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The purpose of the article is to analyse the transformations of traditional folklore under the influence of various sociocultural
factors; to describe tendencies in the emergence and development of varying forms of performing transformation of folklore
tradition, to identify varieties of the embodiment of authentic folklore on the stage — from close to authentic sounding and
behavioural stereotypes of the performance of scientific and ethnographic ensembles to folklore theatre and stylisations, as
well as the use of folk music tradition in the works of modern musical bands of various genres and styles. The research
methodology: the method of analogy was used to analyse the possibilities of applying the folklore and ethnographic heritage
of the Ukrainian people on the variety stage. The analytical method is used to formulate the fundamental principles of creating
folklore creative projects in current sociocultural conditions. The scientific novelty: the tendencies of stage transformation of
the folklore tradition and varieties of its implementation in performing practice on the Ukrainian variety stage are identified and
thoroughly comprehended. Conclusions. Despite the socio-economic difficulties of recent decades, there is an increase in the
population’s interest in the preservation and spreading of folk song culture in Ukraine, which is manifested in its adaptation to
modern sociocultural requirements, in the preservation of the spiritual and cultural continuity of generations. In contemporary
society, the folk song tradition is able to perform the most important social function of full or partial socialisation of the
individual, integration with the national consciousness. Folk songs do not need artificial, forced “renewal” or preservation. Its
development and transformations in the performing work of a modern amateur, semi-professional (secondary), and professional
performing bands/soloists have always been and are still natural since folk songs carry living, constant values, the preservation
of which is of paramount importance for the existence of the Ukrainian people. Historically developed forms of folklore in
modern society largely determine the integrity, originality, and continuity of the national cultural tradition, leading to the
development of a system of measures and technologies for the preservation, development, spreading and popularisation of folk
songs.

Keywords: musical folklore; folk song; performing arts; transformation; traditional culture; folklore ensemble

Introduction

Turning to the consideration of the issue of popularisation of the musical and folklore heritage and folk
music tradition of the Ukrainian people in modern sociocultural conditions, it should be noted that changes in
the economy, culture, technological achievements, the development of communication tools and systems af-
fect the content, language and ways of folklore existence inevitably, which results in the transformation of folk
song culture. Such stable features characterise authentic folklore as syncretism, ritualism, inseparability from
everyday human life, orality, the collectivity of consciousness and performance. Today, many of these features
are losing or have lost their stability entirely, and there is a growing “skill-oriented” folk song performance.
The performance process itself is increasingly disconnected from specific rituals, calendar holidays, labour
events. The oral transmission of the song tradition to the next generations has almost disappeared because
written recordings of folklore texts and audio and video recordings of them are prevailing around the world.
Ancient folk musical instruments are disappearing from performing practice, and modern instruments are
making to imitate ancient sounds and require performers to have quite a long professional training. In general,
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the content and functions of folk music and songs transformed gradually from a functional and syncretic plane
to a current extremely diverse state of performing existence and genre development: variety, jazz, rock, pop
music, ethno-chaos, the art of bards, a mix of Ukrainian folk music with the musical heritage of other countries
and nations, etc.

Analysis of recent researches and publications. Today the issue of performing transformations of folklore
heritage in the works of soloists-performers, scientific and ethnographic, professional, amateur groups, as well
as composer work and art of modern rock, pop, jazz, fusion, ethno-chaos and other formations is considered
by representatives of various world research and art history centres. In particular, traditional folklore, vocal,
and the song is considered by musicologists from Kazakhstan as the basis for the creation of new forms of
contemporary music (Mukhitdenova, 2016). Folklorists from Tatarstan describe the ways of use of the study
and manifestation of ethnic musical traditions in the composer work of young composers who experiment
boldly, combining different styles (electronics, rock, folk, country), using ethnic instruments of the Tatars in
their works (quray, dombra, kylkobyz) in combination with a classical symphony orchestra, which contributes
to the innovative embodiment of Tatar musical folklore in various genres of symphonic, performing, chamber
and instrumental, piano, vocal and choral music (Nurgayanova & Kovrikova, 2018). The genre of arrangement
of a folk song as a result of composer arrangement of a primary folk source and as a synthesis of composition and
performing interpretations is studied by Chinese musicologists (Zhang, 2019). Traditional and secondary forms
of performing an embodiment of musical folklore and the role of the youth folklore movement in the popular-
isation of national folklore heritage in the post-Soviet space have always been in the centre of attention of fa-
mous Russian researchers and practitioners: I. Zemtsovsky (1983), V. Shchurov, A. Kabanov (1980), etc. This
topic is also interesting for contemporary Ukrainian folklorists and musicians — scientists and practitioners
(Sinelnikova & Sinelnikov, 2019, 2021; Rehesha & Skoptsova, 2021).

