Taubin, 2007). fx Hacrmi-
oK, deTnmmsanis BKazaHOI pi3HMII BieoMuT-
IIMM Ha €Talli CTAHOB/IEHH: HAIpAMY J03BONN/IA
IIepeopiEHTYBATy apryMeHTallil0 Ha OHTOJIOTII0 Me-
fiyma. A7e B CHTy TOTO, AIK Bifieo 30mmKyBanocs 3
¢inbMoM, BifMiHHICTD IT0YajIa BTpayaTy 3HAYECHHH,
y 3B’A3Ky i3 unm kinokputux M. Japric y 2005 p.
micana Tmpo TepeiivenyBanHs Hbpio-Vopkcbkoro
BifjeoecTnBao Ha Scanners Ta Heoxo4e OaKaHHA



KIHOKPUTHKIB BifI3HAYUTY BIIMIHHICTb Y 3aCTOCY-
BaHHI IUIiBKU 11 Bifjeo mif 4ac cTBOpeHHA (inbMy
(Dargis, 2005). Y 1poMy K4 BOXIMBUMU Ta
BOJJHOYAC CYNEPEWINMBMMM € JYMKM TEOPEeTHKa
KiHo [DX. benToHa, AKMil CTBEpKyBaB, 10 BIPO-
Ba/DKEHHA 3BYKY, KOIbOPY Ta IIMPOKOEKPAHHOTO
300paXkeHHs, 3afiTHHA LUPOBUX TEXHONMOTiN Ha
piBHI Bi3ya/lbHOI pelpeseHTallii IPONLIIO Mali-
K€ HeTIOMITHO (0e3 TeXHIYHMX 3HaHb ayJUTOpil He
3PO3YMITH, Y Te, 110 BOHA IMBUTHCSA, 3HATO, 00-
pobieHo, BifpearoBaHo Ta MOLIMPEHO B Iudpo-
BOMY (opMari), yepes 1o HuPpoBy TpaHcHOpMa-
11if0 KiHO BiH Ha3MBaB «(a/bIINBOI PEBOMIOL[iE0»
(“A False Revolution”). HaykoBeup cTBepaXyBas,
o 1uppoBuUit iHCTpyMeHTapill /MuIle MOJIIye
¢yHKIioHan Ta 3acTepiraB Bifj Oyb-sIKUX CIPOO
KOHCTUTYIOBATY Ha OCHOBI L[(PPOBUX TEXHOJIOTIit
HOBY ecTeTHKY (Belton, 2002, p. 114).

[ niiicHO, yIIpOROBX IIEBHOTO Yacy LA JyMKa
[x. bentona Mana Bary Ta 4MMano NpUXMUIbHUKIB
B aBTOPUTETHUX KONMAX KIHOKPUTUKIB, AKi BBaXKa-
MM, IO Ha PaHHBOMY eTami IMQpPOBi TeXHOMOril
BYKOPMCTOBYBA/IUCA AK iHCTPYMEHT I [IeLIeB-
IIOT0 CTBOPEHHS (iIbMOMORIOHNX apTOO EKTIB.
BaseHiBcbkmit iffean ToTanbHOro peaniamy 6yB Ie-
peTBOpeHNIT Ha 1[bOMY eTami IuQpoBOro Bigeo Ha
inean ToranbHOro KiHopeanmismy. Tak, mporpamHe
3abesneuenns Magic Bullet, sixke pospobnene mis
HaJlaHHs [MPPOBOMY Bifieo OinbInoi KiHeMaTorpa-
GbiYHOCTI MIIAXOM JIOflaBaHHsA 3€PHUCTOCTI Ta 3a
JIOTIOMOTOK0 {HIINX CIOCO6iB ToripuIeHHs 300pa-
KeHHs1, HaI[HOBIIIa Ta HallKpama udpoBa Kamepa,
pemaryBaHHs B ocTaHHil1 Bepcii Adobe Premier —
BCe Iie He Haflinsge uudpoBuit «dimbM» oueBUHNU-
MM IepeBaraMy. Ajie apajienbHoO i3 1[i€l0 TOYKOI
30py YTBEp/KyBajnacd iHIIA, BiLIOBIZHO 1O TOTO,
AK IMIBUAKO IPpOBe KiHO 1040 PO3BUBATY He3a-
JIEXXHY eCTeTUKY Ta cTuib. Pexxucepka C. Apri, fAxa
y cBoemy dinpmi “Gandhi at the Bat” (2006) BinTBo-
proe Buragauuit innupent, kom M. Tanzi Bin6usae
M’s4 3a komanny «Hbio-Vopk Sukis» y 1933 p. Ha
crapioni «JdHKi», ctBepmxye: «[louarkoBa mpu-
Bab/muBictb DV [umdpose Bimeo] mmsa 6Gararbox
pexucepiB MOJATaNA B JIOTO HIDKYI BApPTOCTI BU-
poOHMIITBA, aje 3a OCTAaHHI CiM POKiB BOHO Tiepe-
TBOPWIOCA Ha (POPMAT, AKMUIT IIPOIIOHYE eCTeTNYHI
MOXKJIMBOCTI Ta 3ac00M I TEXHIYHMX IHHOBALil»
(Argy, 2005, p. 97). Inmmit, Bifomimmit pexucep
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[I. Boiin BBaxkae, mo 1ydpoBe Bifieo Kpalie TpaH-
ckpu6ye npocsig XXI cr.: «f Mato Ha yBasi, AKIIO €
3Mora 3i0pary rpoti, 1100 BiI3HATH 1[OCh Ha TITiB-
Ky, HaBilo Bukopucrosysary DV? Bignosigb Ha ne
IITAaHHA [ONATAE B TOMY, K eCTeTUKA IUPPOBOTO
Bizieo iMiTye cmoci6, 3a JOIOMOT0I0 AKOTO MM OTpPH-
myemo indopmanito B XXI cronirri. /ltopn oTpumy-
I0Tb 300pa)kKeHHS, 1[0 IPOEKTYIOTHCS Ha HUX Yepe3
ixHi MOOiIBHI TeedOHM Ta KOMITIOTEPH — BOHMU
3BUK/IN JIO 3€PHUCTOTO, IIKCENi30BaHOIO BUIIALY»
(Fear, 2005, p. 86).

[Dx. boiin HamonAraB Ha TOMY, IO eCTETHKA
1mdpoBoro KiHo 3’ABMIACA 1Lie 0 TOTO, K KiHO-
TEXHOJOTiA CTaja moummpeHow. Imamadi y cBoiX
YJCTIEHHVX 1HTEPAKIiAX 3 KOMIT IOTePHUMI TeXHO-
JIOTiAAMY KYZIBTYPHO Ta €CTETUYHO PO3BUBAIOTHCA:
niparcoki DVD-pmcku ta BipycHi Bigeo, ¢imbmu
Quicktime, 6morn, pyxomi sHaukmu, 306pakeHH:
MOOIIbHMX TeneoHiB GOpMyBamu B HUX pelpe-
3€HTATVBHUI eCTeTWYHMI JOCBiT O MacOBOTO
noumpeHHs BebBieo i 1uppoBux Bizeokamep.
Un o3Havae Iie, 1m0 BKasaHi Gpopmu He 6a3yoThb-
s Ha MOJIE/IAX aHAIoroBoro Kino? Mipkyroun Haf
uuM muTaHHAM, K. Jleiin posBuBae okpecneHMit
cBoro vacy JI. Manosuyem y «MoBi HOBUX Mefia»
(2001) BexTOp JOCTIIKEHHS, @ CaMe, SIK JIOTiKa HO-
BUX MeJlia BIUIMBA€E Ha KiHO, 1 Oi/bllle CXMIAETHCA
[0 CTBEpAHOI BifimoBifi Ha ne muraHHA. OxpiMm
3€PHIUCTOCT] i1 MiKCeNMbHOCTI 11 POBOTO Bifieo, [0
BOXIMBO J/IA CYYaCHOTO J[OCBily KOpPMCTyBadya,
BOHO Mag IIle J1 iHIIMIT acleKT — € TOCKOHAJIILINM
i giTKinmM MOPIBHAHO 70 TUIiBKY, Y 3B’SI3KY i3 4iM
UL CTBOPEHHS «KiHeMaTorpadivHux apTeakTis»
IPOCTO HeOOXifIHi CreljianbHi METOMM Ta MPOTpaM-
He 3abesnevenns (Prince, 2004). Yce > KiHOIIIiB-
Ka He Ma€ TaKoi 4iTKOCTi Ta IIMOVHM pi3KOCTi K
undpose Bifieo: Tak, BOHA CIIPOMOKHA BiITBOPUTH
fleTani B ACKPaBO OCBITIEHNX MiCIAX, fie Iudpose
Bifieo «BMOYXa€», ajie OCTAaHHE MOXKe 6aunTy B TiHi
TaK, AK He MOXe IIIiBKa. Bineo 6pakye sepuucrocri,
AKY MO’KHA BITHOBUTH 32 [JOIIOMOTO0 IIPOrPaMHO-
ro 3abesneyeHHs abo ekcropry LudpoBoro Bieo
Ha 11iBKy (Daly, 2008). CyromocHoto 1iit mosnii e
TAKOX JyMKa pexucepa M. MaHHa, AKuii, KOMeH-
Tylouy HiuHi meisaxi y cBoemy ¢imbmi «Criy-
vacHUK» (2004), Haronocus: «Bu Gaunre xmapn B
He6i 3a yoTupu-1' AT MIIb. Ha miBwi Bce 6ymo 6
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npocto yopuum» (Corliss, 2006, p. 70). Biu ctBep-
IDKYE, Mo (oTopeanicTiyHe BUKOPUCTAHHSA IN-
POBMX TeXHOJIOTiIT, TOOTO BifMOBa Bijj MOTipIIEHH
AKOCTI 300pakKeHH /1751 KOTTI0BAHHS 30BHIITHBOTO
BUITIAAY IUIBKY, IIBUAKO HaOyBaTVMe IIONY/LAp-
HOCTI, ajKe HaJaji JMIIe 3pocTaTuMe KilbKiCTb
peXucepiB, sKi BUPOCTM 3 KOMITIOTEpPaMM Ta He
MAIOTb «HOCTA/IbI{YHOI IPUXWIBHOCTI 10 pimbMy»
(Corliss, 2006, p. 72).

BigmroBxyrwuuch Bif T€3M PO MOHTAX AK Bi-
3ya/JlbHy IpaMaTyKy KiHO, BapTO Bif[3HAYNTY, 110
KOMIT I0TepHE pelaryBaHHs 3po01Io BUpisaHHA Ta
BCTABKM JIETKVIMI J1 BOK/IUBIIIVMY, TOMY II€PBIH-
HOIO peaklli€l0 Ha IU(POBMIl MOHTAX € eCTeTHKa
MTV (wBuaxa 3mMiHa KafjpiB y puTMi IOM-TIiCEHD Y
MY3WYHIUX KJIIaX), PO3BUTOK i MONMY/IAPHICTD SAKOI
IPOCTEXYETbCS Ha NPUKIaAi OOMOBMKIB 3 KpyI-
HuM 6romxetoM (Dickinson, 2001). IIi dinpmu 3
K/IIIIOBMM MOHTa)XeM BHEC/IM JIeKi KOPEKTUBU B
CTUICTUKY: €CTETUYHUI 1 CTUTICTUYHMIT PEXUMU
CXOXI Ha Ti, y IKMX IIpantoBamy, npumipom, C. Eii-
senmreitH i [I. Tpiddir, mpocto pemo mpuckope-
Hi. Y 3B’a3ky i3 uum, K. [leini mume mpo TpaHc-
TPECUBHY €CTETUKY, JeTepMiHOBaHy ILM(pOBUMU
TEXHOJIOTiAMMY, 1 CYTHICTb AKOI CTAHOBUTb He-BM-
pisaHHA. [HJeKcanbHICTD peanbHOro 4Yacy, ToOTO
jioro GesmocepenHs (di3nyHa Ta eK3UCTeHIialbHA
KOpeJALid i3 YacoM y Kafipi, MOXXe CTaT! 3aMiHOK0
aBTEHTMYHOTO 3B’5I3KY, OCKiIbKM i3 IudpoBuMM
Ta KOMITIOTEPHUMY TEXHOJIOTisIMM iHJJeKCHICTD
aHAJIOTOBOTO 300pa)KEHHSA BTPAYA€ThCA, CBITIO
Oinble He 3anmIIae MPSMOTO BifOUTKa Ha IUTIBIIi,
a inopmanis HaTomicTp kopyetbes (Daly, 2008).
Tax, HaitbinbII MOKA30BUM TIPUKIAIOM TOAIOHOT
ecteTrkn € «Pocirichkumit koBuer» (2003) — 87-xBu-
JIVHHA KiHOCTpiuKa, fKa, 110 CYTi, € 6e3nepepBHIM
KagpoM, BigsHATUM pexucepoM O. CoxypoBum
He B PYYHOMY, pealiCTUMHOMY CTIII, a 3 JOIIOMO-
1o 1[M(POBOr0 300paKEHHS Y 3B 5I3KY 3 HOBOIO
3[JATHICTIO TIepefjaBaTyl Yac eVHUM Oe3nepepBHIM
notokom» (Martin, 2008). Ciigom 3a A. BaseHom,
akuit B «OHrojorii ¢oTorpadivnoro obpasy» He
IPUXOBYBAB 3aXOIUIEHHs 00 EKTUBHICTIO MALIMHIL,
3aBIAKU YOMY «BIlepIIe 00pa3 CBITy (opMyeThCs
aBTOMATITYHO, 6€3 TBOPYOTO BTPYYAHHA JIONMHI»
(Bazin, 1971, p. 15), O. CoxypoB Tex IOCHIA€TD-
s Ha aBTOHOMil0 KaMepu. OffHaK JOIOKH, 3 CIIO-
Bamn II. MeTbro3a, «OKpeMi pexxucepu pospisanmn

OesnepepBHY IIOBHOTY pealbHOTO, HAK/IaJalouy
Ha HbOTO CTWIb i 3HaYeHHA» (Matthews, 1999), ui
CIIpo6y HaragyBamy He3JTOMaHHNII KBecT. CXOXIM
yyHoM III. Kb106iTT IOSACHIOE KOHIIEMIIiI0, 3TifHO 3
AKOI0 YMCTOTA il IPABAMBICTD MIKCE/A aHIrTI0I0Th-
s pO3pi3oM, AKMII iHILiI0€ «IIpefeCTUHALII0»: MOH-
TX PO3JIUIAE eeMEeHTH amapara TakK, Mo Cy6'exT
(1) 3maTeH OBOJIOAITH KaMepoW-IIPOEKTOPOM SIK
o6’extom (Cubitt, 2004, p. 67). 3a wieto norikow
3MOHTOBAHMIT KaJip BUCTYIIA€ GOPMOI0 KOHTPOJIIO
Ta 3B’A3KYy PeXMcepa 3 MaIINHOIW, TOAi AK HEMOH-
Ta)XX 3Bi/IbHA€E KaMepy Ta MOXKE JOTIOMOITH BTi/TUTH
GauenHs A. baseHa mono0 06’ €KTMBHOI MAlIMHY, e
ylepepKeHHA KiHopexXucepa 3BefieHi 10 MiHiMyMy.
[ToBepratounce 1o O. CoxypoBa, MOTpiOHO Haroso-
CUTH, 1110 TIOIIPY PETENBHO 3PEXKMCOBAHMI JA/IbHIN
IIaH jioMy Oy/u HemiKOHTPO/bHI BCi pakTopu, a
3a YMOBI TOT0, 110 apxitekTypa Epmitaxy 3abesme-
YyBasia BIACHY Mi3aHCIIEHY Ta iHJeKCaIbHUIl 3B’5-
30K, I/IAa4i BiTbHO OTyKa/my JOBIMM KafipoM, Tak,
SK IM 3aMaHeThbCs, i e, BlIacHe, 3aK/1ajIo MMiIBaIMHI
QIbTEPHATUBHOTO CTIIIO B KiHemarorpadi 3 MeH-
LM KOHTPOIEM i OiTbIIIOK0 iHTepaKTUBHICTIO.
Crnouarky JK. [lenpbos Ha mpuxiazi «XpoHikn of-
HOro KoxauHs» M. Auronioni (1950) HasuBae aBTO-
HOMiI0 Kamepu «cTumicTiaHuM tponoM» (Deleuze,
1989), a srogom JI. MaHOBMY muie PO TepeTBO-
PeHHA KOMITIOTepa 3 AHATTUYHOI MAIIVHM Ha
«TKalbKuii Bepcrar yKakkapa — MefjiacunTe3arop i
Masinynarop» (Manovich, 2001, p. 26), Tum camum
HiABOAAYM [0 ifiel 3BIIbHEHHA KaMepH BifJj CYBOPUX
HapaTVBHIX HOPM 3aBJIAKN 1i aIbSHCY 3 KOMIT I0Te-
poM. Pexxyicepy-HOBaTOpY, OITaHYBaBIIN HOBI Iudh-
POBi TEXHOJIOT], 3aK/Ia/jal0Th MiBA/IMHN JJI TPAK-
TYBAaHHA €CTETMKM 4Yepe3 aJrOpPUTM, MOYaTKOBUI
Habip yMOB, CTPYKTYpOBaHNIT aBTOPOM, aJIe BiTBO-
proBanmit 6e3 HarLARY. [leski mporpecyBHi pexice-
PY eKCTIEPYMEHTYBAIN 3 HE3a/IeXKHICTIO KOMIT I0Te-
pa / xamepy, BiIKpMBalOYM HOBi MOXKIMBOCTI /I
MisaHCIleH!, MiHiMi3yloun cy6 eKTUBHICTb aBTOpa
Ta JOCHPKYIOUM ANTOPUTMIUHI 1 apXiTeKTypHi
dopmn. IIpnmipom, ipancekuit pexucep A. Kia-
pocTaMi eKCIepUMeHTYe 3 MOOIIbHOKW HEKOHTPO-
JIbOBAHOI0 Kameporo y ¢inbmi «[lecsars» (2002), me
Mi3aHCLIEHOI0 Ta PYXOM KaMepy KepyIoTb TeXHiKa
aBTOMOOi/ Ta pyx TerepaHa, a He pexucep 4 ore-
parop. fk 3asHayaB A. Maut y ctarTi «IIudpouit
KiapocTami», kapu 00’ eHYIOTbCS BifIOBIAHO [0



YiTKOI MOJIe/li IIOBTOPEHHA Ta Bapialil AK 3HIMKIB
KaMepy B MeXax JIeCATH «MOJY/iB», TaK i MK MO-
pynamu (Munt, 2006). Ecrernyna Ta crumictidHa
TPAINBICTD JOCATAETHCA 3aBIAAKY IPOCTOTI I BifI-
HOCHO HM3BKill BapTocTi IM(POBUX TEXHONOTIN,
AKI CIIPUAIOTD eKCTIEPYMEHTaM i HOBUM KoMOiHa1yi-
AM aHTPOIIO/IOTIYHO-MAIINHHOI iHTepakLil. OgHuM
i3 TaKMX eKCIIepUMEHTiB MOXKHa BBaXKaTy poboTy
BifjoMoro gaHcbKoro pexxuicepa JI. pon Tpiepa 3 Ho-
BOIO CMCTeMOI0 KaMmep I Ha3Bowo ‘Automavision’,
AKa, 10 pevi, OTPUMYE Haropofy 3a OnepaTopChKy
pobory y dinbmi «Hariromosuinmit 6oc» (2006).
KoMI'loTepHnii anrroput™M paHfOMHO 3MiHIOE Ha-
X1, TAHOPaMYBaHHs, POKYCHY BificTaHb i/abo mo-
3UIIII0BaHHA KaMepM Ta 3aIMC 3BYKY, Y pe3y/IbTaTi
YOro OTpUMY€EMO, 3a cmoBamu JI. Denmepin, «bara-
TO HEBIIOPANKOBAHNX KOMIIO3MLIilL, IHOJII 3 TOTI0BA-
M1 Cy0’exTiB yHU3y abo 360Ky expana» (Felperin,
2006), 1m0 CTBOPIOE KOMIYHY Ta IVICOHYIOUY 3 KOH-
TekcToM atMocoepy. Exciepumentysanns JI. gpon
Tpiepa sBogMTbCA 10 aBTOMATHU3ALl THX aCIEKTiB
CTUMO, fKI XapaKTepHO ieHTU(IKYITh aBTOpA,
1110, BifjIIOBiHO, mepenbdadae Tpancdopmaio ifel
Ta eCTeTVKY aBTOPCHKOTO KiHO. Tak, KoMIT IoTepu-
30BaHa paHIOMHICTb Automavision 3abesmeuye
0111y aBTOHOMII0 MAIINMHY, OCKITbKM T1030aBIAE
pexucepa ImpaBa AMKTYBaTH, KyAy MU AMBMMOCH,
i HaJlae MOBHOBa)XEHHA anroputMmy. Hespaaro-
4y Ha Te, [0 Ui ibMU BiJOMUX pexucepiB He €
MEJHCTPIMOM, OFHAK BOHM BKa3yIOTb Ha IIOTEHIIia/l
BUKOPMCTAHHA KaMepy fAK CIIiBaBTOPa Ta CIIiBpe-
XKMCepa, 0 HEMOX/IMBO y BUIIAJKY KiHOKaMepu,
Jie B3aEMO3B 30K 3a JJOIOMOT 00, HAIIPUKIAJ, J{0B-
XUHY 000iHY, pO3Mipy Ta HEMOXX/IMBOCTI Iporpa-
MyBaHHS OyB B3a€MO3B A3KOM KOHTPOJIIO MiX pe-
xucepoM i kamepoto (Daly, 2008).

sIkmio TpapuiiiiHa rpaMaTyKa GinbMy 6a3yeTbes
Ha NepexofiaX MK MoBHICTIO copMoBanHyUMY (O-
TorpadiyHuMy 00’ eKTaMu (KajpaMit) Ta MaHiIyiA-
1iAX 3 HUMU (MOHTaX), TO, AK cTBepmKye [Dx. dH-
ro7aj, «B eIeKTPOHHOMY KiHOKafip — Iie He 00 €KT,
a gacoBuit cermeHT» (Shaw & Weibel, 2003, p. 156),
AKUIT He TTOTpeOye Tepexofy MUIAXOM TPAHCIO3M-
uii / sicraBnenHa. Ha komm'loTepi MoXkHa TpyMa-
TU BiIKpUTUM Oi/bllle OJHOTO BiKHA, BUKOHYBATH
6arato 3aBjjaHb i CIiAyBaTU CKIAZHOMY IOPAAKY,
He 3YMOBJIEHOMY Kay3a/bHIiCTIO. 3a [ONOMOTOK
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KOMIT IOTEPHOTO peflaryBaHHs HOBi peXXVIMI MOHTa-
Ky CTa/IY 3PYYHIIINMMM i 32 IMX YMOB JIETILE BUKO-
HyBaTy MaHIIyIALiI B MeXaX Kazpy. Panime posyi-
JIeHWit €KpaH Ta 3BOPOTHA IIPOEKIifl YCKIaHIOBA/IN
i mpowecy i samummmcs «creredexrami» abo
TPIOKaMM Ha Bif]MiHy Bif opraHiudoro ctumo. Te,
110 IPUITHATO HUHI HAa3VBATH €CTETUKOI BeOOpay-
3epa, a60 x Bebectetrkor (Web Browser Aesthetic,
Web Aesthetics), sanexurs Bif mporpamzoro 3a-
Oe3reyeHHs HeiHITHOTO MOHTAXY Ta I/AMAIIbKO-
IO I0CBiZy B KOHTEKCTi undposoi aynioBisyanbHOI
kynerypu (Hinterwaldner & Honigsberg, 2021).
Bnacne, JK. [lenpos onmcysas nei croci6 meperisi-
Iy AK 3MiHHY QYHKIIiI0 eKpaHY, KOu «300pakeHHA
TIOCTIITHO po3pi3aeThbcs Ha iHIlle 300paXKeHHS, PY-
KYETbCA KPi3h BUANMY CiTKY, KOB3a€ IIOBEPX iHIINX
300pakeHb Y «HEBIIMHHOMY IIOTOLIi ITOBiZOM/IEHD i
caM KaJip CXO>KIJ1 He Ha OKO, a Ha TlepeBaHTKEeHMIt
MO30K, KNI HeCKiHYeHHO TIOITIMHAE iHopMalio»
(Deleuze, 1989, p. 267). 3pemrTow KOrHiTHBHA PO-
6ora, iniliitoBaHa 1jie0 GOPMOI0, MEHIIO0 Mipoio
nepef6avae Bisya/qbHUIT JOCBif (HOKasaTy Ta pe-
TIpe3eHTyBaTH), A Oi/IbIIOI0 MMUCIMHHEBUIT OCBIN,
OB’ SA3aHMIl 3 TepefaHHAM iHdopManii. A. Ten-
OBl y 3B’A3KY i3 LM MipKye Ipo TOC/IabneHHs
MOHTAXY 5K CTUJTIO-T€TeMOHa Ta ITapajIelIbHO 00To-
BOPIOE 30i/IbIIIeHHs] BUKOPUCTAHHS albTePHATUB-
HJMX TUIIIB MOHTaXY, AKi BiH Ha3UBA€ «IIPONENITNY-
HIM» MOHTaXeM, fie, IPUMipoM, GpaKTHYHNMIT eKpaH
pospinennit Ha kBagpantu (Galloway, 2007). 3-mo-
MK iHmoro, iigerbcs mpo ¢GinmbM «HacoBuit Kop»
M. @irrica, e 3/ioMKu BifOyBatoThCs B pexkuMi real
time B 4OTMPHOX MICIIAX, 1 PiTbM TpaHCTIOE KOXKeH
TaKuit CyOQinTbM OHOYACHO Ha eKpaHi, po3iineHo-
My Ha 4OTMPM KBaJpPaHTN. 3BYK NEPEXOUTh MiK
KBaJJpaHTaMJ, IEBHOK MipOI0 CIPSIMOBYIOUM yBary
I/IA/ja4a 3 OfiHi€l icTopil Ha iHIIY, 10 3aCBifYyeE PO
BIIXif| 11i€l hopMu KiHO 3a Mexi 6a3eHiBCbKOi KOH-
nenii «oco6ucToro Bu6Opy».

