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IBan KapaOuilb € OHUM 13 KJIACHKIB YKPATHCHKOI MY3UKU APYTOi MOJOBUHU
XX cromTTs. MacmitabHi MojI0THA MUTIIS, 30kpema «Can 00KEeCTBEHHUX TICEHBY,
«3aknuHaHHS BOTHIO», «KuiBchki Qpeckm», «MonutBa Karepunwm», yBidnum B
CKApOHUII0 Cy4yacHOi YKpaiHChbKOT My3ukH. He MeHIIOow MNOMmyssipHICTIO cepen
ClIyXauiB KOPUCTYIOTbCS IHCTPyYMEHTaJIbHI Ta KaMEpHO-BOKajJbHI TBOpHU
Komno3uTopa. BogHouac nanexo He yci xaHpu my3uku 1. Kapabuis nocmimkeni
OJIHAKOBO MOBHO 1 NUO0KO. 3Ha4YHY yBary HayKOBIII PUILISIOTh MOHYMEHTAJIbHUM
IHCTPYMEHTAJIbHUM Ta BOKaJbHO-IHCTpyMEHTalIbHUM KommosulisMm |. Kapabuis
(poboTH B. [paranuyk, JI. MenbHUK, [. IT’ aTHnpKOI-11030HAKOBOT,
L. ITsickoBcbkoro, JI. Ps3anneBoi, A. Tepemenko, C. TypheeBa, b. fHiok).
Oco0nMBoCTI CTHIIIO Kommo3utopa Oynu mpeametroM BuBueHHS O. beperosoi,
B. 3anepaupkoro, JI. Kusnoscrkoi, O. Konemtoka, O. MapkoBoi. 3Ha4HO MEHIIIE
JOCTIPKeHAa KaMepHO-BOKaJlbHA My3HMKa MUTI. BpaxoByiounm Toil ¢akr, 0o
BOKaJIbHI MiHiaTiopu . KapaOuiis € He MEHII penpe3eHTaTUBHUMU SIK ISl CaMOTO
KOMIIO3UTOPa, TaK 1 yKpPaiHChKOI MY3WKH JPYroi MOJOBUHU XX CTOJITTS, €
ocobnmBa notpeda OB ITMOO0KO 3aHYpUTHCS Y BoKanbH1 TBopH 1. KapaGuirs, siki
MOBHOIO MIPOIO PENPE3CHTYIOTh OaraTorpaHHy TBOPYICTh MUTIIS.

Sxmo akajgeMiyHa KaMepHO-BOKajbHa MY3MKa KOMIIO3UTOpa  BXKe
MOTpaIuIsjia B TOJIe 30py My3UKO3HABIIB (MoHOTpadis I'. €EpmakoBoi, nuceprartiiini
poootu O. I'amyzeBcwkoi, O. ['ypkoBoi), To ectpamui micHi 1. Kapabums i goci
3aJMINAIOThCSl 1032 YBAarow HAayKOBLIB. BHHATKOM € nuine MoHorpadivHe

nociipkeHHs: JI. KusHOBCBhKOi, B AKOMYy aBTOpKa IMOJA€ CBOi MIPKyBaHHS IOJ0
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OPUYMH 3BEPHEHHS MHTILS J0 >KaHpy ecTpagHoi micHl. HemocratHs yBara
MY3UKO3HABIIIB JI0 €CTPAHOI ITICEHHOT TBOPYOCTI KOMITO3UTOpa 3yMOBUJIa BUOIP TEMH
JMICEPTAIIfHOTO JTOCIT IPKEHHSL.

HaykoBuM 3aBpaHHSIM AucepTallii € XapaKTepucCTHKa IMICEHHOTO TOpOOKY
[. Kapabuiist B KOHTEKCT1 PO3BUTKY YKPAiHChKO1 BOKAJIbHOI €CTPAIH.

