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THE GLOBAL CRISIS OF CONTEMPORARY CULTURE:
STATE AND PROSPECTS

HauioHanbHa akagemia MucteuTs YKpaiHu, XapKiBCbka AepxaBHa
akagemisa KynbTypu, M. Xapkis, YKpaiHa

sekretar@xdak.ukr.education

V. Sheiko. The global crisis of contemporary culture:
state and prospects

The purpose of the article is to analyze the global
crisis of modern culture, its state and prospects.

The methodology of theoretical analysis. The
following scientific approaches were applied during the
study: theoretical analysis and synthesis, generalization
and interpretation of scientific sources.

The results. The key manifestations of modern global
culture are identified, overcoming which, in our opinion,
is a priority task in the process of humanity entering a
new stage of cultural history:

1. The excessively rapid development of the
technological structure of social life, compared to its
humanization, leads to a rupture of cultural integrity,
polarizing material and spiritual values in it, with
the former gaining priority, although it is the latter
that express the true essence of culture. After all,
material manifestations of culture are only an external
embodiment of a person’s spiritual attitude to the world
around them and acquire social value far from always in
direct dependence on the degree of spirituality embodied
in them.

2. The conditional “devaluation” of the humanistic
content of the economic development of civilization
leads to a crisis of its “material progress” — primarily
due to the limited natural resources and the rapid growth
of indicators of technogenic impact on the ecological
balance.

The scientific novelty of the study lies in the fact
that the problem of the globalization crisis of modern
culture is investigated in a culturological aspect using the
principles and methods of cultural studies, which makes
it possible to comprehensively cover the topic, which is
so important for the spiritual development of not only
the current, but also the future globalizing society.

V. Sheiko

National Academy of Arts of Ukraine, Kharkiv State Academy of
Culture, Kharkiv, Ukraine

https://orcid.org/0000-0002-3532-7439

The practical significance of the article lies in the
fact that the research carried out can be used as an
important theoretical basis for developing a new strategy
for overcoming the cultural global crisis and eliminating
the threat of the disappearance of civilization as such.

Keywords: global crisis of culture, technological
development, moral aspects, ecology, human civilization,
ecological doom, spiritual values.

B. M. Illeiixo. Tmo6anpbHa Kpy3a Cy4acHOI KyIbTy-
pM: CTaH Ta NePCHEKTHBY

[TpoaHanmizoBaHo I706ANTBHY KPU3y CY4acHOI Ky/ib-
TYpY, BU3HA4eHO ii cTaH i mepcmexTusy. Binmsnade-
HO HAfABHICTb JMCOAMAHCY MK TeXHONOTIYHMMM Ta
MOpa/IbHO-IiHHICHUMM acmeKTaMu OYTTA KyIbTypH,
pe3y/lbTaToM YOro CTalo 3arOCTPeHHA MpobreM, o
TIOB’sI3aHi 3 €KOJIOTI€0, 1 MiIBUIEHHS 3arpo3y CaMOMY
icHyBaHHIO nMIOficbKOro Bupy. OMMCAaHO CTaH «eKOJO-
TiYHOI IPUPEYEHOCTI», 3aIIPOIIOHOBAHO LIIAXM BUXOMY
3 Hporo. HaronomeHo Ha BaXIMBOCTi AIKOCTi Ta Opi-
€HTMPIB MaTepialbHMX i [yXOBHMX LIIHHOCTEN, a He Ha
3pOCTaHHi 00 €MiB HUHIIIHBOTO BUPOOHMITBA. Y KOH-
TEKCTi BIDKMBAHHA CYYaCHOI Ky/IbTYPH aKLIEHTOBAHO Ha
HeOOXiTHOCTI MOIIMPEHHA HOBMX eTUYHUX TIPVHIINIIIB,
TYMaHICTUYHNX I[i7Iefi PO3BUTKY B3a€MO3BA3KIB AK Y
6esmocepeHbO CYCIIIbCTBI, TAK 1 MDK JTIOVHOIO 11 IIpH-
popoto. Po3rsaHyTO OCBiTHIO Chepy AK CBOEPIFHMIL «/Ta-
KMYCOBMII ITaIlipelb», 0 JO3BOJIAE OLIHUTY PeaTbHUI
3B’5130K JyXOBHUX LiIHHOCTE i3 HOBCAKAEHHUM OYTTAM
MIOFVHN. Y BYCHOBKAX 3rafjlaHO TONIOBHI IIPOABU KPU3I
HUHIIIHbBOI KY/IbTYPH, IIOJONAHHA AKUX € IePIIOYepPro-
BVM 3aBJAHHAM Yy TIPOLeCi BXOPKEHHS JMIOfICTBA B HO-
BUIA €Tall Ky/IbTYPHOI icTOpil.
KmrouoBi coBa: 2106anvHa kpusa Kyavmypu, mexHosno-
2IMHULL PO3BUMOK, MOPATIbHI AcneKmu, eKooeis, 1100Ch-
Ka Uusinizauis, exonoziuHa npupeueHicmo, 0yxX06Hi yin-
Hocmi.

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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Today, when humanityhas entered the first quarter
of the XXI century with significant achievements
in the field of science, technology and culture, the
world community faced large-scale threats of the
planetary level, which in general is the result of
civilizational evolution. And, more than ever, the
question of the future fate of world civilization has
become relevant. As is known, the determining
factor in solving the problems of civilization
development is culture, because its level, as well as
the intellectualization and humanization of society
in many aspects depend on the maximum complete
control by the world community of the results of its
own activities in the spiritual and material spheres.
And, finally, the state and prospects of modern
global culture determine the further existence of
earthly civilization. That is why the purpose of
this article is to analyze the global crisis of modern
culture, its state and prospects. Such an analysis, in
our opinion, is extremely relevant and extremely
necessary.

Perhaps, that is why in recent years, scientists
have increasingly paid due attention to the above-
mentioned issues. For example, a collection of
articles published in 2024 analyzes problems
and ways to solve them in times of global crises,
including in the field of culture (Verkuil, 2024). An
article by Rachel May, published in 2024, discusses
the new bachelor’s program “Culture, Technology,
and the Environment” (May, 2024). An article by
A. Kadijevi¢ discusses the Russian aggression that
led to colossal human casualties in Ukraine and the
destruction of invaluable cultural values (Kadijevic,
2022). Similaraspects of crisis phenomena, including
in the field of culture, are considered in general
terms in other numerous works by foreign authors
(Frosh, Georgiou, 2022; Roy, 2024; Letisser, 2023).
However, as a rule, they do not consider aspects of
the global crisis of modern culture. A number of
works by Ukrainian scientists have been published
that are somewhat closer to this formulation of the
question. For example, Viktoriia Nykytenko in her
thesis raised the question of the global civilization
of the XXI century and its possible fate — decay or
revival (Nykytenko, 2023). An article by Liudmyla
Tanska, published in 2023, is closer to the chosen
topic, in which the issue of globalization culture is
considered in the context of the dynamics of socio-
cultural systems (Tanska, 2023).

And, finally, we consider it necessary to recall that
the author of this publication has been working on
the chosen problem for a long time and carefully.
Let us indicate only a few of his monographic works
that confirm this (see Sheiko, 2001a; Sheiko, 2001b;
Sheiko, Bohutskyi, 2005; Sheiko, Aleksandrova,
2009; Sheiko, 2011 and others).

Presentation of the main research material.
One of the main signs of the modern era, it is sad to
admit, is that the cultural crisis has spread to most
levels of human existence, including the global one.
This primarily indicates a threat to the very existence
of earthly civilization, if humanity cannot manage to
radically revise the directions and mechanisms of its
own and its culture’s development. Such a situation
in the modern world is due primarily to the fact that
the main value orientations that regulated human
activity in society and the natural environment
have largely exhausted their social and progressive
potential, and this fact causes concern among many
globalist researchers. As, for example, R. Sinai notes,
‘our modern urbanized, technological, ... mass
civilization has exhausted all its opportunities for
growth and creativity and is now entering a period
(which may continue for several generations) of
aging, characterized by a decrease in energy and
quality, an increase in atrophy and stereotypes”
(Sinai, 1978, p. 7).

On the other hand, this state is significantly
reinforcedbythepermanentincreaseintechnological
and decrease in humanistic orientations in culture,
by the deepening of the gap between material and
spiritual values: “technocrats offer us bread, and
that is good. But they demand to pay for it with our
humanity” (Roman, Loebl, 1977, pp. 159-160).

The global cultural crisis that began after
the Second World War, by the end of the 1960s
acquired a wide scale. Since the beginning of the
1970s criticism of the technocratic approach to
the future has been increasingly heard, which is
accompanied by a constant tendency to see the
paths of development of earthly civilization in a
pessimistic way. The most interesting thing is that
this pessimism did not prevail only within Europe,
where it was concentrated, as in the part of the
world that suffered the greatest losses in the war.
After all, the 1960s-1970s are known for the crisis of
the Western world, which has taken root deep into



the soil of Western culture. The values and norms
that constitute the essence of European civilization
are now being drowned in a tsunami of scientific
and technological development, and its results are
no longer at the service of man, and even threaten
his existence (Tinbergen, 1976). In this regard,
reflecting on the results of the application of scientific
and technological achievements in modern society,
many researchers conclude: a moral vacuum is the
sphere where the activity of modern technology
takes place (Mische, Mische, 1977, p. 203).

The result of such an imbalance between the
technological and moral-value aspects of the
existence of culture is the exacerbation of problems
related to ecology. At the same time, it is also an
increase in the threat to the very existence of the
human species. The French researcher E Saint-
Marc emphasizes that we have now entered the
“Age of Nature” — a new era, when the scarcity
and instability of natural space becomes the most
dramatic problem for the future of man and his
survival (Saint-Marc, 1971). As is known, ancient
and medieval history are associated with the
stage of separation of man from nature and the
affirmation of the autonomy of the human spirit.
At the same time, one can also trace the opposite
dynamics — the phase of “socialization of nature’,
its subordination to man, which has become a key
motif of the history of the Modern Age. Today,
when this trend is also exhausted, completing the
spontaneous logical-historical cycle of the evolution
of the relationship between nature and society, there
is an objective need to rethink the essence of this
relationship. Otherwise, we will increasingly face
the fact that nature again appears as “an adversary
who is by no means defeated, but in some respects
is more elusive and more formidable than we can
imagine” (Meadows et eal., 1972, p. 51).

The main role in this regard is played by the
incommensurability between short-term, purely
pragmatic tasks of production and consumption
with promising global “survival programs” In this
context, it can be noted that the civilizational crisis
is a consequence of exponential growth in a limited
space (Mesarovic, Pestel, 1974, p. 12). This means that
the critical thing for the development of civilization
is mainly the exhaustion of natural resources, while
in the current world their consumption is steadily

increasing. According to scientists, the essence
of the problem is not whether there are external
borders at all, the overcoming of which could end in
tragedy, but that their existence should be thought
of as something understandable, if only we did not
find ourselves in a state of chaotic and unsupported
technological optimism (Tinbergen, 1976).

That is why the fastest way out of the state of
“ecological doom” of cultural civilization may be the
transition from intensive growth to world balance.
The latter involves the so-called “aspiration for
zero growth” of the planet’s population indicators
and the industrialization of society’s existence
(Forrester, 1961). However, such a concept cannot
be implemented within the chaotic spontaneity of
cultural and economic development, that is, with its
subordination exclusively to the laws of the market.

Thus, if the framework of the existence of
civilization is characterized not only by objectively
exhaustive natural resources and in many aspects
depends on the qualitative content of culture itself,
then in order to avoid the collapse of humanity, it
is necessary to initiate cardinal changes in social
institutions and values (Meadows, Meadows, &
Randers, 1974, p. 563). As the president of the Club of
Rome A. Peccei believed, “...the current global crisis
... is a direct consequence of the inability of man
to rise to a level that would correspond to his new
dominant role in the world” (Peccei, 2013, p. 22).
Accordingly, E. Laszlo in his work “The Goals of
Mankind” concluded that the boundaries of earthly
civilization “..should not be considered as absolute,
established by physical nature. The critical limits
that confront humanity are not physical, but human.
By breaking through the “internal boundaries” that
are restrictive, existing “external boundaries” can be
pushed back, and in some cases eliminated” (Laszlo,
1977, p. 258).

Thus, it can be argued that the most important
role is played by internal, cultural and human
problems rather than external, that is, those related
to the environment. Therefore, what is important
is not so much the growth of current production
volumes as the quality and orientations of material
and spiritual values that humanity produces and for
the sake of which economic growth will be justified.
After all, “growth for the sake of growth itself often
contradicts human interests — it can rather reduce
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than increase the quality of life. Economic growth
must be subordinated to humane goals and should
take place only if it is able to fulfill this function.
The further increase in environmental pollution,
traffic jams on the streets of urban conglomerates,
automation and impersonal bureaucracy contradict
human interests, although they can be seen as
a contribution to economic growth, measured
by such general quantitative indicators as gross
national product, national income and turnover
from international trade. But growth can also occur
in many other areas where human needs are really
satisfied ..” (Laszlo, 1977, p. 303).

In these conditions, we can propose:

1. To move from “undifferentiated growth” to
distinguishing between favorable and unfavorable
technogenic factors of development of both general
cultural values and the degree of their influence on
the most complete self-creation and self-realization
of the human individual in society.

2. To warn against the other extreme — radical
opposition and contempt for scientific and
technological progress. As J. Forrester believes, ..
now there is more and more doubt that technological
progress isa means of saving humanity. And there are
grounds for such doubt” (Forrester, 1961, p. 25). At
the same time, we believe that “not blind opposition
to progress, but opposition to blind progress”
(Meadows et al., 1972, p. 116) is appropriate.

Paraphrasing, we can note: the imbalance
between technical and moral development, which
is now considered a fact of the last resort, requires
an attitude and analysis of global problems without
separating them from the context of ethical
imperatives, spiritual values and human goals.
Moreover, it is these “humanistic dimensions” that
should be put at the heart of technical growth in
culture. A. Peccei rightly notes, in our opinion, “..
any new achievements of humanity, including what
is usually meant by “development’, can only be
based on the improvement of qualities, and this is
where we must concentrate all our efforts if we want
to truly “grow” (Peccei, 2013, p. 161).

According to the above, the prospect of survival
of human civilization is directly related to the need
to spread new ethical principles, humanistic goals
of developing relationships both in society itself and
between man and nature. That is, “a new ethics of

the use of material resources must be developed”
(Mesarovic, & Pestel, 1974, p. 147).

The relevance of this task is increasingly indicated
in current research in the socio-historical, cultural,
philosophical-anthropological and other spheres,
within which the cultural-crisis processes that
knock out bricks from the vital foundations of
modern man lie primarily in his misunderstanding
of social reality, in the helplessness of the individual,
who found himself face to face with the forces and
relations created by him, but which his rational
control does not extend to. At the same time, the
main marker of the crisis state of modern global
culture is that the latter no longer plays the role of
a harmonizer of the individuals existence in nature
and society and, on the contrary, destabilizes this
existence and destructively affects the very personal
integrity of the individual.

As A. Schweitzer emphasized, “the normal
attitude of man to man has become difficult for
us. The constant bustle characteristic of our way of
life, the intensification of mutual communication,
joint work and joint existence of many in a limited
space leads to the fact that we, continuously and
under the most diverse conditions meeting each
other, remain alienated in relation to our own kind.
The circumstances of our existence do not allow
us to treat each other as a person to a person. The
restriction imposed on us in activity, inherent in
human nature, is so universal and systematic in
nature that we get used to it and no longer perceive
our faceless, impersonal behavior as something
unnatural...” (Sheiko, & Bohutskyi, 2005, pp. 485-
486). As aresult, an atrophy of the feeling of empathy
for our neighbors is increasingly observed, which
is gradually replaced by various forms of social
indifference. The individual of modern civilization
hardly suffers from the impossibility or inability to
reveal truly human qualities and relationships even
in situations where they would be quite natural.
Indifference to strangers becomes the norm. It is no
longer perceived as a sign of inner callousness or
rudeness — on the contrary, it is often presented as a
manifestation of decent behavior. Moreover, modern
society is gradually losing the ability to recognize
the unconditional human value and dignity of each
individual person (Schweitzer, 1996).



Such depopulation of society results in the fact
that material success becomes the main criterion
of the intrinsic value of human existence in culture;
and, therefore, not spiritual, but material wealth plays
the main role in the formation of the individual’s
attitudes. Moreover, it is not his individual-personal
world that determines the social face, but “material”
achievements. It also happens that, as A. Peccei,
“... man is gradually turning into a grotesque, one-
dimensional Homo economicus” (Peccei, 2013, p. 1).

The modern paradoxical crisis situation in
culture causes a completely natural reaction of its
researchers, which is manifested in a rethinking
of the main criteria of civilizational development.
If before this “turning point” in cultural history,
the progress of society was mostly assessed by the
level of growth of material well-being, now, as
noted by the famous French analyst F. Saint-Marc,
the true development of man requires a transition
from a civilization that almost exclusively sought to
“have” to a civilization that is increasingly focused
on “being” (Saint-Marc, 1971). In other words, one
of the key ways to overcome this crisis may be the
transformation of basic cultural paradigms, the
result of which will be a radical reorientation of the
ways of social self-affirmation of the individual: not
through the desire to have more, but through the
need to become a more “human” being.

Since true cultural existence involves harmonious
coordination of human relations with nature and
society, the existing disharmony and conflicts of
values give grounds to speak of the “invalidity” of
the existence of the individual within the framework
of modern culture. At the same time, the activities
of modern man are increasingly closely associated
with responsibility not only for his own life, but also
for the fate of all mankind. In other words, the crisis
of cultural civilization as a holistic phenomenon is
naturally accompanied by the “internal crisis of man
himself” (Peccei, 2013, p. 130). His spiritual life takes
on forms of extinction, which, under conditions of
powerful material opportunities, carries the threat
not only of “burial of the human self” (Hendin,
1975, p. 305), but also physical self-destruction.

Thus, the individual is already faced with a choice
today: “either he must change — as an individual
and as a part of the human community, or he will
have to disappear from the face of the Earth” (Peccei,

2013, p. 67). And this, sadly to admit, is not just a
rhetorical or “shock-therapeutic” warning common
in post-industrial ideology. After all, where the
stable balance between a person’s inner life and his
external activity is leveled, where a deep gap arises
between the essence and the form of existence,
self-destructive processes are inevitably launched.
Culture, which is the social dimension of human
nature, in such a context ceases to be a source of
development — on the contrary, it becomes a factor
in the collapse of human existence itself.

As E. Fromm noted, the main cultural problem of
the XX century was the “death of God” — that is, his
loss of the status of the leading value in the material
life of society and a retreat into the sphere of the
purely spiritual. At the same time, the modern era
is faced with a much more serious challenge: man
himself as a social being is on the verge of extinction.
If the trajectory of civilizational development is not
changed, the future may bring a situation in which
“man will cease to be a man and will turn into an
unthinking and insensitive machine” (Fromm,
1968, p. 29).

Analyzing possible ways of reorienting cultural
history, most researchers conclude that the most
promising direction is to shift the emphasis from
the development of technical skills and capabilities
of the individual to increasing the level of his own
“human quality”. As it is rightly noted: “..we have
managed to improve certain qualities in athletes,
cosmonauts and astronauts, improve machines,
devices and materials, improve breeds of chickens,
pigs and varieties of corn; we have also achieved
significant success in increasing human labor
productivity, increased his ability to read quickly
and taught him to communicate with computers.
But we have never seriously tried to make it more
acutely aware of its own new position in the world,
to increase the awareness of the power it now has,
to develop a sense of global responsibility and the
ability to evaluate the results of its actions” (Peccei,
2013, p. 32).

In this context, spiritual culture as a factor
contributing to the formation and development
of human qualities, more and more Cclearly
demonstrates the deep gap between the values that
actually dominate in society and universal human
guidelines. In such a situation, the “massification” of
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culture occurs not as an expansion and deepening
of access of broad segments of the population to
the spiritual and valuable heritage of humanity, but
as a process of “primitivism” — the reduction of
cultural experience to simplified, averaged forms.
This trend is clearly reflected in the state of modern
education, which, like the entire system of cultural
existence, is currently in not only an organizational
and structural, but also a deep content-target crisis.
As K. Jaspers rightly noted, the life of a person as
a component of a machine can be characterized by
comparing it with the life he lived before: a person
is uprooted, he loses his soil and homeland, and in
return receives a place near the machine; the house
and land that are allocated to him are themselves
of the type of machine, transient, interchangeable,
are not a landscape and are not a unique home. The
surface of the earth takes on the appearance of a
machine landscape. The horizons of a person’s life
become extremely limited in relation to the past
and the future, he loses his cultural heritage and
the desire for an ultimate goal, he lives only in the
present. But this present becomes more and more
empty, the less it is supported by the substance of
memory and the less it carries in itself the already
germinating seeds of future possibilities. Work
becomes simply an effort in tension and haste, the
expenditure of energy is accompanied by fatigue,
and both these processes are devoid of reflection.
In fatigue, nothing remains but instincts, the need
for pleasure and sensation. Man lives by movies
and newspapers, listening to the news and looking
at pictures, everywhere within the limits of the
mechanically conventional. The multiplication of
technologically produced consumer goods allows
this mass of people to increase to a seemingly
limitless extent; at least, our era has led to the
multiplication of the total population of the Earth
in a short period of time (Bohdanov, 1995, p. 111).
In modern cultural discourse, “novelty”
increasingly appears as a self-sufficient value. As a
result, the predicate “new” (“new thinking”, “new
era’, “new fashion”, “new body culture”, “new sense
of life”, etc.) is automatically endowed with a positive
meaning in almost all areas of culture — often
regardless of the real content or consequences of such
innovations. However, such absolutization certainly
raises questions, since the true value of cultural

innovations is determined primarily by the extent
to which they contribute to the socialization of the
individual and the development of his spirituality as
a factor in the harmonization of human existence in
the world.

Therefore, all attempts to change the value
orientation of man towards nature and society risk
remaining nothing more than a “moral sermon’,
which is unlikely to have a real impact if it is not
consistent with the existential experience of the
individual, his personal reactions to the specific
conditions of existence. Without such an “ontological
correlation’, calls for the formation of a “new ethics”
or a “new spirituality” remain mostly declarative
and do not differ from classical educational utopias.

In this context, it is quite justified to consider the
educational sphere as a kind of “litmus test”, which
allows us to assess the real connection of spiritual
values with the everyday life of a person. Education
acts as an indicator of the same “ontological
correlation” an indicator of the historical
timeliness, relevance and vitality of certain values,
as well as the degree of their integration into the
universal cultural tradition.

Throughout modern history, the development of
industrial civilization, oriented primarily towards
economic growth, has led to the formation of a
“technocratic dominant” in the field of education
and upbringing. However, in the conditions of the
modern post-industrial world, which is increasingly
demonstrating crisis phenomena, the problem of
humanization and humanitarianization of education
at the global level is becoming increasingly urgent.

The predominant focus of the educational process
on improving the means of material existence has
led to a gap between this function of education and
its deep purpose — the formation of the spiritual
dimension of the individual as a subject of cultural
and historical development. It is this imbalance,
as a result of which the individual loses the status
of the goal of social existence and is reduced to its
instrument, can be considered as one of the main
causes of the modern cultural and educational crisis.

The global crisis of education, as a manifestation
of a general civilizational breakdown, indicates the
loss of harmony between culture and mentality, the
destruction of the traditional educational paradigm,
the growth of dysfunctionality of educational



systems, the decline of intellectual activity of the

individual and the spread of infantilism among

young people. In general, the crisis manifests
itself in:

- alienation of education from culture;

- crisis of the process of socialization of the
individual;

- growing lag of education from the pace of
development of science;

- degradation of the human qualities of the subject
of education — both the one who studies and the
one who teaches.

The deepening gap between the cultural
achievements of civilization and their real spiritual
and practical interpretation within the educational
system indicates not only the crisis of the latter, but
also a larger phenomenon — the decay of culture
as a means of “humanizing” the social and natural
existence of the individual. In this case, we are dealing
with a two-way process: a decrease in the ontological
effectiveness of culture leads to a narrowing of the
sphere of socialization of the individual. At the same
time, such a narrowing causes a corresponding
decrease in the level of perception of cultural
values in general and, accordingly, the subsequent
reduction of the cultural range of the subject.

This means that, for example, the peculiarity of
a persons perception of a particular work of art
is the result of his ability to react to it not only as
a finished result of creative activity, but also as
the implementation of that creative process, the
connection to which causes a feeling of harmony
between this process and his own spiritual attitude
to being. And therefore, the breadth of the creative
possibilities of the subject of perception of art
directly depends on the degree of the specified
“involvement’, and, therefore, the sensitivity of the
“inner calling” of the artist.

It is obvious that a person who has been involved
in music, painting, literary work or other types of
art, even at an amateur level, will perceive works of
art much more deeply than someone who has never
had such experience, limited to a purely “consumer”
or even indifferent attitude to manifestations of
spiritual culture. After all, if an individual is able to
extrapolate himself to the place of the author, then
he will, of course, perceive the contextual content
of spiritual creativity much more deeply and more

fully, and therefore will react much more sharply to
its results.

In this case, the sharpness with which, for example,
a professional musician perceives a particular
musical work is quite understandable: most likely, a
primitive “three-chord hit” will cause him irritation,
unlike a listener who has never been involved in
music. For a non-amateur, the aforementioned
composition is a sign of the decadence of the art
form in which he invests himself; and, conversely,
a musical work that the “average individual” is not
capable of creating instantly interests a professional,
since he feels “involved” in the development of the
power of the human spirit, harmony. An average
person in this case will either be indifferent to
a profound composition (not even realizing his
spiritual shallowness), or, even worse, will resort to
criticism, turning to emotions.

Thus, the organization of the material life of
society prevailing in the modern world causes
and contributes to a “chain reaction” of a crisis of
spiritual culture. The latter is increasingly perceived
as a component of the individuals social self-
affirmation, which reduces the latter’s interest in
spiritual development. That is, according to the
above, the phenomenon of “cultural schizophrenia”
is spreading, the essence of which is that the person
loses his own integrity and gradually degrades, losing
the ability to realize his own creative abilities, which
are the main factor in maintaining the balance of
human existence in the social and natural spheres.
And this, at the same time, gives rise to a new wave
of decline in the stabilizing functionality of culture
in society with the inevitable further intensification
of the crisis of culture both in the life of an individual
and globally, on the scale of civilization as a whole.

Indeed, regardless of the depth of the humanistic
content of culture, which they are trying to convey to
the younger generation even with the help of the most
modern educational approaches, its perception will
occur only to the extent and through that “adaptive
prism” that makes it possible to integrate this
content into the context of current social realities. If
the gap between the cultural sphere and the pressing
problems of the basic level deepens, cultural values
significantly lose their ability to influence youth as a
regulatory factor. Relying on the “double accounting
of thinking’, schoolchildren or students reproduce
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the system of knowledge imposed on them mainly
in formal situations (exams, tests, etc.). At the same
time, it should be noted that youth forms their own
system of norms and models of behavior within their
subculture (Bohdanov, 1995, p. 26). The fact of the
latter’s existence within the “orthodox culture” also
indicates its crisis state. After all, according to one
of the universal principles of system dynamics, if
within a certain system its “alter ego” arises — that s,
an internal transformation into its own opposite —
then this is a sign of the exhaustion of the potential
for the normal functioning of this system in its
current organizational form. In the context of the
cultural existence of society, this situation testifies
to the need for a deep rethinking of both the very
nature of culture in the world and the place of man
within the cultural space.

Regarding the first, according to the analysis
performed, it can be noted that at this ontological
level, the cultural crisis is primarily caused by
a violation of the harmonious balance between
the dynamics of the effectiveness of culturogenic
formations and the degree of controllability of their
functioning in the natural and social environment.
This has led to a striking discrepancy between the
global content of both potential and actual results
of the “cultivating” activity of man, on the one hand,
and the locality of its targeted subordination, and,
therefore, its controllability, on the other. At the
same time, we believe that such a crisis of cultural
civilization is not the result of an accidental violation
of the balance in the “nature — man — society”
system. The analysis of culturogenesis in the logical-
historical aspect clearly indicates a completely
justified ontological conditionality of this phase of
evolution, since it is quite organically integrated

into the context of both general trends of system
dynamics and the logic of the course of the cultural-
historical process in particular. To be specific, it
should be clarified that this phase of the dynamics
of the indicators of the harmonization efficiency of
culture (declining) is due to the exhaustion of the
progressive potential of such a cultural paradigm,
which is based on the industrial-technological
dominant. Therefore, it is more appropriate to
interpret the crisis of the general cultural orientation
as an objectively determined and logical factor that
contributes to its transformation.

Conclusions. Summing up the analysis of the
factors of emergence and barriers to overcome the
modern global cultural crisis, it is necessary to recall
its key manifestations, the overcoming of which,
in our opinion, is a priority task in the process of
humanity entering a new stage of cultural history:

1. The excessively rapid development of the
technological structure of social life, compared
to its humanization, leads to a rupture of cultural
integrity, polarizing material and spiritual values in
it, with the former gaining priority, although it is the
latter that express the true essence of culture. After
all, material manifestations of culture are only the
external embodiment of a person’ spiritual attitude
to the world around them and acquire social value
far from always in direct dependence on the degree
of spirituality embodied in them.

2. The conditional “devaluation” of the humanistic
content of the economic development of civilization
leads to a crisis of its “material progress” — primarily
due to the limited natural resources and the rapid
growth of indicators of technogenic impact on the
ecological balance.
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I B. Agenuenxo, H. B. lllymnancoka. Iligxopu mo
oI iHKM e()eKTiB Bil 37ifiCHEHH KYIbTypPHUX IPAKTHK

PosrnanyTo cy4acHi METOL0/MOTII BUSHAYEHHS BILIN-
By cepy KyZIbTYpy Ha PO3BUTOK CYCII/IbCTBA. BkasaHo
Ha HEeJI0CTaTHICTb MOKA3HMKIB /I PO3IIAAY, AKi Mofa-
I0TbCA 4epe3 PO3PAXYHKOBI iHMKATOPHM, 30KpeMa JaHi
31 CTaHY [JOIIOBHIOKOYNX, CIIOPifIHEHMX Ta/ly3eil Ta BUJIB
MICTENTBA. 3'ICOBAHO, L]0 OL[iHIOBATU eeKT Bifj PyHK-
1iOHyBaHHA chepyt Ky/IbTYpU MOKHA 32 JOIIOMOTOI0 BU-
3HAYeHH: NOMMPEHNX KyIbTYPHUX IPAKTUK. 3aIpOIIO-
HOBAHO PO3ITIAHYTH KYIbTYPHi IPaKTUKY AK IPOMIKHY
JIAHKY MDK Ky/IbTYPOIO Ta IIOBENIHKOIO JIIOHEH 4Yepes
HeBHI BUAN CYCII/IbHOI JiA/IbHOCTI 3 BifjIIOBiHMMM IIO-
KasHnkamu. HarosoreHo, 1o B mpo6neMaTuIy Bi3Ha-
YeHHs PO/ Ky/IbTYpH B ABUIIAX i TPOLeCaX ChbOTOfLeHHA
BapiaHTOM pilI€HHA € JOCIIKEHH: BIIPOBA[PKEHHA 1
BiITBOpeHHA KOHKPETHMX KYNbTYpPHMX NpaKTUK. Bxa-
3aHO, 110 Tif Yac NOCTAHOBKM 3aBJaHHA JOCTIPKEHHA
BiJTBOpEHHA Ta BIPOBA/PKEHHA IEBHOI KYIbTYPHOI
MPaKTUKM JIOL{/IBHO, KPiM IpKepen AaHux odiriitHoi
CTaTUCTVKM, BUKOPUCTOBYBATU IpKepena iHdopMaryiii-
HOTO IIPOCTOPY IPOMaan (IK-TO 06TOBOpeHH:A HOTpeo,
IieMOHCTpalii HiHHICHUX Opi€eHTalill TOLIO), 3pi3y rpo-
MaJIChKOi JYMKU (OIIUTYBaHHA PO HOPMATUBHI MOITA-
IV Ta HAMIpM JIiATH), CIIOCTEPEXTMBOTO MOHITOPUHTY
(3a pakTamu MacoBOi IIOBEIIHKM).

KimtouoBi cnoBa: cgepa kynomypu, memodonoeis oyinku
BNIIUBY, edheKm, KyIbmyPHi NPAKMUKU, po36UMOK mepu-
mopianyHux epomao.

H. Afenchenko, N. Shumlianska. Approaches to
assessing the effects of implementing cultural practices

The relevance of the article. In Ukraine, the field of
culture is underestimated, therefore, scientific searches
for a vision and technologies for using cultural resources,
determining a strategy for cultural development,
understanding the place and tasks of cultural management
in the context of modern challenges are ongoing.

The purpose of the article is to clarify the relationship
between the influence of culture and collective behavior,

to determine the methodological basis for analyzing the
effects of implementing cultural activities in the context
of social changes.

The methodology. An analysis of scientific
publications on the methodology for assessing the effects
of the sphere of culture (cultural sector) in the EU, the
world, and Ukraine was used. An analysis of the use
of the existing term “cultural practice” was conducted,
identifying similarities and differences between certain
areas related to the implementation of cultural practices
in everyday activities and their indicators.

The results. It is proposed to assess the effect of the
sphere of culture through the prism of cultural practices.
The effects of cultural practices by spheres of influence
are considered in accordance with the state of the
economy, the state of the community, the state of the
behavior of the individual with the characteristics of the
corresponding indicators.

The scientific novelty. The possibilities of using
the term “cultural practice’” in a broad sense for
understanding collective behavior are revealed, which
opens up prospects for the formation, reproduction and
implementation.

The practical significance. When setting the task
of studying the long-term processes of reproduction
and implementation of a certain cultural practice,
it is advisable, in addition to sources of official
statistics, to use sources of information space of the
community (discussion of needs, demonstration of
value orientations), a cross-section of public opinion
(normative views and intentions to act), observational
monitoring of facts of mass behavior.

Conclusions. The results of activities in the field of
culture are manifested through its impact on collective
behavior. This is the creation of new practices, increasing
the stability of existing ones (quantitative — expansion of
the scale, qualitative formation of stereotypes, traditions,
customs), elimination and rejection of outdated cultural
practices. Changes in collective behavior correlate with
changes in the information space of society, public
opinion.

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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AKryanpHicTh TeMM focTiKeHHA. Po3Buny-
Ta iHppACTPYKTypa TePUTOPIil, KOMPOPTHI YMOBU
XUTTA TpoMaj i Omaromonyqus okpemoi ocobu,
AKe 06a3yeTbcs Ha IPYHTI KyIBTYPHUX PeCypciB, €
BU3HAHOI0 Y CBITi 3alOPYKOIO CTa/lOT0 PO3BUTKY.
B VYkpaini cpepa KyapTypu HemooliHeHa, TOMY
TPUBAIOTh HAYKOBI MOIIYKM Bi3il Ta TEXHOJIOTN BU-
KOPUCTAHHSA Ky/IbTYPHMX PeCypCiB.

BoueBuzp, HaranpHuM Oye IHOMIYK i BIpoOBa-
JUKEeHHSA KY/IbTYPHUX HOBAIliil, CYYaCHIX TE€XHOJIO-
rill BUKOPUCTaHHA KY/IbTYPHUX PECYPCIB /s pO3-
BUTKY Ha MiCI|eBOMY DiBHi, 3 OIIOPOI0 Ha KOJIOPUT
Ta CaMOCTIJIHICTb TepuTOpiaIbHUX rpoMa,. IpanTu,
iHBecTHIIiIHI IPOeKTH y cepi KyIbTypH it MUCTe-
LTBa BIIEBHEHO BIPOBA/PKYIOTbCA Ta MAKOTh I1O3M-
TUBHUII eeKT Ha CTaH TePUTOPIil, TTepeTBOPIOIYN
iX y npuBabmuBi Micig s pobOTH i BiIIOYMHKY,
dopmytoun LeHTpM TXKIHHA /1A BHYTPIlIHBOI TA
30BHiImHbOI Aemorpadiunoi mirpanii. Tomy coui-
/IbHO-TICUXO/IOTTYHMIT KOMQOPT i CyIpoBOKYI0Yi
JIOTO KYIbTYPHI aKTMBHOCTI CTAIOTb BaKIMBUMI
KpUTEPiAMI OLIHIOBAHHA MiCLA IPOXUBaHHA 1
YMOB piBHA Ta AKOCTI XUTTA.

[TocnmigoBHUM 3aBAaHHAM AOCTiIXKeHb y cepi
Ky/nbTypu Oyzie oLjiHKa edpeKTiB Bix peaisanil cori-
OKY/IBTYPHOI Jif/IbHOCTI, a TAKOX BM3HAYEHHA Ha
6a3i ycnilHNMX KeyiciB iHCTPYMeHTIiB (iHaHCYBaH-
HA, METO/[IB 3a/Ty4eHHA aMiHICTPaTUBHOIO pecyp-
CY, JOCBi/ly 3aCTOCYBaHHSA TEXHOIOTilI po3pobxy i
BIIPOBA/KEHHA COLIIOKY/IbTYPHUX IIPOEKTIB.

IlocranoBka mpo6memu. Kynprypa BusHada-
€TbCsA K CepeioBMILe, 000IOHKa, ITaTPopMa, AKa
00’€jHye TOMY/ALI0 B €IVHEe Liile — TIPOMafYy.
Coepa KynbTypyu Hafiae HifIPYHTA I BifTBOpEH-
HA Cy0 €KTHOCTi, 03HAK CaMOCTIJfHOTO COIiaIbHO-
IO Opraismy. 3aBJAKM KyIbTYpi TOAU PO3YMilOTh
OffHE OfJHOTO Ta CTBOPIOKTb BEMMKi KONEKTVBIL.
3Bificu — KY/IbTypa K COL[iaIbHNUIL IHCTUTYT BUKO-
Hye QYHKIIT, OCHOBHI 3 IKVIX: @) JOCATHEHHS CIIi/Tb-
HOI MOBW», 31aTHOCTi PO3YMiHHA iHIIOTO; 6) poO3y-
MiHHA [iiil iHIIOTO; B) KOOPAMHAL[SL CIITBHUX i,
MAaCIITa0HOI KOTEKTYBHOI [isI/IbHOCTI.

YsarabHIOI0UY JOCIKEHHA BIIUBIB KY/IbTYPU
Ha CYCIIi/IbCTBO, 3BEPHEMO yBary Ha Te, L0 OCHO-
BOIO JI/I1 XapaKTePUCTUKY Pe3y/IbTaTiB, HACTIIKIB €

MiJIPYHTSA 3ara/IbHOTO KOJIEKTUBHOIO HOPO3YMiH-
Hs Ta TPOMAJICBKOI JOBipH.

[Ipote KynbTypa B CYCHinbCTBI QyHKI[IOHYE Ta-
KUM YMHOM, IIJO pe3y/IbTaTy ii BIVIMBIB MOXYTb, 3
OTHOTO 601<y, CIIPUATH JiANBHOCTI 33771 POSBUTKY
(mporpecuBHa QyHKILiA), 3 IHIIOTO — CTPUMYBATH
pyxX (KoHCepBaTMBHA QYHKIIif).

Hapasi ckmaiHo 3HaiTVi IOSAICHEHHA TOTO, K BU-
HVUKAIOTb MAcoBi fiil, peieBaHTHI cepi KyIbTypu.
YoMy, B OfHil i Tif camiit cdepi KymIbTypu € cuTya-
11if, fie MV CIIOCTepiraeMo (i3iHNIT POSIB MeBHIX
dopM fiAmbHOCTI, @ B iHIIi — BoHM BificyTHi? To6-
TO, AKVM € MEXaHi3M YTBOPEHHS IHIMBIyaIbHOI Ta
KOJIEKTMBHOI TTOBEMiHKIM Ha IiJCTaBi CIiMbHUX I10-
HATD, IIIHHOCTEIA, a TOTIiM, HOPM i TpaBMI¢

Cdepa Kynprypu — mmpoke 71 GararorpaHse
Asye. JIOLIbHO NPUITYCTUTH iCHYBaHHA IPOIle-
Cy BiITBOPEHHA KYIbTYpM B IPAKTUKAX JIOACHKOIL
pignpHoCTi. 1Ilabmi nporo mporecy MoXyTb OyTn
B TaKiil 3ara;pHill mocnifoBHocTi: CycrinbHa 10-
Tpeba B posyMiHHi cydacHoi curyanii — HoBe cen-
coyTBOpeHH: — Bisyanisanis pesynbraty — Coli-
anbHa i — KynpTypHa mpakTuxa.

Y TakoMy pasi Ky/IbTypHa IpaKTIKa He BUITLA/IAE
AK abCTpaKiyid, a 6yae po3LiHIOBATICS K HAOUHMIT
daxr, Bif AKOro Bi4yBaeTbcs BIUIMB. BoueBnpp,
NOTPiOHO IIPOBECTH OLiHIOBAaHHA e(eKTY Bif yIpo-
BaJ/KEHHA KY/IbTYPHOI TPaKTUKM.

AHami3 ocTaHHIX AOCTimKeHb i MyOmiKamiii.
TepMin «KynbTypHa IpakTMKa» CBOIMM BUTOKA-
M1 30008’ A3aHMit LIeHTpy pmocmimkeHb cydacHoi
KyIbTypu B bipMiHremMcbkomy yHiBepcureTi 60-
70-x pp. (Centre for Contemporary Cultural Studies
(CCCS)), npencraBuukn — R. Johnson, S. Hall,
M. Green. Tak, S. Hall pospo6naB Mozens komyHi-
Kallil, e BilOYBa€TbCS pelpe3eHTallis AUCKYPCY
KY/IbTYPM Yepes Meflia B IIPAKTUKY.

Y ramysi couionorii 3acTOCYyBaHHA TepMiHY
TIIPaKTUK Ta JI0r0 TeopeTuyHe 0POpMIeHHS OB 5
3aHo 3 II. bypr'e, M. Cepro. Po6oTy KoHIenTyari-
sawii KynrbTypHuX mpaktuk mposefieHo T. Iamxi
(T. Schatzki). Bin Haromomye, 110 gymMKu, MOTUBH,
imenTIraHOCTI, Aif MORET POPMYIOTHCA Iif BIINBOM
3QJTy4eHOCT] B IPAKTHKY, i IX Tpeba posrnapaTu B
MO€NHAHHI 3 KOHTEKCTOM BifjIIOBIJHUX IIPAKTUK.

KynbTypHi NpakTuKm B Cy4aCHOMY CYCIIiTIbCTBi
BMBYAIOTH Oarato focigHnKiB B Ykpaini: JI. Ckoko-
Ba (CMCTeMHe JOCTIKeHHS TeOPETUIHNX ITiIXOfiB
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710 BUBYEHHS KY/IbTYPHUX NpakTHK), P. KomieBcbka

(«MDKEVCIMIIIIHAPHE» TO7e JOCTiKeHb KY/IbTYp-

HUX TIPaKTMK Y JUCKypci Opurancpkmx cultural

studies), I. MenHikoBa (ponb KyNbTYpHUX IPAKTHUK

y TpaHcdopmanil cydacHoi kynbrypu), O. IBan-

KoBa-Creriok (coljia/bHO-eKOHOMIYHI MPaKTUKM

YKPaIHCbKMX TPYAOBUX MITPaHTIB Y BUMIPaX COLIi0-

KY/IbTYpHUX opieHTauiit), B. Cynakosa (mpo6memn

MOJIepHi3allil KyJIbTypHUX NPaKTHK), A. EpMOTIaeB

Ta iH. (KyIbTYpHi IPaKTUKN B PaKypci KymbTyp-

Hoi momituku), A. Pydka (IMTaHHA KyIbTYPHUX

NPAaKTUK BIKOBMX TPyl Yy po3pisi IX IiHHiCHMX

opienrariit). OxpeMo TIpeicTaB/ieHi BiTUM3HAHI

IOCTIKEHHS Y popMaTi po3rOpPHYTUX 3BiTiB IPO

OXOIIJIEHHSI, TIOIIMPEHICTD Ta 0COOMMBOCTI 3aCTOCY-

BaHHA KY/JIbTYPHUX IIPAKTUK HACEJIEHHAM YKpaiHIL.
Edextn cdepu Kynprypu Ha 3araipHOMY

(MakpocoliaTbHOMY) piBHI pO3I/LAAIOTBCA Yepes

NiAMbHICTD flepkaBHMX iHcTUTYHil. KymbrypHi

IPAKTUKI BBAXAITbCA AK TaKi, 110 BXe BUHUK/IN

3aBJAKY iHiNiaTUBi fep>kaB Ta/abo MbKepKaBHMX

nporpaM, QYHKI[IOHYIOTb i TeHepyloTb IeBHi Ha-
cmifKn. MeTouKa MifjpaXyHKy Hac/IiKiB 3ampomno-

HOBaHa B OCTaHHIX MeToAMYHNX po3pobkax IOHE-

CKO (UNESCO, 2019; UNESCO, 2019, October 9;

UNESCO, December 15).

Kpim toro, JOHECKO 36upae i dikcye kymb-
TYPHI IIPaKTUKU 3 YCbOro CBiTy. IlifKpecmoers-
c4 iX YHIKa/JbHICTb, HalliOHa/IbHA, TEPUTOpialbHA
IPVMHANEXHICTb Ta BHECOK Y CBITOBY KYIbTYPHY
CIafmyHy. 3aBAAKM MICIAM IOOYTOBOTO BXKUTKY
NPaKTUK ifeHTHdiKyeTbcsa OYTTA iX MOXOMKEHHA.
[IiHHICTD NMPAKTHUK MOACHIOETHCA AK iJeHTUYHICTD
yepes pisHOMaHITTA. Y 2024 p. oganoch 1ie 66 ene-
menTiB (UNESCO, 2024).

Merta cTaTTi — 3’sCyBaTM B3a€MO3B 30K BIUIN-
BY KYIbTYPM Ta KONEKTUBHOI IOBEiHKM, BU3HAYM-
TI METOOJIOT{4He MAIPYHTS A/ aHATTi3y edeKTiB
BiJj peaisanil KyIbTypHOI Ais/IbHOCTI B KOHTEKCTI
CollianbHUX 3MiH. BiiMoOBigHO 1O MeTHU MOCTaB/IeHi
3aBJIaHHA:

- HAJjaT! TIPONO3MII0 PO3IIAAATH (YHKI[OHY-
BaHHA cepy KY/IbTYpU Yepes Ky/IbTypHi Ipak-
TUKI. BOHV aHa/i3yl0ThCA AK NPOAB KONEKTVB-
HYX JIiil, IEBHOIO MipOI0 OXOIIJIEHHS Mac JIIOfiel
fiiAMH, AKi Y CBOi OCHOBI MaIOTb IIiHHiCHI, HOP-
MaTVBHI YMHHVK;

- chopmymoBaT! OCHOBHI cepy XXUTTERIAID-
HOCTIi CYCIIiIbCTBA, Y AKVX BiIOMBA€THCS BIIUB
chepy KymbTypu. 3acTOCyBaTH IpUTAMAHHI
1M cepaM IOKa3HMKM JI/I BU3HAYeHHS eeK-
TY Bifi KYNIbTypPHUX ITPaKTHK;

~  3aIPOIOHYBATY PO3LIVPUTI METOROMNOTi0 360-
Py HaHMX [I/I BU3HAYEHHA edexTiB Bix BIIVIBY
chepn KymbTypu. PesylbTaTyBHO0 03HAKOI
Oye OXOIIEHHS KYIbTYPHUMM IIPAKTUKaMU,
SKI BXKe iI0Tb, yIIPOBaKeHi a00 MiTPUMYIOTh-
CSL 4N peai3yloThesl Cy6'eKTaMyl KY/IbTYPHOTO
KUTTA — IHCTUTYLiAMY, MUTLAMM, TPOMaf-
CBKUMI JIiT9aMu, JTifiepaMyi TPOMAZIChKOL TyMKM
TOWIO.

Buxmag ocHoBHOro Marepiany JOCTi)KeHHH.
Meropuxa nigpaxynky JOHECKO mictuth monsr-
T4 BIUIMBY cepy KYAbTYpY Ta JIOTO NOKA3HVKIL
IloHATTA BIIIMBY KYNbTYpM BU3HA4a€TbCA il PO3-
KPUBAETBCS Yepe3 YOTUPU KOMIUTEKCH cep XuT-
TEMIANBHOCTI CYCITi/IbCTBA:

1. HaBkomumHe cepefoBuile i CTiMKICTb >KNT-
TEAAMHOCTI — IOB’A3aHI pecypcy KyIbTypu
(inppacTpykTypa, CIafIHA Ta EKOKYIBTYPa).

2. MarepianbHe 6maronomyqds Ta 3acobm 1o icHY-
BaHHA — BHECOK KYIbTYPHUX iHAYCTPili B €KO-
HOMIKY.

3. IHKMIO3MBHICTD i y4acThb — aKIIEHTYeTbCA Ha
JOCTYI 1O KYAbTYPHUX IOCAYT Ta Ha COLia/ib-
Hili TIOBEMiHIII.

4. 3HaHHA Ta HABUYKYM — IIEPEBAXHO KYIbTypHa
Ta MUCTellbKa OCBITa.

Koxxwiit cdepi (ekoHOMIUHMIA, conianbHMIL, €KO-
JOTiYHMII Ta OCBiTi) BifmoBimae cucreMa 3 22 I10-
Ka3HUKIB. [HIMKaTOpM OTPUMYIOTHCA NEPEBAXKHO
31 CTATMCTUYHVX JAHUX KPaiH (Teputopiit).

Metopuka FOHECKO pospo6nena mepeBaxHO
U1 3aCTOCYBaHHA B MDKJEPKaBHUX BiJHOCHMHAX,
AK-TO OILiHKAa CTaHy PO3BUTKY cepy KyIbTypu;
Mipi yBaru, fiKa MpUAiIAETbCA TOMITUIHUMU Kep-
MaHWYaMM i1 ypAJaMy KpalH I'yMaHiTapHOMY po3-
BUTKY. CricTeMa IOKasHUKIB € popMoto yHidikosa-
HOI XapaKTePUCTUKY BiJIIOBiJa/IbHOrO CTaBIEHHA
o pimenp OOH mozo cTamoro posButky, 3depe-
KeHHA 6i0pi3HOMAHITTA, KTiMaTy, yMOB XXUTTA JTI0-
IVHIL.

EdexTu Bif mOMTNYHO-IIPaBOBYUX pillleHb He Iie-
PEKOHYIOTD Y 3B’sI3KaX 3i CTaHOM chepyt KY/IbTYpH,
He JIEMOHCTPYIOTb IIPAMI 3a/Ie)KHOCTI MDK KY/IbTY-
po0 Ta JOCATHEHHAMM, SABMIAMM ¥ IIpOLIECaMu



B CyCHibCTBi. SIKIIO Bi3bMeMO [0 YBarum HafBHI
KY/IbTYPHi NPAaKTUKM, TO 3 ABIAETbCA MPOMIKHA
JIaHKa, SIKa MOSICHIOE 11el 3B’A30K MK CYCIiITBHUMU
noTpe6amu Ta IOBEAIHKOI OKpeMoi 0CoOuL.

KynbrypHa mpakTiika — MOHATTS, AKe HaJIeXUTh
JI0 TIPOSABY HAOYTTA CEHCY, CUMBOJIYHOTO 3HAYEH-
Hs fiii inuBiny a6o rpymm. Bona crae ingukaropom
BIIi3HaHHA cebe, inenTudikawii 3 rpymor, BusHa-
yae IiHHiCHI opieHTMpM MailbyTHBOrO. Y4YacTh y
KY/IbTYPHUX IPAKTUKAX YTBEPIKYE BTiNEHHA B Ya-
COBOMY IPOCTOpi, TIPOSIB iCHYBaHHA 0COOMCTOCTI
Ta TpOMajiy AK OFHOTO 1inoro. Bonn BuUHMKAWOTH
cruxiiiHo (Hampukiap, «beracap», TpamuIiitHWIT
Ka3axXCbKMil BecimpHMit putyan) abo mTydHO (Ha-
IIPUKJIJ, BifICbKOBUIT MTapaj] 10 MeBHOTO CBSTA) B
HasABHMX YMOBax.

KynbrypHi npakTuku 6yBaroTbh MatepiabHi (0y-
MiBT, MaM'SATKM apXiTeKTypy, Konekiii, HapomHi
IIPOMICTN) 200 HeMarepianbHi (IyX0oBHI LiHHOCTI it
TpaJiMLlil, TBOPYi 37{{0HOCT], MUCTEIbKi HaJIOAHHS).

OpHi€ro 3 03HaK BaXK/IMBOCTI AisBHOCTI Y cdepi
KY/IbTYpH € Te, I1J0 3alI0YaTKOBAaHA YCIIiIIHA IIpaK-
THKA, AKa BUTPUMYeE BUIPOOOBYBAaHHA 4acoM i 3
TIIPOEKTA, 0OMEXEHOT0 B Yaci, 3pOCTa€ 10 KyIbTyp-
HOI iHCTUTYT (HALIpMK/IaJ, OCBiTa JI CTAHOBJIEHHS
yHiBepcuTeTiB). Taka KyIbTypHa IpakTuKa Imepe-
TBOPIOETbCA B NIPUBATHY, TPOMAJICBKY, [IEP)KaBHY
4 KOMYHA/IbHY YCTaHOBY, 3alliKaB/IIO€ JIIOJIEil Ta
Biflirpae BaX/MBY QYHKIIiO B TPOMafi.

BaXnMBOX 03HAKOK  YCIINIHOI  KY/IbTYPHOI
IPAKTVKY € HAsBHICTD iHiI{iaTiBHOI 0cO6M 260 Tpy-
1y oci6 — 1e cy0’exr, sKkuit bepe Ha cebe BifTOBi-
Jla/IbHICTh 38 BUKOPUCTaHHA KYIbTYPHUX PECYPCIB.
Ocobamy MOXXyTb OyTU IPEACTABHUKI PI3HUX CO-
Lia/IbHUX IPYIl — MiCIieBi aKTUBICTH, IPECTaBHM-
KU CepeJIHiX i BeMKVX KOMIIaHil1, OpraHy MicrieBo-
r0 CaMOBPAJYBaHHA, YCi, XTO BifYyBa€ COLiaNbHY
BifITIOBi/Ja/IbHICTb Ta 6ayaTh MePCIEKTUBYU 3aCTOCY-
BaHHA KYIbTYPHUX PeCYpCiB g pO3BUTKY. Bonn

JOTPUMYIOTh HiIIPUEMHULIBKOTO TiXOAy, 06€f-
HYIOTb KYJIBTYPHI pecypcu, MoiCchKuil GpiHaHCOBMI
Ta COL{ia/IbHMII KaIliTajl, CTBOPIOKYM L[IHHOCTI fAK
JUIA CIIOKMBAYiB KY/IBTYPHOTO IIPOAYKTY, TaK i i1
MMUTIIiB.

KynbrypHi pecypcn € cycniibHuM HagOaHHAM,
6/1arom, fIKe HaJIEKUTh TPOMafi. IX edexTnBHE i
CTajle BUKOPUCTAHHSA NOTpebye MOOYHOBU Mepexxi
BiJHOCUH Ta y3TOJ)KeHb Pi3HMX CTOPiH, 6e3 yJacTi
AKMX HEMOXX/IMBA Bi/lbHA €KCIITyaTralif pecypcy.
Tomy, 1mie ofHi€I0 03HAKOO 1 BAKINBUM €/IEMEHTOM
KY/IBTYpHOI iHiniaTiBM Oye MapTHEPCTBO, a came
MiTPUMKA MOCaTOBMX OcCi6 Ta IXHs CIiBIpans B
peanisanii (aTpoOHAT, KypyBaHHS, CHOHCOPYBaH-
Hsl, ONarofiiiHicTh, ONPWIIOHEHHS BHECKIB, iH-
dopmaniliHa mipTpUMKa).

Yenix KynbTypHOI iHiI[iaTUBM HEMOXIMBII Ta-
KOX 0e3 iHTepecy rpoMazcpkocti. Tomy mpuHIy-
IIOBOI0 O3HAKOK 3HAYYIOCTI KYABTYPHOIO IIPO-
ekTy Oyme 3alliKaB/eHICTb CIINBHOTH, Ail Ipymu
OfIHOZIYMIIiB, 3a/[y4€HICTb MEBHOI KiIbKOCTI aKTH-
BiCTiB, 30KpeMa il Ha BOIOHTEPChKUX 3acajax.

3 orIAzy Ha HOIepefHi CocTepesKeHH: 3a cde-
pamm BIUIMBY KY/IBTYpH, yBara JOCTiTHMKIB cdo-
KyCOBaHa Ha TPbOX 3HAUYIIUX Iaay3AX: eKOHOMILL,
JIEMOKPATil Ta CTaJIOMy PO3BUTKY, a TAKOXK Ha IBOX
pIBHAX — CYCIiNBHOMY (COLianbHO-HOMITUYHO-
My CTaHi TpoMajyu) Ta iHAMBifZyanbHOMY piBHI
(3mopoB’i i corfiabHOMY 67maromonyddi OKpemoi
JTIOAMHY). 3 METOI BU3HAYEHHS Ta XapaKTepUCTH-
Kit e(eKTiB TaKOXX OOMEXMMOCh LIMU ChepamiL.
EcexTu Bif KyIbTYpHNX NPAKTHK, AKi CTOCYIOTBCS
o3HaYeHNX cdep >KUTTERIAMBHOCTI CYCIiIbCTBA,
3rpymyemo (muB. Tabmmio 1).

OxapakTepusyeMo epextit y chepi eKOHOMIKM.

1. ExoHoMiyHa cdepa HaifgacTimre 3ragyeTbcs B
TOCTIKEHHAX 3 OLIHKOI KOPUCTI BiJj KY/IbTypHUX
Ta MUCTENBKMX NpolleciB. B ocTanHi poku oMiHye
HiAXi®, e pOsITALAITbCA KYIbTYPHI NPAKTUKU

Tabn. 1.

EdexTu Bij KyIbTypHUX HPAKTHK 32 ChepamMyl BIUIUBY

Edexr B exoHOMiI

Edexr y rpomapi

Edexr y nmosepinni oco6u

BypobuiuuTBO Jlemorpadis Ky/IbTypHi HpaKTHKY
Jloxix ColiaibHe Hapy>kKeHHs1 / KOHGTIKTH linHoCTi / foBipa
[Ipomaxi CouiasnpHi iHcTuTyTH / ebexTyBHiCTh GyHKIioHyBaHHsA | Hopmu / geBianis
3alHATICTD 3IypTOBAHICTD CHiITBHOTH IneHTIYHICTD 0COOMCTOCTI

Kamirtamisaiis ColliaIbHNIT KaImiTan

JIromchKuit KamiTat
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AK CaMOCTIVIHI KY/JIbTYPHI Ta KpeaTuBHi IHEYCTpii
(mpuknmag — 3MiHa L[iHHICHMX Opi€HTaill TIpoBe-
JIeHHs IUTIOOHMX IIepeMOHiil TTOPOfKYE iHAYCTpito
BeCi/TbHOTO BOPAHHS; CTBOPEHH: YHIKaJbHOTO Mi-
KPOKJTIMaTy 3po01/I0O YMOBY I PO3KBITY IIeBHOI
IiANBHOCTI, AKAa KOHKYPEHTOCIPOMOXKHA Ha BHY-
TPIIIHPOMY Ta MDKHAPOJHOMY PUHKAX).

3aCTOCOBYIOTbCA TI€BHi NOKAa3HUKM, AK 1 A
Oyzb-s1Koi iHLIOT iHAYCTPIi:

1) BupoOHUILITBO — Ki/MbKICTb MiZIPUEMCTB Ta Op-
raisaniit (iHEMBigyaIbHUX MiIPUEMIIIB).

2) Jloxig — 3aranbHUIT 00CAT BalOBOTO BUTOPTY.

3) Tlpomaxi — TOBapoOGIr (CHOXXMBAHHS TOBAPiB
Ta BUPOOHUIITBO Y BApTiICHOMY Ta pe4OBOMY
BUpaXeHHi).

4) 3atuATicTb / 6€3p0biTTA — KiNMbKicTh pobiTHY-
KiB Ta C/Ty>KOOBIIiB, 3QilHATUX B iHAYCTPLAX.

5) Kamiranmisawis — xamitan ta iHBecTHLii B po3-
BUTOK T'ajIysi KyIbTYpPHUX Ta KpeaTUBHUX iHJY-
CTpil.

2. Tnmmit mipxip — KmacrepHuit. Posrnagaers-
s BIUIMB Ha PO3BUTOK CYMDKHUX Ta CHODiJHEHMX
rayseit rociogapcTsa. [TifkpecmoeTbcsa KoMIek-
CHICTb BMBYEHHA BIIMBY, B3aEMO3aJ/IeXKHICTD BUJIIB
[ANBHOCTI B OTPYMAHHI €KOHOMIYHUX pe3Y/IbTa-
TiB y pO3BUTKY Teputopiit. Tpaguiiitium € aHami3
TYPUCTUYHOI aKTMBHOCTI B PerioHi Ta il HaC/IigKu.
Hanpuknapn, HORECA, iHpycTpia rocTmHHOCTI,
posBary, oprasisanisa gossinid. IIpuseprae ysary
NOCIiJHNUKIB [iA/IbHICTD CTAlliOHApHUX 3aK/IafiiB
KY/IBTYPY, IIPOBEICHHA MaCIITA0HNX HepiogIIHIX
3aXOfIiB, NOIIMPEHHA Ta BIIPOBA/PKEHHSA pi3HOMa-
HITHMX MUCTelbKYX TPOeKTIB (babenko & [lembsH,
2017, c. 24; KoBanbcbka Ta iH., 2019, c. 51).

3. Ille oHMM HaIIPSAMOM yBaryl BYEHMX € BYBYEH-
H CIIBBiJHOIIEHHA KYIbTYPU JI EKOHOMIKM. 3a110-
314eHi popMabHi IHCTUTYTI PUHKOBOI €EKOHOMIKM
CTAIOTb PeaIbHO JAIIOYVIMI JIMIIE TOAL, KOJIM JIETiTH-
Mi3yI0TbCSl He(OpPMaTbHUMIU CUCTEMaMM IL[iHHOC-
Teil, HopMamu Mopani. IlopymyoTbca IuUTaHHA
HiATIPMEMHNIBKOI KYIbTYpM il PO MifIpUEMIA
AK HOBATOpPA, 3HAYEHHA OCOOMCTOCTI B HOCATHEH-
Hi pe3y/nbrariB y 6isHeci. Posragaerbes dheHomen
TOBipY SIK OCHOBM YK/IaJaHHS YIOf MDK Oararbma
ydyacHuKamu. IIpoBopATbcA MOPIBHANBHI HOCHI-
JUKEHHA L[IHHOCTe}l MeHEeIKMEHTY KOMIIaHii, e
CXOXICTb a00 iIeHTHYHICTb KYIbTYp (HaljioHa/lb-
HIIX) Ha/Ia€ TIepeBary it pe3y/IbTaT y MbKHAPOJHOMY

6isneci. Hanpuknap, cropifgHeHicTb KyabTyp pi-

acTopy Ta MeTPOIO/Iii OIOMarae y BCTaHOB/IEHHI

KOHTAKTiB i KOMepLiitHill fisnmbHOCTI (0HA MOBa,

TIOHATTSL, TpaBuIa B3aeMofii). OcobmiBe 3HaYEHHS

HAJIA€TbCA CUCTEMI KOPIIOPATMBHOIO YIPaB/IiHHA,

110 3a6e3medye IPUTIK KaIiTamy, MiATPUMYE AKiCTb

MeHEe[DKMEHTY, IIepeposIofin pecypciB Ta 06ef-

HaHHA 3YCU/Ib il iHTepeciB MepCOHaNy, BIACHUKIB

Ta rpomagcbkocti (Beugelsdijk & Maseland, 2011,

p. 329-337).

4. OKkpeMUM HaIpsAMOM JIOCTI/KEHDb € 3aCTOCY-
BAaHHA MapKeTMHIOBUX KOMYHiKawiit ;s ¢popmy-
BaHHA CIOXUBYMX IPaKTUK. YCBiJOMJIEHHA LiH-
HOCTI TOBapy, 3BMYKA KOPUCTYBAHHI OpEeHZOM,
¢an-km1ybu i mporpamm NOSTIBHOCTI 3aIPOBAIKY-
I0Tb KOZIEKTVBHI JIil, IEBHY IIOBEIHKY CIIO)KMBAHHA.

5. Kynprypai mogil takox € o6’ektom 6maro-
miitHoi mpomosuiii kommawiit. Toxmi BupoOHMYA
HiANbHICTD KOMIIaHII-MeljeHaTa B CYCII/IbHIN YABI
MOENHYETbCA 3 HATXHEHHAM Bifj CIOXMBaHHA
KY/IBTYPHOTO IIPOAYKTY, MiJKPECIIE CYCIiIbHY
3HAYyWicTh Oi3Hecy. [l BemMKMX Kopropariit
000B’SI3KOBUM € CK/TajlaHHs He(hiHaHCOBYX 3BITiB i3
3a3Ha4eHHAM TaKoi AifmbHOCTI, a3 2025 p. pna ECe
000B’s13k0BUMY (Hampukiag, 3Bitu ESG).

Jlami 3ynMHMMOCA Ha 3Ha4YeHHI MUCTELTBA Ta
KYIBTYPU JIS COLIabHOTO PO3BUTKY (edekrt y
rpomai).

Cran cycminbcTBa TaKoX XapaKTepU3YeTbCS
Jepe3 NpusMy KynbTypu. IlokasHukn He HagaroTh
OLI{HKM COL{ia/IbHOTO eeKTy, a muiie GiKCyoTb fu-
HaMiKy 3MiH Ta BU3HAYalOTh YMHHVKM, AKi MOIIN
CIPUATH TPaHCHOPMALIISM.

1. Tak, metopuka JOHECKO npugninse ysary Ta-
KVM [UTaHHAM:

— TIpUPOCTY 00CATiB OYAb-AKUX KYIBTYPHUX LIPO-
IYKTIiB, PO3BUTKY MICTELTB Ta KPeaTMBHMX iH-
IyCTpiit;

- IOJinuIeHHs AeMorpadivHoro craHy (Ipupict
HACe/lIeHHA — 30BHILIHA Mirpanis, MO3UTUBHA
3MiHa fileMorpadiyHNX OKa3HMKIB — HAPOLXKY-
BaHICTh, CMEpPTHICTb, CIMEIIHWII CTaH TOILIO);

— PO3BUTOK MDKHALliOHA/IbHMX BiJHOCKH Ta 3MEH-
LIIeHH KOH(IIKTHOCTI 32 I1i€10 03HAKOI0;

- 3MeHIIeHH: (a00 30i/bIIeHHS) aHTPOIIOTeHHO-
IO HaBaHTAKEHHA Ta BUPILIEHHA €KOJTOTiYHMX
npo6nem;



- pecTaBpallifi Ta eKCITyaTalis 06 eKTiB icropuy-

HOI CHafILIMHIA; TOIIO.

2. ButBopy MucrenrBa MOXyTb OyTHM KaTasi-
3aTOpaMyl CYCIIZIbHUX IIPOLIECIB, 3IiICHIOBATI
3HAYHMIT BK/IAJ SIK Y 30epeXXeHHs, TaK i B po3xu-
TYBaHHA YCTOIB CYCIII/IbCTBA, € IHCTPYMEHTOM Ka-
Hayi3awii HacTpoiB Mac. Boun BipedekcoByOTh
YMOBU >KUTTS, (POPMYIOTH COLIia/TbHO-TICHXO/IOTiY-
Hy atMocdepy, 31iliCHIOITb BHECOK Y GOpMyBaHH
CBITOITIANY, LIHHICHUX OPIEHTHPIB, AKLEHTYIOTh Ha
npo6eMax Ta MOLIYKax IX BUpIlIeHHS.

3. SIx ocobmyBa KOMYHiKaIlif, KyIbTypa i MuCTe-
ITBO BIIMBA€E Ha IIOBEJIHKY, € aT€HTOM Yy IIpOIlecax
BIUIMBY Ha TPYINOBY il€HTUYHICTD, COLiami3aliiio Ta
akynprypanito. OfHoYacHa peaklis BeMMKIX Mac
JIIOfiell, TIOBTOPEHHA IEBHMX [iil CUTHaIi3ye IIpo
IOSABY HOBOI KY/JIbTYPHOI NPAKTUKY, KA Kaphu-
HAJIbHO BIUIVBAE HA CYCHIIbCTBO (COLambHi pyXi,
MOJa, KOJIEKTVMBHI JieBiallil To1o).

4. Ilomituka, KymbTypa Ta MUCTENTBO € ce-
poro iX TicHol cmiBmpaui. [leMOKpaTiyHi pexxummn
HiATPUMYIOTbCA TIPONATaH/iOK L[iHHOCTe! IpaB
JIIOIVHY, BIPOBA/PKYIOTBCSI 000B’SI3KOBI IpoLieny-
pu 0OpaHHA KepiBHUX OpraHiB, aBTOPCHKUX IIPaB,
IpaB BJIACHOCTI, BOXIUBICTIO OOTOBOpPEHD IOMI-
TUYHMX pillleHb, BPaXyBaHHA IPOMaJChKOI [YMKIL.
[IpuitHATTA 11 BTi/IEHHA IOMITMYHUX Ta IIPABOBUX
pillieHb CYIPOBOIKYIOTbCA KYIbTYPHO-MIUCTELb-
KuMn nogiAamu. IlepeBakHo mpocyBaHHA LiHHOC-
Teil BiffOyBa€eTbcs 3acobamm MucTenTBa (BUCTABH,
IUCbMeHHi TBOPY, MicHi, GinbMy, Bipmii Ta mposa),
a TaKOX IIOfIi€BOI0 KOMYHiKali€eo (3axony, moii,
AKi BIUIMBAIOTH HA PO3YMIHHA, CIPUIHATTA, I{iH-
nicamit Bu6ip) (Iyxsa, 2018, c. 108).

5. KynbrypHi npakTky MOXKHa OAiNNTY Ha [iBi
OCHOBHI Tpymy: BiTBOPIOIOYI YK [JeCTPYKTUBHI
IPAKTUKM CTOCOBHO HASABHOTO COLia/IbHOTO IIO-
pAnky. Hanpuxnaz, ponb tBopy «XaTuHa AAfbKa
Toma» I. biuep-Croy B 60poTbba 32 BigmiHy pa6-
cra B CIIIA, 3akoppoHHi Mysuka, micHi, Gimbmu
MalTh 3Ha4eHHA B posmafi Pagancekoro Corosy
Tomo. KynbTypHi NpakTuKM CTalTh iHAMKAaTOpa-
M, 32 JOIIOMOTOK AKMX CIIOCTEPIraEMO 3a PyXOM
CYCIII/IbHMX BiJHOCMH: 3TypTOBAHICTb, COIlia/bHi
3B’5I3KH, COLia/IbHA HATIPYXKeHICTbh, CTYIHb KpUMi-
HOTEHHOCTI, IOBipa.

6. Kynprypui mpaktukm cnpusoThb (He-) HaKo-
IMYEHHIO COLia/IbHOTO KalliTaly — BIUIMBAIOTH Ha
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IHCTUTYLIHY CTiKICTh, KOHQMIKTHICTD Y CYCHiNb-
CTBI, OIIO3UIiJIHICTD 0 B/IaJy, CIIPUITHATTSA HepiB-
HOCTI, iHIIIe.

Posrnanemo sHa4eHHA MUCTEL[TBA Ta KY/IbTYpU B
COLia/IbHII ITOBENiHIi 0COON.

3aBepiralbHNM OTIOKOM IOHATb € eQeKT Bif
y4acTi OKpeMOi TIOAVHU B KYAbTYPHUX IPAKTU-
Kax. Xoya Iie IIMTaHHA 3arajioM, K IPaBU/IO, He
BXOJUTD Y cepy yBaru JAep)kaB) 4i IPOMaAfL, aje
€ BX/IVMBUM JII aHaJIi3y MOBENIHKOBOI aKTUBHOC-
i inpuBiniB. OcBita, iHppacTpyKTypa, FOCTYI 1O
indopMmarifiHo-KOMYHIKal{iiHUX TeXHomoriit Oyxne
HeNOCTaTHIM, SKILO B /IIOfleil He BUHMKAIOTDH CTe-
peoTuIy CIPUIHATTA, MUCIEHHA 11 IOBENIiHKU.
DopMyBaHHA MeXaHi3MiB y4acTi B COILia/IbHOMY
XUTT] Oyfie 3aBIAHHAM OTpUMATU eeKT I 0CO-
61CTOCTI, @ KITTbKIiCTb YYaCHUKIB Ma€ Oy Ty OLiHKOIO
30i6HOCTI KyNbTYpH BIVIMHYTH Ha rpoMapu. Ilepe-
Ba)XHO, Y MDKHApPONHIN CTaTUCTUL aHA/Ti3yeTbCA
JIOICHKMI KaIliTall, Jie 3aCTOCOBYIOTbCA BM3HAYEHI
METONVKI Yepe3 TOKA3HUKM OCBiTH, (isNdHOro I
TICUXO/IOTIYHOTO 071aroIoNnyyys, 3aiHATOCTi, po3-
BUTKY colianpHOl iHdpacTpykTypu (mpasa, Mo-
OiIBHICTD TOLIO).

Y mepenomienHi depes cepy KyIbTypy BUSAB-
JAI0TbCA AKTYa/IbHUMU TaKi HAIIPAMU JOCTIKeHb:

1. JIromCchKMil KaIiTaa — 3HaHHSA, BMiHHS, HaBU-
YK, SKi OV peHi, HaOyBaloTh MOMY/LIPHOCTI B CY-
CHibCTBI; 00pa3 / CTWIb SKNUTTA, HepeBaXKHMI Bik
Hace/leHH .

2. Y4acTp y KpeaTMBHUX iHAYCTPiAX — PO3TAILO-
BaHi Ta PO3IOBCIOKEHI B PETiOHI KpeaTuBHi Ipo-
MMCTIOBOCTI.

3. Conia/mbHO-IICUXOMOTiYHA aTMOC(epa — 3aHe-
TIOKOEHH: / HAIIPY>KeHHS, TaHiBHi HACTPO, OLliHKa
TIIEPCIIEKTUB XUTTA B TPOMaJii € XapaKTepUCTUKOIO
CTaHY Ta BifoOpaxkeHHAM KynbTypu. Un € Hamam-
TOBAHICTb Ha /Il ITiJj KOMYHiKal{i/iH/M BI/IBOM BJ-
TBOPIB MUCTELITBA i, AK Pe3y/NbTaT — IPUBEPHEHHSA
yBary, PO3BUTOK IiKaBOCTi, IIOBAry, BMXOBaHH:A
[iHHICHOTO BIJHOLIEHHA MO CTANIMUX KYAbTYPHUX
IPAKTHK.

4. [Tommpena moBefiiHKa Ta GaKTy Aili — Xapak-
TePUCTHKA il IK KOHQOPMHUX, BUTIAJKIB JieBiarlil,
JOTPUMAHHS TPajuLiil, puTyaniB ab0 BUHMKHEHHS
HOBUX. TakoX 3arajbHOBU3HAHI JOCATHEHHA —
HepeMOXI[i KOHKYPCIB, y4acTb y MDKHapOZHOMY
CHiBpPOOGITHNIITBI.
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[bxepena maHux. JInd BupilleHHA GOCTOBipHO-
CTi pesy/nbIaTiB CIifj MO3HAYUTY IOKASHUKY, IO
XapaKTepyu3yTh eeKTy PO3BUTKY IPOMaAJ Ta Te-
putopiit. CTaTuCTU4Hi jaHi IepeBakaloTh B aHali-
3i edpexTiB Bifl KyIbTYpM: CTATUCTUYHI TTOKA3HUKI
(TepeBaXkHO iHJEKCY MOPIBHAHO 3 OTOYHUM i 6a-
30BUM IMepioflaMit), JaHi MOHITOPMHTY TeHJeHIiiI
(HampMK/Iaz, KilbKicTb BifBifyBa4iB Ky/IBTYPHOTO
3aK/ajy), AaHi Crelia/bHIX 3aIUTIB PO CTaH cde-
PY KynbTypy (HAABHOCTI CTpaTerili pO3BUTKY Ky/Ib-
TYpPY, 3aKOHOJJABYNX iHilliaTUB TOILO).

Tax, y Ilporpami €C «InanMkatopy BIIUBY
kynprypu Ha possutok (IBKP) OHECKO» (In-
dukamopu enausy kynomypu Ha pozsumox (IBKP)
IOHECKO: xopomkuii ananimuuHuii 0enio w4000
Yxpainu, 2017), fka BIpoOBajpKyBamach B YKpaiHi
2009-2013 pp., BUKOPUCTOBYIOTbCA CTATUCTUYHI
laHi OCHOBHUX 1 JIOAATKOBMX NOKa3HUKiB. OTpnu-
MaHI IO3UTKBHI pPe3ylbTaTy MLIOA0 IOTEHIany
BHECKY Ky/IbTypHOi cepn. [Ipore aBTOpM pmoci-
JDKEHHS BKa3YIOTb Ha HAasABHICTD IIEPELIKOf Y 10T0
peanmisanii B moBHOMY po3Mipi. OgHuM 3i MmIAXiB
IIOJONIAaHHA € «...OHOBJIEHHA IPOTpaM 3 KY/IbTyp-
HOTO MEHEPKMEHTY Ta IiJBUILEHHA AKOCTi OCBIT-
HiX KypciB, 0cOOMMBO B ranysi ypaB/iHHSI Ta KY/Ib-
TypHoi ciapmyHn» (babenko & [lem'sH, 2017, c. 4).
Buxopucranus f0faTKOBYX iHAVKATOPIB MIXKKY/Ib-
TypHOI Ta MIXXOCOOMCTICHOT OBipM BKa3ye, 10 Iie
«... 0e3MOcepeHbO CTOCYETHCS COL{ia/IbHOI B3ae-
MOl Ta Ma€ 0COOMNBY 3HAYYIIICTD Y MOMITUIHOMY
Ta BiliCbKOBOMY KOHTEKCTi» (TaM caMo, c. 4). Takum
YIHOM, METOZJONOTiA TAaKOXX BIUCBITIIOE BIUIVBU
chepyt KynbTypu. 3aBaHHSM € OLfiHKa eeKTiB Biff
BIIPOBAJ)KEHHA KY/IbTYPHIX IIPAKTHK.

OTpyuMaHHA JaHUX PO eeKTH Bif KYIbTYpHIUX
IPAKTHK, Ha JYMKY aBTOPiB, MOXe BBXATICS CaMe
BYIKOPMCTAHHA JDKEPE 3 MOHITOPMHIY pyXy CTa-
HY BiJHOCKH, sKi BinOyBaoTbCs B CycninbeTBi. [lo
HMX HaJIeXXaTh TaKi [Kepena JaHuX PO KYAbTYpPHI
IPAKTUKIL:

1) indopmaniitni JFOCTIPKEHHA SK MOHITOPUHT
npo6neMHIX TeM, AKi HaABHI B iHpopMarliiiHO-
MY IIPOCTOPi Ta XBaBO 0OTOBOPIOIOTHCS;

2) ommMTyBaHHA fK 3pi3 IPOMAACBHKOI JYMKM, K
¢axT peaxiiii Ha TaKi aKTya/IbHI TeMM, IPOIO3N-
il IX BUpileHHS;

3) crocTepexxeHHs1 GaKTiB KONEKTUBHOI MOBEHiH-
K/l B [UHaMilli — MAacOBICTb OKpeMIUX YiTKO

O3HAYeHVX [l 9M aKTiB MOBEiHKM, AKi Iepe-

TBOPIOIOTHCA HA CTA/Y KYIbTYPHY IPAKTHUKY.

BucHoBku. € pisHi migxoau [0 BU3HAYEHHA
eexTiB KynbTypy. 3pOCTaHHA KilTbKOCTi IOKa3-
HUKIB [Iep>)KaBHOI CTaTMCTUKY IOJO OCBITH, €KO-
JI0Til, OTaroMONyYYs 4 3aiHATOCTI HAaceMeHHs He
€ IPAMOI0 KOPEJLALI€0 3 BIVINBOM cepu KYIbTy-
pU Ha PO3BUTOK CYCII/IbCTBA, XO4Ya IIEBHY 3a/IeXK-
HIiCTb MOXHA IPOCTeXNTHU. [lofaBaHHA IPOMIXHOI
CepeNHbOl NaHKM B 1€Vl JaHILI0XKOK «KYIbTYPHOI
IPaKTUKI» MOETHYE chepy KyIbTypu 3 KOHKpeT-
HOI0 TIOBEJIiHKOIO JIofielt i popmye opieHTHpY I
1100YZOBY 3HAYYIIIOl CHCTEMY TOKA3HUKIB.

YrouyHeHHs Teopil BIIMBY chepy KyIbTypyu Ha
CYCIIZIbCTBO Hajla€ HiAIPYHTA /I OLIHIOBAaHHA
ABUIA KY/IbTYPHOI NPAKTUKK. fKIo mig dac mMo-
HITOPUHTY IyO/IIYHOTO IIPOCTOPY MaeMO iHpopMa-
11iliHe HAOBHEHH: 3 0OrOBOPEHHs TeMu, 6a4nMMO
3apO/KEHH il 0QOPMIEHHA CYCIIbHOI TOTPeON.
Jlani 3 [OCTiPKEHHA IPOMAJICHKOI JYMKM CBifjuy-
TUMYTb IIPO IiHHICHI Opi€HTalil Ta HOpMaTUBHE
opopMIeHHs HOIIAAIB i HaMmipiB, OXOIIEHHA I
IHTeHCUBHICTD iX BupaxeHHA. CHOCTEpeXeHHA 3a
daxramu pfii Bxe chopmye KapTUHY IOLIMPEHHS
MacoBOI IIOBEIIHKM BifiTIOBifIHOI Ky/IbTYPHOI IIpaK-
TUKIL

Edextn Bim KynbTypHUX HpakTuk 3a cdepa-
MU BIUIMBY HEOCTaTHbO (hikcyBaTum 3a 3poCTaH-
HAM IIOKA3HVKIiB pOOOTY KyIbTYPHUX IHCTUTYLIL,
(yHKIioHyBaHHA Tanyseil, Aki cyMbKHI 3i cdeporo
KY/IbTYPM Ta MUCTEL|TBA. YIPOBA/PKEHHA KYIbTyp-
HOI IIPaKTUKM 3MiHIO€ KOJIEKTMBHY MOBEiHKY, 110
000B’I3KOBO IIO3HAYUTHCA HAa CTaHI E€KOHOMIKI,
CTaHi CyCHibCTBA Ta CTaHi 0COOMCTOCTI.

Pospobka mertomornorii owiHky edexriB BImM-
By cepy KyIbTypM € NEepCHeKTHBO /A JOCTi-
JKEHH: IPOLeCiB BUHMKHEHHS, PO3IOBCIO/PKEHHA
4y BIPOBAJKEHHA KOHCTPYKTMBHMX KY/IbTYPHMX
NpakTuK. TaKOX O3HAKM HAABHUX Y CYCIi/IbCTBI
KY/IBTYPHUX IPAKTUK MOXYTb Oy TI iH/MKaTOpaMut
pe3y/bTaTiB Ipalli MeHeIKePiB KyIbTypHL.

IlepcnekTuBn momanbmmx AoOCHifKeHb. Di-
HaHCYBaHH COLiaIbHOI cepyt IPOMaJ eP>KaBoIo
€ e]eKTMBHUM IHCTPYMEHTOM IiATPUMKY Ky/Ib-
TYpHUX iHilliaTyB. HOBI Ky/IbTYpHI IPaKTUKK CTa-
I0Tb TEHEpPaTOPOM JOATKOBUX (iHAHCOBUX IIOTO-
KiB Ta BIVIMBAIOTb HA Pi3Hi cepy XKUTTA TPOMATIL
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Y IpaKTMYHOMY 3aCTOCYBaHHI BUJAETHCA NEPCIIEK- BMpOOax i TpaMIisSX 3 ypaxyBaHHAM MeTOOMOTiI

TUBHMM: a) po3poOKa KmacugikaTtopa KyIbTypHIX MDKHapOJHUX OpraHisaniit; 6) oninka edekTis Bin

IPAKTYK 32 HANIPAMAMM 3aCTOCYBAaHHA: Y IPOCBIT- BIIPOBAJI)KEHHA KOHKPETHMX KY/IbTYPHMX IIPAKTUK

HMIBKIN [iAMBHOCTI, Y KOMEPILIiiHiil AisAMbHOCTI 3 CUCTEMOI0 MOKa3HUKIB Ha OCHOBi MO3UTUBHOTO

KpeaTUBHUX IHJYCTpiil, Yy O3B, Y HapOJHMX TOCBIfly IPOBIJHMX KPAIH, PETriOHIB Ta MICT.
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L C. Ianywxo. «AniMe 1po MomoTtapo» Ta «Bemn-
KMIT KyIll»: KOMIIAPaTUBHMIA aHATi3

Y doxyci cTarTi — po3KpuTTA 3B’ A3KY MiXk aHiMe Ipo
Mowmotapo (1930-ti — 1940-t1i pp.) Ta CbOHeH-aHiMe
«Bemuxmit Kym» AK KyIbTYPHUX KaHANiB pPeakTyasisa-
il i momynApusanii CMUCIIB TPagULiiHOI KyIbTypH Ta
i/le0NOriYHMX YCTAHOBOK AIOHCHKOTO HaljiOHaMi3My B
IpoCTOpi BisyanbHOI KynsTypyu AmoHii. 3a fomomMoromw
KOMIIApaTMBHOTO, AKCiO/OTiYHOTO, CEMiOTMYHOIO Ta
CTPYKTYPHOI'O aHa/i3y 3JiJiICHEHO 3iCTaBIEHH: CIOXe-
TiB, 06pa3H0'1' CeMaHTUKU, IIiIHHICHOTO 1 i[Ie0/IOTiYHOTO
6asucy aHiMe, IO JOCTIHKYIOTbCA. 3'ACOBAHO, WO CIO-
et aHiMe mpo MoMoTapo Ta «Bemmkoro kyma» (“One
piece”) BifTBOpIOE Habymy ANOHCHKOI HAPOJHOI KasKu
«MomoTapo: IepcuKOBHUIL XT0ITYMK». BusABIIeHo, 1o ce-
MaHTIKa 00pasiB y 1[1X TBOPAX BifoOpaXka€e CTepeoTHIHI
ysAB/IEHH ANOHLIB IIpo Hapozy Asii Ta 3axigHoro cBiry,
AKi chopMyBaIICA Tifi BIVIMBOM HaPOAHOI peJIirii Ta ak-
TUBHO BUKOPMCTOBYBAINUCA OQIliHOI IpOIAaraHsown
3a vaciB icHyBaHHA fmoHcbkoi imMnepii (1868-1947). lo-
BEJIEHO, 1[0 BMKOPYMCTaHHA Y TBOPaX /IeMOHOJOTIYHUX,
300MOpP(HIX Ta MpaTChKMX 00pasiB aKTyaIi3ye KIIo4o-
Bi iZle0/OTiUHI MOOXKEHHS AMOHCHKOTO €KCIAHCIOHICT-
CBKOTO HalliOHa/Ii3My, AKi IT0B’A3aHi 3 leMOHi3aIi€l0 Ha-
poniB 3axopy, NeriTmMisalii€lo KonoHiaabHOI MOMTUKI
Anowii 8 CxipHilt Asii, KOneKTUBi3MOM, a TAKOX Tpaju-
LifTHUMI YSABIEHHAMM PO 60)KeCTBEHHE ITOXOIPKEeHHS
immeparopa (apaxiTorami) it TUTY/IbHOI Hamlil (KOKYyTail).
KnrodoBi cmoBa: kynvmyponoeis, ANOHCobKA Kynvmy-
pa, ANOHCOKULL Ponvkop, 6i3yanvha Kynomypa, Anime
Studies, Benukuii kywi, anime, ideonoezis, 06pas Momo-
mapo.

I. Halushko. “Anime about Momotaro” and
“One piece”: comparative analysis

The purpose of the article is to reveal semantic
connections between anime about Momotaro, created
during 1930-1940s and shonen-anime “One piece” as the
tools of reactualization and popularization of traditional
Japanese culture and nationalistic ideology in a space of
visual culture of contemporary Japan.

Problem statement. The article covers an
underexplored problem of reactualization of cultural

meanings promoted in propagandistic anime during
1930s-1940s in the cultural space of Japan in the
XXI century. In particular, it concerns a potential
semantic continuity between anime about Momotaro
and “One Piece” — one of the most popular shonen
anime of 2000s — 2020s.

Despite an obvious contrast in visual design and the
degree of detailing of the plot lines, the selected works
have certain points of intersection. “One Piece” isa unique
case, which not only reflects the figurative and symbolic
range of anime of the first half of the XX century, but also
recreates their internal structure, functions, as well as the
values and worldviews that they represented. The chosen
focus of research will allow us to deepen existing cultural
knowledge about the functions of modern art forms, as
well as contribute to the awareness of their significance
for the reactualization and representation of the cultural
memory and identity of Japanese people.

The results. As a result of the comparative analysis
of storylines, image semantics, values and ideological
constructions of anime about Momotaro and “One Piece”
series, numerous common features were identified.
These anime share the same cultural root (Momotaro
fairy tale), recurring images (demonological, animalistic
and pirate), core values (collective good) and ideological
foundations (arahitogami, kokutai).

The methodology. The purpose of the article is
achieved by using a comparative approach. It was used
to a comparison of storylines, image semantics, values
and ideological constructions of the anime. An internal
specificity of every mentioned component necessitated
the combination of comparative analysis with other
methods of culturological researches. In particular, the
study of figurative semantics and ideological basis of
selected anime was carried out by synchronizing the
methods of comparative and structural-semiotic analysis.
At the same time, within the framework of the study of
the value basis of anime, the method of comparative-
axiological analysis was used.

The novelty of the research. This study explores how
Japanese nationalistic ideology previously used in the
anime of the 1930s and 1940s is represented in popular
contemporary anime series “One Piece”. For the first

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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time, the similarity of storylines, figurative semantics,
values and ideological foundations of the anime about
Momotaro and “One Piece” is substantiated.

The practical significance. The materials of the
research can be used in such research areas as culturology,
Oriental Studies and Cinema Studies specialists for a
further understanding of anime and manga impact on
Japanese cultural landscape, national memory, identity
and self-representation in the age of globalization.

Keywords: culturology, Japanese culture, Japanese
folklore, Anime Studies, One piece, visual culture, ideology,
Momotaro character.

AxTyampHicTh. B emoxy rmob6armisamii kpainn
CBITy 3iIITOBXHY/MNUCA 3 MpOOIEMO0 36epeXeHHA
KY/IBTYPHOI caMOOYTHOCTI Ta ifeHTUYHOCTi. 3aro-
CTpU/IACA EK3VCTEHIiJHA [yIeMa CIiBBiIHOLIEH-
HA TpajMuili Ta iHHOBaLi. Y nuX yMoBax fAmnoHisa
IPOJEMOHCTPYBa/Ia MOXK/IUBICTD ICHYBaHHS MOJIE
CYCIII/IPHOTO PO3BUTKY, 1IJ0 IIPUITYCKA€E PENpe3eH-
TaLil0 TPAJMIIIIHOI KY/IbTYPU Y BUIILAL iIHHOBALLil-
HOTO KY/IbTYPHOTO IPOAYKTY, AKNI aKTUBHO CIIO-
KMBA€ETbCA MDKHAPOJHOK ayAuTOpier. 3-MOMiX
OCHOBHIX 00 €KTiB KyJIBTYPHOTO eKcIopTy SmoHii
CIIif| BUOKPEeMUTY aHiMe — (OpPMY SAMOHCBKOTO ay-
J1i0Bi3ya/IbHOTO MMCTEL[TBA, fIKA IIpEfiCTaBIeHA Y
BUITIA/I IOBHOMETPAXXHMX MY/IbTQINbMIB Ta cepia-
JiB, BUKOHAHNX B YHIKa/IbHOMY CTWJIi, I1JO TIOEIHYE
€/IeMEHTY aMePUKAHCHKOI MY/IbTUIIIIKALIiI Ta ATIOH-
CHKOT0 06pa30TBOPYOTrO MICTEITBA.

Brus aniMe Ha GopMyBaHHA CBITOI/LALY MOTO-
JIOrO TIOKOMiHHA 3 Pi3HMX KYTOYKIiB CBITY 3yMOB-
JI0€ TIOTpeby B peTeNTbHOMY BUBYEHHI KITIOYOBMX
ile0NOriYHNX MeCeKiB, 3aK/IaJieHNX Y KOHKPETHi
TBOPY ANOHCBHKOI aHimauii. [le TBepmkeHHA € ak-
TYa/JIbHMM 1 CTOCOBHO YKPaiHCBKOTO CYCII/IbCTBA.
[Iporarom 2010-x — 2020-x pp., YHaCHmimoK iH-
TeHCHPiKallil eKCIOPTY AMOHCHKOTO KY/IbTYPHOTO
NPOAYKTY Ta IOLIMPEHHA IHTEPHETY Ha TePUTOPil
KpaiHM aHiMe He JIMIle YTBEPANIOC B CTaTyCi Io-
nynapHol GopMY pO3BaXKabHOTO KOHTEHTY, a I
iHTEerpyBazocs B Hal[iOHA/JIbHMI KY/IbTYPHUIT KOH-
TEKCT. BaX/MBUMIY COLIIOKYNIBTYpHUMY MapKepaMu
iHcTUTYHiOHAMI3aNil aHiMe B YkpaiHi cTam dop-
MYBaHHA (aHATCBKIUX CIIIBHOT Ha KITANT KIyOy
«Minypyki», 1oABa CIeliaNni3oBaHMX aHiMe-Ma-
rasyHiB y Bemmkux Micrax («Mackot» y Xapkosi,
“Pulsar” Ta “Murasaki” B Knesi, “Yorokobi” B Opeci,
TOIII0), @ TAKOX HOIIVPEHHS iHTepHeT-pecypciB i3

HepeKIaleHMy  YKPalHChKOI0 MOBOK) BepCiAMU
anime-cepiamiB (AniTube, Animeua, Amanogawa
Ta iH).

Henani 6inplia MomynApHICTb aHiMe NPOTATOM
2000-x — 2020-x pp. mpuBepHyIa yBary yKpa-
iHCPKMX HAYKOBILB [0 IIbOTO ABUINA. 32 JAHUMMU
HaykoMeTpuyHoi 6asu Google Scholar, mepiop 3
2019 mo 2025-11 pp. XapaKTepusyeTbcs IMOMITHUM
301/IbIIeHHAM KiTbKOCTi HayKOBUX Iy6iKariit mpo
aHiMe, HaNMCaHMX YKPAIHCHKOIO MOBON. Po3Bifku
K. B. Paiixepra, O. C. Konecuuk, O. I. Kpaserp,
B. B. Bopxxeinosoi, O. JJonnosoi, M. B. Casexo,
I. O. Kyp6anosa, 10. B. [laruenko Ta iH. € Haou-
HMM MiATBEP/PKEHHAM JOTUYHOCTI YKPaIHChKOI
HAyKOBOI CIIIIBHOTHU [0 CBiTOBOI IPAKTUKM JOCTI-
IkeHb aHiMe. OfHAK 1ii PO3BiKM XapaKTepusy-
I0TbCA JIOMiHYBAaHHAM ICTOPMKO-KYIBTYPHOIO Ta
MICTEITBO3HABYOTO AUCKYPCY il He MICTATD CIIpo6
ineomoriuHoi KpuTHKM (eHOMEHY, 1O AOCTIKY-
€TbCS. JalIOBHEHH: L€l TaKYHU CIYTye KIYOBUM
3aBJaHHAM CTATTI.

Oco6muBOi yBary B 3a3HaYEHOMY KOHTEKCTI 3a-
CIYTOBYIOTb aHIMe, AKi, Malouy BEIMKY KiIbKICTb
TIOL[iHOBYBaYiB, PENPE3EHTYIOTh i MOMY/IAPU3YIOTh
inei AnoHCbKOTO HalioHani3My. OCKiNbKY 114 cuCTe-
Ma NepeKOHaHb C/IYTyBa/la CBITOILITHNM 6a3ucoM
aHiMe IPOTATOM IEePLINX IeCATU/IITD JI0TO iCHYBaH-
Hsl, ile0/IoriYHa KPUTHKA CYyYaCHUX MYIbTCepiaiB
ATIOHCBKOTO IIOXO/KEHHA IOTPeOye peTesbHOro
BJMBYEHH: PaHHIX TBOpIB ANOHCHKOI aHiMalii. 3Ba-
JKAIouy Ha TakKi YMHHMKM, AK BapiaTUBHICTD TIY-
MadeHHA peHoMeHy ifeonorii B icTopii dinocodii,
TICHUIT B32€MO3B’SI30K IMOMITMYHUX Ta PENirifiHIX
ifiein y cMUCIIOBOMY IO/Ii ATIOHCHKOTO HAIliOHA/Ii3MY
Ta MDKpucuumiHapHicts Anime Studies, mocrae
noTpe6a B KOMIUIEKCHOMY TOPIiBHSAIBHOMY JOCTI-
IPKeHHi Bigomux MynbToinsmiB 1930 — 1940-x Ta
2000-x — 2020-x pp.

Orxe, 3HAYYIIiCTb TeMY JOCTKEHHA /IS KY/Ib-
TyposOrii TOACHIOEThCA BAKIUBICTIO 3'ACYyBaHHA
MEeXaHi3MiB peTpaHC/IALIl ifjeonoril AMOHCHKOrO
HaIliOHA/II3My B aHiMeé AK CYCIJIbHO 3HAYyIOro
KY/IbTYPHOTO KaHasy.

IlocranoBka mpo6memu. CTaTTA OXOIUTIOE Ma-
JIOTOCTI/KEeHY HayKOBYy TpobmeMy peakTyamisarii
KY/IbTYPHUX CMMCTIIB IIPONAaraHAMCTChKMX aHiMe
1930-x — 1940-X y COLiOKY/IBTYPHOMY IPOCTOpI
Anonii XXI cT. MeTbcs, 30kpeMa, PO MOTEHIIiTHY



CMICIIOBY CIIAIKOEMHICTD MiX aHiMe po Momora-
po Ta «Bemkum Kyuem» — OJHUM i3 HaiIOIy/IAp-
Himmx cboHeH-aHiMe y XXI cr.

Ilonpy paswoumit KOHTPACT Yy BigyalbHOMY
odopmIeHHi Ta feTanisanil CloKeTHUX JIiHill, TBO-
pu, obpaHi /14 aHai3y, MAIOTb IIEBHI TOYKM TIepe-
THHY. AHiMe-cepian «Bemkuit kym» (“One piece”)
ABIIAE 00010 OCOOMMBUII BUIIATIOK, § AKOMY He
MMIIe Bifj3epKaneHo 00pasHO-CUMBOIYHMUIL PAf
aHiMe mepuioi monosuHu XX CT., @ 11 BiATBOPEHO
iXHI0 BHYTpillHIO 6Y70BY, QYHKIIi, @ TAKOX IIiHHO-
CTi Ta CBITOITIAJHI YCTAaHOBKM, AKi BOHU PeNpe3eH-
TyBam. O6paHnit BEKTOp JOCIIIKEHHS JO3BONTD
IOTTMONTY HASABHI Ky/IbTYPOJIOTidHI 3HAHHA IIOAO
yHKIi HOBITHIX MucTenpkux Qopm, a TaKoX
CIOPUATMME YCBiJOM/IEHHIO IXHBOIO 3HAYYLIOCTi
U1 peakTyamisalil Ta pernpe3eHTalil KyabTypHOI
[aM SATi i1 iT€eHTUYHOCTI SIIOHIB.

AHani3 OCTaHHIX JNOCTiMKeHb i MyOmiKamiit.
ITomiTHe 3poCcTaHHA NONYIAPHOCTI aHiMe B Kpai-
Hax [liBHiyHOI AMepuky Ta 3axifHoi €Bpomn mpo-
TATOM Apyroi monoBuHM XX CT. BUK/IUKATIO iHTepec
J10 LIbOTO ABMILA MDKHAPOJHOI HAYKOBOI CIIIIbHOTH.

TBopn amoHcpkoi aHimMarii 1930-x — 1940-x pp.
BKJIOYHO 3 aHiMe IIpo MoMOoTapo posriajamiucsa
takumu daxisiamy, Ak [, Tayep (1986), X. L1su-10
(2010), 1. Knemenr (2013), II. [pasen (2014),
X. Xopi (2018) Ta M. Hosieni (2018). Koxen 3 nux
aBTOpIiB 3aIIPOIIOHYBAB [€Ta/li30BaHy aHAMITUKY
00pa3HO-CUMBOIYHUX CTPYKTYP LIX TBOPIB, a Ta-
KOXX MEXaHi3MiB PeTPaHC/IALIl B HUX K/II0YOBYX Te3
ATOHCBKOI HAIIOHAMCTIYHOI Mponaranau. Tum He
MEHII, IOCII/KEHHA MPOIIaraHAICTChbKOI aHIMaIiI,
1 30kpeMa TBOpiB po MoMOTapo, 3MiNICHIOETbCA
BUK/IIOYHO Y (opMari HayKoBOI peTPOCIEKTHBIL,
0e3 cripo6 BCTAaHOBJIEHHS CMMCTIOBMX 3B AI3KiB MiX
HuMu Ta aHive 2000-x — 2020-x pp (y 1. 4. «Benu-
KJM KYIIEM» ).

CpoHeH-aHiMe «Benuknii Ky, CTBOpeHe 3a Mo-
TMBaMI OfHOIIMeHHOI MaHry Eitiuipo Opn, cramo
IPeJMETOM iHTepecy HayKOBOI CIIJIbBHOTH IOpiB-
HJAHO HemofiaBHO. 3a iHdopmarie amepukaH-
CBKOTO iHTepHeT-BIfjaHHA ‘Anime / manga studies”
(Anime and Manga Studies, 2024), nepima HaykoBa
nyO/TiKallisl, IpUCBAYeHA PO3IVIALY LIbOTO CHOHEHY,
Oyna onpumopHeHa mure y 2011 p. €xuny 3adix-
COBaHy aBTOPOM CIpoOy BUSB/IEHHsS MeXaHi3MiB
¢yHKiionyBaHHA y «Bemkomy Kyuri» 06pasis i3
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Ka3kn «Momotapo» 3piiicHeno B crarTi M. Cinrxa
«Ogpiccess KyIbTYpHOTO HapaTMBY: KYIbTypHa pe-
npesenTanisa fAnowil y “Bemkomy kymi” Eitigipo
Opm» (Singh, 2021). Cnig 3asnaunty, mwo B my6mi-
Kallil 3allpOIIOHOBAHO AHAJII3 /MILE OffHIEl CHXKET-
HOI apKI1, a He aHiMe-cepiay 3arajoMm.

Taxum ymHOM, HOIpM Te, IO 3HAYHA YACTHMHA
HasBHIX HaYKOBMX IIpalb 3 Anime studies MicTuTb
IPYHTOBHY AHAJITUKy TBOPIB ANOHCHKOI aHiMaIllii
BOEHHOIO Ta IICIABOEHHOIO I€piofliB, MUTAHHA
110710 IXHBOTO 3B’5I3KY i3 Cy4acHMMU aHiMe (TBOpa-
MU YIIPOZIOBXX OCTaHHiX 25-30 poKiB) IOHMHI 3a/m1-
IIAETHCA HE BUCBITIIEHUM, LIO IIJICUTIOE aKTYaslb-
HICTb JOCTiKeHHS.

Mera cTaTTi — POSKPUTHM CMICIIOBi 3B SI3KM
MiX aHimMe mpo Momotapo 1930-x — 1940-x pp. Ta
CbOHEH-aHiMe «Bemykuit Kym» sk 3ac00iB peakTy-
ajmisanii Ta momyaApusanil CMUCTIB TpajuLiiHOL
KY/IBTYpU 11 iI€0MOTIYHUX YCTAHOBOK ATIOHCHKOTO
HallioHa/Ii3My B IIPOCTOpPI Bi3ya/bHOI KYIBTYpHU
Amnonii.

Metoponoriga mocmimkennsa. [loctasnena Mera
peani3yeTbcs 3a JOIOMOT0K KOMIIAPaTUBHOTO IIifI-
XOJIy, BUKOPYCTAHOTO /I 3iCTaB/IEHHA CIOKETHMX
MiHiil, 00pa3HOi ceMaHTMKY, LIHHOCTeil Ta imeo-
JIOTIYHMX KOHCTPYKTIB aHiMe, 110 JOCTIKYIOThCA.
BuyTpimHs crenudika KOKXHOTO i3 3a3HadeHMX
KOMIIOHEHTIB NOPiBHAHHA 3yMOBI/Ia HEOOXiHICTD
00’€IHaHHs MeTOJy HOPIBHANBHOTO aHATI3Y 3 iH-
MMM METOJAMU KYIbTYPONOTi9HUX HOCTIIKEHb.
3okpeMa, BUBYEHHS 0Opa3HOI CEMAaHTMKM Ta ife-
OJIOTIYHMX 3aCHOBKIB PO3INIAHYTHUX TBOPIB 3[iil-
CHIOBA/IOCA 1IIAXOM CHHXPOHi3al[il METO/IIB ITOPiB-
HAZIBHOTO Ta CTPYKTYPHO-CEMAHTUYHOTO aHAJI3Yy.
BonHouac y Mexax HoCmikeHHS LiHHICHOTO 6a-
31ICY aHiMe BMKOPUCTOBYBABCSA METOJ, MOPiBHAMb-
HO-aKCi0JIOTiYHOTO aHaIi3y.

ITonarTa «aniMe mpo MomoTapo» BBOJUTHCA
aBTOPOM CTaTTi AK y3arajbHIOOYa Ha3Ba aHiMe,
CTBOPEH)X Ha OCHOBI My/IbTUIUTIKALiitHOI 06p06-
KJ ANOHCBKOI HapopHoi Kaskm «Momorapo. Ilep-
CUKOBMIT XJIOIYMK», Y Tepion 3 1928 mo 1945 pp.
et umkn Hamivye 7 TBOpiB: «MoMoTapo Hemepe-
MoxxHui» (1928), «Hebecna mpuroga MomoTapo»
(1931), «IligBogna mpuroga Momotapo» (1932),
«Yopuuit xiT bansait» (1933), «Mopcbki opmu Mo-
MoTapo» (1942), Ta «MoMoTapo 60>KkecTBeHHi BOTHI
Mopsi» (1945). [lominbHICTh po3ILARY MepemideHnx
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aHiMe AK €IMHOIO Bi3yaJbHOIO TEKCTY KYIbTYpuU
OOIPYHTOBYETbCS HASBHICTIO iEHTMYHUX TeK-
CTY-IIepIIOJKEPETIA, CIKETY, 00pa3HO-CHMBOIY-
HOTO pALY Ta iieonoriyHoro 6asucy.

[ToBHi Bepcii ycix MynbTiNnbMIB LMKy BUK/IA-
nieHi youtube-kopucTyBayamy, a TakoX YKpaiHo-
MOBHa Bepcis cepiany «Bemvkuit Kym» € Ha caliri
Uakino.best. Lle hbopmye He /e npeameT foci-
IPKeHHS, a 1 10r0 eMImipidHy 6a3y.

Buxmag ocHOBHOro Matepiamy ROCTifPKeHHS.
3riffHO 3 HAIIMMM CIOCTEPEXEHHAMI, CIKEeTHI JIi-
Hii aniMe mpo MomoTapo Ta «Benukoro kyma» Bu-
OYOBYIOTbCS 32 IPVMHIMIIOM IMKIiYHOCTI. KoxeH
i3 TBOpiB BiATBOpIOE NOAII Kasku mpo MomoTtapo B
IOBHOMY 06cs3i abo i okpemi yactunu. [lepemik
LIMX eMi30/IiB BUIIAJAE TAKUM YMHOM:

1) MariyHe HapOIPKEHHS Ta LIBMAKE 3MYXHIHHA

Momorapo;

2) MomoTapo Jli3Ha€EThCA PO BUTIBKY OHi;
3) MomoTapo 3anydae Ha CBOI CTOPOHY TPbOX

TBApPUH-IIOMIYHMKIB (cobaKy, MaBIy i hazaHa);
4) sarin Momotapo Bupymae Ha Onirammmy (oc-

TpiB OHi), 3HEIIKOKY€e BOpora Ta TpiyMdanbHO

IIOBEPTAETHCA JOTOMY.

Cnip 3a3HaYMTH, 1O KiZIbKICTb emi3ofiiB Bapi-
I0BaJIacsl 3a/7€XHO Bil KOHKPETHOro TBOpY. IIoB-
HOMeTpakHuiT MynbrdineMm «Hebecna mpuropa
Mowmorapo» BidyamisysaB 2-i1, 3-1i Ta 4-11 emi3o-
nu, «lIligBogHa mpuropa...» — 4-11, «Mopcbki
opnn...» — 4-11, «boXecTBeHHi BOIHM MOPA...» —
3-11 Ta 4-it. [lepumit emison, moB’sa3anuit 3 obcra-
BYHAMM MAariqYHOTO HApO/PKEHHA Ta [UTMHCTBA
TOJIOBHOTO Teposi IMKITY, My 6a4uMo y TBopi «Mo-
mMoTtapo» 1918 p. B ycix 3a3HayeHnx BUIagKax npo-
BijHe MicIle BifIBOIMIOCA 4€TBEPTOMY €Ii30/0Bi,
Jie OMVICYBA/INCS YUCIeHH] 00JI0BI 3BUTAIU 3arOHY
Mowmorapo. Ctpiukn i3 cepii aniMe mpo MomoTtapo
dikcyBamm 300yTKM ANOHCHKOT apMii B 60poTh6i
i3 30BHIIIHBOI0 3arPO30I0, a TAKOX MOJIETIOBATIN
6axaHi creHapil CTOCOBHO IMOfanbIIol O ydac-
HUKIB 60ITOBMX [ill.

SlckpaBO BUpaKeHa MiTiTapUCTCbKa CIIPAMOBA-
HICTb IIMX aHiMe 3yMOBJ/IKOBAIacsA HarajbHOK II0-
Tpeboio SImOHCHKOI lep)KaBy B JeriTumisarii Kosmo-
Hia/IbHOI NOMITUKYM Ta KOHCOMifalii CyCIiNnbcTBa B
yMoBax fnoHcpKo-kuTaricbkoi Ta TuxookeaHcbKoi
BilfHM. 3yCWIIAMM JieP>KaBHOI IPOIIaraHy icTopisa
Momotapo Habyma 3Ha4eHHS CBITOITIAHOTO IIa-
6710HY, Y IKOMY BiffoOpakyBa/mica pori Ta GyHKIii

BCIX aKTOpiB IeONOITYHMX KOHQIIKTIB 3a y4acTi
Amnonii. «OKpiM 04eBUIHOTO NPOTUCTABIEHHA J0-
6pa i 3ma 1e crocyBamocs 60)KeCTBEHHOTO I10XO-
IDKEeHHA Ta IUIAXeTHoi Micii pacn fImaro, “Hamex-
HOTO MiCls’, IPM3HAYeHHA YCiX Fo6pocepaedHmx
ATOHII{B, HIDKYOTO CTATYCy Ta MAKeHCHKUX PYHK-
Iiif MEeHII LMBi/Ii30BaHUX HApoOAiB pemtu Asii, a
TaKOX JIeMOHIYHOI Ta 60ATy3MMBOI Ipypopu Hino-
ro Bopora», — pestomye J. layep (Dower, 1986,
p- 255). Tomy, monpu 36epesxeHHs CI0XKeTHOI MOjie-
J1i Ta TOZIOBHYX repoiB KasKM, y aHimMe mpo Momora-
PO BBOIMINCSA 1 iHII [1ifi0Bi 0cOOM Ta OKalLii, 1110
CUMBOJII3yBa/ peanbHi Hallil Ta iep>KaBI.

Y «Bemkomy Kymi» icropia MomoTapo posi-
TPYETbCA 3a JJOIIOMOIOK CIOKETHUX apOK — CY-
KYIHOCTi cepill, IIOB’SI3aHUX €MHOI0 CIOKETHOIO
niniero (Davis, 2015, p. 236). [IpsaMe 0TOTOXHEHHA
IPOTAroHicTa CbOHEHY 3 MOMOTapo 34i/ICHIOETbCA
JIUIIE TTifl Yac CKKETHOI apKM «KpaiHa BaHo», Ko
BiH TMMYacoBO BMKOPUCTOBYE IceBAoHIM «JIyd-
¢itapo» Ta Bupyurae Ha OHiraummy pasom i3 yn-
CeMbHOI0 apMielo corosHukiB. [Ipote mopibHicTh
CIOKeTHMX JIiHill Ta 6a30BMX 00pasHO-CHUMBOIMIY-
HMX KOHCTPYKTIB IIPOCTEXYIOThCA 3 EPLIO X cepii
IPUTOHULIBKOTO My/IbTcepiany. Posrianemo crap-
TOBY apKy cboHeHy (“Romance Dawn Arc”). Ilep-
IIa Cepif aHiMe PO3IOYMHAETHCA 3 TOTO, IO OfVIH
i3 wIeHiB exinaXxy Kpyi3HOro Kopabisi 3HaXOfUTb ¥
MOpi fiepeB’sHY KKy Ta HAMATa€TbCA OMPABUTI
il Ha may6y. A7e BOHa MajiKe Ofjpasy )X IOTpaIIie
no pyk Kob6i — ogHoro 3 miparis, ki arakyBamm
Kopabenb y TOVl caMmii MOMEHT, KO/ MaTpocaMm
BRanocst BUTATTH il 3 Bopu. [1ix yac posmosu Kob6i
3 [BOMA IHIIMMM YIeHaMM IipaTChbKOi KOMaHMU
IDKKa PalTOBO PO3MITAETbCA Ha JPY3KU 1 Ieper
IJIA/ja9eM BIIepIie II0CTA€ TOMOBHMIT IepOii YChbOTO
1BOpy — Mouxi [I. Jlyddi.

Leit ypuBoK sBIsg€ 00010 peiHTepHpeTaliio
TepLIOro enizony kasku nmpo Momotapo. Tak camo,
K 1 B Kaslli, 00CTaBMHY TePUIOl MOSBU TOMOBHOI
LiiifoBOi 0CO0M TBOPY IIOB’A3YIOTBCS 3 HEXVBUM
00’ekToM (mepcMK Ta JADKKa BIiANOBIHO), KMt
3HaXOAMTh iHUIMIT HepcoHaX. 3asHadeHa o6cTa-
BUHA TI0B’A3ye «Bemkuil Kym» He e 3 aHime
ab0 Ka3kor mpo MoMoTapo, a II 3 HApOJIHOI pe-
JIiri€l0 ANOHIIB. 3a CIIOCTEPEXEHHAMY BilOMOTO
sanoncbkoro donmbknopucta Teitro Viociau, Bipa B
O0)KeCTBEHHE ITOXOMKEHHA Ta MaridyHi BIACTUBO-
CTi IpeaMeTiB, 3HalleHNX Y Mopi abo piuli, foBorni



HOLIMPEHA Cepef} MEMKAaHIIiB Cy9acHMX ANOHChKIX
cemuy (Yoshida, 1981, p. 255).

HactynHmit ¢parMeHT HpUCBAYEHMIT PO3MO-
Bi Jlypdi Ta Kobi, mig yac sxoi 3’scOByHOTbCs
CIIpaBXXHi MOTUBM OCTaHHbOrO. BuABnA€TbCA, 10
Ko6i — 3Buuaitumit pubanka, sKuif OMMHUBCA HA
MipaTcbKOMY KOpaOsi BHACMITOK BUKpAfieHHS i
JIONIOMarae 3710YMHIAM BUKIIOYHO Yepes CTpax 3a
BJIaCHE JKUTTS Ta Oe3IeKy, CIPUYMHEHUI JiAMu
AnbBigu — KkamitaHa mipatiB. ¥ Taknit croci6 as-
TOp OKpecioe movarkosi poni Ko6i it AnbBimn sk
XepTBU Ta Bopora BifnosifHo. [Tepconax Kobi Bu-
KOHYE Ty caMy (YHKIIiI0, IO J1 HeHa3BaHi Ce/sH 3
KasKIf, a TaKOX IIepCcOHaxi aHiMe po Momorapo,
AKI 3BepTalOTHCA 10 HBOTO 10 TOIIOMOTY y 3B’A3KY 3
HECTIPOMOXKHICTIO CAaMOCTIIHO BIIOPATHCA 3 BOPO-
roM. Jliamor mepcoHaxxiB ob6puBae HecCHOfiBaHWIL
Hamaj, ATIbBiiM, AKMIl NepeTikae B CyTMYKY MK
Heto Ta Jlydodi, sxy Burpae nporarosict. Ilig yac
0010 aHTArOHICT 3aCTOCYBajIaA BEMIUE3HY METAJIeBY
TIJIVILO 3 IIMTIAMI, IO Haragye KaHabo — Tpaju-
LilfHMit eeMeHT 06pa3y OHi B AMOHCHKMX HAPOJ-
Hill niteparypi Ta mucreursi. Leit daxt Takox
00’efiHye 00pa3 AbBIM 3 HEMOHOIOTIYHUMMU 00-
pasamy KTy mpo MoMOoTapo, OCKiZIbKM B IeAKNX
MyIbTQiNIbMaX OHi, TONpyM aHTporomopgisosa-
HY 30BHIIIHICTb, 30epiranu TpaguiiiitHi BisyaabHi
aTpuOyTH AeMOHOOriYHOro 06pasy (porn). Takum
YJHOM, IIeplIa cepis CbOHEHY BiITBOPIOE B IIOBHO-
My 06cs3i 1-it, 2-i Ta 4-it enisogu GOMBKIOPHOTO
CIOXKETY, 3aBJICHOTO Ha II0YATKY BUK/IAJY.

Iopiil HacTynmHMX cloXeTHMUX apoK — «OpaHmX
Tayn», «Cemumie cupomy», «ApmoHr mapk», «Oc-
TpiB [lpam», «Apabacta», «Ckaitmis», «Tpusep
Bapx», «OctpiB pubomoneit», «[lank Xasapmy,
«[Ipecc posa» Ta «Kpaina Bano» — posroprarorbca
HABKOJIO TPOTYCTOSAHHA KOMaH/IM TOJIOBHOTO Iepost
Ta IXHIX COIO3HMKIB 3 PISHOMaHITHUMM 37I0YMHHMI-
MU YIPYIIyBaHHAMM, AKi 3aXONV/IN BIaJy B OCTPiB-
HUX JIepXKaBaX LUIAXOM 3[ifICHEHHA BiliCbKOBMX
nepeBoporis. [llopasy miparn Jlydpdi npubysaroTs
Ha OKPEMO B3ATHIT OCTPIB y 3B’A3KY 3 HEOOXifHiCTIO
CIiyBaHHA BM3HAYEHOMY MAPLIPYTY, AKNIl 3pelLll-
TOI0 Ma€ NPUBECTY IX [JO KiHI|eBOTO MicLenpu3Ha-
4eHHs IXHbOTO KamiTaHa. TuM He MeH1L, fiii repois
HeMJHYyYe IPUBOJATD [0 IX y4acTi B pi3HOMAHIT-
HYX Hal[iOHaTbHO-BU3BONbHUX KaMIIaHIAX OCTpPiB-
HIUX HapopiB. Po3B’si3ka KOXKHOI apKu 3 Ieperiky
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3HAMEHYE IOPATYHOK IIOHEBOJEHMX JXUTENIB Bif
CBaBI/UIA TMPAHIYHOTO IIPABUTENS, 11, Y OiIbIIOCTI
BUIA/IKIB, HPUXiJi 10 BIagM 0Ci, SKUM BAIOCH
BUOYAYBATH APYXKHi cTocyHKN 3 mipaTamu JIyddi.
OcraHHi, y CBOI0 Yepry, BiflirpaloTb posb MOOOPHY-
KiB COLia/IbHOI CIIPaBeJIMBOCTi, BU3BOMUTE/IB Ta
MuporBopuiB. Crlifi 3a3HAYNTH, IO ONIOHEHTH KO-
MaH/J IIPOTArOHICTa TaK CaMO Hafi/IAXThCA IeMO-
HIYHMMIY Bi3ya/lbHUMM aTpuOyTamu. Y 3B’A3Ky i3
UM, IIOCTa€ MoTpeda 3icTaB/IeHHsA KIIYOBUX 00-
pasiB «Bemukoro Kyma» ta aHiMe mpo MomoTapo.
JAK 1 mKinpHa jiTeparypa, MaHra, IJaKaTH Ta
KiHO, aHiMe po MoMOTapo Maju JIEriTUMi3yBaTn
icHyroumit colianbHMil TIOPAKOK Ta 3abesledyBa-
TV «IIATPiOTMYHE BMXOBAHHA» ANOHCHKOI MOJOLI.
Tomy o6pas Momorapo BifirpaBaB poib MOpasb-
HOTO €TaJIOHY § yOCOO/IeHHs AMOHChKOI Harlii. KoH-
CTpYIOBaHHA 00pa3y 3iliCHIOBaNOCA 32 OIOMOT 010
TaKUX KyIbTYPHMX MeXaHi3MiB, AK caKpajisalisa
(MomoTapo — BuKOHaBelb BO/i 6oriB), Tepoisa-
uis (MoMoTapo SIK 3aXMCHUK CIIPaBeINBOCTI) Ta
ineanizanis (MoMoTapo K B3ipelb My>HOCTi, 6e3-
KOPMCIVBOCTI, BiflJAHOCTI Ta IHIINX CaMypPaiiChbKMX
gecHoT). Sk 3asnauae [I. Jayep: «Ha maitmpocri-
IIOMY PiBHI ATIOHCHKI IIEJarOrM BBAXKa/IM MY)KHbO-
ro X/IOMYMKA-TIEPCUKA B3ipUEBUM /I MOTOAMX
SANOHIIB — BiH OYB MOJIOAMM, €HEpTriiiHUM, TI03K-
TYBHMM 1 HEOXUTHMM Y CBOEMY IIparHeHHi JOMOT-
TUCA CIPABEJIMBOCTI, IPUOOPKYIOUN CHIN 37A...
3 opHoro 60Ky, MoMoTapo MaB 60XKecTBEeHHe II0-
XOIKEHHS, I1J0 POOWJIO JIOTO ifjea/TbHUM CMBOIOM
SInoHii Ta ANOHNIB, AK 3a3HaYam QOMBKIOPUCTH,
BiH OyB TMM, KOTO B TPAaiUI[{ifHOMY CMHTOI3Mi Ha-
3MBa/MM apaxiToraMi — 00XXeCTBOM y MIOACHKil
nop06i. Xoua iforo Ha3BaHi 6aTbku Oynu 3BUYAlL-
HUMU JIIOAbMM, BiH BMABIAB [0 HMX IPUXIIb-
HiCTb 1 cuHiBCbKY maHOOMMBicTH» (Dower, 1986,
p. 252). Bopnouac anime mpo MomoTapo dikcysa-
IV CBITOITIAZHY CHUCTeMY KOODPAMHAT, BUOYLYBaHY
HABKOJIO ifiel mpoTucrabiaeHHsa AmoHChKol imMmepii
Ta JaxigHoro cBity. CroXeT KO)XHOTO TBOPY, 110T0
TIePCOHAXI, @ TaKOX Oy/b-AKi iHII 3HAKM Ta KOAH,
BMKOPUCTaHI iXHIMM PO3pOOHMKAMY, MaMN CIIpU-
ATY YKOPIHEHHIO B CYCII/IbHIN CBIJOMOCTI ANOHIIIB
OiHapHIX OIMO3NIIiT CBiif / 4yxuit, 60XecTBeHHe /
JIeMOHIYHe, TifiHe / HeTiJHe, TpeKpacHe / IOTBOPHE.
Y 3B’43Ky i3 I[1M, OKpIM ifiea/ri30BaHNX IepoiyHIX
o6pasiB MoMoTapo Ta i1oro TBapMH-IOMIYHVKIB K
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B3ipILIiB TiJHOI OBEJIHKI, BaXK/IMBa PO/Ib BiIBOAM-
JIacsi TAKOX PI3HOMaHITHUM 0OpasaM Bopora — pe-
npesentanTaM CIIIA Ta kpain 3axigHoi EBporm.