[TponenTu4nmii MOHTQX KOHCTUTYIOE iHTEpakK-
TUBHY €CTETVKY KiHO, a Ilje HOBMII JOCBif iMepcii
Ta JIiEreTMYHOI TeMIIOPATbHOCTI, KON IIAfad Ma€e
IOMUT] BUPILIyBaTy, KYAy SUBUTUCS I IO YYTH.
Sxmo, 3a cnoBamn T. Jloys, y pinbMi MoHTaX TIe-
peMillye B Yaci, TO iHTepaKTUBHIMI JOCBiJ MiCTUTD
nesHuit po3pus (Shaw & Weibel, 2003, p. 236). He-
MOXK/IMBO OYTH TOBHICTIO 3aTy4eHUM JIO OHOTO
eKpaHy, ajpke yBara fpeiidye Ta MmepeKIo4aeTbcs
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Ha iHII, Y 3B’5I3KY i3 4MM, pO3yM 3MYLIEHMIT CTBO-
proBaTy KOTHITMBHI Mi3aHCLEHM, 11O IMITye HaIl
IOCBiT poOOTH 3 HOBMMM Mefiia Ta 0COOMMBO Bifieo-
irpamu, e eKpaH TaKoX pO3fiTeHnit Ha cexiii a6o
nepedayae HaK/IafieHHA 3 PI3HUMY OfJHOYACHUMI
TOUKaMy 30py 4 iHpopmaniero. [IpumiTHO, 110
JI. MaHOBWY TaKy eCTeTHKY 6araToBikOHHOTO KiHO
HasyBae MakpokiHo (aesthetic of multi-window
cinema as macro-cinema), amenKYK 0 IIIIOpa-
Ji3MY KYIBTYPHMX GOPM Y MeXax 1[boro Gopmary
(Manovich, 2005). A. Tammoseit Texx yBaxae Lei
CTIWIb KpalUM 3a MOHT@X Yy 4aci, 0co6/mmBo s
PO3YMiHHA QYHKIIOHYBaHHSA CY4aCHOTO CePeflOBI-
112 «CMHXPOHHMUX, Pi3OMAaTUYHMX iHPOpPMALiTHIX
MepeX», AKe BiH cepeJl IHIIOTO HasMBAE «AUCTPHU-
OYTUBHOIO Mepexelo AK eCTeTMYHOI KOHCTPYK-
niero» (Galloway, 2007). IIJo6 Bigo6pasuty momyx,
TiIepTEKCT 1 BiKHAa CYYaCHOTO ayZiOBi3yanbHOIO
CepelloBMIIA, KpeaTHBHi KiHeMaTorpadictu pospo-
OVIV HOBI PEKVMI CHHTE3Y PYXOMUX 300paKeHb,
3BYKY, rpadiknu Ta Texcty. [IponenTuynmit MOHTaX
YMOXK/IMBIIIOE TiOPUAHY QYHKIII0 eKpaHy, OENHY-
104 KiHOEKpaH 3 iHTep(ericoM KoMIT 1oTepa.
ToranbHe BrpoBapKeHH:A LU(MPOBUX NOCEPen-
HukiB (digital intermediary) B aymioBisyanpbHoMYy
naHAmadTi 6e3nocepegHbO CTOCYEThCA TAKOXK Ki-
HeMaTorpady, a/pke 3a IXHBOIO JOLIOMOTO0 OL(-
POBYETBCS OYIb- KNI 3aIINC i IOTIM 37iJICHIOTbCS
pisHi MaHinynAwii 300pakeHHAMY Ha KOMIT I0Tepi,
1110 Iepe6avaoTh 3MiHy KO/IbOPY Ta iHIINX XapaK-
TepucTyK 306paxenHs. Ha novatky HoBoro XXI cT.
To1 ke JI. MaHOBIMY NOMITHB, 110 1ii TOCEPEHUKI
HajryacTille BUKOPYICTOBYIOTbCA J/IA HETpamILiil-
HUX CleljeeKTiB, KOMIIOHYBaHHA BCepeMHi Ka-
Py i Tifi Yac MOHTXy MDK Kafpami. Tak, KOMIO-
HYBaHHA JJ03BOJII€ IOEHATY aHIMALiI0 3 )XUBOKO
Jii€10, 3 JIETKICTIO CXOIUTIOBATH IO [Iif0, po30Mparu
I pekoMOiHyBaTH, CTBOpIOIOYN TiOpUAHE pyxoMme
306paxenns (Manovich, 2001, p. 136-160). Jema-
Tepiaisalisg KaMepy, AKa IepecTae CIiBiCHyBaTH
IIPOCTOPOBO 11 TEMIIOPATIbHO 31 CBiTOM, JieTepMi-
Hy€e HOBi eCTeTMYHi CTWI, AKi 3aBJAKU Ti6puaHO-
cti qudpoBux 300paxkeHb BUXOAATH 3a MeXi Ki-
HoBisyanbHocTi. [Ipumipom, pexucep [I. Oindep
BJA€TbCS 10 GoTorpaMMeTpil, mo6 3amucyBary Ta
MaHiIy/oBaTy IpocTopoM. Bracue, cam Metop 6yB
pospobnennit y Opanuii B XIX cT. 11 cTBOpeHHA
TororpadivHMX KapT, a TeXHika Iepenbadae Ha-
KJIAfJAHHA KinbkoX Qororpadiil ofHa Ha OFHY A/A

CTBOpeHHs TpUBUMipHOTo ororpadiyHoro 306pa-
KEHHA, AKMM MOXXHA MaHIIIy/II0BaTH, NOETHYIOUM
31 3reHepOBaHMMI Ha KOMIT I0Tepi 300pakKeHHAMIL,
a Ie BipTya/bHO MacIITaOyBaTH Ta CTBOPIOBATU
pisHi pakypcu B ribpupHoMy mpocropi (Dussere,
2006). Llixaso, mo II. [le6eBek, Oymyun acmipaH-
ToM, e B 1997 p. Buepue B KamiopHiitcekomy
yHiBepcuteTi B bepkii 3acrocyBaB meron Qoro-
rpaMMeTpil [/ CTBOPEHHS KOPOTKOMETPaXKHOTO
¢inbmy “Campanile’, axuit Haguxuys [Dx. Taeny Ha
BJIOCKOHAJIEHHs TexHiku st « Marputii» (1999), Ha
BMKOPUCTAHHA MOJEMIOBAHHA Ta PEHJIEPUHIY Ha
OCHOBI 300pakeHb IIiJ] 4ac MPOEKTYBAHHS DYXiB
akropis (Manovich, 2006).

Takum unHOM, 3 ofHOrO 3D-300paXkeHHS CTBO-
PIOIOTb He3/Ti4eHHY KibKiCTb 300pakeHb 3 pisHUX
TOYOK 30py (came e MaB Ha yBasi E. Kymo, Tpak-
TYBaB JI0T0 5K «300paXKeHHs B CUI 300pakeHHs»
(Couchot, 1984)). 3aBusku IbOMY, 3a CIOBaMU
E. lyccepe, y kiHocTpiumi «biifiiBchkmit Kay6»
pisHuI MK KiHemarorpadieo Ta Mi3aHCLEHOI
noBHicTio 3HUKae (Dussere, 2006). Bukopucran-
HAA poTorpaMMeTpii YiTKO JEMOHCTPYE PO3MUTTS
IVU3aliHy Bifeoirop i pakypcis, iHTepdericy Ko-
puUCTyBaya KOMITI0Tepa Ta TPafULiiiHUX KiHeMa-
torpadiunanx ¢opm. Ha mpukmapi pesxux 6inpi
CTITi30BaHMX a3iaTchKMUX KiHOQIIBMIB TOYATKY
XXI cT. MOMITHO CHHTe3 elIeMEHTIB aHiMe Ta Bifmeo-
irop i3 xuBoto zieto («ByaMHOK JTiTalOUMX KMHIKA-
nmiB» (2004), «Iepoit» (2002), «Kyur-¢dy» (2004) Ta
in.). 3aBasAKYM TOMY, 1O I KIHOQINTBMU BIUKOPUCTO-
BYIOTb PaKypCH Ta 3aCO0M PYXY Y BipTyabHOMY 41t
ribpuHOMY IIpOCTOpi, XapakTepHi I Bifeoirop,
TIepCcOHaXi Ta 00’€KTV MOXKXYTb MOPYLIYBATH IIpa-
BIIA TpaBirtalii abo >X TpajMLiliHy IIepCreKTUBY
00’eKTVBY KaMepy. Tak, BUKPUBJICHHS pealbHOCTI
3aBJAKN LM (PPOBUM edeKTaM i BUKOPUCTAHHIO TeX-
HiKy 6IYHOTO IIPOKPYYYBAHHA, K CTBEPIKYE paxi-
Bellb 3 asiiicbkoro KiHo I. Bypyma, po6mats crpiukn
Kopericpkoro pexucepa ITak Yan Yk (ax-or «Omnp-
6011» (2003) Ta «CniBuyrrs mani [Tomcri» (2005))
CXOXXUMM Ha KOMITIOTepHi irpu (Buruma, 2006).
Y Taxuit crioci6 1jeit CTVIb IOMOHCTPYE HOBY Bi3yaib-
Hy €CTeTUKY, PaJi¥Ka/lbHO BiIMiHHY BiJj K/IaCUIHO-
r0 KiHOCTIIIIO, Pa30M 3 TUM, «PealiCTIYHa» JIOTiKa
¢inbmis, Ha ymMKy [I. PopoBika, 3pemToro nepeTso-
proerbes Ha mapagurmy CGI (300paskeHHS, 3reHepo-
BaHi koM orepom) (Rodowick, 2007, p. 104-105).



TexHonoriuHmMil MOCTYN CIpYAB 37elLIeBTeHHIO
1ndpoBoi aHiMalil, sIKa BUMIIIIA 38 MeXi BETUKUX
npoekris Disney / Pixar i DreamWorks. Tax, pexu-
cep P. Jlinkneritep BUKOPUCTAB POTOCKOIIXOBaHHA
y ¢imbmax «Knrrs nasy» (2001) Ta «3arbMa-
penHs» (2006), a animatop b. CabicToH pospobus
TIpOLIeC, KU JO3BOMMB LIBKUAKO aHIMYBaTH M-
pOBe Bifieo i3 XMBMMMU aKTOpaMy Ha I€pPCOHAb-
HOMy KoMIT'totepi Macintosh, a He 3a gomomorow
npodecifiHoi Mepexi MeftHpeitmis (Minor, 2004).
Jins «3aTbMapeHHs» CTBOPIOIOTHCS 300paXkeHHA 3
3MiHOI0 KOZbOPY Ta opmu 3 apTehaKTaMy KIBOI
nii. KoM'oTepHuit anroputm Kepye Konbopamu it
dopmamu, mo obeprarorbes. Lle Han3BMUAIHO fj0-
Ope BIMCYETBCS B iCTOPI0 3 HAPKO3ANIEKHUMH, SKi
MalOTh MapeHH: Ta Ipo6/eMu 3 po3pisHEHHAM pe-
a7IbHOTO i1 HepeanbHOro. Hesumagkoso TeopeTnk
kiHo K. MajiHOp Ha3BaB POTOCKOMIK «IICHXOfe-
JUYHMM TIeVi3aKeM Mpiii» i «IIT060M MK BICOKU-
MU Ta HUSBKUMM TexHoyorismm» (Minor, 2004), a
P. Jla ®paHKo, onncyoun 3acTOCyBaHHA POTOCKO-
nii B «3aTbMapeHHi», Ha3MBa€ aHIMAIlil0 HE OKpe-
MIIM >KaHPOM, 2 Ille OJHIM CII0COO0M pO3IOBifiaTH
icropii mo-inmomy (La Franco, 2006). 3permromo
HeBIIMHHI Tpolecy Tibpupusanii Ta BipTyanisarii
IIepeTBOPIOIOTh eCTeTUKY Ha CTUTCTIYHMIT BUOip,
AKMIT MOYXHA BMKOPVCTOBYBAaTY B PISHMX JKaHpaX.
[TpukmagaMyt TYT MOKYTb OYTH JOKYMEHTaIbHMI
¢inmbm «YUnkaro 10», sKuit HO€AHAB iCTOPWYHI Ka-
Jipu 3 aHiMaiew, mo6 posnosicTu icTopito mpo Ha-
nioHanpHMIl 3’137 JemokparuyHoi maprii 1968 p.,
ab0 HoMiHaHT Ha Tpemito «Ockap» 2008 p. «Bambc
i3 bammpom», e i yac CTBOPEeHHA JOKYMEHTAIb-
HOI CTPiYKM IIPO TIaM ATh TpaBMy, A. DommaH 3 Ko-
MaHJIOl0 3Millajm Teseobpasit, YICTy aHiMaIlio Ta
aHiMallilo 3 BifleOiHTepB 10.

BucnoBkn. OTxe, TificyMOBYI0o4M BHILE3a-
3Ha4eHe, C/IiJ HArOMOCKUTH, IO KOMIT I0Tepy3allid
BIUIMHY/IA Ha NOABY HOBUX JKaHPOBO-TEMaTHYHMX
YIBOpeHb y MeXax KiHemarorpady, MOpORMBIIN
HOBI CTPYKTypM pelnpe3eHTallil, HOBMIT KOHTEHT Ta
iHilioBana MepeocMUCIeHHA poli KiHOMUCTEL[TBA
B cycninbeTBi. LIndposi it KoMIT 10TepHi TeXHOMOril
3BUIBHU/IN KiHO BiJl HEOOXiTHOCTI IIEBHMX €CTETNY-
HYX 1 CTMIICTUYHUX TPOIIB Ta MOB, IPUTAMaHHUX
TpafNLifiHOMy KiHOBMpPOOHMUTBY. OCKinbku Ko-
XeH ¢inbM cTae 1UpOBUM, TO HAa KiHOECTeTH-
Ky CUJIbHO BIUIMBAIOTb aBTOMATU3MIU, BOYHOBaHi
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B 1MdpOBMIT IHCTpPyMeHTapiil, Ta KOMIII0TepHe
nporpamHe 3abesnedeHHs. ETuaHmil Ta [yXOBHUIT
B1Oip rmbokoro Qokyca, TpUBaol 3MOMKM il 3a-
TIO3MYEHHSA KOHIIENTY «HEaKTOpiB» 3 Teopil A. ba-
3€HA € TUIIOBYM CTIUIICTUYHVUM BUOOPOM I TeX-
HOJOTii 11poBOro Kino. MOHTaX Ta iH/|eKCHICTD
TeX 371e6iMbIIoro CrpuitMaoThes K BUOIp, a He
symoBnieHi ¢opmarom obMexeHHs. Kommr ootepu-
3allig KaMepy IIepeTBOPIOE 11 Ha CIIBTBOPIIA 1 CIIiB-
pexucepa, TUM CaMUM JMKTYIOUM HOBY /IOTiKy 6a-
YeHHs Mi3aHCIIeHH if pupomy aBTopcTsa. li (To6To
KaMepy) IOfja/iblla JleMarepiamisalis gerepMinye
PO3BUTOK eCTETUYHNUX CTUIIB, SIKi 3aBJAKM Ti6pua-
HOCTI 1[1(ppOoBUX 300paKeHb BUXOAATH 3a MeXi
KiHOBi3ya/mbHOCTI 11 peanismy. Komnosuuis xaznpy,
3aBJAKM ONTMMi3alii Ta GiMBIIOMY NOLIMPEHHIO,
3MIHIOE iHIEKCHY IIPUPOJY KiHO 11 JO3BOJIAE CTBO-
proBatu ribpupHi BisyambHi GopMM Ta eCTETHKY,
Oi7bII CXOXKI 32 XapaKTePUCTMKaMU Ha Bi3yailb-
HiCTb Bifjeoirop i rpadivnnx pomaHis, HiXx Ha ¢o-
torpadir. Cinema 3.0 aKTUBHO eKCIIEPUMEHTYE 3
HOBJMI BIUIMBAMII Ta XQHPOBOIO TiOPUHICTIO, 1[0
3a0e31euyeThCs NETKICTIO MaHIMy/II0BaHHS UPpo-
Bo (opmow. ToTasbHe BIPOBA/KEHHS LMPpPO-
BIX IIOCEpEIHMKIB B ayfjioBi3ynbHOMY maHmmadTi
Ta Kinemarorpadi novarky XXI ct., 3a joromorown
SKVX OL[Y(POBYETDCS 3aMNC | OTIM 3IiICHIOIOTHCS
pisHi MaHinynAwii 306paXkeHHAMY Ha KOMIT I0Tepi,
3aK/Iafla€ MIMYPOK /I aKTUBi3awil IMpoueciB Ii-
Oprau3arii Ta BipTyanisanii Hajai, o IIepeTBo-
PIOIOTH KiHOECTeTMKY Ha CTUIICTUYHWII BUOIp Y
Pi3HVX JKaHpax.

IlepcnexkTiBa MofanbuIoro BUBYEHHA PO3ITIA-
HyTOI po06meMyu BOAYA€ETHCA B MOIIMONEHH] aHa-
nisy tpancdopmarii kinematorpady B 1uppoBy Ta
nocTHM(pPOBY €IOXy caMe Kpisb IPU3MY HOCTHe-
K/IacuyHoi Teopii KiHo. IIpomonyerbcsa Ha LbOMY
T/Ii POSITIAHYTH apPTYMEHT PO «CMEPTDb KiHO», 1[0
aKTMBI3yBaB )XBaBl AMCKYCII B KO/ 3axXifIHNX KiHO-
KPUTHKIB i1 eKCIepTiB, sIKi TaKOX OOTOBOPIOIOTH
JliaNeKTUKy KPUTUKY L[bOTO apryMeHTy. Baxmso
3pO3yMiTi Ta OOIPYHTYBATH, YOMY CaMe KiHeMaTo-
rpad He 3HUK B eNOXy I1POBUX TEXHOJIOTIil i Bce
1€ iCHY€ AK XMUBUIT BUJ MUCTel[TBa. [IpoTe BB i
TPYZHOLL, 3 IKMMY 3iTKHEThCA KiHeMaTorpad y pe-
3ynbraTi IuQpoBMX 3MiH HACTYIHNUX POKIB Ta Je-
CATUIITD, € IIVICHO BEIYE3HUMM, & TOMY apTYMEHT
PO «CMePTb KiHO» CIIpaBfii BifobOpaxkae MmeBHUII
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aCIeKT KpU3H, 3 AKOK CTUKAETHCA 14 ay[ioBi3yasb- 1[i 3MiHM, B3AEMOBITHOCKHM / 3a7IeXKHICTb MIXK aB-
Ha eKOCHCTeMa Ha cy4yacHoMmy eTami. Takox mep- TOPCBKUM 3afyMoM (KiHemaTorpadom 3araaom),
CIIEKTUBHYM HANPAMOM IOJANbIINX JOCIIKEHD € MaJICTEPHICTIO pexyicepa 1 ITALALBKAMY CMaKa-
3MicToBHI TpaHcopmarii inbmiB (uiHHICHI Opi- M, 3MiLIleHHA POJIeN MiXK MMM YYaCHUKaMY KiHO-
eHTaljii KIHOBUJIOBUIIA), 3apay SKUX BiIOyBaOThCA IpOLIeCy Ha CYYaCHOMY eTalli TOLIO.
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A. M. Angvopos, 3. 1. Angpvoposa. Exonomiuni
Mopieni (OpMyBaHHA ayJioBi3yaTbHMX NPOEKTIB
Yy KpeaTMBHNUX iHJYyCTpiAX VYKpaiHm B yMoOBax
HifBUIIeHOI TypOyTeHTHOCTI

PosrnAnyTo 3MiHM B PO3BUTKY KpeaTMBHUX iH[Y-
CTpilt YKpaiHu 3 MOYaTKy pPOCiliCbKO-YKpaiHChKOI Biif-
HU. BusBieno meBHi 0coOMMBOCTI IUIKUTATI30BAHNX
ayRioBi3ya/bHMX MPOEKTIB, Ki CTAHOBMIATH MailOyTHE
KpeaTVBHMX IHYCTpill HAIIOI KpaiHM B yMOBax pyli-
HyBaHH:A arpecopoM o6’exriB iHdpactpykrypu. Ilif-
Kpec/eHo HeoOXifHicTh AmBepcudikanii ekoHOMIYHMX
Mofieneit GpOpMyBaHHA ayJioOBi3yabHMX IPOEKTIB Y
KpeaTUBHUX iHAYCTpiAX YKpaiHM B YMOBaX IiJBUIIEHOL
Typ6ynentHOCTi. HajaHO XapakTepuCTMKY OCHOBHMUX
€KOHOMIYHMX MOJE/et, 3aBIAKIL AKIM MOXK/IVBA peari-
3allisl IPOEKTIB B ayfiioBi3ya/mbHil cepi YkpaiHu HIHI.
JloBenieHo, M0 oI ayAioBisyanbHNUX IIPOEKTIB y Kpea-
TUBHUX IHEYCTPifAX YKpaiHU MOTPEOYIOTb JOJATKOBOIO
HaYKOBOTO OCMIICTIEHHSL.

KmtouoBi cnoBa: Ykpaina, kpeamueni indycmpii, ayoio-
8i3yanbHe MUCTEUMB0 Ma 6UPOOHULMB0, AY0i06i3YaTb-
Hi npoexmu, ekoHomiuHi MoOeri.

A. Alforov, Z. Alforova. Economic models of the
formation of audiovisual projects in the creative
industries of Ukraine in conditions of increased
turbulence

The purpose of the article is to understand the main
economic models of the formation of audiovisual projects
in the creative industries of Ukraine in conditions of
increased turbulence. The object of the research is
audiovisual projects in the creative industries of Ukraine
in conditions of increased turbulence. The subject of the
study is the main economic models of the formation of

audiovisual projects in the creative industries of Ukraine
in conditions of increased turbulence.

The methodology. The research is based on the
functional approach proposed by K. Gendron. The study
is based on the considerations of the authors (A. Alforov
and Z. Alforova) regarding the complex morphology of
the modern audiovisual sphere, in which audiovisual
projects are part of the actual audiovisual creative
industry. The ideas of S. Cunningham, R. Florida and his
colleagues, J. Hawkins, S. Galloway and S. Dunlop and
others were also used.

The results. 1. The following economic models of
the formation of audiovisual projects in the creative
industries of Ukraine can be distinguished: the model
of state financing and formation of projects; model of
independent financing; studio financing model; model of
partnership agreements and joint ventures; subscription
and digital distribution model; model of marketing and
sponsorship agreements; 2. In Ukraine, it is currently
extremely difficult to use only one economic model for the
formation of an audiovisual project; 3. Each stage, from
concept to post-delivery and promotion of the project to
the market, requires the selection of one or more of these
models. Ukraine managed to preserve and develop the
achievements of digitalization for production in creative
industries at a distance, strengthening of international
assistance for the development of creative industries
and promotion of creative products to the world market;
4. The current extraordinary turbulence in our country
requires creative industries to diversify economic models
in the formation of audiovisual projects.

The scientific novelty of the research lies in the
fact that that several dominant economic models of the
modern formation of audiovisual projects in Ukraine are
understood not only in the economic, but also in the art

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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history context, since today the creative industries of our
country are being reformatted in conditions of increased
turbulence and are looking for appropriate ways of
preserving the national audiovisual industry.

The practical significance lies in the fact that the
economic aspect of the development of the Ukrainian
audiovisual sphere is still ignored in the domestic
specialized art history literature. The material of the
article may be of interest to producers, industry managers,
scientists and everyone involved in the development of
audiovisual projects in our country.

Keywords: Ukraine, creative industries, audiovisual art
and production, audiovisual projects, economic models.

IlocraHoBKa mpo6nemu. 3BepHEHHA [0 IIPO-
Oemy popMyBaHHA ayHiOBi3yaJbHUX IPOEKTIB Yy
KpeaTVBHUX iHAYCTpiAX YKpaiHM B yMOBax pocCiii-
CbKO-YKPaIHCbKOI BiflHM € aKTyaJbHMM He JIle
3 OrnAfy Ha HeOOXiZHICTh BUBOINUTH €KOHOMIKY
HAIOI KpalHyU 3 KPU3M, a 1 TOMY, 110 BUABIEHHA
ITOPUTMIB Takoro pOpMyBaHHA 31aTHe, Ha Hall
HOINIAM, ONTYUMI3YBaTH IX PECypcHY OCHOBY Ta
yHKITIOHAT, TPUIIBYALINTY TPOCYBAaHHA HA CBi-
TOBMII puHOK. HuHI KpeaTusHi ingycTpii B YKpaini
00’eHYI0Tb 34 BUAM JiANBHOCTI, BPaXOBYIOUM Bi-
3ya/IbHe MIICTEITBO: KIMBOIIIC, TPadiKy, CKyIbITY-
py, doTtorpadiro; aymianbHe MICTELTBO; HOBI Mefiia
Ta iHpOpMaliTHO-KOMYHIKaI[{iiHi TeXHOMOTII: IIpo-
rpamMHe 3abe3revyeHHs, Bieoirpy, unudposi TexHo-
norii B Muctentsi (3D-apyk; BipTyanbHa, [OTIOB-
HeHa, 3MilllaHa PeajIbHICTh TOILIO); AM3AlH, MORY,
apXiTeKTypy Ta ypOaHICTUKY; peK/IaMy, MapKeTJIHT,
3B’SI3KM 3 TPOMAJICHKICTIO Ta iHIIi KpeaTuBHi mo-
CITyTH.