Estonian researchers consider the issue of the embodiment of traditional heritage through the auditory experi-
ence of the people and the issue of the definition of “correct /right singing”, for which they explore singing practices
in a separate local community (choir) and on the stage of a folk music festival. The auditory experience of singing
for Estonian folklorists-colleagues is “a rough idea of how the abstract concept of cultural heritage is perceived
and embodied”. A rather controversial issue of the definition of “correct singing” is discussed through fundamental
contrasting, including tradition, copying (imitation) and innovation, as well as through the discourse of traditional
culture as a canonised heritage, which does not exclude the subjectivity of contemporary stage-performing situa-
tions (Kuutma, & Kastik, 2014).

Ethnochoreologists consider folklore on stage and its political prospects in the national context from Cro-
atia, whose attention is focused on local, regional or ethnic identity in dance expression (Zebec, 2018). The
changeability and simultaneous historical continuity of changes in the musical folklore performance process
are in the centre of the professional attention of Lithuanian ethnomusicologists (Sliuzinskas, 2019); who raise
a topical issue: are these changes evidence of the development and evolution or just the variability of folk
performance?

Despite a diverse range of folklore studies on the multi-genre interpretation of works of musical folklore
on stage and in composer creativity, the tendencies of stage transformation of the folklore tradition have not
been sufficiently determined, thoroughly comprehended and practically elaborated (embodied in performing
practice) in Ukrainian musicology.

The purpose of the article

The purpose of the article is to analyse the transformations of traditional folklore under the influence of
various sociocultural factors; to describe tendencies of emergence and development of various forms of per-
forming transformation of folklore tradition, to highlight varieties of the embodiment of authentic folklore on
the stage — from close to authentic sounding and behavioural stereotypes of the performance of scientific and
ethnographic groups to folklore theatre and stylisations, as well as the use of folk music tradition in the work
of modern musical bands of various genres and styles.

Main research material
The song tradition lives in modern society, is developed and is studied as part of folk culture. Today we are

witnessing the expansion of the living space of traditional music on stage and new forms of its existence. At the
present stage of development of performing practice, performers are turning to folk songs more often, interpret-
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ing them on stage in a stylised form; therefore, the interpretation of song folklore — authentic, secondary, “pro-
fessional” — occupies a special place in contemporary performing musical culture. It is how the translation of the
content of ancient song folklore into the modern language of musical art takes place, making the archaic content
of a folk song accessible and understandable to the contemporary viewer and listener. Thus, folk traditions are
preserved, which are a vivid manifestation of the national style.

To determine the directions of popularisation of folk songs in our time (including by means of stage inter-
pretation), it is necessary to outline the sociocultural mechanisms that determine the vectors of development of
this phenomenon. Such mechanisms are cultural transformations (spontaneous or stimulated) and innovations,
as well as cultural borrowings. The peculiarities of the functioning of traditional folk art in the modern period in
their relationship with progress in the field of information technologies allow us to talk about the identification of
such type of transformation as information and technological one, the role of which is in the development of folk
art culture and its impact on the preservation and transmission of traditional culture has not received sufficient
scientific development yet. However, the importance of modern technologies for the preservation and processing
of folklore is obvious (Sinelnikova & Sinelnikov, 2020).

Regarding positive transformations (including the use of stage space) that help preserve intangible cultural
heritage, attention should be paid to the alternative negative tendency when innovations in traditional folk music
are carried out to obtain the maximum and rapid economic result. Such innovations, first of all, are connected
with attempts to “modernise” a folk song, to give it the features of an entertaining variety action. This approach
has become quite common recently. It is clear that the transformation of the folk song tradition is a renewal and
change, the adaptation of genres and forms to modern sociocultural conditions to preserve the main ethnic values
for their future existence; it is also clear that the so-called “yesterday’s” folklore requires certain transformations:
there is no tradition without changes, it can easily pass into and be used in the kitsch and show entertainment
industry without this. And here, it is necessary to emphasise the extraordinary role of combining the efforts of
researchers — folklorists, leaders of folklore groups, and folk masters — carriers and keepers of traditional cul-
ture, who, in a sense, are engaged in rethinking and incorporating traditions in modern life (Kargin, 2008, p. 160).

