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Konwvy I 11. MuKoJAIBCbKA JOMPOBA MIK0JIA B KOHTEKCTI nMpodeciiiHoro
HAPOAHO-iHCTPYMeHTANBLHOr0 Mucreursa IliBaua Ykpainm XX - XXI
crogirTsa. — KpanidikamniifHa HaykoBa mpais Ha paBax pyKOIHUCY.

Huceptanis Ha 3700yTTS HAayKOBOTO CTyIHeHs JoKkTopa ¢itocodii 3a
cnemianbHicTiO 025 — My3uune muctenTBo. — HamionanbHa akajneMis KepiBHUX
KaJpiB KyJbTypH 1 MHUCTEUTB, MIHICTEPCTBO KYyJIbTYpH Ta iH(OpMALIHHOT
noyituku Ykpainu. Kuis, 2021.

HapogHo-iHCTpyMeHTanbHE  MHUCTEHTBO €  HEBII €MHOIO  CKIIaJIOBOIO
My3UYHOI KyJIbTypu cydacHOi Ykpainu. CraHoBieHHS NpodeciiiHOi OCBITH,
CTBOPEHHSI 3HAYHOI KIUIBKOCTI TBOPIB MJii HApOJHUX IHCTPYMEHTIB, po30yaoBa
KOHKYPCHO-(DeCTHBaNIBbHOTO PyXy, CHPSAMOBAHI Ha PO3BUTOK Ta MOMYJISPHU3ALII0
BUKOHABCTBA Ha  HApPOAHUX  IHCTPYMEHTaX, JO3BOJISIIOTh  KOHCTaTyBaTH
HAJ3BUYAHO BHUCOKMM pIBEHb IIi€l rany3i, Skl Oyno 3100yTO YIPOIOBK
OCTaHHBOIO CTONITTA. Lleit pe3ynpTaT, 10 MOB’A3aHUM 3 aKajeMi3allie€l0 HapoIHO-
THCTPYMEHTaJIbHOTO MUCTEITBA, CTAB M1JICYMKOM 3HAYHUX 3yCHJIb 0araThoX Jif4iB
KyJIbTYpH Ta MHUCTELTBA, ASUIBHOCTI K aMmaropiB, Tak 1 mnpodecioHamiB. Y
MY3UMKO3HaBYMX MPALSIX YUMAJIO YBard MPUIUBUIOCH PI3HUM acleKTaM HapOJIHO-
IHCTPYMEHTAJbHOTO MHCTEITBA, CTAHOBJEHHIO Ta (YHKIIOHYBAaHHIO PI3HUX
perioHanbHuX WKL [IpoTe muTanHs po3BUTKY MUKOJIaiBChKOT TOMPOBOT IIKOJIU B
KOHTEKCT1 PO3BUTKY Npo(decifHOro HapoJHO-IHCTPYMEHTAIbHOTO MHCTELTBA
Hapa3l He Halylo HayKoOBOro OOrpyHTyBaHHS. JlOCHIDKEHHS JIOMpPOBOTO
MucTenTBa MUKOJAIBUIMHU JI03BOJUTH YTOYHUTH THUTAHHS (QYHKIIOHYBaHHS
pEerioHaJbHUX INKUI. BaxiuBUM 3aBIaHHSIM € OKPECIEHHSA CTpaTeriuHuX
HampsIMKIB Ta TMEpCreKTUBHUX (OpM BUKOHAaBCTBA y cdepi HApOAHO-
IHCTpyMeHTanbHOro MuctenTsa [liBnHa Ykpainu.