AKryanpHicTh TeMM. AyfioBisyanbHe MIUCTel]-
TBO (KiHO, TeleOaueHHs, Bifeo, aHiMaLiAd TOILLO)
IOCIJAITh Y CTPYKTYpi KpeaTMBHMX iHJYCTpiit
Ykpainu mpoBifHe Micue. YTiM, y IPUKIHIIEBOMY
BapiaHTi, MaiKe BCi KpeaTMBHI NPORYKTH Mic-
TATb ayAiOBi3ya/bHY CK/IaJIOBY, @ IXHA IPOEKTUBHA
IpUPOJA O3BOJIAE X YBaXKaTy ay[ioBi3yalbHUMMU
IPO€EKTaMM (4acTKOBO ab0 IMOBHICTIO), TUM Oi/b-
1€, 110 MayDKe BCi IHCTPYMEHTH IIPOCYBAHHA LIMX
IPOEKTIB Ha BIpTya/IbHUIA PUHOK TEX MAIOTh ay/io-
Bi3ya/IbHe NOXO/pKeHHA. ToMy B IIMPOKOMY CMMCTIE

(GopMyBaHHA ayAioBi3yaTbHUX IIPOEKTIB — Iie 260
Tpoliec BUPOOHMIITBA ayioBi3yaIbHOTO 33 CBOEIO
TIIPUPOJIOI0 KPeaTBHOIO IPOAYKTY, 60 IPOCYBaH-
Hs TIEBHOTO KPEATMBHOIO NPOAYKTY iHCTPYMEHTa-
MM ay[ioBi3ya/JbHOrO IOXOMKeHHA. I ToMy 3Bep-
HEHHA yBary JOCTITHUKIB Ha Ti eKOHOMIYHI Mozeri,
3aBJAKM AKMM MOKHa GOpMyBaTH ayAioBi3yambHi
IPOEKTY B KPEATUBHUX IHAYCTPiAX YKpaiHM B yMO-
BaxX POCiiIChKO-YKPAIHChKOI BiJIHY, € aKTYaIbHVM.

AHanmi3 OCTaHHIX NOCTiIKeHb i MyOmiKamiii.
AHanis myOnmikauil Ta HAayKOBMX HOCTiMXEHb 3
pi3HUX acIeKTiB 3a3Ha4YeHOi MPoOIEeMN JI03BOILIE
HOJUINTY MacUB TAaKUX JDKepen Ha KiZbKa TPYIL
[lepura — 1e y3arajbHIOUI JKepena, sAKi TOpKa-
I0TbCSA IeHe3) KPeaTVBHYX iHIyCTPiil AK HOBITHHO-
ro ABMIIA B KYIBTYpi Ta €KOHOMIili. Y wiit rpymi
cnif, Buokpemuty He e npaui C. KanHiHrema,
AKMI 3adikcyBaB anroput™ TpaHchOpMaLiii Kyib-
TypHux ingyctpit B kpearysHi (Cunningham,
2002; Cunningham, 2004), P. ®nopupu Ta itoro xo-
ner (Florida, 2002; Florida et al., 2008), sixi BusByn
BIJMIHHOCTI MK CTaHOM KYIbTYPHMX Ta Kp€aTVB-
HMX iHAycTpiit. Baxkmusi takox mpang Jhx. Xoy-
kinca (Howkins, 2001), y sikiit HayKoBeIb aHaIi3ye
0COOMMBOCTI KpeaTMBHOI eKOHOMIKM, AMCKyCiiHa
nyonikanis C. Tenosest ta C. lannona (Galloway
& Dunlop, 2007), ze HaBOZUTBCS KPUTHKA BU3HA-
YeHHA KYIbTYPHUX 1 KpeaTUBHUX IHLYCTPIiil Y fep-
aBHill nomitniyi, «TepMiHOMOTiYHMIT CTOBHUK A/IA
CEKTOPY KpeaTUBHUX IHJYCTpiii», «IIOKIMKAHMI
HiABUIUTY TPAMOTHICTD IIPECTABHUKIB CEKTOPY
KpeaTuBHUX iHAyCTpii» (MiHicTepcTBO PO3BUTKY
€KOHOMIKI, TOPTiB/Ii Ta CiIbCBKOTO IOCIOAAPCTBA
Ykpainuy, 2020, c. 16).'

Jlpyra rpyma [pKepen — Iie CTaTMCTUKA, HaBe-
JieHa B PI3HNX aHAMITUYHNUX JOKYMeHTax (yKpaiH-
CBKUX Ta MDKHapOJHMX), IO HO3BOJSAE CPOpMY-
JIIOBATY TIEBHI BMCHOBKM LIONO [AVHAMIKM 3MiH Y
POSBUTKY KpeaTMBHMX iHAYCTpiil YKpaiHm 3 1o-
9aTKy POCiiiCbKO-yKpaiHChKOI BiliHU. 3 1ii€l TOYKM
30py HaC 3alliKaBU/IM KONEKTUBHI MOCTIKEHHS,
IpOBE/EH] B Hallill KpaiHi: 1je possifku «KpearysHi
iHAyCTpii: BIVIMB Ha PO3BUTOK €KOHOMIKM YKpaiHM»,

1. Y oMYy KOHTEKCTI CIIiff 03HauMTH TIeBHi MipKyBaHH:A TIpo TepMiHomoriio. B « TepMiHOMOTiYHOMY CTOBHUKY /1A CEKTOPY KpeaTUBHUX iHAyCTpiin (Mi-
HICTepCTBO PO3BUTKY €KOHOMIKM, TOPTiBJIi Ta Cilbcbkoro rocrofapcrsa Ykpainu, 2020) BifcyTHe BUSHAUEHHS «ay/ioBisyanbHuit mpoext». HatomicTb
aBTOPII CTIOBHYKA ONEPYIOTh BI3HAYCHHAMM «KiHeMaTorpadivHmit TBip», «€BpOINeiicbkuil KiHeMaTorpagiuHmil TBip», «IPOTYKT 6araTOCTOPOHHBOTO
BUPOOHNMIITBAY, «TefeBi3iitHa TPOAYKLia» Touto. Po3ymiloun noriky Takoi kracuikaiii, BBa)Ka€Mo 3a JOLIbHEe HATOMOCKTY CaMe Ha BUKOPVCTAaHHI
B 1jiif CTATTi NOHATTA «QyfjiOBi3ya/bHMIT IPOEKT», AKe 00’ €HYE MOPHONIOriuHi 03HAKN Pi3HMX KPeaTHBHIUX IPOAYKTIB 3 NaHIBHOIO ay/IioBi3yamTbHOW

CK/1aj0BOI0.



AKa mifrorosneHa LleATpoM aHa/IITHKY 30BHIIIHBO]
toprieni “Trade+” mpu KuiBcbkiit mkomi ekoHOMi-
Ku B mapTHepcTBi 3 «KimoHikc InTepHemHn [HK.»
Ha 3aMOBJIeHHA MiHicTepcTBa KynbTypu Ta iHdop-
MariiiHoi momituky Ykpainn y 2021 p. (Creativity
Team Ukraine, 2021), ta gocmimxenus «Kpearns-
Ha eKOHOMiKa — HOBa eKOHOMiyHa enoxa XXI cT.»,
AKe TeX Oy10 IpOBeeHO 70 MOBHOMACIITAOHO-
r0 BTOPTHEHHS POCIJICBKUX arpecopiB B YKpaiHy
KOHCOPIIIYyMOM Y CK/Iaji: 'POMAjIChKOI OpraHisa-
nii «'OYJIOKAJI» y mapTHepcTBi 3 IpOMajiCbKOI0
CIinKow «LeHTp pO3BUTKY KpeaTMBHOI €KOHOMi-
Ki» criibHO 3 ['O «LleHTp po3BUTKY pMHKOBOI €KO-
HoMiky»(CMD-Ukraine) B Me>xax rpaHTy Bif I70-
6anpHOI pimanTponiyHoi oprauisanii “Luminate” y
2021 p. (PiBuauenko, 2022). [Ticns moBHOMacITA0-
HOTO BTOPTHeHHs B IpyzHi 2022 p. 3’ s1Buach my6i-
Kanig [I. JermaHIeBa 100 MiC/IABOEHHOI CTpaTeril
HiATPUMKI [Iep)KaBOK YKPAIHCBKIX KpeaTHBHMX
iHgycTpiit, Ha AKy MM Bxke mocwtamiuch (leTman-
ues, 2022). Tyt cmip 3asHa4ynTH, IO CTATUCTUKA
He € NOBHOI0, TOMY, HaBOJAYM B CTaTTi KOHKPETHI
il qudpoBi faHi, My HIIe 3a3HAYAEMO TIPO HAsSB-
HICTb [EBHOI TEHJEHLIII 3MiH Y PO3BUTKY CYYaCHUX
KpeaTUBHIUX iHAYCTPiil YKpaiHu.

Tpeta rpyma mxepen — my6mikaii, y sxux pos-
IVIAAI0THCS TIeBHI acIeKTH 3a3Ha4deHoi pobmem,
a came my6mikanii M. Kabauis, 0. IInikoBcbKoi,
I. fIkoBeHKo Ta iH.

Y cBoix momepepHix my6mikaiiax Mu 3BepTany
yBary Ha Mopdormoriuni acmektyt (opMyBaHHS
ay[1ioBi3ya/IbHOTO CEKTOPY KpeaTMBHOI eKOHOMIKI
Ykpainn (Andpopos & Andboposa, 2022; Andoo-
poB & Androposa, 2023). Y1im, 6iHapHa mpupoaa
gaBuma (Mucrenbka Ta 0i3HECOBO-€KOHOMiYHa),
AKe JTOCTIKYETbCsA, IOTpebye 3BepHEHHA [0 came
€KOHOMIYHOI CK/IaJ0BOl ICHYBaHHA KpeaTMBHIX
IHAyCTpill y CydacHil YKpaiHi, HacamIepep 10 €KO-
HOMIYHUX Mofiereil GOpMyBaHHS ay/ioBi3yambHIX
IPOEKTIB, a/pKe caMe IIi MOfie/li B Cy4acHMX Kpea-
TUBHIX iHYCTPiAX YKpaIHU Ma/lOfOCIi/Ke .

Mera cTaTTi — OCMMC/IEHHA OCHOBHUX €KOHO-
MiYHUX Mofienieit (GOPMYBaHHS ayJiOBi3yalbHMUX
IPOEKTIB Yy KPeaTUBHYX IHAYCTPiAX YKpaiHu B yMo-
Bax nifiBuiieHoi TypOynenTHOCTI. O6 €Kmom doci-
OMeHHs € ayRioBi3ya/lbHI IPOEKTU B KpeaTHBHUX
iHgycTpiaX YKpaiHM B yMOBaxX IifIBMIIEHOI Typ-
OynentHoCTi. [Ipedmem OocmiOimenHs — OCHOBHI
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eKOHOMIYHI Mogienti GopMyBaHHs ay/ioBi3yalIbHIX
IPOEKTIB Yy KPeaTUBHUX IHAYCTPiAX YKpaiHu B yMo-
BaX IiABUILEHOI TYPOYIeHTHOCTI. 3a80anHs cmam-
mi: BU3HAUUTY MiClle aylioBi3ya/lbHUX IPOEKTIB
Yy KpeaTMBHUX IHAYCTpifAX YKpaiHM; OXapaKTepu-
3yBaTyl 3MiHM B PO3BUTKY KpeaTMBHUX iHAYCTpiit
YKpainu 3 II04aTKy pOCiiiCbKO-yYKPaiHChKOI BiiiHN;
HaJIaTy 3arajJbHy XapaKTePUCTUKY OCHOBHMX €KO-
HOMIYHUX Mopesell, 3aBAsAKM KM HUHI MOXX/IMBe
dopmyBaHHA NpOEKTiB B aymioBisyanbHill cdepi
YkpaiHy; BUSABUTY TIeBHi 0COOMMBOCTI AMKUTA-
Mi30BaHMX ay[iOBi3ya/lbHMUX IIPOEKTIB, fAKi CTa-
HOBJIATb Mail0yTHE KpeaTMBHYX IHAYCTPiil HAUIOL
KpaiH! B YMOBaX pyIHYBaHHA arpecopoM 00 €KTiB
inppactpykrypu.

JlocmigXeHH:A IPYHTYETbCA Ha MipKyBaHHAX
aBTopiB (A. Andpoposa ta 3. AndbopoBoi) mozo
cKmafgHoi Mopdornorii cydyacHoi aypioBisyanbHoOi
cdepn, y siKiit ayioBisyanbHi IPOEKTI € YACTUHOIO
BJIaCHe ay/[ioBi3ya/IbHOI KpeaTUBHOI iHAYCTpii, ane
BOJHOYAC i «IBUTYHOM» PO3BUTKY iHIIMX Kpea-
TUBHUX iHAycTpiil. CaMe B ayfioBisyanbHilt cdepi
iHTeHCMBHO BifOyBa€ThCs AUIKUTANIZALIA, 1 ayzi-
0Bi3ya/bHi IHCTpYMeHT) HeoOXifHi He /e I
CTBOPEHHA ay[ioBi3yalbHUX IIPOEKTIB, a 11 /A
IPOCYBAHHA IX Ha PUHOK. Y CTaTTi BMKOPMCTAHO
3araJIbHOHayKOBi METOJM aHaNi3y: CUHTe3, abCTpa-
TYBaHHA, y3aTra/bHEHHS, IOSCHEHHS, Knacudikanis
Ta iH., @ TAKOX CUCTeMHUII i QyHKI[iOHAMBHIIT Me-
Tou. Y 1ilt po3Bifui Hac LikaBUTb caMe QYHKIjio-
Ha/IbHUI TTifXiz, 3arponoHoBanmit K. [engponom y
2012 p., KO/mu JIOACTBO Ije CIIOAIBAIOCh Ha 30epe-
YKEHHA CTaJIOr0 PO3BUTKY Ta IIEBHY MOZIEpHi3allilo B
Mexax 1o6anisoBanoi Kynsrypu (Gengron, 2012).
I xoua depes pecATMpivYA CUTYyalid [VHAMIYHO
3MiHM/IaCh, YTIM II€BHI ifiei [IbOTO JOCIIHUKA MO-
XKYTb CTaTV B HATOJII ITifl Yac ONTUMI3aLil AiATbHO-
CTi KpeaTVBHUX iHIYCTpiil B yMOBaX MiJBMILEHOI
TYpOY/IEHTHOCTI.

Buxnag ocHOBHOro Marepiamy JOCTifiyKeHHH.
TypOynentHa couianpHa Ta eKOHOMIYHA CUTYaLis
B YKpaiHi, fIka 60peTbcs 3a BIACHY He3a/IEKHICTh
i BIDKMBaHHA, € BKpail cKmagHow. Mix Tum, 3
2014 p. mo 2022 p., Koy nulIe MOYMHAMIACh POCili-
CbKa arpecia npoTy YKpaiHM, CTaH YKPalHCBKMX
KpeaTVBHUX IHAYCTpill [IeMOHCTPYBaB IO3UTHB-
Hy puHaMiky. Y 2019 p. xpeaTusHi iHmycTpil Ha-
101 Kpainu sreHepysanu 3,94 % momaHoi BapToCTi
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B Ykpaini (2117 mipn), 3abesmedmwnn po6oTor0
352 Tuc. mopen, abo 3,6 % 3aitHaTux oci6. Hait-
OipIi KpeaTyBHi ceKTOpY 3a 06CATOM CTBOPEHOI
nopanoi Baprocti — IT; peknama, MapkeTuHI Ta
PR; ayodiosizyanvruti cexmop; apxitekTypa; BU-
JlaBHMYA CIpaBa. acTKa JOJAHOI BapTOCTI Kpea-
TUBHIX iHAYCTpiii B eKOHOMili YKpaini y 2019 p.
Oyna criBMipHa 3 YacTKOI KpeaTMBHMX iHAYCTPiit
B eKoHOMilli HiMeuunnn. EKciopT KpeaTnBHMX TO-
BapiB cTaHoBuB $0,51 MJIpH, @ eKCIOPT MOCTYT —
$5,4 Mapn (mimepoM € KOMITIOTEpHi IOCIYIH).
Excropr xpearusnux nocayr y 2019 p. craHoBus
30 % 3arambHOTO eKcropty mocnyr (JocmimxeHHs
npo ekoHoMiuHMiT BB, 2019). ¥ 2020 p. xpea-
TUBHI iHAYCTpii YKpainm srenepyBamu 4,2 % mopa-
HOI BapTocTi B YkpaiHi ($132 mypp), 3abesneqnm
pobotoro 360 Tuc. mopeit, a6o 4 % Bcix 3alHATUX
oci6 (Hikomaesa Ta in., 2021). 3rigHo 3 aHamiTNY-
HOI0 [IOBiIKOI0 IONO OOYMCIEHHS E€KOHOMIYHMX
IIOKAa3HMKIB ¥ cdepi KpeaTMBHUX IHTYCTpill, mif-
TOTOBJIEHIN [IMpeKTOpaTOM KpeaTUBHMX iHAYCTpiit
MinicrepcrBa Kynbrypu Ykpainu y 2018 p., yact-
Ka JIofaHoi BapToCTi (3a BUTpaTaMy BUPOOHMIITBA
Cy0 €KTiB TOCTIOfIAPIOBAHHS, 3a BUAMI €KOHOMIY-
HOI JiA/IbHOCTI, AKI HaJeXXaTb 10 KPeaTVBHUX iH-
IyCTpiit Ykpainy) HeyXWIbHO 3pocTana — 3 2,97 y
2013 p. o 3,86 y 2018 p. (MinictepcTBO Kynbry-
pu Ykpainm, [IupexTopar KpeaTMBHUX iHZYCTpiil,
2018). AymioBisyambHuii cekTop YKpaiHu po3BUBCA
Y KiZIbKOX K/IFOUOBMX HaIpsAMaX: iHTerpariii 3 €Bpo-
HEVICBKMM Ta MDKHapOJZHUM PUMHKaMM; PO3BUTKY
BHYTPIIIHBOTO PUHKY il KyIbTYPHOTO TYPU3MY 3
aKIIeHTOM Ha yHIKaJ/IbHiil Ky/IbTYPHill iIleHTUYHOCTI
TOLLI0, OITAHYBAHHA IHHOBALIITHUMM TEXHOJIOTIAMM.

3 mOYaTKOM «raps4oi (hasy» BifHU CTaH KY/IbTY-
pu YkpaiHu 3Ha4HO TOTripmmBcs. Y ciuHi-6epesHi
2022 p. Ha 60 % sMeHUIM/IACA 3arajbHa KilMbKiCTb
IJIATHUKIB TIOJATKIB, a Ha 41 % — o0csr 3ajeKna-
pOBaHUX HOXOAIB y cdepi KpeaTMBHUX iHAYCTPIit
IpOTU aHajoriyHoro nepiogy 2021 p. 3MeHIIeHHA
KIIPKOCTi ITaTHVKIB IOZIATKIB Ta 00CATY JJOXOMiB
0y/10 mpuTaMaHHe BCiM ceKTopaM y cepi kpeaTus-
HuUX iHgycTpiit (MiHicTepcTBO KymbTypu Ta iHdop-
Mariitnol momituku Ykpainm, Creativity Ukraine,
2022). s cutyanis crama BigMiHHOW Bif cutyarii
i yac maxpeMii, Komu Haitbinble BTPAT 3a3HA/N
«KOHTaKTHI» CEKTOPU, HATOMICTb iHIII ITPOJOBXKY-
BaJIYl 3pOCTATH. YTIiM, K 3a3Ha4a0Ch, Ha 16 % 3pic

3aTa/IbHNI 00CAT IIOJIATKOBIX HA/IXO/KEHb 70 3Be-
JieHOTO OI0fpKeTy Y cepi KpeaTHBHUX IHAYCTPiit y
I kBaprani 2022 p. Ha mpotusary I keaprany 2021 p.
Ilonay monmoBuHa 1IbOTO NPMPOCTY BUHMK/IA BHAC-
JJIOK 3pOCTAaHHA HAJXOIKEHb €JMHOrO IIOJIaTKY
JIMOBIPHO y 3B’SI3Ky i3 3aKpUTTAM IiJIPUEMCTB
i crmatoro GopriB. Hait6inburi mmaTHUKM TMOfaT-
kiB — IT, peknama, KiHo, apXiTeKTypa, AKi pasoMm
cnmauyoTh moHaz 90 % NOJaTKOBMX HaJXOIKEHb
(tam camo, 2022).

YkpaiHcbkuit KynbTypHIit GOHZ TPOBIB YOTHPH
XBIWI JOCTIDKEHDb CTaHY KyIbTypHOI chepu Ykpa-
iHu mig vac «rapsyoi ¢asu» BiftHu 3 PO. Y yepsHi
2024 p. YKO peanisyBaB BXe 4ETBEPTY XBUJIIO [IO-
CTiJKEHHA CTparerill afanTalii KynbTypy Ta Kpe-
aTMBHMX IHAYCTpilt K0 yMOB BiftHM (YKpaiHCHKMIT
KynbTypHUil Qouz, 2024, yepsenn). Ilepma xBud
focmimkeHHs Binbynacs B mucronazi 2022 p. (Ykpa-
iHChKMIT KynbTypHuUit ponp, 2022, micTonan), ipy-
ra — y 4yepBHi 2023 p. (YkpalHCBKMIT KYIbTYpHUIL
donp, 2023, yepBeHb), TpeT — Y rpypHi 2023 p.
(Yxpaincokuit KynsTypHuit ¢ponp, 2023, rpyzeHs).
3a sBiroM YKO®, yeTBepTa XBU/IA ONUTYBAHHA €KC-
IEPTIiB 3aCBiuN/Ia, 10 OIiHKA CTaHy YKPaIHChKOI
cepn KyIbTypy He 3a3Ha/Ia CYTTEBUX 3MiH IOpiB-
HSHO 3 IOTIepefHiMU XBUIAMM JOCTifkeHH . Tak,
TnepeBaXHa OIIBIIICTD PECTOH/IEHTIB 3a3HAYNIIa,
110 HVHI CTaH KYIBTYpH € 3afoBimbHUM (41,3 %)
a6o moranum (41,1 %), mume 5,7 % Ha3MBAIOTh
ioro mo6pyum (YkpaiHCbKMII KYIbTYpHUIT (OHT,
2024, yepBens). Lls cy6’exTuBHa OIiHKa eKcIep-
TiB MiATBEPIKYETbCA CTATUCTIKO MPUOYTKIB Bif
KpeaTVBHUX iHAYCTpiil YKpaiHu, ajpKe, 3a JAHUMUI
YKpaiHCBKOTO ILIEHTPY KYyIbTYPHUX [OC/iKEHD,
y 2023 p. 3ajieK/apoBaHi JOXOAM Ta CIIayeHi Io-
JATKU cepu KpeamusHux iHOycmpiii BIAIM Ha
50 %. (Cultural Relations Platform, IenepambHuit
IVPEKTOpaT 3 MNUTaHb OCBiTY, MOMOJL, CHOPTY Ta
KynbTypu €Bpomnericbkoi Komicii, 2024).

YTim, Tonpy CKIaIHOLL, Y Halliil KpaiHi Ha oc-
HOBI CUCTeMHVX JJOCTIKEHb (POPMYIOTbCS TaKTH-
Ka Ta CTpaTerisd ajjanTalii KyIbTypyu YKpainm 1o
curyanil niBuIeHoi TypOyIeHTHOCTI i Jac Bili-
Hu. OffHy 3 IPOBIfHMX POJIEl Y BiTHOB/IEHHI I03K-
TUBHOI [JUHAMIKY PO3SBUTKY KpeaTUBHIUX IHAYCTPiil
YKpainu 3arajioM Ta ayAioBi3ya/lbHOTO IiICEKTOPY
30KpeMa Bifirpae amBepcudikariis eKOHOMIYHUX
Moperneit GOpMyBaHHS ay/iOBi3ya/lbHNUX IPOEKTIB
Y KpeaTMBHMX IHAYCTPIiAX HAIIOI KpaiHuL.



SIki x exoHoMiuHi Mofeni GopMyBaHHS aypio-
Bi3ya/IbHIIX IIPOEKTIB BIUTMBAIOTh Ha GOPMyBaHHA
ayJioBi3yaNnbHUX HPOEKTiB B YKpaini! Hapemena
Hamy KnacuQikallis eKOHOMIYHMX Mopenelt 6asy-
€TbCs Ha Pi3HUX crocobax diHaHCYBaHHA BUPOO-
HMI[TBA KPEATUBHOIO IIPOAYKTY, cepef AKUX: Jep-
KaBHe (iHAaHCYBaHHS, He3aleXHe (iHAaHCYBaHHH,
cTyfniiiHe diHaHCYBaHHA, GiHAHCYBaHHA HA OCHOBi
IAPTHEPCHKIMX YTOf Ta CIIIbHUX MiJIPUEMCTB, IIe-
penmaty Ta uudpoBoi AUCTpUOYILii, MapKeTHHIO-
BJIX Ta CIIOHCOPCHKUX yrof. OKpim croco6y diHau-
CyBaHHS, KOXHa MOJieNb Iepefbadae TaKoX Taki
KOMIIOHEHTH: BYMOTH 710 OI0[)KeTYBaHHs, CTpaTeril
3 PO3IOBCIOJKEHH S, YMOBI MapKeTYBaHHA.

OyHKIIOHANBHO M00enb 0epHasH020 (iHaHCy-
6aHHA (OpPMYBAHHA ayAiOBi3ya/lbHUX NIPOEKTIB B
YKpaiHi MO>XHa BBa)XaTy NIAHIBHOKO 3 Ki/IbKOX ITPY-
uyH: 1. JumKnuTamisoBanuii pMHOK ayAioBisyasb-
HIX IIPOEKTIB B YKpaiHi € BKpall «MOJIOAMM», X04a
i AMHAMIYHMM, TOMY Jlep>KaBHe PETyII0BAHHA IIPO-
1eciB y KpeaTUBHUX IHAYCTPIAX 1Lie € JOBOJI 3HAY-
HuM; 2. CuTyanig pociiicbKoi arpecii B Hallmii KpaiHi
IIeBHUM YMHOM TifjipBaja icHyBaHHs 6aratbox 0i3-
HECOBVX CTPYKTYP, BPaXOBYIOUM 11 BMpOOHIYO-6i3-
HecoBi opraisarii B ayzioisyanpHiit cdepi, Tomy
0e3 oToMOrH fiepykaBy M iCHYBaTV JOBOJ CKIaf-
HO. 3. B Vkpaini cdopmyBamich neBHi fepxaBHi
incturywnii (Jepxxino, YK® Tomo), yepes sxi BTi-
JIIOETBCST KYbTYpHA Ta iHpOpMaIiliiHa MOTiTHKA i
AKi MOJIepyIOTb OTPYMAHHS JepyKaBHOI (piHaHCOBOI
JIOTIOMOTY Ha peaIisallifo Aep)KaBHUX 3aBJAHb Y LIii
cpepi. OCHOBHMMY IIIAXaMM OTPUMAHHA YacTKU
iep>kaBHOro hiHaHCYBaHHA Ha GOpMyBaHHS aygi-
OBi3ya/IbHVX IIPO€EKTIB € TPAHTH, IIOIATKOBI Mi/IbIN
Ta CrierfiaabHi GOHAM I MATPUMKM KYIBTYpPU i
MIUCTENTBA. bIofpKeTyBaHHA 32 L[i€l0 MOJENII0 Ya-
CTO mepenbadae BUJIIEHHs KOIITIB HAa KOHKPETHi
CTaTTi BUAATKIB, 110 MOKe 0OMEXYBAaT! THYYKIiCTb
6romxety. Pokyc cTpareriii po3MOBCIO/KEHHS Kpe-
aTMBHOTO IPOJYKTY 30CEPEIKYETbCA HA KYIbTYP-
HUX 1 COLialbHMX IiMAX (HOMIMpPEHHS MOXe OyTu
OpI€EHTOBaHE Ha OCBITHI Ta Ky/IbTYpHi iHilliaTHBU,
BK/IIOYAIOYN ITOKa3) Ha GecTUBALAX i B KYIbTYp-
HUX YCTaHOBAX).