Within the framework of this study, the existence of folk songs on the stage variety is considered by us as
a contemporary form of the cultural transformation of the song tradition, which has its long-standing historical
preconditions and dynamics of development. With a certain degree of conventionality, skomorokhs and all the
court musicians of princely times can be considered as the forerunners of the stage embodiment of the folk
song. In the 19™ and early 20™ centuries, folk songs began to be performed on stage by actor-singers and the first
professional folk choirs: for example, the Kubanskiy Military Choir (founded in 1811), the Ohmativsky Village
Choir under the direction of P. Demutsky (founded in the 1890s) the choirs of M. Pyatnitsky (1911) and P. Yarkov
(1919), the Kyiv Bandurist Choir (1918) worked in this field, the soloists N. Plevitskaya, L. Ruslanova and others
“folklorised”, became part of the folk consciousness and musical life of songs of the 1940s, in particular the UTA
songs. In the mid-1950s and 1960s — 1970s, a new generation of folk song performers appeared on the variety
scene: L. Zykina, O. Voronets, A. Strelchenko, N. Matvienko, R. Kyrychenko and others. During these years,
the Soviet variety is captured by a new folklore wave associated with the emergence and active development of
the so-called Youth Folklore Movement since the early 1980s, whose participants offer their vision of the stage
embodiment of traditional culture. Thus, at the present stage of sociocultural changes, Ukrainian folklore, with
its extraordinary regional diversity, has become not a household necessity but an art that is brought to the stage.
This was a prerequisite for the emergence of performing ensembles and soloists, both authentic and interpreters
of folklore.

The performance of song folklore can be classified according to the interpretation of folklore on stage.
There are primary (authentic) ensembles (usually non-professional, performing folk songs in the form in which
they existed in the natural environment, preserving all regional performance features) and secondary ensembles
(professional or amateur; this also includes soloists-performers) performing stylised folk songs on stage. Both
secondary and professional ensembles, feeling the need for directorial development of a folk song, pay a lot of
attention to its theatricalisation, creating bright musical and dramatic pictures using various expressive means.
Consequently, the issue of interpretation of folklore on the modern stage has become more and more urgent over
the years: archaic traditions along with rural life are gradually reduced and eventually lost, contemporaries are
trying to preserve, “reanimate” them and make the best examples of song culture of the past sound in new stage
conditions. The interest in contemporary stage reinterpretations of folk songs is primarily due to the special en-
ergy of folklore.

Today, there are several forms of assimilation of folklore, including new stage conditions for it, among
which: performances of carriers of the live folklore tradition (folk singers, musicians, dancers, singing ensem-
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bles and dance groups — authentic, that is, real ethnographic performers and ensembles), — a “type of ethno-
graphic concert” according to the classification of 1. Zemtsovsky (1983). The next form of stage assimilation
of folk music tradition is the so-called restoration of genres of traditional folklore, including those that are
already lost in the natural environment and are not performed in mass artistic creativity; this kind of activity
is performed by the so-called experimental or secondary (secondary, imitative, reproductive) folklore ensem-
bles. The third type of performing an embodiment of traditional musical culture is the performance of works
of folklore arranged by ensemble leaders or professional composers/choreographers/directors (the so-called
stylised folklore ensembles, according to Zemtsovsky — “a type of song and dance ensembles, other art groups
performing the so-called “arranged” folklore™).

The history of new forms of performing the existence of folk songs in the post-Soviet space can be condi-
tionally divided into several periods. The first one (1970 — the late 1980s) is connected with the folklorist, musi-
cian and composer D. Pokrovsky and his Experimental Folk Music Ensemble, founded by the Folklore Commis-
sion of the Union of Soviet Union Composers of the Russian Federation in 1973. In their work, the ensemble and
its leader combined the traditions of folk music culture with modern expressive means and methods of material
presentation. The success of D. Pokrovsky’s Ensemble contributed to the emergence of a significant number of
similar ensembles, including the folklore ensemble Drevo of the Kyiv Conservatory (1979), Bozhichi (leaders
L. Fetisov and S. Karpenko), Volodar (leader M. Skazhenyk), Dzherelo (leaders R. Tsapun and I. Sinelnikov),
Muravsky shlyakh (leader H. Lukianets), Hilka (leaders O. and N. Tereshchenko), Kralitsa (leader I. Sinelnikov)
and others. The activities of these ensembles with the participation of their leaders and folklorists influenced
significantly the formation of a new stage appearance of folk songs, which began to be established on stage in
the 1970s and 1990s.