B poOoti 3mificHeHO OIS HAyKOBHX IIpallb YKpaiHCHKUX BYEHUX,
MPUCBIYEHUX  €BOJIOLIT  HApOAHO-IHCTPYMEHTAJIBHOIO MucTeuTBa (poOOTH

M. HaBunoBa, T. Cianenpkoi). 3a3HaueHO, WIO YIOPOJOBXK OCTAHHIX POKIB



3 BUJIACS] HU3KA JOCIIKEHb PO3BUTKY IIKUI FPU HA JOMP1 Ta 1HIIUX HAPOJHUX
IHCTpyMeHTax, 30kpeMa po3poOku b. MixeeBa, H. Kocrenko, C. Koctorpusa.
JlomiHaHTHI pyucHu (PYHKIIIOHYBaHHSI JOMPOBOTO MHUCTELTBA OCTaHHIX JECATHUIIThH
Bu3Havanuck C. binmoycoBoro, T. Henameporw, O. Omifitnukom, M. [lnromenko,
JI. TloB3yn, 1. ®opmantok. HapoaHo-iHCTpyMeHTanbHe MucTenTBO  [liBaHSA
VYkpainu BUCBITIIOETCA y poboTax B. llepemer. OcobauBOCTI QPyHKI[IOHYBaHHS
Cy4yaCHOTO TITapHOrOo MHCTelTBa MHUKONAIBIIMHA OKpPECIEHO B  Mpausix
B. Conory6 ta C. I'punenko. IIuTanHs BHKOHABCBHKOI IHTEpHpeTalii pO3IIISIHYTO
Ha ocHOB1 poOiT O. MapkoBoi, B. Mockanenka. [Ipo6iema akamemizalii sk sBuIia
MUCTELBKOr0 Tpolecy nocaikyeTbess B mpaisix O. bo6euko, J[. Bapnamosa.
3acTocyBaHHS 1HCTPYMEHTApPil0 aKMEOJIOTI4YHOI MEeJAaroriky, U0 MpPeACTaBICHO B
pobotax B. BakyneHko, 103Bosi€ BUAUTUTH YUHHUKH, SIKI CIIPUSIOTH MpodeciitHii
peamizaiii BHUKJIaJaviB-JOMPHUCTIB. 3a3HA4Y€HO, IO HAa CHOTOJHINIHIN JI€Hb B
yYKpaiHChKOMY MHCTEIITBO3HABCTBI BIJICYTHI CIELiaJbHI TMpaili, B SKUX OuU
aHaiizyBajtach MHUKOIAIBChbKA IOMPOBA IIKOJIA.

Haronomeno, mo IiCTOpUYHUII PO3BUTOK HAPOAHO-IHCTPYMEHTAIBHOIO
BUKOHaBCTBA XX CTOJITTS TO3HAYEHUM EBOJIOIIEI0 Bi aMaTOPCHKOTO
MY3UKYBaHHS A0 npodeciiHoro. OyHKIIOHYBaHHS HAPOIHO-IHCTPYMEHTAJIbHOTO
MHUCTENTBA  BIAOYBAEThCA  3aBISIKU CUCTEMHIN B3aemMoalli  JEKUIBKOX
B3a€EMOOOYMOBJICHUX YWHHUKIB, 10 BIUIMBAIOTH OJWH HAa OAHOrO. Y LBbOMY
MpolLieci BUOKPEMITIOIOTBCSA OCBITA, IHCTPYMEHTapiil Ta BUKOHABChKA MPAKTHKA K
6a3oBi popmu akazemizailii Ta mpodecioHanizaiii HapoaHO-THCTPYMEHTAIBLHTOTO
MucreuTBa. BusnHaueHo, 10 akademizayia  HAPOOHO-IHCMPYMEHMAILHO20
BUKOHABCMEA — 11€ TPOLEC PO3BUTKY MY3MYHO-BUKOHABCHKOT MPAKTUKU I'PU HA
HAapOJHUX I1HCTPYMEHTaX, SKHM XapaKTepU3YEThCS BIIXOJOM B  CYTO
(b ONBKIOPHOTO MY3UKYBAaHHS /10 YHIBEPCATIBHUX aKaJeMIYHUX (POPM.