MapxeTuHr y Takiit ekoHOMiYHiit Mofeni 6asy-
€TbCA Ha [JOBOJI IIVPOKIN LIiNbOBIN ayguTOpil Ta
CHIiBPOOITHUIITBI 3 JiepXKaBHUMM IHCTUTYIIAMIL.
OpHMM 3 TaKuX MOSUTMBHMX IPUKIAZiB CTajla
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crpareria YK® Ta iforo rpaHToBux mporpam, fKi
IiATPUMYIOTD ayAioBisyanbHy cdepy. Tak, y Kuesi
19 6epesns 2024 p. npoxoxus VII MixuapopgHmit
dopym «KpearnBHa Yxpaina. IlepeocMucrieHHS.
Kynbrypa». Opranisatopamu 3axony 6ymu MKIII
Ta YKpaiHCBKMII LIEHTP KyIbTYPHUX [OCHIi/KEHb
cninbHO 3 “Design of Changes” a “Design4Ukraine”
y mapTHepcTBi 3 rpynoto «Hadroras» Ta Denepa-
1ielo poboropasliB Hadrorazosoi ramysi. Popym
BiOyBasca 3a migTpumku YKO, IIpencraBanmraa
€C B Ykpaini Ta Odicy posBUTKY KpeaTHBHUX iH-
pycrpiit mpu MKIIL. Ha npomy saxopi itoro yyac-
HUKM 3adiKcyBaay He JMIIe YCIHIIHUI PO3BUTOK
KPeaTUBHUX iHYCTPiil y BOIKYIN 3 POCIICHKIM
arpecopoM YkpaiHi, a if 06roBopum CIiBpoOiTHM-
IITBO YKPAIHCBKOI fiepykaBi (Ta ii iHcTUTY1Liit) 3 6i3-
HeC-CTPYKTYpaMy KpaiHuL.

Oxpim nporo, 3a 3BiTHicTI0 YKO 32 2023 p. mpio-
PUTETHUMI CEKTOPaMM TPAHTOBOI MIATPUMKY CTa-
MY Bi3ya/lbHE MICTELTBO, ayfjia/ibHe MIUCTELTBO,
aymioBisya/bHe MICTENTBO, IHeppopMaTHBHE Ta
CLieHIYHe MMUCTELTBO, KY/IbTYPHI Ta KPEaTUBHI iH-
pyctpil (kpoccekTopanbHi HpoekTy). bimburicTs
npoekTiB Oy7o peanmizoBaHo 3a migTpumku YKO B
Ykpaini (204), 3a KOpoHOM — nuIIe 9 IPOEKTIB.
Cepern obmacreit Ykpainu y 2023 p., 3 sxux Oymu
nofjani 3afgBku Ha rpantu B YKO®, migmpysamm
Kuis Ta JIpBiBCcbKa 067macThb (BifnoinHo, 799 6yno
nofiaHo 3aABoK B Kuesi, peanisoBano 3 Hux — 89;
Y JIbBiBCBKilt obmacTi mogano 203 3asBKH, peati-
30BaHO — 31) (YKpaiHCBKMII KYIBTYpHUII (QOHI,
2023). Y uepsHi 2024 p. YkpaiHCbKNIT KYNbTYpPHUIL
¢oup npwitaas sagsku Ha JIOT «KopotkocTpokosi
KY/IbTYPHO-MIUCTEIbKI IIPOEKTI» B MEXaX TPAHTO-
BOI IIporpamu «BifHOBIEHHA KY/NbTYPHO-MMUCTELIb-
KOI [{IAIbHOCTI» JIA CTBOPEHHA YMOB [I/I BUPO-
O7IeHHS HIMM aKTya/IbHUX KY/IBTYPHO-MUCTEIKIX
IPOAYKTIB, AKi B yMOBaxX POCIJICbKOI arpecii mpoTu
YKpainy BijiHM CTaXOTh OCHOBOIO iJlEHTMYHOCTI Ta
IPOIPECUBHOL KYIbTYPY Ha HAL[iOHA/IbHOMY DiBHI,
a Ha MDKHApOJHOMY PiBHIi € IHBECTUIIIAMY B IMIZK
Ta mosuiiloBaHHA Kpainu y cBitTi (CeMboHOBa,
2024). [Ipuxnagom sepxxaBHOro QiHaHCYBaHHSA de-
pes crmenianbHi GOHAM MOXKHA BBAKATY IPAHTOBY
nporpamy “Per Forma” mis1 ykpaiHCbKMX IPOEKTIB
y cdepi neppopMaTHBHIX MUCTELTB 32 MiTPUMKI
“Performing Arts Fund NL” i MinictepcTBa 0CBi-
TI, KynbTypy Ta Hayku Higepnanpgis. 14 rpanrosa
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Iporpama peanizoByBaTuMeThCsl Ha IuQpoBiit Bip-
TyanpHil mratpopmi “Kyiv Contemporary Music
Days” (KCMD) (fIxoBenko, 2024).

Taxux mpuxnagiB 3a poku Ppocificbko-yKpaiH-
CBKOI BillHM MO)XHa HasecTy 6araro. OmHaK cCrif
3a3HAUNTI, 1110 i caMa fiep>kaBa moTpebye diHaHCco-
BOI IIATPUMKI BiJi MbKHapogHoi ciiibHOTH. Ha oc-
HOBI pe3y/bTaTiB KapTyBaHHA €Bpomnelicbka KoMi-
cig me B mucronazni 2022 p. mpoBena KOHCYIbTallii
3 25 IpeACcTaBHUKAMM KYIbTYPU, AKi pelpeseHTy-
Ba/lil K/IKOYOBI Jiep)KaBHi, TPOMaJIChKi Ta IpYUBATHI
incTurywnii 3 pisaux cexropis KKI ta pisHux perio-
HiB YkpaiHu. byno 3asHaveno, mo «Kynbrypy cnip
pO3IIAfiaTH B JOBTOCTPOKOBIN IEPCIEKTUBI, a He
AK IHCTPYMEHT [/11 BUTIPaB/IeHHA HEJOMIKIB iHIIMX
CEKTOpIiB y KOPOTKOCTPOKOBIII IepcreKTusi. Kymb-
TYPHI IIPOCTOPY MOBYHHI BUXOAUTY 3a MEXI CBOIX
TpauuiiHyx nocayr» (Cultural Relations Platform,
[eHepanbHMil [UPEKTOPAT 3 MUTAHb OCBITH, MOJIO-
A, cmopTy Ta KyabTypu EBpomeiicbkoi Kowmicii,
2024). [Ipodeciiina cninbHOTa, ZOMy4eHa 10 pop-
MYyBaHHA ayJiOBi3ya/lbHUX IPOEKTIB, 3 2023 p. Bu-
marae Bif Kabinery MinicTpiB Ykpainu BKIIOUMTY
rajysb Ky/IbTypy Ta KpeaTUBHMX iHAYCTPIll 10 Oro-
nomeHoi €ppomneiicbkuM CoOK030M YOTUPUPIYHO]
Iporpamy MifTPUMKI BifHOBJIEHHS, BifOyIoBM Ta
MopepHisanii Ykpainn. Ii cxsamus €spomapnament
17 xxoBTHA 2023 p. 3anpononosannii EC Ponp fo-
noMorn YkpaiHi Iepepnbadae peanisaliio HOBOIO
iHcTpymenTy mip HasBoto “Ukraine Facility” 3a po-
IIOMOTO}0 HbOro YKpaini npotarom 2024-2027 pp.
BUAATh € 50 MIpH. y BUITIAAL TPAHTIB Ta MO3UK
Ha BiTHOB/IEHHS. Y «KOIIVK BiTHOBJIEHHSI» BXOJATD
i migTpumxa Ykpainn B aypioBisyanbHiit cdepi Ak
yKpall BXMUBIl [ 30epeskeHHs HaljiOHaIbHOI
inenTiyHoCcTi Hamoro Hapomy (Kabamii, 2023).
3po3yMino, 0 BaKIMBYUM aCTIEKTOM JIePKaBHOTO
¢iHaHCyBaHHS ayfiOBi3ya/lbHNX IIPOEKTIB B yMoO-
BaX BI{HM € IATPUMKA TUX IIPO€EKTIB, AKi CIIpys-
I0Tb €IHOCTI Hallil, IaTPiOTU3MY Ta PO3YMIHHIO I10-
J1iii, 1110 BifOyBaOTHCA B KpaiHi.

Modenv HesanexHoeo piHancy8anHs, AKa POIO-
yayma GopMyBaTHCh y HauIiil Kpaiui me B 1990-1i pp.,
HUHI BKmOYae (iHAHCYBaHHA ayAioBi3yambHUX
IIPOEKTIB IIPUBATHYMY iHBECTOPAMY, HEBETVIKVIMU
KoMmmaHiamu uu Gporgamu. HesamexHi Bupo6HUKH
YacTO IIYKAlOTh 30BHIIIHE (iHAHCYBaHHS Yepe3
IIAPTHEPCTBA, KpayApaHAVHT 4y (OHMY MATPUMKN

ayfioBisyaspHOro MMUCTeNTBa B €BpoOMi Ta y CBITI
saranoM. YacTuHoo Takoi Mofieni € piHaHCyBaHHA
gepe3 chopmoBany B €EC mMpoKy Mepexy Kpayp-
¢anpuHroBUX MIaTGOpPM Iif TEBHi anropuTMu
iCHyBaHHA ayJiOBi3ya/bHOTO IIPOEKTYBAHHA. YMO-
BI OIO/PKETYBAHHA 3a TaKoi MOJIer Mepef6adaoTh
a00 06roBOpeHHs yMOB 3 iHBECTOPOM, BK/TIOUAI0UN
YaCTKY IpUOYTKY Ta KOHTPOTDb HaJ| IPOEKTOM, 300
(3a xpayndanamura) 6omxer Moxke GopmyBaTuCcs
Ha OCHOBI 0YiKyBaHb BiJf ayAUTOPIi Ta IXHbOI TOTOB-
HocTi diHaHCyBaTu poeKT. CTpareris MOMIMpPEHHS
KPEaTNBHOTO IIPOAYKTY Moxke OyTu arpecusHi-
LIOK0 3 aKL[EHTOM Ha NPMOYTOK, BK/IIOYAIOUN IIN-
POKMIT IPOKAT y KiHOTeaTpax Ta MPOJaX IpaB Ha
MDKHAapo#gHOMY puHKY. Crpareria mommpeHHA 3a
KpayzdaHanHra yacTo 6a3yeThcs Ha MONEPETHbO-
MY 3a/y4eHHi CHiIbHOTH, 10 MOXe TepefdavaTy
cIiellia/IbHi MOKasy JjId TUX, XTO HifTpUMaB IIPO-
€KT. [Ipy 1bOMy MapKETVMHT MOXKe CTaTH YaCTHHOK
IPOAYKTY, HA/larofKyBaTu JOBIOCTPOKOBI BiffHO-
CUHM i3 LIIIbOBOK AYAUTOPIi€I0 Ta HaJaBaTU €KC-
K/II03MBHI IIPONO3ML{I I MIOCTIHUX CIIOXKVBAYiB.

Mopenb HesanmexxHoro iHaHCYBaHHS aypioBi-
3yaJIbHVX TIPOEKTIB CTA€ 0COOMIBO aKTYa/IbHOKO B
yMOBaX €KOHOMI4HOI TypOyIeHTHOCTI, Konu Tpa-
IULiHI Kepena (iHAHCYBAaHHA MOXYTb 6yTM
MEHII JOCTYIHMUMY ab0 MeHII Haf{ilHUMM Y 3B 513-
Ky 3 ¢iHaHCOBMMM Kpy3aMy ab0 eKOHOMIYHOI
HecTabinbHicTIo. Peanisaris 1jiei Mogeni B ymoBax
IiJBMIIEHO] €KOHOMIYHOI HEBM3HAYEHOCTI B YKpa-
iHi BinOyBaeTbCs a00 Yepes 3amydeHHs iHBeCTHUILiit
Bil mpuBaTHUX 0ci6 Ta KoMmaHiil, abo depes Kpa-
yndanauHr Ta MerieHatcTBo. OcTaHHil BapiaHT ¢i-
HaHCYBaHHS € 0COOMMBO KOPYMCHUM /A Mano6io-
IDKETHUX He3a/eXHUX ayfioBisyaqbHUX IPOEKTIB,
AKi MOXYTb He MaTy JOCTYIY [0 TPafMIiiiHMUX
IKepen ¢inancyBauHs. [Ipuknagom Moxe OyTn
icropis crBopenHs crygielo “Podoba Interactive”
CIOXKeTHOOpieHTOBaHOi jocmifHuipkol rpu “Back
to Hearth” Y it kopucryBayam norpi6Ho Gyxe
BiJHOBIIIOBATI TPaJuIliiiHi YKPAIHChKI XaTu B I10-
KIHYTOMY JIiCOBOMY IIOCE/IEHHI, AKE CITyCTOLINIIO
Jluxo. «[onoBHOMY reporo Tpeba posibpatics 3 Ha-
CTifIKaMy Tparefiii, IOMATOANUTH BCi YUIKOIKEHHS,
IpUBECTN [0 /afly KOXKHY ocento. CTBOpITh 3aTu-
LIIOK Y AOMIBIi, I[06 OBEPHYTY MENIKAHIIIB JOA0-
My», — JifeTbcs B omuci rpu Ha Steam (Ilormikos-
cbKa, 2023). YTim, i MacmTabHimi ayaioBisyambHi



IIPOEKTY B YKpaiHi JOMy4aroTh Kpay#paHayHT I
¢inancyBanns. Hanpuxan, kpayadanausr aygio-
Bi3ya/lbHUX NPOEKTIB (Takux sK QpinbMu, cepiamm
4y Bifieoirpy) cTae fefa;i MONMYIApHIUIMM CIO-
coboM QiHaHCyBaHHA B YKpaiHi. MoXxHa HaBecTH
Ile KifbKa YCIIIHNX IpuKaafis: ¢GinbpM «ATmas-
tupa» (2019) B. Bacsnosnya (B. BacsinoBny 3i6pas
KOIITM Ha 3aBeplleHHA (inbMy depes mmardop-
my “Kickstarter”), dinbm «3axap Bepky» (2020)
A. CetitabnaeBa, AKUIT TeX 3a/My4aB KOLITH depes
KpayabauauHr. Jeski yKpaiHcbKi cTyail po3pobku
Bijleoirop TakoX BUKOPYUCTaMN KpayAhaHaNHT I
¢inaHcyBaHHs cBoix mpoektiB. Hampukmaz, rpa
“Pathologic 2” Bip cTypii “Ice-Pick Lodge” wacTxo-
Bo (inancyBamacs yepes Kickstarter, mo pmosBo-
M0 po3pobHuKaM 3asepumty rpy. i mpuknagn
TIOKA3yI0Tb, IO KpayA(aHAMHT CTae BaXIMBUM
IHCTPYMEHTOM JI/I YKPAIHCBKUX ayliOBi3ya/lbHUX
IPOEKTIB, JOLOMArau iM He yuire oTpumary ¢i-
HAHCYBaHH1, a Il IPUBEPHYTU YBary /10 CBOiX TBOP-
YMX ifiel AK y caMiil KpaiHi, TaK i 3a ii MeXxxaMiL.

Y modeni cmyoiiinoeo inancysanns CTygii 4u
Be/MKI BUPOOHNYi KOMIaHil GiHAHCYIOTh NMPOEKT
TIOBHICTIO 200 9aCcTKOBO. BOHV MOXYTb BMKOPUCTO-
BYBAaTM BJacHi KOWITM ab0 3amydary iHBeCTMIIl
Bifi cropoHHix inBectopiB. CTygil 3a3Buyail KOH-
TPOTIOIOTH TIPOLeC BUPOOHUIITBA, AUCTPUOYLIl Ta
MapKeTHHTY IPpoeKTY. [Ipukmagom Moxxe cTaTu mo-
3UTMBHA Kojnabopalis KpeatuBHOI areHuil “Drama
Queen” Ta Bigomoro 6penpy “Etnodim” “Drama
Queen” 3HsAMa Bifjeo I LIbOTO OPEH]TY, sKe CTANO
YACTMHOI KaMIaHil HoBoi Konekuii «CBos copod-
Ka». PONK IpucBAYEHO NMOIIYKY BIACHOTO KOPIHHA
Ta YCBiTOM/IEHHA ifjleHTNYHOCTI. I]g xammania fo-
CIiKye perioHanbHi 0cOOMMBOCTI MiBIEHHO-CXif-
HMX perioHiB YKpainu. Ponmyk sHiManmm Ha KilnbKoX
noxanifax y Kuesi, [Tapyuxi Ta Kapmarax pasom 3i
crygieto npopakureny “tvlab”(ITaciunmx, 2024).

3rifHO 3 MOOenII0 NApMHEPCOKUX Y200 Ma Cifb-
Hux nionpuemcms, GOpPMyBaHHA ayfiOBi3yambHUX
IPOEKTIB BifJOYBA€THCA 32 YMOBYU 00 €HAHHSA BU-
pOOHMKaMu CBOIX pecypciB Ta MOX/IMBOCTEN I
eKcrepTy3y mwopo ¢iHaHCyBaHHA. BukopucranHA
3a3HAYEHOI MOfeNi M03BO/A€ 3HUSUTYU PUSUKY Ta
PO3IOAINTY BifNIOBIfA/IbHICTD MK IIAPTHEPAMIU.
12 Mogenb y cydacHiit Ykpaini Hait6inbie BuKo-
PUCTOBYETbCS B KiHOBMpOOHMITBI. CrinbHe Ki-
HOBUPOOHUITBO (KOOMPORYKIIis) B KiHOIHAYCTpIl
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CTajio BXe 3BUYHMM IporuecoM. OKpiM cIinbHOTO

KIHOBMPOOHUIITBA, TAaKOXX NMPAKTUKYETHCS CIIiNb-

He TIpocyBaHHA QinbMiB Ykpainyu Ha QecTuBani 3

METOI IOMY/IApM3allil MUCTEL[bKOTO HPOLYKTY Ta

NOTEeHIL{IHOI Tforo mucTpubywii. MoxxHa HasBaTu

Ki/IbKa IIPUK/IAZIiB peanisanil Takoi MOfIe/i:

1. «Bynxan» (2018) pexx. P. bonpgapuyka (koompo-
nykuis Ykpainn, Hivewunsn ta MoHako), Aknit
OYB BICOKO OLIiHEHWII KPUTUKAMI 32 JIOTO OpMTi-
Ha/JIbHMI TJIXiJ Ta XyJOXKHE BUKOHAHHA; CTPIUKY
HaropofKeHO TIpM3aMyl Ha KibKOX MDKHApOJHMX
KiHO(eCcTUBA/IAX, 30KpeMa TONOBHUM IPU30OM Ha
OpecbkoMy MDKHApOHOMY KiHOecTHBaJTi.

2. «[logomy» (2019), pexx. H. AnieBa (xoompo-
nykuis Ykpainu 3 TypequnHoro). Crpiuky 6ymo 06-
PaHO fAK YKpaiHCbKY 3asABKY Ha Ipemito «Ockap» y
HoMiHaii «Kparuit inozemumit Ginbmy.

3. «Moi mymku tuxi» (2019) pex. A. Jlykiva (xo-
ompopykuisa Ykpainn 3 Jlatsiewo). Kixo crano xitom
Ha 6ararbox KiHoQecTyBanAx, BKmovHo 3 “Karlovy
Vary International Film Festival”.

4. «Artmantupa» (2020) pex. B. Bacsnouya.
®inbM CTaB NPUKIAZOM YCIILIHOI KOONpPORYKIi
Ykpainn 3 ®panniero Ta Himewunnorwo. Kinokap-
THHa 3700y7a 6e3/1iv Haropoy, Ha MKHAPOJHUX Ki-
HO(ecTHBaNAX, BKM0daody npus «[opn3oHT» Ha
BenenjjiancpkoMy KiHodecTuBaim, Ta IpyBepHYyIa
yBary 0 po6yeM eKoIoTiYHOi Ta collianmbHOi KaTa-
crpodu Ha Jlonbaci.

5. «Hocopir» (2021) pex. O. Cenuosa (koompo-
nykuis Yxpainu 3 [lonbmero ta Himewunuomw) ot-
pUMaB MO3UTUBHI BIITYKM Ha MDKHAPOJHUX KiHO-
decTuBasx.

Ha cporopHi «B p060Ti» AK KOOIIPOAYKIIiA Iie-
pebyBaloTh e KilbKa KiHOIMPOEKTIB, i Iie Ie pa3
HiATBEPIKYE NMPOAYKTUBHICTD 3a3HAYEHOI €KOHO-
MiyHOI Mofienti popMyBaHHA ayAiOBi3ya/TbHNX IIPO-
€KTIB.

YKpaincbka aypioBisyanbHa KpeaTMBHA iHJY-
CTpis 3a OCTaHHI POKM aKTMBHO BIIPOBA/KYE MO-
denv nepednnamu ma yudposoi oucmpubyuii, mwo
cipusie il 3pOCTaHHIO Ta 30iMBIIEHHIO ayJUTOPIL.
Cepen aynioBi3ya/lbHUX IIPOEKTIB, IKi CTAHOB/IATD-
Cs1 3aBJIAKN il Mopier, € Ak ¢inbmu, Tak i Th-cepi-
a1y Ta Bifieoirpy, HalpuKIaz:

- «Ki6opru» (2017). @inpm mpo 3saxuct Jone-
IIbKOTO epOINOPTY HPOJOBXYE 3aNMIIATUCA
TIOMY/LIPHNUM 3aBJAKN TaKuM IMQPOBMUM IUIAT-
popmanm, sx “Netflix’, “Megogo” ta “Takflix”;
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- «Kpytu 1918» (2019). Ictopuynuit ¢insm mpo
61it mip KpyTamu TakoXX ZOCTYIHMIT Ha KiTbKOX
uudposux nnarpopmax, sokpema “Megogo™ Ta
“OlLtv”;

- «3aboponennit» (2019). biorpadiuna kiHoxap-
TiHa npo Bacuna Cryca, nudpoBy migmmcky Ha
AKy oopmieHo Ha wiatpopmi “OlLtv’s

- «Moi gymku tuxi» (2019). Crpiuka jocTynHa Ha
umdposux miardopmax ansa guctpuoynii ¢inn-
My, Bkmovatoun “ Takflix” — ykpaiHchky Iumar-
dopmy a4 OHMANH-TIPOKaTy (imbMiB;

- «Ilepmi mactiBkm» (2019-2020). Tenesisiituuit
cepian, ycmimHmii npoekt «Hosoro kanamy»,
AKUIT TAKOXX BUKOPUCTOBYE MOJIENb TIePeIIaTH
Ta MPOBY AUCTPUOYIIiIO, JOCTYIHWII Ha IJIAT-
¢opmi “1+1 Video” ta YouTube;

- «Cmiitmaru Katigaura» (2020). Tenecepian craB
OfIHMM i3 HAMYCHIIIHIINX YKPAIHCHKMX ayfio-
Bi3ya/IbHUX IPOEKTiB OCTaHHIX pokiB. Cepian
NOCTYIIHMIT JUIA IeperiAny Ha wiatgopmi “1+1
Video”. Cepian Tako)X MOXHA HeperTAHyTH Ha
mnardopmi «Kuicrap TB».

Otxe, BUKOPUCTAHHA MOZieNi IMppoBoi mifmmc-
KI1 JI03BOJLA€ He /MIIe 301/IbIIyBaTy KilbKiCTh I71A-
naviB, a if 3abe3nevyBaTy JOCTYIHICTb YKPAaiHCHKO-
r0 KOHTEHTY Ha MIXKHAPOJIHOMY PiBHi.

