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The purpose of the research is to analyze the technology of creating television programs and to identify the causes
and consequences of the use of new genres, methods and techniques; consider the process of merging or replacing one
genres with others, the emergence of new genre formations, the creation of new television forms; explore the genre
aspects of television products. The research methods. Together with the general scientific methods (analysis, synthesis,
generalization), system analysis was used, which made it possible to characterize the integration of the latest technologies,
genres and methods. The comparative method allowed us to characterize the problems of the emergence of the newest
genre formations, and the historical and cultural method — to reveal the main trends in the development of television in
different historical and cultural contexts. The scientific novelty of the scientific paper consists in the author’s interpretation
of the latest trends in the development of television art, differentiation of television genres, types and formats of TV
broadcasting, disclosure of an integrated selection of television programs, diffusion processes and hybridization of
genres. Conclusions. Based on the consideration of the relationship between the development of television and the
evolution of genres, the reasons that contributed to the rethinking of traditional genres and the emergence of new types
of television programs have been identified. It was found that due to the evolution of television genres, along with the
diffusion and differentiation of genres, their merging is observed, and the blurring of genre boundaries leads not only
to the emergence of hybrid genre forms, but also to constant genre enrichment. Today, the genres of journalism (both
television and newspaper) are a comprehensive and developed system that is continuously being improved.

Keywords: television; television genre; television programs.

Introduction

The theoretical basis for the definition of the genre and its features should be sought in art history and literary
criticism. A genre is a type, a kind of work, it is marked with special, inherent features and signs regarding
the composition, structure, imaginative means and creative techniques, language and style of presentation.
In the “literary dictionary — reference book™ literary genre is interpreted as “one of the main elements of
systematization of literary material that classifies literary works according to the types of their poetic structure”,
while distinguishing the literary genre (common), literary type (special), form (genre).

A genre on television can be defined as the established type of reality display, which has a number of
relatively stable features and plays the role of a hint to the audience. R. A. Boretskyi in the book “Information
genres of television” for the first time has carried out the classification of television genres, where the following
are highlighted: information and journalistic — informational presentation in the frame, commentary, review,
report, interview, conversation, discussion, press conference; and artistic (staged, playing) — essay, documentary
films and videos.

The stages of the formation and development of television and its genre and functional features were
analyzed by E. Bagirov. The main features of TV broadcasting and the development of genres on television
were described by V. Egorov in the monograph “Television between the past and the future”. In particular,
M. Bakhtin emphasized in the collection “Epos and Novel” that at each new stage, independently of one another,
the genre is revived and updated simultaneously, while remembering its past. D. Likhachov believed that genres,
independently of each other, form a certain system that changes historically. D. Bekasov in the study guide
“Correspondence, article — genres of journalism” in the course “Theory and practice of the party-Soviet press”
notes that the theoretical understanding of the classification of types and genres is not yet complete, and their
separation is relatively and arbitrary as the main feature of the genre remains decisive in all forms. TV journalism

© Nataliia Tsimokh, 2019
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and television genres were studied by experts in the field of television theory and practice G. Kuznetsov,
V. Tsvyk, A. Yurovskyi.

The study of this topic involved both foreign and Ukrainian scientists. Among Ukrainian researchers, it
is worth noting the scientific potential in the field of television and, in particular, the genres of the professor
at the Kiev National University of Culture and Arts, Ph.D. in Art history S. Bezklubenko, who studied the
historical and cultural aspects of the development of television, art genres, clarified the artistic meaning of the
concept: “genre”. Ukrainian television journalist, Academician of the Television Academy known as a researcher
of domestic and foreign electronic mass media [.Mashchenko, paid special attention to the historical foundations
of the development of television, television journalism issues and genre features. M. Nedopytanskyi studied the
modern practice of journalistic interviews, the technology of making television news, the secrets of popularity
and the production of a television talk show.

A huge number of works is written about the genres in which they are considered from different points
of view. Since the modern system of genres is constantly transforming, the evolution of the genres of modern
television is not fully studied, and the differentiation of genres and their hybridization are not fully considered.
So, now there is a need to analyze the development trends of television program genres, to identify external and
internal relations between them, to determine the causes of the emergence of new genres, to systematize practical
knowledge based on a scientific approach.

The purpose of the article

The purpose of the study is to analyze the technology of creating television programs and to identify the
causes and consequences of the use of new genres, methods and techniques; consider the process of merging or
replacing some genres by others, the emergence of new genre formations, the creation of new television forms; to
determine the reasons that contributed to the emergence of new genre formations, to identify external and internal
relations between them; on the basis of the analysis of modern television programs to explore the genre aspects
of television products, the technology of creating television programs, the diffusion of the entire genre system.

Presentation of the main material

The modern system of genres is a structure that is constantly and dynamically developing. If speaking about
television genres we mean stable types, united by similar content-formal features, then it is worth noting that
theorists refer these features to the factors that form genres. These include, generally, the object of display, the
target setting (function) and the display method. But the problem of genre definition does not end there, because
in every genre such laws of journalistic creativity as the interaction of genre and method, the ratio of form and
content, actual and figurative in genre, space and time, author’s intention and genre embodiment, the target genre
setting and the expectations of viewers intersect. Without a comprehensive analysis of these issues, it is difficult
to characterize genre formations (Chorna, 2013, Vol. 7. p. 160-166).

Genre (Fr. Genre) is a formal and informative category developed in literary criticism with the aim of
classifying creative textual products (works) according to their type. There is no contradiction here — formal
as a unit of classification, i.e. a product of an appropriate formalized procedure, and, at the same time,
typologically meaningful. The concept of a genre is based on classification by typology or specifically by
diagnostic characteristics, which, like any classification, is rather conventional: Thus, a journalistic story may
contain an interview, as a documentary work — use elements of playing (staged, artistic) art. The genre can be
also defined as a type of work that has developed historically and has common characteristics and patterns
(Lubkovych, 2005, p. 176).

Each genre can be attributed to at least four features that characterize it: the first is a functional orientation;
the second is the degree of generalization of the narration (the depth of analysis in the interpretation of facts
and the connections of a particular event with others); the third is an assessment of the event, or an emotional-
axiological orientation; the fourth is the nature of the use of certain descriptive and expressive means in various
interrelation (Datsenko, 2002, p. 87-98).

So what is a genre? It is clear that this is a more or less stable form of cognition and reflection, and in art it
is the creation of reality. In journalism, the genre is commonly understood as a “well-established type of work
that has developed historically and is marked by a special way of mastering vital material, characterized by clear
structure features” (Azutina 2011, p. 16). Generally, it is emphasized that each genre is notable for a specific role
in the mass media system and is characterized by a certain compositional organization of the material.
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In the perception of the work by the viewer, the “declared genre” form plays a major role, due to the
commercial name of the television product or the announcement. The claimed genre can increase box office
success through the impact on targeted orientation and psychological setting.

The genre structure of speech (channel, station) consists of three indicators: specification of genres used; the
share of air time that each of these genres takes; the television space of each genre is the time of day, the channel
and sometimes the terrain of broadcasting (Hoian, 2004, p. 164).

Genre-thematic structure of speech is the ratio of channels, rubrics, companies with different genre
orientation, topics and specialization (news, entertainment, children-oriented, rural residents-oriented, etc.).

The modern system of television genres combines different genres of journalism, popular culture, scientific
and technical achievements, ranging from news to talk shows, artistic and educational TV programs to soap
operas, television stories and essays to entertainment and reality shows. Depending on the way of displaying, the
journalistic genres are divided into informational (in terms of the questions: what, where, when) or information-
analytical (in terms of the questions: how, why and for what purpose, to whom it is beneficial, what the
consequences will be) as well as artistic and journalistic genres. The information type includes genres the task of
which is to report an event or occurrence (note, journalistic story, report, interview). These genres are described
in terms of efficiency, brevity, accuracy and clarity of the presentation of information; they do not require
analysis or comment and should be presented objectively and accurately. Analytical genres of journalism widely
and in detail highlight the facts, evaluating, summarizing, commenting on them. These include critical review,
review, comments, correspondence, article, investigation. The subject of journalistic investigation is usually
any significant negative phenomenon. The purpose of the research — to identify the causes of this phenomenon.
Each particular genre, in turn, can have several varieties, such as journalistic story: direct — about the event
(synchronous or dumb), staged (“provoked situation”) and thematic (problem).

Artistic and journalistic genres, first of all, represent the author’s impression of events or phenomena,
thoughts, reflections about certain problems. These genres include essay, sketch, satirical article, pamphlet.
Artistic and journalistic genres can be expressive. They are quite complex in execution and require from
a journalist to be not only skilled enough, but also experienced.

The classification of the genres of modern television, the typology of television programs and the system of
using artistic and expressive means were formed by G. Kuznetsov, V. Tsvyk, A. Yurovskyi, who identified the
following genres:

Information (news) programs that regularly report on current events, facts, circumstances and contain from
8 to 20 episodes (“stories”, journalistic stories, oral reports). They can be universal and specialized types of TV
programs. At the end of the day or week, information-analytical or summarized programs are aired, where not
only facts are reported, but opinions, assumptions, summaries of experts and moderator are pronounced.

Journalistic programs raising social problems to the audience with concrete examples and calling for
their solution, openly appealing to public opinion (essays, journalistic stories, conversations, discussions, talk
shows, etc.).

Cognitive-entertaining programs — reviews of current events, light talk shows, a “cocktail” from celebrity
interviews, cartoons, information, useful tips and the like.

Cultural and educational programs are programs in which a dramatic story is set forth as well as a display
of spiritual values created by mankind. Genres are the same as in journalism, as well as the broadcast of
performances, programs about the problems of family and youth, medicine (health), culture.

Children-oriented programs are programs addressed to viewers of preschool, primary school, adolescent and
juvenile age, the goal of which is comprehensive education and socialization of the younger generation.

Sports programs are programs that highlight information and comment on competition results, complete
broadcasts of matches or detailed reports about sports events.

Feature (playing) are movies from 1 to 12 episodes, they can be as an independent element or be accompanied
by a cultural-educational conversation, a story about the circumstances of the film, about the historical context
in conjunction with the present.

Episodic television series (TV series, “soap operas’), which are fairly separated by sociologists from feature
films. Their function is cheap (in the literal and figurative sense) entertainment. Standard situations are staged in
the same decorations.

Entertaining programs are programs created for the pleasure and entertainment of the viewer (variety, circus,
musical, playing, quizzes, etc.).

Advertising programs — TV shops, sets of clips, “plots” about the advertised product or service (Kuznetsov,
Tsvyk and Yurovskyi, 2005, p. 366).
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The system of genres tends to change (evolve) over the time: new genres emerge (for example, teleconference
bridges or television games), old ones disappear (for example, a television pamphlet), there is also interpenetration
of genres (for example, to increase entertainment, interviews show signs of journalistic story, and journalistic
story attracts artistic features to an essay imagery when the author’s position is provided which is uncharacteristic
for pure journalistic story).

Historical changes in society, the reorganization of the structure of television and the struggle for channel
ratings have contributed to the emergence and development of new genres, the emergence of new television
programs. The authors of the programs, which were typical and existed in a single system, begin to search for
and implement new ideas, use new descriptive and expressive methods and techniques, apply the experience of
world television. The peculiarities of writing texts, directing, shooting and editing these programs are changing.
There is a principal process of “revision” of genre boundaries, which led to the fact that the report, interview,
journalistic story ceased to be only informational and analytical, the speaker as a “talking head” turns into a leading
commentator, moderator, and informational programs turn into information-analytical (Lazutina , 2011, p. 11).

Practically any system of genres usually has several levels (the hierarchy of the typological structure
(system) of genres). Therefore, according to one level of classification, genres are divided into journalistic and
informational, according to the criterion, which issues the author is interested in: how, why and for what purpose,
or what, where, when. According to another variant, three types of journalism are identified: informational (note,
report, performance, interview, journalistic story), analytical (commented information with the introduction of
the author’s subjectivity — comment, review, discussion, press conference, correspondence) and artistic (sketch,
sketch, essay, satire). In turn, each specific genre may have several varieties; for example, journalistic story —
direct type about the event (synchronous or dumb), staged (“provoked situation”) and thematic (problem)
(Ivanov, 2000, p. 189).

In principle, the hierarchy can line up infinitely from the very top to the bottom of particulars. Of course,
an artificial expansion of the hierarchical system inevitably leads to the substitution of concepts with a shift of
emphasis from the genre of the product to its style and further to the product itself, its form of transmission,
the author’s program, communication channel, the organ of the communication media instrumentality, etc. The
communication media are divided into mass media and private interactive or simplex networks. The mass media,
in turn, are divided into types, etc., down to the specification of branches and varieties of individual genres,
including in the form of styles of their use for various purposes (Kuznetsov, Tsvyk and Yurovskyi, 2005, p. 366).

Thus, a parable film in the viewer’s perception of an elite audience (to whom it is actually addressed) will
evoke a feeling of surrealism, but this word is usually missing in critical or specialized literature on TV, denoting
the well-known independent pictorial art genre. On the other hand, animated cartoon or interviews can be called
genres of television art (at least specialists, in general, do not argue with this), but also mean the technique of
synthesizing a moving image and the method of obtaining information, respectively, and the work the genre of
which these words denote, can simultaneously be qualified in a different genre (for example, animated series or
reportage interview) (Kuznetsov, Tsvyk and Yurovskyi, 2005, p. 366).

The nature of the heuristic subjectivity of a system of genres is contained in one of the three components of
the communication process: source (communicator), message (product) or recipient (audience) (Mashchenko,
2005, p. 186).

Each form, type and genre has not only the name and diagnostic features, but also a specific function
(informational or recreational), as well as a typical position in the television space, including the channel,
broadcast, rubric, and even the time of day and terrain of the air (Kroichyk, 2000, p. 194). The modern typology
of television genres identifies several levels, of which two are main: information and journalistic — informational
presentation in the frame, commentary, review, report, interview, conversation, discussion, press conference; and
artistic (staged, playing) — essay, documentary films and videos (Yelisovenko, 2000, p. 89).

When solving a classification problem, one should not confuse genres with the form of expression or
implementation. For example, a monologue, which in some interpretations plays the purely conventional role
of a genre, can serve as a tool of implementation, being implemented on the television screen in the form of
such various genres: informational performance in the frame (analogue in the press — informational note or
correspondence), comment, review, journalistic story. Monologue genres are relatively few, considering how
difficult it is to keep the attention of the audience by one person. The most spectacular of them is the journalistic
story, since it is necessarily accompanied by a video sequence (Kroichyk, 2000, p. 196).

The scientific novelty of the scientific paper consists in the author’s interpretation of the latest trends in
the development of television art, differentiation of television genres, types and formats of TV broadcasting,
disclosure of an integrated selection of television programs, diffusion processes and hybridization of genres. It
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is proved that in the process of evolution of television genres, types and formats of television broadcasting there
is a blurring of the boundaries of the genre palette, there is a steady trend for integrated selection of television
programs, diffusion, hybridization of genres, new genres appear by merging or replacing one genres with others.

Conclusions

So, in the television production you can identify traditional and modern genres. The classification system is
based on the system of genres of R. Boretskyi. The classification of the genres of modern television, the typology
of television programs and the system of using artistic and expressive means were formed by G. Kuznetsov,
V. Tsvyk, A. Yurovskyi. Typology of genres of television production was determined by N. Vakurova and
L. Moskovkin. Other systems of classification of genres, based on diagnostic features, are also possible, for
example, speaking of the sign structure (one of the three semiotic screen text systems) — image, speech or
sound, and not only the systems of genres, but also the schemes of hierarchical subordination of television
genres. The systems of genres, like the genres themselves, are constantly evolving, chimerizing, contaminating,
disappearing and appearing.

Today, the genres of journalism (both television and newspaper) are a comprehensive and developed
system. A characteristic feature of this system, on the one hand, is stability, and on the other hand — mobility.
The modern system of genres is a dynamic structure that is constantly evolving; it has its own internal and
external relations. The internal relation between genres is determined by one type of creativity — journalistic,
and the external relation — the fact that each genre arises according to the need to reflect modern life. At the
present stage, this process occurs due to the merger or replacement of one genre with another, the emergence of
new genre formations.

Further research in this direction may concern the creation of a competitive television product, individual
programs and programming of television broadcast. Thanks to them, it is possible to unify the types of television
programs, to standardize all programs, to develop uniform television criteria, which will provide legal certainty
to counter unfair competition. In this regard, it is advisable to study the technology of creating television
products, as well as explore the problem of using new genres, methods and techniques on television.
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KAHPOBI ACIIEKTH | Llimox Haraunis IsaniBna
EKPAHHMUX TBOPIB | Buxnaoau, Kuiscoxuii nayionansnuii ynieepcumem
Kyaomypu i mucmeyms, Kuie, Yxpaina

Merta nociikeHHs — POaHaIi3yBaTH TEXHOIOTI] CTBOPEHHS TEJIEBI3IHHUX MPOrpaM Ta BUSBUTH IIPUYMHU H HACIIIKH
BUKOPHCTAHHS HOBUX JKaHPiB, METO/IB I MPUHOMIB; pO3IIISIHY TH POIIEC 3IUTTS a00 3aMIIEeHHSs OHHUX KaHPIB iHIINMH, TTOSIBA
HOBHX JKaHPOBHUX YTBOPEHb, HAPO/PKEHHSI HOBHX €KpaHHUX (popM. MeTozonoris JociiukeHHs. Pa3oM i3 3araibHOHaYKOBUMHU
MeToJaMH (aHalli3, CHHTE3, Yy3arajbHEHHs) BHMKOPHCTAHO CHCTEMHHI aHaili3, II0 JaB 3MOIY OXapakTepU3yBaTh
B3a€MOIHTETPAIliI0 HOBITHIX TEXHOJIOTIH, aHpiB 1 MeroxniB. KommaparHBHUN METOJ CIPUSIB PO3INISIOBI MPOOIEMATHKU
BUHMKHEHHS HOBITHIX JKaHPOBMX YTBOPEHb, a ICTOPHUKO-KYJIBTYPHHH — PO3KPHTITIO OCHOBHUX TEHICHLIH PO3BUTKY
TenebayeHHs B PI3HUX ICTOPUYHO-KYABTYPHIX KOHTeKcTax. HaykoBa HOBM3HA poOOTH TOJIsATae B aBTOPCHKIH iHTepIpeTartii
HOBITHIX TEHJICHIIIF PO3BUTKY €KPaHHOTO MUCTEIITBA, AU(PEPCHITIallil TeIeBi3IHHNX XKaHPIB, TUIIB 1 pOpMATiB TEIEMOBICHHS,
PO3KpPHUTTI IHTErPOBAHOTO BiOOpPY Teienepenay, npouecis anudysii ta riopuansaris sxkanpis. BucHoBku. Ha ocHOBI posnsity
B3a€MO3B’SI3Ky PO3BHUTKY TeJIeOaUEHHS 3 €BOJIOLIEIO KAHPIB BUSBICHO MPHYUHH, SKi CHPUSUIN IEPEOCMHICICHHIO TPaINIIHHIX
JKaHPIB 1 MOSBI HOBHX, a TAKOX CTAHOBJICHHIO HOBHX THUIIB TEJICBI3IiHUX mporpaM. 3’sICOBAHO, 1[0 Y 3B’SI3KY 3 CBOJIOIIIEI0
CKPaHHHUX KaHPIB TOPs 3 Hudy3ier0 i Au(epeHIiaIieto KaupiB CIIOCTEPIraeThCs 1X 3IUTTS, @ PO3MUTICTh JKAHPOBUX MEK
MIPU3BOAUTG HE TUTHKH 10 BUHUKHEHHS T1OPHIHHUX KaHPOBHX (OpPM, a i 10 MOCTIHHOTO KaHPOBOTO 30aradeHHsA. ChOromH1
YKaHPH )KyPHATUCTUKH (1 TENEeBi3iifHO1, i ra3eTHOT) € MITTICHOIO i Pa3BUHEHOIO CHCTEMOIO, sIKa HETIePEPBHO BIOCKOHATIOETHCS.

Kntouosi cnosa: TenebadeHHS; TENCBI31IMHUN JKaHP; TEIEBI3ilHI IpOrpaMu.

KAHPOBBIE ACIIEKTbI | Iumox Haramus MBanosHa
IKPAHHBIX ITPOU3BEAEHWMU | ITpenooasamens, Kuescruii nayuonanvuwiii ynusepcumemn

Kynemypol u uckyccms, Kues, Ykpauna

Llens wcciienoBaHus — TPOAHAIM3NPOBATH TEXHOJOTHH CO3JAHUSI TEJIEBU3MOHHBIX TIPOrPaMM M BBISIBUTH
MIPUYMHBI ¥ CJIEJCTBUSI MCIOJNB30BAHUS HOBBIX KaHPOB, METOJOB M IIPHEMOB; PACCMOTPETh IPOLECC CIMSHUS WIN
3aMEILeHUs] OJJHAX JKaHPOB JIPYTHMH, MOSIBJICHNSI HOBBIX )KaHPOBBIX 00pPa30BaHUM, POXKICHUS HOBBIX DKPaHHBIX (HOPM;
HCCIICIOBATh XKAHPOBBIC ACHEKTbI 3KPAHHBIX HpHSBe}IeHHﬁ. MeTO}IOJ’IOFI/Iﬂ HCCJICOOBAHUA. Bwmecte ¢ 06IJ_IeHay‘IHI)IMI/I
MeToaMu (aHalu3, CHHTE3, 00OOIIEHHE) HCIONB30BAaH CHCTEMHBIN aHAIN3, KOTOPBIH IO3BOJHMII OXapaKTepHU30BaTh
B3aUMOMHTEIPALlMI0 HOBEHIIMX TEXHOJIOTMH, >KaHPOB M METONOB. KoMmapaTuBHBIN NO3BOJIWI OXapakTEpU30BaTh
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po0JIeMaTHKy BOSHUKHOBEHHS HOBEHIIMX YKaHPOBBIX OOpa30BaHMM, a MCTOPUKO-KYJIBTYPHBIH — PaCKPBITh OCHOBHBIE
TEHACHLUH Pa3BUTHS TCICBUICHUS B Pa3HBIX HCTOPHYECKU-KYJIBTYPHBIX KOHTEKcTax. Hay4yHas HoBH3HA pabOTBI COCTOUT
B aBTOPCKOM MHTEPIPETAIMN HOBEHIIINX TCHICHIIMH Pa3BUTHsI 3KPAHHOTO UCKYCCTBa, AU (hepeHInanny TeIeBU3HOHHBIX
YKaHPOB, TUIOB M (hOPMATOB TEJICBENIAHUS, PACKPBITHH HHTETPUPOBAHHOTO OTOOpa Tesenepeay, nporeccos Tuddysun
U rubpuan3anys xkaHpoB. BeiBonsl. Ha ocHOBaHMM paccMOTpEHMsI B3aMMOCBSI3U Pa3BUTHUSI TEJIEBHICHUS C HBOJIOLUEH
JKaHPOB BBIABJICHBI IPUYHUHBI, KOTOPLIC CII0COOCTBOBAIIN MEPCOCMBICIICHUIO TPAAUIHUOHHBIX XAaHPOB W IOABJICHHIO
HOBBIX, @ TAK)KE CTAHOBJICHHIO HOBBIX THIIOB TEJICBU3NOHHBIX TPOrpaMM. BEIACHEHO, UTO B CBS3H € 3BOTIOLHMEH SKPaHHBIX
KaHPOB psaaoM ¢ auddysueit n quddepeHnnanmels ;kaHpoB HAOTIOIACTCS UX CIHUSHNE, & PA3MBITOCTh KAaHPOBBIX TPAHHUIT
MPUBOJHT HE TOJBKO K BOSHUKHOBCHHUIO THOPUITHBIX JKAaHPOBBIX (OPM, HO M K IOCTOSTHHOMY KaHPOBOMY OOOTAIlCHHUIO.
CerozHst aHPBI )KYPHAINCTUKH (M TEJIEBU3HMOHHOMN, M Ta3€THOM) SIBIISIOTCSI LIEJIOCTHON M Pa3BUTON CHCTEMOM, KOTOpast
HETPEPBHIBHO COBEPILICHCTBYETCSL.
Kniouesvie crosa. TeneBueHNe; TeICBU3UOHHBIN XKaHP; TEICBU3HOHHBIC IPOIPAMMBIL.
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Mera crarTi. BUsBUTH OCHOBHI HaIlIpsSIMKH PO3BUTKY CayH-AM3aiiHy B YKpaiHi, a TAaKOXK MpOaHaIi3yBaTH Momnepe/Hi
3100y TKH B 1ilf rary3i. MeTOm0IOTiEr0 JOCTIHKEHHS € OpraHigHa CyKYITHICTh 0a30BUX MPHUHITUIIIB A0 CITIKEHHS, a TAKOXK
METO/M HAYKOBOTO ITi3HAHHS: MPOOJIEMHO-XPOHONIOTIYHAH, KOHKPETHO-ICTOPHYHIH, CTATUCTUIHNHN, OMIICOBHH, JIOTIiKO-
aHajiTHYHUHA. HaykoBa HOBH3HA NOJISITAE B TOMY, 1110 BUSIBJIEHO OCHOBHI IIPHHIIUIIN Ta KPUTEPil PO3BUTKY CayHI-AU3aHHY
B YkpaiHi. BUCHOBKM. AHaJi3ylouM IEPCHEKTUBU DPO3BHUTKY CayHJ-JIU3aiiHy, BUSBICHO, IO BiH € BHJIOM CY4acHOI
JM3aliHepChKOi AisIbHOCTI. JIMie oOcTaHHI NECSTUIITTS BITYM3HSIHUI KiHemaTorpad akTUBHO KPOKYE 10 PO3BUTKY
3BYyKOBOI ecTeTHkH. [Ipote, 1eil mporec 3Ha4HO YMOBUIBHIOE BIJICYTHICTh SIK TEXHIYHOI, Tak i mpakTuuHoi Oa3u. He
3B)KAIOYH HA 11€, Cy9acHI KIHOKOMITO3UTOPH, SIKi 3/11iCHIOIOTH CBOIO JisUTbHICTD B YKpaiHi, TOCSATIIN MEBHUX MO3UTHBHUX
pe3ynbTartiB y poOoTi 3i 3ByKoM KiHO. Ilepenbadaioun po3BUTOK ayJiOMapKeTHHTY Y KOPOTKOCTPOKOBIH MEpCIEKTHBI,
MOXEMO CIO/IBAaTUCSI HAa AKTHUBHY IHTErpalil0 MY3MYHOTO KOHTEHTY B CHCTEMY MapKETHMHTOBHX KOMYHIKAIil,
MTOETHAHHS BCIX TOYOK B3aeMOil Oi3HECY 31 CHOKMBauaMU 1 CIIPHUSHHS MEPCOHANI3AI] ayaio-KOMYHIKaIiid. 3 METOI0
O1IBIII KOHKPETHOTO PO3YMIHHS ITPIOPUTETIB IIILOBOI ayuTOpii, KpiM 300py 0a3zoBoi iH(OpMAIi]l HIISIXOM MTPOBEJCHHS
orutyBanb, CRM, ¢okyc-rpyr, CTaHyTh IIUPOKO 3aCTOCOBYBATUCS IOCIIDKEHHSI CHOKUBUMX TPOdaiiIiB y comiabHIX
Mmeia.

Knrouosi cnosa: cayH-mu3aifH; aymniOMapKeTHHT; MEPCIEKTUBH; BITYM3HSIHUN KiHeMaTorpad; KiHOKOMITO3HTOPH;
MY3UYHUI KOHTEHT.

Beryn

Y cyuacHOMY CBiTi, B HaMOIBII MIMPOKOMY 3HaY€HHI1 3BYKOBUU nu3aitH (Bim aHmi. Sound Design —
38YKO8ULL OU3aliH) € BUAOM CyJacHOI TU3aMHEPCHKOI MISIIFHOCTI. 3BYK € 00’ €KTOM AM3aifHEpChKOl MisUTEHOCTI,
a TakoXX Horo Hocii (mudpoBi Ta aHANMOTOBi). Y NEAKMX BHUMAJKaX 00 €KTOM cayH/A-TU3aiiHy MOXKe OyTH
aKyCTHKa IPOCTOPIB 1 mpuMmimeHs. Tak, came TpaKTyBaHHS «3BYKOBHUI IU3aiiH» HAIAIITOBYE HAa JyMKY IO
JiSUTBHICTB, SIKa HAJIEKUTh 10 rany3i 3ByKOBUPOOHHUITBA Ta aKyCTUYHOTO CEpeOBHUIIA, POOIT 31 3BYKOBOTO
oQopMIICHHS aylioBi3yaJbHUX MPOEKTIB, CTBOPEHHS 3BYKO-IIYMOBOTO CYNPOBOAY MYJBTHMEIIMHHX Ta
EKpaHHMX MPOIYKTIB, 30KpeMa JJIsi MACOBOTO Ta KOMEPIIHHOTO BUKOPHCTAHHSI.

My3suka, fK yHiBepcaJlbHa MOBa, 1032 MeKaMH (YHKI[IOHYBaHHS JIOTIYHO-aHATITHYHUX (UIETPIB
CBIJIOMOCTi, 30pi€HTOBaHa Ha MPSMHA KOHTAKT 3 JIOACRKAUMH MOYYTTSAMH Ta EMOISIMH # CIpHUsE
KYJIETUBYBaHHIO MTPOAYKTHBHOI ysBH. He BumankoBo B antnuHux [ pemii Ta Pumi, 3a mopagamu ¢inocodin
[Tiaropa, Ilnatona i ApucroTens 3AiiiCHIOBaBCS PETEIbHUNA A00Ip 3pa3KiB My3HUHOI KyJIbTYpU 3 METOIO
MPUILIETUICHHS! apUCTOKPaTHYHii Mononi (i3sHYHOrO 340pOB’S, BUCOKMX XyHAOKHIX CMaKiB, MOpaJbHOI
YUCTOTH ¥ TBEPIOTO XapakTepy. bararoBikoBa cycmijibHa MpaKTHKa JIOICTBA 3aCBIIUMIIA, 1110 3BYKH MY3HKH
y TO€HAHHI 3 11 MEJIOJUKOI0 Ta PUTMIKOIO TIO3MTHBHO BIUIMBAIOTh HA JYXOBHHI Ta (DI3UUHUN PO3BUTOK
JIFOTWHA, TAPMOHI3YIOYH CBIT 11 MOYYTTIB, 3IUTFOIOYN i HAITOBHIOIOUN CHEPTI€I0 TiJI0, 30aradyroun iHTEIEKT
i HONINIIyroYd mam’siTh. 3a3Ha4deHe, NEePemoBCiM, CTOCYETHCS KJIACMYHOI MY3UKH, TBOPII SKOI TOHKO
B1I4yBaJIM 3B’ S[30K MK MY3HKOIO i (i3MYHUM, MOPaAJIbHUM Ta PO3YMOBHM 370pOB’sIM JroauHu. Himenpkuit
KOMITO3UTOp 1 opranicT enoxu Oapoko ®. ['enmens 3a3HayaB, IO NparHe HE PO3BaXKaTH CIIyXadiB CBOEIO
MY3HUKOI0, a «3po0uTH X Kpamumm» (Bonkos-Jlanaut, 1964).

OO0cTororoun 11e10 My3UKH sIK TOYHOI Hayku, [lidarop HamaraBcsi 3aCTOCYBATH BIAKPUTI HUM 3aKOHU
rapMOHIi 10 pi3HUX MPUPOTHUX SIBUIIL, 30KpEeMa IUTAHETH 1 Cy3ip’si. BBaXkaroun rapMOHIHO J€TEPMiHOBAHOIO

© Xpenos 1. O., 2019
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HE YYTTEBUM CIPUUHATTSAM, a PO3YMOM 1 MaTeMaTHKOIO, Imidaropiimi iiMeHyBann ceOe KaHOHIKaMH Ha
BiZIMiHY Bix mpeactaBHUKIB 'apMoniitHOi [lIkomm, KOTpi MPOTrONOCHIIM MigBaIMHAMH TapMOHIi CMaK Ta
iHTYilil0. BrieBHeHU# y OlaroTBOpHOMY BIUIMBI MY3MKH Ha JIIOICBKI po3yMm 1 Tijo, Ilidarop BBaxkaB ii
criopizHeHot0 3 MeautuHow. PDinocod HamaBaB mepeBary CTpyHHHM IHCTPYMEHTaM, 3aCTEpirarodd CBOIX
YUHIB BiJI CITyXaHHs Tpy Ha (uieiTi. Bin cTBepmKyBaB, 110 JIFOACHKA TyIlIa TiHa OYUIICHHS BiJl ippallioHaTbHIX
BIUIMBIB JIMIIIE YPOUHCTHM CITIBOM, KU CYIPOBODKYBABCS TPOIO Ha JIipi. 3 SICOBYIOYH TE€PANeBTHYHE 3HAUYCHHS
rapmodii, [Tidarop BimkpuB ciM MoycCiB, 00 KITFOUIB CYy9aCcHOI CUCTEMH MY3UKH, SIKi 3yMOBITIOIOTH Pi3HI eMOITii
(Perupep, 1940). I1izHime BimoMuii pUMCHKH JIiKap ¥ 3aCHOBHUK €ITIKYPEICTHIHOI MEJIMIHOI CHICTEMH ACKJIeTTia
(128-56 pp. 10 H.€.) MPAKTUKYBaB ITPOCTE i Y3TOKEHE 3 MPUPOJIOIO JIIKyBaHHS — «JTIKYBaTH HAIIIHO, TITBUIKO
Ta MPUEMHOY», Yy CYNPOBOJI IpU Ha My3MYHHUX iHCTpyMeHTax. Jlikytoun ncuxiuni xBopoOwu, I[lidarop unras
cBoiM mauieHTaM ypuBkH 3 ['omepa it ['eciona. Ha cBsito BecHstHOTO piBHOACHHS (inocod 30upaB cBOIX yUHIB
y KOJIO, TUPUTYIOUM IX XOpOM i akOMIaHylouu Homy Ha mipi. Jleski 3 mux memnomiid, — 3a3Hadae dimocod
SIMBIIX, — IpU3HAYEH] [T JTIKyBaHHSA TAaCUBHOCTI Ay, o0 BOHA HE BTpayaia Hajil i He oTutaKyBaia ceoe,
IHIIT — CTIPSIMOBAHI TIPOTH JIFOTI ¥ THIBY, a00 k Ha mpubopkanHs 6axkanb (Heroamt, 2004).

OCHOBHI acmeKkTH icTopil yKpaiHCBKOTO 3BYKO3allUCy Taki SK: TMEpPBUHHI eTHOrpadidyHi HOTAaTKH,
30ipHukH (oHOTpadiuHUX BAIMKIB 1 I'paMIUIAaTiBOK, IpaMOGOHHUX TOBAPHUCTB, MEXaHI4HI W ONTHYHI
TEXHOJIOT1] 3BYKO3aIlMCy MOYaTKy XX CT., IEpPBUHHI 3BYKO3allMCH BUKOHAHb TaKMX TBOPLIB, siIKk M. JlnceHko,
O. Hernsim, JI. Ykpainka, M. CanoBebkuii, M. KponuBuunpkuii, JI. Cabinina, JI. Manbko oOrpyHTOBYIOTH
M. M. 3sota (3boma, 1998) y crarti «[Ipwkurresi rpamsanucu M. B. Jlucenka Ha ¢oni mpobiieMm
ykpaiucbkoi auckorpadiin, M. M. 3poma (3poma, 2002) Ta crarri «YHiKambHi yKpaiHCHKi IPaMILIATiBKH
JIOPEBOITIOIHOTO 1 JOBOEHHOTO TEpioAy B MpUBAaTHUX KoseKiisx. [IpoOGieMn BBeleHHS 3BYKOBHUX PENiKBIN
VYkpaiHu B KynbTypHHH 00ir», A. YKeme3nwii y 0cOOMCTOMY iCTOPUYHOMY OIIIHIOBAaHHI aymioBHIaHb Ha
iariBkax «Ham nqpyr — rpammariska» (JKenesusiit, 1989), I. Knumenko B ctarTi «/luckorpadist ykpaincbkoi
ABTEHTUYHOI eTHOMY3HMKH: TpoOnemu mnepmonpoxiaus» (Kmumenko, 2010), C. MakcuMiok y KHHU31
«3 icropii ykpaiHchkoro 3Byko3amucy Ta auckorpagii» (Makcumiok, 2003). 3Byko3anucyrouy icTopiro,
MOYMHAIOYH BiJI MEXaHIYHMX MY3WYHUX I1HCTPYMEHTIB, T'paM3aliicy JI0 MarHiToQoHa, Tak camo
1 3’€MHaHHS TEXHIKA W TBOPYOCTI, MUCTEITBA TpencTaBieHo B kHU31 JI. Bomkosa-Jlanitra «MuUCTETITBO
30epexxeHoro 3ByKy» (Bomkos-Jlanaut, 1964). Ictopito rpamodoHHOI MIIaTiBKK, TEXHOJOTIi Ta METOIU
3ByKO3alKCy, CHEHU(IUHICTh TyXOBHOTO BigUyTTsl 3BYKY BuKiazae €. Perupep y xuusi «I'pamodonHa
wiariBka» (Perupep, 1940). Ictopito BCTaHOBJIGHHS TBOPYOi CHELIaJbHOCTI 3BYKOpEXKHCEpa Bia JIHIIE
iHKeHepHOi poOOTH, HA CaMOMY IOYaTKy CTBOPEHHs 3BYKO3aIlHCy, 1 JO BCTAHOBIICHHS MEPIIMX BiIbHUX
3BYKOpEXHCEPIB y Apyrid mojoBuHi XX cTomiTTs HanucaHo y podoti ®@. Heroena «3Byko3amuc: aKycTuka
npumimenb» (Hproommn, 2004). Ilin gac mepiomm3amii Ta kimacudikamii eramiB icTopii 3BYKO3amucy
perpe3eHToBaHo B misutbHOCTI H. PaxmanoBoi «3ByKopexkuCcypa JHKa30BOT My3UKH K CTHIILOBHA (PEHOMEH»
(PaxmanoBa, 2016) ta O. KoBanenka «My3nuHuii 3Byko3anuc sk (PeHOMEH KyJabTypW». YCi BHIle3a3Ha4YeH1
JOCTIIHUKN J1aHOI TEMAaTHKH HE JOCUTHb I'PyHTOBHO BHUCBITJIMJIM OCHOBHI HMHMTaHHS LIOAO IEPCIEKTUB Ta
PO3BHUTKY CayH-AHM3aiiHy Ha BITYM3HSIHOMY KiIHOPHHKY, TOXX MM MAa€EMO IPOCTEKUTH Ta BHOKPEMHUTH OCHOBHI
HaTpsSIMKU PO3BUTKY i€l ramy3i B yKpaiHCbKOMY KiHOMUCTEIITBI.

Merta crarTi

BusiBUTH OCHOBHI HalpsIMKK PO3BUTKY CayHA-AM3aliHy B YKpaiHi, a TAaKOXK MPOaHaIIi3yBaTH MOMEPEIHi
3100yTKH B il ramysi.

Buxaaa martepiajy gociaigxeHHs

3ByKOoBHUH €(heKT — TOOTO MITy4YHA iMITaris 3BYKYy MOCHIIIOE€ BITIYTTS PEajbHOCTI ApamMaTypriqHoi
nii. 3ByKoBi edexTu Oyinu BIeple 3aCTOCOBaHI y TeaTpi, e BOHU CITPOMOKHI 3aMIiHUTH Psif Jil, 3aHAITO
MPOCTOpHUX a00 CKIIAHUX /IS BIATBOPEHHS HA CIICHI, BiJl KAHOHAIHM OO0 ¥ OKPEMHX IOCTPLIIB 10 IOKOTY
KIHCBKHMX KOIUT i 1rymy 3nuBHM (Makcumiok, 2003).

3aBIaHHAM Cy4YacHUX 3BYKOPEKHCEPIB € CTBOPEHHsI 3BYKOBHX 00pa3iB, HAaHBaKJIMBIIIUM €JIEMEHTOM
SIKHX € MPOCTOPOBE BpaxkeHHs. [IpocTopoBa 3ByKOBa KapTHHA MICTHTh aKyCTU4YHI 00pa3u. 3ByKOpEKHUCED
OMIKy€ThCSI TpoOIeMaMi pO3TalTyBaHHS 1 TyYHICTIO JDKEpenl 3ByKa. BiH BHCTaBis€ 3BYKOBI IUIaHU,
3MIMCHIOE OIIHKY 3IaTHOCTI MaTepiay abo KOHCTPYKIIii IIOTTIHHATH 3BYKOBY €HEpTito, a Ha TeiaebadyeHHi Ta
B KiHOIHIYCTpIil OIMKY€ThCS CHCTEMaMH CIIEIiaIbHOTO OCBITIEHHS 1 TEXHOJOTITYHUM OOJIaJHAHHSIM TOIIO.
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VYci 11i YMHHUKHA BIUIMBAIOTH HA MY3WYHUH OamaHc, TeMOpoBe 3a0apBiieHHs, eMOIliiHuN (OoH Tene- 4u
pazionpomyKTy i 1MoB’si3aHi 3 cayHa-qu3aiiHoM (Kimmmenko, 2010).

[Moxin mpodecii «3ByKopeXucep» Ha JaHLIOT CKJIAA0BUX By3bKOCHEIiali30BaHUX Mpodeciii mpuiiio
1o Hac i3 3axoxy. Hacammepen, caynn-au3aifH — e komyHikanii. KomyHikamii Mixk BisyaJbHUM 00pa3om
(xiHO, Tearp, iHCTaALIT) 1 3ByKOM. 3BYK JJO3BOJISIE PO3IIMPUTH MEXi €KpaHy i pO3MOBICTH 3a OAMHHULIIO Yacy
11e OLIbIIe PO CBIT, AKWI BaM TIOKa3ye aBTOP. 3ByKOPEKUCEP B YKpaiHi, AKIO MU TOBOPHMO TPO Bi3yaIbHUX
Menia, — Iie JIIOJMHA, sIka CyMiIae B co0i Hadip mpodeciii: 3ByKOiHKEeHEp, 3ByKOpEKUCep Ha 3HIMATLHOMY
MalJaH4YUKy, CayHI-NPOAIOCEDP, CTYyHIMHMH 3BYKOpEXHCEp, CayHA-Au3aiiHep, a iHOAl 1 3BYKOpEXHCEp
BizmomocTi (mepe3anucy) (ManbkoBckuid, 1984).

CuHTe3 CIliB «3BYKOBHMH JAM3aiiH» 31a€ThCcS AMBHUM. Tak, nu3aiiH (Bix anri. Design — 3aaym, MpOEKT,
KOHCTPYKIIisl, KPECICHHSI, MaJIIOHOK) HAal4acTilIe acOLiIOE€THCS 3 TBOPIHHAM 30BHIIIHBOTO BHJLY ITPEIMETIB.
[Ipote, 3BYK € KOJHMBAaHHSIM MOBITPSHUX XBHIIb, SIKI BIJIOBIIIOIOTHCS JIIOJICBKUM BYXOM — HE (IKCYETBCS
Bi3yanibHO 0€3 3aCTOCYBaHHS CreIU(IYHUX MPUITAIIB.

Cayna-nu3aifH — I1e 9YacTHHA 3BYKOpPEXHCYypH. Y mpodeciiHOMYy CeHCi cayHI-Au3aliH — IIe MPoIec
CTBOPEHHSI HOBHX 3BYKIB 332 paXyHOK BUKOPHCTAHHS BJKE FOTOBHUX, 3aIIMCAHUX CEMIUIIB 00 CMHTE3yBaHHS
HOBHX (hakTyp. Lle He TiJbKM CTBOPEHHS aKTUBHUX crielie()ekTiB (BUOyXiB, KpUKIB MOHCTPIB, 3BYKiB PYXiB,
MPOJIBOTIB 00’€KTiB); Mig0ip/CTBOPEHHsI 3BYKIB arMocdepu g KiHO (abo iHIIOro BHIY Bi3yalbHOTO
KOHTEHTY) — TEX 4YacThHa cayHA-au3aiiHy. CayHA-Au3aiiHep — 1€ eKCIIEPUMEHTaTop B cdepi 3BYKY:
MOETHYIOYHM pi3HI (pakTypu, BiH CTBOPIOE HOBI 3BYKOBI IOJIOTHA. [IpoTe TOJIOBHA MeTa 3allUIIA€ThCS
HE3MIHHOIO: OPTaHigHO MPOUTIOCTPYBATH Bi3yalbHUH 00pa3 abo CTBOPUTH BITIYTTS JKUATTS 3a KaapoM, He
Bi/IBOJTIKAI0OYH, a 3aJTy4arouy Isiiaqya B T, IO Bi0yBaeThcs Ha ekpaHi (MaHbpKoBckuii, 1984).

3BYKOBUH AW3aliH BiJIPI3HAETHCA BiJi KOHCTPYIOBaHHS peajbHUX 00 €KTIB THM, IO BiH TOB’sI3aHUN
3 XY[OKHBOIO TBOPYICTIO 1 CTBOPEHHSIM 00’€KTIB HeMaTepialbHHX, a ayliOBi3yaJbHUX: 3BYKOBHX 00pa3iB
Ha ekpaHi, y Bimeoirpax Tta in. (Ilix aymioBizyaJlbHUM MPOEKTOM PO3YMIETHCS 3aKiHYCHHUU TBIp, B SIKOMY
00’etHaHi 3BYK 1 300pakeHHs1. Jlo MOHATTS ayqioBi3yalbHHI MPOEKT HaJeXaTh KiHemarorpadiuHi TBOpH,
Tene- 1 BijieopibMH, a TaKOK POOOTH, BUKOHAHI 3 3aCTOCYBaHHSM Cy4YacHHX IU(PPOBUX TEXHOJOTIH
(Bimeoirpu, MyIBTUMENIHI JOMATKH, MEPEKEBi TPOEKTH Ta iH.) (MemymeBckuid, 1979).

[Ipodecis caynn-gu3aiiHepa € OAHIEI0 3 HAWMPECTIKHINIUX Yy CydacHOMY cycmiiabcTBi. Jlemami
LIMpIIE 3allPOBAPKYETbCS NMPAKTHKAa BPYUYECHHS NPU3IB 3a KpallMi 3BYKOBUH AM3aiH aydioBi3yalbHHX
MIPOEKTIB, BiZCOIrOp, MYJIBTUMEIIHHUX NpOrpaM, TearpaibHUX MOCTAHOBOK, & TAKOXK 32 3BYKOBUH TU3aiiH
y KiHemarorpadi. 3aco0amu aM3aiiHy B3IIHCHIOETHCS 3BYKOBa IMOIH(QOPMOBAHICTh Pi3HOI CKIAJIHOCTI
1 MPU3HAYEHHSI — BiJI KOPOTKOTO PEKJIAMHOTO OTOJIOIICHHSI Ha Pajio IO MOBHOI[IHHOI 3BYKOBOI TOPIKKHU
KiHOQ1MBMY, BiJl HEKITBKOX 3BYKOIIYMOBHX €(EeKTIB AJIA BiIEOTPH JO 3BYKOBOIO CYNPOBOAY CHCTEMU
IIOTY>KHOTO MEPEKHOro mopraiy. JOLiNbHUM NPU IbOMY € BUKOPHUCTAHHS TEXHIKH CHHTE3y, MOHTAaXy
1 00poOku 3ByKy (Makcumiok, 2003).

BapTo Takox 3a3HauUTH, 10 TU3aliHEP 3BYKY (cayHI-Iu3aliHEep) — 1€ TBOpYa Npodecis, sika Mae Ha yBasi
npodeciiine BOJIOAIHHS HABUUKaMU y cepi 3ByKOBOI TEXHIKH 1 TEXHOJIOT11, TOMY cepell (paxiBLiB 3 AU3aiHY
3BYKy Oararo mpodeciiiHuxX 3ByKOpPEKHCEPIB, 3ByKOOIIEPATOPIB 1 KOMIIO3UTOPIB. [lu3aliHep 3ByKY ITOBUHEH
00’eTHyBaTH B cO01 SIK TBOPUOTO, TAK 1 TEXHIYHOTO MPAI[iBHUKA, TOBHHEH JI00pE PO3yMITHCS Ha ApamMaryprii
1 pexucypi ay/ioBi3yaqbHOTO MPOIYKTY, Ha aKTOPCHKIM MalCTEpHOCTI 1 TOYHO BiIUyBaTH B3a€MO3B’ 30K
CIIEHIYHO1, €KPaHHOTO [ii Ta 3ByKOBOTO CyIpoBoOAy. [lo KommeTeH il (paxiBIs 31 3ByKOBOTO AM3AHHY TaKOXK
HaJeXaTh 3HAHHS 1 PO3yMIHHS OCOOIMBOCTEH PHHKY ay[diOBi3yallbHOI iHIIyCTpii, TICUXOJOTIi CIIPUHHATTS
eKpaHHO1 NPOAYKIii, mpodeciline 4yTTs i KOMyHikaOenbHicTh (XKenesnpiid, 1989).

Crienudika au3aiiHy 3BYKY SIK Tpodecii moisirae B yCBIZOMJIGHOMY NparHeHHi ¢axiBus-au3aiiHepa
3aco00aMy TMPOEKTYBaHHS, CHHTE3yBaHHS 1 3alHCy 3BYKYy BiAIIYKAaTH 3aJ0BUIbHI BHPIIICHHS 3aBlaHb,
MOB’sI3aHUX 31 3BYKOBUM O(MOPMIICHHSIM, 3BYKO-aKyCTHYHHMM PIlICHHSM, NMPUYOMY HAJaTH MPAKTHYHUN
pe3yibTaT B MeKaxX IIEBHOTO YacOBOTO MPOoMiXKKY. Crienndika nu3aliHy 3ByKy IOJISITa€ HE TITHKU B CTBOPSHHI
MIPUBAOIUBOTO TPOAYKTY, aje i B AOTPUMaHHI OCOONMBHX BHMOT, sIKi TIOTPiOHI A HOro MaiOyTHHOTO
BHKOPHUCTAHHS B CTPYKTypi ayaiOBi3yaJlbHHX MPOEKTIB, HANPHUKIAJ, B 3BYKOBIH AOPIKII KiHO(IIBMY,
B MPOrpaMHOMY KOJi BilEOIrpH, B KOHTEKCTi iHcTamsmii abo mpeseHTauii Ta iH. BaxkinuBo BpaxoByBaTu
CTWJIBOBI Ta KaHPOBI OCOOIMBOCTI KOHKPETHOTO IMPOEKTY, Horo TexHiuHi mapamerpu (dhopmar, po3mip,
rapaMeTpH 3ByKOBUX (paiijIiB Ta iH.), 3ByKOBI Marepiainu (BUXIi/IHI 3ByKH, ayJlio Marepiayim) i iX BIaCTHBOCTI,
Pi3HI TexHOJOrIl 3ByKO3amwcy Ta OOpOOKM 3BYKY. BakimBuMm (akTopoM isi 3BYKOBOTO JHM3aiHY
€ TepelBUITYCKHA MiArOTOBKA 3ByKOBOTO IIPOLYKTY, TaK 3BaHUM «IIpeMacTepuHI» 3BYKy. BapTo Bpaxysatu,
10 ¥ L1e He OCTaHHs JIaHKA Y BUPOOHNYOMY JIAHIIOXKKY, TaK SIK JaJli 3ByK ITOTpAIUIse 10 3ByKOpEKUcepa st
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MIKITYBaHHS 200 MPOTpaMicTy, i TITFKH HA IbOMY OCTAaHHBOMY €Talli AU3aiH 3ByKYy Ma€ KiHIIeBUH BUIIIA
poayKTy B (hopmi iHanbHOI 3ByKOBOi mopixkku (JKenesHsrid, 1989).

lonoBHa BUMoOTa 110 cayHI-AU3aiiHEpa — PO3BMHEHUM MYy3WYHMH cMak i ciyX. [IpukmaaHi 3maTHOCTI,
30KpeMa, HABUYKHU I'PH Ha IHCTPYMEHTAaX, He TaK BayKJIMBIi: BEJIMKA YaCTHHA POOOTH TPOXOIHUTH 32 KOMIT IOTEPOM.
[IpodinsHa ocBita — 3Bykopexucep. CrelianibHICTh MOXHa OTpUMATH Ha Kadeapax MPaKTUYHO BCIX
TearpajbHHUX By3iB. YTIM, MAJIO XTO MPUXOAMTH B Ipodecito 3 qurioMoM. Haliacrimne cayH-nu3aiiHepaMu
CTAlOTh KOJUIIHI TPAIliBHUKH KIHOCTYOIA. 3 pPO3BUTKOM IHAYCTpil IMOYamd BIOKPUBATHCS IHTCHCHBHI
npodeciiini kypen (MemymeBckwii, 1984).

CTOoCOBHO cdep 3acTOCyBaHHA, TO CayHI-IU3aiiH Ha TEPUTOPIii HAIIOI JEpKaBH MOXKHA peali3oByBaTH
B pi3HUX cdepax MHUCTELTBa, cepel skux: TB-BUpOOHHMUTBO, KIHOBUPOOHUUTBO, Tearp, >KUBE BUKOHAHHS,
3BYKO3aIIHC, MUCTELTBO 3BYKa, PO3pO0OKa KOMII IOTEPHUX irop, MOCTHPOJAKIIH TOLIO.

3BykoBe OGOpMIICHHS HaW4YacTillle € pedaryBaHHSIM paHillle CKJIAICHOro abo 3alMcaHoro ayio,
HAINOBHEHHSIM HOTO HOBMMH 3BYKOBHMH €(eKTaMH. YIOCKOHAICHHS 3ByKa 3yMOBIJICHO CTBOPEHHSIM IMOTPIOHOTO
eexTy abo HacTporo. EBONIONII0 y CTBOPEHHI 3BYKOBHX XYIOKHIX 00pa3iB MOB’S3aHO 3 BIOCKOHAJICHHIM
TEXHIYHUX 3ac00iB 3BYKO3alHCy Ta 3ByKOBinTBOpeHHS. CydacHi Biieo Ta ayio, a TaKoX 3BYKOBHH JW3aiiH
YBIAILIN IO CBIIOMOCTI MIsAaviB 1 CilyXadiB. AyniOTeXHiKa-ay/li0TeXHOJIOTI, BiJIEOTeXHIKa-B1I€OTEXHOIIOT],
BiJIeO- Ta aylioMPOIYKIIis € CKIaJI0BOI YaCTHHOI Cy4acHOI riobanizoBanoi kynerypu (Kimuvenko, 2010).

3BYKH CBITJIOBUX MeuiB 3 KiHoenorei «3opsiHi BitHn» (pex. Jxopmx Jlykac), Kpuku AHHO3aBpiB 3 GilbMy
«ITapk FOpcrroro nepiony» (pex. CriBen Crinbepr), 3ByKH MaIiH MaifOy THBOTO 3 QinbMmy «I[1°sTrii enemeHT
(pex. JIrok beccon), 3Byku pyxiB 1 Aiii TepOiB B KOMIT IOTEPHUX Irpax, 3ByKOBiI €(PEeKTH B Telemepemadax
1 Bigeompe3eHTalii — BCi Ii OpPHUTiHAIBHI KOMIIOHEHTH KiHO- 1 Bileo(OHOrpaMH BUMAararoTh BiJl iX TBOPIIA,
Iu3aiiHepa 3BYKY, BEJHMKOI BUHAXIJUIMBOCTI, 3HAHb 1 JOCBiAY, i 31aTHI AIMCHO MOJIMIIMTH 1 3arOCTPHUTH
s IabKe CIPUMHATTA NOAINH eKkpaHHoro cBiTy (Menymesckuid, 1979).

Juzaiinep 3ByKy orepye pisHOMaHITHUMH 3BYKOBHUMH €()eKTaMH i IlyMaMH, CTBOPIOIOYH 3 HUX BiAMOBIAHO
JI0 IEBHOT €KpaHHO1 200 CLeHIYHOT JTiT CKITaHI XyJ0)KHBO-peKpeaniiHi komno3utii. [Ippaomy koskeH 3ByKOBUI
e(eKT € KOMIICKCHUM 0araToliapoBiUM 3BYKOBUM «MIKCOMY, SIKUI MICTUTb 1i0paHi Au3aiiHepoM i MaiicTepHO
PO3MIIIEH] Yy 3BYKOBOMY IIPOCTOPi €IIEMEHTH — 3BYKOBI Imapu. JlocBimueHnii gu3aifHep CIOMydae ¥ MIKITye
Kilbka 3BYKOBHUX INApiB 3 METOI0 CTBOPEHHA 3 HAsBHHX 3BYKOBHX EJIEMEHTIB HOBI 3BYKOBI KOMIIO3MIIii.
Peamizaris GaraTomapoBoCTi y 3BYKOBiH JOPIXKIl KiHODUTEMY YMOXKIIMBIIOBATACH 3aBISIKU TEXHOJIOTIYHOMY
B/I0CKOHAJICHHIO CHCTEM 3BYKO3aIMCy Ta 3ByKOBiATBOpeHH:. CTaHJapTH30BaHi 32 aKyCTUYHUMH IIapaMeTpaMu
3BYKOMIJICHITIOBAJIbHI KOMIUIEKCH CyYaCHUX KiHO3aJiB J03BOJISIIOTH BUCOKOSKICHO BiITBOPIOBAaTH OE3MEKHUI
CHEKTp 3BYKOBUX 4acToT. CyuacHi Au3aiiHepH 3BYKY CITPOMOKHI CTBOPIOBATH XyJ0KH1 KOMITO3HIIIT SIK 3aco0amu
MOHTaXKy ¥ HOBOI iHTepIIpeTallii paHimie 3aMiCcaHuX My3UYHO-3BYKOBHUX ()ParMeHTiB i My3HUKY, TaK 1 IIJISIXOM
CTBOPEHHS aBTOPCHKUX 3BYKOBUX Kommo3utliii (Makcumiok, 2003).

Crienndixa 3ByKOBOTO JIM3aifHy peai3yeThcsl y MparHeHHi (axiBis 3ac00aMy POSKTyBaHHSI, CHHTE3yBaHHS
Ta 3aIlMCy 3BYyKY 3HAWTH ONTUMAJIbHI PILLICHHS 3aBllaHb, OB’ SI3aHUX 3 TPO(eCiiHIM 3BYKOBUM O(GOPMIICHHSIM
BizyanbHOro psany. CHiBTBOPYICTH 3BYKOBOI'O JH3aifHEpa 3 PEXKHCEPOM i KOMIIO3HUTOPOM CHpsSMOBaHa Ha
KOHCTPYIOBaHHS JJpaMaTypridyHo OOIPYHTOBAaHHX 3BYKOBHX €(EKTiB i 3ByKOBHX Mi3aHCIICH. YIOCKOHAJICHHS
MUCTEITBA 3BYKOBOTO JM3aiHY y CTPYKTYpPl Cy4acHOI MemiaiHAyCcTpil HoTpeOye po3poOKH i 3ampoBaKCHHS
IHHOBAIIHHUX TEXHOJIOTIH y Taly3sX 3ByKOPEKHUCYPH, 3ByKOOIIEPATOPCTBA Ta aylIi0NPOIIOCYBaHHS. 3ByKOBUI
JII3AKH SIK TIUTeCIIPSIMOBAHUN TBOPUYHH MPOIIEC BUMArae Bi (paxiBIls KOMILICKCY 3HaHb Ta HABHYOK, HEOOX1THIX
IUIs 33/10BOJICHHSI 3pOCTAIOUNX €CTETUKO-NPAKTUYHUX NOTped croxkuBaya (Paxmanosa, 2016).

Yacto cayHA-AM3aliHEpiB 3ampoLIyIOTh MPALIOBaTH HaJ TearpaJbHOI0 MOCTAaHOBKOIO a0o0 3HOMKaMH
¢binemy. CayHI-TU3aiiH IPY [IbOMY BBaJKAETHCSI YACTHHOIO 3BYKOPEKUCYPH, JI0 SKOI HaJIe)KaTh CHeliaJbHOCTI
3BYKOIH)KEHEp, 3BYKOPEIKHCEp Ha 3HIMAIBHOMY MalJaHUYHMKY, CayHI-TIPOAIOCEp, CTYNIHMHUI 3ByKOpEKHUCEp,
3BYKOPEXKHCEP BIIOMOCTI. 3aBJaHHS CayHJ-TU3aiiHepa, KWW Npaiioe 3 03BYYCHHsIM (iIbMY, — 3MyCHTH
a4 1Ie TIHOIIe 3aHyPUTHCS B T€, 0 BiOyBaeThes Ha ekpaHi (MemymeBckuit, 1984).

VY KiHOBHPOOHMIITBI MW3aifHEp 3BYKY NPAIIO€ CIIBHO 3 KOMIIO3UTOPOM HaJ 3BYKOBHM CYITPOBOJIOM
kiHoGinpMy. J{n3aliHep 3ByKy IPHUCTYTIA€ 10 pOOOTH ITie Ha eTalli MiATOTOBKH JI0 3HOMOK (iIbMy, Oepy4H y4acTh
y CTBOPEHHI 3arajbHO1 KOHLEMIi 3BYKOIIYMOBOTO 03By4eHHs. Ha HacTymHOMY eTamni 341iCHIOETBCSl po3po0Ka
3BYKOBOTO DILICHHS 1 pPeai3yloThCsl MOCTABICHI PEXHUCEPOM 1 MPOAIOCEPOM 3BYKOAM3aWHEPCKI 3aBHAaHHS
(OKenezuwbiit, 1989). He3Bakaroun Ha Te, IO PUHOK MOCIYT 3 CayHI-IW3aliHy 3apa3 TUIbKA (OPMYETHCS,
B THUTpax JIO BITYM3HSHUX (IIbMIB 1 KOMITIOTEPHHX Irop MOXHa MOOaYUTH PSJIOK «CayH[-IU3aiHEp».
Slkmo Opary He TiIMBKK KiHeMaTorpad, TO cayHA-TU3aifHep € CHOTOIHI OMHIEI0 3 HAHOLTBII 3aTpeOyBaHMX
npodeciii B Bi3yaJdbHHUX MeJIia, 1 Ile He TUBISTYUCH Ha Te, 1110 YCBiToMIIeHa HeoOXiTHICTh B Tipodecii 3’ iBumacs
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He Tak AaBHO. /o pedi, He BapTo 3a0yBaru, IO 1 aymiOOpPEHTIHT — OJHE i3 3aCTOCYBaHb CayHA-TU3aiHY
(ManbkoBckuid, 1984).

Jlume ocTaHHI AECATWIIITTA BITYM3HSHUKM KiHemaroprad poOuTh cripoOu 31iHCHEHHS! aKTMBHUX KPOKIB
LIOI0 PO3BHUTKY 3BYKOBOi ecTeTWku. lIpore, med mpolec 3HAYHO YIMOBUIBHIOE BIJCYTHICTB SIK TEXHIYHOI,
TaK 1 npakTu4Hoi 0a3u. He 3Bakaroun Ha 1ie, CyyacHi KIHOKOMITO3UTOPH, SIKi 3/1MCHIOIOTh CBOKO JISUIBHICTh
B YKpaiHi, JOCSIIIN EeBHUX MTO3UTUBHUX PE3YNbTaTiB y poOOTi 31 3BYKOM KiHO.

Tenmenmist cydgacHoro KiHo iHme Bpo3pi3 3 imesmu 3. Jlicca. Ilporec B3aeMO3B’SI3Ky BCiX 3BYKOBUX
€JIEMEHTIB PO3BUBAETHCS HACTIIBKH CTPIMKO, 1110 HEOOXiHI HOBI TEPMiHH, SIKi XapaKTepu3yBasy O 1eH mporiec
3 €CTETUYHOI Ta MPAKTUYHOI TOUKH 30py. 3HUKAE MOHATTS KIHO3BYKY SIK €JMHOI CTPYKTYPH, 110 IIOEJHYE B COO1
MY3HKY, IPUPOJHHUI LITyM, MOBY, @ TAKOX Pi3HI IUTY4HI IIyMH B KiHO. CTBOPEHHSIM TaKOTrO iHAWBITYaJbHOTO
JUIs1 KOPKHOT KapTHHU KiHO3BYKY 1 3aliMaeThes 3ByKoBHi Au3aiin (KopooOka, 2015).

3BYKOBi €()eKTH 1 IIyMH Y Cy4acHUX KiHO-, TeJe(iIbMax Mo3Ha4YeHi CKIaJHOIO CTPYKTYPOIO 3 BIACTUBUMU
i1 TeMOpaIbHUMH, YACTOTHUMH Ta TUHAMIYHUMH XapakTepucTukaMu. CydacHi 3BYKOBi JOPIKKH BKITIOYAIOTh
0e37119 3BYKOIITYMOBHX €(DEKTIB, CIIOYIYBaHHX 3 JiaJIOTAMH Ta My3HUKOIO, CKJIaTal0IiCh HEPITKO 3 4—8 mapis,
0COONMBO y KyJNbMiHALlIHHUX CIIEHAaX y KiHO, Telle- Ta BifeodilibMaxX, KOMIT IOTEPHUX BiJeoirpax TOIIO.
Tomy HEBIHMHHO 3pOCTa€ BUMOINIMBICTB 10 MpodeciiiHol AisTbHOCTI au3aiiHepa 3ByKY, B AKii 371e011b110T0
MOEAHYIOThCSL (DYHKLIT MOHTa)kepa 3BYKY, MY3WYHOIO peIaKTopa, 3BYKOpEXHCEpa Ta 3ByKooleparopa
(Maxkcumtiok, 2003).

3a ocTaHHI TPHISTH POKIB CTaBJICHHS 0 KiHO3BYKY OyIIO MEeperyIsIHyTO: Bijl BHOIPKOBOCTI 1 AMCKPETHOCTI
3By4aHHS JO KOMIUICKCHOCTI Ta HAJAMIPHOCTI CyYaCHHUX 3BYKOBHUX JOPDKOK. 3O0LTbIIIIIACS KUTBKICTH
BHKOPUCTOBYBAaHUX Y (iTbMax ITyMiB i CTIelliaTbHUX 3BYKOBUX e(DeKTiB, a, BIAMOBIAHO, 1 3arajbHa MIUTbHICTH
3By4YaHHsI aydiofopikok (iapMy. BinOyBcsi KomocabHHN MPOPUB, 3MiHA €CTETHYHUX OPIEHTHUPIB, SKa TPH3BEa
710 BUHUKHEHHS Pi3HUX KOHUENUiH (yHKIIOHYBaHHS HE TUIbKU KIHOMY3HKH, aJie 1 BCiel 3ByKOBOT MapTUTYPH,
BKJTIOUAIOYH MTPUPOJIHI Ta mTy4Hi nrymu i moBa (KopooOka, 2015).

Crnimparouuch Ha JOCBiJ BITYM3HSIHOTO KiHeMarorpada MUHYJIOTO CTOJITTSI, BAKOPHCTOBYBAaTH 3BYKOBUI
JIM3aiH B 3ByKOBOMY KiHO TIOTPiOHO BHOIPKOBO, 3By4aTy B KIHO(MUIBMI Mae TUTHKU Te, 0 BILIMBAE HA BUPA3HICTh
1 CyTHICTh Kaapy. PEKOMEHIY€EThCS YHUKATH CMHCIOBUX TIOBTOPIB 1 TAaBTOJOTII B ONEpaIisX 3 Bi3yaTbHUMH
1 ayaialbHUMH 3HaKaMH, II00 He JIOIYCTUTH 3HAKOBOI nepeBaHTakeHoCTi (pimemy (KopobOxka, 2015).

OmHUM 3 TIPOBIAHUX CyYaCHUX JIOCHITHUKIB KiHO3BYKY (K SIBHIIA 1 TIOHATTS OUTBIN y3araJbHEHOTO, Ha
BiAMiHY BiJ KiHOMY3uKH) € A. JleHikiH. Y fioro po06oTax, MpUCBSIYCHUX 3BYKOBOMY JIM3aiiHy B KiHemarorpadi
Ta IHIIUX Me/ia)KaHpax, PO3KPUBAIOTHCS TUTAHHS POJIi 3ByKOBOTO IM3aiiHy B CTBOPEHHI (inbMy 1 pOpMyBaHHS
LIJIMX 3BYKOBHX MPOCTOPIiB. A. JIeHIKIH CTBEpIKYE, 10 00pOOICHUN 3BYK, 3aCTOCOBYBAaHHUH B OY/Ib-SIKOMY
Kaapi impMy, Ha3uBaeTbes cumyrsninauM (Kostopenxo, 1984).

A. JleHiKiH 3a3Hayae, 10 «CHPUHHATTA HAUIMIIKOBHUX, HACHUYEHHUX PI3HMMU KOMIIOHEHTAMHU 3BYKOBHX
JOPDKOK (iibMy — L€ NUTAHHS CIyXOBOTO TPEHYBaHHS 1 CHPUMHATTS DIIsSAa4eM II€BHUX KOHBEHIIIM»
(Mamenko, 2006, c. 8). Lle o3Hayae, 1m0 BeMUKa KUIBKICTh 3BYKY 1 MY3MKH MOXE CIPHUATIUBO BIUIMHYTH
Ha COPUHHATTA KapTUHU TisgadeM. Crouparoynch Ha AOCBif 3aXiJHOEBPOIEHCHKOTO 1 aMEpUKaHCHKOTO
KiHemarorpada (a came, Ha GpiTbMH XKaHPY €KIIIH, JIe TIepIle Miclie ocizae 3BykoBa 00poOKa, a He KIHOMY3HKa),
BiH BHPOOJIS€ KOHIICIIIII0 3BYKO30pPOBHX MpocTopiB. He mpocTo KiHOMYy3HKa, a I[ijie 3BYKOBE CEpE/IOBUIIIE,
B OCHOBI SIKO{ JIe’KaTh MTYYHO CTBOPEHI it 00po0IIeHi IryMH, My3HKa i MOBa CTAlOTh CAMOCTIHHIM €JIeMEHTOM
XyIOKHBOI MOBH (inbMy. A. JIeHIKIiH BHOKPEMIIIOE TI'SITh HAWUTOMYJSPHINIUX PI3HOBUIIB 3BYKO30POBHX
MIPOCTOPIB: iMiTamiiHI (pealicTU4Hi), MITy4YHi, MEPCOHANbHI, MeTaaiereTiuHi i riopuani (Mamenxko, 2006).
VY koHUenuii 3BYKO30POBHX IPOCTOPIB 3BYK CTAa€ HE TIJAbKH EJIEMEHTOM BHPa)KeHHS aBTOPCHKOI inei,
a i 3ac000M «MOZETIOBAHHS IICEBIOPEATLHOTO IPOCTOPY, 3aMilllae peaslbHICTh B MpoIieci neperisiay QiapMy»
(Mamenko, 2006, c. 11).

3ByKOBUU AW3ailH Ha TeleOaueHHI Mae TOJBIMHE 3aCTOCYBaHHS: IO-TIEpIIE, 1€ — 3BYKOIIYMOBOE
oopMIICHHS TeJerepenaad; mo-apyre, 301TbITyeThCs BIUTMB AW3aiHY 3BYKY B chepi MapKETHHTY, OpECHIMHTY
Ta MPOMOYIIEH K TOTYXXHHHA 3aci0 TICHXOJOTIYHOTO BIUIMBY Ha MacoBy aynuTopito. OCHOBHE 3aBIaHHS
IOu3aiiHepa — CTBOPHUTH 3BYKOBHH «0Opa3» Teienporpamu abo BChOro TeleKaHady. BiH 3aliMaeTbcs
oopMIIeHHSIM pPEeKJIaMHUX, aHOHCHHUX, TPOMOYIIEH POJIMKIB, BCUIIKUX 3aCTaBOK 1 BinOMBOK. Ju3aliHepchKe
3ByKOBe O(OpPMIICHHSI BHpINIy€ 3aBJaHHS KOMYHIKallii 3 misijadeM, ifeHTu(ikaiii kaHaly, HalllJICHUNA Ha
ayJIUTOPII0, TPOCYBAE IIHHOCTI OpeHay 1 BimoOpaxae arpuOyTu Tenekanany. [lo mpodeciiinux 000B’sI3KiB
3BYKOBOTO An3aifHepa Ha Th BUCYBalOTh Taki BUMOTH: Opi€EHTYBaTHCS B 0ararbox mapaMerpax 3ByKO-30pOBOTO
cripuitHATTS (OKemesnsiid, 1989). EnemenTn nu3aifHy 3ByKy MOXKHA 3HAHTH Ha pagio B PaaionOCTAaHOBKAX
1 JKaHpi pamionpaMu, B XyIOXKHIX 1 MyOMIUCTHYHHUX pafionporpamax. | xoga mo 1980-x pp. cam TepmiH
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«3BYKOBHH IW3allH» Ha paJio HE BHUKOPHUCTOBYBABCSA, MPOTe Ha0Arato BayKIWBIimI mMpuiiomMu polOoTH 3i
3BYKOM OyIlM BHSIBIIEHI caMe peXrcepaMH pajiio. Y Hallli JHi 3ByKOBWH TU3aiiH Ha pajiio BUKOPUCTOBYETHCS
YacTille B KOHTEKCT] peKIaMu i MPOMOYIIEH CTpaTeriii KoMepuiiHuX pagiokomnaniid. Bubip 3BykooOpa3zHux
KOIILITIB B U3aiiHI HA pajio MPOJUKTOBAHUHA HE CTIIBKH iX XyJOXKHBOIO IIHHICTIO, CKUIBKH KOMEPIIIMHOI Ta
BUPOOHHYOI HEOOXITHICTIO, MOJA0YM Ha MEPEHIN IIaH MUTaHHS CKOHOMIYHOI €(EeKTHMBHOCTI 3BYKOBOT'O
IU3aiiHy B TOMY YH IHIIOMY PaiionpoeKTi ado pamiopexami.

OKpeMoI0 YacTUHOIO 3BYKOBOTO IW3aliHy € aymioOpEHIWHT, SIKWU I0YaB BiIirpaBaTH 3HAYHY POJIb
y MapKeTHTOBIi JisUTbHOCTI. PaHilie 3acTocyBaHHS 3ByKiB B MApKETHHTY OOMEXYBAJIOCS iX BHKOPUCTAHHSIM JUIS
niepenavi iHGopMAaIlifHIX TIOBIIOMJIEHb Ta CTBOPEHHSI (DOHOBOT MY3HKH, TPOTE B OCTAHHE JICCSITUIIITTS CHTYAIlis
3MIHUJIACS, TIEpPEeBaKHA OUIBIIICTH KOMIIaHiil HaOyBae yHIKaJIbHOTO 3By4aHHs i (JipMOBOTO 3BYKOBOTO CTHJIIO,
BHUKOPHCTOBYIOTh Y CBOIX PEKJIAMHHX KaMIaHisx (ipMOBi JUKHHIVIM, PEKJIAMHI MiCHI 3 3amam’sSTOBYIOUHMHU
MEJIOISIMH, 3BYKOBHH JIOTOTHIT cTae ijeHTH]iKaTopoM OpeHay mopsia 3 rpadiuHuM JIOTOTHIIOM, CIOTaHOM
(Iaxmun, 1966). Ilpore, He 3mIHCHIOETHCS YiTKa KiIacH(pikalis iIHCTPYMEHTIB ay/liOMapKeTHHTY Ta 310paHoi
iH(opMaIIii CTOCOBHO 0COOUBOCTEH 3aCTOCYBAaHHS 3BYKIB Y MAPKETHHTOBOMY MTOPT(HOITIO PI3HUX TPYII Oi3HECY.

3’SBUIKCS HOBI HAIPSIMKM MApKETHHTY, L0 J03BOJISIIOTh BUKOPUCTOBYBATH €(DEKTUBHUN 1HHOBALIHHUN
IHCTpYMEHTapill ISl MiABUILECHHS €()eKTUBHOCTI MApKETHHIOBUX KOMIIaHi{ Ta KOCTI KOMYHIKALil 3 HiJIbOBOIO
ayautopieto. OTHUM 3 TaKuMX HampsIMKIB € HEMPOMApKeTiHT, SIKMM 3aiiMaeThCsl BUBYCHHSIM (Pi3i0n0oriyHMX
peaxiiii CnoKMBayiB MpH BIUIMBI Ha OpraHu 4yTTs (3ip, HIOX, JOTHK, CMakK, CIyX) Ha pi3HI MOAPa3HUKU
(3BYK, CBITJIO, MOMIsAN, 300pakeHHs, (OTO, 3amax, TakTWibHI BiguyTTs) (PoxmeHue 3BykoBOro ooOpasa,
1985). AymioMapKeTHHT € BUAOM HEHPOMAapKETHHTA, 10 Mependadae BUBUCHHS BIUIMBY 3BYKIB Ha IMOBEIIHKY
CHOXXHMBAYiB. 3arajbHOBH3HAHO, IO 3BYKHM MalOTh HeaOWsKWii BIUIMB Ha TiJCBIIOMICTHh CHOXXHBAYa, IO
e(eKTUBHO BUKOPHCTOBYETHCS B PEKIAMHUX LIJISX.

My3uka MOXe BIUTMHYTH Ha TIOBEIIHKY MOKymis. HemepeciuHa posb CIIyXOBOTO CIIPHUHHSTTSL OCOOIUBO
BiJJ3HAYA€ThCSI B EKCIIEPUMEHTAIbHUX JOCII/DKCHHSIX e(EeKTHBHOCTI BIUIMBY pEKIaMHUX 3aco0iB Ha
ayJIUTOPit0. AHIIINACHKI COIL[IOJIOTH, IO JOCIIAMIN IPOoOJeMy 3amam’sTOByBaHHsS pPEKJIAMH OCHOBHHX
KaHaJIIB CIPUUHSATTS, MPUHIILIHA JI0 BUCHOBKY TIPO TPAKTHYHY PIBHICTH CIYXOBOTO Ta Bi3yalbHOTO (pakTopiB
CIIPUIHATTS. 32 JOMOMOTOI0 3ByKOBOTO BIUIMBY YYaCHUKH €KCIIEPUMEHTY 3araM’ sITaIH 1 3MOTIIH BIATBOPUTH
70% mporoHoBaHOi pexIaMHOI iHpOpMallii, a 3a ZOMOMOIo0 BidyasibHOro — 72%. Halibinbm epexTuBHUM
BHSIBIJIACS OJTHOYACHA JIisl ayIMaTbHOTO Ta BizyanbHOTO psaiB (86%) (Gibson, 2005).

Bynp-sike criomydeHHs 3ByKiB, 30KpeMa 1 KOXKHE CJIOBO, BUKJIMKAE Y JIIOAWHY [IEBHI acowiaii, 10 3MyIIyIOTh
Hac 3BEpHYTHCS [0 JPKepena IUX 3BYKIB 1 X 3HaYeHHs (3ByKOCEMaHTH4YHE 3Ha4deHHs). Tak, rapuanHs abo
CKpETiT Ha HU3bKUX TOHAX BUKIIMKAIOTH Y JIFOIWHH BIIUYTTsI HEOE3EKH 1 04iKYBaHHS YOTOCh BEJIMKOTO, HABITh,
SIKIIO JIFOMHA He 0auuTh JKepela I[bOro 3BYKY; & BUCOKI TOHHM BXKE€ HE CHPUHMAIOTHCS JIFOJWHOIO SIK Ti, IO
MaroTh HEOE3IeKy, X04a BOHH i He 000B’SI3KOBO MpUEMHI (IeOeTaHH MTaXiB 1 CKPETIT TIPH TEPTi 3aii3a o0
CKJIO € BUCOKMMHU 3ByKamu) (Stavrou, 2003).

AynioOpeHIMHT — 11€ CTBOPEHHS 3BYKOBOIO OpeHy KOMIIaHii, My3U4HOTO CyIIPOBOY, 3 SIKUM I10B’ I3aHUH
TOW 4K 1HIMHK OpeHa. My3uuHHMH CympoBiJ AONOMOXKE 3pOOMTH BIi3HABaHUM OyIb-SKHW TOBap, Oyab-SKy
KOMIIaHilo, TaK sIK Ji€ He TIIBKH Ha PO3YyM CIIOKMBAYa, aje TAKOXK BUKIMKAE B HHOMY Pi3HI €MOIlii, BIJTMBAE
Ha TIJICBIZIOMOMY DiBHI, 3aJIMIIA€ThCS B Mam’aTi. HeBurauyimmBa KOpoTKa MeEJO[isl, IPOCTi CIIOBA, SIKi JIETKO
3aram’siITaTH, CTaHyTh ACOILIIOBATUCS Yy TIOKYTIISI caMe 3 THM TOBapoM a00 OPEHIOM, /IO SKOTO BOHH MPHUYETHI.
I HaBiTH MicHs TOTO, SK Bi3yaJ bHHI KOHTAKT 3 TOPTOBOIO MapKOIO 3aBEPIICHUH, MEIO/is TPOIOBKUTE 3By4aTh
B TOJIOB1, BUKJIMKAFOYH B ITaM’ A1 iHpopMariiro po ToBap. Tak camo, ik BUBICKH, OOTOPTKH, OYKIIETH, TIUCTIBKA
€ YaCTUHAMH Bi3yaJIbHOTO CTHJIIO, TaK CaMO KUHIIHM, ayldiOpOJHKH, KOPIIOPATHUBHI TIMHU € YacTHHOIO
aymioCTHIIIO. AyIIOOpEeHIMHI — HaMBaXXJUBIIIA CKJIAJAOBA PEKIAMHOTrO MpocyBaHHs. Ha My3wuuHuWil TBip

MIPUHIININ — SKIIO 1€ KOPIIOPAaTHBHUMA T1MH.
BucnoBknu

OTxe, MaeMo Taki pe3yJlbTaTH: MO-TEpIie, AOCHIPKEHHS CHCTEeMaTH3alii METO[iB Ta MNpUHOMIB
3BYKOBOTO PillIEHHS] MYJIBTHMEAIHHUX MPOEKTIB Aaj0 3MOTY BUSIBUTH TOH (DakT, 110 AJ1si 0OpOOKH 3BYKY iCHYE
JIeKiJIbKa OCHOBHHX THITIB TaKUX MEPETBOPEHb: MOHTAX, aMILTITY/IHI IEPETBOPEHHS, YaCTOTHI (CIIEKTPaIbHI)
NepeTBOPeHHs, (a30Bi MEPETBOPEHHS, YacOBI MEPETBOPECHHS, (OPMAHTHI MEPETBOPEHHS. ICHYIOTh TaKoX
HacTymHI BUAW (PUIBTPIB Ta ekBayaizepiB: o0pizuuit GinsTp (cutoff filter), mensdosuii (shelving), mikoBuit
(peaking), mapameTpudHUil Ta pi3HI THIH TpadidHOTO eKBajaizepa. BUKoHaHHS BCHOTO 00CITY POOIT MO0
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3BYKOBO1 OOpOOKH HE JI0 CHaru OJHOMY, HaBITh BHCOKOKBaJIi(hiKOBAHOMY CHEIiaicTy. Y 3B’S3Ky 3 IIUM BCi
000B’SI3KM TMOAISIOTHCS MiXK HU3KOIO (PaxiBIIiB 31 3BYKY, SIK TO 3BYKOOIIEPATOP MEPBUHHOTO 3aITUCY, CTYNIHHUT
3BYKOpPEXKHCEP, 3alUCYIOUUil 3BYKOPEXKHCEp, OIeparop Iepe3anucy, 3BYKOMOHTaXKEp, cayHA-Au3aiHep,
1H)KEHep Ta TEXHIK [0 00CIIyrOBYBaHHIO 3ByKOBOTO OONIaHAHHS.

[o-ppyre, mpoaHai3yBaBIIM OCHOBHI THIM 3BYKOBHX €(EKTiB, 3’SICOBaHO, IO 3BYKOBI Criele(eKTH
(bUIBMIB, 3aBISKM BHKOPUCTAHHIO 3aTPHUMKH, (QUIbTpamii Ta 3MiHI aMIDTITyJHO-4aCTOTHUX XapaKTePHCTHK.
3ByKOOTIEpaTOpH 1 aymio-peqakTopd KOPUCTYIOTHCS PI3HOMAHITHUMH TPHAOMaMH, OCHOBHUMH 3 SIKHX €:
BiuTyHHS (echo), peBepOepartis (reverberation), 3arpumka (delay), xopyc (chorus), demxep (flanger), deiizep
(phaser), xomnpecis (compression), oBepapaiiB-edextn (overdrive effects), nicropmmn (distortion), Bioparop
(vibrato), 3mina Bucotu 3BYKy (pitch shift), posrsaryBanns y uaci (time stretching), edextn «mMexaHigHOTO
rosiocy» (vocoder).

[To-TpeTe, aHaMi3yIOUM MEPCIEKTHBU PO3BHUTKY CAyH[-IU3aifHYy, BUSBIICHO, IO BIH € BUAOM CY4acHOi
TU3aiHepChKOI MisbHOCTI. JInme ocTaHHi JeCATHIITTS BITYM3HIHUNA KiHeMaTrorpad poOUTs akKTHBHI KPOKU
IIIOJI0 PO3BUTKY 3BYKOBOI ecTeTWKH. lIpoTe, 1eil mpoliec 3HAYHO YMOBUIBHIOE BIICYTHICTH SIK TEXHITHOI,
TaK 1 mpakTu4Hoi 0azu. He 3Baxkaroum Ha 11e, CydacHI KIHOKOMITO3UTOPH, SIKi 3A1HCHIOIOTH CBOO JiSUTBHICTh
B YKpaiHi, JOCSINIM NEBHUX MO3UTHBHUX PE3YyJbTaTiB y poOOTi 31 3BykoM KiHO. Ilepenbauaioun po3BUTOK
ayIiOMapKETHHTY Y KOPOTKOCTPOKOBiH MEPCIEKTHBI MOKEMO BHOKPEMHUTH aKTHBHY IHTETPaLil0 MY3HUYHOTO
KOHTEHTY B CHCTEMY MapKETMHIOBHUX KOMYHIKallili, 00XBaT BCiX TOUOK B3aeMOJii Oi3HeCy 31 CIIOKMBaYaMHU
1 CIOpUsHHS TepcoHai3alii ayaio-KoMyHiKamid. 3 MeTOr OUIbIl KOHKPETHOTO PO3YMIHHSI IMPIOPUTETIB
IUTEOBOI aymuTopii, KpiM 300py 0a3oBoi iHMDoOpMaIii MUITXoM MpoBeneHHs onmutyBanb, CRM, dokyc-rpyi,
CTaHyTh ITUPOKO 3aCTOCOBYBATHCS ITOCIHIHKEHHS CIIOKUBYMX TMpodaiimiB B comiadbHUX Meria. CTBOpeHHS
HOBUX Bi/IeO- 1 3ByKOBUX (pOPMATIB, & TAKOXK X BIATBOPEHHS CIPUSIOTH MailOyTHEOMY PO3BHTKY MHUCTEITBA
3BYKOPEKUCYPH Ta PO3LIMPEHHIO TBOPYOi MAJITPHU 3BYKOPEKHCEPA.
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INEPCIIEKTHUBbI PABBUTHUS | Xpenos [lenuc Asnekcanapouy
CAYHA-AN3AUHA | Acnupanm, Kuesckuil nayuonanshviii yrusepcumem
B YKPAUHE | xywemyper u uckycems, Kues, Yipauna

enb cTarbu. BoIIBUTH OCHOBHBIC HAIlpaBIICHUSI PAa3BUTHUS CayH[I-IM3aiiHa B YKpauHe, a TakKe MpoaHaIu3upoBaTh
npe;u;myume JOCTHIXKCHHUS B 3TOI‘/‘I O6J'[aCTI/I. MCTO}IOJ’IOFI/ICﬁ HUCCICOOBAHUA ABJIACTCS OpFaHI/I‘IeCKaSI COBOKyHHOCTB
0a30BbIX IPUHIIAIIOB MCCICIOBAHUS, a TAK)KE METOABI HAYYHOTO IMO3HAHUA: TPOOIEMHO-XPOHOJIIOTHIECKHUN, KOHKPETHO-
HCTOPUYECKUHM, CTAaTUCTUYECKUN, OMMCATEIbHBIN, JOTUKO-aHAIUTHYECKUH. HayuyHash HOBM3HA CTaTbU 3aKIIIOYAETCS
B TOM, YTO BBISIBIICHBI OCHOBHBIC TIPUHIIAITEI M KPUTCPUH Pa3BUTHS CayH[I-IW3aiiHa B YKpawHe. BeIBombl. AHaIH3Upys
TIEPCTICKTUBEI PA3BUTHS CayHI-IN3aiiHa, 00HAPYKEHO, YTO OH SIBJISACTCS BUIOM COBPEMEHHOM AM3AHEPCKON JCSTEIIHHOCTH.
TonpKko MOCIEIHUE JCCSITUICTUSI OTEUECTBEHHBIN KUHeMaTorpad JeNiacT IMOMBITKA OCYIICCTBICHUS aKTUBHBIX IIarOB
M0 Pa3BUTHIO 3BYKOBOM dcTeTHKU. OIHAKO, STOT MPOIECC 3HAUYUTENBHO 3aMEUISIET OTCYTCTBUE KaK TEXHUUYECKOM, TaK
W MpakTudeckod 0aszpl. HecMOTps Ha 3TO, COBPEMEHHbBIE KMHOKOMITO3UTOPHBI, OCYIIECTBISIONIUE CBOIO JIEATEIHHOCTD
B YKpawHe, JOCTHIIN OINPEICIICHHBIX TOJIOKUTEIBHBIX PE3ylIbTaTOB B paboTe cO 3ByKOM KHWHO. lIpenBuis pa3Butne
ayIMOMapKeTHHTa B KPAaTKOCPOYHOHN MEPCHEKTHBE MOXKEM IPEIIONIOKUTh aKTHBHYIO HWHTETPALNIO0 MY3BIKaIbHOTO
KOHTCHTA B CUCTEMY MapKETHHIOBBIX KOMMYHHUKAITII, 00XBAaT BCEX TOUCK B3aMMOMICHCTBHS OWM3HECa C TIOTPEOUTEISIMU
U CONCHCTBHE ITePCOHANN3AINH ayAHO-KOMMYyHHKaIuii. C eipio 00iee KOHKPETHOTO TOHUMAHHS IIPUOPUTETOB TICIICBON
ayJMTOPUH, KpoMe cOopa 0a30Boil mH(poOpManuu myTeM mnpoBefcHus onpocoB, CRM, ¢dokyc-rpymil, cTaHyT HIUPOKO
HpI/IMCHSITbCSI HUCCICO0OBaHUA HOTpe6I/ITeJ'II)CKI/IX npO(bai/'mOB B COIIMAJIBHBIX MEua.

Kmouesvle cnosa: cayH-nu3aiiH; ayTMOMapKETHHT; TIEPCIIEKTHBBI; OTEUECTBEHHBIN KHHEMaTorpad; KHHOKOMIIO3UTOPBI;
My3BIKaJIbHBII KOHTCHT.

PROSPECTS | Denys Khrenov
FOR THE DEVELOPMENT | PiD student, Kyiv National University
OF SOUND DESIGN IN UKRAINE | of Culture and Arts, Kyiv, Ukraine

The aim of the article is to identify the main trends in the development of sound design in Ukraine, as well as to
analyze the previous achievements in this field. Methodology of the research is an organic set of basic principles of
research, as well as methods of scientific knowledge: problem-chronological, concrete historical, statistical, descriptive,
and logical-analytical. The scientific novelty of the research is that we highlighted the basic principles and criteria of the
development of sound design in Ukraine. Conclusions. Analyzing the prospects for the development of sound design, it
was found that it is a kind of contemporary design activity. In recent decades, Ukrainian cinema has been attempting to
take active steps towards the development of sound aesthetics. However, this process greatly slows down the lack of both
technical and practical bases. Despite this, modern film composers that work in Ukraine have achieved some positive
results in work with the movie sound. Foreseeing the development of audiomarketing in the short term, we have to
assume the active integration of musical content into the marketing communications system, the coverage of all points
of interaction between business and consumers, and the promotion of personalization of audio communications. In order
to gain a better understanding the priorities of the target audience, in addition to collecting basic information through
surveys, CRMs, focus groups, the research of consumer profiles in social media will be widely used.

Keywords: sound design; audiomarketing; perspectives; Ukrainian cinematography; movie composers; music
content.
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The aim of the research is to consider the modern television programs that use infotainment; to identify the advantages
and disadvantages of this genre; to analyse the use of information and games in the process of creating television programs;
to find out the historical conditions that led to the emergence of a new format; to analyse how the changes affected not
only the principle of selection of information, but also the method of its presentation. The research methodology consists
in application analytical, historical, and comparative methods. One of main methods that helps to study the phenomenon
of infotainment and its features is analytical. Comparative method allows considering the range of problems of origin of
new genre, watching modern telecasts, and educing its advantages and disadvantages. To find out the historical aspects
of development of television, that entailed the origin of new format, there is a historical method. Scientific novelty
of the research consists in study of technologies of TV performance creation and features of infotainment as signs of
modern medias and new format of information presentation, and also, the analysis of the use of the phenomenon of
infotainment in modern telecasts. Its advantages and disadvantages are considered. Practical knowledge is organized with
scientific approach. Conclusions. The TV programs of modern television, in which the inftainment is used, are studied,
the peculiarities of its implementation are investigated, and the use of entertainment and game techniques in the process
of creating TV programs is analyzed. The main trends in the use of infotainment, the advantages and disadvantages of
this genre are revealed, and the historical conditions that have led to the emergence of a new format have been clarified.

Keywords: infotainment; television genres; television programs.

Introduction

Competition between TV channels and the struggle for ratings encouraged television companies to
come up with something new, non-traditional: interesting, unlike classical, programs, creative techniques of
shooting and montage have appeared, TV technologies came to a qualitatively new stage of development.
Increasing the interest of viewers by non-standard TV programs has led to the emergence of a new format
infotainment (a portmanteau of information and entertainment). The introduction of this concept into scientific
use belongs to Neil Postman, a professor at the University of Chicago, a famous researcher in media culture
and an outrageous critic of television. Postman refers to the concept of “infotainment” in his book, “Amusing
Ourselves to Death” (Neil Postman, 1985).

Scientific attention to infotainment has been observed since the second half of the 1980s. On British and
American TV shows, British professor D. Toussin conducted a study on “News as Entertaining: The Rise of
Global Infotainment” in which the scientist analyses the evolution of infotainment and some of its features.
The issue of the influence and interaction of infotainment and culture in general raise the Lithuanian professor
A. Augustinaitis in the article “Infotainment: cultural hypertext of dual virtuality”. Italian researcher P. Franch
also addresses this problem in a thesis “Infotainment Origins and Influence on British Broadcasting”.

Foreign researchers (journalists, sociologists, and political scientists) — P. Eliot, P. Golding, D. Habermas —
were thinking about infotainment and the prospect of its development. M. Alexandrov, A. Bystrytsky,
L. Vasiliev, J. Zasursky, N. Shabalin, Y. Nazarov, E. Makeevko, Y. Uzhovskaya, as well as Ukrainian scientists
and experts — S. Bezklubenko, V. Hoyan, M. Nedopitansky, B. Potayatynik. Yu. Shapoval, M. Kartozia,
L. Downey, R. Kaiser and others. A. Moskalenko, V. Rizun, V. Zdoroveha, V. Lizanchuk, Y. Shapoval,
1. Sachenko, V. Yegorov, G. Kuznetsov, A. Zernetska, G. Pocheptsov, A. Chichanovsky, V. Shklyar, E. Bagirov,
Y. Habermas, R. Hacquet, M. Price, D. Lall, R. Gakett, A. Toffler, and E. Fichtelius developed the general
theoretical conception on this topic. However, despite some developments, infotainment was not the subject
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of integrated scientific research, but only some aspects. As television increasingly intensifies performance
and offers viewers products where entertainment is increasingly dominated by information and journalism, it
was decided to explore infotainment as a new format for information presentation, its features of television
programs, and to identify the advantages and disadvantages of using it.

The purpose of the article

The purpose of the study is to consider TV programs that use infotainment; to identify the advantages and
disadvantages of this genre; to analyse the use of infotainment and games in the process of creating television
programs; to find out the historical conditions that caused the emergence of a new format; to analyse how
the changes affected not only the principle of selection of information, but also the method of its presentation;
to determine, why editorial teams began to use all methods to create non-standard informational materials, to
connect inconsistent things and phenomena, to represent information programs.

Presentation of the main material

The introduction of infotainment is based on the historical conditions of TV development, social and
political practices, socio-economic and political changes in the state, the unceasing growth of competition and
the increased influence of corporate and economic interests. The rapid progress of the latest technologies, the
transformation of the main communicative changes led to an increase in media products entertainment and
the emergence of new genre formations. Modern television began to intensify performance and offer viewrs
products where entertainment is increasingly dominated by information and journalism, and the search for
topics has been removed from the category of priority media strategies in the so-called category of human
curiosity, the reflection of events, and the phenomena of social processes.

At the same time, the problem of improving the tools for influencing social consciousness through
television has blown up recently. Competition between TV channels and the struggle for ratings encouraged
TV companies to come up with something new, non-traditional. There were interesting, non-classic, programs,
creative techniques of shooting and montage, television technologies came to a qualitatively new stage of
development. Using the long-standing principle of “bread and games”, at first a variety of entertainment shows
appeared on foreign channels, and later on Ukrainian TV channels. Subsequently, the so-called entertaining
format took over also informational programs, in particular news releases. The non-stop growth of competition,
coupled with the increased influence of corporate economic interests, which led to the search for themes of
the category of priority strategies for the media in the so-called category of human curiosity and the illusion
of sensational facts, led to the emergence of a new genre of “infotainment” (a portmanteau of information and
entertainment) in the United States in the 1980s. It was a new kind of information programs, where the news
was presented in the most fun form, which helped to present an objective picture of reality via entertainment,
added the brightness and performance to programs. There was an interpenetration (diffusion, hybridization,
transformation) of genres, types and forms of television production.

The genre of infotainment has become a standard of novelty and purposefulness, has gained ferocious
popularity on television and markedly distinguished from other well-known information television genres. By
the time, infotainment was used in numerous entertainment programs about the stars, where the information
about the lives of celebrities was presented to the viewer in a simple way. Such entertaining, easy to perceive,
show began to exceed the ratings of traditional programs, lowered the ratings of information releases. Therefore,
news editors began to emulate this genre, to feed news within the infotainment easily, dynamically, without
overloading the brain of the viewer with mental effort.

The desire of viewers to observe the performance on the screen and enjoy the TV product, and not just to
perceive dry information, has forced media professionals to look for new tools and techniques for attracting the
audience. “Reorganization of speech, along with many fundamental changes in mass media, highlighted the
important characteristic of a new audience — entertainment-oriented. This tendency was especially noticeable on
television” (Smirnov, 2002). Faced with the problem of attracting the audience to their product, TV companies
began to use various tricks, use new methods and techniques for providing information, and the main criterion
of production programs was human curiosity. Therefore, they began to use actively the interpretation — “simple
and interesting, it appeals to the ready-made formulas that are in the minds of the audience. The wording that
lies on the surface, well-known judgments, folk wisdom, stamps from songs and cinema often take up the main
resistance of the text, and the reporter’s speech is oversupplied with quotations and quotes. The rich visuals is
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a harmonious combination of notes with a set of pictures filled with action, makes the plot more meaningful
and interesting” (Bespamyatnova, 2005, p. 33).

Another researcher S. Smetanin believes that “today, in the journalistic text, there is a shift in emphasis
on what is being said about how this is being said” (Smetanina, 2002, p. 382), because the non-standard
form of information presentation makes it easier to keep an event in memory. Therefore, news producers
intensify their efforts changing the concept of the main channel program, facilitating the format and style of
the information presentation. Increasingly, information programs have a taste for infotainment — entertainment
information, presentation of news in the form of entertainment programs or with a touch of entertainment
(Zorkov, 2005). Infotainment in the professional hands of TV companies has become an incredible tool for
creating a performance; it gave programs that represent events of the day or week, bright colours. The content
of the picture during the interview is neither informative nor reportage. The sports hero presence, cropped
on one side by a waist-high plan on the background of treadmills and football fields, is unacceptable for
infotainment, since it is too stamped, characterized by purely informational genres (usually such pictures
appear in reports about sports competitions). A similar interview with the same hero, recorded, for example,
sitting on the grandstand, in a more natural pose, is more appropriate for infotainment (Symonina). The rich
visuals is a harmonious combination of voiceover with a set of pictures filled with action, makes the plotting
more meaningful.

First, the richness of visuals depends on the shooting location. At the same time, the classical standards
of the picture combination (shift of close-up, medium, and wide shots) are not broken. That is why the classic
standards of the shots combination are called classic not to be broken, because it is a cornerstone. Often
fragments of interviews are designed with the appropriate video. This method applies only in two cases. In the
first case, when the interviewee says that there are high-profile shots that clearly confirm his words, or when
there are so-called “dropouts”, when the interviewee needs to be “covered” with another video (Symonina). The
so-called reconstruction promote the creation of associative visuals — the event restoration that took place in
the past, in real time and place. Often, the reconstruction of events resorted to plots of criminal news (note that
L. Downey and R. Kaiser attributed to the priority topics of infotainment both stories about the celebrities and
criminal stories) (Downey and Kaiser, 2013, p. 3). Reconstructions give an opportunity to show events from
heroes’ past. For example, the story of the hero about how he met his wife on the Andriyivsky Uzviz in Kyiv
can be illustrated by “reconstruction of events”. This can replace the lack of archival video or static photos.
It is the similarity of the characteristics, methods and ways of creating plots in the genre of “infotainment” to
the characteristic features of creating a portrait essay, gives the right to consider the latest genre in the course,
which refers to classical feature journalistic broadcast. After all, one of the functions of feature journalism
is the disclosure of a typical, common through an individual, separate. By reaching the completeness of the
generalization, revealing characteristic, feature journalism uses a figurative reflection of reality, and this image
is created from an unknowing, factual material (Kuznetsov, Zvyk and Yurovsky, 2002, 304 pp.)

As Professor G. Pocheptsov noticed precisely, “TV lives on the sale of living souls, turning them into dead
ones. The top manager comes to the advertiser and says: I need women, 40-60 years old, housewives. And
they answer: they are on such a show every day on weekdays at 17:00. You are welcome” (Kutiepov, 2006).
The tendency of information presentation in the genre of infotainment has also gained enormous popularity in
television entertainment programs and realtime shows. The nature of these shows is emotional, not rational.
Their task is to warm up the viewers’ emotions, to cause laughter, admiration, joy, to entertain with various
jokes, action scenes, to become the witnesses of incredible adventures, events — that previously was the privilege
of cinema, theatre, literature, but as an artistic design. Therefore, powerful advertising companies are being run
to focus the audience on these television programs, and producers, scriptwriters and directors give even more
exposure, scandalous clashes, erotization of privacy to cameras. Speaking about the pursuit of entertainment,
it should be noted that there is a problem of moral and cultural degradation. People, who are ready at any cost
to get on the TV, show a non-standard behaviour in the picture, resorting to various nonsense, losing human
dignity. It is especially important between amusement and medias not to lose understanding of communication
between culture and media. If we consider not just news infotainment on other channels, we can find Ukrainian
analogies of western and Russian shows. True, often foreign franchises are tabloid and turn into primitive
episodes with pseudo-educational value. Therefore, the programs that should be opened for discussion with
taboo themes simply turn them into a scandal. Consequently, the question arises: is the format of infotainment
good? On the other hand, long-trodden paths of documentary programs and tourist reviews often promote their
own content. The first is, in fact, a classical example of infotainment: the urgent issues are presented through
an interesting form for the audience; however, given the dependence of television on a narrow circle of owners,
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there is always a question of the objectivity of such programs. Again, the educational function of journalism is
very doubtful, is inferior to if not the propaganda, but the correction of public opinion (Kostruba).

Travel blogs or travel programs are also a classic example of infotainment, but in this case specifically
in an international aspect. The lack of a political component and relative popularity among the audience
raise the main issue — the quality of the content. Only local giants (with the help of a financial component)
can handle this task. Media is used actively and purposefully by people for two reasons — for the sake of the
need for information and entertainment needs, with a separate motivation to receive education. These two
needs have been already intertwined with each other that they even show mutual claims. When a person feels
the need for information, as expected, it will be presented in interesting and attractive way. It is still good,
but not so true, reversal procedure when people are entertaining, they want to get information and facts,
information, regardless of the presentation — through a sketch of politics or a parody of an important social
event: nevertheless, such information contains a share social or personal truth (Kostruba, 2019). It is clear that
the hybrid genre of infotainment lives on its own code, that is, it is trended, first, to intrigue, scare or make
laugh the viewer. In this genre, the main thing is not to give the consumer a hold on, and the question of how
this method is being made goes into the background. However, in the word infotainment, the first part origins
from information. Therefore, it would be desirable, launching a television project, to think that this part is
combined with entertainment harmoniously. Then, if it does not make the viewer think, he will be provided
with useful information. Because of the mass spread of infotainment on national TV channels and even the
oversupplied with it, yet this new format of information releases has remained undeveloped. There are many
reasons for it, and one of them is the lack of qualified journalists who are capable of thinking non-standard,
or yet unreadiness to manifest themselves in the specified direction. Despite criticism of this news format,
it is worth to give proper respect to infotainment. Indeed, its development should make the Ukrainian TV
interesting.

The scientific novelty of the article is to study the technologies of creating the TV performance and the
features of infotainment as signs of modern media and the new format of information, as well as in the analysis
of the use of the phenomenon of infotainment in modern television programs. It considers its advantages and
disadvantages, systematized practical knowledge on the basis of a scientific approach.

Conclusion

On post-Soviet TV, under the influence of market relations, the struggle for ratings and the crisis of
ideas led the leaders of traditional programs to change the format of television broadcasts. The changes
affected, firstly, the principle of selection of information — the share of “official” has decreased, the number
of reports on social and cultural issues has increased. Secondly, the ways of information presentation have
changed: in the reports and plots, the “extraction” of not only facts, but also unfeatured, but interesting
details to the mass viewers of the highlighted event. The editorial teams began to use all the methods for
creating information materials, to combine inconsistent things and phenomena, which allowed informing
recipients in a non-intrusive form, re-present information programs, and create new television projects. The
rapid progress of the latest technologies, the transformation of the main communicative changes led to an
increase in media products entertainment. Television increasingly intensifies performance practice and offers
to viewers products where entertainment is increasingly dominated by information and journalism, used as
a means of the audience’s mindset formation.

Despite the critics of this format, it is worth to give proper respect to infotainment, because its development
should make the Ukrainian and especially regional television much more interesting and creative. The results
obtained from the research can be used to create a competitive television product, in the television channels
planning and the creation of individual programs, as well as within the educational process; the results of the
study may be of interest to those who are engaged in the study of modern entertainment television.
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IHOOTEMHMEHT — JKAHP HA MEZKI | Yopua Kpucrina Bacunisna
TH®OPMAIII TA PO3BAI'U | Buknaoau, Kuiscokuii nayionanoruii ynieepcumem

Kynomypu i mucmeyms, Kuis, Yxpaina

Mera jochijpKeHHsT — PO3IISTHYTH TeJNeBI3iiiHI MpOrpamMu, y SIKUX BHUKOPHCTOBYETHCS 1H()OTECHHMEHT; BUSIBUTH
nepeBarn Ta HEJONIKK 1bOT0 JKaHPy; MpOaHai3yBaTH BUKOPUCTAHHs IH(QOTEHHMEHTY Ta IpPU B IPOILECI CTBOPEHHS
TEJEBI3IHUX Mporpam; 3’sSCyBaTH iCTOPUYHI YMOBH, IO CIPUYMHIIIA BUHUKHEHHS HOBOTO (hopmata; MpoaHasizyBaTH,
SIK 3MIHH TOPKHYJIMCS HE TUTBKH MPUHIUITY BinOopy iHdopmariii, a i coco0ly ii mogaBanHsI. MeTOMOMOTIS TOCIiHKEHHS
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MOJISITa€ B 3aCTOCYBaHHI aHAIITHYHOTO, ICTOPHYHOTO Ta KOMIApaTUBHOTO METOMiB. OTHIM 3 TOJIOBHUX METOMIB, SKHUI
JOTIOMAarae OCIiANTH (peHOMEH iH(QOTEHHMEHTY Ta HOTO OCOOIHMBOCTI, € aHAmTHYHWN. KoMmapaTuBHUIT MeTox mae
3MOTY PO3IVISIHYTH TPOOJIEMaTHKy BUHUKHEHHSI HOBOTO JKaHPY B aCHEKTI MOPIBHSAHHS, BIICTSKUTH CydacHi TeleBi3iiHi
MIpOrpamMH, BUSIBUTH HOTO TEpeBarn Ta HEIONIKH. 3’sICyBaHHIO ICTOPUYHMX AacleKTiB PO3BUTKY TeJleOaueHHs, M0
CIIPUYMHWIN BUHUKHEHHSI HOBOTO (hopMaTy, cripusie ictTopiuuHuii Meton. HaykoBa HOBH3HA poOOTH TIOJISITae B AOCIIHKEHH]
TEXHOJIOT1H CTBOPEHHS €KPaHHOIO BHUJIOBHINA Ta OCOONMBOCTEH IHPOTEHHMEHTY SIK O3HAKHM Cy4acHHMX MeJia 1 HOBOTO
¢opmary momaBaHHs iH(oOpMarii, a TakoXX y NMPOBEACHHI aHANi3y BUKOPHUCTAHHS SBUINA iHPOTCHHMEHT y CydaCHHX
TeNeBi3iHNX TporpaMax. Po3misHyTO HOTO HEMONIKM W TepeBard, CHCTEMAaTH30BAHO MPAKTHYHI 3HAHHS HAa OCHOBI
HAyKOBOTO Mijxoxy. BUCHOBKH. Po3mIsiHyTO TeneBi3iiiHi mporpamMu Cy4acHOTo TeleOadeHHsl, Y SKUX BUKOPHCTOBYETHCS
IH(QOTEHHMEHT, JOCHIPKEHO 0COOIMBOCTI Horo peaizamii, MpoaHali30BaHO BUKOPHCTAHHS MPUIIOMIB PO3Baru Ta Ipu
B TIPOLIEC] CTBOPEHHS TEJIEBI3IHMX MporpaM. BrsiBiieHO OCHOBHI TeH/IeHIIii BUKOPHCTaHHS iH(OTEHHMEHTY, IIepeBaru Ta
HEJIOJIIKU 1IbOTO JKaHpY, 3’ SICOBAHO ICTOPUYHI YMOBH, [0 CIIPUYMHUIN BUHUKHEHHS HOBOTO (hopmMary.
Kniouosi cnosa: tHQOTEHHMEHT; TEIEBI31IMHUIA )KaHP; TEJIEBI3iHHI IPOrpaMH.

WHO®OTEMHMEHT — )KAHP HA TPAHMU | Yepnas Kpucruua Bacuisena
NHOOPMAIMUU U PASBIIEYEHWUSA | IIpenooasamens, Kuescruii nayuonansuwiii ynueepcumem

Kynomypsl u uckycems, Kuee, Ykpauna

Ilens wuccienoBaHus — PACCMOTPETH COBPEMEHHBIE TEJIEBU3HMOHHBIE IPOrPaMMBbl, B KOTOPBIX HCIIOIb3YETCs
MH(QOTEHHMEHT; BBIIBUTh IIPEUMYIIECTBA M HENOCTATKH JITOTO HKAHPA; MPOAHAINU3UPOBATH HCIIOIb30BAHMS
MH(OTEHHMEHTA 1 UTPHI B ITPOIECCE CO3IaHNS TEIEBU3NOHHBIX IPOTPAMM; BBISICHUTH HCTOPUIECKNE YCIOBHUS, KOTOPBIE
TIOBJICKJIM BO3HUKHOBEHHE HOBOTO (hOpMara; MpOoaHaIM3UPOBaTh, KAK NU3MEHEHNS] KOCHYJIMCH HE TOJIBKO IPHUHIHUINA 0TOOpa
nHpopManuy, a U crnocoba ee mogadu. MeTonoIO0THS UCCIEeOBAaHMS 3aKIIIOYAeTCsl B MPUMEHEHNH aHAJIUTHYECKOTO,
HCTOPHYECKOTO, M KOMITAPATUBHOTO MeTO/10B. OIHUM M3 TVIAaBHBIX METOJIOB, KOTOPBIH IIOMOTaeT HCClleoBaTh (peHOMEeH
uH(poTeilHMEHTa ¥ ero OCOOEHHOCTH, SIBJISETCS aHaduTHUecKuil. KoMmaparuBHBIH METOJ IO3BOJSIET PAacCMOTPETh
poOJIeMaTHKy BO3HMKHOBEHHsS HOBOTO JKaHpa B AacleKTe CPaBHEHUs, OTCICIUTb COBPEMEHHBIC TEJIEBU3HMOHHBIC
MIPOTPAaMMBI, BBIIBUTH €10 PEUMYIIECTBA U HEAOCTATKH. BBIICHEHHIO HCTOPHUYECKHUX ACTIEKTOB PAa3BUTHS TEICBUACHHUA,
YTO TOBJIEKIM BO3HMKHOBEHHE HOBOTO (hopMara, criocoOCTBYeT HMCTOpHUECKHi Mmeron. Haywnas HOBH3HA palOoOTHI
3aKIIIOYaeTCs! B TIPOBEICHUH HMCCIIEI0BAHNH TEXHOJIOTHH CO3AaHMs SKPAHHOTO 3pENUIa 1 0COOCHHOCTEH MH(pOTEHHMEHTa
KaK Ka4ecTBa COBPEMEHHBIX ME/IMa W HOBOIO (hopmara nojayn MHPOPMALHH, a TAK)KE B aHAIU3E UCIIONB30BAHNUS SIBJICHHS
uH(poTelHMEHTa B COBPEMEHHBIX TEJIEBU3UOHHBIX IMpOrpaMmax. PaccMOTpeHBI €ro HeloCTaTKu M IMPEeUMYILECTBa,
CHCTEMaTU3UPOBAHBI MPAKTHYECKUE 3HAHMSA Ha OCHOBE HAYYHOTO MOAXoAa. BeIBombl. PaccMOTpeHBI TeleBU3HOHHBIC
MIPOTPaMMbI COBPEMEHHOTO TEJIEBHJCHUS, B KOTOPBIX HCIIOIB3yeTCs] MH(DOTEHHMEHT, nCCIeJOBaHBI 0COOCHHOCTH €T0
peanu3anuy, MpoaHAIN3NPOBAHO HCIIOIb30BAHUE ITPUEMOB PA3BIICUCHHS U UTPHI B MIPOLIECCE CO3/IaHMS TEIECBU3NOHHBIX
IporpamMM. BBISBICHBI OCHOBHBIE TEH/ICHIMH HCIIOIb30BaHMS WHPOTCHHMEHTA, NMPEUMYIIECTBA M HEJOCTATKH 3TOTO
JKaHpa, BEISICHEHBI HCTOPHYECKHE YCIIOBHUSI, KOTOPBIE TIOBJICKJIM BOZHUKHOBEHHE HOBOTO (popmaTa.

Kniouegvie cnosa: nHOTEHHMEHT; TEICBU3HOHHBIN JKaHP; TEIEBU3HOHHBIE TPOTPAMMBI.
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CTYAIA 3BYKO3AIIUCY | Yynpuncekuit Onekcanap CepridoBud
«SKYWALKER SOUND» | Acnipanm,
SAK PO3POBHMK | ORCID: 0000-0002-9650-5569,
3BYKOBOI'O | e-mail: chupa.music.production@gmail.com,
JMUBAUHY | Kuiscoxuii nayionanshuii yuisepcumem
Ky1bmypu i Mucmeyms,
eyn. €. Konosanwvys, 36, Kuis, Yxpaina, 01133

VY crarTi nocmimpKyeTbes aisuibHICTh amepukancbkol cryail « SKYWALKER SOUND» sik po3poOHHKa 3ByKOBOTO
nu3aitHy B cepi kinemarorpady.

MonenroBaHHS 3ByKOBOi aTMoc(epH, po3po0Ka CTHITIO 3BYYaHHS Ta CTBOPEHHS cayHJI e(peKTiB I aymioBi3yaTbHOTO
TBOPY. 3BYKOBHUI TM3aliH — [1€ CTBOPEHHSI CIELiaJIbHUX 3ByKOBHX €()EeKTiB, aHAJIOTIB SKUX B IIPHPO/I HE ICHYE.

HayxoBa HOBHM3HA JIOCIIJDKEHHS TIOJISITAE B TOMY, IO BIIEPIIE BUSBJICHO OCHOBHI IPHHIUIIN Ta KPUTEPIl MOHATTS
3BYKOBOTO Jin3aifHy Ha mpukiani cryil 3syko3amucy «SKYWALKER SOUND»y. Mertozomorist JOCHIIKEHHS CKIlaiae
CYKYITHICTh 0a30BMX TPHUHIUIIIB: 00’ €KTHMBHOCTI, iICTOPU3MY, CHCTEMHOCTI, 6araro()akTOpHOCTI, KOMIUIEKCHOCTI, a JJIst
JIOCSITHEHHSI METH — BUKOPUCTAaHI METOAM HAyKOBOTO IMi3HAHHS: MPOOIEMHO-XPOHOJIOTTYHUN, KOHKPETHO-ICTOPHUYHUH,
CTaTUCTUYHHH, JIOTiKO-aHAMITHYHNN. BrucHOBKH. TIOHATTA «3ByKOBHIl OHM3aifH» HEOOXiTHO BBOOUTH B HAyKOBHH 00ir
BITYM3HIHOTO MY3HMKO3HABCTBA — MPUCBIYIYBAaTH [HOMY ()EHOMECHY HAyKOBi OCIIIKCHHS, MPOBOTUTH BiAIMOBIIHI
koH(epeH1ii. ChoroiHi BApTO MPUAIISATH OLIbIIE yBary SIBUILY 3BYKOBOTO IN3aiHy B MEKaX My3WYHOI HayKH Ta My3HYHOT
OCBITH.

Kouosi croea: 3ByK; 3ByKOBUI TU3aliH; CTYIis 3BYKO3amucCy; 3Byko3amnuc; «Skywalker Sound».

Beryn

KinoingycTpisi Ik CHHTE3 KyJBTYPH, MHCTEITBA Ta MPOMHCIOBOCTI 3aBXKIM BJOCKOHAIIOETHCS 3aUIs
CTBOPEHHSI HOBUX BPa)KEeHb Ta BIUIMBY HUMH Ha Isgga4a. ¥ pe3ylbTaTi BHHHUKAIOTh HOBI TiIXO/IH 10 3ByKOBOTO
BUpIlIEHHS (iNbMIB. 3aBIsSKH HAyKOBO-TEXHIYHOMY IPOrPECy CydacHa amaparypa Ta oOpoOKa 3ByKy Mae
(hyHKII{ HEe TUTPKM BHCOKOSKICHOTO 3aIHCy Ta BIATBOPEHHS, a i TOYHOTO MOJEIIOBAHHS 3BYKY, CTBOPEHHS
HOBUX 3BYKOBHX €()eKTiB 3a IOMOMOTol0 oOpoOkum Ta cuHTe3y. CTBOpEHHS caMe TeXHIYHUX (IITYIHHX)
3BYKOBHX crienie(DeKTiB 3aiiMaeThCs 3ByKoBHiA au3aitHep. Caynna-am3aiia (Big anmi. Sound Design — nuzaiin
3BYKY) — LIe MOZICTIIOBaHHS 3BYKOBOi aTMoc(epH, po3po0Ka CTHIIIO 3BYYaHHs Ta CTBOPEHHS cayH[ eeKTiB s
ayli0Bi3yalbHOTO TBOPY. 3BYKOBHH JN3aliH — 1I€ CTBOPEHHS CIEIiaIbHUX 3BYKOBHX €()EKTiB, aHAIOTIB SIKUM
B nipupoi He icHye. Tomy Qinbmu, HacUueH] 3ByKOBHMH eeKkTamu, 3yMOBWIIN TOsIBY npodecii — auzaiHep
3BYKY.

[ousTTs «3ByKOBHMH am3aifH» (200 «cayHO-TW3aiiH») Ma€ JOCHUTh IMUPOKHN CHEKTp 3HaueHb. Lle
3yMOBJICHO Di3HHMH BHJAMM [IisUIBHOCTI, TAKMM SIK apaH)KyBaHHS, 3BYKOPEXHCypa Ta 3BEICHHS MY3UKH,
3ByKOBE O(OPMIICHHS BiJICONPOMYKIlil, MYIbTUMEIIMHUX TPOAYKTiB, €JIEKTPOHHE CHHTE3yBaHHS 3BYKiB
1 IIyMiB, CTBOPEHHS POAAKIIH-010mi0TeK AJ1s pajio i TenedaueHHs.

AKTYanbHICTh PO3BIIKH TOJISITA€ Yy BHUABJICHHI OCHOBHHMX NPWHIIMIIIB Ta KPUTEPIiB MOHSITTS 3BYKOBOTO
nu3aiiny Ha npukiani cryaii 3Bykozamucy «SKYWALKER SOUND» sik po3poOHHKa 3BYKOBOTO JTH3aiHY
B cepi kinemarorpady.

[IurtanHsIM po3poOKHM 3BYKOBHX CITelle(peKTiB TpHUCBAUYCHI AocimkeHHss Bockpecencokoi l. H., sxa
pO3IIIAIa€ CHHTE3 3ByKOBOTO 00pa3y Ta SK Y 3ByKOBOMY BHPIIICHHI Pealli3yeThCsl aBTOPCHKHM 3a1yM. AHTOHA
JenikiHa y po3Biami «3ByKOBOH Au3aiiH B KMHeMarorpade ¥ MyIbTHMEANA» BUCBITIIOE aCIEKT CTBOPEHHS
OKpEMOTro By — CHeliaJbHUX 3BYKOBUX €(eKTiB Ui pi3HUX BUAIB eKpaHHOI mpoaykuii. Takox y crarTi
«AyIMOTEXHOJIOTHH B Mpodeccuu nu3aiiHep 3Byka» AHTOH JleHikiH omucye TexXHONOTii B poOoTi cayH.-
nu3aiinepiB. Onena IBaHoBa y AMIUIOMHIH poOoTi «My3bIKadbHOE 3BYKOONEPATOPCKOE MAaHCTEPCTBOY
JOCIIKYE IIYM SIK €JIEMEHT 3BYKOBOI KOHCTPYKIIT (hibMy.

© Yynpurcekuii O. C., 2019
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Merta crarTi

Mera crarti — gocnianTu amepukaHchKy crymito Skywalker Sound sik po3poOHMKa 3BYKOBOTO AM3AiHY
B cepi kinemarorpady.

VY 10CIiPKEHHI BUKOPUCTAHO MPUHIIAIK 00’ €KTUBHOCTI, CHCTEMHOCTI, 0araroakTopHOCTI, KOMILJICKCHOCTI,
a A7 TOCATHEHHS METH METOIM HAayKOBOTO Mi3HAHHS: MPOOJIEMHO-XPOHONOTIYHHUN, KOHKPETHO-ICTOPUYHUM,
CTAaTUCTUYHHUH, JIOT1KO-aHAJIITHYHUH.

Buknag marepiasy Aoc/1izKeHHSA

Skywalker Sound crienianizyeTbesi Ha 3ByKOBOMY [IM3aiiHi, 3MilllyBaHHi Ta ay/lioBiATBOPi Ha Pi3HUX HOCIsX. Bixg
3BYKIB, III0 YTBOPEHI B MMPOCTOPI PEabHOTO JKHUTTS, OPraHivHMAX 3BYKiB JI0 PO3POOKH HOBUX TEXHOJIOTIH Y 3BYyKOBIi
npesenraritii, Skywalker Sound 3anwmaeTscst OnHIEIO 3 HAHIHHOBAIIITHAX MOXIJIMBOCTEH Yy CBITI — BOHA TIparHe
JOCTIKYBaTH, CTBOPIOBATH Ta 3aMECIIOBATHCS HaJll HEBIIOMHMH MPOTAIMHAMH B ITiM MapwHI KIHOMHCTEIITBA.
Ckaityokep Cayna po3noudaB cBoro poboty B 1975 p., komu [xopmxk Jlykac 3ampocus a0 criBnpaii bena beprra.
BoHnu mrykamu Takoro «pexucepa 3BYKy», XTO MIr Ou ysSBHTH c00l Ta BOPOBaJIUTH TBOPUYMH CayHITPEK, M100
BIAMOBIAATH PEBONIOLIKHUM TpadiuHuM 300paKeHHSM, SKi BOHU IUIaHYBaJH /ISl MalOOIOIKETHOI MPUTOAN
«30psHi BIHIY.

Hesabapom kommanist Sprocket Systems crasa criibHuM mpo6inom 3 Industrial Light & Magic B Can- Pagaeri,
a TOTIM TepeHnuIa 10 HemomaBHO 3aBepmieHoro pando Skywalker B 1987 p. 3Byk 1 po3MOBiab TapMOHIHHO
MOETHYIOTHCS, CTBOPIOIOYM aTMOC(epy Ta CepeloBHIIe, SKe HeMalo O Takoro edekTy, SKOW Ii IIBi CKIIagoBi
BUKOPHCTOBYBAJIUCS OZIMH BiJl OZTHOTO OKPEMO.

Skywalker Sound npononye noBHuii Habip mocT-3ByKoBUX mociyr. LlicTe eramiB 3MilyBaHHS, TPH €Tau
dorel, a TaKOXK YMCIICHHI 3BYKOPEKHMCEPHI i pefakiiiiHi amapTaMeHTH, 0 CKIaAaloThCs 3 TBOPYOi KOMaHIH
(150 mromeit). Soundwave Skywalker Takox Mae ciieHy Scoring, sKa MOXE JISTKO PO3MICTHTH CUM(OHIYHUN
OPKECTp, alie € JOCHTh T'HYYKO0, 00 3a0e3MeYnTH OKpeMe CEepeOBHIIE 3aIKCy JUI COJIBHOTO BHUKOHABIIS.
Skywalker Sound mae yHikanbpHYy 010TI0TEKY 3 MaiKe MECTH TepabalT OPUTIHATEHOTO ayIio.

Takok JOCTYNHI TONBOBI 3alHCH, SKI JAIOTh KiHemMaTtorpadaM MOXIHMBICTH TOYHO Ta IIEPEKOHINBO
posmnoBinatu cBoto icropito. Skywalker Sound npomosxye HamaBati KiHemarorpadictam Ta ONoBizadyaM sIKOMOTa
Oinpiie iHCTpyMEHTIB 1 ¢opmaris. [IpoTsarom Oinblie ABOX ASCATWIITE BOHU CIIBIPALIFOBAIH /ISl PO3POOKH HOBHX
TeaTpaJbHUX Ta ayaiodopmariB, OpieHTOBaHUX Ha Mmicie mpoBeaeHHs. Skywalker Sound Takox 3Hax0AMTHCS
Ha MepeHboMY Kpai 3ByKOBOTO JIM3aiiHy Ta MOETHYE B c001 BIpTyaslbHYy # pO3MIMpeHy peaibHicTh. CKaHyOUHI
3BYK MOYKE 3MIHIOBaTH iCHYIOUHMM TeaTpadbHUN BMICT a00 CTBOPIOBATH OPUTIHAIBHHNA TOCBiM, IO IOTIOMAarae
OTITUMI3yBaTH POOOTY KOPUCTYBauiB i3 My dopmatamu ([lenukun, 2019).

«3opsHi BIHMY € OTHAM 3 HalIikaBimux (iuTeMIB 32 ocTaHHI poku. [loTpeda y dirypkax i irpax, mpucBIIeHUX
«30psHUM BiliHaM», IPU3BENIA O MPOAAXKY irpaiok. | pi3kuii MOMUT Ha IPECETHI KBUTKH, SIKi CTaJIM JOCTYTHUMH
paHille, CIpUYMHMAIO KaTacTpody Takux BeO-caiiTiB, sk Fandango. [Ipupoanso, mo 3auikaBieHicTh y TBOPYOCTI
(GUIBMIB — Bil BIITBOPEHHS HOBUX MEPCOHAXIB 0 BUpoOHUITBA B Pinewood Studios AHDiii 10 crniemiaibHIX
edekriB Bijg BiacHoro Bimauy Industrial Light & Magic Lucasfilm — Bukiukana intepec. Ajie OJHAM 3 HaHMEHII
BIJIOMHX €JIEMEHTIB IIi€1 BeTMYE3HO1, 6araTopidHoi MPOAYKIIT € «3ByKOBHH TU3aiiHy, skuii BinOyBcsa B Skywalker
Sound, mo wanexwuts Hicuero (DIS, + 0.72%), rpymi, BignoBizansHOMY 32 CTBOpeHHS 3ByKOoBUX edektiB B The
Awakens — i 6araro iHmmx ¢impmiB. «Mu — 3BykoBa riska Lucasfilm, Mu po6uMo Bce mocTnpoaxHe 3ByYaHHS ), —
kaxe /o Jlonen, ronosa nuBisii (Kunyc, 2011). Came B 1bOMY OTOUYEHHI 3BYYaTh «IH3aiiHEPH» 1 BUPOOHUKU
CTBOPIOIOTH MYJbCYIOUHH T'YIT CBITIOBOTO Meua Ta 0araTbox iHIIMX 3BYKOBHX €(EKTIB.

Lleli mpomec € cymim peanbHHX, OpraHiuHHX e(eKTiB (Ou3aiiHepiB 3BYKO3aIHCiB, SKi 0OpOOISIOTH
ITICOK, TOPIIUKH 1 CKOBOPIAKH Ta 0arato IHIIUX MarepiaiiB /Ui CTBOPEHHS LIyMy) Ta BUCOKOTEXHOJOTIYHOTO
3MilTyBaHHS 3BYKy. KOMaHIM TOYMHAIOTH MPAIIOBAaTH Haa TaKuMH mpoektamu, sk The Awakens i The Jurassic
World sxnaitmBumme, y mporeci Bimeo3iiomkm — 1ie Oymo 3poOneHO Ha HaJIeKHOMY piBHI, MOYAHAOYH
3 1977 poky B «30psHuX BiliHax», kepenax Skywalker Sound.

[IporpecuBHOO CTY/i€TO, SIKa 3aiMAEThCS PO3POOKOIO 3BYKOBOrO an3ainy, € «Skywalker Sound». CtBopus
ii kinopexxucep Jxopmk Jlykac, ane BuHUKIA BOoHA He ozpasy. Y 1971 p. xopmkem Jlykacom Oyna 3acHOBaHa
MalleHbKa He3anexxHa KiHoctynis «LucasFilmy». Yike uepe3 aBa poku OyB roToBHH Nepmnii QijgbM, sSKUH MaB
BEJIMKHUH yCITiX.

Lle xiHOCTpiuKa «AMepUKaHCHKI TpadiTi», 7eOOT KOMIIaHIi Ha CBITOBOMY KIHOPHHKY, CTa€ OecTcenepomM
B CHIA i HOMIiHYy€eThCS Bipa3y Ha T’ATh HAropoJi aMepuKaHCchkoi Axamemii kiHommcTenTBa. HacTymamid
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pik J[XopmKk MOBHICTIO TpHIIsie po3poOI creHapiro it «3opsHux BiliH». He 3alyBae Jlykac i mpo mu3aiiH
KapTiHU. BiH posymie yci macmTabu TEeXHIYHUX 1 AM3aifHEPCHKUX POOIT 1 TOMy 30Mpae HOBY KOMaHIY
(axiBLiB 17151 CTBOPEHHS Bi3yasIbHUX €(EKTiB y KapTuHi B pamMkax kommanii «Industrial Light&Magicy». 3rogom
yTBOproeThesl kKommaHist «Skywalker Sound» mist poGotn Han 3BykoBuMH edextamu (Henukun, 2019, 41).
Odiuiitna mpem’epa nepuioi yacTuHu «3opsHUX Biith» mana 3Haunnit yenix. ®ineM 3100yB micth «OckapiB» Ta
CBITOBY mommyisapHicTs. Y 1978 ta 1982 pp. 1eii ycmix HOBTOPIOEThCA Y APYTiH 1 TPeTii yacTHHAX KiHOETIOTE].
Y BChOMY CBITI CTBOPIOIOTBCS (haH-KIIyOn «30pSHUX BiifH», HaWBIMOMIII Ta3eTH i TeNeKaHAIA TPUIIIIIOTH
3HauHy yBary 11bomy Kinodimemy. o Toro sx He MokHa 3a0yBaTH i PO mIasieHi NpuOyTKHU BiJl TpoKaTy «30psSHUX
Biitay», BumanHs X JmiTepaTypHOTo BapiaHTy, peaizallil pi3HUX peueil 3 CHMBOJIKOIO KiHoenornei. Tpilika KoMIaHii
rpynu [xopmxka Jlykaca: «LucasFilmy, «Industrial Light&Magic» i «Skywalker Sound» (1Bi octanni 3ronom
37IMBAIOTHCS B OJIHY ), — MIITHO 3aliMa€ CBOIO Hillly B KiHOIHAYCTpii, OyZy4H He TIJIbKH JKEPEIOM HOBUX SIKICHUX,
MOMYJISIPHUX 1 JIOCKOHAITMX 32 TEXHIKOI BHKOHAHHS, aje 1 Ky3HEI KaJpiB CBITY KIHOQAHTACTHKH W TIPHUTOI.
Kimpkicts «OckapiBy», 3apobieHux ii crmiBpoOITHUKAMH, TIEPEBHIIYE MIBCOTHI, HE OepydH A0 yBaru 1HIINX HE
MEHIII BaYKJINBUX TEJICBI3IHHUX 1 TaTy3¢BUX HAropoJ, OTPUMAHHUX HEIO MPOTSITOM CBOTO iCHYBaHHSI.

Crynis «Skywalker Sound» cmouarky HasmuBamacs «Sprocket Systemsy», ane micisa Tpiymdy «3opsHHX
BiliH» Jlykac nmaB cBoili crynii 3Bykozamucy ryuHe im’s «CkailiBokep». KommaHis ctana BiIOMOIO 3aBISIKU
HETpaIULIiMHUM MiIX0AaM 10 03BY4eHHs (ilbMiB i BMIHHSAM CTBOPIOBAaTH YHIKalbHI aKyCTHUHI e(eKTH 3a
JIONIOMOT'OI0 «OpTaHiYHUX» ceMIUTiB. Harmpukian, 3Byku O1acTepiB — 3ByK HATATHYTOTO JI0 ME3Ki TPOCY, TUXaHHS
Hapra Beiinepa — mikpohoH B Macii akBajiaHricta, peB UybOakku — 00’€JHaHI ToJOCU CO0aK, BEIMEIIB,
JIeBiB, TUTPIB 1 TroneHiB. Ynenn xomanan «Skywalker Sound» orpumanm monan mecsath «OckapiB» y chepi
3ByKopexucypu. Y 1983 p. Tommicon Xonmman po3poous ans «Lucasfilmy» cranmapr « THX». ¥V pesymbrari
LBOTO TIIsAa4i mo0aumin «30psiHI BIfHI» 3 MAKCUMAIILHOIO sIKicTIO 3BYKY. « THX» — He gopmar 3amucy, a came
CTaHAApT BiATBOPEHH:, CBOEPIAHUH «3HAK SKOCTI» aymio cucteM ([Jenukun, 2019, c. 154).

[Ticns 3aBepiieHHsT poboTH oOmamHaHHS cTyaii 3Byko3zamucy «Skywalker Sound» i kinorearpy «Stag
Theatre» cranu eranonom, a kommanis «Lucasfilmy moyana oTpumyBarty 3amuTH BiJl BIACHUKIB KOMEPLIHHUX
KIHOTeaTpiB 1 KEePIBHHKIB TOJUIIBYICHKAX KIHOCTY/IH Ha BIPOBAKEHHS BUPOOHWYMX CTAHAAPTIB KOMIIaHIi
«Skywalker Ranchy i B X kiHO3aJIaxX i 3acTapiIMX CTYIISAX 3BYKO3AIMUCY. YCBIJOMITIOIOUH SIK I1€ MOXE 3MIHUTH
CHPUUHATTS TWIsAauaMi XynokHiX ¢inemiB, Jlykac i ctBopena HuM komanaa « THX» po3pobwmmu mporpamy
ceprudikamii ams BukopucTaHHs 3a Mexkamu cryaii «Skywalker Ranch». Lle mpusBeno no HapomkeHHs
texnonorii «THX», ska cranma pocrymHa mispadam Juiss Bumycky B 1983 p. mactymHoro ¢imemy Jlykaca
«3opsni BitiHu enizon VI: Ilosepuenns mxenas». [Ipouec tectyBanus « THX», 3a3Buuaiil, mounHA€ETHCS Ha
MIEPBUHHOMY €Tarli BUPOOHUIITBA. [HXKEHEPH BIIPABIISIOTH 3pa3Ku MPOJYKIIii y BUIPOOYBalIbHY J1ab0opaTropito
«THX» B IliBuiuniit KamigopHii, 1e KOMaHga TEXHIYHAX E€KCTIEPTIB PETEIbHO aHANI3y€ KOXKEH 3 HHUX 1 THIIe
3BITH 3TiIHO CBOiX BUCHOBKIB. BOHM OXOILTIOIOTH COTHI JaHWX 1 MPAaKTHIHO KOXKEH acTeKT (DyHKITIOHYBaHHS
BUpoOy. 3rofioM BHCHOBKHM HAJICHJIAIOTHCSI BUPOOHHMKOBI 3 PEKOMEHIALISIMH IIOAO YCYHEHHS NpoOieM,
K1 MOXYTh Heperkogutu ceprudikamnii. ¥ Oararbox Bunankax « THX» Bumarae Bijg BUpOOHHMKA BHECEHHS
3MiH y KOHCTPYKIIiIO YW MporpamHe 3a0e3nedeHHs, a Takox iHrerpauii ¢yHkuiii BinTBopenns «THX» ans
MiJIBUILEHHS POOOUMX XapaKTEPUCTHUK 1 BIMOBIIHOCTI BUMOraMm crienudikaiiii « THX». Jlo mpoxykIiii MOXyTh
BHOCHUTHCS 3MiHH, ITOHOBJICHHS 1 HEOOXIJHI PeryJIIOBaHHS, ITiCJIsi YOr0 BUPOOHUK MOBEPTAE 11 ST OCTATOYHOT
oninku (Holgman, 2000).

3apasku npoBeneHUM « THX» TecTyBaHHS, CIIOKMBaY OTPUMYE TapaHTilo, IO MPHI0aHa HAM aKyCTHYHA
CHCTEeMa BiJIIOBIIa€ HAWBUIIMM CTaHIAPTaM SIKOCTI 1 cyMicHOCTI Oe3 momarkoBux 1opoook. « THX» mae mekinbka
KaTeropiil ceprudikauii B 3a1€KHOCTI BiJl pO3Mipy NPUMIIIECHHS, B SIKOMY Oyzie BcTaHOBJIEHO oOnanHanHs. Le
rapaHTye, 10 cucTeMa JoMalrHbporo Kinorearpy « THX» Oyzne BigTBoproBaTH 3ByKOBHUH KOHTEHT TOJIOCHO, YiTKO
Ta 6e3 BiJUyTHUX CIIOTBOPEHb y IPUMILIICHHSIX KOHKPETHUX PO3MIpiB Ta Ha KOHKPETHUX BiICTAHSX BiJ EKpaHy.
Takox ceprudikarlis mATBEPIHKYE MPaBHIbHICTH POoOOTH caOBy(hepiB, TOMy HaBiTh HAaBHOAITHBIIII 3BYKOBI
edexTn KiHOGMITEMY OyayTh MOYYTiI ¥ BIAYYTI 3 MaKCHMAaIbHOIO SICHICTIO. 3 YCIX CTaHmapTiB cepTtudikariii
«THX» — «Ultra2» € HaitOUTBIIT BUMOTTIMBUM CTAaHIIAPTOM.

VY 2012 p. «Disney», cBiTOBHIA Jliiep 3 BAPOOHUIITBA BUCOKOSKICHOTO CIMEHHOTO pO3BaXKaJIbHOTO KOHTEHTY
yknajgae yrogy ans npuadanus kommanii «Lucasfilm Ltd», B pesymerari sikoi «Disney» oTpumae mpaBa
Ha Qpanmm3y «3opsHi BiitHu». L yroga npomoBxkye moiiTUKy kommasii B cdepi CTBOpeHHS i MpoCyBaHHS
HAKMKPAIIIOro Y BChOMY CBITI PO3BaKaJIbHOTO KOHTEHTY, 3aCTOCYBaHHS IHHOBALIIHUX TEXHOJIOIH Ta MI>KHAPOIHOTO
PO3BHUTKY 3 METOIO 301IBIIICHHS B IOBTOCTPOKOBIH MepCIeKTHBI OipKOBOT BAPTOCTI aKIliil KOMMaHii.

«Lucasfilm» crane minanM gomatkoMm y moptdonio «The Walt Disney Companyy», 10 SKOTO HaleKaTbh
BCecBITHRO Bimomi Openmu «Disney», «ESPN», «Pixar», «Marvel» Ta «ABCy». Disney mmaHyBaio BHITYCK
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y KiHOTearpanbHHN mpokar ¢inmeMy «3opsHi BiHH: Emizom 7» B 2015 p. 3a ymoBaMu yroaw, MiANMCaHOI
CTOpOHAMH, 1 BIMOBIAHO BapTOCTi akiiid «Disney» Ha MOMEHT 3aKkpuTTs TOpriB 26 xoBTHs 2012 p., cyma yronu
cknana 4,05 minbsipna gonapis CLIA. [Tpubnu3Ho nonoBuHa 1i€l CyMH HiJUISATAE OIUIATI TOTIBKOIO, AT 3aKPUTTS
YIOIM TIepeI0aYaeThCsl 3MIMCHUTH BUITYCK ON3bKo 40 MUTBIOHIB IONATKOBUX akIlii kommanii. OcTaTtoyHa BapTiCTh
yrozau Oyzie 3aJe)aTy BiJl pe3y/bTaTiB CTaHIaPTHOTO KOPEryBaHHs 0alaHCOBOTO 3BiTy HA MOMEHT 3aKPUTTS YTOIN.

«Lucasfilmy» € BigoOpa)keHHSM MPUCTPACTi, HE3BUYAMHOTO TBOPYOro OaveHHs 1 TajaHTy ii 3aCHOBHHKA
Ixopmxka Jlykaca, — roBopuTh Pobept Afirep, TojoBa pamud TUPEKTOPiB i TeHepanbHUi mupektop «The Walt
Disney Company». Lst yroga 06’eanye cnammuny «Lucasfilmy, 30kpema — oy 3 Kpammx ciMeiHuX (paHIm3
BCiX uaciB «30psHi BIHHN», 3 YHIKaIbHIM TBOPYMM IiAX010M KommnaHii «Disney» 10 BeaeHHS Ta po3BUTKY Oi3Hecy
Ha Pi3HUX [IAaThopMax i pUHKax, 3 MAKCUMaJIbHUM MPUOYTKOM Ta 3a0€3MCYCHHSIM JJOBIOCTPOKOBOTO IPHUPOCTY».
«[Ipotsrom ocranHix 35 pokiB s 13 33I0BOJICHHSM CIIOCTEpIraro siK iCTopisl, sika onucaHa B «30psSHUX BiHAXY,
NepenacThesl 3 TMOKONMIHHS B TOKOMIHHS, — ToBOpuTh J[opmk Jlykac, 3aCHOBHUK 1 TOJOBa pajdl JHPEKTOPiB
«Lucasfilmy, — npuiimos gac nepenatn «30psAHI BilfHW» HOBOMY TMOKOJIHHIO KiHemartorpadictiBy. S 3aBxau
BIpHB y Te, IO I (hpaHII3a MepeKUBe MEHE, aje MEHi XOTuTocs 3abe3meunTH ii MailOyTHIN pO3BUTOK IIe 3a
xutTs. S BieBHeHwuid, mo «Lucasfilmy» mix kepiBannrBom Kernin Kenneni pazom 3 «Disney» 3Moke TPOIOBKUTH
yenix ¢ppanmmsu «30psHi BikHI» Ha 6araTo pokiB Briepe]] 1 NO3HAHOMHTH 1€ HE OZHE OKOJIHHS IIsIaviB 3 i€l
MPUTOJIOMIUTHBOIO icTopieto. JlocBix 1 miobampHuilt posmax «Disney» momapytots «Lucasfilm» MoxinBicTh
JOCSITTH HOBHMX BHCOT B KiHO, Ha TeJeOaueHHi, HA MYJIbTUMEHIHHUX MIaropMax, a TaKOK 3MIIHHUTH MO3MIIT
B MapKax po3Bar i Ha pUHKY criokuBumx ToBapiB» (McCarthy, 2013). 3rigHo 3 yMoBaMH orepariii, KOMIaHis
«Disney» orpumae mpaBo BoomiHHA koMmaHiero «Lucasfilmy, migepa B chepi po3Bar, iHHOBaiHHUX TEXHOJIOTIH,
JI0 SIKOTO HaJleKaTh CTPYKTYPHI MiIPO3ALTH, SIKi pO3pOOISIOTH TIPOEKTH B Taiy3i BUPOOHUIITBA irpOBOTO KiHO,
aHiMaIlii, CIIOKMBYHMX TOBapiB, Bi3yaJbHUX €(EKTiB 1 3BYKO3aITUCY.

Lle Takox mependauae npuadaHHs npas Ha TBOpuy crammuny «Lucasfilm», 30kpema, Ha 3HaYHO TOMYJIAPHY
1 3aranpHO BimoMy ¢Qpanmmsy «3opsHi BiHW». Kommanii «Disney» Takox mepeiayTh MpaBa Ha MEPemoBi
TEXHOJIOT11, SIKi BpaXkalu DIsAadiB NpoTaroM Oaratbox pokiB. Kommanis Lucasfilm, mo 3naxomutscs B Can-
®paniucko, 00’ enHye B o001 HacTynHi miapo3aiam: «Lucasfilm Ltd.», «LucasArts», «Industrial Light & Magic»
1 «Skywalker Sound».

[epenbauaernes, mo Bci mpariBHukn «Lucasfilmy 30epexyTs cBoi komumHi Micig. Kermin Kenneni, sika
€ CITIBroJIOBOIO paiu AupekTopis «Lucasfilmy, 06ilime mocay nmpe3uieHTa KoMIaHii, i Oyyie nepeOyBartH y mpsMomMy
mignopsakysanni miaBu «Walt Disney Studios» Anana Xopna. Bona Buctynuth y poii OpeHI-MeHemkepa
¢panmm3u «30psHi BiliHWY, MPaLIo0ud 0e3MocepeHbo 3 PI3HUMHU HanpsiMKamu OizHecy BcepeanHi «Disney»
3 METOI0 PO3BUTKY, iIHTErpallii Ta 30UIbIeHHs TPUOYTKY BiJ 1i€l BU3HAHOT B ychoMy CBiTi (panmmsu. Kenneni
TaKOK BUCTYTIUTH y POJIi BUKOHABYOTO MIPOJFOCcEpa sl CTBOPEHHS HOBHX (iNbMIB 13 cepii «30psHi BIHHI», pazoM
3 Jlxopmkem JlykacoM. Y pesymbrarti omepartii BizOyneThess 00’ €THAHHS ABOX BEAYYNX PO3BAKAIBLHUX OpeHIIB, 11e
JIVIIE TTi/ICHITUTD aBHE MAPTHEPCTBO MK HUMH, BUPAKEHOMY B YCIIIITHOMY BUKOPHUCTAHHI €JIEMEHTIB 1 CIOKETiB
13 «30psSHHUX BOEH» B aTpakLioHaX HA TEPUTOPIl po3BaxanbHUX NapkiB «Disney» B Anaxaiimi, Opnanzno, [lapwuxi,
Toxio (Hicks, 2019). 3aBasku BUHATKOBOMY TaJlaHTy TBOPYOi KOMaHIM, JereHIapHi «30psHi BiiiHI», CTBOpEHI
«Lucasfilmy, Bxe npoTarom 35 pokiB BpaXaroTh ISAAYIB Ta JAIOTh M MOXKIIMBICTb MOTPAIUTH Y CBIT 3 0€311144I0
MEPCOHAXKIB 1 IIIKABUMH iCTOPISIMH, 1110 JI03BOIIsiE (ppaHIIi3i Habuparh 00epTiB MPOTAToM AecAThIITh. ChOroH1
¢inemu 3 cepii «30psHi BiiiHW» TpuHECHH TPUOYTKY MOoHAM $4 Minbspan y cBiToBoMy OOKc-odici. 3aBasku
TIOTTUTY CTIOXKHBadiB, (paHmIu3a «3o0psHi BiitHm» 3poduna «Lucasfilmy» nposiganm minensiatom y CILIA B 2011 p.
[icns mpunbannas «Pixar» 1 «Marvel», npunbanns «Lucasfilm» crae yeproBum eramom OararocTyriHYacToi
crpaterii po3BuTKy «Disney» 010 MPUMHOXKEHHS (DIHAHCOBOTO MOTEHLIaNy MEPCOHAXIB 1 3aXOILTIOIOYHX
iCTOpiH, 3 BUKOPUCTaHHIM 1HHOBALITHUX TEXHOJIOTIH Ta TucTpuOyLii HA Pi3HUX MIaTGOopMax y BCbOMY CBITi, IS
OTPUMAHHSI MAaKCUMAJILHOTO TIPHOYTKY.

Posmmpennst noprdomnio mobaneHux OpenaiB «Disney» 3a paxyHok mnpupdanss «Lucasfilm» ictoTHo
MiBUIY€E 3IaTHICTH KOMIIAHIi TIPOITOHYBATH CIOKHMBa4aM y BCHOMY CBITI MaKCHMAalbHO pi3HOMAaHITHHU
po3BakanpHUI KOHTeHT. Pama mmpektopiB «Disney» i «Lucasfilm» cxBamumu yromy, sika Temep TOBHHHA
MPOUTH TIEPEBIPKY PETYJIIOIOUMX OpraHiB Ha JOTPUMAHHS 3akoHY «3apra-Crorra-PomiHo» mpo aHTUTpecTOBi
YIOCKOHAJICHHS Ta aHAJIOTTYHMX 3aKOHOJABUMX aKTiB, MpUHHATHX 3a Mexamu CLIA. Yroma takox oTpumana
CXBaJICHHs €JMHOTO BiacHuKa akiiit «Lucasfilm» (McCarthy, 2013, c. 44).