B ictopiorpadiuniii yacTuHi poOOTH, IPUCBIUEHIN aHANI3y HAYKOBUX IpPallb
3 MUTaHb BHUBYEHHS KaMepHO-BOKaJbHOI My3uku [. Kapabuils, 3a3HaueHo, wmio
NEPIIOD BAaroMol poOOTOI0, B SKIA 3AIMCHEHO XapaKTepUCTUKY KaMepHO-
BOKAJIbHUX TBOPIB KOMIIO3UTOPA, y TOMY YMCII ¥ MICEHHHMX, CTajla JUCEpTalis
O. I'any3zeBcbkoi «Jlianmor cioBa 1 My3uku y cmiBTBopYocTi IBana KapaOuis Tta
Bopuca Omniinukay (2006), ne Hero Oyi10 po3riasiHYTO KaMepHO-BOKaIbHI ki «Ha
Oepe3i BIUHOCTI» 1 «MaTtw» Ta HU3KY IMO3AIMKIOBHX IiceHb. | xo4a y poboTi
O. l'anmy3eBcbKoOi BIJICYTHINM aHaii3 €CTPAIHUX MICEHb KOMIIO3UTOPA, JOCIIIHHUIISA
3a3Hayae, M0 y KaMepHO-BOKaidbHUX TBOpax . KapaOuip Hepiako BUKOPUCTOBYE
CTWJII JIKA30BOi Ta €CTPagHOI MY3WKH, a B IIJIOMY TBOPYICTh YKPaiHCHKHUX
KOMIIO3UTOPIB Jpyroi MOJIOBUHU XX CTOJITTS BIA3HAYAETHCA AKTUBHOIO
B3AaEMOJIIEI0 aKaJEeMIYHMX 1 TMOMYJSIPHUX MY3WYHHMX >KaHpiB. Y aucepTarii
O. I'ypxoBoi «TBopuicTs I. Kapabuiis B KOHTEKCTI )KaHPOBO-CTHIIBOBHX TEHCHITIN
B YKpaiHCBhKi My3HIll OcTaHHbOI TpeTMHH XX cTomiTTs» (2016) merambHO
aHamizyrotecs 1ukiau 1. Kapabunis «Tpu micHi Ha HapojHl TEKCTH», «Matmy,
«IToBicti» Ta «II’sTh micens Ha Bipuil P. Taropa». Cepen 4ncIeHHUX CTUIBOBHX
OPIEHTUPIB KaMEPHO-BOKAJbHUX IHKJIIB KOMIIO3UTOpPA MJOCHIIHMIS BUIUIAE 1
mxazoBy mys3uky. JI. KusHoBceka y monorpadii «Can micens IBana KapaOuiis»
(2017) Bka3zye Ha TPUYMHU 3BEPHEHHS KOMIIO3UTOpA JO E€CTPaIHO-TIICEHHOTO
xaHpy. Cepen HUX FOJIOBHUMH, Ha 1i yMKY, € BUpaxeHHs mt000B1 [. Kapabuiis no
VYkpainu uepe3 3BepTaHHS OO0 HANOUIBII 3HAKOBOTO ISl YKPATHCHKOI KyJIbTYpH
KaHpPy MICHI; TKIHHS KOMIIO3UTOpA O PIBHOBAarM Ta «30JI0TOI CEPENUHN», NIe
BUSIBOM PI3HHUX IOJIFOCIB HOro amMOiBEpTHOI HATypHW CTaB OJHAKOBHM 1HTEpEC /0
MOHYMEHTQJIbHUX 1HCTPYMEHTAJbHUX 1 BOKAJIbHO-CUM(OHIYHMUX TBOPIB Ta

€CTpaHuX IICEeHb; €CTPaJHI MICHI OYJIM CBOEPIIHOIO PEAKIIEI0 MUTIIS HA 3allUTH
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ChOTOZIeHHS. TaKMM YMHOM KOHCTaTy€EMO, 10 B YKPaiHCbKOMY HAYKOBOMY JIUCKYpPCI
KaMepHO-BOKaJbHA Ta akajJieMiyHa miceHHa TBopyicTh I. KapaOulis Bxke Mae Bi1acHy
JOCIITHUIIBKY TPAAWIII0, €CTPaJHl X IMICHI MHTIS JIUIIE ChOTOAHI MOYMHAIOTH
OCMUCIIIOBATHCS HAYKOBISIMU.

[IpoayKTUBHUM [JI XapaKTEPUCTHKW TICEHHOTO J>KaHPy y TBOPYOCTI
I. Kapabwuiis craB aHami3 eCTpagHuX MiceHb KOMITO3UTOPA 5K 3 MO3UIIIN aKaaeMizarii
MY3UYHOI €CTpajy, TaK 1 3 MO3MIIN XapaKTePUCTUKH TBOPYOI 1HIUBITYaTBHOCTI
MUTLIS, KU MaB aMOiBepTHY HaTypy (3a JI. KusiHoBchK010). SIK 0/1HA 3 0COOMCTICHUX
JETEPMIHAHT TBOpYOi 1HaUBITyanbHOCTI I. Kapaburis, amOiBEpHICTh XapaKTepU3ye i
HOTO ecTpaJHO-IICeHHY TBOPUYICTh. MM BH3HA4aeMO aMOIBEPTHICTH SIK OCOOJIUBY
SKICTh €CTPQJHUX IMCEHb KOMIIO3UTOpa, M0 Tepembadae iX OJHOYACHY
CIIPSIMOBAHICTh 1 Ha IIMPOKY ayJUTOPIIO («MacoBa My3WKay), 1 Ha MpodecioHaiB-
3HaBINB («eiTapHa My3WKa»). AMOIBEpPTHICTh, 3aKJiaJieHa y MICEHHUX TBOpax Ha
IHTOHAI[IITHO-CTUILOBOMY Ta MY3HUYHO-APaMaTypriyHOMY pIBHSX, YHAOUHIOETHCS B
MY3UYHO-BUKOHABCHKIN MpakTuill — micHi I. Kapabuiist oqHakoBO opraHigyHO 3By4YaTh
Ha aKaJeMIYHIN CIIeHI 1 Ha ecTpaji.

