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The purpose of the study is to identify the determinants and specifics of trends in the modification of genre models in
contemporary Ukrainian piano music and the associated transformations of the performer’s status and artistic communication.
The research methodology of the article consists of cultural, art studies and comparative approaches that made it possible
to understand the ways of genre transformation in the paradigmatic dimensions of modern culture, as well as the principles
of musicological, in particular genre analysis, which provided awareness of the specifics of the transformation of genre
paradigms, which are essential tasks of modern musicology. The scientific novelty of the article is to identify ideological
determinants, conceptual and compositional and structural specifics of the transformation of genre models in piano works
of modern Ukrainian composers, in particular, based on the analysis of the works of A. Yakovchuk, S. Zazhytko, O. Huhel,
V. Runchak, which have not received exhaustive coverage in scientific discourse. As a result, it is proved that the genre, as
a phenomenon of musical art, in contemporary Ukrainian piano music appears in subjectivised interpretations, the diversity
of which resonates with the paradigmatic attitudes rhizome of Postmodern culture and determines the change in the functions
of the performer and the revision of the principles of artistic communication. Conclusions. Contemporary piano music of
Ukrainian composers demonstrates the rhizome transformation of the genre, the manifestations as follows: “implicit” synthesis
of genres in the declaration of genre certainty by the author; declarative synthesis of genres in the stylistic modulation of genre
models, orientation to meta-genre as a reflection of the modern polylogue of cultures, detailing of the declared model of the
genre by the bill and genres’ additional signs; synthesis of musical, verbal and visual principles; experimental synthesis of signs
of historical and cultural eras, types of art, genres, in particular, the trend of a theatrical adaptation of piano music; interpretation
of genre as a meta-cultural phenomenon; “simulacrum” — a postmodern parody transformation into an “anti-genre”.
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Introduction

The total revision of the worldview attitudes of postmodernity is manifested at the level of artistic reflec-
tion, particularly in the modification of the genre — a sign of cultural memory, a phenomenon marked by the
unity of form and content, thematic, symbolic, structural, expressive coordinates. The pluralism of its individ-
ualised embodiments resonates with the rhizome paradigmatic dimensions of Postmodern culture. Moreover,
it updates the question of determinants and trends in the transformation of genre models in piano music, per-
former functions and models of artistic communication, the study of which is an essential task of musicology.

Recent research and publications analyse demonstrates increased attention to the phenomenology and on-
tology issues of the genre in modern national music, in particular, piano music in the research of O. Berehova,
M. Ilechko, I. Konovalova, N. Revenko, N. Riabukha, I. Savchuk, N. Chabanenko and others. Emphasising the
importance of genre interference as a vector of development of modern native art music, scientists introduce
the concept of “author’s genre”, define such directions of transformation of genre paradigms as individualis-
ation and chamber music orientation (Stoianova, 2019, pp. 3-4), associate their modification with “a concep-
tual rethinking of their primary semantics due to the influences of avant-garde and postmodern discourses,
strengthening the dramatic significance of sonorous thinking” (Ilechko, 2017, p. 65). However, attention is
now drawn to the precedents of overlapping paradigms of genres, experimental “levelling” of their coordinates
and conscious “anti-genre”, including a new phenomenological and ontological mode of Ukrainian piano
music.

The article’s relevance is due to the dissonance between the significance of this vector in artistic practice
and its periphery in scientific discourse. The scientific novelty of the article is to highlight the ideological de-
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terminants, conceptual and compositional features of the transformation of genre models in the piano works of
contemporary Ukrainian artists, including O. Yakovchuk, S. Zazhytko, O. Huhel, V. Runchak, which are not
exhaustively covered in scientific discourse via a genre transformational perspective.

Purpose of the article

The purpose of the article is to identify the determinants and specifics of trends in genre models modify-
ing in contemporary Ukrainian piano music and the associated transformations of the performer’s status and
artistic communication.

The research methodology consists of cultural, art studies and comparative approaches as the basis for
understanding genre transformations in the context of the paradigm of modern culture and the principles of
musicological and genre analysis, which made it possible to highlight the specifics of modification of genre
paradigms.