VY nauceptailli HagaeTbCsl BU3HAYCHHS CYUYACHO20 AKAOEMIYHO20 HAPOOHO-
IHCMPYMEeHmanbHo20 mMucmeymaea ik GOpMH TBOPUOTO BUPAKEHHS BUKOHABI[IB Ha

HapOJHUX IHCTPYMEHTAX, [0 peali3yeTbesl y NpodeciiiHiil AiSIpHOCTI HA OCHOBI



3M00yTTS  CIEHIaIi30BAHOTO  pPENepTyapHOro, METOJUYHOTO Ta MY3HUYHO-
TEOPETUYHOT0 KOMIUIEKCY Y BIAMOBIIHIN ramy3i.

3a3HauyeHo, 110 BUKOHABCLKA WIKOJA — 1€ CHUCTEMa B3a€EMO3B’A3KIB MDK
y4aCHUKaMU HaBYAJIbHOTO Mpolecy (BUKIAaJayeM Ta Yy4YyHEM), L0 I[O3HayeHa
€IHICTIO Ta CHAAKOBICTIO XYJI0KHBO-€CTETUYHUX 1 TEXHIKO-BUPAKAIBbHUX
MPUHIIMITB, SKI TPOSBIAIOTBCS Yy coeuudini IHTEpIpeTanii penepryapy.
CBO€pPIIHICT, BUKOHABCHKOT IIKOJM, B TOMY YHCII JOMPOBOi, (OPMYETHCA B
KOHKPETHUN ICTOPUKO-KYJBbTYPHUM TMepioA 1 BUPIZHIETHCS HAI[IOHAJIBHOIO Ta
pErioHaNbHOIO XapaKTEePHICTIO.

[Ipodeciitne HapoAHO-IHCTPYMEHTAIIbHE MHCTELTBO IOCTA€ SIK PE3yJbTaT
B3a€EMOJIIi TPbOX KOMIIOHEHTIB: aKaAOemiyHoi oceimu — BUKOHABCEA —
KOMNO3Umopcobkoi meopuocmi. JloBeieHO, 10 TMOsiBa CUCTEMHOI TPUPIBHEBOI
CUCTEMHU OCBITH (MY3HMYHI IIKOJA, YYHJIHILE, KOHCEPBATOPIs) 3aKJa/la€ OCHOBH
dbopmyBaHHsS TPOQeCciiHOT HAPOIHO-THCTPYMEHTAIbHO1 MpakTUKU. CTaHOBIICHHS
npodeciiiHoro HapOAHO-IHCTPYMEHTAILHOIO BUKOHABCTBA CTa€ MOMJIMBUM
3aBAsSKM (OPMYBaHHIO PI3HMX MOro BUIIB (Hacammepes, OpPKECTPOBOTO,
aHcaM0JIeBOr0O Ta  COJIbHOTO), IO  CYNPOBOXKYBAaJIOCh  MOJU(DIKaII€I0
IHCTpyMeHTapito. BaXJIMBUM MOKa3HUKOM, IO 3acCBiAUy€ MPOIECH aKaaemizailii
HapOJHO-IHCTPYMEHTAIBHOIO BUKOHABCTBAa, CTa€ mepexiy A0 (padpuyHOro
CTBOPEHHSI IHCTPYMEHTIB, iX Moau]ikaiii 3 METOI PO3IIMPEHHS TEXHIYHHX Ta
BUpAXAJIbHUX MOXKIUBOCTEH. CTBOPEHHS OpPKECTPOBUX TpPYyN 3 OJHOTUITHUX
THCTPYMEHTIB JI03BOJISIE€ JOCSITHYTH TEMOPOBOT €THOCTI 3BYYaHHS.