Kareropis amOiBepTHOCTI K 0a3oBa Il €CTPaJHO-IIICEHHOTO JIOPOOKY
I. Kapabumst mepenbadae eKCKypc B ICTOpPiIO YKPAiHCBKOI €CTPaJHOI MICHI Ta
MY3UYHOTO €CTpaio3HaBCTBA. bazoBUMU 1Ji XapaKTEPUCTUKU MICEHHOTO JTOPOOKY
I. Kapabuis crany HampairoBaHHS MNPEJACTaBHUKIB YKpaiHCBKOi €CTpajoyiorii, B
HEHTPl yBaru SIKUX 3HaXOAWTbcA TiceHHWM »xaHp (mpaui O. boiika, 1. BaBmiko,
M. lpyxunens, O. Kony6aeBa, O. Mo3srosoi, M. Mo3srosoro, B. OBcsHHIKOBa,
T. Pa0Oyxu, O. CanoxHik, B. Topmaxosoi, O. [lleBuenko, I. [1Inyp). 3a3HaueHo, 1o
nmiceHHa TBopuicTh [. KapaOums B po3Bigkax yKpalHCBKUX €CTPaJ03HABIIIB
IPaKTUYHO HE BHUCBITJIEHA TMOMPH 3HAYUMICTh €CTPATHO-NICEHHOrO JI0POOKY
KOMIIO3UTOpa JJIi PO3BUTKY YKPAiHCBKOI MOIYJSIpHOI My3uWKH. B pobotax
HAYKOBIIIB, 110 BUBYAIOTH €CTPAIHY IMICHIO, JUIS IHOTO JOCHIKEHHS 3HAYUMUMU €
po3poOKku 0a30BUX TOHATH, CEpell SAKUX JUIs BUBYEHHS IICEHHOI TBOPYOCTI
I. Kapabuiist ocoObnuBoro 3HaueHHs Ha0yBarOTh IUISTEp Ta aKaJeMi3allis ecTpagHol

MY3HUKH.



[nsirep sik siBUILE MOMYJSPHOI My3UKU aKTUBHO BHBYABCS PAJSTHCHKUMH Ta
POCIMCBKUMU JOCIT THUKaMHU (K. Axorsis, H. Kopuxaioga, B. Cupos,
T.Yepennuuenko Ta 1H.), B YKpaiHChKIdH Haymi mpoOneMaTvka MUIArepy
BUCBIT/IIOBaJIacs y aucepraiiisix M. Mosrosoro T1a I. [llnyp. M. Mo3roBuii Bu3Ha4ae
HUsirep SK TBIp, M0 XapakTepPU3YEThCS CTAHAAPTHICTIO TEMAaTWKA Ta OOpa3Ho-
JICKCHYHOIO CTEPEOTHITHICTIO, TPOCTOTOK TEKCTy W JAIMIJapHICTIO CIOKETY 3
OJIHOYACHOIO BHUPA3HICTIO PUTMIKM Ta OPUTIHAIBHICTIO OCHOBHOTIO 00pa3y.
AHanizytoun yKpaiHChKy miceHHY ectpany 1970-1980-x pokiB, 1OCTITHUK TOBOPUTH
PO NUIATEPU3ALIII0 YKPATHCHKOI €CTpaau B 1€l Mepiol, MpOTe MPHU aHaIi31 MCEeHb BiH
aKIEHTY€E yBary He Ha CTEPEOTUITHOCTI YKPATHChKHX IIUISATEPIB, @ HA IX OPUTTHATBHOCTI,
0CcOOJIMBO HAroJIOUIYIOYM Ha 3B’S3Ky MiCEHb 3 (DOJBKIOPHOIO TPAIUIIIEI0 Ta
NOMYJIIPHUMH CTWIISIMU 3axiaHO1 My3ukH. |. IIIHyp cTBOproe KOHLIEMNIIi0 NUIsirepy Ha
Mmarepiajgax eCTpaJHUX IMICEHb MOCTPAASHCBKOTO TMEpiofy Ta  MiJKPECITIOE
napajioKcalibHe TOEIHAHHA B HbOMY CTaHAAPTU30BAHOTO M YHIKAJIFHOTO MY3WYHOTO
KOMITOHEHTIB; 0a30BUMH €JIeMEHTaMU KOMEPIIIHOTO NUIArepy € XyK, MeM 1 Bipyc. |
SKILO BU3HAYEHI JOCIIIHULICIO TTApaMETPU LUBITepY XapaKTEepHl Uil MY3UKH KIHIIS
XX — nouyatky XXI cTomiTTs 1 € 1M03a XpOHOJIOTTYHUMH MEKaMHU €CTPaIHO1 MICEHHO1
tBOopuocTi I. Kapabuisg, To MiIKOM NPOAYKTUBHUM € 1i PO3YMIHHS HUISATEpy SK
MICEHHOTO TBOPY, B SIKOMY OpPTraHIYHO TOEIHYETbCS THIOBE W yHiKambHE. Tomy
BBAKAEMO JIOLJIBHUM 3IMCHIOBATH XAPAKTEPUCTHKY ITICEHb KOMIIO3UTOpa Kpi3b
npusMy Kateropii nusirepy. LLnsrep crae oganm 3 6a30BUX MOHATH MPU AOCIIKEHHI
ectpaaHoi miceHHoi TBopyocti I. Kapabums mie # ToMmy, IO TO€IHAHHS
CTaH/IAPTU30BAHOTO Ta YHIKAJIBHOTO Yy MICHI-IUISTEpl TakoX € (OpMOIO BHSIBY
amOiBepTHOCTI. BiAMITUMO, 110 HE yCi TBOPU KOMITO3MUTOpA MOXKHA BH3HAYHUTHU SIK
NUIATEpU, OJTHAK HAMOLIBII 3HAH1 ITICHT MUTIIS, TaKi sIK « baTbKiBChKMIA TOPIry», « {HINpa
xuBa Boja» («/IHemnpoBckas Bona»), «Manonna Ykpainay, «Miii Kuesey, «Mos 3emis
— Mos J1t000BY, «IlicHs Ha 10Opo» Ta 1H. OyJH y CBiii Yac HaI3BUYANHO MOMYJISIPHUMU,
10 3aCBIAYMIM iX YMCICHHI JPYKU Yy MICEHHUKaX Ta MY3MYHUX JOJaTKaxX razer 1
xypHaiiB 1970-1980-x pokiB. Takox 111 TBOpH i J0C1 € B penepryapl YKpaiHChKUX