Main research material

A radical revision of the basics of musical thinking, language and means of expression encourages us
to raise the question of whether a modern artist can abandon the reliance on the instructions of a genre. This
phenomenon captures “historically formed relatively stable types, classes, genera, and types of musical works”
(Nazaikinsky, 2003, p. 94). In artistic practice, this question updates piano works by contemporary Ukrainian
artists, demonstrating the variability of interpretation of genre paradigms.

One of the modes of their modification is mixing different classes with the genre purity declared by
the author. Such “implicit” synthesis of genres are cyclic forms, preludes, fugues, suites, etude series, etc.
(24 Preludes by Yu. Ishchenko, 12 Preludes and Fugues by M. Skoryk, 12 Piano Preludes and Fugues by
0. Yakovchuk, Suite on Russian Folk Tales by S. Bedusenko, Dances of Core Europe Suite by L. Kolodub,
Etudes by B. Stronko). The primary freedom of conceptual-figurative, structural parameters of such forms is
the basis for their interpretation as a matrix capable of saturation with signs of various genres.

Mixed superimposition of genres as musical signs of historical and cultural eras and national cultures con-
tains /2 Piano Preludes and Fugues by A. Yakovchuk. The Baroque model of the polyphonic series is decisive
at the level of the artistic whole of the work, the classicist genre model of the symphony — at the level of
structure-composition (Chabanenko, 2019, p. 171), in which preludes and fugues are both independent compo-
nents of the work and architectonic, conceptual and figurative analogues of parts of the symphony series. The
nuances of genre thinking in the series are determined by the genre duality of its components (in preludes these
are the features of a bourree and gigue, in fugues — the features of a toccata), and the national character of the
intonems, which creates a dialogue between academic and folk, European and Ukrainian cultures, embodies
the trends of globalisation and glocalisation (Umanets, 2020, pp. 186-188).

Freedom handling models of genres in the series by A. Yakovchuk is a performer’s status change agent —
reproducing the cultural codes laid down in genres, he appears as a carrier of cultural memory in its integrity.
At the level of perception, the cultural, genre pluralism of the work forms a situation of divergence of expecta-
tions due to the author’s definition of the work and its actual polygenre essence. Perceptual split intensifies the
cultural thesaurus of the listener, who appears as a participant in a continuous, integral historical and artistic
process.

A significant trend in the contemporary genre search by Ukrainian artists is the declarative synthesis of
genres. Its manifestations are the projection of established genre models on a style that is not inherent in them,
particularly the Jazz genre (Jazz Suites by S. Bedusenko), and conscious polygenre synthesis as a reflection
of the modern polylogue of cultures. Thus, in the Toccata-Campana chronotope by L. Shukailo, the European
traditions of Baroque, Russian sacred bell-ringing and sound recording of Impressionism are combined. The
vector of modification is also the author’s detailing of the genre model with additional genre nuances and
conceptual and emotional definitions (Wreath of Sonatas by S. Lunev, Serene-Sonata by V. Poleva, Romantic
Eleague for Home Music-Making Sonata No. 2 by 1. Shcherbakov, Glass-Eleague by L. Yurina).

Pushing the boundaries of the genre is a sign of numerous precedents for synthesising musical, verbal
and visual principles. This is The Touch by S. Zazhytko (which resonate with the painting of the East), Being
Alone by A. Shchetynsky, Solo Landscape and Colour Sounds by K. Tsepkolenko, Stages by B. Stronko, Cases
by L. Samodaeva (the echo of the artistic world by D. Harms), Numbers by V. Poleva, etc. In the horizons of
postmodern artistic thinking, such a synthesis is a certain appeal to the picture of the world of Romanticism
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and concretisation at the level of perception of the exclusively subjective picture of the creator’s world. It is
also characteristic of preserving genre markers in “inter-genre-specific” formations. Thus, in the Castles of the
Loire series by L. Dychko, the title of which echoes the figurative horizons of Impressionism, the parts contain
signs of chorale, minuet, genre markers in the Alcazar ... Bells of Aragon series are intonems and rhythmonems
of seguidilla and flamenco.

