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UKRAINIAN HISTORIOGRAPHY OF MUSEUM SOCIOLOGY

Objective. Historiographical study is devoted to application of methods of sociology in museum activity. The published
works on museum studies, museology and history of culture lack integrity of researches on museum sociology, while fundamental
papers dedicated to its complex study are absent in Ukraine at all. Here we analyze the existing historiographic base of this
scientific problem. The research methodology lies in the application of systematic, historically logical and chronological methods.
The mentioned methodological approach allows to carry out a historiographic analysis of the available in Ukraine literature and
sources of sociological dimension of the museological paradigm. Scientific novelty lies in bringing up of the topic and processing
thereof, at that the topics have to be of such a kind that has never been comprehensively investigated in historiography. In result
for the first time there was comprehensively investigated the process of sociology methods application in museum practice and we
obtained new and integral knowledge about the main streams of this process development. The fact-based material of
the research was the biggest ever in terms of chronology, and the method of investigation applied was cross-disciplinary.
Conclusions. Comprehension of the complex of documentary securing of the museum sociology allows for the
conclusion that gradual development of the sociology use in museum affairs is absent. However, practical sociology methods are
used by leading museum institutions operating individually and not being elements that impact the overall system. Elaboration of
the theoretical aspects will comprise a basis for development of museums’ sociology.

Keywords: museum, sociology, museum studies, museum affairs.

Kapnoe Bikmop Bacunboguy, 00Kmop icmopu4HUX Hayk, 3aeidysauy giddiny acnipaHmypu ma dokmopaHmypu
HauioHanbHoi akademii kepieHUX Kadpie Kyrnbmypu i mucmeums

YKpaiHcbKa icTopiorpadis couionorii my3seto

MeTta po6oTu. IcTopiorpadiuHe [OCNiMKEHHS NPUCBAYEHE aKTyarbHil Npobnemi 3acTocyBaHHsl METOLIB COLio-
norii y pisnbHocTi My3eiB. B onyGnikoBaHMx npausx i3 My3eesHaBCTBa, My3€eosorii, icTopii KynbTypu crnocTepiraetbcst
dparMeHTapHiCTb AoCrnifpKeHb i3 couionorii My3eto, a yHAamMeHTanbHi npaui 3 KOMMMEKCHOro ii BUBYEHHS B YKpaiHi
BiACyTHi. MNMogaeTbcs aHani3 icHyto4oi icTopiorpadiyHoi 6a3m HaykoBoi Nnpobnemu. MeTogonoria gocnimkeHHs nonsrae B
3aCTOCYBaHHi CUCTEMHOrO, iCTOPUKO-NOMYHOro Ta NpoGneMHO-XPOHOMOMNYHOrO MeToAiB. 3a3Ha4YeHUn MEeTOAONOriYHUIA
niaxia aae amory NnpoBecTu ictopiorpadiyHnin aHani3 iCHyto4oro B YKpaiHi KOMMnekcy nitepatypu Ta SKepen couionoriv-
HOro BUMipy My3ee3HaB4yoi napagurmu. HaykoBa HOBU3Ha nonsirae y NOCTaHOBL Ta po3pobuji akTyanbHOi TeMu, fka He
ofepxana BcebivHoro 1 06’eKTMBHOIO BMCBITNEHHS B icTopiorpadii. Bneplue Ha BenMKoMy icTOpMYHOMY Ta dhakTosoriy-
HOMY MaTepiani Ta Ha OCHOBI MPKAMCLMMNIHAPHOrO niaxody KOMMMEKCHO AOCMigKEeHO Mpouec BUMKOPUCTAHHS METOo.iB
couionorii y My3eWHii NnpakTuLi, OAepXXaHO HOBE i LjiniCHe 3HaHHA NPO OCHOBHI HaNPsiMM PO3BUTKY LbOro npouecy. Bu-
CHOBKMW. OCMUCINEHHSI KOMMIEKCY OOKYMEHTarnbHOro 3abesne4eHHs1 coLionorii My3eto Jae MOXIUBICTb 3pO0OMTU BUCHO-
BOK MPO BiACYTHICTb NOCMIAOBHOrO PO3BUTKY MPOLECY BUKOPUCTAHHA coLjonorii y MyseWHiv cnpasi. MNpoTe Ha npakTuui
CMocTepiraeTbCsl BUKOPUCTaAHHSI METOAIB COLONOrii NPOBIAHUMWN MYy3EAHUMW iIHCTUTYLIAIMK, siKi (DYHKLIIOHYIOTb OCIGHO Ta
He € CUCTEMOYTBOPIOKUYNMU enemeHTamu. OnpaLtoBaHHsi TEOPETUYHMUX OCHOB CTaHe 6a3ncoM Anst CTAHOBIIEHHS Ta PO3-
BUTKY coLionorii My3eto.

Knroyosi criosa: My3en, couionorisi, My3ee3HaBCcTBO, My3eliHa crnpaBa.

Kapnoe Bukmop Bacunbesu4, OOKMOp UCMOPUYECKUX Hayk, 3asedyrouwuli omdesiomM acrnupaHmypbl U
0okmopaHmypbl HayuoHansHoU akademMuu pykogodsawux Kadpos Kynbmyphkl U UCKyccme

YKpaunHckasa uctopmorpacumsa coumonormm myses

Llenb paboTbl. VcToprorpadudeckoe uccrnenoBaHe NOCBSALLEHO akTyarbHOW npobneme npuMeHeHns MeTo-
[oB couuonornn B OeATenibHOCTU MYy3€eeB. B OI'Iy6]'IVIKOBaHHbIX paGOTax no mMmyseeBeneHuto, Myseosiorun, nctopmmn
KynbTypbl Habnogaerca parMeHTapHOCTb MCCNEAOBaHUA MO COLMONOrMn Myses, a yHaaMeHTanbHble paboTbl no
KOMMIIEKCHOMY ee MU3y4yeHusi B YKkpauHe OTCyTCTBYHOT. [laeTca aHanu3 cyLllecTByHLLeRn ncropmorpaduyeckon 6asbl Ha-
y‘-IHOI7I ﬂp06ﬂeMbI. MeTO,D,OnOFVIFI nccnegoBaHua 3aknkovaeTcda B NpuMeHeHUn CUCTEeMHOro, UCTOPUKO-ITorm4eckoro u
NpobnemMHO-XpOHOMOrMYECKOr0 METOA0B. YKa3aHHbI METOAO0MNOrMYecknii Noaxo No3BOsieT NPOBECTU UCTopuorpadm-
yeckun aHanua nverLlierocqa B YKpaI/IHe KoMnniekca nurtepatypbl U ICTOYHMKOB COLMOSIOrM4EeCKOro usMepeHna mysee-
Bea4YeCcKkoro napaaurmMol. Haquaﬂ HOBU3HaA 3aKn4yaeTcd B NOCTaHOBKE U paspa60TKe aKTyaJ'IbHOIZ TeMbl, KOTOpasa He
nony4umna BCECTOPOHHEro M 06 BEKTUBHOIO OCBELLEHNS B uctoprorpadum. Bnepsble Ha 60nbLLOM UCTOPUYECKOM U chak-
TOMNOrMYECKOM MaTtepuarne u Ha OCHOBE MEXOMCLMMITMHAPHOIO NoAxoda KOMMSIEKCHO MCCreqoBaH NpoLEecc UCMorb3o-
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BaHNA MeToA0B couunosiormm B My3e|7|H0|7| npakTuke, nojly4eHo HoBoe U Lief10oCTHOE 3HaHune 06 OCHOBHbIX HanpaBieHnAax
pa3BnUTNA 3TOro npotecca. BbIBO}J.bI. OcmMmbicneHne Komnnekca AOKyMeHTarnbHOro 06ecnequ|/|ﬂ couunonornn mysesd
NMo3BOJIAET cAefnaTb BbIBOA 06 OTCYTCTBWW nocnenoBaTesibHOro pa3Bmntnda npouecca 1Ucnosyib3aoBaHna counosiormn B Mmy-
3eiHom gene. OgHako Ha npakTuke HabnogaeTcs UCNonb3oBaHNe METOLOB COLMONOrMMN BeayLLMMU My3eNHbIMU yype-
XOEHVSAMM, KOTOPble (DYHKLMOHMPYIOT U30NUPOBAHHO M He ABNSAITCA cMcTemoobpasylowmmm anemeHTamu. PaspaboTtka
TEOpPEeTMYECKNX OCHOB CTaHeT 6a3ncoM AN CTaHOBMEHUSI U Pa3BUTKS COLIMOSIOTMN My3es.

Knroyessie criosa: Mmy3en, coUMonorusi, MyseeseeHne, MysenHoe aeno.

Let us define historiography of museum sociology as a combination of researches and scientific
literature dedicated to a certain period, problem, event, tendencies etc. It is advisable to consider the overall
scientific literature and sources used in sociology as an integral part of museum sociology historiography.
This allows for understanding of key definitions, phenomena, instruments for sociological researches,
procedures for processing of the cumulated material in museums etc.

Currently it is impossible to describe Ukrainian historiography of the problem of museum studies
sociology neither from top down, nor as a dispute of separate scientific schools or museum institutions.
Therefore, we do not define here any period or any event in scientific life that can be marked as a milestone.
At the same time, we observe processes of accumulation of scientific results focused on museum audience
study, as well as museum personnel reserve, the role of museums in society and eventually subbranch of
museum sociology as a separate domain of scientific knowledge.

The first wave of sociological research of museum audience can be attributed to the first quarter of
the 20th century. In 1920s F.I. Shmit, museologist and member of the All-Ukraine Academy of Sciences
suggested a typology for museums that corresponds to the interests of visitors. He studied history of
museum affairs and so-called “sociological study of art”. It is fair to name the scientific heritage of F.l. Shmit
who lived and worked in Kharkiv for quite a long time, to be one of the basics of Ukrainian museum
sociology. However, in Ukraine, researches of F.I. Shmit have never been republished and his findings are
insufficiently studied [1].

Explosion of sociological research of museum activity in the 20th century falls at the 70-80s years.
The period of 1990s is characterized by a systematic crisis and conversion of museums to one the most
underestimated ranks in Ukraine. For the 2000s, there was noticed revitalization of museum activity and
growth of the number of academic publications. For example, as early as in 1994 Cornelia Bruninghaus-
Knubel mentioned that an ideal museum employee is to be simultaneously a teacher, sociologist and
marketing expert in order to develop programs that will correspond the peculiarities and demands of different
social strata and separate groups [2].

However, in immediate context, the museum sociology problematic in Europe never was declared,
yet there it is [3]. The first European conference on researches and estimation of museum audience took
room no sooner than in February of 2014 in Berlin [4]. In January of 2015 in Ukraine, the National Academy
of Managerial Staff of Culture and Arts held a Research and Practice Seminar “Sociology of Museum
Affairs”, that became a platform for dialogue between higher education institutions and museums. Based on
the proceedings of the seminar there was issued a joint monograph “Museum Sociology: Presentation on the
Background of the Space and Time” [5].

While analyzing foreign historiography on the problem, we would like to note our local professionals
consider as the most competent translations into Ukrainian of the papers by Austrian honorary professor of
museology of Graz University Friedrich Waidacher and by marketing experts from the USA the Kotlers.

F. Waidacher showed the Ukrainian museologists the foreign approaches to interpreting of museum
phenomenon, emphasizing the social mission of museums. Having shown how to attract an audience, how
to apply multidisciplinary approaches and modern communications methods. As for the field of study of
museum sociology — Mr. Waidacher points out the characteristics of people being the most likely visitors. He
characterizes the main categories of visitors described by his colleagues in the second half of the 20th
century and presents the experience of the conducted researches (reasons for the visits, motivational
attributes, time spent for viewing of an exhibit item, statistics of visiting etc.). As for investigating of the
audience, Mr.Waidacher suggests methods and formats of data collecting, thematic polls, planning,
conducting and evaluation of the obtained empirical evidence [6].

The paper Philip Kotler and members of his family provide understanding that museum sociology
starts from “marketing” and, in particular, discovered by Kotlers “museum marketing”. [7] Defining museum
as one of special segments of the entertainment market, market experts provide best practice advice related
to distinguishing of target groups of visitors (targeting), identification of new segments of “museum product”
consumers and search for priority groups that impact the museums’ incomes. Characterizing the “consumer
expectations” of their would-be visitors and identifying museums as a system that has to be commercially
viable and independent, the Kotlers have found out that it is necessary to study the audience and to analyze
the museum’s staff.

It is also possible to look for information on museum sociology in the professional literature of
museum studies in other languages. The review of the foreign historiography is available in publications of
PhD G.B. Rudyk that include the analysis of works by Henry Hugh Higgins, Benjamin Ilves Gilman, Stephen
Edward Robinson, John Fock, Marilyn (Molly) Good, Linda Kelly, Nathan Richie [8], historian O.Yu. Gaidai
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who analyses works by Jan Assmann and Janmaat Jan Germen) [9], Candidate of History R.V. Mankivska
who analyses Zbynek Stransky’s researches) etc. [10].

We would like also to draw special attention to the experience of the Educational Department of the
British Museum in London presented by K.Mazda for over a hundred of Ukrainian museum experts at the
National Art Museum of Ukraine in February 2013. He highlighted the main inducements for visiting the British
museums (social, intellectual, emotional and spiritual), the willingness of people to learn more in exchange of
the money paid for entrance tickets, to get the basic information about the displays and exhibitions etc. It is
interesting to mention that speaking about dividing of the audience into the usual in Ukrainian tradition
categories (children, adults etc.) this English professional used a rare for us notion “segmenting”.

Among the Russian historiography, our researches value generalization of museologist M.Yu.
Yukhnevich, who gave historical observation of the practice of sociological researches in the Russian Empire
at the beginning of the 20th century, states the limitation of the directions of research of museum audience in
Soviet times and reports the level of researches in Russia upon the breakup of the USSR [11].

It is worth mentioning that museologists (sociologists) of the Soviet period used in their papers
definitions that became obsolete due to the changes of the social structure of the post-Soviet society. For
example: “highly qualified consumers of culture” (that stood for exclusively higher education professionals),
“workers of towns and villages”, “working class”, “visitors from socialist countries” (categories of visitors),
“‘museum awareness campaign” etc. [12]. The definitions that were used in those times and are used now:
“culture consumer”, “cultural values consumer”, at that the “sociological research” and the “sociological
experiment” were used in ideological context [13].

As for the contemporary definitions used in museum sociology M.Yu. Yukhnevich analyses the
evolving of a term “visitor's sociodemographic portrait” and discusses the difference between such terms as
“a visitor, “a looker”, “a client”, “a learner”, “an audience” of a museum.

Some notions of museum studies, key ones for museum sociology, were interpreted by theorist of
museum affairs and historian V.Yu. Dukelskui. He distinguishes a “visitor’ and the “museum audience” [14].
Yet still it should be emphasized, that the professional terms are diffused in different reference works of
museum studies. He gives the meaning of the most frequent definitions: museum audience, museum
communication, museum sociology, social-psychological researches etc.

Lviv professionals of standardization of scientific and technical terminology undertook more focused
effort and issued a separate magazine “SlovoSvit” dedicated to museum studies and terminological issues,
as well as the professionals of the National War-Historical Museum of Ukraine issued a dictionary of basic
terms for museum studies [15]. These editions included more versatile terminology for museum sociology:
visitor's questionnaire, polling, museum audience, expositional communication, attention diversion, feed
back, museum psychology, sociodemographic characteristics of the visitors, museological education,
museum sociology etc. However, as the professional analysis by I.M. Fetsko shows Ukrainian terminology
for museum affairs is still in its stage of developing. There is an interest of linguists and professional of
museum affairs in building up of new complex terms with “museum” as an element that will be used in
modern Ukrainian literary language [16].

The same is true for Ukrainian realia. Now it is wide practice for researchers to clarify the definitions
in preamble or to give reference to other papers. For example, Ye.l. Kovalchuk Candidate of History from the
Volhynian Museum of Local Lore, History and Economy explained the differences of such important terms as
sociological research, questionnaire survey, interview, visual observation of overlook of the exhibit,
questioning of locals and expert poll [17].

Among the last papers one should mention the wide explanation of definitions “Sociology Museum
Affairs” (as well as its subject and object), “Sociological Concept of Museum Affairs” and “social dialogue in
museum affairs” accomplished by Doctor of Historical Sciences V.V. Karpov [3]. Here we would like to
emphasize that this researcher published one of the biggest historiographic papers on museum sociology
and analyzed the study materials on museum studies. The conclusion is that in student’s books “museum
sociology” in both theoretical and in applied meaning is almost absent [18].

Continuing looking for the papers that bring up the concern of museum sociology terminology, we
would like to add that Russian-language multi-authored monograph with under the general editorship of
M.Ye. Kaulen, Candidate of History being a textbook for occupational retraining [19], includes such
definitions as “project” and “unprecedented” visitor. Generally the edition of the Academy of Occupational
Retraining of Staff of Art, Culture and Tourism of the Russian Institute of Culturology for the first time ever on
the territory of the former USSR gave full description of planning and implementing of the sociological
research namely in museum.

To the papers of Russian colleagues where within the museum studies one can segment the
problems of sociology, it is possible to attribute the papers of Ye.O.Shulepova, Doctor of Culturology. In her
textbook “The Basics of Museum Studies" [20] she defines that for each separate case museum is looked at
a certain angle of view which is to be described using different notions and instruments. The researcher sees
the sources of the contemporary museum communication in papers of Canadian philosopher Marshall
McLuhan and museologist Duncan Cameron. They defined that the condition for a visitor to start
communication with the “real things” is that the audience is able to understand the language of the things,
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while the exposition is called to build the non-verbal atmosphere of “utterances”. Whereas the understanding
of the audience can be the object and the subject of museum sociology.

The publication of G.L. Golubenko, the Head of the Educational Department of the memorial complex
“National Museum of History of the Great Patriotic War in 1941 — 1945” in 1999 can be considered as one the first
studies, where analysis of the visits statistics and of the various elements of the museum communication created
the framework for planning of sociological surveys and their carrying out [21]. The author describes the step aside
from the tendency of the dominating excursions (organized visiting) much attributed to the Soviet times and uses
a modern term “individuals”. With this term the guests who tour the museum without a museum guide were
distinguished, therefore the “individual visitors” need a special system of information about the museum.

Yet another museum that learns its visitors very carefully is the National Museum of Arts named after
Bohdan and Varvara Khanenko. The above-mentioned scientist G.B. Rudyk in 2013 prepared a number of
publications that sum up the complex project of opinion survey that included opinions of the current and
potential visitors of the museum “This Bleary Object of Desire” [8]. Analyzing the methodological basis of the
nowadays insight about a visitor in Great Britain, the USA and Australia, the author draws a conclusion that it
is important to study the audience not only from the view of external aspect (i.e. learning of the immediate
demand and a new concept), but also the internal aspect is to be taken into consideration. The information
received becomes a learning material for museum workers that allows for sensing of their work.

G.B. Rudyk’s research results perhaps for the first time pointed out that there exists a possibility of
changeover from approach to a visitor as to “anonymous” to the recognizable one. The final report of polling
presented a bright picture about an average would-be and real museum visitor of fine arts specialty, in
particular: the age-related and gender-related disbalance of the structure of the audience; prevalence of
university-educated intellectuals; streaks and motivations for independent visiting; visiting on different days
of week; efficiency of marketing techniques for the audience involvement etc. Equally interesting is the
discussion proposed by G.B. Rudyk concerning foreign museum studies’ definitions — “museum folk” or
“people of museum type” [8].

Concerning definitions and terms of museum sociology it is fair to say: the National Museum of Arts
named after Bohdan and Varvara Khanenko was one of the earliest users thereof, while in the professional
historiography it was proclaimed that it is possible to apply exit-polls as one of the types of work with audience.
Please note that exit-polls had been an instrument of the world sociological practice applied to electorate. Thus, it
is possible to say that there are trends of adaptation of definitions from adjusted spheres of knowledge.

It should be noted that sociological practice of the National Museum of Arts named after Bohdan and
Varvara Khanenko in 2013— 2014, as well as activity in this direction of the staff of the Dniprovsky (old hame —
Dnipropetrovsk) National Historical Museum named after D.I. Yavornitsky became quoted in historiography within
the analysis of accumulated experience and history of museum studies in Ukraine. In particular, a researcher of
the problems of Ukrainian museum R.V. Mankivska defined that the conclusions made within the project “This
Bleary Object of Desire” support European tendencies of development for Ukrainian museums, while the activity
of the Dniprovsky National Historical Museum named after D.l. Yavornitsky in the direction of museum
communication, especially in the forms of work with children’s audience is systematic [22].

Dniprovsky National Historical Museum named after D.l. Yavornitsky implements its sociological
practice under supervision of one of the leading professionals of museum affairs N.I. Kapustina since the mid
1990s and among the firsts the project “Museum and Children” started [23]. Analysis of the accumulated
material helped to define the place of children, teenagers and the youth in the overall structure of the
museum audience, to find the forms how to work with the new generation and to learn the point of view of
the museum staff of Dnipropetrovska oblast concerning the current stage and the development prospects for
the children’s direction of museum activity.

On the whole, the publications of the scientists of Dniprovsky National Historical Museum named
after D.l. Yavornitsky provide for the possibility to trace the evolution of this social institution in the direction
of its functions implementing in the society of city of Dnipro and the Dnirpopetrovsk oblast [24].

It is impossible to overlook the research work of postgraduate student of the Institute of History of Ukraine
of the National Academy of Sciences of Ukraine O.Yu. Gaidai [9]. She analyzed the polling of historian students in
2013 aimed to estimate the attitude of the generation born after 1991. As a result of this research the knowledge
of sociology of museum studies can be extended with the conclusions about a would-be museums’ audience, its
“cultural requirements”, its knowledge of history formed under the impact of school program and state policy in the
sphere of culture, and last but not the least — the potential labour pool in the branch.

One more essential research was undertaken in 2013 — 2014 by the non-governmental organization
“Ukrainian Centre of Museum Affairs Development” under the title “Study of Museum Audience Call for Skills
Upgrading” [25]. The actual material of polling as a source and given by V.Poro and S.Riabchuk analysis
provided for a considerable amount of information. There were published insight into the level of staff in 55
museum institutions in almost all regions of Ukraine, namely: age, education, the length of service,
incumbency thinking, additional load, further training and understanding of modern trends (volunteer
services, marketing, fund rising and application of the advanced technologies). As the poll showed due to the
difficult conditions and some acquired ways of conducting the utmost important questions — how to involve
visitors, how to analyze the existing and the prospective audience of the museum, learning of the audience
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demands — can be on the second place in the individual priorities of a museum worker, even more: some
functions are recognized by the workers as additional load.

As for the opinion polls defining the place of the museum as a phenomenon in the values of a society
we can actually name two in the modern history of Ukraine — in particular: “Museums of Ukraine” held in
towns of Ukraine by the Institute of Gorshenin in May 2010 and the regional one with the title “Museum and
the Society” held by the Volyn National University named after Lesia Ukraiinka in winter 2011.

Analysis of Ukrainian historiography shows that there were accumulated a significant number of various
scientific and popular publications on the mentioned topic in Ukraine. Study of its own audience carried out by a
museum institution can be surely recognized as a precondition for efficient activity of a modern museum and
understanding and updating of the museum’s attitude towards its visitors. It is this very category, that the lion’s
share of historiography on the problem is related to. This is because studying of the visitors is thought as an
element of modern museum communication and dialogue between the museum and its audience.

Whence, historiography indicate existence of a considerable number of scientific findings prepared by
Ukrainian scientists and professionals of museum sphere that explored the specific character of cooperation of
museums and sociology. Practically Ukrainian museums, sociological companies and academic institutions carry
out solid sociological researches in the sphere of museum activity and the results obtained have been introduced
into scientific use. It is acceptable to identify sociology of a museum as interdisciplinary scientific knowledge being
the basic for overall museum process and that connects the museum and the society.
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PEMNPE3EHTALIA MOCT®OJIbKNOPY B IHTEPHET-NMPOCTOPI:
00 TUMONOTI XXAHPIB

MeTolo po60TH € JOCHiDKEHHS XaHPiB NOCT(ONBKNOPY, PENnpe3eHTOBaHMX KOMYHIKaTUBHUMW MpakTMkamu B
mMepexi iHTepHeT. MeTogonoria aocnimKeHHs nonarae B 3aCTOCYBaHHI aHaNiTUMHOIO, KynbTYpPOSOriYHOro Ta cemaH-
TMYHOrO METOAIB ANA OOCHIKEHHS KAaHPOBOro Pi3HOMAHITTS! NOCTAOMLKIOPY, ONOCEPEAKOBAHOIO MEPEXEID IHTEPHET.
HaykoBa HoBu3Ha po6oTK nonsirae B Knacudikauii >xaHpiB NOCTgONbKIopy, NpeacTaBeHoro B iHTEPHET-NPOCTOpI, Ha
OCHOBI BUSIBITEHHSI CEMIOTUYHMX OCOBNMBOCTEN 3HAKOBMX CUCTEM TeKcTiB. BUCHOBKU. B pesynbTati gocnimpkeHHs BCTa-
HOBIEHO, O OCHOBHUMMW XapaKTepuUCTUKaMW XaHpiB MOCTEONbLKOPY, ONocepenKOBaHUX iHTEPHET-KOMYHIKaTUBHUMU
npakTUKaMu, € HeniHiNHICTb, rinepTeKkCcTyanbHICTb Ta MYSIbTUKOMMOHEHTHICTb. OKpiM BepbanbHuX >xaHpiB, BiAOMUX Y
TpaauuiiHomy donbKropi, 0co6rMBOro po3BuUTKY Habynu iHLWi aHpW, 3 NepeBaato BidyarbHOK CKNadoBo, SKi YTBO-
PIOKOTb CEMIOTUYHO YCKMaAHEHi Kpeori3oBaHi TeKCTU. TBOPU NOCTAONbLKIOPY, ki (POPMYOTLCA BHACMIOOK KOMYHIKaTUB-
HWX MPOLIECIB CMiNMKyBaHHA Ta O0OMiHY iHOpMaLield, MaloTb NEPEBaXKHO PO3BaXKarnbHO-IrpoBY CMPSIMOBAHICTL (MeMM,
aemoTtusatopu, hoToxabu, KapukaTypu, KOMIKCK, rih-apT) Ta BigobpaxaloTb akTyarnbHi Nogii i ABuULLa CycrninbHOro XuT-
TS, WO NPeAcTaBnsAloTb IHTEPEC i 3auikaBneHiCTb AN KOPUCTYBayiB Mepexi.

Kntoyosi crioga: nocTonbKOop, XaHpu NoCTAONBKIIOPY, KPEoni3oBaHUA TEKCT, MeMU, AemMoTuBaTopu, hoTo-
%abw, kapykaTypK, KOMiKeu, ricb-apT.

HeHucrok XanHa 3axapoeHa, kaHOuGam Kyrnbmyposio2uu, HadaslbHUK omdesia Hay4YHou U pedakyUOHHO-
usl@amernbckol OesimernibHocmu HayuoHanbHoU akadeMuu pyKkogoosuux kadpos Kyibmypbl U UCKyccme

PenpeseHTaumsa noctgonbKnopa B UHTEPHET-NPOCTPaHCTBE: K TMNONOrnm XXaHpoB

Llenbto paboThl SBNSETCA UCCnenoBaHme XaHpoB NocTdornbKiopa, NPEeACcTaBNEHHbIX KOMMYHUKATUBHBIMW NPaKTUKka-
MW B CETU UHTEPHET. MeTop,onorvm unccnegoBaHus 3aKrno4vaeTcda B NpUMEHEHUN aHannTuU4eckoro, KynbTyposriorm4eckoro n
CEMaHTU4ECKOTO METOAOB A1 UCCIENOBaHUS XaHPOBOro MHOroobpasus NocTdosbKIIopa, OnocpenoBaHHOMO CETbH UHTEPHET.
Hay4yHas HoBM3Ha paboTbl 3aknoyaeTcs B Knaccudukalmm xaHpoB nocTdonbkiopa, NpeacTaBleHHOro B UHTEPHET-
NPOCTpaHCTBE, HA OCHOBE BbliABIIEHNA CEMUOTUYECKUNX 0COBGEHHOCTEN 3HAKOBbIX CUCTEM TEKCTOB. BbIBO}J.bI. B pesyrb-
TaTte nccnegoBaHUaA yCTaHOBIIEHO, YTO OCHOBHbIMU XapaKTepUCTUKaMK XaHpPOoB FIOCTdDOﬂbKOpa, onocpenoBaHHbIX UH-
TepPHET-KOMMYHUKaTUBHbIMW NPaKTUKaMU, ABNAETCA HeJ'II/IHeIZHOCTb, r’mnepTekCcTyaribHOCTb U MYJNIbTUKOMMNOHEHTHOCTb.
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Kpome BepbanbHbIX XaHpoB, U3BECTHBIX B TPaaMLUMOHHOM donbkrope, ocoboe pa3sutue npnobpenu apyrue xaHpbl, C
NPeBOCXOAsILLEN BU3yaribHOW COCTaBISlOLLEN, KOTOpble 00pasyldT CEeMUOTUYECKOW YCIOKHEHHbIE KPeonv3oBaHHbIe
TekcTbl. MpounseeneHust noctdorbkopa, KoTopble hOPMUPYIOTCSt B pe3yrbTaTe KOMMYHUKATUBHbLIX MPOLIECCOB OOLLEHMS U
obmeHa vHdOpMaUMen, UMEKT NPEMMYLLECTBEHHO pas3BiekaTeNbHO-UIPOBYI0 HanpaBneHHOCTb (MeMbl, AeMOTUBATOpbI,
doToKabbl, KapukaTypbl, KOMUKCbI, TMd-apT) M OTpaxalT akTyarnbHble COObITUSI U SBNEHUS OOLLECTBEHHOW XKMU3HMW,
KOTOpble NPeACTaBnsAT MHTEPEC M 3aUHTEPECOBAHHOCTL A5 MONb30BaTENeNn CeTu.

Krroyesbie crosa: NocTdonbKONop, XaHpbl NOCT(ONbLKIOPa, KPeoNM30BaHHbIA TEKCT, MEMbI, AEMOTUBATOPbI,
doToxabbl, KapukaTypbl, KOMUKCbI, rMc-apT.

Denysyuk Zhanna, PhD in Cultural Studies, Head of research and publishing activity of National Academy of
Managerial Staff of Culture and Arts

The representation of post-folklore in the internet space: the typology of genres

Purpose of Article. The goal of the article is to study the genres of post-folklore, presented communicative
practices on the Internet. Methodology. The methodology of the study is to apply analytical, cultural and semantic methods
in the researching of genre variety of the postfolklor, mediated network online. Scientific novelty. Scientific novelty of the
work means the classification of the post-folklore genres, represented in the Internet space, basing on the characteristics of
the semiotic systems of the texts. Conclusions. It is found out that the basic characteristics of genres of the post-folklore,
mediated Internet communication practices, are the non-linearity, hyper-textuality and multicomponent. In addition to verbal
genres, known in traditional folklore, the other genres have particularly achieved the development of with superior visual
components, which form the complicated creolized semiotic texts. The post-folklore works, which are formed by the com-
municative process and information sharing, have a predominantly entertainment and play direction (memes, demotivates,
photo-gags, cartoons, comics, hyphae art) and reflect the current events and social phenomena, concerned network users.

Keywords: post-folklore, genres of post-folklore, creolized text, memes, demotivates, photo-gags, cartoons,
comics, art hyphae.

AKTyanbHiCTb TemMu pocnigxeHHs. CyyacHe MOBcAKAeHHA Aeparni GinbLlUo MIpOK NO3HaYaeTbCA
BMMBOM Mefia-pearnbHOCTi, sika 3arnoBHIOE CODO0 AK poboYMiA, Tak i BiflbHUI Yac NOOMHKU, 3a4arun HOBI
TUMNW COLLIOKYNbTYPHOI B3aEMOAIT, KOMYHiKaLil, BU3Ha4yatouM LiHHICHI OpiEeHTUpK Ta BNogobaHHs, BNMBaym
Ha CBIAOMICTb. YTiM, NpoLieC Lier € ABOCTOPOHHIM, OCKINIbKM KapTUHa Mefia-pearnbHOCTi TakoX YeprnaeTbes 3
KUTTS | HABKOMULWLHBLOI OiNCHOCTI.

Y cBOeEMy TOTanbHOMY MOLUMPEHHI i HAabyTTi NONYNAPHOCTI Cy4acHi KOMYHIKaTUBHI NpaKTuKW, onocepen-
KOBaHi MepeXeto iHTepHeT, HanbinbLue cnpuYMHUNUCS 40 OPMYBaHHSA OKPEMOI IHTEPHET-KYNbTYpU, @ 0COBNMBO
00 YTBOPEHHS Ti HOBUX hOpM, LLIO CKNaaalTb CErMEHT NOCTCONBKIOPY i € pe3ynbTaToM SK iHAMBIAYanbHOI, TaK i
KOSEKTUBHOI TBOPYOCTi. TEXHOMOMYHUM NiArPYHTAM ANS MOXIMBOCTI Takoi TBOPYOCTI CTano 3anpoBaKeHHS iH-
dopmaLiHux TexHororin Bed 2.0, Wo AaTe MOXIMBICTb KOPUCTYBaYeBi B iIHTEPHET-MEpEXi CTBOPIOBATH i Mo-
LUMpIOBAaTK BNAacHU KOHTEHT. Lle aBuLLe o3HameHyBano coboto HoBY 400y B PO3BUTKY iIHTEPHET-MEpEeXi 3ararnom,
a TakoX B PO3BUTKY MPUHLMMIB KOMYHIKaLii: NosABy couianbHUX Mepex, 6norie, ski JaBanu MOXMIMBICTb ANst BU-
CIMOBIEHHS BiacHOI yMKM, KpeaTuBy Ta X MOLUMPEHHS cepeq, 3HaoMOro i He3HaMoMOoro 3arany.

3aBOsiku TEXHIYHMM 3acobamM MUTTEBOTO MOLLUMPEHHS TEKCTIB | TBOPIB NOCTAONBKIOPY OCTaHHIN Mae
3[aTHICTb OXOMNMOBaTH LLUMPOKY ayauTopito, "obpocTatodn” npy LbOMY BEMMKOI KifbKICTIO BapiaHTiB Ta BUOO-
3MiH. OTXe, enekTpoHHa opMa nobyTyBaHHS 3aMiHIOE YCHY Tpaguuito, Lo BiApi3HAE CyYacHi NOoCT(OnNbK-
nopHi dopmn TBOpYOCTI Big TpaguuinHoro donbknopy. BigTak po3maiTTa i pisHOMaHITTa Cy4yacHUX MnocT-
HONBKNOPHUX TBOPIB, SKi LLOAEHHO LMPKYIIOITL B iHTEPHET-MEepeXi, NOCTINHO OHOBOKYUCH BigNOBIAHO A0
aKLEHTOBaHMX TEM XUTTS CYCMiNbCTBa, pOOUTb aKkTyanbHUM NUTAHHSA OOCHIOKEHHS IX XXaHPOBOI NpuHanex-
HOCTi, 0COBNMBOCTI AKOT B JAaHOMY pasi 3HAYHOK MIPOI0 BU3HAYalTLCSA TUMOSONE cCammnx TBOPIB.

MeTolo AOCNiIKEHHS € BMBYEHHS XaHPiB NOCT(ONLKNOPY, Pernpe3eHTOBaHUX KOMYHIKaTUBHUMMU
npakTukamu B Mepexi iHTepHerT.

Buknag ocHoBHOro matepiany. OcMucneHHs 3axigHMMy gocnigHuKamu XaHpoBol TMNOOrii, Nopo-
DPKEHOI IHTEPHET-KYNMbTYpOIo, BigOYynocs B MeXax OKPEeCNeHHs MepexeBol KynbTypu i il KOHTEHTY K enek-
TPOHHOI, AuriTanbHOI KynbTypw, Kibep-KynbTypu Ta Kibep-honbKnopy, HeOKCIopY, iHTEPHET-Nopy. TyT BapTo
3a3HaunTKn rpyHTOBHI gocnigxkeHHsa . AHToHesud [10], E. Apgeson [11], T. Bnank [13; 14], C. bokxar [12],
P. BpeaHiy [16], M. bByng [15], A. T'pybwy, |. Ondes, M. Oomokoc [18], P. QopcoH [19], XK. OopcT [20], C. Oy-
repti [21], B. KpaBunk-Bacunescbka, M. PanaH [24], O. Cinbep [25], P. ®paHk [23], M. ®yT [22], C. YeH [17].

Buxoasium 3 OCHOBHUX TeHAEHLUjN KoHLeNnTyani3awii KynbTypu, 30Kpema gk aganTUBHOI cTpaTerii, sk
CUCTEMMU Linoro, K CMMBOMIYHOIO MNOPSAKY Ta AK O3HaYEeHOT NPaKTUKW, IHTEPHET i KibepkynbTypa posrnsaato-
TbCHA SK HOBa KyrnbTypHa MOAefNb, 3aCHOBaHa Ha iHTEepPHEeT-TEXHOIOril, HOBUI couianbHUA KOHTEKCT Ta iHCT-
PYMEHT KONEKTUBHOIO CrifnkyBaHHS i TBOpYOCTi [11].

Cepepn BiTYUM3HAHMX OOCNIQHMKIB AaHoi npobnematukm H. AngpiaHosa, B. BepexHun, O. Mopowko [2],
O. XKuraniHa, O. 3emnskosa, |. Kimakosuy, . Kopobka, H. Kocmaubka [4], M. MenbHuk, K. CtaHicnascbka,
J1. lWymosa.

Y 6nvkHbOMY 3apybixcki 0O3HA4YEeHMM MUTaAHHAM NPUCBATUNM CBOI gocnigxeHHs |. byranoea, O. Bo-
poHiHa [1], H. Mpurop’eea, O. [daxanaesa, H. Dxaninosa, M. Oumapcekuin, C. KapnosH, B. MeTanbHukoBa,
O. Hexypa [5], C. lNMeTpeHko [6], M. YnbaHoea, HO. LypiHa [8; 9].

Y nepeBaxHin BinbLIOCTI TBOPU NOCTMOMLKIIOPY, O LMPKYOTL B iIHTEPHET-MepeXi, BUHUKaIOTb 5K
peakuis Ha nogii cycninbHO-NONITUYHOrO, KyNbTYPHOrO XUTTS, akTyarnbHi TeMW, B AKMX 3HaXOA4ATb Bigobpa-
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XEHHSA ycTarneHi ctepeoTunn, MidbonoremMm MacoBOl CBiAOMOCTI, MOEAHaHI 3 Cy4acHUM KpeaTVBOM Ta No3Ha-
YeHi iHTepTeKcTyarnbHicTio. BapTo 3a3HaunTh, WO OCHOBHa Maca MOoLMPOBaHMX TBOPIB, SKi 3apaxoBytOTbCA
00 NOCTAONBbKIOPHUX, XapakTepUsytoTbCA ryMOPOM/ipOHI€El0, NPUXOBAHMM capka3MoM, CTbOOOM Ta TPOriH-
roM, MOBHUMM irpamu, CpsIMOBaHUMM Ha OOCATHEHHSA KOMiYHOro edekty. BoHM MaloTb Ha MeTi ouiHoBaH-
HA/BUCMIOBaHHS MOAIN i SIBULL, HABKOMULLIHBOMO XWUTTS. 3 ornagy Ha ue noctdornbknop TiCHO MOB’A3YH0THL 3
HU30BOKO KYNbTYypoto, sika 3aBXau BUCTYNae MapriHanbHOK i BTOPUHHOK LWoAo odiuinHol igeornorii [6, 145].
KomyHikaTuBHe iHTEpPHET-CepeoBuLLE 3aBAsSKMA CBOIN aHOHIMHOCTI, KONEKTUBHOCTI Ta MacoBOMY MOLLUMPEH-
HIO € Hag3BMYaMHO CNPUATIIMBUAM A0 PO3BUTKY NOCT(ONLKIOPHUX XKaHPiB KapHaBarbHO-CMiXOBOI CNpsiMOBa-
HoCTi. ApKe BipTyarbHe CrifnKkyBaHHS, SIK | KapHaBan, XapakTepu3yeTbCa BUXOAOM 3a Mexi byaeHHOCTi i odi-
LiHUX pernameHTauin Ta oopMnaeTbca ocobnmeum irpoBum YmnHoMm. pa, sk nigkpecntoe HO.LWypiHa, —
ofHa 3 nepeBaxaoymx opm KOMYHiKaLii y Mepexi; Npu LLbOMY BOHa BUXOAUTb 3a MeXi 3BMYanNHOI po3Bari i
hopMye xapaKTepHi AKOCTi CMifnKyBaHHS: Bi4OCOBMNEHICTb BipTyanbHOro NpoCcTopy i Yacy Bid NOBCAKOEHHOCTI,
cBoboay caMoBUpPaXeHHS, HasABHICTb AOOPOBINLHO NPUAHATHUX MPaBuI, NO3UTUBHY eMOLINHICTL [9, 84].

YKpalHCbKMN CermMeHT NocTdOonbKNopy copMyBaBCS MOPIBHSAHO HeAaBHO, GNM3bKO AECATU POKiB
TOMY, 0COBMNMBO aKTUBHO PO3BUBAIOYUCH NPOTATOM OCTaHHIX CEMU-BOCbMM POKIB. Taka AMHaMika nosHavyeHa
30BHILLHBONOMNITUMHUMW, E€KOHOMIYHUMM BUKITMKaMK CyCNifbCTBa, peakuis Ha ki CTae HOPMOK BUKMBAH-
HANKUTTS NIOAUHN B yMOBaXxX Kpu3n Ta HecTabinbHocTi. [JlocniaHunkn Big3HavyaoTe 0CobnmBi nepiogn aktueisa-
Lii HapogHoi TBOPYOCTiI B Nepioau nepenomMHMX MOMEHTIB iCTOpil yKpaiHCbKOro cycninbcTBa, sk-oT: [loma-
paHyeBa pesonoLis, €EspomangaH i PeBontouis rigHOCTi Ta B yMOBax HUHILIHBOI cUTyauil BINCbKOBOI arpecii
3 B6oky Pocii. Ciogn MOXHa TakoX BiAHECTW nogji M MeHworo macltaby — pisHOMaHITHI BUbopw, iHWi peso-
HaHCHI nogji cycninbCcTBa, SKi 3Haxo4ATb BiArONOCOK Y HApOAHin TBopYocTi. MNepexigHuii xapaktep cycninb-
CTBa, NO3HaAYeHUN OO TOro X KPM30OBMMM SBULLLAMM, 3HAYHO MiABULLYE piBEeHb NOMITU30BAHOCTI BCiX cdep
cycnineHoro 6yTT4, WO 3HaxXo4UTb BiAOUTTA B TeMaTuULi i reposix TBOpiB NOCT(ONbKIopy.

Axkwo TBOPU TpagumuinHoro donbknopy 6ynu BepbanbHOro xapakrepy, 3Ba)Xaloun Ha YCHy Tpaauuito
AK cnocib ix nepegadi i NOBYTyBaHHSA, TO B Cy4aCHUX YMOBax iHTEPHET-KOMYHiKaList NpvBHeCNna CyTTeBI Bia-
MIHHOCTI B cnocobun TpaHcnauii NOCTEONbKNOPHMX TEKCTIB i B IXHE KaHPOBE Pi3HOMAHITTA. | xova GinbLWicTb
hONbKNOPHUX XaHPiB YCHOI Tpaguuii 36epiratoTb CBOK POPMY i NONYMAPHICTb i HUHI (aHeKQoT, napemii, ne-
reHau, 6anku, NpuTyi, MicHi, Kaskn), BCe X HOBITHLOID i NepeBaXalyo € OpieHTauis Ha BidyanbHi hopmu
KOMYHiKaL,ii, SKi yTBOPIOIOTbCS 32 MEBHUMMW KAHOHAMW iHTEPHET-TBOPYOCTI Ta POPMYIOTb BMaCHi XaHpu, oby-
MOBOYNCE KOMYHIKATUBHUM iHTEPHET-NPOCTOPOM.

O. lNopowko Ao HanbinbLW 3Ha4YMMKX (PakTopiB, WO BMNMMBAKTL Ha PO3BUTOK IHTEPHET-XaHpiB abo
AuriTanbHKX XaHpiB, 3apaxoBye rnepTekcTyanbHIiCTb Ta iHTEPaKTUBHICTb cepefoBuLLla. TakoxX BNAnBarThb i
TEXHiYHI MOXINUBOCTI iHTEPHETY B nepegadi h OHOBNEHHi iHhopmaLii Ta MOXITMBOCTI B CTBOPEHHI KPeoni3o-
BaHWX TEKCTIB (3 ayaioBidyanbHMMM TEKCTOBMMM enemeHTamu) [2].

AHanisytoun BepbanbHi xxaHpu iHTepHeT-cepegosuila, 0. LLypiHa, okpiM TpaguuinHnx donbknop-
HUX XaHpiB, BUOKPEMITIOE 1 Ti, SKi cpopMyBanucsa B yMoBax iHTEPHET-CNifKyBaHHS, 30Kpema Taki Mani »kaH-
py, K "BipLi-nNMpixXkKn", "NOpoLLUKK", TaBTorpammn, MOBHUI XaHp "UuTat", AKi NepLono4YaTkoBO He Manu Ko-
MiYHOI CNPSIMOBAHOCTI, ane oTpumanu ii B pesynbTarti "untyBaHHA" i ikcauil B iHTEpHeTI, Ae 3BepHEHHSA A0
HUX HEOOHOPA30BO MOHOBIOETLCSA [8, 40].

MoeaHaHHS BidyanbHOT CKNagoBoil 3 TEKCTOM YTBOPIOKOTL KPEeOosi3oBaHi TBOPU, OO0 AKMX 3apaxoBylOTb
Memu, poToxabu, 4emMoTMBaTOPU, KOMIKCK, kapukaTypu. KpeonisoBaHu TEKCT 3a CBOEIKD CYTHICTIO € CeMmio-
TUYHO YCKNaAHEHUM TEKCTOM, B AKOMY MOEAHAHO MOBY 3 efleMeHTaMM iHLWKNX 3HAKOBUX cucTeM. [pn upbomy
BepbanbHi i HeBepbanbHi eneMeHTn YTBOPIOKTb OAHE BidyarbHe, CTPYKTYPHE, CMUCHoBe Ta YHKLiOHanbHe
uine, cnpsMoBaHe Ha KOMMIEKCHUI BMMMB Ha agpecaTa. 3acTOCyBaHHS LbOro TepMiHa BrepLle Hanexutb
pocnigHukamu HO. CopokiHy Ta €. Tapacosy [7]. HUM BOHM no3Havanu TekCTy, WO CKnagarTbea 3 ABOX He-
rOMOreHHUX YacTuH — BepbanbHOi Ta HeBepbanbHOI, sika HaNeXnTb A0 iHLWOT 3HAaKOBO-CUMBOSIYHOI CUCTEMM.
BTim, BOHM s1BNAOTL COOOIO €4UHE Ljine B CBOEMY BMMAMBOBI Ha peuunieHTa. [JO KpeonisoBaHMX TEKCTIB Ha-
NnexuTb nnakart, peknamHuin 6aHep 4mn 6opa, KapukaTypu TOLO.

OgpHieto 3 LeHTpanbHUX CKNagoBMX KPeOori3oBaHUX TEKCTIB B iIHTEPHET-NPOCTOPI € MeMU. |HTepHeT-
MeMU € 0coBnMBMM Pi3HOBUAOM MNpeLeneHTHUX PeHOMEHIB, AKi B CTUCNOMY BUMNAAI 30aTHi nepedaty iH-
dopmalito Npo TekcT-axepeno abo npo KynbTypHi/icTopuyHi noAii. BoHn BigobpaxyoTs 3a3Buyaln ctepeo-
TUMNW Ta SBULLA CyYaCHOI AINCHOCTI, AKi € LikaBUMUW Ta akTyanbHUMU AMs KOPUCTYBadiB Mepexi. 306paxeHHs
MeMiB-NepCcoHaxiB NAraloTb B OCHOBY KPeOori3oBaHWX TEKCTiB. Brneplue NOoHATTA MeMa BXMB BpUTaHCLKUN
pocnigHuk P. [okiHa [3] Ha no3HayeHHs oauHUL KynbTypHOT iHbopmMalLii, 3gaTHOI nowmpoBaTucs. B HUHILW-
HiIX peanisx MepexeBol TBOPYOCTI MEM € (PEHOMEHOM CMOHTaHHOI pennikauii, k1A pOo3NOBCIOAXYETHCA B
Mepexi BciMa OOCTYMHUMMK crnocobamMu — enekTPOHHOK MOLWTO, MOCTaMu B couMepexax, B KOMeHTapsX,
MeceHaxXepax, B yatax, bnorax, nabnikax, Ha popymax TOLLO.

Memom MoXe cTaTu Lo 3aBrogHO — KapTUHKa, poTo, nepcoHax/ocoba, HaBiTb dpasa, Bce, Lo
BUKINUKaE NeBHi emouii (nepeBaxHO ryMOPUCTUYHO-PO3BaXKanbHOro xapakrepy), iHTepec i HebangyxicTb y
BinbLocTi kopucTyBadiB. CBigYeHHSM NOMYNSAPHOCTI TOrO YW iHLIOrO MeMy € BapiaTUBHICTb MOro iCHyBaHHS,
MOLUMPEHHS NPOTArOM 3Ha4YHOro nepiody Yacy, a TakoX BUOKPEMIEHHS MeMy 3 MOro NEPBUHHOIO KOHTEKCTY
Ta YTBOPEHHS Ha AOro OCHOBI (boToXab Ta iHLMX Kpeoni3zoBaHMX TBOPIB.
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Mem 3a3Buyai cknagaeTbes i3 306pakeHHss NEBHOMO NepcoHaka Ha KBagpaTHOMY noni (4acto — pis-
HOKONbOPOBOMY) Ta MiAMNUCY, WO Bigobpaxae TMNOBE MUCNEHHS abo MOBeAiHKY LbOoro repos, siky-Hebyab
cuTyaLito 3 noro xXutTs [5, 49].

Ha gymky HO. LWypiHoi, Memn cTtanu CBOEPIAHUM coujianbHO-KyNbTYPHUM SBULLEM Ta NEBHUM (pakTo-
poM (bopMyBaHHSI TPOMaAChKOi OYMKM i LUMPLLE — Cy4aCHOI MeHTarbHOCTI, e npoobpasn HOBUX MOHATb, B
SAKNX MOEOHYIOTLCS €rNeMEHTU MepeXXeBOoro NocTdONbKIopy Ta enekTPoHHUX cybkynbTyp [8, 41]. K. YeH
BBaXae, LWLO K KyNbTyPHUIN apTedakT MemM MOXe BUPaXaTu LiHHOCTI Ta ChifbHi iIHTEepecK iHTepHeT-CNInbHOT,
AKi B MiACYMKY 34aTHi (bopMyBaTh NEBHE KPUTUYHE CyaxXeHHs [17, 6]. BaxnmemuM € Takox Te, WO nNpu geKo-
AYyBaHHI/ NpoYnTaHHi MeMa CBOK posb BigirpatoTb KOHOTaUi Ta KyNbTYPHUI KOHTEKCT, a TakoX acouiaTuBHI
3B’A3kKN. OKpiM LIbOro, iCHYIOTb TaKOX Bige0-MeMU — KOMIiYHI BiJEeOCIOXKEeTH, YacTO NPUBATHOrO Xapakrepy, Aki
PO3NOBCIOAXYIOTLCA KOPUCTYBaYaMM C CoLianbHUX Mepexax.

o xaHpy doToxab 3apaxoBytoTb rpadivHi poboTh (KapTUHKN) KapuKaTypPHO-LUAPKEBOro XapakTepy,
BMKOHaHI LUNISAXOM MOHTaXy Ta 3 BMKOPUCTAHHAM KOMM'IOTEPHOrO AM3anHy 1 rpacdbikv B cneLianbHOMY npo-
rpamHomy pegaktopi doToLwony. Big cneHroBo cnotBopeHoi Ha3su pefakrtopa Adobe Fotochop (poTtowon,
dhoToXOM) 1 NiLna Hassa Takux TBopiB. B dhoToxabax pobnaTb KonaxHe NOEAHaHHS KifbKoX dpoTorpadin um
iHLWWX 306paxeHb, K NpaBuo, rYMOPUCTUHHO-KOMIYHOMO 3MICTY, WO BTINOE NPOTUMNEXHE 3HAYEHHS 3MICTY
306paxyBaHOro abo OHOCUTL A0 rMsS4aYa iHWiI BapiaHTM PO3BUTKY CHOXKETY; 4acTO BUKOPUCTOBYIOTb YMUCHO
KymeaHi opuriHanbHi hoTO, a TakoxX "xabnatb" okpemi dpasu 3 HOBUHHO-MOAIEBOrO psagy, Ski 3anuwarTb
HebangyxMMm KopucTyBadiB.

[emoTumBaTopy HanexaTb 40 Hanbinbl NOLWMPEHNX KPEOMi3oBaHUX BidyarbHO-TpadivHMX poBiT iHTep-
HeT-cbonbKopy, siki 6epyTb CBOI MOYATKM 3 Tak 3BaHNX MOTMBALIMHUX NOCTEPIB — BUAY HAOYHOI ariTauii, nowmpe-
Hoi y CLUA, Ta siki Bynu noknumkaHi ctBoptoBaTy BignoBigHy atMocdepy B poboymx odicax, HaB4anbHWX 3aknagax
Ta iHLWKWX rPOMaACHKMX MICUSX — LOCh Ha KWTanT pagsHCLKUX ariT-nnakatis. [JemoTnsauiiHi NocTepn BUHUKNN SK
napogiiHa NPOTUNEXHICTE MOTUBALIMHWM, e B 'YMOPUCTUYHOMY KOHTEKCTi 00irpyBanmcsi 30BCiM iHLUi CMUCTIN.
3rogom ix TeMaTuka cTana CBigoMo rYMOPUCTUYHOK Ta PO3LUMPUITUCS MOXITUBOCTI X TBOPEHHS.

JemoTumBaTop — cknageHe 3a NeBHUM hopmaToM 300paXKeHHst B pamLi, L0 CKINagaeTbCs 3 MartoHKa Ta
KOMEHTYHYOro MiAnMcy BENUKAM Ta APiOHILLIMM LIPpUTOM, A€ B OCTaHHBOMY M MiCTUTLCSI CYTHICTb 306pakyBaHo-
ro. Cneumdika CTpyKTypy AeMoTMBaTOpa Nondarae B NoegHaHHI 306pakeHHs (MartoHka, nnakata, dotorpadii) i
HecTaHO4apTHOro, HecrnoAiBaHoro NiANMCY A0 HLOTO, WO 3MYLLYE MOMSHYTU Ha BiAOME Mif iHLWNM KyTOM.

KoMmikc sk okpeMuii xaHp, WO Hanexutb 0o "icTopin y kapTuHkax", "nepebyBae Ha nepexpecTi ge-
KifIbKOX 3aco0iB XYA0XHbOro BUPaXEHHS: rpadpivyHoro (obpasoTBopyoro), KiHemaTorpadivyHoro ta nitepartyp-
Horo" [4, 65]. IHTEPHET-KOMIKCUM — NaKOHIYHI KPpeoni3oBaHi TEKCTU, O BKOYaoTb 2-4 300paXKeHHs, SKi into-
CTPYOTb Beceny, OOTEenHy icTopito. Big 3BMY4anHMX KOMIKCIB BOHM BiApi3HAOTLCA MiHIManiaMoM 0dOpMeHHS
i HasIBHICTIO LWABNOHHUX enemMeHTIB. Ak NpaBuno, 3a OCHOBY 6epeTbCsi FOTOBUIA MaritOHOK NepCoHaXKa-Mema,
BiOCYTHI AeTani BCTaBNsOTbCS B 300paxeHHsi i3 3acTocyBaHHAM (OTo-pedakTopa abo [oManboByHOTb
BPYYHY 3a OOMOMOro KOMN'foTepHOi Muwi. OTpuMaHuUin pesynbTaT MOXe BUMsSAaTv HeakypaTHO, ane Bu-
KMNWKae y KOpPUCTYBaYiB HE3MIHHO MO3UTUBHI eMoLiT 3aBOsAKN KyMeAHOMY Ta 3po3yMinomy ctoxeTy [5, 50].

KapukaTtypu Sk KapTUHKN T'yMOPUCTUYHO-CaTUPUYHOIO XapakTepy CTBOPHOIOTHCS 3a JOMOMOrok npu-
nomy nepebinblieHHs Ta ABMSATbL COOOK NOEAHAHHA pearnbHOro i ippauioHanbHOro. TakoX TXHil 3MiCT He-
OAMIHHO MoBYae, BMXOBYE abo 3aCyKye i BUCMItOE, CTBOPIOOYM NpU LIbOMY KOMivyHMI edekT [9, 85]. 3 no-
YaTKy CBOrO iCHyBaHHs1 KapuKkaTypa Hanexana Ao ocobrmBoro >xaHpy obpa3oTBopyoro mmucreuTsa Ta byna
OCHOBHOI (POpPMOI0 caTUpW, sika BOMOAIE 3PO3YMINOH iAENHOK COLianbHO-KPUTUYHOK CMPSIMOBAHICTIO Ta
Cnyrye B KapukaTypi Ans KpUTUKK, BUKPUTTS, OCMISIHHSA Byab-AKMX couianbHUX, CycninbHO-NONITUYHUX, NOBY-
ToBuMX aBuL [1, 15].

ManogocnigkeHMMU XaHpamu B KOHTEKCTi NOCT(ONLKIIOPY € Bigeo Ta Moro pparMeHTu B cknagi sk
Kpeoni3oBaHMX TEKCTIB, TaK i OKPEMO, a TakoX aHiMaLjis, Lo TeX BUCTyMNae CKagoBOK YacTUMHOK MiNepTeKCTy
Ta 9K aBTOHOMHMWI 06’ekT. IMiABMOOM OCTaHHLOI € MOLUMPEHUI OCTaHHIM YacoM cepef, KOPUCTYBa4iB Mepexi
rip-apt abo Tak 3BaHi "richkn", L0 ABNAIOTL COOOK aHIMOBaHI KymMeaHi KapTUHKM, SIKi CTanm HeBia eMHO Yac-
TUHOIO coliarnbHUX MepexX Ta po3BaxarnbHOro KOHTeHTy. Hassa noxogutsb Big GIF-popmaty ana obmiHy rpa-
ivHUMKN 306pakeHHsMU. AHIMOBaHa ridka, Sk npaBuno, MiCTUTb Kiflbka KagpiB i3 NEBHOK YaCcTOTOK BMBOAY
Ha eKpaH, ki "3akinbLbOoBYOTLCA", B pe3ynbTaTti Yoro nicns nokasy ripka 3anyckaeTbCsi 3aHOBO MO LMKIY.

Omxe, MOXeEMO MigcyMyBaTW, WO B PO3BUTKY >XaHPiB NOCTEONbLKOPY, OnocepenkoBaHuX iHTEpHeT-
KOMYHIKaTUBHUMW MpakTUKamK, WO CTalTb HEBIA’EMHOK YaCTUHOK MOBCAKOAEHHOrO XMWTTS, CrocTepiraeMo
Be3nocepenHio 3anexHicTb Bif iHOPMALiINHOI TEXHOMNOTIYHOI NNaTopMmN TBOPEHHSA Ta TakKMX XapakTepu-
CTUK iHTEPHET-CepeaoBuLLa, K HENiHIAHICTb, rinepTekcTyanbHiCTb Ta Ta MYNbTUKOMMNOHEHTHICTb HANOBHEH-
He. OkpiM BepBanbHWX XaHpiB, BigOMUX Y TpaauuinHoMy onbknopi, Wwo 3bepiraloTb CBi hopmaT B NOCT-
donbknopi iHTepHeT-cepenoBuLLa, OCOONMMBOrO pPO3BMTKY HabynM W iHWI >XaHpu nocTdonbKiopy 3
nepeBaXkaroyoro Bi3yarbHOK CKMadoBO), siKi YTBOPIOTb CEMIOTUYHO YCKNaaHEHi KpeonidoBaHi TekCTu. TBo-
py NOCTAONLKIOPY, AKi POPMYOTECS BHACNIAOK KOMYHIKATUBHUX NPOLLECiB CNifkyBaHHSA Ta OBMiHy iHdop-
Maui€elo, MaloTb NEPEBaXHO PO3BaXKanbHO-INPOBY CMPSIMOBAHICTL Ta BigobpaxaloTb akTyanbHi NoAil i asuwa
CYCNINbHOMO XUTTH, O NPeacTaBnsaoTb iHTepec i 3auikaBneHicTb Ans KOpUCTyBadiB Mepexi.
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THE CONCEPT OF POLITENESS AND THE PRONOMINAL FORMS
OF TREATMENT AS ITS VERBAL REPRESENTATION IN SPANISH

The article analyzes the concept of "politeness" and the pronominal forms of address as its verbal
representation in the Spanish language. The author tries to systematize the basic provisions concerning the concept of
"politeness", in particular in the cross-cultural context. Peculiarities of Methodology. Trying to achieve the goal of the
work, the author uses the following general scientific and special linguistic research methods: analysis, synthesis,
psychological, descriptive, comparative, complex-procedural, etc. The use of the complex methods enables to consider
the varieties of positive and negative politeness in the light of national specifics of verbal communication. The scientific
novelty of the research is the analysis of the peculiar features of the address pronominal forms through the example of
the Pyrenean Spanish-language areas. It was concluded that the study of pronominal forms of politeness is not only of
theoretical use, but of practical too because it allows to find out the specific features of "language of thought", national
and cultural specifics of language behavior and some aspects of the relationship between language and psychology. For
example, in the opinion of psychologists in social dialogue the main principle of motivated behavior of people is a
symmetry, which means that in the sociodemographic context a subordinate person has an equal partnership right.

Keywords: concept, politeness, communicative category, form of treatment, social communication.

LlleeyeHko JToOmuna OnekciieHa, kaHOuUOam cbinonoaiyHUx Hayk, doueHm kaghedpu IHO3eMHUX MO8 E€KOHO-
Mi4HO20 hakynibmemy Kuigcbko2o HaujioHannbHo20 yHigepcumemy im. Tapaca LllegyeHka

KoHuenT "BBiunuMBicTb" Ta 3aiMeHHUKOBiI (hopMKn 3BEpPHEHHS sIK NOro Bep6anbHa penpe3seHTauis B ic-
MaHCbKi MOBI

MeTa po6oTn. Y cTaTTi aHaniayeTbCs KOHUENT "BBIUNMBICTL" i 3aMMEHHMKOBI (hOPMU 3BEPHEHHS SIK OrO Bep-
6anbHa penpeseHTalis B iCNaHCbkin MOBi. ABTOP HaMaraeTbCs CUCTEMAaTU3yBaTW OCHOBHI MONOXEHHS LLOAO KOHLENnTy
"BBIUNMBICTL", 30KpeMa B MiXKynbTypHOMY acnekTi. OcobnmneocTti MeTogonorii AoChiAKeHHA nonaralnTs y TOMY, WO
0N AOCATHEHHS METU CTaTTi BUKOPUCTOBYBANMUCA 3ararlbHOHAYKOBI Ta creuianbHi MiHMFBICTUYHI MeTOAN AOCNIMKEHHS,
30KpeMa: aHanidy, CUHTe3y, NCUXOSoriYHNIA, ONUCOBUIA, MOPIBHAMNBbHUIA, KOMMEKCHO-NpoLecyanbHui i noa. Bukopuctax-
HSA KOMMNEKCHOI METOAONMOriT Aano aBTOPY MOXNMBICTb PO3MMSAHYTU Pi3HOBUAM MO3UTUBHOI i HEraTUBHOI BBIYNMBOCTI 1 Y
CBIiTNi HauioHanbHOI cneuundikM MOBHOTO CrifnkyBaHHsl. HaykoBa HOBM3Ha [OCNIMKEHHS nonsrae B aHanisi ocobnmeo-
CTel BXMBaHHSI 3aiMEHHUKOBUX (hOPM MOBHOI MOBEAIHKM Ha Npuknagi nipeHencbLKoro icnaHoMoBHoOro apeany. 3pobneHo
BUCHOBOK, LLIO JOCMIMKEHHA 3aNMEHHMKOBMX (hOPM BBIUYSNIMBOCTI Ma€ He TifNbKW TEOPETUYHUIA, a I NPaKTUYHUIA iHTepec,
OCKiNbKM Aa€ 3Mory 3'acyBaTi 0COONMMBOCTI "MOBHOIO MUCHEHHS", HaLliOHaNbHO-KyNbTYpHY cneuundiky MOBHOI NOBEAIHKY,
a TakoX OKpeMi acnekT! B3aEMO3B'A3Ky MiXK MOBOIO i NCMxoriorieto nogen. Hanpuknag, Ha oyMKy NCUXONOriB, Y coujianb-
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HOMY [ianosi rofioBHUIA MPUHLIMN, MOTUBYIOYMIA NOBEAIHKY NMOAEN, — Lie CUMETPIA, Aka Mae Ha yBasi npaeo "nignernoi” B
couianbHo-aemorpacdiyHOMy acnekTi NoAWMHM Ha piBHOMPaBHE NapTHEPCTBO.
Knroyosi crioga: KOHLENT, BBIYMMBICTb, KOMYHIKaTVBHa KaTeropis, hoopMa 3BepHeHHs, coliarnbHe ChifikyBaHHS.

Lllee4eHko JlroOmuna AnekceesHa, kaHOudam busono2udyeckux Hayk, doueHm kaghedpbl UHOCMPaHHbIX
S3bIKO8 3KOHOMUYECKO20 ¢hakyribmema Kueeckoeo HayuoHarbHo20 yHusepcumema um. Tapaca LllegyeHko

KoHuenT "BexnuBocTb" U MecToMMeHHble ¢hopMbl 0OpalleHUss Kak ero BepbanbHasi penpe3eHTauusi B
MCNaHCKOM fi3blKe

Lenb pabotbl. B ctatbe aHanmavpyeTcst KOHLENT "BEXXMBOCTL" M MECTOMMEHHbIE (hOpMbI OOpaLLeHnst Kak ero Bep-
GarnbHasi penpeseHTauysi B MCMAaHCKOM A3blke. ABTOP MbITAETCH CUCTEMATU3MPOBATL OCHOBHbIE MOMNOXEHWSI OTHOCUTENBHO KOH-
LenTa "BEXINMBOCTL", B YaCTHOCTW B MEXKYNbTYPHOM acriekte. OcobeHHOCTM MEeTOAO0MOrMM UCCreA0BaHUA 3aKioyaoTcs B
TOM, YTO Orist AOCTWKEHWS LLIENM UCTONb30BaNMuCh 0BbLLIME 1 cneumarnbHble NIMHIBUCTUYECKME METOAbI UCCIIEA0BaHMSI, B YaCTHO-
CTW: aHanm3a, CMHTEe3a, NCUXONOrMYECKUIA, ONMcaTeNbHbIN, CPABHUTENBHBIA, KOMMNIEKCHO-TPOLLEeCCyarbHbIn 1 noAd. Vcnonb3osa-
HVE KOMMIIEKCHON METOAOMONMN A4aro BO3MOXHOCTb PACCMOTPETL PAa3HOBUOHOCTU MONOXMTENBHOM U OTPpULLATENBHOM BEXIMBO-
CTV TaKKe B CBETE HaLUMOHambHOW crieumdmkn pedeBoro obLueHmsi. HayyHasa HoBU3Ha 1ccnenoBaHms 3aKiovaeTcsl B aHanmse
0ocobeHHoCTEN YnoTpebneHns MecTouMeHHbIX (hopM 0bpaLLeHnst Ha NPUMEPE NMUPEHENCKOro UCMaHo-A3bIKoBOro apearna. Cae-
NaH BbIBOA, YTO UCCregoBaHNA MECTOMMEHHbBIX (DOPM BEXIIMBOCTM UMEET He TOMNBbKO TEOPETUYECKMIA, HO 1 NMPAKTUYECKUA VHTE-
pec, MOCKOIbKY MO3BOSIAET BbISICHATE OCODEHHOCTU "A3BIKOBOTO MbILLIIEHWST", HALMOHANBHO-KYIbTYPHYIO CrieumdrKy peqeBoro
NOBEAEHVS, a TaloKe OTAENMbHbIE acreKTbl B3aMOCBSA3M MEXY S3bIKOM U cuxonornen niogen. Hanpumep, no MHEHMo NCxoro-
roB, B COLMari-HOM auarore rmasHbIN NPYHLMI, MOTUBMPYHOLLMIA NOBEAEHWE NoOen, — 3TO CUMMETPUS, KOTopas noapasymesaeT
npaeo "NoaYMHEHHOrO" B coLmarnbHO-AeMOorpadhMieckoM acrekTe YernoBeka Ha paBHOMpPaBHOE NAapTHEPCTBO.

Knrouesble crioga: KOHLENT, BEXTUBOCTb, KOMMYHUKaTUBHas Kateropusl, hopma obpalleHusi, coumanbHoe obLLeHue.

Recently it has generally been thought that the main cause of misunderstanding in cross-cultural
communication is not language difference but difference in communicants’ national consciousness. The
system of social stereotypes and subject values underlies the worldview of every nation, that is why the
human mind is always ethnically conditioned.

The problem of differences in communicative behaviour lies in the peculiarities of communicative
consciousness. Thus, for researching the communicative consciousness of people the study of communication
categories as well as knowledge of concepts related to their communicative activities are of great importance.

The conceptual field of every nation has its own characteristics. According to Stepanov’s definition, concepts
represent the basic culture cell in the person’s mental world, which makes their study particularly important when
considering issues of cross-cultural communication [1, 40]. The notion of a concept in the scientific literature has
different interpretations, and it often refers to different content. There are cognitive, psycholinguistic and linguo-
cultural concepts. The last ones, which refer to the “conventional mental units aimed at a comprehensive study of the
language, consciousness and culture” are most preferred for linguo-cultural research [2, 50].

When comparing the study of languages and cultures, concepts that have national peculiarities are
of greatest interest. First, they are divergent concepts. Many of these concepts “guide” the perception of
reality, form the characteristics of people’s communicative behavior [3, 75].

The most unique the concept is, the harder it is to transfer its content by means of another language.
However, those concepts that are not included into the conceptual field of both nations do not often coincide
in content completely. And these divergent parts that contain information on the verbal and communicative
consciousness of the people in research are important for cross-cultural communication.

Language and manner of thought are interrelated. On the one hand, the language reflects those
features of the extra-linguistic reality that seem relevant to the bearers of a specific culture who use that
language. On the other hand, while mastering the language and, in particular, the meaning of words, a native
speaker begins to see the world from the point of view suggested by his or her native language, and coexists
with the conceptualization of the world, characteristic of the culture. In this sense, the words containing
linguospecific concepts, simultaneously "view" or "shape" native speakers’ way of thinking [4, 7].

When considering the issue of politeness in the cross-cultural aspect it is necessary to realize that
the understanding of politeness across cultures is different. For example, for certain nations politeness may
be associated with reverence and honour, for others it means modesty or demonstrative attention to the
milieu. Therefore, it is wrong to say that specific people is impolite or more polite than the other.
Understanding and explaining what politeness is may be realized only by studying the culture and the
peculiarities of social relations characteristic of its representatives. Politeness should be seen as a
communicative category, which represents general communicative notions that arrange a person’s
knowledge about communication and the rules of its implementation [5, 5]. They reflect a person’s
communicative consciousness and contain some knowledge about communication.

The category of courtesy is one of the most important communicative categories because it plays an
important role for ensuring harmonious communication. In the terms of cross-cultural communication, politeness
is, first of all, compliance with communication requirements by using communicative strategies aimed at achieving
harmony and understanding. Politeness includes everything that contributes to conflict-free communication. That
is, politeness is a nationally specific communicative category, the essence of which is a system of strategies of
communicative behavior (verbal and non-verbal) aimed at harmonious, conflict-free communication and
compliance with socially accepted norms. The main purpose of polite behavior is to show the partner the friendly
attitude to him or her. This goal is achieved through a variety of communicative strategies, the choice of which
depends on many communicative factors — psychological, social and cultural ones.

15



KynbTyponorisa Shevchenko L.

As mentioned above, the content of politeness is nationally specified. This specificity is manifested not only
by the use of different etiquette formulas, but through communicative strategies and actions, the orientation of which
is determined by the type of social relations and prevailing cultural values. Ignorance of strategies specific for the
other culture leads to communicants’ making expressions with help of their own strategies, which can cause the
interlocutors’ misperception of their intentions and, as a result, can produce communicative failure [6, 19].

The most accurate and true definition of politeness can be found in Medynskiy’s works, who
considered politeness as a form of communication with people, which is based on self-esteem, as “an
expression of restrained, correct, sensitive attitude towards people” [7, 110]. The ethics dictionary defines
politeness as a moral quality that characterizes the behaviour of a human being for whom respect for people
has become a daily norm of behaviour. Generally, politeness is an element of cultural behaviour
requirements, which include attentiveness, the outward manifestation of goodwill, readiness to do a favor,
delicacy. According to Medynskiy, politeness can take a particular emotional nuance and make a person
friendly polite (to all others), respectfully polite (to the elderly), demandingly polite (to children), coldly polite
(to people who, for whatever causes, are unpleasant).

Many researchers, including P. Brown and S. Levinson, regarded politeness as saving face and
marked out positive and negative politeness [8, 122]. The concept of the person as the most important social
value was introduced by E. Hoffmann for the first time [9, 101]. P. Brown and S. Levinson, developing this
view of politeness, called the person the universal concept who represents a kind of social image, the
preservation of which should interest every member of society. Indeed, in the Ukrainian language we can
find the expressions relating in their meaning to the person and corresponding to the concept of social
image: “save face”, “lose face”, “not to let a face fall in the dirt”. In the communicative process the
participants of communication are interested in saving as their faces as the personality of a partner. At the
same time saving face is not the purpose of communication, but the condition without which the performance
of normal communication is impossible. E. Hoffman vividly indicates that learning to save face is like learning
traffic rules in the sphere of social communication.

Offering to distinguish between "negative face" and "positive face", P. Brown and S. Levinson regard
the first one as everyone’s wish to have freedom of action, the inadmissibility of interference from others’
side, that is “the desire to be independent”; the second one is understood as “the desire to be desired” by
others. The authors introduce such concepts as positive and negative politeness, which have different
orientation. The first one is based on the approach and the second one is oriented to the distance. Each of
these types of politeness represents a system of communicative strategies through which the main
objectives of polite communication are achieved.

According to the authors, demonstration of solidarity and preserving distance are the essence of polite
behaviour. They state that coming into contact, it is necessary to approach the interlocutor, to reduce the
separating distance (the strategies of positive politeness), while the demonstration of mutual reverence and
respect for the partner’'s independence is a strategy of negative politeness. In sociolinguistic literature, there are
also other terms of these types of politeness. Positive politeness is called solidarity politeness or convergence
politeness, while negative politeness is respect politeness or distance politeness. Convergence and distance can
be called hyper-strategies of politeness that define the most general communicative goals. The studies on cross-
cultural communication focus more on the strategies of negative politeness, as politeness, being a necessary
condition of communication, is especially important when performing inducement. The strategies of positive and
negative politeness cover basic techniques that are used by communicants in everyday communication. Taking
them as a basis, we can assume that politeness is maintenance of the balance between intimacy and distance. At
the same time, the point of this balance varies not only depending on the specific communicative context, but also
on the type of culture in general. The communicants’ task is the optimum choice of politeness strategies according
to socio-cultural norms and the partner’'s expectations in order to be neither too formal nor too familiar.

The wrong interpretation of verbal behaviour of representatives of another culture (speakers of other
languages) can cause “culture shock” [10, 156]. For example, a Ukrainian well-educated person can be
shocked by his Spanish colleagues’ using tu-treatment at their first meeting (and this potential sender can
even be younger than the recipient). However, for the Spaniards nowadays such behaviour is almost a
normative language. "Culture shock" is possible if there is ignorance of linguistic rules of etiquette or even if
speakers use different national versions of the same language.

The very notion of national specificity of verbal communication in the scientific literature is only beginning
to be developed, and we did not find its definition in respect of linguistic etiquette. Regarding the microsystem of
the Spanish language it can be interpreted as the availability of specific features in the language units of speech
etiquette that can display both intralinguistic (phonetic, lexical, grammatical, stylistic) and extralinguistic (primarily
social, historical, cultural, psychological, ethnic) facts which are peculiar to Spanish speakers.

As treatment forms are one of the categories which demonstrates politeness, the analysis of
simultaneous cutoff of the Spanish language (or to be more precise, its Iberian version) must be carried out
because one or the other type of interpersonal relationships cannot be properly comprehended if it is not
studied in a specific socio-historical situation. Such analysis will point out to the important changes taking
place in the system of treatment forms. And now it makes sense to describe briefly the socio-historical
processes of modern Spain.

In the second half of the XX century Spain from an industrially backward agrarian country turned into
a developed industrial one. In 1986 it joined the EU. In 2004 Spain left behind its neighbours in the euro area

16



BicHuk HauioHanbHoI akagemii KepiBHMX KaapiB KynbTypu i mucteuTs Ne 3°2016

regarding the rate of economic growth. The process of industrialization, especially industrial “boom” of the
60s led to significant changes in the social structure of the Spanish population (currently in Spain there are
about 44 million people, including 3.7 million foreigners (8.4%) [11, 45].

The changes in the economy have led to mass migration from underdeveloped provinces in more
developed ones (Catalonia in particular), from the countryside to the cities. In recent years, thousands of
Spanish farmers have ceased to farm and moved to the cities in search of higher earnings. The population of
Madrid and Barcelona increased significantly.

The leading Spanish linguists A.Badia Margarit and M.Alvar while researching the modern Spanish
language noted that a very important number of major demographic shifts over the past decades have been
caused by "huge waves of migration".

While analyzing the contemporary linguistic state of the Iberian national version of the Spanish language
(in particular, the forms of treatment) we cannot ignore the fact that in Spain, in addition to the Castilian nationality,
the Catalan, Basque and Galician nationalities with their own languages, special administrative status, financial
and legal privileges have existed from ancient times. What is more, although the Andalusian population speaks
Spanish, the typical conversational norm is different from Castilian for this region.

Researchers of the Spanish state history have repeatedly drawn attention to a distinctive correlation
between centrifugal and centripetal forces [10, 42]. If during the era of the Franco regime national
movements were regarded as a crime and were severely punished, in the post-Franco period the autonomy
process got a great importance. According to the new Constitution of 1978 the united Spanish state is
divided into 17 autonomous communities, which led to radical changes in the language policy and the
linguistic situation of the country. Today the official language of Spain is Castilian (castellano). All Spaniards
are obliged to know it and entitled to use it. The other languages of Spain shall also be official in the
respective Autonomous unions (Comunidades Auténomas) under the laws of the latter [10, 56].

Today the Statutes of autonomous communities recognize as the official (co-official) languages the
following: Basque (vasco, euskera) in the Basque Country and Navarre, Catalan (catalan) in Catalonia,
Valencia and the Balearic Islands, Galician (gallego) in Galicia and Aran (aranés) in Catalonia [10, 58].

The above mentioned allows to come to the conclusion that in modern Spain established social
relationships, traditions, customs and psychological stereotypes of the past are gradually disintegrating.

One of the important forms of politeness demonstration is pronominal forms of treatment. The system
of the Iberian pronominal address forms (excluding Western Andalusia) is represented by the opposition:

* t0/ Usted (to one person)

» vosotros / Ustedes (to many people)

"In Western Andalusia in everyday conversational language the form vosotros (vosotras) is
supplanted by the form ustedes: “; Ustedes habéis visto lo que pasa aqui?” [11, 339]. The juxtaposition of
the forms (from the standpoint of traditional literary norms) is based according to the sign of “politeness”.

The description of the use of modern pronominal forms of treatment in Spain begins by examining tu-
treatment in this area, which has undergone major changes in recent years. In the “Project of the Spanish
language new grammar” we find the following lines: “The tu-treatment expresses intimacy, love and tenderness
(“la‘intimidad”, “el amor” y “la ternura®)” [11, 343]. This semantic characteristic needs some additions.

The analysis of tu-treatment shows that the ti-form has an unequal semantic structure in different
social situations, that is, depending on the social situation the redistribution of semes takes place. The
semantic meaning of tu recorded in the Academic grammar of 1974 is possible today only in certain social
situations, such as husband — wife, fiancé — fiancée, parents — children, friend — friend [12, 34]. At the same
time in other social situations, tu-form can be characterized by different semantics. This issue requires
further special studies; we note only certain types of non-codified semantic values of ta-treatment. Thus, in
role relations such as landowner — farmer, master — servant, officer — soldier, employer — employee, the
asymmetry in forms of treatment is traditionally predicted, in case of tu-treatment from the higher in the
status to the lower the tu-form keeps the meaning of "social benefit" in its semantics.

In the last decade of the twentieth century in the above mentioned situations of "social benefit" we
could observe the shift in the tu-form use, displaced (though not completely) by Usted-form, that is using
Usted-treatment is often seen. The fact is that, according to psychologists, in a social dialogue one of the
principles motivating people’s behaviour is striving for symmetry, which asserts the right of a subordinate
person in the socio-demographic rank on an equal partnership.

In the known grammar books there is no indication of such a semantic meaning of tu-treatment as
“equality” that is found in many of today's widespread social situations. Nowadays in Spain the symmetrical tu
has become almost universal among young people regardless of the degree of speakers’ acquaintanceship
and other factors. The striking example of tu-implementation in this sense is, for instance, such a social
situation as “student — teacher”. Students often use tu-treatment not only for young teachers, but also for
middle aged people, and sometimes for the elderly, seeing it as a kind of democratization of relations, an
expression of their right to equality in the socio-rank position [12, 38]. In role relations “student — teacher’ the
traditional Usted-treatment to the teacher is not always used either. As for the treatment “teacher — student”,
the using of both forms is observed.

It is appropriate to quote from the book “El habla de la ciudad de Madrid” [13, 253], which is a
personalized texts collection of spontaneous speaking of people belonging to cultural layer of the residents
of the Spanish capital:
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INFORMANTE: “Ahora es lo que encuentro yo, que ahora la educacion se ha perdido mucho. Ahora
a todo el mundo se le habla de tU; a una persona mayor de respeto; todo el mundo de tu; oye, tu, tal, cual...
A mi eso me choca mucho.”

ENCUESTADOR: “Yo creo que no es muy general, s he?”

INFORMANTE: “Si, si, si, si. Ahora todo el mundo habla, de tu a todo el mundo.”

ENCUESTADOR: “; A las personas mayores?”

INFORMANTE: “Si, juh! Si, si, si, si.”

In considered social situations there is a violation of the traditional scheme of pronominal forms of
treatment, based on status differences. The observations show that changes in the use of tu-forms, acquiring
new semantics, take place in a number of social situations where Usted-form was once widespread.

The asymmetric model of treatment that required from grandchildren the use of Usted-form with
respect to their grandparents was typical for Spain until recently, but nowadays it has become archaic from
the modern standards position. As for the treatment to parents and relatives (uncle — aunt), today in cities
young people usually use unceremonious tu-form instead of polite Usted-form. Among the rural population
as well as the urban representatives of older generation (especially among the lower strata of society),
asymmetric Usted-treatment is not still completely lost:

TRINI: “Padre, jno diga eso!”

SENOR JUAN: “iSi, es la verdad, hija!”

Thus, the problem of politeness forms in a language has a theoretical interest along with practical actuality,
because its study helps to reveal some peculiarities of “linguistic thinking”, certain aspects of the relationship
between a language and people’s psychology, some features of national and cultural specificity of verbal behaviour.
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couckaTtenb HaunoHanbHoM akagemmm
PYKOBOASLLMX KafpoB KynbTypbl U UCKYCCTB

imerem@bk.ru
NCKYCCTBO KPbLIMCKOI'O XAHCTBA B NOINr'MKE MHTEPBAJIbHOI'O AHAJTU3A

Lenb cTtatbu. B crtatbe aHanusnpyeTcs npobriema vccrieqoBaHust uckyccTBa Kpbimckoro xaHctea XIV—XVI BB. ¢
no3vumMn - MEeXZMCUMNIMHAPHOA MEeTOAONOrMn  MHTepBanbHOCTU. [poBoaMTCA aHanmu3 nuTepaTypHbIX  UCTOYHMKOB,
0nybnMKOBaHHbIX MCCNeaoBaTeNsaMM pasHblx HanpasneHui. Lienbto ctatbu SBNSIETCA Takke BbisiBIEHWE 00pasHbIX U CTUIu-
CTVMHECKUX NMPU3HAKOB MCKyccTBa KPLIMCKOrO xaHCTBa C MO3VLMIA OTAEMbHbIX UHTEPBANoB M cybuHTepBanos. Mcnonbays
MNCTOPUKO-KYIbTYPHbIN, (NNocodCknii, MCKYCCTBOBEAYECKUIA METOAbI aHanuns3a, aBTop cTaTbi OTAAET NpeanoYvTeHne nonuve-
TOLOMOrMYECKON TEOPUM UHTEPBANbHOCTU, SBMSAIOWENCS NPOAYKTOM MOCTMOAepHM3Ma. B cooTBeTcTBMM € meTogororven
MHTEPBarbHOro aHanuaa, KyrnbTypa SBfsSeTCs MHOrOypOBHEBLIM (HEHOMEHOM, B KOTOPOM BCE MHTEPBanb! NNPanucTUYHbl 1
OTHOCUTENMbHbI. VIHTEpBanbHLIN NOAXOA OCHOBLIBAETCSA Ha BbISBIIEHWN Y KOOPAMHALMW UHTEPBAroB B OTAENMbHO B3ATbIX KOH-
TekcTtax. HayyHasi HoBU3Ha 3akno4aeTcsi B TOM, YTO aBTop 060CHOBLIBAET HEOOXOAUMOCTL UCMONb30BaHNS B COBPEMEHHOM
KyTbTYpPOSIOrM4eCcKOM AUCKYPCE NMOCTMOOEPHUCTCKON, B YAaCTHOCTU MHTEPBArbHOM METOAoMNOor M, Kotopas crnocobcTeyeT 60-
nee pasHOCTOPOHHEMY U MHOrOACNeKTHOMY aHanmay pasHbiX BUOOB MCKYCCTBa B XyOOXKECTBEHHOW KynbType KpbIMCKOro xaH-
ctBa. CoenaH BbIBOA, YTO HECMOTPSl Ha 3HAYUTENbHBIA WMHTEPEC MCCMNedoBaTenel pasHbiX HanpaeneHwun K npobreme
KynbTypbl KpbIMCKOro xaHCTBa, obpalleHre K TEOpUM MHTEPBANbHOro NOAXoAa OTKPLIBAET BO3MOXHOCTUM MHOTOMEPHOIO Moc-
TVDKEHNS CneumdmrKn UCKYCCTBa paccMaTprBaeMOon 3roxXu C NEPCrEKTUBON €ro U3ydeHns 1 pasBuTuS.

Krroyesbie criosa: nHTepBarn, cybuHTepsan, cydusm, n3obpasvTenbHOe NCKYCCTBO, MYy3blkarbHO-NO3TUYECKOE
NCKYCCTBO.

Idpicosa Mep’em A60yeerniisHa, 3006ysay HayioHanbHOI akademii KepigHUX kadpie Kyrbmypu i Mucmeymes

MwucTeutBo KpMMCBLKOro xaHcTBa B Norili iHTepBanibHOro aHanisy

Mera cTaTTi. Y ctatTi aHanisyetbcs npobnema gocnigkeHHst muctelTBa Kpmumebkoro xaHctea XIV-XVI cT. 3 nosuuin
MibkavcUmMnniHapHoT meToaonorii iHTepBanbHocTi. MpoBoaAnTLCS aHani3 niTepaTypHUX Jxepen, onybnikoBaHUX AOCHiAHMKaMM
Pi3HMX HanpsimiB. MeTOK CTaTTi TaKOX € BUSIBINIEHHS 0OpasHUX i CTUNICTUYHMX O3HaK MucTelTBa KprMCbKoro xaHcTBa 3 noau-
Lii okpemux iHTepBaniB abo cybiHTepBaniB. BMKoOpVCTOBYHOUM ICTOPUKO-KYIbTYPHMUIA, GiNOCOOCHKUIA, MUCTELITBO3HABYMIA Me-
TOOM aHanisy, aBTop CTaTTi BioAae nepesary noniMeTodornoriyHi Teopii iIHTepBanNbHOCTI, sSika € NPOAYKTOM MOCTMOAEPHI3MY.
I[HTepBanbHUA NiOXiA I'PYHTYETLCA Ha BUSIBNEHHI Ta KOOpAMHALT iHTepBaniB y okpeMmnx kKoHTekcTax. HaykoBa HoBU3Ha nons-
rae B TOMy, LLO aBTOp OGrpyHTOBYE HEOOXIAHICTb BUKOPUCTAHHS B Cy4acHOMY KyrbTypOrioriYHOMY AMCKYPCi MOCTMOOEPHICT-
CbKOi, 30KkpeMa iHTepBarnbHOi MeTogomnorii, sika cnpuse GinbLl Pi3HOBIMHOMY | MHOrOacMeKTHOMY aHanisy pisHMX BUAIB MMUC-
TeuTBa B XyOOXHil KynbTypi KpumcbKkoro xaHcTea. 3pobieHO BUCHOBOK, LLO, HE3BAXAOYM Ha 3HAYHMI iHTepec AoCniaHUKIB
Pi3HMX HaNPAMKIB 40 Npobnemm KynbTypy KpuMCcbKoro xaHCTBa, 3BEPHEHHS 40 TeOopii iIHTEPBanbHOro Mnigxody BiAKpYBAE MOX-
NMBOCTi 6araToBMMIPHOrO OCArHEHHS cneumndiku MUCTeLTBa AaHOI eNOXM 3 NMEPCMNEKTUBOID MOTO BUBYEHHS | PO3BUTKY.

Knroyoei criosa: iHTepBan, cybiHTepean, cydiam, 06pa3oTBopyYe MUCTELTBO, My3UYHO-NOETUYHE MUCTELTBO.

Idrisova Meryem, PhD-candidate of the National Academy of Managerial Staff of Culture and Arts

Art of the Crimean khanate in logic of the interval analysis

Purpose of Article. The problem of research of art of the Crimean khanate of XIV-XVI centuries is analysed in the article
from positions of interdisciplinary methodology of intervality. The analysis of the literary sources, published by the researchers of
different directions is conducted. Methodology. Using historical, cultural, philosophical methods of study and analysis of art, the
author of the article gives preference poli-methodological theory of intervality which is the product of Post-modernism. The interval
approach is based on exposure and coordination of intervals in the separately taken contexts. Scientific novelty. The author
underlines the necessity of the using in modern Cultural discourse the Post-modernism interval methodology, which assists more
scalene and multidimensional analysis of different types of art in the arts and culture of the Crimean khanate. Conclusions. The
culture of the Crimean khanate represents the Eastern Black Sea type of medieval traditional Muslim culture. It has been
developing as many others ethnoses of that region. The author highlights the impact of the different ethoses (Armenians, Greeks,
Jews, Circassians, the Georgian etc.) on the art culture of the Crimean Tatars. Since the15th century the Crimean khans,
understanding advantage of policy of tolerance, gave the chance to numerous ethnoses to keep and create the culture. Today in
the Crimea the art monuments, created during the period of the Khanate by Armenians, Greeks, etc. have been remained.
Although, it should be noted that the epoch of the Crimean khanate was interval. So it means that in the Crimea the Islamic culture
dominated. Analyzing the art culture of the Crimean Khanate, we should note a role of the cross-cultural interference of different
ethnoses. The Intervality allows to consider culture as a multilevel phenomenon in which all intervals are democratic and pluralistic.
It is expedient to analyse a phenomenon of the art culture of the Crimean Khanate as a system of intervals such as "fine arts",
"literature”, "music”, "folklore". They are divided into types and genres.

Keywords: interval, subinterval, Sufism, fine arts, musical and poetic art..

AKTyanbHOCTb UCCnefoBaHns 00yCnoBneHa HeJOCTaTO4YHON N3YYEHHOCTBIO PasHbiX BUOOB UCKYCCTBA B
anoxy KpbIMckoro xaHctea. LienecoobpasHoCcTb aHanmsa XyaoXKeCcTBeHHON KynbTypbl KpbIMCKOro XxaHCTBa B KOH-
TEKCTE UHTEPBanbHON METOZONOrMM 06ycrnoBneHa HEOOXOAUMOCTBLIO Pa3HOCTOPOHHETO €€ NCCNENOBaHNS.

KynbTypa KpbIMcKOro xaHcTBa npeacTtaensieT cobo BOCTOUYHO-MPUYEPHOMOPCKUA TUM CpegHEBEKO-
BOW TPaAULMOHHOW MYCYINIbMaHCKOW KynbTypbl, B KOTOPOM (MPU HanMn4um u pasBuTUN KynbTyp MHOMMX 3THO-
coB) nNpeobnagatoLen Obina TopKekas KynbTypa. B TO e Bpems Henb3st He NoAYEPKHYTb BAMSIHUSA, KOTOPOe
oKasanu Ha pasBUTME XyOoKEeCTBEHHOM KyIbTypbl KPbIMCKUX TaTap, 3THOCOB, NPOXUBABLUUX Ha 3TON Teppu-
TOopuK (apMsiH, TPEKOB, EBPEEB, YEPKECOB, TPY3VMH U MH. Ap.), KOTOPblE 3a4acTylo GbINN XOpPOLIMMN pemec-
NeHHMKaMu, BpadeBaTensiMy, CTpoUTeENsIMK, 3emnegensLamMmm U cagoBogamu.

© Nppucosa M. A., 2016
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C XV B. KpbIMCKME XaHbl, NOHUMasA BbIFOAHOCTb MOMAUTUKM "HENpeTecHeHUa" 1 TeEpPNMMOCTU, AaBanu
BO3MOXHOCTb MHOIMOYMCIIEHHBIM 3THOCAM COXPaHsTb U co3daBaTb CBOK KynbTypy. W 0O cerogHsALWHeEro aHs
B KpbiMy cOXpaHuUnUCb NaMATHUKU UCKYCCTBa, CO3[aHHble B Nepuog CyLLeCTBOBaHUSA XaHCTBa apMsHaMu,
rpekamu n ap. Bmecte ¢ Tem, cnegyet oTMeTUTb, YTO anoxa KpbIMCKOro xaHcTBa SBMracb TEM BPEMEHHbLIM
MHTEepBarnoM, Ha NPOMeXyTke KoToporo B KpbiMy AOMUHUpOBana ucnamckas KynbTypa, U OHa nepexusana
BbICOKWI pacLBeT. AHanu3npys XyaoXecTBEeHHYI0 KynbTypy KpbIMCKOro XxaHcTBa, uenecoobpasHo OTMETUTb
POfb MEXKYNbTYPHOIO B3aMMOBIUAHUSA pasHbIX 3THOCOB. C 3CTETUYECKOW TOYKM 3peHns nogobHoe B3aMMo-
BMNMsiHWE CnocobCcTBOBaNno HoOPMUPOBAHUIO CTUMMCTUYECKON CrieLndukn nckycctsa KpbIMCKOro XxaHcTBa.

ConocTaBneHre pasHbIX B3rMS40B HA ManonsyvyeHHbIN (OeHOMEH B UCTOPUM KyNbTypbl U BO3MOXHOCTb
MaKkCcMMarnbHO OOBEKTMBHOIO €ro BOCTpPUATUSE Hanbonee o4eBMaHa C NO3ULMIA MHTEPBANbHOrO MNOAXoAda, KOTo-
pbii NpeacTaBnseT cobon MeXaUCUUNIIMHAPHYO Teopuio. VIHTEpBanbHOCTL NO3BOMSET paccMaTpuBaTh KynbTy-
Py KaKk MHOrOYpOBHEBbI (DEHOMEH, B KOTOPOM BCE UHTEpPBarbl NOPaANIMCTUYHBI U BMECTE C TEM OTHOCUTEMBHbI.
OcmbicneHve Npobnembl MHTEPBANbHOCTH, @ Takke NoTeHuuana MHTepBasnbHOro nogxoda Tpebosarno, npexae
BCero, n3yyeHusi pabot @. Jlazapesa [5] n M. HoBocenosa [8], npeanoxmeLumMx n 060CHOBaBLUMX HEOOXOAUMOCTb
NCNONb30BaHMs MOHATUS U METOAA MHTEPBANBHOCTY, a Takke Ux nocnegosartenen — A. [JeHuceHko [3], E. My3bl
[7], M. TpucpoHoBol [5]. [NockonbKy MHTEpBanbHbIN NOAXOA ABMASETCA NO CBOEW CyTW "nNpodykToM" noctmoaep-
HM3Ma, TO BbICHEHME CneundUKM MHTEPBanbHOCTM Npeanonarano obpaileHns Kk pabotaM TakMx TEOPETUKOB
3apybexxHbIx TeopeTukoB kak XK.-®. Jlnotap [6], 2K. Oenes [2], . [BaTTapu [2].

OHTONOMMYECKMN acnekT UHTepBarbHOro NoAxoAa COCTOUT B TOM, YTO BCAKOE Hayano MHOTOMEpPHO
N BKIIOYaET B cebA MHOXECTBO CBOMX M3MEPEHUI-acrnekToB; ¥ BCAKOro acrnekTa eCTb CBOW UHTepBar — cuc-
Tema YCroBUiA, B KOTOPLIX "TEKCT" BblpaxaeT cebsi B TeX UM UHbIX n3MepeHusix-acnektax. 3agada uHTep-
BarbHOro nogxoda COCTOUT B TOM, YTOObI BbliAENUTbL U3MEPEHNs Havana/Hadan "TeKCcToB" U X MHTepBanos,
N BbISIBUTb UX KOOpAUHaLMIO Mexay cobon [5].

Mockonbky XyaoecTBeHHast KynbTypa KpbIMCKOrO XaHCTBa MHOroHauuoHanbHa W pasHoobpasHa,
WHBIMW CNOBaMN — MHOFOMHTEpPBaribHa, OHa 3acnyXMBaeT OTAENbHOrO M3yyeHusl. Mbl OCTaHOBMMCS Ha MHTEpPBa-
ne "KpbIMcKoTaTapckoe UCKyccTBo". Cpasy MoagvYepKkHEM, YTO Onpenenstolwlen OCHOBOW BCEN XyO0XKEeCTBEHHOM
KynbTypbl KpbIMCKOro XaHCTBa, U MUCKyCCTBA, B YAaCTHOCTM, ObINO penuriosHoe mmpoBo3speHue. CyluecTtByeT
obLencTopuyeckas 3akOHOMEPHOCTb B Pa3BUTUM AYXOBHOM M XyAOXKECTBEHHOMN KynbTypbl, KOTOpas 3akmoyaeT-
CSl B CTONKHOBEHMM M B3aUMOLENCTBUM ABYX COCTaBMSIOWMNX — HAPOOHO-MUGONorM4eckon u coumansHon. Oco-
GEeHHO HarnA4HO 3Ta 3aKOHOMEPHOCTb MPOSIBMAETCS B XPUCTUAHCKOM 1 Byaauickon KynbTypax. Heckomnbko uHa-
Ye Oerno obCToMT B MYCYNbMaHCKOW KyrbType: UCram C ero puropuaMoM W >KECTKOCTbO HE CMOr OXBaTUTb B
MOMHON Mepe HapogHO-MUOnorMyeckoe XyaoKeCTBEHHOE CO3HaHWE, Ta UK MHas MycyrnbMaHcKkas KynbTypa
NUMeeT cBOM 0cobeHHoCTU. B yacTHOCTH, OHa "aepxutca” Ha obLlem cTepxHe — KopaHe, B KOTOPOM MOXHO HalTK
Maccy noaTnyeckmx obpasos, JOCTAaTOHHO BCMOMHUTbL, HaNpMMep, onncaHue pavickoro caga. Oowmmmy SBnsoTcs
N 3CTETUYECKME NMOHSATUS-CUMBOJIbI, KOTOPbIE NOSIBUIMCH C HA4Yanom pasBuUTUst apxmTekTypsl: 1. "mxaman" 6oxe-
CTBEHHas!, COBEpLUEHHAsI KpacoTa, 3TO Kynomn Medetu, 2. "mkanan” 6oxecTBeHHOe Benuyne (BENUYECTBEHHOE,
BO3BbILLUEHHOE) 3TO MUHapeThl, 3. "cudpat" BoXKeCTBEHHOE MMSsI MUCbMEHA Ha BHELLHMX CTeHax MeyeTu. Micnam
hopmmpoBan U 3MOUMOHAarbHbIN MUP YeroBeka, ero HaCTPOEHUA U YyBCTBA, B KOTOPbIX HET MecTa aHTporno-
MOPGOHOMY M HarnsaHo-NpupoaHoMy. MycynbMaHCTBO, Kak U Apyras penvris, He MoxeT 06onTMCh 6e3 UcKyccT-
Ba, HE MOXET He obpallaTbCs K 3CTETUYECKON MOTPEOHOCTU YenoBeKa, K ero eCTeCTBEHHOMY, OpraHMYeCcKoMy
CTPEMIEHNIO K MPEKPacHOMY, BO3BbILUEHHOMY, COBEPLLEHHOMY.