€CTpaJHMX BUKOHABIIIB.



B3aemoBruMBu akajemiuHOi Ta ecTpagHoi My3ukH y XX  CTOJITTI
aKTyalli3yBaju JOCIIKEHHS, B LIEHTP1 YBaru SIKUX € BUBUCHHS MEXaHI3MIB ix
B3aeMoii. OgHuM 3 0a30BUX MOHSTH Y IIMX POOOTAX CTa€ akaaeMisailis eCTpagHoi
My3uKd. B cydacHii yKpaiHChKIM Haylll Ii THUTaHHS CTaBalld MPEIMETOM
nocmimxkenus 1. bobynma, JIi Ilyait, B.Jleeko Tta O. SIkoBneBa, omHAaK Ha
CHOTOJHIIIHINA J€Hb HEMa€ OJHO3HAYHOCTI TPaKTyBaHHSA LbOTO TMOHATTI. B
KOHTEKCTI HAIIOTO JOCHI/DKEHHS TPOAYKTUBHHM € BBEIEHHS TOHSTTA
«aKa/JieMi30BaHa €CTpaja», SKE BIANOBIIAE COLIOKYJIBTYPHUM YMOBaM, B SIKHX
cTtBoproBanucsa ectpanaui micHi . Kapabumsg. B 1970-1980-x pokax B yMmoBax
3aKpPUTOTO TOTAIITAPHOTO CYCIIJIBCTBA aKaJeMidyHa W ecTpajHa My3WKa HE Majd
3MOTH BUIBHO PO3BUBATUCS, OCKIJIBKU OYJIHM 3a00pOHEH1 SIK aKaJieMIuYHUIN aBaHTap,
TaK 1 aKTyajdbHI CTWJl CBITOBOI MOMYJSPHOI MY3UKH. TBOpUI MONIYKH HU3KH
paisSHCHKUX MUTIIB, SIKi, BIIMOBIAHO AyXY Yacy, OpI€EHTYBAJIUCS HA MOCTMOJIEPHUIA
CUHTE3, HIIUIM Y TJIOLIMHI MOEIHAHHS TPAAUIIN akaJeMIYHO1 BOKAJIbHOT IIKOJIU Ta
€CTpaaHOi MICEHHOI TBOPYOCTI, YacTO 3 OIOPOI Ha HAIIOHATBHUN (POJIBKIOP.
Pansncpka Biaga 3aoxodyBajia aKaJeMIYHMX KOMIIO3UTOPIB 10 HANHCAHHA
€CTpagHOi MY3UKH: €CTpajHl IMICEeHHI TBOPUM JMIIE 3a YMOB HAasBHOCTI
KOMIIO3UTOPCHKOTO JAMIUIOMY B iX aBTOpPIB OTPUMYBaJlM JO3BUI Ha MyOJidyHe
BukoHaHH:. Came Tomy ectpaany My3uky B CPCP 3 1950-x 1o 1980-x pokiB nucanu
KOMIIO3UTOPH 3 KOHCEPBAaTOPCHKOIO OCBITOIO, 30aradyroud ii 3100yTKamu
aKaJieMI4HOT TBOPYOCTI, a aKaJieMi30BaHa ecTpaja 6arato B yomy OyJja CriopiiHeHa
3 aKaJIEeMiYHOIO MY3HUKOIO HEaBaHTapTHOTO CIIPSMYBaHHS.

[Ticenna tBOpuicTh 1. Kapabuiis, sika oxortoe 1970—1980-1i pokwu, 1ijaKOM
BIJIIOBIJIa€ 3acajaM akKajaeMi3oBaHOi ecTpamu, KyiabTuBoBaHoi B CPCP.
BpaxoBytoun Te, 110 KOMIIO3UTOP HE HAJISKaB 10 KIACHYHUX aBAHTAPAMCTIB, IJIS
HBOTO aKaJeMi30BaHa €CTpaJHa My3WKa CTaja OJHIEI 3 (opM MOCTMOAEPHOTO
MUCTEIBKOT0 CuHTE3y. B ecTpagHo-micenniit TBopuocti I. Kapabuiist BusBieno taki
pHcCH, IO CIIOPITHIOKOTH 11 3 aKaIEeMIYHUM MUCTEITBOM: 1) Opi€HTAallis B €CTPagHUX
MICHSX HA aKaJIeMIYHUI THUIT BOKAJTy; 2) TSDKIHHA B MICEHHUX TBOpaX 10 HACKPI3HOI