Crynist 3Byko3anucy «Skywalker Sound» € mepenoBoro B ramy3i po3poOKH 3BYKOBOro jau3aiiny. [Ipo 1e
CBITYMTH Mepenik podiT 3a OCTaHHI POKH, OCHOBHUMH 3 SIKHX €:

1. «Top 2: LlapcTBO TeMpsBu», pexucep Anan Tetinop. 2013 pik;

2. «CamoTHil peitHxepy, pexucep L'op Bepbincki. 2013 pik;
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3. «Hixuemnwnit s —2», pexucepu [lipp Koddin, Kpic Peno. 2013 pix;

4. «lmozis oomany», pexucep Jlyi Jlerep’e. 2013 pik;

5. «Enix», pexucep Kpic Yemx. 2013pik;

6. «Csir 3a0yTTsI», pesxucep Jxozed Kominebki 2013 pik;

7. «Ictopis irpamok: [Toqopox B uaci», pexucep xon Jlaccerep. 2014 pik;

8. «3opsni Biitan [loBcTanmi: Immepis nersy», pexucep Jeiis @inon. 2014;

9. «3opsi Bitiau [ToBcTanti: I3 TempsiBmy, pexxucep Ctroapa JIi 2014 pixk;

10. «Cymep mrictkay, pexucepu JJon Xomr, Kpic Yinesamc. 2014 pik;

11. «BaproBi ranmaktukmy», pexucep Jxeiimc ['anH. 2014 pik;

12. «Ilepmmit mecuuk: [pyra Bilina», pexxucepu opatuu Pycco. 2014 pik;

13. «3opsHi Birinu: Enizon VII — npoOymxenns cunuy, pexucep [xeit ket Adpame. 2015 pik;
14. «3o10Te KOpomiBCcTBOY, pexucep bpasu [lepkin. 2015 pik;

15. «Ilipatu kapudcpkoro Mops Vy», pexucep Xoakim Ponninr, Ecrien Cannbepr. 2017 pixk;
16. «Mecuuku: Oinamy, pexucepu oparuu Pycco. 2019 pik;

17. «Kopomnsb JleBy, pexucep xon ®@aspo. 2019 pik.

BucHoBku

TakuM 4YMHOM, CHOTOJIHI BapTO MPUAUIATH ONbIE YBArW SBHUILY 3BYKOBOTO JIM3aliHY B MEXaxX MYy3HYHOI
HayKd 1 My3W4YHOI OCBITH. [IOHSTTS «3BYKOBHH AM3aiiH» HEOOXiTHO BBOIUTH B HAYKOBHU OOIT BITUM3HSHOTO
MY3HWKO3HABCTBA — MPUCBIYYBaTH IbOMY (DeHOMEHY HayKOBi JJOCIIPKEHHS, IIPOBOANTH BiIOBIIHI KOH(EPEeHTIii.
Crynis «Skywalker Soundy, sika crioyatky HazuBanacs «Sprocket Systemsy, ane micis Tpiymdy «30psSHAX BilTH»
Jlykac naB cBoiii cTyaii 3Byko3anucy ry4ne im’s «CkaiBokep», sika AiHCHO € 3aCHOBHHKOM 3BYKOBOTO AW3aiHY,
aJIXkKe KOMIIaHisl BiZloMa CBOIM HETPaUIIIMHIM ITiJIXO/IOM J0 03By4YeHHs (DiIbMIB i BMiHHSM CTBOPIOBATH YHIKAJIbHI
aKyCTHU4HI e()eKTH 3a JOMOMOIOI «opraHiyHmx» cemrutiB. Ynenn komanmu «Skywalker Sound» orpumanu
nmonHayq necath «OckapiB» B cdepi 3BYKOpeKUCYpH. Y MalOyTHIH HAayKOBi poOOTI BOAYaEMO PO3KPHUTTS
HOBHX TEXHOJIOTIN 1 MOXJIMBOCTEH [T €EKTUBHIIIIOTO PO3BUTKY 1 (DYHKIIIOHYBAaHHS 3BYKOBOTO NW3aiHY, IKUN
3aCIIyrOBY€ Ha Hally yBary, OCKUIBKH i€ JOCUTb HOBA TAlly3b Y 3ByKOPEKUCYPI.
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CTYIUSA 3BYKO3AIIUCH | Yynpunckuit Anexcanap Cepreesud
«SKYWALKER SOUND» | Acnupanm,
KAK PABPABOTYMUK | Kuesckuii nayuonanvmotii ynusepcumem
3BYKOBOI'O JJUBAMHA | xyremyper u uckycems, Kues, Yipauna

B crarbe nccnenyercs nesrensHocts amepukanckor cryaun « SKYWALKER SOUND» kax pa3pa0boTunka 3ByKOBOTO
Ju3aiiHa B cepe kuHemarorpada.

MopmenuipoBaHne 3ByKOBOH aTMOC]epsl, pa3padoTka CTHIIS 3BYUaHHUS M CO3aHUA cayHH A(Q(PEeKTOB AT ayJHOBH3yaIBHOTO
MIPOM3BE/ICHNS. 3BYKOBOM IH3aifH — 3TO CO3MaHWE CIICIHAIBHBIX 3BYKOBBIX ((EKTOB, aHAOTOB KOTOPHIX B TPHPOIE HE
CYILECTBYET.

Hayunast HOBM3HA MCCIEAOBaHUS 3aKJIIOYAETCSl B TOM, YTO BIEPBBIC BBISBIECHBI OCHOBHBIE NMPUHLUIBI U KPUTEPUU
MOHATHSI 3BYKOBOTO Ju3aiiHa Ha npumepe ctyaun 3Byko3anucu «SKYWALKER SOUND»y. MeTononoruto uccienoBaHus
COCTaBJIIE€T COBOKYIHOCTb 68.30BI)IX TIPUHIMUIIOB: 06’beKTl/lBHOCTl/l, ucropusma, CHUCTCMHOCTH, MHOFO(l)aKTOpHOCTI/I,
KOMIIJIEKCHOCTH, a JUII JOCTHIKCHHUA LEJIU — UCIOJIBb30BaHbI METOJAbI HAYYHOT'O IMO3HAHUS: l'lp06HeMHO-XpOHOIIOFPI‘IeCKI/II>'I,
KOHKPETHO-UCTOPUYECKUH, CTATUCTUYECKUM, JIOTUKO-aHATUTUYECKHH.

BrBozp!. [ToHsATHE «3BYKOBOH MU3aifH» HEOOXOANMO BBOAWUTH B HAYYHBIH 000OPOT OTEUECTBEHHOTO MY3BIKOBEICHHUS —
MOCBAIIATh 3TOMY ()EHOMEHY Hay9HBIC FICCIICIOBAHIS, IPOBOIUTH COOTBETCTBYIOIINE KoH(epeHmu. CeroqHs CTOUT YICATh
0oJTbIlIc BHIMAHUS SIBIICHHIO 3BYKOBOTO JU3aifHA B TIPE/IeIaX MY3bIKaIbHON HAyKH M MY3bIKAJIEHOTO 00pa30BaHUS.

Knioueswie cnosa: 3ByK; 3BYyKOBO# AU3aiiH; CTYIUsI 3BYKO3aIUCH; 3ByKo3anuch; «Skywalker Sound».

“SKYWALKER SOUND” | Oleksandr Chuprynskyi
RECORDING STUDIO | PhD student, Kyiv National University
AS A SOUND DESIGN DEVELOPER | of Culture and Arts, Kyiv, Ukraine

The article examines the work of American studio “SKYWALKER SOUND” as a sound designer in cinematography.

There is a sound environment modelling, sound style creation and sound effects design for multimedia piece. Sound
design is the process of creating unusual sound effects of no analogies in nature.

The scientific novelty of the research is that for the first time the main principles and criteria for a sound design term
were implemented using “SKYWALKER SOUND” example. The research methodology consists of basic principles
paradigm: objectivity, historicism, systemacity, multifactority, complexity; and to achieve the aim the methods of in
scientific knowledge have been used: problem-chronological, concrete-historical, statistical, logical-analytical approaches.
Conclusions. The term of “sound design” should be introduced into the scientific discourse of domestic musicology by
devoting scientific researches to this phenomenon, holding relevant conferences. Today it is worth to pay more attention
to the phenomenon of sound design within the music science and music education.

Keywords: sound; sound design; sound recording studio; sound recording; “Skywalker Sound”.
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THE DEVELOPMENT OF CIRCUS | Oleksandra Ilnytska
GENRES IN VARIETY ART AT THE | Teaching Assistant,
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e-mail: ilnitskaya_aleksandra@.ukr.com,
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36, Ye. Konovaltsia Str., Kyiv, 01133, Ukraine

The purpose of the research is to determine the specifics of the development of circus genres in the variety art of
the twenty-first century and to identify tendentious features of the integration of entertainment forms of art at the present
stage. The research methods. Scientific provisions of the research are based on the totality of general scientific methods of
knowledge (analytical, historiographic, historical) and art criticism approaches: a typological and evolutionary method,
as well as a method of system analysis. The scientific novelty. The specifics of circus and variety art as a complex
multidimensional phenomenon were considered; it was determined that the tendencies of the development of circus
genres of variety art is the search for various forms and means of expressiveness to enhance the semantic and informative
meaning, as well as the visual effect and entertainment of the turns. Conclusions. Typical for the world space of social
art of the twenty-first century, the trends of artistic experimentation require the creation of new forms of art integration.
Creative experiments of interspecific and intergenre integration, contributed to the intensification of the process of
synthesizing circus and variety art as the most spectacular forms. The genesis of new aesthetics of variety art with a focus
on a trick base and attraction promotes the development of circus genres in the stage space.

Keywords: circus and variety art; circus genres; spectacle; tricks; synthesis of arts.

Introduction

The circus and variety art, combining the achievements of foreign and domestic spectacular culture and
focusing on the national circus traditions, was extremely developed in the late twentieth and early twenty-first
century, and is now one of the most popular forms of art, as a spectacle in which bright original decisions of
circus and variety turns in the conditions of the stage space are sublimated. The relevance of the study is due to
the rapid development of circus and variety art at the present stage, the search for various forms and means of
expressiveness, as well as the semantic and informative meaning of turns.

The circus and variety art is a multidimensional synthetic phenomenon that attracts much attention of modern
researchers. The conducted historiographical analysis shows that, for the most part, domestic and foreign scientists
consider its individual aspects and make an attempt to carry out a generalized analysis. For example, I. Bogdanov
(“The artistic structure of the variety turn and the main methodological principles of its creation”, 2005) reveals
the patterns of the structural organization and typology of the variety turn, and also analyzes the process of its
creation; Yu. Nikolaeva (“Circus and variety art as a socio-cultural phenomenon”, 2014 and “Ways of formation
and development of circus and variety clownery”, 2016) explores the specifics of the synthesis of circus and
variety art in historical retrospective, and also defines the characteristic differences between variety and circus
clownery; T. Hrinie (“New buffoonery as a component of modern trends in the development of circus art”, 2018)
identifies current trends in the development of buffoonery, exploring the spectacular essence of the genre of the
late XX — early XXI century.

However, the specifics of the development of circus genres of variety art at the present stage and still remains
an insufficiently developed topic that requires new scientific research.

The purpose of the article
The purpose of the research is to determine the specifics of the development of circus genres in the variety art

of the twenty-fist century and to identify the tendentious features of the interspecific and intergenre integration of
spectacular art forms at the present stage.

© Oleksandra Ilnytska, 2019
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Presentation of the main material

It should be noted that since the second half of the twentieth century, the concept of “variety art” was
considered by researchers as one of the types of art, combining small forms of drama, vocal and dramatic art,
music, choreography, narrator’s comments, circus and amateur forms of creativity. Defining the ease of perception,
entertainment and spectacularity performance, emphasizing the festivity and diversity of genres as characteristic
features of this art form, modern researchers note that this unique combination contributed to the formation of an
extremely bright stage spectacle, the structural unit of which is a turn (Barinov, 2009, p. 7).

Conversely, the concept of “circus and variety art” in the scientific plane was formed only at the end of the
twentieth century thanks to research in which sociocultural and artistic processes contributing to the unification of
circus and variety, were analyzed and theorized in historical retrospect.

Yu. Nikolaeva notes that the circus and variety art at the present stage is one of the main forms of human
cultural interaction with the world, and due to entertainment, accessibility and international nature it is one of the
priorities of popular entertainment culture. The researcher, among the dominant characteristics of the present stage
of development of this art form, focuses on the emergence of new genres for which the symbiosis of variety and
circus is distinctive (for example, Cirque du Soleil and clown-mime-theater), that is, trick, image and symbol in
a single spectacle (Nikolaeva, 2014, p. 490).

Circus or original genres of variety art are different from other genres (conversational, musical and
choreographic genres) due to the presence of a trick — the main expressive instrument distinctive for any turn.

According to I. Bogdanov, the trick in circus and variety art is positioned not as an end in itself, but as the
main means of creating an image and an original interpretation of reality (Bogdanov, 2005, p. 11).

The researchers also note the importance of a harmonious combination of virtuoso technique of mastering tricks
with other performer’s expressive means — a word, plasticity, mimicry, singing, and dancing. Therefore, based on
originality, bright personality of the artist and a complex trick, the turns of circus genres sublimating sensationalism
with entertainment and spectacularity are among the most popular on the variety show (Makarov, 2004, p. 722).

Acrobatic, jongleur, equilibristic, gymnastic, athletic, musical and eccentric, illusionary and clown turns,
as well as turns based on non-basic genres and circus forms, such as ventriculoquism, imitation, mnemonics,
pantomime, etc., belong to circus genres of variety art. However, we note that some circus and variety-circus turns,
despite the large number of common characteristics (for example, the entertainment nature of the performances,
the use of interactive acting techniques, etc.), due to common origins and common functionality, have their own
specifics, and, accordingly, development trends. According to researchers, in addition to various means of actor’s
expressiveness, formed in accordance with the characteristics of the stage (circus arena or variety show. — Author),
between some of the above mentioned genres there are differences inherent in the essential-semantic plane, which
are reflected in their genesis.

For example, Yu. Nikolaeva, analyzing the ways of forming and developing clownery, notes that the variety
and circus genres of clownery have common roots, but different ways of formation and development. The researcher
places emphasis that the origins of variety clownery are ancient, traditional and professional English pantomime,
and its development was significantly influenced by various theatrical directions and interludes, respectively, clown-
musical eccentric, clown-mime or variety clown “lyrical and psychological, does not use language, expressing
the smallest shades of feeling with facial expressions and plasticity” (Nikolaeva, 2016, p. 343). Characteristic of
variety clowns when creating a turn is to build a conflict on comic tricks, which are determined by unexpected
plot twists.

T. Hrinie, exploring the specifics of modern musical buffoonery, among the main features mentions: the
use of the classic White and Red Clown masks and their various modifications (halftone masks) in the turns;
accentuations of performers on plasticity, preambled actor reactions and cascades; attraction to group turns and
means of figurative expressiveness aimed at strengthening the dramatic structure of the turn; the use of synchro-
buffoonish and interactive techniques (Hrinie, 2018, p. 288).

The development of the circus genres of variety art of the twenty-first century is characterized by the
increase in spectacularity of the turns. At the present stage, clown turns in the genre of animation, mime-
clownery and musical eccentric are characterized by emphasis on comic tricks and associations, as well as
a pronounced story line.

Particular attention is drawn to the evolutionary trends of acrobatic, gymnastic, athletic, equilibristic, jongleur,
illusionary and pantomimic turns, the visual perception aspect of which is the main. Performers focus on a variety
of visual expressive means, the use of many tricks and techniques, getting rid of well-established stamps, as well
as developed plastic culture.
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One of the main and promising trends in the development of circus genres of variety art is the creation of
qualitatively new variety-circus programs and performances using modern technologies (lighting and music
composition, special effects) — complex shows based on circus turns of different genres, built with a single
composition, stylistics and sense-descriptive meaning.

The possibilities of searching for new spectacular forms on the verge of circus, variety and theater art are
opened up by variety-circus theatrical performances, which are now at the peak of the genre’s development. If
at the beginning of their existence, it was distinctive for them a combination in a single program of individual
elements of circus and variety art with a focus on the conversational clownery and game program, which
is based on tricks, and then the appearance of the literary basis, which greatly strengthened the dramaturgy
of productions and their dramatization, so far in the variety-circus theatrical performances all the main
components of the three types of art are organically synthesized.

Distinctive features of the variety-circus theatrical performances are:

— literary basis for the creation of a thematically comprehensive stage action;

— through-composed plot;

— the use of eccentricity as an acting technique;

— musical accompaniment, enhancing drama and imagery;

—the attraction of artistic and decorative design in the process of expressing the general idea of
performance;

— the use of innovative technical tools to enhance the audiovisual impact on the viewer;

— conventionality traditional for variety art in solving the acting areas;

— concert system (the presence of complete independent turns, which are created with the appropriate
means of expressiveness, semantic and artistic certainty);

— the predominance of the turns of variety and circus, original, dancing and vocal genres;

— emphasis on trick turns;

— the widespread use of clownery elements, etc.

Note that the above-mentioned distinctive features of the variety-circus theatrical performance were
formed at the end of the twentieth century (Yashkin, 1986, p. 13), and now they are evolving in accordance
with leading world trends.

For example, traditional for the 2010s is the absence of a pronounced specificity of genres and boundaries
of the transition from circus to variety elements; the use of modern components, hardware and computer
graphics to create the appropriate stage design; staging scenes solved on the principle of circus trick
imagery; productions of eccentric variety entertainments with interactive elements. However, orientation
on the spectacular nature of variety and circus art as well as the active influence of musical setting on the
development of the storyline of the production, its assembly structure, tempo-rhythmic features, style and
manner of performance, the specific nature of the plastic elements to create an artistic image remain dominant.

We also note that significant changes have affected the specific nature of acting skills —a peculiar innovation
trend is the affirmation of the synthetic character of a variety-circus performer, the professionalization of
trick, plastic, choreographic, vocal skills, the development of means of figurative expressiveness, and, as
a result, increased emotional impact and dynamic contact with the audience.

Among the innovative approaches to the productions of variety-circus theater performances is the use of
clownery as a means of solving design and stage-setting tasks, in order to provide emotional richness and the
formation of an artistic sequence of stage action. Structural compositions of clownery often become a peculiar
decoration for each episode, enhancing the expressiveness and meaningful aspect of plastic monologues.

According to researchers, the trends in artistic experimentation characteristic of world art have increased
the desire to create new forms of art integration (Muratov, 2005, p. 8). Of course, creative experiments on
interspecific and intergenre integration influenced the synthetic processes in spectacular art forms, among
which the most popular are circus and variety.

The genesis of new aesthetics of variety art with a focus on trick and attraction at the beginning of the
XXI century contributed to the development of circus genres in the stage space of variety theaters. Now
traditional circus and variety turns in their productions are:

— circus and variety turns adapted to the stage platform;

— circus turns, the attraction of which is staged due to the plot of a variety act;

— variety turns in which circus elements are an integral part.

The basis of circus variety turns, adapted to the stage platform, is natural circus tricks, which have
additional symbolic meanings aimed at creating metaphorical images and increasing the variability of
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individual interpretation by the viewer. The ideological and meaningful aspects of these turns, according to
the producers’ idea, are expressed by means of the disclosure of the artistic image.

A characteristic difference in circus performances, the attraction of which in the production is due to the
plot of variety act, is the lack of clearly defined boundaries, the organic combination with the idea of the play
and the presence of synthetic skills in the field of variety and circus art of the performing cast. Most often
acrobatic, gymnastic, athletic, jongleur, equilibristic trick elements and pantomime are one of the means of
revealing the nature of the character, the plot node of the stage action, and also contribute to activating the
viewer and enhance interactive techniques.

Variety turns in which circus elements are an integral part (for example, the visual design of figure skating
on a bicycle, singing a song with an acrobatic or an illusion turn. — Author), the correspondence of the musical-
song material to the circus components is characteristic not only by character, but also by rhythm. Their
composition involves a combination of climax moments and interaction of performers.

It is worth noting that the acting aspects of interactive communication or interaction with the audience,
remain a characteristic feature of circus and variety shows.

The genre of circus animation is actively developing in modern variety art — the process of providing
inanimate objects with the ability to move or create the illusion of life for objects that over the centuries
(derived from folk rituals and holidays. — Author) has significantly modified, acquiring signs of an outstanding
spectacle. Modern independent animation turns, which are often used as episodes of large variety-circus
theatrical performances, in order to enhance the visual effect, emotional perception and artistic enrichment of
the production, are notable for eclectic and extremely informative nature in terms of time constraints. They
are built on shocking the viewer with non-standard solutions of musical setting, costumes and special effects.

The specifics of circus and variety art as a complex multidimensional phenomenon were considered; it
was determined that the tendencies of the development of circus genres of variety art is the search for various
forms and means of expressiveness to enhance the semantic and informative meaning, as well as the visual
effect and entertainment of the turns.

Conclusions

Typical for the world space of social art of the twenty-first century, the trends of artistic experimentation
require the creation of new forms of art integration. Creative experiments of interspecific and intergenre
integration, contributed to the intensification of the process of synthesizing circus and variety art as the most
spectacular forms. The genesis of new aesthetics of variety art with a focus on a trick base and attraction
promotes the development of circus genres in the stage space.
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PO3BUTOK HUPKOBUX KAHPIB | Lisuuipka Onexkcangpa AHaromiiBHa
B ECTPAJHOMY MUCTENTBI | Acucmenm,
HA CYYACHOMY ETAIII | Kuiscoxuii nayionansuuii ynieepcumem

Kynomypu i mucmeyms, Kuis, Yxpaina

Mera AOCIHIIKEHHS] — BU3HAYUTH CIEHU(]IKy PO3BUTKY IIMPKOBHX >KaHPIB B ecTpagHoMy muctenTsi XXI crT. Ta
BHUSIBUTH TCHICHIIIWHI OCOOMMBOCTI IHTETPYBaHHS BHIOBHUIIHAX (POPM MHCTCITBA HA Cy9acCHOMY eTarri. MeTomooris
JociipkeHHs. HaykoBi MOJIOKEHHSI OCHI/PKEHHS apryMEHTOBaHI Ha PiBHI CYKYNMHOCTI 3araJbHOHAyKOBUX METOJIB
Mi3HaHHS (QHAIITHYHOTO, JPKEPEJIO3HABYOIO, ICTOPUYHOTO) Ta MHCTEITBO3HABYMX IIJIXOMAIB: THUIOJOTIYHUNA Ta
CBOJIFOIIIMHII METO/I, @ TAKOX METOJ CHCTEMHOro aHaii3y. HaykoBa HoBu3HA. BusiBnieHo crierudiky ecTpaaHo-IIuPKOBOIO
MHCTENTBA SIK CKJIQJAHOTO 0araToaclneKTHOro ()eHOMEHA; BU3HAYEHO, IO TEHJCHLISIMH PO3BUTKY LHUPKOBHX KaHPIB
€CTPaIHOTO MHCTEITBA € MOMIYK Pi3HOMAHITHUX (OPM Ta 3ac00iB BHPA3HOCTI IS IMTOCHIICHHS CEHCOBOTO ¥ 3MICTOBOTO
HaBaHT@KEHHS, & TAKOXK BI3yalbHOrO e(ekTy Ta BHIOBMIIHOCTI HOMEpiB. BucHOBKM. XapakTepHi Uil CBITOBOTO
coriomucTenpKoro mpocropy XXI cr. TeHAEHIIT XyI0KHBOT eKCIIepIMEHTAIbHOCTI BUMAraloTh CTBOPEHHSI HOBHX (OpM
IHTErpyBaHHs MUCTEUTB. TBOPYI €KCIIEPUMEHTH MIXKBHIOBOTO Ta MIXOKAHPOBOTO 1HTErpyBaHHS, TIOCIPHSIIN aKTHBI3aLlil
IPOLIECY CHHTE3y LUPKOBOIO Ta €CTPaJHOTO0 MHCTELTBA K HAWOUIbII BUIOBUINHMX (opM. ['eHe3a HOBOI ecTeTHKH
€CTpaHOro MHUCTENTBa 3 (POKYCyBaHHSIM Ha TPIOKOBIM OCHOBI Ta aTpakiilHOCTI CIPUSE PO3BUTKY IMPKOBHX JKaHPIB
y CLEHIYHOMY MPOCTOPI.

Kniouosi crosa: ectpaiHO-IIMPKOBE MUCTELTBO; INPKOBI )KaHPH; BUAOBHIIE; TPIOKH; CHHTE3 MHUCTEIITB.
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PABBUTHUE HUPKOBBIX " KAHPOB | Nnbuurkas Anekcanapa AHaTOILEBHA
B 9CTPAJIHOM UCKYCCTBE | Accucmenm,
HA COBPEMEHHOM DTAIIE | Kuesckuii nayuonansnwiii ynueepcumem

Kynemypbol u uckyccms, 2. Kues, Yxkpauna

Lenb vccienoBanust — ONPENENIUTh CelnpUKY Pa3BUTHS UPKOBBIX KAHPOB B 3CTpajHOM HckyccTBe XXI Beka
1 BBIABUTH TEH/ACHIMO3HBIE OCOOEHHOCTH WHTErPHPOBAHMS 3PEIHIIHBIX ()OPM MCKYCCTBA Ha COBPEMEHHOM 3Tarlle.
Mertononorust uccienoBaHus. HaydHble MONOKEHUS HCCIENOBAaHMS APTyMEHTHPOBAaHBI Ha YPOBHE COBOKYHMHOCTH
OOIIEHAYYHBIX METO/IOB MO3HAHUS (QHAIMTUYECKOTO, NCTOYHUKOBEJUECKOTO, HCTOPHUECKOTO) M HCKYCCTBOBEAUECKHIX
MOJAXOAOB: TUIOJOTMYECKHH M SBOMIONUOHHBIA METOH, a TakXkKe METOJ CHCTEMHOro aHanu3a. HaydHas HOBH3HA.
PaccmotrpeHa crenuduka 3CTpagHO-IUPKOBOIO UCKYCCTBAa KaK CIIOKHOIO MHOIOACHEKTHOro ()eHOMEHa; OIpEeleseHo,
4TO TCHACHIUAMHU PA3BUTUA UPKOBBLIX KAHPOB 3CTPAJIHOIO MCKYCCTBA ABJISCTCA NOUCK pa3IMUYHbIX (I)OpM " CpEACTB
BBIPA3UTEIBHOCTH Il YCHJCHUS CMBICJIOBOM M COACP)KATEIbHON HArpy3kd, a Takke BHU3yalbHOro 3¢ddekra
W 3pEJIMLIHOCTH HOMEpOB. BbiBoabl. XapakTepHble A1 MUPOBOIO IPOCTPAHCTBA COLMAIBHOIO McKyccTBa XXI Beka
TEH/ICHIINN XYJO’KECTBEHHOH SKCIIEPHMEHTAIBHOCTH TPEOYIOT CO3aHMs HOBBIX (DOPM MHTErpaIiii UCKyccTB. TBOpUecKHe
9KCTIEPUMEHTH MEKBHIOBOTO M MEXCKAaHPOBOI'O WHTEIPHPOBAHUS, CIIOCOOCTBOBAIM AKTHBH3AIMK IIPOIECcCa CHHTE3a
LIUPKOBOTO U 3CTPAJHOTO UCKYCCTBA, KaKk HanboJsee 3peniiHbIX (hopM. [ eHe3nc HOBOM 3CTETHKN 3CTPaHOTO HCKYCCTBA
¢ (hoKyCHpOBKOH Ha TPIOKOBOM OCHOBE M aTTPAKIMOHHOCTH CIIOCOOCTBYET Pa3BHTHIO IIMPKOBBIX YKAHPOB B CIIEHUYECKOM
IPOCTPAHCTBE.

Kniouegvie cnosa: 3cTpaiHO-IIUPKOBOE UCKYCCTBO; IIUPKOBbIE KAHPBI; 3PEIHIIE; TPIOKH; CHHTE3 HCKYCCTB.
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Mera crarti — 3MIHCHUTH ICTOPHKO-KYJIBTYpHMH aHaii3 CHeuu(iKh BUKOPUCTAHHS TPHUMY B YKpPaiHCHKOMY
TeaTpaJbHOMY MHCTEITBI; BISIBUTH BUTOKH MUCTEITBA rpuMy 3 daciB KuiBcekoi Pyci Ta ocoOmuBocTeit oro ¢hopMyBaHHS
B YKpalHCBKOMY TeaTpi; 3’sicyBaTté BIuB apaMatyprii I. KoTiaspeBchkoro # mocBimy kopudeiB yKpaiHCBKOTO TeaTpy,
30kpemMa M. KponuBHHIBKOTO, Ha CTAaHOBJICHHS MHCTELTBA IPUMY B yKpaiHCBKOMY Tearpi. MeTomuKa J0CIiKeHHS
I'PYHTYETHCSI HA BUKOPUCTAHHI METOJIIB aHaJli3y W CHHTE3Y, IO JIaJId 3MOT'Y BHUSIBUTH KOHIENITYaJIbHI 3acaj iy B Ipoleci
BUBUCHHSI ICTOPUYHOI, KYJIBTYpPOJIOTIYHOI Ta MHCTEITBO3HABYOI JITEpaTypH, 3’sICyBaTH OCOOIMBOCTI CTAHOBIICHHS
3HAYEeHHS TpUMY Y (OpMYBaHHI 3aca]| CleHIYHOT BupasHocTi. [IpuHIMN icTOpU3MY CHIPHSB KOMIUIEKCHOMY BHBUEHHIO
(eHOMEHY CLEHIYHOro IpuMy, 3’CyBaHHIO HOTO 3Ha4eHHsA B KOHKPETHHX 1CTOpPMYHHMX yMoBax. HaykoBa HOBH3HA.
BusineHo BUTOKH (yCHAa HApOAHOMOSTHYHA TBOPUICTh, HApOmHi irpu yaciB KuiBcekoi Pyci Ta iH.), 0COONMMBOCTI 1 TeHACHII1
(opMyBaHHS MHUCTELTBA IPUMY B KOHTEKCTI CTAaHOBJICHHS i PO3BUTKY YKPalHCHKOTO TeaTpy y 3B’s3Ky 13 JApamaTyprieto
I. KotnsipeBcbkoro Ta 1ocBiioM Kopu(eiB YKpaiHCBKOTO TeaTpy, SIKi aKTyali3yBajdW y CBOIH JISUTBHOCTI MOHSTTS
«CEMaHTHKa TPUMY», CIIPSIMYBaBIIN MHCTELTBO TPHUMY Ha CTBOPEHHS PEalliCTUYHOTO XYJIO)KHBOTO 00pasy; 3’sCOBaHO
3HAUeHHS TPUMY B YKpalHCBKiH TearpaibHiid KynbTypi. BucHoBku. OcMHCIEHHsS TearpajbHOTO TPUMY IOB’si3aHe
3 BUBUYCHHSIM IPAKTHYHOTO i TEOPETMYHOIO JOCBIJy BHJATHHX aKTODIB, a TaKOXk 3 0araTor TBOPYOI CHAALIMHOIO
YKpaiHCBKOTO TeaTpy 3arajoM. TemMa CEeMaHTHKH TPUMY 1 HOTO MICI B KyJNBTYPOJIOTIYHOMY MPOCTOpi TeaTpaibHOi
CHCTEMH Ma€ TPUBEPHYTH TOCIITHUKIB 10 ii OMMHONCHHS, 30KpeMa 10 PO3POOJICHHS HOBHX HANPSAMIB Y ii PO3BUTKY.
AKTyaJIbHICTP 11i€] TEMH MOMITHO 3pOCTa€ B TeaTpalbHOMY il TeaTpalbHO-OCBITHBOMY CEPEIOBHILI, sika 0a3yeThCs Ha
IIParHeHHI HOBOTO ITOKOJIHHS XYIOKHHUKIB, TPUMEPIB, aKTOPIB Ta PEKUCEPIB MOBEPHYTHCS A0 BUTOKIB YKPaiHCHKOTO
HaIllOHAJIBHOTO Tearpy — Ha HOBOMY PiBHI OTO TEOPETUYHOI 1 MPAKTHYHOT peduieKcii.

Kniouosi crosa: rpum; TeaTpabHUN TPUM; TearpajibHe MUCTEUTBO; YKPATHCHKUI Tearp; CeMiOTHKA IPHMY.

Beryn

Tearp y Bci yacu OyB I YKpailHCBKOTO HAapOAy BEJIMKOIO LIHHICTIO, Sika Majla MOpajibHe, KyJIbTypHE
i rpoMajchke 3HadeHHs. «UMM CBiTIiII yacw, TUM OyWHHIIIMEI PO3TiH 1 PO3KBIT HAlIOHAJIBHOTO >KUTTS,
TUM OiNblIe 3°SIBISIETHCS MaTepiany sl IpaMaTH4YHOI TBOPUOCTI, SIKA CTA€ JI3EPKAJIOM i/Iell Ta 3MaraHby
(KpacunpankoBa, 1999, c. 17). Yxe na nogatky 80-x pp. XIX CT., CKOpUCTaBIINCh OKPEMUMH THMYACOBUMHU
MMOCTYIKaMu 1apchbkoro ypsmy, M. KponuBaurpkuii i M. CTapuIbKUi pO3TOPHYIN aKTWBHY W TUTITHY
JiSUTBHICTD IIOJO CTBOPEHHSI HALlOHAJBHOrO My3H4YHO-ApaMarndyHoro Ttearpy (Kpacunbnukosa, 1999),
MIPUALIAIONN OCOONMBY yBary nmpooiemi nepeBTiICHHS 1 CTBOPEHHS 00pa3iB repoiB, y YOMY OJHUM i3 KIIOUOBHX
YUHHUKIB BBOXAJTH T'PUM. YKpaiHCBKUH Tearp KiHIg XX — mouaTky XXI cT., sIK HEBix eMHHN CKJIaJHHK
YKpaiHChKOI HAIlOHAJIBHOI KYJIBTYpH, € 3aKOHOMIPHHUM E€TaloM y 0araToBiKOBOMY PO3BUTKY YKpaiHCHKOTO
MUCTEITBA; 11 €Tall, SIKUI 3aCBiUy€e «HEPO3PUBHICTh JTyXOBHOTO JKUTTsI Hapony» (Becenorcbka, 2010, c. 21).

Teatp ax ¢opma mizHAHHS (PEHOMEHY JTIOIUHU H CYCITUIHCTBA BUKJIMKAE 3aIlIKABICHHS B TOCIITHUKIB
pI3HUX Tairy3e#l 3HaHb, IO € HACTIAKOM CHHKPETUYHOCTI BCIX €JIEMEHTIB, KOTpi (pOPMYIOTh MHCTEITBO
teatpy. CinymHumu BBakaemo MipkyBaHHS H. Kopnienko (2000) — mocmigHuIi HayKOBOI CHaAIIUHU
BHUJIATHOTO pPEeXHCEpa-HOBATOPa, ClIeHIYHOro nu3aiHepa noyarky XX ct. EaBapaa ['opnona Kpeiira, sxuit
BBaXKaB, 110 «MHCTELTBO TEATPY CKIAJAETHCS 31 BCIX IUX E€JIIEMEHTIB, — JIii, 10 JISKUTh B OCHOBI I'pH, 3i
CJIIB, 110 3aITOYaTKOBYIOTh KiCTSIK I1"€CH, JIIHIH Ta 0apB, 110 € CEPIIEM BUCTABH, 3 PUTMY, 1110 € KBIHTECEHIII€10
tanmio» (Kopuienko, 2000, c. 25). Ha nymky Bimomoro tearpo3Hasus H. JIbBosa (1960), ocobnuse miciie
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B MHUCTEITBI TeaTpy IMOCiIae TPUM, IK «OAWH 3 OCHOBHHX €JIEMEHTIB OpraHizallii mpocTopy CIEHH, IO
Oes3rocepeIHRO BIUTMBAE HA MUTICHICTH ciieHorpadii Ta ii iHTerparito 3 Tiiom akropa (1960, c. 33).

dopMyBaHHS IPUMY, SIK CAMOCTIHHOTO IIPEAMETa TOCIIIKEHHS, BHACHIIOK pedopM y Tearpi BiOynocs
TiBKN Yy XX CT., BU3HAYMBILHN HOTO MiCIe B CTPYKTYPi CHEHIYHOTO MUCTENTBA. TeMy crieliud)iky Ta BIUIUBY
rpUMYy Ha YCHIIIHICTh TMOCTAHOBKH B PI3HMH 4Yac pociipkyBanu Taki ByeHi, sik 1. JliBmun, P. Payrymn,
H. JIeBog, C. llIkonmpaUKOB, 1. Manurina, [. Cutkos, 1. I'pemicnaBckuii, A. Armkan, FO. Bomganenskuit,
I'. Korres, K. I'panosa, 1. Cupomsraukosa, T. Copokina, C. HenmitBoma # iH. IIpote mpoGiema po3BUTKY
MHUCTELTBA TPUMY B YKpaiHCBKOMY Te€aTpi OCMHCIIOETHCS TiJIbKM B MOOAMHOKHX mpaisix M. Jlocesa
ta [. [llaroxina. 3 omisigy Ha Opak (GyHIAMEHTAJIBHUX Mpalb y Taily3i CLEHIYHOro rpuMy B YKpaiHi
1 BU3HAYA€ETHCS aKTYaJIbHICTh MPOIIOHOBAHOTO JIOCHIIKEHHS.

Merta cTarTi

Mera crarTi — 3OIHCHUTH ICTOPHWKO-KYIBTYPHUM aHali3 Ccrhermudikn BUKOPUCTAHHS TPUMY
B YKpaiHCBKOMY TeaTpajbHOMY MHUCTELTBI; BUSBUTH BUTOKHM MHUCTELTBA rpuMy 3 yaciB Kuiscekoi Pyci ta
ocobnmBocTel oro (opMyBaHHS B YKpaiHCBKOMY Tearpi; 3’sicyBatu BILIMB apamaryprii 1. KomispeBcbkoro
(«Haranka IlonraBkay», «Mockanb-4apiBHUK») # JOCBilLy KOpH(]EiB yKpaiHCBKOTO Tearpy, 30Kpema
M. KponnBHHUILIEKOTO, HA CTAHOBJICHHSI MHUCTEITBA IPUMY B YKpaiHCHKOMY Tearpi.

Buksaa matepiajy gocsaiaskeHHsI

3 MeTol0 IOCHiHPKeHHS TeHe3W Ta OCOOIMBOCTEH BHKOPUCTAHHS TPUMY B YKpaiHCBKOMY Tearpi
BB)KAEMO 32 HEOOXiHE 3[1MCHUTH HEBEIHUKY icTopiorpadiuHy po3BiAKY B aCleKTi BUSBJICHHS OCHOBHHUX
BIX «IEPEBTIICHHSD» 32 IONIOMOTOIO TPUMY B TeaTpajibHOMY MHCTELITBI.

Hacamnepe/, BakjIuMBO 3a3Ha4MTH, 110 3 JaBHIX YaciB Hallll MPEIKH 3BEPTAJIMCS JIO COHI, HeOa
1 BOJIM, Oy1arajiy IOMOMOTH i MUJIOCTI, 11100 3a100pUTH IIPUPO/LY, BIIALITOBYBaJIN OOPSII0BI iIrPH, XOPOBOJIH.
JKutts 1 moOyT CXigHOCTOB’STHCHKHX IIJIEMEH, SKi CTBOPIUIM HaWOUTBRITy B €Bpomi paHHROGEOAATHHY
nepxaBy — KuiBcbky Pych — cTamm mkepernoMm yCHOI HapOAHOIIOETHYHOI TBOPYOCTi, (hOpMH sSIKOi Oynn
PI3HOMAaHITHUMHU — ITiCHI, XOPOBOJIH, TAHIII Ta Pi3HI irpH, M0 HAPOIKYBAINCS B TPYAOBHUX MPOIIECaX.

VY ueit yac 3’SIBISIOTHCS HAPOJHI irpH, i Yac MPOBEACHHS SIKMX JIFOAH BAABAIUCS 10 PO3MaJIbOBYBaHHS
00muu. [lepmri 3anmucu HapoaHUX irop B YkpaiHi npumnangarots Ha Kidelb X VIII — nmouarok XIX ct. ITix
4yac HapOJHHX Irop yYacHUKM BUCTYIAJIM B Mackax a0o mpocto (apOyBanm obnwuds; y pasi morpedu
pobmim 6opony i Byca i3 Kiouds abo KOKymHHH (y 9OMy MM BOa4aeMo Tepii 3apoaku rpumy). OTxe,
TepBicHI (OPMH TeaTpaJTbHOTO TPUMY BHHHUKIIM Ha OCHOBI Marigaoro po3dapOyBaHHS Tija # 0OpsaoBOi
MackH, 0e3MoCcepeIHbO TIOB’ 13aHO1 3 MAariYHIMH Ta aHIMICTUYHUMHU (PETITIHHIME) YSBISHHSIMH MTEPBiCHOT
JIFOVHH.

[ligrpyHTsIM [UIsl PO3BUTKY MalOyTHBOTO YKPaiHCBKOTO TeaTpy, a BiATaK 1 TeaTpajbHOrO TPUMY,
CTaJiy BiJIOMI TeaTpalibHI BUjoBHIa «Miuny, «Menbauns, [din i baday, «[1in i Cmepthy, «Ko3ay, y skux
0COOJIMBOCTI HApOAHOT TpU Ta OOpsIy BKE HaOyBalOTh yCTalIEHOI TearpaibHOI (JOPMU 3 KOHKPETHHM
CIO)KETOM, TPAIAUIIHHNMH TEpCOHAKaMH, PEKBI3UTOM Ta eJIeMEHTaMH JeKopaTUBHOTO odopmieHHs. Lle,
10 CyTi, He irpH, a MalleHbki 1’ ecu (JlosmHChkui Ta Pymerko 2012). Tak, manpukinm XVI cT. B Ykpaini
BUHUK HOBUW BHJI HAPOJHOTO TeaTpy — BEpTeIl.

[Momanpmnii po3BUTOK KyJIBTYPH YKpaiHChKOro Hapony B mnepiid momoBuHi XVII cT. BinOyBaBcs
B YMOBax MOCHJICHHSI HAPOIHO-BU3BOJLHOI OopoThOu (YepHeubkuit, 1934, c. 55-56). Tomy B el nepioxq
HapoJHUU TeaTp HaOyBae HIMPOKOI MOMYISPHOCTI, @ BUCTaBH MPOBOIATHCS HA SIPMAPKOBOMY MailigaHi.
OT1Ke, BIIOYBAETHCS MIPOLIEC BUIIJICHHS 3 HAPOIHOTO CepeIoBuIa MpodeCiOHANIBHUX KaApiB JUIEAIIB, AKi
CTAlOTh TBOPISIMH 1 BUKOHABIIMA HAPOIHOT APAMH.

3romomM HapoHi JWIeii 00’ €THYIOTbCS B KOJEKTHBH, PO3BUBAIOYHM I ITOTIIMOIIOIYN pealliCTUYHI
TpaauIlii CIEHIYHOTO MUCTEITBA, BUPOOJISIOYM IMEBHE KOJO (aXOBUX NPHIOMIB, BHUHAXOISIYH HOBI,
BILUTMBOBI 3aco0u akTopchKoi BupazHocti (JlosmHChKkumii Ta Pynenko, 2012). HapoaHi BUIOBHINA TTOCTYIIOBO
BTpavyaloTh CUHKpEeTHYHMI XapakTep. CTpIMKMH pO3BHUTOK >KBaBOi CIIEHIYHOI [ii, 3aCTOCYBaHHSI MAacCoOK,
TPUMY, CLIIEHIYHOTO OJISITY, IPUMITUBHUX 3BYKOBHUX 1 IIYMOBHUX €(DEKTIB 3yMOBWJIHM 3HAYHY MOMYJISPHICTH
IIOTO BUy MUCTEITBA cepen misnadiB (Jlo3uncwrkuii Ta Pynenxko, 2012).

VY mporeci eBorolii, opieHTOBHO B ApyTiit mojoBuHI X VIII CT., BUHWKAae HOBUH BHUJ TeaTPabHOTO
BHUJIOBHINIA — OayiaraH, SKUi BiOyBae€ThCS B 3aKPUTOMY MPHUMIIICHHI, CTEIialbHO CIOPYIKEHOMY ISt
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TearpaibHUX BUcTaB (Becemnoscrka, 2010, c. 36). Came y 1ibOMyY BHII T€aTpaIbHOTO MHCTEITBA — OaiaraHi —
HaiOITBIIT BUPA3HO MPOCTEKYIOTHCS 3apOAKHU Mpodecionaizallii TearpaabHoro MuctenTsa (UepHenbKuid,
1934, c. 65-66).

V ranmysi CeHIYHOro MUCTELTBA i, HacaMmIiepel], MUCTELITBA aKTOpa HOBUH YKPaiHCBKHI TeaTp MO3HAYMBCS
JBoMa TeH ieH MU, [lepiia 3 HuX iIuIa Biji MUCTEITBAa HAPOIHUX JIMIIC/IIB, MAHEPH BUKOHAHHS IHTEPMEIii,
moOyTOBHUX CIIEHOK Ta BiJl aMaTOPCHKUX BHCTaB. Jlpyra TEeHJEHIs TPYHTyBajach Ha CIEHIYHHX KaHOHaX
KJIACUYHOT LIKOJIM aKTOPCHKOIO BUKOHAHHS, JUKEPEJIaMH SIKOT CTaJI0 MUCTELTBO CTONUYHUX aKTOPIB, SIKi B3sUIH
1uist ceOe 3a B3ipells KiracuaHuid Tearp OpaHiiii, racTpoibHi BUCTYNH iHO3eMHUX TpyT (Bepukisebka, 1971, c. 16).

I3 1730 p. B YkpaiHi cuCTEeMaTH4YHO BHCTYIAIOTh MEPLIOKIACHI iTaJiHChKi, HIMEIbKI Ta (QpaHIly3bKi
TPYIH, TEXHIKY TPUMYBaHHS B SIKMX MOIJIM IPOCTEXHUTH YKPATHCHKI aKTOPH, 3ayBaXKUBLIH CaMOOYTHI TPUHOMHU
MoJimmenHs: MaiictepHocTi rpumyBanHs (YepHeubkuid, 1934, ¢. 65-66). [Ipu ToMy MHCTENTBO yKpaiHCHKHX
akTopiB craBano aBreHTHUHINM (bepeskin, 1997, c. 141-149): crapi KaHOHH TPUMY B CLIEHIUHIN MPaKTHUII
BUTICHSJICS HOBHUM TPHMOM, IO MiJKPECITIOBAB THIU JIIOAEH 3 KOHKPETHOTO CYCIIUIBHOTO CEepeOBHINA
1 HaOmIKaBcs 0 peamictuaHoro. Y apyrii momouHi X VIII ¢T. pobunrcs cipodbu HagaTH TPUMOBI CyTTEBY
XapaKTEepHICTh, IHIUBIAyanbHy BUpasHicTh (bepeskin, 1997, c. 152-159).

[TosiBa apamaryprii 1. KotisipeBcbkoro («Haranka IlontaBkay, «Mockadb-4apiBHHK»), SIK 1 JisUTBHICTB
tearpy l. Kornspescekoro B IlomraBi, 3akiana MilHI MigBaJMHH YKPaiHCBKOTO HAaLliOHAJIBHOTO TeaTpy,
BH3HAUUBIIM HOTO XapakTepHi pucu Ta moeTuky. [IpocmaBmeni akropu ykpaiHcbkoi cuenn M. IllemnkiH,
K. Conenuk, 1. [ipeiicir BUCOko migHecTy o0pa3 MO3UTHBHOTO Tepos 3 HApOIy — YKPaiHCBKOTO CEIsSTHHHA,
a JI. MonoTkoBChKa — 00pa3 yKpaiHChKOI JKiHKH. TeaTpasbHi TOCATHEHHS BimOyBaIHCs, 30KpEeMa, 1 3aBIIKH
(hopMyBaHHIO PEANICTUYHOTO TPUMY, SKHH HE OKapHKaTypiOBaB MEPCOHAXIB, a IMiJKPECIIOBaB iXHIO
caMOOyTHICTb 3ac00aMM T'PUMY, JONIOMAraloyy MPOCTYIUTH TUIIOBOMY B 30BHIIIHBOMY MOPTPETI YKPaiHCHKOI
monuan (Kopaierko, 2000, c. 78).

OTXe, MECTEITBO TPUMY OyJIO CHpsSIMOBaHE MEPEeJOBUMH AislYaMH Te€aTpy Ha CTBOPEHHS PEealiCTUYHOTO
XyAOKHBOTO 00pasy. [Ipo ne cBiguuTh ykpaiHChKuil mpodecioHanbHUN XyOOXKHIM TeaTp Ipyroi MoJoBHHU
XIX cr. Moro xopudei — M. Kponusuuipkuii, M. 3anpkoBeribka, M. CagoBcekuid, Il. CakcaraHchbKui,
1. Kaprieako-Kapuii, I'. 3atupkeBua-KapnuHcbka, a TakoXK BETMKA TUTESIa 1HIIHNX MaWCTPIiB CIICHU-PEATIICTIB,
OyJIi BUJJATHUMU TBOPIISIMHU XYIOKHBOTO 00pazy. YKpaiHChKi akTOPH BiJiZlaBalii IepeBary TUTBKH TOMY TPUMY,
SIKMA PO3KpUBaB 00pa3, poOMB MiIMiKy BHPA3HIIIO ¥ JOHOCHB 10 IVIsjlada CyTb JIIOACHKOTO XapakTepy,
fioro ocobnuBicts (KpacuinbnukoBa, 1999, c. 35). Hepiako B momrykax sICKpaBOCTI Ta XapaKTEPHOCTI aKTOpU
Ha/IaBaJId TPUMOBI JIESIKY TPOTECKHICTB, 3BEPTAIIHCS A0 KIiTUYy.

Tak, KOKeH aKTOp JOBOJII YaCTO BHOCHB iICTOTHI 3MiHH B 3aIUIAHOBAaHUI €CKi3 TPHMY, a 1HOJII TPOIIOHYBaB
BJIACHUI HauepK 30BHIIIHOCTI I'eposi BUCTABHU, SIKOTO HOMY Hallexkano 300paxari. DakTHIHO KOXKEH aKTop
OLTBIIIOI0 YW MEHIIOI0 MipOIO TIPAIffOBaB HAIl TPUMOM, TIPH IOMY ITOTOKYIOUM CBif 3aayM i3 3aayMOM
pexucepa it xynoxkanka (Kpacunpankoa, 1999, c. 45).

le M. Iorons crBepmxyBaB, IIO akTOpy oOpa3 Tpeba He 300paxarTH, a cTaBaTH HHUM. SICKpaBUM
MPEICTABHIUKOM YKpaiHCHKOTO TeaTpasbHOro muctenTBa € M. KponmuBHUIBKHNA. AKTOP JOCSATaB y TPUMI CBOTO
MEPCOHAXKA MOPTPETHOI CXOKOCTI. [Ipy 1IbOMY BiH yMiJIO BOJIOJIB MUCTEIITBOM IPUMYBAHHS: IEPYKY Ta OOPOIY
KJIeiB caM (He ITOOUB TOTOBHX OOPi, TIO MOXKITMBOCTI CaM HAaKJICIOBAaB X 13 Kperie); Byca MaB CBOI 1 Jy’e BMIJIO
MiaKyBaB ix 70 0opoan — BIAMOBITHO 0 XapakTepy poii. KponmmBHUIIbKOMY BIalio TMacyBaB Oyab-sKHA
TPUM TIEPCOHAXKIB, IKUX MUTEIh BUKOHYBAB Y PI3HUX JKaHPaxX CICHIYHOTO MUCTEITBA: Ipami, BOACBLII, Omepi,
komenii (Kpacunpaukosa, 1999, c. 47). bauckyunmu maiicTpaMu rpuMyBaHHS BUSBIIIM ce0€ B YKPATHCHKOMY
pansaacekoMy Tearpi I1. Cakcarancokuit, @. JleBuubkuid, [. Map’suenko, I. FOpa, A. Byuwma, . Kapnenko-Kapwuii,
M. Kpymenpuunpbkuii, M. 3aHpKoBellbKa Ta 0arato iHIIKX TeaTpanbHux MUTLIB (BepaukiBebka, 1981, c. 84).

Burie3a3HaueHuii iCTOPUKO-KYJIBTYPHUH aHaII3 MUCTEITBA TPUMY JIA€ MiJACTaBU Ha TIPUKIIAIl JT0CBILY
B1JIOMHX aKTOpPIB OCMHUCIIHMTH MICIIC 1 3HAUYCHHS TPUMY B YKpaiHCBHKIill TearpanbHii KynbTypi. Tak, ynepiie
IPUM IIOCTA€ SIK CEMIOTHYHA CUCTEMA, 31 CBO€IO, TUIBKM MUCTELTBY IPUMY BJIACTUBOK CEMAHTUKOIO
1 mparMaTukoro. Pi3HI TWmm rpuMy BiAMOBINAOTH PI3HUM TeaTpallbHUM CHCTEMaM i MarOTh BiAMOBiAHI
¢yskuii Ta 3HaueHHs. Hacamnepen, 1ie 1ae 3Mory oOrpyHTYBaTH MUCTELITBO TPUMY SIK €JIEMEHT TeaTpajibHOI
CTPYKTYpH, HOTO B3a€MO3B’S30K 31 CLEHIYHMM TEKCTOM BHCTaBH H aKTOPCHKOIO TBOPUICTIO. 3a3HAUYMMO,
10 MPHU [[bOMY BHUIIe3a3Ha4YeHi Kopudel yKpaiHCBKOTO TeaTpy akTyali3yBaJid y CBOIM IisTIbHOCTI MOHSTTS
«CEeMaHTHKa TPUMY», BHSIBIICHHSI IOTO 3HAKOBOI CTPYKTYPH 1 31aTHOCTI (POPMYBATH TEKCT, SIKHI TOBUHEH
OyTH TIPaBUIILHO 3PO3YMIJIUH 1 TPOUUTAHUHN TS IadEM.

CyuacHe TearpajbHe MMCTELTBO, NPOJOBXKYIOUM HaHKpalll Tpagullii TPpuUMy, XapaKTEepHU3YEThCS
SICKPaBUM CIUIECKOM IIOIIYKY HOBHX (POPM Ta METOIIB CLIEHIYHOI BHpa3HOCTI. MHCTEUTBO, SIK oOpa3He
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OCMUCIIEHHS TIMCHOCTI, iCHY€E B pi3HHX (popMax i BuaaxX. BiIMiHHOIO pHCOTO, 110 BHpaXKae HOTo ceIudiKy,
€ MaTepiaj, KM BUKOPUCTOBY€E MHUTELb AJIsi CTBOPCHHS XyAOKHIX 00pa3iB: UIsl My3UKaHTa L€ 3BYK, JUIS
MMMCbMEHHUKA — CJIOBO, JJIS aKTopa TaKHUM MaTepiajoM € Ais (y MacmTaOHIIIOMY pPO3yMiHHI, Jisg — 1e
BOJILOBUH aKT, CIIPSIMOBaHUI Ha JOCSTHEHHS IEBHOT METH).

AKkTopchka a00 CIieHIYHA Jisl — OJIUH 13 OCHOBHUX BUPA3HUX METOJIB, €IUHHI NCUXO(]I3UUHUHI mpoiiec
JOCSITHEHHSI METH B 60pOTHOI 13 IPOTIOHOBAHUMHU 00CTaBUHAMH MAaJIOTO KOJIa, BUPAKEHHUH y 9aci 1 MpoCTopi.
3aBIAKA HOMY apTHCT YTIIIOE CBIM CIIEHIYHUI 00pa3, pO3KpHUBA€E METY, BHYTPIITHINA CBIT TIEpCOHAXA Ta iMCHANIN
3amyM TBOpY. OTHUM 13 HAMSCKPaBIIINX METOJIB T€aTPAIbHOTO MHUCTEITBA CTaB CIEHIYHUHN I'PUM, IO BUBIB
HOTO HA HOBUH PiBEHB, aJKE J]aBaB 3MOTY 3 OLIBIIOI0 BUPA3HICTIO MPEACTABIATH PUCH 00pa3iB TepoiB.

Po3msinyTo BUTOKHM (yCHa HapOJHONOETHYHA TBOPUICTb, HapoaHi irpu yaciB KwuiBcekoi Pyci Ta iH.),
0CO0IMBOCTI 1 TeHACHLIT popMyBaHHS MUCTEITBA TPUMY B KOHTEKCTI CTAHOBJICHHS 1 PO3BUTKY YKPaiHCBKOTO
Tearpy y 3B’si3Ky i3 apamaryprieto [. KommsipeBcbkoro ta nocinom kopudeiB ykpaiHChKOro Tearpy, siKi
aKTyasli3yBajl y CBOTH JiSUIbHOCTI TOHSTTS «CEMAaHTHKA TPUMY», CIPSIMYBABIIH MHCTEITBO I'pPUMY Ha
CTBOPCHHS PEATICTHYHOTO XYIOKHBOTO 00pa3y; 3’sCOBAHO 3HAUCHHS TPUMY B YKPaAiHCHKIN TeaTpanbHii

KYJBTYPI.
BucHoBku

OTxe, iCTOpis PO3BUTKY MHUCTEITBA TPUMY po3INodanacs 3 aKTHUBI3aIl€0 YKPaiHCHKOTO (ONBKIIOpY.
[IpomomkeHHS BUKOPUCTAHHS CIIOCOOY PO3MaIbOBYBAaHHS OONHMYYS aKTOpa 3HAWIECHO Y BECUIbHIM TeMaTHIl
XIl ct. 1 TeaTpambHUX BHIOBHIIAX. Jlami TpuM pO3BHBABCS MapalieIbHO 31 CTAHOBJICHHS TeaTPaJbHOTO
MHUCTELTBA Ha TEPUTOPIi HAILIOi AepKaBU. Y Cy4acCHOMY TeaTpi MHUCTELTBO T'PUMY PO3BHBANOCS B OOPOTHO1
3 €CTETUYHUMHU Ta HYOPMATILHUMU TE€UisIMU, IPEICTABHUKH SIKUX TO BIAMOBIISUIUCS Bijl PUMY, TO 3aCTOCOBYBaJIN
CXeMaTHYHHUI aOCTPaKTHUN TPHUM.

Po3BUTOK TEaTpaibHOTO rPUMY B MEXKaX Ti€i UM IHIIOI TeaTpajbHOI CUCTEMH OB’ s3aHUMN 13 BUBYCHHSM
HAKOITMYEHOTO MPAKTHYHOTO W TEOPETHYHOTO JOCBIJy BHJIATHUX aKTOPIB MUHYBIIWHH, a TAKOXK 13 Oararoro
TBOPUOIO CHIALIMHOIO YKPaiHCHKOTO Tearpy. [lopyiiene B iboMy JOCTIUKEHH] MUTAaHHSA [IPO CEMAaHTUKY TPUMY
1 floro 3HaYEHHSI B KYJIBTYPOJIOTIYHOMY TIPOCTOPI TeaTpaabHOi CUCTEMHU, MOKITUBO, IPUBEPHE OCIIIHHUKIB 10
MOTTHOICHHS 03HAYEHOT TEMHU ¥ pO3pO0ICHHS HOBUX HANPSMIB Y 11 pO3BHUTKY.

AKTyanbHICTb 11i€] TEMH TOMITHO 3pOCTa€ B TeaTPajbHOMY I TeaTpajibHO-OCBITHBOMY CEpEIOBHIII,
3yMOBJICHA TIParHEHHSM HOBOT'O IOKONIHHSI XyAOKHHUKIB, TPUMEPIB, aKTOPIB 1 PEKHUCEPIB MOBEPHYTHUCS IO
BUTOKIB YKPaiHCHKOTO HAIIOHAJILHOTO TE€aTpy — Ha HOBOMY PiBHI HOTO TEOPETHYHOT 1 TpakTHYHOT peduiekcii.
VYHIKaJIbHICTh YKPaTHCHKOI T€aTpaIbHOI HIKONH (€JIEMEHTOM SIKOi € 1 TPUM) TOJISTae B OCOOIUBOMY ITiJIXOI
JI0 CTBOPEHHS TeaTpaabHOro oopa3zy. TomMy 1e AOCIiHKeHHS] MOXKe OyTH BHKOPHUCTAHE HE TITBKH iCTOPHUKAMHU
YKpaiHCBKOTO Tearpy, a i BHMKJIaJauaMHM AKTOPCHKOI MalCTEpHOCTI, PEKUCYpPH, BHKIJIAJadaMH IIpeaMeTa
«Cueniunuii rpum» Ta iH. [lepcrieKTHBY MOAAIBIIOrO PO3BUTKY B LILOMY HampsiMi BOa4aeMO B AOCIHIHKEHHI
0COONMMBOCTEH BUKOPUCTAHHS IPUMY B CYYaCHHX TeaTpaJbHHUX IMOCTAHOBKAX.

Crnncok BUKOPHCTAHUX JIZKepeT

1. Bepeskun B. Hcckycmeo cyenoepaghuu mupogozo meampa: om ucmokos 0o cepedunvi XX eexa. MockBa :
Onuropuain, YPCC, 1997. 542 c.

2. BepukiBebka 1. Xyodoorcnux i cyena. Kuis: Hayk. nymka, 1971. 106 c.

3. Bepukiseobka 1. Cmanosnenns ykpaincokoi paosncwkoi cyenozpagii. Kuis : Haykosa qymka, 1981. 206 c.

4. Becenorcoka I. Vipaincovruii meampanvnuti asaneapo. Kuis : ®enike, 2010. 368 c.

5. Kopnienko H. Vipaincokuii meamp y nepeddenv mpemvoeo mucsauonimmsa. Iowyxk. (Kapmunu ceimy. Llinnicui
opienmayii. Mosa. Ilpoenos). Kuis : @axt, 2000. 123 c.

6. Kpacuisaukosa O. Icmopin ykpaincokozo meampy XX cmopiuus. Kuis : JIubinp, 1999. 208 c.

7. JIeBoB H. I pum u o6pas. Mocksa : [Ipoduznar, 1960. 56 c.

8. Mensenesa B. B. Cemiotuunuii actiekt muctenrsa rpumy. Kyromypa Yipainu. 2014, Bum. 46. C. 45-51.

9. Yapneupkuii C. Hapuc icmopii ykpaincokozo meampy 6 I anuuuni. JIsiB : JIpykap. Hayk. ToB. im. T. I'. [lleBucHKa,
1934.253 c.

48



CIHEHIYHE MUCTENOTBO
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MucrtenrsoznaBctso. Bur. 40 ¢ ISSN 2616-4183 (Online)

References

Berezkin, V. (1997). Isskustvo stsenografii mirovogo teatra: ot istokov do serediny XX veka [Set design art of world
theatre: from the origins to the latter half of XX century]. Moscow: Editorial URSS.

Charnetskyi, S. (1934). Narys istorii ukrainskoho teatru v Halychyni [Essay on the history of Ukrainian theatre in Galicia].
Lviv: Drukarnia naukovoho tovarystva im. T. H. Shevchenka.

Krasylnykova, O. (1999). Istoriia ukrainskoho teatru XX storichchia [History of the Ukrainian theatre of the XX century].
Kyiv: Lybid.

Korniienko, N. (2000). Ukrainskyi teatr u peredden tretoho tysiacholittia. Poshuk. (Kartyny svitu. Tsinnist oriientatsii.
Mova. Prohnoz) [Ukrainian theatre on the eve of the third millennium. Search. (World paintings. Orientation Value,
Language, Forecast)]. Kyiv: Fakt.

Lvov, N. (1960). Hrym y obraz [Makeup and image]. Moscow: Profyzdat.

Medvedieva, V.V. (2014). Semiotychnyi aspekt mystetstva hrymu [The semiotic aspect of makeup art]. Kultura Ukrainy,
no. 46, pp. 45-51.

Verykivska, 1. (1971). Khudozhnyk i stsena [Artist and stage]. Kyiv: Naukova dumka.

Verykivska, 1. (1981). Stanoviennia ukrainskoi radianskoi stsenohrafii [The formation of Ukrainian Soviet set design].
Kyiv: Naukova dumka.

Veselovska, H. (2010). Ukrainskyi teatralnyi avanhard [Ukrainian Theatrical Avant-Garde]. Kyiv: Feniks.

Cmamms naoditiwna 0o pedaxyii: 02.05.2019

OCOBEHHOCTH UCITOJIB3OBAHUA | Mansipuyk Exarepuna I'enHaibeBHa
I'PUMA B YKPAUHCKOM | Acnupanmxa, Kuegckuii nayuonanvHolil yHusepcumen
TEATPAJIBHOM UCKYCCTBE | wynemypur u uckycems, Kues, Yxpauna

Llens cratbm — OCYIIECTBUTH HCTOPHKO-KYJIBTYpHBIH aHaInM3 CHEIU(UKH HCIONB30BAaHUA TPUMa B YKPAHHCKOM
TeaTpaJbHOM HCKYCCTBE; BBIIBUTH HCTOKHM MCKyCCTBa TprMa co BpemeH Kueckoii Pycn m ocobennocteit ero hopmupoBanms
B YKPaWHCKOM Tearpe; BBUICHUTH BiWsHME Ipamaryprum M. KommspeBckoro m ombita KopH(eeB YKpPaHHCKOIO Tearpa,
B uacTHOCTH M. KponuBHHIIKOTO, Ha CTaHOBJIEHME HCKYCCTBAa IpUMa B YKPAMHCKOM Tearpe. MeToauka HCCIel0BaHUs
OCHOBBIBAETCS HA UCIIOJIb30BAaHUH METONOB aHAJIM3A U CHHTE3a, YTO MO3BOJIMIIO BBISIBUTH KOHIICNITYalbHbBIE OCHOBBI B IIPOLIECCE
U3yYeHHs MCTOPHYECKOW, KYJIBTYPOJIOTMYECKOW M HMCKYCCTBOBEIUECKOW JIMTEPATYphl, BBIACHHTH OCOOCHHOCTH CTAaHOBIICHHS
3HaYeHHe rpuMa B (POPMHUPOBAHUN OCHOB CLIEHUUECKOH BbIpasuTenbHOCTH. [IprHImn netoprusma criocoO0CTBOBA KOMINIEKCHOMY
M3y4EeHUIO (hEHOMEHA CIIEHMYECKOTO T'PHMa, BBIACHEHWIO €r0 3HAUCHWS B KOHKPETHBIX MCTOPUYECKHX ycioBHsAX. Hayuras
HOBHU3HA. VccnenoBaHbl HCTOKH (YCTHOE HapOAHONOATHYECKOE TBOPUYECTBO, HAPOIHBIE MIPhl BpeMeH Kuesckoi Pycn u np.),
OcoOeHHOCTH M TeH/CHIMH (POPMUPOBAHMS HMCKYCCTBA TPHMa B KOHTEKCTE CTAHOBJICHHS M PA3BUTHs YKPAaHMHCKOTO Tearpa
B cBM3M ¢ apamarypruei M. KomsipeBckoro u ombIToM KopudeeB YKpamHCKOro Tearpa, KOTOpble aKTyalu3UpOBaM B CBOCH
JIEATETBHOCTU TIOHATHE «CEMaHTHKa TPHMay, HAIPAaBUB HCKYCCTBO TPUMA Ha CO3JaHHE PEATHCTHYECKOrO XylO)KECTBEHHOTO
00pa3a; BEIACHEHO 3HAYEHHE TPHUMa B YKPAHHCKOH TeaTpaibHOM KynsType. BeiBomsl. OcMBICTIEHHE TeaTpalbHOTO IPHMa CBSI3aHO
C M3y4YEHHEM IPAKTUYECKOTO M TEOPETHUECKOrO OMbITA BBIJAONINXCS aKTEPOB, & TaKxkKe ¢ OOraTbM TBOPYECKUM HACIIENEM
YKPaMHCKOTO TeaTpa B I1eJIoM. TeMa CEeMaHTHKH I'PUMa 1 €T0 MECTA B KYIIBTYPOJIOTMIECKOM HPOCTPAHCTBE TEATPaIbHON CHCTEMBI
JIOJDKHO TIPHBJIEYB HCCIIEI0BATEINEH K €€ YIIIyONIeHNIO, B YACTHOCTH K pa3paboTKe HOBBIX HANPABJICHUH B e¢ pa3BUTHH. BHuManue
K 9TOI TeMe 3aMeTHO B TeaTpallbHOM M TeaTpaibHO-00pa3oBaTeIbHON Cpelie, BbI3BaHHAs CTPEMIICHHEM HOBOTO TOKOJICHHS
XYyJIO’)KHUKOB, TPUMEPOB, AKTEPOB U PEXKUCCEPOB BEPHYTHCS K HCTOKAM YKPAUHCKOTO HAIIMOHAIBHOTO TeaTpa — Ha HOBOM YPOBHE
€r0 TEOPETUUECKOM U MPAKTHIECKON PeqUICKCHHL.

Kniouesvie crio6a: TpuM; TeaTpalIbHbIA IPUM; TEAaTPATbHOE HCKYCCTBO; YKPAHHCKHUHN TeaTp; CEMHOTHKA TPHMA.

PECULIARITIES OF MAKEUP USE | Kateryna Maliarchuk
IN THE UKRAINIAN THEATRE ART | PiD student, Kyiv National University
of Culture and Arts, Kyiv, Ukraine

The purpose of the article is to provide a historical and cultural analysis of the peculiarities of the makeup use in
the Ukrainian theatrical art; to identify the origins of makeup art in the years since Kievan Rus and the peculiarities of
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its formation in the Ukrainian theatre; to explore the influence of I. Kotliarevsky’s playwriting and the experience of
the leading figures of the Ukrainian theatre such as M. Kropyvnytskyi, on the makeup art development in the Ukrainian
theatre. The methodology of the research is based on the use of methods of analysis and synthesis that made it possible to
reveal conceptual foundations in the process of studying historical, cultural and arts literature, to find out the peculiarities
of the formation of makeup meaning in the principles setting of stage expression. The principle of historicism contributed
to the complex study of the phenomenon of stage makeup, to clarify its significance in specific historical conditions. The
scientific novelty. This research has examined the origins (oral folk poetic arts, folk games of the Kievan Rus's era, etc.).
The features and tendencies in the formation of the makeup art in the context of the formation and development of the
Ukrainian theatre with I. Kotlyarevsky’s playwriting and the experience of the leading figures of the Ukrainian theatre,
who refreshed the term “makeup semantics” within their works, were studied. They governed the art of makeup to create
a realistic art image. The meaning of makeup in the Ukrainian theatre culture was determined. Conclusions. Clear insight
to theatrical makeup is connected with the study of the practical and theoretical experience of great actors, as well as
with the rich creative heritage of the Ukrainian theatre in general. The topic of the makeup semantics and its place in the
culturological space of the theatrical system should attract researchers to deepen it, in particular, to develop new directions
in its development. Attention to this topic, seen in the theatrical and theatrical-educational environment, is caused by
the desire of a new generation of artists, dressers, actors and directors to return to the origins of the Ukrainian national
theatre — at a new level of its theoretical and practical reflection.
Keywords: makeup; theatrical makeup; theatrical art; Ukrainian theatre; makeup semiotics.
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THE SPECIFICS OF INTEGRATING | Anton Mezhenin
THE ELEMENTS OF THE PHYSICAL | Teaching Assistant,
THEATER INTO MODERN | ORCID: 0000-0003-1164-6993,
PERFORMANCES OF CLASSICAL | e-mail: antonmegenin@gmail.com,
DRAMA WORKS | Kyiv National University of Culture and Arts,
36, Ye. Konovaltsia Str., Kyiv, 01133, Ukraine

The purpose of the article is to determine the specifics of the use of the forms and methods of physical theater in
modern performances of classical drama works. The research methods. The scientific provisions of the article are argued
at the level of the following scientific methods: empirical-theoretical — for processing the artistic factual base of the
research, comparative — for comparative analysis of the determinants of modern scenography with classical samples of
theatrical performances, systematization and generalization — to determine patterns that determine the specifics of the
interaction of traditions and innovations in the development of modern theater. The scientific novelty consists in revealing
the specificity of integration and functioning in modern theatrical productions of the forms and methods of physical
theater in the context of the prevailing trends in the development of the theatrical art of the 21th century. Conclusions. The
elements of physical theater in modern performances of classical plays greatly expand the boundaries of dramatic theater,
focused on action. Accordingly, if the works of classical drama express symbols, focus on actions and are disconnected
from realism, the methods of physical theater are among the important means of innovative dramatization of famous
theater plays in the conditions of the stage space of the 21st century.

Keywords: physical theater; theatrical space of the XXI century; dramatization; classical plays; means of acting
expressiveness.

Introduction

Theatrical art is one of the most valuable assets of human society. Its phenomenon is the uniqueness of the
relationship arising between the audience, the performer and everyday life.

At the present stage, theatrical performances are notable for the mutual integration of various types of art,
in particular for the active use of elements of performance, pantomime, visual elements, interactive forms of
art, etc. One of the most popular forms which are referred by directors in the process of staging of classical
drama works is the forms of physical theater, which were brought into focus at the present stage.

The features of physical theater are primarily discussed in the works of D. Callery “Through the Body:
A Practical Guide to Physical Theater” (2001); S. Murray “Jacques Lecoq” (2017) and others. However, the
authors focus only on certain aspects of the professional activities of their creators, leaving the issues of the
genesis and development of the physical theater. But in the works devoted to the study of the specifics of
modern drama performances, for example, I. Yasnets “Dance and plastic solution of performances in the drama
theater at the turn of the XX—XXI centuries” (2004); A. Vislova “Cultural industries and theater” (2012), the
authors mainly focus on some of the newest forms and methods used in theatrical productions. In the context
of this study, the most comprehensive are the works by K. Vervain “The masks of Greek tragedy as point
of departure for modern performance” (2001, pp. 254-272) and R. Moschochoriti “Physical theater as an
approach to contemporary stagings of classical Greek tragedy” (2009) which systematically consider aspects
of the mutual integration of new and classical forms of theatrical productions.

The problem of using the form of physical theater in modern performances of classical plays remains
insufficiently covered and requires further study.

The purpose of the article

The research purpose is to identify the processes of mutual integration of the forms and methods of the
new theater with classical theatrical performances.

© Anton Mezhenin, 2019
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Presentation of the main material

Physical theater is a genre of theatrical presentation, which provides for the dominance of movement
over the text, independent of the text of the playwright, the presentation of the action using body language
and mime. Of course, the theater for many centuries of its existence used enhanced physical model, and in the
twentieth century, there was a new discovery of physical and plastic capabilities of the theater. 1910s marked
the beginning of consistent research by the lead theater directors and educators on theatrical forms of the past,
focused on the body, including the attempts of V. Meyerhold to reform the old methods of the Commedia
dell’arte; A. Arto’s influence on the role of the actor’s body in the performance; the first approaches of J. Lecoq
in the method of physical theater.

The term “physical theater” first appeared in theatrical environment in the late XIX — early XX century. It
was created as a counter to the outdated theater of the beginning of the century, based on realism and naturalism.
But the new type of theater had to use an innovative, latest and vivid approach, aimed at becoming the opposite
of the verbose and intellectualized old theater. This approach demonstrated other expressive possibilities for
freeing the imagination of an actor whose body was used as the main tool of expression by means of special
exercises and techniques.

Early 1980s marked changes in the art of acting — a deviation from the psychological approach to the role
of K. Stanislavsky and the creation of new methods of staging the play, and therefore the evolution of means of
actor’s expression. Words and behavioral gestures, which for a long time were the main means of expression
in theatrical space, gave way to physical expression. According to D. Lecoq’s observations, “the body knows
things that the mind does not know” (Lecog, 2000, p. 16), respectively, in physical theater, movements and body
language are chosen to convey to the viewer metaphorical images of the world.

During the twentieth century many well-known practitioners (V. Meyerhold, A. Arto, M. Chekhov,
B. Brecht, E. Grotowski, and others) used elements of physical theater in the process of evolving their own
methods, in order to emphasize the need to use visualization techniques and physical expressiveness.

In the middle of 1980s, the phenomenon of physical theater acquires a new status due to the activities
of groups such as “DV8”, “Théatre de complicité”, and the D. Glass group “David Glass Ensemble”, which
positioned themselves in the dimensions of this phenomenon. It is worth noting that the director D. Glass
acted, studied and taught in more than 70 countries, and his teachers were A. Boala, E. Grotowski, P. Brooke,
E. Aili and M. Alfreds. In 1990 he founded his own theater group, which is now one of the most famous in
the global theater space. The D. Glass Theater has won many prestigious international awards, and in 1993 —
“The UK Theater Awards”, in 2011 — “TMA Awards”, awarded in recognition of creative excellence, for the
best director’s performance of M. Peake’s “Gormenghast”. In 2000 he founded the Center for the Support
of Creative Development in Cambodia, specializing in educational creative theatrical practices, and also he
developed five stages of a practical creative process that are now used around the world. D. Glass is one of the
founders of the “Physical Theater”, the Center for Creative Practice and the lead creativity coach at the UN
International Labor Organization.

It should be noted that elements of the physical theater began to be used much earlier than the term itself
appeared. They were introduced by American drama theater groups and experimental theater companies, for
example, the “Living Theater”, USA, the “Mabou mines”, troupes under the guidance of directors R. Lepage
and B. Wilson. They consciously combined physical and motion techniques, without giving up the linguistic
means of expressiveness, compositional techniques, etc.

At the end of the twentieth century, activities of the American theatrical company “Wooster group”, the
French theater group “Théatre du Soleil”, the British theater companies “Théatre de complicité” and “Shared
experience” were aimed at staging live, interactive theatrical performances in order to “...fix a sense of modern
life” (Keefe and Murray, 2007, p. 22).

In the development process, the physical theater used circus techniques, modern dances, French pantomime
traditions, traditions of street theater and even aspects of visual art, as well as elements of Oriental and Asian
philosophies, avant-garde style of modern Japanese dance “Butoh” (the founders are T. Hijikata and K. Ono. —
the Author), which focuses on the movement of the actor (Sanders, 1988, p. 152).

A significant contribution to the development of modern European and North American physical theaters,
and, accordingly, world theater art, was made by J. Lecoq, whose acting system affected the features of dramatic
productions of the twenty-first century.

The terminology of physical theater is reflected in the idea that theater is a craft, celebration and play,
which are based on collaboration and collective representation (Callery, 2001, pp. 4-5). The physical theater is
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based on a collective procedure in which actors can freely discover and feel their own creative abilities. This
is due to the director’s ability to take responsibility. On the other hand, a clear representation of reality, mainly
by means of the word, which is the main characteristic of traditional theater, limits imagination and leads to
a rigid representation of everyday life as a semiotic reference. But physical theater includes everyday life,
using special techniques of expression, symbolizing human life in a cultural and historical context. In addition
to focusing on the body, emphasis is also placed on voice, creating sound, articulating words and using voice
pitch. Scenography is influenced by the fact that stage objects and costumes have metaphorical and symbolic
meaning — that particular codification creates a new instrument of communication with the audience.

The relations between the actor and the audience in the conditions of the modern theatrical space, due to the
use of physical theater methods, are changing — the participation of the audience (which is extremely emotional,
impulsive and imaginary) is greatly enhanced. The viewer must comprehend and interpret the composition of
movements and gestures that an actor uses to transmit an image, character, meaning, or even something more
tangible; he/she must have the ability to perceive the world, built in front of him, which requires emotional
immersion, much more than the semiotics of words used to define everyday life.

In a realistic action, for a long time the emphasis was made on actor’s reproduction of the character, which
is determined by the author, interpreted by the director and realistically depicts the psychology of the role. In
the physical theater, it is replaced by an increased sense of theatricality and exaggeration, used by the actor to
play the role. So, the action is concentrated on the actor himself/herself, who becomes the performer, but not the
character who seeks the experience of reality through a task, an action and the rejection of illusions. Actor as
a performer of the selfhood (the main goal of human life. — the Author) is pursuing the “I”, which is a problem-
free and autonomous basis for acting. In this case, the “I” is identified in the theories of the end of the twentieth
century as a concept of presence, which leads directly to the body of the actor and its construction. The concept
of “construction” is based on the philosophical idea that the body and movement, that have been preserved,
represent greater authenticity, while the sophistication of the language deceives and misleads.

Let us note that the theories of the physical theater provide for a simple style of acting, but not naturalism —
movement and gesture in the physical theater are carefully selected and have a certain meaning. This style of
acting presents the basic qualities of a character and his/her actions; the actor does not plays the character as
arole, but exposes the actions and manner of the hero.

The physical element exists in all theatrical types, if we take into account the fact of the participation of the
body in all types of theater. So, the whole theater is physical, at least in a combination of its elements. In this
sense, there were two main categories, where the strong physical form informed the theater — the theater of the
full mask of ancient Greek drama and half mask, the improvisational theater of Commedia dell’arte, in which
the actor performed extravagant physical improvisations based on a short script, a project.

However, there are differences between the traditional Western European language theater and the physical
theater: in the first variant, an element of the language is strengthened over physical actions — the actors-
characters focus on the arguments to tell a story, which is often already familiar to the viewer; but in the second
variant, the body itself becomes the narrator, replacing parts of speech and rejecting realism in favor of explicit
physical theatricality — the actual spectacle that can inflame the viewer’s perception.

S. McBurney, a founder of “Théatre de Complicité”, says that elements of the physical theater “bring spirit
and development strategies to all of the company’s projects, work on the texts of plays, short stories, novels or
a blank sheet of paper” (Keefe and Murray, 2007, p. 22).

It cannot be argued that in classical plays language was the dominant influence factor, but it defined the
character and characterized the described action.

In our opinion, the meaning of the creative approach to the staging of a certain scene of the performance,
using elements of the physical theater, is explained by the tendency towards entertainment (which includes the
direct participation of the body) in the modern theater.

Let us note that the characteristic features of the forms of physical theater are: focusing on the actor as the
creator of the performance, but not as a text interpreter; focusing on collective working methods; the use of
acting techniques based mainly on the means of physical expression; dialectic relations between the actor and
the viewer; spontaneity, vigor and acting sense, which is achieved by means of organized, but improvisational
relations between the actors, as well as between the actor and his/her character.

The actor’s approach begins with his/her body — the human body, as a part of nature, that brings memories
of experience, prior movements, natural rhythms, and contains those elements that may appear as a result
of experiments with modern dance techniques and acting techniques of physical theater (for example, the
J. Lecoq’s method).
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According to R. Moshochoriti (Moschochoriti, 2009, p. 14), the visualization element of feelings, attributes
and characteristics and the physical projection of elements of nature deserve special attention in the process
of implementing modern performances of classical works of world drama. The researcher notes that the
adaptation of some classical plays, in particular the ancient Greek tragedy, needs transformation of words into
images, emphasizing that these methods have not exhausted their functionality and offer unlimited scope for
experimentation.

Innovative processes occurring in the global theatrical space at the present stage are complex and
contradictory, as well as their genesis. According to researchers, on the one hand, they are aimed at modernizing
the theater, and on the other hand, they carry not so much a creative as a destructive principle (Vislova, 2012).

The modern approach to the classical dramatic legacy is based on the systematic transformation of each
theatrical element, the corresponding concept of “conversion” on a conceptual and representative level is
principal to many directors. Each new dramatization should contain modern codes of communication with the
audience, exploring the world of amazing integrity, different from ours, in attempts to create a bridge between
the playwright and the modern audience. Accordingly, we can consider this process from the perspective of
thinking and judgment, i.e. choice.

According to many directors, we should not be afraid to use modern structures in the approach to classical
plays, since this processing is the basis of the transformation process. For example, quite typical at the present
stage is the lack of focus on the tragedy of the characters and the tragic situations in their lives, since the era
of tragedies with the traditional meaning of haphazard choosing — the rigid order of fate has ended. In modern
interpretations, the hero reproduces and dramatizes the tragic situation, while maintaining a sense of distance.
In this sense, the viewer’s attention is transferred to understanding the tragic situation that the character is
experiencing, and how he/she reacts.

One of the interesting performances of William Shakespeare’s tragedy “Romeo and Juliet” is the performance
“Love and Death in Verona” (2015), which was staged as part of the international project of the ArtUniverse art
agency and the International University “Global Theater Experience” (IUGTE, United Kingdom).

Art director of the project, director, choreographer and teacher S. Ostrenko, head of one of the departments
of the International University “Global Theater Experience”, in creative activity focuses on the attempts of
an organic combination of traditional drama school and innovative experiments in the field of performing
arts, primarily practice forms of physical theater. It should be noted that the preparation of the performance
lasted more than a year: master classes in modern dance and classical techniques of stage movement, including
V. Meyerhold’s biomechanics, were held for the actors. The peculiarity of the modern reading of the famous
Shakespeare’s tragedy was an unusual and bright flexible solution, the use of characteristic types of residents
of the modern urban space, laconic lines and simple geometry of stage design in the performance by theatrical
designer D. Belle (Italy) and choreographer G. Ostrenko (Ukraine).

The main goal of such projects is to strengthen international cultural relations and expand cultural
cooperation by resorting to the classics of world drama, sharing experience between artists and theater figures
from different countries, searching for a synthesis of traditions and modern trends in theatrical art.

According to the well-known director A. Reed (1993, p. 8), the theater consists of material elements —
bodies in action and speech, formulated in certain places and in such a way as to become receptive to the
audience. But everyday life A. Reed positions at the same time the customary and demanding dimension of
life, to which the theater bears the greatest responsibility “not misleading people, but reminding them who they
are and what it is worth living and changing every day”. The director notes that direct human experience is
limited only by us, individuals who were captured by a body that can feel only that material world, which they
perceived through their own limited feelings.

Modern theater offers an alternative experience — the experience of “someone else” who is feeling
“something”. Evidence of another person’s actions and his/her emotional experience can create the same
neurological imprint as the process of sensation or feeling itself. According to E. Hurley (2010, p. 57), the
theater is a portal to a different, alien life and to a different lifestyle.

Works of classical drama are and remain the most appropriate texts for creativity and experiments, and actors
as well as directors, as they usually combine the classical language of the ancient Greek tragedy, Shakespeare’s
plays, Moliere’s comedies, etc. as a carrier of lofty ideas and thematic focus of lifelong relevance. The biggest
problem for the director, is usually associated with the conflict of classical and modern elements. However, now
the world trend is the development of classical structures with the use of modern theoretical tools, theatrical
instruments and techniques, the creation of new theatrical images that can clearly highlight the functioning of
the individual within the modern lifestyle.
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The timeless relevance of thematic content, greatness of ideas, mastery in differentiating roles and other
specific features of classical drama works remain the main source of inspiration for theatrical figures of the
twentieth century, however, they require radical changes in the structural form, especially the language and
movements of the actor, in order to increase the relevance for the modern audience. The innovative vision of
a classic play by the director should bring dynamism and it should inspire actors to body reactions.

The specificity of integration and functioning in modern theatrical productions of forms and methods of
physical theater in the context of the prevailing trends in the development of theatrical art of the twentieth
century has been revealed; the term, genesis and components of the physical theater have been analyzed.

Conclusions

The method of physical expression — symbolic, unrealistic, which enhances theatricality, greatly expands
the variety of actor’s tools. The study of the specifics of the dialogue between the linguistic and physical
means of acting expressiveness in the context of the leading trends in the development of theatrical art of
the twentieth century, gives grounds to assert that with the use of experiments and improvisation they can
organically interact in the modern stage space. Using the example of modern theatrical productions, it has been
proved that the elements of the physical theater in modern performances of classical plays greatly expand the
boundaries of dramatic theater. The actors have demonstrated the actions and messages, transmitted by the
means of the physical theater, which acquire special significance, representing the collective unconscious. The
methods of physical theater are one of the important means of innovative dramatization of works of classical
drama in the conditions of the stage space of the twenty-first century.

The problem of using the form of physical theater in modern performances of classical plays remains
insufficiently covered and requires further study.
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CIHHEIU®IKA IHTETPYBAHHS | Mexenin Auton CepriiioBnd
EJIEMEHTIB ®IBUYHOI'O TEATPY | Acucmenm,
B CYUACHI IHCUEHI3AUII TBOPIB | Kuiscoxuii nayionanonuii ynisepcumem
KJACHYHOI IPAMATYPTII | xynomypu i mucmeyms, Kuis, Vipaina

Mera cTaTTi — BU3HAUUTH CHEUU(iKy 3aCTOCYBaHHs (OPM i METOIB (PI3MYHOTO Tearpy B Cy4aCHHX 1HCICHI3aIlsIX
TBOpPIB KJIacM4HOi Jpamatyprii. Meromonoris gocnijpkenHs. HaykoBi IOJOXEHHSI CTaTTi apryMEHTOBaHI Ha pIiBHI
CYKYITHOCTI TaKUX HAyKOBHUX METOJIIB: €MITIPUKO-TEOPETUIHOTO — ISl OMPAIFOBAaHHSI MHUCTEIBKO1 (hakToIoTiyHOoi 6aszu
JOCTI/KeHHS, KOMIApaTUBHOTO — Ui MOPIBHSUIBHOTO aHANi3y AETePMiHAHT cydacHoi cueHorpadii i3 KiIacHIHMMHA
3pa3KaMM TeaTpajbHUX ITIOCTAHOBOK, CHCTEMaTH3allii Ta y3arajJbHeHHS — JUId BU3HAUCHHS 3aKOHOMIPHOCTEH, 10
BH3HAYAIOTh crenudiky B3aeMoAii TpaaMIliil i HOBaTOpPCTBa B PO3BUTKY CydacHOro tearpy. HaykoBa HOBH3HA IoOjsrae
y BuUsIBIICHHI crienuiky iHTerpamii Ta (yHKIIOHYBaHHS B CydYacHHX TeaTpajJbHUX MOCTaHOBKAax (opMm i MeToniB
(i3uYHOTO TEeaTpy B KOHTEKCTI MPEBANIOIOYMX TEHJICHIIH PO3BUTKY TearpasibHOro mucreutBa XXI cr. BucHoBkH.
EnemenTn ¢i3uyHOro tearpy B Cy4acHHMX IHCIUEHI3AIsX KIACHYHHUX I1'€C 3HAYHO PO3LIMPIOIOTH MEXI JpaMaTHYHOTO
Tearpy, cokycoBaHoro Ha misX. BinmoBinHO, SKIIO TBOPH KJIACHYHOI ApaMaTyprii BUPaKalOTh CUMBOJIH, aKIICHTYIOTh
yBary Ha HisIX Ta BiIPHBAIOTHCS BiJl peaslisMy, METOIH (i3MIHOTO TeaTpy € OTHIMH 3 BXIMBUX 3aC00iB iHHOBAIIHHOT
IHCIICHI3aIlii BIIOMIX TeaTpalbHUX IT'€C B YMOBAaX CIEHIYHOTO TpocTopy XXI CT.

Kniouosi cnosa: dhiznunmii Tearp; rearpanbauil mpoctip XXI cr.; iHCIEHI3aIis; KIaCHYHI T’ €CH; 3aCO0H aKTOPCHKOi
BUPA3HOCTI.

CIIEIIM®UKA NHTEI'PUPOBAHMUMSA | Mexennn Auron CepreeBud
DJIEMEHTOB ®U3BNYECKOI'O TEATPA | Accucmenm,
B COBPEMEHHBIE UHCUHUEHUPOBKM | Kuescxuii nayuonanvhviii yrusepcumem
IMPOM3BEJEHUUN KTACCHAYECKOM | xymomyper u uckycems, Kues, Vipauna
JAPAMATYPI'UA

Llens craTbu — ONpeNeNuTh CHeUU(UKY NpUMEHEeHUs: GpopM M METOIOB (DPU3UYECKOro Tearpa B COBPEMEHHBIX
HMHCLIEHUPOBKaX MPOU3BENCHUI KIacCHYeCcKor Ipamaryprun. Meromonorus uccnenosanus. HaydHble TOIOKeHHUs CTaTbU
apryMEHTHPOBAHHBI Ha YPOBHE COBOKYITHOCTH TaKMX HAYYHBIX METOZOB: SMITUPUKO-TEOPETHUECKOTO — sl 00pabOTKH
Xy/I0’KECTBEHHOH (DaKTOJIOrMIeCKO 0a3bl HCCIICIOBAHMS, CPABHUTEILHOTO — JUTSI CPABHUTEIBEHOTO aHAIN3a AETePMUHAHT
COBPEMEHHOH crieHOrpaduu ¢ KIacCHYeCKMMHU 00pa3aMy TeaTpaibHbIX MOCTAaHOBOK, CHCTEMaTH3alui 1 0000IICHUS —
JUTSL OTIPEZIeIIEHNs] 3aKOHOMEPHOCTEH, ONPEACIISIONINX ClIeHU(HUKY B3aUMOCHCTBHS TPaULIMKA U HOBAaTOPCTBA B Pa3BUTHU
COBpeMeHHOro Tearpa. Hay4yHass HOBH3HA COCTOMT B BBISIBJICHUM CHEUM(GUKH HHTErpanud v (QyHKIHOHMPOBAHUS
B COBPEMEHHBIX TeaTpalbHbIX IIOCTAaHOBKAaX (OpM M MeTONOB (DM3MYECKOTO TeaTpa B KOHTEKCTE IPEBAIMPYIOLIMX
TEHACHIINI pa3BUTHs TeaTpaIbHOTO HCKyccTBA XXI Beka. BRIBOMBL. DIeMEHTH (PH3NYECKOTO Tearpa B COBPEMEHHBIX
MHCIEHUPOBKAaX KJIACCHYECKUX MbEC 3HAYUTEIHHO PACHINPSIOT MPAHMIBI IPAMaTHUECKOTO TeaTrpa, ChOKYCHPOBAHHOTO
Ha nelicTBusX. COOTBETCTBEHHO, €CIH MPOU3BEIEHUS KIIACCUUECKON ApaMaTypruu BhIPa)KalOT CUMBOJIBI, AKIIEHTUPYIOT
BHUMaHHE Ha JISHCTBHAX W OTPHIBAIOTCSI OT peajn3Ma, METO/bl (M3MYECKOro Tearpa SIBISIOTCS OAHUMH M3 BasKHBIX
Cpe€acTB HHHOBaHHOHHOﬁ HWHCICHHUPOBKU HM3BECTHBIX TCATPAJIbHBIX IMbEC B YCJIOBUAX CHCHHUYCCKOIO HPOCTPAaHCTBA
XXI Bexa.

Knrouesvie crnosa: pmmaeckuii Teatp; TeaTpanbHOE MPOCTPAaHCTBO X XI B.; MHCIIEHUPOBKA; KIIACCHYECKUE TTBECHI;
CPEACTBA AKTEPCKOM BBIPA3UTENLHOCTH.
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Y HAYKOBOMY JAUCKYPCI | Acnipanm,
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Mera cTaTTi — IOCIIINTH CTAHOBJICHHS TA PO3BUTOK IMPKOBOI'O MHUCTEIITBA Ha 3aX1JHOYKPATHChKUX 3eMJISIX Y CKJIa/Il
immepii 'abcOypris, mpoaHaizyBaTH €CTETHYHY PEIENIII0 IUPKOBUX BUCTAB 1 MPOQECito apTUCTIB IUPKY B HAyKOBiit
aymri Hampukiam XVIII — XIX cr., matim BU3HAYCHHS, HA OCHOBI NpPOAHATI30BaHUX MarepialliB IEpIIOmKepel,
MPaBOMIPHOCTI BiZTHOLICHHS LIMPKOBUX BHUCTYIIIB 10 KAaTEropii KpaCHUX MUCTEUTB. [lJIsl TOCSATHEHHS MOCTABICHOT METH,
3aCTOCOBAHO TaKi METO/IM AOCIIIKEHHS: METO/I KOHTEHT-aHaJIi3Y, ICTOPUKO-TIOPIBHSUILHHUN, TEOPETUYHOTO y3arajJbHEHHS.
HayxoBa HOBH3Ha TIOJISITA€E B TOMY, 0 BIIEpIIE y HAYKOBOMY AMCKYpPCi, CIIMPAIOYUCh Ha HAyKOBI pOOOTH 3 €CTETHKHU Ta
¢inocodii mucrents aBropiB XVIII — XIX cr., npoaHanizoBaHO HayKOBE CIPUUHSTTS IIMPKOBUX BUCTYMIB 1 mpodecii
[IUPKOBUX BUKOHABIIIB, BU3HAYEHO MICIIE 1 CTaTyC IUPKY B HAyIll Ta KyJIBTYpPHOMY MPOCTOPi MOCIHIIKYBaHOTO MEPiofy.
YV BHCHOBKaX 3a3Ha4€HO, 1110 IIOIIPH HOMITHICTB LIUPKY, SIK KYJIBTYPHOTO SIBUILIA B HAYKOBOMY JIHCKYPCi, ’KOJHE 3 MUCTEIITB,
SIKi TIPEACTABIUINCS HA apeHi, He BU3HABAIOCS a0COJIIOTHOIO KAaTEropiero KpaCHUX MHUCTEUTB, OCHOBHHUMH IPHYMHAMH
SIKOTO OyITH, TIO-TIepIlIe, YCTaJICHE YIepe/DKEHE CTaBJICHHS y CyCHUIBCTBI IO KOME/IaHTIB 1 IUPKOBHUX apTUCTIB 1, O-/IpyTe,
HEBIIMOBIAHICTH 3MICTY I 3MICTOBHOCTI aKpOOaTHYHHX ITOKa3iB TOTOYaCHUM €CTETUYHUM KPHUTEPisM.

Kniouosi cnosa: nupk; IMPKOBE MUCTEITBO; IUPKOBI aKpoOaTH; IIUPKOBI HAT3HUKH; ECTETHKA IUPKOBOTO MHUCTELITBA;
¢binocodist HUPKOBOrO MUCTEINTBA; KPACHI MUCTEITBA .

Beryn

VY Ham yac HayKoBe OOTPYHTYBAaHHS 1 CyCIiIbHE PO3YyMIiHHSI MOHATTSA «IHMPKOBE MHCTEUTBO» (PAKTUUHO
CTaBHUTh BUCTYIH aKpOOATiB, )KOHIVIEPIB, TIOBITPSHUX TIMHACTIB, PENPH3HU KJIOYHIB Ha OJIMH Ia0eNb 3 KIACHIHHMH
MY3UYHHMH TBOpaMH, TeaTpaJbHUMU BHCTaBaMH, 0aleToM, OMNeporo, >KMBOMUCOM. Hampuknan, 3rigHo
Bu3HaueHHs 0. b. bopeBa, MUCTENTBO iCHY€ B KOHKPETHHX CBOIX BHIAX: JITEpaTypa, Tearp, rpadika, »KUBOIIHC,
CKYNIBITYypa, Xopeorpadisi, My3HKa, apXiTeKTypa, NPUKJIAAHE 1 JIEKOpaTUBHE MHCTELUTBO, LHPK, XyHTOXKHS
¢dororpadis, kino, tenedbauenns (bopes, 2002, c. 166). Ha nymKy BU€HOro, IHMPK SIK MUCTELTBO aKpoOaTHKH,
SKBUTIOPUCTUKY, TIMHACTHKH, MAaHTOMIMH, >XOHINIFOBaHHS, (POKYCIiB, KIIOyHAJTH, MY3WYHOI CKCIICHTPUKH,
KIHHOI 13711, JpecupyBaHHs TBapuH, 3aJa€ €CTETHUL OIHY 3 HaHCKJIAAHIIINX 3arafoK: 10 1€ 32 MUCTEUTBO?
VY 4omy iioro crienudika? Ta it un MuctenTBo 1e? A Moxe OyTH Jmine BuoBuIe? bopeB po3misiaB HUPKOBUH
HOMED, SIK XyAOKHIH TBip IUPKOBOTO MECTEITBA, KM BOJOIE€ PUTMIYHOIO 1 KOMITO3UIIIITHOIO OpraHi3ari€io,
[IPOOYMAaHUM UEPryBaHHSAM TPIOKiB, peNpu3, MPUKPAILCHUI AapTUCTUYHUM CHUIKYBaHHSAM IapTHEpiB
(bopes, 2002, c. 169). Ve B XXl ct. ¢dinocod i xynsryponor B. M. IliBoeB, Bu3Hauaroun Kiacudikaliiro
MHUCTETB Yy 3aJ€KHOCTI BiA cdepr OnpeaMETHEHHsS, BHOKPEMIIIOBAB «IHPK» OO MPOCTOPOBO-YACOBHX
MHCTEITB, pa3oM 3 Xxopeorpadieio, Tearpom, KiHo, TesnedaueHHsM Ta ectpagoro ([Tusoes, 2013 c. 273).

OfHUM 3 MEepUIMX NPO «IUPK» SK MUCTEUTBO BHUCIOBUBCS B 1919 p. A. B. JlyHauapcekuil y nomosini
«3aBmanHs oHOBIeHOro 1UpKy» (Jlynadapckuii, 1919). Ilicis peosoniiinux moxid y Pocii «MucrentBy
LUPKY» BiIBOIMINCS BayKJIMBA POJIb Y BUXOBAHHI HOBOT'O THUILY JIIOJMHHU Yy HOBOMY CYCIIUIBCTBI, a paisHChbKa
HayKa OTprMaJla HOBUH BEKTOP PO3BUTKY, 1 p€3yJIbTaTOM OHOBJICHHS HAyKOBOI [yMKH CTaJI0, 30KPEMa, 1 BASHAHHS
LUPKY SIK OJHOTO 3 BUAiB MucTenTB. CTPIMKHI PO3BUTOK PaJSIHCHKOTO LIUPKY, & TAKOXK 3aCTYIHUITBO HOBOI
BJIaJ{ LIBHIKO JIOBEJH MPAaBOMIpHICTh MOAIOHUX MepeTBOpeHb. [10CTYyNOBO KOMIUIEKCHE TOHSTTSI «IUPKOBE
MHUCTELTBOY, sIKe 00’ €IHAI0 BUIOBHIIHI IMPKOBI )KaHPU Ta HOMEPH, YBIHIIIO y HAYKOBHUI Ta MOBCAKICHHUN
00ir. Y CPCP «uupk» 3 BujoBHIA TPaHC(HOPMYBABCS Y MHUCTEITBO, BOJHOUAC, 3AJIMIIAKOYN JAMCKYCIHHI
MUTAHHS IS €CTeTUKHU Ta (imocodii.

© ITocnenos O. O., 2019
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Aure, He 3Ba)KarOYH Ha I1¢, B KpaiHax 3axigHoi €BpoIHu «IIUPK» HEe BU3HABABCS MUCTEIITBOM. OCOONMHMBO Ha
1Ie BIUTMHY/H J1Bi cBiTOBI BiliHU: [lepmma (1914—-1918), mix yac sKoi 3arMHYI0 YUMAIIO apTUCTiB-HAI3HUKIB, Ta
Hpyra (1939-1945), nix yac sikoi Oynu 3pyHHOBaHI Maiike BCl CTalioHapHI LIMPKH, 1 LIUPKOBA CIpaBa, 3arajioM,
npuiinria y 3aHenaz. CuTyanis modana 3MiHIOBAaTHCh JIMIIE 3 MOSBOIO TEUil, TaK 3BAHOTO, HOBOTO IIHPKY»
HanpukiHmi 1970-x pp., ki HalisckpaBime BUSBISUIMCH y BucTaBax «L{upky mro Coneid» Hampukinii XX CT.
(Wren, 1975).

VY 1975 p. B raseti «New York Times», crocoBHO racTpoieii pamsacbkoro mupky B CIIA, puitmiia
cTarTs mix Ha3Boro «Y Pocii mupk € hopmoro muctenreay (Wren, 1975). Haronomnrysanocsk, mo B Illtarax BiH
MHUCTELTBOM HE BBAXKaBCH.

Cyuacna Encyclopedia Britannica Bu3Hauae «uuMpk» sIK po3Bary a0o BHJOBHUINE, SIKE, 3a3BHYAM,
CKJIQJIA€ThCSI 3 HOMEPIB 3a y4YacTi JPECHPOBAHUX TBAPUH 1 JEMOHCTpALil JIFOICHKOI MalCTEPHOCTI Ta
cminuBocri (Encyclopedia Britannica, 2019).

OTxe, y HayKOBif MyMIli iCHY€ TIEBHHH Tyajli3M JyMOK 3 NMPUBOIY «IMPKY»; 1 HOTO CTaTryc y CBITOBIH
HayIIi TOCi € PEAMETOM JTUCKYCIM.

Merta crarTi

VY mporeci AOCHiIKEHHS icTOpil HUPKOBUX Ta aKpoOATHMYHHWX BUCTAB Ha 3aXiJHOYKPAaiHCHKUX 3EMIISX
y ckaji imnepii [abcOypriB mepe/; aBTOPOM IMOBCTANIO BAXKIIMBE MUTAHHS: SIK «IIUPK» 1 «IIUPKOB1» BUKOHABIII
(apTHCTH TIPKY) cHipUiMaITHCs HAyKoro 1 cycmimbeTBoM Hampukiaii X VIII Ta B XIX ct. ¥V mormrykax BiamoBiaei
Ha MIUTaHHS KM, BIIacHE, OyB CTaTyC TUX BHUCTaB, SIKi ChOTO/IHI 00’ €THAHO Y TIOHATTI «IIUPKOBE MUCTEIITBOY,
aBTOP 3BEpPHYBCA 10 JPYKOBaHUX JDKEPEIl TOCIHIKYBAaHOTO TEpioy: SHIIMKIIONE i, TOBIIHUKIB Ta HAPUCIB
3 €CTETUKH, MaTepiajiiB MepioguyHOi npecH. TakuM YMHOM, METOIO TIPOITIOHOBAHOI CTATTI € aHaNi3 eCTeTUYHOT
pelenii TMPKOBUX BUCTAB 1 BUKOHABIIIB HayKoBoto AyMKoro HanpukiHmi X VIII — XIX cT.

Buxnan matepiany gocaiizkeHHs

Po3mipkoByBaHHSI CTOCOBHO CYCIUIBHOTO CTaTyCy «IIMPKOBHX» apTHUCTIB 3yCTPIiYarOThCS B JIOBIIKOBIN
niteparypi kinug XVIII ct. Himenpkuit negaror ta xopeorpad I'epxapn Yaspix Anton Bit B « EHumkinonenii
¢iznunux Bopasy, BuaaHii 1794 p. y bepmini, nucas, mo npoOieMol0 COPUHHATTA MHUCTEHTBA CyYaCHHUX
(xineup XVIII c1.) Hai3HMKIB, aKkpoOaTiB Ta KOHIVIEPIB OyJI0 Te, M0 X04a iX BHCTYIH MOJO0ATUCS 1 HABITh
BUKJTMKAJIM 3aXBaT 1 3aXOIJICHHS y OFOPrepCchbKOMY CYCITUIBCTBI, BOJHOYAC, TIO BITHOIICHHIO /10 HUX BiIyBaIoOCs
II0Ch HEMOBAXKHE, 1 MPUYHMHY IIHOTO BiH 0auuB y OpoasaoMy criocobi uTTs. Lle meBHOr0 Miporo cTocyBanocs
1 TeaTpaJIbHUX TPYH. 3aXOIUICHHS MOIJIO OyTH BUKJIMKaHE OAHUM BHIATHUM 3BEPLICHHSIM 332 KOPOTKMH yac;
ajie JJIs TOTOo, MO0 BUKIMKATH TIOBary, MOTPiOHO OyiIo cTaOLIBHO iSITH MPOTATOM TPUBAJIOTO MEPIOAy dacy,
1 camMe TOMy MOJOPOXKYIOUl TPyIH (PaKTHYHO BTpaday CBOIO MOpPaJIbHY LIHHICTh Yepe3 HecTadlIbHUIA cIociO
xutTs (Vieth, 1794, s. 285-286). OTxe, aBTOp HATOJIOIIYBaB Ha IIBUAKOIUIMHHOCTI €(EeKTy BiJ MUCTELTBA
«UMpKOBHX» apTUcTiB. Taka aymka, BucioBieHa me Hanpukinii XVIII cT., nae BuuepnHy BiANoOBiIs Ha
MUTAHHS TIPO CTaTyC «IUPKY» Y CYCIUIBCTBI MIPOTATOM BCi€T HOTO iCTOPIi: THMUYACOBE 3aXOIUICHHSI, BUOYXOBE
Bpa)kKeHHS Bl OKPEMOTO BUCTYITY UM BUCTaBH, aJie He oBara J0 mpodecii, 0coOnCcTOCTI BUKOHABIIA 1 MUCTEIITBA
B minomy. LlukmigHicTh i HeCTaOUIBHICTH XapaKTepHa I BCi€l icTOpii MUpPKy: mepiofu 3aliKaBIeHOCTI
1 3aXOIJICHHS BUCTYNaMH apTUCTIB MHUPKY 1 YCHIIIHOCTI MUPKOBUX MiANPHEMIIIB 3MiHIOBAJIHNCH MEpiolaMu
3aHenaay LUPKOBOI CIIpaBM, 3HEBATH 1 HABITh MPE3UPCTBA 10 apTUCTIB 1 iX mMucTenTBa. Y TiM, BUMYLICHUN
MaHJIpiBHUH CTIOCIO XKHUTTS akpoOariB i HaI3HUKIB OyB BUKIMKaHUH 0COOIMBOIO crieln(iKOI0 MUCTELTBA, SKE
BOHH TPE/ICTaBIsUTM. BUKOHABI TpUBamii 4ac BipalboByBaid 0OMEKeHUH HaOlp CKIIQIHUX TPIOKIB, 1 14 iX
JEMOHCTpaIii ToTpeOyBa Iy MOCTIHHOI 3MiHN ayAUTOpii, a/yKe BUCTYIAIOYH B OHOMY, HABITh BEJTMKOMY MICTi,
BOHHM LIBHJIKO BUYEPILyBaJIM TBOpUMH noreHnian. Came ToMy, y IOIIyKax HOBOTO IVIsiada, «IUPKOBI» TPYIIU
3MyIIeHi Oynu MocTiifHO momopoxyBaTu. Cepel YMHHHUKIB, SKi CIIPUSUIA HEAOOPO3UWINBOMY CYCIIITHBHOMY
CIPUMHATTIO CAMHUX apTUCTIB, MO)KEMO BHOKPEMHUTH CKJIAJHICTH 3a0€3MEUCHHS HAJISKHUX MMOOYTOBUX YMOB
M1 yac moJopokei Ta 6e3mocepeIHbO Mif] Yac racTposieii; BiICy THICTh MOMKJIMBOCTI OTPUMATH MIKUIBHY OCBITY
JiTaaxam, sKi 3 paHHbOTO JAUTHHCTBA OMAaHOBYBAJIHM PEMECIIO 1 BUCTYMAIN Pa3oM 3 AOPOCIUMHE; HEXTyBaHHS
TEXHIKOIO OE3MEeKH 3apaJ BUIOBUIIHIIIOTO BUCTYITY; TIPArHEHHS JI0 MEXaHIYHOTO YCKIIaJHEHHS BUCTYIIB, SIKi
3aMIHSTH €CTETHUHY Kpacy.

BaxxmuBuM (hakTopoM I BU3HAYEHHS CTATyCy ITMPKOBHUX BHUCTYIIB y XIX CT. € HayKOBWH OIS
CYYacCHHKIB Ha akpoOaTH4Hi BUCTYNH. BapTo 3a3Ha4NTH, 1110 KOMIUIEKCHOTO 00’ €IHYI0YOI0 TIOHSTTS IIUPKOBE
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muctenTBo» y XIX CT. He iCHyBaJIo aHi B HAyKOBOMY, aHi B IIOBCAKICHHOMY BJKUTKY 1 IIyKaTH BU3HAYEHb
nomioHux 1o «Zirkuskunsty», «Circuskunst», «Circus Art», 1Ki BAKOPUCTOBYIOTHCSI B HAIll Yac, y HAyKOBIid
miteparypi XIX ct. MmapHo.

CnoBo «Circus» B enuukionenii «Encyclopaedia Britannica» 1771 p. Taymaumiocs sk, 3a 4aciB
AHTHYHOCTI, BenvKa Oy/IiBJIsi Kpyriiol a00 0BaJibHOT ()OPMU JIJIsl IEMOHCTpALIii BUIOBHIIL ITyOJIii Y HiMEIbKOMY
TeaTpaIbHOMY IOBIAHUKOBI 1843 p., OKpIM «IIUPKY» K PUMCHKOTO imoapomy, «Circusy BU3HAYaBCH 1 SIK Miclie
JUTSI BUCTAB MaliCTepHUX Hai3HUKIB (nim. der Kunstreiter Circus) (Encyclopaedia Britannica, 1771, p. 204).

Takox, y TearpanbHid eHuukionexii, Bumanid y Jlednmmury 1839 p. maHe BH3HAYEHHS «apeHU»
(3.1am. «Arena» MicOK, KOPT 3 TBEPIUM IIOKPUTTSIM ), Y PUMCHKUX TeaTpax, — HUKHIM HATIBKPYTIIHNA IPOCTIp, 110
3HAXOJMBCS MK CLIEHOIO 1 MicusaMU [t isiaadiB. Cy4acHOIO apeHOI0 BBaXKajacs BeJIMKa KpyIvla, IEPeBaXKHO
JepeB’siHa OyaiBiisi, a00 3 MICLISIMU B CTHJII CTAPOBUHHOTO amdiTearpy, abo 3 JIokamu 1 ranepesiMu i 0popMIIEHOIO
cuenor. Lls «Apena» miiicHO migXomwia TUTBKK JJIsl BEpIIHUKIB, OanaHcepiB Ha KaHaTi, NpUOOpPKyBaviB
TBapHH 1 MOJIOHNX HOMEPIB, 1, HA YKaJb, Ty’KEe PIAKO BUKOPUCTOBYBAJACh JJISl BHCTAB JAPAMAaTUYHOTO TeaTpy
(Encyklopidie, 1839). 3a mammmu Himenpkoi OymiBenmsHOI1 eHItmkionenii 1858 p. «apena», 3 HU3BKUMH
MIepPeropoKaMu i 00OMTHM BEPXHIM KpaeM, 3a SIKUM TIOYMHAJIMCS BUCX1/IHI CHIIHHSA, SIKi MTiAHIMAIUCS 10 CTiH
BEPXHBOTO MIEPUMETPY, /1€ PO3TALLIOBYBAIICH JIOXKI, OyJia FOJIOBHOIO LIEHTPAJIBHOIO CKIaI0BOI0 «AMditearpy»
(Amphitheater), mo BUKOpHCTOBYBaBCS B TOH 4ac (cepenuHa XIX ct.), st BUCTYIIIB MaliCTEPHHUX HAI3HUKIB
(Cirques equestres — KiHHUH 1IUPK) Ta Jie pO3TAIIOBYBAIKCS CTalHI.

OTxe, 1 «IUPK», 1 «aMmditeaTpy, 1 «apeHa» BU3HAYAIKCS K MICIIE JUIsl TIPOBE/ICHHS BUCTAB HAI3HUKIB Ta
aKpoOariB.

Sxmo B3aTH 10 yBar# (hakrt, mo y apyrii momosuHi X VIII — nepmriit momoBuHi XIX CT. 0CHOBOIO BUCTAB,
SIK1 IeMOHCTpYBaJIUCS B LIUpKax Ta amdirearpax Oyia MaiicTepHa BepxoBa i31a abo Xyl0XHs BEpxoBa i37a,
abo mucrenTBo BepxoBoi i3au (nim. die Kunstreiterei), B 3a1€)KHOCTI BiJl TPaKTyBaHHsI 3HAYEHHS HIMELIBKOTO
cnoBa «kunst», TO MOXHa ysBHUTH, IO came «Kunstreiterei», ab0 «Reitkunst» BIANOBIAAIO 3HAYCHHIO
CHOTOJHIIIHBOTO MOHSTTS «IUPKOBE MHUCTEUTBO». TaKOX /0 «IHMPKOBHX MHCTELTB» 3a3HAYCHOTO ITEpiomy
Hajiexarb «Gymnastische Kunst», TiMHaCTHIHE MUCTEUTBO a00 «die Seiltdinzerei», akpobaTHIHE MUCTEITBO
a00 MHCTENTBO TAaHIIIBHUKIB Ha MOTY3Mi. [perpke CoBO «Acrobat» BIONMOBIAAIO HIMEIBKOMY CJIOBY
«Seiltdnzer» (Blum ed. 1839). Orxe, camMme MHUCTENITBO BEPXOBOi i3 Ta aKpoOATHUKW 1 Oylu TpenMeTamu
po3mIsiy i TUCKYCill 3 MPUBOLY NMPaBOMIPHOCTI X BU3HAHHS KPAaCHUMHU MUCTELTBAMHU Y HAYKOBOMY JAMCKYpCi
XIX ct.

Himerpka ennukiionesis 1829 p. nojapaia BU3HAYCHHS « MUCTELTBY» (HiM. kunst), Ik TOMY, 1110 BUTUIMBAJIO
3 MaMCTEpPHOCTI, 1 MaJIO MMOYATOK y MPAKTHUUHINA 3MaTHOCTI JIFOAUHU 3aJI0BOJIBHSITH CBOi MOTPEOU BMIiHHSIM
BHPOOIIATH KOPHUCHI BUTBOPH, 1, HACaMIepe, MOAUIIOCS Ha MEXaHIYHE Ta BUIbHE MUCTENTBO. MHUCTEITBO
BI/IMTOBI/IaJI0 KOHIEMIT MHTHA (XyHOXKHHUKA), SKHUH BHPOOJSB TBOPH, IO BUMArajid UyJOBOi BIPABHOCTI
i, TIepeayciM, BHHAXIJIUBOCTI y CTBOPEHHI KPACHBHX CBOEPITHUX, CAMOCTIHHHMX pOOIT 3 BHYTPIITHHOTO
BUIBHOTO iMIyJIbCy. Ilepen XynoKHMKOM IOCTaB CBIT, AyX INPUPOIH Ta iCTOPIi, 1 CTUMY/IbOBAHMH 1HTYILIEO, BiH
PO3BHBaB ifiean y cBOii aymui. Tomy BiH moTpeOyBaB BUCOKOT CIPHIHATIMBOCTI BpaKEHb Bl IPUPOIH 1 KUTTS;
aJie MUCTELTBO HE BUILIMBAJIO 3 IPOCTOI KOHIIETIiT PUPOIU, MECTEIITBO HE OYII0 MPOCTO iMITali€l0 MPUPOJIH.
[IBuamie, BOHO MPENCTABISIIO ifean y NpupoaHux Gopmax. Tak XapaKTepHu3yBalocs «KpacHE MUCTEITBOY,
SIKE TSI 3pYYIHOCTI PO3MOAUIIIOCS Ha KaTeropii: MEUCTENTB MPOCTOPY (PKUBOIINC, CKYIBITYpPa, apXiTeKTypa),
MUCTEITB Yacy (My3WKa, I0e3ist pa30oM 3 MUCTEITBOM JIeKIaMallii) Ta 3MimaHux ab0 CHHTETHYHUX MUCTEIITB,
SIKi TSI OJTHOYACHO 32 (hopMamu yacy i mpocropy (10 BKIIIOYAII0 MiMiKy, TaHelb i gpamy) (Gesellschaft Von
Gelehrten, 1829, s. 481-482).

Cepen HaBeIEHHUX KaTeropiii Hemae akpoOaTHKH 1 BEpXOBOi 13111, ajie JTIOTIYHMM € Te, B 000X IUX JIEKCEMax —
«Kunstreiterei» ta «Seiltdnzerei» € npsiMa BKa3iBKa Ha MPUHAJICKHICT 10 MuCTeTB. [lo-mepiie, 11e cI0BO
«kunsty, ke y mepekiaaai 3 HIMEIBKOI 1 € «KMHCTEUTBOY», MO-APYTe «idnzerei», «TAaHEIbY, KA BU3HABABCS
(hiTocoPpCHKOIO HAYKOIO OMHIEIO 3 TiAKATETOPiil KpaCHUX MHUCTEIITB.

3maBanocs 0, akpoOaTtwdHi Ta KiHHI BucTaBu 3 apyroi momoBuHU XVIII cT. posmounmnanm mpomec
BIJIPO/DKEHHS TpaJuiliii AHTUYHOCTI, 1 caMa TepMIHOJIOTIS TOBHICTIO HACHiyBaia TEPMIHOJIOTII JPEeBHIX
BHCTaB.

VY mmpkax, amgitearpax Ta Ha apeHax JEMOHCTPYBAJIUCS MAaHTOMIMH Ta MIMOApAaMH, BIAIITOBYBAJIHCS
MIEPEroHN Ha KOJIICHHIISX, aTJIeTHYHI Ta aKpoOaTH4HI TPYNH y BHCTAaBaX BUKOPUCTOBYyBasn o0pas ['epkyreca,
BJIAIIITOBYBAJIM TIOEAMHKH 3 PUMCHKOT O0pOTHOH.

AJe HayKka He BIH3HaBaja MoAi0HOT cITaTkoeMHOCTI, i pitocodn XIX cT. a60 poOMITH BUTIISL I, IO B3araji He
MIOMIYaJIM «LUPKY», a00 MOSCHIOBAIN YOMY BUCTYIIH aKpoOaTiB Ta HA13HUKIB HE MOIVIM BBaYKATUCS «KPAaCHUMHU
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MHUCTEUTBaMU». Tak, MaHTOMIMM y BHMKOHAHHI HAI3HMLIBKUX TPYH JKOAHUM UYHMHOM HE I103aB’SI3yBaJINCh
3 (IIAHTOMIMOIOY, SIK MiJJKATEropiel0 MUCTEUTB MIPOCTOPY Ta yacy.

VY 1807 p. Kapn I[Tsonitu B «Ecternni», nucas, 110 ecTeTHYHa AyMKa HIKOJIM HE COPUAMATHME KaTeropisiMu
€CTETUKH MPUTOTYBAHHS 1XKi, BEPXOBY 131y, epyKapChKe MUCTEITBO, MOIIUTTS OAATY, MapdyMepHe MUCTEUTBO
1 CTaBUB MUTAHHS — YM MOXKHA NPOBOJIMTH Tapasielli Mi>kK HUMH (HaBeIeHMMH Mpukiaaamu) 1 Kionmrokom,
HIumtepowm, I'ere, Koppemko, Kanora i inmumu mutismu (Politz, 1807, p. 25)? Jlani BYeHU# HAaroaonrysas,
10 iCHyBaja pPI3HHUIM MK MHCTENTBOM 1 (Di3WgHOIO MaiicTepHicTIO. HaBuaHHS IpeBHIX 3HAIO TIEBHI
mpodecii i HaBUYKH, SIKi BIIPOIKYBAIUCS B CY4aCHUH Yac, 3 BEJIHMKOIO MepeBaroio (pisMIHOTO0 BUXOBaHHS:
TaK 3BaHi TIMHACTHUYHI BIIpaBu. BoHM OyIiM KOPHCHUMU JIJIS Tijia, HAAUISIOYH JTFOMUHY CIPUTHICTIO, JIETKICTIO,
Oe3nekoro 1 cuioro. [lo HUX Hanexanu cTpuOku, 60poThOa, Oir, ¢exTyBaHHS, BepXoBa i31a, OagaHCyBaHHS
Ta iH. AJle SKMMHU O KOPUCHUMU He OyJIM MeAaroriyHi Uil KX BIPaB, Y4 MOKHA OyJl0 HAa3BaTH MaiCTEPHOTO
(exTyBaJIbHUKA YU BEPIIHHUKA XyHOKHUKOM (nim. Kiinstler)? TlogiOHa kinacudikaiis o3Hayana, Ha JyMKY
K. IIpomina, HeTpaBUILHE PO3YMIHHS «JIyXy MUCTENTB» (Him. Geist der Kiinste) (Politz, 1807, s. 28-29).

V 1814 p. Moraun Asrycr EGepxapar y «JloBiaauky 3 EcTeTHKn» po3MipKOBYBAB, IO MAHTOMIMITHHIA
OaseT Ha cXoJ]aX MUCTEITBA TOCIJa€ OCTAHHE MICIe y TIOPIBHSAHHI 31 CIPaBXHBOIO JpaMoro. 3 iHIIOro OOKY,
aBTOp 3 PAJICTIO 3i3HABaBCA, 110 BiH IIUPO 3aXOIIIOBABCS MAHCTEPHICTIO 1 BMIHHSAMM, SIKUX BHUMarajiu Horo
BUKOHAHHA. AJle BiH HE BIpHB, IIO MiCJS TAKOTO 3aXOIUICHHS MO)KHA Oyll0 BU3HAUMTH CHPABXHIO LIHHICTH
MIPEKPacHOrO TBOPY MHUCTELTBA; a/pke iHakme Tpeba Oymo O moctaBuTH HEOE3MEUHI TaHIl Ha KaHaTi 1 e
OinpIn HeOe3neuni moBiTpsiHi cTpubku (Seiltinzerei und Luftspringerei) Ha mepiie Miciie cepel] yciX BUJIIB
kpacaux muctenTs (Eberhard, 1814, s. 147-148).

VY 1823 p. Bimsreasm Tpayrort Kpyr, mpodecop dinocodii Jleimnmircpkoro yHiBepCcUTETY, MUCaB, M0
MiMi4HE MHUCTEUTBO, SIK€ BHKOPHCTOBYBAJIO NOBIIBHUH PyX BCHOTO Tijia, 100 IMPEACTABIATH €CTETUYHY
HACOJIONY, HA3UBAJIOCS TaHLIEM, Xopeorpadiro abo opkecTpoM. AJjie TaHEelb K KpaCHE MUCTELTBO BUIy4aB BCi
HOMEpHU Ha MOTY3Ii 1 MOBITPsIHI cTPHOKH, 00 TaM HIIIOCS MPO 3aXOIUIEHHS (Bi3UYHOI0 CHUIIOKO 1 CIPUTHICTIO,
a Kpaca pyxy IJIKOM a00o HexTyBajiacs, ad0 BpaxoByBajacs JiuIIe MUMOXijab. KpiM TOro, ie MHUCTELTBO
BHUIVISIANIO SIK «3JIaMaTH IMUIO» (AKE HIKOIM HE MOXXe OyTH KpPacHHM MHCTEITBOM), a 3aJIOBOJICHHS, SKE
BiuyBaya myOIiKa MiJ 9ac meperiiay, HaclpaBai BUXOAWIO 3 TOTO, IO BUKOHABEIh B OyIb-SIKUA MOMEHT
pHU3WKYBaB 3J1aMaTH MU0, ONHAK Hacmpasi ii He mamaB (Krug, 1823, s. 405-410). Po3mipkoByroun mami mpo
BepxoBy 131y, B. T. Kpyr 3ayBaxxyBaB, 1110 BOHa MOIVIa BBayKaTHCS «BIIHOCHO KPACHUM MIMIYHUM MHUCTEIITBOM»
(nim. Relativ schone mimische Kiinste) 3a yMOB, 1110 BOHa Oyiia OpKeCTpOBOIO (xopeorpadivHoro) i po3misiganacs
SIK TAaHEL(b, B SIKOMY ITEPEMILICHHS JIOACHKOTO Tija 3a JOMIOMOTOI0 TBAPHHHU BUCTYIAJIO SIK MTPOSIB M1 IBUIICHOTO
CEHCY JKUTTS, XO4a el pyX He MIir OyTH BUIBHHMM, SIK y TaHI[, Yyepe3 CKIAIHICTh 3B’S3KY JIIOJCHKOTO Tijia
3 TBapHHOIO, OTXKE, TAKe MHCTEITBO BHIVISIANIO OOMEXKEHUM Y IbOMY BiTHOIICHHI. Takok, y KpacHOMY
MUCTEIITBI BEPXOBOI 1311 MaB BHKOPUCTATHUCS TUTLKH OJIArOPOIHUHN KiHb, SKUH, 32 (HOPMOIO, BEINIUIO, CHIIOO,
CIPUTHICTIO 1 BIAHOIICHHSAM JI0 JIOACHKOTO Tija OyB TaKUM, Haue CTBOPEHHM JJISI LIbOTO CaMOIO MPUPOIOI0
(Krug, 1823, s.427-429). V 1833 p. B. T. Kpyr y «CinoBHUKOBi (iJ1I0cOPCHKUX HAyK» MIpKyBaB, ILI0 €CTETHKA
CTaBMJIa MUTAHHA MPO TE, YW HaJIEKaJO MUCTEUTBO BEPXOBOi 131 (mim. Reitkunst) 10 KpacHHX MHUCTELTB
(nim. schonen Kiinsten), a rakox o Tano. Ha e muranHs BiAmnoBias Oylia KOPOTKOIO: IIe HE OAHE 3 aOCOTIOTHO
KpacHBHUX, a JIUIIE BIIHOCHO KpacWBUX ab0 MPHUKpAIICHNX MHCTENTB. Y camii mo co0i i3ai Bepxu He Oyio
HIYOTO €CTETHYHO KPAaCHBOTO, aJie IHIIOIO CIIPaBOI0 Oyia i3/a Ha J0Ope CKIAJCHOMY Ta JTOOpe HaBIYCHOMY
KOHI TIPH MY3UYHOMY CYTIPOBOI, 1 I1e Mir OyTH B)Ke TaHEIb Ha KOHi, i TOMy BepXOBa i3/1a MOTJIa IPEeTEH/TyBaTh
Ha 3BaHHA KPAacHOTO MHUCTELTBA, aje BOHA HE NMOBHMHHA OyjJa BUPOAMTHUCS B 3allaMOPOYIMBY MaHCTEPHICTh
3apaJy TPIOKAITBa, TOMY L0 B TAKOMY pa3i BOHA 3aciyroByBasia OyTH KpacHHUM MUCTELTBOM HE OiJibllle, HiXk
taHenp Ha MoTy31i (Krug, 1833, p. 494-495). OTxe, aBTOp HaAaBaB IepeBary Kpaci Ta rpaii HajJ CKJIIHICTIO
i BOayaB came HaMaraHHsI IPOJICMOHCTPYBATH, TT1J1 Yac aKkpoOATHYHOTO BUCTYITY, HEOC3MEUHUH 1 KAPKOJIOMHUH
TPIOK MEPENIKOJI0I0 Y BU3HAHHI aKpOOATHKU Ta BEPXOBOI 13/IM KaTEropisiMi KPACHUX MHUCTEIITB.

Himenpkuit ¢imocod Kapn Dpimpix Kpayze BHOKpeMITIOBaB OKpeMy KaTETOPiI0 KOPHUCHO-KPACHUX
MUCTEITB, 10 SKUX Halle)kalla, HalpuKiIaJl, TIMHACTHKA, SKa MICTHIIA y cO0i, SIK CIeIialbHy Tally3b I[HOTO
MUCTEITBa, KpaCHEe MUCTEIITBO BEPXOBOI 1371 (Him. die schone Reitkunst) (Krause, 1837, p. 63—-64).

VY 1833 p. B ABcTpilicbkkoMy BICBKOBOMY >KypHaJl THcajocs, IO sl XyAOKHbOI BEpXoBOi i3an
XapaKTepHUMH OyJaH JIETKICTh 1 PYyXJIMBICTh BEPIIHHKIB; BEJIMKA TOYHICTH 1 OE3MEYHICTh y TIMHACTHYHHX
BIIPaBax; BATOHYCHICTH Ta T1JHICTB, SIKi MOTpeOyBaIn OIUCKYYHX KOCTIOMIB TOTO Yacy. Bij koHel Bumaranacs
0e3CTpalIHiCTh, MMOKIPHICTh, TapHA TIaM’SITh, CHJIA, IPUEMHA TIOAa49a, TBEPAICTh, PIBHUM TaJol, CTiike, aje
HE HACTIIBKU TPaBUIIBHE TOJIOKCHHS, K Y MIKUTBHUX KOHEH; piBHOMIpHICTE pyxy. He Tpeba Oymo mmyraru
MIKUTBHY 31Ty 31 CTIPaBXHIM XyJOKHIM MHUCTEITBOM: BOHH MaJIF TIOMITHY Pi3HHUITIO 1 TIPOTUJICKH]I TPUHITAITA
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MOTHBIB CBOIX Jiif; i1 4ac MIKIIEHOT 131H TiJIO BEPIITHUKA MaJIo OyTH CTIMKUM 1 TBEPIUM, Y XyAOXKHIH — JIETKAM
i cnputHUM. Buctyn malictepHoro HaizHuKa (Kunstreiter), OKpiM MOKa3y TIMHACTUYHHX BIIPAaB Pi3HOTO POIY,
MaB BiJI3HAUaTUCS MIMIiKOIO, IUTACTUYHUM TOaHHSIM, BUIOBUIIHICTIO, BIAUYTTSAM PUTMY Ta MY3UKH. XyHZOKHS
312 HaJIeKaja 10 BUCOKOTO MHUCTEITBa BEPXOBOI 1311 Yepe3 HaBUYaHHS 1 ICUXOJIOTIYHUI BIUIMB HA TYXOBHY
MIPUPOJLY KOHSI.

3ax0IUIeHO OMUCYIOYH aKpoOaTHUHy BHCTaBy ciMeriHoi Tpynu KHi y Binencpkomy Kapm-teatp B 1835 p.,
peIleH3eHT CIIeliaii3oBanoi TeaTpanbHOi TazeTn «Allgemeine Theaterzeitungy» mnmcas, mo OmaropomHe
TeaTpajbHE TAHIIOBAIbHE MUCTEUTBO (Him. theatralische Tanzkunst), ske NeMOHCTPYBaJOCS Ha 3BUYAWHIN
MOBEPXHI MiAJIOTH, CTUMYIIOBAIO ECTETUYHE 3a/0BOJICHHS JIMIIE MajJbOBHHYO-KPACHBUMH aTUTIOAAMU,
a SIKIO L€ MHUCTELTBO MPEACTABICHO HAa HE3BUYAWHIN OCHOBI, a caMe Ha MOTY3Li, TO 3aJO0BOJCHHS JUIS
po3ymy 000B’s13k0B0 Majio Oytu OinbinuM (Allgemeine Theaterzeitung, 1835). ¥V npomy BUMIaKy criocTepiraq
OTPHMYBaB BUJIMME NIEPEKOHAHHS B TOMY, IO JIFOJICHKE TiJI0, MOJIOHO JI0 JTFOACHKOTO PO3yMY, 31aTHE JI0 BUILOT
OCBITH, 1, 1110, 3aBASKH MPAKTHII, BOHO MOYK€ HaOyTH IJIaBHICTH 1 BIIEBHEHICTh B CBOIX pyXaX, SKi BUKJIUKAIU
3axomieHHs. Koiau gyxoBHa KynabTypa Oyna e B KOJIMCLI, MaJI0 yBaru NPUALISUIOCS MUCTELTBY aKTOPCTBA;
MiMaM OyJI0 JaHO iM’s TICTpiOHIB, KOMEIIaHTIB, i BOHH BBAYKAIHCS 3HEBAKIIMBOIO KACTOIO, i HABITH MICIA
cMepTi, yepes 3a00poHy OyTH MOXOBaHUMHM Y 3BHYAHHOMY MiCIli TIOXOBaHHS, BOHHM IIOBUHHI OyllM BiUyBaTH
3aranpHy 3HeBary. Lle Oyna OoCHOBHa NMpUYMHA YIEPEHKEHOTO CTaBJICHHS, YOMY OUIBILICTH iHTEJEKTYyasiB
JIUBWJIACS HA TIMHACTUYHE MUCTEITBO 3BEPXHBO 3 TOPJOBUTOIO 3apPO3yMUTICTIO. 32 MIpOIO TOTO, SIK (i3uuHa
KyJIBTYpa MaJia 37100yBaTH OUTBII ITUPOKY cepy 3aCTOCYBaHHS, a IHTEpEC 10 BUCTAB MaliCTEPHUX HAI3HUKIB Ta
OayraHcepiB Ha KaHATI MaB OTPUMYBATH IIIe O1IbIIE POIMIHUPEHHS, MO’KHA OYyJI0 CTIOAIBATHCSI, IO BOHU 3MOXKYTh
MIpEeTeHyBaTH Ha cTaTtyc MUTIHIB (xynoxHauKiB) (Eberhard, 1814, s. 7).

Opnaxk y apyriii nonoBuHi XIX cT. NpopUBY y BU3HAHHI LIMPKOBUX BUCTaB MUCTELITBOM HE BiaOyIoCs.

VY 1853 p. dinocod Ppingpix Teonop Pimep nopiBHIOBaB riMHACTUKY YaciB JaBHboi ['pewii 3 cyyacHuMHU
JUIi HBOTO BUCTYNaMH LMPKOBHX apTUCTiB. Ha #ioro QymKy, B JpeBHI 4yacu TiMHacTukKa Oyiaa 3aco0oM
PO3BHTKY JIIOACHKOI KpacH, sika, 4epe3 BUKOHAHHS PI3HUX BIpaB, 0E3MOCEPEHbO, MPEACTABIsIIA XydOKHI
MaTepianu, TpyIH, CIIeHH, 1, 0 JJaBHI TPeKH OyIr HECKIHUEHHO BUHAXIIJIMBUMHU B PI3HUX Irpax, skl CTaBaJn
MaJICHBKUMH BUTBOPaMM MMCTELTBA, OAHAK, 3 3aHENaJOM HaponHuX (ecrusaini, Oyna BTpadyeHa iX BHILA
(opma — HarioHanbHI irpu. ['IMHACTHYHI YMIHHS CTajH IOKa3yBaTH BEPIITHUKH, JKOHIJIEpH, aKpoOaTH 3a
rpoui. ['iMHacTHKa BTpaTHiia CBOIO €THUHY 3HAUYILICTh; BOHA CTaja PO3IIISIATHCS JIMLIE SIK BIpTYO3HICTh Tia.
CyyacHi akpoOaTH4YHi BUCTYIIM HE JIaBaJId Marepiany AJsl MECTEITBA, a IEMOHCTPYBAIX BUIOBUILE 1 JOCUTD
CBOEpIJJHE MHCTEITBO: T'MHACTHKY, SiKa HE CTAaBWJIa METOIO0 MOOYIOBH Tijla SIK OpraHy AyIIi i XapakTepy;
HATOMICTh caMOLLTIO Oysio cTBopeHHs x)uBoi ckyabnrypu (Vischer, 1853, s. 501-502). V pobori «Jlokrop
MTpayc i BroprembGeprep» (1938 p.), @. T. dimep nucas npo moeta, sIKWH OCIMiByBaB YapiBHE MUCTEITBO
akpo6ariB (nim. schone Kunst des Akrobaten), i B KiHIlI TBOPY BHOauaBCs 3a Te€, IO O0OpaB TEMOIO TaKHWi
«Hm3bKuit mpenmet» (Vischer, 1838, s. 66).

VY 1876 p. Binbsam bennapce B ece «KpacHi mucrenTsa Ta iX BUkopuctanus» (auen. Fine Arts and Their
Uses) mucaB, 110 B yCiX MHUCTEUTBAax iCHyBaja MEBHA HACOJIO[A, L0 BUXOAWJIA 3 BIAUYTTS TPYAHOLLIB,
i me Oyno jayxe odeBUAHUM B TaHIsX. «TaHmi 3 medamu» (awen. Sword-dances) abo «TaHIll 3 SUISIMIDY
(anen. egg-dances) 1 MomiOHI 710 HUX 3aBXKAM BUKIUKAJIM 3aXOIICHHS 1 OyJd MOMYJISIPHUMH, ajic BOHM HE
Hanexann 10 TaHIio, OCKITBPKHA BiH BBaXKaBCS KPAaCHUM MHCTEIITBOM, SIK 1 HE HAJIEKaIW 1 Ti TIMHACTHYHI
BHCTYTIH, 5IKi Oyinu mpocTo ckiaaaanmu i mikasumu (Bellars, 1814, p. 81).

Hanpukiami XIX cr. (1896 p.) ¢inocod Kapm VYoepxopcT Bim3Ha4aB BHCOKHN CTYMiHb PO3BUTKY
(i3U4HOT CIPUTHOCTI Ta MAiCTEPHOCTI, HABOASYM MPHUKIIAL TAHLIOPUCTIB, CTPHOYHIB, TIMHACTIB, aKkpoOaTiB,
eKBLTIOpUCTIB, (QoOKycHUKIB. JlocsSrHEHHs BepIIHHMKIB 1 MiMiB (wim. Kunstreiter, Mimiker) ctaBamm Bce
OUTBII YyJTOBUMH, 1 iX MalCTEpHICTh MPOAOBKYBaa PO3BUBATUCS PAa30M 3 PO3BUTKOM TEXHOJIOTI] HaBUAHHS
i onanyBanHs 1ux npodeciit (Ueberhorst, 1896, s. 17—-18).

BucnoBknu

HayxoBa mymka kinnsg XVIII Ta XIX cr. npupinsna yBary «IUpKOBUM» BUKOHABIISIM, OJTHAK HE CTaBHIIA
BUCTYIIM HalBIPABHIIINX aKpoOaTiB YM MalCTEPHICTh HAi3HUKIB Ha OJIMH €CTETUUHHUH PiBEHb 3, HANIPUKIIAL,
BUTBOpamMu Mikenankesno uu [ropepa, Mmy3ukoro Mouapra uu ["aiijna.

Bapto 3a3naunTH, Mo MomynspHe MUTaHHA NPO T€, Yu OyB «UIHpK» MUCTenTBOM y XIX cT. € He 30BciM
KopekTHUM. «L{upk» OyB MicIieM MpOBEIEHHS BUCTaB, TOOTO CIIOPYIOIO, i OUTBII MPABHUIIHHOIO € TIOCTAaHOBKA
MUTAHHS 4Y¥ Oy1M MHCTEUTBAMM Ti AMCLUUIUIIHM YW >KaHPH, SIKI NMPEACTABIUIMCS MiJ 4Yac LHUPKOBUX Ta
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TeaTpajlbHO-BUIOBUIIHAX BUCTaB. PO3MISHYBIIM Marepianyd HaBeIeHI y CTaTTi, aBTOp JIHIIIOB BHCHOBKY,
o aHi akpoOaTW4HI Ta aTIeTW4YHI BHCTaBU, aHI BEepXOBa I37a HE BHW3HABAJIUCS HayKoBIsMH y XIX cT.
aOCONIOTHUMH KaTeropisiIMU KPacHUX MHCTENTB, ajle¢ y HAyKOBOMY JHCKypcCi 0OroBoproBanacsi mpoodiema ix
crarycy Ta knacudikauii. Jlynana gyMka mpo Te, 1m0 aKkpoOaTH4YHI BUCTYNH BHMAarajid CHJIH, CIPUTHOCTI,
MaNCTEepHOCTI, BTIM HAroJONIyBaIOCs, 110 1l KpUuTepii He OyJu MijcTaBaMH JIJIs X BiIHOILICHHS 10 KaTeropin
KPACHUX MHUCTENTB. VII0Ccs Mie Ipo BiHOCHICTh Y IIbOMY ITHTAHHI.

SIKIT0 CHOTOAHI MU TOPIBHAEMO BUCTYITH CyY9aCHHUX MANCTPIB IUPKY 3 BHUCTYIIAaMHU apTHCTIB CEPEIUHHU
XX cr., sIKi Oy 3anucaHi Ha KiHOIUTIBKY 1 € JOCTYITHUMHU IS TIEPETvIsiLy, TO MU OApa3y M00a4nMoO 3HAYYIITY
PI3HUIIO B €CTETHIII X BHUCTYIIB. SIKIO B HAIl Yac y BUKOHABIIIB TIMHACTUYHHX 1 aKPOOATUIHUX HOMEPIB
MH CIIOCTEpIraeMo 1mo-0ajeTHOMY BUTOHUEHI JIiHiI, MIaCTHYHI PyXH, HAMaraHHs TPUMaTH aKTOPCHKUI 00pa3s,
1 Kpalll HOMEpU € BUJOBUIIHUMHU APAMATHYHUMH MiHI-BUCTaBaMH 1 BUTBOPAMH MHCTELTBA, TO Y BUCTYyIMax
APTHCTIB MUHYJIUX TIOKOJIIHB SIK PAITHCHKHX, TaK 1 3apyOiKHHX, IOMITHE HEXTYBaHHS JIOBEPILICHUMH JIHISIMHU,
3ITHYTI KOJTiHA Ta HEHATSATHYTI HOCKM Il YaC BUKOHAHHS TPIOKIB, KOHIICHTpAIlisl HA CaMOMY TPIOKY, IIO-
CITIOPTUBHOMY BiATOUCHI OJHOMAHITHI MPE3CHTAIliHI )KeCTH. | BUXOMSUN 3 IIHOTO, SKIO CIIPOOYBATH YSIBUTH
SIKUMH OyJTM BUCTYNH IUPKOBHX apTHCTiB y XIX CT., TO, OYEBHUIHO, IIO0 TOJIOBHOIO METOI0 BHCTYITYy OyIIO
Bpa3UTH CKIIAJIHICTIO TPIOKY 1 BHJIOBHIIHICTIO, a/KE caMe I[bOT0 YeKaja BiJl BUCTYIIB YMCIICHHA ayIUTOPisd,
sika 30Mpasiacs Ha IIUPKOBHUX Ta akpoOaTnyHuX BucTaBax. OTxe, CKIAAHICTh Oyia BaKJIMBILIOO 32 €CTETHYHY
Kpacy, i came IparHeHHs 10 HaJIMipHOTO YCKJIaJJHEHHS TPIOKIB 1 HEXTyBaHHS 00pa3oM CTaBajio EPEIIKOI0I0 IS
BU3HAHHS apTHCTIB IUPKY MUTIISIMH, a IX BUCTYIIB — KPACHUMU MHUCTEITBaMH. TakoX, HMOBIPHO, BUKOHABIII
TIMHACTHYHUX TPIOKIB HE CTAaBWJIM 32 METY BIJIITOBIAATH €CTCTUIHHM KPHUTEPIsAM 1 OUTBIIE TTeperManics THM,
SIK HaMO1IbIIIe 3IMBYBATH IyOITiKy 1 IEpEeBEPIINTH JOCATHEHHS KOJIET 1 KOHKYPEHTIB, aJKe BiJl IIOTO 3aJIe)KaB
3apo0iTOK, a 0TXKE MarepialibHe 3a0e3MeUeHHS.

CripoOu ITUPKOBHX 1 aKpOOATUYHHUX TOBAPHUCTB BiITBOPIOBATH MUCTEITBA YacCiB aHTUYHOCTI B CyYacCHHX
BHCTaBaX i HAMAraHHs yoCOOJIFOBaTH COOOIO I1i MECTEITBA HE OyJTH MEPEKOHIMBUMHU 1 HE 3HAXOIUIIN i ITPUMKHA
cepesl HayKOBIIIB, 1 TOAI0OHE HACHiyBaHHs OULIbIIC BUIISAIANIO SIK IMITAIlisl, HDK SIK CHPABXKHE BiIPOJHKCHHS
Tpaauiii. [leperntkomgoro Oyo HeraTuBHE CIPUWHSATTS CAMIX «ITMPKOBHUX) BUKOHABIIIB 1 X Karu 10 MaTepialibHOT
BHHATOPOIM 32 TIOKa3H CBOiX BHCTAB.

He € muBHIM Toii (hakT, 1m0 akpoOarnyai HoMepu y XIX CT. He CipuiiMaics iHTeIeKTyalaMH 1 HayKOBIISIMU
SIK BUTBOPW MHCTelTBa. Ha momiOHe BH3HaHHS MOTpiOeH OyB 9ac SK ISl PO3BUTKY CAMHUX MHUCTEITB, TaK
1 JUIsl 3BUKaHHS CYCIUIBCTBA IO TOTO, IO KOMEIIaHTH, IO SIKMX 3aBKIH CTABHIIUCS 3 MPE3UPCTBOM, MOIJIH
MPETCHAYBaTH Ha CTAaTyC PIBHUH BUIATHUM XyJIOKHHKaM, KOMIIO3UTOpaM, MOETaM Ta MHChbMEHHHKAaM.
[Ticnst cTOMITH HEMOBAXKJIMBOTO CTABJICHHS JIO0 KOMeaiaHTCcTBa, 3 1770 -Ti pp., 4aciB 3amoyarkyBaHHS BHCTaB
B Amdirtearpi Ectii y Barpeprnoo, akpobaru, »KOHITIEpH, aTJIeTH MTOCTYIIOBO MOYWHAIN BUCTYTIAaTH Ha apeHax
y BUCTaBaxX MOPYyY 3 HAI3HWKAMH Ta JCMOHCTPYBATH aTJCTHYHI Ta aKpOOATWIHI BUCTABH HA CIIEHAX MiCHKHX
TearpiB, CKIANAIOUM 3arpo3jMBy KOHKYPEHINIO U JpaMaTHYHUX Ta ONEPHUX TeaTpabHUX ITOCTAHOBOK.
[TocTynoBo miBUIIYBaBCsI SIK CYCITUTBHUAN CTaTyC BUKOHABIIIB, TAK 1 €CTETHYHUI CTaTyC MUCTEIITB Ta YMiHb, SKi
BOHU MPEACTABISIIN. Y MiChKill Ta cnenianizoBaniii mpeci Hanpukinni X VIII ct. perynspHo nucanucs peuensii ta
BIJITYKH, B SIKUX, 13 3aXOTUICHHSIM, OITCYBAJIHCS IIUPKOBI Ta akpoOaTH4Hi BUCTABH 1, Oe33arepedHo, BU3HABAIACS
MaicTepHicTh BUKOHABIIIB. OYEBUIHNM CTaBaB (aKT, 10 B KyJIBTYPHOMY TIPOCTOPi €BPOIH 3’ IBUIIOCS CYTTEBE
SIBUIIE, SKE, MIBUIKO PO3IMOBCIOMMKYIOUUCH CBITOM, 3HAXONWJIO NPUXUIBLHUKIB 1 TMOCTIAOBHUKIB CEpell ycix
BEPCTB CYCIJILCTBA, CTPIMKO PO3BUBAJIOCH 1 YPI3HOMAHITHIOBAJIOCH, TOCTABHUBIIH TIepe/l HAYKOIO MATAHHS 91
MOTPIOHO BBaYKATH «IIUPK» BUIIOM MHCTEITBA YH JIUIIIE BUJOBUIIEM i (JOPMOIO pO3Bary.
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IHUPKOBOE NCKYCCTBO B HAYUHOM | TTocnenos Omer AnekcanapoBud
JAUCKYPCE (KOHEIl XVIII-XIX BB.) | Acnupanum, Kuescxuii nayuonanvuwiii ynueepcumem
meampa, kuro u meneguoenus um. M. K. Kapnenko-Kapoeo,
Kues, Yxkpauna

Ilenp crarbu. MccnenoBarb CTaHOBJICHME U PAa3BUTHE LIMPKOBOIO HCKYCCTBA Ha 3allaJlHOYKPAMHCKHMX 3EMILIX
B cocTtaBe umiepun ['abcOypros, cienarh aHaIM3 CTETHUYECKONW PELENIMU [IMPKOBBIX MPEICTABICHUN U podeccuu
apTUCTOB LIMpKa B Hay4yHOU MbIcau B KoHLE X VIII — B reuenue XIX B. u onpezenenre, Ha OCHOBE POaHAJIM3UPOBAHHBIX
MaTepHaoB TEPBOMCTOYHHMKOB, IPABOMEPHOCTH OTHOHIEHHS LUPKOBBIX BBICTYIIIEHHH K KAaTETOPUH H3SIIHBIX
UCKycCTB. JIJIl TOCTHXKEHHS MOCTABIEHHOW LIENH, MPUMEHEHBI CIEIYIOIINE METOABI UCCIEN0BaHMs: METOJ KOHTEHT-
aHaJM3a, MCTOPHKO-CPABHUTEIBHBIA, TeOpeTHdyeckoro o0000meHns. HaydHass HOBHM3HA 3aKiIIOYaeTcsi B TOM, YTO
BIIEPBbIC B HAYYHOM JMCKYpCE, OMUPAsICh Ha HAay4HbIE pabOThI MO AcTeTHKE U (hritocopun nckyccrsa apropo X VIII —
XIX BB., MpoaHaIM3UPOBAHbI HAYYHOE BOCHPHUSITHE HUPKOBBIX BBICTYIUICHHN U MPOPECCUU IIUPKOBBIX MCIOIHUTEICH,
cZleJIaHa ITOTIBITKA OIPEENIEHUs] MECTA U CTAaTyca UPKA B HAYKE W KyJbTYPHOM ITPOCTPAHCTBE UCCIIENYEMOTO ITEPHOA.
B BBIBOZAX OTMEYAETCs, YTO, HECMOTPS HA TO, YTO LIUPK SIBIISIETCS KYJIBTYPHBIM SBIEHHEM, B HAYYHOM JIUCKypCE, HU
OIIHO U3 HCKYCCTB, KOTOPBIE ITPEACTABIISUINCH Ha apeHe, HE MPU3HABAIOCH a0COIIOTHON KaTeropruel M3sIIHBIX HCKYCCTB,
OCHOBHBIMH NPUYMHAMHU YEro OBbUIN, BO-TIEPBBIX, YCTOSBIIEECS MPEAB3SITOC OTHOUIEHHE B OOIIECTBE K KOMEIHAHTaM
Y IUPKOBBIM apTHCTaM M, BO-BTOPBIX, HECOOTBETCTBUE COJCPIKAHUS M COACPIKATEIBHOCTH aKpoOAaTHYEeCKHUX IOKa30B
TOTJIAIIIHUM 3CTETUYECKUM KPUTEPHUSIM.