Kopndixanis ta perpancisnis inei Bopora i3
3axofly B COLIiOKOMYHIKaTMBHOMY IIPOCTOpi aHi-
Me 37Ii/iCHIOBanacs 3a JIOOMOTOK KOMOiHYBaHHS
pisHMX BUJIB XyZI0)KHIX 00pasiB, 30KpeMa JIeMOHO-
noriyaux (iHdepHaMbHUX), 300MOPHHUX, @ TAKOXK
06pasiB miparis.

CeMaHTMKA [IeMOHOJIOTiYHMX 00pasiB 3 aHi-
Me TIpo MoMOTapo ySromXyeTbcs 3 ANOHCHKUMMU
HApOJAHMMM BipyBaHHAMM Ta KYAbTYPHUMM CTe-
peoTIaMy, IMOB’A3aHVMM 3 «UYKMHLAMI». [[o
XVI cr. Taki OIiHOYHI KaTeropii, AK «4y>KMHELb»
Ta «ayTcaijep», OXOIUIIOBAMN IepefyciM MaH-
[IPIBHUX YEHIIiB, IIAMAHIB, KYII|iB, PEMICHUKIB Ta
THiepeceieHl|iB 3 iHIIMX HaceleHUX MYHKTIiB, KOTpi
He Ma/yi KPOBHUX 3B AA3KIB 3 MiCIIeBUMI MeIIKaH-
UAMU. [X yBaXKamu leMOHAMI, TEMHIMY YAK/TyHA-
MM, IIPOBICHMKaMM /IUX i BOJHOYAC BUXIAUAMMU 3
Tenmxiky — nerengapHoi kpainu 60ris, 4ygoTBOp-
LAMH, AKi IPUHOCATD Ya4y Ta JAPYIOTh Ky/IbTypHi
Omara. AM6iBaleHTHICTb ATOHCBKUX YAB/IEHD PO
YY)KMHIIIB CTa/la BATOMIM COLOKY/IBTYpHUM (pak-
TOPOM y MPOLeCi HAMAarOf)KeHHA IapPTHEPCHKUX
CTOCYHKIB Mix fmoHier Ta 3axofoM B €moXy nep-
IIMX KYAbTYPHMX KOHTAKTiB MDK HUMM, a TaKOX
1o 3asepureHHI0 JIpyroi cBitoBoi BiitHu (Dower,
1986, p. 235). Tum He MeHIL, y Iepiofu iHTEHCH-
dikarii izeonoriyHUX Ta MOMTUYHUX KOMI3iil MixX
CTOpoHaMy aMOiBa/leHTHi YsIB/IEHHs BUTICHAINCA
cyTo aHTaroHictmyHuMu. CeMiOTUYHI KOIM 0490p-
HeHH, JleTyMaHisallil Ta jeMoHisanii 6y cMucro-
YTBOPIOIYVMM €/IEMEHTaMI aHTUXPUCTUAHCHKOTO
IVICKYpCy B Tiepiof ciMabapcbKOro IOBCTAaHHA
(1637-1638), sixuit mepenyBaB 061 215-pivnoi ca-
MOi307111i1 SImoHii Biff KOHTAKTiB i3 30BHIIIIHIM CBi-
TOM. UMC/IeHHI NPUKIAaM iXHBOTO 3aCTOCYBaHHA
3HAXO[MMO B AHOHIMHOMY AHTUXPMCTUAHCBKOMY
manipecri «Kipimnran Monorarapi» («IcTopisa
XPUCTHAH»), CTBOPEHOMY 3 METOI CTMIMATH3a-
il afienTiB XpUCTUAHCHKOI KYIBTYPU AK «IUABO-
B y mopcbKiit mopo6i» (Paramore, 2009, p. 59).
Crparerisi cMHXpOHi3alii Ta OTOTOXXHEHHA [IEMO-
HOJIOTIYHNX 00pa3iB 3 0OpasaMy IpeJCTaBHUKIB
KpaiH-ONOHEHTIB AMOHCHKOI iMIepil BUKPUCTAII-
3yBajacsi Ha Mo4aTky XX CT., B emoxy Oesamens-
1IiifHOI TereMOHii ifleomnorii AMOHCHKOTO eKCIaHCio-
HICTCHKOTO HallioHanmisMmy. Tomy, AKIIO B cTpiyKax

«Momorapo» (1918) Ta «MomoTapo HemepeMOX-
Huit» (1928) 300paskeHHs OHi BIATBOPIOIOTH TPafiyi-
11iJ1Hy IKOHOTIOTi!0 06pasy, TO B MI3HIMINX KapTHHAX
BOHM Oinblle HaOyBalOTh aHTPONOMOPHUX PULC.
Hanpuxnazn, y «MoMoTtapo: 60keCTBeHHI BOiHU
MOps» (1945), OCTaHHbOMY aHiMe, CTBOPEHOMY 10
KamiTynanii AnoHil, mepcoHaxi-oHi MawTb JIHOf-
CbKY 30BHIIIHICTD, 30epiraroym Ipy L[bOMY JINIIe
OIVH TpajuLiitHuit aTpubyT 06pasy — poru. [Ipu
IIbOMY BiliCbKOBa (pOpMa Ta PeIIiky aHIICHKOI0
MOBOIO C/TYTYBa/I/i 3HaKaMU, AKi JO3BOJIA/N 1Ii/IbO-
Bill aypuropii ineHTndiKyBaTH 11i 300paxkeHH AK
CUMBO/II 30BHILIHIX BOPOTiB JiepXKaBI

3oomopdHi 00pasy BoOpora 3acTOCOBYHTbCA
B Mynbrdinemax «Hebecna mpuroga Momorapo»
(1931) ta «Hopuwmit kit banzait» (1933), me repoi
IPOTUCTOATh BEIMKOMY Op/Iy Ta YOPHIN MMIII
BifmoBinHO. IXHIMM aHTMIIOmAMM HOCTAOTb TBA-
punK-ioMiuHVMKY MoMoTapo (MaBmu, cobaxn, da-
3aHU, KPOJIMKIY, BEMEi), K Bigya/bHa metadopa
ATOHCBKOI apMii, Ta oCTpiBHI TBapuHMU (TiHTBiHY,
KNUTH, OITKM, HOCOPOTH, CTIOHY, JIEOLapAM, TUTPH,
6abyinu, oneHi) — yoco6neHHA TPUTHOOMIOBAHNX
HapoziB Cxignoi Asii (Hori, 2018, p. 190). Ha6y-
BaHHA HMMM QYHKII JeMOHONOTiYHMX 00pasiB
i3 miTepaTypHOi Bepcii KasKy CIIyIye iMoCcTpalien
CTparerii 3allO3MYEHHA ANOHCHKOK IPOIAraH-
JVUCTCHKOI0 MAIIVMHOK IONYIAPHUX 00pasiB ame-
PMKaHCbKOI MacOBOI Ky/IbTYpM I CUMBOIi3allil
TIlepeMOry Hajl eK3VUCTeHIiitHM BoporoM (Brenner,
2007, p. 56). Y mymbroinmemi «Hebecna mpuropa
Momorapo» 300pakeHHS OpJIa BKa3ye OFHOYACHO
Ha abCTPaKTHY ifieo iMIepcbKocTi (oper sk aHiMa-
MCTUYHMIT CMMBON 6araTrboxX KOMMIIHIX iMmepiii)
i na Cnomyueni [lItatn AMepukm K fepxaBy, 0
cIpuiiManacs ANOHLAMM AK IIPOBiHA pYyLIiiiHA
cunma 3axifHoro immepiamismy. Y MynbTdinbmi BiH
II0CTa€ K arpecop, 110 HallaJJa€ Ha OCTPiBHMX TBa-
puH (TIHTBIHIB Ta TIOZIEHIB), 3MyCUBIIN iX 3BepHY-
TuCcs 1o foromory go Momorapo. Ti cami pyHkii
TIOK/IaJIeHi Ha BE/VKY YOPHY MUIIY 3 MY/IbT(iIbMY
«Yopumit kit bansait». [i soBHiuHiit BurAA 36ira-
eTbcs 13 300paxenHaM Mikki Mayca — opHoro i3
CUMBOJIiB aMepPUKAHCbKOI IOI-KYNbTYpU. Y LIbOMY
My/IbTQUIBMI BiH Halajjae Ha YOPHOTO KOTA 3 He-
Ha3BaHOTO OCTPOBA, a/lé HAPAXKAETbCA Ha CYIPO-
TVB BUK/IVMKAHUX HYM IepoiB HAPOJHMX ANOHChKMX
Ka30K Ha yozi 3 Momotapo. Crifi 3a3HauuTy, 1110 B



6mTBi 3 «[lepcHKOBUM X/IOITYMKOM» YOPHA MUIIA
BIKOPUCTOBYE KaHa00, IIJ0 BKa3ye Ha I0r0 3B 30K
3 OHI.

[nenTnuHy ponb BifirpaBamum o6pasy mipatis
y HOBHOMeTpaXHOMY aHiMe «MoMoTtapo 6oxe-
CTBEHHMII BOIH MOps». Y TpeTili YaCTUHI MY/IbT-
¢inbMy ommcyoThes TOfii, sAKi, BOUEBM/b, Tepe-
JlyBa/y IOYATKy BU3BOIbHOI KaMmaHil MomoTapo.
Ha npuxnapi ingiiicpkoi nposinuii [oa aBrop imo-
CTpy€ €KCIaHCIOHICTChbKY IOMITUKY KpaiH 3axofy
B CxigHoasiiicbkoMy perioHi. Ane, Ha BiiMiHy Biff
IHIIMX aHiMe i3 LUK/, OKyIallid OCTpOBa 3[iiic-
HIOETbCA 3YCWILAMU KOoMaHAy mipatis. Ileit xpo-
HOTOII CIIYTy€ CIIOMYYHOK TaHKOI MiX aHiMe IIpo
Mowmotapo Ta «Benukum Kyuem», OCKiIbKI IipaTn
€ LJeHTPA/IbHOIO KATErOPi€0 MePCOHaXIB IOMyAp-
HOTO aHiMe-cepiay, HABKOJIO AKOi pO3rOPTAOThCA
Bci fioro xmo4oBi mopii. Koponisctso Toa — 6ats-
KiBII[/{HAa TOJIOBHOTO T'epos Ta Miclle 10ro IepIIoi
cyTnukn 3 miparamu. Ile Takox enmHa ocTpiBHa
Jiep>KaBa, Ha3Ba sKOI 36ira€Tbcsi 3 pealbHUM TO-
noHiMoM. Pernta xpaiH, AKi 3railyloTbCs B IIPUTOJI-
HUIIBKOMY CbOHEHI, IIOIPY HASABHICTb OYEBUJHMX
ICTOpMYHMX Ta NOMTUYHMX IIapazeneil, MawTb
IHII] HAa3BM, BUTAJJAHI CAMUM aBTOPOM.

BozHouac, 30omopdHi 06pasu «Bemikoro kyma»
BiJI3HA4a0ThCs O1/IBIION0 eTaTi3ali€elo Ta po3MaiT-
TAM. CepeJl IIepCOHaXIB Iji€l IPyny TPAIIAIThCA
IPECTABHUKI PEaNbHO iCHYHYNMX Ta BUIa/JaHNX
6iomorivHux BUAIB (KOpOI MOPS, KYHT-(Y AIOTOH,
OmaKuTHI TOpMUIN), «PPYKTOBUKM» — JIHORY, SKi
OTPUMAJIN 3[ATHICTD IIEPETBOPIOBATICA Ha TBAPUH
3aBIAKM CUJII IMABONBCHKUX IIIONIB, Ta MIHKU —
IIPeICTaBHUKM OKpeMOi pacu aHTPONOMOPQHIX
TBapuH. BogHo4ac, AK10 B aHiMe po MoMorapo
IPOCTEXYETbCS YiTKa AMepeHIialia mipaTchKuXx,
300MOPQHMX Ta JIeMOHOJIOTiYHMX 00pasiB, TO y
«Benmmkomy Ky1wi» mepcoHaxki MOXXyTb IOENHYBATH
O3HaK! IIPMHANMHI IBOX BUIB i3 I[i€l yMOBHOI K/1a-
cudikanil. SIckpaBuM IpPUKIAZOM KOMOIHYBaHHs:
pisHUX BUJiB 00pasiB ciyrye miparcbka KOMaHia
Kaiigo. Konnenuisa npesenTanii miei rpynm aHra-
TOHICTiB TaK caMo BUOyJyBaHa Ha OCHOBI CHHTe3y
AMOHCHKOI HAPOJHOI IEMOHOJOTIL 3 KY/IbTYpPHUMM
CTepeoTHIIAMIL, TIOB A3AHUMM 3 «IYXKIHIAMI». [In-
3aJiHJM [IEPCOHAXIB NOENHYIOTh Bi3ya/bHi €leMeH-
TY 30BHIIIHOCTI OHI Ta TBApMH.
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MiHKI BOJIOJIIOTH JIIOJCHKOI0 MOBOK, MAlOTh
pO3BMHEHE MICIEHHA 1 BMIilOTb BUIOTOBIATH
3HapAA/S Tpalji, IpeaMeTy MoOYTY, OfAT Ta JKIL
3a myuMu osHakamy 06pasy MiHKiB pe30HYIOTH 3
obpasamMy OCTpiBHMX TBapyH B aHiMe mpo Mo-
MOTapo. 3aBJAKM BUKOPMCTAHHIO KOJNOHia/lbHOTO
IUCKYPCY, aBTOPY IIPOIATaHANCTChKUX aHiMe IIifI-
KPeCTIoBalmu Ky/IbTypHY BifICTa/MiCTh OCTPiBHMX
HApOJiB MOPIBHAHO 3 «TOCKOHAMMI» AMOHLAMI.
Ax sasnavyae X. Xopi: «B To1 9ac AK MicIeBi Xu-
TeJli 3BefIeH] 10 3HAKIB IPUMITUBHOCTI, IPUPOSHMX
pecypciB Ta IOKIpHOCTI, 3HaKM LMBiMi3allii, Taki
SK TeXHOJIOriI, O[T, MOBHI HABMYKM Ta TUCLINIIIi-
HOBaHi pyXU, IOBA3YIOTbCA 3 ANOHIAMM, fKi, B
CBOI0 Yepry, ‘TPUPORHO” MiJKOPIOITh MiCIieBUX
xureniB» (Hori, 2018, p. 192). OxHak o6pasu MiH-
KiB CTyTyIOTb eKBiBaJleHTaMM 00pasiB OCTpiBHMX
TBapyH. BOHNM TaK caMo IOCTAalOTh y PO XepTBU
30poiiHOI arpecii 30BHIIIHBOTO BOpOra i BOGHOYAC
AKTMBHUX YYaCHMKIB BU3BO/MBbHOI 6opornbu. lep-
110rcTB0 MokoMo (fiep)kaBa MiHKiB) OIMHNIOCS HA
MeXi TOBHOTO 3HMILIEHH Yepe3 Aii miparis Kaigo,
ane 6yro BpsiToBaHe nipatamu Cosom stHoro Kare-
moxa. [Torpu Te, 110 anbAHC MiHKIB 3 mipaTaMu Ta
caMypasAMu KpaiHu BaHo mogaerbcsa aBTOpOM fK
piBHOIIpaBHE IAPTHEPCTBO YCiX CTOPIH, iXHi Bif-
HOCUHY BCe X BUOYIOBYIOTBCS Ha 3acajiax 4iTKOI
iepapxii. IIpaButeni reprorcrBa BU3HAIOTH cebe
Ta CBOIX MifjlaHMX BacajaMy IIPABIAYOl AMHACTI
ocTpoBa Bano. XpoHOTOI KpaiHM KOHCTPYIETb-
¢4 3a JOIIOMOIOI0 3HAKIiB Ta KOJiB, sIKi IIOB s3aHi 3
ANOHCBKOK KYIbTyporo nepiony Eno Ta Pecraspa-
uii Metinsi. TakuM 4MHOM, Y 3HAKOBOMY IPOCTOPI
«Bemukoro kymura» o6pasn camypais 3 kpainu BaHo
eKBiBajleHTHi 00pa3aM TBapuH-IOMi4HKKIB Momo-
Tapo 3 OIHOIMEHHOTO LIUKITY aHiMe.

Honyunsuuch o peiiny Ha OHirammmy, MiHKM
37e01/IBIIOTO MPOTUCTOATD HAIKBaTiiKOBaHIIIM
oiitsam 3 xomangu Kaiimo. Lleit dakr sacmyro-
BY€ Ha yBary, OCKi/IbKM iMeHa yCiX HalCMIbHIIIMX
mipariB 3 apwMil JIOHKO 3amo3u4eHi 3 aHIMNCHKOI
moBu: Jack, Queen, King, PageOne, Whos-Who,
Black Maria. [lepura Tpiitka mepcoHaxiB ¢popmye
oxpeMuit 6oitoBuit mixpospin mip Hassoto AllStars
(Big aHII. «yci 3ipku»). [HIIi 3ar0HM, 32 BUHATKOM
IPyTOro Ta TPEThOr0, TAKOXK MAIOTh AHITIIVICHKi Ha3-
Bi: Waiters («ouikyroui»), Gifters («obmapoBaHi»),
Pleasures («3amoBonenHs»), Numbers («4mcma»).

SZOZ ‘06 9NSSI ‘dulelyn Jo ainynd
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Kynbtypa Ykpainu, sunyck 90, 2025

Imena camypaiB kpainu Bano Ta 6inbiocTi MiHKiB
MalTh ANOHCbKe MoxomxeHHA: Kinemon, Momo-
HOCKe, [30, Inyapami, Hexomamyi Ta in., o mig-
KPEeC/II0€ OHTOIOTIYHMIT KOHTPACT MK CTOPOHAMU
KoHikTy. BinmosigHo, cucrema Bi3yanbHNX 3Ha-
KiB, SIKi J03BO/AIOTD ieHTH(IKYBaTH 300paXkeHHA
nipatiB-3BipiB K HpoeKil iHpepHamTbHNX 00pa3iB
OHi, JIOTOBHIOETHCA 3HAKOBUMI KOHCTPYKIIAMMU 3
IPUPOJHOI MOBH.

[Tiparu Kaiizo, Tak caMo, K i aMepMKaHCbKi COM-
naty 3 aniMe 1930-x — 1940-X pp., 306paxxyr0TbCs
AK JJIeMOHI30BaHi Yy>KUHILi, AKi CUJIO0 IiKOPIOITh
iHIi fAep>KaBy. YHACTIIOK IXHIX Ailf, Iif 9ac apkn
«KpaiHa Bano» Ha mepiumii riaH 3HOBY BUCYBa€Th-
c4 ified €HOCTI pi3HMX HApOMIB 3apajy CIiIbHOI
60poTbbM 3 iHO3eMHVUMY 3arapOHVKamu. OcTaHHI
X CBIIOMO HaJIiNAI0ThCA 0COOUCTICHNMM XapaKTe-
PUCTMKAMM Ta JiHTBICTMYHUMM aTpuOyTamm, fki
JI03BOJIAIOTh ACOL{IOBATU IX i3 IIpeACTaBHUKAMU
3axigHoro cBity. OTxe, 06pasu miparis Kaitno ta
00pasu oHi 3 aHiMe po MomoTapo MawTh ifjeH-
TIYHe (YHKI[IOHAIbHE NIPM3HAYEHH, IO TOJIATAE
B peaKTyalisalil KOJIeKTUBHUX YABIEHb Y MeXax
muxotomii Cxin / 3axip.

3 mornAfy LiiHHiCHOrO 3MicTy aHiMe mpo Momo-
Tapo AK COLIOKY/IbTYpHA TEXHOJIOTiA aKTyasisallii
11 peTpaHcALil GpyH/aMEHTaTbHIUX ONOXKeHb Tpa-
TUITIOHAMICTCHKOI ifeooril SIOHCHKOTO eKCIIaH-
CIOHICTCHKOTO HalliOHA/Ii3My BMCYBAa€ Ha IeEpLINil
I/IaH iHTepecu AMOHChKOI Halii. IIpoananisyemo
¢iHabHMIT KYIUIET MiCHI OCTPIBHMX TBapuH i3
MyIbTQimbMy «MoMoTapo: 6OoKecTBeHHI BOIHM
MOpsI»:

«O6orminbHa JOIOMOra — HIOPATYHOK BiJj 3HEMOTA,

CriiibHa npand i HacHara

Hac BegyTb 110 mepemoru.

Tyt i 3apas posnounimo

[ITax mo mepeMornu.

[lepemoxxe CxifHe LapcTBO IpedyzoBe!».

Cnip 3ayBaXnTy, 110 Mifi Yac BUKOHAHHA OCTaH-
HBOTO PsfiKa Ha €KpaHi 3 ABIAETbCA 300pakeHHS
npanopa fmoncekoi immepii, 3adikcoBane 3a mo-
IIOMOTOK0 6-CEKYH/JHOTO KPYIIHOTO IITaHy. 3a Jio-
IIOMOTOK0 KOMOiHAIil ayfiabHUX Ta Bi3yalbHUX
3HAaKiB aBTOP OKDECTIOE KOHTYpPM MOMITHUYHOIO
ineamy CxipmHoasilicbkoi cdepu cmiBIpoInBiTaH-
Hs — I1aHa3ifICbKOrO HaJj/IepXKaBHOrO 00 €THAHHS
Ha 4o 3 fnoHier, fAKe Majo 3BUIDHUTY a3iMChKi

HapOofM BiJ KOJIOHia/JIbHOTO THITY KpaiH 3axofy.
CriitbHa IpanA Ta IeMOHCTPATUBHE €JHAHHA TBa-
PUH, Ki pelIpe3eHTyI0Th pi3Hi kpainu CxigHoi Asii,
IOCTYNIIOKTHCA AK LIHHOCTI Yepes CIpUAHHA pea-
misanii ifeany. BogHoyac HapaTtus Ipo mepeMoru
apMmil MoMoTapo B pi3HUX JIOKALifAX 32 JOIOMOTOI0
MiCIIEBOrO Hace/IeHHA BiJ3epKa/Ioe iHIIy BU3HA-
Ya/IbHY [/ ANOHCHKOTO HAIlIOHA/II3MY iIeX0 KpOB-
HOI €JHOCTI AIIOHCHKOTO iMIIepaTOpa Ta yCiX 110ro
NiTaHNX — ORHOTO 3 (yHAMEHTAIbHUX ifje0so-
TYHMX KOHCTPYKTIB ATNIOHCHKOTO HalliOHA/Ii3MY.
IIporarom 1920-x — 1940-x pp. imea pacosoi
TOMOTEHHOCTI ANOHCHKOTO €THOCY, KYNIbTMBOBAaHA
iMnepcpkuMy ifeonoramn B mepui poku XX CT.,
Oy/a 3amMiHeHa Teopi€lo Joro pacoBoi ribpugHOCT,
1J0 BUKOPUCTOBYBA/IACA 3 METOIO JIEriTUMi3alil iM-
nepcbkux 3asixanb Kpainm Conng, o Cxoputs.
«Y fmoHii ;OBOEHHOrO Ta BOEHHOIO NEPIOAIB ifies
pacoBoi ribpugHocTi dhopMymoBanacs sk ¢opma
ANIOHCHKOTO HAIiOHAi3My Ta eceHIiamismy, 1o
IIPOTOJIOIIYBaja BUIICTh “SMOHCBKOI KpoBi” Ta
il 3jaTHICTh acUMIiMIOBATV iHIII €THIYHI TPymM Ta
Kynbrypu», — 3asHadae M. Ko (Ko, 2010, p. 13).
Tomy memMoHCTpallif MApPTHEPCHKUX BiTHOCHH MiX
3arOHOM MOMOTapo Ta YMCTIEHHMMM OCTPiBHUMI
TBapyHamu B aHiMe 1930-x — 1940-x pp. Bigirpasa-
JIa BOX/IVBY PO/Ib Y MiATPMUMIL 0QillifiHOr0 HapaTy-
BY 1JOZJ0 €FHOCTI yCiX HapoziiB AmoHChKOI iMIIepil.
Bopnouac akcionoriuna mkasna «Bemkoro Kyura»
BUOYOBYETbCS HABKONO iHAMBifya/lTbHNX >KUTTE-
BMIX IIparHeHb. IIpioputeTHe 3HaYEHHA HAJAETHCA
TaKMM IiHHOCTAM, fIK iHAWBiAyanbHa cBOOOM, ca-
MOPO3BUTOK Ta camopeaisanis. [Iporarosicr, wie-
HI JIOTO0 KOMaH/M Ta TepeBakKHa OiMbIIICTD IXHIX
BOPOTiB MalTh IEPCOHAbHI ILIi/i, AKMX aKTUBHO
HaMaraioTbcs focarTi. Ha movarky abo Hampykis-
I1i KOKHOI cepil aHiMe CeVio, AKUIT 03BY4y€ TONIOB-
HOTO Tepos, TpoMoBiAe $pasy: «f crany kopornem
mipariB», TMM CaMMM Harajyouu IAfaYeBi Ipo
ocobucti ambirrii mepconaxa. IIpote BIpopoBx ce-
piaty BiH, TaK caMo, K i 10r0 YMC/IeHH] COI3HUKMY,
HEOJHOPa3oBO [JEMOHCTPYE 3[aTHICTh MOCTYIIATH-
Cs1 BTIACHMMU iHTepecaMy 3apaj CHibHOro 67a-
ra. DakTUYHO CIOKET LIbOTO CbOHEHY BUOYZIOBAHO
TaKMM YMHOM, abM Jil KO)KHOTO WieHa MipaTchKoi
koManm JIydpdi ysromxysammca 3 inTepecam iH-
101, YncenbHimoi rpyny. Hanpuxiag, mporarosict
TIPUENHYETHCA 0 MiPaTCHKOTO a/IbAHCY, a0 37j071a-



i Kajio — ofHOro 3 HaliCU/IbHIIINX MepCOHaXIB
YCbOTO cepiany, AKII II0Ci/ja€ 3HaYHO BUIIIE MiClie B
iepapxXil mipaTChbKOro CTaHy, HDK caM IIPOTArOHICT.
ITepemora Haji HUM rapaHTYye MiIBUILIEHHA BIaCHOI
HArOPOMM 3a TONIOBY Ta TUTYN VIOHKO (3HAKM-CUM-
BOJIV BICOKOTO COLIia/IbHOTO CTAaTyCy B YHIBEPCYMi
«Bemikoro Kymar), a TaKOX YCYHEHHS CHIbHOTO
KOHKypeHTa B 60poTh6i 3a Tutyn Kopons miparis.
Orxe, NepLIONPUYMHOI0 TIOfil CIOXKETHOI apKu
«KpaiHa Bano» ctamm ocobucti iHTepecu mpotaro-
Hicta. TuM He MeH1, BupinranbHa 6UTBa MK Hipa-
tamu Comom’siHoro Kamemoxa (komaumoro MoHKI
I Jlydpdi) Ta ixHiMMU COXO3HUKAMM, 3 OZHOTO OOKY,
i miparamu-3Bipamn (komaugoro Kaiigo) — 3 iH-
IIOTO0, TIOJAETHCA ABTOPOM Y BUIIAML PEBOIIOLII,
iHiniitoBaHoi HapozioM Kpainu BaHo 3 MeTo10 IoBa-
JIEHHA BOEHHOI AMKTATyPy Ta IIOBEPHEHHA BN 1i
3aKOHHOMY IIPaBUTENIIO.

[IpiopureT KOMEKTMBHOrO Hayala Haj, iHAMBIi-
JlyaZIbHUM IJKPECIIOETCA 3 JONOMOIOK 3Ha-
KiB-CMMBO/iB. PO3ITIAHEMO 3aBeplIajbHy CLEHY
¢inanpHOI 61BN MiX JIypdirapo Ta Kaiigo. [Tepm
HDK 3aBaTyt BOPOTrOBi BMpILIANbHOTO yHapy, Te-
poit 6aunTh mepen co6OK BeMMYE3HY KilbKiCTh
IaNepoBMX JIXTapiB i3 HaNMCaMM, BUKOHAHUMMU
MeIIKaHIAMM Kpainy. KoxeH i3 ux Hamucis ¢ik-
cye 6axaHHs HasaBxau no36ytucs Kaityo Ta itoro
NpUOIYHMKIB. ABTOpP TEKCTY BMKOPWCTAB OINCA-
HII1 3HAKOBMUIT KOHCTPYKT, 100 3acBifunTy Bifmo-
BIJHICTb MK 0COOMCTUMM OaXKaHHAMM TOTIOBHOTO
repos Ta KOJEeKTUBHIMI IIParHEHHAMY MEIIKAHIIiB
Kpainy BaHo. AHa/IOTiYHMM YMHOM PO3rOPTAIOThCA
nopii apku «/lpecposa», ika XpOHOJIOTI4HO Iepeaye
«Kpaini Bano». Ilipatn Comom’stHoro Kamermoxa
BUPYLIAOTh Ha 0. JIpecposa mnd peamisanii 4ep-
TOBOTO €TaIly CBOTO IUIAHY, AKUIT Ma€ JO3BOMUTH
IIlepeMOrTH TipaTiB-3BipiB. 3ayM repois mepenoda-
YaB 3HUIEHHA GabpUKy 3 BUPOOHNUIITBA LITYIHUX
IABOIbCHKYX IIJIOAIB — TOJIOBHOTO JKeperna Bill-
cpKoBoi Mini anTaronicra. Hesabapom micia mpu-
OyTTsA Ha OCTpIB 0COOMCTa MOTHMBAILLisl TOIOBHOTO
reposi 3pocrae, ockinbku [lonkixor [Jodmaminro,
IpaBUTeNb OCTPOBaA Ta cor3HuK Kaiino, yrpumye
Y CBOIX pyKaX JVABOIbCHKUIL LI, AKNI Ha/leXaB
jioro 3arn6noMy HasBaHOMy Opary. 3pemiToro, Ta-
€MHe IIPOHVIKHEHHA 0 BOPOXOI fepxaBu obep-
TAETBCS BIIKPUTUM 30pOVHUM KOHQIIKTOM MDK
niparamu [loukixora ta Iliparamm Comom sHOrO

33

Kamnemoxa, AKi 0/my4aloTbcs 0 BU3BOMbHOI apMii
[lpecposu Ta moBcramux rnagiaropi. QiHanbHa
nyenp Mk JIydbdi ta Jodnaminro Binbysaerbcs B
Hebi HaJ| CITyCTOIIEHO0 BHAC/IIIOK /iiil aHTaroHicTa
Kpainolo. [1iff yac cBO€I 0CTaHHDbOI aTaKy repo’i 3ra-
JIy€ YMCTIEHHUX NIEPCOHAXIB, AKI IOCTPaXKIanu Bijl
pyk anTarosicra. binbiue Toro, Bunag JIlypdi gocsr
MeTJ JIMLIe MiC/IA TOTO, AK KOXeH ifeHTudikosa-
HMII IEPCOHAX Ta YMCIEHHI HeHa3BaHI TPOMaIAHI
JIpecposyt ry4HO BUCIOBU/IN JIOMY CBOXO IiATPUM-
Ky. Tomy, sAK i y Bumagky 3 Momorapo, mepemo-
ra KOMaH[[M IIPOTaroHiCTa IOJJAETbCA aBTOPOM Y
dopmi mifcyMKOBOro TpiyMQy KOMEKTMBHOI BOI.
Ile yHiBepca/bHMil IPVHIMVII, AKUII pealisyeTbcs
B YCiX CIOXKETHMX apKaxX IIbOTo CboHeHY. TakuM 4u-
HOM, aKCIONIOTi4He AP0 «BemKoro Kyura» reHepy-
€TbCs HABKOJIO iflel IpeBallOBaHHA KOJEKTUBHOTO
(cycminbHOrO) Havyasa Hajj IHAMBIYaIbHIM.

Inma obcTaByHa,
KY/IbTYPOJIOTiYHi INapajeni MK NPUTOSHUIBKUM
MYJIbTCepianoM Ta aHiMe mpo MoMoTapo — 3B’A30K
nporarosicra 3 HyMeHo3HNM. I1if gac 6ursnu 3 Kaii-
1o JIydbdi onmHA€TbCA Ha TOPO3i cMepTi, mpoTe 3a-
rajikoBa CIIa PATYE JI0To Bif 3aruberi it J03BOJIE
TIPOZOBXIUTH 1BOGII. Y TOIT 4ac AK repoii HOCTyIo-
BO NIPUXOUTD JI0 TAMM, Ha eKpaHi JIeKi/bKa pasiB
3’ ABJIAIOTBCSA TOpocel (Bif AL «90THPU CTapiiimm-
HI»). Biff HUX risiay gisHaeThes, [0 PKepeno Hajl-
IPUPORHMX 3[iOHOCTENl repos — AMUABONBCHKUIL
g «[yma-ryma» — poOuTb 110ro iHKapHaIiewo
consapHoro 6oxectBa Hiko, AKOMY HOK/IOHAIOTbCA
neski mepconaxi «Bemikoro xymay. [Tpaso Jypdi
(lybdirapo) Ha BTpyyaHHs y BHYTPIIIHi CripaBu
IHIIMX KpaiH, TaK caMo, AK i y Bumagky 3 Momo-
Tapo, CAHKLIOHYETbCA He JIMIIe OCOOUCTOR MO-
PAbHOI JTOCKOHAICTIO Teposd, a ¥ aBTOPUTETOM
CaKpa/bHOTO.

Caxpanizanis 06pasy MoMoTapo B ANOHCBKl
IpoIaraHji 3yMOB/IIOBanacsi HeOOXifHICTIO mif-
TPUMKM 3ara/IbHOJEP’)KABHOTO KY/IbTY ANOHCHKOTO
iMneparopa. 3rifHO i3 CMHTOICTCBKOIO TpamMIli€o,
3aCHOBHIKOM IMIIEpaTOPCHKOI JYHACTII BBaXKA€Th-
cs1 [I3iMMy — mpsiMmii Hamagok 60oruHi coHIyst Ama-
Tepacy. Apaxitorami (akimykami) — odiriitHuit
cTaTyc immeparopa, 3akpimnenuit Koncturyniero
SInoncpkoi immepii (Hitoshi). Tomy inmra ¢ynma-
MEHTa/IbHa JJI ANOHCHKOIO eKCIaHCIOHICTCHKOTO
Hal[iOHA/3My ifles KpOBHOTO 3B’SI3Ky iMmeparopa

sdKa JI03BOJSE BigHANTU
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3 ycima jioro miiernumm (KOKyTaii), ika akKTUBHO
KYy/IbTUBYBA/IacsA iIMIIEPCHKUMI il€0/I0TaMM, 32 3a-
MOBYYBAaHHSAM Iepefbadana Bipy B MeciaHicTudHe
NpY3HAYEeHHA ANOHCHKOI HaLlil Ta ii IpaBo BUpILIY-
BaTY JOMIO iHIIMX HapoxiB. MynbripmMu, y KX
iHmmit apaxirorami (MomoTapo) 3BibHAE YNCTIEH-
Hi OCTPOBM BiJl IeMOHI30BaHNUX COMJATIB 3aXigHNUX
KpaiH, /Juile HafaBaay UM CBITOITIAZHUM YCTa-
HOBKaM MatepianbHoi aneropuynoi gopmu. Tomy,
TOIIPY Te, 10 «BemKuit KyI» He 3BEPTAETHCA [10
KOHKPETHOI PEIriiHol TpafuLil Ta pernpeseHTye
IHIIY COLIOKY/IBTYPHY MApaJNUIMy, OGHAK Y HbOMY
30epiraoThcs JiesiKi CBITOI/LAMHI eneMeHTH, Hpef-
CTaBJIeHi B aHiMe ITpo MoMorTapo.

BucHoBku. 38’5130k MK aHiMe po MomoTapo
Ta «BemMKnuM Kyuem» 1onAra€ B HaABHOCTI CIIi/Ib-
HOTO TIePIIOfKEperIa, pelpe3eHTOBaHNX 00pasiB, a
TAKOX LIHHICHKX Ta ifeonorivyHux sacap. Li teopn
IIPOIIOHYIOTh IVIsfa4eBi mofiOHi Bepcil iHTeprmpe-
Taljil AIOHCHKOI HapopHOi Kasku «Momorapo», y
AKMX 3a JIOIIOMOIOI0 aJeropil 3MiMICHIOETbCA pe-
TPaHC/IALLA iI€0/0rii ATOHCHKOIO HAljiOHAIIZMY.

Akcionoriune Aapo «Bemkoro Kyma» Ta aHiMe
npo MoMoTapo CTaHOBIATH LIHHOCTI Ta ifeanu,
Opi€HTOBaHi Ha JJOCATHEHHA CIIIBHOTO (KOJeK-
TUBHOTO0) 071ara, 110 BO3BENMYYETbCA HAJ iHAMBI-
IyanbHUMM SKUTTEBMMM IIPaTHEHHAMMU KOXKHOTO

nepcoHaxxa. O6pasu Momorapo Ta Mouxi [I. JIyd-
¢i mogarTheA AK B3ipIli BOIHCBKIX YECHOT, @ TAKOX
PENpe3eHTy0Th CUHTOICTCHKII KOHIENT apaxiTo-
rami, IOK/IafIeHNiI B OCHOBY TPAaJMUiIHUX AIOH-
CBKUX BipyBaHb [P0 60)keCTBEHHE OXO/KeHHS iM-
1iepaTopa KpaiHiu, 10 € 3aCalHINYMM IIO0TI0KEHHAM
AMOHCHKOTO  €KCITAHCIOHICTCHKOIO HalliOHA/II3MY.
BopnHouac 3a gomomMororo ieMoHonoriuHyx (iHdep-
HaJIbHIUX), 300MOPQHMX Ta MpaTchbKux 06pasis aB-
TOpM LMX aHiMe aKTyanli3ylTb 6iHApHY Omo3uiio
«fnonia — 3axiay, AKa aKTMBHO KY/IbTMBYBaIacsa
ineonoramu fAnoncbKoi imMIepii.

IlepciekTiBY MOJANbIIMX JOCTHIKEHD 32 Te-
MO0 BOA4aloThcsA B po30yAoBi B Mexax HOCTIif-
HULBbKOI mporpamn Anime Studies, cxoosHaBcTBa
411 KIHO3HABCTBA OKPEMMX [JOCTITHULIBKUX HAIPs-
MiB, 30CEpePKEHNX Ha iJe0/I0TiYHiil KPUTUIL aHiMe
Ta NOPiBHANBHOMY aHa/li3i TBOPIB Pi3HMX IEPiOfiB.
[l peanmisauii niei ZOCHiFHUIBKOI IEPCIEKTUBA
IOL/IbHO 3BAXKATV Ha MOX/IUBICTDb 3a7y4eHHS Te-
OpETUKO-METOLOMIOIIYHOr0 IHCTPYMEHTAPII0 KY/Ib-
TYPOJIOTii fIK MOTEHIIIHOTO KOHIIENTyalbHOTO Oa-
3UCY JOCII/PKEHD aHiMe.
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VIRTUAL MUSEUMS AND THE TRANSFORMATION OF CULTURAL
EXPERIENCE: BETWEEN PRESERVATION, MEDIATION, AND INTERPRETATION

H. C. beppina
XapkiBcbKa AepkaBHa akafieMia Au3aiHy i MUCTeLTB, M. XapKiB, YkpaiHa
nadiia.bedrina@gmail.com

N. Bedrina. Virtual museums and the transfor-
mation of cultural experience: between preservation,
mediation, and interpretation

The relevance of the study. The article addresses the
growing need for a profound understanding of digital
transformation within museum practices, particularly
the shift toward virtual exhibitions. As digital curation
becomes increasingly significant in the context of
cultural heritage and audience engagement, this research
explores how these technologies reshape the interpretive
and experiential dimensions of museums.

The purpose of the study is to investigate how virtual
museums reshape cultural experience through the
interconnected processes of preservation, mediation,
and interpretation.

The methodology. A qualitative methodology was
applied, combining discourse analysis of curatorial
texts, comparative case studies of recent digital projects,
and critical evaluation of theoretical literature. The
selection of twelve representative sources was guided
by their contribution to contemporary museum studies
discourse, with particular focus on visitor participation,
interpretation, and visual culture.

The results. The research finds that virtual museums
not only extend physical accessibility but also introduce
new challenges related to interactivity, representation,
and narrative authority. Curatorial decisions in digital
spaces increasingly involve ethical considerations and
technological affordances, shaping how cultural content
is framed and consumed.

The scientific novelty. This study contributes to
the field by synthesizing recent international research
and proposing an integrated analytical framework for
evaluating digital exhibitions. It identifies a gap in existing
literature regarding the cultural and epistemological
implications of digital curatorship.

The practical significance. The findings are relevant
for museum professionals, curators, and designers of
virtual exhibitions. They offer insights into best practices
for enhancing user engagement and interpretive clarity
in digital heritage environments.

Conclusions: virtual exhibitions represent a dynamic
and evolving form of museum communication that

N. Bedrina

Kharkiv State Academy of Design and Arts, Kharkiv, Ukraine
https://orcid.org/0000-0002-8236-9463

requires interdisciplinary collaboration and continuous
methodological innovation. Future research should
expand into non-Western contexts and further develop
participatory and inclusive curatorial strategies in digital
settings.

Keywords: virtual  exhibitions,  digital ~ curation,
museum theory, visitors experience, cultural heritage,
interpretation, interactivity, representation, visual culture,
online museums.

H. C. Bedpina. BipryanpHi Mmysei Ta Tpancdopma-
Iis KyIBTYPHOTO AOCBily: MiXk 36epexxeHHAM, Mefia-
1[i€I0 Ta iHTepIpeTali€clo

Hocnimxeno Tpancopmarii MyseitHol AismbHOCTI B
yMOBax LMppPOBOI KyIbTYpH, 30KpeMa PO3BUTOK Bip-
TYa/lIbHUX BMCTaBOK. MeTOI0 PO3BifiKM € aHa/li3 BIUIN-
By IM(pPOBUX TEXHONMOTil Ha KypaToOpcbKi crpaterii,
iHTepIpeTaniiigi MAXoaM Ta B3aEMOJII0 3 ayIUTOPIEI.
Mertoponoris IpyHTY€ETbCA Ha AKICHOMY aHaji3i Kypa-
TOPCBKMX TEKCTIB, MOPIBHAHHI LM(PPOBUX My3eHMX
NPAKTUK Ta KPUTUIHOMY OITIAAL aKTyasIbHOI JiTepary-
pU 3 My3eilHUX CTYAil. Pe3ynbTaTi BUABAIOTH KIOYOBi
BUK/IVIKI, TIOB A32Hi 3 pelpe3eHTalli€lo, iHTepIpeTarieio
Ta 3a/Iy4YeHHAM KOPMUCTYBadiB y BipTyaTbHOMY Cepefio-
BuLli. HoBu3HA NONArae B LiMiCHOMY KyIbTypOJIOIid-
HOMY IIiIXOfii 10 aHa/i3y BipTya/bHOIO €KCIIOHYBaHHH,
NpaKTIYHe 3HAYeHHA — y (POPMYBaHHI aHaTiITMYHOTO
HiATPYHTA /1A OCMUC/IEHHS BIUIMBY LVU(POBUX TeX-
HOJIOTi/l Ha KYpaToOpcbKe MPOEKTYBAaHHA, CTPYKTYPHY
Oprasisaliio BipTyaJbHUX €KCIO3ULIN Ta MOJEN B3ae-
MOJIiI 3 ayuTOpi€l0, 1[0 MOXKe Oy TV BUKOPYCTAHE B IIPO-
1eci po3po6Ku My3eiHuX IudpoBUX CTpaTeriit.

KirouoBi cnoBa: sipmyanvhi sucmasku, yugposa Kypa-
Mopcvka Npakmuxa, myselina meopis, 00ceio 6i0sioy-
8aua, KymbmypHa cnaowund, inmepnpemauis, inme-
pakmusnicmo, penpeseHmauia, 6i3yanvHa Kynvmypa,
OHTAUH-MY3e].

The televance of the research topic. In an era
defined by digital transformation, virtual museums

have emerged as both a response to technological
innovation and a reconfiguration of how heritage

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



is accessed, represented, and experienced. The
global shift toward digitization — accelerated by the
COVID-19 pandemic — has challenged traditional
museological practices, foregrounding the role of
digital interfaces, online exhibitions, and remote
curation in shaping symbolic meaning. This topic
is particularly relevant as it intersects with broader
debates in cultural studies, museum theory, and
media theory concerning the mediation of heritage,
the construction of narratives, and the evolving role
of audiences.

Against this backdrop, the urgency of addressing
both theoretical and practical gaps in digital
museology becomes even more apparent. In the
context of the full-scale war against Ukraine, the
urgency of digital heritage preservation has become
especially acute. As cultural institutions face
destruction, displacement, or restricted physical
access, virtual museums offer a crucial means of
safeguarding and communicating national memory,
identity, and resilience. Investigating how virtual
museums transform visitor experience thus sheds
light not only on technological adaptation, but also
on fundamental changesin how societies engage with
memory, identity, and interpretation in conditions
of disruption and threat — both in the postmaterial
age and in times of war. This article argues that
virtual museums constitute a paradigmatic shift in
curatorial logic, whereby meaning is co-produced
through interface design, user agency, and non-
linear narrative structures.

Problem statement. The rise of virtual museums
has not only expanded access to cultural heritage,
but also introduced fundamental shifts in the
ways heritage engagement is structured, mediated,
and interpreted. While digital platforms offer new
opportunities for preservation and presentation, they
also raise critical questions about the authenticity
of engagement, the role of curatorship, and the
nature of museum knowledge in dematerialized
environments. The problem lies in the fact that
many existing theoretical frameworks remain
grounded in assumptions tied to physical museum
space — material presence, linear narratives, and
fixed authorship — which may no longer fully apply
in virtual contexts.

Addressing this gap is essential for both
theoretical understanding and practical application.
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On the one hand, museum professionals must adapt
their curatorial strategies to align with new modes
of interaction and meaning-making. On the other,
scholars in cultural studies and museum theory
need refined conceptual tools to critically assess
how digital mediation reshapes collective memory,
identity formation, and public access to museum
collections. By exploring the transformation of
visitors’ meaning-making through virtual museums,
this research contributes to the development of
more responsive, inclusive, and interpretively open
models of heritage communication.

Recent research and unresolved questions. The
digital turn in museology has prompted significant
scholarly attention to how virtual technologies
reshape the ways heritage is preserved, mediated,
and interpreted. Foundational works such as
Bennett’s The Birth of the Museum (1995) and
Hall's Representation (1997) have established
critical frameworks for understanding museums
as ideological and cultural institutions. Hooper-
Greenhill (2000) extended this conversation by
emphasizing the interpretive dimensions of museum
communication, while Bal (2022) introduced
visual and narrative analysis as tools for decoding
exhibitionary display.

More recent studies have examined the
implications of digital technologies for curatorial
practice and audience engagement. Witcomb and
Message’s Museum Theory (2020) and Giannini and
Bowen’s Museums and Digital Culture (2019) offer
comprehensive overviews of digital heritage theory
and practice. Lubar (2017) and Garcia Cepeda
(2020) explore curatorial authorship and exhibition
design in physical and virtual environments, while
Cameron (2007) highlight new perspectives on
digital mediation, accessibility, and innovation.
Research by Lu et al. (2023) presents an empirical
model of technological evolution in visitor
experiences, and Vom Lehn and Heath (2005)
critically assess how interactive technologies affect
perception and social interaction within exhibitions.
Policy-oriented analyses, such as the Nesta, School
of Journalism, Media and Culture and Cardift
University report (2019), address the practical
challenges of implementing immersive technologies
in museums and heritage spaces.
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While Ukraine has its own museum science, this
article draws primarily on international academic
literature due to the lack of extensive theoretical
work in Ukrainian studies specifically focused on
virtual museums and their cultural implications.
The selected sources reflect globally recognized
debates in cultural theory, museology, and media
studies, and provide the conceptual grounding
required for analyzing cultural experience in digital
environments.

In parallel, questions of epistemology, authority,
and interpretive openness remain underexplored.
While much has been written about digitization and
access, less attention has been given to the meaning-
making logics of interface design, narrative framing,
and the shifting roles of users and curators in the
production of meaning.

This article addresses these gaps by focusing on
virtual museums as sites where cultural experience is
not simply digitized, but fundamentally restructured.
It examines how digital environments transform the
conditions of preservation, shape the mechanisms
of mediation, and challenge conventional models of
interpretation.

The purpose of this article is to investigate how
virtual museumsreshape cultural experience through
the interconnected processes of preservation,
mediation, and interpretation. The research
objectives: to determine how digital technologies
and virtual platforms are changing traditional
approaches to the preservation of museum objects
and how this affects their authenticity; to examine
the role of interfaces and digital design in shaping
access, presentation, and content of virtual
exhibitions; to analyze how the ways of creating
meaning change in the virtual environment,
particularly through visitor participation and
various formats of material presentation; to
identify the main challenges for virtual museums
related to accessibility, representation, and the
commodification of heritage.

Conceptual framework of the study. The study
of virtual museums as cultural environments
emerges at the intersection of multiple academic
conversations on representation, interpretation, and
institutional authority. This paragraph outlines the
conceptual background that frames the museum
not merely as a space of display, but as a discursive
structure that produces and organizes meaning.

In early museum theory, the museum is
understood as a site of ideological construction
and knowledge production — a framing advanced
in foundational works by Bennett (1995) and
Hall (1997), who argue that cultural institutions
participate in shaping social narratives through
structured forms of representation.

Building on this, Hooper-Greenhill (2000)
explores how museums act as interpretive
environments, suggesting that meaning is not
inherent in objects, but emerges through systems
of classification, visual display, and audience
interaction. Bal (2022) complements this approach
by proposing a method of “image-thinking’, treating
exhibitions not just as containers of content, but as
critical narratives shaped by curatorial choices and
visual logic.

Contemporary research extends these ideas into
the digital sphere: Giannini and Bowen (2019)
examine how digital tools reconfigure spatial and
semantic structures in museums, while Witcomb
and Message (2020) focus on the transformation
of authority and participation in digitally mediated
cultural institutions.

Together, these theoretical positions construct
a foundation for understanding virtual museums
as not only technological environments, but as
exhibitionary interfaces that produce meaning
through interpretation, mediation, and design.
This conceptual foundation allows us to examine
how virtual museums operate across different
formats and platforms in the contemporary digital
landscape.

Virtual museums in contemporary culture. The
term virtual museum encompasses a broad spectrum
of digital platforms that present, interpret, and
disseminate cultural heritage. These include online
archives, interactive 3D tours, augmented or virtual
reality experiences, and gamified environments.
Unlike physical museums, virtual counterparts often
lack a fixed location, operating instead as dynamic,
networked interfaces that reconfigure how users
engage with heritage artefacts.

Typologically, virtual museums can be categorized
into several formats. Online archives prioritize
access and searchability, functioning as digital
repositories with metadata-rich databases. 3D tours
simulate the spatial logic of traditional exhibitions,



enabling users to “walk through” curated spaces
from remote locations. More experimental platforms
adopt gamified or immersive designs, incorporating
narrative quests, avatars, or interactive storytelling
elements that turn users into co-creators of
experience.

Beyond their technical forms, virtual museums
also reshape the museums function in cultural
construction. Hall (1997) conceptualizes culture as
a site of meaning-making where representations are
continuously contested and negotiated. From this
perspective, the museum is not a neutral container
of knowledge but an active agent in framing
historical narratives and identities: “The emphasis
on cultural practices is important. It is particlpants
in a culture who give meaning to people, objects and
events” (p. 3). Bennett (1995) extends this view by
situating museums within broader governmental
and pedagogical apparatuses that produce particular
kinds of heritage subjects: “«... the public museum
exemplified the development of a new ‘governmental’
relation to culture in which works of high culture
were treated as instruments that could be enlisted
in new ways for new tasks of social management»”
(p- 6)

In digital environments, these cultural functions
become even more complex. With the decentering
of the physical artefact, the emphasis shifts from
object preservation to user interaction. Interfaces,
databases, and narrative paths replace the authority
of the display case. This reflects a broader epistemic
shift: the museum becomes not just a space for
viewing objects but a medium for generating
meaning through experience design, interactivity,
and user participation.

In this context, the virtual museum functions
simultaneously as an archive, interface, and
discursive space — one that redefines how culture
is curated, accessed, and imagined. One of the
most visible impacts of digitization is in the realm
of preservation, where digital logic reshapes not
only access, but the very meaning of keeping and
transmitting artefacts.

Preservation: digitization and the aura of the
object. Virtual museums redefine the concept of
preservation by challenging the traditional focus
on the material integrity of artefacts. In contrast
to conventional institutions, where preservation
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relies on physical conservation and environmental
control, digital museums emphasize continuity
through replication, metadata, and interface logic.
This postmaterial shift foregrounds not the artefact
itself, but its digital representation — endlessly
reproducible, malleable, and accessible beyond
spatial and temporal constraints.

The implications for authenticity are profound.
Drawing on Benjamin’s notion of the “aura’, Bal
(2022) suggests that digitization does not necessarily
strip museum objects of their value but reconfigures
it within new technological contexts: “The specific
attraction of an exhibition based on the spatialisation
of a film may well be the complicating ways in
which narrative is broken up, so that no story is
maintained, yet, narrativity — with its dynamism,
movement, time, durational effects — can even
become stronger»” (p. 84).

This reconfiguration is not neutral; it changes how
objects are experienced and remembered. Hooper-
Greenhill (2000) adds that meaning is always
mediated in museums — a condition amplified in
virtual settings, where mediation is technological
as much as curatorial: “The biggest challenge facing
museums at the present time is the reconcep-
malisation of the museum/audience relationship”
(p.- 1.

Rather than being peripheral tools, digital
platforms become central actors in shaping
heritage. Lubar (2017) discusses how curation shifts
from object-centric display to the management of
metadata and narrative structures. As he explains:
“There’s a long history of artists making art of
museum exhibitions. Sometimes this is literal:
paintings and photographs of the galleries. But some
artists go beyond that, remaking the exhibition as
their art. They turn the tables on the museum and
put the museum itself on display, revealing the
choices made, objects included and not included,
history told or silenced. They expose the museum’s
mechanisms. Institutional critique reveals the
people, ideologies, and interests behind the scenes»”
(p. 325).

Similarly, reports by Nesta, School of Journalism,
Media and Culture and Cardiff University (2019)
illustratehowimmersiveand interactive technologies
extend the idea of preservation into realms of
simulation, allowing virtual reconstructions of

SZOZ ‘06 9NSSI ‘dulelyn Jo ainynd




40

Kynbtypa Ykpainu, sunyck 90, 2025

destroyed or inaccessible artefacts. Yet these
reconstructions prioritize visual coherence over
material fidelity, thus privileging user experience
over physical accuracy (p. 15).

In this context, preservation becomes a dynamic
cultural practice, embedded in interface design,
narrative structure, and institutional ideology. The
virtual museum is not merely a digital vault but a
storytelling system that encodes decisions about
what is remembered, how, and by whom. However,
preservationisonly oneaspect of this transformation;
equally important is the role of digital mediation in
shaping how content is perceived and experienced.

Mediation: interface, access, and narrative
control. As digital museums foreground simulation
and interactivity, mediation emerges as a key
concept in understanding how users engage with
heritage. Unlike physical exhibitions, where spatial
arrangement and architectural flow guide the
visitor, virtual museums rely on screens, code, and
interaction logic to deliver cultural meaning.

Interfaces are not passive tools; they structure how
content is accessed, interpreted, and emotionally
registered. Vom Lehn and Heath (2005) warn
that digital technologies, while offering flexibility,
may also fragment attention and isolate users,
undermining the social dimension of museum visits.
This transformation affects not only how content is
received but also who controls its framing (p. 8-9).

Garcia Cepeda (2020) emphasizes that interface
design itself carries curatorial authority (p. 20). By
embedding choices, narratives, and interaction
flows, designers limit interpretive autonomy even as
they simulate openness. Giannini and Bowen (2019)
extend this critique by identifying the interface as
a semiotic filter that directs perception, assigns
hierarchy, and signals value (p. 5).

Cameron (2007) underscores the cultural and
political dimensions of digital heritage mediation,
arguing that technologies not only transmit content
but also actively shape interpretive frameworks
and institutional authority. As he observes:
“Contemporary discussions on the impact of
multimedia technologies on museums tend to
assume a radical difference between the virtual and
the material world, a difference that is conceived in
terms of a series of oppositions. The material world
carries weight — aura, evidence, the passage of time,

the signs of power through accumulation, authority,
knowledge, and privilege. Multimedia, on the other
hand, is perceived as the ‘other” of all of these —
immediate, surface, temporary, modern, popular,
and democratic” (p. 35).

Thus, mediation in virtual museums is not a
neutral transmission of knowledge but a system of
cultural encoding — one that blends curatorial vision
with technological constraints to shape how history
is encountered and understood. While mediation
addresses access and framing, interpretation raises
deeper questions about how users make meaning
within digital heritage environments.

Interpretation: meaning-making in virtual
space. Virtualmuseumsdonotonlydisplaycontent—
they co-create meaning through participatory and
multimodal structures. Interpretation shifts from
fixed, curator-led narratives to user-responsive and
often decentralized forms of engagement.

Hooper-Greenhill argues that all interpretation is
context-dependent and contingent (2000). In digital
environments, this contingency is heightened:
hyperlinked navigation, branching storylines,
and user-controlled sequences multiply possible
readings. Halls model of representation supports
this dynamic, proposing that meaning emerges
through negotiated codes between producer and
receiver (Hall, 1997, p. 15-17).

Witcomb and Message (2020, p. 321) highlight
the dialogic potential of digital heritage, noting how
multiple voices and perspectives can coexist within
the same platform. This shift away from singular
authority reflects broader trends in cultural theory
toward polyvocality and inclusion. However, as Lu
et al. demonstrate, user freedom is never absolute;
digital experiences remain bounded by design logic,
platform architecture, and institutional intentions
(Luetal., 2023, p. 155; 161).

In sum, interpretation in virtual museums
is co-produced. It results from the interplay of
technological mediation, curatorial strategy, and
user interaction — a field of meaning-making where
control and creativity constantly negotiate their
boundaries.

Challenges and critical reflections. Virtual
museums raise new sets of cultural, ethical, and
political challenges that demand critical scrutiny.
One major concern is the politics of access. While



virtual platforms are often celebrated for their
inclusivity, digital inequality persists across regions
and communities. Unequal access to technology
and broadband infrastructure limits participation,
reinforcing existing cultural hierarchies.

Equally pressing is the issue of representation.
As virtual museums digitize and circulate heritage,
questions arise about whose stories are told and
whose are omitted. While some platforms aim to
amplify marginalized voices, others risk reproducing
dominant narratives under the guise of neutrality.

The commodification of heritage is another source
of concern. When cultural materials are reformatted
for online consumption, they can become
“content” — stripped of context and embedded in
market logic. This raises ethical questions about
the ownership and commercialization of cultural
memory.

Finally, ethical dilemmas emerge around
authenticity, intellectual property, and cultural
context. Who owns a digitized object? What happens
when sacred or sensitive items are made globally
accessible? How can virtual museums respect the
meanings embedded in physical artefacts while
using them in new, digitally mediated ways?

These challenges suggest that digital heritage is
not just a technical matter but a cultural field shaped
by power, ideology, and design. Critical engagement
with these tensions is essential for ensuring that
virtual museums remain inclusive, ethical, and
culturally meaningful.

Conclusion. The study confirmed that virtual
museums significantly transform the cultural
experience of visitors, integrating the processes of
preservation, mediation, and interpretation into
new forms. Digital technologies reshape traditional
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approaches to preservation, shifting the focus from
physical authenticity to digital representation,
which provides broader access but simultaneously
raises new questions regarding accuracy and ethical
presentation. Interfaces and digital design have
become key tools in shaping content, determining
how users perceive and interact with material. In the
virtual environment, meaning-making takes on a
participatory character, allowing visitors to become
co-creators of the experience while maintaining the
influence of curatorial decisions. At the same time,
significant challenges remain, including unequal
access to technology, representation of diverse
groups,and therisk of heritage commodification. The
findings highlight the need for further development
of the ethical and methodological foundations of
digital curation to ensure inclusivity, authenticity,
and cultural relevance of virtual museums.
Directions for further research. Further
research could explore how virtual museums
function in diverse cultural and socio-political
contexts, particularly in underrepresented or non-
Western regions. Comparative studies may reveal
how local heritage values influence the design
and interpretation strategies of digital exhibitions.
Additionally, longitudinal studies examining how
user interaction evolves over time could provide
insights into the sustainability and long-term impact
of virtual museums. Another promising direction is
the investigation of ethical frameworks for digital
curation, especially in relation to contested histories
and marginalized voices. These areas offer rich
potential for expanding the theoretical and practical
understanding of virtual heritage environments.
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XAPAKTEPUCTUKA CNELIANIBHUX CLEHIYHUX NOAINA
Y MPOLIECI KY/IbTYPOTBOPEHHSA: ICTOPIOTPA®IYHUIN ACNEKT
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O. Konyov. XapakTepucTHKa CIeliaTbHUX CLeHiY-
HUX IOfiil y mpoleci KyTbTypOTBOPEHH: icTopiorpa-
diunnit acexT

Y crarTi pefcTaBNIeHo METONOMOTIYHI Ta TePMiHO-
JIOTIYHI aCIeKTN JOCIIIKEHH: Teopil I IPaKTUKI ClIe-
I[ia/IbHMX CLEHIYHUX TIOfIi}l y IpOLeci Hal[iOHaJIbHOTO
KYNIbTYPOTBOPEHHA. 3[IiJiICHEHO PO3IIOf [PKeper 3a Me-
TOJOJIOTIYHOK BMBA)KEHICTIO HAYKOBOTO JOCTiJKEHHS,
32 JOLiIbHYMY METOJAMU Ii3HAHHA COLIOKYIBTYPHMX
ABUILY Ta MPOLECiB, 32 0COONMMBOCTAMMU KYIbTYPOTBOP-
4OCTi Ha CY4aCHOMY eTaIli po30yaoBH fiepKaBl, 3a CIie-
uudikoo0 y3arajbHeHHA CIellia/lbHUX MOpiN (iBeHTiB),
30KpeMa ClieHIYHNX. BusHaveHo, 1o nogioHe marpyHrs
€ JOLIIbHUM I HOfA/IBIIOTN0 aHaMi3y IpoOIeMaTyKy
3aCTOCYBaHHA e(eKTUBHMX 3aCO0iB CY4acCHMX IOfi€-
BUX TexHONOril. [IpoBifHNM MeTORONOriYHMM MifXo-
JIOM [IOCTi/KeHHA OOIPYHTOBAHO Ky/bTYPOMOTidHIIA,
10 BMOXK/IMBIIOE aHAMi3 ABMILA B KYIbTYPi, BUBUEHHA
3B’S3KiB iBEHTY 3 elleMeHTaMy CUCTeMM KyIbTyPOTBO-
puocTi, BusiBneHHs crenudiky iforo epekTUBHOI opra-
Hizanil. Crierfia/ibHa ClieHiYHA MOMiA PO3IMANAETBCA AK
CIUTAaHOBaHe B yaci 11 mpocTopi sBuije (iBeHT), siKe Mae
CUMBOJIIYHUIT KaIliTasl, IiHHiICHE CIPAMYBAaHHA, CIIPO-
MOKHE BPasUTHU Y4acCHMKIB 3ac00aMu TepeBaXKHO Clie-
HIYHOTO MUCTELTBA, CTUMY/IIOBATY iX [0 Y4acTi B Iepe-
TBOPEHHAX Y IIPOCTOPi CY4aCHOI KYIbTYPIL.

KitouoBi cnoBa: xynvmypomeopenHs, cheyianvHa cie-
HiuHa no0is, OxepenvHa 6a3a, HAYK06ULl nioxio, Kyavmy-
ponoziuna napaduema.

O. Zholud. Features of the research of special
stage events in the process of culture creation:
historiographic aspect

The article deals with an important scientific issue
related to reviewing the capabilities of culture sphere
regarding support of various social groups under
conditions of martial law. Scientific review is currently
focused on supporting the defenders and affected
communities by means of providing social integration
and consolidation. Under these conditions it is necessary
to scientifically master the source base for studying
special stage events during the process of national
culture creation and to study all components and the
phenomenon as a whole.

0. Zholud

Kharkiv State Academy of Culture, Kharkiv, Ukraine
http://orcid.org/0009-0000-0879-6005

The purpose of the article is to present the source
base for studying contemporary special stage events
within the context of national culture creation, analyze
it and define theoretical priorities that enable systematic
solving of the issue of modernizing cultural event
practices.

The methodology is based on cultural studies
paradigm, contemporary concepts regarding cultural
policies, as well as phenomenology, axiology, and
anthropology approaches, which create the foundation
for scientific developments and their focus on systemizing
scientific research of reality in the culture and philosophy
context.

The results are: selection of scientific sources, which
create the foundation for researching special stage events
during the process of national culture creation, was
generalized, the concept of wartime events as formats of
creating culture capital, as well as the factor of moving
towards developing the culture sphere and participation
of social groups in this process, was deepened. Special
stage events phenomenon was reviewed through the
prism of emotional perception, space, eventfulness and
artistic balance.

The scientific novelty consists of determining and
generalizing the source base for studying special stage
events during the process of national culture creation,
separating the sources by scientific understanding
levels and depth of analysis of contemporary events
phenomenon, and structuring the achievements
of scientists by qualities, which will act as logic of
illuminating the leading scientific basis of our research.
A special stage event is considered as a phenomenon
(event) planned in time and space, which has symbolic
capital, a value orientation, capable of impressing
participants using mainly stage art, and stimulating them
to participate in transformations in the space of modern
culture.

The practical significance lies in establishing
prerequisites for planning and implementation of special
stage events, which possess symbolic capital and will act
as basis for culture creation process during wartime.

Keywords: culture creation, special stage event, source
base, scientific approach, cultural studies paradigm.

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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ITocTanoBKa mpo6nemy, ii aKTyanbHIiCTb i 3B’4-
30K i3 BOXINBUMM NPAKTHYHNMM 3aBJaHHAMM,
3HauYeHH: BUpimeHHsa npo6memu. CydacHnit Kyb-
TypOTBOpYMIL Ipoliec B YKpaiHi nmepeOyBae B cTaHi
OKOpiHHOI TpaHCchOpMallii, 3yMOBJIEHO] CIIIECKOM
HalliOHA/IbHOI i CYCIIIBHOI CBIJOMOCTI ITijf 9ac IOB-
HOMAcCIITAaOHOTO BTOPTHEHHA Ta J>KOPCTKUX [l
BOpOI'a Ha TEPUTOPIl HALIOI HEe3a/TEXHOI Iep>KaBIUL.
Ile cynmpoBOmKYeTbCA KapPKOIOMHMM 3/1aMOM II0-
TIepefiHiX yCTaneHnX MpoLeciB AismbHOCTI y cdepi
KY/IBTYPH, 3MiHOK TIpiopuTeTiB i paxropis Oesre-
KI. YIpaB/liHHA IpoLecaMy, ABMILAMM, HORIAMU
y cdepi KyIbTypy OTPUMAIO HOBWII TIOIITOBX [/
B/JOCKOHAJIEHHs 1 MA€ JOCTIIKYBATUCA /IS BHU-
3HAYEHHA NEPCIeKTUBY 1 pO3BUTKY B IIOBOEHHMIT
nepios;. OcHOBOIO /11 eheKTHBHOTO 3aCTOCYBAHHSA
3ac00iB COLIOKY/IBTYPHOI B3a€MOJii B IOBOEHHMI
4ac € IMMOOKe JOCMKeHHS (eHOMEHIB KY/IbTY-
pu, 110 JO3BOIUTD OTPYMATY HAyKOBMIl pE3yIIbTaT,
AKUI Oyzie TIOB’sI3aHMil 3 TpakTyKomo. [loganbiroi
aKTYaJbHOCTI HaOyBa€ MiATPUMKA Pi3HUX BEpCTB
HaCe/leHHs 3aco0aMu KyIbTypH, 110 MoTpebye 06-
IPYHTYBAaHHA Ky/IbTYPONOTiYHIX 3acaf 3/§iliICHEHHSA
1€l Jis/IBHOCT, OCKIIbKM BMBYeHHs (eHOMEHIB
KY/IbTYpH, 30KpeMa ClIellia/IbHIX CLIeHIYHMX IOt
(iBeHTIB), YMOXMB/IIOE CTBOPEHHS HeOOXigHUX
€lIEMEHTIB CUCTEMM TBOPEHHA KYIbTYpPH, MOJATIb-
1101 po36yAOBM y4YacTi Cy0 €KTiB COLiyMy B Ipo1e-
Cax TBOPEHHA Y cepi KyIbTypH.

Y ¢oxyci HaykoBOro po3rnAfy HMHI — Iifj-
TPMMKQA 3aXVMCHUKIB, NOCTPAXX/A/Or0 HACENeHHA
LILAXOM 3a0e3ledeHHsA KYIbTYPHOI iHTerpamii ta
KOHCOTifalil. 3a X yMOB, HEOOXiTHMM € HayKoBe
3aCBOEHHS JKePebHOI 6a3u OCTIKEeHHs CIeLyi-
a/IbHUX CIIeHIYHUX MOIiJl y IPOLeCi HalliOHATbHOTO
Ky/IbTYPOTBOPEHHS; BY3HAYEHHA IIPOBiJHOTO Hay-
KOBOTO IAXORY /Ui OOIPYHTYBAaHHS e(eKTUBHIUX
YMOB 3aCTOCYBaHHA CY4YaCHUX KYIbTYPHMX IIpaK-
TUK y IPOIeCi TBOPEHHA KYNIbTYpU; OHOBJIEHHSA
TepPMiHO/OTIYHOTO arapary npobneMu, sKa fOCIi-
JUKYETbCS; BUBYEHHA ABMIIA CIELlia/IbHMUX CLeHid-
HMX TIOJi 1 TIOCU/IEHHA KY/IbTYPOTBOPYOrO I10-
TeHIIay cy6 eKTiB coLiymy.

Mera craTTi — aHa/i3 aKTya/lbHOI JKEpPeNbHOI
0a3y Ta METONONOTIYHMX ACIEKTIB HOCTIIKEHHS
CYYaCHMX CHelia/IbHIX CLIEHIYHMX MOMIN Y KOHTEK-
CTi HAL[{OHAZIBHOI KY/IBTYPOTBOPYOCTI, IO JO3BO-
JIATH CUCTEMHO BUPIIINTU IPOOIEMy OCy4acHEHHS
Ky/IbTYPHUX IOJi€BUX IIPAKTHK.

3aBjaHHA myOmiKaiii: OOIPYHTYBAaTH MOHATTA
«CTIel}iajibHi CLIeHiYHi NOfii»; IpoaHamisyBaTy Ha-
sIBHI HayKOBI J)Kepera, 110 BiToOpaXkaoTb KY/IbTY-
POJIOTiYHMI MAXI 0 TPOOIEMHOTO OIS KY/IbTY-
POTBOPYOTO IIPOLIECY, J0r0 3AilICHEHHs 3acobamu
CYYacCHUX CIeljia/IbHUX CUEHIYHMX IOfill; BU3HA-
YUTH TEOPETUYHI IPiOpUTETH, L0 [[O3BOIANTDH
3aK/IACTV MJBANMHU CUCTEMHOTO YABJIEHHA IIPO
Tepebir KyJbTypOTBOPYOCTi Ta MOXKIMBOCTI TOZi-
€BYX TEXHOJIOTIIL.

AHami3 OCTaHHIX JOCTiKeHb i mMyOmikamiii.
Y cyyacHOMy HayKOBO-Ky/IbTYpOJIOTiYHOMY HMC-
Kypci € JpKepena, AKi 3aKIafalTh IMiBaIVHA Ta-
KUX [JOCTi/PKeHb. KyIbTypO/NOriyHy mapagurmy
1 Metogonorio gocmipkyorh II. IepyaniBcbka
(2017), O. Kpasuenko (2012), B. Ileitko (2011) Ta
in. 3aranmom chopMoBaHe HayKOBe YSABIEHHS IPO
IOLIbHICTD POSINIANY KYAbTYpU AK CUCTEMHOIO
ABUIIQA, AKE MA€ BJIACHY CTPYKTYPY, aKCionmoriv-
He Ti/ITPYHTH, AIMHAMIKY PO3BUTKY. 3aCTOCYBaHHA
KY/IbTYPOJIOTIYHOrO IIIXOly B COLIOKY/IbTYPHIi
cdepi, K IPpOCTOPY B3AEMOii JTIOMVHY i1 KY/IBTY I,
ByByatoTh O. Komiescpka, I. TleTpoBa Ta in. Yueni
BJM3HAYAIOTb OCOOMMBOCTI CY4acHMX KYIBTYPHMX
IPaKTHK, 3acobu iX spificHeHHs, cnenudiky ma-
HYBaHHA J1 YIIPaB/IiHHA HUMM. BracHe KymbTypo-
TBOPUYICTh CTanma mpegmeToM posrany JI. boxyk
(2015), B. JTeontneoi (2014), B. ®epa (2017) Ta in.
Ha gymxy daxiBIiB, TBOpeHHA B KyIbTYpi IIpHUTa-
MaHHe JIIOJIVHI, OKpPEMMM IPyIIaM i MOXKe MaTy pis3-
Hi popmatu Ta ceHcn. Micie i porb creliambHIX
TOfii y KynbTypHiit suHamini Bigcrexysamu T. Iy-
Menk (2023), B. Tannnosa (2017), O. 3acaapBoBK
(2023), B. Hexait (2022) Ta in. Hait6inbur Habmm-
3UIacs [0 BUABJIEHHA crenudiku KynbTypoTBOp-
YOCTI LIIAXOM 3aIPOBA/KEHHA IBEHT-TEXHOJIOTIN
y cBoiit posBigui O. 3acAabBOBK (KyIbTypOTBOpYA
Micig iBeHT-TIpakTuK B YKpaiHi). ABTOpKa fj0BeIa,
IO KY/JbTYPOTBOPYICTh BIIMBA€E Ha (PYHKIIOHY-
BaHHA COLIOKY/IBTYPHOTO IIPOCTOPY, T€HEPYEThCA
Ha OCHOBI 3allpOBAa/KEHHsA IHHOBAIiN y iBeHT-
iHAyCTpiI, IMI0fMHA € iHiLliaTOPOM J1 aBTOPOM HOBIT-
HIX KyIbTYpHUX IIpakTMK. OJHaK KOMILIEKCHOTO
BYIBYEHHA CIIel}iaIbHMX CLEHIYHMX IIOfiil Y KOHTEK-
CTi HaIliOHA/IbHOI KY/IbTYPOTBOPYOCTI IPOBENEHO
He 6y710.

Buknag ocHOBHOro Matepiamy ROCTifKeHHS.
Hacammnepen mra mormbneHoro aHamisy Hass-
HMX HAyKOBUX JDKEpes, 1[0 CTOCYIOThCA 3asAB/IEHOI



npo6eMy, HaBeleMO aBTOPCbKe 6adeHHS MOHSATTS
«CTIelliaIbHi ClieHiuHi nogii». lle fo3BomuTh Tpan-
CIIOHYBATM HAyKOBi Hpalli, AKi JOCTiIXYITbCH,
1010 3aBJaHb AOCHiHKeHHA. [IofieBicTh y KynbTy-
pi, HOHATTA Ta O3HAKM CIIELiaTIbHMX IIOfiN, YIIpaB-
ninasa Humn Budamm [, Tonp6mart, T. Tymenmwok,
B. Tanumnosa, I. lonenp, O. 3acagpBoBK, /1. 3emeH-
cbKa, B. Hexait, O. Hikomtok, M. ITamkesny, M. Ilo-
mnascbkuit, T. [Ipuropa, Y. Xansnbayp Ta iH.

Poskpurtss  dinocodcepkoro 3HaueHHs Topii
npencraBieHo B mpani T. Iymeniok (Iymenwok,
2023). Ha 1i gymky, y «dinocodii mozis gacto posy-
Mi€TbCA AK YHiKa/IbHa i HEIOBTOPHA i, BiMiHHA
BiJl 3BMYAITHOTO TOPAAKY pedeit» (c. 26). Came e
IIOPYLIEHHSA PYTMHHOTO Iepebiry 3BUYHUX pedeit
BU3HAYAE eMOIliJiHe 3HayeHHs CIelliaJIbHOl IOomil
(TyT i mani «mmopisf» Ta «iBeHT» BUKOPUCTAHI AK CU-
HOHiMiyHi Tepminn). Iloromxyemocs 3 mosuiiero
aBTOPKM, 3TIHO 3 AKOK Ha OCHOBI B3a€EMOJi 3 iH-
IIVMM, BCE XK IBEHT MA€ J1 BUHATKOBE 3HAYEHHS, I1J0
dopmye He Tinbku OyTTS iHAMBINA, @ i KONMEKTUB-
HMIT KyIBTYPHII aKT, AKNI MA€ IIAHC 3aTMIIUTICA
B IIPeIMETHOMY IO/ KYIbTYpHU i CTaTU TUM Map-
KepoM, SIKWII 3a0e31ednTh AMHAMIKY KY/IBTYPOTBO-
PEHHA.

CrenjanpHi nmopii B KyIbTYPONOTiYHOMY acIeK-
Ti cTamy npeaMeroM gocmimkeHHa O. 3acAnbBOBK
(3acanpBoBK, 2023) (KyabTYpONOriuHMil QeHo-
MeH MacoBOTO iBEeHTY). ABTOpPKa IIKpPECTIOE, 10
«MacOBi CBATa i BUFJOBUIA — Lje OaraTopiBHEBUII
TEKCT, CK/IaJIHe CEMIOTUYHE TI07IE, B AKOMY [JOCUTD
BijuyTHa 0araToBiKOBa CIIA/JKOEMHICTb JYXOBHMX
niHHocTeil. OeHOMEH MacoBOTO CBATA € CBOEPIJ-
HOIO J1ia/IOTiYHOI0 MPOEKIIIEI0 ICTOPII B CYYaCHICTb,
CBOTO POJly T€HETMYHOK BiCCIO, Ha AKY HaHU3aHI
pisHi icTopuko-KynbTypHi mracTy» (c. 32). Ha Hamry
ITYMKY, TaKa HayKoBa TO3MUIIi TIOB A3YeE CIielliaTbHi
HOfil 3 IPOLECOM KYIbTYPOTBOPYOCTi, OCKibKI
HiJKpeceHa reHe3a iBeHTiB, IKa B3HAYa€ HACKPi3-
Hi TeHJIeHNil 3HaYeHHA IOAIEBOCTI B KYIbTYpi 32
pisHuX icTopuuHux daciB. OTXe, Take TPAaKTyBaH-
HA CTA€ MiATPYHTAM I/ CTBOPEHHA METONOMOTIY-
HOI MOJIeNi JOCTI/KEHHA CLIeHIYHMX iBEHTIB Y IIpO-
11eCi TBOPEHHSA KYIbTYPUL.

IIpuBeprae yBary Haykosa nosuuis T. [Ipurogn
Ta [. [loH1s, sKi aHaMi3y0Th iBeHT (MOAi0) opsy 3
JPKa30M Ta [I3€HOM SIK IIOTPaHNYHi ABMILA KY/IbTY-
pu. fIK B1acHe KyIbTypOTBOPEHHS € IIPOLIECOM Bijl-
XOfly Biff Tpafiuilifi, TaK 11 iBEHT MOXe XapaKTepy-
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3yBaTy NOJIONIaHHA 00MeXeHb, BUXiJ| 32 TPauLiitHi
MeXi, 3a/IMIIeHHs 0 001 HOBOTO B KOHTEKCTi pop-
MaTiB i CEHCIB KyIbTypu. ABTOPM 3a3HAYAI0Th: «I10-
Ji€BICTb Y KY/IBTYPI i CyCHiIbCTB, MabyTh, 3aBXKM
€ MeXeBMM sABuLleM. KoMmyHikaTuBHa mpupopa
TIOIi€BOCTI Bxe mepenOadae BUOYTOBYBAaHHA CUM-
BOJIIYHOI CII/IBHOI Me3i, 1[0 06’€AHYE i, BOZHOYAC,
pos’ennye» (ITpuroma & lowerp, 2020, c. 30-31). Ha
IXHIO IYMKY, CyJacHNI1 iBeHT Moyke HaOyBaTu 03HaK
nepopMaHCy, iHCTALALI, XeleHiHry, ¢renmoby,
T06TO NPOLECYaNbHMUX YKAHPIB, fIe [iiICTBO 4acTO
JleriepcoHani3oBane, (QparMeHTapHe, CIIOHTAaHHE,
iponiune, abcypuHe (tam camo). [leBHUM 4YMHOM
IIOTO/PKYIOYMCh 3 aBTOpaMM, 3a3HA4YMMO, LIO He
3aBXX/IM TIOMIi€BICTh € BUXOMIOM 3a MeXi, HIIIe AKIIO
BOHA CIIOBHEHA TBOPYOT'O IIOTEHIjialy, 3abe3neyeHa
MICTEIKIM HaJMXalo4iM CYIPOBOZOM, BifjOyBa-
€TbCA aKT KOMEKTUBHOI Y4acTi y TBOPEHHI HOBOTO.

[emo inmmit Bekrop mnpexcrabnAe M. Ilam-
keBnyu (ITamxesuy, 2018) (iBeHT-TexHOMOrII K
iHCTpyMeHT (OpMyBaHHS [epXKaBHOIO iIMifXKy),
AKMIL 3a3HAYAE, L0 «BITYM3HAHI Jiep>KaBHI iBEHTI
€ BIUIMBOBVMMM IHCTPYMEHTaMM COLiaJIbHOTO BM-
XOBaHH:A 3acobamy my6/1i4Hol KoMyHiKaui, ki Bi-
AirpaBaay Ta BiflirpaloTh MOTYXKHY PO/b B iCTOpii
YKpainu, JOIIOMaraTh afanTyBaTCh y BifIIOBif-
HoMy cepemoBumi» (c. 178). Iloepnanua rpanny-
HOCTi, MacOBOCTI Ta COI[ia/IbHO-BMXOBHOTO KOM-
TIOHEHTY CIIellia/IbHIX CIeHIYHUX MOfi BTIIOE Ty
KoMOiHalilo IiHHOCTel, 3ac06iB, MeToxiB 1 popwm,
AKi 3a0e3meuyloTh KYIbTYpHY AVHAMIKy Ha Iep-
crexkTuBy. BinTak, mosmiis aBTopa HabmDKae .o
yCBiffoMIeHHs crierndivHoi opraHisanii crieHivHo-
T0 iBeHTY, HeOOXiTHOCT] 3aK/IafieHHs CY4acHMX aK-
cionoriYHMX TPEH/IB Ta PO3pOONEHHS aKTyaIbHIX
(opMartiB Ky/IbTypHUX IIPaKTHK.

AKTya/JbHUMM HVHI € MO3MLiI BYUEHMX, SKi BU-
BYAKOTb KpeaTUBHI IHAYCTpil Ta MeXaHi3MM yIIpaB-
MiHHA crerfiaabauMu nogiamu. Tak, M. Ilommas-
cokmit (ITormaBcekuit, 2017) (event-MeHeKMEHT
B iHAyCTpil FO3Bi/IA) BBaXKa€, IO «3 TOYKU 30PY
KY/IbTYpOJIOTil event MOCTAa€ y BUIMIAMNLI PUTYaILY,
06psny, nepemoHii» (c. 188). [Toromxyrouncs 3ara-
JIOM i3 LIMM TBEPXEHHAM, BCE X 3a3HAUMMO, 1O
KY/IBTYPOJIOTi4Ha CYTHICTD iBeHTY 3HAYHO I/IMOIIA.
[Ipore, AKIIO pO3ITARATH JIOTO 3 MO3UILII KOMEpIi-
anisarii, To, 3BiCHO, icHyI0Tb 3aTpebyBaHi popmaTu
CIleliaIbHKX TOfiN. BogHOYac He CTiIbKM KOMep-
IiiiHa CK/IaloBa € 3HAYYLIOI /I KYIbTYPOTBO-
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pYOro 3axofy, CKiIbKM JOr0 aKCiONOriYHa, TBOP-
4a, iHTerpaliliHa poyb. YYeHMIT 3BaXa€ Ha Te, 1[0
«KYZIbTypa BIUIMBA€ Ha XapaKTep NOBEJiHKY, CTU/Ib
i bopmu crinKyBaHHA Mofielt, iX CBITOMICTD, IyX0B-
Hi ToTpe6y, HiHHicHI opieHTanil. Yci i KynbTypHi
OpieHTHpK MOXYTb OyTH BifjoOpaXeHi B TMOMisAX i
3aX0fIax, Kl Ha/eXaTh 0 iHAyCTpii f03BiLIA» (Tam
caMo, c. 189). TaxkuM umHOM, He 3aIepedyeThCs aK-
CioZIoriuyHe MiAIPYHTA IBEHTY, aBTOpP MiKpec/oe
BIUIMBOBICTb MOAIl y cepi BiMbHOTO Yacy, sKuil
0CcO6/MMBO 1IIHHO CIPUIIMAETBCS 0COOUCTICTIO, Op-
raHi30OBaHa MOJiA IpeTeHye Ha GOpPMyBaHHA LIiH-
HOCTeI! BiIbHOTO BUOOPY JIIOMVHIL

YHiKa/IbHICTD Ta TBOPYMII HifXify O CIIeLlialb-
Hux nogint o6croroe O. Hikomox (Hixomok, 2021):
«IlepceKTHBHICTD BIPOBa/KEHHA iBEHT-TE€XHOIIO-
rill IoyArae HacaMIepez y TOMY, IJ0 BOHM 3B/
€ pisHUMH, HIKOMM He TOBTOPIOITbCA. KokeH i3
HUX CTBOPIOETbCA i3 NMEBHOI KOHKPETHOIO LI/IbO-
BOI0 METOI0, @ TOMY BaM BapTo IOOyBaTy TaM, y
KOHKPETHOMY MICI{i B IIEBHMIl 4Yac, 3a[id OTpU-
MaHHsS BMHATKOBUX BpaxeHb» (c. 100). Came mi
HaI0y/leHHI BpayKeHHs MaloTh CTATy OCHOBOIO J/IA
YTBEpIKEHH NOAIOHNX IPAKTYK i 3aKpilIeHHs iX
y KynbTypi. IIprcraemo Ha ZyMKy aBTOpA, 3TiHO 3
AKOK B IIpolieci peaisaliil IOAi€BUX KYIbTYPHUX
MPAKTUK CTBOPIOETHCS MIL[HUMIT 6asuc s peati-
3allil TBOPYOro MOTeHIiamy ocib i rpym, ockinbku
oprasisariis mopii nepegbadae ii HEMOBTOPHICTH Ta
HEBVIMYILEHY Y4acTb.

Y cydacHiit HayLji 3" ABIAITHCA PO3BIAKIL, AKi 1O-
CIIJKYIOTD BIIMB BiICbKOBMX [iiil Y HAIIIiil iepKaBi
Ha IUTAHYBaHHA Ta peasisallilo MOfiEBUX T€XHOIO-
riit. B. Hexait (Hexaii, 2022) (iBeHT-MeHEKMEHT
B YMOBAX BiifH}) 3BepTa€ yBary Ha Te, III0 «BOEH-
HUIT CTaH 0OMeXye poOOTy opraHisaTopis Mmofiit i
3MYIIYE afJanTyBaTyCA. Tak HOTPiOHO 1IyKaTy HOBI
dopmaty B3aeMOfii 3 aBAUTOPI€I0 3 ypaXyBaHHAM
KOHTEKCTY, TPaBMaTHUYHOTO JOCBIY, KNI IIepeXKH-
JIV JIIOZM, OPIEHTYIOUMCD ITPY 1IIbOMY Ha Te, 1110 iBeH-
TV MAIOTh MiTPUMYBATY YKPAIHIiB BCIMAa MOXK/IN-
BuMM criocobamm» (c. 138). 3BicHO, yMOBYU BiitHU
€ TUMJ 00CTaBMHAMM, SKi PO3JIIAITH KYIbTYpHE
JKUTTA Ha «Jj0 Ta Mic/A». CrelliaibHi OAiL, 30KpeMa
CLIeHIYHi, I1epeyCBiJOMIIOIOTbCS, OPIEHTYIOTHCA Ha
Hal[iOHa/IbHY Ky/IbTYpOTBOPYiCTb. Iloromxyemoch
i3 TMM, IO B IEPCIEKTUBI CaMe CIIeLia/lbHi MOpii
CTaHyTb TYMM CXOffaMU [IO HAI[iOHA/IbHOI €JHOCTI,
3IypTOBaHOCTI, COMiIAPHOCTI.

HocmimkenHa cremialbHNX CHEHIYHUX IO
0B s13aHi 3 possigkamu B. [Janunosoi ([Jannnosa,
2017), O. Knexoskina (Knexoskin, 2018), C. O6op-
cpkoi (O6opcpka, 2018), K. HOmoBoi-PomanoBoi
(FOpmoBa-Pomanosa, 2019) Ta iH. Y 1IbOMY KOHTEK-
cri B. Haummosa (Jauwmmosa, 2017) (cmerianbHi
XYROXHI IOAIT K 3aci6 akTyanisauil cycninbHoi Ta
iHpuBigyanbHOi cBifoMocTi), 3a3Havae, mo: «Cre-
Ilia/IbHA XYZIOKHA TIOAisl TOIOBHYM YMHOM BIUIN-
Ba€ Ha JIIO[JMHY 4Yepe3 eMOliiiHe HepeXXMBaHHA.
3a/IeXXHO BiJj METH IIiC/IA 3aBepIIEHHA CIellia/lTbHOl
XY[0XXKHbOI MOJII B 1i YYaCHMKIB BUHMKAE BiIIyTTS
IPUHATEXHOCTI 10 IEBHOI IPYIN Ta IPYIIOBA COMIi-
JIAPHICTD, Mi/IBULIYETHCA CAMOOLIIHKA i1 COIlialbHa
3HAYVIMICTD, BiIOyBa€eTbCs meperysiy npodeciiiHmx
i 0COOUCTICHNX YCTaHOBOK, BUHUKAIOTh 200 3HAY-
HO aKTYaJmi3yloTbcA JKUTTEBI LjiHHOCTD» (c. 18).
Ham ysABnA€TbCA e BXXIMBUM I/ HALiOHaIbHOI
KY/IbTYPOTBOPYOCTI, OCKIZIbKM €JHAHHA Ha OCHOBI
CIIIBHUX L[iHHOCTEN JJO3BOMAE 3TYPTYBATH CIIi/Ib-
HOTY, IePeTBOPUTH ii Ha Cy0 €KT TBOPEHHS B IIPO-
cropi KynpTypu. IIpoTe posriap BracHe XyZOXKHIX
TIOJI [IeI0 3BY>KYye CIpUIHATTA ABuia. Ha Hamry
IYMKY, Clieljia/ibHi CLIeHiuHi 11 creniabHi Xy/0K-
Hi mopil MOXyTb OyTM IOpPYY ¥ aHA/mi3yBaTHCA B
KOMII/IEKCI.

3B’30K i3 MUCTELTBOM BifICTEXXYETbCS B HAYKO-
Biit mo3utii C. O6opcpkoi (Obopcoka, 2018) (mo-
JIi€BMIT MEHEPKMEHT MVCTEIbKUX TIPOEKTIB): «Yci
dopmm MucTenTBa: MysuKa, JliTeparypa, HU3ailH,
KIHOMJICTEITBO, a TAKO)K BUKOHABCbKE Ta Bigya/lb-
He MIUCTEITBO, Iiepei0avyaloTh HeMajo 3aX0fiB, SKi
MAIOTh €KOHOMIYHI pe3y/nbTaTy Ta BIUIMBAKTbh Ha
COLIIOKYNIbTYPHE CEPeJOBMILE, OTXKE, [/ JOCATHEH-
HA e(eKTVBHUX Ta BIUIMBOBVX Pe3Y/IbTaTiB BOHU
noTpe6yoTh NpodeciitHoro ynpasmHH» (c. 394).
Takwit cyTTeBMII 3B’A30K MK pisHUMU chepamy —
CYCIII/IDHOI, MMCTEL[bKOK), MEHEKEPCBKOKW —
TiIKpec/oe HeoOXiAHICTb JOCTIKeHHS PeHOMeHY
CIIeNiaNbHOI CLIeHIYHOI IOfii B KOHTEKCTi Ky/IbTy-
POTBOPYOCTI.

IIpocropoBuii aclieKT opraHisallii clieHivHoI A,
3okpeMa iBeHty, gocnimpkye K. IOgosa-Pomanosa
(fOmoBa-Pomanosa, 2019) (cueniunmit mpoctip:
npo6neMy TepMiHOMOTIl B MIUCTELTBO3HABYUX JI0-
CTDKEeHHAX). ABTOPKA 3a3HAYAE, 1O «Y KYIBTYpO-
JIOTii Ta MMCTELTBO3HABCTBI MOHATTA NPOCTIp Ta
9ac BUKOPMCTOBYIOThCA SIK y MeTadisyHOMY 3Ha-
YeHHI, Ml 3MICTI PO3KPMBAIOTHCA Yepes CLeHiuHe



[IVICTBO, TaK 1 J/IA XapaKTepUCTUKM KOHKPETHMX
¢isyyHNX TmapaMeTpiB TOTO UM IHIIOTO KYIBTYp-
HO-MMCTelpkoro sABuma» (c. 117). Jlymka BueHOI
1I03BOJIsA€ CPOPMY/IIOBATI BYICHOBOK IIPO iKcaliio
Ha eMOIIITHOMY PiBHI IJiHHOCTI Yepe3 IpocTip, 10
BTi/IEHO LIJIAXOM OpraHisaljil CLIeHIYHOI Creljiab-
HOI Tofil. YKa3aHa HayKoBa IO3MIiA JOBOAMUTD:
«TOTIOBHUM IIPU3HAYEHHAM CLEHIYHOrO IIPOCTO-
Py € YTpUMYBaT! B NEBHMX MeXaX TBOPYMII aKT,
XYAOKHE IepeTBOPEHHS JAifICHOCTI, imo3io» (Tam
camo, c. 118). Y Bumaaxy 3i crenianbHUMI CIieHid-
HYIMI TIOJiAMU, IPOCTOPOBUI KOHTEKCT CLIEHIYHO-
CTi pa3oM 3 iHIIVMY O3HAKaMI JO3BOJIAE CTBOPUTH
dikcariiro CEHCY JJIA IIOJA/IbIIOI TPAHC/IALIL

3BaKaluM Ha Te, IO CLEHIYHICTb y KOXHOMY
BUIA/IKY Tepef0ayae MeBHMIT HAapaTyB, KNI Ma€e
OyTM TpefcTaBIeHNII depe3 CIeL{abHY MOAio,
O. Knekoskin (mozist B icTopii Mucrenrsa: Bupo6-
HIITBO CTATYCY) YBaXXAE, O «3aranbHa icropis, ic-
TOPifl BUKOHABCHKOIO MIUCTETBA, AK i TeaTpanbHa
peXucypa, 36iraloTbcsi B OTHOMY 3i CBOIX 3aBJIaHb:
CTBOpEHH] icTopii (Buraganoi abo mpaBauBoi), BU-
po6HMLTBI moAil 3acobamu cBo€l Hayky a6o MucTe-
TBA, 3 OIIOPOXO Ha ICTOPMYHI J[)Kepera y HayKOBLIIB
a00 Ha TeKCT fipamm — y pexucepa...» (KinexoskiH,
2018, c. 215). BigTax, ysBIeHHs IpO CreliabHi
CIeHivyH] Mofil BMBUINYETbCA O TMOMHHOTO Ha-
YKOBOTO YCBiJOM/IEHHA, a 3arajbHa JDKepelbHa
6a3a no3BONIAE IX JOCIIKYBATy Ha PiSHMX PIBHAX
HAyKOBOTO Ti3HAHHA: Bif hinocodchko-KymbTypo-
JIOTIYHOTO IAIPYHTH, Kpi3bh YCBITOM/IEHHSA KY/Ib-
TypOTBOPYOI AMHAMIKY, {0 HOAIEBOCTI SK 3ac00y
NPOCYBaHHA HAL[iOHA/IbHOI KY/IbTYPU B KOHTEKCTI
17100a/IbHOTO PO3YMIHHS MOJIe/Ielt KYNIbTYPHOI B3a-
EMOIil.

PosrnanemMo fietanbHilme CIOBOCIONYKY «CIIe-
IliaJIbHA ClleHiYHa Tofisg». [IOHATTA «CIleHiYHiCTh»
IIOXOZIUTD BiJl C/IOBA «CLiEHa», IKe TPAAMULIIHO po-
3yMI€TbCA fAK CIEliaNbHMI MaiJAaH9MK, Ha AKOMY
BiIOyBalOTbCs KOHIIEPTH, BUJIOBUINA, TeaTpasizo-
BaHi BUCTaBY TOILIO, 200 AK OKpeMa YacTVMHA KTy
TeaTpajIbHOI I'e€CK. Y 1[bOMY AOCTi/KeHHi MU ab-
CTparyeMocs BiJi BIaCHe CLiEeH) SK JIMILE IIPOCTOPY,
OCKI/IbKM JI/I1 HAC BOX/IMBYIM € IIPUKMETHMK «CIle-
HiuHMit». [IOHATTA «CLEeHIYHICTb» [OBOM PO3MMU-
Te, TPAIUIAIOTHCA PO3BiAKY, AKI XapaKTepu3yioThb
CLIEHIYHY MOBY, PyX, AeKopalil, mpocTip Tomo. Y
3araJIbHOMY pPO3YMiHHi, CII€HIYHICTb — B/IaCTH-
BICTb JPaMaTUYHOrO TBOPY OyTM BMKOHAHVM Ha
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TeaTpasbHiil creHi. BifTBopeHa xypmoxHiMu 3aco-
6amMu posmoBifib, MOBa, PyX, MPOCTip, CIeljia/lb-
Hi edeKTH CTBOPIIOTb OOCTAaBMHM eMOIIIHOTO
crpuitHATTA nopii. CueHiyHMII IpocTip [03BONA€E
B 0OMEXEHOMY CepelOBMIIi CKOHIIEHTPYBATH 3Y-
CUIA €MOLIHOTO €JHAHHA, TBOPYOI B3aEMOAII,
TIO/JA/IBIIOTO OI/IMOIEHHS CEHCY MUCTELbKIX TIep-
dopmancis. TpakTyemo CLeHIYHICTb K 3[aTHICTH
OyTI IpeCTaB/IEHNM Ha CIIeHi, TeaTpajisoBaHMM.
[le ABMILE XapaKTepU3YETbCA BUKOHAHHAM JKMBOI
a00 BipTyanbHOI Ail 3 BUKOPMCTAHHAM CLIeHIYHMX
BUJIiB MMCTELTBA, KOCTIOMIB, J€KOpalliil, Bidyab-
HMX €/IEMEHTIB.

OCHOBYI0YMCD Ha HAYKOBIX ITO3NIIAX JOCTiHN-
KiB II0li€eBOCTi Ta OpraHisalil creriaqTbHUX MO
(T. Iymentok, B. lanmnosa, O. 3acsaapBoBK, JI. 3e-
nencoka, C. O6opcpka, K. F0noBa-Pomanosa), y it
PO3BIifLli TPAKTYEMO CIELlia/IbHY CLiEeHIYHY MO0
K CIJIAaHOBaHe B 4aci i mpocropi sBuie (iBeHT),
AKe Ma€ CUMBOJIIYHUI KaIliTasl, IiHHICHE CIPAMY-
BaHHs, CIIPOMO)KHE BPasUTY YYaCHUKIB 3acobamu
IIEPEBAXKHO CLIEHIYHOrO0 MUCTELTBA, CTUMY/IIOBATI
iX /10 Y4acTi B IEPETBOPEHHAX Y IIPOCTOPi Cy4acHOI
KY/IbTYpH.

[lia mpefcTaBNneHHA METOfONOIIYHMX ACIeKTiB
Ta JDKepenbHOI 6asy MAaeMo CTPYKTypyBaTu Ha-
NpalOBaHHA BYEHMX 3a NEBHMMIY O3HAKAMM, 110
BK/IaIaTUMYThCSA B JIOTIKY BYCBITTI€HHA IPOBIIHIX
HAYKOBUX 3acaj HAIOro JOCHipKeHHA. [lo Takux
03HAK HaJIeXarb: (yHIAMEHTaJbHICTb HAYKOBUX
po3po6oK, IX CIpsSMOBAHICTb HAa CUCTeMaTK3a-
1Iil0 HAyKOBOTO Mi3HaHHA AilicHOCT y dimocod-
CbKO-KY/IbTYPOJIOTIYHOMY KOHTEKCTi; 3MiCTOBHa
H/IEKHICTD 10 TPOONEMATHKM OOIPYHTYBAaHHA
KY/IbTYPOIOTiYHOTO MiIXOAY B JOCTI/PKEHHAX CO-
[IOKYNIbTYPHMX ABUI Ta IIPOILIECIB; BUCBITIEHHA
CyYacHUX JOpOOOK YYEHUX y HAmpsAMi BUBYEHHS
TBOPEHHS KY/IbTYPHUX CEHCIB Ta GopMaTiB, sAKi Ma-
I0Tb O3HAKM IOMi€BOCTI; BUABJIEHHA CLEHIYHOCTI
creliasibHOI MOl AK mMpoBifHOTO akTopa 3xiric-
HEHHA IIO3UTMBHOIO BIUIMBY I 4Yac peasisaiil
iBeHTy B cydacHill 6e3IeKOBill Ta ympaBIiHCbKill
nepcrektyusi. Ilojanplie BMKTafieHHA Matepiamy
ny6nikanii 6yae sHilicHIOBATICS Bifj 3ara/IbHOTO 710
OJIMHIYHOTO, Bl HAMIIVPIIOTO {0 CIelupivHOTro B
IOCTI/PKeHHAX (PeHOMEHIB Cy4acHOI Ky/IbTYpIL.

Meroponorisi 11i€l pO3BifIKM IPYHTYETbCA Ha
KY/IBTYPOJIOTIYHMX JopoOKax ¢rarMaHiB Bigmo-
BiHOI HayKOBOI IKO/MM B YKpaiHi. Tak, y mpanusax
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B. Illeiixa (MeTomonorivHi 3acajyi Ky/IbTypOOTi:
icTopiorpadivuHnit acmekT, KyIbTypoIOris Ta KOM-
IIapaTyBIiCTUKA: METORO/IOrYHI TpaHcpopManil Ta
iH.) BM3HAYAETBCA KYIBTYPOTIOTivHe IOTE, y AKOMY
MO>KHA 3HAJTY BifIIOBifi Ha 3allMTaHHA IIPO BaX-
NUBe ABUIIE B KOHTEKCTi Ky/IbTypy. ABTOp 3a3Ha-
Yag, 10 KY/IbTYPO/IOriA BMOX/IMBIIOE IPOBEECHHA
HAYKOBMX JOCTI[KEHb 3a 3MICTOBUMM CIPAMY-
BaHHAMM: Ky/IbTYPOJOTiYHA KOMIIapaTUBiCTIKa,
KOHIIENIiA Mi3HAaHHA ICTOPUYHOI €BOMIOLII KY/IbTY-
pH, iCTOpMYHA aHTPOIIONOTiA, KyIbTYpOreHeTHKa,
KY/IBTYPOJIOTi4He HApOZJ03HABCTBO, icTOpiorpadis
icropii xymprypn (Illeiixo, 2011, c. 19). Takox y
NpaLAX YYEHOTO HPOCTEXYETbCA HaJBAXKIMBUIL
KOHTEKCT — B3A€EMO3B 30K TaKMX IIMOMHHYX (e-
HOMEHIB fIK Ky/IbTypa Ta Inobanisanis. 30Kpema,
y KOHTEKCTi aHaji3y caMe IIOJIi€BOCTI Ta KY/IbTY-
POTBOPYOCTI MAa€EMO 3BaXKAaTU Ha «I700aisariio
KY/IbTYPHOTO PO3BUTKY Ta Ky/IbTYPHOI iHJYCTPil,
KoMepIjianmizanio KynbTypHoi cdepu, 36/mDKeHHS
“MacoBoi” Ta “emiTapHOI” KYIbTYp, PO3BUTOK CY-
JacHUX iHpOpMaLiiHNX TexHOomorii Tomo» (Ileit-
K0, 2009, c. 75). [loromxyemoch i3 JyMKOI0 YYeHOTo,
3TiHO 3 KO (PYHZaMEHTa/lIbHI KY/IbTYpONOrivHi
HAIpallOBaHHA Ta IIOB’A3aHI 3 HUMM KY/IbTYPHi
NOfi€BI MIPAKTYKY, 30KpeMa CLieHIYHi, IMHAMIYHO
TpaHC(OPMYIOTHCA BIAMOBIIHO IO CYy4acHNX yMOB
i TOTpebyIOTh BiIIOBIHOTO BIOCKOHAIEHHS.

MerarenpieHnia KynbTypHOI ribpuansanii 3y-
MOBJIIOE PO3BUTOK SBUIY y cdepi KymbTypy, 30-
KpeMa Ji M| 9ac TaKyX HOfiil, K IOBHOMACIITabHe
BTOPTHEHH:A Ha TepUTOPii YKpainn. BucHoBKM BYe-
HOTO JI03BOJIAIOTD He JIMIIE OLiHUTY MUHY/IE KY/Ib-
TYpY Ta TEIEPILIHIN CTaH, a i ypaXyBaTy Ofa/IbLIi
NEePCIeKTUBHI TeHAeHIil po3sBUTKY. Bifnosinmio Ha
BUK/IVMKY robanizanii B. [lleitko Ha3uBae Kynbry-
py isomAnii Ta camoisonAuii OKpeMux KpaiH (Kyb-
TypHUII GyHIAMEHTAi3M), KYIbTYpy KOHCOMifaLii
(apxeTun comianpHOI crpaBemymBoCTi). Kymbrypa
KOHKYpeHIlil, KoHQpOHTail, Koolepallii, Ha ZyMKY
aBTOpa, € opMaMIL pearyBaHHA Ky/IbTYPHUX CIC-
TeM y o6y rno6anisanii. Ha Hamry gymky, ockinbkn
KY/IbTYPOJIOTiYHMII HifXif| mepen6adae fOCIiKeH-
Hs1 AIBUILA CIIeL[iaTbHIX CIIeHIYHMX TOfii sIK deHo-
MEHY Ky/IbTypH, aHa/Ii3 CY4acHOI COLIOKY/IbTYPHOI
CUTYyallii He MOXKe YHMKHYTU JTOCTII)KEHHA TaKOTO
TUITY iBEHTY.

InTerpyBary iMneparuBy Ky/IbTyPHOI IIOMITUKM
B METOJOJIOTTYHIIT KOHTEKCT Ky/IbTYPOJIOril AK Ha-

YKI, [0 CYTTEBO BIIMBAE HAa POSBUTOK CYy4acHOI i
IIOBOEHHOI IIOJII€BOCTI Ta KY/IbTYPOTBOPEHHS, [03-
BoysaoTh mpari O. KpaBueHka (cTpaterii KymbTyp-
HOI MOMITHKM, KYIbTYpONMOTiyHa pedrekcia cydac-
HOI KY/IBTYPHOI O/ TUKY Ta iH.). Y4eHWil 3a3Havae,
IO «KYIbTYPHY MOMITUKY MOKHA BBa)KaTy IIPUH-
IIMIOBO KOHCTPYKTMBICTCHKOK IIPAKTUKOW0, fAKa
nepef6avae MifTIOPSAAKYBAHHSA COL{aIbHO 3HAYM-
MMX CMUCIIB IIO/TITUYHII BOJI Ta TBOPEHHS IIEBHO-
ro 06pasy peanbHOCTi. To6TO KynbTypHa HOMTH-
Ka € He CTIIbKM IPOEKII€I0 3araTbHOIPUITHATOIO
CMUCTTYy KYIbTYPH, CKibKY CIIoco6oM ii axryasmi-
sanii» (KpaBuenko, 2012, c. 22). 3ropHi 3 aBTOpOM
y TOMY, 110 Ky/IbTYPHA MOJITHKA € YMHHUKOM Te-
HEPYBaHHA CEHCIB, 30KkpeMa 11 y cepi moieBoCTi.
Ha Hamry nymKy, 1je HabyBae 6i/IbIIOI aKTya/IbHOCTI
IIif] 9ac KapKOJIOMHUX IIPOLIECIB Y COLIIOKY/IBTY PHiit
cdepi HauIol KpaiHM Ta 3aK/IAfJA€ OCHOBYU TOBOEH-
HOTO Ky/IbTYPOTBOPEHHA.

CyyacHuil KynbTypONOTiYHMIA AUCKYpPC HIOfO
JOCI/PKEHD COLIOKY/IBTYPHUX IIPOLIECIB Ta IIpaK-
Tuk npononykoors II. lepuaniBcbka (lepuaHiBebka,
2017), K. Kucmook (Kucniok, 2019), 1. FOxkin-Pinyn
(IOnxin-PimyH, 2020) Ta iH. Y KOHTeKCTi KynbTypo-
JIOTIYHOTO TiJIXOAy PO3BMBAIOTHCA OOIPYHTOBaHI
metomu. Ha gymxy K. Kncmoxa (Kucnmiok, 2019),
«KYTBTYPONOTiYHMIA TifXif (y TpaHMYHO LIMPO-
KOMY pO3YMIiHHI BMIIEBAPTHOCTI KyIbTYpU I/
Oynb-AKUX cep SKUTTERIAIDHOCTI MIOANHA | Cy-
CHiTbCTBA) MOXKe Oy TV KOHKPETH30BAHMIT ¥ METOf
COLIIOKY/NIBTYPHOI Kay3anbHOCTL. CyTHICTb MeTo-
Iy — BUABJICHHSA NPUYVMHHO-HACTIIKOBOTO 3B SI3KY
MDK JOCTIKYBaHUM 00’€KTOM i Ti€I0 KYIbTYPHOIO
cucreMomo (iepapxieto cucrem), B IKOMY BiH Imepe-
oyBae» (c. 9). [IporoHOBaHWIT Y4eHNM METOJ] MOXKe
3aCTOCOBYBATUCA [IA aHAJI3Y CIIEel[iaTbHUX IO
(iBeHTiB) y COLIOKY/IBTYpHIiI cepi I ZOBOAUTH Ha-
JIEKHICTD 1HOTO QeHOMEHY JI0 KY/IbTYPOJIOTi4HOI
TIJIOIIVHIA.

BusBnatu mpobnemn i mporupivus y coepi
KY/IbTYpH Ta BUPIIIYBAaTy IX LIJIAXOM 3aCTOCYBaH-
HA KYIbTYPOTBOPYMX IIPAKTUK [JO3BOJIAE, 30Kpe-
Ma, Metop, inTepnperanii. Tak, Ha gymky 1. IOpxi-
Ha-Pinyna (IOpxin-Pinyn, 2020) (penomenomnoris
KY/IBTYPHU SIK METOJIONIOTiA iHTeprpeTalii), «misHa-
BaJIbHA i NOIIYKOBA, €BPUCTUYHA LIIHHICTb TAKOTO
IiJXO/ly 3YMOB/IIOETbCA BXKE JIOTO JIiarHOCTUYHON0
e(eKTUBHICTIO, TOOTO MOK/IMBICTIO BUAB/IATU BHY-
TpilllHi, IPMXOBaHi CH/IN KyAbTyporeHesy» (c. 26).



[nTepnpeTyBaTM CHUMBOMIYHUII KamiTan CIeli-
a/IbHOI TOAil, 30KpeMa CLEHIYHOI, JOCIiUTH TIep-
CIEKTUBHI MOJE/Ni KyIbTYPHUX IIPAKTUK IOJI€BOI
CIIPAMOBAHOCTI, 3a0e3MeynTH MOfasblle 3aKpi-
IIeHHA 1uX GopMariB i Mojieneli COL[ioKyIbTyPHOI
B3a€MOJIii J03BOJIAE CYKYIIHICTb HAYKOBYUX METO/IIB
JOCTI/PKEHHA. ABTOP 3a3HAya€, IO «iCHYBAaHHA
OKpeMOro (eHOMEHY CIIMPAETHCS HA KOHIIIKT, Cy-
IIePEeYHiCTD, 3allePedYeHHs, BOHO Iepenbadae ajb-
TepHAaTMBM Ta iHBepcil» (Tam camo, c. 33). Came
TaKuit MiAXig € HeoOXiJgHOW MepefyMOBOI0 JOCTi-
JKEHHS CIIeLlia/IbHYX MOfiV, OCKIZIbKM Lje CTBOPIOE
JIOLi/IbHE IIAIPYHTA POSINALY INOAIl B KOHTEKCTI
00’€KTVBHUX YMOB (YHKIIOHyBaHH: COLIOKY/Ib-
TYPHOTO CEpeOBUIIA, MO3BONAE BUSHAUMTUCA 3
PYLIITHYMY CUTaMM Ta BIUIVBOM CY4aCHOTO iBEHTY
Ha LIPOKY ayAUTOPIiI0.

BuB4eHHsA cHenianbHMX CUEHIYHNX TOAIN Y
CHCTeMi IIOBOEHHOI KyJIbTYPOTBOPYOCTI Tepenba-
Ya€ 3aCTOCYBAaHHA (PEHOMEHOJIOTiYHOTO IiAXORY.
Ockinbkn «heHOMeH — Iie SIBUILE, €/IIIHE B CBOEMY
PO, B3ATe B JIOTO IIiTICHOCTI, B €FHOCTI 3 J10T0 CyT-
HICTIO i JJaHe HaM y JOCBifli, CIPUITHATE OpraHaMu
gyTTiB» (CIOBHUK YKpaiHChkol MOBY, n.d.), mopis,
TIOJi€BiCTb CTAXOTh aTPAKTYBHUMI 30HAMM B CUCTE-
Mi COLIIOKY/IBTYPHOI B3a€EMOJIi1, OKPEMUMI BaXKe/iA-
MU TIpUBEZIeHHA 10 Aii pecypciB chepu KymbTypu,
JiEBMMM YMHHMKAMM KOMYHIKalil Ta iHTepakii
YYaCHMKIB KYZIBTYPOTBOPYOCTI.

Crenjia/bHa CleHiYHA IOfiA € GeHOMEHOM KyIb-
TYpU, OTXe, Tepedadae FOCIiKeHHS i3 3acToCy-
BaHHAM (eHoMeHomnoriyHoro mixxony. II. Tepua-
HiBcbka ([epuaniBcbka, 2017) (peHoMeHOMOTYHMIT
aHaJI3 y Ky/IbTYpOJIOrii) 3a3Hadae, 1o iCHye Mmmpo-
KU1 METONOMOTIYHMIA IIPOCTIp JIA 3aCTOCYBaHHA
IIbOTO HAyKOBOTO HifAIPyHTA. 30KpeMa, BiH IOIIN-
pernit «Big geckpuntuBHOI penomeronorii E. Iyc-
cepiid Ta 1oro Mofiei iHTepcy6 eKTUBHOCTI 10 Co-
1ianbHO-(eHOMeHonoriunoro anamisy A. Ilioma,
eK3MCTeHIianbHOI PpeHomenomnorii M. Mepno-Ilon-
Ti, FepMeHeBTIYHOI PpeHoMeHOoril M. Xaiizerrepa
Ta iH.» (c. 10). I1ig yac BupilteHHs 3aBjaHb HALIIOTO
JIOCITPKEHHS BPAXOBYEMO CY0 EKTUBHE CIIPUITHAT-
TS OMII 0COOMCTICTIO, AKE CTYIMYIIOE 11 eMOLIITHII
¢oH, Halae MOXIMBICTb BUPA3UTH BIACHY IIO3W-
il0 1 KOMYHIKYBaTy 3 iHIIVMI, 1O € MifIPYHTAM
JUIA Y9acCTi B IPOLECi KYIbTYPOTBOPEHHS.

Takum uyMHOM, CTHCIE y3arajbHEHHA YsABJIEHDb
PO Ky/IbTYpPONOTiYHy MapafiurMy, BiJIIOBiHIMIT
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HayKOBMII IiXif, (beHOMeHOMOTiYHMIT aHATi3 IBUII
KY/IbTYpU JI03BO/IAE KOHCTATyBaTH, IO CaMe TaKi
HAYKOBI IIEPEIyMOBI) HAJIal0Tb 3MOIY BCECTOPOH-
HbO JOCTIAUTH CIellia/ibHi CIleHiuHi Mofii B KOH-
TEKCTi KyIbTypOTBOPYOCTi. BuBaXkeHicTb i oLib-
HICTb I1bOTO HAYKOBOIO IIAIPYHTA BKIAJAETHCA B
OCHOBY JIOC/Ii/PKEHHS BKa3aHOTO ABMILA.

Hacrynna rpyma mxepen mo3BONA€ BU3HAYUTH
TEOPETUYHI IPIOPUTETH, L0 3aKIALA0T MiBa/IN-
HJ CYICTEMHOTO YABJIEHHA IIPO Tepedir KyabTypo-
TBOPYOCTI Ta MOXIMBOCTI IOAIEBMX TEXHOJIOTII.
Boun npepcraseni Haykosumu gopo6bkamu (JI. bo-
Xyk, T. No6inoi, O. Kopuosoi, O. 3acsupBoBK,
B. Jleontpesoi, C. JInkosoi, O. ITymonkosoi, H. Po-
manoBoi, 0. Cabapmaur, C. Yepermanosoi, B. Depst ta
iH.), MO HpuCBAYeH] AMHAMIL KyIBTYpU Ta MiCILA
CIieliaIbHMX CLeHIYHMX IOfii Y IIpOIleci TBOPEHHA
KY/IBTYPHUX ceHCiB i hopmaris. Tax, B. JleoHTbeBa
(JleonTneBa, 2014) 3axnafae MigBaMHYU KY/IbTY-
pOTBOPUYOCTi AK MeXaHi3My, 1o 3abe3leuye pea-
/mi3alilo BUHUKHEHHS 11 OYTTA KY/IbTYpH K Takol.
To6TO «KynBTYpOTBOPYICTD, AK pearnmisaiis “cum
adipmauii’, € 3piitcHioBanuM mopyHow (“S-Tpan-
CKY/IbTYPHUM™) TIPOLIECOM HOPOMXKeHHA i OyTTA
KY/IbTYPH, 1 30epexkeHH i IPUPOIEHHS, 1 Y TOII XKe
9ac — IIPOLECOM HiATPYMKM CBOTO B/IACHOTO 0CO-
6ucricHoro 6yTTs, BlacHoi ifeHTIYHOCTI» (C. 126).
I e 103BONAE HaM 3ayBaXKUTH, 110 CaMe eMOILiiTHa
y4acTb MIOANHY, OTPUMAHHA Bpa)keHb IIiJ] 9ac cIie-
I1ia/IbHOI CLIEHIYHOI MOJiI CTBOPIOIOTH IEPEJYMOBI
3aKpIIUIeHHA L€l NPaKTUKM Ta 1i aKCiONIOIi4YHOro
YTBEPIPKEHHS B COLIIOKY/IBTYPHIit cdepi.