Eule oanH acnekT, KOTOPbIN HE MOI HE MOBNUATL Ha pa3BMTUE UCKyccTBa KpbIMCKOro XaHcTBa — Cy-
dusm. OyeBMOHO, YTO HEOAHOPOAHOCTb OTHOLWIEHUS K JaHHOMY EeHOMeHy uMena MecTo Kak B
cpegHeBEeKOBbIN Nepuog pasBUTUS MCNAMCKOW KyrnbTypbl, Tak 1 B NOcneayowmne atarnbl ICTOPUYECKOro pas-
BUTUSA. peacTtaenas cobon MUCTUKO-acKeTUYECKoe HamnpaBneHue B UCNaMCKOW KynbType, cydusm mmen
BeCcbMa rnybokoe BnusHWEe Ha KynbTypy B LIENOM, Ha NpUpoAy NUYHOCTU, a Takke, Ha BCe BUAObl UCKYCCTB.
OH MOXeT BbITb PpacCMOTPEH Kak OOHO M3 ONpeaenstowmx CTUMUCTUHECKUX OCOBEHHOCTEN Unn cybuHTep-
Ban B CUCTEME XYOOXECTBEHHOW KynbTypbl pasfU4YHbIX rOCy4apCTB UCMaMCKOM LMBUNU3aLmm B nepnog ux
pacuBeTta. CyuiecTBoBanu obLme TeHOEHLMN NPUCYTCTBUS CYyDUNCKMX MOTUBOB BO MHOMMX MPOU3BEAEHUSX
nckycctea. MHoroo6pasHhbiii, MHOTONMMKMIA B CBOUX KOHKPETHLIX MPOSIBIEHMSX, Cychpn3M BOLLEN B OyXOBHYHO,
coumanbHyO U KyNbTYPHYIO XU3Hb MYCYNbMaHCKUX HApOAOB, HAYMHAsa C NEPBbIX BEKOB BO3HWKHOBEHMS WUC-
nama, okasaB OFpOMHOe BMWsiHWE Ha Bce ykasaHHble cadepsbl [1, 13-4]. CoBCTBEHHO, KPbIMCKOMY Cydun3my
nocesieHbl pabotsl T. YcenHosa [9], A. Awnasckon [12], H. ABgynbeaanosa [1].

Cpean MHOrMx Ccyuimckux OpOEeHOB, WMEBLUMX pacnpocTpaHeHne B KpbiMy, HauvHaa cC
30MOTOOPALIHCKOrO nepuofa, criegyet OoTMETUTL Takue, Kak: eceBW, Bedpaun, xangepu, kaneHgepu, Xypemu,
MecHeBu [1]. SHaAUMTENBHYIO PONb B AEATENbHOCTU CydMEB Hapsdy PenurmosHbiM MUCTULM3MOM Urpano
3CTeTMYEeCKoe Havarno, ConpoBoXaaBLLee UX OYXOBHY MUCCHIO.

OueHb MHOrve npeactaBUTENN TBOPYECKON WHTENNUreHumn Obinuv npuBepXeHuacMmn cydumnckux
naen. Cpegmn OCHOBHbIX CTUITUCTUYECKUX NPU3HAKOB cydm3ma B UCKYCCTBE SABMAETCH Ype3MepHas metado-
PUYHOCTb, HE4OCKa3aHHOCTb, CUMBOSIMYHOCTb, ObpalleHne K BeceBbilHEMY Yepes Npu3My 3eMHbIX 06pa3soB.
Moa3na BocToka Oblna TeCHO CBsidaHa C My3blkoW. CTUXM NO TpaauLUM UCMIONHAMNWUCL NOA, akKOMMNaHeMeEHT
MYy3bIKanbHOro MHCTPYMeHTa — casa unu TaHbypa. [Jo HacTosLero BpeMeHn coxpaHurnock bonblie cemuae-
CATU npousBefeHun ansa TaHbypa — CTPYHHOro BOCTOYHOIMO MHCTPYMEHTA, KOTOPbIM NPEBOCXOOHO Bhnagern
lasn lepan Il. Ho, k coxaneHuto, 6onbLUyO YacTb My3blkanbHbIX MPOM3BEAEHUIA XaHa He yaanocb coxpa-
HUTb, KaK U 3HAYUTEMNbHYI0 YacTb MYy3blKarlbHO — MO3TUYECKOrO Hacnegus anoxu B uenom. Mysbika, Kak n
noasus B kynbType KpbIMCKOro xaHcTBa oTnnyanocs 60mbwmMM MHOroobpasnem xaHpoB 1 hOpM, U BO MHO-
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rom Obina cBssaHa ¢ TpaguuMaMn CpeaHEBEKOBOW BOCTOYHOM KynbTypbl. HECMOTPS Ha XeCTOKOCTb NoBCe-
OHEBHOCTU, FMaBHOW TeMaTtndeckon nuHmen B noasmm XVI-XVII BB. ocTaeTca nupudeckast 3To CBoero poga
rMMHbl No6Bu. Hapsagy ¢ noHATMEM 3eMHOro 4YyBcTBa NobBWM NO3Thl paspabaTbiBaldoT TEMY MUCTUYECKON
no6BK1, KOPHWU KOTOPOW YXOOAT B MEPCUOCKYIO MO33MI0 U CY(PUINCKYIO MyapOCTb.

Kpome noaToB-xaHOB, BKNag B pasBUTUE KPbIMCKO-TaTapCKOW NuUTepaTtypbl BHECN U NPUABOPHLIE
noatbl KedbeBuit Abgyndakbl aceHam (1555- ...), YcenH acbenaun Kedesui (...—1601), Anu (...—1703), Awbik
Ywmep (...-1707), Myctada Dxesxepu (...—17207?), Begxumxu (...—1660).

Mpobnema My3bIKarbHOCTU Kak BHYTPEHHEro KayecTBa No33uMn BO BCE BPEMEHA Bbi3biBana ocobbii
WHTEpeC AN uccnegoBaTtenen. Yxxe B Aanekom MpoLurioM BblgatoLwmecs MblCrivTenn n Teopetukn BocTtoka
anb ®apabu, N6H-CuHa, anb-LUnpasn, AbgypaxmaH [Dxamu v gp. — nogMeTnB TECHENLY CBA3b CTUXO-
TBOPHOWM METPUKN BOCTOYHOM MO33UM C MY3bIKarbHOW PUTMUKOW, MOCBATUMM 3TON NpobnemMe 3HaunTeNbHYO
YacTb CBOMX My3blkarnbHbIX TpaktatoB. OQHOM 13 M3MNONEHHbIX NO3TUYECKNX POPM MO33un AMBaHa Obina
rasenb, npegcraensowas cobon pacnpocTpaHeHHy hopMy NUPUKN B CPedHEBEKOBOW THOPKCKOW, apab-
CKOW, NepCUACKON Knaccu4eckon noasum, cBoeobpasHoe MoHOpUdMmnyeckoe nponssegeHme, cocrosiee U3
5—7 6entoB-kagaHcoB. B nocnegHem 6einTe nHorga nomeLlaeTcsa Nno3TMYECKUA NCEBAOHMM aBTopa.

Kpuctannusauus MysblkarnbHbIX (h)OpM B HOBbIN XaHpP, OTHOCUMBIA K UCKYCCTBY MakoMart, Npoucxo-
Auna Takke B pesynbTaTe B3aMMOOeNCTBUA C CypuU3MoM — hnnocodICKo-MUCTUHECKUM HanpaBneHnemMm uc-
nama, a TaKkke 4yepes ee CBA3b C rasenbio, KOTopas nenacb 1 noeTcs.

B nHTepBarne xyooxecTBeHHOW KynbTypbl KpbIMCKOro xaHcTBa My3blkarnbHOe NCKYCCTBO BbINo npea-
CTaBMeHO pa3HoObpasHbIMU XKaHpaMm NPodeCCUOHANbHOM U ONbKNOPHON My3biki. Cpean HUX B paccMar-
pvBaemMyto arnoxy AOCTUITIM CBOEro pacuBeTa XaHpbl CBETCKOW, PENUIMO3HON, BOEHHOW, HapOOgHOW MY3bIKM.
OcobbiM cybuHTEepBanomM B KOHTEKCTE My3blKarbHOW KynbTypbl, CBOEOOpa3sHbiM (PyHAAMEHTOM BCEX Ha-
npasneHun octaeancs donbknop. O4eBnaHO, YTO My3blkanbHas KyrnbTypa KpbiMa BO BCce BpemMeHa oTnuya-
nacb yHVKanbHbIM MHOroobpasmem UnuM MHOTOMHTEPBANbHOCTBLIO C TOYKM 3PEHUS KyNbTypbl pasHbIX Hapo-
[00B, NPOXMBaBLUUX 30eCb. MIHTOHAUMOHHOE B3aumooboralleHne pasHblX 3THUYECKMX KyNbTyp NPOMCX0OUo
MOCTOSIHHO B JOCTaTOMHO akTUBHOW (hopme, 4YTO CcopMuMpoBano YCNoBus ANS PasBUTUS YHUKaNbHOW
My3blkanbHOM KynbTypbl KpbiMa. OgHOBpeMEHHO hoNbKNOop Kaxaoro Hapoda oTnimyancs cBoel HeENnoBTOpPK-
MOCTbIO U OPUTMHANBLHOCTLID. HecMoTps Ha A3bIKOBbIE N KOH(DECCUOHArbHbBIE Pa3nuyus, MHOrMe Hamnesbl 1
Mernoammn 3a4acTylo UMeNnM MHOTO MHTOHALUMOHHBIX U PUTMUYECKUX MpU3HakoB. Hanbonee ApkuM npumepom
nogobHOro poAcTBa ABMSETCS My3blkanbHas KynbTypa KPbIMCKMX TaTap, kapaMMoB U KpbiMYakoB. B gaHHOM
crnydvae peyb MAET TaK Xe U COBNageHUM OOHUX W TeX Xe Menoauni U MX COOTHECEHMEM K TEM UNU UHbIM
My3blKanbHbIM XaHpaMm. B To e BpeMsi 4OCTaTOYHO MHOIO CXOXMUX NPU3HAKOB ObINO B apMSIHCKON, rpede-
CKOW N eBPENCKON MernoauKe B CPaBHEHUM C MYy3blkanbHbIM (DONbKIIOPOM Ha3BaHHbIX HAapOAoB. OTO Aaneko
He MOSHbIV NepeYvYeHb cpaBHEHUI NogobHOro poaa.

HecMoTpsa Ha 3HauMTeNbHYO porb CydUNCKMX naen B KynbType Kpbima xaHcKoro nepvoga, eguHCT-
BEHHbIM apTedakToM CydUNCKon apxuTekTypbl XVB. ABNAeTcs 4yaoM yueneswas obutenb gepBulen B
EBnaTopun, koTOpas HaxoguTCHA B HacTosiLLee BpeMs B MNavyeBHOM COCTOSHUWU. OTaernbHble 3NeMeHTbl Cy-
HUNCKOTO MUPOMOHMMAaHUSA COXPaHUMUCbL Ha TeppuTopuM XaHckoro Asopua B baxducapae, Hanpumep,
hoHTaHbl — YelwMe. Ha coBpemeHHOM aTane BO3poxaaeTcs cydumnckas nurepaTtypa u Mysbika, NpoBoaATCs
nccrefoBaHus, OPraHM30BbIBaOTCH BbICTaBKM.

Takum o6pasoM, B cpefHeBekoBon KynbType KpbiMa cydusm aBnseTcs AoCTaToOvYHO BECOMbIM Cy-
OGUHTEPBAaNoM € NO3NLUNA MHTEPBAarbHOW METOAOMNOUN.

UTak, cuctema obpasoB, Yepes KOTopble OCYLLECTBNSANOCH OTOOpaXKeHne KapTUHbI MUPO34aHust, siB-
nawuerocs boxecTBeHHbIM TBOPeHMeEM, 6e3yCroBHO, 3aBuCerna OT PernvMrmo3Horo MMpoBo33peHus. Bece Bu-
Obl UCKyCCTBa OOBbEAMHSIET Hannyne xapakTepHoro ob6pasHOro M CUMBOMMYECKOro Hadarna, CBOero poga
naen n ceepxugen, cpeacTs BblpasuTENbHOCTU, COOTBETCTBYIOLNX (DOPM U XKaHPOB.

C TO4YKM 3peHns 06pa3HON KOHLIENUMM UCKyCCTBA 0COOOro BHUMaHKS 3acinyXuBaeT cucTeMa CMMBO-
nos. CnmBoOnbI, Bblpaxkast OnpeferneHHoe ABreHne, packpbiBaloT MAenHbIA CMbICH NPOu3BeAeHNs UCKYCCTBa,
nogpasymesatwollee ceepxsagadvy. CMMBOMNUKE B UCKYCCTBE WM TPagULMOHHOW KynbType KPbIMCKUX TaTap
nocesileHbl pabotel P. Kyptuesa [4], M. Yypny [10], C. 3aemoson [11]. Bo MHormux npoussegeHusIx
KpbIMCKOTaATapCKOro MCKycCTBa XaHCKOro nepvioga npeobnaganv Takue TIOPKCKUE 3MEMEHTbI, Kak: ApeBO
XMU3HWU (CUMBOS COOTHOLLIEHUI Pa3HbIX NOKONIEHUA N NPOCTPAHCTBEHHO-BPEMEHHbBIX U3MepPeHUin), nsobpaxe-
HWUS Kpyra, TpeyrofnbHuKa, cTpenbl, nowaan, opna, nyHbl, 3Be3abl, rpebHa. MHorne 13 atnx curyp 6binu
CBSI3aHbl C MaHTEOHOM THOPKCKMX B6oroB — TeHrpu (60xecTBO BEPXHEWN 30HbI MUpa), Iprivka (apxeTun cmep-
Th), 6ornHn Ymanm (obpas lNMpamatepun) [4]. THOPKCKO- KpbIMCKasi CUMBOMMKA TpaHcgopMupoBanacbk nocre-
MEHHO MoA BNUSIHUEM UCMaMa U B COMETaHWM C anemeHTamy apabckon kannurpadum cnocobecTBoBana no-
ABMEHUIO OPUrMHANbHOIO OpHaMeHTanbHOro cTung. WM3obpasutenbHoe uckyccTBO KpbIMCKOro XxaHCTBa
BKITIOYAET B ceBA apxutekTypy, anurpaduyeckme NamAaTHUKK (Kak CUHTE3 apXUTEKTYpPbl U CKyNbATYpPbI), Npu-
KnagHOe UCKYCCTBO, KHIKHYIO MUHUATIOPY W Kannurpaduio. Bce 3T BMAbl MCKYCCTBA, Kak NpodeccMoHarnb-
HOro, Tak W TPaguUMOHHOro, MMET CBOWM >XaHpoBble U obpasHo-cMbicrioBble rpagaunn. Cpegu
apXUTEKTYPHbIX COOPYXEHUI, cneayeT BblAenuTb cnegyoLlme pasHoBMOHOCTUN: MeYeTn (Oxamu), MaB3oneu-
atopbe, anurpaduyeckne NnaMaTHUKKU, POHTaHbI-YeLLMe, KapaBaH-capan, Megpece 1 Tekne, ABOpLUbl, Xunble
Aoma. Bce aTu apXuUTeKTypHbIE COOPYXKEHUS MPOLLMN ONpPeaeneHHyY0 3BOSIOLMI0, UMENX OTPE3OK BPEMEHN
CBOero pacuseTa, HanbonbLuen NpeanovYTUTENbHOCTU UX CTPOEHUS UK cnag UX CTPOUTEenbCTBa.

OpHameHTanbHble aMneMeHTbl yKpallanu BCe BuObl apXUTEKTYPHbIX CTPOEHWA paccmaTpyuBaeMon
3MOXW B TOM UNWU NHOW Mepe.
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Cpeau [ocTaToMHO Marou3yveHHbIX SBNEeHU B KOHTEKCTE UHTepBarna KynbTypa KpbIMCKOro xaHcTBa
npeacraBnaeT cobon TeaTpanbHoOe UCKycCTBO. B anoxy xaHcTBa B KpbiMy yHKLMOHMpPOBaN TeaTp TeHen —
"Kbapakosb Be AgxuBat". Ha oCHOBe Takmx UCTOYHUKOB, Kak XaHCKMe MUcbMa, "Kasnackepckue kHuru'" n py-
KOMMCHbIe "Te3KMpe" MOXXHO NPeanonoXnTb, YTO NPU ABOPE KPbIMCKMX XaHOB CTaBUIUCb My3blKarbHble cre-
KTaknu cunamm npuaBopHux kanenn. O4eBnaHO, YTO 3HAYUTENBLHYIO POfb B pa3BUTUM TeaTparibHOro UCKycC-
CTBa urpanu dparMeHTbl HAPOAHOIO CLEHUYECKOrO UCKYCCTBA.

C TOuKM 3peHns MHTepBarnbHOro aHanusa, OvYeBWOHO, criedyeT NpeacTaBUTb HEKylo npegnonaraemyto
NepapxXnYHOCTb, NO KOTOPOKN BbICTPanBanoch UCKYCCTBO W KyrnbTypa KpbIMCKOrO XaHCTBa, B YaCTHOCTU, KPbIMCKO-
TaTapckoe UCKyccTBO. MOCKOMNbKY OCHOBHbIE MOMNOXEHNS MHTEPBAbHOM METOA0MNOMMM NoapasymMmeBatoT OTHOCK-
TENbHOCTb MHTEPBASIOB NMHBOro YPOBHS U abCOMTHOCTb UCTUHBLI BHYTPU KaXKAOro MHTEpBasna B paMkax ero UH-
TepBanbHON abCTpaKuMm, NpanM3M sIBNIEHNI Pas3nUYHOro YPOBHS, MEPUOANYECKYI0 CMEHY OOHOMo MHTepBana
OpYrMM BMOMHE OYEBUOHO, CriedyeT, UCXOoOS U3 3TUX MONOXEHUN, aHanusupoBaTb (PeHOMEH XYOOXKEeCTBEHHON
KynbTypbl KpbIMCKOrO XaHCTBa, Kak CUCTEMY WHTEpBanoB: "m3obpasutenbHoe MWcKyccTBo", "nutepaTypa’,
"My3bika", "bonbKIop", KOTopble, B CBOO Ovepenb, AENATCA Ha BUAbI U >kaHPbl, COOTBETCTBEHHO CyOMHTEpBarbI.

CnepnyeTt OTMETUTb, YTO KaXablii HOBbIA MHTEPBAr, NPUXOAALWMA HAa CMEHY NnpeabigyLeMy, n cam
npouecc Ha3peBaHUA-NOATOTOBKN 3TON CMEHbI MOXET MO ANUTENBHOCTU BbiTh pasnuyHbLIM, 3TO ByadeT 3aBu-
ceTb OT AUCCUMATMBHOCTU CTPYKTYP M BO3MOXHbIX NONMdypKaLni.

Takum obpasom, MeToq MHTEepBaribHOro aHanmnsa no3BonseT Ha MNobbIX YPOBHAX BbISBNSATL onpeae-
NEHHYI0 nepapxuio 1 BMecTe € TeM Mobble Ka4eCTBEHHbIE Nepexobl TEX UMK UHbIX YPOBHEN U3 OOHON ne-
papxun B Apyryto, 4To obpasyeT yxKe HOBble UHTEPBArbl U CyOUHTEpPBarbI.
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OLEKSANDR KOSHYTSYA CHORAL CONDUCTING SCHOOL
AS A SOCIOCULTURAL PHENOMENON

Purpose of Article. The purpose of the article is the designation of the sociocultural phenomenon of
Choral Conducting School of an outstanding Ukrainian artist Oleksandr Koshyts. Methodology. The author
uses biographical and art analysis methods on the principles of comprehensiveness and consistency. This
approach allows to cover objectively creative career and peculiarities performing activity of the O. Koshytsya.
Scientific novelty. The scientific novelty of the article is the author’'s comprehensive review of the concept of
Oleksandr Koshyts choral conducting school as a sociocultural phenomenon. Conclusions. The following
aspects are pointed out: 1) external and internal background of foundation of Koshyts School, which has become
one of the leading in the Ukrainian choral culture of the Ukrainian diaspora, 2) Koshyts’s methodological
approaches, 3) Oleksandr Koshyts as a theorist-innovator of choral art.

Keywords: Choral Conducting School, choral art, Ukrainian diaspora, a social phenomenon, Oleksandr
Koshits.

Kapacb aHHa BacunieHa, dokmop mucmeuymeosHascmea, rnpoghecop lNpukapnamcbko2o Haujo-
HarbHo20 yHieepcumemy imM. Bacuns CmeghaHuka

[dunpureHTcbKo-xopoBa wkona OnekcaHapa Kowuusa sik couiokynbTypHUn cheHomeH

MeTta po60TU — BU3HAYUTK COLLIOKYNbTYPHUIN (DEHOMEH OUPUTEHTCHKO-XOPOBOI LLKONW BUAATHOIO YK-
paiHcbkoro mutua OnekcaHgpa Kowwuus. Metogonoris. 3 ypaxyBaHHAM NPUHLMMIB KOMMNMAEKCHOCTI Ta nocri-
OOBHOCTI y CTaTTi BUKOPUCTOBYIOTbCA BiorpadiyHumn i MMCTELTBO3HABYMIA MeToAM aHanidy. Takui nigxia
[ae 3mory o6’eKTMBHO BUCBITMOBATM TBOPYUIA LWINSAX Ta 0COBNMBOCTI BMKOHABCBKOI AianbHocTi O. Kowwuua.
HaykoBa HOBM3Ha nonsrae y KOMNIeKCHOMY po3rnsagi NOHATTA "ANpUreHTCbKo-xoposa wWwkona OnekcaHgpa
Kowmua sk couiokynbTypHUA beHomeH". BucHoBKWU. BuokpemneHo Taki acnektu: 1) 30BHIWHI i BHYTPILLHI
nepeaymoswu opradisadii O. Kowwuuem LLUKOIN, aka ctana ogHieto 3 NpoBiAHUX B YKPaiHCHKIN XOPOBIN KynbTypi
giacnopw; 2) metogunyHi npuHumnu O. Kowwuus; 3) O. Kowuub — TeopeTUk-HoBaTop XOPOBOro MUCTELTBA.

Knroyosi criosa: ANpUreHTCbKO-XOpOBa LUKOMNa, XOpoBa KyrbTypa, Aiacnopa, COUioKyNnbTypHUn de-
HomeH, O. Kownub.

Kapacb AHHa BacunbeeHa, dokmop uckyccmeoeeleHus, ripogheccop [lpukaprnamckoeo Hayuo-
HarnbHo20 yHuUsepcumema um. Bacunusi CmegbaHuka

[Onpuxepcko-xopoBas wWkona AnekcaHapa Kowmua kak COUMOKYNbTYPHbINA (PeHOMEH.

Llenb paboTbl — onpeaenvtb COLMOKYbTYPHBIN heHOMEH ANPUKEPCKO-XOPOBON LLKOMbI Bbi4atoLLLEerocs
yKpamHckoro Mactepa AnekcaHgpa Kowvua. MeTtogonorusi. B cratebe ncnonb3oBaHbl Grorpadpmyeckmini MeTod 1
METO[, UCKYCCTBOBEQYECKOrO aHanusa Ha MpyHLMNAax KOMMNIEeKCHOCTU 1 nocneaoBaTefibHOCTU. Takon nogxop, no-
3BOMnsAeT OO6BEKTMBHO OCBELLAaTb TBOPHYECKUIA MyTb U OCOBEHHOCTU UCTMONHWUTENbCKOM AeaTtenbHocTn A. Kowwmua.
Hay4Has HOBM3Ha 3aKO4aETCH B KOMMNEKCHOM PacCMOTPEHUM MOHATUS "OUPUKEPCKO-XopoBas Lukona AnekcaH-
Apa Kowmua Kak coumokynbTypHbIN beHoMeH". BbiBoabl. BblgeneHsl Takve acnekTbl: 1) BHELUHWE U BHYTPEHHWE
ycrosust opraHusaummn A. Kowwuem LLUKOJbI, craBwen ogHon u3 Begywmux B YKPaMHCKOW XOPOBOW KyrbType
Avacnopsl; 2) metoguydeckue npuHumnel A. Kowmua; 3) A. KoL — TEOpeTUK-HOBaTOP XOPOBOrO UCKYCCTBA.

Knroyesble criosa: oUpUXKepCKo-XxopoBas LUKOMa, XopoBas KynbTypa, Anacrnopa, COLMOKYIbTYPHbIN
deHomeH, A. Kowwmub.

The scientific definition of school has several meanings. In particular, the school is interpreted as: a
special direction in science, which has its own original concepts and methods of learning; a group of
scientists that deals with the evolution of a certain issue under the same angle; education and training of
young followers by certain rules and methods [5]. In general, the term “school” is particularly associated with
educational establishments. However, this concept has a universal meaning, due to the unity of culture.
Based on the etymology of the word “culture” — education, development, respect, J. Dedusenko states that
“school”, as a universal category, provides the effect of three major purposes of culture disposing three
functions: cognitive, communicative, and didactic [3, 81].
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Based on the B. Yavorsky’s teachings, who interpreted the art school as the main constant of
musical life, A. Laschenko considers choral school as “the level of mastery of choral activities that provides
professional embodied continuity and succession of ideological, musical aesthetic and technological
characteristics of certain persons in choral art”. As a result, the scientist considers the Kyiv Choral Scool “as
the unity of the historical experience of composing, performing, and listening practice in the music world” [9,
3]. As I. Shatova says, “on the one hand school is a part of tradition, a kind of mechanism of traditions
formation. On the other hand, tradition can be expressed only by means of school, as it is becoming a
“transmission line” in the evolution and preservation of traditions. The development of Choral Conducting art
is based on a succession, which is the main goal of a Choral Conducting School” [19, 128]. Thus, the life of a
tradition is in school, in the living tradition bearers, and performing traditions act as one of the components of
performing style. In the tradition of “made art memory culture”. Determining the understanding of tradition, M.
Druskin emphasizes the inseparability of these two theses: “... 1. It is historical (italics are author's — M. D.)
memory of culture, 2) artistic memory, where the past is refracted through the prism of aesthetic perception”
[4, 203]. The tradition in the historical evolution is changing, but it retains certain constant features by virtue
of school, which is the form of its existence, preservation and renovation.

Ukrainian conductor-choral school has a long history. It was largely influenced by lItalian, German,
Austrian, Czech, Polish and Russian schools. It eventually crystallized into subtypes: Kyiv, Odesa, Lviv, and
Harkiv choir schools. A. Laschenko makes an important conclusion that “in all periods of history choral
culture always gravitated to internal self-regulation and adaptation to the external terms (adoption and
accumulation of values and feeding from accumulative ethnogenetic energy” (italics are ours — A. L.) [9, 9].

In the middle of the XIX of century a Choral Art in Kyiv becomes part of social life. Mykola Lysenko
whose comprehensive activity had an extraordinarily important value for further development of the
Ukrainian Choral Art, appears in the centre of the processes of democratization of choral culture. The
Lysenko conductor’s activity formed the main features of Kyiv Coral Conducting School: discipline and high
effectiveness of methodology, influence on professional composer’s thinking, the presence of followers.
Oleksandr Koshits (1875-1944) was one of them. He was the one to open Music and Drama School (1904)
and thus for the first time (compared to Russian and Western European organization of special musical
education at that time) he embarked on the path of academic and vocational training of a choral conductor.
One of the main and most prestigious in the late nineteenth century was Kiev Theological Academy Choir,
directed by O. Koshitsya, a student of this establishment at that time. This team was “a model of stylistic,
repertoire and performing respects” [9, 21]. In his book “The Memories” O. Koshits wrote about the repertoire
of the Choir (works by A. Vedel, D. Bortniansky, P. Turchaninova, etc.), that was enthusiastically perceived
byaudience [8, 210-211]. At that time, the highly appraised Kiev St. Vladimir University Choir directed by M.
Lysenko approved the tradition of choral singing. At he beginning of XX of century O. Koshits successfully
worked with it. He also initiated the choral classes in newly created Kiev Conservatory (1913).

At the beginning XX of century Kyiv choral school, being formed into the integral artistic
phenomenon, having absorbed the national and spiritual traditions of Lysenko’s perception of the world,
began to turn to the international experience of the choral singing on equal terms. Due to it a rather,
venturous idea to make some elements of folk song academical was born among conductors. The
adaptation of folk song as the genre phenomenon in Lysenko’s works aimed towards not only social,
ethnographic works, but also towards wide popularization of it among people, and it was the sign of
educational aspiration. O. Koshits kept his mind on bringing academicism to the genre [8, 361]. As in the
future almost all Ukrainian composers gave special attention to this genre, and its evolution during XX of
century demonstrated exceptional potential, then it is difficult to overemphasized O. Koshits’s idea.

The activity of a prominent conductor O. Koshitsya as an innovator who declared fundamentally new
rules in the choral performance is central in the Choral Art of the Ukrainian Diaspora of the twentieth century.
Creative individuality of the artist was being formed in the difficult conditions of the Ukrainian choral culture of
the late XIX — early XX centuries. Ukrainian song tradition, O. Koshits embodied in the performance of works
by M Lysenko, K. Stetsenko, M. Leontovich, has become close and organic for him, as he was a follower of
the founder of Ukrainian classical music M. Lysenko. O. Koshitsya’s professional formation took place in the
period of considerable rise of the Choral Art. Romantic style interpretation is clearly showing up in the
performing activity of the conductor. R. Pridatkevich noted such performance features in his style as nobility,
elegance of rendering, spontaneous sincerity, sophisticated style of the program [14, 187]. V.
Shcherbakivskyi wrote: “His conducting combined deep psychological understanding of the text of a song
and extraordinary ability to hold a choir as the best instrument for expression of desirable effects. He not only
considered the choir the best instrument, but also hold it in masterly fashion” [20, 21]. Considering the
source of the style of the artist, the author regards him the successor of Ukrainian Baroque style, as “nobody
understood Vedel better than Koshits” [20, 21]. At the same time he was “unusual progressist in his
compositions and conducting. He was a modernizer, an inventor of new ways, new effects and methods, as
it was underlined by all European reviewers” [20, 22]. P. Matsenko considered the O. Koshitsya’'s
phenomenon as a precious gift from God created thanks to great work, practice, the knowledge of the people
of his country, the way of expression, and “magnetic personality” [12, 13].

Thus, O. Koshitsya’s aesthetics are built on the principles of the Ukrainian Baroque and the latest
modern tendencies in the beginning of the XX of century. Reviewers noted the ideal line-up of the choir
under his guidance, the orchestral flow of sound, rich palette, force and beauty of singing voices, the
fantastic bass singers, unsurpassed sincerity, emotional performance. According to O. Martynenko, “Czech
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choral conductors tried to imitate the O. Koshitsya’s manner of performing. They used some of his
techniques: the performance of works by heart, without choral scores; conducting without a conductor’s
baton that strengthened the emotional impact of a conductor on his chorists™[11, 34].

Ukrainian Republican Choir (URC), established as an autonomous art organization under the
Ministry of Education in 1919, was a professional unit that has written a golden page to the national artistic
achievements of the Ukrainian people. O. Koshits headed the Choir; he was also the chairman of its Arts
Council. P. Shchurovska became his assistant. After the successful beginning of the first three months
performances in Prague — one of the musical centers of Europe in May in 1919, the choir presented the
Ukrainian Choral Art with triumph in other countries of Europe during the first three years.

The publication printed by O. Koshitsya Ukrainian Music Society in Paris [18], is a historic document,
that contains thousands of reviews of the leading music and professional critics in Europe and America. The
archival materials, memoirs of archivist Lion Bezruchka [1] are a valuable source for undergoing of formation
of the concert activity of the choir and its internal problems.

There were over 120 compositions in the repertoire of the URC. The bulk of them consisted of
Ukrainian folk songs by triumphal M. Lysenko, K. Stetsenko, M. Leontovich, O. Koshits, P. Demutsky, V.
Stupnytskyi, J. Yatsynevych. They ususally were on the same theme (carols, chants, spring songs). The
program of the performances was also built thematically. According to programs, reviews, and public
reaction, the repertoire of the Choir was later frequently performed by choral groups in emigration. They
were often managed by former members of the Choir.

Though the repertoire of the Choir was approved in Kyiv, it was corrected in the process of
performances taking into account the public preferences. At the same time, the Choir was not limited to only
this repertoire, it also Performed original works of the Ukrainian composers of M. Lysenko, K. Stetsenko,
sacred music, Folk Songs of Many Nations, National anthems of different countries. Folk songs were usually
adopted by O. Koshits. Concerts lasted 2 hours; the audience was usually given out the libretto in Ukrainian
and foreign languages. Such programs of performances had national propaganda value, as they gave not
only texts of works, but also information about the choir, Ukraine and its history. The choir also distributed
information about its activities in the media space.

The Choir concert activity impelled the professor of Charles University Zdenko Neyedly to make
scientific research on the Ukrainian song. It also excited general admiration among the Czechs, who had
recently gained freedom and welcomed the Ukrainians temptation to build an independent state. Z. Neyedly
printed an article about the Choir in Prague magazine "Smetana" [17]. He also published a little book, where
he for the first time made a professional evaluation of the Ukrainian choir and its conductor [21]. The
successful performances led to the revival of interest of the Czechs to a folk song, the embodiment of the
soul of the nation. The frequent charity performances for workers, students even at the time of financial
difficulties testify the Choir's democratic policy. Different Ukrainian state, political, and cultural personalities,
public officials and members of the royal families from different countries, and prominent musicians (German
conductor A. Nikisch) turned out to listen to the choir. The choir performances in some way influenced the
changing in the valuation of Ukraine by official circles in many countries. After successful concerts not only
reviews but also political articles about Ukraine and its struggle for independence were published in the
foreign press. Thus, “without politics and diplomacy” the charm of our folk songs at least grasped the
national recognition of Ukraine” [1, 49]. Ukrainian prisoners wrote in their letters to O. Koshitsya that the
Ukrainian song ‘reminded them native Ukraine, awakened the faith in the victory of the national idea,
encouraged them to labour. They believed that Ukraine will rise up and stretch from San to Kuban” [1, 52].
Consequently, the impact of the choir performances on the self-appraisal of Ukrainians is another vector of
resonance of this outstanding collective.

In July 1920 the Choir split. Its main part was renamed into Ukrainian National Choir held on
performing in Europe under O. Koshitsya’s guidance during next two years. In 1922 the choir emigrated to
the United States and was successfully giving concerts in South and North America until 1927. During that
time, it performed about 900 concerts [13, 29-30]. The former participant of choir L. Bezruchko wrote later,
“O. Koshits with his team gave the best pattern of artistic performance, talented conducting, a perfect
understanding of the national spirit and colour of Ukrainian songs and its adaptation” [1, 91].

There were found some unknown letters in the archives, which are evidence of O. Koshitsya’s
permanent contact with S. Petliura [10]. S. Petliura followed the activities of the choir and its conductor. In a
letter from March, 21,1922 he marked: “Do not forget, Maestro, during your concerts about Ukraine about
our national honour and responsibilities. When you will be interviewed say discreetly “Ukrainian music —
“independent song” — “own” — “different” — “original” — is part of independent Ukraine” (underlined by the
author — S. P.) [10, 122]. In a letter dated February 5, 1923, he wrote: “The performance activity of the Choir
is, to my mind, historic — let the awareness of the importance of your work give you and all members of your
choir moral satisfaction and strength for future work [10, 118-121].

In 1930-1940 O. Koshits aimed to retain prestige of the Ukrainian Choral Art by large scales
promotions in the USA and Canada: concert tour around America together with the V. Avramenko’s dancers
of dedicated to 200th anniversary of the birth of D. Washington (1932), conducting “Eight Joint Choir”’ of New
York Greco-catholic churches on the day of Ukraine at a festival in New York (1934), the concert in honour of
Shevchenko in “Town Hall” (New York, 1935), concerts in honour of Metropolitan A. Sheptytsky (1936, 1940,
New York, “Town Hall”), concert on the World Exibition with a choir of 500 singers, at the first Ukrainian
Congress in Washington (1940). At this time, in addition to his usual repertoire, the choir performs spiritual

25



MucTeLuTBO3HaAaBCTBO Karas H.

works by D. Bortniansky, A. Vedel, A. Stetsenko and O. Koshitsya. In 1937, the 40th anniversary of O.
Koshitsya’s creative activity was celebrated in New York.

Comprehending the phenomenon of O. Koshitsya as historical and cultural phenomenon and
evaluating his creative activity, we can lay emphasis on such aspects: 1) external and internal ground for
organization of the SCHOOL by O. Koshitsya that later became one of the leading in the Ukrainian choral
culture of the Diaspore; the main aspects of O. Koshitsya’s activity 2) methodological and pedagogical
principles of O. Koshitsya 3) O. Koshits — theorist and innovator of choral art, his scientific heritage.

O. Koshits as a bright representative of Kyiv Choral School created his own Choral School based on two
traditions: church and society. The members of URC after the split have become leaders of many choirs in the
inter-war period Czechoslovakia, including Subcarpathian Rus. The Russian national choir was founded in
Uzgorod (in 1921, choregus O. Kizima, O. Prikhodko), Regional teachers choir (1928-1939, choregus O.
Prikhodko), choir “Bandura-player” (1935-1938, choregus P. Schurovska-Rossinevich, D. Petrovsky), in Prague
the choir “Trembita” (1921, choregus O. Kuhtin), Ukrainian singing studio (1923, choregus Z. Serdyuk), the
Student Choir of the National Pedagogical University named after M. Drahomanov (1923-1933, choregus F.
Yakimenko, P. Shchurovska-Rossinevych), Ukrainian mixed choir (1942, choregus O. Prikhodko), the Choir of
Ukrainian Economic Academy in Podiebrad (1923-1932, choregus P. Shchurovska-Rossinevych, Z. Serdyuk).

The work with students and teachers in conducting training courses in Toronto and Winnipeg, where
he gave lectures was of great importance for him. The organizing annual concerts maestro considered the
way share his artistic experience. O. Koshitsya’s brave idea of the stylish concerts built (contrary to
established traditions) on monogenre principle (Christmas carols, spring songs) first approved in Kyiv in 1913
found its continuation in concert practice of his followers.

O. Koshitsya’s methodical principles are reflected in his memoir literature, and in the works of his
followers or witnesses of the Choral formation. The choirmaster drew attention to the pronunciation of choral
singing and its own method was described in one of his letters to P. Matsenko [2, 79]. The phenomenon of a
choral orchestra with its complex form of organization of the register-timbre system belongs to O. Koshitsya.
According to P. Shchurovska-Rossinevych’s archived data this idea was practiced by the conductor in the
process of choir formation.

That what the conductor wrote later in emigration: “my idea of symphonization of the Choir is spoiled
<...> I meant that having a large choir with appropriated singers, beginning from coloratura soprano and ending
with basso profondo, it is possible to give orchestral sonority to choir” [7, 47]. It was this timbre colouring of
groups of voices of the choir that musical critics gave a high estimation to. Conducting of maestro by heart and
without a conductor’s baton, as well as singing without music sheets, not only promoted good contact between
him and chorists but were imitated by other conductors abroad. A. Rudnytsky believed that “as a choral
conductor”, O. Kosits was incomparable, especially in the repertoire of Ukrainian folk songs <...>. Full of
dynamic, passionate temperament and forever young enthusiasm, conscious of the finest performing
peculiarities and possibilities of a choir, O. Koshits was able to grasp his choir, keep it in a state of a high
tension and obtain from it everything, that was possible and what he wanted” [15, 131].

Kositsya Choir School. Among the pupils of the great conductor or those who were influenced by his
work are: in Czeck and Slovakia — P. Schurovska-Rossinevich, M. Roschahivskiy (conductor of Ukrainian
Academic Choir in Prague, 1923-1929), composer O. Kizyma; in Canada — P. Matsenko (organizer of choral
movement, musicologist), V. Klymkiy (Conductor of the Choir named after O. Kositsya), G. Ham-Doskoch
(first conductor of on that time MYN, that took the name of O. Koshitsya in 1951); M. Hoviyka-Pidkovych, J.
Schepanska-Romaniy; M. Kuts, A. Mysyk Vah (editor of “Women’s World”), bishop R. Danylyak, padre J.
Krystalovych, padre B. Sloboda, deacon M. Vorobiy; in the USA: padre P. Korsunivskiy (conductor of
Ukrainian Church Choirs in America), L. Sorochinskiy; |. Truhliy (Ukrainian conductor of student’s, secular
and church choirs in Slovakia (1939-1945), Germany (1945-1950), the USA (from 1950).

P. Schurovska-Rossinevich (1893-1973), who worked under the leadership of O. Kosits, was a key
figure in the work of the choir in Czechoslovakia in the interwar period. She ruled many choirs, worked as
prodecanus, associate professor of a newly created faculty of Music Education at Ukrainian High
Pedagogical Institute Drahomanov in Prague. It was at this time when Nicholas Kolessa — creator of the
LvivSchool choral conductor studied there. The great conductor emphasizes the role of P. Schurovska-
Rossinevich in shaping of his creative personality: “When they talk about Choral School — it is she
(P. Schurovska-Rossinevich) who | transformed it from [16, 133]. Thus we can trace so called undeniable
influence of Kiev Choral School and O. Kositsya Choral School on forming of Lviv Conductor School.

Thus, thanks to O. Kosits’s creativity the Ukrainian Choral Art became the global context. It is hard not to
agree with N. Kalutska who considers that “O. Kositsya’s artistic activity played the role of powerful impulse not
only in Ukrainian but also in the international choral performance, enriching its techniques, and palette of means
of artistic expressiveness, drawing the prospects of understanding of national authentic performance” [6, 7].

Jlimepamypa

1. Bespyuko J1. 3 nicHeto No cBiTax i pigHMX 3aKyTKax : 3aMiTKM 1 CMOMUHW y4acHMKa KOHLLEPTOBOI MOAOPOXi Y.
P. Kaneni no €eponi Ta 4neHa 6. T-Ba "Ko63ap" Ha 3akapnatTi : coujiorpadiyHmint Hapuc npo Kapnatcbky Ykpainy / JleB
Bespyuko. — Hio-Mopk : Haknagom aetopa, 1951. — 128 c.

2. Bigrykn muHynoro. O. Kowwub B nuctax o . MaueHka / nepeamoBa . MaueHka. — BinHiner : KynbTypa i
OcsiTa, 1954. — 80 c.

26



BicHuk HauioHanbHoI akagemii KepiBHMX KaapiB KynbTypu i mucteuTs Ne 3°2016

3. OenyceHko XK. "lLkona" B cuctemi rymaHiTapHux Hayk / K. legyceHko // TeopeTudHi Ta NpakTUyHi NUTaHHA
KynbTyponorii : 36. Hayk. cTaTei. — 3anopixoks : [6. B.], 2000. — Bun. 3. — C. 79-87.

4. Opyckud M. Tpaguumsa v Tpaguumm / OpycknH M. Ouepku. Ctaten. 3ameTtku // M. OpyckuH. — J1. : CoBeTckuin
komnosuTop, 1987. — C. 198-210.

5. 3epbuHo . Hay4yHa wkona kak cheHomeH / [1. 3epbuHo. — K.: HaykoBa aymka, 1994. — 135 c.

6. Kanyuka H. Mucteubka gisnbHicte OnekcaHgpa Kolumus B KOHTEKCTI My3uku XX cTopivds : aBToped. auc. ...
KaHg. mucteytBo3HaecTBa : 17.00.03 — mysuyHe mucteutso / H. b. Kanyuka. — K., 2001. — 21 c.

7. Kownup O. Nluctn go gpyra (1904—1931) / ynopsia., KOMeHTapi, BCT. cTaTTsa i nokaxyuk imeH J1. O. lMapxo-
mMeHko / Onekcanap Kowwub. — K.: Paga, 1998. — 190 c.

8. Kowwuup O. Cnoragun / ynopsa. Ta nepeamosa M. NonosalueHka / Onekcangp Kowwup. — K.: Paga, 1995. — 387 c.

9. JTaweHko A. 3 icTopil kKMiBCbKOT xOpoBoi Wwkonu / AHatonin NaweHko. — K.: MyanyHa Ykpaina, 2007. — 198 c.

10. Nuctn Bacunbka, MeTtntopum Ta iHWmx ocid go O. Kowwmus npo KoHUepTy kanenu, nepeisg it 4o AMepukm 1a 3
iHWKX nuTaHb (1919-1923 p.) // UAABO Ykpainun. ®. 3965, on.2, cnp. 94.

11. MapTtunHeHko O. My3anyHa fisnbHICTb YKpaiHCbKOI eMirpadii y MPKBOEHHIN YexocrnoBayvdvHi (axepenosHas-
YN acnekT JOCMiMpKEHHN): auc... KaHa. MucteuTBo3HaBcTBa : cneu. 17.00.03 — my3ndHe mucteutso / MaptuHeHko Ok-
caHa BacunieHa. — K., 2001. — 310 c.

12. MaueHko I. 3acagm tBopyoctn O. Kowwusa / Maeno MaueHko. — Winnipeg, Manitoba : KynbTypa 14 ocBi-
Ta,1950. — 14 c.

13. HapixHun C. YkpaiHcbka eMirpauis : KynbTypHa npaus yKpaiHCbKOI emirpadii Mk ABOma CBiTOBUMU BillHa-
mu. Y.1. Bug. 2-re, penpuHTHe / Bign. ped. O. KynuuHcbkun / CumoH HapikHuin. — INbeiB—KeHT— OcTtpor, 2008. — 372 c.

14. Mpunatkesny P. [1-p Jlyka Muwyra i ykpaiHcbka myavika B Amepui / PomaH Mpuaatkesud // Jlyka Muwyra :
36. / peq. AHTiH OdparaH. — Ixepsi Curi-Hio Wopk : Bua-Bo "Ceoboaa”, 1973. — C. 173-193.

15. PyaHunubkuin A. YkpaiHCbKka My3uKa : iCTOPUKO-KpUTUYHUIM ornsag / AHTIH PyaHunubkuin. — MioHxeH : [Hinposa
xBuns, 1963. — 406 c.

16. CamoTtoc-baepne H. . Mukona Konecca. Cto pokiB monogocTi / H. |. CamoTtoc-baepne. — JIbsiB : ABepc,
2014.-288 c.

17. CratTi npod. 3geHeka Heeanu npo kaneny Ta il koHUepTn B Yexocnosayuuhi (1919 p.) — 79 apk. // LOABO
Ykpainn. ®. 3965 on.2 Cnp. 52.

18. YkpaiHCbka MicHA 3a KOPAOHOM : CBITOBA KOHLEPTHa NOAOPOX YKpaiHCbKoro HauioHanbHOro xopy nig npo-
BogoM OnekcaHapa A. Kowwmus : ronoc 3akopAoHHOT My3n4HOT KpuTukn. — Mapwuxk : Ykp. MysuuHe T-Bo im. O. Kowwuus B
Mapwxi, 1929. — 287 c.

19. WartoBa WN. Ctunesble ocHoBbl OOeCcCKOM XOPOBOWM LUKOMbl: AWUC... KaHA. WCKYCCTBOBeAEeHUs : cned,.
17.00.03. — my3ndHe mucteuTso / LlatoBa UpuHa AnekcaHgposHa. — Ogecca, 2005. — 219 c.

20. UWepbakiBcbkuin B. OnekcaHaep AHTOHOBWMY Kowwub / Bagum Wep6akiBcbknit. — JloHaoH : Haknagom
Ykp.Buaas. cninku, 1955, — 53 c.

21. Nejedly Z. Ukrajinska republikanska kapela / Zdenék Nejedly. — Nakladem Ukrajinského vydavatelského
druzstva “Cas” Kyjev — Praha; Knihtiskarna “Politiky” v Praze, [1920]. — 67 s.

References

1. Bezruchko, L.(1951). With a song on worlds and family secrets. New York: N.p. [in Ukrainian].

2. Reviews of the past. O. Koshyts in letters to P. Macenka (1950). Vinnipeh : Kultura i Osvita [in Ukrainian].

3. Dedusenko, Zh. (2000). “School” in the system of humanitarian Sciences. Theoretical and practical issues of
cultural studies, 3 (pp.79-87). Zaporizhzhia [in Ukrainian].

4. Druskyn, M. (1987). Tradition and traditions. Essays. Article. Notes. Lenynhrad : "Sovetskyi kompozytor",
(pp.198-210) [in Russian].

5. Zerbyno, D. (1994). The scientific school as phenomenon. Kyiv: Naukova dumka [in Ukrainian].

6. Kalutska, N. (2001). Artistic activities of Alexander Koshitsa in the context of the music of the 20th century.
Extended abstract of candidate’s thesis. Kyiv [in Ukrainian].

7. Koshyts, 0.(1998). Letters to a friend (1904-1931). L. Parkhomenko (Ed). Kyiv: Rada [in Ukrainian].

8. Koshyts, O. (1995). Memories. M. Holovashchenko (Ed.) Kyiv: Rada [in Ukrainian].

9. Lashchenko, A. (2007). The history of Kiev choral school. Kyiv: Muzychna Ukraina [in Ukrainian].

10. Leaves of Vasylka, Petlyura and others to O. Koshitsa on concerts choir, moving her to America and other
matters (1919-1923). TsDAVO Ukrainy. F. 3965, op. 2, spr. 94 [in Ukrainian].

11. Martynenko, O. (2001) Musical activity of the Ukrainian emigration located in Czechoslovakia. Candidate’s
thesis. Kyiv [in Ukrainian].

12. Matsenko, P. (1950). Principles of creation of O. Koshytsia. Winnipeg, Manitoba : Kultura i osvita [in Ukrainian].

13. Narizhnyi, S. (2008). Ukrainian emigration : the cultural work of the Ukrainian emigration between the two
world wars. Part 1. O. Kupchynskyi (Ed.). Lviv—Kent— Ostroh [in Ukrainian].

14. Prydatkevych, R. (1973) Doctor of Myshuha Luca and Ukrainian music in America in: Luka Myshuha. Antin
Drahan (Ed.). — Dzherzi Syti — New York : "Svoboda", (pp.173-193) [in Ukrainian].

15. Rudnytskyi, A. (1963) Ukrainian music: a historical-critical review. Munich : Dniprova khvylia [in Ukrainian].

16. Samotos-Baierlie, N. (2014). Mykola Kolessa. One hundred years of youth. Lviv : Avers [in Ukrainian].

17. Article Prof. Zdenek Neédli of the choir and its concerts in Czechoslovakia (1919). TsDAVO Ukrainy. F.
3965 op.2 Spr. 52 [in Czech].

18. Ukrainian song: world concert trip of Ukrainian National choir under the leadership of Alexander Koshyts: the
voice of foreign music critics (1929). Paris : Ukr. Muzychne T-vo im. O. Koshytsia v Paryzhi [in Ukrainian].

19. Shatova, Y. (2005) Style basics Odessa choral school. Candidate’s thesis. Odessa [in Ukrainian].

20. Shcherbakivskyi, V. (1955). Oleksander Antonovych Koshyts. London: Ukr. vydav. spilka [in Ukrainian].

21. Nejedly, Z. (1920). Ukrajinska republikanska kapela. Praha: Knihtiskarna “Politiky” v Praze [in Czech].

Cmamms Haditwna 0o pedakuyii 06.07.2016 p.

27



MucTeLuTBO3HaAaBCTBO

uDC 78.071.1 Krul Petro
Doctor of Art History, professor Vasyl Stefanyk
Precarpathian National University
zam_art@ukr.net

INNOVATION MODEL OF MODERN VOCATIONAL MUSIC EDUCATION

The purpose of this scientific exploration is to implement innovative projects of art schools that necessarily provide
highly trained professionals who in the future will increase the intellectual potential of the state. Scientific novelty of the article
is to design a new model of Ukrainian professional musical education. The author builds it on the example of the educational
process and music-concert activities in a classical university, in this case — Carpathian National University named after V. Ste-
fanik. Conclusions. Today's higher music education is the baggage acquired on the basis of humanization, which involves the
transfer of professional skills, development of ideals, a sense of creative imagination, mastery of knowledge and moral meaning
and value of knowledge. In our view, an educational system that would synthesize the national idea, its own traditions and the
highest spiritual achievements of humanity should be the most effective and principled. This should facilitate the integration of
achievements of national and global education process, but must take into account social conditions and the development of
talent, including such components as highly professional education and future public involvement of a specialist. Therefore,
based on fundamental academic professional education, high school musical projects present a potential for future education of
the individual artists, the development of their world perception and life philosophy.

Keywords: professional education, music education, innovative model school.

Kpynb Mempo ®paHkosuy, dokmop mucmeuymeosHascmesa, rpoghecop, 3agidysay Kaghedpu 8UKOHABCHLKO20
mucmeymea lNpukaprnamcbKo20 HayioHanbHo20 yHisepcumemy iM. Bacuns CmeghaHuka

IHHOBaLinHa moaenb cydyacHoi npocecinHol My3UYHOI OCBITU

MeTa gaHoi HayKkoOBOI PO3BiAKM NONsirae y peanisauii iHHOBaLiiHMX NPOEKTIB MUCTELbKMX HaBYanbHMX 3aKnaais,
wo oboB'A3koBO 3abe3neynTb MiAroTOBKY BUCOKOMPOMECIAHNX (haxiBUiB, siki B ManbyTHbOMY 3MOXYTb MPUMHOXUTK
iHTenekTyanbHWMN noTeHuian Aepxasun. HaykoBa HoOBMU3Ha CTaTTi Nonsrae y nNpoeKTyBaHHI HOBOI MoAeni YKpaiHCbKOI
npodecinHoi My3nM4HOI OCBITW, SIKy aBTOp BMOYOOBYE Ha MpWKNai opradisauii HaB4arbHOro Npouecy Ta My3U4HO-
KOHUEPTHOI AiSNbHOCTI B yMOBaXxX KNMacu4HOro yHiBepcuTeTy, B AaHOMy Bunagky — [pukapnaTCbKoro HaujioHanbHOro
yHiBepcuTeTy imeHi Bacunsa CredaHnka. BucHoBku. CborogHillHsa BuLla My3uyHa oceitTa — ue 6arax, 30obyTun Ha 3a-
cafax rymaisauii, ska nepegbavae nepegadvy axoBoi MalNCTEPHOCTI, PO3BUTOK ideanis, BiavyTTst TBop4yoi daHTasii,
OBOJIOAIHHA 3HAHHSIMU | MOPanbHO-UiHHICHMM 3MICTOM LMX 3HaHb. HWHI HanGinbL ePeKTUBHOK i NPUHLMNOBOK NMOBKHHA
OyTK BUXOBHA cucTeMa, sika cuHTe3yBana 6 HauioHanbHy ifeto, BnacHi Tpaawuii Ta HakBULL AyXOBHI AOCArHEHHs noacrea. A
LbOMY NMOBUHHA CNPUSATY iHTerpauis 3000yTKiB HaLiOHaNbLHOI OCBITW Ta 3aranbHOCBITOBOrO NpoLiecy, ane 3 0boB'A3KoBKM ypa-
XyBaHHAM (haKTopy coujiarnbHMX YMOB PO3BUTKY TaraHTy, 30Kpema, Takmx CKNagoBuX, SK: BUCOKOMPOJIECiMHa OCBiTa Ta Mait-
OyTHSA CycninbHa 3aaHraxxoBaHiCTb daxiBusd. A TOMY, I'DYHTYIOUNCh Ha DyHOAMEHTalNbHI akageMivHin NpodeciviHin ocBiTi,
My3M4Ha BULLA LIKOMA CbOTOAEHHSI MPOEKTYE CBIill NOTEHLjan Ha BUXOBaHHA 0COBUCTOCTI MaibyTHBOrO Aisiva KynbTypw,
PO3BUTOK MO0 CBITOBIAYYTTS, HA YTBEPAXKEHHS XUTTEBOI NO3uLLi.

Knroyosi cnoea: npocdpeciiHa ocsiTa, My3nyHa OCBITa, iHHOBALiiHA MOAENb, HaBYanbHWUIA 3aKknag.

Kpynb Memp ®paHkosuy, OoKmop uckyccmeosedeHus, npogheccop, 3agedyrowjuli kaghedpbl UCMOMHUME b
cK020 uckyccmea lNpukapriamcko2o HayUoHalbHO20 yHuUsepcumema um. Bacunusi CmeghaHuka

MHHOBaUuMOHHasi Moaenb COBPEMEHHOro NpoceccMoHanbLHOro My3bikanbHOro obpasoBaHus

Lienb AaHHOWM Hay4HOW pa3BeaKky 3aKno4aeTcs B peanmsaumm MHHOBALWMOHHBIX MPOEKTOB XyOOXKECTBEHHbIX y4eOHbIX 3a-
BELEHWI, YTO 00s13aTeNbHO 0BECeUnT NOAroTOBKY BbICOKOMPOECCMOHaAITbHBIX CMELManUCTOB, KoTopblie B OyayLlem cMoryT npu-
YMHOXWTb UHTENIEKTYarbHbIA NOTeHUMan rocyaapctea. HayuHaa HoBU3HA CTaTby 3aKIovaeTcsl B NMPOEKTUPOBAHUM HOBOW Mofe-
TN YKPaMHCKOro MPOdECCHOHAINbHOMO My3blKaribHOro obpa3oBaHKs, KOTOPYK aBTOp BbICTpaMBaeT Ha MPUMEPE OpraHv3aLmu
y4eBHOro npoLiecca 1 My3blKarbHO-KOHLIEPTHOW AESTENBHOCTY B YCIIOBUSIX KIAaCCUYECKOro YHUBEPCUTETA, B AaHHOM crydae — [pu-
KapnaTcKoro HaLMoHarbHoro yHmBepcuteta umeHn Bacunmna CredaHvka. BbiBogbl. CerogHsiLuHee BbicLLee My3blkaribHoe obpa-
30BaHWe — 3710 Barax, Nnony4YeHHbIn Ha OCHOBE ryMaHM3aLmK, KoTopas NpeaycMaTpuBaeT nepenady npodeccroHarnbHoOro Macrep-
CTBa, pasBuTUE MOEArOB, OLLYLLIEHNE TBOPYECKoW haHTasum, oBnageHne 3HaHUSIMN U MopasibHO-LIEHHOCTHLIM CoepKaHNeM 3TUX
3HaHuiA. CerogHst Hambonee adhdheKTVBHOM 1 NMPUHLMNMANBHOM AOMKHa ObiTb BOCTIUTATENbHAs CUCTEMA, KOTopasi CUHTe3vpoBara
Obl HaLWOHaNbHYO MO, COOCTBEHHbIE TPAOULIMM U BbICOKME AyXOBHbIE JOCTKEHMS YernoBedecTBa. A 3TOMy [AOImKHa crnocobceT-
BOBaTb MHTErpaumst AOCTMKEHWI HaLMOHarbHOro 06pa3oBaHus 1 0GLLEMMPOBOIO MPOLLECCa, HO ¢ 06si3aTenbHBIM Y4eToM dhakTopa
couarnbHbIX YCIIOBWIA pa3BUTUSA TaraHTa, B YaCTHOCTM TakUX COCTaBMSIOLLMX, KaK: BbICOKONpodeccroHarnsHoe obpasoBaHue 1 6y-
Aylast obLeCTBeHHAs aHraXXMpoBaHHOCTL crelpanmcTta. M noatoMy, ocHoBbIBasicb Ha oyHOAMEHTarNbHOM akaaeMM4YeckoM Mpo-
dheccroHarnbHoM 06pasoBaHvK, My3blkarbHas BbiCLLAs LUKOMA NMPOEKTUPYET CBOW MOTEHUMan Ha BOCNUTaHWeE NndHocT GyayLuero
JesTens KynbTypbl, PasBATUE Er0 MMPOOLLIYLLIEHVS, HA NOATBEPKOEHNE KUSHEHHON MO3VLIMN.

Krnroyesblie crnosa: npodeccmoHanbHoe obpa3oBaHue, My3blkanbHoe obpa3oBaHuWe, WHHOBALMOHHAs MOAENb,
y4ebHoe 3aBefeHue.

In modern pedagogy of Ukraine, professional music education represents quite clearly defined inde-
pendent model, the range of which covers a broad spectrum of tasks: from spiritual development of an indi-
vidual to provision of proper cultural and aesthetic climate of a civilized state.

Scientists and practitioners of a numerical network of different by their direction and orientation educa-
tional art establishments are now engaged in the search for ways of the most optimal settlement of these tasks.
As these searches are carried out in severe conditions of market economy, which today is not very favourable
for positive solution of the problem of educational activity, one should primarily seek for new contemporary
forms of organization of an effective educational process that we believe is the relevance of the day.

© Krul P., 2016
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The purpose of this scientific study consists in implementation of innovation projects of art educa-
tional institutions that necessarily will provide the training of highly skilled professionals who in future will be
able to increase the intellectual potential of the state. At the same time — their primary task is to share views
as to the preparation of specialists for liberal institutions of different levels of accreditation that will promote
the overall development of the national culture. And all this must be done in one self-contained, materially
and intellectually equipped education system, where its components would be harmonically combined and
the opportunity to observe (constantly adjusting) the development of a gifted individual during the period of
his/her professional development would be represented.

Thus:

- first, each music higher educational institution of a state successfully represents its achievements in
modern European and world art, sets tasks that would reach the highest scientific and educational indicators
in the sphere of training of music culture workers in accordance with the requirements to national spiritual
development. Creative elite of the Ukrainian society should be formed here.

- second, to direct efforts towards humanization of mass music education, to focus on the rise of aes-
thetic culture of pupils and students and to protect it from the commercialized ersatz of mass culture. A music
educational institution should strive for application of an individualized method, education of high culture,
innovative thinking, artistic professionalism, national identity and respect for national and world heritage.

- third, one of the main principles of a music higher educational institution should be protection of an
artist’s artistic freedom in the field of his/her artistic self-realization in the current market conditions.

The given aim will be non-fulfilled without solving the following tasks:

- cooperation with foreign scientific institutions (symposiums, scientific conferences on topical issues
of music education);

- development of programs of cooperation of art-and-performing and scientific-and-experimental di-
rections;

- conducting of national and international contests, workshops of leading specialists of music art.

Today's music higher educational institution should have powerful opportunities to solve the most ac-
tual problems.

The main of them are:

- provision of the continuity of content of education at all its stages;

- synchronization of cycles of fundamental, professionally-oriented and vocational training in educa-
tion plans and programs;

- introduction of new educational technology into the learning process, on demand of a day;

- provision of music education with modern scientific bases;

- multi-vector nature of participation of students, master's students, post-graduate students and
teachers in international and national education programs of artistic direction.

To settle these tasks, certain tendencies of an educational institution activity should acquire particu-
lar importance, as well as consistent resolution of a number of current existing problems.

These include the need to create a new model of Ukrainian art history, in which there will dominate the
strategic course for the long-term perspective, covering all sections, trends and levels of education, starting
with a kindergarten and ending with institutions of training and retraining of relevant highly qualified personnel.

What it involves is the entire system of integration of music-and-pedagogic (in the particular case) forces
around the main university in the field. We need to activate the search in ethno-national field of music culture,
strengthening of national-and-cultural memory in pedagogical environment from a music school to a university.

All this is connected with the future solution of music and educational tasks of materialization of
genre-and-type diversity of folk and professional art.

One of the priority directions related to the new concept of national education humanization must be
music Ukrainian studies. Taking into consideration the new situation, it is necessary to radically restructure
methodological and organizational principles of this direction. Namely along with the existing, purely peda-
gogical methods of study, for example, repertoire, history of performance skills, artistic features of the
Ukrainian music, we need to create the preconditions for formation of cultural, ethnographic and ethnologic
and art historical principles of musical Ukrainian studies owing to which it will acquire a life-forming content,
system-integrated design and widespread operation.

There is every reason to speak also about known ill-being of the research subject matter in the field of
music education. Thus, marking a noticeable increase of attention of musicians-researchers to important theo-
retical research area — preparation of performers-musicians, one cannot but conclude that almost all national
researches come out of the existing model: attempts to make new optimal models are absent. The focus of
researchers in works on this area is aimed at critical evaluation of a functioning system in comparison with the
best foreign models of musicians training, but these sources are not used, which reduces theoretical and prac-
tical significance of the study. That is, a scientific inquiry, which is not enough supported by knowledge of world
musicology loses the scale, becoming hopeless in advance, leads to the isolation of the national science.

This state of affairs forces to develop conceptual bases of development of the Ukrainian music edu-
cation and science and to identify priority directions of research in musicology, as it is a separate branch of
knowledge, which has its scientific space, object and subject-matter of study, and therefore it should be stud-
ied by the new laws and methodology peculiar only to it.

In view of this problem, | would like to point out that philosophy continues to traditionally fill the
methodological subject-matter of musicological research. Recently, the interaction of musicology and phi-
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losophy has been filling with new content, in which spiritual and ideological issues become of dominant im-
portance. Theory and methodology of formation of worldview orientations of modern youth is one of the pri-
orities of musicological research, characterized by different conceptual views.

Synergistic approaches acquire significant spreading, the basis of which is a new interdisciplinary direc-
tion of scientific inquiry that allows to implement the principle of poly-paradigmatism of music education in two di-
mensions — personalized (holistic formation of an individual as the image of "EGO") and metaphysical, which pro-
vides the exit of an individual beyond the image of "EGO" and self-fulfilment in the form of human nature.

In the documents on education, or other regulations on vocational training, a qualification is deter-
mined through a professional name of a work by a profession qualification. To some extent, it concerns
qualifications of specialists in the field of music art. However, it should be noted that the State Classifier of
Ukraine (Occupational Classification (K 003-95) requires some amendments as it does not fully reflects the
qualifications of existing music specialties, in particular, musical-performing majors in the field "Music Art".
Yes, in the above Classifier there is no such qualification as "a concert performer”, but the training of concert
performers in higher music educational institutions has been carried out for many years. During the years of
study at a music educational institutions such specialist has to greatly enrich the solo and ensemble reper-
toire, which includes works of different eras, genres, styles and forms; to master the ability to represent own
performing interpretation, to know the peculiarities of the main performing schools, to possess the stage art-
istry, specifics of ensemble performance, to read freely from a music sheet, to have some experience in solo
or ensemble concert performances and to be able to adapt to the work in concert organizations.

Adaptation of the content of higher education through the state standards (educational and qualifica-
tion characteristics and educational and professional programs of specialists training) to the needs of society
as well as diversification of the main directions of development of higher education in Ukraine will allow to
increase the academic and professional mobility of specialists and to create a mechanism for direct renewal
of the content of higher education.

In renewal of the system of higher education, the standardization of its components occupies a sig-
nificant place. Industry standard in the specialty "Musical Art", major 0202 "Art", the preparation of which is
still continuing, must be developed in each performing specialty with consideration of the European level of
requirements for higher music education.

The content of education in the above standard should be submitted in the form of educational ele-
ments that form information volume and level of knowledge mastering in the process of preparation, as re-
quired by education-and-qualification characteristics.

Industry standard for higher music education reflects the mechanism of comparison of expected re-
sults of a certain type of music activity, on the basis of which one can ascertain the appropriate level of edu-
cation, model and adjust music and education activities. At that, standardization is a means of organization
of activity of a musician and is aimed at the achievement of the required level of quality and efficiency.

Modelling of activity of a musician systematically studies all the aspects and characteristics of this
activity, namely social functions of the profession, structural-and-functional composition of the activity and
positions for which the specified specialist may be used. Development of a model of activity of a graduating
musician of a higher music educational institution is definitely a creative and research process mostly be-
cause the creation of a standard in which the fate of people is represented, provides some variance, oppor-
tunity of the choice of strategy and tactics of control of the music education at all levels.

Thus, the renewal of the content of music education in the context of European process should be
based on preservation of scientific and creative potential of performing specialties of higher music educa-
tional institutions of all education-and- qualification levels under the following conditions:

- provision of the continuity of content of education at all stages of the music education system;

- synchronization of cycles of fundamental, humanitarian, professionally-oriented and vocational
training of musicians-professionals in education plans and programs;

- introduction of new educational technology into the learning process;

- provision of music education with modern scientific bases;

- multi-vector nature of participation of students and teachers in international and national education
programs of artistic direction.

It is clear that the range of priorities of modern music education is not limited to the above. It is much
wider. Today, this content is the transition from fundamentalism to poly-fundamentality in a categorical way
of thinking that reveals to musicology a many-sided space of new challenges, new range of problems that
require deeper theoretical understanding of their methodological and worldview basis.

In summary of the above, we can conclude as follows. Present higher music education is the bag-
gage built on the basis of humanization, which involves the transfer of professional skills, development of
ideals, sense of creative imagination and mastery of knowledge and moral-and-value content of knowledge.

In our opinion, today the most effective and principled educational system must be the one that would
synthesize the national idea, own traditions and the highest spiritual achievements of humanity. And the integra-
tion of achievements of national education and global process should facilitate this, but with obligatory considera-
tion of the factor of social conditions of a talent development, including such components as highly professional
education and future public involvement of a specialist. Therefore, based on fundamental academic vocational
education, a modern high music school projects its potential to the education of a personality of a future artist, the
development of his/her sense of the world and to the assertion of life philosophy.
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METOLONIOMMYECKUE OCHOBbI MPOAYKTUBHOW HAYYHOMW LUKONbI
n. A. KOTNAPEBCKOIO

Llenb nccnepoBaHust — n3yumtb METOOOMNOMMYECKME OCHOBbI NMPOAYKTUBHOWM HaydHow wwikonbl W.A. Kotnspesckoro,
nepcneKkTVBHbIE ANs pa3BUTMS My3blkoBeaeHUs OyayLero. V3yyeHne NpMHLMNOB Hay4HOW LLKOMbI, ChOPMMPOBAHHOWM B OTe-
YecTBEHHOM My3blkoBefeHuM Ha pybexe XX-XXI BekoB, 06peno ocobyto akTyanbHocTb. CosgaHHas W. A. KotnsipeBckum
NpPoayKTUBHAsi Hay4Has LUKOMa — oAHa U3 Hamboree NepcrnekTUBHBIX U OpPUTMHAlbHLIX B OTEYECTBEHHOM MY3bIKOBEAEHUM, O
YeM CBUAETENbLCTBYET Pe3yNbTaTMBHOCTb METOOO0B HAayYHOro MO3HaHUSE 1 hOPMMPOBAHNS HAyHYHOrO MUPOBO33PEHUS YYEHN-
koB. MeTogonornsa MccrneaoBaHWs OCHOBaHa Ha WCTOPWKO-FIOTMYECKOM, CUCTEMHOM, OManekTM4eckoM MeTO4ax aHanmvaa,
oropa Ha KoTopble CNocoBCTBYET MOCTWKEHUIO CYLLIHOCTU NPOAYKTMBHOM Hay4HoW wkonbl W.A. Kotnsapesckoro. HayyHas Ho-
BU3Ha UCCNeaoBaHNs COCTOUT B CUCTEMHOM aHanun3e NPUHLMMNOB NPOAYKTUBHOW HAayYHOW LUKOSbI B MY3bIKOBEAEHWWN, TPAKTO-
BaHHbIX B acMeKkTe OTpaXkeHWs NMYHOCTHBIX KavecTB yyeHoro. Cpean yepT HayyHow wwkonbl M.A. Kotnsipesckoro — ymeHue
0BHapyXunTb NPOGNEMHYHO CUTyaLMIo, TPAKTOBKA TEMbl UCCIEAOBaHMS Kak reHokoda paboThl, OTkas OT NpeaBapuTEnbHOro
Tpyaa BO vMmsa "agpa" MccnenoBaHus, METOA TPaHCLEHAEHTaNbHOro co3epuaHusi, OManekTMYeckuii M CUCTEMHBIA MeToabl
nccrneaoBaHusi, NPoGneMHbIn aHanms, "3gpaebliii NparMaTuamM”, MrHOBEHHOE KOHCTPYMPOBaHWE LIENOro B ero Aetansix, Moae-
NMpOBaHWe CTPYKTYpbl U COAEPXXaHWs UCCNENOBaHMWS, onepexatollee HanmcaHue (NpoyTeHne) paboTbl, MOHATUIAHAsS NIoT-
HOCTb Hay4HOrO TEKCTa, ero NPOrHOCTUYECKUI XapakTep, abCcTpakTHoe MbiluneHne, fap HaydHoro npensuaeHus. Bepa B no-
TEeHUManbHble BO3MOXHOCTM WM TanmaHT ydveHvka B wkone W.A. KoTnsipeBckoro coyetanacb C  MMMNepaTUBHO
COOPMYNNPOBAHHBIMW HACTaBIEHUSIMIA, ONPEAEnsIBLUMMIN HanpaBneHne uccrnenoBaHus. TpeboBaHMs K Hay4HOMY SI3bIKy OT-
paxanu "BbicoTy nosuvumn” nccneposarens. Cmbicn ogHoro n3 nmnepatneos WN.A. KOTnsipeBckoro COCTonT B TOM, YTO YY€EHbIN
[JOIMKEH YMETb NMOCTaBUTL BO NaBy UCCIENOBaHUSA eaBa Nk He Nioboe 13 ero nonoxeHwin. Ecnu B pesynbTaTte 3701 onepaumm
nccnenoBaHne COXPaHUT CBOK 3HAYMMOCTbL, 3TO O3HAYaET, YTO AaHHOE MOMNOXKEHNE NMPOLLNO NPOBEPKY HA BAXKHOCTb B CTPYK-
Type n cogepxaHum paboTbl. BeiBoabl. OCMbICNIEHNE NPUHLMMNOB U 3aKOHOMEPHOCTEN NPOAYKTUBHON Hay4YHOW LuKkonbl VLA,
KoTnsapeBckoro nMeeT MeToaorornyeckoe M NPorHOCTUYECKOe 3Ha4YeH1e Ans pas3BUTUS OTEHECTBEHHOTO My3bIKOBEAEHMS.

Knroyesblie crioga: NpoayKTMBHAsSE HAayyYHasi LIKOMA, Hay4YHbli s3blK, NPOGNeMHbIA aHanus, Tema uccrnefoBaHus,
abcTpakTHOE MblLLNieHMe, Aap Hay4YHOro npeaBuaeHus.

PouweHko OneHa lNeopeaiieHa, 0KMOp mMuUCmMeumeo3Has8cmea, rnpoghecop, MPOPeKmMop 3 HayKogo-nedazoaiHHoi ma
meopyO-8UKOHaBChbKOI pobomu XapkieCcbKoi 0epxxasHoI akadeMii Kyrbmypu

MeTtononoriyHi 3acaau npoayKTMBHOI HaykoBoi wkonu |.A. KotnsapeBcbkoro

MeTa pocnifmKeHHA — BUBYMTM METOAOMOrYHI OCHOBW MPOAYKTMBHOI HaykoBoi Lwkonm |. A. Kotnsapescbkoro,
NepCrnekTVBHI  Os PO3BUTKY My3WKO3HABCTBA MaibyTHbOro. BMBYEHHs NMpUHUMNIB HayKOBOI LUKONM, CGIOPMOBAHOI Y
BITUM3HSIHOMY MY3MKO3HABCTBI Ha Mexi XX-XXI croniTb, Habyno ocobnueoi aktyanbHocTi. CtBopeHa |. A. KotnsipeBcbkum
NPOAYKTMBHA HAyKoBa LUKOMA — OfHa 3 HanbinbLU NEpCnekTUBHUX i OpUriHaNbHWUX B YKPAIHCLKOMY MY3MKO3HABCTBI, MpO LLO
CBiQYNTL PE3ynbTaTMBHICTL METOAIB HayKOBOro Mi3HaHHA i hOpMyBaHHSI HAyKOBOro cBiTOrnsdy YyqHiB. Metoponoris
OOCNiMKEHHS 3aCHOBaHa Ha iCTOPMKO-NOMYHOMY, CUCTEMHOMY, AianekTM4yHOMY MeTogax aHanidy, onepTsi Ha siki cnpusie
YCBIAOMIEHHIO CYTHOCTI NPOAYKTMBHOI Haykoeoi wwkonu |. A. Kotnspescbkoro. HaykoBa HOBM3Ha OOCNiSKEHHs nonsrae y
CMCTEMHOMY aHanisi NPUHLMMIB NPOAYKTUBHOI HAyKOBOI LUKOSIN Yy MY3WKO3HABCTBI, BUTMYMaYeHuX B acnexTi BiaobpaeHHs
ocobucTicHMX sikocTen BYeHoro. Cepen, puc HaykoBoi wkonm |LA. KOoTnsipeBCcbKoro — BMiHHST 3HaxoamT NpobnemHy cuTyaliio,
TPaKTyBaHHS TeMW OOCHIQKEHHS sIK reHokody poboTw, BiAMOBa Big nonepeaHboi npaui B iM'a "sapa" AocnimKeHHs, MeTog
TPaHCLEHAEHTANbHOro CrormsAaHHs, AianekTUYHWUA | CUCTEMHUIA MeToaM AOCHIMKEHHS!, NPoGnemMHUiA aHanis, "3gopoBui
nparmatnam”, MUTTEBE KOHCTPYIOBAHHS LINOrO0 B WMOr0 AeTansx, MOAENOBaHHS CTPYKTYpU i 3MICTy AOCRISHKEHHS, WO
BUMNEPEIKAE HAMUCaHHS (MPOYMTaHHA) POBOTU, NOHATIMHA LWiNbHICTL HAYKOBOTO TEKCTY, Oro NPOrHOCTUHHWUIA XapakTep, abcT-
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paKTHe MWCIEHHS, fap HayKoBOro nepenbayeHHs. Bipa y NOTEHUiHI MOXIMBOCTI | TanaHT yuHs y HaykoBil wkoni |.A. Kotns-
PEBCLKOrO NnoeaHyBanucs 3 iMnepaTMBHO CEHOPMYNbOBaHVMU MOSIOKEHHSIMU, LLO BU3HAYanm CnpsiMyBaHHA OOCHIPKEHHS.
Bumoru 0o HaykoBOi MOBM BignoBigany "B1coTi no3uuii” gocnigHuka. 3micT ogHoro 3 imnepaTtueiB HaykoBoi Wwkonm LA, Kotns-
PEBCLKOrO MosArae B TOMy, LLIO BYEHVMN Ma€E BMITU MOCTABUTU SIK FONTIOBHE UM HE KOXKHE MOMOXEHHS OOCHIMKEHHS. AKLWO Y
pe3ynbTaTi Uiei onepauii gocnimpkeHHst 36epeke CBOK 3HaYyLLiCTb, TO Lie 3acBigyye BaXK/MBICTb OAHOMO MOSIOKEHHS Y
CTPYKTYpi i 3micTi npaui. BucHoBkn. OCMUCAEHHS NPUHLMMIB | 3aKOHOMIPHOCTEN NPOAYKTMBHOI HayKoeoi wkonu |.A. Kotns-
PEBCLKOro Mae MEeTOA0MOrYHE i NPOrHOCTUYHE 3HAYEHHST sl PO3BUTKY BITYN3HAHOrO My3vKO3HABCTBA.

Knroyoei crioea: npogykTMBHA HaykoBa LUKOMa, HaykoBa MOBa, NPOGneMHuiA aHania, TeMa AOoCHiIKeHHs!, abeT-
paKkTHe MUCIEHHS, Aap HAayKOBOro nepeadayveHHs.

Roschenko Elena, D.Sc. of Arts, Professor, Vice-Rector of the Scientific, Educational, Creative and
Performance activity, Kharkiv State Academy of Culture

Methodological basis of the productive scientific school of lvan Kotlyarevsky

Purpose of research is to study the methodological basis of the productive scientific school of I.A.Kotlyarevsky pro-
spective for future music studies development. Studying the principles of scientific school formed in the national musicology
at the beginning of XXI century, has acquired special relevance. Established by I.A. Kotlyarevsky productive scientific school
is one of the most original and perspective in Ukrainian musicology, as evidenced by the results of the methods of scientific
knowledge and the formation of scientific world outlook of its students. Research methodology is based on historical and
logical, systematic and dialectical methods of analysis, which promotes the comprehension of the essence of |.A. Kot-
lyarevsky’s productive scientific school. The scientific novelty of the research lies in the systematic analysis of the principles
of productive scientific school of musicology, interpreted in terms of reflection of the personal qualities of the scientist.
Among the features of |.A. Kotlyarevsky scientific school there are the ability to find a problematic situation, the interpretation
of the research topic as genetic code of the work, rejection of the previous work in the name of the study "core", transcen-
dental meditation method, dialectical and systematic research methods, problem analysis, "healthy pragmatism", immediate
constructing of the whole in its details, modeling of the structure and content of research ahead of writing (reading) of the
work, the conceptual density of scientific text and its prognostic nature, abstract thinking and the gift of scientific prediction.
In lLA. Kotlyarevsky scientific school belief in the student’s potential and talent was combined with imperatively worded pro-
visions, which determined the research direction. Requirements to scientific language met the "height of the position" of the
researcher. The content of one of the imperatives of the I.A. Kotlyarevsky scientific school is that the scientist should be able
to put just about each provision of the study as the main one. If in the result of this operation the research retains its signifi-
cance, it demonstrates the importance of this position in the structure and content of the work. Conclusion. Understanding of
the principles and patterns of the productive scientific school of I.A. Kotlyarevsky has methodological and prognostic impor-
tance for the development of domestic musicology.

Keywords: productive scientific school, scientific language, research topic, problematic analysis, abstract thinking,
gift of scientific prediction.

AKTyanbHOCTb TeMbl uccrieqoBaHus. N3yvyeHne npuHUMNOB HAy4yHOW LUKOMbl, CHOPMUPOBaAHHOM B
0TeYeCTBEHHOM My3blkoBeAeHUM Ha pybexe XX-XXI BekoB, 0b6peno ocobyto aktyanbHocTb. Co3aaHHasa aok-
TOPOM MCKYCCTBOBEOEHUs, NpotheccopoM, YNEHOM-KoppecnoHaeHTOM AkageMun Uckyccte YkpauHbl Vsa-
HOM ApceHbeBnyeM KoTnapeBCckMM NPOAYKTUBHAS Hay4yHas LUKoMa SIBMsieTcs ogHOW U3 Haubonee nepcnek-
TUBHbLIX W OPUrMHarnbHbLIX B COBPEMEHHOM OTEYECTBEHHOM MYy3blKOBEOEHUU, O YeM CBUAEeTeNnbCTByeT
pes3ynbTaTUBHOCTb MNPUHLMIMOB M METOAOB Hay4HOro MO3HAHUSA, KOTOPbIMUA PYKOBOACTBOBASICS Y4YeHbIN,
hopMupys Hay4HOE MUPOBO33PEHME YYEeHUKOB. N3yuyeHne ocHOB NpoayKTUBHOM HayyHou wikonbl . A. KoT-
NAPEBCKOro MMeeT MEeTOAONOMMYECcKoe 3Ha4YeHe Ansa pasBuTUSa My3blkoBegeHus dyayliero.

OB6bekT uccnegoBaHUs — HaydHas Lkona B My3blkoBedeHuw. MNMpegmeT nccrnegoBaHus — umnepaTu-
Bbl M MakCUMbl NPOAYKTMBHOM Hay4YHou wkonbl N.A. Kotnapesckoro. Llenb nccnegoBaHns — BbISIBUTb CyLLU-
HOCTb MPUHUMMOB N METOA0B NPOAYKTUBHOW Hay4YHON wWwkonbl N.A. KoTnapesckoro.

Hay4yHas HoBM3Ha mMccnegoBaHUS 3akroyaeTcs B TOM, YTO B HEM BMepBble B My3blKOBEAEHUN pac-
KpblBaeTCH CYLIHOCTb NPOAYKTUBHON HAy4HOW LUKOIbI, ChopMupoBaHHON npodeccopoM MBaHoMm ApceHbe-
BuyeM KoTnspeBckum.

...B panekoe neto 1984 6bina npegonpeneneHa mos HayyHas cyabba. B ponu "pyku" cyabbbl Bbl-
ctynuna Jlrogmuna MuxannosHa LLeB4yeHko (Toraa — oboxaeMas Bcemu 3aBeyowias acnmpaHtypon Kues-
CKOW rocyapCTBEHHOW KOHCepBaTopuu), BBeALlasi MeHsl B kabuHeT VBaHa ApceHbeBuya KotnsipeBckoro —
npopekTopa no Hay4Hon paboTte. Tam, 3a NUCbMEHHbIM CTOMNOM GNU3 OKHa, B KOTOPOE, Ka3arnocb, C Takum
COYYBCTBMEM 3arnsablBaniv BEYHO IOHbIE BETBU 3efeHEelWNX KalTaHoB, g yBuaena Toro, KTo ctan Moum
Yuutenem. CtpemutensHo GbICTPO npoynTaB aBTopedepaTt npeanonaraeMon aucceprtauumn (tToraa s He
3Hana o ToMm, 4To VBaH ApceHbeBn4 06nagan cnocobHOCTBI0 YNTaTb HaydHblE TEKCTbl MO AuaroHanw), 3a-
AaB HeCKONbKO OLIEerNoMMBLUMX CBOEN MapagokcansbHocTbio Bonpocos, OH npousHec nepsoe crioBo, Bpe-
3aBlKecsd B namaTh: "A 6epy Bac B cBou knacc. Bel MHe nogxoauTe. Tonbko oT aTon TeMbl BaM HyxHO By-
et oTkasatbcd. [uccepTtaumio Bel 6ygete nucatb Ha Ty TeMy, koTopyto 1 Bam gam". MiBaH ApceHbeBuy aan
MHe Temy "McTopuko-coumnanbHble TUMbl PYHKUUOHMPOBAaHUS MY3blKanbHO-KYNbTYPHOIO Hacneaus B KOMMNo-
3MTOPCKOM TBOPYECTBE", O KOTOPOMN Ha NpeABapuTENbHOM 3alunTe 3aBeaytoLlasa Kadeapon Teopum My3sblku,
OOKTOp McKyccTBOBeAeHus, npodeccop Hagexaa AnekcaHgpoBHa [optoxuvHa ckasana, Y4To Hag Takow Te-
MO OOormkeH Obin 6bl paboTaTh LEenbin Hay4YHO-UccnegoBaTenbCkMm UHCTUTYT... OTkasaBwuch OT "rpysa”
BAPYr NOKa3aBLUMXCA MarnouMHTEPECHbIMW "CTyAeHYeCckux WTyaui'", 9 Boluna B MUP Hayku, NyTb B KOTOPbIN
ykasan VBaH ApceHbeBunu. ..
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YMeTb 0TkaszaTbCa OT O0MbLIOro NpeaBapuUTEnNbHOro Tpyaa BO MMSA TOro, Y4Tobbl uccnegosaHue ob-
peno fnakoHM3M M HOBU3HY, — OAMH N3 UMNepaTnMBOB HayyHou wWwkonbl N.A. KoTnapesckoro. B cBsasn ¢ aTa-
namu paboTbl Hag OOKTOpCKon aucceptaumen "MysbikanbHO-TEOPETUYECKNE CUCTEMBI EBPONENCKOrO UCKYC-
CTBO3HaHMA" [2], koTopyo 3awuTun oceHbto 1984 roga, OH roBopun, 4YTO, OnNMcCaB CUCTEMbI U UX BUAbI,
npeacrasme ux auddepeHumauunio, YHUMTOXMUA 3TOT MaTepman BO MMS LENOCTHOro passBepTbhiBaHUS sapa
nccneposaHus. "Ecnu Obl 1 0OCTaBuU 3TOT MaTepuan, He XBaTurno 6bl MecTa Ha U3NoXeHWe rmaBHoro", — ro-
Bopun U.A. KotnsipeBckuin. 3To GbINO BENMKOE UCKYCCTBO (Hayka!) camoorpaHudeHus, "otceveHuns nuwiHero"
OoT "mMbibbl" Hay4yHOro marepuana, BbICEKaHUS W3 HEero KpuUcTanimnyeckn oOpPMIIEHHOrO coAepXXaHus.
"Bonblue Bcero Ha ceeTe A N6 M30pBaTh CTaBLUME HEHYXXHLIMU UCNUCAHHbLIE CTPaHULbI, Npexae Kas3as-
Lwmeca Heobxogmmbimun", — rosopun OH. YcBoeHue onbiTa Yuntens, yMHOXEHHOro Ha COOCTBEHHbIN, nNpuBe-
10 K BbIBOAY: B HAy4YHOM MCCIeNoBaHMM LOMKEH CyLLeCTBOBaTh M3ObITOK (Mepen3bbiToK) MaTepuana, Ho He
ero HegoCTaToK.

He Tonbko 3aHATUSA, aTtMocdepa, B KOTOPOW OHW MPOXOAMIM, Bbi3biBann y HaYMHaKoLEN acnmpaHTKu
BoCxuLeHHoe usymnerve. Kak mor OH ogHOBpeMEHHO pykoBOAUTb UCCrefoBaHMEM, OTBeyaTb Ha Tene-
hOHHbIE 3BOHKM, U3y4aTb M NodnucbiBaTb Bymaru, aBaTb pekoMeHAaumMn NOCTOSIHHO BXOASLWNM B KabuHeT
Kornneram 1M BHOBb BO3BpaLLLaTbCA K AUCCEPTaLNOHHON TEME, He TePSAS NPY 3TOM HU OAHON HUTU NONUEOHU-
Yecku pasBopayMBaloLLErocs BPpEMEHHOro noToka?

Ypokn MiBaHa ApceHbeBrya NPon3BoLunN orpoMHoe BrnevaTnenue. NogobHo HentyHy, OH noeene-
Ban MoOpsSMM U OKeaHaMn MOero (bopMMpPYHOLLIErOCst Hay4YHOrO MbILINEHUS, 3aTannueas cadbl 1 ropoaa Obi-
now "AtnaHTuabl", BO3BOAS HOBblE "MaTepukn", B3pblBas NpexHue ycton n npobyxaas "BynkaHbl" npobnem,
"hoHTaHbl" ngen. Kak crnoxHo Obino yaepkaTb B CO3HAHUWN TOMbKO YTO POAMUBLUMICS OLUENOMIIAIOLLE Npe-
KpacHbli mup! He yauBuTensbHO, 4TO MO BO3BpaLLeHun "AoMOWN" — B acnuvpaHTCKoe obLiexuTne no ynuue
Bnagumupckon, MmeHs BcTpeyana ynelbatowasca Upodvka KoxaHek (Toxe acnvpaHTka N.A. Kotnapesckoro)
co crioBamu: "Tebe 3BoHUN VIBaH ApceHbeBWUY 1 Npocun nepefatb, YTO Thl 3abblna y HEro Ha cTone CBOK
auccepraumio...".

MmnepatuBbl Yuutens — oT TEXHUYECKOro A0 METOAOMNOrM4eckoro — 6binm HaueneHbl Ha 4OCTMKe-
HWE Hay4YHbIX pe3ynbTaToB.

OH He xenan yntaTb HanUcaHHbIE OT PYKWU CTpaHM4YKW. "lloKkynanTe nevyaTHyro MaluHKy", — Tpebo-
Ban Yuutenb. TpyagHO NepeoLeHnTb BaXKHOCTb 3TOro MMmnepaTmsa AN NPpOABMKEHUA Hay4yHOW paboThbl. U3-
NoXeHne MbICren Ha nevaTHOM MalluHKe (No3gHee ee MEeCTO 3aHsN KOMMbITep) OpraHu3oBbIBano acnu-
paHTa, Npuy4das K TwaTenbHOMY, akkypaTHOMY 0DOPMIIEHUI0 TeKcTa.

"AHann3 AormxeH 6bITb NPOBreMHLIM", — 3TOT MMNEepPaTMB CBOEN Hay4YHON LWKonbl MiBaH ApceHbeBny
yTBEPAW Ha NepBOM Xe 3aHATUN.

Bckope OH cnpocun y meHs: "Bbl XOTUTE HanucaTtb guccepraumio 3a Tpu roga?”. — "Oa", — pobko
oteBetuna . "Torga Bbl 4OmkHbI NpMHOCKMTL 10 CTpaHuL B Hegern MalnHonucHoro tekctal", — onpeaenun
Yuutenb. A Yepes MrHoBeHue gobasun: "Ho nockonbky 10 cTpaHuy B Heagento Bbl 1 Tak npuHocUTe, cneay-
eT nucatb 15...". 31O Makcnme, obobLUMBLLEN ONLIT YUnTens, A crnegosana v Npu HanMcaHnM JOKTOPCKON
auccepTtauumm (crnegoBaTb e He0BXoaAMMO Npu paboTe Hag NobbIM KPYNHbIM MCCNeaoBaHMEM: TOMBKO Toraa
BO3MOXHO 3aBepLUUTL €ro). Begb npu nepBoHavanbHOM U3NOXEHWUN HAYYHOW MAEWN ero usgepxkamu, nopown,
ABNATCA MHOrOCNOBMKE, NOBTOPbLI TOrO MUIIM MHOFO MOMOXeHUs, 6e3kanocTHO yaansemble npu gopaboTtke
Hay4HOro TekcTa.

MBaHy ApceHbeBuyy Obina cBOMCTBEHHa 0ObeKTMBHAas OLeHKka CBOEM MUCCUMU: OH OCO3HaBas Mac-
wTtab ponu cosgartens Hay4yHOW LUKOMbl, YTO HALLMO OTPaXXeHUe, B YaCTHOCTU, B KoHdepeHuun "U.A. Kotnsa-
peBcKkui U ero Hay4yHas wkona" (2001) n cbopHuke Tpyaos, BbiNyLeHHbIX K ero 60-neTuio [4]. B Hero sowwnu
paboTbl ero y4eHUKOB 1 TeX, KTO, OTTOMKHYBLUUCHL OT €ro naen, owyLian AyXOBHY COOTHECEHHOCTb C MPUH-
uunamMu ero Hay4Horo MblLneHus:.

Co3gaHHyl0 MM Hay4vHylo LWKoMy Y4uTenb HasblBan NPOAYKTUBHOW. HekoTopble U3 ee MonoXeHun
MBaH ApceHbeBWY 03BYYWUI BO BPEMSA 3aHATUN; LIEMOCTHOE WSMOXEHWE OHM MOMydYunu B U3LaHHOM Mo-
cMepTHO (B 2008 rogy) ydebHom nocobum "3aranbHi OCHOBKM HaykoBO-AoCcniAHOT poboTn", npeaHasHaYeHHOM
AN BbICLUIMX My3blkanbHbIX y4eOHbIX 3aBefeHun [1]. HekoTopble MOMnoXeHUs NpOoroBopeHbl MM He OGbinu,
CTaB OYeBUOHbIMU B pe3yrnbTaTe aHanmsa cTuns ero paboTbl, TpeboBaHWI K HAYYHOMY TEKCTY, COOAEpPXaHuUs
ero Tpyaos.

"Bbl — ApkMi NpegctaBuTeNb MOEN NPOAYKTUBHOW LIKOMbI", — FOBOPUN OH HakaHyHe 3alluTbl MOen
OOKTOpckon anccepTauun "Ouanektuka MudgonoremMbl U HoBas MMGONorMs MysblkanbHoOro pomaHtuama" (20
depana 2006 r.). "A HeHaBwXKy NNOAUTb 30aKNX ManeHbKMX "HanomneoHUYNKOB B HayKe, KOTOPbIE SBMAOTCA
He YeM MHbIM, KaK KOMUAMW CBOEro y4YuTens, — npogorkan oH. — A HeHaBuxXy TUpaXxmpoBaTb TEMbl- UMK
npobremMbl-4y6nn, NCKYCCTBEHHO B3palleHHble Mo 0bpasuy 1 Nogobuio Monx COBCTBEHHbIX HAay4YHbIX paboT.
Bce 310 03HavaeT wramnoBaTtb HeckoHeuHble "Konun konumn®, niobas 13 KOTopblX — HEU3DEXKHO XYXKe Opuru-
Hana. bonee Toro, kaxxgas HoOBas KOMUSA OKasblBaeTCA BCE XYXEe U Xyxe npeablgywen. Hanpotus, 9 xouy,
YTOObI Kaxabl U3 MOUX YYEHUKOB Oblfl HE NOXOX Ha MEHS, S XO4y AaTb BO3MOXHOCTb NPOSIBUTLCS KaXXOoMY
13 HUX. B Hayke MeHs1 nHTepecyeT, npexae BCero, NMMYHOCTb uccnegosatens. Bol AymaeTte, MHE UHTEPECHbI
Bawun mucdonorembl? MHe nHTepecHbl Bol! Beab Bbl coBEpLUEHHO Ha MEHSA HEe MOXOXMW, U 3TUM-TO MHE U
nHTepecHbl! Cam Obl 1 HMKOrAA He cTan 3aHumaTbCa 3Ton npobnematukon, a Gnarogapsa Bam BHUK B ee
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CYLLHOCTb. YTBepxgas cBou COBCTBEHHblE Hay4yHble MpuopuTeThl, Bbl ABNseTech ApkuM npeactasuTenem
MOeW NPoOYKTUBHOW Hay4YHOW LIKONbI", — 3aknounn VieaH ApceHbeBny. Ycrnbiwas Mou cnosa o Tom, 4to OH
oKasan Ha MeHs OrpoMHOE BIIMSIHWE, YTO 9 pasBuBal0 ero Metodbl (OManeKkTU4ecknin U CUCTEMHBIN, SBMNeH-
Hble B €QUHCTBE), YTO MOS JOKTOpCKas HanncaHa B pesynbTate 6eCKOHEYHOro BHYTPEHHEro Ananora ¢ HUM,
MBaH ApceHbeBnd oTBevan: "Bbl Tonbko 4TO ybeauTenbHenwnMm obpasom noaTBEpAUNN MPUHLMN MOEWN
NPOAYKTUBHOM Hay4HOW LKonbl! Belinga ns Hee, Bbl cBO60AHO naete abContoTHO He3aBUCUMbIM NyTeM".

MpoaykTneBHaa HaydHas wkona W.A. KoTnapesckoro obbeaunHana, kasanocb Obl, HECOBMECTUMbIE
Havyana. OgHO 13 HUX 0ByCnoBnNeHO BEPOW B NOTEHUMarbHbIe BO3MOXHOCTU YYEHUKa, YBaXEHNEM K ero UH-
AnBuayarnbHOCTU, TanaHTy. [lpyroe ocHoOBbIBanochb Ha npeobnagaHum MMnepaTMBHOIO HaKMOHEHUS B MPO-
uecce 3aHATUA, OnepupoBaHUM pennukamu, nodobHbIMW aOPUCTUMHO COOPMYNMPOBAHHLIM BbICLLUM
npvHUMNaM, onpeaensBLInM CYLLHOCTb U HanpaBneHue UCCneaoBaHuns.