Kniouegble cnoea: UpK; LIUPKOBOE HCKYCCTBO; LIMPKOBBIE aKpOOAThl; LIUPKOBbIE HAE3AHUKHU; ACTETUKA LIUPKOBOTO
HCKyCCTBa; GUI0COGH IMPKOBOIO HCKYCCTBA; M3SILIHBIE HCKYCCTBA.

CIRCUS ARTS | Oleh Pospielov
IN SCIENTIFIC DISCOURSE | PhD Student, Kyiv National I. K. Karpenko-Kary Theatre,
(LATE XVIII-XIX CENTURIES) | Cinema and Television University, Kyiv, Ukraine

The purpose of the article is to study the formation and development of the circus art on Western Ukrainian territory
as a part of Hapsburg Empire; to analyse the aesthetic reception of the circus performances and the profession of the circus
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performers in scientific thought at the end of the 18th — during the 19th century; and to determine, on the basis of the
analysed materials of the primary sources, the legitimacy of the relation of the circus performances to the category of fine
arts. To achieve this purpose, the following research methods have been applied: the method of content analysis, historical
and comparative, the method of theoretical generalization. The scientific novelty lies in the fact that, for the first time in
scientific discourse, relying on the scientific works on aesthetics and the philosophy of arts by authors of the 18th — 19th
centuries, the scientific perception of the circus performances and the profession of circus performers is being analysed.
The place and status of the circus in scientific and cultural space of the studied period is determined. The conclusions
indicate that, despite the noticeable nature of the circus as a cultural phenomenon, in the scientific discourse, none of the
genres, presented at the circle, have been recognized as an absolute category of fine arts. The main reasons for that were,
firstly, the preconceived public attitude to the comedians and the circus performers and, secondly, the discrepancy of the
content and integrity of the acrobatic performances towards the aesthetic criteria of the time.
Keywords: circus; circus arts; circus acrobats; circus equestrians; circus art aesthetics; circus philosophy; fine arts.
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Mera fociipKeHHsI — 3°sICyBaTH B3a€MO3B’ 130K HApOIHO-TAHIFOBAIBHOTO I TeaTpabHOTO MUCTENTBA Y BiATBOPCHHI
Xy/I0XKHBO-CIIEHIYHOi 00pa3HOCTI BHcTaBH (Ha 0a3i apXiBHHX MaTepiajiB, CIOTaiB Cy4acHHUKIB TOIIO), 110 3a(iKCOBaHO
B TBOpUOCTI BHMJATHUX MaWCTpiB cleHHM — kopu(eiB ykpaiHcbkoro tearpy M. CamoBchkoro, M. KpomusHuikoro,
1. Map’sinenka, 1. Cakcarancwkoro, M. 3anbpkoBelbkoi, xopeorpadis X. Hixkuncekoro, B. Bepxosuniist, M. Cobons Ta
iH. MeTonmu ToCIiKeHHS: MUCTELITBO3HABYHH, ICTOPUYHHUH, KOMIApaTUBHUI, M0 3a0€31eTyIOTh 3 ICYBaHHS CIICIIH(IKT
PO3BUTKY YKpaiHCBhKOi HapomHOi Xopeorpadii B KOHTEKCTI TeaTpaJbHOTO MHCTENTBA Ta BHSBICHHS OCOOIUBOCTEH
i€l OpraHiky ITiJ 9ac CTBOPEHHS XyIOKHbO-00pa3HOI CTPYKTYpH CLEHIYHOTro JiiicTBa. HaykoBa HOBHM3HA pe3yibTariB
JIOCITIJPKCHHSI TIOJISATAae B TOMY, IIIO BIIEPIIE OCMHCIIOETHCSI B3aEMO3B’SI30K JIBOX BUJIIB CLICHIYHOTO MUCTEITBA — TE€ATPy
i xopeorpadii, 1110 1a€ 3MOTY BHCBITIMTH 0araTorpaHHiCTh TaHIIOBAJILHOTO MUCTEITBA, BIIKPHBAIOUN HOBI EPCIIEKTHBU
fioro po3sutky. Bucnosku. HaponHa xopeorpadist € CHHTETHUHHM MHUCTELBKUM SIBUILEM, TICHO OB’ SI3aHUM 13 TEaTPOM.
Moro anai3 iae miacTaBu BECTH MOBY PO T€, IO IPOTATOM 6araThoX POKiB Ha TeaTPaIbHHUX IiAMOCTKAX COCTEPiraBcs
MTOCTYTIOBUI TepexiJ Bill OKPEMHX TAHIIOBATHHUX EMI30MIB y MY3WYHHX 1 MY3WYHO-APaMaTHYHAX BHCTaBax 0
PO3TOPHYTHX TAHIIOBAIEHUX KAPTHH, BOJEBLICH 1 CBOEPIIHUX CIIEKTAKIIIB-JUBEPTHCMEHTIB. L{e cBiquuTh TIpO TE, 110 Ha
CIIeH] HAIIOHAJIBHOTO KJIACHYHOTO Tearpy po3BUBAJAcs HE JIMIIE YKpaiHChKa HApOIHO-CIIEHIYHa Xopeorpadis sk Horo
OpraHiyHMH CKJIQ/IHUK, ajie i TOCTAaHOBOYHE PEKHCEPChKO-0alleTMeiicTepChke MUCTEITBO. Y TBEPXKYIOUUCH Y CBOIX ABOX
MaiiKe NMPOTHIISKHUX TEHJICHIISX — MIUPOKIN Tearpaizalii HapoIHOro TaHII0 M NEepPeHEeCeHH] Ha CLeHY He3aiiMaHHUX Horo
3paskiB, yKpaiHChKa CIIEHIYHA XOopeorpadivyHa KyJIbTypa MOCTYIIOBO BHSBIISE BIACHI CTHUIIBOBI OCOOIMBOCTI, BOIHOYAC
B32€M030araqylounch, BOHAa TIOMITHO BifdyBae Ha c0o0i OJarOTBOPHMI BIUIMB TE€AaTPAIHHOTO MHUCTEITBA, IO BiIKPHBAE
HOBI IIUISIXH TTPO(ECIOHATBHOTO PO3BUTKY.

Kniouosi crnosa: cuHKpeTH3M; Xy/IOXKHBO-00pa3Ha CTPYKTYpa; JpaMmarypris; HapOJHO-TaHIIOBAJIbHE MHCTEITBO;
xopeorpad; kopudei ykpaiHCBKOTO Tearpy.

Beryn

KowmrinekcHe siBUIle — yKpaiHChKe CIIEHIYHE MHCTEITBO BBiOpasio B cebe TearpaibHe, XopeorpadidHe,
My3U4YHE Ta 1HIII HOro BUIH, SKi MOBHOIO MIpOIO CHIPHUSIOTH PO3KPUTTIO XYIOKHBOI 00pa3HOCTI CTPYKTYpH
TBOpY Ta ioro npamaryprii. HuHI muTaHHS CHHTE3y IHMX BHJIB MHUCTELTBA 3aJHMINAETHCS 1032 YBaroro
BITYM3HSHUX HAyKOBI[B, KYJIBTYPOJIOTiB, MHCTEITBO3HABIIIB 1 MOTPEOYIOTh HAyKOBO-MHCTEITBO3HABYOTO
JnociipkeHHs. bararo marepiaiiB 3 icTOPii TOrOYaCHOTO YKPATHCHKOTO MY3HYHO-/IPAMaTHYHOTO TeaTpy, KOTpi
30eperuics B apXiBax 1 (poHIaX HayKOBUX 010Ti0TEK, ImIe i J0Ci HAJIeKHO HEe JOCIiIKEHI.

HaykoBux mociikeHs 3 03Ha4eHO1 MpoOIeMaTHKY Y BITIYM3HAHIHN icTopiorpadii maibke He icHye. Ormsin
JTEpaTypHu, MPUCBIYEHOI BUBYCHHIO TIIHMOMHHUX BHUTOKIB HApPOIHO-CIICHIYHOI XopeorpadidHol KyIbTypH
3acBiguYye, 0 MUTaHHS, 3asBJICHI B HA3B1 HAYKOBOTO JIOCIIiPKEHHSI, IUIIe (hparMeHTApHO IPUBEPTAIIN yBary
BITYM3HSIHHUX HAyKOBI[IB. AHAJII3yI04H X, JOCHIHKEHHS BApTO YMOBHO IOIIIMTH Ha ABA MEPIOAN: paisHCbKUT
1 TOCTPaITHCHKHUHA. 30KpeMa, 3a paisTHChKUX YaciB 3’ IBUJIOCS YAMAIIO CTYIIIH PO CTAHOBJICHHS Ta PO3BUTOK
HAPOJIHO-CIICHIYHOTO TAHIFOBAJIHHOTO MUCTEIITBA, TIOB’SI32HOTO 13 TBOPUOIO pOOOTOI0 KOpH(DEiB yKpaiHCHKOTO
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TeaTpy, a TaKOK MepHINX YKpaiHCBKHX XopeorpadiB-TIOCTAHOBHUKIB HAPOAHHMX TAHINB Y (POIBKIOPHHUX
KOJIEKTUBaX 1 TeaTpallbHUX BHCTaBax. Ane Oumbmiicts nocminHukiB (B. ABpamenko, B. BepxoBuHenp,
O. Bopomnaii, P.Iepacumuyk, B.I'nariok, A.I'ymentok, M. Ipinuenko, K. Ksitka, @.Konecca iiin.),
aHaJi3yI0Yl HapOJHO-TaHIIOBAJIbHE MUCTEITBO, BUBYAIN HOTO MEPEBAKHO B iICTOPUKO-ETHOTpadiuHOMY Ta
(honbKIOpHOMY acmekTax. Y MoCTpaJsHChKUHN Nepio]] HayKOBO-IOCHiHY POOOTY 3 MUTaHb TEOpii Ta icTopil
YKpaTHCHKOTO HAPOTHO-CHEHIYHOTO XOpeorpadigHoro MHUCTENTBA MPOAOBKIIIA BITYM3HSHI HAYKOBII —
A. Isanunpkuit, K. banor, I. bopumceka, O. birye, [1. Jlemkis, 1. Kianep, C. Jlerka, €. Poii, B. JIutBuaeHko,
O. Ilomna, B. lllkopiHeHKO, 3 MUTaHb YTiJIEHHS Bi3yaJlbHO-CIIEHIYHUX 00Opa3iB i MUTAHHSAM Tearpaizarlii
YKpaTHChKUX HApOJTHUX 00psiB, 3BuuaiB i Tpanuiiii — O. boiiko, K. Bacunenko, A. [{pochk Ta in. [Iparmi mux
JIOCTITHUKIB CTAIA BOKIMBUM CKJIQJIHUKOM MUCTEITBO3HABUOIO 1 KYJIETYPOJIOTIYHOTO HAYKOBOTO IIPOCTOPY.

Merta crarTi

Merta AoCHiKEHHS — 3’5ICyBaTH B3a€MO3B’ 30K HapOIHO-TaHLIOBAJIBHOIO H TeaTpaJbHOI0 MHUCTELTBA
y BiITBOPEHHI XyI0’)KHBO-CIIEHIYHOT 00pa3HOCTI BUCTaBH (Ha 0a3i apXiBHUX MarepialiB, CIIOra/liB Cy4YacHHUKIB
TOILIO), 110 3a(hiKCOBAaHO B TBOPUYOCTI BUJIATHUX MalCTPiB cleHU — kopu(eiB ykpaincskoro Tearpy M. Illenkina,
M. CanoBcbkoro, M. Kponusauiskoro, I. Map’sinenka, 1. Cakcarancskoro, M. 3aHbkoBelLIbKO1, XOpeorpadin
X. Hixxuncekoro, B. BepxoBuniis, M. Co6onst i A. XKykosa i iH.

Buxiaan marepiany gocaigxeHHs

VYkpaiHCbKUH HapOAHMH TaHELb MOXKHA MOOAYUTH B CLEHIYHUX BapiaHTax HE JUIIE Ha MiAMOCTKaXx
y CLCHIYHHMX OaJIeTHHX 1 ONEPHUX BHCTaBaX, ajie U y TeaTrpalbHUX MMOCTAHOBKaX MY3WYHO-IPaMaTHYHHX
TeaTpiB OMEPETH, Jc BiH € HEBIAUILHUM CIICHIYHUM aTpUOyTOM Y PO3KPHUTTI CIOKETHOI Aii, TpaMaryprii Ta
XyJIO’HBOI 06Pa3HOCTI XapaKTepiB repois BUCTaB. HMoro (popMyBaHHS Ta PO3BHTOK € CBOEPIIHOKO MIKOIIOKO, IO
Jla€ MOSICHEHHsI 0araThoM SIBUIIIAM y MHCTEITBI HAPOAHOT Xopeorpadii, sike Oyso i 3aUIIAEThCS BTIICHHSIM
He JIMIIIE MyIpOCTi Hapoay 1 HOro AyXOBHOI KpacH, aje i >KUTTEBOI CUJIM Ta HALIOHAJIBHOI'O XapaKTepy.

CTOCOBHO TIEpPIIOOCHOBH HAITIOHAJTBFHOTO XOpeorpadiqHOro MUCTENTBa Tpeba BIAMITHTH, IO BXKE Ha
paHHIl cTaJlii CTAHOBJICHHST BOHO TI0YAJIO BiANIYKYBAaTH CBOE Miclle B HaicTapimmx ¢opmax tearpy. Lle moxHa
MIPOCTEIKUTH, aHAI3yI0YM BUCTYIIH CKOMOPOXiB, poOOTYy HIKIJILHOTO TEaTpy, a TAKOXK B PI3HUX OanaraHHUX
(hopMax i1 yac MPOBEJCHHS IPMapKiB, JIe BOHO HECIIO B COOI PO3BaXKaJIbHUM 3MICT 1 B TOM e Yac CIPHUSIIO
YTBOPEHHIO MEBHUX XapakTepHux oopaszis (lomeiizoBckuii, 1964, c. 25-28). lo 11poro BapTo A0xaTH, IO IS
KaTeropis ByJIMYHUX apTHCTIB HE JIWIIE MOIMYIsSpHU3yBajia TaHIIOBAILHO-MIICEHHNH 1 My3WYHUI (OIBKIIOP,
ajie W CTBOPIOBajia Oro HOBI (POPMHU, TPHIIEILTIOIOUN CUMIIATIi 10 HAPOJAHHUX TAHIIIB, CIIOBHEHUX TYMOPOM
1 BECEJINM KapToM.

Came B HbOMY MOKHaA OyJ10 TIOOQYUTH €JIEMEHTH aKTOPCHhKOI MAaHCTEPHOCTI ¥ TaHIIOBAJIbHO-IICEHHOT
Ta My3U4YHOI IMIpOBi3alii, sika 4acTO MiCTWJIa €JeMEHTH TearpailbHOi maHToMmimu. Lle nmae mimcraBu
BECTH MOBY MpO Te, IO BXE B PaHHIX TeaTpaibHUX (opMax MpPOCTEKYETHCS TICHUHM 3B’SI30K TAHIIO
I TeaTpaJbHOTO0 MHCTEITBA B CBOEPIIHUX TeaTpai30BaHUX MOCTAHOBKax. Y HHX, CEpej 1HIIOro, MOXKHA
MoOaYNTH ¥ POMAHTHYHI, IpaMaTHYHI Ta JIPUYHI CJIEMEHTH TeaTpai30BaHO-TAHITIOBAIILHOTO (OIBKIOPY,
3 JOIOMOTOI0 SIKOTO CTBOPIOBAJIMCS IMITPOBI30BaHI CIICHKH — IHTEpMeEZil B Pi3HOIUIAHOBHX CIICHIYHHX
niricrBax (Poi, 2015, c. 24-26).

HoBuMm eramom y po3BUTKY HapoOIHO-CIIEHIYHOI Xopeorpadii cTaja mosiBa HapOAHO-TAHIIOBAILHOTO
MHCTELTBA Ha CLEHI ONMIEPHUX, My3UYHO-IpaMaTHYHHUX Ta 1HIINX TeaTpalTbHUX KOJICKTUBIB. Y HUX €MOLiHHO-
HaCHAXCHU ICKPOMETHUN YKPATHCHKUI TaHEIlh YaCTO CTABaB OKPACOIO CIICKTAKIIIB, 1[0 MaB BEJIUKUN yCITIX
y TIsAa4iB, 0COOMMBO TiJ Yac racTpojield yKpaiHChKUX TearpainbHux Tpymn y lletepOypsi, MockBi Ta 3a
kopmoHoM. Tak, ractpomoroun B Ilaprmki y 1893 p., ykpaincbka TearpanbHa Tpyma 1. Jlepkada mokaszana
BuctaBu «Hazap Cromons» i «Haramka I[lontaBka» 3 BOKaJdbHO-TAHITIOBAJIEHOIO KapTHHOIO «BedopHUII»
I1. HimuHChKOTO, Y SKHX TaHEIhb CTaB HEBiJ €MHUM aTpUOyTOM ApaMaTHYHUX KOJNIi3iH ITUX CIIEKTaKIIiB.
[mspaupky aynuTopito ocoONMBO Bpa3wiid YKpaiHCBhKI TaHLi B CIaBHO3BICHOMY crekTakii «Haraika
[TosrraBkay, mpo 110 Mucaja ToroyacHa pociiiceka npeca (Hosoe Bpemsi, 1893, 6 rpynHs).

VY nocuth pi3HOMaHITHIHM, 4acoM CTpPOKAaTiii TBOPUOCTI XxopeorpadiB-MOCTaHOBHHUKIB, SIKi MpAIIOBAIN
B DpI3HUX TeaTpaJbHUX KOJEKTHBaxX, 30kpema B Tpymax M. Camoscekoro, II. Cakcarancpkoro Tta
M. KponuBHHIIBKOTO # iH., yoke Ha Mexi XIX—XX cT. BUpa3HO HAMITHINCS JBI TCHICHIII BUKOPHCTAHHS
B HUX YKpaiHCbKUX TaHLiB. [lepia 3 HUX, NpUXUIBHUKOM sKoOi OyB X. HiXKHHCBKHUI, 1TOB’sI3aHa 13 MparHeHHAM
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o ixX sicKkpaBoi, TEXHIYHO YCKJIQJHEHOI TeaTrpaiisamii i BUIBHOI CIIeHIYHOI iHTepriperamii (QOoIbKIOPHUX
3paskiB. 3aificHIOOYH pazoM 3 M. KponuBHUIIEKEM 1ocTaHOBKHU onepu «KarepuHa» M. Apkaca 3a ToeMoro
T. I llleBuenka, X. Hi>KUHCbKMIA 4yZOBO MOCTABUB PO3TOPHYTY TAaHLIOBaJbHY KapTHHY «Kozak», y sKii
3 0COOJIMBOIO TOBHOTOIO PO3KPHB BIacHE OaueHHs CIIEHIYHO1 IHTepIIpeTanii yKpaiHChKoi HapOAHO-CLIEHIYHOT
xopeorpadii. [pyra, siky npejicrariss B. BepxoBuHels, HaBnaku, nepejodavana a0aiiivMBe MepeHSCEHHs
Ha TeaTpajibHy CIIEHYy HEe3MIHHHMX 3pa3KiB HallloHAJILHOI HAapoIHOI Xopeorpadii 3i cTapaHHUM 30epeKeHHS
MaHepH BUKOHAHHS KO)KHOTO TaHLIOBAJIbHOTO €JIEMEHTA.

[Touarox XX cT. XapakTepu3yeTbCcsli THUM, W0 B MY3WYHO-TE€ATPAJIbHUX KOJEKTUBAX YKpaiHU
CIIOCTEpITatOThCsl 3POCTAarOUi TEHJEHINI 70 Tearpamizaliii W TEXHIYHOTO YCKIIATHEHHS TaHIFOBAaJIbHO-
IUTACTUYHUX €JIEMEHTIB, sIKi BAKOPUCTOBYBAJINCS B PEKHCEPCHKO-IIOCTAHOBOUHIN po0OTi criekTakiiB. OnHuM
i3 MPEeICTaBHMUKIB TOMYJSIPU3alii [bOT0 HANpsIMy TaHILIOBAaJHHOTO (ONBKIOPY B TeaTpajlbHUX BHCTaBaX
O0yB M. Co0oiib, IOCTAHOBKH SIKOTO TIPABWJIM 3a 3pa3ok Juis OajeTHuX xopeorpadis, KOTpi MpaioBaju
3 TearpanbHMU Tpynamu. llonpasna, cepen HUX Oyii i TOCTAHOBHHKH, KOTPI MEXaHIYHO TIEPEHOCHITH OKPEMi
MIPUMITHBHI TaHITIOBAJIbHI KOMITO3HIII{ 3 BUCTaBH Y BUCTABY 1 THM CAaMHUM BiIpUBATHN YKPATHCHKUAN CIICHITHUH
TaHeIp BiJl HOTO HAPOTHOI NIEPIIOOCHOBH, 3aMIHIOIOYN HApOIHO-XopeorpadiuHi pyxu HaOOpOM BHUPAa3HHUX Ta
e(eKTUBHHUX TaHLIOBAJIILHUX TPIOKiB. IIpo 1i 1iceBAOHApOIHI TaHIIOBaIbHI KAPTHHU TeaTPaIbHUX CHEKTAKIIiB
3 00ypenHsM rucaB komro3utop K. CrereHko B 0/1HiH i3 cBOiX TearpasibHux peniensiii (Pana, 1909, 20 mumnHs).

[IpoTe, eBOMIOIIOHYIOYH, YKpaiHChKE HAPOAHO-TAHIIOBAJIbHE MHUCTEUTBO BIIEBHEHO HAOWpPano CHIIH,
MOCTYIIOBO BCE HIMPILE 3asiBIISIOUN MPO cede, OKPIM OMEpHHX, IIe W Yy My3UYHO-JPaMaTUYHUX BUCTaBaX
HaIIOHAJIEHOTO KJIACHYHOTO Tearpy. B HhOMY yKpaiHCHKHI TaHEIlb, K HEBiJ €EMHHUIN CKIATHUK XyI0’KHBO-
LITICHOT CHHTETUYHOI TeaTpasibHOI Mii, CTa€ MPOMOBUCTUM 3aCO00M PO3KPHUTTS i/1eHfHO-00pa3HOTO 3MICTY
CIIEKTAKITIO Ta 00Pa3HUX XapaKTePiB MEPCOHAKIB.

OnHOYacHO 3 PO3BUTKOM YKPaiHCHKOTO KIIACHYHOTO Tearpy, HOro peKUCypH i aKTOPCHKOTO BUKOHABCTBA,
YTBEPIKCHHSIM TIIHOOKO HAPOIHOI €CTETHKH BiIOYBa€THCS CKIaJHHM, YaCOM JOCHTH CYNIEPEUIMBHMA MTPOLEC
(hopMyBaHHSI CTHJIBOBHX OCOONMBOCTEH 1 (OpM HalioHAIBbHOI HApOAHO-cLEeHIYHOi Xopeorpadii. Kopudei
ykpaiHceKkoro Tearpy M. Cagosebkuii, M. KporuBannpkuii, [1. Cakcarancekuid, M. Crapuiipknii Ta iXHi y4uHi
YyJI0BO 3HAJIU I TOCTIMHO BUKOPUCTOBYBAIM OaraTioli NepauHH yKpPaiHChKOI0 HAPOAHOTO TaHIII0, MalCTEPHO
MIEPEHOCSIYM HOro 3pas3Ku Ha CLEHy W TakTOBHO ix TeaTpanisytoun. Came 3 IXHBOIO TBOPUICTIO IEBHOIO
MIpOIO MOB’SI3aHUI EBOJIIOLIHHUI PO3BUTOK TEATPai30BaHOTO HAPOJHO-CIEHIYHOTO TAHIIO SIK CKJIaJHHKA
yKpaincekoro xopeorpadiynoro mucteursa. ¥ Kuesi, Xapkosi, [Tontasi, €nucaBerrpaai Ta iHIIMX MicTax
3 YCHIXOM MPOXOAWJIM i BUCTAaBU KIACHKIB, Y SKMX TaHElb BJAJIO JONOBHIOBAB PO3TOPHYTI Mi3aHCIICHH,
BiJITIHSIOYH THITOBI KAPTHHU TOIOYACHOTO YKHUTTS Ta PO3KPUBAIOYH 00pa3Hi XapaKTepH 3a iTHIUX TePCOHAXIB
BrcTaB. Kpim TOT0, BiH OpraHivHO BIHUCYBABCS B KOMIIO3ULIIWHY CTPYKTYPY CIIEKTaKIII0, TIOXKBaBIIOIOYN HOTO
(bopumcrka, 1974, c. 12).

CTBOpEHI 3 IOTOMOTOTO TAHITIO XyJ0KHBO-CIIEHIYHI 00pa3H, 3 OAHOTO OOKY, 1aBaJii TIOBHIITY, 00’ €KTUBHY
KapTHHY PEajbHOCTI, a 3 IHIIOr0 — PO3KPUBAIH CyO’ €KTHBHE, IHIUBIAyaIbHE OadyeHHs ii apTHCTOM, TOOTO Te,
IO CTBOPIOETHCA B TPOLECT XyAOKHBOTO y3arajJbHEHHS Yepe3 1HAMBIAyaIbHy HENOBTOPHY (OPMY CLIEHIYHOTO
MHCTeNTBa. M0ro 4acTo BHKOPHUCTOBYBAIM 3HAHi TOroyacHi MaiiCTpH TeaTpalbHOI CLEHH, 30KpeMa TaKi,
sk M. 3anpkoBenibka, [. Bopucormioebka, 1. Map’saenko, O. [TonsiHchkuii. CBill sickpaBuii camMoOyTHIH
CIOKETHO-TT00YTOBHI TaHEIIb, Y SIKOMY PEXKHCEPU 9acTO OYJIH HE JIUIIEC BUHAXIUTMBUMH TI0CTAHOBHUKAMH, ajie
11 OJIMCKy4HMHU BUKOHABIISIMH, BOHU HEOZHOPA30BO AEMOHCTPYBAJIM TAHIIOBAJIbHY BIPTYyO3HICTh HA CLICHIYHUX
migMocTKax pizHuX TearpiB (X. HixkmHchkmii, M. CanoBchbkuit), miepenarodn ii B JIEII0 TeaTpali3oBaHil
¢opmi. Tak, cTBOpEeHi 3 IOMOMOIOI0 TAaHIIOBAIBHUX MIi3aHCLEH XyAOKHBO-CLEHIUHI 00pasy, HampHKiIa,
y m’eci «Pi3nBsHa Hiu» B [loaTaBcbkoMy Ta €1ucaBeTrpacbKkoMy MY3HMYHO-ApaMaTHUYHUX TeaTpax, Isaadi
mo0aumIIM BHINYKaHI KOMITO3UIIIHI PeXHCEepChKi MOOYIOBH, /€ BHHAXIAJIMBO CIDIITATUCS TaHIFOBAJIBHI
IJJACTUYHI 3aMajbOBKM, OOapBIIEHI €JIeMEHTaMH YKPAiHChKMX XOpPOBOIIB 3 PO3BUTHM JpaMaTyprii mii.
3i6pani i 00pobieHi B. BepxoBuHIIeM Kpallli 3pa3ku TaHIIOBAIEHOTO (POIBKIOPY OyiIM OPTaHIYHO BBEICHI
B 3rajaHuii BUIE CIEKTakiab. Lli pi3HOMaHITHI, HACHYCHI HApPOMHO-TAHITIOBAIHHOIO JIEKCHKOIO CIICHIUHI
emizo1M MOXKHa OyII0 TaKoK 1OOAYNTH 1 B IHIIMX BHCTaBax IHUX yKpaiHChkuX TearpiB («Haranka [TonraBkay,
«Hazap Cronomnsi»).

CuHTE3yI04H eJIEMEHTH JPaMaTU4HOTO JiCTBa 3 MiCEHHO-MY3WYHUM MHUCTEUTBOM, HapOJHUH TaHEUb
[I0YaB BIJATBOPIOBATH Ha TeaTpPaJbHUX IIIMOCTKAX TOHKI ICUXOJIOITUHI HIOAHCH, CIIPHUSIOUM IT1JIBHIECHHIO
EeMOITIHHOCTI CIIEHIYHOI il Ta JOIMOMAararoud TOCATTH XyJOXKHBOI JOCTEMEHHOCTI B 300paykKeHHI MO T
gac PO3KPUTTS MOBCSIKICHHUX €ITi30/iB JKATTS Pi3HUX NPOIIAPKiB HACEICHHS BIATBOPIOBAHUX y BHUCTaBax
(CranimeBcokuii, 1957, c. 77).
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3aKpilUTIOIOYMCh HAa CIIEHI MY3WYHO-JApaMaTHYHUX TearpiB, YKpailHChKUW HApOJHWN TaHENb MOMITHO
CHpUSB OUTBII SICKPaBO-EMOIIIHIA BUIOBUIIHOCTI CIEKTAKIIB MPU BIATBOPEHHI iX JpamaTypridyHOI KaHBH.
Haounum ninTBepkeHHSIM IBOTO € TBOpYA IisUIbHICTh KopHudeiB ykpaiHChKoro Tearpy. B ixHix BucTaBax Oyino
YMMaJI0 HOBATOPCHKUX 1M, OB’ A3aHUX 31 CTBOPEHHSM PO3TOPHYTHX TAHIIOBAJbHUX CHEHIYHUX KapTHH, II0
CBIIYMJIO PO PO3YMIHHSI MOCTAaHOBHMKAMHU W BUKOHABISIMH TPAAWIIA HA[IOHAILHOT My3HYHO-TEaTpaabHOI
1 TaHIOBaIBHOT KynbTypH. Lle ¢eHoMeHanbHe sBHIE OCOOIMBO MPOSIBISUIOCS B MAcOBHX TaHIIOBAJIBHUX
KapTHHAX, 30KpeMa y BUCTaBi «Malicbka Hiuy 3a moBicTio M. ['oroms. [TapomiiiHo ryMOpHCTHIHOTO 3a0apBIICHHS
HaOyB 1 crBopenmnit M. CagoBchkuM pazom 3 B. Bepxosuniiem «Tanels rpariit», moOynoBaHAN Ha JTIBOYMX
TaHIFOBAILHUX TaHKax B «Ereini» 3a I. KoTnsipeBchkuM, MOCTaBIEHUI TBOPUOKO TPYIIOKO HOTO TeaTpy.

Kpim Toro, y Tearpi M. CazmoBcbkoro B chekTakii «3amopoxenb 3a [lyHaem» HUM OyB BBeACHHI
TAHLIOBAIBHUN €Mi301, JIe aKTOp, CTBOPIOIOYM XYyAOXKHiM 00pa3 CBOTO MepcoHaXka, 3yMiB HE JIMIIE
MITOPSIKYBATH «TOYHI KOTII» HAPOJIHUX TAHIIIB ICKPABO KOMEIIHHOMY i TOCTPO CATUPUUHOMY PEIKUCEPCHKOMY
pIllICHHIO, ale W HaJaTH TaHIIOBAJILHUM KapTHHAM BHCTaBH BUPA3HOI XapaKTEPHOCTI, PO3KPUTH iX depe3
OKpEeMi PUCH CBOTO TiepcoHaXy. [[inTBepIKEHHSIM IIHOTO CIIYTYIOTH CIOTaN CYYaCHHUKIB, sIKI Bil3HAYAIN HE
JIUIIEe BUCOKY MalCTepHICTh MHUTII, alie ¥ TaHIIOBAIbHY, CTBEpKYro4H, o M. CanoBchkuil B I1ill BUCTaBi
«HACTIJIbKH OPUTiHAJIILHO BUKOHYBAB «KO3a4OK», 1110 PIBHUX HOMY B LIbOMY He 0yI0, a BCi HOro TaHIIOBaJIbHI
PYXH XapaKTepU3yBaIUCs aBTEHTUYHOIO TIACTHUKOIO, KOTPY MOXKHA OyJ0 CHOCTEpiraru B CepeoBHILI HOTro
crieHiuHoro reposi» (Map’siHenko, 1964, c. 157).

VKpaiHCHKMI HapoOJHWIA TaHElb y WOro TeaTpalbHOMY BapiaHTi OyB XyJOKHBO-OOpa3HHM, TITHOOKO
EMOIIIfHAM 1 OaraTUM CBO€IO0 BHPA3HICTIO, HAJTAIOYH HOMY 1 BUCOKOI MUCTEIHKOI IIIHHOCTI B Pi3HOIIAHOBUX
CIICHIYHHX ITOCTAHOBKaX MHTIA. YC€ II€ CIPHUSUIO TOBHINIOMY PO3KPHUTTIO TNMPHUXOBAHMX PHUC XapaKTepy
CIIeHIYHOTO TIepcoHaxka. [Ipore He ymmre kopudero ykpaincbkoro tearpy M. CagoBcbkoMy TaHEIb IOTIOMaraB
y BIATBOPEHHI XapaKTepiB repoiB I1’€c, POJIi IKMX BiH BUKOHYBaB. [HIINMU OXIOHUMH IPUKIIAIaMH MOXKE OyTH
TBOPYICTh 0AaraTboX BiJIOMUX Ha TOW Yac apTHCTIB, YIS SIKMX TaHIli OyJIH HE eICMEHTOM PO3BaKAJILHOCTI Ha CIICHI,
a 3aco00M po30ynoBH 00pa3HOT CKJIaI0BOT My3UYHO-TeaTpasibHOrO JifictBa. Cepen HUX 1 M. 3aHbKOBEIIbKA, KA
CTBOpHJIA MPUBAOIMBUIT 00pa3 UraHKU A3M B OJIHOWMEHHOMY CIIEKTAKIIi, IS SIKOT HE JIUIIE MIeApe PO3MaiTTs
YKpaiHCHKOTO HAPOIHOTO TAHITIO, aJIe i CBOEPIIHI PUCH Ta OCOOIMBOCTI HAIlIOHATBHOTO MY3HYHO-TEATPATBHOTO
MECTEITBA i 10T0 HApOIKeHi peasTicTHYHiI TPaauIlii BUPa3HO MPOCTYIANHY B 11il BUCTaBi. Ix Takox MoxkHa Gyio
M00AYMTH 1 B IHIINX BUCTaBaXx, Je 00pa3HHUI TaHEIh BUKIMKAB 3arajibHe 3aXOIUICHHS, TOTIOMAaralouu pO3KpHBATH
HaMMmoTaeMHIIII MOYyTTs repoiHi. Bona 3ymina 3HaliTH 15 wi€ei posii 6araro TOHKKX, ICUXOJIOTYHO-TIPABIUBHX
IUTACTUYHUX Ta aKTOPCHKHX JeTajiel, SIKi JOTMOMOITH aKTPUCI BHpa3Hillle MepeiaTd BECeNui LUTraHChKUN
XapakTep 1 QylmeBHur O0uth Mostoaoi Aiuunu.([ypwuiin, 1955, c. 267).

Bapro naronocuTH, mo aptuctu Tearpy kopudeiB He Oynau mioHEepaMHu, BUKOPHCTOBYIOYH MOXIIMBOCTI
TaHITIO JIJIS TIPABIMBOTO BiATBOPEHHS 00pa3HUX XapaKTepiB CBOIX CIEHIYHUX MEepCOHaXIB. el BUpakaapHO-
0o0pa3HHi MTPHUIOM 3aCTOCOBYBAJM Ha0araro paHille BKe B TPyMax KPIMOCHUX TeaTpax, 30KpeMa y BUCTaBi
«Haranka IlonraBka» 1. KoTisipeBcbkoro, e apTUCTH Hamarajaucs 3 JOIOMOIOI0 TaHIIO IIHOIIE PO3KPUTH
HaLlOHAJIbHI XapakTepu CBOiX repoiB. Un He HalO1bm Brano ue poous M. 1llenkiH, cTBOPIOOYH y BHILIE 3raiaHiid
m’eci oOpa3Huil xapakrep MakoroHa B yChbOMy CBOEMY OaraTcTBi Ta PoO3MAiTTi 1 TUM CaMHM HaMararo4Hch
3 JIONOMOTOI0 MUCTENTBA HAPOJHOTO TAHIIO TIOBHINIE PO3KPHTH BJady CBOTO CIEHIYHOTO MepcoHaXKa
(Kproxos, 1841, c. 171).

[IponorxyBany peanicTHUHI Ta TIMOOKO HapomHi akropchki Tpamwmii M. [llenkina, 30kpeMa Tpammiii
BUKOPHUCTaHHS YKPaiHCHhKUX HAPOJHUX TAHIIB y BIATBOPEHHI CIIEHIYHUX 00pa3iB, sIKi PO3KBITIM 1 BCe OiIbIIe
YTBEPKYBAJIMCS Ha TeaTpajbHid cueHi KpaiHu, i iHm kopudeiB ykpaiHcbkoro tearpy. s HUX TaHenb cTaB
HE JIMIIE CIPaBKHIM 3pa3koM CHECHIYHOTO CAMOBHMPAXKCHHS Ta IUIACTUYHOI MalCTEpPHOCTI, ajie ¥ JOTI4HOI
MICUXOJIOTTYHOI BMOTHBOBAHOCTI. lle HAOYHO MPOCTEKYEThCS B Ipi BiIOMOTO MaiicTpa TeaTpajbHOI CIICHU
I1. Cakcarancbkoro, KoM akTop, 0Opa3HO MiACHIBYIOYH 1 XBallbKA NMPHUTAHILOBYIOYH, IEMOHCTPYBAaB HOPOB
1 6e3TypOOTHICTE XapaKTepy CBOTO CIICHIYHOTO TiepcoHaka. Came IIi TUTiTHI HOBaTOPCHKI Ha TOW Yac pUCH Majil
OCOOJHMBHI BIUTMB HAa YTBEP/DKEHHS B TBOPUIN MPAKTHUIN 1HIIMX TeaTpiB MPHUHIUIIB HAPOIHOCTI W peamizmy.
[{poMy 3HAUHOIO MipOFO CIpHsIa TBOPYA CITiBIIPAIIS i3 3HABISIMHA TOHKOIIIB aBTEHTHYHOTO BUKOHAHHS OKPEMHX
TaHLIOBAIBLHO-(PONBKIOpHUX eneMeHTiB B. Bepxosunis Ta M. Co6oinst (bopumcenka, 1971, c. 13).

3okpema, B. BepxoBuHenb He TibKM BBOAMB 3i0paHi i 0OpoOJICHI HAPOJIHI TaHI 3 MaJbOBHHUUUMH,
KoopuTHUMH (irypamu B cnekrakiai M. CagoBCbKOro, ane i, BUKOPHCTOBYIOUM aKTOPCHKHW MOTEHIIiall
HOro TearpaqbHOi TPYMNH, CTBOPIOBAB CAMOCTIMHI TaHIIOBAJbHI BUCTAaBH-AMBEPTUCMEHTH («IBi ciM’i»,
«IIpucnyxuaukn», «KauBa B Mamopocii», BomeBins «Ko3zak BipmotBopens» 1. [IlaxoBcrkoro i I1. KaBoca).
Ix mepioguuno cTaBMIHM 3 MeTOI0 MOMyNApH3alil yKpaiHCHKOTO HAPOIHO-TAHIIOBATHLHOTO MHCTELTBA CEepesl
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mupoxoro 3araiy. [Ipore ciig 3ayBaxknTH, 0 MM OaXKaHHSIM XOpeorpada OXOIHUTH 3HAYHO OUTBITY TIISIAIBKY
ayauTopito He oOMmexyBasocs. A tomy 1912 poky Ha cueHi Tearpy M. CagoBCBKOTO MHUTENb 3 METOIO
MoMyJNsipyu3alii yKpailHChKUX TaHIIB OPraHi30Bye e i TeMaTH4Hi BEYOPH 3 HapogHOI Xopeorpadii i mokazom
OKpEeMHUX MY3WYHO-TAHILIOBAILHUX KapTHH 3 BIIOMUX YKpaiHCHKHX OTEPHUX BUCTaB Ta oneper M. Jlucenka,
K. Crenenka # iHmmx kommo3utopiB («Ykpainka a6o YapiBuuii 3amok», «['anbkay i «IlicHi B cueHIYHHX
obpasax mepconaxiBy) (Bacunenko, 1997, c. 40), Ha SIKHX MOJIOMI €HTY31aCTH-TAHIFOPUCTH 1 aKTOPU MAaHCTEPHO
BHKOHYBAJIM IOWHO 3allMcaHi HUM HApOMHI TaHIll, KOTPi 3 AaBHIX-IaBeH MOOYTyBald Ha TepeHaX YKpaiHW,
MaliCTepHO BBOJAAYM iX B TearpalizoBaHi moctaHoBKH. Cepen HUX MoxkHa Oyino mobadnti i «lomak» cema
Kpusoro, xepcoHChKi TaHIli, BECHSIHKH, a Takox «Pomany, «Apkan» Tomo (BepxoBunensp, 2005, c. 91-95).

31 cTBOpeHHs Ha 0asi mepecyBHUX TPyH NpoeciiiHuX TeaTpiB MOCTYNOBO YTBEPHKYETbCA I OypXJIUBO
PO3BHBAETHCSI aKTOPCbKAa MaCTEPHICTh, BUPA3HO OKPECIHIOIOTHCS IXHI XapaKTepHi pHCH Ta OCOOIMBOCTI,
MOB’s13aH1 3 TNIMOOKO HAPOJHUMHU U aKTOPCHKMMHU TPAIUIISIMUA YKPAaiHCBKOTO CIIEHIYHOTO MHUCTeuTBa. Tak,
MOJIO/Ii MalcTpu TeaTpaibHoi Tpynu M. KponuBauipkoro B €nmcaserrpazi (HuHI KpomuBHUIIBKHII) YCITIITHO
ONIAHOBYIOTh JIOCSITHEHHS 1 0ararcTBa HaliOHAJBHOTO HApOJHO-CLEHIYHOIO MMCTENTBA 3 EJIEMEHTaMU
HApOJHO TAHLIOBAJILHOTIO, SIKI CTalOTh MEPEKOHIMBHUM 3aCO00M MIPABAMBOTO, INTMOOKOTO PO3KPUTTS JHOACHKUX
xapaktepiB 1 mouytTiB. OpraHiuHe NO€IHAHHS aKTOPCbKOI MAHCTEPHOCTI Ta BIPTYO3HOI TaHLIOBAJIBHOI
TEXHIKM BiJ3HAYAI0 Kpalli BUKOHABCHKI POOOTH i B HOBOCTBOPEHMX CIIEKTAKIISX, BKIIOYAIOYH W OIHOAKTHI
JUBEPTUCMEHTH, Hanlpukian «Manopociiicbkuii Oaner» Ha cueHi nporo tearpy (Cranumesckuit, 2008, c. 35).

AHamizyloun TBOpYY AisuibHICTE M. KponmBHHUIIBKOTO, 30KpeMa HOro TiCHI 3B’SI3KH 3 YKpaiHCBhKUM
HapOJHO-TAHIIOBAJbHUM MHCTELTBOM SIK OpPraHiYHMM CKJIQJHMKOM IIOCTABJICHMX HUM MY3HU4HO-
JpaMaTUYHUX BHCTaB, BAPTO 3BEPHYTU yBary Ha Te€, IO MHUTELb, 3HAIOYM CHEUM(]IKy HapOAHOIO TaHIIIO
1 loro micrie B KUTTI HApOIy, BAAJIIO BUKOPHUCTOBYBaB OCOOJIMBOCTI I[bOTO BUJY CIEHIYHOTO MHUCTEITBA
B CBOIill TBOpPYii poOOTi, y T.4. 1 A7l PO3KPUTTS XapakTepiB nepcoHaxis mn’ec («CBaranHusa Ha ['oHuapiBLi»,
«Kymana na IBana», «Mockanb-uapiBHUK», «JItoOka abo Cartanus B ceni Puxmax»). [lomynspusyroun
HapoOJHUN TaHElUb B YMOBAaX MY3MYHO-APAMAaTUYHOTIO TeaTpy, BUIATHUH pEXKHUCEpP BOJHOYAC CIIPHSIB
BJIAJIOMY TIEPETBOPEHHIO (hostbKI0pHOT X0opeorpadii B ii HAPOHO-CLICHIYHY (OPMY, OPTaHIUYHO TOETHYOUN
YKpaTHCHKUH TaHEIh 3 MICHEIO 1 CJIOBOM B PO3TOPHYTHUX Mi3aHCIIEHAX HA TeaTpaIbHUX MiAMOCTKaxX. Bapto
3BEPHYTH yBary, 0 Bce 1€ POOUTHCS HUM HEHaB SI3JIMBO, 3 TIOYYTTSAM MipH, IMITPOBI3AIiitHO, IO CTBOPIOE
BpaKEHHS LIOWHO BUHAMJIEHOTO TYT JK€, Ha Oo4ax IVISAadiB, SIKOTOCh OKpeMoro emizoxy. o peui, 6araro
3100yTKiB Tpynu M. KponMBHUIBKOTO Mi3HIIIE BUKOPUCTAIH PEKUCEPH, IPALIIOIOYH B TBOPUOMY TaHIAEMi
3 IOCTAHOBHUKAMH TaHIIB Ta OaJleTiB i B IHIINX YKPaiHCBKUX MY3UYHO-IpaMaTHYHUX TeaTpax, a IMi3Hille
HaBiTh 1 Ha OTEPHIN CIEHI.

[Ipu mpoMy cimiz 3ayBaskuTH, M0 caMe €nmcaBeTrpaachkuii mpodeciifamii Teatp 3 Horo mpem’epHuM
criektakiieM «Haramka [lontaBka» 3a m’ecoro I. KoTiisipeBChKOTO CTaB TBOPUOIO JIabOpaToOpi€ro IHOTO
3HAHOTO MUTIS. YiKe 11 mepia NOoCTaHOBKA 3aBASKH BUKOPUCTAHHIO CLHEHIYHUMH IEPCOHAXKAMH ITICEHHO-
TaHLIOBAJIBHUX €JIEMEHTIB, (PAKTUYHO cIIpUsuIa 3MIIIHEHHIO MO3ULIN Y opMyBaHHI YKpaiHCHKOI HAPOIHO-
cueniuHoi xopeorpadii Ha TeaTpaJbHUX MiAMOCTKax. TaHIIOBAJILHO-IIICEHH] 3aCO0M CIIyTyBaJId HE JIMIIE
BJQJIMM JIOTIOBHEHHSAM JI0 PO3KPHUTTSI 00pa3iB pi3HUX CYCHUIBHUX BEPCTB 1 XapakTepiB repoiB 1’€cH, aje
W JoroMaraiy y BUPIMICHHI PEeKUCEPOM JpaMaTypridyHOi KOHIICTIi BHCTaBH, CIPHUSIOYH ITiIBHUICHHIO
emortiiitHocTi Aii. KoHCynTbTaHTOM HOTO My3WYHO-ApaMaTHYHUX 1 OMEPHUX BHCTAaB OyJIW BiJOMi BXKE TOMI
xopeorpadu X. Hixxuncbkuii i B. Bepxosunerns (CranumeBcknii, 2008, c. 35).

Yce 1e cBiTUUTH PO Te, M0 BXKe B TeaTpi kopudeiB i B ApamaTyprii Ta My3wii, i B Xopeorpadii Bce
yacTile XyIOKHBOIO [OMIHAHTOIO CLEHIYHHUX IOCTAaHOBOK CTaBaJld TaHIIOBAJIbHI CLEHKH, BOJAEBLNI,
3aCHOBaHI Ha HAI[lOHAJIBHMX HAPOJHUX MOTHBaX. Y HHUX YKpaiHCBKHW TaHEelb, NOEAHAHUU 13 MiCHEIO,
4acTo He JIMIIe BJAJIO JIOTIOBHIOBAB CBSITKOBY aTMoc(hepy TeMaTHYHHMX 3aXO[liB, aje i JaBaB 3MOTY IIHOIIe
BIITBOPIOBATH IOJI1 B PO3KPHUTTI MOBCAKIECHHUX €IMi30/[iB HAPOTHOTO MOOYTy Ta 0Opa3HUil Xapakrep AIHOBUX
TIePCOHAXIB, KOTPi Oa3yBaJIMCs HA HUX, SK HA ICKpaBUU MTpaBauBHi 3aci0. [1oiOHI TOCTAaHOBKY AaBalld 3MOTY
i OanmeTmeiicTepy, 1 apTECTaM OpraHiYHO MOEIHYBAaTH TAaHIIOBAIbHE I TeaTpallbHe MUCTEITBO B OpraHidyHe
1IiJIe, a 11e, CBOEI0 Yeproro, pOOMIIO YKPATHCHKHM CIIEHIYHUH TaHelb OLTBII BUAOBHUIIHAM Ta 00pa3HuM. Tak,
3aBISKHA KOpU]EsM YKpaiHCHKUX TeaTpiB, a Mi3HILIE i 1HIIMX TAJIAHOBUTHUX MalCTPiB yKpaiHCHKOI CIICHH BCE
YacTIillIe Ha TeaTpalibHI MiIMOCTKU MIPOHUKAJIA HAPOIHO-TAHI[FOBAJIbHA TBOPYICTh, CIIPUSIOYN (POPMYBAHHIO
HaI[IOHAJILHOI HAapoIHOT Xopeorpadii B yMOBax TeaTpajbHOIO JKaHPY.

Y OypxJiMBOMYy BHUpPI MYy3WYHO-TEAaTpaJbHUX NIyKaHb Tepmioi TpeTuHn XX CT. yce dacTimre
HapOIDKYBAJIMCS Ha YKpaiHCHKIN CIIeHI W OpHUTiHAILHI ONEpPHO-OANCTHI BUCTABH, NI BiI3EPKATIOBAIHCS
OCHOBHI TeHJEHLIi 3MinHEHHS (YHIAMEHTAIBHUX MO3MLIH TeaTpaJbHOIO MUCTEUTBA Ta YKPaiHCHKOI

70



CIHEHIYHE MUCTENOTBO
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MucrtenrsoznaBctso. Bur. 40 ¢ ISSN 2616-4183 (Online)

HapoaHoi Xopeorpadii, a TaKoXX yTBEpIPKEHHS Y TBOPYiH MPAKTHUIl KOJEKTHBIB MPUHIIUIIB HAPOIHOCTI
1 peaitizmy, 10 3HAXOAMIIO MPOSIB Y PEXKHUCEPCHKO-TIOCTAHOBOYHINM POOOTI.

CTBOpIOIOYH JifiCHO HOBHH TeaTp, yKpaiHChKi MUTII ParHyiau copMyBaTh HE TIIBKH BUCOKOTIPO(deCiitHy
TPyHy 3 LIKaBUM 3MICTOBHHM pENepTyapoM, ajieé # TBOPYHMH KOJEKTHB, CIPOMOKHHI CTaBUTH ONEpPHO-
OaneTHi BUCTAaBU Ha HAI[lOHAIBHIH OCHOBI. Tak, B OCHOBI IXHBOT'O pernepryapy OyJiH, OKpiM iHIIUX, 1 TBOPH
YKpalHChKHX KOMIIO3UTOPIB, 30kpeMa, «Tapac bympbay, «YTomena» M. Jlucenka, «I anpka» C. Manromka,
y SKUX HapOTHO-CIIEHIYHUI TaHEIh 3aifHsAB IMOMITHE MicIle. AJie YM He HasACKpaBille Ie MPOCTEKYBAIOCS
B YKpaiHCBKOMY repoiko-poMaHTHIHOMY Oaneti «Ilan KanboBchbkuiiy, kil cTaB penepTyapHUM y 0ararbox
Tearpax yKpaiHCHKHUX MICT.

Hawmitunacs me onHa TEHICHLIS, SIKa XapaKTepu3yBajacs THUM, IO PEKUCEPU MY3MYHO-IPaMaTHYHUX
TearpiB y CBOiX BHCTaBaX, OKPIM CTBOPEHHS PO3TOPHYTHX TAHLIOBAIBHUX Mi3aHCIEH, [I0Yald MOCTYIOBO
MEPEXOANIIH BiJl My3UYHO-IpAMaTHYHHX TIOCTAHOBOK 1 CBOEPITHHUX CIIEKTAKIIiB-TUBEPTHCMEHTIB JI0 ONEPHO-
OanmetHux BHUcTaB. lle HaouHO mpocTexyBamocs B [lepkaBHill yKpalHCBKill My3Wd4Hii Apami, CTBOpeHii
y Kuesi B 1919 p., y sxiii ogauM 3 mpoBigHUX pexucepiB 0yB Jleck Kypbac, a OaneTHy TpyImy OUONIIOBaB
M. Mopakin. TBopya criBIpans UX MUTIIB BHPA3HO MPOSBUIACS B JIIPUKO-POMAaHTHUYHINA OIEPHIA BUCTaBi
«YToreHa» M. Jlucenka. Bona cripusiina tomy, mo Jlecs Kypbac, ToHKO BiguyBatouu CTHIBOBI OCOOIMBOCTI
KOMIIO3UTOPA, MPArHyB sIKOMOTa TOYHINIE BiATBOPUTH HACTPOI Ta PUTMU MY3UKH KOMIIO3UTOPA B JETAJIHHO
po3po0neHnX Ta 3a(iKCOBAHMX TAHLIOBAIBHO-TUIACTHYHHX MAIIOHKAaX KOKHOI PO3rOpHYTOI MOCTaBICHOT
M. MopakiHuM MacoBOi CIICHH. Y CIEKTaKIi IIbOr0 PEKUCEpa-CKCIIEPUMEHTATOpa, 3 mojadi erHorpada-
KOHCy/bTaHnTa B. Bepxounils Oyima cripoba BBECTH PO3TOPHYTI TAHIIOBAILHI KApTUHU Ta TTOKA3aTH HAPOIHI
iTpu, TaHII ¥ XOPOBOIM PYCAIOK SK CBOEPiAHE BiIA3epKalieHHS IUIACTHYHUX OOpasiB i (aHTaCTUIHHX
yABJICHb YKPaiHCHKOTO HAPOAY, PO3KBITUYIOUH BCE 1€ PO3MAITTs eleMeHTaMu HapoaHoi xopeorpadii. CBoim
HOBAaTOPCTBOM y CTBOPEHHI €KCIIEPUMEHTAIbHUX TaHIIOBAJIbHO-IIICEHHUX MMOCTAaHOBOK MMTIII MPUIIBUIIITYBAIN
LUISIX PO3BUTKY YKPaiHCHKOTO HApOIHO-CLIEHIYHOTO TaHIIoBaIbHOrO MuctenTBa (Bacuienko, 1997, c. 106).

Tak, 3aBIsiku TBOpUill (haHTa31i BUIATHUX MalCTPIB CLICHH — PEKUCEPiB, OaleTMEHCTEPiB-I0CTAHOBHUKIB
1, 6e3yMOBHO, aKTOpiB, sIKi ()aXOBO BHKOPHCTOBYBAJIM HE JIMIIE B KJIACHYHIN JApamaryprii penepryapHHX
BHICTAaB, aJIec ¥ B ONEPHO-0ANETHUX TTOCTAaHOBKAX YKPaiHCHKUI TTOOYTOBUI TaHEIlh, BiH yCE€ YacTillle 3HAXOIUB
CBOIO HIITy B CIIEHIYHIH (opMi TeaTpaabHOTO MECTETBA. Ha miaTBepKeHHS IbOTO MOJKHA HABECTH YUMAIIO
npukianis. OKpiM BHUILE3raJaHUX TeaTpajbHUX KOJICKTHBIB, Tpeba 3ragath XapKiBChbKUI TeaTrp My3W4HOI
komenii, «ToBaprcTBO YKpaiHCBKUX apTUCTIBY» 3 IXHIMH pelepTyapHUMU I’ eCaMt «3aJbOTH cOlbKoro Mycis»,
«I[lomuBona», «Mapycs BorycnaBka», «Karepunay ta Oarato iHmmx, e oOpa3HHN HapOJHHUN TaHELb CTaB
HEBIJI’EMHUM CKJIaHUKOM BrcTaB (Bacuibko, 1962, c. 164).

‘Yce 11e CBiIYUTH PO Te, M0 YKPaiHCHKUN HApOIHUH TaHeIb BIIEBHEHO PO3I0YaB CBOIO TpiyMpanbHy X0y,
BIIMCYIOUHUCH y CLEHIYHI IOCTAHOBKH MY3HYHO-APAMAaTUYHUX TEaTpiB KpaiHH, CIPHUSIIOYN SKHAHIIOBHIILIOMY
BHUSIBJICHHIO 11€H{HO-00pa3HOro 3MicTy TeaTpajbHUX BUCTaB. SICKpaBUM MiATBEPIKCHHSAM MOXYTb CIyI'yBaTH
i mocraHoBku «(ppankiBuiB»y — «JlicoBa micus» Jleci Ykpainku, «Pesizop» M. Ioroms, npama 1. @panka
«Ykpanene mactsy, «97» M. Kynima, a Takox «Biit» Ocrana Bumni (3a M. ['oronem), y sikux Oynu 3afisHi
I. FOpa, A. byuma, M. Kpymensaunbkuii, O. ['opceka, [1. HaTko # iHIII MOJIONi HA TOW 4Yac aKTOPH, KOTpi
3rOJIOM YBIHIIIIM B 1CTOPIIO YKPaiHCHKOT TeaTpalibHOT CLICHH SIK BHJATHI MUTIII. YC1 BOHH MaliCTEpHO BOJIOJIITN
TaKOK 1 MUCTEIITBOM HAPOTHOTO TAHIIIO H CIiBY, BAKOPHCTOBYIOUH iX B OKpEMUX Mi3aHCIIEHAX CIIEKTaKIIiB, YacTO
JEMOHCTPYIOUH IPH IIBOMY CBO1 IMITPOBI3aTOPCHKi 3M10HOCTI ITpu po3KkpuTTi Xapakrepis (L[pock, 1994, c. 30).
CrBOpeHi HMMH TeaTpasibHi 00pa3y HEMOBOWM BHHMILIM 3 HAWTIMOIINX JPKEpeN TaHIIOBaIbHO-IIICEHHOTO
(oIBKIIOPY, BiAKPUBAIOYH HOBI MOKJIMBOCTI Ta 3aXOIUTIOI0YI MEPCIIEKTHBH PO3BUTKY YKPaiHCHKOTO HApOIHO-
CIICHIYHOTO TaHIIOBAJILHOTO MHUCTEUTBA. L{s ramepes sickpaBUX, KHBHUX JIOACHKUX XapaKTepiB, HATUICHUX
MYZAPICTIO, JKUTTEPATICHICTIO Ta HEBHYEPIHHM T'yMOPOM, 3a0apBICHHUM IIUPOCEPAICTIO aKTOPCHKOI TpH,
Oyna OpraHiuHO BIUIETCHa B 3arajbHE PEXKUCEPChKE PIMICHHS BUCTaB MY3HYHO-I[PAMATHYHUX TeaTpiB
(Poit, 2015, c. 114).

[onpaBaa, y MOCHTH pI3HOIIAHOBIM TBOPYOCTI XopeorpadiB-MOCTAHOBHUKIB, 3HABIIB HAPOIHO-
TAHIIOBAJBHOTO MHCTELTBA, sIKi Oararo MpaLioBalId SIK KOHCYJIbTaHTH-XOpeorpadu B TeaTpaJbHUX
KOJICKTMBaX, BCE YaCTillle MOYalyd BUHHUKATH TBOPYI PO30DKHOCTI B OILIHII CLUEHIYHUX TeaTpaJbHUX
[MOCTaHOBOK TaHIIOBAIBHOTO (DONBKIOPY. Y pe3yibTari JUCKYCiH Mmoyalu BCe BUpA3HIlIE MPOCTEKYBATUCS
JIBi OCHOBHI TEHJICHIIIT B IHTEpIIpeTalil YKpaiHChKOTO HApOJHOTO TAHIII0, a TeTep yXKe i Ha olepHo-0aneTHil
creni. [lepma, mo NoB’s3aHa 3 TeaTpati3alli€lo HAI[IOHAILHOTO (DONBKIOpPY, HAWOUIBII YITKO MPOSBHIIACS
B TBOPUOCTI OanmeTMmericTepa-mocrtanoBHIKa [1aBma Bipchkoro, 30kpema B mocTaHoBIni onepu «Tapac byms6a»
Ha OllechbKill cueHi. Jpyra — n0ainnBe mepeHeceHHs Ha TeaTpajibHy CLEHY HEe3MIHHHUX 3pPa3KiB yKpaiHCBHKOI
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HapomHOi xopeorpadii B mepBuHHOMY (QonpkiiopHoMmy BapiaHTi («llam KanpoBchbkuity). OmHak moisx,
yrBepmkeHuit [laBiom Bipcbkum, Bigpasy K AicTaB BU3HAHHS Cepell YKPaiHChKUX XopeorpadiB i apTHCTIB,
SIK1 TIOYajy HOro BUKOPHUCTOBYBATH. Tak, 3aBISKM TBOpUiH oprasizauii yKpaiHCBKMX MaWCTpiB CLEHH, SIKi
BM1JIO BUKOPHCTOBYBAJIM B KJIACHYHIN JpaMaTyprii CIEeKTakIiB HapOJHWN TaHelb, BIH CTaB 3aliMaTH CBOE
Micie B cueHiuHii ¢opmi Teatpy. Lle cBimumio 3a Te, 110, MIYKalOud HOBI CBOEPIIHI NIISIXH CBOTO PO3BUTKY,
YKpaiHChKe My3UYHO-IpaMaTHYHe i OTIepHE MUCTEIITBO OPraHivHO 30JIMKAI0Cs 3 TAHIIOBAILHIM, THM CAMUM
00pa3Ho 30aradyrodu 3MiCTOBHOIO HAIIOBHEHICTIO 1 ipaMaTypridHy KaHBY CIIEHITHOI ITOCTAaHOBKH.

HaykoBa HOBH3HaA Pe3yJIbTaTIB TOCITIPKEHHS MOJISTae B TOMY, IO BIEPIIE OCMHUCIIOETHCS B3aEMO3B 30K
JIBOX BHJIIB CIICHIYHOTO MHUCTENTBA — Tearpy ¥ xopeorpadii, mo Ja€ 3MOTY BHCBITIMTH 0ararorpaHHICTh
TAHIIOBAaJIBHOTO MUCTELTBA, BIIKPHUBAIOYN HOBI MIEPCIIEKTUBH HOT'O PO3BUTKY

BucHoBku

VYkpaiHcbka HapogHa Xopeorpadis MPOTATOM TPHUBAJIOTO dYacy CBOTO (DOpPMYBaHHS pPO3BUBAIACs
B TICHOMY 3B’SI3KY i3 TeaTpaibHO-My3UYHUM MUCTEITBOM. Pe3ynbTaru 1[bOro CHHTE3y 3HAXOIWIIN CBIil MpOsiB
HacamInepes y XyJ0KHbO-00pa3Hiil CTPYKTYpi CLIEHIYHUX BHCTAaB, TIOCUIIOIOYN KOHKPETHICTh Ta HAI[IOHAIBHY
ieHTU(DIKALIIO0 i MTOCTYIOBO BUSBIISIOUM BJIACHI CTHIILOBI 0COOMMBOCTI. Lle CHHKPETUYHO-XYI0KHE SIBHIIE
CTIPUSLIIO B3a€EM030arayeHHIO Ha3BaHMUX BB MUCTEITBA 1 BIJKPUBAJIO HOBI IEPCIEKTUBU B PO3BUTKY KOXKHOTO
3 HUX SIK CKJIQJIHUKIB HAI[lOHAJBHOT CIIEHIYHOI KYJIBTYpH.

CnucoK BUKOPUCTAHUX JIKEPeJI

1. Bopumcnka I'. Camoysimu yxpaincokoco manyro. Kuis : Mucreurso, 1974. 136 c.

\]

. Bacunenxko K. Vkpaincoxuit maneys. Kuis : I[HCTUTYT migBUIICHHS KBaTi(iKallii MpaIiBHUKIB KyasTypH, 1997.
282 c.

. Bacunwko B. Muxona Cadoscokuii ma tioco meamp. Kuis : Muctenrso, 1962. 234 c.

. BepxoBunerns B. M. Teopis yxkpaincokozo napoonozo manyro. Kuis : Mysuuna Ykpaina, 2005. 150 c.

. ToneitzoBckuit K. Obpasvl pycckoti napoowot xopeoepaghu. Mocksa : UckyccTtBo, 1964. 358 c.

. Aypunia C. M. Mapis 3anvroseyvra. 1860—1934. Kumms i meopuicms. Kuis : Mucrenrso, 1955. 520 c.

. KprokoB [I. Hecronvro cnos o cyenuueckom xydoxcecmese. Mocksa, 1841. 187 c.

. Map’sinenxo 1. O. Cyena, akmopu, ponri. Kuis : Mucreurso, 1964. 290 c.

. Hosoe epems. 1893. 6 nex.

10. Po#i €. €. Hapogamif TaHOK K CKJa/J0Ba KaJCHIAPHO-CBATKOBOI 00PAIOBOI KyTBTYpH YKpaiHU: i1CTOPUIHHIA
acnekT. Bichuk Hayionanvhoi akademii kepisrux kaopis kynemypu i mucmeyms. 2015. Ne 3. C. 20-27. DOI: https://doi.
org/10.32461/2226-3209.3.2015.138452.

11. Poii €. €. CraHOBJIEHHS 1 PO3BHTOK HApPOJIHO-CIIEHIYHOTO TAHIIOBAJHHOIO MHUCTELTBA SK CKJIQJHUKA

O 0 3N L AW

xopeorpadiuyHoOl KyIBTYpU. AKmyanvHi npobiemu icmopii, meopii ma npaxmuxu xy0odcuvoi kynomypu. Cepis: icmopis,
meopisi xy0oxcuvoi kyiemypu. 2015. Ne 34, C. 109-117.

12. Cranumesckuii 0. Vkpaunckuii 6banemmuwiii meamp: ucmopus u cogpemennocms. Kuen : My3uuna Ykpaina,
2008. 234 c.

13. Cranimescokuii 0. O6pii mysuunozo meampy. Kuis : My3nana Ykpaina, 1957. 204.

14. Crenenxo K. Tpymma n. Konecamuenko. Pada. 1909. 7 irons (20 mumas). C. 3-4.

15. Lipock A. Vkpainuceki Hapooni iepu ma 3abasu. Jlyupk : Hanctup’s, 1994.

References

Borymska, H. (1974). Samotsvity ukrainskoho tantsiu [Gems of Ukrainian Dance]. Kyiv: Mystetstvo.

Ctanischewckij, Ju. (2008). Ukrainckij baletnyj teatr: ictorija i sowremennoct’ [Ukrainian Ballet Theater: history and
present time]. Kyiv: Muzychna Ukraina.

Durylin, S. M. (1955). Mariia Zankovetska 1860—1934. Zhyttia i tvorchist [Maria Zankovetska 1860-1934. Life and
creative work]. Kyiv: Mystetstvo.

Golejsowckij, K. (1964). Obrasy rucckoj narodnoj choreogravi [Sketches of Russian folk choreography]. Moscow:
Ickucctwo.

72



CIHEHIYHE MUCTENOTBO
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MucrtenrsoznaBctso. Bur. 40 ¢ ISSN 2616-4183 (Online)

Krjukow, D. (1841). Neckol ko clow o czenitscheckom chudozhectwe [A few words about stage art]. Moscow.
Marianenko, I. O. (1964). Stsena, aktory, roli [Scene, actors, roles]. Kyiv: Mystetstvo.

Novoe vremya [New time]. (1893). December 6.

Roi, Ye.Ye. (2015). Narodnyi tanok yak skladova kalendarno-sviatkovoi obriadovoi kultury Ukrainy: istorychnyi aspekt
[Folk Dance — as Part of the Festive Calendar Ritual Ukrainian Culture: a Historical Aspect]. Visnyk Natsionalnoi akademii
kerivnykh kadriv kultury i mystetstv, no. 3, pp. 20-27. DOI: https://doi.org/10.32461/2226-3209.3.2015.138452.

Roi, Ye.Ye. (2015). Stanoviennia i rozvytok narodno-stsenichnoho tantsiuvalnoho mystetstva yak skladnyka
khoreohrafichnoi kultury [Formation and development of folk-stage dance art as a component of choreographic culture].
Aktualni problemy istorii, teorii ta praktyky khudozhnoi kultury, no. 34, pp. 109—117.

Stanishevskyi, Yu. (1957). Obrii muzychnoho teatru [Horizons of the Musical Theater]. Kyiv: Muzychna Ukraina.
Stetsenko, K. (1909). Truppa d. Kolesnychenko [Kolesnychenko’s company]. Rada, July 20, pp. 3—4.

Tsos, A. (1994). Ukrainski narodni ihry ta zabavy [Ukrainian folk games and fun]. Lutsk: Nadstyria.

Vasylenko, K. (1997). Ukrainskyi tanets [Ukrainian dance]. Kyiv: Institute for the Advancement of Cultural Workers.
Vasylko, V. (1962). Mykola Sadovskyi ta yoho teatr [Mykola Sadovsky and his theater]. Kyiv: Mystetstvo.
Verkhovynets, V.M. (2005). Teoriia ukrainskoho narodnoho tantsiu [ Theory of Ukrainian folk dance]. Kyiv: Muzychna
Ukraina.

Cmamms naditiuna 0o pedaxyii: 10.05.2019

CHUHKPETHU3M TAHUEBAJIBHOTI'O | Poii Esrennii Erenuesuu'?,
N TEATPAJIBHOI'O HCKYCCTBA | JlutBunenko Bukrop AunpeeBny®
N ET'O NPOABJIIEHUE | 'Zoxmop ucmopuueckux nayx, npogeccop;
B XYIO)KECTBEHHO-OBPA3ZHOM | *Kanouoam uckyccmeosedenus;
CTPYKTYPE IPAMATUYECKOM | *Kuescxuii nayuonansnbiii yrusepcumem
KAHBBI CHEHUYECKOI'O AEMCTBUS | xyromypor u uckyceme, Kues, Yepauna

Lens wuccrnenoBaHHs — BBIACHUTH B3aHMMOCBSI3b HApOJHO-TAHLEBAIBHOIO U TEaTPaJbHOIO HCKYCCTBAa IpH
BOCIIPOM3BEJCHUH XY0)KECTBEHHO-CIIECHUYECKOH O00pa3HOCTH IpeiCTaBieHns] (Ha OCHOBE apXMBHBIX MaTepualioB,
BOCIIOMHHAHHUH COBPEMEHHHUKOB U JIp.), YTO 3a(UKCHPOBAHO B TBOPYECTBE BBIAAIOLIMXCS MacTepOB CLEHbI — KopHudeen
ykpanHckoro Tearpa M. Camosckoro, M. Kponmsaunkoro, M. Mapsesuaenko, II. Cakcaranckoro, M. 3aHbKOBELKOM,
xopeorpadoB X. Hexxmackoro, B. Bepxosunna, M. CoGonst u ap. MeToasl HCCIeTOBaHUSA: HCKYCCTBOBETIECKHIA,
HACTOPUYECCKUH, KOMIApPAaTUBHBIA, YTO OOECIECYMBAIOT BBIACHEHWE CHENM(UKA Pa3BUTHSA YKPAaWHCKOW HApOTHOU
xopeorpauy B KOHTEKCTE TeaTpPaJbHOTO MCKYCCTBA U BBISIBICHHE OCOOCHHOCTH ATOW OpPraHUKH IIPH CO3/1aHUN
Xy/I0OKECTBEHHO-00pa3HO CTPYKTypbl CHEHHYECKOro jeiicrBa. HayuHas HOBHM3Ha pe3yJbTaTOB HCCIIECIOBAHMS
3aKJIFOYAeTCSl B TOM, YTO BIIEPBBIE OCMBICIMBAETCS B3aHMMOCBS3b JBYX BUIOB CIEHHYECKOTO HCKYCCTBa — TeaTrpa
u xopeorpa(bym, YTO MO3BOJACT OCBETUTH MHOT'OI'PaAHHOCTH TAHIEBAJIbHOTO UCKYCCTBA, OTKPbIBAsA HOBBLIC ICPCICKTUBLI
€ro pasBuUTHUA. BI)IBO)IBI. Hapom—taﬂ xopeorpa(bml ABJIACTCA CUHTCTUYCCKUM XYHOKCCTBEHHBIM SBJICHUEM, KOTOPOC TECCHO
CBSI3aHO ¢ TeaTpoM. Ero aHaim3 mo3BoisieT BECTH pedb O TOM, YTO B TEYEHHE MHOTHX JIET Ha TeaTPabHbBIX OIMOCTKAX
HaOJIIOAJICSl TIOCTENICHHBIH TEpPEeXo] OT OTHEIbHBIX TAHIEBAIBHBIX SIH30/0B B MY3BIKAIBHBIX U MY3bIKaJIbHO-
JPaMaTHYECKUX CIIEKTAKISAX K pa3BepHYTHIM TAHIIEBAIBGHBIM KapTHHAM, BOJCBIIISIM M CBOCOOPA3HBIM CIICKTAKIISIM-
JUBEPTHUCMEHTaM. DTO CBHJETEILCTBYET O TOM, UYTO Ha CLEHE HAIlMOHAJIBHOIO KJIACCUUYECKOTO Tearpa pa3BUBaJIach HE
TOJIBKO YKPaHHCKas HapOAHO-CIEHHYecKas Xopeorpadusa Kak ero opraHudeckas COCTaBILAIONIAs, HO U IOCTaHOBOYHOE
PEeXKUCCEPCKO-0aTeTMEHCTEPCKOE MCKYCCTBO. Y TBEPIXKAAsCh B CBOMX JBYX IIOYTH IPOTHBOIOJIOXKHBIX TEHACHIHSIX —
LIMPOKOH TeaTpaan3aliy HApOJHOTO TaHIA U MIEPEHOCE Ha CLIEHY NEPBO3IaHHbBIX €r0 00pa3loB, YKPauHCKas CLIEHUIeCcKast
xopeorpadudeckasi KyJabTypa ITOCTEIIEHHO MPOSBIAET COOCTBEHHbBIE CTHIEBBIE OCOOCHHOCTH, OJHOBPEMEHHO B3aHMHO
oborarmasch, OHa 3aMETHO HCIIBITHIBACT Ha ceOe OJIaroTBOPHOE BIMSHHE TEATPAIFHOTO MCKYCCTBA, OTKPBHIBAECT HOBBIC
Ty TH MTPO(ECcCHOHATLHOTO Pa3BUTHSI.

Kniouesvie cnosa: CUHKpPETH3M; XyNOXKECTBEHHO-OOpasHas CTPYKTypa; ApaMaTyprus HapOAHO-TAHLEBAIbHOIO
UCKycCTBa; Xopeorpad; kKopruden yKpauHCKoro tearpa.
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SYNCRETISM OF THE DANCING | Yevhenii Roi'?, Viktor Lytvynenko*
AND THEATRE ARTS, AND ITS ASPECT | 'Doctor of Historical Sciences, Professor;
IN THE ARTISTIC STRUCTURE | 2PhD in Art History,
OF THE DRAMATURGICAL OUTLINES | *Kyiv National University of Culture and Arts,
OF THE SCENIC ACTIVITY | Kyiv, Ukraine

The purpose of the research is to explore the interrelation between folk dance and theatre arts reproducing the
artistic and stage imagery of the play (through archival materials, memories, contemporaries, etc.). It is expressed in the
work of the outstanding stage masters — the Ukrainian theatre elders M. Sadovsky, M. Kropyvnytsky, 1. Mar’ianenko,
P. Saksaganskyi, M. Zankovetska, choreographers H. Nezhinskyi, V. Verhovynets, M. Sobol and others. Methods of the
research. There is historical, comparative and art studies, which allow exploring and critically analysing the specifics of
the development of Ukrainian folk choreography in the context of theatre arts, and identifying the peculiarities of this
organics when creating the artistic-figurative structure of the stage action. The scientific novelty of the research results is
that for the first time the interrelation of two types of stage arts is being comprehended, which allows us to see the versatility
of the art of choreography. Conclusions. Folk choreography is a synthetic artistic phenomenon, which is closely linked to
the theatre. Analysing it we suggest that over the years in theatre plays there has been a gradual shift from the individual
dances to musical and drama performances to dance paintings and peculiar performances of the divertissements. This
testifies that on stage of the national classical theatre not only Ukrainian folk-stage choreography, its organic component,
but also staged director-choreographer’s art developed. Affirming in their two almost opposite tendencies — a broad
dramatization of folk dance and the transfer of unspoilt samples to the stage, the Ukrainian stage choreographic culture
gradually reveals its own style features, while at the same time noticeably experiencing the beneficial influence of the
theatre arts, and paves the new ways for professional growth.

Keywords: syncretism; artistic-figurative structure; dance folk-dance art; choreographer; the Ukrainian theatre elders.
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The purpose of the scientific paper is to clarify the features of the three-dimensional image and the possibility
of its use in the stage space. The research methods. In this scientific paper the general scientific and specific scientific
methods are used: analytical — in the analysis of philosophical, art studies, cultural literature on the subject of research;
historical — in consideration of the stages of the formation of video mapping as an artistic phenomenon; theoretical — to
clarify the essence of the concept of “video mapping”, its components and the specifics of bringing it to the stage space;
comparative-typological — to reveal features of similarity and differences between scenic and visual arts; conceptual —
in the characterization of the conceptual-terminological research system. The scientific novelty of the work lies in the
fact that for the first time it has revealed the possibility of using a three-dimensional image in the production process of
entertaining and spectacular events and the relevant problems with its practical implementation in the stage space have
been analyzed.

Conclusions. On the material of theatrical and variety productions, fashion shows and concert items, it is proved that
the use of the technical component of video mapping is possible in the conditions of the stage space; it visually gives the
stage special expressiveness, it can serve as a stage decoration equipment and create an impressive effect of illusion and
entertainment.

Keywords: video mapping; projection; stage space; stage art.

Introduction

The appearance of a three-dimensional image marked a new stage in the development of not only screen-
oriented types of art (television, cinema, video), but also visual and spatial ones. Today, a three-dimensional
stereo image is obtained from the category of “curiosity”, and it is often used in everyday life: in the process
of creating promotional presentations, while watching movies, videos, playing video games, in creating art
objects, and the like.

In one of the first scientific reports on the three-dimensional image “A Vision of Telepresence for Medical
Consultation and Other Applications” H. Fuchs at the International Symposium on Robotics Research in 1993
proposed a new model of projecting an image onto a non-flat surface.

Modern scientists have begun to thoroughly explore the features of 3d-projection and its influence on
the consumer audience. Thus, creative developers in the field of information science from Microsoft Reseach
B. Jones, H. Benko, E. Ofek, A. Wilson in the article “IllumiRoom: Peripheral Projected Reality with the
Beamatron” (2013), analyzing 3d-specificity, note that the stereo image greatly improves the impression of
viewing the projected images. Researchers B. Buxton (“Interfaces for multiparty videoconferences”, 1997)
and O. Bimber (“Superimposing pictorial artwork with projected imagery”, 2006) interpret the artistic
component of the three-dimensional image. O. Bimber, through the example of the synthesis of works of
pictorial art of computer interactive technologies, justified the expediency of using such a synthesis; the
scientist emphasizes that with the help of the newest technologies, in particular video mapping, we can take
a fresh look at the original artifacts. Authors R. Raskar, G. Welch, M. Cutts, A. Lake, L. Stesin, and H. Fuchs
in the research paper “The Unified Approach to Image-Based Modeling and Spatially Immersive Displays”
(1998) suggested a hypothesis: the projection could cover any surface, and “announced” the appearance of
the first 3D scanner model (Kinect). However, despite public attention to the 3d-imagery, there is not enough
scientific substantiation of the possibility of using three-dimensional images in art, identifying artifacts that
could explain the emergence of new visual art directions based on three-dimensional stereo images.

© Tetiana Sovhyria, 2019
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The purpose of the article

The research purpose is to identify the features of the three-dimensional image and the likelihood of its

use in the stage space, to find out the concept of “video mapping”, “stage space” and “projection”, “visual art”,
etc., to reveal the specifics of projecting onto a non-flat surface.

Presentation of the main material

The use of the projection of a three-dimensional image in the conditions of stage space is often called
“video mapping”, “spatial expansion of reality”.

Video mapping (Eng. video — video, television; mapping - charting, imaging) — a term that appeared in
the USA in the middle of the twentieth century. It means three-dimensional projection of images onto physical
objects taking into account geometry and position in space.

The first attempt at projecting onto non-flat surfaces took place in 1969 during the opening season of the
Haunted Mansion in Disneyland. The marble busts of the characters of that spectacular performance, which,
with the help of images of people projected on them, “came to life” and began to sing “Grim Grinning Ghosts”,
became the surfaces for projection. This optical illusion of “singing” marble busts testified to the appearance

of a new visual direction of the “spatial expansion of reality” (see Figure 1).

Figure 1. Projection of marble busts on the opening season of the Haunted Mansion in Disneyland (1969)

Much later, in 1991, Walt Disney Co patented an invention called “An apparatus and method for
projection upon a three-dimensional object”. The document describes a system for digital image processing
on the “reverse three-dimensional object” (see Figure 2).

Let us consider the characteristics of the patent:

“A projection apparatus and method for vivid and realistic projection is
disclosed, with applications to amusement and optical engineering. Contemplated
applications of the invention also include video shopping applications and
cosmetic applications. Graphics data is entered into a user interface and is
processed to generate an output representing an image to be projected onto
a three-dimensional object.

The projected image may be interactively modified and it may also be stored
in memory and projected as part of an image sequence so as to create apparent
motion in the object.”

Draw attention to the last sentence in the context of the characteristics of
the patent. We focus on the fact that we are not talking about the projection of
previously prepared video material onto a non-flat three-dimensional surface, but Figure 2. The scheme of

o eq . . . . . . projection of the image
about the possibility of 1qtergctlvely, physwally ghanglng ‘Fhe information and cording to the patent “An
visual imagery of the projection. So, video mapping goes into the category of apparatus and method for
innovative interactive visual phenomena. projection upon a three-

In 1994, General Electric Co registered another patent for the invention dimensional object” (1991)
“A system and method for precisely superimposing images of computer models
in three-dimensional space to a corresponding physical object in physical space”, supplementing the first
one (the patent “An apparatus and method for projection upon a three-dimensional object” from Walt
Disney Co).
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Here is a fragment of this patent: “A system and method for precisely superimposing images of computer
models in three-dimensional space to a corresponding physical object in physical space. The system includes
a computer for producing a computer model of a three-dimensional object. A projector means projects an image of
the computer model onto the physical object. A spatial transformation accurately maps the computer model onto
a projection stage at the projector which projects a formed image in a three-dimensional space onto the physical object
in a one-to-one correspondence.”

These publications allowed many specialists in the computer, medical and even artistic industries to develop the
concept of using three-dimensional projection.

Now, generally, three-dimensional video mapping is used to transmit a projection show on the facades of
buildings, screens and in other planes —not always flat and one-dimensional — for which an individual video sequence
is created for each facade of the building, with the aim to “use to the best effect” and emphasize the architectural
details of the structure. This type of video mapping in accordance with the specifics of the application is called
“architectural video mapping”. Masters of architectural video mapping create impressive visual illusion images of the
dynamic geometry of space and amazing pictures.

One of the first projections targeted at the building was a spectacular original three-dimensional video
installation created for the presentation of Samsung 3d LED TVs (2011), which was shown onto the historical
building of the Beurs van Berlage Stock Exchange to residents and guests of Amsterdam. Later, this technology of
three-dimensional projection was transferred from the category of “curiosity” to the wider and more practical use by
directors of street entertainment and commercial events. An example is the opening of the Stanislavsky electro theater
(Tverskaya str., Moscow, 2015).

To project onto the facade of the theater, it was necessary to place projectors in front of the building — across
the road on the parallel side of the street. The distance was too long, and the illumination of one of the central streets
of the city was strong for the projection of the video sequence. Taking this into account, it was necessary to install
a significant number of projectors that duplicated images in the same areas of the building.

At every such performance thousands of viewers gather, who not only watch and admire it, but also record it
on video cameras, then post it on the Internet, where a few more thousand people view the newly created visual
phenomenon.

Video mapping and stage space. The use of three-dimensional projection technology in the stage space is a striking
and extraordinary phenomenon. It can be seen at the AKHE Berlin Theater at the performance “Depot of genius
delusions” (premiered in 2012). This is the case when the stage performance is completely organized involving
the projection of a three-dimensional image. The platform, on which the audience is located, slowly returns. Viewers
can watch the play of actors and projection video sequence that also move around them. The actors on the stage
clearly know their acting areas (the exact location on the stage in relation to the viewer, actors and three-dimensional
projection) and adapt to the projection of the video sequence. This stage action amazes with the interaction of the
vivid cast and the projection technology of a previously recorded and reproduced video sequence.

Another example, equally impressive, is the three-day production trilogy “Blue Bird” directed by the Stanislavsky
electric theater in Moscow B. Yukhananov (premiered on February 25, 2015), in which M. Meterlink’s fairy tale
is intertwined with personal memories of the actors of the K. Stanislavsky theater — Aleftina Konstantinova and
Vladimir Korenev (see Figure 3).

Figure 3. Production Trilogy “Blue Bird” (directed by B. Yukhananov)

The projection video sequence (created by artist I. Isaev over the year) serves as a backdrop in the
performance, easily changing the circumstances of the action: with the help of special effects, the viewer
finds himself/herself in a winter airport, in hot Baku, under water or in the pages of Dostoevsky’s manuscript.
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In addition, moving images of weightless snow or fog, water and clouds appear, enhancing the emotional
coloring of the performance.

However, performances that use video mapping technology are “not mobile” (it’s extremely difficult to
give performance on a tour with them) because the video sequence of mapping requires precise positioning of
projectors, matching the stage platform to the audience, and a clear positioning of the acting area for the cast
in accordance with the projection.

Furthermore, it is necessary to find suitable places for installation of video projectors (most often they
are placed high above the audience space and projected at an angle so that the image is projected onto the
audience, actors and possible decorations).

A striking example is the use of video mapping technology at a fashion show (“The 2013 Toronto Fashion
Incubator Fashion Show”), where an image of a served dinner table was projected onto the entire podium plane
with the use of eight projectors (see Figure 4). The implementation of this idea with the help of decorations and
other attributes (live podium serving) would be extremely inconvenient and even dangerous, because models
walk around the podium, and there is the audience around.

Figure 4. 3d-image projection on the show “The 2013 Toronto Fashion Incubator Fashion Show”

The next spectacular fashion show “The Official Ralph Lauren 4D Experience” (USA, New York, 2010)
is striking in its originality (see Figure 5). It would seem that it was impossible to imagine the outfit without
a vivid, direct work of fashion models, who solemnly and harmoniously passed through it on a spacious,
illuminated podium. However, at this show, everything (the room, the scenery, the stage requisites, and even
the models) is a projection onto the facade of the building — there is only an illusion of reality in everything.

Figure 5. 3d image projection on The Official Ralph Lauren 4D Experience fashion show (USA, New York, 2010)
360-degree expansion video mapping. Project Living Room Projection by Mr. Beam transformed the white

room a 360-degree in space into several differently designed living rooms using a projection. Thanks to the
new projection development, it became possible to control the light-color saturation, the conformity of patterns
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and texture of furniture, wallpaper and carpets in relation to real objects. Only two projectors are involved in
the project. So, video mapping can completely replace the scenery and scenographic filling of the stage space
(see Figure 6).

Figure 6. Living Room Projection by Mr. Beam

The task of each scene designer is a complete immersion in the concept, a change of mood and a constant
surprise of the audience.

Modern technologies make it possible to achieve the motion of the video surfaces over the whole stage
space and even in the audience space in different planes with the help of tilting and sliding mechanisms, as well
as dynamic winches, to unite in one plane and fall to small pieces.

Video mapping on individual objects. The performance of Jennifer Lopez with the new song “Feel the
Light” on the American show “American Idol” amazed the world, not because of her voice, but the amazing
technology of video mapping on the performer’s dress. The skirt of her dress was a 20-foot radius; it was used
as a background for the projection of images, which contained projections of the night sky, as well as a video
clip from the cartoon “Home”.

The scientific novelty of the work lies in the fact that for the first time it has revealed the possibility of
using a three-dimensional image in the production process of entertaining and spectacular events and the
relevant problems with its practical implementation in the stage space have been analyzed.

Conclusions

Summarizing the above, we note that in recent years, the use of video mapping can be seen anywhere: on
the facades of buildings, in exhibition halls, in places of commercial trade, catering and recreation, and even
in the stage space, where projected images often serve as decoration.

Any physical object (building, car, decoration, clothes, human body) can be projection objects. Video
mapping is a visual direction that is developing dynamically and is quickly being modified, so further research
into the development of video mapping is an urgent need, especially in the view of artistic criticism.
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OCOBJIUBOCTI BUKOPUCTAHHS | Cosrupa TersiHa IropiBaa
TPUBUMIPHOI'O 30BPAKEHHSI | Kanouoam mucmeymsosnascmea,
B CHEHIYHOMY MUCTEUTBI | Kuiscoxuii nayionanvuuii ynisepcumem

Kyaemypu i mucmeyms, Kuis, Yxpaina

Mera poGoTH — 3’siCyBaHHS OCOOJIMBOCTEH TPHBHMIPHOTO 300pa)KEHHsSI Ta MMOBIPHOCTI HOrO BHKOPHCTAaHHS
B CIICHIYHOMY IMpocTopi. MeTonomnoris AoCHipKeHHs. Y poOOTi 3aCTOCOBAHO 3arajibHOHAYKOBI Ta KOHKPETHOHAYKOBI
METO/IM: aHAJITHYHUH — B aHai31 Pi10co(ChKOT, MUCTEIITBO3HABYOT, KyJIBTYPOJIOTIYHOT JIITEPaTypH 3 TEMHU A0CIIIIKSHHS;
ICTOpUYHHI — Yy PO3MIIsi/Ii €TariB CTAHOBJICHHS BIJICOMAIIIIHTY SIK MUCTEIBKOTO SIBHIIA; TEOPETHUHHUN — JUIsl 3’ SICYBaHHS
CYTHOCTI TIOHSTTS «BiJCOMAIIIIHT», HOTO CKIaJHUKA Ta CIEMU(IKN 3alydeHHS B CICHIYHHN MPOCTIip; MOPIBHSIBHO-
TUTIOJNOTTYHHN — /1711 BUSIBIICHHS PUC TIOAI0HOCTI # BIIMIHHOCTI CLIEHIYHOTO Ta Bi3yaJhHOTO MHUCTEITB; KOHIICTITYaIbHUH —
y XapakTepHUCTHIII MOHATIHHO-TEPMIHOIOTIYHOI CHCTEMH JoCiipkeHHs. HaykoBa HOBH3HA poOOTH MONATA€E B TOMY, IO
B Hiif yrepIne BUSBICHO MOMJINBICTh BUKOPHCTAHHS TPUBUMIPHOTO 300pakKeHHS B MPOIieci BAPOOHUITBA PO3BAKAIBHO-
BUJIOBUIIIHAX 3aXOJIB Ta MPOAHATI30BaHO BIAMOBINHI MPOOJIEeMH 3 HOr0 MPAaKTUYHOTO BIPOBAKCHHS B CIICHIYHHI
npocrtip. BucnoBku. Ha marepiaii TearpaibHUX Ta €CTPaJHUX IOCTAHOBOK, ITOKa3iB MOJI 1 KOHIIEPTHUX HOMEPIB JI0BEJICHO,
10 BUKOPUCTAHHS TEXHIYHOTO CKJIa[HUKA BICOMANIIHTY € MOKJIMBAM B YMOBAaX CLEHIYHOTO MPOCTOPY; BiH Bi3yaJIbHO
HaJa€e CIEHIuHi mii 0coONMMBY BHpa3HICTh, MOXKE CIyTYBaTH JACKOPAMIHHAM OOIaAHAHHSAM MiJIMOCTKIB i CTBOPIOBATH
Bpa)Kkarounit eeKT LTF03i1 Ta BUIOBUIIHOCTI.

Kniouosi crosa: BieoOManIliiT; MPOEKIIIOBAHHS; CIIEHIYHUH MPOCTIp; CIIEHIYHE MUCTEIITBO.
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CIIEIIN®UKA NCITOJB30OBAHMA | Cosrupa Taresina Uropesna
TPEXMEPHOI'O U3BOBPAKEHMSI | Kanouoam uckyccmsosedenus,
B CHEHUYECKOM UCKYCCTBE | Kuescxuii nayuonanvnviii ynusepcumem

Kynomypol u uckyccme, Kues, Yxpauna

Llens paboThl — BBIICHEHHE OCOOCHHOCTEH TPEXMEPHOIO0 HM300pa)K€HHsT M BEPOSTHOCTH €ro HCIIOJIb30BAHUS
B CLICHHYECKOM IIpocTpaHcTBe. MeTononorus nccienoBanus. B pabore npuMeHeHbI 001eHayYHbIE M KOHKPETHOHAY YHbIE
METO/IBI: AaHAMTHYSCKUN — I aHaimm3a (PHUI0COPCKOH, MCKYCCTBOBEIUECKOM, KYIBTYPOIOTHIECKONW JITUTEpaTyphl IO
TEMEe HCCIICIOBAHNS; NCTOPHUECKUI — B PACCMOTPEHMH ATAIIOB CTAHOBJICHUS BHICOMAIIIMHTA KaK XYJO)KECTBEHHOTO
SIBJICHUS]; TEOPETHUECKUIA — ISl BBISICHEHHSI CYIIHOCTH ITOHSITHS «BHACOMAIIITMHTY», €0 COCTABIISIONICH W CHeU(pUKN
MIPUBJICYCHUS B CLIEHUUYECKOE TPOCTPAHCTBO; CPABHUTEIBHO-TUIIOIOTUYECKHH — 17151 BBISIBICHUS UE€PT CXOJCTBA U PA3IUUUS
CIHCHUYCCKOTO M BHU3YAJIbHOI'O HCKYCCTB; KOHHCHTyaJILHLIﬁ — B XapaKTCPUCTHUKE HOHﬂTHﬁHO-TepMHHOHOFM‘{eCKOﬁ
CHUCTCMBI UCCJICTIOBAHUS. Haquaﬂ HOBU3HA pa60T1>1 3aKJII04acTCA B TOM, 4TO B HEH BIICPBBIC 06Hapy>1<eHa BO3MOXXHOCTb
HCIIONB30BaHMsI TPEXMEPHOTO M300pakeHHs B IPOIECCE MPOM3BOJCTBA Pa3BICKATEIBHO-3PEIHIIHBIX MEPONPUSTHH
1 MIPOaHAIN3UPOBAHBI COOTBETCTBYIOIINE POOIEMBI C €TO MPAKTHUECKIM BHEAPEHUEM B CIIEHHUYECKOE MPOCTPAHCTBO.
BriBonsl. Ha Marepunasie TearpaibHBIX M 3CTPAHBIX MOCTAHOBOK, ITOKA30B MO, KOHIIEPTHBIX HOMEPOB J0Ka3aHO, 4TO
HCIONb30BaHNE TEXHUYECKOW COCTaBIISIIONICH BHEOMANIUHTAa BO3MOXKHO B YCIOBHAX CLIEHHYECKOrO MPOCTPAHCTBA;
OHA BH3YaJIbHO MPHJAET CLEHUYECKOMY JCHCTBUIO OCOOCHHYIO XY/IOKECTBEHHYIO BBIPA3UTEIBHOCTh, MOXKET CIIYXKHTh
JICKOPALMOHHBIM 000PY/I0BaHUEM TTOIMOCTKOB U CO3/IaBaTh BIEYATISIONNH 2()(EKT NILTI03UN U 3pETUIIHOCTH.

Kniouegvie cnosa: BUIEOMANINHT; IPOEKTUPOBAHUE; CLIECHUUECKOE ITPOCTPAHCTBO; CLIEHUYECKOE HCKYCCTBO.
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The aim of the article is to identify whether the Feldenkrais method is effective in the process of actor training in
the context of the development of modern institutional models designed on bio-psychosocial practice. The methodology
of the research. Main principles of the research have been historical-survey and historical-descriptive methods, which
have enabled to explore the process of actor training by the M. Feldenkrais method since the 1970’s in the USA, Israel,
and France. In addition, the method of somatic education Feldenkrais based on knowledge of physics, mechanics of the
body, neurology, theory of training and psychology is used. The scientific novelty. The article analyses the use of the
Feldenkrais method in the professional actor training in connection with the development of modern institutional models,
designed on bio-psychosocial practices that promote self-awareness, mobility, effective creative skills in the process of
transformation. The expediency of some integrated aspects of Feldenkrais method into the acting classes programs at
higher art educational institutions of Ukraine is substantiated. Conclusions. It is proved that techniques and actor trainings
designed on the Feldenkrais method aimed at rethinking ourselves and our body power in creating towards the image. By
developing a variety ways of moving and perceiving, students understand the creative process from the standpoint of the
lack of restriction of expressions. Thus, future actors are working on setting up their bodies as a professional instrument,
expanding the capabilities of voice and muscle-skeleton, and are aware of new opportunities for actor expressiveness,
having received a choice of feelings, sensations, movements and actions.

Keywords: the Feldenkrais method; actor teaching techniques; bio-psychosocial practice; higher educational
institutions.

Introduction

Modern theater practice, methods and techniques of actor training are formed within the urban cosmopolitan
context, which is simultaneously multicultural, intercultural and intercultural. Researchers emphasize the
fact that the modern theater reflects the city’s response to the challenges of globalization and is a kind of
“meeting point of the West and the East cultures” (Li, 2007, pp. 440-469). Thus, it is logical and expedient in
the process of actor training in the XXI century to combine the traditional methods and trainings and modern
practices, western pedagogy and eastern philosophy, various institutional models, and so on. In this context,
the specificity of the actor training by the method of M. Feldenkrais acquires particular relevance.

Only a few our researchers published papers on the key features of the Feldenkrais method, as one
of the most effective in the process of psychological and physical rehabilitation, as well as the personal
development of a person. Thus, O. Tokhtamysh in the article “The Feldenkrais method as a theory and practice
of human learning and development through awareness of body movements” analyzes its main theoretical,
methodological, and applied aspects (Tokhtamysh, 2012).

A. Lutsenko highlights some aspects of the method, in particular, the technique “Awareness through
Movement” (Lutsenko, 2014). Instead, the study of the Feldenkrais method as an innovative practice in actor
professional training is still left out of the attention of Ukrainian researchers.

The purpose of the article
The aim of the article is to find out the feasibility of using the Feldenkrais method in the process of

actor training in the context of the development of modern institutional models designed on bio-psychosocial
practice.

© Victoriia Strelchuk, Iryna Ivashchenko, 2019
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Presentation of the main material

Modern theater practice, methods and techniques of actor training are formed within the urban cosmopolitan
context, which is simultaneously multicultural, intercultural and intercultural. Therefore, it is logical and
expedient in the process of actor training in XXI century to combine the traditional methods and trainings and
modern practices, western pedagogy and eastern philosophy, various institutional models, etc. In this context,
the specificity of the actor training by the Feldenkrais method acquires particular relevance.

Now the democratization of common learning practice is a key trend, which promotes the identified
emotional abilities and the formation of psychophysical flexibility of actors. One of the existing techniques
within this context is the Feldenkrais method, which offers emancipatory, empathic-forming and agent-oriented
processes for an open and clear approach to the actor training.

M. Feldenkrais, Doctor of Science in Physics, who actively practiced martial arts and the first among
the Europeans to get a black belt, had developed a unique synthesis of science and aesthetics - the method of
somatic education Feldenkrais based on knowledge of physics, body mechanics, neurology, theory of training
and psychology for 40 years. Today, this method is considered as a revolutionary approach in understanding
human functioning, improving its physical and mental activity. It is actively used to increase the efficiency
of professional athletes, as well as in the training of dancers, musicians and actors. The versatility of this
method allows you to achieve a higher level of comfort, increase mobility and range of movements, improve
coordination and flexibility, expand self-awareness, increase self-esteem and viability (Zarrilli, Sasitharan
and Kapur, 2016).

According to some researchers, pedagogical practices and actor trainings based on this method, provide
students with a sense of belonging and social complicity, creating conditions for the discovery of internal
power (Lorde, 2007, p.56) through the development of a jointly implemented professional closeness, that
forms a pedagogical foundation for the revitalization and integration of own actors’ “the I in the process of
training and stage performance as “the most profound creative source” (Lorde, 2007, p. 57).

The use of the Feldenkrais method in the actor training process began in the 1970’s. Feldenkrais personally
conducted the first training for actors and dancers in the USA and Israel, and held classes with actors in Paris at
the invitation of the famous theatrical director P. Brooke. His students and followers (for example, M. Panier,
one of the leading teachers of the movement in Europe) contributed to the recognition and adoption of the
Feldenkrais method as a somatic discipline and practice that greatly improves the process of learning the
performing arts.

One of the first countries where various aspects of the Feldenkrais method were integrated into the
programs of higher art school was the United Kingdom. In 1996, G. Newell launched the first British training
program for professional actors for Feldenkrais method. An innovative seminar in the curriculum of the Royal
College of Holloway (University of London) became a physical theater course, developed on the Feldenkrais
method, introduced since 1998 by R. Cave, an honorary professor of dramatic and theatrical art. Some other
universities in Great Britain have also integrated the Feldenkrais method in the curriculum of performing arts:
the BA Performing Arts at the London Metropolitan University, the BA Contemporary Performance Practice
Program, Doncaster University Center (University Center Doncaster), etc. (Igweon, 2010, pp. 6-7).

Currently, well-known Western theatrical actors and directors have developed Feldenkrais-based training
courses and trainings: they are taught at many leading art institutions in West-European countries and the
United States of America, and the method regarded as a dynamic learning approach that adds traditional
methods and techniques.

The Feldenkrais method is a somatic discipline based on sound mechanical and neurological principles that
are easily accessible through physical displacement or reorganization and re-balancing of the body in time and
space; emphasizes the empirical aspects of learning, helping the person to improve psychophysical awareness,
giving them the opportunity to make a rational choice of movements and actions. This idea, identified by
A. Questel, is central in the practice of the Feldenkrais method.

A. Questel, a well-known teacher of the Feldenkrais training program, who holds workshops for actors
at leading world institutions, notes that one of the main principles of the actor’s stage activity is to understand
what needs to be done to obtain unlimited opportunities. The Feldenkrais method, which includes all the
necessary aspects for improving person potential through learning, focuses on four aspects: thinking, emotion
(emotional level), perception (processing of information) and motion, as the changes in any of them can lead
to a change within “the I” totally. The author of the method has chosen movement as the method of achieving
this process, since changing the way of thinking, our own feelings and perceptions is rather difficult, whereas
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the change of movement (the process that takes place immediately) and the use of attention can lead to abrupt
changes in the perception of oneself and others (Fonow, & others, 2016, pp. 116—-130).

There are two practical approaches in the training: “Awareness through movement” — a series of group
exercises from sequences of movements that affect changes in the breathing, posture, flexibility, range of
movements, shifting self-esteem, reducing pain, increasing viability, and generally focuses on the process what
we do in reality; and “Functional integration” is a technique aimed at a new perception of oneself through
physical organization, empowerment and free choice of how and what to do (Questel, 2002, pp. 11-16)
(as a rule, takes place in the form of individual classes).

In the process of actor training, this technique is used from the elementary level, to work body and voice up,
as well as to create various motivations for actors, the experience in which they can choose how to respond, in
accordance with many factors that determine the context in which they are and regarding what they or a director
want to convey to the spectators.

A. Questel points out that the education system is based on knowledge of something; most of a person’s life is
spent in the process of learning, planning and forecasting, since in the cultural plan, deprived of means to support the
feeling of non-acquaintance, stay in the process, focusing on the process itself, and not on the outcome. Using the
technique, an actor practices the creation of comfort and new levels of awareness and action in the context of non-
acquaintance of what will be further (Questel, 2002, pp. 11-16).

Sensations are different from feelings; they can even describe other forms, such as fatigue, comfort, readiness,
etc. By developing the ability to feel and comprehend their own feelings, the actors can find out exactly what they
feels and express it more precisely. According to Feldenkrais, the ability to perceive and express a wide range of
sensations is inactive, and only due to certain techniques awakens.

Movements, gestures and poses are much more truthful than words, and hence the congruence of words and
movements contributes to a better perception and understanding of what an actor wants to convey (Fonow, & others,
2016, pp. 116-130). At the heart of the technique is the notion of “awareness”, which is considered by the movement
as a vehicle. According to M. Feldenkrais, “movement is the basis of comprehension” (Feldenkrais, 1987, p. 36),
whereas “comprehension is consciousness, along with the realization of what is happening in it, or as it occurs in us,
while we are conscious” (Feldenkrais, 1987, p. 50).

The method contributes to the creation of neutral state by an actor, which is a foundation for better developing
the physical characteristics. Students distinguish the structure of movements, how to use them to express the nature
of the character, etc.

The particular advantage of the method is in the context of the development of internal stability, including
emotional. It contributes to the creation of a sense of lightness, confidence and presence, which is extremely important
in performing arts.

An effective method of Feldenkrais contributes to enhancing understanding by an actor in a state of tranquility
and state of action, and movement is an integral part of the actor’s ability to tell a story, not only in terms of what
needs to be expressed, but also in terms of setting, re-formulating and developing means external and internal
expressiveness. Thus, the method gives a unique opportunity for an actor to create an image, as well as to make
deeper the comprehension of the creative process.

The methodologies and actor trainings developed on the Feldenkrais method are aimed at rethinking ourselves
and the power of our body in the process of creating an image. By developing a variety of ways of moving and
perceiving, students understand the creative process from the standpoint of the lack of restriction of expressions.
The series of structured sequences of movements “Awareness through Movement” (group vocal practice) promotes
the development of actor’s attention, perception and imagination; improvisation of movements provides further
development of the skills of studying the qualities of motion, surrounding space, sounds, music, etc. In this way,
students are adjusting their bodies’ settings as a professional tool, expanding the capabilities of voice and musculo-
skeletal, and are aware of new opportunities for actor expressiveness, having received a choice of feelings, sensations,
movements and actions.

This methodology is not aimed at obtaining fast, well-defined results, although certain difficulties (breathing
problems, voiced push, etc.) can be solved for several classes, but is characterized by individuality and positioned as
a continuous opening process that takes time to reach and change habits and gain enormous benefits by reflecting on
anew dimension of being as an executor.

The article analyses the use of the Feldenkrais method in the professional actor training in connection with the
development of modern institutional models, designed on bio-psychosocial practices that promote self-awareness,
mobility, effective creative skills in the process of transformation. The expediency of some integrated aspects of
Feldenkrais method into the acting classes programs at higher art educational institutions of Ukraine is substantiated.
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Conclusions

It is proved that techniques and actor trainings designed on the Feldenkrais method aimed at rethinking
ourselves and our body power in creating towards the image. By developing a variety ways of moving
and perceiving, students understand the creative process from the standpoint of the lack of restriction of
expressions. Thus, future actors are working on setting up their bodies as a professional instrument, expanding
the capabilities of voice and muscle-skeleton, and are aware of new opportunities for actor expressiveness,
having received a choice of feelings, sensations, movements and actions.
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METO/ ®EJIBJIEHKPA3A Crpenpayk Bikropis OnekcanapiBHa'?,
B KOHTEKCTI PO3BUTKY | Isamenko Ipuna Bitaniigaa®
THCTUTYIWIOHAJBHUX MOAEIEM | 'Kanoudam nedazoziunux nayx, npogpecop;
AKTOPCBKOI'O HABYAHHA XXI CT. | 2Joyenm;
*KuiscvKkuil HayioHanbHUll yHisepcumem
Kyremypu i mucmeyms, Kuis, Ykpaina

Merta crarTi — BHSBUTH JOIUTBHICT BHKOpPHCTaHHS MeTomy DenpicHKpaif3a B Tporeci HaBYaHHS AaKTOPiB
Y KOHTEKCTI PO3BUTKY CyYaCHHX 1HCTHUTYIIIOHAEHUX MOZEIICH, pO3POOICHIX Ha OCHOBI 010IICHXOCOIiaThbHOT IIPAKTHKH.
Mertoponoris gociikeHHs. OCHOBHUMH B ITPOBEJCHHI JOCIIPKEHHS CTaJIN ICTOPUKO-OIVIJOBUH Ta iCTOPHKO-OITMCOBHI
METOAHY, 110 Jaj0 3MOTYy PO3IISHYTH NMPOLEC HaBYaHHS akTopa 3a MerogoM M. denbnenkpaiiza 3 1970-x pp. y CIILIA,
I3paini Ta ®pannii. Ha ocHoBi 3HaHB 13 Pi3MKH, MEXaHIKK Tijia, HEBPOJIOTiT, TEOPil HABYAHHS Ta IICUXOJIOTIT 3aCTOCOBAHO
Mmertoz comarnuHoi ocBith «Feldenkraisy». HaykoBa HoBH3Ha. Y cTaTTi MpoaHalli3oBaHO BUKOPUCTAHHS B MpodeciiHoMy
HaBYaHHI aKTOPiB MeTomy DenpaeHKpaif3a y 3B’ 13Ky 3 PO3BHTKOM CYJaCHHX 1HCTUTYIIIOHAIBHUX MOJIETCH, pO3pOOIICHIX
Ha OCHOBI 010TICHXOCOMIaThHOT MTPAKTUKH, IO CIIPHUSIOTH CAMOYCBIIOMICHHIO, MOOUTEHOCTI, €(pEeKTHBHOMY BHPOOICHHIO
TBOPYMX HABHUYOK Yy Iporeci nepeBTiieHHs. OOrpyHTOBaHO IOLUIBHICTh IHTErPYBaHHS AESKHX AaCIEKTIB METOHy
denpaeHKpaiiza B MPOrpaMu KypciB aKTOPCHKOI MAaWCTEPHOCTI BHIMX MHCTEIBKMX HAaBUAJIBHHMX 3aKialiB YKpaiHH.
BucnoBku. JloBenieHo, 1110 METOMKH Ta aKTOPCHhKI TPEHIHTH, PO3p0o0JIeHI Ha 0CHOBI MeToy Penb/ieHKpaii3a, CrpsiMOBaHi
Ha TICPCOCMUCIICHHS ceOe Ta MOXKJIMBOCTCH CBOTO Tijia B IpoOIleci poOOTH Haj CTBOPCHHsSM 00pasy. Po3pobisiroun
PI3HOMaHITHI CTIOCOOM TepeMIIeHHsI 1 CIIPUUHSTTS, CTYJICHTH OCMHUCIIOIOTH TBOPYHMM MPOIIEC 13 TMO3MIII BiICYTHOCTI
0oOME)XeHHs BapiaHTIB BUPaXKCHHSA. Y TaKWi cHoci0 MalOyTHI aKTOpH IMPAIIOIOTh HAJl HAAIITYBaHHSIM CBOTO Tijia SIK
mpo¢ecitHOTO 1HCTPYMEHTY, PO3MIMPIOIOYN MOKIIMBOCTI TOJIOCOBOTO U PYXOBOTO amapaTiB, Ta YCBIIOMIIOIOTH HOBI
MOXKIIMBOCTI aKTOPCHKOT BUPA3HOCTI, OTPUMABIIN BUOIp BiAUYTTIB, ITOYYTTIB, PyXiB 1 Jiil.

Kurouosi crnosa: meron ®denbicHKpaii3a; METOAWKH HAaBYaHHS aKTOpa; OIONCHXOCOIialbHA MPAaKTHKA; BHIII
MUCTEIbK] HaBYaJIbHI 3aKJIa/IH.

METO/I ®EJIBAEHKPAM3A | Crpensuyk Bukropust AnekcasaposHa'®,
B KOHTEKCTE PA3SBUTMUA | Msamenko Mpuna BuransesHa®
HHCTUTYIHUOHAJBHBIX MOAEJIEM | 'Kanoudam nedazozuueckux nayx, npogeccop;
AKTEPCKOI'O OBYUYEHMUA XXI BEKA | 2Joyenm;,
*Kuesckutl HAYUOHATbHBIN YHUGEPCUEM
Kyomypol u uckycems, Kuees, Yxpauna

Llens craTthby — BEISIBUTH 1IETIECO00PA3HOCTH MCIOIB30BaHUs MeTofa denmbaeHkpaiiza B Tporecce 0OydeHHUs aKTepoB
B KOHTEKCTE Pa3BUTHSI COBPEMEHHBIX MHCTUTYIIMOHAIBHBIX MOJIENICH, pa3pabOTaHHBIX HA OCHOBE OMOIICHXOCOIMAIbHON
MpaKkTUKA. MeToonoruss ncciaeoBaHus. [JIaBHBIMH B MCCIICIOBAaHMU CTaJM HCTOPHKO-O030PHBIH M HCTOPHKO-
OITMCATENbHBIM METOABI, YTO IO3BOJIMJIO PAacCMOTPETh Mpolecc oOydeHust akrepa mo merony M. @enbleHkpaiica
¢ 1970-x rr. B CHIA, Uzpanne u Opannun. Ha ocHOBe 3HaHMH M3 (DU3UKH, MEXaHHKH Teja, HEBPOJIOT'MH, TEOPUU
00y4eHHUs U TCHXOJIIOTHH NMPUMEHEH METO/ coMaThueckoro obpasoBanus «Feldenkrais»y. Hayunas HoBusHa. B crarse
MIPOAHAIN3UPOBAHO HCIIOIB30BAaHNE B TPO(ECCHOHANBHOM OOydYeHHMH akTepoB MeTtoma DenbpAeHKpaii3a B CBA3M
C Pa3BUTHEM COBPEMEHHBIX MHCTHTYLIMOHAIBHBIX MOJeNel, pa3pabOTaHHBIX Ha OCHOBE OMOIICHXOCOIMAIBHOMN MPAKTHKH,
KOTOPBIE COACHCTBYIOT CaMOCO3HAHHIO, MOOMIBHOCTH, 3((HEKTUBHOI BBHIPAOOTKE TBOPUECKUX HABBIKOB B IIpOIecce
nepeBorutonienust. OO0CHOBaHa 11€JIeCO00Pa3HOCTh MHTETPUPOBAHUS HEKOTOPBIX aclekToB Merona denbaeHkpaiiza
B IIPOrpaMMbI KypCOB aKT€PCKOTO MAacTEPCTBA BBICHIMX XYIOXKECTBEHHBIX y4eOHBIX 3aBelleHWH YKpauHbl. BBIBOIBI
JlokazaHo, 4TO METOJMKHU U aKT€PCKHE TPEHUHTH, pa3paboTaHHbIe Ha OCHOBE MeTona derbieHKpaiiza, HalpaBICHHBIE
Ha MepeocMbICIeHne ce0s U BO3MOXKHOCTEH CBOEro Tena B Ipoliecce paOdoThl Hal cozmaHueM oOpasza. PaspabarbiBast
pa3IUYHBIE CHOCOOBI MEPEMEIIEHNUS ¥ BOCTIPHATHS, CTYACHTBI OCMBICINBAIOT TBOPUECKUH MPOLIECC C TIO3UIMN OTCYTCTBHS
OTpaHWYCHUs] BApUAHTOB BRIpaKeHUs. TakuMm oOpa3oM Oymymiue akTepbl pabOTaroT HaJ HACTPOWKOH CBOETO Tena Kak
IpodecCHOHATLHOTO HHCTPYMEHTA, PACIIUPSISt BO3MOXKHOCTH T'OJIOCOBOTO U IBUTATEIHHOTO allliapaToB, 0CO3HAIOT HOBBIE
BO3MOYKHOCTH aKTEPCKOI BBIPa3UTEIILHOCTH, ITOJY4YHB BHIOOP OLIYIICHUH, 9yBCTB, ABHKEHUH U TEHCTBUH.

Kniouegvie cnosa: meron ®enblieHKpaii3a; METOIUKH 00yUYEHUsI akTepa; OMOIICHUXOCOIMAIbHAS IPAKTHKA; BBICILIUE
XyIOKECTBCHHbIC yUeOHbIC 3aBEACHNUS.
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Inside radicalism and dramatism of composition as a space of cultural construction, leans toward primary choreic
syncretic affects, and Stravinsky associated it with the space of European and Atlantic culture and found a universal form
of dialogue between various styles, genres and eras. There were dialogues where the composer found his other alter ego.
Thus, the multidimensionality arises in the reflexive gist of musical idea. Therefore, “Dialogues” by L. Stravinsky remains
relevant as a universal form of dialogue of the musical space.

The purpose of the article is to determine the cultural and historical dimensions of the synthetic art image of
Stravinsky’s poetry.

The methodology taken in this research is an analytical principle that allows determining the meaning and place of
the researched problem in the global culture. Structural method was used for grouping and presenting main material, its
analysis and use.

The research is also based on historical-genetic, historical-comparative and problem-chronological methods, which
allowed separating a number of problems from the object of the research and understanding the peculiarities and specific
features of Stravinsky’s poetics.

Conclusions. It is proved that Stravinsky’s poetics is formed through dialogical, plastic, and sometimes frankly
theatrical mirrors of the artist’s reflection. The composition theory forms the framework of his poetics. The most important
is that his poetics is a complex synthetic reality; it is a choreatic image of the sensual, cosmological vision of the world
that see with the eyes of the hype-marionette. All of them are presented as a certain montage of “memory of the eye”.
Consequently, the kinematics of I. Stravinsky’s images exists at the same time, there is more than time and is one great
silence, one great calm. Suprematism, as the eternal tranquillity and the fluid flow of images in the mirror of being, which
Stravinsky saw, create one nerve poesis of his music.

Keywords: music; composition; poetics; musical thinking; dialogue.

Introduction

Inside radicalism and dramatism of compositio as a space of cultural construction, leans toward primary
choreic syncretic affects, and Stravinsky associated it with the space of European and Atlantic cultures and
found a universal form of dialogue between various styles, genres and eras. There were dialogues where the
composer found his other alter ego. Thus, if not the conflictology of discourses, then a peculiar polygon, the
multidimensionality of the voices of the reflexive fabric of musical idea arises.

Therefore, “Dialogues” by Stravinsky remains relevant as a universal form of dialogue of the musical
space, which is closely connected with the space of European and Atlantic cultures.

The purpose of the article

The purpose of the article is to determine the cultural and historical dimensions of the synthetic artistic
image of Stravinsky’s poetry.

The main methodological principle in the research is analytical, which allowed determining the significance
and place of the researched problem in the world culture. Structural method was used for systematization and
presentation of actual material, its analysis and use.

The research is also based on historical-genetic, historical-comparative and problem-chronological
methods, which allowed separating a number of problems from the object of research and understanding the
peculiarities and specific features of Stravinsky’s poetics.

© Yelizaveta Arefieva, 2019

87



MY3NYHE MUCTELTBO
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MucrtenrsoznaBctso. Bur. 40 ¢ ISSN 2616-4183 (Online)

Studying the cultural achievements and “Dialogues” by 1. Stravinsky, we verified that there is a small
number of studies devoted to his composition. However, historiography is devoted mainly to the issue of the
relation between poetics and composition in general. In particular A. Azizian, I. Dobritsina, G. Lebedeva in
the work “Theory of composition as a poetic architecture” (Azizyan, Dobritsyn, Lebedeva, 2002) investigate
the theory of architectural composition as a type of professional self-consciousness, considering three
periods — traditional, pre-modernist conceptions (theoretically, from Vitruvius to the normative aesthetics
of French classicism and an Ecole des Beaux-Arts); an epoch of modernism, addressed to fundamentally
other value-cultural and aesthetic norms; the era of modern architecture, expressing itself in the free, non-
normative discourse of postmodern mentality. In addition, Y. Legenkiy “On Architecture” (Legenky, 2005)
provides a wide panorama of reflection in architecture, where poetics and composition are presented as an
ontology of the art image creation. B. Uspenskiy in “Poetics of composition ...” (Uspenskiy, 1970) explores
the approach, associated with the definition of points of view as phenomenological signs of the formation of
the integrity of the work, according to which the story in the artwork takes place and explores the interaction
of these points of view as a system of poesis and compositio. It is important to note that in the book “Poetics
of Music” I. Stravinsky restricts the subject of research to music, his supreme task is to reconstruct poetics as
an ontological phenomenon (“making” work); therefore there is a need to involve such experience of other
forms of art, in particular architecture, where this issue has developed view, unlike musicology.

Presentation of the main material

Stravinsky is extremely bright in colourful sincere speeches, folk motifs, national sounding of the depths
of the musical past. His compositio repertoire is incredibly broad — from biblical texts, ancient myths, folk
tales and plot of gravure of the eighteenth century to neoclassical and dodecaphonic exercices. Stravinsky
is sometimes unpredictable, his style, manner, musical genres look unexpected, but we see that he is an
artist who sees and hears the world of opera, ballet, and symphony. His vocal and chamber-instrumental
compositions, choruses, cantatas in his musical form are striking with mythological realities.

The author defined the work “The Fable about the Fox, the Cock, the Cat and the Sheep” as a fun show
with singing and music. “A fairy tale about a fugitive soldier and a devil, being played and danced in two
parts”, “the Wedding, Russian choreographic performance with singing and music on Russian folk texts from
the collection of Peter Kireevsky”, the opera “Oedipus Rex” — works are extremely different by subject, style,
and texture. However, they all form a somewhat yet unknown combination. Thus, the French Impressionist
composers called him “Prince Thor”, hinting that both Oedipus Rex and Igor Prince are the same figure.

However, the main nerve of his composition remains the purity of the forms, which was gained, when
Stravinsky studied under M. Rimsky-Korsakov, when he looked like the Hellenic hero after a successful
presentation of his first works wearing break chiton, or Christianized catastrophic missionary. Stravinsky
seemed not to see human passions and seems to protest against all the drama and generalized ritual forms of
drama that can be seen in later artists as Mahler and Shostakovich.

Stravinsky seemed to live out of time, but his opus “Poetics of Music” testifies to how he systematically
worked and saw time out of the images of his personal being. Stravinsky became a well-known composer
at a very young age. In particular, in Paris he had already recognized as a famous artist, the author of many
theatrical performances, including ballets that made him world-famous.

We note that Stravinsky, at the insistence of his parents, graduated from the Law Faculty of St. Petersburg
University, but refused this honourable service and “let oneself go” of unpredictable either fate or history,
theatrical somersaults and extremely interesting experiments, simultaneously proceeding with independent
study of music — theoretical disciplines.

The folk tale, pagan ritual, urban folklore, even the Pushkin’s poems are combined and somehow brilliantly
arranged in the anthracite of Sergey Diaghilev to Stravinsky’s works. Diaghilev saw a special synthetism,
even Stravinsky’s syncretism and his first works: “The Firebird”, “Petrushka”, “The Rite of Spring” became
iconic, they enter into the life in different ways, but enter and win in this life their true place (Goldfain, 2017).

Surprisingly, but it was puppetry, the dreaminess of characters, the bizarre of human existence, that
emerged at fatal time, when Stravinsky could not return to his beloved Ustyluh and lost all connections with
his motherland. Then he created a small fit-up theatre and travelled. It was a game like a comedy del Arte,
where “Renard”, “Histoire du Soldat”, “The Wedding”, “Pulcinella” ballet were played, where the fair-tragic
image that could be determined as a reminiscence of folklorism and Italian Renaissance music, and at the
same time original modern compositions testifying to the emergence of the newest theatre space. Thus, the
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composer referred to the music of Bach, Pergolesi, Haydn, Mozart, Webern, Beethoven and Tchaikovsky. We
emphasize that in those fatal times for Stravinsky the Tchaikovsky’s works became the most important.

Therefore, we can say that all Stravinsky’s compositions are a refrain of the great mystery of metaphysical
childhood, which was realized in the composition of the children’s album by Pyotr Tchaikovsky and found
its brilliant refrain in the opera “Disease of the Doll”. Disease of the doll is a disease of the twentieth century,
a disease of the super-marionette, a disease of all bodily implications of the dance, the tore bodies of the First
and Second World Wars, a sickness that can not be cured, which can only be a compositio, a phenomenon of
unity of different positions given by life itself, in which the artist falls, skilfully arranging them, where shaped
dispositions reach the horizons of classics, neoclassics, avant-garde, and even postmodernism.

France in the 1. Stravinsky’s work is the first period of storm and pressure, that is the deep earthquake,
the syncretism provided by mythological exercices multiplied by Cubism of Pablo Picasso and the cubism of
plastic version of V. Nijinsky. The dance of fate as a compositio has found its name and its own face.

However, he was not accepted to French Music Academy; however, the composer was invited by Harvard
University to deliver a course of lectures in poetics. The text of “Poetics of Music” actually became the basis
of his phenomenology of music, which could be defined as a way of “making” music — poesis. However, not
this text defined the destiny of Stravinsky and his compositio. Destiny was determined by the blind impuls,
the motion of the flow of life into which it falls. This was an order from S. Dyagiliv, this ballet was like
a dance theatre, and it was America, where Stravinsky got himself to in the autumn of 1939.

All this space of cultural construction — the space of European and Atlantic culture in Stravinsky was not
lost, because it was associated with his internal radicalism and the dramatic compositio, which tended to the
primary choreic syncretic affects, which could be defined as a dance-musical exercice.

An extremely talented and versatile composer, author of “Symphony of Wind Instruments”, written in
Debussy’s memory, the comic one-act opera “Mavra” for “The House in Kolomna” by A. Pushkin, the opera
“Oedipus Rex” . Stravinsky carried a refrain of dialogue space of modern culture. His compositions found
auniversal form of dialogue within the musical space of different styles, genres, eras. There were the dialogues
where the composer found his other alter-ego. And if there was not conflictualism of discourses — speeches
from the first person and anonymous-folklore speeches, then there was a peculiar polygon, the multidimensional
voices of the reflexive fabric of musical thought.

“Dialogues” of Igor Stravinsky became a kind of reflection, verbal experience of his communication with
the world to his own unsuccessful drama of the artist’s fate, as he said in his interviews with R. Kraft. We want
to remind that Stravinsky’s family (the first last name was Sulima-Stravinsky) came from the growth of the
Vistula of the western Ukrainian lands belonging to Poland. After joining the USSR, the first part of the last
name was reduced. The composer’s father Fedir Stravinsky was born in 1821 in the Chernihiv district. For
a long time, 1. Stravinsky was associated with Ustylug in Volhynia. In his wife’s house he wrote many works
for S. Diaghilev. However, when R. Kraft asked about his origin, Stravinsky did not mention his Ukrainian
roots. However, it seems that the Ukrainian mentality of the composer was determined through the flavour,
musicality and excessive puppetry of the play script space of compositions, which are invariant of all his
works.

When Stravinsky realized his forced expatriation since the Soviet Union, during concerts in Moscow, he
wanted to return to Ustyluh to meet with his motherland, to stay in Volyn in his native county, but he was
denied. The Ustilug, who wanted to visit Stravinsky, was closed for the “emigrant”.

“Dialogues” written down by his editor, as well as later works created by the shadow authors, arose from
his project, his outlines, where the composer attempted to recreate the image of the era, the mentality of the
compositio of his own life in music, which happened and did not happen under the rules of the contingent,
the lessons which he learned well under M. Rimsky-Korsakov. It seems that the composer’s thoughts on
compositio were mainly articulated in talks, notes, memories that reflected his soul, mentality. The texts of
“The Chronicles” and “Poetics of Music” summarize the complex mosaic of thoughts only.

In the “Dialogues”, the referrer asks questions, and the artist answers that reminds of the Egyptian poem,
where a slave asks, and a master answers. The slave always rolls over and always moves through the mind of
the master. Only here there is no separation into a slave and a master, but there is another refrain — the answer
becomes anonymity of the sound. Impersonal voice appears and ask a question (only those questions that
need and do not need to be answered), and the one who answers does not answer these questions, but quite
different ones that arise spontaneously in the whirlwind of thought. The common thought lives as a living
space of compositio’s reflection, as a poetic form of reality (poetic — not in terms of composing poems, but in
terms of the emergence of poetics of “making a common idea”, which is referred to).

89



MY3NYHE MUCTELTBO
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MucrtenrsoznaBctso. Bur. 40 ¢ ISSN 2616-4183 (Online)

Stravinsky’s thoughts, dialogues and monologues became the internal doubling of the voice that articulates
the thought and immediately forms a certain image in the mirror of the on-the-street image of the portrait to
which the author refers. “Many of my later St. Petersburg’s memories are associated with Diaghilev. I often
recall the first arrival to his home in Zamyatin Alley, which struck me with excessive amount of mirrors on the
walls” (Stravinsky, 2012).

We see many mirrors: a mirror in the apartment, a mirror of the Niva river, a mirror of the transparent
windows of O. Benois, who also left strange memories, and all this — one large mirror reminds us of the mirror,
which was spoken by the poet-symbolist, philologist-classic V. Ivanov, who, at the bottom of his mirrors, found
a mosaic whole, divided into pieces, a mirror of his soul, which can be called a certain form of compositio.

“How does a person get older? — continues 1. Stravinsky immediately on this page after the Diaghilev and
Niva’s mirrors — I do not know and why I am old and should I be old (I do not want to), whether there are
identical “the I” and “He”. All my life I have fancied myself the “youngest”, now I suddenly read and hear
about myself as “the oldest”. That’s why I doubt about these pictures of the distant past. I have doubts about
the verity of my memory, but I know, although it is impossible, that still every person lives not in reality, but
in images that are stored in memory. Everywhere in the crack at the open doors of my bedroom, I again see the
world I have lost, and time is disappearing. My mother went to her room, my brother is sleeping in the next
bed, everything is still quiet in the house, the light of a street lamp is displayed in the room, and in its light
I find out in my twin myself” (Stravinsky, 1971).

There is another mirror — an existential, monumental mirror of the memory of childhood. After all, the
puppet doll no longer enters the room and does not put his hand on his head. He is already very old, life has
already passed, he is already dead, cold, wooden Igor Stravinsky he is Igor Fedoroych, not a small child who
remembers the door and mother’s shadow behind these doors.

These are strange compositions, but not strange memories. Therefore, it is easy to draw a poetic parallel
to the memories of Marcel Proust when his mother was carrying him up the second floor and his father was
carrying a candle. The shadow from the candle of childhood remains in memory, although there is no that
house, nor those stairs, and for a long time there is no mother and father. If Stravinsky for some reason didn’t
not speak about the bells of memory, then Marcel Proust said that if before the day’s noise had drowned the
noise of the bells of the church standing next to the house, that days nobody interfered in the memory of a good
sound, how they were buzzing and carrying in the remembrance of that great mirror, that great aquatic space of
the Niva river, which, as a deserted exclamation, collects in human memory the memory of the fate of people,
their voices and sounds.

Still there is one motive — Rachmaninoff’s bells, a lyrical song “I’m waiting for you”, where beloved
“You” has died. We see crucified and tore Russia, M. Voloshin’s Russia, who wrote “this spring Christ has
not risen”. If I. Bunin did not laugh at M. Voloshin, who loved to drink, and I. Bunin liked to mock at many
people, these words could not be written neither Bunin nor Stravinsky could express it with music, because
they were more traditionalists. Therefore, Voloshin played another kind of harmony, some other drama, his
grave was under a tree on that Cimera’s stone land, which was not given either to Stravinsky or Rachmaninoff,
they remained in a strange country. Mirrors of the earth, its rivers, and the water area are the most impactful.

Melchior-Bonnet wrote, “Despite all its defects, despite all its unfinished potencies, the mirror was
understood by our ancestors as a strange tool through which a person could see the reflection and know better
themselves. Nevertheless, he could also use it to gain access to what could not be seen with the usual naked
eye. In the conceptual system of the Middle Ages, the paradigm of Platonism of vision is clearly defined as
a vision, which was a privileged way of knowing the world. It was with the help of sight that a man met the
beauty. The absolute feature as symbolism was applied to the mirror. The need for it was determined by “its
ability to increase the visual acuity and produce rays of light of any beauty” (Melchior-Bonnet, 2006, pp. 161-162).
The composition is not the mirror of the soul only, but also it is the mirror of society, and culture.

Compositio, as a unity of fate, is looking for mirrors, is looking for new images that create poetry of
poetics. We can talk about one poetics of the twentieth century, Mandelstam wrote about it the following:

To free life from jail, and begin a new absolute,
the mass of knotted days must be linked by means of a flute.
With human anguish the age rocks the wave’s mass,
and the golden measure’s hissed by a viper in the grass (Mandelstam, 2004).

Stravinsky and Mandelstam have very similar motifs that are simultaneously pronounced in a completely
different and one language — the language of high poetry, the language of the Word Music, recorded by
R. Kraft. Why was Stravinsky short of luck? Why did not he have enough time to write down his thoughts?
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Could he not, or did not want to write words on paper instead of music? After all, the dialogue of the Logos
and Music breaks into the world. Moreover, all these dialogues, true deep sadness, and poetry, the same as
O. Mandelstam, M. Klyuev, S. Yesenin, etc., had. It sounds above all the mirrors of culture, day, and time.

We begin to feel that the word here is not important, the word retreats, the word is the background that it is
born of music. It is impossible to speak with words about it, in response to the words, the music is silent, and
it expresses only feelings and insults.

Stravinsky’s memory image is formed by some kind of superfluous lens, an actor of dialogue-monologue
armed with exorbitant optics, forms images of excessive figuratively-frank reality. This is the compositio that
is present in the music of Stravinsky.

Stravinsky pictured the portrait of a “teacher” of all musicians of the twentieth century. It was Arthur
Schoenberg. “Diaghilev invited Schoenberg to listen to my ballets “Firebird” and “Petrushka”, and Schoenberg
invited us to listen to his “Pierott Lunaire”. I do not remember who was conducting on rehearsals when I was
there: Schoenberg, Scherchen or Webern. Diaghilev and I spoke in German, he kept friendly and cordial, and
I got the impression that he was interested in my music, and especially “Petrushka”. It is hard to remember
the impression after 45 years, but I remember absolutely clearly that the instrumental side of the “Pierott
Lunaire” left a lasting impression. Under the word “instrumental”, I understand not only the instrumentation
of music, but also the entire brilliant controlling and polyphonic structure of this masterpiece. Unfortunately,
I do not remember Webern, although certain that met him at Schoenberg’s house in Zehlendorf (now Berlin).
Immediately after the war, I received several hearty letters from Schoenberg where he asked about my little
plays” (Stravinsky, 1971). Therefore, Stravinsky sincerely and frankly responded to the fact that it was
Schoenberg who was his honest modern impact, and talked about dolly music, commedia dell’arte, and others.

So much of the “Dialogues” where Stravinsky talked about his works, we will leave this information for
the next research to confirm the opinion on Stravinsky’s poetics as practical aesthetics, composition theory
of his own creation (Stravinsky, 1971). This aspect, of course, is important, connected with the synthetism of
musical work of M. Rimsky-Korsakov, and describes him as a polyphonist in the broad sense, which rested on
the mighty context of the neoclassical, anticipating the context of postmodern music.

Therefore, we can say that Stravinsky was on the verge of all the searches for postmodern music, which
began with the “Pierott Lunaire” and works of the artists of the New Vienna School. Therefore, it is however,
that Stravinsky was not canonical in his poetics and composition, and in no way he was a school teacher, by
the way, Rimsky-Korsakov wasn’t a teacher as well. Stravinsky took the most important thing from Rimsky-
Korsakov — the military statute, the categorical imperative of the music creation. He believed that this was
enough to carry out any work. It was a great life and a great heritage that cannot be interpreted unambiguously
in a certain polymorphic amount of interpretations of musical forms and facts.

Conclusions

Consequently, Stravinsky’s poetics is formed through dialogical, plastic, and sometimes frankly theatrical
mirrors of the artist’s reflection, reaching the existential movement of thought as the actual experience of life,
and musical constructions. The composition theory forms the framework of his poetics, but it is only frame not
all through. The most important is that his poetics is a complex synthetic reality, which cannot be just sentence
composition or music discourse. It is a choreatic image of the sensual, cosmological vision of the world that
see with the eyes of the hype-marionette. All through is presented as a certain montage of “memory of the
eye”. It is both cinematography and music eye. All images’ kinematics of I. Stravinsky is not only movements,
rhythm and pauses, censoring silence. It exists at the same time, there is more than time and is one great
silence, one great calm, about which Kazimir Malevich was dreaming. Suprematism, as the eternal tranquillity
and the fluid flow of images in the mirror of being, which Stravinsky saw, create one nerve poesis of his music.
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COMPOSITIO I. CTPABUHCBKOI'O | Aped’ea €nizaBera FOpiiBaa
SIK CUHTETUYHA PEAJIBHICTD | Acnipanmxa, Hayionanvna mysuuna axademis Ypainu
BAYEHHS CBITY | imeni IT. I. Yaiikoscokozo, Kuis, Yxpaina

BHyTpimmHi# pagukaii3M i IpaMaTH3MOM COMPpOsitio SK MPOCTip KyIbTypHOTO Oy/IiBHHIITBA, IO TSDKIE IO TEPBUHHUX
XOPETYHUX CHHKPETHYHUX aeKTiB, y CTPaBUHCHKOTO aCOLIFOETHCS 3 IPOCTOPOM €BPONIEHCHKOT Ta aTIIaHTHYHOT KYJIBTYPH
1 3HAXOUTH YHIBepcaiabHy (hopMy Hianorizamii pi3HUX CTHIIB, )KaHPIB 1 enox. CaMe B Jiajlorax KOMIO3UTOP 3HAXOIUTh
CBOE iHIIIE abTep-ero. TakuM YMHOM BUHHKAE OaraTOBUMIPHICTH TOJI0CIB peIeKCHBHOT TKAHUHH MY3UYHOT JyMKH. Toxk
«ianorn» I. CTpaBUHCHKOTO SIK YHIBepcaibHa GopMa Aiaiorizaiii My3HqHOTO MPOCTOPY 3aIHNIIAIOTHCS aKTYaIbHIMHU.

Mera cTarTi — BUSHAYUTH KYJIBTYPHO-ICTOPUYHI BUMIPU CHHTETHYHOTO Xy/I0)KHBOTO 00pasy nmoeTuku CTpaBHHCHKOTO.

MeTtoposnoris. Y q0ciipkeHHI BUKOPUCTAHO aHATITUYHUN IPUHIINII, SIKAW JO3BOJIMB BU3HAYUTH 3HAUYCHHS Ta MicCIe
JOCTIKYyBaHOI TIPOOIEMH B 3aralbHOCBITOBIH KynbTypi. CTPYKTYpHHI METOI 3aCTOCOBYBABCS JJISl YIPYNOBaHHS Ta
BUKJIAJICHHS (JaKTHYHOTO Marepiaiy, oro aHaji3y Ta BUKOPHCTAHHS.

Jocmipkennss  0a3yeTbcs TaKOK Ha  ICTOPUKO-TEHETHYHOMY, 1CTOPHKO-TIOPIBHSJIBHOMY Ta MpPOOJIEMHO-
XPOHOJIOTIYHOMY METOJIax, SIKi JO3BOJIMIM BUOKPEMUTH 3 00’€KTa JOCIIKSHHS psiji IPpoOJieM 1 3p03yMiTH 0COOIMBOCTI
Ta cneun@iuni prcu nmoetuku CTpaBUHCHKOTO.

BucnoBku. JloBeneHo, mo CrpaBHHCBKOrO (OPMY€EThCS Y JialOTiYHUX, IUIACTUYHUX, & IHKOJIM BIJIBEPTO
TeaTpalbHUX A3epKanax peduekcii Mutia. Teopis KOMIO3HIIIT CKiIagae Kapkac ioro moetnkn. HalromoBHININM € Te, 110
HOTO TIOETHKA € CKIIQJHOI0 CHHTETHYHOIO PEabHICTIO, Ie XOpeidHnii 00pa3 4yTTEBOTO, KOCMOJIOTIYHOTO OaueHHS CBITY,
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10 IUBUTHCS OYaMH TillepMapioHETKH. Yce Ie TOMAeThes SK MeBHUN (OTOMOHTAX «ImaM’sTi oka». OTke, KiIHeMaTHhKa
00pa3iB 1. CTpaBHHCBKOTO iCHY€E OJHOYACHO, ICHY€ TIOHAJI YaCOM Ta € OJIHIEIO BEJIMKOIO THIICIO, OHUM BEIMKHM CIIOKOEM.
CymnpemarysM K BIYHHHA CIOKIH 1 INIMHHKMK MOTIK 00pa3iB y a3epkanax OyTTs, ski 0aunth CTpaBUHCHKHUI, CTBOPIOIOTH
OJIMH HEPB POesis HOro My3HKH.

Kniouosi crosa: My3uka; KOMIIO3ULIIS; TOETHKA; My3UYHE MUCICHHS; AiaJIOL.

COMPOSITIO . CTPABUHCKOI'O | Apedrera Enuzasera FOpreHa
KAK CUHTETHUYECKAS PEAJIBHOCTD | Acnupanmxa, Hayuonanonas mysvikanvnas axademus
BUJIAEHUSA MUPA | Vipaunor umenu I1. U. Yaiikoeckozo, Kues, Ykpauna

BHyTpeHHMI paMKaiu3M W JpaMartu3M compositio Kak MPOCTPAHCTBO KYJIBTYPHOIO CTPOUTENBbCTBA, TATOTEET
K TIEPBUYHBIM XOPEHYECKUM CUHKpeTndeckuM addexram, y CTpaBUHCKOIO acCOIMUPYETCSl € MPOCTPAHCTBOM
€BpOIIEICKON M aTIAaHTHUECKOW KYJIBTYPBI U HAaXOAUT YHUBEPCAIbHYIO (JOPMY IHMATOTH3AINU PA3HBIX CTHIIEH, XKAHPOB
1 310X. VIMEHHO B IManorax KOMIIO3UTOP HAXOAUT CBOE JIpyroe ajubTep-3ro. TakuM 00pa3oM BO3HHKAaET MHOTOMEPHOCTh
TOJIOCOB pe(IIEKCUBHOM TKaHHU My3bIKaJIbHOHM MbIcin. [ToaTomy «/Inanorm» M. CrpaBuHCKOTO Kak yHUBepcalibHas (hopMa
JUAIOTU3AIMH MY3bIKAIBHOIO IPOCTPAHCTBA OCTAIOTCS AKTyaIbHBIMH.

Ilens cTatbu — ONpEAENUTh KyJIBTYPHO-UCTOPHUUECKUE H3MEPEHHsS CHHTETHYECKOTO XYHO0KECTBEHHOro o0Opasa
no3TuKu CTpaBHUHCKOTO.

Mertononorusi. B uccneoBaHun NCIONB30BaH aHATUTHUECKHUN IPUHITHIL, KOTOPBIN ITO3BOJIMII ONIPEEIIUTh 3HAaUCHNE
1 MECTO HCCJIEAyeMO MpoOiIeMbl B 0OMIEMUPOBON KynbType. CTPYKTYPHBIH METOX MPUMEHSUICS ISl TPYNITHPOBKA
1 BBIKJIQAKH (PaKTHYECKOTO MaTepHaa, €ro aHaJIi3a U UCI0JIb30BaAHMS.

HccnenoBanne 0Oasupyercss TakKe Ha HCTOPHKO-TEHETHYECKOM, HCTOPUKO-CPABHUTEIFHOM W TPOOIEMHO-
XPOHOJIOTUYECKOM METO/1aX, KOTOpPbIE ITO3BOJIMUIM BBIJCIUTH W3 OOBEKTA HCCIENOBaHUS sl MpoOJieM ¥ TOHSTH
0COOEHHOCTH U crieliu(puuecKue 4epThl TOAITUKU CTPaBUHCKOTO.

BeiBobl. Jlokazano, uto CrpaBUHCKHN (opMHpyeTCsi B JAMAIIOTHYECKHX, IUIACTUYECKUX, & MHOTAA OTKPOBEHHO
TeaTpalbHBIX 3epKajax peduexcnu XyIoKHHKA. Teopus KOMIIO3MIMH COCTaBIsSeT Kapkac ero modTuku. Camoe
ITIaBHOE, YTO €TO MOATHKA SIBISIETCS] CIOKHONH CHHTETHYECKOM PEealbHOCTBIO, 3TO XOPEHYECKnil 00pa3 d4yBCTBEHHOTO,
KOCMOJIOTHYECKOTO BHJICHNSI MUPA, CMOTPSIIIETO TIa3aMHU THIIEpMapHoOHETKH. Bee 3To moaercest Kak Hekuid pOTOMOHTaXK
«mamsTH Tiaza». Mrak, kuaemaruka oopa3oB M. CTpaBHHCKOTO CyIIECTBYeT OJIHOBPEMEHHO, CYIIECTBYET BHE BPEMEHHU
U SIBJISIETCSI OZAHOW OOJIBIION THIIMHOM, OAHUM OOJBIINM criokolcTBHeM. CynpemMaTn3M Kak BEYHBIH IMOKOW M TEKy4YHi
HOTOK 00pa3oB B 3epKajax ObITHs, KOTOpbIe BUIUT CTPaBUHCKUI, CO3/IAI0T OJMH HEPB POESIS €ro My3bIKH.

Kniouesvie cnosa: My3blKa; KOMIIO3ULIUS; TOITHKA; My3bIKaJIbHOE MbIIUICHHE; THAJION.
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The purpose of the article is to explore different literary interpretations (poetry and prose) from the point of view of
the relationship between literature and music, the perception of musical phenomena as a possible means of interpretation
and the use of such phenomena in teaching practice.

Musical culture is an extremely complex phenomenon, in which aesthetic, psychological, social, communicative and
other areas are intertwined. This versatility is associated with the special parameters of the impact of its background —
music.

The interaction of literature and music can be traced not only in the audio space of the former, but also in the use of
various musical images, instruments, terminology, and musical rhythm in the artistic text.

Scientific novelty consists in revealing various forms of musical imagery in D. Pastirchak’s poetic works.

The following research methods were applied — cultural-historical (to consider the genesis of musicality in
D. Pastircak's works), a theoretical method of analysis, procedural-structural, generalizing.

Conclusions. It is proved that musical motives play an important role in building dynamic development and
inner completeness, in revealing ideological and thematic content, serve as an expression of author’s intentions, are
a kind of catalyst in expressing the ideas of the author, stimulate the reader’s perception. So, the works by D. Pastircak
(in particular, the story “Chintet”) contain music that embraces peculiar characters and meaning. A deep analysis of such
musical sounds makes it possible to identify various forms of musical imagery in the poetic world of the author.

Keywords: music; literature; thythm; variations.

Introduction

Music differs from all other arts because it is not a reflection of phenomena or, more precisely, adequate
objectivity, but rather a reflection of the human will itself, providing the physical in this world with the
metaphysical, providing all individual phenomena with the thing-in-itself (Schopenhauer, 1998, p. 214,
In Novak, 2005, p. 34). Music can thus become a bridge between the body and the soul, between the earthly
world and the transcendental environment of higher spiritual value. Music can also apply as a metaphor because
it has the potential to convey abstract thoughts; music can also function as a symbol because it is impossible
to explain it unequivocally as it does not signify anything concrete or tangible, only presenting a reality that
cannot be captured in any other way (Jarocinski, 1989, p. 35; Novak, 2005, p. 38).

R. Novak (2005, p. 35-36) claims that music, in the case of the such a spiritually oriented personality of
aprose writer Daniel Pastir¢ak undoubtedly is, can also perform the function of “a subconsciously acknowledged
synonym of spiritual being in this world, detachment from the outer layers of things, and search for their inner
essence”. Similarly, Daniel Pastir¢ak states that “music reaches directly for content and the content of life is
not in the factuality of things but rather in their quality — music does not know a forest, only a dark forest; it
does not know dusk, only a dreamy dusk. Music is the inner being of things and their relationships, which
is why music is present wherever art is present. After all, art is a discovery of the inner being of things and
actions.” (Pastircak, 2001, p. 97). The presence of music as a component of the motif-based structure of a work
of art creates passages through which the unreal, the abstract, the magical, and the mystical seep into texts:
“Music is the air of the spirit. It is everywhere. Around us and within us.” (p. 20).

© Olha Bench, Eva Dolinska, 2019
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Discussing the multiple meanings of the word music and its function in a literary work of art indicates that,
besides “higher” dimensions in life, the writer sees music as the basic stimulus of metaphor and its integration
into artistic texts “reveals unconventional analogies among the phenomena outside the self or between the
outer world and the inner experience” (Jarocinski, 1989, p. 36; Novak, 2005, p. 38). Besides using music
to express the inner life of characters, the author sees music as an expression of searching for one’s purpose
in life: “Albert turned to face the girls, — do you see the paths? — and the girls nodded. — They’re like the
grooves of a vinyl record, hiding the music of the world. There is a song for everyone in it. A different song for
everyone, a song everyone can call their own.” (p. 25).

The purpose of the article

The purpose of the article is to explore different literary interpretations (poetry and prose) from the point
of view of the relationship between literature and music, the perception of musical phenomena as a possible
means of interpretation and the use of such phenomena in teaching practice.

Presentation of the main material

In the text, music undergoes various metamorphoses:

1. Music as an expression of the miracle of creation: “She felt as a newly born idea, as a word being
uttered, as a music emerging from silence” (p. 234). 2. Music as a path to fellowship: “The sound of the oboe
was not the only thing Debby could hear. ... The tones were coming out by themselves; she was playing lightly
and joyfully as though she were tossing stalks of grass into a massive river, letting them drift away towards the
sea. The tufts of grass parted at her feet and a narrow path emerged, meandering towards an unknown land”
(p. 235). The passage above suggests an analogy between the words “song”, “word”, and “path”. Figuratively
speaking, the word path relates to human life in general, while life was created through the Word (cf. Pastircak,
2001) or song: “Debby did not need to look for tones anymore: they were released from within by themselves.
She wasn’t creating a song, the song was creating her” (p. 29). At the same time, the pitch of the tones represents
vertical pathways; while the time, which manifests itself through flowing, beats, or rhythms based on various
speeds, represents horizontal pathways. The space of the literary work is structured in the same way.

3. Music as an expression of the absolute truth and mystery of life; the most essential symbol of spiritual
reality; the deepest and irreplaceable form of expressing the human desire for eternity: “The Universe-
lambkin, — she whispered, suddenly hearing music. Yes, music, the music they began playing imprecisely,
poorly, and awkwardly with Philip and Dora somewhere at the beginning of their journey through “Chintet”.
But here, the music came across as complete in its astounding majesty” (p. 233).