Y mpaui B. ®ens, C. JInkosoi (Pepp & JInkosa,
2017) (meTomonmoriyHmil amapaT KyIbTYposorii Ta
IIepPCIIEKTVBY JIOT0 3aCTOCYBAHHSA B PO3BA3aHHI
pOo6/IeMH Ky/IbTYyPOTBOPYOCT) HaTAHO OCMICIICH-
HA NIPOLIECY KYIbTYPOTBOPEHHSA 3 OINIANY Ha KYJIb-
TYPOJIOTiYHY IapajUrMy Ta 3alIPOIIOHOBAHO MOX-
IMBOCTI J10TO 37i/ICHEHHA AK (PEHOMEHY KY/IbTYpH,
IPYHTYIOYMCh HA TPAfUIiHIA BUBAXEHIN KOM-
6inanii metonis. Ha IYMKY BYEHIX, iCTOpPUMYHMI
METOJ} 3aK/IaJla€ PO3YMiHHA KyIbTYpOTBOPYMX Ta
ICTOpMYHMX IIPOIIECIB y B3aEMO3YMOB/IEHOCTI; [Ii-
ANIEKTUYHUI METOJ] JO3BOJIAE YHUKHYTHU JOTMATH-
30BaHOI IHTepIIpeTallii ABYIL; €BOTIOLIIHNII METOT,
YMOX/IMB/IIOE BMBYEHHA KY/IbTYPHO-iCTOPMYHIX
TUIiB Ta crienuiky iX AMHAMIKI KyIbTYpH, KOXKeH
TUII KYIBTYPHU TIOB SI3aHWIL 3 BiIIOBITHMM TUIIOM
TBOPEHHS KyIbTYpy; QYHKI[IOHATbHUI METOf de-
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pe3 IO€NHAaHHA METOMIB, 30KpeMa COIioforil Ta
TICYXOJIOTi], Ha/la€ 3MOTY BUABUTY AMHAMIKY KY/Ib-
TYPHMX CeHCIB i Gpopm; cucTeMHMit MeTox — 6aso-
BUI1 Y METOJO/IOTII JOC/IIPKEHHA ABWILL Ta IIPOLIECiB
y cepi kynprypu (c. 189). IToromxyemocs i3 gym-
KO0 (axiBIiB: y KOKHMIT icTOpUYHMIT Tepiof 3a-
coOM TBOpeHHS KyIbTypy crernudiuni, ane creni-
a7bHi CIIeHiYHI TOfil 3aBXAM € YMHHUKAMU ITHOTO
TIPOLIeCy 3 ypaxyBaHHAM iX akTyanbHUX GopMaTis
i ceHcis.

[Ipopyktusaum e migxig O. XKoprosoi (XKop-
HOBa, 2013) (MOHATTA KyIbTYPOTBOPYOCTI fAK Iie-
PETVMH HAyKOBOI KapTUHM CBITY J1 3BMYA€BOCTI CO-
nianpHOro XnTTA). HaykoBuil momryk mxepen Ta
TIOSICHEHb (PeHOMEHY, 1[0 JOCTI/PKYEThCS, 3HAXOMIY-
MO B KOHIIETILil aBTOPKM: «MOXXIMBOCTI KOHIIENTY
KY/IBTYPOTBOPYOCT IOJIATAITH Y 3TATHOCT 3a0e3-
TIIeYyBaTH YPiBHOBAKEHHA KY/IbTYPHOI i HayKOBOI
KapTUHM CBITY IIpYU JOCTIIKEHH] COL{ia/IbHO-TICK-
xonoriyanx ¢exomenis» (c. 140). Ha mamy gym-
KY, TIOBCAKIEHH COLia/IbHMUX TPYII IIifl Yac y4acTi
B CIIelia/IbHMX CLieHIYHMX TIOfIiAX CTae 3HAKOBUM i
CIIpUsi€ BJOCKOHA/ICHHIO KY/IbTYPHOTO OYTTS 1 Te-
PETBOPEHHIO Ta OCYYaCHEHHIO KY/IbTYPHMX CEHCIB
i popmaris.

Y KOHTEKCTI MUCTELTBOSHABCTBA KY/IbTYpO-
TBOPUICTh TIpeficTaBleHa B mpaui A. Aped’eBoi
(Aped’eBa, 2021) (CMHKpETH3M Ta CUHTETV3M €BO-
JIOL{i MIUCTELTBA AK 3aC00V KYIbTYPOTBOPYOCTI).
ABTOpKa aKIIeHTy€e Ha TOMY, 1110 «[IPMPOJHili BUTOK
compositio LMK/IIB KyIbTYPOTBOPEHHA Y BCe3a-
raJIbHil Teopil MUCTELTB, AKNI XapaKTepPU3YETbCA
Kateropismu: putM (mameorit), ¢popma (Heornir),
yrpynosaHHA (paHHI nusimsamii), pyx (anTH-
yHicTb), mpoctip (Houit yac), vac (HosiTHiit 4ac),
TIOB’SI3Y€ NIOAMHY 3 TUM YCBiJOMJIEHHAM ILIiTiCHO-
CTi MUCTEL[bKOTO TBOPY, AKE € IPUPOJOBUMIPHIUM.
CaMe 11i€10 MeXXel0 BUSHAYAETDCS TOI Tepiof, KOmu
JIIOIVHA MapKye CBOE Miclie y cBiti, Micje B 6yTTi»
(c. 167). BmacHe Take MapKyBaHHA 4epe3 KY/IbTypHY
CIIIBTBOPYICTb i € OCHOBOIO IIOSABY Ta PO3TATY)KEH-
HA YABJEHb IIPO MOAiEBICTh. KO OCHOBYBaTHCA
Ha JIOCTIJKEHHX, TO MalikKe BCi 0O3HAYeHi KaTero-
pii HasABHI B Cy4YacHil CIIeHIYHil OAIL, a IX cnM6i03
3abesmedye came TOM eeKT 3aMMIIeHHA 1O cobi
CHMBOIYHOIO KalliTa/y, KU CIPaBIAIOTD IBEHTI.

AxryanpHuM HuHi € ananmis JI. boxyk (Boxyk,
2015) (namioHanbHi KYIBTYPOTBOPYI IpoLiecu B
yMOBax He3a/eXHOCTI). Y4eHa 3ayBaKye, 110 «Mip-

KYIUM IIPO KyIbTYPY fK BUAB TBOPYOi MOTYIU
CHITbHOTY — “CYKYIHOTO CY0’€KTy KY/IbTypOTBO-
PeHHST’, MAaEMO aKI[eHTYBATH YBary Ha ii BUSHaya/Ib-
Hiil pori B 06y MOTYXXHUX HAI[lEKOHCOMIALiTHIX
npotieci» (c. 98). Mu 3roziHi, 10 CribHOTA, COTMi-
JlapM30BaHa, 30KpeMa Yepes KyIbTypy, Ma€ IIOTeH-
1iaJ1 JO/IaTy He JINIIE COIlia/IbHi, IOMITUKO-eKOHO-
MiYHi, ajie 11 HaBiTh XKOPCTKI BifICbKOBI HAC/IiIKU B
MeXax CyCIiIbCTBaA i iepkaBy. CaMe CITi/IbHA KyJTb-
TypHa 11 colialbHA ifeHTUYHICTD HOPMYIOTbCA i
ITiJT Yac cIieriaIbHUX CIIeHIYHNX IO, OT)Ke, BOHM,
Ha HAILIy [YMKY, BOJHOYAC € 3acobami it popmara-
MJ1 Hal[iOHaIbHOI KYIbTYPOTBOPYOCTI.

3HaueHHA Cy0 €KTHOI Y4acTi CINBHOT y mporeci
Ky/IbTYpPOTBOPYOCTI IiiKpecneHo B mpani H. Poma-
HoBoI (PomaHoBa, 2012) (akcionoriuna crermika
KY/IBTYPOTBOPYOi AiTIbHOCTI). ABTOpKa aKijeH-
Ty€ Ha [iANbHICHI OCHOBI IpOLECY TBOPEHHSA B
KY/IbTYpi i JOBOJUTD, LIO /I JIOTO aHa/i3y MOXXHA
3aCTOCOBYBATYM QAKCIONOTIYHMII HAYKOBMIT IiAXify:
«Axciomopenp xo4 i € HafOyHOBOW Hap 6a3ucoM
KY/IBTYPHOI JiATbHOCTI, a/le Takol HafOyHO0BOIO,
AKa IIOBHICTIO BUPAXKAE€ 3aKMaleHi Y KYIbTYpHY
TiSMBHICTh AKCIONMOTIYHI MOTeH1Iii, iIHIIMMI CTIOBa-
MII — peaslisy€ LiHHiCHY €/JHICTb, KA BCTAHOBJIIO-
€TbCA KY/IbTYPOIO, 1 TPAHCIIOE Il Ha yce KYNIbTYpHe
Toe Yepe3 KyIbTYpOTBOPYiCTb, TOOTO BCTAHOB-
o€ BipTyanpHy Oesniu peamisauii 1iei egHOCTI
(c. 173). Ockinbkn KynbTypHa fiisf po3yMieTbcs AK
TIparHeHHsI IIOAVHY BUIITH 33 MeXi, 30KpeMa i cebe
caMol, JOK/IafieH] 3ycuiss GOPMYIOTb OCHOBY I
TBOPYVX IIPOLECiB y cepi Kynbrypu. Ane, Hacam-
Tepef, 3alUIIAE€TbCA He CTUIbKM KOHCTPYKIIA L€l
Aiii, ckinbKy akcionmoriyHa ocHOBa Ta HaOYAOBA.

Orxe, TPOBIFHUMY TEOPETUYHUMIY TIPiOpUTEeTa-
MM JOCTIIKEHHA €: PO3IJIAL CIIeLiabHOI CLIeHIYHOI
TIOZIil AK aKTya/IbHOI KYIbTYPHOI IPAKTUKM, AKa 32
yMOBHU e(DeKTUBHOI OpraHisaljii yTBOpro€ akciono-
riyHe MATPYHTA AIA y4acTi Cy0’eKTiB coliymy B
IPOLIECi KyIbTYPOTBOPEHHS; 3aCTOCYBAHHA KYIlb-
TYPOJIOTI4HOrO MiXOAY AK IPOBIJHOIO [O3BOJIIE
CHCTEMHO aHafli3yBaTy GeHOMEH Cy4acHOTO iBEHTY
y B3a€MO3B AI3Kax 3 {HIIVMIM KOMIIOHEHTAMI KY/Ib-
TYPHOTO IIPOCTOPY il BUABJIATU MOXKIMBOCTI MOfi-
€BVIX TEXHOJOTilI i 3a0e3ledyeHHs MepCreKTUBY
TBOPEHHA B KY/IbTypi; TBEPIKEHHA IPO Te, IO
KY/IBTYPHa il COLliaIbHa {IeHTUYHICTb GOPMYETDCA
1 mif yac crenianbHUX CIEHIYHMX IOfil, 10 PO3-
ITIAZIAETBCS SIK KOMIUIEKCHe sABMIIe i HoTpebye 06-



IPYHTYBaHHA Ha OCHOBI Pi3HMX HAyKOBUX IIi/IXO/IiB
(akcionorivHoro, AiATbHICHOTO, YIPABIiHCBKOTO) B
KOHTEKCTi KY/IbTYPO/IOTT9HOTO.

BucHoBku. Takyum uMHOM, OCIiANBIIN METOTO-
JIOTiYHi Ta TepMiHONOTiYHI 0cOOMMBOCTI PeHOMEHY
CYYaCHMX CLIEHIYHMX IOJi y KOHTEKCTI KY/IbTY-
POTBOPYOCTI, MOXXEMO KOHCTATYBaTH, IO: CIEli-
aj7lbHA CIleHiYHa TOJisA — Iie CIJITaHOBaHe B yaci 11
npocTopi sABuie (iBeHT), AKe Mae CHUMBOJIYHMUI
KalliTaJl, LiHHICHe CIPAMYBAHHs, CIIPOMOXKHE Bpa-
3UTH YYaCHMKIB 3aC06aMI TTePeBAKHO CLIEHIYHOTO
MMUCTELTBA, CTUMY/IIOBATH IX [0 Y4acTi B IIepeTBO-
PEHHAX Y IIPOCTOPi CYYACHOI KY/IbTYPH; IPOBITHIM
METOJOIOTIYHIM III/IXO0M [0 aHaIi3y npobnemi,
AKa JOCTI/KYETCA, € KYIbTYPONOTiYHMIT, OCKi/Ib-
K11 QyHaMeHTa/IbHA KY/IbTYPOJIOTiA BMOXK/IMBIIIOE
po3ryAn GpeHoMeHiB Ky/IbTypy B KOHTEKCT] BIacHOI
IAPAIUTMH, AKa JJO3BOJIAE KPi3b NPU3MY IOHATD,
HAYKOBMX YABJIEHb, BM3HAYEHUX TEHIEHIiI 3a3up-
HYT) OJHOYACHO i B MUHYIIE, i B MailOyTHE ABMULIE,
110 AOCTiIKyeTbcA. Komo HayKoBMX [Kepen O3Ha-
YeHOI TIpOOIeMH BKIIOYAE Ti, IO HPEACTABAIOTH
METOJ0/IOTi0 CY4aCcHOI Ky/IbTYpPOJIOrii, pi3HOACIIEK-
THO aHAJi3yI0Thb KYIbTYPOTBOPYICTh AK IPOLEC,
BUBYAKOTH CIIellia/IbHi MOAil, 30KpeMa CLeHIYHi K
sBMIE, BUKOPUCTOBYIOUM  (eHOMEHOMOTIYHMIL,
AKCIOTIOTIYHMII, aHTPOMONOTIYHMII migxomm. 3'd-
COBAHO, L0 3MiHM B ITI00QJIBHOMY KY/IBTYPHOMY
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PO3BUTKY, KOMepIiamisalis KyIbTypHOi cepu
CTAIOTb TUM KOHTEKCTOM, y AKOMY TpaHcopMy-
I0TbCA CYYaCHI CLEHIYHi IOAil, Mpy IbOMY KYJIb-
TypHa IIO/ITHKA € YMHHIKOM aKTyasis3alii ix ceHciB
i popmaris. PeHOMEHOOTIYHNIT aHATI3 iBEHTY K
ABUILA KYIBTYPY [JO3BO/IA€ BUSHAUUTY OPIEHTUPU
HOJANbIINX IOCII/PKEHb, 30KpeMa B IIpoLeci Ha-
IiOHAa/JIbHOTO KY/IbTYpOTBOPeHHA. CHMBOIYHMI
KalliTa/l CLIeHiYHOrO iBEHTY B IIOBOEHHUII Yac IIO-
K/IaJJa€ThCs B OCHOBY HAI[iOHa/IbHOTO IiJHECEHHA
Ta TBOPYOI YYacCTi CIIIbHOT y BiJIHOBJIEHHI i1 CeH-
COYTBOPEHHI HalliOHATIbHOI KY/IbTYpu. BifTaxk, cre-
Lia/ZbHI CLIEHIYHI NOAIi € LiHHICHUM OPiEHTUPOM
y4acTi cy6 eKTiB coLiymMy B IIpoLeci KylIbTypoTBO-
PEHHA; KYIBTYPONONIYHMIA IAXi[, YMOXX/IMBIIIOE
CHCTeMHe JOCTiPKeHHA (eHOMeHY Cy4JacHoi Moz
IV 3a6e31edeH s IIepCIeKTUBY TBOPEHHS B KY/Ib-
Typi; KyIbTypHA ifeHTU4HiCTH QopMyeTbcA TIif
Yac CIeljia/IbHUX CIeHIYHMX HOfill, 1o norpedye
KOMIUTEKCHOTO OOIPYHTYBaHHSA Ha OCHOBi aKciono-
TiYHOTO, JiAMbHICHOTO, YIIPAB/IiHCHKOTO HayKOBUX
MiIXO/IiB.

IlepcnexTvBM MOJANbMINX AOCTIHKEHDb II0-
JIATalOTh y TOOYNOBI METOHONOriYHOI Mofeni Ta
BY3HAYEHHI IIPOBIHMX METOJIB IOJA/bIIOTO Hay-
KOBOTO IIOIIYKY, BUSHAYEHH] OpraHisaliifHuX 0Co-
6rmBoCTell peaizalil creljiaIbHUX CLeHIYHNX IO-
ZIiJi y IIporieci HalliOHAbHOTO KY/IbTYPOTBOPEHHA.
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TBOPYUI NOPTPET ABTEHTUMHOIO BUKOHABLIA
B MPAKTULI 3ACBOEHHA HAPOAHOMNICEHHOT TPAQULIT

B. M. Ocamua

XapkKiBCbKka fiepxaBHa akagemia KynbTypu, M. Xapkis, YKpaiHa
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B. M. Ocadua. TBopuuit mOPTpeT aBTEHTHIHOTO
BUKOHABIA B IPAKTHI 3aCBOCHHA HAPOJHOIIiCEHHOL
TPafMIil

BusABneHO cKmazioBi HayKOBOTO MifAIPYHTS 3aCBOEH-
HA HapOJHOIIICEHHOI TpagMLil B IpoLeci MiirOTOBKI
¢axiBusa HapOAHOTrO CIIBY Y 3aKjIafjax BUI[OI OCBITH
Kuesa, PiBHoro Ta XapkoBa y 3B’I3Ky 3 €THOKY/IBTYP-
HVIM KOHTEKCTOM (PYHKIJIOHYBaHH: COMBHOTO BUKOHAB-
CTBa. BM3HaueHO CK/IafioBi TBOPYOTO NMOPTpPETa aBTEH-
TUYHOTO BUKOHABIA Ta (GOPMU OrO 3aCTOCYBAaHHSA B
HaBYaJIbHOMY IpOIieci J HAyKOBUX MyOiKaIiiax.

Kimio4oBi cmoBa: mysuure mucmenmeo, 60KanvHe Mic-
meumeo, HAPOOHoNiceHHe BUKOHABCIMBO0, MBOPUA Oiflb-
Hicmb, HAPOOHUTI cnie, MeopHuti nopmpem, iHOUBioyany-
HULL 60KATILHUTI CIUTTD.

V. Osadcha. Creative portrait of an authentic
performer in the practice of assimilation of folk song
tradition

The purpose of the article is to summarize the
theoretical provisions of modern folklore researchers
and the experience of folk singing teachers in the
development of a creative portrait of an authentic
performer, to identify their role in the practice of
assimilating the folk song tradition.

The methodology of the theoretical analysis is based
on the theoretical provisions of the system-functional
approach to the problem of personality in folklore.
The classification method is used to determine the
paradigmatic nature of the distribution of styles of folk
song performance and to distinguish the forms of its
functioning.

Theoretical basis of performance and ethnophonic
analysis is formed on the provisions of scientific research
by A. Ivanytskyi, Y. Karchova. V. Osypenko, V. Osadcha,
L. Synelnykov.

The results. The generalization of the creative features
of the bearer of the tradition of song folklore is formalized

V. Osadcha

Kharkiv State Academy of Culture, Kharkiv, Ukraine
https://orcid.org/0000-0002-8045-4007

by researchers and teachers of folk singing in the form of
a creative portrait of an authentic performer.

The tradition of generalizing the performing style of
outstanding carriers of authentic singing is continued
in the practice of professional assimilation of folk song
performance at the departments of musical folklore, folk
singing of higher educational institutions of culture and
art of Kyiv, Rivne, Kharkiv. In particular, the experience
of compiling creative portraits of folk performers is
based on the course and master’s works of students of
the Department of Ukrainian Folk Singing (now —
Pop and Folk Singing) of Kharkiv State Academy of
Culture (supervisors H. Breslavets, V. Osypenko). The
characteristics of Polissia folklore performance are
devoted to the articles of the teachers of the Department
of Musical Folklore of the Institute of Arts of Rivne
State University L. Gapon, N. Boyarska, R. Tsapun,
N. Nyzhnyk, B. Yaremko, V. Yarmola. The components
of the creative portrait of the performer are defined:
biography, characteristics of the environment, attitude
of the singer (musician), personal characteristics,
repertoire, features of the performing style, promotion of
the song heritage.

Research format of diploma introduced by Y. Rybak
relies on the structure of scientific collections of
folklore with subsequent publication, which contains
transcriptions, scientific apparatus: description of
ethnography, genres, analytical tables, disc with audio
recordings.

The scientific novelty. For the first time, the article
summarizes the achievements of researchers and teachers
of cultural art universities of Kyiv, Rivne, Kharkiv in
the development of a theoretical and methodological
approach to the assimilation and representation of folk
song heritage, in particular in the form of a creative
portrait of a folk performer.

The practical significance of the article lies in the
scientific substantiation and methodological presenta-

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



tion of the positions of ethnophonic and performance
analysis, formalized for further use in the educational
and creative process of assimilation of educational
programs such as “Folk Singing” and “Musical Folklore”
Keywords: musical art, vocal art, folk song performance,
creative activity, folk singing, creative portrait, individual
vocal style.

AKTyanbHICTh 3aIIpOIIOHOBAHOI TEMM 3aro-
CTPIOETBCA HMHI, 3BaXal0uy Ha Te, W0 MOTpeda
B MICTELbKOMY O03By4€HHi HapOJHOIICEHHOTO
cnaaky sk Qaxry eTHiyHOI camoifeHTMiKALIil
0COOMCTOCTI BaroMo 3poCTae, 0COOMMBO B yMOBAX
BOEHHOTO Yacy. Y3araJbHeHHA TBOPYMX AKOCTEN
BJKOHABIIA ITICEHHOTO (OBKIOpPY GopManizoBaHo
JOCTIHUKAMM 1 BUK/IaladaMyl HAPOJHOTO CIiBY Ta
My314HOro GonbkIopy y popmi TBopuoro moptpe-
TY BUKOHABIIA.

IlocranoBka mpo6nemu Y mporeci mpodeciit-
HOTO BUXOBAHHA CIIiBaKiB HapOJHOIO HANpPAMKY
B YKpaiHi 0co6/mMBOro 3HaueHHs HabyBae JOCBif
Kadenp MysudHO-QonbkIopHoro mpodino 3BO
Kuesa, Pisnoro, Xapkosa B nepiog 90-x pp. XX —
10-x pp. XXI cr. Ha muTomy HaykoBy OCHOBY Oy/n
MOK/TafieHi CKmaoBi ($axoBol MiATOTOBKM CIIiBa-
Ka-IIpe3eHTaTopa JIOKAIbHOI Tpaauiil y 3B’ 3Ky i3
KY/IBTYPHUM KOHTEKCTOM (YHKI[IOHYBaHHA yKpa-
iHCPKOTO aBTEHTMYHOTO CIIiBY: TBOpYE OCATHEHHA
MY3W4HOI 00pa3HOCTi MiceHHOro (ONBKIOpY, BU-
KOHABCbKOTO CTV/IK0 HAPOSHMX CIIiBaKiB.

AHami3 OCTaHHIX KOCTiKeHb Ta MyOmiKamii.
[Ipo6nema ocobucrocti B dponpkiopi pospobnena
B KOHTEKCTi K KOJIEKTMBHOTO TBOPYOTO IIPOLECY,
TaK i IIepCOHaIi3allil BMKOHABCHKOI iHTepIIpeTallil,
BU3HAUeHH: 11 AKICHMX XapaKTepuCTuK. B okpemux
OCTTKEHHAX PO3I/LAAI0ThCA GOPMI BUPi3HEHHA
rOJIOCIB IIpM CIIiBi, BapiaTMBHICTD IiJj Yac BiATBO-
peHHA (OMBKIOPHOTO TEKCTY, CK/IAfJOBi BUKOHAB-
CBKOTO i1 eTHO(OHIYHOro aHasi3y, po3pobneHi B
IPAKTHII 3aCBOEHHS OCBITHBO-TIPOECiitHUX Tpo-
rpaM «My3UYHII POTBKIOP», «<HAPORHMII CIIiB» BYI-
knagayamn Kuesa, PiBHoro, XapkoBa. Ilapamerpu
POSITIALY BUKOHABCHKOTO CTU/IK0 HAPOJHUX MY3U-
KaHTIB-IHCTPYMEHTAIICTIB BiloOpaXkeHi y TBOpUMX
NOPTPeTaxX PiBHEHCHKMX Ta JIbBIBCHKMX €THOOPIa-
HomoriB — BukmanaviB PIATY 1t JIsBiBchkoi HMA
im. M. B. JInucenxa.

[InTaHHAM BU3HA4YEHHA Ta B3a€MOJIil KONEKTVB-
HoOro (rypToBoOro) it iHAVBiZyanbHOTO B HapOJHO-
IiICEHHOMY BVMKOHABCTBI IIPUCBAYEH] BOCIIIKEHHA

55

BUK/IAfIauiB Kadegpu ecTpajgHOro I HAPOFHOTO
criBy XapKiBCbKOI Jep)KaBHOI aKafeMil KyIbTypyu
(XIAK). B. Ocunenxo ta O. Illnmkina xapakre-
pU3YI0Tb KOMIIOHEHT! JIOKaJbHOTO CTUII0 HApOJ-
HUX BUKOHaBIB ¢. CriBakiBka (0 2016 — Yepso-
Huit [llaxrap — npum. ped.) Ockinbcbkoi cimbchkol
rpomay [310McbKOro paitony XapkiBcbKoi obrmac-
Ti AIK TiCHO IOB’43aHi i3 MOBHMM fiaeKToM. «JIis
TPaJMLIHOI KYIbTYpU TYPTOBOIO CIBY <...>Xa-
PaKTEpHOI0 € HapojHa MaHepa 3 JJOBOMi 00’eM-
HUM “OKCAMMTOBUM 3BYYaHHAM TPYJHOTO peri-
cTpy. MicueBuit fianeKT Bifjpi3HAETbCA E€IMHON
OMM3bKOI PO3MOBHOK IO3NIEN Ta y3aralbHe-
HOI0 (OPMOI0 TONIOCHUX, IO HAaJIa€ CIiBY 0COOMN-
Boi “meroyocti’» (Ocmmenko, Ilmmkina, 2015,
c. 41). Ha mymKy ROCTiHWIb, «If BIACTHMBICTH
cpopMOBaHa TpPAamNIi€ “03BYy4eHHA IPOCTOPY
3apajy jioro rapMoHisauii» (tam camo). Xapakre-
PUCTUKY YKOPIHEHOCTi ¥ YHIKa/IbHIill KOHIL|EMLIii
XUTTA Ta TBOopyocTi Onekcif 3aiiusd, cyd4acHOro
BUKOHaBIA-HOCiA Tpaguuil KuiBcbkoro Ilomicca
B. Ocumenko posrifafae AK BUCBITIEHHA Tpobie-
M CYYacCHOTO (PYHKIIOHYBAaHHA HAapOHOIICEHHOI
Tpapuiii B Ykpaini (Ocumenxo, 2020). Teopui mop-
TPeTV CYYacCHUX peIpe3eHTATopiB K003apChKOro
BuKoHaBcTBa B. Cuenka, 0. ®enyuHchkoro nuTo-
Mo BucBiTmo0Th Bukmagayi KHYKIM I. Cunens-
HukoB (Cunenpuukos, 2023), B. CunenbpHukoBa
(CunenpHukoBa, 2023). 3arampHa Kmacudikarisa
perioHanbHUX 0COOMMBOCTE}l HAPOJHOIICEHHOTO
BUKOHaBCTBa 3fiiicHeHa npauAx O. beny, C. [pumy,
A. Ipannnpkoro, P. Ilanyn. OsHadenHs mpocropy
Hil CIiBOYOrO CTU/MIO IOHATTAM HApOJHOIICEHHOI
BJMKOHABCbKOI IapajurMy JJ0BEEHO B iiCepTa-
niitHomMy pocnimpkenHi 0. Kapyosoi «Ykpaincbke
HapOJIHOICeHHe BUKOHABCTBO B IpodeciiiHiit My-
3MYHI TPaKTUIi OCTaHHbOI TpeTHHM XX — MOovaT-
Ky XXI cromite» (Kapuosa, 2016) Ta po3ByHeHO B
HayKoBuX cTarTsax (Kapuosa, 2018).

Merta craTTi — y3araJbHUTH i IpOaHa/li3yBaTy
JOCBiJl CY4acHMX JOCTIJHUKIB (ONBKIOPY Ta BU-
KJIafladiB HAPOJHOTO CIiBY 3 pO3poOKM TBOpYO-
ro IOPTpeTa aBTEHTMYHOTO BUKOHABLA, BUABUTI
JIOTO pO/Ib y MPaKTULi 3aCBOEHH: HAPOLHOIIICEH-
HOI TpajuIii.

Buxmap ocraHHix pesynbpraTiB JOCTiKEHHA.
Y mpoueci cy4acHOro BMXOBaHHA CHiBaKiB Hapof-
HOTO HAIIPAMKY B YKpaiHi 0COOMMBOTO 3Ha4eHHA
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HabyBae BIKOHABCbKe OCSATHEHHs MY3MYHOI 06pa-
3HOCTI ITICeHHOTO (ONBKIOPY, @ TAKOX BUBYEHHS
JaCOIPOCTOPOBOI OpraHisanii IiCEeHHUX TEKCTiB,
0COOMMBOCTEl BMKOHABCHKOTO CTUIIO HAPOTHMUX
cmiBakiB. I]pomy crpuse 3acBoeHHA opM i Me-
TOZIiB €THO(OHIYHOrO aHasmi3y, 1o 6as3yeTbcs Ha
BiYYTTi XMBOTO 3BYYaHH:A, KOHTAaKTHOMY Iepe-
JIaHHI eTHIYHO CBOEpifHOI miceHHOI iHpopMaii Ta
pesynbTaTax (QONbKIOPUCTUYHOI TPAHCKPUIIIi
aypio-, Bifjeo3amuciB miceHHOro GONbKIOpY.
Oco6mMBICTIO 3aCBOEHHS OCBITHBOI MPOrpamu
«HApOJHNI CIIiB» € Te, 1[0 HAPOJHOIIICEHHMIT MaTe-
piaj /11 HAayKOBOTO OILPAlLIIOBaHHS 1 MUCTEIBKOTO
BTiIeHHA QOPMYETHCA TAKOX IIPOTATOM HABYAJIb-
HO-TBOPYOTO IIpolecy. BiH ysaranbHeHuil B apxi-
Bax aypio-, BieosamuciB kadenp, nmaboparopisx
Ta KabiHeTax (OMBKIOPY, Bifobpaxkae pe3ynbTaTu
BJIaCHUX [OCTIi)KeHb BUK/IaflaviB, (boan}IopHo'l'
NPAKTUKN CTYZieHTiB. [IOKyMEHTyBaHHA 1I TpaH-
CKpUOYBaHHA 3aINCiB BXOZUTb A0 00CAry Ipo-
¢inbHMX KypciB Ha HOBOCTBOPEHMX Ha IIOYATKY
90-x pp. XX cT. Kaempax My3UIHOTo (HOILKIOPY,
YKPAIHCBKOTO HAapOJHOIO CIiBY 3aKIafiB BMIIOIL
OCBITY KY/IbTYDP} Ta MUCTELTB YKPAIHIL.
HaykoBo-negaroriyaumy npauiBHUKaMu i Iie-
maroraMyt (paxoBMX KOJEIXiB, YHiBepCUTETiB Ta
axageMmilt KynbTypum i mucrents Kuesa, PiBHO-
ro, XapkoBa pO3pOOTEHO if 3alPONOHOBAHO B
HABYa/JbHO-METOIMYHNX BMJAHHAX CTPYKTYpy
TBOPYMX IOPTPETIB aBTEHTUMYHMX BUKOHABIIB.
Y HayKOBNUX CTAaTTAX Ta Marepianax KoH(pepeHIil
BIK/IAf]auiB Kadeapy yKpaiHChKOTO HAPOFHOTO CIIi-
BY (3 2017 p. — xadenpu ecTpaHOro Ta HAPOJHO-
ro cniBy) XJJAK, a Takox y Marepiamax KypcoByx
Ta MaricTepcbKux po6iT CTyAeHTIB BimoOpakeHi
0COOMMBOCTI BIKOHABCHKOTO CTVIO aBTEHTIYHIUX
criBakiB — HociiB Tpaguuii Xapkisumuu. Ceper
HuX Tpio cectep y cknafii Onbru KysbmosHn JIBoii-
4eHKo, Menanii Kyspmosan Tumdenko ta €ppoxii
KyspmoBHn HoBommucbkoi (y giBoursi binokis,
¢. OpHopo6iBka, 3omouiBcbkoi rpomanu boropy-
XiBCbKOTO paifoHy XapkiBcbKoi obmacti, c. bacose
3onouiBcpkoi rpoMaay boropyxiBcbkoro paiioHy
XapkiBcokoi obmacti), [lomina AuppiiBaa Kpunu-
vaHcbka (c. [Imocke BemukoOyprmyupkoi rpoma-
m, Kym'stHcpkoro paitony XapkiBcbkoi 06macti),
Hapis AwnroniBra IIpoxomosa (c. IerpmaniBka
[lleByenkiBchkol cemuminoi rpomazy Ky ssHChKO-
ro paiioHy XapkiBcbkol o6macti) (Ocagua, 2014).

Compry Tpaguuito ciiBy IlonraBmunn mpegcras-
naoth Mapisa fkiBra Momort (c. laiBka O6omnon-
cpkoi rpomaan, Kpemenuyupkoro paitony Ilon-
TaBcbKol obmacti), Hapis Mukurisaa Posmo6apa,
Hina IlerpiBna Pepa, lamumna fxumisna Ilomko
(c. KpsaukiBka IImpsatuncbkoi rpomapy JlyGen-
cpkoro paitony IlonTaBcbkoi obmacti) (Tam camo).
Cepen donbknopHux BuKOHaBLiB HaagHinpsu-
IIVHY B CTYAEHTChKUX pobOTax pO3ITIAHYTI TBOp-
4i mocTati yYacHMKiB (PONBKIOPHMX KOTEKTHBiB
«IIpomicox» c. Kouepexxkn IlaBnorpapcpkoro p-Hy,
«Inrynpyanka» c. Inrynenp Kpupopisbkoro paiiony
(32002 — wactuna M. Kpunit Pir — npum. ped.),
«Begopuuni» c. Ilinropopue [IHinpoBcpKoro paiio-
Hy [{HinpomneTpoBCchKoi 06acTi.

TemaTnka KypcoBMX pOOIT OXOIUIIOE BVBYEH-
HA JKQaHPOBOI CHMCTeMM HApPOJHOIICEHHOI Tpajmu-
1Iil, CTPYKTYPHMX Ta BUKOHABCBKUX OCOONMBOC-
Teit Gponbknopy Cnoboxxanmuny it ITontaBumny,
ocobnmmBocTel TYPTOBOTO i CONbHOIO BMKOHAHHSA,
IIEPCOHA/IN CIIBaKiB-HOCIIB Tpajiuilii, CTPYKTYy-
pa MICTUTb PO3JIN IIParMaTM4HOIO, 30KpeMa BU-
KOHABCHKOTO aHAJIi3y TPAHCKPUOOBAHUX IIiCEHb.
Cnig mifKpecnuTy, IO KepiBHMKAMM OIIPaIbo-
BaHUX pOOIT € BUJATHI HAyKOBII Ta HPAKTYKIL:
A. Typina (45 po6ir) B. Ocagua (72 poborn). Bi-
JIOMUIT KOMIIO3UTOP i BUeHMIT-PONBKIOPUCT, 3a-
CHOBHUK Kadenpu YKpaiHCbKOTO HapOJHOTO CIIiBY
Inna Honbcpkuit 6yB HAyKOBUM KepiBHIKOM Kyp-
coBoi pobotu O. Kupeuko «Excrenuiriitia [iisib-
HicTh Kadpepu YKpaiHCHKOTO HAPOJHOTO CIIIBY Ta
My3U4HOro Qonpkaopy B 1992-1993 pp.» (2000),
Ipuna Ilonbcbka — maricrepcbkoi poboru A. bi-
nenko «l. C.Ilonbcbkmit — ydYeHmil, My3MKaHT,
Buknagad» (2007), okpemi poboTH 3mificHeHi mix
kepiBunurBoM O. Iumkinoi, I. Illep6inu. Cepen
KYpPCOBUX poOiT 3 HOTawii Ta aHami3y HapogHMX
IiceHb, iICTOpil YKpaIHChKOI BOKA/IbHOI KON, 110
BICBIT/IIOIOTD TIp06/1eMyt GOTbKIOPHOTO BUKOHAB-
cTBa: «BukoHaBChKMit cTub Tpio cectep binokis Ak
3pa3oK JIPMYHOI Tpajulil IepeceneHIiB Ha Xap-
kiBumHy» (O. Anenko, 2001), «Mysnyni ocobmu-
BOCTI, BUKOHABCbKIIT CTU/Ib NTIPUYHUX ITiCEHb Cena
OpnHopo6iBka 307104iBCbKOTO paitoHy XapKiBcbKoi
o6macri» (O. Cemenosa, 1999), «OcobmmBocTi aB-
TEHTMYHOTO (POIBKIOPUCTUYHOTO i MICTELBKOrO
BJKOHAHHS YKPAIHCBKOTO (POTIbKIOPHOTO COMOCTI-
By» (I Ilyrino, 2006), «[Icuxodisionoriuna aypa
donbknopHoro BukoHaBcTBa» (H. OHuimenko,



Maricrepcbka po6ota, 2008), kepiBuuk — B. Ocap-
4a; «BMKOHABCHKMIT CTU/Ib TPAANLiIIHOI TICEHHOCTI
[omiccsa» (M. Tkagenko, 2004), «Crenucika Buko-
HABCbKOTO CIIJIKYBaHHA B YKPAIHCBKil HapOJHO-
miceHHilt Tpaguuii» (A. IlerpakoBa, Maricrepcbka
po6ora, 2008), kepiBHMK — A. [ypiHa.

Ha 1711 BMBYEHHA CONMBHOI Ta IypTOBOI TPAfMLil
BIMKOHAHHSA BUK/IafjayaMyt Kadenpy ykpaiHCbKOro
HApOJHOTO CIIiBY Ta My3u4Horo ¢onbkiopy XJAK
0y10 po3po6neHO KOHIENII0 «{HTOHALIHO aK-
TUBHOTO BTi/TeHH:A TPaJUL{iiTHOTO CIIiBOYOI0 CTH-
NI, KA TIO/IATa€ B MIUCTEIIbKOMY y3araJbHEHHI Ta
iHaMBifyamisanii JOCATHEHDb YKPAIHCBKOI CIIiBallb-
Koi KynpTypn ycHoi Tpapuii» (Ocamda, OcnmeHxo,
2013, c. 88), 10 € YMOBOIO IUTIfHOTO MMCTEI[bKOTO
BiITBOPEHHA, 30KpeMa B IIEPCIEKTUBHIX KOHIEPT-
HO-BUKOHABCBKIX (opMax. Cepell CKIafioBUX BU-
KOHABCBKOTO CTU/II0 — OCOO/MMBOCTI 3BYKOBUCOT-
HOTO {HTOHYBAHHS, BIUIMB Ha (OPMYBaHHSA 3BYKY
HIOAHCIB MOBHOTO [Iia/IeKTy, iHAMBiyanbHe 3aCTO-
CYBaHH:A BMKOHABCbKIMX IIPUITOMIB.

B. Ocunenxko ta O. IlInmkiHa KOHKpETHU3YIOTh
3aca/iy TypTOBOIO BUKOHAHHS IiCeHb HOCIAMM Tpa-
puii sraganoro cema CriBakiBKa Ha BUOKPEM/IEHHI
IUTOMUX O3HAK «KOJEKTMBHOTO» TBOPYOIO IIOP-
TpeTa: «3arajioM BUKOHAHHIO IIPUTaMaHHi pO3CIIiB-
HICTb, 10 MOEJHAHA 3 €MOLIIHIM HaIpyXeHHAM
Ta eKCIpeCi€lo BUTOIOMEHH TeKcTy. lle mposass-
€TbCA, NIEPII 3a BCe, HA PiBHI pUTMIYHOI OpraHisanii
Ta XapaKTepy BUCIIBYBaHHS, KO/IM peINTATUBHICTb
IPIOHMX TPUBANOCTEl YEPryeTbcsi 3 MOTYKHUM
CHiBOM JOBIMX (epMaTHUX 3BYKiB B KiHIi MOTH-
BiB, AKNMM IIepefiye KOJIOpPUTHE ‘TycTe” ITiCCaHFO0»
(Ocunenxko, Ilnmkina, 2015, c. 39-40). Posrnsa-
HyTi B crarTi B. Ocunenko Ta O. IlInmxinoi micHi
«A BXe POKiB fiBicTi», «{opHOMOpELb, MAaTIHKO» €
3pas3KaMyl CTT000XKAHCHKOTO «IIPOTSHKHOTO» CTUIIIO
poscmiBy. Ha aHaisi BUKOHaHHA JOCTiHNIIi BUPi3-
HAIOTb TaKi 0COOMMBOCTI, SIK «IIOTY>KHUII “TOPAK”
LI/IBHOTO  CIOO0XKAHCHKOTO TPYAHOTO 3BYYaHHS;
niadparmanbHi “ygapu” fMXaHHS 3BYKIiB PO3CIBY
i3 nomaBaHHAM cknagy “To” (“susis mere 60(20)cyio
ii Ha(ea) mopo(e0)3eyp...”), O aKLEHTYIOTD Lii 3BY-
KU, HaJAI0Th Biff4yTTs NPYXXHOI PUTMIYHOI Iy/Ib-
canii, aKTMBHA pelyKIid TOMOCHUX, IO CTBOPIOE
CIPVATINMBI YMOBH /A PIBHOTO 3By4aHHSA BOKa/lb-
Hoi niHil» (Ocunenxo, lInmkina, 2015, c. 40). ITpu
TIOJA/IBIIOMY aHAi3i JOCTIHUII XapaKTepu3yI0Th
0COO/IMBOCT]I MOBHOTO JiaJIeKTy, CIIelMiKy BIMOBY
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TOJIOCHMX, iX pefyKuii. I]i BUKOHAaBChKi AKOCTI BU-
KOPYMCTOBYIOTbCA B IPAKTHL]i 3aCBOEHHA ITICEHHOTO
penepryapy c. CriBakiBka (ONbKIOPUCTIYHUM aH-
cambreM «CnoboxxaHouKa» XapKiBcbKoro ¢axoBo-
IO BMILOTO KONEMKY MUCTELTB, KEPIBHUKOM AKOTO
€ CIIiBaBTOP CTATTi, 3aC/Iy)KeHa apTUCTKa YKpaiHu
O. llInmxiHa.

BigMiHHICTD TYPTOBOTO Ta ORMHOYHOIO CIIi-
BY, JI0OTO HepO3PVBHUII 3B’SI30K i3 0COOMMBOCTS-
MM TBOPYMX HOPTPETIB aBTEHTMYHVX BJMKOHABIIiB
migkpecmoe A. IBanynpkmit y mpani «IIombosi
soumrty. PonbknopucTiyHi possigku...» (2014).
[]i mono>xeHHs pO3BMHEHi B po3finax («3Bomax»)
kuurn «IIpo ocobmmBocCTi cmiBy cTapux >KiHOK»,
«[Ipo craporpapuriiiie ¢oNbKIOpPHE BUKOHAB-
ctBo» (IBanmupkmit, 2014). Bryuni, Bpasmmsi xa-
PAKTEPUCTUKM JIifiepiB CIIBOYMX TYpTiB, Ta/laHO-
BUTUX COJIbHUX BMKOHABLiB Y4EeHMI 3[iJICHIOE Ha
NpUK/IalaX TBOPYMX IOPTPETiB HOCIIB Tpajuilii
Kuiscobkoro [omices 3 ¢. Toeruit Jlic HopHOOMIB-
CbKOro p-Hy (excmemnuisa 1983 p.; ceno HuHi He ic-
Hye — npuM. pen.) Bacuna [nosu 1906 p. H., Ara-
¢ii Yepepumdenko 1920 p. H. (Tam camo, cc. 56-60).
CniBouy tpaguuito IliBHiunoi Beccapabii B «Ilo-
JIbOBUX 30WINTAX...» Tpefcrasasie Opocuna Jler-
KyH 1919 p.H. 3 c. BacuniBka CoxmpsAHCbKOi rpoMa-
mu [THicTpOBCBKOrO partony YepHiBerbKoi 06macri.
30KpeMa, BUEHMI! MiIKPeC/IOE BiMIHHICTb CTHIiC-
TUKM IYPTOBOTO CIIiBY J1 «CONIbHOI TEXHIKM OffIHOY-
HUX TiceHb»: y ®. JIerKyH «OfIHOYHMII CIIiB Y COMb-
HUX IICHAX CIMPAETHCA HAa MEMBMaTuKy («apibHy
TexHiKy»). Y TypTOBUX IIiCHAX BOHa «criBana 6aca,
Ipi6HOI TeXHIKM He BXXMBaMa» (TaM camo, c. 63).

[loegHanHA HaykoBOI Ta TBOpYOI poboTH Xa-
pakTepusye [is/NbHICTD BUKIAJAuiB Kadempyu My-
su4HOro (omnpknopy (3 2024 p. — xadenpu my-
3JIKO3HABCTBA, (ONBKIOPY Ta MY3MYHOI OCBiTH
IHcTUTYTY MUCTENTB PiBHEHCHKOTO r'yMaHiTapHOTO
yuiBepcurery (PII'Y)). KanpnpaTom MucTenTsos-
HaBcTBa I0. Pubakom pospobnena i o6rpyHToBaHa
MeTOIVMKA CK/IA/JAHHS | TIOffaHHSI IUITIOMHUX POOiT
3a CTPYKTYpOIO HayKoBuX 30ipok ¢onbkiopy. Ma-
Tepia/m 1A Takoi 30ipKM CTYZIEHTV HaKOIMYYIOTb
i JOKYMeHTYIOTb CaMOCTiliHO, iX mybrikaiia B po-
60Ti IOIOBHEHA BifNIOBiMHUM HayKOBMM aIapa-
TOM: TEOPETMYHOK YaCTUHOI 3 OIMCOM Tpajuiii
ab0 mepcoHatii BUKOHABIS, aHATITUYHNX TaONIb
3 JAaHMMU IIPO MEJIOTUIONOTIYHI O3HAKY IIiCEeHb,
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ix mapodakrypui ocobmmsocti. Hampsam pgocri-
JDKEHHS JMIVIOMHMX POOIT — XapaKTepucTHKa
IHVBIZyaTbHOTO BUMKOHABCBKOIO CTWU/IIO BUJAT-
HMX cniBadok PiBHeHcpkoro Ilomicca 3amyyae Ta-
KOX ITapaMeTpy TBOPYOTO NOPTPETa BUKOHABIIA.
Slna Kypumiko BUCBiTIMIA B AUIUIOMHI pO6OTI
Tpagutito pigHoro c. Kapacun KneciBcbkoi rpoma-
mu CapHeHcbKoro paitony y 36ipui «Ilicui Big Tanun
Kypumko» (Kypumko, 2006), Cairnana O3tk Ta
crapumit Bukaagad kapenpu Omnena 03wk cxma-
m 36ipky «IlicHi 3 ronocy Cremanugu bpoBuen-
ko» (FO310K, 0310k, 2010), go 80-pivus ix Marepi Ta
6abyci Cremanuan SxiBuu bpodenko 1930 p. H.
Y HaykoBOMY amapati Iy6miKaniit, KpiM OImucy et-
Horpadii, XapaKTepUCTUKM >KaHPiB, AKi TOOYTYIOTh
y Ll MiCIIeBOCTi, aHATITUYHYUX TaOMNUIb OKPeMUIt
PO3ZIT NPUCBAYEHNIT TBOPYOMY IIOPTPETY HAPOJ-
HIUX BUKOHABUI[b, 1[0 30eperu i mepeai miceH-
Huit ciiaziok. CTpyKTypa 1jporo pospiny: 6iorpadis,
OTOYEHHS, BiJHOLIEHHA JI0 CHiBaka (My3MKaHTa),
0CO6VCTiCHA XapaKTepUCTUKa, PerepTyap, 0co0mu-
BOCTi BUKOHABCbKOTO CTIIIO, PiSHOBI/Y IIPOIATy-
BAHHA IICEHHOI CIIafJUIMHY (BUCTYI Y KOHIEpTaX,
IepefaHHA TPAAuLiil B poguHHOMY Kormi). fAxmo
[anna Kypuiko mpefcTaBiife MiCeHHY TpafuLiio
PiBneniuunu, To Crenannzga bpoBuenko 3beperia
U1 POAVHY TicHi 3 pigHoro c. XwkHA JKamkis-
CbKOI MiCbKOI TpOMajii YMaHCBKOTO paiioHy Yep-
Kacbkoi obmacti. Y IlleBueHKOBOMY Kpai criBadka
npoxuna OinpmmicTs pokis, 3 2004 p. mepeixana B
PiBue 1o miteit. OcoOmmMBOCTI ii BOKa/IbHOTO CTHIIO
NpUTaMaHHI 1A YepKamuHm: ronoc HaIOBHEHO-
ro TeMOpY, MOXe CIIiBaTy SIK Y CepeHbOMY, TaK i y
BepXHbOMY pericTpax. HacudenicTb MenopiitHoi -
Hil BapiaHTaM PO3CIIiBY, BUKOPUCTaHHA IIPUITOMIB
BapilOBaHHA, OPHaMEHTHKM (ITCaH[0), CBifYUTDH
PO IMIIPOBI3alliifHNI Jap BMKOHABMUIII, CIIiBallb-
Kuit OCBif i 3HaHHA Micuesoi Tpaguii (FO3tok,
0310k, 2010, c. 16). Big C. 5. BpoBuenko 3ammcaHo
6inbine 70 0OpAKOBMUX Ta MIPUYHMX MiCeHb, Bapi-
aHTiB cTa/mx GanagHux croxetiB. 36ipka «CriBae
[anna Kypnmiko» mictutb 52 micHi, 1o 3amucaHi y
2000-2005 pp. IIpencraBHNIA POAMHHOI TpaNLIii
cniBy [anHa fxiBHa Kypumiko (1928 p. H.) mepegama
IiCHI TaKMMMU, AK IX CIiBaay y BifJia/IeHOMY JIiCO-
Bomy c. Kapacun. Ii onyka, gocmigauus Sua Ky-
PMIIKO XapaKTepyu3ye apXaiuHy MaHepy CIBY fK
eKCIIPecVBHY, 0araTy Ha MeJIOJWYHI Ta PUTMIiUHI

BapiaHTU. CBOEpigHMIT My3UYHMII CTpiil HiceHb
CYTTEBO BiIMIHHUII BiJi pIBHOMipHO-TEMIIEPOBAHO-
ro, 6i7pLIicTh MOfAHNX Y 36ipIi TMiceHDb KaneHxap-
HO-00psA0BI Ta BeCiIbHi. XapakTepyucTUKy TUTOMO
JIOTIOBHIOE TBOPYMIT MOPTPET BUKOHABMUI. 36ipKa
MICTUTb ayAiOfyCK MiceHb y BUMKoHaHHi [. Kypuiiko
Ta 1l OJfHOCENIBiB, sKi BiITBOPIOIOTH 6AaraTOronoCHy
daxTypy MicueBux 3paskiB GponbkIopy. Y HayKoBO-
My amaparti 36ipku jofaTky i3 omucoM dparmenta
CapHEHCHKOT0 BeCiTbHOTO 00psy, TabmiismMu Bip-
LIOBYX CTPYKTYP i putMiunux GopM miceHb. 3rifHO
3 TpaJMLi€l0 JbBIBCHKOI IIKOMM €THOMY3MKOJIOTII,
HOETINYHI TeKCTY 1 HacIiBM IOJAHI B OKPEMUX PO3-
nimax 36ipuuka (Kypuko, 2006).

XapakTepucTuLyi Momicbkoro GonbKIOPHOTO BY-
KOHABCTBA IIPUCBSYEH] CTATTi BUK/IafjauiB Kadeapu
mysuuHoro ¢donbknopy JI. Tanon, H. Bospcpkoi,
P. ITanyn. Y marepiamax BceykpaiHcbkoi Hayko-
BO-IIPAaKTHYHOI KOH(epeHii 0 30-pivus kapenpu
My3n4HOro Gombknopy Ta 200-pivys 3 AHA HAPOR-
xenHs Ockapa Konbbepra (M. PiBne, 31.10 — 1.11
2014 p.) okpemmit posmin my6miKamiii HpuUCBs-
YeHO IepPCOHATIAM (ONBKIOPHUX BUKOHABIIB.
Tak, cepe HMX 3HAXOAVMO CTATTi IIPO CKPUIAIiB:
b. fpemxo npucsarus crartio [letpy [pumantoky,
A. IasniB — Kupuny JInnproxy, B. Apmona — Ipu-
ropito Pinosody, O. Onexciok — Crenany CrmBLi.
JIBi CTaTTi BUCBIT/IIOIOTH TBOPYi IOPTPETU HAPOA-
HUX CIIBAYOK: CTATTsA JolleHTa Kadenpu, Kepis-
HULi CTYJEHTCHKOTO (PONBKIOPHOTO aHCaMOIIo
P. Hanyn «Knrresnii i tBopunit msax Arad’i Cu-
Bobopozpko» (Llamyn, 2014) ta ece H. Hikuuk
«JlesKi WTpUXM O TBOPYOTO MOPTPETY MOMICHKOI
cmiBauky Hapii dumnpkoi» (Hixumk, 2014). Ara-
¢ia Skisna CuBobopopbko, 6abycs Paicu Bomopu-
mupiBHM [lanyH, 6y/na TaTaHOBUTOI BUKOHABHIIEIO
HApOJHVX IIiCEHb, COTHI 3 AKUX Iepefjana CTyIeH-
TaM Kadepy My3uIHOTO (ONBKIOPY. 225 IiceHb 3
il 6aratoro cnafKy ysrm B ocHoBy Keury P. Llanyn
«CepbuHCbKe Beciisa» (TaM camo).

A. CuBo6opoppko «CriBaja HOBiIbHO, TOIOCHO
i BupasHo. Bci 3Byku Opamucs HapOEHMM pisKy-
BaTUM TO/IOCOM i3 IPUTAMAHHVUM il TPYAHUM 3a-
6apseHHAM. [Ipy BUKOHAHHI KapTiBIMBYUX ITiCeHb
HaJlaBaja IepeBary JeKAaMaliliHUM IHTOHALiAM»
(Hamyn, 2014, c. 213). Oxpema miceHHa 36ipka
NPUCBAYEHA perepTyapy 11 aHa/li3y BUKOHABCHKO-
TO CTWUJIIO BimoMol mosichKoi cmiBauky YnsHu Kot



(1936 p.H.) 3 c. Kpymose (Jly6poBuribka Micbka rpo-
mazia CapHEeHCbKOro paitony PiBHeHcbKoi 06/acTi).

AKTYya/IbHUIT HAIIPAM PO3BUTKY O3HAYEHOI IIPO-
071eMaTyKV MPeCTaB/LAI0Th CYYacHi JOCTIKeHH
TBOPYOCTi IPENCTaBHMUKIB CONBHOIO PENpOAYyK-
TUBHOTO BMKOHABCTBA, fIKi COPAMYBaIN MMUCTEIb-
Ky [iATbHICTD HAa HAYKOBO-TBOPYY PEKOHCTPYKIIIIO
OfIMHOYHOT0, TypPTOBOrO CIiBY Ta TPajMLiifHOIO
Ko63apcrBa. ¥ crarrax gouenra KHYKKIM B. Cu-
HE/IbHIKOBOI IIPO KO0O3apChKY >KMTTEBY IMO3MIIII0
0. ®ennHcbKOrO, Oprauisalii it IpoBeeHHA ABO-
TYDKHEBUX JITHIX 300piB 3 HACTIYBaHHs Tpauiil
K003apcTBa; 6araTopivHOro KepiBHMKA aHCAMOMIO
«Kpamuus», gouenta I. CunenpHukosa «Croragu
npo cydacHoro ko63aps Tapaca Cunenka» (Cu-
He/TbHUKOB, 2023) aKTyanmisyeTbcs CycHinbHA Bifj-
KPUTICTD IX TBOPYOI AiANBHOCTI, CIYBaHHA JYXY
i CTU/II0 BUKOHAHHA KpaILVX TIPeJCTaBHMKIB yKpa-
IHCBKOT'O eITiYHOTO CIIiBOILITBA.

Y mocnimxennax B. Ocumenko mpo TBOpumii
HOIIYK BACHOIO LIIAXY HOCIEM CIiBOYOI Tpaju-
uii ITomicca Onekciem 3aitnem (Ocunenko, 2020),
10. KapuoBoi mpo ¢ombkI0pHi IPOEKTH CYy9acHNUX
npodecifianx Mysukanris (Kapuosa, 2016; 2018)
TaKi BiIMIHHI NIPOABY MOXXHA PO3ITIAMIATU AK He-
Bi[Ili/IbHy NO3UTUBHY O3HAKY IIPOLIECY PO3BUTKY
COTbHOTO (hOTIbKIOPHOTO BUKOHABCTBA.

BicHOBKM. Y3ara/jbHeHHs TBOPYMX 0COO/MMBOC-
Teil BUKOHABIA TiceHHOro Qombknopy dopmai-
30BaHO [JOCTiHUKAMM i BUK/IafadaMyl HApOJHOTO
cmiBy y ¢dopMi TBOpYOro MOpTpeTa BUKOHABIIA.
Tpapuiito y3aranbHeHHA TBOPYOI XapaKTepUCTH-
KI1 BUJAQTHUX HOCIIB aBTEHTUYHOTO CIIBY Y CTATTAX
Ta 30ipkax M. Jlucenka, K. Ksitku, [. Tanmopn,
B. [lybpaBina mpomoskeHo B mpaisax A. IBanuis-
Koro. Meroponoriysi sacaju i 0COONMMBICTh BUK/IA-
Iy TBOPYMX HOPTPETIB BUKOPUCTaHi B IPaKTUII
npodeciitHoro 3aCBOEHHSA HapPOTHOIICEHHOTO BU-
KOHABCTBa Ha Kadpefpax MY3MYHOTO (OIBKIOPY,
yKpaiHcbkoro Hapopsoro cmisy 3BO mucrenpkoi
ocBitTu Kmuesa, PiBHoro, Xapkosa. Jokpema, Ha
IOCBifli CK/Ia/jJaHHA TBOPYMX IOPTPETIB HAPOJHUX
BUKOHABILIIB IPYHTYIOTbCA KYPCOBI Ta MariCTepPChKi
po6otn XJAK (xepisuuku: I. bpecnmasep, A. Iypi-
Ha, B. Ocaprua, B. Ocumenko).

XapakTepucTuii MomcbKoro GoabKIOPHOTO BY-
KOHABCTBA IIPUCBSTYEH] CTATTi BUK/IafjauiB Kadeapu
mysiaHoro donpknopy PITY JI. Tamown, P. Iamys,

59

H. Hwxuuk, b. fApemxa, B. Apmorm. Cepen Hux —
TBOpYi IOPTPETY BUJATHIX BUKOHABIIiB YIAHM KoT,
Tannn Kypumiko, Aradii CuBo6oponpko, Crenanu-
mv bpoBuerko. Oxpemuit po3ziis AUTUIOMHYX PO6iT
CTY[IEHTiB, BUKOHAHMX 332 CTPYKTYpPOK HAayKOBMX
36ipok ONBKIOPY, MICTUTH TBOPYMIT IIOPTPET aAB-
TEHTVYHOTO BUKOHABIA Ta I/IIOCTPOBAHMIT IMCKOM
3 ayjiosamucaMy BUJATHUX HOCIIB CIiBaIbKoOi Tpa-
muii PiBHencokoro [onmices (kepiBaukn — 0. Pu-
6ak, O.IO0swk, P.Ilamyn). CkmagoBi TBOpYOro
noprpera: 6iorpadist, OTOUYEHHS, BiTHOIIEHHS 0
criBaka (My3VMKaHTa), 0COOMCTICHA XapaKTepyUCTH-
Ka, pemepTyap, 0COOMMBOCTI BUKOHABCBKOTO CTH-
J10, IPOIIAryBaHHA MiCEHHO]I CIIA/IIHNA.

CyyacHy NpakTUKy OCOOMCTICHOTO Hacmimy-
BaHHA Tpafulli/i BMKOHAHHA IPENCTaBHUKAMU
BMKOHABCHKOTO  (DOTIBKTIOPU3MY:
criBakom OrnekcieM 3aiilieM, pelnpe3eHTaToOpaMu
Ko63apcpkoi Tpaauuil I0piem ®emuncbkum, Tapa-
com CueHKOM BUCBIT/IEHO LIIAXOM iHAMBimyasi-
30BAaHOI TBOPYOI XapAKTEPUCTUKM B JOCTIKEHHAX
B. Ocunenxo, B. CunenpankoBoi, I. CunenbHukosa.

Cnip, Biff3HAUUTY BaXXIMBICTb HANMCAHHA CTY-
JIEHTCbKUX IIpalib, HAYKOBUX JJOCTI/PKEHD HA TEMY
BJICBIT/IEHHA TBOPYMX IIOPTPETIB aBTEHTUYHMX BU-

ABTCHTNYHUM

KOHABIIiB, OCKI/IbKM CTaplle IIOKOTiHHA HOCIIB Bifl-
XOIUTH Y HEOYTTA i 3a/IMIIAI0ThCS apXiBY (MY3MYHi,
doto, crioragy, onucu), AKi HaJAITb MOX/IUBICTD
ocMUCTUTY 6araTcTBO YKPAIHCBHKOI IiCeHHOI Tpa-
Auilii B 1i perioHa/IbHOMY Pi3HOMAHITT.

IlepcnekTnBy momanpmux gocrimkenb Ckia-
JlaHHA TBOPYOTO IOPTPeTa BMKOHABLSA [JO3BOJIAE
MailOyTHIM penpeseHTaTOpaM IiCEHHOrO (orb-
K/I0py GOpMyBaTH BIACHNII BUKOHABCHKMIT 06pas3
Ha y3arajbHEeHHI )XMBOTO 3BYYaHHs (ONBKIOPHOI
micHi. IlepcrekTuBOX0 NNMTOMOrO PO3BUTKY Tpa-
AMLi MOXKHA BBA)XKATH Te, 1[0 BOHU IIPENCTABIIA-
I0Tb IIPOdeciliHy My3WYHY JiAMbHICTD, CTAHOB/IATD
TBOpYi Bepcii, po3po6ieHi Ha OCHOBI HaYKOBO-Me-
TOAVYHUX TPUHLNUIIB, 3aKMafIeHUX IiJ 4ac HaB-
YaHHA B CK/Iafli CTYIHTChKIUX (DOTBKIOPYUCTIIHIX
KOJIEKTUBIB, LI/IIXOM OCATHEHHs IIPaKTUKI K0b3a-
proBaHHs OparTdymkamy Kob63apcbkoro mexy. I[lep-
CIIEKTVBOI0 MajlbyTHIX JOCTIIKeHb € CKIafjaHHs:
EHIMK/IONeNlil aBTeHTYHNX BMKOHABLIB YKpaiHI
3a MPUKIAJOM ICHYIOYMX CITOBHUKIB YKPaIHCBKUX
aKaJeMiyHMX CIiBaKiB Ta MY3MYHUX €HI[UK/IONEMNIN
PO KOMIIO3UTOPIB.
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V. Myslavskyi, Ye. Subota, V. Chaikovska,
B. Farafonov. Tom Gunning’s “Cinema of attractions”
as the proto-pattern of contemporary interactive
cinematography

The purpose of the article is to prove the continuity
between the key principles of Tom Gunning’s “cinema
of attractions” and the mechanics of contemporary
interactive cinema, analyzing how the logic of spectacle,
direct appeal, and affective impact is technologically
reinterpreted in the era of digital media.

The research methodology is determined by its
interdisciplinary nature and relies on a comprehensive
set of tools, including: first, a media archaeological
approach that allows us to abandon linear models of
progress and analyze the cyclical repetition of media
forms, revealing the connection between early cinema
and contemporary digital media; second, a comparative
analysis used to compare the aesthetic principles of
“cinema of attractions” and the functional mechanics of
interactive cinema; and, third, a conceptual analysis that
involves the application of Tom Gunning’s theoretical
approach to interpret the evolution of the viewer/user
experience.

The results. The article proves that the central
mechanics of interactive cinema “the point of choice”
functions as a modern attraction. It is determined that
the principle of “exhibitionism” is implemented through
an interface that destroys narrative immersion and
demonstrates its own constructedness. The affective
impact is created not so much by the visual spectacle
as by the psychological tension of the act of decision-
making itself. It is analyzed that the mechanism of
“limited agency” is not a drawback, but a key aesthetic
technique for creating an attraction effect. It is also stated
that the transformation of a public, shared attraction into
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an individualized, private, and data-driven algorithmic
choice.

The scientific novelty. For the first time in domestic
film studies, an attempt has been made at a systemic
analysis that establishes a direct connection between
the theory of “cinema of attractions” and the specific
mechanics of modern interactive cinema. The work
fills the research gap between film studies, which
studies attractions mainly in non-interactive media, and
game studies, which analyze interactivity outside the
context of film studies. A new theoretical approach to
understanding interactive cinema as a cinematic, rather
than a purely gaming phenomenon, is proposed.

The practical significance. The results obtained can
be applied in the modernization of curricula for the
professional training of multimedia directors, producers
and scriptwriters of interactive projects. The materials
of the work are of practical value for researchers of the
theory and history of cinema, modern screen culture
and can be used in the development of teaching aids and
lecture courses dedicated to interactive audiovisual arts.

Keywords: interactive cinema, cinema of attractions, Tom
Gunning, mechanics of choice, media archaeology, agency,
interface, database, algorithmic attraction.

B. H. Mucnaecvkuii, €. B. Cy6oma, B. b. Yaiixos-
cvka, B. . ®apagonos. «Kinoarpakuion» Toma Tan-
HiHra fK HpOTONaTepH CYYacHOTO iHTepaKTMBHOIO
KiHeMaTorpady

3piiicHeHa crpoba TOBeCTH CIIAfIKOBICTh MK KITIO-
4OBMMY IPUHONIAMM «KiHa arpakuionis» T. [anninra
Ta MeXaHiKaMJ)l Cy4acHOTO iHTePAKTMBHOIO KiHO, IIpO-
aHaJi3yBaBLIM, AK /OTiKa BUJOBUIIQA, HPSAMOIO 3Bep-
HEeHHS Ta aeKTMBHOTO BIUIMBY TEXHOJIOTIYHO Iepe-
OCMICTIIOETBCSL B €NOXy LmdpoBux Mexia. [loBeneHo,

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



1JO LIeHTPa/IbHA MeXaHiKa IHTepaKTMBHOIO KiHO «TOYKa
BUOOpPY» QYHKI[IOHYE SIK Cy4acHMIT aTpakiioH. BusHa-
4eHO, W0 TIPMHIMI «eK3MOilioHi3My» peanisyeTbcs
yepe3 iHTeperic, AKNI pyliHye HapaTHBHE 3aHYPEHHA
Ta IeMOHCTPYE BIaCHY CKOHCTPYIIOBaHiCTb. 3a3HaUeHO,
110 aQeKTMBHMII BIUIMB CTBOPIOETHCS He CTiMBKY Bi3y-
aZlbHMM BUJJOBMILEM, CKiZIbKY IICMXONOTiYHVMM HAIpy-
JKEHHAM CaMOTO aKTy HPMIHATTA pimeHHA. IIpoaHa-
JNi30BaHO, 10 MeXaHi3M «0OMEXEHOI areHTHOCTI» € He
HEMOMIKOM, a K/IIYOBMM €CTeTMYHMM IIPUIIOMOM JJIA
CTBOPEHHS aTPaKIioHHOro edekTy. Takoxk KOHCTAaTOBA-
HO TpaHCcpopMaliio my6mivHOro, CiIbHOTO aTPaKIioHy
Ha iHJMBifyanisoBaHNIi, NPMBATHUII Ta KePOBAHUIL JIa-
HUMM QITOPUTMIYHIIT BUOIp.

KiiouoBi cnoBa: inmepaxmuene Kino, kiHO ampaxuyi-
onie, Tom [umnine, mexanika eubopy, mediaapxeonozis,
azeHmcmeo, iHmepdetic, 6a3a 0AHUX, ANOPUMMIYHA
Ampaxuis.

The relevance of the study is linked to the rapid
spread of interactive media forms and, as a result,
the acute academic need for their theoretical
understanding. At the same time, the question of
applying the analytical tools of classical film theory
to the analysis of contemporary digital narratives
remains underdeveloped. The very emergence of
interactive cinema poses a significant challenge to
established historiographical models, in particular
to those linear and teleological narratives that view
the history of cinema as a movement from primitive
spectacle to complex narrative. This, in turn,
requires a correction of the research perspective
and a search for alternative, non-linear genealogies
that take into account the cyclical nature of media
forms. It is worth noting that there is already a
tradition in film studies of rethinking the concept of
“cinema of attractions” for the analysis of new media
(e.g., Strauven, 2006), which confirms its theoretical
stability and adaptability. Therefore, the relevance
of this study lies in the need to expand this existing
tradition. To this end, the article sets out to prove
the continuity between Tom Gunning’s principles
of “cinema of attractions” and the mechanics of
contemporary interactive cinema by applying
Gunning’s theory to a systematic analysis of the
mechanics of “choice mechanics” in particular.

The statement of the problem. Despite the
significant development of the theory of “cinema
of attractions” in film studies, its application to
the analysis of contemporary interactive cinema
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remains fragmentary. In contemporary scientific
discourse, there is disciplinary fragmentation in
approaches to studying this phenomenon. On
the one hand, traditional film studies analyse the
origins of spectacular forms and their evolution in
post-classical cinema. In contrast, contemporary
interactive narratives are studied mainly within the
framework of new media theory and game studies,
where the focus is on the concepts of agency and
immersion. This disciplinary fragmentation leads
to the phenomenon of interactive cinema being
analyzed using theoretical tools that do not fully
take into account its hybrid nature. Thus, approaches
based on game theory often ignore cinematic
heritage and the aesthetics of spectacle. At the same
time, traditional film studies face the limitations
of their tools when analyzing the specifics of user
interaction. Although there are a significant number
of works at the intersection of film studies and
game studies, there is a lack of systematic research
focused specifically on analyzing the mechanics of
“choice mechanics” as a modern embodiment of the
principles of attractions.

Analysis of current research and publications.
Systemic analysis establishing a direct link between
the theory of “cinema of attractions” and the specific
mechanics of contemporary interactive cinema are
currently underrepresented in scientific discourse.
At the same time, there is a significant number of
related works that confirm the efficacy of Gunning’s
concept in analyzing contemporary media. The
most relevant area is works that develop the idea of
a “rebooted” attraction. A striking example is the
collection edited by Wanda Strauwen, The Cinema of
Attractions Reloaded (2006). In the same collection,
Frank Kessler proposes to consider the attraction asa
specific “dispositif” — a configuration of technology
and viewer position oriented towards direct display
rather than narrative immersion (Kessler, 2006,
p. 59). Other researchers directly compare early
and modern entertainment technologies. Je Hyung
Ryu draws parallels between early film tricks (e.g.,
Mélies) and contemporary digital effects, arguing
that both types of spectacle function as attractions,
demonstrating the capabilities of technology
(Ryu, n.d., pp. 2, 5, 8). At the same time, there are
alternative approaches to the analysis of interactive
narratives that allow us to highlight the specificity of
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the research proposed in this article. For example,
Clara Fernandez-Varas (2019) work offers an
analysis through the prism of rhythm and tempo.
She examines how the alternation of different types
of tasks creates a rhythmic structure that influences
the player's experience (Fernandez-Vara, 2019,
pp. 115-116). This approach is productive for
understanding game aesthetics, but it focuses on
the overall structure of the experience rather than
on the affective function of the moment of choice
itself as an attraction-spectacle with intrinsic value,
which is the focus of this work. Thus, a review of
current publications confirms that although scholars
actively apply Gunning’s theory to the analysis of
contemporary media, a systematic study of how
specific principles of attraction are realized through
the mechanics of the “point of choice” in interactive
cinema remains an open scientific task.

The purpose of the study is to prove the functio-
nal and aesthetic continuity between the key
principles of Tom Gunning’s “cinema of attractions”
and the mechanics of “choice mechanics” in
contemporary interactive cinema. To achieve this
goal, the study will reveal the content of the key
principles of the theory of “cinema of attractions’,
analyze their implementation in non-narrative
cinema, and establish a direct connection with the
mechanics of contemporary interactive cinema.

The methodology of the study. The
methodological basis of the study consists of general
scientific and specialized methods. General scientific
methods include comparative and conceptual
analyzis. The key specialised method is the media-
archaeological approach, which enables a non-linear
analyzis of media history, revealing the cyclicality
and continuity between cultural phenomena that
are, at first glance, distant from each other.

The primary thesis. The key principles of
“cinema of attractions” formulated by Tom Gunning
remain relevant in the age of digital media. Central
to our analysis are the principles of exhibitionism,
affective impact (“aesthetics of wonder”) and the
priority of the moment over the plot. It is important
to clarify the meaning of the term “exhibitionism”
in the context of Gunning’s theory. It has nothing to
do with the psychoanalytic concept of scopophilia
or voyeurism. Instead, Gunning uses this term to
describe cinema that “demonstrates its visibility” by

openly addressing the viewer and acknowledging
their presence (for example, through an actor
looking at the camera). This is cinema that is
oriented towards spectacle rather than immersion
in a fictional world (Gunning, 1990, pp. 381-382).
Important for this study is Gunning’s own position
that “cinema of attractions does not disappear
with the dominance of narrative, but rather goes
underground” (ibid., p. 61). This thesis about the
“underground” became the basis for further research.
In particular, researcher Erkki Huhtamo points
to the central role of the interface in new media,
which in itself becomes a form of attraction — a
“self-conscious, exhibitionist gesture” (Huhtamo,
2006). Such a “reboot” of the concept creates a
solid theoretical basis for analyzing the continuity
between early cinema and interactive media forms.
The methodology of media archaeology, which is
the basis of this study, is not monolithic. As Erkki
Huhtamo and Jussi Parikka point out, there are
different traditions within the discipline (Huhtamo
& Parikka, 2011, p. 3). On the one hand, there is the
“cultural” wing (Thomas Elsaesser), which focuses
on human experience and the cultural meanings
generated by media (Elsaesser, 2016, p. 30). On the
other hand, there is the“techno-materialist” school
(Wolfgang Ernst, Jussi Parikka). Ernst insists that
media archaeology should analyze the “agency of
the machine itself” and its internal, operational
logic — signal, code and time (Ernst, 2013, p. 56).
Parikka expands on this line of thought by exploring
the material layers of technology (Parikka, 2012,
pp. 68-71). In our opinion, the analysis of such a
hybrid phenomenon as interactive cinema requires
a purposeful synthesis of both approaches. To
consider it only through a “cultural” prism means
ignoring the fact that the “mechanics of choice”
is a specific technological mechanism (interface,
algorithm). At the same time, analyzing it purely as
a set of algorithmic operations means losing sight
of the main purpose of this apparatus: the creation
of a specific affective, human experience. Therefore,
within the proposed synthesis, the technological
apparatus of the “point of choice” is considered
as a direct producer of affect. We analyze how the
technological implementation of interaction (video
pause, interface appearance, timer start) directly
and inevitably generates a “human” experience



(tension, surprise, sense of responsibility). Thus,
it can be argued that in interactive cinema, the
technological operation is a cultural experience.
Analyzing the cinema of the period 1895-1906, it
can be argued that it was in this cinema that the
principles of “cinema of attractions” were most
clearly manifested. As Tom Gunning notes, a classic
example of affective influence is the reaction to the
film “The Arrival of a Train at La Ciotat Station”,
where the physiological shock of the approaching
object was important (Gunning, 2004, p. 118). The
principle of prioritizing the moment over the plot is
embodied in Georges Mélies’ trick films, which were
a “series of views” or magical “acts” (ibid., p. 60).
Mélies himself noted that the script was for him only
“a pretext for stage effects”, which is direct evidence
of the dominance of spectacle over narrative logic
(Gunning, 1990, p. 386). The priority of spectacle for
its own sake over narrative integration is inherently
exhibitionist, since the goal of such spectacle is
to directly appeal to the viewer, to surprise and
shock, rather than to immerse them in a story.
The exhibitionist nature of such cinema, in our
opinion, was reinforced by the context in which it
was shown. As film historian Charles Musser points
out, films were shown in vaudeville theatres or at
fairs as one of many acts, which normalized this
mode of reception and accustomed the viewer to
perceive cinema precisely as a technological wonder
(Musser, 1990). As has been emphasized, the logic
of the attraction did not disappear, but evolved. Tom
Gunning noted that this phenomenon reappeared in
the “effects cinema of Spielberg, Lucas and Coppola”
(Gunning, 1990, p. 387). This idea is developed by
Angela Ndalianis (Ndalianis, 2000, pp. 2-5), who
argues that films with a large amount of computer
graphics function as “cinema of attractions” because
of their emphasis on the very act of demonstrating
visual effects. In our opinion, the key concept
for understanding the appeal of such spectacles
is “operational aesthetics,” which Tom Gunning
defines as “a fascination with how things work,
especially innovative or incredible technologies”
(Gunning, 2004, p. 126). While early audiences
were fascinated by the cinematographic apparatus,
modern audiences are fascinated by the digital
one. A striking example of a modern attraction is
the “bullet time” effect in The Matrix (Ndalianis,
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2000). However, modern attractions function in a
more complex way. They do not simply interrupt
the narrative, but integrate into it. This complex
interaction is analyzed in detail by Jeff King (King,
2000, pp. 3-4). He suggests considering the synergy
between spectacle and narrative, whereby spectacle
can provide its own “narrative satisfaction.” Thus, the
modern attraction can be characterized as “tamed”
by narrative logic: it must simultaneously impress
the audience with its technological sophistication
(Gunning, 2004, p. 116) and serve the emotional
needs of the story (Prince, 1996, p. 34). This duality
is a key feature of its evolution and provides the basis
for moving on to the analysis of interactive forms.
Thus, the historical trajectory of the logic of the
attraction can be represented schematically (Fig. 1).

The transition from passive observation to
active interaction can be understood through the
theoretical framework proposed by Lev Manovich,
who contrasts the logic of narrative with the “logic
of the database”. He argues: “As a cultural form, the
database represents the world as a list of items, and
it refuses to order this list. In contrast, narrative
creates a cause-and-effect trajectory... Thus, database
and narrative are natural enemies” (Manovich,
2001, p. 225). It is important to understand that
Manovich is talking about the opposition of basic
logics of data organization. However, in new media
objects, particularly in interactive cinema, these
two logics are forced to coexist in dynamic tension.
This opposition allows us to draw an analogy: the
user of an interactive film plays a role similar to
that of avant-garde director Dzyha Vertov in the
editing room. Like Vertov, who operated a database
of filmed footage, the user of an interactive film
interacts with a database of video fragments. The
narrative here emerges as an emergent property of
the very process of navigating this database, charting
its own unique path through it. Thus, the logic of
the “database” becomes one of the elements that
connects these different eras. A complete picture of
this functional and aesthetic continuity is presented
in a comparative diagram (Fig. 2).

Looking at the “choice point” interface, it can
be argued that it functions as a modern form of
exhibitionism. Recall that exhibitionism, as defined
by Gunning, is the direct address of the media to
the viewer, the destruction of the “fourth wall” and
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Stage 1: Domination
Stage 2: Latent peroid

Stage 3: Reboot

Stage 4: Turn to interactivity

~1910-1970

Fig. 1. Map of the evolution of attraction logic

Cinema of Attractions
(~1895-1906)

Surprise, shock, visual stimulus

Primary goal

Interactive cinema
(present)

Agency, participation, affective tension

Role of the viewer

Active observer, engaged psychologically

Interactor, participating nominally

Exhibitionist adressing

Key mechanism

(Looking towards the camera)

Proto-Database

Basic logic

Point of choice (choice interface)

(collection of attractions)

Clear database (collection of video-fragments)

Fig. 2. Comparative analysis of the characteristics of classic and interactive attractions.

the exposure of its own technological nature. When
the viewer is asked to make a choice, the film stops
and a graphic overlay (buttons, timer) appears
on the screen, directly addressing the user. This
act disrupts the narrative immersion much more
aggressively than an actor looking into the camera
in early cinema. This argument is directly based
on the research of Erkki Huhtamo, who analyses
the interface as a “self-conscious, exhibitionist
gesture” and a form of attraction in new media
(Huhtamo, 2006). It is at this moment that the basic
structure of the film as a database becomes visible,
transforming itself into a spectacle. Thus, the viewer
gains access not only to an organized archive of
plot developments, but also to the very operational
logic of the system — the “anarchive,” as defined by
V. Ernst (Ernst, 2013, p. 96). The scholar contrasts
the traditional archive as a stable repository with

the “anarchive” — a dynamic, procedural, and non-
human collection of media traces. Thus, the viewer
is confronted not only with narrative options, but
also with the logic of the code itself. This brings to
the fore the very act of interaction, which is a direct
realization of Gunning’s description of cinema as
“ready to break the self-sufficient fictional world
in order to get the viewer’s attention” (Gunning,
1990, p. 381). In our opinion, the main spectacle
in interactive cinema is not so much visual as it is
related to decision-making. The moment of choice
itself becomes the affective core of the experience.
The tension created by the countdown timer, the
burden of responsibility for the character’s fate, and
curiosity about the consequences of branching paths
are the modern attraction. This tension functionally
corresponds to what Tom Gunning called “the
aesthetics of surprise” (Gunning, 2004, p. 116).



However, unlike early cinema, the shock here comes
not from a physical object approaching, but from the
psychological impulse caused by the need to make
a decision. The affective stakes of such a choice are
often deliberately raised by involving the viewer in
emotionally and ethically complex decisions, which
significantly increases the psychological weight of
the interaction. Central to the interactive experience
is the concept of agency, which Janet Murray defines
as “the satisfying ability to perform meaningful
actions whose results are visible and significant”
(Murray, 1997, p. 126). At the same time, much of
her analysis is devoted to the reasons why interactive
narratives often fail, creating “limited agency” or
“the illusion of free will> Murray describes the
frustration of poorly designed systems in which the
user constantly “hits a wall” (ibid., 1997, p. 132). In
our opinion, this “flaw” from the point of view of
game theory is a central aesthetic mechanism from
the point of view of attraction theory. The affective
result of this “failure” of agency is disappointment,
surprise, a sense of manipulation, and shock from
a sudden “wrong” ending. These non-narrative
shocks are precisely what characterises attraction.
The affect arises from the conflict between the
user’s desire for full agency and the awareness of the
limitations of a pre-created system (database). Thus,
“bad” agency is “good” attraction. Interactive film
uses the lure of agency to create a series of affective
spectacles. It is worth noting that such a complex
game with the viewer’s position has deep roots.
As Alison McMahan argues, even in early cinema
there was a genre of “homunculus films” where a
triangular model of gaze was created between the
character-observer in the frame, the event, and the
real viewer. This model, according to the researcher,
is a direct predecessor of the modern interaction
between the player and the avatar (McMahan,
2006, p. 292). This proves that manipulating viewer
agency for the sake of creating spectacle is not a new
invention, but a technological reinterpretation of
early cinematic practices. In summary, the analysis
shows that the “mechanics of choice” function as
a complex mechanism that interrupts narrative
immersion to create an affective result. The logic
of this mechanism is visualized in a conceptual
diagram (Fig. 3).
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It can be argued that the study of continuity is one
possible approach to studying media history. An
alternative yet complementary perspective is offered
by Siegfried Zelinski's concept of “variantology.
This approach focuses not on linear traditions
or cycles, but on unique, anarchic “variants” of
media practices in different eras, emphasizing their
uniqueness (Zielinski, 2006).

Applying this approach allows us to answer the
key question: if interactive cinema is a continuation
of the attraction, what is its uniqueness as a “variant”
in the digital age?

In our opinion, the uniqueness of contemporary
interactive cinema as a “variant” of the attraction
lies in the change in the nature of the spectacle,
which is now mediated by algorithmic systems. The
defining feature of this new “algorithmic attraction”
is a specific combination of spectacular logic with
the logic of algorithmic control and data collection.

While early attractions were based on
public demonstrations of the capabilities of
cinematographic equipment (Gunning, 1990),
modern attractions demonstrate the capabilities
of computing equipment — its ability to simulate
choice, adapt narrative, and respond to user actions.
However, this process is not neutral. The mechanics
of choice function not only as a moment of affective
tension for the viewer, but also as a point of data
collection for the platform. Each choice becomes a
unit of information used to optimize future content
and predict user behavior.

This aspect places interactive cinema in the
broader context of the modern digital economy,
where human experience becomes raw material
for data extraction. Thus, the attraction of the
XXI century is two-way: the viewer watches the
spectacle of choice, and the algorithm watches the
viewer who chooses. Exhibitionism also takes on a
new dimension here: the system not only reveals its
structure through the interface, but also requires the
user to reveal their preferences and decision-making
patterns. Thus, the uniqueness of interactive cinema
lies in the fact that it is not only an individualized
spectacle, but also an instrument of soft control and
commercialization of experience, which is its key
difference from its historical predecessors.

Conclusions. The study proves that the mechanics
of modern interactive cinema — the mechanics of
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Fig. 3. The mechanism of the “point of choice” as a modern attraction.

choice — functionally and aesthetically reinterprets
the key principles of Tom Gunnings “cinema
of attractions’, acting as their direct successor
in the digital age. It has been established that
exhibitionism finds its embodiment in the interface
of choice, which interrupts narrative immersion and
exposes the structure of the film as a database. The
affective impact is transformed from visual shock to
psychological tension associated with responsibility
and the need to make a decision. Ultimately, the
priority of the moment over the plot is realized
through a mechanism of undermining agency,
where disappointment or shock at the limited choice
becomes an affective spectacle in its own right.

The scientific novelty of the results obtained lies
in the systematic analysis of the mechanics of choice
asafunctional equivalent of a classicattraction and in
the substantiation of the concept of an “algorithmic
attraction”. This allows us to change the dominant
perspective on interactive cinema, analyzing it as an

evolution of cinematic spectacle rather than a purely
gaming phenomenon. The established continuity
also reveals a significant transformation: the public,
shared experience of fairground entertainment has
been transformed into an individualized, private
and algorithm-driven attraction, integrated with
data collection mechanisms. The figure of the
mediator has also changed: while in early cinema,
as Charles Musser notes, the key role was played
by the lecturer-showman who controlled the
audiences attention (Musser, 1990), today this
function is performed by an algorithmic system. The
spectacular “shock” of the early XX century has been
“rebooted” as the algorithmic “choice” of the XXI
century. The prospects for further research include
the study of the ethical and aesthetic consequences
of integrating data collection logic into media forms
of the spectacle.
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CbKMMM Ta OpraHi3aliflHMMI HaBMYKaM¥ IPOAIOCEpa.
IligkpecneHO BaXK/MMBICTb TAPMOHIIHOrO MapTHEpPCTBA
ULl CTBOPEHHA KOHKYPEHTOCIPOMOXKHMX KYIbTYPHUX
IPOAYKTIB Ta BUSHAYEHO BUK/IMKI, 3 AKMMI CTUKAIOTD-
A Y9aCHUKM LIbOTO TIPOLIECY.
KmtouoBi croBa: kpeamuéni indycmpii, npootocep, mu-
meup, NPOOICYBAHHS MUCHEUM8ad, ABMEHMUUHICD
meopy, MeueHaymeo, mexHonoaii 6noxuetin, NFT (ne-
B3AEMO3AMIHHI MOKEHU), PU3UK-MeHeONMeHm, npocy-
BAHHS NPOEKMHOI QiALHOCII.

R. Nabokov, V. Yaroslavska. Creative industries:
producer and artist — a symbiosis of talent and
management

The relevance of the article. Creative industries are
a leading sector of the global economy, covering art,
media, design, theatre, cinema, music, performance,
and emerging technologies. Success depends on effective
interaction between the artist, who creates unique
content, and the producer, who organizes, finances,
and promotes it. Amid digital transformation, changing
audiences, globalization, and martial law, rethinking the
symbiosis of creativity and management is urgent, as it
shapes quality cultural content, policy, and new markets.

The purpose of the article. This article analyzes the
interaction between artist and producer as a symbiosis
of creative potential and managerial strategies in creative
industries. Tasks include identifying roles, analyzing
conflicts and alignment mechanisms, studying new
technologies’ influence on cooperation, and offering
practical recommendations.

The methodology. An interdisciplinary approach
combines cultural studies, sociology, management,
psychology, and art history. Methods include content
analysis of literature, comparative-historical analysis
of cooperation models, case studies of production
practices, and expert observation of theatrical, musical,
and multimedia projects in Ukraine.

The results. Roles of the producer (strategist,
administrator, innovator, mentor, marketer, psychologist,
lawyer, diplomat) and artist (creator, public figure,
image-bearer, ambassador) are systematized. Three
interaction models emerge: partnership, hierarchical, and
autonomous. Successful collaborations in theatre, music,
and film are analyzed, including conflict factors and
resolutions. Producer functions’ transformation in the
digital era is examined, especially regarding algorithms,

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



platforms, audiences, and digital environments. An
algorithm for effective interaction based on trust, clear
roles, flexibility, and open dialogue is proposed.

The scientific novelty. This study provides the first
systematic analysis of the “producer-artist” symbiosis in
contemporary Ukrainian and global cultural practices.
It highlights digital technologies role in reshaping
communication and roles, develops conflict typology
and management strategies, and identifies ethical and
psychological parameters for effective partnerships in
crises.

The practical significance. Findings support
training cultural management specialists, developing
arts education programs, and formulating strategies for
cultural institutions and independent production groups.
The conclusions guide creative industry practitioners in
building effective cooperation between managers and
creators.

Conclusions. The producer-artist symbiosis drives
creative industries. Partnership quality influences both
project success and cultural development. The producer’s
role as interface between vision and reality grows more
complex, requiring competence, ethics, and innovation.
Together, artists and competent producers can realize
and scale cultural phenomena.

Keywords: creative industries, producer, artist, collabo-
ration, management, cultural product, digitalization,
symbiosis, cultural policy, strategy.

AKryanpHicTh TeMM focmimKeHHA. Kpearus-
Hi IHYCTpii, AKi BKIIOYAIOTh MUCTELTBO, AU3ANH,
KiHO, My3UKY Ta Mejlia, BilirpaloTb 3HaYHY POJIb y
[100a/IbHINl eKOHOMIL[l. B3aemopia MiX MuTIEM,
AKMIT € HOCIEM TBOPYOI ifiel, Ta NPOAIOCEPOM, 1[0
3abesmeuye ii peaisaliio, € 0CHOBOIO YCIIiXY B IIMX
raaysax. B ymMoBax IIBUIKOTO PO3BUTKY TEXHOJIO-
riit Ta mobamizauil aKTyambHICTb NOCTIIKEHHS
1IbOTO CUMO103y 3pOCTa€, OCKIMBKM Bifi HHOTO 3a-
JIEXUTb KOHKYPEHTOCIIPOMOXKHICTb KY/IbTYPHUX
IPOAYKTIB.

IlocranoBka mpo6nemu. OcHOBHOW mpoOIIe-
MOI0 € 6paK YiTKOTO pO3yMiHH poreit i Mex Bifjmo-
BifJa/IbHOCTI IIPOJifoCcEpa Ta MUTLA B IIPOLLECi CTBO-
PEHHA KyIbTYPHOTO IPOAYKTY. YacTO BUHMKAIOTH
KOH(QIIKTY, 3YMOB/IEHi pisHULEI0 Y CBITOIIAAIL:
MUTeLb (OKYCYEThCS Ha TBOPYiil cBOOOR], TOAi SK
IPOJIOCEP OPIEHTYETHCA Ha KOMEPLIHMIT YCIIIX Ta
opraHisariiiHi MoMeHTH. Y Lill po3BifLi Mu cpo-
0yeMo 3’ACYBaTH, K HOCATTY OanaHCy MDK IMMU
nigxonamy, o6 3abesnednty epeKTUBHY CIIBII-
pamo, i sAKi dakTOpM BIUIMBAIOTH HA YCIHIIHICTD
iXHbOTO IIAPTHEPCTBA.
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AHasnis ocTaHHIX JOCTiKeHb i my6mikanii. [1u-
TaHHA KpeaTUBHUX IHAYCTPill aKTUBHO JOCTIIKY-
€THCA B TIpaIlAX TaKyX aBTOpiB, Ak P. Keiiss (Caves,
2003), xoTpuit aHami3ye eKOHOMIKy KpeaTMBHIUX
puHKiB, Ta JI. Xecmonpxanr (Hesmondhalgh, 2013),
AKUI PO3IVLAAAE KY/IbTYpHe BUPOOHNIITBO i3 coLli-
OJIOTIYHOI NEPCIEKTUBY. YKPAIHChKi JOCTiJHUKIY,
sokpema O. JTauko (JIauxo, 2015), migKpecnioe Bax-
NMBICTb KPeaTUBHMX IHAYCTPiil B POSBUTKY Hallio-
Ha/IbHOI KY/IBTYPIL.

OpHak cyyacHi aBTOpY HeJIOCTaTHbO YBaru Impu-
OULAIOTh TPAaKTUYHUM acleKTaM B3aeMOAil Mix
TIIPOZIOCEPOM i MUTIIEM, 0COOMMBO B KOHTEKCTI CY-
YacHMX TEXHOMOTIYHMX 3MiH 1 I7100amisaril.

Mera crarti — pgocmigutu cum6io3 criBmpari
Ipopocepa 1 MUTIA B pe3y/IbTaTi MOENHAHHA Ta
BIUIMBY BaX/IMBUX (DAKTOpIB, IO BIUIMBAIOTH HA
e(eKTUBHICTb BMKOHAHHA POOOTH B KPeaTMBHMX
ingycTpiax. [onoBHMMY 3aBIAHHAMM €: BU3HA4M-
TI PO TPOAOCEPA Ta MUTIA B KPEaTMBHOMY IIPO-
1eci; MpoaHani3yBaTy BUK/INKY, 1[0 BUHUKAKIOTD Yy
IXHill B3a€MOJIii, 3aIIPOIIOHYBATI PEKOMEHaLli /1
e(eKTUBHOTO ITAPTHEPCTBA.

MeTopamu gocrifkeHHs 6y/10 06paHo icTOpIY-
HIIA, CUCTEMHIIT Ta KOMIITIEKCHMIL.

Buxnag ocHOBHOro Marepiamy ROCTifiyKeHHH.
[Ipoptocep y KpeaTMBHMX iHAYCTPisAX BUKOHYE Oa-
TaTOTPaHHY POJIb, MOENHYIOUM (YHKIII cTpaTera,
MOTIBATOpa, MEHEIXKepa, iHHOBaTOpa 11 I0OpUCTa.
3a manumu IOHECKO, y 2021-2022 pp. kpeaTusHi
inpgycrpii renepysamu 3-4 % csitooro BBII, cTBo-
prooun MinbitoHn pobounx Micup (YkpaiHChKuit
LIEHTp KyIbTYPHUX ZOCTi/KeHb, 2023).

Ha pymxy A. Kapnayx ta K. Kpapuyk, «mig yac
noBHOMacmTabHoro BropraeHHsA Pocii B Ykpainy
3’ ABIIACA HU3KA OOPUX MPAKTHK, AKi IPAKTIUIHO
JIEMOHCTPYIOTD IHHOBAIiTHi pillleHHs y cdepi Kyb-
Typ» (Kaprayx & Kpasuyk, 2024, c. 5). e cBin-
9UTh PO Te, WO CyJacHMil iHpopManuiiiHo-Kyb-
TYPHMII PO3BUTOK HAK/IaJla€ IIEBHY BapiaTUBHICTb
noTpe6 Ta HeoOXiTHOCTI MIBM/KOI peatisaliii, BUKo-
PUCTOBYIOYM CyYIaCHI MEXaHI3MIL.

Ha mamy gymKy, came npogrocep nocTa€ ronos-
HOIO JTAHKOK MK IHCTUTYI{i€I0 KYIBTYPH il MICTe-
IITBA Ta TOTOBUM Pe3yNIbTaTOM, AKMUII MA€ BIUIB Ha
COLIOKY/IBTYPHY cepy Cy4acHOCTI.

bessanepedno, came mpoprocep € apxXiTeKTopoM
YCIIIXY, fie 10 J10r0 3aBlaHb BXOJATH TaKi CK/Ial0BI:
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- crpareriyda. IIpoptocep aHamisye pHUHKOBI
TPEH/IY, OKPECTIOE LiIbOBY ayAMUTOPil0, aHasli-
3y€ 11 NPOTHO3Y€E TEHJEHIii PO3BUTKY, IOMUT
Ta BU3Hayae KoHLemuioo mpoexTy. IIpomrocep
po3pobisie cTparerito Ta 6i3Hec-IIaH, SKi CIpo-
MOXXHI IIOENHYBATY XY0XKHIO LIiHHICTb i KOMep-
LifHNIT TOTeHLian 3 BiANMOBiHICTIO mOTpebam
ayuTopii;

- opranisaniiHo-agMinictpatueHa.  I[Ipomrocep
dopmye i KOOpAMHYE KOMAaHAY, PO3MOAiLIE
3aBJJAHHA, KOHTPOJIOE OIO/pKeT, Tpadikim, CTpo-
K11, OLI{HIOE Pe3y/IbTaTH i1 Kopurye mpouecu. Ta-
KOX BiH 3aIIpOIIYE, KO0 HeOOXi/IHO, 10 KOMaH-
v ipodecioHaiB 3 OKpeMMUX CIieliaIbHOCTel,
MOTUBYE IIepCoHas i 3abesneuye eeKTUBHICTD
poborti;

- eKCIepTHO-iHHOBalilHa. IIpoprocep CTeXUTH
3a IHHOBAL[IAMM B IHAYCTPIl, afanTyo4n iX 10
norpe6 npoexry. [Ipukmasom Moxe 6yTn Bu-
KOPUCTAHH: HOBIiTHIX TeXHOJIOTIN (ML 3amucy,
MOHTXXY, KOpeKiiii), 860 CTBOpPeHHs 4 IPOCy-
BaHHA KOHTEHTY;

- coianbHo-TicuxosoriyHa. [Ipomtocep 3abesme-
4y€e CTBOPEHH:A CIIPUATINBOIO KIiMaTy B KO-
MaHJli, BUKOHY€ POJIb IICUXOJIOra, aKIiMaTysa-
TOpa, MOTMBATOpA, BUPIiIIye KOHQIIKTH, 1[0 €
KPUTHYHO BaKMBYM IS YCIIIXY IIPOEKTY;

- TBOpYa. IIpoarocep renepye Ta CTBOPIOE, a Io-
TiM IHTEpIIpeTye MaTepiall, JOfalydl iHAUBIAY-
QTbHICTD (y BUITAAI CTBOPEHHS apaH)XyBaHb,
PYIMeIIKiB, 3aIIMCiB, TOIO) Vi eMOLiHY ITUONHY,
110 BiITBOPIOE JI0T0 YHIKaIbHICTb;

- nifiepcbKa. IIpofrocep BUCTYIAE iHTETPaTOPOM,
3a0e3Ieqyr04y €IHICTD Ta Y3TO[KeHICTh KOMaH-
[ i3 3aTa/IbHO0 KOHIIEIIIIEI0 IIPOEKTY;

- CK/IaJioBa MapKeTUHIY Ta IpocyBaHHA. [Ipoxto-
cep po3pobiise i IPOrHO3ye MPOCYBAHHA IIPO-
€KTY 4epe3 Mefia, coniambHi Mepexi, Gopmye
racTposIbHi rpadikiu, ToIo.

[I. AKiMOB MiIKPeC/IIO€, IO «... COLIOKYIBTYP-
He IIPOEKTYBAHHA POOOTY MeHe[KepiB Cy4acHOro
YKPAIHCHKOTO KOMEPIIITHOTO Ta HEKOMEpLiIHOTO
CEerMEHTIB apTPUHKY BifIIIOBifja€ arOpUTMaM IIIa-
HYBaHHA KJIaCMYHOTO PUHKY, Ma€ TAKIX YYaCHYUKIB
PMHKOBUX BiTHOCUH, fIK BMPOOHMK MICTEI[bKO-
ro TPOAYKTY, IPOfiaBellb, CHOXMBAY, aITOPUTMU
LiIHOYTBOPEHHS, PeKIaMyBaHHS Tomo» (AKiMOB,
2023,¢.93).

Inmi gocniguuku, T. Momor it JI. MomoT, Haro-
JIOIIYIOTh: HA TOMY, «<...>I10 apTiHAYCTPiA € BULOM
HiATIPMEMHUIBKOI AiANBHOCTI, IIPY AKIil €KOHOMIY-
Ha IiHHICTb NPOAYKI{i HEPO3PMBHO IOB’A3aHA 3
il icHyBaHHAM fK eneMeHTa KynbTypu» (Momor &
Mowmor, 2018, c. 35).

Takox 1o 3aBpaHb mpopocepa BXOAATH Taki
CKJIfI0Bi, fIK: CK/TaJloBa PU3UK-MeHeDKMEHTY (IIpo-
JIocep MPOPAxoBYE BCi PU3MKY, CTBOPIOE a/IbTep-
HATVBHI KOHIIETIIii TIOfJO/TaHHSA PU3UKiB, TPOOIEM,
3aTPUMOK, TEXHIYHMX 300IB, TOIIO) Ta IOPUAMYHA
CK/MazioBa (TIpOAfocep CTae CIOMYYHOK JIAHKOI:
IPOACEp — IOPUCTY — AYAUTOPiA — KOHTEHT —
MUTELD).

i ¢yHKuil Z03BOMAITH IPOJIOCEPOBI BUBIb-
HUTY MUTLA BiJ OpraHisaliifHUX ¥ afjMiHiCTpa-
TUBHMX TypOOT, HaJAI09M 3MOTY 30CepPEUTICD BYI-
K/IYHO Ha TBOPYOCTI i1 KiHIIEBOMY P€3y/IbTari.

AHani3yo4y Hall IPOJKCEPCHKUIL JOCBI pea-
Mi30BaHMX YCIIIIHMX IPOEKTIB, MOXKHA CTBEPIXKY-
BaTy, 110 KOXKHA CK/Iafi0Ba Bifjirpae CBOX Baromy
poib y po6oTi, 10 B MiiICYMKY IPU3BOJUTD [0 AKiC-
HOTO IIPORYKTY.

Bopgnouac cnig 3a3HaunTy, 1010 MUTELD € CeplieM
IIPOEKTY, BTIMIOIYM CBOI iflel i Ipono3nuil yepes
Ta/IaHT Ta YHiKaIbHiCTh. BiH BUKOHYE Taki GyHKI:
- TBOpYY. MuTenp cTBOpIOE ab0 iHTepIIpeTYE, BI-

CBIT/TIOE MaTepiat, JOfja04y eMOLiliHy ITIONHY,

IHAMBINYaNbHY I KpEATUBHY aHKY;

- my06miuHy penpeseHTaliiiHy. Murelp yepe3 Bu-
CTYIIN, 3a51BM, IHTEPB'10, Meiia Ta COLia/bHi Me-
pexi BCTAHOBITIOE 3B’5I30K 3 ayJUTOPI€EI0, CTAI0-
9y 0ONNYYSM [IPOEKTY;

- iMimKeBy. MuTenp, CIiNnbHO 3 MPOAIOCEPOM M
KOMAaHJIOI0 IIPAIIIO€ HaJl CTBOPEHHAM 1 MIATPUM-
KOIO BifIIOBITHOTO iMI/DKY, AKMII PE3OHYE 3 ay-
IUTOPIEL0;

- apanTuBHY. Mureup BTimoe ifei BmacHi a6o
npoprocepa, 30epiralodm TpU I[bOMY B/IACHY
(TBOpPYY) aBTEHTUYHICTb.

YBakaemo, 10 CHiBIpald IPOAOCEpa I MUTLIA
CTBODIOE CUHEPTiI0 Ta/laHTY, Y AKOI yIPaBIiHCbKi
HaBMYKM IPOAIOCEpPA MiIKPECTIOIOTh TBOPYMIA 110-
TeHIIia/l MUTLA, HAIOBHIOWUYM eHepriet. IIpopto-
cep 3abesmedye pecypcu, CTPYKTYpy i cTpaTeriro,
TOAiI AK MUTElb HANOBHIOE IPOEKT YHiKa/JbHUM
3MicTOM Ta Oa4yeHHSM.



Ycnix 3ameXuTh Bifi IXHBOI CKOOPAMHOBAHOCTI,
3[JATHOCTI 3HAXORUTU 0OalaHC MDK TBOPYOK CBO-
6opoto Ta koMepuitHuMy minamu. Came Taki dak-
TOpY BiflirpaloTb BaX/INMBY ponmb y GOpMyBaHHA
KiHIIEBOIO pe3y/IbTaTy YCIILIHOIO MPOEKTY Y BCIX
JIOTO TPOsABaX, CIPOMOXKHOIO IIPOEMOHCTPYBATH
BJICOKY ITaHKY €JHOCTI CBiTOBIj1 crtinbHOCTi. Came
cum6i03 Tpofiocepa i MUTIA BMIIYe BaXKIuBi
CK/IaJiOBi €/IeMEHT: CUHEPIiYHUII KOMYHIKaTVB-
HIIT 3B’SI30K i IOCTTJOBHICTD KaTeropiit: MUTel b —
MIMCTelbKa IHCTUTYIIiA — NPOCYBaHHA — Pe3ylb-
tat — ragad (babii, 2024).

IcTopuyHMII KOHTEKCT NPOJIOCYBAHHA MICTe-
ITBa cArae KOPiHHAM Yy JIaBHI Yacu, KOMM IOKPO-
BUTENI MMCTENTBA BifjirpaBaly poOab CY4YacHMX
npoptocepis. Ak Bifomo, y CepenHboBiuHiit €spomi
LIAXETHI POJVIHY, IlepKBa Ta MOHapxu diHaHCyBa-
JIY CTBOPEHHA KapTUH, CKYIbITYP 1 My3U4YHMX TBO-
piB. Hanmpuknap, y Pumi 3aMoXHi pogyHY BUCTYIIA-
I MelleHaTaMM, CIPUAIYM POSBUTKY MICTEITBA,
y HasHilt [pewii apxoHTH MiATPUMYBaIN TeaTpasb-
Hi noctaHoBK (Pycsesa, n.d.).

[i panHi gopmm HPORIOCYBaHHA JIEMOHCTPY-
0Tb, 1JO CIiBIIpalld MK TBOPLIEM 1 OpraHi3aTOpoM
(HmHI — mpoptocepoM) 3aBXAU Oyra KI0YOBOIO
I peanisanii MucTelpbKMX INpoeKTiB. CydacHi
IPOJIOCEPH YCIAJKYBaIM 1[I0 POJIb, afalTyBaBLIN
il ;0 yMOB I7106a/1i30BaHOTrO CBiTY Ta LIMQpPOBUX Me-
PEeX Ta TEXHOJIOTII.

Sk 3asnavae O. 0. Jlauko, «crenndika o3Have-
HOTO ABUILA IONIATAE B IIEPEOCMIUCTIEHH] IIIHHOCTI
KY/IBTYpH, TIORO/TAHHI PO3PMBY 3B’A3KiB MK HUHI
ICHYr0OYMMM IHAMBIlAMM Ta iX €THOKY/IBTYPHUMH
Tpapunismu» (Jlauko, 2015, c. 235).

Teopua cniBnpang Mix IpoprocepoM i MUTLeM
IIOYNHAETBCA 3 (opMyBaHHA KoHIenuil. I[Ipopo-
cep IPOIOHYE ifiel, OCHOBAaHI Ha aHali3i PUHKY,
ayJuUTOpil, TOMI AK MUTELb aJANTye X [0 CBOTO
cTimio. THOM BUXOANUTD TakK, IO CTWJIb Ta CTHJIIC-
TUKY, /I QAITUBHOCTI HA PUHKY, HEOOXiHO BifI-
Kopurysatu abo iHopi moBHicTio 3minnTy. Hampu-
K7Iafj, IPOAIIocep MOXKe PEKOMEHIyBaT! CIIPOCTUTI
MY3UYHY KOMIIO3UIIIO /I IIMPIIOI ayAuTopil, a
MUTENb JOfA€ YHIKaIbHI eleMeHTH, 106 36epertn
ABTEHTNYHICTb. AGO TATAHOBUTMII MUTELb IIOIAE
CBIll TBIip K IPOAYKT, a /s OGIIBIIOTO OXOM/ICHHS
ayIUTOPIl 10TO CTUTICTHUKY 3MiHIOI0TD, 30epiratodn
YHIKa/IbHICTb.
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JAK npukmas MOXEMO HaBECT! JIET€HJJApHY
coiBmparo [bxopmka Maprina 3 “The Beatles”
MapriH He /e KepyBaB 3aIMCOM, a I OpaB aKTUB-
HY y4acTb Y CTBOPEHHI apaH)XyBaHb, 1[0 3p0OUIIO
anpbomy, Taki sk “Sgt. Pepper’s Lonely Hearts Club
Band”, xynsroBumn. Pik Py6in 3 “Johnny Cash” Bu-
ABU/INCD He JIMIIe KePiBHMKAMI ITPOLECY 3aIINCY, a
11 CITiBTBOpIIAMY He3a0yTHIX TBOPIB.

3a aKTMBHOI TBODYOI /iHil MOXYTb BMHMKATI
TBOpYi po3bixHOCTI, KoHmiKTH. e € HemyHyYH-
MM, OCKI/IbKY IIPOJIIOCEP YacTO OPIEHTYETbCA Ha
KOMEPIITHMII YCITiX, @ MUTELb IIParHe 10 eKCIepu-
MEHTIB. YCTIilHe MOf0NaHHA KOHPIKTIB 3a/IeXXNTh
BiJj TPbOX OCHOBHUX aCIIEKTiB:

- Bigkpuroi KomyHikarii: peryrapHi o6ropope-
H JOIIOMAraloTh YHUKHY TV HEIOPO3yMiHb;

- KOMIIPOMICiB: MWTEIb MOXKE IIOTOAMUTHCA Ha
KOMEPLiiiHI eleMeHTH, AKIIO JIOMY HaJA€TbCA
cBoOO/Ia B iHIINX acrieKTax abo mpuBie;

- B3aEMHOI IIOBaryM: IPOJIOCEP MaA€ IiHYBaTU
TBOPYY iIEHTUYHICTb MUTIIA, @ MUTELb — JJOBI-
paty mpodeciiHOMy [OCBify it 6aueHHI0 Hpo-
Jirocepa.

YenimHe moegHaHHA YIPAaBIiHCKMX HAaBMYOK
IPOifocepa Ta TBOPYOrO IIOTEHIialmy MUTLA Bifi-
KPUBAE MOXIMBOCTI /A CTBOPEHHA HOBATOP-
CbKMX TIPO€EKTIB Ha puHKY. Hanpuknap, cniBnpansa
npoztocepa Kamepona MakiHTomra Ta KOMIIO3UTO-
pa Knoga-Mimerns Illen6epra Hag mio3uxiaom “Les
Misérables” npuBena 10 CTBOPEHHs OHOTO 3 HAily-
CIIIIHIMINX MIO3UKIIIB Y CBITi, 1110 11 JOCI € IOIY/AP-
auM (Tim Masters; Edward Behr). A6o, Bigommit
npoptocep CkorT PypiH ciBIpaltoBas 3 aKTOPKOI0
Haniennoro Bonoyin Hag nocranoskorw mecu “The
Humans’, sixa 3g06yma Haropony “Tony Award”.

OpHaK MOXKIMBOCTI M1 iHHOBAIill 3aBXKIY OK-
pecneni nesHuMu acniektamn. [lo yaru, gpinaHcoBa
CIIBIIpalsl PEryNIETbCA KOHTPAKTaMI, SIKi BU3Ha-
YaI0Th PO3IOAiN foxofiB. IIpoarocep sasBuyait ot-
pumye Bift 10 10 25 % posnTi, 3a/1€XKHO BijJj BHECKY,
TOZi SIK MUTEL[b MOJKe TIpalioBaTy 3a (BiKCOBaHMIT
ToHopap abo yacTKy npu6yTky. [Ipomtocep Takox
BiJITIOBifla€ 3a 3a/My4eHHA IHBECTULINl Ta YIIpaB-
TiHHS OI0JPKETOM, 1110 BK/TI0YA€ BUTPATHU Ha CTYAI,
MApPKETUHT i TacTPOJi, IPOPAXOBYE MOTPILIHOCTI 11
PUSYKH.

[Opupnyna cTopoHa CriBIIpalti OXOIUIIOE:

— aBTOPCBbKi IpaBa: BU3HAYEHHs IIpaB Ha iHTe-
JNIEKTYa/IbHY BJIACHICTb € KPUTUYHO BaXKIMBYIM.
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Hanpuxaz, Akuio npoprocep 6epe y4acTb y Ha-
NJCAaHHI My3UKM, BiH MOXe IpeTeHJyBaT!l Ha
YaCTKY IIpaB;

- KOHTPAaKTM: YrOfiyl IIOBMHHI YiTKO BM3HAYaTU
000B’sI3KN, CTPOKM Ta po3mofin poxopis. He-
NpOo30pi KOHTPAKTM MOXYTb IIPU3BECTU [0
KOHKTIB, 5K y Bunaaky Keuri ta mpopocepa
Dr. Luke;

- eKCK/II3VBHICTD: JesiKi KOHTPAKTU 0OMEeXYITh
MUTIA B CIIBIIpaLli 3 iHIIMMY IPOJIOCEPAMM YN
NefOIaML, CoLjiaIbHIMI MePEXaMu, Mefia.
Hepo6pocoBicHi Tpopiocep MOXYTb BUKO-

PVICTOBYBATH CBIiif BIUIMB, HAB A3YI0YM HeCIpaBef-

/MBI YMOBY MOJIOZIIM MUTLIAIM a00 TUM, XTO IIparHe

noBepHeHH:. [Ipo3opicTb i1 eTnyHicTD Y diHaHCO-

BJIX Ta OPUJMYHMX IUTAHHAX € 3aII0PYKOIO JJOBIO-

TpUBAIO CIIiBIIpalli TOMDK cM0i03y Ipoptocepa it

MUTLA.

[Torpu BcebiunicT c1M6i03Y, J0Bipa € 0CHOBOO
ycminHoi ciiBnpari. IIpogrocep Mae migrpumysaru
MMUTIA, CTBOPIOKOYY YMOBI /I TBOPYOCTI, PO3YyMi-
TU HaBaHTa)KeHHS 11 ny6}1quiCTb, TOJIi K MUTEIb
Mae JIOBIpATHU CTpaTeriyHOMy HaueHHI0 IPOI0cepa.
EmoriitHa mifTpyMKa 0co6/11BO BaX/IMBa B yMOBaX
CTpecCy, HallpUKJIa, IijJ] 4ac racTposIeil Y KpUTUKA
B Mefiia b0 COIlianbHIX Mepexax.

CubHi 0cOOMCTOCTI TpoOfIOCEpa i MUTILS MO-
XyTb TIpU3BOAMTH [0 KoHOmikTiB. IIpoptocep
BUCTYIIA€ AK JMIJIOMAT, BUPIIIYIOUM CyIepedKn
Ta MiATPUMYIOYM KOMaHAHMit AyX. Hampuxmap,
ciBrpans Pika Py6ina 3 [Ixonni Kemmem mokasye,
AK TIPOAIOCEP MOXKE JJOIIOMOITY MUTIII0 PO3KPUTH
TIOTeHIlia/ HaBiTb y CKIagHMit mepiof kap epu. «Pik
Py6in mepexkoHMNBO JOBOAWUTDL: TBOPYICTD — Iie
He npodecisi 1 He pesy/bTart, a Croci6 CopuiTHATTA
CBITY, 1 KOXKHOMY IIifi CM/Iy 3HAITH Y CBOEMY JKUTTI
JIOCTaTHBO MICLIA [/ Hel», 3a3HAYEHO B NIEPeIMOBI
kuuru (Py6in, 2024, c. 7).

KpearusHi ingycrpii (uroy-6isnec) — me cepe-
OBMILE BICOKOTO TUCKY, [ie MUTELb CTUKAETHCS 3
OuiKyBaHHAMM TyOniKyM Ta KpuTukis. IIpomiocep
MOKe BMCTYIATM AK HACTAaBHUK, [ONOMAraiodin
MUTIIIO CIIPABJLATHCSA 31 CTpecoM i 30epirati MOTH-
Ballio.

Hanpuknag, npontocep CtbroapT OcTpiB criBI-
pamoBaB i3 pexucepoMm [Dbxymianom Kiacepom
Ta akropoM Yasom IlammiHTepi Haj BMUCTaBOXO

“A Bronx Tale’, sixa oTpumaa Be/muesHuit yCIix Ha

“Broadway”.

[Tompu THCK Ta pUSVKY, BIVIUB iHPOPMALIITHIX
TeXHO/OTiIl BifirpaloTh BaXmBi pomi B cuMbio-
3l Tamanty 1 ynpasninasa. [ludposi nmnardopmu,
taki sk “Spotify”, “Apple System’, “Apple Music”,
“YouTube”, “Instagram” i “TikTok” saminmnu migxo-
Iu [0 mpocyBaHHA mucrentsa. IIpomocep temep
TIOBIHEH TaKOX:

— aHaJi3yBaTH JaHi IPO IPOCTYXOBYBaHHA Ta Iie-
pernany;

— CTBOPIOBATM KOHTEHT,
KopoTkux ¢opmaris, Takux sk tiktok-ineo,
instagram-Bifieo, CTpPMMIHT-BiJie0, TOIO;

~ BMKOpVICTOBYBAaTY ITOPUTMU IUTATHOPM I
MaKCUMa/IbHOTO OXOI/IEHHA PUHKY i1 ayIUTOPii.
[Ipuknamom € ycmix yKpaincbKoi criBayky JIynu,

AKUI 9aCTKOBO MOSICHIOETBCS e()eKTUBHNUM BIUKO-

PUCTaHHAM COLiaJIbHUX MEPEX /I MPOCYBAHHA

il My3uku. 3aBAsAKN epeKTVBHOMY BUKOPUCTAHHIO

COLIia/IbHIX MepeX, aKTOpKa Ta clliBauka binni Aii-

mim (npoxmtocep — Pinneac O’Konnemn) 3pobyma

HeOyBa/Iuil YCIIiX.
udposi incrpymenty, taki gk “Sound Cloud”

gy “Distro Kid”, [03BONA0TD MUTLSIM CAMOCTIITHO

BUITYCKaT! KOHTEHT. IIpote mpopmrocepn 3ammma-

I0ThCSI BOKTMBYUMM [ MacITaOyBaHHS Kap €py,

opraHisarii TypiB i cTBopeHH: podeciitHoro mpo-

IYKTY.

Texuonorii 6mokueitn i NFT (ueB3aemosamin-
Hi TOKeHV) BiKpMBAIOTb HOBi MOXMBOCTI Ay
MOHETH3allii MMUCTENTBA, JO3BOMAKYM IPOJABATH
eKCKMIO3MBHMIT 1MppoBuit KoHTeHT. [Ipomtocepu
JIOTIOMAraloTh MUTLAM iHTErpyBaTy Iji TEXHOJIOT,
3aXMIAI0YY IXHI ITpaBa Ta CTBOPIOKOYM HOBI JKe-
pena Ioxopy.