Ile opHa Mopenb — MoOenb MapKemuHz08Ux ma
CNOHCOPCOKUX Y200 — YACTO BUKOPUCTOBYETCA I
¢iHaHCyBaHHA ayHioBi3ya/lbHUX IIPOEKTIB dYepes
PpeK/IaMHi KOHTPAKTY Ta CIOHCOPCBKi yroau 3 6peH-
IaMM Ta KOMITaHisIMU. DIOIXKeT CK/TaaloTh CIIOHCO-
pu1, BOHM X GOpMYIOTH (200 3aTBEPXYIOTD) i cTpa-
TETil0 PO3MOBCIOIKEHHA KPEaTMBHOTO HPOAYKTY.
Ykpainckuit 6peny; “Ptashatam” migrorysas -
HY KOJIEKIIiI0 TeKCTUO Mif HasBowo “Contra spem
spero!” o mHs HapomxkeHHs Jleci Ykpainku (3'1-
BIIACA KOMEKIisA Tekctumo, 2024), YkpaiHCbKuit
openy “byMe” mpesenTyBaB kornekiio «bepesinby,
HATXHEHHY YKPaiHCBKIM PE&XICEPOM, aKTOPOM Ta
npamatyprom Jlecem Kyp6acom i itoro rearpom. Ilix
4ac poOOTHU HaJ| KOJIEKIIi€l0 KOMaH/a OpeHyy 1T ATh
MiCALIIB JOCIipKyBata apxiBu Mysero TeaTpanbHO-
ro, My3MYHOTO Ta KiHOMMCTeNTBa YKpaiHy, a Ta-
KOX BVBYA/IA JIITEPaTypy, OB A3aHY 3 [iA/NbHICTIO
Jlecst Kypbaca ta «bepesona» (Ykpaincbkuit 6penn
IPEeICTaBMUB KOJeKIio..., 2024). O6buasa OpeHan
IJIAHYIOTh ayJi0Bi3yalbHi IPOEKTY IS IOIY/ISApK-
3allii OMX KpeaTMBHUX IPOAYKTiB. fKijo 3BepHy-
THCD JI0 TIPAKTUKM BJIacHe KiHO Ta TeJeiHAyCTpii B

YxpaiHi, To, 0 IpUKNaAy, ;1 Tenecepiany «Cmiii-
matu Kariama» He nmumre opopMIoBaTach yroga
IapTHepCTBa 3 Mefiarpynow “1+17 ska BKI0Yana
peKaMy Ha Te/eBi3iifHIX KaHaIaxX Ta IWIaTdopMax
rpymu (Oy/u CTBOpeHi iHTepaKTUBHI OCTH, Tpeil-
Nepy Ta iHTepB’I0 3 aKTOpaMy Ta po3MilleHi Ha
BifeoxocTuHrax Facebook, Instagram, YouTube),
a 11 cepian CIOHCOPYBaBCA KiTbKOMa BENMKUMU
YKpaiHCBKMMM OpeHpamm, Takumu sk - Roshen’
ta “Kyivstar’, 110 [03BO/INIO 3a/Iy4UTH JOFATKOBE
(iHaHCyBaHHA Ta MOMMIINTY SKICTb BUPOOHMU-
ursa. Cepian «Ilepmi nmactiBki» popmyBaBcs Ta-
KOXX YaCTKOBO Ha KOIUTY Biff CHOHCOPCBHKMX yTOf 3
Mo6inpHuM omeparopom “Vodafone Ukraine’, mo
BKJII0YA/I0 IPOCYBAHHA Yepe3 MOOIIbHI cepBicu Ta
HaJaHHA 00HYCIB AmadaM cepiamy. Okpim 1boro,
1eit cepian 6yB MiATpUMaHWII TPaHTOM Biff YKpaiH-
CBKOTO KYIBTYPHOTO (OHZAY. YTOfia 3 HPOKATHOIO
kommanieo “Filmharmonia” 3a6esneunna ¢inbmy
«Moi ymKku Tvxi» eeKTVBHe HoMmMpeHHs GinbMy.
Ina sitomxn dinemy «Kpyru 1918», oxpim oTpu-
MaHHs IPaHTIB Ta QpiHAHCYBaHHA Bifi YKpaiHCbKOTO
JIep>)KaBHOT'O areHTCTBA 3 MUTaHb KiHo Ta MiHicTep-
CTBa KY/IbTYpH, OY/111 3a/Ty4eHi KOIIT Bif CTIOHCOP-
CBKUX YTOJ 3 YKPAIHCbKMMI KOMIIAHIAMM, TAKUMU
AK «HoBa nomra» Ta «YKpsamisHuia», AKi Haamm
(iHaHCOBY MiATPUMKY Ta JIOTICTMYHY JOIOMO-
Iy. A criBmpaid 3HIMa/IbHOTO KONEKTUBY (inbMy
«Kibopru» 3 6marogiitaum ¢ongom «IloBepHnuch
KUBVM» JIOIIOMOITIA y J1oro diHaHCyBaHHi Ta mpo-
CyBaHHi; yTofia 3 KOPIIOPATMBHUM NAPTHEPOM —
«[IpuBarbankom» — 3abesneunna fomarkose ¢i-
HAaHCYBaHHA Ta PECYPCH /1A IPOEKTY.

BucnoBkn. IlimcymoByrounm, MOXXHa KOHCTa-
TYBaTy, 1[0 B YKpaiHi HMHI BKpail CKIAJJHO BUKO-
PUCTOBYBATH JIMILIE OJHY €KOHOMIYHY MOZENb /A
dopmyBaHHS ayzioBi3yanbHOTO MpoeKTY. Koxxumit
erarl, BiJj KOHIIENLII 10 IIOCTIPOJAKIIEHY Ta IIPO-
CYBaHHA IIPOEKTY Ha PUHOK, I0Tpebye BubOpy of-
Hi€l a00 KilbKOX TaKMX Mojieneil. YKpaiHi Bjanoch
30eperTu Ta po3BMHYTH JOCATHEHH: 1MpoBisarii
IV BUPOOHMIITBA B KpeAaTMBHUX IHEYCTPifAX Ha
Bi[ICTaHi, TOCH/IEHHA MDKHApPOIHOI JOIIOMOTH /IS
PO3BUTKY KpeaTMBHMX IHLYCTpiJl Ta MPOCYBaHHA
KpeaTMBHUX IPOAYKTiB Ha CBiTOBMII pMHOK. Hu-
HilllHA eKCTPaopAMHapHA TYPOYIEHTHICTD y HALIil
KpaiHi BUMarae BiJi KpeaTMBHMX IHYCTpiil AMBEp-
cudikanil eKOHOMIYHMX Moperneil y dopMyBaHHI
ay[ioBi3ya/lbHIX IIPOEKTIB.
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IlepciekTyBa MOANBIINX JOCTIKeHDb 3a3HAYEHOI IPOO/IEMI IIO/ATA€ Y BYUABJICHH] KpeaTUBHOTO II0-
TeHLia/ly KOHKPETHMX CEKTOPIB KpeaTVBHUX iHAYCTpIiL.
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Fu Xinbin. Virtual choir as a kind of digital mu-
sical art

The relevance of the article. The so-called virtual
choirs remain very common in modern musical creati-
vity. Their activities are studied in modern science in
many aspects: historical, technical, socio-psychological,
musicological, etc. However, there is a debate about
whether such a form of artistic activity can be considered
a type of choral performance.

The purpose of the study is to clarify whether the
phenomenon of “virtual choir” belongs to choral or
digital art.

The methodology. Structural, functional and compa-
rative analysis were used to analyze the specifics of the
work of real and virtual choirs. The article also uses the
results of statistical data obtained by other researchers
on the psychophysiological impact of singing in real
and virtual groups on the well-being of choristers. An
analysis of surveys on other issues was also carried out.

The results. It was defined that a virtual choir
fundamentally differs from a real one in its structure,
which, in addition to performers and a conductor, also
includes sound engineers and editors. Even in their
actual absence, these functions are extremely important
and, in fact, replace the conductor’s activity, because the
final result depends much more on the sound engineer
and editor than on the conductor’s personality.

It was found out that the specifics of the creative
process in a virtual choir do not include a significant
number of specifically choral elements, namely the
ensemble component (except for coincidence with
the phonogram), response to the real process and
the possibility of influencing it during performance.
In addition, singing in a virtual project slows down
the development of empathy of singers, reduces their
ability to recognize the conductor’s gestures and facial
expressions.

The scientific novelty. For the first time, a reasoned
answer has been received to the question of the possibility
of classifying the so-called virtual choir as a type of
choral performance.

The practical significance. The results of the study
can be used in courses on the history of choral art,
the theory of choral performance, and in the practical
activities of conductors and sound engineers.

Conclusions. The creative and methodological
content of the work of a virtual choir has more differences
than similarities with the work of a real collective.
According to surveys, choristers evaluate the experience
of co-creation in a virtual project more negatively than
singing in a “live” choir.

A virtual choir does not require many purely choral
skills to achieve a result (ensemble, tuning, responding to
the conductor’s gesture and singing by colleagues in the
part), but requires significant technical knowledge and
skills (video and audio recording, editing, correction, etc.).

Thus, virtual choir as a phenomenon of modern
art is not so much a type of choral performance as its
simulation, carried out using digital methods, and should
be studied in accordance with its belonging to one of the
types of digital art.

Keywords: musical art, digital musical art, choral art,
virtual choir, sound engineering.

@y Cinvbinp. BipryampHmit xop fAK pi3HOBUT,
11 $poBOro My3UYHOTO MUCTENTBA

Posrnanyro mmraHHA miogo atpubynii deHoMeHY
BipTYa/IbHOTO XOPY SIK Pi3HOBUAY LIM(POBOrO MY3UYHO-
o MIUCTELTBa, yCylepey Joro TIyMa4eHHIO AK CIIel-
¢ivHOr0 BUAY XOPOBOTO BMKOHABCTBA. 3a JOIOMOTOI
CTPYKTYPHOTO, (YHKIIOHA/IIBHOTO I KOMIIapPaTUBHOTO
aHaJIi3y TBOPYMX IPOLIeCiB, sKi BiTOYBaOTbCA B peab-
HOMY Ta BipTyaZbHOMY XOPi, apIYMEHTOBAHO JOBENEHO
IXHi IPMHLMIIOB] BifMiHHOCTI Ha piBHi AK NPOLECiB, 110
BifOYBAIOTBCS, TaK i BpaXeHb, 110 GOPMYIOTBCS B M-
3MKAHTIB. 3iCTaB/IEHHA CTPYKTYPM PealbHOTO Ta BipTy-
a7IbHOTO KOJIEKTUBIB, 3aBJaHb BUKOHABIIiB, IUPUTEHTa
J1 TEXHIYHOI IPyIN IIE€PEKOHINBO CBijYaTh IPO Hempa-
BOMIpHICTb Kmacu¢ikamii ABMImA T. 3B. BipTyalIbHOrO
XOpy fIK Pi3HOBMJIy XOpOBOIO BUKOHABCTBa. CTaryc-
TUYHI JOCIKEHHS, Pe3YIbTAaT! AKUX BPaXOBaHO B Wil

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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Tparyi, TaKoX BijOMBaIOTh BiIMIHHOCTI BIIMBY y4acTi B
pearbHOMY Ta BipTya/bHOMY XOPOBOMY KOJIEKTMBi Ha
Icux0QisionoriyHnii cTaH BUKOHABLB Ta iXHIO caMo-
pedrekcito, 1o OmocepeNKOBaHO CBIFYUTD HA KOPUCTD
IEK/TapOBAHOr0 B CTATTi IXOAY [0 HAOCHKYBAHOTO
deHoMeny.

Kimo4oBi cmoBa: mysuume mucmenmeo, yugpose my3uu-
He MUCmeymeo, Xopoee MUCmMeumeo, ipmyanvHuil xop,
38yKOpexHuUcypa.

The relevance of the study. In the last decade, the
virtual choir as an artistic phenomenon has gained
significant popularity in the global media space,
however, working remotely using modern technical
means calls into question the presence of choral
specificity in such projects. Thus, the relevance
of the study is due to the existence of a scientific
discussion regarding the belonging of virtual choral
projects to the field of choral art.

Problem statement. The concept of “virtual
choir” has firmly entered modern vocabulary, butis a
virtual choir actually a choir? This question has been
raised for many years, and discussions have been
going on around this phenomenon for many years.
The answer is not entirely obvious, because several
aspects must be taken into account, in particular, the
structure of the collective, the features of the artistic
process and the specificity of the artistic result.

The purpose of the study is to attribute the
phenomenon of “virtual choir” from the standpoint
of its belonging to choral art.

Analysis of recent research and publications.
A detailed analysis of scientific works devoted
to the virtual choir is contained in the article
“Virtual Choir: Between Technical and Aesthetic”
(Fu Xinbin, 2023b). Their content is mostly
technological (Daffern et al., 2021; Statkus, 2022;
Mréz et al., 2022), socio-psychological (Fancourt
& Steptoe, 2019; Galvan & Clauhs, 2020; Paparo,
2021; Grebosz-Haring et al., 2022; Wardani, 2022;
Wardani & Suyajai, 2023), as well as didactic (Eren
& Oztug, 2020; Kachurynets, 2020; Larissia et al.,
2021; Mykhailova, 2022; Sukhetska, 2023; Vasylieva,
2024) and performance-interpretation (Savelieva,
2021; Shatova, 2021; Sukhetska, 2022) perspectives.

In the context of the aspect relevant to this
article, it is worth noting that many authors of
research on virtual choirs are interested in the

socio-psychological specificity of the virtualization
of the collective musical process. Research into the
experience of “documentary” virtual choirs leads
to optimistic conclusions that the perception of
social presence is quite high for a virtual musical
experience (Fancourt & Steptoe, 2019). However,
in her article “Virtual choirs’ and the simulation of
live performance under lockdown” (Datta, 2020),
the author directly points out the fallacy of the
concept of “virtual choir”, referring to the significant
difference in the creative process of a “live” choir
and its virtual simulation.

Some technical details of the process of creating a
virtual choir, which allow us to compare them with
the work of a real choral collective, are revealed in
the article “Creating a Remote Choir Performance
Recording Based on an Ambisonic Approach”
(Mroz et al.,, 2022). An important source of factual
information is the analysis of feedback from English
choristers and facilitators who participated in the
creation of virtual choirs during the pandemic
lockdown in 2020 (Daffern et al., 2021).

Presentation of the main material of the study.
Singing in a real choir as a process is a phenomenon
with deep archetypal roots. From time immemorial,
a person sang his emotional state in songs, finding
sympathy in others who joined in singing, sharing
anger, pain, and joy. Songs acquired semantic
meaning, grew into ritual, and reflected significant
life events. Their aesthetics were regulated by public
demand, the degree of talent of the performers, and
the singing technique that they learned from their
family and teachers. The distinction of folk choral
singing is the absence of a stage-hall, performer-
listener barrier, because everyone present, even silent
and untalented in singing, is a direct participant in
the singing action.

Professional concert choral performance exists
in the presence of such a barrier, in addition to
which there is another one: the distance from the
composer’s idea and musical text to its embodiment
in concert sound.

Despite the complexity of the choral music-
making process and the increase in distance from
the listener, a live performance retains the most
important thing — the real common existence of
people in joint singing and listening, a sense of unity
in the performance, the opportunity for the listener



to thank with applause, and for the choir to feel an
emotional response.

An audio or video recording of a live choral
singing records the collective’s presence in the
process of creating music, therefore it carries a
certain charge of people’s singing coexistence. There
is no direct creative meeting of the performers with
the listeners, although the latter can testify to their
attitude with reactions, comments, reposts on social
networks. Listeners have the opportunity to delve
deeper into musical creations through repeated
listening and a certain “appropriation” of them.

But no matter how beautifully the choir sang
during the recording, the aesthetic significance of the
performance that will see the world directly depends
on the creative group that makes the recording.
Many corrective tools are in the power of these
co-creators. The visual and audio canvas that will
appear before the listener is composed by the group’s
director, filtering one, emphasizing and embellishing
the other. In essence, virtual choir elevates the
role of the sound and video director almost to
the level of the choir conductor. The conductor’s
task remains only to create a video sample of the
conducting and audio matrix, which should become
the basis for the synchronicity of the recording of
the performers. He can provide preliminary verbal
advice on the technical and artistic side of the
performance, embedding their visual embodiment
in the conducting model. Individual singers must
record their part of the future overall sound alone,
at that moment only imagining the whole. After
collecting the disparate recordings, the key stage of
their technical processing and artistic combination
comes. Only the successful completion of this stage,
embodied in the corresponding video, is intended to
enable the performers to feel connected to the entire
choir, integral co-creators of the artistic image, and
to present the listener and viewer with a multimedia
choral performance that is as close to reality as
possible.

With a high dependence of the aesthetic qualities
of the final result on the technical means of
implementation, the performance process ceases to
be purely choral. This is evidenced, for example, by
the fundamental change in the performance tasks of
the choristers while working in a virtual project.

L. https://jamulus.io/
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“Firstly, /.../ the work with recording software,
choosing microphone and video camera settings,
and editing and/or editing the recorded material in
some cases are added.

Secondly, all tasks related to spontaneous
response to the conductor’s gesture are entirely
removed. Ensemble tasks are also eliminated: during
recording, there is no one to adjust to, or if other
parts have already been recorded, the behavior of
«colleagues» is completely predictable.

Thirdly, tasks of external expressiveness are
actualized during video recording, /.../ up to the
separate recording of video and audio tracks with
subsequent editing” (Fu Xinbin, 2023a, p. 270).

Even such seemingly stable tasks of a singer, such
as accurate intonation and mastery of the timbre of
the voice, become less relevant, because they can be
quite easily compensated for by digital correction.

Thus, “the total transformation of the functions
and tasks of virtual choir singers indicates that this
is a fundamentally different type of activity” (ibid.).

The results of a British study of the activities
of virtual choirs discussed below contain the
responses of English choristers and facilitators who
participated in the creation of virtual choirs during
the pandemic lockdown in 2020. They are based on
three technical project creation models (Daffern et
al,, 2021):

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

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

3) liveteleconference — singingand communicating
in real time using appropriate programs.

From the point of view of the result of each of
the models, a real choir sound can only occur in
the multitrack version. Of course, you can find
web software for online rehearsals in real time (for
example, Jamulus)’, but the technical requirements
for their use are too high and are unlikely to be
accessible to the entire team. For example, the
main requirement of the specified application is a
wired connection to the Internet, the use of a wired
microphone and isolating headphones, which allows
you to minimize sound latency. You can experiment
and work with this, you can arrange rehearsals in
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this way, but creating an artistically valuable result
is not easy.

A fairly detailed technical instruction for creating
a virtual choir is provided by the work “Creating
a Remote Choir Performance Recording Based on
an Ambisonic Approach” (Mroz et al., 2022). The
authors of the article distinguish the following
stages:

1) preparation for remote audiovisual recording;
2) determination of technical needs;

3) recording of musicians;

4) post-production of the soundtrack;

5) post-production of the visual imagery.

The first stage focuses on creating a sample
recording from the group leader. The recording
should be audiovisual, i.e. reflect the conducting
and reproduce, for example, the piano sound of
the score. A technical feature of this recording,
which will help with future synchronization of the
tracks, may be the sound of several claps in the
palm of the hand, which mark the fate of one bar
and prepare the performers for the tempo of the
work. From an aesthetic point of view, it should be
taken into account that the recorded conducting
can find its place in the overall resulting video, and
the artistically played score will help the choristers
convey the subtleties of musical interpretation.

An important aspect of the preparatory stage
is also conducting preliminary work with the
choristers, which consists of helping them master
the musical material (its phrasing, nuances, diction,
etc.) and discussing technical needs regarding
the recording, the aesthetics of the frame, and the
expressiveness of the performance.

The ideal technical conditions for recording a
virtual choir are recording each individual chorister
in a studio using professional equipment. This
approach makes it possible to achieve higher quality
material. In addition, British experts are considering
the option of recording with a spherical microphone
to create a sound holographic image of the singer
and then combining individual recordings into an
ambisonic (spatial) sound. But it is clear that there
are not always conditions for studio recording. In this
case, recordings are made at home using the means
available to the choristers, at least a smartphone.
This complicates the work of the sound engineer,
because the microphones differ in characteristics,
extraneous noises, for example, from household

appliances or passing traffic, can be added to the
recorded voice. It is important for choristers to take
care of minimizing acoustics, which will allow the
director to simulate it virtually without obstacles.

Two devices may be needed during the recording
process: one to play a sample video recording that
the chorister listens to through headphones, and
the second — for the actual parallel recording of
singing. The arrangement of the devices should be
such that the performer, looking into the camera,
can see the recording of the conducting and, if
necessary, the score. An important practical tip is
to keep one ear of the performer free when using
headphones, which allows for better control over
their performance.

Post-production of soundtracks begins with
noise suppression and frequency filtering of
individual recordings. At the mixing stage, pitch
and rhythmic accuracy may need to be adjusted.
Further modeling of virtual acoustics is based on the
spatial arrangement of the track material, the use of
imaginary reflections and diffuse reverberation.

Combining disparate video material into a single
picture should follow a well-thought-out scenario
and have its own dynamics. This task can be solved
by creating a spherical video, where a circle of
video recordings of the choristers is added to a pre-
programmed interior. Thus, the viewer can choose
the angles themselves. But most virtual choir projects
are built on a regular two-dimensional image. The
simplest solution is the static arrangement of the
performers in a rectangle of the overall frame, and
we can see the most complex choir options in Eric
Whitacre's projects.

In the multitrack version of recording a virtual
choir, the quality of the result depends on the last
two stages. Sound and video directors need to have
both an internal representation of the desired sound
and the technical skills to correct the shortcomings
of personal recordings.

The existence of a choral group requires not
only external perception, but also internal self-
identification of the participants as a choir. Therefore,
the attitude of the choristers to the process of virtual
work and its result is of fundamental importance for
the use of the word “choir” in the name.

Practical aspects, the logistics of technical
solutions are of great importance in choosing a
possible model of virtual existence for an established



choral group during a period when real meetings
are not possible.

The results of a survey published in 2020 as part of
the study “Virtual Choir as Collaboration” showed
that virtual collaboration has little in common
with “live” performance: “nothing can replace the
physical feeling, act, and sonority of performing
in a choir, though this experience still captured the
beloved collaborative essence of doing so” (Galvan
& Clauhs, 2020, p. 15).

In contrast, a survey of participants in E. Whi-
tacre’s virtual choir showed that respondents en-
joyed the process and felt a global connection with
other performers. In particular, those who were
limited in their opportunities to participate in the
choir due to isolation or health problems remained
satisfied. However, for many, the perception of their
own sound and appearance was marked by a negative
impression, in addition, “Respondents identified
the lack of musical and social interaction between
themselves, the conductor, and fellow singers as well
as an absence of the embodied experience of being a
part of the ensemble” (Paparo, 2021, p. 92).

In early 2022, a group of authors conducted a
study of the impact of choral singing on children and
adolescents in real and virtual formats by studying
psychobiological effects (measuring cortisol levels,
psychological testing to determine the level of stress,
self-esteem, etc.). The authors found a positive
effect of participating in choral singing, but while
participation in a real choir contributed to a decrease
in cortisol levels (a stress hormone), singing in
a virtual one increased it (Grebosz-Haring et al,
2022).

In 2022, Indra Wardani conducted a study on
the role of virtual choirs in the continuity of choir
classes, the impact of technology on the reduction
of the role of individuals, and the lack of social
interaction and empathy of the members of the
collective (Wardani, 2022). She later wrote that
in a virtual choir, the setting of an artistic goal is
reduced, high-quality contact between participants
is impossible, and technology confidently displaces
both the choristers and the conductor (Wardani
& Suyajai, 2023, p. 69). She not only questions
the concept of “choir” for the phenomenon under
consideration, but also denies the correctness of
using the word “virtual” for it, because virtual
reality requires other technical means that simulate
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the effect of presence in another place and the
corresponding sensory experiences. On the other
hand, participation in a virtual choir, according to
the researcher, hinders the development of empathy
among singers, reduces their ability to recognize the
conductor’s gestures and facial expressions, and the
hyper-developed technical component makes the
so-called “virtual choir” a kind of digital media art
(Wardani & Suyajai, 2023, p. 70).

According to the results of the survey (Mroz et al.,
2022), many participants experienced discomfort
and even alienation, which were associated with the
lack of skills in using Internet technologies, poor
communication, insufficient equipment, lack of
space at home for recording and, even in the case of
such a place, a feeling of loneliness in singing. The
conference method of making music turned into a
means for individual rehearsals and just ordinary
communication, since insufficient synchronization
did not allow avoiding sound chaos, and singing
into turned-off microphones — the same feeling of
musical loneliness.

The positive factors of virtual participation
in choral work recognized by performers and
conductors include the reduction of financial and
time costs for the journey to the rehearsal base and
the costs of renting premises, the opportunity to
participate not only in “one’s” choir, but also to join
other large-scale projects.

Many new tasks arose for choirmasters. Post-
production processing of individual video
recordings required many hours of work and
previously unfamiliar techniques.

The majority of participants considered the
preservation of the collective through continuous
activity in the “virtual world” a temporary solution,
hoping to return to the normal functioning of the
choirs over time. Understanding well that virtual
solutions have a completely different “mechanics”
and content, most choristers sought to join everyone
in this option, feeling responsible for the collective
and the common cause. The leaders of some choirs
continued the remote activities of the choirs in
order to maintain their personal income. But the
choristers also often willingly supported their
conductors. In such conditions, choirmasters often
felt indebted to their collective, looked for more
convenient technologies, and sought to return to
the collective online rehearsals that had been missed
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for some reason. The feeling of well-being in life for
almost all survey participants was closely related
to regular weekly live rehearsals. The realization
of this came with the loss of such an opportunity.
Joint choral singing was felt as a kind of therapy,
to which was also added the feeling of being part
of something bigger. For some, virtual meetings
became a mitigation of loneliness, while others felt
the difference from the previous mode of existence
of the collective even more acutely, and came to
anxiety and despair. And yet, for most participants,
it was better to meet like this than not to meet at all.

The social aspects of choirs’ existence are
particularly challenged during virtualization, but
there are also positive aspects to consider. The
negative aspects of the lack of real choral singing
as a significant social factor were formulated quite
clearly by one of the respondents to the British
survey: “There is every disadvantage. You can't hear
voices on either side of you. You feel exposed if you
are uncertain of the music you are not helped by
being in the virtual choir. You have no real contact
with other choir members and, speaking for myself,
the experience certainly did not make me feel part
of a group [Female; 75-84; Member MT; Qu 24]”
(Daftern et al,, 2021, p. 9).