apaMatyprii npu 30epexkeHHI O0a3uCHOI KyIUIeTHOiI (3 mpucmiBoMm) (opmu;
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3) neranizoBaHuii hOpTEMIaHHUIN CYIIPOBIJ 3 €JIeMEHTaMH MOMiOHIYHOI (aKTypH,
0 HaOJIWXKae ecCTpajHi IICHI J0 KIACMYHUX COJIOCHIBIB, a00 BHIIyKaHa
IHCTPYMEHTOBKa B iX OpPKECTpOBUX Bepciix. B ecTpamHux miceHHHMX TBOpax
I. KapaOuust pucu akaaeMi3My € SICKpaBO BUPKEHHMHM, a €CTpaJiHa CKJIa/J0Ba
peani3yeThcs mepeayciM depe3 3BEpHEHHS A0 1HTOHAIIWHOTO (OHAY TOTOYACHOI
IIOIYJIAPHOI MY3UKHU.

AHai3 ectpagHoTo MiceHHoro AopooOKy I. Kapabuiisg nmokasas, 1o B3aeMo/Iis
€CTpaZHOl Ta akKaJeMIYHOl CKIAJOBUX BIJOYBAEThCS SK HAa 1HTOHAIIIHO-
CTUJILOBOMY, TaK 1 My3UYHO-JIpaMaTypriuHOMYy piBHSAX. AMOIBEPTHICTb B IICEHHUX
TBOpax, BU3HAUEHA KOMIIO3UTOPOM SIK €CTPaTHUX, MPE/ICTABIIEHA PI3HOK MIPOIO.
«Yucra» amMOiBepTHICTh mepeadavae MPOMOpLIdHE CHIBBIAHOLWICHHS Yy TMiCHI
aKaJIeMIYHUX Ta eCTpagHux puc. [lo Takux TBOPIB MU BIIHOCHMO ITicHI «/le BiTep
3eMJII0 TOIyOuThY, «J{HEeTpoBCcKas BoAa», «3a PiKOI TUIbKH BUILIHIY, «Matu Haia
— cuBasg ropiHisy, «Mos 3emsst — Mos J000B», «S ceprem 3 KueBomy.
AMOIBEpPTHICTh SIK OCOOJMBA SIKICTh IMICEHHUX TBOPIB BIIKPUBAE MOXKIJIMBICTH iX
YCHIIIHOTO BUKOHAHHS SIK Ha aKaJIeMI14HIi, TaK 1 eCTpaaHii cueHi. JKio amOiBepTHI
pUCH MICEHHOTO TBOPY NPEACTaBIICHI HE IMOBHOIO MIPOIO, TO B KYJIbTYpPHO-
MUCTEILKOMY MPOCTOpP1 BiH (PYHKIIIOHYE sIK akaaeMiuHui («f0myka nocminmy) abo
ectpanuuii («IlicHs HA TOOPO»).

Crporonni ectpaani micHi 1. Kapabuns, mo Oynau y cBii yac Haa3BUYalHO
MOMYJISIPHUMH, HEYACcTO 3By4aThb Ha KoHieprax. Cepen HAWOUIBIT 3HAKOBUX
MHUCTELIBKUX aKIllid, Je ciayXadl MOTJIM O3HAWOMUTHUCS 3 MICEHHUM JOPOOKOM
KOMITO3UTOpa, CTaB KOHIEPT «MaaoHHa VYkpaiHa», TpuCBIueHUN 70-piuHOMY
IOBLJICI0 KOMIIO3UTOPA, 1110 BiOyBcs 5 BepecHsa 2015 poky B HarionansHoMy manari
MUCTENTB «YKpainay. ¥ cynpoBoji JlepkaBHOro ecTpaiHO-CUM(OHIYHOTO OPKECTPY
VYkpainu nig opyaoro K. Kapaburis mpo3Bydanu HaiO1LIbII TOMYIISIPHI €CTPaIHI MiCHI
[. KapaOuris y BUKOHaHH1 KJIAaCHKIB YKpaiHChKOi ecTpaau [Bo bobyna, Okcanu binosip
Ta TPEACTABHUKIB PpI3HUX TMOKOJIHb €CTpaJHUX BHKOHaBIIB — OJekcaHapa
[TonomaproBa, Biktopa IlaBnika, Cepris badkina, Jxamanu, Mapii Bypmaku, Minu

Hitiu, 3natu OrHeBuu Ta Oarathox IHIIKWX. BHUKOHaBChbKa iHTEpIpeTallis MiCeHb
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I. Kapabuis Ha koHuepti «MajgoHHa YkpaiHa» B IUJIOMY BIJTOBiJaga TPaJULISIM
akaseMizoBaHoi ectpaau 1950-1980-x pokiB, BUHATKOM CTaj0 BUKOHAHHS TBOPIB
«Matn Hama — cuBas ropiauis» Ta «Komu momuHyTh OpUTaHTHHM» CIIBAa4KOIO
Jl>xamaroro, sika 3aBISKMA JI0JaBaHHIO B aBTOpChbKUiM TekcT |. KapaOuusa mxazoBoro
KOMIIOHEHTY CTBOpUJIA iX OpUTiHAIBbHI BUKOHABCHKI BEPCIi.