[Ipuknagu ycmimHOro CcHiBpoOITHUIITBA MiX
TIPOZIOCEPOM Ta MUTLISIMMU B TeaTpaybHilt cepi:

- maptHepcTBO pexucepa Kpicrodepa Horma-
Ha Ta npozprcepa Emmu Tomac, ki cHinbHO CTBO-
pwn Taxi ¢inbmu, Ak «IHTepcTeuTapy» Ta « TeMHmit
muuapy. Ixuiit yemix 6asyerbca Ha B3aeMHiit oBipi,
4iTKOMYy po3mofin 000B’A3KiB Ta cmibHOMY 0a-
YeHHI KiHII€BOTO IIPOAYKTY;

- Kamepon Maxkinrow i Knon-Mimens Illen-
6epr: cmiBmpaus Hag “Les Misérables” crBopmia
OfIMH i3 HAMYCIIIIHINNX MIO3VKIIIB, 110 BXe YBill-
OB B icTopif. «“3Hemoneni” — 1e pobora Kas-

ONTUMIi30BaHUI IS



KOBOI KOMaH/jJ1: Bifl KOCTIOMIB [JO CIIiBY, BiJj OCBIT-
JIHHS IO MY3MKAHTIB, CyTb JIOACBKOI 60poTHOM
PO3SKPMBAETHCA 3aBIAKI ACKPABUM 3YCUIIAM KOXK-
HOTO MUTI, AKNI CHIBIPAII0BAB HAJl LM LIOY»,
3a Bigrykamu rnsapauvis (Sortiraparis, 2025);

- Ckortr Pynin i [lenienna Bonoyin: mocraHos-
ka wecu “The Humans” orpumana naropony “Tony
Award” 3aBpAku edeKTMBHOMY HPORIOCYBAHHIO.
OpuH 3 BifTyKiB TIOAMHY, 110 6a4nia BIaCHOPY 1ie
niiicTBO: «5 6aunmB 1mio 1 ecy BxuBy Ha bpopsei. Cro-
KeT — 3BMYAIHA aMepPUKAHChKa CiM s 30MpaeThCs
Ha CBATKOBY Beueplo. I moTpoxy Bei Tparepil, cMiTTA
Ta CeKpeTy BUXOAATH Ha3oBHi. Ilif 9ac mepermany
y MeHe Oy710 BiT4yTTS IPOBUHY, 60 3[1aBajIOCH, 110
s MiATAMAI0 32 3BMYAIHOI POAMHOW 6e3 iXHbOro
fo3Bony. I 1m0 cMiliHoO, ApaMarypr 3i3HaBCA B iH-
TepB’I0, IO XOTiB Hammcaty Tpuep. SIK Buiiiura
IpaMa, BiH foci He posymie» (Ycadosa, 2021);

- Bucraa Tapompp Ilintep “The Birthday
Party”. B. 3y6koB mume npo Buctasy: «lle Mmaii-
CTepHe TIOEIHAHHS Cloppeanisamy Ta Tpunepy. Tobi
OIHOYACHO 1 CTpAIIHO, i CMIIIHO, JI TU HIKONK He
MOXKEIIl BrafjaTyy, o Oyze gani. I Bce me mpumpas-
JIEHO HETIOBTOPHYMI ia/loraMu, sKi Ha1e6To iHOMi
He MalOTh JKOJHOTO CEHCY, afe 110ro TaM Oibie,
HDK MOXKHa ysiBuTI» (Ycadosa, 2021);

- Bucrasa «Hebecna xaHuenspis, abo cmbosu
Tuiti» (JIpBiBcbKMi Teatp «BockpecinHs»): criBII-
pansd pexucepa Muxaiina BoiitoBuya Ta mpopro-
cepa Onenn KoHpipaTbeBoi cTBOpU/IAa iHHOBAILi/IHE
BUoBMLIE. SK 3a3HaUeHO IIpo BUCTaBY: «Le icTopis
npo 60poTHOY MIOANHY 3 YacoM i 3i cMepTIo. [HOZI
IIPOCTO HEMOXK/IMBO HOBIpUTH, 10 Tebe Oinmblie He
Oyze icHyBaTu B I[bOMy IpoCTOpi, TYT i 3apas. Lle
TaK CTPAIIHO, 110 MOXKHA HABiTh IITK Ha CIOKyCa
camoi cMepTi. Ae AK yacTo OyBae, IO B CIPaBy
BTPYYA€TbCA XTOCh JIy)Ke CIIPUTHMII 1 IUBUKUI,
HaIpMK/IaJ, Ipofcep. AJle Bifl IIbOTO CTA€ e Tip-
mre. I konu smaerbes, o Hapil Oible HeMae, Bce
pATyIoTh fiTi. I He 3BmyaiiHi, a giTM — aHremm»
(TicketsBox, n.d.);

- Bucrasa «fx ue?» (Torearp. Ykpaincbkuit
TiIeCHO-OpIEHTOBAHWMII TeaTp):  peXucepka
Onenka Baxpameesa. Ha cropinni Tearpy pexu-
cepka 3a3Haumna: «lemep HOpMalbHO, KOMM 3a-
MICTb /IBOX HII — OfiHa. 3aMiCTb pyKM — IpPOTeS.
3amicTb... [ BciM HaM TOTPiOHO MPOVITY IIISAX TIPU-
yiHaATTA iHmoro tina. BCIM!» (Toteatp, 2025);
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- «Kabape» (KuiBcpkmit tearp «Momopuit»):
pexucep Ta mpoprocep — Onena KomageHko —
aJlanTyBaja KyJIbTOBUI MIOSUKIL. fIK 3a3HayeHO Ha
cropinni Tearpy: «[IpoBokaTuBHWII Croxet, (aH-
TaCTMYHA I'pa aKTOpiB Mo0f10r0, Ky/IbTOBA MYy3MKa
y BUKOHAHHI OpKecTpy Hif KepiBHMUTBOM [IMu-
tpa Caparcbkoro, mpucrpacHa xopeorpadis Bif
“Freedom ballet”, aBTopcpki xoctiomu [lapii binoi
3aBOPOXXYIOTb KOXXHOT'0, XTO IPOYMHSAE ABEPI Y CBIT
“KABAPE”» (KuiBcbKuil HalliOHA/IbHMIT aKaieMid-
HUIT MOZOAWIt Teatp, n.d.);

- Konnepr xopa «llenpux» y Kapneri-Xomn
(2022): mipgTpumMKa YKpaiHCBKOTO iHCTUTYTY Ta
M3C Vkpainu migkpeciuna pomb «iHCTUTYLiO-
HA/IbHOTO TIPOJIOCYBAHHA», Jie MPOAIOCEPOM BU-
CTYIIa€ B)Xe He KOHKPeTHa 0c00a, a Iep>kKaBHa yCTa-
HoBa (n.a., 2022).

B ycix Bumagkax edextuBHe cmiBpoOiTHUIITBO
MDK IIPOJIOCEPOM Ta MUTLIEM CIIPUAIO CTBOPEHHIO
BPa)KaI04IX KYIbTYPHUX IO

PosButok 6peHfiB y KiHOIHAYCTpIl TAKOX YacTo
IPYHTYETbCA Ha YCIINIHII CIiBIIpalLii MK Ipofioce-
pamu it TaTaHOBUTUMM PEXICEPAMIU Ta aKTOPAMI,
110 CTBOPIOE 3aIla/IbHi CTPIYKY 1 omynApHi ppan-
N3N,

Hocnmignuk Awuppiit AHatonifioBuyu [opyakoB
HAroJIoIIye, [0 «PO/Ib IPOAIOCEpa Y CTBOPEHHI
KY/IBTYPHOTO IPORYKTY — Iie, HacamIepey, 3a0es3-
IeYEeHHsA MaTepia/bHOI CK/IAfloBOI HE3a/lIeXHOCTI
TBOPYOTO IIPOLleCy MUTLA a00 KOJEKTUBY, CTBO-
peHHs Takoro cobi inkybaTopa, abo, AKIIO X0YeTe,
MaTepUHCHKOTO JIOHA [/ 3a4MHAHHSA BUTBOPY, [0-
BEJIEHH JI0TO JI0 )KUTTE3[JATHOTO CTYIIEHIO PO3BUT-
KY, HApOJPKEHHS 1, HapewLITi, 3Ha/lOMCTBa i3 CBITOM.
B ymoBax HaspiBaro4oi HOBOI Kpu3u B YKPaIHChKii
KYNbTYPI, IIPOAIOCEP MA€E CTATH, HaCAMIIEPES], Melle-
HaTOM. AJle MeIleHaTOM aKTBHIM, MELIEHaTOM-0p-
TaHi3aTopoM, TaKMM, L0 He OYiKye Ha IIPOXaHHA
TIPO JIOIIOMOTY, , HaBIIAKM, AKTVBHO BTPYYa€ThCA Y
TIpOIleC BUPOIIyBaHH:A HOBMX IarOHiB MUCTELTBa»
(Topuaxos, 2020, c. 50.)

Opnak 3apxau Tpeba posymity, mo 6amaHc
TBOPYOCTI J1 KOMepIlii, HaMipHi aKIeHTV Ha Ipo-
IIOBOMY QaCIIeKTi, MOXYTb IIiflipBaTy ayTeHTNY-
HICTb JI NPU3BECTU [O OfHi€l 3 TiNOK fAerpajanii
KY/IBTYPHOTO CIIaJKy KpalHu.

ITocTynoBa ajjanranis 10 Cy4acHUX TEXHOJIOTIN
NOTPeOYE MOCTIIIHOTO HABYAHHS i CIOCTEPEeXKEHHS
PO3BUTKY Cy4aCHUX TPEHTIB.

SZOZ ‘06 9NSSI ‘dulelyn Jo ainynd
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Kynbtypa Ykpainu, sunyck 90, 2025

[Torpu Bce, Maitby THE OB sI3aHe 3 epPCOHANI3a-
11i€l0 KOHTEHTY, BipTya/lbHOK PeasbHICTIO i1 Me-
TaBCECBiTaMIL.

Bucnoskn. ChiBmpans npogrocepa Ta MUTLA —
11 He IPOCTO B3a€EMOIiA YIIPaB/IiHCHKIX Ta TBOPYMX
KOMIIETEHIIilf; 1e CIIPaBXHiit cuM6i03, IKuit BICTY-
Ta€ KIaCHYHIM IPUKIAZOM TOTO, AK KOmabopanis
MOXKe ITPUBECTH TAJIAHT Ta iiel ;0 HOBYX 3BEpPIIEHDb
i cTBOpUTY 1OCB, 1[0 TIEPEXMBATIIME BUIIPOOYBaH-
HS YaCOM i 3a/IMIUIUTh BaroOMy CIAfLIMHY B iCTOPIi
Ky/nbTypu. IcTopuyHi 11 cyyacHi IpyUKIaay, Bif Me-
IIEHAaTCTBA JI0 IOCTAaHOBOK, CBi4aTh, 1[0 edeKTuB-
HUIT c1M6i03 Hpofiocepa i MUTIS CTBOPIOE TBIp,
AKUIA 3a/IMIIAE CTIif| Y KYABTYpi CBiTY. Y Yacu, Komu
1ndpoBi TexHONOTl — Ile MApTHEPCTBO, 3a/IMIIA-
€TbCA K/IIYOBUM MOTOPOM KpeaTMBHUX IHAYCTPIil.

Cum6io3 mpopocepa Ta MUTIA € KIOYOBUM
¢akTopoM ycmixy B kpeaTuBHMX iHgycTpiax. [Ipo-
mrocep 3abesredye opraHisaniiiHy Ta ¢iHaHCO-
BY IIiJTPUMKY, TOfi AK MUTELb BHOCUTb TBOPYY
CK/IaJi0BY. YCITIIHA CHIiBIPaLA MOX/INBA 33 YMOBI
YiTKOTO PO3IOZiNY posei, BifKpUTOI KOMYHiKallil
Ta B3a€MHOI IOBarn. BUKmmky, Taki AK pisHuLA B

npiopuTeTax 4M KOMYHIiKaliliHi 6ap’epn, MOXYTb
OyTH TIOfONaH] 3aBJAKM CYYaCHUM iHCTPYMEHTaM
YIIPaB/IiHHA Ta [ia/Iory.

[IpoanamisyBaBum crerudiky crmiBmpari mpo-
Jfocepa i1 MUTLA, CIiJ 3a3HAUUTH, IO MaCTep-
HiCTb, AKOI0 IIOBMHEH BOJIOAITY IIPOSIOCED, Tepef-
bavae OesporaHHe 3HAHHA Yy chepi KpeaTMBHMX
iHyCTpiil: i BMIHHA KOMYHIKYBaTH, i MaTyi rapHy
(crmyxoBy 11 30pOBY) aM AT, i ;OOpe BOMOAITH IICK-
XOJIOTIYHMMIU BiiTIHKaMM HACTPOIB, i MaTu BifIo-
BiJHy 30BHIIIHICTb /I MaHepy (AMUIIOMATUYHICTB,
TAaKTOBHICTb TOII0). Yci 1i akTopy KOMOiHYIOTDH
nporec cuM6i03y MUTIA Ta MpOfcepa, o dop-
MYE€ «MUCTELITBO IPOAIOCYBAHHA» JI IPUBOJUTD 10
VCIIIIHUX Pe3y/IbTaTiB.

IlepciekTBN MOJANBIINX AOCTIHKEHb MO-
XXYTb OyTM CIPsSMOBaHi Ha aHai3 BIUIMBY HOBMX
rexHonorili, Takux Ak I, Ha B3aemopioo mpo-
frocepa Ta MUTHA. TakoX HOLINIBbHO AOCHiANTH
KPOCKY/IbTYPHI aCIIeKTV CIIiBIIpalii B YMOBax IJIO-
6anisanii KpeaTMBHUX IHZYCTPiil I ICUXOMOTiuHi
acIeKTy cuM6i03y IIpofrocepa Ta MUTIIA.
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3. I. Angvoposa, 1. b. Ilepeumesa. Tpancmeniii-
HIiCTh y Cy4acHMX KpeaTMBHUX iHJYCTpifiX: OCHOBHi
acmekTyt GOpMyBaHHSA

PosrniAnyTa HOBITHA COLIOKY/IBTYpHA I7IOKa/i30BaHa

mapajurMa AK KOHTEKCT, Y MeXaX AKOro HuHi popmy-
€TbCA TPAHCMEJIMHICTD KpeaTMBHUX IHAYCTpIil, oco-
6muBO aypioBisyanbHoOi. Buasmeni ocobmmBocti Hapa-
TYBHO-CMIC/IOBOTO, OPraHi3alilIHOr0, KOMEPIITHOTO
Ta TEeXHOJIOTIYHOTO ACIeKTiB GOPMYBaHHA TPaHCMeZit-
HOCTI B KpeaTUBHMX iHAYCTpiAX. JOCTifkeHO TpUHIIN-
1y, sAKi 3a0e3MedyoTh LiTiCHICTh TpaHCMERIHOTO Ha-
paTuBYy, i OKpecleHO pob MpOAiocepa B 3abesnedeHHi
HaOyTTSA TPacMeNiifHOCTi KyJIbTYpPHUX IIPOAYKTIB Ta
HPOEKTIB Y Cy4aCHMX KpeaTUBHUX iHAyCTpiAxX. Busasme-
HO II03UTMBHY PO/Ib TPAHCMEJIITHOCT] B pO3BUTKY YKpa-
iHCBKOI ay/ioBi3yanbHOI iHAYCTpIl HA Cy4acCHOMY eTari
POCiliChbKO-YKPaIHCbKOI BiifHI.
KnrouoBi cmoBa: cyuacuicmo, kpeamusni iHoycmpi,
mpancmeOitiHicmo, mpancmeditii exocucmemu, Yugpo-
8ull ay0iosisyanvHuii ma 6i3yanvHuii KoHmenm, yugposi
naamgopmu.

Z. Alforova, 1. Pervysheva. Transmedia in modern
creative industries: main aspects of formation

The purpose of the article is to understand the main
aspects of the formation of transmedia in modern creative
industries. The object of the study is creative industries,
primarily the audiovisual industry, in which transmedia
is an ontological feature. The subject is various aspects of
the formation of transmedia at the current stage of the
existence of creative industries.

The research is based on G. Jenkins idea of the
convergence of culture, which becomes the source of the
formation of transmedia, and on K. R. Logan’s idea of
electronic communications as a tool for “expanding” a
person, as well as on S. Cunningham’s idea, according to
which it is globalized culture and its digitalization that
leads to the formation of creative industries, where the

intersection of media formats with each other becomes
an ontological feature of modernity.

The results presented in the article: 1. The new
socio-cultural glocalized paradigm became the context
within which transmedia appeared as an ontological
feature of the formation of an empathetic, sensitive
attitude towards the users (audience) of modern creative
industries. 2. This attitude is based on the formation of a
narrative capable of expanding not only architecturally,
but semantically, focusing on the inclusiveness of this
audience, its diversity and social multilayeredness.
3. The identified features of the narrative-semantic,
organizational, commercial and technological aspects
of the formation of transmedia in creative industries
indicate the operation of certain principles that are
formed by both the new culture and the existence of
modern creative industries. 4. The role of the producer as
the main architect of the transmedia project is outlined.
5. The positive role of transmedia in the development of
the Ukrainian audiovisual industry at the current stage
of the Russian-Ukrainian war is identified.

The scientific novelty of the study lies in the fact that
it characterizes the connections between transmedia and
the existence of modern creative industries, especially
the audiovisual industry. It characterizes the main
functionality of the producer of an audiovisual project
focused on transmedia.

The scientific novelty of the aforementioned research
lies in the fact that knowledge of the main aspects of the
formation of transmedia in modern creative industries
allows both to adjust existing strategies for forming
relevant narratives and to see the prospects for their
further development.

Keywords: modernity, creative industries, transmedia,
transmedia ecosystems, digital audiovisual and visual
content, digital platforms.
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ITocranoBka mpo6nemu. Bizomo, 1o TpaHcMme-
niitHicTh (ab0 TpaHCMeniltHMIT Hapatus) y cdepi
ay/ioBi3ya/JIbHOTO MMCTEILTBA Ta KYAbTYPHUX iHAY-
CTpiit — e croci6 opraHisanuii KOHTEHTY, IpH AKO-
MY €[jJiHa PO3IIOBiflb, TEMA YU XYMOXHA ified po3-
TOPTA€ThCA 4epes3 pisHi MepiamnaTdopMy, KOXKHA
3 AKUX POOUTD YHIKaTbHWII BHECOK Y CIIIIBHY iCTO-
pito a6o KynbTypHUit mpopykT. [Ipobnema dpopmy-
BaHHA TPAaHCMEIHOCTI B CyYaCHUX KYIbTYPHUX
iHpycTpifx, ocobmBo y cdepi aynioBisyaabHOro
MMCTENTBA Ta MeJIaTeXHOJIOIil, € aKTyaJbHOI
y 3B’A3KY 3 6ararbMa IpUYMHAMIL:

1. Huni BigOyBaeTbcs 3MiHa CHOCOOIB CIOXMU-
BaHHA KOHTEHTY, afi)ke TPAHCMEJiiiHICTh JO3BOIAE
po3moBizaTH Ty caMy icTopito abo JOHOCUTHU €fyi-
He Ky/IbTypHe IIOCTTaHHA depes pisHi Mefiadpopma-
TH, QfJANTYIOYM JOTO Mifj KOHKPeTHI 0cOOMMBOCTI
CIIPUIHATTA KOXXHOTO CEPeJOBMILA.

2. AKTya/IbHICTDb TPaHCMENITHOCTI MiABUILYETD-
¢4 IIifl BIVIMBOM PO3MMBAHHA KOPAOHIB MK BUJja-
MU MUCTELTBa, OCKITIbKU B pe3y/braTi GOpMyTh-
cs1 HOBi pOpMU eCcTeTMYHOTO HOCBiNY, AKi CKIagHO
BIJHECTV JI0 OJHOTO TPAAMLIHOIO BUJY MUCTe-
LITBA UM MefTia.

3. 3pocTaHHA poji MefiaTeXHOOrill MifiBUIye
TEOPETUYHY Ta IPAKTUYHY 3alliKaBIEHICTb [0
TPAHCMELIITHOCT] SIK HOBITHBOTO CIIOCOOY OpraHi-
3alii KOHTEHTY, i Iie € BKpail BX/IMBUM A/ QYHK-
LIOHYBaHHA CYYaCHMUX KpeaTVBHIUX IHAYCTPIlL, 0CO-
6muBo aypioBi3yambHOI iHAYCTpII.

4. KpeatyBHi iHAYCTpii po3I/IAfAl0Th TPaHCMe-
AiitHICTD AK 3aci6 30iTbIIEHHS KOMEpIITHOTO I0-
TeHIlia/lly KYJIbTYPHOIO IIPOAYKTY, OCKIIbKM BiH
MO’Ke icHyBaT! B pisHUX opMax: QinbM > cepian
- rpa - KoMikc Tomo. Taka cTparerii cTBOpIO€
CTifiki OpeHAM Ta po3MIMpIOE JXepena IpuOyT-
Ky — Ije YeTBepTa IIPUYMHA TOTO, 110 OCMIC/IEHHA
OCHOBHIIX aCIIeKTiB GOPMYBaHH: TPAHCMEITHOCTI
B Kp€aTVBHIUX IH[YCTPiAX € aKTYa/IbHUM.

OCKinbKy TpaHCMEJiHICTD — Iie KIIY0Ba 03-
HaKa CY4YacHOI MeMiaKyIbTypy, [ie MUCTELTBO Ta
iHAyCTpis mepemniTalnTbcs B 6araTopiBHEBUX, Me-
peXeBUX, MyIbTUMEiTHNX GOopMax, TO 3BepHEHHS
710 3a3Ha4eHOi HayKOBOI IIPO6/IeMI € LiITKOM 06 €K-
TUBHO 3YMOBJICHIM.

AHani3 OCTaHHIX JOCTiMKeHb i MyOmiKamii.
OO6rpyHTyBaHHA TOTO, III0 3aBAKY IIPOLIECaM KOH-
BepreHuii B I700ai3oBaHiil KyIbTypi BUHMKAE

ABMIE TPAaHCMEMIHOCTI, aKTUBHO PO3IOYAIOCh
Ha Mexi XX-XXI cT. aK y possifkax I. [[>Kenkinca
(Jenkins, 2006), Tax i itoro yuHiB, 30kpema . A. JloH-
ra (Long, 2007). [TapanenbHO TpyBano fOCTIKEHHS
TpaHcOpMaIiil KyIbTYPHUX IHTYCTPill y KpeaTus-
Hi AK y IpallAX 3aXiHUX y4eHuX, Takux Ak C. Kan-
HinreM (Cunningham, 2002; Cunningham, 2004),
K. lenrpon (Gengron, 2012) ta iHmmx, Tax i ykpa-
incpknx — A. Andpoposa Ta 3. Anpboposoi (Arn-
dvopoB & Androposa, 2022; Andropos & Andpo-
poBa, 2023; Andpropos & Andboposa, 2024). YBara
JI0 iCHYBaHHA TPaHCMEJiIHUX POEKTIB Y IPOCTO-
pi Cy4acHOI KyIbTypy aKTUBHO IPOABUIACD Y [BA
ocTaHHi fiecATwniTTA. Y possifkax Konina b. lapsi
(Harvey, 2014), Toma [Tayna, Matikna Hifepmana ta
[Ixoseda Ilraithda (Dowd, Niederman & Steiff,
2013), Ixaner X. Mroppeit (Murray, 2017), Ken-
ni MakEpnin (McErlean, 2018), Ombru Mycienko
(Mycienko, 2019; Mycienko, 2020; Mycienko, 2025),
Irops INeyepancoxoro (Ilevepancokumit, 2023; [Teve-
pancekuit, 2025), [lennca Cydkosa (Cyukos, 2023)
aHaJIi3yeThCA TPAHCMEINHICTD AK IPOLeC KOMYHi-
Kallil Ha Cy4acHOMY €Talli Ta JOCIiPKYETbCA Te, AK
11 TPAaHCMERHICTh GOpMYe HOBY MOBY LU(POBOI
KY/IBTYpY B ayfpioBisyanbHiil cdepi. YTiM, ockinbku
Tpolec HabyTTA TPAaHCMEIHOCTI CyJacHNMI Kpe-
aTVBHUMI IHAYCTPiAMYU aKTUBHO TPUBAE, iCHYIOTb
TIeBHI JIAKyHM B MUCTELITBO3HABYOMY JVICKYPCI, AKi
CTOCYIOTbCSl OCHOBHMX aCIIeKTiB il cydacHoro ¢op-
MYBaHHA 3arajioM i1 yKpaIHCbKOTO JJOCBily 30KpeMa.

Mera craTTi — OCMMCIUTYM OCHOBHI acIeKTH
dopMyBaHHA TpPaHCMEITHOCTI B CyYacHUX Kpea-
TUBHYX iHAYCTpisAX. O6’€KTOM JOCTIKEHHS € Kpe-
aTMBHI IHYCTpii, HacaMIepe] aylioBi3yanbHa iH-
IYCTPif, Y AKUX TPAHCMENIHICTD € OHTONIOTIYHOKO
ocobmsictio. IIpegmer — pisHi acexTn popmy-
BaHHA TPAHCMENIINHOCTI Ha CY4YaCHOMY eTalli iCHY-
BaHHA KPeaTVBHUX IHAYCTPii. Y CTaTTi CTaBIATbCA
3aBJJAHHS: 3'SICYBaTy COLIOKY/IBTYPHMII KOHTEKCT,
y SKOMY BifOyBaeTbca (OpMyBaHHA TpaHCMeZiil-
HOCTI Cy4aCHUX KpeaTMBHUX IHAYCTpiil; BUABUTU
0CcOOMMBOCTI  HapaTMBHO-CMICTIOBOTO, OpraHi3a-
Li/1HOTr0, KOMEPLIITHOTO Ta TEXHOIOTIYHOIO acIeK-
TiB QOPMYBaHHS TPAHCMEAIHOCTI B KPeaTUBHUX
iHAyCTpisAX; JOCTIgUTY IPUHIMIY, SKi 3abe3meuy-
I0Tb III/TICHICTD TPAHCME[iiTHOTO HApaTUBY, I OK-
pecnuTy poyb Hpojicepa B 3abe3nedeHHi Haby TTs
TPaCMe/iHOCTI KyIbTYPHUX IIPOAYKTIB Ta IIPOEKTIB



y CYYacHUX KpeaTMBHMX IHIYCTpiAX, 30KpeMa B
ay[ioBi3ya/bHilL.

Teopernko-MeToROMOTiYHI Ta KOHILENTYyaNlbHi
HACTaHOBM 3YMOB/IEHO OCOO/MBOCTAMMU 00 €KTa 11
npenMeTa JOCTiKeHHA. [Io TeOpeTnKOo-MeTof0/0-
TiYHKX 3acaj yIpoBakeHo: Ak igero I. JKeHkinca
(Jenkins, 2003) mpo KOHBEPreHTHICTb KY/IBTYpH,
AKa CTa€ pKeperioM GOpMyBaHHS TPaHCMeHiTHOC-
Ti, TaK i ifeto Jlorana 1mpo eneKTpoHHI KOMYHiKalii
AK IHCTPYMeHT «posmmpenHs» mopuan (Logan,
2019), a rakox ipeto C. Kanninrema (Cunningham,
2002), 3a K010 caMe IM06ajTi3oBaHa KyIbTypa Ta
il udposisaris NIpUBOAATh 10 HOPMYBaHHS Kpe-
aTMBHMX IHAYCTpilt, fe mepeTuH MepiitHux Qop-
MaTiB MDK COOOI CTae OHTONOTIYHOK O03HAKOI
cydacHocti. Takox ympoBajeHe KOMIUIEKCHE
BUKOPMCTAHHA CYKYIIHOCTI METOJIB, Cepef AKUX:
3ac00M COIIOKYIBTYpHOTO aHamisy (omuc Ta 3i-
CTaB/IeHHA PI3HUX IPOABIB TPAHCMENINHOCTI Ha
PiBHI I7I0Ka/i30BaHOI KYIBTYPU i1 KPOC-KYIBTYP-
HUX BIUIMBIB); CUCTEMHWII aHA/i3 TPaHCMeEMiHNIX
€KOCHCTEM, AKi CTAaHOBIATH APXiTEKTOHIKY Cydac-
HUX KpeaTMBHMX IHAYCTPiil; TepMEHEBTUYHI METO-
I pO3YMiHHA J1 iHTepIpeTallil IPUHIUIIB, AKi 3a-
0e3MevyI0Th LiTiCHICTb TPAHCMEIIiTHOTO HAPATHBY;
METO/M MVCTELITBO3HABYOTO aHa/Ii3y ayAioBi3yab-
HUX IIPOEKTIB, fAKi, y TOMY YMCII, JO3BOMUIN OK-
pecnuTi porb Npoftocepa B 3abe3redeHH] Haby TTs
TPACMEMIITHOCTI KyNIbTYPHUX IPOAYKTIB.

Buknmajg ocHOBHOrO Marepiamy AOCTif[KeHHS.
CydacHi KpeaTVBHi iHAyCTpii Ail0Tb Ha IepeTHHi
JIOKaJIbHOTO 3MICTy Ta IJI00abHOTO OXOIIEHHS,
o norpebye KyIbTYpHOI YYT/IMBOCTI, aJamTuB-
HOCTI i1 IHHOBAIII{HOTO MMC/IeHHs. 3B’ 30K TpaH-
CMEJITHOCTI 3 KY/IbTYPHOI YYTIMBICTIO B Cy4ac-
HOMY MeJliacepeloBUIIl CTae fieflali BayKIMBIlM
i 6ararormmanosimym. [loBara [10 KyIbTypHOTO
pi3sHOMaHITTA, po3yMiHHA 7OKamisauil Ax gopmmu
KY/IbTYPHOI aflalTalil, IparHeHHA iHKII03UBHOCTI
Ta penpeseHTallii B LINPOKOMY PO3YMiHHI LUX I10-
HATb, MOX/IMBICTD CIiBYYacTi Ji 3BOPOTHOTO 3B 5I3-
KY, BifIOBiZa/IbHICTD Iepey IM00aNbHOK ayuTO-
piero — yci 1i 0cO6MMBOCTI Cy4acHOTrO iCHyBaHHA
KpeaTVBHUX iHIyCTpiil 3aTa/IoM Ta ayioBi3ya/lbHOI
IHAyCTpii 30KpeMa € BXIVBMMU [I/I1 PO3YMIiHHA
TEHJIEHLIiJI B3a€EMOBIIMBIB CYCIINIbCTBA i Mefliace-
penoBuiia. TpaHCMepiiHICTh i KyNIbTypHa YyTIN-
BiCTb HJMHI HEPO3PUBHO OB A3aHi: epIIa po3IIN-
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pro€ MacuITad Ta OXOIUIEHHS MefiallpOfyKTY, TOi
AK Jpyra 3abesnedye JOro eTNYHe, IIAHOOMMBE it
YCBilOM/IEHE CHOPUMHATTA B Pi3HUX KYIbTYPHUX
KOHTEKCTax.

CoLioKynbTypHUit dopmyBaHHA
TPAaHCMENIIHOCTI B CYYaCHMX KpeaTMBHUX IHJY-
CTpisiX BimoOpakae CIpsAMOBAHICTb TpPaHCMeRili-
HUX IIPOEKTIB Ha BUPIIIEHHA COLlia/IbHNUX 3aB/IaHb,
dopMmyBaHHs LiHHOCTE}l Ta 3aTy4eHHS TpoMa-
IIAH Y CYCI/IbHO 3Hauylli mpouecu. TpaHcMeriit-
Hi NIPOEKTH Jefai YacTille IMOPYIIYTh BaXK/IMBI
CYCII/IbHI TeMU: KJIiMart, piBHOIIPABHICTb, iHKIIIO-
3i10, IpaBa JIOVIHY, MEHTa/IbHe 310poB s Towwo. i
TeMV TPAaHCTIOThCA 4yepe3 pisHi Mepiammardop-
MU, GOPMYIOUN ENVHE [IIHHICHO-CMMUCIIOBE TI07Ie Ta
IOCU/TIOI0YN BIUIMB Ha ayauropiwo. [lo mpukmany,
kammnanii OOH, cnipAmMoBaHi Ha cTanmnit po3BUTOK,
AKTUBHO BUKOPUCTOBYIOTD Bifje0, KOMIKCH, irpyu Ta
colLMepexi [ MolpeHHsA cBoiX ifert. Taki mmat-
¢dopmn, sk BBC Reality Check (Bemmxa Bpura-
Hist), The Conversation (MixxHapopHa mmatdpopma),
Meedan (CIIIA, rmobambua), ZDFheute (Himeu-
uyHa), Pagio CBobopa / Radio Free Europe (RFE/
RL), OPIEHTYIOUNMCDh Ha CYCHiZIbHI L[iHHOCTI, BUKO-
PUCTOBYIOTb TPAaHCMEIMHICTD /1A MIATPUMKY Bifl-
KPUTOTO fiianory Ta 6oporbbu 3 Aesindopmarieno.
PisHi ¢popmatyt 103BOIAITD POSITIAATY OFHY IIPO-
OreMy 3 pi3HUX NOI/AAIB, CTUMY/IOIYM KPUTHUY-
He mucnenns (Gambarato, Geane & Tarcia, 2020).
3MilJHEHHA COL[iaNbHOI iIeHTUYHOCTI Ta KY/IbTyp-
HOI ITaM’ATi — 1Ile OffHa CYCHi/NbHA Micis TpaHCMe-
AiHOCTI CydacHMX KpeaTMBHMX iHpycTpiit. OTxe,
CYCIIIZIbHO-OPi€EHTOBAHMII ACIIEKT TPAHCMEMINHOCTI
HAroJIollye, 10 Cy4acHi Mefia — Iie He JiMiIe po3-
Bara 4y KOMepllis, a i iHCTPYMEHT COIlia/IbHOI MO-
6inisanii, BuxoBaHHA Ta Aianory. BiH meperBoproe
MefHanponyKT Ha IargopmMu Ui COLialbHMIX
3MiH J1 KyJIBTYPHOTO 00’ €JHAHHSL.

OcCkinbKy TpaHCMEJiHICTb € OHTONOTIYHOI
ocobnmuBicTIO aypioBi3yanbHOI KpeaTMBHOI iHfY-
CTpii, TO B Tpotieci ii popMyBaHHSA caMe IPOAIocep
BUCTYIIA€ He IIPOCTO OPraHi3aTOPOM BUPOOHIIOTO
IpoLeCy, a ¥ apXiTEeKTOPOM MeJiaBCEeCBITY, AKUI
dopmye, KOOpANHYE Ta CIPAMOBYE PO3BUTOK KOH-
TEHTY 4yepes3 pisHi IraTgopmiut. Y 11boMy ceHci Ipo-
mrocep nepeOyBae B LEHTPi pisHUX acmeKTiB Qop-
MYBaHHS TPaHCMeJIiHOCTi ayioBisyanbHOI cdepu.
OpnuM 3 HailBaXX/MMBIMMX (YHKI[OHAIB IIPOf0-

KOHTEKCT
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CEPCHKOI JiANbHOCTI B ay/ji0Bi3ya/nbHill KpeaTBHIi
iHpycTpii € HapamusHo-cmucn06Ul acnekm gopmy-
8anHsa mpancmediiinocmi. Ipoatocep cTae TBOpLEeM
MY/IbTUILTAT(OPMEHHOTO HAPATVBY 3aBAAKY 371aT-
HOCTI CTpPAaTeTiYHO IOE[HYBaTH MICTELTBO OIIO-
Bifii, TEXHOJIOTII Ta MeflianaHyBaHHA. Y TpaHCMe-
IIVTHOMY CepefOBUIL BiH He IPOCTO CYIPOBOMKYE
BMPOOHMITBO, @ KOHCTPYIOE VHIKaIbHUII JOCBif
KOPUCTYBAYa, y IKOMY KO>KHa TmaTdhopma Bifiirpae
CBOI0 PONIb y PO3BMUTKY 3arajbHoi icropii. Came
npopiocep iHililoe po3poOKy IeHTpaabHOI ifel,
AKa I0BOIi THY4YKa Ta Oararta, o6 icHyBaTH! Ha pis-
Hux Mepia. e Moxxe OyTu LimicHuit BipTyanpHuMit
BCECBIT, ePCOHaXIi, KOHPIIKT 4y TeMaTU4Ha Bicb,
HAaBKOJIO SIKOI CTBOPIOIOTHCSI aBTOHOMHI, ajie TOB s
3aHiicTopii. KoHlenuiro TpancMeniiiHOro HapaTuBy
aKTUBHO pO3BMBa/IM TaKi HAYKOBL, AK [enpi [xeH-
KiHc (Jenkins, 2006), sxuit y kuusi «KonBeprenTHa
Ky/IbTypa: 3iTKHEHHA CTapyX Ta HOBMX Meflia» BU-
3HAYVB TPAHCMeflia AK GOpMY HapaTUBHOTO MOIII-
peHH, Jie KoXXHa I1aTrdopMa poOuTh yHiKaTbHUIL
BHeCOK y 3aranbHy icropito (Phillips, 2012). 3a niero
JIOTiKOI0, TIPOAocep Ma€ 3a6e3MeYnTy HapaTUBHY
Li/TICHICTD, TEXHIYHY CYMICHICTb Ta CMHXPOHI3aIIil0
Jacy 3anycKy pisHux Mmepianmponykrtis. O. Mycien-
KO CIIpaBeIMBO 3a3Hayasa, L0 Iepefl aBTOpaMi
9acToO IIOCTAE «BUK/IMK II0 MOIMIYKY e(eKTVMBHMIX
CII0C00iB MOINPEHHs BX/INBYX CBif[YeHb, 30Kpe-
Ma yepe3 aianTalliio BisyanpHol MoBM» (MycieHKo,
2025, c. 87). Y meHTpi TaKOTO IOLIYKY — IIPOAIOCEP
ayZioBi3ya/JIbHOTO TPAHCMEITHOTO IIPOEKTY.
Pasom si cuieHapycTamMy Ta KpeaTMBHOX KOMaH-
JI0X0 IIPOZIOCED 3AKNMANAE HAPAMUBHI NPUHUUNU,
AKi 3a6€31eYyI0Th IiMTiCHICTh He3anexxHo Bif pop-
Mary (Big ¢inbmy fo Bifeoirpu). Cepes 0CHOBHMX
NPVHIVIIB MOXKHA Ha3BaTy NPUHUUN POSULUPIOBA-
HOCMI, 3TIHO 3 AKUM TPaHCMEiTHII HapaTUB Ma€
Ha MeTi pO3LIMPUTY BCECBIT ICTOPII, ZOAAI0YY HOBI
CIOKETHI JIiHil, IepCOHaXIB, TMMYACOBI I/IACTY YN
nokanii yepes pisui Menia. Koxxna mrardopma go-
Jlae I0Ch HOBe, a He IIPocTo Ay6moe Bifome. Tak, y
BCeCBiTi «30psAHMX BiliH» (i He TibKY) aHiMaMilHi
cepia/iv, KHUTY Ta BifleOirpy po3LIMpIOITh KAHOH 32
Mexi GinpMiB. [Ipunyun yseodxenocmi ma Hecyne-
peurocmi 3abesnedye Te, IO BCi e/IeMEHTH iCTOPil,
He3a/IKHO Bifl ITaTdopMy, MOBVHHI BifmoBifaTH
3arajibHiil JIOTii TOrO BIpPTYa/lbHOIO CBITY, AKMNI
CTBOPIOETbCA TPAHCMENiHUM HApaTMBOM, OyTu

BHYTPIIIHBO HecymepewtnBuMiL. Lle morpebye Ha-
patuBHOI koopamHauil (vacto y Burmami «biomii
CBiTY» 200 I|eHTpaNi30BaHOTO HAITIAAY 3a KaHO-
HOM). YTiM, 33 NPpUHUUNOM A6MOHOMHOCHI KOXKHe
Mefiia Mae OyTI CaMOJJOCTATHIM, aJKe KOPUCTyBay
IIOBMHEH PO3YMITM Ta HACONOMKYBATUCA ICTO-
pi€ro, HaBiTh AKIIO BiH 3HANOMMII IUILIE 3 OFHIEIO
il 9acTuHOW0. AJle pa3oM e1eMeHTH HaJalTh OBHi-
1Ie COPUIHATTA. [Iig npunyuny cunepeii BTilTOETD-
sl B TOMY, [0 pi3Hi IIaTGOpMI IIOCUTIOTD OfHA
opHy. B3aemopia enemeHTiB CTBOpIOE LiMicCHMIT Ta
611111 HacyYeHwit F0CBiA. YacTo BUKOPHUCTOBYIOTD-
cs1 Kpoc-MeniitHi mocunanus: QR-xopy y dinpmax,
ARG (alternate reality games), nonoBHeHa peassb-
HICTb Ta iH. 3a NPUHYUNOM MHONUHHUX MOUOK 6X0-
dy icTopis, KA € CTPYDKHEM TPAaHCMENITHOTO KOH-
TEHTY, IIOBMHHA JO3BOJIATY II0YaTV 3HAJIOMCTBO 3
HIM 3 OyZIb-sK0i TouKy — 6yab To (isbM, Bifeorpa
9y TOAKACT. Ile 0co6MMBO BaX(IMBO B MapKeTHH-
rOBOMY Ta KOPUCTYBAIIbKOMY KOHTEKCTi iCHyBaHHA
aynioBisyanbHol ingycTpil. IIpunyun mixmeoitinoi
cneyuiku mparcmediiinocmi 3abesredye mporec,
y MeXax AKOro KOHTEHT IifI/TAIITOBYETbCA IIiJ| 0CO-
OMMBOCTI KOYKHOTO Mejiia: BisyasnbHi edekTn — y
KiHO, IHTE€paKTMBHICTb — Yy irpaxX, OIOBiJja/lbHa
MHIHICTD — Yy KHUTrax towo. Ile He mpocTo Ie-
peHeceHHA icTopii, a II afjanTalis 1o KOHKPETHOIO
MefiiitHoro Qopmary. 3a npuHyunoM HApaAMuUeHol
¢ppasmenmayii, CroXkeT TPAHCMEIIHOTO HapaTUBY
MOKe 6yTH pos3npobIeHnit Mbx Mefiadopmarami,
i moBHe po3yMiHHA icTopii moTpebye 3BepHEHHS [0
pisHux yacTuH. Ile cTumymoe KOMIUIEKCHE 3amy-
YeHHs ayuTopii Ta pOopMyBaHHS iHTepecy [0 MoB-
HOI CI0’KETHOI KapTUHH.

Yci o3HaveHi mpyHIMIY TOOYAyBaHHA TPaHCMe-
[iITHOTO HApaTWBY, Ha AKUX 0a3yeTbcA MPOAIOCep,
CIIpsMOBaHi Ha 3a0esneveHHs ydacTi ayautopii B
chiBTBOpYOCTi. TpaHcMepiiiHi mpoekTn Aefani va-
CTillle 3a/Ty9ar0Th I/IA/ja4a AK AKTMBHOTO YYaCHMKA:
¢anaty cTBOpIOIOTH BrIacHi iHTepmperanii (¢pan-
aprt, dandikinH), 6epyTh y4acTh B 00TOBOPEHHX,
BIUIMBAIOTb Ha PO3BUTOK HapaTusy. Lle morpebye
BiJj KyIbTYPHUX iHAYCTPill II€PEOCMIUCTIEHHS Tpa-
AULIHOI MOZeni KOMyHiKalil MK aBTOpOM Ta
aymuTopieto. AyauTopis He IPOCTO MACUBHO CIIO-
XKMBA€E KOHTEHT, a CTA€ YYaCHUKOM TPAHCMEZiIHOTO
HapaTyBY: Yepe3 KOMEHTapi, Ye/IeH/[XKi, CTBOPEHHA
(aH-KOHTEHTY, yJacTb B odaiiH-akiiax. Lle cpuse



PO3BUTKY I'POMaJIAHCHKOI Bi/JTIOBiJa/IbHOCTI Ta aK-
TUBHOTO TPOMA/IHCTBA.

[Ipomocep Takox BUOYZOBYE MIaTGOPMHY ap-
XiTeKTypy, aHamisye 0coOMMBOCTI pisHMX Mefia:
AK ayJUTOpiA B3AEMOJIE 3 KOXHMM i3 HUX, AKi
dopmatu Kpaiie HepeaaTh MEBHI aCeKTH iCTO-
pii. Y 1iboMy ceHCi OfiMH i TOJ e IePCOHAX MOXKe
OyTV TOOBHMM TrepoeM Yy ¢inbMmi, ae GpoHoM abo
HaBiThb aHTaronicrom y VR-pocsini. IIpoprocep
3abesmneuye, mwoby Bce BiANMOBifamo OfHiil nmorini
BCECBITY TPaHCMEMIIIHOTO HApaTyBY. 3BEPTAEMO
yBary Ha fyMKy JI. Cy4koBa, AKuii, aHa/1i3y0un ifel
JloHra, 3asHayaB, IO «BYMOTYM TPaHCMEMNIHOCTI
nepen6aqa10Tb Take MojaHHA iHdopMarii, mo6 y
CIIOXXMBaYa 3aBXK/Y 3a/MIIAT0CA BiYYTTA 4OTOCh
HEe3PO3YMI/IOro, Takoro, o MOTPiOHO e Io6aun-
I, ipountaTy abo mouytu» (Cyukos, 2023, c. 292).
[Ipomocep dopmye apxiTeKTypy HOMIMpPEHHS ic-
TOpil, BU3HAYAK4M, JI€ IOYMHAETbCA OCHOBHMI
CIOKeT (HaNpuKIaf, y cepiaii), ie PO3BMBAITHCA
JIOIATKOBI CI>KETHI TiIKY (HAIPUKIIaf, y KOMiKcax
a60 B MOGITbHOMY JIOAIATKY), fie CTBOPIOIOTHCS TOY-
KJI BXOZ[y /U1 HOBMX KOPWCTYBadyiB (HaIpuKiIaf,
yepes TikTok a6o instagram-cropinku). [Ipomtocep
3HAE€, 110 MY/IBTUIIATGOPMHICTD — Ije He AyOimo-
BaHHA, a POSLIMPEHHS ayAiOBi3yalTbHOIO KOHTEH-
TY, aJl)Ke KOKHa 110r0 YacCTyHA Hafja€ yHiKa/lbHUil
focBif i 3HaHHA. Komuch My 3BepTanu yBary Ha Te,
w0 Ha Mexi XX-XXI cT. 3aBpiAKu 3MiHi IPUHLNUIIIB
MOHTa)XHOCTI B XyZI0XHil1 KynbTypi (AndbopoBa &
[Tepuesa, 2016) Oy 3akmazieHi OCHOBU MYIb-
TUIUIATPOPMHOCTI, sIKa HUHI 3abesnedye popmy-
BaHHA TPaHCMEiTHOCTI.

Ockinbku B opeauizauiiinomy acnexmi gopmy-
8aHHA mpaHcmediiiHocmi TIPORIocep Bifiirpae ponb
KypaTopa KpeaTUBHMX KOMaHJI, TO BiH KOOPJMHYE
KoMaHy (axiBIiB i3 KiHO, TenmeOaveHHs, irop,
VR, digital-mapxerunry, SMM rompo. Takox BiH
BIKOHYE (QYHKIIiIO «IlepeKmafiada» MK AVMCIUIII-
HaMM — JIOIIOMara€ pexucepaM pO3yMiTy IeViM-
[M3aiIHEPIB, a MAPKETONIOraM — CL€HAPUCTIB, BU-
3HAYa€ €VHYy MOBY Ta CTIICTMYHI HOpMH, IO
VHUKHYTM PO3PMBY CIPUITHATTS MDK IUTatdop-
MaMu. fIK mpaBumiio, mpofirocep IIaHye TpaeKTopii
PO3BUTKY icTOpii. BiH He mpocTo Kepye icropiero —
BiH Kepye JOCBIIOM: SIK i B AKOMY IIOPANKY CIIOXKM-
Ba€ (parMeHTy HapaTUBY, IIPOEKTYE TOUYKY BXORY
Ta mepexopy Mk miardopmamn: QR-xopu, ARG-
KBECTH, BHYTPIIIHbOIIPOBI IiJIKAa3KM, MOCHIAHHA
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B TUTPAX, JIia/ioT 3 TIEPCOHAKAMU B COLIMEPEXKAX.
[lo ¢yHKuioHanbHNX 000B’A3KIB IpoOAIOCEpa BXO-
IUTb CTBOPEHHA YMOB M/ CAMOCTIIHOTO JJOCTi-
JDKEHHA KOHIENIii Ta TPaHCMEJiIHOTO HapaTyBY
aypioBisyanpHoOro npoekry. [Ipoprocep koHTpOmIOE
MacIITabOBAHICTD 1 XUTTEBUIT LMK/ IPOEKTY, O-
JIy€ HapaTuB Tak, W00 J10r0 MO>KHA OY/I0: pPO3IIN-
proBaty (BUITyCK HOBUX apOK, CIiH-0¢¢iB); morm-
6moBaTy (HOBI piBHI B3a€MO[Iil, OAATKOBI icTOpii);
aJanTyBaTy Iif HOBi TexHOMOril Ta Ppopmarnu. Leit
IIPOAIOCEPCHKIIT (PYHKITIOHAT IIePeTBOPIOE IPOEKT
He Ha OJHOPA30BMII NIPOAYKT, a Ha TPAHCMELIHY
€KOCHCTEMY.

Tax, jo npukmagy cranoch 3 TaKMMM BilOMUMU
ayJioBi3yaNbHMMM IPOEKTaMM, AK «30psAHI Bii-
Hi» (Star Wars) ta «Bigpmak» (The Witcher). ITi
KY/IBTYpHI (paHIIN3M PO3BMBAIOTHCA 4epes 0es-
niy Mepiamardopm, Ipy IIbOMY KOXHA 3 HUX Po-
OUTH yHIKaTbHMIT BHECOK Y CIIBHMIT BipTya/TbHMIT
BcecBiT. TpaHcMeniliHa cTpareris «30psAHUX BillH»
pO3IOYMHAMACh Yepe3 IOYaTKOBY KiHeMaTorpa-
¢iuny mnarpopmy (mepura tpuoria (emisopm IV,
V, VI) Ixopmxka Jlykaca (1977-1983). basoBum
HapaTyBoM cTana icropis Jltoka Ckaityokepa, Im-
nepii, Cyum, i 1i croxxetn 6yno 3axnazgeHo y ¢inp-
max. [lotiM BizOynoch posumpeHHs depes iHmi
Menia, amke Lucasfilm akTuBHO JiIleH3yBaB KHUTK
Ta KOMIKCH, sIKi pO3BMBa/IN MOOIYHI CIKeTHi MiHil,
IPYTOPALHMX TIEPCOHAXIB 1 MOZII 110332 OCHOBHOKO
caroto. Ile crano 1. 38. Expanded Universe (pos-
IIVpeHNIT BcecBiT). A 3 movarky 1990-x pp. 3'1Bu-
JICD Bifieoirpy, KOXXHa 3 AKMX 4aCTO MaJla BIACHUI
YHIKa/IbHUI1 KaHOH, aJieé B3a€MOJisA/Ia 3 OCHOBHUM
HapaTuBOM. [, HAOCTAHOK, B aHIMAII/IHMX Ta Tele-
BisiitHux npoekrax “The Clone Wars’, “Star Wars
Rebels”, “The Mandalorian” fogatkoBo poskpummch
i HaIIOBHM/IUCDH CIOXKETHI «Iipu» Ta PO3BUHYINCH
IPYTOPALHI Irepoi.

OxpiMm 1poro, Lucasfilm crana oxHiero 3 mepumx
CTYAit, 1110 3po6VIIN irpallKy HeBifLiIbHOI YaCTH-
HOI0 HapatuBy. [IiTy BIi3HaBam HOBUX IEPCOHA-
XIB CIIOYATKy yepes irpalliki, a MOTiM — Y KHUTaxX
i komikcax. [Ipn npoMy KoxxHa mmaTdpopma goxa-
Baza yHikanpHWil BMicT. Hanpuknap, cepian “The
Mandalorian” Buepie mpepcraBus my6niui Ipory
(memoBna Vogry), a KHura Morna CTBOPUTH 10TO
6iorpadiune 110. Kopnopauis “Disney” micis npu-
n6anHa Lucasfilm (2012) cucremaTnsyBana KaHoH,
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PO3iMMBIIY CTapi MaTepia/y Ha «IereHAN» Ta 0di-
Li/IHMIT KaHOH, IiJIKOPMBILY HOBI IIPOEKTH €IMHIN
HapaTVBHIN MiHiL

Jemo iHma crpateria Oyma BTineHa B TpaH-
cMmepifiHOMy HapatuBi «Bigbmakar. IToyaTkoBOMO
n71aTpOpMOI0 HApaTHBY CTaja fdiTeparypa. Kuuru
Anpxesa CanKoOBCbKOTO CTa/y MONY/IAPHYMM 3 KiH-
14 1980-x — po 2013 pp. OcHOBHMIT HapaTUB — ic-
TOPis BilbMaKa lepabra, MUCTUBISL HA MOHCTPIB Y
dentesiitHomy cBiTi. PopMyBaHHA TpaHCMeiiTHOC-
Ti Biff0y/n0Ch yepes Bifeoirpu (OCHOBHMIL fpaiiBep
TpancMeriitHocrti). Tak, CD Projekt Red pospo6uma
Tpuorito irop (2007-2015), me rpa “The Witcher 3:
Wild Hunt” crana kynsrypauM penomenom. Irpu,
0 CYTi, IPOJROBXIUIN CIOXKET KHUI, IIPOIIOHYI0YN
CBOIO IHTEpIIpEeTALlilo IO/l Ta IEPCOHAXIB.

Otxe, Ha BiIMiHy Bif «30psHUX BiltH», e (inb-
MI — AP0 KaHOHY, TO Y «BigbMaky» irpu cramm
OCHOBOK IONYAAPHOCTI Ta IHTEpHALliOHAsi3aLlil
Openny. BonHouac TpaHcMepiitHIT HapaTuB «Bifb-
Maka» IIPONOBXMB POSIIMPEHHA Yepes KOMIKCH
Ta KHUTY 3 MOTUBIB irop, Hanpukan, Dark Horse
Comics BuIyckaB KOMIKc, 1110 6a3y0Tbcs Ha irpo-
BUX CIOKeTaX. A 10TiM, OyB crBopenuit Netflix-ce-
pian (2019-2023), sikuit BUABMBCS CBOEPITHUM Ha-
paryuBHUM TibpunoM. Lle Oyma ekpaHHa afanTania
KHUT, aJie 3 BIVIMBOM IIONY/IAPHOCTI BXe ICHYH04MX
irop. Animauiini ¢inbmu, cTBopeHi Ha 6a3i ocHOB-
HOTO HapaTusy (o mpukmagy, «Bigbmax: Kommap
BoBka»), cramm mpukBenamm, fKi TeX CIPUSIN
TPaHCMEMIIIHOCTI iCHYI04Or0 Hapatusy. fK iy Bu-
majKy i3 «3opsHUMY irpaMu», 6y cTBOpeHi Mep-
YaH/ali3 Ta HacTiIbHI irpy (kapTkoBa rpa “Gwent:
The Witcher Card Game’, HacTinbHi ponbosi irpy,
¢irypku ta dan-apt Tomo). Ha Bigminy Big xoop-
[IVIHOBAHOTO KaHOHY «30PSAHMX BiliH», CBIT «Bifb-
MaKa» Mae€ pi3Hi «Bepcil» HapaTMBHOIO KaHOHY:
JiTepaTypHY, irpoBy, cepianbhy. Lle cTBopioe edext
6araToIapoBoro CpUiHATTS OJHOTO BCECBITY.

Tpancmepiiini exocuctemy, sKi iCHyIOTb y Me-
JKax pISHUX KpeaTMBHUX IHJYCTpiil, K IIPaBUIO,
NOTPeOYIOTh MOCTIHOTO KOHTPOJIO 32 iHTETeKTY-
a/bHOI0 BIACHICTIO. IIpoprocep € OfHMM 3 THX, XTO
3a0e3redye KOHCUCTEHTHICTD Ta IPAaBOBMIT 3aXUCT
TPAaHCMEN/IIHOTO HApaTHBY, BiJj KOHTPAaKTiB [0
aBTOPCBKMX IIpaB Ha INEPCOHAXIB, Mefiaobpasy,
CIOXKETHI JIiHil Towo. BiH cTae «0XopoHIeM» Lilic-
HOCTi ¢paHmM3M Ta il JOBrOCTPOKOBOI IIIHHOCTI.

Taxum umHOM, IIpOfOCEp TPAHCMENITHOTO MPOEK-
Ty — Lie apXiTeKTOp HapaTUBY, AKNIT MUCIIUTD ITPO-
CTOPOBO Ta CTPATErivyHO; OB S3Y€ KPeaTuB i TeXHo-
JIOTil; IPOEKTYE OMOBIfIb K MEPEXEBY CTPYKTYpPY
3 Oe3niyyio BXOJIB i MapuIpyTiB; CTBOPIOE icTOPII,
AKi XMBYTb, PO3BMBAIOTHCA Ta MITPYIOTh MiX II/IaT-
dopmami1, 3aXOIIIIOIYN YBAry pisHUX ayAUTOPIIL.
OCKinbKy TpaHCMeNilHI IPOEKTU MOTPEOYIOTD 3a-
nydeHHs QaxiBIiiB 3 pisHUX ramy3seil (cLeHapuUCTiB,
refiM-au3aiiHepis, Mapkerosoris, UX-¢axiBiis,
PO3pOOHMKIB Ta iH.), TO IPOAIOCED € LIEHTPATHHOIO
dirypoto, sika 00’€nHye 1li KOMIETEHIIl B €INMHY
KpeaTUBHY CTpATErilo.

Komepuiiinuii acnekm opmysanns mparcmediii-
HOCcMi B KpeaTUBHUX {HAYCTPiAX — 0COOMMBO B
ay/ioBisyambHiil cdepi — € cTpaTeriyHNM NigXoKoM
[0 MakcuMisaiii npuoyTKy, 3amydeHHs ayauTopii
Ta PO3LUIMPEHHS OPeH/y B Pe3y/IbTaTi MOMMpPeHHA
KOHTEHTY dYepe3 pisHi mnardopmu. Komepuiitui
1i/Ti TpaHCMEMiIHOCTI: 30iIbIIIeHHs MOHEeTH3AIli] 3a
JIOIIOMOT0I0  MY/IBTUIIAT(OPMEHHOTO IOIIVPEH-
H:; IPOJOBXXEHHA )KUTTEBOTO LMKy KYIbTYPHOTO
IPOZYKTY; iHK/TIO3UBHICTB K I/INOOKA 3aTy4eHiCTh
ayAuTOpii, 10 IPUBOAUTD JO JOANBHOCTI OpeHAy
Ta JIO CTIiIKOTO CIIOXMBAaHHA J10TO MPOJYKTIB; 10-
JIiJI II/TbOBUX QYAUTOPIN i pOSIIVPEHHA OXOIITIEHH;
(opMyBaHHS iHTeNEKTyaIbHOI BIACHOCTI SIK aKTHBY.

Ockinbkn KoKHa HOBa IIatdopMa — Ije HOBMUI
PMHOK Ta HOBA MOJENb JOXOZAY: TepeAIIaTa, KBy-
TOK, KymiB/d, pexnama, DLC Tomo, To nmpoptoce-
poBi Tpeba BMiTH mepepdayaTyt, AKUit caMe PUHOK
bynme ycmimmum 1A 6penpy. Tak, o mpukmagy,
Disney orpumye mpubytox Bix ¢inpmiB Marvel,
irop, Disney+, irpamiok, KoMikciB — Bce i3 3arab-
HOI0 MidorIori€to, Py 1IbOMY B pi3Hi eTary pO3BUT-
Ky pisHi puHKM maBaymm mpu6yTok. KomepriitHoro
IIepeBaro TPAHCMENINHOCTI € Te, 110 OVH Mefjia-
IIPOZYKT He «BMUPAE» TC/IA IPOKATY UM IPeM €I
Vloro MoKHa pelKIIOBATH Ta OHOBIOBATH Yepes
inmi ¢opmatn. Toit xe cepian “Stranger Things”
TpancopMyBaBcs B cHiH-0dpd, KoMiken, Mobinb-
Hi irpu Ta MaB VR-pocBin peanmisanii. IIpy npomy
KOPUCTYBa4, AKUI JUBUTbCA Cepiall, Ipae B IPY,
4UTaE KOMIKC i KyIlye Mepd II0 OfHOMY i TOMY XK
TpaHCMeiTHOMY HapaTuBy. Mo)XHa 3a3Ha4NTH, 1[0
1le IIMOO0KO 3a/Ty4eHNil KIIEHT, KOTPUIL CTa€ HOCIEM
OpeHny Ta jforo HedOpMaTbHUM IIPOMOYTEpPOM



(pan-vyaty Ta KIyOM, 0OTOBOPEHHS, MEMM, COLIME-
pexi).

TexHonoziunuii  acnexm QOPMyBaHH MPaHc-
MeditiHocmi TeX € BKpail BaXIMBUM, ajKe BiH
3abesneuye iHCTpyMeHTanbHe (YHKI[IOHYBaHHSA
TpaHCMefiliHOI exocucTeMu. PopMyBaHHA TpaHC-
MeiTHOCTI B KpeaTMBHUX IHAYCTPifAX, 0COOMMBO
B ayfiioBi3yanbHill cepi, € CKIafHIM TeXHOIOTIY-
HMM 1 KyIbTYPHMM IIPOLIECOM, CIPAMOBAHMM Ha
CTBOPEHHS IHTErPOBaHNUX OIOBifJa/IbHMUX Ta KOPU-
CTYBJIbHUI[PKUX JIOCTIZiB Yepe3 pisHi Mexiadop-
Maty i miaHu. TpaHcMeniitHiCTh IPYHTYETbCA Ha
undpoBiit KoHBepreHuil — 3n1uTTi MefiadhopMaris
Ta TexHonoriit (Kovalova, ets., 2022). YriBepcanbhi
dopmatu (Hanpukiap, Bifeo B MP4, 306pakeHHs B
PNG, 3D-mogzeni B FBX) 103BONAI0TH BUKOPUCTO-
BYBATU TOJ CaMMil KOHTEHT Ha pi3Hux rardop-
Max, a exuHi nporpamHi cepepnosuma (Unity, Unreal
Engine) — po3po6mATu npoexTn ofpasy i pis-
Hux mratpopm (VR, AR, MobinbHi, kiHOekpaH Ta
in.). JInst cTBOpEHHS 3B’13KOBOTO TPAHCMEiifHOTO
IOCBifly Ba>K/MBa iHTerpawis pisHux mwiardopm de-
pe3 API Ta xmapHi pilleHHs, a came: XMapHi cepBi-
cu 36epiraHHsA Ta fOCTaBKY KOHTeHTY (AWS, Azure,
Google Cloud). TpaucmeniitHicTs Takox Bin6y-
BAa€TbCA B pesynbTari inTerpanii yepes API comi-
a/IbHMX MepeX, CTPIMIHIOBMX CEPBICIB Ta irpoBUX
mwrarpopm (YouTube API, Twitch API, Meta SDK
ta in.) (Alforova, ets., 2021). BaxxnuByuM TexXHOIO-
rivanM nponecoM € CRM Ta aHanmiTika B3aeMogil
3 aypuropielo (Hanmpukian, Amplitude, Segment,
Firebase).

PisHi TeXHOJOT{YHI pillleHHS ZO3BOJAIOTH BUOY-
JIOBYBATY HeMiHiiHI Ta 6araromaposi onosipi. [Jnsa
LbOTO YaCTO BUKOPMUCTOBYIOTbCA IHTEPaKTVBHI
cuenapi pefaktopu (Twine, Articy Draft), sgarni
pO3po6uUTH CIOKeTH, sIKi OXOIUTIOITH Pi3HI Mepia.
Y cydacHMX KpeaTVMBHUX iHAYCTpifX, 0cOOMMBO B
ayfliOBi3yasIbHiil, INOMYIAPHUMM CTaaM CUCTEMU
CLIEHAPHOI afjanTalii A1 pi3HUX MMUCTELbKO-TeX-
HOJori4HMX opMaTiB (eKpaH, Ipa, ayi0CIeKTaKIb,
XR).

I, 6esnepeuno, I Ta reneparyBHi TexHoMOril
HMHI aKTUMBHO BUKOPUCTOBYIOTbCA B TpPaHCMeJiil-
HUX IpoekTax. lle Moxxe OyTH AK reHepalis KOH-
TeHTy (300paxkeHb, [iajoriB, CcayHA-AM3alHY),
ajjanTalis creHapiis mig mwiardopmy (Hanpukiaf,
ajanrania ¢inrpMy B koMikc ab0 TMOAKACT) Ta, IO
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IyKe BaXIMBO, [III-aHamiTiKa HoBeiHKI KOPUCTY-
Ba4iB — JI/I KOperyBaHHA TPaHCMEIIIHOI CTpaTerii
B peanbHOMY 4aci. Tak, y cucremi TpaHcMeniliHUX
TpaHCOpPMALLiil «TeKCT-Bi3yaT» BUKOPUCTOBYIOT-
cs1 Midjourney, DALL, Stable Diffusion (WebUI/
ComfyUl), Firefly. ¥ cucremi TpancMepiiiHux Tpas-
chopmaniit «rekcT-Bifeo» — iHcrpymentn I
Runway Gen-3, Pika, Luma Dream Machine, Kling,
Synthesia (aBarapu, mo posmosnsawTs), HeyGen.
Y cucremi TpaHcMepiitHUX TpaHcopMaLiit «Bisy-
a/I-3BYK»: «Kajlp/Biieo — cayHpTpek»: Suno, Udio,
AIVA, Soundraw, Amper, a B cuctemi TpaHcMepiit-
HUX TpaHchopMallill «Bileo — 03BYUKa/[JUKTOP»:
incrpymentn III — ElevenLabs, OpenAl TTS,
Coqui TTS, Azure Neural Voices. HabyTs Tpancme-
IiHOCTI TakoX BifOyBaerbcs 3aBisky i XR-tex-
HOJIOTiAM, AKI CTBOPIOIOTb HOBI PiBHI 3aHYpeHHA Y
BignoBiguuit Hapatus. Tak, VR BukopucroByerbcs
it imepcuBHOI omoBizni (e 360-Bifeo, iHTepak-
TuBHi ¢inbmn), a AR go3Bomse posmuproBatu ¢i-
3UYHY peaNbHICTh eleMeHTaMI TPaHCMEITHOIO
HapatuBy (Hampukiag, AR-komikey abo ¢inbrpu
Instagram sk 4acTuHa Cloxety). [HTepakTVBHi Bi-
neo (Netflix, “Black Mirror: Bandersnatch” (okpe-
MUt iHTepaKTUBHMUIT (iIbM, KVl He € YaCTUHOI
6yab-sxoro cesony Netflix y TpapuiiiiHomy cenci),
YouTube Interactive), refimidikaris Ta irposi pyurii
JI03BOJLIIOTD BIIPOBA/PKYBATU MEXaHIKy BIOOPY Ta
y4acti. A MyIbTUMOZanbHi iHTepdericu (romocosi
HOMIYHMKM, TAKTU/IbHI B3a€MOJii) CTAIOTh YaCTH-
HOIO OIIOBiJJa/IbHOTO CEPEOBMIIA.

YkpailHCbKUil BapiaHT (OpPMYBaHHA TpaHCMe-
IIHOCTI B ayJioBi3ya/bHill IHAYCTPil XapaKTepu-
3YETBCS TUMMU 5K 0COOMBOCTAMI, 1O i MDKHAPOJ-
Hi, a caMe: BiH 3a0e3Ieuye peleBaHTHICTDb JOCBIfY
BiilHM, POSIIMPEHHA ay/li0Bi3ya/IbHOTO HAPATUBY B
pisHux Qopmarax Ta Bifji3epKamoe pi3HOMAHITTA
ayguTopil 3a KpuUTepieM iHKMIO3MBHOCTI. 3a peli-
TUHIOBOIO CHCTEMOIO B)KE MOXXHA Ha3BaTU YKPaiH-
CbKi ayZiOBi3yasIbHi IPOEKTH, AKi HAOY/IM TPaHCMe-
TiHOCTI:

1. “Ukrainer”. IIpoexT, o IOYMHABCA 3 eKcC-
TeVIIiil, Ha Marepiani sKuX Oymu CTBOpeHi mo-
Ha® 200 cTareil, KHUTa, JOKyMEHTAMbHUII (imbM
(“Ukrainer. The Movie”) i Bizeo s morsris Ta ae-
pomopris. ba3oBnit HapaTUB OXOIITIOE TEKCT, POTO,
Bifleo Ta 0QyIaifH-TI0Kasy, i HUHI BXe iCHye MOBHA
TpaHCMefiiiHa icTopid mpo YKpainy.
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2. “Magic World.UA” — kpeaTuBHuMIT HpPOEKT,
AKNI € NPUKIAloM PO3BUTKY TeMM d4epes irpu,
undpoBe cepeoBulle Ta APYKOBAHY IIPOAYK-
nilo. “Magic World. UA” interpye AR-Mo6inbhuit
JIOIATOK, HACTUIBHY TPy, youtube-cepian, masnu,
kHury-¢entesi «Kmit i Xopobpa Oppa», i rorye
OH/IAIH-ITaTGOpMY 3 YKpaiHChKOI0 Midororiero.

3. “Ukraine WOW” — iHTepakTiBHA BUCTaBKa
Ha llenTpanbHoMy 3anisHMYHOMY Bok3ami Knue-
Ba, 1[0 IIPOIOHYE BisyanbHi iHcTamAwLii, nupposi
ckynbiTypu (Hanpukiap, «Cepue Ykpainu»), ayzio-
cymposip it ocBitHi enementu. “‘Ukraine WOW”
o6’enHana disuyHwMit IpocTip i HOBI Mefjia B OfHO-
MY JOCBifii. BTiM, 1eii IPOEKT Ma€ BeNMKuii IOTeH-
iaz 1A po3IIVPEHHA HapaTUBY i B II0JA/IbLIOMY.

4. «Tomocu  mupuux» (“Museum of Civilian
Voices”) — My3eit, K1l TOYNHABCSA K OHJIAlH-ap-
XiB, 10 30MpaB CBifjYeHHs, ayAio i BifeoicTopil
NOCTpaXHanux Bif BiitHM, a y 2024 p. aKTUBHO
inTerpyBaB odmaifH-BUCTaBKM 3 MYIbTUMefia iH-
cranAuiAMu Ta aHiMamier. Ieit TpaHcMepitHMIit
HapaTyB PO3IIVPIOETbCA Bifi web-apxiBy o Kyib-
TYPHOT'O IIPOCTOPY 3 iHCTANALIAMYU 11 eMOLITHUM
TOCBiToM.

5. “ARTIFAKE” — TpaHcHal[ioHa/IbHNIT TPOEKT
IIPO MefjiarpaMOTHICTb, IKNIT € KoMikcoM (5 MoBa-
M), OHJIA/{H-TeCTaMy Ta BYJIMYHUM CTPITapTOM Y
pisHux perionax Ykpainu. “ARTIFAKE” oxommoe
umdpoBuii, ApyKoBaHuii Ta Bisyansuuii (public art)
dopmaryu posmpeHHs 6a30BOr0 HAPaTUBY.

6. Brand Ukraine (Linza) — npoexT, siknit BUKo-
PUCTOBYE BifeoaHiMarlilo [rg po3bynoBu OpeHTy
Kpainn. Y joro fopobky — cepid aHiManuiitHux i
KOJI)KHYX BiJIEO IIPO YKPAIHCBKY KY/IBTYPY 1 ifjeH-
TiyHicTh. Malevich, kocmoc, YopHe mope, KaneH-
JlApHi pONMMKM — YCi Iji CKIAfIOBI TpacMefiitHOro
IIPOEKTY MONMpIoBaN Yepes cormepexi Ukraine.ua.

7. “CreativesForUkraine” — eBpomeiicbka TpaHc-
MeJlilfiHa KaMIIaHif MATPUMKN YKpaiHu, IKa BKIIIO-
Jae ColMepexi, BisyanbHi MaTepianu, Bifeo, iHTep-
aKTUBHI iHTepBeHLii. [i 0coOMMBicTIO € PO3IIOBiND,
AKa MICTUTD 3aK/IUK JI0 [il Ta eMOoliiiHe 3aHypeHHsA
B YKPAIHCbKY CY4YacHY CUTYaLil0.

8. Sunflower TV — youtube-kanan i3 mymb-
TU(OPMATHIM KOHTEHTOM (1yOnboBaHi JUTAYI Ie-
penadi), 1110 aKTMBHO 3a/Ty4aB JIOKAIbHIX POAVH 10
CTBOPEHHA — BiJj Bi3ya/IbHUX Cepiil 10 coliambHOI
ZIil /1 MOBHOI IiATPUMKIL.

besymoBHO, TpaHCMERINHICTD YKpalHCBKMX
ayZi0Bi3ya/lIbHUX IIPOEKTIB Bifjirpae BaXKIMBY pO/b
B iHOpMaIiiiHiil, KyIbTYpHiI Ta HaBiThb CTpa-
TETIYHIN CK/IAJ0Biil POCIICHKO-YKPAIHCHKOI Bill-
Hu. I[locuneHHA HaljioHa/lbHOTO 11 MDKHApPOJHOTO
HapaTyBy JI03BO/AE CTBOPIOBATU a/IbTEPHATUBY
pocificpkiil mpomaraHpi, ¢popmyoun BIacHMIL ic-
TOPUYHMI Ta KYJIbTYPHUI JUCKYPC; JOHECTH YKpa-
IHCBKY JYMKY IIPO BiJiHY [{O MDXXHApOJIHOI ayAuTO-
pii uepes Netflix, YouTube, TikTok, Instagram Ta
inmi mnardopmu. BaxmBo, 1mo OKyMeHTaIbHi
¢inpmu Ha Kmrant «20 gHiB y Mapiynoni» (y Tomy
gy Ha mrardopmax Sundance, YouTube) cramm
YaCTUHOI0 ITI00aNbHOTO HAPATUBY MPO POCINCHKY
arpecito B Ykpaini. Mo6inisauisa yBaru ta emmarii
MDKHAPOJHOI CIIZIBHOTY [0 JpaMy Halol KpaiHu
Jepe3 KpocOPMATHICTb y KpeaTHBHIUX iHAYCTpiAX
YKpainn € BaKIMBYM 3aBJaHHAM Cy4aCHUX IIPOEKTIB.

Bineo, xomikcy, aHiManii Ta VR-mpoextn Ha-
Jal0Th Pi3Hi piBHi 3a/My4eHHA: Bifi PalliOHAIbHOTO
PO3YMiHHA [JO eMOLilTHOTO 3aHypeHHA. Lle fo3Bo-
€ oxomutu AK Monopy ayauropito TikTok, Tax i
npodeciiiHi koma yepes ¢inbMu a60 IMOKACTU Ha
Spotify. IIpoexty Ha kmrant Ukrainer cTBOpIOIOTH
MY/JIbTMMOBHI BifJeOTiji Ta JIOHIPiAM PO perio-
HI YkpaiHu, GopMytoun 06pa3 KpaiHu K XepTBU
arpecopa, TaK i AK KyJIbTYpHO 6aratoro cy6’exra,
AKUI 3JaTHMUII Ha CIOPOTUB OKYNaHTY. TpaHCKOp-
IoHHA IMQpPOBa INIUIOMATiA, AKa 3a0e3IedyeThCs
TPAaHCMENIIHICTIO YKPAIHCBKUX IPOEKTIB Ta II0-
cunioe ifenTudikaniio MbKHapogHOI ayxuTopii 3
YKPaiHCbKVMM HapaTUBOM, a He 3 POCIICHKUM IIpO-
IaraHJAMCTCHKIUM.

BipryanbHi BuCTaBKM B MeTaBCecBiTi (Hampnm-
K/Tafl, BICTAaBKI 3PYMHOBAHNX YKPaiHCBKMX MiCT)
noctynHi yepes VR/AR — ocobmmBo edexTusHi B
3aXiJIHUX YHiBEpCUTETAX, My3€esAX Ta IOCONbCTBAX.
Taxi TpancMmeiiziitHi BucTaBKOBi IpoeKTH, AK «Ila-
CTA B KBafpaTi» (KMBOMINC i JJOMOBHEHa peasb-
HiCTb), opraHi3oBanuii XapKiBChKOIO Jiep>KaBHOIO
aKajleMi€lo IU3aitHy i MUCTelTB, pOPMYIOTh aTMOC-
depy eMo1iiHOI MATPUMKY KOXXHOI TIOANHMY, KA
IIOTepIIa€ Bifj pPOCINCHKOI arpecil. Baxn1mBo Takox,
1100 3710YMHY POCIICHKIX arpecopiB Oy1u 3afj0Ky-
MEHTOBaHI.

Tomy apxiBanist BiifHM Ta JZOKa3y I MaiOyT-
HbOTO € JAaCTMHOI JEKiTbKOX YKPaiHChKMX TpaH-
CMeJiJHVX ITPOEKTIB, 30KpeMa IPOEKTY «[IoKyMeH-
Tyl BiliHY», AKWII 30Mpa€ BifeoCBifoLTBa 4epe3



BeOinTepdericu, telegram-60tiB, 3 iHTerpaiiero
KapT Ta MeTalaHuX. TpaHcMeiitHiCTb yKpaiHChKIX
KpeaTMBHUX IHIYCTpill TaKOX 3abe3redye Ipoax-
TUBHE YIPABMiHHA iHQOPMALIHIM IIPOCTOPOM
Haol KpaiHu, ajpke YKpaiHCbKi MPOEKTH (30Kpe-
Ma pO3BAXA/bHI UM CATMPUYHI) CTBOPIOIOTD alb-
TepHATVUBHI MeMy, GOpMaTy, KyIbTYPHI CUMBOIH,
AKi po36MBaIOTh MecemXi pociiichbkol mpomaraHu.
Carnpa, K y mpoekTi « Tene6auennst TopoHTo», Bit-
KOPUCTOBYE TYMOp IS JIeKOHCTPYKLii OpexHi Ta
CTBOPEHHS KY/IbTYPHOTO CIIPOTHBY.

Bisyambhi Hapatusu (memnu, komikcy, TikTok-
cepiaymu) BIUIMBAIOTh Ha ayAMUTOPiI0 B HENiHilHI,
THYUKill ¢opMi, igpuBaoyy OZHOCTOPOHHI Ipo-
IaraHAMCTChKI KOHCTPYKIIL.

ITincymoByro4m, MOXXHa KOHCTaTyBaTH, 10 HO-
BITHA COLIIOKY/IbTYPHa I7I0Ka/Ti30BaHa Mapajurma
CTa/la TMM KOHTEKCTOM, B MEXaxX AKOro TpaHCMe-
NIMHICTD BUABUIACH OHTONOTIYHOK OCOOIMBICTIO
($opMyBaHHA eMIIATUYHOTO, YYT/INBOTO CTAB/IEHH
JI0 KOpPUCTYBayiB (ayguTopii) Cy4acHMX KpeaTus-
HuX iHpycrpiit. e craBnenns 6asyerbcs Ha dop-
MyBaHHI HapaTUBY, 3JJaTHOTO PO3IIMPIOBATICh He
JULIe ApXiTeKTOHIYHO, ajlle CMMCIIOBO, OPIEHTYIO-
YJCbh Ha IHK/TIO3IBHICTD L€ ayUTOpiI, il pisHOMa-
HITHICTb Ta CYCHiNbHY 6araTomaposicTb. BuAbmeni
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0COONMMBOCTI  HapaTMBHO-CMIUCIIOBOTO, OpraHisa-
L11i1HOT0, KOMEPIIITHOTO Ta TEXHOIOTIYHOTO aCIIeK-
TiB QOPMYBaHHS TPAHCMENIMHOCTI B KpeaTMBHUX
IHZyCTpiAX CBiYaTh MpO [il0 NMEBHYUX IPMHIMNIIIB,
sKi chopMOBaHi K HOBITHBOI KYJIBTYPOIO, TaK i
OYTTAM CY4acHMX KpeaTMBHMX iHAYCTPIlL, Yis KO-
nabopalis J03BOJISIE He e 3a0e3MednTI OTpe-
611 KOpUCTyBadiB K CHIiBaBTOPIB TPaHCMEHITHOTO
HapaTyBY, ajie ¥ CTBOPUTH CTasIi Ta MEPCIeKTUBHI
OpeHzM B MeXax KpeaTyBHOI eKoHoMiku. Oxpec-
JIeHa pONb IPOAIOCEpPa AK OCHOBHOTO apXiTeKTopa
TPAaHCMENIIIHOTO MIPOEKTY, AK JIOAVMHM, AKa KOH-
LeNTyali3ye TPaHCMENIHNII HapaTUB, OpraHisye
JI0rO peaisaliio B pisHUX (opMaTax Ta XyZOKHIX
(opMax, € 3aXVMCHIKOM IIPOEKTY B iHTeNeKTyaslb-
HOMY Ta IIPaBOBOMY CeHCi. BusABieHa mosutmsHa
pO/b TPAHCMELINHOCTI B PO3SBUTKY YKPaIHCHKOI
ay[iioBi3yabHOIL IHAYCTPIl Ha CYYaCHOMY eTalli po-
CiMICBKO-YKPaiHChKOI BIfIHIA.

I[TepcrekTyBa MOfANbIINX JOCTIKEHDb 3a3HaYe-
HOI IIpo671eMt TIOJIATA€ B IOIMOTIEHH] 3HAHHS PO
PO3BUTOK TPAaHCMELIHUX TeHMEHLiil y cuTyanii
MeTaMOJIEPHY.
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O. B. Bespyuxo, O. A. Ilo6epaiino. EBomtonia xat-
CIleH B iHTepaKTHBHIll ay#ioBisyalbHiil OIOBifi: KiIa-
cudikania QyHKii Ta XapaKTepUCTUK

BukonaHo aHaIi3 €BOMIONII KaT-CIIeH AK IHCTPYMEHTY
iHTepaKTMBHOTO ayAioBisya/nbHOI ONOBIfAL. [JocmimKeH A
Ma€ Ha MeTi BUABUTY K/II0YOBI 3aKOHOMIPHOCTI PO3BUT-
KY KaT-ClieH LIULIXOM CTBOpPeHHs Kmacugikanil, mo iH-
TErpye IXHi TeXHONOr14Hi XapaKTepUCTUKM Ta HAPATUB-
Hi QYHKIIT B KOHTEKCTi 3MiHV 13alTHePChKIX MiAXOZiB.
BuoxpemieHo 4OTMPM OCHOBHI eTamy eBOMIOLi, Bif
MIKCE/MbHUX iHTEPMEfil 0 Cy4acHMX IHTepaKTMBHMX
CHCTeM, Ta TIpoaHaji3oBaHo pisHi dinocodii auzaitny.
3’sicoBaHo, 1110 OTpebda B KaT-CleHaX iCTOPMYHO HOB 5-
3aHa 3i 3pOCTAaHHAM IIONYIAPHOCTI «ir0p IPOIrpecii, AKi
noTpebyBany iHCTPyMEHTIB /I IOJAHHA aBTOPCHKOTO
croxery. Po3BUTOK KaT-ClieH 6e3rocepeHbO 3yMOBIIe-
HMIT TEXHOJIOTIYHMM IIPOTPECOM, 1110 Ha KOXXHOMY eTalli
BU3HAYaB iXHi Bi3yasbHi Ta IHTEPAKTVMBHI XapaKTepu-
cTukn. IIpocTexxeHO OCHOBHI BEKTOpPM €BOIIOLii: Bif
30BHIIIIHIX, 130/IbOBaHMX BCTaBOK [0 IIOBHOI iHTerpanuii
3 irpoBMM IIPOLIECOM, Jle aBTOPCbKA Hapallifd MeXye i3
cumynAnieto. ITapanensro pocmimkeHo Tpanchopma-
1il0 posi IpaBLA: Bifj TACUBHOTO I7Afja4a IO aKTUBHOTO
YYacHMKa 3 PO3IIMPEHO0 areHTHICTI0. 3alpONOHOBAaHA
KmacuQikalis IpONOHye CTPYKTYPOBAHMIT IHCTPYMEH-
Tapiil /1A MOJA/IbIIOrO BUBYEHHA MEXaHi3MiB iHTepaK-
TUBHOTO OIOBiJJaHHA.

KitouoBi cnoBa: kam-cuena, inmepakmusena onogiov,
inmepakmuste Kino, knacugixayis, éideozpa, Hapamus,
eBOMI0UisT, PyHKUTT Kam-cueH, 2eliM-cmaois, aeeHmHicmo.

O. Bezruchko, O. Poberailo. The evolution of
cut scenes in interactive audiovisual narrative:
classification of functions and characteristics

The purpose of the article is to identify key patterns
in the evolution of cut scenes through the development
and application of a comprehensive classification that
analyzes the relationship between their technological
characteristics and narrative functions. The object of the
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study is the cut scene as a tool for interactive audiovisual
narrative. The subject of the study is the evolution of
the functions and characteristics of cut scenes in the
context of changing technological approaches and design
solutions.

The relevance of the article lies in the need to fill
the existing gap in the scientific discourse regarding a
holistic, systematized understanding of the evolution of
cut scenes. The lack of such systematization complicates
a deep analysis of narrative mechanisms in interactive
media. The development of an evolutionary classification
will provide researchers with a structured toolkit for
further study of interactive storytelling.

The methodology. The study is based on a
comprehensive approach that combines general scientific
and special methods. The method of scientific literature
analysis was applied to process sources and form a
conceptual framework; the historical method to consider
the evolution of cut scenes in chronological sequence;
methods of analysis and synthesis to decompose the
phenomenon into key characteristics and functions; the
case study method to analyze representative projects; the
classification method to develop the final typology. The
theoretical basis of the work is the works of R. Klevjer,
J. Juul, S. Stang, as well as Ukrainian researchers who
studied related topics.

The results. During the study, an evolutionary
classification was developed that distinguishes four
main stages of the development of cut scenes: the
stage of emergence (1980s), the era of dominance of
CD-ROM and FMV (1990s), the period of transition
to 3D graphics in real time (late 1990s — 2010s) and
the modern stage of interactivity (since 2010s). The
analysis of these stages allowed us to identify a key
vector of evolution — from external, isolated narrative
inserts to full integration with the gameplay, where the
author’s narration borders on simulation. This process
was accompanied by a transformation of the player’s
role: from a passive spectator, characteristic of the

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



early stages, to an active participant with expanded
agency. For a clearer classification of integrated forms of
cutscenes, it is proposed to distinguish between author’s
narration (e.g., “scripted events” in Half-Life) and
system simulation (e.g., character behavior in The Elder
Scrolls), which allows us to analyze them as different
narrative phenomena. Based on this, two polar design
philosophies were analyzed: an approach focused on full
integration and immersion (Half-Life), and an approach
that prioritizes cinematography and emotional impact
(Death Stranding).

The scientific novelty of the study lies in the
first attempt in Ukrainian scientific discourse to
comprehensively ~systematize the functions and
characteristics of cut scenes in the dynamics of their
historical development. The proposed classification fills
the existing theoretical gap and offers a structured toolkit
for analysis.

The practical significance of the article lies in the fact
that its results can be used for further scientific research
into the mechanisms of interactive storytelling. The
developed classification opens up prospects for a deeper
study of individual cases, receptive studies, as well as
innovative forms, in particular the use of generative Al
to create cut scenes.

Keywords: cut scene, interactive narrative, interactive
cinema, classification, video game, narrative, evolution,
cut scene functions, game stages, agency.

ITocranoBka mpo6memu. Kar-cuena crama on-
HJM i3 epIINX KII0YOBYX iIHCTPYMEHTIB, AKII pO3-
POOHVKY Bifeoirop 3amnosuuumm 3 kKinemarorpady,
1106 yIIpOBaAUTY HAPATUB B iHTEPaKTUBHE Cepefo-
Bue. [Jonpn 1i mupoke mommpeHHs, y HAyKOBOMY
IMCKYpCi foci BiuyBaerbcs Opak LimicHoro, cuc-
TEeMaT130BaHOTO PO3YMiHHA TOrO, fIK CaMe Xapak-
TepUCTVKM Ta QYHKIi KaT-CLieH! B3a€MOIIOB 513a-
Hi i AK BOHM 3MiHIOBanucsA i3 yacoM. [ 9iTKOCTI
aHaJTi3y My 0a3yeMOCh Ha BU3HAYeHHi JOCTiJHIKA
P. Knes'epa, Akmit TpakTye KaT-CIleHy fK «KiHe-
MarorpadiyHy MOCTiJOBHICTb, WO IPU3YIVHSIE
3BIYAIHMIL IpOBIIL IIPOLIEC 3 METOX0 IIepefadi Cro-
XKETY, XapaKTePUCTUKY NIEPCOHAXKIB Ta CTBOPEHHSA
supoBuma» (Klevjer, 2014, c. 301). Lle BusHaueHHA
He JIMIe 9iTKO BiJOKPEM/II0€ KaT-CLeHy Bif TeiiM-
1Ie10, aJie if OKpecioe ii 6a30Bi HapaTuBHIi QyHKIT,
€BOMIOLLiA AKMX i JOCTIPKYETbCA B 11iM CTATTI.

IIa mporanyHa B 3HAHHAX CYTTEBO YCKIAJHIOE
HOJja/IbIi  JOCTIIKEHHS, 30KpeMa IIepeIlKOoKae
I/IMOOKOMY aHa/i3y BIUIMBY KOHKPETHUX XYHZOX-
HbO-BYPKa/MbHNX 3aco6iB. Tomy pospobka eBo-
JOL{iTHOT KMacudikalil Mae BaXK/IMBe TeOPETUIHE

91

3HAYEHHA: BOHA HA/JaCTh JOCTIIHUKAM CTPYKTYpO-
BaHMIl IHCTPYMEHTAapill /I BMBYEHHA HapaTUBHUX
MeXaHi3MiB.

AHasi3 aKTyalnbHUX JOCTIKeHb i myOmiKauiii.
Ornap yKpaiHCBKOTO aKaJieMiuHOTO AUCKYPCY CBifi-
YNTh: €BOJIOLiA KaT-CLIeH PiIKO PO3ITALAETCA AK
camocTiitauit 06’ext mocmimkenus. Hartomictp ii
3a3BMYall AHAMI3YIOTb Y KOHTEKCTI IMVPIIUX IIPK-
K/IaJHUX 4 TEOPETUYHMX 3aBJJaHb, [ie KaT-CLeHN
CIYIyIOTh 200 iMOCTpaTMBHUM MaTepianoM, abo
YaCTMHOO OiTBIIOI CUCTEMI.

Hanpuknag, y npaui C. IlleBuyxa (IleBuyx, 2021,
c. 18, 33) xar-cueHy MOCTalTh SIK 00 €KT JIHTBIC-
TUYHOI aJamnTalil, CTBOPIOIYN /1A IepeKaajaya
BUK/IVKY, TIOB’SI3aHi 3 TpaHCKpeali€l0 HapaTHBY
Ta TEeXHIYHMMM acmekTamy Ayomsoky. M. Musb
(Mm3b, 2024, c. 11) posrnsazae iX sK OfUH i3 KOH-
CTPYKTVBHUX €/IEMEHTIB BIpTYalIbHOT'O CBIiTY IOPAL,
i3 rpacikoro Ta 3BykoM, 10 GOPMYITh IPY AK CO-
LIOKY/IbTYpHe fABMILE. 3 iHKeHEepHOI NepCreKTIBI
O. [lypos ([lypos, 2023, c. 32) sragye ix AK e1eMeHT
IrpOBOTO KOHTEHTY, 110 IHTErPYEThCA Ha MEBHOMY
eTari BUPOOHNIOTrO IMKITy. YCi 11i BUTIQZIKV JIeMOH-
CTPYIOTb, IO KaT-CI€HM 3a/lULIAKTHCA HE IeH-
TpanbHUM (OKYCOM, a Jiile M0OIYHOI 3rafKolo,
1[0 IIIKPII/IIOE OCHOBHY T€3Y aBTOpa.

Bunatkom € possigka b. Cympyna (Cympys,
2024), e KaT-ClieHa epeTBOPIOETHCS 3 KOHTEKCTY-
Q/IbHOI 3TA/IKM HA LIEHTPA/IbHY iHXeHepHY Ipobite-
My. ABTOD He /e JIeTabHO BU3HAYAE MOHATTA
«CciHEeMaTMKa» Ta OKpecmoe Joro ¢QyHKIii, ame it
CTaBUTD 32 METy PO3POOKY iHTeneKTyanbHOI Cyic-
TeMU JIsI aBTOMaTM3allii Ta MifBUILEHHS SKOCTi
CTBOPEHHS AMHaMIuHMX KaT-ceH. OffHax 11e focti-
JUKEHHs 3a/IMIIAETbCA BY3bKOCIPAMOBAHMM, Opi-
€HTOBAaH)M Ha BMDIUIEHHA NPUKIAJHMUX 3aBJaHb
BUPOOHMIITBA, & He HA TEOPETUYHE OCMUC/IEHHS
€BOJIIOLIIT CaMoro peHOMEHY.

BonHouac B yKpalHCbKOMY HaYKOBOMY IO 3'IB-
NAITbCA TIpalli i3 MVPIIMM TEOPETUIHUM IOITIA-
JIOM Ha IIPOLiECH, 110 0e3I0CcepejHbO BIUIMBAIOTH
Ha €BONOL{I0 iHTepakTMBHOI omnosifi. OcobnmBoi
yBaru 3acnyrosye pocmimpkenns I. Iledepancpko-
ro (Ilesepancekmit, 2025), mpuUCBSYeHe aHA3y
«TinepiMepCUBHOIO TIOBOPOTY» B CY4aCHOMY ayfiio-
Bisya/ipHOMY naHAmadti. BignosigHo 1o KoHuen-
nii I. C. OpeiiepmyTa, [OCTIfHUK PO3INANAE Ti-
nepiMepcilo AK HOBMII €Tall MeJiapo3BUTKY. Bin
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XapaKTepU3yeTbCA «HOBYMM JNOCBIZIOM 3/IUTTA 31 CBi-
TaMI JQHUX», KONV «3aHYPEHHA Ta iHTepaKTMBHA
TisAIbHICTh HACTIMBKY IIiICUIIOITD OAVMH OJHOTO
Ta KOHBEPIYIOTbCH, 1[0 OCHOBHE eCTeTUYHE 3afj0-
BOJIEHHs [IeTePMIHYETbCA BHYTPILIHIMYU BIACTH-
BOCTAMHU LM(POBOrO KOMII IOTEPHO-IrpOBOTO Ce-
pemoBuila, AKe 1A IIPOCHIOMEPIB BUABIAETHCA
Habararo 1ikaBilmM 3a peanbHuii cBiT» (. 167).

Heit ¢denomen, sk 3asHavae [ledepaHchbkuii,
0e3rocepeHbO OB A3aHNMIA i3 I71006A/IBHOI TeitMi-
dikariero, B yMOBax fKOi IVIAfaYl «IepecTam mo-
3UIIIOHYBATHUCA AK MACKBHI PELUITIEHTI» 1 TI0Yan
IParHy Ty BIIMBATU HA iCTOPiI0, CTAIOUY «IPaBLA-
mu». Taxkuit 3BUT, HA IYMKY JOCTIHMKA, aKTyasli-
3ye «IoCTKiHeMaTorpadivHi 3acobu» — ¢pparmeH-
TapHi Ta HeiHiJHI HapaTUBM, 10 BYUHUKAIOTH Ha
IepeTHHI IHTePAKTUBHOI OIOBifi Ta IrpoBUX erle-
menTiB (Ilewepancpkmii, 2025, c. 166).MixHapop-
HUII HAayKOBUII [UCKYPC, HAa AKOMY OCHOBYIOTbCH
YKPAIHCBKI JOCIITHMKY, X04Ya 11 IIPOIIOHYE IIUpIIe
To/ie JIs aHaJi3y, TaKOX Mae CBOi OOMEXeHHs B
KOHTeKCTi Hamoro gocmimkenns. [Ipauni P. Kien’e-
pa (Klevjer, 2002, 2014) 6ynmu Km0490BUMY /IS JTe-
riTuMisanii KaT-clieH AK 00 €KTa JOCTiKEeHH s, aje
iXHS IeplIoyeproBa MeTa — 3aXUCT Ta AediHiris
IOHATTA, a HE CTBOPEHHA [ETa/JbHOI €BOJIIOLl-
Hol Kmacuikanii. Jocmimpkenna C. Crenr (Stang,
2019) rmmboko aHami3ylOThb BIIMB KaT-CLieH Ha
IpaBelbKY aKTUBHICTB, POTe 110r0 (HOKYC 30cepe-
JPKEHMIT Ha TICUXOJIOTII TpaBIis, a He Ha GopMarb-
HUX BJIACTUBOCTAX KaT-CLEH AK 00’€KTa, IO €BO-
monionye. IIpari, npycBAYeHi TeXHONOTIAM, AK-0T
nocrmimpkenHns 1. EBina ta criBasropis (Evin et al,
2022), po3IIARAaOTb CyYacHi METOAM CTBOPEHHS
KaT-CLIeH, He CTaB/IA4M 32 METY CTBOPEHHS LI/MiCHOI
ICTOpUYHOI IIepCIIEKTUBH.

Takum 4nHOM, IONIpU 3HAYHY KiZIbKICTb Mpallb,
NPUCBAYEHNX KaT-CLieHaM, JI0Ci He iCHye KOMII-
nekcHol Kmacuikariii, mo cucremMaTusyBaa 6 ixui
¢yHKII Ta XapaKTepUCTUKM B AMHAMILi icTOpMY-
HOTo po3BUTKY. CaMe 3aIIOBHEHHS Lii€l mporaanHu
€ K/II0YOBMM 3aBJJAHHAM CTATTi.

Mera cTaTTi — BUABIEHHA KIOYOBUX 3aKOHO-
MipHOCTel B €BOJIOLii KaT-ClieH LIIAXOM PO3po0-
KM Ta 3aCTOCYBaHHS KOMIUIEKCHOI Kimacuikail,
10 aHA/Ii3ye B3a€MO3B 30K IXHIX TEXHOTOTIYHMX
XapaKTePUCTUK Ta HAPaTMBHUX OYHKIiL [ns
JIOCATHEHHA IIOCTaB/I€HOI MeTM BM3HAYEHO TaKi

3aBJIJaHHA: IPOAHAJII3YBaTH €BOJIOLII0 KIIOYOBUX
TEXHOJIOTTYHUX Ta Bi3ya/JIbHIX XapaKTePUCTUK KaT-
cueH; imeHTUdIKyBaTM Ta CUCTEMATM3yBaTy iXHi
[OMiHyIOUi HapaTuBHi QYHKIUII Ha Pi3HNUX icTOpWY-
HMX eTalaX; Ha OCHOBI BMKOHAHOIO aHa/i3y po3-
pobuty ysaraJabHeHy eBOIOLIHY Knacudikalito,
1110 Bifo6parkae 3B’ 130K MK XapaKTepUCTUKAMI Ta
(QYHKIIAMY KaT-CIIeH.

Mertoponoria mocmimkenHsa. MeToponoridny
OCHOBY [OCH/PKEHHA CTaHOBUTb KOMIITIEKCHMI
MiJXif, 10 MOENHYE 3aralbHOHAYKOBI Ta CIeliab-
Hi MeTonu, BUOIp SKuX 3YMOBJIEHII crerudixoro
00’eKTa 11 MOCTAB/IEHNMY 3aBJAHHAMU. 30KpeMa,
A KPUTUYHOTO ONPAllOBaHHA HAayKOBUX JKeper
Ta OpPMYyBaHHA IIOHATTEBOTO aNapary OyIo 3acTo-
COBAHO METOJ, aHa/li3y HAayKOBOI iTepaTypu. Icro-
PUYHMIT METO, Y CBOKO YEPTY, YMOXX/IVIBUB PO3ITIALL
€BOJIIOLIII KaT-CLIeH Y XpPOHOJIOTi14Hili OCTiTOBHOCTI
Ta B KOHTEKCTi TEXHOJIOTIYHOTO PO3BUTKY. [l Te-
KOMIIO3M1IIii (peHOMEHY Ha K/TI0YO0Bi XapaKTepyUCTH-
KM Ta QYHKIII Oy BUKOPMCTaHI METORM aHATi3y
Ta CUHTEe3Y, TOAl AK CUCTEMHIII IfIXiJ [O3BONNB
PO3ITIAMATH X SIK eJIeMEHTH Lii/TiCHOI, B3aEMOIIOB -
3aHOI cTpyKTypu. Kpim Toro, mna mormmbneHoro
aHaJI3y pelpe3eHTaTVBHUX IPOEKTIB Ta iMH0CTpa-
1Iil KTI0YOBUX JM3aiH-pillleHb 6710 3amy4eHo Me-
Toz Kevic-crazi. Hapemri, metopn kmacudikanii cras
{HCTpyMEHTaIbHOI OCHOBOI0 s po3pobku ¢i-
Ha/IbHOI TUIIONOTIL, 1[0 € KIIOYOBMM pe3yNbTaTOM
TOCTiKeHHS.

Bukmag ocHOBHOro Marepiany JOCTi)KeHHH.
AHazis eBOMIOLIl KaT-ClleH K iHCTPYMEHTY iHTe-
PaKTVMBHOI ONOBii MOTpebye 3acTOCyBaHHS icTO-
puuHoro migxopy. IIpoTe mia po3ymMiHHA IPUYNH
1iei eBomoLii crtiz 3BepHYTHCA 10 DYHAAMEHTAIb-
HUX CTPYKTYpP Bifjeoirop, ONMCaHUX JOCTITHUKOM
Ecnepom [Onem. Bin pospisHAe «irpyu eMepiKeHT-
HocTi» (Hampuknap, maxu un Counter-Strike), me
CK/IAJHMII ITpOBMII IIPOLEC BMHUKAE 3 IMPOCTUX
IpaBuyI, Ta «irpu mporpecii» (mepeBakHO MPUTOA-
HULBKI irpu), e TpaBelb MPOXOAUTD 3a3[anerinb
CTBOPEHY pO3pOOHNMKAMM TOCTiOBHICTb MO Ta
Bunpo6ysaus (Juul, 2005, p. 67-73).

Came 3poCcTaHHA NONYIAPHOCTI «irop mporpecii»
TIIOPOZU/IO TOCTPY MOTpeby B IHCTPYMEHTAX /L I0-
JlaHHS JIiHITHOTO, aBTOPCBKOTO CroXeTy. Kar-cijeHa
CTajia OFHMM i3 TepIINX i HABAXKIMBIIINX TaKIUX
iHCTpyMeHTIB, 3amo3nyeHnx 3 kinemarorpady. Sk
3asHadae [O7mb, «OCKiNbKM [M3aiiHEp KOHTPONIIOE



HOC/iOBHICTD IIOfiil, irpy Mporpecii — 1je TaKox
Te MiCIle, /ie MM 3HaXO[MMO OiIbIIiCTh irop 3 Ha-
paruBHuMu ambinismm» (Juul, 2005, p. 73). Otxe,
€BOJTIOLIiA KaT-CIIeH HepO3pUBHO II0B SI3aHA 3 IIpar-
HEeHHSM PO3pPOOHIKIB PO3MOBICTI KOHKPETHY, 3pe-
KICOBAHY icTOpir. [XHi KTW0Y0BI XapaKTepucTHKM
TiICHO IepeIieTeHl 3 TEXHONOTIYHUM pPO3BUTKOM
Mefia.

P. KreB’ep y cBOiit mpatii miIKpecioe, 0 KoXeH
TeXHONOTIYHMII CTPUOOK (YHAAMEHTANIBHO TpaH-
chopMyBaB MOTEHIIia IIbOTO HAPATUBHOTO GopMa-
1y (Klevjer, 2002). 3rigHo i3 nuM mprHIMIOM, A1A
IOJA/IbLIONO aHa/Mi3y MU BMOKPEMIEMO YOTHPU
YMOBHI eTar, 10 Biffo6pakaioTb K/II0YOBi 3MiHI B
XapaKTepUCTHKaX Ta QYHKIIAX KaT-CLieH: eTall 3a-
pomxeHH4, enoxy goMinyBanHA CD-ROM T1a FMV,
niepiop mepexony o 3D-rpadiku B peanbHOMY Yaci
Ta Cy4acHMI eTall iHTepaKTUBHOCTI.

Ha erani sapomxkenns (1980-Ti pp.) xar-cienu
BUHUKIM fK (PYHKI[iOHa/TbHA HeOOXiJHICTD, 10
[I03BOJIA/Ia BUPIIIYBATH HapaTVBHI 3aBIaHH:A, He
peanmi3oBaHi 3aco6amMy TOTOYACHOTO TeNMIIEIO.
Y nepiop; «30/10TOT0 BiKy» apKaiHMX irop, fIK i10ro
omicye C. Kent (Kent, 2001, p. 154-158), po3po6-
HUKJ aKTVBHO IIYKa/IV CIIOCOOV MifBULIUTI IIPY-
Ba0O/MBICTb CBOIX NPOAYKTIB. 3TiffHO 3 10r0 FOCHI-
IKeHHAM, caMe Pac-Man” (Namco, 1980) crana
IepuIoK0 Ipoto, mo Mictwia Kar-cienn (Im. 1). i
KOPOTKIi aHiMOBaHi iHTepMefil, 1110 3’IB/IA/INCT MDK
piBHAMI, 6ym/1 BUKOHAHI B Till caMiil IMKCeIbHIiN
CTUTICTULI, 1[0 I OCHOBHA I'Pa, I IPE/ICTABIIAIN CO-
0010 TaKOHIYHI TeaTpasi3oBaHi CLIEHKIL.

Hanpuxnan, B opHilt i3 Hux [Tak-Men ta npusnp
brinki rHamica ofyiH 32 OFHMM, IONIOKN 3-3a KPalo
eKpaHa He 3'ABJIABCA 3Ha4HO Oimbumit [Tak-Mew,
10 3MYIIYBaB NPMBUJQA IaHIYHO TiKaTU Y 3BOPOT-
HOMY HanpAMKYy. L4 1mpocra, ane BMpasHa CLeHKa
BUKOHYBa/Ma MOABiMHY (YHKII0: TYMOPUCTIIHO
IHBepTYyBa/a 3BUYHY IrpOBY CUTYaLlil0, ie Mal€Hb-
KU1 Tepoil 3a3BMYall TiKae Biff BOPOTiB, Ta CIYTyBa-
J1a CTPYKTYPHUM €/IEMEHTOM, a CaMe BUHATOPOJI0k0
TpaBlLA 3a yCIilIHE NPOXO/PKEHHA PiBHA, MapKe-
POM IIPOTpeCy Ta JPKEPEIOM eMOLITHOI PO3PALKIL.

SIkicHmit cTpuOOK y QyHKI[iOHaTPHOMY HaBaH-
TaXKeHH] KaT-cieH craBcAd B Ipi “Donkey Kong”
(Nintendo, 1981). Tyt mopi6ni BcTaBKM Habymm
giTKoi HapatuBHOi dyHkuii. Ha moyatkosiit cieni
rpaBelb 0auyB, K TiraHTChKA MABIIA ITiIHIMA€ETHCS
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OyziBenbHUMM OanKaMmM, TATHYYM BUKpajieHy HiB-
4I[HY, @ IOTIM CTA€ Ha BEPIUMHY, HACMILIKyBaTO TY-
natoun Horamu (In. 2). Ll mpocra, ane BidyambHO
3pO3yMi/Ia IOCTiOBHICTh MUTTEBO BCTAaHOB/IIOBA/IA
3aB’A3KY KOHQMIKTY («iHIM/IeHT-CIIOHYKaHHSI»), Bi-
3yajisyBazna MeTy (BepIIMHY KOHCTpPYKIIii) Ta Hajia-
BaJla [IiAM IpaBLA YiTKy MOTUBALIil0 — IMOPATYHOK.

AHami3 1MX OPUKIAfiB [O3BOMAE OKPECTUTU
K/IYOBY HAPATUBHY CK/Ia[l0BY: KaT-CIIeH) HaJ
pO3poOHMKaM IHCTPYMEHT I CTPYKTYPYBaHHA
IrpoBOroO 10CBifY Ta JOHECEHHA eleMEHTapHOI ICTO-
pii. BojHOUac TexHiyHa CKIaj0Ba )XOPCTKO BM3HA-
qaza ixHio ¢opmy. KmouoBow XapaKTepucTHKOO
PaHHIX KaT-ClLjeH Oy/Ia TEXHOTIOTI4HA IPOCTOTA, 1[0
NPOSB/ISNACA B HiKCenmbHil rpadini Ta obmexe-
Hiit animarii. I1s1 ocobnuBictb Oyna 3yMoBIieHa He
CTIWICTIYHUM BUOOPOM, a IPAMIMY aNapaTHIMI
obmexxenHaAMu. Came 1meit (akTop CyTTEBO 00-
MeXyBaB (YHKIIOHaTbHUII TOTEHIial KaT-ClieH,
3BOAAYM JOTO [0 BUKOHAHHA (YHAAMEHTA/TbHIX
3aBJjaHb: TOfJAHHS 0a30BOI eKCIO3MIii, CTPYKTY-
PyBaHHA irpoBOro MPOIECy Ta CTBOPEHHSA IIPOCTO]
HapaTVBHOI paMKIL.

[Ipore et nepiop He OyB opHOpimHMM. Papm-
Ka/IbHe NIePeO0CMIUCTIeHHs POJTi KaT-CIieH Bifoymocs
B 1983 p. 3 BuxozoM apkagHoi rpu “Dragon’s Lair”
(Cinematronics, 1983). Sk 3asnasae M. Bynbd,
BMKOPUCTAHH:A TEXHOJIOTII /Ia3epHIX JMUCKIB CTa/IO0
3HAKOBOIO IIOJIEN0 /Il PO3SBUTKY IHTEPAKTVBHOIO
kiHo (Wolf, 2008, p. 99). Ha Bigminy Big mikcempHmIx
inTepmeniit, “Dragon’s Lair” ¢akTidno cxnaganacsa
3 BUCOKOSIKICHUX aHIMAaIliffHUX KaT-ClleH, a TeiiM-
et 6yB okopiHHO TpanchopmoBanmit. Came 11
rpa 3all04YaTKyBa/la MEXaHIKY, IJ0 3TOJOM JicTasa
Ha3By Quick Time Event (QTE): y krouoBi MomeH-
TY aHIMallifiHOI MOCTIZOBHOCTI I'pa MPUSYIMHANA-
¢4, i TpaBellb MaB MUTTEBO HATUCHYTY ITPaBU/IbHY
KHOTIKY (HAIpUK/Iaf, HANpAMOK pyXy abo ymap
MedeM), 1106 repoii YHUKHYB HebesIeKy i mepe-
Mir Bopora. IIpaBuibHa i 3amyckaaa HaCTYIIHMIL
dparmenT MynbTdibMY, @ TOMUIKA MPU3BOAMIA
710 KOPOTKOI aHiMalil Imporpauty.

Takum 4mHOM, BinOynacs QyHIZaMeHTaIbHA
TpanchopMaria GyHKIi KaT-CLieHN: 3 JOIOMDKHO-
IO HAPATUBHOIO €JIEMEHTY BOHA IIEPETBOPMU/IAC Ha
caMy CyTb irpoBoro gocsify. JonoBHow npyuHazon0
JIIA TpaBLB CTaBajIa caMe BUIOBMIIHA aHiMalliliHa
CK/IaJIoBa.

SZOZ ‘06 9NSSI ‘dulelyn Jo ainynd
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BopgHovac Ha JoMamHIX KOHCONAX, 30KpeMa
8-6itHiit Nintendo Entertainment System (NES),
CIIOCTEpiraBcA IHIIMIT BEKTOp PO3BUTKY. Yepes
XKOPCTKi amaparHi 0OMeXeHHs PO3POOHMKM IO-
Ya/y 3aCTOCOBYBATH XYIOXKHIO MaJICTEPHICTD [/
CTBOpeHHs KiHeMmarorpadidxoro edekry. AHais
rpu “Ninja Gaiden” (Tecmo, 1988) cBigunTsp, 10
il KaT-CLIeHy CTaaM 3HA4yIUMM KPOKOM JJI CBOTO
gacy (In. 3). Ha BigmiHy Bix craTudHMX 300pakeHb,
TPaBIII0 JJEMOHCTPYBA/IN [VHAMI4Hi, 3peXICOBaHi
IOC/iOBHOCTI: KaMepa IOfjaBaja BEIUKUI IIIaH
04ei1 FOTIOBHOTO reposi, pi3Ko 3MiHIOBa/Ia pPaKypcC Ha
JIOTO CyNPOTUBHMKA, CTBOPIOKYM JPaMaTH3M; BU-
KOPYUCTOBYBABCA Tapajie/IbHMII MOHTaX I TIOKa-
3y OJIHOYAaCHMX il y pisHux nokauiax. Ii mpuito-
MU, 3aII0314eHi 6e3TocepeHbo 3 KiHO, JO3BOILIN
HaBiTh B YMOBAaX IiKCebHOI Tpadiky CTBOPIOBATH
CK/Ia/iHY, HaIIPy>KeHY iCTOPiI0 Ta BUK/IVKATY B IPaB-
1A CUIbHUI eMOLiVHMII Bifryk. e cBigunThb 1mpo
PaHHIO peajTisaliilo HapaTHBHO-eMOLiiTHOI (YHKIIii
KaT-CIeH.

et migxin posBuHyBcs Ha 16-6iTHNX mnardop-
Max, Jie IpoeKTy, 30kpema “Phantasy Star 117 (Sega,
1989), BUKOPUCTOBYBA/IM PO3TOPHYTI KaT-CIEHN B
aHiMe-CTUTICTUIL 1S TIOJaHHS CK/TaTHUX CIOYKETiB.
Orxe, 11 CTBOPEHHSA 3aXOIUIMBOTO HAPAaTHMBHOTO
OCBily PO3POOHMKM IOKTAfa/mAcs He Juile Ha
TEXHOJIOTIYHY MOTY)KHICTb, a 11 Ha XYJ0XKHIO BUHA-
XII/IMBICTh ¥ 3aCTOCYBaHHI MVCTEIBKMX 3aCO0iB.
Taxum 4nHOM, eTan 3apokeHHsA MOCTAE AK Nepiof
Pi3HOCIPAMOBAaHMX €KCIIEPUMMEHTIB: Bifi PyAUMEH-
TapHMX, TEXHOJOTIYHO [IeTEPMiHOBAHMX BCTABOK
0 «iHTepakTUBHUX (iNbMiB», Jle KaT-cljeHa Oyma
camoninmo. CaMe 1iell eTam 3aK/IaB OCHOBU KiHe-
MarorpadidHoi OIOBizi Ha JOMAIIHIX KOHCOMLAX, Jie
[M3aliHepCbKa BUHAXIIUBICTD BifiirpaBaza poib
He MEHII BaK/IUBY, HIXK TEXHOJIOTII.

Hacrynnum eramom, 110 KapAMHAaIbHO 3MiHMB
XapaKTepUCTUKM Ta QYHKIIT KaT-ClieH, CTaa enoxa
nominyBanHA TexHonorii CD-ROM ta FMV-Bizeo
(1990-Ti pp.). 3HauHe pO3IIMpPEHHS 00CATY ITaM -
Ti, AK 3a3Hadae K. Teppien, fo3Bonmo interpyBaru
y TBOpPM BMCOKOAKICHE Bifj€0, 110 3yMOBUIO Maco-
Be BMKOPUCTAHHA KiHeMarorpaiyHMX BCTaBOK
y mpoBigHux xaHpax — Bif JRPG mo crparerii
(Therrien, 2008, pp. 121-123). PesynbraToM cTano
He CTUIBKM BYHMKHEHHS HOBUX QYHKIIii, CKilb-
KU CYTTEBE MOCU/IEHHA Ta 3MiHa IIPIOPUTETIB yXKe

HaABHUX. fIKI0 Ha momepesHbOMY eTarli CTBOpEH-
HA «HampyskeHoi ictopii» B “Ninja Gaiden” 6ymo
PEe3yNIbTaTOM XYHAOKHbOI BYHAXiJIMBOCTI B IOf0-
naHHi 00MeXeHb, To Temep, 3aBiaku FMV ta CGI,
HapaTMBHO-eMoLjiitHa (YHKIis mepeTBOpUIacs 3
JOTIOMDKHOI Ha Ty, 1o AoMiHye. Po3pobHukm o1-
pyIMa MOXX/IMBICTb CTBOPIOBATY CK/IA/IHI, KiHEMA-
TorpadiuHi CIXeTy 3 IMMOOKO0 atMocdeporo Ta
eMOI[ITHMM BIIJIMBOM, IIIO CTa/I0 OJHIEI0 3 K/IH0YO-
BJIX IIEpPEBAT €MOXM.

KynbmiHaniero 1boro mepiofy, fAK 3a3Hauae
M. Bynsd (Wolf, 2008, p. 101), cTanma mosiBa irop,
no6ynoBaHux nepeBaxHo Ha FMV 3 sxuBumMu ak-
Topamu. 4 TexHooris, 1o MirpyBasa 3 apkafHIX
aBToMariB ‘“American Laser Games” Ha moMauisi
koHcomi (3DO, Sega CD), mopopmna wimuit Ha-
IpAM «iHTEPaKTMBHOIO KiHO», ACKPaBUM IIPUKJIA-
oM sikoro € “Mad Dog McCree” (American Laser
Games, 1990). V rpi, mo imiTyBama ecTeTuKy Kia-
CYHOTO BECTEPHY, TPABII0 JEMOHCTPYBalIu Bi-
feodparMeHTy i3 >KMBMMM aKkTopamy. PamToBo
BCepeqVHi X pparMeHTiB 3’ AB/IA/MICSA BOpOry (Ha-
IpUKIaj, OaHIUTH, 1[0 BUCTPUOYBaMM 3-3a pory), i
3aBJJaHHAM IPaBLA 0Y/I0 BYACHO BUCTPIIUTY B HUX
cBitoBuM microneroM (In. 4). Ilepexip Bip macus-
HOTO CIIOI/IAJAHHS 10 Aii BifOyBaBCs MUTTEBO 1
0e31I0BHO, CTBOPIOIOYM 171103110 MPAMOI B3a€MOJil
3 KiHodinmbMoM. JloCTifHNKN TOTO Yacy, 30KpeMa
b. Ileppos, ananisyroun 1eit peHoMeH, Bifj3HaYany,
110 IPUBAOMUBICTb TaKMX irOp MOMATaIA He CTilb-
KIl B IHHOBAL[ITHOMY TeJIMIUIel, CKIIbKM B IXHIl
«eKCTiOil[ioHICTChKIN TPUPORi» — AeMOHCTpaNil
CaMOi MOXK/IMBOCTI BUKOPUCTAHHSA «KUBOI0» BifIe0
B rpi (Perron, 2008, p. 127).

AHasi3 TaKIX MPOEKTIB, AK KOCMIYHUI CUMY/LA-
top “Wing Commander IV: The Price of Freedom”
(Origin Systems, 1996), TeMOHCTpYE, 110 Po3pob-
HIKJ BMKOPUCTOBYBAIM Be/M4e3Hi OlOmKeTn Ta
3amyqam HpodeciiiHuX aKTOpiB IS CTBOPEHHS
TOAVHHUX KaT-CIleH, IePeTBOPIOYN TPy Ha iHTe-
paxtyBHUII QinbM. BogHoyac B iHIIMX jXKaHpax —
30KpeMa, cTpaterii B peanbHoMy vaci “Command
& Conquer” (Westwood Studios, 1995) un simoH-
chKux pormboBux irpax “Final Fantasy VII” (Square,
1997) — momepeHbO BipeHfiepeHi POMMKY CITy-
TYBa/IJi He OCHOBOIO TeVIMIIIE, A eeKTUBHUM iH-
CTPYMEHTOM Ji/Ifl TIOfJAHHA €NliYHOr0 HapaTUBY Ta
CTBOPE€HH: BUIOBMIIHOCTI.



' : 1UP IGH SCORE
16290 16290 16910

KAAP 1 KAAP 2 KAAP 3

In. 1. ocnidosHicmy ieposux expanie “Pac-Man” (Namco, 1980).

000000 007650 000000 007650 000000 007650

P R

25 m ﬂ

HOW HIGH CAN YOU GET 7 = _‘u:

KAAP 1 KAAP 2 KAAP 3

In. 2. IocnidosHicmy izposux expanie “Donkey Kong” (Nintendo, 1981).

In. 3. Biokpusatoua kam-cuera “Ninja Gaiden” (Tecmo, 1988).
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Posrianemo i migxomy pmeranprime. Y “Wing
Commander IV” kaT-clieHr CTaHOBW/INM TOBHOLIH-
Huit QinbM i3 XuBuUMY akTopamu (30kpema, Map-
KoM [emiyiom), sHATHII y crienia/ibHO 30y70BaHMX
IeKOpallifX, 10 CTBOPIOBANO BiUYTTA y4acTi y
BJICOKOOIOJPKETHOMY TOJUTIBYICBKOMY O71oKbacTe-
pi. OpHak mif 4ac mepexofy [0 iHTEpaKTMBHOI
YaCTUHU, KOCMIYHUX 00IB, IpaBIs 3ycrpivana Bifi-
HOCHO IIPOCTA TOJIirOHaIbHa Tpadika, 10 CTBOPIO-
BA/I0 BiYyTHUII KOHTpPACT i3 KiHeMaTorpadiyHO
AkicTio BigeoBcTaBok (Im. 5). Ille sckpasime 11
BigminsicTs mposBunacs y “Final Fantasy VI Ii
nonepeaHbo BisyanizoBani CGI-ponukm Bpakamm
KiHeMaTorpadivHuM pPO3MaxoM, AMHAMIYHOI Ka-
MEpOIO Ta peaniCTUYHUMI MOJEIAMY TIePCOHAXIB,
[0 [JO3BONANO IIepefaBaTyl CKIaJHI JpaMaTU4Hi
emolii. IIpore B iHTepakTMBHIN YacTHI Ti cami
TepcoHaxi Oy npefcTaB/ieHi CpOLeHNMY, CTH-
nisoanuMy 3D-MozenAMy 3 yMOBHMMM IIPOIIOPILi-
AMY, 10 NEPeCYBANCA CTATUYHMMY, 3a3Ja/eTib
BigManboBaHuMu ¢ponamu (1. 6).

et edeKT MOKHA TOYHO OIVICATH 32 JOIOMO-
roto tepminonorii ®. IlIprotepa Ta A. H. ToHa.
Boun po3pisHAITD IpefCcTaBleHHA NEPCOHAXKA AK
«BUTQJ]aHOI icTOT» (110TO iCTOPIsA, Xapakrep), [0
PO3KPMBAETHCA Yepe3 Hapallilo, Ta K «irpoBoi ¢i-
rypu» (iloro HaBMYKM, 3TOPOB ), 3 AKOI IPABELb
B3a€EMOJIi€ yepes cuMyJiALio Ta revimiueit (Schréter
& Thon, 2014, p. 48). Otxe, Bisya/nbHa BiMiHHICTD
y “Final Fantasy VII” 6yra, o cyTi, po3pyBoM Mix
IpeACTaBIeHHAM IIEPCOHAXA AK BUTAAHOI iICTOTHI
B JIeTa/li30BaHill KaT-CleHi Ta AK irposoi ¢irypn B
cxematnyHoMy reitmiuiel. IIparnenns mopomatn
L0 HEBIMIOBIIHICTD 1 3/IMTY [jBa BUMIpU IIEPCOHA-
Ka B €JMHE Ili/Ie CTalI0 OFHMM i3 KII0YOBYX PYILiiB
Iepexofy 1o in-engine Kar-ClieH Y HaCTYIIHY eII0XY.