The positive news of the new way of life was
the opportunity to communicate and see each
other’s faces, which cannot be the case during
regular rehearsals in a traditional choir setting. The
motivation for further participation in multitrack-
type projects for many was the sense of community
that arose not during work, but already when
watching the final video. That is, the singers, studying
and performing their parts alone to a self-recorded
recording, were patiently waiting for the delayed
feeling of participation in general. The musical
aspects of singing participation in a live broadcast,
of course, with the microphone turned off, became
a negative factor for many, especially if they were
used to following the singing of more experienced
singers, wanting to hear and respond to comments
on their singing. A person hears only the musical
material broadcast by the conductor and their own
voice. Subconsciously, this process is accompanied
by a comparison of what the singer hears with the
usual sound in the choir. Often, after listening to
their recording, a person draws bad conclusions

about their singing, which does not meet their usual
expectations, and sometimes completely turns away
from the choral work. An amateur singer’s encounter
with a reflection of themselves in a recording for a
multi-track virtual choir can also be destructive for
further singing in the choir. It is a well-known fact
that some were ashamed to send their files to the
director. But despite this, there were also those who
were glad that there was an opportunity to repeat and
choose the best option. Seeing the shortcomings of
their own singing, these singers found opportunities
for self-education and self-improvement.

Conclusions. The structure of a virtual choir, if
not physically, then functionally cannot be realized
without a sound engineer, who takes a place not
even next to, but above the conductor. At the same
time, the number of participants can be equal to one
person (like, for example, Yevhen Maliarevskyi),
which definitely contradicts the concept of “choir”.

The methodological content of the work of a
virtual choir has more differences than similarities
with the work of a real collective, because it
completely excludes the ensemble component
(except for coincidence with the phonogram),
response to the real process and the possibility of
influencing it during performance.

The topic of co-creation in joint singing is mostly
negatively covered by the respondents, despite the
virtual choir model. Isolated positive assessments
are associated only with listening to the finished
result, which contradicts a number of other studies.
This is a sign that the key criteria for evaluating their
participation in such projects are not so much their
belonging to the virtual format, but other factors
(the personality of the conductor, the content, the
impossibility of implementation in a real format).
This explains the differences in the results of research
on the work of Eric Whitacre and other scientific
investigations.

Thus, virtual choir as a phenomenon of
contemporary art is not so much a type of choral
performance as its simulation, carried out using
digital methods, and should be studied in accordance
with its belonging to one of the types of digital art.
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Zhang Lichuan. Factors influencing the holding
of Ilia Slatin’s Symphonic Concerts in Kharkiv in the
1870s-1880s

The purpose of this article is to determine the
specifics of the organization and conduct of symphonic
concerts led by I. I. Slatin under the auspices of the
Kharkiv branch of the Russian Musical Society (KhRMS)
during the 1870s-1880s. The article identifies the main
factors that influenced this process: the organizational
and financial conditions under which the musical
society operated, as well as the orchestral performance
practices of that time in Kharkiv. It is argued that the
limited personnel and financial resources led to the
involvement of periodically active theater enterprise
in the city’s symphonic concerts. Factors such as the
improving financial position of KhRMS in the 1880s, the
opening of wind instrument classes at the Kharkiv Music
School in 1886, and the formation of a pool of orchestral
musicians in the city helped solve the issues of forming
a full-fledged symphonic orchestra, which by the early
1890s consisted of professional musicians from Kharkiv.

Keywords: musical performance, symphonic orchestra,
Kharkiv, I Slatin, performance practice, instrumental
composition, repertoire.

Yncan /livyanv. YMHHNKY BIUIMBY Ha IPOBeMeH-
HA cuMoHivHnx KonuepriB Irni Crarina B Xapkosi
1870-x — 1880-x pp.

Mera crarti nonsrae y Bu3HaueHHi crienudiku op-
raHizanii ta nmposepenns 1. 1. Cnarinum cumdonivHnx
KOHIIepTiB Mif erifjoro XapKiBcbKoro BiffineHHsa Pociit-
cbkoro MysmyHoro toBapuctsa (XB PMT) mpotsirom
1870-x — 1880-x pp. BusHauarotbcsi 0CHOBHI (akTo-
P¥ BIUIMBY Ha Ijeil Ipoljec: opraHisauiiiti Ta ¢inanco-
Bi yMOBM (YHKI[IOHYBaHHS MY3UYHOTO TOBAapUCTBA,
HpaKTHMKa OPKECTPOBOTO BYKOHABCTBA TOTO Yacy B Xap-
KoBi. JloBoguTbCH, 110 0OMeXeHi KafpoBi Ta piHaHCO-
Bi MOXXIMBOCTI 3yMOB/IIOBA/IM 3a/y4eHHA [JO Y4acTi B
CUM(OHIYHNX KOHIL[EPTaX NepiofNyHO AIIUMX y MicTi

OPKeCTpiB TeaTpalbHMX aHTpenpy3. Taki UMHHUKH,
AK ToinmeHHs 3 1880-x pp. diHaHCOBOrO CTaHOBMINA
XB PMT, Bigkpurts B 1886 p. kmaciB fyxoBux iHCTpY-
MeHTiB y XapKiBCbKOMY My3M4YHOMY yumuiii Ta ¢op-
MYBaHHSA IPOIIAPKY OPKECTPOBUX MY3UKAHTIB Y MiCTi
CTIPMATN BUPilleHHI0 pobneMn GOpMyBaHHA MOBHO-
LIiHHOTO CKMafy cMM(pOHIYHOTO OPKeCTpY, AKMUIL 3 MO-
4atky 1890-X pp. ck1afaBcs 3 mpodeciiiHNX My3UKaH-
TiB XapKoBa.

Kimro4oBi cmoBa: mysuute 6uKoHABCMB0, CUMPOHIUHUT
opxecmp, Xapxie, 1. Cnamin, euxoHascoka npaxmuxa,
iHCmpymeHmanvHutl cknao, penepmyap.

The relevance of the research topic. Symphonic
performance spread actively throughout Ukrainian
culture from the second half of the XIX century,
playing an important role in the development of
national academic musical art. The specifics of how
symphonic orchestras functioned during this period
were shaped by the musical cultures of various
regional centers in Ukraine, including Kyiv, Odesa,
Poltava, and Kharkiv, which highlights the need for
a scientific understanding of symphonic practice in
these cities.

Problem statement. The prevalence of orchestral
performance in Kharkiv has been studied by
researchers since the late XVIII century. Kharkiv
residents were familiar with various instrumental
ensembles, diverse in their composition and size,
which operated in military, educational, and
theatrical environments; by the mid-XIX century,
these ensembles also performed in summer gardens
and entertainment venues (Loshkov, 2007). As early
as the beginning of the XIX century, Kharkiv music
lovers were introduced to the specifics ofa symphonic
orchestra, thanks to the work of I. M. Vitkovsky, a
prominent Polish artist and a student of one of the
leading figures of the Viennese Classical School,

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



J. Haydn, who (Vitkovsky) led the music classes
at Kharkiv University (Zhang Lichuan, 2024). The
activation of symphonic performance in Kharkiv
in the second half of the 19th century is primarily
associated with the activities of the Kharkiv branch
of the Russian Musical Society (KhRMS). In this
context, an analysis of the specific periods of the
symphonic practice within the functioning of
the Kharkiv musical society will contribute to
optimizing the scientific knowledge of musical art in
one of Ukraine’s leading cultural centers — Kharkiv.

Analysis of recent research and publications.
The symphonic performance in Kharkiv during
the XIX and early XX centuries has, to some
extent, has attracted the attention of researchers
of Ukrainian regional musical culture mostly in
the context of highlighting individual facts and
phenomena, including the activities of the musical
society in Kharkiv (Myklashevskyi, 1967; Bohdanov,
2000; Kononova, 2004; Shchepakin, 2016; Ovchar,
2016; Hladkykh, Shchepakin, 2023). However,
the practice of conducting symphonic concerts
under I. Slatin’s leadership during the period of the
KhRMS’s activity in Kharkiv, within the context of
forming symphonic performance in the city, has not
been studied.

The purpose of the article is to define the specifics
of organization and conduct of symphonic concerts
under L. Slatin’s leadership in Kharkiv during the
1870s-1880s.

Presentation of the main research material.
The Kharkiv branch of the Russian Musical Society
(hereafter, RMS) was first opened in the mid-1860s.
The activities of the KhRMS from 1864 to 1866,
and particularly the symphonic concerts of that
period under the direction of the renowned Czech
musician S. V. Nemetz, were covered by Ukrainian
scholar V. Shchepakin, who noted that compliance
with the symphonic orchestra standards of the time
(35 string instruments and a double complement
of wind and brass instruments, totaling around 50
musicians) was achieved by involving the former
serf orchestra of M. Khorvat and “amateurs and
performers” (Shchepakin, 2016, pp. 303-304).
The term “performer” referred to musicians from
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Kharkiv’s orchestras — local orchestras from the
commercial club and the theater, whose numbers
were typical for that period (20-25 musicians)
(Zhang Lichuan, 2024). With the participation
of “amateurs” as string players it became possible
to form a double complement of a symphonic
orchestra.

The lack of funding led to the cessation of the first
professional musical society in Kharkiv in 1866,
which resulted in symphonic concerts disappearing
from the cultural map of the city for more than
five years. The resumption of symphonic orchestra
performances was tied to the revival of the KhRMS
in 1871, thanks to the efforts of the well-known artist
and advocate of academic musical art, I. I. Slatin
(1845-1931). His adherence to the ideals of musical
academism is evident in the KhRMS’s charter, where
one of the main tasks of the classes was defined as
“developing the public’s aesthetic taste and correct
perception of classical music” (Neskolko Slov, 1872,
2.12).

In the announcements for the first symphonic
concerts, or gatherings, emphasis has been placed on
the number of musicians — 65 — which practically
met the standards for a triple complement of a
symphonic orchestra (Barsova, 1981, p. 65). This
was made possible by Slatin recruiting musicians
from Kharkivs commercial club and theater
orchestras, as well as professional performers who
were members of the musical society at that time
(Teatralnyye, 1871, 30.11).

Thanks to the professionalism of the conductor
and the musicians, the audiences of the symphonic
gatheringsin the early 1870s' were able to hear proper
renditions of music by great composers: symphonies
by J. Haydn (D-dur), W. A. Mozart (C-dur, Jupiter),
L. Beethoven (D-dur, F-dur, B-dur, c-moll),
E Schubert (h-moll), E Mendelssohn (a-moll),
overtures by C. M. Weber, . Mendelssohn, and
piano, violin, and cello concertos by L. Beethoven,
E Liszt, E Schubert, A. Vieuxtemps, and others
(Teatralnyye, 1871; Otchet, 1874; Sokal'skiy, 1880,
April 10). The Kharkiv press emphasized the key role
of L. Slatin, who, when forming concert programs,
“consistently adhered to a serious approach,

1. The concert activities of the KhRMS were carried out within the academic year, from October-November to April-May. During the 1871-1875 academic
years, symphonic gatherings took place twice a year, except for the 1873-1874 academic year, when they were held three times (Sokal'skiy, 1880, 10.04).
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performing his duties with full knowledge of the
matter” (Sokal'skiy, 1880, 10.04).

It is important to note that during the
organization of symphonic concerts, I. Slatin, like
S. Nemetz in the 1860s, faced financial difficulties,
which affected the composition of the orchestra. For
example, in 1873, Slatin encountered problems with
M. Dukov, the owner of the Kharkiv theater, who
stopped providing theater musicians for KhRMS
gatherings. That year, Slatin managed to solve the
problem by involving a French operetta troupe
performing in Kharkiv; however, after the touring
group left in early 1874, the composition of the
symphonic orchestra significantly deteriorated,
which “hindered the performance of major works,
as a fuller orchestra than what the management
could provide was required” (Otchet, 1874).

As a result of the lack of professional personnel
and financial resources, the KhRMS was able to
conduct just two symphonic concerts during the
1875-1877 academic years. At the end of 1876, the
renowned opera singer E. A. Lavrovskaya toured in
Kharkiv, and during her concert on November 17,
an orchestra conducted by L. Slatin performed, not
only accompanying the vocal pieces but also playing
the overture to C. M. Weber’s opera Der Freischiitz
and the music for J. Racine’s play Athalie by E Men-
delssohn (Chast, 1876, 16.11). On November 23,
1876, another symphonic gathering of the KhRMS
took place, featuring Lavrovskaya. The program,
aside from accompanying the vocalist, included
Beethoven’s Egmont Overture and Symphony in
C-dur, as well as the Waltz-Fantasia and Krakowiak
from M. Glinka’s opera A Life for the Tsar (Chast,
1876,23.11).

The last symphonic concert of the KhRMS took
place on December 16, 1876, during which the
orchestra performed F Mendelssohn's Hebrides
Overture and the choral symphony-ode The
Desert by E David (Chast, 1876, 16.12). Reflecting
on the orchestras performance, the reviewer
commented on the incomplete string section, the
significant number of brass instruments, which led
to their dominance in the overall sound, and the
poor selection of woodwind instruments, which
exhibited “tuning inconsistencies and, at times, false
intonation.” The critic attributed these issues to the
fact that “it is impossible to form a decent orchestral

performance with only 2-3 rehearsals by musicians
who usually play dance music at balls, restaurants,
and gardens. For serious music, these are spoiled
players, accustomed to false intervals, inaccurate
rhythm, and out-of-tune harmony” (Muzykalnaya,
1877, 3.03).

Adhering to the principles of musical academism,
I. Slatin, unable to form a full and high-quality
orchestra in terms of both instrumentation and
numbers, ceased holding symphonic gatherings in
1877 (Sokalskiy, 1880, 10.04). Several years later,
analyzing the situation at the end of the 1870s,
a Kharkiv reviewer focused on the educational
role of the musical society. Identifying the main
issue as the lack of quality performers, the critic
negatively characterized the symphonic concerts
of the KhRMS at the time, during which “classical
works were far from being performed in a classical
manner, not fulfilling the educational mission
outlined in the society’s charter. According to the
author, this did not give Slatin the right, as the
organizer of these gatherings, to “limit himself to
performing easier works that were accessible to the
local musical forces,” which ultimately led to the
cessation of orchestral concerts: “neither the charter
was violated, nor the honor lost” (Muzykalnyye,
1880, 17.12).

It should be noted that during this time, I. Slatin
did not stop seeking ways to improve the financial
situation of the Kharkiv musical society, relying
on the support of patrons (Sokal'skiy, 1880, 11.04),
organizing charitable events and paid musical
evenings (Mestnaya khronika, 1878, 13:09;
Mestnaya khronika, 1879, 12.04), and appealing to
local authorities, which resulted in the Kharkiv City
Council granting an annual subsidy of 1,000 rubles
in 1878 (V kharkovskoy, 1878, 14.05). Despite
some improvement in financial conditions, Slatin
managed to form an orchestra consisting solely of
strings from local musicians and students of the
KhRMS music classes only once, which, along with
a choir, performed L. Cherubini’s Requiem in c-moll
on March 18, 1879 (Sokalskiy, 1880, 11.04).

Difficulties in ensuring the functioning of the
musical society in Kharkiv led I. Slatin to appeal to
the central RMS management to step down as head
of the KhRMS. It was likely this move that prompted
the visit of A. G. Rubinstein, the ideologist and



founder of the RMT, to Kharkiv. Between March
28 and 30, 1880, the artist gave three solo concerts,
with the proceeds from one of them benefiting the
music classes of the KhRMS (Mestnaya khronika,
1880, 28.03). On March 29, 1880, A. Rubinstein
listened to the students, communicated with the
teachers, and, being pleased with the quality of the
educational process, expressed the opinion that a
school should be opened based on Kharkiv’s music
classes (Mestnaya khronika, 1880, 30.03). This
support encouraged I. Slatin, and by June 1880, the
Kharkiv press reported that he had agreed to remain
as head of the KhRMS (Mestnaya khronika, 1880,
19.06).

In addition to the certain improvement in
financial standing, moral and financial support of
A. Rubinstein, the restoration of symphonic concert
practices was facilitated by the activities of opera
enterprises in Kharkiv, particularly the high quality
of their orchestras. Starting in September 1880, a
troupe led by P. M. Medvedev performed in the city,
withan orchestra of 35 musicians under the direction
of the talented Czech conductor, U.J. Avranek.
Leading positions in the orchestra were held by
professional European musicians: cellist Teich,
flutist Scardini, oboist Elenek, trumpeter Piccari,
and horn player Kranek; the concertmaster and first
violinist was V. Salin, a teacher at the KhRMS music
classes, and the first clarinetist was his colleague in
pedagogy, E Panchenko (Mestnaya khronika, 1880,
26.08).

The available information on Medvedev’s troupe
orchestra allows for its classification as a small
symphonic orchestra, with a minimal number
of string players — about 20 performers. After
the first opera performances, critics noted some
lack of cohesion in the instrumental ensemble
(Muzykalnyye, 1880, 3.12), which was typical for
provincial enterprises where long-time rehearsals
before performances were not customary. However,
by early 1881, the quality of the opera orchestras
performances had reached a satisfactory level, and
a concert by leading orchestra members was even
planned for March 1, 1881 (Mestnaya khronika,
1881, 28.02), but it did not take place due to the
ban on all public spectacles in the Russian Empire
following the assassination of Emperor Alexander II.
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The conditions of the opera orchestra prompted
an agreement between I. Slatin and P. Medvedev to
form a symphonic orchestra based on this ensemble
to participate in the musical gathering under the
auspices of the KhRMS on December 8, 1880. The
program included: E Mendelssohns Symphony
in A-dur, A. Litolff’s Girondists Overture, music
to N. Kukolnik’s tragedy Prince Kholmsky by
M. Glinka, with Kharkiv opera prima donna
Ye. Kadmina as the soloist, and piano works by
E. Chopin and F. Liszt, performed by the young and
talented pianist R. V. Genika, a new teacher at the
KhRMS music classes (Otchet, 1881, p. 14).

The Kharkiv press paid special attention to this
event: in the announcements, it was noted that the
symphonic gathering was a rather rare occurrence
in the local musical life of recent years (Mestnaya
khronika, 1880, 6.12). On the eve of the concert, a
description of the performed works was published in
the press (Po povodu, 1880, 6.12), which later became
a common practice. A series of publications was
devoted to the impressions from the performance. It
was emphasized that the concert was made possible
only thanks to the quality of the opera orchestra,
strengthened by Kharkiv’s professional musicians
and “amateurs’, and there was hope expressed for
the establishment of a permanent opera theater in
the city, as the “best and only opportunity for the
musical society to introduce the public to classical
works” (Muzykalnyye, 1880, 17.12). Another
reviewer stated that the results of the symphonic
gathering directly influenced the future of such
events in Kharkiv, and optimistically concluded:
“The sympathy with which the large audience
welcomed this first attempt resolved the issue in a
positive direction” (Simfonicheskiy, 1880, 17.12).

Musical practice in Kharkiv in the 1880s
positively impacted the possibility of forming a full
symphonic orchestra, both in terms of numbers and
instrumentation, for KhRMS’s symphonic concerts.
First, the practice of opera and operetta enterprises,
for which orchestras were an essential component,
became well established. Second, orchestral
performance gradually spread to the city’s summer
gardens, whose numbers steadily increased. In
addition to traditional military capellas, orchestras
with strings and wind instruments began to form
for the summer season to perform popular dance
music. This led to orchestral musicians remaining in
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Kharkiv after the end of the autumn-winter season,
hoping to find permanent work in the summer
music ensembles.

This process can already be traced to 1881,
when, after the departure of P. Medvedev’s troupe,
a significant number of musicians and choirmaster
A.K. Pauliremainedin Kharkiv, thelatter performing
with an orchestra of 28 musicians formed by Pauli
himself in the city’s Tivoli Garden from May of
that year (Mestnaya khronika, 1881, 27.08). When
P. Medvedev returned to Kharkiv in September
of that year with his operetta troupe, it was noted
that the orchestra of this troupe, consisting of 30
musicians headed by O. S. Kondrashev, was almost
identical in personnel to the concert orchestra of
the Tivoli Garden during the summer (Mestnaya
khronika, 1881, 27.08). In the summer of 1882,
a Kharkiv-formed operetta troupe, including
an orchestra of 30 musicians led by the violinist
E V. Alekseienko, a teacher at the KhRMS music
classes, performed in the same garden (Mestnaya
khronika, 1882, 2.02), indicating the formation of
an orchestra from musicians who were in the city
at the time.

Throughout the 1880s, when forming the KhRMS
symphonic orchestra, I. Slatin continued to rely on
musicians from theatrical orchestras. For example,
for the symphonic gathering on November 14, 1881,
a group was formed from the members of drama and
operetta troupes, expanded with members of the
musical society and students of the music classes.
The concert featured Beethoven’s Pastoral Symphony
(E-dur), the overture to M. Glinkas opera Ruslan
and Lyudmila, and the orchestra accompanied
violinist Nikolaev during the performance of
P. Sarasate’s Fantasy (Reklama, 1881, 11.11). A sub-
sequent symphonic gathering was scheduled for
November 28, 1881, with the participation of the
famous pianist P. Voronets-Bertenson. However, the
orchestra de-facto did not participate in this event,
as several musicians had left the theater orchestra
(Mestnaya khronika, 1881, 25.11).

This situation continued until the end of the
autumn-winter season, so during February to
April 1882, I. Slatin formed a string orchestra
for the musical gatherings of the KhRMS. The
classical composition of the orchestra was ensured

by the available musical personnel in Kharkiv,
comprising “artists, amateurs, and students of the
music classes” (Mestnaya khronika, 1882, 11.03).
The organizational and conducting skills of I. Slatin
became a guarantee of the quality of the repertoire
specifically written for string orchestras (Novels by
N. Hade and A. Krug, Serenades by P. Tchaikovsky
and A. Dvordk, etc.) (Otchet, 1882, pp. 17-19),
which captivated local music critics (Muzykalnyy,
1882, 19.04). Therefore, the critical remarks
regarding the performance of the assembled
symphonic orchestra that periodically appeared in
the local press primarily concerned the insufficient
cohesion of the musicians, which was due to the
limited opportunity for only 2-3 rehearsals.

In the symphonic gatherings of the KhRMS
during the 1882-1883 academic year, a group
formed by I. Slatin based on the orchestra of the
opera troupe of A. Palchynskyi, which accompanied
performances under the direction of the well-
respected Kapellmeister N. B. Emanuel, performed.
The opera orchestra consisted of 40 musicians, and
the string section included 10 violins, 4 violas, and
2 cellos and double basses. The press noted the
presence of a harp, which was rare for provincial
orchestras (Mestnaya Kkhronika, 1882, 31.07).
The significant numerical limitation of the string
group relative to the double complement of wind
instruments did not prevent N. Emanuel from
conducting a symphonic concert in Kharkiv in
mid-October 1882, during which the overtures of
E. Mendelssohn's A Midsummer Nights Dream,
A. Litolft’s Girondists, M. Glinkas overture to
Ruslan and Lyudmila, F. Liszt's Hungarian Rhapsody
(solo — Miller-Bergauz), and F Mendelssohn’s
Violin Concerto (solo — I. Alekseyenko) were
performed. The reviewer noted that the performance
of the opera orchestra “satisfied aesthetic feelings”
precisely because of the efforts and tireless work of
N. Emanuel (Simfonicheskiy, 1882, October 19).

The Kharkiv opera orchestra formed the basis
of the symphonic orchestra under the direction of
L. Slatin, which performed at a symphonic gathering
of the KhRMS on November 6, 1882, executing
three orchestral pieces: E Schubert’s Unfinished
Symphony, P. Tchaikovsky’s Serbo-Russian March,
and A. Rubinstein’s musical picture Ivan the Terrible,



which [. Slatin had performed in Dresden in 1871
(Mestnaya khronika, 1882, 6.11). The reviewer
remarked that the orchestra played with precision
and the appropriate nuances, and that “I. Slatin’s
masterul conducting, competent and inspired,
infused the performance with life” (Muzykalnyye,
1882, 9.11). On December 18, 1882, the next
symphonic gathering took place, featuring Robert
Schumann’s Symphony in C-dur, the overture Night
in Madrid by M. Glinka, and the musical picture
In Central Asia by O. Borodin. A Kharkiv music
critic characterized the orchestra’s performance as
“completely wonderful,” despite the fact that there
had only been two rehearsals for a substantial
program, attributing the “minor unevenness and
roughness” in the music performance to this
fact, which did not hinder the overall excellent
impression (Muzykalnyye, 1882, 31.12).

Thanks to the collaboration with N. Emanuel’s
orchestra, I. Slatin conducted two more symphonic
gatherings in the spring of 1883. From that point
on, the practice of holding symphonic concerts
stabilized: the orchestra, formed from musicians
of touring opera troupes as well as educators and
students from the KhRMS educational institution,
performed symphonic programs 4-5 times a year.
In selecting programs, I. Slatin adhered to a certain
system: the basis included three orchestral pieces —
a symphony and two major symphonic works
(overtures, fantasies, musical pictures, etc.); the
orchestra accompanied the performances of solo
instrumentalists and vocalists; a small portion of the
programs featured numbers without the orchestra’s
participation.

The reorganization of the KhRMS music classes
into a music school in 1883 (hereafter — KhMYS)
had a particularly positive impact on expanding
the educational structure of the institution. Thus,
starting in September 1886, classes for wind
instruments were established at the KhMS (Kratkiy,
1896, p. 16), the specifics of which were analyzed
in detail in a dissertation by Kharkiv researcher
O. Ovchar (Ovchar, 2016). This event played a
decisive role in solving the problem of forming the
KhRMS symphonic orchestra since, in addition to a
certain number of educators, the number of students
in wind instrument classes increased each year.
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In the 1888-1889 academic year, 13 students
were receiving professional education in woodwind
instruments and 8 in brass instruments under the
guidance of talented practitioners Y. A. Yuryan
(horn, cornet-a-piston, trumpet, trombone),
E. Prillya (flute, oboe, clarinet), and Y. Prohazka
(bassoon) (Otchet, 1890, pp. 33-36). Naturally,
L. Slatin involved both educators and the best
students from the wind instrument classes in the
composition of the symphonic orchestra, gradually
filling all relevant sections with representatives from
the KhRMS. Finally, in the report for the 1891-1892
academic year, it was noted for the first time that all
musical (symphonic and chamber) gatherings took
place with the participation of only representatives
from the KhMS (Otchet, 1893, p. 7), marking the
beginning of a new stage in the development of
symphonic performance in Kharkiv in terms of
quality.