Rhythmical sequences in “Chintet”

Rhythm is most frequently defined as a regular (intentional) alternation (arrangement) of certain
(homogeneous) elements in time (at certain symmetrical intervals). More or less regular alternation
(or “clustering”) of certain units can also be found in language (with a specific aesthetic function in the language
of art, where phonic elements are intentionally repeated). However, regularity is only one, albeit dominant,
pole of the essence of rhythm. The other pole is constituted by a change in regularity — a form of refreshment
or relaxation. It is, therefore, equally important for any perception of rhythm that there are breaking points
of rhythmical movement — places in which rhythmical regularity is broken or “disrupted” (Mistrik, 1969,
p- 336-338; Sabol, 1969; 1977b, p. 5, Sabol — Zimmerman, 2002, p. 81-82).

Things that are cyclical in nature (days, seasons) is rhythmical at the same time: they are based on incessant
repetition, the only precondition being that humans do not interfere applying their artificial arrangements. The
idea of the story, i.e. the flow of time and motifs recurring cyclically, emerged as early as in the culture of
Ancient Greece.

Ancient Egyptians used to divide the day into smaller periods by means of water clocks. In the course
of history, many instruments have been used, in addition to the modern watch, with the sole intention of
splitting up the day regularly. Apart from these efforts, people have made efforts to approach music in terms of
measurability, too. In comparison to musical utterances (the pronunciation of syllables), a more natural unit of
measurement was sought so that this form of expression could be divided into smaller units as though it were
a literary text. According to a Greek-Gregorian theory, rhythm emerged as a sequence of tempo series. This
development (from Gregorian imprecision to rhythmical regularity) can also be seen in the prose written by
Daniel Pastircak.
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Rhythm can occur in prose under certain circumstances, namely through the repetition of words, clauses
in a complex sentence, motifs, etc. For instance, a particularly strong rhythmical motive can be evoked by
“galloping horses” (p. 141). Admittedly, it is not just a matter of the acoustic facet, but also the semantic aspect
of this expression: it has an acoustic effect as well as a beating meaning. Hearing it behind his back, Damian is
scared; at the same time, the passage creates an acoustic prelude to the subsequent image of a black horse and
its black rider, whose face is “shadowed and invisible” (p. 141).

Similar to Gregorian melodies, the rippling and moving character of the prose is based on the sequences and
alternations of moods and motifs of varying structure, which give rise to a free and natural musical expression.
It is both harmonic and highly expressive. On the other hand, rhythmical sequences such as these can manifest
themselves as an effort to express the incommunicable or explain the inexplicable. In places, the reader has
the feeling that, as privileged elements of the expressive communication in Daniel Pastir¢ak’s artistic style,
music and singing are part of a virtual reality. In Chintet, thoughts are clad in appropriate dramatic elements as
well as imagery, which applies to the story both spatially and temporally — the present, the past, and the future
are included, which analogically indicates man’s (in this case, children’s) quest in relative time. “The future,
existing in man’s consciousness as a conflict between the planned goal and the actual result, creates the need
of a life strategy that changes time-as-a-destroyer to time-as-a-constructor” (Ingarden, In: Godar, 1991, p. 36):
“Meanwhile, the snow started melting. (Damian already noticed this during the investigation). The ice in the
fountain and the snow in the square suddenly turned into water. A small river was streaming down the square;
thin streamlets were trickling from the roofs of the houses; heavy drops were coming down the windows of
the hackney carriage. The little waves spreading playfully over the cobbles were drying off right in front of the
boys’ eyes. Coltsfoots were sprouting from the crevices in the cobbles. The whole square suddenly turned dry,
awash with sunlight, and full of spring” (p. 71). Every element related to time seems to carry symbolic energy.
The concluding passage of the fairytale is figuratively captured through autumn: “Damian realised for the first
time that summer had stopped breathing in this lost country and autumn had crept into the woods” (p. 300).

In his text, the author portrays two worlds — our world, manifesting itself in space and time, and another
world, located outside space and time, where time flows by otherworldly rules. One of these worlds is mirrored
in the other; they identify and verify each other in truth and good as well as in lies and evil. The other world
can be referred to as a world of essence, that is to say, an essential world. The essence manifests itself in
our time-and-space world as a ratio or comparison between the smaller and the larger. This ratio is a bridge
between the world of time and space and the world of essence (Weinreb, 1995, p. 54). The author explains
(in the words of Damian’s great grandfather) their continuity by means of a fairytale that is capable of removing
the barrier between the spiritual and the material spheres, between reality and dreams. The fairytale represents
a sort of prototype of reality, a mirror image based on a view of how the world works, a simplified image of
an abstraction: “fairytales are shadows of the spiritual worlds that tower over us up in the sky. The worlds are
too high for the eyes of the living to see them, but their pearly shadows are reflected on the surface of our inner
characters in the form of fairytales. They are woven into the dreams of the living as indistinct signs. No, good
fairytales are never made up. When you are in the middle of a fairytale, you are much closer to reality than
when you are only floating through the empty time of the outer world.” (p. 59). In this connexion, D. Teplan
(2007, p. 93) points out that “D. Pastir¢ak’s work displays a dislocation that, quite conversely, points from the
primary fiction (the natural world) to the secondary fiction (the supernatural world). More precisely, “Chintet”
shows how children’s play in “the physically possible world” turns into a concrete and “physically impossible
world”,” which is a reflection of the real world in many ways. It can be stated in accordance with V. Godar (1991,
p. 42—43) that “the creation of a world model and the phenomenon of its modelling — based on intelligibility as
a quality defining the relationship between man and the world, transferring an endless spectrum of phenomena
in a comprehensible form using logical operations — are the main intellectual activity of human beings. Human
beings strive to create a simple and clear worldview within themselves, using adequate ways; they do not
indulge in this only to gain the upper hand over the world they live in, but also to try to replace, at least to
some extent, this world with an image they have created. This image and its materialization function as the
focal point of man’s spiritual life, a source of peace and certainty which cannot be found in the confining and
dizzying whirl of his or her own life”. This, too, is one of the possible views of the author’s need to “construct”
a supernatural world that, rather than existing right from the start, “is created as an illusory game or a figment
of imagination originating in a child character (Debby)” (Teplan, 2007, p. 90).

The style and stream of thoughts of the author indicate that the present world is constantly in motion and
endlessly original and perfect, individualizing in the author’s thought which is transformed into the text. The
text is always ready for detours, leaps from one image to another, loss of the plot and its rediscovery. In the
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circumstances, speed and tempo manifest themselves as the protagonist of the situation, accompanying the
rhythm emerging from the regular repetition of two essential antitheses of the work: life and death, good and
evil. These are (or can be) interpreted as opposites but they belong together and form a unity. Crossing the
boundaries of reality in his text, the author suggests that one side of things does not constitute reality because
the world is based on dualism (Weinreb, 1995, p. 112). It is music that builds a bridge between the motif
of death and the motif of life, or separates the two motifs; on other occasions, it functions as an instrument
for expressing the transfer from life to death. Various relationships of theses and antitheses, the odd strange
shade of their syntheses, assumptions, and the return to the primary idea (the creation of man) enriched by
experience — all of these processes, either understood individually or together, manifest themselves in the
musical syntax. It follows from the above that considerable parallels can be drawn between music and prose.
Such an analogy can also be considered with respect to mental processes in any form — from strict logical
thinking to a free stream of consciousness.

For instance, musical language and peculiarly rhythmical waves can be observed in the passage on the
creation of man as an idea on divine canvas: “ —unbelievable! — it felt as though he was looking into a diamond.
The planes of light were breaking and overlapping. Moss-green, aquamarine, and golden tones blended in
the depths of the flake with violet-grey chords. Damian spotted movement in the places where the colours
blended into the deepest of shades. It took him a while before he realized that, word by word, sentence by
sentence, some sort of writing was slowly emerging. The text grew larger. When the surface of the snowflake
was all covered in text from edge to edge, another layer started emerging; when that layer was full as well,
another one appeared, then another one, and another. Damian found himself watching a multilayered record
of writings, signs and codes emerge right in front of his eyes. He could make out none of it, though. Still, he
understood the text. An amazingly detailed image was emerging in his head. He could see a tree, or rather just
an idea of a tree; he could see in all of its times, in all of its forms, a tree both on the outside and on the inside,
its history from the first sprout, the first plant with leaves at pink dawn at the beginning of all time, to the last
decaying root at purple dusk at the very end.” (p. 140). In contrast to a thought in the form of a proposition, an
image has the potential to connect a thought with an emotion into one whole. An image stimulates adequate
feelings — pleasure, joy, desire, awe, disgust, fear, anxiety, repulsion, horror — but, at the same time, it can also
convey an encoded thought. This unity of feeling and reason determines the essential purpose of the symbols
and metaphors. The thought of man’s creation later manifests itself more concretely in the passage where
Dora transforms from an old woman into a little girl: “she was rising from the clay, carried by the wave of the
thought that was flowing into her from the depths of the eye over the cascades of joyful energy. She felt like
a newly born thought, like a word that is being uttered, like music rising from silence.” (p. 234).

The music of this passage and the previous one is an expression of spontaneous harmony (accord) with the
world; it is an expression of natural harmony that man is part of. To listen to such music built on the primary
power of attraction is to study the stability of the world. The author emphasises the inevitable, everyday
movement from surface to depth, from periphery to centre. That is to say, from one’s own self as a banal
episode to one’s authentic self, which spreads like a fan over time, although it exists outside time. Pastir¢ak
views the mystery of man’s creation as follows: “Man can see and renew his authentic self only in the mirror
of the divine, ever present you (cf. Psalm 169: “God, you have studied me and you know me. You know if
I am sitting down or getting up. You know my intention in advance. Lord, you know what [ want to say before
I utter the words.”)” (Pastircak, 2006).

Put in music terminology, “word by word” (the word is a unit of rhythm and music) as in “beat by beat”,
“sentence by sentence” as in “chord by chord” (the sentence is a harmony of several words, similarly to the
way the chord is a harmony of several tones), an apparent parallel can be seen between a text resembling
an orchestral composition and music proper. What is more, the expression ‘multilayered record’ calls for
a discussion of the word that has developed, particularly in Western music, both horizontally and vertically,
which means that we can listen to several voices at the same time (Butor, 1997, p. 94). Combining vertical
and horizontal repetitions of words results in various types of polyphonic variants (canons or fugues). On the
other hand, Weinreb (1995, p. 92) stresses that the word comes from another world, one that is more centered
and essential. “In the beginning there was the Word, and the Word was with God... And the Word became
a body...,” says John in his gospel. The Hebrew word with the meaning of ‘body’ has the same letters as the
root of the word for ‘message’. The body is a message; therefore, the message is in the body. In his artistic
text, D. Pastir¢ak manages to capture the quality of a human being that is God’s message for this world in
its individuality and originality, which hides the greatness and perfection of God’s life-creating thought. The
author emphasizes the word as a creative act: “l was created by the Word, but I consist of words. Not just
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God’s Logos, but also the words of the people who were here before me...” (Pastircak, 2001, p. 95). What we
should seek in every form of living matter is the thought that constitutes its essence. By bridging the Word with
the word in his text, the author underscores multidimensional space, relative time, and multilayered language
that the story of “Chintet” is told in. Schonberg’s (In: Godar, 1991, p. 42) words seem to be quite apt in this
connexion: “A work of art is a labyrinth in which the initiated find the way in and out at any given point,
although no Ariadne’s thread is guiding them. The narrower and windier the corridors get, the more certain
are the initiated of all the ways to the destination. If there were wrong ways in art, they would still show the
right way to the initiated, because even the sharpest turn leads them in the right direction”. The space and its
labyrinthine world in Pastiréak’s text takes various forms (cave, sea — its bottom and its surface, lake, desert,
land, plain, etc.) and the decoding of one’s personal mission and life’s purpose (in the abstract sense of the
word) is the fate of all the characters on their quest through time. Music resounds in this labyrinth as though
it were Ariadne’s thread and the musical phenomenon is employed by the author “with the sole intention of
redressing the balance in things, primarily between man and time” (Stravinskij, In: Godar, 1991, p. 43).

The similarity between the fugue and “Chintet” manifests itself primarily through the metamorphoses
of the individual themes and motifs, which the author uses to show how his characters are related to the
past (Damian’s grandfather), how they experience the present, and how they are oriented towards the future.
With his text that is close to music, the author gives expression to the past as well as the future stages of the
development of the human self. The universe and Earth, freedom and dependence, consciousness, dreams, and
oblivion overlap with one another: the ear can hear tones as well as the things that speak to us from beyond
perceptible tones as if they were laws. If we were to demonstrate the compositional similarity between the
fugue and the passage in which the author describes man’s creation, it would probably look as follows: A motif
is heard, as though it were rising from a primordial nebula — a primordial motif. It assumes a solid shape,
flows, goes back, and changes. Through new metamorphoses, it is lifted to a new, higher level. Condensation
and overlapping is heard, new themes are incarnated. The original theme assumes additional layers, followed
by differentiation; the motif gets more and more individuality and character; it slowly finds the way back to
itself when, suddenly, a new theme is heard, a new world is born. No more is man just an echo, resonance,
imprint; the birth of individuality begins in man. The antitheses is heard; since it became very once, it can
never disappear. Series of tones developing in various ways can be heard. Only human beings can consciously
leave the universe behind, extract themselves, or think their way deep into it. Man’s individuality asserts
itself against the primordial motif. After a number of metamorphoses, the primordial motif resounds again to
summon man back.

The fugue is a composition of revelation in which the inexpressible can be heard by means of a sensual-
temporal language (Cibulka, 1981, p. 118).

In “Chintet”, the author makes room for such canonical variants using echoes: “Prestante... estaiite...
estanite... Musimesaz.. .toho... ho... ho... vylizatspolu... olu... olu... Opatrne... trne... trne... pokracujme...
Cujme... este... este... v ceste... este... este... (s. 31).” [Stop it... opit... opit... Wemustget... et... et... outofhere...
ere... ere... together... er... er... Careful... ful... ful... Let’sgeton... on... on... withourjourney... ney... ney...]
(p. 31). “Ssstdle vyssie... ssstale vyssie... ssstale vyssie..., Sepkala hlava” [ Alwwways higheeer, alwwwways
higheeer... alwwways higheeeer..., whispered the head] (p. 99). Besides rhythm, which creates regular beats,
the horizontal multiplication of words into sounds significantly emphasizes the key words in sentences and
even gives rise to new words — by means of an unusual sound instrumentation, new marked styles are created
(ttne [thorns], cujme [let’s listen]). Similarly to the way music is “a sequence and succession of tones and
combinations of tones, organized in such a way as to create a pleasant effect and be comprehensible for
the human capacity to perceive, so that these perceptions can influence the hidden parts of our emotional
sphere and this influence allows us to live in the land of our dreams, or the hell we dream of” (Vojtéch, 1960,
In: Novak, 2005, p. 11), Pastir¢ak’s poetics are based on an acoustic microstructure within which sound and
intonation motifs are created (often non-verbally). The type of prose in which the characteristic dynamism of
the musical language employed amplifies the effect comes across as significant and apt. In addition, the author
uses this acoustic “toy” to intensify the description of other temporal-spacial dimensions (the echo in the stone
labyrinth) that the children enter.

Silence is another significant element of musicality. Expressive silence as an essential part of music is
projected also in D. Pastir¢ak’s prose. On the one hand, it is a symbol of the capacity to accept music as the
world’s vitality; on the other hand, musicality becomes a symbol of the capacity to give expression to one’s
own inner music, which can ultimately exist one form only, that is to say, in its own negation — in silence: “She
was surrounded by vast and clear silence. A silence with no colour, sound, movement, or volume” (p. 234).
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In another passage, silence anticipates evil and the children’s fear of the unknown: “The wind eased off as
suddenly as it had broken out. The roar changed into a quiet cry, only to fall into numb silence. In the silence,
a dark mass started growing out of the depths of the abyss” (p. 31).

In the text under scrutiny, silence as a musical phenomenon seems to be a significant, non-verbal style
that structures its composition. The motif of silence shows that there is little room for silence in today’s world,
people go a long way to find it, feeling they have lost it, along with their essence and existential structure. This
phenomenon is presented in the text through a lack of acoustic expression; in other words, this “expressedness”
is to be perceived as an attribute that is presented through the marked absence of sound as a material vehicle
of silence (Ruscak, 2005, p. 43).

Indicated either explicitly or implicitly, there are three epic planes in “Chintet”: the plane of outer reality
(actual — imaginary world); the plane of characters (children — adults; the real — the fictitious); and the plane of
the story (sounds (music) — silence). This structural regularity seems to be the counterpoint to the disharmony
in the stratification of elements on the individual epic planes (tension — de-tension, harmony — disharmony)
(Koli, 2003, p. 55). The narration in “Chintet” is multi-layered, albeit interconnected, so the theme does not
play a major role in the prose; it creates a framework that is often overshadowed by narrative detours. What the
author strives to make sure is that all the individual “trifles” of contemporary human experience, which often
get little attention, come across as striking.

Function of musical instruments in prose

Another source of acoustic echoes is represented by musical instruments. The sound of this or that musical
instrument in prose has the potential to say more than can be said using ten words, to give expression to the
author’s most secret of feelings, to enrich the text with colours, to intensify moods, or to describe the nature of
an environment or character.

M. Butor (1997, p. 90-93) makes an interesting claim in connexion with musical instruments: “In the life
of an individual, musical instruments and singing play a certain role. There have always been times, various
occasions, in which a specific type of music was need, specific types of instruments were used, and a specific type
of text was read. Many instruments represent something of a translation of voices into the existing instrumental
world, it has to be added that this instrumental world has existed ever since the beginning because music
comes from voices as much as from noise. What is more, in modern reproductions of old music, some of the
parts that are sung are replaced with instrumental sounds due to sound clarity.”

M. Butor understands musical instruments as an imitation of voices, even as a replacement for voices,
and ascribes a certain expressive value to them. For D. Pastir¢ak, musical instruments are part of the story,
perhaps even an explication of certain nuances of the inner lives of the characters as well as his own world.
The selection of musical instruments in the analysed work is not random: oboe, violin, harp, drum, and piano.
The quintet includes string instruments and drums as an expression of the variety in the human community
and everyone’s individual role in it. The author uses various musical instruments to bring various images of
the universe closer to Earth: “The tones changed into words: first, the lips made a clear (flute, piano, or other)
tone; the tone gradually changed into a word; the word turned into a tone and merged with the silence of the
night. The words made no sense, though:

— ...shortly..., — said the piano tone with a high-pitched female voice.

— ...0p, op, tinue, tinue..., — barked the hoarse dog-like voice of the bass (it could only be made by the
French horn).

— ..like oxyge..., — squealed a mouse-like voice from the flute tone.

— ...the best..., — said the piano.

— ..you bring..., — answered the flute.

— ...can’t hear..., — barked the French horn.

— ...everything..., — replied the piano again, this time more strictly.

— ...also in us..., — said the flute.

From time to time, the tympan was heard in-between the voices like the beat of a huge heart.
— ...bite to pieces..., — said the piano.

— ..ds translucent..., — thought the flute.

— ...for everyone..., — complained the piano.

— I’ve heard a conversation just like that, in fact, — murmured Debby. One part of the conversation was
surfacing in this world, while the other part remained hidden in another world, veiled by music” (p. 163).

Every musical instrument in “Chintet” is portrayed by means of its sound and mood rather than a description
of its appearance. Through this interesting fictitious dialogue, D. Pastir¢ak reveals the mystery of life and
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the universe. It is a noteworthy example of artistic text instrumentation by all means. The author details the
utterances of every instrument in this verbal orchestra and offers a worldview via the musical code expressed
through words. However, music can be heard behind every word — music that is not pathetic (frightening in
places), with a clear spiritual organisation, not linear, tone next to tone, but hierarchical, where everything is
in its fixed place and rushes forward in its polyphonic organisation. In the course of listening, the physical is
backgrounded and earthly time is cancelled. What remains is the universe of tones that keeps on returning to
its essence. However, it can still be understood and grasped in its incessant metamorphoses.

The sounds and colours of the individual instruments have the ability to mould the emotional scales of man’s
life.

The flute brings joy, sun, shine, freshness, and carelessness, but it can also evoke an atmosphere of melancholy
and dusk, typical of the autumn of life. The piano brings joy and the sound of trickling water. The French horn
can take us to a romantic forest.

In this sequence of sounds, the world is introduced through a list of various instruments (e.g. piano, flute,
French horn) or the solo sound of a specific instrument. Pastir¢ak’s literary text often tightly connects musical
instruments with the flow of human life, instruments being part of its development, stagnation, or individuality:
“In fact, I have been unable to get out of there for almost two years now, — explained Debby to Albrecht. However,
I try to play, I end up playing the same melody and cannot move by a single tone, look, — she lifted her oboe to
her mouth. A long, clear tone spread all over the countryside, as majestic and clear as the light from an angel’s
eye. Another one followed, then another. Debby played with her eyes closed as though she were dying, as though
she were falling into living, supernatural sleep, as though she were disappearing with every tone she played, as
though she were feeding every tone with her own life” (p. 310). Although Debby finds her “instrument” (p. 302),
she cannot find any happiness “playing on her own”. Later, she finds it (when she joins Dora) when she joins “an
orchestra” (projection of light), which she becomes part of thanks to Tom, who invites her using his violin: “Tom
approached her, put the violin into his mouth and bit. A swarm of colourful lights poured into the falling leaves”
(p. 301). Only the violin, with its mysterious and magical sound, its strong expressive value as well as its tangible
freedom of expression — these are the attributes of the violin, is metaphorically capable of giving expression to
the deepest of human movements and the intensity of experiencing the moment (Novak, 2005, p. 119).

The characters are enclosed in a space circumscribed by musical instruments, that is to say, a fictitious
instrumental body or quintet that both polarises and harmonises the attributes of all of its “instruments”. Each
instrument plays its score and represents a personification of each character’s life journey: “The musicians were
each playing a different instrument, each of them by their own rhythm, their own melody. The autumnal valley
was quickly brimming with the music of the flame orchestra” (p. 310).

Using various musical instruments, D. Pastir¢ak “instruments” the metaphor of human existence with its
horizons — life and death. Different from each other in terms of shape and sound, the harp and the drum are in
a counterpoint relationship, but they also form an arc that connects the two poles. In D. Pastir¢ak’s prose, the
connection of the hapr with the drum as symbols of life and death becomes an invariable (cf. Damian’s river,
p- 33). Whenever Dora and Philip lose sight of the two instruments, their lives seem to have no direction or sense:
“It was revealed that the harp and the drum are the instruments Philip and Dora had lost at the bottom of the cave
lake. Not losing any more time, they set out in the direction Dora suggested” (p. 309).

It seems that musical instruments constitute the essence of the whole prose. Natural associations between
the characters and the instruments go without saying, making it possible for them to reflect the world and its
polarities. A similar thing happens in music: an instrument either intensifies the power of the word that is sung
or spoken or mediates the expression of human emotions “wordlessly”: “The boy — with only a white coat
over his naked body — walked round the table, sat down on the topmost stair, and began playing his wooden
flute. He played quietly and his song spread through the omnipresent silence with difficulty and much effort”
(p. 118). With its slim shape, the flute represents tenderness as well as anxiety, which is why it is most suitable in
portraying the essence of the underworld.

Similarly, to literary texts, music does not aim solely to increase comprehensibility. On the contrary, it plays
with it, intensifies it, clarifies some things, and leaves other things unclear on purpose.

Variations on the theme of water

“The word variation is an appropriated form of the Latin expression variatio. The closest equivalent would
be — alteration. This is the sense in which the term is used in literary theory and practice, but quite naturally
in other spheres of human activity, too. From the viewpoint of music, a variation is a musical piece based
on a varying basic theme” (Saling — Ivanova-Salingova — Manikova, 1997, p. 1272). From the viewpoint of
literary studies and poetology, variation is defined in The Comprehensive Dictionary of Foreign Words as an
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artistic alteration of a work of art, theme, poem, or motif, whereby the ideological side of the work is preserved;
alternatively, it involves a repetition of altered or modified motifs with a partial semantic shift. The meaning of
the word variation can also be understood directly, not with dictionary exactness” (Rezna, 1999, p. 106), e.g.
variation as an alteration of motifs and the inner worlds of characters.

The essentials of all musical variants and the invariant structure types of musical language are based
on repetition in terms of the basic musical language of the work of art. Repetition can either be identical
or contain changes. The interplay of repetitions, in addition to their succession and generation in certain
moments, creates a rhythm as well as a refrain-like and song-like atmosphere in D. Pastir¢ak’s text under
scrutiny, which is caused by a repetition of motifs (esp. those of water, fire, and earth) or whole sequences
(e.g. the creation of humankind).

D. Pastir¢ak increases the intensity of his literary text by means of musical as well as special-visual and
dramatic elements, such as the elements. The elements are always present in people’s imagination as a parallel
human life. The well-known archetypal set of four elements, indestructible even in the age of postmodernity,
can be found in “Chintet”, although, admittedly, not all of the elements participate in the dramatization of the
work equally. Earth, clay, and stone are too static, leaving the reader’s dramatic and dynamic association at
rest. The element of air (evoking poetic images more than anything else) is immaterial, transparent, shapeless,
therefore defying depiction (Cervenka et al., 2005, p. 546), is made visible in Pastiréak’s text through all kinds
of sensual perceptions that it can be filled with: “The air was full of scents blending with one another, heat
and chill replaced one another over and over, and the voices of the turning world weaved into unbelievably
spread-out chords” (p. 86). Of all the elements, subconsciously stirring human imagination even today, the
most dominant element in Pastirc¢ak’s literary text, besides fire, is water, which varies intratextually and
intertextually (cf. Damian’s river, p. 20, 45). It is one of the elementary symbols with an ambivalent meaning
because it invigorates and and fertilises on the one hand, and brings floods and destruction on the other
(as a universal cosmic symbol, water signifies life, death, and purification). Many myths about the creation of
the universe incorporate water as a primordial stream of all life that also has connexions with the underworld
(Biederman, 1992, p. 335).

The magical juice from the apples the children drink at the beginning of “Chintet” causes reality to change
into an artificial world, a peculiar theatrical stage set that corresponds to the “individualisation” of the process
of creation — the descent of the soul to the beginning of the birth of humankind, to the ark, to the underworld
of history (Jung, In: Cervenka et al., 2005, p. 154). It is a return to the primordial essence, beginning, source
of innocence (cf. Genesis), indicated by the mother-ferrywoman: “All of them felt the desire of a child’s body
to return to the womb, to the soul’s sleep, to sweet unconscious” (p. 35). The ferrywoman takes the children
across the frozen lake to the other side: “The boat entered a sort of gate. Similar gates were growing out of the
lake like the stones of petrified trees with interwoven crowns. A stony web of tracks could be seen up beyond
the gates. When Debbie realised what sort of height they had fell from, she shuddered. The topmost branches
of the boat tree caught the edge of the bell hanging from the top of the gate. A ringing sound could be heard
and the light changed all of a sudden. The red line smouldering in the leaves started burning with a yellow
flame. Brightened by another light, the ferrywoman changed, too” (p. 35). “The boat entered another stone
gate. The branches made the bell ring again. A ringing sound could be heard and the yellow light of the tree
went out and changed back to its original dark glow” (p. 38). The rocking sound of the bell (as well as that
of the boat) is very attractive because it is horrifying in its open dynamics and expresses anxiety about an
undefined space that the children got into. Their journey into the underworld is noteworthy as well; first, from
the bottom up, later in the opposite direction. This move seems to indicate an analogy and synchronisation
with the movement of the rocking bell. Bottomless chasms, depths and heights almost anticipate an entry of
peculiar characters, strange animals, and man animals that can suggest new ways of personality development
(Jung, In: Cervenka et al, 2005, p. 176). One of the companions on this journey is light, which can change
the appearance of a figure — against the background of the overall darkness of the potential fictitious world,
the figure is temporarily “lit”, “exposed” either to the reader’s attention or their contemplation (white light
signifying the Eternal Light). The other entities seem to remain on the edge of light and darkness: “Little
lights were floating over some sort of plain wrinkled with paths. In the end, the little lights aligned along one
of them. A gate appeared at the end of the flame alley, with Jonathan sitting on the back of a rocking horse in
the centre of gate” (p. 103).

The author creates a universal metaphor of the universe as a space held together by the element of water,
which is unlimited, monumental, and never-ending. At the same time, he evokes a supernatural space of the
mythic past. D. Pastir¢ak varies the motif of water perfectly, placing it in various semantic fields, e.g.:
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Water as a source of knowledge: — Brook, my brook! — cried Damian. Water splashed all over his face.
He filled his palms with it and took a drink. Suddenly, a word (a totally incomprehensible word) appeared in
his mind by itself, forcing itself onto his tongue.

—  Chintet! — cried Damian, surprised by what he was saying. A dispersed light penetrated the darkness
(p. 150). Water becomes a space for life in its light and dark forms, which help Damian make out light.

The dark water as an anticipation of evil: “It’s there, — he whispered to himself and entered dark water. He took
a deep breath, immersed, and broke the crown loose from among the slippery boulders. When he came ashore, he
put the crown on his head. The world went dark all of a sudden. A pair of blood-red eyes and torch flames appeared
in the darkness. Damian could hear the rattling sound of weapons and spotted huge dark figures in the twilight”
(p. 112). The crown represents the symbol of power. Its influence changes Damian’s view of the world as well as
his hierarchy of values, because of his desire to rule and the pleasure it brings, as well as his anxiety and fear of bad
ruling.

Water as an object of changing a state to express the flow of time: “Meanwhile, the snow started melting. The
ice in the fountain and the snow in the square suddenly turned into water.” (p. 71).

Water as a mirror of the past: “— The face of a boy appeared in the depths beneath me. First, I thought it was
my son’s face, then (the deeper I got, the more it was apparent) it started reminding me of my own face.” (p. 96).

Water as a symbol of death: “It’s as cold as death! — shouted Mark. — Death, death, death..., — echoed in
Damian’s head. — Death, yes, Mark is right. Stepping into that water would mean certain death.” (p. 99).

Water as a boundary between life and death: “A faint light was shining from the depths of the pale skin. —
Such a familiar face, so close... Granddad! — whispered Damian. — Great grandfather.... is it you?... can you see me
or are you sleeping immersed in death? — My little Damian, child, — when the old man spoke, the face in the water
did not move. It seemed that the sound of his voice was coming from a great distance” (p. 299).

The logical sequence of events in the development of this dramatic storyline, or the relationship between
Damian and his grandfather, is as follows: water, dialogue, farewell, death. Water indicates death, but it also has
purifying effects, and helps establish the final reconciliation of the characters with one another. This dynamic
element has the ability to conceal things and beings that have become part of the past, “dematerialise” the body,
turn the concrete into the abstract, make a character’s status unproblematic, and alleviate the uncertainty this or
that character is in. Water is Alpha and Omega; its waves are the origin and the end of everything; it represents the
journey home. These waves bring alleviation from things, from the unbearable character of “the solid state” of the
world, from all consequences of this state, from its structures, its unmovable mass, from its solid laws. Rivers and
brooks flow similarly to the life of human beings who make progress down the stream as well as in their individual
moves (Michaux, 1991, p. 101).

“Chintet” cannot be captured in terms of similes or allegories illustrating some ethical or spiritual principles.
Instead, “Chintet” is a secondary world of images and symbols that we can enter to contemplate the mysteries of
our primordial world in its entirety, including its positive and negative aspects, without the need of reducing or
eliminating the spiritual dimensions. The formation of spirituality is inevitable in people’s lives. Without it, the
human being loses their identity as a human being along with its mental equilibrium, which is why D. Pastir¢ak
chooses to provide answers, in the form of biblical words, to the questions that people have asked for centuries.
Society is likened to an orchestra that can play its symphony well only when each person in it presents the
uniqueness and originality of the score they are playing. That is the unquestionable spiritual message and meaning
of the literary text under scrutiny.

Conclusions

The genesis of musicality as a general aesthetic category has been shifted by the return of artistic thinking
to syncresy of different creative spheres through the union of their expressive potentials. Intensification of this
process cannot be separated from the content; there have been attempts in psychologism to extend the content
from the associative to the metaphorical principles of the reality presentation. The development of symphonic
method may be considered the key moment of such understanding of the interaction between words and music.
The elements of symphonic development influenced the progress of fiction too. The potential of symphonic music,
which involves a complex of emotional processes as inseparable parts of life, has become unusually attractive for
writers.

The penetration of musical expressive elements and compositional principles into the “belles-lettres” context
was similar to the impact of literature on the programmed music development. While the alliance between the
programmed music and words mainly tended to the story specification of genre content and its enhancement by
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the informational potential, the musical qualities in fiction triggered the opposite process: a gradual retreat from
the concrete descriptive nature of the painting’s characteristics, from spatially and temporally plain story and from
the traditional logical plot structuring.

The author depicts the spiritual universe through acoustic, colourful, and literary images that are essential
to his figurative language. In Pastir¢ak’s view, music seems to be the most perfect of all arts, seen as one of the
main sources of inspiration for writing: “For me, every writing begins with some sort of music. Music gives birth
to images, thoughts, metaphors, visions; all of this is born out of music and intensified by it... I write and paint
because I cannot compose music” (D. Pastir¢ak, 2001, p. 94). Despite this claim, it can be stated that the author
has managed to compose a number of short and suggestive tunes in his texts. The tones they are made of are not
written in the stave, but they can be heard when the individual stories are perceived with care. D. Pastir¢ak’s works
contain music that embraces peculiar characters and meanings. What is more, an analysis of such musical sounds
can shed some light on the miscellaneous forms of musical imagery in the author’s poetic world.
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®EHOMEH MY3HUKH B JIITEPATYPI
(MY3UKA B METAMOP®O3AX JTOBPA
1 3JIA B OIIOBIIAHHI «HIHTET»
JAHIEJISA TACTUPYAKA)

benu Omnbra I'puropisaa'®, €sa Jlomincka®
'Kanouoam mucmeymeosnascmea, npogecop;
2[loxmop nedazo2iunux nayx;

*Kamonuyvxuil ynieepcumem 6 Pyoicombepky,
Pysicombepr, Cnosavuuna

Kuiscora Axademia mucmeyms, Kuis, Yipaina

Mera crarti. JocniguTu pi3Hi JiTeparypHi iHTepmpeTarii (1moe3ii i mpo3n) 3 TOYKH 30py B3a€EMHUH JiTepaTypH
Ta MY3WKH, CIIPHMHATTS MY3HUYHHUX SIBHII SIK MOXIIMBOTO 3aco0y iHTepmpeTamii Ta BHUKOPUCTaHHS TaKUX SIBHII
B ITEAroTiYHIH MPaKTHUII.

My3n4Ha Ky/lIbTypa € HaJJ3BU4aliHO CKJIaJIHUM YTBOPEHHSM, B SIKOMY IEPEILTITAIOThCSI €CTETHYHE, TICUXOJIOTIYHE,
couiajbHe, KOMyHIKaTuBHE Ta iHII HanpsiMu. Lls OaratorpaHHicTh OB s13aHa 3 0COOIMBUMH NTapaMeTpaMH BILUIUBY 11
OCHOBH — MY3HUKH.

Bsaemonis niTeparypu Ta My3UKH TIPOCITIAKOBY€ETHCS HE JIUIIIE B 3BYKOBOMY IPOCTOPI MEPIoi, a i y BUKOPHCTaHHI
B XyI0’)KHPOMY TEKCTi PiI3HOMaHITHUX My3WIHHUX 00pa3iB, IHCTPYMEHTIB, TEPMiHOJIOTii, My3HIHOTO PUTMY.

HaykoBa HOBW3HA TOIsIrae y BHUSABICHHI pIi3HUX (opMH My3W4HOI OOpa3HOCTI B TOETHYHIN TBOPYOCTI
J. Iactupuaka.

3acToCOBaHO TakKi METOAM JIOCIHIKEHHS — KYJIbTYPHO-ICTOPHYHHUEI (JUIs pO3INISIAY TeHE3HCYy MY3WYHOCTI
y tBopuocTi [I. [lacTupuaka), TCOPETUYHHI METO]] aHaJIi3y, IPOLECYyaIbHO-CTPYKTYPHUH, y3araabHIOIOUNH.

BucnoBku. JloBeneHo, Mo My3W4HI MOTHBHU BiJIrpalOTh BaXKJIUBY POJIb y TMOOYAOBI TUHAMIYHOTO PO3BHUTKY Ta
BHYTPIIIHBOI 3aBEPIICHOCTI, B PO3KPHUTTI 1AEHHO-TEMAaTHYHOTO 3MICTY, CIYT'YIOTh BHPA3OM aBTOPCHKUX IHTEHIIIH,
€ CBOEPIHUM KaTai3aToOpoM y BHUPaXCHHI i7Iel aBTOpa, CTUMYITIOIOTh CHPUHHATTS untada. Otxe, TBopH /1. ITacTupuaka
(3okpema omoBimanHs “UiHTEeT”) MICTITH MY3HKY, SIKa OXOIUTIOE CBOEPI/IHI XapakTepu i 3Ha4deHHs. [nmOoknii anami3
TaKNX My3HUYHHUX 3BYKIB JIa€ 3MOT'Y BUSIBUTH Pi3HI POPMHU My3WYHOT 00pa3HOCTI B MOSTHYHOMY CBITI aBTOpA.

Kniouosi cnosa: My3uka; jiteparypa; puTM; Bapiaiii.

GOGEHOMEH MY3bIKU B JIMTEPATYPE
(MY3bIKA B METAMOP®O3AX 1OBPA
H" 3JIA B PACCKA3E «AYUHTET»
JAHUIJISA ITACTUPYAKA)

Bewnu Onbra [puropreBna'®, Epa JlonuHcka®
'Kanouoam uckyccmeosedenus, npogeccop;
2Jlokmop nedazo2uueckux Hayx;

*Kamonuueckuii ynusepcumem 6 Pyscombepre,

Pyoicombepr, Cnosaxus
*Kuesckas Axademus uckycems, Kues, Yrpauna

Hems crareu. HMccnemoBarh pasHble IUTEpaTypHBIC HMHTEPIpETAy (MOI3WH M TPO3BI) C TOYKH 3PEHHS
B3aMMOOTHOIICHUH JHUTEpPaTyphl W MY3BIKHA, BOCIPHATHS MY3bIKAJBHBIX SIBICHUH KaK BO3MOXKHOTO CpEICTBa
HMHTEPIpPETAUH U UCIIOJb30BAHUS TAKUX SIBIICHUH B MIEIarOrMYeCKOM MpaKTHKE.

My3bIKallbHasl KyJIbTypa SIBJSICTCS YPE3BBIYAHHO CIIOKHBIM 00pa30BAHUEM, B KOTOPOM MEPEIUICTAIOTCS ICTETHICCKOE,
TMCUXOJIOTUYCCKOEC, COLIMAJIBHOC, KOMMYHUKATUBHOC U APYrue€ HaArpaBJICHUS. Ora MHOT'OTPaHHOCTb CBsA3aHa C OCO6I:IMI/I
rapaMeTpaMH BO3/IEUCTBUS €€ OCHOBBI — MY3bIKH.

BsammMoneiicTBue nmUTEpaTypHl W MY3BIKH TIPOCIECKUBACTCA HE TOJNBKO B 3BYKOBOM IIPOCTPAHCTBE IIEPBOHM, HO
U B HCIIOJB30BAHUH B XYIOKECTBEHHOM TEKCTE PAa3WYHBIX MY3BIKAIBHBIX 00pa30B, HHCTPYMEHTOB, TEPMHUHOJIOTHH,
MY3BIKaJTbHOTO PHTMA.

Haydnast HOBHM3HA 3aKIIIOYacTCsl B BBISIBICHHH PAa3IMYHBIX (DOPM MY3BIKATBHON OOpPAa3HOCTH B IMOATUYCCKOM
tBOpuecTBe /. [lacTupuaka.

[IpumeHeHbl cleayromue METOAbl HCCIEIOBAHUS — KYJIBTYPHO-UCTOPUYECKUN (IS PacCMOTpPEHHUs TeHe3Huca
My3BIKaJBbHOCTH B TBopuecTBe /JI. IlacTmpuaxa), TEOpETHUECKH METOA aHaIM3a, IPOLECCYaTbHO-CTPYKTYPHBIH,
0000IIaroIIHIA.

BriBogpl. JlokazaHO, 9TO My3bIKalbHBIE MOTHBEI UTPAIOT BAXKHYIO POJNb B IMOCTPOCHUH JWHAMHYHOTO Pa3BUTHSA
U BHYTpPEHHEH 3aBEpLICHHOCTH, B PACKPBITUU HJIEHHO-TEMATHYECKOTO COAEPM KAHUs, CIIY>KaT BBIPAKEHUEM aBTOPCKUX
HWHTCHIUH, SIBIISTIOTCSI CBOCOOPA3HBIM KAaTaIU3aTOPOM B BBIPAKCHHUHU UJCH aBTOPa, CTUMYJIHPYIOT BOCIIPHUITHC YATATEIISL.
Wrak, mpoussenenus Jl. [Tactupuaka (B uyacTHOCTH paccka3 “UuHTET’) comep’kaT My3bIKYy, KOTOpas OXBaThIBAeT
CBOEOOpa3HbIe XapakTepbl U 3HaUYeHUE. [TyOOKHI aHaIM3 TaKUX MY3bIKAIBHBIX 3BYKOB JA€T BO3MOXKHOCTH BBISBHUTH
pasauuHbIe POPMBI My3BIKATBHON 00Pa3HOCTH B MMOITHYECKOM MHPE aBTOPA.

Kutoueswvie cnosa: My3bIka; TUTEpaTypa; pUTM; BapHaIliH.
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Merta poboTu — mpoaHaTizyBaTd icTopiorpadiro mpodIeMu My3HYHOTO CTHIIO SIK OJHIET 13 TIIO0ATbHUX KaTeropii
MYy3UYHOTO MHUCJICHHSI; Ha IiJCTaBi ONpalfoBaHHs (PyHIaMEHTAIbHUX MOCIIKCHD BITYM3HIHUX Ta 3apYOKHUX YUCHHX
XX — moyatky XXI CT. BHOKPEMHUTH ¥ BHCBITIINTH TEOPETHUYHI ACIEKTH Ifi€i mpoOieMu, SKi OXOILTIOIOTH Je(iHIIio
TOHSTTSA CTHJIIO, CHCTEMATHKY XapaKTePHHX CTHJIBOBHX O3HAK, I€papXiuyHy CTPYKTYPY CTHIJIIO, ICTOPUYHY THIIOJIOTIIO
CTWIIIB, TEHJCHIII PO3BHUTKY TEOpii CTWIIIO MPOTATOM O3HAYCHOTO Mepiojay; BU3HAYNUTH IIEPCHEKTUBH IOCIHIIKCHHS
CTHJIBOBOT IPOOJIeMaTHKU. MeTOI0IIOT IS JOCIIKEHHS 0a3y€eThCsl Ha TAKMX TEOPETUYHUX METOJAX: CHCTEMaTH3allii — Ju1st
Mi3HAHHS i OCMUCJICHHSI HAyKOBHX TEOpPIH CTHIIIO; abcTparyBaHHS — y qudepeHIiioBaHOMY pO3IIIsili HaliCTOTHIIINX
pYC MY3MYHOTO CTHJIIO; aHaJi3y — JJIsl BCTAHOBJICHHS 3B’SI3KIB MK PI3HHMMH PIBHSMH Kareropii CTUIIIO; CUHTE3y — JUIs
PO3IIISTY CTHITIO SIK KOMITOHEHTA 1€papXiqHO1 CHCTEeMHU My3UKH. KpiM TOT0, BUKOPUCTAHO JCCKPUNITHBHAN METO — B aHATi31
HAyKOBHX IHTEpIpeTamiid MOHATTS My3UIHOTO CTIUII0. HaykoBa HOBH3HA POOOTH MOJSTAE B CHCTEMATH3AIlil HAyKOBOTO
JOCBIY ZOCIIJDKEHHS My3HYHOTO CTHIIIO, Y BUCBITIICHHI OCHOBHHUX TEOPETHYHHX aCHEKTIB MPOOIEMH CTHIIIO, Y PO3BUTKY
TEOPETHYHOTO JUCKYPCY CTHIIHOBOI IIPUPOIY MY3WYHUX SIBUIL. BUCHOBKH. Y3arajapHEHO HAyKOBHH JTOCBI[ JIOCIIDKCHHS
ripobiiemu cTiIt0. BusHaueHo nuckyciiiHuii xapakrep BUBUSHHS poOiieMu cTiIr0. CHCTeMaTH30BaHO 0a30B1 MOJIOKEHHS
TEOpil CTWIIIO 3 MOIISIAY XYAOKHBOI €IHOCTI, Au(epeHIiHoBaHOCTI, CTa0UILHOCTI, CHCTEMHOT HUTICHOCTI CTHJIBOBHX
O3HAaK, IHTOHAI[IHOT CYTHOCTI CTHJIIO Ta HOro 0araropiBHEBOI MpHUPOAH. BUSBICHO iCTOPUYHY B3a€MOOOYMOBJICHICTh
CTHJILOBHX DPIBHIB: «CTHJIb CMIOXM», «HAIIIOHAIBHUHN CTHIIBY Ta «IHAWBIAYaTbHUH CTHIBY. OKPECIEHO BEKTOP PO3BHUTKY
CYYacHHX TEOpii My3HYHOTO CTHIIIO.

Knrouoei cnosa: My3ndHHN CTHIIB; TEOPIsl CTUITIO; ICTOPUYHMI CTHIIb; IHIUBIya IbHUI CTHIIb; HALlIOHABHUH CTHIIb.

Beryn

CTuib € KITFOY0BUM MHCTELTBO3HABINM MOHATTSM, O€3 SKOT0 HEMOKIIMBE Mi3HAHHS Oy/Ib-5IKOTO Xy/IOKHBOTO
sSBHIA. bararoacrnekTHy MNpoOIeMaTHKy Teopii CTHIIIO CKIaJaloTh NHUTAaHHSA Horo nediHimii, reHesucy,
Mopdoorii, QyHKIIH, CTWIICTHKM H icTopuuHOi THnonorii. [IpoGiemaM My3WYHOTO CTHIIIO MPUCBSUCHO
3HAYHY KiJIBKICTB Mpalb pi3HOro Macmtady: BiJ MOHOTrpadiii Mpo TBOPYICTh KOMIIO3UTOPIB Pi3HUX €MOX — A0
I'PYHTOBHUX JIOCTIJIKEHb, Y SIKUX PO3POOJICHO MOHATIHHY CHCTEMY Ta METOAMKY CTHIIBOBOTO aHaIi3Yy.

B icropii BMBYEHHSI My3WYHOTO CTHIIIO BHPI3HSIOTHCS TeopeTndHi mpari BueHuXx XX cr.: b. Acad’ena,
M. MuxaitnoBa, C.CkpeOkoBa, €. Ha3zalikincpkoro, H. [oproxiHoi; poOOTH CydacHHUX OCIIiTHHKIB:
B. Menymescokoro, B. Cuposa, B. Xononosoi, C. Hlesnsikosa, 1. Koxanuk, B. Mockanenka, B. CyxaHueBoi,
C. Tumka. KoxHe 3 10OCITiPKeHb ITUX HAYKOBIIIB € aBTOPCHKOKO KOHIIETIIIIEI0 TPOOJIEMH CTHITIO, € PI3SHOMAaHITHI
BJIACTHBOCTI, O3HAKH Ta (PYHKLIT CTHIIIO PO3IISIAIOTHCS Y CKIIaHIM B3aeMOIii.

MHOXMHHICTh HayKOBUX PO3poOJIeHb TeOpii CTHIIO W, BiAMOBIAHO, BIAMIHHICTH iHTEpIpETalild IIbOTO
MOHATTS 00YMOBJIIOIOTH MPOOJIEMY CHCTEMATH3allil HAyKOBOIO JIOCBIY JOCHIDKEHHS MPOOIEMH MYy3UYHOTO
CTHUITIO.

© Jliryc O. M., Jliryc B. O., 2019
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AHaJi3 ocTaHHIX A0CTiTKeHb i myOaikanii

Teopist My3UYHOTO CTHJIIO PO3BUBajacs BHPONOBXK XX CT. y ABOX Au(epeHIIHOBaHUX IUIOIIUHAX —
icropuuHii 1 Teopernunii. [Ipu npomy, y nepiiit monoBuHi XX CT. JOMiHYBaB 1CTOPHYHUNA MIJIXi JOCIIHKEHHS
(Acad’es, 1978), (CkpebkoB, 2016), a B apyriii akTHBHILIE PO3POOISUIUCS TEOPETHYHI CHUCTEMH CTHIIIO
(Muxaiinos, 1981), (Hazaiikunckwuii, 2003), (Menymesckuii, 1984), (I'oproxina, 1985).

YV My3WKO3HABUMX PO3BiAKax KiHI XX — modaTky XXICT.,, NPUCBIYECHUX TMPOOIEeMi CTHIIIO,
MIPOCTEXKYEThCS KynbTyponoriaauii (Cyxantesa, 2000), cuctemHo-cTpyktypHuiil (Coipos, 1994), (Xomomnosa,
1995), (IenskoB, 1994), (Koxanuk, 2004), (Mockanenko, 1998) ta icropuunuii (Tumko, 1993) miaxomw,
BHACIIIZIOK YOr0 HAayKOBi OOpii JOCHiKEHHSI LbOTO MOHATTS 3HAYHO PO3MMpHIKCA. B o3HaueHMX mparpix,
OJIHAK, HE CTaBMJIOCS 32 METY 3/11HCHUTH CUCTEMAaTHU3aLlil0 TEOPETHYHHUX aCTIEKTiB MPOOIEMH CTHITIO.

Merta crarTi

Merta crarTi — npoaHaiizyBat ictopiorpadito mpooiieMn My3UYHOTO CTHJIIO SK OJIHI€T 13 TII00aTbHIX
KaTeropii My3W4HOr0 MHUCJICHHS; Ha MiICTaBl ONpaLfOBaHHS (yHIAMEHTAIbHUX AOCHIPKEHb BITYM3HIAHUX Ta
3apyOiKHNX ydeHHX XX — nodatky XXI cT. BHOKpEMHTH i BUCBITIINTH TEOPETHYHI aclleKTH Li€l mpoOiaemMHu, sKi
OXOILTIOIOTH C(iHIIII0 MOHATTSI CTHIIIO, CUCTEMATHKY XapaKTepHHUX CTHIILOBUX O3HAK, iEpapXiuHy CTPYKTYpy
CTHJIIO, ICTOPUYHY THUIIOJIOTIIO CTHIIIB, TEHICHIIT PO3BUTKY TEOPil CTHIIO MPOTITOM O3HAYCHOTO Tepioay;
BU3HAYUTH MEPCIEKTUBH JOCIIKEHHS CTUIIHOBOT MPOOIEMaTHKH.

Buxuiiag marepiajy aociiaskeHHs

CMucoBa HEOAHO3HAYHICTH 1 OaraToMipHICTh Kareropii My3WYHOIO CTWIIO OOyMOBHJIA BHHHKHEHHS
PI3HOMAaHITHHX HAayKOBHX KOHIEMIii. [Tonpu o3HaueHy MHOKWHHICTb, 111 KOHIEIIII], BOAHOYAC, MAIOTh CILIbHI
TO3UIT:

Cmunv € yocobnennam xyo0odchuvoi e€onocmi. Teza, Ky BHU3HAYWIN IOCTITHUKH PIi3HUX ITOKOJIHb:
C. CxpebxoB: «CTHib y My3HIli, TaK CaMo, K 1 B YCiX 1HITMX BHaX MHUCTEIITBA, € HAHBHUIIM BHUIOM XYyTOXKHBOT
enHocti» (2016, c. 10), M. MuxaiinoB: « CTUIb Yy MECTEIITBI, 30KpeMa, Y My3HIli, € BHPAKCHHSM MEBHOI €IHOCTI,
SIKOIO0 OXOIJICHO MHOXKHHY XYAOXKHIX SIBHIL: TBOPIB OJHOTO aBTopa a0 HM3KM aBTOPiB, 30KpeMa i CYKYIHICTh
TBOPIB, sSIKi HaJIe3KaTh JI0 LIJIOT0 ictopuuHoro nepioay» (1990, c. 66) ta B. Cupos: «KoMo3nTopchkuii CTHITb —
1€ €JTHICTh TBOPYMX MPHUHIIMITIB MUTIIS, SIKA BU3HAYAETHCS HOTO AYXOBHUMH NIOTpeOaMu, iCTOPHYHUMH YMOBaMHU
eTI0XH Ta TPAAUIISIMH HaIlOHATBHOT KynsTyp» (1994, c. 56).

Cmunv € oughepenyitiosanum seuugem. 1le akcioMaTnvaHe TMOIOKESHHS TTPO CHETIUQITHICTE TPOSIBY CTHITIO
BimoOpaxkeHo B nedininii b. Acad’eBa: «CTuib € SKICTIO, MaHEPOIO, XapaKTePHIUMHU PHUCAMH, iX CYKYITHICTIO
i, 3pElTOl0, CHUCTEMOIO BUpa3oBuUX o3HaK» (1978, c. 137). AHaioriuHe TIyMaueHHS CTHJIIO 3HAXOJMMO
B €. HazaiikiHcbkoro: «CTHIIb € SKICTIO, SIKOIO BUPI3HSIOTHCSI TEHETUYHO CIIOPiJHEHI My3U4Hi TBOPH (TBOPYICTh
KOMITO3UTOPA, ILIKOJIH, HANPSIMY, EMIOXH, HAPOLLY ), L0 Ia€ 3MOTY Oe3M0CepeHbO BiAUyBaTH, II3HABaTH, BU3HAYATH
iXHIl TeHe3UC Ta MPOSBISIETHCS B CYKYITHOCTI BCIX 0€3 BUHSATKY BIACTHBOCTEH, 00’ €/IHAHUX Y LIUTICHY CUCTEMY
HAaBKOJIO KOMIUIEKCY CIIeIU(ITHIX XapakTepHux o3Hak» (2003, c. 20).

Cmuie € komniekcom cmadinbHux o3xax. Lio sxicts cTriimro M. MuxaiiioB oxapakTepr3yBaB K «ITOBTOPHICTh
MIEBHUX 3MICTOBHO-(OPMANBHUX O3HAK, M0 00 €IHYIOTh MEBHHUW pPsJi KOHKPETHO-ICTOPHYHHUX €IHOCTEI»
(1981, c. 103). Y mi3Himwmii 4ac BOHA cTaixa OCHOBOIO JlakoHi9HOT nedininii H. ['oproxinoi: «CTuib € cucteMoro
CTIMKHX O3HaK XynoKHBOTO siBUIIa» (1985, c. 98), siky 3ronom po3BunyB C. Tuimko. Ha g1ymKy BueHOTO, My3UYHHUI
CTHJIb TIOCTA€ CHCTEMOI0 CTIMKMX O3HAaK MY3WUYHHMX SIBHII, CIIOCOOOM IXHBOI audepeHIiaiii Ta iHTerparii
Ha pI3HUX pIBHAX, SK-OT: aBTOPCHKA IHAMBIAYaJbHICTH, HANpsM 1 INKOJA, iICTOPHYHA €roXa, HaliOHaJbHA
cnerdika i iH. (1993).

Cmuns — iepapxiuna cucmema 8HympiuiHbo opeanizosanux eremenmis. 1o Tey posmmdpoBye M. Muxaiinos:
«Byap-SKUil CTHIH CTAHOBHUTH €IHICTh OPTaHiYHO ITOB’S3aHUX MiX COOOIO €JIeMEHTIB Yy iXHiil B3aeMOJii, sKi
CKJIaJIaf0Th IUTICHY, BITHOCHO CTiliKy cuctemy» (1981, c. 119). €. Ha3alikiHCbKHI TaKOX TIIyMauyWB CTHIIb SIK
«00’€KTHBHO-CY0’€KTHBHY CHUCTEMY BIACTUBOCTEH, y OYJOBi SKOi BXKJIMBUMH € 1 €IEMEHTH BHUILOTO MOPSIKY,
1 €JIEMEHTH BJIaCHE iJiealibHi, IHIMBIAyalIbHI, 110 HAJIeXkKATh CBIIOMOCTI My3uKaHTa Ta ciryxada» (2003, c. 38).

Inmonayiina npupooa mysuunoeo cmumo. BUXITHUM 1OCTyiaToM € BU3HaueHHs b. Acad’eBa, y skoMy
CTHJTb TIIYMAIHUThCS SIK CBOEPIAHICTD XYIOKHIX O3HAK, BUPAKEHA Uepe3 CYKYITHICTh «IHTOHAITIHHUX KOHCTAHT)
(1978, c. 139). V mi3HImWMA Yac M0 O3HAKY CTWIIIO Big3Hadanum M. MuxaiiioB, Ha JYMKY SIKOTO, CTHJIb
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«€ CUCTEMOIO iHTOHaNiHUX iHBapianTiB» (1981, c. 117), B. MenymeBchKkuii, KOTpHl OXapakTepu3yBaB CTHIIb
SIK «CBITOCTIOIVISIIAHHS, IO iHTOHYEThCs (1984, ¢. 16), B. Cupos, 3a criocTepekeHHIMU SIKOTO CTHITb € GKUBUM
IHTOHALIHHUM yTBOPEHHSM y KOHTEKCTI TBOPUHMX Ta iAeHHUX mapameTpiny», (1994, c. 56) ta B. Mockanenxo,
KOTPHH pO3yMi€ CTHIIb SIK POLIEC «MY3HMYHOTO iHTOHYBaHHs» (1998, c. §89).

Jeoicma cymuicmov cmunro. T10NOKEHHST PO HASBHICTH JiaJeKTUYHUX MPOTHPIY, IO MICTUTHh y COOi
TIOHATTS CTUJII0. BU3HAIOUN IO aKcioMy, JOCIHITHUKH MO-pizHOMY ii Tirymaumnmn. Ha mymxy M. Muxaitnosa,
JIBOICTICTB CTHJIIO BiTOOpakae caMy CyTHICTh My3HYHOTO MUCIICHHS «3 HOTO MOJIIPHUM 30iroM iHBapiaHTHOTO,
cTabimpHOTO Havana (TPaguIliifHOr0) Ta BapiaHTHOTO, 3MIHHOTO (HOBATOPCHKOTO), 3arallbHOTO, THUIIOBOTO
1 0coONMBOTO, OMMHUYHOTO, iHIUBIMyampbHOTO» (1981, . 113). [HIIE po3yMiHHS HialleKTUKH CTHIIIO TIOAA€E
B. MenymeBcekuil. 3a cnocTepeXeHHsIMUA AOCHTITHUKA, ABOICTUH XapakTep CTUIIO IOJSrae B MOEJHAHHI
B HBOMY JIBOX MOHATH — «3HAYCHHS» 1 «3HAYYIIOCTi». [lepiie MOHATTS BYCHUH TOB’s3ye 3 Oe3mocepenHiMm
3MICTOM CTHJIBOBOI (pOpMHU, a Ipyre, Ha HOTO ITyMKY, «MOKHA 00pa3HO YSBUTH SIK MHOKWHHE BiOOpa)KeHHS
MIEBHOTO CTHIIIO y J3epKaiax iHmux ctuimiB» (1984, c. 9).

Cmune — 6acamopisnesa cucmema. 1le¥ MyHKT, colimapHO BU3HAHUH IOCITITHUKAMHU Pi3HUX ITOKOJIHb,
PO3KpHBa€E MialleKTUKy OIWHUYHOTO, OCOOJMMBOIO i 3arajpbHOrO Yepe3 iepapxiro IHIWBITyadbHHX Ta
KOJIEKTUBHHX (ICTOPUYHUX 200 €M0XaJbHUX, HAllIOHAJbHUX, CTHIIIB LKL i HAPSMIB) CTHIIIB.

TepMiH «CTHIIB €MOXU», 00 «ICTOPUYHHUI CTUIIbY», TPAKTYBABCSl B MY3HKO3HABCTBI MIEPEBAYKHO 3 MO3MILII]
XYJI0’KHBOT'O CTHJIFO, BIJIMOBI/THO JI0 CTAJIMX MUCTEIITBO3HABYMX KOHIIEHIIIH ICTOPUKO-KYJILTYPHOT Iiepiou3aitii
(T Terens, O. nenrep, A. k. Toitu6i). Y monorpadii C. CkpeOkoBa MOCITIIOBHICTh iICTOPUYHUX CTHITIB
K «I1a0TiB ICTOPHIHOTO PO3BUTKY» (2016, ¢. 13) mpemcTaBieHo K KOHIIETIIIIO THIIOIOTIT €OXalbHAX CTHIIB
(3aramom 5 ctmiiB). M. MuXaijoB TIyMadnuTh €MOXAJTbHUW CTHIb SIK «HAUBUINWN IA0eNh y3aralbHEHHS
0COONMUBOCTEW TIEBHOI MHOKHHHU MY3WYHHX SBUID» (Buiase yotupu etanu) (1981, c. 230). [lo miei x imei
cxwisieTbess U 1. KoxaHuK: «CTHIIB €MOXHM € CyKYIHICTIO BCiX CYTHICHMX MOMEHTIB CHCTEMH XYIOKHBOTO
MUCJICHHSI, €CTETHYHHUX YCTAaHOBOK TOTOYACHHX LKL Ta HAMPSIMIB, SIKi peati3yloTbcsl B Oe3KiHEUHI MHOXKHHI
IHAMBIIyaJIbHUX XyJAOXKHIX KOHIICTIIIIH Ta B CYCHUIbHO-XYJA0KHIM mipaktuii» (1993, c. 88).

deHOoMEH HaIIOHAJIBHOTO CTWIIIO SIK CKJIaJHHKAa OaraTOpiBHEBOI 1€papXidHOI CHCTEMH BiJI3HAYaBCS
B Oaratbox My3mKo3HaBUMX mpaisix (M. MuxaiinoBa, €. Hazalikincskoro, B. MemxymeBcbkoro, H. I'oproxinoi
Ta iH.), MPOTE HOTO BWU3HAUEHHS TPHUBAJHUI TEPioJ] 3aJHMIIANOCS HEOJHO3HAYHUM. SIKICHO HOBHM €TaroM
y JIOCIJKEHHI HAI[iOHAJLHOTO CTHIIIO B My3ulli ctana npamns C. Tuinka, ge BdeHnid 00rpyHTYBaB KOHIICIITIIO
LBOTO TOHSTTS, BHUSABUB CTajlil, TEHAEHWIl Ta (YHKLil HAiOHAIBHOTO CTUJICYTBOPEHHS Ha Marepiaii
POCIHCBbKOT Oniepu enoxu poManTusMy. Ha qymKy nociiHuKa, HalllOHAJIBHUN CTHIIb Y MY3HIIl — I1€ «KOPEKIIis
1H/IMBITyaJIbHOTO W iICTOPUYHOTO CTHIIIB B YMOBAX IE€BHOI HAI[IOHAIBHOI KYJIBTYpH Ta B Mpolecax ajanTarii
1 TeHepartii cTiboBHX 03HaK (1993).

dakT B3aEMOIIT Pi3HUX CTHIIHOBHX PIBHIB BiI3HAYAN TOCIITHUKH PI3HUX TIOKOJIIHE, 30KpeMa M. Muxaitios.
«3 omHOTO OOKY, — 3a3HAYAE BUCHH, — KOJIEKTUBHI CTHIII € pe3yJbTaTOM MHOKHHH 1HJMBIIyaIbHUX TBOPYHUX
IMITYJIBCIB, TaK 3BAaHUM CITUJIBHMM 3HAMEHHHKOM. BomHOYac He MEHIIMM (SIKIIO HE OUTBIIMM) € 3HAueHHS
TUX 3arajbHUX TEHJAEHIH, 110 JIe)KaTb B OCHOBI KOJNIEKTHMBHUX CTHJIIB Ta BH3HAYAIOTh HANPSM PO3BHTKY
nepcoHasibHUX cTIiTiBy (1981, ¢. 106). 1s x ixest mpoBoauThCs B KOHIENIi cTiwio B. CupoBa, 3rifHO 3 SIKOIO
BCi SICKpaBO-1HJIMBITyalibHI SIKOCTI KOMITO3UTOPCHKOTO CTHIIIO 3yMOBIICHI HAlliOHAIBHUMH, ICTOPUYHUMH,
COIIIaJIbHIMH Ta TICUXONOTi9HUME (paxTopamu (1994).

VY nmocnimkeHH] MpoOieMH CTHITIO B PI3HUHN 4Yac Big3HaYajacs BUHSATKOBA POJb iHMBIAYaIbHOTO CTHITIO
B icropii my3uku. 3 1poro mpuBoxy M. MHUXaiiJIOB KOHCTAaTyBaB, IO «TBOPYICTH OKPEMHX MHTIIIB CTa€
MEPLIOOCHOBOIO, Ha SIKii BUHMKAIOTh KOJEKTUBHI cTWiboBi piBHI» (1981, c. 107). Lo x nymKy po3BHBae
B. Cyxanuesa: «TBopumii CTHIIb TIEPEBHILYE CTHIIb €MIOXH. BiH € OyHTOM MPOTH HOPMU <...> BiH JOBOAWUTH
KyJBTYPHO-ICTOPUYHY HOPMY /IO MEXKIi, BUTICHSIE W 3acTymae ii, BHACIIJOK YOTO CTHJIb KIACHIIU3MY CTa€
crusieM Mouapra i Tete; cTuib poManTu3My OGararopasoBo nepcoHidikyerbest — Bin Teiine 10 Baruepa, Bin
baiipona mo lomenay» (2000, c. 136).

[HIIIMM aprymMeHTOM Ha KOPHCTH 1HAWBITyaThHOTO KOMIIO3UTOPCHKOTO CTHITIO CTaja Crerudika My3ndHOi
tBOpuOCTi XX — XXI CT. i3 mpuTaMaHHUMU iff CTUIIBOBUM TUTFOPAi3MOM, 3 OAHOTO OOKY, Ta CHHTETHYHICTIO
XyAO)KHBOTO MHCIEHHS — 3 iHmoro. 3 omigy Ha ne B. XojomoBa 3ayBaxkye, L0 1HIMBITyadbHUN
KOMIIO3UTOPCHKHI CTWIJIb CTaB TOJIOBHUM Cy4YacCHHMM 3Ha4eHHSIM TepMiHa «ctuiby (1995, c. 166). Ha uiit
1o3uIlil cTOiTh Takoxk I. KoxaHuk, BU3HAIOUH, 110 «CTHIIb TBOPUTH OCOOUCTICTD, IKa aKYMYJTFOE IHTOHAIIIT e110X,
gaciB Ta ctiwiiBy (2004, c. 38).

B emoxy mocTtMomepHy CTYITIHB IHAWBiMyaTi3allii B My3HWIll TiTHIBCSA JO PIBHSI MY3HYHOTO TBOpPY. SIK
3a3Havae [. KoxaHWk, «ChOTOIHI CTHIIROBI HOBaIii B MY3HWIIl peaji3yrOTbCs INBH/IIEC HAa KOHIEHIIHHOMY
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PiBHI, HIXX Ha piBHI iHAWBITyasi3aIlii MOBHO-BHpa30oBUX 3aco0iB» (2002, c. 45). V 3B’ sa3ky 3 nuM B. Xosomosa
PO3MIsiiaia KaTeropiro CTUIIIO Pa3oM 13 KaTEropiero My3UYHOTO TBOPY SIK Iapy aHAJIOTYHUX PIBHIB BUPAKEHHS
iHAMBIgyalbHOTO Havada B My3uli. OOpanuii y mocnimkerHi B. XomomoBoi «ciayxo-My3UYHHN» HAyKOBHUH
MiJXiJ, Ha BIMIHY BiJ] TPAJUIIHHOTO «HOTHO-MY3UYHOTOY, JIaB 3MOTY BBECTH B OOIl MOHSTTS «METATEMID)
IHIMBIIyaJIbHOTO CTHJIIO, IHTOHAIIHO «IIPUXOBAaHOI» B IIMOMHAX TBOPYOI Marepii, KOTPY HEMOMKIJIHBO
BHU3HAUUTH B aBTOPCHKOMY TEKCTi, a JIMIIE CIpUMaTh Ha ciayX. KOHIEMIIEI0 «CITyX0-My3U4HOT0Y aHaIlizy
JIOCITITHAIII TTOPYITYETHCS TAKOXK TIPOOIeMa CIIiBBITHOMICHHS] KOMIIO3UTOPCHKOTO Ta BUKOHABCHLKOTO (DAKTOPIB
Y «OKUTT1» My3HUYHOTO TBOPY, MPUHIIMIIOBO BaXKIJIMBA B KOHTEKCTI cydacHoro muctenTsa (1995, 66-167).

AHanoriuanii pakypc obpas i B. MockaneHko, sikuii BUBYaB TBOPYHHA aCIEKT My3HYHOTO CTHITIO, OepydH
JI0 yBard KputTepiil inTepnperyBanHs. Buxoasuu 3 nporo, B. MockaneHKo TpakTye KaTeropiro My3U4HOIO
CTHJIIO SIK «IICHXOJIOTYHO 3yMOBJICHY CIEUU(IUHICTH MY3HMYHOTO MHUCIEHHS, II0 BHPa)KeHa BiAMOBIIHOIO
CHUCTEMHOIO OpraHi3alli€l0 pecypciB My3W4YHOI MOBH B IPOIECI CTBOPEHHsI, IHTEpIpETAIlil Ta BUKOHAHHS
My3ugHOTO TBOPY» (1998, c. 88).

30KkpeMa, TaK|UM TIIX0Z0M BUPI3HSIOTECS gocmimpkeHnas C. 1leBnskoBa, KOTpui po3nigae (peHOMEH CTHIIO
SIK ICTOPUYHO MIiHJIMBY, IMHAMIYHY CUCTEMY BIHOLICHb CKJIaJHUKIB MYy3UYHOT MOBH, ii COLIOKYJIBTYPHHX CIIOIYK
Ta pezoHaHciB (1994, c. 29). Ilnigaum BuIaeThes i po3podienHs tunonorivnoi moaeni crumo B. Cuposa, e
BiJOOpaXE€HO CKJIaJHHUN MpPOILEC CTHICYTBOPEHHS B AiaXpOHIYHOMY Ta CHHXPOHIYHOMY paKypcax, a TaKoxX
JUHAMIKy KOMIIO3UTOPCHKOTO CTHITIO, 3yMOBJICHY 1IGHHIMH Ta McUXoyoriyHuMu (haktopamu (1994).

BucnoBku

HeoOxigHicTh cucTeMaTH3aIli1 TEOPETHYHUX ACTIEKTiB MTPOOIEMH My3UYHOTO CTHITIO BUHUKIIA 3 OTVISTY Ha
PI3HOMaHITHICTb HAYKOBHMX KOHLIEMLIN 1Ii€i CKIaqHOT OaraToMipHoOi KaTeropii My3HuyHOTO MUCJICHHS.

Po30ixnOCTI BueHNX XX — mouarky XXI CT. CTOCOBHO TilyMaueHHs CTHJIIO MPOCTEKYIOTHCS HA Pi3HUX
eTarnax Moro BUBYCHHS B TECOPETHYHOMY, ICTOPHYHOMY, CHCTEMHO-CTPYKTYPHOMY I THITOJIOTIYHOMY paKypcax.
Bracmiiok 11b0ro Teopist CTHIIIO TTOCTAE B JIACKTHYHIA €THOCTI pi3HUX HAYKOBHUX PO3POOJICHB, SIKi, 3 OMHOTO
0OKy, cyIiepedars, a 3 iHIIIOTO — B3aEMOIOITOBHIOIOTH OHE OITHOTO.

Ha mincraBi amamizy mpams b. Acad’eBa, M. MuxaiinoBa, C. CkpeOkoBa, €. HazaiikiHChKOTO,
B. Menymescrkoro, B. Cuposa, B. Xomnonosoi, C. Illesnskosa, H. ['oproxinoi, 1. Koxanuk, B. Mockanenka,
B. Cyxannesoi, C. Tumxka Oyo BUCBITICHO H CHCTEMaTH30BaHO TEOPETHYHI acleKTH MPOOJIeMU CTHIIIO Ta
BUJILIEHO TaKi OCHOBHI XapaKTEPHCTUKH IIbOTO TMOHATTS: XyAOXKHS €IHICTh, AU(EPEHIIHOBaHICT, CTa0lIBHICTS,
CUCTEMHA I[UTICHICTh CTUJILOBUX O3HAK, IHTOHAI[IM{HA CYTHICTh CTUJIIO, OaraTopiBHEBa MPUPO/Ia CTUIIIO.

Posmian 1 cucremarmsarisi TEOPETHYHUX AaCIEKTIB MPOOJEMH MY3WYHOTO CTHJIIO B MpamsX y4YeHHX
kiam XX — mouatky XXI CT. mae mimcTaBu KOHCTATyBaTH, IO CYyYacHE MY3WKO3HABCTBO CTOITH Ha TOPO3i
y3arajabHEHHsI HAKOIIMYEHOTO Marepiaiy, HOro JOMOBHEHHS Ta CTBOPEHHS HOBHUX KOHLEMLIH, IKi 6 opraHivHo
TTOETHAA 3M00YTKH (PLI0COPCHKO-ECTETUIHOI yMKH, BIIKPUTTS B Tally3i IICHXOJOTIl TBOPYOCTI, iICTOPU3M B iHTEpIIpETAaIlii
CTWJIbOBHX (DEHOMEHIB Ta INIMOMHY IHTOHALIIHOTO aHalli3y.
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TEOPETHYECKHUE ACIIEKTDbI | Jluryc Onsra MapkoBHa'?,
HNPOBJIEMBI CTHUJISA | Jluryc Banentun AsnekcanapoBuy
B MY3BIKOBEJUYECKMUX | 'Kanouoam uckyccmeoeedenus, *Kuesckuii ynueepcumem
NCCIENOBAHUAX | wumenu Bopuca Ipunuenko, Kues, Vxpauna;
XX — HAYAJIA XXI BEKA | 2/Joyenm, "Kueeckuii nayuonanvuwiii ynusepcumem

Kynbmypsl u uckycems, Kues, Ykpauna

Lenp pabGoOTHI — MPOAHATU3UPOBATH UCTOPHOTPAPHIO MPOOIEMBI MY3BIKAIFHOTO CTHIS KaK OTHOM W3 TIOOATBbHBIX
KaTeropuil My3bIKAIBLHOTO MBIIUICHUS; HAa OCHOBE W3y4YeHHs (yHJAMEHTAIbHBIX HCCICAOBAHUI OTEUECTBEHHBIX
n 3apyOexHbIX yueHbIX XX — Hadana XXI Beka BBIIETUTh U OCBETUTh TEOPETHUECKHE acHEKTHI 3TOH MpoOIeMbl, KOTOpbIe
OXBAaTHIBAIOT JC(PUHUIIMIO TTOHSTHUS CTUJIS,, CHCTEMATUKY XapaKTEPHBIX CTHIIEBBIX NMPU3HAKOB, HEPAPXUUECKYIO CTPYKTYPY
CTUJIA, UCTOPUYCCKYIO THIIOJIOTHIO CTHHCﬁ, TCHACHIUU Pa3BUTUA TECOPUU CTUJIA B TCUCHUC 0603Ha‘leHHOFO nepuoaa,
ONPEACIUTD TCPCIICKTUBBI HCCICIOBAHUA CTHJIEBOM l'lp06IIeMaTI/IKI/I. MCTO}IOHOFI/IH HUCCIIECAOBAHUA 6a3preTC$[ Ha TaKHuX
TEOPETUYECKUX METO/IaX: CHCTEMATH3alli — B MO3HAHUM M OCMBICICHUM HAyYHBIX TEOPHH CTHIISL; abCTparupoBaHUsl —
B nddepeHIInpoBaHHOM PACCMOTPEHUH HAUOOJIEE CYIIECTBEHHBIX YePT MY3bIKAILHOTO CTUJIS; aHATIM3a — B YCTAHOBICHUH
CBAI3eil MEXK/Ty Pa3IMYHBIME YPOBHSIMH KaTErOPHHU CTUIISE, CHHTE3a — B PACCMOTPEHHH CTHIISI KAK KOMIIOHEHTA HEepapXUyueCcKoi
CHCTEMBI My3bIKH. Kpome TOro, MCIOib30BaH JECKPHIITUBHBI METOA — B aHAJIM3€ HAyYHBIX MHTEPHPETAlUH HMOHATHSL
My3bIKaJIbHOTO CTHIIsl. HayuHast HOBH3HA pabOTBI COCTOMT B CHCTEMAaTH3alMU HAyYHOTO OIBITA MCCIICJOBAHUS MYy3bIKAJIBHOTO
CTUJIsL, B OCBCIICHHUH OCHOBHBIX TCOPETHYCCKUX ACTICKTOB HpOGHeMI)I CTUJISL, B Pa3BUTUU TCOPETUICCKOIo JIHUCKYypCa CTHJIEBOM
MIPUPOJIBI MY3BIKAIBHBIX siBIEHWHA. BbiBompl. O000IIEH HaydyHBIH OMBIT HCCIEAOBaHHUS MpoOieMbl cTwisd. OmpeneneH
JIMCKYCCHOHHBIN XapakTep u3yueHust npodiembl cTuiis. CuCTeMaTH3upoBaHbl 0a30BbIe MOJIIOKESHHSI TEOPUH CTHIIS C MO3ULIUIA
XYIO)KECTBEHHOTO €IMHCTRA, [ depeHInayu, CTabuIbHOCTH, CACTEMHON HENOCTHOCTH CTHIIEBBIX YEPT, HHTOHAIIMOHHOM
CYIIHOCTH CTHJIS M €70 MHOTOYPOBHEBOH NMPHPO/b. BeIsBIeHa neTOpHUeckast B3anMO0OyCIOBICHHOCTD CTHIIEBBIX YPOBHEH:
«CTWJIb BTIOXU», «HAMOHAIBHBIN CTHIIb» M «MHAMBHIYAJIbHBIH CTHIEY). OuepyeH BEKTOP Pa3BUTHSI COBPEMEHHBIX TCOPHH
MY3BIKaJIbHOTO CTHJISL.

Kniouesvie cnosa: My3bIKaJIbHbINA CTUIIb; TEOPHS CTUJIS; ICTOPUUYECKHUHN CTHIIb; WHMBHUYabHbIA CTHIIb; HAIIMOHAJIbHBIN
CTHIIb.
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The aim of the article is to analyze the historiography of the problem of the style of music — one of the most global categories
of the musical thinking. Basing on the examination of the results of the fundamental national and foreign research of the
20" — the beginning of the 21* centuries, theoretical aspects of this problem that cover the definition of the style’s notion,
systematics of the peculiar stylistic features, hierarchical structure of style, historical typology of styles, tendencies of the
development of the style theory during the mentioned period, perspective of the stylistic problematics’ research, were defined
and considered. The methodology of this research is based on such theoretical methods: systematization — to examine and
consider scientific theories of style; abstraction — to differentially perceive the most peculiar characteristics of the musical
style; analysis — to make connections between the different levels of the category of style; synthesis — to consider style as
a component of hierarchical system of music. Moreover, the descriptive method — to analyze theoretical interpretations of
the notion of musical style is applied. The scientific novelty of the article is determined by the consideration of the scientific
heritage of research of the style of music, systematization of the main theoretical aspects of the style problem, development
of the theoretical discourse of style nature of musical phenomena. Conclusions. The scientific experience of the style problem
research is generalized. The controversial character of investigation of the style problem is defined. The basic concepts of
the theory of style from the perspective of artistic unity, differentiation, stability, system integrity of style features, style’s
tone and multilevel nature are systematized. The historical interdependence of the style levels is revealed: the “epoch style”,
“national style” and “individual style”. The direction of the modern theories of musical style development is depicted.
Keywords: style of music; theory of style; historical style; individual style; national style.
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The aim of the article is to identify evolutionary changes in the singing collections of the Ukrainian Orthodox Church
from the XV century to the first half of the XVII century. The research methodology is based on a combination of different
research methods. In particular, the application of the analytical method helped to analyze and investigate the song collections
of the Homonius period. To determine the temporal and quantitative characteristics of the material analyzed, statistical and
chronological methods were adopted. The application of the method of comparison helped to identify common features
and characteristics in the Old Kyiv liturgical manuscripts. Scientific novelty — revealed evolutionary changes in the singing
collections of the Ukrainian

Church and analyzed their characteristic features in the period from the XV to the first half of the XVII century. Findings.
The period from the XV to the first half of the XVII century. in the history of the liturgical books of the Ukrainian Orthodox
Church, it is characterized by an increase in the number of notated collections, an increase in the variance of notation in the
chants, which in turn stimulated the appearance of alphabetic interpretations. The work of the masters of church singing is
intensified from revising and editing the chants of the Stolpovoy (neumen) chant. In the absence of a centralized hierarchical
authority, conditions were created for the emergence of regional schools of church and liturgical singing. Church chant
books have become a means of practical systematization and classification of Stolp (neumen) singing in Ukrainian Orthodox
worship.

Keywords: StaroKyiv’s manuscripts; nematic notation; chants; chanting dictionaries.

Introduction

The Old Kyiv singing collections of the Orthodox Church is a valuable source for studying the history of
music and spiritual culture. They reflect charter specifics of singing, regional tradition and spiritual wealth of
Ukrainian nation. Due to oral tradition of church singing the most ancient singing books were not noted and as the
time passed there was the necessity to note them as a result of spreading Christian faith, the necessity to follow
canonic chants in all the churches and monasteries.

The task of our research is to study the process of establishing the system of singing collections and their
specific characteristics; to study evolutionary changes in collections of the Ukrainian Orthodox Church.

Significance of this publication is related to the increasing interests to the historic past of the Ukrainian
Orthodox Church.

The primary need is to study church and liturgical singing on the territory of Ukraine as important
component of music culture. Significant part of the noted manuscripts from the end of XV-beginning
of XVII century remains unrecovered, thus it is important to enhance efforts in studying the Stolp (neumen)
singing to disclose music masterpieces hidden in Ukrainian early printed books.

One of the significant studies which considers establishment of music theory from the XV to
XVIII century is the research by M.V. Brazhnikov “Old Russian Music Theory” (Brazhnikov, 1972). The author
studies singing dictionaries, kokiznycks, fitnycks, vermilion postils, separate chapter in his study devoted to the
eight church modes. By analyzing manuscripts in details, M.V. Brazhnikov does not take into account some
important moments. At the indicated period the Ukrainian territories were initially included to the Grand Duchy of
Lithuania, and after the Union of Lublin in 1569 as a result of uniting the Kingdom of Poland and the Grand Duchy
of Lithuania, the new state the Polish-Lithuanian Commonwealth was created. Only after the Andrusivskyi Separate
Truce in 1667, left-bank Ukrainian lands were taken by Moscovia. Considering social and historical factors,
church and liturgical singing on the Ukrainian territories was developed under the influence of the South Slavic
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and West European impacts. At the same time, Moscovia was aggressive neighbor country trying to take over the
Ukrainian lands. Thus attempts of the Russian scientists, such as M. V. Brazhnikov, V.I. Martynov, I.E. Lozovaia
etc., to impose “all-Russian” music theory show the distorted direction (Brazhnikov, 1972; Brazhnikov, 1984;
Lozovaia, 2018; Martynov, 2019). We can also state that the Moscow church singings, and respectively, the
music theory, since the times of the Kyivan Rus and till the XVIII century, were under the significant influence of
Ukrainian choirmen who were invited or rescued by tsars and hierarchies of the North Country.

Today, the Ukrainian medieval studies does not have deep research which could be devoted to the establishment
of system of singing collections of the Orthodox Church, thus causing applicability of the selected problem.

The purpose of the article

The Article is devoted to the study of Ukrainian noted collections dated XV—first half of XVII century. The
purpose of this study is to reveal evolutionary changes in singing collections of the Ukrainian Orthodox Church
in XV—the first half of XVII century.

The research is based on combination of different scientific methods. In particular, applied analytical
method helped to analyze and study noted collections in the XV—the first half of XVIII century. To outline
temporal and quantitative characteristics of the analyzed material, statistical and chronological methods were
used. Application of comparison method helped to reveal evolutionary changes in note writing and chants of the
Ukrainian Orthodox Church.

Presentation of the main material

The ancient church manuscripts were formed under two criteria. The collections under the liturgical criterion
were devoted to the certain service of daily circle (devoted to regular and moveable holidays, commemoration of
saints). The second criterion was genre thus belonging of singing collection to certain genre. Singing collections
of the Catholics are antiphonary, gradual, hymnal, responsorial (collection of responsories), vesper (chants at
evening service), invitatory (collection of incoming antiphones), processional (background music for processions)
etc. The singing collections of protestants (Lutherans) usually include only community songs, sometimes they
are called hymns or chorals. The primary singing collections of the orthodox are Choristers, Heirmologion,
Octoechos, Fasting and Flowery Triodion, Book of Stickeron, Condakar (Martynov, 2019).

During the second period in the Ukrainian Orthodox Church, so called Homonius period, the main genre was
sacral mono-action or hymnography, this is the church singing in mono-voice neumen recording. Today, there
are two main hypotheses of Homonius period. Subject to the hypothesis of the Russian linguist M.M. Dernovo,
its occurrence was related to extinction or vocalization of week edited vowels in South Slovac dialects and
this process had finished before christening the Kyivan Rus. The clergy coming from the south during the
communication with the Eastern Slavs tried to bring their language forward to the local languages, inserting “o0”
and “e” to the week reduced vowels, which were difficult to be articulated by foreign clergy. To the opinion of the
scientist, all these things could be accepted by the local people as a correct spelling in religious context.

Later on, the scientist N.D. Uspenskyi (2018) suggested an alternative hypothesis, which is based on the
fact that till the moment of extinction of the week reduced vowels at the Eastern Slavics there was a frame of
liturgical songs, created for the structure of proto-Slavic language in compliance with the law of open syllable.
The loss of approximately twenty percent of syllables would make the traditional texts impossible to be performed
for traditional melodies, that is why the extinguished week reduced vowels were replaced with the vowels of
complete formation. This period, to the opinion of the scientist, started at the end of the XIV century (Homovoe
penie, 2019).

It is necessary to admit that despite the opposite hypotheses of the scientists to the occurrence of Homonius
period in worship service of the Orthodox Church, the following changes took place in the Ukrainian language —
 — 0, b — 3 (ChHB — COH, JIbHb — AeHb). However, in church singing manuscripts over the extinguished week
vowels the neumas were marked, that is why they were continued to be sung as full vowels. As a result, the word
“ecTp” was sung as “ecte”, the word “mups” as “mupo”, and “ycnumaxoms” as “ycnumiaxomo” etc. (Martynov,
2019). As a result of frequent application of the ending “xomo” during the church service this method of singing
chants was named “homonius”. This manner lasted till the middle of the XVII century and it is partially used by
the Old Believers now.

The Homonius period covers the second wave of activating cultural interconnections between the Slavic
countries. As an example of Southern Slavic graphics on the territory of Ukraine, the new manner of writing is
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being established, which is called younger semiuncial. Difference between old and young semiuncial is clearly
defined in paleographic science. This difference was not only about some change in writing letters, but also in the
structure of dictionary. The practice of church singing includes Balkan Slavic and Greek melodies, whose active
mediator was Moldavian Walachia. Late Byzantium and post-Byzantium singing culture, so called calofonic
style, is successfully accepted and developed in church practice of the Ukrainian Orthodox Church. The scientist,
Y. Yasynovskyi states that “important components of stylistics are flexible melodic line, precipitation of melodic
development and clear metrorithmic frequency”. Initially, in melodic line, there was a tendency becoming evident
to ornamental distribution, as a result bright and original church chants appeared. Also relations with West
European art achievements became more tight, this is a reform of church note writing and gradual acceptance of
linear system (Jasinovs’kij, 2019).

Most hymnographic books at the beginning of the XV century, according to the scientist I.LE. Lozovaia,
were the texts which did not have notation marks or contained only marked feet. As an example, I.E. Lozovaia
uses the Octoechos Selected — RHADA. Type. No. 67, 1374 (Oxkroix [300opauii — PTAIIA. Tum. Ne 67, 1374),
and Paraclitik No. 81, XV century (ITapaxmituk Ne 81, XV ct.). In this collection its annex contains evangelic
sticherons and hymns of light, i.e. Sunday ex-apostilarias. Herewith, when some of the books show studite type,
for instance, Paraklitics — RDB. Vol. No. 2, end of the XIV-beg. of the XV (Ilapaknitux — PJIb. Bon. Ne 2,
ki XIV-nouarky XV crt.), and other comply with the Jerusalem Typikon, such as Octoechos — HYM. Syn.
No. 199, 1436 and HYM. Su. No. 10, 1437 (Okroixu - TUM. Cun. Ne 199, 1436 p. ta TUM. Bockp. Ne 10,
1437). According to 1. E. Lozovaia, these collections are characterized with Old-Kyiv orthography (Kornii and
Dubrovina, 1998). This proves our assumptions about the XVI century when most of singing collections of
church services were written by the Ukrainian craftsmen.

This period is characterized with the process of establishing the system of singing books which fixed
church chants and classified them under the types of chants. Important stage in the history of neumen chants
was occurrence of noted Octoechos-Sticheron, where the first time the sticherons of seven-mark cycle were
written with notation marks. Their graphical revision at the time did not get established completely according to
I. E. Lozovaia, however, the revision was close to the one becoming final starting from the lists of final quarter
of the XV century. Order of establishing stichir was not defined to the full extent, namely some texts were not
included to the chapters where in future they would take significant place (Kornii and Dubrovina, 1998).

In the XVI century, as a result of respective changes Octoechos became more accomplished and diversified
subject to the content of chants. It included Sunday stichirs of eight Echos. Every Echos contained stichir “Lord,
I cry” (Tocnomu, Bo33Bax) comprising “O, Gladsome Radiance” (Cete tuxwuii) which initially was sung at eight
echos: stichirs and lauds, as well as rated antiphones. Special chapter of Octoechos was represented by eleven
Evangelic stichirs (Lozovaia, 2018).

The Book of Sticheron is one of the first liturgical books of the Orthodox Church during the Kyivan Rus. At
the early stage of its development it was characterized with instable revision of chants becoming of more stable
character only with renewed graphics during the second half of the XV century. The triode chapter of the Book of
Sticheron since the last decades of the XV century started including chants of the lent rules of the church singing
which earlier were never noted. At the period the Book of Sticheron included almost all the main singing stichirs,
slavniks, tropars etc., for the whole calendar year. In the beginning of the XVI century the Books of Sticherins
started losing their annual form and were divided into two singing books: Feast Days and Chimes (Amosov and
Prohorov, Eds.,1988; Russkaja duhovnaja muzyka v dokumentah i materialah, 2012).

The singing book “Feast Days” (“Ilpazgaukn’) contained stichirs of twelve great feasts, presented in order
of calendar celebration of feasts, starting from Nativity of Mary and finishing with the Assumption. The Feast
Days was eventually one of the most precious and stable neumen books. The Chimes (“Tpe3Bonsr”) contained
stichirs of the most honorable feasts — Michael the Archangel, Saint Nicholas, Intercession etc., also presented in
their calendar sequence. The Fasten and Color Triodin were established according to Lent stichirs and the ones
during the period from Easter to Trinity Sunday, presented in order on weeks.

The most unstable singing book was the Rules of Church Singing (O6ixox) which contained unchanged
chants: evening, morning, liturgical, as well as tropars, proikemons, exaltations, ektenes, singings of funeral and
prayer services etc (Kornii and Dubrovina, 1998). In the first half of the XVI century, the scope of daily chants
in the manuscrips started increasing, however, their content remained further unstable — the cycle of unchanged
vigil chants was introduced according to the Jerusalem statute acting during a century already. Collection of
noted daily texts, whose large part did not contain references to echos, comprised special cycle of the so called
non-echos chants, however some of them were initially of echos, but with time lost respective marks in the
manuscripts.
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In the first half of the XV century, revision of neumen Heirmologion started changing. This written
collection also had different titles such as Irmolog or Heirmologion. It received its title Heirmologion
(from Greek word-group Eippo-Aoywov from Greek Eippog — row, sequence and Adyiov — language, word) from
the most wide-spread genre — hirmoses. This period is also characterized with the search of the most efficient
form for fixing melos, the manuscripts have differences of neumen graphics of chants between the lists, different
positioning of accented neums. According to I.E. Lozovaia, the result of searches during the half of century was
parallel existence of different versions of hirmos records of chants, in general similar but inconsistent with each
other (Lozovaia, 2018).

In the end of the second period, Heirmologion contained hirmoses of eight echos. Each echos initially
contained all the hirmoses of the first song, them all the hirmoses of the second song etc. This Old Kyiv tradition
was different from the tradition of Byzantium heirmologion, where hirmoses of all nine songs were presented in
a row (Martynov, 2019).

In the mid-XV century, Heirmologion becomes universal book, containing church chants performed during
the Service along the church year. Multigenre collection acquired chants from different liturgical books of the
Ukrainian Orthodox Church. Except hirmoses they included chants of the Vigil Service from various liturgies,
the hymns to the Mother of God, kondaks, kanons, sedalens, tropars, the Degrees of Antiphons, stizerons and
other chants. Mass circulation of the collection in the XVI century was resultant from significant rising of church
music education and particularly Heirmologion became one of the most important educational books. Its intensive
production was caused by gradual reform of note writing, replacement of neumen signs into European note linear
notation. But the most important reason for mass circulation of Heirmologion in the XVI-XVII centuries was
music style renovation which occurred from interrelation of two tendencies. On one hand, reorientation to Western
European style achievements of the Renaissance and Baroque was obvious, on the other hand intention to preserve
traditional connection with Byzantium cultural sphere (Muzyka, 2019).

Specific feature of Heirmologion in the XVI-XVII centuries was selected repertoire of chants, which was
mostly festive, i.e. esthetic criteria at selection were defining. In the process of forming the collection, its certain
structural types were shaped, which were predefined by cultural and historical traditions as well as practical needs:
genre subjects, calendar and echos.

Genre subject structural type was peculiar to the most ancient variants of Heirmologion. This type was
formed according to genres and types of services. Among the famous Heirmologion of the type were Supraslskyi
1598-1601, Pedhoretskyi, Mezhyhirskyi, Zhyrovytskyi in the mid-XVII century.

As aresult of gradual shortage in church service and its singing repertoire, the new structural type of Hirmoloin
appeared — calendar one. According to its title, this type of Heirmologion was performed under the church calendar.
Repertoire of the collection included the set of festive and the most important chants such as evening, morning
and liturgic ones. Such examples also included Irmologions created in the end of the XVI-beginning of the
XVII centuries — Lvivskyi, Dolynianskyi (Instytut literatury imeni T. Shevchenka Natsionalnoi akademii nauk
Ukrainy, arkhiv I. Franka).

In the beginning of the X VII century, the echos type of Heirmologion was formed, its main repertoire included
hirmoses and chants from Octoechos. This type of collection has educational and pedagogical character (Muzyka,
2019). Substantial analysis of note linear Hirmoloin with “Bolgarian” attribute dated from the XVI-XVII centuries,
was created by L.P. Kornii and L.A. Dubrovina in joint monograph “Bolgarian chant from manuscript note linear
Irmoloys of Ukraine” (1998).

Singing books of Stolp (neumen) singings were initially written on parchment in the form of separate codes,
each of them was oriented on certain liturgical circle or type of chants. In the last third of the XV century with
a transition to paper, they started uniting into collections, so called anthologies of chants. Collections could include
both full circle of neumen chants, necessary to perform worship service at any time and separate parts different
combinations — Heirmologion, Octoiches (often its liturgical cycles such as Sunday, Eastern, theotokion, Evangeline
stichirs — presented in various parts of the manuscript), the Books of Sticherons of various complexity and more or
less comprehensive fragments of rules of church singing.

In the end of the XV—beginning of the X VI century, in singing collections, short selections of confession songs
(mokasmpHOB) appeared, which in the mid-XVI century, were formalized into eight echos cycle, later on gradually
completed with new texts. The basis for melos of confession rhymes was comprised with chants of Stolp (neumen)
singing. Their texts were diversified, borrowed from songs, devoted to the topic of confession, penance for sin
(tropars of confession manner, triode stichirs or their fragments), compilations from certain famous chants or outer
liturgic writings, which showed eschatological expectations of the Day of Judgment (cynumma crpamraa), moral
ideas of purity, kindness as well as historical events (Korableva, 1979; Rannjaja russkaja lirika..., 1988).
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During the first centuries of their establishment, the Old Kyiv music theory existed only as oral recitation. First
written examples of theoretic idea, which were preserved on the territory of Ukraine, could be found only since the
XV century. These were dictionaries which sometimes took not more than a page of written text, simply the row
of neums, being followed with the signature and informing their title. Certain inconsistencies between the images
and titles of neums were observed. For example, “light” is a characteristic of both signs with two dots — “light
hook™, “light statia”, later becoming standard, and signs with dot — “statia closed light”, “line light”, “arrow light”,
“stopitsa light”. Some of the neumatic signs will be later called stygian (mpaurmumu). These inconsistencies show
different explanation of signs in Byzantium and Old Kyiv, and later Old Kyiv notation systems.

In the end of the XV century together with creation of new and partially changed much earlier singing books,
the process of formation and improvement of new dictionaries took place. Number of dictionaries increased
noticeably, they became respectively more detailed and thus universal methods of their recording were created
gradually. It is fixed in the basic singing books — Heirmologion, Octoechoes-Sticheron (with addendums), Calendar
and Triod Sticherons, Rules of Church Singing.

In the beginning of the X VI century the most spread dictionaries were interpretation ones, where apart from
marks and title of neum, method of their performance was indicated, as well as description of interrelations between
them on height, showing the direction of movement, melodic and rhythmic characteristics, as well as the most peculiar
echos chants. Manner of presenting information in the reference books, according to the scientist I.LE. Lozova,
reminds of work-book by didascalos (teacher) who uses all the methods of influencing pupils: he writes neumas,
imitates with voice, shows the way of singing (kako moetcs) and gives word comments to execution. Occurrence of
major part of such dictionaries, to the point of view of the scientist, proves activity of church management, directed
to increase of knowledge level and skills of cantors (Lozovaya, 2018). Occurrence of large number of dictionaries
was partially connected to the change of the Studynskyi Statute into Jerusalem as well as the necessity to prepare
certain complex of singing books which were compliant with changes in liturgical practice.

Homonius period is also characterized with the increase in fund of chants. With the enlargement of singing
tone row, development of chants and complication of composition patterns, the notation itself is getting complex as
well. In the XV century, at the time in relation to the circulation of the manner to complete the chants with jubilos,
notation faced rather large changes. Lica (i) and fity (ditu) are those eposidical enrichments of melody, due to
their value they are similar to the Gregorian jubelos. Jubelos (from the Latin Jubilation — “gladness”, “exaltation”,
was based on the fact that one structure of text was sung into several sounds. As well as chants, lica and fity
also belong to one or several echos. According to their structure, fity are more complex and lasting unlike lica
because they also include several kockizes. Fity are written in short form by means of special “secretly closed”
combination of neumas. Diversity of jubilos caused necessity to arrange “secretly closed” neumas, thus collection
of fity (fitnicks) appeared being used to write chants and teaching to sing. Long-term complication of “secretly
closed” neumas caused in the end of the XVI century to the appearance of “divorces” (po3BomiB) in fitnicks, i.e.
explanation of secretly closed ones of melodic content by means of representing these melodies with smaller
neumas. There were similar collections of chants under the title “Kokiznycks” (Kokiznukn), they usually contained
only the phrase of text used to sing this chant (kokiza) (Uspenskii, 2018). With time, kokiznycks were improved,
they represented collection of chants, organized according to echos in the way that in the beginning, all the chants
of first echos were presented, then the chants of second echos were shown and in the way till the eighth echos.
Kokiznycks contained graphical representation of chants and their titles. Fitnycks in their turn were transformed
according to the same principle.

In the XVI century, due to the development of viatical and demestvenna notation, viatical and demestvenna
dictionaries as well as kokiznycks and fitnycks appeared, containing their special viatical and demestvenni chants
and fity. Number of melody units covered with the monuments, was huge. If complete fitnycks contained up to one
hundred and fifty fity, then kokiznycks counted several hundreds of chants and all this huge information was stored
in the memory of descant and usual cantors. According to written evidence of the XVI-XVII centuries, cantors sang
kokiznycks “fir science” (s Hayku) by heart and “znamia gorazdo znali” (3Hams ropasmo 3uanm). This practice of
studying kokiznycks and fitnycks eventually correlates with Byzantium practice of creating “musical dictionaries”,
whose great example is “Wheel” (Koneco) by St. John the Kukuzel (Martynov, 2019). Byzantium composer and
music theoretic John Kukuzel arranged notation marks and created “wheel” — illustration of Byzantium theory
about echos, according to which every echos took its place in the echos circle. This scheme served as visual
material for pupils who could understand by using it how the echos were arranged and how to sing in each of them
(Starikova, 2018).

The scientist M. V. Brazhnikov divides fitnycks according to their types: a) drawing fity and lica without
stroke marks; b) drawing fity and lica with stroke marks with fractional neumas; c) stroke marks without drawings
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(Brazhnikov, 1972). Fitnycks are variable according to the scientist, even if they belong to one type. No
fitnyck, even the most perfect, can serve the key to writing all the fity and lica, whereas data from one fitnyck
cannot be spread to fity of all the notated manuscripts. Fity and lica are considered equal if they have similar
chant despite the fact if they correlate or differ with their drawing. If the chants are different, then fity and lica
are considered different even in case of coincidence of their drawings. Fitnycks without stroke marks of the
XVI-beginning of the X VII century are insignificant subject to the scope, but from the end of the XVII century,
number of lica and fity increases significantly. That is why it's clear that fitnyck should be built in the way, that
the cantor using it could easily search for the necessary mark with stroke mark. This is caused by governance
of fit singing to the system of eight church modes which finds its reflection in the division of fity and lica
according to echos. We should note that such placement is peculiar exclusively to fitnycks with stroke marks.
Fitnycks without stroke marks do not have marks of echos. Thus, in the XVI century, belonging of lica and
fity to one or another echos was defined under the chant, where they met. Lica and fity contained in fitnycks
are divided according to echos irregularly, it depends on musical wealth of each echos (Brazhnikov, 1984). In
the end of the XVII century, in the period of “new truth saying” (HoBoro uctuHOpeuis), fity and kokizy were
transformed into five-linear notation.

Conclusions

From the XV to the first half of the XVII century, activation of cultural interrelations between the
Slavic nations took place. Practice of the Orthodox Church Singing is completed with Southern Slovac and
Greek chants. Relations between Western-European art achievements became more tight, reformation of
church notation writing took place and linear system was implemented gradually.

At the absence of centralized management hierarchy on the territory of Ukraine, conditions appeared
to establish and develop regional schools of church and liturgical singing. Along with the Kyiv-Pechersk
Lavra in Kyiv, regional cathedral churches, monasteries and communities became very active, forming
their own signing schools.

This period is characterized with the process of establishing the system of singing books, which fixed
church singings and classified them according to the types of chants. This process was characterized with
the increase in number of notated liturgical texts which were not noted earlier. Change and significant
degree of variability of notation in chants took place, which initially had rather stable graphics. Accordingly,
the increase of liturgical notated texts stimulated appearance of explanatory dictionaries, kokiznycks and
fitnycks. Number of dictionaries increased significantly, they respectively became more detailed and
gradually formed universal means of their recording. Thus in the period of new history explanation, fity
and kokizy, notated with neumas, were transformed into European linear notation. Ukrainian and foreign
scientists-medievist made significant impact into the analysis of notated collections of the Ukrainian
Orthodox Church in the period from the XV to the first half of the XVII centuries. Despite this fact, there
are some gaps not allowing representation of church chants of the period with the modern note system.
Future deep investigations of the notated singing collections of explanatory dictionaries, kokiznycks and
fitnycks of the Ukrainian Orthodox Church will help the scientists to decode and translate them into modern
notation.
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CTAHOBJIEHHSA CUCTEMM | IliaropGyncekuit Mukosna AnaronidoBuy
IMIBYUX 3BIPOK B YKPAIHCBKIM | Kanouoam icmopuunux nayx, doyenm,
HP@BOCHABHH\/’I HEPKBI | Kuiscoxuii nayionanonuii ynisepcumem
3 XV J1O NEPHIOI MOJTOBUHMU XVII CT. | xyremypu i mucmeyme, Kuis, Vpaina

Mera crarrti. BusiBuTH €BotOLiliHI 3MiHM B IiBUMX 30ipHHMKaxX ykpaiHchkoi [IpaBociaBHOi nepkBu B nepiox 3 XV
no niepmroi mojgoBuHU X VII cT. MeTomonoris AOCTiKeHHS IPYHTY€ETHCS Ha IO€AHAHHI PI3HUX TOCITIAHAIIBKAX METO/IB.
30KkpeMa, 3aCTOCYBaHHS AHAJITHYHOTO METOMY JOMOMOIVIO TPOaHANi3yBaTH Ta MOCHIAWTH MiBYi 30ipHHUKH TIEpiomy
XOMOH1. JIJ11 OKpecIeHHS 9acOBHX 1 KITbKICHUX XapaKTEPUCTHUK MPOAHATI30BAHOTO MaTepiary Oyiio B)KUTO CTATUCTHIHHN
1 XpOHOJIOTIYHUH MEeTOIW. 3aCTOCYBaHHS METONy MOpPIBHSHHS JOIOMOIVIO BUSIBUTH 3arajlbHI PHUCH Ta XapaKTepHi
0COOJIMBOCTI B CTapPOKMIBCHKMX HOTOBAaHMX OOrociyk00BHX pykomucax. HaykoBa HoBH3Ha. BinoOpaxeHo eBoroIiliHI
3MiHM B MIBYMX 30ipHHKaX yKpaiHChKoi [IpaBociiaBHOT IIEpKBY Ta MPOaHaIi30BaHO IXHI XapaKTepHi 0COOIMBOCTI B IIEpiox
3 XV no nepinoi nonoBunau XVII ct. Bucnosku. [Tepiox 3 XV no nepuioi nonosunu XVII ct. B icTopii 6orociyx60Bux
KHUT YKpaiHCBKOI [IpaBOCIaBHOI MIEPKBH XapaKTEePU3YETHCS 30UTBIICHHSIM HOTOBAaHHX 30ipOK, 3pOCTAHHSAM BapiaTUBHOCTI
HOTAIIil B MTCHECIIBaX, 0 CTUMYIIOBAJIO MOSIBY a0eTOK-TITyMa4eHb. AKTHBI3y€THCS poOOTa MaWCTPiB IEPKOBHOTO CITIBY
3 Tepersiay 1 pearyBaHHs micHecniBiB CTOBIOBOTO (HEBMEHOTO) PO3CIHIBY. 3a BiJICYTHOCTI IIEHTPaJIi30BaHOI iepapXiqHOT
By OyiM CTBOPEHI YMOBH Ul BUHMKHEHHS PErioHaJbHUX HIKUI IIEPKOBHOTO Ta OorocmyxOoBoro cmiy. LlepkoBHi
MiBY1 KHUTH CTAJIH 3aCO00M MPaKTHYHOI cUcTeMaTn3allii Ta kiacugikaiiii CTOBIIOBOTO (HEBMEHOT0) CITIBY B YKPAaiHCHKOMY
MPaBOCJIABHOMY OOTOCITY>KiHHI.

Knrouogi crosa: cTapoKUiBChKi PYKOTIMCH; HEBMAaTHYHA HOTAIIS; TICHECITIBH; MiBYi a0ETKH.

CTAHOBJIEHUE CUCTEMBI | Tloarop6ynckuit Hukonait Anaronbesny
IMEBYNX CBOPHUKOB B YKPAUHCKOM | Kanouoam ucmopuueckux nayx, doyenm,
IMMPABOCJIABHOW HEPKBM | Kuesckuii nayuonansuoiii yuusepcumem
C XV J1O IEPBOMU ITOJIOBUHBI XVII B. | xyremyper u uckycems, Kues, Ykpauna

Henb crarbn. BBISIBUTH SBOJIONMOHHBIC M3MEHEHHS B TEBYMX COOpHHKAX YKpawHCKOH IIpaBocrmaBHON IEepKBH
B nepuon ¢ XV no nepsoi nonoBuHbl XVII B. Merononorusi ucciaenoBaHus OCHOBaHA Ha COYETAHUM PA3IMYHBIX
HCCIIEIOBATENbCKUX METOJAO0B. B 4YacTHOCTH, NpHMEHEHHE AaHAIUTUYECKOIO METOoJa MOMOIIO IPOaHaIu3UpOBaTh
W MCCIIEIOBaTh NIeBYME COOPHUKH Meproia XOMOHUU. J{J1st orpeiesieH st BpeMEHHBIX U KOJMYECTBEHHBIX XapaKTEePUCTUK
NPOAaHATM3MPOBAHHOTO MaTrepHuaia ObUIM TPUHATHl CTAaTHCTHYECKMH W XPOHOJNOrMYeckuid wmeroxbl. Ilpumenenne
METO/Ia CPaBHEHHsI MOMOIVIO BBISBUTH OOIIME YEPThl U XapaKTEpPHbIE OCOOCHHOCTH B CTAPOKHMEBCKUX HOTHPOBAHBIX
6orociysxeOHbIX pyKonucsix. Hayunas HoBu3Ha. [Toka3aHO 3BOTIOLMOHHbBIE N3MEHEHHS B IEBUNX COOPHHUKAX YKPAaHHCKOMH
[IpaBocTaBHOM IIEPKBH U TPOAHATN3HPOBAHEI HX XapaKTepHBIE 0COOCHHOCTH B ITeproz ¢ XV 10 iepBoii momoBUHE! X VII B.
Bersogpl. Ilepuon ¢ XV no mepoit momoBuHbl X VII B. B ricTopuu OOTOCITy>KeOHBIX KHHUT YKpawmHCKou [IpaBocmaBHON
LIEPKBU XapaKTepH3yeTCsl yBEINIEHHEM HOTOBAaHBIX COOPHUKOB, POCTOM BapHaTUBHOCTH HOTAIMU B IECHONCHUSX, YTO
B CBOIO 0Y€pE/Ib CTUMYJIMPOBAJIO MOSIBICHNE a30yK-TOJIKOBAHUH. AKTUBU3UPYETCS paboTa MacTepOB LEPKOBHOI'O MEHHMs
C epecMoTpa U peAaKTUPOBaHNUs ITecHoneHn CTonmoBoro (HEeBMEHHOT0) pacrnena. [Ipu oTCyTCTBUM IEHTpaIU30BaHHOMN
HepapXrUyecKoil BIacTH ObUIN CO3MAHBI YCIOBHUS IS BO3HUKHOBEHHS PETHOHAIBHBIX IIKOJI IIEPKOBHOTO M OOTOCITYKeOHOTO
neHus1. LlepKoBHBIE NEBUME KHUTU CTald CPEICTBOM IPAKTHYECKONW CHCTEMaTH3aluM M Kiaaccuduxamuyu CTONIoBOTO
(HEBMEHHOT0) TEHHS B YKPAaUHCKOM ITPABOCIABHOM OOTOCITYKEHHH.

Kniouegvie cno6a: crapoKMEeBCKUE PyKOIMCH; HEBMaTHUECKasi HOTALMS; IECHOIICHHST; IEBYNE CIOBapH.
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The article analyses O. Scriabin’s work and the influence of the Odesa salon art in the late nineteenth century on
the formation of high-emotional perception by the Odesa public of a pianist and composer; and his creation of musical
abstractions of the mystery-oriented images-theme in the last three Sonatas. Therefore, the research of the genius of
Scriabin is definitely relevant for a better understanding of his importance for the world musical public and his influence
on Ukraine.

The purpose of the research is to reveal the influence of the Odesa musical and cultural environment on the work of
O. Scriabin; and adopt his legacy in Odesa by the example of pianistic part and the creative search for the Mystery, based
on which the last three Sonatas were created by the author of “Prometheus”.

The methodology of the research is based on the emotional approach of style comparative analysis, and historical and
hermeneutical analysis of the musical method. Start with, the type of musicological thought and the degree of integration
of the O. Scriabin’s works into the humanitarian and cultural context and the general orientation of the musicological
analysis determine methodological specificity.

Conclusions. It was proved that the Odesa piano school was a part of premiere success of the piano recital in 1898,
which gave the piety to Scriabin’s pianism and compositions in the salon art. In Scriabin’s compositions, the ecstatic
lyrics discourages theatrical meaningful antithetic in favour of the monologue overall joy. Overcoming drama or tragedy
of being, the embodiment of which is based on Scriabin’s sonority. The mystical generalization of Scriabin’s sonority is
opposed to the Kupka and Rachmaninoff’s naturalism, but has common origins with the Orthodox instrumentalism of
church bells, which is inseparable from the abstraction of dance.

Keywords: symbolism; innovative thinking; salon art; the piano; “light” piano; salon pianism; musical traditions of
Odesa.

Introduction

At the end of the nineteenth century, salon art of Odesa formed high-emotional perception of the pianist and
composer O. Scriabin by the Odesa audience and influenced the creation of musical abstractions of mysterious
images-themes of three last Sonatas by a composer. After all, the leading Ukrainian composer, one of the
founders of modernism in Ukrainian classical music B. Lyatoshinsky was a convinced Scriabinist. Therefore,
the research of the genius of Scriabin is undoubtedly relevant for a better understanding of his importance for
the world musical community and his influence on Ukraine.

The success of Scriabin in Odesa and the active discussion of his mysterious ideas are of considerable
interest to Ukrainian researchers. An influential monumental study by V. Rubtsova (1989) depicts the creative
portrait of the great Russian composer and reveals the peculiarity of his personality and philosophy. Moreover,
V. Rubtsov considers the Scriabin’s work both within the socio-historical and cultural contexts. 1. Boelza
(1987) in the work “Alexander Nikolaevych Scriabin” indicates that O. Scriabin was not only an ingenious
musician, but also a profound thinker. The author emphasizes that the basis of O. Scriabin’s philosophy
was the belief in the power of art to transform people, and therefore the composer sought to bring joy with
his work. H. Komarovsky (2018) emphasizes that the work of O. Scriabin became the central figure in the
V. V. Sofronitsky’s work. Olexandr Alekseev (1993) adored Scriabin’s music, even his students were “infected”
with Scriabin’s music became like-minded people. The author emphasized in the study that Scriabin sought
to develop people with his art, to teach them to direct their thoughts to the stars. It is worth mentioning also
numerous publications of the composer and pianist O. Scriabin’s works (Balza, 1987; Nikolaev, 1983; Usenko,
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2004), etc., which gave birth to the confidence in the musical mission of the Southern Palmyra of the Odesa
cultural areal. Although there is an analysis of concrete patterns of the specified stages of the life of the pianist
and composer Scriabin that is to realize the completeness of cultural and artistic meeting of the genius of Slavic
music with Odesa.

The purpose of the article

The purpose of the article is to reveal the influence of the Odesa musical and cultural environment on the
O. Scriabin’s work; and adopt his legacy in Odesa by the example of pianistic part and the creative search for
the Mystery, based on which the last three Sonatas were created by the author of “Prometheus”.

Presentation of the main material

Scriabin’s influence on Odesa was determined by the historical and art independent principle of Odesa in
relation to St. Petersburg, as St. Petersburg was the Northern Palmyra and the current capital of the Empire,
a new capital was being built, later the Third City of the Empire, and South Palmyra became Odesa. However,
the geographical factor and the general circumstances of development made Odesa a contact both with
the Ukrainian environment, and with the first capital, with Moscow. The artistic symbol of this connection
was such majestic figures of the world modern art as M. Vrubel, V. Kandinsky, V. Rebykov, A. Scriabin,
K. Shimanovsky, and E. Golishev. M. Vrubel, V. Rebykov, K. Shimanovsky, and E. Golishev lived and worked
directly in Odesa (Gojowy, 1998; Black Square on the Black Sea, 2001). Due to the activity of V. Rebykov and
M. Vrubel’s guidance, Odesa since the 1880’s confidently had entered into the protomodern era, demonstrating
the frank Europeanism of thinking and bypassing the permeated path of folk in artistic self-affirmation.

The European-oriented tone of the artistic search of young Scriabin was supported especially by his
teacher S. I. Taneyev (later a student S. Kondratiev became a significant person in the musical world of Odesa
in the first half of the twentieth century) (Odesa Conservatoire, 1994) Taneyev did not have the enthusiasm for
“associating with folklore”, but he went out of his way to teach his students the art of counterpoint, that was
built by Tchaikovsky’s student in developing the ideas of Glinka on the original polyphony of Russian church
music. A. Scriabin’s pianist achievements were focused on salon, and the art salon was a natural environment
of life and a place, where creative and gifted personalities could introduce themselves both in Moscow and
Odesa. It is the Izdebsky’s Salon in Odesa that initiated the publishing of A. Schoenberg’s works for the first
time in Russia in the 1910s, in the same publication the figure of K. Shymanovsky was mentioned.

Scriabin showed favour to the genres that formed the basis of salon presentations and became a Chopinist,
and later a Wagnerist and Debussist; acutely he caught new trends of creative realities of his time. Stages of salon
plays and symphonic introductions put appropriate components to the process of implementing ideas-images
of creativity, being “encoded” in the program of the Moscow “ground” (the so-called “Pochvennichestvo” —
philosophy movement in Russia), which united in the integrity of the creative act small genres of everyday
music and revelation of the complexity of artistic professionalism.

Thus, noting the depth of the contacts of the cultural life of Moscow with European benting to the
Biedermeier and verismo, based on which was the cult of provincialism as the focus of the actual artistic tasks
of the century, with the chronologically advance character of the modernist concept in Moscow in comparison
with St. Petersburg. Therefore, Odesa stood in full solidarity with tendency toward modernity with the “deep”
Moscow, from which came and rooted in the Odesa Conservatoire V. Rebykov, one of the most talented
modernists of the late nineteenth and early twentieth centuries. It was Rebykov who was invited to chair the
final exams at Odesa Musical College in 1886 (Report of the Odesa Branch of the Imperial Russian Music
Society of 1886, p. 16).

Piano pieces O. Scriabin somehow compared with his own pianist’s skills. It is the well-known Chopin’s
setting of the young Scriabin, and, unlike Chopin-oriented M. Balakirev’s works, who was drawn to F. Liszt’s
piano style symphony, O. Scriabin was sensitive to those features of the Polish masters’ stylistics, which today
are described as Biedermeier’s (Podobas, 2012).

In the Scriabin’s mazurka, which inherited the Chopin’s poem-style (Rubtsova, 1989, p. 57), the
chamberness and expressiveness of contrast-polyphonic texture features were emphasized. In particular,
there is emphasized the melodic significance of the voice played in the left hand — see. Mazurkas Op. No. 3,
mm. 6, 7, 8. Especially number 7 is emphasized, where the left hand in the middle section of the form shows
the theme forte energico, and, in the waltz-style, it is energetic and brilliant.
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We remind that due to a trauma of the right hand after trying to play “dulcimer” sound (Rubtsova, 1989,
¢.36) composer-pianist had felt the danger to “overload” his right hand. Therefore, the left hand was support
one, differed from the German-oriented “righthanded” traditions of the Russian piano school. However, it
made Scriabin closer to “keyboard” pianist traditions of France and partly to Chopin. The reader should
bear in mind that Chopin played his chromatic gamuts “often with his last three fingers” (Dzieto Chopina
jako zrodto inspiracji wykonawczych), and did not like “excessively loud piano sound, calling it a dog’s
yapping” (Demska-Trgbaczowa ed, 2016).

This background into the Chopin’s playing style is significant in connection with Scriabin’s
Chopinesque, and in connection with the fact that the salon delicacy of sound production was regarded
by him as a weakness, which led to his unsuccessful attempt to play in Safonovo’s style, that is, in the
style of power, the so-called Russian, and by source of Liszt’s pianism, represented by V. Safonov. In
particular, in the memoirs, the Russian and Soviet pianist and music teacher M. Presman humiliated the
pianism of the great composer: “Have none of great virtuoso-pianist data by nature ...” (Presman, 1940,
p. 34). Nevertheless, quite another was the position of an experienced teacher and fine pianist M. Zverev,
who appreciated Scriabin’s piano talent above the composer s one, although the latter, as self-evident fact,
was out of the question (Rubtsova, 1989, pp. 32-33). Similarly, in Paris in 1905, Scriabin’s pianism was
regarded as “brilliant” (Rubtsova, 1989, p. 228), as well as next triumphal performances both abroad and in
the largest cities of the Russian Empire.

It was “flying” manner of piano playing that used the “second keyboard”, that is, the playing on the
raised wrist, coming from the old-fashioned tradition of the melismatic technique. However, S. Mykhailov
is fully true to say that there are signs of national traditions, the deep aspect of which is raised in the
works of B. Yavorsky, a great enthusiast of the national Russian roots of the O. Scriabin’s piano heritage
(Rubtsova, 1989, p. 65).

The first published composer’s works (Op.1, “Waltz”, Op. 2 — No. 1 “Etude”, No. 2 “Prelude”, No.
3 “Impromptu a la Mazur”) are piano compositions, the following op. 74, “Five Preludes” are also for
the instrument of his artistic performances. The influence of the Chopin and Debussy’s genres in these
biographically milestones of creativity points to the style preferences of the composer: romanticism —
impressionism/symbolism. In particular, in the Scriabin’s inheritance there are plays in the genre of the
prelude mainly, and in this he is the heir of Debussy, whose prelude genre identity covers all stages of
expression within his compositions.

Nevertheless, undoubtedly, the Chopin’s sign in the piano works of the author of “Prometheus” is
the arrangement in the sonata genre, which is absent in Debussy, but which qualitatively stands out in
the legacy of the great Polish Master. Like in works of Chopin, the concert genre was not emphasized by
Scriabin; he paid attention to it only once when he was young (compare with Chopin’s writing of his two
Concerts for a piano on the edge of the Warsaw and Parisian periods of work).

Symbolic for the national style of Scriabin is the beginning of his publications with Waltz op. 1. This
play had been out of the category of “Russian waltzes”, that is the presentation of the “Russian Biedermeier”
of the Moscow school, honoured by the waltzes of O. Gurilyov, long before the waltzes 1. Strauss had
triumphs in Russia. The Russian waltz is a complex set of simplicity of everyday music, but at the same
time, it is a sign of foreign influence on Russian style, an indicator of the civilization seriousness of using
this kind of genre as a dynamic impetus of the national style, appealing to the restoration of its founders.
However, it is worth to note that the “Russian waltz” did not relate to the “demonization” of the waltzes,
which covered Western music from Berlioz to Verdi and whose apogee was Liszt’s “Mephisto Waltzes”.

P. Tchaikovsky was very much aware of this complex principle of “Russian waltz”, who promoted
the idea to combine waltzes and ballet (this is how S. Taneyev, a great student of Tchaikovsky, heard it,
and blame his teacher for the dance-orientation of Symphonies’ themes), contrary to the represented and
bequeathed by the great M. Glinka, a song-type nature of the Russian character in music. In the twentieth
century, Russian music via the works of I. Stravinsky, S. Prokofiev, D. Shostakovich and others really had
the ballet-oriented expression — “Russian ballet” became a sign of Russian style in the art of the last century.

Young Scriabin (1892) heard this wide predicting function of waltz by putting the effects of hidden
polyphony in a homophone melody, while the polyphonic presentation was consistently associated with
the way of scholarship (see the image of the scientific lessons of a hero in the Prologue of “Faust”, 1859,
Ch. Gounod, in a poem by R. Strauss, elder contemporary of Scriabin, “Thus Spoke Zarathustra” — in the
form of Fuga, etc.). The choice of the f-moll tone is somewhat demonstrative: it is the tone of “Appassionata”
by L. Beethoven, but given in the opposite to the Beethoven’s drama melancholic tension.
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However, the Sonata genre did not agree with the aesthetics of symbolism, which after 1903 (the year
of the finishing of the Fourth Sonata) was dominant for the composer’s work. Nevertheless, according to the
Sonatas (“before the Fourth” and “after the Fourth”), the main periods of Scriabin’s work had been formed, in
which the 1910 year is the year, when “Prometheus” was written. In works of A. Bandura, a graduate of Odesa
National Maritime Academy, who worked in Moscow, the role of O. Blavatsky was underlined that influenced
on late Sonata of the composer. Moreover, the Sonatas came to be at the centre of the “Characteristics” by
A. Koptyaev, in which the image of Scriabin as a mystic and the spiritualist is revealed: “Sonata, in Scriabin’s
hands, has become an intimate conversation with perfumes: Scriabin hypnotizes the haze, and her images are
depicted” (Bandura, 1997, p. 37).

By the way, the last period of composer’s work is separated from the previous one with a piano composition:
“The late (or mystery) Scriabin’s period began in 1910 with the creation of a piano play “Album Leaf” (Op. 58).
It is famous “Prometheus” that really opened the last period for Scriabin’s creative age” (Bandura, 1997, p. 37).

The mystery period of 1910-1915 is the stage at which Scriabin did not realize himself ...as a musician.
L. Sabaneyev reported that the composer was “keeping telling” that “it is bored to be a composer only”, and
almost “explained himself” when the critic found him on the writing of another Sonata. Scriabin explained
this activity as “pleasure of inertia” (Bandura, 1997, p. 37). For him, the main thing was Mysterium, in which
all people of the planet must take part... The performance place of the Mysterium is a temple in the Himalayas
foothills in India. The model of this grand and beyond music event was the composition “The Prefatory Act”,
the musical part of which is not recorded, while the literary one exists. However, exactly in the Sonatas, from
the Sixth to the Tenth, fragments of music and images of “The Prefatory Act” were included (Bandura, 1997, 38).

Moreover, following sonata’s form in the last Sonatas was a key point; it requires to add the poem “Towards
the Flame” (Op. 72). Another thing is that the identification of sonata relations was implemented not in the tonal-
functional harmony, “dematerializing” the mimetic theatricality of the syntactic thematic combinations, which
formed the content of program-shaped associations in classical and romantic sonata. After all, the content of
symbolism is the synthesis of special arts in which the musical beginning is unifying in relation to literary-visual
meanings, but at the same time music and its aesthetically all-pervading quality turns out to be inappropriate in
artistically completed compositions.

Therefore, C. Debussy’s symbolism is most strongly manifested in his texts, in art songs, in works for
a musical theatre (the symbolic opera “Pelléas and Melisandre”), but instrumental works are viewed in the
context of impressionism/symbolism. It is this last stylistic turn that appears in works of instrumentalist
Scriabin: “the dreamt objectivity” of the abstract programmacy of his works forms a bit theatrical for the
impressionism — symbolism edge.

The performance of O. Scriabin’s compositions is closely linked to the culture of Moscow — the alma
mater of the artistic backgrounds of the musician. In Moscow, there was a school of performance of Scriabin’s
works, which offered in the first place such an independent and self-identifying figure as V. Sofronitsky.
Traditionalizing Scriabin, Sofronitsky emphasized the “root system” of the Scriabin’s pianism, bringing
it closer to the academic status of the Russian piano school (Sofronitsky Vladimir Vladimirovich, 1981).
Still and all, the interesting part of the style orientation of Sofronitsky was that after he had studied under
the succession of M. Rubinstein A. Lebedeva-Getcevich, the prominent Soviet pianist had a conservative
course in A. Michalovsky, a student of I. Mosheles, a pianist and composer who had a significant influence on
F. Chopin, in particular, based on models of the Etudes of Mosheles, Chopin created a number of his famous
Etudes (Chominski, 1978, pp. 70-71).

Along with Sofronitsky, piano Moscow put forward G. Neuhaus as interpreter of Scriabin, who acutely
heard the academic waltz in the works of the composer. V. Kornienko, a Moscow pianist, who had a genetic
link with Ukraine, made a certain contribution to the “Scriabin-style”.

Among the most well-known foreign authors in Sofronitsky’s repertoire there was F. Chopin,
R. Schumann, and F. Liszt. Nevertheless, with this particular significance for his piano renown he interpreted
Russian music and mainly works of O. Scriabin (Chominski, 1978, p. 225). It was this which inspired the
Odesa pianist and a deep admirer of the legacy of O. Scriabin O. Alekseyev to write the book “Scriabin
and Sofronitsky”(1993), which, due to the tacit ban on the work of the representatives of symbolism in the
Soviet art of the 1940s-1950s, spoke for remarkable bravery of the author and a special devotion to the idea
of serving the creative revelation of the great creator of the Mysterium.

Abroad, the performance of Scriabin’s works was also a privilege for Russian musicians. However,
the exclusiveness of the figure of Scriabin attracted the attention of such an amazing English pianist as
J. Ogdon, who recorded almost all the main piano plays of the Russian composer.
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In reference books (Music Encyclopaedia, 1976, p.1082), Ogdon’s participation in the construction of the
concept of performing Scriabin’s music is not specifically mentioned, the academic school emphasizes, based
on the foundations of F. Busoni’s pianism, there is no surprising interpretation of C. Debussy’s works, that is,
the compositions in stylistic “wave”, correlates at all with Scriabin. However, the recording of all sonatas and
the works of Scriabin, made by Ogdon in 1971, impresses with the logic of theatrical presentation of images
and the exact sense of polyphony, the significance of the Scriabin’s “sonority”, different from “naturalism”
of Mussorgsky and Rachmaninoff, which holds that mystical “all presence” which is reported with “strange”
sonorific sounds.

Odesa musicians make a special page in the biography of the composer, as tours of Odesa opened
a series of concerts in the cities of the Russian Empire in 1897. In the same year, new piano concert was
first played in Odesa, which, according to Safonov, had an incredibly massive success. However, the press
gave a conservative review of both the work and interpretation by V. Rubtsov, moralizing on this situation:
“It is not surprising: where the reviewer has no musical understanding and taste, the lack of fame of the
author brings to nothing the artistic result of any performance” (Rubtsova, 1989, p. 92).

However, Odesa appreciated the music of O. Scriabin. In particular, N. Chehodaeva worked at the
Odesa conservatoire (Ogrenich, 1994, p.178—183), who, being a student of Scriabin, directly transferred the
skills of playing his works. In the 1950s — 1960s Scriabin’s legacy was raised on the shield with the efforts
of Scriabin’s followers by O. Alekseev and P. Chuklyn, and Yu. Nekrasov.

By the way, the Eighth, Ninth and Tenth Sonatas of O. Scriabin among the last works of the composer
created a special accent in the repertoire’s choices of Odesa pianists. Their constant use in educational and
concert work in recent decades clearly compete with the support on the First — Fourth Sonata of th e Great
Master, who determined the repertoire’s choices until the 1990s. Thus, the tendency of drawing opuses into
the creative life of the XXI century was realized, which represents the last stages of the composer’s work,
which was published by the Odesa press in the 1910s.

Symbolism as the stylistic position of O. Scriabin, which is particularly well-understood in his later
compositions of the 1910’s, is organically fit into the “neosymbolism” (Markova E., 2012) stylistic wave of
the post avant-garde of the 2000s, when the repertoire of modern artists consists of precisely the late works
of the author of “Prometheus”. Eighth, Ninth and Tenth Sonatas are emphasised not only because they are
the subject of the book author and his students’ work, but, most importantly, because of the Odesa Academy
of Music, which preserves the memory of Scriabin’s success in 1998 close to the first and triumphant
foreign tour to France, understands and recognizes this kind of composer’s works (Rubtsova, 1989, p. 92).

In this case, the information systematization on the Eighth, Ninth and Tenth Sonatas as the /ast
works, is noted not only as “the mystic foreboding of death”, according to the book by I. Boelza, 1916
Boelza (1987); Rubtsova (1989). Nevertheless, some information with an idea of “non-tragedy of being”
(Roshchina, 2007), which became part of the composer’s account on his work in the 1910s. This idea is
realized in the Tenth Sonata, although not only the chronological but also semantic parallels are evident in
listed above Sonatas of Scriabin, which were composed in the second decade of the twentieth century.

In general, the last three Sonatas of Scriabin appeared to be associated with organic reversion to the
origins of Chopin’s works, its genre environment of preludes — nocturnes in favour of the monologue
lyricism involved in salon pro-religious caress performing. The lyrics provides integrity to the great poem
compositions, thus redefining it from the theatrical-philosophical confrontation of the ideas-images in the
wills of the Liszt to the anthem and liturgical glorification of the soul dynamics, aimed at the capture of the
joy of thought development: “... the thought is mobile and not concealed once forever with specific forms.
It has the thirst for development. It is a process. It is an achievement and once again aspiration. There is
ecstasy, recession, silence and rise again. And so, it continues without end” (Rubtsova, 1989, p. 390).

They said it about the last three Sonatas in general, but we also have the Ninth Sonata, which forms the
organic component of the creative sonata triad of the genius of Russian music. Hence, certain conclusions
that result in thesis on the inheritance of O. Scriabin as a consistent implementation of the symbolism
innovations in a way of thinking from the beginning to the end of his creative path, both in composing
and performing work. The performing work provided the essential expressiveness of the salon art and its
interpretation in piano playing via the association of receptions techniques with the capabilities of the “light”
Feldman and Chopin-type piano. An important is an image of the genius of Scriabin within reconsideration
poem’s principles of F. Liszt, where there was the hyperbole of monotheism and overcoming of the
expressive antithesis of cantilena and the scherzo/genre that contributed to Liszt’s contrasts, but which was
manifested principally in the lyrical dance dynamics of the early opuses and the piano concert of Scriabin,
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and also satisfied with the liturgical ecstasy of the last Sonatas of the composer that prepared the religious
musical themes of the Mysterium.

Conclusions

The Odesa piano school exerted a considerable impact on the success of the Piano Concert premiere in
1898, which gave the piety to Scriabin’s pianism and compositions in the salon art. In Scriabin’s compositions,
the ecstatic lyrics discourages theatrical meaningful antithetic in favour of the monologue overall joy.
Overcoming drama or tragedy of being, the embodiment of which is based on Scriabin’s sonority. The mystical
generalization of Scriabin’s sonority is opposed to the Kupka and Rachmaninoff’s naturalism, but has common
origins with the Orthodox instrumentalism of church bells, which is inseparable from the abstraction of dance.
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COHATH O. CKPSIBIHA | Illesuenko Jlinis Muxaiinisna
SIK PEIIEPTYAPHUMU 3IOBYTOK | Kanouoam nedazoziunux nayx, doyenm,
OJIECBKUX HIAHICTIB | Ooecvra nayionanvna mysuuna axademis

im. A. B. Heoscoarnosoi, Ooeca, Ykpaina

VY crarti npoananizoBaHo TBopuicte O. CkpsiOiHa Ta BIUIMB cajoHHOro muctenrBa Opecu kinis XIX ct. Ha
(hopMyBaHHsI E€MOILIIHHO-TIIIHECEHOTO CIPUNUHSTTSA OACCHKOI MyOJIKOK IiaHicTa 1 KOMIIO3UTOpPA Ta TBOPEHHS HUM
MY3WYHUX a0cTpakiiii mpomicTepanbHUX 00pasiB-TeM Tpbox ocraHHix Conar. Tox, mocmimkeHHs renis CkpsiOiHa
0€3yMOBHO € aKTyaJbHUM JJIsI KPAIoro po3yMiHHS HOTO 3HAYYIIOCTI /IS CBITOBOI MY3WYHOI TPOMAJCHKOCTI Ta HOro
BIUIMBY Ha YKpaiHy.
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MeToro TOCITiKEHHS € PO3KPUTTS BIUTUBY O/IECHKOT0 My3UIHO-KYJIBTypHOTO cepenoBuia Ha TBopuicTs O. Ckpsadina
Ta 3aCBOEHHS Horo cnammuHu B Oeci Ha IpuKiIa/li MiaHiCTHYHUX BHECKIB Ta TBOPYOTO MOMIyKy MicTepii, Ha MaTepiai
3aroTOBOK K01 BUOyoByBanucs Tpu octanHi Conarn TBopist «IIpomeresi».

MeTo/10I0TIYHOI0 OCHOBOIO BUCTYTIA€ IHTOHAIIMHUK Mi/IXiJ] CTHIBOBOTO MOPIBHSUIBHOTO aHAJI3y Ta iCTOPUYHOTO,
TePMEHEBTHYHOTO aHali3y MY3WKO3HaBYOTO METOAy. MerononoriuHa crenudika 3yMOBIIEHA, HacamIiepell, THIIOM
MY3MKO3HABYOI JIyMKH 1 CTyMiHHIO iHTerpoBaHocti TBOpiB O. CkpsiOiHa 10 T'yMaHITapHO-KYJIbTYPOJIOTTYHOTO KOHTEKCTY
Ta 3aTrajJbHOIO CTIPSMOBAHICTIO My3HMKO3HABUOTO aHATII3Y.

BucHoBku. JloBeneHo, Mo onechKa MiaHICTUYHA IIKOJIA Majla CYTTEBHI BHTOK B YCIIXy TpeM’ €pH (OPTEMiaHHOTO
Konmepry B 1898 p., mo 3axmano merer CkpsOiHa y CATOHHUX 3aca/iaX Horo MmiaHi3My i KOMITO3HIINA. Y CKpSIOiHIBCHKIX
KOMITO3HIIAX EKCTaTHYHa JIPUKa BIJICTOPOHIOE TeaTpalbHY 3MICTOBHY aHTHUTETHYHICTH HAa KOPHCTh MOHOJIOTIYHOT
BCEOXOIUTIOI0UO] pagocTi JlonaHus apamarn3mMy/Tpari3amy OyTTs, BTUICHHS SIKOT BUPIIIYETHCSI OMOPOIO HA CKPSOIHIBCHKY
JI3BOHHICTh. MiCTHYHA y3arajbHEHICTh A3BOHHOCTI CKpsiOiHa MPOTUCTOITh HATYPaIi3My KYIKUCTIB 1 PaxmaHiHOBa, aye
Mae CIUTbHUI 3 HUIMHU BUTOK Y TPABOCIIABHOMY IHCTPYMEHTAJII3MI LIEPKOBHOT'O A3BOHIHHSI, HEBIJIPUBHOTO BiJ abCTpaKIil
TaHEYHOCTI.

Knrouosi cnosa: cuMBOITi3M; HOBAIIHHICTh MUCIICHHS; CAaJIOHHE MUCTEIITBO; (hOpTeIiaHHA TPa; «JIeTKi» GopTemniaHo;
CAJIOHHHH TiaHi3M; My3u4Hi Tpanumii Oxecw.

COHATBI A. CKPSIBUMHA | IleBuenko Jwnga MuxaityioBHa
KAK PEIIEPTYAPHOE NOCTOSAHME | Kanouoam nedazoeuveckux nayx, doyenm,
OJECCKHUX IIMAHUCTOB | Ooecckasn nayuonanvnas mysvixarvnas axademus

um. A. B. Heowcoanosot, Odecca, Ykpauna

B crarpe mpoanammsupoBaHbl TBOpuecTBO A. CKpsiOMHA ¥ BIUSHHE CaJOHHOTO HCKyccTBa OJecchl KOHIA
XIX B. Ha (QopMHUpOBaHHE PAJTOCTHOTO MPUHSATHS OJCCCKOW IyOJIMKOW MHAHUCTA U KOMIIO3UTOpPA U CO3JaHUS UM
MY3bIKAIBHBIX a0CTPaKIMii MPOMHUCTEPAIBHBIX 00pa3oB-TeM Tpex nocienHux Conar. [ToaTomy, Mcciaeq0oBaHUsS T€HUS
CkpsibuHa, 6€3yCIIOBHO, SBIACTCS aKTyaJbHBIM IS JTYYIIEro MOHUMAHHSI er0 3HAYNMOCTHU JUISI MUPOBOW MY3BIKaJIbHOM
0OIIECTBEHHOCTH U €TO BIUSIHUSA Ha YKPaWHYy.

Lenbro vccnenoBaHus SIBISETCS PACKPBITUE BIMSHUSA OJECCKOW MY3bIKaJbHO-KYJIBTYPHOM CpENbl Ha TBOPUYECTBO
A. CkpsObuHa u ycBoeHHs ero Hacienaus B Onmecce Ha IpuMepe MUAHHCTHYSCKAX B3HOCOB M TBOPYECKOTO ITOHCKA
Muctepuu, Ha MaTepuale 3aroToBOK, KOTOPOW BbICTpanBaiuch Tpu nocieanux Conarel cozaarens «[Ipomeresy.

MeTo0I0rH4eckoil  OCHOBOM  BBICTYNA€T WHTOHAIIMOHHBIA TIOJXOJ CTHJIEBOTO CpPAaBHUTEIBHOIO aHaJIu3a
¥ MCTOPUYECKOTO, TePMEHEBTUIECKOTO aHAJIN3a MY3bIKOBEIUECKUX MeToAa. MeTomoorndeckas creruduka o0ycloBIeHa,
MPEXAe BCETO, THIIOM MY3BIKOBEAYECKON MBICTH W CTENEHBIO HMHTETPHPOBAHHOCTH mpousBeneHnit A. CkpsOuna
B TYMaHHUTAPHO-KYJIBTYPOIOTHICCKIH KOHTEKCT M O0IIEeH HAPaBIEHHOCTHIO MY3BIKOBETIECKOTO aHAITN3A.

BoiBonbl. JlokazaHo, 4yTO onecckas MHUAHMCTUYECKAsl LIKOJAa MMeJa CYLUECTBEHHBIH BUTOK B YCIIEXE MPEMbEPbI
¢doprenmannoro Konmepra B 1898 1., uto 3anoxmino nueret CKpsiONHA B CAJIOHHBIX OCHOBAX €T0 THAHW3Ma M KOMITO3UITHH.
B CKpsSOMHCKHUX KOMITO3UIMSIX DKCTATHUYCCKAs JIMPUKA OTCTPAHSCT TEATPAJIbHYIO COACPIKATCIBHYIO aHTHTCTHYHOCTH
B M0JIb3y MOHOJIOIMYECKON BceoObemimtomiei pamgoctu [lpeogonenue apamaru3ma / Tparu3ma ObITHS, BOILUIOIICHUE
KOTOpOH pemaeTcsi Omopoil Ha CKpSOWHOBCKYIO KOJIOKOJIBHOCTh. MHUCTHUECKas OO0OOMIEHHOCTh KOJOKOJBHOCTH
CkpsbrHA IPOTUBOCTONUT HATYypAIM3My KYNKHCTOB U PaxMaHMHOBa, HO IMEET OOIIHE C HUMHU BHITOKH B IIPABOCIABHOM
WHCcTpyMeHTamn3Me IEpKOBHOTO 3BOHA, HEOTPHIBHOTO OT a0CTPAKIIIH TAHECIHOCTH.

Kurouesvie cnosa: ciMBOII3M; HHOBAITMOHHOCTE MBIIIJICHUST; CAIIOHHOE HCKYCCTBO; (DOpTEeIIMaHHAS UTPA; «JIETKOCH
(bopTenuaHo; CalIOHHBIM THAHNU3M; MY3bIKJIbHBIC Tpaauiuu OecChl.
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The aim of the article is to explore the latest performance trends in the creation of the operatic works by world’s
leading opera houses particularly in such aspects as the role of stage techniques and elements, light and technical
solutions, perception factors of the latest interpretations by the spectators’ in the context of musical, dramatic and set
design decisions using stage performance of World’s Opera Houses in 2012-2019. The methodology of the research is to
apply comparative, analytical, source studying and logical methods. This combined methodological approach was used to
analyse the role of the latest trends, their influence on the original idea of the composer and natural use of them. Scientific
novelty. We have characterized and traced the introduction of the latest techniques and technology into the classical
musical and theatrical productions of leading opera houses in the world. It is the first time when the word’s contemporary
operatic performances of 2012-2019 have been reviewed through the modern technical, set design and directing patterns,
which are used in operatic classic repertoire. We have started the subject of viability of its employment and effect on
the playgoers. Conclusions. Inventive solutions and decisions of stage directors and scene designers in the European
opera houses sometimes lay to the performances completely different subtext and reveal new palettes of original drama.
Modern technologies, such as any kind of visual projections, animation, different understages and various platforms
raised opera art to a new level. However, the new performance techniques are not always successful in visual, drama or
musical dramaturgy; they could lead to the failure of the stage play, which, in turn, does not justify the risk of too brave
play interpretation.

Keywords: conception; set design; directing method; contemporary opera house.

Introduction

Today, opera directors from all over the world are looking for new ways of interpreting classic musical and
theatrical performances. However, the problem of set design searches analysis remains almost unexplored,
especially in Ukraine. This work is dedicated to the works of Ukrainian theatre theorists as H. Veselovska
(research theatrical focus), M. Zahaikevych (analysis of operatic drama and musical performances),
S. Pavlyshyn (analysis and research on the theatrical work of the stage and performance groups),
A. Stavychenko (interaction of actors, directors and spectators), A. Tereshchenko (directing experiments in the
musical theatre), M. Cherkashyna (directing interpretations and their expediency), M. Frenkel (scenographic
aspects of the play), and others. The nature of art as a phenomenon was studied by S. Bezklubenko, and the
technical solutions of visual art in the stage space were considered by H. Lypkivska (theatrical searches of the
musical and drama theatre) and T. Sovhyra (the latest techniques in theatre performances). Since the problem
of stage productions remains relevant, it is decided to consider it in the aspect of the world music theatre.

New visual solutions in the form of different kinds of projections, animations and the latest light equipment
have considerably expanded the palette of techniques of scenic solutions of contemporary musical performances.

Polish art historian M. Gorecki argues: “video art, as well as performance, involves leaving the cinema and
theatre convention, forcing the visual artists of different styles to look for new aesthetics and strategies that can
simplify art that is anarchic, free from rules and hierarchy” (2017, p. 152).

According to H. Lypkivska (2018, p. 106), the high use of various kinds of video projections on stage
performance started in the 60s of the 20th century, with the advent of Western European and American culture
in such a direction of art as performance.

However, D. Honcharenko notes: “The history of syncretic performance art using the latest media and
video projection dates back about a century ago to Loie Fuller’s experiments with video projections on her

© Lada Shylenko, 2019
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transparent clothing, as well as the first integration of the video into a performance during the Berlin revue
in 1911 ... In the 1920s video projection was already used in many cabaret shows, and artists continued to
experiment with the illusory effects of interaction ... In the 1950s, the trend of attracting new technologies
to the theatre, in particular, in 1958 Joseph Svoboda and Alfred Radok established a multimedia theatre
Laterna Magika in Czechoslovakia” (Honcharenko, 2014, pp. 58-59).

A performance, and later a happening, as a kind of conceptual art and a certain kind of continuation of
the traditions of the ancient folk theatre, actively used screens and projections, which sometimes led to the
“domination of visual over verbal things in stage art” (Honcharenko, 2014, p. 60).

In the theatre of the 21% century, the same tendency is observed: stage experiments in world theatres
sometimes reach absurd visual evocations; performances become more courageous in the context of the
interpretation of the original drama about the epic characters of the heroes and the unusual action place that
differ significantly from the original.

According to T. Sovhyra, “modern technologies allow the movement of video surfaces in the entire
stage space and even in the auditorium in different planes by means of rotary and expanded mechanisms,
as well as dynamic winches, connected in one plane and split into small particles” (Sovhyra, 2018, p. 68).

However, despite predominantly talented performers and their ideal vocal data, experimental rendition
in world theatres, which are considered innovative, are not always taken well by the spectators and the
critics.

The purpose of the article

The purpose of the research is to investigate the latest performance trends in the creation of the operatic
works at the world musical theatres. The context of the scientific challenge is outlined in the range of tasks
such as to study the role of staging techniques and elements, light and technical solutions; to analyse the
factors of perception of the newest interpretations by a spectator in the context of musical, dramatic and
scenic decisions on the example of staging of world opera houses in 2012—2019.

Presentation of the main material

Turning to the world context of operatic directing at the present days, we want to consider the premieres
of recent years in the leading European theatres, which dictate world-directing tendencies. In particular,
in the performance of “Bohemia” by G. Puccini (2017) on the Opera Bastille’s stage in Paris, producers
(director Claus Guth, conductor Gustavo Dudamel) decided to resort to a courageous scenic decision — to
move the action of the play into open space. The main characters were singing in space suits on a spacecraft.

As the famous in Europe music critic Shirley Apthorp (2018) states that such a scenic decision was
rather controversial and unconvincingly taken by the audience who was coughing loudly at the performance
and took the director and his team with a flurry of dissenting exclamations. The author of the publication
explains this reaction by the fact that the composer of the opera G. Puccini had very clearly defined all the
directions for the decision of the scenes, so the operas of this artist are rarely subjected to a better abstract
interpretation. That is why, “despite the spacecraft and the alien planet, despite the idea of storytelling
through hallucinations of the main characters, Guth’s stage direction of the play is powerlessly returning
to the old paths, for what else can be done? Two things should be noted in the work of Guth and his team.
First, it looks great — from broad planetary prospects to brilliant black Parisian figures ... Second, Guth
knows how to locate people on stage, lead singers, and create their vision” (Apthorp, 2018).

The courageous decision of the producers caused contradictory emotional reactions of the audience.
Thinking over the idea of the creators, it can be argued that the main idea “was to imagine characters in
a hopeless space mission in the distant future — a sterile world devoid of love, in which their own approach
to death provokes a return to the ghost in the past” (Apthorp, 2018).

Thus, the whole effect is transposed into hallucinations, memories of the past, which, according to the
memoirs of another famous critic Stephen J. Mudge, sometimes looked organically on the stage, as, for
example, in the scene at the cafe “Momus” (in the stage play — memories about the cafe “Momus”), with
set tables and juggling waiters. Muzetta appeared in open space in the space capsule and sang the waltz.

Other ideas, according to the reviewer, were less convincing. Like, for example, the last duet of Rodolfo
and Marcello, was performed using microphones, making a scene similar to the “feverish™ cabaret, where
student’s heads showed themselves under the curtains (Apthorp, 2018).
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In quite provocative evocation, only the work of the conductor Dudamel was noted with absolute
success. He read the music in the classical interpretation for Puccini, as well as the brilliant vocal work of
the performers.

In 2012 there was a German performance of another hieratic opera work ‘“Magic Flute” by W.A. Mozart,
in the Komische Opera Berlin the producers reduced to an absurdity the popular idea of the screen and
projection (Swed, 2018). The well-known modern producer and director of the Komische Opera Berlin
Barrie Kosky has transformed the Mozart’s opera into a lively, spectacular online cartoon. According to the
American music critic Mark Swed “the stage has become a cinema. The huge screen on which the animation
was projected had a variety of carved doors and platforms to which the characters came and went up. Unlike
the projected opera, the idea of Kosky is to display animation as a live theatre. With careful set motion, this
idea worked perfectly” (Swed).

In the mentioned performance, the director turned some characters into pantomime heroes of the film,
which is sufficiently organically combined with the general context. The drama composition has been
changed — recitatives replaced the silent movie with subtitles, accompanied with the piano “Fantasies” by
W. A. Mozart.

One of the key creators of the production was the painter-animator Paul Barritt, who simulated the
complete visual picture of the action, and through it — the atmosphere, mood and spectacular effects.

Another great European premiere with a world resonance was the production of A. Berg’s “Wozzeck” in
the Oslo Opera House (Oslo, 2017). Christof Loy, one of the most famous directors of our time, focused on
staging in the inside life of the characters and gave them clear characteristics.

As for the visual decision, the director moved the scene to the jail cages with sliding walls. Huge grids
and sort of dwarf characters contrast sharply, emphasizing the futility of the struggle, forcing the heroes to
exist in the trap of dark grey walls. There is no literal prison on the stage, but there is a certain claustrophobic
sense of the closed space. Unexpectedly the wall falls, but only to show a place near the pond, where
Wozzeck catches up with Marie, strikes her and unexpectedly sinks. Therefore, the only way to escape the
limitations is to die (Tolalli, 2018).