TaxkuM 4MHOM, OCHOBHOI) METOI0 PO3POOHNKIB
0y/10 CTBOpeHHs KiHeMaTorpagivHOro OCBify, Bi-
3yaJIbHa AKICTb Ta PeXXUCYpa AKOTO O/ HETOCHK-
HMMM JIA ifPOBUX PYIIIIB TOTO Yacy, 10 MpaliioBa-
¥ B peambHOMY 4aci. Binrak, QyHKIisA KaT-creHn
3a3Ha/a 4eprosoi TpaHc(opMallii: 3 HapaTMBHOTO
IHCTpYMEHTY BOHa IIOJEKY/M IIEPEeTBOPIOBA/IACA Ha
caMy CyTb irpoBOro JOCBify, [ie iIHT€paKTUBHICTh
3BopmIacA o MiHiMymy. Takuil mipxin npusis go
IIOMITHOI Bi3ya/IbHOI Ta CTU/ICTMYHOI BiIMIHHOCTI
MDK IBOMa CK/Ia[JOBUMM I'PY: AKICTb KiHEMaTOrpa-
(iuHMX BCTaBOK CYTTEBO IepeBepIIyBana rpadiky
IHTepaKTMBHOI YaCTUHIL.

Xoua iHTepakTUBHE KiHO Ha 6a3i FMV, sik 3a3Ha-
gae b. [leppon (Perron, 2008, p. 127), BusBunocs
KOMEpIiifHO HEJOBrOBIYHUM Y 3B’sI3KY 3 0OMexe-
HOIO IHTEPAKTUBHICTIO Ta AKICTIO aKTOPCHKOI TP,
1ell eTan Bifirpas K1w04oBy ponb. CaMme BiH 3aro-
CTpUB IMaHEHTHE HAIIPY)XKeHHA MK ITaCHBHMM Ki-
HeMaTorpadiyHuM CIOITAJAHHAM Ta aKTVMBHOIO
MAPTULMIIATOPHOI ydYacTi0 rpasud. Lleit mocsip
TIIPOJIeMOHCTPYBAB sK MOTEHIiaN, TaK i 0OMeKeH-
Hs 6YKBa/IbHOTO KOTIiIOBaHHS KiHO B iHT€paKTUBHE
CepefoBMILE, IO MiTOTYBANO IPYHT IS MOLIYKY
611b11I OpraHiyHMX COCO0IB TIOETHAHHS HApaTUBY
Ta FeJIMIIIEI0 B HACTYIIHY €II0XY.

Hacrynnmit nepiop, 1o posnoyaBcsA HalpUKiH-
ui 1990-x pp., 6yB 3yMOBJ/IEHNII IPAarHEHHAM II0-
JIO7IaTH €CTETUYHY Ta Bi3yalbHY HEOJHOPIJHICTD,
cTBOpeHy TexHonmoriAMu FMV-emoxu, ocob6muBo
B irpax, 1o MoefHyBaMM MOJIrOHANbHY TPadiky 3
CGI-pomkamn. Possutox 3D-rpadixm BMOX/IN-
BJB CTBOPEHHS KaT-CLieH 0e3IocepeHbo irpoByuM
pymiem (in-engine), mo cTano IXHLOI HOBOK KITIO-
4OBOI0 XapakTepuctukomw. Lle mosBommno pocsar-
TU Bi3ya/lbHOI 0€3IIOBHOCTI 3 TefiMIUIEEM Ta JVi-
HaMiuHOl ajanTanil o irposoro cairy, Ak y “The
Legend of Zelda: Ocarina of Time” (Nintendo EAD,
1998). IlosiBa TexHOMOTiI 3aX0MIeHHA PyXy (motion
capture), Bukopuctanoi, 3okpema, y “Grand Theft
Auto III” (Rockstar North, 2001), e 6inpire mocu-
MIa KiHeMaTorpadiuHicTh, aje BXke B MeXax irpo-
BOTO PyLIIif, @ He 30BHIlIHbOTO Bifeodariiny (In. 7).

OCHOBHOIO METOK pO3pOOHNMKIB cTano 30e-
peXeHHSA HapaTMBHMUX (YHKIiA, JOCATHYTUX Y
FMV-enoci, ane 3 iXHbO Oi7IbII OpraHivyHOI iHTe-
rpauierno B irposuit npouec. CaMme Ha LbOMY €Tali
chopMmyBascs ABa MOPHI MiXO/M 0 BUpilleH-
H 1IbOTO 3aBJJAHHA.

[Tepmmit mifxifm, ACKpaBUM IIPUKIALOM SAKOTO
e “Half-Life” (Valve, 1998), sanpononyBas paju-
KaJIbHY Bi]IMOBY BiJl TpajMIiiiHMX KaT-cueH. Ileit
KPOK CTaB YaCTUHOI WIMPOKOI JUCKYCIi, AKY OIu-
cye P. Knes’ep (Klevjer, 2014, p. 302), mogo mpo-
TUCTAB/IEHHA «BHYTPILIHbOITPOBOrO» Ta «KiHeMa-
Torpadiunoro» crnoco6is omosini, ge “Half-Life”
BIUCTYIIA€ KTI040BUM Ipuktagom. OpHak neit de-
HOMEH BapTO PO3I/LANATH He AK BiIMOBY Biff PyHK-
11il KaT-CLIeH Y, a AK il pafiuKaIbHy TpaHCPOpMALL0.

Jna aHamisy 1poro QeHoMeHy HOLIIBHO BM-
KOPUCTATH TepMiH «cKpunToBa mopis» (scripted
event), Axuit mpomonye P. lancki (Dansky, 2021,
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In. 4. “Mad og McCree” (American Laser Games, 1990).
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Kinemarorpadiusi cuenn

(Origin Systems, 1996).

In. 5. “Wing Commander IV: The Price of Freedom”
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In. 6. “Final Fantasy VII” (Square, 1997).
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Bisyaabnwuii cTuAb

TeMMIIACHO

BisyaapHHE CTHAD

reHMITIACH

In. 7. “Grand Theft Auto III” (Rockstar North, 2001).

p. 144). Bin nosicHioe, o mix yac Taxoi mopii rpa-
Bellb MOXe 30epiraTi KOHTPOJIb HaJl aBaTapoM, aJle,
AK MIJKPEeC/IIoE TOM CaMuil aBTOP, YacTO BTpaYae
areHTHICTb — MOXK/IUBICTb BIUIMBATU Ha CHOXKET
(c. 146). Hanpukmap, mix yac aBapii B TecTOBil Ka-
mepi B “Half-Life” rpaBerp Moxxe BiIbHO po3pmBIia-
TUCS HABKOJIO, a/leé He MOXKe BTPYTUTHUCA B Xif| Ka-
TacTpo, 3aMNIIAIYNCD i BUMYIIEHNM CBiJKOM.
[ro gymky nigrpumye i P. Knes’ep (Klevjer, 2014,
p. 312), AKnit omycye Taki MOMEHTH, AK «CyTO Ha-
BiraiiiiHi JpaMaTU4Hi CIieHM, [0 He MAIOTh 0CO-
61MMBOI TelIMITIEITHOI (byHKuiI», HiJKPEeCToNYN, 110
IXHA TOTIOBHA MeTa — He iIrpOBUI BUKIINK, A IIOflaH-
H: HapaTHBY.

Otrxe, cuenn B “Half-Life” e eBomoniiidoro, iH-
TerpoBanow GopMow Kat-cuenn. i Gynkuis Hiou
PO3YMHAETHCA B TeJIMILIEL, IEPETBOPIOIOYM TPABLIA
3 IIACMBHOTO I/IA7a4a Ha aKTUBHOTO CBi/Ka, [0 Kap-
JIMTHAJIBHO MOCUTIOE edpeKT 3aHypeHHs (imepcii).

BopHovac BaXIMBO IPOBECTH MEXY MDK IIMM
HiJXOOM Ta IHIIMMM HapaTUBHUMU ABUIIAMMU,
AK-0T CUMy/LALia nepconaxis y cepiax “The Elder
Scrolls” (Bethesda Game Studios, 1994) un “Gothic”
(Piranha Bytes, 2001). [l 1poro mouinbpHO 3Bep-
HyTHca o Teopernynol paMkn @. Ilpporepa Ta
S1. H. ToHa, sKi po3pisHAITD Hapalilo (po3noBiab)
Ta CUMYJLALIIO SIK J1Ba Pi3Hi CLIOCOOM IpeficTaB/IeH-
HA nofiit y rpi (Schroter & Thon, 2014, c. 46). Krmo-
YOBa BIIMIHHICTb IIOJIATA€ B aBTOPCbKOMY 3a/1yMi,
pexucypi Ta cioco6i noganusa inpopmarii. ITopii

B “Half-Life” € pesympratoM >kopcTKOro niHiitHOTO
ckpuntuHry. Ile te, mo lppotep i Ton HasuBaoTh
Hapallielo (narration) — mpejcTaBIeHHAM 3a3fiajle-
TiZb BUSHAYEHX, 3peXMCOBaHVX MOpiit (Schroter &
Thon, 2014, p. 46).

Ha nporusary npoMy, CUMY/IALiA TepcoOHaXiB
(simulation), y ixuiit TepmiHomnorii, — 1e mpex-
CTaBJICHHA MOfil, 1[0 BU3HAYAIOTHCA IIifl 4ac Ipu
Yepe3 B3aEMOI0 3 irpoBumu cuctemamu (Schréter
& Thon, 2014, p. 46). Hanpuknag, y “The Elder
Scrolls IV: Oblivion” saBmaxu cucremi Radiant Al
KOBa/Ib BJIeHb IIpaLl0€ B KY3Hi, BBeYepi ije 10 Ta-
BEpHN, a BHOYI cruThb. Llell UMKIIYHUI PO3KIaf
CIIyTY€ I CTBOPEHHS iMepCHBHOTO (OHY, @ He JLA
IIPOCYBAHHA KOHKPETHOTO CIOXKETY.

[10 pi3HNI[IO TAKOXX MOXKHA OTIMCATH 32 OIIOMO-
roto koHuenuii Topgona Kamnexu (Calleja, 2009).
BiH pospisHse «crieHapHNIT HApaTNB», IO HOJAETD-
csl po3poOHMKOM, Ta «anbrepbiorpadito» — yHi-
KaJIbHY iCTOpI0, 1[0 BMHMKAE 3 il rpaBLA. Y I1bO-
My cenci, “Half-Life” BukopucroBye MiHiManbHy
refiMIIeliHy CKIafoBy (anprepbiorpadino) i
3B’SI3yBaHHSA NOTY)XHUX €I30/jiB CIIeHAPHOTO Ha-
parusy. Hatomicts “The Elder Scrolls” po6uts crre-
HapHIIT HapaTuB (OCHOBHWII KBECT) JIILE OFHI€I0 3
6araTbOX OMIIiil, CTAB/IAYM B LIEHTP CaMe CTBOPEH-
Hs1 IpaBlieM BIacHoI anbTepbiorpadil.

[lle pami Jime eMEpreHTHICTb, AKY HOCIiTHUK
€. I0nb BM3HAYae AK NEPBUHHY irpOBY CTPYKTY-
Py, fie «Ipa BU3HAYAETbCA HEBEMMKONO KiMbKICTIO



IpaBUL, sKi KOMOIHYIOTBCS 1 TIOPOJPKYIOTb Benu-
Ky KibKicTh irpoBux Bapiamiit» (Juul, 2005, p. 73).
Knacuynnm npuknmagom € “Minecraft” (Mojang
Studios, 2011), me B3aeMOAiA NpPOCTMX IPABIUT
MO>K€ CTBOPIOBATY YHIKaJ/IbHi, He3aIl/TAHOBAHI pO3-
POOHMKaMM CUTYALI.

TakuM 4MHOM, 10O BBAXKATUCS EBOJIOLIIHOI0
bopMoI0 Kat-ClieHN, MOCTiTOBHICTD TOBMHHA 30€-
piratyt cBo NepBUHHY QYHKIi — O6yTU CBifoMO
3PEXICOBAHMM IHCTPYMEHTOM M/ aBTOPCHKOTO
IofjaHHsA HapatuBy (Hapauiewo). s dynkuia Big-
CYTHA fIK Y CUCTEMHMX CUMY/IALIAX, TaK 1 B eMep-
TeHTHMX ABUIIAX.

HIpyruit mifxif, MOKM pO3BMBAB KiHEMaTorpa-
¢iuHiCTD, IPaTHYB MOEXHATY NIACUBHY PELENTIBHY
MOZIeNb 3 AKTMBHOK NApTULMIATOPHOK YYaCTIO.
Hocmimxenna C. Kenra Big3Hauae KiHemarorpa-
biuni am6birii TBoprs “Metal Gear Solid” (Konami,
1998) Xineo Kopsimm, 1m0 BUABMINCA B TPUBAJINX
JieTaZlbHO 3PEXKICOBAHMX KaT-CIleHaX, fAKi BUKO-
PUCTOBYBA/IN IrpOBMIT PYIIil I CTBOPEHHA Ki-
Hemartorpadiunoro edekry (Kent, 2001, p. 364).
Posymitoun HeoOXifHICTh aKTUBHIIIOT B3aEMOfii Ta
pearyioun Ha KpUTHKY ITACHBHOCTI rpaBIs (1o cTa-
JIa IPeMeTOM aHali3y B 0ararbox ZOCTiKeHHSX,
sokpema Klevjer, 2002; Stang, 2019), pospobHuKu
II0Ya/Ii aKTMBHO BIIPOBA/PKYBATH €IEMEHTH iHTe-
pakTuBHOCTI. Mmiocs, 30kpeMa, PO BiipOIkeH-
Ha mexaniky Quick Time Events (QTE) Ta Haganua
HOBOTO KiHeMarorpaidHoro BuUMipy AianmoroBum
CUCTEMaM.

KynbmiHaniero migxopy f0 iHTepaKTMBHOI KiHe-
marorpadiuHocTi MoxkHa BBaxaru “Fahrenheit”
(Quantic Dream, 2005). Lleit mpo€eKT cTaB CBOE-
PIIHUM IIEPEOCMUCTIEHHAM KOHLEINIII «iHTepaK-
TUBHOTO KiHO» Ha HOBOMY TeXHOJIOTIYHOMY DiBHI.
3amicts FMV rpa Bukopucrosysana 3D-rpadiky B
pearbHOMY Yaci, IpoTe Ii AfPOM 3annIIanacs Kine-
MarorpadidHa posmoBifib. AHaJ3 1[bOTO IPOEKTY
CBif[4NTb, 11O BiH 3aIIPOIIOHYBAB I'PaBLEBi IOCTIll-
Hy iHTepakTMBHiCTh: QTE BuKopucToByBanucsa He
JILIE /1A HAlPY>KeHMX €KIIH-CIIeH, aje 11 /A Ho-
OyTOBUX Aiif, 1[0 TIOCUTIOBANIO iMepcilo, a YuCIeH-
Hi fianorosi Bubopu 6e3nocepeHbO BIUIMBAMN HA
po3BuToK ictopii (In. 8).

[Togansinoro posBUTKy 1 ifes Habyna B cepil
“Mass Effect” (BioWare, 2007). Tyt BaxxnmuBo pos-
pisusTI: caM iHTepdeiic BMOOPY pemik, «Komeco
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TiajIoTiB», € eJleMeHTOM TelIMIIIel0, a He KaT-Clle-
Hot. OfHAK iHHOBAIlifA MO/ATaNa B TOMY, IO Lieit
BIOip 3aITycKaB MOBHOLIHHY KiHeMaTorpadivHy Mi-
KPOCIIEHY, Jie T€pOI1, 3a/IeKHO BiJj pillleHHA IPaBlid,
MIT TIPOSIBUTY CIIBYYTTS 200 )KOPCTOKICTD, 1[0 CY-
IPOBOKYBA/IOCA BiJTIOBIHOI0 aHIMalli€el Ta pe-
aKljiero CIiBpO3MOBHUKIB. TakuM 4MHOM Kat-clie-
HII TI0Ya/)l BUKOHYBAT! HOBY OOMeXeHY areHTHY
(yHKIIiI0 — HaJlaHHs TPABLI0 BiTYyTTA BIUIMBY Ha
mofii.

Otxe, 3MiHa TeXHOJIOTiil J03BOMMNA TpaHCHOP-
MyBaTy (HOpMY iHTEPAKTMBHOrO KiHO: Bif Iacus-
HOTO IIEperAfy Bifle0 O IOCTIHOTO 3aayYeHHA
rpaBId B KiHemaTorpadiuny gito. Leit mepiog mpo-
JIEMOHCTPYBaB 3HayHe PiSHOMAHITTA IIXOMIB [0
iHTerpanii HapaTUBY, Je KaT-CLIeHU €BOMIOLiOHY-
Ba/l Bifl BiJOKpEMJIEHUX POIMKIB [0 OpPraHi4HOI
YaCTUHY TelIMIUIeI0 ab0 CKIHNX iHTePAaKTUBHIX
CUCTEM.

CydacHnil eTamn eBOJIOLII KaT-CLIeH XapaKTepu-
3Y€ThCs NPAarHEHHAM J10 IIMOOKOI iHTerparii Ha-
PaTUBY i1 iHTEPAKTUBHOCTI, 1JO CTa/I0 MOXK/IMBUM
3aBJIAKM PO3BUTKY KIIOYOBUX TeXHOOri. Kioyo-
BOI0O METOI0 PO3POOHVKIB Jiefasi yacTile cTae He
IPOCTO PO3IIOBiZb iCTOPIl, @ CTBOPEHHA YMOB /I
nocuneHHA edeKTy iMepcii Ta IPUCYTHOCTI.

BusHava/bHOX XapaKTePUCTUKOI [IbOTO HEpio-
J1y € MPOKe 3aCTOCYBAHHA TEXHOJIOTII 3aXOI/IEHHSA
nepdopmancy (performance capture), 1110 € eBoIIo-
niero motion capture. Bona mosBonsge ogHOYacHO
dikcyBaryt pyxu Tina, MiMiKy 0611945 Ta TONOC aK-
TOpa, 10 Hajla€ 3MOTy CTBOPIOBATH Ha/I3BMYAlIHO
peanicTUYHNX Ta eMOLIITHO MEPEKOHIMBIUX IIEPCO-
HaxiB. X04a BIVIMBOBOTO €MOLiifHOTO e(eKTy fo-
csiran it pawinre, sx-ot y “Silent Hill 2” (2001) 3aB-
KM MaJiCTepHiit pexucypi, performance capture
HaJlaB PO3POOHMKAM HOBMII iHCTpyMeHTapiil s
TiepeflaHHsA HIDAHCOBAHOI aKTOPCHKOI IPM.

AHanis Takux mpoekrtiB, Ak cepis “The Last
of Us” (Naughty Dog, 2013), neMOHCTpYe BUKOpPU-
CTaHHJ 1[i€l TeXHOIOTI ISl JOCATHEHHS HalIBUIIO-
ro piBHA fipamMaTusmy. Hanpuxiaz, y cieni cBapku
B OYIMHKY Ha PaH4O caMe BOHA J03BOJIAE Iepeia-
TV HANTOHLII HIOAHCK €MOLiil TepoiB 4epes3 Jiefib
IIOMITHI 3MiHM Yy Bupasi 06m44s Ta iHTOHAILIAX
ronocy. Lleit minxip peanisye ifero «6e31I0BHOI iH-
Terpalii reiiMIJIel0 Ta HAPATUBY», AKY BiI3HAYaI0Th
®. llporep Ta f. H. Ton (Schroter & Thon, 2014,
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C.41), o € OffHi€0 3 K/TIOYOBIX XapAKTEPUCTIUK CY-
JaCHOTO eTaIry.

Y “Red Dead Redemption 2” (Rockstar Games,
2018) 1A TeXHOMOTiA CIyTye [/IA CTBOPEHHA Bifl-
YyTTsA JKMBOTO CBIiTy 4Yepe3 TUCAYI peaniCTUYHUX
aHimaniit. HaBiTb y fianoro-opieHToBaHuX irpax,
ak-or “Baldurs Gate 3” (Larian Studios, 2023),
performance capture po6uTb po3mMoBM Oi/bII XKN-
BMMH Ta KiHemarorpadiunumu. BogHouac mpoek-
™ Ha KwranT Detroit: Become Human” (Quantic
Dream, 2018) eMOHCTPYIOTb, SIK TEXHOJIOTis IO-
€IHYETbCA 31 CKMAIHOK iHTepaKTyUBHiCTIO. HoBM3-
Ha TYT MO/IATA€ He B CaMill HAABHOCTI BUOOPY, a B
MaciuTabi Ta cKIagHoCTi po3rany>KeHHA: KaT-CLeHN
CTalOTh AVMHAMIYHMMM CTPYKTypaMiy, fie pillleHHA
rpaBL MOXYTb KapIHA/IbHO 3MiHIOBATH He JIMILe
HACTYIIHUI €IIi30f, a il L CrKeTHi /iHii. Pasom
3 TuM, aHanis npoekry “Cyberpunk 2077” (CD
Projekt Red, 2020) zemoHCTpye IOfaIbLINil PO3BY-
TOK ifiel iMepcUBHIIX, iHTErpOBAaHNMX KaT-CLieH: 6i/b-
LIICTD J{ia/IOTiB Ta CIXKETHNUX ClieH BinOyBaeTbcs 3
TIepCIeKTUBY Bif mepuIoi 0cobu, He IepepuBaydy
BiJYyTTA IIPUCYTHOCTI IPABLA B Ti/li IIepCOHaXA.

[HIIMM Ba)XIMBMM, X04Ya IOKY IO IIEPEBAXKHO
€KCIIEPMEHTA/IbHUM BEKTOPOM PO3BUTKY, € 3a-
crocyBanHs wryyHoro intenexkty (IUI). Tyt Bap-
TO YTOYHMUTH: JileTbcsA He mpo peaxtyBHuil I
IEePCOHAXIB, a TIPO BUKOPUCTAHHA IeHEPATUBHOTO
III st cTBOpeHHs caMoro KiHeMaTorpagitHOro
KOHTeHTY. Lleil mifXix BiIOBifjae 3aralbHUM TeH-
JIEHIIAM y MefiaBUpPOOHNIITBI, e, SIK 3a3HAYAIOTH
O. bespyuxo ra cniBaBTOpHM, «CTBOpEHHA 3D-MO-
nierneit, aHimari, crerjedexrtiB Moxxe 6yTH 3HAYHO
IPVCKOPEHE 3aBIAKN BUKOPYMCTAHHIO a/ITOPUTMIB,
AKi aBTOMAaTMYHO TeHEPYITb 00’€KTM abo pyxm
Ha OCHOBI 3ajjaHux napamerpis» (Bezruchko et al,,
2022, p. 169). HocmimkeHHA B 1ill ramysi, 30kpemMa
npaus 1. Eina Ta cmiBaropis (Evin et al., 2022)
npo incrpymenTapiit Cine-Al, geMOHCTpyIOTH 1O-
TEHLIJIHY MOKIMBICTb IPOLENYPHOI IeHepallil Ki-
Hemarorpadii. lle cBiunTh npo moreHuiitHy 3mMiny
B MajlOy THbOMY IIpOLieCi CTBOPEHHS: Bifi ITOBHICTIO
PYYHOI peXUCypu 10 KypyBaHHS Ta Ha/lalITyBaH-
H:A Al-3T€eHepOBaHOrO KOHTEHTY.

BopHovac BapTo 3a3HaYNTH, 1110 He B YCiX )KaHpax
<byH1<ui'1' KaT-CLieH 3a3Ha/My TaKUX KapAMHaIbHUX
3MiH. AHaji3 CBif4MTh, 0 B 0ArarboX JHIMHMX
1IyTepax Ta irpax-00iloBMKaX BOHV IPOJZOBXKYIOTh
BUKOHYBAaTU TPAaAMLINHY, YiTKO OKPECTIEHY POIb.

Tax, y cepii “Call of Duty” (Infinity Ward, 2003)

KaT-CIleH) BUKOHYIOTD IIEPEBAXKHO CTPYKTYPHY Ta

inpopmaTuBHy QyHKLI: c1yryoTs Ana 6pudin-

Iy Iepeq MicCiero, BBEIeHHA I'PaBlid B KOHTEKCT Ta

3B’A3YBAaHHA PO3PI3HEHNX PiBHIB Y €MHY CIOXKETHY

KaMIIaHil0. Y Takux BUIA/IKaX po3poOHMKI CBifo-

MO He IIPAarHyTb PO3MMBATH MEXY MDK IeiiMIle-

€M Ta HApaTMBHOKI BCTABKON0, BMKOPUCTOBYIOYN

KaT-CIIeH SK e(eKTUBHY «IIYHKTYalilo» B irpoBo-

MYy IIPOILIeC, 1110 03BOJIA€ TPABLEB] IIEPETIOYNTH Ta

BiTHAMITM MOTUBAIIIO 171 TIOJA/IbLINX [ill.
BuxoHaHmit aHami3 JeMOHCTPYe, MO KIIOYOBi

(yHKUii KaT-CIleH MOIMMOIOITHCA Ta IIePeoCMIC-

motoTbcA. HapatyBHa Ta emorniitna ¢yHKIii 1mo-

€IHYIOTbCS B EIVHY iMEpPCUBHY (YHKIII0, METO0

AKOI € MaKCUMaJIbHEe 3aHYPEHHA IPaBlisd Y CBIT Ta

icTopiro. BogHOYac y mpo€KTax 3i CK/IagHOK Bapi-

aTMBHICTI0 K/II0YOBOI CTA€ PO3LIMPEHA areHTHa

yHKIiA: Kar-ciieHa mepectae OyTu iHiHO0 i

CTa€ IVHAMIYHOKI CTPYKTYPOI, 10 pearye Ha BU-

6ip rpaBus, MepeTBOPIOIYM JIOTO Ha CIiBaBTOpa

YHiKa/IbHOI PO3IIOBIf.

BinmnoBifHO 10 AMHAMIYHOTO IPOLECY PO3BUTKY
KaT-CLeH, [ CTBOPEHHs KIacuQikallii BBaXXa€eTh-
CA IOLiIbHUM 6a3yBaTmc;{ Ha KiJIbKOX KITIOYOBUX
NpYHLMIIAX:

1. 3acrocoBano mpuHUMI icropuamy. OcCKimbKu
JOCTIKEHH [IEMOHCTPYIOTb IIPAMY 3a/IeX-
HICTh €BOJIOLI KaT-CIieH BiJi TeXHOIOTiYHOIO
IpOrpecy, nepiofusalis 3a KI0YOBUMM TEXHO-
JIOTIYHVMIY €TaIlaMM € JIOTIYHOK OCHOBOIO I
CTPYKTypu3amil.

2. BuKOpMCTOBYETbCA NPUMHLMII [JBOBMMiPHOTO
aHami3y, IO PO3MEXOBYE XapaKTePUCTUKIU
(dpopmanbHO-TexHiUHi BIACTMBOCTI) Ta QyHKIII
(mpusHadeHHA B HapaTyBi). Takuii ofin 103B0-
JISI€ YiTKO PO3MEXXYBATy GOPMY Ta 3MICT.

3. Kimo4yoBuMm € IpyHLUII BCTAHOBJIEHHSA NPUYMH-
HO-HACTTiIKOBUX 3B s3KiB. Kimacudikanis mae Ha
MeTi He ITPOCTO OINCATH, a IIPOJEMOHCTPYBATH,
AK TEBHI XapaKTEPUCTUKYM BMOXX/IMBIOBA/IN
BJMKOHAHHS KOHKPeTHNUX (YHKIIIL, i K KpuTHKa
IIEBHMX i3 HUX CTUMY/IIOBA/Ia MOJAJIbIINI PO3-
BUTOK.
3acTOCyBaHHA LMX INIPUHLMINB JO3BONAE IO-

OymyBaTH KOMIUIEKCHY Kaacuikaliio, mo Bigo-

Opaxkae eBOJMIOL[iI0 KaT-CLieH fK IIITICHOI cucTeMu

(In.9).
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In. 8. Fahrenheit (Indigo Prophecy, 2005).

ETan 3apog)KeHHna
1980-Ti
13 XapaKTepucTHKH @ Npuxnany
MikcensHxa rpadika Pac-Man (1980)
Dragon’s Lair (1983)

Ninfa Gaiden (1988)

O6mexeHa aHiMmauia

» lMepeeamHo NnacuBHI
©® OyHKuii

MapkysaHHa nporpecy
+ basoea ekcnosuuin

LemMoHcTpauin aHimayil

Enoxa 3D In-Engine

Kix. 90-x = 2010-7i

2 XapaKTepHCTHKH

¥ Mpuxknagm
leHepauyin B peansHoMy Half-Life (1998)
yaci )

Fahrenheit (2005)

IHTerpoBaHi KaT-CUueHu
) Mass Effect (2007-2021)
PoaranyXeHicTb CHOXeTy
® OyHKuiT
IMepCHEHICTL
IHTerpauin 3 reamnneem

Bnnue Ha posranymeHHa

B Enoxa FMV
1990-Ti
2 XapaKTepuMCTHKH ® Npragm
Pre-rendered sigeo
FMV/CGI TexHonorii

Final Fantasy Vil (1997)

Wing Commander IV (1996)
» [Macuexe cNOrnAgaHHA

© OyHKuil
* CxknagHa ekcnosuuin
* PO3BHTOK CHOMETY

« CreopeHHA atMochepu

Cy4acHum etan
Cep. 2010-x — poTenep
3 XapaKTepMCTHKH ® Npuknags

Performance Capture The Last of Us

rpauynnpua . Detroit: Become Human
IHTEPaKTUBHICTL (‘?DIS}

* Po3MUTTA MeX 3
re@Mnneem

©@ OyHKYiT

EMOUIRHWA pE30HaHC
Mpaeeub AK cnisasTop

HioaHCoBaHa aKTopchbKa
rpa

Knioyogi 3miHu B eBonouil

@ Bisyansha skicTs
Bin nikcenis go poropeanicTuyHoI rpadiku Ta

performance capture

2% HapaTtueHa rHyuKicTb

Big nivinHKMX CcroXeTIB A0 posranyXeHux iCTopin

Jp IuTepakTusHicTb

Big nacHeHOro cnornAfadHa A0 aKTUBHOI y4YacTi rpasus

@ Ewmouiitna rnubuna

Bia npocTux icTOpiA A0 CKNafHMX NepPCOHAMIB Ta ApaM

In. 9. Knacugpixauia xapakmepucmux ma Gynxuyiii kam-cuyeH.

SZOZ ‘06 9NSSI ‘dulelyn Jo ainynd




102

Kynbtypa Ykpainu, sunyck 90, 2025

3amponoHoBaHa eBOMIOLiHA Kmacudikalis €
CIpob0ol0 CHUCTeMAaTH3yBaTH NUHAMIYHMIL IIpoLieC
PO3SBUTKY KaT-CIIeH, IIPOJeMOHCTPYBABLIN B3aEMO-
3B’130K MDXK TEXHONOTiAMM, TEXHIYHNMM XapaKTe-
puctvkamu Ta GpyHKuiaMu. BogHouac cip BusHa-
TH, 110 Oyfb-sKe y3arajlbHeHHS Ta BCTAHOBJICHHS
YMOBHMX MeX MK Iepiofiamu, SIK y 11iit kmacudika-
11ii, HeMMHYYe MOXXe IPU3BOAUTH 10 TIEBHMX CIIPO-
1[eHb. [cTOpMYHMIT PO3BUTOK HE 3aBXX/V JIiHIHNI,
a elIeMEHTH Pi3HUX eIOX YacCTO CIBICHYIOTb i I0-
€IHYITbCS B TiOpupHi Gpopmu. Sk Hacminok, aeski
creny¢ivHi QyHKIII Ta XapaKTepUCTIKY, 0COOMN-
BO B HIilIEBUX >KaHpax ab0 eKCIepMMEeHTaTbHUX
IPO€EKTAX, MOI/IV 3a/IMILINTHACA 11033 YBaroK B Me-
KaX TaKOTIo IIMPOKOTO aHai3y.

[lns nofomanHA X 0OMeXXeHb Ta IOTINOTeHHA
PO3yMiHHA NTOJA/bIII JOCTIIXKEHHA BapTO CIIPAMY-
BaTy BiJj Makpo- 10 MiKpopiBHA. IlepcrieKTBHUM
HaNpAMOM € JIeTa/IbHUII aHa/i3 OKpeMUX KeJCiB:
KOHKPETHIX irop, cepiit abo >xanpis. Takuit mipxif
IO3BOMIUTD BOCIIANTH, AK CaMeé BOHM BUKOPUCTO-
BYIOTb, IOEHYIOTH 400 HABIiTh PYIIHYIOTb «TUIIOBI»
I7ISA CBOEI eTI0XM MOJIenTi KaT-cIieH. 1]e BMOXIMBUTD
CTBOpEHHsI Oi/IbILI IeTami30BaHUX Ta TOYHNUX TUIIO-
JIOTii y MaitOyTHbOMY, L]0 ¥ OKPECITIOE epCIeKTH-
B TIOZJa/IbIIVIX HAYKOBMX PO3BifIOK.

3acrocyBaHHs po3pobmenoi knacudikanii o
aHa/i3y KOHKPETHMX IIPOEKTIB [O3BONAE HAOY-
HO IPOJEMOHCTPYBATH 1i AHAMTUYHUI IIOTEH-
nian. PosraHemo mBa 3HakoBi keiicm — “Half-
Life” (Valve, 1998) ta “Death Stranding” (Kojima
Productions, 2019), mo npencraBnAoTh pisHi ¢i-
nocodii fuU3aitHy Kpisb NMpU3My 3alpOIOHOBAHOI
€BOJIIOLIITHOI CTPYKTY DI

Ananisyioun “Half-Life” B Mexax Hamroi ximacu-
dikamii, My BigHOCHMO ii 510 «Enoxu 3D In-Engine».
Ipa mpomoHye pajyKanbHy iHTEPIpPETALiI0 MOX-
JIMBOCTE} 1IbOTO €Tally, 3aMiHIOIYM TpajuLiliHi
KaT-CLIeH) TOBHICTIO IHTETPOBAHVMMU «CKPUIIKO-
BUMM TNOAiAMM». KMO4oBMMIM XapaKTepUCTUKaMU
€ 0e3LIOBHICTh Ta 30epeXXeHHs TePCIeKTUBY Bif|
nepuroi ocobu. Lleit mipxin Hajikpauie imoctpye
imepcuBHy QyHKIi0, O3HaYeHY B KIacuikaril:
rpaBelb IePeTBOPIOETCA 3 IIACUBHOIO I7IA1a4a Ha
akTuBHOroO cBigka moniin. Orxe, “Half-Life” Buko-
PUCTOBYE TEXHOOTIYHI MOX/IMBOCTI CBOTO €TaIry
[ TIOBHOI iHTerpal|il HapaTuBY B IeJIMILIEI.

Ha mnporusary npomy, “Death Stranding” e
ACKpPaBUM TIpeAcTaBHUKOM «Cy4acHOro eTamy»,
IO pO3BMBAE MapajurMy KiHeMarorpaiqHOCTi.
[i mominyroua xapakTepucTnKa — BUKOPUCTAHHS
TexHonmoril performance capture Jyis JOCATHEHHS
rineppeanicTuuHoCTi. Kar-cuieHn fOBri, AeTanbHO
3peXICOBaHi, 3 aKTVBHUM 3aCTOCYBaHHAM KiHe-
MatorpadidHIX IpUIOMiB, SK-0T MOHTaX. Sk mif-
kpecmoTh O. Kobim ta O. KomaunmHcbknii, Taki
IPUIIOMI [JO3BOJIAKTDh «BUK/INKATU TI€BHI eMOLiI»
(KoBm & Komaunucpkmit, 2023, ¢. 106). Baxmn-
BUM € TAaKOX 3aTy4eHHS IPOoQeciilHuX TonIiBya-
CbKUX aKTopiB. Ili XapaKTepuCTUKM peani3yloTb
nornuéneny eMmorifiHy GyHKIiI0: BOHM CTYIYIOTb
U1 PO3KPUTTA CKIAIHOTO CIOXKETY Ta CTBOPEHHSA
CIJIHOTO €MOLIIIHOTO Pe30HAHCY Yepes HI0AHCO-
BaHY aKTOPCBKY I'PY, YOI0 CK/IajHO JOCATTH iHIUN-
mu 3acobamu. Takum umHoMm, “Death Stranding”
BUKOPUCTOBYE Cy4acHi TEXHOJOTII /11 CTBOPEHHA
aBTOPCHKOTO KiHeMaTorpadiyHOTO BIC/IOB/IIOBAH-
HA BCepeuHi Ipu.

AHamis LuX KeliCiB Kpi3b IpU3My 3aIpONOHO-
BaHOI CTPYKTYpU JEMOHCTDPYE: HE ICHYE €[UHOTO
«IIPAaBUIBHOTO» CII0COOY BUKOPUCTAHHSA KaT-CIieH.
Bub6ip mix interpoBanum migxopom “Half-Life” Ta
kinemarorpagiuaum “Death Stranding” sanexutsb
Biff MeTM po3poOHuKiB. [lepmmit miaxin craButh y
IpiOpUTET MOCTINHY NPUCYTHICTD TPaBLA y CBITI
TPU Ta JIOrO areHTHICTb. Jpyruil TMMYacoBO Xep-
TBY€ areHTHICTIO 3apaji OCATHEHHA MaKCHMajlb-
HOTO €MOILIIIIHOTO BIIMBY Ta IepeflaHHA CKIaJHO-
T0, 3peXICcoBaHOro Hapatyusy. O6upBa migxomu €
PEe3YNbTaTUBHUMY ¥ BIUIMBOBUMI, 1O CBi4UTb:
B16ip hopmu Ta QyHKIUIN KaT-CLeH € He TEXHOJIO-
TiYHOI0 HeOOXifHICTIO, @ mepefyciM TBOpYMM pi-
IIEHHAM, 3yMOBJ/IEHVM HAPATUBHUMM LIIAMU PO3-
pOOHMKIB.

Bucnosku. IIposenene mocmifXeHHA HO3BO-
U0 CTBOPUTM €BOJIOLINHY Kmacudikaiio Kat-
ClieH, IO CTaja iHCTPYMEHTOM [JI BMABIEHHA
K/II0YOBMX 3aKOHOMipHOCTel iX po3BuTKy. IIpo-
CTEXXEHO €BOJIOLiI0 K/I0YOBMX BidyaNnbHMUX Ta TeX-
HOJIOTIYHVX XapaKTePUCTUK, 110 3aCBifyMIa IXHiN
IPAMUIL 3B’ 5A30K 13 TEXHONOTIYHMM HPOTPECOM —
Bif] MiKcenmbHOI rpadikyt 0 CY4acHOi TeXHONOrii
performance capture. [TapanensHo inenTrgikoBano
Ta CYCTEMATV30BAHO 3MiHY JOMIHYHOYMX HApaTVB-
HUX QYHKIIIV KaT-CIIeH Ha KOXXHOMY eTalli: BiJf CyTo



CTPYKTYPHUX i1 iHPOPMATUBHIUX [0 CK/IAHUX eMO-
Lii1HMX, IMEPCUBHIX Ta aTeHTHUX.

Kputuunnit aHanis, 3HificHeHNiT Ha OCHOBi po3-
pobrnenoi xmacudikarii, AeMOHCTpYe: eBOTIOLis
KaT-CLIeH € Pe3y/lbTaToOM AK TEXHONOTIYHOIO IIpo-
IPecCy, TaK i OCTIIHOTO AiaJIoTy 3 IIONepefHiMI M-
3ailHePCbKMMI pileHHAMN. BusiBieHo cTabinpHmit
BEKTOp PO3BUTKY Bijl i307bOBaHMX HAPaTUBHUX
BCTaBOK f10 iXHBOI ITMOOKOI iHTerpamuii B reim-
meit. [IpocTexyerbes Takox TpaHcdopmanis poni
rpaBLsA: Bijl ITACMBHOTO CIIOIIAfAYa IO aKTUBHOTO
y4acHMKA, 3[JaTHOTO BIIMBATY Ha XiJj IOl

HaykoBa HOBM3HA JOCTI/[)KEHHA MOIATAE B IIEP-
il B yKpaiHCbKOMY HAayKOBOMY AMCKYpCi crpo6i
KOMIIEKCHOI cucTeMaTu3anii QyHKIiit Ta XapakTe-
PUCTYK KaT-CILieH, POSIZIAHY TUX Y JMHAMILI IX icTO-
PUYHOTO PO3BUTKY. JallPOIIOHOBAHMIl MifXif, IO
pO3pisHA€E Hapallilo Ta CUMY/IALLI, JO3BOJIAE YiTKO
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KmacuikyBaTy TaKi CKIa/iHi SBUIIA, K iHTerpoBa-
Hi «CKpUIITOBI 1oflii». Ile 3a1I0BHI0E HAABHY Teope-
TUYHY IIPOTa/JMHY Ta IMPONOHYE CTPYKTYPOBaHMUIA
IHCTpyMeHTapiil /14 aHa/i3y KaT-CLeH.

Pesynpratu po6oTy BiKpMBAWOTh 3HAYHI Iep-
CIIEKTVBM [JI TOJAbIINX HAYKOBMX PO3BIIOK.
HajtakryanpHIlIVMMN HanpsAMaMy €: JOCTiPKEeHHA
CIIPUIHATTSA PiSHUX TUIIB KaT-CLeH YKPalHCbKUMU
rpaBLsAMY (peLienTuBHi CTYyAii); MOl KynbTy-
POTIOTiYHMII aHA/I3 BIZIMBY YKPAiHCHKOIO KOHTEK-
CTy Ha CTBOPEHH:A Ta JIOKA/i3aLlil0 KaT-CIeH; I0-
r7n6eHe BYBYEHH IHHOBALHNX GOpM, 30KpeMa
IEPCIeKTUB BUKOpUCTaHHA reHeparyusHoro III; a
TAKOX IOfja/bllle TOCTIKEHHA MEXi MDK aBTOp-
CbKOI0 Hapali€l0 Ta CUCTEMHOI0 CUMY/IALIEIO0 B iH-
TepaKTUBHMX CBiTax.
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I. A. Iaiidenxo. Y mouryKy onTUManbHUX MifX0miB
710 BMBYEHH: FapMOHii

Y crarTi posriAzaeTbea npobmemMa HU3bKOI pe3yib-
TATUBHOCTI BUBYEHH:A MY3MYHO-T€OPETUYHMX AMCIIM-
IVTiH Y BiTYMSHAHOMY HaBYa/JbHOMY IIPOLeCi, 30KpeMa
rapMoHii. BusABleHO, 10 3HAaYyHA YacTMHA CTY/IEHTIB,
AKa B)Ke NpOJIIIa HABYaHHA 1 CKJIaaa BIANOBifHI 3a-
KM, He MOXe IPAaKTUKyBaTu 3100yTi 3HaHHA. 3rifHO
3 JOCTiIXeHH:AM, OHI€I0 3 MPUYMH € BUKOPUCTaHHA
BUK/IIOYHO 3aCTapi/ioro TPajuiifiHOIO METOfQ; 3aCBO-
€HHS TIaTepHiB (YHKI[iOHATbHOI KIaCM4YHOI rapMoHii
depe3 pO3B’sI3aHHS 3aBJaHb HA FApPMOHI3alil0 Memoxii
abo bacy 3a meHuMu npasuwIamyu. HaBeeHo Kputuky
TAKOTO MiIXOAY BilOMUMI KOMIIO3UTOPAMH if CyJacHHU-
Mu focnifaukamu. [lokasaHo, o BiT4M3HAHA CUTYaLlid
YCK/IQ/IHIOEThCA OPakOM METOAMYHOI yKpaiHOMOBHOI
JTiTeparypu.

IIpoananisoBaHo HasABHi Cy4YacHi IiXOMY, IOKAa3aHO
iXHI0 MOX/IVBY IIepCIIeKTUBHICTb. Po3IAnyToO Ji 3ampo-
TIOHOBAHO [I/IA TIepeK/Iafly Ta BBefleHH:A Y BITIM3HAHMI
OCBITHIII TIpoIec AeKi/bKa anpoOOBAHUX IMiPYYHMKIB.
OsHayeHO NepCHeKTMBHI METOAMKM BMBYEHHA rapMo-
Hil, IOB’sI3aHi 3 MY3UYHMMI KOMIT OTEPHIMM T€XHOMO-
TiAMM Ta 3aCTOCYBAHHAM IITYYHOIO iHTENIEKTY.

KnrouoBi cnoBa: eapmonis, nioxoou 00 8usueHHs 2apmo-
Hil, pyHKUiOHATLHA 2APMOHIS, AKOPO060-1A0084 Meopis,
KOMN t1omepHi 3aco6u 2apmoHizauil.

L. Haidenko. In search of siutable approaches to the
study of harmony

The purpose of the article. Education in the Russian
Empire was significantly influenced by XIX century
German theoretical models, rendering it relatively
progressive for its time. However, the Soviet era imposed
intellectual isolation from Western academic discourse,
resulting in rigid, didactic textbooks that suppressed
critical inquiry. In the wake of disengaging from Soviet
and Russian sources, contemporary Ukrainian music
theory must address significant pedagogical gaps. This
study evaluates modern Western approaches to teaching
harmony, analyzing their strengths and limitations to
identify the most effective strategies for integration into
Ukraine’s music education framework.

The methodology. The research combines historical
and comparative analysis, critical evaluation, and Al-
assisted inquiry.

The results. Western theorists such as Heinrich
Schenker, Arnold Schoenberg, Olivier Messiaen,
and Paul Hindemith critiqued traditional harmony
instruction and introduced more creative, application-
oriented methodologies. Their innovations resonate
with similar concerns raised in China, where educators
increasingly adopt student-centered strategies to counter
disengagement from purely theoretical instruction (Yin,
2024).

Contemporary approaches are explored: the
traditional method, grounded in functional harmony
from the classical canon; the jazz-based approach,
emphasizing chord color and improvisation; and the
technological method, which leverages digital tools
and AI for real-time harmonic modeling. Experimental
techniques, including microtonal training and auditory-
perception models, further expand pedagogical options.

Despite isolated efforts such as Lemishko’s textbook
(Lemishko, 2007; Lemishko & Zavisko, 2010),
modern harmony instruction in Ukraine remains
underdeveloped. Many students struggle to bridge
theoretical concepts with creative practice — even within
an extensive 17-year training framework. In contrast,
Western institutions achieve comparable outcomes in
shorter timeframes due to clearer objectives and better
resources.

The practical significance. The study offers the
translation and adaptation of key Western textbooks,
such as Piston’s Harmony and Nettles and Graf’s Chord-
Scale Theory and Jazz Harmony, alongside integrating
technological innovations like Scaler 3. These steps,
supported by ongoing research and international
collaboration, will help modernize harmony instruction
and enhance Ukraine’s academic and creative potential
in music education.

Keywords: harmony, harmony teaching methods,
functional harmony, chord-scale theory, digital tools for
harmonization.

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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AkTyanbHicTh TeMu pocimimkenHd. CyuyacHa
BITYM3HAHA MY3MYHA OCBiTa Ma€ 3HauyHe Teope-
TIYHe HifTPYHTS, HAKOIMYeHe Ta anpoOoBaHe 3a
IiBTOPACTO/MITHII Tepiof; POCICHKOI IMIIEPCHKOI,
PAIAHCHKOI 11 BITYMSHAHOI MY3MYHO-TEOPETUYIHOI
TpajuLil BUKIaJaHHA My3YHO-TeOPETUYHMX JIVC-
LMIUTH i rapMoHii 3okpema. L5 Tpapuiiis 6epe mo-
YaTOK Y €BPOIENICHbKiit My3nyHiit mpaktuii XIX cr.
[i kopeni cmig urykarm, mepeBaxkHO, y HiMeIbKilt
MY3UYHIil TeOpii, 3BIKM 3aI03MIyBaINCA MOHAT-
T4, TEPMiHU Ta METOLO/OTiA. B yMOBax BiICyTHOCTI
BJTACHOI PO3BMHYTOI HayKOBOi 6asy B POCIIChKilt
imMIiepil 3amo3M4YeHHs 3axiflHUX KOHLEIIiJl Ta I10-
HATb OY70 LiTKOM 3pO3yMinuM i BUITpaBaHMM.
[IpoMy crnpyAnM [JOBOM PO3BUHYTI MiKHApOAHI
KOHTAKTH, 3HAHHA iIHO3€MHMX MOB apUCTOKPATI€E0,
HaBYaHHA JeAKUX BITYMSHAHMX MY3VMKaHTIB y €B-
pomi Ta po60Ta y BeMMKMX MicTax imMnepii eBpomneii-
CbKVX My3MKaHTiB. CaMe B 1leli iepiof, i3 cepeauHn
XIX cr. i o moyatky XX CT., 3 ABIAETbCA HEMAIIO
BOX/IMBUX TEOPETUYHNUX JOCH/DKEHb, [0 YTBO-
peHHA AKMX IPUYETHI BifoMi KoMrosuTopyu. Bonn
CTBOPWIN TiPYYHUKY J1 TTOCIOHWKY, 10 Oymu pe-
3y/IbTATOM TBOPYOIO ONpAILIOBAHHA 3aXiHUX J0-
CATHEHb 1 BJIACHOTO KOMIIO3UTOPCHKOIO IOCBIY.
LIi posBiKM 3TOOM BTPATU/IM CBOI METOAMYHY
aKTYaJIbHICTD, aJie I0Ci MalTh ICTOPMYHY L[iHHICTb
AK JOKYMEHTH CBOEI eIOXM.

Y papAHCHKMIT IIepiof TpuBaNIl Yac Aidna Iomi-
TIKA TI0Ka30BOI 130741l BiJl HAYKOBUX 1 KY/IbTYyp-
HIX KOHTAKTiB i3 3axogoM. Came Topi 6y Hammca-
Hi 3HalIOMi BCiM, XTO BUMBCS MYSULIi B MUHYI Yacu,
HiIPYYHMKN 3 MY3UYHO-TEOPETUYHMX AMCIMILIIH.
[x cTBOpIOBaMM BXe He KOMIIOSUTOPH, & TEOPETH-
KII-MY3MKO3HaBIi B YMOBaX Bi[JICYyTHOCTI BiIbHOTO
JIOCTYIIy /10 aKTYa/bHOI Ha TOil 4ac CBiTOBOI My-
3UYHO-TEOPETUYHOI JIITEpaTypyu ¥ 3araabHOI IO-
nmiTnyHOi atMocdepyt 60pOTHOM 3 «HM3BKOMIOK/IOH-
cTBOM Iepef; 3axozioM». ToMy uMCTIeHH] pafiaHChKi
iPYYHNKIY Ta MOCIOHNMKY Y CBOIif 6inbIIOCT] HIHI
MalOTh CYMHIBHY METOAMYHY LiHHICTb: XapaKTe-
PUSYIOTbCA 3ai1BOX0 AMJAKTUYHICTIO Ta CXOMACTIY-
HOI0 HayKOIOZiOHICTIO, @ TOJIOBHE — He CIIPUAITH
PO3BUTKY KPUTUYHOTO MIUCTIEHHS, 03 SKOro He-
MO>/IVBa CIIpaBXHsA TBOpYicTh. L]i Bagu 0cobmiBo
IIOMITHI IIpY TOPIBHAHHI TUX KHUT Ta iPyYHUKIB,
3a axumy Bummch y CPCP, 3 niTeparyporo, Ha AKiit
BUM/IVCD 1 BYaThCA 3aXiJHi CTYIEHTH.

IlocranoBka mpoOmemu. Termep, kom1 pajstH-
CbKa Ta pOCIiiiCbKa JliTepaTypa B pe3y/nbTari pociil-
CBKOI arpecil 1{i/IkoM CIpaBeIBO Mepectana 6yTu
iHpopmanuiltHuM /KepenoM, a BiTYM3HAHA Teope-
TUYHA YMKa JIAILE IOYNHAE 3aII0BHIOBATH JTAKYHY
MY3JMYHO-TE€OPeTUYHOI 0asy, JOLIIbHO PO3IIIIHY-
TV HasABHI IiIXOAM [0 BUKIAJaHHA TEOPETUYHUX
IVCLMITIH Y 3aXifHUX KpaiHax, AKi Moy 6 cTatn
UiHHVMM HagOaHHAM i [U1d Hac.

AHami3 ocCTaHHIX JOCTiKeHb i MyOmiKamjiii.
3a OCTaHHi JBa fecATUPIYYA Y BITUU3HAHOMY MY-
3UYHO-TEOPETUYHOMY IIPOCTOPI, AKIIO PO3IIA-
HYTU pe3yIbTaTu aHalisy iHpopMmauiiHux 6as3
3a KIOYOBUMIM cloBamy (BukopucToBysascs IIII
Copilot Bix Microsoft i3 mpomrom harmony teaching
methods. — 1. T.), mpo61eMa IOIIyKy ONTUMATbHUX
iAXO/iB 10 BUBYEHHA FAPMOHII IIOKM 11je He Bif4y-
BAa€TbCA FOCTPO AKTyaIbHOK. MOXINBO, came UM
TOSICHIOETBCS OpaK CY4acCHUX YKPaiHCBKMX JOCTi-
JDKEHD Ha 1110 TeMY.

Y kpainax 3axopy MifKpinieHa IIPaKTUKOK CY-
YacHa MY3NYHO-TEOPETNYHA JyMKa IlepebyBae B
OesnepepBHOMY IOIIYKY a/lbTepPHATMBHUX IIiIXO-
JiB, SKi HUHI Ha6yBa10Tb IIIPOKOTO 3aCTOCYBAH-
HA B OCBITHIX IIporpaMax 3aXijHUX yHiBepCUTETIB,
aKyMY/TIOITBCS B IPOQeCiiiHIX My3UYHIX KOMIT 10-
TepHIX IIPOrpaMax, eleKTPOHHOMY KOMIT 0Tepy30-
BaHOMY My3MYHOMY O6/IafHaHi.

OpHak HOBI MiXOAM NOYMHAITH AKTMBHO MIy-
KaTy i B cTpiMKo eBomonionylodomy Kurai (Yin,
2024). [locmifHWK CIpaBefIMBO 3a3HAYAE, IO
BMKOPUCTaHHA BUKIIOYHO TPaJMIIiHOTO METO-
Iy HaBYaHHA TApMOHII, AKMIl 1 JOCI Hajae MiLHY
TeOpeTUYHy 0as3y, MoXke IPU3BOAUTU JO BTPATU
3a/ly4eHOCTI CTY[AEHTIB Ta aKTYaJbHOCTI [/Id IX-
HBOTO MY3MYHOTO JOCBify. YHACTIIOK 1[bOTO, 100
3pOOVTH BUK/TAJJaHHS TapMOHIi 61/1bII JOCTYIHUM
i 3MiCTOBHIM, KUTAICHKIi IeIaroru fefai Jacrilie
BUMYLIEH] 3BepPTATUCA [0 IHHOBALIMHNUX 1 OPI€H-
TOBAHMX Ha CTY/IEHTA NeJarOriYHMX METO/IB.

Ha »anb, y cydaciit Ykpaini icHye mpobnema
3 HasBHICTIO CyYacHVX IiJIXOMiB, Biff0OpasKeHNX Y
BiJIIIOBIIHMX MifJpy4YHMKaX 3 rapMoHii. IIpoTe Taki
npani, Ak migpyyauk M. M. Jlemimka (Jlemimxo,
2007; Jleminko & 3aBicpko, 2010), € opHiero 3 Tep-
WX CIpob 3aMOBHUTYM O3HAYeHY JaKkyHy. Brim
IpaKTHKa 3aCBiUNIa, {0 OFHOTO JIOTO 3aMasIo I/



SIKICHOTO HaBYaHHJ, OTpPiOHA Mofjanbiia poboTa 3i
CTBOPEHH BITYM3HAHOI METOAMYHOI JIiTEPATYPUL.

Merta cTaTTi — pO3IIAHYTHU Ta IIPOAHAII3yBaTH
CyYacHi IiXoau 0 BMBYEHHA TapMOHIi B 3aXi/Hii
MY3UYHil OCBITi, BUABUTY IXHI MOXX/IMBI IlepeBaru
it Bajut, 106 06patyt pallioHanbHMIT MeTOT abo Me-
TOAM HaBYAHHA [/I BITYM3HAHOTO CTYEHTCTBA.

Metopomnorig. Ilim yac HanmucaHHA CTaTTi BU-
KOPMCTAHO ICTOPMYHMII Ta CUCTEMHMIT IiJXO[Mu,
MeTOJ, KPUTMYHOTO aHami3y iHdopmarii, komma-
PAaTMBHUII METOJ, METOJ, TIOLIYKY Ta aHa/Ii3y 3aco-
6aMy LITYYHOTO IHTENMEKTY, METOJ| y3arabHeHHA I
OIiHIOBaHHS.

Buknmajg ocHOBHOro Marepiamy AOCTif[KeHHS.
Kputyka 4MHHNX TiXOAIB 10 BUK/Ia[JAHHA My3Uy-
HO-TEOPETUYHMX JUCHMIUIIH Ma€ YCTaNeHy Tpaju-
11i10 B 3aXifHiil My3uuHilt Hayni Ta KynbTypi. Oco-
6/MBO penbeHO 1ie IPOSABIAETHCA B TEOPETUYHUX
po6oTax KOMIO3UTOPiB-NIPAaKTHKIB, Jie aKI[eHTY-
€TbCS HU3bKa eeKTUBHICTD MPaouyiiinozo METORY
BUBYEHHA MY3MYHOI TEOPII Ta FapMOHII 30KpeMa.

Tax I'enpix Illenxep 3ragye BIacHUIt OCBiJ HaB-
YaHHA rapMoHii B AHTOHa bpykHepa, Bifomoro aB-
CTpifiCBKOTO KOMIIO3UTOpA Ta OpraHicTa, sAKuit 6yB
yuHeM CyuMoHa 3exTepa, IPOBIIHOTO TeOpeTuKa
y Bigni mepmoi nonosuan XIX cromirra. 3rifHo
i3 cucremoro rapmoHii 3extepa, bpykHep i Bukia-
JlaB, IIPOTE, TIONPU CBiil KOMIIO3UTOPCHKMIT JOCBif,
CTaBUBCS JI0 CBOET IeAIaroriyHoi porti 6e3 TBOp4oro
ocMucrenns. IlleHkep xapakTepyusye Te HaBYaHHA
rapMOHii K 3aCBOEHHA HE3PO3yMIINX IIPaBUI i BU-
KOHaHHs ManoKopucHyX 3aBpaHb (Shenker, 1968,
p. 175). Leit daxr 6iorpadii crioHyKaB My3uKaHTa
3rOIOM CTBOPUTY BJIACHUII MiPYyYHVUK HA OCHOBI
CHCTEMHOTO HAayKOBOTO IIiJXOMy, a TONIOBHE, 3 Ha-
LiTeHICTIO Ha IPAKTUYHY KOPUCTD /LA MaitOy THbOI
TBOPYOI POOOTHL.

Apuonbz Illen6epr y cBoiit panHiit mpaui «Teopis
TapMOHII: ifPYYHMK /1 BUK/Iaa4iB Ta CTY/IEHTiB»
KPUTUKYE HaABHI METOAM BVK/IAJAaHHA TapMOHII,
30KpeMa 3aBJaHHs Ha rapMoHisalil 6aca, Mero-
Ziil Ta XOpasIiB, OCKIJIbKYM BBa)KaB iX TaKMM, 110 He
CIPMAITh PO3BUTKY BIACHOTO KOMIIO3UTOPCHKO-
ro CTWIO YYHS, i 10 jmire o6fapoBaHi CTyfeHTH
MOXYTb 0e3IevHo ISt cebe MPONITH TaKe HaBYaH-
HA (Schoenberg, 1983, pp. 13-17). Yepes 30 poxis,
YK€ BUK/IAJJalouM /11 aMePUKAHChKMX CTYAEHTIB y
CIIA, Illen6epr, posBuBaouy BIacHi ifei, cTBoproe
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1le OfVH IifIPYYHMK, fie aKLeHTye Ha CTPYKTYpy-
1ourx QyHK1iax rapmonii (Schoenberg, 1969). Yxe

3 Ha3BM 3pO3YMLJIO, 110 MeTa LIbOTO MifPyYHMKA —
HaJaTU CTYZIeHTaM CIoci0 HabyTu BIacHOTO Bifj-
9yTTS AMHAMIKM PO3BUTKY TapMOHIYHOI HaKTypuL.
CK/1aiHO OLiHNTY IPAKTMYHY METOAMYHY L{iHHICTh
1ux pobiT i3 cydacHMX MO3MIii, aje aHTUZOrMa-
TUYHUIT HAro/0C i KpeaTuBHA HAL[/IEHICTh TEKCTiB
[llen6epra 6esnepeyHO aKTyasbHi i1 HIHI.

Cy0niMariis BIacHOTO He3aJJOBO/IEHHs MIKOMAP-
CbKIM JIOCBIi/JOM HEpPIZIKO IPUBOAN/IA 10 3aHYPEH-
HA B [JOCHDKEHHS HPOOTEMaTVMKY TapMOHIl K
crocoby oprasisariii 3ByKoBOTO NpOCTOPY i iH-
VMY BifoMuMu KommosuTtopamu. Hassemo Teo-
peruuHi mpari Onis’e Mecciana, [Tayns Tinpewmira.
Cepey yKpaiHCBKIX aBTOPIB y IIbOMY KOHTEKCTi He
MOXXHA He 3rafjaTy JyicepTaliliiHe JOCIPKEHHA 1
MoHorpadiro Mupocnasa Ckopuxa.

Bkasani pobotu 00’efHYyHOTb TONEMivyHE Ha-
IIOBHEHHA Ta TBOPYA HallijieHicTb. BriM BOHU He
NPETEHAYITb Ha pO/b HiPYYHUKIB, AKI MOXHA
6y/10 6 BUKOPUCTOBYBATH /ISl BYBYEHHS FapMOHii
31 CTyJleHTaM)l HETEOPETUYHUX MY3UYHUX CIIElli-
a/IbHOCTEI.

AHayi3 BNacHOTo JOCBiZy po6OTH 3i CTYeHTaMu
MY3UYHUX CTIeL[ia/IbHOCTEN CBIJYUTD IIPO IepeBax-
HY Oi/IBIIICTD HECTPOMOXKHYX BUKOPMCTOBYBATH Ha
IPAKTUI 3700yTi HA TEOPETUYHNX KypCaX 3HAHHSL.
IIpocre 3aBmaHHA: CTBOPUTU BIACHY HECTaHJAPT-
HY TapMOHIYHY MOCTi/JOBHICTb, fIKa MOI7a 6 CTaTH
OCHOBOI JI7IA MY3MYHOTO TBOPY 1 TPAMOTHO MEJIO-
IU3YBATH il, A7 611bIIOCTI CTYAeHTIB 6akamaBpary
BYAB/IAETHCA HAITO CKIAJHUM [/ BUKOHAHHA.

3Bific¥ BMHVKA€ HACTYIIHE NUTAHHA: 9, MOXE,
IPMYMHA [IbOTO KPUETHCA B HEJOCTATHbOMY TEPMi-
Hi npodeciitHoi ocBiTI?

CrpobyemMo mopaxyBaTy CTPOK IiATOTOBKM BiT-
YM3HAHOTO MY3MKAHTA: MYy3M4Ha INKO/MA 3aliMae
ciM pokiB; cepenHs mpodeciitHa ocBiTa, 6e3 Ko,
3TiIHO 13 YMHHUMM CTaHJAPTAMM, HMHI HEMOXK/IN-
BO BCTYIATH [0 MY3MYHOI aKajeMil — Iie YOTUpH,
GakamaBpaT — 4OTHPH, MaricTparypa — fBa. Pa-
30M MaeMo 17 pokiB npodeciiiHoi miroTOBKY Ipu
IIOBHOMY Jlep)kKaBHOMY (iHaHCYBaHHi, IO, MOX-
JIUBO, i 3aHafTO Garato. Y TOIl Xe Yac y 3aXijHUX
MYSMYHUX 3aKIaflaXx CTYHEHTM BCTUTAIOTH 3J10-
OyTH SIKICHY OCBITY 3a LIICTb POKiB y IPMBATHMUX
3aK/Iajiax i MOTiM YCIIIIHO IpalfoBaTy 3a (haxom.
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KopoTkuit TepmiH mOsCHIOETbCS 6araTbMa (akTo-
pamu, sKi 3apas po3rAzaTy He OyneMo. Ase € iBa
K/IIOYOBMX — 4YiTKa IpodeciiiHa MeTa HaBYaHHS Ta
HasBHICTb anpOOOBAaHOTO METOAMYHOTrO 3abesme-
YeHHS — IOCIOHVKIB, MiIPyYHUKIB.

PosrnaneMo B 11bOMY KOHTEKCTI MOXK/IMBI Cy4ac-
Hi IiAX0AM 1O BMBYEHH TapMOHIi:

— mpaduyitinuil mipxin. Bin 6asyerbcsa Ha po-
3yMiHHi TapMOHil sK QYHKI[iOHa/lbHOI CUCTeMN
B32€MOJIii aKOPHOBMX IOCIiJOBHOCTEN, BIACTUBIN
K/IaCUYHiil My3suLi. MaTepiazoM [y1 rapMOHIYHOTO
aHaJ3y € TBOPU KOMIIO3UTOPiB-K/IACUKiB, AKi f10-
CIPKYIOTBCA Ha MPESMET BUABIEHHSA JIOTIKM I10-
OymoBM TapMOHIMHNX CTPYKTYp Ta ix poni y dop-
MOYTBOP€HHi. 3a pe3y/bTaToOM aHa/li3y KIaCUYHUX
TBOPIiB BUBOJATHCA BYCHOBKU ILJOZ0 HATY)KMBaHi-
LIMX IPYHIUIIB M00Yy70BY OKpeMux ronocis. Ile-
peBaKHa OLIBIIICTD CyYacHMX MiAPYYHMKIB i ImO-
IIPEHNX B aKaJieMiuHiil My3UYHIil OCBITi METOUK
TIOB’sA3aHi caMe 3 TakuM TifxonoM. EdexruBHicTh
JIOTO CITifl BUSHAYUTY IIOCEPENHDOI0, OCKIIbKY 3HAH-
HA KIacH4HOI rapMoHii y cdepi cydacHoi Mysuku
BaX/IMBE, ajIe MA€ 3aMaJI0 IIPAKTUYHOTO CEHCY;

— Oxcasosuti miaxix. OCKiNbKY B PKA30Biil My-
31i FapMOHIA IIpefiCTaB/IeHa NIePeBAKHO aKOpJa-
MU 3 Ki/IbKIiCTIO 3BYKiB Oi/bIlle TPbOX, POJb TAXKIHb
i GpyHKIIi cTae MeHII 3HAYHO0, @ Ha MepIINIi I/IaH
BUCTYIIA€ KOJIOPYMCTHKA 3BYYaHHA aKOPJiB Ta Ja-
niB. TyT BUBYAIOTh aKOPHOBI CUMBOMIY, IPYHIIUIIN
BIJITIOBIZIHOCTI /1a/liB Ta aKOPAiB, ONIEPYIOTH OHAT-
TAMY TPUTOHOBOI 3aMiHM, CIIOCOOaMu Teperapmo-
Hisanii. JI/4 TaKoro MeTOfy XapaKTepHi rapMOHiy-
HUIT Ta CTPYKTYPHMIT aHAII3 PKA30BMX CTAaHAPTIB
1 IMMpOKe 3aCTOCYBAHHA IMIPOBi3allii. Y mypuiomy
CEHCl, BK/IIOYa4y He JMIIE JPKA30BY CTUMICTUKY,
1eil MiAXiT MOXKHA OXapaKTepusyBaTy SIK axopoo-
80-71a008ULi METOJ, 3TiTHO 3 SIKMM aKIeHTYEThCS Ha
HeqyHKUiOHAbHITI TAPMOHIIHO-/TAZ0Bill (akTypi
13 3aCTOCYBaHHAM IIPUITOMIB MOJAIbHIX 3aMiH, 110
IIVPOKO BUKOPUCTOBYETbCA B [EAKMX HaIpsAMax
CY4YacHOI aKafieMiuHOI My3MKI, KIHOMYSUIIi, IIOM-,
pok- Ta dompkmysuni. Iligxig cnig BusHaTH mep-
CIIeKTVMBHUM i JOCTaTHBO e(eKTMBHUM JIsl Mifiro-
TOBKJ MY3MKAHTIB Pi3HIX HAIIPAMIB;

— CYYaCHUI mMexHon02iyHyti TIXif] i3 3aCTOCy-
BAHHAM MY3MYHMX KOMIT IOT€PHUX TEXHOJIOTIIL.
Tyr MoxnuBO omepyBaTy rapMOHIYHMMM MOJe-
NAMU B PealbHOMY 4Yaci, OFHOYACHO BUBYAYN

IX MOX/IMBOCTI i1 3aCTOCOBYIOYM B IIPAKTUYHIN
mwiomyHi. Ileit acrext motpebye BigmoBigHOrO He-
JieIeBoro o6/MafHaHHA I KOMITI0TEPHOI IpaMoT-
HocTi. X04a 710r0 eheKTUBHICTD Ije TepeBips€eTh-
sl Ha TIPaKTUL, ajle TIepCIeKTUBHICTb, 0COOMMBO
npy 060B’A3K0BOMY MifKmodeHHi TexHoorii [1I1 B
Majiby THbOMY, HEMOK/IMBO 3aIlePeIUTIL.

Cnipx BKa3aTu Ha iCHyBaHHA I1je IeKi/TbKOX ITifIX0-
MiB HETPAAMLIIHOTO Ta EKCIIEPUMEHTA/IbHOTO IITH-
0y. Lle, HaNIpUKIa, METON C7IYX06020 CNPUTHAMMS
2apmoii, 3TiHO 3 SAKUM Oe3NocepeHilt CTyX0oBuit
aHaji3 y HaBYa/bHOMY IIPOLECi Ma€ IIPiOpUTET
Tepes; YCBiJOMIEHHAM TEOPETUYHMX y3arajJbHEHb.
[l cyyacHOI akafieMiqHOI My3UKM aKTYalbHUM €
BUBYEHHS MiKPOMOHA/IbHOT TAPMOHIi, nosiakopoosoi
TapMOHil, BUKOPUCTAHHA CNEKMPATIbHUX MEXHIK.

Ha >xanp, Hami BUKIafayi 1e He MalOTh JIOCTAT-
HbOI Ki/TbKOCTi yKPaiHOMOBHMX IIPYMipHIUKIB METO-
IVYHOI TiTepaTypy, sika 6 po3KpyBania 1ii MAXoau,
OTKe, NepeKajl AKICHUX iHO3eMHMX MiJpYYHMKIB
Mir 61 cTaTy OLIbHYIM.

[lani posrnAHeMo, AKUM KpUTEPiAM Ma€ BifIo-
BiaTy MeTOfMYHe 3a0e3le4eHHA I BiIHOCHO
IIBUJKOTO i AKICHOTO 3aCBOEHHA rapMmoHii. OTxe,
CYYaCHMI MIIPYYHMK MAE:

1. basyBsarucp Ha OCHOBI NPUPOJZHUYMX HAYK,
HajJaBaTy OOIPYHTOBaHe, aje 3pO3yMine A He-
¢axiBI[iB TIOACHEHHS aKyCTUYHOI IPUPOANU 3BYKY,
(isMYHMX BIACTMBOCTEN 3BYKOBOI XBIII 3 rapMo-
HIYHUMI CKIaJJOBUMMY, Bifi AKMX ITOXOJUTH MOX-
NMBICTb TAPMOHINMHMX 3BYKOBMX CIIONyYeHb, IO
CIIPUIIMAETBCS CTyXadeM fAK eCTeTUYHUil (eHo-
MeH. Ile no6pe posymis me [yro Pimaun. I 30Bcim
He 3aiBVM JJIA MYSMKAHTIB 3HaTU I PO3YMiTH,
IJ0 KOHCOHAHC — Il CITiBBiHOILIEHHs YaCTOT, sIKe
MOKHa BMPAsUTH MpocTuM fpobom: 1/2(okrasa),
3/2 (xBinTa), 6/5 (Benuxka Tepuis). 3a Li€k 10rikoio,
BE/MMKA CEKYHJ]a 3i CIiBBifHOmIEHHAM 9/8 — Tex
KOHCOHYIOUMIT IHTEPBAJI, @ TAKOXX MOXK/IMBICTb He-
TEPIIOBUMX TapPMOHIYHMX CHiBBiHOIIEHb. KoHco-
HYI04i iHTEpBa/IM YTBOPIOITb 3BYKOBI PE30HAHCH,
30aravyioTbCs JOLATKOBMM CIIEKTPOM i3 TapMOHIK.
A 0T [MCOHAHC BYHMKA€E NIpU NOENHAHHI XBUb 3i
CK/IAJHUMM YMC/IOBUMY CIIiBBiJHOIIEHHAMM, SKi HE
YTBOPIOIOTH PE30HAHCIB 1 TOMY — He «3ByYaTb.

2. He noBuHeH 6yTu 36ipkor0 HeOOIPyHTOBAHNX
npaBui i HemosicHeHuX o6MexeHb. Crapi KHUTH
HEpifIKO HEKPUTUYHO AKYMYMIOBAIM €CTETUKY



KIaCMYHOI MY3MKJM, KA XapaKTepu3yBajach, Ha-
NPUK/IAJ,, YHUKHEHHAM IIeBHUX eleMeHTiB (akTy-
Py, Ha KIITaAT BUKOPUCTAHHA MApa/IeNbHNX KBiHT
Ta OKTaB, a00 HEINPUIYCTUMICTIO HOMOXKEHHS Cy-
OmoMiHAHTK Iic/id mOMiHaHTH. AJie Ti, XTO HaBya-
€TbCA 3apa3 i mparoBaTyMe 3aBTpPa, MOTPeOYIOTh
He CTUIBKM 3aCcBOEHHA CQOPMOBAHNUX IIPaBUTI,
CKIIbKM DPO3YMIHHA DISHOMAHITTA IIOTEHILIIHIUX
MOXK/IMBOCTeIl. A Taka MeTa IOTPeOYe BIIbHOTO i
TBOPYOTO CTU/IIO BUK/IA/IEHHA MaTepiany i aKleH-
Tyallil Ha YCBIJOM/IEHHA MOXK/IMBOI IIIHHOCTI 3HaHb
UL IPaKTUYHOIL JiA/IbHOCTI.

3. BukopucToByBatu MiXKHapOJHY T€pPMiHOMO-
Tilo, AKa MOXKe JOBOJI CYTTEBO Bifjpi3HATNCA Bif
3BMYHOI. Hampuxiaj: B aHIZIOMOBHOMY CBiTi Tep-
MiH napanenvHi MoHAnbHOCMI O3HAYAE TOHAIb-
HOCTI 31 CIIIZIBHUM OCHOBHMM TOHOM, «TOHIiKOI0»,
a MaXOpPHI Ta MiHOPHi TOHa/IbHOCTI 3 OJJHAKOBOIO
KIZIBKICTIO K/TIOYOBMX 3HAKiB HAsMBAIOTh CHOPi0-
Henumu. Ha mepumit mornsag, ue mpiOHmus, ame
TaKa TEPMIiHOJIOTiA Befie JO PO3YMIHHA XYJOXKHIX
MOXX/MBOCTEI BIIBHOTO OINEPYBAHHA Iapasenb-
HOI0 aKOPJiKOI0, TPOBA/KEHHA MOJA/IbHIX 3aMiH,
TOLLO.

4. BignosigaTy Cy4acHUM METOAMYHIM BUMOTaM
i 6yTu mo36aBIeHNM 3acTapinux HefoMiKiB. 3Hay-
HUM MeTOAMYHMM HeJO/IiKOM 3HalOMOT'0 HaM KJjla-
CMYHOTO METOMY BUK/IaJlaHHA TapMOHiI € aKIeHTy-
aIlis Ha 3aBJAHHSAX 3 rapMOHi3allii Menozii abo 6acy
B MeXax 3aBjaHol purMikn. lle cripaBemnBo Kpu-
TikyBas me A. lllen6epr (Schoenberg, 1983, p. 14),
HOACHIOIYY, 110 CKIAJHO CIIOAIBATHCA HA PO3BU-
TOK TapMOHIYHOTO Bif4yTTA B Pe3y/IbTaTi BUKOHAH-
HA 3aBJJaHb, 03 IOCTYIIOBOTO PO3BUTKY BIACHOTO
rapMOHIYHOTO CTHJIIO TIOYMHAIOYM Biff CIpo6 Bifb-
HOi rapMoHi3anil HeBemmkyx ¢pas. MoxHa 1moro-
mTuch i3 [llen6eproM i o710 KPUTUKY HAaB I3aHNUX
CTyZIeHTaM Lie mifipy4HuKoM E. PixTepa uncnennnx
IITYYHUX MOAYIALINHKUX IATEPHIB, MajIO NPUIAT-
HMX Y peasibHiil MySUYHIl IPaKTHUII.

5. 3BakaTy Ha CHHEPril0 Kypcy rapMoHii i3 cy-
MDKHVMMMY KYpCaMlt KOHTPAIIYHKTY Ta Bi/IbHOI KOM-
HO3MLI 3 METOX YHUKHEHHA HEJOCTATHBOIO PO3Y-
MiHHA CTYfIeHTaM) pOJIi TapMOHIYHOI BepTHKai B
MEIOMIITHOMY YTBOPE€HHI, CIPUAHHA PO3YMIHHIO
3B’SI3KiB MOJJa/IbHOI Ta BepTUKA/IbHOI OpraHisamil.
Y crynenTiB Mae GpopMyBaTUCH IIOHATTA i BITYyT-
TS IPUPOAY 3B 3Ky TapMOHIl Ta JTafy.

m

Cnig 3a3HauMTH, 1O ICHYITH ampoOoBaHi 3a-
Xi[{Hi MiAPYYHMKY, AKi BiNIOBiAIOTD IepeniyeHnM
KpUTepisaiM i sKi MOIM 6 MiC/IA MepeKIaay 3acTo-
COBYBATUCb y HaBYa/bHiil IpakTuii. Xoya CTBO-
peHi miBTOpa CTOpi44s TOMY TeOopeTHdHi poboTn
3 rapmonil I. Pimanna, E. Pixrepa Ta cyvacHimi
possinku I. [llenkepa, A. [llen6epra maotb He3re-
peYHY HayKOBY § iCTOpPMYHY L[iHHICTb, ajle HaBPAL
9Y MOXKYTb OYTV IOBHOI[IHHOI METORXMYHOIO JTiTe-
paTyporo cborofHi. A or Hamucanuit y 1941 p. ana
CTyZieHTiB [apBapAcbKOro YyHiBepcUTETy Mifpyd-
Huk Yonrepa Ilictona (Piston, 1959) axryampHOCTI
He BTparyB. [Ipodecop Tapsapny V. Ilicton Bizo-
MIiT HammM (axiBLAM OMMCKYYNM IEPYIHUKOM
3 OpKECTPYBaHHA. AKTMBHO BUKOPMCTOBYIOTbCH
3aXiIHMMM CTYZIeHTaMM JIOTO IMiPyYHMUKM 3 KOH-
TPaNyHKTy Ta rapMmoHii. Yonrep Ilicton — Bigo-
MU aMepMKAHChKMIT KOMIIO3UTOp, JIaypear [BOX
[IynituepiBcbKux mpeMiit 3a cuMQOHIYHY MY3UKY,
npodecop [apBapAcbKOro yHiBepcuTeTy MY3UKIL
Bin maB mocBif HaByaHHA KoMnosumii y ®PpaHuii
nig opyporo Hazi bynamxe, I1. [Troxa, JIx. Execky,
I00pe 3HaB EBPOIEIICHKY JI aMePUKAHChKY Cydac-
HYy MY3MUKY i, AK KOMIIO3UTOP Ta BUK/Iaflad YHiBep-
CUTETY, obpe BifjuyBaB, K caMe Tpeba JOHOCUTH
Marepiai jo0 CTYZieHTiB, ceper Akux 6ymu Jleonapy
BepHcraiiy, Enior Kaprep ta iHmi — comigHmit
CIIVCOK BiJOMMX aMePUKAHCBKIX KOMIIO3UTOPIB i
MY3MKO3HaBIIiB.

ABTOp mOuNHAE 3 6a30BUX A/IA KIACUYHOI My-
3UKM IIOHATb Ma)KOPHOTO, IBOX MiHOPHUX Ta XpO-
MaTUYHOTIO 3BYKOPA/iB Ta BilIOBIJHIX iHTEpBaIiB,
Hajae Knacudikarii iHTepBaiB, NOsCHIOE iHBepCil
Ta €HIAPMOHI3MIL.

TpusByku knacudikyroTbcs 3BMYAITHO IS HAC,
Iipyra iHBepCid — «CEKCTaKoOph», a OT TpeTd —
«CEKCTKBApPTAKOpfl» 1 IO3HAYAETHCA BIfIOBIFHO
JI0 TIpaBUJI reHepas 6acy. Tak caMo MO3HAYaIThCs
Hafami 1 iHBepcii cenTakoppis. IlonoxeHHa 3By-
KiB y By3bKiit (closed) Ta mmpoxiit (open) mosuriax
CIIPaBEe/INBO NOSACHIOETCA JIOTIKOI0 HATypanbHO-
ro akoppy (chord of nature).

Y pospini Iapmoniuni npozpecii TOACHIETHCA
7oTiKa K/TaCMYHOTO 3BYKOBEIeHH: B 6araToronocci,
CTaH/[APTHI IaTePHY, IPaBUIA Ta BUHATKU. X04a
6araTo i3 IIbOTO B)XXe BTPATUIO aKTYa/lbHICTb, Off-
HaK 3pO3yMi/li IIOACHEHHA BiIKPMBAIOTh TAEMHMIII
icHyBaHHA He3pO3yMimuX AmA 06araTboX HPABUIL.
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Y 3aBJaHHAX [JO PO3/iNy HaI3BUYAIHO KOPUCHUMNI
CJIiJi BM3HATU IapMOHi3allii Ha N€BHIi ITATEpHH, [e
BJYIMAra€TbCs IPECTABUTY /1B BapiaHTI: OMH 32
CTPOTMMU IIPaBUIAMM, IPYTUIl — 3 BiIXMIEHHAMA
BiJl HUX JI/I1 OTPMMAHHA IAPHOI MeNOZi3allil.

Cnig BusHauMTM iHOPMATUBHO BAXKIUBUM
pO3Mil, AKMI HPUCBAYEHO TOHAIBHOCTI Ta MO-
fanbHOCTi. CTyfleHTH BXKe B 4€TBEpTill TeMi 03Ha-
JIOM/IOIOThCA 3 IXHIMM BifMiHHOCTSIMM, (YHKI-
OHAJIbHNMM OCOONMMBOCTAMY CTYIEHIB i, ofpasy,
MOXX/IMBOCTAMM MUTTEBMX MOJATBHMX NEPEXOMiB.
JlomiHaHTHa (YHKIifA IPOIMIOCTPOBAHA MOXKIIN-
BOCTAIMJ BIIBHOTO 3aCTOCYBAHHAM 10 OY[b-AKOTO
crynens nafy. Taka JoMiHaHTa IO3HAYAETHCA K,
wanpuknan, V IIT (VIII), mo posmmproe ii $ynk-
1IiOHaI, BifiB’A3YI0YM Biji OHO3HAYHOI TOHAIBHOI
¢yHKIii. 3HaYHy yBary IpUCBSYEHO HeCTAHJAPT-
HIM PO3B I3aHHAM JJOMiHAHTH.

JIoKmajHoO BMK/IaJieHO MaTepial CTOCOBHO rap-
MOHIYHOTO PUTMY Ta JOTO pomi B Oprasisaiii
CTPYKTYp Ta GopMIL

[TicToH po3rmanae 0cOOMMBOCTI T SITH-, IECTH-
Ta CEMU3BYYHUX AKOPJiB JOMIHAHTOBOI Ta HEMO-
MiHaHTOBOi (yHKI, fiaToHiyHI i1 anbrepoBaHi
aKOpJM CYIepTOHIKY, Cy6oMiHaHT Ta CyOMepiiaH-
T (I, IV, VI cTyneniB BifnoBigHo), iHuri MoxuBi
akopay Ta iX QYHKI[iOHa/TbHI MOXIMBOCT] B MEXXax
TOHA/IBHOCTI Ta K MOAY/LALIiNHI 3aCO0L.

3arajzoM MifpyYHMK BifllOBifae BuIIle3ralaHOMY
mpaduyiiinomy TEXoxy. BiH Mae HeBenukuit 06-
car — 300 cTOpiHOK, a/le HaJ3BMYAlHO TaKOHIYHO
11 CUCTEMAaTM30BaHO MOfJA€ 3ara/IbHY Ta HEOOXiHY
inpopmariito, sika He HaITO KOHTPACTYE 3 HALIUMU
Cy4acCHMMM YABTEHHAMU. 3aBJaHHA, [0 NOfAI0Th-
€A, HANMCAHi IPAKTUKYYIM KOMIIO3UTOPOM, TOMY
BOHM 3pO3YMili, TaKOHIYHi JI MAIOTbh IPAaKTUYHY
uiHHicTb. Ilifpy4YHUK, 3a BifICyTHOCTI BiTYM3HA-
HOTO aHaJ/Ora, TeCTYBaBCA Ha 3aHATTAX 3 TapMo-
Hii B XapKiBCbKill Jep>KaBHill aKafeMil KyIbTypu
11 TIPOZIeMOHCTPYBAB CBOIO edekTuBHiCTh. MoxHa
3a3HAYNTH, 1O MiPYYHMK LIIKOM 3aC/IyroBy€E Ha
TepeKsIaz i JOMy4deHHs A0 CIICKY 000B I3KOBOI Me-
TOJVIYHOI JIiTepaTypu.

Hacrymna mpaii, 110 3acyroBye Ha iHTepec By-
K/IaflayiB Ta CTY[EHTIB i MOX/INUBUII NEpeKaf, e
Higpy4YHuK 3a aBTopcTBa bapi Herteca ra Pivap-
na Ipada «AkoppoBo-majioBa Teopis Ta [kasoBa
rapmoHis» (Nettles & Graf, 2015). Ile npencraBHUK

0py2020 MiAXORy IO BUBYEHHS rapMoHil. Bin 6asy-
€TbCs Ha AKOPJ0BO-/I/I0BII1 T€OPIL, AKY IPOCYBAOTh
y MysudHOMY Konemki bepkii. ¥ mpaui akuenry-
€TbCA Ha IPUIIOMAX, IO BUKOPUCTOBYITHCA B CY-
YaCHIl PKa30BIll Ta MOIY/IAPHINA MY3UILli, IPOIIOHY-
I0TbCA [/ aHa/Ii3y BiANOBifHI 3pasku. Posrmanyro
€BOJIIOLIII0 TapMOHii B iCTOPMYHOMY acIeKTi ye-
pe3 Kpucramizaniio AK (YHKI[iOHA/IbHOI cuCcTeMM
0 CYYacHOTO BUMKOPMCTAHHS 3aco0iB, ONMCaHUX
aKOp0BO-1af0BoI0 Teopir. CyTh ii monArae y Bu-
3HAYEHHI CIIBBiJHOLIEHHA II€BHMX TFapMOHIYHMX
CTPYKTYp BifnosigHum nagaMm. ITpaktudna cropo-
Ha — Yy HallpaljloBaHHi BMiHb CTBOPIOBAaTY IapMoO-
HIYHi IIOC/ITOBHOCTI B IEBHOMY CTWJIi Ta BMITH Ie-
HepyBaTy BifIIOBiJHMII MeNTOAMYHMIT KOHTEHT. le
abCOMOTHO HeOOXiJHO /IS [PKA30BUX MY3UKAHTIB,
ajle Ma€ 3HAYHY IPAKTUYHY LiHHICTD /I iHIINX
CTMIICTUYHMX HAIPAMIB.

Y mifpy4HMKY HOCTAaTHbO INOBHO i METOAMY-
HO POSIVIAHYTO OCHOBHI TeMU, 1[0 CTOCYIOTbCA AK
KJIACMYHOI, (YHKIIOHAIbHOI, FapMOHIi, TaK i MOX-
JMBOCTeN 1i 3aCTOCYBAaHHA B CYYacHi MYSHIi:
TI0Ka3aHO HEeCTAHJAPTHI PO3B’SI3aHHA JOMIHAHTH,
crerfianibHi GyHKIIT 6/11030BUX aKOPHiB Ta MOBili-
HOI IOMiHAaHTH, MOJIa/IbHi 3aII03M9€HHS, pO3LINpe-
Hi MOZLY/IALIIH] MOXX/IMBOCTI.

Po3rnanyTO TaKoX XapakTepHi 1A My3UKM
XX CT. IpMKIafu LIMPOKOTO BUKOPVICTAHHA He-
(yHKIIiOHabHOI TapMOHil, MOB’A3aHOI 3 MyIIb-
TUTOHATBHUMM  CUCTEMaMJy, IIOTIMOJA/IbHICTIO,
KOHCTQaHTHUMM CTPYKTypaMM, TaPMOHIYHMMMU TIa-
TePHAMIL.

Iligpy4HmK, AK eKCIIepUMEHT, BUKOPMCTOBYBAB-
A B HaBYa/IbHOMY IIPOLECi Ha 3aHATTAX 3 HaBYa/lb-
HOI amcuuIIiHy «[apMOHIA B Cy4acHill Mys3uii»
V1A CTYAEHTIB CTapIIMX KypciB 6aKaTaBpaTy oc-
BITHBOI IIPOTPAMIL My3uuHe MUCIMEUMB0 ecrpaou
B XapKiBCbKiil Hep>KaBHIll aKkafeMil KyabTypu i
TIPOZIEMOHCTPYBAB CBOIO BUCOKY METOANYHY edek-
TYUBHICTb.

[Ipo edeKTMBHICTD BMKOPUCTaHHS MMexHONO-
2iuH020 ni0xo0y JO BUBYEHHS rapMoHii i3 3acto-
CYBaHHAM MY3MYHUX KOMII IOTEPHUX TEXHOJIOTI
y BITUM3HSHMX HaBYalbHUX 3aKyIafax iHdopmarii
y $axoBux BUAAHHAX 1 Marepianax KoH(epeHIil
oK1 110 Hebarato. OffHaK HayKOBUIl IIpoIieC po3-
BUBAETBCA, AK | My3W4HI KOMITIOTEpHI TeXHOJOTIi.



AKTMBHO JNOCI/PKYIOTbCA MOXIUBOCTI 3acTOCY-
BaHHA Mopynis III B mporeci migroroBku Mysu-
kaHTiB (Kamycrbsn Ta in., 2023). Ile HagsBuyaiiHo
IepCIeKTUBHUI HAPsM, 10 06ilis€ 3HaUHi 3MiHU
B Maif0yTHIX MeTOfMKaX My3MYHOTO HaBYaHHS 30-
KpeMa.

Crip srafiaTyi TaKOX iHIIMIT HAIIPAM — BUKOPU-
CTaHHJ CIIeLia/IbHOTO IIPOrPaMHOTO 3a0e3IedeHHs
IUIA JOIIOMOTY KOMIIO3UTOpaM Y po6oTi Hafj CTBO-
PEHHAM rapMOHIYHMX CTPYKTYP Ta MOJIa/IbHIX €/Ie-
MeHTiB. BiH icHye i posBuBaeTbcA 3 KiHnA 80-x pp.
MUHYJIOTO CTOJITTA I TIOB’SI3aHWII 3 YIIPOBAJKeH-
HAM MIDI-cTaHfapTy B KOMITIOTepHi TeXHOJOTIL.
BupaxxeHHsa cTyneHiB XpoMaTM4YHOIO 7Majy 4epes
cemubitauit popmar Big 0 go 127 y MIDI-cran-
JlapTi J03BOMNIO 3ac06aMI KOMIT'I0Tepa 3acTOCo-
BYBATU MaTeMaTW4Hi MeTORM poboTH, 06poOKy Ta
reHepaliio JaHux.

Tak, Hanpukag, Steinberg Cubase Bxe Ha 10-
yatky 90-X pp. MaB MOJy/lb, AKUI1 JOIOMAraB
CTBOPIOBATI TAPMOHIYHI IOCTIZOBHOCTI 3 pisHUM
CTyIIeHeM CIIOPifHEHOCTi i ckmagHocTi. CydacHnit
rapmoHiunmit Moxynb Cubase Pro mictuts 6imb-
IIiCTh HaAABHMX TapMOHIYHIX [TATEPHIB i Ha/jlae KOM-
II03UTOPOBI MOXIMBICTb 0OpaTy HaMOiIbLI BifmO-
Bi[IHY i10T0 MY3MYHOMY CMaKy IOC/i{OBHICTb. []11
aBaHrapaHOI aKajieMidHOi My3VKM LUX 3ac00iB He
3aBK/IM OCTATHBO, @ OT MPAIOBATH B OiIbII «JTe-
MOKPATUYHIX» JKaHpaX Iieil MOLY/Ib [IIVICHO JOIIO-
marae. Oco6/m1BO 3pyqHNM CTTifi BUSHAUNUTH iHTe-
Tparlilo TapMOHIYHOI MOCTiJOBHOCT] B TpadiyHOMY
BUIVIAZ y BikHi pegakTopa Piano Roll, mo go3Bornse
OIEpaTVBHO BUIIPAB/IATY JIa[JOBO-TAPMOHIYHI PO3-
0DKHOCT] B aBTOMATHYHOMY 200 PYYHOMY PeXNMI.
YriM nporpama B OBHIIT Bepcii JOCTaTHHO JOpOTa
i Moxe OyTM pexoMeHAoOBaHa LA IpodeciitHoro
BYKOPUCTAHHA.

IcHyroTh 1 femmeBIni anbTepHATBY, HAIPUKIAL
Iporpama resepariii rapMOHIYHMX IIOCTiIOBHOCTEN
3 ypaxyBaHHAM ro/oBefieHHs Scaler 3.

BucHoBku. Kputnka cyyacHux MeTofliB BMK/Ia-
JAHHA TapMOHii KOMIO3MTOPaMU-IPAKTUKAMI €
NPUPOSHUM ABUILEM, OCKIIbKI JIUILE Ti IOV, AKi
CTBOPIOKTH BJIACHY MY3MKY, 3 IIO3MLIiil BIaCHOTO
JIOCBily MOXXYTb OL{HWTM CUJIbHI Ta cmabki cro-
POHU MIiAXOMiB, 3a AKMMM IX y4uau. [liarHocTika
npo06neMHIMX 30H Y 1iiit cepi noTpedye mpoBeseH-
HA COL0/IOTIYHOrO JOCII/PKEHH, ajle apXaidHiCTh
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i HeBe/MKa PAKTUYHA LIHHICTD Mpaduyitinoeo Me-
TOZly BUBYEHH: /IKNUTb HA IOBEPXH I morpebdye
KPUTUYHOTO CTaBJI€HHA Ta BUKOPUCTAHHA AKICHOI
MY3MYHO-T€OPETUYHOI TiTepaTypy Ha KIITa/T IIiji-
py4nuka rapmodii Y. ITicrona.

CyuvacHime 1 nmpuBabmmBile BUIIAAAe MIAXiz,
npefcTaBneHuit mifpydnukom b. Hetneca, komn
(yHKIIiOHaTbHA TApPMOHIfA PO3I/LANAETBCA He K
KIHIIEBUIT, a AK BUXIJHMIT IIYHKT /14 ONAHyBAHHA
IPYHINIIB aKOP/I0BO-TTA[IOBYUX 3B’A3KiB Ta IXHIX
CTPYKTYPHUX Ta BYPaKa/lTbHUX MOXK/IUBOCTEIL.

O6upBa migxony NOTpeOyIOTh OHOB/IEHHS METO-
IMYHOI JIiTepaTypy, CTBOPEHHA BITYM3HAHUX IIifI-
PYYHUKIB Ta OCIOHMKIB, YKpaiHCHKOTO Tepeknany
ab0 BUKOPUCTAHHS TeMaTUYHOI aHITIOMOBHO JTiTe-
paTypu.

IlepcrieKTMBHUM BUITIAla€ BUKOPUCTAHHA TeX-
HOJIOTIYHOrO IIXOAY i3 3a/y4yeHHAM IIMPOKUX
MOXIVBOCTEIl CYYacCHMX MY3MYHUX KOMITIOTep-
HMX TEXHOJIOTil Ta IBUAKO eBomoLionyoyoro III.
Y upomy 3B’A3KY CITifi HiIKPeCTUTH iHTepaKTVBHI
¢ynkuii 111, axnit yepes inpopmanirxnit B3aemo-
00OMiH MOXKe sIK HaBuaTy, TaK i CAMOB/JOCKOHA/II0BA-
tic. Ile HeMuHy4e BiIKpMBa€e HOBI IIEPCIEKTUBU
JI/I1 HaBYa/IbHOTO 11 TBOPYOTO IIPOLIECY, BaXK/IMBICTh
SIKMX I1le CKTafHO Tiepen6adnTi. Ayie sl BITIN3HSA-
HMX HAYKOBO-IIEJaTOriYHUX IPaliBHUKIB My3M4-
HMX CIIeliaTbHOCTEN BaXK/IMBO He 3aMIIATIICh OC-
TOPOHb 3ara/JibHOCBITOBUX IIPOLIECIB 1 HaMaraTuch
poOuUTH BIaCHNMIT BHECOK Y HAYKOBUIL IIPOTpec.

PesynbraTi 11 mepcnekTuBN NOJANbIINX J0-
ClikeHb, o6roBopenHs. OCHOBHI Te3um CTaTTi
o6roBoproBamich Ha MiKHapOTHOMY HayKOBO-
OCBITHbOMY Ta TBOPYOMY IIPOEKTI bozamupvoscoki
cmyoii: cunmes meopii i npaxmuku y kBitai 2025 p.,
Tie BifOy/mach ;0BOi rOCTpa AUCKYCis 3 BUK/Iafjaua-
MI-TeopeTHKaMy. XapaKTep AMUCIYTY I0Ka3aB He-
00Xi/IHiCTb OJAIBIIIO] PO3POOKY IOPYIIEHOI TEML,
AK 1 CKOPIIIOro 3ajy4eHHA CBITOBOI METOAMYHOI
JTiTepaTypy Ta METOUK /10 HABYA/IbHOTO IIPOLIECY Y
BITUMSHAHMX MY3MYHMX BY3aX i KOIEIKax.
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II. B. 3aiiues. Cro)KeTHO-TeMAaTUYHI  TeHIEHIil
ANOHCHKOI JOKyMeHTanbHOI poTorpadii gpyroi nomo-
BuHM 1940-1960-X pp.

Ha ocHoBi anamisy apxiBuux Marepianis “Tokyo
Photographic Art Museum’, BUAB/IEHO Ta CHCTeMATH30-
BaHO CIOKETHO-TeMaTW4Hi JOMiHaHTU XaHPY JOKyMeH-
TanbHOI pororpadil Anowil nepiopy Apyroi momoBuHNM
1940-1960-x pp. AKTyambHIiCTb JOCTiIXEHHS 3yMOB-
JieHa TI0Tpe6ok0 ocMucIeHHs pororpadivHol cragum-
Hu SIoHil i€l 06M 3a/y1A PO3BUTKY 3acaji Cy4acHOTO
¢doromucrenTBa. AHaII3 JOKYMEHTAIbHOTO XaHPY 103~
BOJII€ PEKOHCTPYIoBaTy GOPMYBaHHA HOBOI Bi3yabHOI
MOBY ATOHCBKOI oTorpadii B micIABOEHHMIT Hepiof.
Y pesynbrari BHOKpeM/IEHO 12 JOMiHAHTHMX CHOKETHO-
TeMaTWYHUX HANIPAMIB, OCHOBY AKUX Oy/y 3aK/IajieHi B
Apyriit monosuHi 1940-x pp., NpOCTEXEHO IXHi €BOIIO-
1110 Ta CIa/fKOEMHICTD Y Mexxax 1950-1960-x pp., s0kpe-
Ma BYABJIEHO iX BilTyHHA B MeXaX XapKiBCbKOI IIKO/N
¢ororpadii nepiogy 1980-1990-x pp. Bucnosano, mo
JIOKYMEHTa/IbHUII JKaHP BiflirpaB BM3HAYa/IbHY PONb Y
CTAHOBJICHHI [IOBOEHHOI AMOHCHKOI oTorpadii Ta Mae
3HAYHMII BIUIUB Ha COLLOKYIbTYPHi 3Minu Anonii gpyroi
nonoByHy XX CT.

KrrouoBi cmoBa: dokymenmanvia gomozepacis, maco-
64 Kynomypa, noeoeHHa Gomozpadis, cioxemHo-me-
Mamuuni menoenyii, ANOHCoKA Homoepagisi, ANOHCHKI
mumuyi XX cmonimms, ykpaincoka ¢omoepagis, xap-
Kiscoka wikona gomozpagii.

P. Zaitsev. Thematicand narrative trends in Japanese
documentary photography of the late 1940s-1960s

The relevance of this study. Postwar Japanese
photography significantly shaped new expressive and
narrative paradigms in global photography of the second
half of the XX century. Amid profound sociocultural
shifts following Japan’s capitulation and American
occupation, photographers combined documentary,
experimentation, and philosophical reflection. This
synthesis articulated the complexity of the postwar
experience and fostered a new visual language that
influenced global photographic discourse — notably
visible in the visual and narrative-thematic strategies of

Ukrainian photographers, particularly within Kharkiv
School of Photography during the 1980s — 1990s.

The purpose of the article is to conduct a
chronological analysis of the development of the
documentary photography genre in Japan from the
late 1940s to the 1960s, with a focus on identifying and
systematizing the thematic and narrative dominants of
each decade, as well as revealing the interconnections
between them. In particular, to identify narrative and
thematic parallels in the works of the representatives of
Kharkiv School of Photography of the 1980s — 1990s.

The methodology. The study employed a
chronological and comparative analysis, along with
a review of photographic archival materials, which
enabled the identification of thematic and narrative
dominants from the late 1940s to the 1960s. Analytical
processing of the collected material, combined with
methods of synthesis, comparison, and generalization, to
trace the key trends in the development of documentary
photography and to reveal the internal interconnections
between them throughout the specified chronological
period.

The results. Analysis of Japanese photographic
archives (late 1940s — 1960s) reveals the emergence of
a consistent documentary model that reflected Japans
postwar sociocultural shifts. In late 1940s, photography
addressed the American occupation, national crisis, and
child homelessness. The 1950s saw a critical turn toward
themes of recovery and urbanization, while in 1960s, the
medium expanded to protest, industrialization, ecology,
and changing views on individuality and childhood.
In addition, narrative and thematic continuities have
been traced between Japanese photographers and
representatives of Kharkiv School of Photography of the
1980s — 1990s.

The scientific novelty. For the first time in Ukrainian
art history, a chronological comparative analysis of the
development of the documentary photography genre
in Japan from the late 1940s to the 1960s has been
conducted. The study systematizes the key thematic
and narrative dominants characteristic of each decade
within the specified period, and also reveals the internal

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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conceptual-thematic interconnections and continuities
between them. In particular, for the first time, the study
traces the thematic inheritance and conceptual continuity
between Japanese photographers and representatives
of Kharkiv School of Photography during the 1980s —
1990s.

The practical significance of the study contributes to
the development of the theoretical and methodological
foundations for further research in the history of
photography and visual culture. Its results are applicable
in academic publications and university courses in art
and cultural studies.

Conclusions. The study confirms the central role of
the documentary genre in shaping postwar Japanese
photography and its influence on Japan’s socio-cultural
transformations. Analysis of photographic archives
revealed 12 key thematic and narrative dominants from
the late 1940s to the 1960s, as well as their conceptual
continuity and interconnections within the given
historical context. In particular, the thematic inheritance
of these dominants can be traced in the work of
representatives of Kharkiv School of Photography during
the 1980s-1990s.

Keywords: documentary photography, mass culture,
postwar photography, thematic and narrative trends,
Japanese photography, Japanese artists of the XX century,
Ukrainian photography, Kharkiv school of photography.

AKTyanbHicTh TeMU pochifkeHHA. [loBoeH-
Ha ANOHCbKa Qororpadis CyTTEBO BIUIMHYIA Ha
dopMyBaHHA HOBUX €KCIIPECUBHIX i HapaTMBHNX
IapajurM y cBiToBoMy QoToMMcTenTBi Apyroi
nonoBuHM XX CT. B yMOBax IMMOOKMX COLIOKY/Ib-
TYPHMX TpaHcPOpMallilf, 0 HACTAIN TC/A Karmi-
TynAuii fnoHii Ta MoYaTKy aMepuMKaHCBKOI OKY-
nanii, AMoHchKi poTorpadu moYany NOEFHYBATH
OKYMEHTaJIbHi 3aco0m, (popMasbHi eKCIepuMeH-
T Ta dinocodcbke ocmucnenns AiiicHocTi. Taknit
CHHTE3 PENpe3eHTYBaB CKIAJHICTh IIOBOEHHOTO
IOCBiNy ¥ CIIPUAB CTAHOBJIEHHIO HOBOI Bi3ya/IbHOI
MOBY, SIKa 3TOfIOM iCTOTHO BIUIVHY/IA Ha IOOAIb-
Huit poTorpadivHmil AUCKYPC, IO IPOCTEXKYEThCA
B €CTETUYHUX 1 CHXKETHO-TEMATUIHNX CTpaTeriax
yKpaiHchkux Qororpadis, mepenycim npefcTaBHy-
KiB xapkiBcbkoi mxomn ¢ororpadii (XIIP) nepio-
1y 1980-1990-x pp.

ITocranoBka mpo6nemu. [Tonmpy Baromuit BHe-
COK ATIOHCBKOI poTorpadii y popMyBaHHA I106aIb-
HOTO ()OTOMMCTELBKOTO AUCKYPCY, B YKPAIHCHKOMY
MMCTELITBO3HABCTBI [JIOCI BifCYTHIl CHCTEMHMIT
aHaJli3 CIXKeTHO-TeMaTUYHUX TeHJEeHI[iil Ta >KaH-

POBUX MOJI€/EeN, [0 BU3HAYa/IM il PO3BUTOK Y IIOBO-
€HHMIT nepiog, apyroi monosuHu 1940-1960-x pp.
BifcyTHIiCTb TaKyuX JOCTIXeHb YCK/IaJHIOE PEKOH-
CTpyKIilo TpaHcdopmaliit AmoHcbKoi QoTorpa-
¢ivHOI MPaKTMKM, @ TAKOX IHePelIKO/PKAE KOMII-
JIEKCHOMY OCMICTIEHHIO eBOoLi oToMICTeTBA
SIK Y JIOKaJIbHOMY, TaK i B IJI06Q/IbHOMY KOHTEKCTI.
AKTyanisanis ZOCTiIKeHHS XaHPY JOKYMEHTalb-
HOI (oTorpadii B moBoeHHilt SnoHii He e 103-
BOJIIE YaCTKOBO 3aIIOBHMTM 3a3HAYEHY JAKyHY B
YKPaIHCBKill MUCTelITBO3HaBYilI icTopiorpadii, a it
CIIpYsi€ IIMOIIOMY PO3YMIHHIO PO3BUTKY TeMaTIy-
HUX HapaTyBiB OBOEHHOI 1001, 1110 HabyBae 0co-
OMMBOTO 3HAYEHHs B YMOBAX CyYaCHUX BUK/IVKIB
YKPalHCbKOTO CYCIIi/IbCTBA.

AHami3 ocTaHHIX JOCTiMKeHb i MyOmiKamjiii.
Y cyyacHOMy aKafieMidYHOMY AMCKYpPCi IIPO IOBO-
eHHy Qororpadito Anonii BaxxmBuMI € mpar, o
BUCBIT/IIOKTb 3arajbHi IapajiurMy PO3BUTKY Ta
crenQiky XaHPOBO-CTIICTUYHNX TpaHCHOpMa-
uiit. OgHuM i3 nposigHux focnifuukis € JI. Kora-
po (Kotaro, 2003), sixkuit OKpecimoe BijpOKeHHS
¢ororpadii B fAmonii gpyroi momoBumrm 1940-
1970-x pp., aKLIEHTYO4M [OMIHYBaHHA JJOKyMEH-
TA/IBHOTO JKAaHPY fK 3ac00y ikcalil cowioKyb-
TypHux 3MiH. Ilormubnennit aHamia CTUTCTUYHMIX
i HapaTuBHuX 3MiH 3xiiicHioe E. Kone (Cole, 2015),
NOCTIKy0uM (POPMYBAHHA €CTeTIIHIX CTPATETiit
ANOHCBKUX MUTLIB y 1950-1970-x pp. ¥ possigui
X. Banra (Wang, 2024) poxymeHTanbHa ¢ororpa-
¢is TPaKTyeTbCS AK Bisya/IbHMUIT IHCTPYMEHT OIO-
Py KynprypHomy immepianismy. Oco6nuBy yBary
BiH npupinge tBopuocti Tomarcy Illomes, y sxiit
dikcania TpaBMaTMYHOTO JAOCBiAy HabyBae O3HAK
Bi3ya/IbHOTO CIpOTVBY. [[ONOBHEHHAM € Npald
K. Cmira (Smith, 2023), mo ananisye momynsapu-
3allil0 JOKYMEHTA/JIbHOTO JKaHPY cepef aMaTopiB
1950-x pp. i BIIMB LIbOTO >KaHPY Ha CTUJICTUKY
Haitmo Mopisamu B 1960-x pp. A. fImarara-Monros
(Yamagata-Montoya, 2016) iHTeprperye ikoHOrpa-
¢iro AuTHHCTBA AK MeTadopy HallioHa/TbHOI Bpas-
JIMBOCTI Ta Ha/iil Ha BiPOKEHHA B yMOBAX II0CTKA-
tactpodiyHoro focsiny. Ananoriuno, M. Mycrapy
(Mustard, 2018) ananisye mpoext Chizu (1965) sx
crpo0y eKOHCTPYKIil KaHOHIYHOI JOKYMeHTaIiC-
TUKIL

Merta cTarTi — 311/ICHUTY XPOHOJIOTIYHNIT aHa-
/i3 PO3BUTKY JKaHPY JOKyMeHTanbHOI (oTorpadii



B fnowii B gpyriit monosuHi 1940-1960-x pp. 3 ak-
IICHTOM Ha BIOKPEM/IEHHA Ta CHCTEMATU3ALIII0 CIO-
>KeTHO-TeMaTUYHMX TOMiHAHT KOYKHOTO JeCATIUIIT-
T4, @ TAKOX BISIB/ICHHS B3a€EMO3B AI3KiB MDK HJMIL
Y HONOBHEHHA BUABUTU CHOYKETHO-TEMATVYHI I1a-
pazeni y TBOPYOCTI IIPENCTAaBHUKIB XapKiBCbKOI
ko ¢otorpadii mepiogy 1980-1990-x pp.

Buknmajg ocHOBHOrO Marepiamy AOCTif[KeHHS.
3acrocyBaHHs sAepHOi 30poi mpoTy AmoHCHKOI iM-
Tepil CIPUYMHIIO KaTacTpodiuHy pyiHALi0 MicT
Xipocimu Ta Haracaki Ta 4ncieHHi BTpaTy IMBi/Ib-
HOTO Hace/leHHs, IO CTa/l0 KI0YOBUM YMHHUKOM
KamiTynAuii Anowii B [Ipyriii cBiToBiit BiliHi, 03Ha-
MEHYBaBILY 1109aTOK aMePUKAHCbKOI OKyImanii. fk
HACTTi/I0K, 3a3HaYeHi mofil 3yMoBumm GpopMyBaHHA
KOJIEKTMBHOI TPaBMM Y CBiJOMOCTI ATIOHCHKOTO CY-
CIIIIBCTBA Ta IIEPEINANy HAI[iOHAIbHOIO BEKTOpPa
posBuTKy Anonii B nepiox apyroi monoBuHu XX CT.

Y upomy koHTekcrti, focniguuk JI. Korapo, nig-
KpeCoe CTpiMKe BiJHOBNIEHHs STOHCHKOI (oTo-
rpa¢ivHOIl IPAKTUKM B HepIli HOBOEHH] POKH, sKa
dyHKIioHyBama He /muuIe AK iHCTPyMeHT ¢ikcanii
KpM30BOro crany AnoHii apyroi nonosunn 1940-x pp.,
a 1 gk 3aci6 HOCTipKeHHA 3MiH AMOHCBKOTO CY-
crinbeTBa B nepiop Apyroi nonosunn XX cr. Lle B
pesy/bTari fleTepMiHYBanO JOKYMEHTaMCTUKY AK
TO/IOBHY Bi3ya/lbHy IapajiurMy cepef ANOHCHKUX
¢ororpadis mepiony 1950-1970-x pp. (Kotaro,
2003, p. 210-214).

3 oInAfy Ha 1ie, OL[/IbHIM € XPOHOJIOTiYHNI aHa-
/i3 PO3BUTKY JJOKYMEHTA/IbHOTO JKaHPY BIIPOJOBXK
npyroi nonouuy 1940-1960-x pp. Ha ocHOBI doTo-
rpadiynx apxisiB Myseto “Tokyo Photographic Art
Museum’, mo Hanmiuye monazn 8000 sHiMKiB. 30kpe-
Ma, /1 IPOCTEXEHHA KOPeALil i3 IpefcTaBHIKA-
MU xapkiBcbkoi mxomu ¢potorpadii (XIID) moriv-
HO 3BepHyTHUCA 10 hoTorpadiunoro apxisy «Myseii
XapxiBcbkoi mKoymm ororpadii».

Ilepiop, ppyroi monoBuuu 1940-x pp. AHami3
apXiBHMX MaTepiasiB apyroi nmonosunu 1940-x pp.,
o oxormoe noHax 900 ¢ororpadiit, Hagae mi-
CTaBM BUOKPEMMTM TPU CIOKETHO-TEMATUYHi Ha-
IpsAMY, SKi JOMIHYIOTb y JJOKyMeHTanbHiit ¢oro-
rpadii AmnoHil.

[lepmum noctae ¢ikcariis aMepUKaHCHKOI OKy-
Talii Ta ii BIVIMBY Ha ANOHCbKE CYCIiNbCTBO. 3rifi-
HO 3 focrimxkeHHAMn E. Takemae, mounHaroun 3 Be-
pecHs 1945 p., TekcToBi, rpadiuni Ta pororpadivni
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MaTepianu B ANOHii IpOXOAW/IN LEeH3YPHY IlepeBip-
KY 3 MeTOI0 HefONyIIeHH: myOmiKariiii, 1o MOoIn
6 IMCKpenMUTyBaTU aMePUKaHChKi OKYIALiiHi vy
(Takemae, 2002, p. 67, 397). Sk HacmifoK, ANOH-
cbki pororpadu cBiomo yHMKaM mpsAMoi ikcartii
OKYIAIlil, BAI0YNCh 10 MeTapopuyHMX 00pasiB pe-
IpeseHTallii iH03eMHOTO BIUIUBY.

Bupasuum npuknagom nocraitsb poborn Kimy-
pu Ixes (1901-1974) — «Hoyysa-Miyyke» (1945) ta
Xasci Tagaxiko (1918-1990) — «AnenomosHuil 3HaK
Ha cmanyii Yiopaxiouo» (1946), y sxux 3adikcosa-
HO aHIIOMOBHI 3HaKy Ta iHpopManiiiHi Tabmraky B
MiCBKOMY CEpeJOBUIILi I TPOMACbKOMY TPaHCIIOP-
1i. QoTorpadii penpe3eHTYIOTh OKYyIaLil0 Kpi3b
NpU3MYy IOSABY IHO3EMHOIO Bi3ya/lbHOTO KOAY AK
aHoMatii B TaHAMAQTi ATOHCHKMX MICT.

[Ipore cepep inmux pobir Xasci Tapaxiko Ha-
ABHI 11 cljeHn mpAMoi Qikcanii iHo3eMHNUX BilicbKo-
BIX, 30kpeMa y pororpadii «Okynauiiini conoamu
npudbanu kypio» (1946) (Puc. 1), axa 306paxye
KYIIB/TIO aHTUKBapiaTy aMepuKaHcbKuMu odirepa-
mit. Po60Ta aKIleHTye eKCIIpoIpiallilo Ta KoMepili-
aJtisalliio AMOHCHKOI KY/IbTYPHOI CIA/IINHN B YMO-
BaX OKYIALii Ta IOBOEHHOI KPU3IL.

AHami3 apxiBiB BMAB/A€ i IHIIMX AMNOHCHKUX
¢ororpadis, AKi BIPOFOBXK [APYroi HONOBUHN

Puc. 1. Xasci Tadaxixo. «Oxynayitini conoamu
npuobanu kypio» 1946 p., xonexuis “Tokyo Photographic
Art Museum”, m. Tokio, Anonis.

[mepeno: https://collection.topmuseum.jp/Publish/
detailPage/36879/
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1940-x pp. 3BepTamuca 40O LbOTO CHYKETHO-TEMA-
TiaHoro Hanpsamy. Cepen Hux — Haxamypa Pikko
(1912-1995), Conobe Kiouri (1921-1996) Ta Kikyui
[ynxiyi (1916-1990).

3okpeMa, oibHe 0Opa3He aKI|eHTYBaHHS IIPO-
CTEXXYETbCA 11 Y TBOPYOCTI IPENCTaBHUKIB XapKiB-
cpkoi mkomu dororpadii. [ToxkazoBum mpukmafom
€ cepia Bomogumupa Crapxka (1956 p. H.) «3iporvko
Mmos AcHas», ctBopena B 1980-x pp., y AKilt pajaH-
CbKa CMMBOJIKa 4epBOHOI 3ipkm, 3adikcoBaHa B
MiCbKOMY cepefioByIli XapKoBa, iHTepIpeTyeTbCA
AK MeTadopa 3aHemnapy ii ImepBiCHNX ifjeoOriyHNIX
3HaYeHb, IIOCTYIOBO TPAHCPOPMYIUUCH Y 3HAK
PYTHMHM TIOBCAKIEHHOCTI Ta fierpafanii. 3okpema,
Bonogumup Crapko 6yB y4acCHUKOM MICTEI[BKOTO
00’eHanHs «[0cnpom», w0 MaHidecTyBano [OKy-
MEHTA/IbHY Bi3ya/bHy IapaUrMy AK OIMH i3 KIII0-
qOBMX ecTeTNYHMX npuHImmiB (Manko, 2014).

Jpyrum HampsiMoM mocTae dikcanist Kpiu3oBoro
cTaHy SnoHil, AKWit aKeHTye Ipo6neMaTuKy rojo-
11y, CTUXIVIHOI TOPTiB/i Ta COILiaZIbHOTO 3aHEIaxy.
3okpeMa, E. [opfion Haronomye 3arocTpeHHsA Kpy-
30BOTO CTaHy Kpainu B 1946 p., sika 6yna cipudn-
HeHa HEBPOXKAEM Ta 300€M CUCTEMI IPOJOBONBYNX
KapTOK, I1J0 0COOMMBO BIUIMHY/IO Ha BeINKi MicTa,
cipusodn akTuBisanii wopHoro puHKy (Gordon,
2003, p. 228-229).

Bupasuum npukiaom cnyryots poboru Xamas
Xipoci (1915-1999) — «Henezanvruii purox nicnis
nopasxu, Omopi, Toxio» (1945), «YopHuii punox,
HIimbawi» (1946) Ta «Mazasun 8#uUBAHUX KHU2»
(1945). ®ororpadii GikcyOTb ClIeHN IPOJAXY 0CO-
OMCTUX pedelt VBIIBHIM HaceleHHAM Ha BY/IMILAX
spyitHoBaHoro Tokio. Pob6oTy axieHTyoTb 3He-
IIiHeHHS MaTepiabHUX O71ar Ha T/1i HPOIOBOIBYOL
KpU3M, TPAHCIIOIOYM HANIPY>KEHHA Ta JKary fi0 BU-
JKMBAHHA AIOHCHKOTO CYCIiNbCTBA.

[lo cxoxxoi TeMaTuKu 3BepTaroTbeA 11 PykycimMa
Kixynsipo (1921-2015) — «ITopaska y eiiini, 3uma
Ha cnaneniii 3emmi» (1946) ta Viociokn CeHmzo
(1916-2005) — «Panox, 6espobimnui 68 Vokozami
(1949), Ha dororpadiax Axux 3adikcoBano 6e3po-
0iTHUX Ta keOpakiB Ha BYIMISAX SATMOHCBKMUX MICT.
Pobotn mimKpecmOlTh CTarHAL0 IIPOMICIIO-
BO-BMPOOHNYVX LIEHTPIB i BUCOKMIT piBeHb Oe3po-
61115 B HOBOEHHiI SOHil.

AHani3 apxiBiB BMABJA€ # IHIIMX ANOHCHKUX
¢otorpadis, aki B gpyriit monosuHi 1940-x pp.

dikcyBamu nposiBu KpusoBoro crany Smnonii. Ce-
pen Hux — Otcyka len (1912-1992), Caexi Kasy-
6apy (1918-1991) ta Mopooxa Kopsi (1914-1991).

[Toni6Hi TeMaTNYHi ACTIEKTU IPOCTEXYIOTHCA 1 Y
TBOPYOCTI {HIIOTO TIpeficTaBHMKA 06 egHAHHS «[0c-
npom» — Bopuca Penpka (1959 p. u.). Vioro po6o-
T fipyrol nonosuuy 1980-x — noyarky 1990-x pp.
BiITBOPIOIOTb a0CYpAHY Ta (parMeHTOBaHY Kap-
TUHY peaniit XapKoBa OCTaHHIX POKiB iCHyBaHHA
Pagsaucpkoro Com3y, poskputy Sk 4epes o6pasu
MiCBKOTO CepeloBMILa, TaK i HOPTPETH JIOr0 Mell-
KaHIiB, 1[0 Bi3ya/li3yXOTb CTaH COLia/bHOI HEBMU-
3HAYEHOCTI Ta eK3MCTEHIIIIHOI TPUBOTU.