VY nocnikeHH1 BUAUIEHO TPU OCHOBHI HAaMpsIMU CY4YacHOTO JOMPOBOIO
BUKOHABCTBA — HApPOOHUl, Oapokosuil Ta asameapoHuti. KoxkeH 3 HHX
BI/I3HAYAETHCA JIOMIHYBAaHHSIM  8i0N0BIOHO20  38YK00OpA3y, penepmyapHuMu
YNoO0OaHHAMU Ta 8UKOHABCHLKUMU inmeHyismu. KoxxHa 3 BITYU3HSIHUX IOMPOBHUX
IIKIJT OPIEHTOBAaHA Ha BIAMOBIIHMUIA THUIl penepTyapy, 110 € CBIIYEHHSIM ii TeHe3H,
0a30BUX MPUHILMUIIB, SIKI CTAHOBJSTH METOJMYHY OCHOBY HIKOJM Ta OOpaHOro
XYZ0KHbO-BUPAXKAIBHOIO HaBaHTakeHHs. [luTaHHA TUMoNOrizamii AOMpPOBOTO

BHUKOHAaBCTBa YKpalHI/I € aKTYAJIbHUM 3aBAdHHAM HpeBeHTOBaHOI I[HCCpTaHi.l..



3a3HayeHo, 1110 3MIHU Yy KOHCTPYKIIIi IOMpH, 30KpeMa J0/IaBaHHs YETBEPTOi
CTpyHH Ta IHIIOTO HaJalITyBaHHSA (MO KBIHTaX), CHPHUSUIM PO3IIUPEHHIO
TEXHIYHUX, a TaKOX BUPAKAIbHUX MOXIMBOCTEH I1HCTpyMeHTy. CoibHe Ta
aHcam0OJyieBe JIOMPOBE BHUKOHABCTBO aKTyalli3ye BIAPOIKEHHS PpPEHECAHCHO-
MaJpUrajJbHOI €CTeTHMYHOI TpaJulii Ta, OJHOYACHO, BIJANOBiJa€ MPArHEHHIO 10
MIHIATIOpU3alli Ta KaMEpHOCTi, [0 NpUTaMaHHAa JESKUM HalpsMKam
akagemiyHoro mucreurBa XXI cromirrs. upoki iHTepnpeTalliiiHi MOXIUBOCTI
HAJAI0ThCSA 3aBJASIKM BUKOPUCTAHHIO «KJIACMYHUX» MPUUOMIB I'pU HA JOMpI —
tpemono, glissando, pizzicato, arpeggiato, vibrato, d¢aaxoneTn, a TaKOX
HOBaTOPCHKUX TMPUUOMIB, IO BUHUKAIOTh BHACIIIOK EKCIIEPUMEHTIB CY4YaCHUX
KOMITO3UTOPIB (Tpa 3a MiJICTaBKOIO, IIIyMOB1 IPUHOMH).

B XX cTonitTi BigOyBaeTbes nmpodecioHanizallisi 10MpOBOTr0O BUKOHABCTBA 3
orjsity Ha OpMyBaHHSI OCHOBHUX JOMPOBUX MK y HAUOUIBIIUX MicTax YKpaiHu
— XapxoBi, KueBi, Opneci Ta JloHeubky. IIpocTexkeHO BCTaHOBIEHHS
MDKPET1I0HATBHUX KYJIbTYPHO-MHUCTEIIBKMX 3B A3KIB 3 O0OMiHY mpodeciiiHum
JOCBIIOM — MPOTrpaMHO-OCBITHIMU  MOJENSIMU  BHUKIJIAJIaHHA, TEOPETUKO-
METOJIMYHUMU HaIpaIlOBaHHSIMHU, BUKOHABCHKO-TIEAarOriYHUMHU KaJpaMHu.

Y nucepranii aHami3ylOThCS OCOOJMBOCTI CTaHOBJIEHHS MUKOJIAIBCHKOT
JOMPOBOT IIKOJIH, 110 (YHKIIIOHYE Ha 3acaax €IHOCTI Ta CHAaJAKOBOCTI XyA0KHbO-
€CTeTUYHHUX TPaJMI 1 TEeXHIKO-BUpa)XalbHUX 3aco0iB, SKI NPOSBISIOTHCA Y
BUKOHABCBKIN Ta IHTEepIpeTaliiiHii crenudiri.