As critic Askel Tolalli points out, Christof Loy went deep into psychiatry: ‘Grids and cages play the role
of isolation from the outside world. When there is absurd cruelty and frank sadism of other heroes: a weird
doctor, ethically dubious medical experiments over characters and the rude cruelty of the Captain — this stage
play is, in essence, a study of the mind of Wozzeck” (Tolalli, 2018).

The main character is dressed in jeans and a faded orange T-shirt, which makes him look completely
usual and normal. The appearance, close to the spectators in the auditorium, makes despair of his mental
illness even more pronounced.

Under the guidance of conductor Lothar Koenigs, an orchestra plays as one coherent mechanism.
According to Askel Tolalli, they bring “awful beauty and disgusting lyric” (Tolalli, 2018) to the music of
A. Berg.

Quite opposite to the genre and atmosphere was the presentation of W. A. Mozart’s opera “Cosi Fan
Tutte” (All women do it), it was staged at the Royal Opera House in London (2016, director Jan Philippe
Gloger, conductor Simeon Bychkov).

One of the most important aspects of this opera is the harmony of the ensemble, which was completely
achieved in the mentioned performance. However, according to a well-known critic David Karlin, despite
the youth and the charm of the performers and their perfect vocal data, it wasn’t enough to rescue an evening
made tedious by leisurely tempi and a staging by Jan Philipp Gloger that seemed far “too clever” for its own
good (Karlin, 2018). The reviewer saw two main problems. The first is that the action is constantly fighting
against the libretto rather than working with it. To pull this off needs very skilful acting direction — it has
to be communicated visibly to the audience that the singers know perfectly well that what they are singing
does not match what they are doing; otherwise, it is just confusing for audience. “The second is that Sabina
Puértolas played Despina as a genuinely nasty piece of work rather than an airy good time girl. Johannes
Martin Krinzle delivered Don Alfonso’s self-congratulations as targeted point-scoring rather than harmless
fun. With all this added to the plethora of serious points and Bychkov’s extremely slow tempi, it felt like
a very long evening” (Karlin, 2018).

An unsuccessful interpretation of musical dramaturgy was confirmed by a famous music critic Mark
Valencia: “the maestro’s laboured tempos in most of the arias are so extreme that he adds 15 minutes to the
opera’s standard running time” (2017). The critic noted the brilliant work of the performers, the extravagant
attractive costumes by designer Ben Bauer, the refined lighting of Bernd Purkrabek, however, and almost
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complete isolation from the psychological interaction of characters, which is tragic to the opera. The blame
for this the author laid on the director, suggesting the conductor to share it.

Consequently, we can conclude that the interpretative vision of the actors of the play for the original genre
is incompatible with the work of W.A. Mozart, which suggests comedy, lightness, and in some ways naivety,
which made the opera’s plot interesting and sharpens storylines in one integral line.

A completely different reading of W.A. Mozart‘s comic opera “Cosi Fan Tutte” was created at the famous
American Metropolitan Opera (director Phelim McDermott, conductor David Robertson, costumes by Laura
Hopkins, 2017).

The events of the play were transferred to the 1950s to the Coney Island District of New York. According
to critic David Salazar (2018), the production puts the spotlight on Don Alfonso. He is the protagonist on
a mission and every other character is either his ally or an antagonist to his ultimate motivation — to express
that the world of love is a sham. Nothing is stable. Nothing is truly real. According to the critic, the space of the
scene is perfectly designed, the motel (the main place of action) is mobile and the viewer can see the rooms of
the main heroes from different angles, adding the dynamics of action and intimacy to the love scenes. Having
Fiordiligi and Dorabella stay in a motel completely underlines the point that they have no “true home,” and
further supports Alfonso’s philosophical perspective on them. In the interpretation of the producers of “Cosi
Fan Tutte” is a caution fairy tale in which love is a true fable. It was noted that the work of conductor David
Robertson “was some of the finest Mozart conducting we have heard in some time” (Salazar, 2018).

In La Scala, Italy’s opera house in the production of G. Puccini’s “Girl from the West” (2016), directed
by Robert Carsen, reminded spectators how the opera came from what it originally dealt with: myth
(Mellace , 2018).

According to the plan of the directors (conductor Riccardo Chelli, set design — Robert Carsen and Louis
Carvalho, video — Jan Williams Galloway), “cinema and its memory encompass the entire show: the miners
are watching a western movie when the curtain raises in the breathtaking, abrupt (both visually and musically)
start of the opera” (Mellace, 2018).

According to critic Raffacle Mellace, the performers were in the cinema, where they are both spectators
and actors (2018); the musical level of performance was perfect, the orchestra followed the maestro perfectly,
which covered the innovative aspects of music by G. Puccini. Robert Carsen’s production highlighted the
progressive nature of the composer’s opera, which could not ignore the actual trends in performing arts, as well
as the Western as a popular genre.

All performers of secondary roles were great actors, including members of the choir, who performed many
acting tasks in the first and third steps. Judging by the turbulent ovations, the audience positively perceived the
staging, and especially the work of Maestro Chelli (2018).

One of the brightest premieres of the 2017-2018 season at the Vienna State Opera was the production
of “Samson et Dalila” by C. Saint-Saens (director Alexandra Liedtke, set designer — Raimund Orfeo Voigt,
conductor Marco Armiliato).

The interpretation was taken as ambiguously, the audience was dissatisfied with the production group,
namely the director and the set designer. As for the stars of the performers and the conductor — they were
welcomed positively.

According to the critics, the director allowed himself a great deal of freedom in reading the libretto, but still
had some interesting ideas. The scenes in which the artists removed the biblical accents and exaltation were
confused. For example, the love scene of the protagonists took place in the bathroom, which translated it to the
domestic level, thus diverting from the original source. With the removal of the basis of the work of secrecy
and faith, the very idea of the work went “down to earth”. However, the musical component of the performance
was much less controversial (Sutherland, 2018).

The scientific novelty of the research is that for the first time in the world the latest opera performances of
2012-2019 were considered in the context of the latest modern technical, set design and directing techniques
used during the implementation of the opera of the classical repertoire, as well as the question of its
employment and influence on the audience.

Conclusions
After reviewing the modern operatic productions of recent years, we conclude that it is important to make

a compromise between a bold, sometimes controversial interpretation of the opera classics and the search for
new subtext of drama.
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In modern interpretations of plays, the role of video means, since their use the further, the more captivates
the theatrical stages, is important. However, one should agree with the point of the theatre theorist H. Lypkivska:
in the modern theatre “the forms and methods of using multimedia technologies, as well as the technical
solutions of the theatre as a whole, are in constant development ... Only in the future, when the theatre would
“have a disease” of the video art as it have “had a disease” of all innovations during 2500-year history, it will
be possible to make exhaustive and final conclusions about our subject” (2018, p. 113).

Consequently, despite the predominantly perfect performance of plays from the musical point of view, not
all premieres of recent years in the world’s leading opera houses, courageous in interpretation, were welcomed
by the public. This confirms the need for the full harmony of all components of such a complex synthetic genre
as the opera. The director, as the key figure in creating a production, should combine all the components of
the performance — actors, artistic decisions, plastic elements of play, makeup, costumes, musical interpretation
(together with the conductor), which in the end have to merge into one organic work of art.

The question of set design concepts and point of introducing the latest directing techniques is still relevant
and requires further research.
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KOHHEHHIi [unenko Jlaga AnaroniiBHa
CUEHIYHUX NOCTAHOBOK | IMowyxyeau, Kuiscoxuii nayionanshuii ynieepcumem
Y CYHACHOMY CBITOBOMY | xyaomypu i mucmeyms, Kuis, Yepaina
OIIEPHOMY TEATPI

Merta crtarTi — pO3NIAHYTH HOBITHI IMOCTAHOBOYHI TEHJEHII] Y BTIIEHHI ONMEPHUX TBOPIB MPOBITHAMH TEaTpamMH
CBITY, 30KpeMa B TAKUX aCTEKTaX, sIK POJIb TOCTAHOBOYHHUX MTPUHOMIB 1 TEXHOJIOT1H, CBITIIOBHX 1 TEXHITHUX MOJKITHBOCTEH,
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YHHHUKY CIIPUNAHSTTS HOBITHIX IHTEpHpeTaliili isgaueM y KOHTEKCTI My3W9HOTO, IPaMaTypriqHoro Ta CIieHOTpadidqHOTO
pillleHs Ha TPHUKIAII MMOCTAHOBOK CBITOBHX omepHuX TearpiB 2012-2019 pp. Mertomomoris IOCTiIKEHHS TOJATAE
B KOMIUIEKCHOMY 3aCTOCYBaHHI KOMITApaTHBHOTO, aHAJIITHYHOTO, JUKEPEJIO3HABUOTO Ta JIOTTYHOTO METOIB IS 3’ICYBaHHS
pOITi HOBITHIX TEHJCHIIH y Cy4acHOMY OIIEpHOMY TeaTpi, IXHBOTO BIUIMBY Ha OPHTIHAJIBHUI 3aJyM KOMIIO3UTOpa Ta
OpraHiyHiCTh BHUKOpHCTaHHS. HaykoBa HOBM3HA. OXapaKTepH30BaHO BIIPOBAPKEHHS! HOBITHIX NMPHHOMIB 1 TEXHOJIOTIH
y KIIACHYHI MY3WYHO-TeaTpaJibHI MOCTAHOBKU TPOBIHUX TEaTpiB CBITY. YIeplle CBITOBI HOBITHI OIEpHI MIOCTaHOBKU
2012-2019 pp. po3mIAHYTO B pO3pi3i HAKHOBIMINX CYYaCHUX TEXHIYHUX, CHEHOTpa(idHUX Ta PEKUCEPCHKUX MPUHOMIB,
0 3aCTOCOBYIOTHCS il Yac peaiizamii omep KIACHYHOTO pemepTyapy, a TaKoXK IMOPYIICHO MUTaHHS JOIUIBHOCTI
IXHBOTO BUKOPHCTAHHS Ta BIUIMBY Ha MyOJiKy. BucHOBKH. BHHaXiIIHBI X0 Ta PIlICHHS PEKUCEPIB-TIOCTAHOBHUKIB
Ta creHorpadiB y €BpoOIEHCHKOMY TeaTpi MOJICKy[JH HaJaloTh BHCTaBaM 30BCIM IHIIMX MiJITEKCTIB 1 PO3KPHUBAIOTH
HOBI majitpu apamaryprii. CydacHi TeXHOJIOTI, Taki K Oy/Ib-SKOro poxy Bi3yaslbHI IpoeKii, aHiMarii, IuIyHXepHi
CHCTEeMHU TeaTpajbHUX CLEH Ta Pi3HOMaHITHI IuiaropMu, MiJIHIMAIOTh ONEpHE MHCTELTBO Ha HOBHU piBeHb. [Ipore
HOBITHI MTOCTAHOBOYHI TCHCHIIIT, KOTPI HE 3aBKAM JOIUIbHI 3 MOMISILY Bi3yalbHOIO, IPaMaTypriyHoro Ta My3HMYHOTO
MIPOYUTAHHS, MOXKYTh IIPU3BECTH JI0 IPOBAJly BUCTABH, L0 HE BUIIPABIOBYE 3aHAATO CMUTNBOI iHTepIpeTanii TBOpY.
Kurouosi crnosa: xoHnenttisi, cueHorpadigHe pilieHHs, peXKUCEPCHKUN IPUITOM, CyJacHUH OTIEpHUHN Tearp.

KOHIEIILHMMU | Ilunenko Jlaga AHaronbeBHa
CHEHMYECKUX ITOCTAHOBOK | Couckamens, Kueeckuii nayuonansuwiii ynusepcumem
B COBPEMEHHOM MHWUPOBOM | xyromypor u uckyccme, Kues, Yepauna
OIIEPHOM TEATPE

Llens cTatbM — paccMOTpETh HOBEHIIHME MOCTAHOBOYHBIC TECHACHIIMM B BOIUIOMICHWM OIIEPHBIX IPOU3BEIICHUI
BEJIyIIIMMH OTIEPHBIMHU TeaTpaMy MUPa, B YaCTHOCTHU B TAKUX aCTEKTaX, KaK POJib MOCTAHOBOYHBIX IPUEMOB U TEXHOJIOT U,
CBETOBBIX M TEXHHYECKUX BO3MOXKHOCTEH, (PaKTOPBI BOCIPHATHSI HOBEHIIMX HMHTEPIPETAlMi 3pUTEIeM B KOHTEKCTI
MY3bIKaJIbHOTO, JIpaMaTyprayeckoro M ClIEHOrpaduyeckoro pemeHuil Ha mpuMepe IMOCTAHOBOK MHPOBBIX OIEPHBIX
teatpoB 2012-2019 rr. MeTomonorusi UCCICOBAHUS 3aKIIOUAETCsl B KOMIZIEKCHOM MPUMEHEHHH KOMITApaTHBHOTO,
AQHAJTUTHUYECKOTO, HCTOYHHUKOBEJUECKOTO M JIOTHYECKOTO METOAOB IJISl BBICHEHHUS pOJIM HOBEHWIIMX TEHACHINH
B COBPEMEHHOM OIIEPHOM TE€aTpe, NX BIHSHHS Ha OPUTHHAIBHBIN 3aMBICEIT KOMITO3UTOPA ¥ OPTaHUYHOCTH MCIIOIb30BaHUS.
Hayunast HoBu3Ha. OXapakTepH30BaHO BHEIPEHHE HOBEHIINX IPHUEMOB M TEXHOJOTMH B KIACCHUYECKHE MY3bIKaJIbHO-
TeaTpasibHble IOCTAHOBKH BEAYIIUX TeaTpoB MUpa. BriepBble MUpOBbIe HOBelIINE onepHble nocTaHoBKU 2012-2019 rr.
paccMOTpEHbI B pa3pe3e HOBEUIINX COBPEMEHHBIX TEXHHMUYECKHX, CHEHOrpapMUECKUX M PEKHCCEPCKUX MPHEMOB, YTO
UCTIONIB3YIOTCS BO BPEMS pPeajii3aliy Onep KJIACCHYECKOTO penepTyapa, a TakKe IMOTHAT BOIPOC IeTIeCO00Pa3HOCTH UX
WCIIONB30BaHMS U BIUSHUS Ha MyOnuky. BeiBonbl. M3o0peTarenbHble XOAbI M PEIICHUS PEKHUCCEPOB-TIOCTAHOBIINKOB
u crieHorpagoB B €BPONEHCKOM TeaTpe MHOT/A MPHUIAIOT CHEKTAKIIO COBCEM JPYTHe MOATEKCTHI U PaCKPHIBAIOT HOBBIC
nayMTpsl ApaMaryprud. COBpeMEHHBIE TEXHOJIOTHH, TaKHe Kak JI000ro poja BH3yalbHbIE NPOEKIUH, aHUMALUH,
TUTYH)KEPHBIE CHCTEMBI TeaTpalbHBIX CIIEH M Pa3HOOOpa3Hble ILIAT(OPMBI, IOJHUMAIOT ONEPHOE HCKYCCTBO Ha
HOBBII ypoBeHb. OfHAaKO HOBEHIINE MOCTAHOBOUHBIC TEHJEHIMM, HE BCErJa ylauHble ¢ TOYKU 3PEHMS BU3YalbHOTIO,
ApaMaTypruye€Ckoro ik My3bIKaJbHOI'O MPOUYTCHUA, MOTYT IPUBCCTU K NPOBATy CHCKTAKIIA, HC ONpaBJAbIBasA CIUIIIKOM
CMEJION MHTEPIPETALNH TPOU3BEACHUS.

Knrouegvie cnosa: koHIETIHS, CIICHOTpAUUECKOE PEIICHHE, PEKUCCEPCKINA TIPHEM, COBPEMEHHBIN OIEPHBIN Tearp.
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Mera crarti — BUABUTH crieldiky xopeorpadiyHuX 3HAKiB Ta CHMBOJIB y KOHTEKCTI CTBOPEHHS XYIOXKHBOTO
00pa3y B CIIEHIYHOMY OaTFHOMY TaHII Ta PO3TISHYTH OCOOIHMBOCTI iX CHPUITHATTS BiANOBITHO 0 TpaHC(HOPMAIITHIX
TIepeTBOpeHb. METOMOMOTiA TOCTIHKEHHA. Y MekaX oOpaHOi HayKOBOI CTparerii, a camMe MPHUHIIAITY CHCTEMHOTO aHAIi3y,
3aCTOCOBAHO METOJOJIOTIYHUI, KyJIBTYPOJOTIYHUMA, CTPYKTYPHO-CEMIOTHYHHH, (opManbHO-(DEHOMEHONOIYHUI Ta
COLIOJIOTIYHUH TIIXOAN, KOXKEH 3 SKUX MOCHPHUSIB OCMUCIICHHIO aclleKTiB CIIEHIYHOTO OabHOIO TAHIIO Ul TOOYI0BH
uinicHoi TeoperryHoi Mozeni. HaykoBa HoBU3HA. Bu3HadeHO B3a€MO3B’ 30K Ta B3a€MOBIUIMB ITYOJIYHUX MPOSIBIB TIJIECHUX
PYXIB 1 apTUKYJISIIT COLIAIbHUX KaTeropii iICHTHYHOCTI Ta TeHEPHUX TiJT; IPOaHaIi30BaHo crenudiky Tpanchopmarii
1 CIOpHHHATTSA XopeorpadiyHUX 3HAKIB Ta CHMBOIIB Y CIHEHIYHOMY OaldbHOMY TaHIIl, IOCIIDKEHO MaTepiajbHi,
(heHOMEHOIOTIYHI, Cy0’€KTHBHI I IHTEpaKTHBHI aCIIEKTH CIICHIYHOTO OaJhbHOTO TAHIO SIK €CTETUYHOTO, COIiaIbHOTO
W TearpaJbHOIO BHCTYIY; PO3IISHYTO CHHTE3 €MOLIWHOIO, €KCIPECHBHOIO, YYTTEBOTO Ta HPONPIOPUIIEHTOPHOTO
CKJIA/IHUKIB TaHIIIO B KOHTEKCTI CIIEHIYHOTO XopeorpadigHoro BUCTyIy. BucHoBku. OOpasu crieHivHOro 6a1bHOTO TAHITI0
CHHTE3YIOTh y PI3HOMaHITHHX IPOMOPIISAX €CTETHYHI HIHHOCTI Ta iH(OPMAaTHUBHI MOBIJOMIICHHS, MAlOTh peallbHUHN
pedepeHT abo MeHTaNbHE YSBICHHS, a XopeorpadiyHuii 3HaK € IHTEPIPETaTOPOM 1HIIIOTO 3HAKY, CEMiIOTHYHOTO TIPOIIECY,
TEOPETUYHO HEOOMEKeHOro. 3acobamu BiOOpY, CHPOIEHHs ¥ iHTepmpeTallii XxopeorpadiuHuii 3HaK PO3KPUBAE CBOIO
meTy. Lleit mporec BiqHOCUTBCA 10 aOCTpaKIiii, MO MOB’sA3aHa 3 JEMOTHBAIIIEI0 — MOTHBOBAHI 3HAKH TIEPETBOPIOIOTHCS
Ha 3Hakd cuMBONiuHi. OTke, XopeorpadiuHuii 3HaK mepeabadae HOTO CEMaHTH3AIiI0 B KOHKPETHOMY KOHTEKCTI
xopeorpadigHOi KOMITO3HIIii KOKHOI TTOCTAHOBKH CIICHIYHOTO OaJhHOTO TAHIIO SK 0COONMBOI KOHQITYparlii cucteMn
4ac—TpOCTip—€HEePrisl.

Kniouosi cnosa: cueHidHnil OanbHUI TaHelb; XopeorpadivyHi 3HaKH; XopeorpadiuHi CUMBOJIM; XyAOKHIH 00pas;
CeMaHTHKa.

Beryn

Cueniunuii OanbHUH TaHEUb B YMOBaX IHTErpaliiHUX Ta MIKKYJIBTYPHHX MPOLECIB COLIOMUCTEIEKOTO
npoctopy XXI cT. € HAHBUIOBHUIIHIIINM HAPSIMOM PO3BUTKY OanbHO1 Xopeorpadii. [IpoTsrom 6ararbox cTomiTh,
y TIpolieci TeaTpainizailii, JIeKkcuka 0albHOTO TAaHII0 BHO3MIHIOBAJIACS, PO3IIMPIOBATACS i cHCTeMaTH3yBaacs,
3TiIHO0 3 BUMOTaMH YMOBHOCTI Ta IIUTICHOCTI CIeHiYHOTO mpocTopy. lIpoTe, He3Bakaroun Ha CYTTEBI 3MiHM
B CTPYKTYpi JIEKCHKHM OalbHOTO TAaHIIO, BTPATy JACSIKHX KOHKPETHO-THIIOBHX SKOCTEH Ta CTAHOBJICHHST
0araToacreKTHUX YMOBHHX 3Hau€Hb, CIICHIYHWI OaNbHUI TaHElh MO3UIIIOHYETHCS SK IUIICHA CHUCTEMa, II0
(GyHKLIOHY€E BIAMOBIAHO A0 3arajbHUX (POPMOTBOPUMX 3aKOHIB XOpeorpadiuHOro MHCTEUTBa (BapiaTHBHICTH
eBOJTIONIT TEXHIKM BUKOHAHHS, OPUTiHAJIbHI KOMIIO3UIINHI CTPYKTYpH, pUTMIUHA OpraHizamis pyxis, cnenudika
JICKCHYHOTO BUPAKCHHSI Ta 1H.).

bararoacriekTHe 1OCIIKEHHs 0COOIMBOCTEH CLIEHIYHOTO 0AJBHOTO TAHI[IO, Y TOMY YHCII 1 SIK COI[IaJIbHOTO
{ TBOPYOTO SIBHINA, MO3UIIOHYETHCS CyJaCHOIO CBITOBOIO HAyKOBOIO CITUIBHOTOIO SIK AKTyalbHE Ta Ba)KIIUBE.
HaranpHuM nUTaHHAM Ha Cy4acHOMY €Talll 3aJMIIA€ThCS TEOPETH3alis CKIAJHHUX BiIHOCHH, IO MOB’S3YIOTH
yONTiYHI TIPOSIBH TIIECHUX PYXiB Ta apTUKYISIIIIO COIIANFHUX KaTeropiil i/ICHTUYHOCTI i TeHJEPHUX TiJ, & TAKOXK
ix mepeznaBaHHA, TpaHC(HOPMALiIO, COPUUHATTA, NPUHHATTS Ta iH. [aHe mocmimkeHHs cyOniMye MaTepianibHi,
(eHOMEHONOTUHI, Cy0 €KTHBHI Ta IHTEPAaKTHBHI AaCIEKTH CIEHIYHOTO OaJbHOrO TAaHII0 SIK €CTETHYHOTO,
COIaJbHOTO M TearpajbHOrO0 BUCTYMY 3 METOK OCMHCIICHHS E€MOI[IMHOTr0, eKCIPECHBHOTO, YYTTEBOTO Ta
MPOIPIOPUIIETITOPHOTO CKIATHUKIB K €MHOTO TPAHCIIEHJICHTHOTO «S1».

© Bakynenko O. M., 2019
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PozBuTok crieHiunoi OanmbpHOI xopeorpadii Ha moyarky XXI cT. 3HaUHO aKTHBI3yBaB JOCITIAHHUIBKY MisTbHICTD
0araTboX KyJbTYPOJIOTIB i MECTEITBO3HABIIIB CTOCOBHO OCOOIMBOCTEH 0aJbHOTO TAaHII0 B YMOBAaX CIIEHIYHOTO
npocropy. Hampukian, O. KacesHoB («Buay konekTBiB 0albHOTO TaHIO, X JUQEpeHIlialis 3a HalpsMaMu
nismpHOCTIY, 2006) posmisiae crenudiky MiSUTBHOCTI TBOpUMX KojekTBiB; O. €mizapoB («OcobmuBocTi
DISIABKOTO CIIPUHHATTS TBOPIB Cy4acHOTO MHCTELTBA CLEHIYHOI Xopeorpadii», 2012) nociimkye npodneMaTuxy
BIUIMBY CIICHIYHOI Xopeorpadii Ha Iiisfjada B yMOBax 3aTBep/pKeHHs MeliiHol peanbHocti; C. Kocrerbkuii
(«CyuacHi mixoau 10 BU3HAUCHHS TIOHSTTS «CIIEHIYHUH OanbHAH TaHe1by, 2017) yTOUHIOE Ta TOTTOBHIOE TOHSTTS
«crieHiYHUH OampHuUN TaHenby»; O. [mmapioHoBa («Tearp TaHIfO Ak (heHOMEH XopeorpadiyHOrO MHUCTEITBA
(na mpuxnani CeBacTONONbCHKOTO AKaJIeMIYHOTO TeaTpy TaHIo iMeHi Baanma €mnizaposa)», 2018) poskpusae
0COONMBOCTI TeaTpy TAHLIO K HaiBUIOi Gopmu xopeorpadii. PiBeHb HayKOBOro po3poOIeHHS i OCMUCICHHS
MpoOJIeMaTHKU CIEHIYHOTO 0albHOTO TAHII0 Ha Cy4acHOMY €Talll 3acBiadyye HasBHICTh HEOOXiIHHUX MeperyMOB
1t popMyBaHHS IUTICHOT Teopil crienudiku cueHiyHoi 6anbHOI Xopeorpadii Ha OCHOBI KOMIUIEKCHOI MOJeli
JTOCITI JUKEHHS.

[IpoTe, HE3BAXKAIOUN HA aKTHBHY TOCIIHUIBKY TiSUTEHICTD, HAYKOBE BUBUCHHS crielu(iku xopeorpadiTaux
CHMBOJIB Ta 3HAaKiB y KOHTEKCTI CTBOPEHHS XyJOXXHBHOTO 00pa3y B CIEHIYHOMY OaJlbHOMY TaHII MOKH HE
OTPUMAJIO CIIELiaJbHOrO KOMIUIEKCHOTO BHCBITICHHS y Mexax Teopii TaHuio. Ha Hamry nymKy, ne BuMarae
BUBYCHHS PI3HOMAHITHHX 3a MPOOJEMATHKOIO JHKEPEIl, IHTepPIpeTaLis IKUX Nocnpusie GopMyBaHHIO TEOPETHKO-
METOJIOJIOTIYHOI CTpATeTii TOCIIKEHHSI CIIEHIYHOTO 0aJIbHOTO TAHIIO.

Merta crarTi

Mera crarti — BUSBHTH crerudiky xopeorpadiyHuUX 3HAKiB Ta CHMBOJNIB Yy KOHTEKCTi CTBOpPEHHS
XyZIO)KHBOTO 00pa3y B CLEHIYHOMY OaJIbHOMY TaHLi Ta PO3IIAHYTH OCOOJMBOCTI 1X CIPUIHATTS BiAMOBIAHO 10
TpaHc(hopMaLiiHUX TEPETBOPEHb.

Buxnan marepiany gocaigmxeHHs

BupaxeHHs o9yTTiB, eMOLIHHOTO CTaHy Ta TepemaBanHs crerudigaoi iHdopmartii 3acodamu MIaCTHIHNX
PYXiB Tila 3aBKAM OCMUCIIOBAIWCS SK TOJOBHI IepeBard TaHIFO. TaHIIOBAIBHUN pyX Mae CKIaIHO-
OIOCEePEAKOBAHUM, aCOLIaTUBHUI XapaKTep BiOOpayKeHHs KUTTS i BOAHOYAC BHUCOKUI CTYMiHb YMOBHOCTI Ta
y3arajbHEHOCTI 3 IOMiHYBaHHSIM €MOLIIMHOT BUPa3HOCTI.

be3szanepeyHuM Ha Cyd4acHOMY eTami 3aiHIIaeThesi (aKT, 10 CIHEHIUYHMN OajJbHUI TaHElhb Mae€ MariuHy
1 eK3UCTEHIIaIbHY CHITY, III0 BUXOJUTH 32 MEXIi palioHaIbHOTO 3HaHHA, 3yMOBJIEHOTO Haykoio. [IpoTe BogHOUYaC
HOro MOYKHA TIO3UITIOHYBATH SIK BIIMIHHHH OCBITHIHM pecypc, 3aBISKHA TPHOM yYHIBEpPCaTbHUM BUMIpaM y SKUX BiH
icHye — gacy, mpoctopy Ta eneprii (Weil and Pompakow, 2004, p. 267).

[lIkoma GanmbHOTO TaHIO, SK CHCTEMa MPOQECidHOI MiATOTOBKM TAHIIOPHUCTIB, Iepeadadac OBOJOMIHHS
LIMPOKUM Jiania30HOM XopeorpadiqHoi JeKCUKH 0aJbHOTO TaHIIO0, MOMKIIMBICTIO BUIBHOTO i TapMOHIHHOTO PYXY,
(opMyBaHHSI €CTETHYHO CKJIAJICHOTO Tina (IHCTPYMEHTY TAaHIIOPUCTA) Ta CHPHUSHHS PO3IIMPEHHIO BUPA3HOCTI
TUIACTHYHUX PYXIB.

CueHiunuii OanpHUNA TaHEIb, TaHENb B 00pa3i — Iie TIepIT 3a BCE BUPA3HUIN TaHEIh; BiAIOBIIHO, XyTOKHIO
BUPA3HICTh PyXiB MOKEMO TTO3HIIIOHYBATH OHI€IO 3 TOJOBHUX SKOCTEH, SKUMH Ma€ BOJIOITH TaHIFOPHCT. OKpiM
JeMOHCTpail Pi3MYHNX Ta TEXHIYHUX MOXKIMBOCTEH, BiIMOBITHO 0 crienu(iku 0aTbHOTO TaHII0, TPOheCciiHIA
BUKOHABEIb — L€ TAHIIOIYMH aKTOp, SKUH 3aBOPOKYE DIsada OAYXOTBOPEHICTIO IUIACTHKHM Ta 3MYIIY€E
CTIIBIEPEKUBATH CTBOPEHOMY I yTileHOMY 3aco0aMH JIEKCUKH 0albHOTO TaHIIO XYJ0KHEOMY 00pasy.

Ha cy4acHoMy erari TexHika CIIEHIYHOTO 0aJBHOTO TAHIK TSDKIE 70 YCKIIaJHEHHS, OpieHTallii Ha e(DEeKTHICTh
TaHIFOBAILHUX 3aC00iB, EKCTPABAraHTHICTh MO3YBaHb, IIOCUJICHHS BUPA3HOI IUIACTUKH, TPAIiHOCTI, KAHTHIICHHOCTI
PYXiB, YCTOTH BUKOHAHHS PYyXiB, (POKyCYyBaHHS HAa PUTMO-TIACTHYHUX TOJIOBHUX Ta IOTIOMIKHHUX pyXax.

Ha nymxy mocmigHukiB, OanmbHUI TaHEIh IOIJIBHO OCMHUCIIOBATH SIK OVMH i3 IUIAXIB JI0 CUMBOJIYHOTO
ySBJIEHHS, CBOEPITHUH KOeilieHT PIBHAHHS NicuxocomiansHoro 6anancy (Durand, 2000, p. 15).

Y mporieci OCMUCIIEHHS CIIEHIYHOTO 0aTbHOTO TaHIK0 TPhOMa TOJIOBHUMH KaTeropisMu € MeTadopa, ao3is
Ta ajeropis. 371e0UTbIIOrO 1e BiI0YBA€ThCS TOJII, KOJIM 11032 200 PyX TAHIFOPUCTIB HAraAyr0Th TIsIady PO I0Ch
3HauMMe. [ICHXOJOTriuHi OCIHiIKEHHS 3aCBiIUyIOTh, 110 KOTHITUBHA 3aTPUMKA 301UIbIIYETHCS, KOH CIPHHHATTS
Mmae cerc (Moates, 1980, p. 105), BiAmoBigHO 3HAUYEHHS MOMTOMAraroTh IVISIAYEBi BIOBUTH TEBHUI MOMEHT. Lle
BiOYBa€THCS, KOJNM ajro3iiiHi, MeTagopudHi ab0 aJerOpHYHI PyXH acOINIOIOTHCSA B IaM’STi IIAgada 3 YUMOCh
THIITM.
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EmomniiiHi actiekTy CrieHivHOTO 0aIhbHOTO TAHITIO 3’ IBISIOTHCS B PE3ybTaTi 0COOMCTOTO i Cy0’ €KTUBHOTO
OCMHCIICHHS Ta HaJIALITYBaHHs [VIAa4a IijJ 9ac MepeKUBaHHA MOMEHTY (hi3nuHoi npucyTHocTi. YacTrHa Kpacu
I CHJIM CLIEHIYHOTO OalIbHOTO TaHIIO K (POPMHU MUCTELTBA MOJISIra€ B HOro 31aTHOCTI MO€EAHATH PO30IKHOCTI
MiX JYMKOIO Ta IOUYTTSIM, CHPaBKHIM Ta YSIBHHM, PEAIBHICTIO Ta MUCTELITBOM Y CKJIQJIHUH KOHTHHYYM.

[lepenaBanHs eMOUIHHMX BIAYYTTIB 3aCO0aMU PyXy € HEBIJ’ €MHOI0 YaCTHHOIO CIEHIYHOI OaybHOi
xopeorpadii. byib-sika ies Mmoxke OyTH nepeaaHa pyxom, Mpo Mo CBIAYUTH MOBA JKECTIB, IXHIHA 0OMEXKEeHUN
HaOip. 3a3HAYUMO, MO0 BAXKJIUBICTH MIMETHIHOTO JKECTy B TaHIl Oysla BH3HAUeHA Ie 3a JaciB ApPHUCTOTENs
(Sparshott, 1988, p. 146): BoHM BapitOIOTHCS BiJl pyITMMEHTAPHUX JKECTIB y OaNeTi A0 Xacma Myopa (Canckpum.
xacma — Kucmo pyku, Myopa — CUMBOI, HCeCm, 3HAK, 368i0cu mosea dcecmie. — Aem.) THAIMCHKOTO TaHITFO
1 € CKJTaJJHUKOM TaHIIOBAJIbHUX TPaIULIii.

TaHenp HEPIAKO acOLIIOETHCS 13 MpeapedIeKCUBHUM JI0CBiIOM, OyTTAM y CBiTi. BiH cTaHOBUTH 00010
CYKYIHICTh CHUTHAJly Ta CHUMITOMY, ajic HaOyBae CHUMBOJIUHUX PHUC, IO BUTIKAIOTh 3 MICICTIONIOKEHHS
B COIIIOKYJIBTYPHUX KOZAX.

Ha nymky H. IToym branapi (Popa Blanariu, 2013, p. 3), mporiec eCTETHIHOTO BUKOPUCTAHHS 3BHUHUX
JKECTIB MOXKe OyTH BHpakeHHI TepMiHaMH (haHEPOCKOIIIYHMX KaTeropiid, siki TeoperusyBaB Y. Ilipc: mepuHHa
eMOLiIHICTh (IIEPBUHHICTD), TIOB’s13aHa 3 KaTErOpi€r0 HECBIIOMOTO BiUyTTS 1 MOXe OyTH eKCTepiopHU30BaHa
3aco0amMM CIIOHTaHHUX, (KBa3l) MUMOBUIBHUX KECTiB (BTOPHHHICTH a00 (akThyHa Aist). MUMOBIIBHI XKecTH
HaJIe)KaTh O TIOKA3HUKA Ta O3HAKH, SIKi HE MAlOTh HABMUCHOI Jii, ajie BKa3yloTh Ha Hel; KIHETHYHI MPOSBU
HaOyBarOTh CUMBOJIIYHOTO XapakTepy (TPETUHHICTB) SK CBOrO POy OINOCEPEIKOBAHE MUCIICHHS, COBICTH,
3aKOH 1 MICTATE B co0i pizHOMaHITHI Koau (Peirce, 1991. pp. 244-245).

CTpYKTypH TaHITIOBAJILHOI CHMBOJIIKH, X044 1 € TPaAUIiHHAMH, 30epiraloTh IMOTSHITIaT Ta MOTHBOBAHHIMA
xapakTep 300paxxeHHs. BilmoBigHO, «IIp030picTh» XopeorpadiuHUX CUMBOIIIB € PE3yIBTaTOM IIi€l riOpuIHOi
npupou (Bouvet, 1997, p.91).

Tpanumist 6anery 30eperia i KyJbTHBYBajda HM3KY OCHOBHHMX (hopM pyxiB (apabecku), siKi, HA AYMKY
P. JlaGana, MmoxHa BBaxkatu «cuMBoOigyHEMUY Jisimu (Laban, 1994, p. 123). CemaHTH30BaHI B €CTETHYHHX
Koax, QyHIaMEHTalIbHI MOJIOKEHHSI PyXy, Ha PIBHI MIHIMAaJIbHHUX Bi3yalIbHUX Qiryp, MPUCYTHI i y OanbHOMY
TaHii. XopeorpadiyHUil CHMBOJI HE O3HA4Ya€ HIYOTO IIEBHOTO, MPOTE CIPHSAE BUHUKHCHHIO BEITUYC3HOT
KITBKOCTI PI3HOMaHITHHX 00pas3iB.

3a3HaunMo, L0 «IPO30PIiCTh» XopeorpadiyHOro CUMBOJIY 3yMOBIEHA HOro cneun(idHO0 EHEprielo,
sKa € ocobonuBoio (opmoro motuBanii. Hanpukian, B iHailickkoMy Kiacu4HoMy TaHui € nonan 400 myap
(orcecmosux 3Haxis), MO PO3KPUBAKOTH 110, MOYYTTS Ta BiqHOCHHU. OCKUILKM BOHHM HAJIekKaTh CTapOJaBHIN
KyJBTYPHIH CHAaIIINHI, IXHE 3HAYCHHS 3aTMIIAETHCS IOCTYITHUM JJISl Cy9aCHOT IHIMChKOT CITUTBHOTH. Y IIbOMY
BHITQJIKy TaHEIb, HA OCHOBI KOAYy, O3Ha4da€e HaOip CHMBOJIB, 3B 30K, YCTAHOBJICHUN 3aBISKH CEMIOTHYHIN
JTOMOBJICHOCTI COIIyMY, MiX JESKAM 3MIiCTOM Ta HOTO BiJIOBITHAM BUPaKCHHSIM.

Cueniyanii OabHAN TaHEIb € IHANKATOPOM COIIaIbHUX KOJIIB, IO PETYIIOIOTH TeH/IEPHI 1 Ki1acoBi popmu
MOBEIHKH, & TAKO)K CUMIITOMAaTHYHUM BUPAKEHHSIM BHYTPIIIHBOI 0COOMCTOCTI JIIOAMHHU.

XopeorpagiuHe BUpakeHHS HE € OIHOPIIHUM — Le Hadip KOJiB, 3aCHOBAaHMX Ta YMOBHOCTSIX, ILO
BapilOIOTHCS BiJl OJHOTO TpadiuHOro BUpa)xxeHHs B iHIIe. Pi3Hi xopeorpadivHi Koy MO-pi3HOMY PO3KPHBAIOTh
KIHeTHYHUH TIOTEHIiaJ] Tijla 1 3/IaTHICTh Mepe/IaBaTh BUPaXaIbHUN 00pa3 CBITY i JroquHU. Sk 0cOONIMBa MOBA,
OanpHUI TaHeIb TTOPOKYE CEMaHTHYHUI BCECBIT, NTMOOKO BKOPIHEHNH y Cy0’€KTHBHUH J0CBi, a KOPAOHU
MOBH — II€ OCOOHMCTICHI 1 3arajibHi KOPJIOHA BCECBITY.

Xopeorpadidauii 00pa3 MOEAHYE B PI3HOMaHITHUX MPOIIOPIISAX €CTETHYHY IIHHICTh 3 iH()OPMATHBHOIO.
C. @peiiner 3a3nauae (Fraleigh, 2014, p. 13): xoua Ginplra yacTuHa pyXxiB AOCSrae MeBHOI METH (ITOCTaBUTH
a00 BUKOHATH 3aBJIaHH), LIHHOCTI CLEHIYHOTO, TeaTPaJbHOTO TAHIIIO HE € YTHIITAPHUMHU a00 PaKTHYHUMHU.
JlocmiTHHUK aKIEeHTYEe Ha TOMY, IO BOHU € aeKTUBHUMHU a00 €CTETHYHUMU: «3 TOUKHU 30pY JIOJICHKOTO PYyXY,
€CTEeTUYHI HaMipH Tiepen0adaroTh BHYTPIMIHI IIHHOCTI, IO BIACTUBI JisM, HE3BaXKAIOYH Ha Te€, IIHATH iX 3a
Kpacy abo 3a aKych iHmry ad(GeKTHBHY SIKiCThY. BiANOBIIHO, MOKEMO 3a3HAYHUTH, IO €CTCTHYHE MTOBITOMIICHHS
CIICHIYHOTO 0aJIHHOTO TAHITIO € a0COIOTHO KOHOTAaTUBHUM. TaHEeIb MOBIIOMIISIE TIPO TIPUPOIHIH (00’ EKTHBHUIA)
CBIT 200 TIpo BipTyanbHUIA (Cy0’ €KTHBHHUIA), PO pealibHi cuTyallii abo Mmpo IcuXo-MeHTalbHi. Xopeorpad Mae
TEHJICHIITI0 TPaHC(HOPMYBATH EMITIPUYHY MPUPOAY SIBHIL Ta HAABaTH 1M HE3BUYHY KOH(]Irypawito — XyZoKH1
00pa3u CIPUIMAIOTHCS 1 BIITBOPIOIOTHCS HE O3M0CEPEIHBO, & CYy0 €KTUBHO. MOXKEMO aKIIEHTYBaTH Ha TOMY,
IO «MTOETHYHA» (YHKIIIS CLIEHIYHOTO 0aIbHOTO TAHII0 MAa€ MPIOPUTET HaJl PYHKI[IEI0 O3HAYCHHS, CIIPUSIOUN
HOTO eCTETHYHOMY OOTPYHTYBaHHIO, — HEBU3HAYEHICTD 3aJUINAETHCS HEBIJI' EMHOIO BIACTHBICTIO MOETHYHOTO
nocianasa. OTxke, xopeorpadidae 300pakeHHS € BOMHOYAC HEOJHO3HAYHHM Ta BAarOMHUM, a CEMaHTHYIHA
LIHHICTB, III0 MOXKE aKTyali3yBaTHCs B Oy/Ib-IKHII MOMEHT, YaCTKOBO 3aThMapIOBATH iHIII I[iIHHOCTI, TIOB’si3aHi
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31 3HakaMu, ane He mpurHiuyroun ix. Ha mymxy M. Yommica, iHpopmaruBHa abo pedepeHTHa IiHHICTH
xopeorpadiuHuX 3HaKiB 3aJICKUTH Bl BinOOpy, cpoienHs Ta intepnperauii (Wallis, 1973, p. 492).

XopeorpapiyHuil 3HaK Ma€ B AKOCTI 00’e€kTa peanbHHN pedepeHT abo MeHTalbHE YSBICHHS, TOOTO
€ MOXJIMBUM IHTEPIPETATOPOM IHIIOTO 3HAKY, TEOPETUYHO HEOOMEKECHOTO CEMIOTHYHUM MPOLECOM.

Ha nymky Y. Ilipca (Peirce, 1991, p. 239), poiib po3yMHOI CBIJIOMOCTI Ma€ BUpIlIaIbHE 3HAYCHHS
JUIS 3apO/DKEHHS 3HAYeHHs Ta iHTepmperanii. BiamoimHo, xopeorpad imrepmperye cBit. Moro osmaku
€ iHTepmpeTaropaMu Tia dac mepBuUHHOTO ceMiozy. JK. PobiHcoH cTBepkye, mo obOpa3 abo BHYTpImTHI
BIMYYTTS, IO CHPUHAMAIOTHCS TBOPIEM 0 HOTO Marepiamizamii, He € imocTparieto, a HaOyBae CEHCY
(hopmyBaHHs )xuBOTO ab0 ysBHOTO ja0cBiny (Robinson, 1981, p. 79). BianosigHo, BHyTpinrHE 300paskeHHS
a00 BiTUYTTS € MOTHBALIHHUM JKEPEIIOM TAHLIIO, 3aCO0O0M SIKOTO TAaHLIOPHCT MA€ CIIPaBy HE JIUIIE 3 PyXaMH,
ajie ¥ 3 MOTUBAIITHUM JDKEPEJIoM, 1/1e€r0 a00 MeTaoporo K HACIIIIKOM PYyXY, JIyMKOIO, SIKY BiH BUKJTHKAE.

BanbHuit TaHeLb IPUBEPTAE YBAry 70 YHIKAJIBHOTO PO3rOpTaHHs MOJIEIICH pyXiB y yaco-npoctopi. O0pasu
pPyXiB TakoX € oOpazaMu, BOHH BPaKalOTh YsBY, a 3aBISKA METOMYy BiAOOpY, CTIIPOIIEHHS M iHTeprpeTamii
xopeorpadiuamii 3HaK po3kpuBae MeTy. Lleil mporec moB’si3aHW 3 aOCTPAKITE0, YTUICHHAM OYIb-sKOT
(hopMabHOI CTPYKTYpH.

VY KkoHTeKcTi cueHiuyHoi OanbHOi Xopeorpadii HaBeaeMo NPHUKIAJ TeaTpai3oBaHUX XopeorpadiuHux
BHCTaB, ¢ BTUICHHSI 0COOJIMBOTO CTABJICHHS aKTOpa A0 HOro MepcoHa)ka € adCTparyBaHHSIM, HEOOX1THUM IS
MPOLIECY OCMHCIICHHS. 3BOISIUM JIOCBI JI0 OTO CyTHOCTI, 11l CIOCOOM abCTparyBaHHsI KOPIHATHCS B YSBICHHSIX
Ta TorsiIax xopeorpada.

Taners — 0ocobnMMBe BUPaKEHHS i XapaKTEPUCTHKA JIFONCHKOI IMTOBESMIHKH. TaHITFOBAIbHI KOAW HAMararoThCs
BHIIPABUTH CIIOHTAHHICTh, IPUPOHICTH PYXiB 1 MOYYTTIB y MEXKax MepeadadyBaHOi CUCTEMH BUPAKEHHS, 10
MTOBTOPIOETHCS. Y TakoMy Kozl abo MOBI Tijla eMOIlil 3HaXO[ATh ()OPMY BHPAKEHHS — CIICHIYHHI OambHUN
TaHelb MiCTUTB Y c001 0coOuBy popMy «cTritizanii» abo adctpakuii un konudikanii. [lepBuHHa eMOLIHHICTS,
110 HAJEXKHTH JI0 HECBIIOMOTO BiIUyTTs, MOXe OyTH €KCTepiopH30BaHa 3ac00aMU CIIOHTaHHUX JKECTIB, SKi,
X0ua i He BUPaKarTh HABMUCHUX J1i, MatOTh 3HAYCHHSI.

HayxoBa HOBM3HA CTATTi MOJISITA€ B TOMY, 110 B Hilf BUCBITIICHO B3a€MO3B 30K Ta B3a€MOBIUIHUB Iy OIIIHUAX
TIPOSIBIB TIJICCHUX PYXIiB 1 apTHUKYIALII COIIAIbHIX KATETOPI iAEHTHYHOCTI Ta TEHACPHUX TLUT; IPOAHATI30BaHO
cnerdixy Tpancopmariii i CIPUHHATTS XopeorpadiuHuX 3HAKIB Ta CHMBOJIIB y CIIEHIYHOMY OaTbHOMY TaHII;
JOCITIKEHO MaTepialibHi, PeHOMEHOIIOTi4HI, Cy0’ €KTHBHI 1 IHTEPaKTUBHI aCIIeKTH CIIEHIYHOTO OATbHOTO TAHITIO
SIK €CTETUYHOI0, COLalbHOrO M TeaTpalbHOTO BUCTYILY; PO3IISHYTO CHHTE3 €MOLIMHOIO, EKCIIPECHUBHOTO,
YYyTTEBOTO Ta MPONPIOPULIENTOPHOTO CKIAJHUKIB TAHIIO B KOHTEKCTI CIICHIYHOTO XOpeorpadiyHOro BUCTYILY.

BucuoBku

Cueniyanii OanbHUN TaHEIb Ma€ BHMIp CHMITOMIB CyO €KTHBHOTO JIOCBiMy, BHYTpilIHIA 00pa3 abo
BiUYTT, L0 € HOTO JAKEPEJIOM Ta MOTHBaLi€10. TaHIIOBaIbHUHN PYX TAKOXK € TOUKOIO IIEPETUHY PI3SHOMaHITHUX
KOJIB (HANPHKIIAJ, COI[aJIbHOTO, €CTEeTHMYHOIO, MPE3CHTAI[IHOr0, TeaTpajbHOro Ta XOopeorpadidHoro),
y Takuil croci0 HaOyBarOYM CHMBOJIIYHMI XapakTep sSK YacTKOBO O0’€KTHBOBaHA W yYMOBHA CTPYKTypa
BUpaKeHHs. MerajuckypcuBHa (YHKIiS Tisjada CHEHIYHOro OaJbHOTO TAaHI0, TOOTO KOHCTPYIOBAHHS
HUM 3MICTy, Tiepenbadae, 10 3HAYCHHS BHKOHAHHS BCTAHOBIIIOETHCS B COIIAbHOMY KOHTEKCTI 1 HE
TAETBCS TPUPOIHO. baneTMmercTep-OCTaHOBHUK IHTEPIPETYE CBIT, a mIsAmad — XopeorpadigHuil JUCKypC.
OO0pasu creHIYHOTO 0aJhbHOTO TAHIFD CHHTE3YIOTh Y PI3HOMAaHITHUX IPOIOPIIAX €CTeTUYHI I[IHHOCTI Ta
iH(pOpPMaTHBHI MTOBI1IOMJICHHS, MaIOTh PealibHUN peepeHT ado MEeHTaJIbHE YSBICHHS, a XopeorpadiyHuii 3HaK
€ IHTepPIPETaTOPOM THILIOTO 3HAKY, CEMIOTHYHOTO TPOLECY, TEOPETUIHO HEOOMekeHOro. 3acobamu BizOOpY,
CHIpoIleHHsT i iHTeprpeTallii xopeorpadiuyHuii 3HaK pO3KpUBAE CBOK MeTy. llel mporec BiAHOCHUTBCS JI0
a0CTpaKIIii, o MOB’ s13aHa 3 IEMOTHBAIIIEI0: MOTHBOBAHI 3HAKH IIEPETBOPIOIOTHCS HA 3HAKU CUMBOITIUHI. OTKE,
xopeorpadiuamii 3HaK mepeadavac Horo CEMaHTH3AIIII0 B KOHKPETHOMY KOHTEKCTI XopeorpadiaHoi KOMITO3HIIIT
KOYKHOI ITOCTAHOBKH CIIEHIYHOTO 0aJTHHOTO TAHITIO K 0COOMMBOI KOH(ITYpallii cHCTeMH Yac—TIpOCTip—eHEePTisl.
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CHUMBOUJIBI 1 3HAKM | Baxysnenko Onecst MuxaitnoBaa
B KOHTEKCTE XOPEOT'PA®UYECKOI'O | Zoyenm,
XYIOXECTBEHHOI'O OBPA3A | Kuesckuii nayuonanvuviii ynusepcumem

Kynomypsl u uckycems, Kues, Yxpauna

Ilenp crarbm — BBIABUTH CHELU(HUKY XOpeorpapuuecKMX 3HAKOB M CHMBOJIOB B KOHTEKCTE CO3IAaHUS
XyZO’KECTBEHHOT0 00pa3a B CLIEHNIECKOM OaJIbHOM TAHIIE M PACCMOTPETH 0COOEHHOCTH MX BOCTIPHSTHS B COOTBETCTBUN
¢ TpaHC(OPMAIMOHHBIMHU ITPeoOpazoBaHUsIMA. MeTo010T NS HccIeaoBaHus. B paMkax BRIOpaHHON HayqHOM cTpaTeruy,
a MMEHHO INPUHIMIA CHCTEMHOIO AaHaln3a, MNPUMEHEH METOMOJOTHYECKUH, KyIbTypOJIOTMUYECKUI, CTPYKTYypHO-
CEeMUOTHYECKHH, (POpMaTbHO-(DEHOMEHOIOTUUECKUH 1 COLOIOTMYECKHUI TIOJIXO/IbI, KKBIH U3 KOTOPBIX CII0COOCTBOBAI
OCMBICJICHHIO aCIIEKTOB CLIEHHYECKOTr0 OAIBbHOTO TaHI@A JUIs MOCTPOSHHS LIEJIOCTHON TeopeTHyeckol Mozenu. Hayunas
HOBM3HA. OmpeaeeHbl B3aUMOCBS3b 1 B3aUMOBIHAHUE MYOIMYHBIX MPOSBICHUN TEIECHBIX ABI)KCHUHM M apTHUKYIALUT
COIMAJIbHBIX KAaTeropuil WAEGHTHYHOCTH W TEHAEPHBIX TEJN; MPOAaHAIM3MpOBaHA cHenuduka TpaHchopMannu
1 BOCIIPUATHS XOpeorpapuiecknx 3HAKOB M CHMBOJIOB B CIIEHUYECKOM OaJbHOM TaHIIE; MCCIIEIOBAHBI MaTepHaIbHbIC,
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(eHOMeHOJIOTHYecKye, CyObeKTUBHBIC U HHTEPAKTHBHBIC acIeKThl CLIEHMYECKOTo 0ajJbHOTO TAaHIA KaK ICTETHYECKOTO,
COLIMAJILHOTO U TEAaTPAIBbHOT'0 BBICTYTUICHUS; PACCMOTPESH CHHTE3 OMOLIOHAIIBHOM, SKCITPE CCUBHOM, IIPOIPHOPHLICTITOPHON
COCTABJISIFONIMX TaHIA B KOHTEKCTE CLIEHNYECKOro Xopeorpaduueckoro BeIcTyIUIeHHS. BriBoabl. OOpa3bl CieHHYEeCKOTo
0aJBHOTO TaHIA CHHTE3MPYIOT B Pa3jIMUHBIX HPOIOPUHUSIX ICTETUYECKUE IIEHHOCTH W MH(pOPMaTHUBHBIC COOOIICHHS,
UMEIOT peaJbHbI peepeHT MM MEHTaJIbHOE IPECTaBICHHE, a XOpeorpadMuecKiii 3HaK SIBJSIETCSI HHTEPIPETaTOPOM
JPYroro 3HaKa, CEMHOTHYECKOro IpPOLEecca, TEOPEeTHYeCKH HeorpaHmueHHoro. CpencTtBamu OTOOPa, YHPOILECHUS
U MHTEpIPETALMU X0peorpadHuecKuii 3HaK PacKpBIBAET CBOIO LeJIb. DTOT IPOLECC OTHOCUTCS K aOCTPaKIMH, CBI3aHHOH
C IeMOTHBALell — MOTUBHPOBAHHBIC 3HAKH IPEBPAIIAIOTCS B 3HAKM CHMBOJIMYecKue. MTak, Xopeorpaduyeckuii 3HaK
MPeNIoNaraeT ero CEMaHTU3alUI0 B KOHKPETHOM KOHTEKCTE XOpeorpadMyeckoil KOMITO3HLHMH KaKIOW MOCTaHOBKH
CIIEHMUYECKOTO OAIFHOTO TaHIA Kak 0co00H KOH(UTypauu CUCTEMBI BpeMsI — IPOCTPAHCTBO — SHEPTHSL.

Kniouegvie cnosa: cuennueckuil OajbHBIA TaHel; XopeorpaduuecKue 3HAKH; Xopeorpaduiyeckue CHMBOJIBL
Xy/I0KECTBEHHBIN 00pa3; CeMaHTHKa.

SYMBOLS AND SIGNS | Olesia Vakulenko
IN THE CONTEXT | Associate Professor,
OF CHOREOGRAPHIC | Kyiv National University of Culture and Arts,
ART IMAGE | Kyiv, Ukraine

The purpose of the article is to reveal the specifics of choreographic signs and symbols in the context of
creating an artistic image in scenic ballroom dance, and consider the features of its reading style in accordance with the
transformation of imagery. Methodology of the research. Within the framework of the chosen scientific strategy, namely
the principle of system analysis, methodological, cultural, structural-semiotic, formal-phenomenological and sociological
approaches were applied, either contributed to understanding the aspects of stage ballroom dance to build a coherent
theoretical model. Scientific novelty of the research. Interconnection and interinfluence of body movements in public and
the articulation of social categories of identity and gender bodies were determined; the features of transformation and
understanding of choreographic signs and symbols in stage ballroom dance were analysed; the material, phenomenological,
subjective and interactive aspects of stage ballroom dance as aesthetic, social and theatrical performance were studied;
the synthesis of the emotional, expressive, proprioceptor components of dance in the context of stage choreographic
performance is considered. Conclusions. The scenic ballroom dance images have designed the aesthetic values and
informational messages in different degrees; have real sign and mental idea and a choreographic sign interprets another
sign and semiotic process that is not limited theoretically. The choreographic sign implements its purpose by means of
selection, simplification and interpretation. This process refers to the abstraction associated with demotivation, where
motivated signs are transformed into symbolic signs. Therefore, the choreographic sign assumes its semantization in the
specific context of the choreographic composition of each stage ballroom dance performance as a special configuration
of the time—space—energy system.

Keywords: scenic ballroom dance; choreographic signs; choreographic symbols; artistic image; choreographic
symbols; semantics.
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AMATEUR DANCE GROUPS | Iryna Hutnyk
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In the article, the phenomenon of amateur choreographic art is considered as a significant component of choreographic
culture of Ukraine. Amateur dance while preserving centuries-old national heritage, at the same time reflects current
tendencies. That is why choreographic art attracts people of all ages, especially children and youth.

The purpose of the article is to analyse dance routine of amateur groups, as well as to identify the main problems
and tendencies in the repertoire policy shaping.

The methodology of the research is to apply general scientific methods of theoretical and empirical levels as follows:
the analysis and generation of the scientific and theoretical foundations of the study, comparative and logical methods,
own analysis of dance routines of amateur groups from different regions of Ukraine via the review of festivals and
competitions to characterize, determine the typical problems and main tendencies, as well as factors that determine the
repertoire of amateur dance groups. The scientific novelty is to identify positive and negative tendencies in the activities
of young ballet masters and find ways to prevent the development of negative tendencies.

Conclusions. It has been proved that in the last decade many dance groups appeared in Ukraine, which achieved
significant success in not only the training of high-skilled dancers, but also the creation of an original and interesting
repertoire. However, along with these positive phenomena, a negative tendency has also emerged — to speed low-dance
dances in order to attract as many children as possible to participate in commercial festivals-competitions. In order to
change this tendency, the choreographers should be aware of it, and, at the same time, requirements should be raised to
the level and quality of competition routines at dance events, as well as the criteria for its scoring.

Keywords: amateur dance group; choreography; ballet master; festival; competition; repertoire; plagiarism.

Introduction

Amateur choreographic art is an important component of the modern choreographic culture of Ukraine.
The phenomenon of this kind of creativity is that dance, on the one hand, preserves centuries-old folk heritage,
and on the other — reflects the main trends and the “trend” of the present days. That is why choreographic
art attracts people of different ages, especially children and youth, more than any other type of performance.
Recently, in the sphere of amateur dance art, there are contradictory tendencies. On the one hand, every
year there are more and more dance groups with original and interesting repertoire and a rather high level
of dancers’ training in Ukraine. Their ballet masters usually focus on the smallest nuances in creating and
performing each dance routine, and at the same time constantly working to improve their own professional
skills. On the other hand, more and more choreographers team up with a large number of participants for
making a repertoire quickly, ignoring (or not realizing) the fact that the dance routines created by them in a
short time are of low quality, have no logic or content. However, parents, who are attracted by the opportunity
to see their children on stage often, wearing a new costume, like such groups. The spread of such a negative
tendency is due to a number of reasons, including the impact of contemporary socio-cultural circumstances
and socio-economic factors. The need to overcome this tendency, which is traced, first, in children’s groups,
and determines the relevance of the topic under study.

The issues of professional training of choreographers are given in the works of K. Vasylenko (1983),
0. Goldrich (2002), S. Zabredovsky (1997) and A. Kryvokhyzh (2006). In their research, the authors have
analysed the basic principles of creating a repertoire of dance groups for different age groups, determine
the production work stages of dance routines, etc. T. Luhovenko in the thesis “Children’s amateur groups
of folk dance in the context of the development of the choreographic culture of Ukraine from the beginning

© Iryna Hutnyk, 2019
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of the XXI century” studies the formation and development of children’s amateur choreographic art
(Luhovenko, 2012).

Pichurinkin discusses the image, psychological portrait and repertoire of the dance group in detail in
his book “Image of the creative group” (Pichurinkin, 2011). Emphasizing the six components of the dance
routine, the author pays special attention to the festival movement, analysing its pros and cons.

V. Giglauri’s “Components of choreography and performing work in the art of movements” devotes to the
analysis of the dance routine components with regard to audience appeal (Giglauri, 2010). The author tries to
explain as much as possible the system of criteria components, which, from his point of view, must be taken
into account creating a dance routine.

In modern Ukraine there is a steady increase in the number of amateur groups that provide various types
of choreography (modern, ballroom, folk-stage, and classical), which is facilitated by a number of phenomena:
the spread of new styles and tendencies of choreographic art, the differentiation of varieties of choreography,
popularization of media projects of dance subjects, etc. (Luhovenko, 2012).

The purpose of the article

The purpose of the article is to analyse dance routines of amateur groups, as well as to identify the main
problems and tendencies in the repertoire policy shaping.

Presentation of the main material

At the present stage, amateur art (artistic amateurism) is understood as the individual or collective creative
activity of nonprofessional creative people or groups that are not their main job, the result of which is the
creation or interpretation of works of cultural and artistic value and is not intended getting revenues. It is
very important in the amateur sphere to draw participants on the culture, their inclusive development and
contribution to the society’s artistic treasury.

At all times a characteristic feature of amateur choreographic art was many children in dance group
members. According to statistics, today most of the children who want to try their hands in performing arts
are visiting dance hobby groups (Luhovenko, 2012). Moreover, even if the young dancers tend not to go to
a professional stage — acquiring choreography basis, they educate their ear to music and get a correct posture,
they form aesthetic sense and communication skills.

During the last decade, many groups appeared in Ukraine, which achieved significant success not only in
high-class dancer training, but also in the creation of a repertoire, which has the genius idea, plot, compositional
structure and interesting language of dance. Choreographers — the leaders of such groups have their own
“secrets” of working on the creation of dance routines, but each of them tries to do everything possible to
make their dance make the most positive impact on the viewer. Such well-designed routines are interesting
and spectacular; they stand out from dozens of other concert program dances and are emotionally perceived
by viewers, which is one of the criteria for scoring. In this regard, the opinion of T. Luhovenko is appropriate,
which emphasizes that “the subjective criterion for the routine scoring can be the general impression, the
strong emotional reaction of a particular viewer to the performance. It is this impression caused by the skilfully
performed dance routine, even in the absence of a high technique, can play an important role in determining
the artistic level of a work” (Zabradovsky, 1997; Luhovenko, 2012).

The groups demonstrating an interesting repertoire and high performing skills, in the overwhelming
majority have modern choreography. Among them, there are a folk amateur group “Yarmarka” (Chernihiv),
folk choreographic workshop “Malva” (Brovary), showpiece choreographic ensenble “Kraina Tantsiv”’ (Kyiv),
folk dance ensemble “Ukraina” (Kyiv), showpiece sports ball dance band “Kapriz” (Kremenchuk), folk theatre
of modern choreography “Fenix” (Zaporizhia), children’s showpiece choreographic studio “FORSE” (Kyiv),
showpiece ensemble of folk dance “Shchaslyve Dytynstvo” (Dnipro) and many others.

However, along with the positive phenomena in the field of amateur choreographic art, a negative tendency
has emerged today, which can be traced on the example of children’s groups. Artistic directors of newly created
dance groups take a large number of children and try to create not just dance routines in a very short time, but
to form a repertoire to take part in various festivals-competitions. In this case, choreographers do not take into
account the fact that before taking to the stage, there should be long-term preparation in the dance practice
hall, and the routine composition and onstage dress should be careful and well thought out. It seems that ballet
masters do not think that the creation of the group’s repertoire in general and each dance routine in particular

142



XOPEOT'PA®IYHE MUCTENTBO
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MucrtenrsoznaBctso. Bur. 40 ¢ ISSN 2616-4183 (Online)

requires to meet certain criteria regarding expediency, accessibility, and artistic character (Kryvohizha, 2006);
since only under such conditions choreographic art can develop dancing and music ability of children, form
aesthetic sense, raise spiritual and moral values, etc.

We can track the massive tendency to “speed” low-grade dances while viewing dance routines at commercial-
based festival-competitions. The choragus, interested in attracting as many participants as possible, easily
distribute prize-winning places and diplomas for compositions that contain a series of rather rude mistakes.
Therefore, it will be appropriate to analyse the typical errors inherent in the creativity of many modern ballet
masters.

First, we should say about plagiarism as a mass tendency within amateur groups, that is, “the appropriation
of authorship on someone else’s work ... the use of someone else’s work without reference to the author”
(Pichurichkin, 2011; Stefan, 2011).

Very often you can see, even within one competition, dance routines that have similar not only ideas and music
background, but also the language of dance, costumes, and composition. It is astonishing that choreographers
do not even try to show originality and distinguish themselves from among other groups, but copy each other.
Of course, every artistic director has a situation when another choreographer’s dance routine inspires and causes
the desire to create something similar. In this case, if you do not want your own dance become a plagiarism, you
should thoroughly analyse it by answering the following questions:

— If you use a combination of the number seen, is it too long for copying?

— How many combinations, similar to the original, are in your work?

— Can links between movements be considered to be original?

— Do patterns of a dance in your routine differ from the original?

— Try to assess your dance routine objectively: can it be called plagiarism; is it still a new vision, a fresh look
at the same topic? (Hunt, 2014).

This is a very common situation when artistic directors of folk dance ensembles use well-known dance
routines or those that can already be considered a classical heritage, created many years ago and represented in the
repertoire of many professional and amateur groups in Ukraine. Modern choreographers begin to modify partially
the chosen dance routines found on the Internet. They change pair dance to female, the number of performers
and performance manner, composition, pattern of a dance, etc. Some ballet masters plagiarize deliberately. They
declare themselves the authors of the routines without thinking about the fact that the dance is quite famous, and
some members of the jury are even personally familiar with the choreographer or they performed this dance, and
the language of dance can be recognized even with other background music. Others name the author who really
stage the routine, but not in the author’s version, changing (often not for the better) the original.

Unfortunately, nowadays such practice is rather common and is the result of limited, lack of professional
theoretical knowledge of the ballet masters in particular, the lack of knowledge of the work requirements on the
dance composition with recording, or because elementary reluctance to know, develop, perfect oneself and create
something new.

Extremely common among children’s groups are also routines based on cartoons or fairy tales. The ballet
masters take the music used in these animated films, create colourful bright costumes that cause delight by
originality, and, to the smallest details, reproduce the image of a fairy tale hero. However, developing a plot,
the language composition of dance, for some reason, absolutely do not take into account the nature of these
characters, typical features of their behaviour, relationships and conflicts that unfold among the chosen heroes in
cartoons or fairy tales. In this case, the routine has only an external effect, and if you put the stage costumes off
the performers or replace them with others, change the background music, we get characters that also perform
the standard set of movements (it is good if children can do these movements), can be called not the kikoriki,
but the smurfs.

A tiny percentage of boys is a typical problem for dance groups. To solve it, choreographers disguise
occasionally girls in boy’s suits and make them perform male movements, and sometimes-virtuoso technique.
This approach is false and unwanted. Eventually, a spectator guesses that there are disguised girls, and the
routine keeps away from expectation effect. However, the most important thing is injury risk for the disguised
girls, since the choreographers often insert lifts into routines, which must be well thought out, motivated and,
it is critical to conform with age and physical capabilities of the performers. So the problem of the absence of
boys in the groups can be solved by other means, without disguising. For example, in some groups there are girls
only who dance in certain age groups, choreographers form a repertoire, focusing on this circumstance, and thus
create dance routines different in form, content, images, and style. A vivid example of this approach can be the
folk art studio “Malva” from Brovary and the choreographic ensemble “Kraina Tantsiv” from Kyiv.
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Stage costumes of the amateur dance group members require a separate study, as there is colourfulness,
indiscretion, inconformity with age, style, and in folk dances with the region at every competition or
festival. Without going into a detailed analysis of these errors, we would like to emphasize that the approach
to designing dresses should be balanced and well thought out, as the dress is an important precondition for
the success of a choreographic routine. The same applies to the dance requisite, which today is an integral
part of many children’s routines.

Many choreographers of dance groups, trying to interest their pupils, resort to the creation of routines
of different directions and choreography styles, forgetting (without regarding to) that each of them provides
a certain level of basic training, uses different principles of the musculoskeletal system, sometimes
cardinally the opposite, has a peculiar performance style, and so on. Lack of time for the proper working out
of such routines, the lack of proper physical training of performers leads to low-level of performers training.
As a result, its repertoire consists of a large number of routines (usually of poor quality), in a variety of
styles and choreography, which are performed at a very low level.

Getting back to the issue of choreographic competitions, it is worth noting that today there is a massive
festival movement in Ukraine. Unfortunately, the main goal of many festivals is to get as much profit as
possible, and therefore the quality of the participants’ routines, the professional level of jury members and
the organization of the festivals are usually low. The common situation is when the organizers encourage
group leaders to participate in their event with a certain percentage of the monetary contribution from each
participant dance group. Unfortunately, for many choreographers, material remuneration is an important
stimulus, and knowing that shortcomings in their work will not be paid attention and the credentials of
the winners are guaranteed to them, heads of dance groups repeatedly return to such festivals with their
students.

It gives its disastrous results: “a paradoxical situation is created: the number of groups and specialists
with higher choreographic education grows year by year, and the quality of ballet master’s works, in
particular, of Ukrainian folk-stage dance, falls accordingly. Young choreographers have no incentive to
improve their choreographer’s activities”. On the other hand, “the competition festivals are due in no small
part to the development and improvement of the level of amateur choreographic art, as in the case of
raising the requirements for skilfulness and competence of choreographer works and its performance, the
presence of certain criteria for determining the level of dance groups training, choreographers will have
a great incentive to improve their choreographer’s activities. A discussion of the results of the competition
with a serious detailed analysis and observations on the results of the work of choreographers and group
leaders by highly-qualified jury members will direct them to further development and extension of their
own knowledge, skills and abilities (Hutnyk, 2018, pp. 206-207).

Conclusions

Thus, in order to change and improve the repertoire of amateur dance groups, it is necessary that during
the training of professional disciplines as ballet master art at schools, a teacher should require of students to
take a more responsible attitude towards the creation of their routines, inspire the search for their own ideas
and their original decisions and stop borrowing, the appropriation of choreographic works, as they say,
“from the Internet”. Students also have to analyse the construction and performance of the chosen routines
in every detail, which would considerably improve the quality of their dance performance at their training
and future professional activities.

Compliance with the aforementioned requirements for the training of choreographers at higher and
secondary specialized educational institutions and make popular competitions-festivals with a high level of
performance of participants and with strict criteria for the competition routines will introduce new original
routines in amateur dance groups.
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VY cTarTi po3nIAHyTO (PEHOMEH aMaTOPCHKOTO XOpeorpad)iqHOT0 MHUCTEITBA K BaroMoi CKJIaqoBo1 Xopeorpadianoi
KyIbTypH YKpaiHH. AMaTOpChKUH TaHeIs 30epiraroun 0araToBiKOBi HApOIHI HaJA0aHHSA, BOIHOYAC BimoOpakae cydacHi
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tenaeHIii. Came ToMy XopeorpadiuHe MECTEITBO TaK MIPHUBAOIIOE JTIOACH Pi3HOTO BiKY, 0COOIMBO IiTEH Ta MOJIOAb.

Merta crarti. [IpoanamizyBaTi XopeorpadiuHi HOMEpH aMaTOPCHKUX KOJEKTHBIB, a TaKO)X BHU3HAUYUTH OCHOBHI
mpoOsiemMy Ta TeHACHIT y (hOpMyBaHHI periepTyapHOi MOTITHKH.

MeTozomorist IOCH/KEHHsT TOJISTae B 3aCTOCYBaHHI 3arajJbHOHAYKOBHX METOIB TEOPETHYHOTO W eMITipUYHOTO
PIBHIB: aHaJIi3y Ta y3araJbHEHHS HAyKOBO-TEOPETHYHHMX OCHOB JIOCIIJUKEHHS, KOMIIAPAaTUBHOTO M JIOTIYHOTO METO/IIB,
BJIACHOTO aHai3y xopeorpadivHuX HOMEpIB aMaTOPChKUX KOJEKTUBIB 13 PI3HUX perioHIB YKpaiHW ITij 4ac mnepersiay
(ecTHBaNiB Ta KOHKYPCIB JUIA XapaKTePHUCTHKW, BU3HAUCHHS THIIOBHX MPOOIEM Ta OCHOBHUX TEHACHIIHN, a TaKoX
YHUHHUKIB, III0 3yMOBIIOIOTH pElepTyap aMaTOpPChbKUX XopeorpadidHmx KoJeKTHBiB. HaykoBa HOBH3HA TIOIsTa€e
Y BUSIBJICHHI TIO3UTUBHUX 1 HETATHBHUX TCHIICHIIIN B MISUTBHOCTI MOJOANX OalleTMEHCTEPiB-TIOCTAHOBHUKIB Ta BU3HAYCHI
LIUISIXIB 3ar100iraHHs PO3BUTKY HETaTUBHUX TCHACHIIIH.

BucHoBku. [loBefeHO, 10 3a OCTAHHE NECATHWIITTS B YKpaiHi 3’SBHJIOCS YUMAJIO KOJICKTHBIB, SIKI JOCSIVIH
3HAQUHMX YCIIXiB HE JIMIIE y MiATOTOBII TAHILIOPUCTIB BUCOKOTO BUKOHABCHKOTO DPiBHS, a il CTBOPEHHI OPUTiHAILHOTO
Ta 1iKkaBoro perepryapy. Ta mopsiz i3 IMMH MO3UTHBHUMHU SBUIIAMH c(hOPMYBajach 1 HeraTMBHA TEH/ICHIIIS: CTBOPEHHS
«HAIIBUIKOPYY» HU3BKOMPOOHMX TAHIIB i3 METOIO 3aTyUCHHS SKOMOTa OLTBINIOI KiTBKOCTI AITeH 0 y94acTi B KOMEPITIHHIX
(dectuBansax-koHKypcax. 1l[o6 3MiHWUTH ITO TeHAEHIIO, HeoOXimHe ii yCBiIOMIICHHS (QaxiBIIMHU-XopeorpadaMu
1 BOJHOYAC IMTiABUICHHS BUMOT JI0 PiBHS Ta SIKOCTI KOHKYPCHUX HOMEPIB Ha TaHIFOBAIBHHUX 3aX0aX, a TAKOXK KPUTEPiiB
1X OLIIHIOBaHHS.

Kniouosi cnosa: amaropcbkuii xopeorpadiuyHuii KOJIEKTHB; XopeorpadiuHa NoCTaHOBKa; OaneTMeicTep; GpecTrBab;
KOHKYpC; pernepryap; rJiariar.

PEIIEPTYAP AMATOPCKUMX | I'yrauk Upuna Hukonaesna
XOPEOI'PA®OUNYECKUX | Kanouoam nedazozuveckux nayx, doyenm,
KOJUIEKTUBOB: IIPOBJIEMBI | Kuescxuii nayuonansuuiii ynusepcumem
U TEHAEHIMUWMN | xyromypor u uckycems, Kues, Ypauna

B crarbe paccMoTpeH (eHOMEH IHOOMTENBCKOIOo XOpeorpaduueckoro MCKyccTBa Kak BECOMOI COCTaBIISIOIICH
xopeorpaduIecKol KyabTypsl YKpawHBL JIFOOMTENBCKUI TaHEI] COXpaHss MHOTOBEKOBBIC HApPOTHBIC JIOCTOSHHUSA,
OZIHOBPEMEHHO OTPakKaeT COBPEMEHHBIC TeHAEHIMU. [IMEeHHO mo3TOMy XOpeorpaduiecKoe UCKyCCTBO TaK MPUBICKAET
JIoZIel BCeX BO3PAcTOB, 0COOEHHO JIeTeH W MOJIOAEKD.

Lens crarbu. [Ipoanann3upoBars xopeorpaduueckiue Homepa JI0OUTENbCKUX KOJJIEKTHBOB, @ TAKXKE OIpe/Ie/IeHue
OCHOBHBIX IIPOOJIEM U TEHJICHLIUH B (JOPMUPOBAHUH PETIEPTYAPHOI MOJIUTHKH.

MeToz0510T sl UCCIIe/IOBaHMS 3aKITI0UACTCsl B MPUMEHEHUH OOIIECHAYYHBIX METOI0B TEOPETHYECKOTO U SMITUPHIECKOTO
YPOBHEH: aHanM3a 1 00001IeHNS HAYTHO-TEOPETUIECKUX OCHOB NCCIIEJOBaHNUS, CPABHUTEJILHOTO U JIOTHYECKOTO METOJIOB,
COOCTBEHHOTO aHAJIN3a XOpeorpapuecKuX HOMEPOB JIIOONTEIBCKUX KOJUICKTHBOB M3 PA3HBIX PETHOHOB YKPAaWHBI BO
BpeMsi TIpocMOTpa (ecThBajeld M KOHKYPCOB Ul XapaKTEPHCTHKH, ONPENSNICHHE TUIMYHBIX MPOOJIEM M OCHOBHBIX
TEHJCHIMH, a Taike (aKTopoB, OOYCIOBIMBAIOLIMX pEIepTyap JIOOUTENbCKUX XOpeorpa(uuecknx KOJIEKTHBOB.
Hay4uHast HOBM3HA 3aKIIFOYAETCSl B BBISIBJICHUH ITOJIOXKUTEIBHBIX U OTPHULATENIBHBIX TCHICHIMH B JIESITEILHOCTH MOJIOIBIX
0aJIeTMENCTEPOB-ITIOCTAHOBIIMKOB U ONPE/ICIICHUH ITyTEH MPEAOTBPALCHUS PA3BUTHSI HETaTUBHBIX TEHJICHIIUH.

BriBoge!. Jlokazano, 9To 3a MOCIeqHEe ASCITUIETHE B YKpauHe MOSIBUIIOCH HEMAaJO KOJUIEKTHBOB, KOTOPHIE TOCTUTIIH
3HAUUTENBHBIX YCIIEXOB HE TOJBKO B IOJIOTOBKE TAHIIOPOB BBICOKOTO HMCHOJHUTENBCKOTO YPOBHS, HO M CO31aHUU
OPHUIMHAJIBHOTO M HMHTEPECHOro pemnepryapa. Ho Hapsiy ¢ 3THMH MOJOXKHUTEIBHBIMH SBICHUSIMU C(HOPMHPOBAIACH
W HEraTWBHAsI TCHACHIMA: CO3/IaHHE «HA CKOPYIO PYKY» HHU3KONPOOHBIX TAHIEB C IEJbIO MPUBJICUCHUS KaK MOKHO
0OJTBILIECTO KOJIMYECTBA JIETEH K Y4aCTHIO B KOMMEPUYECKUX (PeCTUBAISIX-KOHKYpcax. UToOBI epeoMuTh 3Ty TEH/ICHIIHIO,
HEOOXOZMMO €€ OCO3HAaHWE CIenuaTicTaMHu-XopeorpagaMu M OIHOBPEMEHHO IOBBIIIEHHE TPEOOBaHMWH K YPOBHIO
1 Ka4€CTBY KOHKYPCHBIX HOMCPOB Ha TAaHIEBAJIbHBIX MEPOIPUATHAX, 4 TAKKEC KPUTECPUCB UX OLICHKH.

Krroueswvie cnosa.: moOUTENbCKUA XOpeorpaduueckuii KOJUIEKTHB; Xopeorpaduaeckas OCTaHOBKA; OaleTMencTep;
(ecTnBanb; KOHKYpC; perepTyap; raruar.

146



XOPEOT'PA®IYHE MUCTENTBO
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MucrtenrsoznaBctso. Bur. 40 ¢ ISSN 2616-4183 (Online)

DOI: 10.31866/2410-1176.40.2019.172695
UDC 793.33(477.43/.44)"'185/190"

REGIONAL SPECIFICS OF THE BALL | Svitlana Yefanova
ART OF PODOLSK PROVINCE | Lecturer,
(THE SECOND HALF | ORCID: 0000-0001-8521-1314,
OF THE XIX CENTURY — THE BEGINNING | e-mail: svetlana.yasnaya@gmail.com,
OF THE TWENTIETH CENTURY) | Kyiv National University of Culture and Arts,
36, Ye. Konovaltsia Str., Kyiv, 01133, Ukraine

The aim of the article. Identify the specifics of ball art Podolsk province second half of the XIX — beginning of the
twentieth century in the context of regional, historical, national and cultural backgrounds. The research methodology
consists of the principles of objectivity, historicism, multifactorial character, systemic nature, complexity and pluralism; and
to achieve the goal, the following methods were used: problem-chronological, concrete historical, statistical, descriptive,
logical-analytical. Scientific novelty. The historical-geographical aspect and features of the estate structure of the urban
population of the Podolsk province of this period are studied in the context of determining the factors of the development of
ball art; classification of balls according to temporal, spatial, social and thematic criteria, as well as the specifics of secular ball
etiquette, according to the regional characteristics of the Podolsk province in the second half of the XIX — early XX century.
Conclusions. A study of the regional specifics of ball art as an important part of the social and cultural life of the population
of the Podolsk province in the second half of the 19th — early 20th centuries. showed that compositional features and the
technique of performing ballroom dances developed in accordance with Western European trends, but the thematic, temporal,
spatial and social component depended on the national and cultural traditions of representatives of the higher strata of society.

Keywords: ball art; Podolsk province; balls; etiquette; social life.

Introduction

Balls are certain socio-cultural and socio-artistic centre of the Ukrainian social life during the second half of
the XIX — beginning of the XX century, being positioned not only as a type of entertainment or leisure, but also
as important part of public activity. Specific features of the ball culture in Ukraine despite increasing attention
of scientists to the choreographic culture in general, as well as the history of ballroom dances in particular, even
today remain practically undeveloped topic among the national art experts and cultural specialists. In this case,
special attention is paid to the study of balls as integral structural element of society existence, revealing regional
specifics of ball art on the territory of Ukraine.

Foreign scientists devoted many scientific studies to the research of the ball art specifics, where occurrence of
ball, etiquette peculiarities, costume specifics etc. were considered in the context of social culture within European
countries or the Russian Empire. However, the specifics of the ball art on the territory of Ukraine, defined with the
regional peculiarities, represents the issue which has not been significantly described by local cultural specialists
and art experts, though some aspects were represented in the study of H. Derevianenko (“Katerynoslavski Balls”,
2002), where he analyses specific features of the ball etiquette and holding noble balls in Katerynoslav during
the first half of the XX century; by H. Utesheva (“Emansipation” in Katerynoslav masquerade ball culture at the
change of the XIX-XX centuries, 2008), where the scientist has studied development of the Katerynoslav ball
art in the end of the XIX— beginning of the XX century, as well as in historical sketches and scientific studies,
where peculiarities of holding balls on the territory of Ukraine was shown briefly, as they were not the subject
of scientific interest, for example: S. Yesunin (“A walk along Proskuriv”, 2008), I. Hurzhii (“Certain aspects of
daily life of Kyiv merchants in the XIX century”, 2009) etc. Analysis of source basis of the issue shows extreme
necessity of the study in regional specifics of the ball art in Podolsk province in order to involve results to scientific
use and educational process in higher art educational establishments.

The purpose of the article

The purpose of the study is to reveal specifics of ball art in Podolsk province during the second half of the
XIX-the beginning of the XX century in the context of regional, historic, national and cultural specifics.

© Svitlana Yefanova, 2019
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Presentation of the main material

Podolsk province (Middle and Eastern Podillia, now the territory of Vinnytska, Khmelnytska, part of
Mykolaivska and Odeska oblasts of Ukraine, as well the Republic of Moldova) as an administrative unit of
the Russian Empire, was founded according to the Decree 17.352 by Catherine the Second dated June 5%,
1795 “About establishing Volyn and Podolsk province, first of 13 and the last of 12 districts” (Polnoe sobranie
zakonov Rossiyskoy imperii, s 1649 goda. t.23. S 1789 po 6 noyabrya 1796 (1830)). 1880, Podolsk province
consisted of 12 districts — Baltskyi, Bratslavskyi, Vinnytskyi, Haisynskyi, Kamianets-Podilskyi, Letychivskyi,
Litynskyi, Mohylivskyi, Ushytskyi, Olhopilskyi, Proskurivskyi and Yampilskyi, with the center in Kamianets-
Podilskyi.

Significant changes in socio-political, particularly reduction of the Polish influence after riots of 1830
and 1863, as well as activation of the Russian Empire influence (Pankova, 2003, p. 85), and economic life —
transformation of class structure of the municipal population in Podolsk province into the class one became
possible thanks to the specific policies of the Russian Empire and circulation of market relations in the region
(Yesunin, 2011, p. 12), as well as administrative structure of the province — active municipal development,
increase in municipal population etc. taking place during the second half of the XIX — beginning of the
XX century, also reflected on social life of the province where balls played significant role as an important part
of social and cultural movement.

S. Yesunin (2011, p. 13) as a result of holding analysis of national structure of cities in Podolsk province,
pays attention to domination of Jewish ethnos and increased proportion of the Poles and Russians, whereas the
native Ukrainian nation dominated only in five least economically developed cities of the region, however, it
would be hardly appropriate to talk about peculiar differences in holding high society balls. It is necessary to
state, that in Podillia the ball culture was popularized already in the XVII century (mainly subject to the mass
organization of balls in the mansions of Polish noblemen and magnates) and during next several centuries under
the composition characteristics (sequence of performing such ball-dances as polonaise, waltz, mazurka, French
quadrille, polka, peculiar to the period of the second half of the XIX century; alternatively in the beginning of
the XX century after polonaise and waltz, performance of popular dances such as tango becomes traditional)
as well as the etiquette, that unlike the technique of performing ball dances, becoming rather developed, was
totally consistent with the Western European one.

While studying specific features of holding balls by noblemen, Polish gentlemen, merchants and
landlords in Podolsk province in relation to the national identity, we can pay attention to calendar (Catholic
and Orthodox feasts, as well as fastings did not coincide) and ideological thematic differences. According to
the old Polish tradition, Mardi Gras was celebrated on a large scale — in 1510™ the establishment organized
balls-masquarades during the last week before the start of Lent, so called reduty (Szymanderska, 2011,
p- 148). However, if in the Polish cities, there was a tradition to visit special paid salons by both noblemen and
representative of lower strata (masks were included into the cost of ticket — they were spread at the entrance as
obligatory element of dress-code), then in Podillia the balls- masquarades were mainly organized in Nobility
Assembly Houses or private mansions (for example, centers of social life and holding balls were Palaces of
Orlovski in Maliivtsia, Pototski in Antoniny, Pshezdetski in Chirnyi Ostrov, Pototski-Hrokholski in Hrytsiv,
Zamoiski in Dunaivtsi etc.).

Some Polish noblemen held balls not only before the Christian feasts but also before paganish ones — earl
O. Stsibor-Markhotskyi, who created the self-declared Minkovetska State in Ushytskyi Dictrict, on his own
lands (Minkovetskyi key), and many years in a row at the night from the August 15" (according to Christian
calendar during the day, Catholics traditionally celebrate the feast of the Assumption of the God Mother) to the
August 16" organized the balls in honor of Ceres, the Ancient Roman goddess of harvest and fertility, preceded
with various festivities at participation of noble guests from all the districts, and sometimes other countries
(Kovalskyi, 1859, p. 35).

Balls in honour of various historical events were also rather popular. O. Bilobrovetz (2011, p. 16) states that
in honor of the 50™ anniversary of January riot dated 1863 (i.e. 1863—1864 Polish national-liberation riot against
domination of the Russian Empire in Podiliia. — Auth.). On January 27", 1913, Polish landlords Bohdanovych
and Zelenskyi organized and held the ball (the guests were presented with buttonholes which they used to
decorate costumes or dresses) in Zhytomyrskyi Nobility Assembly House “Polonaise”.

Sometimes there were even more bourgeois occasions to hold balls: for example, 1902, M. Mozel,
a merchant from Proscuriv Town organized a ball on the occasion of installing electric wiring in his house
(Yesunin, 2008, p. 124).
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Activation of social life in Podillia province cities in general as well as holding balls particularly had non-
homogenous character, except for the period of traditional ball season which started in November, and was
directly connected to several factors, among which: end of fastings (Lent — 7 weeks in spring before the Easter;
Petrivskyi — 6 weeks and Spasivskyi — 2 weeks in summer: Pylypivskyi — 6 weeks in autumn and winter); arrival
for rest (in the end of spring, summer) of Petersburg nobility; visits of civil servants or members of the Tsar
Family etc.

As for the place of holding balls we shall state that according to the type of this cultural event (official,
extraordinary, high society, social or public, masquerade balls, charitable, family etc.), they took place in the
Nobility Assembly Houses (for example, balls devoted to celebration of Christmas, Christmastide, Easter
and other large feasts; visits of official delegations or notable people), in theatres, clubs and other social
establishments, as well as in private houses, mansions or palaces. Thus, in 1850 in the building of Kamianetska
male gymnasium, noblemen of Podolsk province organized the ball in honour of the visit of Oleksandr the
Second (Derzhavnyi arkhiv Khmelnytskoi oblasti, fund 67, inventory 1, file 578, sheets 29); during 1880-1900™"
in the Nobility Assembly House of Olhopil Town, the ball in honor of Princess Martselina Romanova (cousin of
Nickolas the Second) was organized. If the ball was devoted to certain event or historical date, organizers made
respective necessary changes at the stage of planning the ball.

We should mention that in the second half of the XIX century, provision of the balls was strictly regulated
by the authorities — charity organizations could get allowance to hold social balls in order to raise money
(which predefined respective program of the event — various auctions, bazars, lotteries etc.) not more than once
a year and only within the Easter week, the next — during Fomin or Radonytskyi week and the period before
celebrating Shrove Week (except for fasting weeks). O. Zakharova (2001, p. 243) states that organization of
charity balls and their attendance by high society were considered not only the obligation but also moral duty
and thus were performed consistently.

By positioning the balls as important part of public and cultural social life of the Podolsk province population
in the second half of the XIX — beginning of the XX century, we have to admit that apart from entertaining
and recreational function (mostly for the youth), they had great significance in development of social relations
between representatives of one or several classes (for example, holding economically or politically important
meetings during the ball in informal atmosphere; discussion of urgent educational and cultural matters etc.).

Among quantitative, gender, social and other limits in relation to participation in balls, we should name the
following: participation in social balls (by buying the ticket or paying for subscription), as well as they could
be also organized by representatives of nobility, military, civil elite, rich merchants and intellectuals (teachers,
writers, artists etc.). Number of invited people depended mainly on the place and reason for organizing the ball;
for instance, organizers involved in preparation of the charity balls as many rich representatives of the province
population as possible, however, quantitative structure did not mostly exceed several hundreds of people. At the
turn of the XIX — XX centuries, pupils of the gymnasiums including many representatives of rich families in
the Podolsk province, were forbidden to attend balls (as well as masquerades, operas, theatres and other cultural
entertainment authorities).

Family balls devoted to family feasts usually took place among the closest friends and relatives (not more
than two dozen people) and were organized in private houses or mansions. Architecture of those palaces,
mansions and large houses predefined existence of large or small ball rooms. Thus, the ball room in Adampoli
Palace, whose construction was started in 1820 by the new landlord, M. Tretiak. marshal of Litynskyi District.
The ball room was decorated in créme colour, parquet was made of light and dark oak, and as for the furniture,
the scientists name armchairs in Empire style, sofas, artfully incrusted tables and fortepiano by Blutner Company
(Aftanazi and Pazhymskyi, 1998, p. 310).

It should be noted that in the second half of the XIX — beginning of the XX century, the balls
(with respective specific structure) were held in Podolsk seminary, moreover, in cultural life of the city
(Kamianets-Podilskyi — Auth.) played important role not only because chorus and wind and string bands of
the seminary were considered the best in the city, but also that specially invited guests included governor
and vice-governor of Podillia, bishops, civil servants of all the province authorities, directors of male and
female gymnasiums, officers etc. Traditional ones included balls devoted to festival of St. John the Evangelist
(September 26™) and Shrove Week, where high-school girls (in female ministerial gymnasiums in the beginning
of the XX century dancing was taught as one of optional subjects, though quality of education was higher in
comparison to the obligatory ones), pupils of clergy girls’ schools, young city ladies and representatives of
civil population were invited (Zuzyak, 2017, p. 19). Particularly dancing part of the ball followed the concert —
literature, vocal and musical performances of seminarians (some performances in the Ukrainian languages),
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which traditionally started and finished with chorus performance “God, save the Tsar...” (boxe, maps xpasu...;
Prikhodko, 1967, p. 87).

One of the most official balls in the Podolsk province in the second half of the XIX — beginning of the
XX century was the so called “Governor Ball”, whose organization was executed by special Ball Committee
under moderation of “the first lady” in the province. According to the observations of S. Yesunin (2011), high
execution level predefined strict fulfilment of the ball etiquette rules — among the invited people, there were only
the noblest gentlemen, senior civil servants and officers. The ball culture of the Podolsk province achieved its
new development level in 1901-19011 thanks to activity of Sofiia Eiler — the wife of civil governor of the region,
State Counselor O. Eiler (Skrypnyk, 2005, p. 93), which presided the Ball Committee and ensured inclusion of
new members into it — the representatives of Podolsk top society and their wives. She also paid special attention
to organization of charity balls to raise money for orphan houses (for instance, during the ball held in December
1907, they raised 1615 roubles only by means of selling entrance and lottery tickets).

The only place to hold balls of top province level in the beginning of the XIX century was opening of
Pushkinskyi National House on January 3%, 1901 in Kamianets-Podilskyi. It was two-stored building in the
style of late Russian classicism, where apart from the hall for festive celebrations, balls and dance parties there
were also municipal theatre with the repertoire including plays by Zh. B. Molier, A. Mitskevich and operas by
M. Hlinka and O. Drahomyzhskyi (Derzhavnyi arkhiv Khmelnytskoi oblasti, fund 3432, inventory 1, file 3,
sheets 36) as well as a library.

Special attention during the analysis of places for holding balls in the Podolsk province in 1850-1910™,
taking into account use of the region as an important military and strategic base of the Russian Imperial Army,
should be paid to meetings of officers — so called clubs which ensured organization of cultural entertainment
of officers from divisions and members of their families. Thus, from the end of 60" of the XX century in
Kamianetskyi, Letychivskyi and Proskurivskyi districts, forces of infantry and cavalry divisions were dislocated
and later (1875), Dniprovskyiv infantry regiment, subdivisions of Belhorodskyi regiment etc (end of the 19™
century) were added, thus creating stable garrison with the centre in Proscurov town, whose cultural centre was
the building of the Officer Assembly of the 46" Dniprovskyi Regiment, where balls and other festive events
were held regularly (Yesunin, 2008, p. 124).

As aresult of democratic easing after 1905-1907 revolution, particularly signing the rules about unions and
committees (dated March 4™, 1906), number of cultural and educational committees in the south of the province
increased, whose founders were representatives of the intelligence and nobility. These were mostly various
groups, clubs and schools (for example, Polish club “Ohnysko” and its branch — Lira Club, opened in 1909),
which rented the premises of the Merchant Assembly to hold balls, masquerades, routs, dance parties, concerts,
performances, lectures etc., in order to enable the Poles (without regional, political and social limits) to have
cultural entertainment (Bilobrovetz, 2007, p. 77).

Scientific novelty of the study is based on the research of historical and geographic aspect and specifics of
the class culture of the municipal citizens of the Podolsk province in the second half of the XIX — beginning
of the XX century in the context of defining factors for developing ball art; classification balls under temporal,
spatial, social and thematic criteria was made; specifics of social ball etiquette was revealed in relation to the
regional specifics of the Podolsk province in the indicated period.

Conclusions

The research of ball regional specifics as an important part of social and cultural life of the citizens in
the Podolsk province in the second half of the XIX — beginning of the XX century, proved that compositional
specifics and the techniques of performing ball dances were developed under Western European tendencies,
instead thematic, temporal, special and social components depended in national and cultural traditions promoted
by the representatives of the upper class.

Perspectives of the further studies are based on revealing specifics of developing salon culture for the dance
etiquette of Ukrainian elite on Podillia in the XX century.
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PEI'TOHAJIBHA CIIEIHIU®IKA | €danosa Ceitnana Osiexkcanapisaa
BAJIBHOI'O MUCTEITBA | Buxzaoau,
NOAIJIbCBKOI I'YBEPHII | Kuiscoxuii nayionanenuii ynisepcumem
(APYTA TOJTOBHUHA XIX — ITOUY. XX CT.) | xymemypu i mucmeyme, Kuis, Yxpaina

Mera crarti — BusiBUTH crnenugiky OanpHoro Mmucrentsa [lominbebkoi ryOepHii apyroi momoBuHm XIX —
nouarky XX CT. y KOHTEKCTI perioHajibHUX, ICTOPUYHUX, HALIOHAIIBHUX Ta KYJIBTYPHUX 0COOIMBOCTEH. MeTosoorito
JMOCTI/DKeHHS CKJIaJal0Th NMPHHOUIHN 00 €KTHBHOCTI, icTOpU3MY, 0arato)akTOpHOCTI, CHCTEMHOCTi, KOMIUIEKCHOCTI
Ta IDTIOpaji3My, a TaKoK IMPOOJIEMHO-XPOHONIOTIYHNN, KOHKPETHO-ICTOPUYHHUN, CTAaTUCTHYHHN, OIHCOBHM, JOTIKO-
aHamTHYHUE Metomu. HaykoBa HOBH3HA. JlOCHIIKEHO iCTOpUKO-TeorpadiyHUi acmeKT Ta OCOOIMBOCTI CTaHOBOT
CTPYKTYpPH MiChKOTO HaceseHHs [Toibchkoi TyOepHii 03HaueHOTO 1epioy B KOHTEKCTI BU3HAYEHHS (haKTOPiB PO3BUTKY
0aJbHOrO MHCTENTBA; 3/iHCHEHO Kiacu(ikalio OalliB 3a 4aCOBUMH, IPOCTOPOBHMH, COLIAIBHUMH W TeMaTHYHUMHU
KPUTEPIsIMH; BHCBITICHO crelM(piky CBITCHKOTO OaJlbHOrO €THUKETY Y 3B’SI3Ky 3 PEriOHaIbHUMH OCOOIUBOCTIMHU
Iominecekoi rybepHii apyroi nmomoBurn XIX — mouarky XX cr. BucHoBku. JlocimiKeHHs perioHanbHOI crienugiku
0aTFHOTO MUCTEITBA SIK BYKJINBOI YaCTHHH CYCIIIIFHOTO Ta KYJIBTYPHOTO KUTTA HaceneHHs [lominecekoi ryoepHii apyroi
monoBrHU XIX — mogatky XX CT. 3aCBIUMIIO, IO KOMITO3HIIIHHI OCOONMBOCTI i TeXHika BUKOHAHHS OalbHUX TaHIIIB
PO3BHBAIKCS BIAMIOBIIHO 10 3aXiJHOEBPONICHCHKHUX TeHACHLIH, OHAK TEMaTHYHHHI, Y4ACOBHIA, TPOCTOPOBHH 1 COLlIAIbHUI
CKJIQIHUKH 3aJIe)KalM BiJl HAlliOHAJIBHUX Ta KYJIBTYPHUX TPAANLIH IPEICTABHUKIB BUIIINX BEPCTB CYCIIIJIbCTBA.

Kuouosi cnosa: 6anpae muctenTBo; [loaibchka ryOepHist; Oalln; €TUKET; CBITCHKE JKUTTS.

PEI'MOHAJIBHAS CIIEIIM®UKA | Edanosa Ceriiana AekcaHapoBHa
BAJIBHOI'O UCKYCCTBA | IIpenooasamens,
NOJOJbCKOM I'YBEPHMM | Kuescruii nayuonansueiii ynusepcumem
(BTOPASA IMOJTOBUHA XIX — HAYAJIO XX B.) | xymemypor u uckyceme, Kues, Yepauna

Lenb crarbu — BBISIBUTH crieliuuKy O0aipHOro uckyccTsa [lonosnbekoil rydepHun Bropoii nosoBuHbl XIX — Hauana
XX B. B KOHTEKCTE€ PErMOHANIBbHBIX, MCTOPUYECKUX, HALMOHAIBHBIX M KyJIBTYPHBIX OCOOEHHOCTeH. MeTomoaoruto
WCCIIEJOBaHNS COCTABIISIOT IPHHIUITEI 00BEKTUBHOCTH, HCTOPH3MA, MHOTO()AaKTOPHOCTH, CHCTEMHOCTH, KOMIUIEKCHOCTH
1 TUTIOpan3Ma, a TaKkXKe MPOOJIEeMHO-XPOHOJIOTHIECKUH, KOHKPETHO-NCTOPHUECKHIH, CTAaTUCTUIECKNH, ONMCATEbHbIN,
JIOTHKO-aHAIMTHYeCKU MeToabl. Hayunas HoBu3Ha. MccienoBan mctopuko-reorpaduieckuii aclekT 1 0COOEHHOCTH
COCJIOBHOM CTPYKTYpBI TOpOJICKOr0O HacesneHus [10/101bcKoil TyOepHun yKa3aHHOTO MepHojia B KOHTEKCTE ONPEeICHUs
(axTOpoB pa3BUTHUs OAIBHOIO UCKYCCTBA; OCYIIECTBIICHA KilacCU(HKaIKs 0alOB 10 BPEMEHHBIM, IIPOCTPAHCTBEHHBIM,
COIMAJIBHBIMU W TEMATHYCCKUMH KpPUTEPpUAM, OCBCUICHA CHGHI/I(I)I/IKa CBETCKOr0 0ajbHOIO0 JTHKETAa B CBSI3H
C pernoHaibHBIMH ocobeHHOcTsIMH [lomombckolt TyOepHuM BO BTOpOi momoBmHe XIX — Havame XX B. BrIBOmbI
HccnenoBanmne pernoHambHON CeI(UKN 0aTbHOTO MCKYCCTBA KaK BaYKHOM YacTH OOIIECTBEHHOH W KYJIBTYPHOH JKH3HU
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HaceneHus Ilomomeckoii TydepHnu BTOpoil momoBuHB XIX — Hagama XX B. CBHACTENBCTBYET, YTO KOMIIO3HIIMOHHBIC
OCOOCHHOCTH M TEXHHKA HCIIONHEHMs OaJbHBIX TAHIEB Pa3BUBAJINCH B COOTBETCTBUH C 3allaJHOEBPONEHCKUMHU
TEHJEHIMSIMHU, OJHAKO TEMaTH4YeCKas, BPEMEHHas, MPOCTPAHCTBEHHAs M COLMANbHAS COCTABIAIONINE 3aBHCENH OT
HaIMOHAIBHBIX ¥ KyJIBTYPHBIX TPaJUINHI MTPEACTABUTEIICH BBICIINX CJIOEB O0IIECTRA.

Kniouesvie crosa: 6anpHoe ucKyccTBo; Ilogonbekast ryOepHUs; 0abl; 3TUKET; CBETCKasl KU3Hb.
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The aim of the article is to analyse the educational and guidance literature on the technique and peculiarities of
teaching the European and Latin American dancing of the international style in the context of art history; to observe
the stages of technical aspects development of ballroom dances and to highlight current practices according to the
International Dance Teachers’ Association (IDTA), the Imperial Society of Teachers of Dancing (ISTD) and the World
DanceSport Federation (WDSF).

Methodology of the research. The study used natural grouping of the basic research principles: objectivity, historicism,
multifactorial, systematic, comprehensive, developmental, and pluralism. In addition, the problem-chronological,
concrete historical, statistical, descriptive, and logical-analytical approaches are used. The scientific novelty of the article
consists in defining the main principles of the development of execution technical aspects and peculiarities of teaching the
European and Latin American dancing of the international style during the 20th century and at the present time.

Conclusions. Considering the results of analysis of the technique and particularities of teaching the European
and Latin American dancing of the international style, the stages of the development of the technical aspects of the
ballroom dance performance during the twentieth century are studied. Changes and additions were made to improve the
system of methodological recommendations and technical terms in the process of evolving ballroom dance, included
into authoritative publications, according to changes approved by European and Latin American Dances of the Imperial
Society of Teachers of Dancing (ISTD), the International Dance Teachers’ Association (IDTA), the World Dance Council
(WDC), the United Kingdom Alliance (UKA) and the World DanceSport Federation (WDSF).

Keywords: ballroom dances; execution technique; dance figures; international style.

Introduction

It is of the most immediate interest to understand and to study up the main requirements and principles of
technique and design of the European and Latin American dancing of the international style researching and
classifying the scientific literature of top dancers, teacher, examiner, and members of the Imperial Society of
Teachers of Dancing (ISTD), the International Dance Teachers’ Association (IDTA), the World Dance Council
(WDC), the United Kingdom Alliance (UKA) and the World DanceSport Federation (WDSF). Moreover, it
is essential to refill the information on establishment and development of traditional English methods of ballroom
dance execution. It provides the understanding of current trends for dance execution during the competitions.

It is also important to define the main principles of the formation of technical aspects of execution and the
peculiarities of teaching the European and Latin American dancing of international style during the twentieth
century and at the present time.

Atthe present stage, the research of the scientific literature on the dance technique of the European and Latin
American dancing of the international style of the XX — early XXI centuries has not been highlighted properly.
It was described partially and briefly in the art and cultural studies by Ukrainian scientists. For example,
A. Vetrinskaya (2014) explores the process of the emergence and evolution of modern execution styles of the
European ballroom dance program, the importance of the first dance associations, and so on. O. Vakulenko
(2015) analyses the development of the Latin American ballroom dance program with the assistance of the
famous English choreographer Pierre Jean Philippe Zurcher-Margolier; and O. Bredikhin (2012) explores the
history of the development of ballroom sport dances and outlines the trends in the development of dance
programs. In our opinion, carrying out the historiographical analysis of educational and guidance literature on
the technique and teaching of the European and Latin American dancing of international style, and highlighting

© Myroslav Keba, 2019
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the main principles of the development of technical aspects of ballroom dancing during the twentieth century
and at the present stage, are appropriate and relevant, as this issue hasn’t received due attention.

The purpose of the article

The aim of the article is to analyse the guidance literature on the dance technique and the peculiarities of
teaching the European and Latin American dancing of the international style in the context of art history; to
observe the stages of the technical aspects of the ballroom dances execution development and to highlight new
practices published by the International Dance Teachers’ Association (IDTA), the Imperial Society of Teachers
of Dancing (ISTD) and the World DanceSport Federation (WDSF).

The study used the principles of objectivity, historicism, multifactorality, systemicity, complexity,
development and pluralism. In addition, scientific knowledge methods are as follows: problem-chronological,
concrete historical, statistical, descriptive, and logical-analytical.

Presentation of the main material

The process of development and evolution of the dance technique of the international (English) style that
began in the 1920’s has continued until the present time. It includes the change of standing position (more
natural, without stretching, which was characterized by relaxed elbows); the development of new principles to
execute movements and to change the upright positions: changing partner position — closed position movement,
contact at the diaphragm, foot-to-foot position, combination of steps “step forward — step sideward — bring the
leg” in the slow Waltz; changing foot position, quick turn of the head and general character of execution in
the Tango ; significant tendencies to the complication of choreographic techniques in variations: quick steps
and light syncopated jumps in the Quickstep, performing quick steps without acceleration in the slow Foxtrot
(the Slowfox); changing the temp of music (from 54-56 cycles per minute to 50 in the Quickstep), etc. The
contribution of the leading English dancers and the members of the Imperial Society of Teachers of Dancing
to the movements modernisation, the codification and canonization of the technique of ballroom dancing and
the creation of a teaching and learning base should not be overestimated, authorized books by the leading
professional and amateur ballroom dance organizations have supported the process of teaching the ballroom
dances and popularized this type of choreography in the twentieth century. These books have been a basis for
the Rules of the British Dance Council.

There are up-to-date rules of the World Dance Council, the World Dance Council Amateur League, the
British Dance Council (updated every 3 years) adapted for dance organizations, WDCAL moderators, which
promote the development and promotion of sport ballroom dances in Ukraine and other countries of the world.
The main program is an international program for figures and variations execution of the British Dance Council
that meets the requirements of the World Dance Council.

It should be noted that the program of the European dance allows only the figures and variations described
in recent editions of books: “The Revised Technique” by A. Mura, “The Ballroom Technique of the Imperial
Society” (ISTD), “Technique of Ballroom Dancing” (IDTA) by G. Howard, “The UKA Ballroom Book”.
For the Latin American program there are books as follows “The Laird Technique of Latin Dancing” by
W. Laird, “Technique of Latin Dancing” added by W. Laird (IDTA), “The Revised Technique of Latin
American Dancing” (ISTD), “The UKA Latin Book” with notes, but the figures excluded by the British Dance
Council dd. 1st January 2015 to 31st December 2017. Rules for performing the ballroom figures are in WDSF’
technique books. The above-mentioned technique books on the ballroom dances and dance sports are the main
sources for preparing for professional exams.

According to experts, the most popular book, which edition and re-edition confirmed that it is a classical
manual on ballroom choreography, is “Modern ballroom dancing” (1927) by V. Silvester (1927) — the winner
of the First World Ballroom Dance Championship (1922), founder of the Ballroom Dance Committee at
the Imperial Society of Teachers of Dancing (1924). It stands to mention that the Committee’s members-
V. Silvester, J. Bradley, M. Simmons, I. Tinigheim-Smith and L. Humphries — codified four out of five dances
of the European program (but the Viennese Waltz). The book by V. Sylvester contained detailed descriptions
of the Waltz, Foxtrot, Tango and Quickstep, as well as the Paso Doble, Blues, One-Step and Black Bottom; the
book contributed to the facilitation to public access and promotion of the English style (International style) of
ballroom dancing, the perfect and elaborate dance technique, emotional restraint of performance, etc. It should
be noted that during the author life (1900-1978), it was republished 59 times of more than 600 000 copies. The
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edition of 1946 described the Samba, Rumba, “Rhythm dance” and the quick (Viennese) Waltz; in the 1950s —
the Jive and Cha-cha-cha; and in 1977 — ten dances of the European and Latin American program, notes about
the Rock ‘n’ roll and Disco. B. Allen published the last edition of V. Silvester’s book in 2005.

The promotion of the ballroom dances contributed to the upgrading and evolution of the English style,
and in the 1930s members of the Imperial Society of Teachers of Dancing developed educational and guidance
literature. The books by V. Silvester “Theory and technique of ballroom dances” (2nd edition in 1933 and
others) (1932), “The Art of Ballroom Dance” (with the preface of F. Richardson) (1936), A. Moore “Ballroom
dances” (1936) and others were published.

An analysis of the execution technique of the European ballroom dances and teaching methods was
described by A. Moore in books “Questions and Answers for Ballroom Examinations” and “Questions and
Answers” (1965). A. Moore also outlined methodological instructions on dance techniques for preparing teachers
for professional exams in the Standard and Latin American Ballroom Dance Programs (“Ballroom Dances”
(1936), “The Revised Technique” (1948), “The Main Figures of Standard Dance” (1948), “The Standard TNI
Variations” (1950)).

A. Moore had been a publisher of The Monthly Letter Service since 1932, a periodical edition. There
were materials on the execution technique, pieces of advice for dancers and choreographer teachers, and
information on championships and ballroom dance competitions, which contributed to the popularization of
this type choreography.

In A. Mura’s book “Ballroom Dance” (1936) there is general information about the position of the body,
the position of the dancers feet, steps and movements; 82 figures of the four ball dances of the European
program are described in detail: 22 figures of the Quickstep; 20 figures of the slow Waltz; 21 Tango’s figures
and 19 the slow Foxtrot figures.

The book was voted by the professional and amateur world ball dance organizations, and was republished
many times (edited and amended; 10" edition was published in 2006). The book contains a theoretical part with
descriptions of the basic principles of the ballroom dances and illustrations (main figures of the Waltz, Foxtrot,
Tango, Quickstep and the Viennese Waltz). It became a “bible” of ballroom dance of the international style.

It is noteworthy that during the second half of the 1940’s, in the execution technique of the European
dances, there were changes recorded by the Ballroom Dance Committee of the Imperial Society of Teachers
of Dancing in 1948, which led to the need for clarifications and explanations of the theoretical description
of the main figures. The Experts Committee with G. Howard and E. Kendal developed a new technique. It is
represented by A. Moore in the book “Revised Technique of Standard Dance” (1948) as well and approved by
leading international organizations, professional and amateur organizations.

In view of the development of the style of ballroom dancing, the Imperial Society of Teachers of Dancing
has occasionally come up with the need to introduce some popular figures and invalidate the ones that are used
occasionally.

A. Moore’s book had been published 10 times (1948—1982) for 46 years (ISTD,1994) and republished
19 times in 1948—-1994, including 5 editions with descriptions of certain figures and execution technique of the
main step, pre and after figures to the nominal variations, as well as musical notation). The graphic form that
the author developed describes the ballroom dance figures of the European and remains relevant today.

Some figures that were removed and more popular were outlined in the book “Technique of Ballroom
Dancing” (1995) by G. Howard, which describes 4 dances and 128 figures: 36 figures of the slow Waltz;
30 figures of the Tango; 33 figures of the Quickstep and 29 figures of the slow Foxtrot. Over the past 42 years,
the book has been reprinted many times, and in 1986, 1995, 2002, 2007, and 2011. In new editions classification,
changing the figures names, the removal or addition of some figures have been made. For example, in the
1998 edition the slow Waltz didn’t contain such figures as “Hover Corte”, “Fallaway Reverse and Slip Pivot”;
the Tango — “Fallaway Reverse and Slip Pivot” and “Contra Check”; the Foxtrot — “Open Impetus Turn and
Bounce Fallaway with Weave Ending”’; Quickstep — “Impetus Turn” In the edition 2007, due to changes in the
editing of the figure “A Running Spin Turn” in the slow Waltz, this figure was removed from the Quickstep.
The English names of some figures in the slow Waltz, Quickstep and Foxtrot, and titles and descriptions of the
execution variants of the “Tipple Chasse to Right” figure in Quickstep were changed.

It is worth mentioning the book “Technique of the Viennese Waltz” by G. Smith Hampshire —a famous English
dancer, which presents the Viennese Waltz technique, describes the dance figures (passing changes, change steps,
reverse turns and natural turns, fleckerls, contra check, pivots), and also contains professional recommendations
on the execution of right and left turns, aesthetics of heeled rotations of the lady; systematizes the main terms in
order to achieve the quality of movements and expressiveness of the dance (Smith-Hampshire, 2000).
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In the late 1940’s, the popularization of the Latin American dances led to the need for the development
of their theoretical foundations. As the Imperial Society of Teachers of Dancing was decided to expand the
competition program of the International competitions in dance and in addition to the European program
(the slow Waltz, Tango, Foxtrot, Quickstep, Viennese Waltz) was the Latin American Program
(the Cha-cha-cha, Jive, Samba, Rumba, Paso Doble), as well as a program of ten dances, Latin American
dances were standardized. In this process, it is worth noting the great role of P. Zurcher-Margolie, a member
of the Imperial Society of Dance Teachers, who was responsible for their codification and submission to the
International Council of Ballroom Dance. In 1947, he, together with N. Hunt and D. Nichols, founded the Latin
American Dance Section at the Imperial Society of Teachers of Dancing, whose task was to create exams and
programs for both professional dancers and amateurs. In addition to them, D. Petredis and G. Walsh, the first
UK Latin American dances champions, were invited as experts. D. Petredis worked on the figures, conducted
demonstrations, taught students, and later published the book “Dance” (Davies, 1949), which in 1960 had
a new name — “Latin American technique” (ISTD, 2004).

The author of the first book on Latin dance “Theory & Technique of Latin-American Dancing” (1948) was
F. Borrows who outlined both technique and useful information on the theory and history of Latin dances. His
book consists of an introduction, a preface, where the author explained the principles of dance standards and
features of the figures demonstration; and 13 chapters: “History of Latin American dances in this country”,
“List of used abbreviation”, “Rumba”, “Samba”, “Paso Doble”, “Jive”, “Blues Jive”, “Congo”, “Exam work”,
“Latin American Dance Classes”, Training of Champions of Latin American Dancing, Music for Latin Dances,
The nature of Latin American dances and how to get it (Borrows, 1948).

In 1950 F. Borrows published a book for students of professionals “Revised technique”, and the
new editions of “Theory and Technique of Latin-American Dancing” (1961, 1964) that were edited and
amended, and consisted of 15 chapters: “The History of Latin American Dance in this Country”, “American
Rumba”, “Cuban Rumba”, “Samba”, “Paso Doble”, “From a jitterbug to a bit”, “Jive”, “Rock” “Mambo”,
“Cha-cha-cha”, “Merengue”, “Conga”, “Music for Latin Dance”, “The Nature of Latin American Dance”
(Borrows, 1964).

The advanced techniques that became the basis of Latin American dance standards, as well as the main
principles of teaching and assessing the Latin American dance classes at the Imperial Society of Teachers of
Dancing, were approved by 1955. Classes were also attended by S. Frances and W. Laird, who developed their
own techniques, basic principles, figures and regulations. It was W. Laird, a three-time world champion, and
later a member and examiner of the International Association of Dance Teachers, the secretary and president
of the Ballroom Dance Federation, having analysed the physics of human body movements, determined the
centre of gravity in performing movements, which contributed to a better balance of partners, developed a new
approach to understanding the essence of the international style of Latin American dancing. In 1961, he
published the book “Technique of Latin Dancing”, and it became a new stage in the development of ballroom
dancing. In the first editions (1961 and 1964), the figures were described with text, and in the 1972 edition
the figures were described with the tables, and the same format was used in the editions 1977, 1983, 1988,
2003. Describing the technique order (balance setting, weight balance, correct feet work, the body and hands
synchronization, and interaction in a pair), especially during the execution of the Cha-cha-cha, Samba,
Rumba, Paso Doble and Jive, their main elements, basic figures and variations, W. Laird explained the terms,
outlined recommendations for understanding the movements to make the Dance harmonizing and individual
(Laird, 2003). It is worth noting that in 2006 the book was edited. The Runaway Alemana variant was added
to the Alemana, Syncopated Open Hip Twist — to the Open Hip Twist in the Rumba dance. In the Samba there
were certain remarks to the figures of Reverse Turn, Natural Roll and two variants of the figure of Corta Jaca in
the shadow position were described. There was the Alternativ Promenade to Counter Promenade Runs, and the
Promenade Botafogo, which consisted of 1-3 steps of the Promenade Botafogos figure, and added new figures
(Samba Side Chasses, Dropped Volta and Carioca Runs). In the Paso Doble the description of the Syncopated
Appel is added. In the Cha-cha dance there was a description of Slip-Close Chasse, an Open Hip Twist figure
called Syncopated Open Hip Twist. In the Jive there was a description of a variant of replacing the steps in
a man’s party in the figure of the Overturned Change of Places L to R on the “Laird’s Break”.

“Revised Technique of Latin American Dance” (ISTD) has been published by the Imperial Society of
Teachers of Dancing since the 1970’s. It is new, edited and supplemented editions, according to changes
approved by the ISTD Latin American Committee.

The most authoritative publications are “The UKA Ballroom Book™ and “The UKA Latin Book” —
manuals by the United Kingdom Alliance of Professional Teachers of Dance, the international dance training
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and examination committee, which contain a detailed description of all figures of the Waltz, slow Foxtrot,
Tango, Quickstep, Viennese Waltz and figures of Latin American dances of international style, respectively.

According to Walter Laird and Winfried Bruske, “ballroom dance technique will never be perfect as it
relates to the dynamics of the human body and continually changes the trend” (Laird, Bruske 1999), thus the
evolution of execution technique and teaching of the European and Latin American dancing of international
style is continuing.

In 2011-2013, new books of the European and Latin American dancing techniques were published by the
World Dance Federation, and are popular among dancers and ballroom dance teachers.

Conclusions

Considering the results of analysis of the technique and particularities of teaching the European and Latin
American dancing of the international style, the stages of the development of the technical aspects of the
ballroom dance performance during the twentieth century are studied. Changes and additions were made
to improve the system of methodological recommendations and technical terms in the process of evolving
ballroom dance, included into authoritative publications, according to changes approved by European and Latin
American Dances of the Imperial Society of Teachers of Dancing (ISTD), the International Dance Teachers’
Association (IDTA), the World Dance Council (WDC), the United Kingdom Alliance (UKA) and the World
DanceSport Federation (WDSF).
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®OPMYBAHHA TEXHIKH

BUKOHAHHS TA METOAUKHA
BUKJIAJJAHHSA €BPOIIEMCBKUX

TA JATUHOAMEPUKAHCBKUX TAHIIIB
MIZKHAPOJHOTI'O CTUIIO:

Ke6a MwupocnaB €BreHoBUY
Cmapwuii guxiaoadu,

Kuiscokuti nayionanvnuu ynieepcumem
KYIomypu i mucmeyms,

Kuis, Yxpaina

ICTOPIOT PAOITYHUI ACHHEKT

Meroro cTarTi € icTopiorpadiunmii aHai3 HABYAIBHO-MCETOIUYHOI JIITEPATyPH 3 TCXHIKM BUKOHAHHS Ta OCOOIMBOCTEH
BUKJIAJIAaHHS €BPOINEHCHKHUX Ta JIATHHOAMEPHKAHCHKHUX TAHIIB MIKHAPOIHOTO CTHJIIO Y MHUCTEITBO3HABIOMY KOHTEKCTI;
MIPOCTEHKUTH eTay (POPMYBaHHS TEXHIYHNX aCIIEeKTiB BUKOHAHHS OAJIbHOTO TAHLIIO Ta BUCBITJIIMTHU Cy4YacHi HallpalOBaHHs
3rigHO 3 BUAaHHAME MikHaponHoi acoriamii BanteniB TaHio (IDTA), Imnepchkoi crinku BuuteniB taHio (ISTD) ta
BcecpitHbo1 eaepartii TanroBansHOrO criopty (WDSF).

MeTopos0ris JOCHIKeHHS. Y TOCIiHKEHH] BAKOPUCTAHO OpraHivuHa CyKyIHICTh 0a30BUX IPUHIUITIB 10 CITiPKSHHSI:
00’€KTHBHOCTI, icTOpr3My, Oararo)akTOpHOCTI, CUCTEMHOCTI, KOMIUIEKCHOCTI, PO3BUTKY Ta Iumtopaniamy. Kpim Toro,
3aCTOCOBAHO METOIM HAyKOBOTO Ii3HAHHA: TNPOOIEMHO-XPOHOIOTIYHUNA, KOHKPETHO-iICTOPHYHHNA, CTaTUCTHYHHMA,
OITHCOBHH, JIOTIKO-aHANITHYHNI. HaykoBa HOBM3HA CTATTI MONATAE Y BU3HAYCHHI TOJOBHUX 3acal (pOpMyBaHHS TEXHITHHX
ACIIeKTiB BUKOHAHHS Ta OCOONMBOCTEH BHKJIAIaHHS €BPONCHCHKHUX Ta JATHHOAMEPHKAHCHKUX TAHIIB MiXHApPOIHOTO
CTIITIO TIPOTSIroM XX CT. Ta HA Cy4acHOMY €Tarli.

BucHoBku. Y pe3ynbrari poOBEISHOTO aHAII3y TEXHIKM BUKOHAHHS Ta 0COOIIMBOCTEH BUKJIaJaHHs €BPOIIEHCHKUX Ta
JIATHHOAMEPUKAHCHKUX TaHIIB MXKHAPOIHOTO CTHIIIO, PO3IVISIHYTO eTanu (JOpMyBaHHS TEXHIYHHX aCIEKTiB BUKOHAHHS
0albHOrO TAHIKD MPOTAroM XX CT., YAOCKOHAJICHHS CHCTEMAaTH3allii METOAMYHUX PEKOMCHMIAIA Ta TEXHIYHHUX
TTOJIOKEHB, 3MIHH Ta TOTIOBHEHHS BHECEH] y HAWAaBTOPUTETHIII BUIaHHS, 3T1THO 31 3MiHaMH 3aTBepkeHnMU KomiTeTamn
€BPOTICUCHKUX Ta JIATHHOAMEPHKAHCHKUAX TaHIIB IMrepchkoro ToBapucTa BumteniB TaHmio (ISTD), MixuaapomHOIO
acomiamiero puntenis TaHIo (IDTA), Beecsitaboto pagoto Tanio (WDC), Anpsacom Criomydenoro Kopomisersa (UKA)
ta BeecsiTHboro (heneparieto TanmroBaigsHoro criopty (WDSF) y nponeci eBosronionyBaHHs 0ajibHOTO TAHIIFO.

Kniouosi crosa: 6anbHi TaHLl; TeXHIKa BUKOHAHHS; (DITypH TAHIIO; MI>KHAPOIHUN CTHIIB.

O®OPMUPOBAHUE TEXHUKHU
BBIIIOJIHEHUA 1 METOAUKH
NPENIOJABAHUA EBPONEVICKUX U
JJATUHOAMEPUKAHCKHUX TAHIIEB

Ke6a MupocnaB EBrenpeBud
Cmapwuii npenooasamern,

Kueesckuil nayuonanohulil ynueepcumem
Kynomypol u uckyccms, Kues, Yxpauna

MEXKIYHAPOIHOTO CTWJIA:
NCTOPUOT'PAONYECKUU ACIIEKT

[lenpro craThy SABIAETCS WCTOPHOTPA(UUECKHH aHAIM3 ydeOHO-METONMYECKOM JHTEepaTypbl IO TEXHHUKE
WCIIOTHEHUSI M 0COOCHHOCTEH TPEnoaBaHus €BPONCHCKUX M JATHHOAMEPHUKAHCKUX TAHIIEB MEKIYHAPOIHOTO CTHIIS
B MICKYCCTBOBETYECKOM KOHTEKCTE; IPOCIIEIUTD 3Talbl ()OPMUPOBAHHS TEXHUUECKUX ACIEKTOB BBITIOIIHEHUS 0aIbHOTO
TaHIA ¥ OCBETUTHh COBPEMEHHBIE HAPAOOTKH COIIACHO M3aHMsIM MextyHapoaHoH accorpanuu yuurenedd tanna (IDTA),
Nmnepckoro corosa yuuteneit Tanna (ISTD) u Beemuproit peneparuu tanmesansHoro cnopta (WDSF). Merononorus
UCCIIeIOBaHUA. B MccienoBaHNM HCIIONB30BaHBl OpPraHUYECKash COBOKYIHOCTb OA30BBIX MPHHIMIIOB HCCIIETIOBAHUS:
OOBEKTUBHOCTH, HWCTOPH3Ma, MHOTO(AKTOPHOCTH, KOMIIJIGKCHOCTH, Pa3BUTHS U  IUIIOPAIN3MA.
Kpome TOro, mprMEHEHBI METOABI HAYYHOTO IO3HAHMSA: MPOOJIEMHO-XPOHOIOTHYECKHH, KOHKPETHO-MCTOPHUUECKHUM,

CHCTEMHOCTH,
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CTaTHCTHYECKHUH, ONMCATENbHBIN, JIOTHKO-aHAMnTH4Yeckuid. HaydHas HOBHM3HA CTaThbM 3aKIIOYACTCS B ONPEICICHUH
IJIaBHBIX IPUHIMIIOB (JOPMHUPOBAHNUS TEXHNUECKNX ACTIEKTOB BHINOIHEHHS M 0COOCHHOCTEH MPEToIaBaHusI eBPONEHCKUX
1 JJATHHOAMEPUKaHCKUX TaHIEB MEKTYHAPOJHOTO CTHIIS B TeUeHNEe XX B. M HA COBPEMEHHOM 3Tarle.

BriBosibl. B pesynbrare mpoBeeHHOTO aHalIn3a TEXHUKH BBITTOTHEHUSI 1 0COOEHHOCTEH TIPero/jaBaHus eBPOIIEHCKIX
U JJATHHOAMEPHKAHCKUX TaHIEB MEXIyHAPOIHOTO CTHJISL, PACCMOTPEHBI dTarbl (OPMHUPOBAHUS TEXHUYECKUX aCIIEKTOB
BBINIOJIHEHHsT OanbHOro TaHua B TedeHne XX B. COBEpLICEHCTBOBAHHE CHCTEMATHU3AIlM METOIUUECKUX PEKOMEH Al
U TEXHUUYECKHUX TOJOKCHUH, N3MEHEHHsSI M IOIOJIHEHUS! BHECCHbI B aBTOPUTETHBIC WM3JAHUS, COIIACHO M3MEHEHHM
yTBepKAeHHBIM KomuTeTaMu eBpONeHcKnX M JaTHHOAMEPHKAHCKUX TaHIEB VMmepckoro oOmiecTBa yduTenei TaHIa
(ISTD), MexnynapomnHo#t accormanueii yuureneid tanma (IDTA), Becemupapim coBetom Tanma (WDC), AmbsHCOM
Coenunennoro KoponesctBa (UKA) m BceemupHoii ¢enepanneit tannesansHoro crnopra (WDSF) B mpomecce
9BOJIIOLMOHUPOBAHUS 0AJIFHOTO TaHIIA.

Kniouegvie cnosa: GanbHble TaHIIBL, TEXHUKA UCIIOIHEHUS; (PUTYPBI TaHIIA; MEXKIyHAPOAHBINH CTHIIb.

160



XOPEOT'PA®IYHE MUCTENTBO
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MucrtenrsoznaBctso. Bur. 40 ¢ ISSN 2616-4183 (Online)

DOI: 10.31866/2410-1176.40.2019.172697
YAK 793.33:792.8

CHEIU®IKA | Kpuce Anpiii [BaHOBHY
ECTETUYHOI'O CHPUMHSATTS | Buxradau,
CHEHIYHOI BAJIBHOI | ORCID: 0000-0002-5413-1992,
XOPEOI'PAD®II | e-mail: Krys.rumba@gmail.com,
Kuiscoruii nayionanvnuil ynisepcumem
Kylomypu [ Mucmeyms,
eyn. €. Konosanvys, 36, Kuis, Ykpaina, 01133

Merta cTarTi — OCMHUCIIUTH ClIeNU(IKy €CTETHYHOTO CIIPUHHATTS IISAaueM CLEeHIYHOI OabHOi Xopeorpadii B KOHTEKCTI
JOCHIKSHHS IpaMaTyprii SK XyJZOXXHBOTO METOLY CTBOPEHHS Ta BHUPaXEHHSA 3MICTy W (DOPMH CydacHOi CIICHIYHOi
xopeorpadigHoi TOCTaHOBKU. METOHOMOTiS JOCTiKeHHs. 3aCTOCOBAHO 3arajlbHOHAYKOBI Ta KOHKPETHO HAyKOBI METOAM
Mi3HAHHS: AQHANITHYHAN (U1 OIPAIfOBaHHS HAyKOBOI JITEpaTypu), MOPIBHMIBHUNA (IS TPOBENCHHS MOPIBHAIBHOTO
aHaJli3y 0CcOOJIMBOCTEH €CTETHYHOTO CIPUIHATTS JIEKCHKU OAJIBHOTO TAHIIIO), TUIIOJIOTIYHHI (CIIPSIMOBAHUN Ha BUSIBJICHHS
1 3’scyBaHHs CreHU(IKK €CTCTHYHOTO CIPUHAHATTS INIAA49eM CIICHIUHOI OanbHOI Xopeorpadii) Ta MUCTCITBO3HABYMN AHAJII3.
HayxoBa HoBU3HA. BucBiTICHO crieii]iKy eCTETUYHOTO CIIPUUAHSTTS CIECHIYHOT 0abHOT Xopeorpadil risaauem; po3rIsIHYTO
MHUCTEITBO3HABYI 1 XOPEOJIOTIYHI Mpalli CydyacHUX 3apyOiKHUX HAYKOBIIB 3 METOI0 HAYKOBOTO OOTPYHTYBAHHS €CTETHUYHOTO
CIIPUHHATTA TBOPIB CIEHIYHOi Xopeorpadii; BH3HAYEHO BIUIMB ApaMaTyprii Ta KOMIO3HUINIO ITOCTAHOBOK Ha IPOLEC
OCMUCIICHHS i CHIPHITHATTS [IIs1a49eM CEHCOBO-3MICTOBOTO aCIeKTy; IIPOAaHaIi30BaHO JICKCHKY OalbHOTO TAHIIO B KOHTEKCTI
€CTETUYHOTO CIPUHHATTS; yTOYHEHO Ta JOTIOBHEHO MOHATTS KECTETHYHE CIIPUHHATTS», ECTETHYHUH JOCBIIY», «ECTETHYHA
nepeBara». BucHoBku. EcteTnyne cipuifHATTS IIsadeM CIEHIYHOro OaIbHOTO TaHII0 — OaraTorpaHHe SBHUIIE, OCKLIBKH,
KpiM BIUIMBY Xopeorpadii, XapakrepHoi uis 1i€l TaHIoBaIbHOT GopMu, cyOniMye CIIPUHHATTS CLHEHIYHOTO O(OpMIICHHS,
KOCTIOMIB, Bi3yasnbHuX e(ekTiB Ta iH. Lli Gakropu popmyoTh He JiHile eCTETUYHMH JOCBI]] CLIEHIYHUX TOCTAHOBOK 0aIbHOTO
TaHIO, a 1 IXHIO ocobmcTy iHTeprpeTanito. CrieHiuHa OanbHa Xopeorpadis, SK BHKOHABCHKE MHCTELTBO, IO TOTpedye
DIIAIa4iB, 3aBASKN BIACHIA BHPA3HOCTI MocsATae (QyHKIIi KOMyHIKaTHBHOCTI, OCKITBKH HE TUTBKH BMIIIYE, a i epeae ceHce.

Knrouosi cnosa: cienidaa 6anmbHa Xopeorpadis; eCTeTHYHE CIIPUHHATTS; IpaMaTyprist; KOMIO3HIIiS; BIPTYO3Hi PyXH.

Beryn

3MaTHICTH JIIOAWHU I[IHYBaTH MHUCTEITBO JOCSTAETHCS 3aBISKH KYJBTHBYBAHHIO €CTCTUIHOI yBarw, OiTBIT
BIJIOMOI1 SIK €CTETHYHE CTaBJICHHS, IO € CIOMISJAIFHAM, MPOHUKIMBAM Ta iHTYiTHBHAM. CleHIYHUN OabHUNA
TaHellb, BUT4JaHHH 1 IIOCTaBJICHUI OaeTMECTepOM, aKTyasli30BaHH BUKOHABIIEM Ta WOTO CHPUHUHATTS IIsIadeM
PO3IIISIAETHCS SIK €CTETHYHA MOIisl. BapTo 3a3Ha4nTH, 110 TIIsAAa4 CIIpUIIMaE TaHEIb HE K CTATUYHUM 00 €KT, a K
TBOpuMi nporec. OTxe, HOTo CHPUIHATTS — [1e CBIIYCHHS MPOIIECY BUPAXKECHHS, €CTETUYHOIO TPOIECY Ta PyXY
SIK €JIMHOTO I[1JIOTO.

KoMyHikaTHBHI MOXKIJIMBOCTI XOpeorpadigHOTO MUCTEINTBA B MMPOCTOPI XyA0KHBOT KYJIETYPH PO3KPHBAIOTHCS
B aCIIeKTi B3a€MO3B’SI3Ky MIXK IHAMBIAyyMaMu. Y CIieHIYHil OanbHii xopeorpadii MaeMo Ha yBa3i B3a€MO3B’ 130K
MDK 0aneTMeilcTepoM-TOCTAHOBHUKOM 1 TaHIIOPHCTaMH, OalleTMEHCTEpOM-TIOCTAHOBHUKOM 1 TIISIaueM,
TAHIIOPUCTAMU 1 TJIsa4eM, DISa4eM Ta iHIIUMH [VIs1a4aMi B KOHTEKCTI 3aralibHOMOACHKOTO €nHaHHs. OTxe,
XYJIO)KHSI KOMYHIKaIlisl pO3YMI€ThCSl HAMH SIK MEXaHi3M ITi3HaHHsI Tiel iHdopMalii, 1o 3aKomoBaHa daneTMencTepoM
y TIOCTAHOBIII, a ii FOJIOBHA MeTa — 30y/IPKSHHSI TIISIAI[bKIX EMOIIii, [0 CIIPHsIE CTBOPEHHIO eMOIIIHHOT OJIM3bKOCTI
MIX aBTOPOM Ta TIISJadCM.

BusnadueHHS 0COOMMBOCTEH €CTETHYHOTO CIPHHAHATTA IOCTAHOBOK CIICHIYHOI OambHOi Xopeorpadii
B KOHTEKCTI IOCTI/DKEHHS Crelu(ikd TaHIIOBATBHOI JpaMaryprii SK XyJO)KHBOTO METOAY CTBOPEHHS Ta
MOIaBaHHs 3MicTy U (opMH CydacHOI ClieHiYHOT XopeorpadiuyHoi MOCTaHOBKH, 3/[IICHEHOT Ha OCHOBI JIEKCHKH
0aJBHOTO TAHII, T IX TEOpPETHYHE OOTPYHTYBAHHS, JaCTh 3MOT'Y, Ha HAIly JYMKY, ITIIBUIIUTH PIBEHBb XYI0KHBOT
KOMYHiKarlii Mi>k 0ajeTMeHCTepOM-TIOCTAHOBHUKOM, BUKOHABISIMU Ta TJISIaueM.

AHaJti3 OCTaHHIX JOCIHIDKeHb Ta MyOiiKaiil 3acBiquye, 110 B 3apyOiKHOMY HAyKOBOMY JHCKYpCl ICHYE
Oararo mpaik, MPUCBIYCHUX TOCIIIKCHHIO €CTETHYHOTO MOCBIMY TaHITIO. Pi3HOMaHITHHUM acleKTaM IThOTO

© Kpuces A. 1., 2019
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MDKIUCIUITTIHApHOTO (peHOMeHy mpucBsideHi HaykoBi podoTtu C. CriBeHnca («XopeorpadiuHe Mi3HaHHS: TBOPH
gacy Ta mpoctopy», 2000), A. denemopa («bytn BpaxkeHnm BukonanHsm», 2003), b. MonTtepo («IIpiopinenmis
K ecTeTH4He BimuyTTsa», 2006), M. Bykaninosuu ta C. MapkoBuua («EcTeTnuHHMH AOCBiA TaHLIOBaJIbHUX
noctanoBok», 2011), C. Bikapi, M. Cnepninra, [I. Bon 3immepman Ta I. Opra («EcTetrka crinpaux aii», 2017)
Ta iH.

Ilpore mpoOnemarrika Ta crenuika €CTETUYHOrO CIPHUHATTS CIEHIYHOTO OaJibHOrO TAHIKO W J0Ci
JIMIIAETHCS HEAOCTATHHO BUCBITIICHUMH, AKTyali3ylOuy MOAAJIBILI JOCIIAKEHHS.

Merta crarTi

Mera cTarTi — BU3HaUUTH crieu}iky eCTeTHYHOTO CIPUMHATTS IIsiadeM CreHiuHo1 OanbHOi Xopeorpadii
B KOHTEKCTI JOCIIJKeHHS IpaMaTyprii sIK XyI0KHbOTO METOAY CTBOPEHHS Ta MOAaBaHHS 3MicTy i (opmu
Cy4acHOI CIIeHIYHOi XopeorpadiqHOi TOCTAaHOBKH.

Buxknan marepiajty gocaiizKeHHs

AHani3yI0un iCTOPil0 CHEHIYHOTO TAHLIO, SIKUM MOTpamnuB 10 TeaTpadbHOi AIMCHOCTI B SKOCTI OAHOTO
i3 3ac00iB BHPA3HOCTI OaJIeTHOT BUCTAaBH, a BiJITAK OMHMHHBCS Y HEBJIACTHBOMY HOMY 4YacO-IIPOCTOPOBOMY
CEPEIOBHIIII, IO TOSCHIOETHCS CIEIU(IKO MOOYIOBU CIIEHIYHOTO CBITY, SIKHH € BJIaCHE MPOTUCTABICHHIM
pearbHOMY KUTTIO, JOCIITHUKYU 3a3HAYAIOTh, IO II¢ TTOB’S3aHO 3 THUM, IO HOBHH MPOCTIp HOTO iCHYBaHHS
CyIlepeurB yMOBaM, y SIKMX (OpPMyBaBCs Ta €BOJIOLIOHYBAB AOCLEHIYHUM TaHElb: HOro 3HAKOBA cHCTEMa
Oys1a Opi€HTOBaHA Ha BUPA)KCHHS MEPEBAKHO KOHKPETHO-THIIOBUX PHUC, a pe()IeKCHBHUI TOCBi HE BUMaras
YITKOTO o3IOy Ha CBIT peanbHUi Ta Buraganuii (Konaparenko, 2009, c. 124).

Po3BUTOK OalbHOTO TaHIIO B HANPSIMKY TeaTpatizamii — CBOEpiHE MOETHAHHS PE3yJbTaTiB TBOPYUX
KpH3, 3aBJISIKU SIKUM TEXHIYHA CBOJIIOLIS XOopeorpadiuHol JEKCUKM 3MIHIOBAIacs BIIIMOBIIHO JI0 CHEHIYHUX
YMOB IIUTICHOCTI Ta YMOBHOCTI TearpaibHOI mii. 3 ogHOTO OOKY, 3MiHH B CTPYKTYPi XyJOXKHBOI MOBH
0aJIbHOTO TAHLIO IPU3BOAMIM JO BTPATH IEBHUX KOHKPETHO-TUIIOBUX SIKOCTEH, 3 IHIIOTO — 10 (OPMYBaHHS
PI3HOMaHITHIX YMOBHHUX 3Ha4€Hb, IPOTE CIIeHIYHA OaibHa xopeorpadis 0e3yMOBHO JIMIANACS CUCTEMOIO,
IT1IKOPEHOIO 3arajibHUM BHYTPILIHIM 3aKOHaM TaHIIOBAJILHOTO MUCTEITBA — IIPOLECY POPMOTBOPEHHS, SIKUI
0a3yeTbcsl HAa BapiaTUBHOCTI PO3BUTKY TEXHIKM BUKOHAHHS, IPUHIHUIIAM TOOYJOBH JEKCUYHOTO BUPAKECHHSI,
110 TOB’5I3aH1 3 PUTMIYHOIO OpraHi3ali€lo pyxiB, BIACTUBUX JIMIIE KOMITO3UIIMHUM eJeMEeHTaM OalbHOMY
TAHLIO # 1H.

[Ipotsirom mepioxy TeaTpasizallii CIieHiTHOTO OAJBHOTO TAHITIO OyIM 3amisHI BCi €JIEMEHTH, BIIACTHBI
CTPYKTYPIi TOCIEHIYHOI JICKCUKH, SIKi CHCTEMAaTH30BaHO 1 TpaHCc()OpMOBaHO BIAIOBIIHO 10 TIPABIII CIIEHITHOT
JUHACHOCTI.

Bapro 3a3HaunTH, 10 TE3a MPO Te, U0 TEXHIYHICTH CTPYKTYPH TAHLIOBAIBHOI JIEKCUKU € TOJIOBHOIO
03HAKOIO CcLEeHIuHOI OanbHOi Xopeorpadii 30kpeMa Ta cueHiuHoi xopeorpadii 3araaom, sk cepu IisSIbHOCTI
npodecioHaiB, BUKIMKAE cepel] HAyKOBIIB MUCKYCii I Ha cydacHoMy erami. Tak, Hampukiaza, Ha JyMKY
10. Konpparenka (2009, ¢. 124), Taka 1mo3uilisi € HEOCTATHLO TOYHO, OCKUIBKH (haKT PO TE, 1110 MParHeHHs
JI0O PO3BHUTKY TEXHIKH BHPaKEHHS — CITAJIINHA JOCICHITHOTO TaHIIO, He BpaxoBaHo. JoCHigHUK 3a3Hadae,
10 TEXHIKA 3aBKM PO3BUBAJIACs 3aBISIKU MOCTIHHOMY TsDKIHHIO TaHITIO JIO BapiaTUBHOCTI, MPOTE KOHKPETHI
MeXaHi3MH 11 peaiizaiii (MaeThCs Ha yBa3i CHHTAKCHYHA KOMIIO3HILIS 1 CTHIIICTHKA) IPUHIIMIIOBO Pi3HIIINCS
IiJ] Yac KOYKHOTO MePioly eBOJIOLIT TAHIIOBATHHOTO MUCTELITBA.

Huni xopeorpagiuna gpamaryprisi, MO3UIIOHY€ETHCS AOCTITHUKAMH SIK CKJIaJHEe Ta TIMOMHHE SBUIIE,
0COOJIMBA TEXHOJIOTISI PO3MIIICHHST XyAOXKHIX JeTaneld oOpa3HOi KapTHHU CIEHIYHOTO XopeorpadidHoro
IifcTBa, sKa gae OajeTMeicTepy-IOCTAaHOBHHUKY 3MOTY MaKCHMaJIbHO YITKO Ta $CKpaBO BimoOpaszutu
pe3yIIBTaTH XyI0KHBO-TBOPUOTO Xopeorpadiunoro 6adenus Ti muciaenus (bormanos, 2017, c. 5).

Y KOHTEKCTI JAaHOTO JOCTiPKEHHS TO3WIIIOHYEMO CICHIYHUI OanbHHI TaHEIh SK OCOOTMBHUI THII
CKJIQIHOTO Ta apTUKYJIBOBAHOTO PYXY JIOAWHM, TOOTO CUCTEMH OPraHi30BaHMX Ta (OpMai30BaHUX PYXiB, IO
MepeaaroTh 1 pO3KPUBAIOTh HOTO CEHCOBO-3MICTOBHM acleKT. EcTeTHuHe CIpUMHATTS pO3MIsSAa€ThCSI HAMU
SIK OCOOJIMBHI CTaH CBIOMOCTI, 110 XapaKTEPHU3YETHCS UYITKOIO CIPSIMOBAHICTIO HA TIEBHUH 00 €KT, SIKUH
[IPUBEPTAE yBary Ta 3aXOIUTIOE Cy0’€KT, TOMI K yci iHIIi 00 €KTH | i1, 10 BiIOYBAIOTCSI B HABKOJIHUIIIHEOMY
CepEIOBHIIN, BIUIYUYCHI 3 HOTO CBITOMOCTI.

BapTto Bimpi3HATH MOHATTS «ECTCTHYHUHA JOCBII» BIIl «ECTETHYHOI IEepEeBarm», OCKUILKH B TEPIIOMY
MMOETHAHO 1 TIPHEMHI, 1 HEMPUEMHI BiTIYyTTS, SKi MOXYTh OyTH OTHAKOBO €CTETUYHO IIIKaBUM, TOMI 5K
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y IpyromMy moefHaHo a)eKTUBHY Ta TeOHICTUYHY OIIHKY — BOHO BU3HAYAE€THCS PIBHEM 33/I0BOJICHHS, KOTpE
Isia9 BidyBae, cCriocTepirarodu 3a 30BHiMHIME 00’ ektamu (Kawabata, Zeki, 2004, c. 1701).

Oco01MBOTO 3HAYCHHS B MPOIIECi €CTETUYHOTO CIPUIHSATTS TAHII0 HA0yBa€ KIHECTETHKA, OCKUTBKY BIIUYTTS
PYXy HE MEHII TpUBA0JIMBE B €CTETUYHOMY PO3YMIHHSI, aH1X 31p, 3amax, JOTHK Ta CIyX.

Bapro 3a3naunty, mo Ha movarky XXI CT., yHacHmilloOK pO3BUTKY Taily3i HEHpPOECTETUKH (BUEHHS HPO
HEHPONOTivHI MPUHIMITY CTBOPEHHS Ta aHaJI3y TBOPIB MHCTENTBA), 3’ IBIJIHCS TEPIIl TOCTIKEHHS, SIKi 371aTHI
MTOCTIPUATH PO3YMIHHIO CIIEIIN(IKN €CTETHIHOTO JOCBITY JIFOAMHN Ha PiBHI HEPBOBOI CHCTEMH.

Ha nymxy . @pendepra (2007, c. 197-203), axmuBuM (paxTopoM y (HOpMyBaHHI €CTETHYHOTO JIOCBITY
DIsa4a € CUMYJISITIS Tii, MOIIIH 1 TUTECHUX BIAYYTTIB, HAsIBHUX a00 THX, SIKi MAFOThCS Ha YBa3i y TBOPI Bi3yabHOTO
MUCTENTBa. BinoBiaHO 110 11i€l Teopii, yTiNeHuH isga4eM pe30HAHC MUCTEITB MOXKE Oy TH 00YMOBIICHHIA 3MiCTOM
TBOPY (HANpPUKIAA, EMIATUYHUHN OiJTb, SIKMI BUHUKAE T1J] Yac Meperyisily CLUeHIYHOT IIOCTAHOBKH).

VY KOHTEKCTI JJaHOTO JOCIIKEHHSI BBAKAEMO 32 JIOLIbHE PO3IISIHYTH JIESKi Ipalli 3apyO0i’KHUX HAyKOBIIIB,
MIPUCBSUCHI BUBYCHHIO MHUCTEIHPKOTO CEPENOBHINA, Y SIKOMY Jii, HEOOXiTHI I CTBOPEHHS XYMOXHIX TBOPIB,
TTO3UINIOHYIOTECS K XYHOXKHS IisUTbHICTB. 30KpeMa, MOCTIKCHHS CHpSIMOBAaHI HAa BHSBJICHHS Ta HAyKOBE
OOTPYHTYBaHHS €CTETUYHOTO CHPUIHATTS TBOPIB CIIEHIYHOI XOpeorpadii.

Tak, E. Kpocc (2011), mocmimxyroun 3B’S130K MK €CTETUYHOKO OIIHKOK Ta (DI3MYHUMH MOMIJIUBOCTSIMHU
[Isa4iB B TpoLeci CHONISIIAHHS TaHIIIO, 3ayBaXkye, 10 K MPABHJIO, IMIsJa4i HAJal0Th IepeBary NOCTaHOBKaM,
JIe TIEPEBaXKAIOTh BIPTYO3HI, TEXHIYHO CKJIaJIHI pyxu. Ha qymKy nociiauili, skOu misijiad OyB 3/1aTeH BUKOHYBATH
PYXH, BUKOPHCTaH1 Xopeorpad)oM y CLIEHIYHOMY TaHIli, IOCTAaHOBKA HE CIpaBmiia O Ha HbOTO BEJIMKE BPasKCHHSI.
[Ipote, HabaraTo OLIBITY CHMIIATiI0 BUKIMKAIOTH PYXH, KOTPI, HA TyMKY IJIs/1a4a, BiH Mir O BUKOHATH 0COOHCTO.