A completely different but also innovative approach to the ensemble interpretation of folk songs was demon-
strated by some variety vocal and instrumental ensembles and formations (Kobza, Pesnyary, Ariel, V. Nazarov
Ensemble, Trio Marenych, etc.) during this period, which work combined folk melos and variety singing manner,
harmony, textures and instruments of Western European and American rock bands. At this time, a whole pleiad
of original performers appeared on the stage, who in their performing activities demonstrated various approaches
to the musical embodiment of folk songs: Zh. Bichevskaya, M. Kapuro, V. Zhdankin (folk song accompanied
by guitar/kobza) and more traditional performers such as T. Petrova, L. Ryumina, in Ukraine — R. Kirichenko,
N. Matvienko, who performed folk songs accompanied by an orchestra or an ensemble of folk instruments, etc.
were popular performers in the 1980s. The overall picture at that time was complemented by the activities of
numerous professional and amateur folk choirs/ensembles, which artistic activities continued to cultivate the
traditional performance of folk songs accompanied by an orchestra or an ensemble of folk instruments.

A new stage in the life of folk song in stage conditions came in the mid-1980s with the beginning of Pe-
restroika, when folk performers and ensembles began to appear on the stage, using stylisation and elements of
a variety show in their work, as well as electronic musical instruments (synthesisers, electronic drums, electric
guitars, etc.) that were popular at that time. In this context, the works of the variety ensemble Golden Ring
(1988), the international folk band Baba Yaga (1989), the electronic band Ivan Kupala (1998) should be con-
sidered. This direction has become extremely popular among professional and amateur bands and performers,
as well as among the audience, and, in fact, allowed adapting folk songs to new aesthetic benchmarks. Among
modern representatives of this direction, one can name the world-famous Ukrainian bands DakhaBrakha, Go A,
the actively developing Kyiv formations The Doox, FolkyFanky, Zgarda, GG_GulayGorod, performers such as
Khayat, Alina Pash and others. Simultaneously with this direction, the folklore formations that tend to perform
“academisation” of folklore material are developing: these are the bands Chorea Kozacky, Maisternia ChHS, etc.

In recent decades, the public interest in folklore has generated a powerful industry of numerous shows,
concerts, festivals, celebrations, in which performers-soloists, folk bands and ensembles take part. Most of their
activities are confined to folklore imitation (to a greater or lesser extent), which can be defined as the so-called
“pseudo-folk” style. The demand for folklore works also stimulated the creation of stylised works based on folk-
lore material or artistic principles and techniques of folklore. Therefore, today, the Ukrainian public is much less
familiar with the original folklore than its stylisation. Thus, the development of folk song art has reached a new
level of content, artistic and performing existence due to its “re-reading” in various genres and forms of mass
music culture (pop, rock, jazz, etc.) on the one hand and to a reinterpretation of original, authentic folklore in the
context of a new type of thinking and world view of different generations on the other hand.

The stage dictates its own rules, its time frame and depends significantly on the requirements and whims
of the audience. At the same time, a performer of folk songs is faced with the task of preserving the integrity
of the main content, plot and genre features of an authentic work brought to the stage because, on the one
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hand, it is impossible to ignore the laws of the stage, on the other hand, there is a danger of distortion of the
folklore source. For example, R. Sliuzinskas notes: “All types of musical performance on stage have their
specific standards. We must create a folklore program at a precise time and consistently. We have to show only
what is interesting to the whole audience. Therefore, performers of traditional folklore should become artists.
According to the stage programme, they have to turn their faces properly, speak, sing and play loud enough,
and smile and cry. What other terrible things can we ask them to do? Is this the right view on the evolution of
folklore?”” (Sliuzinskas, 2019).

There is no doubt that a folk song is characterised by drama, but once it is on the stage, it loses its orig-
inal functions, becoming an object of performing arts. Obviously, every “artificial” reproduction of the folk
original on the stage changes the original source, its character, and artistic content inevitably. However, the
artistic phenomena of folklorism and neo-folklorism contribute to the preservation of the national basis of
art, making folk music accessible to a broad audience. In the authentic environment, folklore performs, first
of all, traditional and normative functions. When it is brought to the field of stage embodiment, decorative
and aesthetic aspects, demonstration forms are intensified, and, as a result, when it is performed on stage by
untrained performers, there is a threat of loss of identity and original semantics. In the stage embodiment,
ritual actions become more theatrical; authentic song samples are adapted to the variety criteria of brightness
and clarity, etc.