HInsx akamemizanii JOMpPOBOrO BHUKOHABCTBA y MUKOJIQiBCBKOMY pETiOHI
BIIOYBaBCsA y TpU €Tamlu, Kl XapaKTEepU3yBaJUCh PYXOM BiJ aMaTOPChKOTO 10
npodeciitHoro My3ukyBaHHs. [lepini 1Ba erany MarOTh IMIUTIITUTHUM XapakTep, 1
mume  octaHHid (3 1980-x go 2020-x poKiB) JEMOHCTPYE JAOCATHEHHS
EKCIUTIUTHOTO PiBHSA (YHKIIIOHYBaHHS JIOMPOBOI'O BHKOHAaBCTBA. BakinBoio
O3HAKOI0 I[LOTO TMpPOIeCy CTaB TICHUM 3B’S30K 13 3arajbHOI0 HApOJHO-
THCTPYMEHTAJIBHOIO MPAKTUKOIO, siKa OyJia Ta 3aJIMIIAETHCS JOMIHAHTHOIO (hOPMOIO

BHKOHABCTBA B KYJIbTYPHO-MUCTCUBKOMY HpOCTOpi MuxkomaeBa.



3’sicoBaHoO, IO JOMPOBa IK0Ia MHUKOJAIBCHKOTO PerioHy chopmyBanach y
X0/l ICTOPUYHOT'O TPOIIECY CTAHOBJIEHHI 1 PO3BUTKY BHUKOHABCHKMX Ta OCBITHIX
Tpaaullid 3aBAsSKu (YHKI[IOHYBAaHHIO TaKMX OCBITHIX 3aKiaaiB: MHKOJIaiBCHKOTO
BUIIOTO YYWIMILA KYJIbTYPH 1 MUCTEUTB, MUKOJAIBCHKOTO MY3WYHOI'O YUHIIMIIA
ta Bigokpemienoro migpo3auty MukonaiBebkoi ¢inii KuiBcbkoro HarjioHaqabHOTO
YHIBEPCUTETY KYJIbTYpHU 1 MUCTeUTB. DyHIaTopaMu JOMPOBOi IKojau MukosaeBa
MmokHa BBakath O. Ilanmaranroka, €. €mina ta I'. [IlmOanosa. 3a3HaveHo, IO
eKCIUTIUTHA (opMa PO3BUTKY IIKOJIM po3nouanack 3 1980-x pokiB Ta Hapasi
Mpe/icTaBlieHa IMEHaMHM Takux JoMpucTiB, sk: T. Imutpenko, JI. Kipcanosa,
T. Yepnsascoka, H. SApom, H. Xeno-lanuneuenko, I'. ['pumenko, A. CeMuko30B,
I. Konsw.

Po3BuTOK  1OMpPOBOrO  BUKOHAaBCTBa  MUKONAIBIIMHM  TO3HAYEHO
IHTEHCUBHOIO B3a€MOJIEI0 3 PI3HUMH PETIOHATBHUMU HIKOJAMH 1 KYJIbTYPHUMHU
ocepenkamu Ykpainu. Cepen ¢akTtopiB, IO CHPHUSIOTH AKTUBHOMY PO3BHUTKY
JOMPOBOT IIKOJAM MMUKONAIBIIMHY, BIAMITUMO 3HAYHY KUIbKICTh (PECTHBAIB,
KOHKYpCiB Ta KOHIIEPTHUX 3axoAiB ((pecTuBamb-KOHKYpC «3070Ta CTpPYHa»,
Perionanbuuii (hecTrBaib BUKOHABLIB Ha HAPOJHMX ITHCTPYMEHTax iM. ['puropis
ManutoBa Ta iH.). CHOCTEpeXEHO 3MIHU Y CIPUUHATTI JIOMPH SIK CHAIKOEMUIL
3aX1THOEBPONENUCHKOr0 0apOKOBOIO0 MY3UKYBAaHHS, LI0 Y3BUYAIOIOTh il HOBE
IHCTpyMEHTaJbHE  aMmIulya. 3a3HayeHo, 1[0 aHaJoriyHi  TpaHchopmarrii
BIIOYBAIOTHCA 1 3 HHU3KOIO IHIIMX CTPYHHO-UIMIIKOBUX I1HCTPYMEHTIB, 30KpeMa
riTaporo.