Ha xonnepti Ha yects 75-pivus 1. KapaOurs, mo BiaOyBcs B HamionansHii
CIIUIII KOMITO3UTOpiB YKpaiHi 4 6epe3ns 2020 poky, npo3Bydaia HU3Ka €CTpagHUX
MiCeHb KOMIIO3UTOpPAa B aKaJeMIiYHIid Bepcii, 1€ BHUKOHABII MPUTPUMYBAIHUCS
aBTOPCHKOTO TEKCTY, MPEJCTaBICHOrO0 B JIPYKOBAaHUX BUIAHHSX MICEHHUX TBOPIB
I. KapaOumsi. AxageMiyHe BHKOHAHHS €CTPaJHUX MICEHb KOMIIO3UTOpPA CYTTEBO
3MIHMJIO 1X 3BYYaHHSA Ta HAOJIM3WIO N0 KJIACHMYHUX COJIOCHIBIB, yBUPa3HHUBIIU
aKajJeMiyHe MiArpyHTs ecTpagHoi my3uku I. KapaOuis.

AHami3 axkaJeMIYHUX Ta eCTPaJHUX IHTepIpeTaliil ecTpagHUX MiCEeHb
I. Kapabuist pi3HUX pOKIB TIOKa3aB, IO Yy BUKOHABCBHKIM TPAKTHUI[l MOMKJIHMBI
BUJIO3MIHM aBTOPCHKOTO TeKcTy. TpaHcdopmaliii MOXYTh 3a3HATU MEJIOAMYHA,
pUTMIiYHA, TEMIIOBA, ApaMaTypridyHa CKJIaJ0Bl1 MICEHHOTO TBOPY, @ TaKOX MOro
BOKQJIbHUN Ta 3arajibHUil cayHa. 3MIHM B MY3MYHOMY TEKCTI IICHI MOB’s3aH1 31
cnenuQpiko e€cTpajHOr0 BUKOHABCTBA, /1€ HA MEPIIOMY IUIaHI 3HAXOAUTHCA HE
KOMIIO3UTOP, a apTUCT-IHTEPIIPETATOP.

Cepen nepcreKkTUB IOCTIIKEHHS — po3po0Ka TEOPETUYHUX 3acal B3a€MOii
aKaJeMIuHOl Ta eCTpaJHOI MY3UKH, BHSIBJICHHA aMOIBEpPTHUX PHUC YKPATHCHKOT
akagemizoBaHoi ectpaau 1950-1980-x pokiB, XapaKTEpPUCTHKA TBOPUYOCTI
YKpaiHChKHMX aKaJIeMIYHUX KOMIIO3UTOPIB, 110 MPAIFOBAJIM B )KaHP1 €CTPaAHOI ICHI,
BU3HAYEHHS CTWJIbOBUX JAeTepMiHaHT My3uku [. KapaOurs, 6a3yrounch Ha #oro
aKaJIEeMIYHOMY Ta €CTPaJHOMY MY3UYHOMY JOPOOKY.

Knrouoei cnosa: TBopuicts IBana Kapabuiis, miceHHUM kaHp, eCTpaiHa MiCHS,
yKpalHChKa ecTpaja, aMOIBEpTHICTb, aKaJaeMizallisl eCTpajHOl MY3HUKH, MICEHHUN
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Ivan Karabyts is one of the classics of Ukrainian music of the second half of
the 20th century. Large-scale canvases of the master, in particular, «The Garden of
Divine Songs», «The Spell of Fire», «Kyiv Frescoes», «Catherine’s Prayer», entered
the treasury of modern Ukrainian music. Instrumental and chamber vocal works of
the composer are no less popular with listeners. At the same time, not all genres of
I. Karabyts’ music have been studied equally fully and deeply. Scientists pay
considerable attention to the monumental instrumental and vocal and instrumental
compositions of I. Karabyts (works by V. Drahanchuk, L. Melnyk, I. Piatnytska-
Pozdniakova, 1. Piaskovskyi, L. Riazantseva, A. Tereshchenko, S. Turneiev,
B. Yaniuk). The features of the composer’s style were the subject of study by
O. Berehova, V. Zaderatskyi, L.Kyianovska, O. Kopeliuk, O.Markova. The
chamber vocal music of the master has been studied much less. Considering the fact
that I. Karabyts’ vocal miniatures are no less representative both for the composer
himself and for Ukrainian music of the second half of the 20th century, there is a
special need to immerse oneself more deeply in I. Karabyts’ vocal works, which
fully represent the multifaceted work of the master.

If the academic chamber vocal music of the composer has already come to the
attention of musicologists (monograph by H. Yermakova, dissertations by
O. Haluzevska, O. Hurkova), the pop songs of I. Karabyts still remain unnoticed by
researchers. The only exception is the monographic study of L. Kyianovska, in
which the author gives his thoughts on the reasons for the master’s turning to the
genre of pop songs. Insufficient attention of musicologists to the composer’s pop

song creativity determined the choice of the topic of the dissertation research.



The scientific task of the dissertation is to characterize the song heritage by
I. Karabyts in the context of the development of the Ukrainian vocal variety art.