TpeboBaHusa K Hay4HOMY A3bIKY, NpeabsBnsemble ViBaHoM ApceHbeBnYEeM, XapakTepu3oBarnu kayecT-
Ba OOBEKTUBHOCTU, CTPOrOCTU, NaKoHM3Ma, "BbICOTY no3uummn" nccnegosatens. OH yunn, 4To Hay4HbIA TEKCT
OOIKHa OTNuYaTh BbicoYanLlasi cTeneHb NOHATUAHOM NNOTHOCTY ("HA3blk Hay4YHOrO TEKCTa JOIMKEH ObITb CTOMb
HacbILWEeHHbIM, YTOObI Mbllb XBOCTa He Morna npogpatb!”, — roBopun YUYntenb), YTO Hay4YHbIA A3bIK JOSMKEH
ObITb KpacuBbIM, Oyay4n NULIEHHBLIM "kpacuBocT". ViBaH ApceHbeBUY Gbin yOexaeH, Y4To, MpUHUMas BO BHU-
MaHWe 3TU KpUTEPUM HaYYHOCTM A3blKa, NoOYI0 hyHAaMEHTanbHY Hay4HY0 KOHLEMUMUIO MOXHO M3MOXWTb B
TeveHne 10 MUHYT B YCTHOM (POPME MK Ha HECKOMNbKUX CTPaHMLax MaLllMHOMUCHOrO TeKCTa.

MBaH ApCeHbeBUY y4uI COOTHOCUTbL CTUMb USMOXKEHNUS C NpeAHa3HaYeHneM HayyYHOro TekcTa, ObiTb
nparmMaTuyHbIM B Hayke. CylWHOCTb "3gpaBoro nparmatnaMa" kak ogHy U3 Makcum YYutens unnioctpupyet
OAHO 13 ero HacTaBneHun. "OTO OYeHb XopoLumin matepuan, — ckazan OH ogHaxabl 06 ogHOM N3 MOUX guUC-
cepTaumMoHHbIX "onycos®. — OgHako, HanMcaHHbIN B CBOOOOHON MaHepe, TEeKCT 3TOT BbIXOAMT 3a npegensl
pernaMeHTUpoBaHHbIX TpeboeaHuin BAK, — npogomkan Yuutens. — Mo ctunto oH 6onee cooTBETCTBYET MO-
Horpacumn. Bam Heob6xooMMo CKOppeKTMPOBaTb U3NOXKEHWE KOHLENLUMU COOBpasHO HOpMaTmMBaMm, NPUHATLIM
Ansa odhopmMneHns ancceptauuin. 3awmTnte QOKTOPCKY — U NULLUTE, YTO U Kak XoTuTe".

OavH 13 umMnepaTMBOB MPOOYKTUBHOW HaydyHoW LWkonbl W.A. KoTnsapeBckoro sakmwyancd B TOM,
4YTOBbl YMETb NOCTaBUTL BO rfaBy UccrenoBaHus easa nu He noboe 13 ero nonoxeHun. Ecnv B pesynestaTe
npoBeAeHUs 3TOW onepauun nccrnegoBaHue COXPaHUT CBOK 3HAYUMMOCTb, TO 3TO ByAeT o3HayaTb, YTO OaH-
HOe NomnoXeHue NPOLLINIO NPOBEPKY Ha BaXXHOCTb B CTPYKTYpe U codepkaHun paboTel. "B uccnegoBaHumn He
OOIMKHO BbITb BTOPOCTENEHHbIX, TEM Boree, Mano3HaduMTeNbHbIX NOMNOXEHUA B OHOPMIEHUN KoHuenummn", —
HacTaBnAn Yuutenb. [ockonbky nsgpesne Mysblka U MaTemMaTvka BXOAWUMIW B KBaAPUBUYM Kak HayKu O Yuc-
ne, faHHbIN UMNepaTuB npeacTasnseT cobon CBOero poaa UHOCKa3aHue U3BECTHOro NpuHUMNa MatemaTtu-
Ku: "OT NepemeHbl MECT CriaraembiX Cymma He MeHsieTca"...

Mopon OH ka3ancst 6e3xanocTHbIM, AaXe XECTOKUM B HeXenaHWM yuuTbliBaTb (DaKkTopbl MUYHOWN
XMU3HK, NpensaTcTByowme HayyHou paboTe. MiBaH ApceHbeBund He xenan 6biTb cHucxoanTensHbiM: OH Huko-
roa "He cxoamn" U He HUCXOQWMIN Ha TOT NOPON BECbMa HEBLICOKUIN YPOBEHb, HA KOTOPOM HaXoOumCs YYEHUK,
TpeboBaTenbHO NOAHMMAas €ro K TOM BepLUUHe, Ha KOTOpoW npebbiBan cam, Unu Xe ykasbliBas TOT NyTb, Mo
KOTPOMY BO3MOXHO €€ JOCTUNYb.

Ckonbko pas, nocTaBuB Nepeao MHOWM KasaBLUeWCs HeBbINONTHUMOW 3agdady, MBaH ApceHbeBnY yxo-
AN Npodb — He OrMSAHYBLUNCL, He B3MMSIHYB HW pasy, NpedocTaBMB CaMOCTOSATENbHO pellaTth easa v He
"ramneTtoBckune" no macwTtaby Bonpock!! CnycTsa rogbl, Koraa odepenHoe NocTaBneHHoe Yuntenem 3agaHme
oKas3anocb BOMpekn OOBHLEKTUBHBIM U CYyOBbEKTUBHBIM MPENATCTBUSIM BbINOMHEHHbIM, VIBaH ApceHbeBuY npo-
nsHec: "lMpocTuTe MeHs, YTO 9 Kaxabl pa3 bpocato Bac, cnoBHO koTeHka, B MOpPE, a caM yXOXy, Aaxe He
rNsaas, BbINMbIBET KOTEHOK UMW HET. A KOTEHOK Bcerja BbinnbiBaeT...". BnocneacTeum g ycneiwana oT CBOro
Asam — goktopa (husnko-matemaTnydeckux Hayk Bnagummnpa Bopucosnya KOdeposa, 4To, pyKOBOACTBYSACH
3TUM MPUHLUMNOM, C HAM 3aHUMancs akagemuk CUHENbHUKOB, CYMTABLLMI, YTO B HayKe AOMXKHbI OCTaBaTbCcH
nuwb Te, KTo, Byayumn "6poleHHbIM" B BypHble BoAbl "okeaHa" MO3HaHMSA, CaMOCTOATENbHO BbIMMbIBET Ha
"Geper" n He TONbKO BbIKMBET Ha Ge3bpexHom "HeobMTaeMoM OCTpoBe" HEBEAOMOro Mupa, HO M co3gacT
OCHOBbI HEKON HOBOW Hay4YHOW LINBUIIU3ALMM. ..

Yuutens 6bin 6e3MepHO ckyn Ha noxeanbl. Tem oTpagHee 6bIno OT cka3aHHOro UM uspegka ogob-
PUTENBHOIO CroBa, KasaBLLErocs Bbile NMobbiX camblX MOYETHbIX Harpag ¥ BOCTOPXXEHHbIX OLEHOK!

... T HosA6pa 2006 roga s1 no3gpaensana VeaHa ApceHbeBu4a ¢ JHEM POXOEHUs, Kak BNOCNEACTBUM
okaszanocb — nocriegHuM. OH 6biN pag MeHs ChnblwaTb, HO HeAoMNro cocpegoTounn beceny Ha kasasLLUEMCS
MHe rmnaBHbIM NpegMeTe pa3roBopa, nepenas Ha Gonee BaxHyl Ans Hero Temy. Ero BonHoBano nposeae-
Hue koHdepeHLun "Pedinekcns n AUCKypC B UCKYCCTBE U UCKycCTBOBeAeHUMn", K yyacTuto B kotopot OH me-
He npurnacun. BaH ApceHbeBMY NOAYEPKHYI, YTO TemMa KOH(epeHUUn He orpaHnyeHa My3blKon U My3bl-
KO3HaHueM. "[Ina MeHs1 BaXXHO, YTOObl 3TOT acneKkT KOH(epeHLMMU, 3aKmntoUeHHbIN B ee Teme, Obln MOHAT
yyacTHUKamu, 4Tobbl B ee paboTe MOrnn NpUHATL yyacTue yyeHble, NpeacTaBnsowmne pasnnyHble cocTas-
NSAIOLLME UCKYCCTBOBEAEHUS, YTOObI KOHEPEHLMSI BbINOMHMNA O0beaUHAIOLLYI0 pofb, YTOObl B ee utore
CTano SACHO, Kak B pasHbIX BuAax MCKyccTBa M 0bnactax Hayku NPOSBASIOTCA 3asiBNeHHble B 3arnaBuu ac-
nekTbl", — TakoBbl 6bINK 3agadn popyma. MiBaH ApceHbeBnY Bo3BpaLLancs K BegeHuto ob nckyccree, npea-
CTaBfiEHHOMY B €ro AOKTOPCKOW auccepTauun. "CmoxeTe nu Bbl B CBOEM Aoknaje BbINTW 3a npeaensl oa-
HOW NULb MY3bIKM U My3bIKO3HaHUS, packpbliBas npobnemaTtuky koHdepeHumn?", — cnpocun OH.
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OauH 13 nmnepaTUBOB MPOAYKTUBHOW Hay4YHOW LWKonbl BaHa ApceHbeBn4Ya Kacarncs onpeaeneHust
TEMbl UCCNeaoBaHWsS Kak reHokoda paboTbl. YuUuTenb cuuTarn, YTo ygadHasi, lakoHn4Hasa opMynmpoBka
TeMbl obecrneymBaeT eaBa N He CEMbAECAT NPOLIEHTOB ycrnexa MUCCNefoBaHus, YTO TeMa OTpaxaeT ypo-
BEHb Hay4YHOro MbILLNEHUS aBTopa, SBMssiCb 000OLWEeHMEM aHanuMaupyemoro martepuana. Mo 3a temon
CTOUT 3aKoAUpOBaHHas B NOHATUSX U KaTeropmsix Ta NpobrnemMHas cuTyauus (MnmM summa summarum Tako-
BbIX), YTO NMPOrHOCTUYECKM 0BYCrNOBNMBAET CYLLHOCTb paboThl, ee CTPYKTYpY, HAy4HYHO HOBWU3HY, METOAbI U
NPUHUMMBI HAYYHOro No3HaHus. MiBaH ApceHbeBUY MoCre paunoHanbHOro NPOHMKHOBEHUS B MNYOWHbI TEMbI
AVNCTaHLUMPOBAriCst OT Hee, OOBbEKTUBU3MPOBaAN ee NpobrnemMaThKy, OCMbICIMBAs, CIOBHO Obl U3 "NpekpacHo-
ro ganeka", 4tobbl NOTOM, Nocrne npucTanbHOro "BrigabiBaHUs" B Hee, OHa 3acusana, NnogobHo anmaasy, Ha
Hay4YHOM HebocBoge. "OrpaHuubTe Temy uccrnegoBaHua!", — noBenesan OH, NpegocTeperas OT M3MULIHEN
yBIIEYEHHOCTN MOSIOAOro UccnegoBaTtensi u3dbpaHHor NpobrneMaTukon, oGopaYnBatoLLLENCS YTPO30 YCMOT-
peTb NPU3HaKN aHanM3MpyeMoro sIBNeHnst efea N He BO BCEX NPOSABMEHMAX My3blkanbHOW KynbTypbl. "Or-
paHnybTE" — OrpaHnTe — BHYTPEHHASA pudMa, NogvepKMBatoLLasa BENMMPHOCTbL OTAENKN TEMbI UCCreaoBa-
HWs, KoTopor gobueancs npodeccop Kotnapesckuii.

MBaH ApCeHbeBUY rOBOPUST, YTO MPU MPOUTEHMM KaKOW Obl TO HW BbINO HAaY4YHOW TEMbI, B €0 CO3Ha-
HUW BO3HUKaET HEKUW nraH, coobpasHO KOTOPOMY OH caM u3naran 6bl cogepXaHue JaHHOro UCCneaoBaHus,
hopMMpyeTecs KoHLeNUMs, npegonpeneneHHas NCXoaHoW opMynnpoBKO. 3aTeM OH C MHTEPECOM MU3y4an
CTPYKTYpy paboTbl, HanucaHHon "nop rpucpomM" NpuBREKLIEN ero BHUMaHWe TeMbl, COMOCTaBMAsA npeano-
XXEHHble aBTOPOM 3Tanbl Pa3BUTUS COOEPXKAHUA, C TEM NIIAHOM, YTO CIIOXMWICHA B €ro CO3HaHUU, MbICIIEHHO
OTMevas, 4YTO CoBnagaeT, a YToO MAET B paspes C ero TpakToBkon npobrnemsl. OgHO N1Lb 3TO CBOMCTBO CBU-
OeTenbCTBYET O TaKMX KayecTBax Hay4yHOro mbllneHus MiBaHa ApceHbeBuYa, Kak apyauumna, noruka, cro-
COBHOCTb K MTHOBEHHOMY KOHCTPYMPOBAHWUIO LENOro B ero Agetansax, gap HayvyHoro npeasuaeHus. Onuckl-
Basl X0 CBOUX MbICIEN, Bbl3BaHHbIX MPOHMKHOBEHWEM B TEMY YYXXOr0 UCCreaoBaHWs, OH hopmupoBan B
y4eHMKax cnocobHOCTb MOLENMPOBAaTL €ro CTPYKTYPY U COAEepXKaHue, onepexatoee npoyTeHne paboTbl.

3aHumasicb ¢ yyeHukamm, OH rnyboko norpykancst B NpoLecc MHTENMNEKTyanbHOro, TpaHCcueHaeH-
TanbHOro co3epuaHusa opMyNMPOBKN TEMbI, YNOPHO paboTasd Hag YCKOMb3alolMM COBEPLUEHCTBOM B ee
onpegeneHun. Korga xe Tema siBnanacb emy, nogobHo o3apeHuio, B "nonHom obnadveHun" (kak AdpuHa ns
ronosbl 3escal), MBaH ApceHbeBud noeernesan: "A Tenepb HeMegneHHo nuwute!". "Tak kak dopmynupyeT-
cs Bawa tema?", — MHOrokpaTHO cnpaluuBarn MeHsi B acnvpaHTckue rogabl Mo Yuutenbs. "He yanenanTecs,
— rOBOPUI OH, YCrbllWaB OTBET, — TeMa nobuT, 4TobbI ee nporoBapuBanu, NponuceiBanu, o3syymsanu. OHa
JOMmKHa oTneyartatbcs B Bawuem co3HaHumn".

Tema siBnganacb onst Hero cBoero poga PUNOCOCKUM KaMHEM, Marmyeckum KpucTaniom, B OTCBe-
Tax n rnybuHax KOTOpOro BUAHbI OYepTaHus, KOHTYpbl Npo3peBaemMoro uccnegoBarus. N.A. Kotnapesckui
rosopus: "Oasante "noseptum“ Bawwy Temy", — nobuasacb Toro, Ytodbl Kaxaasa "rpaHb" TeMbl-kaMHsA Gbina
6e3ynpeyHo oTWNM(OBaHHON, YTOOLI KaXaoe 3ako4YeHHOE B HEW NMOHATUE 3aHANO COOTBETCTBYOLLEE Me-
CTO, N0Ao6HO AparoLeHHOMY KaMHIO B HOBENTMPHOM M3genuu, 4Tobbl hopMynmpoBka AOCTUMNA COBEPLLEHCT-
Ba, OTTOYMEHHOCTU, CTaB BOMSOLEHNEM KpacoTbl MbICNU. ViBaH ApCeHbEBWY FOBOPUIT, YTO YYEHbIN AOMMKEH
obnapaTtb abCTpaKTHbIM MBILLIIEHNEM U LapOM Hay4yHOro npeaBuaeHusl. AT CBOMCTBA YY4E€HOro-MblCnuTens
OOIMKHbI OblITb CMHTE3MPOBaHbI B TEME Hay4HOrO MCCreAoBaHus, OOpeTalolen 3Ha4YeHMe ero UTOroBoOW
dopmynbl, NocnegoBaTeribHOE pa3BepTbiBaHWE KOTOPOMW MnpeacTaBnsana coboin OoTKpbiBaemasi et paboTa.
HenpenoxHbIM CBOMCTBOM Hay4YHOro TEKCTA, 3a5I0rOM ero COBEPLUEHCTBA, COrNMacHO Hay4YHoW AOKTpuHe U.A.
KoTnsipeBckoro, ABNsnocb abconoTHoe COOTBETCTBME TEME.

ViBaHa ApceHbeBMYa OTnMyana yameutenbHas cnocobHOCTb MIHOBEHHO NPOHMKaTb B CyLLECTBO ef-
Ba N1 He NoboW Hay4yHOW TeMbl, YMeHue yBuaeTb B QUCCEePTaLMOHHOM TekcTe "3epHa" UCTUHBI N OYUCTUTL
nx ot "nnesen" 3abnyxgeHuin.

Kputeprem HayyHOCTU TekcTa MiBaH ApceHbeBUY cumMTan ero nporHoctmuyeckuin xapakrep. U.A. Kot-
NAPEBCKMIN yTBEPXKAarn, YTO aBTOpP Hay4yHOro TeKcTa "He OOIMKEH NNecTUChb No3agun Mbicnn yutaTtens”, ¢ ono-
34aHMEM NpefocTaBnsAs Te apryMeHTbl U hakTbl, YTO 3HAYMTENbHO paHee BO3HMKIM B CO3HAHWM MpocBe-
LLIEHHOro YnTaTens, HeXxenu nosiBUNuCL B "yyeHoMm Tpyae". Hanpotue, aBTOp OOMKEH NpeaBocxuLaTh Xon
MbICIW YUTaloLLEero, yBrekast ero 3a cobom B NpoLecce N3MNoXEHUS KOHLEMLNN.

3agymaHHasa BaHoM ApceHbeBMYEM MOCNEOHAA B €ro Xu3Hu KOHEpPEHUNa — COBEPLUEHHOE BO-
nnoLieHne BbipaboTaHHON MM KOHLENUUKN TOro, YTO AOMKHa ABNATbL cOOoM HayyHada Tema. Ee chopmynunpos-
Ka NakoHM4YHa M BCeOoOBbEMMIOLLA, BKIOYEHHbIE B Hee Npobnembl COCTaBMAT akTyarbHble HanpaeneHus
Hay4HOW MbICNK, 06beauHSA pasnuyHble HaykM U UCKYCCTBa, coobwas M cmnocodcknii pakypc. YHMBeEp-
CanbHOCTb AapOBaHWst, MOLLHbIA CBETNbIN YM, TATOTEIOLLMIA K MOCTPOEHMIO CUCTEM, LIENTOCTHOMY OXBaTy Ha-
YYHOIo MUPO34aHusl, NPUBMNEKMN K Y4aCTUIO B KOH(bEepPEHL MU YYeHbIX, 0O beANHEHHbIX CTPEMIEHNEM OCMBbIC-
NUTb NOHUMaHWe npeabsaBneHHbiX N.A. KoTnsapeBckum naen n npobnem.

ViBaH ApceHbeBMY NNaHMpoBar NpoBecTn KOHepeHLMIO B nepBor aekage uoHs 2007 roga, "rae-to
¢ 6 noHA", yTo4yHUN OH. To4kol oTcyeTa B paboTe KOHEPEHLMUN, COrNacHoO ero nnaHy, AOMmKeH Obin cTaTtb
aeHb poxaeHua A.C. lNywknHa, 4YTO Npugasano CUMMNO3MyMy cUMBONMYeckoe 3HadeHue. OpgHako nepsasi
OeKkaga uoHa B cyabbe Yuntensa ctana CMMBOSIOM MPOLLaHNS, 3aBepLUEHUS €ro XXU3HEHHOro nyTu. CKoppek-
TMPOBAHHOE XU3HbID U CMEPTbID BPeEMS NpoBeAeHUs KOHEPEHLUUN COXPaHWNO M3HaYarbHO COMPOBOX-
OaloLLYI0 ee CUMBOSUKY, NEPeceEMaHTM3NPOBAB €€: UTOMOBbIN CUMBOSTMYECKUIA CMbICIT NO-NPEXHEMY conpsi-
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XEH C NOCBSILLEHNEM OHI0 POXAEHUIO, OTTEHEHHbBIM, OAHAKO, MEMOPUANbHOCTLIO. [laThl pOXOEHUS U CMepPTU
obpasoBanu NONUMOHUID CMbICIOB-NOCBALLEHUA. Yncno U umsa nocrnegHen KoHdepeHuuun, 3agyMaHHoW
y4YeHbIM, Mpegonpegenunn xapakrep COnpoBOXOAWNX ee pedriekeun U AUcKypca pasMmbllLnieHuin post
factum.

OavH 13 Hawmnx nocnegHux pasroBopoB ¢ MiBaHOM ApceHbeBuYeM Kacarics elle ogHOro nocesie-
HUs. B TOo BpeMs 5 roToBumna K n3gaHuio MoHorpagumio, NocBsLLEHHYo npobnemam 4ymucna u UMeHn B HOBOW
MUAONOrMN My3blKkanbHOro poMaHTMama [3], HanmcaHHy Ha OCHOBE npexae He Ny6NMKOBaHHOIO B LIENOCT-
HOM BuAe pasgena JOKTopckon auccepTtauun. A npocuna ViBaHa ApceHbeBuYa paspelluTb MHe NOCBATUTb
emy, cBoeMy Yuutenio, aTy kHury. OH oTtBeTun: "MHe BygeT odeHb npusaTHO". NMocBsAweHne He HocuT dop-
ManbHoro xapakrepa. Qucceptauuna "duanektuka MmudonoreMbl U HoBast MUEONOTNS My3blKarbHOro poOMaH-
TM3Ma", KaK U ee 3aKMYnUTENbHbIN pasaern, HanncaHa BcneacTeMe 6eCcKoHeYHOro amanora, MbICIIEHHO Be-
Aomoro ¢ YuuteneM. lNMponexas NOMOXEHHbIN CPOK B M3gaTenbCTBe, KHUra Boblwna B koHue masa 2007 .
MBaH ApceHbeBMY He y3Harn O ee NosiBNeHuun.

"[lenaw, 4TO JOIMKHO, U Byapb, YTO OygeT", — aTOM 3anoBequ, OBpeTLLEN 3HAaYEHNE MMNepaTuUBa Ha-
YYHOW OeATenbHOCTH, yaenun BHuMaHue VeaH ApceHbeBnd B Beceane oceHbto 2005 roga — nocne npeasa-
LWNTLI MOeW AoKTopckon auccepTaumm. OH noBTOpsan 3Ty YekaHHyto hopmyny, "Temy-uaero", BoymbiBasich B
3aKnYeHHble B Hel rMyObuHbl cMmbicna, CnoBHO Gbl "npuknagbiBas” K CBOEW XU3HU. OTOMY XUSHEHHOMY Y
Hay4Homy credo VBaH ApceHbeBuY criegoBan Ao KoHua. CBMaeTensCTBO TOMY — UCKYCCTBOBEOYECKUA (ho-
pyM, MPOBEAEHHbIN MO COCTaBNEHHOMY MM nnaHy B Hosbpbckue aHu 2007 r., cnycTa nonroga nocre ero
yxoda. Makcuma, nspeyeHHas UM BO BpeMs Halleln nocnegHen BCTpeyum xonogHon secHomn 2006 r., ero no-
cnepgHee cnogo: "KoMy 6bITb NOBELIEHHOMY, TOT B OrHE He CropuT U B BoAe He YTOHET ...", — obpeno npo-
FHOCTUYECKN-haTanmMCTUHECKYHO OKpacky.

Temy cBoero goknaga "lMopu3oHTbl peHeccaHcHon pedniekcun” s obroeapueana ¢ iBaHoMm ApceHb-
eBnyeM. OH caHKuMoHupoBarn ee. HblHe OoTKpbIBaeTCs, 4YTO, MOMMMO OYEBUMAHOMO, OHa obragaeT CMMBONU-
YECKMM CMbICIIOM, 3aKMOYEHHbIM B MOHATUM BO3POXOEHUSA KaK TaKOBOM.

VMBaH ApceHbeBWY MeyTan o TOM, YTODObl ero y4eHUKN Obinv pSAoM € HUM. "Bbl 4OMKHbI ObITh BO3ne
MeHs!"; “Bbl — MoU kpbinba!”, — MHOrokpaTHO roBopun Haw Kotnspesckuid. 3gaHne Tpyaos, NOCBSLLEHHbIX
Yuutenio, JOMKHO 06 beAUHUTL BOKPYr €ro CBETNON NamMATH Jdaneknx n Brimskmx y4eHnKoB, COXpaHuB 1 yBe-
KOBEYMB Ty OKPbINIEHHOCTb, KOTOPYHO Nogapun Ham Yuutens — ViBaH ApceHbeBnd KoTnsapeBckui.
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PUBLIC ACTIVITIES OF PETRO SOKALSKYI
(TO THE 185th ANNIVERSARY OF THE BIRTH AND THE
130th ANNIVERSARY OF THE DEATH)

The objective. The study examines the public activities of a famous Ukrainian composer P.P. Sokalskyi and its
importance for the cultural and economic development of the Southern Ukraine in the mid-to-late XIXth century. It looks
at the areas of interest of P.P.Sokalskyi and emphasizes the importance of his public activity and its influence on the
formation of the economy and trade in Odessa and the entire Southern region as a whole. The article analyzes the
archive materials (P.P.Sokalskyi’s published pieces) on various aspects of economic nature as well as the public
activities of the artist in the field of music education and popularization of music as an art. The research methodology
consists of historical, primary sources studying and biographical methods. The mentioned above methodological
approach allows to reveal and analyze the economic and cultural life of the Southern region within the defined timeframe
through printed press publications and to find the archival documents which makes it possible to create the retrospective
view on P.P.Sokalskyi’s public activities in the mid-to-late XIXth century and to add some new facts to the biography of
this famous personality of the national culture. Scientific originality. This research highlights previously unstudied
period of P.P.Sokalskyi’s activities and introduces new archival documents, which enables the retrospective view on his
public activities. Conclusion. On the basis of the archival documents, it can be concluded that in the field of public
service P.P.Sokalskyi proved to be not only an outstanding writer whose publications shaped public opinion of the entire
South region. He showed himself a serious professional in various issues of agriculture, which started to develop in the
South at that time, as well as in economy and trade. Thanks to P.P.Sokalskyi the fairs of wine products have become a
tradition, which successfully continues nowadays. Owing to him tree plantations and forest belts were introduced,
permanent meteorological services were founded etc.

Keywords: Public activities, archival materials, articles on economic issues.

I3eapina OneHa MukonaieHa, okmop mucmeymeo3Hascmea, doyeHm, npogecop kaghedpu meopii ma me-
moOUKU My3U4YHO20 Mucmeumea IHcmumymy mucmeus Kuiscbkoz2o yHisepcumemy im. bopuca piHYeHka

Fpomapcbka agisnbHicTb MeTpa Cokanbcbkoro (Ao 185-piua Big AHA HapomxeHHA Ta 130-pivua Big AHA
cmepTi)

MeTa po6otu. [locnigkeHHs NoB’si3aHe 3 BUCBITIIEHHSIM IPOMAaACbKOI AisiNbHOCTI BiAOMOrO YKpaiHCbKOro KOM-
nosutopa [. M. CokanbCbKOro, BUSIBNEHHAM ii 3HAYYLLOCTi Ans KyNbTyPHOro Ta eKOHOMIYHOro po3BuTKy MiBaHA YKpaiHu
apyroi nonosuHn XIX cT. Bucsitniototeca cdepn iHTepecis . . CokanbCcbKoro, MiaKPecrntoeTbCa 3Ha4YEHHA MOro rpo-
MafCbKOI AiANbHOCTI i il BNAWMB HA CTAHOBIEHHSA eKOHOMIKW | TopriBni Ogecn Ta BCbOro NiBAEHHOro perioHy. AHanidyoTb-
cs apxiBHi matepianu (nybniyuctuka I. M. CokanbCbKoro), NPUCBAYEHI Pi3HUM NMUTAHHAM EKOHOMIYHOIO XapakTepy, a
TaKoX rpomagcbka QisnbHICTb MUTLA Yy cdiepi My3UYHOro NpoCBIiTHULTBA Ta Nonynsapusauii My3nyHoro mucteuTsa. Me-
TOAONOriA JOCNIOKEHHSI NONsrae y 3acTocyBaHHi iCTOPUYHOTO, MKepeno3HaByoro, biorpadiyHoro metogie. 3azHayeHuin
METOAOMOriYHMI Niaxia Aae 3MOory po3KpuTK i NpoaHanidyBatv eKOHOMIYHE Ta KyIbTypHE XUTTHA NiBAEHHOro perioHy 3a
nybnikauismm B npeci, BiAHAWTW apXxiBHi JOKYMEHTW, SKi AO3BONMMNN 3poOUTKN PETPOCMEKTUBY MPOMALCHKOI AisiNbHOCTI
M. M. Cokanbcbkoro y apyrivi nonosuHi XIX cT. Ta gogati HoBi dakTh fo Giorpadii Bigomoro gisya HauioHanbHOI Kynb-
Typu. HaykoBa HoBu3Ha poboTV nonsrae y BUCBITNIEHHI paHille HeAOCNiAKyBaHOI CTOPiHKM gisnbHocTi 1. M. Cokanbcb-
KOro i BBEAEHHI Yy HaykoBUIA 0Bir apxiBHMX JOKYMEHTIB, SIKi YMOXIMBIIIOOTE CTBOPEHHSI PETPOCMNEKTUBK AOr0 rPOMafChKOT
fisnbHocTi. BucHoBKKu. Cnunpatouncb Ha apxiBHi MaTepianu, MoxHa LinTu BucHoBky, Wwo [1. IN. Cokanbcbkuii NposiBuB
cebe Ha HMBI rPOMafCbKOro CIYXiHHA He TiNbKW SK BUaaTHUA NybniumcT, 3aBasky nybnikauism sikoro hopMyBanacs rpo-
Macbka Aymka ycbro [MiBgHs, a 1 Sk cepio3Huin dpaxiBelpb 3 pi3HUX NUTaHb CiNbCbKOro rocnofapcTBa, sike Togi nepedy-
Bano Ha liBgHi y cTagii cTaHOBNEHHS, a Takox ekoHoMiku i Toprieni. Came 3aBasyytoun I1. 1. CokanbcbkoMy Byna BKO-
piHeHa Tpaauuis BUCTABOK BUHOPOOHOI MpoaykLii, sika ycnilwHo Aie i B HaW Yac, BNpOBamMKeHi AepeBHi HaCcamKEHHS i
nicocmyru, CTBOPEHi Crnyx6u1 NOCTIMHOrO METEOCTNOCTEPEKEHHS TOLLIO.

Knroyosi crnosa: rpomagcbka OANbHICTb, apxiBHI MaTepianu, cTaTtTi 3 €KOHOMIYHUX MUTaHb.

UNzeapuHa EneHa HukonaeeHa, O0Kmop uckyccmeogedeHusi, doyeHm, npogheccop Kaghedpbl meopuu U me-
mOoOUKU My3bIKaribHO20 UCKyccmea MIHcmumyma uckyccme Kueeckoao yHusepcumema um. bopuca puH4eHKo

OwecTBeHHasn aesTenbHOCTb MNMeTpa Cokanbckoro (k 185-neTuio co aHA poxaeHusa n 130-neTmio co AHA
cmepTn)

Llenb pa6oTkl. B nccnegoesaHum ocsellaeTcs obLecTBeHHas AeATENbHOCTb U3BECTHOMO YKPAUHCKOTO KOMMO-
sutopa 1. . CokanbCkoro, BbISBNSAETCS €€ 3HaYMMOCTb ANA KyNbTYPHOro 1 3KOHOMUYeckoro passutusa KOra YkpawvHbl
BTOpOW nonosuHbl XIX B. OcBelwatotcs cepbl nHTepecos I1. . Cokanbckoro, NoaYepKMBaeTCst 3Ha4YeHue ero obLLecT-
BEHHON AeATEeNbHOCTN N €€ BNUSiHWE Ha CTaHOBIIEHWE OKOHOMMWKM M Toprosnn OAecchbl U H0XHOMO permoHa B LENnOoM.
AHanuanpytoTcst apxuBHble matepuansl (ny6nuvumctvka M. M. CokanbcKoro), NOCBSILLEHHbIE Pa3fMyYHbIM BOMpPOcam
9KOHOMWYECKOTrO XapakTepa, a Takke obLecTBEHHas AeATEeNbHOCTb XyAOXKHMKa B cdhepe My3blKarbHOro NpocBeTUTENb-
CTBa U nonynspusaumn My3sblkanbHOro nckyccrsa. Metogonorusa nccnegoBaHvs 3aknmioYaeTcs B UCMOMNb30BaHUN UCTO-
pU4eckoro, MCToYHMKOBeaYeckoro, Guorpaduyeckoro metoaoB. O3HAYEHHbLIN METOAO0NOrMYEecKUiA Noaxos Mo3BONsieT
packpbITb M NPOAHaNM3NpPoBaTb SKOHOMUYECKYID M KyIbTYPHYIO >KU3Hb KXKHOTO pernoHa no nybnukauusim B npecce,
OTKPbITb apXMBHbIE JOKYMEHTbI, KOTOPblE MNO3BONUIM cAenaTb PeTpocnekTnBy obLiecTBeHHON aeatensHoctu 1. M. Co-
KanbCKoro Bo BTopow nonosuHe XIX B. n gononHute 6uorpacduio M3BECTHOro AesiTensl HauMoHaNbHOWM KynbTypbl HOBbIMU
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daktamn. HayyHas HoBM3HaA paboTbl COCTOMT B OCBELLEHMWN paHee He UccrneaoBaHHOM cTpaHuubl gestensHoctu I1. M.
CokanbCcKoro 1 BBeAeHUN B Hay4Hbl 061X0[ apXMBHbLIX JOKYMEHTOB, KOTOPbIE CAenanu BO3MOXHOW PeTpoCrnekTUBY ero
obLlecTBeHHON aesiTenbHOCTU. BbiBoAbl. OCHOBLIBasiCb Ha apXMBHbIX MaTepuanax, MOXHO cAenaTtb BbiBOAbl O TOM,
410 M. M. Cokanbckuii nposienn cebs Ha HMBe OBLLECTBEHHOIO CIY)XXEHWUSI HE TONbKO Kak BblAaroLlmines nyénmuuct, 6na-
rogapsi nyénukaumusm KoToporo popmMupoBarnach obLecTBeHHasi MbICrb Bcero KOra, HO U kak cepb&3HbIi cneuuanmcT no
pasnuM4YHbIM BOMPOCaM CefbCKOro Xo3sINCTBa, KOTopoe Toraa npebbiBano Ha HOre B cTagum CTaHOBMEHUS, a Takke
3KOHOMWKM U ToproBnu. MimenHo Gnaropaps M. . CokanbCkoMy CTanu TpaguUMOHHBIMU BbICTABKU BMHOAEMNbYECKON
npoayKumm1, KOTopble YCNeLHO AENCTBYIOT 1 B HaLLe BpeMsl, BBEAEHbl APEBECHbIE HAaCaXAEHUS 1 Necononochl, Co3aaHbl
cnyX6bl NOCTOSIHHLIX METEOHABMAEHWIA U T. M.
Krroueeble criosa: obLLECTBEHHAsS AEATENBHOCTb, apXMBHbIE MaTepuarbl, CTaTbi Mo S3KOHOMMYECKMM BOMPOCaM.

Rationale of the research topic. The modern view on the achievements of the national culture
constantly brings back the names of not only contemporaries but also the artists from the last century.
Among them the name of Petro Petrovych Sokalskyi (1832 — 1887) stands out distinctively. Now, the
importance of his personality in the history of Ukrainian culture and art of the mid-to-late XIXth century is
beyond a shadow of doubt, since without the versatile activities of this gifted man we could not imagine the
development of the national culture in general. Contribution made by P.Sokalskyi is significant. But the
artist's work, all of its depth and diversity is still unstudied. Today the fine art and cultural studies experts
have not yet fully understood the scope of this activities and his legacy in the history of our culture.

Anniversaries — joyful or sad — become one of the means to attract the attention of experts and
general public to the life and work of an outstanding person. In 2017 the Ukrainian culture will celebrate
double anniversaries of P.Sokalskyi: the 185th anniversary of his birth and the 130th anniversary of his
death. These anniversaries provide another opportunity to refer to his artistic work.

Regarding the celebration of P.Sokalskyi’s anniversaries, they may be said to have been celebrated
only twice: in 1927 (the 40th anniversary of his death) and in 1987 (the 100th anniversary of his death). The
archive data shows that in 1927 large-scale events were organized: the first materials of P.Sokalskyi's
biography were published, written by L.Lisovsky. Thanks to him the meetings of the composer “brigades”
were held, in particular, in Kharkiv, performing some of the artist’s creations. All-Union Conference organized
by the first researcher of his artistic work T.Karysheva in Moscow was devoted to the celebration of the 100th
anniversary of P.Sokalskyi’s death.

P.Sokalskyi back in his time was known as a chemist, agrarian, journalist, writer, composer, music
critic, folklorist, music scholar, a historian, and social activist. His speciality was chemistry, the work of his life —
music and journalism. Mastering the latter he had passed all stages of a career ladder from the reporter to
the editor-owner of a well-respected newspaper.

The work of P.Sokalskyi at different times was referenced by many famous art scholars. Among them
T. Karysheva [7], G.Tumeneva [9], L.Arhimovych [1], T.Bulat [6], O.Oliynyk [6], R.Kulik [7], and O.lzvarina [2].
Particular attention of the scientists was drawn to the music critic works of P.Sokalskyi as well as his works as
folklorist and composer. Thus, the other areas of his talents for a long time remained unknown.

The talents of P.Sokalskyi were so diverse that we can research them only by defining clearly a
particular scope of his activities. A selected problem requires concentration of primary attention on his public
activities, although even with such a focus, one cannot clearly distinguish the boundaries of the scope of his
interests, since all of them were aimed at serving people and society.

Rationale of the research is conditioned by the lack of comprehensive studies of the versatile
activities of such an outstanding person in Ukrainian culture as P.Sokalskyi, particularly his public activities.

The objective of the study is to highlight public activities of P.Sokalskyi in the South of Ukraine in the
mid-to-late XIXth century, which leads to the formulation of the following tasks: to make a general review of
P.Sokalskyi’s area of activity and outline the scope of his public interests; and to highlight social activities of
P.Sokalskyi in the field of economic and cultural development of the Southern region based on the
uncovered archival materials and documents.

Summary of the core materials. He has remained in history of the National music as a folklorist,
composer and music critic. As a folklorist, P.Sokalskyi was engaged in collecting musical folklore of the
peoples inhabiting the South of Ukraine, as well as studying the nature of Ukrainian folk songs, their specific
features and differences from the Russian folklore. The contemporaries noted that the priority in studying folk
songs from comparative historical perspective belongs to P.Sokalskyi, and his fundamental work “Rus folk
song, Great Rus and Lesser Rus, in its melodies and rhythmic structure and its dissimilarity from the
principles of modern harmonious music” (1888) opened the way for the comparative musical ethnography. It
was the work which made the name of P.Sokalskyi known in Western Europe, and became a “table book” for
the studies of the Slavic folk music.

Petro Petrovych became famous in Ukraine also as a composer. He created over a hundred of
musical works in various genres. He contributed significantly into the Ukrainian school of composers. His
achievements are particularly significant in the genres of fortepiano suites, cantatas and operas. Now, no
doubts that he wrote the first, for the time being, Ukrainian opera (1857). It exists only as a fact of the
Ukrainian music history.

He is also known as a music critic, researcher of folk music, the first music aesthetician and music
psychologist in Ukraine and Russia. His musical critique reviews cover significant events in the musical life of
Odessa, in particular, the opera premieres, including operas of S.Gulak-Artemovskyi “Cossack beyond the
Danube” and M.Lysenko “Christmas Night”.
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P.Sokalskyi also possessed a great literary talent. He wrote poetic libretto for three of his operas,
and he is an author of the autobiographical novel “Paths of life. Inhulov’s Essays” (1874), as well as novels
and short stories which were published in the well-respected newspaper “Odessa Bulletin”.

P.Sokalskyi’'s public activity had started quite early and was linked to his choice of journalist
profession. He became employed by a number of well-known publishing houses. Petro Petrovych was the
first Ukrainian who regularly made reports about the United States, the country unknown to the wide
audience. P.Sokalskyi’'s articles on the USA were published during his stay there in the following editions:
“The Russian Word”, “Saint-Petersburg’s Bulletin”, “Notes of the Motherland” and “Odessa Bulletin”. On the
pages of the latter he acted as a writer, showing deep expertise in the fields of chemistry, agriculture and
trade. “Odessa Bulletin”, edited by P.Sokalskyi, has played an important role in the economic and cultural
development of the South of Ukraine and this role can hardly be overestimated.

Among the economic articles, “Notes on trade of Russia with other countries”, “Economic future of
Odessa” and “On the dyeing substances made of sorghum” sparked particular interest. P.Sokalskyi was
interested in the issues of social nature, as evidenced by the article “Draft notes for the article on the
economic situation of the people in Russia”.

As a citizen and resident of Odessa P.Sokalskyi was interested in its prosperity and development.
His article “Economic future of Odessa” [3] was dedicated to the mapping of economic future for the city. The
author connects its development primarily with the trade. According to him, the development of this sector of
economy can create conditions for the development of literature and arts in Odessa. The author writes about
the importance of trade to the city life as follows: “In case we want to abandon the trade, we shall have to
starve” [3] and he calls on Odessa’s people to take care of the economic prosperity of the region and
become an example of entrepreneurship and enthusiasm for the benefit of Odessa.

As a journalist P.Sokalskyi aimed at acquainting the community of readers with the most recent
developments of science and technology, both Russian and foreign. He adhered to this principle throughout
his journalist activities and especially, while being the publishing editor and the owner of the main newspaper
of the Southern Ukraine — “Odessa Bulletin”.

One of such works is his article “On the dyeing substances made of sorghum” [5]. In this article,
P.Sokalskyi familiarizes the readers with the latest scientific discoveries, published in the French magazine
“‘Revue coloniale”. He writes on the possibility to receive various useful substances by dissolving the
sorghum seed membranes in water, alcohol, ether, acids and alkalis. From the said solutions red and yellow
dyes were then obtained. Particularly here P.Sokalskyi describes a detailed analysis of the technology of
acquiring the dyes, as well as sugar and alcohol. This article tells about his knowledge as a chemist and
economist, since sorghum — is an unpretentious plant, and the profit from using it is significant. In the large
article “Notes on trade of Russia with other countries” [4] the author highlights the issues of wine export and
import. He connects trade with the development of viticulture and winemaking in Russia indicating the best
regions in this respect, and the best specimen of grapes and wines. P.Sokalskyi himself, as a Secretary of
the Agricultural Community, was the permanent representative of the commissions awarding the wines for
quality. Based on his experience, he pointed out the wines of Caucasus, Bessarabia and the Crimea, among
the winners of exhibitions, considering them competitive in the global market of wine products. He organized
exhibitions and wine tastings from three of the most powerful winemaking regions — South Ukraine (including
Bessarabia), Crimea, the Caucasus (and the Trans-Caucasian region) and described this fact as: “We in the
Community has exhibitions of the tobaccos of Bessarabia in 1865, 1868, 1870; Bessarabian wine exhibitions
in 1858, 1862, 1864 and 1870, respectively. The complete exhibition of wines from all areas of the South, the
Crimea, the Caucasus and Transcaucasia was first held last year” [1871 — O.1.] [4].

While P.Sokalskyi served as a responsible Secretary of the Agricultural Community of the South, he
also developed and planted the plan of improvement of the rural economy, based on unfavourable climate
conditions, introduced tree plantations around agricultural lands, organized a permanent meteorological
monitoring of weather conditions and requested for the land loans to enable the acceleration of development
of the fertile lands in the Southern. It should be emphasized that the regular term in the Secretary office is 3
years. For P.Sokalskyi it was a period from 1868 — 1869 till 1871 — 1872. He did not stay for the second
term, because of the early health problems of his brother he took over the family business having become a
publisher and owner of “Odessa Bulletin.

Journalistic work of P.Sokalskyi is a whole epoch in the history of development of Odessa and
Southern Ukraine, and it is impossible to imagine achievements of this region in many fields without his
fruitful work in the field of shaping public opinion.

Public activities of P.Sokalskyi is also reflected distinctively in the field of engaging musical talents of
Odessa into Philharmonic Society, for which he was elected a vice director in 1859. The organizer himself
performed during the concerts as a pianist, member of ensemble, accompanist and a performer of his own works.
In 1864 Petro Petrovych organized a Choir in Odessa, joined by an amateur orchestra. So that's how P.Sokalskyi
founded the Music Amateur Society. Music classes were held there. Under the initiative of Petro Petrovych the
musical school was opened in Odessa (1866). The musicians of the Music Amateur Society played music of
Russian and foreign composers, because the main objective of the Society was to popularize the best
achievements of the world music art. Many pieces of Petro Petrovych composing heritage were first heard in
these concerts, in particular the cantata “Listen” and excerpts from the opera “May Night”.

In his public activity P.Sokalskyi has devoted great efforts to musical education: he delivered lectures
for the members of the Music Amateur Society on the history of music, folk music, theory and aesthetics of
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music, and music psychology. His work as a propagator of music and composer influenced one of his
contemporaries, the future famous Ukrainian composer P.l.Nischynskyi, one of his choir members.

Petro Petrovych was greatly preoccupied with the problems of the music culture in Odessa. His dream was
to open the Opera theater in the city, where operas in any language would be staged. Since 1867 he was primarily
concemed with this urgent issue, involving into this process the progressive circles of Odessa through his
publications. The problem was that there were permanent Italian, French and German opera troupes in Odessa, but
there wasn’t any Ukrainian or even Russian troupe. That is in the third city of the Russian Empire based on the
economic indicators of the middle of the XIXth century, and later in the century — the first. P.Sokalskyi was pursuing
the shaping of public opinion and explaining the necessity of having an opera theater in Odessa. He was doing this
through his publications in “Odessa Bulletin” and on the pages of metropolitan newspapers and magazines,
supported by the concerts of the Music Amateur Society and by his personal example as an active member of
Odessa branch of the Russian Music Society. Finally in 1873 his dream came true.

P.Sokalskyi carried out significant public work as a musicologist and educator: he delivered lectures
for the members of the Music Amateur Society on the history of music, folk music, theory and aesthetics of
music and music psychology. The lectures on the history of music, given by Petro Petrovych at the Music
Amateur Society in 1867 — 1868 were particularly important. The mentioned material allows to consider
P.Sokalskyi a serious scientist, music researcher and public figure who had fruitfully worked in the field of
music science and education. At a time when even the notion of “music” was not yet finally defined and
music was not considered a science, not only in Ukraine but also in Russia, there were no music scientists of
P.Sokalsky’s level. It was him who insisted on the recognition of the music as a sphere of scientific
knowledge and developed scientific approach to the music history. His work as a propagator of music and
composer had a great influence on the culture of the South of Ukraine.

Scientific originality lies in the discovering and introducing into scientific research some new archival
materials — the articles of P.Sokalskyi on economic issues, published in the “Odessa Bulletin” and
representing the new biographical facts of P.P.Sokalskyi on the basis of which his public activities are
highlighted in retrospective.

Conclusion. Through his publications Petro Petrovych Sokalskyi had significantly contributed to the
shaping of public opinion in the South of Ukraine. As a result, the economic ties of the Southern Ukraine with
other regions developed. Thanks to his public activities music culture in Odessa was given a significant
impetus to development. Today, we can in all confidence state that it is impossible to imagine life of Odessa
and the entire Southern Ukraine without the public activities of P.Sokalskyi, so naturally his work was
integrated into the life of the region. Unfortunately, public activities of Petro Sokalskyi have not been fully
researched yet and require further scientific studying.
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CKNAQO-®AKTYPHA OPIrAHI3ALIA
AK JOMIHAHTHA O3HAKA ®OPTEMIAHHOIO CTUIIO B. BIBIKA
(Ha npuknagi xaHpy copTeniaHHOI cOHaTH)

MeTta po6oTu. [locnigkeHHs NpUCBAYeHe BUSBIEHHIO crieulndiky 3B’3Ky rapMoHii Ta dakTypu y popTeniaHHmx
coHaTax BaneHTuHa Bibika, a came 4, 5, 6 Ta 7 coHaT. MeTogonoris 4ocnigkeHHs nonsirae y 3acTocyBaHHi CUCTEMHOTO,
NOPIBHSINBHO-TUMOSIONYHOrO Ta CTPYKTYPHO-GPYHKLIOHANbHOro nigxodie 3aranbHOHAyKOBOi MeTOAOoorivyHoi 6asu, LWwo
OaEMOXNMBICTb MigaaTh KopensuinHoMy aHanisy cknago-hakTypHy opraHisadito dopTteniaHHux coHaT B. Bibika. Hayko-
Ba HOBM3Ha pobOTN NONsArae B O3HaYEHi XxapakTeposioriyHNX pUC IHCTPYMEHTarbHOro (hopTeniaHHOro) MOBIEHHS KOMMO-
31MTOpa, @ TaKOX Yy PO3LUMPEHHI KOHLEPTHOro M HaBYarnbHO-NearoriYHoro CrekTpiB CyvyacHoro dopTeniaHHOro MUcTeLTBea.
OcobnmBy LiHHICTb poboTV NpeacTaBnsie yBara 4O CydacHUX TBOPIB BiJOMOro KOMMNo3uTopa, YneHa HauioHanbHol chinkm
KoMno3uTopie YkpaiHu — BaneHTuHa Bibika. BucHoBkW. [ocnimkeHHs nokasano, Wwo y nanitpi rapmMoHibyHMX 3acobis
B. Bibika npucyTHi Malxe BCi chopMoBaHi B My3WYHil NpPakTULi TUNW BepTuKanen — Big iHTepBany Ao 6araTo3By4HOro
KoMnnekcy. Bubip pisHoBWAIB UMX BepTUKANen Mae iHAMBIAYaNbHO-CTUNbOBUI XxapakTep.

Krroyosi criosa: dakTypa, KaHp, KOMNo3UTop, CoOHaTa, CTUIb, 3acobu BMpasHoCTi, hopMa, iHTepBarn, cniB3By4ys,
rapMoHis.

Hoeukoe KOputi Muxatnoeuy, pekmop [Henpornemposckol akademuu mMy3biku uMm. M. [nuHku, doueHm Ka-
gedpn! "®opmenuaHo®, 3acnyeHHbIlU 0esimerib UCKyccme YKpauHbl

daKTypHO-COCTaBHasA opraHvM3auusi Kak AOMUHAHTHbIM Npu3Hak c¢opTtenuaHHoro ctuna B. Bubuka (Ha
npumepe xaHpa opTenmaHHON COHaTbl)

Llenb pa6oTbl. iccnegoBaHne NOCBSILLEHO BbISIBIEHWUIO CNeUUUKMA CBS3N rapMOHUKN 1 hakTypbl B dopTenu-
aHHbIX coHaTax BaneHTnHa Bubuka, a umeHHo 4, 5, 6 n 7 coHaT. MeTogonorusa nccrnenoBaHus COCTOUT B UCMONb30Ba-
HUWM CUCTEMHOTO, CPaBHUTENbHO-TUMNONOMMYECKOro U CTPYKTYPHO-(DYHKLUMOHAMNBHOIo NOAX0A0B O0LLEHay4HOW MEeTO40s0-
rmyeckon 6asbl, YTO NO3BOSISAET NpedaTh KOPPENSILMOHHOMY aHanmay ckrano-akTypHyo opraHm3aumio opTenmaHHbIX
coHat B. bnbuka. Hay4yHas HoBu3Ha paboTbl COCTOUT B 0603HAUYEHNM XapaKTEPOSIOrMYECKNX YEPT MHCTPYMEHTaNbHOro
(cbopTenmaHHOro) NPOU3HOLLIEHMST KOMNO3MTOpPa, a Takke B pacLUMPEHUN KOHLEPTHOro U y4ebHO-Neaarormiyeckoro crek-
TPOB CcoOBpeMeHHoro coptenunaHHoro nckycctea. Ocobyto LLeHHOCTb NPeACcTaBsieT BHUMaHWE K COBPEMEHHbLIM Npou3Be-
OEHUsIM U3BECTHOrO KOMMO3NTOpa, YneHa HaumoHanbHOro cot3a KoMno3vTopoB YKpauHbl — BaneHTnHa Bubuka. Bbl-
BoAbl. MccrnenoBaHne nokasano, YTO B NanuTpe rapMoHuMYeckux cpedctB B. Bubuka npucyTcTBYOT Mo4vTU Bce
cchopmmpoBaHHble B My3blKanbHOWM NpakTUKe TUMbl BepTUKanei — oT MHTepBana 40 MHOro3By4HOro komnsekca. Boibop
MHoroobpasusi 3Tux BepTMKanein HOCUT MHAVBUOYarNbHO-CTUIIEBON XapakTep.

Knouessie criosa: dhakTypa, XaHp, KOMNO3UTOp, CoHaTa, CTUMb, CpeacTBa Bblpa3uTenbHOCTH, dopma, UHTEp-
Bas, CO3BYy4YMNe, rapMOHuUSI.

Novikov Yuriy, Rector of Mikhail Glinka music academy of Dnepropetrovsk, Honored Art worker of Ukraine,
Assistant Professor of fortepiano department

The texture-composite organization as a dominant character of piano style of V. Bibik (through the ex-
ample of fortepiano sonata genre).

Purpose of the research. The investigation is devoted to the identification of specifics of connection between
harmony and texture in piano sonatas of Valentine Bibik, namely 4, 5, 6 and 7 sonatas. The methodology lies in using
of the system, typological-comparative and structural-functional approaches of general scientific methodological base. It
allows for correlation analysis of composite-textured organization of piano sonatas of outstanding Ukrainian composer
Valentin Bibik. The scientific novelty of this investigation consists in designation of the specific characteristics of the
instrumental (piano) compositions of Valentine Bibik. The work creates a basis for the expansion of the concert and
pedagogical spectrum of modern piano art. The special value of the investigation consists in the attention to the contem-
porary piano compositions of a famous composer, a member of the National Union of Composers of Ukraine — Valentin
Bibik. Conclusion. The study shows that in the palette of harmonic means of V. Bibik almost all types of verticals formed
in musical practice are present — from interval to polyphonic complex. Individual character is very important for the selec-
tion of these verticals.

Keywords: texture, genre, composer, sonata, style, means of expression, form, interval, consonance, harmonic.

MocTtaHoBka npobnemu. Y nnesgi KOMNO3UTOPIB, TBOPYICTb SAKMX MaeE AOMEHOCHWIA BMNMMB Ha
€BOIOLIl0 Cy4aCHOro BITYM3HAHOrO dhopTeniaHHOro BUKOHaBCTBa, noctaTb BaneHTuHa Caseuya bibGika
(1940-2003) saimae ocobnuee Micue. byayunm sckpaByM NpeAcTaBHUKOM PafsHCLKOI KOMMO3UTOPCHKOT
LLIKOMNW, MUTELb YCNILLHO NpaLoBaB Y NOHI My3n4HUX KynbTyp YKpaiHu, Pocii Ta I3painto. Ane x BigsHa4mmo,
LLIO caMe YKpalHCbKWUIN, XapKiBCbKWIN, Nepiod TBOPYOCTI KOMMNO3MTOpa € HanbinbLL JOBrMM 3a YacoM Ta SSIKOMO-
ra Kpawe BW3Ha4yae CTUIbOBY [OMiHaHTy My3ukn BaneHTuHa bibika, 3okpema 1oro dopTeniaHHnx
KOMMO3WULIN.

© Hosikos HO. M., 2016
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MucTeLuTBO3HaAaBCTBO HosikoB HO. M.

3BEpHEHHs MUTLS [0 XaHpy dopTeniaHHOT COHaTW B XXOOHOMY pasi He aBnse doparmMeHTapHy yBsary
noro TBOpYOCTi. HapoaeHHs Aecatn coHaT Ans dopTeniaHo cArae 4acy B ABafuUsTb ABa POKWM xuTTa B.
bibika — Big 1971 no 1993 pp., B Ak MUTeUb, MeLlKalouM y XapKoBi, He nue CTBOPHOBAaB KOMMO3WULT
HaMPi3HOMAaHITHILLMX XaHpiB, a W aKTUBHO 3alMaBCHA BMKNaL4auUbKOK Ta POMaACbKO-OpraHi3auinHow
DiAnNbHICTIO.

dopTeniaHHi coHaTn B. bibika, Oyaydi HEBiQ EMHOK YaCTUHOK KaMepHO-KOHLIEPTHOTO Ta HaBYanbHO-
negaroriyHoOro penepTyapy cydacHUX niaHicTiB Ta BUKNagadiB, y AOBEPLUEHOCT iX CLEHIYHOTO BUKOHAHHS Y
He Hawvneplue 30cepepkyloTb yBary Ha BignoBiAHOCTI BMKOHABCBKOI iHTepripeTauii dopTeniaHHOMY CTUNIO
KOMMO3UTOpa, CBOEPIAHOCTI NiaHICTUYHOMY MOYEpKY BiAOMOrO MMWTUS,, MOro Hambinbw cneundiyHum Ta
iHaMBIQyanbHO-0cobucTicCHUM pucam. BesymoBHO, Takoro poay nigxig 40 BMBYEHHSA Ta BUKOHAHHSA KaMepHO-
ro cpopreniaHHoro gopobky mMancTpa y HanbinbLl NOBHIN Mipi 30aTeH PO3KPUTU XYAOKHBbO-00pasHy nanitpy
COHaT Ta BiATBOPUTM CaMOOBYTHICTb MOro oopTeniaHHOrO MOBMEHHS.

Baxnueo Big3HAUUTW, WO OOCMIMKEHHA CTUMD XyOoXHboOro nucbeMa B. Bibika y coHaTax ans
dopTeniaHo NOCTae HaA3BMYANHO LiiKaBUM K ANs NiaHiCTiB-BUKOHABLIB, Tak M AN BUKNadadis, agxe CTBO-
peHHsA BepbanbHOro O3HaAYEHHS XYOOXHBbOro 3MICTY TBOpPY, nepefada y4YHeBi 0cobnmBoCTeEN BUKOHABCLKO-
TEXHOMNOrMYHOro NpoLecy LWo[o KOHKPETHOI KOMMO3ULi MOXIIMBA NMIEe 32 YMOBWU OCATHEHHSI CTURICTUYHOI
npvpoamn KOMMo3uTopa y BigNOBIAHIA »aHPOBiN cdepi. BUHATKOBUI iHTepec faHa TemaTuka npeacraBnse
TaKOX AN My3uKaHTIB-HayKOBLiB, sIKi 4OCNIAXKYIOTb dhopTeniaHHNiA opoOOK KOMMO3UTOPIB APYroi NONMoBMHU
XX cToniTTs.

AKTyanbHiCTb 03HA4YE€HOro MUTaHHS MO3Ha4YaETbCA BaraTOBEKTOPHOK MPaKTUYHOK W TEOPETUYHO
npupoao cdep 3acToCyBaHHSA OTPUMaHMX pesynbTaTiB. Y CBOK Yepry, BUCHOBKM OOCHIAXEHHA MOXYTb
30inbLIMTK piBEHb NONYNAPHOCTI dopTeniaHo-kamepHoro Aopodbky B. Bibika y koni BMKOHaBLiB, BUKNaaaYis
Ta My3UKO3HaBLB.

Cepea ManoyncenbHUX HayKoBO-AOCNIAHULBbKUX POBIT, MPUCBAYEHMX XUTTIO Ta TBopYocTi B. Bibika,
Ha ocobnuBy yBary 3acnyroBytoTb MOHorpadiyHi Hapucu A.MisiToBoi Ta |. IBaHOBOI "®parmMeHTN TBOPYOCTI
BaneHtuHa Bibika” [4]. Y paHiii npaui aBTOpy TOPKarTbCA LUMPOKOI Pi3HOXAHPOBOI NaniTpyM TBOPYOCTI KOM-
nosnTopa, ane X, Ha anb, 3anuwaloTb Y TiHi XapakTeponoriyHi o3Haku ¢hopTeniaHHoOro CTUMo MancTpa,
30KpemMa KamMepHOro niaHiCTU4HOro Jopobky MuTUS. Binbl 3aranbHUM oKpecrieHHsiM TBopyocTi B. Bibika,
AKe nonuweHe 3arnubrieHHs Yy cneuudiky MaHepu WOro XyAOXHbOMO MUCbMa, MO3Ha4veHi npadi
My3uko3HasuiB O. 3iHbkeBud [2; 3] Ta I". purop’esoi [1].

HaykoBa HOBM3Ha. Y gaHOMy OOChiAXeHi OKpeCcrneHHs CTUMo kamepHo-copTeniaHHWX TBopiB Banex-
TMHa bibika Gyae 3AiMCHIOBATUCA LUMSIXOM PO3KPUTTA B3aEMO3B'SI3KYy rapMOHiT Ta dpakTypu. Y none 3opy
OO0CNigHULBKOro NpoLecy NnoTpannsaiTb coHaTt anga dopTteniaHo Ne 4, 5, 6 ta 7.

MeTa pdocnigXeHHs — BUSABMEHHS crneuudiky 3B’a3Ky rapMoHil Ta qakTypyu y BULLEO3HaAYEHUX
dhopTeniaHHWX coHaTax Ha OCHOBI NPUHLMMY hakTypHO-rapMOHiIYHOro komnrekcy (aani — OrK).

Ockinbkn roMOHOHHUI CKNad y Ynctomy BumMsgi B coHatax B. Bibika dpaktnyHo € BigcyTHiM, cnig
NPUAINUTY yBary iHWWUM TUMOBUM ONS LbOro aBTopa cknagam — HOCisIM rapMOHIYHOrO 3MIiCTYy, 30Kpema reTte-
pohOHHOMY i XOparnbHOMY, siki yTBOPIOKOThL Bi4NOBIgHI CTUMIO LibOro Komno3sutopa Tunm Ork.

Buknag ocHoBHoro maTtepiany. FeTepodpoHieto 6yaemo HasmBaTu Takui 4BO- i 6araToronocHUn my-
3UYHUI cKnafj, B SKOMY FOMocu AiloTb PUTMIYHO-CUMHXPOHHO Ta y BaraTbox Bunagkax 36epiraioTb iHTepBan
MiX coboto. Npu NoBHOMY 36epexeHi iHTepBany BUHUKaE XYAOXHE SIBULLE, ke MOXHa HassaTu "CyBOpPOIO
retrepodooHieto”. Npun 3aMiHi iHTepBany BYHUKaE "BifibHa reTopodoHis".

MigkpecnMmMo, Wo reTepodOoHid — iCTOPUYHO APYrKii Nicns MOoHOAIT TUM My3W4HOro cknagy. fAk
BiJOMO, yCi chopMOBaHi B €BOMIOLINHOMY MPOLIECi My3W4YHi 3acOOM Tak 4M iHaKe BXOOATb [0 apceHany
TEXHIYHUX | XYOOXKHIX LiIHHOCTEN MY3MYHOrO MUCTELTBA 1 Yy NoAanbLIOMY NOro po3BMTKOBI. 3aCTOCOBYIOTHCS
BOHW B Mipy eCTETUYHOI AOUINbHOCTI Ta Y CUHXPOHI3aLii 3a CTUNbOBUMU ynogobaHHAMM aBTOpIB.

Y coHaTtax B. Bibika retepodoHHMI cknag, 3 oaHoro 60Ky MOXe BudepnyBaTh coOOol BCHO haKTypy
MY3MKM, a 3 iHLLIOro — MOXe CTaTu BaXKNMBOK AeTansio, Wo NPMBHOCUTL A0AATKOBI €NeMEeHTN KOHTpanyHKTY-
BaHHS B My3W4HY TKaHWHY iHLLOT CKnNagoBoi Nobyaosu.

Mpuknaam nepworo 3 BapiaHTiB 3HaxoauMo Yy coHaTi Ne 4. Posgin Comodo Limpido — cnokinHa 3a
XapakTepom My3suka, Lo BigkpuMBae B cCOHaTi HOBY obpasHy cdepy, — BUKIIaAEeHO Y CTPOro reTepodOoHHIn
dakTypi (Mi>k ronocamu 36epiraeTbcs iHTEPBan geuumn). Y 3akniovHOMY eni3ofi TOro X po3Ainy coHaTtu cy-
BOpa reTepoOoHis YLLINbHIOETLCS B YOTUPUIONOCCS, L0 BUHUKITO 3@ NMPUHLIMIOM Tak 3BaHOrO LUTy4Horo 6a-
raTororioccsi — OKTaBHOro AyGnioBaHHS KOXHOIO 3 roSiociB BUXi4HOrO ABOrONIOCHOMO 3'€AHaHHS.

PuTMiyHa CUHXPOHHICTb, MaiXke NoBHa OOHOCMPSMOBAaHICTb FOMOCIB, IX TeMaTUYHa He KOHTPacCTHICTb
3a BepTUKano JO3BOSIAE FOBOPUTU MPO nepesary reTepoPOHHNX SKOCTEN LiiET My3UKN.

JocuTb BENMKOIO KINbKICTIO NpuKNaziB, retepodooHist y coHaTtax B. Bibika npeacraeneHa sk enemeHT y
rnoricknagoBoMy komnnekci. Tak, y coHaTi Ne 6 y po3pobkoeomy po3aini dyru (I yactuHa) nonidoHivHa dakTy-
pa CKNapjaeTbCs 3 KOHTpanyHKTYBaHHSA OBOX reTepOodOHHUX NiHIN (TYT BUKOpUCTaHa CyBopa retepodoHis 3
AybnioBaHHsM y M. 3), WO y nodanbLluoMy NigaaloTbCs PisHMM 3MiHaM: 0GEePHEHHIO, pakoxogy TOLLO.

B ogHOMy 3 KynbMiHaUiHUX XoparnbHWX pPo3AiniB Ui€l X coHaTu GaratoiHTepsanbHa (cyBopa)
reTepodoHist BXOAMTb A0 CKNnagy xopany, KOXHUIA 3 rofiociB SIKOro — NEBHU BapiaHT nonicoOHiYHO3MIHEHOT
Temu. 'eTepodoHia TYT € OOHIEI0 3 NiHiM BUKNagy TeMM.

42



BicHuk HauioHanbHoI akagemii KepiBHMX KaapiB KynbTypu i mucteuTs Ne 3°2016

Y coHati Ne 7 TakoX MOXHa MPOCTEXUTM MOCTYNOBE YCKNagHeHHs akTypu, OCHOBHOK CKNadoBoo
YaCcTMHOW AKOI € BinbHa reTepodoHia. B ekcrnosuuitHoMy posfini coHatu reTepoOHHUI Lwap 3BYYUTb Ha
hOHi BUTPMMAHOro akopay KBapTOBOI CTPYKTYpW. Y nepLui dopasi po3pobku Lporo martepiany retepodOoHHi
NiHIT cknagarTbCa Y HECKIHYEHHUI TPUTONOCHU KaHOH 3 opraHHMM hoHOM Yy cynpoBogi. KynbmiHauist noby-
AoBaHa Ha OJHOYACHOMY CMOMYyYeHHi OeKiNbKOX LapiB 3ByYaHHs: akopgoBe OCTUHATO B Bacy, y BEPXHLOMY
pericTpi — TpuronocHa "notosLleHa" reTepoOoHHa NiHis, ska NonidhoHIYHO 3'€OHYETLCA 3 ABOrONOCHO
retepodoHielo B Ti NepBiCHOMY BWUMMSAl — Yy cepefHbOMY pericTpi. Y penpusHoMy po3fini ABorornocHa
reTepodoHist NOEQHYETLCHA NuUe 3 opraHHUM (POHOM, Tifbku pericTp ctae binbw HU3bkum. OTXe, reTepo-
hOHHUI cknag iHTepnpeToBaHWA K nNpeacTaBHUK He Tinbkn PIK ekcnosuuiiHoro, ane n po3pobkoBoOro
po3ainy Ta € 4ieBUM MO0 KOMMOHEHTOM.

B ymoBax reTepodoHii 34e6inbLIoro BUKOPUCTOBYETLCA Ta iHTEpBanika, sika MOPOLXKYE KracUyHy
TepuoBy akopauky. | xoda B. Bibik 11, gk npaBuno, yHuKae, ane BoHa He CynepeynTb CYyTTEBUM iHTOHALINHUM
prcam Moro My3suku.

[nsa TBOp4YocTi B. Bibika gy>ke CBOEPIAHOK NpeacTaBnsaeTbCa reTepodoHis, aka yTBOpeHa Halapy-
BaHHSAM OeKinbkox cekyHa. Tak, y coHaTi Ne 5 BinbLicTe kKagaHcoBux nobyaos copmu yTeOpooTh Brua K,
3aCHOBaHWA Ha OOHOYaCHOMY PYCi CeKyHOOBUX CMiB3BYY (YacTile manocekyHOoBux). Lien retepodoHHui
3acib 3'egHaHHS CEKYHOOBMX BepTUKanen 3Haxogumo y coHaTi Ne 7, y cynposigHOMY Liapi po3giny Sereno
(48 — 60 TT.), Yy penpu3HOMy NOBTOPEHHI My3uku LUboro po3ainy (113 — 123 11.).

Y 3B’3Ky 3 BULLIECKa3aHUM MOXXHa BKa3aTu Ha NNaBHICTb nepexondy retepodoHil 40 BNacHe rapMoHii
B coHatax B. bibika, Akin B3arani BrnactuBa cekyHgoBa nobygoBa i fka, OTXKe, Y CTUNbOBOMY MnaHi €
NpoBiAHOK Yy cTBOPeHHI PI'K rapMoHiko-reTepoOHHOro Tuny.

[HWKUMK cnoBamn, OOHUM 3 YMHHUKIB BUHUKHEHHS knacTtepa y B. Bibika ctae noro sactocyBaHHSA SK
"neTtani” B ymoBax retepodoHii (sk ogHoro 3 pisHoBuais ®IK), ge "ronosye” niHeapHiCTb SK NPOBIAHWUIA
MPUHUMM KOHCTPYOBAHHS LINoro.

IHWoOoro poay NpuKnagoM "3apomKeHHS” rapMOHii B eKCMO3MLinHIN NoGyaoBi MOXe CRYXUTU NOYaToK
nepLuoi YactuHu coHatn Ne 7. TyT BepTUKanb BMHUKAE Yy pe3ynbTaTi NOCNIL4OBHOIO HArpOMaaXKeHHs! TOHIB
BEPXHLOrO ronocy, ki CknagalTbCs B CMiB3BYYYS KIacTepHOro Tuny, WO LWe pas intocTpye reHeTUYHUN
3B’A30K BMacHe rapMoHi4YHMX 3acoBiB 3 iX NepPBUHHOIO reTepoOHHO OCHOBOI. Lle cTnnboBuin npuHUmn no-
oygosu OIK B my3uui B. bibika.

TemaTuyHa rapmoHis — iHWWN CTUNBOBUI NPUHLUMM, KU € OOCUTb BiJOMMUM i LUMPOKO BXMBAHUM Y
MYy3U1Li Pi3HUX aBTOPIB, Y TBOPYOCTI AKMX AOMiIHYE MENOAMKO-fiHeapHa OCHOBA, L0, Y BriacHy 4epry, Moxe
OyTM NOB’A3aHO 3 MOHOAINHO NafoBicTo Ta i honbkNopHUMKU Skepenamu (Hanpuknag, y . Ceipigosa B
Kypcbkux nicHax”). ¥ B. Bibika Taki npuiiomMun yTBOpEHHs BepTukarni noe’sA3aHi, Hacamnepea, 3 nparHeHHAM
00 enguHoro 3sykokomnnekcy (tuny "rapmonii menogii” O. CkpsabiHa) Sk yHiBepcanbHoro "pesepsyapy” 6yao-
Bu BCboro ®rK.

Tak, y coHati Ne 5 akopa Sk ogHoYacHe 3BYyYaHHS rpynu TOHIB (y AaHOMY BUMNAaAKy — KracTtep) Bnep-
LLIe BUHUKaE SIK CyMa MenognyHnX 3BYyKiB.

MpuBeaeHi npuknaamn 3 coHat Ne 5 Ta Ne 7 Takoxk BkasytoTb Ha TOW TUN BUHUKHEHHST BEPTUKani, AKUN
MOXHa Ha3BaTW TEMATUYHOIO rapMoHi€ln, TOBTO Takow, WO € pesynbTaTtoM TeMaTUYHUX NpoueciB (TepMiH
HO. Xononosa).

CBoepigHMM NpUKNagomM BUKOPUCTaHHS TEMaTUYHOI rapMOHIT € 3aBepLuytoun YactnuHa CoHatu Ne 7,
fKa 3BY4YUTb Ha pp. 3 TPbOX BepTUKanew, WO YTBOPWUNWUCHL TYT, NPW BCiN IX CNopigHeHOCTi Ta obpasHin
OAHOPIAHOCTI, BOHM BIAPI3HATECA O4HA Bif iHLWOI. | NPUYMHOIO L€l pisHULi € MenoguyHa iHTOHauis, npoBe-
AeHa B TpeTboMy rofnoci. 3BepHeMO yBary Ha Te Lo, no-neplule, yci BepTukani BUKNageHi YoTMPbLOXIOnOCHO,
TOOTO 3 OMOPO Ha TpaguUito aKOPAOBOro cknagy B €BPOMNENCHKIN My3uLi, No-gpyre, LeHTpansHMMK ckna-
A0BUMK 06pa3HOro 3micTy Uiel My3nku € iHTepBanu BEnUKOi CENTUMK Ta Marol HOHW, SIKi NPy YTBOPEHi AaHol
nocrnigoBHocTi 6e3yMOBHO nepeBaxaloTb. BuHukae rapMoHiyHa nocnigoBHiCTb — obpasHa 30Ha, e came
rapMOHisi penpeseHTye i 3MiCT.

Baxnueo BiA3Ha4MTK, WO TYT 3HOBY BMCYBAETLCS iHTEpPBan siK CTPWXKEHb akopAoBOro KOMMMeKcy, B
AKINCb Mipi BioOyBaeTbCsl MOAENOBaHHA CTPYKTYPHUX MPUHLMNIB BEPTUKANEYTBOPEHHS, siki Oynu BnacTusi
OOKNacu4Hin Mysuui, ae, ik BigoOMO, CriB3ByYYSst MUCAIUANCA NULLE SIK CyMa NEBHUX iHTepBanis.

Y CoHarti Ne 7 TemaTuyHa rapMoHig, WO CAY>XUTb cnodatky (oOHOM AnS BUKNagy MenoguvHoro ro-
nocy, y KagaHCoBOMY 3BOPOTi BiAOKPEMIOETLCS, Nepexoaaym 4o xopanbHoro cknagy. Llen akopgosun ka-
JaHC — OfVH i3 ABOX BUAIB KagaHCIB, L0 3yCTPiYalTbCs B AaHi COHaTI (Apyri KagaHC — MOHOLMYHOMO TH-
ny, nobygoBaHUA Ha HU3XIOHIA NaMeHTO3HIN iHToHauil). KoHTpacTHi 3a xapaktepom cBoix ®I'K, BOHU
BiPi3HAIOTLCA TEMATUYHOIO SICKPABICTIO | ApamMaTypriYHO BaromicTHo.

LLle ogHuM, TpeTiM TUNOM, TpaKkTyBaHHS B3aeMoAil akTypw i rapmoHil B coHaTax B. bibika € Ton Bu-
nafokK, Konu akopg BBOOUTBLCS B rapMOHIYHIN dirypadil Bigpasy, 6yayyn ogHoyacHo i irypoBaHuM opras-
HUM MYHKTOM, i (birypoBaHuM cynpoBogoM. Y coHati Ne 7 Takuin pirypoBaHUin opraHHuin ¢ooH BCTynae 3 no-
YaTKOM EKCMOHYBaHHS HOBOrO TEMATUYHOro Martepiany, 3'aBnS4MCb NOTIM B MeXax po3pobkoBol dhasn sk
BUYNEHOBaHUM Moro enemeHT. Lle cniB3Byyys moxe OyTn BU3HadeHe SAK BENUKUA KBapTakoph, SKWN
CKMNaaaeTbCs 3 TPUTOHA 3HWU3Y Ta YMCTOI KBAPTU 3BEPXY. Moro cTpykTypa 3anmiuaeTbes HE3MIHHOK NPOTArOM
ycCiel coHaTW, X04a BUCOTHE MOMOXEHHS MOXe BapitoBaTUCh.
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AckpaBo 1 NOCNiAOBHO BUKOPUCTOBYE KOMMO3UTOP MPUHLMNK TemaTudHOo! rapmoHii B CoHati Ne 4.
Ynpoaosx i1 xxogHa BepTuKarnb He BUHMKAE OOBINbHO, 6e3 BpaxyBaHHA MenogmnyHoro gakropy.

Ocobnveum BMOOM TeMaTUYHOI FrapMOHIT MOXHa BBaXKaTW CUTYyaUil0 FapMOHIYHOro YTBOPEHHSA B
akopgoBoMy po3aini nepuwoi YactnHn CoHatn Ne 6. CnpaBa B TOMy, WO 0OMABI YacTUHK LiET coHaTn aABns-
I0Tb cobOol0 LMKN 3 ABOX (Pyr, TEMaTUYHO N 0BpasHO CNOpPiAHEHNX ogHa 3 ogHot. MpuyoMy B NepLlin 3 HuX,
Tunosa cpopma yrm 36epexeHa LinkoM, Xxo4a i B HOBOMY CTUIIbOBOMY BUCBITNEHI. | Le He € BUNagKoBUM,
ockinbku B. Bibik BigomMuin sk aBTOp MOHYMEHTarnbHOro Lukny 3 34-x npentofin i yr, kM cTaB AckpaBuM
MPUKIagoM HOBITHbOrO NOGYTYBaHHS XaHpy.

Y paHomy BMNagKy KOMMO3WUTOP SIK i paHille 3anuliaeTbCa HOBAaTOPOM Y po3pobLi HOBMX LUMSXIB Y
dopmi pyrn. Bigomo, wo dyra, ska signosigae H6axiBCbkUM TpaguuUiaM, BiApi3HAETbCS Y BUKMaAi CBOEKD
MOHOMaKTYPHICTIO Ta MOHOPEriCTPOBICTHO.

I[HTEHCMBHO  3acTocoBaHi  CKMagHi  KOHTPAMyHKTU  MPUBHOCATb Y  MOHOMaKkTypHy  dyry
iHTEeNneKTyanbHUMN AUHaMi3M, BULLYKAHICTb TEXHIYHOI CTOPOHW CTaHOBIEHHS My3WKW. Ane BXe NMoYnHaluu 3
leHpgens, dyra @akTM4HO nopmBae 3 MOHOMAKTYPHICTIO Ta MOHOCKMNAAOBICTIO, BUXOASYM 3@ MeXi
nonigoHiyHoro cknaay. PesynbtaTti aHanisy gyr CoHat Ne 6 B. Bibika nepekoHyoTb HacC B TOMy, LLO aBTop
po3BuBae TpaguLil came nonichakTypHoi yrn reHgeniBCcbLKoro Tuny.

BigsHauumo, wo y dysi CoHatn Ne 6 B. Bibik BUkopuCTOBYE He NONiHOHIYHI Cknagu, 3okpema Xo-
panbHUA, SKNA CTaB OCHOBOIO (PakTypu BEMNUKOro KyrnbMiHaUiMHOro po3ainy.

BucHoBku. AHanis BepTuKanbHUX CTPYKTYp Yy dopTeniaHHMx coHaTax B. bibika nokasas, wo B
apceHani rapMoHiYHMX 3acobiB KOMMNO3UTOPa NPUCYTHI MPaKTUYHO BCi COOPMOBaHI B My3WYHil NpakTuLi TUNu
BepTuKanen — Big iHTepBany Ao 6arato3By4HOro komnsnekcy. Bubip e pisHOBMAIB UMX BepTUkanen mae
iHOMBIOYanbHO-CTUMLOBUI  XapakTep. Tak, i3 06araTto3By4yHWX KOMMMEKCiB abCconioTHOK nepesaroto
Bifj3HaYeHi KnacTepHi CniB3By4ys N Ti, WO He 3BOAATLCA [0 TepuoBoi nobyaosn. OgHak iHTepBany Tepuii
(cekctn) sk Takoro B. Bibik He yHuKae. Y reTepodOoHHMX hparMeHTax MOoro CoHaT nepeBaxae came TepLoBe
(oeunmose, cekcToBe) cniBBiAHOLLEHHSs ronociB. [locntb YacTo B. Bibik 3acTocoBYE TPU3BYKM i CEKCTaKOPAM,
arne, 9K NpaBuno, 3 posLeneHHsIM AKoro-Hebyab TOHY Y1 3 MOBIMHMMY TOHaMW.

Bigtak, sk KOHCOHykuuin akopd Tpu3syk B. BibikoM He BMKOPUCTOBYETLCH, WO € Hag3BMYaAMHO
CYTTEBOIO 0O3Hakot BCix roro PI'K B acnekTi choHiaMy i nagoBocTi. Y TBopyocTi B. Bibika cekyHO0Bi rapMoHii
BMHUKaIOTb HE TiNbKW SK HaAcnigok 3ananbHol "emaHcunauil AMCOHaHCy", a W MaloTb CBOK MPUYUMHHY
0BbyMOBNEHICTb, Aka nondrae y 6esnocepeHin 3anexHoCTi Big Menogmko-TeMaTU4HMUX NpoLieciB.

MepcneKkTUBOK MpOBEAEHOr0 aHanisy, SKUA BUSIBUB HU3KY OCOBNMBOCTEN xapakTepy i (yHKUin
rapMoHii y copTeniaHHux coHatax B. Bibika, nos’sasaHux Hacamnepepq 3i cneumikoro IXHLOro akTypHOro
HaMOBHEHHS, NOCTae HEOOXiOQHICTb 3BEPHYTMChb Y noganbluMX AOCAIMAXKEHHSX A0 kracudikauii My3ndHux
cknapgiB coHaTHoro oopobky BaneHTuHa bibika.
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KOA I KYNbTYPHO-ICTOPUYHI TPAOMLIT
"NnoABIMHOIO KOAYBAHHA" Y ®OJIbKITOPI

MeTta po6omi. [ocnimkeHHsi NoB’si3aHe i3 BM3HAYEHHSIM TEOPETUYHWX MUTaHb, SIKi CMPSIMOBAHI Ha BUSIBMEHHSI
ONBbKNOPHMX KOAIB | TPaaMLin "NoaBiNHOro KoayBaHHA" Y HAPOAHIN XyAOXHIN TBOPYOCTI 3 TOYKW 30pY Pi3HOMAaHITHUX KOHLEn-
L i napagurm y HaykoBin nitepatypi. MeTogonoria JOCNiHKEHHA NONSrae y 3aCTOCyBaHHI CUCTEMHOTO MiAXoA4y, SAKUA po3-
KpvBae 0cobnmBOCTi (POMbKIOPHMX KOAIB Ta KyNbTYPHO-ICTOPUYHUX TpagumLii "noaBiiHOro KogyBaHHA" B Pi3HMX XaHpax Ha-
poaHOI TBOpYOCTi Ta BMKOHABCTBi. HaykoBa HOBM3Ha nonsrae y BW3HAYeHHi (DOMbKIOPHWX (aydianbHuX, BepbanbHuX,
30pOBMX) KOAIB Y PI3HUX >KaHpax HapOAHOI XyAOXHbOI TBOPYOCTI (My3uka, TaHeub, Kaska, o0bpsig). BusHaveHo koaum
(pedbepeHLinHi, eBokaTVBHI, MPOMIKHI) Ha NPUKNagi BUKOHABCLKMX hONbKMOPHMX KONEKTVBIB Ta y NPOLIEC "NOABIVHOTO KOAy-
BaHHs". BUCHOBKMW. Ha OCHOBI BMBYEHHST SIK TEOPETUYHMX Npalb, Tak i NPaKkTUKXM BU3HAYeHO, L0 ONbKIOpHI koan-0bpasu
noB’a3aHi 3 midpornorieto, icTopieto, penirieto. PonbKNOPHI KoaW, SIK i iHLWI BUAW KOAIB, MaOTb CTiKy CUCTEMY 3HaKiB i CUMBONIB,
3a sKoto X po3wwmdpoByoTb. OBpaaoBi Ajl, irpy, TaHLi, NiCHi, Kaskn MakoTe CBOK cucTemy kogis (0bpasis, nogin Towo). Kogn y
nicHi, Ka3Lji BU3HaYatoTbCA y TeKCTi (0bpa3u, cuMBonu); menogii (HacniBu, iIHTOHALINHI XOaK); My3U4YHO-KOMMO3ULHI CTPYKTYPK
(dbopmynbHi HacniBy B kaneHaapHo-06psaoBoMy hornbKopi); y xopeorpadii — My3M4HO-PyXOBi Koy Ha OCHOBI TEKCTIB. KoxeH
XaHp 'y dhonbKnopi Mae cneundiky BUKOHaHHS, ane € 1 3ararnbHi Tpaguii, ski MICTATbCS B iMNPOBI3aLii Ha OCHOBI TPaaWLiNHMX
MY3U4HO-TaHLIOBamNbHO-CTUNLOBUX cTepeoTuni. "ToaginHe kogyBaHHA" y chonbknopi Mae HaraTtocTyneHeBuMiA NpoLeC nepe-
TBOPEHHS iHdbopMaLlii, sika 3bepiranacst TpyBanuiA Yac, NOCTIMHO NepeaaBarnacs Big MOKOMIHHA 4O MOKOSIHHS, 3MIHIOYUCE Y
aetanax (Mysuui, crosax, CynpoBoi 40 TaHLiB, TaHLOBANbHMX pyxax, Kadkax iHTeprnpeTauisgmm onosigaya).

Knroyosi cnosa: ko, NOABINHE KogyBaHHSA, honbKop, ornbKKkoa, NiCHSA, ka3ka, TaHeub.

A¢goHuHa EneHa CmanbeeHa, kaHOudam uckyccmeogedeHusi, doyeHm, dokmopaHm HayuoHasnbHoU akalde-
MUU PyKOBOOAWUX Kadpo8 Kybmypbl U UCKYCCM8

Kopa v KynbTypHO-UcTOpHUyecKue Tpaauumm "ABonHOro koguposaHua™" B chonbknope

Llenb paboTbl. VccnenoBaHve CBA3aHO C onpeaeneHMeM TEOPETUHECKMX BOMPOCOB, HaNpaBneHHbIX Ha BbisSBIEHNe
ONBbKNOPHBIX KOAOB M Tpaavumi “"ABONHOIO KOAMPOBaHWA" B HAPOOHOM Xy[AOXECTBEHHOM TBOPYECTBE C TOYKM 3pEeHUs pas-
TIMYHBIX KOHLIENUMIA 1 Napagurm B Hay4How nntepatype. MeTtogonorus vccrneqoBaHns 3aknioyaeTcs B NPUMEHEHUN CUCTEM-
HOrO Moaxoda, KOTOPbIN packpblBaeT OCOBEHHOCTU (POMBbKMOPHBIX KOAOB U KyIbTYPHO-UCTOPUYECKMX TPaaMUMiA "ABOWHOMO
KOOMPOBaHUA" B pasHbIX XaHpax HapogHOro TBOPYECTBa WU mcnonHutensctee. HayyHas HoBM3Ha paboThbl 3aknoyaeTcs B
onpeaeneHnn orbKIOPHbIX (ayanarnbHbIX, BepbanbHbIX, 3pUTENbHbBIX) KOOOB B Pa3NYHbIX JXaHpax HapOAHOro XyOOXeCT-
BEHHOrO TBOpYeCTBa (My3blka, TaHew, ckaska, 0bpsaa). OnpeneneHbl kogbl (pedeHUMOHHbIE, SBOKATUBHbIE, MPOMEXYTOYHbBIE)
Ha npuMepe PonbKIOPHBIX KOMMEKTMBOB M B NpoLecce "ABONHOrO koauposaHus". BeiBoabl. Ha ocHoBe nsyveHns kak Teope-
TUYECKMX PaboT, Tak U NPaKTVKX ONpeaeneHo, YTo OONbKITOpHbIE KoAbl-06pasbl CBsidaHbl C MUCPONOren, UCTOPUER, penuru-
ei. onbKIopHbIE KOAbI, Kak U Apyrue Budbl KOOOB, MMEKOT YCTONYMBYIO CUCTEMY 3HAKOB M CMMBOSIOB, MO KOTOPOW WX pacLumd-
poBbiBatoT. O6psA0BbLIE AENCTBUSA, UrPbl, TaHLLbI, NMECHM, CKa3kn MMEIOT CBOKD CUCTEMY kofoB (0Opa3oB, cobbiTui 1 T.4.). Kogbl B
necHe, ckaske OnpeaenstoTcs B Tekcte (06pasbl, CUMBONbI), KOOl B MENOAUN (HaneBbl, MHTOHALWOHHbIE XOAbl), KOAbl B My3bl-
KarnbHO-KOMMO3ULIMOHHBIX CTPYKTYpax (hopMyribHble HaneBbl B KareHaapHo-06psiioBoM (horbKiope), B xopeorpacmm — My3bi-
KarnbHo-ABuUraTerbHble KOAbl Ha OCHOBE TEKCTOB M puTMa. Kaxkabin XaHp B (OONLKIope MMEET CreummrKy UCMOMHEHUS, HO eCTb
1 obLume TpaauumK, KoTopble coaepXaTcs B UMMPOBM3aLMM HA OCHOBE TPaAMLMOHHBIX My3blKarbHO-TaHLEBaNbHO-CTUMNEBBIX
cTepeoTunoB. "[BoliHoe KoanpoBaHMe" B (DObKIOPE MMEET MHOrOCTYNeHYaThbIi NpoLecc Nnpeobpas3oBaHnst UHGOPMALIMK, KOTO-
pas xpaHuracb AnvTeribHoe Bpems, MOCTOAHHO nepeaaBarniach OT MOKOMEHUS K MOKOMEHMIO, MBMEHSAACh B AeTansax (My3sbike,
TEKCTax NeceH 1 CKa3oK, COMPOBOXAEHUM K TaHLaM, TaHLEBarnbHbIX ABWKEHUSX).

Knoyessie criosa: kof, OBOVHOE KoaMpoBaHue, honbKnop, MONbKKOA, NECHSs!, ckasKka, TaHeLl.

Aphonina Olena, PhD in Arts, associate professor, doctoral student of National Academy of Managerial Staff of
Culture and Arts

Code and cultural and historical tradition of "double coding" in folklore

Purpose of the research is to define theoretical questions aimed at identifying folklore codes and "double coding"
traditions in the folk art from the point of view of different concepts and paradigms in the scientific literature. The research
methodology is the use of the systematic approach, which reveals features of folklore codes and cultural and historical tradi-
tions of "double coding" in different genres of folk art and performing. The scientific novelty of this work lies in defining of the
folklore (auditory, verbal, visual) codes in different genres of folk art (music, dance, fairy tale and ritual). Through the example of
performing folk groups and in the process of "double coding", the study defines the following codes: representation, evocative
and intermediate. Conclusions. Based on the study of both theoretical works and practice, it is determined that the folk-image
codes are associated with the mythology, history and religion. Folklore codes, as well as other types of codes, have a stable
system of signs and symbols, in which they can be transcribed. Ritual actions, games, dances, songs and fairy tales have their
own system of codes (images, events, etc.). Codes in a song and fairy tale are defined in the text (images, symbols), codes in
music (tunes, intonation), codes in the musical and compositional structures (definable melodies in calendar ritual folklore), in
choreography — music and movement codes based on texts and rhythm. Each folklore genre has performance specifics, but
there are common traditions, contained in improvisation based on traditional musical and dance styles and stereotypes. "Dou-
ble coding" in folklore is a multi-step process of transformation of the information, stored for a long time, constantly transmitted
from one generation to the other and varying in details (in music, lyrics and stories, dance accompaniment and moves).

Keywords: code, double coding, folklore, folkkod, song, fairy tale, dance.
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AKTyanbHiCTb TeMu JocrifXeHHA. HapogHa XyOoXHS TBOPYICTb MPE3eHTYE CYKYMHICTb XYAOXHiX
UiHHOCTer Ta igeanis, AKi 3akpinUMCA MNPOTArom CToniTb. CneumndiyHO O3HaKOK HapOOHO-XYAOXKHbLOI
TBOPYOCTi € CTillKa cucTemMa YMOBHUX KOAiB (CMMBOMIB, 3HaKiB, MO3Ha4yeHb, 0bpasiB, >aHpiB TOLWO), SKi
BTiMOIOTb OCOBNUBOCTI HaLiOHaNbHOIO XapakTepy i HauioHanbHUX obpasiB cBiTy. PONbKNOPHI Koau i Kogy-
BaHHA 3acobamu honbKIopy MOB’sA3aHi MepLl 3a BCE i3 CTBOPEHHSIM YACONPOCTOPY XYAOXHbOI KySbTypW.
"HapogHa mygpicTb, 3HaHHS", @ caMe Tak nepeknagaetbecsa 3 aHrniicbkoi folklore, € HanTpmeaniwoto i Bce-
OXOMSIOYOK CUCTEMOID 30epeXeHHs, BapiloBaHHS Ta TpaHcnauil pisHUX BuaiB iHopMauii 3 AyXOBHOMo
XUTTA noguHN. PonbKNOopHi kKoaw YBINWNIWM Ao niTepaTypy i MUCTeLTBa, NOEAHABLUN BOEAMHO Pi3Hi YacoBi
Bipi3KM, TUM CaMUM PO3KpMBatO4M OCOBNMBOCTI CTAaHOBMEHHS i NIOACHKOT UMBINi3awji, i KynbTypu 3aranom.
Tomy akTyanbHUM Afis Cy4aCHOro MUCTELTBO3HABCTBA € BUMBYEHHSA (DONLKIOPHWX KOAiB Ta Tpaguuin
"noaBiiHOro KogyBaHHS" Ha Npuknagi pisHUX BUAIB HAPOOHOI TBOPYOCTI.

MeTa pocnigXeHHs nonsrae y BU3Ha4YeHHi 0cobnMBOCTEN (HOMNBbKKOAIB Ta KyNbTYPHO-iCTOPUYHUX
Tpaauuin "nogsinHOro kogyBaHHA" B paHHiX hopmax HapoaHOT TBOPYOCTI.

Buknag ocHoBHoro maTtepiany. BUHMKHEHHS pisHWX BUAIB HAapogHOI TBOPYOCTI NopsA i3 opMyBaH-
HAM Oep>KaBHOCTI Biga3epKantoTb NPOLEC XUTTS NI0AEN Big HAPOOXKEHHSA 4O CMepTi (Big KONMCKOBOI MNiCHI
00 noxosanbHOro obpsay), Yyepes nipuky (MiCHi NPo KOXaHHA Ta obpsau Becinns), repoiky, MUPHY NpaLo
(nicHi 3 cumBonamu BYTTA Ta XUTTA). Xoya MOXHa BUOKPEMUTU DOMBbKKOAM i BU3HAYUTK 1X iHLIMMU
AediHiuiamn, nos’asyoun 3 dinocoCbkUMU Ta MidhONnoriYHUMK KaTeropissimMu, a came: nigHeceHe i HU3bke,
OyXOBHe 1 TinecHe, anonsoHiNCbke Ta QiOHICINCbKe TOLLO.

PonbKOpHI KOAKW, K BTIMOIOTLCA Y HAPOAHIN TBOPYOCTI Y BUMAAI 0BpasHUX, MY3UYHUX, NOETUYHUX
CMMBONIB, HEPIAKO cAraTb CBOIM KOPiHHAM MidponoridHmnx repois (. Bycnaes) abo ictopuuHux (J1. Maiikos,
B. Minnep). Hanpuknag, y 6yab-sikoMy enoci Ta pisHUX »aHpax MOXeMOo 3yCTpiT po3noBiab Npo HWX. Y AaBHiX
6unuHax npo Innto Mypomugs, Bonogumupa Benvkoro BinobpakeHi Koau KOHKPETHWX iCTOPUYHUX OCib Ta nogiw.
Bonogumup KpacHe CoHeuko noegHye B cobi pycu OBOX KUIBCbKMX KHA3IB (Bonogumup Ceatuii Ta Bonogmmmp
MoHomax). 3BuyanHo, 4OCNIOHMKX NparHynu BigHaWTV NigTBEpOXKEeHHS CBOIX Teopin y Micdororii abo icTopii.

KogoBi cuMBOMnM Ta IXHE XyOOXKHE BijoBpaXeHHs y CroBECHO-MYy3UYHO-XopeorpadiyHomy Ta gpama-
TUYHUX hOpMax KOMEKTUBHO 36epexeHol iHhopmaLii TakoX CNMparnTbCs Ha iICTOPUYHY TUMOSONi0 KyNbTypW.
Migxogoun Ao il BUBYEHHSA 3 TOYKM 30pYy A3MYHULTBA Ta XPUCTUSHCBKOT Npupoau Byno npurtamaHHO BYEHHSM
I". lerens, C. ConosioBsa, K. FOHra. ByeHi TpakTyBanu kog-apxetun 3 nepLioobpasamu-crmsonamu, poskpu-
Banucs iXHi KOOOCUMBOMMW Yepes 30BHILWHI 06’ekTn (moxoau, nobyTosi nogdil) Ta cnocTtepiranu iHTYiTUBHE
CMPUMHATTS NoAMHOK 3alumndposaHol iHgopmalil. Kogu K. KOHra Ta noro poskogyBaHHA 0bpagoBux AOiNcTe
(konsgyBaHHA 1 LWeapyBaHHS, BECINNs, XPeCTUHK), irop (3a KaneHaapHUMK cBATaMM) BKITHOManu pisHi apxe-
TN | POPMU CUHKPETUYHOTO MUCTeuTBa. ocTynoBo hopMyBanucs CamoCTilHI XXaHpW Pi3HUX BUAIB MUC-
TeuTBa. Hanpwuknag, My3m4yHe MUCTELTBO BiAOMO OBPSA0BUM NICEHHWUM, iIHCTPYMEHTanbHUM, TaHLOBarnbHUM
MUCTELTBOM, SKi B OgansWoMy iHTerpyBanmcs B CUHTETUYHI BUAM TBOPYOCTI (onepwn, onepeTu, 6anetn).

TBOpYi Nepepobkn KodiB MoedHaHi 3i 3MIHOK SA3MYHMLBKOTO CBITOMMSAY, SKAA BMAIMBAB Ha PO3BUTOK
06psa0BOi Noesii 3 1oro cTiikumn obpasamun. BoHu Binblue TpaHcnoBany iHpopMaLilo Ha CeMaHTUYHOMY PiBHI
Ta B y3aranbHeHin opMi. Y 3aknmMHaHHAX, 3MoBax, KaneHgapHuX, BECIbHUX Ta NOXoBanbHWUX MiCHAX iCHYBaHHSA
36ipHoro obpasy, sik kogy-CUMBOIy, NepegaBanvcs 3mMicT, obpasm Towo. Hanpuknag, obpasu 6unmHm npo Bonxa
— KHA39, SKUA ONs OOCATHEHHS MeTWM MEepeTBOpIOBaBCS Ha TBapuHy, NTMU Ta puby. BignpasuBwnce go
IHOiNCBbKOro LapcTBa, BiH Ta MOro ApYyXMHa CTanuM Mypaxamu Ta NPoHWKK o dopTeli, Ae i nepemornu BoporiB.
Tox, obpas Bonxa € cumBonoM, abo 3HakoM nepeBepTHS, SKUK, 3a Teopieto Y. YopHepa npo CUMBOI, PO3KpUBaE
CBOHO CYTHICTb 3a AONOMOIOK APYropsaHMX 3Ha4YeHb, a came, NepeBTineHb. Ha BiaMiHy Big nepLuoro Tuny, B SKo-
My CUMBON OOMEXYETLCA TUM, LLO € NOo3Ha4YeHHs M camoro cebe. Hanpwknaa, roBopsum npo obpa3 Jlucuyku-
CECTPUYKN, 3pady BHUKAKOTb acoljauii 3 XUTPICTI0 Ta BMBEpTKICTHO: Jlncnuka i MiBeHb, Jlncnuka i BoBk, Jlcuyka i
Kypasernb, TO6TO NMcuyka ik CUMBOJ XMTPOLLL NO3HaYeHU came 06’ekTOM — nucudKkoo. HagiTb i3 6araTbox ka-
30K Npo JIMCUYKyY, He 3anexHo Big, TOro, 3 KUM fUCKYKa CMINKYETbCS, pe3ynbTaT OauH — 0bMaH Ha MpYHTI XUTPOLL
Ta BMBEPTKOCTI. Jlucuyka — kod, Hanpuknag, y Kasui — "CMMBOI — XMTPOLL, SiKi pO3KpUBaKOTb OCOBNMBOCTI koay".
Mpouec koayBaHHA CroOCTepiraemMo B iHTEpripeTauii CMMBONIB, SIKi NOMILLIEHI B KOHTEKCT OMoBigi Ta Aianorosy
B3aemogito: Mix reposimu (Jlucmuka — BoBk, Jlncndka — lNiseHb, Jlncndka — XKypaeens). [Hwa B3aemogis gk npo-
LileC KogyBaHHS — fianor 3 30BHILLHIM CBITOM — 3i CBITOM Ntogen, Hanpuknag, y kasui "Ilncndka-cectpuyka i BOBK-
naHidpaT" po3BUTOK NMoin NOB’sA3aHUI 3 3yCTpivdto nogen. Ta y kasuj € Wwe oaHa B3aeMOogist — 3 HaanpupogHUMm
ABULLLAaMK: "BOBK-MaHIbpaT BUiB cepeaunHy y 6udka, HanycTvB TyAu ropobuiB Ta conomkoro Bik 3anxHys. Moctasu-
na noro Jlucuyka-cectpudka Ta ctana yekatn..." [11, 22].