IcHye nymKa, M0 CHPUHHATTS TAHIIO IVISIa4eM JOIUIFHO BU3HAYATH SIK OMOCEPEIKOBaHY [it0, TOOTO SK
yABHY y4acTh a00 MPOEKIIiI0 BiMYYTTIB TAHIIOPHUCTIB. AKIIEHTYIOUH Ha TOMY, 1[0 €CTETHYHE BPaKEHHS BiJl
TAHLIO Tsada Moke OyTH MOB’sA3aHE 3 MEXaHI3MOM «JI3epKaJlbHUX HEWPOHiB», HAyKOBLI 3a3HAYaroTh, ILI0
B TIPOIIECi CIONISIAHHS 32 TAHIIEM MO)KE BUHUKHYTH BHYTPILIHE NEPEKHUBAHHS, CXOKE HA Te, 1[0 BUHUKIIO, IKOU
TaHIIOBAB IIsiad. Lle BIMUyTTs OSICHIOETBCS JII€I0 CUCTEMHU «JI3ePKAIbHUX HEHPOHIBY: CIIOMISIAY I11]1 4aC TaHII0
MIEPEMIIYEThCS Y «BHYTPIIIHIO» CUTYAITIIO, 10 BUHUKIIA O 32 YMOBU aKTHBHOTO BUKOHAHHS HUM THX CAMHX il
(Montero, 2006, pp. 231-242).

OCKibKM TaHeIb — I1e 0COOMMBUHN BUJI AISTTBHOCTI, IO BiIPi3HAETHCS BiA IHIIAX BHIIB AiSUTBHOCTI 3 TOYKH
30py KOHTEKCTY, XyHAOXKHIH TaHeIb — Ie JIIOJACHKUI BUCOKO apTUKYJIHOBAaHHH PyX, KOHTEKCT SKOTO BKITIOYAE
NPUCYTHICTH IVIsI1a4iB, IEBHUI THII CIIEHH, OCBITICHHA Ta/ab0 aexopauiid. OkpiM cneuudidHuX XapaKTepUCTHK
TaHII0, OB’ 13aHMUX 3 HOTO TPOCTOPOBOIO Ta YACOBOIO CHHXPOHI3AII€I0 Ta BU3HAYCHICTIO, IPUCYTHICTH IIIsAauiB
€ XapaKTePUCTUKOIO, L0 BU3HAYAE HOTO SIK BAKOHABCHKE MUCTELITBO B MOMEHT, TIPH3HAYECHHH J1JIs TAHIIOBAJIBHOTO
BUCTYITY, MOMEHT, SIKH{ € OCTaTOYHUM CTBOPEHHSIM TaHITIO.

B. ®pimen (1995, p. 56) BUCITOBITIOE MTPHITYIIICHHS, TII0 TAHEITH K (hOpMa MUCTEITBA TI0YAB MMPAKTHKYBATHCS,
KOJMM 3°SCyBajiocs, IO BiH BHKJIHMKA€ 3aJOBOJICHHS Ta BIAUYTTS MPUHAJIECKHOCTI IO CIIBTOBapHCTBA
1 y BUKOHABIIIB, 1 B TIsfaua. Y KIACHYHUX ICUXOJIOTIYHUX TEPMiHAX JIOCBiJ TAHIIO [VISIA4YiB BU3HAYAETHCS SK
«BUIAJ0K BIKApPHOTO JOCBiAY», TOOTO ysBHOI y4acTi abo mpoekuii B AOCBiAl CHOMISJaHHs 32 TaHLIOPUCTAMHU.
Binrak omHiero 31 crieruiyHAX XapaKTEPUCTUK €CTETUYHOIO JIOCBIMY IVislada B TAHIl € MOXJIMBICTh BUIBHO
CKOHIICHTPYBATHCS HA BHYTPIIIHIX SKOCTSX PYXY 3aBASKU BiJICYyTHOCTI METH HOTO BUKOHATH.

Bapro 3a3HaunTH, Mo mIsgad, SKAH Ma€ TaHIIOBATBHUN JTOCBiA, ECTCTUIHO OIIIHIOE Ta OCMUCIIOE TaHEIh
30BCIM 3 IHIHX MO3HITIH.

M. Bykaninosiu (2011, p. 29), NOpiBHIOIOYM €CTETUYHE CHPUIHATTS TAHIFO BUKOHABISIMH Ta TISIa4eM,
3a3Hayae, MI0 CTPYKTYpa €CTETHMYHOrO JOCBiAY TAHLIOPHCTIB MA€ YOTHPU BiIHOCHO HE3aleXKHI BHUMIpH—
JIMHAMI3M, YHIKaJIbHICTh, EMOIlii{HA OIliHKA Ta XBIWJIIOBAHHS, TOJI SK CTPYKTypa €CTETHYHOTO JOCBIIYy Iiisgadya
CKIIQJIA€ThCS 13 TPHOX BUMIPIB — IMHAMI3MY, YHIKIbHOCTI Ta a)eKTUBHOT OIiHKK. CaMe BOHH HaJIeXaTh He JIUIIE
10 crieiiuPIYHNX XapaKTePUCTHK TAHII0, a | /10 TIEBHUX SIKOCTEH, 1110 HOT0 BU3HAYAKOTh.

Ha nymxy . bepnine (1974, p. 43), cknamHi Ta BipTYO3HI pyXH, K IIAAa9 Y BUKOHAHHI MTpodecioHaiB
CTpuiiMae K TPUPOJIHI Ta JIETKi, CIPUSAIOTH TOCUICHHIO PO3YMIiHHS TOTO, IO IXHS MalCTEPHICTh € CBIIUEHHAM
(hi3MYHOTO MOABUTY, SIKMH 3HAYHO MEPEBEPIIYE BIACHI 3110HOCTI Ta MOXKIIMBOCTI migaada. OTxe, HABITh Ti pyXH,
SKi 3a10ThCS JISTKUMH Y BUKOHAaHHI AJ1s1 Ipo(eCcifHOTO TaHIIOPUCTA, ajle CKIaIHUMU JUIsl IJIsa4a, OLiHIOIOTHCS
Ta CIPUAMAIOTHCS HUM SIK IPHEMHIIII.

Jlesiki OCIIJDKEHHST 3aCBIIUYIOTh, 10 JIOAMHA OLTBII CHPUMHATIMBA JIO Bi3yaJbHOTO PSJIy, SIKUM JIETKO
3pO3yMITH, a TaKOX JI0 MOCTAHOBOK, JIe€ BUKOHABIII B3a€MOJIIIOTh «I1aBHO Ta edextuBHO» (Hayes, Paul, Beuger,
Tipper, 2008, p. 465), mo aeMOHCTpye Oe3MOCepeqHii 3B’ 30K MiK MO3UTUBHUAM CIPHUHATTSIM ITOCTaHOBKH
DIAa9eM Ta IpaMaTypriero CIEHIYHOTO TaHITIO i KOMITO3HIIIEI0, 0OpaHUMHU Xopeorpadom.
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Binrak moctaHOBKH CLIEHITHOTO OaTLHOTO TAHITIO, Y SIKUX JPaMaTypris Ta KOMITO3HIIiiHI €lIEMEHTH CIIPUSIIOTH
MpoIIeCcy OCMHUCIICHHS TIIsIaueM 3MICTy Ta ijiei Homepa abo xopeorpadiyHoOro TBOpY, IEpEeBaatOTh BipTyO3Hi,
TEXHIYHO CKJIaJHI PYXH, sIKi CIIPUIMAIOThCS ayAMTOPIEI0 SK JIETKi Ta NPUPOIHi, a BUKOHABI JEMOHCTPYIOTh
rapMOHiiHy npogeciiiHy CIIBIpPAIo, MOKEMO MO3HIIOHYBATH HE JIMLIE SK BUCOKOXYIOKHI i TEXHIYHO JOCKOHAII,
a 1 SIK HAWOUIbIIT KOMEPIIFHO BAAJI.

Oco01MBO BaXKJIMBOKO B KOHTEKCTI BU3HAYCHHS CHEHU(IKK eMOIIHHOTO CIPUIHATTS OCTAHOBOK CIIEHIYHOT
OampHOI Xopeorpadii BusBmitacs mpans C. Bikapi, M. Crepminra, JI. Bon 3immepman Ta [. Opra «Ecternka
cimpHUX Tii» (2017). Ha ocHOBi aHamizy pyXiB BHKOHABIIIB Ta €MOIIIMHUX peakIiil TIsAadiB JOCHITHUKA
JIOBOJIATH, 1[0 MO3UTUBHI Ta HETATWBHI OIIHKH TVIS/Ia4iB TIOB’SI3aHi 13 3aJI)KHUMH BiJ] BUKOHAHHS Ta YyTTEBUMHU
J0 Yacy BiJHOCHHAMH MDK CHHXPOHHICTIO Ta SBHHMHM W HESBHUMH aQeKTHBHUMH peakuismu. OTxe, came
CHHXPOHHICTh BUKOHABLIB € OUIBII MOCIHIiOBHUM MPEAUKTOPOM 3aTyUeHHS ayIuTOpii, HK Bi3yaJbHUH pyX a0o
HOro MPUCKOPEHHS, 10 € CBITYCHHSIM BaXKJIUBOI POJIi MOBEAIHKOBOT KOOPIUHAIIIT B €CTETHUIII TAHIIIO.

Harowmicts I. Oprc, H. Xarypa ta II. Xerapn (2013, pp. 603—-612) 3a3Hauaroth, MO €CTETHYHI MepeBaru
siada 3ajiekaTh Bil TO3W Tila TAHITIOPUCTA, BUAMMOTO TPOJOBXKEHHS PyXy, MOCTIIOBHOI CHMETpii Ta
xopeorpadigHoi CTPYKTYpH.

Ha nymKy nOCHiIHUKIB, y CTHIi30BaHHX (OpMax TaHLIO €CTETHKA PyXiB 3aJ€XKUTh BiJl MPOTOTHIIYHOCTI
(Daprati, losa, Haggard, 2009) Ta 3HaiioMcTBa 3 JEKCHKOIO PYXiB, IPAMaTHYHIMH CTPYKTYpaMu, IO PETYIIO0TH
MEePEXOAN MK KOHKPETHUMH PyXaMU Ta My3HYHUMH MepeBaraMu TIIsIadiB.

J1. Xanna (1983, p. 273) 3ayBaxye, 1110, BIITIOBIJHO J0 CHEHU(IKK CIEHIYHOIO MUCTEITBA, KHUBI BUCTYIIH
HiKOJIM HEe OyBaIOTh OMHAKOBUMH 1 3aJIeKaTh Bij O€3MmocepenHbO01 B3aEMOJIIT 3 ayTUTOPIETO.

Cuenivyna 6anpHa Xopeorpadis mependadae He TUTBKH 0€3MOCepeaHii B3aEMOBILIMB Mi’K BUKOHABIISIMU Ta
DIAa9aMy; €CTeTHYHE CIPUHHATTS TaHIIO Bi0Opakac MHUHYII, TETEPINIHI Ta O4iKyBaHI B MalOyTHhOMY MOii
B MOCTaHOBLI. 3a3BUYail OUIBIIICTH AOCTIHKEHD Y Taly3l €CTeTHKH 30CEPEKEHHI Ha AUCKPETHUX ECTETUYHHX
CYIKEHHSX, 10 YHEMOKIIUBIIOIOTH BU3HAUCHHS AMHAMIYHOTO XapaKkTepy XopeorpagiyHoro MUCTEIITBA.

BHacniiok MmpoBeAEHOTO JOCTI/DKEHHS MOKEMO KOHCTAaTyBaTH, IO CyMapHE €CTETHYHE CIPHHHSATTS
BHUKOHAHHS CIICHIYHOTO OaJIhbHOTO TAHINIO TMOB’S3aHE 3 KOHKPETHUMH, UYYTIMBUMH 10 YacCy BITHOCHHAMHU MIX
pyXaMH TaHIIOPHUCTIB Ta PEAKITIEIO TVISAadiB Ha IIi PYXH.

BucnoBknu

Ecternune CripuifHATTSI TJIsIIaueM CIEHIYHOTO OaJbHOTO TAHII0 — 0ararorpaHHe SBUIIE, OCKUIBKU, KPIM
BIUIMBY Xopeorpadii, XapakTepHoi sl 03HaYCHOI TAaHIIOBAIBHOI (OPMH, CyOIiMy€e COPUIHATTS CIEHIYHOTO
o(hopMITEHHS, KOCTIOMIB, Bi3yanbHHX e(ekTiB Ta iH. L{i akTopm GopMyIOTh HE JHIIIe eCTeTUYHHN AOCBIJ] CLIEHITHIX
ITOCTAaHOBOK OAJTEHOTO TaHITIO, a 1 IXHI0 0COOUCTY iHTeprpeTattito. CrieHiuHa 0ampHa Xopeorpadis Ik BAKOHABChKE
MHCTEIITBO, IO TOTpeOye TIIsAIaqiB, 3aBISKA BIACHIH BUPA3HOCTI ocsTae QyHKIIi KOMyHIKATHBHOCTI, OCKITBKA
HE TUTbKHU BMIIIYE, a i mepeiac CeHC.
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Llenb cTaThy — OCMBICINTD CIEHU(PUKY S3CTETHIECKOTO BOCTIPUATHS 3pUTENIEM CIIEHMUYECKOH OanbHOM Xopeorpaduu
B KOHTEKCTE MCCIIECAOBAHUS IPAMaTyPrun KaK XyZ0KECTBEHHOTO METO/IAa CO3/IaHMS M BBIPAKEHHUS COIEPKAHUS U (POPMBI
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COBPEMEHHOM CIICHUYECKOH Xopeorpaduiaeckoil mocTaHoBKH. MeTononorus uccienoanus. [IpuMeHeHs! 00meHayYHbIe
1 KOHKPETHO HAy4YHbIC METOABI MO3HAHMS: aHAIUTHYECKUH (Juis oOpaOOTKM HAaywYHOW JIUTEPaTyphl), CPAaBHUTEIBHBINA
(Jutd TIpOBENICHUSI CPABHHUTEIBHOTO aHAIN3a OCOOCHHOCTEH AICTETHYECKOTO BOCHPHSTHS JIGKCHKH OAJbHOTO TaHIA),
THUITOJIOTHYECKUI (HAIpaBJICHHBIM Ha BBISBICHHE M ONpEICICHUE CHEHU(PHKNA 3CTETUYECKOTO BOCHPUSTHS 3pUTEICM
CLIEHHYeCKOH OanbHOH xopeorpaduu) u HCKyccTBoBemdeckuil ananu3. Hayunas noBusHa. OcBemieHa crnenuduxa
ACTETHYECKOI0 BOCIPUSTHSL CIEHUYECKOH OanbHOM Xopeorpaduu 3pUTEIeM; PacCMOTPEHBbI HCKYCCTBOBEAUYECKHE
U XOPEOJOTMYECKUe TPYIbl COBPEMEHHBIX 3apyOEkKHBIX YUEHBIX C LIEJNbI0 HAYYHOTO OOOCHOBAHUS 3CTETHUECKOTO
BOCHPHATHS MIPOU3BEACHNH CIEHUYECKOTO XOpeorpadun; ONpeieNIeHO BIMSIHUE JIpaMaTypru ¥ KOMIIO3HIN TTOCTAaHOBOK
Ha TMPOLECC OCMBICICHHS M BOCHPHUATHS 3pUTEIEM CMBICIOBO-CO/IEPKATEIBHOTO aCTIEKTa; MPOAHAIN3NPOBAHA JICKCHKA
0aJIbHOTO TaHIa B KOHTEKCTE ICTETHIECKOrO BOCIIPHUSTHSI; YTOYHEHBI U JIOTIOJTHEHBI TTOHSTHSI «ICTETUYECKOE BOCIIPHUSTHEY,
«3CTETHYECKHHU OIBIT», «ICTETUYECKOE IPEBOCXOCTBOY». BBIBOIBI. DcTeTHYECKOE BOCHPHUITHE 3PUTEIEM CLIEHHYECKOTO
0aJBHOTO TaHIA — MHOTOIPAHHOE SIBIICHHE, IMOCKOJBKY KpOME BIMSHHS Xopeorpaduu, XapakTepHOW sl JaHHOH
TaHIIEBAILHOM (POPMBI, CYOIMMHUPYET BOCIIPUSITHE CHIEHUYECKOTro 0(hOPMIICHUS, KOCTIOMOB, BU3yallbHBIX 3(p(eKToB 1 Ip.
OtH (hakTOpB! YOPMHUPYIOT HE TOIBKO ACTETUUECKUH OIBIT CLIEHMYECKHUX MTOCTAaHOBOK 0AJIbHOTO TAHIIA, HO U UX JIMYHYIO
naTepnperanmio. CrieHrmueckas OanbHas Xopeorpadus, Kak HCIIOTHUTEIHCKOE NCKYCCTBO, KOTOpOE TPeOyeT 3pHUTerei,
Grarozapsi CBOEil BBIPA3UTEIBHOCTH NOCTHraeT (PYHKIIMHM KOMMYHHKATHBHOCTH, TIOCKOJIBKY HE TOJBKO COIEP)KUT, HO
U TIEPEAACT CMBICII.

Kniouesuvie cnosa: cuenndeckas OanpHas xopeorpadus; 3CTeTUYECKOe BOCIPUATUE; ApaMaTyprus; KOMIIO3UIINS;
BUPTYO3HBIC NBUKCHMUS.
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The aim of the article is to determine the specificity of the aesthetic perception of the scenic ballroom choreography by
audience in the context of the study of drama as an artistic method to create and present the content and form of the modern
scenic choreographic production. Methodology of the research. General scientific and specifically scientific methods of
cognition are as follows: analytical (for processing scientific literature), comparative (for carrying out a comparative
analysis of aesthetic perception of ballroom dance vocabulary), typological (aimed at identifying and defining the
specifics of aesthetic perception of ballroom choreography by audience), and art history analysis. The scientific novelty
of the research. The specificity of the aesthetic perception of the scenic ballroom choreography by audience has been
studied; art history and chorological works of modern foreign scientists in order to provide scientific basis to the aesthetic
perception of scenic choreography works have been reviewed and analysed; the influence of drama and compositional of
performances on the process of understanding and perception by the viewer of the semantic and content aspect has been
determined; the vocabulary of ballroom dance in the context of aesthetic perception has been determined; the concepts of
“aesthetic perception”, “aesthetic experience”, and “aesthetic excellence” are clarified and supplemented. Conclusions.
The aesthetic perception of the scenic ballroom dance by the audience is a multifaceted phenomenon, whereas in addition
to the influence of the choreography characteristic of this dance form, it sublimates the perception of the stage design,
costumes, visual effects, etc. These factors form not just the aesthetic experience of ballroom stage performances, but also
their personal interpretation. Scenic ballroom choreography, as a performing art, which requires the audience, achieves
the function of communication through its expressiveness as it not only contains, but also conveys meaning.

Keywords: scenic ballroom choreography, aesthetic perception, drama, composition, masterful movements.
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The purpose of the study is to identify a set of factors forming the imaginative thinking of a designer, necessary
for generating a significant number of project proposals and argumentation of different options for the implementation
of design objects; to find out the mechanisms of selection and application of images and symbols implemented in
projects. Research methods. For an in — depth study of the factors forming the imaginative thinking of a designer the
methods of analysis and synthesis, comparison and abstraction were applied, which made it possible to distinguish the
essential components of all influence factors and identify the specific features of their interaction. Scientific novelty.
The research for the first time established an objective and coherent picture of the conditions and requirements for the
design activities of graphic design specialists, understanding the specifics of creating images in the designer’s minds in
accordance with existing factors and found the presence of a synergistic effect of the interaction of various factors that
affect the effectiveness and productivity of the designer’s work. Conclusions. Formation and development of artistic
and imaginative thinking of designers is one of the most important tasks of a higher professional school, for the solution
of which it is necessary to develop new pedagogical technologies, based on the most significant achievements of the
complex of sciences: pedagogy, psychology, philosophy, modern information, printing and packaging technologies. For
the effective formation, development of artistic and figurative thinking of a designer it is necessary to use the structural
and integrated approach and ensure the integrated impact of all factors found in the study.

Keywords: artistic and image thinking of a designer; consciousness of a designer; factors of influence.

Introduction

The study of the mechanisms for creating images, the peculiarities of ”manipulating” in consciousness of
their complex systems has a methodological significance, since the intellectual image forms the main content
of the mental. According to S. Rubinstein, “the world of images is an essential component of the inner world
of a human, the result of his individual experience of obtaining and transforming information” (Rubinstein
2002, p. 23). Only by studying the nature of the conscious image, which contains the mind and the sensation,
the essence and existence of the internal and external, individual and social,one can ensure the integrity of the
design of visual communications that makes up the domain of the graphic designer’s work.

The relevance of the proposed publication’s theme is due to the ever — increasing spread of graphic design
as a profession and the need for a clear understanding of all factors that influence the formation of imaginative
thinking of a graphic design specialist. The study of the genesis of the formation and development of figurative
thinking is of great importance for understanding the determinants of the professional development of
designers, its general logic and concrete ways of realization. The imaginative thinking is an essential element
in all human activities without exception, no matter how abstract and developed they are. However, the content
of mental images, the conditions for their creation, their operation in the process of mastering specific and
diverse activities are significantly changing, since the image functions in thinking not by itself, but in the
complex structure of this activity it performs special functions — planning, predicting, correcting, providing
not only the perception of the given, but also the creation of a new — unknown previously or not existing at all.

In the process of clarification of the factors shaping the imaginative thinking of a graphic designer, the
following works became fundamental: V. Abyzova “Theory of development of architectural and building
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systems” (2009), where the factors of development of architectural objects are elucidated in detail; T. Bozhko
“Methodical bases for improvement of the design of graphic design products” (2011), where the factors
influencing the formation of properties of design objects in graphic design are systematically considered;
O. Chuieva “Design and Artistic Instruments for the Design of Modern Consumer Packaging” (2014), which
reveals and comprehensively presents the factors that influence the formation of packaging products. Of
particular importance are the works of specialists in the psychological sphere: S. Rubinstein’s “Fundamentals of
general psychology” (2002), O. Avramenko’s “Psychological features of the professional memory of designers
formation” (1997), S. Volkova’s “Principles and mechanisms of creation in nature and human creativity”
(2004).

The nature of the issues associated with the definition of professional requirements for graphic designers
was considered by specialists in many branches of scientific knowledge — psychological, sociological, cultural
and other. However, such problems were solved either separately, or in the context of narrowly defined aspects
studied by each of the authors. At the same time, the greatest degree of coverage in scientific literary sources
was received not only by the factors themselves, but also by the requirements imposed by socio-cultural,
techno-economic, aesthetic and psychological factors. In the context of the above studies, these factors could
be considered as the functions of each of the design objects, design concepts, such as demands or production
technologies, etc. On the basis of comparison of the problems considered in the works of a wide range of
authors, and their adaptation to the context of the proposed research, the authors synthesized the factors and
systematized them.

The purpose of the article

The purpose of the study is to identify a set of factors of forming imaginative thinking, which is a very
important point in the process of formation and fruitful functioning of specialists in graphic design, taking
into account that the designer in the process of development should generate a significant number of project
proposals, analyze their compliance with the wishes of the customer, argue their proposed options realization
of objects of designing; argue the use of certain images and symbols and, conversely, argue avoiding those
images and symbols that are inappropriate, but the customer like them, which is unsuccessful in terms of
design, which must be rejected by the designer with the appropriate argument, with reference to the relevant
design factors.

Presentation of the main material

In a study by T. Bozhko (2011) it is proved that the design represents a kind of system — building activity,
aimed at establishing connections between all factors influencing the design results. The result of the work
has become the allocation of such groups of factors as socio-cultural, aesthetic, psychological, communicative
(functional), ideological, technical and economic.

The need to highlight and complex the representation of socio-cultural factors is due to the interconnection
between communications, created by designers for mass distribution in the environment, and culture and demands
of society itself. Comprehensive justification of this connection was provided by A. Mol, who emphasized the
importance of the information exchange processes as a self — sufficient social function of a society (Mol 1966, p.28).

Socio-cultural factors include: the socio-economic status and the level of requests of different layers of the
population, its existing and prospective needs and possibilities, requirements and expectations of the addressees
in relation to the nature of visual appeals; socio-demographic structure and related stereotypes and rituals of
ethnic and national cultures; the level of education and the degree of familiarity with the content contexts of art
works of different historical periods for their comparison and appraisal in visual communications; legislative
base and legal acts on conducting advertising activity and protection of identification marks; the needs of
society in predictive information about future culture models; fashion and changing the tastes and needs of
consumers.

The existence of factors in this group is due to the constant correlation of the results of design with the culture
of consumption. At the same time, the culture itself is closely connected to the already existing myths, stereotypes,
and cultural symbols that develop and nourish it, through constant updating and additing. According to M. Kahan
(1965), the emergence and development of applied artistic activities, which include graphic design, extend the
boundaries of perception of reality, through the use of art for reflecting not so much the objective existence of
things as the world of human representations and interests, tangent to its practical life and spiritual directions.
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I. Rozenson (2008) refers to the sociocultural factors also the existence of rituals that establish a system
of values in the society: from the spiritual to the commonplace. Rites are considered in connection with
household items, which are considered as material or symbolic carriers of style and lifestyle. The graphic
representation of rituals, representations and interests through visual symbols, along with variations in their
content contexts, can change the stereotyped attitudes and behavior of a wide range of people, build or destroy
previously established stereotypes, change the perceptions of causal relationships in archetypal structures of
the subconscious, form new worldviews myths and styles of life, state “fashionable” models of mass culture,
etc. Therefore, imaginative designer — graphic thinking should use existing rituals, transform them and modify
them in relation to the needs and requirements of the design situation.

Socio-cultural factors are of particular relevance in the design of advertising appeals, which are clearly
focused on the system of values and preferences of a particular social group. Their design represents the
cultural and spiritual needs of the society to receive information about the prospects of development and
possible models of future culture in a conditional generalized form; they are considered as the ability of visual
communications to substitute existing historical and cultural features and traditions, to adapt and transform
them in accordance with new living conditions.

The connection of socio-cultural factors with the existing and prospective needs of the population forces
to take into account the aesthetic tastes of certain regions, ethnic groups and even historical periods, the
influence of fashion on changing consumers’ needs. The consideration of needs, in turn, is closely linked to
the state of the consumer market, the need to ensure commercial success in the implementation of products.
Consequently, socio-cultural factors, closely related to marketing, include the study of the consumer market
and innovative proposals on it, feedback from consumers to producers (designers).

Among the socio-cultural factors, the level of legal protection of intellectual property objects, including
works of art and design projects, becomes relevant. Its appearance is due to the fierce competition between
producers of goods and services, which are forced to fight for the formation of interest and loyal attitude of
consumers to their own goods and services due to the constant updating of advertising appeals, packaging and
souvenir — graphic products.

Aesthetic factors include: stylistic characteristics of art works of various historical periods and aesthetic
characteristics of the information environment. The development of trends and styles of art determines the key
characteristics of figurative expressiveness and aesthetics of information, which is becoming widespread in the
information environment, their conformity to the conditions of system reproduction. At the same time, aesthetic
factors are largely due to the development of the cultural and spiritual needs of the society.

Aesthetic factors represent the central element of the artistic design overall system, because it is through
them the contradictions between the general objectivity of the harmony of the world and the continuity of its
scientific and technological changes are resolved (Kovreshnikova, 2009, p. 43). They are so related to all other
groupings of factors, to what extent aesthetic views are a reflection of the systems of values established and
accepted by society in certain historical periods (Kovieshnikova, 2009, p. 47).

Considering the question of self — sufficient aesthetic integrity of design works, Yu. Legenkyi (2000)
sees aesthetic factors in spreading the traditions of elitism, hermetic style — making, as well as the tendencies
of self — affirmation in the culture of the XXI century. due to the development of a new aesthetic reality.
The scientist emphasizes the impossibility of avoiding cultural creativity, but notices the existence of various
degrees of its manifestation.

Psychological factors are closely related to the abilities of human consciousness to perceive and process
information. According to G. Golitsyn (1990), representatives of many branches of modern science consider the
evolution as the development of new levels of information management. The conditions of this process are the
ability of memory to select the most integral information groups from the environment and fix them in consciousness.
In these processes, both short — term and long — term memory are involved (Golitsyn, 1990, p.18). The short — term is
aimed at accelerated analysis of elements and the allocation of their distinct entity, and operates at tens of a fraction
of a second. Its velocity instantaneously rises and increases significantly if the perception bodies receive information
not about the varied, individualized and distinguished elements, but the information whose elements are related to
each other and form an integral structure (Golitsyn, 1990, p. 111).

According to B. Sukhotin (1983), the volumes of this memory are small (approximately 5—8 units in the form
of visual images, words or sounds), that is why it is expedient to use generalized discrete units of perception. Our
consciousness, like the PIM, analyzes the characteristics of the elements and the stability of their connections,
passing the received information to the next type of memory — operative, which has more volumes, but works in an
inert mode, in comparison with the short — term memory, from which the most essential information characteristics
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are removed and transferred to the main information store — a long — term memory, which is fixed in the form
of certain content units — icons. Scientists from various fields of art studies, design (Danylenko 1999, p. 23)
and psychology (Avramenko, 1997) adhere to common views on the ability of consciousness to relate words or
images, fixed with the help of icons with a certain object, idea or phenomenon of the material world, and establish
a stable emotional attitude towards them.

0. Avramenko (1997) considers the process of information perception as a set of symbolic — operator and
space — time components, and its fixation in consciousness — as the level of generalization and allocation of
the most significant features. The activity of their perception depends on the speed and amount of repetitions,
which form the “rhythms of broadcasting” (Harris, 2001).T. Krasko (2002) and O. Pavlovska (2003) emphasize
the need for repeated variable repetition of selected and minimized content coding elements in the processes of
perception and providing an attention to visual communications.

Such properties of human consciousness and mechanisms of perception were corrected and perfected for ages.
The evolutionary way of their formation was carried out through rational forms of preservation and codification of
information embodied and produced in works of art and fixed through image thinking (Golitsyn and Petrov, 1990, p. 124).
According to O. Avramenko (1997), the images formed in the mind of the designer are always multilayered (both
genetically and functionally), that enables the person to cover and reproduce simultaneously several content contexts,
moving them into the world of symbolic meanings, deliberately manipulating signs, symbols, words.

At the same time, perception and reproduction of information is not limited to general — psychological
properties of consciousness. This process is much more complicated and dependent on the individual
psychological characteristics of each individual, based on the system of living values and preferences. R. Harris
(2001) draws attention to the emotional motivation of creation and perception of information, namely: shock,
fear, drama; humor, heat, irony; excitement, admiration; misunderstanding, discontent, curiosity. R. Harris
(2001) argues that the conformity, amplification and hyperbolization of the visual form of consolidation of
the content of communicative treatment leads to its synergistic effect, a significant increase in the influence of
advertising and graphic products. I. Rozenson (2008) with the reference to Ye.Tabachnik and L.Klimova builds
the resistance of advertising appeals to the systems of interaction, in which consumers are introduced by the
nature of professional activities: man — man; man — technician; man — sign systems. Such interaction of a system
and a person, according to psychologists, by 98 percent is a guarantee the certain psych type formation, with the
predicted nature of behavior and actions.

The listing below is not exhaustive. According to G. Pocheptsev (2003), the information influence in
a densely filled environment is possible in the event of an unexpected and unpredicted application of carefully
considered approaches, which leads to an unceasing search for new bases of consumer segmentation.
Consequently, we will refer to psychological factors: psychological mechanisms of perception and processing of
information, conditions for their activation and allocation of objects from the environment, self — improvement
and constant improvement of the educational level of a specialist in graphic design, the innovation of such
principles and the correspondence of the content of visual communications (hereinafter VC).

The graphic designer must constantly develop his own imaginative thinking and increase the image stock in
the process of his practical activity, as well as research and analytical activities. The essence of practical activity
is to find solutions to the problems that arise; Each order is a particular challenge that the designer accepts
and wins when he finds the ones that will be the most successful among a huge number of solutions (images,
imagerries, techniques); At the same time, the designer picks up a lot of familiar images and studies new ones
(the same with techniques and styles). The research and analytical activity of graphic designer is probably
one of the most important factors in the formation of imaginative thinking and growth of graphic designer as
a specialist. A graphic designer is a broad spectrum specialist who requires knowledge not only in the field of
art,history of art, graphics, design itself, but also in the areas of information technology, history, marketing,
cultural studies, mathematics and many others; the wider the horizons and the intellectual level of the graphic
designer’s development are, the more successful the concept proposed by him will be. Also, the designer every
day monitors examples of created design objects of other designers in their field and beyond (because the styles
and certain design decisions are interwoven in different areas of design); the designer investigates these design
objects, analyzes them, “divide into compartments” looks for strengths and weaknesses, examines where this
design object is implemented or will be implemented and, accordingly, accumulates the styles, skills, images,
symbols and etc., which, in his opinion, may be necessary in his further practical activity.

In its turn, self — activity of the individual is realized through self — education, self — development,
communication and direct human activity. Education helps to reduce the impact of the environment and other
factors on the socialization of the person, gives it a humanistic character.
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Another important factor in the development of person as a personality is communication — the
universal form of personality activity (along with knowledge, work and play), which manifests itself in the
establishment and development of contact between people, in the formation of interpersonal relationships.
The development of personality is impossible outside of human society. On this basis, a person who has
an active social interaction is more developed socially, mentally and in other ways. Accordingly, the
communication of persons with different personalities having different interests and violations of various
topics in the process of communication, promotes intellectual development and, consequently, increases
the supply of images and symbols for operation. Also, different acquaintanceship by interests promote the
attendance of certain institutions, events that promote development.

The worildview factors include the public image of the designer in relation to the information
presented in a visual form. K. Danilov (1999, p. 96) considers such factors as the form of collective
consciousness, respect for alternative ideological foundations and confessions, and the ability to compare
their own inquiries and actions with social norms.

V. Sydorenko (1984) distinguishes among such factors “aesthetic self — reflection of the designer”, which is
considered as the ability to ensure the unity of objective expediency and subjective — value experience. It
is a sign of qualitative changes in the requirements for each of the design products, environment, material
culture, the indirect relationship between designer and society. This factor is based on the intelligence of
the designer, his ability to analyze and verbal formulation of the nature of the tasks, the combination of
spatial and formal — symbolic thinking (Krylov, 1998; Sydorenko, 1984; Tasalov, 1991). It provides for
a constant comparison of everyday and individualized points of view, the existence of their own worldview
and public position, the willingness to repeatedly defend and prove their own opinion. Worldview factors
embody the ability to hold in the field of view a significant number of ideas simultaneously and compare
them, reaching a qualitatively new level of synthesis (Danilov, 1999, p. 29).

Communicative factors are manifested in reducing the amount of time for the courses of processing
and perception of information and decision — making, in the constant growth of requirements for the
accuracy of reproduction of the content and the convenience of its perception. These include the increase
in the range of products of graphic design, noted in the studies of V. Danylenko (1999), V. Liesniak
(2009), T. Bozhko (2011), I. Rozenson (2008), which is confirmed by the appearance of titles: city —
lights, banners, silk — takers, mobils, T — danglers, dispensers, etc. The reasons for distributing the list
of products are seen in the search for the new forms of communication that can attract attention in an
overloaded information environment. Hence, there is an assumption that there will be no reduction in
the quantity of such products. Instead, the possibility of providing new functions in the design results,
replacing the properties of some other products, combining them, linking them, and isolating ones indicate
the tendencies to increase, which implementation will rely on specialists in graphic design.

Communicative factors also include the unification of the GD specialists’ activities, through the
planning of information on the carriers, with the already defined volumetric — spatial structure. Hence,
the competence of graphic designers began to include super — compositions in architectural buildings of
residential, social, cultural and industrial purposes, the development of theoretical views on the properties
of formal graphic compositions of applied designation.

The increase in the product range is also actively promoted by the growth of the production of hardware
designed for a specific leisure activity — electronic games, as well as the need to develop graphics based
on new technologies for them, taking into account its nature and terms of technical reproduction.

Studying the dynamics of the visual representation of information in society, the scientist of Cultural
Studies O. Pushonkova (2006) draws attention to the fact that today the cult of words is replaced by an
infinite kaleidoscope of altered images, and “Gutenberg’s book civilization”, directly related to logical
thinking, consistently yields to the place of “civilization of vision”. The researcher notes that as a result
of the “visualization of culture” the importance of technical ways of presenting information that plays
the role of certain “language codes”, as well as their weighed and deliberate use, is constantly increasing.
Technical and economic factors concern the interaction of technical means, materials and technologies
in the creation of visual communications. Such interaction requires the selection of several substantive
aspects.

In the first of these, “technology” is considered as “a set of devices and means of work”, which are
used in industrial production and distribution of products. In the second one — as “a set of professional
techniques, materials and technologies used to ensure individualization and achievement of the degree of
expressiveness in works of art” (Bertin, 1981).
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Due to the significant development of technical means at the end of the 20th centuryand at the beginning of
the 21st century it is necessary to divide the second content component into a “set of professional techniques,
materials and technologies™ that are used directly by the designer and depend on his individual technical
and graphic skill, and a set of professional techniques and technologies working with modern technological
means — PCs, with the help of special software, adapted to the requirements of the printing and printing —
production industry.

Investigating the technical and economic factors, scientists from VNIITE (Soloviev, Sydorenko,
Kuzmychev, 1983, p.74) argue that artistic understanding of technology can be the foundation of the future
design image. M. Kagan (1965) also believes that such image can be realized both in individual products and
in their mass quantity, not from the realm of artistic creativity, but from the technological possibilities of production
and the properties of materials. Technique and technological achievements of mankind are considered by them
as means that unite and determine the interaction of aesthetic, psychological and communicative factors.

The value of technical and economic factors also extends to the production — economic conditions and
the problems of constructive product solutions. The above problems are closely connected with the need for
rational and economical use of materials, with the ability to foresee the reducing the number of technological
operations in industrial production. They also include the introduction of the latest information technologies
and techniques, the rapid pace of updating the means of production, increasing the number of information and
information flows. The greatest value of this group become factors in the design of packaging, where experts
from DG have the task to create a synergistic whole image of product presentation by providing structural
cohesion and graphic solutions. Note that the unity of the congregation provides concise imagemaking means:
materials, manufacturing operations and their consolidation in imaginative qualities of the volume of — spatial
structure, the interaction of constructive and graphical solution which is necessary for the association of
consumer properties of goods.

The generalization of the factors influencing the formation of imaginative thinking of a specialist in
graphic design is presented below (Table 1).

Table. 1. Factors influencing the formation of imaginative thinking of specialists in graphic design.

I

— Economic status of the development of society and the level of social requests, systems of values and
preferences of different layers of the population;

— Social and demographic structure of the population; the level of education and the degree of familiarity
with the content contexts of works of art of different historical periods for their comparison and appraisal in
objects of visual communications;

— Requirements and expectations of target designers;

— Common stereotypes of ethnic and national culture and rituals established in it;

— Fixing rituals in the material yabo of the knowledge carriers;

— Standards, behavior patterns and consumer requests;

— Legislative base and regulations on advertising activities and identification marks protection;

— Commercial success in selling products;

— The state of the consumer market and innovative proposals on it;

— Feedback from consumers to producers (designers);

— Social and spiritual needs of the society in the prognostic information about possible models of future
culture; historical and cultural features and traditions; fashion and changing the tastes and needs of consumers.

R

— Aesthetic characteristics of the architectural and informational environment, as well as stylistic
characteristics of art objects of different historical periods;

— The integrity of the composition and succession of its components; the correspondence of all elements
of visual communications to the general stylistic characteristics of graphic works, image expressiveness and
aesthetics of information; systematic reproduction of aesthetic expressiveness;

— Emotional and cost characteristics of works of art.
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IR

— Communication graphic design with different branches of knowledge; integrated nature of activity;
— Project concepts, formed in design activities;
— The author’s attitude to the information, expressed by means of graphic facilities.

conomic

— Interaction of technical means, materials and technologies;

—The use of “technology” as a “set of devices and means of work” and as a set of professional techniques
to ensure individualization and achievement of the degree of expressiveness in projects;

— Introduction of new information technologies;

— Production and economic conditions of constructive decision and production of projects.

IR

— Conformity of technical means and technologies with artistic and aesthetic needs;
— Distribution of the list and volume of objects of graphic design;
— Reducing the amount of time in the processes of creating and perceiving visual communications.

— Ability of human consciousness to processing and dissemination of information; accelerating the
analysis and allocation of objects from the environment and the connection of elements of information in
a coherent structure with essential general or specific and individualized qualities;

— Principles of segmentation of consumers information by psychotypes, innovativeness of such principles
and correspondence.

Imaginative designer’s thinking differs from imaginary thinking representatives of other creative
professions primarily by visual character. Designer thinking, most often, focuses on the presentation of new
objects that he or she designs and creates in his or her imagination. The designer has to manipulate mentally the
shape and placement of objects created in accordance with the laws of harmony, beauty, dynamics or statics,
contrast or nuances. In solving these creative tasks, the specialist embodies his ideas in visual graphic images.

The specificity of designer thinking, according to A. A. Pankovskaya, is the ability to capture the images
appearing in the minds in graphic images into design objects, as well as their aesthetic comprehension.
In this regard, Yu. Leghenkyi notes: “Designing is a process that is more of a conceptualization of the
image ... but if the designer does not provide graphic attachment to this idea in the forms of things, then the
idea, in fact, will not be a project. The form and compositional — structural organization of objects, embodied
through a consciously selected system of graphic means, is perceived as a sign fixation of reality and embodies
the epicenter of figurative practice” (Lehenky, 2000, p. 379). We have an opportunity to continue the opinion
of the author and to assert that this form represents the epicenter of not only figurative practice, but the very
essence of the information and communication structures’ design, since the provision of functional properties
of graphic design products involves the use of the widest possible range of graphic tools, techniques and
technologies to provide individualization in the information presentation.

In addition, the study of the interaction conditions between all the above — examined factors of influence,
gives grounds to assert the presence of a synergistic effect of the interaction of various factors that ensure
the efficiency and performance of the designer. The scientific proof of such a statement probability is the
correspondence to the two essential conditions of the synergistic effect. First, the cumulative impact of all the
above — examined factors gives the designer an opportunity to react to changes in the tendencies of presentation
of visual communications in the information environment actively and creatively, to predict the public reaction
to the proposed objects of designing and to make changes that enhance and activate the feedback between
providers and consumers of information. Secondly, the complex influence of all factors determined by the
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factors’ research gives the designer an ability not only of creation design images, but also of their critical —
analytical perception, the retention of the created images in the system of general visual culture with the
maintenance of its rules and the constant expansion of the spectrum of project tools.

In the study, for the first time, a detailed review and structuring of each of the factors to establish an
objective and coherent picture on the conditions and requirements for design activities of graphic design
specialistswas carried out, information on the specificity of creating images in the mind of the designer
according to the existing factors was collected. Also, for the first time, the presence of a synergistic effect of the
interaction of the various factors that ensure the efficiency and productivity of the designer’s work is revealed.

Conclusions

It has been established that socio-cultural environment and designer are mutually supportive and mutually
stimulate the continuous growth of information culture of information providing. Determining the specificity
of artistic imaginative thinking of designers, we must assert that the figurative thinking of designers is not only
artistic, because in the project activity the designer has to solve artistic tasks in a complex with technical and
utilitarian tasks. Thus, the designer’s thinking is synthetic, holistic and multifaceted. For an effective formation
and development of artistic imaginative thinking, a designer needs a comprehensive approach.

Prospects for further research the author sees in the future highliting the specifics of professional training
of graphic designers and the development of new pedagogical technologies, which would be based on the most
significant achievements of the complex of such sciences as Pedagogy, Psychology, Philosophy.
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YUNHHUKHU ®OPMYBAHHS | Boxxko Tersaa OnexcanapiHa'?,
OBPA3ZHOI'O MUCJIEHHS | Topaiituyk SIpocnas FOpiiioBuu®,
TPAOIYHOI'O I[PI3AFIHEPA 'Kanouoam mucmeymeosnascmsa, 0oyeHm;
2Acucmenm, *Kuigcokutl nayionansnuil ynisepcumem
xynemypu i mucmeyms, Kuis, Yxpaina

Mera ociipKeHHS — BUSIBUTH CYKYTTHICTh YHHHHUKIB ()OPMYBaHHS 00pa3HOTO MUCICHHS Au3aiHepa, HeOOXiTHUX IS
TeHepYBAaHHS 3HAYHOI KUIBKICTh MPOCKTHUX MPOTO3HUIII Ta apryMeHTaIlii Pi3HUX BapiaHTIB yTUICHHS 00’ €KTIB MPOCKTYBaHHS;
3’sICyBaTH MEXaHi3MH BiIOOpYy ¥ 3aCTOCYBaHHS peajli30oBaHMX B MPOEKTax 00pa3iB Ta CHMBOJIB. METOAM TOCIiIKCHHS.
Jl1s mornmuOIeHoro OCiKEHHST YMHHUKIB (pOpMYyBaHHsS 00pa3HOTO MHCIICHHS JH3aifHepa 3aCTOCOBAHO METOIM aHAI3y
W cuHTE3Y, MOPIBHIHHS 1 adCTparyBaHHsl, IO Jaj0 3MOTY BUJIUIMTH CYTHICHI CKJIQJIHUKH KO)KHOTO i3 YMHHHUKIB BIUIUBY Ta
BUSIBUTH crienndivHi pucy ixHboi B3aemoii. HaykoBa HoBH3HA. Y J0CHiPKEHH] BIIEpIIE BCTAHOBJIEHO 00’ €KTHBHY H LITICHY
KapTUHY I10/I0 YMOB I BUMOT JIO TIPOEKTHOT AisUTbHOCTI (haxiBIIiB i3 TpadiqHOrO AN3aliHy, OCMUCICHO crelupiKy CTBOPSHHS
o0pa3iB y cBifoMOCTi Ju3aiiHepa BiANOBIIHO /10 ICHYIOUMX YMHHUKIB Ta BUSBICHO HAABHICTH CHHEPrigHOTO e(eKTy
B3a€EMO/II] Pi3HOXapaKTePHUX YNHHUKIB, IKi BIUTHBAIOTH HA €()EKTUBHICTH i MPOAYKTUBHICTH POOOTH qu3aiiHepa. BucHOBKH.
dopMyBaHHs i PO3BHTOK XYJIOXKHBO — OOPA3HOrO0 MHUCJICHHS AW3aifHEpiB € OXHUM i3 HaWBaXIIMBIIIMX 3aBIaHb BHIIOL
npo¢eciitHOl 1IKOHN, A1 BUPILICHHS K0T HEOOXiJHO PO3pOOMTH HOBI MEAAroriyHi TEXHOIIOTI], 10 0a3yI0ThCs Ha HAHOIIbII
3HAYMMHMX JOCSTHEHHSX KOMIUIEKCY HayK: Mearoriky, ncuxosorii, ¢pinocodii, cydacHnx iHpopMauiiHux, nomirpapiganx
Ta MaKyBaJIbHUX TeXHOIOTiH. [l epexTuBHOTO POpMYBaHHS i PO3BUTKY XYI0’KHEO-00pa3HOT0 MUCIICHHS JU3aiiHepa Tpeda
BHUKOPHCTOBYBATH CTPYKTYPHO-KOMIUIEKCHUH MiX1 Ta 3a0€3MeuyBaTH iHTEeTPOBAHNH BIUIMB YCIX BUSBICHUX Y JOCTIKEHH1
YUHHUKIB.

Kniouogi cnosa: XynoxxHb0-00pa3He MUCIICHHS AU3aiiHepa; CBIIOMICTb IPOCKTYBAIbHUKA; YAHHUKH BILTHBY.

DAKTOPHBI ®OPMUPOBAHMUSA | bokko Tarbsina AjekcaHapoBHa'?,
OBPA3HOT'O MBIIIJIEHUS | Topneitayk SApocnas IOppepmy™
IT'PAONYECKOI'O IM3AUHEPA | 'Kanouoam uckyccmeosedenus, doyenm,; *Accucmenm,
AKuesckuii HAYUOHATLHBIIL YHUBEPCUMEm
Kymomypul u uckycems, Kues, Yxpauna

Llens wuccnenoBaHuss — BBISBUTH COBOKYIHOCTH (hakTOpoB (hOpMHpOBaHMS OOpa3HOTO MBINUICHHS JH3aiHepa,
HEOOXOMMBIX JUISl TeHEPUPOBAHUS 3HAYUTEIBHOTO KOJIMUECTBA MIPOESKTHBIX MPEUIOKEHHI U apryMEHTALN Pa3HBIX BapHAHTOB
BOIUTOLICHHUS O0OBEKTOB MPOEKTHPOBAHUS, BBIICHUTH MEXaHU3MbI OTOOpa M MPUMEHEHUS OTOOPAHHBIX IS BOIUIOIICHHS.
IMosicHuTh MEXaHU3MBI 0TOOpPA U MCHOIBb30BAHNS PEATN30BAHBIX B IPOEKTaX 00PAa30B M CUMBOJIOB. METObI HCCIIEI0BAHUS.
J1s yrmyOneHHoro mcciaenoBaHust (akTopoB (GpOpMHPOBAHHS OOPA3HOTO MBIIUICHUS AW3alfHEPa MCIIONB30BAHBI METOJBI
aHaAIIN3a ¥ CHHTE3a, CPABHEHUS M a0CTparupoBaHus, KOTOPBIE I BO3MOXXHOCTD BBIJIEINTD CYIIECTBEHHbIE COCTABIISIONINE
KOK10ro 3 (akTopoB BIMSHUS M ONPENEIUTh cHeluduyYeckue uepTsl HMX B3auMmozeiictBus. Hayunas HoBH3Ha.
B wuccnenoBanuu BriepBble YCTAHOBICHO OOBEKTHBHYIO M LEJIOCTHYIO KapTHHY OTHOCHTENBHO YCIOBMH M TpeOOBaHMIA
K TIPOCKTHOM JIESITEIbHOCTH CHEIMAINCTOB IpauecKoro Jiu3aifHa, 0CMBICICHO CTIeNU(UKY co3qaHusl 00pa3oB B COZHAHUU
JM3aifHepa B COOTBETCTBUH C CYIIECTBYIOINUMH (paKTOpaMy U BBISBICHO HANMYNE CHHEPTUUECKOTO e(heKTa B3anMOICHCTBHS
Pa3HOXapaKTEPHBIX (HAKTOPOB, KOTOPHIE BIUSIOT HA 3()(PEKTHBHOCTh M IMPOAYKTHBHOCTH PabOTHI qu3aiiHepa. BhIBOIbI.
@opMupoBaHUE 1 Pa3BUTHE XYJI0XKECTBEHHOOOPA3HOTO MBIIIICHHUS TU3aiiHEPOB SIBISETCS OTHON M3 HAauOOJIee BayKHBIX 3a]a4d
BBICIIEH MPO(ECCHOHATBPHOMN IIKOMBI, ISl PEIICHNs] KOTOPOH HEOOXOIMMBI pa3padOTKH HOBBIX MEAarornuecKUX TEXHOJOTHH,
Oasupyromuecs Ha HauOojiee 3HAYMTEIBHBIX JIOCTH)KCHHUSX KOMIUIEKCA HayK: IIEIarOTHKH, INCHXOJIOTWH, (uiocoduy,
COBPEMEHHBIX MH()OPMAIIMOHHBIX, MOJIUTPAQUUIECKUX M YHNaKOBOYHBIX TexHosorui. s sddexrrBHOrO hopmupoBaHus
U Pa3BUTHA XyH0XKECTBEHHO-OOPA3HOTO MBIIUICHUS AW3aifHepa Hag0 MCIOIb30BaTh CTPYKTYPHO-KOMITIEKCHBIH IOIXO[
n o0ecreunBaTh HHTETPHPOBAHOE BIMSHHIE BCEX BBISBICHHBIX B UCCIIEIOBAHUN (DAKTOPOB.

Knrouegvie cnosa: XynoxecTBEHHO-00pa3HOE MBIIITICHHE IU3aiHEPa; CO3HAHNE TPOCKTHPOBIINKA; (PAaKTOPHI BIMSHHS.
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MeTor0 JIOCHI/DKEHHSI € BUCBITJICHHSI OpraHi3aliiiHuX mporeciB (a0o opraHi3aiiiHoi CKI1aj0Boi BUPOOHUYO-IIPOMHCIIOBOT
JISUTBHOCTI) TEXHIYHO-CKCIIEPHMEHTAIBHUX JIa00paTopiii KOHLEpHY «YKPXYAOKIIPOM»; BUSBJICHHs CIEIU(IKA CTBOPEHHS Ta
BHUKOHAHHS €KCIIEPMMEHTAIBHIX BUPOOIB 13 3aCTOCYBAHHAM YHIKAJIBHUX YKPATHCHKHX XYJOXKHIX TIPOMHUCTIB, TAKUX SIK BUIITMBKA
Ha Bupobumuo-xynoxkapoMy 00’ ennanHi iMeHi T. I IlleBuenka. MeTomomorist TOCTIKEHHS TPYHTY€EThCS Ha BUKOPUCTAHHI
SIK 3araJlbHOHAYKOBHX METOMIB (aHali3, CHHTE3, y3araJlbHCHHS, IHAYKINA, DEAYKINsA), TaK i CYTO MHCTCHTBO3HABUMX —
ICTOPUKO-KYJBTYPHOTO, PEKOHCTPYKTHBHO-MO/ICIEHOTO, XPOHOJIOTIYHOT AECKPHIILIT, 10 CHPHSIOTH PO3KPUTTIO €BOJIIONIT Ta
PO3BHUTKY TBOPYO-BHPOOHNYOT AiSUILHOCTI JTabopaTopii KoHLEpHY « YKpXyaoxkipom». HaykoBa HOBU3HA OJISTAE Yy BUSBICHHI
BUPOOHUYO-TIPOMHUCIIOBOT CrieHU(IKK MisUIBHOCTI MIIIPUEMCTB KOHIIEPHY «YKPXYIOKIIPOM», BUPOOIB 3 BHKOPHUCTAHHIM
BUIIMBKH, 10 Y HOAAIBIIOMY PO3BHHYJIOCS B MACOBOMY BUPOOHHIITBI OJATY 1 IPEIMETIB MOBCAKICHHOTO BXKUTKY. BHCHOBKH.
V crarTi y3arajgbHEHI 0COOMMBOCTI MisSUTBHOCTI TEXHIYHO-EKCIIEPHIMEHTANBHOI J1labopaTopii BUPOOHMIITBA, B SKif MPAIFOBATIA
JIOCBITYCH]I XyIOKHUKH-TIPO(PECIOHAN il KEPiBHHUIITBOM TOJIOBHOTO XYHOKHHKA. BHpoOM ekcriepuMeHTaIbHOI j1aboparopii
OJIMH pa3 Ha TP MICSIL TIeperIsiaInch Ta 3aTBEPIUKYBAINCH Ha XylOXHIN pazi B LIeHTpanbHii XynoxkKHIH eKcriepuMeHTaIbHIN
naboparopii « YKpXyIoKIIpoM», IIPONUCYBallach KUTbKICTh aCOPTUMEHTY, sSIka MO)Ke OyTH BUTOTOBJIEHA 32 KOXKHHM 3Pa3KOM.
Matoun J103B1T Ha MOfIAITBIIE BIIPOBA/PKEHHSI, BAPOOHUIITBO BUKOHYBAJIO BUPOOM MaJUX NapTii a0 MacoBOro BUPOOHHUIITBA.
3aTBepKeH] eKCIIepUMEHTaIbHI BUPOOH 1111 HA3BOI0 3pa30K-ETalloH 3aBiK 1 30epiraancs B eKCliepUMEHTalbHii Jlaboparopii
mianmpueMcTBa st 3Bipku. Ilicns 3aBepiieHHS BUKOHAHHS BHPOOIB MAacCOBOTO BHPOOHHMIITBA, 3Pa3KOM-ETATIOHOM 3aBXKIU
KepyBaBcs Binmin TexaigHoro kouTpomo BTK. BupoOumdo-xynoxne o6’emnanns im. T. I IlleBuenka 3ampoBamKyBaiio
1 CKJIaa7mo HOBHI aCOPTHMEHT 1 MOJIEINI XYO’KHBOT MTPOMICIOBOCTI Ha TEPUTOPii YKpaiHu.

Knouosi cnosa: BUpOOHUITBO, XYJOXKHS IIPOMHUCIIOBICTD, TEXHITHO-EKCIIEPUMEHTAIBHA J1aO0PATOPisl, BUIIMBAIBHHIII.

Beryn

MmucTenTBo K XyIOXHS TBOPYICTh — OAWH 13 PI3HOBHIIB BUPOOHUIITBA, cHienudika SKOTO Y po3poOIeHH]
izel mpo npenmeru. Crouyarky iHAMBiIyasbHa Ipals CTae€ MPOMHCIOM 1 CTHUMYIIOE YIOCKOHAIECHHS (GopM
CycCIIBbHOT (KONEKTUBHOT) oprauizauii npari. Ha 3Mminy iHIUBi TyaqbsHOMY BUPOOHHULITBY «ITPUXOIUTEY KOOHEPAList
(cmiBpoOITHUTBO), Hani — ManydakTypa, Gpadbpuka, iHIYCTpisL.

AHaii3 iCTOPUYHOTO PO3BUTKY XYJAOKHIX TIPOMHUCIIB B YKpaiHi HECIPOCTOBHO MiJTBEP/IKYE IIFO
3aKOHOMIPHICT. YKPaiHCBKI XyHTOXKHI MTPOMHUCITH MTOETAITHO BUI03MIHIOIOTHCS — BiJl BATOTOBJICHHS ONIATY Ta HOTO
TIpUKpaIIaHHs (BUIINBKA), BUTOTOBJICHHS JACKOPATHBHUX MPHUKpac (METPUKIBCHKHUHA PO3MHC) — IO Pi3pOsApcTBa
1 xumnMapceTBa (AHTOHOBHY, 3axapuyk-Yyraii Ta CrankeBuy, 1992, c. 131-132).

3Ha4yHa PONb Y XyHOXKHBO-TIPOMHUCIIOBOMY PO3BHUTKY YKpAiHH HAJCKHUTh 00 €IHAHHIO «YKPXYHOKIIPOM),
ke Oepe MoYaToK BijJ AisUTBHOCTI YKpaiHCHKOI XyIOKHBO-NPOMHCIIOBOI crinku y 30-x pokax XX cT. y ckimani
119 aprineit. 3romom, y pe3ynbrari YMCICHHUX peopraHizaimiii mepexa [naBxygoxmnpomy 1o 1973 p. namiuysana
24 babpukw, 3aBOJI, YOTUPH TIPOMHUCIIOBO-XYIOKHI 00’ €tHanHs, KuiBcbky 0asy, dhipMoBuit yHiBepMar i LleHTpaibHy
XyIO)KHBO-EKCTICPUMEHTAIbHY J1aboparopito. 3 1988 p. 10 ckimamy BKOTpe pEOpraHi3oBaHOTO BHPOOHHUO-
TOPTOBENBHOTO 00’ €HAHHS YBIWIUIN Taki mianpueMcTsa sK: (adpuka «Binamuyankay (M. Binawuis); dadpuka
imeni T. I. llleBuenka (M. Kui); dadpuka «['yiynemuna» (M. KociB); dhadpuka «IlonraBuankay (M. [lonrasa);
¢adbpuka «Ykpaina» (M. XapkiB); padpuka «llerpukiBcpka posmucy» (cMmt. IleTpukiBka); ¢adpuka «loHOacy
(M. Honeupk); padpuka imeni P. JlrokcemOypr (M. [BaHo-®pankiBebk); hadpuka im. 17 Bepecnst (M. Komomus);
¢padbpuka «borycnaBkay» (M. borycnaB); ¢abpuka imeni b. XmenpHuipkoro (M. [lepesiciaB-XmenbHULBKHIA);
¢adpuka im. Jleci Yrpainku (M. JIbBiB) Ta necstok inmmx (Kucenesa, 1980, c. 5-7).

© BapuBonuuk A. B., 2019
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3 1994 p. Ha Oa3i WANPHEMCTB Ta OpraHizamid YKpaiHCHKOTO KOHIIEPHY XYAOXHIX MPOMHCIIB
«YKpXyIOXKIIPOM» CTBOpPeHE Jlep’kaBHE aKIliOHEpHE TOBAapPHCTBO «YKPXYHOXKIPOM», sike Bke y 2004 p.
JIKBIZOBAaHO y 3B 3Ky 13 OAaHKPYTCTBOM.

Merta crarTi

MeTor0 AOCTIKCHHS € BHCBITICHHS OpraHi3amiifHuX mporieciB (abo opranizamiiHOl CKIJIaToBOL
BHPOOHUYO-TIPOMHUCIIOBO]  [iSUTBHOCTI) TEXHIYHO-EKCTIEpUMEHTAILHUX  JabopaTopiii KOHIIEPHY
«YKPXYIOXKIIPOM»; BHUSBJICHHS CHEUU(IKM CTBOPECHHS Ta BHKOHAHHS CKCIIEPUMEHTAJbHHUX BHUPOOIB 13
3aCTOCYBaHHIM YHIKQJIbHUX YKPAiHCHKHX XYIOXHIX HPOMHUCIIB, TakuX SK BHIIMBKAa Ha BupoOHHYO-
xynoxkHboMy 00’ ennanni imeni T. I. [lleBuenka.

Buknan matepiany gocaiaskeHHs

lomoBHUM HiAIPUEMCTBOM « YKPXYI0KIpOoMY» Oyino Bupoorndo-xynoxue 06’ eqnanns im. T. [llepuenka,
JI0 HBOTO HaJexau nBaHaauaTh (imianis y KuiBcbkuii oonacri: bina Llepksa, Bacunbkis, ['oromnis, [openka,
I'wigun, l'ocromens, Oneniska, IBankis, Karapnuk, Jlitku, Muponiska, Hopaoowis (Kapa-Bacunbepa, 1993,
c. 140).

Y 1930p. wa KuiBmuHi (QYHKIIOHYBaJW JABaIIATh BHUINMBAJIBHUX ocepenkiB. [lounHaroun
3 1930-1931 pp., XyIOKHBO-BHUIIMBAIbHA TPOMHCIOBICTh KHIBIIMHU MiAMOPSAIKYBajdach KHIBCHKOMY
TOBAapUCTBY «TE€KCTHIILEKCIIOPT», SIKI MOBHICTIO IPALIOBAJN Ha MPOAAX AJS 3aKOPJOHHHUX ACpKaB. Y IHMX
MICHEBOCTSX apTUll MOCiAanu Tepmri Micusg Ta Oynu HalyCHIIIHIMNMHA Y BUIIHBAIBHOMY YKPaiHCHKOMY
npomucmi. Y 1934p. Bci aprini Oynu o0’emnanHi y KuiBcbke BUPOOHMUO-XyHOXKHE 00’ €JHAHHS
im. T. I. LlleBuenka, sike yBIHIUIO B « YKPXyAOKIpoM», a B 1974 p. ¢abpuka orpumana Ha3By BupobHuyo-
xynoxue 00’ennanns im. T. I IlleBuenka (Kapa-Bacunbera, 1993, c. 140).

TotoBa npoaykiist 3 hiii MPUBO3WIIACH HA CKIIAJl BUPOOHHUIITBA, TPOXO/IUIIA BIJJIIT TEXHIYHOTO KOHTPOITIO
Ta PO3BO3MINCH 10 TOPTOBEIBHUX MEPEIXK.

Ha BupoOHUIITBI pa3 Ha MicAIlb IPOXOAMIIHN XyJOXKHI pajiv, paja CKiIaanach i3 MpeCTaBHUKIB OCHOBHUX
BIJUTUTIB 1 MPOBITHUX TPEICTABHUKIB BUPOOHUIITBA: XYIOKHUKIB, MOJIEIBEPIB, KOHCTPYKTOPIB 13 ofsry. Ha
XyAOKHIM paji 3aTBEpAKYBaJIMCh 1 MPONOHYBAINCH HA PO3MISLA Y XyAOKHIO pagy «YKpXYIOXKIPOMY», sIKa
po3TalloByBasiack Ha Byiuili BopoBchkoro 22, jie mOroKyBasid 3pa3kd BiJIIIOBIJHO JIO BUMOT XYIOXKHIX
MIPOMHUCIIIB, 13 JOTPUMAHHSIM HAI[IOHAJBHUX TPAAUIIIN B 05131 Ta peyax MoOyTy i MPOIIOHYBAJIM JIJIs 3aIyCKY
B MacoB€ BUPOOHUIITBO.

3rigHO 3 KPUTEPIsIMHU MIOA0 OIIHKK XyAOKHIX 1 TEXHIYHUX SKOCTEH BHPOOIB CKIIAaBCs MPOTOKOT BUPOOIB
3aTBEPKCHUM JJI1 MACOBOTO BUPOOHMIITBA 1 IPSIMYBaB 10 IPOMHUCIIOBUX HiAMPHUEMCTB 3 PEKOMEHAALISIMH 10
BUITYCKY B MacoBe BUPOOHHUITBO.

JUis  XynOXKHHMKIB 1 KOHCTPYKTOpIB BUPOOHHMITBA KOKHHK MICSIb BUIHCYBAaIUCh KYPHAIH MOX
BITYM3HSHOTO Ta 3aKOPJOHHOTO BHJAHHS, TaKi sk bypna ta inmi. KoxkHi TBpOKY XyI0’KHUKH 1 KOHCTPYKTOPH
BUPOOHUIITBA 3anpouryBanuck Llenrpansaum Oynnakom Mojeneii (Bya. Lllora Pycraseni, 16) Ha mokasu Mo,
TUM CaMHM 3HAHOMHUIIMCH 13 HOBUMH TEHJICHITISIMU MOJTH HA HACTYITHUH CE30H.

BupoOuudo-xymoxkHi 00’€HAHHA KOHILEPHY «YKPXYAOKIIPOM» Majl TEXHIYHO-€KCIIepUMEHTAIIbHI
naboparopii, B IKAX TPAIFOBaIH JATUIOMOBAaHI (paxiBIli: TOJMOBHUN XyIOKHUK, HAYAJIbHUK EKCIIEPUMEHTATBHOT
naboparopii, KOHCTPYKTOPH, XyIOOKHHUKH, TEXHOJIOTH, MaWCTpu 3 BuKoHaHHs BupoOiB (Kucenesa,
Kapa-Bacunnesa ta [Ipunatko, 1979, c. 212).

ExcriepumenTtanpia nmaboparopiss HiANOPSAKOBYBajach TOJOBHOMY XyAOKHHKY 1 HadaJbHUKY
eKCIIepUMEHTaNbHOT J1abopatopii. st CTBOpEHHs HOBOi MoOjelli Ha BUPOOHMIITBI TOJNOBHUH XYIOXHHK
1 HAYaThbHUK HATaBaJId KOHCTPYKTOPY 1 XyIOKHUKY 3 BUIIIMBKH Yac Ha pO3pOOKY JIeKaJl i BATOTOBJICHHS 3pa3Ka
3aTBEP/KEHOTO BUPOOY, a TAKOXK pPO3POOKY KOH(EKIIIHOT KapTH. Y KOKHOTO XYIOKHUKA 1 KOHCTPYKTOpa OyB
MICSTYHHUH IJIaH 31 CTBOPEHHS MOJIEINI i BUILIMBKH /10 KOKHOTO BUPOOY. 3a IIIaHOM XY/I0KHHK 32 MiCSIb TOBUHEH
OyB CTBOpPHUTH 6 MaJIOHKIB Oy[b-aKkuX peyeil. Lle Mo OyTH cKaTepTHHU, CEPBETKH, OJIST, SIKi CTBOPIOBAIIUCS
CHUIBHO 13 KOHCTPYKTOPOM.

VY koH(ekIiiHIi KapTi MoJaBajiaCh MOJEJIb Ta IPI3BHILNE BUIIMBAJIBHUII, SKa BIJIIMBAJA IO
eKCIIepUMEHTaNIbHY MOjIeNb; BuluBaibHUI JI. bapanchka O00B’s13k0BO HAa KOH(MEKIIIHHIN KapTi 3aIHIIaBCs
OITMH Kpall BUIIIMBKH, JI¢ MOXKHA OYJI0 MEepeTITHYTH 3BOPOTHIN OiK. Ha BiIIMMBKY IIOTO MaTIOHKA BUKOPHCTATH
8 rpamiB HUTOK Ta 16 romuH, TakoX BpaxoByBajach LiiHA TKAHMHM, HUTOK Ta MOIMIMTTA. 32 LUMH JaHUMHU
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CKJIA/IaJIach 3apIUIATHS BUIIUBAJIBHUII, SKi BUIIHBAINA COPOYKY IJISI MACOBOTO BUPOOHHUITBA. [licis mommTTs
BUpOOYy (hopMyBasiach 3arajibHa IiHa Ha BUIIWBKY, NOIINB, IPACyBaHHs, TAKyBaHHS 1 BU3HAUasacs IiHa JJIs
MpoJaXy y po3apiOHiii Toprisii (puc.l., 2.).
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Puc. 1. Kondexmiiina kapTka Ha MOZIeIIb XKIHOYOT OITy3KH Puc. 2. XyIOKHUK eKCIIepUMEHTATbHOT

. . V-54-83 (1984 p.) naboparopii €pmauenkoBa B. nparitoe Haj
Fig 1. Confectionery card for the model of women’s blouse CTBOPEHHAM MAJIOHKA HOBOTO JKiHOMOTO

V-54-83 (1984) BrpoGy (1973 p.)
Fig. 2. The artist of the experimental
laboratory Yermachenkova V. works on

the creation of a picture of a new female
product (1973)

Mogens puc.1 Oyna pospobaena 3a Ne ¥V-54 B 1983 p., micns 3arBepakenHs Onyska orpumaina Ne25 i Bixke
BUITyCKaJach B MacOBOMY BHPOOHHLTBI y 1984 p.

CriBpoOITHUKY eKCIIEpUMEHTAIILHOT 1a00paTopii MK 3pa30K-ETaJOH Ta HABIIYBaIIH SIPIUK, SIKUIA 3aBipsB
NPENCTAaBHUK BIJJIUTY TEXHIYHOTO KOHTPOMIO. 3pa30K-€TajoH 30epiraiud B eKCIepUMEHTaJbHI Jaboparopil
JUTS 3BIPKH 13 UM BHPOOOM. 3TiTHO 3 TpadikoM 3amycKy HOBHX BHPOOIB Y MacoBE BHPOOHHIITBO, TEXHOIOTOM
PO3po0IsIachk TEXHIYHA 1 TEXHOJIOTIYHA JOKYMEHTAIlisl Ha TIOIINB 1 BUIIUBKY BUPOOY 1 CHUTBHO 3 TaOOpPaHTOM
EKCTIEPUMEHTAIIFHOTO 1eXy y Iiexu (imianiB 00’eqnanas y KuiBcbkiit oOmacTi BuikmkaB TexHomnor. JlabopaHt
HaByaja poOITHUKIB (il BUTOTOBICHHIO HOBUX BUPOOIB, Kpiil IKMX 3arOTOBILSUIH Y PO3KPIHHOMY LieXy 00’ €IHaHHS
Ta MPHUBO3WIHN A0 imii. [Ticns nomwutTs BupoOu nepeBo3unuck 10 Kuesa, nepeBipsinch poOiTHUKaMHU BiAAiTy
TEXHIYHOTO KOHTPOJIIO 1 3BIPSUIMCH 31 3pa3KOM-ETaJIOHOM, SIKUH Tepe0yBaB B eKCIICPUMEHTAJIbHIN Jlaboparopii.
Bupo0u, 110 npodnum nepesipKy, IPOXOJHIH BOJIOTO-TEIIOBY 00pPOOKY, YIaKOBYBAIHUCH Y TIPOMHUCIOBY Tapy
1 BIATIpaBISUTACH Ha CKJIad. Y MaiOyTHROMY iX TepemaBaid Ha TOPTOBY 0asy, 3 KO0 Oy YKJIaaeHI TOPTOBEIbHI
JIOTOBOPH.

BupoOHUUITBO BiJBiIyBagM IIKOJISPi HABYAIBHO-IPOMHUCIOBOrO KoMOiHaTy Ha ©0a3i mxoinn  Ne 3
[leBuenkiBcpkoro paiiony micta Kuesa. [lledcoknmu 3ycumnsimu Gpadpuku im. T. IlleBuenka Oys0 BcTaHOBIEHO
Ta HaJIAroJDKEHO MIBAbKUI Lex y 1984 p., e mKomspi cTapnx KiIaciB y BiIbHUI BiJl HABUAHHS Yac HaBYAIKCh
HIBAIbKIH CIIpaBi Ta MK 1151 00’ €/THAHHS CYyBEHIPHI CEPBETKH, SIKi 3a3/1aJIeTi b BUIMBaJH Hikosspi YBK (yu6oBo-
BUpoOHIYOTrO Komriekcy) CuperpKoro paifony 3a ampecoro: Bya. lllycesa, 20. Tum camuM 03HaOMITIOBAIH
IIKOJISIPIB 13 BUpOOHMYUMH TIPO(ecisiMU Ta TOTYBAIN MOJIOAB JI0 OTPHUMAaHHS POOITHUYMX CTIEI[iaTbHOCTEH.

Hampukinmi 80-x pokiB XX cT. Ha BupoOHUITBI BinOymuch 3Minu: 10.01.1989 poky y 3B 513Ky i3 BBEICHHIM
HoBUX yMoB orutatu npaiti [locranosoro LIK KITPC PM CPCP i BIIPIIC BcTaHOBJI€HO, 1110 BAPOOHUIO-XYT0KHE
00’ennanns im. T. I llleBuenka nepeliveHoBano y Gadpuky iMm. T. I. IlleBuenka (AnToHOBHY, 3axapuyk-Uyraii
ta CrankeBud, 1992, c. 140).

3 1992 p. XymoxkHI paju NPOXOIWIHM TiILKUA Ha BUPOOHUIITBI B eKCIIEPUMEHTAJbHII aboparopii, a omsr
KA OyJTM BUKOHAHO B €KCIIEPUMEHTANBHIHN JTabopaTopii, MPOUTIIOBIIH 3aTBEPHKEHHS, BUITYCKAINCH JIUIIE 3a
pilIeHHAM pajy BUPOOHHUIITBA. 3 TOTO K Yacy BHPOOHHUIITBO MEPEHIIUIO HAa CAaMOOKYIHICT i caMO(iHaHCYBaHHS,
1 ITpalroBaIo JIMIIE HA 3aMOBIICHHSL. [1lianprueMcTBO BUpOOIISIIO pedi 3 BUIIMBKOIO JUIsl CAMOISIIBHUX KOJICKTHBIB,
JM3aiiHepiB Ha yKpaiHChKi moka3u «Ce30HH MOy, a TAKOK BUKOHYBAJIO BIACHI 3aMOBICHHSL.

Bupo6bu KuiBcekoro BupoOHHYO-XynoxkHBOTO 00’€mHanHs iM. T. [lleBueHka eKcCIoHyBaJIuCh Ha
MDKHApOAHUX 1 pecrnyOniKaHChKMX BUCTaBKax, BUPOOHMUITBO HAropoKyBaJOCh AWIUIOMAMH 1 MeTalsiMH,
BUPOOH EKCIIOPTYBANIACH J0 PI3HUX KpaiH. A Ha MIAMPUEMCTBI y TOH "ac Bxe mparoano nonan 1500 Tuc. ocid
1 OLTBIIICTE POOITHHKIB Oyi0 y dimisx B Kuesi, y nmenTpansHOMy Kopiryci mpamtoanu 400 ocid (BapuBoHUUK,
2012, c. 240).
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Y 1995 p. BupobHHUO-XymoxkHBOr0 00’cmHanHs iM. T. IlleBdenka Oyrmo mepeiiMmeHOBaHe Ha 3akpHTe
akIioHepHe TOBapucTBO «BupoOoHmuo-xynoxkue 06’ ennanng iM. T. I. [llepuenkay.

VY 2000-x pp. 3AT BXO im. T. I. llleBuenka mparroBaio i 3aMOBJICHHSI, SIKi pOOMIIN TOTEJISIM « YKpaiHay,
«HamuionanbpHuiiy, mocTauarou BUIIUTY HOCTUTBHY O1IM3HY, CepBETKH, cKaTepTHHH. L1 KocTioMu [U1s XOpiB,
auTsiaoro ancamomo «CriBaHOUKay, 30kpeMa i xopy iM. [ I. BepboBku, ancamoimio im. I1. I1. Bipcbkoro. st
MDKHApOJHOTO OnaroaiiHoro Gouxy Cesitol Mapii BAKOHYBaIH 3aMOBIICHHS — BUIITMBAJIH ITaCXaJIbHI CEPBETKH,
ckaTepTuHU. Marasus «/JliM ogapyHKiB» 3aMOBJISIB BUIIUTY MOCTUTBHY OLTH3HY, OOPSTIOBI pyITHUKA. Takox
BHIIMBAJH JIOTOTHITH BipM 1 3aKITaIiB.

Y 2004 p. BupoOHMUTBO Oyno 3akpure, Oarato BHCOKOKBadiikoBaHMX (axiBUiB — XyHOXKHHKIB,
KOHCTPYKTOPiB, MalCTpiB, POOITHUIIb-BUIIMBAJIBHHULE BTPaTHIM PoOOTY, a pa3oM 3 UM yTBOPUIACH JIAKyHa,
PO3pHB y HalllOHAJBHIN Tpaauiii. ¥ KpaiHi HiOM 3aHOBO 3’SIBISFOTHCS HEBEIMUKI BJIACHI IIIIPUEMCTBA, CXOXKI
Ha apTiii, SKi iCHyBaJlM Ha 1MO4aTKy XX CT., Jié Ha HEBUCOKOMY XYAOXHBOMY PIBHI BHUTOTOBIISUTHCH XYHOXKHI
BUIIMBAIBHI BUPOOH, a HUHINIHI MaCTPH HE MalOTh BKe HajiexkHO! kBamiikarii. Ha »xanp, choromHi BrpaueHa
1 Mepeka TOPTOBHX TMIAMPHEMCTB, 1€ MOXHA BIIBHO TPHIOATH Pedi HAPOAHOI TBOpUOCTi. Bimrak MaitOyTHI
XyZIOKHI IpoMHCIIN YKpaiHu nepeOyBatoTh MiJ] 3arp0o3010 3HUILCHHS.

BucHoBku

VY crarTi 1oCiipKeHO 0COOIMBOCTI BUPOOHHIITBA XYIOKHIX TIPOMUCIIB YKpaiHH Ha MPUKIAJI i IPHEMCTB
KOHIIEPHY « YKPXyHIOKITpoM». Ha BUpoOHUTITBAX « YKPXYIOKIIPOMY» 3aCTOCOBYBAJIHCS KPUTEPIl | METOMOIOTIUHI
peKoMeH/aIii 3 OIIHKM XyTOXXHBOTO PIBHS 1 TEXHIYHOI SAKOCTI BHPOOIB HAPOAHUX XYAOKHIX MPOMHCIIB, IO
BUITyCKaJIM BUPOOHMIITBA MICIIEBOI TIPOMKCIIOBOCTI Ta 1HINI BiZOMCTBa. BHpoOHM eKcrieprMeHTaNbHOI Jlaboparopii
NEpiOIUYHO MEeperIAINCh Ta 3aTBEPIKYBaMCh LIeHTpaabHOI0 XY[IOXKHBOIO EKCIIEPUMEHTAIBHOIO J1a00paTopiero
«YKpxynoxnpomy». EkcmepumeHTanbHi BHpoOM 3aBkau 30epiramucs B eKCIepHUMEHTaNbHIN JabopaTopil
miinpreMcTBa AJst 3BipkH, a BupoOouuuo-xynoxue 06’ eqnanns iM. T. I [lleByenka 3anpoBaKyBasio 1 cKiiaaano
HOBHI aCOPTHMEHT 1 MOZEI XYIOKHBOI TIPOMHCIIOBOCTI Ha TepuTopii Ykpainu. Ha sxanb, yHac/IiI0K eKOHOMIYHOTO
3aHeMaIy MOYajoCh 3aKPHUTTS MEPEBAKHOT OUTBIIIOCTI BUPOOHUIITB XyHOKHBOT IPOMHUCIIOBOCTI, Taka OIS BUTIaIa
i KuiBcbkomy BHpOOHNYO-XynoxkHbOMY 00’ eqHanHfo iMeHi T. I [lleBuenka. BupoOHUIITBO « YKPXYIOXKITPOM» HE
BUTPHMAJIO PUHKOBOI KOHKYpeHMil. [lopymmmich ekoHOMIuHI 3B°3KH, 3’IBWJIMCH 3HA4HI MPOOJIEMH 3 TMOCTAYaHHIM
CHPOBHMHH, TEXHIYHO 3acTapiiio oOnagHaHHs Ha MiANPUEMCTBAX, 3iHIUIA HaHIBEHb MiATPUMKA AEPXKABH LIHOTO
CEKTOPY EKOHOMIKH Ta KyJIBTYPH, 110 1 CHPHYMHIIIO TOCTYIOBY JIKBiAAII0 BAPOOHMUYO-XYI0XKHIX 00’ €JHAHb.

Ha ocHoBi mofiaHoT0 MaTepiany aBTop BOayae MepCcreKTHBH MOAANBIINX JIOCTIIKEeHb Y HAPSIMKY BUPOOHHYO-
MIPOMHUCITIOBO] CHenU(iKK Ta MISUTBHOCTI MIANPUEMCTB BHPOOHNYO-XYHOKHIX 00’€JHAHb B SKHX BUTOTOBIISUIN
BHPOOW 3 BUKOPUCTAHHSIM YKPATHCHKOI BUTITMBKH.
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OPTAHU3ALMSA ITPOU3BOACTBEHHO- | Bapusonunk Anactacus BuranbesHa
NPOMBIIIJVIEHHOU JEATEJBHOCTMU | Kanouoam uckyccmsoseoenus, doyenm,
KOHUEPHA «YKPXYIOXIIPOM) | Kuesckuii ynusepcumem umenu Bopuca Ipuruenxo,

Kues, Ykpauna

Ienbto mccnenoBaHus SBISETCSl OCBEILCHUE OPraHU3ALMOHHBIX MPOIECCOB (MM OPraHU3al[MOHHOIN COCTaBISIOIIECH
MIPOU3BO/ICTBEHHO-TIPOMBIIIJICHHOMN JIESITEIILHOCTH ) TEXHUKO-DKCIIEPUMEHTAJIbHBIX nadoparopuit KOHIIEpHa
«YKpXyIOKXIPOM»; BBISIBICHHE CICHU(GUKU CO3IAHHUS U BBITOJHEHUS 3KCIIEPUMEHTAIBHBIX U3ACIHHA C MPUMEHEHHEM
YHHUKAJIBHBIX YKPAMHCKHUX XyIO)KECTBEHHBIX MPOMBICIOB, TAKWX KaK BBIMIHIBKA Ha [IpOM3BOACTBEHHO-XY/I0KECTBEHHOM
oobequaennn umern T. I IlleBdenko. MeTOmOMOTHS HCCIIEAOBAaHUS OCHOBBIBACTCS HA FWCIIOIH30BAHHM B KaueCTBE
oOIICHAYYHBIX METOJOB (aHANU3, CHHTE3, 00OOIICHUE, WHAYKIUS, NCAYKIH), TaK U YACTO MUCKYCCTBOBETUCCKUX —
HCTOPHUKO-KYJIBTYPHOTO, PEKOHCTPYKTHBHO-MOJICIIBHOM, XPOHOJIOTHYCCKON JICCKPHUIIIIH, CIIOCOOCTBYIOIIHNE PACKPBITHIO
SBOJIOIMKA W PAa3BUTHsI TBOPYCCKH-IIPOU3BOJCTBEHHON JCSITEIBHOCTH JIA00paTOpuil KOHICpHA «YKPXYIOKIIPOMY.
Haquaﬂ HOBH3HA 3aKJIKO4YacTCsd B BbIIBICHHHU HpOI/ISBOI[CTBeHHO-HpOMBIH_UIeHHOI‘/II CHGHI/I(I)I/IKPI ACATCIbHOCTHU
NPEANPUATHI KOHLIEpHA «YKPXYAOXKIIPOM», H3IEIMM C MCIOJIb30BAHUEM BBIIIMBKM, B JaJIbHEHLIEM pPa3BUIIOCH
B MacCOBOM IIPOU3BOJICTBE OJICKIBI M TIPEAMETOB TIOBCEAHEBHOTO 00nxona. BeBoasl. B cTarse 06001meHbr 0coOeHHOCTH
U JeSITEeIbHOCTh TEXHHYECKH DKCIIEPUMEHTAIBFHON JTa0opaTopuy MPOW3BOJICTBA, B KOTOPOW pabOTaml OIBITHBIC
XyIOKHUKH PO ECCHOHAIBI IO PYKOBOJICTBOM TNIABHOTO XYIOXKHHKA. M31emust S9KCriepuMeHTaIbHOM 1Ta00paToOpru OHH
pa3 B TpHU Mecslla NepecMaTPUBAINCH U YTBEPKJAINCH HA XYIOKECTBEHHOM coBeTe B LleHTpanbHOM Xy[q0KeCTBEHHON
IKCIICPUMCHTAIBHON J1a00PaTOpUN « YKPXYIOKIPOM». Y TBEPKIACHHBIC SKCIICPUMCHTAIBHbBIC M3ICNHUS 0] Ha3BaHHEM
00pa3er-3TajaoH, COXPAHsUIUCh B SKCICPUMCHTAIBHOMN J1a00paTopuK MPEANPUITHS I CBEPKH OTACIa TCXHHYCCKOTO
xoHTponst OTK. IlponsBoacTBeHHO-XyA0KecTBeHHOE 00beanHeHne nM. T. I. [IleBueHKO BHEIPSIIO W COCTABIISIIO HOBBIC
ACCOPTUMEHTHI M MOJICIH XYyIOKECTBEHHOW TIPOMBIIIIEHHOCTH Ha TEPPUTOPHH YKPAWHBL.

Kutouesvie cnosa: TIPOW3BOACTBO;, XYMOXKECTBEHHAs MPOMBIIUICHHOCTD, TEXHHYCCKU-IKCIICPUMCHTAIBHAS
1a00paTOpUsl; BHIITHBAIBIIUIIHL.

ORGANIZATION OF PRODUCTION | Anastasiia Varyvonchyk
AND INDUSTRIAL ACTIVITY AT THE | PiD in Art History, Associate Professor,
“UKRKHUDOZHPROM” CONCERN | Borys Grinchenko Kyiv University, Kyiv, Ukraine

The purpose of the article is to cover the organizational processes (or the organizational component of production
and industrial activity) implemented at technical and experimental laboratories of the “Ukrkhudozhprom” concern; to
reveal the specifics of designing and manufacturing experimental products with the use of unique Ukrainian art crafts
such as embroidery at the Taras Shevchenko Production and Art Association. The research methodology was based on
the use of both general scientific methods (analysis, synthesis, generalization, induction, deduction) and purely artistic
methods, such as historical-cultural, reconstructive-model, and chronological-descriptive, which helped to reveal the
evolution and development of creative and production activity of the laboratories of the “Ukrkhudozphrom” concern. The
scientific novelty of the work lies in the identification of the production and industrial specifics of the enterprises of the
“Ukrkhudozhprom” concern, and the products using embroidery, which subsequently developed in the mass production
of clothing and everyday objects. Conclusions. The article summarizes the characteristic features and activity of the
technical and experimental production laboratory, in which experienced professional artists worked under the guidance of
the art director. The products of the experimental laboratory were reviewed and approved once every three months at the
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Arts Council at the Central Art Experimental Laboratory of “Ukrkhudozhprom”, with the number of items which could be
made per sample specified. Having a sales permit, the production facility manufactured goods in small or large lots. The
approved experimental products, which were called model samples, were always stored at the experimental laboratory
of the enterprise for verification. After the completion of the large-lot production process, the model sample was always
followed by the technical control unit. The Taras Shevchenko Production and Art Association introduced and designed
new assortment and models of the art industry in Ukraine.

Keywords: production; art industry; technical and experimental laboratory; embroideresses.

182



JTN3AWMH
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MucrtenrsoznaBctso. Bur. 40 ¢ ISSN 2616-4183 (Online)

DOI: 10.31866/2410-1176.40.2019.172701
VIK 7.05:62:800

IPEJIMETHUMM TU3AMH. | Beprynosa Haranis Cepriisua'®,
TOTOXHI TEPMIHMU | Bepryuos Cepriii BitaniiioBuu®,
TA IXHI CEMAHTHUYHI | 'kanouoam MUCIEeYME03HAECMEA, CIMAPUIULL UKIAOAY,
SHAUEHHS | ORCID: 0000-0002-8470-7956,
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2kanoudam mucmeymeosnascmed, npoghecop,
ORCID: 0000-0003-2603-9782,
e-mail: s.vergunov@gmail.com,
AXapriecbkull HAYIOHATLHULL YHIGepCUTem
Mmicvkozo eocnodapcmea imeni O. M. Bexemoasa,
syn. Mapwana Baoicanosa, 17, Xapxie, Vkpaina, 61002

Mera 0CHiPKeHHS TI0JIsIrae y BUSBICHHI 0COOJIMBOCTEH 3aCTOCYBaHHS TepMiHa «IPEIMETHUH U3aliH» y Teopii Ta
MPAKTHLI JU3alHY, PO3IISl TOTOXKHHUX HOMY TEpMiHIB 1 IXHIX CEMaHTHYHMX 3HA4eHb. MeToau JociimkeHHs. s BU3HaYeHHs
MOHSTIHHOTO arapary Ta BHUSBJICHHS TEPMIHOJIOTTYHUX TPAKTyBaHb OyB 3aCTOCOBaHMI METOJ| TEPMIHOJIOTIYHOTO aHaIi3y;
JUTST BUBUEHHSI JIITEPaTypHOTrO Marepiany iCTOPUKO-MOPIBHUILHUN METO/I BUKOPUCTOBYBABCS Y 3B’SI3KY 13 XPOHOJIOTIYHAM
METOJIOM, III0 JIaJI0 3MOTY PO3IITHYTH CEMAHTHYHI 3HAYCHHS BISIBICHUX TEPMiHIB Y AMHAMIII 3MIHH B YacCOBiH ITOCITITOBHOCTI
3arajioM, a TaKOX CHPHSIO X CHIBCTAaBICHHIO 1 BH3HAYCHHIO HAMOUIBII KOMIETEHTHHX TEPMIHOJOTIYHUX TIIyMadeHb.
HaykoBa HOBM3HA pOOOTH TOJSTae B JOCITIPKEHHI TEPMIHOCHCTEMH, BHSBICHHI Ta 3°SCyBaHHI 11 3MICTOBHX JOMIHAHT,
TOTOXHOCTEH 1 BiIMIHHOCTEH, ii crenu¢iky B raimy3i IPOMUCIOBOTO JU3aifHy Ta MPOSIBICHHIO B AW3aiHI cepepoBHINa,
a TaKoXX IMPAKTUYHOMY BIPOBA/DKEHHIO B JW3aHHEPCHKY NPAaKTHKY. BHCHOBKH. Y CTarTi poO3IISIHYTO HHM3KY TEPMIHIB,
TOTOXXHHX TTOHATTIO «IPSIMETHHI IU3aiH», a caMe: «KOJICKLIHHUN AU3aiiHy, «rapaKHUN AU3aiH», «KYCTAPHUN AU3AMH,
«MaHypakTypHuil au3aita». CeMaHTH4YHI 3Ha4EeHHS OUIBIIOCTI IHWX IOHATh HEOMHO3HAYHI, TOMY MOXYTh HOMHIKOBO
cripuiiMatrcs B mpodeciiiHix komax. Ha OCHOBI MPOBEIEHOTO MOCIIMKEHHS i€l TePMiHOCHCTEMH UTS TIO3HAYCHHS TM3AiHY
MoAiOHOTO POy 00’€KTiB, BPaXOBYIOUH IXHE (DYHKI[IOHATBHE 3HAYCHHS Y CTBOPCHHI €IMHOTO MPEIMETHO-IIPOCTOPOBOTO
Cepe/IoBHIIA TIPOJKMBAHHS JIFOAWHM, BHSBICHO OLIBII TOYHMH I CEMaHTHYHO BIpHMH TEPMIH: «AW3aiH NPEAMETIB Ui
iHTEP €PY».

Knouosi cnosa: KoneKiMHUN TU3aiiH; TapaKHUI AnM3aiiH; MaHy(akTypHUN TU3aiH.

Beryn

DopMyBaHHSI METOIOJIOTTYHOI Oa3u Au3aliHy W moOynoBa KOHUEMiH MpodinbHOT OCBITH B IiH MpaKTUUHIN
JUSUTBHOCTI, 3IIMCHIOETBCS, 30KpeMa, 3aBASKH HAayKOBO-TEOPETUYHOMY CYIPOBONY, YHOPSIKYBaHHS Ta
BJIOCKOHAJICHHSI SIKOTO HaOyBa€ OCOOJMBOI aKTyaJbHOCTI B IOCTIHHO MIHJIMBOMY CydacHOMY CBITI i3
BJIACTUBUMH HOMY TIIO0aTi3aIliiHUMU TTPOIIeCaMH.

ITocriliHe HacCWYEHHS MPEIMETHOTO CBITY 00’€KTaMH 3 HOBHMH CIIOKHBUMMH SIKOCTSIMH TIependoadae
MOSIBy HOBUX HamNpsMiB y nu3aiiHi. [Ipu 1iboMy TepMiHOIOTIYHI OOTPYHTYBaHHS MOAIOHUX SBHUII 31€01IBIIIOTO
CKJIaJarOThCsl NPEACTAaBHUKAMHU IEPIOAMYHMX JPYKOBAaHHUX Ta EJNEKTPOHHUX BUAAaHb 0e3 mpoginbHOT
JM3aifHEPChKOI OCBITH M HAJEKHOT XyI0KHBOI MiATOTOBKU. OTKe, Y)KMBaHI TEPMIHOJIOT1YHI TPAaKTyBaHHS HE
3aBXK/IM HAyKOBO OOTPYHTOBaHI I MPAKTUYHO JOILIBHI.

BojHouac 1OBCHOAHA TMOIIMPEHICTh MOMIOHMX BHUIAAHb I[EBHOK MIPOK BIUIMBAE 1 HA 3alliKaBICHUX
y IW3aifHepChKil MISUTBHOCTI YUTadiB, 1 HA MPAKTUKYIOUMX y Mid Tamy3i (axiBmiB. Bigrak 3’sBiaseThCS
TEPMIHOJIOTIYHA TUTyTaHWHA, a TIOHATIHHI HEBIIMOBITHOCTI MOXKYTh 3a4€MTUTH HE TiJIbKU 3arallbHe PO3yMiHHS
B I[IJIOMY, aJie i BILTMHYTH Ha CIPUUHSATTS B MpodeciitHoMy Ko Ju3aitHepiB.

VY 3aranbHOTEOPETUYHOMY aCHEKTi MpoOJIIEeMaTHKU TOCIiKeHHsT BUKOpucTaHi podotu JI. Cnek (2006),
B. I'i66ouca (2015), P. Moppica (2009), 1. Hopmana (2013). BapTto 3a3HauuTH, 110 KOMIUIEKCHUH PO3IIIST
MOJIOHUX THUTaHb YC€ IIE HEJAOCTATHBbO MPEJACTABICHUI 1 Mae CylepewinBi 3Ha4YeHHs. Taka CHUTYyallis
MIpU3BeENa 0 TOTO, IO TEPMIH «IIPEIMETHUN MTU3aiH» BIICYTHIN Y CIIOBHUKAX Ta CHITMKIIOMEISAX 1 3arajJbHO1
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CIPSIMOBAHOCTI, 1 B CIEIiali30BAaHNX BUIAHHAX, OPIEHTOBAaHHUX Ha JIM3aiH Ta apXiTeKTypy. Takox el TepMiH He
3yCTpiYaeThes 1 B IHO3eMHIl JriTeparypi, ockinbku «Object/Subject designy (mepexiia MOHSTTS «ITPEIMETHHN
JU3aiiH») CEMaHTHYHO HE BIpHUH Ui 3apyODKHMX JTOCTIAHUKIB. Y Mpoleci aHamisy Oyino BHSABICHO MOHSTTS
«Object-oriented design» i «Single-subject design», ane 11i TEpMiHU HE BiIHOCSTHCS A0 AU3alHY, 8 TOPKAIOTHCS
iHIMX cep JIIACHKOT KUTTEMIsIIbHOCTI. Tak, moHaTTTst «Object-oriented design» mo3Havae «... mporec
IUIAHYBaHHS CHUCTEMHU B3aEMOJIFOYMX 00 €KTIB 3 METOI BHUpIlIeHHs mnporpamuoi 3aBuanus» (K. Jlapman,
2005, c.7) Ak omWH i3 MIXOMIB TO PO3pOOICHHS MPOTrpamMHOro 3ade3MedeHHs, a TepMiH «Single-subject
design» BUKOPUCTOBYETHCS B Pi3HUX Tary3sx npukiaaHoi ncuxonorii (T. Tpimoxi, 1998, c. 34).

VY poborax inozemuux asropiB (JI. Cnek, P. Moppica, B.['i66onca i /. Hopmana) moxxna 3ycrpitu
TepMiHoJoriube TiymadeHHs: «Product design», o Mae esiKy cynepewimBicTh i3 O(iliiHO BUZHAHIM TEPMiHOM
«Industrial design» (ICSID, Bprorre, 1964). Cepen BiTYM3HSHUX JOCIITHUKIB TMOHSTTS IIPEAMETHUH TH3aiiH»
MPaKTUYHO HE PO3ISAIAETHCS Yepe3 CIIpHE CeMaHTHYHE 3HAYCHHs; TEPMiH BUKOPHCTOBYETBCS, SIK TPABUIIO, HA
BJIACHMX CaliTax TU3aifHEpiB Ta apXiTEKTOPiB, y KypHalax 3 JU3aiiHy iHTep €piB, HA BUCTaBKax 1 (hecTUBAIIX
JUTST iH(GOPMYBaHHS TOTEHIIIMHUX CcHOXuBadiB. OTXe, MOmiOHI TMPOSBH IHOTO TepMiHA HE BiTHOCATHCS IO
rpoeciiiHOT HayKOBOI JiTepaTypu.

Merta crarTi

Mera nociiKeHHS TIOJsTae y BUSIBICHHI OCOONMBOCTEH 3aCTOCYBAHHS TEPMiHA «IIPEIIMETHUI JN3aiH»
y Teopii Ta MPaKTHII TU3aHY, Y PO3DISII TOTO)KHUX HOMY TEpMIHIB 1 IXHIX CEMaHTHYHHUX 3HAYCHD.

Buxnan marepiany gociiizkeHHs1

OcTaHHIM YacoM TOHSTTS «IPEIMETHUH AU3aiiH» 3aiHAJI0 JTOCHTH MIillHI MO3MLIi B JU3aiHEPCHKOMY
[IPOCTOPI; BOHO MOX€E OyTH PO3IVISIHYTO SIK KOMITEHCAI[isl BIICYTHOCTI BiJIIIOBIIHOT IPOMHUCIIOBOCTI B YKpaiHi,
KOJIH € Oa’kaHHS TBOPUTH (IIPOCKTYBaTH), aje HEMa€e MOXIIMBOCTI peaii3yBaTH CBill MPOEKT y marepiali.
CroBoCOMydeHHSI «B MaTepialli» Tepemdadae IMOBHOIIIHHE cepiliHe BHUPOOHHUIITBO CIIOKHBYOTO TOBapYy,
a He peMiCHWYl OMHWYHI ek3eMIusipu. CHUTyallisi CKIIaJacTbes B TaKUH CIOCiO, M0 AW3aifHep, K Oakae
MIPOIEMOHCTPYBATH CIIOKUBAdy NIEBHUH 00’ €KT, SMYIICHUH 3aliHATH MO3UIIFO PEMiCHUKA 1 3pOOUTH 1€ 00’ €KT
CBOIMH pyKaMH; SIK HACJTIIOK — YC€ 4YacTillle CKIaJaeThCsl CIpaBeJiiBa JAyMKa, L0 MPOMHUCIOBUH IU3aiiH
B YkpaiHi — 11e pemecia.

BriacHe BUTOTOBJICHHSI PI3HUX MPEIMETIB € HE TUIbKU BIAMOBIIII0 HAa oTpeOy B iHAMBIMyasi3alii, ajie
U Ta€ 3MOTY TIEPETBOPUTHCS 13 TTACHBHOTO CIIOKMBada B aKTHBHOTO TBOPIL CBIiTY HaBKoJo. [logiOHi mporecn
MO)KHA BIJHECTH JO Kareropii MEeBHUX AW3aHH-BUPOOHHUIITB — TOOTO THX, XTO BXKE CHOTOIHI CAMOCTIHHO
po3pobitsie, BUpOOIISE i poIae CBiil MPOAYKT y cerMeHTi MeOITiB abo JOMAITHROTO AEKOpY.

3TiHO 3 TOCIIHKEHHSIMU JEIKUX KOMIIAHIH, [0 3aiiMaloThCs iHBECTHUIlisIMU Ha Teputopii kpain CHJI,
«... TIONUT HA 1HAWBIIyanbHUH Mu3aiiH Oyne Hajmami 3pocTard, 1 Bce OuibIIe Jroied HaBiTh 3 HEBEIHMKUM
JOCTaTKOM 3aX0UuyTh YTUIUTH CBOI 1711 B 0cOOUCTOMY iHTep €pi <...> MallOyTHE HE CKACY€E MOMUTY Ha KIIACHKY
a0o MiHIMaIi3M, ajie Taki 3allUTH CTaHyTh OJHWUMH i3 COTE€Hb — €roxXa BUOOpPY aTpuOyTOBaHUX CTHIIIB Oy/e
3aMimnieHa KajaelI0CKonoM 1HauBIAyanbHuX pimensy (Iraar’es, 2017). BianoBigHo, y 1iux sBUIax Moxe O0yTn
3ajlisiHa TIPOQeciss MPOMHUCIOBOTO Au3aiiHepa MaiOyTHIX BUITYCKHHUKIB HABYAIBHUX 3aKJIaJiB BUIIOI OCBITH,
a JIOIIJIBHO BiIOyJI0BaHa CTpATerisl IXHBOI OCBITH # MiATOTOBKHU OyJIe IbOMY CIIPHSITH.

[ToxiOHa miaroToBKa MoXe 3a0e3meunTH (HaxiBLsAMU 1 TAKHA, BITHOCHO HOBUH (1€ Ipolec cTapTyBaB Ha
novatky 1970-X pokiB), HAPSIM, SIK «KOJIEKIIHHUH AU3aiH», 10 CTaB 0COOIMBO aKTUBHO PO3BUBATHCS B OCTaHH1
JBa-TpU POKU. MOXKHA CTBEp/XKYBaTH, 110 IPOMHUCIIOBUH JN3aiiH, Y PO3yMiHHI CBITOBOT apT-CIILHOTH, CTaB
MIPUPIBHIOBATHUCS JI0 BU/IB MUCTELITBA, MTOPA 13 Y)KUBOIIMCOM, CKYJABITYPOIO Ta IHITUMHU KaHPAMH Bi3yaJTbHUX
MUCTEIITB. 32 €MOITIHOT SICKPABOCTI MMPOSKTHUX PIIICHb 1 XYIOKHIMU SIKOCTAMH IUX TPEIMETIB, MEsIKi 00’ €KTH
IIPOMHUCIIOBOTO AM3aliHYy MOJKHA HOPIBHIOBAaTH i3 TBOpaMM «4HUCTOro» MucreurBa. COKOBIKHMaIKa «Juicy
Salif» ®inina Crapka, cBitunbauk «Lucellino» Inro Maypepa a6o kpicino «Proust» Aneccanapo Menaini —
HE TUTBKH (YHKIIOHAIBHI Ta €PrOHOMIYHI, ajie i XyJO)KHBO BHUPA3Hi, BOHU € My3eHHUMHU Ta KOJCKIIHHUMHU
peAMETaMH.

Cnin 3BepHYTH yBary W Ha MHUTaHHS THPaXyBaHHS — OOCSTY CEpPIHOTO BHPOOHHMIITBA, IO IOB’s3aHE
3 TUTaHHSAM YHIKQIBHOCTI. O0’€KTH «YHCTOTO MHUCTEITBA» TO-CBOEMY YHIKQJIBbHI 1 9aCTO BHKOHYIOTHCS
B E€IWHOMY C€K3EeMIULIpi; B 00’€KTaX NW3alfHy VHIKAIBHICTh TEX MPHUCYTHS, aje TUPAXKi CIPUHHATTS
PO3PI3HSIOTHCS HAa TIOPSAKH. Y TiM, TOJOBHA OCOOJIMBICTH MPEIMETIB KOJEKIIIHHOTO TU3aifHy HE JIUIIE B TOMY,
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10 B HAUX MO)KHA BKJIAJaTH TPOIIIi CHOTOAHI 1 TOpOoXKUe MPoJaBaTH 3aBTpa. 3 HUMU MOKHA KOM(DOPTHO JKUTH
3apas, TaK sK Iie, TIepIl 3a BCe, JU3aiiH, 3 HOTo HEBiJ €eMHOKO (PYHKITIOHAIBHICTIO 1 MPaKTHYHICTIO, HA BIAMIiHY
BiJ My3€HHOTO €KCIIOHATA, NPU3HAYCHOTO BUKIIOYHO ISl €CTETHYHOI HACOJIOAH.

HesBaxxaroun Ha 11e, mofiOHI 00’ €KTH MMPOMHUCIOBOTO AW3aiHY MOMKHA YCITIITHO MPOJABATH, SIK, HAIIPUKIIA,
kaptuny «3onora Azxenb» (Iloprper Anemi bnox-bBayep 1) aBcrpiiius I'ycraBa KiimTta abo ckymsnTypy
«JIronuHa, 110 kpokye» mBeinapis Anpoepro Jxxakomerti. Tak, ranepuctu (Carpenters Workshop Gallery,
Galerie Kreo, Galerie Armel Soyer Ta iH.) moJanu BBOIUTH 00’ €KTH TU3aHY B CBOI KOJICKIIii i TPOITOHYBATH
X JIo MpoJaky Ha CIellialbHO OpraHi3oBaHuX 3axomax: Paris Art + Design, Design Miami / Basel, Collective
Design, Design Art Fair Ta iHmmx crieriani3oBaHux sipMapkax 1Mo Bcbomy cBity (KomnmeknnoHHbId Au3aitH —
(YHKLIMOHAJIBHOE HCKYCCTBO).

Ha wmixnaponniii BucraBmi «Design Shanghai», octaHHe BigkpuTTs siKoi BigOymocsi 6-9 OepesHs
2019 p., nopsix i3 TpanuuiitauMu posainamu («Bauanu 1 kyxHi», «OdicHi Mebmi», «Kmacukay i «CydacHuit
IU3aiH»), TpeacTapieHa cekis «Konekmiianii nu3aifey; OifbIne TOro, CTEHIW MaBiIbHOHY 3 00’ €KTaMu
KOJICKITIHOTO TU3aiHy MpEeACTaBICHI He TUTbKU 3arajlbHOIO0 CKCIO3HINIEI0, a M JEMOHCTPAIIsIMUA OKPEMHX
Iu3aiHepiB/apXiTeKTOpiB, MpodeciiiHuX MalicTepeHb/ In3aifH-aTenbe Ta iH. Ha odiniiiHoMy caiiTi BUCTaBKU
3apeecTpoBaHi creHu «Zaha Hadid Editiony», «Wiener Silber Manufactury», «BUBEN & ZORWEG».

BinokpemieHHsT HanpsiMy «KOJEKUiMHUI AM3aiiH» B OKPEMHUH BUA MPOEKTHOTO MPOLECY, HI0 anpiopi
MpUTaMaHHUN AU3aliHy, He JIOLiJbHE X04a O TOMY, 110 B Mpolreci poOoTH Anu3aifHep CIliaye TeBHIH METOIUII
MIPOEKTYBaHHSI, BUPIITYy€e KOMIUIEKC TPOQECiifHNX 3aBaHb, 10 BU3HAYCHI HATATbHAM CIIOYKHBYHM ITOTTUTOM.
I mamexko He KOXKEH TMPOIYKT MOXKE MPETCHAYBATH Ha CTaTyC «KojeKmiiHoro». [lomiOHmMIl cTaTtyc Moke
3’ABUTHCS HE CTUIBKH TOMY, IIIO Kpaca i KOPHCTHh 00’€KTa OYEBHIHA, CKUIBKH TOMY, IO TaK CKJIAJNCS
00CTaBHHU: ICTOpPisi CTBOPEHHS, MapKETHHTOBI MPUIOMH yYaCHHKIB PUHKY, aKTHBHa p0o0OOTa TaJlepUCTIiB
3 HaJaHHA HOBHUX TOCTYT Ta iH.

[longibHa mpakTHKa BHW3HAYAa€ HOBI MiAXOAHM, IO, CBOEID YEProw, MepeadayaroTh IOSBY HOBOI
TepMmiHoiorii. Hanpuknan, «rapaxkuuit nuzaiin». Opranizatopu [anepei rapaxnoro nuzaiiny «Tixi Ta
BIATIHKWY, sIKAa HEMIOAABHO BiAKpmitacs B Kuesi, CTBEpIKYIOTh: «l apakHUI MHU3aiiH € iHTepHaIllOHATFHUM
KyJIbTypHUM ()EHOMEHOM — L€ CTHJIb ChOTOAHI BU3HAYA€ BEKTOP PO3BUTKY CY4YaCHOTO IM3aiiHYy OCHOBHMX
cBiToBuX 1eHTpiB. OcTaHHI iHTEep epHi BUcTaBKkM Minana, [lapmwka, Jlonmona, Crokrombema, Tokio, Hero-
Mopka Ta Maifami npoIeMOHCTpYBaIH IPAarHeHHs BEICTHIB iHAyCTpii iHTErpyBaTH elEMEHTH, POIOBKUTH
(hopmH, IEpeOCMUCITUTH MOTHBH ab0 NPSMO CKOMIIOBaTH JOPOOOK OPYKITHCHKMX HOBATOPIB <...> MOJOAUX
mutiiB — David Weeks, Lindsey Adelman, Bec Brittain, Jason Miller, Paul Loebach, Dylan Davis i Jean
Lee, Gabriel Kakon i Scott Richler, Rosie Lee» (TiHi i BinTiHku MucTenTBa ta nu3aiiny, 2019). [Ipu upomy
BapTO 3a3HAYMTH, IO HABITH BEJMKI MONIYKOBI cucTeMu, 30kpema «Google», Ha 3amuTh Mpo «rapakHUN
I3aiiH» POONISATh TOCHIIAHHA Ha «(OTO YHIKATbHUX TU3AMH-TIPOSKTIB TMPUBATHUX TapaKiB», «Tapaxi
B Cy4acHOMY CTHIII», «IH3aiH rapaxy» B3araji, Ha AW3aiiH rapakKHOrO MPOCTOPY, OyKBAJILHO pearyroud Ha
[IOCTaBJICHE 3anUTaHHsA. ToMy CUHOHIMIYHUMH TEpMiHAMH, SKi, MOXKIIMBO, OLIBII TOYHO MOXKYTh PO3KPUTH
HE TiJIBKH MPOEKTHY CYTh TaKUX (IIPEIMETIB) 00 €KTIB, aje 1 IXHIO TEXHOJIOT1YHY OCHOBY 1 BUPOOHUYNH LUK
BUKOHAHHS, MOXYTh OyTH:

— KYCTapHHi1 IU3aliH: TOOTO TU3aifH CIIOXKUBYMX 00’ €KTIB IPYIH TOBAPIB sl IHTEP €Y, IO BITHOCUTHCS
JI0 BUPOOHUIITBA PYIHUM (IOMaIIHIM), HepabpuaauM criocoOom; npidHOCepiiiHe BUpOOHUIITBO BUPOOIB 13
3aCTOCYBaHHAM Py4HOI npaiti. «[Ipukiamom KycTapHOTO BUPOOHHUIITBA B HAIII JTHI MOXe OyTH BUTOTOBIICHHS
puKpac, MeOIiB 3a 1HAWBIAYyaIbHUMHU 3aMOBIIEHHSMHU a00 MOMIHUTTSA Ofary au3aitHepoMm. OcoOIMBO BOHO
PO3BHHEHE NPU BUTOTOBJICHHI IOBENIpHUX BUPOOiIB a00 iHIIMX MpEeaMETiB po3Koli. Y BiJCTaIMX KpaiHax
KycTapHe BUpOOHUITBO € aominytounm» (Paitzoepr b., Jlozosebkuii JI. Ta Crapony6uesa E., 2017, c. 224).
[MonaTTs «KycTrapHHiD» MOXOAWUThH Bix iMeHHWKa KycTtap (kunster, kunstener Hem. — 3HaBEeIlb MHCTEITBA,
pemeciia); 3a BciMa apaMeTpamMH — IPOSKTHUMH, TEXHOJIOTTYUHUMH 1 BAPOOHUYMMHU — BOHO BUKOPHCTOBY€E€ThCS
JUIST TIO3HAYCHHS HUHINTHBO! JiSTTFHOCTI TU3alHEpiB-1HAWBIAYyalliB Ta AW3alH-O0IOpPO, IO MPOCYBalOTh Ha
CITO’)KMBYNI PUHOK BJIACHI 00’ €KTH;

— KpadT-au3aiiH: cyTh aHaJOriyHa, MOXOAUTh BiJ aHIIiicbkoro craft — ctBoproBary, TBOopuTH. LlInpoko
BHUKOPHUCTOBYETHCSI B KOMIT IOTEPHUX ITPOBUX CBiTax: KpadT, KpadTUTh O3HAYa€e CTBOPIOBATH MPEIAMETH 3a
JIOTIOMOTOI0 CTeliajJbHUX YMiHb, «KpapTOBUX» Mpodeciii, SIKUMHU BOJIIOIIE NMEpCOHaX. TakoX MiAXOAUTH 3a
BCIMa MapamMeTpaMH, 3 TI€0 JIMIIE PI3HUIICIO, IO mepeadadae e OLIbII By3bKY CIIeLiali3aiiio: 00’ €KTH
3 IepeBa, MeTainy ad0 KepaMiKu;

— XCHA-MEWI Mu3aifH: aHmmnusM «xeHa-meim» (hand made) mepekiramaeTses K «3pOOICHO BPYUHYY;
MaloThCsS Ha yBa3i yHIKaJdbHI KOMIIOHEHTH i OCOONMBOCTI: pydHa aBTOpChka po0OOTa, BUCOKA SKICTh,
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eKCKITIO3MBHUM, €IMHAN €K3eMIUISP: 1€ pedi PydHOi poOOTH, 0 HE MAIOTh HIYOTO CIIBHOTO i3 cepiiHUM
BHPOOHUIITBOM; OCOOJIMBO ITiIXOUTH /I TO3HAYEHHS MPOMYKTIB AU3aliHy [UIs iHTEep epy B opmari apt-
00’ €xTy.

Taxo MpaBOMOYHUH TEPMiH «MaHyPaKTypHUH AU3aiH»: 1Ie TU3AIH THX K€ CTIOKUBUHMX 00’ €KTIB Ipynu
TOBApIB sl IHTEP’ €PY, 1110 BITHOCUTHCS /10 BUPOOHUIITBA 1HAYCTPIaJIbHOTO, aJie 3 BEJIMKOK YaCTKOK PYYHOI
Tparli; CepiiHICTh BUBHAYAETHCS KUTBKICTIO HAMMAaHUX POOITHHKIB.

OueBHIHO, MO KOJEKIIHHUI/TapaKHUH/KycTapHUH/KpadT-qu3aitH a60 MaHy(hakTypHUH Tu3aiiH —
00’exTHUBHA cIIpo0Oa peasizyBaTy CBOi TEOPETUYHI 3HAHHS Ta MPAKTHYHI BMIHHA BITYM3HSIHHUX MTPOMHUCIOBUAX
JIU3aiHEpIiB y I[bOMY CIIOKHBUOMY CEKTOPi. | g mporo xosa o6’€KTiB, IO B LIJOMY MOXKHA MO3HAYUTH
SIK «IM3aiH IPEAMETIB AJs 1HTEp €py», MH IIOKH HE MaeMO CHHTYJSIPHOTO TEpPMiHA, SIKMH OM OJHO3HAYHO
BH3HA4aB IXHIO CyTh 1 KM OU 33/10BOJIBHAB POQeciiiHe CriBTOBAPHCTBO, BAPOOHUKIB Ta CLIOKKBauiB. Tomy
B TaKHMX BHIIAJKaX MU BBAKAEMO JIOLUUIBHIIIAM TEPMIH «JIM3aiH MPEAMETIB IS IHTEP €pY», a HE «IPEIMETHHUH
IA3aitHy. 3arpornoHoBane GOpMYITIOBAaHHS HE € HOBAITI€I0, aJIe HATJICHE BUPA3HIM CEMaHTHIYHUM 3HAYCHHSIM
1 TOYHUM PO3YMIHHSAM HOMEHKJIATYPH PO3POOITIOBAHUX 00’ €KTIB, OUCBUIHUM IS BCIX YIACHUKIB MPOIIECY:
CIOXKMBaua, IPOEKTaHTa i BUPOOHUKA.

OTXe, TOBEPHEHHS JO MUCTEITBA peMeciia, a TAKOXK CHHTE3 Py4YHOI paili i CydacHUX TEXHOJIOTiH — OAMH
3 OCHOBHHUX TPEHIB CHOTOJCHHS. 3pOCTAaHHIO MOMMUTY Ha MPEIMETH, MiANMCaH] 3HAKOBUMHU AU3aiHEpaMu Ta
apxiTeKTopamHu, CIPUSIOTH 1 HOBI TBOpYi Mapaaurmu. CroXuBavi MparHyTh MaTH B CBOEMY KOPUCTYBaHHI He
JIMIIIE TPEMETH MacOBOI'0 BUTOTOBJICHHS, a i YHIKaJabHI a00 MaJio TUPAKOBaHI 00’ €KTH, 110 BiJIIIOBIIAIOTh
iXHIM iHAUBiTyabHOCTI. Ju3aliHepu (apXiTEeKTOpH) MParHyTh O aKTHBHINIOTO CAMOBHUPAXCHHS: IJIST HHUX
11e CBOTO poxay npodeciifHnid BUKIHK. | BIAIOBIIAIO ITbOMY BUKIIUKY € 00’ €KTH, IO MiAMaIAI0Th i TepMiH
«IPEIMETHUN TU3ailHy.

HaykoBa HOBH3HA poOOTH MOJATae B AOCIIHKEHHI TEPMIHOCUCTEMH, BUSBIICHHI Ta 3’sICyBaHHi i 3MiCTOBUX
JOMIHAHT, TOTOKHOCTEH 1 BIAMIHHOCTEH, ii crenudiky B raiy3i MPOMHCIOBOTO TU3aiHY Ta MPOSBICHHIO
B IM3aliHi CEpeIOBUILA, 8 TAKOXK IPAKTHYHOMY BIIPOBA/KEHHIO B JM3aHEPCHKY MPAKTHKY.

BucnoBku

Po3riisiHyTI B HAyKOBii CTATTI TEPMiHH, TOTOXKHI MOHSTTIO IIPEAMETHAN TU3aiH», A 3MOTY BHSBHUTHU
KUJIbKa KOHTPAIMKTOPHUX CTaHIB IIOTO IMOHATTS, & CaMe: «KOJICKUIHHMN Iu3aiiH», «rapaXHUH Au3aiHy,
«KyCTapHHH AM3aiiH», «MaHy(pakTypHUH nuzaitn». [IpoBemeHuil aHami3 IXHIX CEMaHTUYHUX 3HAUCHb A€
IMiJICTaBU CTBEPKYBATH, 1110 KOKEH 3 HUX MOKE 3aMIHUTH TEPMIH «IIPEIMETHUH TU3ANH.

OmgHOYacHO 3 IMM 3MICTOBHI CKJIAQMHUKMA ITMX TEPMiHIB BHKJIHKAIOTh HEOMHO3HAYHE CIPUHHATTS
B MpoQeciiHNX KONax 3aBOIKH BIJICYTHOCTI KBaTi()ikOBAHOTO BH3HAUEHHS CHUMOIO3y IPOEKTHOTO Ta
BHPOOHUYOTO MPOoIIeciB, IXHBOI B3aemMoii. Hampukiias, TepMiH «KOJEKIIHHIA TU3aliH MPaBOMIPHHUH TiTbKA
B Pa3i, KOJIM IPOAYKT MOXKE MIPETEHIyBaTH Ha CTaTyC «KOJCKIIMHOTO», ajie MOAIOHUH cTaTyc MOXKE 3’ IBUTUCS
HE CTIIBKH TOMY, L0 Kpaca 1 KOPUCTh 00’ €KTa 04EBUHA, CKIIBKU TOMY, IO TaK CKJIAJHCs 00CTaBUHH.

Tepmin «rapa)XHUiA TU3aliHY) MOXKIIMBUH JIHIIE B 3HAYCHHI MICIIs (IIEBHOTO CTAHOBUIIA), 1€ TIPOYKT MOXKE
OyTH BHTOTOBJICHHI; TIPH IIbOMY BiZICYTHE TOUHE PO3YMIHHS — 4M OyB 3a/IIsIHUI TU3aliHED, SK IPOCKTAHT, B IIbOMY
mporieci. TepMiH «KycTapHUH Au3aifH» OIM3BKO CHIBBIAHOCHUTHCS 3 MOHITTAM «TapaXHUN AU3aifH», 00 Tex
€ XapaKTepHUM B TUIaHI pyYHOTO (JOMAITHBOTO) BUPOOHMIITBA, & TAKOXK PO3TAITyBaHHA (HAMIPUKIIA, Y Tapaxi).
Pa3om 3 TiM 3a BcimMa mapaMeTpaMu — MPOSKTHUMH, TEXHOIOTTYHUMH i BUPOOHUYHNMU — TEPMiH «KYCTapHUN
JU3aiiH» KOMIIETEHTHO WiAXOAWUTh JUIS TMO3HAUSHHS HUHINIHBOI IIsIIBHOCTI JW3aiiHepiB-iHAMBIIYyalliB Ta
IU3aifH-010po, 10 MPOCYBAIOTh Ha CIIOKMBUUM PUHOK BiacHi 00’ ekTu. [ToHATTS «MaHyQakTypHHI TU3aiiH»
BIZIPI3HSETBCS BiJl YCiX MOIEpPEAHiX OLTbLI 1HIYCTpiaJbHUM BUPOOHHIITBOM, CEpiiHICTH MPOAYKIII SKOTO
BHU3HAYAETHCS KUIbKICTIO HAWMaHUX POOITHUKIB.

Ha ocHOBI mpencTaBieHOi HU3KH TOHITH «IIPEIMETHUN TU3aliH», SKUH BHKOPHCTOBYETHCS CHOTOIHI
B JM3aiHEPCHKOT TMPAKTHI («KOJEKIINHWNA JAW3aifH», «TapaXHWd AU3ailH», «KYCTapHUH TU3aiH»,
«MaHy(akTypHHUI H3aiiH») 3aMpOIIOHOBAHO OLIBII TOYHE i CEMAaHTHYHO BipHE (OPMYIFOBAHHS JUTS TIO3HAYCHHS
Iu3aiiHy mogiOHuX 00’€KTiB — «AM3aliH MpenMeTiB Ui iHTep epy». Take (OopMytoBaHHS 3aCHOBAHO Ha
TOMY, IO JIM3aiH BU3HAYA€ (PYHKIIOHAIbHE 3HAYCHHS LIUX MPEIMETIB 1 € KiHIIEBUM MPOSKTHUM ITPOIECOM,
CHPSIMOBAaHMM Ha CTBOPEHHS €IMHOTO MPEAMETHO-TIPOCTOPOBOTO CEPEAOBUILA MPOKUBAHHS JIOAMHU, a HE
MPOCTO SIKICHOKO XapaKTEPUCTHKOIO MEBHOTO CTaHy An3aiiHy. [lofasblie MOCHiKeHHS TUIAHYEThCS CIPSIMYBATH
Ha PO3IJIIA Ta OCMHCIICHHS HOBUX TEPMIHIB, IO PETYISPHO 3 SBIISIOTHCS Ta BITHOCSITHCS IO CIIeIiaizarmil
«IIM3aliH CepeIOBHUIIa» B KOHTEKCTI MPOMHICIIOBOTO JIN3aMHY.
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IPEJIMETHBIN TU3AMH. | Beprynosa Haranbs Cepreesua'®,

TOXIAECTBEHHBIE TEPMUMHBI | Beprynos Cepreii ButanbeBua®
N UX CEMAHTUYECKHUE S3HAYEHUS | 'Kanouoam uckycemeosedenus,
cmapuiuti npenooasamens,
2Kanouodam uckyccmeogedeHust, npogeccop;
*XapvKo6cKull HAYUOHATLHBIL YHUGEPCUMEm
2opoockozo xosaiicmea umenu A. H. bexemoesa,
Xapwvkos, Ykpauna

Llens nccne10BaHNs COCTOUT B BBISABICHHUH OCOOCHHOCTEH MPUMEHEHNUS TEPMHUHA «IPEIMETHBII U3aliH» B TECOPUU
1 TIPaKTHKE JU3aliHa, PacCMOTPEHMH TOXKACCTBCHHBIX €My TEPMHHOB M HMX CEMaHTHYECKHMX 3Ha4eHWH. MeTossl
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nccienoBanuA. [ ompeneneHns MOHATHHHOTO anmapaTa W BRIABICHUS TEPMHHOJIOTHYECKUX TPAKTOBOK MPUMEHSIICS
METOJI TePMHHOJIOTHYECKOTO aHAJIM3a; MIPH U3YUCHUHU JINTEPaTypHOr0 MaTephalia HCTOPHKO-COTIOCTABUTEIBHBIA METO
HCIIOJIb30BAJICS B CBSA3H C XPOHOJIOTMUYECKUM METOIOM, YTO IPEJOCTABUIIO BO3MOXKHOCTh PACCMOTPEHUS CEMAaHTUYECKUX
3HAYEHUM BBISBICHHBIX TEPMUHOB B JUHAMHUKE U3MEHEHUS BO BPEMEHHOH MOCIIEAOBAaTEIILHOCTH B LIEJIOM, a TaKkKe
CIOCOOCTBOBAJIO MX COIOCTABJICHHIO U OINPEICICHUI0 HanOoJiee KOMIICTCHTHBIX TEPMHHOJOTHUCCKUX TPAKTOBOK.
HayuHnast HOBM3HA COCTOUT B MCCIIEIOBAHUHN TEPMUHOCHCTEMBI, BBISIBIIEHUH W BBISICHEHUH €€ COJIepKATeIbHBIX JOMUHAHT,
TOXKICCTB U Pa3INIHi, ee CreuUKA B 00JACTH MPOMBIIIICHHOTO TU3aliHa W MPOSBICHUS B JIU3AHE CPEIbI, a TaKKe
MIPAKTUIECKOM BHEIPCHHUH B AM3AHHEPCKYIO TPAKTHKY. BBIBOMEL. B cTarhe paccMOTpeH ps TEPMHHOB, TOXK/IECTBCHHBIX
MOHATHIO «IPEIMETHBIN TU3aliH», @ UMEHHO: «KOJJIEKUMOHHBIN qU3aliH», «rapa)KHbld IU3ailiH», «KyCTapHBIA TU3alH»,
«MaHy(haKTypHBIH nu3aiiHy. CeMaHTHYSCKUE 3HAUCHSI OONBIIMHCTBA M3 HUX HEOJHO3HAYHBI, TOPTOMY MOTYT OIIHOOYHO
BOCIIPUHUMATHCS B MPOPECCHOHAIBHBIX KpyraXx. Ha OCHOBE NpPOBEICHHOTO HCCIICIOBAHHS TEPMHUHOCHCTEMBI IS
0003Ha4YCHUsT TU3aiiHa TOJAOOHOTO pojga OOBEKTOB, YUUTHIBasE WX (YHKIMOHAJIBHOC 3HAYCHHUC B CO3JAHUU CIUHOMN
NPEAMETHO-TIPOCTPAHCTBEHHON CpeIbl OOMTAHHUS YCIOBEKa, MPEUIOKCHAa OoJiee TOYHAs M CEMAHTHYCCKH BEpHAs
(hopMyTHpOBKA: «IM3aiH IPEAMETOB ISl HHTEPhEPay.
Knrouesvie cnosa: KOMIEKINOHHBINA AU3alH; TApAKHBIN TU3aiiH; MaHY(aKTypHBIH JH3aiH.

OBJECT DESIGN. | Nataliia Verhunova'?, Serhii Verhunov®
IDENTICAL TERMS | 'PhD in Art History, Senior Lecturer;
AND THEIR SEMANTICS | 2PhD in Art History, Professor;
%0. M. Beketov National University
of Urban Economy in Kharkiv, Kharkiv, Ukraine

The purpose of the article is to identify the specifics of the application of the term “object design” in theory and
practice of design; to consider the terms that are identical to it and their semantics. The research methodology. The
method of terminological analysis was used in order to determine the conceptual apparatus and identify its terminological
interpretations; the historical-comparative method was used in conjunction with the chronological method to study the
literature, which provided an opportunity to consider the semantics of the identified terms in the dynamics of change in the
temporal sequence as a whole, and also contributed to their comparison and defining the most competent terminological
interpretations. The scientific novelty of the work lies in studying the terminological system, identifying and clarifying
its conceptual dominants, identities and differences, its specifics in the field of industrial design and manifestation in
environmental design, as well as practical implementation in design practice. Conclusions. The article concerns a number
of terms that are identical to the concept of “object design” — namely, “collectible design”, “garage design”, “handicraft
design” and “manufactory design”. The conceptual meanings of most of them are ambiguous and may thus be mistaken
in professional circles. Based on the conducted study of this terminological system used for denoting such kind of objects,
and taking into account their functional significance in creating a universal subject-spatial human environment, a more
precise and semantically correct term was proposed: “design of objects for the interior”.

Keywords: collectible design; garage design; manufactory design.
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The purpose of the scientific paper is to determine the potential impact of virtual / augmented reality (VR / AR)
technologies on the formation of fashion trends and the development of other activities of the fashion industry; to analyze the
role of VR / AR technologies as trend generators and trend accelerators of the fashion market and determine the mechanisms
of their influence on the generation of innovative design solutions. The research methods are based on a system approach
to determining the impact of VR / AR technologies on the fashion industry development; a historiographic analysis of the
dynamics of the development of VR and AR technologies showed that they are being actively implemented at all stages of
the life cycle of a fashion product; research into the prospects for the application of these technologies and the results of
their impact on the fashion industry has been made with reference to the “impact points” of technologies for each stage. The
scientific novelty is to determine the mechanisms of VR / AR technology impact on all stages of the fashion product life
cycle. The concepts of “trend generator” and “trend accelerator” of fashion were formulated. It is shown that trends of fashion
are not born under the influence of VR / AR technologies, but by association with the characteristic images for which these
technologies are the media environment. That is, the VR / AR technologies are not trend generators, but the trend accelerators
of fashion, technological trends in the fashion market, and carriers of images that have trend-forming fashion potential.
Conclusions. It was found that the VR/AR technologies become trends in the technological development of the fashion
industry. Using the influence of powerful machine intelligence on the mind and creativity of a person can yield fruitful results
in the absence of suppressing the imagination of the author — the generator of ideas. The feasibility of engaging the VR / AR
technologies at the design stage of design artifacts is to extend boundaries of generating imaginative ideas. Since the AR
technology creates the conditions for the generation of innovative images of fashion objects, and the generation of images,
in turn, creates conditions for the emergence of fashion trends, it was concluded that the AR technology can be attributed to
potential trend accelerators.

Keywords: virtual reality; augmented reality; trends of fashion; impact points, trend generator; trend accelerator.

Introduction

The modern fashion industry under the influence of the transience of its trends and high technologies is more
than ever subject to the unspoken rule, which has become a survival factor for the fashion business: “Be on the
wave of innovation or disappear”. New technologies, such as virtual and augmented reality, demonstrate a high
potential to influence the development of the fashion industry. In the conditions of total digitalization of business
operations and domestic procedures in the field of design, a number of questions arise: Will technology advances
improve the search for innovative design solutions, what trends will the digital revolution bring and can they
radically change the fashion of the future? On these issues, an actual problem is being formed — the analysis of
the potential, mechanisms and factors influencing the technologies of virtual / augmented reality (VR / AR) on the
formation of fashion trends and other activities in the fashion market. The solution to this problem will help find
ways of sustainable development of the 21st century fashion industry.

Today, there are a large number of publications on the impact of digitalization achievements, including the
technology of virtual and augmented reality on the future of the fashion industry.

The virtual reality (VR) is a model of the world created by technical means, which is presented to a person
through his/her senses with an imitation of actions and reactions to actions, and which blocks communication with
the real world. The augmented reality (AR) is a model of the world created by technical means with the display
of the real situation in a real environment with the addition of virtual components and sensory influences without
blocking communication with the real world (Skrynnikova, 2017).

© Irene Hardabkhadze, 2019
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Analysis of the dynamics of the development of VR and AR technologies in society and in the fashion industry
relegates the beginning of virtual reality as special technology to the 50s, and the technology of augmented
reality — to the 90s of the twentieth century. As a mass industry, the VR / AR arose in 2016, when virtual reality
glasses for ordinary users went on sale (Skrynnikova, 2017).

In the fashion industry, the VR and AR applications were first associated with virtual fitting rooms, so that
people could “test” newfangled trends at home, and with demonstrations on the websites of fashion week events.
Now virtual and augmented reality represent a powerful digital platform for retail intensification. Brands put into
operation virtual fitting rooms and “magic mirrors”, which allow to try on a virtual model on the real image of
the buyer, as well as organize virtual demonstrations from the podium. As part of a comprehensive study of the
state of the fashion industry in 2018, it became clear that leading innovators in the reporting period in the search
for new ways to generate values demonstrate the capabilities of artificial intelligence (Al) in all links of the chain
of creation, implementation and maintenance of the fashion product. Among the main trends of 2019 are the
acceleration of the launch of new fashion products to the market, the increase in the digital presence in the fashion
business processes by mastering the digital services and analytics platform, the convergence of art and science
based on merchandising, and improvements in marketing forecasts. For companies, the issue of how to quickly
join the online retail platform is becoming increasingly relevant (The state of fashion 2019, 2018).

As there is a massive installation of the VR / AR technologies throughout the world in various fields of
activity, it is believed that their role in the progress of society is to move human communications to the next level,
which is capable to change the lifestyle radically. In the second decade of the century, the AR and VR technologies
became the basis for electronic fashion commerce. Development companies of digital transaction platform are
already providing solutions for using virtual reality elements in retail. The use of VR technology opens up new
opportunities for demonstrations at fashion weeks. The unique film in the technology of virtual reality ‘“Mirror
to the Soul” and from the 31st season of Mercedes-Benz Fashion Week Russia has been awarded at the Virtual
Reality Festival (Zhuravleva, 2015) in the category “The Best VR Travel Film or Experience”.

In Ukraine, there are also trends in convergence of high-tech and fashion technologies. In the fall 0of 2018, the
Ukrainian Fashion Week team presented the Fashion Experiment project. SkyWell Software created an integral
visual and ideological concept from the models of Ukrainian designers in rder to present designer clothes in New
York and Tokyo (VR showcase for Ukrainian Fashion Week, 2018).

An analysis of the examples discussed above in conjunction with materials from publications, exhibitions,
with numerous digests, descriptions of specific implementations of technologies, reports, presentations at TED
conferences (technology, entertainment, design) (Milk, 2016) gives reason to conclude that the VR, AR and Al
technologies are actively being introduced by leading fashion companies at all stages of the life cycle of a fashion
product.

There are significantly fewer reports on the use of technology to activate the search for innovative design
solutions. It is impossible to find materials describing the mechanisms of the stimulating influence of VR, AR
and Al elements on the creative generation of innovative design solutions. The smallest number of reports falls
on a phased analysis of the role of technology of additional reality in the processes of artistic design of modern
clothing models. But there are already offers for services of virtual three-dimensional modeling based on two-
dimensional model developments, which can replace the production of models in the material. There are examples
of demonstrations of completely virtual collections, models of which exist only in virtual space (Zhuravleva,
2015; Berg et. al., 2018).

Materials that reveal the capabilities of technology to improve the design / implementation of a fashion
product are primarily descriptive. The publications do not contain descriptions of the features of transferring real
models into virtual three-dimensional space, preparing virtual design artifacts in 3D printing; practically, they do
not analyze the features of virtual design using avatars, as well as issues of convergence of related specializations
and the expansion of design competencies under the influence of automation.

A separate topical, still poorly studied, problem is the analysis of the potential impact of the VR / AR
technologies on the formation of trends in a wide range of fashion industry phenomena — from fashion trends with
features of mass production of “fast fashion” models, trends in targeted design technology and retail of fashion
products.

The purpose of the article

The research purpose is to determine the potential impact of the VR / AR technologies on the formation
of fashion trends and the development of other activities of the fashion industry. To achieve this purpose, it is
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advisable to analyze the dynamics of the development of VR / AR technologies in society and in the fashion
industry, and use the results of the analysis to assess the level of adoption of these technologies by leading
global brands. Further, based on the system analysis, it is necessary to determine the structure of the trend-
forming potential of VR / AR technologies and characterize the mechanisms of their influence in the projection
on the spectrum of the fashion industry, including the formation of fashion trends. In order to determine the
impact potential of VR / AR fashion trends, it is necessary to conduct a comparative analysis of the mechanisms
of their influence on the generation of innovative design solutions with the traditional factors of the formation
of carrier elements of fashion trends.

Presentation of the main material

The transfer of traditional methods of artistic projecting of design artifacts to a virtual digital 3D
environment with support for automation systems of the technological chain of operations, applied cloud
services, reference libraries of material parameters will require a significant revision of the algorithms for
constructing design solutions.

As the analysis of relevant materials shows, virtual reality is a product created by machine intelligence,
with the perception of which the real situation is replaced by a virtual model. The augmented reality is formed
as a result of the synthesis of the perception of reality with a digital model, which complements this reality.

In the course of analysis, the task arises to determine the nature and mechanism of influence of technologies
on the formation of trends in the fashion industry. Can technology, in particular, advanced technology, play the
role of a generator or accelerator of trends formation? Can it become a trend in certain areas of development
of the fashion industry?

The nature of the impact can be differentiated into the following categories:

the VR / AR technologies (or one of them) in a certain direction of the fashion business are:

- trends;

- trend accelerators;

- trend generators.

If a trend is understood as the main characteristics of the development of a process that prevail in a specific
period of time, in this scientific paper a trend accelerator is the ability of a factor to accelerate the development
of a trend, and a trend generator is the ability of a factor to induce trends.

The analysis of the prospects for the application of these technologies and the results of their influence on
the fashion industry should be extended to all stages of the life cycle of a fashion product: from the generation
of design solutions to the materialization of models, the production and sale of products to the final consumer
(in some cases, with subsequent support in operation).

The life cycle of a design product can be represented as composed of four stages: design, production, sale
(retail), as well as the stage of support in operation. Analysis of the potential impact of VR / AR technologies
on each of the stages of the life cycle of a fashion product is advisable to associate with the “points of impact”
of technologies on the stage.

The design stage is charged with the reproduction of fashion trend carrier elements in fashion products,
so an analysis of the impact of VR / AR technologies on this stage allows us to understand whether they
are trends, trend accelerators or trend generators of fashion trends. From the perspective of the influence of
VR / AR technologies, it is advisable to present the design stage in the form of a sequence of 3 stages — the
pre-design stage, the construction stage of design solutions and the stage of their modeling, and analyze them
separately.

After identifying a social order — a signal for the presence of a need for a particular fashion product, the
designer generates an initial generalized idea of its image, which is a prerequisite for the start of the project,
that is, for the launch of the pre-project stage. The pre-design stage is characterized by the requirements for
awareness of the feasibility of developing a new product and is accompanied by marketing and social research
with the definition of the target group of consumers, the prediction of their expectations and the extent to
which the expectations correspond to fashion trends, with an assessment of the optimal batch volume of
products. Based on the research results, the generalized image of the product adapts to the requirements of
consumers and harmonizes with fashion trends. Thus, at the pre-design stage, the theme and conception of the
design project is formed and substantiated.

An important result of the pre-design research is to determine the relevance of the project in the context
of market requirements, clarify the client base and the requirements of a “social order” to create a fashion
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product with certain characteristics regarding fashion trends. These findings are implemented with the
involvement of innovative methods and means of collecting, processing and analyzing “big data”. At the
present stage of processing large arrays of unstructured information the analysis is carried out on the basis of
the “data mining” technology, which organically combines formalized, statistical and heuristic methods of
analysis. One of the areas of data mining is the visualization technology, in which the VR / AR methods and
techniques are actively used. From this point of view, VR / AR can relate to technological trends at the stage
of pre-design research.

However, this technological trend does not affect the formation of fashion trends. It is usual to study future
trends in fashion design using materials of trend setting agencies, analyze them using materials of coolhunters
who are looking for “trends” that spontaneously originate in the atmosphere of the streets, and new trends
can be identified by analyzing the creativity of new generation designers. Since the younger generation of
designers has a heightened sense of fashion, their work is of particular interest, as it is presented in numerous
sources and also presented by fashion show centers (Gallery, 2018; MBFWRussia Fashion Series, 2018).

Effective support of the process of operation with “big data” can be modeling in the virtual space VR /
AR “street fashion” or characteristic plots from currently popular films, fashion shows, game situations from
the repertoire of computer games. The role of VR / AR at the stage of pre-design research is to visualize
the positive experience of using design solutions based on youth subcultures, the public trend “DIY”
(Do it yourself), the use of the latest materials and technologies in composite solutions of design objects. The
influence of VR / AR technologies at the pre-design stage of the projecting phase can be designated as the
first “impact point”.

At the stage of construction of design solutions, a detailed elaboration of the project idea takes place with
the search for design solutions and their visualization in the form of a two-dimensional sketch. The search for
innovative design solutions is usually influenced by at least two primary sources: one of them is the carrier
of fashion trends, the prototype of the product, and the other is the creative primary source for transferring
its characteristic features and providing the created solution with novelty of perception. An important result
of this stage in terms of the impact of technology on the development of trends is the visualization of images
of design solutions with their transfer from the space of ideas in the mind of the author to a two-dimensional
sketch. The second “point of impact” of VR / AR technologieson the formation of innovative design solutions
is at the stage of constructing design solutions at the design stage.

At the modeling phase of the design stage, design solutions are embedded in the finished image of
a modern clothing product and its three-dimensional materialization in the form of a model from a real
material of the product or visualization in the form of a virtual 3D model takes place. The visualization
capabilities of design solutions in the form of a virtual 3D model form the third point of VR / AR impact on
the design process.

The analysis of the emergence of trends based on materials from various sources, as well as from the
perspective of “impact points” at the pre-design stage and the stages of construction and modeling of design
solutions suggests that technologies, even advanced ones, do not have trend-forming potential in the context
of fashion trends, but they can play the role of technological trends. That is, at the phases of the design stage,
VR /AR are not trend generators of fashion. They can be technological trends in the context of the techniques
of visualization, modeling and materialization of design solutions.

Fashion trends originate not under the influence of the technologies themselves, but of characteristic
images for which technologies can be a media environment. That is, the VR / AR technologies are not trend
generators of fashion trends, but carriers of images that have trend-forming potential and generators.

An example is the “mosaic” trend in graphics, which arose under the influence of images distorted by
the quantization noises of portraits of human faces. In the process of low-rate digitalization of images in
areas with a smooth transition of brightness, “false contours” arise, which in some scenes is perceived as
a grotesque transformation of the surface into a mosaic structure. This side “digital” artifact is used in graphics
as a technique for enhancing the image expressiveness.

The second example is the influence of the youth movement (subculture) “cosplay” on the trends in
the youth costume. The “Cosplay” subculture is a theatrical costume and role-playing representation of the
images materialization of the heroes of comics and computer games, which is characterized by the most
complete reconstruction of the images of comic book characters, anime or computer games in the costume
and image of a representative of the subculture — a cosplayer. The appearance of mass production of attributes
and cosplay costumes indicates the emergence of a fashion trend not under the influence of the augmented
reality technology, but under the influence of cosplayers. The brutal “ears” on hats and hoods, “tails” on
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jackets and coats, shoulder belts, leather belts, shoulder pads of unusual shape and metal inlays on gloves are
manifestations of the influence of cosplayers on the design of modern clothes.

Another example of the formation of trends in the reconstructive-compilation direction in a youth costume
is the tendency to reproduce in the models the characteristic features of the images of the virtual world characters
of computer games. The development of three-dimensional visualization and animation programs created
a technological platform, and the ideas of augmented reality — the plot direction for computer games. Visual
effects, unlimited possibilities of modifying images in terms of augmented reality, colorful scenes and the
fascinating narrative of computer games gave fashion designers a chance to distance themselves from existing
fashion products. The origin of the “cyberpunk” style is not based on the technology of augmented reality, but
on the impression from the images of the characters of the computer saga generated by the environment of
augmented reality.

A great influence on the formation of youth fashion have iconic typed image figures, the carriers of which
are technologies of show business, cinema, television, advertising. The technology of augmented reality has
the greatest potential for generating cult typed image figures of heroes of fairy-tale and quasi-realistic stories.

Since the search for innovative design solutions is carried out under the impression of real prototypes
from the fashion world, the use of AR technology is effective at this stage. The mechanism of influence of AR
technology on the design process can be interpreted as follows. As a result of the synthesis of the image of
a real prototype with a digital model of the virtual source, the creative potential of innovativeness is generated.
Impressed by the transformation of the image of a real prototype in a virtual augmented space, the author’s
consciousness is changing. A change in consciousness may be emergent. The qualitatively new state of
consciousness of the individual consists in the transition from the passive perception of the environment to
the active generation of the media environment in which innovative images of fashion objects spontaneously
originate. Since the generation of images creates the conditions for the emergence of fashion trends, the AR
technology can be attributed to potential trend accelerators.

In order to implement creative innovative potential in the augmented reality space, it is necessary to create
an informative, powerful, naturally harmonious and unobtrusive layer of digital information over the real world.
Instead of blocking (as in virtual reality) or distorting (as in mixed reality) the reality of the individual, to
achieve the emergence of the state of consciousness, metadata must be presented that are capable to harmonize
with the real world and not suppress the sense of reality.

If these data purposefully add something useful to the synthesized model of the situation (for example, they
recreate the images of a particular trend in the stage of generation), consciousness will be able to effectively
generate innovative images of fashion objects that can stimulate the development of this trend.

The augmentation of reality contributes to the expansion of the boundaries of fantasy and the removal
of professional inertia of thinking in the process of generating creative design solutions. The feasibility of
engaging the VR / AR technologies at the design stage of design artifacts is to extend boundaries of generating
imaginative ideas. Using the possibilities of influence of powerful machine intelligence on the mind and
creativity of a person can yield fruitful results in the absence of suppressing the imagination of the author — the
generator of ideas.

The third “point of impact” of VR / AR technologies on the life cycle of fashion products arises in the
process of materializing fashion objects with the latest tools, in particular, using 3D printers. The fourth “point
of impact” can be associated with the processes of improving the technology of manufacturing products and
improving the methodology of project management at the experimental and working stages of production.
The following “points of impact” of VR / AR technologies are related to product promotion on the market
based on information and visual devices of marketing, merchandising and retail, with the formation of
positive user experience and product support in operation. At these stages, VR / AR technology plays the
role of technological trends. The trend of the fashion industry is also the use of VR / AR technologies for
product model presentations and demonstrations at a geographic distance from the creative studio in the form
of a “virtual podium”. “Telepresence” systems allow us to create virtual meetings and consultations, remote
group work on the development of clothing collections and evaluate the results of work in the form of a virtual
podium or fitting room. The use of modern audiovisual systems for displaying information about products in
the “augmented reality” mode opens up broad prospects for another “point of introduction” of the impact of
VR / AR technologies in the direction of individualization and targeting of design. In order to implement this type
of systems, tools and techniques are used on the technological platform of augmented reality with the addition of
specialized information panels that are connected to databases on products, services and advertising and which
include tools for measuring parameters of a human figure, as well as tools for image processing and recognition.
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The fact that VR / AR technologies have become technological trends in the fashion industry it is confirmed
by the desire of innovative companies to create a chain of services using virtualization and an increase in the real
situation that supports the entire life cycle of a fashion product. Modern solutions for the entire life cycle of the
fashion business using VR / AR and Al technologies are offered by Gerber Technology and Avametric, which
decided to combine resources and technological developments in order to achieve the task. These companies
have entered into a cooperation agreement for the provision of 3D solutions that cover the entire value chain
of the development of fashion products. While Gerber has solutions focused on the design and production of
garments throughout the model’s life cycle, Avametric already offers virtual reality programs for consumers that
have aroused interest in some of the world’s leading fashion brands. Collectively, these two companies are the
only supplier of an integrated end-to-end three-dimensional platform that seamlessly integrates with the popular
Gerber AccuMark 2D design product (Technology, 2018; Solution for the fashion business life cycle, 2018).

The scientific novelty is to determine the mechanisms of VR / AR technology impact on all stages of the
fashion product life cycle. The nature of the impact of VR / AR technology on the formation of fashion trends
differentiated by categories of generation and acceleration of fashion trends. The concepts of trend generators
and trend accelerators of the fashion market have been introduced and characterized. It was found that at the
stage of design of fashion products, in order to increase the efficiency of generating innovative design solutions,
it is more efficient to use the AR technology. One of the new results of the analysis of the mechanisms of
digitalization impact on fashion design is the establishment of the fact that fashion trends do not originate
under the influence of the digital (in this case, VR / AR) technologies, but as associations with the characteristic
images for which these technologies are the media environment. It is validated that the VR / AR technologies
are not trend generators, but the trend accelerators of fashion, technological trends in the fashion market, and
carriers of images that have trend-forming fashion potential.

Conclusions

In the context of informatization, the transfer of traditional methods of artistic projecting of design artifacts
into a virtual digital 3D environment will require a revision of the algorithms for constructing design solutions
and mastering the latest methods of extracting, processing and reproducing information. The technologies
of virtual and augmented reality open up new possibilities of projecting design using the synthesis of the
achievements of science, technology and art in both traditional and new directions of creativity. The development
of three-dimensional visualization and animation programs created a technological platform at which AR / VR
technologies have reached a new level of development, at which they can be viewed as a new direction of art
in the origin stage.

In the course of the study, the potential impact of VR / AR technologies on the formation of fashion trends
and development trends in other areas of the fashion industry has been described. Answers to questions are
formulated whether technology, in particular, advanced, can play the role of a generator or an accelerator of the
formation of trends, can it itself become a trend in certain directions of the development of the fashion industry.

Based on the results of the analysis of the dynamics of the development of VR and AR technologies, it was
found that VR / AR technologies (or one of them) can be trends in the technological areas of the fashion industry
and trend accelerators in the directions of the formation of fashion trends. An analysis of the prospects for the
application of these technologies and the results of their influence on the fashion industry, carried out for each
of the stages of the life cycle of the fashion product with reference to the “impact points” of technology on the
stage, showed that technologies, even advanced ones, do not possess trend-forming potential in the context of
fashion trends. Trends originate not under the influence of the technologies themselves, but under the influence
of characteristic images for which technologies are the media environment. That is, the VR / AR technologies
are not trend generators, but generators and carriers of images that have a trend-forming potential in the context
of fashion trends. The augmentation of reality contributes to the expansion of the boundaries of fantasy and the
removal of professional inertia of thinking in the process of generating creative design solutions. The feasibility
of'engaging the VR / AR technologies at the design stage of design artifacts is to extend boundaries of generating
imaginative ideas. Using the influence of powerful machine intelligence on the mind and creativity of a person
can yield fruitful results in the absence of suppressing the imagination of the author — the generator of ideas.