Such transformation is becoming necessary and inevitable in modern conditions. At the same time, the
folk song tradition has a huge potential for self-preservation: historically developed song folklore forms are
“tied” to the national calendar, a certain everyday and life context, which is rooted in the imaginations of
folklore bearers and professional folk performers. This gives grounds for the use of local folk culture in the
life of modern Ukrainians, as, for example, in the case with wedding rites, when young people realise not only
the value of folk tradition (along with rural life) but also their involvement in it. The most important aspect of
spreading and popularisation of the folk song tradition in modern sociocultural conditions is the creation and
development of special social “infrastructures” that ensure its viability. Previously, such structures were sim-
ply unnecessary in the authentic folklore environment, as folk songs were incorporated into the everyday life
of the tradition bearers. It contained not only the symbols of human life activity in this place and at present,
but also the emotional and psychological connection of members of society. The mechanism for the folk song
functioning did not depend on organisational structures or state (administrative) financial support. Today we
are witnessing the revival of some folk holidays and traditions, which is manifested in holding various events
and activities such as Christmas and New Year celebrations (koliada, shchedruvannya, Vertep, Melanka,
Koza), Ivana Kupala, etc. However, as a result of the loss of connection with the authentic environment by
the majority of the population, a lot of random, unnatural, artificial things appear in such artificially organised
folklore and ethnographic celebrations, distorting their functional basis and deep meaning. Figurative and
symbolic elements of traditional culture are used as an entourage without understanding their true belonging,
folklore attributes distort the original meaning of traditional semantics and deprive the performance of expe-
diency and imagery (for example, burning a figure of Winter on Maslenitsa, which was not generally typical
of this calendar period in Ukraine). Here the involvement of competent specialists, organisers, teachers,
folklorists who will support and preserve the laws of general (collective) participation, prevent the division
of participants in folk ritual celebrations into “spectators” and “performers”, etc. is absolutely necessary. Of
course, administrative support and financial and material resources are needed.

In the context of the above-mentioned issues, such phenomenon of modern folklore studies as folklore
theatre, which is quite popular in Europe today is worth considering. Ideally, the troupes of such theatres
should consist of folklorists who regularly undertake expeditions, whose materials can become the basis of
folklore performances. Folklore material in the productions of such theatres is presented in combination with
folk costume, dialect, household items and other components of traditional folk culture. The dramatic action
is plot-driven, logically structured and combines various forms of verbal, choreographic and musical folklore,
with each actor leading a different line of behaviour on stage. The audience is a participator in the stage action.
For example, when the most famous scene of presenting gifts to newlyweds at a wedding is played, a popular
trick is to treat the audience to a meal in the hall. Folk theatre is a unique opportunity to convey folk culture
in all its diversity to the audience. At the same time, the theatre also gives a lot to its participants-actors: it
is an attempt to return to the origins of folklife, to comprehend it and demonstrate it in real and accessible
forms. Acting skills, talents for folk singing and dance are realised here, and historical memory is actualised.
The productions of folklore theatres make the audience reflect on who they are and where they come from,
analyse how far modern consciousness has moved away from the mythologised worldview of our ancestors.
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Actors of folk theatres are people immersed in the rhythm of traditional music, songs, costumes, rituals,
and life. They try to recreate the natural environment of the existence of an authentic work on stage, to make
this music happen and sound for the audience here and now, despite the distance separating the person of the
21% century and the tradition of centuries-old antiquity. This reproduction is due to the ethnic past, cultural
memory and outstanding beauty of folk culture. In their productions, folklore theatres try to show the mean-
ings that, as a result of the joint laborious work of actors, become relevant for the audience of the 21* century,
thus creating a special space of “secondary folklore” and forming a high culture of assimilation and mastering
of folk traditions. Having raised an extremely interesting topic of folklore theatre, we consider that it deserves
a separate study, because the forms and methods of mastering and bringing the folklore tradition to the stage
are different in them, which requires a profound comparative analysis of the artistic direction, for example,
the Dakh theatre and the Kyiv Academic Theatre of Ukrainian Folklore Bereginya.