Conclusion. Thus, the main factors influencing
the conduct of symphonic concerts under I. I. Slatin
during the 1870s and 1880s were the organizational
and financial conditions of the Kharkiv branch
of the Russian Musical Society (KhRMS) and the
orchestral performance practices of that time in
Kharkiv. The inability of the young musical society
to form a complete symphonic orchestra composed
of local professional musicians and amateurs
necessitated collaboration with the periodically
active theater enterprise orchestras in Kharkiv.
The limited financial capabilities of the KhRMS
sometimes led to refusals by impresarios to provide
orchestral musicians for the musical society, which
resulted in a scarcity of symphonic gatherings and
even their cessation for a period during the 1870s.
Improvements in the financial situation of the
KhRMS from the 1880s and the formation of a
pool of orchestral musicians who were permanently
in the city contributed to the stabilization of
symphonic concert practices, and the opening of
wind instrument classes in 1886 gradually solved
the problem of forming a full symphonic orchestra,
which from the early 1890s consisted of musicians
directly associated with the KhRMS (members
of the society, educators, and students from the
Kharkiv Music School).

The prospects for further research are related to
covering the specifics of symphonic performance in
Kharkiv during the 1890s and early XX century.
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Mecrnas xponuxka. (1882, 6 Hos0pst). FOxucHblil Kpail.

Muxnamescoknit, . (1967). Mysuuna i meampansua xymmypa Xaprosa XVII-XIX cm. HaykoBa qyMKa.

Mys3bikasnbHas 3ametka. (1877, 3 mapra). Xapvkosckue 2ybepHckue 6edomocmil.,

Mys3sikanshbie ouepku. (1880, 3 nexabps). FOxcubiii Kpatl.

Mys3sikanpable ouepku. (1880, 17 mexabps). FOxcuwiii kpail.

MysbikanbHabie ouepkd. (1882, 9 HosOpst). FOxcHblI Kpail.
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MysbikanbHbii Beuep. (1882, 19 anpens). Xapvrosckue eybeprckue sedomocmu.

Heckonbko ciioB 0 Pycckom Mysbikansaom O6miectse B Xapbkose. (1872, 2 nekabpsi). Xapvkosckue 2ybephckue ge-
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Oguap, O. I1. (2016). Jyxose suxonascmeo y Xaprosi XNIII — nouamky XX cmonimms: emanu egomoyii [ [{uceprartis
kaaguaara, XHYM im. 1. I1. Kotsipecbkoro]. XHYM im. . I1. Komtspechroro.

Otuer XapbKoBCKOro oT/ieneHus Vimmeparopckoro pycckoro MysbikanbHoro odmectsa 3a 1873—74 roxn. (1874, 6 cen-
T0ps). Xapvkosckue eybepHcKie 6e0OMOCIU.

Omuem Xapvrosckoeo omoenenus Umnepamopckozo pycckoeo mysvikaivhozo oouecmsa 3a 1880-81 200. (1881).
Tunorpadus M. 3unbdepoepra.

Omuem Xapvrosckoeo omoenenus Umnepamopckoeo pycckoeo mysvikaivhozo ooujecmsa 3a 1881-82 200. (1882).
Tumorpadus M. 3ums6epoepra.

Omyem Xapwrosckozo omoenenuss Mmnepamopcko2o pyccko2o my3vixaivho2o oouecmea 3a 1888-1889 2o0. (1890).
Tunorpagus B. C. buprokosa.

Omuem Xapwrosckoeo omoenenus Mmnepamopckozo pycckoeo mysvikaivho2o odujecmsa 3a 1891-1892 200. (1893).
Tunorpadus M. 3unsdepoepra.

[To moBoxy mpencrosmero cuMmponrmdeckoro kormepra. (1880, 6 mexadbpst). FOxchbiil kpaii.

Pexnama. (1881, 11 HostOps1). Xapwrosckue eybeprckue sedomocmu.

Cumdonnueckuii Beuep 8-ro nexadpst. (1880, 17 nexadpst). FOxcnwiii kpail.

Cumponnueckuii KoHuepT B oreproM Tearpe. (1882, 19 okta0ps). Xapvkosckue eybepHckue eedomocmi.

Coxanbcxuii, 1. (1880, 10 anpens). Anton ['puropsesid PyOunmreiitn n My3bIkanbHbIe Kiacchl B XapbKOBE MPH OT-
nenennn MyssikansHOT0 O0MmEecTBa. Xapbvrosckie eybepHckue 8e0oMOCIU.

Coxannckuit, W. (1880, 11 ampenst). Anton ['puropseBud PyounmniTeitn 1 My3bIKalbHBIEe KJIACCH B XapbKOBE TPH OT-
nenernn MysbikanbsHoro O0miecTBa. XapvkoscKue 2ybepHckue 6e00Mocmil.

Tearpanbubie n My3bikasibHbIe 3aMeTKH. (1871, 30 HOAOPS). Xapvkosckue 2ybepHckue eedomocmi.
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Yactb HeodurmanbHas. (1876, 16 HOs0ps). Xapvrosckue eybeprckie 6e00MOCmu.

Yactb HeodurmabHas. (1876, 23 Hos0ps). Xapvkosckue eybeprckie 6e0omMocmi.

Yacts neodmmanbhas. (1876, 16 nexadps). Xapvkosckue 2ybeprckue sedomocniu.

lemnaxkin, B. (2016). Mysuuna kyromypa Cxody ma Ilieons Yxpainu opyeoi nonosunu XIX — novamxy XX cm.: espo-
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Zhang, Lichuan. (2024). Theatrical orchestra and the formation of symphonic performance in Kharkiv. Culture of
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0. I0. Illesuyx, I. I1. /lecka. JlokambHMil aclieKT B
YKpaiHCbKOMY TaHIi K YMHHIK iHAMBigyanisanii xo-
peorpadiuHoi MOBYI

Posrnap HalioHa/ZIbHOTO TaHI B KOHTEKCTI 0CO-
67mBOCTEl JiOro HalioHambHOI XopeorpadivHoi MOBK
Bifjo6paXka€ BIUIMB OCOOMMBOCTEl perioHanbHO-I0Ka-
LiJIHMX eTHIYHMX TPYIL, IO iCTOPMYHO IIPOKUBAKTH Ha
TepuTopii YKpainu. 3pakaioun Ha CUHTETIYHe CIIPAMY-
BaHH:A TeMM, JOCT/PKEHHA BUKOHAHO B iCTOPUKO-KY/Ib-
TYPHOMY, €THOTpahidHOMY if MUCTEIIbKOMY aCIIeKTaXx.

Merow wi€i po3BifKM € PO3IIAJ JIOKAJTbHOIO ac-
HEKTy B HalliOHa/IbHO-CLIEHIYHOMY TaHIi AK YMHHMKA
inpmBigyanisanii HanioHa/mbHOI XopeorpadivHol MOBH.
Meroponoris focnimxeHHs 6a3yeThcs AK Ha 3arajlbHO-
JIOTiYHMUX, TaK i Ha 3ara/bHOHAYKOBYX MPYHIINIIAX, Mifl-
XOJIaX, METOJIAX, Ki po3po6ieHi B ramysi Ky/IbTypoorii,
Ta IifXoJax i MeTojax, 1[0 MaloTh 3HAYEHHS B CUCTEMi
xopeororii Ta xopeorpadii, cpuA0OTL NOBHOLIHHOMY
PO3KPUTTIO MPOO/IEMATNKY TOCTIKEHHs, — Ha iCTO-
PUYHOMY, KYIbTYpPHO-NOPiBHAMBHOMY, CEMiOTHYHOMY,
repMeHEeBTUYHOMY PiBHSAX. [X 3aCTOCYBaHHS JI03BOJIAE
CUCTEMHO OIIaHYBaTy Cy4acHi HayKOBi Ta HayKOBO-IIO-
HY/IAPHI HiIXOAM O BUBYEHHS TAHIIO AK ABMILA KY/Ib-
TypH, SIK IpefMeTa eTHorpadii, eTHoxopeosorii ToImo.

KnrouoBi cnoBa: maneuw, xopeozpadis, xopeonoeis, xo-
peozpagﬁiuna M08a MAHUI0, T0KANI3AYIS, TeKCUKA MaH-
ut.

O. Shevchuk, 1. Lehka. Local aspect in Ukrainian
dance as a factor of individualization of the choreo-
graphic language

Today, trends in the development of national dance
have become guiding in the aspect of choreographic
theory and practice, first of all, the figurative world of
dance, which is interpreted by scientists at the level of a

“fresh” scientific lacuna — choreology. It notes the latest
peculiarities in the presentation of a dance image. They
are the background for the generation of the latest state
and functioning of this area — individualization, which
is a state-of-the-art figurative visual-sensual aesthetic
phenomenon, in the body and form of which the multi-
colored palette of choreographic art is combined — from
the director’s staging message to the presentation of the
modern language of choreography.

The purpose of this study is to reveal the main
trends in the art of choreography, which are inherent
in its domestic content and form, with the highlighting
of individualized characteristics and qualitative and
quantitative indicators that distinguish local features of
dance, considered in the context of the development of
the language of choreography.

The methodology is based on both general logical
and general scientific principles, approaches, methods
that have been developed in the field of cultural studies,
and approaches and methods that are important in the
system of choreology and choreography, contribute to
the full disclosure of the research issues, — on historical,
cultural comparative, semiotic and hermeneutic, that
their application allows to systematically master modern
scientific and popular science approaches to the study
of dance as a cultural phenomenon, as a subject of
ethnography, ethnochoreology, etc.

The conclusions of the research prove its relevance at
the time of the integration of traditional Ukrainian dance
with the best world examples, highlight the relationship
between traditional local aspects of its historical and
cultural genesis, considered at the level of ethnography,
mental choreography, and modernizations in its content
and form, expressed in the set of its individualized
images.

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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The scientific novelty of the study is revealed as a re-
sult of the involvement of modern approaches to the study
of the genesis and development of Ukrainian dance, the
latest vision of the individuality of the language of dance
through its correlation with historical-cultural ethnic
regional-locative features, the creation of national dance,
modern trends, in particular in the field, directorial
innovations that contribute multifaceted search for its
newest elements, considered from the standpoint of
modern choreography and chorology.

The practical significance of the article is the use
of information about the peculiarities of the local
aspect in the national stage dance, as a factor in the
individualization of the national choreographic language
in the process of creating a choreographic production.

Keywords: dance, choreography, choreology, localization,
individualization, dance vocabulary.

IlocranoBka mpobmemu. Tema poCmimKeHHA
«/TokanvHutl acnexm 8 yKpaiHCbKoMy manui AK YuH-
HUK iHOusioyanizauii xopeozpadiunoi mosu» Mae
CUHTETUYHE CIPAMYBAHHS, 1[0 3yMOB/IIOE PO3IIIAL,
TEeMI B JIEKI/IbKOX acmeKkTax: 1. Icmopuko-xkynvmyp-
HOMy, y AKOMY BioOpaxkaeTbcs icTOpiA yKpaiH-
CbKOTO TaHI[I0, AKMIT BOJHOYAC [IOCIB CBOEPiHE 11
ocobmBe Micle B KyIbTYpi YKpaiHChKOTO HapOLy,
BUTOKI AKOTO CATAITb JOXPUCTUAHCHKOI €rOoXM;
2. Emmoepaghiuromy, 1110 MONATAE B POIITIAL] TAHI[IO
AK HEBIIIbHOI CKIal0BOI €THOICTOPII yKpaiHCTBa
(amke KoXkeH eleMeHT XopeorpadidHoi KOMII03n-
il HApOZHOTO TAHII0 € 3MICTOBHO HAIIOBHEHNUM I
Bi3ya/IbHO Bifjo6paxkae 0coOMMBOCTI 06pALOBOI Ta
3BIMYAEBOI KY/IbTYpY, 1O IPUTAMAHHI YKpaIHLAM
3arajioM, BiITBOPIOE iCTOPMYHMII PyX MOBM Halli-
OHA/IbHOTO TAHII0, KA POSIVIAHYTAa Ha piBHi 1I0T0
JIOKQJIbHVX €THOTPAapiYHNX eTHOKY/IBTYPHIX JIOKa-
1iit); 3. Mucmeypromy, AKuii € CyKyIHICTIO icTopu-
KO-MMCTENTBO3HABYMX IO3MIIII, Y AKUX BUCBITIIIO-
I0TbCA 1 TeHe3a, I PO3BUTOK HAPOJHOI 11 K/IaCUIHOI
xopeorpadil, AKa HUHI JOCIIKY€ETbCS AK Y Teope-
TUYHOMY, TaK i IPAKTMYHOMY aCIEKTaX.

BuKxopyucTaHHag MMCTELTBO3HABYOrO IIAXOAY
nepef6adae po3IIAL OCOOMMBOCTEN CTaHOB/ICH-
HA 11 BUJIO3MIH Y HalliOHa/IbHI HapOJHO-CLIEHIY-
Hill xopeorpadii — il My3UYHOMY CyIpOBOf, Clo-
KETHIN JIiHii, CMUCTIOBOMY HAIlOBHEHHI KOXXHOTO
CTPYKTYPHOTO €IeMeHTy XOpeorpapivHix KOMIIO-
3ULII TOWO. BUMKOPMCTOBYI0YM aHAMITUYHI MeTO-
iV B MUCTELITBO3HABYIN PO3BIJIIi I CMHTE3Y OTpH-
MaHol iHQopMmarii, Xxopeorpadiyna KoMmo3uiis

po3IIAAaeThC AK GeHOMeH, 110 chOpMOBAHMIA Hif
BIUIBOM OCOOIMBOCTEN PO3BUTKY HAIliOHaTbHOI
KynbTypu. [HuBigyanisamia 00pa3HO-MICTEIBKOI
MOBJ HalliOHA/IbHOTO TAHI[0 PO3I/IAHYTA 3 MO3MIIiI
ICTOpMYHMX €THONOKAIil Hal[iOHAaIbHOIO TaHIIIO,
IPOaHa/NTi30BaHO HOBATOPCbKi €/IeEMEHTV TaHIfIO-
Ba/IbHOI IEKCUKM, 10 GOpMye TEeBHMIT HayKOBMIL
KOHTEKCT JIOCTi[PKeHHA (eHOMeHy iHfuBifyamisa-
1ii i cipuATMMe IIOBHOLIIHHOMY PO3KPUTTIO Ki/lb-
KICHUX Ta AKICHUX IIapaMeTpiB HalliOHaJbHOIO
TaHIII. [XHiil KOMIIEKC YTITIOETHCA B IIACTUYHIX
obpasax, MiICUII0E | MiPKMBIIOE HMAMTPy CHMBO-
JIIYHOCTI €7IeMEHTIB eKOPaTUBHOI TBOPYOCTI.

AHami3 ocCTaHHIX JOCTiKeHb i MyOmiKamjiii.
YkpaiHcbka HapogHa Xopeorpadis cTae IpeaMeToM
posriany pocniguukiB XIX c1. Tax, Bigomi gisui
BiTun3HAHOI KynbTypy (A. Tepemenxo, I1. Uy6un-
cpkuit, B. Tnariok, C. Turapenxo, M. JIucenko Ta
iH.) y cBOIX IpaIAX yKa3yBa/y Ha 3HAYHi BifMiHHO-
CTi Ta yHiKa/lIbHY CTPYKTYPY TPaULIiIHOTO YKpaiH-
CBKOTO TAHIIO, ¥ SIKOMY BiloOpaXkeHO «yX yKpa-
iHCBKOTO €THOCY», JIOT0 MPUPORY i 0COOMMBOCTI.
Hocnimxennsa P. [apacumuyka, A. I'ymenioxa, K. Ba-
CHJIEHKA € MMCTELTBO3HABYMMM PO3BiIKaMu, y
AKMX YKPAIHChKMII TaHEIb yIeplle OCMMCIIETbCA
AK MUCTeIbKa KaTeropisd 3i CBOiMM Bi3ya/bHO-3Mic-
TOBHUMM XapakTepHUMM ocobmBocTamu. OfHnuM
i3 mepuIMX JOCTIIHMKIB, AKNUIT PO3ITIAHYB HApPOJHY
xopeorpadito Kpisb Ipu3My CHCTEMHOTO TiAXOAY,
BUBYAIOYM OCOOMMBOCTI il CTPYKTYpPHUX KOMIIO-
HeHTiB, cTaB B. BepxoBuneus (Kocris).

Kpisb mpusmy etHorpadivHoi cKmafoBoi Ta et-
HOKY/IbTYPHOTO PO3BUTKY Hallil BUBYa/ly HapOJHY
xopeorpadito O. Bopomnait, B. ABpamenko Ta iHmi
BUJIATHI €THO3HABIIi-YKPAIHICTH. Y HayKOBUX PO3-
Bigkax JI. Caban, B. [Tactyx, B. Cracpko, B. Titoa
Bif0Opa)KeHO aBTOPChKe GadeHHs OCHOBHIX CTPYK-
TYPHMX €/IeMeHTIiB Ta iX XapaKTepHUX 0CcOONMMBOC-
Tell TPAAMULiIHNX TaHLIiB, IOKA/IbHUX Pi3HOBUJIB.

I3 mosnmiit Xopororii BiTYM3HAHI HayKOBL /10-
CIDKYIOTh HapojHy Xopeorpadilo, aHaTi3youn
TEeHJIeHIiI il pO3BUTKY BifJj «JaBHbOIO TaHIIO» [0
HapopHoi (1100yTOBOI, (ONBKIOPHOI, eTHIYHOI)
iioro ¢opmu. ETHiuHy ckmajoBy — 1i BIUIMB Ha
xopeorpadiyHmil KOHTEKCT HapogHOi Xopeorpadii
3arajzioM Ta «aBTEHTUYHIII TaHelb» 30KpeMa — BU-
BuaB b. Kokynenko. OcobmiBocTi ykpaiHChKOro
xopeorpaivHOro MICTENTBA BUCBIT/IIEHO B Hay-
KoBMX pocmimkenHax JI. beprapcpkoi, O. biryc,



K. boptauk, O. longpuya, M. Enbsama, M. 3araii-
keBuy, JI. Kosunko, b. Konnorysenxka, JI. Kocakis-
cokoi, O. Mepnanosoi, T. Ilasmok, I. Ilicknosoi,
O. ITnaxorHioKa, E. ITycTosoi, 10. Cranimescbkoro,
A. Typnanuesa, II. ®pusa, O. Yenanosa, T. Yypmi-
i, O. lla6aninoi, O. lllanosan, E Ilyminosoi. Tax,
[1. Binam socepenuB yBary Ha BU3HaYeHHi 0CoO/Mu-
BOCTeil PO3BUTKY yKpaiHcbKoi Xopeorpadii B mep-
wiit TpetuHi XX cr. C. Jlerka aHamisyBana 3MmicT
Ta crenudiky ykpaincbkoi HapogHOI xopeorpadil
CTOCOBHO il CIPAMYBaHHS: y TOOYTi, y KOHTEKCTi
PO3BUTKY TeaTpy, AK CAMOCTIIHIIT BUJ, MUCTELITBA.

Ocob6mBoCTi perioHambHO-TOKAIbHUX aCTIEKTiB
reHe3! Ji pO3BUTKY YKPaiHChKOTO TAHIIO BUBYAJIN
O. biryc, A. I'ymentok, b. Cracpko Ta in. Tax, aBTOp-
crBy O. BoilKo HameXMTh CUCTEMHUIA aHaMIi3 IPO-
ABY Hal[iOHA/TbHOI XYI0XXHbOI KYIbTypu — T. 3B.
«xopeorpagiunoi ob6pasnHocTi». [I. [llapuxoum,
AKMIT BUKOPUCTAB HAYKOBMII MfXif, 3MiVICHEHO
y3araJbHeHHA il CHCTeMaTU3allil0 HayKOBMX IIpallb
(30KpeMa, TPaKTUYHOTO JOCBiY) BITYUSHAHNX JO-
CTiIHVKIB, PO3BIKY AKMUX IPUCBAYEHO iCTOPUKO-
KY/JIBTYPHUM OCOONMBOCTAM BIiTYM3HSAHOI XOpeo-
rpagivnoi kynprypn XX c1. K. Kingep posriamae
(eHOMeH HapOHOrO TAHIIO Kpi3b IIPM3MY CeMaH-
TUKY JI0TO I/IACTUYHUX CYMBOJIB. Y IIpalsAX aBTOp-
cra K. Toitnesoscpkoro, M. Makcumosa, C. bes-
kinybenka, I. bopumcbkoi Ta iHIIMX FOCTiHUKIB
AKTYa/1i30BaHO PO3BUTOK BUKOHABCHKOI TBOPYOCTI
11 piBeHb CIPUITHATTA HOBaLiil y cdepi HarjioHa/Ib-
HOI xopeorpadii. Y mesxyx HayKoByX po3pobOkax i3
HalioHa/bHOI Xopeorpadii Ta xopeosnorii mpocTe-
XYETbCA TEHJEHIIA [0 BiITBOPEHHA HalliOHAIbHOI
IMeHTMYHOCTi, aKTMBi3allii HaI[iOHaIbHUX MOTUBIB,
Ki MAlTb OYTM Y3TOIKeHi i3 3aranbHOCBITOBMMMU
HaIpaloBaHHAMN y cdepi xopeorpadii Ta xoporo-
rii. T. bnaroBa 3asnaumna: «... [Ipodeciitne camo-
CTBEp/PKeHH HapoxHOI Xopeorpadii 00yMOBIeHO
il mocrynosoio cueHisaniero. Tak, xaHpoBe pos3-
MAiTTS CLieHIYHNX (OPM YKpPaiHCBKOTO HApOIHOTO
TQHII0 YPi3HOMAHITHIOBAJIO Il CYTTEBO 30arayyBa-
JI0 BUKOHABCbKY MaJICTEpPHICTb JI TEXHIYHY CTOPO-
Hy XopeorpadivHoi koMnosuil. Yce Iie Ipu3Beno
JI0 3MiH, fAKi, Y CBOI 4epry, CIpUAIM KaHOHi3allil
0a30BMX Ta/my3eBUX KPUTEPiiB BUKOHABCHKOI XO-
peorpadiunoi MmaiictepHocTi. To6TO CTBOpeHHs
BIMOBiZHMX “cTaHfapTiB’ Ta yHidikauil TaHIo-
Ba/IbHOI TepMiHOTIOTii 11 TeKCHKN — GOpMyBaHHIO
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npodeciitHoro tesaypycy» (bmarosa, 2015, c. 29).
Ha namy gymky, 1i TeHgeHuil MaloTh OyTH pos-
IJIAHYTI 3 ypaxXyBaHHAM Ba)XXIMBOTO ACIEKTY, AK-
0T po3pobKa CyJaCHUX HAIPSAMIB ONTUMATbHOTO
CIIIBBiJHOIIEHHA DETiOHANbHO-IOKANbHUX Tpajy-
11il1 YKPaIHCHKOTO XOpeorpagivHOro MIUCTELTBA Ta
HOBalill y cdepi xopeorpadii, 1o BrpaxxaoTbcs 3a
JIOTIOMOT 010 iH/IMBiTyaTi3allii MOB) TaHIII0, PA30OM 3
AKTVBHOK IIPOIAraH/IOw BCbOTO YKPAiHCBKOTO Ha
T/Ii BilfHM 1 COLIOKY/IBTYPHIX Herapasyis, BUK/IMKa-
HIX HEH0.

Merta crarTi — pO3I/IAHY TV TOKaIbHMIL ACTIEKT Y
Hal[iOHA/IbHO-CLIEHIYHOMY TaHIli AK YMHHUK HIM-
Biffyamisanuil HarlioHaIbHOI XOpeorpadidHoi MOBM.

Buxmag ocHOBHOro Marepiamy KOCITi)KeHHH.
Xopeorpacis BBXAETbCA MUCTELTBOM IOCTAHOB-
K/l TAHII0, BYPaXEHOrO IIOCTIJOBHICTIO KPOKiB,
pyxiB, ¢iryp, 3 MeTow IpeseHTalLil HaMmiMIIOro
IpamMatiyHoro edexty. B ocHoBY xopeorpadiuxoro
MIICTEITBA TIOK/TA/IeHO XopeorpadiuyHy MoBy — He-
BepOaIbHy MOBY XKeCTiB, TIIOPYXiB, ITACTUKY i Mi-
miku. Came 1i HeBepOabHa CKIafioBa 6a3yeTbCst Ha
TIeBHUX 0COONMMBOCTSX, 1O BifjoOpaxkeHi B icTopu-
KO-KY/IbTYPHOMY Ta €THIYHOMY KOHTeKcTax. Pop-
MOI0 BUPXEHHsS il JIOHECEHHS XopeorpadivHoi
MOBH € TAHIIIOBaJIbHA KOMIIO3MIIif, TOOTO JeMOH-
CTpallif «OpraHi4HOi» LIIICHOCTI TeMu i1 Bapialil,
TEeMIIOPUTMY Ta PUTMI4HOI (HepUTMiYHOI) apTHKY-
nAuii, nopropeHHs Ta immposisalii. Came xopeo-
rpagivHa MOBa — Ij¢ CBOEpiJHe BMpPaXKeHHA TaH-
III0BA/IDHOI JIEKCUKM, KA TIPE3EHTYE PYXU, JKECTHL.
Binrak, 11e € KOMIIO3MITi€X0 CEMAHTNYHMX OfVIHUI[b,
sKi B 00pa3Hiit GopMi mepearTb 3MICT SBUIL Ha-
BKO/IMIIHBOI AilicHOCTi. BogHOouac xopeorpagivuna
KOMIIO3UIIiA BiJJi3€pKaIIOe Pe3ynbTaT TPUBATIOI0O
TIpoLiecy reHe3! i pO3BUTKY Hal[ioHa/IbHOI (Hapoa-
HOI, eTHiyHOi) TaHIoBambHOI MaHepu (Kocakis-
cbKa, 2018, c. 45). MoBa xopeorpadii «I1OXOAUTH»
BiJj BUTOKIB iCTOPMYHUX €THIYHUX CIINBHOT, AKN-
MM € TPYIIN JTIOfEM, 1[0 OTOTOXHIOIOTHCA Ha OCHOBI
CIII/IBHUX O3HAaK. [0 HMX Ha/e)XXaTb: 3arajbHi Tpa-
IUIIITHI 0COOMMBOCTI, TOXO/PKeHHs (reHesa), pigHa
MOBa, iCTOpifA, CYCIIbHO-COLia/bHI BiJHOCKHM,
HAJIOXHICTD 70 Hawii (Hapoxy, HapomHOCTI), Bipy-
BaHHA (11 YKpalHM Ile A3M4eCTBO I XPUCTUAH-
CTBO), HAJIOKHICTD J10 TIeBHOI reorpadiyHoi micIie-
BoCTi (Tepuropis). ETHiYHA HaeXHICTb 3a3BMYall
BY3HAYAETHCA CIIINBHOI0 KY/IbTYPHOIO CIIA/IIIHOIO,
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midororiero i BipyBaHHAMY, ICTOPUYHUMY apXETH-
TIaMy, OMKYMEHOI0, GObKTIOPHOIO CIIA/JIIIHOIO, Y-
TyaJIaMy1, 3BI9asAMI, 0OPSAZAMIL, MUCTELTBOM TOLIO.