Further research should be directed to detailing the chain of services supporting the full life cycle of
a fashion product in a virtual space with 3D modeling of design artifacts.
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AYI'MEHTALIA PEAJIBHOCTI | I'apna6xanse Ipuna AnaromiiBHa
SK ®AKTOP 3APO/ICKEHHSA TPEHIIB | Joyenm, Kuiscokuii nayionanshuii ynisepcumem
B ®EINH-THAYCTPII | xyomypu i mucmeyme, Kuis, Yxpaina

Mera poOOTH — BU3HAYMTH MOTEHIIAN BIUIMBY TEXHOJIOTIH BipTyasnbHoi/ayrmeHToBaHOi peanbHOCTi (VR/AR) Ha
(hopMyBaHHS TEH/ICHIii1 MOJIM 1 PO3BUTOK 1HIIIMX HAMPSIMIB JISUTLHOCTI (DeIIH-1HAYCTPIl; TpOaHai3yBaTh POJIi TEXHOJIOTIH
VR/AR sk TpeHA-TeHEpaToOpiB Ta TPEHI-aKceneparopiB (emrH-puHKy Ta BHU3HAYUTH MEXaHI3MU IXHBOTO BIUIMBY Ha
TCHEpAIlif0 IHHOBAIlIHHUX AN3alHEPCHKUX PillIeHb. METOMOOTIS TOCTiHKEHHS IPYHTYEThCS HAa CHCTEMHOMY MAXOI 10
BH3HAYCHHS BIUTHBY TexHomoriii VR/AR Ha po3BuTOoK (hemH-iHIyCTpil; icTopiorpadidanii aHai3 AMHAMIKHA PO3BUTKY
texHousoriii VR 1 AR 3acBiguuB, 110 BOHM aKTHBHO BIIPOBA/UKYIOTHCSI B YCI €TaNM SKUTTEBOTO IMKITY (DEHIH-IPOIYKTY;
JIOCITIJPKEHHS TIEPCIIEKTUB 3aCTOCYBAaHHS IIMX TEXHOJIOT1H Ta pe3y/bTariB IXHBOTO BIUIMBY Ha (DElIH-1HAYCTPit0 BUKOHAHO
i3 IPUB’A3KOI0 «TOYOK BIUIMBY» TEXHOJOTIH JI0 KOXKHOTO erary. HaykoBa HOBM3HA Moisirae y BU3HAUYCHHI MEXaHI3MIB
BBy VR/AR TexHomoriii Ha BCi eramu >KUTTEBOTO HMKIY (emH-npoaykry. ChopMylibOBaHO MOHSATTS «TPEHI-
TEHEPaTOp» 1 «TPEHI-aKCeIepaTop» MOIH. 3’ ICOBaHO, IO TPEHIM MOIHN 3apOKYIOTHCS HE IiJ] BIUIMBOM camux VR/AR
TEXHOJIOTIH, a sIK acomiallii 3 XapaKTepHUMH 00pa3aMu, IS SIKUX I1i TEXHOJIOTI] € MemiacepenoBuieM. ToOTO TEXHOIOTIi
VR/AR € He TpeHA-TeHepaTopamMy, a TPEHI-aKCceIepaTopaMy MOJIH, TEXHOJIOTIYHUMH TPEHIaMH (eIH-PUHKY Ta HOCISIMH
00pa3iB, sIKi MalOTh TPCHIYTBOPIOIOUMIT OTeHIal Moau. BucHoBKH. JloBeneHo, mo TexHomorii VR/AR cramu TpeHnamu
PO3BUTKY TEXHOJIOTIUYHMX HampsMiB  (emrH-inaycTpii. BUKOpUCTaHHS BIUIMBY MOTY)KHOTO MAIIMHHOTO IHTEJIEKTY
Ha PO3yM 1 KpEaTWBHICTh JIOAMHM MOXKE AT TUIAHI pe3ysibTaTH 3a YMOB BIJICYTHOCTI NPUIYIICHHS ySBU aBTOpa —
rereparopa igei. JomniipHicTs 3anydeHHs VR/AR Ha erami npoekTyBaHHs Au3aiH-apTe(aKTiB MOJSIrae B PO3IIMPEHHI
rpaHeil reHepanii oOpa3aux imeil. Ockinbku TexHomoriss AR cTBOproe yMOBH reHeparii iHHOBaIifHIX 00pa3iB (emrH-
00’€eKTiB, a TeHepaIllis 00pa3iB, CBOEIO YEPror0, CTBOPIOE YMOBH JUII BUHUKHEHHS (DEITH-TPEHIB, 3p00ICHI BHCHOBOK,
mo texHouorist AR Moxe OyTH 3apaxoBaHa 10 MOTEHLIIHUX TPEH/I-aKCeIepaTopiB.

Kniouosi crosa: BipTyanbHa peajibHICTh; ayrMEHTOBaHA PEANbHICTb; TEHJCHIT MOJM; TOYKH BILUIMBY; TPCHI-
reHeparop; TpeHI-aKceleparop.

AYI'MEHTAIUSA PEAJIBHOCTMU | T'apnabxanse Upuxa AHatoibeBHA
KAK ®AKTOP 3APOXIAEHUS TPEHIAOB | Joyenm, Kuesckuii nayuonansuwiii yrusepcumem
B ®OIIH-UHAYCTPUMN | xyromyper u uckycems, Kues, Ykpauna

Llens pa®oThl — ONpenenuTh NOTEHIMAT BIMSHHUS TEXHOJOTHH BUPTYaJbHOM/ayrMEHTHPOBAHHOW pEaJbHOCTH
(VR/AR) Ha QopmupoBaHue TEHISHIUI MOIBI M Pa3BUTHE JAPYTUX HAIPaBICHUN JEATEIBHOCTH (DIIIH-WHIYCTPUH;
MpoaHaTU3upoBaTh ponu TexHomormii VR/AR Kkak TpeHHa-TeHepaTopoB W TPEHI-aKCeNnepaTtopoB  (HAIIH-pBIHKA
U ONpENEeNUTh MEXaHW3Mbl UX BIMSHHSA HA TEHEPAlUI0 WHHOBAIMOHHBIX IU3ailHEPCKUX peleHuid. Meromonorus
HCCIIEJOBAaHNSI OCHOBAaHA Ha CHCTEMHOM IIOJXO/IE K OIpPEAENIEeHHI0 BIUsHUs TexHonorunii VR/AR Ha pasButue (omin-
WHIyCTPUH; UCTOpHOTpadUUecKuil aHaIM3 TUHAMHUKH pa3BuTHA TexHoiornid VR u AR 3acBuzerenbcTBOBall, YTO OHU
AKTHBHO BHEJPSIOTCS BO BCE ATAIIBI )KU3HEHHOTO LIUKJIA (IIIH-TIPOIYKTA; UCCIICIOBAHHUE TIEPCIIEKTHB IPUMEHEHUS STHX
TEXHOJIOTHI U Pe3yJIbTaTOB MX BIMSHUS Ha (DIIIH-UH/YCTPHUIO IIPOBEJICHO C MTPUBSI3KOH «TOUEK BO3ACHCTBHUS TEXHOIOTHIA
K KaxJoMy dtany. Hay4Hasi HOBU3HA 3aKJIIOYaeTCsl B ONpe/eieHn MexaHu3MoB BimsiHus VR/AR Texnosnoruii Ha Bce
9TaIbl )KU3HEHHOTO IHKIA (PmH-npoaykTa. ChopMyInpoBaHbl HOHITHS «TPEHI-TEHEPATOP» U «TPEHJI-AKCEIepaTop»
Mobl. BBISICHEHO, UTO TPEHBI MOABI 3aPOXKIAIOTCS HE IO BIMsHUEM caMblXx VR/AR TexHonoruii, a kak acconuanun
C XapakTepHBIMH 00pa3aMu, JUIsl KOTOPBIX 3TH TEXHOJOTHH SBISIIOTCA Menuacpenoi. To ects texnomormn VR/AR
SIBISIETCSl HE TPEH/-TeHEepaTopaMM, a TPEHJ-aKCeJIepaTropaMHu MOJIbI, TEXHOJIOTHYECKUMH TpEeHIaMHu (AIIH-phIHKA
Y HOCHUTEIISIMH 00pa30B, KOTOpbIE UMEIOT TPEHI-00pa3yronuii moreHnuan Moabl. BeiBonsl. [TokazaHo, 4To TeXHOIOTHN
VR/AR cranu TpeHaamu pa3BUTHs TEXHOJOIMYECKUX HampaBieHHH (AUIH-MHAycTpud. Vcnonb3oBaHUE BIUSHHS
MOIIIHOTO MAIIMHHOTO WHTENJIEKTa Ha yM M KpPEaTUBHOCTh YEJIOBEKAa CIOCOOHO JaTh IUIOAOTBOPHBIC PE3YIbTaThl
B YCJIOBHAX OTCYTCTBHUS TIOIABJICHHUsI BOOOpaXXEHHs aBTOpa — TeHeparopa uaei. llemecooOpa3HOCTh IMpUBIEUCHHS
VR/AR Ha 3Tane npoeKTupoBaHust An3aiiH-apTe(hakToB 3aKII09ACTCs B PACIIMPEHUH TpaHeH reHepauy 00pasHbIX HICH.
[ockonbky TexHonmorust AR cosmaer ycioBus reHeparii MHHOBAIMOHHBIX 00pa3oB ()AIIH-OOBEKTOB, a 3TH 00pasbl,
B CBOIO OYepe/ib, CO3/IA0T ITOTEHIINAII JUIsi BOSHUKHOBEHHMS (DIIIH-TPEH/I0B, CAEIaH BBIBOJ, YTO TeXHoJorust AR moxer
OBITh OTHECEHA K MOTEHIMAILHBIM TPEH/I-aKCeIepaTopaM.

Kniouesvie cnosa: BUpTyasibHas peaibHOCTh; ayTMEHTHPOBAHHAS PEabHOCTh; TCHACHIIUN MOJIbI; TOUKH BO3ACHCTBHS;
TPEHJI-TEHEePaTOp; TPEHI-aKCEIepaTop.
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3D-MAPPING | Hdoxonosa Ansona Cepriiaa
SIK 3ACIb CTBOPEHHIS | Acnipanmxa,

ACOUIATUBHUX ACIIEKTIB | ORCID: 0000-0003-3795-6789,
XVYIOXKHBOI'O OBPA3Y | e-mail: dokolashka@gmail.com,
Kuiscokuti nayionanvnuil ynieepcumem

Kybmypu i mucmeyms,

eyn. €. Konosanvys, 36, Kuis, Yxpaina, 01133

Meta AOCTIKCHHSI — BHU3HAYUTH CCTCTUYHMN IMOTCHINA] IHTCTPYBaHHS IU(PPOBUX TEXHOJIOTIH Yy Cy4acHOMY
TeaTpaIbHOMY TIPOCTOpI; 3’5ICYyBaTH CeNnn(iKy BUKOPHUCTAHHS BiACOMAIIIIHTY U CTBOPCHHS acOI[iaTUBHUX ACIIEKTIiB
XyIOKHBOTO 00pa3y B IpaMaTyprigHuX IMOCTaHOBKaX. MeTomomoris qociimkeHHs. JloCiKeHHs 3MiiCHEHO Ha OCHOBI
BUKOPHCTAHHS 3araJlbHOHAyKOBUX METOIIB Ta IPHHIMIIB HAyKOBOTO Ii3HAHHSA: AHAIITHYHOTO, KEPEIO3HABYOTO,
KOTHITUBHOTO, ICTOPUYHOTO M TepMiHojoriyHoro. HaykoBa HoBu3Ha. JlociimkeHo crenudiky BIUIMBY iHHOBAIIHHUX
TEXHOJIOT1H Ha PO3BUTOK TeaTpaibHOro MucrenTsa X XI cT. Ta MIOCTaHOBOYHMH MTPOIIEC Y KOHTEKCTI B3a€MOJii CLIeHIYHOT
YMOBHOCTI Ta BIpTyaJlbHOT PEaJbHOCTI; BHSIBJICHO OCOOJIMBOCTI TearpajbHOli (OpMH «TEXHOApaMay; NOBEIEHO, 0
3D-mapping MO3UIIOHYETHCS CYyYaCHUMHU PEKHUCEPAMH-TIOCTAHOBHUKAMH Ta clieHorpadamu sik 3aci®d CTBOpEHHS
XyOO)KHBOTO 00pasy; BHABICHO CIEHU(iKy 3aCTOCYBaHHS BieoMammmiHry. BucHoBku. BukopmcTaHHS BimeoMammiHTy
B TIPOIIECi TOCTAHOBKH XYIO)KHBOTO TBOPY cHpHsie (GOpMyBaHHIO 6araTooO0pa3sHOCTI Ta eKCIICPUMEHTABHOCTI CIICHIRaIl].
[HHOBaIIHHI BUAN MYyITBTUMEAIHHOTO MUCTEITBA, SIK IHCTPYMEHT PEXHCEPIB-TIOCTAHOBHUKIB, CIIPUSIOTH MOMIYKY HOBUX
3ac00iB XyJO)KHBOI BHUPA3HOCTI Ta BJOCKOHAJICHHIO METOIB IPOIECYy IOCTAHOBKM CIEHIYHOro TBOpY. 3D-mapping
B YMOBaxX Cy4acHOTO TEaTpPaJIbHOTO MPOCTOPY 3/IMCHIOE 3HAYHWH BIUIMB Ha XyJIOXKHIO OOPa3HICTh CIEHIYHOTO TBODY,
cripusie (POPMyBaHHIO HOBOT'O THUILY XY/IO)KHBOTO TIPOCTOPY, 3MiHI XapakTepy AiaJory XyJI0XKHbOTO TBOPY 1 Iisijiada, 1o,
CBOEIO YEProlo, CIIPUsi€ PO3BUTKY CLIEHIYHOTO MHCTELTBA B IIJIOMY.

Kurouosi crosa: 3D-mapping; cieHIYHHH MPOCTip; TeaTpasibHi IMOCTAHOBKH; XYIOXKHiH 00pa3.

Beryn

CrpiMKuil pO3BUTOK TEXHOJOTIH, K MOEAHYIOTh PI3HOMaHITHI 3acobm iH(opMarlii Ta KOMyHiKamii, HUHI
CYTTEBO TIO3HAYAETRLCS Ha CICHIYHOMY IiiicTBI. CHHTETHYHWH XapaKTep MisTIBHOCTI ciieHorpadiB Ta pekKHcepiB-
ITOCTAaHOBHUKIB TIEPETBOPIOE I MPOIIeC Ha TBOPYO-TEXHOJIOTIYHY poOoTy. HOBITHI TeXHOIOTIT OpieHTOBaHI
nepeayciM Ha CTBOPEHHsI BizyaJbHHUX 00pasiB, a TOMY iX BUKOPHCTaHHA B cLeHOrpadii € BUNpaBIaHUM IS
yHiBepcali3alii CTBOPEHHsI CIIEHIYHOT MOCTAHOBKHM Bix inei 1o peanizanii. Cy4acHi MOCTaHOBHUKU HAJalOTh
IepeBary 3aiikaBJICHOCTI Isilaua «MEIIHHICTIO» clieHorpadii, OCKUIbKH IHHOBAIIMHI TEXHOJOTIYHI PillICHHS
IIO/I0 JIeKOpalliid, CBiTIa, 3ByKy Ta iH. He Jiniie 3a0e3MeuyloTh BUAOBUIIHICTE 00pa3iB, a B MepIIy 4epry
JIOTIOMAraroTh CTBOPUTH W MIATPUMATH EMOIliifHE CepeloBHUIIE MOCTaHOBKHA. CBITOBI TEHICHIIIT 0(OPMIICHHS
crieHorpaivHOTO MPOCTOPY TKIIOTH A0 eKJIeKTH3allii, cTumizalii Ta Mmeradopusaiii B mporeci CTBOpEeHHS
€IMHOTO XYIOXXHBOTO 00pa3y MNOCTAHOBKH, IO MAOCSTAETHCSA 32 JOMOMOTOI CY4YacHHX 1HHOBALIMHHX
TEXHOJIOTIH — 3aJy4eHHS IUPOKOTO CHEKTPY TEXHOJIOTIYHOTO OONaJHAHHS: CUCTEM O3BYYEHHS, CBITIIOBOIO
odopmiteHHsI, BiIe0300pakeHHsI Ta MPOCKLIHHUX MPHIIAIiB.

BpaxoByroun BakJIMBICTH JOCII/PKEHHS MUTAaHb B3a€MOBIJIHOIICHHS Ta B3a€MOJIil TBOPYOIO 3aBIaHHS
1 ioTo TIpaKTHYHOT peaizallii, Bu3HaueHHs poii 3D-mapping ta crierudiku Horo BUKOPUCTAHHS B Cy4YacCHOMY
ITOCTAaHOBOYHOMY TIPOIIEC K 3acO0y CTBOPEHHS aCOIIaTUBHUX ACTICKTIB XyIOKHBOTO 00pa3y € aKkTyaabHUM
1 IOIITBHNAM /ISl Cy9acHOT Teopii Ta icTopii MucTenTaa.

Crneuudika TpaHchopManiiiHux mnpoueciB, siki BigOyBaroTbcss B TearpaibHOMy mpocTtopi XXI cT.,
MpUBepTaEe yBary OaraTboX BITYM3HSHUX Ta 3apyODKHHMX KyJBTYPOJIOTiB, MHUCTEUTBO- Ta TEaTpPO3HABIIB.
OiHi€I0 3 HAWMEPCIEeKTUBHINIUX TEM JOCIIKEHHsSI € O0COONMBOCTI 3ajydYeHHsI 1HHOBAI[IHHMX TEXHOJOTIH
y 1eHiuni nocranoBku. Hanpukian, C. Bponxeper «lIpoekt lepemii: B3aemonis, peaxiisi Ta MpoXyKTHBHICTHY
(2004 p.); C. Hixcon «Iludposi BUCTaBHU: iCTOPisS HOBUX Meia B TeaTpi, TaHIli, BHKOHABCHKOMY MHCTEIITBI Ta
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iacramaii» (2007 p.); . Jbxeprirana ta C. ®epranaeca «Ilepcoraxki mudpoBoro MmiaCHICHHS peaabHOCTI
B TearpanbHuX BHcTaBax» (2009 p.); T. Acrad’eBa «HoBi TexHOMOTIT y Cy4acHOMY IpOIECi TOCTAaHOBKID)
(2011 p.); P. Asyma «HaiiBaskmBilIi BUKIIMKH, IO CTOSITH MIEPE PO3MIMPEHOIO peanbHicTion (2016 p.) Ta iH.

VY myOmikamisix po3mIsIIAlOThCs JIUIIE JEsiKi acTIeKTH O3HA4YeHOrO MUTAaHHSA, U0 HE JAI0Th 3arajibHOro
yABJICHHSI TIPO POJIb 1HHOBALIWHMX TEXHOJOTIM y PO3BHUTKY MpOIECYy IOCTAHOBKH CIEHIYHOTO TBOPY.
30KkpeMa, HeIOCTaTHBO BUCBITIICHHM 3QJIMIIAETHCS TUTAHHS BIUIMBY 3D-mapping Ha hopMyBaHHS XyI0KHBOT
00pa3HOCTI JApaMaTHYHOI BUCTaBH, (POPMYBAHHS HOBOTO THIY XyAOKHBOTO TPOCTOPY Ta 3MIHU XapakTepy
Jaory XyIoKHBOTO TBOPY 1 Tisiaga.

Merta crarTi

Mertor0 JOCTIIKEHHS € 3’SICyBaHHS €CTETUYHOTO TOTCHIIay IHTErpyBaHHS IU(PPOBUX TEXHOJOTIH
y CydacHOMY TeaTpajbHOMY MpOCTOpi Ta cHenudikd BUKOPHCTAHHS BiACOMAIIIHTY JJs CTBOPEHHS
ACOIIIaTUBHUX aCIEKTIB XYIOKHBOTO 00pa3y B CYIaCHOMY TeaTpabHOMY IIPOCTOPI.

Bukaax ocHoBHOTO Martepiany

Po3BHUTOK TeaTpanbHOT TEXHIKM M MOCTAaHOBOYHHMX TEXHOJOTIH MPOTITOM iCTOpIil TearpalbHOTO MHCTEIITBA
BiZIOyBaBCsl HEPIBHOMIPHO; BiH 0€3II0CEPEIHBO MOB’I3aHMH 1 31 3MIHOIO CTHIIIO JTOOH, 1 3 PO3BUTKOM HayKOBO-
TEXHIYHOTO Tporpecy. Bin mepiomy paHHBOTO aBaHTApAy Ta MOICPHI3MY BHpaKaIbHO-300pa’kaiibHI MOBHU
BCIX KJIACHYHUX BHIIB TOYAJIA 3MIHIOBATHCS, a IOTIM 3MIHWIHCS ¥ caMi BUAM Ta KaHPH, I BIUTHBOM
€KCTIIepUMEHTAIILHO-TTOITYKOBUX TE€H/ICHIIIH, 1HIIIHOBAaHUX iCTOPi€I0 MUCTEIITBA.

VY XynoKHbO-€CTETHUYHIHN ray3i MparHeHHs 10 OCYYaCHEHHsI MPHU3BEJIO A0 iIHTEHCHBHOIO MEPEOLHIOBAHHS
KJIACHYHUX LIHHOCTEH, A0 BIAMOBH Bif 0ararbOX TPaAMLIHHUX NPHHIMIIB CTBOPEHHS OCTAHOBKHU Ta TOLIYKY
HOBHX, aJICKBaTHUX YacoBi 3ac00iB HAyKOBO-TEXHIYHOTO Mporpecy. BHacmiok mboro Ha cy4acHOMY eTari
B COIIOKYJIBTYpPHOMY Ta COIIIOMHCTELKOMY IPOCTOPI MPECTABICHO HOBI €KCIIEPUMEHTAIbHI BHIN I JKaHPH,
SIKi TIPUIHAITO HA3WBATH «apT-TIPOSKTaMI» a00 «apT-MpaKTUKaMiy» (HAIPHUKIIA, IHCTAJIAI1, MUCTEITBKI aKITii,
€HBapOHMEHTH, HENINEeHIiHTH, TephopMaHCH ¥ iH.), KOTpi BKe MPAKTUYHO HE MAalOTh HIYOTO CITUIFHOTO i3
TPaIUIIHHIME BHJIAMU MHCTELTB, Bifl YCIX NPUHIIMITB Ta METOMIB SKOTO IXHI aBTOPH BiJIMOBWIIHCS 200
BHUKOPHCTOBYIOTH BUOIPKOBO, SIK JOTIOMIXKHi 3ac0o0u.

VY npyriit nmonoBuHi XX CT. y TeaTpaJbHOMY TNPOCTOpi MOYadl BUKOPHUCTOBYBaTHM TEXHOJOTIi, IO
JlaBajii 3MOTY aBTOMATH30BaHO MPOCKTYBAaTH Ta KepyBaTH ACSIKHMH elleMeHTaMH creHorpadii (Hanmpukian,
KOJIQ)KyBaHHSI, CBITIIOBA M KOIbOPOBA MapTUTYpa, TWHAMIYHA MPOEKIIisl, BIATBOPEHHS IIyMiB 1 3ByKiB Ta iH.);
TTOMYJISIPU3YBAJIacs 1 TEXHOJIOTIS Bi3yallbHOTO BINTUBY Ha CBIJIOMICTH IVIsfmada 3aco0aMi KiIHOMHCTENTBA Ta
MIPOEKIIiHHOT iH(pOopMaIii.

[laniBHI TEHEHIIIT CBITOBOTO BipTyaJIbHOTO MUCTENTBA Ha ToYaTKy X X1 cT. 3niicHWIM HeaOUSKU BILUIUB
1 Ha TIpoLIeC CTBOPEHH: iHHOBaLIHHOTO TeaTpaibHOro Buaosuina. CydacHi miobanizaniiiHi npouecu B raimysi
KyJABTYpH T2 MHUCTELTBA CIPHSIOTh CHHTE3YBAHHIO TEXHOJOTiH, II0 BUKOPHUCTOBYIOTHCS B TeaTpajbHOMY
pocTopi. 30KpemMa, BUKOPUCTAHHS BiJICOMAIIIIHTY HAJIA€ PEKUCEPY-TIOCTAHOBHUKY YHIKaTbHI MOKIHBOCTI
iMiTamii peaJbHOCTI B TPUBUMIPHOMY BigoOpaskeHHI MicIA [ii, TpaHcopMaIlii acy Ta mpocTopy.

CyuacHl JOCHITHWKH BU3HAYAIOTh BIPTyaJIbHY DPEANBHICTh K XYIOXKHIH (DeHOMEH, CKJIaJHy CaMo-
OpraHi3ylody cHCTeMy, crenu(idyHe 4yTTeBe (Bi3yallbHO-ayqio-TallTHYHE) CEpPENOBUINE, IO CTBOPIOETHCS
CJIEKTPOHHUMHU 3ac00aMi KOMIT F0TE€pHOT Tpadiky Ta OBHICTIO peani3yeThesl B CUXILI KOXKHOTO KOHKPETHOTO
1HAMBIAyyMa, KIACHU(]IKYIOUM Taidy3b BIpTyaJbHOCTI, MOB’S3aHY 3 MHCTEHTBOM Ta €CTCTUYHUM JOCBIIOM
y TaKHi CIOCi0: MPUPOAHS BipTyasIbHICTh; MECTEIITBO SIK BipTyallbHa pEalIbHICTh; TapaBipTyalbHa PealbHICTh;
MIPOTOBIPTyaJIbHA PEATHHICTH Ta BipTyaibHa peanbHicTh (berakoB Ta Manbskoscekast, 2006, c. 36-39).

ITapaBipTyanbHa peajbHICTh y Taly3i akTyaJbHOTO MUCTELTBA Ta Cy4aCHHX apT-NIPAKTUK MAa€ BIACHY
cnennixy, HapambOBYIOYH €JEMEHTH BipTyalbHOI pealbHOCTI MaiOyTHHOTO. TeHAEHIISIMH PO3BHTKY
XyAO’KHBO-ECTETHYHOI KyJIBTYpH, Ha JYMKY BiJOMOIO iCTOpPHMKa €CTETHKH, JI0KTOpa (inocodchkux Hayk
B. buukoBa, € pyliHyBaHHS TPaAULIHHUX 3aC00IB «...XyIOXKHIX MOB KIIACHYHOT'O MUCTELTBA» 1 «... KITACHYHOI
€CTETUYHOI CBIZJIOMOCTI»; CHpoOM MOIIyKy Ta (opMyBaHHS HOBHX NPHHLMWIIB, MPUAOMIB Ta 3aco0iB
HeyTHIITapHO1 apT-AisubHOCTI. (Bprakos, 2003, c. 61-71).

Ha nymky B. bruuxoBa ta H. ManbskoBebkoi (2006, c. 43), y ramysi TeaTpaqbHOTO MHCTEITBA MOAI0HI
TEHJCHITIT TPOSBIIIOTHCS 3ACOITBINION0 Y BUIJISAI TMMOCTAHOBOK BIpTyallbHO apaH)KOBAaHUX TeaTPali30BaHHUX
BHCTaB-1Iep(HOpMaciB, 110 MOSICHIOETHCS HE CTUIBKU ONTHUMI3ALI€I0 TEXHIYHOT KOMITOHEHTH TBOPYOT'O MPOLecy
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(xo4a TearpainbHiI KOMIT IOTEpHI pO3pOOIeHHS HAa Cy9acHOMY €Talli 1aloTh 3MOTy 00poOHUTH Ha IUCTUIE geTai
BHCTaBU 1 mo0aunTH ii y TPhOX BUMIpax. — A6m.), CKUTbKU CIENN(IKOK XYJ0KHBO-ECTETUIHOTO aCIEKTY
TearpaJbHOro po3BUTKY. [lo pedi, mparHeHHS 10 CTEPEOCKOMIUHOrO e(peKTy CIPUHHATTA BUCTABU IIISAa4eM
OyJ10 XapakTepHUM 1 s pexucepiB octanHbol TpetuHu XX ct. — [1. bpyka, A. BacunweBa, €. [poToBchKOTO
Ta iH., TeaTpalbHI JOCIIIU SKUX HEPIJKO MEePETBOPIOBAIM IOCTAHOBKM 3a MOTHBAMU KJIACHMYHHUX II’€C Ha
CBOEPIIHI «XETICHIHTHY.

Hampukiami XX CT. y TeaTpalbHOMY IPOCTOpi 3’sIBUIAcS HOBa (hopMa — «TEXHOApaMay, sika MOETHYE
€JIeMEHTH IM(PPOBUX Mefia 3 aKTOPCHKOIO T'POI0 Ta JpaMaTHYHOI0 po3moBimmio. Ha BiaMiHY Bim paHHIX
cnpoO iHTerpyBaHHS TEXHOJIOTII B pamy, Hanpukian P. Baraepom ta b. Bpexom, koTpi 3acTocoByBanu pi3Hi
MYJIBTHMEAIHHI TEXHOJIOTIi AJsl CBOIX TeaTpajbHHUX MOCTAaHOBOK, TEXHOApaMa — Li¢ JIMiHaJIbHUU MPOCTIp,
y SIKOMY HTaHHS 1ICHTUYHOCTI YCKIIQJHIOETHCS B3a€EMOMAIEI0 MK KUBUMHU aKTOPaMH Ta BEJIHMKOIO KiJIbKICTIO
CKJIAJIHUX TEXHOJIOTTYHUX MPHUCTPOiB (i Pi3MuHMX, 1 BipTyaldbHUX) Ha OIHOMY €Tari BUKOHAHHS. Y TakKui
CTOCI0 IaHWI )KaHp TeaTpaabHOTO MUCTEIITBA, IPE3CHTYIOYH TEXHOKYIBTYPHUN €CTETUYHUI MaTepial, 3/aTeH
TIepeIaBaTy, OKpPiM 3MICTY TBOPY, XyI0XKHI Ta KyITbTypHI aCTICKTH TTOCTAaHOBKH, CTBOPIOIOYH MICIIE TTOCTIHHOT
HanpyTy 3aco0aMu CITiBCTaBIeHHS (i3WYHHUX TiJ 1 BIPTyalbHHUX €JIEMEHTIB y TeaTpajbHOMYy mpoctopi. Ha
IOYMKY JIOCIIIHUKIB, CaMe Y «IIPOCTOpi, HAITOBHEHOMY HalpyTroI0», BHACHIOK B3a€MOJI] TiJla i TEXHOJOTIH,
BHHHUKA€ MOXKJIMBICTB MOIIYKY HOBUX €KCIIEPUMEHTAIbHUX (POPM 1 IPaKTHK y cydyacHoMy Tearpi (Broadhurst,
2004, p. 48).

Ha cywacHOMy erarmi BHKOHaBChKE MHCTEITBO (TearpalibHi MOCTAHOBKH, XopeorpadiuHi Ta My3W4HI
BHUCTYITH) XapaKTePU3YEThCS TOKIHHAM 1O HOBOI MapaJurMHU 3JHATTA 3 ITUGPOBHUMH TEXHOJIOTISIMU,
11030yBatouuch aHaJIOroBoi ecreTWku. llponec CHMHTE3y BHKOHAaBCHKMX MMCTELTB Ta BHUCOKHX TEXHOJIOTIH
MYJBTUMENIHOT crieHorpadii (BUKOPUCTAHHS TEXHOJIOTIH MyJIbTHMeE/Iia Ta 3ac00iB KOMIT FOTEpHOI rpadikm. —
Asem.) po3IodaBcs Kilbka POKIiB TOMY, BiTaK HUHI B 0aratbox KpaiHaX BUKOpHCTaHHS 3D-mapping BBasKaeThCs
CKOpIIlle HEBiJ'€EMHOIO, aHDXK IHHOBAIIMHOK YaCTHHOK CyYacHOTO CIIEHIYHOTO MPOCTOPY.

BapTo 3a3HaumTH, 10 BIiJCOMAIIIIHT HAJAE HOBI MOXJIMBOCTI PEKHUCEPaM-TIOCTAHOBHHMKAM ITiJ[ 4ac
CTBOpeHHs nep(hopMaHCiB, IHCIIEHI3allil Ta HABITh MOCTAHOBOK KJIACHYHUX ApaMaTHYHUX BHCTAaB, Bi3yalbHO
3MIHIOIOYH TIPOCTIP CIIEHH ¥ TiIO aKTOpa, CIPUSIOUN TITHOIIOMY OCMHCIICHHIO TJISIIadeM ieHHOTO 3amyMy
noctanoBku (Dixon, 2007, p. 195), a xpomakeii (romorpadiuHa TPOEKIis) € MOMYISIPHO MOOIITHHOIO
TEXHOJIOTI€I0 AJIS1 CTBOPEHHSI aTMOc(epH IHTEePaKTHBHOI y4acTi B HOCTAHOBLI KOKHOTO Disiaada (Muxaiios,
2007, c. 70).

SlckpaBUM MPUKIIAJIOM BUKOPUCTAHHSI HOBUX MeJia TEXHOJOTIH y Tearpi € TBopuicTh pexkucepa P. Jlemaxa,
SIKMI 1HTErpyBaB y IOCTaHOBKY TpeTboi 4yactuHm ornepu P. Barmepa «Kimbre wibemynra» — «3irdpim»
y MerponosiTen-onepa BipTyaldbHy peajbHICTh 3aBASKH BUKOPHUCTAHHIO TPHUBUMIPHUX Mpoekmii. OmnepHi
APTHUCTH PYyXaJNCS Y TPUBUMIPHOMY IPOCTOPi, cTBOpeHoMY KiHompoekiisimu [1. ITipeca, Ha dhoni mexoparriif —
KUIBKOX JAECATKIB BEJIMYE3HUX PYXOMHUX IUIAHOK, Baroio 45 ToH. [HHOBauiliHa TEXHOJIOTiS, SIKYy PO3pOOISIIN
MPOTArOM Oararbox POKiB HHU(POBI XyHOKHHMKH, HNPOTrPaMICTH Ta EKCIIEPTH 3 OCBITJIICHHS, CHpPSMOBaHA
Ha CTBOPEHHS PEaliCTUYHOrO 300pakeHHs Ha CLEHi, 1 crpuse OaraTcTBy AeTajieil, TiHEH Ta 3aTeMHEHHS
300paxeHb, 3JaTHOCTI NIEPEMIIIlyBaTHCS i OPTaHIYHO B3aEMOJIISITH 3 aKTOPaMHU.

VYTiM, Tpeba HAroJOCUTH, IO caM (hakT BUKOPUCTAHHS TEXHOJIOTIT y MpoIieci CIIEHIYHMX TTOCTAaHOBOK HE
€ TapaHTOM YCHIXy TBOPYHX Ta BHJIOBHIIHUX MPaKTHK. KIFOUOBMM MOMEHTOM iX 30JMKEHHS € TapMOHIlHE
MIOETHAHHS Ta YBEJACHHS B €IMHY IiI0 BCIX CKJIAQJHUKIB CIICHIYHOTO MPOCTOPY — IUIACTHKH BUKOHABIIIB,
JeKopalliii, cBiTia, 3ByKy Tomo. IIpoTe He MEHII Ba>KIMBUM YMHHUKOM YCHIIIHOI KOHBEPIeHLI] € aKIeHTaLlis
pekucepa Ha XyJO)KHbOMY 3MICTi IOCTAaHOBKH, a HE HA TEXHOJIOT1SIX, OCKIIbKM HaJAMIpHUI BIIMB TEXHOJIOTIH
3aBakae KOHIIGHTpaWil Iisgada, a iX HeJOpeYHEe BUKOPUCTAHHS MO)KE HETaTMBHO BIUIMHYTH Ha SIKICTh
BUKOHAHHSI.

Ha nymky 6araThboX MHCTENTBO3HABIIIB, 3aCO0M Cy9YacHOI Xy/I0’KHBOI BUPA3HOCTI HE BapTO TPAKTyBaTH
SIK 30BHIITHIO TPOTHIIII0 TEKCTY TBOPY, OCKUTHKHA BOHH CITIBBIIHOCSTH HOTO XyMOXKHIN CTPill 3 €CTETHUHOIO
cBimomicTio ronuHu (Actadnena, 2011, c. 11).

HoBiTHIM TexHIYHMM 3acO0OM, IO CHpPHUSE CTBOPEHHIO XYIOKHBOTO 00pa3zy (3HAUHOK MipOor HOTro
ACOLIIaTUBHMX aCIEKTiB) TeaTpaibHOI OCTAHOBKU € TaK 3BaHa CUCTEMa MPOEKTYBaHHS B pealbHOMY yaci —
CUCTEeMa, Ky MOXXHA BHKOPUCTOBYBATH JUIsi €(EKTHUBHIIIOIO PO3KPUTTS 00pa3y MEepCOHa)xa, BOIHOYAC
CTBOPIOIOYU YHIKAJIbHUH Bi3yajabHUI JOCBIJ IS TIIsIa4iB.

Binomuit Oputancekuii muckMeHHUK A. Kiapk y TBopi «Hebesmeka mpopomrsa: mposan ysasm» (Clarke,
1962, p. 14) 3ayBaxuB, M0 OyIb-IKY JOCTAaTHLO PO3BHHYTY TEXHOJIOTII0O HEMOIIMBO BIIPI3HUTH BiJa Marii.
IHHOBaIIiiTHI TeHCHITI1 CTBOPEHHS BipTYO3HOTO CIICHIYHOTO e(eKTy, XapaKTepHi MUl TeaTpaaIbHOrO IPOCTOPY
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XXI cT., BETUKOIO MipOI0 BUXOJATH 32 MEXI TEXHIYHOTO PO3yMIiHHS TIIs/iada, BUKIUKAIOYHM CBOEPITHE MiCTHUHE
071aroroBiHHs mepe] MOCTaHOBKOIO.

[lpuknamoM TmO€AHAHHS TEXHIYHMX 1HHOBaUil 13 TeaTpaJIbHUMM TPaJULisIMA € MOCTAaHOBKU
3 BUKOPHCTaHHSIM JIOMOBHEHOI peaibHOCTi: «lIpoekt lepemis (biaknTHi HaIHUTI KPOB'I0 KBITH)» peKucepa
C. Bpoaxepcr (2001 p.); «O6usarens: Kinuesuit npoaykt» («Everyman: The Ultimate Commodity 2.0»),
npem’epa sxoi BifOyacs B 2007 p. Ha pectuaii «Fringe» y Topouro; «Enement O3» («Elements of Oz») Hblo-
HopkchKoi kommaHii «Acormiaris bymiBensHuKkiB» («Builders Association») (mpem’epa BigOynack y BepecHi
2015 p. Ha cueni Tearpy Jep:kaBHOro yHiBepcuTeTy MOHTKIIED, Y paMKax ce30HY «IliKoBi BUCTYTIH»).

«Ipoext lepemis (bmakuTHi HamUTI KPOB’I0 KBITH)» CTBOPEHO pa3oM i3 KOMIT IOTEPHUM YYECHUM
P. boynenom 3a ’ecoto @. Crenne. Bucrasa, 1110 npucBsiueHa croraiam Ipo JH000BHY iHTpUTY, moOyoBaHa
Ha B3aeMoii peanbHOTO BukoHaBls E. bepnany ta lepemii — aBarapa (3reHepoBaHUil KOMIT IOTEpHUN 00pa3. —
Aem.) Ta Mix lepemieto 1 misimadem. [Ipem’epa BinOynack y 2001 p. Ha cueHi Tearpy YHiBepcutery bpyHens
(3axigauit Jlormon, ramepest 291).

Y mpomeci incuenizamii mecn /Jl. Jbxeprirama «OOuBarens: KinmeBuit mpomykT», 3acHOBaHOL
Ha [JUCTONIYHOMY OIOBiJaHHI CIHralmypchkoro nucbMeHHHMKA [. baparamana, BHKOPHCTaHO TEXHOJIOTII
JOCHITHUIBKUX MPoeKTiB CHHIamypcKoro HEHTPY AOCHIDKEHHS B3aeMolii Ta po3sar (Singapore’s Interaction
and Entertainment Research Centre), 3 MeTOI0 Mmo€qHaHHS TeaTpalbHOI Ta JOMOBHEHOI peambHOCTI JUIS
CTBOPEHHSI HOBOTO BUY IMIOCTaHOBKH.

3a cloKeTOM, y HeJalleKkoMy MaiOyTHbOMY, 3a pilieHHsM Binanu CUHramypy, B NMUTHY BOAY JONAJH
CTBOpPEHY T'eHiaJ hbHUM yueHNM «PedoBuny X», sika adi3uaHO TpaHCPOPMYE JIFOMUHY 1 pOOUTH 1i YHIBEpCATEHUM
JIOHOPOM opraHiB. [ oloBHa iHTpHUra Ta KOH(IIKT TBOPY IOJISATAE B HASIBHOCTI CYTTEBOTO MOOIYHOTO €heKTy
PEYOBHHH, 1110 TPU3BOANTS 10 3HUKHEHHS BIIMIHHUX 03HAK — KOYKHA JIFOMHA CTa€ MOP(OJIOTTUHO iAEHTUYHOIO.
BukopucTaHHs 1OTIOBHEHOI peayibHOCTI BUSIBWIIOCS HAA3BUYaliHO NOPEYHHMM: y TOCTAHOBII 3aCTOCOBAHO
BIpTyaJIbHI MaCKH OOJTHYYsI, CTBOPEHI 32 JIOTIOMOTOFO IMPOEKIIii 200 TaK 3BaHOTO NPOEKYIliIHO20 KAPMUHY8AHHS —
METO/Y, SIKHIA CTBOPIOE e(heKT ONTUYHOI OMaHH, aHAITI3YIOUM TPUBUMIPHUIA 00’ €KT Ta MPOEKTYIOUH 300paXkeHHs,
a MOTIM TOYHO BHPIBHIOIOYH iX. L[5 TeXHIKa ITMPOKO BUKOPUCTOBYETHCS B PI3HOMAHITHUX TaTy3sIX, HAIPUKIIAI,
apXiTeKTypi, JaHImadTHOMY THU3aiHI 1 iH., POTE camMe B Tally3i BUKOHABCHKOTO MICTEIITBA Ma€ HAA3BHUAHO
cnermdiuni BmactuBocTi. OKpiM MpoeKTyBaHHS 300pakeHHs Ha (hikcoBaHi 00’ €KTH, 32 TIOTIOMOTOI0 PYYHOTO
BHPIBHIOBaHHS MK 00’ €KTaMU Ta 300pakKeHHSIM, 110 TPOCKTYETHCS, BIIOMI 1 MPUKITa U POEKITii Ha TUHAMIYHI
00’€KTH 3 aBTOMaTWYHUM BHUPIBHIOBaHHSM (MIPOTE 38 YMOBU BHKOPHUCTAHHS OOMEKEHOI KUIBKOCTI GopMm Ta
PYXiB 00’€KTiB, OCKIIbKM BUPIBHIOBaHHSI 300pakeHHS OTPeOye BEIMKOI KITBKOCTI po3paxyHKiB). Lle, cBoeto
Yeproro, BUKINKAE 3aTPUMKY, TIOKH 300pakeHHs He Oyne BUpiBHEHO i3 3D-00’ekTamu, sika reHepye BizyalnbHy
TTOMIJIKY, 1110 3MEHIITy€ eMOIliitHe 3anypeHHs aynutopii (Sakamaki, 2013, p. 39).

OcTraHHIM 9acOM TPOEKITiiHE BiTOOpaXKEHHS — METOJI TIEPEBTUTCHHS 00’ €KTIB y TTIOBEPXHIO BiTOOpAKCHHS
JUIS. IPOEKTYBAaHHS 300pa)KCHHS! — BUKOPHCTOBYETHCS Yy BHUKOHABCHKOMY MHCTELTBI, OCKUIBKHM J1a€ 3MOTY
CTBOPIOBATH JIOJIaTKOBI BUMIpH, ONTHYHI U031l Ta 3a/if0OBaTH B MPOIECI IMOCTAHOBKH paHIIle CTAaTHYHI
00’ekTH. Y HaykoBOMYy 0Oiry 3’sBWJIMCS IHHOBALifHI JaHi NP0 HaNpamioBaHHS, L0 YMOXKJIHBIIOIOTH
3aCcTOCYBaHHS MpoekIlii Ha pyxomi 00’ektu. Tak, C. Cakamaki ta H. Xamrimoro (2013, p. 39) nponoHnyots
METOJIUKY KOMIICHCAIII] 3aTPUMKHU NPOEKIIii Ha pyxoMi 00’ ekTu. BapTo 3a3Ha4unTH, 110 B 3aralbHUX CHCTEMax
ProCam mocuTh CKIIaTHO MPOCKTYBATH 300paKEHHS HA pyXOoMi 00’ €KTH, OCKITLKH BiH Ma€ TMOTCHITIHHI YacOBi
3arpuMkH (80 Mc) KaMep Ta MPOEKTOPIB.

CTOCOBHO ApaMaTWYHOTO 3MICTy I’€CH, I iHHOBAIliliHa KOHIENIlis HE JIUIIe TMOCIpHsia Bidyami3arii
JUIs Isiada YCYHEHHsl BIAMIHHUX XapaKTEPHCTHUK y PEXHMi peajbHOro yacy, a i 3HauHO MOCHJIMIIA TeMy
MMOCTaHOBKH.

Ha Binminy Big mTy4HoCTI aBarapa lepemii y « Baaxumnux nasumux Kpog ‘1o Keimaxy, sikuii 0yi0 CTBOPEHO
TTOBHICTIO 3a JIOTIOMOTOI0 KOMIT FOTEPHUX TEXHOJIOTIH, CEpeOBHINE AOMOBHEHOI PEaIbHOCTI B MOCTAHOBII
«Obusamens: Kinyesuii npodyxkmy TOETHAIIO KOMIT IOTepPHI 300payKeHHS Ta BiIeO B peaTbHOMY Yaci i3 JKHBUMH
aKTOpaMH, 3aB/ISKH YOMY BipTyallbHi 300pa)XeHHS Y BUIISI BipTyallbHUX MAcOK OOJIMYYS CITiBCTABIISIOTHCS
13 JIFOACHKUMH 300pakeHHSAMH Ha MPOEKIIHHOMY €KpaHi, KWW TMOMINSE€ MPOCTIp peajabHOi MOCTAaHOBKH Ta
BipTyasnbpHOI. BipTyanbHi MposSBM NEpCOHaXIB BUCTaBH HE € BIPTyaJbHUMH CYTHOCTSIMH, OCKIJIBKH iXHE
ICHYBaHHS Ha TIPOCKI[IHHOMY €KpaHi MO3HAYeHO CHUMOIO30M BIPTYaJIbHOTO OOJIMYYS ¥ TEXHOJOTIYHO
BIJITBOPCHUM JIFOJICBKUAM T1JIOM.

[MocranoBka «O6uBarens: KiHieBuil mpoayKT» BiioOpakae Te, 1o JFOAN MOXKYTh CTaTH BIPTYaTbHUMU
TIepcoHakaMU B KiOEpIIPOCTOpi, Y TOH Yac, KOJH BIpTyalbHI iCTOTH 3/IaTHI ICHYBaTH sIK BIHEPU — IICHTHIHOCTI
JIIOZIeH, KOTPi )KUBYTH y TOMY, LIIO MU BB2KA€EMO PEaJIbHICTIO.
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BinmoBinHo, came ymopsaKyBaHHS IIbOTO MPOTHPIYYS MK BIpTyallbHUM Ta PEaTbHUM Yy ITOCTAHOBKAaX
3 BUKOPUCTaHHSAM BiJICOMAMIIIHTY, IOCHUJIIOE Ta MIATPUMY€E OOMEKEHICTh TEXHOAPAMATHYHOTO €TaIly.

«Enementn O3» — ckimagHe TEXHOJOTIYHE MIOY, cTBopeHe pexucepamMu M. Yimc, M. Ti060com Ta
M. Anrenoc, 3aCHOBaHO Ha CIOkeTi Bimomoro QineMmy «YapiBauk kpainu O3y». Ilepen mouarkoM BHCTaBU
Isij1adaM 3anporOHYBalld 3aBAaHTAKUTH HAa MOOUIBbHI Tele(hOHM CIEIiaJIbHUN JIOJaTOK, NMPU3HAYCHHUM IS
BUKOpHUCTaHHA 1111 yac BUCTymiB y «3LD Art & Technology Center», sikuii Hazae iH(pOpMaIIifo MPoO MOCTAHOBKY,
TTOCHJIaHHS Ha TOBITHUKOBI MaTrepiajau Ta JOCTYII 0 Pi3HOMAHITHUX €JIEMEHTIB OTIOBHEHOI peaabHOCTI, 10
T IBUIIYIOTH TepPOPMATUBHICTH MOCTAaHOBKH. Hampukian, BUTOHUEHI GinbTpH, SKi JONAIOTH /il HOBI IJIaCTH
300pakeHHs (CTpaBKHs BOPOHKA TOPHAJIO, 3]IMBA # iH.), HEBUIAMMI HE030POEHUM OKOM.

Buxopucranns nudpoBrx Mezia Ta KOMIT IOTEPHUX TEXHOJIOTIH y TeaTpalbHOMY MPOCTOPI, SIKI BKIIIOYAIOTh
Mpe3eHTalii 3MilIaHoi peanbHOCTi, MOP(HOJIOTIUHO 3MIHMIIO JaH AT eTaly BUKOHABCTBA, SKUW MPOTITOM
nonas 2 500 pokiB BUKOPUCTOBYBAB JIAIIE TPAAUIIIAHI MEXaHI30BaHi Ta aHAJIOTOBI TEXHOJIOTIT SIK JIOTIOBHEHHS
JI0 aKTOPCBKOI I'PH.

CporomHI 3aMiCTh BHUKOPHUCTAHHS 30BHIIIHIX €(EKTIB, JOMIHYIOUHM Cepea TMPOBITHUX PEKHCEPiB-
[IOCTAaHOBHUKIB CTa€ HOBUH IUIAX — IUISIX IOLIYKY TeaTpajibHUX 3ac00iB, 1110 CHPUSIOTh CTBOPEHHIO YSIBHOTO
MOCTY MIiX T€aTpajbHOIO YMOBHICTIO Ta BipTyaJbHOIO PEasIbHICTIO.

Tearp y Bcix Horo mposiBax 3aBxkIu OyB COLIaTbHNM, IO BUKIIOYA€ MOKIMBICTh YCYHEHHSI 31 CIIEHIYHOTO
MIPOCTOPY JIOAMHU a00 MpeaMETiB, OB’ sI3aHMX 13 CycmiIbHUM KUTTIM. Ha nymky I /lebopaa, «BugoBuie —
IIe COIllaIbHI BITHOCHMHU MIDX JIFObMH, OIOCEPEIKOBaHI 00pa3aMm», TOMY aKTOPH Ha CICHI CIIJIKYHOThCS
3 ayIUTOPi€r0 3ac00aMu il Ta MOBH, B TOH Yac SK Bi3yalbHi Ta 3BYKOBI €JIEMEHTH TTOCTAHOBKHU TIOB1IOMIISIOTH
Mpo iXHI BJIACHI €CTETWYHI Ta KyJAbTypHI 3HaueHHS 3 abo 0e3 ypaxyBaHHS JPaMaTUYIHOTO 3MICTYy I €CHD)
(Debord, 1995, p. 4).

OTXe, BUKOPHCTAaHHA CKJIaJHUX TEXHOJOTIYHHX INPHUCTPOIB SIK YACTHHU TEaTPaJbHOI MOCTAaHOBKU
B YMOBaX CLIEHIYHOTO IIPOCTOPY BifoOpaxkae Ta MOCHIIIOE TMTMOWHHI OHTOJIOTIYHI 0COOIUBOCTI, 110 BUHUKAIOTh
BHACITI/IOK IIBU/IKOTO MPOHUKHEHHS IIM(YPOBUX TEXHOJIOTIH Y KUTTS Cy4acHOT JIFOIUHH.

BuxopucTaHHs BiJleOManmiHry BHKJIMKA€E 3MIHH XyJOXKHBOI CTPYKTypH BUCTAaBH. 3BHYAWHO, HOBITHI
TEXHOJIOTIi y creHorpadii MokHa pO3TIAIATH 3 TOYKH 30py CaMOCTIHHOT apT-IisIILHOCTI B JU3aHHEPCHKOMY
oopmIeHHI TeaTpalTi3oBaHUX IOy, IPOTe, Ha HAlly TYMKY, IXHI/ BIDIMB HA IMOCTAHOBKY 3HAYHO TIIOOATHHIIINI
1 MO)XKe TIO3WIIIOHYBaTHCS SK CydYaCHHH 3aci0 CTBOpEHHS acOIliaTMBHUX acCIeKTiB XYIOKHBOTO 00pasy
PEKUCEPOM-TIOCTAHOBHUKOM.

Hocnimxeno crenudiky BIUIMBY 1HHOBAIiMHUX TEXHOJIOTIH Ha PO3BHTOK TEaTPaIbHOTO MHUCTELTBA
XXI cT. Ta MOCTAaHOBOYHHI MPOIIEC Y KOHTSKCTI B3aEMOIIT CLIEHIYHOT YMOBHOCTI Ta BipTyaJIbHOT peabHOCTI;
BUSIBJICHO OCOOJMBOCTI TeaTpaibHOI (OPMU «TEXHOApPaMay; MOBeIeHO, Mo 3D-mapping MO3HUITIOHYETHCS
CyJaCHUMH PEKHUCEPAMHU-TTOCTAHOBHUKAMH Ta CIeHOTpadaMu sSK 3aci0 CTBOpPEHHS XyIOKHBOTO 00pasy;
BUSIBJICHO crenn(iky 3aCTOCYBAaHHs BiJJEOMEIINIHTY Ta BM3HAUEHO IONANIbLII MEPCHEKTHBH BUKOPUCTAHHS
IHHOBaLIfHUX TEXHOJIOTi B yMOBaxX Cy4acHOTO CIIEHIYHOTO IPOCTOPY.

BucHoBku

VYBara 10 TEXHOKYJIBTYPHOI TOJIITHKH, JTOMIHYBaHHS TEXHOJIOTIH y CydacHOMY CYCHIBCTBI Ja€ 3MOTY
IJIs1/1a9€eBi OI[IHUTH (hOpMaTbHY Kpacy B3a€MOII1 JIFOMMHU 3 TeXHOJIOTisiMu. CaMe 11e TIi/IBHIIy€ eCTETHYHI STKOCTI
ITOCTAaHOBOK, CTBOPEHUX 32 JOMTOMOTO0 BUKOPUCTAHHS BiJICOMENITIHTY Ta Ja€ 3MOTY T0-HOBOMY CIIPHHHSATH
JpaMaTHYHUH 3MICT I’ €C TIEBHOI TeaTpaibHOi GOpMHU.

3D-mapping B yMOBax Cy4acHOTO TeaTpajbHOTO MPOCTOPY 3IiMCHIOE HEaOWSKUIl BIUIMB Ha XYHIOXKHIO
00pa3HiCTh CIIEHIYHOTO TBOPY, crpusie (JOPMYBaHHIO HOBOTO THITY XyIOKHBOTO IPOCTOPY Ta 3MiHAM XapakTepy
Jianory XyJIoKHBOTO TBOPY H TIIsiiaya, 110, CBOEIO YEProto, CIIPHSIE PO3BUTKY CLIEHIYHOTO MUCTEITBA B IIIJIOMY.

[TepcniexTrBa MOMANBIITNX IO CHiKEHD MOJIATAE Y BU3HAUEHHI crienn(iky Ta 3aCTOCYBaHHI BiJICOMEITITIHTY
B IPOIIECi CTBOPEHHS TeaTPaTbHUX BUCTAB Ta MTOCTAHOBOK CIICHIYHOIT Xopeorpadii.
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3D-MAPPING | Hdoxonosa Anena CepreeBHa
KAK CPEACTBO CO3AAHUA | Acnupanmxa,
ACCOULUATUBHBIX ACIIEKTOB | Kuesckuii nayuonansuwiii ynuéepcumem
XYIOXKECTBEHHOI'O OBPA3A | xymomypor u uckyceme, Kuee, Yepauna

Llens nccneroBaHNs — ONPESNIUTh ECTETHUECKUI MTOTEHINAN HHTETPAIMN IH(POBBIX TEXHOJIOTHII B COBPEMEHHOM
TeaTpajbHOM IPOCTPAHCTBE; BBLICHUTH CHELU(HKY HCIOJIB30BAaHHUS BUICOMEIITHHTA JUIS CO3/IaHHs ACCOIMATHBHBIX
ACIIEKTOB XYJO’KECTBEHHOTO o0pasza B JpaMaTypruyeckux MocTaHoBKax. Meroposorus uccienoBanus. VccinenoBanne
OCYIIECTBJIEHO Ha OCHOBE MCIIOJIb30BAHMs OOLICHAYYHBIX METO/IOB U IIPUHIIMIIOB HAYYHOTO [TO3HAHUS: aHAJIUTHYECKOTO,
HCTOYHHKOBEIYECKOTO, KOTHUTHBHOTO, HMCTOPHYECKOTO M TepMuHojiorudeckoro. Hayunas HoBu3Ha. ccnemoBaHa
cnenr(uKa BIUSHNS WHHOBAIIMOHHBIX TEXHOJOTHH Ha pa3BUTHE TeaTPaIbHOTO MCKyccTBa XXI B. M TIOCTAaHOBOYHBII
MIPOIIECC B KOHTEKCTE B3aNMOACHCTBHUS CIIEHNYECKOH yCIOBHOCTH M BUPTYaJIbHOM PEAbHOCTH; BBISIBICHBI OCOOCHHOCTH
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TearpaabHON (OPMBI «TEXHOApaMay; J0Ka3aHO, 4yTo 3D-mapping MO3UIMOHUPYETCS] COBPEMEHHBIMU PEXHUCCEPAMHE-
[OCTAHOBIUKAMU M CleHOrpadamMu Kak CpeACTBO CO3/IaHHs XYAOKECTBEHHOTO 00pa3a; BbIsBIEHA Ccreruduka
MIPUMEHEHHS BHICOMAIUHTA. BbiBombI. Mcmonp30BaHUe BUICOMAIIIHHTA B TPOIECCE MOCTAHOBKU XYIOXKCCTBEHHOTO
MIPOU3BEIICHUSI CIIOCOOCTBYET (POPMUPOBAHUIO MHOTOOOPA3HOCTH U 3KCIICPUMEHTAIBFHOCTH CIICHHU3aIK. VIHHOBAIIMOHHBIC
BHUBI MYJBTUMEIUIHOTO HMCKYCCTBA, KAK MHCTPYMEHT PEKHCCEPOB-IIOCTAHOBIIUKOB, CIIOCOOCTBYIOT MOMCKY HOBBIX
CPEACTB XYyIOKCCTBCHHOW BBIPA3UTEIBHOCTH M COBEPIICHCTBOBAHUIO METOMIOB IPOIECCA MOCTAHOBKHU CIEHHYECKOTO
npousBeneHus. 3D-mapping B yCJOBHUSX COBPEMEHHOIO TearpajbHOIO IMPOCTPAHCTBA OCYILECTBISIET OTPOMHOE
BIIMSHHE HA XYJOKECTBEHHYIO 00pa3HOCTh CIEHUYECKOTO MPOU3BENICHHUS, CIIOCOOCTBYET (POPMUPOBAHHIO HOBOTO THIIA
Xy/I0KECTBEHHOTO MPOCTPAHCTBA, U3MEHEHUIO XapaKkTepa JHajora XyJIoKeCTBEHHOTO MPOM3BEICHUS U 3PHUTEIs, UTO,
B CBOIO 0UYepe/ib, CIIOCOOCTBYET PAa3BUTHIO CIICHUYECKOTO HCKYCCTBA B IIETIOM.

Kurouesvie cnosa: 3D-mapping; CICHUYECKOE MPOCTPAHCTBO; TeaTpabHbIC IOCTAHOBKHU; XYI0KECTBEHHBIN 00pas3.

3D MAPPING AS A MEANS | Alona Dokolova
OF CREATING ASSOCIATIVE ASPECTS | PhD student, Kyiv National University
OF THE ARTISTIC IMAGE | of Culture and Arts, Kyiv, Ukraine

The purpose of the article is to determine the aesthetic potential of the integration of digital technology in the modern
theatrical space; to find out the specifics of using projection mapping to create associative aspects of the artistic image in
dramaturgical productions. The research methodology was based on the use of general scientific methods and principles
of scientific knowledge: analytical, historiographical, cognitive, historical and terminological. The scientific novelty of
the work. The specifics of the influence of innovative technology on the development of theatrical art of the 21* century
and the process of staging in the context of the interaction of stage convention and virtual reality were studied; the features of
the theatrical form “technodrama” were revealed; it was proved that 3D mapping is positioned by modern production
directors and set designers as a means of creating an artistic image; the specifics of the use of projection mapping were
identified. Conclusions. The use of projection mapping in the process of producing a work of art contributes to the
formation of diversity and experimental nature of staging. Innovative types of multimedia art, used as a tool by production
directors, contribute to the search for new means of artistic expression and the improvement of the methods of the process
of stage production. 3D mapping in the conditions of modern theatrical space exerts considerable influence on the artistic
imagery of the stage work, contributes to the formation of a new type of art space, changes in the nature of the dialogue
between the work of art and the audience, which, in turn, contributes to the development of stage art in general.

Keywords: 3D-mapping; acting space; theatrical productions; artistic image.
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META®OPA SIK XYJIOXKHIN 3ACIB | 3ancschka Onena IOpiisna
®OPMYBAHHSI OBPA3BHOCTI | Cmapuwii suxnaday,
B YKPAIHCBKOMY IIJIAKATI | ORCID: 0000-0001-7439-0214,
1990-X —2010-X PP. (HA IIPUKJIIAIL | e-mail: rurevnaalenka@i.ua,
IJIAKATIB VI MIZDKHAPOJHOI | Xopmuyska nayionansna axademis,
TPICHAJIE «4-A BJIOKY) | eyr. Haykose micmeuxo, 59, 3anopiscacs, Yipaina, 69017

Mera cTaTTi — pO3MISIHYTH YKPaTHCHKHIA IJ1aKaT Kpi3b NPU3My (OPMYBaHHS XapaKTepHOi 00pa3HOCTI 3a JI0IIOMOT0I0
MetadopH SIK XyJIO0XKHBOTO 3ac0o0y BHUPA3HOCTI; MpPOaHANli3yBaTH HAyKOBI JpKepena IpO CTAHOBJICHHS YKPaiHCHKOTO
TITaKaTa; BUSABUTH 3aCO0M BUPA3HOCTI Ta XyIOXKHIO crenniky ykpaiHncekoro miakara 1990-x — 2010-x pp. Mertomornoris
JOCTI/KSHHS TOJISTae B KOMIDIEKCHOMY TTHXOM1 IO peattizallii MeTd poOOTH, y BUKOPHCTAaHHI METOIB aHaJi3y, CHHTE3Y,
TIOPiBHSIBHO-1CTOPHYHOTO, OTIMCOBOTO, CTHIIICTHIHOTO METO/IIB U1l OCMUCIICHHS OCOOIMBOCTEH €BOIIOLIT YKPaiHCHKOTO
rrakara 1990-x — 2010-x pp. Ta po3misiny MeradopH SIK XylI0oXKHbOTo 3aco0y (opmyBanHs Horo oOpasHocti. Haykosa
HOBHM3HA. Y CTarTi BHEpIIE PO3IITHYTO MeTadopy SIK BXIMBUI XyHOXkHIN 3aci0 (opMyBaHHsI 00pa3HOCTI B yKpaiHChKOMY
€KOJIOTTYHOMY TUIaKari 00K MOCTMOZIEPHI3MY; JIOBE/ICHO, 1110 B TOCTMOJICPHICTCHKOMY ILIaKaTi Meradopa € yHiBepcaabHUM
THCTPYMEHTOM, SIKMi BUKOHYE BaXKITMBI MPOEKTHO-XYJOKHI 3aBIaHHS 3 (OpPMYBaHHS XyIOXKHBOT 0OPa3HOCTI; BCTAHOBIICHO,
10 TIO€AHAHHS CAMOCTIMHUX 1 HECYMICHHX Yy pealbHOCTi (pOpM Ta HaJaHHS OUM (OpMaM HOBUX 3HAYECHB € THIIOBUM
MPUHOMOM U1 TIOCTMOJICPHICTCHKOTO Iiakata. BucHoBku. Y 1990-X pp. yKpaiHCBKHIl IDIaKaT BTpadae «PajasHCHKY
BCEOCSDKHICTB» 1 CTa€ MOOUTBHMM BIJII'YKOM Ha KOHKPETHY JIOKJbHY MOJiI0, OOMEKEHY PErioHaJbHOI0 TEPHUTOPIEI0
i TupakeM. Ha XapakTepHUX NMpUKIIafax yKpaiHCHKOTO €KOJIOTIYHOTO IUIaKaTa JIoOM ITOCTMOJIEPHIZMY BCTAHOBIICHO: JUTS
mwiakata 1990-x — 2010-x pp. cTae akTyaJibHOI MOTpeda B YTBEP/HKEHHI TyXOBHOTO JOCBIAY HaIlii, 110 BiAOyBaEThCS
3aB/ISIKM BUKOPUCTAaHHIO MeTadopu, KoTpa HaOyBa€e yCKIIaJIHEHOTo, 0araropiBHEBOro it HeoHO3Ha4YHOTO 3MicTy. TBOpUe
MUCIICHHSI MHUTILIB MO€JHYE YHIKAIbHI PilIEHHS Bi3yadbHHUX XYIOXKHBO-TPaidyHUX CIEMEHTIB, OPUTIHAIBHI 3ITKHEHHS
B HECHOMAIBaHUX TEMAaTHYHUX KOHTEKCTaX 3HAMOMHX i3 IOBCSKACHHOTO JKUTTA 00’ €KTiB, BHKOPUCTAHHS 3MIiIIaHUX
T3aTHePCHKIX MPUHOMIB 1 TEXHIK.

Kniouosi crosa: yxkpaiHchKuil 1akar; Meradopa; 3aco0H MPOEKTHO-XYA0KHBOT BUPA3HOCTI; IIOCTMOAEPHI3M.

Beryn

KomyHikaTuBHUM AM3aliH, 0 SIKOTO CHOTOAHI 3apaxoBYIOTh IUIakar, c(hopmyBaBcs B ypOaHICTHYHO-
MOJIKYJIBTYPHOMY CEPEIOBHIL, Y sikoMy Mij BituBoM 3MI hopmyeThest MacoBa KyJabTypa i MacoBa CBiIOMICTb.
VYp6ani3Mm cripusie iHTEHCUBHOMY PO3BUTKY CYOKYJIBTYp 31 CBOIMH aTpuOyTaMu — My3UKOIO, MOZIOIO, TTOE3i€I0
Ta rpadikor0. Y KOMyHIKaTHBHOMY CYCIUJIBCTBI MPOCTOPOBA BiJAJICHICTh NIEPECTa€ MAaTH BaroMe 3HAYCHHSI.
[poniec ctupanHs iHGOpPMAIIHUX KOPJOHIB MiX IIEHTpoM 1 mepudepiecro (1 B MaciTabax ojHi€el KpaiHu,
1 B Macmrabax CBITy) CHpHsE 3HUKHEHHIO TIOHSTTS «3aKyTKOBOCT». MoBa Cy4acHOTO IJIaKkara, He3BaXKatouu Ha
0o0Me)KeHy aJIpeCcHICTb, K MPaBUIIO, 3PO3yMiJia JIFOASIM Pi3HUX HAIiOHATBHOCTEH, €THOKYIBTYPHUX CITUTBHOT,
BEPCTB HACEJICHHs, CYOKyJIbTYpHHUX TPyH Ta NPOCTO PI3HUM CHOKMBayaM pi3HUX KpaiH cBity. Ilomyku
I eKCIIEPUMEHTH 13 TUIACTHYHOIO (POPMOIO TUIAKaTa, BiIHAMICHHS MaKCUMaJIbHHUX 3aC00iB BILUIUBY B LIOMY
MIPU3BOISTH IO CTBOPEHHSI 1 3aCTOCYBaHHS HECTIOIBAaHUX Bi3yaJlbHUX MeTadop, KOTPi HAIUISAIOTH €KOJIOT1UH1
TUTaKaTH-TIOBIOMIICHHSI 0araToniapoBoi0 eMOLIHHOI0 HAPYKEHHICTIO, 110 BUMArae CBOTO BUBYCHHSI.

VY nporeci pobOTH PO3MISIHYTO HU3KY HAYKOBUX Mpallb, JI¢ YKPAiHCHKUI I1aKaT OCMHUCIIOETHCS 3 PI3HUX
TO4OK 30py. llporec ¢opMyBaHHS HAIIOHATLHOTO IUTAKaTa, IO BiAOYBA€ThCS B KOHTEKCTI 3araJbHOTO
KYJIBTYPHO-MHUCTEIIBKOTO MigHeceHHs Ykpainu pochimkero O. Jlaryrenko (2007), JI. Coxomrox (2002),
B. Janunenkom (2005, 2012). [utanHs eBoiroIii oOpa3oTBOPYOTO MHCTEITBA, 30KpeMa YKpPaiHCHKOTO
IUIaKaTa, y 3B’ 513Ky 13 pO3BUTKOM KOMIT IOTEPHUX TeXHOJOTiH BicBiTmOE JI. Typuak y nocnimkenni « EBosmonist
00pa3oTBOPUOro MHUCTENTBAa B He3alexkHil Ykpaini» (2011). Posmispatoun ictopito ykpaiHchkoi rpadiku
XX cr., aBTOpKa JeTanbHO 3ynuHseTbes Ha 90-x pp. XX CT., KOMW BITYM3HSHUHM AM3aliH IOCHIIOETHCS
«TeHAeHIisMHA ineiHnx npiopuretiBy (Typuak, 2011, c. 9) i XynoXHUKH-Tpadiki MOYNHAIOTH OCBOIOBATH
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HOBI TeXHIKH I KOMIT'IOTepHi TexHoiorii. Jlocmiaanis 3a3Hauae, M0 O3HAKKW HOBOTO 4acy Oe3rnocepeaHbo
BIUIMBAIOTh HAa PO3BUTOK BITYM3HSHOIO IUIAKATHOTO MHUCTELTBA, KOTPE 30CEPEIKYE «yBary Ha akTyaJbHHX
mpobnemMax Ta BaXKIMBHX COLIAJbHUX 3aBIAHHAX, BIAJ3EPKAJIOIOYM  COLIOKYJIBTYpHI  IPOLECH»
(Typuaxk, 2011, c. 10). 3a ciocTepe:KeHHAMH JOCIITHULI, OTPUMYE «HOBE TUXAHHS» 1 TpaJHLiiiHe IIaKaTHe
MHUCTEITBO, «MHUTI[I HAMararmThCS OHOBUTH MOI0 SIK CTHJIICTUYHO, TaK 1 TEMaTHYHO», 1 KOMEpIIiiiHe
(pexnamHe), 0 3HAXOAMMO «Y TOPTIBEIIBHUX YCTAHOBAX, NEPIOIMYHUX BUIAHHSX, MICBKOMY TPaHCHOPT»
(Typuak, 2011, c. 10). JI. Typuak BKa3zye Ha MacOBHH XapakTep pekiamMHOI Tpadiku, mo HaOyBae
PO3MOBCIOMKEHHS 3aBISKH MOMIUPEHHIO iH(OpMaIiifHO-KOMIT I0TepHUX TexHomorii (2011, c. 11).

XapkiBcbkuid mrakatucT 1 megaror B. llleBuenko y BunanHi «Komrmosutis muakatay (2004) posnisigae
CTaHOBJICHHS, PO3BUTOK Ta XYAO0KHI OCOOJHMBOCTI IUIaKaTHOro MucTeunTBa. PoOoTa MICTUTH iOCTpoBaHy
iH(pOpMAIiI0 PO TBOPH MPOBIAHUX YKPaiHCHKUX IUIAKATUCTIB Ta iXHIX YYHIB, MIATBEPAKYIOUH AYMKY PO
HAsBHICTh TNIMOOKHUX TPAJMIIIN TUIAKATHOTO MUCTEITBA B YKpaiHi.

Jlo exocemiotuku 3BepTacthesi O. CeBepina B amceprailii «EKOIOTIYHMN TUTakaT: CTAHOBICGHHS Ta
PO3BHTOK (3a MarepiazaMu MiXKHaApOIHUX TpieHae «4-i biok»)» (2010). OcMHCTIOI0UN 1CTOPUKO-COTTIaTbHI
W KyIbTypHI OCOOJIMBOCTI CTAHOBJICHHS EKOJIOTIYHOTO TIUIAKaTa, MOCIHITHHIS TPOCTEKYE, SK (QYHKITiSA
€KOJIOTIYHOTO IUIAKaTa €BOJIOLIOHYE Bil MpUpono30epirarouoi-3axucHoi (MOAEPHICTCHKOT) 10 I100aIbHO-
€K3UCTEHLIIHOT (MOCTMOAEPHICTCHKOT) (DYHKLI1, KOJIM IJIaKaT CTA€ AKTUBHUM YYaCHUKOM €KOJIOTIYHOTO PYXY.
0. CesepiHa aHaJIi3ye MJIaKaTHy GOpPMY 3 TIOIVISIY BUPA3HOCTI 11 IIACTHYHOL CyTi, BU3HAYAE MPUKMETHI pUCH
MOCTMOJICPHICTCHKOTO €KOJIOTIYHOTO TIIaKara, TUIIOJIOTI3Y€ TiaKar 3a (GopMalbHIMU pUCAMU, JIA€ TIOSICHEHHS
HaJTHAIIOHATBHOTO 3MicTy Tutakara (CeBepina, 2010). Exonoriaamii rakar 3 TO3HIliT aKTyaIbHOTO MUCTEIITBA
postiamae O. Imagyn (2006), moeqHYIOYHM JKaHPH COI[IQIBHOTO W EKOJIOTIYHOTO ITulakaTa B €IWHE IIijIe
(I'mamysn, 2008).

[losBa 1MX Ta IHMMX AOCHIIKEHb CBIYUTH NMPO OCMUCICHHS HAayKOBLSIMH mpouecy (OpMyBaHHS
HaIlOHAJFHOTO TUIAaKaTa, JIe PO3IISIAETHCS MOTO MPSIMHIA 3B’SI30K i3 TpadiuHUM AW3aliHOM Ta PO3BHTKOM
KOMII'FOTEPHUX TEXHOJIOTiN. Y poboTax JIOCIHiAHMKIB MPUIIICHO YBary HalliOHaJbHUM MOTUBAM, CEMaHTUYHIN
Ta rpadiuHiid MOBI TuTakata. [IeBHI TakyHH crocTepiraloThecs B Kiacu(ikaii Xy10KHbO-IIPOSKTHUX 3aC00iB
IDIaKaTa eroXy MOCTMONIEPHI3MY, 30KpeMa HEIOCTaTHs yBara mpuiiieHa MeTtadopi K OTHOMY 3 YHIBEpCATLHUX
3ac00iB XyI0KHBOI BUPA3HOCTI.

Merta crarTi

Mera cTarTi — IpoaHaNi3yBaTH MOCTMOJEPHICTCHKUN YKpaTHCHKHUN TUIAKaT Kpi3b NMpu3My (OpMyBaHHS
1oT0 00pa3HOCTI 3a JOITOMOTOI0 MeTaOpH K XyIOKHBOTO 3ac00y BUPA3HOCTI; PO3TIISTHYTH HAyKOBI JDKEpeIa,
10 TIPUCBSYCHI O3HAUCHIN TPOOJIeMaTHIli B YKPaiHCHKOMY TIJIaKaTi; BISIBUTH XapaKTepHI 3ac00M BUPa3HOCTI
Ta XyIOoKHIO crieniniky ykpaiHchkoro 1urakara mepiogy 1990-x —2010-x pp.

Bukaax marepianay gocigkeHHs

[pormecwy, o BinOyBanucst B YkpaiHi Hanpukiniii XX CT., TOB’s13aHi 3 HAOYTTSAM JICP)KaBHOT HE3aJICKHOCTI
Ta MIBUAKAM PO3MOBCIOKEHHSIM 3aC001B MacOBOi KOMYHIKaIlii, 0OOyMOBHJIM HOBHI €Tarl PO3BUTKY BITYH3HSHOTO
miakara. Tparcdopmallis CycIiapHOTO YCTPOIO KpaiHHW, 3arajlbHOAOCTYIHICT iH(pOpMAaIlii, YCBIIOMIICHHS
HOBOTO JKHUTTA # HOBE MMCIIEHHS CHPUYMHWIN 3MIHH IUIAKaTHOTO >KaHPOBOIO YCTPOIO 1 (opMaibHOI
BHUPA3HOCTI. 3 aBaHCUEHM HAJOBIO 3HHUKAIOTH AariTaliifHi IJIaKaTH-3aKJIMKH, HAa MEBHUHA Yac BTpavyae
¢inancyBaHHs ¥ 3arpeOyBaHiCTh i BUAOBUIIHUK Mmiakar. [ocTpa akTyadbHICTh €KOJIOTIYHOI MPOOIEMATHKH
B YkpaiHi Ha modyatky 1990-X pp. CpuunHSIE YTBEPIKESHHS EKOJIOTIYHOTO IIIaKaTa SIK LIJIKOM CaMOCTiHHOTO
JKaHPY, SIKAU CTIOHYKae Au3aifHepa 1 isiaada 10 po3ayMiB HaJl HAMOIIBII TOCTPUMHU Ta OONIOYNMHU TUTAaHHIMU
BIXKE TJIOOATEHOTO PiBHS.

B ocranne nmecarupigus XX CT. Ha TepeHax YKpaiHM OCOOIHMBOI aKTyaJbHOCTI Halyna eKOJOTiYHa
TEMAaTrKa, 10 TIOB’S3aH0 3 TIOAIE€I0 CBITOBOTO 3HaUYeHHs B YopHOOWII. AHaNI3 HallXapaKTepHIIIUX MTPUKIAIiB
YKpPaiHCBKOTO EKOJIOTiYHOTO TIIaKaTa 3acBil4MB, 110 B [ill BeJIbMHU BaXKJIMBIK Ta 3BOPYLUIMBIN TeMi aBTOPH HE
JIMILE 3BEPTAIOTHCS 10 MeTa(opH K XyJ0KHBOTO iHCTpyMEHTa. BOHH yCBiIOMIIIOIOT aKTyaJbHICTh TOTpeOn
y BKOPIHEHOCTI B JIyXOBHHUH J0CBix Halii. I came Tomy 1utakatHi Metadopu OynyrThCs Ha OCy4aCHEHOMY
MIPOYHTAHH] TPAAUIIHHNX 1 3HAKOMHX YKPATHCHKOMY TJISI/IaueBl CUMBOJIB 1 CIOXKETIB.

[Tomii exomoTiYHOTO, COIIAIEHOTO a00 TMOJITUYHOTO CEHCY, IO HaWJacTiIie JOBOJI CyMHI W TparidHi,
MOPOAXKYIOTh CUTYaTMBHO-MACOBY THIAXHICTh IUIaKara. Tak, IUIAKaTHCTH BChOI'O CBITY CIOYATKy MacoBO
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BiArykHynucs Ha mofii B YopHoOwimi, mami — Ha Tparemito 11 BepecHs B Amepwuii, Tparemiro dykycimu,
po3ctpin Maiigany B Ykpaini Tomo. [loniGHI axiiii BUCBITIIOIOTE HOBY (DYHKIIFO Cy9acHOTO IUTaKaTa, SKHM
HE CTIIBKH 3aKIIMKA€E, CKUTbKM HAMAraeThes epejaTd BpaKEHHS i OCMUCIUTH Te, IO BiIOYBa€ThCS, OL[IHUTH
MOAIT 3 MOIISILY «IPOCTOT JIFOAUHI.

SIxi © mUTaHHS HE MOPYIIYBaB IUIAKaT, FOJIOBHOIO TeMo movarky 1990-x pp., o0 CTOCyeThCs BCiX
3arajioM i KO)KHOTO 30KpeMa, 3aJIUIIAETHCS caMo30epexeHHs: cebe, poauHH, Hallii, JroncTea. Tak, mpairordn
31 CTepeoTUIIaMU MacOBOI KyJIbTYPH Ta 3araJlbHOBXMBAHUMHU IpadiuHUMU 3HAKAMH, AU3alHHEPH NPOEKTYIOTh
IJTAKaTU-TIOBITOMJICHHS Ha OCHOBI BIIACHOTO CBITOOAYeHHsI, 3p0O3yMiJIOro IeBHOMY ajnpecary. BriMm, nocuts
LIBUJKO BUHUKAE BITUYTTS, IO TI0OAIBHICTh TEMHU BUMArae HalpaioBaHHsS HOBUX BUPAKAJIBHUX IJIAKATHUX
¢dopm, IXHBOT TOCTPOT Bi3yalbHOI EKCIUTIKALII].

OnHUM 13 HAMBaKIMBIIIKX 3aCO0IB XyJ0KHBOT BUPA3HOCTI B IUIaKaTi € Meradopa — HallyHiBepcalbHilIa
KaTeropis MOBH, IIIO JIa€ 3MOTY JIOCSITTH HECIIOiBAaHOTO, 1HO/I MapaJoKcalbHOro BizyaabHOTo edekry. Kpim
MeTtadopH, y MU3aHHEPCHKHUX IUIAKaTHUX PIMIEHHSIX BHUKOPHCTOBYIOTHCA W IHIN TIOETHYHI TPOMH, TaKi,
SK aJIeTOpisi, CAMBOJI, METOHIMisl, OMOHIM, CHHOHIM ToI0. CeMaHTHKa MeTadoph MOXKE PO3TISIATHCS SIK
BUPAXKCHHS CEHCY XyHOOKHBOTO 3MICTY, @ HA CEMaHTUYHOMY PiBHI — Li¢ BXKe IepeiMeHyBaHHs, 1HOCKa3aHHS,
YIOIIOHEHHsI, €JIEMEHT Xy[AOKHBOT0 00pasy: MeTa(opa cTae OpUTiHaAIbHOIO, IHMBIIyalbHOI0, 0COOHCTICHOIO,
KoAHM(DIKOBaHOIO XyAOKHBOIO KOHLIEIIII€IO, SIKa BUMArae CBOro PO3KOAYBaHHS, TOOTO PO3KPUTTA aBTOPCHKOTO
3MICTY B IIaKaTi Ta MPOYUTAHHS HOTO CIIOYKUBAYEM.

Meradopa B OJHHX BHIIQJIKaX OyBa€ KOHKpETHa W TpaHUYHO JIAKOHIYHA, B IHIIMX — JI/[BE BITI3HABAHA.
Tomy 1 1i cpUHHATTA HE MO30aBJICHO TBOPYOCTI, KM HE UyXi po3myMu i MipKyBaHHSA. CIIpUHHATTS — 1€
MOMEHT 1 pe3yJbTaT OCMHUCIIEHHS iH(opMaIlii, o BiIOyBaeTbca HEe 0€3 ySABH PEIUIIEHTa Ta TPYHTYETHCS Ha
HOTO MoNepeAHbOMY TOCBiIi. BaxkIiBOI0O 0COONHMBICTIO CIPUAHATTS (PO3yMiHHS) MeTadOpH € aCOIIaTHBHICTD,
3iCTaBIEHHS 3 pealbHO MOOAYeHWMHU U paHille BIIOMUMH SIBUINAMHU, KOJW 30BHIIIHIA BHUIIAL 00 €KTa
CHIBBIIHOCHUTBCS 13 BIaCHUMH TIEPEKUBAHHSAMH, Oa)KaHHSAMH, KOHKPETHUMH YSIBICHHSIMU # crioragamu mpo
Ti UM Ti TIPEIMETH, SBUILA TPUPOIH H KHUTTA. Besd cucrema peanicTHUHOI yMOBHOCTI, ajeropii, meradopu
0a3yeThCsl Ha acolliallisix — HAHBa)XUIMBIIINA OCOOIMBOCTI XyJOKHBOI TBOPUOCTI. | YMM MIMPIIMH CIIEKTp
acoliamii, THM IUTAHIIIAKE 1 3HAaYMMIIIAK BIUIMB IIJ1aKaTa.

[IparneHHst MUTIII 10 CIIBTBOPUOCTI i3 TsimadeM y tuiakari 1990-x pp. peamnizyeTbes yepes3 KOHIIEHTPOBAHY
MeTadOpUYHICTh MOBH, BiJIKPUBAIOYH HOBI MOJIMBOCTI JUUIsl HAWTIOBHINIOTO 6€3I10CepeTHhOT0 KPeaTHBHOTO
MUCIICHHS PELUITI€HTA.

Ha migrBepmkeHHs 1€l Te3u MaeMo po3misHyTH Binomuid makar I [lleBioBa «O#, 4nii TO KiHb CTOITH?»
(puc.l.), npucesiueHnii YopHOOMIBCHKIH Tparenii, SKHH JEMOHCTPYE MOXJIMBI HACHiJKH paaialliiHOTO
3a0pyaHEeHHS U BChOTO KHBOTO B KOHKPETHHX, a He a0CTparoBaHux (popmax.

CrumizoBaHuil 3HAK pagioaKTHBHOI HEOE3MEKW BUKOHAHO B MAKCHUMAJIBHO CITPOINEHIN, HAOMMKEHIN 10
TPUKYTHUKA, POpMI, 110 BiAMOBIA€E 3araIbHOMY HEONPUMITHBICTCHKOMY CTHITIO POOOTH.

: ' 3a cnocrepexxeHHsmMu  B. KociBa, BuKopucTaHHS
CTPYKTYpOBaHOi TPHUKYTHOI IUIOLIMHHOI CITKH 3aBHSIKH
3yCHJUISIM MUTIIIB CTaplIoro MOKOJiHHS cTano y XX CT.
CHUMBOJIOM HAI[lOHAJIBHOI camMoiicHTH]IKAIT 0CydYaCHEHOTO
YKpalHCHKOTO MHMCTEITBA HAaBITh Y JIaclOpHHAX KOJIax
(Kocis, 2003). 3aranpHu KOMITO3HMIIIMHUK CTpiil IIakaTta
3 OpHAMEHTaJbHOK  pPaMKOK i3  pi3HOMACIITAaOHHUX
TPUKYTHUKOBUX CTPYKTYp Ta BEJIHKHM 300pa)KEHHIM
y ILEHTpi, L0 MakCHMalbHO HaOMMKeHe A0 HapoaHOI
KapTUHH, HaJla€ TBOPY Oe33arepeyHi iJeHTU(IKaiiHI pUCH.
Benukuii, Malike MOHYMEHTaJIbHUH 00pa3 HEPOIOPIIIHOrO
KOHS-0araToHiKH, 300pakeHUH Ha apKyIli, 3 OMHOTO OOKY,
€ JaHWHOI 3arajbHii HEONMPHUMITHBICTCHKIH CTHIIICTHII
IUIaKkaTa, a 3 1HIIOTO — II¢ IIl¢ OJ{Ha HaBMHCHO IiJIKpeclieHa
pHrca CHMBOJIY CIUIIOHAPOBAHOI HAa JOBI1 POKH MPUPOIH
BHACIiZOK YOpHOOMIBCHKOI €KOJOriyHOi KaracTpodu. TPHUBOXKHICTH 1 TPariuHiCTh MOAII MiJKPECIIOETHCS
BUKOPHCTaHHSM EKCIPECIOHICTHYHOTO Tia IJlaKaTa Ta 3acTOCYBaHHSM YOPHO-YEpPBOHOI (3 BiATIHKaMM)
KOJIbOPOBOI I'AMH.

Iammit myxe Bupasanii miakar B. buctpskosa «26.04.86. HELP!» Takok mepenae CMyTOK 1 TYTY 3ac000M
OararopiBHeBOl MeTadopr. Y HbOMY 3HAK paJlioaKTHBHOI HEOE3MEKH € CHMBOIIOM YHCIIEHHUX OS3BUHHUX BTPAT,

Pucynok 1. Hlesuos I'. «Oi#i, unii To KiHb CTOITH?»
Figure 1. Shevtsov H. “Oh, does that horse stand?”
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MeTadOpor0 HOBOTO PO3I ATTS, OIS SIKOTO 300pakeHa B MPUMITHBHO-CIIPOIIEHOMY BH/Ii B HAI[lOHATHHOMY
yKpaiHCBKOMY BOpaHHI XkiHKa, sika puae. Haciaku TeXxHoreHHoi katacTpodu — 11e CyMHUI YPOK /IS JTIOJCTBA
1 pa3oM 3 THUM HOBI Tpariusi peaiii XuTTs Ykpainu (puc.2.).

BaxnuBo HaBeCTH IHIIMHK BapiaHT, SIKMH MOEHYE TIIAKaTHY MOBY 13 Bi3yaJlbHUIM MUCTELTBOM: XYI0KHUKA
O. Jlexomres, O. CraiikoB, O. MOpO30BCHKHII CTBOPIOIOTh, Ha TEPIIUH MOMNISA, YKPAiHCHKHI BapiaHT

Pucynox 2. bucrpsikos B. «26.08.86.HELP!»

Figure 2. Bystriakov V. “26.08.86.HELP!”

BIJIKPUTOTO JaJaiCTCHKOTO TITy3yBaHHS HaJl BHJATHUM
mosoTHOM I, Pemina  «3amopokmi  TUIIYTH  JIHCTA
TypenpKomy cynrany. YopHoOunbschka Bepcis» (1990).
Ha cyudacHiii «Bepcii» BioMOi KapTHHH BCi KO3aKH
BAATHEHI y MPOTHUIa3H, 1032 iXHIMU CIMHAMM Ha Tii
KapTUHU 300paKeHUI YaCTOKILJI 13 MPOMHUCIOBUX TPYO,
[I0 BHKHJAIOTh Y HABKOJHIIHE CEPElOBHINE OpyIHUMA
muMm. Kompopu B HOBOMY (opmari KapTHHH Maixe
ME3TH, 32 BUHATKOM OIHOMAHITHOI KOPHYHEBO-CIpOi
ramMp, L0 CHMBOJI3y€ IOUMHI BUKHIU. CKIaIaeTbcs
BPaKCHHS, 11I0 BCE HABKPYI'H BKPHUTE OPYIHHMM IIapOM
Ouiy, a TOMY BapiaHT NpOTHra3iB Ha MEPCOHAXKax
MOJIOTHA 3/1A€ThCSl HE TAKUM yiKe i cMitmHnM. [IpoTturasu
MacKyloTh OONWYYSAX TepoiB TBOPY, TOMY HEBIOMO,
YU CMISUTHCh OW BOHM 3a TaKMX OOCTAaBMH HACIIPaBIi;
MOKJTUBO, BiJimau O mepeBary 3acodaM nepcoHaIbHOTO

3axucTy. Sk 0auMMo, epeKpydyBaHHs 3MIiCTy HUTOBAHOI pOOOTH — THUIIOBHH NPUIOM XyIdO>KHUKA-IU3aiHepa,
MpeAcTaBHUKA TOCTMOAEPHICTCHKOT KyIbTypH (puc.3.).

[nmia Tema 3a gonomororo Metadopu poskpuBaerses B miakari O. barenko «IIpuxoBana nebesmneka» (2010).
Ha nepnmn norns{,u 3}Ia€TBC51 110 TBip MpUCBIYeHO YOPHOOMIBbCHKIN KatacTpodi uepes 300pakeHHs SKOiCh

Pucynox 3. Jlexomues O., Craiikos O.,
Mopo3zoBcbkuii O. «3amopoxili MUIITYTh JHCTa

TypeubpKoMy cynTany. YopHOOHIbChKa BEPCis»
Figure 3. Lickomtsev O., Staikov O.,
Morozovskyi O. «Zaporozhians write a letter to
the Turkish sultan. Chornobyl version”

Buxomom 31 miyxoro Kyra JAesiKi JOCTIIHUKA BOAYarOTh ITOETHAHHS

MYTOBaHOI KBITKM y BHIJISII 3HAKy pajiamiiHoi HeOesneku. OHaK
YBOKHIIIUHA MOIIAN NMPHUBOAWUTH IO PO3YMIHHS, IO HA IUIAKaTi
HeTbest Ipo 30BCiM iHIIEe. MaeMo Brasie BUKOPUCTAHHS YOPHO-
Oimoi dotorpadii, ne HaliBiporimHine 3aco0aMu OCBITIIEHHS Ta
(hOTOMOHTaXYy CTBOPEHO KPaCHOMOBHY MeTagopy alKoroji3my,
IO Ha ChOTOJHI € OMHIEI0 3 HAHPO3MOBCIOKEHIMNX MpoliieM
JFOZICTBA. AJIKOTOJII3M HaW4YacTillle € NPUXOBAHOI CIMEHHOI0
poOJIEMOI0, K01 COPOMHUTHCS HE JIOAUHA 3 €0 IIKiIIHBOIO
3BHYKOI0, a ii HaWOMIMKJIe OTOUCHHS, IS SKUX IIe MPHXOBaHA
3arposa, sk i pafiamis. [leBHOIO Mipor0 aKOTOIi3M Ta pajiartis —
«TOIM OIHOTO TIONS», 3 Maike OJHAKOBUMHM HACIIJKAMH JUIS
HalIaJKiB (XBOPOOM, MyTallii TeHiB, CTpaKJaHHS HEBHHHUX
niteid), iX He BUAHO i He 4yTH 0e3 ClielialbHUX BUMIPIOBAIbHUX
npubopiB, ane IIKOAW BiJ HHUX
1 OKpeMmiil TouHi, 1 CyCIIbCTBY
gumado (puc.4.).

B CBOIH TBOPYOCTI XyHOXKHBOI TpaauLii 3 HOBaTOPCHKHUMHU TNPHIOMaMH
B peasizarlii 3aJiyMy, «OHOBJICHHS» TBOPUOCTI BU3HAHMX MANCTPIB CTapIIUX
renepaiiil. [IpukimagoM Takoro XyaoKHBOTO 3alO3WYEHHS, Ha Hall TOTIIS/I,
Moxke Oyt pobora O. Beknenka «Help!» (puc.5.) i3 36inpmennm 10 ¢popmary
BCHOTO apKyIia 300pakeHHSIM (pparMeHTa IEPKOBHOI (DpECKH, 10 BASTHEHA
B ITPOTHTA3.

BapTi yBaru 3 momnisny 3HaXOMKEHHsI BIYYHUX MeTadop Ta CHMBOIIB
ITOCTMOJICPHICTCBKI TUTaKaTH EKOJOTiYHOI crhpsiMoBaHocTi. A. [lleBueHko
B cepii miakatiB «A Temep Dxre Hac» (puc.6.) mopyuiye Ooirode MUTaHHS
BIJICYTHOCTI yTHJIi3aIlil BIJIXOMIB Ta 3aCMIUEHHS MPUPOIU PI3HUMHU BUIAAMU
CYy4JacHHMX TIOJIMEPHHUX MarepianiB. Bupasni MiHiMamicTHyHi 3acodu cepii
MOETHANIA PUCOBaHI (POPMHU HABKOJIMIIHBOI TpUpoau Ta dororpadidni
eJIeMEHTH O10HIYHUX 00’ €KTIB.

Pucynok 4. barenko O. «[IpuxoBana
HeOesmexka. ..»
Figure 4. Batenko O. “Hidden
danger ...”
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A Tenep
xTe Hac!

' . A Tenep |
A Tenep . : DKTe Hac:
KTe Hac: \ G

Pucynok 5. Bexienko O. Pucynok 6. llleBuenko A. «A Temep Dxre Hac!»
“HELP!” Figure 6. Shevchenko A. “And now eat us!”
Figure 5. Veklenko O.
“HELP!”

JloBoni HECIOJIBAHUM KPOKOM BHSIBIIIOCS BUKOPUCTaHHS Qotorpadiii OioHiunux ¢opm (3BipH,
NITaxu, puOM), BUTOTOBJICHUX 13 TOJIETUICHOBUX ITAKETiB — OJHOTO 3 OCHOBHUX MPOAYKTIB 3a0pyTHEHHS
HaBKOJIMIIHBOTO CBITY. BIy4HUMii cioran Takoro IJiakara CIpUiiMaeThCs SIK capka3M Ta MOMCTa MPUPOIX 3a
0e31yMHY ¥ HEpO3BKIIMBY CyTHICTh TEXHOTCHHOT IIMB1ITi3aIlii.

[NoeqnanHs caMOCTIMHHMX 1 HECYMICHUX Y peabHOCTI (JOpM Ta HaJaHHs UM CIHOJYYEHHSIM HECHOIiBaHUX
HOBHX 3HAYEHb 1 IPOYUTAHb — TAKMH CHHKPETHYHHIA PUHOM CTa€ B MOCTMOJCPHI3MI 3arajbHOBKUBaHUM. BiH
peani3yeThCst AU3aiHEPOM 3aB/ISIKM 3aJTyUCHHIO IIs1/1a4a JI0 BUPIIICHHS Bi3yajbHO-IHTEJICKTYaJIbHUX 3aBJaHb
KyJIBTYypHY B IUIOMY ¥ cydacHOTO TpadiqHOro au3aiiHy 30kpema. YacTto momioHi poOOTH MpOHU3aH! 1pOHIEl0,
capka3MoM Ta yopHuM rymopom: C. JlimoBieB «Y Mekax TOMyCTUMHX HOPM...» (puc.7.), A. Matsmr «... Tomy
10 cTOiTh MpobieMa (puc.8.), K. Onexcienko «KRADIOAKTIV» (puc.9.) ta in.

-..TOMY o

DI0RAT Y

i
O

20 PORIB B YKPATHCLKOMY EDIPL

CTOITE

Pucynok 7.
JlimoBues O. «Y Mexax IOIMyCTUMUAX apobinems PucyHok 9.
HOPM...» v!v Onekcienko K. «KRADIOAKTIV»
Figure 7. Figure 9.
Lipovtsev O. “Within the limits of Pucynox 8. Oleksiienko K. “RADIOAKTIV”
permissible norms ...” Marsi A. «...Tomy 1o
CTOITH TIpOOIIEMa)
Figure 8.
Matiash A. “... Because of the
problem”

VY nocunipKeHH] BIEpIe po3MIsIHYyTO MeTadopy K BaXXIMBUN Xy0’KHIH 3aci0 popmyBaHHs 00pa3HOCTI
B YKpaiHCBKOMY €KOJIOTIYHOMY IIaKaTi JOOM MOCTMOAEPHI3MY; AOBEIACHO, IO B MOCTMOAEPHICTCHKOMY
makari Meradopa € yHiBepcalbHUM iHCTPYMEHTOM, SIKUI BUKOHYE Ba)KJIMBI IPOSKTHO-XY/I0’KH1 3aBJaHHs
3 (opmyBaHHS XyJdO0KHBOI OOPa3HOCTI; BCTAHOBJICHO, IO IOEAHAHHS CAMOCTIHHHUX 1 HECYMICHHMX
y peanpHOCTI HopM Ta HamaHHS UM (opMaM HECIOAIBAHMX HOBHX 3HAUCHb € THUIIOBUM MPUHOMOM IS
IUTaKaTa eMoXH MMOCTMOJICPHI3MY.
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BucnoBknu

Otxe, y 1990-x pp. BinOyBaeThcs 3MicTOBHA Ta opManbHa TpaHcopMmallis yKpaiHChKoTo 1iakata. Bin
BTPauae «paasHChKY BCEOCSHKHICTBY, a HATOMICTh HaOyBae (pyHKIIi CBOEPITHOTO A3€pKaja Ui BCiX MOIH,
o BigOyBalOThCs B CYCHUIBCTBI Ta MOTPEOYIOTh TPOMAJICbKOT0 00roBopeHHs. [lnakar o3HaueHOro yacy —
1me MoOUThbHA PeaKIliss Ha KOHKPETHY IOJII0, 3arajibHy ado yokameHy. CaMe TOMy po3MaiTTs iei Ta IXHiX
Bi3yaltizamiii pi3ko 30araTuiocs, mpu IIOMY 00MEKYIOUHCh PETIOHOM, I TeMa IUIaKaTa € aKTyaIbHOO.

Jlns eheKTHBHOTO KOHTAKTY 13 TIA1a4eM YKPaTHChKIi IIIaKaTUCTH 3BEPTAIOTHCS /10 00pa3HOCTI MeTadopH,
sKa B 700y TMOCTMOJEpHI3My HalOyBae yCKIIQJHEHOTO, 0araTopiBHEBOTO 1 HABiTh HEOAHO3HAUYHOTO 3MICTY.
Y mocTMoOmepHICTCHKOMY IUlakari MeTtadopa € yHIBEpCaJlbHUM IHCTPYMEHTOM, IO BHKOHYE BaKJIUBI
IIPOEKTHO-XY/I0XKHI 3aB/IaHHs 3 POPMYBaHHS XyI0KHBOI 00pa3HOCTI. [lo€HaHHS CaMOCTIHHUX 1 HECYMICHUX
y peanbHOCTI (OpM Ta HaJaHHSA UM (POpMaM HECHOAIBAHUX HOBUX 3HAYCHb € THIIOBUM MPUHOMOM ISt
TUTaKaTa ernoxu MOCTMOJIEPHIZMY.

TBopue MHUCICHHS MHTIIB TOEIHYE YHIKATBHI PIMIEHHS BI3yaTbHUX XyHOXHBO-TPA(QidHUX CIEMCHTIB,
OpHTIHAIBHI 3ITKHEHHS B HECHOIIBAHUX TEMAaTHYHHUX KOHTEKCTAaX 3HAHOMHUX 13 MOBCSKIECHHOTO JKUTTS 00 €KTIB
3 BUKOPUCTAHHIM 3MIIIAHUX AW3aHHEPCHKUX NPUHOMIB 1 TEXHIK, CIPSIMOBAHUX Ha peaji3allilo aBTOPCHKOI
KOHIIETii, 1110, CBOEIO YEProl0, 30pI€HTOBAHO Ha 3[MBYBaHHS i IIOKYBaHHA IIsgadva.

[IpeacraBnenuii y craTTi maTepial BiIKpHBAa€ Taki TEMaTW4HI HANpPsSMHU MOAAIBIIUX JIOCIIIKECHB!
HaI[lOHaJIbHA CYTHICTh MeTadopu yKpaiHCHKOTO IjIakara JoOW MOCTMOJICPHI3MY; €KOJOTIUHUH IUIaKaT SIK
(haxTOp TPOMAISTHCHKOI TIO3HUITIT Ta OTO BIUIMB Ha CYCHUTBHI MPOIeCH; 3MICTOBHA 1 (hopmasibHa TpaHChOopMAaITis
€KOJIOTIYHOTO TIJIaKaTa Mepioxy He3anexHocTi Ykpainu. Tema corliaibHOTO Iyiakara B3araji Ta eKOJIOTIYHOTO
30KpeMa € BKIIMBHM CKJIQIHUKOM IpodeciiiHol OCBiTH rpadiyHOro qu3aiiHepa, TOK METOAW ONAHyBaHHS
XyAO’KHBO-BHUPA3HUMHU 3acC00aMu IJIaKara, 30KpeMa MeTadoporo Ta ii YMCIeHHUMHU BapialisMu, 1 METOIUKA
BIIPOB/UKCHHS €(DEeKTHBHOTO HAOYTTSl JIOCBIy B CHUCTEMY AM3alH-OCBITH € TaKOXX BEJIbMHU aKTyaJbHUM
BEKTOPOM HACTYITHHUX JIOCIiIKCHb.
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META®OPA | 3anesckas Enena IOpbeBna
KAK XYJIOXECTBEHHOE CPEJACTBO | Cmapwuii npenooasamens,
DOOPMUPOBAHMUSA OBPABHOCTM | Xopmuyxas nayuonanvnas axademus,
B IIJTAKATE 1990-X — 2010-X I'T. | 3anopoowcve, Yxpauna
(HA ITPUMEPE IIJIAKATOB
VI MEXKJITYHAPOIHOMN TPUEHHAJIE
«4-Y1 BJIOK»)

Lenb cTtaTbu — pacCMOTPETh YKPAUHCKUH IUIAKaT CKBO3b MPU3MY (POPMHUPOBAHHS XapaKTEPHOH OOpa3sHOCTH IMpH
nomom MeTadopbl Kak XyIOKECTBCHHOTO CPEICTBA BBIPA3UTCIILHOCTH, PACCMOTPETh HAYYHBIC HCTOYHHUKH O CTAHOBJICHUU
YKPAaWHCKOTO TIJIaKaTa; BBIIBUTH CPEJICTBA BBIPA3UTEIBHOCTH M XYIOXKECTBEHHYIO CHENM(HKY YKPaMHCKOTO IIIaKara
1990-x — 2010-x TT. MeTomomorus UCCIeIOBAHUS 3aKITIOYAIOTCS B KOMIUIEKCHOM ITOXOAE K PealTU3alliy eIl padoTHI,
B HCIIONB30BAHUM METONOB aHAllM3a, CHHTE3a, CPABHHUTEIBHO-UCTOPUYCCKOTO, OIHCATEIBFHOTO, CTHIMCTUYECKOTO
METOJax JUIsl OCMBICICHHsI OCOOEGHHOCTEH SBOJMIMHM COBPEMEHHOrO yKpamHckoro riakara 1990-x — 2010-x rr.
U PacCMOTPEHUHM MeTa(opbl KaK XyJ0KECTBCHHOTO CpeAcTBa (opMupoBaHHs ero oOpasHoctd. HayuHas HOBH3HA.
B crathe BHepBBIC paccCMOTPEHO MeTadopy KaKk BaXKHOC XyJAOKCCTBCHHOC CPEACTBO (OPMUPOBAHHS OOpPa3HOCTH
B YKPAaMHCKOM 3KOJOTMYCCKOM IUTAKaTe 3MOXH MOCTMOJCPHH3MA; JOKa3aHO, YTO B Iulakare meradopa sBISIETCS
YHHUBEPCAIFHBIM HHCTPYMEHTOM, OCYIIECTBIIIONINM Ba)KHBIE TMPOCKTHO-XYHIOKECTBEHHBIEC 3a/1add TI0 (HOPMHIPOBAHUIO
XyIOKECTBEHHOM 00pa3HOCTH; YCTAHOBIICHO, YTO COYCTAHNE CAMOCTOSTEIBHBIX H HECOBMECTHMBIX B PEAIbHOCTH (POPM,
a TaKkXKe MPEAOCTABIICHHE ITUM (OpMaM HOBBIX 3HAYCHHUU SIBISCTCS THIIMIHBIM MPUEMOM [UIS TIOCTMOACPHHCTCKOTO
wiakata. BeBogbl. B 1990-X IT. yKpawHCKUI IIaKaT TEPSET «COBETCKYIO BCEOXBATHOCTHY M CTAHOBUTCS MOOMIIEHBIM
OTKJIMKOM Ha KOHKPETHOE JIOKAJIbHOE COOBITHE, OTPAaHIUYCHOE PETHOHATIBHOM TeppUTOpHECH U THpakoM. Ha XxapakTepHbIx
IpUMepax YKPAMHCKOTO SKOJOTHYECKOTO IIIaKara STMOXHM MOCTMOAEPHU3MA YCTaHOBIEHO: i Tuiakara 1990-x —
2010-x IT. CTAaHOBHUTCA aKTyaJbHOH MOTPEOHOCTh B YTBEP)KICHHH TyXOBHOTO OIBITA HAIMH, YTO MPOMCXOAUT MIpHU
HCTIONB30BaHNH MeTaophl, KOTOpas MPHOOpETaeT YCIOKHEHHOE, MHOTOYPOBHEBOE M HEOMHO3HAYHOE COACpIKaHUE.
TBopUyeckoe MBIIIICHUE XYIOXKHUKOB COYECTACT YHHKAIBHBIC PCIICHUS BU3YATBHBIX XYI0KECTBEHHO-TPa(QUICCKIX
AIIEMEHTOB, OPUTHWHAIBHBIC CTOJKHOBCHHS B HEOXKUJIAHHBIX TEMATHYCCKUX KOHTEKCTaX 3HAKOMBIX W3 TOBCEIHCBHOU
JKU3HU 00BHEKTOB, MCIIOIB30BAHUE CMCIIAHHBIX JU3aWHEPCKUAX MPHUEMOB U TCXHHK.

Kiouesvie cnosa: ykpamHCKHH IUIakar, MeTadopa; CpeaCTBa MPOCKTHO-XYI0KECTBEHHON BBIPA3UTEIBHOCTH,
MOCTMOJIEPHU3M.
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METAPHOR AS ARTISTIC MEANS | Olena Zalevska
OF IMAGERY FORMING IN POSTER | Senior Lecturer;
OF THE 1990S — 2010S | Khortytsia National Academy,
(THROUGH THE EXAMPLE OF THE | Zaporizhzhia, Ukraine
POSTERS OF THE VI INTERNATIONAL
TRIENNIAL “4TH BLOCK”)

The aim of the article is to consider the Ukrainian poster from the perspective of imagery forming patterns by
a metaphor as artistic means of expressiveness; to research scientific sources concerning the development and formation
of the Ukrainian poster; to identify means of expressiveness and the art specific nature of the Ukrainian poster of the
period of the 1990s — 2010s. The methodology of the research consists of an integrated approach to the realization
of the aim of the research, methods of analysis, synthesis, comparative historical, descriptive, stylistic methods for
understanding the evolution features of the modern Ukrainian poster of the 1990s — 2010s and considering metaphors
as artistic means of forming its imagery. The scientific novelty. The article, for the first time, considers metaphor as an
important artistic mean of forming imagery in the Ukrainian ecological poster of the postmodern era; it is proved that in
the poster the metaphor is a universal tool that carries out important design and artistic tasks on the formation of artistic
imagery; found that the combination of independent and incompatible forms in reality, as well as the provision of new
values to these forms is a typical technique for postmodern poster. Conclusions. In the 1990s, the Ukrainian poster lost
the “Soviet inclusiveness” and became a mobile response to a specific local event within the regional territory and issued
copies. In the context of the Ukrainian ecological poster of the postmodern era, the current study found that for the poster
of the 1990s — 2010s there is an urgent need for the approval of the spiritual experience of the nation, which occurs when
using a metaphor that acquires complicated, multi-level and ambiguous content. Creative thinking of artists combines
unique solutions of visual artistic and graphic elements, original collisions in unexpected thematic contexts of familiar
objects from everyday life, the use of mixed design practices and techniques.

Keywords: Ukrainian poster; metaphor; means of design and artistic expression; postmodernism.
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OCOBJIMBOCTI {[H3AﬁHy Kpasuyxk HOmist MukonaiBHa
EBPOIIEUCBKOI'O | Acnipanmxa,
TYPUCTUYHOI'O IIJIAKATA | ORCID: 0000-0002-2062-3147,
Y ®OPMYBAHHI ITPUBABJIMBOI'O | e-mail: juliakrava88@gmail.com,
IMIIKY PET'TIORY | Kuiscokuii nayionanenuii ynicepcumem
(IMOYATOK XX CT.) | xywemypu i mucmeyms,

eyn. €. Konosanwvys, 36, Kuis, Yxpaina, 01133

Mera crarti — 3°scyBaTtd ¥ CHCTEMarH3yBaTH OCHOBHI YMHHMKH, SIKI BIUIMBAIOTh Ha (OPMYBAHHS Ta PO3BHUTOK
TYPHUCTHYHOTO IUIAKaTa; OXapaKTepH3yBaTH OCOOJIMBOCTI JHM3aliHy IUIakara Ta HOTO pOJIb y CTBOPEHHI TYPHCTHYHOI
MpuBaOIMBOCTI KpaiHU UM PETiOHY; PO3MISHYTH OCHOBHI 3ac0o0M TpadidHOrO NM3aliHY IUIAaKaTHOTO MIECTENTBa €Bpomn
moyaTky XX CT. HAa TPUKIANI PEKIaMH OPUTAHCHKOI 3ai3HUI. MeTOMOJOTi0 MOCTIDKEHHS CKIAIal0Th IPHHIUIN
00’€KTUBHOCTI, CHCTEMHOCTI, ICTOPM3MY, @ TaKOXX CTATUCTUYHMH, ONHCOBHH, KOHKPETHO-ICTOPMYHUH METOIH, SKi
BUKOPHCTAHO ISl OCMHCIICHHSI CrIelU(IiKA JU3aiiHy peKJIaMHOTO TYPUCTHYHOTO TUIakara y (opMyBaHHI NPHBAOINBOTO
imipky @panuii, bensrii, Himeuunnn, [Tonbui, BennkoOpuranii ta iHmmx kpain €Bponu Ha nouarky XX cr. Haykosa
HOBHM3HA. YIeplue 3’sCOBAHO ¥ CHCTEMaTH30BaHO OCHOBHI YMHHWKH, SKi BIUIMBAIOTH Ha (OpMyBaHHS H PO3BHUTOK
TYPHCTHYHOTO IUIaKaTa, PO3TISTHYTO OCOOMMBOCTI HOTO AM3aiHy 3 MODIALY (HOpMyBaHHS NMPHBAOIMBOTO IMIIKY KpaiHH
YW PETiOHY, 30KpeMa BHCBITICHO e()eKTHBHICTh BUKOPUCTAHHS TYPUCTUIHUX IUIAKATIB HA MPUKIAIl peKiIaMi OPUTAaHCHKO1
3aJII3HUI; TIPOBEACHO aHalli3 3aco0iB rpadiyHOro 1U3aiiHy B IUIAKATHOMY MHUCTENTBI €Bpomu modarky XX cT. BUCHOBKH.
Bcranosieno, mo ¢opMyBaHHS Ta PO3BHTOK IUIaKaTa BU3HAYAETHCS TaKMMU TpyrnaMH (akTopiB: COIAbHO-CKOHOMIYHUMH,
MONITHYHUMH, EPrOHOMIYHUMHM, THUIIOJOTIYHMMH ((QYHKIIOHAJBHUMH), TEXHIYHUMH, ECTETHYHUMHU (KyJIBTYPHUMH).
3’sicyBanHsl crienu@iky JU3aiiHy PEKIaMHOIO TYPUCTHYHOIO IUIakara mo4yarky XX cT. 1 #oro pomi y ¢opmyBaHHI
MMO3UTHBHOTO IMIKY periony, 3okpema y @panmii, bensrii, Himeuuuni, [lonemi, BenukoOpuTanii Ta iHmmX KpaiHax
€Bpomnu, 3aCBiTYMII0, MO TYPUCTHYHI TUIAKaTH BHPA3HO BiZOOpa)aloTh O3HAKH Hacy, y SKUH iX cTBopeHo. OCHOBHHMH
OCOONMBOCTAMH €BPOIEICHKOTO MIAKATHOIO MHCTENTBA MOYaTKy XX CT. BU3HAHO HOTO BHUCOKY Bi3yallbHY BHPAa3HICTb,
BUIbHE TUTyMadeHHs Ta MeTaOpUIHE OCMHCIICHHS 3MICTY.

Knrouoei crosa: TypucTHUHUHN 1I1aKar; rpadidHui 1U3aiiH; Ii1aKaTHe MUCTELTBO.

Beryn

[lnakar sik 3aci0 Bi3yalibHOI KOMYHiKallii Ta 00’€KT MHCTEITBA JW3aliHy € HA/J3BHYAHO UYYTIUBUM JIO
30BHIIIHIX (haKTOPiB, AKi MOTPIOHO BpaxoByBaTH y 3°ACyBaHHI 0COONMBOCTEH AM3aiiHy IIakaTa Ta BUMOT 10 HBOTO.
3a BU3HAYEHHSM KPHUTHUKIB 1 MPAKTUKYIOYHX TIIAKATHCTIB, OMHIEIO 3 BAYKIIUBHUX PUC TUIAKATA € OTO aKTyaJIbHICTh
Ta MUTTEBE pearyBaHHs Ha POOJIEMH 1 TOTPEeOH CyCIiIbCTBA. « YHIKAIbHA 0COOIMBICTD IIAKaTa, — CTBEPIKYE
BiTOMHH ATTOHCHKHUH TuTakatueT Keiizo Maiyi, — e #oro 3maTHicTh BimoOpaskaTu oTodeHHs. [lmakar 3aBxmn
3MIHIOETBCS 3aJIEKHO BiJl KOHTEKCTY, y SIKOMY iCHY€, IIparHe 0 TapMOHil i3 cepeOBUIIEM CBOTO iCHYBaHHS
(Xemnep, Usact, 2015); rurakar Takox 3aBKAu OyB BUPa3HUKOM KOMEPIIHHKX Ta 11€0J0T1YHIX 3aca].

AKTYaJbHICTb JIOCHIDKYBaHOI TEMH MOJATa€ B TOMY, IO SKICTh AW3AMHY PEKIAMHOTO TYPUCTUYHOTO
rakata mMae Oesnocepe/iHiil BIUIMB HA (OpMyBaHHs MPUBAOIMBOCTI NIEBHOI KpaiHW YW PETiOHY AJISI TYPHUCTa,
OCKIUJIbKU € Bi3yaJIbHUM 3aC000M, 110 JIa€ 3MOTY IIBHUJIKO MPUBEPHYTH yBary. [l1akaTHe MUCTEITBO — OflHA 13
KITFOYOBMX KBamidikaiiid rpadiuHoro auzaiiHepa. Y 1bOMYy CEHCI HEMA€ HisKOT PI3HMII MK PO3MIIIEHHSM Ha
JUCIUIESIX y IPOMAJChKUX MICLSIX Ta B JPYKOBAaHOMY YM IHTEPAKTUBHOMY BUIVISLAIL.

MmucTenTBO IMyaKaTa BiJl YaciB CTaHOBJEHHS MPHUBEPTANO yBary 0araTboX YKpaiHCHKHAX Ta 3apyOiKHUX
nociinaukiB. Tak, 5. TyreHaxonsa y cTarTi, omyOiikoBaHiii e B 1928 p., oxapakTepu3yBaB IMPOBiIHI HAIPSIMA
TOrOYacHOTO aKTyaJbHOTO €Bporneiichkoro miakara (Tyrenaxonsa, 1989). Ilpore dyHmamMeHTanbHUX Tpansb, 1€
0 y moBHOMY 00Cs3i OyJI0 BHCBITIICHO 1€ MUTAHHS, 1 B Halll 4yac oOMalib. BuibiiicTh myOmikaiiiii 3 03HaueHO1
TEMaTUKH TPEACTaBIeHa poOOTaMK albOOMHOTO XapakTepy 3i BCTYITHHMH CTaTrTSMH a00 MOHOTpadiuHUMHU
JOCITIKEHHSIMH TIPO OKPEMO B3ATUX MUTIIIB, SKi B CBOIH TBOPUOCTI 3BEPTAIIUCS IO TIAKaTa.

© Kpaguyk 0. M., 2019
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AHani3 HayKOBUX JDKEpeI JaB IiJICTAaBU JIANTH BUCHOBKY, IO 3 IIi€l MPOOIeMH € HU3Ka MaJOBUBYCHUX
1 TUCKYCIHHNX TIMTaHBb, SKi ITOTPEe0yIOTh MOAANBIIOTO JOCTIPKEHHS, 30KpeMa 3arajlbHUX TeHCHIIH PO3BUTKY
rajgysi Ha OKpeMHX iICTOPHYHHUX eTarax Ta BUCBITICHHS €BOJIOLII OKPEMHX BHIIB 1 >KaHpiB makara. [IpakruaHo
MEPUIMM JOCIITHUKOM POCIMChKOi APYKOBAaHOI PeKJIaMM 4aciB CTAHOBIECHHS HOBOTO BHAY 0Opa3oTBOPYOCTI
(mo 1917 p.) crana H. baOypina, sika omyOiikyBaja 3HA4HY KUIBKICTh POOIT, BKa3aBIIM Ha KaHPOBE
pizHOMaHITTA akara Kinig XIX — mouatky XX cT.

Merta crarTi

Mera crarTi noysirae y BU3Ha4€HHI i cucTeMaTn3anii OCHOBHUX YMHHHUKIB, KOTpPI BIUIMHY/IM Ha ()OPMYBaHHS
Ta PO3BUTOK €BPOIEHCHKOTO ILIAaKaTa Ha Mo4yaTKy XX CT., y 3’siICyBaHHI poJli Ta 0COONMBOCTEH IU3aiiHy TjIaKara
JUIsL TypUCTUYHOI NPUBAOIMBOCTI PETIOHY, a TaKOXK y PO3IJISIOBI OCHOBHHX 3ac00IB rpadiuHOro au3aiiHy
IJTAKaTHOTO MUCTEITBA O3HAYEHOTO Yacy Ha MPHKIIAJI peKjIaMH OpUTAaHCHKOI 3aJi3HUIL.

Buxnan marepiasiy gociiizkeHHs1

[Inakar € ogHMM i3 HalAaBHIIMX peKIaMHO-iHpoOpMamiiHUX 3aco0iB TPUBEPHEHHS YyBarw; Le
MOBIIOMJICHHS JUIsl MYyOJIiKK, KOTpE PO3MISAAEThCA K 1HOOPMATHUBHUHN, MCHUXOJOTIYHMN 1 KOMEpUiHHUN
THCTPYMEHT, CIIPSIMOBAHUH Ha JIOCSITHEHHSI TICBHOT METH.

Hacamniepen Tpeba BkaszaTH, IO PO3BUTOK €BPONEHCHKOTO TYPUCTHYHOIO IUIAKATa CYHPOBOIKYETHCS
TaKUM{ TpynaMm# (GaxkTOpiB: COIMIaTbHO-€KOHOMIYHUMH, IONITHYHUMH, €PrOHOMIYHUMH, THIOJOTIYHUMUA
(pyHKIIOHATEFHUMH), TEXHIYHHUMH, €CTETHYHUMHU (KynbTypHMMH). KokHa rpyma BU3Haya€ BUMOTH JIO
IU3aiiHy MJjakata, Woro MOBM W TeMmaTHKH. Jlo Tpymu cOLiaJbHO-€KOHOMIYHMX YWHHHKIB BiIHOCSTBHCS
PUHKOBI YMOBH, IIiJTbOBa aymuTopis, crenudika 3aMOBHHUKA. J[0 TPynmu MOMITHUYHMX — iA€ONorivuHa [Tis Ha
isiia4a, TeMatruka. Jlo rpynu eproHoMivHUX BiJHOCUMO aHTPOTIOMETPHYHI, ICHUX0()i3100T1YHI Ta €CTeTHYHI
BIJIMOBIIHOCTI PI3HOMAHITHUX (YHKIIIOHAJIBHUX MOMKJIMBOCTEH Ta OCOOJMBOCTEH JIFOAMHU JO MPEIAMETHO-
MIPOCTOPOBOTO OTOUEHHS, TOOTO OCOOTMBOCTI CIIPUUHATTS IJIaKaTa, HOTO Bi3yalbHOI MOBH i3 mismadeM. Jlo
TPyNH TUIOJOTIYHUX ((PYHKIIOHATFHUX) (PAKTOPIiB HaJeKaTh MPHU3HAYCHHS IUTaKaTa, KOHKPETHU3aIlisl METH
HOTo aritarifHoOTO BIUTMBY, cepa COliaTbHO-SKOHOMIYHUX BiIHOCHH YH KYyJIBTYpPHOI JISUTBHOCTI JIFOIWHU, SKil
[IPUCBSYCHO Majakar, iioro Temarrka. Cepe TEeXHIYHUX YMHHHUKIB CHOCTEPIraloThCsl TaKi: HayKOBO-TEXHIYHUN
Mporpec, PO3BUTOK 3aco0iB APYKy, TexHiuHI mpuitomu. Jlo rpymu ecteTmuHux (KyJIbTypHHX) (akTopiB
BIZTHOCHMO KYJBTYpHI i JyXOBHI MOTPEOH CyCIiIbCTBA, ICTOPHKO-KYIBTYPHI OCOOIMBOCTI M TpaIullii, BILJIUB
MOJIM Ha 3MiHYy CMakKiB 1 MOTpeO CIIOKUBATIB.

3pocTaHHS TOMYJSIPHOCTI TUTaKaTa IOB’S3aHE i3 PO3BUTKOM CYCHUTBHO-TIONITHIHOTO ¥ KYITBTYpHOTO
XKUTTS (PO3BUTOK BUIOBHIIHUX YCTAaHOB, HAYKOBO-TEXHIUHHUI MpoOrpec, pekiIaMHa AisUIbHICTh TPAHCIIOPTHUX
KOMIIaHil, 301IbIIEHHS KIJIbKOCTI IPOMHUCIIOBUX 1 XyJOKHIX BHCTaBOK, 3 MOSBOIO MITHHTIB 1 MaHiecTarii).
CriouaTKy IUIakaTd CTBOPIOBaJHCS BpydHy abo merofom Jitorpadii. IlpeacraBHMKaMu jkaHpy IIakaTta
apyroi nonoBuan XIX — mouarky XX ct. € XK. llepi, A. Tymys-Jlorpek, T. Creitanen, E. I'pacci i A. Myxa
(Dpanmis). Baxkaerbces, mo B podorax A. Tymys-JloTpeka Briepiiie mposiBHIMCS Cienu(ivHi 03HAKH I1aKaTa:
y3arajibHEHICTh (OpM, TPOTECKHICTh, KapyBaHHA 300pa’keHHs, BUKOPHCTAHHS CHUIIYETY, IPUIOM SICKpPaBOi
koiipHOi siMu. Ha mouarky XX cT. A pekiIaMHHUX IUIAKaTiB XapaKTepHA TEHICHLIS A0 NPEIMETHOTO,
KOHKPETHOTO 300pakeHHs PEKJIaMOBaHOro 00’exkta. OOHMM i3 KJIACHKIB >KaHpPY, SKUH SICKpaBO BHPa3UB
CTHJIICTUYHI OCOOJMBOCTI IIaKara (IUHaMiKa KOMITO3UIIil, METapOpPHUHICTh 00pa3y, YMOBHICTh KOJLODY,
y3aranabHeHHs (opMm), cTaB QpaHIy3bKkuil XyaqokHUK A. M. Kaccannp.

Y kpaiHax, Jie IHIyCTpis TypH3My € HEBIJl'€MHUM CKJIAJHUKOM EKOHOMIYHOI IOJIITUKYA, aKTHUBHO
IHBECTYETBCS 1 PO3BUBAETHCS TYPUCTUYHUH IUTAKAT, 110 € TEMaTHYHUM PI3HOBHJIOM PEKIAMHOTO TLIaKara.
Crnenmdika bOro HampsMy OOYMOBIJIA pOJIb IDIAKaTa SK TOCEPEeTHUKA MK MOTCHIIIHHUM TIyIsmgadeM
1 KyJTBTYpHO-MHCTEIFKOIO aKIli€l0, BUMArarodn BiJ HbOTO akTWBHOI mieBocti (Imamyn, 2010). [Ipu upomy
IUIaKaT € He TUTBKU HOcieM iH(opMariii, 1o 301mKye Horo 3 TakuMH 3aco0aMy MacoBoOi iH(pOpMaIlii, K Ta3eTH,
panio i TenebaueHHs, aje ¥, 10 HE MEHII BayKJIMBO, MPEACTABISIE ayTUTOPIi Y BUCOKOXYIOXKHIH, 00pa3Hii
(dopmi BU3HAYHI Micls, MaM’SITKA apXiTeKTypH, OCOOIMBOCTI JaHAMA(TY Ta iHII 00’ €KTH, KOTPi CIYTYIOTbh
TYPHCTHYHOIO Bi3UTIBKOIO KpaiHU YH PETiOHY.

CTUIiCTHYHY EBOJIIOIIO IIIaKaTa CYTTEBO TIO3HAYMBCS PO3BUTOK 3ac00iB MacoBoi iH(popmarii Ta
nomirpadii. Ha mogarky XX cT. y ramy3i o0pa3oTBopuoCTi chOpMyBaBCsS CTHIIb, SKHH OXOIHB yCi BHIU
muctenTea — Ap Hyso (MozxepH). O3Hakamu JOMiHYIOYOTO B OUTBIIIOCTI €BPOMEHCHKUAX KpaiH CTHITIO CTAIIH:
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BiJIMOBa BiJI TPSIMEIX JTiHIH 1 KyTiB HAa KOPUCTH OLTBII MPUPOIHUX JIiHIN, CTUIII30BaHI IDIOUIMHHI 300paXXeHHS,
JIeKopyBaHHs (QOHOBHX 30H opHaMeHTamHu. [IpoBiqHMI mMiaXiT 0 BCiX KOMITO3UIIHHUX TTOOYIOB — aCHMETDIisl.
Jpyruii HampsiM CTHIIIO, 110 OyB PO3BHUHEHHUI MepeBakHO B ABCTpii, yacTkoBo Himeuuuni Ta OpUTaHCHKIN
mxkoni [masro, MaB iHIMKA MiAXig A0 OpHaMeHTamii. Y HbOMY JEKOPYBaHHsSI BiZOyBajocs reOMETPHUYHHMHU
(dopmamMu, TOBTOPIOBAHUMH MOAYJSIMH, Oinbliia mepeBara HajgaBamacsi cumerpii (Xemtep, Usact, 2015).
O3HaveHi TeHACHIIIT MPOCTEKYIOTHCA 1 B IJIAKaTI.

[IpoBigHA pONB Yy PO3BUTKY IIaKaTa Ha ModaTKy XX CT. Hamexama Dpanmii. Amke v GpaHIy3pKoMy
MUCTEITBI CKIIQJAIMCs 3aralibHi XyIOKHBO-TEXHIYHI IEpeIyMOBH, CIPHUATIANBI IS PO3KBITY IUTaKaTa.
Po3kBiT Garato0apBHOTO, AMHAMIYHOTO 32 KOMIIO3HIIIEI0 U PEasiCTUYHOTO 33 3MICTOM IUIaKaTa MoB’s3aHUN
i3 QpaHIy3pKkuM iMIpecioHi3MoM. [IOMITHUI BIUIMB Ha TOTOYACHE XY[OXKHE JKUTTS CIPABISIA M MUTIII-
CHUMBOJIICTH. BaknuBo BiA3HAYMTH, MO JOCATHEHHS (paHIly3bKOi HIKOJIM TOTO MEpioAy IMEBHOIO Miporo
BU3HAYCHI caMe BHJOBUIIHUM IIJIAKATOM, SKHI aKTHBHO PO3BHBABCS, BiIOOPaXKarouH COLIOKYIBTYpPHI 3aIUTH
HaceneHHs. DpaHIy3bKa CTOJUIlS MEPETBOPIOETHCS HA MUKHAPOMHUNA OCEpPENOK CTAHOBIEHHS IIi€l ramysi
B KOHTEKCTi PO30yIOBH HOBOTO XYIOKHBOTO CTHIIO. CTAaHOBJICHHS CTHIHLOBHUX pHC (DpaHITy3bKHX adim
MIOCTIPHUSIIO CepeJl 1HIIOTO TMOSBI MUCTENTBA SIMTOHCHKOI Tpadiku yKilo-e. Y3araiabHEHHs, KiIbKa SICKPaBHX
¢bap6, nmpaBo Ha 3pizaHHs ¢iryp Oyau nepeneceni no adim (Xemnep, Usact, 2015). TBip mir Oyt HaaTo
BY3bKHM, SIK TPAKTUKYBAJIM STOHCHKI MUTILI, 1110 3ar0CTPIOBAJI0 KOMITO3HUIIIIO 1 3MYIIyBaJIO MUJILHO BAUBIISITUCS
B 300paKeHHSI.

[TnigHOIO Y 1IbOMY Harpsimi Oyna nisuibHicTh AHpI Tymmys-JloTpeka, 31 mmakar skoro 3acBiidye HEBUUEPITHY
(hanTazito Ta rpadiuyHy MailcTepHiCTh XymokHuKa. Tymy3 Jlorpek Ta CTeliHICH yIepiie BBEIW B IUIAKaT
peanbHO-TTI00YTOBI MOTHBH CY4aCHOCTI, BYIIHUIIIO.

['o510BHUM NEpCOHaXEM €BPONEHCHKOTO IUIAKaTy, 30KpeMa TYPUCTHYHOIO, OYaTKy XX CT. XyHZOKHUKH-
YOJIOBIKHM 3pOOHIIH KIHKY: ii eMouiliHa BIAKPUTICTh, Oa’kaHHS BUPBATUCH 13 3aTICHUX JOMIBOK 1 MPUIYIITUBHX
oOMexkeHb Oy BBeaeHi y (opmanbHO-3MicTOBHH apceHan. DyHKIS KIHKM — €CTEeTH3yBaTH 00 €KT
peKJIaMyBaHHS, JIOJATH WOMY YHIKQJIBHOCTI Ta BHINYKAHOCTI. [1€0J0roM Takoro mijxoay Ta aBTOPOM
YUCIICHHUX ILaKariB OyB A.Myxa, y TBOpax SKOro MPHBAaOIMBICT, MOJENEH ITiCHIIIOBAJIACS 3aBISKU
BIpPTYO3HOMY MAJIIFOHKY 3 OPHAMEHTAMH 1 BHKOPUCTAHHIO CTHJIICTHKH MOJEPHY.

benpris — gpyra kxpaima micns @paniii, ne XyAOKHIA IUIaKaT aKTUBHO pO3BUBABCS Ha MEXi
XIX — XX crt. benpriiicbkuii makar movyarky XX CT. 3a3HaB 3HaUHOTO BIUTHBY (DPaHITy3bKOTO ILIAKara ap-HyBO
Ta AMOHCHKOr0 MUCTEUTBa. CTBOPIOIOYM BUTOHYEHI i puBaOinBi adimii, 6enbriichbKi XyI0KHUKN IEPEBAXKHO
OpaJin 3a OCHOBY XY[I0KHI METOJH i po3po0JIeHHS CBOIX (PpaHIly3bKUX KOJIET.

VY miakaTax OIHOTO 3 BU3HAUHHMX OENBIiMCHKUX IUTaKaTHCTIB BikTopa MiHBO B TUIaBHUX, BUTSATHYTHX
CHITyeTax, IUIACKUX KOMIPHHX IUISIMaX, a TAaKOXK Y CTHI MIPU(TY MOMITHUH BIUIMB SITIOHCHKOTO MHCTEIITBA.
TekcT 3aBXIM PO3TANIOBYETRLCS MTO-PI3HOMY, Haigacrimie Haj 300paxeHHsM («Bemocumenu Jleona Manay,
1898) abo B cyBOpO BUALIEHOMY TIPOCTOPi Y popmi cyBoto («Ka3uHo, rpanmiosHe cBatoy, 1899). Jlns koxHOTO
IUIaKaTa Xy/JI0KHUK 00Upae rapMOHiHHY KOJIipHY ramy, 10 HaJa€ HOro TBOpaM aKypaTHOCTI i CTPUMAaHOCTI.

IMoxii 1910-x poxkiB (Ilepma cBiroBa BiiiHa, peBomtowiss B Pocii # iH.), pyiHamis crapoi couiajbHOi
CTPYKTYPH, HEOOXIJHICTh paxyBaTHCs 3 IHTEpeCaMHu IIUPOKUX BEPCTB HACEJICHHS IMO3HAYWIIMCS Ha BCIX
raiy3siX TOro4acHOTO KYJIBTYPHOTO JKUTTSI.

VY Xyn0)KHEOMY CEpPEeIOBHIII YTBEPIKYIOThCS 171eT O€THAHHS MUCTEITB HA HOBHX 3acajiax.

JlexnapaTUBHO 3asBJIAIOUN [IPO PO3PUB 13 MUHYIUM, IPEACTABHUKY MIKBOEHHOT'O MOJEPHI3MY IIYKaJIH
HATXHEHHS B CBITOBIiM Xy[JOKHIH CKapOHML, 3BEPTAIOUUCH 10 NPAAaBHBOI CIAAIIMHN, HAPOJHOTO MHCTELTBA,
OararcTBa HeeBponeHchkuX KyabTyp. OnHak Oe3nocepeHe HacliyBaHHs 3anepedyBanock. Ha ¢popmyBaHHs
i7Iell Ta XyJOXKHBOI MPAKTUKU TBOPIIIB MIXXKBOEHHOTO BHJIOBHUIIHOTO IUIaKaTa JOOM MOJEPHI3MY i BChOTO
XX CT. BIUIMHYJIU TaKi Te4il 00pa30TBOPUOCTI, SIK Ky0i3M, PyTypH3M, CyNpeMaTU3M Ta iH.

3a CTUIBOBMMH O3HAaKaMHU MiBAEHHO-HIMEIBKHAN IUIaKaT 30epir eIeMEHTH eCTeTH3MY, CHMBOJIKH,
crumzartii (IIpetopiyc, Llierapa, I1. [macc, OTTinep Ta iH.), y ISIKHX BHITAIKAX 3aJIUIITHUBCS B paMKax (irypHOTO
300paxeHHs (XO0JIbBEIH, y SKOTO 3aBXK/IH 3MaIbOBaHI JIFOAH, SKi OTIEPYIOTh PEYaMH).

VY 1920-x pokax HaJAMIpHICTh JEKOpYy B IW3aiiHI HE BiJOBi/Jaja TEXHIYHUM pealisM. XyTOKHUKA
I apXiTEKTOpHU MEPEIOMHIN 0araToBiKOBY TPaIullil0, CTBOPUBIIN HOBUH CTHIIb SIK YTUICHHS KOMITAKTHOCTI.
Bins iioro BUTOKIB cToiTh bayxays, TEOpeTHUYHI aCHEKTH SIKOTO 4acTO 3BOASTHCS J10 racia «(PyHKIIOHATIZMY»;
TOOTO, IO YTWIITApHO, 3pY4HO, — 1€ 1 € KpacuBo. Kommosuilis 1uiakata 3acHOBaHa Ha €JIEMEHTApHHUX
TeOMETPUYHHX MPUHIUNAX, SK 1 OUThIIiCTh i1l bayxaysa. [lmakar ckiiagaeTbes i3 TPhOX B3a€MOIIIOUMX MiXK
c00010 PiI3HOKOIBOPOBUX TEOMETPUUHUX (DIryp, Y UOMY IPOCTEXKYEThCs BILIUB imei B. Kammgmachkoro, mo
Biziny sikoro ripueaHaBcs baitep (Xemmep ta Usacrt, 2015).
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VY 1920-x pokax y €Bpori YTBEpIKYEThCS CTHIb, SIKHH TOB’S3yIOTh i3 BHCTaBKOIO, IO BimOymacs
B 1925 p. y Hapwxki. Ii Ha3spa — MixkHapoaHa BUCTaBKA Cy4aCHUX JEKOPATUBHMX i HPOMHUCIOBUX MHCTELTB
(Exposition Internationale des Arts Décoratifs et Industriels Modernes) —y cBoeMy cKopodeHOMY BapiaHTi gaja
TEPMiH «ap-JIeKo», 110 MPECTABIISIB CHHTE3 MOJCPHI3MY I HEOKJIaCHIIN3MY. Ba)kIMBO 3a3HaYUTH: CTAHOBJICHHS
ap-JIeK0 MIIUIO UIISIXOM B3a€MOJIl 3 TaKMMHU XyAOKHIMH HampsiMamMu, SIK (QyTypu3M, KOHCTPYKTHBI3M,
cloppeasi3m, 0 Haja€ oro MoBi BEJIbMH ITiKaBe i pi3sHOMaHITHE 3By4aHHA. CTHIIb ap-/IeKO 3HAMIIOB ICKpaBe
BiIOOpaKEeHHS B MHUCTEITBI IUTakara. BimgHOCHO ApykKoBaHOI pekiaamMHOI Tpadikd TpaguIlifHO BUIIIIIOTH
TaKi OCOONMBOCTI CTHIIIO: JIAKOHI3M KOMIIO3HIIIHHUX pillleHb, MMPOCTOTA JIiHIN, MMOBHOTa KOmbopy. OOpasw,
10 3’SIBIJTMCS HA TIaKaTaX, BUPAXKalld HOBY €IOXYy — JIiTaKW, aBTOMOO1LIII, KOpali, iHAyCTpiallbHUH TIei3axK.
Taki ¢panyspki Maiictpu, sik Anonsd Kaccannp, Ilons Komnen, XKan Kapmaro ta Hlapne Jlyno, muisixom
YIPOBAKEHHSI HOBUX TpadiuHUX MPHUIOMIB PO3BUBAIN IIeW CTWIb, pOOJISTYM HOTO JIy)KEe BUPa3HUM came
B Taiy3i rpadiyHoi TBOPUOCTI.

OTpuMaBIIN TIEpITy MPEeMil0 Ha 3rajiaHiii BHINE BHCTaBIl, MOMYIAPHUM cTae ¢panity3 Amonbd XKan-
Mapi MypoH, 6ibi BigoMuii i iceBgoniMoM A. M. Kaccanmp 3aBasku makary mmig Ha3Boro «Jlicopyo» Ta
IHIIMM BU3HAYHUM poOoTam, cepen sikux ruiakar «Cesra [lapmwxa». Kaccannp yeprnaB HaTxHEeHHS B KyOisMmi Ta
croppeaiizmi, y podorax Iladmno Ilikacco it Makca Eprcra. st HbOro 1u3aiiH peKiIaMHOrO IU1aKaTa IOYMHABCS 3
TEKCTY, 3 SIKMM Y3TO/KYBAJIUCh yCi eneMeHTH 300paxkeHHs. Ctuinp Kaccanapa, 4acTto CoOBHEHUH JUHAMIKA
i pyxy, HOTO KOMIIO3UILIiKHI i KOJIpHI pillIeHHsS CIPaBWJIM CYTTE€BUH BIUIMB HAa PO3BUTOK €BPOIEHCHKOTO
MJIAKaTHOTO MUCTEITBA X X CT.

3aBepLINTH XapaKTEPUCTUKY CTHJILOBOTO PO3BUTKY €BPOIECHCHKOIO PEKJIAMHOIO TYPUCTHYHOIO IUIAKaTa
JOLIJIFHO OTJISZIOM OCOOJMBOCTEH TONBCHKOI IIAKaTHOI MPOAYKIii. BHTOKM «IMOJBCHKOI IIKOJIH TIIAKATa)
csratoTh 1900-X pokiB, 4acy, KONMM XyAOKHUKH AOTPUMYBAJINCS BUPOOJICHUX 3aKOHIB KaHPY — CUMBOJIIYHOT
MOBHM M CHHTETHYHOTro 300paxeHHs Qopm. [lepeaycim BapTo Ha3BaTH BHpa3Hi IJIAKATH 3 €JIEMEHTaMHU
HarioHanpHoro  pomantusmy K. bkozoBcbkoro, . ManpueBckkoro, C. Bucnsiacekoro, K. ®puua,
T. AkcenToBuua, JI. BUuyinKOBCHKOTO Ta iHIIMX MHTLIB, SIKi MEBHOIO MIpOIO BIUIMBAJIM 1 Ha CTAHOBJICHHS
yKpaiHChKoOTO I1akara. [Ipore Bupa3Hoi caMo0CTaTHOCTI B €BPOIIEHCHKOMY KOHTEKCT] TOJIBChKi TIAKaTHCTH
nmocsratoTh v 1920-x — 1940-x pokax. YMOBHHIA 3MICT Y iXHIX poOOTax IMEpeIuITiTaBcs 3 1MI0310HICTHIHOIO
(hopmoro, 110 TPaKTUKYBaNacs croppeanictamu. KirouoBumu ¢irypaMu B MOIbCHKOMY ITAKATHOMY MHCTEITBI
Oymu: I'enpuk TomamieBcbkuil — BumaTHui rpadik, skuil cTaB 1o0pe BizoMuM y €Bpori micis Horo m’siT
NepuMx npemii, 3aBoiioBanux Ha MixkHapoaHii BucTaBLi tuiakara y Biani B 1948 p.; Epik Jlununcekuii —
TBOpeLb 0araTboX IJIaKaTiB, KAPUKATYPUCT, (irypa MHPOKO BiIOMA B MOJbCHKUX MUCTELLKUX Konax; Tageym
TpenkoBchKUH, KN 1e0I0TYBaB 10 BiiHU, 3pOOMBIIH LIUTMH sl TYPUCTHYHUX T1akatiB (Bemnuxko, 2010).

Ha mouarky 1920-X pokiB JEeCATKM OKpeMHX 3aJi3HUYHUX KOMIaHiii BemmkoOpuranii o0’emHannch
y «Bemmky dweTBipky»: Bemmka 3aximaa (GWR), Jlomgonceka, llentpanpHa Ta Illotmanaceka (LMS),
Jlonnonceka ta IliBrivno-Cxigna (LNER) i IliBgenna (SR) 3ami3HuIi, koXxHa 3 SIKUX BiIKpWIIa CBil BIaCHUN
pexnaMHui Biaain. JuzaiiHepu moCTynoBO OiMIUIM 3roAM, IO IUIAKat, IEpII 3a BCe, Mae OyTH PEKIaMHHM,
TOOTO YiTKO MOBIJOMIIATH TPO MEBHUI HANPSMOK pyxy Noi3aiB. Halikpaie ueit 3aaym yTineHHi y ruiakarax
Jlonnoncekoi Ta [liBHiyHO-CXigHOT 3ami3Hui. TeKkcT cTBOPIOBABCS MiHIMAJIBLHUM 1 PO3MIIIyBaBCsl OKPEMO BiJ
300paskenHs. 3a cBiguenHsMu Codi Uepuep, Horo nucany B pyku (Tak Au3aiiHepam OyJ10 JieTIie po3Mimaru
OyKBHM Ha TUTaKari), TOMy MPUBEPTAIOTHh yBary He3Ha4HI HeNONiKH pydHoi podotu. [lmakar 1928 poky, skuit
TaKoK HaIeKUTh JloHmoHCchKid Ta IliBHIUHO-CXigHIN 3aTi3HUIN, € KBIHTCCEHIE€ cTWio 1920-X pokiB:
3a4iCKH, MOJAHHUW OJIAT, CTIOpTUBHI (pirypu. Jlesiki edeMeHTH boro cTuiro 30epiranucs Ha adimax maibke 10
1960-x pokiB. OcobnuBicTio nogopokeil y 30-x pokax XX cT. cTaja mosiBa aBTOMOOUTBHUX Ta aBTOOYCHHUX
MEPEeBi3HUKIB, 10 CIIPUYMHMIO KOHKYPEHIIIIO Ha TPAaHCIIOPTHOMY pUHKY. OTXe, 3a1i3HUYHI MOCTEPH MoYain
3aCTOCYBaTH BiJBEPTINIYy peKJIaMy 3ali3HHUII, BUKOPUCTOBYIOUM Pi3HI racia BHH3Y IUIaKaTiB (HapUKIAN:
«IToi3mom — mBuIIeY ).

CpOTONHI TYPUCTUYHUH TUTAKaT — BIIOMHHN YCIM APYKApPCHKUH BiTOUTOK MPSMOKYTHOI (hOpMH — 3BUIANHIIIA
eleMeHT Mickkoro nmaHamadTy. Ha pexmamMHux cteHmax Ta adimHUX TyMOaX IUIaKaTH IIBHIKO 3MIiHIOIOTH
OZIMH OJHOTO, 1 TOMY 3[A€THCS, IO KUTTS TUPAKOBAHOTO apKyIlla HEJOBrOBIUHE: BiH 3aKJICIOETHCS HOBUM,
aKTyaJbHIIINM 32 3MICTOM, Ta 3pHBAETHCS 32 HEMOTPiOHICTIO (AHApeiikaniy, 2013).

IMeHa aBTOPIB IUIAKATIB TEK HE 3aBKAM TIOMITHI i HEB1JIOMi IIUPOKOMY 3araity, HabpaHi ApiOHUM WPUPTOM,
PO3MillleHi B HIDKHIM YacTHHI apKyiia. Mo)KHa TiIBKH JMBYBATHCS HAIOJIETIIMBOCTI W TaJlaHTy XyAOKHHUKIB,
AKI HaMaraloThCsl HaJaTH IUIAKaTy MOBHOIIIHHE J>KUTTS BHCOKOXYAOXXHBOTO TBOPY Ta IyONIIHMCTUYHICTH
edexTuBHOTO 3ac00y iHMopMamii (Mernn, 2010). Ile ocobmuBuii BuA rpadigHOTO MHUCTEITBA, CITKYBAHHSI
3 IKHM He 3aJIeKHUTh BiJl IPOITYCKHOT CIIPOMOKHOCTI BUCTaBKOBOT 3a1mi. MIOTO TIsi[adaMy CTArOTh JIOIH, HABITh
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OaifryKi 10 KyIbTYpHO-MHCTEUBKOTO KHUTTA. Ha Bynuisix, Oifsi KiHOTeaTpiB Ta CHOPTHBHHUX KOMILIEKCIB,
y mpuMimeHHsX ogiciB, 3aKiaaiB OCBITH Ta MEAMYHUX YCTAaHOB, Y HAa3€MHOMY TPAHCIOPTI Ta BaroHax
METPOTIONITEHY — 3BilyCiJib IIaKaT 3BEPTAETHCS 10 HAC, IPUBEPTAIOUH 0 ceOe yBary.

TypucTHYHUE TIaKaT MIIHO YTPUMY€ 3aBOMOBaHi MO3MIIT B CBITI 1 B MUCTELBKIiH, 1 B iHpOpMaliiHO-
KOMYHIKaTuBHIN cgepi. 30kpema, €BpONelCchKi MiIakaTH Mo4aTKy XX CT. KOJEKIIOHYIOTh, MPOAAIOTh Ha
ayKITioHax.

OnHi€ro 3 OCHOBHHUX OCOONMBOCTE MHCTENTBA TUIaKaTa € BHCOKA Bi3yaldbHa BUPa3HICTh. [lmakar moBuHEH
OyTH TIOMITHHM Ha BiZICTaHi, 3p03yMUIAM IIIsiaqy Ta 100pe HUM cipuiimMarucs. s boro BUKOPHCTOBYIOThCS
Pi3HI XyIOXHI 3ac00M, cepen sIKUX CTUJII3allisl, LTFOCTPAaTHBHICTD, IEKOPATUBI3M, CIIPOIICHHS 300paKeHHS,
BUSIBIICHHSI XapakTepHuUX o3HaKk o0’ekra. Ilmakar, sk 3aci®é Bi3yasbHOI KOMYHIKalii, Omepye TaKUMHU
npuiioMamH, sik MeTadopa, CHMBOJ, 3HAK, KOTPI IIUISIXOM €MOIIIITHOTO HaBaHTaKeHHsI, IEPEHOCHOTO 3HAYCHHS
PO3KpHUBAIOTH MEBHI poOieMu. J{n3aiiH riakara npeacTasisie TOBOJ ITMPOKUN CIIEKTP Y TEXHIYHOMY IJIaHi —
11e CTaHKOBa rpadika, BUIbHUN MaJIIOHOK BiJl pyKH, KOMITIOTepHa rpadika, koiax, Gotorpadis, TOCTaHOBOYHE
1 mpeaMeTHe GoTo, MOHTaX. OCHOBHUMH €JICMEHTAMH TIIaKaTa € 300pakKeHHsI, TEKCT 1 JIOTOTHIT (3a TIOTpeOn).
Bci mi ennemMeHTH MOKYTh OyTH TIPUCYTHI Ha IJJAKATHOMY apKyIIli i B TOBHOMY CKJIaJli, i 9aCTKOBO B Oy/b-sIKil
BapiaTMBHOCTI. HaifuacTime 3 MeTol0 MakCUMallbHOI MepeaaBaHHsl i1ei BUKOPUCTOBYIOTh ITOETHAHHS TEKCTY
i 300pakeHHs: LI JBa KOMIIOHEHTH IIJJaKaTa € B3a€MOJIONOBHIOIOYMMHU 3aco0aMu BUpaszHocTi. B3aemomis
1 3B’30K Mi)K 00pa3oM Ta CJIIOTaHOM CTBOPIOE€ HOBHH CEHC, BIIMIHHUH BiJi CHPUHHATTS KOKHOTO OKPEMO.
CrinbHi SIKOCTI JUT BCIiX TPyI — 300pa)kaiibHi 3aco0m Ta 00pa3oTBOpUi MpuidoMu. SIKICTh TIaKara 3ajeKuTh
BiJ CIiBmpaIi au3aifHepa i BumaBil. s qu3ailiHy TuTakata BH3HAYAILHUM € TIOETHAHHS (YHKITIOHATBHHIX
SIKOCTEH 3 €CTETUYHNMU.