JloBesieHO, 110 TIPOBIAHOIO O3HAKOK MWUKOJIAiBChKOI JTIOMPOBOI IIIKOJIH
BUCTYIA€ MPArHeHHs J0 CTBOPEHHs 3BYKOOOpa3iB, sIKI BIACWJIAIOTH 1O TPaJMIIi
0apoKOBOTO MYy3MKYyBaHHS. BUSABIEHO NOMIHYBaHHS pEHECAHCHO-MaJpUTalbHOTO
3BYYaHHS JIOMPH, SIKE peali3yeThCsl MPU BUKOHAHHI TBOPIB 100K 6apoKo, a TaKOK
Kpi3b MPU3MY TBOPYMX EKCIUIIKALIA CTUIICTUKA MHHYJIUX €MOX Y TBOPYOCTI
Cy4aCHUX KOMIIO3UTOPiB. ABaHTapAHUI THUII IOMPOBOI'0 BUKOHABCTBa INepedyBae

Ha eTalll CBOTo BITPOBAJI’)KCHH: TAa ITIOKH HC Ha6YB KOHCTaHTHO1 q)OpMI/I, a HapOI[HI/Iﬁ



TUIl peaji3yeTbCs Ha pIBHI OPKECTPOBOrO Ta aHCaMOJIEBOIO BHUKOHABCTBA
MukoJ1aiBCbKOTO PETIiOHY.

[[Iupokuii KaHPOBO-CTUIIBOBUM CIIEKTP pENEpTyapy HI03BOJIIE B paMKax
HABYAJILHOTO TIpoIiecy chopMyBaT My3UYHUI CMaK Ta MOTJIUOWTH TaTaHT HOBOTO
MTOKOJIIHHS BUKOHABIIIB Ha JAOMpi. BaXXJIMBUM MMOKa3HUKOM 3aBEPINAIbHOT CTaiii
KpHUCTaTi3allii JoMpPOBOi KON BUCTYTIA€E TIOSIBA OPUTTHAIBHUX TBOPiB, HAITMCAHUX
IUIS TIHOTO IHCTPYMEHTY MHKOJIAiBCBKIMH KOMIIO3UTOpaMH, 30kpeMa [. OO6peBkoMm.
JloMpoBe BHKOHAaBCTBO MHWUKONAIBIIMHN TPEACTABICHO pi3HUMHU (dopMaMu
coJIbHOI, aHcambOiieBoi («Y3opu», «Bandura plus») Ta opkectpoBoi («IliBneHHa
pamncomisiy, «KanrtaOime») rpu. 3a3HaueHo, M0 BiIOyBa€ThbCsl TMOCTiHE
PO3IIMPEHHS BUKOHABCHKOTO penepTyapy IOMPHUCTIB, SKHA BKIIOYAE TaKOXK
CydacH1 1HTepmpeTalii HeakaJeMIYHUX OITyCiB, IO BIAMOBIZA€ aKTyaJbHUM
TEH/ICHIIISIM CYYacHOTO €Taly PO3BUTKY HapOJHO-IHCTPYMEHTaJIbHOTO MHCTEITBA
YkpaiHu.

Knwouosi  cnosa:  nompa,  HapOJHO-ITHCTPYMEHTalbHE  MHUCTELTBO,
MuxkonaiBcbka TOMpOBa IIKOJa, BUKOHABChKA INKOJA, aKaJeMisallis, penepryap,

becTuBab.

SUMMARY

Kolts I. P. Mykolaiv domra school in the context of professional folk
instrumental art of the South of Ukraine of 20th — 21st centuries. — Qualifying
Scientific Work on the Rights of the Manuscript.

Thesis for a Doctor of Philosophy Degree: Specialty 025 - Music art. —
National Academy of Culture and Arts Management, Ministry of Culture and
Information Policy of Ukraine, Kyiv, 2021.