A characteristic trend of genre transformation is the formation of new vectors of interspecific synthesis.
Thus, the theatrical adaptation of piano music is an attribute feature of the Gerstacker experimental perfor-
mance by S. Zazhytko, which is based on the collaboration of characters — actor and piano and the synthesis
of signs and allusions of different cultures — Baroque antinomicity and expressionist art world by F. Kafka,
the 20™-century aleatory music, a parody atmosphere of postmodernism, in which the European cultural tradi-
tion is destabilised. The image of a person embodied by an actor loses the status of the pinnacle of humanism
values and reflects the loss of the individual’s logical foundations of the being in absurd plasticity (performing
a step that does not correspond to the rhythmonems of the piano, chaotic throwing of paper, sudden stops with
the shading of the ears). Piano, losing the status of a carrier of a high academic tradition of stage performance,
axiologically modulates in the field of mass music, which is evidenced by jazz stylistics, and the sphere of
non-academic experimental sonority manifested in the innovations of sound extraction.

Extreme levelling of boundaries, dichotomous interpretation of the genre from meta-variant to variant-
denial is inherent in the work of O. Huhel. Thus, the interpretation of the genre as a meta-cultural phenomenon
is represented by the Address series. As an excursion into the genre horizons of European Music, the work in
the ideological parameters of postmodern culture represents the spiritual heritage of humanity. At the macro
level, the series corresponds to the rondo, one of the oldest compositional and structural analogues of the di-
chotomy of stability and variability in music; the exceptional freedom of interpretation of the rondo structure
creates an arch between the systems of musical thinking of Romanticism and modernity. At the meso-level,
freedom of thinking and meta-genre identity is found in the genre arrangement of the components of the series.
It is the genre that has the status of a refrain, a sonata as a cross-cutting conceptual basis of the European musi-
cal tradition, a sign of both cultural memory in general and the timeless significance of the works of J. Haydn,
W. A. Mozart, and L. van Beethoven. Additional nuances of the genre ambiguity of the refrain are developed
by the author’s allusion — sonatas-memories, which resonates with the nostalgic reflection of postmodernism.
In its colouring, genre models of episodes also appear — Capriccio and Ballad, which also correspond to the
world of Romanticism.

The meta-genre nature of O. Huhel’s work determines the diffusion-overlap of the system of musical
thinking and performing codes of Classicism, designated by the primacy of the composer’s fixed text and the
status of the performer as its implementer, and Romanticism, which provide for the improvisational “interven-
tion” of the performer — virtuoso co-author. Additional conceptual dimensions of meta-genre in Address are
the synthesis of academic, professional, instrumental (Sornata, Capriccio) and folk, marked by a tendency to
the vocal principle (Ballad), spheres of art music.

The genre rhizome of O. Huhel’s Address is a reflection of the specifics of the 20"-century culture, which
“gave rise not only to scientific meta-language but also to meta-literature, meta-genre (painting about painting)
and is moving towards the creation of meta-culture — a comprehensive language metasystem of the second
row” (Lotman, 2000, p. 166). The visibility of such a movement and the declarative comprehension of culture
as a metasystem of the spiritual experience of humanity in the Address encourage understanding of the degree
of meta-genre of the work as such, on which a dense, conceptually determined polylogue of genres is a factor
of genre destabilisation, an impulse to their loss of meaning of the content — and structure-forming construct
and transformation into a simulation of oneself. This determines the conscious destruction of the model of
artistic communication in the academic environment and details the instant formation of an innovative percep-
tion algorithm by the recipient.