Conclusions

The content of spreading and popularisation of the folk song tradition is in its adaptation to modern so-
ciocultural requirements, in preserving the spiritual and cultural continuity of generations. In contemporary
society, the folk song tradition can perform the most important social function of full or partial socialisation of
the individual, integration with the national consciousness. It also concerns urban residents because the values
of traditional folk culture affect their worldview and value attitudes, a sense of belonging to an authentic cul-
tural tradition.

Folk songs do not need artificial, forced “renewal” or preservation. Its development and transformations
(including performing ones) have always been. They are still natural since folk songs carry living, unchang-
ing values, the preservation of which is of paramount importance for the existence of the Ukrainian people.
These values need to be supported in every possible way and developed, understanding the time at which
the folk song genre exists. Understanding this leads undoubtedly to the preservation of folk song culture, its
development in modern sociocultural conditions, and ultimately to the strengthening of its viability. Histori-
cally developed forms of folklore in modern society determine the integrity, originality and continuity of the
national cultural tradition largely, which leads to the relevance of the development of a system of measures and
technologies for the preservation, development, spreading and popularisation of folk songs, traditional culture,
which today should become a priority direction of state cultural policy in Ukraine.
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HAPOJHO-MY3UYHA TPAAULISI | Cinensrikos Isan I'puroposuu'?,
B CYUACHUX CHEHIYHMX | Cinensnikosa Banentuna Bonoaumupisna
HNPAKTUKAX | '3acayorcenuii npayisnux kynemypu Yepainu, doyenm,
2Kanoudam icmopuunux nayx, doyenm,
AKuiscokutl HayionanbHull yHisepcumem
KYIomypu i Mucmeyms,

Kuis, Yxpaina

Mera ctarTi: mpoaHanizyBartu Tpanchopmarii TpanLiiftHOro (GONBKIOPY i BILIMBOM PI3HOMaHITHUX COIIOKYJIBTYPHUX
YUHHUKIB; OMUCATH TEHIEHIIT MOSBU H PO3BUTKY BapiaTMBHHX (OpM clieHIuHOi TpaHchopmarlii (GonbKIOpHOT TpauIii;