In the historiographic part of the dissertation devoted to the analysis of
scientific works on the study of chamber vocal music by 1. Karabyts, it is noted that
the first significant work in which the characterization of the chamber vocal works
of the composer, including songs, was O. Haluzevska’s dissertation «Dialogue
words and music in the co-creation of Ivan Karabyts and Borys Oliynyk» (2006),
where she examined the chamber vocal cycles «On the shore of eternity» and
«Mother» and a number of off-cycle songs. And although in the work of
O. Haluzevska there is no analysis of the composer’s pop songs, the researcher notes
that [. Karabyts often uses styles of jazz and pop music in chamber vocal works, and
in general, the work of Ukrainian composers of the second half of the 20th century
is marked by an active interaction of academic and popular genres. The dissertation
of O. Hurkova «Creativity by 1. Karabyts in the context of genre and style trends in
Ukrainian music of the last third of the 20th century» (2016) analyzes in detail the
cycles of 1. Karabyts «Three songs on folk texts», «Mother», «Stories» and «Five
songs on the verses of R. Tagore». Among the numerous stylistic guidelines of the
composer’s chamber vocal cycles, the researcher also singles out jazz music.
L. Kyianovska in the monograph «The Garden of Songs of Ivan Karabyts» (2017)
indicates the reasons for the composer’s appeal to the pop song genre. Among them,
the main ones, in her opinion, are the expression of I. Karabyts’ love for Ukraine
through an appeal to the genre of song that is most significant for Ukrainian culture;
the composer’s gravitation towards balance and the «golden meany, where the same
interest in monumental instrumental and vocal symphonic works and pop songs
became a manifestation of the different poles of his ambivert nature; pop songs were
a kind of artist’s reaction to the demands of the present. Thus, we state that in the
Ukrainian scientific discourse the chamber vocal and academic song creativity of
I. Karabyts already has its own research tradition, however, the master’s pop songs

are only today beginning to be comprehended by scientists.



An analysis of the composer’s pop songs both from the standpoint of
academization of the musical variety art and from the standpoint of characterizing
the creative personality of an master who had an ambiverted nature (according to
L. Kyianovska) became productive for characterizing the song genre in I. Karabyts’s
work. As one of the personal determinants of the creative individuality of
I. Karabyts, ambivertism characterizes his pop song creativity. We define
ambivertism as a special quality of the compose’s pop songs, which presupposes
their simultaneous focus both on a wide audience («mass music») and on
professional connoisseurs («elite music»). The ambivertism inherent in the songs on
the intonational-stylistic and musical-dramatic levels becomes obvious in the
musical performance practice: the songs by I. Karabyts sound equally organically
on the academic and pop stage.

The category of ambivertism as a basic one for the pop song heritage of
I. Karabyts provides an excursion into the history of Ukrainian pop song and musical
variety studies. The basis for the characterization of the song heritage of I. Karabyts
was the developments of representatives of Ukrainian variety studies, whose focus
is on the song genre (the works of O.Boyko, I. Vavshko, M. Druzhynets,
O. Kolubaiev, O.Mozhova, M. Mozhovyi, V. Ovsiannikov, T. Riabukha,
O. Sapozhnik, V. Tormakhova, O. Shevchenko, I. Shnur). It is noted that the song
creativity by I. Karabyts is practically not covered in the works of Ukrainian pop
experts, despite the importance of the composer’s pop song heritage for the
development of Ukrainian popular music. In the works of scientists studying pop
song, for this study, the development of basic concepts is significant, among which
the hit and academization of pop music are of particular importance for the study of
the song creativity by I. Karabyts.

The hit as a phenomenon of popular music was actively studied by Soviet and
Russian researchers (K. Akopian, N. Korykhalova, V. Syrov, T. Cherednichenko,
etc.), in Ukrainian science the problems of the hit were covered in the dissertations of
M. Mozhovyi and I. Shnur. M. Mozhovyi defines a hit as a work characterized by

standard themes and figurative lexical stereotypes, simplicity of text and lapidary plot
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with simultaneous expressiveness of rhythm and originality of the main image.
Analyzing the Ukrainian pop song of the 1970s—1980s, the researcher talks about the
hitting of the Ukrainian variety art during this period, however, when analyzing the
songs, he focuses not on the stereotypes of Ukrainian hits, but on their originality,
especially emphasizing the connection of songs with the folk tradition and popular
styles of Western music. 1. Shnur creates the concept of a hit on the materials of pop
songs of the post-Soviet period and emphasizes the paradoxical combination of
standardized and unique musical components in it; the main elements of a commercial
hit are hook, meme and virus. And if the parameters of the hit, determined by the
researcher, are characteristic of the music of the late 20th — early 21st centuries and
are outside the chronological boundaries of I. Karabyts’ pop song creativity, then it is
quite productive to understand the hit as a song that organically combines the typical
and the unique. Therefore, we consider it expedient to characterize the composer’s
songs through the prism of the hit category. Hit becomes one of the basic concepts in
the study of I. Karabyts’ pop song creativity also because the combination of the
standardized and the unique in the hit song is also a form of manifestation of
ambivertism. Note that not all the works of the composer can be defined as hits, but
the most famous songs of the master, such as «Parental threshold», «Dnipro living
water» («Dnieper water»), «Madonna Ukrainey, «My Kyivy, «My land — my lovey,
«Song for good» and others were very popular in their time, which was shown by their
numerous publications in songbooks and musical supplements of newspapers and
magazines of the 1970s—1980s. Also, these works are still in the repertoire of
Ukrainian pop performers.