In O. Huhel’s Prelude without Fugue, genre simulation is reflected in the game by genre statuses. The
prelude appears both in its independent meaning, fixed in the context of Romanticism, and as part of a reduced
baroque small polyphonic series. This emancipation of the truncated model of the genre resonates with two
historical and cultural modes of allusion. One of them is the reception of the mirror, used in particular in the
Northern Renaissance in The Arnolfini Portrait by J. van Eyck, and the other is the technique of double parody
in L.H.O.0.Q, Mona Lisa with a moustache and L.H.O.O.Q Shaved, tested by M. Duchamp acquires the status
of its simulation. So, in the works by O. HuHel, both the hyperbolization of the genre — the creation of a space
marked by the maximum accumulation of features of different genres, and the semantic reduction of the genre
intersect in a certain denial of the genre, turning it into a simulacrum.
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Boundary simulation — a simulacrum of the genre in Ukrainian piano music of the late 20" — early 21*
century is his “anti-option”. The anti-genre tendency is represented by the work by V. Runchak, which “is
characterised by polylexic, intertextual and ability to integrate opposite semantic and linguistic components”
(Konovalova, 2015, p. 54). In the light of the anti-genre tendency, Hello, M.K., or three-Modern soNorant
Norm for Piano by V. Runchak appears as the destruction of conceptual and perceptual guidelines for academ-
ic music. At the macrolevel of the work’s concept, the manifestation of this is the replacement of memorial
reverence (the work is dedicated to the 70™ anniversary of M. Kagel) with a comic greeting and a word-play in
the title, which encodes the synthesis of genre models of the Sonata and the 3-part form in harmony with the
ideological foundations of postmodernism. Dissonance with the declarative accentuation of the “standard” of
the work is formed by the actual musical gist. The author’s “application” for the 3-part composition, as a “ref-
erence” to the most ancient concepts and logic of musical thinking, is refuted by the real one-part, the virtual
simulacrum of the 2™ part Death of a Hedgehog (string pinch) and virtualisation of the 3™ part (the 2™ part as
an encore). At the conceptual level, the manifestation of anti-genre is the dissonance between the high status
of the sonata form — the carrier of the paradigmatic attitudes of Classicism, and its content — “animalistic”
content (which creates allusions to the parody of Part Il of Symphony No. 1 by G. Mahler).

The anti-academic aura of the work is determined by the parody allusion of the bill’s titles of the parts.
Thus, K. Debussy’s Afternoon Rest of the Faun and the world of Impressionism are associated with the 1% part
of Afternoon Rest of a Mosquito, with the world of Romanticism and Death of Oze by E. Grieg — the 2™ part
of Death of a Hedgehog. However, these bills are discordant with the actual figurative palette (in part 2, it is an
absolutisation of the simulacrum in music) and form a “rebus” — a model of artistic communication.

At the meso-level, the manifestation of the anti-genre trend is the discrepancy between the declared genre
basis of the 2™ part — nocturne and “sound reality”. Ostinato intonems-repeated note of “buzzing” at rapid-fire
pace and high dynamic tone, bravura bass” bursts”, a specific illogical movement determines the unpredicta-
bility of the “expansion” and “contraction” of the creative space and contradict academic tradition. However,
the allusion and parody connection with nocturne, as one of the most significant genres of Romanticism, is the
priority of sonority, the indirect reproduction of romantic intonems in the middle section and the attraction to
virtuosity. In parts 2 and 3, the parody embodiment of the tragic theme of death and the image of the tragic hero
directly reflects the Postmodern revision of the value foundations of humanity.

Hello, M K.’s anti-genre specifics determine and review the performer’s status in the context of the aca-
demic, artistic tradition. N. Riabukha (2018, p. 387) notes that in the latest search for the sound image of the
piano, the author “levels the distance between the performer-interpreter, attracting the recipient-listener to the
artistic space of his work, and thus makes him an equal co-creator, allowing him to complete the entire process
of creating the text himself.” As a co-creator, in Hello, M.K. the performer acquires the functions of “coordi-
nator” of the artistic process — by rearranging the sheets with part numbers, he marks the compositional and
structural boundaries of the work and directs the process of its perception. As an equal co-creator, the listener
also appears, who finds himself in the context of the “rebus” — a model of artistic communication and within
the academic space independently, personally forms a new reaction to the “non-academic”, parodic dissonance
of the declared and actual, traditions and innovations.

Conclusions

Modern piano music of Ukrainian artists demonstrates a rhizome transformation of the genre, which leads
to a rethinking of the status of the performer and models of artistic communication and manifests itself in such
variants:

— “implicit” synthesis of genres in the declaration of genre certainty of the work (/2 Piano Preludes and
Fugues by A. Yakovchuk is a synthesis of features of the polyphonic series of Baroque and symphony of Clas-
sicism, prelude and bourree and gigue, fugue and toccata, academic, European and folk, Ukrainian cultures,
which gives the performer the status of a carrier of cultural memory, and the recipient who is a participant in
the cultural process);