IcTopuyHMII KOMIIOHEHT, a caMe O0CO6/MMBOC-
Ti PO3BUTKY ICTOpil Ta KYAbTYpy HApOAY, 3HAYHO
BIUIVHY/IM Ha (OPMYBaHHA TAaHIIOBA/TBHOI JIeK-
CUKN B eTHiuHiil Xopeorpadii. Xopeornorisi K Me-
TOJ0/IOTiA MUCTELTBA TAHLI0 3[1/ICHIOE IepeKIaf
KOHKpETHMX 3HaKoBuX Qopm (eTHiuHOrO icTOpU-
KO-KY/IBTYPHOTO TOXO/)KEHH:) 00pPa3HOI0 MOBOIO
xopeorpadil, ska BOJHOYAC B3AEMOJi€ 3 iHIIM-
MU CTPYKTYPHO-(QYHKIIOHATBHIMMU e/leMeHTaMu
KY/IbTYPHOTO 9aCOIPOCTOPY. Y KOHTEKCTi BUBYEH-
HA TeopeTNyHOI 6asym xopeorpadidHoi MOBM Mo-
XKEeMO CTBEPIKYBATH, 1[0 103200psI0BI HApOAHI
xopeorpadiuHi KOMIO3MIIiI MOAIIAIOTHCS Ha aB-
TOXTOHHI 1 TUTOMI, sIKi MOOYTYIOTb B €THIYHMX
KyIbTypHUX Tpaguuisax. [Ipore Bce posmairta aB-
TOXTOHHMX XOpeorpagiyHnx KOMIOSUIIiN FOCTif-
HMKY, /I 3PYYHOCTi T€OPETMYHOIO OINCY, MOJi-
JISI0Th Ha 3arajbHOHALIIOHA/IbHI (rOMaK, KO3aK) Ta
JIOKaJIbHi (BepXOBIUHA, TYIY/IKa, KPYTaK Ta iH.).

B ocHOBY nopiny 3a perioHa/JbHON Ha/IEXHICTIO
MIOK/IQfIEHO PeriOHa/IbHi BiMIHHOCTI, AKi BUHUK/IN
B MeXax HapopHol Xxopeorpadil ykpaiHcbKoro er-
HOCY. [X POABOM € 0cOO/MIBI TaHIIOBaTbHI GopMu,
y AKUX BifoOpaxkeHo Tpamuiii i «xopeorpapiuny
nogavy» /10KanabHOI rpymu. JIokamisanisa eTHorpa-
¢iunoi HaiioHanbHOI XopeorpadiyHoi craguHu
3[IIVICHIOETbCA 3a PEriOHa/bHUM IPUHIUIIOM —
Beccapabis, bykoBuna, Bonmuns, [ynynpumna, 3a-
kapmarts, IliBaiune IIpwdopromop’s, Ilomices,
Ioginna, Cnoboxanmuna Ta IlenTpanbHa Ykpa-
iHa. BomHovac 3as3HaveHi /oKasi3allii IOBHOK Mi-
pOX0  CHIBBIIHOCATBCA 3 ICTOPUKO-KYIbTYPHUM
i MICTELbKMM PO3BUTKOM HEIIOBTOPHOTO €THO-
KY/IbTYpHOrO apxetumy Ji cumsoniku. Came ap-
XeTUII eTHOCY CTAHOBUTb 0A3VCHY OCHOBY Tpajiy-
LITHOTO XYOXKHBOTO 71 MUCTEI[bKOro 06pasis, Ij0
Bif0Opa’keHO B JIOKajIbHIil Xopeorpadil (B 0CHOBI
AKOI — eTHIYHWMIT NpMHIMI TOAiTy). Binrak, mpo-
1leC PO3BUTKY JIOKaTIbHVX €THIYHIX 0COOMMBOCTEN
Ta CTPYKTYpHO-(YHKIIOHATbHUX e/leMEHTIB Ha-
11IOHa/IBHOTO HApPOJIHO-CIIEHIYHOTO YKPaiHChKOTO
TAHII0 € BMPAXEHHAM JOr0 iHAMBifyamisamii B
JKAHPOBIJl Ta CTUIbOBI iHTEepHpeTalii MUCTElb-
KOTO TBOPY, 30KpeMa i 3araJIbHOTO IIPOCTOPY TaH-
LI0Ba/IbHOTO MUCTENTBA iHIINX €THOCIB 3arajzoMm,

AKi Oy 6/V3bKUMY / CYCiHIMM IO YKpaiHCHKOTO
Hapopy.

Ha o inpgmBifyanisaniro BIMBanyu pisHOMaHiT-
Hi YMHHUKY i GaKTOPU — TOMITUYHI, EKOHOMIYHi,
conianbHi i, BlacHe, KynibTypHi. 3 iHuoro 6o0ky,
BOHa 0y/a CIpMYMHEHA TaKOX TpaHCHOpMAIiAMU
3HayHimoro mopsaaky. OcobmiBoi roctpoTn et
npoliec HabyB y 100y ro6aisarii, TaHyBaHHs HO-
BITHIX KY/IbTYPHMUI[bKUX CTWU/IB, TE€OPii, MiAX0MiB,
JKAHPIB 1 T. I, AKUMM € IIOCTMOJEPH 1 METaMOJIEPH.
Y 1eit yac inaMBifyanisanisa 10KaIbHOIO €THIYHOTO,
KY/IbTYPHULIBKOTO CIIPAMYBAaHHA € BUPAKEHHAM
NpOTUJIl TeHJEHIIAM, AKi HIBEIIKTb, 30KpeMa B
xopeorpadil, TpagMuiiiHi ZOCATHEHHS, 1O SACKpa-
BMM YVMHOM BiJoOpaXalOTh «00OMMYYs Halil», Ha-
pony, 6ararbox eTHOCIB, sKi ICTOPUYHO OPMYIOTH
BITYM3HAHMIT KY/IbTYPHO-MUCTELbKMIL TpocTip. Lle
CTOCYETbCSA JIOKA/IbHUX ETHIYHMX KYIbTYPHUX OCe-
penkis, sak-ot [lomiced, [ynynbumHza, 3akapnaTts,
Bykosuna, Beccapa6is i Kpum. Ixus, y omy wucni
11 xopeorpadiuna iHvBinyanisauis, copusna 36e-
PEXEHHIO B iHIIMX / CYCiICBKIX eTHIYHUX XOpeo-
rpadivHux Kymbrypax. Lo AymMKy MHifTBepmKye
O. MaptuHiB, AKMil 3a3Ha4ae: «... Y TpoLeCi BU-
BUEHHS TEHJEHIIIN PO3BUTKY BITYM3HAHOI TAHI[IO-
Ba/IbHOI Ky/IbTypu — 1i pisHUX eTHOrpadivHMX pe-
rioHiB, ciocTepiraeMo GaxT He juiie 30epexkeHOCTi
6a30BMX CTOBIIB IXHBOTO €THOKY/ILTYPHOTO (POKY-
Cy, aje 1 akTUBHY (OpPMY iX MPAKTUIHOTO BUKO-
puctanHs. Haitbinpu moBHO 1IOZO BifMOBiAHOCTI
JI0 eTHIYHOTO MEPIIOPKEPENa Lie NPOABIAETbCA B
KynbTypi Ykpaincbkux Kapmar. Hapasi came BoHn
€ OJHMM i3 Haitbi1bII “3aKOHCEPBOBAHMX LEHTPIB
NOOYTYBaHHA TPafMUUiHOI KynbTypu. 30epexe-
Hi €THOKY/IbTYpHI Tpafiuuil HapOJHOIO TaHIO I
Ha Ilomicci 7 Iopinm. [dewo y BumosMiHeHin iH-
TepupeTanii — Ha TepeHax HappHinmpAHmuHM i
ITonTaBimyuy. 3HAYHUI, ACUMINATUBHUI BIIIUB
Ha aBTeHTUYHY HopMy TaHIo Bifdyscs Ha Crobo-
aHuHi i [liBgenHnint vactuni Ykpainu. .. » (Map-
TUHIB, 2021, c. 2).

Hasitb cxnagHo yaBuTH, CKiNbKN Oy/10 611 IIepe-
TIOH, IEepeIIKO| Ta yIepemKeHb CTOCOBHO 30epe-
KEHHS aBTOXTOHHOI Xopeorpadiunoi ineHTIYHOC-
1i. ba 6inp1re — 114 inuBigyanisauis BuTprmana Ha
co6i mpec MOMITUYHMX, iIEONOTIYHMX 1 CBiTOI/ISAA-
HJX HACTAaHOB, fAKi BIPOBA/KyBa/MNCA B YKpaiHi B
pisHi icropwuHi yacy, BKmodaouu 106y MogepHy



Hanpukinni XIX cr. — Ha nmodarky XX cr., oco-
6mBo B mepiop; 1922-1991 pp., 4ac, Koy HapopHa
KY/IbTYPHa, i B TOMY YMCII XopeorpadiuHa Tpajiu-
1is, abo HiBemoBanacs, ab0 CTaHZAPTU3yBaMacs B
«IHIKY 11ab70HiB», HABIAHMX 3arambHOW0 / 0i-
LIfIHOI0 KY/IbTYPOIO 3aTajioM Ta XopeorpapivHnM
MIUCTENTBOM 30KpeMa. | nuiie 3 BiTHOB/IEHHAM He-
3a/IeXHOCTI 14 iHAMBiyaTi3allid II0CTYIIOBO M0Ya-
JIa HabyBaTy HOBOTO 3HAYECHHS, 3aBAYYI0UN Kpea-
TUBHJM ITi/IXOf}aM Ta OB HOBNX XopeorpadiyHmx
ki1, HabyBaroun «HOBMX» opM it 06pasis. Huni
il mpamaryyHNM (GOHOM CTa/MM TOAIl B Yac BiltHM
Mockosii mpoty Ykpainu.

Huni KynbTypHMit Ta MUCTELIbKMIT IPOCTIp Ha-
OyB HOBITHIX 3ByYaHHS /1 BUPQ)XEHHS — IIPOJIOB-
KY€ETbCSA Ta HOMMPIOETHCA CHIBALA KYIbTYpH YKpa-
iHy, 1l XxopeorpaivHOro cerMeHTa 3 KyIbTYPHOI
CIII/TbHOTOIO LIMBiNi30BaHOIO CBiTY, EBPOIN 30Kpe-
Ma. MoBa yKpaiHCbKOT0 Hal[iOHA/IbHOTO TAHII0 Ha-
OyBae HOBITHIX KOHTYPIB, AKOCTeIl, XapaKTePUCTUK
TOIO. BiTUM3SHAHWMII DOCHITHUK, YMHHUI JOIEHT
Jlporo6uIbKOro fIep>KaBHOTO IefaroriYHoOro VHi-
Bepcutety iMm. I. @panka I1. Opus B opHill 3i cBOIX
YVIC/IEHHNX TIPalib 3a3HAYNB: «... “3arajbHe [peBo”
€THOAPXETUIIB Ta LIHHOCTEN CTAJ0 MifIPYHTAM
U POSBUTKY iHAMBiYalbHMX PUC HAIiOHAIbHOI
xopeorpadivyHol KyIbTypH, B OCHOBY SIKOi MOKJIa-
neHo reorpadivnnit npunuyum. Came BiH mOB’A3a-
HUIA i3 IPUPOITHUMY YMOBaMH, 0COONMMBICTIO TTOOY-
Ty 11 JXUTTEBOTO YCTPOI HACETIEHHS, 0COOMMBICTIO
npani it ocobmuBocTeit peniriitiux BipyBans. Ilif
BIUIMBOM €THOAPXETUITYy PO3BMBANOCh IHAMBIAY-
aJIbHe, a IiJi BIVIBOM T€PUTOPiaNbHOI IPMHAIEX-
HOCTi (opMyBauCh Hal[iOHA/MbHI IHAMBifyaMbHO-
CTi, CyKYIIHICTb AKUX i € HaIlIOHA/IbHOIO KY/IbTYPOI0
TaHII0BaTbHOI MOBH Xopeorpadii... » (Ilimmmcs-
Ka, 2013, c. 219).

Ha namy gymky, came XyRoxHil xopeorpagid-
HUiT 00pas € KBiHTeCEHI[i€l0 BUPXEHHS L€l iH-
muBifyanbHocTi. HaBith 6inbime — BiH pearnisye
[IBOCTPYKTYPHMII BUAB MOBJ TaHI[I0 — 30BHILIHIN
i BHyTpimHil (ki cHiBBiTHOCATBCA AK 3MiCT i pop-
Ma), pallioHa/bHe if eMOLiiiHe — 5K CUCTeMY CIIiB-
BifHOLIEHHs 00 €KTUBHOTO Ta Cy0 €KTMBHOTO, K
B3a€EMOJIit0 (aKTUYHOTO i crpmitHsiTOro (Ha piBHI
CUCTEMY OCMICTIEHHS CYTHOCTI IIbOTO (peHOMEHY
TBOPYOCTI I MUCTEL[TBA, BiJi CBITOCOPUIHATTA [0
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CBITOPO3YMiHHS), SIK B3aEMOBIUIVMBI 3ara/IbHOTO Ta
IHAMBIyanbHOTO.

Ha ymnikampHOCTi BUTBOpY XOpeorpadii sk Ha
BUABI itoro inauBifyanbHocTi Haronomye JI. yp,
aCICTEHTKa Kadenpy My3UMKO3HABCTBA Ta METOMM-
ku MysyaHoro Mucrenrsa (THITY im. Bonogumupa
[Hatioka), KepiBHMIIA TaHIIOBaJTbHOTO aHCaMOIIO
«Becnanka». HaykoBuig BBaxae, 110 IpiopuTeT-
HIUM 3aBJJAHHSM Y KOHTeKCTi 30epexeHHs i mpo-
JIOB)KEHHA XUTTA BITYMSHAHOTO €THIYHO-KY/IBTYP-
HOTo XopeorpadivHoro HajgOaHHA € YCBiTOM/IEHHS
YHIKa/IbHOCTI i1 HETIOBTOPHOCTI IYXOBHOI CITa/III}-
HJ KO)KHIX PEriOHY Ta eTHOCY.

Ha nepexonanns JI. CaBunH, KaHAMATKA iCTO-
PUYHMX HayK, TOLEHTKY PiBHEHCHKOTO IepXKaBHO-
r0 TyMaHIiTapHOTO YHiBEPCUTETY, IJIACTHUKA, XKECT,
MiMiKa, 110 BYpa)XeHi B MUCTEL[TBI TaHI[IO, € «pe-
aKIli€lo» Ha IPOSABYU XapakKTepy it CBOEpigHNM (YHi-
KanpHUM Ta iHpuBigyansanM. — O. 101, L. JI.) Bi-
3yaJIbHUM BYMPaXeHHSM IO4yTTiB ocobucrocti. Ha
/MbOKe MepeKOHAHHs JOCTiJHNUL]L, BATOMY POJb ¥
CTBOPEHHI YHIKa/IbHOIO 11 iHAMBIyaIbHOTO IIjIac-
TUYHOTO MOTHUBY XOpeorpadiyHoi KOMIOSMIII Ta
xopeorpadiyHol MOBHU BifirpaloTh: MOOYT, BUS, Ai-
SIBHOCT], reorpadiuHe po3MillleHHS MiCIIeBOCTi,
collia/nbHi BITHOCKHY, pUTYaIy, TPAfULIi, 00pAny,
3BIMYal, €CTeTUYHI ifieasn Ta IHIII IIHHOCTI KY/IbTY-
pu (CaBunn, 2022, c. 142).

Ha namy nymKy, XopeonoriyHa npeseHTaris wiel
YHIKaZIbHOCTI K TBOPYOI iHVBIya/IbHOCTI € CBiJj-
YEeHHAM JAVHAMIKI B MEXXaX iCTOPUKO-KY/IbTYPHOTO
TIpolIecy, KNI BilbuBae pO3BUTOK MOBM TaHIIO ¥
CBITIi 0COOMMBOCTEN perioHa/lTbHO-IOKAL{iTHOTO
PO3BOI0 OKPeMMUX ETHIYHMX TpyH, AKi IPONLIIN
IIeBHI eTamy CYCIiIbHOTO XUTTA Ha NEBHIN Tepu-
TOPIl, Y KOHKPETHOMY iCTOPMYHOMY 4aCOIIPOCTOPI.
YHacmigok 1ux 06 €KTYBHUX MPOLIECIB B €THOKY/Ib-
Typi Ta eTHOXOpeorpadii Bibmmcs pisHi MOMeHTI
CYCIIIZIBHOTO J1 COLia/IbHOTO XXUTTS, B YMOBaX AKMX
posBuBanaca xopeorpagdiyHa MoBa. BoHu mosHa-
YIJICS Ha BCIiX eleMeHTax TaHII0 — Ha 3arajbHil
KOMIIO3MIil, Ha PUTMilli, HA MaJiTPi eMOLIHMX i
patjioHambHMX «xopeorpadivHuMX TOHKOLIiB». Bop-
HOYAC Pe3y/bTar i€l TBOPYOCTi € BUABOM CIiBBifl-
HOIIIEHHS 3arajIbHOrO 11 ocobmBoro. Came 1e, 0co-
OnuBe, XapaKTepU3yeThCs HE3MEXXHOI TBOPUOIK i
BUKOHABCHKOIO iHIMBI/[ya/IbHICTIO.
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Y yac cyvacHuX, [MHAMIYHYX 3MiH Y Ky/IbTYPHIl
cdepi 3aranom Ta xopeorpadivHOMY MUCTELTBi 30-
KpeMa HapomKyITbCS HOBi GOpMIL, XKaHpPU, CTHII,
inei, Aki neBHUM 4MHOM POPMYIOTD «CydacHy ce-
py» TpajMILiil, ycTaleHUX HOPM, CTAaHJAPTIB TOLIO.
Oco6mBo 11 cTocyeThbest 3ac06iB 06pasHOCT, AKi
BiffKpUTi 10 HOBaLil y X0peorpadii, cipAMOBYIOTb-
A TBOPYMM 3a/[yMOM YCi€l KOMaH/M, KOTpa rOTye
HOBE TBOPiHH:A, — BiJj peXXycepa-II0CTaHOBHMKA [I0
JIOTO BVIKOHABILiB I T€XHIKO-TEXHOJIOTIYHOIO IIep-
coHany. Came xopeorpa¢u-HOBaTOpU HOPYLUIYIOTh
NPUHLMAIY HACIIyBaHHA TPAAUIIHUX KYIbTYp-
HUX KOJiB, BUHAXONAYM SAK OKpeMi HOBITHI erle-
MEHTH, TaK 1 CIIPUAIYM IOPYLIEHHIO YCTANEHOTO.
Ha namy pymKky, meit aBropcbkuii daxrop (umH-
HUK) TeBHNM YMHOM YTiNIOE iHAMBiTyanbHICTD,
110 BijoOpaXkaeTbcsl B Mpe3eHTallil HOBOro obpa-
3y, ciiB3By4Horo cyyacHocti. Ha gymky O. Kacp-
AHOBOI, 6ajTeTMeIICTepKH, MefJaroryHi, 3aCIy)XeHoi
IiA9KM MUCTenTB Ykpainm, mpodecopkn HMAY
im. IL. I. YaitkoBCbKOro, TBOPYMII 3alyM XOpeorpa-
¢a-mocTaHOBHIKA peasti3yeTbcs B XopeorpadivHiit
KOMIIO3MILiI, 3aBJAYYI0UM iHHOBAL[IIHOMY CHHTE3y
IIOCTAHOBHNKA, aJ)Ke «CUHTETUYHOI0 IIPMPOJOI0»
IIOCTAHOBKM € TapMOHiiiHe IO€JHAHHA pi3HOMa-
HITHMX IIPYHINIIB i Xopeorpadivumnx hopM y enu-
HY KOMIIO3MIIIHY CTPYKTYPY 3 BUKOPMCTaHHAM
OpUTiHaNIBHOCTI cLieHorpadii. Yce 1ie crpyse mpax-
TUYHIN peanisanii «Bigxomy» — Bif TpafuLiHNX
KAaHOHIB i /IO CTBOpeHHS HOBMX XopeorpadidHmx
IPUITOMIB, — fAKi € IOLITOBXOM [/ PO3SBUTKY CY-
JacHOro xopeorpadiyHoro Mucrenrsa. BogHovac B
OCHOBY BCiX HOBUX IIPMITOMIB Ta (OpM IIOK/IaJieHO
IPUHINI 3a0e3NeYeHHs XYJOXKHBOI IiMCHOCTI I
3aBepIIeHoCTi xopeorpadidHoro TBOpY. I3 IHOTO
npuBofy npodecopka KuiBcbkoro HajioHaabHOTO
YHiBEpCUTETY Ky/IbTYpy Ta MUCTelTB A. [opiamok
3ayBaXye: «... KIAaCMYHA XOPEONIEKCUKA TIOESHYE Y
001 e/IeMeHTV KOHTEMITY Ta iHIINX CYYaCHUX CTU-
niB. Koxxen “yqacHuk” xopeorpadiyHoi koMmosnuii
BMKOHYE CBiil iHEUBiAyanbHUMIT “XOpeorpadiunmit
MaJTIOHOK Y BilIIOBiTHOCTI IO peXX1cepchbKoro 3a-
IyMy xopeorpada-nocTaHOBHUKA... » ([omamoxk,
2015, c. 28)

Ha mamy gymKy, i TBOpYmit 3aym, i jioro pea-
li3alifs MiICTATH eeMEeHTM iHJUBiZYyanbHOCTI,
YHAC/iJIOK peanisalil K0l KpeaTyrnTbhCsa HOBAil.

Ha HeoOximHOCTI yBepeHHs HOBaliil y cdepy Xo-
peorpadii Haromomye M. KoBab, mpokraMyoun
BaX/IUBICTh IOWIYKY «iHAMBiZyaJbHMUX LIIAXiB»
HOBUX (aBTOPCHKUX) 1IKia TaHI» (Kosanp, 2019,
c. 312). Ham imMnonye mosunia A. lopuamok, fAxa
B HAyKOBiil PO3BI[II 3ayBaXye, IO KOXKEH eTall
poborn, 30kpema baneT™meiicTepa, COMCTa I y4ac-
HVUKIiB XOpeorpadiqHro KOJeKTUBY, CBiIYUTDH IPO
PO3BUTOK XYIO)KHbBOI JYMKM; 110 PO/b iHAUBINY-
a/IbHOCTI XYZJOKHVIKA Ma€ ACKPaBUI IIPOSAB Y XOPEO-
rpadivnomy mucrenrsi (fonamox, 2015, c. 17-19).
JAK mifcyMoK HaBefieMO BMK/IAJ, CYYaCHUX TeH-
JIeHIIl Y PO3BUTKY MIUCTelTBA Xopeorpadii, mo
yioro sampononysana C. JIlyHKeBnu: «... iHTerpa-
11i, 0CBOEHHA iHHOBAIlill €BPOIENCHKOI KYNIbTYPH,
IXHBOTO BIIPOBA/KEHHA B YKPAIHCBKY KYIBTYPY,
BifHOB/IeHHA 1 30araueHHA YKpaiHCBKUX Tpaju-
ill... B3aEMO30arayeHHs eleMeHTIB KIaCUYHOro i
HapOJIHOTO TAHIIB ... po3po6Ka HOBOI ipamMaryprii
CLIeHIYHOTO JIICTBA,... TeXHIYHEe YCKIaJHEHHS BU-
KOHABCHKOI MaHepy, ONaHYBAaHHA 0araTOCTM/IbO-
BVIM Ta Pi3HO)KaHPOBUM Xy/IO)KHIM MaTepiaZioM. .. »
(dynkesny, 2012, c. 7). Ha Hamry gymxy, ni momo-
KEHHA HiJCUIIOITD IIPOLeC iHAMBiAyanisanii MoBK
YKPaiHCHKOTO TAHII0, CIIBBIHOCAYM L€il eCTeTY-
HUIL MUCTeL[bKIIT peHOMeH i3 peaisimu o6u.
BucHoBku. Bukmamenuii Marepian m03BOJAE
TEHJEHIIIIHO y3araJbHUTY CYTHICTb JOCTiIXKEeHb
IHMBITYaIbHOCTI YKPAIHCHKOTO TAHIIO, AKa PO3-
IJIAJIAETHCA Y IBOX PAKypCax: AK KY/IbTYPHULbKIIT
pe3ynbTar reHesy i pO3BUTKY OKPEMUX PEerioHa/Ib-
HO-JIOKA/IbHMX ACIIEKTiB YKPaIHChKOTO TAHIO, i AK
TEH/IEHI[II0 IIOLIYKY HOBITHIX YHIKa/IbHMX KOMIIIEK-
CHUX €CTeTMYHVX 3aC00iB BUPAXaTbHOCTI XYHLOX-
HBOTO 00pa3y, IPe3eHTOBAHOTO B PiUMII Cy4acHOI
xopeorpadii i xopeororii. Hagsaxnmsum 3aBpaH-
HAM Y IIbOMY HaIpsMi € 30epexxeHHs Kpalyx Tpa-
AU BITYM3HAHOTO TaHILK0 BKYII 3 aKTMBHOIO
IPOK/IaMalli€l0 BCbOTO YKPAIHCHKOIO Y CBITOBOMY
[MBi/li30BaHOMY KY/IbTYpPHOMY IPOCTOPL.
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