Folk instrumental art is an integral part of the musical culture of modern
Ukraine. Establishment of professional education system, creation of a significant
number of musical compositions for folk instruments, advancement of festival

competitions movement aimed at popularization and promotion of folk instruments



playing techniques allow to acknowledge extreme progress achieved in this arena
in the course of the last century. This success associated with academization of
folk instrumental music is the result of significant efforts of numerous cultural and
artistic personalities, and activities of both amateurs and professionals. Musicology
research works have indeed paid a lot of attention to various aspects of folk
instrumental music, as well as to foundation and functioning of various regional
schools. However, the issue of development of regional Mykolaiv domra school in
the context of the development of professional folk instrumental music has not yet
been scientifically grounded. Research of regional Mykolaiv domra music style
will allow to clarify the issue of regional schools functioning. The important task is
to outline strategic directions and promising styles of performance in traditional
folk instrumental music of the South of Ukraine.

The research features review of scientific studies of Ukrainian scholars
dedicated to the evolution of folk instrumental music (works of M. Davydov,
T. Sidletska). It is noted that in recent years there appeared a number of studies
regarding the development of domra and other folk instruments schools, including
works by B. Mikheev, N. Kostenko and S. Kostogryz. Dominant features of domra
playing art of recent decades were identified by S. Bilousova, T. Nenasheva,
O. Oliynyk, M. Plushenko, L. Povzun, I. Formanyuk. Folk instrumental music of
the South of Ukraine was studied in works of V. Sheremet. Peculiarities of the
modern art of guitar playing in Mykolaiv region were specified in works of
V. Sologub and S. Hrynenko. The research of author’s interpretation was based on
works of O. Markova and V. Moskalenko. The issue of academization as a
phenomenon of creative process was investigated in the works of O. Bobechko and
D. Varlamov. Acmeological approach in pedagogy, presented in V. Vakulenko’s
works, allows to identify factors contributing to professional realization of domra
teachers. It is noted that, as of now, Ukrainian musical art science lacks specific
works analyzing Mykolaiv domra school.

It is emphasized that the historical development of folk instrumental

performance of the 20th century is the evolution from amateur to professional



music playing. The folk instrumental musical art exists due to systematic
interaction of several interdependent factors that affect one another. In this process,
education, toolkit and practice of performance are singled out as basic forms of
academization and professionalization of folk instrumental music. The
academization of folk instrumental performance is determined as the process
characterized by transition from purely folklore music towards universal academic
forms.

This thesis defines modern academic folk instrumental music as a form of
creative expression of folk instruments performers implemented via procurement
of a specialized methodological, repertoire and theoretical musical complex in the
relevant field.

It is noted that performing school is a system of interrelations between
participants of educational process (teacher and student), acknowledged by the
unity and heredity of artistic, aesthetic and technical expressive principles that are
manifested in specific interpretation of the repertoire. The uniqueness of
performing musical styles, including domra school, is formed in a specific
historical and cultural period, and is characterized by national and regional
features.

Professional folk instrumental music art arises as a result of interactions
between three components: academic education — performance — composition. 1t is
being proved that the emergence of a three-level educational system (elementary
music school, high music school, music conservatory) creates the foundations for
the formation of professional folk instrumental practice. Establishment of
professional folk instrumental performance becomes possible due to the
development of its various types (mainly orchestral, ensemble and solo),
accompanied by modifications of instruments. An important indicator that testifies
to the processes of academization of folk instrumental performance is the shift to
factory production of musical instruments, as well as their modification aimed at
widening of their technical and expressive capabilities. Creation of orchestral

groups of same instruments allows for achievement of timbral unity of sound.



The study identifies three major areas of modern domra performance — folk,
baroque and avant-garde. Each 1is recognized by the dominance of the
corresponding sound image, repertoire preferences and performance intentions.
Each of the domestic domra schools is focused on the appropriate type of
repertoire, which demonstrates its genesis, its basic principles that form
methodological basis of a school and its preferred artistic and expressive methods.
The subject of typology of Ukrainian domra play is the actual task of the given
thesis.