BHOKPEMHTH Pi3HOBHIH BTUIEHHS aBTEHTHYHOTO (OIBKIOPY HA CIEHI — BiI HAONMKEHOTO 0 aBTEHTHYHOTO 3BYyYaHHS Ta
MOBEIIHKOBHUX CTEPEOTUTIIB BUKOHAHHS HAYKOBO-ETHOTPa(iTHIX KOIEKTUBIB 110 (DOTBKIOPHOTO TeaTpy Ta CTIUII3ALIIH, a TAKOXK
BUKOPHCTAaHHS HAPOIHO-MY3WYHOI TPAIUIIii B TBOPYOCTI CY9aCHUX MY3UYHHX TYPTIB Pi3HHX JKaHPIB i CTHIiB. MeTomomoris
JIOCTIKEHHS: Y TIpolieci aHalli3y MOMKIIMBOCTEH 3aCTOCYBaHHS (DONBKIOPHO-eTHOrpadivyHOl CliaJIMHN YKPAaTHCHKOTO HApOIy
Ha eCTpa/IHii ClIeH] BUKOPHCTAHO METO/] aHJIOT11. AHAITITHYHHIT METO 3aCTOCOBAHO JUIsl ()OPMYITIOBAHHS (DyH/IaMEHTAIbHNX
3acaji CTBOPEHH: (POJIbKIOPUCTHYHHUX TBOPUHX MIPOEKTIB Y Cy4aCHHUX COLIIOKYJIBTYPHHUX yMoBax. HaykoBa HOBH3HA: BU3HAYEHO
Ta TPYHTOBHO OCMUCIICHO TEH/ICHIII] CIEHIYHOI TpaHcopMarlii GoTbKIOpHOT TpaauIii Ta pi3HOBHIM ii BTLNEHHS B CLCHIYHY
MIPAKTUKY Ha YKpaiHCBKii ecTpami. BucHoBkm. He 3BaXkaroum Ha COIiabHO-EKOHOMIYHI TPYAHOINI OCTAaHHIX IECATHPIY,
B YKpaiHi CIIOCTEPIraeThCs TMBUINCHHS 3aIliKaBICHOCTI HACENCHHS 10 30epe:KCHHA W TOMMpPEHHS HAPOMHOI MiCEHHOI
KYJIBTYpH, IO TIPOSIBISEThCS B 1i ajanTarii 10 CydacHHMX COIIOKYJIBTYPHHX BHUMOT, y MIATPUMI JyXOBHOI M KyJIBTYpHOI
CIIaJIKOEMHOCT] TIOKOJIiHB. Y Cy4acHOMY CYCIIUIBCTBI HapoJHa IiCEHHA TPAAMILIS CIIPOMOXKHA BUKOHYBATH HAHBaXKIMBILLY
CcolliabHy (PYHKI[IF0O MOBHOI YM YacTKOBOI cowiaii3amii 0COOMCTOCTI, iHTerpailii 3 HaIllOHAIBLHOK CBimomicTio. Hapomna
micHA He MoTpedye MTYyYHOro, HACHILHHUIILKOTO «OHOBIIEHHS 4H KoHcepsarliil. Ii po3BuTOK i TpaHcopmalii B creniuHiit
TBOPYOCTI CyJaCHUX aMaTOPChKHX, HAMiBOPO(pECiHHNX (BTOPHHHKX) Ta MPO(eCiHHIX BUKOHABCHKUX KOJCKTUBIB / COMICTIB
3aBKIM MaJTi i MarOTh IPHPOTHAHN XapaKTep, OCKIIFKA HapOIHA MIiCHSI MICTUTB Y cO01 )KUBI, HE3MiHHI IIIHHOCTI, 30epeKeHHs
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SKUX Ma€ HaJJBOKIIMBE 3HAYCHHS [UIA ICHYBaHHS yKpalHCBKOTO Hapoxy. lcropuyHo cTBOpeHi hopMut HOIBKIOPY B CydacHOMY
CYCIIUTBCTBI B 3HAUHIN Mipi BU3HAYAIOTH IUTICHICT, CBOEPIAHICTE i HEMEPEPBHICTh HAIIIOHATHHOI KyIBTYPHOI TPAIHMIIi, IO
00YMOBIIOE aKTyaJIbHICTh PO3POOKH CHCTEMH 3aXOAIB 1 TEXHOJOTIH 30€peeHHs, PO3BUTKY, MOIIMPEHHS W HOMyIspru3anii
HapOJIHOI ITiCHI.