AMepUuKkaHcbKkMi couionor i KynbTyporor Bineam Jlnoing YopHep po3yMmiB "KynbTYpHUA KOHTEKCT" K
couianbHO-CTPYKTYpHWUIA. Byab-ska iHTeprnpeTauis, sika XapakTepusye KOHTaKTW B3aeMopil, OAHOYACHO 3Haxo-
AnTbCA i Binbl WMpokoMy noni "cuctemi A" — rpyni, cnisBToBapuUCTBI, Hauii Towo. Kpim Toro, BiH BBaxae, Lo
iICHYIOTb CTPYKTYPHI KOHTEKCTU: MOparbHUA, TEXHIYHWUIA, HaanpupoaHun. MoparbHa cuctema npUcTocoByeE ntogen
OfVH OO OQHOro, TEXHIYHA — A0 30BHILUHLOIO CBITY, HagNpupogHa — 3 6oramu i CBALLEHHUMI pedamu [7], Lo
cniBnagae 3 ocobnMBOCTAMM KOAy | KoAyBaHHSA SK CTanocTi CTPYKTYPW, TaK i ii BTINEHHSA B KOHTEKCT.

CrtabinbHicTb KoAiB, SIK i CMMBONMIB Bidirpae BaXNUBY pPoSib Yy CoUjanbHOMY XWUTTiI Ta NigTPUMaHHI
yneHiB NpodecinHnX cniBTOBapuUCTB. Y. YOpHEpP BUAOINSE TPU TUNW CUMBORIB, SiKi B HALIOMY AOCHIAKEHHI
cniBnagarnTb 3 BU3HAYEHHAM KOAiB — pedyepeHLinHMX, €eBOKaTUBHUX, NPOMKHUX. MepLui cMMBONM Sk npasu-
N0 BMKOPUCTOBYIOTBHCS Cepef HayKoBLiB i3 nonepeaHiM 0b6roBopeHHsIM IXHbOro 3Ha4YeHHs. EBokaTUBHI cum-
BOMMW MOB’A3aHi i3 BUPAXXEHHSAM NOYYTTIB. Y HayLi Ta XWUTTi Wi CUMBOMW 3yCTPiYaOTbCA MEHLLIE, HiXK MPOMIXKHI,
AKi NOEQHYIOTb PUCK MEPLIMX | APYrMX CUMBOSIB OQHOYACHO. TOX Ha NpuUKnagi BUHUKHEHHSI BUKOHABCLKMX
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KOMEeKTUBIB BU3HA4YMMO TUMKM KOAiIB-CUMBOSIB. 3anexHo Bid NpPodecinHoOl AiSnbHOCTI BUKOHABCLKI KONEKTUBU
HapOAHOT My3uKkK (rycnsipi, CKOMOPOXMW, allyri, akMHUW, KIONLWK, GaxLun, OfneHLLK, XXOHINepu, MeHecTpeni) ma-
NN CBOI KOAW — SIK XXaHPOBI, TaK i obpasHOo-eMOoL,iHi, TOBTO cucTemMy B3aemogii Nogen, iHCTPYMEHTIB, KOnek-
TMBHOIO BUKOHABCTBA, XaHpiB, MaHepn BMKOHAHHS, TeMaTuKy BMCTYNiB Towo. pu 3HANOMCTBI 3 NOHATTAM
"CKOMOpPOXM" Yy Hac 3aBXau BUHMKAE MaHUr MOCMiAOBHOCTEN: aKTop, My3UKaHT, MOET, KOMeKTuB,
iHCTpyMeHT. Moro BMCTYn Ha nnowi, CynpoBOMKYETbCH BUKOHAHHAM €niYHUX, CaTUPUYHUX, NapogivHUX
niceHb-ka3ok. CKOMOPOX MOXe OyTu ApecupyBanbHUKOM Ta TaHLUIOPUCTOM. A 3 TOYKM 30pYy Teopii Y. YopHe-
pa MNOHATTA "CKOMOPOX" MOXEMO TpakTyBaTM 3a CUCTEMOK CUMMBOMIB, ska Mae QYHKUiT 30epexeHHs
KOMEKTUBHOI nam’aTi Ta nodyTTiB. Ha npuknagi KonektusBiB HapOAHOMO0 BUKOHABCHKOrO MUCTELTBA
crnocTepiraemo cnagkoeMHICTb Tpaauuii (BUCTYNM CKOMOPOXIB Ha nrowax 3 KPUTUKOK NPaBrisyoi BepXiBKM
Bif CepeaHbOoBIYYA OO CbOrOAEHHS) TOMY, LLO KOAW-CMMBOMW MPOOYMXKYHOTb crnoragyM nNpo MuHyni nogit
(po3cTpinu, Ak CKOMOPOXiB i3 IHCTPYMEHTaMu, Tak i NPOCTO He3aAoBINbHEHUX BNaAo0), SKi Npoxoaunu 3 rpy-
noto (MpoTaromMm cToniTb). Taki CMMBONU MICTATb BUCOKY CTYMiHb KOHLUEHTpauil emouin Ta noyyTTiB (Big
XKapTiBNMBUX A0 >XaxIMBKX), SIKi KOHCEPBYIOTLCA Y BiANOBIAHMX 3HAKOBUX hopmax Ta NpobymxyTbCA HAHO-
BO NPV NOBTOPHOMY TXHbOMY BWMKOPUCTaHHI (y TOMY 4ucri i nokoniHHaMK). CumMBOMW, AKi CNpsMOBaHi Ha
BCTaHOBIEHHS 3B’A3KIB i3 MUHYNUM iHOMBIAA YM rpynn, HepauioHanbHi Ta eBokaTuBHi. CaMe BOHU 3aimaloTb
LeHTpanbHe MicLe B KONEKTUBHUX CMiBTOBAPUCTBAX (SIK CakpanbHUX, Tak i CEKYNSAPHNX).

3HakoBi (hopMn Ta CceMiOoTMYHa CcUCTEMA 3HAKOBO-KOO4OBUMX 3acobiB LUMPOKO MpeacTaBneHa Yy
honbKNopi — MOBOK, CUMBONIKOI, TPaAULINHUMKN PopMaMU MOBEAIHKM, raCTPOHOMIYHUMW YyNnogobaHHAMN
Towo. [ocnigHukamn BM3Ha4YalOTbCA KOAOBI (DOMBKMOPHI XaHpu Yy puTyanax (BecinbHi, XopoBoAj,
NMoXoBarbHi, Ha HAPOKEHHS). XapakTepHi XaHpu HapogHOT TBOPYOCTI YKpaiHLUiB — AYMU, Y POCISH — BUnunHu,
y ipnaHauis — carw.

Kog-putyan ansa 3uineHHs XBOpPMX Y/ OTPUMaHHA BiAMOBI4i Ha 3anuTaHHsS y yaAMYpTiB NOB’SiI3aHO 3
puTyanoM "kammnaHHs", Konu wamMaH BBOAUTbL cebe B TpaHCOBMI CTaH 3a AOMOMOro PUTMIYHOMO CniBy, My-
3uKn i TaHuto. 3eepTatoumcbk o pobiT Y. YopHepa, BM3HaA4Yaemo, WO AN MOAWHM B3arani xapakTtepHe
HepauioHanbHa Ta HeroriyHa noBefiHKka Ta MUCIEHHs, Yy MpeBantolvYoMy CTyneHi nguHa nigkopeHa
€MOLUiMHIM noriui BUAOBOIO XMUTTS. TOMY €BOKaTUBHI (YYTTEBI) CUMBOMNMN-KOAM YaCcTO CTalTb CakparbHUMU,
NnoB’si3aHMMK 3 NOHaANPUPOAHMMM BUABaMM i BasyloTbCA Ha HEMOriYHMX NOYyTTAX foavHu. Ha gymky VY.
YopHepa, y cuMBOMax 3akpinmtooTbCs eMolii Ta noyyTTs, siki NpUTaMaHHi NIAWHI 9K BUOOBIA iCTOTI Ta
noB’sa3aHi 3 PyHAaMeHTanbHUMN YMOBaMW MIOACHKOro iCHyBaHHS: BaxaHHs i Hagil, cTpaxu i TpUBOrun, NovyT-
T XKWTTA | cMepTi, disionoridHum noTpebam, Gnaronony4yyto. KoxHa cuctema couianbHO-3HaYMMmX
CTepeoTUniB, XyAOXHIX Ta KynbTypHUX KOAIB hopMyBarnacs konektmeHow nam’atTio (HO. NloTmaH).

Tomy kogun y honbKNopi K CYKYNHICTb CTPYKTYP 3a AOMOMOrOK CniB, MOBW BiOTBOPIOOTL NpoLec
3alWmndpoBkM iHdopmauii 3i 3MIHOK CTPYKTYpHOI hopMn 3a ABOMa TeHOEHUisMU PO3BUTKY CUMBOMIYHOIO
npoLiecy — cerMeHTauisi CMMBOSMIYHOI MOBEAiHKM, 3POCTaHHS reTepOreHHOCTi, aXx A0 iHAuBigyanisauii Ta
reHepanisadii, ctaHgapTusauii Ta yHicikauii cumsonis (Y. YopHep). Tak, MoXeMo 3ragaTt CTBOPEHHSA Manmx
BMKOHABCBKMX KOMEKTUBIB Ha HApPOAHMX IHCTPYMEHTAaxX Ta BUKOPUCTaHHS CaMUX MY3UYHUX iIHCTPYMEHTIB, ki B
Hali gHi cnpuiAMaloTbes AK KOA-nendn MuHyrnoro: kobsapis, 6aHOypuCTiB B YkpaiHi, 6aHcypi B IHAjT, KIHHOP
Ta wodap y Ispaini, mopiHxyp y MoHronii, xetureH y KasaxcTaHi ToLuo.

BrikoHaBCTBO Ha AaBHLOMY HAIMCLKOMY iHCTPYMEHTI BaHCypi Biacunae Hawwi acouiauii go ictopii KpiwHu i
Papxi. IHCTpyMeHT BLUaHOBYETbCS sk BoxkecTBeHHUI B KpiluHi Ta BinobpaxkeHwn y B6yaaincbkoMy >XMBOMUCE came
sK BisuTiBKa IHAIT. Tak camo i rpa Ha gaBHbOMY OaraTOCTPYHHOMY iHCTPYMEHTI XeTureH, sikuii 3a ¢opMoro
Haragye rycrna abo apdy, rpa Ha iHCTpyMeHTi — JOBracToMy LUKy 3i LiMaTka AepeBUHN aCOLLETLCS i3 Ka3Ko-
BMMW npurogamm abo nereHgammn npo iCTOpUYHI NoABWUrM, HEPO3AiNeHe KOXaHHs, CTpaluHi nogii. 3a nereHgoto
NPO BMHUKHEHHS IHCTPYMEHTY € icTopis poanHW. Konm XonogHo 3MMOK Yepes3 MacoBui Nafix Xygobu noam
nnwmnucs 6e3 ixi y 6yauHky Ctaporo ocenunocsi rope. MNMoctynoBo CTapuii NOXOBaB YCiX CIMOX CUHIB. YOuUTui
ropem 6aTbko BMOOBOAB LUMATOK AepeBa i HATArHyB CTPyHy, 3acniBaB kov "PigHuid min". | Tak micnsg KOoXHOI
CMepTi HaTAaryBaB LUe OgHy CTpyHy i cniBaB koi. [licns BTpaTn cboMoro cuHa 6atbko 3acnieas "J1Mxo BTpaTu ce-
MU cuHiB". Lli menogii Ta n cam iHCTPYMEHT LiAWNWM A0 HaluX OHIB Yy BUrMsAi CKOPOOTHMX KOAIB-CMMBOMIB,
BTiNNEHHAM NepexuvBaHb NMoguHU. ToX, B LbOMY NpuKnagi, kog € CMHTe30M obpasy i Moro NoYyTTS.

TakMm CUHTETUYHUM KofoMm € nicHA "Leapuk”. JocuTb YacTo PO3KPUTTA CEMaHTUKN PONBKIOPUCTUYHOI
nekcuky Binbveae koay honbkaHpiB 3 BULINEHHAM KOAIB-CTPYKTYPHO-CEMaHTUYHUX OaMHULbL. Came BOHU CTa-
l0Tb YHIBEpCarnbHUM KoYeM OO0 PO3KPUTTA XyOOoxHIX ocobnueocten TBopiB. Koa-iHToHauis nicHi "Legpuk”, He
3anexHo Bif KpaiHn NobyayBaHHS Ta MOBU, Ha SiKi BUKOHYETLCS Wweaesp Mukonu JleoHToBMYa, po3kpuBae 3MicT
nicHi Ta BNNMBae Ha il cTpykTypy. lNpouec kogyBaHHA B AaHii NicHi 3anexuTb Bif iHTOHaUiHOro kogy i 6yaosu
BCbOro TBopy. b. ABopchkuii 3anponoHysaB M. JIeoHTOBMYY BiAMOBUTUCS BifA, KynneTHOI (DOPMK, XapakTepHoi
ANsa MicHi, a NnogmBnUTUCA Ha Ge3nepepBHUI PO3BUTOK My3MYHOrO MaTepiany B TBOpax , 3okpema, naptutax W.
Baxa. 36epiratoun OCHOBHUIN MOTUB i3 YOTUPBLOX HOT (OCTIHATO), KU IMITALIMHO NPOXOAUTL Y BCiX rofiocax Ta
3acToCyBaHHsA MpuUMoMiB nonicpoHii (imiTauii, npotucknagaHHs), M. JleoHToBuy cTBOpMB WeaeBp. Ha cborogHi
nicHa "Lenpuk" € MbkHapogHuM cumBonoM Pisgsa. HagiTb inbMu 3 pisgBAHO TEMAaTUKOK MPE3EHTYH0Tb Lo
niCHIO BXe NpoTarom XX cTonitrs. JoTprMyoumMChb BUSHAYEHHSI CUMBOITY SIK 3HAKY, CYTHICTb SIKOrO MO3HaYae iHLwy
CYTHICTb, pOOMMO BUCHOBOK, LLIO pUTMOiHTOHAUis LLeaprka € KogoM-CMBOSIOM Pi3ABSIHWX CBST.

donbkpenepTyap (3aMOBHi-3aKNUHamNbHI  iHTOHAUIT-NOCNIBKY; puUTyanbHi  MiCHi  KaneHgapHuX i
cimenHux obpsaais; NoBip'a; MidponoridHi, nereHgapHi, iCTOPUYHI NiCHI) MaloTb CBOI KOOOBI CNoOBa Ta iHTOHaLi.
Hanpwuknag, nostopeHHs npucnisy "Ex!", "Onl", "Ox!" Towwo, xapakTepHi 4na HapogHol TBOpPYOCTI i BidoMmi Big
Tpaguuin asnyHuLTBa K obeper Big 3nux AyxXi..
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KoxxHa KpaiHa Ta ii Hapog mMae CcBOI ONbKIOPHI TEKCTU, Y AkMX 36epiranacs, TpaHcdopmyBanacs i
TpaHcnioBanacs iHopmauia 3 npuTamaHHuMK in kogamn. MncTeLTBO NNacTUKK | TaHLO TEX Mae CBOI 3HaKM,
AKi BiTBOPIOKOTbLCS Y >KECTax, pyxax. 3HaKu-KoOM Y CUHKPEeTMYHOMY MUCTEUTBi nepegaBanu obpasu
NigKOPEHHs NoAer cunamM NpMpoan Ta HamaraHHs XXMTW B rapMOHiT 3 Npupoaoto. TaHui nanyacbkux nnemMeH, sk
i éaraTboX iHWWX apxaiyHMX MreMeH, MaTb MIOMOorivHy i MariyHy OCHOBW. TaHLi MUCNUBLIB 3a TpaguLuieto
BMKOHYIOTbCSI YOsoBikamu i3 30poeto. [ns HacTpolBaHHSA Ha NepeMory TaHLOPUCTM B CBOIM YSBi BULLMKOBY-
IOTbCA MOPYY i3 NOMEPNUMK NpaLlypamu, siKi HaguxarTb IX CBOEK cunot. OgHoYacHi Ta OAHOMAHITHI pyxu
TaHUIOPUCTIB OQHOYACHI 3a4apoByKOTb, HaMarHivyloTb atMocdepy. TaHUPUCT Ha HaniB3irHyTMX Horax
pUTMiIYHO BOapsie cebe B rpyaun, BBOAWUTb Y TPaHC, Lo i € MeTOLo AicTBa. Lien TaHeub BUKOHYETLCA OO0 HaLLUX
YyaciB i3 KaM'SHUMW COKMPOIO Ta CNUCOM. Y Manyacbkux nnemeH i goci obManes 3anisHux npegmeTtis. Cokupa y
pykax TaHLopucTa € AaBHIM COMNSIPHUM CUMBOJIOM, SIKUIA aCOLIOETLCS i3 HEOOM, ANs SIKOro NPUHOCUIN XEPTBY
i CMOKyTyBaTK rpixu. Xo4a Cokupa € Lie 1 CUMBOSIOM POMY, POLKYOCTI, BNaan, oLy i wropmy. To6To Lie He
TiNbKW BINCbKOBMI CMMBO, a 1 cumBon ntoguHu. Lo cniBnagae 3 BM3HaYeHHAM 6araTto3Ha4yHOCTi CUMBOIY Ha
BiAMiHY Bif, 3HaKy, KW GinbLU OLHO3HAYHWIA | TOMY AOrO 3@ MOro OQHO3HAYHICTb Nerwe posLwmdpysaTty.

MidponoriyHi pucu donbknopHUx obpasiB-koaiB i MOETUYHNX HOPMYN-KOAiB BiA3HAYEHI Y XaHpi y Ko-
NafokK i weapisok. Tox, novnHarun Bifg, CniB-kogiB "konsag-konsaHuus" y konsakax Ta "weapui Bevip sk go-
Opun Bevip", 4O MOSIMTOBHMX 3BEPHEHDb MalOTh CUCTEMATM30OBAHI 3BOAM MOBYaHb i MaloTb KOOOBI iHTOHALLT Ta
crnoBsa, K BMMAMBalOTb Ha MCUXOMOMYHWA CTaH MOAWHK, TOBTO € MpPouEecoM KOAYBaHHSA Ha piBHi
BGioeHepreTUYHNX pecypciB NIOANHN.

XapakTepHot p1coto BepbanbHMX TEKCTIB-KOAIB kaneHaapHux obpsais Pisgsa, Macxu ("Oobpwuii Bevip
TOGi, NnaHe rocnogapto, pagyncal On pagyica, semne, CuH boxuin Hapogueca!”, "B Pisgsany Hiv", "On gan,
Boxe", "bBor npeggiyHmi”, "B rnubokin gonuni®, "Yac pagocTi, BecenocTi") € NoBTopeHHs obpasie Xpucra, Cu-
Ha Boxoro, [iBu-Matun. ¥ npoueci nobyTyBaHHs BiAOyBalOTbCA NEBHI 3MiHW CTUMICTUYHI, XXaHPOBI TOLLO, Xo4a
HOMbKKOAM TEKCTOBI i My3u4HI (POpMyBanucs sk KoKHa cuctema coLianbHO-3Ha4YMMUX CTEPEOTUNIB KONEKTUB-
Hoto naM’'aTTio (KO. JloTMaH). ToMy Ayxe BaXXTMBMM 3anuLLaeTbCs 3B'S30K CyqacHOI KynbTypu i Tpaguii, B AKMX
honbKIop nocigae YinbHe micue i BigNOBIAHO OO0 iCTOPUYHMX 3MiH MPOCTEXYETLCS 306epexeHHs Tpaauuin Ta
OnbKMOPHMX TeKCTiB-kodiB. CnaaKoEMHICTb, CTIMKICTb XyOQOXHiX 3acobiB Ta OQHOYACHO iXHsi BapiaTMBHICTb
TPaHCMETLCA Bi NOKOMIHHA A0 MOKOMIHHSA, BKIHOYakoUM CyvacHiCTb, sika CTBOPKOE HOBI YMOBW AN1S1 TBOPYOro
nepeocMmCneHHA OONbKKOAIB i3 3aCTOCYBaHHSM iHHOBALiiHMX TEXHOIOTIN.

donbkKoAN BUCTYNAKTb CYKYMHICTIO BepbanbHux abo BepbanbHo-HeBepbanbHUX CTPYKTYP, SKi
YHKUjOHYIOTb Y NOBYTi, pi3HUX Bugax mMucteuTsa. Ons KOXHOI KOMYHIKaTMBHOI pynn XapaKTepHui CBil 3micT
donbkkodis. Hanpuknag, BUKOHaBUI-TAHLIOPUCTU HapOAHO-CLEHIYHOTO TaHLUK Y Pi3HUX >aHpax (XOopoBoA,
NipU4HUIA, PoNbKMOpHUI, (PoNnbk-axas) nepeaarTb PyXOBi KOOU-ENEMEHTU (Hir, pyK, KOprycy), 3a kMU rnsagaui
Ai3HalTbCA NPO NPUHANEXHICTb BUAY TaHUO Ta MOro HauioHanbHOCTI. BigkpuBaemMo TepMiHOMOMYHMA CROBHUK
xopeorpada i 6aunmo nepenik pyxiB YKpaiHCbKOro, KaBKa3bKoro, POCINCHKOro, iCMaHChLKOro, LIMraHChbKOro TaHLiB.
Takuii Habip cnyrye ans poskoayBaHHSA XopeorpadpiyHol iHdopMalLlii Ans CTBOPEHHST XyOOXHiIX 0bpasi.

O6pas Kosaka npefcraBneHo B TaHLi nig ogHoMMeHHO Ha3Boto. Kosak apibHeHbko BigbmBae Hora-
MM 3eMnto, Wob BoHa rygina, BUTMHAE ronyoui, nigckakye Lwynakom, NPUCniBye i BUKPUKYE rONIOCHO. TOX MO~
ro pyxu-koau i gornomaratoTb po3ibpaTncs, po3koayBaTv XYLOXKHi ob6pas.

YKpalHCbKi TaHeLb, SK i iHWi Hapo4Hi TaHLi, OyayeTbca 3a NeBHMMU CTaHgapTamu: 6oKoBUn Xig, BU-
XUNSACHUK, ronybelb 3i cTpnbkom, kabpionb, CTpMBKK 3 NiAroHamu Hir, NOBITPSHI HoXWUI Ta iH. JocnigHuk Ba-
cunb BepxoBuHeLb 3anucaBs 1 iHLWI Ha3BW pPyxiB (QOpikKa, NPUCAAKM, Hanisnpucagkn, "6ad, sk sannis", "ot
3aBepHyB", "ot 3arpi6a") [1].

3a UMK enemeHTamMm Ta My3uKOI, SKa TexX € iIH(popMaLinHUM Ta KOMYHIKATUBHUM LLUMCOPOM, MOXe-
MO Ai3HaTUcA Npo Ha3By TaHUO: ronak, Ko3a4yok, apkaH, yebepsyka. Hanpuknag, yebepsyka — cTapoBUHHUN
YKpalHCbKMUIA TaHelb, KM Mae Bbarato diryp i BUKoHaBLiB, po3TalloBaHmx no kony. o 4epsi Yonosiku 3 3a-
KnageHuMK 3a nredi pykamu nigHiManu 3 nomny Yapky i BunvBanu ii, a noTiM BUKMZanu vyepes nrneye ogHUM
MaxoMm. Yci iHWi TaHUpUCTU Nneckanu B AONOHI i npucnisyeanu. MNoTiM po3knaganu BOroHb i nepeckakyBa-
NN Yepes HbOro (3a nepekasoM AHTOHIS Akcu-MapLmHKIBCbKOro).

Bnun3bknii 40 HBOrO YKPAIHCbKUN HApOAHWN TaHeub — nrneckady. B HbOMy OCHOBHWM efemMeHTOM €
pPUTMIYHE NNEeCcKaHHS y AOMNOHI B po3Mmipi 2/4. Ak BBaxkae AHOPIN 'YMEHIOK, NepeBaxHa KinbKiCTb YKpalHCbKUX
TaHUiB BKIIOYAE OAHI N TU caMi pyxK, AKi BUHWUKIK, SK pe3ynbTaT HauioHanbHOro TemMnepameHTy 1 MicLeBOoro
KonopuTy, Tpaguuin HapogHoro Ta mMicuesoro oasary. BiH noginse ykpaiHcbki HapoaHi TaHLi 3a My3UKOH i py-
XaMu Ha MeTenuuj, ronaku, Ko3a4ku; KONOMUIKK, TYLLYNKW, BEPXOBUHW; NOMbKA 11 kagpuni [9].

3ragyoum po3BUTOK Big MEPBICHOrO CycninbCTBa 4O CbOrOAEHHS, MOXEMO 3ayBadKUTU, LLO TEKCTW,
AKi 3'aBnAnucs B obpsgax, iCTOPUYHUX YABMEHHSX, NICHAX Ta BrM3bkux xaHpax, yci 6asyBanucs Ha MoBi Ta
YyTBOpPIOBaNu ckrnagHi CUCTEMMU TEKCTIB 3 PiI3HUMU KOMYHIKATUBHUMUW CIPSIMYBaHHAMMN.

OcobnuBeo LUikaBMM sBULLEM € IMMPOBI3aUiNHICTL Y (pOpMyBaHHI TEKCTIB Ta My3WYHOro CynpoBoay,
sKa TiNbKX NiAKPECNoe CTINKICTb OCHOBHUX MOTUBIB My3UYHUX | TekcToBux. Hanpuknag, "Own Hy, nioni, noni"
Mae MiHiMyM Tpu BapiaHTU. KoxkeH 3 Uux BapiaHTiB Mae iHTOHALLit0-KO4 KOSTIMCKOBOI 3 XapaKTepHUM ANs1 LbOro
XKaHpy NOBTOPOM OAHOIO MOTUBY, KU YBECH Yac 3aruvLIaETbCs, BapitoOlOUUCh TifbKM Ha po3cniBax CniB MicHi.
TekcToBMI KOO 3a Hassot nicHi: 1 BapiaHT — "On Hy, ntoni, noni" [8; 12]. Ane BiAMIHHICTb TEKCTOBMX KOAIB
TiNbKM B TOMY, IO AOAAITLCA HOBI pAAKM (2 BapiaHT), abo HOBI nponosuuii Wwoao rogyBaHHs antuHn (1, 3
BapiaHTK). TakMM YMHOM, YCi MiCHi piBHO3HAYHi, B3aEMO3aMiHHi Ta BiTBOPIOIOTLCA B Pi3HWX 06’eMax Ta 3a-
nexartb Big BMKOHaBLiB. AHari3 TEKCTIB 3 TOYKU 30pY BUSIBMEHHSA B HUX KOL4iB-MOTUBIB JO3BONSAE NO-HOBOMY
no6aynT NiICEHHWIN >XaHP KOMNMCKOBOI.
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Takux npuknagis 6araTto, Npu YoMy MiCHA MOXe MaTu HeoBMexXeHy KinbkicTb BapiaHTiB "BceneHa,
Becenucsa" BigOMi LWiCTb BapiaHTIiB MiCHi, e KO4OM € XaHp KOMsiAKU 3 Aoro 00OB’SI3KOBOKD PO3MoBiaa npo
HapoOXeHHs Icyca y BepTeni Mix 6uanaTn, Axronis, nactupis towo [3; 4; 5; 6].

PonbKNOpHI KOAM NepeaaBanucs Bif NOKONIHHA A0 MNOKOMIHHA B YCHiN dhopMi (ka3ka, MicHH, TaHeup). Kas-
ka "Kosa-gepesa" MicTuTb kogoBMX gdiga i 6aby, MO3WUTMBHWUX repoiB, HEraTUBHWX, SIKi YMHATL MK COOOH
KOMYHiKaTUBHWI npouec. 3a AonoMoru KogiB-CUMBOMIB Kasku PO3KPUBAOTLCA MOparibHi i NMoAckKi KaTeropil Ao6-
pa i 3ana. Kaska "Kosa-gepesa" posnosigae npo peanbHi pevi. MNopsag i3 nrogemu (Oig, baba, cuHn) y kasui € 3Bipi
(ko3a, 3an4mK, BOBK, BeOMidb, N1ca, pak), a noaji, onucaHi B Hiln, kaskosi. po Te, WO nogdii Kas3koBi CBIAYUTb
cuTyauis 3 pakoM-HebGopakom, gianorv Ta cuTyauii 3 [igom (cuHamu, 6aboto) i Kosoto. MonosHe nuTtaHHs: "Ak ue
Lin mir BurHat cuHiB Ta 6aby 3a Te, Lo Ko3a roBopuria Hemnpaegy Npo CBOI BATYNM Ha nacoBuLi?". Tox, kogu-
cumBoOnNu-obpasun gornomaraioTb CTBOPUTU NPOLIEC KOAYBaHHS 3a paxyHOK 6aratopasoBoro i pis3HOMaHIiTHOro no-
BTOPEHHs1 cuUTyalii (ko3a-gepe3a obmaHoe fifga, Kko3a-gepesa 3ansikye 3aiumka) npo 6opoTbOy Aobpa v 3na;
YECHOro i HevecHoro, Aobporo Ta 3noro Towwo. Moparnb Ka3kvM po3KpUBaETLCA KogaMu-cumMBonamm-obpasamu.

Xoposoan MicTATb aygianbHi (My3uka, cniB), BepbanbHi (pyxu), 3oposi kogn. CTilkicTb kofiB NoegHye
Len Bua HapO4HOI TBOPYOCTi Y CUHKPETUYHE LIACTBO 3 MY3MKOL, PO, TaHLEeM Ta ApamMaTudHO dieto. Y okpe-
MWX HapoZiB € CBOI pPi3HOBMAM XOPOBOAIB, Siki Mar0Tb HACTYMHI Ha3Bu: kono — FOrocnaseis, Xopeartisa, Cepbis; xopo
— Bonrapis; opo — MakefoHis; BecHsAHKa — YkpaiHa; kaparog — binopycis Tta Pocis; xopymu — 'pysia Towo. Ha-
npuknag, Xopymu — OaBHiA rPY3VHCBKIA HAPOOHUIA YOMOBIYMI TaHelb 3 KOPOTKOK MENOAMYHOIO fiHIE 3 ABOX
TaKTiB (00 pevi, 3a KOPOTKOK CTPYKTYpPO Haraaye ykpaiHebki "Oygapuk” i "Leapuk"), ane 3 gyxxe cknagHuM MeT-
POPUTMOM — MATUAONBbHUIA TaKT 3 PI3HNMU aKLeHTaMK, TO6TO, 3 MEMOANYHUM | PUTMIYHUM KOLOM.

HaykoBa HoBM3Ha pobOTK nonsirae y BU3Ha4YeHHi (bonbknopHMX (aydianbHux, BepbanbHMX, 30p0BUX)
KOAIB Yy Pi3HMX >KaHpaxX HapogHOI XyAOXHbOI TBOPYOCTi (My3uKa, TaHeupb, Kaska, obpsag). BusHayeHo kogu
(pedepeHLinHi, eBokaTUBHI, NPOMKHI) Ha MPUKNadi BUKOHaBCbKUX (DONLKMOPHMX KOMEKTUBIB Ta Yy MpoLueci
"nogBinHOro kogyBaHHA".

BucHoBku. Ha OCHOBI BUBYEHHS SIK TEOPETUYHUX Npalb, TaK i NPAKTUKU BU3HAYEHO, WO OMbKIOPHI
kogu-obpasn noe’dAsaHi i3 Miconorieto, icTopieto, penirieto. POMLKIOPHI kKoaW, SK i iHWI BUAM KOAIB, MaloTb
CTiVKi 0CcOBNMBOCTI, 3a AKMMHK iX poswmndpoBytoTb. ObpagoBi Ail, irpy, TaHui, NiCHi, ka3ku MalTb CBOK CUC-
TeMy kogiB (o6pagsie, nogin Towo). Kogm y nicHi, kasui BU3Ha4aloTbCA B TEKCTi (06pa3un, cumBonu); menogii
(HacniBu, iHTOHAUiMHI Xx04M); MY3UYHO-KOMMO3WLINHI CTPYKTYpU (POpMynbHi HacniBu B KaneHgapHo-
obpsagosomMy honbknopi); y xopeorpadii — My3n4HO-pyX0OBi KOOW Ha OCHOBI TEKCTIB.

KokeH aHp y conbkrnopi mae crneumdiky BUKOHaHHS, ane € 1 3aranbHi Tpaguuii, ki 3aknodeHHi B
iMnpoBi3aLil Ha OCHOBI TpagUUINHUX MY3UYHO-TaHLOBaNbHO-CTUNLOBUX cTepeoTunax. "lNoasiinHe kogyBaH-
Hs" B ponbkropi Mae GaraTocTyneHeBuiA NpoLec nepeTBOpeHHs iHpbopMalLii, ska 3Gepiranacst JoBroTpmea-
NUIA Yac, NOCTINHO nepefasanacs Big NOKOMiHHA 4O NOKOMiHHA, 3MiHIOYMCh Y AeTansx (y My3uui, crioBax,
CYNpOBOAi A0 TaHUIB, Y TaHLIOBaNbHUX pyxax, y Kaskax iHTepnpeTauismu onosigaya).
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OCOBJIMBOCTI XXKAHPOBOI NANITPU TA 3ACOEIB BUPA3HOCTI
Y CYMACHUX TBOPAX ANA AYXOBUX IHCTPYMEHTIB
(Ha npuknagi TBOPYOCTI AHINPONETPOBCHLKMX KOMMNO3NUTOPIB)

MeTta po6oTu. [locnimKeHHs NoB’si3aHe 3 PO3KPUTTAM XaHPOBOI NaniTpy Ta BNacTUBOCTEN 3acobiB Xy4OXKHbLOI
BMPAa3HOCTI Y TBOpax AN AYXOBUX akaaeMidHUX iHCTPYMEHTIB AHIMPONeTpoBCLKMX Komnoautopis OnekcaHgpa Hexwras,
BaneHTuHn MapTuHiok Ta Onenn Kpusyni. MeTogonoriaa OCnimDKeHHA nonsrae B 3aCTOCYBaHHI CUCTEMHOTO, iHpopma-
LiHOro, iCTOPMYHOrO Ta akCionoriYHOro nigxodie 3aranibHOHAYKOBOI METOAOOrYHOI 6a3m, Lo Aae 3Mory posKpuTu i
npoaHanisyBaTu >XaHpoBi siBULLA Ta MeBHi 3acoby BUMPA3HOCTI 3 XYLOXHbO-KOMMO3WLIMHOIO apceHany AHINponeTpoB-
CbKMx Komnoautopis. HaykoBa HOBM3Ha nonsrae B po3LWMpEHi XaHPOBOro, BUPA30BOro, a TAKOX KOHLLEPTHOrO 1 HaB-
YanbHO-MeJaroriyHoro CrekTPiB Cy4acHOro AyXOBOro My3W4HO-BUKOHABCHKOro mucTeuTBa. OcobnuBy UiHHICTE npea-
CTaBnsie yBara HayKoBUSA OO Cy4aCHUX TBOPIB MWUTLIB AHIMPONETPOBCHKOro perioHanbHOro BigdineHHa HauioHanbHoOI
Crinku komMno3smTopis YkpaiHn. BucHoBku. [JocnigKeHHs aHpOBOro eBOSOLIOHYBaHHS 3acBig4vye NPOLIeCH cTanoi pereHe-
paLii Ta NeBHOr0 MOHOBIEHHSA BiAMNOBIOHNX XXaHPOBUX SBULL, @ CaMe iHTPoAyKLUii, iIHCTPYMEHTanbHOro Cono Ta npentogii.

Knroyoei cnosa: aHp, 3acobu BMPa3HOCTi, KOMMNO3WUTOP, TBIP, BMKOHaBeLb, iHTPOAyKUis, Aianor, iHCTpyMeH-
TanbHe Cono, Npentoais, XyaoxHi obpas.

I'pomyerko Banepuii Bacunbesuy, kaHOuGam uckyccmeosedeHusi, O0UeHm, npopekmop rno Ha-
y4Hou pabome [JHernponiemposckoli akademuu mMy3biku um. M. [uHKu

OCOGGHHOCTM )KaHpOBOﬁ nannTpbl N CpeacTB BbipPpa3nUTesibHOCTU B COBPEeMEeHHbIX npouniBeaeHunsa ans
BYXOBbIX UHCTPYMEHTOB (Ha NpMMepe TBopYecTBa AHENPONEeTPOBCKUX KOMMNO3MTOPOB).

Lenb paboTbl. VccnenoBaHne NOCBALLEHO PacKpbITUIO KaHPOBOWM NanuTpbl U OCOGEHHOCTEN CPEACTB XyOoOXKeCT-
BEHHOMN BbIpa3nTeNbHOCTUN B NPOnU3BeEAEHUAX ONA OyXOBbIX akageMU4eCkUX MHCTPYMEHTOB AHENPONETPOBCKNX KOMMNO3UTOPOB
AnekcaHgpa Hexvras, BaneHTuHbl MapTbiHiok 1 EneHbl Kpusynu. MeTogonorus nccrnegoBaHms COCTOUT B UCMOSNb30BaHNM
CUCTEMHOTO, MHAOPMAaLIMOHHOTO, UCTOPUYECKOTO M aKCUOMOMMYECKOro NMoAXOA0B ObLLEHaYYHO MeToAororMyeckor 6asbl, YTo
NO3BONAET PACKPbITb N NpOoaHanM3npoBaTh XXaHPOBblEe ABNEHNA U OﬂpeﬂeﬂéHHble cpencTtBa Bblpa3nTENibHOCTU C XyOXKeCT-
BEHHO-KOMMNO3ULUMOHHOIO apceHana AHENnponeTpoBCKMX KOMMO3UTOPOB. Hay‘-IHaFI HOBU3Ha pa6OTbI COCTOUT B paclunpeHnumn
»KaHPOBOTO, BbIPA3UTENBHOTO, a Takke KOHLIEPTHOIO 1 y4eBGHO-NENarorM4eckoro CrekTpoB COBPEMEHHOO [1yXOBOMO My3bIKarnbHO-
NCNOJTHUTENBbCKOIro UCKyCCTBa. OCOGyIO LIeHHOCTb npeacraBnAaAeT BHUMaHue y‘-IéHOI'O K COBpeMEHHbIM Npon3seaeHnam aedare-
nen AHENpPOneTPOBCKOrO PermoHanbHOro otaeneHnss HauuoHanbHOro coto3a KOMMOo3uTOpoB YkpavHbl. BbiBoabl. Vc-
cnefoBaHue XaHpPOoBOW 3BOMIOLMM CBUAETENLCTBYET O MpOoLIeccax akTUBHOW pereHepauun 1 onpeaenéHHoro o6HoBne-
HUA )KaHPOBbIX ﬂBJ'IeHI/IIZ, a UMEHHO MHTpOAYKUWNWN, MHCTPYMEHTAallbHOIro Corno un npentoaunn.

Knroyesbie croga: »aHp, CPpeAcTBa Bblpa3vUTeNlbHOCTU, KOMMO3UTOP, NPOU3BEAEHUE, UCTIONHUTENb, UHTPOOYK-
Uusi, nanor, MHCTPYMeHTarnbHoe Coro, NPentoaus, XyaoXXecTBeHHbI 06pas.

Hromchenko Valeriy, Ph. D in Art History, Assistant Professor, Vice Rector for Research of Mikhail
Glinka music academy of Dnepropetrovsk

Some features of genre palette and means of expression in the contemporary compositions for wind
instruments (through the example of Dnepropetrovsk composers’ works).

Purpose of the research is to explore the genre’s palette and peculiarities of the means of artistic expression in
the compositions for wind academic instruments of well-known Dnepropetrovsk composers Alexander Nezhigay,
Valentina Martynyuk and Elena Krivulya. The methodology of this investigation consists of using the system,
information, historical and axiological approaches of the general scientific methodological base. It helps to reveal and
study some features of the genre and specific means of artistic expression from the artistic and compositional arsenal of
the famous Dnepropetrovsk composers. The scientific novelty lies in extending the genre, expressive, concert and
pedagogical spectrum of modern wind music performing art. The value of the investigation consists in the attention to the
contemporary compositions of the leaders of Dnepropetrovsk regional department of the National Union of Composers of
Ukraine. Conclusions. The study of evolution of music genres demonstrates the processes of active regeneration and
certain updating of particular genre features, namely the introduction, instrumental solo and prelude.

Keywords: genre, means of expression, composer, masterpiece, performer, introduction, dialogue, instrumental
solo, prelude, artistic image.

MocTaHoBka npobnemu. Bigomo, wo y koni HandinbL 3no60AEHHUX NUTaHb Cy4acHOrO My3MKO3HaB-
CTBa Npobnemu xaHpy 3anmaloTb YM He HambinbLl AMCKYCIHY NO3WULi0 Yy 3araribHOMY PO3BUTKY CydacHOIl
MY3MKO3HaB4YOI OYMKU. [CTOpUYHA 3yMOBIEHICTb €BOMOLIT TOrO YW iHLWOrO XaHpy, YiTke YCBIOOMIEHHS MOro
MaKCMMarbHO LUMPOKOro YacoBOro nepiogy ik camobyTHLOI, XapakTeposioriYHol KaHBK, SK BiANOBIAHOI MaT-
pyui Ans NEBHOMO XyO4OXKHBbOTO Linoro, 6e3yMoBHO, NOCTalTb HAA3BUYaANHO BaXXNUBMMM BEKTOpaMM Y A0OCKi-
DPKEHHSAX >KaHPOBOI cdepu. Ane X He MEHLLIOro 3Ha4YeHHs nig Yac HaykoBoi pobOTU Ma€ 1 KapTUHa PO3Bito
XKaHpIB Y CyYaCHiN My3UYHIN KynbTypi, Y HOBITHI akageMiyHin My3n4HO-BUKOHABCBKIN NpakTuL,.

© NpomueHko B. B., 2016
50



BicHuk HauioHanbHoI akagemii KepiBHMX KaapiB KynbTypu i mucteuTs Ne 3°2016

Omxe, nepen My3nKo3HaBUSAMW NocTae npobriema sikoMora NMoBHOrO OCArHEHHS CBOEPIQHOCTI XaH-
POBOI Manu CbOrOAEHHS, 3 ypaxyBaHHAM T cneuunivyHnX 03HaK, a caMe MpiopuTeTHOl BigNOBIAHOCTI My3U4-
HMX creLjianisauii, NeBHUX CKMNagiB BUKOHABLIB, CUHTE3Y MUCTELTB, apceHany 3acobiB BUPa3HOCTI, icTopuy-
HOI kaHBW NOBYA0BU, HOPMU NEBHOTO XXaHPOBOIO ABMLLA TOLLO.

3a BU3Ha4YeHHsAM MUCTeUTBO3HaBUs €. HasankiHcbKkoro, xaHp — ue "6aratocknagosa, CyKynHa reHe-
TUYHa (MOXIMBO HaBIiTb CkasaTW, reHHa) CTPYKTypa, CBOEpigHa MaTpuLs, 3a SKOK CTBOPKETLCHA TE YK iHLWe
XyOoxHe uine” [1, 94]. IcTopuyHo yctaneHui, Hanbinbw hopMOBaHUI XxapakTep NpuMpoan Gyab-SKoro XaH-
POBOro SiBULLEA OpUriHaNbHO YCBIOOMITIOETLCH Y MOPIBHAHHI XaHpy 3i CTUNeM, MigKpecrnmmo, OgHUX 3 Hau-
CKMaHiLIMX Ta OCTaTOYMHO HE BU3HAYHUX KaTeropin B €BOSOLIT Cy4aCHOI My3MKO3HaB4YOi OyMKW. "AKWo cno-
BO CTUNb BiAHOCUTb Hac A0 Axepena, 40 TOro, XTO NOPOAMB TBOPIHHS, TO CMOBO XaHp — 40 TOro, 3a KO
reHEeTUYHOK CXeMOol (PopMyBaBCs, HapoaXyBaBcs, CTBOptoBaBcs TBip. [iNcHO, agxe Ans komnosutopa
»aHp nocTae CBOro poay TUMNOBUI NPOEKT, Y AKOMY nependadyBaHi pisHi CTOpPOHU NobyaoBM 11 3agaHi Hexaw
FHyJKi, ane BCe X Taku Bu3HadeHi Hopmn” [1, 95].

AKTyanbHiCTb OKPECNEeHOro NUTaHHs MNOCTae AK Y NIOHI TEOPETUYHOro O3HaYeHi pereHepalii xaHpis,
PO3KPUTTA OCOBNMBOCTEN iX OHOBIOKYOI CYTi, TaK i B OCSAATHEHHI cneuundikn HU3kN 3acobiB XyOOXHbLOI BU-
pasHocTi (pUTM, TEMOpP, OMHaMIKa, WTPUXKN, apTUKYNALIS, BUKOHABCLKI MPUAOMK TOLLO) 3a AOMOMOIOK SKMX
BigOYyBa€eTbCA HEYKNiHHUIA NpoLeC eBOMOLIOHYBaHHS NEBHUX CTaruX XXaHPOBUX ABULL.

BiaTak, HeobXigHICTb f4aHOro AOCHIAXKEHHS 3YMOBIIOETLCS YBaAro He nullie MUCTELTBO3HAaBL,iB, BU-
KnagadiB, HayKoBLiB, KPUTUKIB, @ N YNCNEHHNX MY3UKaHTiB-BUKOHABLLIB, pefakTopiB i, 6€3yMOBHO, BiTYM3HS-
HUX Ta 3apybBi>KHNUX KOMNO3UTOPIB.

MeTa pocnigXeHHs — pO3KPUTTS XKaHPOBOI NaniTpu Ta BNacTUBOCTEN 3ac0biB Xy40XKHbOI BUPA3HOCTI
y TBOpax Ans AyXOBUX akageMiYHUX iHCTPYMEHTIB OHINPONeTpoBCbKMX koMnosuTopie OnekcaHapa Hexuras,
BaneHTuHn MapTtuHiok Ta OneHun Kpusyni. Takox meTolo nybnikauil noctae nonynapusadis TBOPYOCTi MUT-
uis JHinponeTpoBCbLKOI perioHanbHOI opraHidauii HauioHaneHoT cninky komnosuTopiB YkpaiHu, 3okpema iH-
CTPYMEHTaNbHUX KOMNO3ULI LLapuH/ OyXOBOrO My3UYHO-BUKOHABCLKOMO MUCTELITBA.

B oCHOBI BM3Ha4YeHHs HaMbINbLL Cy4acHUX TBOPIB ANst AYXOBMX iHCTPYMEHTIB HanmcaHmx KoMnosu-
Topamu [HINponeTpoBLUNHU € KOHLEPTHa cepis "lMpemM’epu poky”, Aka LWOpPiYHO, B3UMKY, NPEACTaBnse TBOPYi
3000yTKkM aBTOpIB 3i cueHn [HinponeTpoBCbKoi KoHcepsaTopii iM. M. MiHkn. Tak y nporpami ocTaHHIX OBOX
KOHUepTiB npo3sydanu "IHTpoaykuis 1 TokaTa” Ta "Konuckosa” ansg knapHeTta i dopteniaHo O. Hexuras, "IH-
TEepB’t0 Ha 3afaHy Temy” Ang knapHeta cono B. MapTuHiok (24 rpyaHs 2014 p.), Ta MNpentogia gna donentn i
dopTeniaHo O. Kpusyni (28 ciuHs 2016 p.).

HaykoBa HoBM3Ha. BpaxoByloun HeBENMKMIN MPOMIXKOK Yacy Big AaTu NpeacTaBneHHs BULLLEeO3HaYe-
HUX KOMMO3WLLIN, AaHi TBOPY LLE HE Mi3HarnM CHarn HaykoBO-A0CHiAHULKOT yBary. Ix rmubokuii TeopeTuyaHNim,
METOAMKO-BUKOHABCbKMIN aHani3a OOOB’SI3KOBO  3AIMCHUTBCA Y Mnpausgx MWUCTELTBO3HaBLIB, MY3WKaHTIB-
BMKNagadyiB i, 6€3CyMHIBHO, My3UYHMX KPUTUKIB.

Buknag ocHoBHOro martepiany. Y KOHTEKCTi O3HayeHoi TemMu Ha 0cobnMBY HayKOBO-AOCHIAHULIbKY
yBary 3acnyrosye "lHTpoaykuis n Tokata" O. Hexurada. CueHidHe XWUTTA 4aHOro TBOpY SICKpaBO LEMOHCTpYE
36inbLUeHHs aBTOHOMIT TBOpYOro ByTTs sK IHTpoaykuii, Tak n TokaTn. CBiAYEHHSAM TOMY NOCTarno KOHUEepTHe
BMKOHaHHS TokaTu y TBOpYOMYy Bedepi komnoautopa OnekcaHgpa Hexwurasa (2 ksiTHa 2016 p. OHinponeT-
poBcbka inapmoHis im. J1. KoraHa) n 03HayeHHs aBTOPOM MOXIMBOCTI CLEHIYHOro npegctaBneHHs [HTpo-
OYKLUiT IK CaMOCTINHOI Xy40XXHbO AOBEPLLUEHOI MY3UYHOT KOMMO3MLLT.

3aranbHoBigoMo, Lo iHTpoaykuis (Big nart. Introductio — BBegeHHs) NpeacTaensie coboko A0BOI HEBENUKY
3a 006CAroM BCTYMHY YacTuHY, NEBHWI po3ain Ao Ginblw MacluTabHoro My3uyHoro TBopy. Ha BigmiHy Big, OCHOBHOI
KOMMO3ULLT IHTPOAYKLS, SIK NPaBuIio, He NO3HaYaETLCH HiTKOK DOPMOI0, XYAOXKHLO SCKPABMM Ta iHTOHALIMHO penb-
€PHVM TEMATU3MOM, YiTKMM TOHaNbHUM MIaHOM, @ TaKoX BiANOBIAHO Xy40XHBEO0-00pa3HOK Cdhepoto.

BigTak, BCTynHWIM po3gin Hece yHKUi0 nepengicCHUKaA ManbyTHIX My3WYHO-OApamMaTUYHUX KOMisiv, Ha-
CTPOIOE HEOOXiOHUA TOH XyAOXHBO-TBOPYOI atMocdepu, BBOAUTb CrnyxadiB y BiAMNOBIOHWA €MOLIHO-
MCUXOIONYHUIA CTaH LLLOHANBIMKIMX ECTETUHHO-YYTTEBMX NEPEXMBaHb NOAANBLLIOMO PO3BUTKY MY3U4HOIO TBOPY.

HapassnyanHo BaXnMBO MNiAKPECHNTHW, WO MpK 3aranbHii, NOMYHO yCTaneHin KOMMo3unLinHO-TBOPHINn
hopMi, CBOEPIAHIN XapakTepororiyHin "MaTpuui” Takoro poay iHCTpPYMEHTanbHUX KOMNO3ULIA YSBUTU BUKO-
HaHHA IHTPOAYKLii OKPeMO Bif, OCHOBHOIMO MY3UYHO-XYOOXHbLOrO Martepiany npakTM4HO HEMOXIUBO. 30Kpe-
Ma, He BUTPUMYE >KOOHOI KPUTUKN BUKOHAHHSA LLedeBpy CTPYHHO-CMUYKOBOI MY3WKU €NOXM pOMaHTusMy "IH-
TpoadyKuia Ta poHAo kanpivdio3o" ans ckpunku 3 opkectpom K. CeHn-CaHca y npegcTtaBneHHi nuwe
iHTpOAYKUiT, 6e3 BUKOHaHHS PO34iny poHOO Kanpivyyio3o. He MOXNIMBO yABUTY i BiAOKPEMMEHHS iHTPOAYKLT
SIK OKPEMOI YaCTUHM TBOPY M y KOMMO3KMLIAX i3 "30110TOr0" penepryapy KnapHeTucTiB, a came "IHTpoayku,is,
TeMa i Bapiauii" gns knapHeta 3 opkecTtpoM [x. PocciHi Ta ogHOMMEHHWIA TBip, ane BXxe NS KnapHeTa 3
dopTeniaHo, 3aCHOBHMKA HiMeLbKOT POMaHTUYHOI Orepy KoMNo3uTopa, aAvpureHTta Ta niadicta K. Bebepa.

Ha BigMiHy Big BuULe3a3HadYeHMX komno3uuin, "lHTpoaykuis" O. Hexuras moxe BUCTYnaTu y SIKOCTI
abCornTHO CaMOCTIMHOMO, XyAOXHbO AOBEPLUEHOro My3u4HOro TBOpy okpemo Big "Tokatu". MNomix TBep-
OPKEHHS1 KOMMO3MTOpPa NPO MOXIUBICTb BiOCOBNEHOro BUKOHaHHS "lHTpoayKuii, Bia3Ha4Mmo CTinki npukme-
TH 1T XyOOXHBO KOMMNO3WULNHOT iHAMBIAYaNbHOCTI.

"IHTpOOYKUiS HamMcaHa y NPOCTIN TPUYACTUHHIN DOPMi 3 YITKUMU TEMATUYHO OKPECNEHUMMU KOHTY-
pamu. Mpu LUbOMY Haronocumo, Lo OCHOBHAa MapTid KOMNO3WUiT roTyeTbCs TEMOK BCTYMY, Ska y ACKpaBsin
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eKcrpecil yTBOPIOE MakcumarnbHO 30CepeXXeHUn, HanpyxXeHnn xapaktep Ans ycboro TBopy. BrkopuctaHHs
aBTOPOM fiana3oHy Mavxe y OBi OKTaBu, BNPOBaAXXEHHs! MOCTYNOBO HAPOCTa4YOoro TUNy AMHaMIkU (ry4YHicTb
3ByKa), rpynyBaHHSA YeTBEPTHUX HOT Y TPIONbHI dirypu 3 npesantoBaHHAM LUTPUXIB NneraTo 1 getaiwle CTBo-
PIOI0Tb aTMOCEpY LLOHANGINbLWOI Hanpyru. Ii eMOUIMHWIA HaaPWB 3AINCHUTLCA B NEpLUI YacTUHi "IHTpoayk-
uit™ y BUCXigHMX goBrux dopLunarax gianasoHom Ginblue [BOX OKTaB.

Opyruin posain TBOpY NpeacTaBneHo y cnornsgganbHoMy xapakTtepi. Butpumanuin Tmn guHamikum, po-
3BUTOK MenoAil y CekyHOOBMX i TEPLIOBUX iHTEPBANbHUX CMNOMYYEHHSAX Hibn 003BONSAE O3MPHYTUCH Hasag Y
LLIOWHO 3AINCHEHHUA EMOLIMHMIA yparaH.

Y penpusi Mamke B HE3MIHHOMY BUIMSAI 3ByYMTb OCHOBHa MapTis komnosuuii. Big neplumx 3eykiB
TEeMU OrofieHNn HepB eMOLINHOI Hamnpyru carae cBoro anoreto. 3ocepe/keHHs UHaMIYHOT WKanu y 30Hi o-
pTe, MapkoBaHe fneraTo N XyA0XHS TePMKiCTb WTPUXY AeTalle YTBOPKTb BUHSATKOBO KOHLEHTPOBaHUA YyT-
TEBO-NCUXONOTYHWUIN CTaH.

HanpukiHui TBOpy 3BY4MTb Tema BCTYMY, sika y AeLo po3LMpeHOMY NpeacTaBneHi 3asepLuye KoMmno-
3uuito. HeobxigHo nigkpecnuTu, Wwo aBTop 36epirae HanpyXeHun, 4OBOSI HECMOKIAHUIA XapaKTep MenoAuKn
NpOTAroM YcCiei napTii Ta Nuwe B 3aKNOYHMX TPbOX TakTax, Ha MakKCMMaribHO BUTPUMAaHMX HOTax MOBHOI
OOBXMWHW, nocnabnse 3aranbHy eMOLiHY 30y0KeHICTb, CTPUBOXEHICTb KOMMO3WNLIT.

BueBukiageHe 0o3Bonsie yNneBHUTUCD, WO "IHTpoaykuis" O. Hexwvras, 6e3ymoBHO, bopmMye cTabinbHe
nigrpyHTa Ans noganbsLuol, Haa3BUYanHO akTUBHOI 3 MyNbCYYMM HE3MIHHOIO YeKaHHICTIO puTMoM "Tokatn", ane
BCE X TakM Mae€ BCi MigCTaBM BBaXaTUCb CaMOCTIVHUM XYOOXHbLO OOBepLUeHnM TBOpOM. [ligkpecnumo 1 Hass-
HICTb Ta abcomntoTHe 36epeXeHHs1 iCTopU4HO cchopMoBaHOI cTanoi dyHKUT iHTpoAyKLUii, a came Sk po3giny ne-
penBicHUKa, BCTyny A0 Ginbll MaclTabHoro My3mMyHoOro mMatepiany. Ta BogHo4ac i3 UM 30cepeaymo yBary Ha
YTBEPMPKEHHI BNACHOI iHAMBIAYanbHOCTI, CAMOCTIMHOCTI 1 XapakTepHOI caMoByTHOCTI AaHOro TBOPY.

OTxe, HE3MIHHICTb XYOOXHbO CBOEPIQHOIO, iICTOPUYHO OBI'PYHTOBAHOMO 3HAYEHHS iIHTPOZYKUIT SK ne-
BHOMO BCTYNY NOCTae OCHOBHUM (DaKTOPOM PO3BUTKY iHTPOAYKLIii K MEBHOrO XaHPOBOro siBWLLA Cy4acHOro
iHCTPYMEHTarnbHOro My3nM4yHO-BUKOHABCLKOIO MUCTELTBA, 30Kpema y cdpepi AyXOBOro My3nKo3HaBCTBa.

"IHTepB’to Ha 3agaHy TeMy” BaneHTuHn MapTuHIOK ANs KnapHeTa Cono OKPeCHoe ACKpaBy iCTOPUYHY
napanenb 3i cTapofaBHIM MWUCTELTBOM YKpaiHCbKMX corlocniBiB. Po3noBcloaXeHiCTb 0gHOOCIOHOro npeg-
CTaBMeHHS WeaeBpiB HApO4HOT TBOPYOCTI 3HAXOAUTL MPOSIB Y 3BEPHEHHI KOMMO3UTOPKN A0 YKPaTHCHKOT MiCHi
"3ope mos, BevipHAs". onbknopHa, icTopU4HO anpoboBaHa OCHOBA LIbOrO TBOPY SICKPaBO BUSABMSAE CTanun
NPUPOAHIN YNHHUK 3BEPHEHHS aBTOpa came A0 iHAMBIQYarbHO-0COBUCTICHOrO BUKOHAHHS MY3UKN.

Komnosuuist BigTBOPIOE Aianor, ki nifg Yac npouecy po3BUTKY ABOX AOBOMi CTanNux 4yMOK carae emMo-
LiMHOI BEPLUMHN Yy 3MICTOBHOMY 3HaYHi MOBHOI HE3roan peulunieHTiB. 3a XapakTepoM MY3U4YHOro MOBMEHHS
KOXXHa 3i CTOpPIH CMiNKyBaHHSA PO3CBiYYy€E BriacHi ifei BUKOPMUCTOBYIHOYM MaKCUMarbHUI apceHarn BUpasoBMUX MOX-
NMBOCTEN iHCTpyMeHTa. lMpu uboMy KyrbMiHauisi Aianory no3HavaeTbCsi Heabusikolo CTPOKATICTIO KONMOPUTY
B3aeMofil MUCTELTB, 30KpeMa My3U4YHOro 1 TeaTparnbHOro. XyaoXHiM MiarpyHTIM MUCTELILKOrO CUHTE3Yy Nnoc-
Tae To4Ka anoret He3rogmn, HENOKOPU CYAXXEHHIO CMiBPO3MOBHWMKA, sika BiTBOPIOETLCSA KOMMO3UTOPOM B yaapi
HOrOK0 MO CLEHI 3 AKHaNBINbLUOK PYXOBOK aKTUBI3aLiE0 YCbOro Tifla MysmkaHTa-conicra. EMouinHa, BisyanbHo
XYOOXHS KOHUEHTpaList A0CAraeTbCa 04HOYaCHUM NOEOHAHHSAM Y BUKOHABLS CTYKOTY 3 NMPUCIAOM.

YKaHp iHCTpYMEHTanbHOro corno A0BOMI 3HaHUI Y cdhepi CydacHOI akageMidHOI My3uKK, a came Y JOoHI
AlyXOBOrO MPOECIHOTO My3UYHO-BUKOHABCLKOTO MUCTeLTBa. Voro iCTOpUYHe KOpiHHS, BUXOASYM 3 FMNGUH
aHTUYHOI MOHOAIT, Mano GaraTtorpaHHy NaniTpy pPo3BUTKY Hacamnepen B enoxy CepeaHboBivys (TBopYicTb Ga-
raTbOX MaHApPiBHUX MYy3WKaHTIB-COMICTIB — MENCTEP3iHrepiB, BaraHTiB, XOHMepiB, CKOMOPOXIiB, AYAOLUHUKIB Ta
iH.). Y yacu 6apoko, Knacuko-poOMaHTUYHOrO nepioay, iMNPeCioHi3My A0 IHCTPYMEHTanbsHOro coro, nigkpecnu-
MO, He NuLLE JyXOBOro, ane i CTPyHO-CMUYKOBOro, 3BepTanuchk M.-C.Bax (MapTtuta a-moll ans dneiTtn cono),
H. MaraHiHi (24 kanpuca ons ckpunku cono), K. de6tocci (CipiHke ansa donentu cono) Ta iH.

BigTak, 36epiraioum Baromy iCTOPUYHO €BOSMIOLINHY AMHAMiKy, OgHOOCIOHa iHCTpyMeHTarnbHa KOH-
LepTHO-BMKOHaBCbka TBOPYICTb Ha novaTky XXI cToniTTa AckpaBo No3HaAYaeTbCHA eneMeHTaMyn CUHTe3y MUC-
TeuTB. Y Takui cnocib BiabyBaeTbCs SAKiCHE OHOBIIEHHS XaHpy, NOro pereHepadisi, HoBe NPoYMTaHHA cyyac-
HUM KOMMO3UTOPCHKUM MOrNAA0M.

Be3ymMoBHO, TBOpYE CNPUNHATTS iICTOPUYHO BiAOMOrO XaHpy Ha CydacHOMY eTani pO3BUTKY MY3WUYHO-
BMKOHABCbKOrO MUCTELTBA BMMarae BiJ aBTOPIB, a TakoX i Big MYy3WKaHTIB-CONICTiB, BOMOAIHHS BiAMNOBIAHO
cneundivyHnM, XxapakTeponoriyHMM apceHanom XyaoXHb0-BUPa3oBOro iIHCTPYMEHTarbHOro MOBMEHHS.

B apceHani Bupa3oBux MOXnuBocTen B. MapTuHIok iHCTpyMeHTanbHe Comno, y CbOrofdeHHi Bigome 1
AK My3uKa A5 iHCTPYMEHTa COofo, NO3HAYaeTbCsl HU3KOK HEeTPaauuinHMX 3acobiB BMpasHoCTi. Y TBopi "IH-
TEepB’l0 Ha 3agaHy TeMy” AN KnapHeTa COIlo KOMMO3MTOpKa BAano BMKOPUCTOBYE TEXHiIKYy GaraTo3By4uysi, 3a
OOMOMOro AKOT BNYYHO MiAKPeCnioe AianorivyHicTb yciei komnosuuii. [dianoroBa cTpykTypa TBOpY Takox Bid-
TBOPKETLCA | B OQHOrONIOCHOMY BUKMaZeHi MaTtepiany, WO B XOAHIN Mipi He nopyLlye NpeacTtaBreHHs no-
NAPHO KOHTPaCTHUX OYMOK YMOBHUX CMiBPO3MOBHUKIB.

Baxxnueo nigkpecnuty, wo obpaHHa B. MapTuHiok came oopmu gianory cnpusie HanbinbLu BUpasHo-
€MOLMHINA, KOHTPACTHIN nogayi My3n4yHOro marepiany. 3arnMbniolymncb y npupogy KOMMO3WLiAHO-TBOPYOT
[iSANbHOCTI HA OAHOMY 3 HaNCKNaAHILWMX PiBHIB 1T yCBIAOMMNEHHSA — HaBYanbHO-METOAMYHOMY, BigoMa YKpaiH-
cbka komnoauTopka K. LlenkoneHko cteepaxye: "O4eBuaHO, WO AianoriyHe ChifkyBaHHA Mae HanbinbLuy
cvny Bnnuey. MNpu aBTOopMTapHOMY CrMocobi ChinKyBaHHS YTBOPHOKTHCA HEMILHI BiHOCUHK, YacTo 06yMOB-
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NEeHHi OAHUM YYMHKOM: HEBIPHUI KPOK — i BIAHOCUMHK 3pyrHOBaHi. OcTpax NOMWIKKU, CTpax BYMHUTU He Tak, SK
Toro Bif Tebe 4yekaloTb, OOMEXYe nofen, no3dasnsie iX NOYyTT BNEBHEHOCTi B cobi, MOXNNBOCTI BUSIBY
TBOPYOCTI, iHiliaTuBM. HaBnaku, npu gianorinHoMy crnocobi cnifikyBaHHA YTBOPATLCS MilHI BiGHOCUHU, AKi
BUTPUMYIOTb | PO3BIKHICTb AYMOK, | TUMYacoBY pO3biXHICTb MOYYTTIB i HACTPOIB, Towo” [3, 31].

Cy4acHa TBOpMICTb ANs AYXOBWX IHCTPYMEHTIB AHINPONeTPOoBCLKOI komnosuTopkn O. Kpusyni npea-
ctaeneHa lNpentogieto ana pnentn Ta oopTeniaHo. ABTOpka BAANO BiATBOpPUNa atMocdepy cnornsganbHo-
CTi MPU MaKCUMarbHin 30cepepKeHOCTi YCiX BiANOBiAHMX NOYYTTiB. 3 NEBHOK AOMelo iMnpoBi3auinHocTi Byno
OOCArHyTO BigYYTTA CTaHy abcTparyBaHHSA Big OTOYYOYOT AIMCHOCTI, B AKOMY, 6€3 BUKMIOYEHHS, KOXXHUA CRy-
Xay Ha MUTb 3Mir 3a31pHYTM B camoro cebe.

Baxnueo nigkpecnuTu, WO y BULLLE NpedcTaBneHnx TBopax Kpuctanisauia xapakrepy My3ukn Ta 03-
HaYeHHS 11 XyA0XHbOI 06pa3HOCTi MOCTaTh HANBAXXNUBILLMMW prUcamMmn B NPOLECi BUABMNEHHSA naniTpy 3aco-
6iB XyO40XHbOT BUPA3HOCTI Ta OKPECMNEHHI XaHPOBMX KOPAOHIB Cy4acHUX AyXOBUX TBOPIB AHINPONETPOBCLKMX
koMnosuTtopiB. JaHui nigxia y Hankpawlin Mipi hoopMye 3MICTOBHY KOHLIEHTpaUito My3uKW, Ska N NocTae B
OCHOBI BMMBY Ha CriyxaubKy ayauTopito, Ha KOXXHOro 6e3 BUKMIOYEHHS cnyxaya.

MysukosHaBeLb A. CaMoWneHKo cTBepaxye: "3MICT y My3uui BUHMKAE LUNAXOM CBOro pogy "rpu”
3HaJYeHHAMW, ane Aocsarae 3aBepLUEeHOCTi, ABHOCTI, pe3ynbTaTUBHOCTI B 3aneXHOCTi Big "BnacHoro” "igeanb-
Horo Hap-agpecata” — cnyxaubkoro CNpURHATTS, CRyXOBOI Nam’siTi KynbTypy B LINOMY, Bif 0COBUCTICHOrO
A0CBiAY PO3YMiHHS Ta OUiHKU My3ukun” [2, 63].

BucHoBku. XKaHpoBa nanitTpa TBOpIB AN AyXOBUX akageMiYHUX iHCTPYMEHTIB OHINpOneTpOBCHKUX
koMmnosuTopis, 3okpeMa O. Hexwras, B. MapTuHiok Ta O. Kpusyni, no3HayeHa 3BEpPHEHHAM A0 TpaguLinHUX i
A0BONi BIAOMUX MY3UYHO-KOMNO3ULIMHUX hopM. Arne TBOPYICTb BULLEO3HAYEHNX MUTLB SCKpaBO No3Havae-
TbCHA npouecamn pereHepaldii, MOHOBIEHHS BiAMNOBIOHUX XaHPOBMX SBULL, Ha PiBHI BaroMoro yctaneHHs Ho-
BOI XaHpoBoi cdopmadii. Tak, iIHTpoayKuUia 3 Ti dyHKUIOHaNbHUM 3Ha4YeHHAM BCTyny 00 6inbw macwtabHoro,
KOMMO3WLINHO CTanoro TBOPY MO3HAYaeTbCs K CaMOCTIMHUIA XYAOXHbO AoseplueHuin xaHp (O. Hexwurain).
OTpuMye 03HaKM abCOMOTHOI XYAO0XHBOI CaMOCTINHOCTI, XXaHPOBOI CBOEPIAHOCTI 1 Npentoaisa, came y ayxo-
BOMY akageMiYHOMY COfbHOMY MY3UYHO-BUMKOHaBCbKOMY MucTeuTBi (O. Kpuyns). EBontouinHi npouecu xa-
HPY IHCTPYMEHTaNbHOro Comno BMpasHO NO3HavyalTbCsa CMHTE30M MucTeuTs (B. MapTuHiok). Mpu usomy cnig
nigKpecnuTK, LWo NpoLLECH XaHPOBOI KpucTanisauii BiabyeatloTbcs 3i 36epeXeHHsIM iCTOpUYHKX oxepen ¢o-
PMYBaHHSA O3HAYEHUX XaHPOBUX SABULL, iX FEHHOI CTPYKTYPMU.

HeobxigHo Big3HauMTK, WO NPoLECK XaHPOBOro PO3BOIO BiAOYyBalOTLCS TAKOX M HA 3acagax akTuB-
HOro, OieBO NPOAYKTUBHOIO 3BEPHEHHSI Cy4acCHUX AHINPOMNEeTPOBCLKUX KOMMO3UTOPIB OO HETpaauuinHuUX 3a-
cobiB BMpa3HOCTi Ta XyAOXHbO €BOMOLIMHUX i, WOoA0 OHOBMEHHA Ta NEBHUX BMAO3MIH TpaauLUilHOro ap-
CeHany BMpas3oBUX MOXITMBOCTEN AyXOBOro akageMiyHOro iHCTpyMeHTapito.

MepcnekTMBo Noganblunx AOCiAKEHb Y BEKTOPI 3asiBNEHOI TEMU MOXe CTaTu I'PyHTOBHUN TeopeTud-
HWUIR, METOAMKO-BMKOHABCLKUIA aHani3 TBOpIB ANs AYXOBUX akadeMiYHWX iHCTPYMEHTIB He nuile OHINponeTpoB-
CbKMX KOMTMO3MTOPIB, are 1 6araTboxX BITYM3HAHUX MUTLIB, YreHiB HauioHanbHOT cninky KoMno3uTopis YkpaiHu.
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THE SPIRIT OF MUSIC IN HARMONY OF THE WORLD
AS THE VALUE OF CIVILIZATION

Purpose of the research. Research is connected with the study spirit of music in the of civilization process.
Conversion cultural-historical continuum always gets reflected in the arts. Music has always positioned as a reflection of
the universe, therefore, that the spirit of music considered as valuable civilizational process. Methodology of the re-
search is a use of comparative and historical-logical methods. The above methodological approach allows to reveal and
to analyze certain views on music in relation to its role in the world. Scientific originality consists in expanding notions
of the spirit of music as a higher civilization harmony. Analysis of music in terms of philosophy provides opportunities to
distinguish the concept of the spirit of music as a determinant which subordinates and gradually takes control of higher
energy space. The creative personality in this context limits music in the form of spatial and temporal characteristics of
certain historical levels, which helps identify the spirit of music. Conclusions. The spirit of music as created within the
cultural traditions to create a successful music product that is "visible" to vtilennyayi traditions and cultural heritage. That
spirit of music implicitly integrates humanity to a new level of harmony of civilizations. This can help save the world from
global war, to make the next level of human evolution on the foundation of conscious harmony, creating a global world
through science, spirituality and art.

Keywords: spirit of music, harmony, value, civilization.

Kabnoea TemsiHa BopucieHa, kaHOuGam mucmeumeo3Hascmea, doueHm kagedpu akademMidHo20 ma ecm-
padHoeo sokarny IHcmumymy mucmeume Kuigscbko2o yHieepcumemy im. bopuca lpiH4eHka

TumoweHko J1eoHriO, KepisHUK iHMerniekmyarnbHUX npoepam KynbmypHoeo ueHmpy "Die Zukunft Welle" (Pocis
— HimeyyuHa)

Oyx My3uKun B rapMOHii CBiTy SIK LiHHiCTb uUMBini3auii

MeTa po6otu. [JocnimkeHHs NoB'a3aHe 3 BUBYEHHAM OyXy My3uKW B LMBINi3aUiniHoMy npoueci. 3MiHa KynbTypHO-
iCTOPUYHMX KOHTUHYYMIB 3aBXAM OTPUMYE CBOE BTIMEHHA Yy Buaax mucTeutsa. Mysuka B ycCi Yacu nosuuioHyBanacs sk
BinobpaxkeHHs1 BcecBiTy, TOMy AyX My3vKM PO3rMsiHYTO SIK LiHHICTb UpBinisaujHoro npouecy. MeTtogonoria gocnigkeHHs
nomnsarae B 3aCTOCYBaHHI KOMMapaTMBHOIO, iCTOPUKO-NONYHOTO MeToAiB. 3a3HavyeHn MeTOAONOMYHUIA Nigxia Aae 3mMory pos-
KpUTW Ta nigoaTv aHanisy neBHi Mormsav Ha My3wKy Lofo ii 3HaveHHs y cBiTi. HaykoBa HoBM3Ha poboTv nonsrae B
PO3LUMPEHHI YABMNEHb NPO AyX My3UKU SK BULLYY rapMOHIto LmMBIni3auii . AHania My3v4HOro MUCTeLTBa 3 TOYKM 30py dinocodii
[ae MOXIIMBICTb BUOKPEMWUTM MOHATTA NPO AyX MY3VKU K NEBHY AETEPMIHaHTY, sika MOCTYNOBO MiAnopsiakoBye Ta 6epe nig
CBill KOHTPOSb BULLY eHeprito Kocmocy. TBop4ya 0CoBUCTICTL y TakoMy KOHTEKCTI 0OMexxkye B hbopMy NpOCTOPOBY Ta 4acoBy
XapaKTEPUCTUKN NEBHOIO ICTOPUYHOIO PIBHS, LLO N CNPUSIE BUSBIEHHIO AyXy My3uku. BucHoBku. [lyx My3ukun, chopMoBaHun y
MeXXax KynbTypHUX TpaguLuin, Aae 3MOry CTBOPUTY YCMILLHUIA My3UYHUIA NPOAYKT, AKUA € "BUaMMUM" Ans BTINEHHA Tpaguuii Ta
KynbTypHOI cnagwmHy. Came Ayx My3vKM iMaHEHTHO IHTErpye nioACTBO B HOBWI piBeHb rapMoHii LBinisadi. Lie moxe gono-
MOITV BPSATYBaTW CBIT Big rnobanbHoi BiiHW, 3ano4yaTkyBaTu HOBWIA PiBEHb JOOCHKOI €BOMOLUii Ha (PyHOAMEHTI CBiJOMOI
rapMOoHii, CTBOPUTU rnobarnbHWIA CBIT 3a AOMOMOrOK HayKu, AyXOBHOCTI | MUCTELTBA.

Knroyosi crnosa: "gyx My3ukun", rapMoHisi, LiHHICTb, LiMBini3auis.

Kabnoea TambsiHa BopucoeHa, kaHOuGam uckyccmeogedeHusi, OoyeHm Kaghedpbl akadeMu4eckoz20o U acm-
padHoeo sokana MlHcmumyma uckyccme Kueeckoao yHueepcumema um. bopuca puH4YeHKO

TumoweHko JleoHUud, pykogoOumesrib UHMENNeKmyasbHbIX MpospaMM KyrbmypHo20 ueHmpa "Die Zu-
kunftswelle" (Poccusi — epmaHus)

[AyXx My3bIKM B rapMOHMU MUpPa KaK LLeHHOCTb LUBUNMU3aumm

Lenb pa6oTbl. ViccneaoBaHne CBA3aHO C M3yYeHUEM dyxa My3blkv B LIMBUNM3ALMOHHOM npouecce. MameHeHne
KyTbTYPHO-UCTOPUYECKUX KOHTUHYYMOB BCEraa nosiydaeT cBoe BOMJIoLLeHMe B BUaax UckyccTea. Mysbika BO BCe BpeMeHa
Nno3vUMOHNPOBanachk Kak oTpakeHue BceneHHow, NoSToMy AyX My3bIKM PacCMOTPEHO KaK LIEHHOCTb LMBUM3ALMOHHOIO
npouecca. MeTogonorus MccnenoBaHns 3aknoyaeTcsl B NPUMEHEHNN CPaBHUTENBHOIO, UCTOPUKO-ITIOMMYECKOro METOAO0B.
YKasaHHbIN MEeTOO0NOrMYECKMIN NOAXO0A NO3BONSET PaCKpbITe M NOABEPrHYTb aHanM3y onpeneneHHble B3rnsabl Ha My3blKy
OTHOCUTENbHO ee 3HaveHuss B Mupe. HayyHas HoBM3Ha paboTbl 3aKnioYaeTcsl B paclUMpeHun NpeacTaBneHnin o ayxe My-
3blKM KaK BbICLLEN rapMOHMM LIMBUAM3aUMN. AHanM3 My3bIKaribHOro MCKYCCTBA C TOYKM 3peHus nnocotmm aaeT BO3MOX-
HOCTb BbIAENUTbL MOHATME O AyXe My3blKM KaK HEKYH AeTepMMHaHTY, KoTopasi MOCTEeNeHHO NMOAYMHSET 1 GepeT nog CBou
KOHTPOMb BbICLUYO 3Heprnio Kocmoca. TBopyeckasi MMYHOCTb B TAKOM KOHTEKCTE OrpaHuumBaeT B hOpMy MPOCTPaHCTBEH-
HYIO U BPEMEHHYIO XapaKTEPUCTMKN OMpPEeLerieHHOr0 MCTOPUYECKOrO YPOBHSI M CMOCOOCTBYET BbISIBIIEHUIO AyXa MY3bIKU.
BeiBoabl. [lyx My3biku, CO3AaHHbIA B pamkax KynbTypHbIX TPaauLmi, NO3BONSET cO30aTth YCMELHbIn My3blKanbHbIA npo-
OYKT, KOTOpbIA sBNseTcs "BuanmMbiM" AN BONSOLWEHMS Tpaguumm 1 KynbTypHOro Hacneams. MIMeHHO AayX mMy3blKn MMMa-
HEHTHO MHTErpupyeT YenoBeYecTBO B HOBbI YPOBEHb rAPMOHUM LMBUNU3aUmMn. OTO MOXET NMOMOYb CNacTu MUp OT rro-
GanbHOM BOWMHLI, CHOPMMPOBATL HOBLI YPOBEHb YESIOBEYECKON 3BOSOUMM Ha byHOAMeHTe CO3HATEeNlbHOW rapMOHUK,
co3faTh rnobanbHbIi MUMP C MOMOLLILHO HayKK, AYXOBHOCTM M UCKYCCTBA.

Knrouessie criosa: "ayx My3blkn", rapMOHUs!, LLEHHOCTb, LIMBUNN3aLms.
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The survival of civilization has shifted from the realm of technocratic in the field of Spirituality, in the
scope necessary understanding of each person of the Earth of its moral responsibility for the evolutionary
path of development as the fundamental Law of the Cosmos. In the current world, after all the greatest tech-
nological and scientific advancements, there is still much of opportunities studies of eternal categories. One
from ageless category it's categories of art. All kind of art must sustain mutual dialogues and proposals for a
more secure and dignified society; because poetry, music, dance, painting, sculpture... each one with a
different language of expression, tries to stimulate our emotions and for that they look for to touch the fibers
of our more intimate and deep feelings of our life. However, we must consider that in the present human
society, art and science are quite separated in the methodology used for study and action. We can see kind
of art like a semantic component of eternal intersubjective, intercultural and intertextual dialogue. But from all
kind of arts music has most systematic investigation of the essence as the whole cultural phenomenon of
World. The methodology studies music in context of philosophy leads to the understanding of the music as a
continuous trans-historical process that connects Human with World [1, p.48].

Long time category of music postulated in philosophy as the category universal senses for studies of
evolution of the interactive process in World.. The greatest prophets, philosophers, peacemakers and social
reformers studied music like a part of great emotional power regard for harmony of people and World . These
conceptions are considered in the socio-cultural context in scientific works of such researchers as O. Burlina,
O. Vasylyev, A. Zis, N.Kashyna, R. Moskvina, I. Pal. The fundamental links between music and World are
found out in the researches of F. Nietzsche, A.Schopenhauer, O.Spengler , B. Asafiev, M.Bahtin, O. Sohor,
Yu. Tynyanov, M. Kahan, B.Propp, O. Freydenberh.. Music penetrates further than may penetrate any differ-
ent impression of the world and only a philosophical, religious and sociological imagination is like it.

Civilization complex processes of human development are forming a cultural environment global
paradigm. All around us, without distinction, have great responsibility to build and position ourselves for peace.
Against this background, we should establish the need for cultural and historical processes and their imple-
mentation in some creative constants [4]. Music is the most beautiful and thing of harmony in the world that can
be achieved by people. Every thought that can to be in world is also of music. Every correct idea is the right com-
bination of tones. If a man thinks and understands correctly, this is the best music that exists in the psychic world.
Music is the movement of beauty. But among different kinds of art, music is the most important because it is built
according to the Universe harmony laws, where reigns the right proportion and the right rhythm.

World’s harmony is the true spirit of human beings, because it gives them the most important knowl-
edge for social life: the knowledge of cause and creators of global cosmos, that provide real life to people.
The world needs for harmony becomes more urgent in the face of constant military conflicts. The emphasis
on harmony as the paradigmal system of human existence result is the kind of context that matches the
human existence culture. Human activity becomes possible through continuous flow of two streams of en-
ergy, the downlink and uplink.

The accumulation of energy necessary for stable operation of the body, is carried out in the energy
centers. Each of these centers gives outward energy and gets her in contact with the environment and people.
Beauty is born from the harmony at all these spheral levels and between them. The beauty of music is born by
the harmony of the spheres of cosmos, society and the person. At the same time human music is a science,
and you have to learn it consciously to penetrate its deeper meaning and to understand the consonance of
Global Peace Science full with harmony of SPHERONS as social music. Harmonious society is a society of the
new "creative person" in scale and perception — the mind is a blank, with an open mind, broad knowledge, a
philosophical turn of mind, global coverage of vital interests, a love of nature, people, art. It takes a certain
ideology of life — the joy of creativity, the discovery of the own talents and giftedness of others and participate in
the General programs of the global system of creative employment. The real creative work is accompanied by
a rejection of individuality. Composer creates a form, the content directed to an ideal state. The opening in the
person of his talents is immense joy is and it is not comparable nor domestic success and reward. "A creative
person" is constantly creating new spaces actively working brain cells, which before was in a disconnected
mode. The gifted man is high grade of personality. And assessment of giftedness can give only a gifted. Talent
is given to us as a "Gift from above" to advance the strategic plan in the development of man himself, and at
the same time, it allows you to draw a picture of the perspective of the development of mankind.

Considering art as a form of expression creativity culture harmony of the human being, Frederick
Nietzsche drew attention to the irrational part of the cultural and historical processes [3, p. 480]. Nietzsche
formed the "the spirit of music" concept as a general and universal content being which determines any phe-
nomenon, but the meaning of which in principle cannot convey the other kind of arts. All people have the
same supply of brain cells to develop themselves [6, p. 485]. The baby inside mom doesn't see the outside
world, but he hears it! It turns out that the brain of a child come from the voices and music. Music can be the
basis for the first development at a very early age of epoch, namely before started this epoch. This music
have harmonious and sensual spirit, with lots of information. And this spirit of music will react to the subcon-
scious of people of epoch. Every epoch has special music and this music does not mean the blank sheet of
paper on which our World will be writing all culture of this epoch. In this context, the cultural spirit of music is
an abstraction, deliberately devoid of any kind verbal or conceptual nature. World will be writing all culture of
this epoch. In this context, the cultural spirit of music is an abstraction, deliberately devoid of any kind verbal
or conceptual nature. When was born new spirit of music (new kind of music, new instrumental com-
position)it is very important to continue this invisible communication between genertion of epoch. Music
relates to fine arts which not only decorate the life but also harmonize the inner world of human in all of its
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four fundamental eternal spheres: character, consciousness, will and material body of individual epoch.
Music has immanent features of particular object or event like a mirror of the World.

Spirit of music sets up and leads you to harmony with life. Music adjusts to a harmonious way as the
inner spheres of personality among themselves and with external spheres of society and nature. Beauty is
born from the harmony at all these spheral levels and between them. The beauty of music is born by the
harmony of the spheres of cosmos, society and the person. At the same time human music is a science, and
you have to learn it consciously to penetrate its deeper meaning and to understand the consonance of spirit
of music full with harmony of historical, social, culturally life. In his discussion the spirit of culture Nietzsche
emphasizes the unique role of music in culture-creativity existence. The whole world is one musical com-
position of spheral harmony.

The spirit of music have unconscious emotional expression of the inner essence and harmony of the
world, volitional quintessence of life. And of course, the unique abilities the spirit of music are the core value
of culture humanity . In sum, spirit of music emphasize the great ethical principles and wisdom the of
humanity — all the other manifestations that mark Homo sapiens as an unparalleled species in every epoch.
Music returns world to the source that created it to its spheres. Creative self-development of the epoch
begins to take an avalanche-like nature of the process. this internal talents are manifested one after the
other. World discovers in himself musician, musician opens the artist, the artist discovers in himself
choreographer, choreographer opens a sculptor, sculptor opens up the poet, the poet discovers philosopher,
the philosopher discovers in himself the statesman, the statesman discovers in himself the sociologist, the
sociologist opens in himself healer, the healer discovers in himself Teacher. It creates new level a Society of
Harmonious Consciousness as Society of Global Peace from Harmony through Science and Music. The
human in this Harmonious world is harmonious essence of the universal scale.

So music is a metaphysical foundation of the world, "power of harmony". The musical product created
within the cultural traditions and recognizes successful only if through this musical product is "visible" enough of
this tradition and cultural heritage and which implicitly brings a new level the harmony of civilization. This can help
to save the world from a global war, make new level of human evolution on foundation of conscious harmony,
creating global peace through science, spirituality and arts. In sum, spirit of music emphasize the great ethical
principles and wisdom the of humanity — all the other manifestations that mark Homo sapiens as an unparalleled
species in every epoc. The Spirit of Music transmits the actual harmony of time — true feelings in opposite over
conventional enemy, any artificial exclusion and any misunderstanding of man by man.
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GERMANY - UKRAINE: SOCIO-CULTURAL APPROACH
TO THE ENVIRONMENTAL PUBLIC ADVERTISING

Purpose of the research. The article studies the imagery and stylistic trends of environmental public advertising, includ-
ing in the structure of Media space Germany and Ukraine. The activation of attention to the problems of contemporary environ-
mental protection and rational use of natural resources greatly will facilitate the eco-culture development of society, especially the
younger generation. Methodology of the research is the used of socio-cultural approach to study the interaction of verbal and
visual components of eco-poster. Scientific originality of the research is to advanced study the social appeal as a combined ver-
bal-visual model, the language of which is based on stylistic devices and means of Postmodern culture. Original artistic images,
nonstandard interpretations, humor and satire are needed in today's eco-posters, and so it becomes more important to use crea-
tive technologies in the creation of social appeal — metaphor, metonymy, allegory, association, hyperbole. It is noted that the main
purpose Triennial "4th Block, Chernobyl" in Kharkov, which organized the Ukrainian Association of graphic designers — to attract
the global attention to environmental problems and the effects after social, technogenic and natural disasters. Comparative analy-
sis was revealed that the German environmental poster are interesting and imaginative, because the environmental issues have
been a lot more attention in the society, and in accordance with the eco-topic theme are cultivated and distributed in the Media.
Conclusions. This materials are part of the workshops "Public advertising" in Munich Ludwig-Maximilian University. In view of the
shift to the visual component in advertising appeal, we are considers practicable for further development of the integrated course,
which can be used not only for designers, but advertisers, culturologists, sociologists, sociocultural activities managers also.

Keywords: eco-poster, environmental public advertising, visual means, advertising graphics, imagery.

Hoeikoea OneHa MukonaieHa, PhD, OdouyeHm IHcmumymy cnog’ssHCbKkOi @birtonoaii  MioHXeHCbK020
yHisepcumemy Jlodsiea-MakcuminiaHa

lNpuwieHko CeimnaHa BanepiieHa, 0okmop Hayk eabinimosaHull y eany3i dusaliHy, npogecop IHcmumymy
OuzaliHy ma peknamu HauyioHanbHoi akademii kepigHUX Kadpie Kynbmypu i Mucmeyms, YneH Crinku dusatiHepie YkpaiHu

HimeuyuuHa — YkpaiHa: couiokynbTypHUM NigXia A0 eKonorivyHoi couianbHoI peknamu

Meta po6oTtu. CtaTTio NPMCBAYEHO A0CHiMKEHHIO 0O6pPa3HOCTI Ta CTUNICTUYHMX TEHAEHLIN eKONOriYHOT coLlianbHol pex-
namu, 30Kpema, B CTPYKTypi Megia-npoctopy HimewunHn Ta YkpaiHv. AKTuBI3aLis yBarv Ao Npobriem Cy4acHOro HaBKOMMULLHBLOMO
cepefoByiLLa Ta PO3YMHOTO CMIOXUBaHHSI MPUPOAHWNX PECYPCIB 3HAYHO CTIPUSITUME PO3BUTKY E€KO-KYIbTypY CYCrinbCTBa, 0cobnv-
BO MOSI0ZOro nokosiHHA. MeToponorisi JOCNimMKeHHsT Nnonsarae y 3acTocyBaHHi COLLIOKYIbTYPHOrO niaxody A0 Obr'pyHTYBaHHS
B3aEMO3B'AI3kiB BepbaribHuX i BidyanbHMX CKIaooBuX eko-nnakata. HaykoBa HOBM3HA [OCTIKEHHS nosisirae y nornneneHomy
BMBYEHHI COLLiarnbHOTO 3BEPHEHHST sIK CYKYNHOI BepbarnbHo-Bi3yarnbHOi Mogeri, MoBa SIKOI CrIMPaETbCst HA CTUICTUYHI NpUioMy Ta
3acobu KynbTypu noctmMoaepHy. OpuriHanbHi XyooxHi 006pasn, HecTaHAaPTHI iHTepnpeTaLii, ryMop i caTupa HeobXiaHi B Cy4acHMX
€eKo-Mnrnakartax, ToMy crae Bce GifblLL BaroMMM BUKOPUCTAHHS TBOPHMX TEXHOIMONN y peknamHin rpadpiui — metadpopy, METOHiIMIT,
aneropii, acouiauji, rinepbonn. 3asHaveHo, WO OCHOBHa MeTa TpueHane "4-i brok, YopHoGunb" y Xapkosi, siki opraHiaoBaHO
YkpaiHCbKoto acouiauiero rpadivHMx Av3anHepiB — MPUBEPHYTU yBary CBITOBOI MPOMafCbKOCTi A0 NpoGneM HaBKOMMULLHBOMO Ce-
penoBuLa i HacNiaKiB couianbHMX, TEXHOrEHHUX i NpupoaHMX Katactpodp. MpoBeaeHwin kKoMnapaTvBHUA aHaris BUSIBUB, LLO
HIMELIbKWIA eKONOMYHWUIA NakaT LjkaBilumiA Ta 00pa3HWiA, OCKiNbkK NpobrieMam eKkosorii y CycninbCTBi NpuainseTscs Habarato
GinbLue yBary, i BignoBiaHO A0 LbOro exo-TemaTyika KyrbTUBYETLCS Ta MOLUMPIOETLCS Y 3acobax MacoBoi iHgopmaLlii. BUCHOBKMW.
MpencTtaBrneHi MaTtepiany € YacTMHO TeMaTudHKX cemiHapis "CoujanbHa peknama" B MioHxeHCcbkoMy YHiBepeuTeTi Jlioagira-
MakcuminiaHa. Y 3B'A3Ky i3 3MiLLEHHSAM aKLEHTIB Ha Bi3yarbHy CKNagoBy Yy PeKNamMHOMY 3BEPHEHHI, OOUNIbHUM BBaXKAETbCA MO-
Aanblua po3pobka JaHOro iHTErpoBaHoOro Kypcy, sikuii Moxe OyTWU KOPUCHMM He nuwe Agis inorori, a Takox pPeknamicTis,
KyrbTYPOJSIOriB, COLJONOriB, MEHEMKEPIB COLOKYNbTYPHOI AisNbHOCTI.

Krnroyoei crioga: exko-nnakar, ekornoriyHa coljianbHa pekrnama, BidyanbHi 3acobu, peknamHa rpacdika, 0bpasHicTb.

Hoeukoea Enena HukonaeeHa, PhD, douyeHm VHcmumyma criagsiHcbkoU ¢purnonoauu MoHxeHcKko20 yHusep-
cumema JTodsuza-MakcumunuaHa

lMpuweHko CeemnaHa BanepbeeHa, 00KmMop Hayk xabunumuposaHHbIl 8 chepe OusaliHa, npogeccop VH-
cmumyma du3saliHa u peknambsl HayuoHanbHol akademuu pykogodsuwux kadpos Kyribmypbl U Uuckyccms, YrieH Coro3a
du3aliHepos YKpauHbl

FepmaHuna — YKpanHa: COLMOKYIbTYPHbIA NOAXO0A K IKOJIOrMYeCKOW coumnanbHON pekname

Lenb pa6oTbl. CTaTbst NOCBsiLLEeHa UccrneaoBaHuo 06pasHOCTM N CTUNMCTUYECKMX TeHAEHUMIA 3KONOrMYeckom
coumanbHOW peknambl, B YaCTHOCTU, B CTPYKType Meaua-npoctpaHcTea fepmanHum n YkpauvHbl. AKTUBM3ALMSA BHUMAHNS
Ha npobremax COBpPEMEHHOIN OKpYXatoLen cpeabl 1 pa3ymMmHOro notpebneHns npupoaHbIX pecypcoB Oyaer 3HaunTenb-
HO cnocobcTBOBaTL Pa3BUTUIO SKO-KYNbTypbl 06LWEecTBa, 0COOEHHO MONoaoro nokoneHus. MetTogonorus nccnegoBaHus
COCTOUT B UCNOJb30BaHNN COLIMOKYIbTYPHOIo nogxoaa K 060CHOBaHMIO B3aMMOCBSA3e Bep6aanb|x N BU3yaribHbIX CO-
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CTaBMsOLWMX 3Ko-Nnakata. HayyHas HoBM3Ha vccrnedoBaHUs COCTOUT B yriybrneHHOM m3ydeHuu coumarnbHoro obpa-
LLIeHMs1 Kak COBOKYMHON BepbanbHO-B13yarnbHOM MOAEeNM, S3blk KOTOPOI ONUPaETCst Ha CTUITMCTUYECKUE NPUEMbl U cpea-
CTBa KyNnbTypbl NocTMoaepHa. OpurnHarnbHble Xy4oXeCcTBeHHble 06pasbl, HeCTaHAapTHbIE MHTEpNpeTauun, oMop U ca-
TUpa HeoGXoaNMbl B COBPEMEHHbIX 3KO-MrlakaTax, Mo3TOMy CTaHOBUTCS BCE Horee BakHbIM UCMNOSb30BaHNE TBOPYECKMX
TEXHOMOri B pekramHoln rpaduke — metadopbl, METOHUMUK, anseropuu, accoumaumm, runepbonsbl. MNMog4yepkHyTo, YTO
OCHOBHasi Lienb TpueHHane "4-i bnok, YepHobbink" B XapbkoBe, OpraHM30BaHHbIX YKpauHCKon accoumnaumen rpacgpmye-
CKUX AM3aNHEPOB — NPUBIEYb BHUMaHWE MUPOBOW OOLLECTBEHHOCTM K MpobnemMam okpyxaroLLlein cpeabl U NocneacTBui
coumarnbHbIX, TEXHOTEHHbIX U NPUPOAHBLIX KatacTpod. NpoBeAeHHbI KOMNapaTUBHbLIN aHanu3 BbISBUM, YTO HEMELKUI
3KONOrMYECKUIA MNnakaT MHTepecHee U obpasHee, MOCKonbKy npobriemam 3sKonornv B 06LLEecTBe yaensieTcsl HaMHOro
Gonblue BHMMaHWS, COOTBETCTBEHHO 3KO-TeMaTuKka KyrbTUBUPYETCSt U pacrnpoCTPaHSeTcs B CPeAcTBax MacCOBOW MH-
cdopmauun. BeiBoabl. [peactaBneHHble MaTepuanbl SBRASAIOTCS YacTbio TemaTuyeckmx cemmHapos "CoumanbHas pek-
nama" B MioHxeHckom yHuBepcuTeTe Jliogsura-Makcummnmana. B ¢Bs3n co cMeLLeHneM akuEeHTOB Ha BU3yarbHYyH CO-
CTaBMsOWY B peknamMHoMm obpalleHun, uenecoobpasHbiM NpeacTaBnsieTcs AdanbHenwas paspaboTka [AaHHOro
MHTErpMpOBaHHOIO Kypca, KOTOPLIA MOXET ObITb MOMe3HbIM He TONbKO AN (OUNOSIoroB, HO Takke PeKNnaMUCcTOB, KyrbTy-
POJSIOroB, COLMOMNOroB, MEHEIKEPOB COLIMOKYIbTYPHOW AEATENbHOCTH.

Knoyesbie crosa: ako-nnakar, SKonornyeckas coumnanbHas peknama, BuayarnbHble cpeacTBa, pekrnamHas rpa-
duka, 06pasHOCTb.