— declarative synthesis of genres — stylistic modulation of genre models, polygenre as a reflection of the
modern polylogue of cultures, detailing of the declared genre model with additional genre nuances and the bill;

— a synthesis of musical, verbal and visual principles that resonates with the instructions of Romanticism
and Impressionism;

— experimental total synthesis of signs of historical and cultural eras, types of art, genres, particularly the
trend of theatrical adaptation (S. Zazhytko in Gerstacker synthesises theatre and music, the antinomicity of
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the baroque and the aesthetics of the absurd by F. Kafka, aleatory music, postmodern parody, features of mass
music, the latest sonorous experiments, etc.);

— interpretation of genre as a meta-cultural phenomenon (in the Address series by O. Huhel meta-synthesis
of spheres of music and genres recreates the integrity of the spiritual experience of humanity, determines the
diffusion of classicistic and romantic executive codes, the destruction of the academic model of artistic com-
munication and a particular simulation of the genre, in Prelude without Fugue reduction of the baroque small
polyphonic series and playing with models of genres creates genre simulation);

— “Simulacrum” is a Postmodern parody “anti-variant” of the genre. Thus, V. Runchak in Hello, M.K.,
or three-Modern soNorant Norm for Piano in the light of the Postmodern revision of the values of humanity
exposes the total destruction of the conceptual, compositional, expressive and symbolic foundations of genre
paradigms, turns the performer into a co-author and “coordinator” the process, creates a parody “rebus-model”
of academic artistic communication, in which the student independently forms a new model of perception.

The rhizome interpretation of genre paradigms reveals the rhizome number of potentially heuristic ways
and algorithms for further research of modern trends in genre modification in Ukrainian piano music. One of
the most relevant is the coverage of the genre foundations of piano works by Yu. Ishchenko, S. Bedusenko,
L. Kolodub, V. Poleva, L. Shukailo, I. Shcherbakov, L. Yurina, etc. context of musical thinking and language
at the beginning of the 21 century.
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TEHAEHII MOJU®IKALIL KAHPY | 3umornsn Haranis IOpiisna
B CYUACHIU YKIT’AIHCI)KH/I Kanoudam mucmeymeosnascmesa, doyenm,
OOPTEINNAHHIMN MY3UUI: | Xapriecoruii nayionansruii ynieepcumem mucmeyme