The mutual influence of academic and pop music in the 20th century was
actualized by research, the focus of which is the study of the mechanisms of their
interaction. One of the basic concepts in these works is the academization of pop
music. In modern Ukrainian science, these issues have become the subject of
research by I. Bobul, Li Shuai, V. Levko and O. Yakovlev, but today there is no
unambiguous interpretation of this concept. In the context of our research, it is

productive to introduce the concept of «academicized variety art», which meets the
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sociocultural conditions in which the pop songs of I. Karabyts were created. In the
1970s—1980s, under the conditions of a closed totalitarian society, academic and pop
music could not develop freely, since both the academic avant-garde and the current
styles of world popular music were prohibited. The creative searches of a number of
Soviet masters, who, in accordance with the spirit of the times, were guided by
postmodern synthesis, were in the plane of combining the traditions of the academic
vocal school and pop song creation, often based on national folklore. The Soviet
government encouraged academic composers to write pop music: pop songs only
with a composer’s diploma from their authors received permission for public
performance. That is why pop music in the USSR from the 1950s to the 1980s was
written by composers with a conservatory education, enriching it with the
achievements of academic creativity, and the academicized variety art was in many
ways related to non-avant-garde academic music.

Song creativity by I. Karabyts, covering the 1970s—1980s, is consistent with
the principles of the academicized variety art, cultivated in the USSR. Considering
that the composer did not belong to the classical avant-garde, for him academicized
pop music became one of the forms of postmodern artistic synthesis. In the pop song
work by I. Karabyts, the following features are revealed that bring it closer to
academic art: 1) orientation in pop songs to the academic type of vocal; 2) the
gravitation in the songs to the end-to-end drama while maintaining the basic verse
(with the refrain) form; 3) detailed piano accompaniment with elements of
polyphonic texture, bringing pop songs closer to classical romances, or exquisite
instrumentation in their orchestral versions. In the pop songs by I. Karabyts, the
features of academicism are clearly expressed, and the pop component is realized
primarily through an appeal to the intonation fund of the then popular music.

Analysis of the pop song heritage by 1. Karabyts showed that the interaction of
the pop and academic components occurs both at the intonational-style and musical-
dramatic levels. The ambivertism in the songs, defined by the composer as pop, is
presented to varying degrees. «Pure» ambivertism presupposes a proportionate ratio of

academic and pop traits in the song. Among such works we include the songs «Where
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the wind cuddles the earth», «Dnieper water», «There are only cherries beyond the
river», «Our mother is a gray turtledove», «My land — my lovey, «I am heart with
Kyiv». Ambivertism as a special quality of song works opens up the possibility of their
successful performance both on the academic and pop stage. If the ambivert features of
a song work are not fully represented, then in the cultural and artistic space it functions
as academic («Apples are ripe») or pop («Song for good»).

Today, pop songs by 1. Karabyts, which were at one time extremely popular, are
rarely played at concerts. Among the most significant art events, where listeners could
get acquainted with the composer’s song heritage, was the concert «Madonna Ukraine»
dedicated to the composer’s 70th birthday, which took place on September 5, 2015 at
the National Palace of Arts «Ukraine». Accompanied by the State Variety Symphony
Orchestra of Ukraine under the direction of K. Karabyts, the most popular pop songs
by 1. Karabyts were performed by the classics of the Ukrainian pop music Ivo Bobul,
Oksana Bilozir and representatives of different generations of pop performers —
Olexandr Ponomariov, Viktor Pavlik, Maria Burmaka, Mila Nitich, Zlata Ognevich and
many others. The performing interpretation of I. Karabyts’s songs at the concert
«Madonna Ukraine» generally corresponded to the traditions of the academicized
variety art of the 1950s—1980s, with the exception of the performance of the works
«Our mother is a gray turtledove» and «When the brigantines strive» by the singer
Jamala, which thanks to the addition of a jazz component to the author’s text of
I. Karabyts created their original performance versions.

At the concert in honor of the 75th anniversary of 1. Karabyts, held at the
National Union of Composers of Ukraine on March 4, 2020, a number of pop songs
of the composer sounded in the academic version, where the performers adhered to
the author’s text presented in printed editions of the song works. The academic
performance of the composer’s pop songs significantly changed their sound and
brought them closer to classical romances, revealing the academic basis of
I. Karabyts’s pop music.

An analysis of academic and pop interpretations of 1. Karabyts’s pop songs

of different years showed that transformations of the author’s text are possible in
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performing practice. The melodic, rhythmic, tempo and dramaturgical components
of a song piece, as well as its vocal and general sound, can be transformed. Changes
in the musical text of the song are associated with the specifics of pop performance,
where in the foreground is not the composer, but the artist interpreter.

Among the research prospects are the development of the theoretical
foundations of the interaction of academic and pop music, the identification of
ambivert features of the Ukrainian academicized variety art of the 1950—1980s, the
characteristics of the creativity of Ukrainian academic composers who worked in the
pop song genre, the definition of the style determinants of 1. Karabyts” music, based
on his academic and pop musical heritage.

Keywords: creativity by Ivan Karabyts, song genre, pop song, Ukrainian
variety art, ambivertism, academization of pop music, song hit, musical style,

musical dramaturgy.
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