In the modern conditions of excessive anthropogenic influence on the environment, the task of forming ef-
ficient programmes of management of natural resources and nature protection activities seems to be of current
concern. It is impossible to fulfil these tasks without shifting moral accents, directives, social priorities and simulta-
neously adopting new cultural practices to the benefit of harmonious development of men and perception of the
nature as the highest value. Global environmental problems touch every inhabitant of the planet; some care less
about them, some more — but pollution of the environment overcomes borders very easily. The recycling of
wastes of modern production and discarded things is hard to be assessed with precision and remains a subject of
research by many entities. We although observe insufficient quantity of ecological social calls in the media space
presently — outdoor advertisements and isolated articles on news portals are most frequent. This especially re-
gards the media in Ukraine. A critical analysis of the linguistic and esthetical levels of advertising appeals reveals
usage of outdated approaches: text clichés, Soviet-style visual elements and absence of original ideas. So the
objective of this article is studying and comparing verbal-visual aspects of environmental advertisements, specifi-
cally in the structure of the German and Ukrainian media.

Analysis of the latest researches and publications uncovers an acute shortage of publications of both
scientific, popular science and educational sort concerning the interdependence of the society and nature,
targeted at a wide circle of the population, especially children and youth. In fact, there are no theoretic works
in the field, for instance the variety of topics of the workshop conference entitled “Social advertising in
Ukraine” in Kyiv omitted considering ecological posters. Advertising specialists highlight this too: the interdis-
ciplinary approach to development of namely ecological social advertising finds only smattering of reflection
in the Ukrainian academics’ works [1].

The contradiction between convenience, usability and problems of processing versatile material
stimulates invention of technologies of production of novel and safe materials and their follow-up recycling.
American designer and advertising specialist V.Papanek criticised the excessive manufacturing of commodi-
ties and their planned obsolescence, linking the environmental awareness to the engineering process and
propagating creative solutions taking into account ecology problems [3]. O.Pavlovska, studying the history of
ecological advertising, notes that now the key task is reforming the mass production with reducing to mini-
mum the detrimental consequences for the environment while preserving the consumer comfort and the im-
age of industrial brands. This was called ‘ecological modernisation’ and now it is at its height [2].

Social responsibility nowadays means to consume as little natural resources as possible and produc-
ing as low amount of waste as possible. Scholarly articles of the international Nature journal [12], publica-
tions by the international organisations Greenpeace [7] and Global Engagement [6], Rachel Carson Center
for Environment and Society in Munich [8] and also the Federal Ministry of Food and Agriculture in Berlin [11]
are the most authoritative among the abroad studies of the ecology problems and popularisation of their so-
lutions. In addition to publications and conferences, these entities actively organise eco-seminars, displays,
fairs of eco-products and eco-design, and spread environment-related information through mass media.

Organic materials, organic components, organic products; nature colour schemes in the interior, clothes,
advertisements; eco tourism; energy efficiency; and formation of a new lifestyle in the urban medium have been
gaining popularity recently. Modern designers are looking for harmonious aspects of their works in the very com-
ponents of the nature harmony: structures, shapes, materials, colours, patterns and figures. They have pro-
claimed a new motto “Ahead to the nature!” (and not backwards), which means responsible attitude to the nature,
fruitful usage of its laws in the designing activities. The aesthetic potential of the natural harmony is to facilitate the
shaping of creative thinking and also perfecting the body-space medium. The nature offers art experts an inex-
haustible treasury of inspiration, but we study the nature for the sake of understanding our place in it too [10].

Eco-design is a branch of contemporary engineering, the dominating factors in which are demands of envi-
ronment protection, saving natural resources, waste-free production technologies, organisation of sustainable con-
sumption processes, and prohibition of genetically modified products. The “green design” includes the entire life cy-
cle of the commercial product: extraction of raw materials, environmental consequences of their processing, the
amount of energy spent, and recycling efficiency. Eco-parks are emerging, the output of eco-food and eco-cosmetics
is growing. For example, in October 2015 Leipzig hosted a design exhibition under the slogan “Eco-design for social
changes” where most of the displayed items were aimed at a pivotal change of the modern society’s lifestyle.
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Ecology problems found their reflection in the ecological poster which can be considered as a variety
of social advertising. The global Earth Day is celebrated on April 22, the day of environment protection and
saving natural resources. Every spring many countries conduct all sorts of contests of eco posters or draw-
ings, exhibitions and Olympiads.

Examining the visual methods and specificity of the poster in the context of social advertising, let us
denote that the poster is a widespread kind of graphic arts whose artistic features are determined by the agi-
tation function. People have to perceive the sense of information in motion, and this determines the visual
form of the poster — size, laconism of the image, limpidity of the idea with or without the concise text, easy-to-
read fonts and bright colours. The most widespread advertising (commercial) poster often uses photographs,
character elements and association-emotional methods of influence on potential buyers. The social poster
belongs to non-commercial mass media. The skill to see and depict the idea in the poster, the poster-wise
mode of thought, anxiety and fervency in the aspiration to capture the viewer’s attention are designer’'s main
characteristics. The poster artist has to put the idea through the filter of internal analysis of self and the cor-
responding topic in order to get the image across to the certain audience in a simple and expressive fashion.

The history of ecological social advertising (and social advertising in general) started back in 1906,
when the American Civic Association organised a campaign to protect Niagara Falls from the damage done on
it by energy companies. New styles in arts (constructivism, futurism, cubism, symbolism) stimulated further evo-
lution of the poster, whose objectives were outlined by the French artist A.Cassandre: “The aim of pictorial art
lies in itself and the poster is a means of communication between the merchant and the consumer; it is nothing
less than the telegraph. The poster conveys information on in a clear and expressive form” [4]. After World War
I, the meaning of the poster lessened for a certain period. It gave way to the radio, photograph and mass me-
dia. Lithography became uneconomic and therefore it was replaced with offset printing and silk-screen printing
which are though unable to reproduce the variety of shades and textures. In the 1960s, Swiss graphic designer
and typographer W.Weingart used a transition from a set of metal letters to photographic typesetting for devel-
oping a new technique of image creation which allowed devising new sophisticated textures, figures and im-
ages that resembled collage. All tumultuous events of the past century sharpened the need of the poster as an
effective and quite cheap means of influence on the society. In Western Europe, establishment and develop-
ment of the poster was predetermined by Germany, Switzerland, France, Italy and Poland [4].

In the 1970s-80s, anti-war, ecological and cultural-entertaining genres of the poster were developing
in the Soviet Union and particularly in Ukraine. This was prompted by certain events: the possibility and free
flow of information from international poster reviews and presentation by domestic artists of their own crea-
tive works alongside the works by world-famous masters, and also capability of the artistic educational insti-
tutions to teach students properly. One of the main parts in the
rise of the poster was played by contests and exhibitions con-
ducted by the Artists’ Union and publishing houses in Moscow, Trenne, denn
Kyiv and Kharkiv. The socioeconomic crisis in Ukraine in the Biomiill soll dir
late XX century arrested the art of the poster. The cultural- : 1
entertaining (theatre, circus) genres suffered firstly; on the other nicht Banane sein
hand, the commercial poster gained momentum — unfortunately
its aesthetic value was not too high.

In the present days, the poster is developing dynami-
cally also as a style of graphic arts and as an applied industry —
advertising graphics. In Germany, the poster plays a noticeable
role in international design processes thanks to campaigns,
poster contests and exhibitions. But, for the time being, the
main meeting point of the poster with its viewer is advertise-
ments in the urban medium. For example, they use a wordplay
of biowaste and banana (‘Banane sein’ is an idiom meaning
‘don't care’) which means to sort consciously because you must
care about biowaste and organic garbage (‘ist mir Banane’ in
German) (Fig. 1).

In Ukraine, poster exhibitions are held on a regular ba-
sis — topical, regional, personal — but access to them is very
limited and receives almost no coverage by the modern media. The urban medium lacks ecological social
advertisements but the outdoor media (billboards, city lights, advertisements on transport and in the under-
ground) appear to be the most efficient today.

Specific visual methods of the poster — flat image, generally comprehensible symbols, eye-catching
juxtaposition of colours, scales, points of views, degrees of conventionality, satiric characters etc. The poster
artist’s creative method is largely specified by the level of aesthetic development of the target public. So, ele-
vation of the viewer’s general culture will inevitably lead to a change in the appearance of the poster, made
at a high artistic level; it can become an important factor of the positive aesthetic effect. For a hundred years
‘green advertisements’ have been raising environment-conscious people, becoming brighter and more ex

In September 2013, Lviv was hosting an ecological poster exhibition entitled Nothing Decided by
Klaus Staeck, who was the President of the Berlin Academy of Arts for a long time. For over 40 years now
his works have impressed with their relevance and laconism of reflection of the environmental problems in
the society. Mr Staeck’s posters combine art, ecology and political call that instigate people to changes. He

—

Fig. 1. An eco-poster near an
underground station in Munich, 2016
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created over 300 narrative posters most of which is devoted to environment protection. Long before the
Green Party was created, K.Staeck had turned attention to the problems related to climate change, air pollu-
tion, growing amount of garbage, nuclear waste and pollution of the World Ocean. These satirical works
without slogans impel apprehension and critical analysis of the current ecological situation.

lngaannV 3910F

TISH HAVE
pLagne

INTHEIR STOMALNE.
BARS Ve wASheT/

Fig. 2. Visual pithiness is the basic requirement to the poster, early XXl cent.

The World Wildlife Fund, founded in 1961 in Switzerland, long ago made a claim about itself as a cus-
tomer of quality, explicit and sometimes cruel ecological social advertisements. The main areas in which the WWF
works, especially in Germany [9], are climate change, protection of forests, freshwater bodies, seas and oceans,
conservation of flora and fauna, minimising the usage of toxic substances, and restoring the environment. Wild
animals at the present-day consumer market are perceived only as a raw material for tailoring clothes, footwear
and accessories, so in this case they “carry” S and XL marks in the poster. Such visualisation ordinarily arrests
viewers’ attention much quicker and sticks to their memory better than the standard depiction of fur overcoats
(Fig. 3). In general, it is worth noticing the high creative level of this organisation’s posters, whose motto is “The
nature needs advertising”.

The poster in Ukraine is successfully represented by National Academy of Government Managerial Staff
of Culture and Arts (Kyiv), National Academy of Fine Arts and Architecture (Kyiv), Ukrainian Academy of Printing
(Lviv), Kiev State Institute of Decorative Art And Design
Named M. Boychuk (Kyiv) and—most potently—Kharkiv
Academy of Design and Arts, the founder of the international
triennial of eco-poster “The 4th Block” (its president is a well-
known designer and lecturer, Prof O.Veklenko). The interna-
tional triennial of eco-poster lends its name from Power Unit 4
of the Chornobyl nuclear power plant. For the first time the
exhibition was held in Kharkiv in 1991 as a tribute to the
memory of the heroes participating in the alleviation of the
aftermath of the Chornobyl disaster. Exhibitions have become
an important event in the fields of graphic design and ecol-
ogy. The triennial collection counts some 4,000 works from
45 countries. The chief goal is to draw attention of the world
community to the environmental problems and repercussions
of the social, man-made and natural catastrophes. The
Ukrainian Association of Graphic Designers makes it aim to
join together efforts to facilitate the settlement of ecology
problems by art means and foster environmental conscious-
ness. Thanks to this, the Association has achieved wide international acknowledgment. “The 4th Block” triennial
has a distinct social focus, close and intelligible for any person, and attracts more and more participants from vari-
ous countries and continents. In relation to the artistic level, structure and representation, the Kharkiv triennial has
raised to the same level as the International Biennial of Graphic Design Brno, the Moscow Global Biennale of
Graphic Design Golden Bee and the Biennial Colorado International Invitational Poster Exhibition. But still it is
impossible to see these posters in the streets of Ukrainian towns.

The modern social poster requires interesting imagery, offbeat, humour, satire, so the usage of crea-
tive technologies in the making of the advertising message as a verbal-visual model-metaphor, metonymy,
allegory, association, hyperbole—is progressively gaining relevance. Slogans considerably amplify the emo-
tional constituent, though any information is shifting towards visuality in the 1st decade of XXI century.
Among the widespread stylistic trends we can accentuate minimalism, constructivism and post-modernism
(eclecticism — combining various visual means on the collage principle: graphic art, photography, using
pieces of art). In the recent years, advertising communications have been turning digital rapidly. Propagated
on the internet are websites and banners of not only commercial but also social focus. An interesting exam-

Fig. 3. WWF poster Fashion Claims More
Victims Than You Think, 2013
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ple of this are web developments by the German agency Media Company which specialises in socially sig-
nificant matters, as ordered by the Federal Ministry of Food and Agriculture of Germany [5].

Thus, actuality of the present environmental problems gave rise to the organisation of a joint Ger-
man-Ukrainian project ECO culture on the base of Ludwig Maximilian University of Munich for holding a con-
test of environmental drawings for children and youth in the framework of the Munich—Kyiv partnership (Sep-
tember — December 2015; the concept and presiding over by Prof S.Pryschenko). The aim of the project was
development of eco thinking, eco education and long-term collaboration of the civic communities of Germany
and Ukraine, popularisation of eco-trends, language ecology, forming a new lifestyle with the means of
poster art, and promoting the concept of clean cities. Comparing the state of reflection of environmental
problems and their understanding by the society, we can mention that the level of eco culture in Germany is
much higher; this is usually thanks to the daily nurturing of the society in this direction with the help of printed
and outdoor advertisements, television, internet advertisements, supporting various eco initiatives by the
government and private funds, and discipline of all population concerning waste utilisation.

The eco-seminars were participated by attendants of Saturday schools, children’s centres of artistic
creativity, students and lecturers of the university, a wide range of people interested in the problems of envi-
ronmental responsibility, ecological design and so on. The contest grew international — we saw the children’s
great interest in the eco themes, over 70 children from various countries who live in Munich took part: Ger-
many, Ukraine, ltaly, Poland, Bulgaria, Greece, Latvia, Hungary, France, Serbia, India, Kosovo (unrecog-
nised by Ukraine), Croatia, Romania and Iraq. It is important that the little artists at their own initiative wrote
emotional calls to the drawings although this was not the task at the contest.

Conclusions. On basis of the conducted analysis of picturesque and stylistic trends of development of the
eco-poster, it is necessary to emphasise importance of the sociocultural approach to visualisation of the socially
significant ideas and respective advertising complement. For more effect of the ecological social advertising it is
necessary to introduce slogans to posters, searching and heightening the emotional-aesthetic component. With
further financial backing, we have proposed a German-Ukrainian student media project aimed at designing and
using eco-posters in the urban and virtual media. Consolidation of efforts of specialists of the modern media
space in the direction of intensifying attention and settlement of the environment problems by every person will
considerably help the eco-culture to evolve, especially in the young generation.
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THEATRICAL ENTERPRISE AS A PHENOMENON OF THE
MODERN BELARUSIAN ART: CHARACTERISTICS, ORIGINS, PERIODS

Purpose. The research studies the private theatrical enterprise in Belarus in its historical retrospective and high-
lights the key characteristics of the phenomenon and the main periods of its development. The research methodology is the
use of combined methods: historical-comparative and art analysis. This methodological approach allows presenting the
theatrical enterprise as an integral artistic phenomenon and disclose the principles of its functioning. It also helps to identify
a number of reasons, which have had a significant impact on the development of the private theater business on the territory
of modern Belarus from the end of the XVIII century until the beginning of the XXI century, depending on political, social and
economic changes. The scientific novelty of this work lies in the extension the concepts of a private theatrical enterprise
not only as a business initiative, but also as a form of the operation of the art of the theatre. Comparative analysis of the
activity of Russian, Ukrainian, Polish, Jewish and local theater groups on the territory of Belarus allows realizing the funda-
mental differences in organization, management and financing of a non-repertory theatre and state theater, as well as to
identify its fundamental characteristics. Conclusions. Thorough understanding at the modern stage of historical evolution of
the activity of a non-repertory theatre in Belarus contributes to the expansion of theatrical proposals and supports the ne-
cessity for further development of private stage equally and in parallel with national drama theatre.

Keywords: dramatic enterprise, private theater, producer, touring enterprise features, origins of enterprise,
stages of theatrical enterprise development.

Cmenbmax [FMaHHa MuxainieHa, kaHOudam Mmucmeymeo3Hascmea, OoueHm Kaghedpu MeHedXMeHmy
coyianbHO-KynbmypHOoi GisribHocmi biflopycbko20 OepxxagHO20 yHigepcumemy Kynbmypu i Mucmeyms

TeaTpanbHa aHTpenpu3a sik ABULLE Cy4acHOro 6inopycbKoro MucTeLTBa: 03Haku, BUTOKM, nepioau

MeTa po6om. JocnimkeHHs NoB'A3aHe 3 BUBHEHHSM PO3BUTKY TeaTparbHOi aHTpenpuau B Binopyci B oro icTopuyHin
peTpocnekuii, BAGINEHHAM KIHOYOBMX XapaKTEPUCTUK SBULLA i BU3HAYEHHSIM OCHOBHMX nepiofiB ii po3suTKy. MeTononoris
OOCnipKEHHSA nonsrae B 3aCTOCYBaHHi CYKYMNMHOCTi METOAIB: iCTOPUKO-NOPIBHAMNBHOIO Ta MUCTELTBO3HABYOrO aHanidy. 3asHadeHuin
METOAOSOMYHMA Niaxia AO03BONSE YABUTU TeaTparnibHy aHTpenpuady SK LiNiCHe XyAOKHE SABULLE, PO3KPUTU NpUHUMNA i
YHKUIOHYBaHHS | BUAINUTW PS4 NPUYMH, SKi Manu 3Ha4YHWA BNAVB Ha PO3BUTOK MPMBATHOI TeaTparibHOI CnpaBu Ha TepuTopil
cydvacHoi binopyci 3 kiHua XVIII i go novatky XXI CT., B 3aneXHOCTi Big 3MiH NOMITUYHUX, coLiarnibHMX i eKOHOMIYHUX peanin. Hay-
KOBa HOBM3Ha po0OTY NOMSArae B PO3LUMPEHHI yABMNEHb NPO TeaTparbHy aHTPENpU3y He TiNbku siK NigNPUEMHMLBKY iHiLjaTMBY, a
N opMy CYHKUIOHYBaHHA CLEHIYHOrO MucTeuTtBa. [lOpiBHAMBHWI aHania aianbHOCTI Ha TepuTopii Binopyci pocincbkux,
YKPaIHCbKUX, MONbCbKNX, EBPENCBKUX | BITUYASHSHMX TeaTparlbHUX KOMEKTUBIB [A03BONSE NuOLLE YCBIOOMWUTM MPUHLMMOBI
BiAMIHHOCTi B OpraHisaylii, ynpaeniHHi i dpiHaHCyBaHHi CLIEHIYHOI AiANbHOCTI aHTPenpu3un nepeq AepKaBHUMU TeaTpamu, a Takox
BUSIBUTW i OCHOBHI XapakTepicTiki. BucHoBKW. OCMUCINEHHsT HA Cy4acHOMY eTani iCTOPUYHOro A0CBidy PO3BMTKY TeaTparbHOl
aHTpenpuan B binopyci aae onopy Ans po3LMPeEHHs TeaTparibHOrO NPONO3ULi | CIyKUTb TBEPKEHHSIM HEOOXiAHOCTI noaasibLLIo-
ro po3BUTKY NPVBATHOI CLIEHM B PIBHIl Mipi | NapanenbHo 3 AepKaBHUM ApaMaTUYHUM TeaTpoM.

Knroyosi crioga: apamatudHa aHTpenpuaa, NpuBaTHUA TeaTp, NPOAIOCEp, racTponi, 03HaKM aHTPENpPU3n, BUTOKU
aHTpenpuan, etanun po3BUTKY aHTPEnpuU3au.

Cmenbmax AHHa MuxalinoeHa, kaHOudam uckyccmeogedeHusi, OoueHm Kaghedpbi MeHeOXMeHmMa coyuasb-
HO-KyribmypHoU desimesnibHocmu bernopycckoz2o eocydapcmeeHHO20 yHUsepcumema Kyibmypbl U UCKyccme

TeaTpanbHasA aHTpenpu3a Kak siBlieHMe COBpPEMEHHOro 6enopycckoro MUcKyccTtBa: NMpU3HaKW, UCTOKM,
nepuoabl

Llenb pabotbl. ViccnegoBaHue cBs3aHO C U3y4eHWEM pasBUTUSI TeaTparibHOW aHTpenpuabl B benapycu B ero ncto-
PUYECKON PETPOCMEKLNN, BblAENEHNEM KIOYEBbIX XapaKTePUCTUK SBMEHUST U onpeaerieHneM OCHOBHbIX NEPUOLOB ee pa3Bu-
1. MeTopgonorua nccneqoBaHust 3aknioyaeTcs B NPUMEHEHNM COBOKYNMHOCTY METOAOB: UCTOPUKO-CPABHUTENBHOIO M UCKYC-
CTBOBEYECKOro aHanmusa. YkasaHHbI MEeTOAOMNOrMYecknin noaxon no3BonseT NpeacTaBuUTb TeaTparbHyt aHTpenpusy Kak
LIeNOCTHOE XyAOKECTBEHHOE SIBNEHME, PaCKPbITh NPUHLMMBLI €€ OYHKLUMOHMPOBaHWS U BbIAENUTL PS4 NPUYKH, KOTOpbIE OKa-
3anv 3HauuTenbHOE BNMSIHME Ha pasBUTME YACTHOroO TeaTparbHOro Aerna Ha TeppuTopum coBpemeHHon benapycmn ¢ KoHua
XVIII v go Hayana XXI BB., B 3aBUCUMOCTM OT U3MEHEHMWIN NOMUTUYECKMX, COLMalnbHbIX U 3KOHOMUYECKUX peanuin. HayyHas
HOBU3Ha paboTbl 3akroyvaeTcsl B paclUMpeHn NPeacTaBeHnii O TeaTparnbHOW aHTPenpu3e He TOMbKO Kak npeanpyHMma-
TENbCKON MHMUMATMBE, HO 1 hopMe PYHKLMOHUPOBAHNS CLIEHNYECKOTO UCKyccTBa. CpaBHUTENbHLIA aHanu3 AesTenbHOCTU
Ha TeppuTopumn Benapycu pycckmx, YKPanHCKMX, NOMbCKMX, EBPENCKUX N OTEYECTBEHHbIX TeaTparbHbIX KOSNEKTMBOB MNO3BO-
nsieT rnybxe ocosHaTb NPUHUMNMArbHbIE PasnMuns B opraHM3aumn, yrpaeneHuM U (oHaHCMPOBaHNM CLIEHUYECKOW AesTerb-
HOCTWU aHTpenpu3bl Nepes rocyaapCTBEHHbIMM TeaTpamm, a Takke BbISIBUTb €8 OCHOBOMOMararoLme xapakrepmuctuki. BeiBo-
Abl. OCMbICNEHE HA COBPEMEHHOM 3Tane MCTOPUYECKOro OMbiTa pasBUTUSI TeaTpanbHOW aHTpenpusbl B benapycu naet
oropy ANsi pacluMpeHust TeaTparibHOro NPEAIoKEHNS U CINYKUT YTBEPXKAEHNEM HeobXOoOMMOCTM AarnbHeMwero passuTust
YaCTHOW CLIEHbI B paBHOWN CTENEHN U NapasnsenbHoO € rocy4apCTBEHHbIM ApaMaTUYeckmM TeaTpoM.

Knoyessie crnosa: opamatnyeckas aHTpenpuaa, 4acTHbI TeaTp, NPOLIOCep, racTPonn, NPU3HAKN aHTpenpusbl,
MCTOKWN aHTpenpu3abl, 3Tanbl pa3BUTUsi aHTPENPU3LI.

Timeliness of the research topic. The private theatre company holds a specific place in the modern
Belarusian stage practice. In spite of the short term of existence’ in the contemporary history of the Republic of
Belarus, the private theatre company has demonstrated stability of functioning in the setting of unstable market
economy. The result is that the private theatre company experience was factored in when developing the Pro-
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gramme of Priority Directions for the Development of the Theatrical Business in the Republic of Belarus for the
years 2001-2010, approved by the collegium of the Ministry of Culture of the Republic of Belarus, in the mat-
ters of organisational-legal, financial and economic activities of theatres of various forms of ownership.

Timeliness of the research of the modern Belarusian private theatre company is also determined by
the fact that performances of private theatre companies are marked by a fairly high artistic level, they are
winning recognition from the audience and critics, picking up awards at mternatlonal theatre festivals, and
are studied at the higher education institutions in the cultural sector of Belarus®.

Research objective. This brings up the questions: what is the private theatre company as a form of
organisation of the scenic work, which are its basic components; how historic and current events have influ-
enced the private theatre company all-in-all, and how well its traditional functional characteristics have pre-
served. We will try to answer these and other questions in our study.

Rendering the basic material. Historically, the private theatre company was interpreted as a ‘private enter-
tainment (theatre, circus and others), set up and led by a director of a theatrical company" [8, 43] and also as a
‘combination of economic and legal relations emerging between the entrepreneur director of a theatrical company
and various persons and institutions with regard to public performance of scientific, literature, musical, and artistic
works’ [1, 107]. The base characteristics of the private theatre company are presence of the entrepreneur director
of a theatrical company absence of financial backing from the government, self-sufficiency and mobility of the
concern due to the absence of a permanent creative team and a stationary ground for its performances. Initially,
the private theatre company was focused on travelling, touring activity, which dictated inconstancy of the mem-
bers too. Actors were gathering for a certain period to work together on a certain production.

The private theatre company left its mark in the history of the Belarusian theatre twice. The first evi-
dence of touring private theatre companies dates from the last quarter of XVIII century, when a company of
performers from central Poland was playing in Minsk in 1778 and a company led by W. Bogustawski was
working in Grodno in 1784 [7, 7]. A re-emergence of the private theatre company in Belarus dates from late
XX century and is related to the activity of own creative associations®. And this was absolutely no coinci-
dence because private initiative underlies the functioning of the private theatre company.

The private theatre company is a form of mobile entrepreneurship in which all economic issues, attrib-
uted to organization of the stage play, are resolved by its director. Hence, it appears that development of the
private theatre company as any other type of entrepreneurship is possible only under the market economy
conditions. There is a period in the history of Belarus (1919-91), characterised by domination of the centrally
planned command economy, when the State was the only possible entrepreneur and any private initiative was
suppressed instantly. That is why, the private theatre company in the 1920s in Belarus was suspended and
later disappeared at all owing to extirpation of private property and nationalisation of enterprises according to a
decree of the Council of People's Commissars “On the unification on the theatre business” of August 26, 1919.

Correspondingly, the period of transition to market relations starts with the collapse of the Soviet Un-
ion in 1991 and the gaining of sovereignty by Belarus; and democratisation of public life begins. The creative
liberty that workers of culture and arts got then, led to a fundamental rearrangement of the structure of artis-
tic creativity. Instead of the State order, rude censorship and ideological pressure, Belarusian stage actors
received an opportunity of self-fulfilment beyond the walls of the stationary theatre.

Thus, the private theatre company, conceived by Belarusian stage directors as a one-time theatre
project for professional Belarusian actors, non-demanded by state theatres, soon became an event much
bigger than creation and public show of one stage play. Activities of the creative teams led by N.Pinigin (Ni-
cola-Theatre), M.Abramov (Theatre Stars), V.Ushakov (Stage Virtuosos), E.Voloboyev (Belarusian Seasons)
and |.Zabara (Little Theatre) grew systematic and approached the theatre where it concerns the level of or-
ganisation of the scenic work. With their creative atmosphere, a shaped assembly of actors and stage direc-
tors who were fulfilling their creative potential in the interests of the audience.

However, notwithstanding that the private theatre company in Belarus was first mentioned in the last
quarter of XVIII century, the dawn of the private theatre company form can be traced from the moment the
theatre was born in Ancient Greece (V century BC). We can call first attempts of management of theatre the
activity of Choregoi — wealthy Athenian citizens who assumed all costs related to preparation of the chorus
for dramatic competitions (teaching the chorus, rehearsals, making theatre costumes). Although the expendi-
tures on maintaining the chorus were very sizeable, discharging Choregos’ duty was honourable [2, 37].

The first documented example of theatre entrepreneurship is a contract, signed in 1545 between a
French “story” performer A.I'Eperonniere and M. Ferrer, “the wife of sieur Ferrer, a funfair conjurer by trade”
[4, 590], which can be regarded as the official start of management of the theatre in the world.

The emergence of the private theatre company in the Belarusian land, as defined by historian S.Kul-
Selverstova, was “a distinction of penetration of the bourgeois entrepreneurship in the theatre and could happen
only when the society felt the need in permanent spectacular displays. The incipience of the commercial theatre
meant preparedness of the spectator and presence of some tradition of public entertainments” [3, 50].

And indeed, the slow growth of Belarusian towns and evolution of the socioeconomic and cultural rela-
tions contributed to the development of the private theatre company. Directors of theatrical companies had
enough revenues from the performances in big cities, enabling them to run diverse repertory, scenery, costumes
stage-properties and also to lease theatre buildings for a fixed period and thus create a steady theatrical season’.

We distinguish three periods in the history of the private theatre company in the Belarusian lands.
The first: 1770-1830s — activity of Polish private theatre companies; the second: 1831-50s — activity of Pol-
ish-Russian private theatre companies; and the third: 1860-1919 — predominantly activity of Russian and
Ukrainian private theatre companies and co-partnerships®.
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Such uneven time intervals in the bounds of the designated periods are due to the nature of political,
economic and sociocultural processes in the Belarusian lands. Thus, after the three carve-ups of the Polish-
Lithuanian Commonwealth, eastern (1772), central (1793) and western (1795) Belarusian lands (within the
boundaries of its current territory) were integrated into the Russian Empire, where the czar government be-
gan pursuing the step-by-step centralised policy of their (lands) merger with the main Russian regions.

In early XIX century, the main audience of private theatre companies was made of the most well-to-
do layers of the population, predominantly former Polish lieges. And the private theatre companies’ repertory
policy to a certain degree reflected the stage trends of the Warsaw and Krakow theatres. The genre diversity
of dramaturgy works was prevailed over by drama, vaudeville, comic opera and melodrama. Pieces by
W.Bogustawski, J.Drozdowski, W.Shakespeare, J.-B. Moliére and operas by G.Paisiello, A. Salieri, J. Stefani
and others were played on the stage.

The next period of evolution of the private theatre company was brought about by the 1831 events (the
rebellion in the territory of Poland, western Belarus, Lithuania and western Ukraine) which resulted in the authori-
ties’ close attention to the theatre functioning in the Belarusian lands mostly in Polish. The inexorable process of
Russification of the touring collectives started, when vaudevilles in Russian were added gradually to the stage
plays in Polish. A well noticeable social change in the hall is taking place too. Democratic public comes to the
theatre: petty officials, vulgar herd, and craftsmen, who bring in their aesthetic demands to the theatre.

In the 1850s, performances in Russian became a habitual phenomenon, and by now Polish-Russian and
peculiarly Russian private theatre companies are touring Belarusian lands, showing translated plays by Polish
dramaturgists (W.Bogustawski, L.Dmuszewski, A.Zétkowski, J. Kaminski, A.Fredro). Notably, the sense of authors’
plays not infrequently was changed after the translation. Music and drama troupes stood out for their close attention
to the works of Western European composers combined with Russian and Ukrainian pieces of theatrical music:
V.Bellini, G.Donizetti, G.Rossini, A.Verstovsky, S.Davydov, |.Kotliarevskyi and H.Kvitka-Osnovyanenko [5, 269-273].

In the 1830s-50s, vaudevilles acquired a very wide currency. The social structure of the auditorium,
now supplemented with artisans by origin, demanded plain and understandable pieces. Private theatre com-
panies acceded to this request with performances after plays by D.Lensky, P.Karatygin, F.Koni and
A.Sukhovo-Kobylin. The tendency of obligatory presence of simple vaudevilles on the private theatre com-
panies’ repertory remained until early XX century.

The most influence on the overall theatre picture had the period related to the activity of chiefly Rus-
sian, Ukrainian and Jewish private theatre companies. The political events of 1863—4 (the uprising in the ter-
ritory of Belarus, Poland and Lithuania led by K.Kalinowski) sparked another wave of government repres-
sions, which was followed by the final prohibition of performances in Polish and establishing monopoly of the
Russian theatre. The system of government control was improved considerably in the 1830s. In keeping with
the Censorship Statute, introduced in 1865 (and existing until 1905), all censorial institutions were concen-
trated in the Chief Directorate of Censorship and Print (subordinate to the minister of internal affairs and ex-
isting till 1917) [7, 34]. This novelty substantially streamlined the censoring of dramatic works, but permission
for showing this or that play now depended on a panel, the Board of the Directorate.

Moreover, the urban expansion in the 1860s, the development of commodity-money relations and
the broadening of the hall audience opened up a certain space for commercial entrepreneurship. Russian
directors of theatrical companies (A.Danilovitch, G.Derkach, A.Kartavy, P.Pavlov and others) understood the
Belarusian public perfectly well. Farce, operetta, melodrama and vaudevilles of entertaining sort attracted
attention of local gentlefolks: noblemen, officials, officers and landlords. Kitchen-sink comedies and dramas
drew non-manual workers, artisans, merchants and townspeople. The classic and best modern dramatic
works were meant for members of intelligentsia, intellectuals and students.

On their repertory Russian troupes offered, on the one hand, ‘pseudo-historic’ (as defined by Yu.Pashkin)
plays by N.Polevoy, N. Chayeva, romance-nationalist melodramas by N.Kukolnik, S.Gedeonov, entertaining
works by |.Shpazhinsky, N.Borisov, Western European ‘edifying’ dramaturgy by V.Ducange, A.Dennery and
M.Fournier and so on [7]. On the other hand, on the repertory playbills were pieces by N.Gogol, M.Lermontov, I.
Goncharov and A.Ostrovsky. In the 1880s-90s, staged novels by F.Dostoyevsky and L.Tolstoy were getting over
the footlights. In early XX century, directors of theatrical companies (N.Arbenin, E.Beliaev, E.Kovalevsky,
P.Struisky and others) turned to the realistic dramaturgy by M.Gorky and A.Chekhov.

In parallel with private Russian theatre companies in late XIX—early XX centuries, a remarkable role
in the theatre life of Belarus was played by performances of Ukrainian actors under the leadership of
A.Vitvytska, D.Haidamaka, V.Hrytsay, M.Kropyvnytskyi, M.Sadovyi, P.Saksahanskyi, M.Starytskyi, F.Khmara
and others. Despite the Russian monarchy’s ban on shows in Ukrainian (what made leaders of collectives to
call their troupes Russian-Little Russian), private theatre companies were introducing the Belarusian audi-
ence to pieces of national dramaturgy — works by H.Ashkarenko, |.Kotliarevskyi, M.Kropyvnytskyi, L.Manko,
M.Starytskyi, O.Sukhodolskyi, T.Shevchenko and so on.

Note that the influence of the Ukrainian theatre culture manifested also in the shaping of the Belaru-
sian national dramaturgy. Thus, the play Countrywoman by V.Dunin-Martsinkevych (released in 1846,
staged in 1852) narrative- and text-wise is very much like the play by Ukrainian dramaturgist |.Kotliarevskyi
Natalka Poltavka (released in 1838, staged in 1819). And two works by M.Kropyvnytskyi After an Inspection
Visit (1882) and Made a Fool of Themselves (1875) were translated into Belarusian and formed the repertory
basis of the troupe of the ‘father’ of the Belarusian theatre 1.Buynitsky.

It should be emphasised that I.Buynitsky’s First Belarusian Troupe (1907-17), although the collective was
amateur, formed its activity on basis of the private theatrical enterprise principle or organisation of the theatre
business. I.Buynitsky had profits from his manor in Polivachi that enabled him build a certain resource base to
create and finance First Belarusian Troupe. He paid for scenery and theatrical costumes, travelling expenses dur-

64



BicHuk HauioHanbHoI akagemii KepiBHMX KaapiB KynbTypu i mucteuTs Ne 3°2016

ing tours, hotels and actors’ living wage. A certain portion of the Troupe expenditure was covered by takings from
performance shows. But the ticket prices were not high and, obviously, revenues from their sale were miserly.
Nevertheless, actors received money for their work from |.Buynitsky on a regular basis [6, p.45].

It is fair to say the private theatre company was the only possible form of organisation of the national
theatrics in the period of its professional origination. Creation of the Belarusian theatre (with a permanent
scenic ground, professional troupe and regular shows) did not find support from the government authorities
of the Russian Empire and was ruled out.

The adoption of the decree “On the unification on the theatre business” by the Council of People's
Commissars (1919) invoked the start of the process of nationalisation of the theatre arts. The plurality of the
form of ownership in the theatrical business was eliminated: private theatre companies were either closed down
or reorganised into state theatrical enterprises, and theatre buildings were nationalised. Artistic political boards
were organised under theatres which themselves were shifted into the system of state five-year planning. Up to
the 1980s, the Belarusian dramatic art was developing within the frames of state stationary theatre.

A new wave of the private theatre company movement in Belarus, as we mentioned in the very be-
ginning, starts in late XX century and over the 20 years of its existence the private theatre company has cre-
ated a steady alternative to the state repertory theatre. Renewal of scenic imagery of the legitimate drama
and promotion of new methodologies is common with the modern activity of private theatre companies. In-
side of private theatre companies Belarusian stage directors have the opportunity to do creative search and
realise their creative concepts: form original repertories and choose plays with allowance for topicality and
audience sympathies. For Belarusian actors, private theatre companies have become a means of a fuller
realisation of their creative abilities, a place of collaboration with new stage directors and partners.

Notes

! First private theatre companies in the sovereign Belarus emerged in 1997: the private theatre company Thea-
tre Stars, led by stage director M.Abramov, started in Minsk first and a bit later started the private theatre company Stage
Virtuosos, led by production director V.Ushakov.

The history and practice of the private theatrical business is studied at the educational institutions Belarusian
State University of Culture and Arts, Belarusian State Academy of Arts and also at the private educational institution
A.M.Shirgkov Institute of Modern Knowledge.

French ‘entrepreneur’ — ‘entrepreneur’, ‘owner’ derives from the verb ‘entreprendre’ — ‘undertake’.

In the modern Belarus, private theatre companies exist in two variants: Belarusian creative teams and touring theat-
rical comganies, mostly from Moscow and St Petersburg. In this article we focus only on Belarusian drama collectives.

Under the migrational theatre system which existed on the Belarusian lands, a particular building was let in
various years to different directors and theatrical companies. Under such conditions, existence of a theatre in a town was
evidenced not by a special theatre room but by playing regular paid public performances. Such shows could be taking
place in non-theatre and any premises suited for stage plays.

® Actors’ co-partnerships — a form of association of actors which emerged in Russia in the second half of XIX
century as an alternative to private theatre companies. A co-partnership was functioning on equity contributions from
participants, the amount depended on each member’s position in the company. Labour was remunerated thereafter in
the form of “stamps” — conditional pay units.
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BAJET "KHAMHA OJIbIrA" TA ®OJIbK-OMNEPA "KOJIX UBITE NAMNOPOTbL"
€. CTAHKOBUYA HA CLIEHI
AHINMPONETPOBCbLKOIoO AKADEMIYHOI'O TEATPY ONEPU TA BAJIETY

MeTa po60TuK nonsrae y TeaTpo3HaByYOMY BifHAWOEHHI CUHTE3Y BCIX MOXIMBMX XXaHPOBUX KOMMOHEHTIB GaneTy
"KHsrvHs Onbra" Ta donbk-onepy "Konu ugiTe nanopoTtb" i3 CydacHUM CLEHIYHMM noTeHuianom Tpynu [JHINponeTpoBCLKOro
akagemiyHoro Teatpy onepu Ta Ganery. MeTtoponoris cTaTtTi npeacTaBneHa  BUKOPUCTaHHSIM - TeaTpO3HaBYOro
OOCNiAHNLBKOro MeTody, NOEAHAHHAM €NEMEHTIB HAYKOBUX Ta XKYPHANICTCbKUX KaTeropiarnbHUX anapartiB yKpaiHCbKOro Mmc-
TeuTBO3HaBCTBa. HaykoBa HOBM3HA MONArae y Takvx NonoxeHHsx: 1) Bneplue 3ailCHI0ETLCA TeaTpo3HaBYe AOCHIMKEHHS
6anetHoi BucTasu "KHarmHs Onbra” Ta BucTaemu donbk-onepu "Konmcka Xutra" (Taky Has3By Mae Yy CLEHiYHIn Bepcii dorbk-
onepa "Konwu uBiTe nanopoTb") B acneKTi LiniCHOCTi iX CLEEHIYHO-BUKOHABCHKOI MPaKTUKK; 2) TEOPETUYHO pOo3pobnseTbes Tear-
po3HaBYe MOHATTS "GaneTHWn Ta onepHUin HeodporbKIopM3M" Ta BCTAHOBIIOKTLCS MOro iHAMBIAyanbHO-CTUNICTUYHI MY3UYHI
ocobrnmeocTi B TBopdocTi O.Hikonaesa. BucHOBKKW. Y cTaTTi npoaHarnisoBaHO OCOGNMBOCTI aBTOPCHKMX CTUNIB pexxucepa-
6anetmeiictepa O.Hikonaesa, ampurenTta 0. MNMopoxoBHuka, cueHorpada [.6inoi, xopmelictepa B.My4ykoBa-CopoumMHCLKOro,
conictiB 6anety O.lMe4veHtok, [.OmenbyeHka, conictie onepu J1.3agopoxHoi, C.MomoHa. A Takox BupaxarbHi 3acobu i
0COBMMBOCTI CLIEHIYHMX BEPCiln [HINPONeTPOBCLKOro akagemiuHoro Teatpy onepu Ta banery.

Krrodoei criosa: 6anet, conbk-onepa, BUCTaBa, pexucep, baneTmencTep, cueHorpad, Xopmencrep, ConicT,
rnagad, cnyxau.

TynsiHyee AHOpel AHamosbeeuY, KaHoudam uUcKyccmeoseldeHusl, doueHm kaghedpb! ucmopuu u
meopuu My3biKu [JHerpornempoeckol akademuu My3biku um. M. [TTuHKU

Banet "KHarnHa Onbra" un conbk-onepa "Korga usetet nanopotHuk" E. CtaHkoBuYa Ha cueHe [lHenpo-
NeTPOBCKOro akageMuU4ecKkoro Teatpa onepbi 1 6aneta

Llenb nccneposaHmsa 3aknioyaeTcs B TeaTpoBEOYECKOM HaXOKOEHUN CUHTE3a BCEX BO3MOXHbIX XKaHPOBbLIX KOMIMO-
HeHTOB Ganeta "KHsrvHst Onbra” un donbk-onepsl "Korga LBETET NanopoTHUK" C COBPEMEHHBIM CLIEHNHYECKUM NOTEHLMAariom
Tpynnbl [JHENpONEeTPOBCKOro akageMuyeckoro Teatpa onepbl U 6aneta. MeTogonorusi ctatby NpeacTaBrieHa MCMonb30Ba-
HMEM TeaTpOBEOYECKOro UCCNeaoBaTeNbCKOro MeToAa, COHETaHMEM SMEMEHTOB Hay4HbIX U KyPHaNUCTCKMX KaTeropuarnbHbIX
annapaTtoB YKpPauHCKOro MCKyccTBoBeAeHUs. HayyHasi HOBM3Ha 3aknoyvaeTcst B CrieayoLmnx NonoxeHusix: 1) Bnepsble ocy-
LLIECTBNSIETCS TeaTpoBeAYeckoe uccrnenoBaHne GanetHoro crnektakns "KHsarmHs Onbra" un cnektakns doonbk-onepb! "Kornbl-
6enb Xu13HK" (Tak Ha3bIBAETCs B CLIEHNYECKON Bepcumn dornbk-onepa "Korga LBeTeT NanopoTHWK") B acnekTe LenocTHOCTU MX
CLEHNYHO-MCMOMHUTENBCKON MPaKTUKK; 2) TEOPETUHECKN pa3pabaTtbiBaeTcs TeaTpoBEAYECKME MOHSTME "GaneTHbI 1 onep-
HbIi HEOMOILKITOPM3M" 1 YCTaHaBNMBAIOTCH €ro UHAMBUOYaNbHO-CTUIMUCTUYECKUE MY3bIKalibHblE OCOOEHHOCTM B TBOPYECTBE
O. Hukonaeea. BbiBoabl. B ctatbe npoaHanvanpoBaHbl 0COBEHHOCTM aBTOPCKKX CTUen pexuccepa O.Hukonaesa, ovpuxe-
pa HO. lMopoxoBHuka, cueHorpada [.Benoi, xopmeiictepa B.IMyukoBa-CopoumHckoro, conuctoB 6aneta E.lMeyertok,
[.OmenbyeHko, conuctoB onepbl J1.3agopoxHoi, C.l'omoHa. Takke BblpasuTenbHble cpeacTBa U 0COBEHHOCTU CLIEHUYECKUX
Bepcuii [IHenponeTpoBCKOro akaaeMmn4eckoro TeaTpa onepbl 1 6anerta.

Knrouessie crniosa: 6aneT, donbk-onepa, cnekTaknb, pexuccep, 6aneTmencrep, cueHorpad, xopmenctep, Co-
NACT, 3puUTEnb, CnyLlaTernb.

Tulyantsev Andrey, PhD in Arts, associated professor of the History and Theory of Music chair,
Dnipropetrovsk Academy Music after Mikhail Glinka

Ballet "Princess Olga" and folk opera "While a fern is blooming" E. Stankovich on stage of the Dni-
propetrovsk academic theatre of opera and ballet

The Dnipropetrovsk Academic Theatre of Opera and Ballet operates the 42th season. The Opera and ballet troupe
has participated in many international and Ukrainian festivals and competitions. It toured abroad. The notable critics and jour-
nalists have reviewed the performances of the theatre. There are many various reasons why the theatre has never addressed
the work of an outstanding modern Ukrainian composer E.Stankovich. Recently, the artistic director of the Dnipropetrovsk Aca-
demic Theatre of Opera and Ballet, choreographer and director O.Nikolaev has already staged E.Stankovich’s two works —
ballet "Princess Olga" and the folk opera "While a fern is blooming". Purpose of Article. The purpose of the study is to find
theatre science synthesis of all possible genre components of the ballet "Princess Olga" and the folk opera "Color fern" modern
stage troupe potential Dnipropetrovsk Academic Theatre of Opera and Ballet. Methodology. The methodology is presented by
the combination of the method of Theatre critisics with elements of scientific and journalistic categorical apparatus of the
Ukrainian Art critics. Scientific novelty. The scientific novelty includes the following suggestions: 1) It is the first attempt to re-
search the drama ballet performance "Princess Olga" and the folk opera "The Cradle of Life" (called in "While a Fern is bloom-
ing") in the aspect of the integrity of their executive stage-performing practices from the Theatre Critics approach; 2) The thea-
tre science terms of the "ballet and opera neo-folklores" theoretically are developed. Its individual stylistic features in music of
O. Nikolaev are found out. Conclusions. The article analyses the features of copyright styles of a director, O. Nikolaev, a con-
ductor, Y. Porohovnik, a stage-designer, D. Belaya, a choirmaster, V. Puchkov-Sorochinskiy, ballet soloists — E. Pechenyuk
and D. Omelchenko, opera soloists — L. Zadorozhnaya and S. Gomon. The means of expression and especially the stage ver-
sion of Dnipropetrovsk Academic Theatre of Opera and Ballet are reviewed.

Keywords: ballet, folk opera, play, director, choreographer, set designer, choirmaster and soloist, audience, listener
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Cneuudpika po3BuTKy [JHINpONETPOBCHKOro akageMiyHoro TeaTpy onepu Ta 6anety Mmae 060B’I3KOBO
OOMOBHIOBATUCA TBOPaMW YKpaTHCbKOI KOMMO3UTOPCLKOI LIKOMW Ta nornsrae B noganblloMy Hag3BuUYanHO
TICHOMY B3a€EMO3B’3Ky akageMiYHWUX >XaHPOBO-CTUMNBOBMX OMepHo-BaneTHMx npoueciB i3 OonNbKIOPHUM
MY3U4YHUM CepefoBuLLEM. AKTyanbHOro 3HaYeHHS Len B3aeEMO3B'A30K HabyBae B Cy4vacHil My3WYHO-
TeaTpanbHin NNOLWKMHI, B cdoepi onepHo-6aneTHOI CLIEHIMHOT NPaKTUKK.

[HinponeTpoBCbKkMA akageMmidyHuiA TeaTp onepu Ta Ganety npauie 42-i1 ce3oH. OnepHo-b6aneTHa
Tpyna HeogHopa3oBo Bpana yyacTb Yy MiXXHapOAHMX Ta yKpaiHCbKUX pecTuBansx, KOHKypcax, racTpontosana
3a KopAaoHoMm. BucrtaBu peueH3yBanucsa BiZOMUMW MUCTELTBO3HABLAMM Ta XypHanictamu. Ane 3 pisHuX
NPUYMH TeaTp He 3BepTaBCcH A0 TBOPYOCTI BUAATHOrO YKpalHCbKOro KoMnoautopa cydacHocTi €.CTtaHkoBMya.
| TiNbKM HelwoaaBHO XyAOXHIN kepiBHUK [HINpONeTpoBCLKOro akageMivyHoro TeaTpy onepu Ta banety, 6a-
netmenctep Ta pexucep O.Hikonaes HagaB CUEHIYHE XUTTS ABOM TBopam €.CtaHkoBuya — 6anety "KHsarn-
Ha Onbra" Ta ponbk-onepi "Konu uBite nanopotb".

[HinponeTpoBCbkUA akageMidHuin TeaTp onepu Ta GaneTy po3novaB CBOK AisNbHICTb 26 rpyaHs
1974 poky 6anetom "llebeauHe o3epo" Il. Yamkoscbkoro. Y 2003 poui TeaTpy NPUCBOEHO 3BaHHS
akagemiyHoro. 3a nepiog OiSnNbHOCTI adila TeaTpy MOMOBHIOBanacs TBOpamMu Pi3HMX HauUioHamnbHWX Ta
eBpornencbknx komnoautopis. | nuwe 3 2010 poky Ha OHINPONETPOBCHKIN CLEHi 3a3By4ana My3unka BUaaTHoro
cy4acHoro komnosutopa €. CtaHkoBuM4a.

MeTa gocnigxeHHsA nonsdrae y TeaTpo3HaB4YOMY aHanisi onbKIOPHMX IHTOHaLMHKUX Axepen TBopiB
komnoautopa €.CtaHKkoBMYa Ta iIXHbOro ApaMaTypriYHO-CLIEHIMHOro po3BuTKy, "Onbra" — 6anet €. CtaHkoBMYa
(nibpeTo KO.InneHka), ctBopeHuin y 1981 poui. MNpem'epa 6aneTy Bigbynacs Ha cueHi Kniecbkoro akagemidHoro
TeaTpy onepu Ta banety iMm. T. LLeByeHka (gupureHt C.Typuak, 6anetmenctep A. Lekepa, cueHorpad .
Hipog). Banet npuceayysascs cBATkyBaHHIO 1500-pivya Knuesa. B oCcHOBI CloXeTy — icTopuYHa NocTaTb KHAMMHI
Onbru, i ocobucTe XIHOYE XWUTTH, XPELLEeHHs Ta KHA3toBaHHsA. "lparHydn 0o cnpaegi maclitabHoro,
"cumoHiYHOro", obpasHo-iniocodcbkoro xopeorpadiyHoro pileHHs, A.lLllekepa He Tinbku NpaBAMBO BTINWB Y
nonidoHiYHIN TaHLtoBanbHin Aii cTopiHku icTopii KuiBcbkoi Pyci, enizogu npaeniHHA kHA35 Iropa Ta 1oro
BigAaHOT APYXMHW KHAMMHI Onbr, KOTpa cTana nicns cMepTi YONoBika NepLUOd BESMKOI KHATMHED, a W Ha-
TXHEHHO PO3KPUB Y PO3rOPHYTUX MACOBUX KOMMO3ULiSIX NaTpioTM3M Hapoay, MOoro BipHICTb BiT4YM3HI, FOTOBHICTL
BioOaTK XuUTTa B iM’'A cBoboam i HezanexHocTi. Came HapogHi KapTWHM MOCINM 0COONMBO BaXXnMBe Micle B
MY3W4HI gpamaTyprii i GaratonnaHoBOMy NOCTaHOBOYHOMY BTineHHi 6anety" [6, 229].

Buknag ocHoBHoro martepiany. banet €.CtaHkoBnya "Onbra" — mMacwtabHuin CUMEOHIYHUIA TBIp.
IcTOpUYHUI acnekT po3BUTKY TaHLoBanbLHOro Mucteutsa YkpaiHu nepiogy KuiBcbkoi Pyci mae Taky xapak-
TEPUCTUKY: "pO3MNoYaBcs 3 NPUAHATTAM XPUCTUSHCTBA, KOTPE BM3HAYWUMNO HOBI Nodanblui LUAAXU PO3BUTKY
BCboro mucteutBa KuiBcbkol Pyci, B Tomy 4ucni i TaHuioBanbHoro" [5, 14]. BpaxoBykoum iCTOPUYHY
OOCTOBIpHICTb, Ha cueHi [HINponeTpoBCLKOro akagemiyHoro Teatpy onepu Ta GaneTy BucTaBa oTpumana
Ha3By "KHsarmHs Onbra". MNoctaHoBHUK — O.Hikonaes. Pociicbkuin Ta yKpaiHCbkuii apTucT Ganety, Ganet-
mencTtep. Mainctep 3akiHumB CapaToBCbke xopeorpadiiyHe yuunuuie, npautoBaB aptuctoMm 6anety Capa-
TOBCbKOrO akageMmiyHoro teatpy onepu Ta 6anety, [JHinponeTpoBcbKoro TeaTpy onepu Tta 6anety. BukoHas
napTii: 3ircppia, Oesipe, MNpuHy JlyckyHumk ("IlebeguHe o3sepo”, "Cnnava kpacyHs", "JlyckyHumk" . Yan-
koBcbkoro), Conop, basuns ("basgepka”, "OoH Kixot" J1. MiHkyca), XXaH ge bpieH ("PainmoHga" O. masyHo-
Ba), AnbbepT, KoHpaa ("Kisenb", "Kopcap" A. Anana), Wtpayc ("Benukuii Bansc" M.lWTpayca). 3akiHums
MockoBCbKkMIA Aep>KaBHUA IHCTUTYT TeaTpanbHoro mucteursa iM. AJlyHavapcbkoro. CTBOpMB TeaTp-CTyaito
"Oemoc". HnHi — XxygoxHin kepiBHWUK [HINponeTpoBCLKOro akageMiyHoro Teatpy Ta 6anety. "3a ocTaHHi gBa
ce3oHu y [IHinponeTpoBCbKOMY TeaTpi onepwu i 6aneTy Biabynuca Asi icTopuyHi npem’epu: "JlereHga npo KHsA-
rmHio Onbry" Ta "Konucka xutts". Obuasi suctaem (3a 6anetom "Onbra" i gonbk-onepoto "Konwu ugiTe nano-
potb" CtaHkoBmya) noctaBms Orner HikonaeB — TanaHOBUTUI xopeorpady, AKOMY BAanocs NpPUBHECTU B
KNacWyHi yKpaiHCbKi NapTUTYpu BNacHe CBITOCMPUMHATTS cyyacHoro teaTpy” [1, 4]. OHinponeTpoBcbkun 6a-
netmeiictep O. Hikonaes (BiH ke — aBTop NibpeTo) nokasae cebGe CBOEPIAHMM MaWCTPOM XxopeorpadivyHol
MiHiaTiopu: Benuka GaneTHa ¢hopma y MOro iHTepnpeTauii CKnagaeTbCa 3 BOCbMM LIMIKOM 3aBepLUEHMX
enisofiB. KoxxeH 3 HMX CMOBHEHU ACKpaBUX MeTadop, Hacu4YeHWx ysaranbHeHMn obpasamm CMUCIOBUX
nekopauin [.binoi. banetmenctep O. Hikonaes o6’eaHaB BCi TaHLi B PO3ropHYTY KOMMO3WULiKO, KOPUCTYIO-
YUCb CyHACHUMM AOCATHEHHAMM TaHLOBaNbHOrO cMMdOHI3My i nonicpoHil. MNocTynoBo po3BMBaouM OauH 3a
Apyrnm xopeorpaddivHi MarntoHK1, yCknagHowuK i 3éaravytoun ix pisHUMK rpynaMu TaHUpUcTiB, baneTmen-
cTep NigHOCUTLCA A0 CKNagHOro O4HOYACHOr0 NOEAHAHHSA PI3HUX MNAACTUYHUX KOoMMo3uuin. LlikaBoto BuABK-
nacs takox i pobota gupureHta-noctaHoBHuka HO. NopoxoBHuka. OupureHT onpautoBas 3 opkecTpaHTamu
cknagHui nonichoHiYHUIA MaTepian, ane y AHINPONETPOBCLKIA BUCTaBi BUKOPUCTOBYETLCH OBCAr 3HaYHO
MEHLUMI 3a TOW, L0 NOro BMMarae napTuTypa: Li CKOPoYeHHs1 Bynu y3romkeHi Mixx 6aneTMencTepom i Kom-
no3nTopoM. TOMy pofib OPKECTPY TYT BUSABMIIACS CKNagHOK Ta BiAMNOBiAanNbHOW. |IHTOHALINHA 3naro4KeHicTb
OpPKECTPY, YUCTUWA 3BYK, OpraHiyHe MOEAHAHHS eniko-repoiyHOl Ta NipUKO-POMaHTUYHOI NiHIN B PO3BUTKY
BGaneTHOI ApamMaTyprii Cnpusanu BUCOKIN MUCTeUbKIn KynbTypi cnekTakmto. LlinicHo W komnakTHO 3By4Yana
yBEPTIOPA, PenbedHO O3HAYMIIUCS KONMOPUCTUYHI GapBu B nepLuin Ta Apyrin Oisax, BU3HAYUNUCA PIiBHICTb
TEMMOPUTMY, Y3roIPKEHICTb i3 pyxamun apTucTiB banety.

Ta Bce X ronoBHe Yy BWUCTaBi — eKCNpecuBHa xopeorpadivyHa MoBa, 3a AOMOMOrOK SKOi iCTopis
BEMUKOI XiHKM pO3MOBIAaETbCA came B AaHCaHTHIN ecTteTuui. MNposigHi conict OneHa lMeveHtok (Onbra) i
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OmunTtpo OmenbyeHko (Irop) ocarHynu cknagHicTb CBOEPIAHOI My3ukn €BreHa CtaHkoBMYa, | came Tomy 6e3-
AOraHHO BiATBOPUIMW IHTOHALiO K MiPUYHKX, Tak i 3pocTarymnx, cuHkonosaHux enisogis. O.MNeveHok nepe-
KOHIMBO BiATBOPWMA CKNagHWUM i CynepeyrnvBui xapakTep CBOET repoiHi. Y cueHi TpiyMdy BOHa — YapiBHa 1
ropga KHarvHe, y 60poTb6i i3 3arapbHMKaMm — KOpCToKa NOBENMUTENbKA BOiHIB, B NiPUKO-POMAHTUYHNUX Kap-
TMHaxX — nobnava >xiHka. B Uil napTii conicTka noegHana cknagHy ramy cCynepeudrnimBux pPUC: XiHOYY
NipUYHICTb Ta cnpasAi repoiyHy CuUny xapakTtepy, 34aTHiCTb MMBOoKOo, Nanko KoxaTu Ta CBIAOMO XepTByBaTu
CBOIM KOXaHHsAM B iM’i cBoboawm nogen. Ackpasuin obpas kHA3S lrops ctBopuB [. OmenbyeHko, skui
HaginMB CBOro repost >XOPCTOKOK CUMOL, BOSEHD, MIOTOK HEHABUCTIO 0 NeyveHiriB. He BiACTOpOHIOYMCE Bif
noboBHOI NiHii, 060B’A3k0BOI ANsi GaneTy, Ae PO3KPMBAETLCA TEMA KOXaHHS MiXK YOMNOBIKOM Ta XiHkoto, O.
Hikonaes CTBOpMB Hacu4yeHy xopeorpadiyvHy cary npo esontouito KuiBcbkoi Pyci: Bif 93M4HMLBKOrO Kynarb-
CbKOro puTyany A0 NpUAHATTA XPUCTUSHCTBA. BigTBopiotoum enisogn AaBHbLOI iCTOpii HEe AgeTanisoBaHo, a
y3aranbHeHo, 6anetmenctep O.Hikonaes TBOPYO BUKOPWUCTaB CNPSIMOBaHICTb XopeorpadiyHoro sugosmLLa
[0 PO3ropHYTOI CLEHIYHOI CUMBONIKW, O CTBOPEHHS y3aranbHeHUX obpasis.

Mepwa gia: 6igHe OUTUHCTBO, OHICTb Ta Mi3HAHHA XUTTH, 3amidoka Onbrn — CTBOPEeHi baneTmencre-
POM Yy CLEHiYHi/ noriyi BigTBOpPeHHs obCTaBWH, AKi chopmyBany xapaktep ManbyTHbOI KHArMHI. Onbra B
nepiog AMTUHCTBA: BIATBOPEHO €Ni3oan, Ae nokasaHo, WO AiBYMHKa Mano He noTpanuna B nonoH. Enizogun
TaHUIKTLCA CTPUBOXKEHO Ta cTpiMKko. Oani — Onbra-giB4vHa, sika nisHae neplle KOXaHHA: BOHa Liupa Ta
kmiTnuea. lNMoTiM — Onbra-HapeyeHa: BOHa — BeNMYHa KpacyHsl, ska nparHe KOXaHHs, Mpie npo cimeiHe,
XiHouye wacTta baneT CTBOpeHO 3a MPUHLMUMOM BUSBMEHHS XapakTepiB iCTOPUYHWUX nepcoH — Onbru, i
yonoBika kHA3A lrops Ta cuHa Csatocnasa. Tomy 6anetmencrtep O. HikonaeB KOHUEHTpye yBary Ha
NNacTUYHIN Nekcuui y BiOTBOPEHHI iXHIX MepcoHanbHUX skocTen. [yeTHi agaxio Ta Bapiauii conicTis, WO
OOMIHYIOTb Y MacoBUWX CLiEHaXx, KOXHOro pasdy nigHocATLCA OO0 XopeorpadivHuX XapakTepucTuK KHSA3iBCbKOro
CaMOCTBEPAXKEHHSI: € i HAMaraHHsa cTaTu CUMbHILWMMK 32 06CTaBUHWY, | Big4al, i nepemora i nopaska, i Hagis,
i MparHeHHs1 UK gani, yTeepaxyoum Mmup Ta gobpo. TaHuoBanbHa Nekcuka, 3anponoHoBaHa baneTmencre-
pom O. HikonaesuM — pisHOMaHiTHa: 11 BiATBOPIOIOTb €KCMaHCUBHI CTUNI30BaHi ANKYHCLKI PyXu MiACTYMHUX
apesnsH. EkcnpecuBHi BOMOBHWMYI  TaHUi KOYiBHUKIB-NEYEHiriB, XOpoBoAW, $Ki iMiTYIOTb S3UYHULIbKY
06psafoBicTb, obapseneHi eTHorpadiyHuMK getanamu. Y BucTasi Ao Mysuku Banety "Onbra" gogarTbes
okpeMi cparmeHTn Banety €.CtaHkoBuya "BikiHrn" i oro xopoBa AgyxoBHa Mysuka. OCTaHHA Bu3Ha4vae
KynbMiHaUinHi enisogn (xpeweHHa Onbri B KoHcTaHTUHONONI) | dhiHan-anogeos, e cnisae xop, a kopaeba-
net nigHimae Ha pykax Onbry 3 oHykom Bonogumupom. KomnosumuinHo ue BubyaoBaHo BUOOBULLHO Ta 3aKo-
HaMW CLEHIYHOI NOrikK, afXe MOMOXEHHS diryp npumu-6anepuHyn Ta yy4acHUKIB MacoBOl CLEHU CTBOPHOE
XpecTonoaibHy aekopalito 3 306pakeHHAM MafOHHN 3 HEMOBIISIM.

Opyra gis — ue cBoepigHa xopeorpadivyHa onosigb NPo Yacu KHA3IBCTBaA, Npo 1 Noi3aky Ao KoHcTaH-
TUHOMONS Ta NPUAHATTA NpaBocrnae’d. Y BUCTaBi Hemae ApibHOI 6aneTHol TexHikM, abo cTaTUYHOro Moasy-
BaHHA. KOMMNOHEHTU, ski BUKOpUCTOBYE BaneTmencTep ANs NOCMiAOBHOCTI XopeorpadivyHux cueH — BUCOKI
CTpuOKM, BeNuki xeTe i apabecku, L0 HaAaTb CNEKTaKII0 HaA3BUYaiHO BMCOKOTO PiBHSA €MOLLIHOI Hanpy-
r. "lNo3a CyMHiBOM, Yy OHINPOMNETPOBCLKUX apTUCTIB € e OAMH CTUMYM AN NNacTUYHOI BMPA3HOCTI: B
opkecTpi nig kepiBHUUTBOM HOpisa MopoxoBHUKa BigYyBaeTbCA Malxke KoxxHa TembpoBa 6apBa (ocobnmeo ue
CTOCYETbCA TPYNU AyXOBMX), @ TOYHE AOTPUMAHHA OVPUTEHTOM CKIagHOI PUTMIYHOI CTPYKTYpPU CMOHYKae
BMKOHaBLIB 4O nepenbadvyBaHoi iMnpoBisauii Ta ceobogn. He AnBepTUCMEHT, a came UinicHUA GaneTHun
cnekTaknb y [HiNponeTpoBCLKY, HEBIOBOPOTHY FOriKy OMOBIAI SIKOro Bede He nuwe 3MmicT, a 1 ManucTepHe
GaneTmencTepcbke HaHM3YyBaHHS COSbHUX Bapiauili, kopaebaneTHUx cueH, MiMIYHUX KOMMo3uui, 6ye 6u
HEMOXNMBUIN 6e3 MOBHOLHHOI cLieHorpadidHoi NigTpUMKK. | AKLWO B KOCTIOMax Monogoi xyaoxHuui dapii
binoi MoxHa nobaunTn neeBHe 3ano3uvdeHHa 3 ictopudHoro Banety Opia [puroposuda "IBaH [PoO3HMA"
C.Mpokodr’eBa, TO Ti BENNYE3HI 3aBiCU-3aQHWNKN CTaKOTb Yy CNEKTaKMi 0CObBNMBO CMUCIOBOK Ta HACTPOEBOID
onopoto. ObmexeHa 3a 3akoHOM GaneTHOI aekopadil ogHieto nnowumHoto, Hapis bina pobutb Ui riraHTCbKi
NoMnoTHa ONyKMUMU i BUPa3HUMK: abCcTpakuii pidHUX KOMOPUCTUYHUX ram, Lo HeMOBOU BUBYyxaloTb Benuyes-
HUMW Ma3kaMu, 3a0al0Tb KOXKHIN OKpeMiln CLeHi CBOO iHToHaui" [3, 4].

HaykoBa HOBM3Ha nonsrae y BUSBNEHHI HEOMOMNbKITOPHOI MiHii po3BUTKY BUCTaB [JHINpONeTpoOBCLKOro
akageMmiyHoro TeaTpy onepu Ta 6anety noyatky XXI cTonittda. Hosi BMcTaBu [HinponeTpoBCbKOro
akageMiyHoro Teatpy ornepu Ta GaneTy NpooOBXUNAM MAigHY TPagwuuilo 3anyyeHHs 4O penepTyapy Kpaimx
HagbaHb yKpaiHCbKOI My3uku. Tako MoXXHa HassaTu BUcTaBy "Konwmcka Xutta", OCHOBOI SAKoi cTana ¢onbk-
onepa €. CtaHkosmya "Konu LgiTe nanopots". MaeTbcs Npo TpuakTHy donbk-onepy €. CTaHKoBMYa, CTBOPEHY
B cepeauHi 1970-x pokiB. IHTepnpeTauin Lboro TBOpPY Ha TeaTparbHi cueHi He Byno. JliTepaTypHa ocHoBa
onepu: HauioHanbHUA HOMbKIOP, repoivYHUA enoc, HapoadHI 0bpsaK, y3aranbHeHi TBopy M. [Norons. "Xou mysu-
Ky HanucaHo Le MUHYNOro cTonitrsa, TeBip €BreHa CTaHKOBMYA, B OCHOBI SKOrO YKPAIHCHKUA DOMbKIIOP, i
CbOroAHiI 3By4nTh cydacHo" [2, 20]. CnekTaknb B1ubyaosaHo pexuncepom O. HikonaeBum sik CLEHIYHUIA ANNTUX.
Mepwa yactuHa gunTmxa ("Y Hawim pai Ha 3emni") BiATBOPIOE A3BIHKOrONoCi KONOPUCTUYHI KAPTUHM KO3aLbKUX 3a-
0aB, npaLj B Ky3Hi, KynanbCbKUX CBAT i BEYOPHMLb, BECINBHOMO 00psiay Ta SspMapKoBOro rynsHHS. [pyra YactuHa
avntuxa ("Ha kpato »utTa") — ue piskui KoHTpacT. CHOKET CMOBHEHWM ApaMaTuYHMX CLEH KO3aubKoi icTopil,
eni3ogiB NOMCTU 3a NPUHUXEHHS Ta NMOHEBONEHHS, 3a NMPaBO BIACTOATY 3BUYal NPEOKB Ta CBATY BipYy YKpalHCbKOro
Hapogy. JlenTMoTMBOM 3By4nTb TpariyHa nicHa "On, Mopo3e, MOPO3eHKY", repoeM SKOI € OOUH i3 MOMKOBHMKIB
3anopisbkoi Civi Ha npissye MoposeHko. MacLutabHo, 3 nigkpecneHMm enivHM po3maxom byanysas GaratobapBHi
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komnosuuii 6anetmerictep O.Hikonaes, skuin y Ui BUCTaBi OyB TaKoX peXucepoM-mocTaHoBHUKOM. Marictep
noedHaB >KUTTEBY MpaBOMBICTb MOBEAdiHKM MEPCOHaXIB 3 MNiAKPECNEHO TeaTpanbHICTI0 Mi3aHCLEHYBaHHS i
Pi3HOMaHITHUMK 3a HacTPOEM MacCOBMMMU TaHUAMUW. [podoBxyloun HapogHi peanicTuyHi Tpaguuil ykpalHCbKoro
OMNEpPHOro TeaTpy, NOCTAHOBHWK NparHyB came Yepes criBaka-akTtopa, Yepes NCUXOornoryHO 1M1 eMOLIMHO NpaBavBUiA
TOOCHKNIA XapakTep BUSBUTW repoiko-naTpioTudHUA nadpoc donbk-onepmn "Konu uite nanopots" €. CtaHkoBmya.
Munboke NPOHWKHEHHSI B OOpasHUiA CBIT KpalmxX CTOPIHOK My3WKM KOMMO3UTOPa, MparHeHHs OO0 BHYTPILLHBOI
uinicHocti 1 apamatuamy, BaoymnvBa poboTa 3 Bokanictamy npueabrnioBanu B MaclUTabHIN OMPUreHTCbKIN
TpakToBuj KO. NopoxosHuka.

ConicTtka onepu J1. 3agopoxHa — Borogapka nipuMko-KonopaTtypHoOro conpaHo. fonoc cniBadkm —
piBHUI B YyCbOMY Aiana3oHi, HANOBHEHOrO, CPibnsACcToro, HixkHoro Temo6py. Y BucTasi "Konucka xutta” J1. 3a-
JOpOXHa BMKOHanNa 3HavHy BOKarnbHy napTito MaTepi. MenoginHa, npoHMKNMBa nNicHA JonoMorna BUSIBUTU
iHouBigyanbHi pucu obpasy, xapakTep repoiHi. [ornoc cniBayky, SKUA OTPUMAB TaKOX ApamMaTudHy
HaCcWYeHICTb, 3By4aB CXBWUMbOBaHO, 3adyLlleBHO, ByB MPOMHATUIA HiKHICTIO i TennoTtow. lNepen cnyxadvem
BiAKpMBaBCA NpeKkpacHWUi OyxXOBHUIA CBIT MaTepi, My>XHbOI XiHKW, KOTpa BCe XWTTS nparHe mupy Ta gobpa.
3irpiTa eMoLjiiHO HacHarow BUKOHAaBWLi, TanaHOBUTOI CNiBayky, NPOCTa Ta LWuMpa NicHA BUACKpaBroBana
CKMagHy ramy MOYyTTiB repoiHi, 1i rmunboki nepexuBaHHA. Ob6pa3 Kosaka, CTBOPEHWIA COMiCTOM onepu
C.'OMOHOM TaKOX € AOCATHEHHAM CNEeKTakmMo, agke nepeHeceHHs repoiB KO3aubKoro ernocy Ha yMOBHY
OnepHy CLeHy — HaA3BMYalHO CKnagHe 3aBAaHHA Ang aktopiB. [MpumycuTu rmsgada nosipuTu B KUTTEBY
OOCTOBIPHICTE NOBEAIHKA Ta MO4YYTTIB MNEepCoHaxa MOoXe TifbKM CrpaBXHin MancTep BOKaslbHOMo
nepesTineHHs. Came Takum mutLeM BusBuB cede TeHop C. OMOH, CTBOPMBLLWN MCUXOMOriYHO-NpaBanBUn i
POMaHTU4YHO-OKpuneHnn obpas Kosaka. Nepen cnyxadyeM oxuBae ynioONeHWin repon Kosaubkux aym, i
3[4a€eTbCA, WO y3aranbHeHa i noeTnyHa MoBa My3uku e Binblue Habnwkae Noro Ao CyYacHUKIB, a NONyM’ sHi
cnosa npo noboB Ao YkpaiHu cTalTb Haf 3aBoaHHAM BucTaeu. "Buctaa "Konwmcka »xuttsa" ceiguntb npo
NigKOPEHHs TeaTpoM HOBUX TBOPYMX Wabenis" [7, 4].

BucHoBkM. Y cTaTTi po3rnsgarnTbCs  KyNbTYPHO-XYOOXHI  siBAWA B YKPAIHCbKOMY  MY3UYHO-
TeaTpanbHOMy MucTeuTBi nodatky XXI cToniTTd, SKi NO3UTUBHO BMNMIMBAOTb Ha PO3BUTOK CY4acHOro
[HinponeTpoBCLKOro akageMiyHOro TeaTpy onepu Ta 6aneTy Ta CnpusitoTb B AOTO MeXax akTUBHOMY npoLie-
CY HOBOrO >KaHPOTBOPEHHS.
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YKPAIHCbKUA AMATOPCBHKUIA TEATP CXIQHOT FANUYUHU
KIHUA XIX — MOYATKY XX CT.

MeTa poGoTu. Y cTaTTi po3rnsiHyTo crneundiky po3BUTKY yYKpaiHCbKOro amaTopcbkoro Teatpy CxigHoi MannmumHm
B KOHTEKCTi COLioKyNbTypHUX npoueciB KiHus XIX — novaTtky XX cTonitra. YkpaiHcbkuin amaTtopcbkuin Teatp CxigHoi Ma-
NNYUHW JOCHIIKYETLCA SK HEBIQ'€MHa CKragoBa YKpaiHCbKOI TeaTpanbHOI KynbTypu, AcKpaBe HauioHanbHe iCTOpUKO-
KynbTypHe sBuwe. Metogonoria [OCniMKEHHA nonsrae B 3aCTOCYBaHHI iCTOPMKO-KYSNbTYPHOrO, KOMMapaTMBHOIO,
COLioNoro-TeaTpo3HaBvyoro MeTodiB. 3asHayeHni MeTO40NOMYHUMA NiaXia A€ MOXIMBICTb AOCNIAUTU 3MICT Ta HaNpsAMK
LisiNbHOCTI NPOBIAHMX aMaTOPCbKMX TeaTpanbHUX Konektueis CxigHoi MannunHm, npoaHanisysaTtu cneundiky peneprtya-
py. HaykoBa HoBU3Ha po60oTu nonsrae B po3LUMPEHHi YsIBNEHb NPO AisNbHICTE aMaTOPChKMX TeaTparibHUX KONEKTUBIB
CxigHoi ManuunHmn Ta obrpyHTYBaHHI iX eTHO306epiralo4oi, ETHOKOHCOMIAYHYOI pori y npouecax HauioHanbHOro KynbTy-
poTBOpeHHs. BucHoBKW. [isinbHICTb aMaTOpCbKUX OpamMaTUYHKMX KOMEKTUBIB ranudaH Oyna BaXkrvMBUMM UYMHHMKOM
HaLioHanbHO-KyNbTYPHOrO BIAPOMAXKEHHS, CMpWUANa KoHcomigauii yKpaiHCbKOro CycninbCTBa, 30epexeHHI0 YKpaiHCbKOT
MOBW, nMponaryBana eTHorpadiyHi 3acagu Ta 3BMYal yKpaiHCbKOi Hauii, iHTeHcudikyBana npobymKeHHst HauioHanbHoI
CBIZOMOCTI, cnpusina 36epexxeHHI0 BNacHOoi KynbTypHOI iAEHTUYHOCTI.

Knroyosi criosa: ykpaiHcbka TeaTparnbHa KynbTypa, COLOKYNbTYPHI MPOLECcH, YKpaiHCbKUIN aMaTopCbkuii TeaTp
CxigHoi Manu4uHn, penepTyap.

SH UpuHa HukonaeeHa, kaHOudam uckyccmeosedeHusi, doueHm, dokmopaHm HauuoHaneHoU akademuu py-
K0B0OsAWUX KaOpo8 Kyrbmypbl UCKYycCme

YKpauHckun amaTtopckum teatp BoctouHom MNannyumHbl koHua XIX — Hayana XX B.

Lenb pa6oTkl. B ctatbe paccmatpmBatoTcsi 0COBEHHOCTY Pa3BUTUSI YKPaMHCKOro amaTopckoro Teatpa BoctouHon
"anu4mHbl B KOHTEKCTE COLMOKYNbTYPHBIX NpoLeccoB koHua XIX — Hayana XX Beka. YKpanHCKuin amaTtopckun TeaTp BocTtou-
HOWM ["annunHbl UCCreayeTcs Kak BaXkHas COCTaBNAOLLAsA YKPaMHCKOW TeaTpanbHON KynbTypbl, ApKOe HaLMoHarnbHoe nctopu-
KO-KyrnbTypHOe siBrneHvie. MeToponorna uccneaoBaHns 3akmioyaeTcs B NPUMEHEHUN NCTOPUKO-KYNbTYPHOTO, KOMNapaTuBHO-
ro, COLMOmoro-TeaTpoBegYeckoro MeToAoB. YKa3aHHbIN METOOO0MOMMYECKA MOAXOA MO3BOMNSAET UcCneqoBaTb cogepxaHue 1
HanpasneHue AesTenbHOCTM CcaMogedATeNbHbIX TeaTpanbHbIX KOMNMEKTMBOB, MpoaHannsupoBaTb cneumduky penepryapa.
HayyHas HoBM3Ha paboTbl 3aKMtoyaeTcs B pacLUMpPEHUM NPeaCTaBneHuii O AesTeNbHOCTU CaMOAEATENbHbIX TeaTpanbHbIX
KonnekTMeoB BocTouHoM ManmunHbl, B 060CHOBaHWMM X ETHOKOHCONMAMPYHOLLEN PO B NPOLIECcax HaumoHarIbHOrO BO3POK-
JOeHvs. BeiBoabl. [lesaTenbHOCTb caMmoaenTenbHbIX ApaMaTUieckmx KOMNMEeKTUBOB ranuyaH obina BaxkHbIM hakTopom Haumo-
HanbHO-KyNbTYPHOTO BO3POXAEHUSA, CNOCcOOCTBOBANa KOHCONMaaUuM yKpamHCKoro obLuecTea, nponaraHaypoBana 3THorpa-
dmyeckne OCHOBblI M 0DObl4aM YKPaUHCKOW Haumu, MHTEHcudMuMpoBana npobyxaeHne HaumMoHanbHOro CaMOCO3HaHWS,
cnocobcTBoBana CoXpaHeHMo KyIbTYPHOW MOEHTUHHOCTW.

Knroyessie crnosa: ykpanHckas TeatparnbHas KyrnbTypa, COLUMOKYNbTYPHbIE MPOLLECCHI, YKPAUHCKUI aMaTOpPChKUN
TeaTp BocTouyHow MannuuHel, penepTtyap.

Yan Irina, Ph.D in Arts, associate professor, Doctoral-student of the National Academy of Managerial Staff of
Culture and Arts

Ukrainian amateur theatre of Eastern Galicia at the end of XIX — the beginning of XX centuries

Purpose of work. The article considers the features of the development of Ukrainian amateur theatre of East-
ern Galicia in the context of sociocultural processes of the end of XIX — the beginning of XX centuries. The Ukrainian
amateur theatre of Eastern Galicia is investigated as an integral part of Ukrainian theatre culture and bright national his-
torical and cultural phenomenon. Methodology. The author uses the historical-cultural, comparative, sociological and
theatre critic methods. This methodological approach allows us to investigate the content and direction of amateur thea-
tre groups and to analyse the specifics of the repertoire. Scientific novelty. Scientific novelty is the expanding notions of
activity amateur theater companies in Eastern Galicia and the determination of their ethno-cultural role in the creation of
the national culture. Conclusions. Activities of amateur dramatic groups of the Galicians were important factors of the
national and cultural revival. They contributed to the consolidation of Ukrainian society, promoted the ethnographic foun-
dations and traditions of the Ukrainian nation, led to the awakening of national consciousness and helped to maintain
their own cultural identity.

Keywords: Ukrainian theatre culture, sociocultural processes, Ukrainian amateur theatre of Eastern Galicia,
repertoire.

AKTyanbHiCTb TeEMU AOCRiMKEHHS. Y npoueci HauioHanbHOI camoigeHTudikavjii Ha cy4acHomy eTani
aKkTyanbHIiCTb  AOCHIMDKEHHS perioHanbHOT  My3WYHO-TeaTparnbHOi KynbTypu B KOHTEKCTi  HauioHanbHol
KyNbTypHOI Tpaguuii 3yMOBMEeHa iHTEHCMBHMM MOLUYKOM HOBWX KOHLENTyanbHUX 3acag BigpomKEeHHS Ta
PO3BUTKY YKpPalHCLKOI KynbTypu. BuBYEHHS Ti B MpoeKuii iCTOPUYHOI PEKOHCTPYKLIi Aa€e 3MOry BiATBOPUTU
3aranbHe KynbTYpHO-ICTOPUYHE TNO, BUSABUTU cneumdiky B3aEMO3B'A3KiB Tpaguuii i HoBaToOpCTBa,
npoaHanisyBaTtu NpoBigHi TEHAEHLiT PO3BUTKY TOLLO.
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MWTaHHIO BUCBITNEHHS TEHOEHUIN Ta LWNAXiB PO3BUTKY YKPAIHCLKOro TeaTpanbHOro MucreuTsa
npucesaYeHi npaui . AHToHoBMYa [2], H. AHapiaHosoi [1], O. KpacunbHukosoi [11], B. PomaHuubkoro [15] Ta
iH. OKpeMi acnekTn CTaHOBIIEHHS aMaToOpCbKOro TeaTpanbHOro MUCTELTBA PO3KPUBAIOTHCH Y ICTOPUKO-
KynbTYypOSoriYHnX, MMcTeLTBo3HaBuMx npaudax O. boHbkoBebkoi [3], B. BypaynaHioka [4], M. emouko [6], J1.
Hoporux [7], O. Kasumuposa [9], C. YapHeubkoro [19] Ta iH. [poTe, nonpu 3HaYMMICTb AOPOOKY BYEHUX,
OOCMIKEHHA aMaTopCbKOro TeaTpanbHoOro mucteutBa CxigHol lManuumMHM B acnekTi  HauioHanbHOT
KynbTypHOI Tpaguuii Ta B Npoekuil TorodacHNX MUCTELbKUX TEeHAEHLUin we notpebye iCTOpUYHOro Ta Muc-
TeuTBO3HaABYOro aHanisy. Lium i aymoBneHuii BuGip TeMun 3anponoHOBaHOI CTaTTi, METOK SIKOI € JoCnignTu
crneumdiky po3BUTKY YKpaiHCbKOro amaTopcbkoro TeaTpy CxigHol ManuyunHmn sk BaXKnmBOro YMHHMKA CTaHOB-
NEeHHS Ta PO3BUTKY TeaTpanbHOI KynbTypu periony KiHus XIX — novaTtky XX cToniTTA.

Buknag ocHoBHOro matepiany. Y apyrii nonosuHi XIX CT. CTAHOBMNEHHA Ta PO3BUTOK YKPAiHCHLKOro
TeaTpanbHOro MMCTELTBa CynpOBOAXYBaBCA AYXOBHO-KYNIbTYPHUM NiGHECEHHAM, 3yMOBMEHUM NOLUMPEHHAM
HauioHarnbHO-KynbTypHOro pyxy. lNposigHi ykpaiHcbki gisdi B. AHToOHoBMY, M. pywescobkuid, M. [paromaHos,
C. MoponuHcbkun, ®. Boek, . YybuHcbknin, M. Muxanbuyk, O. Pycos, M. KponueHuubkuin, |. KapneHko-
Kapuin, M. Ctapuubknia, . ®paHko, M. JInceHko Ta iH. Bynu yyacHMKammn yKpaiHCbKOro KyrnbTYpOTBOPEHHS. B
OCHOBY CBOEI AiANbHOCTI Aifdi yKpaiHCbKOI KynbTypu CTaBUNW HaUioHamnbHY igeto, yTBEepOKeHHS AeMOoKpa-
TUYHUX igeaniB, BiAPOAXEHHS ICTOPUYHOI MaM’aTi yKpaiHCbKOro Hapogy, a MeTY iCHyBaHHA BbGadanu y
nigHEeCeHHi HaLuioHanbHOI CBIAOMOCTI, NPOBYMKEHHI HauioHanbHOI TAHOCTI, YTBEPAXEHHI AEMOKPaTUYHMX
ineanis, BiATBOPEHHI AOYXOBHUX LUiHHOCTEN, OG’€AHaHHI perioHani3oBaHUX YacTUH YKpaiHCbKOro Hapoay
nodineHoro Ha ToW 4ac MiX ABoMa iMmnepismMu — Pocincbkoo Ta ABCTPO-YTropCbKOd — B iHTerpoBaHy
€THOHaLiOHanNbHy LiMiCHICTb 3 €QUHOK YKPaiHCBLKOK MiTepaTypHOK MOBOK Ta €4MHOK HaLiOHANbHOK KyIlb-
Typolo.

3BiCHO, yKpaiHCbKa iHTenireHuis, sika nporosoLuyBana igeto HauioTBOPEHHS, PO3BUTOK BIACHOI Kyrb-
TYpU CBO€EI AiFnbHICTIO (bopMyBana "no3apociCbKy MeHTanbHiCTh", dka obmexyBana BrnvB OepXXaBHOI
POCINCbKOT MOHOMOMIT LWOoAO0 HaUioHanbHOro Ta coujianbHOro BUGOPY YKpaiHCBKOT CrinbHOTKM i 3BICHO MLINa
BCynepey odiuinHin imnepcekin igeonoremi "Camogepxasue. [lpaBocnasue. HapogHocTb". [epxkasHi
NONITUYHI HaMipy 3BOAWNUCS OO0 irHOpPYBaHHS HauiOHaNbHOI MpobnemaTukn, NPUAYLWEHHS HauioHanbHO-
BM3BOSTbHOIO PyXy Ta BKOPIHEHHS Y CYCMiNbHO-NOMNITUYHY AYMKY iA€l Npo Te, WO YKPaiHOMINbCbKUN pyX He
MaB BIlaCHUX KOpeHiB, a ByB pesynbTaToM MOMbCbKOi, 3roA0M aBCTPINCLKO-THIMELbKOT iHTpurn [14].

Y gpyrin nonosuHi XIX CT. KynbTypHUUbKa AiFnbHICTE NATPIOTUYHO HanawTo™BaHOI YKpaiHCbKOI
enitTv y HagaHinpsaHcbkin YkpaiHi oTpuMarna HenpuxoBaHWiA onip He TiNbku 3 BOKY iMNepcbKkol BEpXiBkM a 1
LWOBIHICTUMHO HanawToOBaHWX Kifl rPOMaACbKOCTi, fIka TexX He 6axana Bu3HaBaTM OKPEMILLIHOCTI
YKpalHCBbKOro Hauji Ta BBaxana, Lo He3anexHe iCHyBaHHS Ta PO3BMTOK YKpalHCLKOI KyrbTypy npu3seae Ao
HauioHanbHO-AYXOBHOMO  MPOBYMKEHHS,, CaMOCTIMHOrO  CYCMiNbHO-NONITUYHOTO,  KyNbTYPHOTO  XWTTS,
Hacrnigkom 4YOro ctaHe pyrHauis AepXaBHO-NONITUYHOT EAHOCTI iMnepii.

TeaTpanbHi MUTLI HaggHinpsHWMHKM, WO 3HaXoAUNUCbL B YMOBaX TOTANbHUX PEenpecii LLapcbKoro
pexuMy, nparHynum MaTtu BracHy [OepXaBHICTb $K IHCTPYMEHT Yy 3axMCTi HauioHamnbHWX npaB Big
30BHILLTHBOrO BM3WCKY, NpaBO MaTW pigHY MOBY, KynbTyTpy, HalioHanbHy TeaTpanbHy Tpaguuito. Cnig 3a-
3Ha4MTW, WO came yKpaiHCbke TeaTparibHe MUCTEUTBO Y Leil yac ctano 3aranbHOYKpaiHCbKMM OyXOBHO-
KyNbTYpPHUM siBULLLEM, Ske 06’eqHano HagaHINPAHCLKMX Ta ranuubkux TeaTpanbHUX MUTLIB.

AHani3 icTopuyHuMx MaTepianiB 3acsigyye, Wo HanpukiHui XIX — novaTky XX CT., He 3ycTpiyaiouu
ypsgooBux 3abopoH Ha TepeHax ABCTPO-Yropcbkoi iMnepil npu  KynbTYpHO-OCBITHIX TOBapucTBax 3a
iHILiaTMBOK ranuubknx fgisdie OynyM 3acHoBaHi aMaTopCbki ApaMaTuyHi TypTKW, AKi CnpaMyBanu CBOHO
OiANbHICTE Ha nponaryBaHHA 3acobamMy CLEHIYHOro MUCTELTBA YKPaAiHCbKOI KynbTypu cepep LUMPOKUX
BEPCTB HaceneHHs Ta cTany MOryTHIM 3acoboM koHconigauii yKpaiHCLKOT CrinbHOTW.

Y 1898 p. y JlbBoBI nig Yac ceaTKyBaHHSA 3 Haroan 100-pivys Buxogy B cBiT "EHeign” |. Kotnsipeschb-
koro 6yno 3acHoBaHo "[pamaTtuyHe ToBapucTBO iM. |. KoTnapesckkoro". 3rigHO 3 nporpaMoBUMU OOKYMEH-
TamMy METOK iICHYBaHHS LbOro HaLioHarnbHOro ocepeaky 6yno: "...nnekatn Ta po3BMBaTU ApamMmaTUyHe MUC-
Teutso" [19, 207]. OcHoBHUMK 3acagamu QisanbHOCTI Byno Bu3HaveHo: 36ip KOwWTiB ANa NigTPUMKK TeaTpy
ToBapucTea "Pycbka beciga" y J1bBOBi, aMaTOPCbKUX MypTKiB, HAgaHHS CTUNEHAIN TanaHOBUTUM akTopam Ta
cniBakam Ansa oTpMMaHHs creuianbHoi (baxoBoi OCBITH, 3aCHYBaHHSA My3WYHO-TeaTparnbHoi 6ibnioTeku, npo-
Be[lEeHHS KOHKYPCiB Ha HOBI ApamaTtunyHi TBopm Towwo [19, 208].

Mpw "OpamaTtnyHOMy TOBapuUCTBI iM. |. KoTnspescbkoro" y ksiTHi 1898 p. Byno opraHisoBaHO gpamaTtud-
HUI ypTOK, AKUIA O4OMNMB NPOBIAHWIA KyNbTypHUI Aiad J1. NlonatuHebkvi. [o cknagy amaTopChbKol TPYMU YBIMLLINK
TanaHoBuTi aktopu: ®. JlonaTuHebka, I. KpywenbHuubka, O. JleBuubka, M. KpywensHuupska, E. KpywensHuubka,
M. AppgaHiBHa, M. MapaceBwmd, |. Conory6, P. Mpokonosuy, M. Aukie. Mpotarom 1904-1910 pp. KonekTvs
30iMcHMB NocTaHoBKy BUCTaB: "HaTtanka MNonTtaska” |. Kotnapescbkoro, "YkpageHe wacrts”, "Yuutens" |. ®paHka,
"3anopoxeub 3a [lyHaem" C. ['ynaka-AptemoBcbkoro, "HopHomopui" A. KyxapeHka Ta iH. [4, 120].

PesynbtaTtoMm npoBedeHux ToBapuCTBOM KOHKYPCIB ApaMaTU4HUX TBOPIB CTarno MOMNOBHEHHS
yKpalHCbKOi ApamaTyprii HoBuMmKn n'ecamu: "[IBa gomukm 1 ogHa xBipTka", "3aBeptoxa" Jl. JloToubkoro Ta
"Oons »xapTye" (apama Ha 5 gin) C. MNaHywaka. Haknagom ToeapucTtea 6yno sugaHo tBopu |. Kotnspesch-
koro, m’ecn "Hactosawi" O. BobpukeBunda Ta "BopoxOut" . LlermMHCbKOro, a TakoX Mecu MpoBigHNUX
HagaHINpsiHCLKUX Apamartypris [19, 208].
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3a cBigyYeHHsM AOCnigHULBKMX MaTepianiB, HanpukiHui XIX CT. cnocTepiranacsa TeHnAeHUia [0
KoHconigauil ykpaiHcbkoro pobiTHMuTBa [anuuuHu. LeHTpom ob’egHaHHs cTanu npodecivHi pobiTHWI
opraHisauii, wo Oynn 3acHoBaHi 3a iHILiaTMBOK NPOBIAHUX TFPOMAACHKO-MOMITUYHUX, LIEPKOBHUX AiAdiB,
POBITHUKIB-AiAYIB: TOBApPUCTBO YKpalHCbKMX POBITHUKIB "Cuna", TOBapuCTBO rPeKo-KaToONMLUbKUX POBITHULIL
"Byny4HicTb", KynbTypHO-OCBITHE TOBapuCTBO pobiTHMKIB "Bonsa", TOBapnCcTBO peMiCHMKIB, MPOMUCIOBLIB i
ToprosuiB "3opa" Ta cnoptuBHe ToBapucTBo "Cokin". Lli HauioHanbHi ocepegku pPO3rOpHYNM akTUBHY
JiSNbHICTb K B OpraHisauiitHomy, NpodecinHoMy Tak 1 B KyrnbTYPHO-MPOCBITHULLKOMY Hanpsmax [13, 475].

MpodecinHi opranisauii "Cuna", "3opsa", "Bonga", "Byay4HicTs" npoBogUNK CNifbHI KyNbTYPHO-OCBITHI
3axoaun. 3okpema, OpraHi3oByBanu HauioHanbHO-MaTPiOTUYHI 3axo4u, MPUCBSYEHi YKpaiHCbkMM gisdam: T.
LeB4yeHkoBi, |. ®dpaHkoBi, M. JlnceHko Ta iH., WO MNEPEKOHNMBO CBIAYMINO NPO rMNBOKe YCBIOOMITEHHS
YKpaTlHCBKOI CriflbHOTOI BRacHOI HaLioHanNbHOT iGeHTUYHOCTI.

AKTUBHY KyNnbTYpPHO-OCBITHIO poBOTY MPOBOAMNO crnopTuBHe ToBapucteo "Cokin" y JIbBoBsi. Monos-
HOIO METO iCHYBaHHsI L€l opraHisauii 3rigHo ctaTyTy 6yno — npocBiTa uneHiB "... Yepes cninbHi Bnpaswu,
cninbHi nporynsHku i Biguntn" [10, 27]. KpiMm Lboro, ToBapncTBO BNaLITOBYBaNo ryMOPEeCTUYHI BeYipKu, TaHLj,
CrniBM a TakoXX amaTopCbKi TeaTpanbHi BUcTasu. NMpu nbeiBcbkoMy "Cokoni" AissB amaTopcbkMin ApamaTUdHUA
rypTok nig kepisHUUTBOM €. KynumHcbKkoro ta YTpucbkoro. Konektms 34iMCHUB NOCTAaHOBKM YKPaTHCBbKUX BUC-
TaB: "YkpageHe wacta" |. ®padka, "[osbyw" 0. PegbkoBuua Ta iHWMX M'eC HaAAHINPSAHCBKUX,
3axigHoeBponencbkux gpamartypris [19, 209].

Y mictax i cenax NanudmHu gisdi "Cokona" opraHidysanwu ¢inii ToBapuctea. 3okpema, y 1910 p. npu
Ginii ToBapucTBa M. lopoaeHka Aisino Tpu CeKLii: opraHisauiiHo-HaykoBa, cniBaubka Ta gpamatmnyHa. B. Ko-
PONbKO aHani3ytoun y CBOIN npaui AisnbHICTb LbOro HauioHanbHO-KyNbTYPHOrO OCEPEAKY BU3Ha4Yae NnigHy
KYyNbTYPHO-OCBITHIO poBOTY, CpsIMOBaHy Ha MOMNynApu3auito yKpaiHCbKOl KyrnbTypW, TeaTpanbHOro Mucteu-
TBa cepeq rpomagu. 30Kpema, YneHu OpradisauinHO-HayKoBOI cekuii nigrotyBanu poknagu: "Kutrta i
fisnbHicTb |. ®paHka”, "YkpaiHCbke COKINbCTBO i Moro 3aBaaHHs", "Mpo 3aBgaHHA Civen", 6Gpanu yyacTb Y
opraHisauil Ta BigkpuTtTi diniany ToBapuctea "Civ" y ¢. CTpinbye M'opogeHkiBCbKOMY MOBITi, OpraHisyBanu Ta
NpoBenu Tpu 3aranbHOCOKINLCHKUX CXOAMHU Ta ryMOpPUCTUYHY Bedipky. OKpiM LbOro, cnisaubka cekuis bpa-
na y4acTb Y nepLiomMy ykpaiHCbkOMy (DECTOHi, Ae cniBanu yKpaiHCbKi NiCHi, JEMOHCTPYIOUN Ta nponaryoyu
HauioHarnbHYy KynbTypy LUMPOKOMY rpoMagcbkoMy 3arany. [lpamaTuyHa cekuis ToBapucTBa 3akynurna Tear-
panbHuin ogdar Ha 300 KOPOH Ta 3aifcHWUa NocTaHoBKy BUcTaB: "lMepexuTtpunu, abo Mowunuce y aypHi" M.
KponueHuupbkoro, "Cyeta" |. KapneHka-Kaporo, "CeaTtaHHs Ha MoHuapisui" I'. KeiTkn-OcHoB’sstHeHka, "On He
xoaum, Mpuuto, Ta n Ha BevopHuui" M. Ctapuubkoro, "[1Ba goMuku Ta ogHa diptka" J1. JloTouskoro, "Moxap",
"Inbko Mawak" J1. JTonatuHcbkoro Towo. OkpiM Liboro, ropoaeHkiscbkuin "Cokin" 36yayBaB HOBE NMPUMILLIEHHS
TOBapMCTBa Ta 3acHyBaB YMTanbHo i 6ibnioteky [10, 31].

AmaTopcbkuin gpamaTudHUA rypTok ¢inii "Cokona" M. bepexaHu 3aiincHMB NocTaHOBKY BUCTaB: "3a-
py4uHu no cmepTi" M. KapneHka Ta "3paskoBuin myx" A. KyxapeHka. Y nvcTi NpoBigHOro rpoMagcbkoro gisva
M. Posgonbcebkoro Big 21 TpasHa 1909 p. ao JlbBoBa MicTUTbCS iHpopmauia npo Te, wo amatopu ginii "Co-
kony" M. TucMeHUi 3BepHynucsa Ao amaTopiB M. bepexaH 3 npoxaHHsM HagicrnaTti TM TEKCTU NOoCTaBreHnX
TeaTpanbHuX BUCTaB a Takox komegito I. KeiTkn-OcHoB’'siHeHka "CaTtaHHsA Ha [ToHyapisui” [10, 32].