Kntouosi cnosa: My3wdHuiA (OIBKIIOP; HAPOIHA TICHS; CIICHIYHE MUCTEIITBO; TpaHChOpMAIlis; TPaauIliiiHa KyIbTypa;
(bonbKIIOpHUi aHCAMOJIb

HAPOJHO-MY3bIKAJIBHAS | Cunensuukos Usan [puropbesuy'?,
TPAAULIUSA B COBPEMEHHDBIX | Cunensuukosa Banentuna Binagumuposua®
CHEHHMYECKUX MPAKTUKAX | '3acryacennviii pabomnux xynomypuvr Ypaunwt, doyenm,
2Kanouoam ucmopuyeckux nayx, doyenmn,
AKuesckuil HAYUOHANLHBIIL YHUSEPCUTNE
KYIbHYpbl U UCKYCCIME,
Kues, Yxkpauna

Llens crarbu: NpoaHATM3UPOBATH TPAHC(HOPMALMIO TPAJUIMOHHOTO (OJBKIOpAa MO BIUSHHEM pPa3HOOOpa3HBIX
COLIMOKYJIBTYPHBIX (DaKTOPOB; OIMCATh TEHJCHIINH MOSBICHHUS U Pa3BUTHs Pa3IMYHBIX (POPM CIIEHUUECKOH TpaHcdopMan
(ONBKIIOPHON TPAAMIINH, BBLIEIUTH PAa3HOBHUIHOCTH BOILIOIICHHUS ay TEHTUYHOTO (hOJIBKIIOpA Ha CIIeHEe — OT MPUOIHIKEHHOTO
K ayTeHTHYHOMY 3BYyYaHHIO U IIOBEIECHYECKUX CTEPEOTHIIOB HCIOJIHEHHMS HAyYHO-3THOTPa)HIECKUX KOJICKTHBOB
10 (ONBKIOPHOTO TeaTpa W CTHIM3ALUH, a TaKkKe HCIOIB30BAHHUS HAPOJHO-MY3bIKAJIBHOW TPAIULMK B TBOPYECTBE
COBPEMEHHBIX MY3bIKaJIbHBIX TIPYIII Pa3HbIX JKAaHPOB W CTIJICH. MeETOHONOrUs MCCICHOBaHMS: B IIpOLECCe aHaIn3a
BO3MOXXHOCTEH HpHMEHEHHS (OIBKIOPHO-ITHOTPA(QUIECKOTO HACleHsl YKPaWHCKOTO Hapoja Ha JCTPaJHON CIeHe
UCTIONIb30BaH METOJT aHAJIOTUH. AHAJINTHYECKUH METOJT PUMEHEH JUTsl (hOpMYITHPOBAHNS (PyH/TaMEHTAIBHBIX OCHOB CO3/IaHHs
(OIBKIOPUCTUYECKUX TBOPYECKHUX MPOSKTOB B COBPEMEHHBIX COLMOKYIBTYPHBIX YCIIOBHsIX. HayuHas HOBH3HA: OpeieNieHb
U OCHOBATENIBHO OCMbICIICHBI TEHJICHIIMH CIEHWYECKOH TpaHcdopMain (OJbKIOPHON TPajULUKd ¥ Pa3HOBUAHOCTH €€
BOIUIOIICHHS B CLEHMYECKYIO IIPAKTUKYy HA YKPamHCKOH 3crpane. BuiBomsl. HecMmoTps Ha conMaibHO-3KOHOMHYECKHE
TPYAHOCTH HOCIICHHUX ICCATUIICTHII, B YKpanHe HaOJIIofaeTCsl MOBBIICHHE 3aMHTEPECOBAHHOCTH HACEICHUS B COXPaHEHHH
U pacrpOCTPAaHCHHH HAPOITHOW MECEHHOH KYJIBTYpBI, YTO MPOSBISETCS B €€ aJalTalii K COBPEMEHHBIM COLMOKYIBTYPHBIM
TpeOOBaHMAM, B COXPAaHEHNH JTyXOBHOH M KyJIBTYpHOI ITPEEMCTBEHHOCTH ITOKOJIEHHH. B coBpeMeHHOM 00IecTBe HapoaHast
MIECEHHAasl TPAJIHLKs CHOCOOHA BBIMOJHATH BAKHEHIIYIO COLMAIBHYIO (DYHKIHMIO MOJHOW MM YaCTUYHOM COIMAIM3alUN
JIMYHOCTHU, UHTEIrpallui ¢ HAHMOHAJIbHBIM CO3HAHUEM. Hapoaﬂaﬂ MECHA HE HYXAACTCA B UCKYCCTBCHHOM, HAaCHUJILCTBECHHOM
«OOHOBJICHHNY WK KOHCepBaluy. Ee pa3Butue u TpaHchopMaliuy B CHICHHYESCKOM TBOPYECTBE COBPEMEHHBIX JIFOOUTEIIBCKHX,
OMyTIpo(eCCHOHANBHBIX (BTOPUYHBIX) M MPO(ECCHOHATBHBIX HCTIOTHUTENBCKAX KOJJIEKTHBOB/CONMCTOB BCEIZIa HOCHIN
W HOCSIT IIPUPOIHBINA XapaKkTep, HOCKOIBKY HApOIHAs IIECHS CONEPXKUT B ceOe JKMBbIE, HEM3MEHHBIC [IGHHOCTH, COXPaHECHHE
KOTOPBIX HMEET BaXKHOE 3HAYCHHUE JUIS CYIECTBOBAHMUS YKPAUHCKOT0 Hapoja. Mctopudecku cinoxusimecs Gopmsl GopKiiopa
B COBPEMEHHOM OOIIECTBE B 3HAYUTEIILHOM CTETIEHH OTPECIISIIOT IIEI0OCTHOCTh, CBOC00pa3ye M HEPEPHIBHOCTh HALMOHAIBLHON
KyJIBTYPHOW TPaJNIINH, YTO 00yCIIaBIMBACT aKTyaJIbHOCTh Pa3padOTKH CUCTEMbI MEp M TEXHOJIIOTUH COXpaHEeHWs, Pa3BUTHS,
pacrnpocTpaHeHus ¥ MOMyJspU3aLUK HAPOJAHOM MEeCHU.

Knrouesvie cro6a.: My3bIKaIbHBIN (DOIBKIOP; HAPOAHAS NIECHS; CLIEHNYECKOE HCKYCCTBO; TpaHC(HOpMALHs; TpaJUIHOHHAS
KynbTypa; (GOIBKIOPHBIA aHCaMOTb
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