Bonnowac 1o mogibHOro, Maitke ifeHTUIHOrO Ha-
paruBy 3Bepraerbcs bopuc Muxaiinos (1938 p. H.)
y pororpacdiuHomy mpoexTi «Y cyminkax» (1993),
SKUII TPOIOHYE OiIbII eKCIpecuBHe Ta pajjuiKa-
/mi30BaHe BifOOpaXeHHS XapKiBCbKOI peanbHOCTI
Kinga 1980-x — movarky 1990-x pp. Potorpa-
¢iuna cepif akIeHTye MapriHani3oBaHi coliaabHi
TPYIH, 1O TOCTAITh MeTadopor IMMOOKOI Colyi-
QIbHOI KpU3M Ta AecTabimisalii mocTpassHChKOro
cycninbcra (Manko, 2014).

Tperim Hampsmom mocrae ¢ikcania 6esmpnu-
TYIbHMX [iTell Ta CUPIT AK OfHIEI i3 colianbHO-
YPa3IuBMX TPYIl IIOBOEHHOTO CYCHINbCTBA. AKTY-
ajmisallid TeMaTUKV 3YMOBJIEHa BUCOKVMM piBHEM
cupitcTBa: craHoM Ha 1948 p. B fAmonii HamiyyBa-
noca 123 511 pireit-cupit BikoM Bif 1 o 18 pokiB
(Tamanoi, 2020, p. 4-5).

Bupasuum mpukmagom cayryioTb poboty Ta-
mypu llirepy (1909-1987), soxpema ¢doTorpadisa
«besxamvko» (1945), Ha AKill X/IOMeLb-CUPOTA TI0-
3ye€, Y JOpOC/IoMy BOpaHHi, Ha OfHilt i3 Bymmup To-
kio. Po6oTa Haromomye TeH/EHIII0 MepeYacHOro
JOPOCTIIIAHHA MITeN-CUPIT AK CTPATETii0 BYKU-
BaHHA B YMOBaX 3aHeMajy COLlia/IbHUX IHCTUTYIIIL.

BopgHouac npucyTHi i ONTMMICTMYHI Haparty-
B — 30Kpema B pobotax Karesmu Koito (1907-
1981). Tak, dororpadis «Momuan knade conodxy
kapmonmio Ha naeye» (1948) (Puc. 2) akueHTye Mo-
MEHTM TUMYAcOBOTO ACTA B TIOBOEHHOMY JAMUTHH-
CTBI, 30KpeMa JIOCTYII 0 DXi, siKa Habyma BUHSATKO-
BOI IIIHHOCTI B yMOBaX IIPOJOBO/IbYOL KPU3L.

®ororpadivni 3706yTKM 3aCBiYYIOTh CTAHOB-
JIeHHA 0araTOrpaHHOr0 00pasy AMUTVMHMU Ta AUTHH-
CTBa B TIOBOEHHII AMOHCHKilT doTorpadii, skuit Ha-
OyBae 0cOOMMBOTO 3HAYEHHS SIK CYMBOJI KPU30BOTO



Puc. 2. Kazesma Koilo. «Vlomuan xnade conodxy
kapmonnio Ha nueye» 1948 p., xonexuis “Tokyo
Photographic Art Museum”, m. Toxio, Anonis.
Imepeno: https://collection.topmuseum.jp/Publish/
detailPage/20573/

CTaHy CYCII/IbCTBAa Ta BOJHOYAC Hajii Ha Bifpo-
mxeHHs fmoHii.

AHaris apxiBiB BusBnse it iHumx ¢potorpadis,
AKi 3BepTa/NuCA 0 3a3HaYeHOI0 HalpAMY B IIEpiof]
npyroi nonosunn 1940-x pp. Cepen Hux — Kimpxi-
ma Takarmi (1920-2011), Xirydi Tagao (1916-1992)
Ta [mii Korocyxke (1916-1997).

Ilepiop 1950-x pp. AHani3 apxiBHUX MarepiasiB
fipyroi momosuHM 1950-X pp., 110 OXOI/IIE MOHAJ,
3200 dotorpadiit, Hagae MACTaBM BUOKPEMUTH
YOTUPU CHKETHO-TEMATHYHI HAIpPAMMY, AKi JOMi-
HYIOTb Y TOKYMeHTa/bHil poTorpadii AnoHil.

[lepmuM HampsMoM 1ocTae Qikcallis HacTiAKiB
AMEPUKAHChKOI OKYIIalii, 0 pO3BMBA€E TEMAaTUKY
npyroi monosyuy 1940-x pp. Hampam pocmimxye
pO3MillleHHsI aMepUKaHChKUX BifICbKOBUX 0a3 Ta
TIOLIVPeHHS MyO/IiYHNX OYMHKIB K IPOABIB iHO-
3eMHOT0 BIIIVBY Ha ATIOHCbKE CYCIi/IbCTBO. 30Kpe-
Ma, C. KoBHep akijeHTye Ha Jyanismi DpOCTUTYLI
B NOBO€HHII SINOHIL: AK Ha 3ac00i BIKMBAHHA B
yMoOBax Kpusu KiHug 1940-x pp. i BogHOYacC AK Ha
CUMBOJI NOpaskyu AIoHii B KONEKTUBHIN yABi Cy-
crinberBa 1950-x pp. (Kovner, 2009, p. 796-799).
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Bupasuum npuxiagom € dororpadivnmit mpo-
ext TokiBu Toitoko (1930-2019) — «Hebe3neuni
ompyiini keimu» (1957), TPUCBAYEHWIT pailoHy
ny6niaHnx OyuHkis Marane-uo B Vokorami. [Tpo-
€KT aKIIEHTYE JOMIHYBaHHA aMePUKAHCbKUX Bill-
CBKOBIX Y TIOBOEHHOMY CYCIII/IbCTBI Kpi3b 06pasu
ATMOHCBKMX JKIHOK sK MeTad)opy KONMOHia/lbHOTO
TUITY BifHOCHH MDK IIEPEMOXKIEM 1 TEPeMOXKEHMMIA.

Bopnovac aBTOpKa 3B€pTaETHCA i IO TOCTPOCO-
Ilia/IbHNX TéM — HACUIbCTBA, CKOEHOTO iHO3EMHI-
MU BiiicbkoBuMI. 30Kpema, dotorpadii «/euiesi
eomeni, Baxabauo» (1955) ta «IIposynok Icesakiuo,
Baxab6auo» (1956) (Puc. 3) popmytoTh criBriepexu-
Ba/IbHUII HAPATUB, Y MeXax AKOT0 00pa3 )iHKM I0-
CTa€e CYMBOJIOM IIPOTECTY, aKTya/l3yo4y moTpedy
3MiH COLIIOIOIITUYHOTO JUCKYPCY.

Boznxouac Baromum npukiagom € dororpadiv-
Huit 1poekT Tomarcy Illomes (1930-2012) — «Ky-
ganvHa 2ymka ma woxonad» (1980), posmoyaruii
y 1956 p. IIpo€exT pempeseHTye COLIOKYIbTYpHI
3MiHM, CIOPUYMHEHI aMEPUKAHCHKOI OKYIIalli€lo,
yepe3 ypbaHicTIYHI TaHAmA(TH JOBKOTA BifICbKO-
BIX 0a3.

Puc. 3. Toxisa Totioka. «IIposynok Icesaxiuo, Bakabauo»
1956 p., konexyis “Tokyo Photographic Art Museum”,
m. Toxio, Anowis.
wcepeno: https://collection.topmuseum.jp/Publish/
detailPage/44/
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ABTOp KPUTMYHO OCMICIIOE TiOPUIHY peasb-
HICTb, fle iHO3eMHA NIPUCYTHICTb MOCTA€ BOJHOYAC
MaTepianbHOK Ta cuMmBoniyHO0. Hassa cepil, mo
BifiCM/Ia€ J10 )KyBa/IbHOI I'YMKM i1 IIOKO/IaJy, MeTa-
dopusye moBepxoBy NpMBAOMMBICTD i MOTEHIN-
Hy IOpOXKHeuy aMepMKaHCbKoi KymbTypu (Wang,
2024, p. 4-5).

AHaris apxiBiB BuABnde 1 iHumMx ¢ortorpadis,
AKi B mepiox 1950-X pp. 3Bepramucad 10 CHOKET-
HO-TEMaTMYHOTO HAIIpAMY OCMNC/IEHHA HACIiJKiB
okynauii. Cepen Hux — Xaaci Tapjaxiko, Tamypa
[lirepy Ta Tanaxauri Cicys (1906-1991).

HpyruM HampsiMoM Toctae ¢ikcallis Iporecy
BifIpO/)KEHHsI eKOHOMIKM Ta ypOaHICTUYHUX IieH-
TpiB fA10OHII, 1110 IOTYHO 3aMiHIOE TEMATUKY OCMIC-
JIEHHA KPM30BOTO CTaHY KpaiHM ApYyroi MOOBUHU
1940-x pp.

30KpeMa, aKTyajisalid HamlpAMYy, 3TiIHO 3 [O-
cmimpkennamu E. Koy, mos’a3ana 3 mommpeHHaAM,
cepeft IPeCTaBHYUKIB OBOEHHOI SAMOHCHKOI OTO-
rpadii, ecTeTUKU Cy0'€KTUBHOTO peaniaMy SK iH-
CTPYMEHTY KPUTMYHOTO OCMMUC/IEHHA TIOYATKY CO-
LiOKY/IbTYPHMX Ta €KOHOMIKO-IIPOMMCIOBYX 3MiH
Kpisb Hpu3My OyAeHHOCTi AMOHCBKOTO COLiyMy
1950-x pp. (Cole, 2015, p. 158-162).

Y 11bOMY KOHTEKCTi IPUK/IaOM CTYTYITb po6o-
i Harano Cireiui (1925-2019), 30kpema cBiT/MHa
«Bynuui wiinetoi wumnoeoi 3a6ydosu» (1956), Ha
SKiiT 300pa)keHO CUTYeT JITHBOI KIHKM 3 JUTHHOIO,
y HOBOMY paifoHi 6araronosepxoBoi 3a6ygosu. ®o-
Torpadis HAaro/molIye MOAONAHHA MiC/SIBOEHHOTO
nediluTy KUTIa, AKUI y Iepiof ApyToi MOIOBUHN
1940-x pp. cTaHOBUB O/M3bKO 30 % Bij 3arabHOrO
xuriaosoro gouny (Iwata, 2021, p. 99).

3okpeMa, BX/IMBUM € PoTorpadiyHmil mpoexT
Hapaxapu Ikko (1931-2020) — «3emna mozeit»
(1954-1957), UpuCBAYEHMIT CKIAJHUM yMOBaM
Ipalji axTapiB Ha ITYYHOMY OCTPOBI [yHKaHKi-
Ma (Tynkanpsima). @ororpadii «[[laxmapi 6 nigpmi»
(1954) Ta «Po3cnabnenuss 3 oumom» (1955) Tpamc-
n00Th BisnyHe 71 eMOljiiiHe BUCHAKEHHs JIOfieit
AK MeTaopy CK/IAfHOTO IOBOEHHOTO BifHOBIEHHSA
IPOMMCIOBOCTI AMOHiI.

AHaris apxiBiB BusABnde 1 iHumMx ¢otorpadis,
sKi B nepiox 1950-x pp., dikcyBamm mpornecu mo-
yatky Bigpompkenns SAnowii. Cepen Hux — Vomisa-
ki Xiropi (1912-1984), Tanaxa Iuipo (1914-2007),

Icimoto fcyxipo (1921-2012) Ta Kysabapa Kixeo
(1913-2007).

Tperim HampsiMoM mocTae dikcanis Maprina-
/Mi30BaHMX BEPCTB HACEeHHA Ta 0e3NpUTYIbHUX
Ha T/Ii I0YaTKYy IIOBOEHHOTO €KOHOMIYHOIO BiZIpo-
mkeHHs SmoHii.

3okpeMa, M. Mapp mifxpecrioe colianbHy Bu-
KIIIOYEHICTh Oe3MpUTYIbHUX Ta KeOpakiB — 37e-
OiNbLIOTO YONMOBIKIB 13 CIIBCHKOI MicLeBOCTI, iH-
BaMifiB Ta KOMMIIHIX yB'A3HEHMX — i3 cucTeMu
cTabinpHOi 3alHATOCTI, MO cHOPMYBaNO JelIeBy
po6ouy cuny B Anowii Bpogosx 1950-x pp. (Marr,
2004, p. 325-326).

Y 1poMy KOHTeKCTi IpMKIafoM € ¢ororpa-
¢iunmit poext Hapaxapu Ikko — «Tokio, 50-x»
(1960), mo pempeseHTye peTPOCIEKTUBY 00pasiB
pisHMX coljia/ibHUX Ipyn HaceneHHs Tokio, mepiony
1950-x pp. 3okpema, 3HimMOK «[Ilimbaci» (1954-1958)
dikcye 6e3nmpuTyNIBbHOTO YOIOBiKa, Kpi3b OTBIip Y
MeTaneBill KOHCTpyKIii 6yAiBHMITBA. Pakypc ak-
LEHTY€E He3aXMIIeHiCTh IPeCTaBHMKIB MapriHajib-
HMX TPYII, Ha T/Ii HOBUX €KOHOMIYHMX IPiOpUTETIB
KpaiHIL.

Cxoxy mpobneMaTuky gocmimxye it Cacamoro
[yneko (1922-2022), sokpema B poboti «Kinka,
w0 npodae 30ipruxu noesii wonosixa» (1950-1953),
Ha SKill 300paXeHO JTHIO JKiHKY, sKa TOprye
KHIDKKaMIL. [i 00pas BisyalbHO KOHTPACTYE 3 Ha-
BKO/IMIIHBOK CYYaCHOI0 MiCHKOIO apXiTEKTYpOIo,
TiKPeC/II00YY COL{ia/IbHY BPas/IMBICTD 0Cib moXu-
JI0TO BiKY, SIKi 3aMMIIalThCs Ha mepudepil cycminb-
CTBA I1iJi Yac IOBOEHHOI BinbynoBy AmoHii.

AHari3 apxiBiB BusBse it iHumx ¢portorpadis,
AKi B niepiog; 1950-X pp. sBepTamicsa 0 3a3Ha4€HO-
ro Hanpsamy. Cepep Hux — Tamait Minzyo (1923-
2014), Tomany IIpomeit Ta Xocoe Eikox (1933-
2024).

YeTBepTUM HANPSMOM IOCTAE TOCTIKEHHS 00-
pasy JUTUHCTBA B KOHTEKCTI IIOYATKY Bi[POJKEH-
HA noHii, o Hacmigye TeMaTUYHi 3acajy pyroi
nonosuHu 1940-x pp.

Y 11bOMY KOHTEKCTi IPUKIIaOM CIYIYIOTh po6o-
i Tanyma Takasuti (1929-2022), 30kpema «Cupo-
ma eiiinu, w0 meuikae 6 napky Yeno» (1951) Ta «Cu-
poma eiiinu 6insg meampy Himirexi» (1951) (Puc. 4),
AKi Bi3yanisylTb icHyBaHHA fiiTeil-CUpiT y my6miy-
HoMy npocTopi Micta. @otorpadii migkpecto0Th
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Puc. 4. Tanyma Taxaswi. «Cupoma éiiinu 6insg meampy
Himirexi» 1951 p., xonexyis “Tokyo Photographic Art
Museum, m. Toxio, AInoHis.

Iwepeno: https://collection.topmuseum.jp/Publish/
detailPage/23488/

colianbHe Bifuy>KeHHs 1ux iryp, sike 30epiranocs
HaBiTh B YMOBaX €KOHOMIYHOI'O 3pOCTAHHA.

[Ipote 3me6iMBIIOTO MPOCTEXYIOTBCA Kapy-
HaJIbHi 3MiHN TparivHOro 06pasy MOBOEHHOTO M-
TUHCTBA B SINOHIl, 1[0 moYnHae HaOyBaTy ONTUMI-
CTUYHYX HapaTyBiB. [IpnkmagoM mocrawots pobotn
Homon Kena (1909-1990): «L]yyensa» (1953), «/Jimu
Ha synuyi» (1953), «Kondo Icami ma Kypama Tersy»
(1954), siKi Bi3yamisylTb AUTUHCTBO SIK CTaH €MO-
Lil1HOI CTIOHTAaHHOCTI, IPM Ta pajoLLiB.

3okpema, M. MacTtapp, mikpeciioe BUHATKOBUI
peanism Qortorpadivunoi npakruku JJomona KeHa,
1[0 TPYHTYETHCA Ha 3JATHOCTI J10T0 3HIMKIB yTpHu-
MYBaTH YBary 3aBJAKM IIPAMOMY, HE3PEXKICOBAHO-
MY Bi3ya/JIbHOMY IiJXO[Y, AKMIl KOPEIIOE 3 yABJIEH-
HAM TPO «IIpaBAuBicTb» Qortorpadii. Takuit Tum
300paXkeHHs MOCTAE AK GopMa COIlianbHO aHT KO-
BAHOTO MICTELTBA, 3[]aTHOTO He jyie QikcyBaTu
JiiicHICTB, a i1 TpaHcdopMyBaTH 1i yepes KpUTHY-
He OaveHHA. Ha AymKy BOCTifHWIN, TPUHINIIOBO
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BOX/IMBUM J1s1 [JoMOHa 0Y/10 TOEIHAHHS TiNeCHOI
3 BUMOTOI0 «HEBUJIMMOCTi» aBTOpa y (iHambHOMY
o6pasi. BisyanbHa peanbHICTb, SKy KOHCTPYIOE
dororpad, 6a3yerbcst Ha 00’ EKTUBOBAHOMY 3B 5I3-
KY AUTSAYOTO 00pa3y 3 OTOYEHHAM, CUMBOJII3YI0UN
II0YaTOK 3arajbHOHALIIOHA/IBHOIO  BiPOIKEHHA
(Mustard, 2018, p. 25-28).

AHaji3 apxiBiB BusBse it iHumx ¢portorpadis,
Akl ympopox 1950-x pp., mocmimxysamm o6pas
AUTMHCTBA B KOHTEKCTI 3arajJbHOTO BiJpOMKEHHSA
SInowii. Cepepn Hux — Makita Xitoci (1913-1970),
Yema Iopsi (1913-2000) Ta Kymarai Morokasy
(1909-2010).

Ilepiop 1960-x pp. AHani3 apXiBHUX MaTepiasiB
fpyroi monosuHM 1960-X pp., 110 OXOIUIIE MOHAJ
3800 dororpadiit, Z03BONAE BUOKPEMUTH ITATh
JIOMIiHYIOUYMX CIOKETHO-TEMATUYHUX HANPAMIB, y
KaHpi oKyMeHTambHOI PpoTorpadil Amowii.

[lepumM nocrae ¢ikcanis BIymBy cTpiMKoi exo-
HOMIKO-BUPOOHMYOI MOJepHi3alii Ha SIOHCbKe
CYCIII/IBCTBO, LIO JIOTIYHO IPOJOBXKYE TeMaTHYHi
3acazu nepiogy 1950-x pp.

3rizno 3 nocnimkennsamu . Jiwo ta L. JTito, CTpiM-
K11 po3BUTOK fA1oHii Bpoosx 1960-x pp. Xapak-
TEPU3YETbCA HM3KOK UMHHMKIB: YIPOBAJKEHHAM
3aXiJHMX HayKOBO-TEXHOMOIIYHIX IHHOBAILLiil; Y/I0-
CKOHAJICHHSM MiATOTOBKY BMCOKOKBanidikoBaHUX
¢axiBiiB; JepPKaBHOW IIATPUMKOW0 IPUBATHOTO
cexropy (Liu & Liu, 2022, p. 406-407).

Y 1poMy KOHTEKCTI BMpPasHMM IIPUKIAJOM
cnyryoth pobotn Harano Ilirefui, 3okpema ¢o-
torpadis «Asmomobinvre wioy» (1960) (Puc. 5),
Ha fAKil 3a(iKcOBaHO IIpe3eHTAlil0 AMOHCHKOI
aBTOMOOIIBbHOI TpomucioBocti. Pobota BubYymO-
Bye rinep6onisoBaHmii i rpoTecKHMIt 06pa3 AMOH-
CBKOTO CIIOXMBay4a, KMl (06pas) QyHKIioHYE 5K
MeTadopa BIUIMBY 3aXifHOI KyIbTYPHOI Iapajur-
M MacOBOTO CIIOKMBAHHA, O MOYMHAE JOMiHY-
BaTyl B AIOHCBKOMY coliymi mepiogy 1960-x pp.
[HIma po6ota «Hagmonepepobruii komnnexc: yepe-
MOHif 3a6epuienns 6ydisHuymea» (1961) 306paxye
HOPTPETH KOPIIOPATUBHYX /IiA9iB Ha T/Ii XIMiYHOTO
nipnpueMcTa. CBiTMHA penipe3enTye GOpMyBaH-
HA HOBOTO COLia/IbHOTO KIAaCy — IIPENCTaBHUKIB
IPMBATHOTO KOPIIOPATUBHOTO CEKTOPY, SAKi CTAaI0Th
BYPa3HOI0 03HAKOIO CYCIi/IbCTBA SMOHil.
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Puc. 5. Hazano Ilireiui. «AemomoGinvre wioy» 1960 p., konexuis
“Tokyo Photographic Art Museum”, m. Tokio, Anonis.
Iwcepeno: https://collection.topmuseum.jp/Publish/

detailPage/36645/

B nomoHenHs dotorpadis «[lepepsa Ha 3a600i
mpansucmopie» (1964) dikcye BupoOHMUY miHit0
Ta i mpaniBHKKIB. Po60Ta aKIeHTye cTaH#apTH3a-
11i10 Ta ONTUMI3alio Ipalli AK 03HaKV MOJEpHisallii
BMPOOHMIITB, HATO/IOLIYIOYN BTPATy iHAMBixyalb-
HOCTI JIIOAVIHM Ha T/Ii POSIUMPEHHA KOPIIOpaLili.

AHari3 apxiBiB BusBnfe 1 iHumMx ¢ortorpadis,
AKi B mepion 1960-X pp., 3BEpTaNNCh [0 3a3Haye-
Horo Hanpsamy. Ceper Hux — Horawmi Topy (1935-
2002), Xana6yca Illinzo (1936 p. 1.), Barabe FOkiui
(1924-1993), Anaricasa Ilin (1936-2008).

[Topi6Ha BisyambHa rimep6omisoBaHicTb i rpo-
TecKHa fieopMallis peabHOCT] IPOCTEXYETHCA Y
TBOPYOCTI IPefICTaBHMKA XapKiBCbKOI 1Ko ¢o-
torpadii — IOpia Pymina (1946-2008), 3oxpema B
110r0 IpoeKTi «7 nucmonadar (1985). Cepia dixcye
[IEeMOHCTpallil, IpucBAYeHi 1o T. 3. [JHa Bemmkoi
JKoBTHeBoOI coljianicT4yHOI peBonoLii, AKi mocra-
I0Tb fK TeaTpaji3oBaHa Ta LITYYHA BUCTABa, IO
pI3KO KOHTPACTy€ 3 IMOBCAKIEHHOK peanbHICTIO
Xapxkosa gpyroi momosunn 1980-x pp., TpaHcmo-
109 KPUTWYHE CTAB/IEHHA aBTOPA [0 PafAHCHKOI
BIIaJINL.

JIpyruM HanmpAMOM IOCTA€E NOCTiKEHHS iHau-
Bijla Ha T/I CTPIMKMX COLIOKY/IBTYPHUX Ta ypOaHic-
TUYHYX TpaHchopMartiit SnoHil.

Hanpam koperoe 3 BHYTPIllIHbOIO Mirpali€ro Ha-
CEJIEHHA i3 CIIbCbKIX PETiOHiB, BUXOBAaHOTO B MEXaX
TPAULiiHNX KYIbTYPHUX IapajyurM, HO €KOHO-
MiKO-TIPOMUCTIOBUX LIeHTpiB fmoHil. fIK 3a3Hadae

P. Ilepuiue, cTpiMKnii pO3BUTOK ANOHCHKUX MICT,
sokpeMa Tokio, ynpoposx 1960-X pp. cipy4nuHuB
XaoTMYHE 30HYBaHHA, XXMTNIOBA Ta KOMepliliHa
3a0yzoBa 3MillyBanacs 3 BUPOOHMIMMY 00 €KTa-
mu (Pernice, 2006, p. 255-256). Sk Hacmimok, mi-
CTa MEPETBOPU/INCA Ha OCEPENKY PO3PUBY CBITO-
CIIPUITHATTA, TOOYTY il TEMIIB XXUTTS, HOCTABIIN
IIEPESYMOBOIO KPSV KYIbTYPHOI ilEHTMYHOCTI B
ANOHCBKOMY CYCIIiIbCTBI.

Y 1poMy KOHTeKCTi IpuKIasom € ¢otorpadiu-
Huit poekt Axiamu Tapacyxe (1941-2013) «Mo-
n00a zpyna» (1963), y AKoMy HOMIHYIOTb CLEHN
CKYITYEHHA JIIOfiell Y TPOMaJICbKOMY TPaHCIIOPTi Ta
cepemoBuILi MicTa. ABTOP, 3aCTOCOBYIOUM OITHYHE
okycyBaHH:A, BUOKpEeMIIOE iHAMBIAIB i3 3arab-
HOTO HATOBITY, ZOCTI/KY0UM 00pasu pisHMX COLi-
QIbHYIX IPYIL. BogHOYAC IPOEKT aKIeHTYeE Aediut
0COOMCTOrO IPOCTOpPY, IO 3YMOBJIIOE €MOLiliHe
IVICTAHI{OBAaHHA JIIONVHY SIK CTpaTerito 30epexeH-
HA IIEHTVYHOCTI B YMOBaX Merarorica.

Cxoxy mpobneMaTuky ROCTIKYye it Mopisima
Haitno (1938 p. H.), 30kpeMa y ¢ororpadii «Bio-
kpumuii npocmip (Ixebyxypo)» (1968) (Puc. 6), ne
300pakeHO MOPTpeT YOJNOBiKa Ha T/ BiZKpUTO-
ro micbkoro cepemosuma Tokio. 3HIMOK pempe-
3eHTYE IICHXOEMOLIIHNIT CTaH po3rybneHocTi Ta
eK3UCTeHIIi/1HOI HeBM3HAYEeHOCTi MIOAMHM Ha T/
crpiMKkoi MopepHisanii fnonii. 3okpema, 3rigHO 3
pocmimxennamu K. Cmit, Mopiama ctBopus opHi
3 HaliBIi3HaBaHimux 06pasiB moBoeHHOI SmOHi],
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Puc. 6. Mopiama Jlaiioo. «Biokpumuii npocmip (Ixe6yxypo)» 1968 p.,
konexuis “Tokyo Photographic Art Museum”, m. Toxio, Anonis.
Iwcepeno: https://collection.topmuseum.jp/Publish/detailPage/49971/

pENpe3eHTyIoul IIOBCAKIEHHICTh Kpisb TeMHY,
eKCIIPECUBHY €CTETHKY, Pi3Ki paKypcu Ta 3HIMKM B
ctumi «cHemmuoT» (Smith, 2023, p. 1-2).

Crumictika MopisiMu TicHO IOB’A3aHa 3 TeH-
NeHIielo cy0ekTMBHOTO peaniaMmy. SIK 3asHavae
K. M. MakKopMuk, Ha BifjMiHy Bifi Opi€eHTOBaHMX
Ha JJOKyMEHTA/IbHICTb NpUOIYHUKIB peasizmy,
Cy0’€KTUBHI peanicTy 3BepTanmucs A0 HOBOEHHOTO
€BPOIENICHKOTO Ta AMEPMKAHCHKOTO aBaHTapAy, 30-
KpeMa J10 ekcripecuBHOI MaHepu Pobepra Openka
(1924-2019). Ile mpoTmcTaBIeHHA aKTyasmi3yBa-
JI0 AUCKYCil0 MDK 00 €KTMBICTCHKUM i Cy0 €KTUB-
HuM tnigxonamu y dororpadii (McCormick, 2022,
p. 244-245).

AHaris apxiBiB BusBnse it iHumx ¢potorpadis,
AKi B niepiof 1960-X pp. 3BepTanuch 0 3a3Ha4€HO-
ro Hanpsimy. Cepepy Hux — Barta6e IOxkiui, Barana6e
Karcymi (1941-2006) ta IcimoTo fAcyxipo.

ExcTpanomonyy 3asHaveHi CIOKEeTHO-TeEMATIY-
Hi Ta BMpPa3Hi acIeKTVM Ha KOHTEKCT XapKiBCbKOI
mkomt  (oTorpadii, MPOCTEKYETbCA KOpENALiA
3 TBOPYICTIO iHINOTO NpeACTaBHMKA Ipymu «loc-
npom» — Muxaiina Tlemana (1957 p. u.). Vioro
¢ororpadiunmit mpoexT «M — 3Hauumv mempo»
(1985-1986) mOKYyMEHTAaNIbHO BifTBOPIOE COLiyM
XapkoBa Mi3HbOPA/IIHCHKOTO MOBCAKJEHHSA APYroi
nonosuHn 1980-x pp. Cepis nopTpeTiB, CTBOPEHNX
y IPOCTOPi XapKiBCbKOrO METPOIIONITEHY, IOCTa€e
He JIMIIE AK pelpe3eHTal|i TUIIAXIB MICBKIX XMI-
TeJliB, a i AK Bi3ya/IbHMIT MapKep 4Yacy, 110 3acBigyye
II0YATOK COLIOKY/IBTYPHUX TPAHCHOPMALLIIL.

Tperim HanpaAmMoM BucTynae dikcanis comiomno-
miTaHOi TYpOYIeHTHOCT] Y BUI/LAAL IPOTECTIB Ii-
Bi/IbHOTO Hace/leHHs, AKi BOIHOYAC CIYIYIOTh IIPO-
ABOM KPM3J KY/IbTYPHOI iIeHTUYHOCTI ATOHCHKOTO
CYCIIi/IbCTBA.

[Topi6Ha iHTEpIpeTalis KOPEe 3 TOCTiKeH-
HAMu E. Orroma, AK1il MiIKPECIIOE BaXX/IUBY PONb
IIOBOEHHOTO IIOKOJIiHHSA, HAPOJKEHOTO B CINbCKUX
perioHax y nepiopg apyroi nmonosuun 1940-x pp., y
NPOTeCTHUX pyXax 1960-X pp. ABTOp 3a3HaYaE, 1j0
IPOTECTY MOCTAKTH SK COLia/NbHMI IPOSB HAIIPY-
JKEHHA MDK €KCIIaHCi€l0 MacoBOi KYIbTypM — fAK
IHAMKATOPIB CTPIMKOrO PO3BUTKY €KOHOMIKM Ta
BIUIMBY KY/IbTYPHOI MOJie/li 3aX0fly — i IparHeH-
HAM 30eperTy caMOOYTHICTb AMOHCHKOTO CYCIi/b-
crBa (Oguma, 2015, p. 7-10).

Bupasuum npuknagom cryryiors poborn Xama-
ryqi Takamr (1931-2018), 3okpema cBiTnnHa «[H-
yuoenm y Cinostoxy» (1968), Ha skiit 3adikcoBano
CUJTYeT IPOTECTYBa/IbHMKA Ha T/Ii [Ta/1Ial0u0ro aBTO-
Mo6ina. Potorpadis akLeHTYe 3ar0CTpeHHS MOJIi-
TUYHOTO HANIPY>KEHHA Ta INCUXOEMOLITHOTO CIIPo-
TUBY iH/JMBi/ja B yMOBaX 3araJbHNX 3MiH ANOHil.

3okpeMa, BaroMmoro ocrae pobotra «Cmapa xin-
Ka, ujo 6oimocs x6unv uacy» (1969), Ha sAxiit 306pa-
KEHO JITHIO JKiHKY, 110 IIPOXOAUTD II0B3 MOJILeli-
cokuit koppoH. Qotorpadisa Bisyamisye Tpusory
CYCIII/IbCTBA Ta BOJHOYAC €K3MCTEHLiIIHY Bpas/m-
BICTb 0Ci0 OXM/IOrO BiKy B YMOBAX COLiOMOMITIY-
HOI fecTabimizanii Ha T/1i MOBOEHHOTO JIOCBIAY CY-
cinberBa Anowii.
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AHaris apxiBiB BusBse i1 iHumx ¢portorpadis,
AKi B nepiof 1960-X pp. 3BepTanuch 0 3a3Ha4€HO-
ro Hanpsimy. Cepen Hux — Xira flcyo (1938-2000),
Kirai Kasyo (1944 p. 1.), Mixki Jxyn (1919-1992).

YerBepTuM HANpAMOM IIOCTAE OCTIIKEHHA
€KOJIOTil B KOHTEKCTI E€KOHOMIKO-IIPOMIC/IOBOTO
possutky Anonii nepiogy 1950-1960-x pp.

[Ipukmagom cnyrye pororpacdiunnit mpoext Ky-
Babapu llices (1936 p. u.) — «Xsopoba Minama-
ma» (1962), MmO JOKYMEHTye HACTifKM OTPYEHHH
MemkaHiiB npedekrypu Kymamoro. Iloprperni
3HIMKM 306pa>1<y10Tb TAL[iEHTIB MIiCBKOI JiKapHi,
¢ikcyoun mposiBU YpaKeHHs HEPBOBOI CHCTEM,
CIIpUYMHEH] 3a0pyfHEHHAM BOJHOI CuCTeMM pid-
Kut 6i micra MiHamMaTa MeTUMIPTYTTIO BHACTIZOK
CKMJAHHA BiIXO/IiB XiMiYHOI IIPOMIC/IOBOCTI.

Cxoxe KpUTMYHE OCMMUC/IEHHSA E€KOHOMIKO-BM-
poOHMYOrO PO3BUTKY imocTpye 1t Akisma Ppox-
3i (1942 p. H.), 30KpeMa B TIpOeKTi «/lom 3emix
(1970), 110 BUCTYIIA€ PETPOCTIEKTHBHUM aHA/II30M
BIUIMBY MAacOBOTO CIIOXXVBAHHA Ta BUPOOHMIITBA
Ha npupopHe cepenosuie Anonii 1960-x pp. ®o-
Torpadii «Kapkac menesizopa, 3anuuienuti Ha 36a-
nuwgi» (1969) ta «Ilopoxcus kopobka, Toxio» (1969)
dikcyrorp MacmTabu nobyroBux Biaxopis Tokio,
AKi MOCTAalTh Bi3yaTbHOI MeTaopor MOYATKY
IPYXOBAHOTO EKOLVITY.

[TonibHe BUCBiT/IEHHs eKOMOTiYHOI mMpobIeMa-
KM y doTorpadil Ta iHIIMX MacMefia B Hepiof
1960-x pp. Bigirpano Kmo4oBy ponb y GpopMyBaH-
Hi €KOJIOTiYHOI CBIOMOCTi ANOHCHKOTO CYCIIi/Ib-
cTBa. JOKpeMa, 3rifHo 3 pocrmimkeHHaM H. Ka-
Iypa, CYCIIbHUII PE30HAHC CIIPUAB AKTUBI3allii
TPOMAJICBKUX PYXiB, AKi BIVIMHYIM Ha yXBaJeHHA
KOMIIJIEKCY 3aKOHOZIaBUMX IHIL[iaTVB Ha IIOYaTKy
1970-x pp., CIPAMOBAHNX Ha 3aXUCT JOBKI/IA A10-
uii (Kapur, 2018, p. 272).

AHaris apxiBiB BusABnde 1 iHumx ¢ortorpadis,
AKi B 1960-X pp. 3BepTamich O 3a3HAYEHOIO Ha-
npsamy. Cepen Hux — Kasaga Kikyxi (1933 p. n.),
Xana6yca Ilinzo (1936 p. u.), Kimypa Tcynexica
(1928-2008).

[TaTvM HamnpsAMOM € HOCHTIIKEHHA NUTUHCTBA
B KOHTEKCTi CTpiMKOI MopepHisawil fAmowii, o
IpsAMO NPOJIOBXY€E TeMAaTU4YHi 3acajy mepiomy
1950-x pp.

3okpeMa, ynponosx 1960-x pp. BisyanbHa pe-
Tpe3eHTallis 00pasy FUTUHM OCTAaTOYHO HabyBae

JTOMIHAHTHMX IO3UTVMBHUX HApaTUBIB — AK Ia-
C/IMBOTO, XUTTEPANLICHOTO Cy0 €KTa, AKNIT MOCTAE
YaCTMHOK 0e3NeYHOro, COLialbHO KOHTPO/IbO-
BaHoro cepefoBuma (Yamagata-Montoya, 2016,
p. 145-147).

Bupasuum npuxmagoM nocraiots poborn Ta-
Hymn Takasmi, sokpema ¢otorpadii «Koukypc y
3aXi0HOMY CMUT, HAMXHEHHULL NONYAAPHICMIO Be-
cmepH-inomie» (1961), sika perpeseHTYye CLeHY
JUTAYNX irop y KOCTIOMax KOBOOIB, aKIEHTYIOUM
OyzeHHICTh 6e3TypOOTHOrO AUTMHCTBA B yMOBaX
CTabiIbHOCTI Ta CoLianbHOrO 3axucty. BogHowac
poboTa HaroymoIye HOBY IPOOTEMATHUKY BIJIUBY
KY/IbTYPM 3aXOfy, 30KPEMa aMEPUKAHCHKOTO KiHe-
Marorpady, Ha GOpMyBaHH: HOBMX IiCTABOEHHUX
IOKO/iHb AmoHii.

HapatuBHO KOHTpacHOW mocTae ¢ortorpadist
SImapa Minopy (1918-2017) — «Ipa 6 kaminuyi,
Xaebapy» (1963), y sAkiit 3aikcoBaHo AiTell y cinb-
CbKiil MiCLIeBOCTI IIifl 9ac AMOHCHKOI Py KaMiHIA-
mu. Pobota mifkpecnioe 36epexxeHHs Tpauiii Ta
HAro7IoIIyKYH BiIMIHHOCTI AUTUHCTBA B CIbCHKO-
My JI MiCbKOMY CEpeNOBMILIAX Yy IIEPiOf] 3arajbHOI
MogiepHisanii fnonii 1960-x pp.

AHanis apxiBHUX MaTepiasiB BMAB/AE il iHIIMX
dororpadis, sii B mepiogy 1960-x pp. 3BepTamuch 10
3asHayeHoro HanpaAMy. Cepen Hux — Kapakami [11i-
rexapy (1925-2003), Oxypa lynmxi (1937-2015),
Tomisma Xapyo (1935-2016).

BucnoBku. AHaji3 ANOHCBKOI JOKYMEHTalb-
HOI poTorpadii spyroi momounu 1940-1960-x pp.
Haflae 3MOry BMOKpeMUTH 20 CIOXKETHO-TeMaTH4-
HMX HANpSAMIB, 10 IEMOHCTPYIOTb KOHLIENTYa/lb-
HO-00pa3Hy cIragkoeMHicTb. [IpocTexyerbes B3a-
€MO3aJIE)KHA €BOJIIOLiA )KAHPY, KA PO3TOPTAETHCA
HAaBKOJIO TPbOX TEMATIYHIUX JOMiHAHT, COpMOBa-
HMX Y ipyriVt monoBuHi 1940-x pp. i pennikoByBsa-
HMX Y Bi3ya/IbHill KY/IbTYpPi HACTYIIHUX JeCATUIIITD.

[lepumit HampsiM — iKcallis aMepUKaHCHKOI
BiiICbKOBOI OKYMalii Ta ii BI/IMBY Ha ATIOHCbKE CyC-
NiIbCTBO Yepe3 TpaHCOpMaLLiio YpOaHICTUIHOTO
CepefioBUIL, L0 perpe3eHToBaHO B poborax Ki-
mypu Ixes 11 Xadci Tagaxiko. ¥ 1950-x pp., 3i 3MeH-
LICHHSM LIeH3YPHUX 00OMeXXeHb, TeMaTyHa pPaMKa
PO3IMIMPIOETLCA 11 TPAaHCHOPMYEThCA B KPUTIIHE
OCMMC/IEHHA COLIIOKY/IBTYPHUX HACIAKIB OKYIaL[il:
Ha IepIINii II/IaH BUXOGUTD IPUCYTHICTD BifICHKO-
BMX 0a3, CeKCyalbHa eKCIUIyaTallif, 37I04MHN iHO-
3eMHIX BillCbKOBUX. 30KpeMa, pororpadii Tokiu



Toitoxo BUABMAIOTH KOOHIANbHY IPUPORY BIUIMBY
CIIIA Tta apTuKymo0Th HOTpeby Heperany Ioi-
TUYHOTO Ji COLia/IbBHOTO IUCKYPCY B AMNOHilL.

[Ipyroro [OMiHaHTOI BMCTYyIIA€ Bisyaisallisd
3ara/IbHOHAI[iOHA/IbHOI  €KOHOMIKO-IIPOJ0BOIbYOI
Kpu3u KiHig 1940-x pp., mpencTasiena y gpororpa-
disx Xamas Xipoci, @ykycimu Kikynsipo ta Voci-
oxu CeHp130. 300paXkeHHs aKIJeHTYIOTb eK3JCTeH-
LifiHe HANpPY)XeHHs, Opak pecypciB i mparHeHHS
710 BIDKMBAHHA. YIpoioBx 1950-X pp. 1jeil Hanpam
€BOJIIOL[IOHYE B TOCTIIKEHHSA COLlia/IbHOI MapriHa-
Mi3anil Ha T/1i €KOHOMIYHOTO BifHOB/IEHHSA KpaiHM,
10 MPOCTeXYyeTbcs B poboTax Cacamoro LlyHeko
ta Hapaxapu Ikko. BisyanbHuii akijeHT 3MilyeThb-
CSl Ha BPa3/MBiCTb 0ci6 MOXWIOTo BiKy Ta 6esmpu-
TYIbHUX — AK TPYII, BUK/ITIOYEHUX i3 MOJIEPHICT-
CbKOT'0 HapaTUBY HalliOHAJIbHOTO MOCTYIIY.

Kpusosi 06pasy mocTynoBo BUTICHAIOTBCA pe-
IIpe3eHTAlli€l0 eKOHOMIYHOTO 3pOCTaHHA Ta ypba-
HiCTMYHOTO OHOB/IEHHA. Y 1960-X pp. 1eif HanpAM
TpaHCHOPMYETbCSI B KPUTUKY MAcoBOTO BUPOO-
HULTBA JI CIIOKVBAHHA, 10 BUAB/IEHO B poboTax
Harano Cireiui, fle MopepHisallia Iocrae fAK fe-
CTPYKTMBHII YMHHMK JJI TPajuULilHOI COLiab-
HOI TKaHVHM.

Y npoMy X AecATWITTI GOpPMYIOTbCA Ba KPU-
TUYHI HAIpAMI: Bisyarisallis exomoriqHoi mpo6ie-
MaTvKi Ta Qikcalis TPOMafsHCBKUX IIPOTECTIB.
Po6otu Kysabapu Illices 11 Axismu Pponsi akrya-
JII3YIOTb TeMY €KO/IOTiYHOI feTpajaliil AK HaCTifKy
inpycrpiamisanii, cnpusioun GopmMyBaHHIO eKoJIo-
riyHoi cBigomocri. [TapanensHo, y po6orax Xama-
ryqi Taxami it Ortomn Eitnsi 3’aBmaernca ¢oto-
penpeseHTallia MpOTECTHOIO PyXY, L0 BKa3ye Ha
TIIOMITUYHY HeCTabUIBHICTD 1 KPM3Y ieHTMYHOCT,
CIIPUYMHEHY BIUIMBOM 3aXiJHOI Ky/IbTYPHOI Iapa-
JITMIL.

Tpers croxeTHO-TeMaTIYHa JOMiHaHTa — 300pa-
JKEHH:A IIOBOEHHOTO JUTVHCTBA, IIPEfICTaBIEHOTO B
po6otax Tamypu Illirepy Ta Karesmu Koito. O6pa3s
JUTVHY TI0CTA€ Bi3ya/JbHUM MapKepOM COLiaIbHOI
BPa3/IMBOCTI Ta BOJHOYAC — CUMBOJIOM Hafil Ha
BipomKeHHsA. Ypogosx 1950-X pp. AnTsA4a ikOHO-
rpadis 3miH0€eThCs: Potorpadii Jomona Kena Ta
Kymarai MoTOKa3y HallOBHEHi XUTTECTBEPSHUMMI
MOTUBAMI, 10 (iKCYIOTh TPy, PaficTh, AMHAMIKY
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OHOBJIeHHA. Y 1960-X pp. AUTHHCTBO HaOyBa€ CTa-
6inisaniitHoro 3mMicTy — K cepefoBuILe Oesmexy,
rapMOHIITHOTO CTAaHOBJIEHHA 0COOMCTOCTI.

Hamprukinni 1960-x pp. dopMyeTbcss oxpemuit
HAIPAM JOCTIIKEHHA eK3UCTEHIIIHOIO CTaHy iH-
IVBifa B yMoBax cTpiMkoi yp6aHisawii. Po6oru
Axiamu Tagacyke Ta Mopisamu JJaiifio BUCBITIIOIOTD
BTPATy 0COOUCTOrO MPOCTOPY, eMOLIIHY BiicTOpO-
HEHICTb fAK CTpATeril0 3aXMCTy CyO eKTUBHOCTI B
Mekax Meranorica. Ileit Bisyanbumit iuckype ¢ik-
Cy€ HOBY €CTETUKO-KOHIIENTYa/IbHy TeHJEHI10 —
3BEPHEHHS JI0 0COOUCTICHOTO IIOCBiNy, 30Kpema
CaMOTro aBTOPa, SIK 3ac00y OCMICIEHHS COLia/IbHOI
TiICHOCTI.

3okpeMa, Y MeXax JOCTiKeHHs Oy1o mmpocte-
KEHO CIO’KETHO-TeMATVYHi Ta 00pasHi Kopesuil
3 ¢dororpadivHuMy 3100yTKaMy IPeICTaBHUKIB
TIEPILOTO il IPYrOro MOKOMiHHA XapKiBChKOI KON
dororpadii nepiogy 1980-1990-x pp., cepen AKuUx
Bonogummp Crapxo, bopuc Pegpko, bopuc Mu-
xaitnos, [0piit Pynin Ta Muxaiino Ilefan. 3asHa-
YeHi aBTOPM, TOAIOHO [I0 CBOIX AMOHCHKUX KOJIET,
30cepepKyBal yBary Ha HU3LI COLIOKY/IbTYpPHUX
i MOMITMYHMX MPOONEMHNX IUIOUMH — IITYYHOC-
Ti Ta TinepbOTi30BaHOCT] PA/ITHCHKUX CBAT, TUCKY
LIeH3YPHIX 0OMeXXeHb, KPM30BUX CTaHAX CYCIi/b-
CTBa HanepenofiHi posnany Pagancpkoro Coro3sy, a
TAaKOXX Ha NEPCHeKTVBAX MACIITAOHNX COLIOKY/Ib-
TYpHMX TpaHcOpMaLiil Ha TOYATKY HPOLeCy CTa-
HOBJICHHA HE3a/IeXHOI YKpaiHM.

IlepcnekTHBO0 MOAANBIINX AOCTIKEHDb II0-
CTa€ I'PYHTOBHMII aHA/3 CHOXKETHO-TEMATUYHMX i
)KQHPOBUX aCIIeKTiB aBTOPCBKMX (oTorpadiyHmx
IPOEKTIB, Y AKNX JOKYMEHTA/IbHICTD IIOE[HYETHCA
3 XYJOXHIMM 3acobaMy BUPaXalbHOCTI, perpe-
3eHTYIOYM iHIMBiZYa/ni30BaHMI aBTOPCHKMI [OC-
Bifl poTorpada, 1110 MIPOKO IPeCTABIEHO Y TBOP-
vocti Mopisamu Jaiino, Hobyitoci Apaxki ta iHmmx
ANOHCHKMX pororpadiB y mepiop Apyroi mMooBMHK
1960-1970-x pp.
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APTEXUNU TYPBOTU TA EMNATII:
PEMPE3EHTALIA EBPONENCbHKOI XIHKW AK KYNbTYPHOTO ME[JIATOPA
B KIHEMATOTPA®IYHOMY XAHPI BECTEPH

0. 0. KocauoBa
XapkiBcbka fiep>kaBHa akageMmis KynbTypu, M. Xapkis, YKpaiHa
kosachovaolgaaleks@gmail.com

0. O. Kocauosa. Aprexunu Typ60TH Ta eMmarii:
pernpesenTanisa eBpoNeiicbKoi XKiHKM AK KyIbTypHOTO
MefiaTopa B KiHemMaTorpadidyHOMY >KaHpi BecTepH

HocnipkeHns NpyUcBAYeHe aHA/i3y apXeTUIiB Typ-
60TI Ta eMmarii B perpe3eHTallil €BPOIeIICHKOI XKIHKI
B JKaHpi BecTepH. BusHavewo, mo xinoui obpasu B Ki-
HeMaTorpadi BiflirpaloTb pob KyJIbTYPHUX MefiaTopiB,
AKI CIPUAITD HANATOIKEHHIO Mia/iory MK pisHUMM
KYIBTYPHUMI CIIIBHOTaMM B yMoBax KoHumikty. Ha
ocHoBi Tunonorii Kepon C. IlipcoH B1ABIEHO KMI0YOBi
apXeTMUIIN, 1110 BTIMOKTD TYpOOTY, 3aXMCT i 3HaTHICTD 0
CIiBIepeXMBaHHA. Pe3ynbTaTn MiKpecIoTh BaXK/In-
BiCTb KiHOYOTO Iepoi3My, AKUIT IPOABIAETHCA Yepes Ili-
K/IYBaHHS Ta eMIIaTiio, 5K (HaKTopis, 1[0 3a0€3meuyioTh
TYMaHIiCTMYHY (YHKI[I0 Y BeCTepHaX, CIPAMOBAHy Ha
TIOJO/IAHHA COLIiaIbHNX Ta KY/IbTYPHMX Oap epiB.

KiiouoBi cmoBa: apxemunu, éecmepH, ieposuii Kinema-
moepagh, KiHomMumeumeo, KiHoHapamus, KiHoOpama-
mypeis, #inouuii 2epoti, 2epoins, KynvmypHuii mediamop,
KynomypHuti dianoe.

O. Kosachova. Archetypes of care and empathy:
representation of the European woman as a cultural
mediator in the cinematic Western genre

The purpose of thisarticle is to examine the archetypes
of the European woman as a cultural mediator in the
cinematic Western genre, based on the methodological
foundations of Carol S. Pearson’s archetype classification.
The study focuses particularly on the archetypes of care
and empathy.

The methodology. The research employs an
interdisciplinary approach combining: a narrative
analysis of film plots and character development in
selected Westerns; an archetypal analysis grounded in
Pearson’s typology (Caregiver, Lover, Innocent, Sage,
etc.); film studies / art-studies methods to assess visual
representation, semiotics, and cinematic context; a
cultural-historical lens to interpret those archetypes
within broader mythological and gendered narrative
traditions.

0. Kosachova
Kharkiv State Academy of Culture, Kharkiv, Ukraine
https://orcid.org/0000-0002-0030-7892

The results. It is demonstrated that female characters
in Westerns frequently enact Caregiver archetypes,
embodying values of protection, compassion, and self-
sacrifice, and function as cultural mediators between
conflicting groups. In several cases, these Caregivers
also enact the Lover archetype, highlighting love as
a transformative force — and at times the Innocent
archetype, stressing moral integrity and openness despite
trauma. Female agency, in these portrayals, manifests
through emotional depth, caring actions, and narrative
roles that redirect conflict resolution beyond armed
struggle.

The scientific novelty. The study addresses a notable
gap in Western film scholarship by systematically
examining female heroic archetypes, which have
historically been overshadowed by male-centered
narratology. By integrating Pearson’s typology with
art-studies and gender analysis, the article theorizes a
new intersection — female archetypal agency in Westerns
as cultural mediation and compassionate leadership —
rather than mere passive roles.

The practical significance. The findings enrich film
analysis curricula by expanding archetypal frameworks
to include womens roles in genres traditionally seen
as male-dominated. These insights are valuable for
screenwriters, directors, and cultural critics to foster
more nuanced female characters. The study also offers a
conceptual toolkit for gender and myth studies, enabling
deeper exploration of non-violent heroism and cross-
cultural mediation in media narratives.

Keywords: archetypes, Western, fictional cinema,
cinematic art, film narrative, film dramaturgy, female
hero, heroine, cultural mediator, cultural dialogue.

AKTyanpHiCTD TeMM ROCTifKeHHA. BectepH
YBa)Ka€TbCA Bi3UTHOI0 KAapTKOK aMEPUKAHCHKOTO
KiHeMaTorpady i oci € OTHMUM i3 HAMIOMy/ISPHi-
mux xaupis TommiByny. Bin gocmimkye He e
HOAii, o Mamy Micue B AMepuLli Apyroi IoI0BK-
Hu XIX cr1., a 71 mogil iHIuMX KpaiH Ta iCTOpUYHMX

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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nepionis. Leit >xaHp TicHO TOB’sI3aHMit 3 icTOpUY-
HIUM KOHTEKCTOM. 3 OfiHOro OOKY, BiH IepenOayae
300paXeHHS peabHMX iCTOPUYHMX TOJiil Ta IMO-
CTarelt; 3 iHIIOTO — JTO3BOJISIE BBOMNTY BUTalaHIIX
IIEPCOHAXIB Y TIEBHY €NOXY, pOpPMYI0UN apXeTHUITHI
VABJIEHHA TIPO Ie€POIB.

Y nenTpi KiHeMaTorpagivHuMX HapaTuBiB Tpa-
IMLIHO Tiepe6yBae TIepoii-40JIOBiK, OfHAK re-
poit-xiHKa (repoiHs) € He MEHII Ba)K/IMBOI, 0CO-
671MBO Y BecTepHi, fie XiHo4i porni icropuyno 6y
CKJTQJIHVMMI 11 4acTo obMexeHnmu. CyBope cepero-
BILIle, COLIia/IbHi iepapXil Ta BUKIMKM BIOKMBAHHA
Y BeCTepHaX IiJKPEC/IIOTh YHIKaIbHI TPYJHOL I
CTIJIKiCTb >KiHOUMX NepcOHaxiB: «Xo4a JOCBif 40-
JIOBIYOTO i1 KiHOYOTO Tepos Ha apXeTUIIHOMY piB-
Hi € CIIJIbHYM, BiH CYTTEBO BifIPISHAETbCA B [IETA/LAX
4epes posi i MOK/IMBOCTI, JOCTYIIHI KOXKHIN CTaTi B
3axigHoMy cycribeTBi» (Pearson & Pope, 1981, p. 5).

Amnasis XiHOYOro TeposA y BeCTepHaX JI03BOJAE
mb1e 3pO3yMiTH, AK TeHiepHa AuHaMiKa hopMye
Miormoriuny ¥ apXeTUIIHY OIOBifb, PO3IINPIO0-
9) TOHATTA Tepoi3My II03a MeXaMy TPajyLiiHO
YOJIOBIUMX HAapaTyBiB. Y Lill CTATTi pO3I/IALAI0Th-
Cs BECTEPHM, Y AKUX €BPOIIEVIChKA XKiHKa Bifjirpae
OfiHy 3 IIEHTPa/JbHNUX pOJIeil. 3aBJAKM 3JaTHOCTI
HOENHYBATY BPA3/IUBICTD i3 BHYTPILIHbOK CHUJIOKN
BOHA 4acTo (irypye fK KyIbTYpHUIl TIOCEpeTHNK
MDK KOHQIIKTYI0UMMI CTOPOHAMIL

JK mocrarb, 1[0 3a3HA€ HACU/IbCTBA il HECIIpa-
BEJIMBOCTI, BOHA YacTO CTa€ TOJI0COM COBICTi Ta
cipaBedmMBOCTi. Taki repoiHi Hepimko BCTaHOB-
JIOI0TH 3B’A30K i3 KOPiHHMMM HapofjaMy, HaMara-
I04NCh 3po3yMiTH ixHiit 6ib 1 KymbTypy. OcKinbku
«KOMYHiKanig — me cuma xinkn» (Pearson, 2015,
p. 301), >xiHKy, 3MyIIeH] BYDKMBATH B SKOPCTOKOMY
Ta HECIPaBEIMBOMY CBiTi, BUKOHYIOTb (YHKIIII
NOCEPENHNKIB MK JBOMA NIPOTUIEXHUMI CTOPO-
HaMM, CUMBOJIi3yI04YM IIParHEHHA [JO IPUMUPEHHA
Ta BiJIHOB/ICHHA PIBHOBAary — 4acTo IOIPY BJIACHI
CTpXK/aHHA.

Huni ni repoini HarafynoTb IPO BaK/IUBICTb
BUpillleHHA KOHQIKTIB IIIAXOM Jiiasiory, a He Bill-
HI. B3aeMoposymiHHA, OCHOBaHe Ha eMIaril Ta
BU3HAHHI IIpaB IHIINX KYABTYD, CTA€ KIIOYOBUM
iHCTpyMeHTOM Y 3amobiraHHi HAacHIbCTBY. YPOKM
MUHYJIOTO JIeMOHCTPYIOTb, IJO CIBIpald Ta IO-
TOBHICTb C/IyXaTy OJHE OJTHOTO MOXYTb BifIBEpHY-
TU PyJHIBHI HAac/TiKy BifiHM, 36epiraodn He ye
JKUTTA, a i HIHHICTD KY/IbTYPHOTO PO3MAITTA.

IlocranoBka mpo6memn. Kinematorpad somo-
fii€ YHiKa/IbHOI 3HaTHICTIO POPMYBATH CYCIiNbHE
PO3YMiHH ICTOPII, KYIbTYPY Ta COLlia/IbHUX TPaH-
copmaiif, 0co6MMBO B yMOBaX BOEHHMX i Ky/Ib-
TypHUX KOHQIIKTIB. Baxx/mBoto iryporo B ipoMy
IpoLeCi € €BPOIEIChKA JKiHKa AK KYy/IbTYpHaA II0-
CepefHMIA — MeAiaToOpKa, 3[aTHA He JIMILE Bifjo-
Opaxkaty, aje il aKTUBHO JOMIATV NMPOTUPIYYA MiXK
KOJIOHi3aTOpaMy Ta KOpiHHMMU Hapogamu. IIpore
B M€XaX JKaHPY BECTEPHa, IIOIPY J10r0 MOTEHI[ias,
I pONb 3a/TMLIAETHCA 3HAYHOI MipPOK HEOCMMC-
JIEHOK), @ CaM JKaHpP YaCTO 3HELIHIETHCA, Y AKOMY
BOAYAIOTh CYTO PO3BAKAIBHUII ACIIEKT, Oe3 rmbo-
KOT'0 iCTOPMYHOrO Y1 KYIbTYPHOTO 3MICTY.

BectepH TpapMuiiiHO 30CEPEIKYETbCA Ha YO-
JIOBIYMX IIOCTATAX Ta IePOIYHMX HAPATUBAX, IO
cipuse GpOpMyBaHHIO yIepe/pKeHb, sKi MapriHa-
Ji3yI0Th XiHOYi 06pasyu, YacTo 3BOAAYM IX 710 Y-
ropAfHNX a60 crepeoTunHyx porneit. OgHaK came
II0CTaTh €BPOIEICHKOI JKIHKM 3[laTHA BUABUTY ITIN-
60Ky AMHAMIKy KyJIbTYPHOTO IIOCepefHNUITBA — i
3[JATHICTb TIOENHYBAaTU CBiTH, TpaHCcOpMyBaTH
KOHQTIKTI Ta IIlepeocMIUCIIoBaTH icTopio. IrHopy-
BaHHA L[bOTO ACIIEKTY NPU3BOAUTD JI0 BTPATH BaX-
JIMBOTO K/TI0Ya 10 PO3YMiHHA He JIMIIE )KaHPY Bec-
TEpPHa, aJie VI IUPIINX COLIOKYIbTYPHUX IIPOLECB.

OTxe, BUHUKA€e HarajbHa IOTpeda B MDKJMC-
IMIUIIHADHOMY JOCHI/PKEHH], 1[0 IPYHTYETbCA Ha
KoHLenTyanpHyx pospobdkax Kepon C. ITipcow, 3
METOK0 aHaJIi3y apXeTUIliB €BPOIEICHKOI JKIHKM B
KiHemaTorpagivnomMy BecTepHi. Take FOCTimKeH-
HA TIOINMONTD YCBiZOM/IEHHA 1i porTi K KyIbTYpHOI
IIOCepeNHNIIi Ta areHTa 3MiH, JEMOHCTPYI0YM Yepes
KiHeMaTorpagiyHy cMMBOIKY ii moTeHIian 1o mo-
ONaHHA KOH(IIKTIB, CHPUAHHSA KY/IbTYpHill B3ae-
Mopii Ta 30epexxeHHs icTOpUYHOI TaM’ATi B yMOBax
TIOCTKO/IOHIa/IbHIX 1 BOEHHUX TpaHCOpMaIiit.

AHami3 oCTaHHIX JOCTiKeHb i MyOmiKamiiL.
Ornap mpxepen, NMpeAcTaBIeHNX ANA aHAMI3Y, Je-
MOHCTDYE, 1[0 Cy4YacHi po3Bifiku 3 Kinemarorpadiy-
HOTO JKaHPY BECTEPH IIEPEBAKHO 30CEPEIKYIOThCA
Ha 4O/IOBIYMX MIepCOHAXAX i TpaHcopMaNisx IXHIX
06pasis.

Hacammepen cnig 3BepHyTmcA [0 mIpanp, AKi
OesnocepeiHbO MPUCBAYEH] SKAaHPY BeCTepH. AK-
TYaJIbHICTb i AUCKYCilHICTD cTaTTi [I. branko-Ep-
pepo «Hosi ¢opmu MackyniHHOCTI B BecTepHax:
Kinenp ermoxu Marlboro Man?» (Blanco-Herrero et



al., 2021) e 6essanepeyHnMu. ABTOp BU3HAYAE Be-
CTepH fAK «OJMH i3 HaMO17bII MACKYTHHMX Ta CTe-
peoTUIHMX KiHOXaHpiB» (TaM camo, p. 1). ¥ ctarTi
aHaJM3yIThCA TPy (iTbMU, cepel AKUX HalOimbI
noka3oBuM € «[DxeitH 6eperbcst o 36poi» (2015),
Jie TOJIOBHA PO/Ib HANEXUTh XiHLi. [IpoTe 14 repo-
iHs He BUKOHY€E QYHKIII0 KY/IbTYPHOI ITOCepeTHMILi
y BUpilIeHHi KOH(IKTIB, 110 CYTTEBO aKTyali3yBa-
710 6 11eit GinbM y MeXKax 1[boro FoCIimkeHHs. Bop-
HOYAC y CTaTTi MicTUTbCA pospiin «lenmepHi cTypii
Ta pO/b JKIHOK Y BEeCTepPHaX», AKUI y3aranbHIOE
imei TPpOX K/IIOYOBMX FOCTiAHUID Y cdepi reHep-
HMX cTypiit — Jlopu Mansi, Enicon bexpen ta 0mii
Kpicresoi.

BapTuit yBaru aHanis MipoTBOpeHHs B IIpari
«YBiuHeHHA Midy: ineonoris y ¢imbmi “Kicranmit
ToMaraBk » 3amporonyBas M. Kaprep (Carter,
2020). ABTOp 30CepemXYeTbCS Ha ifje0NIOTiYHMX
Midax B obpaHoMy (inbMi, aHaM3yHUM YOTOBIUi
HapaTusy Ta obpasu. JKinoui nepconaxi sammma-
I0TbCS Ha Iepudepil aHasmi3y, iXHe CUMBOIIYHE 3Ha-
YeHHA He PO3KpMBA€TbCA. TakoXX aBTOpP MOpYLIyeE
TeMy (OpPMYBaHHs 00pa3y >KOPCTOKOTO BOpora —
iHflaHNiB, IO TAKOX CTOCYETHCS MPOOTIEMIU KYIIb-
TYPHMX KOH(ITKTIB.

Ix. CeBimx y crarti «CrpaBXHA MYXHICTb:
OpyH, Cy0’€KTUBHICTD i >KiHOYe TiO B CYy4acHMX
BecTepHax» (Savage, 2020) AOCTiIKYe IeHEPHY
Npo06neMaTHKYy, TiNeCHICTb Ta Cy0 €KTHICTb XiHO-
4Oro Tina y BecTepHax. OfHaK aHasIi3 apXeTUIIOBYX
3MICTiB i postb repoiHi GinbMy K Ky/IbTypHOI TToCe-
PEIHNIII 3a/IMIIAETHCA TOBEPXOBYIM.

Barato my6mikaiiii mmpmol TeMaTMKM TaKOX
OMIHAIOTh yBarolo TrepoiHb abo0 iXHi apxeTumu.
Y crarti A. III. 3aini «IkoHiYHMIT aMepUKaHCHKMI
BecTepH y KiHO Ta nitepaTypi» (Zaidi, 2017) pos-
IJIAJAI0TBCS  iKOHIYHI 00pasm aMepuKaHCHKOTO
BecTepHa B KiHemarorpadi ta miteparypi. Crarra
Mae GinocopcbKy IMOMHY, OB SA3YI0UN apXeTH-
M 3 TPAHCICTOPUYHOIO 3HAYYILICTIO KAHPY. Y TiM,
00pa3u ToNoBHYX TepoiHb abo iXHiX apxeTumnis He
AHAJI3YIOThCA.

KoHlenryanbHy OCHOBY 1LIbOTO [JOCTiKEHHSA
cTaHOB/ATh ¢yHpamenTanbHi npani K. I FOHra
(Jung, 1964; Jung, 1970; Jung, 1972; Jung, 1989;
Jung, 2004), Ix. Kemmbemma (Campbell, 1968)
ta K. C. Ilipcon (Campbell, 1968; Pearson, 2012;
Pearson, 2015; Pearson & Pope, 1981), a Takox
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METOJO/IOTIi CIIEHAPHOrO aHali3y, 3alpOIIOHOBaHI
P. Makki (McKee, 1997), b. Cnaitnepom (Snyder,
2005) i [Ix. Tpy6i (Truby, 2007; Truby, 2022).

Merta cTaTTi — JOCTIAUTY apXeTUIN €BPOIEN-
CbKOI XIHKM AK KYIbTYpPHOI IOCEpPENHNUII B KiHe-
MarorpaiqHOMy >XaHpi BecTepH Ha OCHOBI Me-
TOZIOTIOTIYHMX 3acaf], 3aKMafieHnx knacudikaiiero
apxerumnis K. C. ITipcon, coxycysaBumcs Ha ap-
XeTumnax TypooT Ta emMIartii.

Buxnag ocHOBHOro Marepiamy ROCTifiyKeHHS.
Kinemarorpad, midornoris Ta apxetTnu TicHO B3a-
€MOIIOB fI3aHi, ajpke QITbMM 4acTo 6a3ylThCA Ha
MiormoriyHnx MOTMBAxX il YHiBepCaJbHUX apXe-
TUIAX [ CTBOPEHHA NEPEKOH/MVBUX HapaTMBiB.
[Tonpu 3HauHy yBary go 06pasy 40/I0Bi40ro repos,
3a/IMIIAKOTHCA CEPIlO3HI NAaKYHM B [OCIIIDKEHHI
XiHoyoro repos B kinematorpadi. OnHiero 3 Heba-
TraTbOX 3HAKOBVX Ipalb € MoHorpadisa «Kinoumit
repoii B aMepMKaHChKiil i OpUTaHChKill TiTeparypi»
(Pearson & Pope, 1981), y skiit aBTOpKN 3a3Haya-
10Th: «Benuki npaui mpo repos — “Tucsaomkuit
repoit” xoseda Kemnbenna, “Tepoit: Mid, 06pas,
cumBon’ Jopoti Hopman, “Tepoit: mocmimxeHHs
Tpauuii, Midpy Ta gpamu” Jlopma Parmama — Bci
BUXOJATD i3 TPUITYLIEHHS, 1[0 IepOoil — Iie Y0J/I0-
BiK. Lle ymepemkeHHsa CIPUATO TOMY, IO AK Y Jii-
Teparypi, TaK i B XKUTTi Iepoi3M PO3ITALAETbCA AK
BMHATKOBO 407I0Biue ABuie. 114 npans Buxogntb
i3 IpumyIeHHS, 0 XIHKM € il 3aBXu Oy repo-
[YHMMY, aje Ky/IbTypa 4acTo OyTa HeCIpPOMOXKHA
1le yCBiOMUTI» (TaM camo, p. 4).

Y 1991 p. K. C. IlipcoH, paxiBumHs 3 mcuxonorii,
BIIEpIIle ONYO/TiKyBama OfHY 3 HalBiJOMIlINX HUHI
TUIIONOTii apxeTuiB «[Ipo6ymkeHHA BHYTpIlIHIX
repois: JIBaHaATb apXeTUIIB, AKi JOIOMaralTb
HaM 3HanTu cebe i sMminuTy cBit» (Pearson, 2012),
110 € IIPOBiJHOI METOLO/IOTIYHOK OCHOBOX) 11bOTO
NOCTIIKEeHH. [1 cucTeMaT30BaHmit i JOCTYIIHWIA
BMK/IAJ| CIIPUAB BM3HAHHIO IIpalli AK Yy HayKOBMX
KOJIax, TaK 1 cepef IMPOKOi YMTALbKOI ayUTOPil.

Y Xopii IpOBeIeHOT0 JOCIKEHHS OyI0 BUSIBIIe-
HO HEMaJIo apXeTNUIIiB, IPUTaMaHHNX T€POIHAM Be-
crepHiB. Cepep HUX apxeTuny TypOOTH Ta eMmaril:
Jlio6maya (Caregiver), 3axoxana (Lover) Ta HeBun-
Ha (Innocent), 1110 BOgHOYAC BiflirpatoTh poOJb Ky/b-
TYPHIUX MefjiaTopiB y KOH(MKTHNX 0OCTaBMHAX Ta
CUTYaLlifAX.

SZOZ ‘06 9NSSI ‘dulelyn Jo ainynd
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Apxetun JIro671401 cuMBOM3ye TypOOTYy, 3a-
XUCT i caMoBiffaHicTb. Y KiHeMaTorpadi >kaHpy
BecTepH apxeru Jlo6ma4oi (Caregiver) BTimooTh
Offpasy KiZlbKa TOJIOBHYX I€pPOIHb:

- [lebopa («Ocinp

“Cheyenne Autumn’, pexx. [Ix. ®opg, 1964),

- Kpecra Jli («Conpat y cMHbOMY MYHZIIPi», QHITL.

“Soldier Blue’, pex. P. Hembcon, 1970),

- Capa Euwti («ABcrpanis», anr. “Australia’, pex.

b. Jlypmans, 2008).

- Posani Kseity («Bopormu», anrn. “Hostiles” pex.

C. Kymep, 2017).

Li repoiHi CMMBOI3YIOTb MaTEPUHCTBO, 3aXMCT,
MIIOCepAs Ta 30epeXXeHHA Mallby THHOTO B yMOBaX
xaocy. K. IOHr HeoHOpa30BO MifiKpecIoBaB Bapi-
aTuBHICTh 00pasy matepi B Midororii: «Konnenrt
Bermkoi Matepi oxormoe 6arato pisHuX THUIIB
OoruHb-MarepiB... Ak i 6y1113-;n<1/1171 apxeTuIl, MaTe-
PMHCBKWIT apXeTUI Mae Oe3/tiy mposBiB: ocobucTa
Mary, 6abycs, Madyxa, CBeKpyXa; KiHKa, 3 AKOI0
icHye eMOLilTHNIT 3B’A30K — HSH:, BUXOBATE/bKa,
npamypka...» (Jung, 2004, p. 7, 14). Tax, y ¢pinpmax,
0 aHa/misywTbcs, apxerun JIo06/1190i nposBs-
€TbCsA yepes 06pasy BuntenbKy («OciHb maiteHiBy),
Mornozol Hebaitysxoi xinku («Compar y cuHbOMY
MYHZVpi» ), mpuitoMHoi Matepi («ABcTpais» i «Bo-
pOrM») — THUX, XTO Aapye AiTAM TeIUIO il 3aXVCT.

He6opa Paiit («OciHp maiteHiB») — BYNTENbKA,
sKa MiATpUMYye iHAiaHIiB 1IaiieHiB y 60poTh6i 32
cBobopy, mepenycim gitet. Bona BTimoe apxerum
Jlio6/1s190i Yepe3 TOTOBHICTb 3aXMIATU IIPUTHO-
O7eHuX, IONpy HeOe3MeKy Ta 0COONCTI CTpaXKAaH-
HA. BoHa [iie B yMOBax HacW/IIA Ta NPUTHIYEHHH,
30epiraroun Bipy B CIIpaBe/IMBICTD i HAMATAIYUCH
sabesneuntn MaitbyTHe s miteit. [i micia — He
JIMIIE 3aXIICT, ajle if BiTHOBIEHH: 6amaHCy MK Ha-
ponamu. [lebopa nposiBIIs€ CriBYYTTA I IParHeHH
JI0 CIIpaBeIMBOCTI, HAaBiTh AKIIO L€ CYyNepeYnTs i
KynbTypi. Ii camomoxepTBa poOuth ii BTineHHAM
TypOOTH TIPO He33aXUCHYIX.

Pant IAME€HiB», aHIJL

Kpecra JIi («Conpar y cuHbOMY MYHAUpi») —
OfIVH 13 HAVIMY/pilIMX IIepCOHaXiB BecTepHa. IIpo-
JKVIBLIM TPMBAJIMIL YacC Cepef iHiaHIliB, BOHA CTa€
KY/IbTYPHUM IIOCEPEIHMKOM, BTIMIOKOYM apXETHII
JT106/15190i 3aBISIKN CBOIl 37JaTHOCTI L{iHYBaTI JKUT-
T4 B 4ac BiitHyM. BoHa HaMaraetbcd samo06irmu Ha-
cwnbcTBY mmix yac pisanyuuu B Cenpn-Kpik (1864),
HaMaral4duch BPATYBATU XKUTTA [iTeI.

[epoina saxmiae KOpiHHe Hace/leHH:A Bifj KOp-
cToKocTi 6innx mocenentiB. [i Mympictp, cuma xa-
paKTepy i JUIZIOMATUYHICTD JO3BOIAKTD 1il JiATH
AK 000poHHMII ImpurHo6meHnx. Bona Takox pgo-
IIAfja€e 3a conpaTtoM [oHTacoM, Kye Ta MiK/ITyeTbes
IIPO HbOTO.

Kpim toro, Kpecra Jli Brimioe apxetun Pos-
BX/INBOI (Sage) 3aBAKM CBOIll 37aTHOCTI OaunTH
IpaBfy I OCMUCTIOBATY PEANbHICTh Y LIMPOKO-
My KOHTEKCTi KY/IBTYPHOrO KOHQJIIKTY Ha 3eMJIAX
IliBHiuHOi AMepyku. BoHa 4MHUTDL Omip MacoBoO-
MY HAacCH/IbCTBY, PO3yMi€ Tparefiilo KOHPMKTY Mix
aMepMKAHChKOI0 apMI€I0 Ta KOPIHHMMIY HapOJaMI,
i 3aTHa O6auNTY B iHAiAHIIAX He BOPOTIB,  )KEPTB
KY/IbTYPHOTO T€HOLMTY.

Capa Emni («ABcTpanis») — repoiHs, sika BTi-
moe apxetun JII0O1A401, 3axuIjaryy XIOMYMKa
Hanny Biff 3arpos: pacusmy, BiliH! Ta IPUMYCOBOTO
pO3nydeHHA 3 popayHOK0. BoHa crae «urom» Bif
YKOPCTOKOTO CepefioBMILA KONOHia/MbHOI ABCTpa-
7il. BoHa € mocepegHNUIIEI0 MK €BPOIENICHKOI0 Ta
abOpUTeHHOI0 KYIbTypaMu, 60peThcs 3 AUCKPUMI-
Halli€lo 11 HeCIpaBeIUBICTIO, 1110 poOUTH ii BTiNeH-
HSIM CUJIY MATePYHCBKOI TI000BI.

Capa Takox e JI106/1:14010, IKa IIPOXOANTH LILAX
BiJl XO/IOHOT apUCTOKPATKY J10 MaTepi, 0 THOUTD
i saxmmae Hamny. [i Typ6ora Bupaxaerbes B 6o-
pOTbOi 3 IPUITHATTS KY/IBTYPY iHIIOTO i IParHeH-
Hi 10 00’ emHAHHA Mr0fiell. BoHa — cMMBOJ €IHOCTI,
mo60Bi Ta ryMaHi3My.

Tepoins ¢inmbmy «Boporu» Posani Kseiig yoco-
6mioe apxeTun JI106/1A401, yCUHOBIIOI0YN XTOMYMKA
3 IIeMeHi 1aieHiB. BogHouac y 1€l repoini nposs-
nsaerbes 1 apxerun Hesuunoi (Innocent), 3aBasku
3[1aTHOCT] 30epiratyt MIOASHICTD, BIfKPUTICTD i Te-
TI/I0, HaBiTb KO/Y Gi/Ib Ta HEHABMCTD MOIIN 6 3pYIi-
HyBaTy il fynry.

Posaninepexxusae rm/l601<y Tparefio Mic/iA TOro,
sIK BOMBAIOTH ii AiTeil Ta yonosika. [Tormpn Hectepr-
Huit Oinb, il MaTepUHCBKe ceplie He YepCTBie — Ha-
BIIAKY, il ckop6OoTa CTae PYIITHOI CHIOK0 MPOTS-
TOM YCbOTO CHOXeTY. i cTpakIaHHS He IPU3BOATH
710 037100/IeHHs1, @ HaBIIAKY, MiJKPECIO0TD 1i CHTy
K Marepi, 31aTHOI mo6uTy nonpy Brpary. [epoinsa
Jio7ae Bci BUMPOOYBaHHs Ta CUMBOMIYHO 3IIiTIOE
CBOE MaTepMHCbKe ceplie, Hapyrun MoboB HOBIil
IOUTHHIL



[Tompu Te, mo il popyHy BOWIM KOMaH4i, BOHA
He IIePEeHOCUTb HEHABUCTD HA iHINI KOpiHHI Hapo-
1. BoHa Terio cTaBuUThCA [0 Mai€HChKOI POAVIHI,
3 KO0 IOfJOPOXKYE, HAMATAKYICh 3PO3yMITH IXHI
KynbTypy it 6inb. [i mupicts, cniBayTTsa T2 fo6pora
pobats 1i Brinennsm HeBunHot, sika 36epirae Bipy
B JIIOICbKe J0OPO HABITb Y CBITi, IOBHOMY XOPCTO-
KOCTI.

Omucani repoini He nMIIe CUMBONIYHO BUKO-
HYIOTb (QYHKIIiI0 MaTepiB, a 11 € TBOPLAMI HOBOTO
CBiTY, 30epiraoun Hafjilo Ha BiTHOB/IEHHS rapMo-
Hil. ¥ BciX 90TMpbOX Bumaakax apxetun /106140l
IPOSBIIIETHCA Y HOPMi CaMOBIAAHOCTI, 3aXUCTy
IPUTHOOTIEHNX, IOZJOTIAHHA COL[ia/IbHUX Ta KY/Ib-
TypHMX 6ap’€piB 3apajy MOPATYHKY iHIINX.

Oxkpemo crig Bigsnauwty, mo Capa Euvti («As-
CTpanisi») TaKOX BTIMOE apXeTHH 3aKOXaHOI
(Lover). Bin BuaBnaeTbea B il rHMGOKOMy eMOIIili-
HOMy 3B’s13Ky 3 [lpoBepoMm, sIKmil fomomarae it
TpaHCHOPMYBATHCSA, IIEPEOCMICTUTI BIIACHE SKUT-
T Ta BITKPUTUCA /1A KOXaHHA Vi TIOIAHOCTI. [i mro-
60B He /uIIIe 0COONUCTA, A il CIYIYE KaTani3aTopoM
st Typbotu po Hamny, MoTuBytoun ii ctBopuTi
Oe3meyHuit i MOOIAIMIT IPOCTIp /1A CBOET HOBOI
pomvHK. Y 1boMy pasi apxeTun 3aKOXaHOi IOCH-
moe apxeTut JTo6/1490i.

Ha okpemy yBary 3acinyroBylTb BeCTEPHH, Y
AKX MIO00BHA icTOpif € meHTpanbHob0. Tak, re-
poini Ta, mwo croits 3 xynakom («Toit, 110 TaHuIde
3 BOBKaMmm», aHII. Dances With Wolves’, pex.
K. Koctaep, 1990) ta Kopa Manpo («OcranHiit 3
morikan», aHrn. “The Last of the Mohicans’, pex.
M. Maun, 1992) BTimOITh apXeTun 3akoXaHOI,
OCKiZTbKM IXHi 06pasy IpoHM3aHi TeMaMyl KOXaHHH,
BHYTPILIHBOI NMPUCTPACTi, eMOL[{itHOI IMUOMHN Ta
00’€HYI0901 CHTIL.

Tepoins ¢inbmy «Toit, 1m0 TaHIIOE 3 BOBKaMI»
Mae iHgiaHcbke iM'a «Ta, mo CTOITh 3 KynmakoM» Ta
€ IPUITOMHOI0 0i/T0K0 JOHBKOK IIaMaHa IyeMeHi. [i
KoxaHHs Jo [Ix. [lan6apa cTae HUTKOIO, IO 3’€f-
HYE /IBa CBiTI — ii HAPOMTY i «dy>KuHUA». [i KOMyHi-
KaTUBHICTb, TOIEPAHTHICTh Ta eMOILjiifHa I/IMOMHA
pobTh 1i offHi€ i3 LeHTpanbHUX Biryp, HABKOMO
AKOI po3ropraroThbca 3MiHM. BoHa Takox € moce-
PEeNHMLIEI0 MK IBOMa KY/IbTypaMil, 30KpeMa B pori
HepEeK/IajauKuL.

Apxerun 3akoxaHol B [IbOMY GinbMi IpOsBIIA-
€TbcA Yepes il TpaHcopMaliliHe koxaHHA. BoHa
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Hauxae [>koHa mpuitHATH 1i CBIiT, SMiHUTHCA 1 Ha-
BYUTHCS POSYMITH KyIbTYpy ii Hapopy. Ii emouiii-
Ha IIMOMHA Ta BIPHICTb HOYYTTAM JIEMOHCTPYIOTH
TOTOBHICTb PU3MKYBATH 1 )KEPTBYBATU 3apajin KO-
XaHHA. BoHa mIykae rapMoHii Ta CeHCY B KOXaHHi,
AKe CTa€ OCHOBOIO il HOBOTO JXUTT.

Tepoins inuoro ¢inbmy «OcTanHiit 3 MOriKaH»
Kopa MaHpo Mae BHYTpIIIHIO CHITY, IO JO3BOJIAE
i1 IopjonaTy Mexi MK JBOMa CBiTaMm — OpuTaH-
CbKUM KOJIOHiaIbHMM CYCIIi/IbCTBOM 1 KOPIHHUMU
Kynprypamy IliBHi4HOI AMepuky, 3HaOMUMU
LMBIMI3aIliTHUMI MeXaMU Ta HEBiIOMOIO IMKOI0
IpUpozoK. BoHa He € MacMBHUM cIOCTepirayem, a
AKTUBHOIO YYaCHUIIEIO MOJii, eMOHCTPYIOUM CTill-
KICTb, CIIBYYTTA Ta BiKPUTICTD O IHIIUX CIIOCO-
6iB sxurra. Ii inTepec mo Haraniens Io € ne mume
POMaHTUYHUM 3B 3KOM, @ I CUMBOMIYHUM 00 €]I-
HaHHAM JIBOX KOHTPACTHUX KY/IbTYP.

BinmosinHo mo apxetuny 3akoxaHnoi, Kopa cmi-
JIMBO CIiJye 3a CBOIMY €MOLIiAAMY, IIOPYLIYIOYM CO-
1ia/IbHi HOPMI Ta IIPUITMal0uy TI000B SIK IPOBITHY
cuny. Ti 38’a30k 3 Haranienem € Tpancdopmaryiii-
HUM — BiH PYilHy€ KY/JIbTYpHi O6ap €pu Ta CUMBOJI-
3y€ MOX/IMBICTD €[JHOCTI, AKa [JO/IA€ YIIEPEPKEHHA.
[i nparsenHs 10 IMOOKOTO EMOIIHOTO 3B’A3KY,
TOTOBHICTb PU3NKYBaTH BCiM 3apafu m000Bi Ta
CMi/IMBICTD KMHYTU BUK/IVK CYCIiNBCTBY YOCOOTIO-
I0Tb CyTb apXeTuIly 3akoxaHoi. [010BHa repoina
JOBOJVTD, L0 IPUXWUIbHICTH, €MIIaTiA Ta Biffja-
HICTb MOXXYTb CTaT¥ MOCTaMM MDK HaillIONAPU30-
BaHILIMMM CBITaAMIU.

Cectpa Kopn Manpo 3 ¢inemy «OcraHHBOTO 3
morikan» Enic Manpo yocobmioe apxerun Hesnu-
HOI Yepe3 YMCTOTY, HeBUHHICTD i TpariyHuit ginar,
AKNI 3ammiae 1 B maM’ATi BiyHO IoHOW0. BoHa 30-
OpaxeHa sIK TeHJITHA, HDKHA MOCTATh, He 3ilCOBa-
Ha JKOPCTOKICTIO HaBKO/IMIIHBOTO CBiTy. BoHa He €
aKTUBHMM YYaCHIKOM KOHQIKTY, ane il mpucyr-
HICTb MIJKPEC/II0E KOHTPACT MIXK YMCTOTOI0 FOHOCTI
Ta CYBOPOIO peaIbHiCTIO BIVTHMA.

Enic 3amuimaerbesa B MaM ATI IIAfada K JIETKa,
MpiliiMBa i1 BifaseHa Bif HacWIIA. fi TpariuHa 3a-
r110entb y pO3KBiTi MONOAOCTI epeTBOpIOE ii Ha Biu-
HMIT CUMBOJI YMCTOTH 11 HeBUHHOCTI. ApxeTun He-
BIHHOI Y ¢irypi Enic MaHpo nposBiseTbes depes
il mypicTb, JOOPOTY it Bipy B MHOACHKY 0OpoUec-
HicTb. BoHa cuMBOIi3ye uncTy fymy, sika 36epirae
BipY HaBiTb Iiepef UIeM XOPCTOKOCTI.
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Ax monopua foubKa B poayHi Manpo, Enic mu-
MOBOJIi OIIMHAETHCA Y BUPi KOHQIIKTY MiX OpuTaH-
CHKMMI KOTIOHICTaMJ Ta KOPiHHMM Hace/eHHAM. Ii
300paXyI0Th fAK 6€33aXMCHY il TO-IUTAIOMY Ha-
iBHY [IiBUMHY, AKY IOCTIifHO 3aXMIAIOTh CeCTpa
Kopa a60 ocTaHHiil IpecTaBHYUK IUIEMeH] MOTiKaH
Vukac. [i BsaeMoposymiHH: 3 YHKacoM CHMBOTTi3ye
MOX/IMBY TapMOHII0 MDK JBOMa KyIbTypaMu —
OPUTAHCHKOIO i MOTiKaHCBKOIO. IXHS icTopis, X04a it
TpariuHa, MiAKpecIoe parneHHa Emic fo egHOCTI
HaBITb Y CBIiTi, p0O3JiepTOMY BIITHOI.

Enic i YHkac maibke He MaloTb fiianoriB y ¢inb-
Mi, ajie iXHA B3a€MHA IPUXUIbHICTD IE€pefaeTbCsa
yepes MOBYA3HI KeCTu: YHKAC IIKIYETbCA PO Hel,
3axmiiae, a Eric BimoBifae 1oBipoo Ta BAAYHICTIO,
CTBOPIOIOYM BpPaXKEHHA IMMOOKOr0 eMOLiifHOTO
3B SI3KY.

BucHoBku. Y pocnmimkeHHI BUAB/IEHO TiCHMIA
3B’5130K MK KiHematorpadom, Midornoriero Ta
apxeTunamy, Io A03BOJAE PO3IAfATH (imbMi,
30KpeMa JKaHPy BECTEpH, AK CEPefoBUIIe Pernpe-
3eHTallil IMIMOMHHUX KOMEKTUBHUX ysB/eHb. ITif-
KpeC/IeHO HEeJOCTaTHIO MPefCTaB/IeHICTh )KiHOYOIO
reposi B aKafileMiYHOMY JUCKYpPCi IIOPiBHAHO 3 4O-
JIOBIYMM, IO 3YMOBJIOE HEOOXiIHICTb BMBYEHHS
XIHOYMX apXeTuiB y KiHeMartorpai.

Ha ocuosi tunonorii Kepon C. Ilipcon pocni-
JPKEHO apXeTHIIN, XapaKTepHi /I TepoiHb BecTep-
Ha, 30Kpema apxerun JIro6madoi (Caregiver), mo
BTiMIOE ifiel TypOOTH, 3aXNCTy Ta CaMOIOXEpTBIL.
[eit apxeTni Bifirpae KI040By posb ¥ 300pakeHH]
KIHOYOTO repoi3My B yMoBax KOHQIKTY, HACHILA
Ta Ky/IbTYPHOTO IIPOTUCTOAHHA.

Busasneno, mo fesKi mepcoHaxi MOERHYOTD ap-
xerun Jlro6mayoi 3 apxetunom 3akoxasoi (Lover),
110 JI03BOJISIE I/IMOIIE POSKPUTY TpaHCHOPMALLili-
Hy iy mo6oBi B xiHodoMy focsipi. [linkpecneno,
10 KOXAaHHA BMKOHYE (YHKIII0 0cobucTicHOI Ta
KY/IBTYPHOI IHTerpanil, COpuANYM PO3MINPEHHIO
MEX JXiHOYOTO TepoisMy.

Y mocmipKeHHI IIPOCTEXEHO NPOAB APXETUITY
Hesunnoi (Innocent), AKuil aKkieHTye Ha 3[jaTHO-
cTi 10 36epeXxeHHs MOAHOCTI, IMPOCTi Ta BipK B
[06po HaBiTh y TpariynHux obcraBuHax. [lokasaHo,
10 L€l APXETUII € PKEPEIOM MOPaIbHOI CU/IN, AKaA
IPOTUCTOITh PYMHIBHUM BIIBAM CEPEOBMILA.

Taxum 4mHOM, XiHOYI apXeTumy y BecCTepHi
BMKOHYIOTb He JIMIIe HapaTUBHY, a il TyMaHiCTIY-
HYy QYHKIIiI0 — 3a0e3Ie4yl0Th ONOpY IS eMIaril,
mianory Ta 3uinenHs. Iligkpecneno, mo >XiHo4mit
repoisM y JocmipKeHnx QibMax po3KpUBA€ETHCS
gepe3 TypOOTY, eMOLiifHY IMOVHY Ta IIOfONAHHA
KY/IBTYPHUX 6ap €piB, yTBEPIKYIOUM aTbTepPHATIB-
Hi MOJIe/Ii repoi3My, OCHOBaHI Ha IIIHHOCTAX CIIiBIIe-
PeXVBaHHS i M0OOBI.

IlepciexkTvBY MOJANBIINX JOCITIKEHDb II07IA-
raTh y pPO3IIMPEHH] aHa/li3Y )KIHOUMX apXEeTHUIIIB ¥
KiHOXKaHpI BECTEPH, 30KpeMa 30CepeKeHH] yBaru
Ha apxeTumax fii Ta TpaHcopmanil. AKTyanpHUM
€ MOCTiIXeHHs o6pa3y €BPOIEIICHKOI JKIHKU AK
areHTKU 3MiH, AKa aKTMBHO BIUIMBAE Ha PO3BUTOK
TIOfIil1, CIPUAI0YY IIOONIAHHIO KOHGIKTIB Ta Ky/Ib-
TypHMX 6ap’epiB. Takwit mifXif £03BOMUTH TNOIIE
3pO3yMITI AMHAMIKY >XIHOYOTO Irepoi3sMy B KOH-
TEKCTi BeCTepHa 1 POSKPUTYU HOBI MOJiei XKiHOYO1
Cy0’€KTHOCTI, III0 MAIOTb 3HAYEHHA [JIA Cy4acHOi
KiHemarorpail Ta reHepHIX CTY/IL.
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E. JI. Heumoznod. Jpamarypris abcyppny Ax croci6
OCMICTICHHSA pealbHOCTi (Ha MaTepiani gpinbMy pexu-
cepa T. Baitriti, «<Kpomux [I:xomxo», 2019)

[IpoaHanisoBaHo, K ApaMaTypria abcypay Ak 3a-
ci6 ocMucneHHA peanbHOCTI QYHKI[IOHYE Ha TIPUKIAfi
¢insmy «Kpomk [Dhxomko» (pex. T. Baitriti, 2019).
Y ¢oxyci ROCTIKeHHA — CaTMpPUYHi, IPOTECKOBi Ta
KOMeJIifiHi IIpuitoMy, 10 B abCypAHOMY K/IIOYi BUCBIT-
NIOKTb CcoliianbHi i1 icTopmuHi Asuma. [locmimkeHo,
AKUM 9MHOM TYMOP i abCypiHa ApaMatypris CIpusAoTh
IEKOHCTPYKIii imeomoriuamx Mmidis, Kpuruii ToTami-
TapuaMy Ta (OPMYBAHHIO A/IbTEPHATMBHOTO CIOCOOY
cpuitHATTA fiiicHocTi. Ha mpukmapi ¢inemy mpo-
CTeXXEHO NOJBIIHMII piBE€Hb HApaTMBY: 30BHILIHIN Ta
BHYTPIIIHIN. YBary 30CepepKeHO TAaKOX Ha JUTAYil
NEPCIEKTUB] AK K/IHYOBIN paMaTypriyHill KOHCTPYK-
11il, 10 J03BOJIAE PO3KPUTU abCYPAHICTb TOTamiTapHOI
TIOTiKM 9epes IMpY, ale HaiBHy TOYKY 30py IOMIOBHOTO
repost. 3pijicHeHa cripo6a BUABUTH crelmdiky gpama-
Typrii abcypay B cydacHOMy KiHeMaTorpadi Ha Matepi-
a/1i KOHKPeTHOTO (i/bMy, pO3KPYBIIN IpaMaTypriqHumit
IOTeHIiam abCypAHOTO AK iHCTpyMeHTY inocodcbKoi
i comianbHoi pedrexcii. Po3rianyTo Takox 0cobmmBoc-
Ti HOEJHAHHA XaHPOBIUX CKIAJ0BUX KOMEJI, Ipamu Ta
caTMpy B MeXax abCcypmucTchkoi ecTeTuku. BycHoBa-
HO, 10 abcypy y QinbMi € He XaOTUYHUM €IeMEHTOM,
a CTPYKTYPHMM HPYHIIUIIOM TI0OYIOBU HAPATUBY, KNI
JI03BO/II€ KPUTUYHO [IEPEOCMICIUTY TPAriuHi icTopuy-
Hi HOpil, HOEHYI0UM eMOLiliHy IIMONHY 3 iHTeneKTy-
a/IbHMM JVCTAHIOBAHHAM.

KnrouoBi cmoBa: opamamypeis abcypdy, camupa, epo-
meck, eymop, ideonoais, momanimapusm, KiHoKOMeOis,
«Kponux J]#00xo0».

E. Nechmohlod. Absurdist dramaturgy as a way of
comprehending reality: a case study of Taika Waititi’s
“Jojo Rabbit” (2019)

The purpose of the article is to analyze how the
dramaturgy of the absurd functions as a means of
comprehending reality, using the film Jojo Rabbit (dir.
Taika Waititi, 2019) as a case study.

The research focuses on satirical, grotesque, and
comedic techniques that, within an absurdist framework,
highlight social and historical phenomena.

The methodology is based on the integration of
philosophical, aesthetic, and structural-dramaturgical
analysis. Special attention is given to the interplay
between the comic and the tragic, the use of linguistic
and visual means that create the film’s unique aesthetic.
The study explores how humor and absurdist dramaturgy
contribute to the deconstruction of ideological myths,
critique of totalitarianism, and the formation of an
alternative way of perceiving reality. The film presents a
dual level of narrative: the external — comedic, which
engages the viewer through the lightness of form, and
the internal — reflective, which prompts the audience
to reflect on the nature of ideological influence and
psychological subjugation. Attention is also given to the
child’s perspective as a key dramaturgical device, allowing
the absurdity of totalitarian logic to be revealed through
a sincere yet naive viewpoint of the main character.

The scientific novelty. The scientific novelty lies in the
attempt to identify the specifics of absurdist dramaturgy
in contemporary cinema based on the material of a
particular film, revealing the dramaturgical potential
of the absurd as an instrument of philosophical and
social reflection. The article also considers the features
of combining genre components of comedy, drama, and
satire within the framework of absurdist aesthetics.

Conclusion. The conclusions demonstrate that
the absurd in Jojo Rabbit is not a chaotic element
but a structural principle for narrative construction,
enabling critical rethinking of tragic historical events by
combining emotional depth with intellectual distancing.

Keywords: absurdist dramaturgy, satire, grotesque, humor,
ideology, totalitarianism, cinema studies, Jojo Rabbit.

AKTYalnbHICTh TeMU JOCTiKeHHA. AGCypr K
dopma XYJOKHBOTO BUCIOBIIOBAHHS JAABHO CTaB
IHCTPYMEHTOM I PO3KPUTTA CKIafHNUX TeM Y
MICTELTBI, BKIIOUHO 3 eK3UCTEHI[ITHIMMU, COLlia/Tb-
HUMM Ta TOTITUYHUMIU HPOOTIEeMaMM. Moro moes-
HaHHA 3 KOMEJII€I0 O3BOJIAE He /IIIe KPUTUKYBATI

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



imeosorii, ame i ocMMUCIOBATH ITMOOKI acleKTH

JOAChKOTO icHyBaHHA. Teatp abcypay, oCHOBaHMIT

Ha ifeax A. Kamro ta JK.-II. CapTpa, 3HaYHO BII/IN-

HYB Ha PO3BUTOK KiHeMaTorpady, 30kpeMa Ha KaHp

kiHokomenii abcypmy. @inbm T. Baittiti «Kponmk

Ixomko» (2019) (Waititi, 2019) € cyyacHum mpu-

K/IafioM Takoro migxopy. Crpiuka ;eMOHCTPYE, K

NOEJHAHHA KOMIYHOTO Ta TPArivyHoOro Jj03BOJIAE

IIepeOCMIC/IIOBATI ICTOPMYHI 11 COLIia/IbHI ABUILA.

AKTya/bHICTh JOCTI/PKEHHA NO/IATA€E Y BUBYEHHI
MeXaHi3MiB, 3a JOIIOMOTOI0 SKUX JpaMaTypris a6-
CYpAY METOIOM I'yMOPY i IPOTECKY BIIMBA€ Ha I/IA-
flalibKe COPMITHATTA, @ TAKOXX MOXX/IMBOCTEIA 3aCTO-
CyBaHHA Lii€ei popmu BUC/IOBIIOBAHHA Ta 1i 3ac06iB
y Cy4acHOMY KiHOBMPOOHWIITBI.

®inpm «Kpomuk Jkomko» MiATBEPIKye 3asB-
JIEHY aKTya/IbHICTb He JIMIIe TEMATUKOIO, a 11 BICO-
KMMI OLIHKaMM B IPodeciiiHOMy cepemoBUIL Ta
rApanpkoMy npocropi. Crpiuka 3po6yma mpemito
«Ockap» 3a HajlKpaluil afalTOBaHUI CleHapii
(2020), 6yna HOMiHOBaHAa Ha HAaropomu «30IOTHI
rno6yc» (Golden Globes, 2020) i BAFTA (BAFTA,
2020), a Takox 3i6pana nonag $90 MIH y cBiTOBO-
My npokari. QibM BUCOKO OLiHMIN KPUTHKH, IO
JIOfIaTKOBO IiITBEPIPKYE 10T0 TIOMYIAPHICTD i KpH-
TyHe BusHaHHA (Rotten Tomatoes, n.d.).

Mera cTaTTi — MpoaHanisyBaTy, AK paMaTypris
abcypny sK 3aci6 OCMUCTIEHHS peanbHOCTI QyHK-
nionye Ha mpukaagi gpinemy «Kpomuk [xomxo».
Y doxkyci gocmipKeHHs — caTMpUYHi, TPOTECKOBI
Ta KOMEJIilHI IpuitoMy, o B abCYypAHOMY K/TI0di
BUCBIT/IIOIOTH COLIia/IbHi 11 iCTOPUYHI ABMIIA.

3aBIaHHA TOCTITKEHHA:

1. Oxpecmutyt TeopeTIyHi 3acajy gpamaryprii a-
CYpAy AK GpopMu XyZI0XKHbBOTO BUCTOBITIOBAHHSA
B Tearpi Ta Kinemarorpadi.

2. BusHaunty ocobmuBocTi B3aeMopii abcyp-
Iy, TPOTECKY, CaTHpH J1 KOMefiitHoro y ¢imbmi
«Kpomuk JIxomxo».

3. IlpoananisyBat «IUTAYY IEPCHEKTUBY» K
K/II0YOBY JpaMaTypridyHy KOHCTPYKLIiKO Ta II
(yHKITIOHYBaHHS B HAPATUBI CTPIUKIL

4. Jocmiguty mapagokcanbHi piBHI MO6YROBHU
¢inbMy (CroxxeTHNIT, KOTHITUBHMIA, eMOLITHWIL,
Bi3ya/IbHIIN).

5. BusButy, K abCypAMCTCHKi 3ac00M BIUIMBAIOTH
Ha IJIAflallbKe CIPUIHATTS ICTOPUYHUX ie0so-
riit Ta GOPMYIOTb KPUTUYHE JYCTAHI{IOBAHHA.
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Metoponoria pgocmifKeHHA. Y posBigui 3a-
CTOCOBAHO KOMIUIEKCHIII ~MDKAVCHMUIUTIHAPHUI
nipxin, mwo noexHye ¢inocopcbkmit, ecreTIHMIL,
CTPYKTYPATIiCTChKIMII 1 HapaTMBHO-JpaMarypriy-
Huit aHasi3. Oco6MuBYy yBary npujiieHo BUBYEHHIO
IIapafIOKCANbHOCTI Ha CIXKETHOMY, IICHXO/IOTT9HO-
MY il KOMIIO3UIIIIHOMY PiBHAX.

[IoHATTA «IUTAYA IEPCIEKTNBA» POSITIATAETCA
AK IpaMaTypriyHa cTpareris, 0 03BO/AE BBECTH
IIAfaYa y CBiT abCypay depes mupy, HaiBHY ixeo-
JIOTI9HO CKOHCTPYJOBaHY CBifOMiCTb muryHu. it
IifXif] mepen6adae aHami3 HapaTMBHUX MeXaHi3MiB
i BHyTpIIIHIX TpaHCOPMALiil TONOBHOTO Tepost K
3ac00Y BVSB/IEHHSI IPMXOBAHMX CMIUCIIIB.

Takoxx BpaXoBaHO repMeHEBTUYHMII ACIEKT —
iHTepIpeTanilo KylIbTypHOrO KOHTEKCTY, aBTOP-
CbKOTO BJC/IOB/IIOBAHHA Ta BIUIVBY Ha IVIAJAya.
MeTtopnomnoris 6a3yeTbc;1 Ha IIO€[HAHHI aHami3y
KIIIOYOBMX CLieH, Aiazoris, BisyambHux Metadop i
aKTOPCBKOI Iy SIK e/leMeHTIB abCypAUCTCHKOI ec-
TETHKIL

AHami3 ocTaHHIX JOCTiKeHb i MyOmiKaiiiL.
Hpamarypria abcyppy, il Teopernuni sacapy, ii
BIUIMB Ha KiHeMmarorpad mowamm dQopmysaTucs
e BcepeayHi XX cT. BoHy IPyHTYIOTbCA Ha ifeax
eK3JCTEHI[{a/Ti3My Ta aKLeHTYITb Ha a0CypAHOCTI
MOZChKOTO icHyBaHHA. Sk mmcaB A. Kamio: «A6-
CYpA HApOIKYETbCA 3 NPOTUCTOSHHA JIOJCHKOI
noTpebu B CeHci i1 ippaijioHanbHOI THuI CBiTY»
(Camus, 1955, p. 28).

Hpamaryprist abcypay BUKOpHCTOBYE MeTado-
pu4Hi 06pasy, rpoTeck, MapagoKcanbHi cuTyaii Ta
HeiHiitHi CloKeTn, 106 meperaT BiUYTTA Biguy-
KEHOCTI, Xa0Cy I TOLIYKY CEeHCY B I1030aBIeHOMY
norikn cBiti. OCHOBHMMY 1i TeOpeTMKaMM BBaXKa-
10TbcA 3rafani Bume A. Kamro, JK.-I1. Caprp, a Ta-
xox fpamarypru E. Vionecko Ta C. Bekker.

Kinemarorpad, mpuitaasmy 1i inei, aganrysas
ix yepe3 BisyasbHi 3ac00M Ta HapaTMBHI PUITOMI,
30araqyio4y TakuM YMHOM BUPA3HICTh aOCypHOTO
rymopy. Oco6/m1Bo 1je MOMITHO B >KaHPi KiHOKOMe-
Zii, ie MO€IHAHHA TPAriYHOTO Ta KOMIYHOTIO JI0IO-
Marae mmoIe OCMICIIOBATH COLia/IbHI I TOMITINY-
Hi asuma. Hanpuknag, y crpiukax Yapni Hamnina
aOCypAHICTD CUTYaLiil BUKPMBAE HapajoKCy pe-
alIbHOCTI, a pinbMu OpariB KoeHiB feMOHCTpPYIOTD,
AK caMe TPOTEeCKHUIT TyMOp BijoOpaxkae Oe3rmys-
JICTb TIOACHKMUX BYMHKIB Y CKIAJHUX COLia/bHMX
KOHTEKCTax.
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«Kpomux [I>omxo» € MpUKIaZioM BUKOPUCTaH-
HA abCypAy AK XYLOKHBOTO JOCTiKEHHS BIUIN-
By TOTAJIiTapHOI ifIe0NIOTil Ha AUTAYY CBiJOMICTb.
Y HaykoBOMY AMCKYpci (inbM pOSITIAFAETBCA AK
IPMKIAJ, CAaTUPUIHOTO OCMUCTIEHHSA TEMY HaLU3MY
yepes NpU3MY JUTAYOTO CBITOCIPUIHATTA. K 3a-
3Hauae Binbam Ckaiinec, cTpiuka eMOHCTPYE, 110
ysABa MOXKe K CIIPUATH POPMYBAHHIO, TaK i pyiHY-
BAHHIO HALVICTCHKUX iffeasiB, 0COONMBO B KOHTEK-
cri gutsyoro cipuitHATTsA (Skiles, 2024, pp. 60-63).
HaykoBenp ananisye, AK ysABHi Apysi Ta BOporu
JxomKo BigoOpaXkaoTh Ipolec AeKOHCTPYKII
HALVICTCBKMX ifieaniB y cBifjoMocTi guryHu. [Hmi
aBTOpY, HanpuKap JIinmepr, akieHTyoTh Ha Kpy-
THUL T. 3B. «T€T€MOHHOI MacKyIiHHOCTI» y dinbmi
(Lippert, 2021, p. 28).

Y ¢inbmi «Kpomyk Jxomko» KII0Y0BIM paMa-
TYPriYHMM iHCTPYMEHTOM OCMMC/IEHHSA iCTOPUYIHOI
Tparefiii € AUTAYE CBITOCIPUITHATTA, AKe T03BOAE
He JIIIe 3HATU 0ap epu CIPUITHATTS JKaxiTh Biif-
HM, ajie ¥ MepelpoYnuTaTy IX Yepes IpUsMy HaiB-
HOCTi, eMOIilfHOI 6e33aXMCHOCTi Ta BHYTpIlIHLOI
tpanchopmanii. Jocmiguuk P. Cponpeprappn 3a-
3Hayae, mo Taiika BaittiTi y cBOiX hinbMax, 30kpe-
Ma B «Kpomuky [[>KomKo», BUKOPUCTOBYE AUTAUY
IIepPCIIEKTUBY AL POSKPUTTA TeM, OB A3aHVX 3
IeMOKpaTi€lo, HA/lIEI0 Ta ifIe0IOTiE0, JO3BONAKYN
IIA7ja49€Bi T0-HOBOMY OCMUC/IUTY TIOfii Ta IX BIINB
Ha (opMyBaHHA ocobucTocti (Sondergaard, 2022,
pp. 177-178).

Ille omHVM BaX/IMBMM acIEKTOM abCYpHNCT-
cbKoi ipamaryprii y ¢pimemi «Kpomk [Ixomko» €
no6yoBa MepcoHaXiB K HOCIiB ifeonoriyHoi a6-
CypAHOCTI. 30KpeMa, yaBHuit Apyr [xomko — Iir-
Niep — TOCTa€ sK rinep6onisoBaHa, KOMiYHO-TPO-
TeCKHa [I0CTaTh, AKa BTi/MT0€ BHYTPIlIHI KOHQTIKTH
X/IOIYVKA Ta BOFHOYAC AEMOHCTpYye abCypAHICTH
ToTaniTapHoro caitornAny. Jocmigaukn Banni Hi
Ta Taubi Ban 3a3HavaoTh, mo ¢inbM «mepcoHidi-
Kye abCypAusM y XapakTepax, CTBOPIOIOYUM CaTy-
PUYHY IUIOLMHY, JIe iIe0/NOorid BTpayae CUIy 4epes
CBOI0 )X KapMKaTypHICTb». 3a IXHiMM CTTIOBaMM, TaKa
JipaMatypriyHa CTpaTeris «103BOJISIE AUy 06a-
YUTY Kpax ieonorii He K KaTacTpody, a AK KOMid-
HUIT abCypH, 1o BTpavyae O6yab-sKy By, LIOMHO
tioro BucMistHO» (Ni, Wang, 2022, pp. 1986-1987).
e migcwioe 3aranbHuil abCypANCTCHKII HAPATHB
CTpPIYKH, Jie CMiX CTa€ IHCTPYMEHTOM BU3BOJIEHHA.

Hocnigauk I. Mypa anaisye BUKOpUCTaHHA Ia-
popii y ¢inbMi AK iHCTpYMeHTy MOMTIYHOI caTn-
pu. ABTop mifkpecinioe, mo T. BaitTiTi 3acTocoye
IPOTECK, TyMOP Ta fpaMaTI4HY ipOHi0 [/11 BUCBIT-
JIeHHsT abCypAHOCTI BiliHu, ToTaniTapHoi ifeonorii
11 HALIYICTCHKOTO PEXVMY. 3aBJAKY TAKOMY IiIXOy
CTpiyKa He JMIlIe BUCMIIOE eCTPYKTUBHI ifiel, a i
CIIOHYKA€ IVIA/Ia4uiB 0 KPUTIIHOTO II€PEOCMICIIEH-
HA ICTOPUYHMX IIOf1il Yepe3 eMOLiIIHY AVMCTAHII0
Ta catupuany ¢popmy (Thomson, 2020).

Buxmag ocHoBHOro Marepiany JOCTi)KeHHH.
Y Hamiit posBifLi MI 30CepeaMOCs caMe Ha pa-
MaTypriyHyuxX acmekTax (inbMy, aHamisywoun, fK
Yepe3 MOOYZOBY CIOKETY Ta PO3BUTOK IEPCOHA-
XiB PO3KPMBAETbCA BIIMB TOTA/MITAPHOIL if,€0orii
Ha AUTAYY cBigoMmicTb. HoBMU3HA migxony monArae
B JIeTaJIbHOMY PO3IJIALI KIIOYOBMX CIIEH, Jie [ipa-
MaTyprisi BUKOPUCTOBYETbCA [/ LIIOCTpaLil BHY-
TPILIHBOTO KOH(IIKTY TOTIOBHOTO TepPOst MiX TIpar-
HEHHAM JI0 HaJIeXHOCTI Ta BiMOBOK IPUIHATI
HaCU/IbCTBO AK HOPMY.

OpHi€lo 3 KIIOYOBMX CIIEH, fAKa IMIOCTpye Iiei
HiAXif, € emisof, ie TOMOBHOTO Iepos Voranueca
Bewyiepa, geB’ATUPIYHOrO WIMPOTO XIOMYNKA TIPY-
HIDKYIOTb OfJHONITKM, JAI04YM JIOMY 3HEBaXK/IMBe
npisBucpko «Kpomuk [I>xomko». [omoBumit repoii,
IparHy4y BifNOBiaTy HAaBA3aHMM HOpMaM Mismi-
TapU30BAHOTO CYCII/IbCTBA, BifuyBae IIMOOKMIT
TICUXOMOTTYHMIT AUcKOoMOPT Y 3B’I3KY 3 HeBizIO-
BiJHICTIO OYiKyBaHHAM. Y Iieil MOMEHT JIOTO IIifi-
TpuMye ysaBHuUit apyr Anonsd [itnep — xomiuHO
rpoTeckHa Qirypa, sfka, IONpPY iCTOPUYHMI KOH-
TEKCT, OBOJAUTHCA He AK JMKTATOp, a AK Kapy-
KaTypHUII HACTaBHMK 1 mIpusTens. BinbysaeTbcs
3ITKHEHHA IHVIBiya/bHOI BPa3IMBOCTI IUTUHU 3
abcyppHicTio ToTaniTapHoi ifeonorii.

[iT1ep 3aCIIOKOK0€ X/IOMYMKA, TIPUBOAAYN HAIBHI
TIPUK/IAZIV CBOEI BIIACHOI «HETOCKOHANOCTI», i 00i-
1si€, 1o MaribyTHe HaumcTcbkoi Hivewunnu Gype
CBIT/IMM 1 ;0OpMM, HaBiTh /A TaKUX TBAPUH, 5K
KPOTMKI.

TomoBHMiT eneMeHT CljeHy — 1ie KOHTPacT MiK
icropuunoto mocrartio Aonbda liTnepa i itoro 06-
pasoM, CTBOPEHMM YABOW AUTUHM. [iTIep mocTae
TYT He JUKTaTOPOM, a KOMIYHOIO, 1 HaBiTh MEI0
IPUATENbCHKOK (iryporo, fKa HAMAraeTbcsA 3a-
criokoitu Jlxopmxo. Voro cnosa mpo «kpainy 3 6a-
raTbMa TBAPMHAMI» BUKIMKAIOTH CMiX Y 3B’A3KY 3



IXHBOIO TIOBHOI0 aOCYPAHICTIO, aste 1ieil CMiX 3Milma-
HMIIA i3 IPMCMAKOM TPMBOTH, aJpKe ITIAfaY PO3yMie,
110 151 «pY>k6a» He Mupa, a € MPOAYKTOM TOTAI-
TAapHOI IIPOIaraHjm.

[XOmKo mepexxnBae He JIMIIE 30BHIIIHINA KOH-
¢niKT, CIpUYMHEHNI 3HYUIAHHAMM OJHOITKIB, a
Vi BHYTpilHii. Sk AuTyHa, BiH X04e 6yTM 4acTu-
HOIO TPYIIM B HAIIMCTCHKOMY MOJIOfIKHOMY Tabopi,
ajle He MOXKe 3HAITY CBOE€ MiCllie HaBiTb Yy LIbOMY
TOKCYHOMY cepepoBumli. Yasuuit Iitnmep — e
JIOTO 3aXIMCT, KOMIIEHCATOPHMII MeXaHi3M, AKNI
HIOMTO JOIOMAarae BIIOPAaTHCS 3 ICUXOMOTYHOI0
TpaBMor0. OfHaK caM (aKT MOABM TAKOIO CyIlepe-
YIMBOro 06pasy HaCTaBHUKA CBIYUTD PO IINOU-
HY i/1€0/IOTiYHOTO BIIIMBY.

O6irsHky ysaBHOro ['iTnepa mpo macmmBy «kpa-
iHy 3 6GaraTbMa TBapMHaMV» OJJHOYACHO KOMiuHi
Ta capKacTu4Hi. BoHU HifKpecnooTh abCypAHICTD
HALMCTCBKOI ifjeororii, sika 6yaye yromiuni obpasu,
ajie BTUIIOE JIMIIIe XKOPCTOKICTD i Xxaoc. [Toegnanna
TyMopy, ipoHil Ta IMOOKOro CHMBOI3MY pOOUTDH
«Kpomuka J[[>xomko» He nmuie KOMeJi€o, a i Bax-
JIMBUM COLia/IbHMM ABUIEM 1 KOMEHTapeM, 10
JOCTII/KYE MeXaHi3MM BIUIMBY IIpONaraHjy fK Ha
CBIJIOMICTb, TaK 1 Ha CK/IaJHICTb JOPOCIIIIAHHA B
YMOBAX TOKCMYHOTIO TOTA/TiTAPHOTO CEPEOBUIIA.

KnrouoBuM MOMEHTOM, 10 Iepefye MOsABi yAB-
Horo liTepa, € cueHa npuHIDKeHHA [KOMKO Mif
Yac HaBYaHHsA B MONOIKHOMY Tabopi. Vlomy fraroth
Haka3 BOMTYU KPOJIMKA — aKT, [0 CUMBOJIi3yeE KOp-
CTOKICTb 1 CIIille MifKOPEHHA HOPMaM HaIjCTChKOI
imeomnorii. IXOmX0 BiTMOB/ISETHCS, HE B 3MO3i TIe-
PECTYIINTH Yepe3 eMIATiio, UMM BUK/IUKAE ITTY3Y-
BaHHA Ta arpeciio iHmux pgirei. Bonu He mpocro
00paXxaTh 710r0, a OYKBaJIbHO 3MYIIYIOTH 3iTK-
HYTHCA 3 KJIeTIMOM CTTAOKOCTi, 1110 B 1[bOMY Cepefio-
BIIII IPUPIBHIOETHCA 710 TaHbOM. ONVH 3 X/IOMNIIiB
BUXOIITIOE KPOMKA 3 PYK J[XKOIXKO, CKpydye JIoMy
o i >k0yprisie HuM 06 fepeBo, Mc/s 40ro TBAPY-
Ha ruHe. Ie akT XOpCTOKOCTI BUK/INKAE B [[KOIKO
IIIOK 1 po3ry6/eHicTh, a y BifiOBifib BiH OTpUMYE
npisBuceko «Kpomux Jxollxo», ke 3akpimmoe
jioro craryc isros. Ileit MOMeHT — KynbMiHalisg
J1I0T0 BHYTPILIHBOTO PO3/TAMy: 3 OFHOTO OOKYy —
IparHeHHs Oy TV IPUITHATUM Y TPYITy, 3 iHIIOrO —
HE3/JaTHICTb IPUITHATY HACUIbCTBO AK HOPMY.

[lent emison € ACKpaBMM HPUKIALOM if€0N0-
Ti4HOrO abCypAy, OCKIMbKM JIEMOHCTPYE, AK came
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TOTA/IiTapHa CUCTEMa, 1[0 0a3yeThCs Ha SKOPCTKIit
iepapxii Ta KyIbTMBYBaHHI HAaCHU/IbCTBa, IIapa-
JIOKCA/IbHO BIUIMBA€ Ha CBigoMicTb auTuHu. liTnep
AK ySABHUII JPYT BTINIIOE OJHOYACHO abCYpAHICTD
TIpOMAraHjy it IMO0KY eK3UCTeHIIiIHY CAMOTHICTb
J>KOm>KO, /1A IKOTO HaBiTh JVIKTATOP CTAE [pKepe-
JIOM eMOLiJTHOI miATpuMKy. TakuM uMHOM, 114 ClleHa
MiIKPECITIOE, 11J0 ifIe0NOTiA MOYKe He JIMILE HACAJKY-
BaTM IIeBHi [IepeKOHAHHS, a i HAOYBaTy IPOTECKHIIX,
Maibke dapcoBux hopM, Ko il cipuitHATTA Binoy-
BAETbCA Yepe3 PU3MY HUTAYOI YABIL.

A6cypn B aKTOpPCBKiil Ipi. Y BCTymHIi creHi
nics TMTpiB My Gaunmo KamitaHa Knenuengzopga
(Cem Poxsermn), Axuit MexaHi4HO BifKymye A6my-
KO, XOypJIsie iioro, a MOTiM JIefjaunM, Maibke Oaii-
JIy’KUM 5KeCTOM BUKOHYE «3ir Xaitnb». Vloro pyxu
11030aB/IeH] eHTy31a3My, 110 Ofjpa3y 3ajia€ TOH Iep-
COHAXy — HMHIYHOMY odiliepy, AKMIl OMMHUBCA
TYT He 3 BJAcHOI Bomi. BiH mpencraBigerbca AK
«kamiTad K» i 3BepTaeTbca 0 Ipynm JiTel, y Ha-
ICTCBKOMY MOOADKHOMY Tabopi.

A6cyprHiCcTD locsTae HOBOTO piBHA, Koy KiteH-
neHnopd posmoBinae, sKi HABYAHHS YEKAIOThb Jii-
Tell. XIONIi pajiCHO pearylTb Ha IIEepCIEKTYUBY
BiJICbKOBUX TPEHYBaHb, a /I JiBYaT BiH 3a3HAYAE,
10 BOHM BMBYATUMYTb «HAYKM» NPUOMpPAHHS Ta
HapoKeHHA paiteil. @pay PaM, BKIMHIO0OYNCDH Y
IpOMOBY, fofae: « Hapopgwma 18 mireit aa I'ite-
pal», i/ 90T0 XKeCcTOM MOKA3Ye, K JiTU HiOu «BY-
niTatoTh» 3 ii KuBoTa. [i perika i pyxu HaragyoTh
MeXaHIYHUIT IPOLjeC BUPOOHNIITBA, 1[0 CATUPUYHO
IiJKPECII0E POTIb KIHKM B HALIMCTChKIN ifieonoril.