3Ha4yHMX MUCTELbKUX BWUCOT OOCAr amMaToOPCbKU ApamMaTUYHUI TYPTOK TOBApUCTBA PEMICHUKIB,
npomMucnoBLiB i ToprosuiB "3opa" nig KepiBHMLTBOM akTopa, ynpaBuTensa ApykapHi ToBapucTea "Pycbka
Beciga" I. 3axapka. Maoun 3Ha4YHUIN PeXNCEPCBbKMI Ta aKTOPCbKUA OOCBIA, WO ByB OTpUMaHWR Mg Yac po-
60TN y KpakiBCbKOMY Ta NnbBiBCbKOMY TeaTpi "Pycbkoi 6ecign” |. 3axapko 3a CTUCNWMN TEPMiH LWBWAOKO Harna-
roave TeaTparnbHy cnpasy.

Bbavatoum y TeaTpanbHOMY MWUCTEUTBI MOTYXHY MNPOrpecuBHY Cuny, sika Crnpusie HauioHanbHo-
KyNnbTYpPHOMY BiOpPOAXXEHHIO aMaTOPCbKUA TeaTpanbHUiA ocepedok obupae OO MOCTAHOBKM Kpalli TBOpW
YKpalHCbKUX ApamaTtypriB, Npuainse 3HayHy ysary poboTi Hag CTBOPEHHSIM LOCTOBIPHUX XYOOXHIX obpasis,
CTapaHHO Npaule Hag TOYHUM BiATBOPEHHS iAEOMOriYHOro 3MiCTy MeC. Y4acHUKM aMaTopPCbKOro KONMEeKTUBY
y 3ani HapogHoro gomy, "Pycekoi 6ecigun”, rotento "Kopx" 3aincHmMnu noctaHoBky BucTas: "Hatanka [lNon-
TaBka", "Mockanb-vapisHuk" |. Kotnspescbkoro, "[ai ceputo Bonto, 3aBefe y Heono" M. KponnBHUMLbKOrO,
"YopHomopui" M. Ctapuubkoro, "lNaH mangatop”, "MHat Mpubnyaa", "Wkonsap Ha mangpisui" C. Bopobkesu-
ya, "Kym-mipowHuk" B. OmutpeHko, "Kanpane Tumko" |. Mugnoscekoro, "HopHui MaTtsin" B. Jlo3auHcbKOrO,
"Maiictep i yenagHuk" 0. KoxkeHbOBCbKOro Towo. Ha oTpumaHi Big BUCTaB KOLITWU akTopu-aMaTopu CTBOPU-
nn matepianbHy 6a3y: rapaepob, My3nyHy Ta TeaTpanbHy 6ibnioTeky [6].

Y 1905 p. |. 3axapko Bpganocs oTpumatu [J03BiN  iMNEPCbKOro ypsagy Ha  yTpUMaHHs
HaniBnpodecinHOl MaHAPIBHOT TPYNX 3 NpaBoOM 3AINCHEHHSA racTporbHOI gisnbHocTi. Y 1906 poui Ha 6asi
LbOro amaTopcbkoro ob’egHaHHA Gyno 3acHOBaHO OYKOBUHCBKMI NpodbeciiHniA TeaTp, SIKMIA OicTaB Ha3By
"Pycbkuin censHebkuin Teatp"”. [debioTyBas konektus 4 kBiTHA 1906 poky BuctaBsowo "He cyaunocs" . Bopa-
KOBCbKOrO, sika Bigbyrnach 3i 3Ha4HUM YCnixoMm, BigobpaxeHNM Ha wnansTax MicLeBol Nepioamku.

Y 1907 p. Teatp 6yno nepenmeHoBaHO Ha "BYKOBUHCLKMI HapogHun TeaTp". Y Len Yac KonekTus
MOMOBHIOETLCH TaNaHOBUTOK MOMOAAH0, KONMULIHIMK yYacHUKkammn "BykoBUHCLKOrO BosiHy", kpalmmm amato-
pamu gpamatudHux rypTkie ManuumHn. JianeHicTb konektuBy Byna cnpsamoBaHa Ha nponaryBaHHs AeMokpa-
TUYHUX iOel HaLioHanbHO-BU3BOMBHOMO PYXy cepeq LUMPOKUX BEpCTB CychinbcTBa. PenepTyapHy OCHOBY
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TeaTpy ctaHoBunu m'ecn M. KponusHuubkoro, M. Ctapuubkoro, |. Kapnenka-Kaporo, |. ®paHka, 0. ®egbko-
BMYa Ta iH. [9, 128].

Ha nouatky XX ctonitra B CxigHy MannyunHy 3 ractponsaMu npuibkaxanu TeatpanbHi Tpynu kopudeis
yKpaiHcbkoro npodecinHoro teatpy — M. KponusHuubkoro Ta M. CagoBCbKOro, AEMOHCTPYHOUN rnsgadvam
cBoOl Harkpalli Buctaeun. TeaTp "Pycbkoi 6ecign” y cBoemy penepTyapi Takox MaB TBOPU BiJOMUX Y Lier Yac
apamarypris: . Kotnspesckkoro, M. KeiTkn-OcHos’ssHeHka, M. Ctapuubkoro, |. Tobinesuya, |. ®paHka Ta iHL.
Lli noctaHOBKM npoxoauwnu 3 Hag3BMYaHUM YCMiXOM Ta CNPUANM BUXOBaHHIO HaLiOHanbHOI CBIAOMOCTI Ta
naTpioTU3My ranunyaH.

AHani3 Toro4acHuX iCTOpUYHUX MaTepianiB CBiAYUTb, IO OpraHi3atopamm amaTtopCbKuxX TeaTpanb-
HUX TrypTKiB Ha anuyuHi 6ynu NpoBigHi KyNbTYpHi Aisdi, BYUMTENi LUKIN, CBAWEHWKW, CTYAEHTU TiMHa3in,
YHIBEPCUTETIB, aKkTopu-amaTopu, siki Manu NpakTUYHi HaBMYKM y4acTi B NOCTaHOBKax BUCTaB Ta nwobunu uen
HanpsaM KyrnbTYPHO-MUCTELLKOT OiiNbHOCTI.

3okpema, y 1907 p. amaTtopCbkuin TeaTpanbHUA FypTOK M. 3ono4veBa 34ilNCHMB NOCTaHOBKY "3ano-
poxua 3a [OyHaem" C. [N'ynaka-ApTtemoBcbkoro Ta "Hammuuky" |. Kapnenka-Kaporo. Y ubomy X poui
POBITHUYMIA aMaTOPCbKUIN KOMEKTUB TIOTIOHOBOI (habpukn M. BiHHMKKM nocTaBus "BestanaHHy" |. KapneHka-
Kaporo ta "Bopora Hapoay" I'. |6ceHa y nepeknagi M. 3aripHoi. AMatopu M. [porobuya penpeseHTyBanu
rpomagi "Cepepg 6ypi" b. piHyeHka Ta "Hagito" I'. [enepmaHca.

AmaTopcbkuin TeaTpanbHun konektus M. CTpun, WO AisB y uen yac npu ToBapuctsi "MiwaHcbka
Beciga" nig 4YynHUM kepisHUUTBOM pexucepa O. bobpukeBnya 34iNCHMB NOCTaHOBKY BUCTaB: "3anopoxelb
3a fyHaem" C. N'ynaka-AptemoBcbkoro, "lMowwunuca B gypHi" M. KponusHuubkoro, "Xmapa", "Tato Ha 3apy-
ynHax" I". LlernuHcbkoro Ta iH. [9, 126].

HanpukiHui XIX — noyatky XX c1. B CxigHin [annumnHi Baromy ponb Yy CrpaBsi BigdpOOKeHHS
HaLjioHanbHOI i4EHTUYHOCTI YKpaiHCTBa Bigirpano KynbTypHO-OCBITHE ToBapucTBo "lpocsita”, wo 6yno 3a-
cHoBaHo B 1868 p. y J1bBOBI 3a CMPUAHHAM MPOBIOHNX MPOMAaACBHKNX Ta KynbTypHUX AisdiB — A. BaxHsHUHa,
M. Koccaka, K. Cywkesuya, |. KomapHuubkoro, O. OroHoBcbkoro Ta iH. "lpocsiTta” mana JiTky opraHisauiiHy
CTPYKTYpy: ["onoBHWIA Biaain, skui 3Haxogmecs y JbBOBI, inii y NOBITOBUX MiCTax Ta YuTanbHi y cenax [12,
105]. OcHOBHMMW acnekTamu KynbTyPHO-MPOCBITHULBLKOT AisnbHOCTI ToBapucTBa 3rigHO  CTaTyTHUX
OOKyMeHTiB Oyno: opraHisauiHa [isnbHiCTb (3aknagaHHA inin, 6ibniotek, MyseiB, uuTaneHb, 6ypc,
eTHorpadivyHNX BUCTaBOK, BriallTyBaHHA HapoOOHWX CBSIT), PO3BUTOK TeaTpanbHOI Ta My3n4yHol (MpoBeaeHHs
KOHLIEPTIB, 3AINCHEHHS NOCTAaHOBOK CMEKTaKIiB, NPOBEAEHHS MyONiYHMX NeKUin, My3nYHO-AeKnaMaTOPChKNX
BEYOpiB) HajaHHa MaTepianbHOI 4ONOMOrM BYUMTENAM, NiTepatypHuM gisvam, monogi [12, 106]. 3rogom Ha
OCHOBI oro ctatyTHMX 3acag 6ynu opraHisoBaHi cinii Ha CxigHi FanuyuHi y 6aratbox MicTax Ta cenax.

Ak BXe 3a3Havanocs y gocnigXeHHi, NoTAr 40 ApaMaTUYHUX BUCTaB B yKpaiHLUiB KOPUCTyBaBCS Be-
TINKOIO NONYMAPHICTIO, TOMY KepiBHUKM dinin J1bsiBcbkoi "MpocBiTn" Texx Abanu Npo yTBOPEHHS TeaTparbHUX
amMaTopPCbKMX FYPTKiB sIK BaXKMMBOro 3aco0y HauioHanbHOro YCBifOMITEHHS Ta AYXOBHOIO NigHECEHHS HaLji.

Y 1891 p. Ha CTpinwmHi npu micuesin dinit "MpoceiTn" 3a CIPUAHHAM MPOBIAHOrO rPOMaACHKOro Ta
KynbTypHoro gisgya €. OnecHULLKOro po3rnoyas CBO AisfNbHICTb aMaTopChkniA ApaMaTUYHUA FypTOK, METOH
akoro 6yno "...nnekaTtu KynbT pigHOT MOBM W JaBaTu cueHiyvHi Buctasun" [19, 208 ]. Cknag gpamatuyHOro
rypTka CTaHoBuna TanaHoBuTa MOMOAb FiMHa3ii Ta ceMiHapin. AKTopu-amaTopu 3 eHTy3ia3aMOM, HaTXHEHHO
CTaBWmnu Mecn yKkpaiHCbKNX gpamatypris: "YkpageHe wacta" |. ®paHka, "CsataHHg Ha ToHyapisui" . KBiTku-
OcHoBsiHeHKa, "On He xoawn, puuto, Ta n Ha BedopHuui" M. Ctapuubkoro, "lMicHi B nuuax" M. KponveHuLb-
koro Ta iH. [9, 126].

OpaHuM i3 nNeplmx rypTkiB Ha TepHONiNbLUMHI, WO Aids npu micuesin ¢inil ToBapuctea "MNpoceiTa”
6ys ApamaTuyHUi rypTok c. [leHucis. Y 1891 poui amaTtopm nig kepisHMLTBOM M. BiTolumHckkoro aebioTysa-
nu 3 Buctaeoto "3a cupototo i bor 3 kanutor" M. KponueHuubkoro. Micuesi xuteni ¢. [leHncoBa Haa3suyain-
HO Tenmno CNpPUNHANW MOCTaHOBKY HOBOYTBOPEHOrO ApamMaTWyHOro ryptka. HacTynHumm noctaHoBkamu
AeHuciBcbknx amaTopiB 6ynu Buctaeu: "HaTanka lNMonTaeka" |. Kotnapescbkoro, "CBaTaHHA Ha [ToH4apisyj"
I". KiTkn-OcHoB' aHeHka, "Hasap Ctogona" T. Les4veHka [16, 150].

Y 1903 poui umtanbHs TepHoninbcbkoi "MNpocsiT" nonoBHMNa cBoi POHAN HOBUMU gpaMaTUYHUMU
TBOpaMM HaAOHINPSHCLKMX Ta ranuubknx gpamatypris, siki 6ynu npuseseHi cTygeHTamu J1bBiBCbKOro
yHiBepcuteTy O. Bopogiesuyem, . Tonoekoto, |. KysiBum, Ta O. CKUBIHCbKMM, LLO CNPUANO PO3LUUPEHHIO
penepTyapy AEHUCIBCbKOro gpamaTudHOro ryptka. MNMpautooymn 3 BeNMKUM HaTXHEHHSAM AEHUCIBLi NoCTaBuUnu
Ha cueHi HapogHoro gomy Buctasu: "Ox, He nobu asox" M. AnbbukoBcbkoro, "BestanaHHa" |. KapneHka-
Kaporo, "3asepyxa" J1. NNoTtoubkoro, "MigripaHu" M. Bepbuubkoro [16, 150-151].

Y gpyri nonosuHi 90-x p. XIX cT. npu yutaneHi "MpoceiTn" B M. BopLiesi TepHoninbcbkoi obnacTi
OyB 3aCHOBaHWN gpamMaTudHWiA TypTOK. Llei amaTopcbkun KonekTme o6’egHaB TanaHOBUTUMX MPOCBITSH, SAKi
Oynu cnpaBXxHiMW NouiHOBYBaYyamMun Ta nonynapusaTopamm yKpaiHCbKOro cLueHiyHoro mucteursa. [eboTysas
KOMEeKTMB NOCTaHOBKOW BUCTaBM "[ocTuHa ceAToro oTusd Mukonas B bopuuesi”. PexncepomM-nocTaHOBHUKOM
OyB MiCTAHWH, npoBigHWUn Aisy TepHoninbcbkoi "MpocsiTn” |. KanuToBcbkuin. 3 Uield BUCTaBO MNPOTArOM
OEKINbKOX HaCTYMHUX POKIB amMaTOPCbKUA FypTOK BUCTYMaB nepeq MiCLEBOK rpomMadol Ta OTpvMyBaB
CXBanbHi BiAryku nepiogu4yHoi npecu [18, 176].

ObmexeHicTb penepTyapy bopLLiBCbKOro amaTopCbKoro TeatparnbHOro ryptka dyna sayMoBreHa TUm,
wo ao 1908 poky BiH He MaB BMACHOrO NPUMILLLEHHST AN 30iIMCHEHHS NOCTAHOBOK, MPOBEAEHHST peneTuLin.
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BuctaBu gpamaTuyHOro ryptka 3assudyan BigbyBanucsa Ha ByNMYHMX MangaHax Ta HenpucTocoBaHWX AMs
BMUCTaB TiCHMX MpuMmiweHHax. CuTyauia cyTteBo 3miHunaca nuwe y 1909 poui, konn Bopuliscbka dinis
"MpocsiTn" nepeixana B 6yguHok "HapogHoro [lomy", a akTopu-amaTtopu HapewTi oTpumManu ang npadi se-
NUKWIA 3an Ha gpyromy noeepci. MokaszoBuM Oyro 1 Te, WO Ha CLEeHi, cneuianbHo obnawToBaHoi ons BUC-
TaB, 6yna cnopymkeHa cydnepcbka byaka [18,177].

3BiCHO, 3 OTPMMaHHAM YMOB AN npaui 3MiHMBCS W penepTyap bopLyiBcbkoro TeaTpanbHOro ryprka.
BiH roTyeBaBcs nig naTpoHaToM MicLeBoro ocepefky "lMpocBiTU", aKTUBHUM YreHOM sikoro 6yB NpoBiaHWN
pexucep C. KoBbenb. 3 BENUKMM €HTY3ia3aMOM akTopu-amaTopu B3ANIMCb A0 MOCTAHOBKM HOBMX BUCTaB:
"Hazap Ctogona" T. LUeBueHka, "[dan ceputo Bonto, 3aBefe B Hesont" M. KponmeHuubkoro, "YkpageHe
wacta" |. dpaHka, "Mapycsa Bborycnaska" M. Crtapuubkoro, "Cnokyca", "Csekpyxa" J1. JlonaTtuHcbkoro,
"CoTtHukiBHa" B. Jlenkoro Ta iH. [18, 178]. Ycnix umMx m'ec BM3HaA4YaBCA CamMoOBigAaHiCTio, eHTy3iaaMoM, Npu-
POAXXEHMM MMUCTELbKUM XMCTOM Ta rorloBHe foboB’to 40 YKpaiHW, Bipoo B MOXIUBICTL HaLUioHanbHOro ca-
MOBUW3HAYEHHS, HaLiOHaINbHOrO BiAPOOXKEHHS.

Y 1912 poui npu dinii Toapuctsa "lpocsiTn" M. MNMeTpukis TepHONINbLCLKOrO MOBITY TEX BErbMU
nnigHo NpawtoBaB amaToOPCLKUN ApamMaTUYHUI rypToK. MpoTaromM Lboro Yyacy amaTtopu-noyvaTkiBui 3 3Ha4YHUM
ycnixom noctasunu Buctasu: "CeaTtaHHs Ha [oHuapiBui" . KBiTkn-OcHoB’ssHeHKka Ta "Hatanky MNMonTasky" .
KoTnspescbkoro. Ha »anb, CBOro NpuUMILLLEHHs amaTopy He Manu i 6ynu aMyLleHi faBaTu BUCTaBu y CTOAO-
nax abo B OKpeMux KiMHaTax NpUXmnnbHUX 40 CLUEHIYHOro MmcteuTsa MicTaH [17, 210-211].

Ycnix npeM’epHOi Nporpamy 3rypTyBaB MONOOUN amMaTOPCbKMM Konektus. [o yyacTi y nocTaHoBL;
HOBUX YKPaiHCbKMX BUCTaB 3anyyunuca n unexu MNetpukiscbkoi "Mpoceitn": B. Cepeaa, T. Jlyykis, M. Bosk, .
MuxaneunwuH, |. MucbkiB Ta iHLWI MONOAi akTUBICTU, SiKi CBOEKD y4acTiO Haguxanu ryptyaH Ha noganbluy
nnigHy npawto, cNpsiMOBaHy Ha YCBIQOMITEHHSI BNACHOI HaUioHanbHy i4eHTUYHOCTI. 3i 3Ha4YHUM YCniXOM aK-
Topu-amaTopu 3AINCHUNN NOCTaAHOBKY YKpaiHCbkMX BucTas: "Hartanka [NontaBka", "Mockanb-yapiBHUK" |I.
Kotnsipeecbkoro, "YkpageHe wacts" |. ®PpaHka, "Ak koBbaca Ta Yapka" M. CTapuubKoro.

OkpiM UbOro, Ao cnienpadi y NOCTaHOBLi YKpaiHCbKMX BUCTaB amaTopu 3arydmnm MICTsH, SKi Crnopyoxky-
Banu YyfoBi Aekopalii, TeaTpanbHe npunagas Ta peksisut. KepiBHYKY Ta uneHun gpamaTuyHoro rypTtka npygbanu
cueHapil mMec yKpaiHCbkMX ApamaTypriB, TeaTparbHi NOpagHWKW, 3a OOMOMOrOK SIKMX HaBYanucs aKTOPCLKOI
MamncTepHocTi. MNeTpukiB4aHK, Aki Oynu naTpiotTamm ykpaiHCbKoi KynbTypuy, nepebyBaroun Ha 3apobiTkax 3a Kop-
AOHOM, Haacunany KowTn Ha O6yaAiBHULITBO YniTanbHi, NpuabaHHa NiapyYHUKIB, KAHLENSPCbKUX TOBapIiB Ta iHLIMX
notpeb Ans opraHisauii nnigHoi poboTty neTpumkisebkoi dinii "Mpocsitn” [17, 213].

Ha >xanb, AckpaBe TBOpYe XUTTH ranuyaH nepepsanu nogii MNepuoi cBiToBOI BiHW. 3 nepwnx AHIB
pocincLKol okynauii 6yno odiLliiHO NPUNMHEHO icHyBaHHS "lMpocBiT", rPOMaAChbKuX, HauioOHaNbHUX KynbTyp-
HO-OCBITHIX OpraHi3auii, amaTopcbKkMX TeaTpanbHUX rypTkiB. NpoTe X AianbHiCTb cTana AckpaBo Ta Hesa-
BYTHBLOI CTOPIHKOIO B iCTOPIT YKPATHCLKOT KyNbTypW.

BucHoskn. OTxe, amaTopcbki TeaTparbHi KOMEKTMBU ranuyaH Oynu BaXnMBUMU YUMHHUKaMU
HaLliOHaIbHO-KYMNbTYPHOrO BiApomKeHHs1 HanpukiHui XIX — noyaTtky XX cT. Ix TBOpYa AisinbHICTL crnipusina
30epexeHHI0 yKpalHCbKOI MOBW, nponaryBana eTHorpadpivHi 3acagu Ta 3BMYAl  yKpaAlHCbKOI Hauil,
BigTBOpIOBana HauioOHanbHUA  MCUXOMOrYHWA  TWUN, iHTeHcudikyBana npobyaXeHHs  HauioHarbHOI
CaMOCBI4OMOCTI Ta 3aknagana nigsanvHu "teatpanbHoro" ManbyTHbOro MannumHu.
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RITUAL INCENTIVES FOR THE FORMATION OF GENRE TYPOLOGIES
(THROUGH THE EXAMPLE OF K.SZYMANOWSKI’'S ETUDES)

The purpose of the work is to identify ritual artifact incentives studied within music area (through the example
of sketches of Szymanowski). Methodology is an integrated approach, defined by a ritual-based cultural processes
formed by a folk conceptual Genesis and covered by a multidisciplinary principle, in accordance with the developments
of V. Propp, V. Toporov, E. Durkheim as well as musicological rhythm-comparative positions of the works of B. Asafiev
and linguistic philosophy of A. Losev. Scientific novelty. For the first time the works of K. Szymanowski (Etudes op.3)
are studied in the genre and culturological aspect. Conclusions. The birth of genre typologies in music is defined by the
life-practical and ideal-spiritual needs, which by its very appearance symbolize cultural extremism of consolidation of the
stereotyping of the expression, of what was revealed in unicity of semantic discovery. In music history, the genre of
sketch highlighted the stereotype of "training of the feat of professional service". In case of K. Szymanowski's Etudes,
this is the "training of modernization” of the national consciousness.

Keywords: genre of music, genre of etude, music style, ritual, symbolism.

Bosnkoea lNanuHa BikmopieHa, mMazicmp Kyribmyporioaii, npauigHUK Haykoeoi 6ibriiomeku O0ecbKoi HayioHanbHOI
My3u4Hoi akademii im. A.B.HexdaHosoi

PutyanbHi ctumynu coopmyBaHHs XaHpoBux Tunonorin (Ha npuknaai Etioais K.LLnmaHoBcbKOro)

MeTa po60TH — BUSBNEHHA PUTYarlbHUX CTUMYMIB apTedakTiB, PO3rMsHYTMX Y KOHTEKCTI My3U4HOro apeany Ha
npvknagi Etiogis K. LLnmaroscebkoro. Metopgonorisi. BUKOPUCTOBYETLCA KOMMNMEKCHUI NigXia, WO BU3HAYAETLCA pUTYarnibHOK
OCHOBOK  KyIbTYpHUX MpouUeciB, $Ki cchopmoBaHi  (hOMbKMIOPHOK I'EHE30t0 Ta MOHATIMHO OXOMMBaHi Ha  OCHOBI
MibKOMCUMMNIHAapHOro NpUHUMNY BianoBiaHo Ao po3pobok B. Mponna, B. Tonopoea, E. [OtopkreiiMa, a Takox My3MKO3HaBYMX
CTUNbOBO-KOMMNapaTMBHMX No3uuin npaup B.Acad'eBa i niHreizoBaHoi dinocodii ictopii A.Jlocesa. HaykoBa HoBu3Ha. Brep-
we TBopM K. LLnmaHoBcbKoro (ETioam op.3) npoaHanizoBaHi B XaHPOBO-KyIbTYPOoriYHOMY acnekTi. BucHoBku. HapompxeHHs
YKaHPOBWX TUMOIOTi Y MY3WYHI TBOPYOCTi BUSHAYEHO XUTTEBO-MPAKTUYHUMU Ta ifearnbHO-AyXOBHUMM NoTpebamu, siki CBOED
NosiBOO CUMBONMI3YIOTb KyNMbTYPHUA €KCTpemariaMm 3akpinneHHs CTepeoTuni3aLield BUPaXKEeHHA TOro, Lo NposiBUNoCcs B
OOMHWYHOCTI CMUCINOBOIO BIiAKPUTTA. 2KaHp eTioay BUAINMB Y My3W4HIN iCTopil cTepeoTun "TpeHiHry noasury npodecinHoro
cnyxiHHs", akuii y Bunagky ETiogis K. LLMMaHOBCBKOro po3yMieTbCa SK "TPeHIiH ModepHisauii™ HauioHanbHoiI CBiAOMOCTI.

Knroyosi crioga: xaHp y My3uli, )xaHp eTiogy, CTUib y My3uLi, putyar, CUMBONI3M.

Bonkoea Nanuva BukmopoegHa, Mazucmp Ky/bmyposoau, pabomHuk Hay4yHou bubnuomexku Odecckoli Ha-
YuoHarbHoU My3bikanbHol akademuu um. A.B.HexdaHosol

PutyanbHble cTumynbl hOpMUpPOBaHUA XKaHPOBLIX TUNonorun (Ha npumepe 3Toaos K. LLinmaHoBckoro)

Lenb paboTbl — BbiSIBNieHNE pUTyaribHbIX CTUMYIIOB apTedakToB, pacCMaTpMBaEMbIX B KacaHUsIX My3blkanbHOro
apeana (Ha npumepe 3Tiogos K. LnmaHosckoro). MeTtogonorus. cnonb3yeTcst KOMMEKCHbIM Noaxoa, onpeaensemMbii pu-
TyanbHOM OCHOBOW KyrbTYPHbIX NPOLECCOB, KOTOPbIE CHOPMMPOBAHBI (POMNBLKIOPHBIM FEHE3NCOM U MOHATUNHO OXBaTbIBAEMbI
Ha OCHOBE MEXOMCUMNIIMHAPHOIO NPUHLMINA COOTBETCTBEHHO pa3paboTkam B. Mponna, B. Tonoposa, 3.[topkrerima, a Takke
My3bIKOBEAYECKUM CTUIEBO-KOMNapaTMBHbIM No3vumam Tpyaos b. AcadbeBa v NUMHrBUM3NMPOBaHHOM Mnocodmm UcTopum
A.JloceBa. Hay4yHas HoBu3Ha. Brnepsble npoussegeHns K. LLUnmaHosckoro (3Toabl 0p.3) npoaHanusnpoBaHbl B >KaHPOBO-
KynbTyporiorniyeckom acnekrte. BoiBogbl. PoxaeHue >xaHpoBbIX TUMOMOMin B My3blkarbHOM TBOPYECTBE OMpederieHo Xus-
HEHHO-MPaKTUYECKUMWN N A eanbHO-AyXOBHbIMM NOTPEBHOCTAMM, CAMUM CBOUM MOSIBIIEHNEM CUMBOJU3VPYIOLLMX KyTbTYPHbIN
3KCTPEMAnu3M 3aKpensieHnsi CTePeoTUNU3aLMEN BbIPXXEHWS TOTO, YTO OBHAPYXUNOCb B €AVHWYHOCTU CMbICITOBOMO OTKPbI-
™A, XKaHp aTioaa Bbldenun B My3sblkanbHON UCTOpUM CTepeoTrn "TpeHrHra noasumra npoeccmoHansHoro cryxexus”. B cny-
yae 3O1ionos K. LLnMaHOBCKOro — 310 "TPEeHWHr MoAepHU3aLUmMmn" HaLMOHaNbHOMO CO3HaHWS.

Knrouessie crnosa: xaHp B My3blke, XXaHp 3Tio4a, CTUlb B My3bike, puTyarn, CUMBOMNN3M.

Genre in music acts both as an indispensable part of a daily graft (primary genres), and as a field of
activity rising above it (secondary genres). The purpose of the genre is the selection by the typology of the
idea, which gave rise to it, coming out of primary existentiality and from ideal and moral purpose. Since all
secondary genres are genetically cogitative discovery of people, reflecting numerological (trio, quartet, etc.),
symbolic and terminological (sonata, symphony), allegorical (opera, aria) and other audibly realized idea of
the Harmony of the World. The so-called genre semantics, i.e., sense bearing image of genre typological
quality of expression in music, determines the ideas of time, which gave rise to them, and cultural continuity,
represented terminologically or semantic-contextually. In this case, the etude genre is selected by its name,
pointing to the borrowing from another art form (music etude is obviously derived from the sketch in painting).
The genre of etude is segregated in music into self-sufficient typological quality in the nineteenth century. It
should be noted that, it coincides with the worldview preferences of the "Romanticism century ", held under
the auspices of the positivism philosophy [15], in which the acquired by experimental sophistication knowl-
edge was a decisive element in the concept of the world perception. At the stage of manifestation of etude
genre at the level of integration of the artistic guidance and artistry in the twentieth century, the ritual value of
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the etude rises, and is veiled simultaneously. And this feature is considered through the example of the
etudes of K.Szymanowski, successor of Claude Debussy and A. Skryabin. Address to the creative work of
this composer is a natural result for the representative of the Odessa musical and cultural environment, since
the activities of this author is associated with our city through his biography, as well as the work of his rela-
tive, the great Polish writer Jarostaw lwaszkiewicz [3]. In this case, the proposed statement of the principle of
indivisibility of the named subcategories: the instructive artistic etudes, as it is shown in the etudes of
Szymanowski, who inherited the traditions of the Well-Tempered Clavichord of Bach (see Ref. B. Bordonyuk
[2]). Guidance was understood here not only narrowly technologically, but also in moral and creative way, as
was in the case of F.Kuperen in "8 preludes”, in J.S. Bach's preludes and fugues in the Well-Tempered Cla-
vier, in the Sonatas-Caprices of D. Scarlatti — and in the union with some other features of creative rituality,
mastered at the dawn of the twentieth century.

We would like to remind that the line, in accordance with which the ritual is considered as a means of
communication (and mediation) between the sacral and the profane, the human and the divine [6, 31] comes
from X. Hubert and M. Mauss. And communication and mythologenic parameters of ritualism, marked by
them are designated by K. Szymanowski, the creator of ritualized opera and drama "King Roger" (inciden-
tally, written in Odessa in 1918, according to the dictum of Polish musicologists [7, 91-93]

In the era of Impressionism and Symbolism, in the works of Debussy the hypertrophy of etude-
prelude activity took place. The etude "non-rub up" stroke has become the symbol of "untidy" painting of Im-
pressionists, for whom visual impression of subjects became more informative than a recognizable represen-
tation of this objectivity. And this impression has been filled with lovely adoration, resembling joyfully actable
contemplation of Rococo.

Skryabin and Szymanowski wrote their works on the basis of etude and prelude motility, where the
opposites of theme — of the accompaniment, the line — their intersections in the chord "drowned" in its me-
chanics of texture. In parallel to etude-impressionist paintings, the above-mentioned composers placed in
Etude prelude the completeness of aggregate expression of author's marks. The prelude number 10 with
"post-program" headline "The Sunken Cathedral" by C.Debussy emblemized his legacy as a whole, as well
as the Etude Ne12 op. 8 by A. Skryabin has become the emblem of the composer's style. And taking into
consideration the fact that the named opus is one of the earliest works of the author, in which the concept of
the "Prometheus Chord", symbolizing the essence of his style, is barely outlined.

K. Szymanowski was Skryabin’s successor par excellence, such are his early etudes (which is not
always recognized by Polish researchers), obviously as well as clear inheritance of the romantic line of Cho-
pin. This reflects the ritual use of etude genre in Szymanowski's creative work, based on Skryabin, partly on
Chopin and Debussy as conductors of stylistic updates of music according to the requirements of time. It is
known that Chopin wrote on the pattern of etudes of I. Hummel and I. Moscheles — and the logic of evolu-
tionary introduction into the rhetorical symbolic of new stylistic signs is visible in this quasi -ritual structure of
the etudes. Among these is polyrhythm and a special kind of "equally spread" texture of Skryabin, which
have as a base the salon French clavier school, confronting the piano orchestrality of Liszt.

The category of style (in contrast to the concentration of the style characteristics) in musicological perspec-
tive has been developed in detail so far in a number of works of Nazaikinskiy [10,78], and others. It has become the
basis for the interpretation of the continuity of both the internal structure of each individual work by Szymanowski,
which distinguishes it from other works of the composer and thus defines its stylistic peculiarities. The author of the
book "The style and genre in music" defines the distinction between style and stylistic analysis as follows: "... If the
stylistic analysis focuses on the description of the features of the composer's style, school, genre, etc., then the stylis-
tic analysis already represents the characteristic of the structure of the work itself as a specific process of re-use
styles and style resources as expressive, semantic component" [10, 78]. In accordance with this approach, the set of
stylistic manifestations that form in the etudes of Szymanowski ("stylistic object" on Nazaikinskiy) its internal struc-
ture, differentiating it from other piano works of the composer, and thus defining its stylistic peculiarities are studied.
Along with this, in the context of the whole creative activity of Szymanowski his piano heritage as a whole also pro-
vides the "object of style" of the highest level, which has a certain stylistic detection.

We refer the other concept of “style”, significant for this study, to that level of the structure of the au-
thorial literary text, in which its stylistic nature, the pursuit of the composer in genres, forms, dramatic, musi-
cal and linguistic resources, refracted in the most "visual" open for observation typical forms. Among them
first there are principles of the instrument and the piano works of Szymanowski, texture-keyboard form and
cultivated piano technologies, which reflected the nature of the author's interpretative ideas.

The most important aspect of the concept of "style" is associated in our study with the study of
Szymanowski experiences on adaptation of art tools and techniques in his works developed by piano culture of
the past and the present. And for this approach the support by the statement of Nazaikinskiy is essential too:

"The stylistics is both a certain side of a literary text, and a set of stylistic techniques and methods
specific to the creativity of the author who formulated the text." [10, 140].

K. Szymanowski, inspired by Chopin's etudes, modernizes this genre.4 Etudes Opus 4, dedicated to
G.Neuhaus, are written very deliberately. Symbolic numerical coincidence is 4 Etudes and Op 4. The composer
makes us pay attention to the numerological factor — 4, a sign of "rational." It is significant that out of these 4
Etudes the 3rd one occupies a special position (first of all — slow, which is read as a sign of Chopin). Shitnev and
Drzevetsky [5] recognize the importance of the etude Ne3, including the performance of Paderewski, thereby ex-
posing the cyclic sonata-suite principle of the plays ratio Op.4. Thereby, Szymanowski clearly dissociates himself
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from the tradition of Chopin's free poem composition and the same composition of etudes Op. 8 by Skryabin,
known to him. Accordingly, four Etudes with the third slow one create a sonata-suite analogue with the accentua-
tion of lyricism and Polish signs (polonaise and mazurka style) in the aforementioned 3rd etude. Each of the
Etudes, Op. 4 show a specific kind of technology, and the figure-symbol of expression.

The etude on the sextus (Ne1), obviously, is correlated with the technological sign of the etude Op. 25 Ne8
by Chopin. However, uneven phrasing and overall broken pattern of movement are closer to the Ne6 etude op. 8
by Scriabin. The common dynamic concept makes it familiar with Skryabin- swings of pp and ff. And if Skryabin
has it from p to f, then Szymanowski — from pp to fff. In this regard, Szymanowski projects the combined piano
and symphonic style of Skryabin on the texture of the given etude, which idea tremendously opposed classic-
romantic theater crescendo-diminuendo. Skryabin and, especially, Szymanowski used instant "swelling" and "fal-
ling" of the dynamics, that is, contrasts of "the highest sophistication" and "supreme grandeur”, connected with a
peculiar refraction of laws of church dynamics of stentorious, even voxiferous praises.

Szymanowski establish in number 1 etude the composition of old sonata form with a mirror reprise,
which has neither Scriabin, nor Chopin. Dynamically and texturally (parallel octaves instead of sixths) empha-
sized conducting of initial theme in E major (m. 23), which performs the function of side section in sonata struc-
ture. And the sonata form itself is presented in the fullness of manifestation of combinatorics: the main party is
lyrical dolcelegatissimo, an adverse party is — ff — in octave in dupletes, in the culmination zone (it 36-37) to ff
the mazurka characteristic rhythmic signs appear, however, in conjunction with Skryabin triplet. We would rec-
ommend to pay attention to the vibration of these culminating zones: Crescendo -21-24 min, then 34-37 min,
and between them -mm 25-30 -. piano and a small rise in the 31m. Thus, the smoothness of crescendo-
diminuendo is removed, found in Chopin. Of course, the marked above broken line and a register dispersion of
exposition is more characteristic to Skryabin (it is not possible to "hum" this etude). We can find all marked
signs in the mirrored reprise: 38 m. — an adverse Party, 40 m —the main party as "prima topic"...

Etude Ne2 connects the features of NeNe 18 and 21 (Op 25 NeNe 6 and 7.) of Chopin's Etudes, that is
a technological analogy process, but at the same time semantically significant. We correlate the Skryabin's
Op. 8 with the number 2 op.10 by Chopin (double thirds). However, as in his first etude, Szymanowski mas-
terly "combines", uniting those and other symptoms, but at the same time he hypertrophies to maximum
Skryabin's fresh dynamic contrasts and differences. The structure of the second Etude is of old sonata, but
without a glassiness, the reprise itself is accentuated on dynamics, as it begins fortissimo. Accordingly, there
is the effect of disappearance at the end of etudes pp, and this shows the dynamic symmetry of the overall
plan of the work. The 2 nd Etude clearly contains elements of scherzo, thus working in the sonata cycle as-
sociation. Both etudes (NeNe1 2 and Op. 4) while having connections with Chopin are clearly oriented on
Skryabinism — dynamically-textured display of the confessional ecstasy of an image.

The 3rd etude — condolore, sadly, in a slow pace demonstrates the specificity of national thinking of
Szymanowski (expressed by melodic with elements of mazurka and pollonaise rhythmic figures). With the
apparent proximity of harmony to Skryabin, the etude is filled with broad melodic breath, but of a different
type than that of Chopin, namely with severe psalm-like expressions and a register dispersion of a line. In
this case, there exists again an option of old sonata style (2 phase structure) in the structure, the said form is
presented again with the features of glassiness (as in the first etude — the mirror reprise). Tempo primo, m.
30, — the first theme is sonorous and strong, then it is carried out gently, in the initial presentation, and the
adverse part, built as a variant of the main part (from 15 m. in the exposition), in the reprise is played at fff,
showing, in fact, the first theme but with passages and textural elements of an adverse party. And, as in the
second etude, the main dynamic rise is given at the beginning of the reprise, as noted above, to fff. And once
again a mirror effect is achieved — first theme, more or less loudly given in the main party tempo primo, takes
place in the m-44 in the original dynamics..

4th etude of Szymanowski by technical solution type represents some simplified version of the 14th
etude by Chopin (Op. 25 Ne2). It is also comparable to Ne4 Etude Op. 8 Skryabin, however, also shown with
simplification. This observation becomes apparent in reference to the rhythmic alignment: from Szymanowski
in his right hand there are tuplets, on the left there are triplets, whereas Chopin — on his left hand — triplets at
half volume and triplets are on the right — and each quarter. Skryabin — triplets in the left hand and the right,
and quintole from both sides.

Skryabin's etude Ne8 op.8 is closer to Chopin's delicacy of presentation. It has a visible crescendo in
the middle of the sketch like in Chopin's work. Szymanowski evades the dynamic plan of both Skryabin's and
Chopin's etudes up to No 12 op 10 of Chopin. His technical solution is comparable with other etudes-allegro
of Skryabin and Chopin up to No 12 op 10 of Chopin. Technically, it is reflected in the mismatch rhythm and
phrase in each hand. In whole, this etude claims for the synthesis of a special kind of means used by the
masterminds of Szymanowski, and by himself.

Once again, we face the symmetry of 2-phase old sonata shape and symmetry of the dynamics from
the p legatissimo -k pppp dolsissimo in the last part of the etude 4 by Szymanowski. The numerous remarks
indicating the nuances of expression of the main image resembles those of Skryabin. Again the reprise (from
m.30) passes, as mentioned above, to ff, and all culminations are given in short "throws", "in Skryabin style".
In general, as for the type of texture the 4th Etude by Szymanowski can be correlated with the 1st one, high-
lighting its final character in this cycle. This nuance is architectonic solution of Szymanowski distinguishes
him from similar genre cycles of Chopin and Skryabin, which inspired him: the author of "Song of the Night"
shows in the piano cycle the neoclassical sign within the symbolist concept.
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As you can see, all Etudes op.4 are written as variation on the structure of the old masters, in their the
dynamics all the Etudes are mirror symmetric, mirror symmetry is clearly expressed in the form of only the first
etude. All etudes are written with the effect of fading at the end (the 1 st and 4 th in the pppp, 2nd and 3rd — ppp).
Piano at the end of each etude demonstrates symbolic and impressionistic look and is borderline, in the spirit of
symbolism and impressionism, demonstration either the finalizing or the termination. In general, op. 4of the
Etudes by Szymanowski, which are four, represents the border line of sonata-suite form, but at the same time, the
cycle is not stated: it is an opus, hence the impression of sonata-suite form occurs in the structure of the plays.

Each of the Etudes is focused on the interval-sense: on the sixth as a sign of the Church conscious
Excellence (1st), due to the fact that hexahord sound scale distinguishes all scales of Grigorianiks (and the
Znamenny chant), on the tertia (2nd and 4th Etudes) as "echo" of sextus that, in fact, we find in the fourth
Etude. A special place takes the third Etude with severe quarte strokes and vertical quart phonism (the quarte
as rhetorical sign of the "foundations"). No wonder that the 3rd etude was originally performed separately, ex-
ceeding by the rate of performance the other works, Op. 4. Dashes of etude Ne3 is built on the symbiosis of the
figures of the mazurka and polonaise, as if returning to the genesis of these genres, which were separated at
the end of the XVIII century in the works of M. Oginski when instrumentalism has become self-sufficient, and
mazurkas were filled with singing, becoming a national anthem "Mazurka of Dombrowski ".

The etudes of Szymanowski fix the borderlines between instructive and Artistic Etudes. Demonstra-
tive dolcissimo at the end of each etude, points to some eradication of etude principle as a finished piece. In
accordance with this approach, we summarize a set of stylistic manifestations that form in Szymanowski
etudes ("stylistic object" according to Nazaikinskiy) their internal structure, differentiating it from other piano
works of the composer, and thus defining their stylistic peculiarities.

The above mentioned stylistic isolation of etudes op.4 of K. Szymanowski allows, in our opinion, for
understanding their ritualizing position in the composer's heritage — requital to the origins and, at the same
time, disassociation from them by compilations (neoclassical Scarlatti's features of old sonata formation of
each pieces of the opus), not significant for continuity Chopin — Debussy — Skryabin. Hence comes the initia-
tion point Etudes op.4 their rational numerological mark — to the extent that Chopin reproduced I.Mosheles
and S.Kalkbrener and, at the same time loading with prelude poetic aura his version of the genre, in which
Debussy and A. Skryabin "did it Chopin way "not reproducing the idea of cycles op. 10 and 25 by Chopin. K.
Szymanowski sensitively responded to the "call of the time", creating a "border-line" of instructive and artistic
etudes, synthesis of which was marked by a promotion of the given genre in the twentieth century. The ac-
centuation of "instructive" core ritualized the artistic energy of the genre, providing the etudes the honorable
place in the manifestation of the principles of avant-garde of the 1950s — 1960s.
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ABCTPAKTHA 3HAKOBICTb
Y FEOMETPUYHIA OPHAMEHTUL|I YKPAIHCKOT MUCAHKM

MeTa po6oTu — aHani3 iCTOPUYHMX Ta KyNbTYPHUX NEpeayMOB BUHUKHEHHS!, (hOPMyBaHHA Ta pO3BUTKY abCT-
pakTHOro mMucteuTtBa B YKpaiHi Ha npuknagi abCcTpakTHOI 3HAKOBOCTI, O, BOYEBUAb, NMPOSIBIISETLCA B rEOMETPUYHUX
OpHaMeHTax YKpaiHCbKOI MUCaHKM i € cneundiyHol (OopMOK CaMOBMPAXKEHHS iHAMBIAA Ta 3acobom TpaHcnsauii
iHcbopmauii. MeTogonoria [JOCnipKkeHHss nondrae B 3acTOoCyBaHHi (hopManbHOro Ta KOMNapaTUBHOMO METOAY
OOCNIMKEHHS OO0 BMBYEHHS! KOMbOPIB Ta iX KOMBIHYBaHHS!, BUSIBNIEHHS] abCTPaKTHUX efeMeHTIB reOMETPUYHOI OpHa-
MEHTMKM YKPaiHCbKOI MUCaHKWU, KOMNO3ULiHNX MOTMBIB, 06pasiB Towo. HaykoBy HOBU3HY pobOTU CTaHOBUTL aHanis
BMTOKIB @bCTPaKTHOrO MMCTELTBa B YKpaiHi Ha aBTEHTUYHNX 3000yTKax YKpaiHCbKOI HApOAHOI XyAOXHbOI KynbTypu, WO Aano
3MOTY BUSIBUTU OCHOBHI iCTOPUYHO MOB’sI3aHi Mixk COBO0 XyA0XHBO-CUMBOMIYHI KOMMOHEHTU. BUCHOBKW. AHani3 reoMeTpuyHoi
OPHaMEHTUKW YKPaiHCbKOI MMCaHKM NokKasas, LLO BiAbip KONbopiB Ta ix KOMBiIHYBaHHS, LLO BUKPUCTani3yBanichb ynpoA4oBX BikiB
y HapoaHOMY MUCTELTBI, y MOEAHAaHHI 3 apxaidyHMMu hopmMamMm reoMeTpUHHOro XapakTepy 3aknanun pyHaamMmeHT B SKOCTi
CTUINEYTBOPHOOYOI CKMaJ0BOI Cy4aCHOro yYKpaiHCLKOro abcTpakTHOroO MUCTELTBa.

Krroyosi crioga: reomeTpuiHa OpHaMEHTVIKA, NcaHKa, NMcaHKapcTBo, abcTpakTHa 3HAKOBICTL, KOMip, KONMbOPOTBOPHICTE,
POpPMOTBOPYICTb, CTUMb, aBCTPaKTHE MUCTELTBO, YKpaiHCbKa HapOaHa XyO4OXKHSA KynbTypa.

HAy6pueHa AHmoHuHa lNMempoeHa, doueHm kaghedpbi pucyHKa U xueorucu Kueecko2o HayuoHasbHO20 YHUBEp-
cumema mexHorioauti u dusaliHa, couckamesib HauyuoHarnbHol akademuu pyKogoosauux Kadpoe Kyribmypbl U UCKYCcCme

AGcTpakTHasi 3HaKOBOCTb B reOMeTpU4eCKON OPHaMEHTUKE YKPauHCKOMW NUCaHKN

Llenb paboTbl — aHan13 UCTOPUYECKMX U KYNbTYPHbIX NPEeANOChINIOK BO3HUKHOBEHUS, (DOPMUPOBAHWS U pa3Bu-
TUsi abCTPaKTHOrO UCKyCCTBa B YKpanHe Ha npumepe abCcTpakTHOM 3HAKOBOCTM, YTO, O4EBUAHO, NPOSIBMSAETCS! B FEOMET-
PUYECKUX OPHAMEHTaX YKPauUHCKOW NMCaHKW 1 ABRAETCA crneundunyeckon hopMon CaMmoBbIpaXXeHUs UHAMBMAA U cpea-
CTBOM TpaHcnaumm wuHdopmaum. MeTtogonorus uccrnefoBaHUs 3akmioYaeTcs B NpUMEHeHuM opmanbHoro u
KOMMNapaTUBHOIO METOLO0B MCCMeAO0BaHNsA Mo U3yYeHWUo LUBETOB U MX KOMBUMHMPOBaHUS, BbisiBNieHWe abCcTpakTHbIX ane-
MEHTOB reOMETPUYECKOM OPHAMEHTUKN YKPAMHCKOW MUCAHKKW, KOMMO3MLMOHHBIX MOTUBOB, 06pa3oB 1 T.n. Hay4yHas Ho-
BU3Ha paboTbl COCTaBMSIET aHaNM3 NCTOKOB abCTPaKTHOrO MCKycCTBa B YKpanHe Ha ayTEeHTUYHbIX MPOM3BELAEHMSAX YKpa-
MHCKON HapOOHON XYAOXECTBEHHOW KyMnbTypbl, YTO MO3BOMUMO BbISBUTb OCHOBHbIE WUCTOPUYECKM CBSI3aHHbIE Mexay
coboV Xy[0XEeCTBEHHO-CUMBOSINYECKME KOMMOHEHTbI. BbiBOALI. AHAnu3 reoMeTpuyeckon OPHAMEHTUKU YKpPaWHCKOM
NMcaHK1 nokasar, 4To oTbop LUBETOB N UX KOMOUMHUMPOBAHWE, KOTOPbIE BbIKPUCTANNN30BaNUChL Ha NPOTSXKEHUN BEKOB B
HaApOAHOM MCKYCCTBE, B COYETaHWM C apxauyHbiMK (hopmMamMmn reoMeTpUYEcKoro xapakrepa 3anoxunu yHgameHT B
KayecTBe CTUNeobpasytoLlei CoCTaBnNALLEN COBPEMEHHOIO YKPaUHCKOro abCTpaKTHOro UCKycCTBa.

Krtoyesble crioga: reomeTpuyeckasi OpHaMeHTUKa, NucaHKka, NMMCaHKapcTBO, abCTpaKkTHas 3HaKOBOCTb, LBET,
LiIBETOTBOPYECTBO, (DOPMOTBOPYECTBO, CTUIb, abCTPaKTHOE UCKYCCTBO, YKPaUHCKasi HApOAHasa XyAOXKeCTBEHHas KynbTypa.

Dubrivna Antonina, Associate Professor in the department of drawing and painting of Kyiv National University
of Technology and Design, PhD-candidate of National Academy of Managerial Staff of Culture and Arts.

The abstract signs in geometric ornamentation of Ukrainian Pysanky.

Purpose of the work is to analyse the historical and cultural prerequisites of formation and development of ab-
stract art in Ukraine through the example of abstract signs, manifested in geometric patterns of Ukrainian Pysanky.
Methodology of the research is the use of formal and comparative methods for studying the colors and their combining,
identifying abstract elements of geometric ornamentation of Ukrainian Pysanky, compositional motifs, images etc. Scien-
tific novelty lies in the analysis of the origins of abstract art in Ukraine through the example of authentic works of Ukrain-
ian folk art culture. This has made it possible to reveal the main, historically linked, artistic and symbolic components.
Conclusions. The study of geometric ornamentation of Ukrainian Pysanky shows that the selection of colours and their
combinations, crystallized during centuries in folk art, together combined with the archaic geometric forms has laid the
foundation for style forming component of modern Ukrainian abstract art.

Keywords: geometric ornaments, Pysanky, Easter egg painting, abstract sign, colour, creativity of colour, crea-
tivity of form, style, abstract art, Ukrainian folk art culture.

AKTyanbHiCTb TeMun gocnigkeHHs. ABCTpakTHe MUCTeLTBO YKpaiHu Mae rmubokuin icTopuyHuii 6asmc
Ta OEMOHCTPYE MOCTYMNOBUA €BOMOUIMHMIA PO3BUTOK abCTPaKTHMX CMMBOSMIB Ta eneMeHTiB. BignpasHoto
TOYKOI MOro hopmyBaHHS € cTapogaBHe 06pa3oTBOPYE MUCTELTBO, MPOSIBNIEHE B rEOMETPUYHIN 3HAKOBOCTI
naneonity, Mesonity, HeOoniTy, €HeoniTy — MNepLIOOCHOBI MNOACBbKOI 300paxyBanbHOI AiANbHOCTI, WO
BifoOpaxae CBITOrNAAHI MOHATTA Ta MNPOLECUM PO3BUTKY MNEPBICHOMO couiymy. 3a 4aciB HangaBHILOro
nepiogy icTopii YkpaiHn 6yno CTBOPEHO KOHrIioMepaTt eneMeHTiB, (PopM, KOMMO3ULiNHMX MOTUBIB, obpasis,
AKi  CnyryBanu BUPaXEHHSM CTaBMEHHA [0 HaBKOMULWHBLOTO CBiTY Ta YCBIAOMIMEHHAM, 4epe3 TBOpYY
peari3auito, NPUCYTHOCTI B HbOMY OcoOucTOCTi noavHu. MpagaBHs 306paxkyBanbHa aTpubyTuMKa Hao4YHO
OEMOHCTPYE 3HaKoBMM apceHan — creuudivyHy dopmy caMoBUpaXKeHHs1 iHaMBIAa Ta 3acib TpaHcnauil
iHdbopmalii. Lle cTaHOBUTbL OCHOBY OpHaMEHTUKM — CKMNagHOI XYAOXHbOI CUCTEMWM ETHIYHOI, couianbHOl
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iaeHTudikauii, Ska 3Hanwna noganbLlUnii PO3BUTOK B YKPAiHCLKOMY HapOAHOMY AeKopaTUBHOMY MUCTELTBI,
e NUCcaHKapCcTBO 3aiMae OHE 3 KIMHYOBUX MOMOXEHb.

Mpote, sk 3ayBaxye C. CagoBeHKO, BapTO PO3yMiTW, WO "CBIT CbOrogHi, B ymoBax rrnobanisauii,
OPIEHTOBAHOI Ha TOTarnbHICTb Ta YHidiKaLito €THOKYNbTYPHOI aBTEHTUYHOCTI NOparbHUX Tpaguuin, 3HaXoaAUTbLCS
Ha CBOEPIOHOMY NepexpecTi SK iICTOPUYHNX enoX, TaK i pi3HUX Mogenen umBinisauii — TpaguuinHoi, wo éyna go-
Tenep, i CydacHol, 3aCHOBaHOI Ha NpUHUMNaxX )OpMYyBaHHS 3araribHONMaHeTapHOro iHopmMauinHoro npocTopy
(PO3NOBCIOAKEHHA HOBITHBOTO CepeaoBuMLLA MACOBOrO ChifKyBaHHS, 30Kpema MOBINbHOTO 3B’A3KYy, Mepexi
[HTEPHET), IHLINX HOBITHIX OOCArHEHb, Y SKY NOACTBO MPOOOBXYE BMNEBHEHO BXOAMTW, akTyaridyoum npobnemy
36epexxeHHs (abo koHcepBauil) TpaguuiiHOI akciocdepy HapoOHOI XYAOXKHLOI KynbTypu FoKanbHUX TOMOCiB
(oaBHbOrpew. TOTTOG — "micue", B KynbTypororii — CUHOHIM 3HayeHb "kaTeropis KynbTypu", "obpa3 kynbTypu") [6,
67]. OTxe, TeMa HaLLIOro AOCNIMKEHHS € aKTyarbHOLO | NOTpebye BUBYEHHS.

MeTa gocnigkeHHs — aHani3 iCTOPUYHNX Ta KyNbTYPHUX NepeayMOB BUHWKHEHHS, (hOPMYyBaHHS Ta
pO3BMTKY abCTpakTHOro MucTeuTBa B YKpaiHi Ha npuknagi abcTpakTHOI 3HaKoBOCTI, WO BOYEBUOb
NPOSIBNSETLCA B reOMETPUYHUX OPHaAMeEHTax YKPaiHCbKOT NMCaHKK i € cneumdidHo popMolo caMoBUpaXKeH-
HA iHOguBIOa Ta 3acoboM TpaHcnsauii iHpopmauii. AHania npoBegeHo 3 nosuuii hopmMoTBOpYOCTI Ta
KONbOPOTBOPYOCTI, Ae MNiJ KONbOPOTBOPYICTIO MU PO3YMIEMO XMBOMUCHY CKNagoBy — Bigdip Ta BUKOPUCTAHHSA
KonbopiB, (bOpMyBaHHA KOMOPUTY AeKopaTUBHOrO TBOPY, a nig dopMOTBOpPHICTIO — TpaHcdopmauii Ta
KOMOBiHyBaHHSA hOopM OpHaMeHTarbHOI 3HaKoOBOCTI.

[nsi npoBeaeHHst gocnigaxeHHa 3 6aratoi ckapOHWLi yYKpaiHCbKOI HApOOHOI XyA0XHBOT KynbTypu Oy-
no obpaHo BUA HAPOOHOI TBOPYOCTI — MUCaHKY, L0 HanbinbLl NOBHO PENPEe3eHTYE OpHaAMEHTarbHY KynbTy-
py. HaykoBuii nowyk 6yno CKOHLEHTPOBaHO Ha 3400yTkax 3axigHuX, niBHiYHUX obnacten YkpaiHu Ta eTHO-
KynbTypHOro perioHy oginng — ge B TpaguuiiHin HapOOHiA KynbTypi Hanbinbll XapakTepHO nposiBneHa
reoMeTpuyHa OpHaMeHTarnbHa 3HAKOBICTb, BMBYEHHS AKOI AOMOMOIMO MUBOKO 3po3ymiTM M MacwTabHo
npoaHanisyBatu Aopobku mucTeuTBa nucaHkapcTBa. OCHOBOW AN OOCMIOXEHHS CryryBanu aBTEHTUYHI
eKCMoHaTK YKPaiHCbKOI HapOAHOI XYAOXHbOI KynbTypu 3 DOHAIB Ta ekcrnosuuin HauioHanbHoro myseto
YKpalHCbKOro HapogHOro AeKopaTMBHOMO MuUcTeuTBa Ta HauioHanbHOro LeHTpy HapogHoi KynbTypu "Mysein
IBaHa NoH4Yapa" y M. Kuesi.

Buknag ocHoBHOro Martepiany. HapogHe pekopaTtvBHE MMUCTELTBO, $K CKMagoBa YKPaATHCbKOI
HapOAHOI XYAOXHBOI KynbTypW, HapaxoBYE YMCMEHHI 3pa3kMm OpHAMEHTUKW, Pi3HOXapaKTEPHOK 3a CBOIMU
CTUNICTUYHMMM Ta 300paxyBarnbHUMKM 0cobnMBoCTAMU. Po3rnaaaoumn sBuLLe yKpaiHCbKOI OpHaMeHTanbHOI
KynbTypu, MU cnvpannce Ha gocnigHuubki npaui mmcteutso3HaBLiB (b. ByTHuk-CiBepcbkuin, . 3anacko, P.
3axapuyk-Yyran, T. Kapa-Bacuneesa, I. Masnyupkuidi, M. CeniBayos), kynbtyponorie (KO. lepuyk, €.
Mpuyenin, C. CagoseHko), eTHorpadis (E. bBiHsawescobkuin, M. Bepxosa, A. lN'ypcbka, C. Kutosa, E. Konbber-
raep, A. Kynbunubka, |. CeioHTek, M. LWWanapo, B. Wepbakoscbkuin) Ta ictopukis (0. N'ymeHHa, B. MaHbko,
FO. MenbHuuyk, T. Tkauyk), y npausax skux AoCnigKyBanucb iCTOPWUYHI Nepiogn Ta TeHgeHUil ii po3BUTKy,
perioHanbHi 0cobrnMBOCTI, CTUNICTUKA, CTPYKTYpa, CEMaHTUKa OpHaMEHTarbHUX 3HaKiB.

Y cucTeMi KOMMIEKCHOrO AOCHiAXEHHS BUTOKIB Ta PO3BUTKY abCTPaKTHOI 3HAaKOBOCTI BMAINAEMO Ha-
POAHY OpHaMeHTarbHy KynbTypy — BTIfIEHHS OYXOBHOro 3MIiCTy Ta MUCTeubKoi igeHTudikauii ykpaiHCbKol
Hauii, SIKMA penpe3eHTye HapiBHI 3 cTapogaBHLOK 06Pa30TBOPYOK KyNbTypo, PyHAAMEHT yKpaiHCbKOro
abcTpakTHOro MucTeuTBa. YKpaiHCbka OpHaMeHTarnbHa KynbTypa — MaclTabHUin XYOOXHIA KOMMOHEHT Ha-
POAHOro AeKOPaTUBHOINO MUCTELTBA, NPOSIBNEHUI B Pi3HMX (dOpMax HapogHOT XyA0XHbLOT TBOPYOCTI: TKaLTBi,
KUMMMapcTBi, BULIMBAHHI, XYAOXHin obpobui AepeBa, Kepamiui, FyTHUUTBI, MUCaAHKaPCTBi, XYOOXHbOMY
PO3MuCi, BUTUHAHHI Ta NTO30MNETiHHI.

Ha TepuTopii YkpaiHn Bneplle abcTpakTHa 3HaKOBICTb Habyna dopMu NOrivYHOI OpHaMeHTarnbHOI
nobygosn 15 Tuc. pokie Tomy. Lle agemoHcTpyoTb apTtedaktn Me3WMHCLKOI NaneoniTMYHOI CTOSIHKM:
OopHameHTOBaHi OpacneTu 3 KOCTi MaMOHTa Ta JAeKopoBaHa nonatka MamoHTa [5]. PucoBaHi Ta rpasipoBaHi
y30pK 3aknagaTb yHOAMEHT MoganbLIoMy PO3BUTKY OPHAMEHTUKU, SK B (DOPMOYTBOPIOOYOMY TaK M B
KONMOPUCTUYHOMY acneKkTax, 30Kkpema, BUKOPUCTaHHS napaneribHUX Ta NepexpecHux mfiHin, poMbivyHnx dpopm,
MeaHApOoBUX (rpew. Paiovdpog — TUM OPTOroHanbHOrO OPHAMEHTY, YTBOPIOKYOro 3 NpsiMux KyTiB Besnepe-
PBHY TiHil0) Ta 3uraaronodibHmx nobyaos, siki HOCATb FEOMETPUYHUIA XapakTep, a TakoX BUOIp 4epBOHOro
KONbOPY ANS HAaHECEHHS PUCYHKY Ha NPEAMETU BXMTKY, KOHCTaTYlTb iICTOPUYHY 06YMOBREHICTb 0COBNMBO-
cTen abCTpaKTHOI 3HaKOBOCTI.

BvBYEHHA OpPHAMEHTUKN B ICTOPUYHO-KYNbTYPHOMY KOHTEKCTi 3 TOYKM 30pYy PO3BUTKY abCTpaKTHOI
3HaKOBOCTi [O3BOMSIE KOHCTATYBaTU HasiBHICTb CTINKOI CUCTEMU reOMETPUYHUX CUMBOITIB, 3 YiTKO BUPaXeHu-
MW OOMiHAHTHUMMK eNeMeHTaMM, Lo BTIMNOTLCA B GaraToMaHiTHUX KOMMO3WLiiHUX nobyaoBax, penpeseH-
TYOMM TFIMOMHY OCMUCNEHHS MIOAMHOK MeTadi3nyHOi KapTuHM CBiTy. [eoMeTpuyHa opHaMeHTuMKa —
Hanbinbll apxaiyHMN BUAB OpHaMEHTarbHOI KynbTypW, AEMOHCTPYE HAOYHY CUCTEMY OCMUCIEHHS MOOAUHOO
NpoLecy XUTTH, NPOHECEHY Yepes BCIO ICTOPIl0 KynbTypW Ta couianbHOro po3BUTKY CycnifbCTBa, Mae nps-
MU 3B'A30K, 3a paxyHOK (popmMarnbHOro acnekty, 3 abCTpakTHOK 3HAKOBICTHO, L0 akTyanidye AoChigKeHHS
TeHOEeHUIN il po3BUTKY, IK OAHOMO 3 rONOBHUX KOMMOHEHTIB B KOHTEKCTI aHari3y iCTOPUYHUX Ta KyNbTYPHUX
nepegymoB BUHUKHEHHS!, (DOPMYBaHHA Ta PO3BUTKY abCTpakTHOro MuctelTBa YKpaiHu.

MncaHkapcTBO — OOQMH 3 HANBMPA3HILLMX BUAIB HAPOOHOMO AEeKOPaTUBHOrO MUCTELTBA, WO HanbinbLw
MacliTabHo NpefcTaBnse BCi AOMIHAHTHI MOTUBM YKPAiHCbKOI OpHAMEHTUKK, Tpaauuii kol 3aknageHi B ga-
NIEKOMY iCTOPUYHOMY MUHYINOMY. [ncaHka KOHLEHTpYe obpasHuiA 3MIiCT, € 3HaKOM-CYMBOITOM Ansi HApPOAHOI
CBIiAOMOCTi TpiyMdpy Ta 6e3kiHe4YHOro BiAPOMAXKEHHS XUTTS. 3HaYEHHA NUCaHKU Mae OBOICTUI XapakTep, ane
obuaBi cknagoBsi TiICHO NO3B’A3aHi Mk COBO0 Ta CTAaHOBNATL: NO-NepLUe — 3HAYEHHS, 6e3nocepenHbo, SnLs,
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fAKe HocuTb B cobi 3apofok MiBHA — "COHAYHOro nTaxa" — APEeBHIM cakparnbHWUA CUMBOM DKepena XWUTTH
BCECBITY; NO-ApYyre — 3Ha4eHHA CUMBOITIKM OPHaMEHTY, KU BKpMBAE NoBepxHio anus. OpHaMeHTuka nucaH-
KM Mae CBOK CTUIMICTUKY, kA BiApi3HAETbCA Bif OpHAaMeHTanbHUX CTUMIB Ha iHWMKMX npegmeTax nobyTy, 3y-
MOBEeHa CMMBOSIYHOIO CKITagoBOoK Ta OCOBMMBOCTAMU MaTepiany 1 nosepxHi [8, 5-7].

Y KOHTEKCTi AocnigKeHHs1 abCTpaKTHOI 3HAKOBOCTI B reOMETPUYHI OpHAMEHTULL YKPaiHCHKOI MMCaHKK Konip
y MOedHaHHI 3 hOpMaMK EeneMEHTIB BUCTyNae BaroMUM acrnekToM eCTETUYHOI BMpas3HOCTI Ta inocodcokoro
3MmicTy. F'onoBHa yHKUIS KOMbLOPY B OPHAMEHTUL — AekopaTUBHE MPU3HAYEHHS!, OAHaK B YKPalHCbKi HapoadHin
XYLOOXHI KynbTypi BiH HabyBae cTaTycy YyHiKanbHOI MOBM BUpaXKeHHs1 HaUiOHarbHOro CBITOrmsdy, MCUXONOTii,
BipyBaHb, CMaKy, BUpaxae KynbTOBM abo MOBCAKOEHHW XapakTep CyCiNbHOrO >XWUTTH, Mepedae KnacoBo-
coujianbHi rpagauji. KonopucTtvka ykpaiHCbKOI HapOdHOI OpPHAMEHTVKM XapaKTepusyeTbCA  HaO3BUYaiHOW
BUPA3HICTIO Ta 6APBUCTICTIO, KOMOPUCTUYHI CMiBBIAHOLLEHHS] HAA3BMYaHO rapMOHIVHI Ta JOBEpPLUEHI: "BOHM Hikonu
He Oynu CTpokaTUMK, BWMALAKOBO NidibpaHuMKW, a Manu uYiTky NpoAyMaHICTb OEKOPATUBHOTO BUPILLEHHS. ..
GapBUCTICTb, GaraTokonipHICTb, ONTUMICTUYMHUIA Nag CTBOPIOOTb BiAYYTTS pagocTi i nigHeceHocTi" [3, 155].

AHani3youmn KONOpUCTUYHUI acnekT B HApOAHIN TBOPYOCTI Ha MpUKnagi reoMeTpuyYHUX OpHaMeHTIB
nMcaHKn, MU CNMPaEMOCS Ha TeopeTudHi npaui B. KaHanHcbkoro, Ak BBaxae, WO Komip cnyrye BupasHu-
KOM 06pa3Hoi cuCTEMM XYOOXHIX TBOPIB, CMMBOMIYHOK CKMadoOBOK, CBOEPIOHWM BidyanbHUM 3acob0M
nepegadi iHdopmadii, KM Bonodie AKiCTIO, 3a BU3HAYEHHSAM dyHaaTopa abcTpakuioHiamy, isnyHoro Ta
ncuxidHoro BNNuBY: "nopodykye Bibpadito gywi" [2, 21-22], Bupakaoum AyXOBHY LiHHICTb, WO A03BOMSE ne-
pefaBat eMOLiNHI NepexuBaHHs, He BAAYUCHL A0 300paKeHHsa pearnbHUX npeameTiB. 3rigHO Moro cya-
XeHb, KonipHa Tpiaga: XOBTUI, YEPBOHUI, CUHIN — BiANOBIAAE OCHOBHUM reOMeTPUYHUM hOpMam: TPUKYTHU-
Ky, KBagpaTy, Kony, npoTe Len B3aeMO3B'A30K (bopMaribHUX Ta XMBOMUCHUX SKOCTEN MOXHa po3rnsgaTtu
nuLLe B KOHTEKCTI cuctemmn komnosuuii. AHanisyroum dopmy, B. KaHanHCbkMI koHCTaTye ABi 1i Cknagosi: KOH-
KpeTHY — obMexye Ta dikcye maTepianbHUn npegMeT Ha NIOLWMHI; aBCTPaKTHY — He BTIME XOAHOro pearib-
Horo 06’eKTy, @ € CamMoJOCTaTHbOI "OYXOBHOM ICTOTOW", L0 3AINCHIOE CBOT BMNIIMBM HA OTOYYIOUUIA CBIT, BU-
paxatouncb 4epes KBagpar, KONo, TPUMKYTHUK, poMO, Tpaneuilo Ta iHWi cknagHi ¢opmu, WO He MakTb
MaTeMaTU4yHOro BU3Ha4YeHHs [2, 8].

3 paBHiX 4YaciB B YKpaiHCbKii HapoHii XyOOXHin KynbTypi cdopmyBanucb MeBHI MNOEOHAHHSA
HanyXMBaHiLLMX KONbOPIB, O CKanuchb B cTani Tpaauuii. Kpuctanisytoumcb NpoTarom ictopii, konbopu Habynu
cTaTycy 3acoby BUpaXKeHHs HauioHanbHWX puc. BoHu BignosigatoTb xapakTepy i TemnepaMmeHTy Hapogy, 0cob-
NMBOCTSIM OTOMYIHOYOrO cepefoBuLLa, KrimaTy, reorpadiyHOMy po3TallyBaHHIO, ki BUCTYnatTb hakropamu, Lo
BU3Ha4alTb 0CODNMBOCTI PO3BUTKY KpaiHuW. [MigKpecntoeMo, came B reoMEeTPUYHIA OpHaMEHTULI YKpaiHCbKOI
HapPOAHOI XyAOXHBOI KyNbTypy, MU 3HAaXOAUMO BUTOKM abCTPaKTHOI 3HAKOBOCTI, sika OpraHi4yHo 1 MiLHO noegHaHa
3 KONOPUCTUYHMM acreKToM, Lo 3aknagae yHaaMmeHT abCcTpakTHOro MmucTeLTea.

Y ¢oHAax HauioHanbHOro LeHTpy HapoaHoi kynbTypu "My3sen IBaHa NoH4yapa", y cekTopi 36epiraHHA
nncaHkn, Hammu Byno gocnigkeHo NUcaHkn 3axigHux obnacren YkpaiHu Ta eTHOKYNbTYpPHUX perioHiB Nonicca
n Moginna. Bubip gaHol cekuji ekcnoHaTiB 3yMOBMEHUN crneuMdikol OpHAaMEHTUKM, AKa MposiBNeHa B
reOMETPUYHI 3HAKOBOCTI, LU0 3a CBOE (hOpMaribHOK XapakTepUCTUKOW € abcTpakTHow. 3aranbHa
KiNbKICTb BUBYEHMX eKcrioHaTiB cTaHoBUTb 270 06’ekTiB, aki 6yno 3i6paHo, 6e3nocepeaHbo, BEMUKAM LUAHY-
BarbHWKOM YKPaiHCbKOI KynbTypu, ii camoBiggaHnM OOCRiAHWMKOM, MUTLEeM Ta eTHorpadom |BaHom [oHYa-
poMm y 50-60-x pokax XX ctonitTtda. Konekuito nncaHkapcTBa eTHOKYNbTYPHUX PErioHiB YKpaiHu npeacTasns-
oTb 21 ekdemnnap [loniccs; 38 oauHUuUb nucaHok penpeseHTye [loginng; 11 nucaHok — [okyTTs;
JlemkiBWwHa nposiBneHa y 42 ekcrnoHatax; 3akapnaTtTa npeacTtasneHe 18 ob’ektamu; 47 npegMeTiB Hane-
XnTb BykoBuHi; MNyuynblnHa gemoHcTpye 93 nucaHkn. B ekcrnosuuii HauioHanbHOro myser ykpaiHCbKOro
HapoOHOro AeKkopaTMBHOrO MUCTELTBA NUCAHKApPCTBO MpeAcTaBneHe 3axigHUmu, NiBHIYHUMM W LeHTparb-
HUMK obractammn YkpaiHu Ta XapakTepusyeTbca Hanbinbl AasHiMUM ekcrnioHaTamu — XIX Ta nodaTtky XX
ctonitta. 3axigHi TepuTtopii YkpaiHu, a came — IBaHo-®PpaHkiBcbka, JlbBiBCbka, YepHiBeubka (M. Kocis, M.
Konomus, c. Kocmau, c. YepHsiBa, c. BwxkeHka) obnacti y kinbkocTi 164 ekcnoHaTiB, penpeseHTyiTb
pO3MaiTTd OpHaMEHTarnbHUX efeMeHTIB, Ae AOMIHYIUYUMN € reOMeTPUYHI. LieHTpanbHuiA perioH BupaxeHun
y nucaHkax KuiBwmnHmM (37 ek3emnnaApis), a NiBHIYHWUIA KyNbTYPHUA OCepedoK Y nucaHkax YepHiriBwmHn (25
npeaMmeTiB), WO HOCATb hiTOMOPAHUIA (CTUNI30BaHI 306paXKeHHSI POCNUHHMX €NEMEHTIB) Ta reoMeTpUYHUN
xapakrtep, 3 pisHMMM X KOMBiHaLUigMK.

HapgssuyanHuin HaykoBui iHTepec Ao perioHy [Monicca (niBHIYHI YacTuHW BonuHcbkol, PiBHEHCHKOI,
YKutomupcbkoi, Kniscbkoi Ta YepHiriscbkoi obnacTern) 3yMoBneHui po3yMiHHAM TOrO, LLO BiH € CBOEPIAHO KyIb-
TYPHOIO KOMMCKOK AaBHLOIO CrOB'SAHCTBA. 3HaKOBWUIA KO, MOMICbKUX MMCAHOK NOB’sI3aHWMIN 3 [aBHBOCIOB’ AHCHKUM
HapOAHMM 3eMrepobCbKM KaneHaapeM, a 3rofoM 3 HapoaHUMK 3BUYasiMK Ta obpsigamu [4, 117]. MucaHkm Lpo-
ro Kparo npeacTaBrneHi KoMno3uuisiMm 6inoro reoMeTpPUYHOTO OPHaMEHTY Ha YEPBOHOMY THi, LU0 € BTIMEHHAM
CTapodaBHiX XyOOXHIX Tpaauuin, siki NoxodsaTb 3 NisHbOro naneonity. KonbopoTteopyicTb Nonicbkoro eTHoKyrb-
TYPHOro perioHy NposiBieHa B OMiHYBaHHI YEPBOHOMO KOMbOPY, KM 3a PaxyHOK acoLiaTUBHOIO 3B’A3KY 3 KOSb-
OpOM KpOBi, HapoAHa CBIAOMICTb, WO cdopMyBanack B NpagaBHIO €roXy, HAMoBHIOE XUTTEQANHUM 3MICTOM.
$PopMOTBOPYICTb OPHAMEHTarbHMX MOTUBIB CKNadaeTbCcsa 3 MPOCTOI FEOMETPUYHOI 3HAKOBOCTI: MiHil, Koo, Kksag-
patn, pomMOu, TPUKYTHUKWU, XPECTM, SIKi CTAHOBMNSATb FOMOBHI CTUMEYTBOPIOOYI €nemMeHTU 300paxyBarnbHOCTI B
cucTeMi 06pa3oTBOPHOro MUCTELTBA, HEBI'EMHOK CKINaJ0BO AKOrO € abCTpakTHE MUCTELITBO. AKLIEHTYEMO, LLIO
OpHaMEHTMKa MOSICLKOro perioHy He BUPISHSAETbCA CKNaHICTIO NobyaoBW, OAHAK 3a paxyHOK BUMKOPUCTaHHSA
npagaBHbOi CUMBOSIKA Ta AOMiHYBaHHS YEPBOHOMO KOIbOpy, Mae BUpasHui Burnsn. BogHoyac ycsigoMneHHs
ICTOPUYHUX KyNbTYPHUX 3B’A3KIB Ta apXaiyHoro NoxomkeHHs Nonicbkol 3HaKOBOCTI Hafae 1 MOTY>KHOro BrnuBY
Ha CNPUMHATTS Ta Haginse ocobnmBMM CTaTycoM B PO3MaiTTi OpHAMEHTanbHOI KynbTypu YKpaiHu.
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YHikanbHWUA eTHOKYNbTYpHWUI perioH — MNoainns (BiHHMUbKa, XMenbHUUbKa, TepHoninbcbka obnacti) mae
HaMPi3HOMaHITHILY OpHaMeHTUKY Ta NoeaHYe BiNbLWiCTb CTUMICTUYHMX €NEMEHTIB, MPUTaMaHHUX Pi3HUM
obnactam Ykpainu [7, 157]. JoMmiHyroumiA KoMip B MMCAHKapCTBi Kpak — YOPHUN, LWLO 3’ €AHYETLCSA 3 YHEPBOHUM,
a 3pigka 3 XoBTUM Ta 3eneHuMm. OpHaMeHTanbHUA PUCYHOK OBinoro kombopy, a iHodi >xosTtoro [1].
dopMoTBOpYICTb 306paXKeHb BiNbLUIOCTI eKCNOHAaTIB XapakTepmnsyeTbcs abCTPaKTHO-rEOMETPUYHUM XapaKTe-
pOM, HamMOBHEHWX apXaidHO CUMBORMIKOK CTapodaBHbOI 0Bpa3oTBOpPYOi KynbTypu. 3okpema, "xpect" —
3HAKOBICTb NEPBICHOrO CaMOYCBIOOMMEHHA Ta XPUCTUSHCLKUN CaKparbHUA CUMBON; "KNUHUI", "TPUKYTHUKN" —
naneoniTmyHa CMMBOMIKa MUCNMBCBKOI aKTUBHOCTI, L0 Mi3Hiwe TpaHcdopmMyBanuck B "3ipkn”, Sk TeX MatoTb
3MICTOBU 3B'I30K 3 XPUCTUSIHCbKMMUW CUMBOMNamu; "Kpyrv" — [aBHIA CONSIPHUA 3HaK; "OE3KOHEYHWK"
HaNoNynsAPHILLWIA 3 LMX 3HAKIB, IKOMY, iHOZI, MOBHICTIO NPUCBAYYBanu KOMMO3MLit0 300paXeHHs, L0 CUMBOII3ye
TpiyMd HeCKiHYEHHOro XuTTs; "cBapra”, abo cBacTU4Ha 3HAKOBICTb — AABHLOCIIOB SIHCHKMI CUMBON BEAWUYHOIO
NMOXOMPKEHHS, SIKMN CUMBORI3Y€E JOCKOHAniCTb Ta NOCTIMHMIA €BOMIOLINHUIA pyX. 3ayBaXKyeMO, Lo PiTOMOPdOHI MO-
TVBM TaKOX € AOCTaTHLO NonynsipHUMK: "kBiTkKU", "cocHa", "aybose nucta”, "poxa”, "nuctkun"”, "TronbnaHn" Too.
Hany>xuBaHiwmmn MOTUB, OOUH i3 OCHOBHWX Y HApOAHii TBOPYOCTi LbOro perioHy — "Ba3oHW", BUTOKU SIKOTO 3HaXo-
OMMO B KepaMiyHii cnagmHi TpuninbCbko-KyKyTEeHCHKOI KynbTypu, LWO BTiNOE 06pas "apesa xutra".

KonbopoTBOpYiCTb NMMCAHOK €THOKYNbTYPHOro perioHy [ofinnsa xapakTepusyeTbCa KOHTPaCTHICTHO 3a
paxyHOK YOPHO-4EPBOHOIO, YOPHO-3€NEHOr0, YOPHO-YEPBOHO-KOBTOrO, YEPBOHO-XOBTOIO, Y€PBOHO-3€MNEHOM0
KOMBiIHYBaHHSA KoMnbopiB. KOHCTaTyeEMO OOMiHYBaHHSA YOPHOIO KOMbOPY, SIKMW, 3a HaLLOoK AYMKOH, acouiaTUBHO
3B’13aHWIN B HAPOAHI CBIAOMOCTi 3 00pa3oM "HeHbKU-3eMNi" — HaWLiHHILLOro Aapy, WO € BTINEHHSM 41151 KOXKHOTO
YKpaiHLs CBATUHI, Big novaTKy icTopii Ta Ha Bci Yacu. LiHHICTb MycTelTBa NnucaHkapcTea [oainnsa BusBnseTscs B
CUHTE3i nNpagaBHiX 3HakiB (CMMBOMIB COMSAPHOrO KymnbTy) 3 TPaAMLIMHUMK, LLO BUKPUCTani3yBaHi B YKpaiHCbKin
HapOOHIN XyOOXHIN KyNbTypi NPOTAroM BiKiB, Y NOEAHAHHI 3 enemMeHTamu, siki BiobpaxkaroTb Cy4acHi CMaku Ha-
poAHUX MarcTpiB — Lie Hagae MNoginnto, sk eTHOKYNbTYPHOMY perioHy, 0cobnmneoro crarycy.

Y KOHTEKCTi BUBYEHHS PO3BUTKY abCTPaKTHOI 3HAKOBOCTI NMMCaHKapCTBO 3axigHUX obnacten YkpaiHu,
OpPHaMeHTUKa SIKUX XapaKTepuU3yeETbCA reOMETPUYHICTIO, NPEACTaBnsAe HayKoBY LiHHICTb Ans AOCHiIIKEHHS.
Ocobn1Bo Ue NposiBNEHO B OpHaMEHTalbHUX CHOXETax PO3nOBCIOMKEHMX B |BaHO-PpaHKiBCbKiM obnacTi, a
caMe B FipCbKUX panioHax, Ha iCTOPUKO-eTHOrpadivHNX 3eMnsax ryuynie. MNMucaHkM uboro perioHy BpaxarTb
CKINagHiCTIO PUCYHKY, 3a paxyHOK HaA3BUYaNHOI KiNbKOCTi APiOHUX eneMeHTiB, WO rapMOHINHO NOEQHYHOTHCA
B YiTKMX NPOAYMaHUX KOMMO3WUisX, HaMBULLYKaHILWi 3 SkMX 3pobrneHo HapodHMK mancTpamu B M. KociB Ta
c. Kocmay. Tunosumu ans oopMOTBOPHOCTI OpHaMEHTIB NYLyNbLMHN € reOMEeTPUYHI CloxkeTu. |Hodi cknago-
BOIO KOMMO3ULIT MOXYTb BYTU PUCYHKM 300MOPPHOro, Yn hiToMOPEHOro Xapakrepy, Lo 3ariMaloTb LeH-
TpanbHe Micue Ha MOBEpXHi MNWCaHkM Ta nignopsgkoBylOTb COGI BCIO OpHaMeHTanbHY KOMMO3WLito.
KonbopoTBopuiCTb NposiBrieHa B Nobyaosi KOMOpUTy TENNoi raMu, Ae NeplopsaHUM KOfbOPOM € KOPUYHe-
BMIW, 3 AodaBaHHSAM MoMapaH4yeBoOro, YepBOHOrO Ta oBToro. igBueHa AeTanisauis opHamMeHTanbHOro
PUCYHKa, SKka 3yCTpiYaeTbCa TiNbKM Ha Ui TepuTopii, Ha Hawy AYMKY, NOSICHIETLCS BMVBOM AEKOPATUBHOMO
mucteutBa OcCMaHCbKOI iMnNepii, fka [OBrMM 4Yac KoHTpontoBana ui 3emni. CxigHa 4YacTuHa IBaHo-
®paHkiBcbkoi obnacTi — NokyTT4, icTopuko-reorpadivyHa obnactb YkpaiHu, ska AOBrUiA Yac 3Haxogunach nig
KOMOHianbHUM THITOM, TMM camMuM BOupana 3HayHuW BMAAMB KynbTyp Pi3HWX €THOCIB, WO Hagano
OpUriHanbHOro NPOsIBY HAPOAHIN XYAOXHIN TBOPYOCTiI LpbOro perioHy. [ns nMcaHoK npuTtamMaHHO HaHEeCEHHS
Ginoro puUCyHKy, reOMEeTPUYHO-CUMBOMIYHOMO XapakTepy, Ha YOpHe TrOo, [AOMIHYYOro B CUCTEMI
KONMbOPOTBOPYOCTI LbOro Kpato, Y NoedHaHHI 3 YepBOHMMU, NOMapaHYEeBUMKN Ta XOBTUMU NrsiMamu, Ak He
MatoTb YiTKOrO KOHTYPY, a HagineHi SKoOCTAMMU >XMBOMUCHOIO Maska.

Takun camuin BNNUB BUSBNAEMO B MUCaHKax, LWIO HanexaTb eTHOKYNbTYpPHOMY perioHy BykoBuHM
(YepHiBeubka obnacTb), Ae AeTanisauia NPosiBASAETLCA TiflbkU B dhparMeHTax opHamMeHTanbHUX KOMMO3ULLin.
KonbopoTBOpYIiCTb LbOro perioHy cnopigHeHa 3 [yuynblUMHOW, ane 3pigka OOAAETbCs 3eneHui Komip.
3ayBaxyemo, Lo And popMOTBOPYOCTI NUCaAHOK YepHiBeLbKkoi 0bnacTi XxapakTepHUM € aKkTUBHE BUKOPU-
CTaHHs XpecTonodibHOI 3HAKOBOCTI, SK B efeMeHTax OpHaMeHTanbHOro CTpokw, Tak i B cxemax
KOMMOo3nUinHMX nobyaoB. oxoaXeHHs Liei 3HAKOBOCTI csaArae B rMUOOKY OaBHUHY, dopMa SKoi iMiTye
HargaBHiWe 3Hapaaas 0obyBaHHA BOTMHIO, YTBOPHOKYM YHIBEpCanbHUN CakparnbHU 3HAK BOTHIO Ta COHLUS
(BOrHI0 HEGECHOr0), Cnyrye BTiNEHHSIM Ge3KiHEYHOrO NPOAOBXKEHHS XUTTS, SIKUA, Ni3Hille 3 YCTaHOBNEHHSAM
XPUCTUSHCTBA, pPenpe3eHTYE CUMBOS BOCKPECIHHA (KUTTSA BIYHOrO). XpecT, Sk abCTpakTHa 3HaKoBiCTb, OyB
OCMUCNEHUIN aBaHrapgmcTamu nodatky XX cToniTTa Ta BUKOPUCTAHWUI OOHUM 3 TOMIOBHUX CTUMNEYTBOPIOKYNX
ernemMeHTiB abCTpakTHUX KOMMO3ULINHNX NobyaoB.

3akapnatcbka obnactb penpeseHTye MUCaHKKW, WO MalTb XapakKTepHe CUHE, CUHLO-YOpHe, abo
dioneTose TNO, WO HaAaTb IM HEMOBTOPHOIO BUMSAY Y LbOMY BUAi HapoaHoi TBopyocTi. Ocobnuee micue
B [lekopaTMBHOMY MUCTELTBI Kpato 3anmae JlemkiBwimHa. KynbTypa uporo Hapogy, 3 TpariyHo iCTopieto, Ha
Cy4yacHoMy eTani BUKIMKae HayKOBWUI iHTepec, SK Haa3BUYanHO BMpasHa Ta He4oCTaTHbO BMBYeHa. [Ans Ha-
LWIOro JocrigXeHHA B6yno KOpUCHUM npoaHanidyBaTM OpuriHamnbHYy TEeXHiKy MucaHkapcTBa feMKiB, sika
XapakTepusyeTbes crneundivyHnM BUOOBXKEHUM MaskoMm. OpHaMeHTanbHi KOMMNo3uuii Ta cloxeTn ByaytoTbes
caMe LM TEXHIYHUM 3acoboM HaHeCeHHs1 PUCYHKY. 3yCTpivaloTbCs 3pasku 3 aCUMETPUYHOK KOMMNO3ULED, B
AKUX YacToTa HaHeCeHMX MaskiB, NoAibHUX A0 TexHiYHoro npuomy — "dropping", oAHOro 3 NONyNApHUX, 3a-
MOYaTKOBAHOrO aMepUKaAHCbKUM abCTpakTHUM  eKcnpecioHicToM  [xkekcoHoM [MonmnokoMm, Lo aKTUBHO
3aCTOCOBYETbCA CydaCHUMU XyAOXHUKaMu-abcTpakuioHicTamn. Llen TeXHIYHUIN NMPUIMOM XapakTepusyeTbes
po36puskyBaHHAM apbu, abo i HaHEeCEHHAM BWOOBXEHWM Ma3KkoM MEH3Ms, SAKUA YTBOPKOE CKNagHi
KONMopUCTUYHI Nobyaosun. B TpaauuinHin KONbOPOTBOPYOCTI NMCAHOK JleMKiBLLMHW AOMIHYE YepBOHWUIA KORip,
AKUA 3pidKka OOMOBHIOETECSA 3eMNeHUM Ta cuHiM. OpHameHTanbHUM MOTMB HanyacTiwe 6inun, a iHogi, B cy-
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YacHUX 3paskax — NOMiIXPOMHUA. POPMOTBOPYICTb OPHaMEHTanbHOI 3HaKOBOCTI NUCaHKapCTBa LbOro eTHO-
KyNbTYPHOrO perioHy, 3a paxyHok cneumdiyHoi hopMm Maska, BoueBuab nodibHa Ao 3acobis 06pas3oTBopyOl
BMPAa3HOCTI, L0 BUKOPUCTOBYETLCS Y Cy4aCHOMY abCTpaKTHOMY >XUBOTMMUCI.

HaykoBa HOBM3Ha. B cuctemi KOMMMIEKCHOro AOCNIMKEHHS iICTOPUYHO-KYNbTYPHUX NepeayMOB BUHUKHEH-
He, (POpPMyBaHHA Ta pPO3BUTKY abCTpakTHOro MuCTeuTBa Ha 3paskax nucaHok [loginbcbkoro, [Monickkoro
€THOPEroHIB Ta 3axigHWX obnacter YkpaiHu, NpeacTaBneHNX B KOMEKUisX HaujoHanbHOro LEHTPY HapoAHOI
KynbTypu "My3sen IBaHa MoH4yapa" Ta HauioHanbHOrO My3eto yKpaiHCbKOro HapoaHOro AeKopaTUBHOTO MUCTEL-
TBa, Oyno BCTAaHOBIEHO, L0 PO3BUTOK aOCTPaKTHOI 3HAKOBOCTi HOCUTL iCTOPUYHO MOCHILOBHWI XapakTep, 3yMOB-
NEHNN KyrbTYPHOK €BOSMOLIEID CycninbCTBa Ta JtOAMHW. AHanisylouuM TeHOeHuil posBUTKy abCcTpakTHOI
3HaKOBOCTi B reOMETPUYHIA OpHaMEeHTUL YKpaiHCbKOI MUCaHKW, KOHCTaTyemo BaraTty BapiaTMBHICTb OpHaMeH-
TanbHUX iryp Ta MOTUBIB, A€ FOMOBHUMW CTUMEYTBOPIOKYNUMUN efeMEHTaMN € reoOMETPUYHI opMU — MiHig,
KBagpar, pomM0O, TPUKYTHMK, KOMO, @ OCHOBHWI, Lo HabyBae cTaTycy ikoHorpadidHoro, — xpect. Butoku aaHoi
3HAKOBOCTi CMOCTEpPIraeMo B CTapoaaBHi 300pakyBanbHili KynbTypi HagaBHiLLOro nepiogy icTopii YkpaiHu, wo
3aknana opmMOTBOpPYY OCHOBY AN MOOANbLUIOrO PO3BUTKY BCIET YKPAIHCbKOI HAapOAHOI OpHAMEHTUKU Ta
300parkyBanbHOI KynbTypu B LLFIOMY, OOHMM i3 KOMIMOHEHTIB SIKOi € abCTpakTHe MUCTELTBO.

BucHoBku. Ha nigcTasi BUBYEHHS ayTEHTUYHUX 3000yTKIB KOHCTaTyEMO, LLIO reOMeTpUYHa OpHaMeH-
THKa YKpPaiHCbKOI NMUCaHKK, a came Ti KOSTOPUCTUYHMIA acnekT 3aknagae XXUBonucHun 6asmnc obpasoTBOpUOro
MucTeuTBa YKpaiHu, CKNnagoBoOK AKOro € abCTpakTHe MUCTeLTBO. BCcTaHOBMEHO OOMIHAHTHI KOMboOpM, LUO
BMKOPUCTOBYBASIUCb B YKPAIHCLKI HAPOOHIN OPHaMEHTULI — YEPBOHUI Ta YOPHUA. YepBOoHMI Konip — BinbLu
[AaBHbOMO MOXOOXKEHHS, iCTOPIA 3aCTOCYBaHHSI AKOro CArae B Mi3HIN Naneonit Ta penpes3eHTye XUTTeqanHy
CMMBOIIKY 3a paxyHOK CXOXOCTi OO KOMnbopy KpoBi. YopHUIM Komip — acouiaTMBHO MOAIGHWMIA OO0 KONbopy
3emMni, gka Ana 3emMnepobCbKkMX KynbTyp, LLO CMOKOHBIKY 3acensanu Teputopito YKpaiHn — HanuiHHilWwe Hag-
6aHH4A. [NoeaHaHHA YepBOHOrO Ta YOPHOro KOMbopiB HabyBae cakpanbHOro CTaTycy, CMMBOIMI3YOUM HEPO3-
PVBHUI 3B’A30K OYyTTA Hapoay 3 LieapoTamMu 3emrli, sika gapye Ta niatpumye xutTs. Bigbip konbopiB Ta ix
KOMOIHYyBaHHS, AKi BUKpUCTanidyBanucs nNpogoBX BikiB Y HAPOOHOMY MUCTELTBI, ¥ NOEAHAHHI 3 apXaidHumu
hopMaMy reoMeTpUYHOro xapakrepy 3aknanu yHaamMeHT B SKOCTi FONIOBHOI CTUNEYTBOPIOKYOI CKIMagoBoi
Cy4acHOro yKpaiHCbKOro abCcTpakTHOro MUCTELTBA.
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ART AS AN IDEA

The purpose of the work. Determining the importance of the phenomenon of biennials and what is contempo-
rary art, its historical and artistic heritage. This article examines the complexity of modern art as "historic" events. Studies
of Modern Art, and artists who work and live in a complex, global, economic and cultural period. And, of course, for better
understanding, a study conducted by the examples Biennale long history and reflection on basic principles and regula-
tions that may be useful in the preparation of such a big event. Research methodology is the use of comparative, histori-
cal and logical methods. The above methodological approach allows wide open and analyze certain patterns regarding
social components anthropological and artistic relations, to find dynamic and progressive attitude at what exactly is con-
temporary art. Scientific novelty of the work is to show bright and clear understanding of professional artists who are
increasingly positioned as the last creators of society, which is available almost unlimited freedom. However, the world of
art, like any other social or professional environment, has its own conventions and authoritarian system. So in that time,
while artists whose names have become brands, constantly praise for their uniqueness, this article draws parallels be-
tween artists, most of which are considered not suitable for comparison. Conclusions. Understanding of the develop-
ment paradigm of strategic importance for the development of cultural infrastructure of the state. Consider the idea of art
because, as the primary cultural Rubicon overcome the marginal position of Ukrainian art of the global art processes.

Keywords: culture, biennial, contemporary, legitimacy, curator, Manifesta, phenomenon, art, festivalism.

leaHoecbka Hina B’sidecnasieHa, acnipaHmka HauioHanbHOi akademii KepigHUX Kadpie Kynbmypu i
mucmeyms, meHedxep npoekmie HKMMK “Mucmeuskul ApceHan”

MucTeuTBO SIK inen

MeTta po6oTn. BusHaueHHs BaXnMBOCTi (peHomeHa bGieHane Ta TOro, YsMM € cy4acHe MMUCTELTBO, WOro
icTopndHa i MucTeupka cnagwmHu. [NpoaHanidyBaTM CKMagHICTb CydYacHOro MucTeuTBa sK "iCTOpu4HOro" ssuuia.
Hocnigntn cydacHe MUCTELTBO Ta TBOPMICTb XYAOXHWKIB, SIKi MpaLoOTh Ta XUBYTb B YMOBaX CKIagHOro rrnobanbHoro
€KOHOMIYHO-KYNbTYpHOro nepiogy. JocnimkeHHs FpyHTYETbCA Ha Npuyknagax i3 6araTopiyHoi icTopii GieHane Ta po3gymis
LLIOAO OCHOBHMX MPUHUMMIB i MONOXEHb, SKi MOXYTb OyTM KOPUCHMMM AN NiArOoTOBKM Takoro maclitabGHoro 3axopny.
MeToponoria AOCNiMpKEeHHs nonsirae B 3aCTOCYBaHHI KOMMapaTMBHOIO Ta ICTOPUKO-FIONYHOro MeToAiB. 3asHayvyeHuin
METOAOMOrYHNIA niaxia gae 3MOory posKpuUTM Ta npoaHanisyBaTu NEBHi MOgeni aHTPOMOSioriyHOI KOMMOHEHTUM B
couianbHMX Ta MUCTELIbKMX BiQHOCMHAX 3 METO MOLUYKY AMHAMIYHOro Ta MpOrpecuBHONO NOrnsiay Ha cyvyacHe MUCTel-
T80. HaykoBa HoBM3Ha poboTn nonsirae B TOMy, W06 NPOAEMOHCTPYBAaTU SICKpaBe i BUPA3HE PO3YMiHHS TBOPYOCTI
MUCTLiB-NpodhecioHanis, KOTpi AeAani YacTille No3u1LiOHYTECS CYCMiNbCTBOM SIK OCTaHHi TBOPL, SIKMM JOCTYMNHA Mamke
HiYMM He obMexeHa ceoboaa. OgHak CBIT MUCTeUTBa, Sk | Byab-sike iHLWe couianbHe abo npodeciitHe cepeaoBuLLEe, Mae
CBOi KOHBEHLIi i cuctemy aBTopuTapHOCTi. TOMy, NOKM MUTLIB, YWi iMeEHa nepeTBopunuca Ha OpeHan, HEBMWHHO cna.-
NSATb 3a IXHI0 YHIKanbHICTb, MY NPOBOAUMO Naparnerni 3 MUTUSIMK, siki 34e6inbLUoro BBaXKaTbCsl HEe 30BCIM NpuaaTHUMM
Ons nopiBHsAHHA. BucHoBKu. OCMMUCNEHO PO3BMTOK MapaguMrMmarnbHUX CUCTEM, siKi MaloTb CTpaTeriyHe 3Ha4YeHHs Ansi
PO3BUTKY KyIbTyPHOI iHppacTpykTypy aepxxaBu. BuceiTneHo npobnemu MucTeuTBa vepes ifeto sik NePBUHHUIA KyTbTyp-
HWIA pYBIKOH y NOAONAHHI MapriHanbHOT NO3MLii YKpaiHCbKOro MUCTELTBa Y NOPIBHSHHI 3 rnobanbHMMKU apT-npoLecamu.