BIJ META- 10 AHTUXKAHPY | in. I I1. Komaspescvrozo,
Xapris, Ykpaina

Mera pmocmimKeHHS — BHUABUTH [JETePMIHAHTH Ta cHeru@piKy TeHAEHIIH Momudikarii KaHPOBUX MOZICIeH
y CydYacHIi yKpaiHCBKil QopremiaHHI My3WIi Ta IMOB’s3aHI 3 HAMH TpaHC(OpMAIli CTaTyCy BHKOHABIS 1 XyHOXHBOI
KOMyHiKalii. MeToIoMNOrif0 CTaTTi CTAHOBJIATH KyJIBTYPOJIOTIYHHIN, MHCTEITBOSHABYMK 1 KOMITAPATHBHUHA IIXOIM, SKI
YMOXJIMBUJIM OCMHCIICHHSI LUIAXiB TpaHcdopManii »aHpy B TapagurMajlbHUX BHMIpax KyIbTYpH CYYacHOCTI, a TaKOX
TPUHIMIN MY3HKOJIOTIYHOTO, 30KpEMa >KaHpPOBOTO aHaiily, sIKi 3a0e3Meuiiiv YCBIIOMIICHHs crienu(iku TpaHchopmanii
JKQHPOBHX MapajyrM, 10 € BKIMBUMH 3aBJaHHSAMH Cy4acHOI My3ukoiorii. HaykoBa HOBH3HA CTarTi HOJsrae y BUSIBICHHI
CBITOIIAAHHUX JETEPMiHAHT, KOHICITYyaJbHOI Ta KOMIO3HIIIHHO-CTPYKTYPHOI Crienu(iku TpaHcopmarii KaHpOBHX MoJemneit
y ¢opTemiaHHUX TBOpPAaX CYYaCHMX YKpaiHCBKHX KOMIIO3HTOpPIB, 30KpeMa Ha OCHOBi aHamizy TBopyocti O. SIkoBuyka,
C. 3axwurseka, O. ['yremns, B. Pyruaxa, sxi He HaOylTi BUYEPITHOTO BUCBITIICHHS B HAYKOBOMY ITHCKypci. OOTpyHTOBaHO, IO KaHP
SIK ()eHOMEH MY3WYHOTO MHCTEITBA B CyYacHil YKpalHCBKil (hopTemiaHHIl My3HIli TOCTAE B Y0’ €KTUBI30BAHUX TPAKTYBaHHSIX,
PI3HOMAHITTS SIKMX PE30HYE 3 PHM3OMHICTIO MapaJUrMaIbHUX HACTaHOB KYJIBTYPH IOCTMOIEPHI3MY Ta 3yMOBIIOE 3MiHY
(yHKIIH BUKOHABIS Ta PEBi3il0 MPUHIMIIIB XyA0KHBOI KoMyHiKalii. BucHoBku. Cy4acHa QopremnianHa My3uKka yKpaiHCHKUX
KOMIIO3UTOPIB JIEMOHCTPY€E PU30MHY TpaHC(OpMAaLiio jKaHpy, MPOSBAMH SKOI € «IMIUIIIMTHURY» CHHTE3 JKaHPIB IiJ yac
JeKmapariii aBTopoM >KaHPOBOI BH3HAYEHOCTI; NEKIApaTHBHHUI CHHTE3 KaHPIB Y CTWIBOBIH MOIYIII] >KaHPOBUX MoJeNei,
Opi€HTAIlii Ha METAKaHPOBICTB SK BITOUTTS CYy4acHOTO MOJIIOTY KYJBTY D, KOHKpeTH3aIli1 3asBIeHOT MOJIeIi JKaHpPY IIPOTPaMHICTIO
i IOIaTKOBUMH 3HAKaMH JKaHPIB; CHHTE3 My3HYHOI0, BepOAIbHOTO Ta Bi3yallbHOIO Havall; eKCIIePMMEHTAIIbHUM CHHTE3 3HAKIB
ICTOPUKO-KYJIBTYPHHUX €I10X, BU/IIB MUCTELTBA, XKaHPIiB, 30KpeMa TeHACHLIIS Tearpatizalii GopTeniaHHOT My3HKH; IHTEpHpeTalis
JKAHPY SK METAKYJILTYPHOTO ()eHOMEHY; «CUMYJIIKPH3aLlish) — MOCTMOJIEPHICTCHKE TapoiiHe epeTBOPEHHS Ha aHTHKaHP».

Knrouosi crosa: hoprenianHa My3uKa; )KaHp; IHTEpIIpeTallis; BAKOHABCbKA MOJIEIb; XYA0XKHS KOMYHiKallis

TEHAEHIOUU MOAU®UKAILIUU KAHPA | 3umornsn Haramus FOpreBHa
B COBPEMEHHOM YKPAUHCKOM | Kanouoam UCKYCCMBOBeOeH s, OOyeH,
®OPTENUAHHOM MY3bIKE: Xapvrosckuii HayUOHANbHBIN YHUSEPCUNEN UCKYCCME
OT META- 10 AHTU-KAHPA | um. U. I1. Komaapesckozo, Xapvros, Yipauna