KynpMiHani€o clieHy cTae nepiue 3aBIaHHA I
JIiTell: CMHXPOHHO IIiIHIMAI0uyl pyKM 11 HOTY, BOHK
MaloTh MOOyAyBaTH CBOIMM Timamu cBacTuky. lle
BUKOHYETbCA TPOTECKHO, 3 HAaJIMIpHOIO CepIi03Hi-
CTI0 1 paHATUYHMM eHTY3ia3MOM, 110 BUK/INKAE B
Afada BiguyTTa abeyppy. [lit, Aki me He ycBi-
JIOMJTIOIOTD TIOBHOI 0€3ITy3/{0CTi TOTO, 1110 POOIATS,
CTIINO MiKOPAITHCSA, BTIIIOIYM BidyanbHYy MeTa-
dopy izeonorivHoro MexaHismy, jie Tofy — JIMLIE
JleTajti, «KOMmIaTka i TBUHTUKI», T030aB/IeHi Kpu-
TUYIHOTO MUC/IEHHS.

14 cuieHa IeMOHCTPYE, AK peXncep BUKOPUCTO-
BY€ IPOTECKHY aKTOPCBKY IPy /I BUCMilOBaHHSA
HanucTebkoi ifieonorii. Aktop Cem Poksenn rpae
odiuepa Knenuengopda rak, Hi6U TOit yxe 3Mu-
pUBCA 3 6€3ITTY3/ICTIO CBOTO CTAHOBMIIA 11 IIPOCTO
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PO3BaXA€ETHCSI, 3HYLAIYNCH HaJl 0QiliitHOW0 JTi-
Hiero maprii. Bin npepcTaBngerbea AK «kamiTal K»
i 3BepraeTbcA 0 TPymN JAiTelt, AKi 6epyTh y4acTh
Y HaL[UCTCbKOMY MOMORDKHOMY Tabopi. Peben Bin-
coH y pori ®pay Pam ooyt danaTusm 1o rpo-
TEeCKY, [IepeTBOPIOIYN J10T0 Ha (apc. aranoM cie-
Ha IpalllO€ Ha CTUKY CaTMpPHU Ta TeaTpaji3oBaHOIO
abcyppy, TiAKpectoody MeXaHivHICTh 1 6e3myM-
HICTb TOTA/iTApHOI CUCTEMIL.

Kamitan 3HaioMuth [iTeil 3i cBOIMM Kojera-
Mu — cepef Akux € odirepu Oinkens (Endi Annen)
i ®pay Pam (Peben Bincon). Bornu Takox KymenHo,
TPOTECKHO BMKOHYIOTb HALMCTCbKE IIPMBITAHHA,
[0 IiJKPECII0E TeATPAbHICTD 1 BiICTOPOHEHICTD
L€l CLleHN Bifj peasbHOCTI.

®inmbm «Kpomuk JIxomxko» BUKOPUCTOBYE ab-
CypH He /Mile B HapaTUBHIiil CTPYKTYPI, a i ¥ Xy-
IOKHBOMY O(OPM/IEHH], CTBOpIOI0YN Bi3yaybHi
MeTadopH, 1O HiIKPECTIOI0Th KOHTPACTI BOEHHO-
IO 4acy Ta ifle0NIOriYHOI P OIaTa /.

OpHnM i3 HaiACKpaBilIMX IPUK/IAJIB € CLIeHa, fie
TO/IOBHUI Tepoii, [>KOmKO, ICTh KpUXITHY HOPILIi0
iXKi, CXOKy Ha KapTomnjgHe mope. Bogaovac itoro
yaBHUIT Apyr, Aponbg [itnep, cuputbh HaBIpOTH
3a CTOJIOM, 3aCTaBJIEHUM PO3KIIIHMMU CTpaBaMMu,
cepef AKUX — TOI0Ba eAMHOpora. [14 feranb BuKo-
Hy€e BOXINBY MeTaQOpPUIHY PYHKIIiI0, JeMOHCTPY-
I04M KOHTPACT MK AMKTAaTOPOM, SKWii epe6yBae B
CTaHi HaJIMIpHOTO JOCTATKY, i IIEPeCIYHNMM TTIOMIb-
M, 3MYIIEHUMM BYDKVUBATH B yMOBaxX AeiluTy pe-
cypciB.

Ille opmuH BaXkMMBUIT MOMEHT Bifi0yBa€TbCs pa-
Hime, kom1 [DKOKO LIyKae DKy cepefl CMITTA.
B opmiit 3i cuen BiH BinKpuBae KoHTeitHep i Oa-
YUTh NOKMAKAaHMI IIPOIIATaHAUCTCHKIUI TTOCTEP i3
3o6paxenHaM [itnepa. Leit BisyanbHuit enemeHT
CIyTy€e CUMBOJIOM PYIIHYBaHHA ifle0JIOrii: HAIMCT-
CBKUIT KY/IBT 0cO0MCTOCTI, 110 TaHyBaB y Himeu-
4JHi, IOCTYIIOBO BTPAYaE CIUIY, a HOPTPeT propepa
OIVHAETBbCA Cepefl BiIXOMIB, MiIKPEC/III0UY 110T0
flerpajiaLiiio.

[ITe omHMM BpaXKar4nM €Mi30fIoM € CLieHa KY/Ib-
MiHaniitHuxX 60ioBux Aiit y micti. Odinep Knen-
ueHnopd, ofyH i3 KIOYOBUX IMEPCOHAXIB ¢inb-
MY, Pa3oM i3 CBOIM IOMiYHUKOM 3’ ABJIAIOTHCA B
abCypIHUX KOCTIOMAaX: iXHiil HAUMCTCBKUIL ONAT
IOTIOBHEHMIT ACKPABUMI YEPBOHMMMI TKaHMHAMMU,
mip’sAiM, TPUMOM Ta {HIIMMM eKCTpaBaraHTHUMU
eneMentamu. Ilopyd croiTh rpamodoH, sKuii me

Oinblle MiIKpecIoe TeaTpaabHICTh MOMEHTY. Yce
1le BifOyBaeTbCcA HA T/Ii Xa0Cy BilfHM, KO IIEpCo-
HaXi BEe[yTb CTPIIAHMHY, a KaMepa 3HIMA€E CLieHY
B YIIOBiIbHEHOMY pyci (pamifi), cTBOprO04N Bpa-
JKEHH: TPOTECKHOT0, MaliXKe KapHaBaIbHOTO ITIepe-
BJATaHHA.

[ ciena Moxe OyTH iHTeprpeToBaHa fK Ia-
pOfiA Ha BOEHHMI TepOi3M, IO MEXYe 3 Tea-
TPa/bHICTIO Ta papcoM. BukopucTtanHsa Kombopo-
BO-PO3MAITVUX Bi3yaJbHMX KOJIB, 10 HArajyroTb
neit6u JITBT-kynbrypn abo refi-mapapis, oco6mBo
B KOHTEKCTi TOTa/liTApHOI BOEHHOI MAILVHI, MOXe
HiAKPEeCToBaTy INLEMIPCTBO HALU3MY, AKWIl IIPO-
TIaryBaB arpecuBHY i€0/I0Ti0, BOIHOYAC MAKYN Y
CBOIX /1aBaX MPMXOBaHi (CX0Xi Ha 11i) aIbTePHATHB-
Hi ifieHTMYHOCTI. Pi/IbM JEMOHCTPYE i MOMEHT 0CO-
611CTOr0 BU3BO/IEHHS IIEPCOHAXIB, AKi, po3yMitoun
HEMMHYYiCTh B/IACHOI IIOPA3KM, IEPECTAIOTD CIIfTY-
BaTy CyBOPYM HOPMaM ifle0/IOTi9HOI JUCHUIUIIHNA.

3aBIAKM TaKuMM HellepeciyHuM Ta Oararorpas-
HIM XYIOXHIM pimeHHAM, «Kpomk [bxomko» mo-
€JJHy€ TparidyHe it KOMi4He, CTBOPIOIOYM A0CYPAHUIL
CBIT, 11O B yABI I7IA/ja4a Bi3epKaloe BHYTPIIIHIO
CynepeyMBicTb HaucTchkoi Himewunnn.

MonTax $inbMy TaKoX IOBHICTIO MiAIOpPA/KO-
BAaHO JIOTO XyOKHIi ifiel. fIcKkpaBuM mpukmagoMm
1[bOTO € ClieHa, Y AKiit odinepu lecramo mo yepsi
BITAIOTb OfIH OJHOTO TPAJVILIIIHIM HALMCTCHKUM
npuBitaHHAM. CaMe MOHTaXHi 3ac00M — pUTM,
TPUBAJICTb KaJpiB, MOBTOPIOBAHICTb — CTBOPIO-
I0Tb TYT KOMIYHO-a0CypAHWIT eeKT.

CreHa mo6yjoBaHa fK PUTYas, IO MeXaHiu-
HO TOBTOPIOETbCA. KOXKeH mepcoHax IpoMoBIse
«Xainp litnep!» 3 ofHaKOBOW0 May3010; KOXEH 3
HUX — Bi3ya/nbHO 3ahiKCOBAaHWII y cepemHbOMY
I/IaHi, B OfHaKOBIiil QpoHTANMbHIl KoMIo3uii. Ka-
Mepa CUMETPUYHO /I MOHOTOHHO (ikcye o6mmdds
odiuepis i xmomunka J>KomKo, BUKOPUCTOBYIOUN
cepito KaipiB OTHAKOBOI TPUBAIOCTI — MPUOTIZHO
10 2-3 cexyHau. Lleit put™m cTBOpIOE BijuyTTA Te-
aTpajbHOI «xopeorpadii» abo 6e3rmysgoro 0bpaxy,
y SIKOMY TOJIOBHE — He 3MiCT, a popma.

Kynbminanis putyanbHol abcyppHOCTI focsra-
€TbCsA, KO [0 KIMHATH, BXXe Ha JPYIroMy IIOBep-
ci, saxoputb Enpsa Kopp. BoHa Tex fomydyaerbcs
[0 TIIpyBiTaHb, Bufal0un cebe 3a cectpy [Ixomxo.
Kamepa sarpumyerbcst Ha 1i oOmmyyi KpymHUM
I/TAaHOM — IJIAJaY Ma€ 3MOTIY PO3IVIEHiTy II 30B-
HIIIHICTb, OIHAK JKOJIEH 13 IMPMCYTHIX I'eCTAIiBLiB



He pearye Ha HeBifJIOBifHICTb 4 migo3py. Llei Bi-
3yaJIbHIII ITapafjoKC MifICUITIOE abCYpPy;: IIONPY ABHY
yBary 1o ii 00/myyst, mepcoHaXi MOBOAATHCA TaK,
Hi0M HIYOTO He IIOMIYal0Th — MOHTAX CTA€ YaCTH-
HOI0 KpUTHUKH GOpMaTi3My it i1e0moriyHoi cninoTu.

PutmiyHa CTpyKTypa MOHTaXY B 11ili CLieH] Bifi-
rpa€ KIKYOBY pO/b: BOHA IMiJKPECIIOE PO3PUB MiXK
HAIPY)XEHOI0 CUTYALi€l0 (OOLIYK, PUBUK BUKPUT-
T4) i MeXaHIYHUM, Mail)ke aBTOMAaTUYHVUM BUKO-
HAHHAM pUTyaiy. TakiM 4MHOM, MOHTAX CTBOPIOE
nofiBiliHNI edeKT — 3 OHOro OOKY, 1ie KOMiyHe
MIOBTOPEHHS, 1[0 BUK/IMKAE CMiX, 3 iHIIOTO — Ha-
pocTarode BifUyTTA TPMBOIY, OCKIIBKY B LIbOMY
PUTMi HEMAE MiCLiA [/ JIOTiKM YM CYMHIBY.

Kontpact Mix dopmanbhicTio #iit i ixuiM ab-
CYPBHMM 3MICTOM MOHT&X IiJKPECIIE HalCHUIb-
Hime. II0BTOprOBaHiCTb KafIpiB, CUMETPifl, OfIHAKO-
Ba JIOBXXJHA KOYKHOTO BiTalbHOTO JKECTY — yce Iie
OTOJTII0E ABTOMATH3M TOTasIiTapHOI cucTeMu. Takuit
puitoM Harajye TeaTpanbhi crparerii E. Vonecko
gy C. bexxeTa, fie puTM i IOBTOPIOBAHICTD — He
IIPOCTO KOMIYHi IIpMitoM11, a 3aco0u, 1110 pO3KpyBa-
I0Tb BHYTPIIIHIO Q/IOTiYHICTD CBiTY. MOHTaX Y 1L1iit
CLIEHI CTa€ He TEXHIYHMM IPUIIOMOM, a IIOBHOL|iH-
HOI0 JIPaMaTyprivHON CK/IaJioBOI, fIKA CTPYKTY-
PYE ClieHy K Bi3yalbHIII IapajjoKc, 1[0 BOJHOYAC
pO3ps/pKae HANPY)XEHHS i BUKPMBAE aOCypAHICTD
PUTYaTi30BaHOTO MIUC/IEHHA B TOTANTiTAPHOMY CY-
CITi/IBCTBI.

HaykoBa HOBU3HA TOJIATa€ B CIIpobi BUABUTH
crenudiky fpamaryprii abcypny B Cy4acHOMY Ki-
HeMmarorpadi Ha Marepiai KOHKpeTHOTO ¢imbMmy,
PO3KpPMBIIM JpaMaTyprivHuii moTeHIian abcyph-
HOTO fAK iHCTpyMeHTY ¢inocodchkoi i coriambHOl
pedrexcii. Po3rssHyTO TakoX 0coOMMBOCTI MOEN-
HaHHA )KaHPOBMX CK/IAJJ0OBMX KOMEZIL, paMu Ta ca-
THPY B MeXax abCypAMCTCHKOI eCTeTUKIL.

TaxuM unHOM, «IUTAYA IEPCHEKTUBA» Y GimbMi
«Kponuk [Ixomko» QyHKIiOHYE He /MuIIe SK OIO-
BijHa NO3MILid, @ AK MOBHOLIHHA JpaMaTypriyHa
KOHCTpyKIis. BoHa 3afiae cermiuny noriky pos-
BUTKY CIOKeTy — HAIBHO-eMOIIifiHy, ¢parmMeHTap-
HY, Jie Y)KOPCTOKI iCTOpMYHI IO epeTIOMITIOIThCA
Kpisb npusMy AuTA40i yABu. CaMe 11 IepCIeKTH-
Ba J03BO/NAE aOCYPHMCTCHKMM IIpuioMaM (ysB-
Huit gpyr-TiTnep, rpoteckHi 06pasy, HeCyMiCHICTD
TOHY) MpAIOBaTH He K eeKTHi Ipuitomn, a 5K
CTPYKTYPHI HOCII CEHCY.
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Bigminuicts ppamaryprii abcyppy Bim Kima-
CUYHOTO €KPaHHOIO HApaTUBY IIO/IATAE Y BiMOBI
Bifj 4iTKOI IpPUYMHHO-HACTIJKOBOI JIOTiKM, Tpa-
JUIIHOI MOTMBAIi MEpPCOHAXIB 1 3aBeplIEHMX
TpaHcdopMariiil. 3aMicTh 1[bOTO IIAHAY OTPUMYE
MHOXVHHICTb CMVC/IB, ITapajjOKCH, KOTHITYBHMUI
JIVICOHAHC — 1 came 3aBJsKY L[bOMY BilOyBa€ThCs
rubire eMOIiiiHe Ta KPUTMYHE OCMIUCTIEHHS pe-
a/IbHOCTI.

Bucnosok. ITposenene pocmifkeHHsa [03BONAE
chopMmynoBaTy KibKa y3aranbHeHb I[Of0 QYHK-
nioHyBaHHA JApamaryprii abcypmy Ak crmocoby
OCMICTIEHHs1 peaibHOCTi B Kinemartorpadi Ha mpu-
knagi gimemy «Kpomx Ixomxo» (2019). Abcypp
y Lill CTpidlLji IIOCTae He MIe AK eCTeTHYHa KaTe-
ropis, a K IMOOKIIT HApATUBHNUI IHCTPYMEHT, IO
IO3BOJIAE [IOEHATY KOMIYHE 3 TPariYHMM, ipOHilo 3
KPUTUYHYUM [IEPEOCMUCTIEHHAM iCTOPIIL.

«JlutsA4a mepcrexTNBa» € KIM0YOBOK ApaMaryp-
Ti4HOI0 KOHCTPYKIJi€0, AKka POPMYE JIOTIiKy po3Io-
Bili Ta CTPYKTYpYye InAfanbke cipuitHATTA. Came
Jepes 04l JUTUHH, 1O TOEJHYE LWIMPICTb Ta ifje0-
JIOTiYHY HAIBHICTb, abCypy HabyBae QyHKII Kpu-
TUYHOTO (iNbTpa — ycA CUCTeMa HAIMCTChKOI Mi-
dororii BUABIAETHCA BUKPUB/IEHOI, IPOTECKHOIO,
BHYTPILIHbO [IAPATOKCATIbHOIO.

Y inpmi peanisoBaHo Kinbka piBHIB mapa-
JOKCa/IbHOCTI — CIOXKeTHMIT (HeCIogiBaHi MOBO-
potu i KOHQIIKTY), KOTHITMBHMII (PO3PUB MDK
VABHUM 1 pearbHUM), eMOL{IHO-ICUXOMOTIYHII
(criBIepeXMBaHHA HABiThb B ippealbHNX CUTYa-
1ifX), @ TAKOX apXiTeKTOHIYHMII (MOEHAHHS a0-
CYPAHUX CUTYAIIill i3 Bi3ya/bHOIO CTHII3ALIIE).

Ha BigMiHy Bifj KIacM4HOrO €KpaHHOTO Ha-
paTuBy, Ie MOl MAIOTh YiTKY JIOTIKY ¥ IPUYMH-
HO-HAC/IiIKOBY MOTHBALLil0, ApaMaTypria abcypay
B «Kpomuky [I>xomko» cTBOpIoe cMMCIOBY 6ara-
TO3HAYHICTb, BMK/IMKAE KOTHITUBHY HeCTaOiTbHICTD
1 3a/MIIA€E I7IAa4a Y CTaHI 3allMTaHb, a He BiJIIOBi-
feit. Takuil mifXix cipuse He IPOCTO XYAOKHbOMY
BJC/IOB/TIOBAHHIO, a IMMMOOKOMY IIePeOCMIICTIEHHIO
KY/IBTYPHVX TPABM Ta ile0/OriYHNX IIA0TIOHIB.

3anponoHoBaHe JOCIiKeHHS BiIKpuBae Iep-
CIIEKTVBI IIOJA/bIIMX PO3BIJOK Y KOHTEKCTI BMU-
BUYeHHs aOCypAy SK HapaTMBHOI MOfeNi B KiHO,
30KpeMa y (pibMax 3 JUTAYOI0 NEPCIEKTHBO, e
Me)Xa MK YABHUM i peanbHIM 0Co0MMBO MO6GiTbHA
J1 IPOMOBMCTA.
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A. 0. Pym’anyeéa. MemopianmbHa TeMaTMKa y
¢dopremnianniii Bopuocri O. llleTnHcpKOrO

CraTTs mpucBsYeHa JOCTKeHHIO crenudiky BTi-
neHHs y ¢opreniananx tBopax Onekcanppa Illernn-
CbKOTO OJJHOTO 3 ITPOBIJHUX KOHIENTYa/IbHUX MOAYCIB
JI0r0 TBOPYOCTi — MeMOpia/IbHOI TeMaTUKN. 3a3Ha4eHO
CYTOJIOCHICTh iHTepIpeTalil KOMIIO3UTOPOM MEMODi-
aZIbHOI TeMATMKY 3i CBITOITIANHMMM IIPUHIMIIAMU Me-
TamoziepHy. OKpecneHO 0coOMMBOCTI pemnpeseHTalil
MEMOPia/IbHOCTi y TBOPYOCTi MUTIA, @ CaMe: TONTDKAHPO-
BiCTb, Bapiabe/lbHICTh 3MICTOBUX BUMIpIB, 3HAYYIiCTD
CAaKpa/lbHOI CEMAaHTUKM, BapiallifiHiCTh, MeJUTATUB-
HICTD, CMHTE3 JKaHPOBMX MOJENEN Ta KOMIIO3MLIMHMX
TeXHIK, CAaMOCTIffHMII CTaTyC 3BYKY, GOPMyBaHHA [pa-
MaTyprii B IPOCTOPi IHTPOBEPTHO CIPAMOBAHMX [{yXOB-
HUX TOLIYKiB. AKIIEHTOBAaHO HeOOXiJIHICTb BTiNeHHA B
MeMopialbHUX (OpTeNmiaHHUX TBOPAaX KOMIIO3UTOPa
BIIKOHABCbKOI KOHIIEMIIil, 3aCHOBAHOI Ha IHTPOBEPTHO-
MY CBITOCTIPMITHATTi Ta IMMOMHHOMY OCMMCIeHH] 3Ha-
YYLIOCTi JYXOBHMX L{iHHOCTEI.

KnrouoBi cnoBa: gopmenianna mysuxa, komnosumop-
coxa meopuicmoe O. Hlemuncvkozo, memopianva mema-
MUKQ, HAHP, CMUb, iHmenpemauis.

A. Rumiantseva. Memorial themes in piano
creative works by O. Shchetynskyi

The relevance of the article is justified by significance
of memorial themes in the world perception parameters
of metamodernism and absence of comprehensive
demonstration of special features of its interpretation
in the creative works by O. Shchetynskyi in the
musicological dispute.

The purpose of the article is to discover the leading
ways of conceptual interpretation and genre and style
implementation of memorial themes in the piano works
by O. Shchetynskyi.

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

The results. During the conceptual, genre and style
search of modern Ukrainian artists, the “in memory
genres” are one of the ways of actualization of the

spiritual memory and joining the artistic reflection
of the past. As a component of memorial scope of the
modern national music, the works by O. Shchetynskyi
demonstrate not only the conceptual and genre and style
pluralism of memoriality interpretation (particularly
in the area of piano art), but also its positioning as an
implementation of metamodern adherence to pluralism
and multiculturalism.

It has been discovered that in “Symphonic Portraits”,
memoriality is based on actualized retrospectivity,
which is the allusion of romantic world perception,
citationality and polyvariety of implementation at the
language, genre, timbre, etc. levels of the work, and in
“Ave Hindel’, the Baroque allusions are united with the
signs of modern musical mindset. It has been accented
that in symphonic, instrumental and especially piano
works by O. Shchetynskyi “Prayer for the cup” and
The World Tried to Catch Him (Epitaph to Hryhorii
Skovoroda), memoriality is emphasized by the complex
of the following features: belonging to multiple genres;
significance of the sacral aspect, variability and synthesis
of genre models; priority of meditativeness, philosophicity
and introversion, especially at the dramatic composition
level; approval of sound as an independent sense carrier;
actualization of establishment of the performing concept
marked with activation of the spiritual potential and
introspective world perception of the performer; and
proneness to personal spiritual search and personal
comprehension of significance of spiritual values.

The scientific novelty of the article is demonstration
of special features of implementation of memorial these
in the works by O. Shchetynskyi, particularly in one of
the newest piano works by the artist, which is The World
Tried to Catch Him (Epitaph to Hryhorii Skovoroda),
which has in fact not been studied within the modern
musicological knowledge.

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

Keywords: piano music, composing creative work
of O. Shchetynskyi, memorial themes, genre, style,
interpretation.

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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AKryanpHicTh TemMu pocmimkenHA. OpHiero
i3 CYTTEBMX TEHJEHIINI TPETbOro TUCAYOMITTA €
IHTEHCMBHE IEPEOCMMCIIEHHA CYTHOCTI Ta 3Ha4y-
IIOCTi AYXOBHMX I[IHHOCTeN, AKi (OpMYIOTh ak-
CIOJTIOTIYHMIT «KapKac» TMapajiurMy KYAbTYypyU Me-
TaMOJiepHy. Y ILieil Ipolec peBisii CBITOITASHUX
KOHCTPYKTiB Ha piBHI XymoXHbOI pedrekcii ax-
TUBHO JOTYYA€ThCA /i My3UYHE MUCTELTBO, 30Kpe-
Ma KaMepHa (opTeniaHHa My3VKa, AKa [I03HAYeHa
craTycoM cepy anpobalii K HOBITHIX XKaHPOBMX
Ta MOBHO-MOBJ/IEHHEBMX BUPA30BMX pillleHb, TaK I
Cy0 exTUBi30BaHOI iHTepIpeTalii ycTaTeHNx >KaH-
POBYIX MOJIEIENL.

AKTya/bHICTD OCMUCTIEHHS L€l chepn metep-
MiHY€TbCSI HEOOXIJHICTIO y3ara/bHEHHs IIIAXIB
PO3BUTKY Cy4acHOI HallioHalbHOI QopremiaHHOI
MY3UKU B Il KOHI|ENITYa/IbHMIX, )KaHPOBUX, CTUIHO-
BUX TOIIO BMMipax. Y pi3SHOMAHITTi IMX BUMIpiB
MeMOpiaZbHa TeMaTHKa IIOCTa€ AK YBMPA3HEHHA
IPUTAaMaHHOI KYIbTYPi METaMOJEPHY PETPOCIIEK-
TMBHOI Opi€HTalil Ha OCMUC/IEHHA [YXOBHOIO
IUIAXY JIFOZICTBA Ta 3HAYYLIOCTI 10r0 JYXOBHUX J0-
CATHEHDb Y CYYaCHUX peaniAx. MemopianbHa Tema-
THKA, BTi/IEHAa B PiI3HOMAHITTi )KaHPOBO-CTUIbOBUX
IHTeprpeTali TBOPIB Cy4aCHMUX YKPAIHCHKMUX KOM-
nosuTopis, 3okpema O. lleTuHcpbkoro, He Habyna
BIYEPIIHOTO BUCBIT/IIEHHA B CYYaCHOMY MY3MKOJIO-
TiYHOMY AMCKYpCi. HUCOHAHC MK HEJOCTaTHbOK
OCTIPKeHICTI0 crierdiky GpopreniaHHNX TBOPIB
O. HleTnHCHKOTO Ta 3alliKaB/IEHICTIO BUKOHABIIIB
Ml CIyXalbKOI ayAUTOPii TBOPYICTIO KOMIIO3UTOPA
B IIPOCTOPIi CY4aCHOI CBITOBOI KY/IbTYpM TAKOX 3Y-
MOBJIKO€ aKTya/IbHiCTh IIPOIIOHOBAHOI PO3BIAKIL.

IlocranoBka mpo6memu. OKpecmoo0dy CIery-
$iKy KOHIIeNTyaNnbHO-TeMaTUYHNX BEKTOPiB TBOP-
YOCTI Cy9aCHIX YKPAITHChKUX KOMIIO3UTOPIB, H. Pe-
BEHKO 3a3HaYae, IO KOHIIENTYaNbHO-TeMaTH4Ha
IaHOPaMa HAL[iOHA/IbHOTO KOMIIO3UTOPCHKOTO [0-
poOKy «HabyBae MOTiBEKTOPHOCTI BTi/NeHb: irpoBa
i KaHOHIYHa, CBiTCbKA i TyXOBHa, icTOpMYHA i CY-
YacHa, yKpaiHCcbKa 1 iHOKynmbTypHa» (2004, c. 13).
Y Taxiil mmopanmicTUyHIA aypi, AK BifIOBifb Ha
MeTaMOJIepHe «[IPUHATTA MHOXXIUHHOCTI CEHCIB Ta
LIIHHOCTEI! JIFOfICHKOTO 1H/VBIya/lbHOTO Ta KOJEK-
THBHOTO OyTTsA» (Buconpka, 2024, c. 29-30) akry-
aJIi3yI0ThCA MOIIYKY KOHIENTYalTbHMX, XXaHPOBIX,
CTU/IBOBIX TOLIO aHAJIOTI MIX CY4aCHICTIO Ta MU-
HY/IM.

A. KpaBueHKo 3a3Hadyae, 110 «KaHPU-MEMOry»
€ «cTabini3yo400 TAHKOI Y >KaHPOBO-CTUILOBIII
CUCTeMi My3VKI, IO YOCOOTIIOE TIaM SITh TIPO KY/Ib-
TYpy Ta BKOPIHIOE 3B’5130K i3 Tpauuiamm» (2017,
C. 78). €OHAHHS 3 Xy[0XKHbOIO pedIeKciero MUHY-
JIOTO 11 ameNALid LJIAXOM MeMOpiabHMX IIOCHU/IaHb
Ta aJmo3ill, BUAB/IEHNX Ha BepOalTbHOMY piBHi, Ma€e
IIMPOKY IAMTPy yTi/leHb: BiJi NPUCBAT BEINKUM
MajicTpaM MVHYJIOTO Ta BIIAHYBAaHHA iXHbOI 1aM s1-
Ti yepes «My3UYHi IOPTPETH» [0 KaHPOBUX alle-
NALiNA, AKi «aKyMYTIOITb» KYIBTYPHY, XYOXKHIO
aM’ sITh JTIOJCTBA.

besnocepenHivMu BTiIeHHAMY MeMOpPia/lIbHOCTI B
HaIliOHa/IbHOMY MY3MYHOMY IpOCTOpi KiH. XX —
nou. XXI ct. €, 30kpema, KamepHa cumdonis Ne 3
(mam’siTi b. JIarommucbkoro) B. 3y6umbkoro, «Tpu
enitadii» B. 3aropuesa, “In memoriam” B. Cunbge-
cTpoBa (Ha OCHOBi XKQHPOBOI MOfeTi peKBieMY),
“Messa in memoriam” M. ITomosa, “Pro memoria”
(4 cumdonin) I. Jlamenka (mam’sti xepTB rono-
nomopy), “Pro memoria” (5 cumonis) JI. Komo-
ny6a (mam’aTi KepTB CTpPALIHNX UXONITh B YKpa-
ini), xoHuepr mia dopremniano 3 opkectpoM “In
memoriam’ €. [Tlerpuyenxka. Binbura Ha piBHi KOH-
LIeNITy iCTOPUYHOI TaM’sTi, MeMOopia/TbHa TeMaTHKa
BM3HAYa€ 3MicToBi 00pil «[laHaxifm 3a momepmmu
Big ronony» €. Crankosuya, «Momreu Karepu-
Hi» 1. Kapabuus, «lymm mpo TpuanATh Tperii»
I. Cacpka, cumdonii-pekBiemy «Tpupusars Tpertiit»
O. fxoBuyka, «Ykpaincbkoro pexsiemy» O. Kosa-
peHKa.

SHAUYLIMM BMMipOM MeMOpia/lbHOI TeMaTUKI €
TBOpU-TIpUcBATU — «IIpucsaral. S. B.» B. Cunbse-
CTpOBa, KaHTara «ImeHa, imMeHa, imeHa...» I. JIa-
menka (mam’ati f. fAkyb6saka), «[I'atb MysmdHuX
MOMeHTiB» i dopremiano 3 opkecTpoM (mpu-
cBsueHo B. CwbBectposy) 1. Kapabuus, pmun-
X — KOHIIepT A/14 a/bTa, KAMEPHOTO OPKECTPY Ta
dopremniano (mam’sati B. Boitunupkoi) Ta Konnept
UL CKPUIIKY, KaMePHOTO OpKecTpy Ta (opTermia-
Ho (mam’siti FO. Bonpsa) XK. Komony6, «Tpu etronn
3uMu» J1. JI4Ko ([/1 TO/I0CY 3 OpKeCTpOM, IPUCBS-
veni HebecHill corHi), «OcaHHa My3UKaHTaM, AKVUX
HeMae 3 HaMI ...Bxe i 1je», «CKaxiTb, i YapiBHa
¢nevita» B. Pynuaxa (nmpucssata B. A. Mouapry),
«Pocmasenp-kanpiyuio» Ta «MowapT-Bapianii»
O. Ipinbepra, Konuepr-pamncopis mis anbra, Mer-
110-conpaHo Ta cuMdoniyHoro opkectpy H. boeoi
(mpucBsiuennit mam’siTi . Kapabuis) romo.



SHAYYLIMM KOMIIOHEHTOM MeMOpiabHOi Ljapu-
HI HarfioHanbHOI Mysukn KiH. XX — XXI cT. € TBO-
pu O. letnncpkoro — «Crum¢oHiyHi mopTpeTn»,
«MoninnA npo yamry», npemopis «[logsiitanit Bifi-
ormmck», “Farewell (Music in Memory of V. S. Bibik)”,
“Ave Hindel” (mpucssta I. @. [enpento), «CBit 110-
BuB jtoro. Emiradia Ipuropito Cxoopopi», “Pro
memoria’ (/I CTPYHHUX), fAKi 3aCBifYyIOTH BU-
HATKOBUII KOHLIENTYa/IbHNIl, )XaHPOBO-CTU/IbOBIII
IUTI0pasIisM iHTepIpeTalii MeMopia/bHOCTI, 30Kpe-
Ma B IPOCTOpi GOPTEMiaHHOTO MICTEL|TBA.

AHami3 OCTaHHIX FOCTiKeHb i MyOmiKamii.
[lonpy aKTMBHICTb penpe3eHTalil B HalliOHA/b-
HOMY Ta CBITOBOMY XY[OXHIX IIPOCTOpaX, TBOP-
gictp  O. llleTnHcpKoro, 30Kpema dQoprenianHa,
He Halyna BUYEPITHOTO BVCBIiTJIEHHA B Cy4YacHil
Mysukoorii. [IutaHHs, OB’ sA3aHi 3 KOHI[ENTya/Ib-
HOI0 Ta CTIWIbOBOIW CIennQikoo XOpoBoi, omep-
HOI, IHCTPYMEHTa/IbHOI Ta CUMPOHIYHOI TBOPYOCTI
MUTLA, TIOPYIIYIOTh TaKi HayKoBLi, AK O. Babiit,
K. ounosa-Ilymenxo, B. [lparanuyk, I. Ilamiituyk,
O. Ilypanosa, 1. TappkaBa, sika BusHauae 0co6mm-
BOCTI BTi/IEHHA MUTLEM XPUCTUAHCHKOI TeMaTUKI
Kpi3b mpusMy HeobapokoBux amosiit (fappkasa,
2019, c. 87).

Oco6mBocTi KaMepHO-1HCTpyMeHTaIbHOI TBOP-
YOCTI KOMIIO3UTOpA Kpi3bh MpPU3MY CTUIbOBUX I1a-
pameTpiB MiHimManisMy BucBiTIIOE O. KymHipyk
(2013). TocmimKeHHs CTUIBOBYX i )KaHPOBUX 0CO-
ormBocteit «JliTypriitHoro ¢opreniaHHOTO KOH-
nepry», «3emni ®pana Vocuda» Ta tBopiB Mut-
1151, O € pedyIeKCiero TpariYHyX MOfiii CbOTOIeHH S,
CTaJI0 OCHOBOK [/ OOIPYHTYBAaHHS BMCHOBKIB
I. CaBuenko (2004) momo KOHIENTyanbHOI Baro-
MOCTi BTi/TeHHS ITpuiioMy eM@asy Ha Pi3HUX PiBHAX
OpraHisanjii My3U4HOro TBOpY.

[IpeneseHTOM MacmITaOHOTO OCATHEHHA JKaH-
poBoi Ta cTuaboBoi AyuHamiky TBopyocTi O. Ile-
TUHCBKOTO € Aucepraniiina pobora I1. Pyap, y skiit
TBOPYMII CBiT MUTLA MO3ULIOHOBAHO fAK «iHJVIBIi-
JIyanbHO-CTUIbOBY CUCTEMY, LIO E€BOJMIOIIOHYE Ta
€ YBMPa3HEHHAM KYIbTYPHO-MUCTEbKOI CUTYaIlil
IIOCTMOJIEPHI3MY, B3a€EMOJii, II0CTaBaHIaAPAY, K/a-
CHYHVX i HalioHa/mbHMX Tpaguuii» (Pyap, 2021,
c.2).

Y 3B’A3Ky 3 aKTyali3ali€lo JyX0BHOI, peririitHol
TeMaTUKV B KOHIIENTYa/lbHNUX OOpisX yKpaiHChKOI
Mysukn KiH. XX cT., o QoprenianHOi TBOpYOCTI
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O. [lleTMHCHKOTO  ONOCEPENKOBAHO 3BEPTAETHCA
H. Pesenko (2004). HaykoBuus Harosomrye, Iio
y tBOpi «XBaymre iM’sa TocropHe» «KoMmIo3uTop
CTBOPIOE BIIACHY KOHIIEMI[il0 6aueHHA CBiTy. <AKa>
3BepHEHa [0 I7I00a/IbHIX IUTaHb JYXOBHOTO CEHCY
OyTTs i BUPILIYETHCA 3a JOLIOMOTOI0 BUKOPYCTAHHS
Pi3HMX KY/IbTYPHMX IUIACTIB I PISHOMAHITHUX TeX-
HiK: Bifj MOHopii 1o monidoHii, Bify momidonii — 1o
XOpa/IbHOCTI, BiJl XOPaZIbHOCTI — 3HOBY /10 MOHO-
nii» (PeBenko, 2012, c. 477). Brucyioun TBOpUicTh
MUTIS B CTU/IbOBI 00pii HallioHanbHOI opremniaH-
Hoi My3uky Mexi XX-XXI cr., H. Yabanenko ax-
IIeHTy€e Ha 3HAYYLIOCTi MOM(POHIYHOTO MVICTEHHS
Ta MEAUTATUBHOCTI Y TBOPYOMY CBiTi MUTIIS, OEN-
HaHHI B HBOMY «MY3MYHOTO MOJEPHI3MY Ta aBaH-
rappy (MikpoTeMaTy3M, aTOHA/IbHICTD, YCK/IAfHEHA
PUTMiKa, piBHi IIpaBa KOHCOHAHCY 1 JMCOHAHCY,
IOCIIeHHA porti TeMOpy) i3 Takoo 0cOONMMBiCTIO
YKPaiHCBKOI KY/IBTYpH, SIK MeTapOPUYHICTD MIC-
nenus» (Yabanenxo, 2019, c. 200).

Merta cTarTi — BUABUTY IPOBiIHI MOJYCH KOH-
LIeNTya/JbHOrO iHTEPIIPETYBAHHA Ta )XaHPOBO-CTH-
JIbOBOTO BTi/IeHHSI MEMOpia/IbHOI TeMaTyKu y op-
tenianHii TBopyocTi O. lleTnHcbKorO.

Buxmag ocHOBHOro Marepiany MOCITi)KeHHH.
Ha 3mami ocTaHHIX CTOMITH y MaHOPaMi KOMIIO3K-
TOPCBKVX KOHIENTYa/NbHMUX IIOIIYKiB IIpepOraTi-
BOIO cTae mputamanHa TBopyocri O. llleTnHcbkoro
OfIHa 3 MaHiIBHUX TeHEHIIi HAl[iOHATbHOTO MYy314-
HOTO MVICTEL|TBa, sIKa «Oy/IYETbCS Ha MiCTUYHO-TY-
XOBHOMY OCATHEHHI [JiiICHOCTI, MOIIYKaX KOHTAK-
Ty ocobucrocti 3 MakpocBitom» (Komenza, 2006,
C. 41). BusABnAI0UM OCHOBOIIONOXHI AKOCT 3pioro
nepiogy tBopyocti mutnd, II. Pynb sasHavae, mo
KOMIIO3UTOp «BUOYIOBY€E IIPOCTIP EVHOTO TEKCTY
HOBOTO CTVTICTIYHOTO BU/Y (METaTeKCTyalbHICTh)
1 cTae Ha LIIAX MOWIYKY YHIBEPCAaNbHOCTI My3M4-
Hoi MoBu (MetamoBy)» (2021, c. 6). Baxxmmsumu
CK/IaJfHMKaMM TBOPYOTrO METACBITY MUTLA CTalOTh
3HAKI, 110 CIYTYIOTh AeNALIAMY JO TBOPYOCTI BU-
JATHUX MUTLIB 1 KOMIIOSUIIIIHMX T€XHIK MUHY/IOTO
Ta cy4acHOCTi. [IpoOymKyoun maM’ sath KyIbTypu
11 inTeHCHQiKy0uN il OCMMCIIEHHS He K BiPKUTO-
IO, I€aKTya/li30BaHOr0 MeMOpiay, a AK IOBHOLIiH-
HOi KOMIIOHEHTM CYYaCHOTO IIPOCTOPY MY3MYHOIO
MUCTEL[TBA, 3a3HaYeHi 3HAKM y TBOPYOCTI MUTIA
3YMOBJIIOIOTb (POPMYBaHHA HOBOTO BUMIpy MeMO-
pia/IbHOCTI AK YTiZIEHHA IX IUIOPATiCTUYHOCTI Ta
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MY/IBTUKYIBTYPHOI criermdiknm — CBiTOILTHMX
IapaMeTpiB METaMOJIEPHY.

Tak, «CyuMQoHiuHi mopTpeTn» MOXHA BU3HA-
YUTY AK HOBUIT BapiaHT CUM(OHIYHOTO LUKITY, IO
Ma€ KOHIIENTYaNbHOI OCHOBOI aKTyasi30BaHy
PETPOCHEKTHBHICTD, peani3oBaHy Kpisb IpUSMY
LIIMTATHOCTI, KBa3iIIMTAaTHOCTI ¥ ajio3iflHOCTI Ta
KOHKPeTU30BaHy B IPOrPaMHMUX IIiI3arol0BKax,
AKI «BIICUIAIOTH» 10 TPASVILIINl POMAHTIYHOTO CBi-
To6adeHHA. [[MKT JeMOHCTpye mMOMiBapiaHTHICTH
YTiIEHHA MEMOPIa/lbHOCTI Ha Pi3HMX PIBHAX Opra-
Hisanii MysmyHoro ninoro. Ilepma yacTuHa IMK-
ny — «moptper» K. Jlebtocci moeHaHa 3 TBOpUMM
CBITOM BUJATHOIO MUTIIA MOBHO-MOB/IEHHEBUMI
3B’sI3KaMJl — 3HAYYIIIiCTIO COHOPHUX TOOY/OB, IO-
3UII0BaHHAM TeMOPY SIK CAMOCTIITHOTO CK/IafHIKA
BJIPa30Boi naHopamu. sKaHpOBY IIPOEKIIiI0 MeMO-
Ppia/IbHOCTI IeMOHCTPYIOTH APyTa YacTHHA, IPYUCBA-
yeHa b. CMeTaHi — 1OJIbKa, KA HACKYeHa QaKTId-
HO TOYHMMM uurtartami i3 «IIpoganoi HapeyeHOI»,
Ta YeTBepTa YacTuHa, npucssdeHa A. [llenbepry, —
BaJIbC, IPAMATUYHICTD AKOTO 3yMOBJIE€HA MOJY/IA-
Li€l0 J)XaHPY B €CTeTVYHI BUMIpY €KCIIPECiOHi3MY
Py OIIOpi Ha pO3IIMpPeHY 12-TOHOBY TOHANbHICTH
AK 3HaK JKepesia TOHa/IbHO-TAPMOHIYHMX HOBAIliil
Myt TeMOpoBi anosii 3i cBiToM icanchkoi My-
3UKI CTAlOTh OCHOBOKI) MEMOPIa/JbHOCTI B TPETiit
vacTuHi, nmpucsayenin II. Ilikacco. ®inan nuxmy,
npucsadennit I. CKoBOpozi, JeMOHCTpye MeMo-
pia/IbHICTh HA iHTOHALIIHOMY PiBHI — TeMaTyu3M
YaCTUHY Ma€ OCHOBOX MENOCY TBOPIB, AKi Tpaju-
LIiHO CMiBBiHOCATB i3 TBOPYICTIO BUAATHOTO (hi-
nocoda.

bapoxoBa cTumicTiKa € KOHIIENTya/lbHOI OCHO-
BOIO TBOPY 1A BionoHueni ‘Ave Handel’, y sxomy
osHakamy tBopyocTi I. ®. Tenpens craorb TeM6p
Ta TUIIOBi 3ac00U MOMIDOHIYHOTO POTOPTAHHS Te-
MaTu3My. BifloBiIHO /10 HOCTa/IbIIYHOI aypyu Me-
MOPIa/IbHOCTI, BOHJ CUHTE3YITbCA 3 TAKMMY 3Ha-
KaMM CY4acHOCTi, AK «XpOMaTM4Ha TOHAJIbHICTb,
Bi/IbHA [JBaHA/ILIATUTOHOBICTD, JVICOHAHTHI BEPTH-
Kam-cniB3Byaust» (Pyap, 2021, c. 161).

Ha gyMKy HaykoBILiB, IOCTMOZEPHI iHTeHLil B
apuHi GpopreniaHHOI TBOPYOCTI Cy4acHNX YKpaiH-
CBKIX KOMIIO3UTOPIB «OyAYIOTbCS Ha BifpOMKeHH]
0apoKoBOi, KIaCUIMICTMYHOI, POMAaHTUYHOI aBaH-
rapgHol Tpajuniit. BinOyBaerbcs mepexoMIoHy-
BaHHA 00pasiB Ta (opM MMHY/IOr0, MiKIIyBaHHA

KaHPIB Ta CTIIIB, 301/MIBIIYETHCS MUTOMA Bara iH-
TeIeKTYa/IbHOI CKIafioBoi y TBopyocTi» (Pazeesa,
2016, c. 6). CyyacHy HaliOHa/lbHY KOMIIO3UTOP-
CbKy TBOPYICTb XapakTepyusye 0araTo3HauHiCTb
OCSITHEHHSI «MY3MYHOI (opmu Bif il posyMiHHA
AK yCTaJIeHOI, TUIIOBOI CTPYKTYPM [0 3alepedeH-
HA K Takoi» (PeBenko, 2004, c. 15). IToctaroun y
CBIT/Ii MOCTMOJIEPHIX IIOWIYKiB, opTenianHi TBO-
pu O. IlleTMHCDKOrO KOHIIEHTPYIOTb O3HAaYeHi Xa-
PaKTEPUCTUKI XYJOXHBOI pedrrekcii Ta BogHOYAC,
IPOJOBXYI0YM TEHMIEHIII0 MOMDKAHPOBOIO iHTEp-
IpeTyBaHHA MEMOPIa/lbHOCTI, TPAHCIIOHYIOTD IX Y
crietivHMIt UIsT MUTISL TBOPYMIT IIPOCTIp 0CO-
OMCTICHO iHTepIpeTOBaHUX >KAHPOBUX MOJENeN y
«MEIUTATYBHOMY HAIIPAMKY, 3 JIOT0 IIPiOpUTETOM
IYXOBHOCTi, IycTol MeTadopMyHiCTIO, NepeBa-
>KaHHSM IIOBIIPHUX TEMIIiB, MeJIOAM3alli€l0 MICh-
Ma, MiHiMamisMom» (Komenpa, 2006, c. 42).

3HAYYyI[0I0 XapPAaKTePUCTUKOI TBOPYOTO CBITY
KOMIIO3MTOpPa, fAKY YBUPA3HIOWTL (opTemiaHHi
TBOPY MEMOPIaIbHOTO CIPAMYBAaHHA, € MiHIMaic-
T4Hi cTboBi opienTnpu. O. Kymnipyk 3a3Havae,
o «pelenuia MiHiManismy y tBopdocti O. Ile-
TUHCHKOTO 3a3HajIa ITIeBHOI €BOJTIOLII — Bif| alloso-
reTuyHoro npumitHATTa ifeit (“Mysuka Xapxosa’,
“AnTndoHN”), YACTKOBOTO BK/IIOYEHHS HEOPOMaH-
TUYHVX eeMeHTIB y KoHuenmilo TBopy (“CoHara’,
“InTepmeriio”) [0 MiANOPAAKYBaHHS MiHiMatic-
TUYHYX 3aC00IB 3 METOI0 BiJOOpaKEHHs acKeTHd-
HOI MaHepy BMK/IAZy Yy KOMIIO3MIIAX CaKpaabHOI
temaryky (“Moninaa npo Yamry”)» (Kymnipyk,
2013, ¢. 207-208).

Perteruisi MiniManismy B MemopiambHux ¢op-
TeIllaHHUX TBOpPAaX MUTIA 3YMOBJIIOE 0COOMMBE
KOHCTPYIOBaHHA Xy[OXHbOro mpoctopy. Ha piBHi
TeMaTH3MY 1l BUAB/AETbCA y BU3HAYEHIN caMuM
O. lletuncpknM 6e3KoHQMKTHOCTI Ta MiKpoTe-
MaTUYHOCTI, AKi 3yMOB/IIOKTb B omepi «bmarosi-
IIEHHA» CKPIIJIEHHA TEMATU3MY «3a JOIOMOIOK
«MIKpOIHTEPBANbHUX CTPYKTYP, LIO YTBOPIOKOTH
6i7pIIicTh MOTMBIB i TUIIOBI aKOpPAOBi CIOMYKH,
OTKe, CTalOTh JDKEPEOM AK TOPU3OHTaNi, TaK i
Beprukam» (Ietnucpknit, 2019, c. 87), Ha piBHi
TOHA/IbHOTO MUC/IEHHA — 3HAYYILiCTh aTOHA/IbHOC-
Ti, pO3MIMPEHOI TOHAIBHOCTI Ta MOJA/IBHOCTI (TaM
caMo, c. 88).

[ToBHOIO MipOI0 TaKi XapaKTepUCTUKM CTUIIbO-
BJIX ITapaMeTpiB TBOPYOCTi KOMIIO3UTOPA BUAB/IEHI



y popreniaHHNX TBOpaX, sIKi BOZHOYAC AEMOHCTPY-
10Tb 6araTopiBHeBY iHTepIIpeTaI[il0 MeMOpiaIbHOC-
Ti, ’)KaHPOBI ITapaMeTpH 5Koi y popremnianHil TBOp-
yocti O. IeTMHCHKOTO € CYyromoCHMMM CY4aCHUM
TeHJIeHIIiAM TpaHcdopMalii >KaHPOBUX Mofernet,
HAIIPUK/IAJ, TaKUM, AK IX MIKCyBaHHSA Ta 3arajioM
HiBE/TIOBAHHA YITKO BM3HAYEHMX XKAHPOBUX HOMi-
HalIiit.

CnaserHmit TBip «MomninHa mpo Yamy» pe-
MOHCTPY€ IIPOEKIII0 MEMOPIaNbHOCTI B LApUHY
CaKpajbHOTO CBiTOOAYEHHS, 10 KOHKPETU3YEThCA
Y CBOEPIHIN peleniil IPUHIUITY IO/BIIHUX Bapi-
aLlin, «yepes AKMIT OIPaALbOBYETbCA JIEKCUKA YKpPa-
iHcbKoi cakpanbHOi MOHOZIT» (PeBenko, 2004, c. 15)
Ta a/l03iAX Xopamy. BogHoyac cnHTe3yBaHHA LMX
JKaHPOBMX BUTOKIB 3i CTPYKTYPHO-KOMIIO3MIIiNi-
HUMM O3HAaKaMy TPUYACTUHHOCTI (i3 KOHTPAaCTHOIO
CepefiiHOI0 Ta AMHAMi30BaHOI0 perpu3oi0) popmye
3B’SI3KM 3 POMAHTMYHOI CBOOOJOI0 iHTepIpeTanil
JKaHPOBIX Mofenei. Y Takiil XaHpPOBiil aypi BU-
ABAKTHCA HEOPOMAHTINYHI IHTEHILi], 110, Ha JYM-
Ky HayKOBI|iB, CMHTE3YIOTbCA 3 TAKUMM O3HAKaMU
TBOPYOCTi KOMIIO3UTOPA, AK «peJliriiiHa Mporpam-
HiCTb, ifel xpucTuanchkoi dinocodii 1 midomoriix
(Beperoga, 2020, c. 324).

IIpuTamanHa TBOPY MIKCTOBICTH JI0TO >KaHPO-
BOTO «00pa3y» CTBOPIOE 0COONMBUIT BUMIp MeMo-
piambHOCTi. He Maroun koHKpeTHOI, epcoHigiko-
BaHOI afjpecHoCTi, “in memoriam” y «MorninHi po
Yamry» BucTYyIae AK 3aci6 akTyamisaii 7yXoBHOTO
CITaJKY JIFOZICTBA Jioro perniriitHoMy Bumipi. Ha pis-
Hi TeMaTHU3MYy Iie BiI0MBa€TbCA Y CHiBiCHyBaHHI —
CHiBAil y TBOpi iHTOHALIHUX cep, CeMaHTUIHO
TIOB’AI3aHMX i3 [YXOBHOK Tpajuili€0. 3 OFHOTO
00Ky, Lje a/mi03is XOpambHOCTI, 3 iHIIOrO, — CUM-
BOJIV /I3BOHIB — BepTUKA/IbHI aKOPAOBI M0OYNOBH,
1110 B KOMIUIEKCI CTTyTYIOTb 3aC0O0M PeTPOCIIEKTIB-
HOTO CIIpAMYBaHHSA CTyXalbKoi pedurexcii — mpo-
CTOPY «MeMOPiany» IyXOBHOI ITaM ATi.

[i akryanmisanis B mpocropi cydacHux AyXoB-
HUX TIOIIYKIB CUMBOJIIYHO BiJOMBA€TbCA Y TBOPI
Ha pisHMX piBHAX. Ha piBHI iHTOHALII — L€ «BTOP-
THEHHA» 3HAKIB PeaNbHOCTI — XPOMATM30BaHMX
iHTOHEM, Ha piBHi TOHAJBHOTO Ta TAPMOHITHOTO
MIC/IEHHA — 3HAYYLIiCTh aTOHA/IbHMX IHTEHIIil, Ce-
KYH/IOBJX BepTUKA/IbHIUX 00Y0B, COHOPHUX Bep-
TrKaneil. Ha piBHI XpOHOTOIY 3aranabHOMIOfCbKE
3HAYEHHs MEMOpIaTy [YXOBHOI ITaM sITi 3akapOoBye
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He JIMILE IOCTYIIOBE PO3POCTAHHSA YaCOIPOCTOPY, a
11 3ac06u 110r0 yMacIITabNeHHs — XapaKTepHi I
nonidoniyHOl TpaguIii criocobu posBUTKY TeMa-
TU3MY — IHBEpCid, PaKoXof, iHBepCid paKoxopmy
(Pynp, 2021, c. 122), mo CTAOTh «IIOCUTAHHAM» Ha
CaKpasnbHy chepy.

OcobmmBocTi  >kaHPOBOI ~ opraHizanii TBOpPY
«Csir nosuB itoro (Emitagisa Ipuropito Cxosopo-
Zii)» 3acBifYYIOTh 3HAYYLIICTH BapialfiifHOCTI fAK
KOHCTPYKTMBHOI OCHOBM MeMoOpianbHOI cdepu
¢opreniannoi TBopuocti O. llletnHcbkoro. Ha
PiBHi IpaMaTypril il MOKaKYMKOM BUCTYIIAE Me-
TaTMBHICTb. BogHOYAC i3 COHOPHMMU iHTEHLiAMI,
«BCTIyXOBYBAaHHAM» Y 3BYK Ta HaJaHHAM 3BYKYy B
€CTETMYHMX [IapaMeTpax IyaHTU/Ii3MY CTaTycy
CaMOCTIifHOTO, CaMOJIOCTaTHbOTO HOCIA CEHCy, Lie
CTBOPIOE CreliivHNMIT XPOHOTOII TBOPY — 3aIIN-
67€HOTO «TIepebyBaHHs» B KOHTEKCTI iCTOPUIHOL,
IYXOBHOI MaM'ATi Ta Ti€TeTy Ieper JYXOBHUMMU
CBiTaMM 0COOMCTOCTEI, 1[0 YOCOOMIOI0TD Crrerudi-
Ky HalliOHa/IbHOTO Ky/IbTYPOTBOPEHHS Ta TBOPEH-
H HalliOHAa/IbHOTO MEHTAIbHOTO IIPOCTOPY.

KoH1enTya/bHOTO 3HaYeHHA B KOXHIll i3 Bapi-
aniiti TBopy HaOyBae 3iCTaB/IeHHS IHTOHALIHUX
coep. OnHa 3 HUX [IOCTA€ HAa OCHOBI iHTepIIpeTarii
no4yaTkoBMX iHTOHawii I. CkoBopomyu micHi «Bcd-
KOMY TOPORY HpaB i IpaBa». IIpu cyTreBiit Mmogu-
¢ikanii purMiku 1ji€l 3HAKOBOI KOMIIOHEHT! TBOp-
YOCTI BIJATHOTO MUCTIUTENS KOXKEH II 3BYK I1OCTa€e
K KOHL|eHTpOBaHe BTineHHs dimocodcpkoro ca-
Mo3armiOneHHs Ta GaKkTUYHO CIIOHYKAE 70 Iep-
LIENITYaIbHOTO 30CePePKeHHs — IOLIYKY IIMOUH-
HUX CMUCTIB Ta anwosiit i3 dinocodcpkum cBiTom
I CxoBoponn.

[Hma iHToHaIitHA cdepa TpercTaBIeHa Mei3-
MaTUYHUMM TOOYZI0BaMM, PUTMiYHA IIPUMXIIN-
BICTb AKUX PE3OHYE 31 3HAUYILICTIO Yy TBOPYOCTI
CYYaCHUX YKPAITHCHKMX KOMIIO3UTOPIB «arorivyHoro
Hayasia il BUKOPUCTaHHIO JIOTO, NEPERyCiM, Y pori
TOJIOBHOTO 3MicToBOro Qakropa» (Pesenko, 2012,
c. 472). ImmpoisariiiHuil XapakTep L1X MOOY/OB,
AKi HALIApOBYIOTbCA Ha IICEHHY TEMY, 3YMOBIIIOE
HAIIOBHEHHA CTaTM4YHOTO YacOIPOCTOPY TBOPY
BHYTPILIHbOI0, AI03i/1HO BYABIECHOI IMHAMIKOIO.
CeMaHTIYHA HEOJHO3HAYHICTh Ii€l TeMaTMYHOI
chepn MeTaOpMYHO CIiBBITHOCUTBCSA 3 IIPO-
JIOBXEHHAM LMTaTM — «CBIT JIOBUB MEHe, ajie He
criitMaB». 3 OFHOTO 6OKY, Me/i3MaTIYHi 106yA0BNU
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JTI031iTHO BiITBOPIOIOTH 3BYKY IPUPOAN, 10 (op-
MY€E JOBATKOBUIT KOHIIENTYaIbHII BUMip TBOPY —
3iCTaB/IeHHA CBITiB /MIOAVMHY Ta OPUPOAM. 3 iHIIO-
ro 00Ky, Taki ITOOYZOBY IIeBHUM YMHOM /TI03iITHO
OB SI3aHi i3 CEMAHTUKOIO [3BOHIB, 1[0 HA KOHI[EII-
TyalbHOMY PiBHi MOXe OyTU IHTepIPETOBAHO SK
3iCTaB/IeHHA JIOJCBPKOrO Ta CAKPaIbHOIO CBITiB.
3a3HaunMo, 10 I iHTOHaIilHa cdepa, Ha BigMiHY
BiJj BOKa/IbHOI MapKOBaHOCTI KBasinuraru «Bcsako-
My TOpPOAy HpaB i IIpaBa», IeMOHCTPY€E IPiOpPUTET
TeMOpY 5K IIPOBIZHOTO 3aC00y BUPaXKa/IbHOCTI.

Crenygika TeMaTu3My TBOPY Ta JIOT0 PO3BUTKY
3akap0OOBYe KOHIIEHTpAI[il0 B IapyHi MeMopiab-
HOI TeMaTUKM IPUTAMAHHUX TBOPYOCTi KOMIIO3M-
TOpa TaKUX 0COOMMBOCTeNL, K TSKIHHA O MiKpo-
TeMaTU3My, TeMOPOBOi KOMOPUCTUYHOCTI, «HOBMII
CTU/IbOBMII CUHTE3», O3HAKOW AKOTO € «BilbHE
OIlepyBaHHA  KOMIIOSUTOPOM  PiSHOMaHITHUMH
KOMIIO3UIHUMM CTPYKTYpaMH i1 3BYKOBMCOTHM-
mu cucreMami» (CaBuenko, 2021, c. 247).

[HTOHALiiHA  IMIpPOBI3allifiHICTh, PUTMiYHA
IPUMX/IMBICTD | 3HAYMMICTh pybaTo, TOHAIbHA Ta
rapMOHIYHa «HEBIOBUMICTb», IVIMHHICTb Me/i3Ma-
TUYHUX TOOYAOB YpPIBHOBaXYETbCA CaMOJOCTAT-
HICTIO 3BYKIB — CK/JIa[OBUX ITiCEHHOI IHTOHEMMU.
Ile cTBOpIOE BHYTPIIIHIN HAIIPYXXEHUIL PyX y 3a-
ranpHiit aTMocdepi MeIMTaTUBHOrO «OyTTS-Tie-
pebyBaHHA» Y CBiTax MIONVHM, TPUPOAU Ta Bipw,
110 MeTaOpIYHO BiITBOPIOE KOHIIEMI{I0 «TPbOX
CBiTiB» — KBiHTeceHLi€0 (inmocodchbKyx MOIIAAIB
I. CkoBoponu.

3asHaunMo, o MeTaOpMYHA AMeNALiA [0
KOHILIEMIIil «TPbOX CBITiB» Y KOHTEKCTi MeMOpiaib-
HOCTi IIOCTae He mye fK 3aci6 akryamsawii gy-
XOBHUX I[iHHOCTEN JIOAVIHU €II0X) METaMOJIEpHY,
a 1 AK yTineHHA 1l 6araToBMMIpHOI iIeHTMYHOCT,
AKY HayKOBIII IIO3MI[IOHYIOTb SK «Cy4acHy eMep-
JUKEHTHICTb — YVHHMK HENOBTOPHOCTI CY4YacHOI
ocobuctocti, 00yMOB/IeHNII YHIKaIbHICTIO Ta Ba-
piabenbHicTIO CHiBBiHOMEHHA B 1i AyXOBHOMY
cBiTi imeHTH®iKaLiHUX MOZyciB» (YMaHerp, 2023,
€. 929). Bupaetbcs MOXIMBUM IPOBECTH TIAPAJIeNb
MDK eMEpIPKEHTHON IIEeHTUYHICTI0 CY4YacHOI JII0-
[VHY, I AKOI MEMOPIa/IbHICTD € aIeALIEr [0
JYXOBHOTO CIIafiKy JOfICTBA, IOMITOBXOM OCMIC-
JIEHHS JI0TO 1103a4aCOBOI 3HAYYILIOCTI Ta 3MICTOBUM
3Ha4YeHHAM XpoHoTomiyHux edektiB «Emitadii».
ITocTynoBe po3pOCTaHHA MYSMYHOIO IIPOCTOPY

BHACJIJOK MENi3MaTMYHOIO «OrOPTAHHA» IPOBIJI-
HOI IHTOHEMM CHMMBOJIYHO BifOMBa€E BCEOXOIHE
3Ha4YeHH: QinocoPCHKYX MOMYKIB CeHCIB OyTTS —
BM3HAYeHHS ocobucticHoi ienTndikanil. Ckmaz-
HICTb 1 HECKIHYEHHICTD LIbOTO IPOLIECY B KOHTEKCTI
CBITOITIA/IHMX HACTAaHOB MeTaMOflepHy HabyBae BU-
paxeHHs B crienudiyHOMY QiHami — pO3UMHeHHi
rapMOHIYHO Ta TOHATbHO HEYCTaJeHMX 3BYKOBUX
BepTHKaIeN Y Yaci Ta IIPOCTOPI, 110 CIiBBiFHOCUTD-
€4 3 IOCTMOJEPHICTCHKOI0 KOHIIEILIIEI0 «BIIKPUTO-
I'o TBOPY».

Ax1ieHTyeMo, 110 HaKTHYHO M030aB/IeHi CyTTe-
BJX TEXHIYHMX CK/Ia/JHOLIIB MeMopianbHi dopTeri-
aHHI TBOPM KOMIIO3UTOPA BUCYBAKTh I€pef BUKO-
HaBLIAMM HaJCKIa/iHi 3aBanHA. Hacammepen — e
HeoOXifHICTb GOPMyBaHHS BUKOHABCHKOI KOHI[ETI-
1il, y AKiit IpiopuTeT [eMOHCTpPALl MiaHiCTUYHOI
MaJICTEPHOCTI B 1i TEXHIYHOMY BUMipi IOCTYIIAETh-
¢S MiciieM notpe6i iHTerpaabHOrO JYXOBHOTO €fI-
HaHHS — K 3i CBITOM MUTIIA, TaK i CBITOITIATHUMU
OpieHTMpamMu BUAATHOTO dinocoda.

MepuraTtuBHi 4aconpocrTip i gpamarypria «Mo-
mimas no Yamy» ta «Emitadiiy, ix dakruuna
HOH-TIOJIi€BICTD, 3aTaJbHUIT AMHAMIYHWII penbed,
y AKOMY BiJIIOBiHO [JO TE€HAEHLII «My3MKM THUILI»
JIOMiHYIOTb piano, mezzo piano Ta pianissimo, a Ta-
KOX TIOBIIBHUII TeMII 3arOCTPIOIOTh HEOOXiIHICTh
3a0e3medeHHA XYJOXXHbOI KOMYHiKamii — yTpu-
MaHHS CIyXalbKoi yBaru ITMOVHHOKO KOHIIEH-
Tpali€el0 Ha eMOLiifHO-00pa3sHOMY HalOBHEeHHi
KO)KHOTO 3BYKY Ta KOKHOI BepTUKasi. Y 3B’A3KY
i3 uuM 6aratopasoBo MiABMIYIOTHCA BUMOTH JIO
TyIIe — M'SIKOTO Ta ITTMOOKOTO 3 Iy>Ke 00epexXHIM
«3HATTAM — BUTATYBaHHAM» 3BYKY, 3a IKOTO Ce-
MaHTJYHOI BaroMocTi HaOyBa€ «IIOCT-3BYYaHHA»,
PO3YMHEHHA 3BYKY.

Bucnosxku. IlepmanenTHicTs 3BepHenHs O. Ille-
TUHCBKOTO 710 MeMopianbHOi TeMaTukn (y Bapia-
OembHOCTI 1l KOHIENTYaIbHUX YTiNeHb Ta pisHOMa-
HITTi )KaHPOBO-CTI/IbOBYIX i BUPa)KaIbHIUX BUMIpiB)
YMOXK/IMB/IIOE BUSHAYEHHA ii CTATyCy AK OFHOTO 3i
3MICTOBUX JIEITMOTHBIB Ta BifJ3€pKaleHb CIELN-
¢iky CBITOITIAHUX OMOP TBOPYOCTi MUTISA. 3Mic-
TOBI, )KaHPOBI, MOBHI 1 BUpa)Ka/IbHi 0COOMMBOCTI
MeMopianbHux TBOpiB O. IlleTMHCHKOro yMOX/IN-
BIIIOKOTb BYABJIEHHA TaKMX O3HAK MEMOPiaZbHOCTI
(30Kkpema, y poprenianHux TBopax «MoniHHA IpoO
Yamry» Ta «Csir noBuB ttoro (Emitadia Ipuropito



CkoBOpOZi)», SK: IOMKAHPOBICTb; TSOKIHHA 10 Ba-
piaLiifHOCTi Ta CMHTE3Y )KaHPOBUX MOJENEN i KOM-
O3UIL{ITHO-CTPYKTYPHUX KOHCTPYKTIB; 0e3yMOB-
HUJ TIPIOPUTET MeAUTATUBHOCTI, pinocopivHoCTi;
CHIBBifJHECEHICTb i3 cakpaIbHOI cepoto Ta 3HaUY-
IiCTh CEMAaHTUKM CaKPaJbHOTO aCIEKTYy Ha Pi3HUX
piBHAX OpraHisariii My3u4HOro Iinoro; GopmyBaH-
HA JApamaryprii «OyTTs-nepebyBaHHA» B IIPOCTOPI
IHTPOBEPTHO CIIPAMOBAHMX [JYXOBHUX IIOIIYKiB;
HaJIaHHA 3BYKY CTaTyCy CAMOCTIITHOTO HOCis CEHCIB;
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M03HAYEHOI AKTUBI3aIli€l0 JYXOBHOTrO IOTEHIIaNy
BJYKOHABIl Ta IHTPOBEPTHOI IPOEKIIEI0 BUKO-
HABCbKOI aKTVBHOCTI; TSXKIHHA 10 TBOPEHHA Xy-
JIOXKHBOI KOMYHiKalil, MMO3HAYEHOI aKTMBi3allielo
0COOVCTICHYX TYXOBHMX HOIIYKiB; CIIPSIMOBAHICTD
Ha aKTyasli3alilo 0cOOMCTICHOTO OCMICTIEHHS 3Ha-
YyLIOCTI AYXOBHMX LIHHOCTEIL.

IlepcexTvBM MOJANBIINX JOCTiKEHb IIOTIA-
ralTh B OOIPYHTYBaHHI crierndiky BMKOHABCHKOI

koH1en1ii popreniannux TBOpiB O. llleTnHcpKOTO.

aKTyasisalis GopMyBaHHs BUKOHABCHKOI KOHIIEIIIIi,
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CNELM®IKA BUKOHABCbKOIrO OCMUCNIEHHA PAAY NyNY
«KOHLIEPTY 4111 ®OPTEMIAHO 3 OPKECTPOM»
TA «<PANCOJIT B CTUI BJ1103» AXKOPAXA FEPLUBIHA

P. B. Hikonenko
XapkiBcbka fiep>kaBHa akagemia KynbTypu, M. Xapkis, YKpaiHa
nikolenko.roksana@gmail.com

P. B. Hikonenxo. Cneumdika BUKOHABCHKOTO
ocvmucnenns Papy Jlyny «Konnepry misa ¢popreniano
3 opkectpom» Ta «Pamconii B crii 6m03» [[xopmxa
TepmBina

Ha ocHOBi My31KO3HaBYOTO aHa/i3y BUKOHABCHKOTO
npounranHs «Pamnconii B crumi 67103» Ta «Konuepry ansa
¢opremniano 3 opkectpom» [Ix. lepuiBiHa, 3ailicHeHOro
pymyHcbkuM mianictom Papy Jlymy, BMABIEHO IeBHi
aCIIeKTH JIOTO iHAMBIZYaNTbHOrO BUKOHABCHKOTO CTUIIIO
Ta TPYHIMIN BMKOHABCHKOTO BTiNEHHS L€l MYSUKI.
BusnaueHo, mo B Tpoleci iHTepmpeTanii 03HaYeHMX
TBOpIB MIaHICT mMparHe TOYHO MepeaTH 0COOMMBOCTI
iXHBOI CTHIICTHUKY 1 0O6Pa3HO-3MiCTOBHE HAIIOBHEHHS.
LIboMy cripuse AK TOYHE JOTPUMAHHA BCiX aBTOPCHKUX
peMapoK, 3a3HayeHVX y MAPTUTYpi, TaK i BHECEHHA
HE3HAYHVX KOPEKTUB JI0 OPUTiHATbHOIO HOTHOTO TEK-
cry popremnianHoi maprtii B compHux pparmenrax. Taxuit
TBOPYMII IifIXifl, Y CYKYIIHOCTi 3 THYYKOIO arorikoro Ta
[VHAMIKOIO, TO3BONIAE BHECTY B PO3BUTOK TEMATUYHO-
rO Marepia/y TBOPIB e/leMeHT quasi-iMIpoBisaLifiHOCTi,
[IOpe4HOi B KOHTEKCTi /)Ka30BOI CTUMCTUKY. Takox y
CTATTi BUABIEHO IPUHIMIIN aHCaMO/IeBOI B3aEMO Ii-
aHicTa 3 OpKeCTPOM.

Knto4oBi coBa: iH0usioyanvHuii 6uKoHABCuKuUi Cmub,
Paoy Jlyny, [lx. Iepwisin, 6uxoHascoke NpoHUmManHs, am-
cambresa 63a€mMO0is.

R. Nikolenko. Specificity of Radu Lupu’s perfor-
mance interpretation of George Gershwin’s “Concerto
in F” and “Rhapsody in Blue”

The relevance of the article. The performing activities
of the outstanding Romanian pianist Radu Lupu aroused
considerable interest in the music community during
his lifetime. His stage presence and philosophy-focused
depth of performance gave the musician a unique
mystique and even charm. After the pianists death,
this interest continues, as evidenced by the release of a
CD series entitled “Radu Lupu Live” and a number of
academic studies devoted to the study of his creative
work.

The purpose of the article is to identify the distinc-
tive features of R. Lupu’s interpretation of G. Gershwins

R. Nikolenko

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

works and to reveal the performance approaches to
this music. Because understanding how the pianist
represents music that goes beyond the classical-romantic
era contributes to a more detailed study and revelation of
new aspects of his performing style.

The methodology is based on an integrative
approach. The following approaches proved to be key
ones: inductive, deductive, comparative, analytical, and
structural-functional.

The results. In interpreting Gershwins Rhapsody in
Blue and Concerto in F, the pianist strives to accurately
convey the peculiarities of their style, figurative and
substantive content. This is facilitated by both strict
adherence to all the author’s remarks indicated in the
score and minor adjustments to the original musical
text in the solo fragments of the works in consideration.
This creative approach, combined with flexible agogics
and dynamics, allows for adding an element of quasi-
improvisation to the development of the thematic
material of the works, which is appropriate in the context
of jazz stylistics.

Conclusions. The analyzed interpretation of Rhapsody
in Blue and Concerto in F demonstrate R. Lupu’s mastery
as an ensemble participant. He uses all the solo episodes
as a chance for some bright creative self-expression, and
in the tutti sections R. Lupu clearly follows the overall
logic of how the performance dramaturgy develops. As
a result, the piano part does not come to the fore here,
but is perceived only as one of the voices of the orchestra.
It is also worth noting the pianist’s masterful use of the
piano’s sound palette, which allows him to emphasize the
peculiarities of the timbral coloring of different registers
and differentiate the layers of polyphonic texture.

The practical significance. The material of the article
can be used in subsequent studies of the characteristics of
R. Lupu’sindividual performing style, as well as in courses
that examine issues of performance interpretation and
contemporary trends in piano performance art.

Keywords: individual performing style, Radu Lupu,
G. Gershwin, interpretation, ensemble interaction.

* This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike 4.0 International License.
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AKTyanbHiCTh TeMM [IOCTi)KeHHA. BMUKOHaB-
CbKa [IIA/IbHICTb BUJATHOTO PYMYHCHKOTO IliaHicTa
Pany Jlyny (Radu Lupu) (1945-2022) 3a xutts
MUTILA BMKIMKA/la 3HAYHMII iHTepec MYSUYHOI
crimbHOTH. VIOTO eKcTpaopiuHapHuit crocié Tpu-
MaTHCS Ha CIEHi, OB’ SI3aHMIl i3 BUKOPMCTAHHAM
3BIMYAIHOTO CTi/bLA 31 CIMHKOK 3aMiCTh Tpaju-
IifHOi /1 6araTboX BUKOHABLIB (OpTeriaHHOI
6ankeTKM, Ta inocodcrko-30ceperKeHa MaHepa
BYKOHAHHA HafjaBa/lil MY3MKaHTOBI aMIUTya CBOE-
pifHOI TaEMHMYOCTI 11 HaBiTh mwapmy. Ilicia cmepti
IiaHicTa 1eil IHTepeC He 3racae, CBiJYEHHAM Y0T0 €
BXif mpotsirom 2023-2024 pp. cepii CD-anb6omiB
1iy Ha3Bow Radu Lupu Live, a TakoX KinbKa HayKo-
BUX PO3BIfIOK, IPUCBAYEHVX BUBYEHHIO J10r0 TBOP-
YOI iATbHOCTI.

ITocranoBka mpo6memu. [leBHOI cBOEpimHOCTI
BUKOHABCbKOMY 00pa3y Pany Jlymy HagaBanu i itoro
pemepryapHi Bogo6aHHA. Y ¢oKyci yBarm Mut-
1141 371e0ibIIOr0 TIepebyBay OImycH aBCTPIMCHKIX
Ta HiMenpkux kommnosuropis XVIII-XIX cro-
pix: B. A. Monapra, JI. berxosena, ®. Illybepra,
P. Illymana, V1. Bpamca. Opinak, sximo crerudixy
BUKOHABCbKOI penpesenTauii P. Jlymy tBopis o3Ha-
YEeHMX MUTIIB y)Ke IEBHOK MipOI BVCBITIEHO B
MY3MKO3HABYMX JOC/TI/PKEHHAX, TO MUTAHHA I[Of0
BM3HAYEHHS 0COOMMBOCTENl iHTepmpeTalii Mysu-
KaHTOM TBOPIB iHIIMX aBTOPIB HYHI I1€ IMIIAEThCA
BIJKPUTUM.

AHami3 OCTaHHIX JOCTiIKeHb i myOmiKamiil.
Hapasi B My3uKo3HaBCTBI HasBHi HAayKOBi IIpaly,
Y AKNX BUCBIT/IIOIOTbCA OKPEMi acleKTV BUKOHAB-
cbkoro ctumo P. Jlymy. Ilpu upomy mocmigHuMKn
3a3BMYall OOMEXYITbCA AHAMTUYHMMU PO3Bifi-
KaMJ, Y SIKMX J10T0 BMKOHABCbKi IPOYMTAHHS I €C
IIEBHMX KOMIIO3UTOPIB MOPiBHIOITHCA 3 iHTEpIIpe-
TaliAMM iHIINX MiaHICTiB. B 03Ha4eHOMY KOHTEKCTI
BapTO HasBaTy JIeKi/bKa Ipalpb. Y CTAaTTi PyMYH-
cokux MmysukosHaBniB C. IlIBana ta C. [Iparymin
(Shwan & Dragulin, 2021) BMKOHaBCbKi IPOYNTAH-
usa Pancopiit op. 79 WM. Bpamca, crsopeni P. Jlymy,
3ICTaBIAITbCA 3 IHTEpIpeTaliAMy, 3[iICHEHUMNI
Mioppeitem Ilepaiiero Ta Maproro Aprepix. Xapak-
TEpM3YI04N BUKOHABCbKY MAaHEPy MY3VMKaHTa, Ha-
VKOBIIi 3a3HaYaI0Th, 1[0 «0OJAPOBAHMIT IMPOKUM
CBITOITIAZIOM Ta OpUTiHa/IbHUMM ifeamu, Pany Jlymy
OTPUMYE BIACHVX TIPaBII Y OOYHOBI My3ITYHOTO
JUCKYpCy. BiH moBakae BKa3iBKM KOMIIO3UTOpA B

MAPTUTYPI, ACUMITIOE HANIMCAHY MY3MKY 1 BUKOHYE
il B 1iIkOM 0co6uCTiit MaHepi» (Tam camo, p. 319).
B iHmmX OCTTiKeHHAX, AKi MAIOTh Oi/IbII y3arab-
HIOIOYIII XapaKTep, My3MKO3HaBIli JOBO/Ii TOODKHO
TOPKAIOTbCA IUTAaHHA OCOONMBOCTENl BUKOHAB-
cbkoro ctuno P. Jlyny, mopiBHO004M 110TO iHTEp-
nperarii [atepmerto op. 117 Nel T, Bpamca (Scott,
2013) ra dopremniannoi conatu D 959 . Illy6epra
(Hatten, 1993) 3 BMKOHAaBCBKMMU NIPOYNTAHHAMMI
6ararbox iHIINX MiaHICTIB.

[HmmM mkepenom iHdopMalii, ke MOXe CTa-
TV CBOEPIJHMM HifIPYHTAM I IOAAJIBIIOTO Ha-
YKOBOTO OCATHEHHA TBOpYOI AisnbHOCTI P. Jlymy,
€ YICTIEHH] pereHsil Ha 0ro KOHIEPTHI BUCTYIIN
1a CD-anpboMy. Y HUX 3a3BMYail MiKPECTIOETbCA
HE3BJYHICTb apTUCTUYHOrO 00pa3y My3MKaHTa Ta
JI0r0 MaiiCTePHICTh BOMOMIHHA YCiMa HANTOHLIMMIA
GapBamMu 3By4YaHHs iHCTpYMeHTa. 30KpeMma, HaBe-
JIEMO CIOBA aMEPMKAHCHKOTO MY3MYHOTO KPUTIKA
Anexca Pocca, sxuit 3a3Havae: «CKIagHO OIMCATH,
o came BifOyBaeTbcs, Ko manmbli Papy Jlymy
TOPKAIOThCA KTaBinl ¢popremiano. Hemae edexrrux
JKeCTiB, BPa)XKaKuMX TEXHIYHMX IIO[BUTIB, CEHCa-
uiftHnx intepmperariit. JKogHa BemuHa 0co6Ou-
CTICTb He HaB’A3ye MY3UKy cmyxadeBi. CrodaTky
¢opreniaHo BUIa€e HENMOBIPHO KpPacUBMUIl TOH;
TIOOAMHOKI JIiHii ab0 mmpoki iHTepBamy HabyBa-
0Th CAHOTO O6/ycKy. Jlasm iy T TOHKI AMHAMIvHi
BiJTIHKM, IIPO30PI BHYTPILIHI IO0CH, BUTOHYEHI
puTMIM Ta MeNoAiHI Pppasy — i binbie Hioro, 360
LI0Ch HA/I3BMYAITHO CXOXe Ha caMy MY3uKy» (Ross,
1996, p. 14). OnHak, 3ayBakxuMo, 110 XO4a B HaBe-
JIeHVX HAyKOBMX Ta MY3MYHO-KPUTUYHUX JDKEpe-
J1ax HasABHI 1iKaBi CIIOCTEPEXXEHH MO0 CrIendiKy
MaHepu rpu P. Jlymy, npore B HuX He BizoOpaxeHO
BIIOBHI BCiX HIOAHCiB BMKOHABCHKOTO CTIJ/IIO MUTIIS.

TakoX HOLIIBHUM Y pakypci HpobmeMaTyKy
CTaTTi BUABIAETHCA 3BEPHEHHA 10 IpalLji, fAKa
OesnocepeiHbO He TI0B’A3aHa 3 BYBYCHHAM MY3U-
KO3HaBUMX aCIMEKTiB BUKOHABCHKOI HiSMbHOCTI IIi-
aHiCTa, OJHAK JIEMOHCTpPYe 0e33alepedHy XyoX-
HbO-MICTELbKY L[iHHICTb /10r0 TBOpYOCTi. Ile kKHura
I. llloy Keep Mozart in Mind (Shaw, 2003), npucss-
4eHa JJOC/I/PKEeHHI0 BI/IMBY My3uku B. A. Monapra
Ha KOTHiTMBHI QyHKUil moxnxu. [likaBuM € Te, mo
VLS 37iJICHEHHS eKCIepUMEHTY HayKoBI{ obpasm
came 3amyc conatu D-dur (K. 488) mna aBox dop-
TemiaHo y BUKOHaHHi Papy Jlymy ta Mroppes Ile-
paiti. O3HadeHnit GakT OMOCEPEKOBAHO CBIUNTD



PO BU3HAHHA I1bOr0 BMKOHABCHKOTO NIPOYNTAHHSA
AK CBOEPIFHOTO 3BYKOBOT'O €Ta/IOHY MOLIAPTiBChKOI
MY3UKIL.

Oxpemnit 670K HAayKOBMX IIpalb, CAYIIHUX Y
paKypci TeMu Hauol pO3BiffKM, CTAHOBIATbH MO-
Horpadii [I. llndda (Schift, 1997) Ta I. [lomnaxa
(Pollack, 2006), y sKMX pOSKpPUBAIOTHCS HPUHIIN-
m1 GOpMOYTBOPEHHS TepIIBiHiBChKUX omyciB. L1i
NOCII/KEHHSA [O3BOMAITD 3[IVICHUTY KOPEKTHMI
MY3MKO3HABUMIl aHa/Ii3 BUKOHABCbKUX IIPOYNTaHb
«Pamcopii B ctui 6mo3» Ta «Konuepty s dopre-
IiaHO 3 OPKECTPOM».

Mera crarri. [likaBuM My3uKO3HaBYMM NUTaH-
HAM, fIKe JOCi IMIIAI0Ch 03a YBArOl0, BUAB/IAETD-
ca 1e, AK P. Jlyny tpakTye mysuky mutnis XX cr.,
3okpeMa J[x. [epiuBina, y KOMIIO3UTOPCbKOMY CTH-
J1i AKOTO TAPMOHIIHO IIOEJHAINCA eIEMEHTI aKaJie-
MiYHOI Ta /)Ka30BOi MY3UYHNUX TPAANLIIL. Y 3B’A3Ky
i3 3a3HaYeHOI TPOO/IEMATUKOIO JIOL[IBHO BU3HA-
YUTH OCOONMBOCTI BMKOHABCHKOI iHTeprperanil
nianicToM TBOpiB [IK. [epiiBina, AKi HasABHI B 110T0
penepryapi. Amxe posyminHA Toro [k P. Jlymy pe-
IPE3EHTYE MY3UKY, IO BUXOJUTD 33 MEXi KIacy-
KO-POMAaHTUYHOI 06U, CIpus€e JAeTanbHIMOMY
IOCTII/KEHHIO Ta PO3KPUTTIO HOBMX aCIEKTIB 110T0
BYIKOHABCbKOTO CTHUJIIO.

Buxknajg ocHOBHOTO MaTepiany JOCTi)KeHHA.
Y penepryapi P. JIyny tBopunit sopo6ok [Ix. lepusi-
Ha TPEJCTaBJICHMI BUKIIOYHO JIBOMA TBOPAMMI
11 QopTemiaHo Ta opkecTpy: «Pamcopieto B cTui
6mo3» (Rhapsody in blue) i «Konueprom ans dop-
TeriaHo 3 opkectpom» (Concerto in F). Ockinbku
O3HaueHi OIyCH HaJlAl0Th MOXK/IMBICTD MIaHICTY BU-
ABUTH Pi3Hi I'paHi BMKOHABCbKOI MaliCTEPHOCTI i
HE3MiHHO IIPMBEPTAIOTh YBATy IIMPOKOI0 KO/a CIIy-
XadiB 3aBJAKM ACKPaBOMY TEMaTMYHOMY MaTepiamy
Ta BipTyosHoCTi, Bu6ip P. Jlymy Buma€eTbcs Linkom
3aKOHOMIpHMM.

3amuc «Pamcopii B ctumi 6mr03» Ta «KoHmepry
I popTemniaHo 3 OpKeCTPOM» HaIeXKUTb IO II0YaT-
KOBOTO eTaIy BUKOHaBCbKoi Kap epu P. Jlymy Ta 6yB
3piiicHeHnit i3 cuM@oHnivHMM opkecTpom PpaHK-
dyprcbKoro papio mif KepiBHUIITBOM aMepMKaH-
cpkoro paupurenta Jlina [likcona (Dean Dixon) y
6epesni 1973 p. (Classical Pianists, 2020). Bapro
BifI3HAYNTY, 11O 3AINC, AKVI PO3I/IANAETHCA, TOHE-
JlaBHA BBA)KaBCSA PAPUTETHMUM, AK€ IIOYATKOBO ic-
HyBaB K pafioopoznkact (Classical Pianists, 2020).
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KW TIOIMPUBCS B iHTEpHET-Mepesxi Ha matdop-
Mi YouTube (ADGO, 2016). 3rofom y 2024 p. 3By-
Kos3amucyBanbHa Kommanis Doremi Records odi-
1IiJ/iHO BuIycTI/IA Jioro Ha CD, BKMI0YMBIIN 10 5-TO
anpbomy cepii Radu Lupu Live (NaxosDirect, n.d.).

Y BuxoHaBcbKkoMy IpounTanHi «Parcopii B cTu-
ni 6mo3» P. Jlyny Ta [I. JlikcoHOM npuBepTarTh
yBary IpaHMYHA SCHICTb Ta YiTKiCTb BUOYHOBH
BMKOHABCbKOI JIpaMaryprii TBOpy. 3aBAAKMU pe-
Tbe(HOMY YBUPA3HEHHI0 00pa3HO-3MICTOBHOI it
Me/TOAMKO-1HTOHALIiIHOI crieniky FOBONi pi3HO-
I/TAHOBOTO TEMATUYHOIO MaTepiany, KOXKeH pOo3fiin
(GopMI € ACHO BMOKpeMJICHUM OJVIH BiJ OFHOTO.
BopHouac, nonpu cBo€pigHy KanengoCcKOMiuHiCTh
Ta KOHTPACTHICTb MY3MYHUX 00pasiB, y BUKOHAB-
CbKOMY IIPOYNMTAaHHI Bi[YYBAETbCA IPArHEHHA
MY3MKaHTiB TIOOYAyBaTH €IVHY HACKPi3HY JIiHi0
PO3BUTKY, CIIPAMOBaHy /10 Kogy. CTPYKTypOBaHO-
cti popmu «Pamcopii B cTiti 61103» CIIpyse TaKOX
yBa)KHe CTaBJIEHHA iHTEPIPETaToOpiB M0 YCiX TeM-
HOBYX PeMapOK, 110 Hala€ MOXX/IMBICTb MailCTEPHO
OpraHi3yBaT! CTAHOBJIEHHS Ta PO3BUTOK TeMaTy4-
HOTO Marepiany TBOPY B My3MYHOMY 4aCOIIPOCTOPI.

[HIIOK0 BYM3HAYANBHOW OCOOMMBICTIO BUKOHAB-
cpkoro mpountanus «Pamcopii B ctumi 61103», 1m0
PO3ITIALAETbCA, € LiKaBi arorivHi pillleHH, AKi [03-
BOJIAIOTH IIJKPECUTY [PKAa30BUil KOTOPUT TBOPY.
Y 11bOMy CeHCi TOKa30BUM € II0YaToK «Parmcopii» 3i
3HaMEHUTVM ITICaH/I0 K/IAPHETA, AKE BUKOHYETbCA
Y BiIbHII, IMITPOBi3aliliHill MaHepi: IiC/IA BUPa3HO-
ro IHTOHYBAaHHA [10YATKOBOI TPei 3BYYUTD CTPIM-
KU1 BUCXIiJHMIT ITaCa)X, OCTAHHI 3BYKM SKOTO Map-
KYIOTbCA KIApHETUCTOM Ta IJIABHO IiIBOAATD [10
BUK/IaJIeHHSA TIOfja/IbIIOr0 TeMaTYHOrO Martepiany
nepmoi Temu (Ritornello theme 3a [I. lnddom).
3arazoM iHTeprperali i€l TeMu Bifj3HaYeHa yBa-
TOX0 0 HAWTOHIUVMX HIOAHCIB MApTUTYpu. Y BCIX
IPyIax OPKECTPY CIIOCTEPIra€Tbcs YiTKe HOTpHU-
MaHHA WITPUXOBUX PEMApOK, L0 CIIpUAE ACKpa-
BOMY BUABJIEHHIO CHHKOII Ta HAJA€ BUKOHAHHIO
BHYTPIIIHBOTO CBIHTOBOIO METPOPUTMIYHOIO BifI-
9y TTA. BUpasHOIO TYT € i MeMaHXOMiNHO-3a/1yM/IN-
Ba (pemapka tranquillo) «pemnika» hopremiaso, o
3BYYMTb ITiC/IA AACKPABOTO MPOBEIEHHA TEMATU3MY
B IapTil TpyOu T MABOANT O TYTIfIHOTO BUKIAZY
nepioi Temn (3 nudpa mapTUTypn).

Hani (4 yudpa napturypu) 3By4utb nepiie ¢op-
TelliaHHe COJO, Ha AKOMY CIIifl 3yIIVIHUTICA OKPEMO.

SZOZ ‘06 9NSSI ‘dulelyn Jo ainynd
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Buxonytoun 1ioro, P. Jyny akTMBHO 3ajiloe HeBe-
muKi rubato, ki JO3BOMAITH YiTKillle MiIKPeCTUTH
3MiHy TeMaTU49HOro Matepiany. [Ioka3soBum y boMy
CeHci € MiAXif ;0 mepmoro posziny cono (ABa Tax-
TH [0 JTiTepu A B IAPTUTYPi), Y AKOMY MiaHICT BU-
KOHY€ AMHAMIYHMII cIaf Ta Heeuke rallentando.
Takoxx BapTo 3BepHYTM yBary it Ha crenudiky
TPaKTYBaHH:A I0YATKy O3HAYEHOTO PO3iTy COMO
(TT. 30-32), e miaHicT 32 JOOMOTO MIKpOLe3yp
JIel0 BUOKPeM/IIoe 6ac Ha Iepuiil Jomi TakTy Bix
TIOfja/IbIIOro BUCXifHOTO Tacaxy. [lopi6He BuKo-
HaBCbKe PillleHHsA CIIOCTEPIra€TheA il Py IIOBTOP-
HOMY IPOBEJIEHHI I[bOTO XK eIEMEHTY TEMaTHIHOIO
Marepiajy B 3aBepIIabHOMY pO3fiili cono (miTepa
B y maptutypi), o cnpuse CTBOpeHHIO CBOEPiAHOT
KOMIIO3MI}iJTHO-JpaMaTypri4HOl €FHOCTI.

OxpiM TOrO, B iHTepIIpeTalii pyMyHCbKVM IIia-
HICTOM TIepIIoro GOpTeriaHHOro CONO MPUBEPTAE
yBary ¢imirpaHsicTp GpasyBaHHS, sKa JOCATAETHCSA
3aBJIAKM MIKpOAVHAMIL[i Ta MIKPOAroriYHUM BifjX11-
JIEHHSIM y Mekax ¢pas. Taki BUKOHABCbKi 3HAXifIKM
HagaroTh P. Jlymy MOXIUBICTD MifIKpeCIUTH iHTO-
HaLlil{Hy BUPA3HICTb, IIANOPANKYBATY PO3BUTOK
KOXHOI OKpeMoi (pasy eauHiil 7iHil cTaHOB/IEH-
Hs MY3MYHOI TYMKU 1 BOJJHOYAC CTBOPUTH eeKT
quasi-IMITPOBI3AL[IIHOCTI MY3UYHOTO BUC/IOB/IIO-
BaHHA.

Ile oMM LiKaBUM BUKOHABCHKUM PIlIEHHAM €
BISIBTIEHHS TeMOPOBO-00€pTOHOBMX OapB 3BYYaH-
HA IHCTPYMEHTA 3aBJAKM BUKOPMCTaHHIO Pi3HNX
BUJIB Tylle Ta [VHAMiYHMX BifTiHKiB. fckpaBumM
NPMKIAJIOM CIYTYIOTh IOYAaTKOBI TaKTU IIEPIIOTO
dopremniaHHOTO CONIO, IKe MV PO3ILAAAEMO. Y HUX
MYSMKAHT BUPAsHO iHTOHYE MENOANYHY JIiHiI0 B
naprtii mpaBoi PyKM, BUKOHYIOUM i M SIKMM TYIIe,
AKe JJOCATAETbCA TPOK0 MOAYLIEYKAMM TIaIbLiB i,
Yy CYKYIIHOCTI 3 TUXOKI [VHAaMiYHOW Ipajalli€o,
CIIpVIsi€ YBYPA3HEHHIO JIETKOTO, CBIT/IOT0 TeMOpab-
HOTO KOJIOPUTY HepIIoi-Apyroi okTas. I[Ipu npomy
cympoBin y 6acoBomy perictpi B maprii niBoi pykn
IPAETHCA OIIBII 3i0paHNM YiTKUM TYILE if 3BYYUTH
IPUITYIIEHO, MAaTOBO.

[TonibHe BMKOHABChbKe pillleHHS MOXKHa CIIOCTe-
piratu i B inTepnperanii P. JIymy TeMaTuyHoro mMa-
tepiany Ritornello theme, enemenTu sixoro Takox
HasBHI B epuroMy oprenianHomy cono «Pamcopii
B cTuti 671103». PiirpaHHO BUKOHYI0YY BUCXiTHWIA
Macax (AKWil TIOTIepefHbO OYB perpe3eHTOBAHMIL

y maprii KrapHera) JerkuM, 3i6paHuM Tyue, BU-
KOHaBelb MiJKPECII0E TPY JIOr0 OCTAHHI 3BYKM 32
OIIOMOTrOI0 INTpVXa marcato Ta poOMTb Ha HMUX
HeBenmuke ritenuto. Takox iHTepmperaTop femjo
BIIXOIUTD Bifi [MHAMIYHOI IpajalLiil, OCKi/IbKY, Ha
BiIMiHY BiJ IO3HaYeHOro B mapTuTypi crescendo,
BUKOHYE niefb nomitHe diminuendo B kiHui maca-
Xy. Taxuit croci6 TpakTyBaHHA MHAMIKM [J03BO-
7€ IPOJOBXUTH MOfJa/IbIIVIT BUK/IAJ IIEPILOI TeEMMU
MAKVMM Ta BOZHOYAC CBiT/IMM 3BYKOM. [Jo TOro
MajICTepHICTb BOJIOZ{IHHSA TeMOPOBO-3BYKOBOIO T1a-
niTporo 3By4aHHA popTreniaHo Hagae P. Jlymy Mox-
MUBIiCTh AudepeHIioBaTH pi3Hi Tonocu HakTypu,
30KpeMa yBUPA3HUTY IiITOTIOCKY B CEPEAHbOMY Ta
HIDKHBOMY pericTpax. IIpukmagom MOXyThb Cryry-
BaTy TT. 48-53 (pemapka tranquillo), y sxux mianict
BUPA3HO IHTOHYE XPOMATUYHMI HUSXIHMIT Xiff Y
6acoBoMy pericTpi, BUSABIIAOYM JOTO HACUYEHMIL,
M KU TeMOp.

[Ticna mepmoro QoprenianHoro como P. Jlymy
Ielo BiICTYIIA€ Ha APYIUII IUIaH, MifIOPALKOBY-
10uM OKpeMi fIckpaBi QopTemianHi «permkm» 3a-
Ta/IbBHOMY PO3BUTKY OpKecTpoBoi pakTypnm. Y pe-
3y/IbTaTi 1[boro (opTeliaHHa MapTid HafI3BUYAITHO
OpTaHiYHO B33a€EMOJi€ 3 iHIIMMY IPYIaMM IHCTPY-
MEHTIB Ta CIPUIIMAETbCA AK OJMH i3 TONIOCIB Op-
kecTpy. Hapani mij yac ciinbHOI Ipy 3 OpKecTpoM
MiaHICT TaKoX 37e6iMbIIOro He MparHe BUOKPeM-
moBaty OPTEMiaHHY MapTiio SIK TOJIOBHY Y Tiep-
moyeprony. IleBHMM BUK/IIOYEHHAM y LIbOMY CEH-
Ci € mpoBefeHHsA TpeTboi Temu «Pamcopil B crumi
omo3» — The Stride theme, e mapris ¢opreniano
JIOTIOBHIOE OPKECTPOBY ACKPABUMM aKIEHTaMI Ha
CHHKOIM Ta O/MMCKYYMMY BipTYO3HUMIY TaCKaMIL,
HaCMYeHNMM CTpUOKaMy Ha pisHi iHTepBamm. li-
KaBOI0 B IIbOMY KOHTEKCTi € TAKOX iHTepIipeTawisa
penpusu The Stride theme, fie 3aBpsIKu TOCUTEHHIO
CUHKOII Y APTIl MiIHUX JYXOBUX 3BYYaHHIM Map-
KaTOBaHNUX aKOPAiB y maprii popremiano Ta Mikpo-
py0aTo B MeNOANYHNX TOTI0CAX OPKECTPY BUHNMKAE
BMpa3HI eQeKT MeTPOPUTMIYHOTO BHYTPIIHHOTO
PYXY, CBiHTYBaHHA.

Cnipg 3asHaunTy, 1010, HA BiMiHY Bix aHcambre-
BIIX €Ii307iB, opTemiaHHi COMO MepeBaKHO TPaK-
Tyr0TbcA P. JIyy AK MOXX/IMBICTD [/ MaKCYMa/IbHO
BIIBHOTO TBOPYOTO CAaMOBUPAKEHH, sKe € HeaOu-
AK JJOPEYHMM Y KOHTEKCTi CTWIicTuKu TBOpY. Ilo-
Ka30BJM € HacTynHe oprenianHe coro (18 mudpa



IAPTUTYPK), ¥ AKOMY MY3UKAHT 3aBIAKN HeBe/-
Kiit kymiopi (3 226 mo 246 TT.) 00’eHYe Apyre Ta
TpeTe cono «Parcopil B cTuti 67103» y €uHe 1ire,
CTBOPIOIOYM BEeTUKMIT COMbHUIT dparMeHT. Y pe-
3y/IbTaTi TAKOTO BUKOHABCHKOTO PillIeHHA B IIEBHO-
MY CeHCi TIOCHIIOETBCA 3HAYYIIICTD GOpTeriaHHOl
HapTii B 3arajbHiil JpaMaTyprii TBOPY il ponib CO-
JIiCTa, BIATIOBIJTHO, TAKOX 3POCTAE.

B inrtepnpertanii P. Jlynmy o3Ha4eHOro cOMbHO-
ro ¢QparMeHTa BMOKPEMNMO K/IIOYOBi MOMEHTH,
AKI CIPUAKTb KpaloMy PO3YMIHHIO CYTHOCTI
IHTepIpeTaliiHOrO IXOKY MUTLA [0 MY3UKI
JIx. TepuiBiHa i poskpuBawTh crenudiky 1oro Bu-
KOHABCbKOTO CTUIIO. BingHaunmo 6inbiry cBoboxy
B TPAaKTyBaHHI OPUTiHAJBHOIO HOTHOTO TEKCTY,
110, OffHAK, He Jifie BCynepey [PKas3oBill CTUIICTHLL,
a CIIPUIIMAETHCA K MPOAB CBOEPIJHOI IMIIPOBi3a-
uiftHocTi. Hamaratounce crBoputi edpekt 6esmoce-
PEIHOCTI My3SMYHOTO BUC/IOB/IIOBAHH, I1J0 BUHMKAE
HeMOBOM I BIUIMBOM XBJIMHHOTO HATXHEHHS,
HiaHICT Jofjae BIPTYO3HUIT CTPIMKMI BUCXiTHUI
IacaX, AKUI IIABHO IIBOAUTH [0 aKOPHLOBOIO
IPOBE/IEHHA TEMAaTUYHOIO MaTepiany IepIIoi TeMu
«Pamcopii» (Ritornello theme). Take BuKoOHaBCbke
pillleHHA, Ha Hally AYMKY, € [JOBOJi JOPEYHIUM,
aJKe 3aBIAKM JJOLABAHHIO ITACAXy IIepe] 0SB0
OCHOBHOT'O TEMATMYHOIO Marepiany Iepuiol TeMu
BUHIKAE CBOEPiHA CMIC/IOBA apKa 3 II0YaTKOM
TBOPY, @ CaMe K/IaPHETOBIM COJIO.

[HIMM TOpUKIaZoM TBOPYOrO TPAKTYBaHHA
HOTHOTO TEKCTY Yy BMKOHABCbKiil iHTepIperaiii
PYMYHCBKOTO IIiaHiCTa I1bOTO BENTUKOIO COMbHOIO
¢parmenTa € gofaBaHHA QOpUUIAriB 4O OKpeMMX
HOT MeJIOIMYHOI JIiHil CKepII03HOI YeTBEPTOI TeMI
«Pamcopii» — the Shuffle theme, sixa mpoBoguTh-
cs1 B bacoBoMy perictpi popremiano (25-Ta uudpa
mapTUTypn). Takox 3ayBaskyMo it He3HauHe Iepe-
ocmucnenns P. Jlyny qunaMiyHuX HI0QHCIB, II03HA-
YeHNX Y HOTHOMY TeKCTi. 30KpeMa, MiaHiCT IOCTili-
HO 4Yeprye Tuxe Ta ACKpaBillle HIOAHCYBAHHA, IO
J103BOJIA€ MIKPECTUTY KOHTPACTHICTh TeMAaTUIHO-
ro Marepiany i BUOYLYBaTU TaKMM YMHOM LiTiCHY
BUKOHABCHKO-/IPaMaTypridHy JiHilo.

Y BenmuKOMy COMbHOMY (pparMeHTi, o POSIIA-
JIAETbCS, HasABHI 1 IikaBi TeMOPOBO-AMHAMIUHI
3HAaXifiku, KoTpi, AK i B momepegHboMy opreri-
AaHHOMY COJIO, HA/jAIOThb MY3MKAHTY MOXXIUBICTH
BUpasHime pudepeHIiloBaTH OKpeMi IIACTH
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(akTypu Ta BUABUTY TeMOPOBO-BUPAKaTbHi MOX-
mBocTi ¢opremiaHHUX perictpis. Pasom i3 Tum
1le JI03BOJISIE JOCAITY Ha iHCTPYMeHTi eeKTy op-
KeCTPOBOCTI: BiiTBOpIOBaTH Crenuiky TyTiitHOTo
3BYYaHHs B HAallOBHEHNX, IIOBHO3BYYHIX aKOPJaxX
a00 X YBUPAsHUTY HaCUYEHMIL, IIMOOKUIL, MailKe
BiO/IOHYeIbHMIT TeMOp y 6acoBomy perictpi. [Ipo-
Te, TONPY iH/MBiZyalbHe TPAKTYBaHHA AMHAMIY-
HOTO IUIaHy Ta Menoau4Hoi fiHii, P. Jlyny gitko
JOTPUMYE YCiX TEMIIOBMX Ta aroridyHUX peMapok,
1O CIIpKsA€ TOYHOCTI BTIIEHHA KOMIIO3UTOPCHKOTO
3ayMy I J03BO/IA€ penbeHO MOKA3aTH 3MiHYy MY-
3MYHMX 00pasiB.

Ha 3aBepuieHHA aHaMiTMYHOTO HAPUCY BUKO-
HAaBCbKOTO mpounTanHs «Pamcopii B ctumi 6/i03»,
spiticaenoro P. JIymy, 3ynMHMMOCh Ha OCTAHHbOMY
(opreniaHHOMY €00, AIKe OCHOBaHe Ha TeMaTyd-
HOMY Martepiai m'aToi Temn — the Love theme, Ta
3a CBOEI (YHKIIEI B 3arajbHiil KOMIIO3MIIIIHIIL
OyZoBi TBOPY CHPMITMAETHCS K KaJieHIlist COMCTa.
Y upomy pospini popmu «Pancopii» miaHicT yxe He
IIEPEOCMIICIIIOE HOTHMIT TEKCT. BiH TOYHO BUKOHYE
Bci crescendo i diminuendo B mexax ¢pas, min-
KpPeCTIonyll IXHI0 eKCIpecUBHICTb. Takox iHTep-
IPETaToOp AOTPUMYE arOriYHMX HEPEKII0YeHb, IIe-
penbadeHnx peMapKamu B HOTHOMY T€KCTi, I/TABHO
TepexofsuM Bif cBiTIOl, MipuyHO mifHeceHoi “the
Love theme” 10 TOKaTHOro TeMaTMYHOro Marepia-
ny. Hampukinni cono miaicT sckpaBum, 6paByp-
HJM IacaXeM MiJBOAUTD 10 OPKECTPOBOTO BUKJIA-
Iy TEMaTMYHOTO MaTepiany KOy Ta B IIOJa/IbLIOMY
TpakTye (opTeniaHHy NapTilo B rapMOHIIHIi €fI-
HOCTI 3 OPKECTPOBOI, fK Li¢ CIIOCTepiranoca 1 B
iHIMX aHCaMO71eBUX parMeHTax TBOPY.

Jlemo CcX0XMM MifXOZlOM [i0 BMKOHABCHKOTO
IPOYNTAHHA TePUIBIHIBCHKOI MY3UKY BiZI3HAYEHA i1
intepnperania P. Jlyny Ta [I. Jlikconom «KoHuep-
Ty A1 GopTemiaHo 3 OpKecTpoM». Y HbOMY TaKOX
IPOCTEXYIOTbCA YBa)KHE CTaBIEHHA 1O BCIX Jle-
Tajie}l OPKeCTPOBOI MAPTUTYPM Ta IIPOKYMAHICTh
3arajibHOI ipaMaTypriyHoIl JIiHil POSBUTKY TpUYac-
TVHHOTO LVKTY, IJ0 B CYKYIHOCTI CIPMA€ TOYHOMY
BiITBOPEHHIO KOMIIO3UTOPCBKOTO 3aJyMy TBOPY.
BubynoByroun «KoHiepr» AK enuHe ApaMaTyp-
TiuHe Iiijie, IHTepIpeTaTopu ACKPaBO BUABIAKTH
crierniky MysMUHUMX 00pas3iB, YTineHNX KOMIIO-
3UTOPOM Y KOXKHI i3 9aCTUH, MiIKPECIIO0YM IXHI
B3a€MOJII0 i KOHTPACT. 30KpeMa, 3aBJAKY 3HAYHIM
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1e3ypaM, BUKOHABI|i [0 BUOKPEM/IIOIOTD JAPYTY
YaCTVHY BiJj IIEPIIO] Ta TPETHOI, IIEPETBOPIOIOYM i
Ha JIpUYHMIT LeHTp IMKITy. CXOKUM TYT € i Tpak-
TyBaHHA TiaHicToM QyHKLil dhopTeniaHHOl mapTii,
10, AK 1 Y BUKOHaBCbKOMY IpounTaHHi «Pamncopii
B CTWI 6/1103», He CIIPUIIMAETHCA K IPEBATIO0YA,
a Becb yac nepeOyBae B 6esnocepenHilt €4HOCTI Ta
B3a€EMOJIl 3 {HIIVMY IpymamMy OpKecTpy: abo Ho-
IIOBHIOIOYM 1X, 00 BUXO/AYM HA NEepefHill IUTaH y
CONMbHMX (pparMeHTax.

BopHouac cif sa3Haun Ty, 1050 Py aHali3i BUKO-
HaBCcbKoro npountanHs «Konuepry mis doprermia-
HO 3 OpKeCTPOM» OCHOBHA yBara Oyjie 30cepefpKeHa
He Ha (hopTemiaHHNX COTIO (SIK Y TPOLieci CTBOPEHHS
AHATITUYHOTO HAPMCY BUKOHABCHKOIO NPOYMTAH-
Hs «Pamcopii B cTui 67103»), a came Ha criermini
B3aeMOIil MiaHicTa B aHCaMOIeBOMY MY3UKYBaHHi.
Taxwit migxix 3yMoBieHmit eKinbkoMa pakTopamu:
I0-TIEpIIle, B YMOBAX JKaHPY (OpTeniaHHOr0 KOH-
LepTy MiaHiCT Ma€ 3HAYHO MEHIIe MOXIUBOCTEN
1A 6e3TOCepefHbOrO CONBHOTO BUCIOBTIOBAHHS;
TI0-Zpyre, BUBYEHHS 0COOMMBOCTEN B3a€MOAT TTia-
HicTa-cojicTa 3 OPKeCTPOBOIO MAPTIEI0 [JO3BOMUTD
JieTa/ibHille POSKPUTY CYTTEBI aCIIEKTH JIOTO IH/M-
Bi[lya/IbHOTO CTUIIO.

B excrmosumii mepmoi 4acTuHY, fKa HaIlMCaHa
B MopudikoBaHiil coHatHilt gopmi, y popreniano
peIpe3eHTyeTbCs TeMATUYHMIT MaTepian 106id-
HOI TapTii, IOABI AKOTO Iepefye TPEMOIO Majioro
6apabaHa, 110 y BUKOHABCbKOMY IIPOYMTAHHI, sKe
PpO3ILAA€EThCS, BUKOHYEThC Ha diminuendo. ITif-
XOIITIOIYM Iie MOCTYIIOBE [JMHAMiYHE 3aTyXaHHA,
TiaHiCT Tpae MOYATKOBY HOTY MOGiYHOI mapTii He
Ha f, IK I03HAYEHO B IIAPTUTYPI TBOPY, @ HA P, IO
JI03BOJLAIE 3pOOUTI TepeXif 0 i€l TeMy TPaHNYHO
mwiaBHUM. CBifYeHHAM MajicTepHOI aHcaMO/IeBOi
B3a€MOJIIl COMCTa Ta OPKECTPY MOKHA BBaXKaTH i
nepexijy 0 3aK/IKYHOI MapTil, 110, Ha BiAMIHY Bif
CIIOKIITHO-CTIOITIA/Ia/IbHOI HACTIIBHOI T06iYHOI Tap-
Tii, Bifj3HaueHa ACKPaBO BMPAKEHOI PUTMIYHOIO
YiTKICTIO Ta HACMYEHIIIO AMHAMIYHOIO Tpajiallielo
(mepeBakHo B Mexax mif-f). BoueBuap mparnyun
MaKCHMaJbHO ACKPaBO IiJKPeCIUTH KOHTpPACT-
HiCTb IJUX TEM, IaHICT BMKOHYE 3aBepIlajibHi maca-
i 110614HOI MapTii IeTKMM TyIe B TUXill AMHAMIY-
Hiil rpajiallil, BUAB/IAKYM B ACKPABOMY 3a CBOEI
TIPMpPOZIOL0 TeMOPi BEPXHBOTO pericTpy popTemiaHo

CBIT/INIA, JIEI0 BifICTOPOHEHO-IIPUITTYLIEHNIT KOJIO-
PUT ¥ TUM CaMUM IiATOTOB/IAIOYM IIOSABY HOBOTO,
CIIOBHEHOTO eHepril My3U4HOro 06pasy.

Y pospobui conatHoro Allegro nepruoi yactyau
«Konmepty» Bech 4ac BioyBaeTbcs He3nocepeHs
B3a€EMOJIiAl OpKeCTpoBoi Ta (OpTEIiaHHOI MapTilf,
TIpY SAKIi comicT ab0 BCTYIA€E Y CBOEPIFHMI Aiamor
i3 pisHMMM rpymamu iHCTpPYMeHTIiB opkecTpy, a6o
CTBOPIOE BUPA3HMIT aKOMIIAHEMEHT, Ha OHi AKOTO
PO3BMBAETbCS OCHOBHMII TeMaTVYHMII Marepiarl,
ab0 X IepexoIUToe iHiIiaTNBY B COMBHUX (par-
MEHTaX. 3-IIOMDK COMO 0COOMMBO LiKaBUM € npy-
IV PO3JIN pO3poOK, Y IKOMY IIPE3eHTYEThCS HO-
BUIJ1 TeMaTHYHMI Marepiajl, BiI3HA4eHMI ACKPaBO
BIPaXEHOI0 PUTMiYHOI 0cHOBOK (Allegro molto,
22 nudpa maprurypu). B intepnperauii P. Jlyny 4
HOBa TeMa 3BYYMTD IiJKPECIEHO JIETKO Ta pUTMid-
HO 4iTKo. [liaHiCT fle10 MapKye aKIeHTH, 3a3Hade-
Hi B HOTHOMY TEKCTi, IiIKpECII0I04YY CHHKOIIOBA-
HIJI PUTMIYHMI PUCYHOK. 3ayBaXXMMO, 1[0 TaKuii
MapKOBaHMII CIIOCi6 BUKOHAHHS aKL|eHTiB aKTYBHO
BYKOPYICTOBYBATUMETbCS IHTEPIIPETATOPOM i B TO-
KaTHill TeMi pedpeny B Tperiit yactuui «Konuep-
Ty mna ¢opremiaHo 3 opkectpom» [[x. TepiiBina,
10 Ha piBHI BMKOHABCHKOI JpaMaTyprii JO3BONAE
CTBOPUTY IIEBHMI 3B’I30K MK KpailHiMI YacTyHa-
MM TBOPY.

Takox cnmif 3BepHyTM yBary Ji Ha JipuyHy
E-dur'ny Temy, sika eKCIIOHY€ETbCS B IIEPLIOMY PO3-
Lini po3poOKiL, a B APYroMy PO3JiNi 3a3Hae TpaH-
chopmanii. Y Bukonausi P. Jlymy BoHa 3Byunth
nerko Ta 6esrypborHo. IlianicT BupasHo iHTOHYe
¢opirary B MenopMyHill 7iHil, 10 MPUIAAITh
Ha cmabki mori TaKTy, Ta JOIOBHIOE JOBIi Tperni
B IApPTil NpaBoi PYKM JIETKUMU aAKLEHTOBAHUMU
akopfiaMu B maprii 7iBoi pyku. Taki BUKOHABCbKi
pillleHHA HAJAKTb 3BYYaHHIO Te€MM iHTOHALIHOI
THYYKOCTI Ta TpaniiiHocTi. O3HaueHa MaHepa BUKO-
HaHH/ 30epiraeTbcss MY3MKAHTOM i B IOJAJIBLIOMY,
KO/ [10 BUK/IALY HONY4alOThCA TPYNU CTPYHHUX
Ta [iepeB’AHNX NYXOBMX iHCTpyMeHTiB. BogHouac
aKIIeHTOBAHi IO B MapTiAx ¢opremiaHo Ta 3ra-
JlaHMX TPYIl OPKECTPY YacTO He CIBIAJAIOTh, 1O
HaJla€ MY3MYHOMY 00pasy 1€l TeMyu pUTMiYHOI Ta
IHTOHALIINIHOI CBOEPIZHOCTI 1 [JO3BONAE ACKPaBi-
1re migKpecnTy crenudiky roaocis opkecTpoBoi
daxrypu.



3aBepIIyIOuM aHaTI TUIHWIT HApJC BUKOHABCHKO-
ro MpOYNTaHHA Nepuoi yacTuHu «KoHuepry mna
¢opreniano 3 opkectpom» Jx. TepuBina, Bif3Ha-
YIIMO 1€ OFH BayK/IVIBUI aCTIEKT, AKMUIT CTOCYETCA
MeTPOPUTMIYHOI OpraHisallil BUKOHaAHHA Ta B I10-
IA/IbLIOMY ACKPAaBO IPOSABUTHCA B JPYTiil YaCTUHI
uukiy. [arepnperania eopy P. Jlyny Ta [I. [likco-
HOM Bifj3Ha4aeThcsA QinirpaHHicTIO PpasyBaHHA I
MaKCYMAaJIbHO THYYKOIO arorikow. Y conbHyx ¢op-
TeIlaHHNX (parMeHTax MeTPOPUTMiUHA CBOOOAA
peanisyeTbcs 3aBIAKM HEBEMMKMM ritenuto AK Iie-
pern MOABOX HOBOTO TEMATUYHOIO MaTepiany, 1o
Mae Ha MeTi BiIOKpeMUTH JI0T0 Bijj IOIIEPESHbOIO
PO3BUTKY, TaK i Ipy IIepeXofii Bil OPKECTPOBOrO
tutti go dbopremnianHoro solo i HaBmaku.

Hpyra yactuna «Konuepry mra ¢opremiaHo 3
opkectpoM» . [epIBiHa y BUKOHaBCbKOMY TpaK-
tyBanHi P. Jlymy ta JI. JlikcoHa, K yKe 3a3Ha4aso-
¢4, € NIPUYHUM IIEHTPOM JI0r0 paMarypril. ¥ Hii
IIpUBEPTAE yBary MalicTepHA MOOY0BA 3BYKOBOTO
Ta aHCaMO/IeBOro 6anaHCy BCiX OPKeCTPOBUX Tap-
Til1, 3aBAAKY YOMY HacudeHa nomidoHizoBaHa Qax-
Typa 3BYy4MTb JIETKO 11 AACHO. PopremniaHHa MapTisa
B inTepnperanii P. Jlyny pgoBoni 4acro BucTymae
TYT Ha IEpIINII IIaH, HeHavye Bey4uy CBOEPIHMI
fiianor i3 pisHuMM rpynamu opkectpy. OfHax Iie He
CYIIEPEYNTh KOMIIO3UTOPCHKOMY 3aflyMy, ajke B
IpyTiit 4acTHHi KOHLIEPTHOTO LUKy € baraTo dpar-
MeHTIB, y AKX QopTenianHiil maptii BigBogUTHCA
nposigHa ponb. Hait6inbur sickpaBo 03HaveHe IIpe-
Ba/IOBaHHsA (OPTEMiaHo B OpKeCTPOBill (BakTypi
CIIOCTEpiraeTbCs Y ABOX €Mi30fax poHpo, V Gopmi
AKOTO HAIlYICaHa Ipyra YacTyUHa.

[Toyarox mepmroro emizoxy (3 umdpa mapru-
Typu) y BuKoHaHHi P. Jlymy 3Byuuts nerko it 6es-
TypOOTHO-XKapTiB/IMBO, CYTTEBO KOHTPACTYIOUM
31 CIIOKiTHO-CTIOITIA/IAIBHIM MY3UYHUM 00pasowm,
Ipe3eHTOBaHNM Y TeMi pedpeny. [lianicT rpae jtoro
3 HEBE/IMKOIO TEMIIOBOI0 PO3KAYKOIO 1 IIOTIM IIOCTY-
IIOBO BXOAIUTb B OCHOBHMII TeMIL. TakoX BMKOHA-
Bellb pobuTth HeBemuKi rubato B MeXKax KOPOTKMX
¢pas, 1110 B CYKYIHOCTi 03BONAE JOCATTI eeKTy
quasi-iMIPOBI3aALiIHOCT, YMOBHOI CIIOHTAHHOCTI
MYSMYHOTO BMC/IOB/IIOBAHHA, Ta HaJaTu Ll TeMi
CBIHTOBOrO METPOPUTMIYHOIO BifUyTTA. Y IIO-
la/IbLIIOMY TaKa MaHepa BYUKOHABCbKOI MOfadi IIiji-
XOIUTIOETbCA 1 IHIIVIMI TPyIaMy OPKECTPY, 10 B
IIEBHOMY CEHCI «OXXUBJIAE€» OPKECTPOBY TKaHUHY il
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CIIpUsie TOYHIM Mepeadi crerdikyt [ka3oBoi CTH-
nmictuku, IIpy npomy 3a3Haummo, 1o iHILi eeMeH-
TV KOMIIO3UTOPCHKOTO HOTHOTO TEKCTY TYT JIMIIA-
I0TbCs HE3MIHHMMM, ajiPKe BUKOHABI[i (K IiaHICT,
TaK i OpKeCTp) YiTKO JOTPUMYIOTD YCiX IITPUXOBUX
Ta AMHAMIYHMX PeMapoK.