Krrouosi criosa: KynbTypa, bieHane, cyyacHe MUCTELTBO, NErTUMHICTb, KypaTop, MaHidecTa, dhecTuBanbHWUM pyx.

UNeaHosckasi HuHa BsiyecnagoeHa, acriupaHmka HayuoHanbHol akademuu pyKogoosiuux Kadpos Kyrbmyphb!
u uckyccme, meHedxep npoekmoe HKXMK "Mbicmeukuli ApceHan"

UckyccTBO Kak npes

Llenb pa6otbl. Onpenenerne BaxHOCTN doeHoMeHa GUeHHane 1 Toro, YeM SIBNSIETCS] COBPEMEHHOE MCKYCCTBO, ero
ncropudeckoe Hacnegue. Miayumntb CRNoXHOCTb COBPEMEHHOIO MCKYCCTBA Kak "McTopuyeckoro” saenenus. ViccrnenosaTe coBpe-
MeHHO€e NCKYCCTBO U TBOPYECTBO XYOOXXHUKOB, pa60Tarou_u/|x M XMBYLLIMX B YCINOBUAX NeperioMHoro rno6anbHOro 3KOHOMMUKO-
KynbTypHOro nepuoga. VlccnegoBaHne npoBoauTca Ha NpuMepax MHOrONETHEN UCTOpUK BueHHane 1 pa3MbilLrieHnin 06 oc-
HOBHbIX NMpuHUMNAaX KU NONoXeHnAX, KoTopblie MoryT ObITb MNONE3HbI Ana NoArotToBKU Takoro MacLuTabHoro MeponpuaTuA. Me-
TOAONOrMA UCCNEeNoBaHNs 3aKItoYaeTcsl B NMPUMEHEHUN CPaBHUTENIbHOMO W UCTOPUKO-TIOTMYECKOTO METOAOB. YKasaHHbIN
MeTO,D,OJ'IOFI/I‘-IeCKVIVI noaxod No3BONAET LWMPOKO pacKkpbIiTb U MOABEPrHyTb aHanniy onpeaeneHHble Moaenn aHTpononornye-
CKMX KOMIMOHEHTOB B couMaribHbIX U XyOOXeCTBEHHbIX OTHOLLEHUAX C LeSlbio HanTn ,EI,VIHaMVI‘-leIIZ n I'IpOFpeCCI/IBHbIVI B3rnag Ha
TO, YTO Xe npeacrTaenseT cobol coBpemeHHoe uckyccteo. HayuHas HoBu3Ha paboThl 3akrtovaeTcs B TOM, YToObl npoae-
MOHCTPMPOBATb SIPKOE W OTYETIIMBOE MOHWMaHUE O XyOOXKHMKax-npodyeccroHanax, KoTopble BCe Yalle Mo3ULIMOHMPYHTCS
o6LLEeCTBOM Kak MocrneaHue cosaaTteni, KoTopbiM AOCTYMHa NoYTW HeorpaHudeHHasi cBoboga. OaHako MUP UCKYCCTBa, Kak U
nobas apyrasi coumansHasi unm npodeccroHanbHas cpeaa, MMEeT CBOM KOHBEHLUMM 1 CUCTEMY aBTOpUTapHOCTU. MoaTomy B
TO BpemMd, Noka Xyao>XHWUKOB, YbN MMEeHa NpeBpaTUnCb B 6peH,E1bI, HeYyCTaHHO CnaBAT 3a UX YHUKarbHOCTb, 3Ta CTaTbd Npo-
BOOAUT napannenn mexay XyaoXXHUKamu, KOTopble B OCHOBHOM CHUTAKOTCA HenpuroaHbiMW AnA CpaBHEHUA. BbIBOAbI. Oc-
MbICINIEHO pasBUTME NapagurMarnbHbIX CUCTEM, UMEIOLLMX CTpaTermyeckoe 3HavyeHne ans passutus KynbTypHOU MHAPaCTPYK-
Typbl rocygapcTeBa. PaccMoOTpeHO BOMPOC MCKycCTBa Yepes3 MAet Kak MepBUYHBbIA KyrNbTYpHbIA PYOUKOH B MpPeodosieHnm
MapFI/IHaJ'IbHOVI no3nunm yKpanHCKOro UCKyccTtea B CpaBHEHUN C rnobanbHbIMU apT-npoLeccamu.

Krnroyesbie criosa: KynbTypa, bBueHHane, coBpeMeHHOe UCKYCCTBO, NErMTMMHOCTb, KypaTop, MaHudecTa, dec-
TUBalibHOE ABWXKEHWe.
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History of the art of the immediate postwar years, and in particular of the 1950s was largely domi-
nated by stories of the rise of US art in a world transformed by the emergence of the cold war. Such narra-
tives have largely fallen into two camps: one, modernist and celebratory of the rise to prominence of US art,
the other socio-historical and critical. Perhaps these tendencies are best represented by two famous art his-
torical studies, the titles of which transparently show the differences between them: Irving Sandler’s 1970
book The Triumph of American Painting and Serge Guilbaut’s How New York Stole the Idea of Modern Art,
published in 1983. Both of these studies take abstract expressionist painting as the focus of their delibera-
tions principally because it was the movement representing most prominently the character and value of
“American” painting in the immediate postwar years.

Sandler charts the emergence of this art out of the crucible of debates about the avant-garde during
the years of twenty. Most profoundly, the artists famous as the abstract expressionists — including Jackson
Pollock, Willem de Kooning, Barnett Newman, and Clyfford Still — are shown struggling to produce a new art
befitting the changed realities of the postwar age. Since this age was emerging as decidedly American, it
was to be discovered by working through and surpassing the existing forms of the pre-war European avant-
garde, most notably surrealist automatism and late variants on cubism. Sandler’s book is at pains therefore
to carefully elaborate the novelty of American art’s new painterly techniques: the “gestural” work of, for ex-
ample, Jackson Pollock — produced by movements of the artist’'s hand and body over the canvas — and the
“color field” painting of Barnett Newman and others, characterized by the all-over application of pigment on
large canvases creating expansive “fields” of color.

In departing in such a manner from European art, New York abstract art in particular came to be
seen by some as the most “advanced” art of the day. Given the premium placed on being at the forefront of
progressive artistic developments by the discourse of avant-gardism, New York generally came to replace
Paris as the recognized center for contemporary art production. This American “triumph,” seen by Sandler as
a function of the quality and conviction of New York art, is accounted for in very different terms by Serge
Guilbaut, one of a group of social art historians that has drawn attention to the importance of abstract ex-
pressionism’s symbolization of freedom in establishing its cultural dominance at this time. [1] This was very
important to a postwar US state for which ideas of freedom — of expression, of the market — were to be cen-
tral in distinguishing its imperial ambitions from those of its cold war enemy the Soviet Union. From a socio-
historical perspective then, the success of abstract expressionist painting is seen to reside less in any “in-
herent” aesthetic quality of the work itself, and rather more in how its informal, non-traditional style lent itself
to being deployed as representative of specifically “American” freedoms — as opposed to the prescriptive
forms of art in totalitarian states, particularly of Soviet Socialist realism in the USSR.

With these two historical accounts relating radically different stories about the emergence of US art at this
time, | want to make it explicit from the beginning that the concerns of this chapter are as much historiographical
as they are historical. This means that, in what follows, if necessary | will be concerned with (re)telling the different
stories told about the art of this period — as well as their critical relations to one another — rather than attempting
(naively) to write from any notional position of neutrality or objectivity. But also, even though | start my chapter with
reference to these established studies, | want to make it clear that | do not think it sufficient to satisfy ourselves
with simply choosing one account over the other in our approach to fifties art. This is because, despite their very
real differences, in some respects these narratives amount to simply two different versions of the same story: that
of US abstraction. In contrast, what follows will attempt to eschew such an exclusive focus by signposting other
histories — of differing artistic and cultural practices both inside and outside the United States — which serve to dis-
place the centrality of this narrative stream. For what is truly my story here is how in the fifties we witness the de-
velopment and consolidation of a modernist “center” at precisely the same time that this gets undone in the vari-
ous “alternative” practices to it and to American abstract expressionism.

This decentralization of “American” art and its history should be understood not only in relation to cold
war politics, but also in relation to the massive social, legal and cultural changes brought about in the west by
the processes of European decolonization on the one hand, and the birth of the US-based black civil rights
movement on the other. From the granting of independence to India in 1947, European states faced large and
effective independence movements across the colonized world, which led them gradually to loosen their hold
on third world countries. The success of such movements emboldened the development of the US civil rights
movement, which made significant advances over the politics of segregation throughout the fifties. This, along-
side the large-scale immigration into Europe of people from former colonized countries, brought about huge
challenges, and slow changes, to established western cultural forms and identities. And it wasn’t just the inter-
national migration of non-white peoples that drove this process: the fifties also saw the initial development of
the postwar politics of gender and sexuality. From the publication of Simone De Beauvoir's The Second Sex in
English in 1953, to the birth in the early 1950s of lesbian and gay rights groups the Daughters of Bilitis and the
Mattachine Society, a decade often renowned for its conservatism in matters of society and culture on closer
inspection can be seen to have harbored some very radical and transformative energies indeed.

All of these energies, as we shall see, are played out within emergent forms of art practice at this
time. In particular, | will be concerned to draw out how such world historical developments come to be pro-
ductive of multiple new ways in which the very idea of “politics” comes to be understood and practiced in cul-
tural terms. This may seem to be odd given that it is during these years that we come to witness the rise to
power of an institutionally and critically sanctioned modernist view of art, in which any discussion of the po-
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litical is seen to be deeply irrelevant to considerations of the aesthetic value of works of art. But it is the con-
tention of this chapter that the emergence of the idea of an “a-political” art, is, in itself, deeply political — being
only one form in which various economic, institutional, and political interests come to forge their ideological
articulation at this time. It can be taken alongside with other discourses and practices, which variously at-
tempt to reformulate the relations between “art” and “politics,” and the precise ways in which these terms
might be understood. | will consider, therefore, amongst other things, the “queer” silences of so-called Neo-
Dada art, the participatory activism of Neoconcrete art and Happenings, as well as the ambivalent reflections
on mass culture evident within emergent pop art, with a view to illuminating the various generative models of
critical culture produced well before the artistic rebellions of the 1960s and 1970s.

Sometimes, for the agents of such alternative cultural activities, abstract expressionism seemed so cul-
turally dominant, so all pervasive, that, as the artist Robert Rauschenberg has recalled: “Jasper [Johns] and |
used to start each day by having to move out from abstract expressionism.” For Rauschenberg and others in the
1950s, for me as well as | write this chapter in the early years of the twentieth-first century. For in what follows |
too shall endeavor to “move out” from abstract expressionism, both in the sense of taking it as my starting point,
as well as in terms of going beyond it in my attention to other artistic and cultural practices. Insofar as | do this, my
chapter will hopefully mime some of the strategic maneuvering of 1950s artistic practices. It will take abstract ex-
pressionism as starting point only in order that — as the beginning — it might be destructively undermined and dis-
persed by the other, multifarious aesthetic and political possibilities provided within fifties culture.

If we are talking about stories of A-Political painting it was during the 1950s that modernist discourse
came to be established as the pre-eminent, and institutionally sanctioned, discourse of art in the western
world. Spearheaded by US art critics Clement Greenberg and (in the 1960s) Michael Fried, and supported
by the Museum of Modern Art in New York as well as journals like Partisan Review, modernist criticism ex-
hibited a formalist approach to art which held the “integrity” of the individual mediums of painting and sculp-
ture, above all, to be sacrosanct. This meant that painting, for example, should concern itself only with that
taken to be “proper” to itself: its flatness and two-dimensionality. The most “advanced” art, wrote Clement
Greenberg in 1955, was that which tested “the limits of the inherited forms and genres, and of the medium
itself.”3 The work of Still, Newman, and Mark Rothko was taken to be most advanced by Greenberg at this
time by dint of the “emphatic” flatness of their paintings, derived from the “alloverness” of their surface de-
sign. This was brought about by the relative lack of tonal variation across the canvas field and resulted in a
comparatively undifferentiated and expansive, whole.

This strict valorization of an art that stayed close to the “essence” of its medium came to be the dominant
way of accounting for the value of “a- political” painting in the postwar years — a-political because its value as art
was deemed to be purely aesthetic and autonomous from all other systems of worth. Such a modernist view was
in many ways in stark contrast to art critic Harold Rosenberg’s perspective on abstract expressionist art. For
Rosenberg, writing in 1952, the value of abstract expressionist work accrued less to its formal character as paint-
ing, and rather more to its status as artistic action. Indeed, writing in an article significantly entitled “The American
Action Painters,” Rosenberg helped usher in a shift in conceptions about the ontology of the postwar artwork by
approaching abstract expressionist works in terms of an event: “At a certain moment the canvas began to appear
to one American painter after another as an arena in which to act. ... What was to go on the canvas was not a
picture but an event.” [2] This not only inaugurated an understanding of the work of Pollock at all, which would be
important for the subsequent development of Happenings and performance art in the late 1950s and early 1960s,
but was also important in thinking through the political importance of such artistic actions: “The big moment came
when it was decided to paint ... just TO PAINT. The gesture on the canvas was a gesture of liberation, from Value
— political, esthetic, moral” (30). Although this may seem of a piece with the formalist appreciation of the autono-
mous value of the modernist artwork above, especially in its characterization of action painting’s distance from
political and moral values, Rosenberg’s reference to action painting’s “gesture of liberation” clues us in to the ways
in which he understands it as a fundamentally political kind of act — an originary and revolutionary one, freeing the
artist from all conventional structures of meaning and value.

This reading of action painting’s revolutionary ethos has been subject to much criticism by art histori-
cal accounts produced within the past few decades informed by feminism and post-colonial theory. Both
Amelia Jones (1998) and Rebecca Schneider (2004) have variously criticized the idea of action painting’s
singular “originary” gesture as a patriarchal trope designed to style the masculine subject as creative and
generative of culture, whilst relegating its presumptive feminine Other to the realm of nature and the procrea-
tive. This draws our attention to the ways in which representations and evaluations of the action painter's
gesture were often coded with stultifyingly conventional gender meanings, making it difficult for women to
take up the brush as abstract expressionist artists. Not only were the paintings of Pollock, for instance, as T.
J. Clark has argued, “clearly implicated in a whole informing metaphorics of masculinity” (“the very concepts
that seem to apply to them — space, scale, action, trace, energy ... are all, among other things, operators of
sexual difference”), but women artists were also limited by the expectation that they act as wives and moth-
ers within the conventional frameworks of mainstream heterosexual culture.

Various photographs from the period testify to the biases women faced, show- ing female artists like
Lee Krasner and Elaine de Kooning as passive wives to their active and creative male husbands, as does
the recent biopic Pollock (2000), directed by and starring Ed Harris in the leading role, with Marcia Gay
Harden, literally and diegetically in a supporting role as “Pollock’s wife” Krasner. [3] Female artists, in order
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to survive and be recognized as artists therefore, had to do all they could to suppress their identities as
women. The art historian Anne Wagner discusses, for example, how Lee Krasner would invariably sign her
work as “L.K.” — or not sign her work at all — in a bid to escape her critical interpellation as a “woman artist”
and all the stereotypical expectations that such a phrase brought in its wake (Wagner 1989).

It was a similar story too for black artists attempting to enter into the western mainstream of modernist
abstraction. Ann Gibson, for example, has written of the prejudice faced by African-American abstract artists such
as Norman Lewis and Beauford Delaney whose work, though visible at the time, was often viewed in stereotypical
racial terms and seen to be of lesser value than that of their white male peers (Gibson 1997). This was equally
true for black artists working in Europe. Aubrey Williams, born in Guyana but working in London from 1952 on-
wards, was — like other (white) artists in Britain including Patrick Heron — heavily impressed by a show of Ameri-
can abstract expressionist painting held at the Tate Gallery in London in 1956. This was to have an effect on the
development of the abstract style of Williams’ painting during the 1950s, perhaps bringing it closer to the work of
Arshile Gorky than to Jackson Pollock. However, as Rasheed Araeen argues, despite Williams’ attempt to work in
the manner of his American heroes, his paintings were repeatedly viewed in primitivizing terms by British critics.
Araeen cites Jan Carew, writing in 1959 in the Art News and Review:

These paintings ... express in essence a sense of being which differs from that of the European in
the same way that the music of a spinet differs from the rhythm of a drum. ... His art reflects the instinctive
sense of rhythm of the Negro fused with the mythopoetic imagination of the Indian-Voodoo and the image of
gods and man, the dreams born in cradles of a forest and brought to the city where twentieth- century man
paces the pavements of destruction.

Thus Williams’ work is seen to be the product of some essential, unchanging ethnic culture, born of a place
alien to the western “center” and remaining fundamentally distinct from it. We shall see later how such constructions
of “the Negro” get played out in fifties Beat culture, but for now it will suffice to consider the colonialist ironies of mod-
ernist abstraction at this time. For, as the art historian David Craven has argued, while it was acceptable for white
abstract expressionist artists to borrow freely from the forms of Native and Latin American painting (Pollock’s art, for
instance, was indebted to the work of Navajo sand painters and Mexican muralists such as David Siqueiros), it was
not deemed acceptable to the western art establishment for colonial subjects to traffic in the techniques of modernist
art and hope to be treated with the same degree of seriousness and accorded the same value. [4] Which is to say
that, whilst artistic practice in the western metropolis was undeniably transformed by the influx of artists from (in-
creasingly former) colonies during the 1950s, artistic discourse was largely mired in US- and Eurocentric understand-
ings, and was therefore largely unable to respond in a productive manner to the post-colonial challenges provided by
the art of the day. This, alongside my comments about gender above, make of the discourses of 1950s abstract
painting a curious amalgam of revolutionary and reactionary values and attitudes.

Not everyone in the fifties, however, wanted to get on the bandwagon of modernist abstract art.
Many viewed the development of abstraction as the cultural arm of US imperialism and much debate took
place in European circles, particularly on the Left, about its viability as artistic form. As Brendan Prendeville
has written in a very useful account of realist art during this time (Prendeville 2000), in 1947 Soviet Socialist
Realism was forcibly asserted as the official artistic credo for the USSR, paying great attention to the value of
figurative — as opposed to abstract — art in representing the “realities” of life under communism. This view of
an explicitly political art was also taken up by numerous left- wing artists outside the Eastern bloc countries,
despite Stalin’s show-trials and the Nazi—Soviet pact of the late 1930s, which had caused many Soviet sym-
pathizers in the west to turn away from communism in general, and Stalinism in particular. Artists as varied
as Renato Guttuso in Italy and André Fougeron in France practiced their own versions of social realism,
whilst in Britain the critic John Berger took up the cause of art for society’s sake by debating the merits of
abstraction vs. figuration with the painter Patrick Heron in the pages of the New Statesman. Instead of the
abstract expressionists, or indeed the abstract canvases of Heron himself, Berger championed the work of
British artists like John Bratby instead, a so-called “kitchen sink” painter famed for his representations of eve-
ryday, mundane urban scenes. [5] In addition to such Left critiques, abstraction also had its reactionary right-
wing detractors, particularly in the US. Thomas Hart Benton, for example, a leading member of the American
regionalist school of painting in 1930s, remained a vociferous critic of abstraction well into the early 1950s.
For Benton, as for Berger and others, abstraction offered nothing but “an academic world of empty pattern”
as opposed to an art that could claim to represent the everyday realities of people’s lives.
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BUKOHABCbKWW TE3AYPYC MIAHICTA: METOQ AHANI3Y

MeTa po60Tu — NpoaeMOHCTPYBaTU 3anpornoHOBaHUIA HAMW METOZ, aHani3y BUKOHABCLKOrO Te3aypycy Ha maTepiarni
penepTyapHux ynogobaHb naypeatiB MikHapogHOro KOHKYpCy Mornoamx niaHictisB nam’siti B. Mopoeuus. MeTtogonoris
OOCNiPKEHHS nonsarae y BUKOPUCTaHHI MeTOAIB aHanidy Ta CuHTesdy, siki HagatoTb 3MOry cucTeMaTusyBaTu penepTyapHi yno-
pobaHHA KOHKYPCaHTIB Ta KpWCTanidyBaTu CknagoBi ix Tesaypycy. HaykoBa HoBuM3Ha nonsrae y Tomy, LUO Brieplle y
MY3UKO3HaBCTBI MPOMOHYETLCA  PO3AiNEHHS BMKOHaBCLKOrO Te3aypycy Ha YoTupW Ccknagoeux. Y pamkax craTTi
OEMOHCTPYETLCS HOBMI METOZ, aHanidy BUKOHABCHKOrO Tesaypycy. BUCHOBKUW. 3anponoHoBaHui HaMu MeToq, aHaniy penep-
TyapHux ynogoGaHb apTUCTIB Aae MOXIMBICTb HaNBINbLL TOYHO BU3HAYUTY iX iHAMBIAYanbHi pyUcK, OCKinbKM, nigduparoyum caii
penepTyap, KOHLEePTaHT B NepLLy Yepry obvpae TBopwU, LLO JOMOMaratoTb ICKpaBo NPOSBUTA CBOK MalCTEPHICTb.

Knoyosi crioga: BUKOHaBCbKe MUCTELITBO, BUKOHABCbKMI Te3aypyc, penepTyap niaHicta, MixHapoaHuUin KOHKypC
Mornoamx niaxictis nam’ati B. Moposuug.

Psiboe Uzopb Cepzeesudy, nedazoz kagedpbi obuwie2o U crieyuanuauposaHHo2o ¢hopmenuaHo
HMAY um. I1. Y. Yatikosckozo u popmenuarHHo2o omdena KCCMLL um. H. B. JlbiceHKo

UcnonHutenbCckumn Tesaypyc nNnMaHMCTa: MeTo4 aHanusa

Llenb paboTbl — NPOAEMOHCTPUPOBATL NPELOXKEHHBIA HAMM METOA, aHan13a UCNosIHUTENbLCKOro Tesaypyca Ha
mMaTtepuarne penepTyapHbiX NpeanodTeHun naypeatos MexayHapoOoHOro KOHKypca MOnoAbiX nuaHucToB namstn B. Mo-
posuua. MeTogonorusa nccneqoBaHws 3akmioYaeTcs B MCMNONb30BaHUM METOAOB aHanusa U CUMHTe3a, KOTopble AaloT
BO3MOXHOCTb CUCTEMATU3NPOBaTb pernepTyapHble NMPEANoOYTEHNS KOHKYPCAHTOB M KPUCTaNnn3oBaTh COCTaBnsoWmMe nx
Tesaypyca. Hay4yHasi HOBM3Ha 3ako4aeTcs B TOM, YTO BriepBble B My3bIKOBEAEHUM NpeanaraeTcs pasgenutb UCros-
HUTENbCKUIA TE3aypyC Ha YeTbipe COCTaBNsSIOWMX. B pamkax ctaTbn AEMOHCTPUPYETCA HOBbIA METOZ, aHanmn3a UCMNomnHu-
TenbCckoro Tesaypyca. BoiBoabl. MpeanoxeHHbI HAMW METOA, aHanm3a penepTyapHbIX NpeanovYTeHn apTUCTOB AaéT
BO3MOXHOCTb Hanbonee TOYHO ONpeaenuTb UX MHAWBUAYanbHbIE YepTbl, MOCKOIIbKY, COCTaBNASA CBOW penepTyap, KOH-
LilepTaHT, B NepBY0 oYepeb, BblOMpaeT Npom3BeaeHUs, KOTOPble MOMOratoT IPKO NPOsIBUTL CBOE MacTEPCTBO.

Knrouesbie crioga: NCNonNHUTENbCKOE NCKYCCTBO, UCMIONHUTENLCKWIA Te3aypyc, penepTyap nuaHucTa, MexayHa-
POAHbBIA KOHKYPC MONoAblX NMMaHUCTOB NamAaTy B. Moposumua.

Riabov Igor, lecturer at the piano department of the Lysenko Kiev Secondary Speciaizedl Music
School and department of general and specializet piano of Tchaikovky National Music Acadamy of Ukraine.

Pianist performing thesaurus: the method of analysis

Purpose of Article. The goal of the article is to demonstrate the proposed method of analysis of the performing
thesaurus on the materials of the repertory preferences of winners of the International Competition for Young Pianists after
V. Horowitz. Methodology. The methodology of the study is to use the analysis and synthesis, which make it possible to
systematize the contestants of the repertoire preferences and crystallize the components of the thesaurus. Scientific nov-
elty. Scientific novelty is the fact that in Music studies we are the first who propose to divide the performing thesaurus into
four components. The most part of the article presents a new method to analyse the performance thesaurus. Conclusions.
The author’'s method for the analysis of artist repertory preferences makes it possible to indicate the individual features of
the performers. Making their repertoire, artists firstly choose the compositions which help to show their mastery.

Keywords: performance art, performance thesaurus, repertoire of pianists, International competition for Young
Pianists in Memory of Vladimir Horowitz.

AKTyanbHiCTb 4aHOI TeMX 3yMOBIeHa BiACYTHICTIO y Cy4acHOMY MY3WKO3HaBCTBi 06’€KTMBHOrO Metoady
avdbepeHuialii BukoHaBujiB. O6’ekToM JOCNiOKEHHS € cydacHe dopTeniaHHe BUKOHABCbKe MUCTELTBO, a npea-
METOM — penepTyapHi ynogobaHHs naypeartie MixkHapogHOro KOHKYpCy Monogmx niaHicTie nam’siTi B. Moposuus.

MeTa poboTu — NpogeMOHCTPYBaTH 3anpONOHOBAHMA HaMWU METO, aHani3y BUKOHaBCbLKOro Te3aypycy.
O6paHa MeTa copmyBana Taki 3aBdaHHs: 1) AaTu xapakKTepuUCTUKy NOHATTIO "BMKOHABCbKUA Tesaypyc"; 2)
oxapakTepusyBaTu porib penepTtyapy B aHarnisi BUKOHaBCbKOro Tesaypycy; 3) npoaHanidyBaTu penepTyapHi
ynogobaHHs 4oTuMpbox naypeatiB MikHapoOHWX KOHKYpCiB Monogux miaHictiB nam’sati B. [oposuug.
MeToaonoriyHy ocHOBY cTaTTi cknagatoTb npaui I'. KoraHa, B. KonoHesi, M. KoHoHoBoi, C. ®eiHGepra Ta iH.

HaykoBa HOBM3Ha nonsrae y ToMy, WO BnepLwe y My3uKO3HaBCTBI NPOMOHYETLCHA PO3AINEHHS BUKO-
HaBCbKOro Te3aypycy Ha YOTMPU CKNagoBi. Y pamkax cTaTTi JEMOHCTPYETbCS HOBMIM METOA aHanisy BUKO-
HaBCbLKOro Te3aypycy.

KoxeH BMKOHaBeLb Ma€ CBifl iHAMBIAYanbHUA KOMMEKC 3acobiB MpPoYMTaHHS i BTINEHHS HOTHOro
TEKCTY, SIKUMU BiH KOPUCTYETBLCH Y CBOIW AiSANbHOCTI. YMOBHO LI KOMMMEKC MOXHAa po3difiuTi Ha 4oTupu
CKNagoBi: BipTYO3HY, iIHTOHaLUINHO-06pa3sHy, iIHTepnpeTauinHy Ta apTUCTUYHY.
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Y npaktuui 0yab-AKoro BMKOHaBUSA — i CTyAeHTa BY3Y, i KOHLEPTYKYOro niaHicta — Ui CKnagosi
NPUCYTHI 0BOB’A3KOBO, Pi3HULA TiNbKW B CTYNEeHi o6aapyBaHHSA i YMiHHI X BUKOPUCTOBYBATW.

Llev koMnnekc BUKOHABCbKUX 3aCODIB Yy YaCTUHWN BUKOHABLB € NPUPOAHUM 004apOBaHHAM, @ Y AesKUX —
HanpaubOBYETLCS B NMPOLIECI HABYAHHS | NPaKTUYHOI OisiNbHOCTI. | HaBiTh y BUNaaKy Hamsckpasiworo obaapoBaH-
Hsl e komnnekc noTpebye po3BUTKY Ta BAOCKOHAINEHHS: "... BUKOPUCTaHHSI GaraTboX TEXHIYHUX MpUIOMIB Mg,
Yyac rpy 4acTo BigbyBaeTbCs NiACBIAOMO, aBTOMATUYHO, LLO CBigYMTb NPO Te, WO B TaK 3BaHii "M’'A30Bi nam’aTi"
BUKOHaBLA 30epiratoTbCs PisHi apTuKynsUiiHi 06pasn BUKOHaHHS, SIKi aKTMBI3YIOTbCS 3aneXHO Big My3UYHO-
IHTOHALIMHKX, @ TaKOX XaHPOBO-CTUNICTUMHNX YCTAHOBOK BUKOHYBaHOro TBopy" [3, 51-52].

HitoTb yci Ui acnekTn nuwie B KOMNIIEKCi, a pesynbTaT — camMme BMKOHaHHS — Lie Hacrnigok poboTu BCix
LUMX CKMagoBWMX OA4HOYACHO, a BapiaHTiB kKOMOGiHaUjii ChiBBIAHOLWEHHA MK CKNagoOBUMMM LIbOro KOMMIIEKCY
HesrivyeHHa Kinbkictb. Came Tomy fA. MinblwTenH BBOAUTb MOHATTA "Tesaypyc" i Hanonsrae Ha TOMy, Lo
BMKOHaBUIB cnig AudepeHuiloBaTM He 3a CXOXMM O3HakaMu, a 3a TUM, YMM BOHW OAMH Big4 OQHOro
Bipi3HAIOTLCA. B NpmHLMNI, Lie KOMNNeKc BUKOHABCbKMX 3acobiB 3 YOoTMpMa MOro CKnagoBuMMK | € Tesaypyc,
3a A. MinbwTenHoMm.

TesaypyC BUKOHaBLSA — Lie CYKYMHICTb XXWUTTEBOrO Ta NPOdECiNnHOro AOCBiAYy BMKOHaBUA Ta MOro
30i6HicTb BigobpaxaTu Ui AyXOBHI 3400YyTKN y CBOIN TBOPYOCTI.

CkrapoBi BMKOHaBCbKOro Tesaypyca — Le YOTWpMU ranysi MancTepHOCTi BMKOHaBLS, KOXHA 3 AKMX
BigoOpaxkae ocobnmBMIA KOMMEKC 3acobiB BUPA3HOCTI, SKMMWU Borogie koHuepTaHT. Lli cknagosi npsimo
noB’a3aHi 3 iHAMBIgYyanbHUMM NCUXONOMNYHUMK pUCaMu BUKOHABLS: BipTyo3Ha — 3 NCMXOi3ionorieto NioanHu,
iHTOHaLiNHO-06pa3Ha — 3 MOXIMBOCTAMMU (haHTasii Ta pO3BUTKOM BHYTPILUHLOrO CyXy, iHTepnpeTauiiHa — 3
PiBHEM MWUCIEHHS, apTUCTUYHA — 3 Xapu3Moto BMKOHaBLS. CkNafoBi BUKOHABCLKOMO Te3aypyca MOXYTb po3-
BMBATUCA, O [A€ MOXMIMBICTb OOCMIOHUKaM-MY3UKO3HaBLSAM MPOCAigKyBaTU €BOMOLiK BUKOHABCHKOT
MancTepHocTi apTucTa. KoxHa okpema cknagosa Moxe OyTu pO3BUMHEHA Pi3HOK MipOK HaBiTb Y OAHOro BU-
KOHaBLS, WO Hagae MOXMMBICTb iHAMBIAYanbHO MiAXOAUTM OO OCOBNUBOCTEN KOXHOMO BMKOHaBUA Mpu
aHanisi oro TBOPYOCTi.

MpoTe 3anuwaeTbCA LWe ogHe BaXKIIMBE NUTaHHS: O MOXe BYTM OCHOBO AS1A NPOBEAEHHS aHanisy
Tesaypyca BMKOHaBLA? Be3ayMoOBHO, 10ro TBOpUiCTb. Ane TyT MOXHa 3iTKHYTUCA 3 AesKMMU nepeLLKogamu.

AHanis aygio- Ta Bigeo3anuciB 3anuaeTbCAa OCHOBHUM [KEPENoOM O3HaMOMIEHHSI 3 TBOPYICTIO
BMKOHaBLIB. Afne Cy4acHU piBeHb 3BYyKO3arnucy HaBpsd YU MOXe AaTu pearbHe YABIEHHS NPO rpy BUKOHAB-
LS, OCKINbKM 3anvCu HAacTifbKM 3a4MWaloTbCa | PeTYLUYOTbCS, WO "XMBOro" 3BYYaHHS B HUX Mavxe He
3anuwaeTbes: ... rpamsanuc HaBiTb Y KpaLoMy pasi, HaBiTb Y Cryxadis, 3HaOMMX 3 BUKOHABLEM, BUKITMKAE
aX HifK He agekBaTHE XWUTTEBOMY, a CUIbHO 306igHeHe, sik Ou "BUcOXne" ysiBMEHHs Npo woro rpy abo cnis,
He3MipHO BigPI3HAETLCA Bif BPaXeHHs, OTPMMaHoro B koHuepTHoMy 3ani" [1, 39].

[HWMM [kepenom Ansa aHanisy Tesaypyca BUKOHaBLSA € BiaBiQyBaHHS MOr0 KOHLEPTIB, siki HanbinbLu
pearnbHO BigoGpaxaloTb YCi NPOdECinHI 1 apTUCTUYHI AKOCTI My3ukaHTa. OgHaK i TYT MOXYTb BUHUKHYTU
Oeski cknagHowli. Hanpuknag, KoHUepTaHT, BUKOHABCbKUA CTUMb SIKOFO Chig, npoaHanisyBaTtu, BXe 3akiHiuB
CBOIO CLIEHIYHY Kap’epy abo He racTportoe B KpaiHi, A€ XMBe AOCHIOHUK.

LLle ogHuM kputepiem Ans igeHTudikaLii BAKOHaBCbKOro TUMY MOXYTb MOCAYXUTU OYMKUA CaMoro Bu-
KOHaBLS 3 LbOro NUTaHHS, BUCMOBIIEHI apTUCTaMM Y CBOIX iHTEPB'0, CTaTTAX, eniCTONAPHIN cnaLwmHi, Hay-
koBux pobotax i nog. Lle mxepeno iHopmalii gae gyxe uikaBi i KOPUCHI BIQOMOCTI, X04a € HaMeEHLL
HadiNnHUM | MOXEe BMKOPUCTOBYBATUCS NULLE SIK AOAATKOBUMA MaTepian npy posrnsai BUKOHaBCbKOro Tesay-
pyca. Jllogam MucTeuTBa BriacTvBe XUTTA Yy CBiTi daHTasin, rinepbonisauia cBoix Big4yTTiB i CNPUAHATTS
OINCHOCTI, WO nigaae ix cnosa nig CyMHiB, a B CydacHOMY CBIiTi BMKOpUCTaHHA PR-TexHonorin tarHe 3a co-
6010 cBigOMeE nepekpyvyBaHHs akTiB.

3 obepexHicTio cnig CTaBUMTUCH | OO BWUCMNOBMIOBaHb CYYaCHWKIB BUKOHABLUIB: Y HUX MPUCYTHS
00’EKTUBHICTb, ane BCe X iHOAi 3yCTpiYaTbCA KapAuHanbHO PisHi 4yMKX Npo TOro caMoro aptucTa 3 BernbMu
aBTOpUTETHUX Dkepen. Hanpuknag, C. PaxmaHiHOB Ha3uBae |. [odmaHa "koponem copTeniaHo”, a I'. KoraH
CTaBMBCHA A0 TBOPYOCTI aMepUKaHCbKOro MiaHicTa BenbMU HeraTnBHoO.

Ha Hawy gymky, HanbinbLw 06’eKTUBHY iH(hOpMaLilo NPO BUKOHABYMIA TUMN apTUCTa Aae aHani3 noro
penepTtyapHux ynogobaHb. [lo-neplie, BUKOPUCTAHHS TakUX CTATUCTUYHMX OaHWX A03BOMSE AOCHAIQHWKY
BUINTWU Ha HanMBULWLMIA piBeHb 0B’E€KTUBHOCTI, OCKIMNbKN BiH Onepye He CBOIMU BPaXEHHSAMW Bif, NPOCyXaHOro
KOHLIepTY abo 3anucy, He YyXOl AYMKOI, a (DaKTUYHMM MaTepiaroM — penepTyapHMMM CriMckamy apTucra.

Mo-apyre, KOXeH BUKOHaBeUb, (bopMytkoun CBIil penepTyap, Biggae nepesary TMM TBOpaM, SKi Makcu-
MarnbHO A03BOMSATL MPOSABUTUCA MOro My3uYHin iHamBigyansHocTi. [T. COKoMnoB y 3B’A3Ky 3 LM 3ayBaxye: "...
A rpato Tinbku Te, Wwo nbnio, i Te, Wo Xody. Baxnuneo X He Tinbku nobutn, NoBnHeH ByTu rocTpui iHTepec Ao
BMKOHYBaHoi nporpamn” [4, 76]. | ockinbku pisHi TBOPW anentolTb OO0 NEBHUX BUKOHaBYMX 3aco0iB, BUABUTU
Yepes HMX 0cOBNMBOCTI Te3aypyca apTucta HabaraTo npocrTiwe. Hanpuknag, sickpasi BipTyO3Hi TBOpWU 4aloTb
MOXIMBICTb MPOSBUTUCS B MepLly Yepry TEXHIYHIN Ta apTUCTUYHIN cknagoBuMm Tesaypyca: "MancTtepHicTb
niaHicTa 3Ha4YHOK MiPOKO 3anNeXuTb B LUMPOTK 1 PiBHOMaHITHOCTI 1oro peneptyapy" [5, 300].

Bubip MixxHapogHoro koHKypcy Monoamx niaHictis nam’ati Bonogumupa Moposuus sk iHpopmauinHoro
nons Ans aHanisy y AoChigKeHHi 3yMOBMEHUIN 3HAYHOK PO LbOro 3MaraHHs B KyrbTypHOMY MPOCTOpI
YKpaiHu Ta OTpMMaHHIO HAM CBITOBOI craBu nicns BCTyny Ao BcecBiTHROT heaepaLii MiXKHapOAHUX KOHKYPCIB Y
2004 poui. Lle 3maraHHa € HaMBMU3HAYHILLOK NOLIEN Y BITYM3HAHIN bopTeniaHHIn KynbTypi Ta cnyrye
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CBOEPIAHMM KaMePTOHOM AMs PO3BUTKY YKPAIHCLKUX MiaHiCTiB. TakoX KOHKYPC Mae LUMPOKUA pe3oHaHC cepen
CBiTOBOI My3W4HOI CMiNbHOTU: OBroBOpEeHHs Ha popymax, y npeci Ta My3udHux camTax. Lipomy cnpuse
MOXIMBICTb NPOCMYXOBYBaTU KOHKYPC B NpsiMoMy edipi B iHTepHeTi. PernameHT MikHapogHOro KOHKypcy Mo-
noauvx niaxictie nam’ati B. Moposuua Bkroyae B cebe Tpu Typmn — ABa CONbHUX i (hiHaNbHUI 3 opkecTpoMm. Pe-
nepTyapHa normiTuka KOHKYpCy I'PYHTYETbCA Ha Tpaauuii, Wo cknanacsa y Apyrin NOroBMHI MUHYNOrO CTONITTS:
BMKOHAHHSA NONigoOHIYHOrO TBOPY, KIACUYHOI COHATU Ta KOHLEPTHOro eTiogy B nepLioMy Typi, BinbHUA BUBIp
nporpamu y Apyromy Ta ABOX KOHLEPTIB AN dhopTeniaHo 3 OPKECTPOM Y TPETbOMY Typi.

PenepTyapHi nepeBarn y4aCHWKIB Yy BCiX MyHKTax nporpaMmy AaTb MOXMMBICTE MOPIBHATU
BMKOHABCbKi NPIOPUTETUN KOHKYPCAaHTIB.

Bubip knacu4Hoi coHaTV Ha nepLloMy Typi € KPaCHOMOBHUM Y BM3HA4Y€HHi 0COBNMBOCTEN BMKOHABLIS.
Amxe npupoaa TBOPYOCTI Ta MenopaiiiHoi Mosu M. Mangna, B. A. MouapTa Ta J1. BaH BeTxoBeHa kapanHanbHO
BiAMiHHI. BukoHaHHs TBOpIB M. MaiigHa BUMarae B MysukaHTa 3HaHb Y ranysi aBcTpilicbkoro donbKmnopy Ta
YMiHHS nepegaTy Konoput NoByTOBMX XXaHPiB, ki YacTO BKIOYaE KOMMNO3UTOP A0 B CBOIX onyciB. Mysuka B. A.
MouapTa cTaBuTb neped BUKOHaBLEM iHWI 3agadvi, Ha Moro dpopTeniaHHy TBOPYICTb HAKMaga€e CUMbHWUIA
BiABWUTOK OMEpPHUIN CTUMb KOMMO3UTOPa, Y akTypi Ta Menoauui TBOPiB BUKOPUCTOBYETLCA HacrigyBaHHSA BO-
KanbHVMM MpuiomMaM Ta YacTi 3MiHWM XapakTepucTuk (MogdibHO 4O NepcoHaxiB y TeaTpanbHii BucTasgi). J1. BaH
beTxoBeH — npeAcTaBHUK nNepedpOMaHTUYHOI Tpaguuil y KOMNO3Wuii Ta BMKOHABCTBi, B MOro My3uuj
BUSBNSAETbCA Barato BiAKPUTOI ekcripecii, Npu Ti BTINEHHI ACKpaBO BUSABNAETLCS ApamMaTuyHa 06gapoBaHiCTb
Ta AyLlWeBHe Hanpy>XeHHs1 BUKOHaBLA.

Bubip BipTyo3HMX eTiofiB 403BOMSE NpoaHanidyBaT piBeHb TEXHIYHOI OCHALLLEHOCTi BUKOHaBUS, 60
He BCi eTiogn 3anpornoHOBaHMX KOMMO3MTOPIB MaloTb PIBHO3HAYHI 3a CKMagHICTIO BIpTYO3Hi 3agaui.

ETiogn ®. lWoneHa Ta @. Jlicta B4CYyBalOTh HaWBUILLi BUMOrM 4O NiaHICTUYHOrO anapaTy BUKOHaBLA.
BTiM y TBOpax KOXHOro 3 LMX KOMMO3WUTOPIB € cBOos (hakTypHa cneuudika. Paktypa etiogis ®. LoneHa
notpebye rHy4koro, fierkoro Ta padiHoBaHOro niaHiaMy, ik paBuo, 3 BUKOPUCTaHHI B OAHOMY €Tiofi OQHOro
OCHOBHOTO pi3HOBUAY TEXHiKK, a dakTypa NiCTIBCbKUX eTioaiB nepeadadyae CUnoBUM CTUMb BUKOHAHHS, 3i
3HAYHOK KiNbKICTIO BEMUKOI TEXHIKW, 3 BUKOPUCTaAHHAM YCIX pPericTpiB iHCTPYMEHTY, 3 NOCTINHUMUK 3MiHaMu
TEXHIYHMX MpUNOMIB. Lie € 3Ha4YHOO TMNOMNOTYHOI BiAMIHHICTIO NPK aHani3i ocobnMBoCTEN BUKOHABLS.

ETioan-kaptnHu C. PaxmaHiHOBa noTpebytoTb BOMOAIHHA cneundiyHUM TUNOM fiaHi3My — BOKanbHO-
apamaTtuyHuM. Jluwe aBa eTioaun i3 CiMHagUAaTU MaloTb SCKpaBO BUpaxeHun 6paBypHun xapaktep (Es-dur
0p.33 i D-dur op.39), yci iHWi SBNAITL COBOK KAapPTUHU ApaMaTUYHUX YX CYMHUX OYLLIEBHUX NepexuBaHb,
npUTaMaHH1X POCINCHKIN My3WUYHIl Tpaauuii. IXHS TEXHIYHA CKNaaHIiCTb He NEXUTb Ha NMOBEPXHI, K B eTioaax
®. WoneHa T1a ®. Jlicta, Ae edeKTHICTL NOAOMNAHHA MNiAHICTUYHMX TPYAHOLLIB CTae SCKpaBuM 3acobom
My314HOT BUpasHocTi. B eTiogax C. PaxmaHiHOBa TexHika MOBHICTIO NiKOPSETLCA My3M4HOMY obpasy, B Yo-
My  nonsirae ocobnuea niaHiCTU4Ha CKNagHiCTb.

ETioaun K. [ebrocci noTpebytoTh padiHOBAHOTO, BUTOHYEHOrO Ta Ay»e TOYHOro niaHiamy. ix obupa-
I0Tb BWKOHaBLj, SKi JOCKOHano BOMNOAiloTb 3BYKOBOK nanitpotw dopTteniaHo. OCHOBHa CknagHicTb — Yy
NoedHaHHI BCiX MiaHiCTUYHUX TPYAHOLLIB i3 NErkMM, Mamke HeBaroMmMMm 3BYKOM Ta JEMOHCTpaUieto Konopu-
CTUYHOro 6aratcTBa 3By4YaHHS iIHCTPYMEHTY.

ETioan O. CkpsabiHa noegHytoTb B COBI Pi3Hi NiaHICTUYHI NPUNOMK 3anexHO Bif, KOHKPETHOro TBOPY.
Ane B Uinomy niaHicTUYHi 3aBAaHHA B eTiogax A. CkpsibiHa nos’asaHi 3i cneundidyHUMU prcamm aBTOPCHKOT
iHAMBIQYyanbHOCTI: NOPMBYACTICTb, BUBYXOBICTb, [EMOHIYHICTb KOHTPACTYIOTh i3 NOETUYHOK BUTOHYEHICTIO Ta
padiHoBaHo nerkicTio. OcobnuBicTb BTiNEHHA "CKPSABIHCHKMX" eTiofdiB nonsrae came B OpraHiyHomy
NOEAHaHHI BCiX LUX O3HaK.

Takum 4ymHOM, Byab-SKkuiA BapiaHT penepTyapHUX nepesar BUKOHAaBUA Haga€ LWMpoKe none Ans
aHaniay roro iHgueigyansHux puc. OckinbkK KOHKypcaHT Byae obvpaTtu nporpamy, sika onTuMmarnsHO BUSBS-
TUME CUIbHI CTOPOHW MOr0 BUKOHABCLKOI MancTepHoCTi. "Bulle ckazaHe O03BONSE rOBOPUTU NPO MPUHLIAN
iepapxii, Ha nigcTaBi AKOro NOBUHHI B3aEMOLIATU €NEMEHTU, WO CKMafalTb LiniCHICTbL BUKOHaBLS. KoxeH i3
UMX enemMeHTiB B YMOBHI/ BigganeHocTi Ta B IX CyKYMHOCTI siBNs€ cobO YHikanbHICTL Ta HEMNOBTOPHICTb
ocobucTocTi BUkoHaBus" [2, 65].

[na kpalwloro npeacraBneHHs MeToAy aHarnidy BMKOHaBCbKOro Tesaypyca 3a AOMOMOrow penepry-
apHux ynogobaHb KoHUepTaHTa NPOMNOHYETLCSA NOPIBHAMBHUIA aHani3 BUKOHABCbKMX TUNIB Nnaypearis nepLumx
npemin Ha VI, VII, VIII i IX koHkypcax nam’aTi B. Moposuus.

Mporpamu naypeartiB nepLmx nNpemin Ha aHani3oBaHUX KOHKypcax cKrnaganucs:

JTopeHco [i benna, VI koHkypc (2005 pik):

- Nepwwuin Typ: I. C. Bax Mpentogis i cyra d-moll 3 gpyroro Tomy AOTK, J1. BaH BetxoBeH CoHaTa
Ne13 op. 27 Ne1, @. Jlict Benukuin eTioq 3a kanpucamu Maraini Ne2, M. Ckopuik "Bypnecka";

- Opyruii Typ: . Bpamc Banaam op. 10, ®. Jlict Cnoraau npo "Hopmy" B. Bennii, M. MOLLKOBChKMiA
"lckopkmn";

- TpeTtin Typ: B. A. MouapT KoHuepTt ansa dopteniaHo 3 opkectpom Ne20 d-moll KV466, 1. Yan-
koBCbkuiA KoHuepT ang copTeniaHo 3 opkecTpom Ne1.

JTio KOHb TaHb, VII koHkypc (2007 pik) (apyra npemis, nepwa He 6yna npucyaxeHa):

- Mepwwun Typ: I. C. Bax MNpentogia i dpyra Cis-dur 3 gpyroro Tomy OTK, JI. BaH BetxoBeH CoHaTa
Ne31 op.110, C. MNpokod’es ETiog op.2 d-moll, B. MNTywwkiH "YkpaiHcbke kanpudio"”;
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- Opyrvii Typ: O. CkpsabiH CoHaTa-aHTasia Ne2 op. 19, C. PaxmaHiHoB Tpu npentogii, M. Pasenb
"HiyHun Macnap”;

- TpeTin Typ: J1. BaH beTtxoBeH KoHuepT ans dopteniaHo 3 opkectpom Ne4, ®. LLloneH KoHuepT anga
dopTeniaHo 3 opkecTpom Ne2,

Kim "o ByH, VIII koHkypc (2010 pik):

- Mepuwnii Typ: |. C. Bax Mpentoais i dyra G-dur 3 nepuioro Tomy ATK, M. Fanax Conata h-moll Ne47
Hob XVI: 32, ®. LLloneH ETiog op.10 Ne1, B. MrywkiH "Imnposizauia” ;

- Opyrvii Typ: ®. MeHgenscoH — C. PaxmaHiHoB Ckepuo 3 Mysukn go komegii B. Wekcnipa "CoH B
nitHio HiY", C. PaxmaHiHoB Bapiauji Ha Temy WoneHa, [1. Poccini — ®. Jlict YBepTiopa 0o onepu "Binbrensm
Tennb",

- TpeTin Typ: J1. BaH betxoBeH KoHuepT ans dopTteniaHo 3 opkectpoM Ne5, C. PaxmaHiHoB KoHuepT
ansa dopteniaHo 3 opkecTpom Ne2.

Onekcangp CiHdyk, IX koHkypc (2012 pik):

- Mepuwwii Typ: I.C. Bax Mpentoais i dyra D-dur 3 nepworo Tomy ATK, N. MaitaH CoHaTta e-moll Ne53
Hob XVI: 34, O. CkpsbiH ETiog op.8 Ne10, J1. Pesyubkun Mpentogis op. 4 Ne1;

- Opyrui typ: O. Ckapnatti asi coHatu, P. WymaH "Apabeckn", O. Pumcbkmn-Kopcakos — C.
PaxmaniHoB "MMonit gxkmens”, C. PaxmaHiHoB "Mapraputku”, C. PaxmaHiHOB M’aTb npentogin;

- TpeTtin Typ: B.A. MouapT KoHuepT ans dopteniaHo 3 opkectpom Ne21 C-dur KV 467, I. Yan-
KoBCbkuin KoHuepT ang copTeniaHo 3 opkecTpom Ne1.

Ak 6aumMmo, B UinoMy naypeatu neplumx npemMin y cBoiX nporpamax "crnvparTbca" Ha TBOPW, LIO
PiAKO BUKOHYIOTLCS B KOHKYPCHUX NpocnyxoByBaHHAX: "Cnoragm npo “Hopmy” Bennini" ®. Jlicta, ETiog op. 2
d-moll C. MNpokod’eBa, "Bapiauii Ha Temy LLoneHa" C. PaxmaHiHoBa, "Apabeckun" P. LLymaHa.

JlopeHuo [0i benna nigibpae penepTtyap, WO ONTUManbHO AOMOMIr MOMY MPOSIBUTK iHTepnpeTaLinHy
i, MEHLLOO Mipoto, iIHTOHaLiNHO-06pa3Hy cknagoBy cBoro Tesaypyca. CoHata op. 27 Ne1 J1. BaH beTxoBeHa
CKINagaeTbCs 3 YOTUPBLOX PO3AiNiB (YMOBHUX YaCTUH), SKi NOTPebyOTb MUTTEBOrO €MOLIMHOIO KOHTPAacCTY, SKi
HanoBHeHi 6e3nivyyl0 MIKPOBIATIHKIB, O O03BOMAOTL NPOAEMOHCTPYBATM BUCOKMN pPiBEHb iHTOHYBAaHHS
MY3U4HOT TKaHWHW. Benukuin eTiog 3a kanpucamu lMaraxini Ne2 &®. Jlicta € 4yaoBo CTUNi3auieto CKpUNKOBOI
MaHepu Ha dopTeniaHo. HasiBHICTb B LbOMY BipTYO3HOMY TBOpiI APiOHUX akTypHUX pfeTanen Ta
iHTOHaLiMHMX nogpobuLb 3MYyLIYe BUKOHaBLS 3 hbaHTasieto nigxoauTu 4o BTINEHHSA My3ndHoro obpasy. Onyc
6anan . Bpamca BUMarae Bif, BUKOHaBLIA BiATBOPEHHS apXiTEKTOHIKM BCLOrO LMKITY B LiMOMY, LLO AA€ 3MOry
NPosSIBUTUCA iHTEpPNpeTaLiHiA cknagoBi Te3aypyca KoHuepTaHTa. Benuki koHuepTn, obpaHi KOHKypcaHTOM
ONA BUKOHaHHA B piHani, gonomaratoTb MNPOABUTY iHTepnpeTauiiHi HaBUYKN BUKOHaBLS, ane Tak camo Li
KOHLUEepTK, CMOBHEHI ApiOHUX IHTOHAUIMHMX noapobuub B akTypi TBOPY, SKi pobrsaTb HEMOXIMUBUM rapHe
BMKOHAHHS LIUX KOHLIEPTiB 6e3 BOMNOAiHHA iIHTOHALINHOK CKNagoBOo Te3aypyca.

Mapadppas Ha Temun 3 onepu B. BenniHi "Hopma" @. Jlicta amywye nposiBUTU iHTOHaLiNHO-06pa3Hy
Ta iHTepnpeTauifHy CKnagoBi OAHOYACHO, OCKINbKM MOCAIOOBHICTL €ni3ofiB, 3 sSiKUX CKNagaeTbcsa Len TBip,
TiMNbKX Nicns KONiTKOT iHTEPNPeTaTopCbKoi POOOTU NEPETBOPIOETLCH B LNICHWUIA TBip, @ BOKanbHa OCHOBA Te-
MaTM3My BMMarae ManCTEPHOro BONOAIHHA iHTOHYBaHHAM Ha iHCTPyMeHTi. Ak 6aummo, BCi TBOpW, OobpaHi
ans koHkypcy JlopeHuo [i benna, gonomaratoTe NPOABUTA NOrO CUMNBbHI CTOPOHMW.

Y JTio KOHb TaHb pO3BMHEHI iIHTOHALINHO-00pa3Ha Ta iHTepnpeTaLinHa cknagosi Tesaypyca — Ti cami,
wo 1 y NopeHco Oi benna.

CoHara J1. BaH BetxoBeHa Ne31 € ofHielo 3 HaMBax4Mx 3 TOYKM 30py NOOYAOBU LiNiCHOCTI chopmu
TBOPY, | ANS yCnilWwHOro i BUKOHaHHA HeobxigHa BMCOKO pO3BMHEHA iHTepnpeTauiiHa ckragoBa Tesaypyca.
CoHata-thaHTtazisa O. CkpabiHa i MNpentogii C. PaxmaHiHOBa AaloTb MOXMMBICTb NPOSIBUTUCS IHTOHALNHO-
obpasHii cknagoBin Tesaypyca, OCKinbku npu BukoHaHHi TBopy O. CkpsbiHa Benuvky porb Bigirpae 3BykoBa
nanitpa apTucTa, sika 6e3nocepenHbO NOB’sA3aHa 3 PiBHEM PO3BUTKY MOr0 TeMOparnbHOro nepegyyBaHHs, a
BOKanbHa npupoga TeopyocTi C. PaxmaHiHOBa BUMarae iHTOHaLinHOT ONyKocCTi i 3ByKOBOI BMBIPEHOCTI (hak-
Typu noro TBopiB. Tak camo BMOIp ANS BUKOHaHHS y Apyromy Typi Tpuntuxa M. Pasens "Hiynun acnap”
NiaTBEPAKYE HALMEHICTb KOHKYpCaHTa Ha NPOSiB CBOIX KONMOPUCTUYHUX 30i0HOCTEN | MOXITMBOCTEN.

Bubip koHUepTiB roBopuTb Npo Te, Wo J1io FOHb TaHb TAXiE A0 MY3MKW, 3MICT SIKOT BUMarae TOHKOro
BignpauoBaHHs HanapibHiWnx geTanen Bcix dakTypHWX nnacTiB. Tak, KOHUepT Ans dopTeniaHo 3 opkecT-
pom Ne4 J1. BaH BeTxoBeHa € HanbinbLL AipMYHUM TBOPOM cepen Moro popTeniaHHuX KoHUepTiB. BHYTpIiLWHSA
rmubuHa i, HaBiTb MOXHA cKa3aTu, "IHTUMHICTL" 3MICTY KOHLEPTY pobNnATb MOro LikaBuM A5 BUKOHABLIB, SKi
BOMOAi0Tb iHTOHALINHO-00pa3Holo CKNagoBoo Tesaypyca. [pyruii KOHLEePT, 0GpaHniAi y4acHUKOM As BUKO-
HaHHA B diHani, — koHUepT Ans dopTeniaHo 3 opkecTpoM Ne2 @. LlloneHa Tak camo BUMMarae Big apTucTa
nigBULLLEHOT yBarM Ao BCixX cneumdidHmx "LOoNeHiBCbKMX" MIKpOiHTOHaUi dhakTypu TBopy. Y Uinomy penepTy-
apHuii BuGip Jllo CloHb THAHb CiMpaeTbes Ha TBOPW, SAKi ONTMMAarbHO BUSABMAIOTb Pi3HI rpaHi iHTOHaUinHO-
obpa3Hoi cknagoBol Te3aypyca KOHLUEepTaHTa, i B TOM e vac Ui onycu € mecamu Benukoi oopMu i Bumara-
I0Tb BOSOAiIHHS iHTEpPNpeTaLiNHO CKNagoBO Te3aypyca.

KoHkypcHa nporpama Kim "o ByH onTumansHO nigxoauTb ANst BUKOHaBLS, SIKUI BOMOAIE BipTYyO3HO
CKMNagoBolo Tesaypyca. YCi mecu, BUbpaHi Anst BUKOHAHHSA B NEPLUOMY Typi, MiCTATb 3HAYHi TEXHIYHI TPYAHOLL
(skntouatoum Mpentogito | dyry |.C. Baxa). CoHaTta h-moll Ne47 Hob XVI: 32 . MaiaHa cnosHeHa ginirpaHHuX i
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CKNagHUX A BUKOHaHHA Meni3MiB, diHan Lboro TBOpY BMMarae Bi KOHUEepTaHTa MawnCTEepHOro BOMOAIHHSA
niaHicTuyHUM anapatom. ETiog op.10 Ne1 @. LLloneHa € ogHWM 3 HancKnagHimX y KoMnoauTopa.

Bubip Ans BUKOHAHHS Y OpYyroMy Typi KOHKYpCY OBOX HaWCKNagHiWmnx TpaHckpunuin (®. MeHaenscoH —
C. PaxmaHiHoB Ckepuo 3 My3ukn go komegii B. Lekcnipa "CoH B niTHI0 Hiv" i [. PocciHi — ®. JlicT YBepTiopa
0o onepu "Binbrenbm Tennb") XxapakTepnaye BUKOHABULIIO SIK ICKPaBO BiPTYO3HY, B6rnncky4y niaHictky. Bubip
"Bapiauin Ha Temy @. loneHa" C. PaxmaHiHOBa nigTBepaXye BadkaHHA KOHKYPCaHTKW, B nepLly yepry, npo-
SABUTU cebe B SIKOCTi BUKOHaBLA-BIpTYO3a.

Peneptyap y4yacHuui, npegctaBneHnin B oiHani KOHKypCy, FPYHTYETbCA Ha ACKPaBUX, TEXHIYHO CKraa-
HUX TBOpax Ans copTeniaHo 3 OpKeCcTpoM. Xoua Ui KOHUEepTU BuMMaralTb Big BUKOHaBUS BOMOAIHHS i
iHTepnpeTauiriHoto (onyc J1. BaH BeTxoseHa), i iHTOHaUinHO-06pa3Hoto cknagosoto (onyc C. PaxmaHiHosa), Bce
X BiOMIHHOK PUCOI0 LMX TBOPIB € MiABWLLIEHA BipTyO3Ha SICKPaBiCTb i TEXHIYHMIA Bnmck. Ak 6aummo, Kim Mo ByH
npu BUGOpI peneptyapy A5 KOHKYPCY B OCHOBHOMY POOUTb aKLEHT Ha BipTyO3HY CKMadoBy CBOro Tesaypyca.

PenepTyapHi ynonobaHHst OnekcaHgpa CiHdyka roBopsiTb MPO HbOrO Sk MPO BUKOHABLA 3 SICKPABO BUW-
Pa)KeHO iHTOHALiMHO-0bpa3Ho0 CKkrnagoBok Tesaypyca. Malke Bci TBOpW, oOpaHi HUM Onsi KOHKypcy, €
MiHiaTiopamu, B SIKUX MiABULLLEHa yBara NpuaiNaeTbCa MiKPOIHTOHYBAHHIO, 3BYKOBOMY, LLUTPUXOBOMY i €MOLLIMHOMY
HIoaHCyBaHHI0. HagiTb CoHata e-moll Ne53 Hob XVI: 34 W. TaitgHa Ta KoHuepT ans dopTeniaHo 3 OpkecTpoM
Ne21 C-dur KV 467 B.A. MouapTa 3a CTuUnemM HanucaHHS LWBKALLe KamepHi TBOPK, HiXX KOHLLEPTHI, i BUMaratoTb
Bi BMKOHaBUS BOSMOAIHHA PI3HUMW HTOHALIMHUMK NpUioOMaMn:  MIKPOBILATIHKAMK, LUMPOKOKD  LUTPUXOBOKD
nanitTpoto, TeMOpanbHOK PI3HOMAHITHICTHO i T.iH.

Yci TBOPY, WO yBiMWNn o peneptyapy O. CuHYyka B ApyroMy Typi KOHKYpPCY, € MiHiaTiopamu, ki He
AalTb NPOSIBUTUCA iHTepnpeTauiriHii cknagoBi Tesaypyca i ACKpaBO AEMOHCTPYIOTb BCi MOXMIMBOCTI KOH-
KypcaHTa Npu BOMNOAiHHI iHTOHALiMHO-00pa3Ho CKNagoBok Te3aypyca.

| nuwe y cpiHani koHkypcy KoHuepT ans dopteniaHo 3 opkectpoM Ne1 I, Yankoscbkoro BumaraB Bif BY-
KOHaBLA PiLLEHHS] CEPNO3HUX iHTepnpeTauiiHMX 3aBaaHb. Llen Bubip yyacHuka, B nepluy yepry, NOB'S3aHuin 3
CUINbHUM €MOLNHO-00pa3HUM HaBaHTaXeHHAM Lboro Teopy, wo gossonuno O. CuH4YyKy NposiBUTU MPOBIOHI
CKrnagosi CBOro Tesaypyca, a B Apyry — 3 BEMNWKO NONYNAPHICTIO Y Cy4aCHNX BUKOHABLB LibOro KOHLEPTY.

BucHosku. JaHunii MeTon aHanidy peneptyapHux ynogobaHb apTWUCTIB Aa€ MOXMIMBICTbL HanbinbLu
TOYHO BU3HAYMTK X iHOMBIQYyanbHI pUcK, OCKiNbkK, Nigbupatoym Cein penepTyap, KOHUEPTaHT, B NepLuy vep-
ry, BMGupae TBopu, L0 BUSABMSAOTb MOro nepesaru i NpuxoByOTb HEAOMIKM.

Be3ymMOBHO, BWKOPUCTaHHS OAHOrO NUWE aHanisy penepTyapHuUx nepeBar HegocTaTHbO, LWO6
BigoOpa3nTK LinicHy ocobucTicTb BMKOHaBLSA i, 0coBNMBO, MOro ctunb. Ane Ler MeTog € OOQHMM 3 OCHOBHUX
axepen o6’ekTMBHOI iHdopMauii npo aptucta. Mpu rMuUBMHHOMY BMBYEHHI penepTyapHUX ynogobaHb BUKO-
HaBUA MOXXHa NPOCTEXUTU eTann Noro po3BMTKY Ta My3UYHi CMaku B Pi3Hi Nepioan XutTs, Wwo gactb baraTy
iHdbopMaLito Ansa AoCnigHUKIB.

MpodhecinHi cknagosi Tesaypyca — BipTyo3Ha, iHTOHaLiNHO-06pa3Ha, iHTepnpeTaliiHa Ta apTUCTUY-
Ha — O03BONAITL Binbll TOHKO i PI3HOMAHITHO MAXOAMTU A0 AudepeHLialii BMKOHaBLIB 3a Tunamu, a ro-
NOBHE — AalTbh MOXIUBICTb AMGEPEHLiOBATU BUKOHABLIB HE 3a 3araribHMMK O3HaKamu, Lo iX 06’eaHyI0Tb,
a 3a ix iHgueigyansHUMKN 0COBNNBOCTAMM, LLLO, B CBOKO Yepry, € KapAuHanbHO HOBUM MiAXOAOM Y NOPIBHAHHI
3 iHWWMW JOCNiIKEHHAMUN BUKOHABCLKUX TUNIB.
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THE EARLY MUZIO CLEMENTI'S SONATAS: AT THE ORIGINS OF LONDON PIANISM

Purpose of the research is to determine the role of M. Clementi in the process of development of the "sounding image of
piano " and the scale of his impact on the historical and artistic modemity, It also aims at finding the causes of oblivion of the
personality and the works of the composer and pianist in the XIX century and the stages of his heritage Renaissance in the performing
art and science of the XX century. The artistic heritage of the composer Muzio Clementi is considered from the point of view how
various stages of the history of London's classicism and incipient Romanticism are represented in it. The study emphasizes that the
composer predetermined the processes of the stylistic evolution, presented through the prism of the "sounding image of piano".
Studying a creative personality and the piano work of the composer allows for the conclusion about the need for a systematic study of
the heritage of Muzio Clementi, as a phenomenon of London pianism. Methodology of the research. Based on the method of
comparative analysis of the Piano Sonata, Op. 2 Ne 1 and examples of the late sonatas of the composer the research defines a
paradigmatic function of Clementi early creative experience. Scientific originality is determined by the fact that in Op. 2 Ne 1 the
author reveals the concentrated forms of prototypes of all piano sonatas types, developed in detail in the sonatas of the late period of
the composer's work. Conclusion. Historical and artistic value of the Sonata Op. 2 Ne 1 in the history of the development of London
pianism is defined as a prognostic, because it shows different types of technical, dynamic and artistic features of piano, developed in
the late composer’s sonatas. In particular, in Sonata Op. 2 Ne1 the study identifies some features of bravura, theatrical, pathetic,
concert and fantasy types of pianism, implemented in the sonatas Op.7 — 10, Op. 20 — 26, Op. 46 — 50. The research determines a
historical and artistic role of the analyzed sonata not only as genre-style matrix of Muzio Clementi’s piano works, but also as a kind of
dictionary of the piano style of the era. The characteristics of Muzio Clementi pianism are universalism, intellectualism and
pragmatism, which define the essence of the piano style of the head of London School.

Key words: piano sonatas, London pianism, universalism, intellectualism, prognostic and diachronic-synchronous
methods of composer thinking.

CmenaHoea Onecs FOpiieHa, acriipaHmka XapkiecbKoi 0epxkagHoi akadeMii Kyribmypu

PaHHi popTeniaHHi coHaTt M. KnemeHTi: 6ins BUTOKIB NOHAOHCLKOro NiaHi3amy

MeTa po6oTu — BctaHOBUTK ponb M. KnemeHTi B npoueci dopmyBaHHs "opuriHanbHoro obpasy doprteniaHo”,
macwtabu 1Moro BNAMBY Ha iCTOPUKO-XYOOXKHIO Cy4acCHICTb, MPUYMHK 3abyTTs 0COBMCTOCTI i TBOPYOCTI KOMNo3uTopa 1
niaxicta B XIX cToniTTi, €Tann peHecaHcy Moro cnaglimMHn y BUKOHaBCbKOMY MUCTeLTBI Ta Hayui XX ctonitta. TBopuy
cnagwuHy M. KnemeHTi-koMno3utopa po3rfsiHyTo 3 TOYKM 30pY BiJOOPaXeHHs B HbOMY Pi3HMX eTaniB iCTopii po3BUTKY
JIOHOOHCBKOro KnacuumamMy n poMaHTU3My, Lo 3apomKkyBaBcs. [igkpecneHo, wo B KomnosmTopckkin TBopyocTi M. Kne-
MEHTI BM3HAYeHi npouecy CTUNbOBOI eBOMtoLl, NpeacTaBneHi Kpisb npuamy "3BykoBoro obpasy dopTteniaHo”. [ocri-
OXXEeHHS1 TBOPYOi 0coBUCTOCTI i hopTeniaHHOi TBOPYOCTi KOMMNO3UTOpa Aano 3Mory 3poduTH BUCHOBOK NPO HEODOXiOHICTb
CUCTEMHOrO BUBYEHHSA cnagwmHm M. KnemeHTi sik peHomeHy noHOoHCBLKoro niaHiamy. Metoponoris. Ha ocHoBi meToay
KoMnapaTuBHOro aHanisy cpopteniaHHoi coHaTu op. 2 Ne 1 i 3pa3kiB Mi3HbOI COHATHOI TBOPYOCTI KOMMNO3NTOPa BCTAHOB-
neHa napagurMaTnyHa OYHKLiS paHHbOro TBOpYOro Aoceidy. HaykoBa HOBM3Ha 3ymoBneHa Tum, Wwo B op. 2 Ne 1y
KOHLIEHTPOBaHOMY BWIMsiAi BUSIBEHI Npoobpasn BCix TUX TvNiB doopTeniaHHOI COHAaTW, IO 3HaldyTb CBOE PO3rOpHyTE
BTiNEHHS B COHaTax Ni3HLOro nepiody TBOPYOCTI KOMNo3uTopa. BUCHOBKU. ICTOPUKO-XyAOKHE 3HAYEHHSA coHaTu op. 2 Ne
1 B icTOpIii hOpMyBaHHA NOHAOHCLKOrO NiaHi3My BU3HAYEHO SIK NPOrHOCTUYHE, OCKINbKWM B Hii NpedcTaBneHi pisHi Buan
TEXHIYHUX, OUHAMIYHUX, XYOOXKHIX MOXNUBOCTEN hopTeniaHo, SKi OTpUManu po3BUTOK Y Mi3HIX COHaTax KOMMoO3uTopa.
3okpema, y coHaTi op. 2 Ne 1 Bu3HaueHO pucy GpaBypHOro, TeaTpasnibHOro, NaTeTUYHOrO, KOHLEPTHOro, haHTasiiHoro
TUNIB NiaHi3My, WO 3HaNLWNM CBOE NOCNILOBHE BTiNEHHs1 B coHaTax op.7—10, op. 20—26, op 46—50. BusHaveHo icTopuko-
XYOOXHIO pOfib @aHasni3oBaHOi COHATU HE TiMbKM SIK )XaHPOBO-CTUNbOBOI MaTpuui dopTteniaHHoi TBopyocTi M. KnemeHTi, a
N SK CBOEPIAHOrO CrnoBHMKa cpopTeniaHHoro ctunto enoxu. Cepen BrnactusocTen niaHiamy M. KnemeHTi: yHiBepcaniam,
iHTenekTyaniaM, nparMaTuaMm, siki BUHa4arTb CyTHICTb popTeniaHHOro CTUMIO OYiflbHUKA NOHAOHCHLKOI LLKOMN.

Knroyosi criosa: dopTeniaHHi coHaTW, NTOHAOHCHKMUIA MiaHi3M, YHiBepcaniam, iHTenekTyarniaM, MPOrHOCTUYHUI Ta
[iaXpPOHHO-CUHXPOHHUIA METOAN KOMMO3UTOPCHKOrO MUCIIEHHS.

CmenaHoega Onecsi FOpbeegHa, acriupaHmka XapbKo8ckol 2ocydapcmeeHHol akademMuu Kyribmypb!

PaHHue chopTenmaHHble coHaTbl M. KnemMeHTU: y UCTOKOB JTIOHAOHCKOro NnuaHu3sma

Llenb ctaTbyn — ycTaHoBUTb posib M. KnemeHTu B npouecce hopmmupoBaHuns "3Bydallero obpasa cgoprenmaHo”,
MacluTabbl ero BrNstHUS HA UCTOPUKO-XYL0XKECTBEHHYIO COBPEMEHHOCTb, MPUYMHLI 3a0BEHMS NIMYHOCTM M TBOPYECTBa
KOMMno3uTopa 1 NuaHucTta B XIX ctonetun, atanbl peHeccaHca ero Hacneamsi B UCNOMHUTENbCKOM UCKYCCTBE M Hayke XX
Beka. TBopyeckoe Hacnegme M. KnemeHTU-KOMMNO3UTOpa PacCMOTPEHO C TOYKW 3peHUs MNpeacTaBfeHus B HEM
pasnu4yHbIX 3TanoB UCTOPWUM Pa3BUTMA NTOHAOHCKOrO Krnaccuumama 1 3apoxgaroLlerocs poMaHtTmama. NogyepkHyTo, 4To
B KOmnoautopckom TBopdectBe M. KnemeHTM npegonpeneneHbl NPOLECCHl CTUNEBOW 3BOMOLUN, NpeacTaBeHHble
CKBO3b MpK3My "3BYKOBOro obpasa dopTtenmaHo". ViccneqoBaHunsi TBOPYECKOM NIMYHOCTU M hOpTENMAHHOIO TBOpYECTBa
KOMMOo3uTopa no3BoNumno caenatb BbIBOA O HEOOXOAUMOCTU CUCTEMHOrO u3ydeHus Hacneaus M. KnemeHTu kak dpeHo-
MeHa NOHOOHCKOro NnaHuama. Metogonorus. Ha ocHoBe NpYMeHeHNs meToda KoMnapaTvBHOIO aHanusa copTenuan-
HOW coHaTbl op. 2 Ne 1 n o6pasLoB NO3AHEr0 COHATHOrO TBOpPYECTBA KOMMNO3WTOpa yCTaHOBIEHa napagurmatnyeckas
(PYHKUMS paHHEero TBopyeckoro onbita. HayyHasi HoBu3Ha obycrnosrneHa Tem, 4to B op. 2 N2 1 B KOHLLEHTPMPOBAHHOM
BMae obHapyxeHbl Mpoobpasbl BCex TeX TUNOB (POPTENMAHHOW COHaTbl, YTO HaMayT CBOE pa3BepHYTOE BOMIOLLEHNE B
coHaTax No3gHero nepuvofa TBopyecTBa KomnosuTopa. BeiBoabl. MCTOprKo-XyaoXKeCTBEHHOE 3HaYeHue coHaTbl op. 2
Ne 1 B wnctopum OPMUPOBAHUS FOHOOHCKOrO MNMaHu3Ma OnpeaeneHo Kak MpPOrHOCTUYECKoe, MOCKOMNbKy B HEW
npeacTaBneHbl pasnuyHble BUAbI TEXHUYECKMX, OUHAMUYECKUX, XyOOXKECTBEHHbIX BO3MOXHOCTEN cbopTennaHo, nony-
YMBLUME pa3BUTME B NO3OHUX COHATax kKomnoauTopa. B yactHocTu, B coHaTe op. 2 Ne 1 onpegeneHbl 4epTbl GpaBypHOro,
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TeaTpanbHOro, NaTteTM4ecKkoro, KOHUEPTHOro, haHTasuiHoOro TUMOB MNuWaHW3Ma, Haledlime cBOoe nocnegoBaTenbHoe
BonnoLleHve B coHaTax op.7—10, op. 20-26, op 46-50. OnpeaeneHa UCTOPUKO-XyO0XKECTBEHHasA pPorb aHanu3vpyemomn
COHaTbl KaK He TOMbKO XaHPOBO-CTUNEBOW MaTpuLbl chopTenMaHHoro Teopyectsa M. KnemeHTn, HO 1 cBoeobpasHoro
crnoeapsi oopTenuaHHoro cTuns anoxu. B yncne ceoncte nmaHmama M. KnemeHTn o603Ha4YeHbl yHUBEpCanuam, MHTen-
nekTyanuam, nparmaTnsm, onpeaensoLme CyLHOCTb (PopTenMaHHOro CTUNS rnasbl IOHAOHCKON LUKONbI.

Knrouessie crioga: chopTennaHHble CoHaTbl, TOHAOHCKMI NWaHU3M, YHUBEPCanu3m, HTEeNNekTyanmam, nporHo-
CTUYECKNIA N ANaXPOHHO-CUHXPOHHbIA METOAbI KOMMNO3UTOPCKOrO MbILLMEHMWS.

Actuality of the research topic. One of the problems in the modern system of playing piano training is
the absence of performing tradition of Muzio Clementi’s works, one of the founders of "“sounding image” of
piano" [3, 220]. This problematic situation is largely caused by the fact that soon after the death of the famous
maestro, his name was quickly forgotten and his works, as the representatives of the Romantic piano art
thought, lost their relevance. The evidence of that was the principal absence of the composer’s works in the
repertoire lists of the great pianists of the era. Nevertheless, Muzio Clementi creative heritage has not only
historical but also artistic value. One example is a short-term renaissance of Muzio Clementi’s personality and
creativity in the first half of the XX century. At that time, the musicologists A. Nikolayev and L. Planting
completed the monographic works and again drew attention to the composer. Revival of Muzio Clementi’s
heritage found its expression not only in research environment, but also in performing environment of the
second half of the XX century, when Volodymyr Horowitz began to include the piano works of the London
Master into his concert programs. However, at the turn of the XX-XXI centuries researching and performing
attention to the Muzio Clementi’s personality and work was episodic. Nevertheless, Muzio Clementi’s piano
work, despite its long-term underestimation in the performing and academic environment, played a
paradigmatic role in the establishment of future pianism, refracted in the developed by the Master "“sounding
image” of piano" [3]. The study of the composer’s predictive method of thinking, which contributed to the
creation of innovative shapes and style of London's pianism, is an relevant objective of the modern musicology.

Purpose of the research is to study the Muzio Clementi’s early piano sonatas as a source of London
pianism development.

Objectives of the research:

- to identify the specifics of the universalism of the creative personality of Muzio Clementi for the
purpose to determine the identity of London pianism;

- to determine the reasons for the revival of the personality and creativity of London genius in the
second half of the XX century;

- to analyze pianism interpretation in the Muzio Clementi’s piano sonata Op. 2 Ne 1;

- to differentiate the types (to present typology) of London pianism in Muzio Clementi’s sonatas.

Object of the research — London pianism and its specificity. Subject of the research — early Muzio
Clementi’'s piano sonatas as a source of London pianism development. Materials of the research —
Clementi’s sonata Op. 2.

Methods of the research are determined by the necessity for achieving the purpose:

- comparative analysis method, designed for study of the specifics of early London pianism types
reflected in the M. Clementi’s piano sonatas;

- typological analysis method, introduced for revealing of the prototypes of the M. Clementi’s late
pianism types, concentrated in the piano sonata Op. 2 Ne 1;

- intonation analysis method, applied for revealing of the peculiarities of the intonation drama of
sonata for piano, Op. 2 Ne 1.

Main text exposition. It is very hard to overestimate the influence of Muzio Clementi (1752 — 1832) on
the formation of piano performing style, interpretation of genres, perfection of the instrument and the ways of
development the pianism in the future. For fifty years, M. Clementi created seventy-four sonatas and
sonatinas reflecting the process of formation and development of London pianism. The composer and pianist
invented the musical language, which became the typical for English classical piano. His sonatas, which
provided early formation of pianism, are, in its way, a dictionary of the piano style of the era. Heritage of M.
Clementi as the composer presents the different historical stages of London Classicism and the emerging of
Romanticism, having reflected and predetermined the stylistic evolution of the processes presented through
the prism of the "sounding image of piano." Universalism and intellectualism of the creative personality of the
London master promoted his significant impact on the piano art. The composer, conductor, teacher and
pianist was also the founder and co-owner of the musical instruments factories and music-publishing
companies [4], where he published contemporary composers’ works. He was engaged in commercial
activities. In 1823, together with Bishop Henry, William Horsley and Samuel Wasly he participated in the
drafting and publication of the first major musical encyclopedia ("The Encyclopedia of Music") [9]. He also
wrote a work "Introduction to the art of playing the pianoforte", first published in 1801 thanks to which piano
playing, before being elite, became more available for amateurs.

According to Nikolayev, thanks to the productive work over the years, playing the role of the founder
of the London school, unlike his Viennese contemporaries, M. Clementi and his heritage, inspiring respect of
the descendants, were in the "shadow" of recognized geniuses for a long time. His music was little known
[7]. Romantics, who formed the brilliant performing manner radically different from the classical one,
rebounding from the M. Clementi’s achievements, tried to bury the heritage of their predecessor — the genius
of the last third of the XVIII century.
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Only in the second half of the XX century, a renaissance of personality and creative work of
M. Clementi began. The first phase of the revival of M. Clementi’s heritage was in 1955, soon after the 200th
anniversary of the London maestro. Volodymyr Horowitz, during his creative crisis, devoted himself to the
research of composer’s piano music, having carried out a series of audio and video recordings of the
concerts and solo piano pieces. It should be pointed out, that M. Clementi’s music, along with the heritage of
his Viennese contemporaries, played a salutary role in the fate of Volodymyr Horowitz, helping to overcome
the pianist’s crisis state. "The pianist of the century" expressed high opinion of the M. Clementi’s work during a
television interview in which he mentioned that the familiarity with the M. Clementi’s sonatas allowed him to re-
evaluate the development of the classical sonata — from clavier style of J. Haydn and W. Mozart to
L. Beethoven'’s piano style. In M. Clementi’s music he saw the sprouts of new technology, a new understanding
of the instrument and a new instrumental thematic invention. As it is known, V. Horowitz repeatedly performed
M. Clementi's works in concerts and recorded his sonatas Op. 14 Ne 3; 26, Ne 2; 33 Ne 3; 34, Ne 2; 47 Ne 2 [2].
Performing and recording of the piano sonatas of English classicist by the pianist of such level as V. Horowitz,
contributed to the revival of interest in performing of "forgotten pages" of piano music of the past.

The second phase of the revival of M. Clementi’s personality and work began "20 years later". It was
associated with the 225th birth anniversary of the London classicist and caused by the development of
research interest. American Leon Plantinga comprehensively investigated the music and career of
M. Clementi and wrote the results of his research in the monograph "Clementi: his life and music", published
by Oxford University Press, 1977 [11; 12].

However, it should be noted, that the interest in M. Clementi’s heritage was not that long. It did not
find any traditions in performing or in academic fields. The name of the composer, as well as his works,
gradually disappeared from the posters again. Despite the fact that such musicologists as A. Nikolayev,
A. D. Alekseev and L. Plantinga tried to generate interest to the personality and works of London maestro
who brought avant-garde changes into sonata classic style (in particular a distinctive feature of the
composer's sonata style is monothematicism and melodiousness [8]), the piano work of M. Clementi did not
receive a comprehensive understanding in the music science.

Studying the piano works of M. Clementi at the present stage of development of musical science is
impossible without establishing some parallels between the composer's personality and his artistic heritage.
His piano art could not but reflect all the creative experience of the musician. For example, his vocal style of
piano manner noticed by the researchers was stipulated by the fact that since 1777 he was an opera
conductor (1777-1780) [7, 21; 6]. The important factors of M. Clementi’s creative nature was a peculiar to
him rational way of thinking and desire for cognition and development of new achievements in the field of
music. When M. Clementi was an opera conductor at the Royal Theatre in Haymarket, he studied recently
invented London piano, presented to him by Peter Bekferd. At that time, he did not want to advertise his
name and preferred anonymity of his composer's work. He felt himself more as a Kapellmeister, than a
composer. He performed his impressions, discoveries and inventions in the cycle of piano sonatas (included
into the list of the composer's works — opus 2). Published in 1779, the sonatas were the earliest works of the
virtuoso piano style. Opus 2 consists of six sonatas. It was rather strange for the London public seeking
entertainment. Odd sonatas (1, 3 and 5) are written for the duo — piano accompanied by violin (or flute).
Even sonatas (2, 4, and 6) are solo, intended exclusively for piano [10]. The sonata collection is based on
the tonal alternation principle ("pure" piano tone alternation is related to timbre "mixed doubles", where piano
is only one of the presented duet instrumental timbres). A. D. Alekseev in his book "The history of piano art"
writes:” M. Clementi belonged to the largest virtuosos of his time. His technique was amazingly accurate,
hand was fixed and only fingers were flexible, mobile, independent and of incomparable flatness. They
sounded piano such a way that the sounds were harmonic and full of ineffable charm’ [1]. Some aspects of
the virtuoso piano technique and composition in M. Clementi’s Op. 2 played a crucial role in the creative
development of the performing arts.

Analyzing the pianism of sonatas Op. 2, you can say that much of the techniques introduced by the
composer shows the virtuoso style of the sonatas. They are passages in double notes (a wide range of
passages, large-scale compositions and complication by an additional sound), scales and arpeggios outlined
by stages, rearing up and flowing down an avalanche of octaves, still remaining, more than two hundred
years later, the huge engineering achievement, anticipating future development of pianism as a synthesizing
phenomenon [10]. Piano basics of piano virtuoso possibilities laid in Op. 2 provided food for thought for
generations of composers and musicians. Later, beginning from the late 1790s, M. Clementi wrote Piano
Sonatas Op. 33-41, intended exclusively for virtuosos. They are characterized by scale and technical
complexity (a wide range, double octave melodies, textured configurations, vertical chord polyphonic ff, the
performance of which requires the use of ten fingers [10]).

The first sonata Op. 2 [13] is characterized by contrast thematism. Forming of the sonata is based on
the importance of thematic, textural and dynamic contrasts, coinciding with the faces of the musical form. For
example, the composer combines the heroic theme of the main party and the passage thematism of binding
constructions with a touch "f", and a profile of a side party — with "p". Sonata buildup dynamics is promoted
by the passage thematism of binding constructions of the exposition of the first part (17-18; 35-36). However,
the principle of contrast comparison of sections of the sonata form demonstrates the importance of the
method of mounting drama in its organization. Principle of comparison of episodes based on the positioning
of different types of technology (""chain" of similar "links" that fit within a single hand position" [7.70])
promotes the establishment of the mounting drama method.
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There is a characteristic of contrast change of artistic images introduced into the work. Some bravura
parts of the sonata have virtuosity elements, technical complexity and variety of double notes. The Italian
word bravura (bravery, courage, virtuosity) was widely used in the XVIII century in vocal and instrumental
music. Later M. Clementi as a musician often performed sonatas with such character (op. 11-13). "In such
sonatas the double octaves are usually complicated by secondary audio, dual thirds appear in the left hand
or even in batches of both hands simultaneously. A new technique appears — jumps over the arm. The
quality of virtuosity also changes. Virtuoso topic as the main feature of the mature bravura sonata becomes
characteristic form of its organization. Its simplest type combines relief melody and virtuoso accompaniment,
providing a basis for the theme "[8].

Further in Op. 2 you can see the development of melodic character, where bravura theme is
replaced by the pathetic tone. Majestic images dominate in these bars of the sonata. Later M. Clementi
wrote so-called "pathetic Sonatas" (Op. 46-50), where a special term patético was used [8].

Thus, in the Sonatas of Op. 2, one of the first works for piano, M. Clementi carried out titanic work on
understanding of the capabilities of the instrument. In this opus, the highest techniques and typical ranges of
the new instrument were concentrated. Along with the interest in writing of new sonata form, M. Clementi
had a desire to experiment and expand the form in ways that he had not previously used. As a result, greater
structural concentration developed in the following sonatas [10].

Sonatas Op. 2 M. Clementi attracted great attention of contemporaries and brought him fame.
Sonatas remained the most famous works of the composer. Returning to this genre in the following decades,
the author’s revised versions were issued. Texture novelty and virtuoso passages contribute to a sense of
density. It is also interesting that music letter was practically devoid of notations, no more than one or two for
each movement. Many performers still play these works legato. Without signs, it is less important than the
piano performance focused on melodiousness, occupying the first place in M. Clementi’s style [10].

Universalism and intellectualism of M. Clementi, as a composer and teacher, led the English school
to avant-garde interpretation of the piano style in the classical period. They represent the individuality and
creativity of the composer. Clementi’s piano sonata, with the Italian temperament of the author, is
characterized by a special emotional system, expressed through frequently used musical terms con spirito,
agitato, con brio and con fiioco. In Op. 2 the elements of "theater-style" are used. Later there were written
sonatas in the same style (Op. 20-26) with characteristic bright chord entry, orchestral texture, sound vocal,
melodious tunes and multitopicality [8]. Also in the sonatas form of Op. 2 we can highlight the presence of
fantasy and concert styles developed in further author’s works.

T. Schukina made a review of M. Clementi’s works of 1780s. It shows that the composer had to write
piano music for a wide audience, exposing his art in light sonatas to the commercialization by introducing
trendy melodic lines. These are sonatas for piano, accompanied by a variety of instruments (flute, violin and
cello). Most of these sonatas are undistinguished and written without any apparent effort (Op. 38 and 39 are
a set of twelve waltzes for piano, each with a tambourine and triangle). In light sonatas, intended for
amateurs, two voices alternate with broader texture, harmony, counterpoint, figurations and virtuoso
performance. Alberti bass and breaks octaves of accompaniment remain the characteristic feature of the M.
Clementi’s style. In his early writing, the bare octaves of the left hand are replaced by the various
accompanying textures with increasing melodic material [8].

T. Schukina in her research "Piano Sonata in the Clementi’s works and its historical and stylistic
parallels" (2006) has presented a historical classification of M. Clementi’s piano sonatas. According this
classification there are three periods: early (1771-1782, it is represented by the Op 2), mature (1782-1804 it
is represented by Op 7-10, 11-13, 20-26, 33-41) and late (1820-1821, it is represented by Op 46-50). During
1804-1820 M. Clementi was engaged in commercial activities and he did not write [8]. This fact accounts for
more than 15-year pause in the periodization of his piano sonatas. Chosen periods of the evolution of the
piano sonatas in the M. Clementi’s works differ in interpretations of genre and style and types of pianism.
The researcher stresses that in the early period M. Clementi created Op.2, characterized by the following
properties: virtuosity, scale and bravura character [8]. In the mature period his piano sonatas are
characterised by bravura character (Op. 11-13), also he wrote sonatas for amateurs, including Viennese
sonatas (Op. 7-10) and the sonatas in "theater style" (Op. 20-26) [8]. Finally, according to author’s research,
late piano sonatas are characterised by pathetic character (Op. 46-50). Also the composer wrote sonatas-
transcriptions of his own symphonies and concerts (Op. 33-41) [8].

The analysis of sonatas Op.2 Ne 1 shows that early period of M. Clementi’s piano work is characterized
by such properties of the composer's talent as universalism, intellectualism and prognostic method of artistic
thinking. In the Sonata Op. 2 Ne 1 there were focused the features of the variety of styles and passions later
developed in those genre examples that represent central and late periods of the composer’s piano work. Thus,
Sonata Op. 2 Ne 1 was based on the method of synthesis, because based on the anticipatory reflection it
anticipated and summarized in a concentrated and concise way the features and types of pianism later
embodied in more expanded form at the following stages of M. Clementi’s piano style development.

The role of the first period in the history of the development of M. Clementi’s pianism is extremely
significant, as the prototypes of the pianism types developed during this period were established in the next
phases of the development of his work.

Thus, sonatas of Op. 2 generalize and, at the same time, universally represent all the "tree" of
London pianism, just as the "core" contains all the system of backgrounds for future events.

Scientific originality of the research lies in the fact that it first in musicology:
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- treats M. Clementi’s piano Sonata Op. 2 Ne 1 as a concentrated prototype of the later composer’s
sonatas;

- identifies the features of London pianism, one of the founders of which was M. Clementi. They are
universalism, intellectualism, pragmatism and prognostic method of thinking;

- indicates the role of M. Clementi’s heritage in the formation of "sounding image of the piano".

Conclusion. M. Clementi’s sonatas Op. 2 reveal intellectualism and prognostic method of the
composer's thinking. London pianism developed by M. Clementi differs in virtuosity, based on the unity of
technical and expressive sides, the concert performance, some features of orchestral interpretations of the
piano timbre, melody with clearly delineated theme and contrasting accompaniment, motive thematism, a
variety of strokes, including legato, which is new for keyboard instruments, an abundance of composer’s
remarks concerning the dynamics, conceptivity, elegance, diversity and complexity of texture techniques,
imaginative contrast and pathetic style.

His predictive method of thinking as a composer and pianist, a founder of a classical form of piano
sonata is shown up in the fact that techniques presented in the concentrated form in the Sonata Op.2 Ne 1
found their expression in the following detailed genre forms. In addition, some features of piano style, found
in the early period of M. Clementi’s work, found their theoretical confirmation in the work "Introduction to the
art of playing piano" [7]. It was the first school in the history of piano art.

If M. Clementi were not a brave innovator, it would be impossible to create London pianism. London
virtuoso experimented easily, inventing new ways of piano composing, moving more and more away from the
familiar, distinctive harpsichord tradition of sound perception and sound production. Among the techniques of
piano theme development due to the technical capabilities of the new instrument, A. Brovnel notes in particular
such techniques of processing motive as for example transferring of a melodic element from relief to background
(for example, dotted rhythm as an element of the melodic line is transformed into a type of rhythmic pattern in the
accompaniment) and isolation from the theme motive to form a new theme on its basis (Sonata Op. 7, Ne 1) [10].
So in Clementi’s work we can see preconditions for development the derivative contrast, widely represented in the
works of L. Beethoven. Polyphonic chords as the characteristic feature of texture of a sonata form are some of M.
Clementi’s inventions. They are played on English pianos with their strong melodious sound.

Taking into account the historical and artistic significance of the piano heritage of the head of the
London School, M. Clementi’s contribution to the development of pianism deserves both a systematic
academic study and developing of stable performance tradition.

Jlimepamypa

1. Anekcees A. [1. ictopusa cdopTtenmanHoro nckycctaa. Y. 1-2 / A. [I. Anekcees. — M., 1962. — 67 c.

2. Brnaguvmup Toposeu wurpaer  KnemeHTn  [OneKkTpoHHbIM  pecypc]. -  Pexum  goctyna:
http://www.liveinternet.ru/users/nataliakarelina/post331091794.

3. Takkenb J1. E. ®opTenmanHaa my3bika XX Beka: Ouepkn. — 2-e uag., gon / J1.E. Makkenb. — J1.: CoB. koMno-
3uTop, 1990. — 288 c.

4. KawkagamoBa H. IcTopist gpopten siHHoro mucteutea. XIX cropivus: MigpydHuk / H.Kawkagamosa. — Tep-
Honinb: ACTOH, 2006. — 608 c., HOT.

5. KnemeHTu (HOTbI) [OnekTpoHHbIN pecypc]. — Pexxum goctyna: hitp://sf-studio.ru/library/k/clementi.

6. KnemeHTn Myumo [OnekTpoHHbIN pecypc]. — Pexxnm goctyna: https://ru.wikipedia.org/wiki.

7. Hwukonaes A. Myuno KnemeHtn / A. Hukonaes. — M.: Myablika, 1983. — 94 c.

8. LykmHaT.B. ®dopTennaHHas coHata B TBopyecTBe KneMeHTU 1 eé UCTOpPUKO-CTUMNEBbIE Napannenu: aBTo-
ped. guce. / T.B. WykuHa. — M., 2006. — 197 c.

9. Akosnes M. M. KnemeHTtn M. // My3bikanbHas aHuuknonegus / nog pea. 0. B. Kengbiwa. — M.: CoseTckasi
3HUMKnoneaus, 1974.

10. Brownell A. The English piano in the Classical Period: Its Music, Performers, and Influences (Unpublished
Doctoral thesis, City University London)/ A. Brownell// City Research Online. —2010. — 165 p.

11. Leon_Plantinga [QnekTpoHHbIN pecypc]. — Pexxum goctyna: http://en.rfwiki.org/wiki/Leon_Plantinga.

12. Plantinga L. Clementi: His Life and Music / L. Plantinga // Oxford University Press. — 1977. — 346 p.

References

1. Alekseev, A.D. (1962). The history of piano art .Ch. 1-2. Moskwa [in Russian].

2. Vladimir Horowitz plays Clementi. Retrieved from http//www.liveinternet.ru/users/nataliakarelina/post331091794
[in Russian].
Gakkel, L. E. (1990). Piano music of the twentieth century. Leningrad: Sov. kompozitor [in Russian].
Kashkadamova, N. (2006). History fortepyannoho art. XIX century Ternopil: ASTON [in Ukrainian].
Klementi (music). Retrieved from: http://sf-studio.ru/library/k/clementi [in Russian].
Klementi Mucio. Retrieved from: https://ru.wikipedia.org/wiki/ [in Russian].
Nikolaev, A. (1983). Mucio Klementi. M.: Muzyka [in Russian].
. Shhukina,T.V. (2006). Piano Sonata in the works of Clementi and its historical and stylistic pas. Extended
abstract of candidate’s thesis. Moskva [in Russian].

9. Jakovlev, M. M. (1974). Klementi M. Music encyclopedia. M.: Sovetskaja jenciklopedija [in Russian].

10. Brownell, A. (2010). The English piano in the Classical Period: Its Music, Performers, and Influences. (Un-
published Doctoral thesis, City University London [in English].

11. Leon_Plantinga. Retrieved from: http://en.rfwiki.org/wiki/ Leon_Plantinga / [in English].

12. Plantinga, L. (1977). Clementi: His Life and Music. Oxford University Press [in English].

Cmamms Haditiwna do pedakuii 15.07.2016 p.