Llenp wccnenoBaHusi — BBUIBUTH JIETEPMUHAHTBI M CIELM(HUKY TEHICHIMH MOAM(UKAIMK >KAaHPOBBIX MoJesei
B COBPEMEHHON (hopTenMaHHON My3BIKE M CBA3aHHBIE C HUMM TpaHC(HOPMAIMK CTaTyca UCHOIHUTENS U XyI0)KECTBEHHON
KOMMYHHKallid. METOIONOTHIO CTaTbll COCTABISIOT KyJIBTYPOJIOTHYECKHH, WCKYCCTBOBEIUECKHH M KOMIIapaTHBHBIA
TIOZIXO/IBI, OOECIIEYMBIINE BO3MOXXHOCTh OCMBICIICHHS IyTeH TpaHC(OpMalnuM XaHpa B MapaJirMaJIbHBIX H3MEPEHHUSIX
KyNbTypbl COBPEMEHHOCTH, a TaKXKe IPUHIUMIBI My3BIKOJIOTMYECKOTO, B YAaCTHOCTM KaHPOBOTO AaHANN3a, KOTOpBIE
CIIOCOOCTBOBAJIM OCO3HAHHUIO CIEHU(UKN NpeoOpa3oBaHMsl KAHPOBBIX MApaJUrM, YTO SBISIETCS BAXKHBIM 3aJlaHUEM
COBpeMeHHOﬁ MY3bIKOJIOTHH. Haquaﬂ HOBHU3HA CTarbuM COCTOUT B BBIABJIICHUHM MHPOBO33PCHUCCKUX ACTCPMHUHAHT,
KOHIIENITYaTbHOH M KOMITO3UIIMOHHO-CTPYKTYpHOU creldukn TpanchopManmii kaHPOBBIX Mofeel B (oprennaHHOM
TBOPUYECTBE COBPEMEHHBIX YKPAaHHCKHX KOMIIO3UTOPOB, B YacCTHOCTH Ha OCHOBE aHanm3a mpomsBeneHui O. SIxoBuyka,
C.3axurero, A.I'yrems, B.PyHuaka, KkoTopble He OOpEnM HCUEpPIIBIBAIOIIETO OCBEIICHHS B HAaydHOM JIHCKypCe.
OO60CcHOBaHO, YTO XaHP Kak ()eHOMEH MY3bIKAJILHOTO HCKYCCTBA B YKPAaUHCKOH (hopTenuanHoi My3bike pyoeka XX—-XXI cr.
Tpe/icTaeT B CyObEKTU3MPOBAHHBIX TPAKTOBKAX, Pa3HOOOpasMe KOTOPHIX PE3OHHPYET C PU3OMHOCTBIO IMapaurMajbHBIX
YCTaHOBOK KYJIBTYPBI IOCTMOIEPHU3MA U 00YCJIOBIMBAET MpeoOpa3oBaHue (GDyHKIMH HCIIOIHUTENS U PEBU3UIO IPUHLIKIIOB
XyIO)KECTBEHHOH KoMMyHHMKaiuu. BpiBogpl. CoBpemeHnHas (opTenuaHHas My3blka YKPauMHCKUX —KOMIIO3HUTOPOB
JEMOHCTPHPYET PHU3OMHYIO TPaHC(HOPMALIHIO KaHPa, TPOSBICHUSIMU KOTOPOH SIBIAIOTCS «MMIUTHLUTHBIN) CHHTE3 KaHPOB
IPU  JIeKJIapaliiil aBTOPOM KaHPOBOH OIPENENICHHOCTH; IEKIAPaTHBHBIM CHHTE3 XaHPOB IPH CTWJICBOW MOIYIISILIUN
KAHPOBBIX MOJIETIEH, OPHEHTALMN Ha METAKaHPOBOCTh KaK OTPa’KEHHE COBPEMEHHOTO TIOJIMIIOTa KYNBTYD, KOHKPETHU3aLNN
3asIBJICHHOW MOJIEIH JKaHpa IPOrpaMMHOCTBIO H IOTIOJTHUTEIEHBIMHI 3HAKaMH )KaHPOB; CHHTE3 MY3bIKaJIbHOTO, BEpOaIbHOTO
1 BU3YyaJIbHOTI'O Ha4all; 3KCHepMMeHTaHbeIﬁ TOTAJIbHBIM CHHTE3 3HAKOB HCTOPHUKO-KYJIbTYPHBIX 3I10X, BHJOB HCKYCCTBa,
KaHpPOB, B YaCTHOCTU TCHACHIHHN TCaTpain3alnu (I)OpTeHI/IaHHOﬁ MY3bIKH; UHTCPIPETALINHN KaHpa KaK METAKYyJIbTypHOI'O
(heHOMEHa; «CUMYIIKPU3ALHsD) KaHpa — MOCTMOJIEPHUCTCKOE MTAPOJUIHOE IPEBPAIICHHE B «AHTU-KAHP).

Kniouesvie cnoea: QoprenmanHas My3blka; KaHp; WHTEPIPETAlNs; HCIIOIHUTENIBCKAsT MOAEINb; XyHA0’KECTBEHHAs
KOMMYHUKAIHs
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