Jpyruit emi3of, pOHRZO TAKOX MICTUTD JieKilbKa
ACKpaBUX COMbHMX (OpTeMmiaHHUX (parMeHTiB.
Y nepmoMy 3 HUX IiaHICT MaJiCTEPHO 3aCTOCOBYE
pi3Hi BUAIM TyIlle, 11O JO3BOMAKTD IOMY PO3KPUTH
TeMOpanbHNII Ta JYHAMIYHWII MOTEHIian 3ByYaH-
HA iHcTpyMeHTa. Y 123-124 TT. (9 nmdpa mapru-
typu) P. Jlyny pmocsrae cBitioro, Maibkxe HeBaro-
MOTO 3BYYaHHA BEPXHbOIO PETICTPY B AMHAMIUHIN
rpajjanii p, a TakoX pobuth HeBemuki crescendo i
diminuendo Ha mMOBTOpIOBaHMX IHTOHALIAX Majol
Teplii Ta rubato B MeXxax KOXKHOTO i3 3a3HayeHNX
takTiB. [ani B 127-130 TT., 3aBAAKM YepryBaHHIO
pisHUX BUAIB TylIe (HalIOBHEHOTO, M SIKOTO TYIIIE,
IO JOCATAETbCA TPOK0 TOAYIIEYKaMy afblliB, Ta
4iTKOTr0, 3i0paHoro, sike epegdavae rpy Kinankamm
TaJIbIIiB) iHTepIIPEeTaTOp BUABIIAE B MeXKaX BUCXiA-
HOTO TIacaXy TeMOpPOBO-00epTOHOBY crenudiky
3ByYaHHS KOKHOTO 3 pericTpis ¢popremiaHo: Hacy-
YeHiCTb 6acOBOr0, MaTOBICTb CEPENHBOTO, MPO30-
picTb BepxHbOro. Y apyromy poszim (Moderato)
TIEPIIOTO COMBHOTO PparMeHTa, o PO3IIANAETHCA,
MY3SMKAHT 3aBIAKM PiSHUM JVHAMIYHMM BifTIHKaM
Ta BUfiaM Tylle udepeHIiioe miactu Gpoprenian-
HOI QakTypu. BiH BUpasHO IPOBOAWUTD NMOYATKOBI
inTonauii-3aponku E-dur'Hoi Temu, BuKoHy0uM iX
M AKUM, CIIBY4YMM TYIIe, Ta Biiajisg€ OKTaBHi IIif-
TOJIOCKY, TPalouM iX THXilre it 6ibu 9iTKuM, 3i0pa-
HJM 3BYKOM.

[TonibHe BMKOHABCbKe YBMpPasHEHHs TeMOpasb-
HOI Ta ;HaMiYHOi crrenuikyt 3By4aHHs Pi3HMX ro-
710CiB DaKTYpU CIIOCTEPIraeThes il y APYTroMy COMb-
HOMY parMeHTi gpyroro emisony poxpo (13 mudpa
naptutypn). OgHaK BU3HAYaTbHYM MOMEHTOM TYT
€ BUOYJOBa €IMHOTO, HACKPI3HOTO AMHAMIYHOTO
IIaHy. BUKOpUCTOBYIOUM MiKPOKpELIEeHJ0 Ta Mi-
KpOpiMiHyeH/]0 B MeXax ¢pas, MaHiCT MOCTYIOBO
HiABOAUTD 0 ACKPaBOI KyJIbMIiHALI Ta BMKOHYE
IIJTABHUI CTIaf Mic/s Hei B KiHIIi como B 176-179 TT.
OsHaueHa AMHaMiYHA THYYKICTb, Y TO€[HAHHI 3
HeBeMMKIMM rubato, 103Bojsie focarty inirpan-
HOro (pasyBaHHs Ta BUpasHillle epefaTu Jipud-
HO-eKCIIPeCUBHMII MYy3WYHNIT 00pa3 1iiel TeMi, 10
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B IIOJA/IbIIIOMY BIIOBHI PO3KPME CBiil NOTEHIian y
Ky/IbMiHaIil TPeThOI YaCTUHM TBOPY.

®Ginan «Kouuepry mna ¢opremiaHo 3 opke-
crpomM» [Dx. IepiuBiHa, AKMi TaKOXX HaIMCAHMI
y GopMi pOHJI0, Y BMKOHABCbKOMY IPOYMUTAHHI
P. JTyny ta [I. JlikcoHa CIpMiIMa€ThCs Ha/i3BUYATHO
Li/TiCHO, a J10r0 ApaMaTypriuHuii po3BUTOK CIIpA-
MOBYETbCA 0 Koau. 114 9acTyiHa KOHIIEPTHOTO Ii1-
Ky BifJ3HAYA€ThCs JIOMiHYBaHHAM opreniaHHOI
maprii, sika Mo3HayeHa B MApTUTYPi peMapKoio solo.
Bona Bech yac mepebyBae B aKTVBHilT B3a€MOiI 3
iHIIMMY TpymaMy OpKecTpy, BUKOHYIOUM (YHK-
11if0 BipTYO3HOTO CYmpOBOAY a60 X HOTIOBHIOIYN
OpKeCTpOBe BUK/IA[eHHA TEMAaTHYHOrO Marepiamy
KOPOTKMMM MOTHBaMU-«peIvtikamu». Pedpen B
inrepnperanii P. Jlymy 3By4nTh CTpiMKO Ta eHep-
TiVIHO I CIPUIIMAEThCA HEHaYe Ha OHOMY IUXaHHI.
Bopnovac HaBiTh y MIBUAKOMY TeMIIi PyMYHCHKMI
TiaHicT 3a/jif0€ HeBenuKi rubato i THYYKy MHaMi-
Ky (mocTiiiHe 4epryBaHH:A HeBeMMKuX crescendo i
diminuendo B mMexax ¢pas), focsararoum rpaHny-
HOI Me/OAMKO-iHTOHaIiiHOI BupasHocTi Ta Qirmi-
rpaHHOCT] ppasyBaHHA. TaKOXX My3VMKaHT ACKPABO
BIABJIAE METPOPUTMIYHY OCHOBY pedpeHy 3a Jo-
IIOMOTOI0 ACKPABUX AKIIEHTIB, AKi BiH IPa€ YiTKUM
TYyLIE.

[HIIMM acTIeKTOM, BaKIMBUM J/IA PO3YMiHHA
crenugiku TpakTyBanus P. Jlymy pedpeny, € BHe-
CEHHA NeBHIX HE3HAYHMX KOPEKTUB B aBTOPCHKMIT
HOTHUII TeKCT. 30KpeMa, IiaHiCT fjofjae IMicaHfo,
AKe BOJHOYAC 3aBEPUIYE BUK/IA/IEHHA TEMATUYHOTO
Marepiany pedpeHy i IIaBHO IiJBOAUTH [0 Iep-
woro emnisony. B inreprnperanii P. Jlyny weit emisop,
3BYYUTD JIETKO i1 MiJKPEC/IEHO YiTKO, IIPOTE He CTa-
HOBIUTD CYTTEBOTO KOHTPACTY 1J0[I0 BMKOHABChKMX
pileHs, afpke TYT, K i B pedpeHi, iHTepmpeTaTop
HiJKpeCToe IHTOHALIHY BYPasHiCTb MeTOANYHOI
JIiHil 3aBJAKY IIPOJYMaHii, THYYKil AMHaMiLl, He-
BE/IMKMM arOTiYHMM BiIXMIEHHAM 11 aKIleHTaM.

3BepHEMO TaKOX YBary Ha iHTepIIpeTallilo My3Hu-
KaHTOM JIOBOJIi PO3TOPHYTOIO COZTbHOTO (parMeH-
Ta B TPETbOMY emizozi porpo (TT. 301-322). Y HbO-
MY IaHICT yHUKa€e Oyb-IKOTO IepeoCcMICTIEHH
OpUTiHA/IbHOTO HOTHOT'O TEKCTY, TOYHO JOTPUMYIO-
YJ1 BCIX TEMITOBMX I IITPUXOBYUX 3MiH, 3a3HAYEHNX Y
maptutypi. IIpu upomy P. Jlymy, ax i B iHIIMX pos-
finax GopMyu POHZO TPEThOI YaCTVMHY, IIparHe Jio
MAKCYMAaJ/IbHOI BUPA3HOCTI METOAMYHOL JIiHil, 1O

CTBOPIOETHCSA 3aB/IAKN HEBEMKIM arOTiYHUM BifIXV-
JIEHHAM i THYYKOMY [VMHAMiYHOMY HIOQHCYBaHHIO.
Bopnovac 1e 03BonA€ BUABUTY MENOAMKO-IHTO-
HAIIHY crermdiKy TeMaTMYHOro MaTepiamy I mif-
KPEC/IUTY J10T0 KOHTPACTHICTh Y MeXKaxX COJIO.

Bucnosku. Xowya tBOpM XK. lepmBina He €
K/I0490BuMHI B penepryapi P. Jlymy, mpore ix Buko-
HaBCbKe OCMUC/IEHHA Bi[J3HAYA€TbCA BIyM/IVBIUM,
YBOXHUM CTaBJIEHHAM JI0 KOMIIO3UTOPCBHKOTO 3a-
yMY, JOBOJI CaMOOYTHIM TPaKTyBaHHAM 0Opa3HO-
3MiCTOBHOTO HAIIOBHEHHS Ta TOHKONO IEpefadyero
0coOMMBOCTel CTUICTMKY KOMIo3uTopa. [HTep-
nperyioun «Pamconito B cTii 6mo3» Ta «KoHnept
LA GOpTemiaHo 3 OPKeCTPOM», MAHICT TOYHO JI0-
TPUMYE BCIX IITPUXOBUX, TEMIOBUX Ta AMHAMIY-
HMX PEMapOK, 3a3HAYEeHMX Yy MApTUTYpi, Muile iH-
KO/ BiIXO[iA4M BiJj IIPOIIOHOBAHOTO JYHAMIYHOIO
HI0aHCYBaHHA. OfHaK MoOAiOHI IepeocMUCIeHHS
IO3BOMIAIOTh JOCATTU TPAaHMYHO TapMOHINHOI aH-
cam6neBoi B3aeMozii opkecTpoBoi Ta GopTeniaHHOI
MapTiif, @ TaKOXX YBUPA3HUTHU CAMOOYTHICTb TOTO
41 {HIIOTO My3M4HOro 06pasy. Boguouac P. Jlymy
IOBOJIi TBOPYO MIiXOAUTH O TPAKTYBAHHA OPUIi-
Ha/JIbHOTO HOTHOTO TEKCTY, IHKOM IO/Ial0yuy IIeBHi
KOPEKTVBY J10 MEJIOIMYHOI JTiHii 00 5 00’€HYI04N
JieKinbka GopTemniaHHUX COTO B €MHe 1iiNe (30Kpe-
Ma, y BUKOHaBCbKOMY ITpounTaHHi «Pamncopii B cTu-
i 67103»). IIpu 11bOMY Taki BUKOHABCBKi pillleHHA
He CylepedaTb KOMIIO3UTOPCHKOMY 3alyMy, ajpKe
BHOCATD B IHTEpIIPETAL|il0 TBOPY €/IEMEHT IMITPOBi-
3aliJIHOCTI, SIKa € BaXX/IMBOIO CK/IaJOBOIO [)Ka30BO1
CTUTICTUKIL.

[HIMM CBigYEeHHAM TBOPYOrO IiIXOAY PYMYH-
CbKOTO IIiaHicTa JJ0 BUPILIEHHA BUKOHABCHKMX 3a-
BJJaHb Y pO3I/IAHYTUX TBOpax Jx. [epuiBina € ak-
TYBHE 3a/[IAHHA THYYKOI arorikyl Ta AMHAMIKH, 1[0 B
TIEBHOMY CEHCi «0XXMBJII€» BUKOHAHHS il OBEPIIYe
BP)XEHHS 0e3I0CepeSHOCTI My3MYHOTO BUKOHAB-
CbKOTO BJICTIOB/IOBaHHA.

[ikaBuM acmeKTOM, SIKMII Hafla€ MOXX/IUBICTb
rbie OCATHYTM AK CYTHICTb BUKOHABCBKOIO
nigxopy mianicra go tBopis [K. Iepisina, posris-
HYTUX Y CTaTTi, TaK i BUABUTYU NeBHi 0COOMMBOCTI
JIOTO IHJMBIya/lTbHOTO BUKOHABCHKOIO CTU/IIO, €
crierdika B3aeMopil mianxicra 3 opkecrpoM. [Ipo-
aHa/i30BaHi BMKOHABCbKi mpouynTtaHHA «Pamcopii
B cTumi 6mo3» Ta «KoHuepry mnsa ¢opremiaHo 3
OpKeCTpOM» JIeMOHCTPYIOTb MaiicTepHicTh P. JIymy



AK y4acHIKa aHcaMOmmo. Yci corbHi emizozy Ta pos-
rOpHYTi (OpTeIiaHHi COMO MY3MKAHT TPAKTYE SAK
MOX/IMBICTD JI1 AICKPAaBOTO TBOPYOIO CaMOBMpa-
JKEHHS, ajiKe 37e01/IbIIoro caMe B HUX BiH BTI/TIOE
I[iKaBl BMKOHABCbKi 3HaXi[jKi, 30KpeMa aKTUBHO
BIKOpucToBye rubato. Ha mpormsary fo mporo, y
TYTIIHUX pO3Jinax (OpMM BUKOHABELb YHUKAE
Oyzb-sKOro mepebimbIIeHHA PO comicra B 3a-
raJIbHOMY PO3TOPTaHHI OpKecTpoBOi GakTypu it
BUKOHABCHKOI JjpaMaryprii Ta focsArae rpaHn4Hol
€JHOCTI i1 TapMOHIMHOCTI B3a€MOIl B Jiafi co-
nicT-opkecTp. OKpiM TOTo, BifI3HaUMMO i MalicTep-
He BO/IOJiHHS [iaHiCTOM 3BYKOBOIO IaniTpoo dop-
TeIliaHo, 110 103BOJIAE YBUPA3HIOBATI 0COOMMBOCTI
TeMOpa/IbHOTO 3a0apB/IeHHS Pi3HUX PericTpiB Ta, y
NO€HAHHI 3 BiTOBIIHNMY AMHAMIYHMMU pillleH-
HAMY, AudepeHIioBaTy IIAcT 6araToronocHol
daxrypu.

Orxe, MOXXHA JIiiiTU BMCHOBKY, IO MiaHICT LiN-
KOM TIPUPOJHO I HEBMMYIIEHO MOYyBae cebe B
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mysuti [Ix. [epuiBina, 1[0 BUXOANTD 32 MeXi JI0ro
penepryapHux npioputetis. Takox, BpaxoBywoun
Toil (akT, mo 3ammc «Pamcopii B cTui 6m03» Ta
«Konnepry mnsa dopreniano 3 opkecTpom» Hare-
JKIUTb [0 paHHIX y TBopuoCTi P. JIymy, MoXHa cTBep-
JDKYBATH, IO BXe HAa MOYATKy Kap €py BUKOHAB-
CBKUIT CTWIB MiaHicTa OYB 11iTKoM chOPMOBaHYM Ta
camo6yTHiM. Lle 03BOMIIIO flOMY CTBOPUTH LTiKaBi,
OpUTiHa/IbHI BUKOHABCHKI IPOYNTAHHA IePIIBIHiB-
CBKUX OIIYCiB /i TBOPYO IiJINTH 1O PO3KPUTTSA IXHIX
00pa3HO-3MiCTOBHUX IPaHeil.

IlepcekTiByN MOKANBIINX JOCTIKEHb IONA-
TalTh Y MOJA/IbIIOMY BYBYEHHI Crenudiku BUKO-
HaBcbkoro ctumio P. Jlymy. Y 1ipomy ceHci ortinb-
HVM BUIAETHCA 3MIVICHUTY MY3MKO3HAaBYi PO3BIKI
BYKOHABCbKVX BePCiil TBOPIB i iHIINMX KOMIIO3MUTO-
piB XX CT., HAABHUX Y penepTyapi mianicra: [xop-
mxe Enecky, benn baproxa.
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C. b. Pubanko. BuxkoHaBcbKe MUCTENTBO SImomHii
Kpisb npusmy nporpamu Tpaguniiinoro reaTpanbHo-
ro TpeHinry B Kioto

Y cTarTi posIIARanTbCA 0COOMMBOCTI BUKOHABCHKIX
MICTELTB (HO-KboeeH, KOu03ymi, HixoHOyiio). Y dokyci
JOCTI/PKEHHA — HaBya/lbHa IpOrpamMa 3 AMOHCHKUX
nepdopmarusaux Mucrents (T.T.T. — rtpamuuiitamit
TeaTpa/bHMIT TPEHIHT). MeTa CTaTTi NONATaE y BUCBIT-
JIEHHA HAayKOBO-TBOPYMX Ta IIEJArOriYHMX aCIEKTiB
nporpamyt TpafuLilfiHOrO TeaTpanbHOTO TPEHIHTy Ta
0COOMMBOCTEN BUKOHABCHKMX MICTENTB BHACTIMOK 1i
peanisanii. [[>xepenpHa 6a3a CKIalaeThCs 3 MaTepiarnis,
3i6panux mif yac Ge3nocepeHboi y4acTi B TpeHiHrax y
2017, 2019 Ta 2024 pp.; maHKX, 3i6paHMX LIJIIXOM OIN-
TYBaHHS y4aCHMKIB IIPOTrpaMy, JOKYMEHTIB, KOHIIEPT-
HMX IPOTpaM TOIO. Y CTaTTi BM3HAYEHO OCHOBHI eTa-
M PO3BUTKY NIPOTpami, il BiIMIHHICTDH Bifj MOXigHMX
BepCill TeaTpanbHOIO iHTEHCHBY. BucBiTneHo meromm
Ta IPUIIOMM HAaBYAHHSA, y3aralbHEHO JOCBiJ iHTepHa-
nioHasisanii HalioHa/IbHOI Tpajmuii, BUCBITIEHO fOC-
BiJj aBTOpa Ta iHIUVMX YYaCHUKIB IIPOrpamy, ii BIVIMB Ha
OCMICTIeHHS crenuiky AMOHCHKYUX HepHOpMaTHBHIX
HPaKTHK Yepe3 NPaKTUYHMIT JOCBifl; OKPEC/TIOEThCS Ha-
YKOBUIA, TBOPYMIA, TIEJaTOTi9HNIT TOTEHLia/l IIPOTPaMIL.

Hocnioxenns 30ilicHene 3a60sKu 2panmositi  nio-

mpumuyi Kiomcvkoeo Apm-yenmpy.
KnrouoBi crmoBa: snoucoki mpaduuiiini meampanvHi
npaxmuxu, T.T.T., Kiomcokuii Apm-Llenmp, nepgopma-
MUBHI MUCMeEMBA, HO, Kb02eH, HIXOHOYTI0, KouyO3ymi,
mino akmopa.

S. Rybalko. Japanese performing arts through the
lens of the traditional theatre training program in
Kyoto

The article examines the distinctive features of the
performing arts (Noh-Kyogen, kotsuzumi, Nihon-
buyo). The focus of the study is a training program
in Japanese performing arts (T.T.T. — Traditional
Theatre Training).

The aim of the article is to illuminate the
scientific-creative and pedagogical aspects of the

Traditional Theatre Training program and the
particularities of performing arts as a result of its

implementation.

The research methodology. The aim and specificity
of the research subject determined the use of a
comparative methodology and appropriate methods for
collecting and processing materials. Among them are:
autoethnographic method, methods of systematization,
and image-based (figurative) stylistic, comparative,
contextual, and content analysis; interviews, oral and
online surveys, field reconnaissance, observation and
notes during classes, and photo documentation.

The source base consists of materials collected during
direct participation in the training sessions in 2017, 2019,
and 2024; data obtained through participant surveys;
documents, concert programs, and related materials.

The research results presented in the article
identify the key stages of the program’s development
and distinguish it from derivative versions of theatre
intensives. The findings shed light on teaching
methods and techniques, summarize the experience
of internationalizing a national tradition, and present
the perspectives of the author and other program
participants. The programs conceptual breadth and the
opportunity to study with multiple teachers not only
facilitate the mastery of acting skills but also provide a
comparative perspective on diverse theatrical practices,
highlighting both their commonalities and distinctions.
It reveals essential aspects of traditional performing arts,
such as the role of space in movement, the specificity of
kamae, kata as a means of transmitting meaning, the
importance of pause and concentration, synchronization
techniques, and the teacher’s role as the custodian of
knowledge.

The scientific novelty lies in the fact that, for the first
time in Ukrainian scholarly discourse, the influence of
the program on understanding the specificity of Japanese
performative practices through practical experience
is examined. The article illuminates the scholarly,
creative, and pedagogical potential of the program and
summarizes its results.

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



The practical significance of the study lies in the
possibility of applying its findings in theatre studies,
Oriental and comparative research, particularly in
addressing issues of gender and corporeal representation
inJapanese theatrical traditions. The practical significance
of the results consists in the potential application of the
T.T.T. program model in designing national programs
of international exchange in the field of performative
practices.

This study was made possible through a grant from the
Kyoto Art Center.

Keywords: Japanese traditional theatrical practices,
TTT, Kyoto Art Center, performing arts, Noh, Kyogen,
Nihon-buyo, kotsuzumi, the actor’s body

AKTyanbHiCTh TeMM JOCTiKeHHdA. AMOHCHKI
TeaTpajbHi MNPAKTUKN HO Ta KbO2eH € ONHUMM 3
HAiIJaBHINMX y cBiTi, mo 30epiraloTbcsa Oesme-
PEPBHO [0 CbOrOfHI. Y IX OCHOBI — IO€JHAHHA
MicreBoi Tpaguuil caneaxy (Cymim MaHTOMIMU Ta
aKpoOaTNyHNX HOMepiB) i3 3amosydeHnM 3 Knutaro
capyeaxy (MaBIIf4a MYy3UKa: TeaTpaabHa (opma,
0 MiCTM/IAa TaHI[i Ta KOPOTKi CIIEHKM), IO 3/0-
6y nonynapHicts y XI-XIV cT. i BuKkoHyBamics
IpoCTo Heba abo Ha XPaMOBMX IUIOIAIKAX IIiJT 4ac
peniriiiaux cBAT. [IpoTAromM KinpKox CTOMTS i pe-
1epTyap, i aKTOPCbKi TEXHIKM BIOCKOHA/IIOBAINCD,
cepef; BUCTAaB BM3HAYMBCA POSIOAIT HA IIPAKTHKY
HO (TaHIIOBA/TbHO-MY3MYHA BUCTABA, TAK 011 MOBM-
TH, «BJYICOKOTO CTHJIIO») Ta Kb02eH — KOMIYHI CI[eH-
KU, AKi 3a3B1M4ali BUKOHYBA/ICh AK OKPEMO, TaK 1y
BJICTaBaX HO K iHTepMefii. 3aCHOBHUKAMU TeaTpy
HO B TOMY BUITIAJ, Y AKOMY BiH BiJOMMI1 HITHI, € pe-
dopmarop teatpy capyeaky Kaw’ami Kitoryry' Ta
JIOTO CMH — aKTOD, ApaMarypr i TreopeTuk [Iseami
MoTokiito?, AKuit He TiMbKM BUBIB TeaTp HA HOBMUI
piBeHb, a i1 3a/MMIIMB 110 cOb1 BHOPSIIKOBAHMII pe-
TepTyap, AeCATKY HOBYX IT €C, BifuutipoBani Mogie-
71i pyxiB Ta TeopeTnyHi TpakraTy. CIiibHa OCHOBA,
CIIi/IbHA CLjeHa, PO3BUTOK ITiY-0-0IUTid 000X GopM,
4acTO BUPAKAIOTbCA B TEPMiHI HO-KbO2eH.

OcobmBocTi TpaguIiitHuX TeaTpanbHux Gopm
y SlnoHii monAraoThb y TOMY, 1[0 BOHY He Tepenoa-
YAIOTh «BIIbHOTO CTV/IIO» 4M iMmposisanil. Lle ka-
HOHi30BaHi MOJie/i, AKMM He MOXXHA HaBUUTIUCD 32
IiPYYHNKOM 4M 32 OimbIn cydacHUMM (opMaMu
30epexxenHs iHpopmarii — ¢doto un Bifeo. Bonu
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€ TYMM NIPAaKTUKaMM, AKAM HABYAIOTHCA IIJIAXOM
IpAMOi Iepefaui Bif BUMTENA 0 yuHdA. Bifrak, y
30epeXkeHH] IMX Tpaamuini — 3ycwuis 6ararbox
TIOKOJIiHb, 10 31 CTOMITTA B CTOMITTA IepefaBann
Iie MUCTeNTBO. BifmoBinHoO, 11 JOCTiIXeHHA Tpa-
IULii Ho-KbozeH TIOTPeOYE MPAKTUYHOTO JOCBifY.
Came yepes3 i10r0 BifICyTHICTb, 3a BIYYHUM CIIOCTe-
pexensam [bx. Cansa, Ho TpuBanmii 4ac BUBYABCA
BUKJTIOYHO 5K JTiTeparypHi Tekctu (Salz, 2011), mo
CTaHOBUTD IHTEpeC AK JIiTepaTypa, ajie He Hajla€ Ha-
BiTb IPUOM3HOI YSIBY TIPO Te, 1[0 BigOyBaeThCs Ha
CIIeHI.

Y 3a3HaueHOMY CEHCi Ha 0COOMIBY yBary 3aciy-
roBye nporpama «TpafuuilfiHuil TeaTpanbHuit Tpe-
Hinr» (gagani: T.T.T.) — jiiTHi iHTeHCUBY 3 Kmacuy-
HIX IIepOpPMATIBHIX MIUCTELTB, 3alI04aTKOBaHi B
1984 p. B M. Kioro. Ile crano TuMm MaitfjaH4nKoM,
Jie i HayKOBIli, 1 TBOPLIi MOXXYTb 3aHYPUTHUCD Y CBIT
TPaJMILiiTHOrO TeaTpy. 3amydeHHs 0 HaBYa/lbHOTO
IPOLECY CNAJKOBMX MayicTpiB Ta 40-piyHa Aidnb-
HICTb Li€] IHCTUTYIIi], KA CTa/Ia HOMITHUM ABUILEM
y TeaTpaabHOMY XXUTTi AoHil, akTyanisye ii focri-
JKEHHS.

AHami3 ocTaHHIX JOCTiMKeHb i mMyOmiKamiii.
OcHoBHUIT Kopryc my6iKaiit, ie MiCTATbCA CIO-
CTEPEXXEHHA CTOCOBHO IIPOrpaMy, i MeTH Ta po3-
BUTKY, BUC/IOB/IIOBaHHA 11 Y4aCHIKIB OpraHi3aTopiB
Ta BUK/IA/IaLlbKOTO CK/IaJly, CTAHOB/IATD JJOIUCY Ha
pisHOMaHiTHIX Bebpecypcax Ta 1oBineiiHa 36ipka,
npucsayeHa 30-piyyio mporpamu, IifroToBaHa il
sacHoBHMKOM — Jx. Cans (Salz, 2015). Ha okpe-
My yBary 3aCyrOBY€ il POSTOPHYTHUI OITIAL Y XKYp-
Hani «Kioto», me, KpiM cTucnoro Bukaamy icropii
IPOrPaMu, MIiCTATbCA ¥ BIITYKY 1l yYaCHUKIB YYHIB
(Salz, 2024). BogHouac mporpama, sika pernpeseHTye
fieKinpka GopM TpafUIiiiHOTO TeaTpy Ta Ma€e Tpu-
Ba/IWIi 1 YCIIIIHWI OCBIJ 1i peanisallii, 3aClTyroBye
Ha JleTa/IbHIIlINIT aHaTi3.

Omxe, MeTa CTaTTi — BUCBIiTIE€HHA HayKo-
BO-TBOPYNMX Ta II€JaroriyHMX acleKTiB Iporpammu
TpaauuiiiHOro TeaTpanbHOrO TPEHIHTY Ta 0COOMN-
BOCTe}1 BUKOHABCbKIMX MMUCTELTB BHACIIIOK i pea-
Ji3arii.

Metopomnoris. [ToctaBneHa MeTa Ta crenudixa
IPESMETY JOCTI/PKEHHA 3YMOBM/IA 3aCTOCYBAaHHSA

1. Kar’ami Kittorryry (1333-1384) — axTop, ApaMarypr; 3all04aTKyBaB CTIIb, L0 CTaB OCHOBOIO TEATPY HO.

2. [Iseami Morokiito (1363-1443) — akTop, fpaMaTypr, TEOPETHK HO.
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In. 1. Yuacnuxu rosineiinoi 40-i npoepamu T.T.T., 2024. Pomo Takys Owima. Kyoto Art Center

KOMIIApaTVBHOI METOJO/IOrI], Ta BiIOBIJHNUX Me-
TOZiB 300py Ta ompaioBaHHs MatepianiB. Ceper
HIX — aBTOeTHOrpadivyHmMii MeTof, SAKUit 3acTo-
COBYETbCA B OCMMUC/IEHHI BJIACHOIO NPAKTMYHOTO
IOCBIy HAYKOBLIA i ACKPABO IPENCTAB/IEHNIl ¥ Ha-
ykoBux po3pobkax b. Cemmrepc-SHr (Sellers-Young,
2023) — OnM3BKMX 3a HAMpAMOM Ta Ipobiema-
TUKOK JJOCTIKeHDb; HaBefieHi Buule myOmiKaril
Ix. Cansa, siki Bin0uBawTh pedriekcii 3aCHOBHMKA
nporpaMu fAK OpraHi3aTropa, akTopa 1 HayKOBIIA.
Takox y po60Ti 3acTOCOBaHi METOZM CHUCTEMATH-
3ani, KOHTEHT-aHa/li3y, 00pPasHO-CTUIICTUYHOTO,
KOMIIAPAaTMBHOTO Ta KOHTEKCTHOTO aHasi3y; A
dopMyBaHHA JpKepenbHOI 6a3y OCTiKeHHS —
iHTepB’10, yCHE Ta IHTEePHET-ONUTYBAHHSA, [10/IbOB]
PO3BIfIKM, CIIOCTEPEKEHHA Ta HOTATKY IIijj Yac 3a-
HATb, poTodikcalis.

Icmopia ma cmpyxmypa npozpamu. Y BUTOKiB
nporpamu nepebyBany akTop, paMaTypr, IPOfo-
cep ipod. [Ix. Cans® ta P. Tin — eguna Ha Toi1 yac
iHosemHa mpodeciliHa akTopka Ho. Imes momArama
Y CTBOPEHHI TaKOro K/IacTepy, e Mormu 6u 06’ef-
HATH 3yCUJUIA HAaYKOBILIi Ta aKTOPM 31 BCbOTO CBITY,
3aljiKaBjIeH] Y BUBYEHHI ANOHCHKUX TeaTpalbHUX
NPAKTUK Ta MACTPiB KmacmyHoro tearpy. Ilome-
penHi cipoOy aMepuKaHChKIX KojeT Opatu OKpeMi
3aHATTA B ANOHCHKUX BUNTEIB, 3alICYBaTH Bifleo
Ta CAMOCTIIHO OIIAHOBYBAT! MaTepia/l He HaflaBaliu

NOTPIOHOTO Pe3y/IbTaTy, ajpKe, K Y)Ke 3a3Hayaso-
s, TPaJAMLiVIHI TeaTpanbHi NPaKTUKN IIepPefa0Th-
cs1 B 0e31ocepeHbOMY KOHTAKTI BUMTENIA Ta YYHAL
Tomy BMHMKIIA ifiesd TITHBOTO IHTEHCUBY, Y MeXax
AKOTO BUK/IaJadi Ta aKTOPY MAIOTb BIfIYCTKM i,
BI/JTIOBIJHO, MO/IMBICTb IIOBHICTIO 3aHYPUTHCA
B 1pakTuKy. fAk sragye JIx. Cans, Ha TO/l MOMEHT
3IaBaacsad 30BCiM OOXKEBIIbHOIO ifes, 10 XTOCh
YITKY, Y HaJICIIEKOTHILINI CE30H, TIpHifie BUBYATH
tearp (Salz, 2024, p. 69). Tum He MeHLL, yXe TepLIo-
ro J1iTa 3i0panacs rpyma 3 16 yunis — npodecopis,
acmipaHTiB, akTopiB, nepeBaxHo 3i CIIIA. HaByan-
HA BifiOyBa/IoCs 3a JBOMA K/IaCaMy — HO Ta Kb02eH
IPOTATOM LIECTY TVDKHIB.

[Tounnanmaca nporpama 3 opieHTalii, iKa epes-
6ayana YMTaHHSA JIEKLil 3 icTOpil TeaTpy, eKCcKyp-
cii, 03HallOM/IEHHA 3 pi3HOMaHITHUMM (opMaMu
ANOHCHKOI KY/IbTYypU. 3alpOIIeHi TeKTOpY, AK-OT
npodecop Kiorcokoro yriBepcurery Temyo Kici un
TearpanbHuit Kputuk Vomrikaasy [onjo, unramm
neK1i, o 6a3yBauch Ha NOPIBHATbHOMY aHaIi3i
JIABHBOTPELBKOTO Ta ATIOHCHKOTO TeaTpy. [HIIi BOPK-
LIOIY O3HAVOMIIOBA/IY 3 MUCTELITBOM Pi3bO/NeHHA
MAaCOK, Yal{HOK LI€PEMOHIEN, €CTETUKOK TaHI0
6ymo. Ilicna gecaTu gHIB OpieHTALil y9acHNUKM BXKe
CaMOCTIITHO BifIBifyBam Ky/IbTYpHi 00’ €KTU MicTa.
Binsnaunmo, mo B 1980-Ti B J0-iHTEpHETHY €MOXY
Ta 32 YMOB C/Ta0KOI OIIPEHOCT] aHITIICbKOT MOBU

3. k. Cans — pexxucep i HayKoBeljb, IPOFIOCEP, TOCTABUB ECATKI IT €C Is TearpasibHOi rpymi Noho, BUKOPUCTOBYIOUM TPAfMIiiiHI TeXHIKM Ta IyX
HO-Kb02eH 1A iHTepIIpeTallii 3aXiHux Ta opurinambuux iwec. Cans BUK/IAfAB TPAUIiITHII ATIOHCHKMIT TOPIBHANbHMI TeaTp B yHiBepcuTeTi Prokoky,

Kioto, 3 1996 1o 2024 pik.



cepell Hace/leHHsI, TaKMI1 PO3TIOTHII BCTYIHMI 670K
0yB BUIIpaBIaHNM. 3 4aCOM 3arajibHa CUTYaLlid 3Mi-
HIWIACA, i BCTYIIHA YacTIMHA CKOPOTIIACA JO IUATH
iHiB, IPOTATOM fIKMX OCHOBHA yBara 30CE€pemKy-
Bazacsi Ha crenuini mporpamm, il cTpykTypi Ta
HY3III BOPKIIOIIB, AKi 03HAIOM/TIOBA/IN 3 PiSHUMU
BIfIaMI1 TepHOPMATHBHIX IIPAKTHK.

®axoBy cxmagoBy nporpamu pospobum P Tin
pasom 3 akTopom Tearpy Kowro, Ygaka Mivinrire!
mia Ho 1 Akkipa Illiresama 3 Acymi Mapyimi fis kvo-
2eH. BoHU OpieHTyBa/micA Ha BUK/IAfJaHHA CaMe HO i
KbO2eH TAKUM YMHOM, 1100 IPOTATOM IIECT TYDK-
HiB, IiC/IA 0O3HAIOM/IEHHS i3 3aTa/IbHUMI OCHOBAMI
AMOHCHKOI TeaTpanbHOI TPAAMIL, CTYEHTI OIIaHY-
Ba/y 6a30Bi Pyxu i Mmic/Ist TOTO — OKpeMi BOKaJIbHi
Ta IVTACTUYHO-XOpeorpadivHi YaCTUHI I €CH i MOT-
T TIPOJLEMOHCTPYBATH BMBYEHE Ha TeaTpabHiil
cueni. Sk sragye JIx. Cans: «bararo XxTo (BK/IIOYHO
3 HaIIMY BYK/TQ[la4aMy) CKeIITIYHO CTaBYUBCA [0
ifel, 10 IIeCTH TVDKHIB CTUCIOrO HaBYaHHA JI0-
CTaTHbO, a0V MATOTYBATH HABITh AMOHCHKVX YYHIB
710 BUCTYIY 3 tiiMail’ (TaHIAMMU HO), CIIIBOM ymai,
KOPOTKVMMIU IT'€CaMI KbOseH 1 TAHLAMU Komali, He
KXy4M BXe Ipo iHO3eMIiB, fAKi 37ebinpmoro He
3HAJIM ATOHCbKOI MOBM» (Salz, 2024, p. 79).

[lepuri poxy iCHyBaHHA IPOTPaMM 3aHATTA Bifi-
OyBa/IICh Y NPUMIIIEHHAX XPaMOBOIO KOMIIIEKCY
Acaxa®. «le 6yma Hay3Bu4aliHa aTMocepa — Hiff-
HeCEeHMI1 HaCTPill YCiX yYacHMKIB, BYNTENIB, 3aIax
TiraHTCHKVX KefpiB Ta COCOH, BMKOPUCTAHMX IIpU
OymiBHMUTBI JaBHBOTO XpaMy... YCBiTOMIeHHS
TOTO, 110 Ha CILieHi BUCTYIAIO Tak 6arato BifoMmx
AKTOPCBKVX POJVH, HA[JABA/IO BUCTYIY OCOOMNBY
3HAYMMICTb, a CTApOIaBHI KOCTIOMIY, HaJjaHi POAM-
How Illiresima, 3po6un itoro ocobmmBuM i 3anu-
vy He3aGyTHi BpaxkeHHs. [Tozisa Oyma HacTinmbky
Oe3mperiefieHTHOIO, 10 1i BUCBITIIOBAIO TOKIICbKe
TeneOaueHH, K iHO3eMIi BUBYAIOTb HO», — 3Tafy-
Baja yyacHu nporpamu [I. Croxec’.

Hacrymsoro 1985 p. mporpamy 6yrno posumpe-
HO K/IaCaMI SITIOHCBKOTO TaHIIIo (HixoHOYii0) Ta rpu
Ha Koyy03ymi (MameHbKIII I/1e40BIII 6apabaHIVK).
3aBAAKM BiIKpUTUM MajicTep-KaacaM i3 KOXXHOTo
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BI/IY MUCTELTBa, KNI Oy K/mac He 0OpaB y4eHb,
3aBJAKY [IPOrpaMi BiH OTPUMYBAB YABIEHHA 1 PO
cyMikHi MucrenTBa. Bigrak, mporpama HaGyBama
Bce OiIb1II0T {HTErpaTMBHOCTI.

Y 1986 p. yepes 3pocTaHHA KiZIbKOCTI Y4aCHUKIB
P. Tin i Ypaka Miuimire socepeanmics Ha BUK/IA-
JlaHHI HO Ta TIPOJOBXMIN L0 JiANbHICTD Y MeXax
MixunapogHoro iHCTUTYTY Ho. Y CBOill Cy4acHiit
KoHQirypanii mporpama cktamacs Ha IIOYaTKY
1990-X pp., KO/ BiTHOBU/IOCS BUK/TAQIaHHA HO 3aB-
IAKM TIpUXOAy akropiB mkomu Kanse fcyuika Ypa-
ta Ta wKomu Kima Cinpsi Takabasuii. Bigropi it fo
Y4HIBCbKOTO CK/IaJy CTa/M 3a/1y4aTy ANOHILIB, 1[0
HIACUINIO JyX MDKHApOZHOIO CHiBPOOITHNUIITBA
(Salz, 2015, p. 30).

JAKmo Ha 1mMOYaTKy Iporpama TpuBaja IiBTOpa
MiCALA, 3TOOM 1i TEPMiH CKOPOTUBCH [I0 TPhOX-40-
TUPbOX TVDKHIB, YOMY IIOCHPMAIN BifjIIpalibOBaHi
METOIMKI, YIi/TbHEHHA 3MICTY 3aHATb, CKOPOYEH-
HA BUXIiIHMX JHiB. BapiroBamuch i mponoHoBaHi
Kypcu — SAK OCHOBHI, TaK i [JOZIaTKOBI: TeaTpasbHi
NPaKTUKU HO, KbO2eH, paKyzo, TaHELb HiXOHOY1io,
Ipa Ha KOuy03ymi, JISIbKOBUIL Teatp OyHpaky. Bin
2002 p. IIporpama orpumMana migrpuMKy Myninu-
naritery Kioro, i BifTozi 3aHATTA BinOyBaooThcs B
npumimeHHAX KioTcbkoro ApT-1ieHTpy, fie JOCTaT-
HbO HaBYa/IIbHUX KIMHAT fAK [I aKTMBHVX BIIPaB,
TaK i 11 KoHQepeHniit. Kpim toro, Apr-njeHTp
y3sB Ha cebe Ji opraHisaTopchki QyHKII, o 103-
BOJIMJIO 3aCHOBHMKAM 30CEpPENUTICA Ha 3MICTOBHIN
Ta BUK/IAfaIbKiil CK/IaflOBUX.

3pelTor CKIanacsa ycTaleHa CTPYKTypa Ipo-
rpamu. [lepumit TYDKIeHb HaBYaHHS IlepefOayae
BIJKPUTI MaJICTeP-KIach 3 KOXKHOI JMCLMIUIIHMY,
AKi BIIBIIYIOTb yCi yJaCHUKM TpeHiHTy. 3asHaye-
Hi 3aHATTA € YMOBHMM «BCTYIIOM JIO0 TeaTpanbHOI
TpajyLi» i JO3SBONAKTD 3pO3YMITH 3arajabHy ic-
TOPil0 PO3BUTKY BUKOHABCHKUX MUCTELTB, iX AyX,
cropifHeHicTb Ta BigMiHHOCTI (in. 2-4). Lle 3any-
PEHHA JJ03BONAE BiffYyTU POIb HO AK «MATEPUH-
CbKOI OCHOBM» T€aTpajbHOI Tpajuilii, BIVIUB AKOI
MO3HA4YMBCA Ha CYMDKHUX MUCTENTBaX. YCi Mali-
cTep-Kmacy OyAYIOTbCS 3a HPUHIMIIOM: iCTOpisS —
JIEMOHCTpallid — IMpaKTUKA. Tak, HaNpuKiaf, Imif

4. Ynaxa Miuiuire (1947-2020) — axrop-utime ukomn Koreo (opHi€i 3 5 mkin Ho), BUKIazad, pisbOsp, 3acHOBHIK MKHAPOXHOTO IHCTUTYTY HO, aKTHB-

HMI1 IPOMOYTEp HO Ha MDKHAPOJIHiil apeHi.

5. lllimati — TaHeub y BUCTABi HO, IKMIT BUKOHYETCA TIIbKM B CYIPOBOJI CIiBY.

6. Ceatumme fcaka 3aCHOBaHO 656 p.; BaXKIMBUIL KY/IbTYPHUIL Ta PeTiriiiHmit HeHTp.

7.3 inTepHeT-mucTyBanHaA 2025 p.
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Yac MaJyiCTep-Kaacy 3 HO CTYIEHTY O3HAIOM/TIOI0Th-
€4 31 CTUCIOK iICTOPi€X0 PO3BUTKY 1Ii€l T€aTpaabHOI
MPAKTUKM, OCHOBHOW TMO3WIiEN (kamae) Ta MO-
IeNAMY PYXiB, KOCTIOMAaMy i 0COOMMBOCTAMM iX
BJATaHHA. 3aBEPIIYETbCA MAiCTEp-K/Iac OIMIA0M
MacOK, O3HAJIOM/IEHHAM 3 €TVKETOM IOBO/KEHHSA
3 MaCKOI0 Ta ii HaK/TaJaHHS.

Maricrep-Kknacu 3 HixoH6yiio, Kouyd3ymi 1o6ymo-
BaHi Ha IIOC/IiJOBHOMY OTPMMAaHHi JOCBily BUKO-
HaHHS Ki/IbKOX 06a30BMX €leMEeHTIB, eMOHCTpaLii
¢parMenTa ecy (TaHI0, MY3UYHOTO TBOPY), IO
0a3yeTbcs Ha LMX €eMEHTAX, 1 MC/IA TOro BUKO-
HaHHs [IeBHOTO parMeHTa My3U4HOro (Xopeorpa-
(iuHOrO) TEKCTY BCiMa yYacCHMKAMu. 3arajbHe 3a-
HATTA 3 Kb02eH, MiC/IA 03HAJIOM/IEHHA 3 OCHOBHUMI
MOJIETIIMU PYXY Ta TepefaHHs eMoLiil (cMiX, mo-
TIVB, X014, BIIKpMBAHHA JIBepeii TOIL0), lepefdadae
CaMOCTilfHy pO3pOOKY Ta aKTOpPCbKe BMKOHAHHA
CILIEHKH, 1[0 OCHOBYETHCSA HA OIIAHOBAHMX MOJIENAX.
Ha saBepiieHHa BuuTeNi JEMOHCTPYIOTH CLIEHY 3
BUCTaBM, Jie BUKOPJMCTOBYIOTbCA BUBYEHI MOJIETII.

Takwit posmypeHnit JOCBiA € 0COOMMBO BaXK/I-
BUM SIK JIf1 IPAKTUKIB, TaK i A1 gocnifHukis. e
0Cco0OMMBII IyX €QHOCTI J1 3aliKaB/I€HOCTI MiATpu-
MYETbCSA NMIPOTATOM YCbOTO HaBYaHHA: CTY[ICHTaM y
BIIbHMI 9aC JO3BOJIAETHCA BIIBIIYBATH 1HILI K/Iacu
B pOJIi CIIocTepiravis.

Jpyruit etan mporpamy Iepefbadae HaBYaHHS
3a 00paHMM Ta IOJATKOBUM K/IacaMi. YUHAM IIPO-
TIOHYETHCA OfMH i3 K/TACMYHNUX TBOPIB Ha BMOip i Ha
JIOTO TPMKIIaJi BOHU OIIAHOBYKTb OCHOBM MaiiC-
TEPHOCTI. 3a3BMYall Lje pisHOXapaKTepHi TBOPU Pi3-
HOTO TUITY CKIaJHOCTI, [0 [I03BOJIAE€ BPAXOBYBATH
inpuBinyanpHi ¢iswuni 3pi0HOCTI Y4HSA, CTymiHb
JI0TO MiATOTOBKY, aJpKe MIOPOKY He MeHIle TPeTH-
HJ YYHIB — BeTepaHu, TOOTO Ti, XTO IOBEPTAETHCA
710 HABYAHHSA BApPYTe, yTpeTe (€ if yIaCHMKIL, AKi I0-
BEPTAIOTHCA B K/IAC Y)Ke IOHAJ, IeCATUITTSA).

BaxnmmBow CKm1ajoBOI IpOrpamy € 1 HayKo-
BO-TBOpuYMit 06MiH. He BumagkoBo Bci mporpami
IMPEKTOPU — HAYKOBI, 1[0 JO3BOJIAE MiTPUMY-
BaTll BMCOKII piBeHb NOCTIZHULBKOI CKIaf0BOi
nporpamu. Tak, TpuBammit 4ac 060B’A3KM IIpOrpam-
HOTO IMpeKTopa BukoHyBaB JIx. Cans, 3 2015 p. —
n-p M. Ilopc, 3 2025 p. — [Ix. Tpefinep, sxa Ha-
IJcaja MariCTepChbKy AMCepTalliio 3a MaTepiazraMu
nporpamu (Traynor, 2017), mpoposxuna pgocmi-
JDKeHHs B JlokTopaHTypi. Ili o6cTaByHM noscHio-
I0Tb TIONTMKY (OPMYBAaHHA CKIafy YYacHMKIB,

AKa HifTpUMYye OaTaHC TEOPeTHKIB Ta MPAKTHKIB.
[lvpexTop mporpaMy Mofiepye ceMiHapy, Ha SAKUX
YYaCHMKM IIPECTAB/IAIOTh CBOI HOCMIIKEHHS, iH-
dopmye y4acHUKIB IIpo BUCTABY Ta iHIII MUCTeI[b-
Ki 3axomm, 10 BiH6YBa}OTbCH B MICTi, OpraHisoBye
BilIBiffyBaHHA TeaTpaJbHUX BJCTaB, 3AIPOIIYE
IPOBIIHNX PEXUCEPiB Ta BUKOHABLIB M/ IIPOBE-
JIEHHA MajicTep-KaciB.

3aBepUIyeThCs TPEHIHT BUCTYIIOM YYHIB Ha CIle-
Hi HajifjaBHimoro Tearpy Ho B Kioto — Oe-Hozaxky-
0o. DiHa/IbHWIL BUCTYI HAIIPUKIHII HABYAHHA € He
JIUIIIe IIiKaBUM JOCBITOM YM MOXXTUBICTIO O3HAII0-
MUTICS 3 T€ATPOM 32 JOT0 JIAIITYHKAMI, TI00aun Ty
Ha BJIACHI 04, AIK BiH QYHKI[iOHYE, a il Ha/lae BCbOMY
TPEHIHTY IHTeHCUBHOCTI, 30CePeKEHOCTI, BifIlIOBi-
manbHOCTI. e Te, 110 CYTTEBO Bifipi3HAE IIpOrpamy
T.T.T. Bizy 03HaIOM/TI0BaIbHMX BOPKIIOMIB.

Bumreni i cucreMa HaBYaHHA. Y TeaTpabHil
TpajuILii HO BMKOHABI, AKUX I/AAad OaunMTh Ha
CLIeHi, He € €[VIHNUM i CTaMM KOJIEKTUBOM. YCi BOHI
€ He3a/IeXHUMH i1 IIPAKTUKYIOTh CTU/Ib CBOEI KO-
mi. VifieThes He Muie PO OKpeMi TBOPYi HAmpsi-
MU B My3uLli ab0 KbozeH, a it Y CAMOMY HO, Jie OK-
PeMO iCHYIOTb IIKO/IY BUKOHABIIIB FOJIOBHUX POJIEN
(uime) Ta KON BUKOHABLiB APYTOPALHIUX IepoOiB
(8axki). Tomy KO)KHa BUCTaBa € Pe3y/IbTaTOM CIIiBII-
patji mpefcTaBHMKIB Pi3HMX WIKIT, AKi 3i0pamuch Ha
OIHilI CLieHi 3apajiyt KOHKPETHOI BUCTABH.

OCHOBHMMM K/Iacamyl, 3a SIKMMY BiIOyBaeTbcs
HAaBYAHHA, € HO, KbO2eH Ta HixoHOyiio. [IBa 3 HMUX
000B’sI3K0BO HasIBHI B I[OPi4Hiil Iporpami TpeHiH-
Ty. 3aHATTA 3 HO BXXe IOHAJ NeCATUPIYYA BEAYTb
npodeciiiHi aKTOPM-wiine, HAIIANKNA MTOBAKHUX
akropcbkux amHacriit: Illinro Karasma, Oe Ho-
6y101<i, Tomoi Xipowmiui, siki, 3rifHO 3 Tpajuieo,
IOYMHA/IN CBIM LIJIAX y HO 3 TPHOX POKIB M| Ke-
piBHMLTBOM CBOiX 6aTbKiB. Yci BOHM € IpefcTaB-
HuKamu mKonu Kause — opHiei 3 w'satu odiriitHux
IIKiN wime (BMKOHABIIIB TOMOBHOI poI), IO Befie
POZOBif Bif cTaBHO3BiCHOTO PyHAATOPA K/IACHYIHO-
ro Ho — JI3eami MoTokiito.

Knac kvoeen TpapguuiiiHO BeflyTb aKTOpPM IIKO-
m1 Okypa — HaiifjaBHIIIOL KON KbozeH B STOHiI,
41ie KOpiHHA cArae gobu Mypomami (1336-1573).
YBaxxaerbcd, mo ctuab Okypa 6imbuIo0 Mipoto,
HDK iHmi mkomy, 36epirae maBHi Tpaguuii capy-
raky. OcHOBHI BUK/Iafiadi Ha/leXaTb [0 OfHiel 3
ABTOPUTETHIIINX Y TeaTpaibHill CIIbHOTI POAMH
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In. 4. Bynpaxy. Maiicmep-knac. T.T.T, 2022.
®omo naoane Kyoto Art Center.

[liresma, 4ieHn SKOI He TiIBKM BiJIIOBiZAarOTh 3a
TIepeflaHHsA MUCTEIbKOro (axy 3 MOKONIHHA B IO-
KOJMIHHA, a I aKTUBHO IIPENCTABIAKTb JIOr0 3a
KOPZOHOM, TIifj YacC YMCEIbHUX raCTPONbHMX TYPiB:
Axipa Ilireama, Acymi Mapyimi, Jomxi lireama.
B ocTanni poky Kmac Befie HACTyIIHE TIOKO/TiHHA aK-
topiB Kporen — Illireama Cennomxno III, Cynsyki
Minopy, Amarira Mopitoki.

Kitac Amoncbkoro TaHIo Beu BijoMi TaHIIiBHI-
i Kancome @ymxima, Cenpeit Himmikasa. 3 2012 p.

MiJITOTOBKY 3 HixoHOytio odomioe Slitoit Bakasri —
IpefcTaBHNLA IKOMN SraBa — OfHIEL 3 5 IPOBif-
HUX IIKi/T ATTOHCBKOTO TaHITI0. BoHa TakoX movasna
BUBYATY ANOHCHKMII TaHelb 3 IBOX POKIB IIifl Ke-
PIBHMILITBOM CBO€i MaMy — TaHLiBHuUII Baxasdri
Kinpa. 3 1985 p. BucTymae mif cueHivHUM iM'AM
Bakasri fitori.

Buxnmamanna s3a kmacom Komyzmsymi 3amodar-
KyBaB Xicaga IllyHiuipo — npefcTaBHUK KON
Oxkypa. 3ropom tioro sactymmmn Xicaga fAcyko Ta
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Takaxami Haoko® — mpepcraBuui mkom Okypa,
yneHkuHi Ocakcbkoro Bimminmennsa Acomiamii Ho-
TaKy Ta OfjHi 3 He6araTboX >KiHOK-BUKOHABIIIB, XTO
BICTYIIA€ Ha OQiMilHII creHi Ho.

XapakTepnsyo4y METOAM HaBYAHHHA, AKi BUKO-
PUCTOBYIOTb YYUTeN, BiI3HAYMMO, 1J0 B IX OCHO-
Bl — TpajMuiliHuiT MeTOJ, wiHin OeHuvo (Tiepe-
flada cepIieM i Tinom), o 6a3yeTbcs Ha KY/IbTYPHiit
KOHBEHIil PO3YyMiHHSA BYNUTEN AK TOIOBHOTO HOCIA
3HAHHS, a JI0T0 TiNIECHOCTI AK yTi/IeHHA 3HAHHS, 110
nepezi6ayae HaCIiTyBaHHA JIOr0 I103aM, pyXaM. Y 4Hi
CTapaHHO MOBTOPIOIOTb PYXN (Kama) 3a BUUTETIEM,
HaMaramouuch AKOMOra TOYHille BifTBOPIOBATH IX
(im. 5-7). Y Mexxax 1jboro MeTomy Iepe6adaeThbcs
11 pisndHe KoperyBaHHA (MajDKe «IIUIEHHS») 03K
yuns. Lle Haf3BMYaiHO LIHHMI Ta 3aXOIIIOIYNIT
npoliec 6e3nocepeIHbOro MepeaHHs MajicTepHo-
CTi Biji BYMTENA O YUHA. K BIYYHO KaXyTb Y ce-
PenoBUILi HO — HO iCHY€ B IPOCTOPI MIXK yUUTENIEM
Ta yYHEM.

Cro4aTKy CTyZIeHT! 3aCBOIOIOTH 0a3y: OCHOBHA
n03a (xamae) Ta xona (cypifuii), HAMarao4uch Ipy-
3BIMYAITHCA [I0 iHIIOTO MOMTOXKEHHA CIIVIHMA, Hil, PYK.
Y KoXHOMY BIJIi MUCTELITBA — CBOI BiIMiHHOCTI.
sIkuto B ycix BUIAKax kamae mepenbadae 3irHyTi
B KOJIiHaX HOTY i, BiTIOBITHO, 3MilllyE€TbCA LIEHTP
Bary, TO IOJNIOXKEHHS CIVHM (Haxwi ymeper abo
TPOXY Ha3af), pyK (IKTi IpUTHUCHYTI fio Tifna, 37er-
Ka a00 IIMPOKO PO3BEpHYTI, Majblli CKIafieHi un
IIPOCTO TIPUTUCHYTI), MONIOKEHHS TOJIOBY, MiMiKa
4y 1i IOBHA BiICYTHICTb, CTU/Ib XOAU — Y HO, KbO-
2eH Ta HiXoHOyilo — piHi. CTyfeHTaM JOBOAUTBCS
IIEPEHABYNUTY CBOE Ti/lIO CTOATH, XOGUTU B HOBUIA,
He3BUYHMIA, CIIOCIO.

BopHouac, crniocrepiratoTbcs 1 NEBHI BiMiHHO-
CTi Bifj TpaguLiiiHoro Hap4aHH:A. HaByatn iHO3eM-
1iB, Ta e ¥ i3 3aBJAHHAM IIITOTYBATY B CTUCTINI
TEpMiH JI0 BUCTYIIY Ha CLieHi, € IEBHUM BMK/INKOM
IS KOJKHOTO ITOKOJTiHHSA BYMTeNiB. BigMiHHIiCTD Ti-
JIECHOI KOHCTUTYILiI Ta TiZIeCHOI IOBEJiHKU YYHS,
JI0TO TeMIlepaMeHTy NOTpebye Bifj BUUTENIB KOXK-
HOTO pa3y KOperyBaTH pyXM, IIYKaTH CIOcoou
NOSICHeHHS. B ofiHMX Bumajgkax BunTens $ismdyHO
dopmye pyx i mocTaBy (K BUCTOBMIACA OffHA 3
YYEHUI[b MIC/IA 3aHATTS, «y MEHe LIefl PYX BKIA/IN»),

B {HIIMX — IOACHIOE CTIOBECHO a00 BMHAXOJUTDH
crenianbHi Bpasu. Tak, Hampukiag, Tamoi Xipoto-
Ki, Ko/ HaByae 6a3oBiil MO3MILIL, IPOIIOHYE HAXU-
muTuca Buepen Ha 90 rpafycis, IOTIM IOBiIbHO
IiHATY Tyny0, TPYAY, LMK il TONIOBY, 30epiraodn
HU3BKUIT LIEHTpP Bary. Y TaKuil Crocid JOCATAETh-
Cs TIpaBM/IbHA «HEPYXOMa NpUCYTHiCTb». OKpeMa
npob6nema — nepecysanH: B mpoctopi. Oe Hobyro-
Ki, KO/IV HaBYa€ IPaBU/IbHIN XOM1 Cypifusi, SMyLIyE
CTYZIEHTIiB XOJWUTH, TOKIABIIY PO3KPUTE BifA/NO Ha
TO/IOBY, /A TPeHyBaHHA piBHOBaru. Ha ogHoMYy i3
3aHATD 3 HiXOHOYli0 Bakasri-ceHcell 3B’3ama HOTM
MOTY3KOI0 aBTOPL|i IUX PAAKiB, abu ZaTut BigdyTH
¢isnuHO HEOOXiAHICTD APIOHUX KPOKIB, MONOXKEH-
HA HIT 1, BIATIOBIIHO, YChOTO TiNa.

Yuureni 3 nepmyx 3aHATb OKPECTIOITh PO3MIp
CIIeHM 1 TYpOYIOTbCA IPO Te, 00 CTY/IeHTH IaM si-
Ta/IM Ha3BY YaCTUH CLEHIYHOI KOHCTPYKIIii Ta po-
3yMi/IM JIOTiKy HallpAMKiB PyXy Ha cueHi. Bracwe, it
IOCBiJl BUKOHAHHA CBOTO HOMEpPA B MacCli J03BOJIAE
3pO3yMITH I[I0 JIOTIKY i3 CepefHM, HA0YHO IIEPEKO-
HATUCA, 110 Yepes 11 IIIMHKN He BUIHO MY3MKAHTIB
Ta XOp, He BUJIHO aKTOpaA 8aKi, AKNUI CUJNUTD, 1 €1-
HVM OpPIEHTUPOM CTAIOTh CTOBIN IIO YOTHPBOX 60-
Kax CLIeHM Ta 3HAaHHA PO3TAIIYBAaHHA YYaCHUKIB BY-
CTaBM BIiIOBIAHO [0 LMX BEPTUKA/IbHIX MAPKepiB.

[Ticna BUBYEHHA Kamae, XONU CypiAudi, PyXiB Ta
IIOBOPOTIB IIOYMHAETHCA MOCTYIOBO, €IEMEHT 3a
€/IEMEHTOM BUBYEHHA TaHI0. AKIO HOBi YacTu-
HII TIPOXOAATBCA Pa3oM 3 ycima (2-3) y4HAMH, TO
nepeBipKa IPOIIEHOTO 3MIVICHIETBCA 3 KOXHUM
OKpeMO. YueHb BMKOHYE yce, 1[0 BCTUI BUBYUTY
BiJj CaMOro IIOYaTKy, YYUT€Ib AKOMIIAHYE IOMY
cBoiM cmiBoM. ITic/a Toro po6nATbCs 3ayBaKeHHA
10 KOXXHOMY €/IEMEHTY 11 Y4€Hb 3HOB BUKOHYE BCi
BYBYEHI YaCTVMHY. YYNTEIb 3BEPTAE YBATY YYHA Ha
IOMMWJIKI, 1 jaji y4eHb Jijie BifIpalboByBaTy BKa-
3aHe, a HA YMOBHY CIIeHY, OKpPeC/IeHy M SIKIMI Ma-
TaMI, YK€ BYUXOZJUITb HACTYIIHMIL.

3a TpM TOAMHN 3aHATH yumren 6arato pasis
OIIEPHMM T'OIOCOM TIPOCIIBYIOTh TeKCT, abu 3adik-
CyBaTM B ITaM AITi Y4HA MY3UKY, cToBa Ta pyxiL. ITi-
CEHHI TEKCTM HacHYeHi MeN3aXHUMM KapTUHAMMU,
AKi BUHMKAIOTb B YABI I/IAfla4iB HE TiIIbKY 4epe3
IHTOHALiI0 CIiBY, @ 11 YacTO JMIIe Yepes3 IOITLAL

8. Xicaja-ceHceli HaBYasIacs Imij KepiBHULTBOM 16-r0 ronosyu mkomu, Oxypu [enmxipo, a Takox cBoro 6arbka — Xicaau Illynivipo. Takaxami Haoko —

yuenuua Xicagu Hlynivipo.



In. 9. Knac nixon6yio.

In. 5-7. Knac no. Ipouvec nasuanns. T.T.T., 2024. Domo C. Pubasnxo.
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T.T.T, 2016. Domo naoane Kyoto Art Center.
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akTopa. Yce, 1110 BijOyBa€ThCs Ha ClieHi, — Iie ec-
TETUYHO il 3MICTOBHO LIi/liCHE [II/ICTBO, TOMY € KpM-
TUYHO BOK/IMBUM, 00U PyXy aKTOpa HEMOB YHa-
OYHIOBA/IM IIiCEHHUI TeKCT. BimsHaummo, 110 Bci
CTY[IeHTH Ofipa3y OTPUMYIOTb PO3[PYKiBKY TEKCTY,
y sAKiit 3a3BuYalt pOOIATH TIOMITKM LIOfI0 TPAEKTO-
it Ta OCJOBHOCTEN PYXY.

KpiM TaH10, A1 AKOTO XOpOBMII CYIPOBif BU-
KOHYIOTb Y4YMTeN, YCi YYaCHUKM TPYIN HO BUBYA-
I0Tb MiCHIO (ymaii), ONAHOBYIYM OCOOIMBOCTI
BYMOBY CTapyX TEKCTiB, HAIMCAHMUX IEPEBAKHO
MOBOIO YaciB Mypomami, 11j0 HYHi CTAHOBUTD I1EB-
Hi CK/IaJHOIL /1A PO3YMiHHA HaBIiTb [IA AINOHLIB.
Yuureni NOSCHIOITD 3HaYEHHS TUX Y IHIIKX CJIiB,
IEMOHCTPYIOTD iHTOHamito cmiBy. Ha dinanproMy
KOHILIepTi caMe Hif cHiB y4HiB ceHcell KaTasma Bu-
KOHYE TaHel[b, 0 CIyrye (iHAMIbHUM aKOPAOM Y
KOHLIePTHOMY BUCTYTI Ipymu Ho (i 10).

IIfo cyTTEBO BUpi3HAE HABYAHHA 3a IPOrPAMOIO
T.T.T. Bif TpaguUifiHUX 3aHATD — Iie MOX/IUBICTD
HABYaTUCA Ofpa3y B TPbOX BUMTENiB. 3a3Buuail
TaKa CUTyallid B ANOHCHKOMY TeaTpalbHOMY ce-
PEOBHUIL HEMOXK/INBA: Y4€Hb BUNTDCSA JIMIIE B Off-
Horo Maiictpa. Y T.T.T. Bunreni Takox mnepeBaxHo
NpaLl0Th 3 OffHi€l0 miarpymono (2-3 yuHi), ame
NEPIOANYHO MIHAKTH OJHE OJHOIrO, i CTYJEHT Ma€
MOK/IMBICTh HAOYHO MO0OAYMTH, AK Ti caMi KaHO-
Hi30BaHI Mojie/i HAOyBaKOTh iHIIOTO 3a0apBleHHA
3aJIEKHO Bifl iHAMBiZyanbHOCTI BMKOHABIA. 3rifi-
HO 3 ONUTYBAHHAM, TaKWil MiJXifl He JIMILIe TO/Ier-
LIVB BUBYEHH MOJie/Ielt PyXy (IIeBHi Mofieni Kpalile
CIIPUIIMAIOTBCA Bifl IPYTOTO BUNTENLA), A il BIVINHYB
Ha JOCTiHMIbKI ITAPaAUTMM, YHAOUHVBIIN, 110 i
B MeXaX KaHOHY 3aBX[J € Miclle iHAMBiIyaNTbHO-
cri. Cnmig 3a3HAYMTH, IO CTUIICTUKA BUKOHAHHS
3a/IeXNTD 1 Biff TUITY pori. SIK yYacHUK monepeHix
IIpOrpaM, aBTOp LUX PSAAKIB 0COOUCTO 3ilITOBXHY-
JIacs 3 TUM, 1110 BYBYEHA IIMPOKA aMITITY/A PyXiB,
IpyUTaMaHHa POJIAM BOIHIB, IIOMITHO 3MEHIIYETHCA
B )KIHOYOMY aMII/Iya.

Cxoxxuit IpyHIMI i B HaBYaHHI y Kaci Kboren:
mic/A ocHOBHUX 6asoBux moperneit (i1 8) modmHa-
€TbCA IX BIIIpAllOBaHHA Ta BMBYEHHA HOBMX Ha
Marepiani KOHKpeTHoi mecu. IIporarom TpeHiHry
BOHJ TaKOXX OTIAHOBYIOTH /B OpMI: IT€CY Ta Ko-
mati (ManeHbKuit TaHOK). Taki came mpo6memu (s
JIOCMII{HMKA MOX/IVBICTD IX BIIYyTH Ta OCMMC/IN-
TI Ha BJIACHI NPAKTUL]i € HA[I3BUYAIHO BOKINBIM,
aJDKe YHAOYHIOE Pi3HMII0 MDK BUJIAMM Ta SKaHPaMM)

CTOCTepiraloThes 1 y BUBYeHHI HiXoHOyiio. TyT Ha-
BiTb Cmoci6 CuAiTH Y ceiid3d, Y3ATH Ta IOKTACTH
BisANIO Tepef; c00010, BKIOHUTICA — IIPVHIUIIOBO
iHmi. Kamae motpebye iHIIOro MOMOXKEHHA CIMHN
Ta Hil, a CTAPAHHO OMAHOBaHe B KJIaci «H0-06/1Md-
4si» (He BUPAXKaTV >KOTHMX eMOLill), y HixoHOytio
3MIHIO€TbCSA TPMMAaHHAM IIPUBITHOI YCMIILIKIA; AKIO
B IUIACTUYHOMY TEKCTi HO IOIVIAL, aKTOpa Maibke
(3a pimKicHMM BMK/ITIOYeHHAM) BiACYTHIif i e OK-
peMa HaBMYKa JVBUTHCA IIPAMO Ta B HIiKyu, TO B
HixoH6ytio pyxu ounMa — Iie kopudikoBani Moferi,
CKJIafi0Bi X0peorpaivHOro TeKCTy, sAKi He MOXKHA
TIPOIYCTUTH UM 3iMmpoBisysatn (in. 11-12).

He meHII BupasHO IMPOCTEXYIOTbCA BiMiHHO-
CTi B penpeseHTalil )KiHOYOCTI B HO Ta HiX0OHOYiio.
Ilonpu Te, 110 B HO XiHOYe aMIUTya BUPISHAETHCA
O11bII IPIOHMMM KPOKaMV Ta CTPUMAHOI0 aMIUTi-
TYZOK PYXiB, Ile BCe OJHO CTUTICTIKA 300pasKeH-
HA XKIHKY Y BUKOHAHHI Y0/I0BiKa, HE TOBOPAYM BXKe
TIPO Te, IO il 300pa>KYBaHWII IEPCOHAX — He JIIo-
IMHa, a yX, 6or i BiTaK HaJIeXUTh [0 Hapajenb-
HOTO CBiTY. HiX0H6Yii0 — CBOTO POJY KBiHTeCeHIis
YABJIEHDb ANOHIIB PO JXiHOYICTh, JOBEPIIEHICTD Y
«IIbOMY CBiTi», 1 TYT MOJEMIOETHCA 30BCIM iHILMIT
THUII Ti/IeCHOI ITOBENiHKY Ta IacTuku (im. 9).

HapuyaHH4, AK 1 B iHIIMX K1acax, OygyeTbcs Ha
6araTopa3oBUX MOBTOPIOBAHHAX 3a BunTeneM. Cam
TaHellb IIEBHOI0 MipOX0 Bi3yasli3ye IiCEHHMIT TEKCT,
TOMY J10T0 BUBYEHHS € TAKOX 000B’A3KOBOI yMO-
BOIO 3aI1aM SITOBYBAHHS PUCYHKA TAHIIIO, /e XOpeo-
rpadivHi MofieNi He MOBTOPIOIOTHCS, @ CTBOPIOIOTH
IIOC/Ti/JOBHY OIIOBi/Ib, 10 PO3BMBAETHCA iHINHO.

Krnac xoyyd3ymi — opyH 3 TpaguLiiiHUX AOAAT-
KoBUX KiaciB. He Oyne mepe6inbureHHsaM cTBep-
IPKYBATH, 11O Iie X04 i oKpemuit pax y TeaTpabHil
IPAKTUIi, a7e MaTy OCHOBHi HaBMYKM HOTPiOHO
KO)KHOMY aKTOPOBi. YYacCHMKM OTPUMYIOTb HOT-
HUI TEKCT 1 HABYAKTbCA YUTATY HOTHMII 3aINC,
BifIIPallbOBYIOTb 3BYKOBMOYJOBYBAaHHA — YOTHU-
pu HoTH (inm. 13-14). Came omparlloBaHHS HOTHUX
TeKCTiB KO0Uy03ymi TMOIMNOMIOE PO3YMIHHSA JIOTiKM
Oy0BU MeTOfil, ie CK/IajOBUMI IAPTUTYPY TBOPY
PIiBHOIO MipOIO € i HOTH, 1 I1ay3K, i )KECTH, i BUTYKIA.

Haitckmagnimmm 18 CTYfIeHTiB BUABIAETHCA
OIIAaHYBaHHA PUTMY Ta BiJTBOPEHHA 3BYKIB «Ka-
Keroe» — 3MiHEHWII TO/I0C, 110 HaJlae 0COOMIBOTO
BiJUyTTA MICTMYHOCTI TOrO, IO Bi,£[6YBa€TbCH, as
IHIIOr0, OCKI/IbKM BUT'YKU IIEPERYIOTh KOHKPETHUM
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In. 10. Llineo Kamasma, wimaii y cynpoeodi cnigy yunis knacy Ho. T.T.T., 2024.
®omo Taxys Owima. Kyoto Art Center.

In. 11. «O6nuyus no». T.T.T., 2019.
®omo Hadare Kyoto Art Center.

3ByKaM — CIIOCi0 CHHXpOHi3alii /11 BMKOHABIIB,
AKI TpaloTh 6e3 AMPUIeHTa Ta TAKOX MAIOTb [M-
BUTNCS JMIIe yrepen, 30epiralouy HeiTpaabHUIL
Bupa3 obmmvudA. BracHe 1 »kect, amIutiTyga py-
XiB PyKM IpU BMKOHAHHI KO>KHOI HOTH € 3ac000M
KOHTPOJIIO CU/IM YHApy Ta PUTMY, IOffABaHHA II/Iac-
TUYHOTO €/IEMEHTA Y BUKOHABCHKY TEXHIKY.

He meHm BaX/mMBUMY B IIPOLIECi TPEHIHTY € 3y-
CTpiui 3 BUMTENAMY 1032 3aHATTAMHU. «KpiM Heli-
MOBIPHOT'O [JOCBIifTy, 110 5 OTPMMAB Ha peneTuIisx,
4 3yCTpivaBcsA 3 BUK/IafladyaMi 1103 MeXXaMI KJ1acy.
Came ToOfIi 1 MaB MOK/IMBICTD JiSHATICS He JIMIIE

. ¢

In. 12. «O6nuuus nixonbyiio». T.T.T, 2025.
®omo C. Pubanxo.

npo 6arari TearpanbHi Tpaauuiil fAnoxii, a 1 nmpo
KITTA BCIX THX, 3 KUM A IIPalllOBaB», — 3Taflye
onuH i3 yyacHukis (Rogals, 2012).

OcraHHi 3aHATTA 32 IPOTPaMOI0 IPUCBAYYIOThCA
TiAITOTOBIi 10 piHA/MIBHOTO KOHLEPTY. Bunreni mpu-
HOCATb KOCTIOMY, BifOYBAa€ThCA IX PUMipIOBAHHA.
BpaxoByiorbcs He mure ¢isnyHi mapamerpu, a i
€CTEeTNYHI, AK CIOMYYaloTbCA KOMbOPM €/1EMEHTIB
opAry, 4 GOpMYITh BOHM Pa3oM TapMOHIHUIL
o6pas. Y rpymi Ho, 6e3 epebinbleH s, HallCUTbHI-
LM BPKEHHAM (3TiIHO 3 ONUTYBAHHAM) € MOX-
JIMBICTb BMKOHATY CBill TaHElb y MACL{i CBOTO Ieposl.
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In. 13. Koyyodsymi. Kamae.
®omo naoane Kyoto Art Center.

YuHiBCbKe BUKOHAHHA Ha 3BITHOMY KOHILEPTI He
nepepdayae BUKOPUCTAHHS MACKM, ajie BUUTeN fja-
PYIOTb YYHAM MOX/IUBICTD y M€XaX TPEHYBA/IbHO-
T0 KJI1acy 3500y TH Liet JOCBif i 10-HOBOMY BiguyTH
IJIACTMKY Ta TPAEKTOPIi TaHIIIO.

[lepie 3HATOMCTBO 3 peabHOIO CLIEHO Bifi0y-
BAETLCA B ICHDb BICTABI. YpaHI[i KONEKTHB 36upa-
€TbCA B IPMMilleHHi HalicTapimoro B KioTo Tearpy
Oe-Horakypo, IKOMy BUIIOBHUIOCH IOHAf, 120 po-
KiB. KoXXeH 3 y4acHUKIiB Ma€ MOXIMBICTb juiIe
OfiHi€l peneTuiil Ha CLeHi. YTiM, OIepeHa Mifl-
TOTOBKa, 1[0 IPOBOAMIACA HA YiTKO OKpeCIeHMX
3a pO3MIpOM CIIeHM JIOKAIliAX, JAEThCA B3HAKI: Ha
CLieH] 3a/IMIIAEThCA JIVLIE TIOBTOPUTH BYBYEHE IIif|
gac 3aHATh. CaMe Tak 3a3Buyail i BinOyBaeTbcs B
npoecillHOMY CBiTi HO: aKTOPU TPEHYIOTbCA ABTO-
HOMHO, Y CBOIX CTYAifX, i muine oy pas 36mpa-
I0TbCA TIOBHUM CK/IaJlOM IJI1 KOPOTKOI pemeTyiii
Tepes] BUCTABOK.

HificTBO Ha ClieHi cTae yocoONeHHAM JI3€HCHKOT
KOHIenii («ofyH pas, ofHa 3yCcTpiu») — MaKCu-
Ma/lbHa IPUCYTHICTD Y MOMEHTI, CMHeprii ycix
YYaCHUKIB JiMICTBA, LIIHHICTh KOXKHOI MUTI.

3BiTHMIT KOHIIEPT TpuBae ONM3bKO YOTUPHOX
TOZIVIH, OfHAK /I YYaCHUKIB IIPOTpaMM [ieHb II0-
YUHAETHCA 13 CAMOTrO PAHKY: PEleTuIlii, 3MiHY KO-
CTIOMIB, a/pKe YYaCHMKM, 3a3BM4Yail, BUXOAATh Ha
CIIeHy y ABOX-TpbOX HOMepax: Imeca (im. 15), comb-
Huit Tarenp (in. 17-20), rpynoswit cnis (i1 10), rpa
Ha Kouyo3ymi (i1. 16). Y mepepBax MDX BuUXOfaMu
Ha CLIeHY YYHi 3HAIOMJIATBCA 3 BHYTPILIHBOIO OY-
JIOBOIO Ta XXUTTAM Tearpy.

KpiM cTypmenTiB, sKi ;eMOHCTPYIOTb HAOYTi BMiH-
Hf, Ha ClLieHy BUXOZATDH i BUKMafadi. Axmo y Bci

In. 14. Knac xouyosymi. T.T.T, 2017.
®omo C. Pubanxo.

POKM BYMTENI IIATPUMYIOTb KOHLEPT BIACHUMMU
CONBHUMM BYCTYIAMIL, TO B IOBi/leitHuiI pik 6yno
II0Ka3aHO CK/IAJHY KOMIIO3WIII0 «mimi paHOy»
(mvKe 71eB’sTYe TAHIIOBAHHSA), Y AKill B3SUIM Y4aCTh
BUK/Iafja4i yCiX K/IaciB 3 J0ATKOBO 3aIPOLIEHNMI
mysukantamn (in. 21). Ha cieni BogHouac neBosa
TeMa po3irpyBanacs 3aco0aMyl My3VKIH, BICOKVUM
CTUJIEM TaHII0 HO Ta BUIIYKAHVMU e/leMEeHTaMu
HixoHOY1i0, TOTIOBHIOBA/IACA SKAPTiB/IMBOW TAHTO-
MiMolo KbozeH. To Oyna yHiKanbHa BICTaBa, po3po-
671eHa BUNTEIAMIY IIPOTPAMI CaMe [ YPOUMCTOrO
KOHIIEPTY.

IIporpama T.T.T. i «KioTrcbkmit Texkct». Crig
3asHa4nTy, o MicTo KioTo TakoX Bifirpae Bax-
JIUBY PO/b y IPOrpami. SIK BOHO IPOCAKHYTE KyIlb-
TYPOI0 HO, TaK i IPOrpaMa TPEHIHIy MPOCAKHYTa
JI0T0 KyNIbTypomw. Y perepryapi I'ec i TaHI{B A
HaBYAHHS MICTATbCSA HOMepY, sKi MaloTh 6esnoce-
penHilt 38’30K i3 Kynbpryporo Micta. e mepcona-
Xi 3 icropii Kioto, micbki moxarii, mo 36epermcs
J1 110 CbOTOfIHI, MOTUBY, 110 MPOJOBXYIOTb XUTTA
B cborofieHHi. Hanpuknan, Taneub Kvo-Ho wiki €
000B’s13k0BUM 11 TpodpecifiHOro Habopy HaBu-
YOK KiOTCHKUX Maiixo. VOro TaHI[IOI0Th 3 TIeBHUMMU
BapialliAMy NPeACTaBHUII YCIX IPOBIIHUX MLIKi/L.
Brnacue xopeorpadiunmit TexcT i BigmoBigHmMit
JIOMY I1iCEHHO-MY3WYHII TEKCT PO3IIOBIJAIOTh IIPO
KBIiTIHHA CaKypu Ha MICIIEBOMY IipCbKOMY MacUBi
Xieawiama, Ipo mpoxonopy piuku Kamo, mo npo-
TiKae Yepes cTapuil LieHTp MicTa, 1o 06myBa bepern
AKOi poskuHymca KBapramm Ilonmomvo, Misea-
gamvo, Tion Tomo. VineTbcs B TaHIi it PO CaMUX
MEIIKaHOK KBapTaliB, AKi i1 HUHI € OHUM i3 CUM-
BoziB KioTo — maiixo.



In. 15. Kvozen «Ii6ipi». KOsinetinuii K0€. TT.T,
2024. ®omo Taxys Owima. Kyoto Art Center.

In. 19. Komail. Knac Keocen. Osineiimuii KOHuem.
T.TT, 2024. ®omo Taxys Owima. Kyoto Art Center.
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-

In. 16. Knac xouyosymi. FOsineiinuii konyepm. T.T.T,
2024. ®omo Taxys Owima. Kyoto Art Center.

In. 20. Dinanvruii konyepm. Knac Hixonbyiio.
T.T.T, 2023. ®omo nadare Kyoto Art Center.
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In. 21. Taneup Jlesa. Buxonasui: o — Xipomiui Tamoi, Oe Ho6yr01<i; Hix0H6y£to — Baxasei Atioti;
xouyosymi — Xicada Acyxo, Taxaxawi Haoko. T.T.T., 2024. ®omo Taxys Owima. Kyoto Art Center.

[Tormo6n00Th  3HAIOMCTBO 3 TeaTpPalbHOI
ciinbHOTOK KioTo opranisoBaHi eKckypcii fio ci-
MeliHOI MalicTepHi «Cakaki», e BUTOTOBJIAIOTD-
CA KOCTIOMM [ HO. MaiicTepHs pO3TalloBaHa y
kBapTami Hiwioxin, AKUit CTOMTTAMMU OYB Tek-
CTU/IbHUM LIeHTpoM KioTo, € Baromoro ckajjoBoro
KynbTypu Kioto — micTa HaliKpammux TKadiB, Xy-
JIOXKHMKIB-TEKCTU/IbHMKIB.

IlepenyByacTi IOBKOBi Bi3€PYHKM CII€HIYHOTO
BOpaHHS YYaCHMKM IIPOrPaMiyl MAlOTh MOXIUBICTD
pO3IMBUTICD i B ekcrosuuii Mysero Kynbrypu Kio-
TO, /I IOPOKY IIPOBOJVUTHCA BUCTABKA KOCTIOMIB,
BifI/I Ta MAcoOK, 1110 HajeXXarhb poauHi Karasama.

[igTpumyoTh aT™MOChepy Ho ¥ fedki Xpamm
micra. Cepep, Hux — cinroictcbkuit xpam Iin-Ky-
MaHo, KNI IIAHYETbCA AK Miciie HapomkeHHs Ho-
2aKy. YBakaeTbcs, IO came TYT, y 1374 p. ynepue
wivozyr Viomimirty (Tpetiit ouinbHUK wivozyHamy
Armmikara) BIepine 1Mo6aunB BUCTaBY capyeaxy-Ho
y BUKOHaHHI Kar’ami Ta [I3eami. Came BigTopi 115
aKTOpPCbKA POJIMHA OTpUMa/a IMATPOHAX Uib02yHd,
1O CIPABIU/IO BIIMB HA MOJA/BIINI PO3BUTOK HO.
Ha sragky mpo 110 mogiiro Ha TepuTOpil CBATHIN-
ma y 2012 p. BCTAaHOBJIEHO JIBa KaM SHUX penbedu
(in. 23), y Axux Bifo6pakeHo 110 3ycTpid (Y XOB-
Tomy ops3i Kaw'ami, semenHomy — [I3eami Ta uep-
BoHOMY — Vlomiminy). Xpam yBaxkaeTbcs miciem,

Jie MOJIUTBY CIPUAIOTD, 3-IIOMDX iHIIOTO, i1 MigBK-
I|eHHIO BUKOHABCbKOI MalICTEPHOCTI.

[Ile omryM 3HaKkoBUM MicueM y KioTo B KOHTEK-
cTi Ho, 6e3 CYMHIBY, € koMmtekc Jatimoxyoxui — iH-
Te/IEKTYa/IbHUII IIeHTP cepefHboBiYHOI fAmoHii, e
Ha 3aKpuTiit Tepurtopii cy6-xpamy Llindsxio-aH 3Ha-
XOJATbCA MeMopianbHi Mornm [Iseami ta Kar'ami
(im. 22). Mg gac BigBimue xpamiB Kioto moxHa
NI00AYNTY CLieHN 1A HO (HAIIPMKIIaJ, Y TAKVX Xpa-
MOBMX KOMIUIEKCAX, AK Qywiimi [napi, Xetian, Acaka
Ta i). CyTTE€BUM JONIOBHEHHAM KiOTCHKOTO TEKCTY
e Cparo Tion (TioH-mamypi), ske CyHmpOBOKYE
6inbmry wactuny nporpamu T.T.T. Lle He mpocTo
MOXX/IVBICTb CTAT! CBifIKOM TOTO, K BYEProBe 3y-
cHIIAMKM 6araTboxX MIiCTAH IOCTYIOBO 3pOCTa€ i
PO3ropTaETbCs TPaHiO3HE 32 CBOEK BUOBMILHI-
CTIO CBATO, L0 HaI4Yy€e TUCAYOMTHIO icTopit. Ile
i cumBon Kioro, i KBiHTecCeHIid OO KyIbTYpu.
Kpim Toro, cBATO Mae TicHi 3B’A3Ku 3 Ho. Mysuxa,
IJ0 HAIIOBHIOE KOXKEH J[ieHb 1 Beyip IPOTATOM Mi-
cAnda ['ioH, BMKOHYETbCA Ha TPAULINHUX /A HO
iHcTpyMeHTax — ¢refita Ta 6apabanu. TexcTumbHi
BUPOOM, AKVMY 3[JaBHA IPUKPAIIA/IN XOKO Ta AMA-
6oxo (mepecyBHi cBATHHI, 1. 24-28), HepifKo Mic-
TATD Bi3ePYHKM, TUIIOBI [I/IA HO.

Ilig 4yac rpanfiosHoro mapapny, KOIM Be3yTb
TiraHTChKi, ypoumcro odopmieHi mIaTGopMu
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In. 22. [laiimoxyooi. Moeunu Kan’sami In. 23. Memopeanvhi penvedu 6 xpami Illin-Kymato,
ma JJ3eami 8 Cinosro-an. 2024. Kiomo. 2024. ®omo C. Pubanko.
®omo C. Pubanko.

In. 24-28. Tion-mauypi. Xoxo ma amaboko. 2024.
®omo C. Pubanko ma 3 8i0kpumux xeper.
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IO BY/IMIAX, HA JIEAKNX 3 HUX MOXKHA I100aunTy
CKY/IBIITYPHI 300pakeHH: IepoiB II'ec HO (HATpu-
knax: Toxyca Ama, Awikapi fma, Kikycyi boko).
Sk 3a3HavaroTh (axiBly, 3aCHOBHUK HO — [I3eami
BigBinyBaB [ioH-Manypi. binbm toro, Ha pgesxknx
mw1aropMax y AaBHMHY IIifj 4ac CBATA BUCTYIIAIN
aKTopu Ho i muure misHinre, mpu6mmsto y XVII cr.,
ix 3aMiHWIN pi3bO/IeHi CKYIbITYPH.

Brnus mporpamu. 3a 40 pokiB peanisanii mpo-
IrpaMI B Hill B35 y4acTb moHap 700 oci6 3 pisHux
Kpain Asii, Espor, CIIIA, Kanagu Ta Benuko6pu-
Tanii. [llopoxy mpubnmsHo TpeTuHa yuHiB — Ije Ti,
XTO IOBEPTAETbCA A IPOJOBKEHHA HaBYaHHA
Ha {HIIOMY piBHI a0 iHmOMY Ki1aci. MoHiTOpUHT
JISsIBHOCTI TIpefCTaBHUKIB TBOpYMX mpodeciit —
yuacHukiB T.T.T. pisHux pokiB, okasye po3MaiTTs
BapiaHTIiB 3aCTOCYBAHHA OTPUMaHMX 3HaHb. InMa-
JIO CTYZIEHTIB Ta acIipaHTiB BUKOPUCTAMN HAOYTHI
NPaKTUYHMII TOCBIfl Y CBOIX HAayKOBUX i TBOPYMX
po6orax. Cepen uux — E.C.Par (YuiBepcurer
Kansacy), uns mpans «Etoc aktopiB Ho Ta ixHeE
muctenTBo» (Rath, 2004) incmipoBaHa HaBYaHHAM
3a nporpamoro T.T.T.; aBrop P. [[xekcon (YHiBep-
curer MiunraHy), AKuit peanisoBye CBill JOCBif AK
gepes my6mikauii (Jackson, 2019), Tak i uepes gi-
SUIBHICTD PO3pOO/IEHOI HUM HAaBYA/IbHOI IIPOrpaMyt
«MarictepHs 3 Teopii AMOHCbKOTrO MepdOopMaHCy».
[Ipaktuxa B T.T.T. mpocTexyerbcs i B KoMmapa-
TuBicTchKux cTypiax b. Cennepc-Snr (Mopkcokuit
yHiBepcuTeT) — OfHi€l 3 IPOBIIHNX BYEHVX Y Ia-
nmy3i xopeorpadii (Sellers-Young, 2023). 3a manym,
HasegeHnMM [Dx. Cans, «1eXTo 3 TiTepaTypo3HaBLiB
“neperiuos y Tabip mpaktuku’, amke T.T.T. 3BepHya
iXHi JOCTiPKEHHA [0 TaHIO Ta TeaTpy. Cepef HUX:
Jx. A. lessi (YuiBepcurer [aBais), [. JI. Omnimi
(YuiBepcurer Oxkmaxomu)» (Salz, 2024, p. 30).

[I1s1 [eAKMX y4HIB y4acTb y IPOrpami € MOIMTOB-
XOM JI/I TIOfI/IBILIOT0 HABYAHHSA B)Ke Ha mpodeciii-
HoMy piBHi. Cepen Hux — Haoxo Takaxamii, ska i3
YacoM CTajla MpodeciilHO0 BUKOHABUIEIO HA KOUY-
03ymi, a srofoM i Buxmagadem T.T.T. (in. 14). Ipo
BIUIMB ITPOTPaMM Ha MOJA/IbII 3aHATTSA IIPAKTUKOIO
HO 3Tajiye il IHIINMIT YYaCHUK IIPOrpaMut: «... Bigro-
Iii 5 IPOZIOBXXYBaB OpaTu ypoku B ceHces Karasamu,
cercesa Tamoi, cerces Oe Ta iHIIMX BMKIAfadiB i
6aunB ixHi BucTymm. [loCBif meperany BUCTaB HO
TAKOXX Kap[AVHA/IbHO 3MIHUBCA [I/I1 MEHe IIiC/A 110-
YaTKy MPAKTUKIL. depes iecATh POKIB IIiC/IA IepIIoro

YPOKY £ BifdyBaw, 110 JIMIIE IOYNHA PO3YMITH
Kpacy 11 CK/IaJiHICTb HO, @ TAKOX MYJAPICTb i JOCBIJ
MaJICTpiB, 5IKi iforo BUKOHYIOTh» (Salz, 2015, p. 48).

TearpanbHa TpamuIisa cTana 06’€KTOM He JIMIIe
TOCIIIKEHHS, a 1 TBOPYOI iHTepIIpeTanil y BIacHiit
nocranoBli K. Enmapca — Bumyckunka Komemxy
00pa3oTBOPYOTO MICTENTBA DBOCTOHCBKOTO YHi-
BEPCUTETY B MeXaX MO0 AMIUIOMHOTO IIPOEKTY.
KonnenryanbHO po3po6/eHa Ta IOCTaBIeHa HUM
BUCTaBa «Tam, Jie piuka Ha3aBXAM PO3ZHINAE ix»
(“Here Where the River Forever Divides Them”),
ABJIA€ OO0 TOENHAHHA BifoMOI ITecK 3 perep-
Tyapy Ho «Piuka Cymiga» (“Sumida River”) ta 6pu-
TAHCbKOI KaMepHoI oniepu cepepyum XX crT. «Pivyka
Kpopnpio» (“Curlew River”). Came Te, mo aBTop
nibpero V. IlnoMep HagmxaBcs SNOHCBHKOWO IT€-
COI0, TIJLITOBXHY/IO JIOr0 10 BUBYEHHA NPAKTUKI
HO, 1[0 JTO3BOJIM/IO BHECTM y BUCTABY BifNOBifHI
€/IEMEHTH ITACTUYHOI BYPA3HOCTI Ta CTUIICTUKIL.
K. Emapc He TinbKy IiirOTyBaB aKTOPCHKMIA CK/Iaj,
3 YIIC/IA CTY/IEHTIB, a /I caM BUCTYIIUB BYMKOHABLEM
ro70BHOI pori (in. 35).

Y posmaiTTi TBOPYMX NPOEKTIB BUITYCKHMKIB
IPOrpaMy, iHCIIIPOBAHMX OTPYMAHUM JOCBIZIOM —
BIUCTABY, IlepHOPMAHCH, My3NIHO-IIACTIYH] TBO-
pu (in. 33-34). [I. Crokec, XapaKTepusyody BIIMB
nporpamu Ha ii npodeciiiHy Jis/IbHICTb, 3a3HAYAE,
o npaxtrka B T.T.T. gosBonse iit edexTnBHO BU-
KOPMCTOBYBATY OTPMMaHi 3HAHHA Y TBOPYiil AiA/Ib-
HOCTi. 30KpeMa, e mepopMaHcH, fie eneMeHTH HO
IPYBHOCATD 0COOMNBY €CTETHKY.

[Ix. Cans, ormapatoun 40-pivanit focsig T.T.T.,
3a3Havyae: «... /I BUKOHABLIB icHye Oesnmiu cro-
co6iB, axumyu T.T.T. BIZMHYB Ha IXHIO MMCTellb-
Ky Kap'epy. Jesaki ajanTyBami NpUHIVIN HO HA
CBOIX 3aHATTAX 3 aKTOPCbKOI MAJCTEPHOCTI; iHIII
BUKOPMCTOBYIOTh MAacK/ Ta TEXHIKVM OIOBIAi Ho,
mo6 apanrtysary icTopil 3i cBO€i GaTbKiBIIMHIL
Ille inut, sx-ot a (TearpanbHa rpyma Hoxo), [len
®Qepcr, [Ixosedp Xaysen (TanuroBambHmMil Teatp
[Tapuac), Caitmon Bygc ta Jlinn Bpenni (Pisnynmit
Tearp 03eH-03eH-30), BUKOPUCTOBYBA/IY TPafMLIili-
Hi ANOHCBKI Gopmu s iHTepHpeTanil rperbKuXx,
PYMMCBKIX Ta IIeKCIIPIBCHKYIX IT€C 1 I CTBOPEHHS
JIBOMOBHUX KboI'eH. [lpamarypru 6adarb, K Tpa-
IMUiJHI ATIOHChKI BUKOHABIII IPUBHOCATD doiswmy
BUPA3HICTh Ta MY3UYHY iHTOHAIIi0 B TekcT» (Salz,
2024, p. 72-73).
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-30. Oensiou konuepmy 6 2asemi «Kiomo Iin6ym». 2016, 2018.

In. 31. Ilepedaua Ha o0Homy i3 yenmpanvHux xananie Th. 2017.
Cxpuruiom.

YyacHMKY pisHUX POKIB BMCOKO OL[iHIOIOTb i Me-
TOIM BUK/NaJaHHA. «[lefjaroriuna mpakTmka Ha Kyp-
ci MiCTI/Ta SIK CXOXKICTb, TaK 1 pO3OLKHOCTI, 1110 CTI0-
HYKAaJIO /10 PO3AYMIB IIPO CTOCYHKM MDK BUMTE/IEM
Ta y4HEM, a TAKOK BUuTeneM i mpocropom. [Ipupo-
Jla TeaTpabHOI IIPaKTVKY Hependadana HaBIaHHA
4epes KOIIOBaHHA 1 JeKlIaMallilo — CeHCell Kepy-
BaB, a MU HACIiAYBaIM. Y IPOCTOPI iCHYBaIM YiTKi
porti Ta iepapxis, ane npu Tomy Oyia IPUCYTHS B3a-
€MHa II0Bara Jjo IpoLeCy HaBYaHHA Ta TPEHYBaH-
Hf, Tlepefiayi Ta OTpUMaHHA 3HaHHA. CaMe Takuii
IPOIIEC 5 ParHy PO3BUBATH Y CBOEMY BUK/Ia/JaHHI.
1 KOHTPO/IOI0 TPOCTIp, a/ie 320X04YI0 0 B3AEMO-
fiil, B OCHOBI AKOI Ilepefiaya TeXHiKM, TBOPYOCTI Ta
npaktuxn» (Dredger, 2023).

Marepianyu omuTyBaHb, iHTEPB'I0 BUABIAKTD
i po3maiTTa 0COOMCTUX HOCBIfiB Y4acHMKIB IIpo-
rpaMi, BIiIKpUTTA B TpPAfULIHUX TeaTpaJbHUX
IPaKTVKAX €lIeMEHTIB IICMXOCOMAaTUYHOI caMope-
rynanil. Ak ydacanua nporpamu 2024 p., aBTOpKa
LVIX PAZIKIB He MOXKe He BIIMITUTY, 1110 KPiM LiHHKX
JOCTIJHULIBKIX CIOCTEPEXEHb, MPaKTUKa Ho 3 1i

In. 32. Agﬁzma KoHuepmy.
T.TT, 2021.

IIOBIIbHMMU, aJl€ 30CEPEMKEHIMI PyXaMy, MAaKCH-
Ma/IbHOK KOHLIEHTpAIli€l0 fAK IIifi 4ac BMKOHAHHA
xopeorpadiyHO-ITACTUYHIX €JIeMEHTIB, TaK i B 11a-
y3i, cripaBua edekT mcuxodisumynoi peadimirarii
nicnst 6om6appyBanp. [lofibHi ymKu BuCIOBIIOE
11 yaacHu nporpamu 2002 p. Xanabyca Makiko:
«l 6 XOTima BMKOPUCTOBYBAaTM PO3YMOBY KOH-
LeHTpalilo, AKiJ 1 HABYMIACA TYT, o6 CToATH Ha
CLieHi, Y CBOIi1 OBCAKIEHHII HiANbHOCTI» (WTE
in, 2002).

Cnip, 3a3Ha4MTH, IO JI CaMa MOJEIb IIPOrpamMu
T.T.T. cipaBuia BIUIVB Ha MOSIBY Ta PO3BUTOK KO-
POTKOCTPOKOBVX BOPKIIONIB, fAKi OyAyoTbCA 3a
mopenmo, pospobnenoro B T.T.T.. opienramis —
TpeHiHr — KoHIepT. Cepes HUX BiJ3HAYMMO IIPO-
rpamy MixuapogHoro Iactutyty Ho (KioTo), pos-
pobneny me Ymaka Mivimire i AKy Huni BemyTb
Jioro Hawankyu Ta yuHi. IIporpama ckoHneHTpo-
BaHa BUK/IIOYHO Ha NPAKTUL HO: CIIB Ta TaHEllb,
MajiCTep-K/Iacu 3 KOCTIOMY HO il BUPiSyBaHHA Ma-
cok (The International Noh Institute). IToni6ni 3a
CTPYKTYpOI Ta 3MicToM IIporpamu 3 TpeHinry xo,
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In. 33. Yuacnuys T.T.T. [le6opa Cmoxec y nepgopmanci Ha o. 16iya.
®omo naodawe JJ. Cmoxec.
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In. 34. Yuacnuysa T.T.T., 2017 I ben y 6ucmasi Tomoi Adaui “Noh-tations 1¢2”. 2023.
@omo P. Tepmina (https://www.facebook.com/profile.php?id=831748).

T

In. 35. Junnommuti npoexm K. Ennapca (yuacnux T.T.T., 2024) «Tym, Oe pika Ha3aexou po3oinse ix».
bocmon, 2025. ®omo E. Kigp / Gentle Grace Photography (Bouranova, 2025).




wo npoBogATbea B CIIA, Tokio, Bemukiit bpura-
il (Noh Training Project) Ta Huska iHmux Buis-
HMX TPEHiHTiB 3a Mexxamu fAmnowii. Bigmitumo, mo
Takmit GpopMaT CyTTeBO OOMEXEHWI BilCyTHICTIO
KY/IbTYPHOTO KOHTEKCTY, AKUI JIMIIEe 4YacTKOBO
KOMIIEHCYETbCA INepernAfaMy Bifje0 Ta KOMEHTa-
pamu. BoueBupp, Bignpanposana B T.T.T. monennb
KY/IBTYPHOTO 0OMiHy MOIIa 6¥ BYKOPYCTOBYBATH-
cA 11 B YKpaiHi K /11 03HAIOM/IEHHA 3 HO, TaK 1 /1A
PO3poOKI HAI[IOHATBHIX IPOTpaM MDKHAPOZHOTO
00MiHY B rajy3i TpauLiliiHNX My3UYHMX Ta XOpeo-
rpaivHIX IPAKTHK.

Bucnoskn. Otxe, mporpama T.T.T. Bapitosa-
JIacsl POTATOM JiecsATHpiY, ane 1i cTpykrypa (opi-
€HTAlliA — IPAaKTUKA — KOHIIEPT) 3a/IMIIAacs
He3MiHHOW. Ha mepmoMy erami mporpama Mmanma
pisHi koHQirypauil Ta ocrtatoyHo cdopmysana-
csl AK 6araTomapoBuil MDKHAPOXHMIT MPOEKT Ha
noyarky 1990-x. IIporpama opienToBaHa Ha Tpa-
Uil HO-KboeeH Ta HiXOHOYIIO, Kouy03ymi, ane He
00MEXYETbCS HMUMIY, IIPONOHYIOUM IepiofidHO
pakyeo abo iHII BUAY MMUCTeLTBA B AKOCTi AOAAT-
KOBOTO K/acy. KoHIenrtyanbHa MMPOTa HpOrpa-
MM, MOX/IMBICTb HABYaTHCHA B KiIbKOX YYMTENiB
He TIbKM IIOJIETIIYIOTh ONAHYBAHHA aKTOPCHKOKO
MajlCTepHICTI0 Ta (GOPMYIOTh 3arajqbHy KapTUHY
PO3MaITHX TeaTpaJbHMX NPAKTUK, YHAOYHIOKTD IX
CIIOPIJHEHICTD Ta BiIMIHHOCTI, @ 11 BIUIMBAIOTh Ha
NOCTIIHULIBKY onTHKYy. Peasisanisa nporpamm pos-
KPMBAE TAKi aCIEKTU TPaAULINHNX BUKOHABCHKIX
IPaKTYK, AK 3HAaYEHHA NIPOCTOPY B CXeMi pyXiB Ta
ToBara Jio Hporo, crenpudika 6a3oBoi mosuiii (ka-
Mae) y pisHMX IpeOpMaTUBHMX NPAKTHKAX; KaTa
K CIoci6 mepepaui NMeBHMX 3MICTiB; ponb maysu,
KOHIIEHTpallii; 3ac001 CMHXPOHI3aLil il BCIX BU-
KOHABIIiB, PO/Ib BUMTENA K HOCIA 3HAHHA.

3a 30epexeHHs TpajuLil MajicTep-1{eHTPOBaHO-
ro HaBYaHH4, y Ipolleci peaisalil nporpamu BI-
K/Ia/jladaMyl HalpallbOBaHi METOAVKM BUK/Ia[JAHHSH,
SKI TIOEHYIOTh TpaaMLiitHuii croci6 6esmocepen-
HDbOI Iepefiayi 3HAHHA BiJj BUMTEN 10 YYHA 3 HO-
BUMI MiJXOJaMI Ta BPAXOBYIOTb PO3MAITTA KY/Ib-
TYPHUX, aKTOPCbKUX, Ti/IECHUX JOCBI/IiB YYaCHMKIB
IIpOrpaMmit, JO3BOJIAKTh Y KOPOTKMII TEPMIH JOCAT-
TV BUAMMUX pe3ynbraTiB. KpiM TpaguiiiiHoro me-
TORY WiiHWiH OeHubo (Tlepefiada ceprieM Ji Tinom),
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punteni T.T.T. akTMBHO BMKODMCTOBYIOTb C/IOBECH]
NOSICHEHHA Ta CaMOCTIITHO po3po0ieHi BIpaBi.
[Iporpama BUpi3HAETbCA LTICHICTIO 1 3HAIOMUTD
3 yciMa acmeKTaMi >KUTTA TeaTpanbHOI CIiIbHO-
TU — Bifl crioco6iB HaBYaHHS, BUKOHABCHKOI Maji-
CTEPHOCTI [I0 IPOLeCY MiATOTOBKM BUCTaBM i caMoi
BJICTaBI.

Bin mpoexTy, Opi€HTOBAaHOTO Ha yYacHMKIB i3
KpaiH 3aX0fy, IIporpama eBO/IOL[iOHyBaa 0 iHTep-
HAI[IOHa/IbHOCTI, 110 IOCUIVIO MDKKY/IbTYDPHMI
o6MiH. PesympratoM 1b0ro 0OMiHY C7Tifi BU3HATH
NOMIMPEHHA 3HAHD ITPO ATOHCHKI T€aTpabHi MPaK-
TUKM Ha 3aXOfi, 30aradeHHs TEOPeTUYHUX JOCIIi-
JUKEHb TIPaKTUYHUM JIOCBIIOM, YIPOBa/pKEHH:A
BUITYCKHIKaMM IIPOTPaMM €1EMEHTIB TeaTpaTbHIX
IPAKTHK Y CBOIO TBOPYY Aif/IbHICTD. 3HAUEHHA ITPO-
rpaMyl He BUYEPIYEThCA NPOCYBAaHHAM AMNOHCHKYX
TPafMLill y CBITi Ta COPUAHHAM Pi3SHOMAaHITHUM
HayKOBO-TBOpYMM Konmabopariam. bararopivna gi-
ANbHICTH NPOTPaMy BIUIMHY/IA HA NIOABY HUSKY Te-
aTpa/ibHMX IHTEHCUBIB, AKi Ti€X0 49X iHIIOK MipO0
BuKopuctoBytoTb focsif T.T.T. Peanizanis mporpa-
MM CIIpUAE 1 TIonmynApusalii Ho B cepeayHi fAnoHii,
HiAITPUMYE CIIIZIBHOTY HO-KbozeH y Kioto, momyda-
€TbCS JI0 MiATPUMKM TpafuUiiHMX Tepdopmap-
TUBHMX ITPaKTHK, 30KpeMa B Ky/IbTYPHOMY TEKCTi
Kioro 51K micrTa.

I[lepcrieKTuBM TNOAANBIINX JOCHKEHD IIOJA-
raoTh Y BUBYEHHI MIXXHAPOJHOIO JOCBifly iMIuIe-
MeHTAIlii efleMeHTiB HO B 3axifiHi mepdopmaryBHi
IPaKTUKY, NOPIBHAIBHOMY aHaslisi TBOPYO-IIefa-
TOriYHOTrO JOCBifly NMOAIOHMX iHTEHCUBIB 3a KOp-
foHoM. besnmocepenHa y4actb y HaByaHHi 3a IIpo-
rpamoto T.T.T. BigkpuBae mupoki MOXINBOCTI Ay
0171b11I T/IMOOKOTO BUBYEHHS OKPEMIX TeaTpanbHIX
IPAaKTUK, OCMMCIIEHHA T€HJEPHOI Ta TilecHOi pe-
Tpe3eHTallil B AMOHCHKUX NepPOPMATUBHIX MIIC-
TElTBaX.
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«Onexcandp Illumon — scumms i meopuicmo 6ioo-
Mo20 yKkpaincokoeo Kinosnaeusa (1920-1993)»

[efixo B. M. Onekcanpp Ilnumon: >xutrts i TBOp-
4icTh BiToMOro ykpaiHcbKoro kiHosHaBIs (1920-1993)
// Kynbrypa Ykpainu : 36. Hayk. mp. / M-Bo Kynprypu
Ta CTparer. KOMyHiKalii Ykpainu, XapKis. iep. akaf.
Kynsrypu ; [ronos. pes. B. M. Illeiiko ; 3a 3ar. pepn.
B. Ileitka]. — Xapkis : XJAK, 2025. — Bum. 90. —
C. 180. Per. na xu.: Onexcanpp Ilnmon: xuTTA i TBOP-
4icTh BiIoMOro yKpaiHcbKoro kiHosHaBIs (1920-1993)
/ aBrop-ynopsag. B. H. Mucnascpkuit. — Xapkis : «TOB
«[Ipyxapua Magpupy, 2025. — 316 c.

Oleksandr Shymon: life and work of a famous
Ukrainian film critic (1920-1993)

Sheiko V. M. Oleksandr Shymon: life and work
of a famous Ukrainian film critic (1920-1993) //
Culture of Ukraine: collection of scientific papers /
Ministry of Culture and Strategic Communications of
Ukraine, Kharkiv State Academy of Culture ; [editor-
in-chief V. M. Sheiko ; under the general editorship of
V. Sheiko]. — Kharkiv : KSAC, 2025. — Issue 90. —
P. 180. Review of the book: Oleksandr Shymon: life and
work of a famous Ukrainian film critic (1920-1993) /
author-compiler V. N. Myslavskyi. — Kharkiv: “TOV
«Drukarnia Madryd»”, 2025. — 316 p.

B. H. Mucnascpkuit — Bifommit B YKpaiHi Ta 3a
il MeXXaMy JTOC/TIIHUK iCTOpIii YKPaiHChKOTrO KiHO-
mucTenTBa. I{boro pasy BiH IpUCBATYUB CBill IIPO-
€KT IIaM’ATi BioMOro YKPaiHCHKOTO KiHO3HABIIA
Onexcanppa OnexciitoBnya I[llnMona, Axnit 3amm-
1IVB Hic/st cebe YnCIeHH] HayKoBi po6oTy 3 icTopii
YKPaiHCHKOTO KIHOMICTEITBA Ta BUXOBAB, K Ta/la-
HOBUTHII TIEMIATOT, IUIeARY YYHIB, AKi 3po6mnn cBiit
BHECOK Y TYXOBHY CKapOHNII0 YKpaTHIL.

JKnTTA MOAMHN IIBUKOIUIMHEE. .. AJle, AK IIpa-
BUJIO, KO JIIOZVIHY HE CTAa€, BOHA 3a/IMIIAE ITiC/IA
cebe C/Iif — 4y TO B maM ATi OMU3BKUX i PifHUX,
3HAIIOMIX, OJHOAYMIIIB, Y4HiB, a00 KoJer, abo 3a-
MVIIAE HAIAKaM CBOE TBOpYE HAJ0AHHA TOLIO.
Y 6yzib-KOMY BUIIAJIKY, 32 HEBEJIMKIM BUK/TIOUEH-
HAM, 3a/IMIIAETHCA 11032 YBArOX LiTiCHe YABIEHHA
MO0 0cobMcTOCTi, 11 MOBCAKIEHHOTO XUTTH, Ii
JKUTTEBOTO IIIAXY, Il BHECKY B COLa/IbHY 4 Jy-
XO0BHY ckapOHuio. CaMe TOMY TaK BaX/IVBe, KON
MIONMHA Jile Y 3acBiTH, TYAHM, 3BiKM He IOBepTa-
I0TbCA 3€MHI MaH/PiBHVUKY, BCECTOPOHHE BJVICBIT-
JIeHH 11 KUTTENIANBHOCTI, 0COOMMBO AKIIO LIE CTO-
CY€TbCA BiIOMIUX AiAYiB HAYKU, TEXHIKI, KYIbTYPHU,
MMCTEL[TBA Ta BCIiX Taaysei CYCIibHO-TIOMITUYHOI,
€KOHOMI4HOI Ta YXOBHOI 1iA/IbHOCTI.

Ocb YoMy crtifj IpuBiTaTH Lie BUJAHHSA, Y AKOMY
TaK BJIaJIO 1 TIOBHO BUCBIT/IIOETHCA XXUTTA 11 TBOP-
9iCTh BiJOMOTO YKpPaiHCBKOIO KiHO3HABLA, Tajla-
HOBUTOIO IIefjarora, MUTLA 1 9y[OBOI MIOAUHA —
Onexcanzpa Onexciitouya [lInmona (1920-1993).
Vloro moworpadii, crarti, migpyunuku i yucnensi
ny6nikanii 3 mpo6mem icTopii ykpaiHCBKOro KiHo,
TeXHIYHNX 3ac00iB KiHOMNCTENTBA Ta KyIbTYp-
HO-TIPOCBITHNUIBKOI po6OTH YBIlfIIIM JI0 30710-
Toro QoHRy yKpaiHCbKOi KyIbTYpW, YKpaiHChKO-
ro kiHomucrenrsa. «[lapajokcanbHo, — mmiIe
YIOPANHUK BUIAHHA, BITOMMII KiHO3HABEIb,
Y4YEHUI i Iefjaror, JOKTOp MUCTELTBO3HABCTBA,

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



npodecop XapKiBChKOI iep>KaBHOI aKafieMil Ky/ib-
Typu (XJIAK), unen-xopecnonzent Harionanbaoi
akaziemii Mucrents Ykpainu Bomommmup Haymo-
B4 M1C/IaBChKMit, — BOJHOYAC € Te, 1[0 POOOTH
O. Illumona fo6pe Bifomi, a 0COOUCTICTD TOCTIf-
HJUKA 3a/1MIIAETCA HiOM B TiHI — y my6nivHOMY
IVICKYpCi HeMae HaBiTh Joro ¢otorpadiit». o
peui, B crinax XJAK O. lllumon npomparosas
6inbie 35 pokiB, TO6TO — OCHOBHY YacCTUHY CBO-
r0 TBOPYOTO >KMTTA. 3a IIeli Yac BiH MifirOTYBaB i
BUJJAB YMCTIEHHY Ki/lbKiCTh MoHorpadiit, crarei,
iIPYYHMKIB, TEKCTiB JIeKIiil 3 mpobneM i icTopil
YKPaIHCHKOTO KiHO Ta TeXHIYHUX 3ac00iB KiHOMIC-
TeLTBA 11 KY/IbTYPHO-IPOCBITHNUIIBKOI poboTH. 3a
BKa3aHMI1 TBOPYMII Iepiofl BiOMMil KiHO3HaBELb
i HaykoBelb, TanmaHOBUTHMI mefaror OseKcaHpp
Onekcirtopny IllMMoH BuXOBaB IIEAAY CBOIX yd-
HiB, fIKi 3po6WIN CBiil BHECOK Y IYXOBHY CKapOHI-
110 YKpaiHu.

Bxasawui paxrty 3 TBopyoi ckapOHuwi O. [llnmona
s 3 YIEBHEHICTIO 3aCBIfYYI0, aJKe MEHI I10Ta/TaHM-
JI0 JieKi/IbKa POKiB IIOCHIIb CTyXaTy 1oro O1mcKyyi
JeK1ii, 6paTy y4acTb y TBOPYMX CeMiHapax Iif ioro
OpYZIOI0, BUBYATH JIOr0 HAYKOBi i HayKOBO-METO-
IVIYHI BUJQHHSA, 6arato pokiB CIIIKyBaTuCA 3 HUM
AK CTYZIeHT 3 Ta/IAHOBUTYM BUK/IafadeM, a TOTIM i
ciiBmpantoary 3 Onekcangpom OrnexciitoBuyeM
y pori cro4aTky nabopaHra B 1ioro TBopyiit a6o-
paropii, a moTiMm — BuKIafaya i gouenra XJTAK.
I cporopHi 3 MoBaroxo i BAAYHICTIO 3rafiylo IOYaTOK
cBo€i TBOpUOi pobotn B AkageMii Kynbrypn (Tozi
[HcTTyT Kynsrypu), kom Onekcanpp Omexcifio-
BJY BYVB ME€HE a3aM IIeJJarorivHol i HayKOBOI Mali-
CTEPHOCTI.

Xortinocs 6 1me gopary, 1o CITIIKYBaHHA, CIIiB-
Tpalsd 3 TAKOI TaJIAHOBUTOKO JIIOAMHOW 30arady-
Ba/la TUX, XTO MaB Taky 3Mmory. [TaM’satb 36eperna
KapTUHKY JI0TO JIEKIIiN, AKi BUK/IMKAIN KOMOCATIb-
HMIT IHTEpeC He JINIIE Y CTY[EHTIB HALIOr0 BUILOTO
HABYaJIbHOTO 3aK/Iafy, a i y cTyzeHTiB iHmmx 3BO.
Aynuropii Ha Joro 3aHATTAX OY/IU IepernoBHEH.
Lle 6ym/[ JIeKIIii BiZOMOTO KiHO3HaBI[s, Ta/TAHOBU-
TOTO He TUIBKY JIEKTOPA, @ I aKTOPa, KWl OIICKy-
Ye YUTaB MaTepias i BOIOAIB HACTPOEM B Ay[UTO-
pii. A 11 3apas, sragyroun nexuii O. Illumona, 4yto
JIOTO NIPUEMHNI 3UYHUIL TOJIOC, 6aqy JI0TO MiMiKYy,
KO/ BiH, OOIPYHTOBYIOUNM Ty 4M iHIIy Hpobyemy,
TeaTpa/IbHO TIifiliMae OKy/IApy Ha 106a i, crogun
3a TPUOYHOIO, I10-aKTOPCHKM, KA MYLPUMI
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04YMMa, HACONMOMPKYETCA 3a4apOBAHON0 JIOTO JIEK-
L1i€X0 ayAnuTOpi€r. ..

Ane ToBepTaEMOCA [0 HALIOTO YHiKaJTbHOTO
BunanHs. «llg kHura, — ax nume B. H. Mucnas-
cbKnmit, — maHyHa mam i Onekcanppa Onexciito-
Byya [llnMoHa, BMIATHOTO iCTOpUKA YKPaiHChKOTO
KiHO, TaJTaHOBUTOTO IIearora, sIK1il BUXOBaB Ki/lb-
Ka IIOKO/MiHb MOJOAMX IPAL[iBHMUKIB BiTYM3HAHOI
KY/IbTYPH. ..»

Crnip, 3ayBa>kKUTH, 10 YHOPASHUK BK/IIOYMB Y 1ie
BYHATKOBE BUJIaHHA 1 CIIOTa/lN Y4HiB, KOJIET Ta Pifi-
Hux i 6m3pkux O. llInmona, ManoBifomi Marepia-
JIM TIPO J10TO HAYKOBY, II€JArOTiYHY, TBOPYY Ta IPO-
MAaJICbKY JiiANbHICTD. Y BUJaHHA BB i poborn
O. lIunmona, sAKi 30BCiM He 6y)11/1 BifoMi 110 1IOTO
BUJIaHHA.

Y BupanHi, 1o peui, He 3a0yTi it BitomocTi mpo
y4dactb O. [llumona y JIpyriii cBiToBiii BiitHi. Afxe
BiH 3 mepumx AHiB damycrcpkoi HaBam Ha CPCP
ninoB J06poBO/IbIIeM BOIOBATH 3a TOAIIIHIO baTh-
KiBIyHy. Bin mpoitimos y 60iioBux maBax ycio €B-
pory To 3 KiHOKaMepolo, TO 3 TBUHTIBKOI0, OYB Je-
Ki/IbKa pasiB IIOpaHEeHNIT Ta KOHTY>KEeHMIL.

3arajoM yHOPASHUKY PeLeH30BAaHOTO BIUJAH-
Ha B. H. MucnascbkoMy Bpanmocs mifroryBatu
YHIKa/IbHIIT MaTepias, y SKOMY I1iKaBo, IMUMOVHHO
1 XBaBO pO3IOBINAETHCA IPO XXUTTA I TBOPUICTb
BIUIATHOI 0COOMCTOCTI, AK y>e BKasyBanocs, — Bi-
JIOMOTO YKPaiHChKOTO KiHO3HABIIA, MUTILA, TI€Iaro-
ra i HayKoBLiA — KaHJWJaTa MMUCTEL|TBO3HABCTBA,
npodecopa XapkiBcbkol akazeMil KymbTypu —
Onexcanpipa Onexcirtonya IlluMona. YnopAnHuk,
y pe3ynbrari KOmiTKoi i 6araToactieKTHOI ZOCHif-
HUILBKOI po6OTH, BiITBOPUB GaratorpaHHuit TBOP-
a1 sxurreBuit mysax O. [llnMoHa sk ocobucrocTi,
sIKa 3p00I/Ia 3HAYHNIT BHECOK Y ZYXOBHY CKapOHM-
1110 YKpaiHy, 30KpeMa — B iCTOpilo i Teopito yKpa-
iHCHKOTO KiHOMJCTELTBA.

BupanHs, 6e3yMOBHO, Ma€ it OKpeMi HefOTiKM,
AK, HaIIpUK/IaJl, BHECEHHA y TEKCT HE 3aBXK/M Bifi-
TIOBIZTHOTO 3a TEMOIO Marepiany, pefaKIiiiHo-rpa-
MatiyHi orpixu Touo. OfHaK HORiOHI APiIOHUII axK
HiAK He BIUIMBAKOTb HAa 3arajbHy BMCOKY OLIiHKY
I1bOTO BUJAHHA.

Kuura, 3a MOIM I/IMOOKMM ITepeKOHaHHsAM, Oype
KOPJCHOIO 1 IJIKaBOIO [/IA YCIX, XTO IIKaBUTbCA iC-
TOPI€IO 1 TeOpi€r0 YKPalHChKOI Ky/IbTypy Ta yKpa-
IHCBKOTO KiHO.
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