ONOO AW

98



BicHuk HauioHanbHoI akagemii KepiBHMX KaapiB KynbTypu i mucteuTs Ne 3°2016

Y[K [781.6:784.3.01] (510) Llao Xe
acnupaHT kadeapbl TEOPUM MY3bIKM U dhopTeNUaHO
XapbKOBCKOW rocyAapCTBEHHON akademMum KynbTypbl

CNELUUPUKA KOMMO3UTOPCKON MHTEPMNPETALIUU
B TPUIIOIMU BOKAJIbHbLIX BAIJIAA LWAH OEN
Nno MOTUBAM NMPO3AUYECKUX NMPOU3BEAEHUWU 1Y CUHA

Llenb uccneaoBaHusA — yCTaHOBUTL CneLndmKy KOMNO3MTOPCKOW UHTepnpeTauum nutepaTypHoro npoobpasa B
Tpunornm BokanbHbIX 6annag-noptpetos LaH Jen no mMotmBam nposanyeckmx npoussegeHuii Jly CuHsa. Metogonorus
nccnegoBaHus 6asvpyeTcs Ha CPaBHUTENbHOM aHanv3e, obyCroBMEHHOM pelleHMeM 3agadn BbISIBNEHWS cneumnduki
KOMMO3NTOPCKON MHTEpnpeTaumm nutepatypHOro NepBOMCTOMHMKE, XaHPOBO-CTUIIEBOrO aHanvaa, No3BOnsioLLEero onpe-
OenuTb XaHpPOBO-CTUNEBbIE OCHOBLI NpounsBegeHn. HayyHas HOBM3Ha uccrneqoBaHUA 3akmoyvaeTcst B: YCTaHOBMEHWM
»aHpoBoW cneundukn BokanbHblx 6annag LWan [den no moTveam npowusseneHuin Jly CuHs; TpakTtoBke Tpunorum 6annag
KaK BOKarbHOro LMKIa; OCMbICIIEHMN ABYyX(a3HOro Buaa XyAoXeCTBEHHON UHTepnpeTaummn nutepaTypHON NepBOOCHOBLI B
My3blKkarnbHO-COBECHOM NpousseaeHun. [1Byxda3HoCTb 3aknoyaeTcs B NpeasapeHn KOMNo3mMToOpCKOro NpodTeHUs nep-
BOMCTOYHMKA €ro npo3anyeckum nepensnoxeHnem. MNMosectu Jly CuHa "ceepHyTbl" Lo KOH Yao B MuMHMaTIOpBI, XpaHsLme
namsiTb MOHyMEHTanbHOro Npoobpasa Npu AeakTyanu3auun CloXeTHo-habynbHON OCHOBLI. BO3HMKaeT coto3 AByX MHTEp-
NpeTUpyoLLMX CyObeKToB — nutepaTopa 1 koMmnosuTtopa. O egMHCTBE BOKanbHOMo Linkna (ycrnoBHo HassaH "Iy CuHb n ero
repon") cBMOETENLCTBYET NPUHAONEXHOCTb ero "Jyacteil” K xaHpy Gannagbl, MMElOLLEN CBOWCTBA MOPTPeTa, CKBO3HbIE
cMbicrnioBble HUTK. [NMepBble ABe Gannaapl co3daHbl No MoTMBam npouaseneruin Jly CuHsi, TpeTbst — MMH nucaTtento. MopT-
peTbl nepcoHaxen Jly CuHsi cmeHsieT obpas nereHgapHoro nucatens. besymuve, npeacraBneHHoe B My3blkaribHOM NopTpe-
Te XuaH JluHb B "ckpbiToM" BMAe, cTaB "aBHbIM" B Gannage, nepegatowlent oopas Ai-Keto, 4oCTUraeT KyNbMUHALMOHHOMO
BonnowleHusi; B comHane Jly CvHb npeacTaeneH kak 6opey ¢ 6e3ymmnem, oxeatmBluuM obwectso. O6beamHaeT 6annagbl
Tema "repoi 1 ero okpyxeHue": oT pokoBoro 6e3pasnuuns, NPMBOASLLErO K Mbeny reponHn nepeon 6annagpl, Yepes nokas
paspyLumMTENBLHOM arpeccMBHOCTU TONMbl BO BTopoWn, LaH [len nepexoauT K 3aneyatneHnio BOCTOPXKEHHOro MOKIMOHEHMWs
notomkoB Jly CuHio — "HauuoHanbHou gywe" Kutas. BeiBogbl. BokanbHbiv 6annagam LWaH Jen npucywy Y4epTsl onepHo-
CTW, TeaTpanbHOCTW, BbIXO4 3a npefernbl TPaauLUMOHHLIX AN UCKycCTBa Kutasi TeMaTuku U CeEMaHTUKK, XyOOXKECTBEHHOe
ncrosnkoBaHne hmnocodCckomn KoHuenumn "kpacota B MonyaHun" B 6annage-noptperte "XuaH JInHb", BblpaXeHne koMmuye-
ckoro cogepxanus B "Aii-Kbto", ruMHuyeckn-oguyeckoro — B "Ax, Jly CuHb!".

Knroyesbie crnosa: oByxdasHbli BUL KOMMNO3UTOPCKOM WHTepnpeTauuun, 6annaga-nopTpeT, BOKanbHbIA LMK,
KuTanckas aria-buffa, ruMHMYecKn-oanHeckun CTunb.

Lao Xe, acnipaHm kagheOpu meopii My3uku i gpopmeniaHo Xapkiecbkoi OepxkagHoi akademii Kyrnbmypu

Cneuudiika KOMNO3UTOPCLKOI iHTepnpeTauii y Tpunorii BokanbHux 6Ganag WaH [ei 3a motuBamu
npo3aiyHux TBopiB Jly CiHa

MeTa gocnigXeHHs1 — BCTAHOBUTY criemdiky KOMMO3UTOPCHKOI iHTEpnpeTaLii nitepaTypHoro npoobpasy B Tpurorii
BOKarnbHux 6anag-nopTpertie LaH [Jei 3a motvBamu npososux TBopiB Jly CiHa. MeTtoponoris gocnimkeHHss 6asyeTbca Ha
NOPIBHANBHOMY aHanisi, 3yMOBNEHOMY BUPILLEHHAM 3aBOAHHS BWSBMEHHS Crneumdikym KOMMO3UTOPCHKOI  iHTepnpeTauii
niTepaTypHOro nepLioxepena, XaHpoBO-CTUINLOBOTO aHanisy, Lo A03BOMSE BU3HAYUTU KaHPOBO-CTUMbOBI OCHOBW TBOPIB.
HaykoBa HoBM3Ha JOCNiJKEHHsI MONsrae y: BCTAHOBMEHHI »aHPoBOI crneumndikv BokanbHux 6anag LWan [ei 3a motuBamu
TBopiB J1y CiHsi; TpakTyBaHHi Tpurorii 6anag sik BOkanbHOro LIMKIY; OCMUCIIEHHI ABOX(ha3HOro BuUaY XyAOXHbLOI iHTepnpeTauii
niTepaTypHOro nepLiompkepena B My3n4HO-CIIOBECHOMY TBOpI. [1BocdbasHiCTb nonsirae y BUNEPEMKEHHI KOMMO3UTOPCHKOro
NpoYUTaHHA NepLUoMKepena noro nposaivHumM nepesuknageHHsaMm. MosicTi Jly Civg "sropHyTi" Wo KOH Yao y miHiaTiopw, wo
306epiratoTb NamM'siTb MOHYMeHTanbHOro npoobpasy B AeakTyanisauji crtokeTHo-cpabyrnbHOi ocHoBW. BuHMKae coto3 OBoOX
cy0’eKTiB, LLO iHTEPNPETYIOTL — NiTepaTopa i komnosutopa. MNpo eaHicTb BOKanbHOro LMKy (ymMoBHO HassaHuii "Ny CiHb Ta
oro repoi") 3acBigvye NpUHaNeXHICTb Moro "J4actvH" 4o aHpy Ganagu, ska Mae 03HaKu NMOPTPETY, HACKPIi3Hi 3MICTOBHI TiHii
po3euTky. Mepwli agi 6anagn cTBopeHi 3a motuBamu TBopiB Jly CiHsi, TpeTa — riMH NUCbMeHHMKY. MopTpeTn nepcoHaxis Jly
CiHs1 3miHIOE 06pa3 nereHaapHoro NucbMeHHVKa. beaymcTBo, npeacTaBneHe y MysndHoMy nopTpeTi XiaH JliHb y "nprxoBaHo-
Mmy" BUrnsigj, ctae "aincHnuM" y 6anagi, wo Brintoe obpas Ait-Kbto, 1 csrae KyrnbmMiHauiiHoro BTineHHst; y diHani Jly CiHb noctae
sk Gopeup i3 GesymcTBOM, WO oxonumo cycninbctBo. O6'eaHye Ganaau Tema "repoii i oro oTodeHHs'™: Big dpatanbHol
GanayxocTi, sika NpM3BOAUTL A0 3arvbeni repoiHi nepwoi 6anagw, Kpisb Nokas PyMHIBHOI arpeCcUBHOCTI HAToBMY — B APYril;
LWan [dei nepexoantb A0 BTINEHHS 3aXONfeHOro MokMoHiHHA Hawaakie Jly CiHto — "HauioHanbHin aywi" Kntato. BUCHOBKW.
BokanbHum 6anapam LLan [1ei BnacTvBi pucy onepHOCT, TeaTparnbHOCTI, BUXiA 3a Mexi TpaauuinHux ans mucteutsa Kutato
TEMaTUKW | CEMaHTUKK, XyOOXKHE TIyMadeHHs dinocodcbkoi KoHuenuii "kpacu B MoBYasHocTi" y 6anagi-noptpeTi "XiaH JliHb",
BTINEHHS1 KOMiYHOro 3micTy B "Air-Kbto", riMHiYHO-0am4Horo — B "Ax, Jly CiHb!".

Knroyoei criosa: peodasHuin BUA KOMNO3MTOPCHLKOI iHTepnpeTalii, 6anana-nopTpeT, BOKanbHWA LUK, KUTaNCh-
ka aria-buffa, riMHIYHO-OANYHUI CTUMb.

Tsao Khe, postgraduate of the theory of music and piano chair, Kharkiv State Academy of Culture

Specific features of the composer’s interpretations in the trilogy of Shan Dei’s vocal ballads after Lu
Sin’s prose

Purpose of Article. The goal of the article is to find out the specific features of the composer’s interpretations in
the trilogy of Shan Dei’s vocal ballads after Lu Sin’s prose. Methodology. The research is based on the method of the
comparative analysis, determined by the task to find out the specific characteristics of the composer’s interpretation of
the literary composition. The author also uses the method of the analysis of genres and styles. Scientific Novelty. The
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scientific novelties of the research are the consideration of the genre specific features of Shan Dei’s vocal ballads after
Lu Sin’s prose; the interpretation of the literary original text in the music-word composition. The existence of two phases
means the leading part of the composer’s interpretation of the composition before its republishing. Lu Sin’s stories are
"wrapped" into the miniatures by Sho Un Chao. They save the memory of the monument icon during the deactualization
of the fibulas basis. The unity of two subjects appears. They are a writer and a composer. The unity of the vocal circle
(called "Lu Sin and his heroes") is proved by its ballads which are characterized by features of portraits and plot lines too.
The first two ballads are the compositions after Lu Sin stories and the last one is the anthem for the writer. The author
exchanges the main characters with the famous writer. The madness, represented in a "hidden" way in the music portrait
of Hian Lin, comes true in the ballad, which presents the character of Ai-Cew and attends the culmination. In the final
scene, Lu Sin plays the role of the fighter against the craziness of the society. The ballads are united by the topic of "the
hero and people around him" — form the fatal indifference until the death of the main character of the first ballad. Showing
the aggressive behavior of the crowd in the second ballad, Shan Dei describes the adoration of the Lu Sin as the "na-
tional soul" of China. Conclusions. Shan Dei’s vocal ballads have such specific features as an opera, theatrical charac-
ter, out-traditional approach to the semantics, art interpretation of the philosophical conception of the "silent beauty" in
the ballad "Hian Lin", comic context of in the "Ai-Cew", anthem motives in "Oh, Lu Sin!".

Key words: two phases of the composer’s interpretation, a ballad-portrait, a vocal circle, Chinese aria-buffa, an
anthem-single style.

AKTyanbHOCTb TeMbl uccriegoaHusg. OgHUM M3 Tex obLLMX CBOMCTB, YTO MPUCYLLN €BPOMNENCKOMY U
KUTaMCKOMY My3blkanbHOMY WCKyccTBY HoBenwero BpeMeHu, SBnsieTcs KOMMO3MTOpcKas WHTepnpeTauus
nUTEepaTypHO-NO3TUYECKMX NEPBOMCTOYHUKOB. B npounsseaeHusix LWaH [en kak obpa3uax COBPEMEHHOW Ku-
TanCcKoON BOKarbHOW NUPUKN B3aMMOLENCTBYIOT MPUHLMNbI, TUMUYHbIE NS KOMMO3UTOPCKOW MHTepnpeTaumm
NUTEPaTYPHO-NOSTUYECKNX NEPBONCTOYHNKOB B €BPONENCKOM UCKYCCTBE, 1 0BYCNOBNEHHbIE pa3BUTUEM Ha-
UMoHanbHbIX Tpaauuuin B coBpemeHHon My3bike KuTas. "EBponenckuin cne” B KOMNO3UTOPCKON UHTepnpe-
Taumm B BokarnbHon My3blike LLaH [den o6ycrnoBneH He TONbKO pa3BUTMEM BO3HUMKLLEN B HaLMOHANbHOM UC-
kycctBe 1920-x rogoB TpaguuMmn onopbl Ha €BPOMENCKYIO KaHPOBO-CTUMEBYIO cUCTeMY. YepTbl, poaHsiwme
BOKanbHy0 My3blky LaH [lem ¢ xapaktepHbiMU O51S1 €BPOMNEeNCKOro UCKyCcCTBa OCHOBaMU KOMMO3UTOPCKON
nHTepnpeTauun obycnosneHsl U Tem, 4To Jly CuHb, Ha OCHOBE NUTEPATYPHbIX NPOM3BEAEHUA KOTOPOro Ha-
nucaHbl BokarnbHble 6annagsl WaH [eun, BBen B kMTanckyto Nnpody Havana XX Beka NpuHLUMNbI, XapakTepHble
ans esponenckoro mckycctea cnoea XIX cronetusa. OBGHapyxeHme cneundguki KOMNo3uTOPCKON MHTepnpe-
Tauum NUTepaTypHO-NO3TUYECKOrO NePBOMCTOMHMNKA B KUTANCKONM BOKanbHOW nupuke pybexa XX-XXI ctone-
TUIN — aKTyanbHas Ans eBPOMNenckoro U KUTanckoro My3blkoBeeHus uccrnegoBartensckas 3agada.

Llenb nccnenosaHuna — ycTaHOBUTL CNeLMAIMNKY KOMMO3UTOPCKOW UHTEpnpeTaummn nutepatypHoro npoob-
pasa B TpUnorMm BokarbHbIx 6annaa-noptpetos LaH [en no moTream nposanyeckux npoussegeHun Jly CuHs.

O6beKT nccnegoBaHMs — KOMMNO3MTOPCKas UHTEPNPETaUMs B KUTAaNCKOW BOKanbHON nvpuke pybexa
XX — Havana XXI ctonetun.

MpeoMeT uccneqoBaHusA — cneundurka KOMMNO3UTOPCKON UHTeprpeTaunm nutepaTtypHoro nepBouc-
TOYHMKa B Tpunorum BokanbHbix 6annag WaH Jen no MoTMBaM npo3anyeckux npousseneHunii Jlly Cuns.

Hay4Has HoBM3Ha UCCnefoBaHUA 3aknoyaeTcs B TOM, YTO B HEM BnepBsble:

- yCTaHoBreHa »aHpoBas crneuudmka BokanbHbIX npousseaeHuin Lax en no moTtnBam npoussene-
HU JTy CuHsg;

- 0603Ha4veHbl YepThbl, NO3BOMNAOLWME TpakToBaTb HGannagbl-nopTpeTsl WaH den no motusam npo-
3amdeckmx npousseneHuin Jly CuHs kak BOKarnbHbIA LMK,

- BoKarnbHble 6annaabl-noptpeThl LLaH [lem nayyeHbl kak ABYXdasHbl BUL XYA0XKECTBEHHON UHTEP-
npeTauum nuTepaTypHON NEPBOOCHOBbLI B MYy3blKkaribHO-CIIOBECHOM NPOU3BEAEHUN;

- BbISIBNEHbl NYTU pacliMpeHns TPaauUMOHHBIX ANA BOKanbHOro nckycctsa Kutaa Tematukm un ce-
MaHTUKM;

- OCMbICMeHa crneumduka XygoKeCTBEHHOro UCTONKOBaHMSA (OUITOCO(CKON KOHLEeNnuun "KpacoTbl B
MonyaHun" ("6e33ByyHon My3sbikn") B 6annage "XvaH JIuHb";

- onpegeneHbl crnocobbl BeipaXXeHUst komuyeckoro B 6annage-noptpete "An-Kbio";

- 0bHapy>xeHbl 0cCOBEHHOCTU TMMHUYeckoro ctunsa 6annaabl "Ax, Jly CuHb!".

Cnycta 6onee nonyseka nocne okoH4yaHus anoxu Jly CuHa (1881-1936) — yHuBepcanbHO ogapeHHo-
ro nucatensa n noata Hoeewnwero Kutasg, OCHOBONOSOXHUKA KUTANCKOW COBPEMEHHOW nutepaTypbl, LaH
Oeun — Bblgaowmnca komnosuTtop pybexa XX—XXI BekoB — Hanucan Tpu BoKanbHbIX Bannagbl-nopTpeTa,
BAOXHOBMEHHbIX UCKYCCTBOM reHuarbHOro npeglecrtseHHuka-HoeaTtopa. Jly CuHb cnocobctBoBan yTBep-
XaeHuno B Knutae ngeonormm HOBOro Tuna, CYLLHOCTb KOTOPOW obycrnoBrneHa B3aMmMogencTBUAMU C Tpaau-
LumsaMmM eBponenckon umsunusaumn. MNog snmsHuem esponenckux Tpaguunin Jly CuHb BBEN B COBPEMEHHYHO
KUTaWNCKylo nuTepaTtypy mMarnble opMbl (pacckasbl, O4epPKM, 3CCe), HETUMUYHbIE TEMbI (OCMEsIHUE paspyLUun-
TenbHbIX heopanbHbIX NpaBun NOBEAEHUS) N XyOA0XKECTBEHHbIE NPUEMBI.

TBOpPYECTBO NUCaTeNs, CTOSBLUErO Y UCTOKOB BECTEPHU3aLMN CTPaHbI [5], korga BOCXuLeHe eBpo-
Nenckon KynbTypon BOOAYLUEBMANO MNONUTUYECKOE U XyOOXeCTBeHHoe obHoBneHue Hadvana XX Beka, no-
BMWANO Ha passBuTUe HoBenwen nuTtepaTypbl Kutas, kpuctannusauuio 3TanoHOB HaLMOHANbHOMO NCKYCCTBa
XX Beka. NMogobHo Tomy, Kak BrimsaHue Jly CuHa Ha uckycctBo Hosenwero Kutas He orpaHudmMBaeTcs nute-
paTypon, 3HayeHne ero TBOPYECKOro Hacneaus npeogonesaeT BpeMeHHble paMkn XX cTtonetus, hopMmmpys
OCOBEHHOCTN HALMOHANBHOMO XyA40XeCTBEHHOrO MblwneHusa n XXI Beka.
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JlnyHocTb Jly CuHa ctana gns npeacrasutenen NPOrpecCuBHON KUTANCKON MHTennureHummn Hoeein-
LIero BpeMeHn onuueTBOpeHneM noasura, CryxXeHus ctpaHe n Hapogy. NpuHMMasa HenocpeacTBEHHOE yya-
CTMEe B UMeIoLLEM NONUTUYECKYIo okpacky "OewxeHun 4 mas", Jly CuHb BO3rnasun B3anmModencTByoLLee ¢
HUM "OBWXeHue 3a HOBYl nutepaTtypy”. Kak oguH U3 nuaepos MOMUTUYECKOrO N XyO0XKECTBEHHOIO ABUXe-
HWUS 3a OBHOBMEHME KUTANCKON KynbTypbl OH KPUTUKOBAN yCcTapeBLluMe Tpaauumu, TOPMO3UBLUNE pa3BuUTUE
CTpaHbl, B Ayxe BeCTepHU3aLMn MHTEPECYSACh 3anafHoOW KynbTypon (MeauuMHON, TOYHBIMW HayKamu, aHr-
TNIMACKUM N HEMELIKUM S3bIKaM, niuTepaTypon).

BokanbHble 6annagbl-noptpeTbl LaH Oeun Ha npo3aundeckmne TekcTbl Lo KOH Yao (coBpeMeHHuka
KoMno3nTopa) No MoTMBaM nutepaTypHbix npoussegeHun Jly CuHs npencTtaBnsioT cobo ocobbii BUA Xy-
OOXECTBEHHON WHTeprnpeTaumMmM nuTepaTypHoOW MEepPBOOCHOBLI B MYy3blKarlbHO-CITOBECHOM MPOU3BEAEHUN.
Cneumndumka gaHHOro Buaa XyoOXXeCTBEHHOW MHTepnpeTauun 3akniovaeTcs, npexage Bcero, B ee AByxdas-
HOCTU: KOMMNO3UTOPCKYIO UHTEPMpEeTaUMIo Kak TakoBYIO NpeaBapsieT npo3anyeckoe nepensnoxeHve nurepa-
TYPHOW NEPBOOCHOBHI.

MepBas dasa gaHHOrO MHTEpNpeTauMOHHOro npouecca npeanonaraeT cosgaHne nucaTtenem, ob-
peTalLmM CTaTyC coaBTopa KOMMNO3MTopa, HOBOMO NUTEPATYPHOro NpousBedeHUst N0 MOTUBaM reHUarnbHbIX
TBOpeHW knaccuka Hosenwen nutepatypbl Kutas. JlutepatypHoe nepeusnoxenue wepnespos Jly CuHs
oTnnyaeT psag xapaktepHblx ceoncTs. Lo KOH Yao, nHTepnpeTtupys "obbekT BocnpounsseaeHms" (onpeaene-
Hue E.I. PoweHko [3]), He nsbupaeT u3 Hero kakon-nnbo pparMeHT Unn cepmo pparMeHToB, HO Nepeoc-
MbICNIMBaET LENOCTHOE pa3BEPHYTOE Npo3anyvyeckoe Npou3BedeHue, OCYLLEeCTBNSAs ero "cBopavvMBaHue" B
MUHMaTIOPY, XPaHSLLYO NamsaTb MOHYMeHTarnbHOro npoobpasa. B pesynbTate HOBoe nNpou3BeeHne UCKyC-
cTBa ABNSAET coboi mMacTepckoe 0606LLEHNE, KOHLIEMNLMOHHOE, KOHLIEHTPUPOBAHHOE BOCMpou3BeaeHue nu-
TepaTypHOro npoobpasa, COXPaHMBLLENO €ro LeHTparnbHbIE Xy40XeCTBEHHO-(hUNOCodCKNE naen npu geak-
Tyanusaumm n/vinm MUHUManu3aumm ero CloXxeTHo-gabyrbHOM OCHOBbI.

BTopasa chasa nsyyaemoro MHTepnpeTaumoHHOro npouecca OCHoBaHa Ha COTBOPEHUM COBCTBEHHO
KOMMO3UTOPCKOW MHTEeprnpeTaLmn nurepatypHoro obpasua, KoTopbii cam no cebe ABnNAeTca pesynbTaTtom
LeNOCTHOro TBOPYECKOro NePeoCMbICNEHNS MPO3anyeCcKon NepBOOCHOBLI — TBOpeHus Jy CuHs.

MoMuMo OByxdasHOCTW, U3yvaeMbll BUA MHTEPNpeTaLmumM oTnnyaeT BOMHOE AUCTaHUMpOBaHUe oT
NUTEPaTYpHOro MNepBOUCTOMHMKA, €ro YOBOEHHOE OTCTpaHeHue, Bbl3BaHHOE Hanvynem MHTeprnpeTtaTopa-
nocpegHuka — nuteparopa, nepeunsnaratoLlero "o6bekT BocnpomsseneHns" ¢ Lienblo NOAroTOBKM ero "nepe-
BoAa" NocpeaCcTBOM KOMMO3UTOPCKON UHTEPMNpETaLnMM B My3blKaribHOE UCKYCCTBO. Tak BO3HMKaeT Col3 ABYX
WHTEPNPETUPYIOLLMX NEPBOUCTOYHUK TBOPYECKUX NIMYHOCTEN (MHTEPNPETUPYIOLLNX CyOBLEKTOB) — NUTepaTo-
pa 1 KoMno3uTopa.

OTMmeueHHble YepTbl UHTepnpeTauun nponsseneHmn Jly CuHa B BokanbHbIx 6annagax Wax Oen no-
3BOMSAT MPOBECTU napannenn ¢ MHTepnpeTalmMoHHbLIMU NpoLeccamun, CBOMCTBEHHbLIM OblTUIO psaa eBpo-
Nencknx MysblkanbHbIX aHpoB. Hanpumep, nogobHbi AByxdasHbIn MHTeprnpeTaLMoHHbIAN NPoLEeCcC BO3HU-
KaeT npu cos3gaHum onepbl HAa OCHOBE ApaMbl UM poMaHa (Mo3Mbl, HOBEMMbI), Coaep)KaHNe KOTOPOK (-0ro)
nepepaboTtaHo B NMBPETTO, UMK B Criydae HanMcaHus KOMMNo3nTopom necHu (bannagel, pomMaHca) Ha ocHoBe
nepesofa BepbanbHOro TeKCTa Ha ApYron A3blk. He yanBuMTENbHO, YTO B BOKanbHbIX Gannagax-nopTpeTax
WaH [Oen BO3HUKaIOT YepTbl ONEpHOCTW, TeaTpanbHOCTU Kak CBUAETENbCTBO nogobus paccmatpuBaembix
ABYXasHbIX MHTepnpeTaunoOHHbIX MPOLECCOB.

XoTs koMno3nTop He obo3HavaeT BoKarnbHble Bannagsl N0 MOTUBAM 3NUYECKUX CouMHeHUN JTy CuHsa
Kak BOKanbHbIA LUKM, TpakToBaTb GannagHylo TPUMOrMIo Kak LUKIMYeckoe Npou3BedeHne no3BonseT psag
CBOWCTBEHHbIX eMy YepT. BokanbHbIN LUK B KUTANCKON My3blke BO3HMK B 1930-e rogbl B TBOpYecTBe XyaH
Li3bl [5], 06pa3oBaB »kaHPOBY pasHOBUOHOCTb B CTPYKTYPE HaLMOHANbHON Tpaguuun.

TpaktoBaTb BoKanbHble 6annagbl LaH [den kak ycnoBHbIN BOKanbHbIN LMK NO3BONSET pag dakTo-
pOB, CBUAETENBCTBYIOLMX O HANMYNA CBONCTB LMKIIMYHOCTH, LIMKNoobpa3oBaHus.

Bannagbl 06beanHAT obLKNe CMbICIIOBbIE HUTW. VX BO3HWKHOBEHME ODOYCMNOBMEHO CBA3SIMU C Ha-
cneaveM n TBopyveckon nuyHocTblo Jly CuHs. MNepBble ABe BoKanbHble 6annagbl co3gaHbl Ha OCHOBE Xy4o-
XKEeCTBEHHOWN MHTepnpeTauun npodavdecknx npoussegeHunn Jly CuHs, TpeTba — cBoero poga cdouHan, 0606-
LLeHNe coAepXaHus LuKna, npeacrtaenser cobor rMMH (ogy) nucatento — HauuoHarnbHOMY repoto
Hoseriwero Kutasa. O eguHCTBE BOKanNbHOMO LMKa CBUAETENLCTBYET NPUHAANEXHOCTb COCTaBMNALWMX ero
"yacTten" k xaHpy 6annagpbl, UMetoLLen CBONCTBA My3blKarnbHO-NO3TUYECKOro noptpeTa. [lsa nepBbix obpas-
La — nopTpeTbl nepcoHaxen npo3bl Jly CuHS (HexHbIh 06pa3 XuaH JInHb CMeHsIeT Tparnkommuyeckas 3apu-
coBka "3HameHuToro" B ropoge Jly "aypaka" An-Kbto), TpeTuin — camoro nereHgapHoro nucatens. Tak BO3HU-
KaeT TpUnorns BokanbHbIX 6annaa-nopTpeTos, LMK, KOTOPLIN MOXHO Ha3BaTb "Iy CuHb 1 ero repon”.

O uepTax eguHCTBa OencTBMA B 6annagHO-NopTPEeTHON TPUIOrMn CBuaeTeNnbCTBYET Tema 6e3ymus
— oAHa 13 ocHosononarawwmx B TBopyecTtse Jly CuHA. Ecnu B My3blikanbHoMm nopTtpeTte XuaH JIMHb oHa Bbl-
cTynaet B "CKpbITOM" Buae — Ha doHe abcontoTHoro 6e3monsus, B hopme "gemeHumm rnasa”, To B banna-
ae, nepegatowlern obpas An-Koto, 6e3ymme gocTmraeT CBOEro KyrbMUHALMOHHOMO BOMMOLLEHUS), CTAHOBACH
"aHbIM". O MucponornsaLmm TpakToBKM TeMbl 6e3yMUst B KMTAWCKOM BOKanbHOM LMKNEe CBUAETENbCTBYET
acnekTtoB. [NlogobHo ToMy, Kak B eBponenckon mudonornn "6esymuy oTBoauTcs pyHKUua meguartopa”, me-
annpytoulero "Mudonormudeckue npotusopeymns” [4, 30], korga "nomeLleHHoMy B LLEHTP cOGCTBEHHOrO 6e3y-
MUS repolo OTKpbIBaeTCH Npexae HeBefoMasi cakpanbHasa uHdopmaumsa”, B KUTaNCKUX BOKarnbHbIX Banna-
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Aax-nopTtpeTax "6esymue BpbiBaeTCa B cyabby Yenoseka B pybexHble MOMEHTbI XXU3HU, NOAYNHASA ee Aen-
CTBMIO 3aKOHa MeTamopdo3bl”, 3HameHyst co600 "NoanMHHBIA B3pbiB Gecco3HaTenbHoro B 6eccosHartenb-
HoM" [4, 31]. B domHanbHom 6annage Jly CvHb npegcTaBneH kak 6eccTpallHbiin 6opey, ¢ 6esymmem, oxea-
TMBLUMM OBLLLECTBO, CpaxatoLMncs ¢ ero "MCTOYHUKOM" — OBLLIECTBEHHBIMU MOPOKaMMU.

O6beanHseT Gannagbl-NOPTPETLI N pacKkpbiTUe TeMbl "repoi n ero okpyxeHue". OT pokoBoro 6e3-
pas3nuuusi, OKPYXatloLLero repouHio nepeoi bannagpbl, Yepes nokas paspyLuMTenbHON arpecCUBHOCTM TOMMbI
BO BTOpoWn, LaH [len nepexoanTt K 3anevyaTrieHM0 BOCTOPXKEHHOro NoKnoHeHus notomkoB Jly CuHio — "Ha-
unoHanbHou aywe" Hosenwero Kutas.

Jlorvka uuknoo6pa3oBaHust B bannagax-nopTpetax OCHOBaHa Ha nepexoge u3 6e3biMsiHHOro Mupa (B
nepBbIX ABYX U3 HUX MMEHa repoeB 3Ha4YaTCs NWLb B 3arofioBkax, OTCYTCTBYS B BepbarnbHOM TekcTe) K Mpobyx-
OEHNIO MMeHN coBCTBEHHOTO B chmHane, rae BosaeaHue "Jly CuHb!" BXOOWUT B XYOOXECTBEHHbIA TEKCT, NpuaaBas
GannagHoMy OEeNCTBUIO KOHKPETHOCTb, "oxmnBnasa" obpa3s HaumoHanbHoro repost Hoeeriwero Kutas.

O6Lwum npnemom, 06beaMHALLMM Gannagbl-nopTPeThl, ABMASETCS U Yepeaa BONpOCOB OT Nuua as-
Topa, obpallaemblx UM Kak K reposiM MpousBedeHun, Tak U OKpyXKaloLeMy UxX Myupy, B TOM Yucne, agpeco-
BaHHbIM K 3puTento-cnywaTento. Hannyne nogobHom cBA3N Mexay aBTOPOM MpousBedeHun 1 cnywartens-
MU npuaaeT 6annagamM nopTpeTaMm XaHpoBble YepTbl ApamMaTUYeCcKoro MOHoora.

Jlorvka unknoo6pasoBaHMs B YCITOBHOM BOKarbHOM LIMKIIE OCHOBaHa Ha B3aMMOAEWCTBUM psaa na-
pameTpoB. [MpUHUUN eguMHCTBa HAaxXogUT CBOE BbIpaXeEHUEe Ha CrneayloLmnX YPOBHAX XYOOXKECTBEHHOro Tek-
CTa: XaHpPOBOW OCHOBbI — MOPTPET B aHpe BoKanbHoW Gannagbl (My3blkanbHO-No3TUYeckne Bannagbl-
nopTpeTbl), obnagatoLlen Yyeptamm gpamaTmyeckoro MoHosnora; BepbanbHOro Tekcta, "oCBsLEeHHOro" TBop-
YECTBOM U UMEHEM reHust Hosewnwwen nutepatypbl Kutas Jly CuHs; nogxoaa K nutepaTypHOMY NepBOMCTOM-
HWKY, OCHOBaGHHOM Ha NepeocMbICIeHUN U nepensnoxeHun npoussegeHuin Jly CuHs, npeacralowmx B kade-
cTBe "06bekToB BOcnpousBedeHus". Ecnu npu 6annagHoOM NOpTPETUPOBaHUWM NUTEPATYPHbIX repoeB B
KayecTBe obObekTa BOCNPOU3BEAEHUS NPeAcTalT COOTBETCTBYIOLLME MOBECTM aBTopa, TO B MNopTpeTe-
6annage Jly CuHs — ero Xu3Hb 1 TBOPYECKOE Hacnegue Kak LernoCTHOCTb. B 30Hy KOMMNO3UTOPCKON NHTEp-
npetaumMm B 3aknwuutenoHonm 6Gannage-noptpeTe BOBMEYEH aHanutuyeckn-duorpadpmuyeckuin (HayyHo-
nccnenoBaTenbCKuin) Nnacr.

Hapsgy ¢ npuHUMNOM eauHCTBa, B aHanu3npyemon Tpunornm npepcTtaBneH MpUHUMMN KOHTpacTa.
Tak, yCnoBHbIA LUK OCHOBAH Ha KOHTPAacCTE XEHCKOrO U MYXCKOro Hadar; TUNOB cogepXaHus — fMpUKo-
Unocodckoro, KOMeANNHO-rPOTECKOBOrO, rePONKO-rTMMHUYECKOTO.

My3bikanbHO-CrOBECHbIN nopTpeT XuaH JIHb pasBuBaeT TPaauUMIO KUTAUCKOW KNacCUYeCcKUin no-
331K, OANA KOTOPOW XapakTepeH NPUHLMN 3aneyaTreHns YyBCTBa CKBO3b nensax ("nemsax B amouuax” [1]).
MoMMMO XaHpoBbIX YepT nopTpeTa, BokanbHaa 6annaga LWaH [deun, nocssleHHasa packpbiTuio obpasa re-
povHu nosectn Jly CuHg, obpeTaeT xaHpoBble CBOMCTBA nensaxa. Co3daHHbId B My3blke nopTpeT XuaH
JInHb ganek oT nokasa ObITOBOro OKPY>XEHUSA repouHU, CBOMCTBEHHOrO Tparmdeckon nosectu Jly CuHsa. Ee
KOMMO3UTOPCKON MHTepnpeTauumn npucylla nostnsaums obpasa XuaH JInMHb, npeactaBneHHOro Ha oHe
npekpacHoro 6€3mMonBHOIO 3MMHEro Nen3axa, He BHEMITIOLLEro ee CTpadaHnaM, 6e3y4acTHOro K ee cMepTu
B CHerax, cpeam xonoda v TymaHa. BennyectBeHHOe CNOKONCTBME HEBO3MYTMMOW MpUpPOAbI, OCTarolmecs
6e3 oTBeTa BONpPOCHl MoHorora "oT aBTopa", 3aBefoMo obpalleHHble "B Hukyga" — 3T vepTbl 6annagbl-
nopTpeTa CBUAETENbCTBYIOT O NPENOMIEHUN KOHLEMLUMM KNacCM4eCKon KuTanckon unococum — kpacota B
Mon4yaHun. besyyacTHOCTb Npupodbl K cTpagaHnsaM XuaH JIuHb cuMmBonuanpyeT 6e3pasnuyume K Hein co CTo-
POHbI NPEBPATMBLLNX XN3Hb repounHK B afg niogen. CKUTaHUsi OANHOKOW repovHK, NOKMHYBLUEN Mup Gecnpe-
pbIBHO ockopbnsowmx ee niogen, bpeayLlen cpedb 3acbiNaHHbIX CHEFOM rop, MblTaloWeNcs HauTN "nyTb K
Hebecam", n3berHyB BpaT aga, 0bpeTaloT 3HavYeHne NyTn Kak BonsnoweHna [lao, a cama 6bannaga-nopTpeT —
YepTbl PUOCOECKOro pasMbILLIEHNS O CMbICIIE XWU3HU N cmepTu. Tparnveckas "HoTa" B 0OpMIeHnn co-
aepxaHus 6annagbl-noptpeta (Hanpumep, putModopmyrna poka B napTum opTenvMaHo B LeHTpanbHOM
pasgerne) ceBuaeTenbCTBYET O NPUCYLLIE el CUMBOMNUKE nocriegHero nytn. Hapsgy ¢ BonnoweHneMm cuno-
cohcKor Tpaauumm 3anedatrneHns KoHuenumm "KpacoTbl B MonyaHumn", 6annage-nopTpeTy npucylia u po-
MaHTUYeckas TeMa cocTpajaHusi aBTopa CBoen repouHe. Tak, 6riarogaps BOMOLWEHUIO TeMbl aBTOPCKOro
COCTpagaHusl, ICTOPraemMoro M3BHe 3MMYEeCcKoro AeNCcTBUsi NponseeaeHus, B bannage-nopTpete npeogone-
BaeTcHa Gespasnuuve Kk cygbbe reponHu, NCTodaeMoe OKpYXalLluM ee YenoBevyeckUm U MpUpoaHbIM Mu-
poMm. Jlvwb aBTOpy (NMcaTento 1 KoMno3uTopy) HebespasnuyHa cygbba Bcemu oTpuHyTon XmaH JInHb., My-
3blKanbHbIN NOpTpeT XuaH JInHb "HanucaH" B NUPUKO-hrnocodckon MmaHepe.

B ocHoBy BTOpOI B6annagbl-noptpeta LWaH [den nonoxeHa noectb Jly CuHsa "MNoanuHHasa nctopus
An-Kbro" (1921 — 1922), ocHoBaHHas Ha (bakTtax buorpadumn aTopa. B Bospacte 25 nerT, ysuges B AnoHun
NyOGrnYHyH0 Ka3Hb KMTAMCKOro LUMMOHA, Obif NopaXkeH anaTuen cosepuaroLlmx ee 3putenen. Torga monoaom
Bpau Jly CuHb, pacnosHaB B 6e3pasnuunm nybnukm nposisfneHme MaccoBoro AyLEeBHOro HE340pO0Bbs, peLunn
nocBATUTL cebsa neuxmaTpum, pelumns, YTO NeveHne OylweBHbIX BornesHeln BaxHee, YeM TernecHoe ucuene-
Hue. YBneYeHne MeguumHomn u neuxuatpuen nossonuno Jly CrHio gnarHoctmpoBaTb MacCcoBO€E NPOosiBNEHNe
MaHuKU npecnegoBaHns B kayecTBe "GonesHn Beka", OXxBaTMBLLEN €ro COBpPeMeEHHUKOB. ABTobuorpaduye-
Ckne chakTopbl Npegonpeaenunu CyWHOCTb PMHaNLHOM CueHbl MOBECTU, B OCHOBE KOTOPOW — BceobLuee
bespasnuume K nyénunyHon kasHm ropoackoro "gypaka" Amn-Kbto, ctpagatowiero cnaboymuem. Tpareausa du-
Hana ycyrybnserca HeBUHOBHOCTbIO An-Kbto: ero "npectynneHue" CoCTosAno nulb B TOM, YTO OH, Kenas

102



BicHuk HauioHanbHoI akagemii KepiBHMX KaapiB KynbTypu i mucteuTs Ne 3°2016

NpUoBLLNTLCA K pasroparoLLencsa Ha ero rnasax pesorntoumu, He Bbin gonyleH K Her (rnmasa "K pesontoumu
He gonyctunu"). B cueHe kasHn An-Kbto nucatenb obpucoBbiBaeT ToTaribHoe 6e3ymue, oxBaTuBLLEE YCT-
pawatoLe 6edyqactHyto Tonny 3putenent. An-Kolo B cLeHe ka3Hu U3 KOMUYECKOro nepcoHaxa npespallaeTt-
cs B Tparmyeckun obpas, nogobHein KOpogusomy, kasHeHHOMY Be3BMHHO, NoNnaTMBLLUEMYCS 3a TOT "COH pa-
3yma", 4To nopoaun YygoBuL (NogobHO CoXXeTy M3BECTHOM KapTuHbl ®. o) B BOOGpaXKeHUN rpOTEKCHO
npeacTaBneHHon Tonnbl 6e3ymues.

Momumo aBToBUOrpadnyeckux akrtos, nosecTb "lMoanuHHas uctopus An-Keto" oTpasuna cuctemy
XYOOXECTBEHHbIX MPUOPUTETOB NucaTens. 34ecb NPOSIBUNOCH MPEKNOHEHWE KUTaWCKOro nucaTtens nepeq
renmem H.B. [Norons, "MepTtBble gywmn" kotoporo Jly CuHb nepeBen Ha KuTanckuin s3bik. [og BnuaHvem
TBOpYeckoro metoaa H.B. MNoronsa Jly CuHb Hanucan nepeblil KpYMHbIA pacckas Ha Gavixya (HOBOM MUCbMEH-
HOM KuTalckom s3blke) "[HeBHUK cymacwegero” (1918), B KOTOPOM Kak NposiBNeHne 6e3ymusa TpakTyeT
crnefgoBaHve OTXKMBLUMM Tpaguumusam cpegHesekoBoro Kutas B CoBpeMeHHOM 06LecTBe, B MUPOHUYHON, MHO-
ckasaTenbHOW popMe ocyxaas ux Kak "niogoeackme”, OCHOBaHHbIE Ha CaMOYHUYTOXeHMM. CnycTsa okono 4-
X net "roronesckasa” nuHUS Gbina npogorkeHa B nosectu "MoanuHHasa nctopusa An-Kero". B "roronesckux”
nosecTtsx Jly CuHb npeAcTaeT Kak MacTep MPOHUU, OCHOBaHHOMW Ha Urpe crnos 1 3HadeHuin. Ero BocxuuieHve
[oronem n, B yacTHocTW, "3anuckamu cymacllegulero”, ckasanocb B TakuMx Mpuemax M npuHuMnax, Kak
hparmeHTapHas Komnosuuus, ctunmsaumsa "6pena”, 6onbHoro BoobpaxkeHusi, MeToa rpotecka. Hapsagy ¢
0YeBUAHOCTbIO Npenomnenns Tpaguumin H.B. Toronsa, nosectu Jly CuHA oTnu4aeT OpuUrMHanbHOCTb XyaAo-
)KECTBEHHOW naen, obyCrnoBrneHHON ee pa3BepTbiBaHMEM HA HauuoHanbHOM MaTepuarne. besymue TpakTo-
BaHO Kak cnocob NpoTUBOCTOATb OCHOBaHHOW Ha OTXMBLUMX TPaauLMSX pearibHOCTU; BbI3AOPOBMEHUE NNY-
HOCTU — Kak ncueneHue obLiecTsa.

Bo BTOpoi Gannape-noptpeTe Bocrnpou3BeneH obpas ropogckoro "gypaka" An-Kbio 1 TBOpMMble
"3HaMeHUTOCTbLI" YydadecTBa. 30echb ApaMa Kak pog UCKYCCTBa HaxO4MT CBOE BOMIMOLLEHWNE B XXaHpe KoMme-
ONN; KOMUYECKOe peannsyeTcs B Takux hopMax, Kak MPOHWUSI U rPOTECK.

BocnpouseseaeHne TparnkomMmyeckoro copepxaHua B 6annape-noptpete Ain-Kbto ocyliectsneHo
bnarogapsi onope B kayecTBe "ob6bekTa BocnpomnsseaeHusa" Ha XaHpOBO-CTUNEeBon npoobpas aria-buffa. Co-
rnacHo >KaHPoBbIM cBoNCTBaM aria-buffa, 6annaga-nopTpeT "ropoackoro gypaka" OCHoBaHa Ha TpPagWULMWOH-
HOM MeTofe BOCMPOM3BEAEHUA KOMUYECKOro B My3bIKe: COMEeTaHUs He coveTaeMoro, To eCTb napagokcarb-
Hour noruke. O napagokcanbHOCTU My3blKarbHOro s3blka KMTanckow aria-buffa cemgetenscteyeT Hanuuve
TPaAULMOHHBIX ONA UTanbsHCKOro npoobpasa XaHpoBbiX YepT. [lpeaHasHayeHHaa ang 6aputoHa quasi-
onepHas "cueHa", HanucaHa B Temne Allegro ¢ npUMeHeHUeM CUHKOMMPOBAHHOW PUTMUKK (ChopTenmnaHHble
npenoaus, UHTepnaun, NOCTNIOANS), NPUEMOB CKOPOrOBOPKW, MOBTOPOB, CUTYaLMM OCMESHWUS NepCoHaxa,
n306pasnTenbHbLIX NPUEMOB (MHTOHAUMI cMexa, YAapoB Narnkon, BBEAEHHbIX B BOKarbHY NapTuio).

Aria-buffa B cuny cBOWCTBEHHOW el TeaTpanusauum MoxeT ObiTb TPakTOBaHa Kak onepHas cLeHa-
nopTpeT, B CBOKO oyepedb npeactasnsiolas cobon yepeqy MUHUATIOPHBIX CLEH-MOPTPETOB, OCHOBAHHbIX
Ha onucaHuM cobbITuiA "nognuHHon nctopun An-Koto". MNepBasi U3 HUX pucyeT obpas cunTatoLlero ceds cya-
CTNMBBLIM "ropoAacKoro gypaka", yHmkaroLlero cnabbix n 6eryuiero cunbHbIX. Bropaa ocHoBaHa Ha M3rnoxe-
HUM ">xnM3HeHHOro kpeao" An-Kbto, npeactaBneHHoro B Buae gunocodckmx mapeveHun ("Kto yoapun mens,
TOT MOW cbiH"; "KTO NpOKNUHaeT MeHs, TOT NpoKNuHaeT cebs"). TpeTbs oTobpaxkaeT cueHy U3bneHns n yHu-
xeHust repost ("OH cTosin Ha KoneHsx u npecmblkanca”). YeTeepTtas cueHa npeacTtaensieT cobon ockopbre-
HWe MareHbKoW MOHaxuHK, HaHeceHHoe en Aii-Kbto ("OH gpasHun ee!l"). MNaTas, Hapagy ¢ penpusHbIMK Yep-
TaMu, COLEPXKMUT BaXKHbIE B KOHTEKCTE XY4OXXECTBEHHOM LIeNOCTHOCTU Npu3biBbl "lMocmoTpute Ha Hero!", uTo
Nno3BOMSET caenaTtb BbIBOA O NpeBpaLleHun repos B npegMeT co3epLaHns U NopyraHvs Tonmbl.

Hanudne oTMeyeHHbIX NPU3bIBOB B 3aKMOYMUTENbHOM pasgene kuTanckown aria-buffa nossonser
cAenatb BbIBOA4 O TOM, YTO OHa npeacTasnseT cobon NopPTPETHYIO XapakTepuctuky Ai-Kolo, cocTaBneHHyto
"co cnos" Yyxgow emy "Tonmnbl", 4anekon oT NOCTWKEHUS MPOTUBOPEYUMBLIA BHYTPEHHEro Mmupa "6esyMHoro"
reposi. O6 3TOM CBMOETENLCTBYET XYAOXKECTBEHHbIN METOA OTYYXOeHMs B My3blke [2], HabniogaemMbii B
OCTpaHeHUN NOPTPETUPYEMOro NepcoHaxa OT OKpyXaloLwero ero Mupa, oT ToMnbl, BUASALWEN B HEM MPOSB-
nexue "dqyxgoro"”, "yyxoro" — "gypaka”. O HeogHO3HAYHOCTU MYy3blKarbHO-BepbanbHOM XapakTepucTukn Ai-
Kblo KakK KOMWYECKOro MepcoHaxa CBUAETENbCTBYET psfd My3blKarbHO-CNOBECHLIX xapaktepuctuk. Cpegu
HUX — BonpollaHue "OH cMeLleH?", ocTaBLleecs 6e3 oTBeTa (B KOHLE 2 CLEHbI), 4BONCTBEHHOCTb TPAKTOBKU
TeMbl cmexa (B 4 cueHe ¢ "ManeHbkon MoHawkon"). ObpalleHHbIn "k nybnuke" sonpoc "OH cmelloH?", oa-
HO3HaYHbIA OTBET Ha KOTOPLIA HEBO3MOXEH, UrpaeT pofib aBTOPCKOro KOMMEHTapus B Kutanckow aria-buffa
npeacraet. CMex nNpeacTaeT 34ecb He TOMbKO Kak XapakTepucTuka reposi, NogBeprarLero OCMesHUIO OK-
py>KatloLLM MUP, HO U KaK NOPOXKAEHHBIN TOMNMO, NoTelarLwencs Hag Yyaadyectsamm "3HameHUTocTH", no-
BeOEeHMEe KOTOPOW He COOTBETCTBYET OOLLENPUHATbLIM HOpMaM (OCMesiHWe MoTellaloLerocs), u, B KOHLUE
KOHLOB, YHUYTOXaIOLLEN ero, NpMHOCH B XepTBY OTBeprilen ero "pesonouun.

KuTanckas aria-buffa ocHoBaHa Ha conocTaBneHnn COOTHOCUMbIX Ha OCHOBE [ENCTBUSA 3aKoHa eguUHCTBa
1 60pbObl NPOTUBOPEYUMIA, NULLEHHBIX OBLLENPUHSTLIX NMPUYMHHO-CIIEACTBEHHOM CBA3EW "peakuuin” nepcoHaxa
Ha cobbITus M3HK ("3anyrmean crabblX, BCTPETUB CUINBbHOMO, yoeran"; yHwkeHHbIN BceMu, A-Kbto 4yBCTBYET
cebs cyactnuebiM). HeogHO3HaYHOCTL MOBEAEHNS U MbICIIEHHBIX BbIBOOOB repost MOXET OblTb TpakToBaHa Kak
NpPosiBrieHNe B My3blKarbHOW ApamaTyprv CBOWCTBEHHOW NMTepaTypHOMY MEPBOUCTOMHUKY TeMbl Besymus, xa-
paKkTepu3yoLLEel rmaBHoe AencTaytoLlee nuuo nosecTu JTy CUHS 1 OKpy>KakoLLMIA ero Mup.
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MucTeLuTBO3HaAaBCTBO Llao Xe

B kutawickon aria-buffa HannyecTBylOT YepThbl, NO3BONAOLLME COOTHECTU €€ C TeaTPOM npeacrasne-
HKS, TeaTpoM nokasa. MpoTMBONOCTaBMNEeHNE NePCOHaXa ero OKPYXeHU0, OAMHOYECTBO repos 00yCrnoBneHo
€ro UCKMUYMTENbHOCTBI0. O TOM, YTO MEXAY repoem 1 ero oKpy>KeHnem — "nponactb”, 4To "ropoackast 3Ha-
MEHUTOCTL" NpeacTaeT B ponu BceobLuero nocMeluunla, BbICTaBNeHHOro "Ha nokas", XoTa u He Ha TeaT-
panbHble NOAMOCTKM, HO Ha Nnaxy, Ha KOTOPOW Npu BOMbLLIOM CTEeYEeHUN NyonuKkKn "pacnuHatoT gypaka" ceu-
OeTenbCTBYOT Npu3sbiBbl "llocmoTpute Ha Hero!" mn3 3aknounTenbHoro pasgena 6annagbl-noptpeta. He
coaepXar nn 3Tn Npu3bliBbl CKPbIThIE Napannenu ¢ 6axosckumm xopamu-turbo "PacnHm Erol" ns NMaccnoHoB?

HeopHo3HavHan xapakTepucTvka No3BONSeT TPaKToBaTb reposi 6annagbl Kak TparMkOMUYECKUIA Nepco-
HaXX: B CUNY HEOPAMHAPHOCTM XapakTepa v noBeaeHus, "aypak” He 3HaeT cocTpagaHus Tonnbl, obpekatoLLen ero
Ha O[MHOYECTBO, M3rHaHWEe, CMePTb. 3aKnYMTENbHLIN pasgen Gannaabl-nopTpeTra CoOOTBETCTBYET PUHASBHBIM
cueHam nosectu Jly CuHsi, korga 6e33awnTHbl 1 6e3BpeaHbI Ait-Kblo NogBepraeTcst YHKEHUIO U NMyOnnyHOM
Ka3HuW KaK MHUMBIR "peBontoLmoHep” ("MHMMOCTL" cornacyeTcsi ¢ TpaamumusiMm TeaTpa nokasa). B cueHax cyga u
Ka3Hn OH obpeTaeT YHKLMN Tparn4eckoro reposi kak Ge3BMHHO CTpadaloLLMii NEePCOHax, "0e3 BUHbI BUHOBa-
TbIN"; eMy BMEHSETCS, Kak NOAMNMHHO LLEKCIMPOBCKOMY repoto, "Tparndeckast BuHa". BMecTte ¢ Tem, 30ecb BO3HW-
KaeT MOTMB JNIOXXHOMO BEMUYNA NEPCOHAKA, CTpagatoLLEro 3a "6onbluyto naet” — peBONIOLIMIO, K KOTOPOW MPUMK-
HYTb >xenan, Ho, no Jly CuHio, He 6bin gonyweH ('K pesontouun He gonyctunun"). [BOMCTBEHHOCTL NEPCOHaxa, B
KOTOPOM COEAMHEHbI YePThbl FOrONIEBCKOro "ManeHbKoro 4enoseka” 1 MHUMOro BENNYKMS, 3a UTO repoit HeceT Ha-
KasaHue no BCeW CTPOroCTM 3aKoHa, CnocobCTBYeT hOPMUPOBAHMIO UFPOBOW CUTyaumm B quasi-aria-buffa.

B 6annage-noptpeTe OTCYTCTBYET Tparnyeckas pasBaska MOBECTU, FAe repon U3 KOMUYECKoro nep-
COHaxka obpeTaeT NOAMNNHHO Tparnyeckyto BbICOTY Kak "xepTea pesorntoumun”. OgHako HekoTopble "WTpuxn” K
My3blKkanbHO-crioBecHoMy nopTpeTy An-Kblo No3BonsioT caenatb BblBo4 06 0TOBpaxkeHNn pa3BA3kn nosec-
TW B quasi- komunyeckon apun. Lan Jewn, cornacHo nnany Lo KOH Yao, nogBepraeT nepectaHoBke cOObITUA
nosectn Jly CuHs, NOMECTUB CLIEHY YHWKEHNA N Haka3aHua AR-Kbto paHee cLeHbl ¢ "ManeHbKoM MOoHaxu-
Hen". TeM He MeHee, caMO Hanuume CLeHbl HakasaHus 1 yHuwkeHnsa An-Kbto cBMOETENbCTBYET O BBEAEHUUN B
Aputo TeMbl HENpaBegHOro CyAa Hag repoem, urpatoLLlen CyLecTBEHHYO porib B NoBecTU. B Takom cnyyae
npusbiBbl "lNMocMoTpuTe Ha Hero!" B penpuse Apuu cnegyeTt BOCMPUHUMATL Kak BO3rnachkl TOMMbI, npuwlien-
Lwen nornasetb Ha Ny6GnuYHyo kasHb "ropoackoro gypaka", npespatusluerocs B "pesontounoHepa”. O Tom,
4YTO penpusa Apuu Npu YepTax CXOACTBA C KCMNO3uLMeNn obpeTaeT 3HayYeHMe CueHbl NyOGrMYHON KasHu re-
pos, CBUOETENbCTBYET CBOWCTBEHHAA el guHammsaumsa. Obpas An-Keto M3 KOMUYECKOro npeBpallaeTcs B
Tparnyeckmn, a Apusa obpeTaeT TparmkoMM4ecKoe coaepKaHue.

[na obpucoBkM repos TparMkoMegmm KOMno3uTop UCnorb3oBan MeTod urpbl, 6narogapst KOTOpoMy
Xarkoe N HeJoCToMHoe obpeTaeT NCeBAO-BETMYECTBEHHbIE (TeMa NTIOXKHOro Benuunst) MmacliTabsbl ("3Hame-
HuTocTh"). Komeausa obopavmBaeTcs Tpareguen: repost nu? obiecTsa nn?

TpeTtbs 6annaga-noptpet "Ax! Jly CuHb!", ocCHOBaHHas Ha OCMbICNEHUM (HaKTOB TBOpYecKkon Buo-
rpacomm nucatens, npegcraBnsget cobon rMMH, NPOCNAaBAILNA UMS Knaccuka HoBewnwen nutepaTtypbl Kn-
Tasd — HauMOHanbLHOro repos cTpaHbl. ATO OH Npu3Ban Hapod K BoccTaHuio ("OBwxeHne 4 masa"). 3T0 OH —
3alMTHUK 06€340NEHHbIX 1 HE 3HAKOLWWUIA CTpaxa KPUTUK YNHOBHUKOB, CPa3vBLLMINCA C HAMM B "3now buTee".
OTO ero CnoBo paHUT Bpara, "kak kKnHxan". 3To OH, BOMPEK/ U3HYpUTENLHON BonesHn, coxpaHun cuny oyxa,
BbIMNONHUB MUCCUIO "cnacuTtens Hauun ot beacteuns”.

BbiBoAbl. KOMNO3UTOPCKYD MHTEPNPETAUMIO NUTEPATYPHLIX NEPBOUCTOMHUKOB B Gannagax-noptpeTtax
LaH Oen no moTneam nposamdecknx npounsseneHuni Jly CuHa otnnyaeT psia HoBaTopckux vepT. [Npexae Bcero,
3TO BbIXOZ, KOMMO3MTOPAa 3a Npeaenbl TPaaULNOHHOTO Arlsi KUTACKON BOKaNbHOW NMPYKM 0BpaLLeHnst K MUHNa-
TIOPHbIM MO3TUYECKMM Mpoobpasam: KOMMO3UTOP MHTEPNPETMPYEeT MacluTabHble npo3anyveckue enespbl Jly
CuHS, KOHUENLMOHHO nepemnsnoxeHHble Lo KOH Yao. Komnosutop npeobpaxaeT TpaguLMOHHBIN AN KUTaNCKOM
BOKarbHOWM NUPUKA OTpPeLLEHHO-OUMOCOMCKUIA TOH NOBECTBOBaHWS, coobLuasi nepson bannage-nopTpeTy YepThbl
aBTOPCKOro COCTpafaHusa 1 ApaMaTu4eckoro MoHonora. HoBatopckum NS KUTanckon BoKarbHOW My3blku Ho-
BEVILLEN 3MOXUN SBMSIETCA NOBECTBOBAHUE MPOHMYECKOE, DasnpyloLLEeecsl Ha NePEeOCMbICIIEHUN KaHPOBLIX YepT
aria-buffa. BocnpuHsiB 4yepTbl eBponevickoro npoobpasa, LaH [en co3pan ero kutamckuin aHanor. M'MHUYecKuin
(opuyecknin) cTunb, XapakTepHbI 4ns MaccoBon necHu Hoeenwero Kutas, sBnaeTcs, ckopee, UCKMOYEHNEM B
XKaHpoBOW cUCTEME KuTanckon BokanbHon nupukn XX-XXI BB. WaH Oen pacumpun npucyLLnin KUTanckon BoO-
KanbHOM nupuke 0BpasHO-CTUNEBOW AManasoH, BBEAS B Hee YepTbl ApamMaTM4ecKkoro MOHOSora, rpoTecKHO-
NPOHNYECKU (KOMEAUNHBIN) N SKCTAaTUHECKU-TUMHUYECKUIA (OQNYECKMI) TUMbI MY3blKarnbHOMO BbiCKa3bIBaHMS.

CosgaHne HOBaTOPCKMX AN KATANCKOW BOKanbHOM My3blki XX-XX1 cToneTuin TMNoB My3blkanbHOM
06pa3HoCTK cTano BO3MOXHbIM, Gnarogaps obpalleHuio K eBponencknM XaHpoBO-CTUNEBLIM Npoobpasam.
BaxkHenwyto pornb 34ecb urpaeT OnepHbid CTUMb CONbHOrO BbiCKasbiBaHWs. B Gannage-noptpete XuaH
JINHb B Ka4YeCcTBE TaKoOBOro NpeacTaeT JIMPUKO-OUITOCOGCKUIN ONEPHbIA MOHOMON, B My3blKaribHOM NOpTpeTe
Ali-Kbto — aria-buffa, npu otobpaxeHun obpasa Jly CuHsa — rumH-oaa. Ecnun B eBponenckor BOKanbHOM -
pUKe onepHble BIMAHUSA TPagULMOHHBI, TO B KUTAUCKOM — B CUNY KamepHM3aLmMmM n MMHuaTiopusaumm — Bee-
OEHNe onepHbIX YepT ABNAETCH HOBATOPCKUM OTKpbITMeM LLaH Oewn.

104



BicHuk HauioHanbHoI akagemii KepiBHMX KaapiB KynbTypu i mucteuTs Ne 3°2016

Jlumepamypa

1. AnekceeB B.M. Kutarnckasa nutepatypa. N36paHHblie Tpyabl / Anekcees B.M. — M.: Hayka, 1978. — 595 c.

2. TopioxuHa H. A. OtuyxaeHune B My3blke /ToptoxuHa H. A. // YkpaiHcbke My3uko3HaBcTBO: 36. HaykoBUX
npaup. — B. 28. — K., 1998. — C. 127-143.

3. PouweHko E.I'. NcTopuko-coumanbHble Tunbl (PYHKUMOHMPOBAHMSA My3blKanbHO-KyNbTYPHOTO Hacneavs B
KOMMO3MTOPCKOM TBOPYECTBE: aBToped. AUC. HA COMCKaHWE yYEeHON CTeneHu KaHgumaaTta uckyccteoBeneHusi / PoleHko
E.l - K, 1988. - 23 c.

4. PouweHko E.I'. Mudonorema 6e3ymus: nkoHotponus urphdnomen’a / PoweHko E.I". // AcnekTu icTopnyHoro
Mmy3uko3HascTBa Il. MNMpobnemun B3aemopaii MUCTELTBO3HABCTBA, Neaaroriku Ta Teopii i npakTukn ocsiTM: 36. HayKoBMX
npaub. — B. 22. — X.: XAYM im. I.IN. Kotnsapescbkoro, 2008. — C. 22-32.

5. Y XyH KOaHb. KnTalicbka xyooxHs nicHs: icTopisi i Teopist xxaHpy: aBToped. Auc. Ha 3400. HayK. CTyM. KaHa.
mucTeuTBo3HaBcTBa / Y XyH tOaHb. — X., 2016. — 24 c.

References

1. Alekseev, V.M. (1978). Chinese literature. Selected works. Moscow:Nauka [in Russian].

2. Horiukhyna, N. A. (1998). Alienation in music. Ukrainske muzykoznavstvo, 28, 127 — 143 [in Russian].

3. Roshchenko, E.H. (1988). Historical-social types of the functioning of the musical-cultural heritage in the
composer’s compositions. Extended abstract of candidate’s thesis. Kyiv [in Russian].

4. Roshchenko, E.H. (2008). Myth of the madness; icon and urphdnomenia // Aspekty istorychnoho
muzykoznavstva |l. Problemy vzaiemodii mystetstvoznavstva, pedahohiky ta teorii i praktyky osvity, 22, 22-32 [in Ukrainian)].

5. U Khun Yuan, (2016). Chinese art song: history and theory of the genre. Extended abstract of candidate’s
thesis. Kharkiv [in Ukrainian].

Cmamms Haditwna 0o pedakuyii 30.06.2016 p.

105



Kapnoe B. B.

Henucrok XK. 3.

LllesyeHko J1. O.

Idpicoea M. A.

Kapacb I'. B.

Kpyns I1. .

PouweHrko O. T
I3eapiHa O. M.

Hoeikoe FO. M.

AdpoHina O. C.

pomyeHko B. B.

KabnoeaT. b.,
TumoweHko J1.

Hoeikoea O. M.,
lMpuweHko C. B.

Cmenbmax I". M.

TynsHuyees A. A.

Anl. M.

Bosnikoea I'. B.

HAy6pieHa A. I1.

leaHoecbkKka H. B.

Psé6os I. C.

CmenanHoesa 0. 0.

Hao Xe

106

3MICT

Kynbtyponoris

Ukrainian historiography of museum sociology
[YkpaiHcbka icTopiorpadist COLIOMONT MY3EH0] ..vvvuieeeeeeeeieeeiiiie e e e e eeiiiiinneeeeeeees 3

PenpeseHTaLis NocTgonbKNopy B iHTEPHET-NPOCTOPI: 40 TUMONOTiT XaHPIB ....... 9

The concept of politeness and the pronominal forms of treatment as its verbal
representation in Spanish [KoHuenT "BBiunmBicTb" Ta 3aMEHHNKOBI hopMU

3BEPHEHHS 5K Moro BepbanbHa penpeseHTalisi B iCNaHCbKin MOBI] ................. 14
MucTtenTBO KpUMCLKOro XaHCTBa B NOrilj iHTepBanbHOro aHanisy .................. 19
MucteuTBO3HAaBCTBO

Oleksandr Koshytsya choral conducting school as a sociocultural
phenomenon [dupureHTcbko-xopoBa Lkona OnekcaHgpa Kowwmusa

AK COLIOKYMBTYPHUM PEHOMEH] .ooiiiiiiiiiiiiiieie e, 23
Innovation Model of Modern Vocational Music Education

[IHHOBaUinHa Mogenb cyvacHol NPOMECINHOT MY3UYHOT OCBITU] ... 28
MeTogonorivHi 3acagy NPOAYKTUBHOI HaykoBOI LKonu |.A. KoTnapeBCeKoro ....... 31

Public activities of Petro Sokalskyi (to the 185th anniversary
of the birth and the 130th anniversary of the death)
[Fpomapcbka gisnbHicTb MNeTpa Cokanbebkoro (4o 185-pivus

Big OHS HapoaxeHHs Ta 130-pivds Big AHA CMEPTI)] «oovvveeiiie e 37
Cknapo-thakTypHa opraHisauis sk AOMiHAHTHa O3Haka hopTeniaHHOro

ctunto B. Bibika (Ha npuknagi >xaHpy opTeniaHHOT COHATU) ....cceeeeeeeeeeeeennnn. 41
Kopa i KynbTypHO-icTOpWYHI Tpaamuii "nogBinHOro kogyBaHHS" y honbKiopi ......... 45

OcobnueocTi »kaHpOBOI NaniTpy Ta 3acobiB BUPA3HOCTI Y Cy4aCHUX
TBOpax Ans OyXOBUX iIHCTPYMEHTIB (Ha Npuknaai TBOPYOCTI
OHINPONETPOBCHKNX KOMMOBUTOPIB) ..vvvvvrrreeereeeereeeeeeeeeeeeeseeseensseeeeeeeeeeeeeeeeeeeees 50

The spirit of music in harmony of the world as the value of civilization
[Ayx My3uKy B rapMOHii CBITY SIK LIHHICTb LIMBINIBALUT] ....vvvveeeeeiiiiiiiiee e 54

Germany — Ukraine: socio-cultural approach to the environmental public
advertising [HimeyunHa — YkpaiHa: couiokynbTypHUI Nigxig A0 eKOnoriyHol

(oTo 1= T o oo [ o 1= T4 =1 1 | PSP 57
Theatrical enterprise as a phenomenon of the modern Belarusian art:

characteristics, origins, periods [TeaTpanbHa aHTpenpusa K saBuLLe
cy4acHoro 6inopycbkoro MMCTeLTBA: 03HAKW, BUTOKU, NEPIOAMN] ....ceveeeeeereennns 62

Bbanet "KHarnHa Onbra" ta chonbk-onepa "Konu uBiTe nanopoTb"
€. CtaHkoBMYa Ha cueHi [JHINponeTpoOBCLKOro akagemivyHoro teaTpy
LT3 (=T o) I p= T oT= T a1 Y PRSP 66

YKpaiHCbkuin amatopcbkuii Teatp CxigHoi ManuimHmn
KIHLUS XIX = MOUATKY XX CT. i e e 70

Ritual incentives for the formation of genre typologies (through the example
of K.Szymanowski’s etudes) [PuTyanbHi ctumynun doopmyBaHHS XaHpoBUX
Tunonorin (Ha npuknagi Emiogis K LUMMaHOBCHKOIO)] .....ccevvvveeeeiiiiiieeceee e 76

ABCTpaKTHa 3HaKOBICTb Y FEOMETPUYHIN OPHAMEHTUL YKPaiHCHKOI MUCaHKM ..... 80
Art as an idea [MUCTELTBO SK IEA] ....vvvurreeieeeiiiieiieieeeeeeeiiieieeeeeeeeeeeeeeeeeeeeeeeees 85
BukoHaBCLKMI Te3aypyc NiaHIiCTa: METOA @HAMIBY ...ooveeeeeeiiiiie e 89

The early Muzio Clementi’s sonatas: at the origins of London pianism [PaHHi
copTeniaHHi coHaTn M. KnemeHTi: 6ina BUTOKIB NOHAOHCLKOTO NiaHiamy] ....... 94

Cneuudika KOMNO3UTOPCLKOT iHTepnpeTauii y Tpunorii BokanbHMX
6anag Wan fei 3a moTnBamu npo3aivHnx TBopiB JIy CiHA ......cooeeeeeeeiiinnnnnnnn, 99



Kapnoe B. A.
Henucrok XK. 3.

Llles4yeHko J1. A.

Udpucoea M. A.

Kapacb A. B.

Kpyns I1. .

PoweHko E. T,

UNzeapuHa E. H.

Hoeukos 0. M.

AgoHuHa E. C.

pomyeHko B. B.

KabnoeaT. b.,
TumoweHko J1.

Hoeukoea E. H.,
lMpuweHko C. B.
Cmenbmax A. M.

TynsaHuyes A. A.

SAu . H.

Bosnikoea I'. B.

HAy6pueHa A. I.

HNeaHoeckasi H. B.

Ps6os U. C.

CmenanHoesa 0. 0.

Hao Xe

COAEP>XXAHUE

KynbTyponorus

YKpaunHckas UCTOPUOTPAdNS COLMOTOTUM MY3BES .....vveeeriieeeeiirieeeiireeeeaesieeeans 3
PenpeseHTaumsa nocTonbKiopa B UHTEPHET-NPOCTPaHCTBE:

K TUMOIMOTUM JKAHPOB ....eveeeeeeesiuereeereeeessaansaneeeneaaaesaaannnnseeeaesssansaannssseeeeessannnnsnns 9
KoHuenT "BeXnNUBOCTL" U MECTOMMEHHbIE (POPMbI OBpaLLeHns

kak ero BepbanbHas penpeseHTaums B MCMAHCKOM A3BIKE ..........cccceeerueeeennane 14
MckyccTBo KpbIMCKOro XaHCTBa B MOMMKE MHTEPBArbHOMO aHarmnm3a ................ 19

UckyccTBOBeaeHue

Oupwmkepcko-xopoBas Lwkona AnekcaHgpa Kowwua
KaK COLMOKYITBTYPHBIN BIEHOMEH ...ttt e e e s 23

MHHOBaLMOHHaa moaerns CoBpeMeHHOro npodeccnoHansHoro
MY3bIKAITbHOTO OBPABOBAHMST ...ttt e e e e 28

MeTogonornyeckme oCHOBbI NPOAYKTUBHOW Hay4YHOW LUKOMbI
IR N (o Fo T o= =T o o] o R 31

OuwecTBeHHasa aeatensHocTb MNeTpa Cokanbckoro
(k 185-neTuio co gHa poxgeHus n 130-NeTUo Co AHA CMEPTU) oooeneeeenennnnnnnee 37

dakTypHO-COCTaBHas opraHM3auns Kak JOMUHAHTHbLINA NPU3HaK
dopTenunaHHoro ctuns B. bubuka (Ha npumepe xaHpa dopTenuaHHon
COHATDBI) eieeeee e e e e e e e e e e e e e e e e e e e e e e e e e e e aaa s 41

Koa n KynbTypHO-UCTOpUYECKne Tpagmummn "gBONHOro kKogmposaHmns"
=30 00T 31143 o] o 45

Oco6eHHOCTU XaHPOBOWM NanUTPbl U CPEACTB Bblpa3MTENbHOCTU
B COBPEMEHHbIX NPon3BeaeHNs Ans AyX0BbIX MHCTPYMEHTOB
(Ha Nnpumepe TBOPYECTBA OHEMNPOMNETPOBCKUX KOMMO3UTOPOB) ......eeeeeneveeennne.. 50

[lyx My3bIK/ B rapMOHUN MUpa Kak LEHHOCTb
0= g1 = T PPN 54

MepmaHns — YkpanHa: COUMOKYNbTYPHbIN NOAX04, K 3KOMNOrmMyeckom
COLIMANBHOM PEKITAME ....uuueeeeeeeeeeeeuuissseeesatnnnaaseeaeeeeeessnnnnsseeaeessnnnaaaeaaaeeeennnns 57

TeaTpanbHasa aHTpenpuaa Kak sBrneHMe COBPEMEHHOro
©enopyccKoro NCKYCCTBa: NPU3HAKN, UCTOKU, MEPUOADI ....ueeeeeeeeeeeeeeennnnneeaaees 62

Banet "KnsaruHsa Onbra" u onek-onepa "Korga useteT nanopoTHUK"
E. CtaHkoBMYa Ha cLeHe [JHenponeTpoBCKOro akagemMm4eckoro teatpa

Lo la [T o Y oY= a1 = PSP 66
YKpanHCKuUIn amaTopckuin Teatp BocTouHomn MannymHbl

KOHLLA XIX — HAUYAMA XX B. cevuiiiiiiiieieiiiieee et e et e ettt e e et e e e et e e e s e e e eraanns 70
PutyanbHble cTUMYIbl (OOPMUPOBAHUS KaHPOBBLIX TUMONOMMiA

(Ha npumMepe ITI0A0B K. LUMMEHOBCKOTO) ...ttt e 76
A6cTpakTHas 3HaKOBOCTb B FEOMETPUYECKON OPHAMEHTUKE

YKPAUHCKOM MUCAHKM ....ceeeeieiiiiiiiieteeiteeteeasaeeeeeeeeeeeeeeeeeeeeeeeeeeeeaestesesesnneeeeeeeeeeees 80
VICKYCCTBO KK VLB ...ttt et s e 85
VICNONHUTENBCKMI TE3aypPyC MUAHUCTA: METOL, AHAMNMMNBA ...euveeeeeeeeeeeeeinneeenns 89

PaHHue cdopTennaHHble coHaTbl M. KnemeHTu: y MCTOKOB NTOHOOHCKOMO
=T 1 Y= 94

CneLuudrka KOMNO3UTOPCKON MHTEpNpeTaLun B TPUOrMK BOKabHbIX
6annag WaH [den no moTuBam nposanyeckmx npomdseaeHuit Jly CuHs .......... 99

107



Karpov V.
Denysyuk Zh.

Shevchenko L.

Idrisova M.

Karas H.

Krul P.
Roschenko O.

Izvarina O.

Novikov Yu.

Aphonina O.

Hromchenko V.

Kablova T.,
Timoshenko L.

Novikova O.,

Pryshchenko S.

Stelmakh A.

Tulyantsev A.

Yan I.

Volkova G.

Dubrivna A.
Ivanovska N.
Riabov I.
Stepanova O.
Tsao Khe

108

CONTENTS

Culturology
Ukrainian historiography of museum sociology .........ccooooeiiiiiii e 3
The representation of post-folklore in the internet space:
the typology Of GENMES ......ooiiiiiiiii e 9
The concept of politeness and the pronominal forms
of treatment as its verbal representation in Spanish .................cc 14
Art of the Crimean khanate in logic of the interval analysis ............ccccccccceeen. 19
Art Criticism
Oleksandr Koshytsya choral conducting school as a sociocultural
019 T=T T ] 4T o o o T 23
Innovation Model of Modern Vocational Music Education .............ccccccceeeeennn. 28
Methodological basis of the productive scientific school
Of IVan KOtYar@VSKY ........ooooviiiiiiiiiiiiiiiii et 31
Public activities of Petro Sokalskyi (to the 185th anniversary
of the birth and the 130th anniversary of the death) ....................... 37
The texture-composite organization as a dominant character of piano style
of V. Bibik (through the example of fortepiano sonata genre) ...........ccccccceeeee. 41

Code and cultural and historical tradition of "double coding"
LI (0] 4 o] Y PPN 45

Some features of genre palette and means of expression in the
contemporary compositions for wind instruments (through the example
of Dnepropetrovsk COMPOSErs’ WOIKS) .......uvuuuieeeeeeeieeeeiiiiseeeeeeeieeaneeeeeeeeeennns 50

The spirit of music in harmony of the world as the value
o) o7 V7111 { Lo o PP 54

Germany — Ukraine: socio-cultural approach to the
environmental public advertising ... 57

Theatrical enterprise as a phenomenon of the modern
Belarusian art: characteristics, origins, periods ..........ccooooiiiiiiiiiiiii e 62

Ballet "Princess Olga" and folk opera "While a fern is blooming"
E. Stankovich on stage of the Dnipropetrovsk academic theatre

of operaand ballet ... 66
Ukrainian amateur theatre of Eastern Galicia at the

end of XIX — the beginning of XX centuries ..........ccccc 70
Ritual incentives for the formation of genre typologies

through the example of K.Szymanowski’'s etudes) ...........ccccceeiii. 76
The abstract signs in geometric ornamentation of Ukrainian Pysanky ............. 80
N A= TSI o T [ S 85
Pianist performing thesaurus: the method of analysis ............ccccooiiiiiiiiiicennn. 89
The early Muzio Clementi’s sonatas: at the origins of London pianism ........... 94

Specific features of the composer’s interpretations in the trilogy
of Shan Dei’s vocal ballads after Lu Sin’s prose ........ccccccceeeiiii. 99



BMMOI'M OO NYBNIKALIA

3aranbHi NonoXeHHA

PepakuinHa konerig dhaxoBux BuaaHb HauioHanbHOT akagemil kepiBHUX KagpiB KynbTypu i MUCTELTB
(bani — akageMii) y cBoin pobOTi KEpYETbCA HOPMaMn 3aKOHOL4aBCTBA YKpaiHu y cdhepi OCBITH, HAYyKOBOI Ai-
ANbHOCTI Ta iHTENeKTyanbHOI BAaCHOCTI.

[o ny6nikauii B xxypHani npunmatoTbCa cTaTTi NpobnemMHoro, y3arasnbHIOKY0ro, METOAMYHOrO Xapak-
Tepy, AKi ABNSAI0Tb COBOK OpuriHanbHi HayKoBi OOCMIAXEHHS, WO paHile Hiae He APYKyBanuch.

CraTtTi npMnMarTbCs YKpPaiHCbKOK, POCINCLKOK abo aHrMincbLKOK MOBaMU.

O6oB’A3koBMMM eTanamu poboTu pegakuUinHOI Konerii 3 onpautoBaHHsa cTaTen nepeq nyoénikauieto €:

— nepesipka Ha npeameT AOTPUMAHHSA BUMOT A0 pedakuiniHOro oopMIeHHs 3rigHO 3 AepXaBHUMU
cTtangaptamu Ykpainm (OCTY 3008-95 "dokymMeHTauisa. 3BiTn y cdepi Hayku i TexHiku. CTpykTypa i npaBuna
ochopmnerHsa"; OCTY TOCT 7.1:2006 "bibniorpaciuHnin 3anuc. bibniorpadiyHuin onuc. 3aranbHi BUMoru ta
npaeuna cknaganHa"; FTOCT 7.9-95 (MCO 214-76) "Pedhepat u aHHoTauusa. O6wme tpebosaHua"; OCTY
3582-97 "Ckopo4deHHs cniB B yKkpalHCbKin MoBi y BibniorpadiyHomMy onuci. 3aranbHi BuMmorun Ta npasuna”;

— 3AiNCHEHHS peaKonerielo BHYTPILWHBOro Ta 30BHILLIHBOrO peLeH3yBaHHs ctaten (nn. 2.10, 2.11 Ha-
kasy MOH Ykpainu Big 17 xoBTHs 2012 poky Ne 1111 "lMpo 3aTtBepaxeHHs Mopsagky dpopmysaHHs MNepeniky
HaykoBuKX haxoBux BUAaHb YkpaiHu");

— nepesipka ctaten Ha nnariat (CtatTi 1, 5 3akoHy YkpaiHu "lNpo HayKoBY i HayKOBO-TEXHIYHY Ai-
anbHicTb"; CtaTTa 50 3akoHy YkpaiHu "Ipo aBTopchbke NpaBo i CymixHi npasa”; n. 16 "lMopsaky npucyaxeH-
Hs1 HAYKOBWX CTYMEHIB i MPUCBOEHHSA BYEHOrO 3BaHHA CTApLLUOro HayKoBOro CniBpobiTHMKA").

ETanu nigrotoBku Ao ApyKy

Mepenatoumn cTaTTioO 4O pedakuil, aBToOp rapaHTye HasiBHICTb Y HbOro aBTOPCLKUX MpaB Ha PYKOMUC i
0ae 3roay Ha nybnikavilo TEeKCTY Ta MeTagdaHux cTaTTi (BKNHOYaumM nNpissuLLe Ta iHiLianyu aBTopa, Micue noro
poboTH, eneKkTPOoHHY aapecy AN KopecnoHAeHLUIT) y APYKOBaHin Ta enekTPOHHI BEPCisX XypHarny, LWo ne-
penbadae 4OTpMMaHHA NONITUKN BIOKPUTOro AOCTYNY 3riaHO 3 ymoBamu niueHsii Attribution-NonCommercial-
ShareAlike 4.0 International (guB. cant http://nakkkim.edu.ua/nauka/93-vidannya-akademiji) — moxnueicTb
BINIbHO YMTaTU, 3aBaHTaXyBaTW, KOMilOBaTK Ta NOLLMPIOBATU 3MICT CTaTTi 3 HABYaNbHOK Ta HAyKOBOK METOH
i3 3a3Ha4YeHHSAM aBTOPCTBA.

1. CtatTi nogatoTbCA 40 BioAiny HayKoBOI Ta pedakuinHO-BUOABHMYOI QisNbHOCTI akagemii y poboui
OHi (3 noHeginka no yeTtsep 3 14.00 go 17.30) 3a agpecotro: HauioHanbHa akagaeMmisi KepiBHUX KaapiB
KynbTypu i MmucteyTs, Byn. JlaBpcbka, 9, kopnyc 11, 2-1 noBepx, kabiHeT 204, Ten. (044) 280-21-93,
e-mail: nauka@dakkkim.edu.ua.

2. CrartTi MaricTpaHTiB, acnipaHTiB, 3g00yBadviB (0cib, siki He MalTb HayKOBOro CTyneHs)
006OB’sAI3KOBO CYNPOBOAKYHOTLCA PeLeH3Ier i3 3a3Ha4YEHHAM HayKoOBOI HOBM3HW Ta akTyanbHOCTI ny6ni-
Kauil, nignucaHo AOKTOPOM YM KaHOMAATOM Hayk (daxiBuem 3a npodpinem). MNignuc peueHseHTa mae Bytn
3acBigyeHM neyaTko y kagpoBoMy Niaposaini.

3. [o Bigainy HaykoBOi Ta pefakuinHO-BMAaBHUYOI OisiNbHOCTI akageMmii NogaeTbCa naneposuii Npu-
MipHUK CTaTTi Ta Tl enekTpoHHa Bepcis. Ha KOXHi CTOpiHLi po3apyKiBK1 aBTOp NpoCcTaBnde CBil nignuc, a Ha
nepLUin CTOPiHUI Takox 3a3Hadae Aaty nogaHHs CTaTTi 4O APYKY.

4. CTaTtTq, y 9K BUABNEHO 3an0o3nYeHHs 3 MaTepianiB iHWKX aBTopiB 6€3 nocunaHHa Ha gkepeno,
He NoBepTaeTbCA Ha AooNpaLloBaHHA Ta He NybnikyeTbes, a il aBTop MoXe nogaTtn 4o peakonerii iHWun ma-
Tepian.

Y pasi NOBTOPHOro BUSIBMIEHHS 3ano3uvyeHb, pedakuis 3anuwae 3a coboto npaso He 6paTu y no-
AanbLioMy Ao ApYyKy MaTepiany 4aHoro aBTopa.

5. MpaBuna UMTyBaHHS:

- BCi UMTaTU MaroTb 3aKkiH4yBaTUCS NOCUMNAHHAMW Ha QxXepena;

- NOCUNaHHS Ha NigPYyYHUKM € HebaxaHuwm;

- NOCUIaHHA Ha BracHi nybnikavii gonyckaeTbecs nule B pasi HaranbHoi NoTpebu;

- BTOPVHHE LNTYBaHHSA He J03BOMNAETLCS;

- AIKWO B ornagi nitepatypu abo gani no TEKCTY Mae NocunaHHA Ha npissBuLLEe BYEHOro — 1oro ny6ni-
Kauis mae 6yTun B 3aranbHOMY CNUCKY niTepaTypu nicnsa cratTi.

6. 3a HaABHOCTI TPbOX i BifblUe rpamaTUYHUX MOMUIOK Ha CTOPIHLI, TEKCT 4O nybrnikauil He npuimMa-

€TbCS.
7. Pepkoneris opraHizoBye BHYTPpilLHE (060B’AI3k0BE) Ta 30BHILLHE (3a HEOOXIAHOCTI) peueH3yBaHHS
ctaten. Pepakuia iHpopmye aBTopa npo pesynbTaT po3rnagy, Hagcunayu MoMy ernekTPOHHOK MOLLUTO
BMCHOBOK.
AKWo aBTOp He 3rofeH i3 3ayBaeHHSIMW peLieH3eHTa, BiH Mae obrpyHTyBaTu Lue nucbmoBo. Peako-
neris 3anvwae 3a cobolo npaBo BIOXWNUTWU CTaTTO, AKWO aBTop Ge3niactaBHO 3anuwae 6e3 yearn noba-
)KaHHS peLeH3eHTa.
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CTpyKTtypa craTTi

1. lngekc YOK.

2. BipomocTi npo aBTOpa yKpaiHCbLKOI, POCIMCLKOKO Ta aHrMiNCbKOK MOBaMU, LLIO MICTATb Taki
AaHi (6e3 ckopo4eHb Ta abpesiaTyp): npisBuLLe, iM'9, N0 6aTbKOBI, HAYKOBUI CTYNiHb, BYEHE 3BaHHs, Nocaja
i3 3a3Ha4YeHHAM CTPYKTYPHOro Nigpo3ainy Ta Ha3Bu YCTaHOBM 3a OCHOBHUM Micuem poboTu aBTopa. Hanpuk-
nap: €cuneHko PomaH Mukonatiosu4d, QOKmMop icmopu4dyHUX Hayk, rpoghecop, npogecop Kaghedpu cycnirnb-
Hux Hayk HauioHanbHOI akademil kepigHUX Kadpig Kyribmypu i Mucmeums.

3. KoHTakTHa iHdbopmaLin: Homep TenedoHy, enekTpoHHa noLuTa.

4. HasBa cTaTTi yKpaiHCbKOIO, POCIMCHKOIO Ta aHrMiNCbKo MoBaMMu.

5. AHoTAaUii Ta KNOYOBI CroBa HaBOAATLCS TPbOMa MoBaMU (YKPaiHCbKOH, POCICHKOD, aHIIMCHKOH)

a) aHoTaLisl YKpaiHCbKOI MOBOI MiCTUTb "XapakTepUCTMKY OCHOBHOI Temu, Nnpobnemu, Metu craTTi
Ta ii pesynbtatn". CepegHin obcar aHoTauii — He 6inbwe 300 cniB (He Ginblwe 2300 ApykoBaHMX 3HaKiB 3
npoGinamu).

6) aHOTaUis POCINCLKOI MOBOK Ta aHrMiNCbKOK MOBOK € MepeknagoM yKpaiHOMOBHOIO BapiaHTy,
He Ginbwe 300 cniB (He Ginbwe 2300 gpyKoBaHUX 3HaKIB 3 Npobinamum).

B) aHoTaLig HaBOAUTLCA OAHUM ab3auoM, 3 BUPIBHIOBAHHAM MO LUMPUWHI; aHOTauis HagaeTbes 3ria-
HO 3 BMMOramMmm HaykomeTpuiHux 6a3 sk CTPyKTypoBaHUW pediepart, i NOBMHHA MICTUTK Taki BUAineHi ene-
MEHTU: MeTa po6OTHU, MEeTOAONOrisl, HAyKOBa HOBM3Ha, BUCHOBKMW.

"Micna KOXXHOT aHOTAaLlii HAaBOAATb KIMHOYOBI CNoOBa BiAMNOBIAHOK MOBO. Kno4YoBnM CnoBoM Ha3uBae-
TbCA CNOBO abo CTilKe CrOBOCMNONYYEHHS i3 TEKCTY aHoTaLil, sike 3 TOYKM 30py IHPOPMAaLINHOrO MOLLYKY He-
Cce CMUCNOBE HaBaHTaXeHHA. CYKYMHIiCTb KMOYOBMX ChiB (3aranbHOK KiMbKICTIO HE MEHLUO TPbOX i He
OinbLUOK OecATU) NOBUHHA BiAGMBATU NO3a KOHTEKCTOM OCHOBHUIM 3MIiCT HayKOBOI npatLli.

Knto4yosi cnosa nogatoTb y Ha3WBHOMY BiAMIHKY, OPYKYOTb B psgok, yepes komy" (loHomapeHko J1.
A. 5k niGeomyesamu i 3axucmumu ducepmaujito Ha 3006ymmsi Haykoeoao cmyrneHs.. MemoduyHi nopadu. —
K., 2010).

Hanpuknao:

AHTpoOnonoriyHa KOMNOHEeHTa NPUPOAU AepKaBu
B.B.Xwminb, T.B. Xminb

MeTa pob6oTu. [JocnigkeHHs NoB's3aHe 3 NoLyKoM HOBUX 3acoBiB Ta MeToAiB OBrpyHTYBaHHA €TUYHUX MO-
panbHMX HOPM SIK OCHOBM AN1si TPOMaAsHCbKOrO BTPYYaHHsSI B XUTTS gepxxasu. Kpmsa neBHUX couianbHUX
TEOopi Ta Moaenen Po3BUTKY CYCMINbCTB HE 3aBXAM BPaxOBYE MiCLie Ta poNb AEepXaBWu B coljianbHUX, Noni-
TUYHUX Ta AYXOBHUX nepeTBopeHb. MeTtomonoris focnigkeHHA nonsrae B 3aCTOCYyBaHHI KOMMapaTUBHOIO,
iCTOPMKO-NOrYHOro MeTofiB. 3asHavyeHUn MeTodOoNOrYHUA Niaxia LO3BONSE PO3KPUTU Ta nigaaTtv aHanisy
neBHi Mofeni CTOCOBHO aHTPOMOSOrNYHOI KOMMOHEHTU B COLianbHMX BiQHOCMHaX, LLO HadalTbCA MEBHUMMU
TMNamMn gepXKaBHUX YTBOPEHb 3 METOK 3HAWTU AWHAMIYHWUA NOrnsag Ha ManbyTHE MOOWHKU, HOBI BUMIpW 1T
camopeanisauii. HaykoBa HoBU3Ha poboTK nomnsrae B po3WMpeHHs ysBeHb Npo eBonoLito ceoboam nio-
OWHU B PI3HUX iICTOPUYHUX TUNax Aepxxas. [MOpiBHAMBbHUI aHani3 po3BUTKY AepXaB Ta Micud B HUX cBoboau
NIOOMHN Hafgae MOXNUMBICTb rMunbLle yCBIAOMUTM aHTPOMOMOriYHY AeTepMiHaHTy, sika NOCTYNoBO nignopsa-
koBye Ta 6epe nig CBill KOHTPONb AepXaBHi IHCTUTYLI, WO HeoOXigHI Ana rymaHisauji 30BHILWHIX yMOB OyTTS
NIOONHK, a TaKoX BUSIBUTU HanpsiMkn po3bynoBu AepxaBu Ta NPOCTip AN caMOoAisiNbHOCTI NIogUHN Sk "Big
yoro" Tak i "gnsa 4Yoro" HeobxigHa cBoboda ocobuctocTi. BucHoBkU. OcMUCNEHHS PO3BUTKY Napagurmarns-
HUX CUCTEM, LLO 3acCHOBaHi Ha MoparnbHi CKNafoBin Aep)KaBu Aae HOBY TOYKY Bigniky Ans pedopmartop-
CbKOI AiANbHOCTI, B HANPSAMKY 30MNMXEHHS AepXaBu 3 3aranbHONACLKUMN LiHHOCTaMU. [epxasa, po3byao-
BytOUM cebe Ha MoparnbHUX 3aranbHOMOACLKMX MPUHLMNAX MPOCYBAETbCS OO CBOrO CaMO3HULLEHHS, SIK
CUIOBOro nons Bnaaw.

Knio4yoBi cnoBa: napagurma aHTPOMOMOrYHOCTI, AepXaBa, rpoMagsiHCbKe CYCninbCTBO, €TuKa, Moparb,
noctnibepaniam.

6. BUMOrn oo oCHOBHOIrO TEKCTY:

— "noctaHoBka npobnemu y 3aranbHOMY BUMMSAAI Ta 1 38’A30K i3 BaXKNMBMMU HAyKOBUMW YM NPaKTNY-
HAMW 3aBAAHHSAMU;

— aHani3 ocTaHHixX gocnigxeHb i nybnikauin, B AKMX 3anovaTtkoBaHO pO3B’si3aHHA AaHoi npobnemu i
Ha SKi CNMpPaeTbCS aBTopP, BUAINEHHS HEBUPILLEHNX paHille YaCTuUH 3ararnbHoi npobnemu, KOTpUM NpuUcBAYy-
€TbCHA O3Ha4yeHa CcTaTTS;

— (bopmynioBaHHs Linen cTaTTi (MOCTaHOBKA 3aBAaHHS);

— BMKNag OCHOBHOro mMarepiany AOChiAXEeHHs1 3 MOBHUM OOr'pYHTYBaHHSIM OTPUMaHUX HayKoOBUX pe-
3ynbTaTiB;

— BMCHOBKM 3 LIbOro AOCHIAXXEHHS | NePCneKkTUBM NogarnbLlUmxX po3BigoK y AaHOMY Hanpsamky" (Butar 3
MocTtaHoswu Mpesuaii BAK Ykpainum Big 15.01.2003 p. Ne 7-05/1).

7. CTpYKTYypHi enemeHTV cTaTTi HeoOXigHO BUAINUTK 3 ab3auy HaniBXWpHUM WPUATOM, a caMme Tak:
AkTyanbHicTb Temu gocnimkeHHs. MeTta pocnigpkeHHs. Buknag ocHoBHoro martepiany. HaykoBa Ho-
BU3Ha. BucHoBku.
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HaBegeHi 6yab-ski cTaTUCTUYHI AaHi MaoTb ByTy NigKpinneHi nocunaHHAM Ha gxepena.

8. Cnucok BUKopucTaHUX mxepen odopMnoeTbes 3rigHo 3 Bumoramu ACTY FOCT 7.1:2006 Ta
OCTY 3582-97. [Ixepena HaBOAATLCS MOBOO opuriHany B andasiTHOMY NOpsakKy.

B cnncky mae Byt He MeHLe 7-8 nocunaHb Ha gxepena, 6axaHa HasiBHICTb iHO3EMHUX [AXepen;
PEKOMEHA0BAHO MOCUMAaHHS Ha iHO3EMHI XXypHanu 3 BUCOKUM iHAEKCOM BMNMBOBOCTI abo 6a3oBy MOHoOrpa-
dhito B AaHin ranyasi.

MpURHATI ckopoveHHs Ha3B MicT nybnikauii: Kuie — K., QHinponeTtposcbk — ., Xapkis — X., Ogeca —
0., OoHeubk — OH., MockBa — M., CaHkT-lMeTepbypr — CI6., JleHiHrpag — J1., MiHcbk — MH.

9. References (nitepartypa naTtuHuLE0) HABOAUTLCS NMOBHICTIO OKpeMMM Br10KOM, MOBTOPHOHOYM CNU-
COK niTepaTypu, HagaHWi HaLioHaNbHOK MOBOIO, HE3ANEXHO Big TOro, € B HbOMY IHO3EMHI Jkepena Ym He-
Mae. AKWOo B CMUCKY € NOCUNAHHA Ha iHO3eMHi nybnikauii, BOHW NOBHICTIO MOBTOPOKOTLCA Y CNUCKY, HaBee-
HOMY Y naTuHUL,.

Cnucok References opopmnioetbes 3rigHo ctaHgapty APA (American Psychological Association
(APA) Style). PekomeHOoBaHO KOPUCTYBaTUCL CUCTEMaMM aBTOMAaTUYHOI TpaHcniTepau,T:

- ANg TpaHcniTepauii yKpaiHCbKOro TeKCTy natuHuuelo cnig 3actocosyBaTtu octaHoBy KabiHeTy

MiHicTpiB Ykpainu Big 27 ciyHs 2010 p. Ne 55 (http://translit.kh.ua/#passport);
- ANgA TpaHcniTepauil poCIACbKOro TekCTy naTtuHuueto — cuctemy [depxaenaptameHty CLUA
(http://shub123.ucoz.ru/Sistema_transliterazii.html).

OcdbopmnTn uMTyBaHHA BignosigHO Ao cTunio APA MOXHa Ha canTi OHNaMHOBOrO aBTOMaTU4HOIO
hopMyBaHHS NocunaHb:

- Citation Machine (http://www.citationmachine.net/apa/cite-a-book)

- http://www.bibme.org/apa/book-citation/manual

3pa3ok geTanbHOro ohopMIIEHHSA TPaHCAITEPOBAHOMO NaTUHULIEKD CMUCKY BUKOPUCTAHUX OKepen
OVB. Ha canTi akagemir:
http://nakkkim.edu.ua/images/vidannya/%D0%9E %D1%84%D0%BE%D1%80%D0%BC%D0%BB%D0%B5
%D0%BD%D0%BD%D1%8F _References.pdf

TexHiuHe ochopmneHHsA

1. O6car — po 13 ctopiHok (20000 gpykoBaHKX 3HakiB 3 Npobinamm).

2. TekcTtoBuin npouecop Microsoft Word.

3. Wpudpt Times New Roman (Times New Roman Cyrillic), 14 kernb.

4. lNons: He MeHLe 2 ¢cMm.

5. MonyTopHWUIA MiXXpsaOKoBUiA iHTepBarn.

6. MocunanHs: [8, 25], oe 8 — NnopsAgKoBUA HOMepP Axepena y Cnucky, 25 — Homep cTopiHku. MNocu-
NaHH4A Ha Kinbka gxepen: [8, 25; 4, 67].

7. Nanku: "..."; NnoABIVHI Nankn gns 0OpPMIIEHHSA LUMTaTU B LUmTaTi: "«...»".

8. IntocTpauil nogaTbesa 3a KpanHbOK HEOOXIAHICTHO.

9. MpumiTkn odopmntoTbCs SIK BUHOCKU. 3acobu Microsoft Word He BuMKopuCTOBYOTbCA. 3HaK BU-
HOCKWM BUKOHYIOTb HaapsaKoBOK apabebkoo Lmdpoto 6e3nocepeHbo Micns TOro crosa, Yuicra, CMMBONY,
peyeHHs1, 40 SKOro AakTb MOACHEHHS. [pUMITKU pO3MILLYIOTLCS MNICAS OCHOBHOIO TEKCTY nepen CrvCKOM
BMKOPUCTAHWX OXKeper.

Mpuknaa: Y TekcrTi:
MeTa cTaTTi — NPOCTEXUTM B3aEMO3B’A30K MidK iffloCOGCBHKOK KaTeropieto Hiu.l,o1 Ta KOHLeNLjeto. ..
lMicns OCHOBHOrO TEKCTY nepen CMCKOM BUKOPUCTaHUX DKepen:
Mpumitkn:
' Hanucanhst Hilo 3 Benukoi niTepyn BUKOPUCTOBYETLCS Y TUX BUNagKax, Kofm MaeTbCs Ha yBasi Bia-
nosigHa cinocodceka kaTeropisi, NPy akUueHTyBaHHI 1T 3HavyLLOCTi Ta 3a BakaHHSM camoro aBTopa. Y HaBe-
AEHUX uMTaTax HanncaHHsA nogaHo 3 ypaxyBaHHAM aBTOPCLKOro NpaBonucy.
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BupaBHuuteo "MineHiym"

CgigouTBo Npo BHeCeHHs cyb'ekTa BUOaBHNYOI CripaBum
00 OepXXaBHOro peecTpy BMAAaBLIB, BUrOTIBHUKIB,
PO3MNOBCIOKYBaYiB BUAABHUYOT NPOAYKLUIT
[OK Ne 535 Big 19.07.2001 p.
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