It is emphasized that changes to domra design, adding of the fourth string
and changes in tuning (by quints), in particular, contributed to the development of
technical and expressive capabilities of the instrument. Solo and ensemble domra
performance represents the revitalization of the Renaissance madrigal aesthetic
tradition and, at the same time, meets the strive for miniaturization and intimacy,
typical for some areas of academic art in 21 century. Vast possibilities for
interpretation are provided due to the «classical» methods of domra play: tremolo,
glissando, pizzicato, arpeggiato, vibrato, flageolets, as well as advanced techniques
arising out of modern composers’ experimenting (playing on a stand, noise
techniques).

20 century witnessed professionalization of domra play with domra schools
opening in major cities of Ukraine — Kharkiv, Kyiv, Odesa and Donetsk.
Interregional cultural and artistic professional experience exchange ties were
explored in spheres of educational models of teaching, theoretical and
methodological advancements, administrative and pedagogical staff.

The thesis examines formation peculiarities of Mykolaiv domra play school,
which is being formed on the basis of unity and heredity of artistic and aesthetic
traditions and technical and expressive means displayed in the specifics of
performers and author interpretation. Process of academization of domra play style
in Mykolaiv region developed in three stages characterized by shifting from
amateur to professional music making. The first two stages are implicit, with only

the last, third, one (from the 1980s to the 2020s) demonstrating the reach of



explicit level of domra play. A significant feature of this process has been its close
connection with the general folk musical instrumental practice, being traditionally
and still remaining the dominant form of music performance in the cultural and
musical space of Mykolaiv.

It was found out that Mykolaiv domra school has been formed during the
historical process of formation and development of performing and educational
traditions due to functioning of the following educational institutions: Mykolaiv
Higher Arts and Culture School, Mykolaiv Music School and Separate Division of
Mykolaiv Branch of Kyiv National University of Arts and Culture. O. Palaganyuk,
Ye. Yenin and H. Shibalov can be considered the founders of Mykolaiv domra
school. It is noted that the explicit form of school development started in the
1980s, and is nowadays represented by the names of such domrists as
T. Dmytrenko, L. Kirsanova, T. Chernyavska, N. Yarosh, N. Zhelo-Danilchenko,
H. Hryshchenko, A. Semikozov and I. Kolts.

The development of Mykolaiv regional school of domra play is marked by
fruitful cooperation with various regional schools and cultural centers of Ukraine.
Among the factors which contribute to the dynamic development of domra play
school in Mykolaiv region is the great number of festivals, competitions and
concert events (festival contest «Golden String», Hrygory Manilov regional
festival of folk instruments performers, etc.). Changes are noticed in the perception
of domra as the inheritor to Western European baroque music, which make
standard its new instrumental role. It is noted that similar transformations occur
with a number of other stringed instruments, including the guitar.

It is proved that the main feature of Mykolaiv domra school is the tendency
to create sound images referring to the traditions of Baroque music. The
domination of the Renaissance madrigal sound of domra is noted during
performance of the Baroque era music, as well as through creative explications of
the past eras’ styles in works of modern composers. The avant-garde style of

domra performance is currently at its implementation stage and has not yet



acquired its stable form, while its folk form is implemented at orchestral and
ensemble performance level.

A wide repertoire range of genres and styles allows to form musical taste
and deepen the talents of new generation of domrists. An important indicator of the
final stage of domra school development is the emerging of original works written
for this instrument by Mykolaiv composers, 1. Obrevko in particular. Domra play
in Mykolaiv region is represented by various forms of solo, ensemble («Uzory»,
«Bandura plus») and orchestral («Southern Rhapsody», «Cantabiley)
performances. Constant increase of domrists’ performing repertoire 1is
acknowledged, with introduction of modern interpretations of non-academic
opuses in-trend with the current tendencies of today’s stage of development of folk
instrumental music in Ukraine.

Key words: domra, folk instrumental art, Mykolaiv domra school, author

performance school, academization, repertoire, festival.
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