VY crarti Boepiue 3’4COBaHO M CHCTEMAaTH30BaHO OCHOBHI YMHHUKH, SIKI BIUIMBAIOTH Ha ()OPMYBaHHS
i PO3BUTOK TYPUCTHYHOTO IUIAKaTa, PO3KPUTO OCOOJIHMBOCTI €BPONEHUCHKOIO PEKIAMHOTO TYPHCTHYHOIO
I1akata modarky XX cT., Horo ponb y (opmyBaHHI npuBaOnuBoro iMimpky kpainm (@panuis, bemnbris,
Himeyunna, [Tonpina, BennkoOputanist Ta iH.) YU perioHy, 30Kpema 3’siICOBaHO €(eKTHBHICTh BUKOPUCTAHHS
TYPHCTHYHUX IUIAKATIB HA IPUKIIAJ peKJIaMH OpPUTAHCHKOI 3aII3HHUII; POBE/ICHO aHai3 3aco0iB rpadiuHoro
U3aiHy B TUTAKATHOMY MHCTEITBI €Bpor modaTky XX CT.

BucnoBku

BcranoBneno, mo ¢opmyBaHHS Ta PO3BUTOK IUIaKaTa BU3HAYAETHCS TaKUMU Tpynamu (DakTopis:
COIiATbHO-€KOHOMIYHIMH, OJTI THYHUMH, €PrOHOMIYHUMHU, TUITOJOTTYHUMHE ((PYHKIIIOHATBHUMH ), TEXHIYHHMH,
€CTeTUYHUMHU (KyJIbTYpHUMH). OCMHCIICHHS crienu(iku Tn3aifHy peKJIaMHOTO TYPHUCTHYHOTO MJIaKara MmoJarky
XX ct. i 3’sacyBaHHS Horo por y GopMyBaHHI TTO3UTHBHOTO IMIJDKY pETioHY, 30kpema y Dpaniii, benbrii,
Himeuunni, [lonemi, BemukoOpuranii Ta iHmmx kpaiHax €Bpory, 3aCBiTYHIIO, 10 TYPUCTHYHI TUIAKATH BHPA3HO
BiZJOOpakaroTh 0COOIMBOCTI yacy, y KUl ix ctBopeHo. OIHI€I0 3 OCHOBHUX 0COOINBOCTEH MUCTELITBA TIJIaKaTa
€ Moro BUCOKA Bi3yajibHa BUPA3HICTDH; IUIAKaT MOBUHEH OyTH MOMITHUM Ha BiJICTaHi, 3p03yMITUM DIsAady Ta
no0pe HUM cripuiiMatucs. s 1boro BUKOPUCTOBYIOThCS TaKi XyJOKHI 3ac00M: CTUITI3ALlis, 1TIOCTPAaTHBHICTS,
JICKOPaTHBI3M, CIIPOIICHHS 300pa)KeHHsI, BUSBICHHs XapaKTepHUX o3HaK 00’ekra. [Imakar — 3aci0 BizyanbHOI
KOMYHIKaIii — Omepye TakuM{ TpuioMaMH, SK MeTadopa, CHMBOJ, 3HAK, KOTPi NUIIXOM EMOIIHHOTO
HaBaHTaKCHHSI, [IEPEHOCHOI0 3HAYEHHSI PO3KPUBAOTH I1E€BHI 1Ipo0siemMu. IIpoBiaHy poiib y pO3BUTKY PEKIAMHOTO
TYPUCTUYHOTO TUIaKara Ha movarky XX CT. Bijirpana QpaHiry3bka IIKONIa, SKid HACHITyBajll MHTIII BCHOTO
CBiTYy. 3rofoM BHOKPEMMJIUCS W 1HIUI TUIAKaTHI IIKOJIM 31 CBOIMH CTHJILOBUMH OCOOJHMBOCTSIMH (HAllpUKiIag,
y ®panuii ta benbrii nepeBaxkae nexoparnBHO-(IopeanbHuid CTHIB). Ha 0CHOBI po3misiay €BOMIONIT CTHIIIB
y €BPONEHCHKOMY TUIAKaTi MoYaTKy XX CT. MOYKHA 3pOOUTH BUCHOBOK, IO 3arajbHOI0 PUCOIO IIIaKaTa 1bOro
yacy OyIo BiJIbHE TIIyMaYeHHS Ta MeTaQ)OPUIHE OCMHCIICHHS 3MICTY.

MucTenpKuii TUIaKatT, 3aKOPIHEHUH Y KyJIBTypy 0ararboxX €BpOICHCHKHX JepXKaB, i CHOTOAHI € OMHUM i3
BH3HAYAJIbHAX COIIOKYIBTYPHUX (DEHOMEHIB, TPEICTABISAIONH 3HAYHY KIIBKICTh PI3HUX XYMOXKHIX MiAXOJIB,
CKCIIEPUMEHTIB, MOJITUYHUX MNOISAIIB Ta MO3ULIH CTOCOBHO caMoro (peHOMEHY MHCTELTBa, OCOOIMBOCTEH
«HAIIOHAJIBHOT AMICHTUKW» Ta iH., IO OKPECIIOE BEKTOPH IS TONAIBIINX JOCH/DKEHb 1 J1a€ 3MOTY
BUKOPHCTOBYBATH HOBI MiIX0AM i 3aco0M 300pa)KeHHS B MHUCTENTBI TYpPUCTUYHOTO IiakaTa. OCMUCICHHS
€BPOIIEHCHKOTO MIAKaTHOTO MUCTEITBA TOYaTKy XX CT., HOro pi3HOMaHITHOCTI, OpUTiHATBHOCTI, CAaMOOYTHOCTI
1 CTHIIICTHYHUX OCOOJIMBOCTEH CHpHsie TPOTHO3YBAaHHIO W BH3HAUEHHIO CyYacHUX TEHJICHIIIH y PO3BHUTKY
TYPUCTUYHOTO TUTAKaTa 3 BUKOPHUCTAHHSIM ETHOTPA(IYHUX Ta HAIIOHAJIBHUX OCOONMBOCTEH 300pakyBaHOl
KpaiHu Y¥l peTioHy.
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OCOBEHHOCTH JU3AMHA Kpasuyk FOnus HukonaeBHa
EBPOIIEMCKOI'O TYPUCTUUYECKOI'O Acnupanmxa,
INJIAKATA B ®OPMUPOBAHWMU | Kuesckuii nayuonanviwtii ynusepcumem
MNPUBJIEKATEJBHOI'O UMMUJIXKA | xywemyper u uckycems, Kues, Yxpauna
PEI'’MOHA (HAYAJIO XX B.)

Ilens craTbu — BBISICHUTD M CHCTEMAaTHU3HPOBATh OCHOBHBIE (DAKTOPBI, BIUSIONINE Ha (JOPMUPOBAHUE U PA3BUTHE
TYpPUCTHUYECKOTO TIIaKaTa; OXapaKTepHu30BaTh OCOOCHHOCTH AW3aifHa IUIaKaTa W €ro poib B CO3JAHUH TYyPHCTHUECKON
TIPUBJICKATEIFHOCTH CTPAaHBl WJIM PETHOHA; PAacCMOTPETh OCHOBHBIC CPEICTBAa Tpah)MuecKoro An3aiiHa IUIAKaTHOTO
nckyccrsa EBponsl Hadana XX B. Ha mpuMepe pekiiaMbl OpUTaHCKOH JKeJIe3HOH TOporu. MeTo0IOTHIO HCCIeIOBAaHNS
COCTaBJISIIOT TIPUHLMIIBI OOBEKTUBHOCTH, CUCTEMHOCTH, UCTOPU3Ma, a TAK)KEe CTAaTHCTUYECKHH, ONMCATENIbHBIN, KOHKPETHO-
I/ICTopI/ILIeCKI/Iﬁ METO/Ibl, KOTOPBIC HCIIOJB30BaHbI AJIsI OCMBICIICHUA cneuudmxn 111/13a171Ha PECKIIaMHOI'0 TYPUCTHYECCKOTO
1akata B (pOPMHUPOBAHHMM IpHUBJCKaTebHOr0 umumka Ppaniun, benbruu, I'epmanuu, [Tonpmru, BemukoOpuranuu
u npyrux crpad EBponsl B Hauane XX B. Hayunast HoBu3HA. BriepBble BBISICHEHBI U CHCTEMAaTHU3UPOBAHBI OCHOBHBIE
(baxTOpHI, BNUIONINE HA (POPMUPOBAHNE U PA3BUTHE TYPUCTUUECKOTO IJIaKaTa, PACCMOTPEHBI 0COOCHHOCTH €To Tn3aiHa
C TOUKH 3peHHs JOPMHUPOBAHNS TPHUBIIEKATEIFHOT0 MMHKa CTPaHbI MITH PETHOHA, B YaCTHOCTH OcBelieHa 3 (heKTHBHOCTh
HCTIONIB30BaHMsI TYPUCTHYECKUX IUIAKAaTOB HA TIPUMEpPE PeKIaMbl OPUTAHCKOM JKeIe3HOH JIOpOTH; MPOBEICH aHAIN3 CPEICTB
rpaduyeckoro au3aiiHa B IUIaKaTHOM HMcKyccTBe EBponbl Hawana XX B. BwiBoabl. YcraHOBiEHO, 1m0 (OpMUpOBaHHE
U PO3BUTHUEC IUIaKaTa OHNpEACIACTCA TaKUMU TIpyIlIaMu (I)aKTOpOB: COIIMAJIbHO-3KOHOMHWYCCKUMH, ITOJIUTHYCCKHMH,
SPrOHOMUYECKHMY, THUIIOJOTHYECKUMH ((QyHKIMOHANBHBIMH), TEXHHYECKUMH, OSCTETHYECKUMH (KyJIbTYPHBIMH).
Brricaenne cnennuky qu3aifHa PeKIaMHOTO TYPHCTHYECKOTO IUIakaTa Hadajda XX B. U €ro poiu B (pOpMUPOBAHHUU
TIPUBJICKATEIFHOIO UMHKa, B yacTHOCTH BOo Ppanimm, bensrum, I'epmanum, Ilombme, BenmukoOputannu n apyrux
cTpaHax EBpombl, cBUAETENLCTBYET, YTO TYPHUCTHUECKHUE TIIIAKAThl BBIPA3UTEILHO OTOOPaKatoT 0COOCHHOCTH BPEMEHH,
B KOTOpO€ co3/1aHbl. OCHOBHBIMH OCOOEHHOCTSIMH €BPOIEHCKOr0 IJIaKaTHOTO MCKycCTBa Hadana XX B. IPU3HAHBI €T0
BBICOKasl BU3yaJIbHasl BBIPA3UTEILHOCTh, CBOOOHASI TPAKTOBKA M METa(h)OPHUYECKOE OCMBICIICHHE COJCPIKAHMSI.

Knioueswie crosa: TypucTHdeCcKuil 11aKaT; rpaguyeckuil [u3aiiH; M1akaTHOe UCKYCCTBO.

DESIGN FEATURES OF THE | Yuliia Kravchuk
EUROPEAN TRAVEL POSTER IN THE | PhD student,
DEVELOPMENT OF THE ATTRACTIVE | Kyiv National University of Culture and Arts,
IMAGE OF THE REGION (IN THE EARLY | Kyiv, Ukraine
20th CENTURY)

The purpose of the article is to identify and systematize the main factors that influence on the formation and
development of the poster; characterize the role and features of the poster design within the tourist attractiveness of
the country or region; to consider the main means of poster art graphic design in the early twentieth century through
the example of the British railroad’ advertising company. Methodology of the research is based on the principles of
objectivity, systematization, historicism, as well as statistical, descriptive, concrete historical methods, which are used
to understand the specifics of the design of an advertising tourism poster in the development of an attractive image of
France, Belgium, Germany, Poland, the United Kingdom and other European countries in the early twentieth century. The
scientific novelty. For the first time the study found out and systemized the features of the tourist poster; reviewed the role
and features of the poster design in the tourist attractiveness of the country or region through the example of the British
railroad” advertising company; analyzed the means of graphic design of European poster art in the early 20th century.
Conclusions. The study resulted that the following group of factors determines the formation and development of a poster:
socio-economic, political, ergonomic, typological (functional), technical, aesthetic (cultural). Clarification of the design
features of advertising tourist poster in the early twentieth century and its role in the development of an attractive image,
particularly in France, Belgium, Germany, Poland, the United Kingdom and other European countries, shows that tourist
posters expressively reflect the features of the time in which they were created. The main features of European poster art
in the early twentieth century are high visual expressiveness, free interpretation and metaphorical understanding of the
content, etc.

Keywords: tourist poster; graphic design; poster art.
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PO3BUTOK | daBunosa Karepuna OnekcanapiBaa
MPUBITAJBHOI JIMCTIBKU | Acnipanmxa,
KIHIA XIX - IIOYATKY XX CTOJITTS | ORCID: 0000-0003-2344-2453,
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KOHTEKCTI | Kuiscoxuii nayionansnuii ynieepcumem
Kynbmypu i mucmeyms,
eyn. €. Konosanvys, 36, Kuis, Yxpaina, 01133

Mera oCmipPKeHHsT — 31IHCHUTH MUCTE[TBO3HABUY PEKOHCTPYKIIIFO PO3BUTKY HMPHUBITAIBHOT MOIITOBOT JIUCTIBKH Ha
teputopii Yipainu kinmg XIX — mogarky XX CTONITTA y 3aralbHO€BPOIEHCHKOMY KOHTEKCTi. MEeTOmOIOTis JOCTiIKEHHS.
VY crarti, mopsx i3 3aralbHOHAyKOBHMHM METOAaMH (aHadi3, CHHTE3, 1HAYKIiS, NEAYKIis, MOPIBHAHHSA, MOHITOPHHT,
CHCTEMAaTH3allisd, ICTOPUKO-XPOHOJIOTIYHUH, 1CTOPUKO-NIOPIBHAJIBHAN, CTATHCTHYHHI), BHKOPHUCTOBYIOTHCS —TaKOXK
TPaAWII{HI MHCTENTBO3HABYI METOIM: ICTOPHKO-KYJIBTYPHHH, PEKOHCTPYKTUBHO-MOJCNIBHHH, 1CTOPHKO-aTpUOYyTHUMH,
110 CIIPHSUI PO3KPUTTIO eBoItoNii i 00pa3Hoi TpaHchopMarlii MPUBITAIBHOT JIUCTIBKA B XPOHOJIOTIUHIN MTOCITIJOBHOCTI,
BHACJIIZIOK YOTO MU OTPUMYEMO JIOJIaTKOBI 3HAHHS TPO 00’€KT Ta KOHTEKCT JOCHTi/pKeHHs. HaykoBa HOBU3HA mossrae
B aBTOPCHKIN iHTeprpeTalii HeHOMEHY MPUBITAIBHOT JIMCTIBKH 3 MO3HUIIIT ii 00pa3HO-CTHIBOBOTO Ta KYJIBTYPOBUMIPHOTO
MOTEHIIay. Y CTaTTi MPOCTEKEHO 1 OXapaKTepPH30BAaHO aHaNl3 MECTEIBKOI EeBONIONii MPHUBITAIBHOI JHCTIBKUA Ta
BHSBJICHO ii perioHaibHi 0COOMMBOCTI. BUCHOBKH. Y pe3ymbTati MOCHiKeHb OyII0 BHUSBICHO, IO HAHOLITBIIA KONEKIIis
MPUBITATBHUX JIHCTIBOK 3HAXOMUTHCSA y TPHUBATHHX (POHAAX. Y HepkaBHUX (OHIAX My3eiB MaKCHMalbHA KiTbKICTh
JHUCTIBOK He mepeBuinye 60 omuHuIpb. Y OararboxX My3esX KOJICKIlis NMPHBITAIBHUX JIMCTIBOK BijncyTHs. Lle cBiquuTh
PO HEOCTATHIO yBary HAyKOBIIB JIO JIUCTIBOK SIK 10 00’€KTYy JOCITIKECHHS (eHOMEHY rpadiuHOro MHCTENnTBa. byno
HPOCTEIKEHO 1 0XapaKTePU30BAHO MHCTEIbKY €BOIIIOLII0 MPHUBITAIBHOI JIMCTIBKH Ta BUSIBICHO il PerioHaibHi 0COOIMBOCTI.
e moTpebye momanbnx MECTEITBO3HABINX JOCHTIPKEHb PEriOHATBHUX 0COONMMBOCTEH MPUBITAIBHOT TUCTIBKY 3 MO3MIII|
00pa3HO-CTHIILOBOTO Ta KYJIETYPOBHMIPHOTO TIOTEHITIAITY.

Kniouosi cnosa: BitanpHa momToBa JHCTiBKa XIX—XX CTOMITTS; XyIOXKHS JIMCTIBKA; CBATOYHA KapTKa,; MHUTEIh;
Pi3nBo; BenukneHs.

Beryn

Po3BHTOK MpPUBITANBHOT JMCTIBKM, HPOWMIOBIIM NPOTITOM JEKUIBKOX CTONITh CKIAIHUKA Mpouec
TpaHcgopmaii Bi OAHOr0 BUAY /0 1HIIOT0, 3a3HABIIHU IPH LIbOMY 3HAYHOTO KYJIBTYPHOT'O BIUIMBY Pi3HHUX €IOX,
JOCST CBOTO MiKy Jiuie y XX CT., YUM caMe 1 HOSICHIOETBCS T€, 10 HAyKOBHUH 1IHTEPEC 10 LIbOTO BUAY MHUCTELTBA
BHUHUK BIJJHOCHO HeloaBHO. ChOroHI POPMYIOThCS KATaJOTH 13 CTATHCTUYHUM aHAJ130M JIUCTIBOK.

[Tpobiema mossdrae y Tomy, IO 3 yCiX JIMCTIBOK, MaJIOJOCIIKCHO 3 MO3MIIT JAM3aiiHy 3aJUIIAEThCS
MpUBiTaJIbHA JHUCTIBKA B YKpaiHi, 11 iCTOPisi CTAHOBJICHHS Ta PO3BUTKY. Y HAyKOBUX IMyOJIKAIisIX PUCBIYEHUX
icTopii pO3BUTKY JMCTIBKH B YKpaiHi, MPUBITATbHA JUCTIBKA i HUHI HE cTaya 00’ €KTOM MHCTEIITBO3HABYOTO
JIOCIIIKEHHS.

[TpuunHM BUHUKHEHHS TPOOIEMHU:

— BIJICYTHICTb HamlpsIMKIB Yy IOCIiIXKeHb icTopiorpadii, cucteMarusanii JpkepenbHoi 0a3u 00 PO3BUTKY
MPUBITAIBLHOT TIUCTIBKU B YKpaiHi;

— MpUBITAIBHA JICTIBKA JIOCI HE PO3IISNAECTHCS SK crielu(iYHUI BUTBIp JU3allHEPCHKOTO MHUCTEITBA,
Horo mosirpadigHO-TeXHIYHA Ta XyIOKHBO-00pa3Ha CKIIaJ0Ba, COMIOKYIBTYpHA, IIPOCBITHUITFKA Ta €CTETHYHA
(DYHKIIiST THCTIBOK;

— HEJIOCII/DKEHI XYIOXKHI 0COOIMBOCTI IM3aifHy APYKOBaHOI MPUBITANBHOI TUCTIBKH KiHI XX — moyarky
XX c1. B YKpaiHi, 11 conianbHO-KyJIBTypHI IEpeyMOBH;

— HE BUSIBJICHA CTHIIICTUYHO-00pa3Ha crenungika NpuBiTAIBHOT TUCTIBKY B YKpaiHi;

— He BU3HAUCHa POJIb PUBITAIBHOT JIMCTIBKY B PO3BUTKY HAIlIOHATBHUX TPAAUIIH B YKPATHCHKIH XyJOKHIH
KynbTypi KiHIs XIX — mouarky XX cT.

© Hasunosa K. O., 2019
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OCKiJIbKY TPUBITANbHA JUCTIBKA € 3HAKOBOIO ISl YKPAiHCHKOI KYJABTYPH, MEPEIyCiM, 1€ BiTOOpaskaeTbes
Ha TYpPUCTHYHOMY IMIKI YKpaiHH.

JocnigKeHHssM TpoOIeMaTHKU PO3BUTKY JIMCTIBKH, a TaKoX IEepIIMMK crpobamu kinacudikamii Ta
BUOKpPEMIICHHS BUJIIB JINCTIBOK 3aiimanucs . benunkuit (benuikuii ta [nesep, 1986), M. Tumomuk, C. Cepos,
M. JlaBpoB, mucanu npo icropiro BUHHKHEHHS nucTiBoK (Tumoruunk, 2007). ¥V naHux poOoTax AociimkeHa
iCTOpis BIAKPUTOTO JICTa y JOPEBOMIONiHNI Tiepioa. Bimomwuii konekunionep M. 3aboueHp y cBOiX poboTax
3MIACHUB pO3TOpHYTY Kiacudikarito JucTiBku (3aboueHsn, 2000).

JlocikeHHSIM JIMCTIBKY K XY/IOKHBOI Tak i JIOKyMEHTAIbHOI 3aiiMarnacs y CBOTH AucepTaliiHiil poOoTi
Ponionosa A. E. V nuceprauii po3nisHyTO 1CTOPUKO-KYJIBTYpHHH IPOLIEC PO3BUTKY XYAOKHBOI IUCTIBKH, aHAJi3
CIOXKETIB Ta CHUMBOJIKU ii 00pa30TBOPYOro psiay B KOHTEKCTI COLIANBHOTO i AYXOBHOTO KUTTS CYCIiIbCTBA.
ABTOp 3amporoHyBasia CBOIO Kiacu(ikamilo XyIoxKHix JUCTiBOK. LlikaBa 1s pobora i TuM, 1m0 aBTopoM Oyna
PO3IIISHYTA JIMIILOBA Ta 3BOPOTHS CTOPOHH LITIOCTPOBAHUX JIUCTIBOK 3 TOUKH 30py cemioTuku (Pognonosa, 1995).

Mertoro amcepramiitHoro mociuimkenHs CamOyp M. B., sxoi € BU3HAYEHHS MICII JINCTIBOK B KOHTEKCTI
KyJIBTypH 1 Ha OCHOBI IIBOTO — PO3pOOKa METONWKH aTpHOYIIii, HAyKOBOTO OIMHMCY 1 €KCIIOHYBAaHHS JIUCTIBKU
(CamOyp, 2014). Jlapinoto A. H. 31iificHeHO KOMIUIEKCHE BUBYCHHS, HAJIAHO XapaKTEPUCTUKY iH(opMmaiiiHOTo
MOTEHIaly JOKYMEHTaJIbHUX BIAKPUTUX JUCTIB KiHI XIX — mouarky XX CTONITTS, SK ICTOPUYHOTO JpKepena
3 icTopii Ta KynsTypu Mocksu. (Jlapina, 2012). Mo3oxinoto H. A. Oyno mo3HaueHo Ta pO3MISIHYTO J0 LBOTO
Yacy HEBUBYCHHUX JOCIITHUKAMHU TOJOBHHUX MPOOJEM JIUCTIBKH, SIK HOBOTO JUIsi MOYATKy XX CTONITTS BUAY
npukiaaHoi rpadiku Manux ¢opm. Lle mochikeHHsT Malo Ha METi 3alOBHUTH JIAHKY B Oiorpadisx MaicTpiB
1 XyIO’KHBOTO JKUTTS €TIOXH MOACPHY B misioMy (Mo3oxina, 2009). JInxo6adbenko A. E. mociimKyBanaa pociicbKy
JOPEBOJTIOIIIHY JUCTIBKY: 1CTOpif0 i BHHUKHEHHS, BHJIOBE PIi3HOMaHITTA, TomirpadidHe ohopMIIeHHS
(JImxob6abenko, 1991).

VY cBOIX mparsix AOCHIAHUKM HE 3arIMONIOBANMCH Y MOALN JIMCTIBKM 338 TEMAaTHYHUM CIPSMYBaHHSM,
PO3IIISAAAIONH JIMILE 3aralbHy TEeMAaTHKY, BBKAIOUM MPOLIEC CTBOPEHHS JIMCTIBKU SBHUILEM, IO HE mMoTpedye
BEJIMKOI YBaru Ta riMOOKOr0 BUBUCHHS, 3HAUHO HEIOOIIHIOKOYH 1€l TBOPUMH HpOILIeC, SKUN 3aBKIU NOTpedye
BiJl BUKOHABIIS HECTAHAAPTHOTO MUCIICHHS Ta Tiepeadadae moCTIHHMIA TONTYK HOBOTO JU3aifHEPCHKOTO PIIICHHS.

YV nmocmiKeHHI CTaHOBICHHS Ta PO3BUTKY MPHUBITAIBHOI JUCTIBKU B ICTOPUIHIM XPOHOJIOTIT 11032 YBaroro
3aJIMIIAETHCS BIUIMB PETiOHAIIBHUX O0COOIMBOCTEH Ta COLiaJIbHO-KYJIBTYPHHUX IEPEAYMOB Y PO3BUTKY AMU3ANHY
JPYKOBaHOI NPHUBITANBHOI TUCTIBKY B Ykpaini KiHusg XIX — nouarky XX cr.

Bunukae HEOOXiIHICTH y TPOBENEHI AOCHIKEHHA MONIrpadiuHO-TEXHIYHOI Ta XyI0XKHBO-0Opa3HOi
CKJIQJIOBOI, COLIOKYJBTYPHOI, IPOCBITHUIBKOI Ta €CTETUYHOI (DYHKII MPHBITAIFHHUX JIMCTIBOK, Y MPOBEACHI
CTaTHCTUYHOTO aHalli3y TPHUBITANILHUX JHCTIBOK 10 TAKUM MOKa3HHKaM: aBTOPCTBO; PIiK BWJAHHS; MicIle
BUJAHHS; aJjpecar; MaTepiai; TEXHOIOris momirpadii; po3mip Ta mpomopIlist IUCTIBKY; TEMATHKa; KOMIIO3HUITiiTHE
PITIICHHS; CTHITICTHKA.

He Bu3HaveHa poib MPUBITAIBHOT JIUCTIBKH B PO3BUTKY HAIIOHATBHAX TPAIUINHA B YKPATHCHKIN XyIOKHIN
KynbTypi KiHis XIX — moyatky XX cT.

Merta cTarTi

30iICHUTH MHCTENTBO3HABYY PEKOHCTPYKIIO PO3BUTKY MPHUBITAIBHOI MOIITOBOI JIMCTIBKA HA TEPUTOPIi
VYxpainu kinng XIX — nodarky XX CTONITTS Y 3arajJbHOEBPOIIEHCHKOMY KOHTEKCTI.

Buknan marepiasy gociixkeHHs

JlucriBka — apkyiieBe 0o0pa30TBOpYE BHJAHHS BU3HAYCHOTO (popMmary, oJMH OiK SKOTO € PErpOIYKIIIETO,
MaJtoHKOM uH (ororpadiero, a iHIIMN MOXKe OyTH BUKOPUCTaHHUHN JUIS THChMa 200 MICTUTH TEKCT, IO MOSICHIOE
300pakeHHs. [HIT Ha3BH: KOPECTIOHIEHTChKA KapTKa, MIEPENMCHAN JIUCTOK, JOMFCHA KapTKa, MOIITOBA KapTKa,
MOIITOBA JINCTIBKA, MOMITiBKa, BinkpuThil muct (Exmmknonenis CydacHoi Yipainu, 2016, c. 247).

LitocTpoBaHi BiAKpUTI JTHCTH — OaraTorpaHHe COMiOKYIbTypHE sBumie KiHIg XIX — mouarky XX crt., ske
BUHMKJIO Ha MEXi MOIITOBOI Ta BHUAABHUYOI crpaBu, cepu mMuctenrsa. Ha ocoOnmBy yBary 3aciiyroBYIOTh
MPUBITABHI MOIITOBI JIMCTIBKU I[OTO TEPIOAY, aJUKE MOCIIJUKCHHS I[i€l rpylnu JUCTIBOK Ja€ MOXKIHUBICTh
3poOUTH HAWOIIBII MOBHI BUCHOBKH NPO HAIlIOHAJBHI 3BUYAl T4 CUMBOIIH CBSITKOBOi CTOPOHH OYTTSI.

B ymoBax ChOTrOJicHHS JHMCTIBKA CIPUAMAETHCS ACIIO 1HAKIIE, HA0YyBatOUH, 37€01IBIIOT0, CBITKOBOIO Ta
npuBiTasbHOTO 3Ha4eHHA. Kiners XIX mouatok XX CT. XapaKTEepH3YEThCS YUMAIO0 KITBKICTIO HE3PIBHIHUX
€K3eMIUTSIPIB JaHOTO BHU/Yy MHCTEITBA, TOMY CaMe IIel iICTOPHYHHIIA TIepio/] BIEBHEHO MOYKHA Ha3BaTH PO3KBITOM
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JUCTIBKKA a0o0, K MPUAHATO MOTO HA3WBATH y CBITOBIM CIeIiali3oBaHill JiTeparypi, — «30JI0THMY CTONITTAM
JIUCTIBOK, JIe 3HAWIIIa CBOIO HINIy H yKpaiHChKa JIMCTIBKa HA TEMH DENITiHUX CBST, HAPOIHOTO MOOYTY Ta
YKpaiHCBbKUX TiceHb. Came B Liel Tepiof] 10 MPOCTOPY BITYW3HSHOTO MUCTELTBA YBIMIIOB CTHIb MOZEPH. [neanom
XyIOKHUKIB €IOXH MOJIEpHY CTajl0 CTBOPEHHS €JMHOTO XYIOKHBOTO CEPEIOBHINA, KOXKEH ENEeMEHT SIKOTO
BUKOHY€E BKIIMBY poisib B oro (opmysanui (Poguonosa, 1995). 3 yacoM JIMCTIBKH MOYaId KOJNEKIIOHYBAaTH,
3axOIUTIOBATUCS iX BHUBUEHHSIM. Ha TMOMTOBMX JHCTIBKax MOKHA Oyi0 3YCTpITH 300pa)KeHHS SIK BiIOMHX
Jonel, Tak 1 pi3HOMaHITHI KpaeBHWIW, MICTa, a TaKOX To3mopoBieHHs. IlpuBeprae mo cebe yBary temarnka
3 TYMOpUCTHYHUMHU ctoxxeTamu. OcoOnmBy yBary Tpeda 30cepeinTH Ha XyTOXKHIX JTUCTIBKaX, SKi MOIUISIINCS Ha
PETPOAYKITiiiHI Ta OPUTIHANBHI, €CKI3H JUIS SIKUX BUKOHYBAIUCS XyJTOKHUKAMH CIIEI[ialIbHO.

PosrsiHeMo renesuc NpuBiTaIbHUX MOIITOBHX JIMCTIBOK, SIKi 32 ¢BOO 150-piuHy iCTOPitO BCTHIVIM NPOUTH
LUISIX Bil MAJOBIIOMUX TeNEp «KOPECIOHACHTCHKUX KapTOK» J0 «HOBOI rally3i XylOXKHBOI MPOMHCIOBOCTI»
(ITabenbekast, 1899), mepexkuim «3070THH BiK» 1 HAa Cy4acHOMY eTarli BUIVISLIAI0Th Maiike apXxaiuHo, BUTICHEHI
HOBITHIMH 3ac00aM1 KOMYHIKaIIii.

Hatficrapima mpuBiTagbHa KapTka, garoBaHa XV cT., 30epiraetscs y bpurancekomy mysei B JloHmOHI.
fi cTBopenns npumucyrots repuory Yapabsy OpreanchkoMy, sikuif, Oylyuu yB’S3HEHHMM, BHCIOBIIOBAB CBOT
MOYYTTSI O KOXaHOi APY)KMHM 3a JIONOMOIOI0 TaK 3BaHUX «BAJICHTHHOK» — MAaJICHBKUX KIJIANTHUKIB TNarnepy
3 HAHECEHUM Ha HUX TEKCTOM JIIOOOBHOTO 3MICTY.

[cHy10Tb KifbKa Bepciii BAHMKHEHHS IPUBITAILHUX JIUCTIBOK.

3a ojIHIEIO BEpCi€ro, MeplIiie MMChbMOBE 3raJlyBaHHsI MPO JIUCTIBKY € ToBioMiieHHs1 1777 p., ke po3MilleHe
y «Ilapu3pkoMy HOIITOBOMY aJIbMaHaci», 1€ BKa3y€eThCs Ha T€, IO IOIUTOIO IEPECHIIAIOTECS SIK BITaHHS, TaK
1 TpaBifioBaHi KAPTUHKH, 3 TEKCTOM Pi3HOI TEMaTHIHOI CIIPSIMOBAHOCTI.

3a apyroto Bepcieto, y 1796 p. cBiT mobaymia migdipka HOBOPIYHUX Ta Pi3ABSIHUX JHCTIBOK, TPUKPAIIEHUX
Mmanmonkamu Jlo6cona. Yepes nexinbKa pOKiIB, Li JUCTIBKM HOSBHJIMCS y KPaMHHUIPIX Pa3oM 3 MarnepoMm st
JICTYBaHHSL.

3a Tperboro Bepciero, y 1840 p., 1100 YHUKHYTH KJIOIOTY, MOB’S3aHOTO 3 OCOOMCTUMHM BI3UTaMHU IS
MIPUBITAHHA 31 CBATAMH, aHIIINCHKHUNA Aep)KaBHUM YMHOBHHK, cep ['enpi Koym, posmodaB BHKOpHCTOBYBaTu
mpuBiTaNBHI JACTiBKH. Ha #ioro mpoxanus xyaoxauk [[xorm Kamror Xopciai HaMamioBaB i PO3MHOMKHB
miTorpadiyHEM CcTOCOOOM ITUCTIBKY 3 BiTaHHSAM 3 mpuBoxy Pi3nBa, ska BHWHNLIA B IMPONAX HAKIIAIOM
1000 ex3emrsapis. JIucTiBKy npukpamas poauHHuA optpet Koyiis 1 Harmc: «Becenoro Pizapa i macnuBoro
Hogoro poky» (MBanos, 2000). Ilicyist poro, HaapyKoBaHi Ha AEKOPOBAHOMY KapTOHI MO310POBIEHHS, HA0YIIN
LIMPOKOTO MOLIMPEHHS Ha €BPONEiicbKoMy KOHTHHEHTI.

Takox iICHY€e ueTBepTa BEpCis, BIIMOBITHO 70 SKO1, IIEpIIia JUCTIBKA 3’ IBUIACS B IIOTIAHJCHKINA KHUTAPHI
y 1841 p. Ane 11e Moxe OyTH BUTAKOIO CAMUX HIOTIAH/IIB, 3 METOIO TT030aBJIeHHS aHIJIIHIIIB TUTYTy TIOHEpiB
y IIi# cripaBi.

VY mucromami 1865 p. mix wac mpoBeneHHsS MOIMTOBOI KoH(epeHIii B HiMedunHi TPyCChKUI MOIITOBHA
panuuk ['enpix ¢pon Credan BUCTYNHUB 3 IPOMO3HLIEI0 CTBOPEHHS BigkpuToro «llomroBoro nuctkay, Ha nepiuii
CTOpOHI AKOro Oyze 3a3HavyaTHhcs aapeca, a Ha 3BOPOTHINM — TekcT. Ta 3ampornoHoBaHa iHHOBAIlsl He 3HAMIIA
miATpUMKH. 3rooM Oyiio 3adikcoBaHO Iie JBi moAiOHI nporo3uiii B M. Jlefinuur. [lepina — Bij mpogaBis KHUT
OpiieitHa, KW 3aMpONIOHYBAB MOIMITOBOMY BiZIOMCTBY BHJIATH «YHIBEpCaJbHY KOPECIIOHACHTCHKY KapTy»,
iama — Big pipmu «llapay0Oimy, ska mpornoHyBaia BUIAHHA Ti€l XK «yHIBEpPCaIbHOT KOPECTIOHAEHTCHKOT KapThy,
3 PO3MIIIIEHHSAM Ha OHIH 13 CTOPIH aJpecH, a Ha iHIIIH — TEKCTOBOTO TTOBITOMIICHHS O TPHUIIATH CIIiB.

Takox y ciuni 1869 p. B onHill 3 ABCTpO-YTOpchKUX ra3eT 3’SBUIach CTATTS OIHOTO BiJIOMOTO Ipodecopa
3 OIIMCOM CBOT'0 BHHAXO.Y, Tak 3BaHo1 «KopecnoHIeHTChKOT KapThy, B AKill BiH MPOMIOHYBAB 3a3Ha4aTH TEKCTOBE
MOB1IOMJICHHSI HE OLIbIIE ABAJISITH CITiB. ABCTPO-YTOPCHKUI YpsiI B3sIB JI0 YBAard JaHy MPOIO3HILit0, ajie 0e3
oOMexeHHs TeKCTy. Tak 3’sBUIIach Mepiia MoIITOBAa JIUCTIBKA, sika Oyiia HajpykoBaHa 1 cepras 1869 p.

[TomToB1 MUCTIBKY BUPI3HSIUCS 32 KOTLOPOM Ta HE MICTHIIN KOMHOI LmrocTpartii. OmHa CTOpOHA JTUCTIBKU
CIyryBajla JUId HAlMCaHHS aJpecH Ta MAapKW, a IHIIA — JUIi [MCbMOBOIO MOBIAOMJIEHHA. BBaxarors, 110
y Himeuyunni Ta @panmii nucrtiBkn yBiiinum B 06ir y 1870-my p., B Aumiii Ta Ulseinapii — y 1871-my p.,
y Pociiicekiit immepii — y 1872-my p., Ta TOUHOI aTH MOYATKy BHUIABHHUIITBA JIMCTIBOK Y IMX KpaiHax, MaOyTh,
He Binomo (MBanos, 2000). Anie BieBHEHO MOXKHA CKa3aTH, 110 TepIla MpUBiTaJbHA JIUCTIBKA TEMaTHYHO Oyna
npucssdeHa HoBomy poky, Ta i cy4acHi HOBOPIUHI i pi3IBsHI JUCTIBKH, HANIEBHO, MOCIAAIOTH MPOBiJHE Micle
cepe]] iHIIMX TEMATHYHUX HANPaBIICHb.

[MpusitanbHa nuctiBka B Pocii mosBuiacs B kinmi XIX ¢T., B 0OCHOBHOMY Iie OyB imMmopT 3 HimeuunHwu.
BitunsHsne BupoOHUITBO 3apommiocs ymme Ha [lacky B 1897 p. «BumaBumeMm — TepIIonmpoxoAmeM» CTaB
[letepOyp3pkuii omikyHChKHIT KoMiTeT cectep YepBonoro Xpecra — CmimpHOTa CBsAToi €Brewnii. Cectpu
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3amporoHyBaiu 10 PizaBa moxynmsM snmcTiBku HakinagoM B 100 Tuc. exzemmsapiB. Cepen mepmmx JIHUCTIBOK,
Bupanux CrimbHoTol0 CBATOI €BreHii, 3Beprac Ha cebe yBary KapTKa 3a MajIOHKOM BiZOMOi XyIOXKHMII
€mm3zaBetn brom «Cepue cepuio BicTe momae». Lli cioBa BIYyYHO XapaKTepH3YIOTh JOPOTOLIHHY (DYHKIIIO
BIZIKPUTOTO JINCTA: TIMCHO, TOCHIAI0YH MOLITOIO JTUCTIBKY, JIIOJMHA NIepe/iae BICTKY Bij ceplisi JI0 Ceplis, T0Bipse
iif cBOT yMKH ¥ MOUYTTs, aApecoBaHi piiHUM, Ou3bKuM, JIpy3saM (3abouens, 2000). Hezabapom CrinbHOTa
CasaToi €Brenii crajga MOHOIONICTOM PUHKY JHCTIBOK B Pocii, Ha TOW Wac acOPTMMEHT POCIHCHKHX JHUCTIBOK
HaJi9yBaB HAUOLTBITY KUTBKICTh BUAIB Y €BPOITi.

[eprmi imocTpoBaHi TUCTIBKA 3 KPAa€BUAAMH YKPATHCHKHIX MICT 1 CiJI, @ TAKOXK LITIOCTPOBAHI MOMITOBI KAPTKA
3 eTHOrpadiuHUMH CIOKETaMH 3 PI3HUX PErioHiB Ykpainu 3’ sBuincs apykom Hanpukinmi XIX ct. i B ['annuuni
(Kopmawnrok, 2009). Y 1895 p. Bunaseus Crenan KyipxeHKo BUIaB 1001pKy Pi3HOKOIbOPOBUX JIUCTIBOK, Ha SIKMX
300paxkaBcst Kuis, 3 Ha3Boro «[lokion 3 Kueay, mo npoiinnia nomry 1896 p. (3abouens, 2000, c. 508). Bigoma
TAKOX JIMUCTIBKa 3 Buaamu JIbBOBa, sika mpoiinuia nomrty 1895 p. 3 Toro wacy B 00iry 3’sBujacs yKpaiHChbKa
CBATOYHA KapTKa. L{e BiKe Tpaautlis — HaJACHIaTh TUCTIBKY 10 cBAT— Pi3nBa, HoBoro poxy, Benmukomns, J{Hs anrena.
3 gacoM BHITYCK UTIOCTPOBAHHUX JINCTIBOK B YKpaiHi Oyno HamaromkeHno B Xapkosi, Omeci, [Tonrasi, Komomui,
Tepromoni Ta iHmMX MicTax. YKpaiHCHKI MOMITIBKH BUPI3HSUIACS CBOEK OPHUTIHAIBHICTIO, PI3HOMAHITHICTIO
CIOXKETIB, AKICTIO Marepiaiis, MojirpadiuyHIM BUKOHAHHSAM 1 HIYMM HE MOCTYHAJIMCS €BPOIIEHCHKUM BUTBOPAM.
I ke Ha mouarky XX cT. HaOynM IIMPOKOTO MOMIMPEHHS MO BCi Teputopii Ykpainu. LleHTpoM po3KBiTY
yKpaincpKoi momrtoBoi nuctiBku € Komomust. Komomust, mo Ha IBaHO-DpaHKiBIIMHI craBuiacs YKpaiHCHKUM
KHUTOJIPYKYBaHHIM, sike OyI1o 3armoyarkoBaHe 1e B 1864 p. 3a qaHuMHM Ha TOW 9ac TyT IpalfoBaiy 32 IpyKapHi,
3aBISKH IIHOMY TPOIBITaNa MiSTIBHICTG pi3HUX BumaBHUNTB. Y Komomui . OpermraiftHoM Oyia0 CTBOPEHO
IIBa BIIOMUX Ha TOW 4ac BUAaBHUUTBA «[anuupbka HakmagHs» Ta « YKpaiHCbKa HaKIagHS». 3HAUHUH BHECOK
4. OpeHiraiin 3poOuB i B cipaBy BUIaHHS YKPaiHCHKUX MOIITOBUX JIMCTIBOK (Bacmmpuyk, 2012, Bambo, 1998).

3azHaunmo, mo mnpubauzHo 3 1902 p. Ha 3axXigHOYKPAiHCBKHX 3€MJISIX 3 SIBISIFOTHCS IOBHOLIHHI
CBSITOYHI KapTKH, HaMallbOBaHi YKPaiHCBKUMH, a iHKOIM ¥ monbchbkuMu MutisaMmH. Lle Spocmas Ilctpak,
Anrin Monactupebkuit, Onena Kynpunnpka, Ocun Kypunac, siki 3ronom craiii 3arajbHOBIJOMHMH METpaMu
yKpaiHchKoro o0pa3zorBopuoro muctentsa (Kopmantok, 2009, c. 210-212).

OmHuM 3 BIIOMHX Iis9iB, KWW TIPaNIOBaB HaJ CTBOPCHHSAM YKPaiHCHKOI NMPHUBITAIBHOI JHCTIBKH OyB
Spocnas Ilcrpak, sxuit 300paxaB croxeTr Ha TeMy Pizaea Ta Bemuxomns. ¥V 1901 p. 3a #oro MamoHKaMH BHIQHO
Omm3bKo 170 BapiaHTIB JHCTIBOK HA TEMY BEJIMKOMHIX 1 Pi3IBSIHUAX CBSIT.

XpoHoJoriyHo mnepia igroctpoBaHa PiznaesHa kaptka — «Bcenennas Becenurcs!», BuKoHaHa SIpociiaBom
[ctpakom 1 Bugana B Komomui SkoBom OpenmraiiHom 1904 p. Ll nucTiBka HaJeXHUTh 10 CBATOYHOI cepii,
3aiticueHoi SpocnaBom [lctpakom y rpadiuniii MaHepi.

Y 1920-1930 pp. BenukonHi i pizasaui guctiBku S. [IcTpaka nmepeBumaBanu Kinbka pasiB (BHIaBHHUIITBA
«Pycanxkay, «Coro3anii 6a3ap», «Pigna mxonay). (Piroms, 1966; Exmukinonemis CydacHoi Ykpainu, 2016).

JlxepenbHy OCHOBY JOCIHIDKEHHS CKJIAJar0Th JEpKaBHI Ta TPUBATHI KONEKIN1 NMPHUBITaIbHUAX JIMCTIBOK
(tabm. 1).

Tabnuys 1.
IIpuBiTanbHi JucTiBKH y (hoHIAaX MY3€iB Ta IPUBATHHUX KOJIEKUisAX YKpaiHu
No .
iy Ha3zBa PesysbTaTn gociaiikeHHst
1 Harmionansuuit Mmy3eit [TinOip XyooKHIX MPUBITAIBHUX JTUCTIBOK. OMISHYTO — 60 ONUHUIIB.
icTopii Ykpaiuu Kpainu nmoxomkeHHs:
Himegunaa — 1907-1910 pp.;
Pociticeka immepist — 1904—-1917 pp.;
CPCP — 1945-1951 pp.;
CIIA — 1907-1909 pp.
2 HauioHanbHuii IEHTP [TinOip XyAOKHIX MPHUBITANBHUX JUCTIBOK. OrsiHyTo — 40 OAMHUILIE,
HapOAHOI KYJIBTypH 13 HUX: YKpaiHa (JIMCTIBKU-TTUCAHKH, JTNCTIBKU-OpHAMEeHTH SIpocnasa [IcTpaka) —
«My3eii IBana ['ongapa»  1904-1910 pp.
VYkpaiuceka giactiopa B CILIA, B Anrmii, B Kanani, B [Tanii Ta iH. kpaiH —
1961,1973, 1975 pp.
3 HauionanbHuii XynoKHI IPUBITANBHI JTUCTIBKU. BUSBIEHO Ta OMISIHYTO — 3 OJIMHULIB.
XyIOXKHIN My3ei Kpainu noxomxeHHs:
y M. Kuesi Himegunna — mogatok XX ct. (1907p.).
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4 Lentpanbuuit ApXiBHI JIOKYMEHTH, OCOOOBI CIIPaBH Xy/JI0XKHHUKIB, SIKI TPAIFOBAIH Ha|
Jiep)KaBHHUI My3ei-apXiB  CTBOPEHHSM BiTaJbHOI JIMCTIBKH. [lepenuckn Xy J0)KHUKIB, Kpa€3HaBLIIB
miteparypu i muctentBa  (kiHenp XIX — mowatok XX cT.).

VYkpainu
5 My3eit KHUTH Ta XyIoKHI PUBITANBHI JIUCTIBKH BiJICYTHI.
JIpyKapcTBa HasiBHICTB JIMCTIBOK 3 Kpa€eBUIAMH MICT, JIIOJEH Ta iH.
6 Mya3eii ictopii M. KueBa  XynokHi npuBiTanbHI JUCTIBKU. BUsBICHO Ta OMISHYTO — 15 OMHUI.
Kpainu noxomkeHHs:
Himegunna — 1904-1917 pp.;
Pociticeka immepist — 1900-1917 pp.;
[Berist — 1904—1917 pp.

7 My3eii icTopii ogHi€l XymoKHI PUBITANBHI TUCTIBKU. BUABICHO Ta OIVISTHYTO — 5 OIMHUIG.
Bynuili M. Kuesa Kpaina moxomkenns — Himeuunna (1904 p.)

8 [onTaBchbKwiA Konexist mpuBiTaIpHUX JTUCTIBOK. BUsABIEHO Ta omisHyTO 33 pi3ABIHUX,
Kpa€3HaBYMA My3ei 17 BenuKomHIX JUCTIBOK — mepioay 1893—1917 pp.

Kpainu noxomkeHHs:
Himeuyunna;

Yexis;

ABcTpo-Yropceka iMnepis;
Pociiicekoi iMmepii;
®dpaHnriii;

[Bemis.

9 Hamionansauit XynoskHI IPUBITANBHI JIUCTIBKA. BUsBIeHO Ta orstHYTO — 20 ONUHUIID.
Mmy3eit y JIbBOBi Kpainu noxomxeHHs:

iM. [llenturpkoro Himeuunna, @panrris — 1898—1910 pp.

10 Myseii JI. JleBumpkoro,  Kosekiist mpuBiTaJIbHAX JIMCTIBOK BiJICYTHSI.

M. JIpBiB HesHauHa KiTBKiCTh TUCTIBOK 3 KPa€BUIAAMHU MiCT OYaTKy XX CT.

11 Mysetii eTHOTpadii Ta Xyno)kHi IPUBITANBHI JIUCTIBKU. BUsBIeHO Ta OMIsIHYTO — 20 ONWHUIID.
XYAOXHBOTO ITPOMUCILY Kpaina noxomkennst — Himeuunna (1901-1910).

y JIbBOBI

12 Mucrerpka ranepes XymokHI MPUBiTANBHI TUCTIBKH. BusBieno ta omstayTo — 100 0OgMHUIS.

I'epi boymena, m. JIsBiB  mepiogy 1900-1917pp.
(koreKIrist MpUBITATEHUX  KpaiHu MOXOMKEeHHS:
JIUCTIBOK KOJeKIionepa  Himeuunna,

0. Kopoboga) Opamniis;
ABcTpo-YropiuHa.

13 UYepkacbKkuii o0acHuii XynoKHI NPHUBITANBHI JTUCTIBKU. BusiBieHo ta omisinyTo — 10 OMUHHUI.

Kpae3HaBUMH My3el Kpaina noxomxeHHs:
Pociiiceka immepist — 1903—1917 pp.

14 UepKkacbKUi XyqoKHIH Komnexlrisi mpuBITAILHUX JIUCTIBOK BiJICYTHSI.
My3eit

15 3BEHUTOPOJICHKUI JIMCTIBKY 3 peNpOAYKIISIMU MICT, yKPATHChKI KPa€BH/IH.

Kpae3HaBUMH My3el Xy/moXHI NpUBITAIbHI TUCTIBKU. BusiBieHo Ta onisiHyTo — 10 0tMHMIG.
[epiomy 1904-1917 pp.
Kpaina nmoxomkeHHs:
HimeuunHa;
ITonbmia.

16 OpecbKHii iCTOPUKO- [pusitaneHi arcTiBKH KiHI XIX — modaTky XX CT. BiICYTHI.
Kpae€3HaBYMI My3ei

17 TepHOMiNbCHKUHA [MpusiTanbhi mctiBky KiHng XIX — nmogarky XX cT. BiICYTHI.
oOmacHU Kpae3HaBIHN
My3el

18 TepHOIIBCHKUI [puBitanbHi auctiBku KiHi XIX — modatky XX CT. BiACYTHI.

o0JIacHU Xy/TOXKHIN
My3eil
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19 [TpuBaTHA KONEKIIis HasBHICTD XyZOXXHIX MPHUBITaTBHAX JUCTIBOK — 1000 omuHUIIE.
I1.B. SIxoBeHka [epiony 1898—1917 pp. Kpainu noxomKeHHs:
ABcTpo-Yropceka iMmepis;
Himeuyunna;
Ilonpia;
Pociiiceka imrepis;
Opamnris.

Amnani3 3HalJICHUX MPUBITAIBHUX JIMCTIBOK Y (OHIAX My3€iB Ta MPUBATHUX KOJCKLISIX YKPAiHU CBiTYUTH,
BIIMIOBIIHO /10 TaOJHMIT, 10 HAHOLTbIIA KOJCKIIis MPUBITAILHUX JIMCTIBOK 3HAXOMUTHCS Y TPUBATHUX 310paHHSX:
konekiis I1. B. SlkoBenka — 1000 omunwuip; konekiist O. Kopooosa — 100 oqunuie. Y nepkaBHUX (OHJAX:
HarionanbeHoro my3ero ictopii Ykpainu — 60 oqunuIls; [lonTaBchkoro Kpae3HaBuoro Myseto — 50 ofMHUIIb.

VYV donmax IlonraBchkoro Kpae3HaBuoro Mysero iMeHi Bacuis KpuuaeBchkoro 30epira€ThCsi KOJEKITisS
TIPUBITATHHIUX JIUCTIBOK KiHIISI XIX — mouarky XX ct. L{e 31e0imbI10T0 pi3aBsHI Ta BEIUKOIHI JINCTIBKH €TTOXU
MozaepHy. Cepean JIMCTIBOK NEPEBaXaAIOTh «IACXaIbHI» MO3A0POBIECHHS, 10 MATBEPDKYE OCOOIMBUMA CTATyC
Benukoanix cest. Komruieke nomroBux kaptok OyB npundanuii y Mukonu Ilununosuua babenka y 1984 p.
Cepen Hux 17 nuCTIBOK 13 BeIMKOAHIME MocuinaHHsMu. Haiicrapima 3 Hux garyerscs 1907 p., a octaHHs —
1915 p. Ha nmocunipkyBaHUX BIJKPUTUX JIMCTAX MOXKHA IOOAYMTH J[BA BapiaHTU MPHUBITAHHS: «XPUCTOCH
Bockpece!» 1 «Cb npasaukomb CB. [lacxu». BuBuaroun Hamucu Ha JMCTIBKaX MOXKHA 3a3HAYUTH, 10 BOHU
HagpykoBaHi B HiMeduwnHi, ane MeKibKa JHCTIBOK MAalOTh aBCTPIHChKE Ta IIBEIACHKE MOXOMkeHHS. [lopsn
3 BEJUKOIHIMHU 3HAYHY TPYITy TOCITAlOTh Pi3ABSIHI Ta HOBOPIYHI XymoXHi JUCTiBKHU. [linrpyma «pizaBsHi Ta
HOBOPIiYHIi BiTanbHi TUCTIBKH KiHI XIX — moyarky XX cT.» cknamaetbes 3 33 omunuib. [IpoBenenuii anamis
CBIIYMTH MPO TMepeBakaHHs HiMEbKOI MpoayKii. [HIIi MaroTh aBCTpilicbke a00 aBCTPO-YrOpChbKe, IMIBEACHKE
Ta (paHIy3pKe TOXomkeHHs. JlucTiBku Oynu BuapykyBaHi y 3aximHiii €Bpomi Ta B Pociiicekiil immepii.
VY HalioHaJLHOMY LEHTPI HapoAHOI KyibTypu «My3eli IBana ['onuapay 3HaxonuThes 0u3bko 40 BiTalIbHUX
TUCTIBOK. YKpaiHnchka miactiopa B CHIA, Anrmi, Kanami, Itanii Ta in. kpain. (pyra momosmaa XX CT.,
1961, 1973, 1975 pp.).  JluctiBkm  SlpocmaBa llcTpaka, IHCTIBKH-TIUCAHKH, JINCTIBKU-OPHAMEHTH.
(Ykpaina, 1904-1910 pp.). HeBenuka xinbkicTb ucTiBoK KiHIg XIX — mouarky XX CT. 3HAXOAUTHCS Y POHAAX
HamionanpHOro XyJoO>KHBOTO MY3€10, 3BCHHUTOPOACHKOTO KPae3HABYOI0 My3ero, UepKachbKoro o00JacHOro
Kpae3HaBUOTo My3elo, My3eto icTopii omHiel Byl M. Kuesa, HanionansHoro mysero y JIbBosi im. Illentuibkoro,
My3eto ictopii M. Kuesa. JIucTiBKM Ha pi3ABSHY Ta BEIMKOAHIO TEMAaTHKy. BUTBIIICTh 3 HUX HaIpyKOBaHa
y Himeuuwnni, [Isenii, [Tonbmii, ABctpii Ta Pocilicekiit imnepii. ¥ mucrenpkiii ranepei ['epi boymena, m. JIbBiB
Oy’1a poBeieHa BICTAaBKa BITAIbHUX JUCTIBOK KosekmioHepa O. KopoOoga, Ha skiii Oyi10 BUCTaBIEHO OIM3BKO
100 ogmauIe MHCTIBOK, 1900—1917 pp., HiMETBKOTO, (DPAHITY3HKOTO Ta aBCTPO-YTOPCHKOTO ITOXOMKEHHS.

[ikaBa mimbipka XymOXKHIX TpPUBITAIBHUX IHUCTIBOK 3HaXoAWThcs y HarionamsHOMy Mys3ei ictopii
VYkpainu. 60 JTUCTIBOK €BPONEHCHKOIO IMOXOMKEHHS, JaroBaHi mepuiolo TpetnHoo XX cT. [loxomkeHHs
npuBiTaneHux JucTiBok: CHIA — 1907-1909pp.; Himewunmna — 1907-1910 pp.; Pociiickka immepis —
1904-1917 pp. Takox AeKibKa NPUBITAIBHAX JUCTIBOK Apyroi mojgoBuHNA XX cT. (1945-1951 pp.). Ane ue He
crocyeThest LleHTpanbHOTOo Aep:KaBHOTO MY3€l0-apXiBy JIiTeparypH i MucTenTBa Ykpainu. JINCTIBKHM TOTO yacy
B3araii BiJICyTHI, B HasSBHOCTI € TITBKH JIMCTIBKH 3 MO3JOPOBICHHAM PAJISHCHKUX YaciB, TOOTO JPYyTroi MOJIOBUHU
XX cr. Ha BigmiHy Big ycix (OHIIB TyT MOXKHA 3HAWTH JyKe I[iKaBi apXiBHI JOKYMEHTH, 0COOOBI CIIpaBU
Xy/IO0KHHUKIB, SIKi IPALOBAJIM HAJ CTBOPEHHSAM NPHUBITaIbHOI TUCTIBKY. Ilepenucku XynoxKHHKIB, Kpa€3HABLIB,
ki TBOpuiM Hanpukini XIX — nouarky XX cT.

Po3ristHeMO KONEeKIIi10 BEIMKOIHIX TUCTIBOK y KijibkocTi 1000 opnHuIs Kpae3HaBId Ta Konekionepa Iletpa
BacunboBuua SkoBenka. JlucriBku Oynu BuapykyBani y Himewuwnni, [lIBenii, @panuii, [Tonsmi Ta ABcTpo-
YropmuHi. BenukomHi TUCTIBKU 3 KOJEKIlT BPaKaloTh CBOEIO SICKPABICTIO, HEMTOBTOPHICTIO Ta HEHMOBIPHOIO
TEXHIKOIO BUKOHAHHS, SKi € BiTOOpPaKEHHSIM Jacy Ta €BPOMEHCHKOTO KOHTEKCTY B YKPATHCHKIA KYJIBTYPI.

BucnoBku

Byno 3pmilicHeHO MHCTEUTBO3HABYY PEKOHCTPYKLIIO PO3BUTKY IPUBITAIBHOI IOIITOBOI JIMCTIBKH Ha
teputopii Ykpainu kinnsg XIX — nmoyatky XX cT. y 3araibHOEBPOIEHCHKOMY KOHTEKCTI.

VY 3icraBieHi 3 BiJOMHUMH HayKOBUMHU (aKTaMH, Pe3ylbTaTH IOCIIPKEHb MAlOTh MPAKTHYHY HOBH3HY,
SKi KOHKPETU3YIOTh BiJIOMOCTI MPO 3HAXOKEHHS APYKOBAHOI MPUBITATLHOI JUCTIBKH KiHI XIX — modarky
XX cT. y AepkaBHUX Ta MpUBaTHUX (OHIAX YKpaiHu.
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Y pe3ynbrarti nociiKeHHs 0yJ10 BUSABICHO, [0 HAHO1TBIIIa KOJIEKIis MPUBITATHHHUX JINCTIBOK 3HAXOAUTHCS
y mpuBatHuX (oHmax. Y nepkaBHuUX (HOHIAX My3eiB MaKCHMalbHa KUIBKICTb JIMCTIBOK HE IEPEBHIIYE
60 onuHUI.

VY 0Oararbox My3esX KOJICKIIisl MPUBITAIBHUX JIUCTIBOK BiICYTHS. lle CBIqUMTH PO HENOCTATHIO yBary
HAYKOBIIIB JI0 JIMCTIBOK SIK JIO 00’ €KTY JIOCIIKCHHS 10 (PeHOMEHY IpadiyHOro MUCTEIITBA.

Bymo mpocTekeHO 1 OXapaKTepH30BAHO MUCTEIPKY €BOJIOIIIO0 MPHUBITAIBHOI JUCTIBKH Ta BUSBICHO
ii perioHampHi ocoOmuBocTi. lle moTpeOye MaiOyTHIX MHCTEITBO3HABUMX MOCTIIKEHb pEriOHAIBHHUX
0COONMBOCTEW IPUBITAITFHOI JIMUCTIBKH 3 TO3UIIiT 00pa3HO-CTUIHLOBOTO Ta KyJIBTYPOBHUMIPHOTO TIOTEHITIAITY.
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PABBUTHE | JlaBbiioBa Exarepuna AjekcanapoBHa
MO3APABUTEJIBHOM OTKPBITKH | Acnupanmxa,
KOHHA XIX — HAYAJIA XX BEKA | Kuescxuii nayuonanonoiii ynusepcumem
B OBIIEEBPOIIEMCKOM KOHTEKCTE | xymomypuor u uckycems, Kues, Yepauna

Lenpb nccnenoBaHust — OCYIIECTBUTh UCKYCCTBOBEAUECKYIO PEKOHCTPYKIIMIO Pa3BUTHS MO3IPABUTENILHON OUYTOBOM
OTKPBITKM Ha TeppuTOpuu YKpamHbl KoHIa XIX — Hawama XX Beka B 0OIIEECBPONCHCKOM KOHTEKCTE. METOIO0IOTHU
ucciaenoBanus. B crathe, Hapsay ¢ OOIICHAyYHBIMH METOAaMHU (aHAJIM3, CUHTE3, MHIYKLUS, JCAYKIHs, CPaBHCHHE,
MOHHTOPHHI, CHCTEMaTH3aIWs, NCTOPUKO-XPOHOIOTHIECKHUH, NCTOPUKO-CPABHUTENBHBINA, CTAaTHCTUYECKHI), MCIOIb3yIOTCS
TaK)Ke TPAIUIMOHHBIE HCKYCCTBOBETUESCKIE METOMIBI: HCTOPUKO-KYJIBTYPHBIH, PEKOHCTPYKTHBHO-MOACTBHBINA, HCTOPHKO-
aTpuOyTHBIA, CIOCOOCTBYIOIINE PACKPBITHIO SBOJIONHWU W O0pa3HOW TpaHC(HOPMAIMH ITO3APABHTEIFHON OTKPBITKH
B XPOHOJIOTHYECKOH IOCIEIOBATEIBHOCTH, B PE3yJbTaTe 4Yero MBI IONydYaeM JOIONHHUTEIbHBIC 3HAHUS 00 OOBEKTe
1 KOHTEKCTE uccienoBanus. HayuHas HOBH3HA 3aKIIIOYAETCsl B aBTOPCKON MHTEpHpeTanuy (PeHOMEHa M03/paBUTEIbHON
OTKPBITKM B KYJIBTYPDHOM H3MEPEHHH C MO3WIMU e OOpa3HO-CTHIICBOTO IOTEHIHMana. B cTaThe MpoCIeKHBaeTCs
M OXapaKTEpU30BaH aHaAJIN3 Xy}IO)KCCTBCHHOﬁ 3BOJIKOILIMHA HO3HpaBHTeHLHOﬁ OTKPBLITKM M BBIABJICHBI €€ PCTUOHAJIBHBIC
ocobennocTH. BriBozpl. B pesynbrare uccneqoBanmii ObIIIO BRISIBIECHO, YTO camMas O0JbIIas KOJUTEKIHS O3IPaBUTEIBHBIX
OTKPBITOK HAXOMUTCS B 9aCTHHIX (hoHIax. B rocynapcTBeHHBIX OHIAX My3eeB MaKCHMAJIbHOE KOMIECTBO OTKPBHITOK HE
npeBbimaet 60 equmHUT. Bo MHOTHX My3esX KOJUICKITHS TTO3/IPABUTEIFHBIX OTKPBHITOK OTCYTCTBYET. DTO CBHICTEIBECTBYET
0 HEJ0CTaTOYHOM BHHUMAHHH YUYEHBIX K OTKPBITKaM Kak K OOBEKTY HCClleoBaHUS (DEHOMEHA rpaueckoro UCKycCTBa.
Bbuto mpoCNeXeHO M O0XapaKTEPU30BAHO XyHAOXKECTBEHHYIO 3BOJIIOIMIO MO3APAaBUTEIbHOM OTKPBITKHM U BBISBIEHBI
€e peruoHajbHble OCOOCHHOCTH. JTO TpeOyeT JNaJbHEHIINX HCKYCCTBOBEIUECKHX WCCIIENOBAaHUN PErrOHABHBIX
0COOEHHOCTEH PUBETCTBCHHOM OTKPHITKH B KYIBTYPHOM M3MEPEHHUH C TO3UIMK 00pa3HO-CTUIIEBOTO MTOTEHIIHATIA.

Knrouegvie cnosa: nosppaButenbHas noutoBas OTKpbITKa XIX—XX Beka; Xyd0kKECTBEHHAsl OTKPBITKA; CBSTOYHAS
KapTKa; XyaoxkHUK; Poxxaectso; [1acxa.
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THE DEVELOPMENT OF GREETING | Kateryna Davydova
CARD IN THE LATE 19®" | PiD student,
AND THE EARLY 20" CENTURIES | Kyiv National University of Culture and Arts,
IN EUROPEAN-WIDE CONTEXT | Kyiv, Ukraine

The aim of the research is to carry out the art reconstruction of the greeting postcard development at the territory of
Ukraine in the late nineteenth and early twentieth centuries in the European-wide context. Methodology of the research.
In the article, along with general scientific methods (analysis, synthesis, induction, deduction, comparison, monitoring,
systematization, historical-chronological, historical-comparative, statistical), traditional art-study methods that have been
used as follows: historical-cultural, reconstructive-model, historical-attributive that contributed to the disclosure of the
evolution and figurative transformation of the greeting card following a chronological sequence. Therefore, we obtain
additional knowledge about the object and context of the study. The scientific novelty of the research involves the author’s
interpretation of the phenomenon of a greeting card from the standpoint of its figurative-stylistic and cultural potential. The
article observes and describes the art evolution analysis of the greeting card and reveals its regional features. Conclusions.
As aresult of the research, it was discovered that the largest collection of greeting cards is in private funds. The maximum
number of postcards in state funds of museums does not exceed 60 units. There is no collection of greeting cards in many
museums. This indicates a lack of attention of scientists to greeting cards as subjects of the graphic arts phenomenon
research. The art evolution of the greeting card was observed and described, and its regional features were revealed. It
requires further art study of the regional features of greeting card with regard to figurative, stylistic and cultural potential.

Keywords: XIX-XX century greeting card; art card; holiday card; artist; Christmas; Easter.
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TEHI[EH]_[II CYYACHOI'O | Lyropka Onekcanzap ITerpoBuy
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Bosunecencwruii y36i3, 20, Kuis, Yxpaina, 04053

Mera crarTi — pO3DISIHYTH TEHJICHIII 1 3°siCyBaTW IEPCHEKTUBU PO3BUTKY YKpaiHCchbkoro ikoHomucy XXI cr.
Yy KOHTEKCTI BiJPOMKCHHS HAIIOHAIBFHOTO CaKpaJdbHOTO MHCTENTBA. METOMOoOTisl MOCHiKeHHA. BukopucTaHo
ICTOPUYHO-TIOPIBHIIBHAN MeTOA (ISl IOCTIKEHHS IUHAMIKH PO3BUTKY CTHIIIO YKPaiHCBKOTO 0apoko); MeETon
CTHJIICTHYHOTO MHUCTEITBO3HABYOTO aHANI3y (I BU3HAYCHHS OCOOIHMBOCTEHW TEXHIKO-TEXHOJOTIYHHX IPHHOMIB Ta
JKMBOIIMCHOT CTHJIICTHKM B TBOPYOCTI Cy4acCHHMX YKPaiHCHKHMX 1KOHOIMCIIIB); THITOJOTIYHUI 1 CHCTEMHO-CTPYKTYpHHH
MeTonu (Ui BUSBJICHHS IHIMBINYaJbHO-CTUJIBOBUX OCOOIUBOCTCH TOEIHAHHS TPaJMIid 0apOKOBOTO IKOHOIHUCY
3 aKaJeMIYHOK TEXHIKO Ta HOBAaTOPCHKMMHU TEHICHIIsMH). HaykoBa HoBH3HA. 3’sicOBaHO crenu()iky CHHTE3Y
YKPaTHCHKOTO aKaJeMIYHOTO >KMBOIUCY 13 XyIOKHIMH TPaAMIisIMH, cPOPMOBAaHMMHU 3a N0OM OapoKO B KOHTEKCTI
PO3BHUTKY CaKpalbHOTO MHUCTENTBa YKpaiHm KiHisg XX — modyatky XXI CT.; ZOCTiKEHO TBOPYI METOOM i eCTeTHYHI
MIPUHINIH TPOBIJHAX CYyYaCHHUX BITUM3HSIHUX IKOHOIHMCIIIB; PO3MITHYTO TCHCHIIT i IIEPCIEKTUBH PO3BUTKY OapOKOBUX
IKOHOTIMCHUX TPAIWIiA B YKpPaiHCBKOMY CaKpaJbHOMY MHCTCITBI BiJIOBITHO JO CICIU(IKHA COIIOMHUCTEIHKOTO
npocropy XXI cr. BucHoBku. Ykpaincekuit ikoHomuc XXI cT., 30epiraiodu KOJOPUT TPaAMIIHHOTO CaKpalbHOTO
MUCTENTBA 1 HAaIllOHAJILHOT KYJIBTYpH, chopMOBaHUIT POTITroM 0araToBiKOBOI iCTOPIi, BIAKPUTHH ISl HOBUX XYJOKHIX
TeHjeHii. HuHi BinOyBaeThCsl CHHTE3 HOBMX TEHJICHLIH, HOBATOPCHKUX XYIOXKHIX PILIEHb 1 TPAAULIHHUX MOTHBIB
HAI[IOHATBHOTO IIEPKOBHOTO MHCTEITBA Pi3HUX HepiofiB. [koHOMUC n00HM yKpaiHCHKOTO GAPOKO, IO XapaKTePH3YEThCS
YHIKQJIbHUMH CTHJIICTHYHUMH O3HaKaMH, IPUHIUIIAMH €CTETHYHO-UYTTEBOI Ta TyXOBHOI KpacH, JJIsl 6araTb0X Cy4acHUX
MHTIIB € OCHOBOIO Xy/IOXHBOTO TIOIIYKY, CHHTE€30BAHOTO IMIAXOAY Ta aBTOPCHKOI CTHIII3AIii, OPraHIYHOTO MO€AHAHHS
CTapOJIaBHIX IKOHOITMCHUX TPaIHIi{ Ta CydaCHUX €CTeTHYHUX BHMOT, 1[0 BUSIBISIETHCS B TOCHIICHHI peai3My, HapogHOT
CHMBOJIIKH, HATYPAJIICTHYHUX PUC YTIJIGHHS 00pa3iB HAIllOHAJIBHUX 11€aliB.

Kniouosi cnoea: cydacHUil 1KOHOINHUC, CakpajbHE MHCTELUTBO; YKpaiHChbKe O0apoKo; aBTOpChKa CTHJII3ALlis]
CHUHTE30BaHMHU MiAX1/1; IKOHOMUCHI TPaIuIIil.

Beryn

CakpanibHe MHCTENTBO € HAWBa)KIUBIIIOK YAaCTHHOIO HAIIOHAIBHOTO CHAaAKy YKpaiHH, a iKOHOMHMCHA
TBOPUICTh HUHI TO3MIIOHYEThCS SK OMUH 13 3aTpeOyBaHUX >KaHPIB CY4YacHOI XyHOXKHBOI KYJIBTYypH, IIO
OB’ sI3aHO 3 BiA0YI0BOIO 3pYHHOBAHUX PEIITIHAX IEHTPIB, aKTUBI3AII€I0 XPAaMOBOTO OyAIBHHUIITBA B YKpaiHi
Ta TOTPe0OIO BiIPOHKEHHS JYXOBHUX TPAIHIN yKpaiHChKOI HAIIl — MpoIiecoM, SIKUi mependadac OHOBICHHS
penirifiHoi camocBimomocTi. HagineHa qyXoBHOIO MPHUBaOIUBICTIO Ta CHIIOK, iIKOHA, BiJIIOBIIal04YH 3aITUTaM
Ta MOIIYKaM Cy4acHOI JIIOIUHH, TPAHCIIOE TPAAULIHHI JyXOBHI LIHHOCTI i MOpaJbHI CTaHJAPTH.

Otxe, mpo0OinemMa BUBYCHHSI Cy4acCHOTO iKOHOIIMCHOTO MHUCTEITBA, IOCIiHKEHHS! HOr0 OCHOBHHX TEHJICHIN
Ta HAMpsAMIB €CTETUYHOTIO IMOIIYKY B CydyaCHMX 0OCTaBHHAX HaOyBae OCOOJIMBOTO 3HAYCHHS. AKTYaJlbHICTh
JOCIII/DKEHHST 3yMOBJICHA THM, [0 HA ChOTrOJHI MPAKTUYHO BIJICYTHI HAyKOBI mpaili, j¢ O 3aificHIOBaiacs
cripo0a OCMUCIICHHS W CTPYKTYPYBaHHS XyJOXKHIX IMPOIIECIB YKPATHCHKOTO iKOHOTHCY X XI CT.

[Ipobnemarnka Cy4acHOTO YKpaiHCHKOTO IKOHOMHCY J0ci He Halyna BiAOBITHOTO BHUCBITICHHS,
HE3BAKAIOYM HA OKpPEeMi TPYHTOBHI Tparli i myOumikaiii BITYN3HAHUX HAyKOBIIIB, IO MTPUCBSIYEHI 03HAYCHOMY
MUTAHHIO. Y MHCTEUTBO3HABUMX JociimkeHHsx JI. Mymsp «HaBuanbHo-TBOpYa MalCTEpHS IKHBOIHCY
i xpamoBoi KyasTypu Muxonu Cropoxenka B HAOMA: tennenuii i nepcnextum» (2009), . CrenoBuka
«HoBa yxkpainceka ikoHa XX 1 mouarky XXI cromite. TpamumiiiHa ikoHorpadisi Ta HOBa CTHIIICTHKa
(2012), A.CimonoBOi «Bi3aHTIHCBKI Tpaauiii B Cy4YaCHHX pO3IMHCaX MPaBOCIABHUX XpaMiB YKpaiHU
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(ximenp XX — mouatok XXI cT.)» (2015) Ta iH. 3MiiiCHEHO KOMIUICKCHHH aHajli3 crenn(iku mpaBoCIaBHOTO
IKOHOTINCY; PO3BUTKY PEITIHHOTO KUBOIKCY YKpaiHW B ICTOPHYHIN PETPOCHEKTHBI; JOCIIKEHO pereHepariiro
YKpPaiHCBKOTO 1KOHOIMHUCY SIK LTICHOTO MHCTEIBKOTO SIBUINA; CHEUU(iKy YKpaiHCBKOI 1KOHHM SK JyXOBHO-
€CTETUYHOTO (PeHOMEHY; BHUSBICHO JKepela, CTHIICTUYHI Ta TEXHIKO-TEXHOJIOT1YHI 0COOIMBOCTI CydyacHUX
LEPKOBHUX po3nuciB Ykpainu. [Ipore Tpamumii ykpaiHCBKOro 0apoKo B KOHTEKCTI PO3BUTKY BITUHM3HSHOTO
cakpaiapHOTO MHCTENTBa X XI CT. HE BUCBITVICHI B HAYKOBUX MPAISX i TOHUHI.

Merta crarTi

Mera cTarTi — PO3ISIHYTH TEHICHLII i MEpCHEeKTHBU PO3BUTKY YKpaiHchkoro ikoHomucy XXI cr.
y KOHTEKCTI BIJIPOJKEHHSI HAI[IOHAJIBHOTO CAaKPAJIbHOTO MUCTEIITBA Ta BUSBUTH OCOOJIIMBOCTI CHHTE3Y KPAaIX
TpaJuIili aKaJeMIYHOTO >KHBOIMHUCY 3 YHIKaJbHUMH XYJOKHIMH HaOyTKaMu J0OW YKpaiHCHKOTo Oapoko
B TBOPYOCTI BITYM3HAHUX iKOHOMHCIIIB XXI CT.

Bukiiag marepiajy a1ociigskeHHs

IxoHa — 11€ TBip MUCTENTBA, Y IKOMY BiZT0OpaKa€ThCsl ECTETUYHE OUYTTS XyAOKHUKA; XYA0KHBO-TYXOBHHI
(eHOMEH, Y SKOMY IMpPaBOCIABHE CBITOCTIPHHHATTS BUPAKAEThCA Yepe3 XyloXKHil oOpa3; BUSBICHHS CBITY,
y SIKOMY CITiBIIaJIa€ iICTUHHE 1 TPEKpacHe, 10 3yMOBIIIOE CTUII 1 XapaKTep MICchMa, 3MICT 1 ITHOMHHICTH 00pa3iB.

Hogi xpaMoBi mekoparlii — HaCTiHHI PO3MHCH, IKOHOCTACH i IKOHH — JAlOTh MIJCTaBH BECTH MOBY IIPO
CTHJIICTUYHE 0araTOMaHITTS BITYM3HSHOTO IEPKOBHOTO MHUCTeNTBa KiHisg XX — moyarky XXIct., mpo
JOCSITHEHHSI YKPaiHCbKMX XYOOKHHMKIB Y IIPOLIECI OCBOEHHS, PO3BUTKY # iHTepmperamnii mHpaBocCliaBHOI
ikoHorpagii, crerugiky TBOPYOro MigXOLy 10 TIyMadeHHs TPaIuLidHOI PeNiriiiHOi TeMaTHKU Ta CIOXKETHOI
OCHOBH, 0COOJIMBOCTEH MOEAHAHHS XyAOKHIX TPAAULIH i MUCTEIILKUX HOBAIlil, SIKi B Cy4acCHOMY YKPaiHCBKOMY
IKOHOTIMCI XapaKTePU3yIOThCS HASIBHICTIO CTIKHX Ta CYNEepewsIMBUX MOMEHTIB.

Tpaauiiis — comianbHUMA 1 KYIBTYPHHN CTIAI0K, IO TIEPEAAETHCS 3 MTOKOIIHHS B IIOKOTIHHS i BIITBOPIOETHCS
B TIEBHHUX CYCIIUTBCTBAX Ta COIIATBbHHUX TPyINax MpoTsaroMm Tpuajoro dacy (baxkanoma, 2010, c. 160) —
XapaKTepUCTHKA HE JIUIIE CTaOLTbHOCTI W CTIHKOCTI, ajme ¥ iHEepIHOCTI B MHUCTENTBi. 3aBISKW TpPajuIlii
JIFOZICTBO 3aCBOIO€ JIOCBiJ MOKOJIHB IUISXOM BiATBOPEHHS MOpaJbHUX 1 JAYXOBHHX LIHHOCTEH, €CTETUYHHX
1 pinocoepkux e, cnoco0iB CBITOCHIPUHAHATTA Ta iH. MUCTETBO HE MOXKeE MepedyBaTu B CTATHYHOMY CTaHi,
0e3 pO3BUTKY 1 OHOBJICHHS, XapaKTEPU3YIOUHCh €AHICTIO TPAIULIHHOTO i HOBATOPCHKOTO.

OCHOBHMMHU BapiaHTaMH B3a€MOJI1 TPaJMIIA IKOHOMMCHOIO MHCTEITBA W HOBAaTOPCHKOTO XYI0XKHBOTO
miaxomy B yKpaiHChbKoMy ikoHomuci XXIcT. € cum0io3 (cmiBicHyBaHHS) Ta CHHTE3 (pe3yabTaT B3a€EMHOTO
MIPUCTOCYBAHH).

OnHi€ro 13 TEHACHIIH BITYM3HSIHOTO CcakpajibHOTO MHcTenTBa XXI CT. € 3BepHEHHA 10 TPAAHUILi,
copMOBaHUX 3a KHSKOT 100H Ta 4aciB yKpaiHCHKOTO 0apoKo.

Biaznauumo, 110 cy4acHui ikoHOnMC B YKpaiHi, SKOMY BIACTUBI 0ararooOpasHicTh 1 BIaCHUN HETOBTOPHHIA
KOJIOPUT, OTPUMaBIIH (pOopMy MAcIITaOHOTO SIBUIIA, BEIUKOK MIPOK 30Pi€HTOBAHMI HA JAOCSATHEHHS KpaluX
MaWCTpIB CTHIIIO YKpaiHCHKOTO 0apoko, yHiKanbHa icTopist (opMyBaHHS SIKOTO Oe3MOocCepe/JHhO MOB’s3aHa
3 HAIllOHAILHO-BU3BOJBHUM PYyXOM Ha TEPHTOpii YKpaiHChKHX 3eMmenb. M. CTOpPOXKEHKO CTBEpIKYBaB,
[0 OCHOBHI HampsIMH MHCTEIBKOTO PyXy Ha YkpaiHi Hampukiii XX — Ha modarky XXI cT. BU3Ha4MB came
cTHib 100m ykpaiHcekoro 6apoxo (Ilerpyk, 2018, c. 19). Ecternuni # dinocodchki NpUHIKIHT, alerOpUIHO-
CHMBOJIIYHI OCOOJIMBOCTI 1 CBOEPIAHICTD XYAOKHBOTO BUPaKEHHsI 0ApOKOBOTO iIKOHOMMCY HA CYy4acHOMY eTari
BIJIPOJDKY€ETHCS 1 €BOJIIOLIIOHYE BIATOBIIHO JI0 MPOBITHUX TEHJIEHIIIH collioMUcTeIbkoro mpoctopy XXI cr.

Bapro HaromocuTH, IO BITYM3HSHA IKOHONHMCHA TPaHIlis MPOTSATOM MHHYJIUX CTONITH TOEJHYBaja
crienndivHi Xy10xkHI GOPMHU, a BIJMOBIAHO — i 3aCO0M BUPA3HOCTI, 1[0 HE 3aBXJM BIAMOBIJAIN IEPKOBHOMY
0OadeHHIO IKOHOTIMCHOTO 00pa3y. IkoHa Moke OyTH BUKOHAaHA Ha BUCOKOMY XyAOKHEOMY PiBHI, POTE HAAMIpHUH
CHMBOITI3M 1HKOJIM TIO3WITIOHY€ETHCS SIK ITHOPYBAHHS IOJCHKOI MPUPOAM XPHCTa — OTMaTy bBOTOBTiINEHHS.
B ykpaincbkomy ikoHONICHOMY MUCTenTBI XX CT. criocTepiraroThCst TEHACHIIT 10 TIEPEOCMHUCIICHHS PO3MAITTS
KOMITOHEHTIB BITYM3HSHOT IKOHOMTMCHOT TPaHILlii B MOMIYKAaX CYy4acHOI Xy/I0KHBOI MOBH.

Cy4yacHMH eCTeTHMYHHMH TOIIYK B YKpaiHCBKOMY iKOHONMHCI 0a3yeTbcsi Ha MPOLECi OCBOEHHS
1 IepeoCMUCIICHHS! iIKOHOTIMCHOTO KAHOHY — YHIBEPCATbHOTO KPUTEPII0, HA OCHOBI SIKOTO CKIIAAA€THCS BPAKEHHS
MIPUHAJIEKHOCTI IKOHOTIMCY /10 TIEBHOTO HAmNpsAMY Ta CHENH(IiKH HOTO Xy[JOKHBOTO TPAaKTyBaHHS, aBTOPCHKOi
iHTEepIpeTaltii. 3BepHEHHS 10 JOTMATHIHUX OCHOB IKOHOIIHCY CITPHSIE OCMHUCIICHHIO iIKOHHU HE JTUIIIE K XyI0KHbO-
€CTETUYIHOTO ()EHOMEHY, a 1 SIK MIJTICHOTO BUPAKEHHSI ITPAaBOCIABHOTO CBITOOAYEHHS Yepe3 XyI0xKHil 00pa3s.
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Ha nymky B. bruuxosa (2010, c. 380), kaHOH — «cTOCiO BUpaXeHHs Ha Bi3yallbHOMY PiBHI PiBHS BIYHOTO
OyTTS 1 CTBOpPEHHS CHCTEMH CHMBOJIB, aJIEKBATHUX KYJIBTYpi CBOTO Yacy» — SIK HOCIH Tpaaulliii MEBHOTO
XyZI0’KHBOTO MUCJICHHS Ta BIAMOBIHOI Xy/I0KHBOI IPAKTUKH, Ha CTPYKTYPHO-KOHCTPYKTUBHOMY PiBHI BUPaXae
€CTETHYHI 1JIealii TIeBHOI T00M, HapOAy, KYJABTYPH, XYAOKHBOTO HATpsIMY H iH., TPpoTe, 31 3MIHOIO KYJIBTYpHO-
ICTOPHYHHUX €I10X Ta MaHyI4Y0i CUCTEMH Xy/I0KHBOTO MUCIICHHSI [IEBHOIO MipOIO TalbMy€ PO3BUTOK MUCTEITBA,
3aBakKaloun aJIeKBaTHOMY BiJ0OpakKeHHIO AYXOBHO-NIPAKTHYHOI cuTyamii. JlociimHUK 3ayBaxkye, IO JHIIE 3i
3MIiHOIO TYXOBHO-ECTCTUIHOTO TOCBIY JIFOAMHA HAa HOBOMY €Talli KYJIBTYPHO-IIMBIII3AMIHHOTO PO3BUTKY KaHOH
MoOXe OyTH 3aKpilUIeHUH y HOBii KaHOHIUHIH cucTeMi.

3a no6u CepenHbOBIUYS B XPUCTHSHCHKIH TPAaBOCIaBHIN Ky IbTypi NTIMOMHHUH JyXOBHO-ECTETUUHHN JOCBI
y rajy3i 00pa3oTBOpPYOro MUCTELTBA OYJIO ONITUMAIIBHO 3aKPIMJICHO YiTKOIO i €CTETUYHO 3HAYYILIOI0 CUCTEMOIO
ikoHorpagiuHoro kaHoHy. [ panniozHa cuctema oOpa3iB (OCHOBA XyJI0XKHBOTO MHUCIECHHS 1KOHOMHUCLIB KHSKOT
n00M), OOMEXYIOUH MUTIS B 3araJlbHOKOMIIO3UIIIMHIA Ta CHKETHO-TEMaTH4HIM JIiHIT, HajaBaia HEOOMEKEHI
MOYKITHBOCTI TSI BUPKEHHS (POPMOF0, puT™MOM 1 KosmbopoM. [Ipote 3 XVII cT., 1 BIMBOM CyCHUTBHO-TIONI THIHUX
Ta MDKKYJIBTYPHHX TIPOIICCiB, KAHOHIYHA CBIIOMICTh B YKPATHCHKIN KYJIBTYpi TOYMHAE 3MEHIITYBATHCS — TCHICHITIT
CHHTE3y B YKPalHCBKOMY IKOHOIIMCI HMpPU3BEIM OO TpaHCHOPMYBaHHS KaHOHY. 3aXiJHOEBPOIEHCHKI BIUIMBH
MO3HAYMJIMCS Ha PiBHI TiyMaueHHS 00’eMHOI (OpMH, Y MOCWIICHHI peaicTHYHHUX TEHJAEHLIH, 0COOMCTICHO-
THIUBITyaJIbHOTO THITy TBOPYOCTI, BIACHOTO €CTETHYHOTO AOCBIY XYIO)KHHKA, & HalliOHAILHO-BU3BOJIbHA 111es]
MOCHpHsIIa CEHCOBO-3MICTOBMM 3MiHaM B 1KOHOITHCI, IHTEIPYBaHHIO PUC HAPOJHOTO KHUBOITUCY, CAMOOYTHHOTO
KHUTTECTBEPIHOTO Oa4YeHHsI CBITY ¥ PAarHEeHHIO BUPA3UTH HOTO B XYIOXKHIX (popMax.

Huni po3BUTOK YKpaiHCHKOTO IKOHOMHCY BiAOYBAa€THCS B PIUMIN HACTIMYBAaHHS TMPAKTHKH W JOCBITY
KaHOHIYHOI MPaBOCIIaBHOI IKOHU Ta CHHTE3YBAHHIO YHIKaJIbHUX IOCATHEHb MaliCTPIB OOH YKPaiHCHKOTO OapoKo,
0araToro crajKy >KUBOIHCHOI'O PEAiCTUYHOTO HANPSIMY B CAKPaJIbHOMY MHCTELTBI.

OCHOBHUMHM TEHJCHLISIMH E€CTETHMYHOIO IMOIIYKY CyYacHHX YKpaiHCHKHX iKOHOMHUCILIB € KOMiIOBaHHS
CTapoJaBHIX B3ipLiB, 30pi€HTOBaHICTh Ha C(HOPMOBaHI iKOHOrpadiuHi KaHOHM (OCKUIBKHM BiAXiJ BiJ KaHOHY
MPU3BONTH JI0 TIOPYIICHHS BHYTPIIIHBOI TapMOHIi iKOHM Ta MEepeTBOPIOE 11 Ha XyHOXKHIH TBIP XPUCTUSIHCHKOT
TEeMaTHUKH) i aBTOpPChKa CTHITI3allisl — TBOpYA IHTEPIIPETAllisi IIEBHOTO B3ipIls a00 CTHITIO 3 METOKO HaJJaHHS 1KOH1
CY4JacHOTO 3By4aHH (Tiepeadadae BUCOKUH piBeHB MpodeciifHol miaroToBku). Haromocnmo, mo came aBTopchka
CTHJTI3allist HUHI € XapaKTEePHOIO 03HAKOIO IKOHOTIMCHOI TBOPYOCTI MPo(heCitHNX yKPaTHCHKHUX XyTOKHHUKIB; BOHA
HaifuacTimie 3ycTpivaeThCs B IKOHOCTAcaX BiAOyJOBaHUX Ta HOBO30YIOBaHMX XPaMiB.

Ha piBHiI akageMiuHOT LIKOJIM Ba)KJIMBE 3HAYEHHS B MPOLEC] XyHZOXKHIX MOLIYKIB HA OCHOBI MHCTELTBA
YKpaiHCBKOTO 0apoKO Cy4YacHHX BITUYM3HSHUX MHUTLIB BIJIrpae IisIbHICTh MalcTepHI MOHYMEHTaJbHOTO
YKHBOITUCY Ta XpaMoBoi KynbTypu nipodecopa M. CroposkeHka, mo npu HarioHanbHii akaaeMii 00pa3oTBopaoro
muctenTBa i apxitektypu (1994 p.). Ha mymxy 0. Maiictperko-Bakymenko, M. CTOpOKEHKO HAIIOBHUB
YKpaTHChKe 0apoko «(PiTocoPChKIM CEHCOM CyJacHHX acCIeKTiB 00pa30TBOPYOTO MUCTEITBAY, IO MTOCIPHUSIO0
HOBOMY OCMHCJICHHIO CTHITIO Ta ITiJTHECEHHIO HOTO Ha KOHIIETITYaIbHO IHHOBAIiiHUI madens (2018, c. 13).

Kpi3p npusmy TpaauniiHoi ikoHorpadii MHTHI IIYKAlOTh iHHOBaliliHEe H iHIMBiTyaJllbHE OCMHCIICHHS
o0pasiB; y BIacHiIi XyHOXXHIH MaHepi BOHM PO3BHBAIOTH CTApOIABHI €CTETHYHI NPUHLMIMN BiAMOBIIHO M0
MIPOBIJIHUX TCHJICHIIIH Cy4aCHOTO MUCTEIITBA.

Buknamauamu ¥ BUIyCKHMKaMH MalcTepHi OyJIO CTBOpEHO iKOHOCTac ajsi 1epkBu B c. CrapomnerpiBiii
(1997 p.); 3nidicueno posmuc nepkBu Cestoro Mukonu [Tputrcka (1998-2000 pp., KuiB); ikoHOCTaC i HACTIHHNH
posmmc Cearo-MuxaiimiBcskoro kKadenpaipHoro cobopy (Kuromup); excrep’ep kymnona xpamy Cesroro loana
Borocnosa (c. Benuki [ImurpoBudi, KuiBcbka o0nmacts) Ta iH. MeTol XymOXKHHKIB € CTBOPEHHS YHIKaIbHOTO
YKpPaiHCBKOTO XYHAOKHBOTO HAIOBHEHHS XpaMiB Ha OCHOBI CHHTE3y OaraToBikoBoi Tpaauuii, crenudiku
XyZIO’KHBOI MOBH Ta KPalIUX JOCSITHEHb CBITOBOTO MUCTEITBA.

Binpomkenns i po3umpenHst 60rocykeOHOT MPakTHKU B YKpaiHi HanpukiHii XX CT. MOCTIPHUSIO CTBOPEHHIO
IKOHOITUCHUX MaicTepeHb. ChoroHi B 0ararboX peNirifHuX OCepeAKax Ail0Th 1KOHOMHUCHI mKonu (IHCTHTYT
IKOHOTIICHOTO MUCTENTBa IIpH UepHIBEIIEKOMY MPaBOCIaBHOMY OOTOCIOBCHKOMY 1HCTUTYTI, IKOHOTIFICHA TITKOJIA
Kueso-Ilewepcrroi JlaBpu, KpruBopizbka ikoHOMHCHA 1KONa mipt. AHapis PyonsoBa, KpruBopispka ikoHOTHCHA
mkona mnpr. Admimis [korommcis, Kamstaers-Iloinbchka iKOHOTMCHA IIIKOJTA HAa YECTh aloCTOoNa 1 €BaHTeNicTa
Jlyku Ta iH.) Ta KOPOTKOCTPOKOBI KypcH 1KOHOMHCY (HANPHKJIa[, Meplle BiTYU3HSIHE CTaliOHApHE BiAIITCHHS
iKoHOTIKCY (IIECTHACHHE HaBYaHH:) Jie npu IkoHomucHid mkom npenogobHoro Ilopdupis KaBcokanupira)
(ITontaBckas Muccuonepckas [lyxosnas Cemunapus, 2019).

[IpoTsroM CTONITH BaXIMUBOIO YMOBOIO PO3KBITY IKOHOMHCY OyJ0 TapMOHINHHE MOE€THAHHS TYXOBHO-
MOpaJdbHUX Ta MPO(EeciHHUX acleKTiB y IMIATOTOBI IKOHOMHUCITIB. 3aBISKH TPYHTOBHUM ITOCIHIKCHHSIM
CTapOJaBHIX TBOPIB CaKpaJIbHOI'O MMCTELTBA, OBOJOAIHHIO TEXHIKOIO MAaIOBAHHS, BUBUCHHIO CTHIIICTHUHHX
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0COOMHMBOCTEH Ta IKOHOMTMCHOI MOBH B MalOyTHIX iIKOHOTIUCIIIB (hOPMYETHCS OCOOTUBHIA Ti/IXi/T 10 OCMHUCIECHHS
1KOHHM, TIPEIMETOM 300pa)KEHHS K01 € CBIT AYXOBHUH, OCSTHEHHS IMIMOMHHUX CTPYKTYP, LIO TOB’S3YIOTh CBATI
00pasu 3 POpPMOKO iIXHBOTO BUPAKEHHSI.

Oco0nuBOi aKTyanbHOCTI B MPOLECi OCMHCIEHHS crlenudiki HOBHX 3aco0iB BHPAa3HOCTI B Cy4acHOMY
ikoHOIUC1 HAaOyBae rpodeciitHa 0CBIYECHICTh, JOCBIJ] IKOHOMHUCIIS Ta BHYTPIIIHE BIIYYTTS CMaKYy.

VY crarti po3mIsHYTO crienr(iKy CHHTE3y BITYM3HSHOTO aKaJEMIYHOTO KUBOIMHNCY 13 XylIOKHIMH TPaJHIIisIMH,
cthopMoBaHUMH 32 10O OAPOKO B KOHTEKCTI PO3BUTKY CAaKPaJTLHOTO MUCTENTBA YKpaiHU KiHIT XX — MOYaTKy
XXI cr.; mocmipKeHo TBOpYI METOAM M eCTeTWYHI NMPHUHIIUIH TPOBITHUX CYYaCHUX 1KOHOIHCIIB; 3’SCOBAaHO
TEeH/ICHIII] 1 TIePCIIEKTUBU PO3BUTKY OApPOKOBHX IKOHOITMCHHUX TPAMIIN Y BITUM3HIHOMY CaKpalbHOMY MHCTEITBI
B KOHTEKCTI COIIIOMHCTENBKOTO rpoctopy XXI cT.

BucHoBku

Otxe, ykpaiHcpkuit ikoHOmuc XXI cT., 30epiraroun CBOEPITHUN KOJOPUT TPATUINIHOTO CaKpaIbHOTO
MHUCTEITBA ¥ HAIIOHATBHOT KyJBTYpH, C(OpMOBaHHI TMPOTIATOM 0araroBiKOBOI icTOpii, BIAKPUTHH UIs
HOBHX XYIIOXHIX TeHJCHIiH. HuHi BinOyBaeThcsi CMHTE3 HOBHX TCHJICHIIIN, HOBATOPCHKHUX XYIOXHIX DIillIeHb
1 TpaguUiAHAX MOTHBIB HALlIOHAJIBLHOTO IIEPKOBHOTO MUCTELITBA Pi3HUX TepiofiB. [koHomuc 100U yKpaiHCHKOTO
0apoKo, 10 XapaKTePH3y€EThCs YHIKATbHUMHU CTHIICTHYHUMH O3HAKaMU, IPHHIMIIAMU €CTETHYHO-IyTTEBOT Ta
JyXOBHOT KpacH, Juisi 0arathb0X Cy4acHHX MHTIIIB € OCHOBOIO XYJIO)KHBOTO TOIIYKY, CHHTE30BAHOTO MiJIXOIy
1 aBTOPCHKOT CTHITI3aIlil, OPTaHIYHOTO IMOETHAHHS CTAPOJaBHIX IKOHOMUCHUX TPAIWINH 1 CyJaCHUX €CTCTHUHHIX
BHMOT, IO BUSIBIISIETHCS B TIOCHIICHH] peali3My, HApOIHOI CHMBOJIKH, HATYPATICTUYHUX PHC YTIJICHHS 00pa3iB
HALlOHAJILHUX 171€aJIiB.

3 omusiy Ha HENOCTaTHE OCMHUCICHHS O3HaueHOi MpoOneMaTHKW HaOyBa€ aKTyaJbHOCTI MPOBEACHHS
KOMIUIEKCHOTO MUCTEI[TBO3HABYOTO JIOCIHIDKCHHSI CICHU(IKU BIUIUBY €CTETHYHHMX TPAJIUIIH YKPaiHCHKOTO
0apoKo Ha PO3BUTOK CYyYaCHOTO BITYM3HSIHOTO 1KOHOIKMCY CTOCOBHO BHUSIBJICHHS IILISIXIB MOTO BIJPOKEHHS Ta
MO/INTBIIIOTO €BOJIONIOHYBAHHS B yMOBaX Cy4acHOTO COLIOMHCTEILKOTO IPOCTOPY.
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TEHAEHIIUA QOBPEMEHHOﬁ Llyropka Anexcannp IlerpoBuy
YKPAUHCKOU UKOHOIIUCH | pogpeccop, Hayuonanvrasn akademus uzobpasumensviozo

uckycemea u apxumexmypul, Kues, Yxpauna

Ilenp cTaThm — paccMOTpPeTh TEHIACHIWH, BBIIBUTH IIEPCIIEKTUBBI PA3BUTHS YKPAWHCKOM HKOHOIUCH
XXI B. B KOHTEKCTE BO3POXKJIEHUS HAIIMOHAIBHOIO CaKpaJbHOTO MCKycCTBa. MeTtomonorus uccienoBanus. cnomb3oBanbl
HCTOPHKO-CPAaBHUTEIBHBIM METON (AT MCCIIENOBAHUS JWHAMHUKH PA3BUTHS CTHISL YKPaWHCKOTO OapoKKO), METOX
CTHJIMNCTHYECKOTO HCKYCCTBOBEUECKOTO aHAIN3a (JUIs OTIPEAEIICHHS 0COOCHHOCTEH TEXHUKO-TEXHOJIOINIECKUX IPUEMOB
1 KMBOIMCHOW CTHJIMCTUKH B TBOPYECTBE COBPEMEHHBIX YKPAaMHCKMX MKOHOIIHCIIEB), THIOJIOTHYECKHH U CHCTEMHO-
CTPYKTYPHBIH METOIbl (IS BBISIBICHHMS WHAMBUIYaJlbHO-CTUIIEBBIX OCOOCHHOCTEH coueTaHue Tpaauuuii 0apouHOM
UKOHOIMCH C aKaJIeMMYeCKOH TEXHHKOW M HOBATOPCKUMHM TeHjeHuusiMu). Haydnas HoBu3Ha. BwisicHeHa crenuduka
CHHTE3a YKPAMHCKON aKaJeMHUYEeCKOH KMBOIHCH C XYyI0KECTBEHHBIMHU TPATUIUAMH, CIOKUBIINMUCS B 310Xy OAPOKKO
B KOHTEKCTE pa3BUTHUs CaKpaJbHOIO HCKyccTBa YKpauHbl KoHUa XX — Hayana XXI B.; vcciaenoBaHbl TBOPUECKHUE
METOJBI U 3CTETHYECKUE MPUHIMIIBI BEAYIINX COBPEMEHHBIX OTEYECTBEHHBIX MKOHOIUCIIEB; PACCMOTPEHBI TEHICHIINN
1 TIEPCICKTUBBI Pa3BUTHUS OAPOUHBIX MKOHOITUCHBIX TPAAUIMN B YKPAHHCKOM CaKpalbHOM HCKYCCTBE B COOTBETCTBUH CO
crerduKoi mpocTpaHcTBa connanbHoro nekyccrsa X X1 B. BeiBonbl. Ykpannckas nkoHonuch X XI B., COXpaHsisi KOJIOPUT
TPaJUIMOHHOTO CaKpaJbHOIO MCKYCCTBA M HAI[MOHAJIBHOW KYJIBTYpBI, CIOKMBIIMNICA HAa MPOTSHKEHUH MHOTOBEKOBOM
UCTOPUH, OTKPBITA I HOBBIX XyHIOKECTBEHHBIX TeHAeHIMH. Celyac NPOMCXOOUT CHHTE3 HOBBIX TEHICHIIHH,
HOBATOPCKHUX XYIOKECTBEHHBIX PEIICHUI M TPaJULHMOHHBIX MOTUBOB HALIMOHAJIBHOIO LEPKOBHOIO MCKYCCTBA Pa3HBIX
neprosioB. MKOHOMNCH 3MOXH YKPanHCKOTO 0apOKKO, XapaKTepHU3ysaCh YHHKAIbHBIMHU CTHIMCTHUECKUMU MPHU3HAKAMH,
MPUHIUIIAMHA 3CTETHYHO YyBCTBEHHOH U TyXOBHOU KPACOTHI, [UII MHOTUX COBPEMEHHBIX XyHA0KHUKOB SIBIISIETCSI OCHOBOI
Xy[0’KECTBEHHOTO TIOMCKa, CHHTE3UPOBAHHOTIO MOX0Ja U aBTOPCKON CTHIIM3AlUHU, OPraHUUECKOr0 COYETaHUs APEBHUX
HMKOHOIMCHBIX TPAAMIHHA U COBPEMEHHBIX ICTETHUECKHX TPeOOBAaHHMMH, KOTOPBIE NMPOSIBISIOTCS B YCHIICHHH peain3Ma,
HapOJIHOW CHMBOJIMKH, HATYPAJIUCTUYECKUX YEPT BOILIONICHHS 00pa30B HALIMOHAIBHBIX HIICaJI0B.

Kniouesvie cnosa: coBpeMeHHast HKOHOIINCH; CAaKPaJIbHOE MCKYCCTBO; YKPaHHCKOE 0apOKKO; aBTOPCKas CTHIN3ALIHS;
CHUHTE3MPOBAaHHBIN MOX0J]; HIKOHOIIMCHBIE TPAJAULIUU.
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MODERN UKRAINIAN ([ Oleksandr Tsuhorka
ICON PAINTING TRENDS | Professor,
National Academy of Fine Arts and Architecture,
Kyiv, Ukraine

The purpose of the article is to determine the prospects for the development of Ukrainian icon painting of the 21st
century in the context of the revival of national sacred art. Methodology of the research. The historical-comparative
method was used to study the dynamics of development of the Ukrainian Baroque style; the method of stylistic art
history analysis - to determine the features of technical and technological methods and pictorial stylistics in the works of
modern Ukrainian icon painters; the typological and system-structural methods - to identify the individual style features
of baroque icon-painting traditions with academic technique and innovative trends combination. Scientific novelty. The
research has developed the specificity of the synthesis of Ukrainian academic painting with the art traditions established in the
epoch of Ukrainian baroque in the context of the development of sacred art in Ukraine in the late twentieth and early
twenty-first centuries. Creative methods and aesthetic principles of leading Ukrainian icon painters have been studied. The
tendencies and prospects for the development of baroque icon-painting traditions in Ukrainian sacred art in accordance
with the specifics of the social art space of the 21st century are indicated. Conclusions. Ukrainian icon painting of the
21st century is open to new artistic trends, while maintaining the unique flavour of traditional sacred art and national
culture that has been developed over a long history. Now there is a synthesis of new trends, innovative artistic solutions
and traditional motifs of national church art from different periods based on the development of a huge artistic heritage.
The icon-painting of the Ukrainian Baroque epoch, characterized by unique stylistic features, principles of aesthetically
sensual and spiritual beauty, for many contemporary artists is the pillar for a creative quest, a synthesized approach
and author’s pasticcio, an organic combination of ancient icon-painting traditions and modern aesthetic requirements,
which are reflected in the strengthening of realism elements, folk symbolism, and naturalistic features of national ideals
typification.

Keywords: modern icon painting; sacral art; Ukrainian baroque; author’s pasticcio; synthesized approach; icon-
painting traditions.
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OCOBJIMBOCTI CTAHOBJIEHH | Illxonsha Onbra Bonogumupisua
I PO3BUTKY YKPAIHCbKOFO Joxmop mucmeymeosnaecmea, npoghecop,
DAPOOPOBOI'O KOJEKIIMHOI'O | ORCID: 0000-0002-7245-6010,
HAIIEPCTKY 2010-X PP. | dushaorchidei@ukrnet,
Kuiscoxuti ynisepcumem imeni bopuca I pinuenka,
oyn. I. Hlamo, 18/2, Kuis, Yxpaina, 02154

Mera po0OTH — PO3IISIHYTH YKpaiHChKUH (appopoBHil HANIEPCTOK SIK HOBUH CErMEHT YKPaiHCHKOI apT-MiHIaTIOpH,
TEHETUYHO MOB’SI3aHUH 13 CYBEHIPHOIO MPOAYKIIEI BIJIOMHUX 3aXiHOEBPOIEHCHKUX OPEHIB; YBECTH JI0 HayKOBOTO
00iry TOHATTA «yKpaiHCHKHHA (aphopoBHil HAEPCTOK»; OXapaKTepPH3yBaTH OCOOIMBOCTI HOTO CTAaHOBICHHS Ta
po3Butky Brpomorx 2010-x pp. MeTomomnoris TOCTIIKSHHS CIIUPAETHCSA HA MPUHIUNH ICTOPUIHOI JOCTOBIPHOCTI Ta
BCEOIYHOCTI, MHUCTEIITBO3HABYMH MMi/IXiT i CYKYITHICTH METOMIB JOCIIDKCHHS. 30KpeMa, Ha aKCIOJOTIYHMI — B CEHCI IIKaIn
LIHHOCTEH Cy4acHOTO CIIOKMBA4a, OHTOJIOTIYHHMN — Yy po3pi3i OyTTEBHX peanili CbOTOJICHHS ITPOMHUCIOBOTO MHUCTEITBA,
KyJIBTYpPOTBOPUHH — SIK YHHHUK PO3BUTKY HOBITHBOI XY[JO’KHBOT KyJIETypH €BpOITH, MUCTEIITBO3HABYOTO aHaNi3y — B CEHCI
BIZITBOPCHHS TBOPYUX TPOIICCIB, MOB’A3aHUX 13 CTAHOBJICHHSAM YKPaiHCHKOTO (hapPOpoBOro KOJEKIIHHOTO HAMEPCTKY.
HaykoBa HOBH3HA pe3yibTaTiB IPYHTYETbCS HA BBEIEHHI O HAYKOBOTO 00iry iHgopmaiii mpo CydacHHWW BITUYM3HSHUI
TOHKOKEPAaMIYHHH HAIepPCTOK, 3BAKAIOUM HA PETPOCIEKTHBHUH OIS 3M00YTKIB BiIOMUX €BPOTIEHCHKUX OpEH/IB y I
TUISHIT TPOMHUCIIOBOTO AM3aliHy. Briepie HaBoxuThes iHPpOpMAIis Ipo iMeHa XyJ0)KHUKIB, TOTHYHHX JI0 PO3POOKH popM
1 Bi3epyHKIB O3HAYEHOTO CErMEHTY CyBEHIPHOI NMpOoAyKIii Ykpainn. BucHoBku. HuHi B pUHKOBHX yMOBaX, KOJM BITYM3HSHA
(dapdopo-dasHcoBa TPOMHCIOBICTh BKE HE B 3MO31 BHITyCKaTH BeJIMKI HaOOpW mocymy, 00 BOHM HE OKYNarOThCs,
B YKpaiHCHKOMY IIPOMHUCIIOBOMY JIM3aiHI TOHKOT KEpaMiKK HaMITHBCS IIEPEXij 0 MEHII 3aTPaTHUX CETMEHTIB MPOMYKIIii.
VY upomy 3B’s13Ky Mano(opMaTHi eKCKIIO3UBHI Ta MAaCOBI HANEPCTKHU — HOBUH Pi3HOBU/I BITUM3HSHOT IIOPLIEJISIHY, 1110 Ma€e
MTOTEHIIII0 0 PO3BHUTKY, OCKUTBKH BIIA3EPKATIOE TPAIUIII] BUCOKOTO «O1JIOTO 30JI0Ta) MPOMICIIIHIX eToX.

Kurouosi crnosa: dapdop; Yipaina; HanmepcTok; MOYaTok XX CTOTITTS.

Beryn

Yrpomoxk ocTaHHIX 27-MU POKiB, micis posmany Pamsacekoro Coro3y, B 100y Heszame:kHOCTi, y HOBUX
PUHKOBUX YMOBax 3raciia MpaKTHYHO Bcs BiTUM3HsAHA (apdopo-dasacosa ramyss. I3 monan 25-tu giroumx
Ha TOM MOMEHT MiIPUEMCTB Ha CHOTOJHI TIEPIOAWYHO TPAIIOIOTh TITHKH KOJHUIITHI BUPOOHHUIITBA TEXHIYHOI
TOHKO1 KepaMikH (rocrdastce, enekrporexHiunuii papdop, canrexuiunuii Gpasuc, raboparopHa kam’siHa Maca).
HaromicTs naBHI MOTYHI mianpuemcTBa Kmrtanty bapaniBku, Kopocrens, [pyxkisku, by, Ilononnoro,
Kam’sitnoro bpoay, ['opoanuiii, 1110 criemiani3yBaaucs Ha BUTOTOBJICHHI MOCYJIHO-Ba30BOTO Ta CKYJIBIITYpPHO-
aKCeCcyapHOTO CErMEHTY M po3po0isiiv CKIIaJHy cucteMy (POPMOTBOPEHHS Ta JICKOPYBaHHS B IIAPWHI CTOJIOBOI,
YaifHO1, KaBOBOT MPOJYKIIii, CYBEHIpiB, IMOCTYIIOBO OyIH po3(OpPMOBaHi.

BuxoprcToByroun 10CBiT iHO3eMHUX KOMIIaHii, Ha CY4YaCHOMY €Talli pO3BHUTKY, B €BpOIIi, 30KpemMa, BapTo
3a3HAYMTH, IO y «O1IOMY 30J10Ti» HAOUPArOTh 00epTiB, (HaKTUIHO, TUTEKH JIBI TPOTHIICKHI Ta B3aEMOBUKITIOUHI
TeHJeHii. 3 0QHOTrO OOKY, — BiIPOIKEHHS Ha HOBOMY 11a0Ii 3700y TKIB KOJIMCH MTPOBIAHUX, 3HAHUX, «CTAPUX
i 100pux» (ipM-BUpPOOHUKIB, a 3 APYroro — 3aloyaTKyBaHHS HOBUX, KOTpPi amenioloTh 0 JIOCBiLY
TIOTICPETHUKIB. BUSBIICHHS! TaKUX INUISIXIB OHOBJICHHS BITYM3HSIHOTO (hapdopy HUHI € aKTyaJbHOK MPOOJIEMOLO,
OCKUTBKH YKpaiHa, BiIMOBIAIOYHCH BiA CTapux (GopM poOOTH, Mae BHXOIWUTH Ha PIBEHb IPOMHCIOBO
PO3BHHEHOI KpaiHH, a He KOPUCTYBATHUCS JTUIICHh i1HO3EMHUMH 3pa3kaMU KepaMiKH, SKi 3aBO3SITHCS 0 HAC 13
KpaiH «TPEThOTO CBITY» 1 HECYTh Uy)KHHEIbKi €CTETHYHI CTEPEOTHIIH.

VY mpoMy 3B’SI3Ky BapTO 3a3HAuUTH, IO HA Malli CXiZHOeBporeicbkoro ¢apdopy B OCTaHHIA dac
BUJIISIETHCS. BUPOOHHULITBO CydacHOI TOHKOKepaMiuHoi apT-MiHiatiopu Ceprisi BoponoBa. OCHOBHMM HanpsiMoM
JiSUTBHOCTI LBOTO MiJNPUEMCTBA € BUITYCK MUCTELBKOTO MPOIYKTY BIACHOT TOProBoi Mapku «Auis-K», mo
OyKBaJIbHO 3a KiJIbKa POKIB CcTajia BITYU3HSIHUM OpeH10M. BUX0/s49u 3 CBITOBOTO J0CBily KOJEKI[IOHYBAaHHS,
O3HauYeHHI BUPOOHUK 3acHYBaB (DipMy, sika 3aBISKH CIIBPOOITHUIITBY 3 HAWIOTYKHIIIMMHU HAI[IOHATBHUMH

© llIxomsna O. B., 2019
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(habprkaHTaMM OTTaHyBaJIa BUTOTOBIIEHHS YKPATHCHKOTO (hapPOopoBOTO KOJEKIIITHOTO HAaNlepCTKy i Tak 3BaHOT
«MOHETKW» (MIHIaTIOPHUX TapiIO40K-CIOA0K).

BuBueHHio mnpoOnemMu MOLIYKiB WUISIXiB JojaHHs Kpusu (apdopo-dasHcoBoi ramy3i B Hamii
JeprKaBi MPUIUIIETHCS Majlo yBaru. 3araibHy iH(OpPMALiI0 MPO PO3BHTOK CYBEHIPHOI MPOAYKIi B ramysi
icTopii pO3BUTKY HalepcTKa OINPUIIOAHIOBAIH 37¢OUIBIION0 KOJEKIIOHEPH, SIKi CaMOTYKKH Hamarajucs
iHTepnpeTyBaTH iH(popMmarito 3 iHo3eMHUX caiitiB (My3eit HanepcTkoB, 2003; IletpsikoBa, 1991, c. 30-32;
Takue 3nakomie HesHakomil, 2012; My Thimble Collection, 2013; Ukraina, 2004; UNA, 2011). HaromicTts
BITYM3HSHI BUEHI JIWIIIE B 3aTalIbHUX PHCAX MHCAIN PO CYBEHIPHY MPOIYKINIO CTaporo Ta HOBOTO (papdopy-
tasucy ([lerpsikoBa, 1991, c. 30-32; Cmaceka, 2004, c. 120-135; Hlkonpra, 2011, c. 1-400), cepen sixoi
HAIEpCTKIB JI0 HEAaBHBOTO Yacy He OyIo, 32 OpakoM iX MpOLyKyBaHHSI.

[Tpu upoMy cI1iJ] 3a3HAUUTH, IO 3araTbHOEBPONEHCHKUI JOCBI] BUITYCKY NOAIOHOT CyBEHipHOT POy KIIii
(HiMebKUX, (paHIy3bKHX, aHIIHCHKUX BUPOOHUITB TOIIO) icHyBaB. HaTtomicTk B YkpaiHi BAKOHAHHSI TAKHX,
Maike IOBENIpHHUX, KPUXITHUX pEYeH, CTalio 3alouarKyBaHHSM HOBOI JiHIT opmoTBOpeHHs (dhapdopoux
BHPOGIB, 110 JIOCI He Mana TAMIOCTI TPAJMIIi B IbOMY CErMeHTI. Ii mouatok maryetsest 2013 p., komu Gyio
BIJIKPUTO HOBY CTOPiHKY BiTUM3HIHOTO (hapdopy — pipmy «Alis-K°» (Ha moyarkoBoMy eTari — CriBpoOITHULTBO
13 cTapuMu 3aBOlaMM TOHKOI KepaMiku Ykpainu: bapaniBkoro, losoumem, Kam’suum Bponom, [lononnum,
Cymamn).

Merta crarTi

Merta cTaTTi — pO3IISHYTH YKpaiHChKUH (dap]opoBuii HAIEpCTOK SK HOBUI CETMEHT YKPaiHCHKOI apT-
MIHIaTIOpH, TEHETUYHO ITOB’SI3aHUI i3 CYBEHIPHOIO IMPOAYKIIEI0 BiJOMUX 3aXiTHOEBPOIECHCHKUX OpEH/IIB;
YBECTH JI0 HAYKOBOTO OOIry MOHATTSI «yKpaiHCHKHUH (apOpoBUil HAMEPCTOK»; OXapaKTEpU3yBaTh OCOOIMBOCTI
HOro CTaHOBJIEHHS Ta PO3BUTKY BIpooBxk 2010-x pp.

O0’€eKTOM JIOCTIKEHHS € KyJIbTypHE mojie BiTun3HsHoro Gapdopy nmouarky XXI cr., npeameTom — HOBI
pizHOBHH QOPM, 1110 PaOPUKYIOTHCS HHHI, PaHillIe He TIPE/ICTaBICH] B aCOPTUMEHT] YKPaTHChKUX BUPOOHHIITB
TOHKOI KepaMiKH i CKJIaaHHs IXHHOI 00pa3HOi MOBH.

Buxnan marepiany gociiizkeHHs

Criepiry mosiBa HamepcTKiB Oyjga OHMM 13 HAlpsiMiB «BH)KMBAaHHS) HAIIOTO «OUIOTO 30JI0Ta»
B CKCTPEMaJIbHUX (DIHAHCOBO-CKOHOMIYHMX 1 COLIAIbHO-TIOMITUYHUX yYMOBax. OIHAK 3 4aCOM BUPOOHHIITBO
moyano Habuparu cuiu, HaOyBaTH HOBHX ()OpPM PO3BHUTKY, 3M00yBaTH BIIACHY ayAHTOPIIO0 MPUXUIHHUKIB
1 TIOIIIHOBYBAYiB, TICPETBOPUBIITN HOTH «3aTyXaHHs» 1 HaBITh «PEKBIEMY» Ha HOBUI JICHTMOTHB OHOBJICHHS,
CBIXKOCTI ¥ TIepeBTIJICHHS, HABITh MIEBHOI «PEIHKapHAIIi» Ayl yKpaiHChKoTO (hapdopy.

BpaxoBytoun, 110 10CBily BUIIYCKY MOAIOHOI MPOAYKIII 10 TOro Halla KpaiHa I1e He MaJjla, KUSHUH 32
MiCIIeM HapOIKeHHsS Ta IOHOCTI, i ofecuT 3a noMemikaHusM C. BopoHOB, sk KONUIIHIA KaapoBuil odiuep,
KOTpUH CIY’)KUB Ha (JIOTi, PeTeIbHO PO3POOMB CTpATETiI0 1 TAKTHKY BUITYCKYy. BpaxoByroum KOHCYJbTaIlil
BITUM3HSHUX 3HaBIIB ¢apdopy ([dosOum, bapaniBka, [pyxkika, Cymu, Kwuis, Opmeca) Ta iHO3eMHHX
BHPOOHMKIB TOHKOKEPAMIUYHOTO CETMEHTa PHUHKY (Yropchka TOpProBa Mapka «XepeHI»), BiH OIaHyBaB
BHTOTOBJICHHS BITYM3HSIHOTO HANEpCTKy B MeE)Kax HaIllOHABFHOI KiJTbKaBIKOBOI TpaaMIlii 3 ypaxyBaHHSIM
BHUMOT 10 IPOEKTYBaHHs (GOPMHU Ta PO3MHCY, 0a3yIOUUCh HAa JOCBiAI KPaLIUX 3aKOPJOHHUX TOPrOBUX MapoK.
3anareHTyBaBLIHM CBiii ToBap, C. BopoHOB oTpuMaB B YkpaiHi MpaBo Ha BUITYCK 1 HEBEJIMKHUX MApPTiid, 1 MACOBHX
THUPAXIB.

3arasioM icTopisi HamepcTKa Ik 00eperoBoro i JIEKOPaTHBHOTO akcecyapy JAJsl EPCTiB, TOOTO MajblliB,
HapaxoBy€e KUTbKa THUCSY POKIB. BBaxkaeTbcs, mo B paHHboMy CepeaHbOBiUYl Taki MPeAMETH BUKOPHCTOBYBAIa
3Harh Kuraro, [naii Ta Cepenapoi A3ii. 3BiATH KyJIbTypa HOCIHHS OMIOHUX pedeii pOo3MOBCIONNIIACS CIIOYATKY
Ha KaBkas, a 3rogom — Ha CxinHy, i 3Ha4HO Ti3Hime — 3axinHy €Bpomy. 3a neskumu ganumu, 2500 pokis
TOMY HANepCTKH B SKOCTI IHCTPYMEHTa JJIs 3aXMCTY IMAaJbI[iB PYyK ITiJ yac IMTTSA Oyiy BioMi B KpaiHax
Cepenzemaomop’st (CotHukosa, 2004).

Jlerenau MpUITMCYIOTH MOSABY HamepcTkiB €runty abo Kuraro, ne BoHM HaueOTO BKe iCHYBalH B J00Y
nuHacTii Xanb (206 p. go P. X. — 220 p. mo P. X.). MoxinBo, TYT 1l pedi 3aXHIIaly OKpeMi, HaiypasauBiii
TUISHKY PYK 32 CXIJIHOIO TPaJUIl€0, TIOB’S3aHOI0 3 aKyMyHKTYpOIo, abo K CIyTryBaji BiJ3HAKOIO TIEBHUX
0ci0. 3a OKpEeMUMH ICTOPUIHUMH 3TajKaMi, KHTAHChKI CTAPOBUHHI HAITEPCTKH BHUTOTOBJISUIH 3 TIEPIIaMyTpY,
IUIs1 1X 03700JICHHSI BAKOPUCTOBYBAJIH 30JI0TO.
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3 moyarKy Halloi epy 3a apXeoJOoTriYHUMH apTedakTamMu Bifomi BHpoOU i€l rpymu Gpopm, OMM3bKUX 3a
BUIVIAJOM /10 cydacHHX. Tak, mij dac po3konok [epkymanymy Ta IlommeiB (mommHyTHX MOMENIOM MiJ 4ac
BUBepKeHHST BesyBito 79 p. mo H.e.), Oyno 3HaiijeHo OpoH30Bi HamepcTku. OYeBHAHO, LIO LIE A0 COTOrO
POKy HaIlOi epy Li MPEAMETH MOIIUPIOBAINCS CTAPOAABHIMU PUMIISIHAMH TI0 IXHIX €BPOMEHCHKUX KOJOHISX.
MosxiuBO TOJI K BOHU Jictanucs Kpumy ta 3emens maTeprkoBoi Ykpainu. [IpuHaiiMHi, Ha miaTBEpIKESHHS
i€l T3 CBIAYUTH BIOMHUH CKIQCHKUI HamepcTok, aaroBanuii 10000 I ¢t mo H.e. — III ¢t H.e., KOoTpui
Oynmo 3HAWIEHO IMJa Yac PO3KOMOK MOTHWIBRHWKA Oins c. 3aBiTHOTO baxumcapaiicekoro paiiony Kpumy
(Cmacbka, 2004).

OpHak HaWiMOBIipHilIe, 110 MEpLIl IOBETIpHI TBOPH, MOB’si3aHi i3 NPUKPALIAHHSAM, 3aXMCTOM IaJbLiB
Ta OKpeMHUX IXHiX (asaHr moxoxsaTh 3 IHIokWTalo, e icHyBana JaBHS TPajullis HAHECEHHS CKIAaJHHUX
Bi3epyHKIB 00€peroBoro xapakTepy Ha IOJIOHI, KUCTi PYyK, 3all’sICTKH, TOJIEHOCTONM W CTOMH, Majibli Hir.
VY cawmiii [Haii Ta oTouyrouMX il TOBKOJMIIHIX KpaiHax, IO OXHOYACHO MiJIMajaiy Il BIUIMB apeary PO3BUTKY
i xynsTypH IlinHeGecHoi, 31aBHa OyIi0 IPUIHATO BUKOPHICTOBYBATH HANIEPCTKH SK 0Opydku. [ 1IbOTO HA HUX
TpaBIlOBAIM iM’sI )KIHKH Ta JIaTy il MONUTIOONICHHS. [HKOM JOTIOBHIOBAIIM 11l HATIFICH OIMIATHUMH JEKOPATUBHUMU
OpHAMEHTAJIbHUMU MOTHBAMH.

Husky npenmeris Ha3Banoi rpynu XI-XV cr. apxeonoru BigHainum B aepxkaBax Kurato, Inaii, [anokuraro,
[lepcii, Cepennpoi A3ii, yaciB 00’€JHaHHS MHUCTELTBA i KyJAbTYpH LMX KpaiH aunactieto Timypinis. Komu
ouinpHUK wi€l auHacTii Tamepman, ynpasurens Camapkanay 3 TIOPKi30BAHOTO MOHTOJBCHKOTO TUIEMEHI
Oapinac, 1398—1399 pp. posnouas moxija 1o =i, BiH 3aX0MHUB CTOJUINO cyiTaHary — Jleini. 3rofioM Halaaku
Immepii Benukux Moromis gepe3 CedeBiiB mommproBaIn CBOi 3BHUKH Ha mpocTopax Big Cepennpoi A3ii 10
Kagkazy. IIpu3HadeHHs 1esSKUX 3 HUX — 4OJIOBiUe, [IOB’S3aHE 13 1€YaTKOI0 KIUTAJITY TaMIa, KOTpa Maja Kiime
JUIsl BATHCKYBAHHS MiANUCY-IUTaMITy Ha JOKYMEHTaX.

Taxkox Big XII-XIII cT. 3ycTpivarorbes 3raaku Npo eBporneiichki HanepeTku. Tak, 1150 p. mupoko Bigzoma
HIMKEHs, MOJIOJa JiBYMHA-MOHAXHHs, BUeHa-IIUTeNbKa Xinpaerapaa ¢on binren (1098-1179 pp.) minma
10 OCHEAMKTUHCHKOTO MOHACTHPS, JIe 3TO/IOM cTaja abarucoro. Y mepelniky ii MpUIaHOTO MepesiuyroThes
PI3HOMaHITHI HaNepCcTKH, AKi BOHA MoAapyBaja cBoill ooureni. KpiM Toro, y HaCTymHOMY CTOMNITTI MOiOHI
npenaMeTn 3adikcoBaHI B KOAEKCI IMEXOBUX HOPM (ppaHiry3pkoro aBropa 3 Ilapmka Eteena byamo «Kuwura
pemecen», cknaaenoi Mixk 1261 ta 1270 pokamu.

VY XII-XIV cr. mix yac HaOiriB Ha [HIiF0 MOHTOJIO-TaTapCHKUX OpJ] HOBAa MOJa Ha HOCIHHS HAIIEPCTKiB
nifinma 1o cydacHux Pocii i Ykpainu. BukoHyBanu iX 3 KOIITOBHHX METaNliB — 30JI0Ta, CpiOia, MOJeKoIn
Oponzu. 3 60Ky KuTaro 1o BenmkoMy HIOBKOBOMY HIISAXY TAKOXK OKPEMi MPEAMETH TOTPAILISIIN Ha 3eMITi €THIYHHX
Pocii # Ykpaiau. Tak, y HoBroposi Oyno 3HaiiieHO OpOH30BHI HamepcTok, aaroBaHuii X1V cT., MOXIIHBO
micreBoro moxomkeHHs (Coraukosa, 2004), a B c. XMeneBchka cydacHOi CapaToBChKO1 00acTi JaTOBaHUN
TAM JK€ CTOJITTSAM 30JIOTOOPIWHCHKHH BUPiO. Y 1me# "ac XpoHIKH (DIKCYIOTH TIIBAII0 HANEPCTOYHHKIB —
00’eTHaHHS pEMIiCHUKIB HiMerbKoro HropHOepra.

brusbko 1500 p. yHiKanbHI BUTBOPH BKa3aHOI rpynu Bxe (adpukyBanuch y Maiicrepusax HiopuGepry, ne
Ha noyatky X VI CT. cTanm mocTiiHO YaCTUHOIO aCOPTUMEHTY; BUPOOH BUTOTOBIISUTM BPYUHY 3a JOMOMOTOI0
CHeLiaNbHOTO 1HCTpyMEHTa 3 OpoH3M, JaTyHi ¥ Mimi. Po3ruiaBnenuii Meran 3ainuBaiu y GopMmy U naBaiu
3aCTUTHYTH, TICIISl 4OTO OXOJIOJDKYBAIM, BUMay i IOBOIWIN onepatii 3 ¢iHimmHOI 00poOKK mpenmera 1o
KiHI (METON TUTTS) a00 BUPOOIISIIM TBOPH METOJIOM KYTTS 3 TOHKHX METaJeBUX TUTACTHH.

Tak, Bim 1537 p. Bimomuii nepmuii HropuOep3pkmii 3Bij 3akoHiB «llopsmok mims MakcTpiB-
HAITePCTOYHHUKIBY, 1110 3aCBiUy€ iCHYBaHHS B Iiel yac y HiMequnHi okpemMoro 1exy MaiCTpiB-BHKOHABIIIB. 3TiTHO
3 MpaBUJIaMM, BCTAHOBJICHUMH 3raIaHAM JIOKYMEHTOM, BUPOOU 3 JIaTyHi MOIJIM BUTOTOBIISITH JIMILE HIOPHOEPIL.
Hep10B3i, 3a IBaIATH POKiB IIOTOMY, 6:1H3bK0 1568 p. IIBeHIapchKuil XyTOKHHK i TpaBep Moct AMMaH BiiaB
KHUTY TIpo mipodecii, y sKiit 300paxeHi ¢axiBii 3 BATOTOBJICHHS HAIEPCTKIB 32 HOBUMHU METOJIaMH POOOTH.
Bin 1628 p. 3naHa i kapTenb BUTOTOBIIOBAYiB HamepcTKiB y lommanmii, 3BiAKKM BapTO BUBOIUTH TOYATKH
MaHydakTypHOI adbpukamii mux Bupo0OiB y €Bpomi (Crackka, 2004).

[lepme mucemue cBimonTBO Tpo HamepcTku B Pocii maryerbes Takox XVII cr., xomu cepen 3amuciB
y puOyTKOBO-BU/IaTKOBIN KHU31 IBepChKOrO MOHACTHPS, AaToBaHild 1669 p., Oyio 3Hai1eHo iHhopMaIIifo po
CEKpEeT BUTOTOBJICHHS IIMX MpeAMETIB y €BpOIIi, e cTalu 3’ IBISATHCS HAepCcTo4HI KapTeni. Bimomo, mo Bix
80-x pp. XVII cT. royuianAckKi I0Beipyd BUTOTOBIISUIH HATIEPCTKH AJISl 3aXUCTY JKIHOYHX PYK BiJl YKOJIIB TOJIKH.
HanpukiHii 1boro 5 CTONITTS pa3oM 3 MOJIOI0 Ha MUCTETBO PYKOIIIUIS €BPOIIO0 MOIIUPIOBANACS TPAAUILsS
BUINIMBAHHS 13 3rajlanuM Buie mpenmerom (Cmaceka, 2004).

3okpema, y 1696 p. romuranmerts JIOQTUHT TT0YaB BUTOTOBIIATH HANEPCTKU TIPOMHUCIOBHM CIIOCOOOM 3a
JIOTIOMOTOI0 aHITiHChKOI TTapoBoi MarmmHH. Big mesxi XVII-XVIII ct. B Anmiii, @panriii Ta HimeuuwnHi, a 3romom
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i B yciit Pocilicekiii iMmepii HaIepCTKU CTajIl HEBiJ'€MHUM MOJHHM aKCeCyapoM, KM 3aCTOCOBYBAJIH ITiJ]
Yac MUTTA )KIHKY 31 IPUBUICHOBaHUX BEPCTB HACEIICHHS.

[Ticns mepnamMyTpOBHX 1 KOIITOBHUX IOBENIPHHMX IMPEIMETIB, MPUKPAIICHUX JOPOTOLIHHUM KaMiHHAM
i mepnamu, Bix nouatky X VIII ct. B €Bponi HanaromkyeThbes Buiryck gapdopy. Lle Oy MinHui, ririeHiaHui
1 BOJHOYAC JEJIKATHUH Marepiaj, 10 Ma€ BJIACTUBOCTI METaly 3a TBEPAICTIO 1 INAJKICTIO Ta CKJa 3a
JICKOPAaTUBHUMH CIIOCO0aMu 00poOKM TIsHIEBOI TOBepXxHi. «bijge 3070TO», SK €BPOINEHIll oxpasy K
Hapekiu dapdop, AaBayo 3MOTY IMITyBaTH BCi MOMEPEIHBO 3HAWIEHI B XyIOKHbOMY MeTasi (Gopmu. Bono
HE TMOCTYMAIOCS 3PYYHICTIO FOBEIIPHUM BUPOOaM, TiIbKK Oyll0 MPUEMHINIAM Ha JIOTHK, JITTIUM Ha Bary,
3pyYHUM ]ISl HOCIHHS (OpraHiuHUE MaTepiai), JeMIeBIINM 32 BUPOOHHUIITBOM 1 IIBHIIIE TUPAXKYBAIOCS.

Bin nosBu nHa MaiiceHchkiit dapdoposiii Manydaxrypi (Himewumna) mouatky XVIII cT. mepmmx
MiHIaTIOpHUX aKcecyapiB TpHBaJia Tpallsl HaJl BATOTOBICHHSM Y TOMY YHCJII MOIHHUX MPEIMETIB JUIS PYyKOALLIS.
Jlo Tak 3BaHOI rpylH «rajaHTepelHuX» BUPOOiB €BPOIHU 3 1[LOTO OITOCHIXKHOTO MaTepiajy, 1[0 MaB MEHIIIS
0P, HiK KpUXKUN (asHC, Y CTONITTI 6apOKO Ta POKOKO — 00U JIF000BI 10 Mpi6 s3KiB i TeaTpaabHUX €(HEeKTiB —
craBuiucst ocoonmBo yBakHo (UNA) (puc. 1).

Pucynok 1. Hanepctku BupoOHUITBa MaiiceHchKol MaHy()akTypH 3a MarepiajlaMi BCECBITHBOT MepeXi iIHTEepHET.
Figure 1. Thimbles of the production of the Meissen manufactory on the materials of the World Wide Web.

Vxe 3 1710 p. Benuki HiMenbki Gpadpukn y Patirmanmi, Cuaasiry # I3epiomni, a Big 1756 p. Takox MBEACHKI
MiANpUeEMCTBA HaMarajaucs 3AIHCHIOBATH HPOMMCIOBUHM IIMIOHaX 3 METOI0 ONAHYBAaHHA TEXHOJOTISIMU
BUITYCKY IIPOMHUCIIOBOTO BUPOOHMITBA MeTaneBux HanepcTkiB. Y XVIII ct. 3’aBunacs mMammHa, 3a 10MOMOIO0
SAKOI HAHOCHJIM 3arIMOJEHHS Ha IOBEPXHIO HANEPCTKIB, W0 mepen TUM poOwmimcs BpyuHy. Kpim Toro,
y 1763 p. ABctpisi, 3a HakazoM immeparpuli Mapii-Tepe3ii Takoxk onaHyBajia TEXHOJIOT1 BUITYCKY HamepCTKiB,
3aB/ISKHM BUBE3CHHIO 3 HIopHOEpra KiIbKOX MaiCTpiB y MiIBOJAX 13 COJIOMOTO.

IloctynoBo, wna 3mami XVIII-XIXcT., HamepcTKkH CTaad HEBiI €EMHHM aKcecyapoM 0OaraThox
€BPOICICPKAX KpaiH, a4 TaKOK CErMEHTOM ixHboi mpommcioBocti. Ha 1824 p. rosemip M. . [aGuep
MIPE3eHTYBaB BUTOTOBIICHI HUM Ha BIACHOMY BHPOOHHIITBI HANIEPCTKH IMUPOKIN CIIIBHOTI. Y IeH piK BIACHUK
(abpuky BHHAWILOB CHELiaJbHUM Mpunajz [Jisi BUKOHAHHS LUX IPEAMETIB PI3HOMAHITHOTO BHINISILY, SIKE
3amaTeHTyBaB. Ha BUTOTOBIEHHX Y IPOMHCIIOBHH CIIOCIO HAalepCTKaxX rpaBitoBaiy Ha3By BUpOOHMKA. 3BiITH Besie
MOYaTOK Cy4acHe CJI0BO «OpEH/» — BiJl TaBHBOHOPBE3bKOTO «CTABUTH KJICHMOY, MapKy-OpeH]T Ha CBOTH MPOAYKILii.

Tak Oyno MOKIAJEHO MOYATOK HAKOUIBIIOMY TiJNPUEMCTBY 3 BHTOTOBJICHHS IIi€l MpojayKiii B €Bpori
i ychoMy cBiTi. KpiM 3ramaHoro BUpOOHHIITBA, BU3HAHUMH CBITOBHMH JIiJIepaMH Ii€l TMPOAYKIIIi CTaIN BEITUKI
¢ipmu mpomucnoBoro tumy «3oprens i LllTonemaiiepy» Ta «Jlotxammepy y IliBnenniit Himeuuusi. [Hmi Bu3HauH1
LEHTPH BUITycKy Oyno Bimkputo y @panmii, Aurmii # Awmepuri. HalikomToBHIm ek3eMIusipy B el 4ac
3aMOBIISUTH IJ1sl IPEICTAaBHUKIB KHA3IBCHKUX 1 KOPOTIBCHKUX POJHH €BPOTIH.

Y XIXcr. y IliBgenniii HimeuunHi HaOyno TOIIMPEHHS MPOMKCIOBE BHIOTOBJICHHS HECECOPIB
st pykogimst 13 Hanepctkamu (CotHukoBa, 2004). KpiMm camux BUpOOIB pizHOMaHITHHX (opm, IO
B IIell Yac NpHKpalmaIncs eMallIMH, YEPBIICHHSM, KOINITOBHHM KaMiHHSM, po3nmucamMu (0coOIMBO
(hapdopoBi eK3eMILIAPH), 13 JOPOTOBAPTICHUX MATEPialiB BUTOTOBIISLIN 1 PYTISAPU Ta YOXIIH 1T HAOOPIB
Ta iXx 30epiranss. [lommpennmu Oyny He JUIIe HAA3BUYAMHO BUIIYKaHI BHPOOHW 3 «OIIOTO 3070Tay,
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a ¥ pyKOTBOPHI MiHIaTIOpH 3 TIepIaMyTpy, CIOHOBOI KiCTKH, Pi3HUX KOIITOBHUX IOPiA JAepeBa. Y NESKUX
KpaiHaxX IIi IISIHKA HAOyJdM O3HaK iMIIKEBOTO IOJAapyHKa BiJl HApEYEHOTO HApedeHil, SKUil cTaBaB
1HIMKaTOPOM 3aMOYKHOCT1 MOJIOZIOTO.

Bin tBOpiB Mexki XIX—XX cr., koTpi 30eperiics, HalJOPO)KIMMH BBaKAIOTHCSI HAIIEPCTKH, BUTOTOBJICHI
dipmoro K. @adepxe (BigomMo 1moHaMEHIIIe YOTUPH IPHUKIAIU 3a crioBimeHHsMu 1993 1 1995 pp., oaun
3 aKUX pobotu MaiicTpa [. Birctproma). 3oxpema, 11e «<KOMOAHMK» ModaTKy XX CT., TapHUH J0 aHTIIIHCHKOTO
Hececepa apyroi uBepti X VIII cT., 110 CKITamaeThCs 3 HOKHUKA, TOJIOUHHITI, HOXKHUIIH 1 TPEAMETIB 0COOHUCTOTO
TyaJleTy, cepell IKNX MaB OyTH i HallepCTOK.

Bapricth omHi€i Takoi pedi BUpOOHUIITBA 03HaYEHOT PipMH HA CHOTOAHI MOXKE CSTaTH 2 THC. JOJapiB
i 6inp1Ie. 30kpeMa, 110 iy MPaBWIIX 3a JOT, BUTOTOBJICHUH HA3BaHUM MiAIPUEMCTBOM 13 3010Ta OJIM3BKO
1900 p. Muxatinom [lepxinum, aBTOpoM OararbOX NMacXalibHUX sI€Lb JIsl pojauHu PomanoBux. O3HaueHUI
eK3eMITISIp MaB HeBenMKHid po3mip: 1x0,8 cm, ynakoByBascst y pymisip 2x1,2 cm. [IpobipHi kielima i Toprosa
Mapka ¢ipmu Dadeprke, BIATUCHYTI HAa TPEAMETI Ta HOTO YITAKOBITL, i IKPECITIOBAIH CIIPABACIITHICTD JIOTIB,
10 He MaJli 03HakK yTmwiitapHoi pedi (Cnacbka, 2004).

Cepen BH3HAYHMX AT, IOB’SI3aHUX 13 HalEPCTKaMM, NPOTSAroM XX CT. BApTO OKPECIUTH OCHOBHI.
[lepma, mo mana micue B 1963 p., — yac KymiBii WITYTTTapTchKuM 1oBestipoM [ensmyTom [paiidom dadpuku
l'aGnep, xorpa mi3Hilme mporopina, Ta ii MomepHizawis. Jpyra, mo BinOynacs B 1982 p., — BiIKpUTTS
nonpyxoksiM TopBaniboM i Bpiritroto ['paiid y ranepei «Dinrepxyt» y Kpermiareni (Himeuunna) My3sero
Hariepctka. Hapasi 3rajana kosnekiis Hajiiuye rmonaj 4000 ekcroHaTiB pizHUX ernox (puc. 2.)

Pucynok 2. Hanepctku BupoOHuTBa poxunn ['paiid y Himeudnni.

Figure 2. Thimbles for the production of the Grieg family in Germany.

IcTopis cTBOpeHHsS MaHOTO My3€l0 IOB’s3aHa i3 30MTKaMH, SKMX 3a3HaB BIACHUK (paOpWUKHU TicIs
1 3aKkpuTTA. 3apajy MOBEPHEHHS KOINTIB BiH HAMKCaB NP0 HANEPCTKH KHUTY, YaCTHHY THPAXY SKOI
3000B’s3aBCsl 32 KOHTPAaKTOM 13 BHUIABHULTBOM peajlizyBaTh CaMOTYXKKH. Toal Micue mnpojaxy BiH
HaIepCTKH, HalAaBHIINM 3 IKHX Oys0 Ounbm sik 2500 pokiB.

Tax 8 cepnst 1982 p. y HiMeuunHi BUHUK €IMHUHN y CBITI My3eil, e Oyl MpeICTaBICHI HAepCTKU
3 pI3HUX KOHTHHEHTIB 1 KpaiH (1mouarkoBo BUCTaBIsI0CS 800 €KCITOHATIB), Bl 3BUYAHHOTO YTITITAPHOTO
3pa3ka 0 OMIATHUX BHUPOOIB i3 MpHKpacaMu pizHOMaHITHUX (opM i marepianiB. [IpuMimieHHS My3ero
po3ramoBaHe Ha Bifctani 1 kM Big Kperninrena. OCHOBOIO IIbOIO BHCTAaBKOBOIO INPHUMIIICHHS CTajl
3aJIMIIKK HAIlepCTOUYHO1 ManydakTypu OpariB ['abnep, siky ycnaakysaB y 1963 p. ['enemyT ['paiih — 6arbpko
BinkpuBaua my3ero (My3ell HaepcTkoB, 2016).

Criopyna BUsSBUJIaCS HEIIPUIATHOO JijIs (haOpHKarlii Imiciisi BEJIMKOI [TOYKEXKI, Yepe3 110 BJIACHUK PO3IIoUaB
JIOCITITHAIEKY pOOOTY 3 TOXOKEHHS, IMOIMUPEHHS Ta KOJEKI[IOHYBaHHS HamepcTKiB. Lli HampairoBaHHs
JIATJIA B OCHOBY HAyKOBO-JOTIOMIKHUX MaTepiajiB My3elo, HisITbHICT SKOTO CIIPsIMOBaHa Ha 30€peKeHHS
ImaM’STi Mpo MaiCTPiB IIHOTO PI3HOBUIY PYKOMHUCTIA.
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V roBenmipHiil MaicTepHi NpW YCTaHOBI HHWHI poAuHa lpaild) mpomoBKye BUTOTOBIECHHS HEBEIWUKUX
cepiif HalepcTKiB, BUKOHYIOUH iX 371e0ibIIOT0 Ha 3aMOBIIEHHS KOJIEKI[IOHEPIB y Mekax Tpaauiii. Maibke
MiBMUIBHOHA BiZBIyBadiB BXKE OINISHYNIU Lei My3eH, y ToMy 4ucii Bigomi ocoductocti HiMeuunnu ta Beiel
€Bponn. Cepes eKCIIOHATIB Ha3BaHOI IHCTUTYLI] € MPEeAMETH, BUTOTOBJICHI IO aM’sITHUX JIaT, SIKi 3aBEACHO
BUITyCKaTH Ha 3axoi (KIITaJITy BHKOHAHUX JI0 JIHS oflpy>KeHHs npuHua Yapnb3a ta npunnecu Jianun) (Myszei
HarepcTkoB, 2016). 3aramoM KOJEKI[IOHYBaHHsS HANEPCTKIB y Pi3HMX KpaiHaX B OCTaHHI POKU HalOyBae
0COOIMBHUX 00EPTIB.

[locTynoBo HamepcTKH CTalmM IMIJDKEBUMH TIpeAMETaMH, KOTpi JapyloTh, 30MpaloTh, SKUMHU
oOMiHIOIOTECSI. HUMU Ha ChOTONHI HaBiTh BiJ3HAYAIOTh y SKOCTI OCOONMBUX Haropoj (IIopivyHa Haroposa
«30110THI HaEepCTOK», SIKy Bpy4aroTh y [laprxki 3a HallopUriHaJIbHINTY KOJEKILIIO0 OAATY, CTBOPEHY KYTIOp €
abo mozgenbepom) (Criaceka, 2004). YacTo HanmepcTKU HOCSTH Ha JIAHIIOKKY SIK 00eperoBy pid, MPUKPAIIAIOTh
HUMH NIOJINYKH B O0(hicax Ta iHTep’ epax MoMelIkaHb. BoHU cTatoTh 3aTpeOyBaHIMHU, OCKIIBKH MarOTh CKPOMHI
rabapuTy i HEe BUMAaraloTh OCOOJMBOTO MICIS JJsi 30€piraHHs, 9acTo 32 HUX NMPOCSTHh HEBEIHKY, IIJIKOM
JIOCTYITHY ITiHY, @ B KOMITICKTI 3 IHITAMHU TMOMIOHUMHU pedamu, 30kpema, haphopoBUMH BHPOOAMH, MOXKYTh
CTAaHOBHUTH OJIMH, CIIIBMACIITAOHHUH aHCaMOJIb.

Huni HanepcTKH € yacTHHOI0 000poTy BeecBiTHROTO aHTukBapiary (Mwuiep, 2003, c. 1-304). Yacro ix
peatizyroTh Ha BiJOMHUX CBITOBHX ayKiioHax KmTanty «CoT0icy, y TOMy YHCIi Ha IHTEpHET-MpoJakax (JIOTH
Ha eBay tomo). TyT mpogaroThcsi BUTBOPH BCECBITHBO BimoMux Qipm: Maiiceny (Himeuunna), Bemksymy
(Aurmist), Imneparopeskoro (apdoposoro 3asoxy i Dxeni (Pocis) tomo (Pearsall, 1997). Ilina omnoro
HalepCcTKa TaKuX BUPOOHHUIITB y cepeqabomy cranoButh 50100 $. ITpote, cepern BiOMUX 3HABIIIB FOBETIPHUX
IpiOHUYOK 1 (apdopoBux QiHTEpreiB BUBUEHHS I[HOTO cerMeHTa mpoaykuii i BiTumsHsHuX (Ilerpskosa,
1991, c. 30-32; Cmaceka, 2004, c. 120-135; Hlkonera, 2011, c. 1-400), i iHO3eMHHUX (ipM TiIBKH HUHI
nounHae Habupatu o0epTiB. Tak, Ha iHTepHET-IpocTOpax Yexii-ClroBa4uMHM CTBOPEHO CAMT, MPUCBIYCHUI
BHCBITJICHHIO KOJIEKLIl HAMepCTKiB i3 62-X KpaiH CBITY, cepel SKUX mpeactaBieHo i Ykpainy (My lhimble
Collection, 2013; Ukraina, 2004) (puc. 3).

Pucynoxk 3. Haiinoposkui B cBiTi HanepcTku ipmu «Dadeprke» Ta IXHI €Bponeichki Mpoodpasu y BUIVISLAI HECECOPIB.
Figure 3. The most expensive in the world of thimbles of the firm Faberge and their European prototypes in the form of dissertations.

Huni TpuBae po3poOieHHs 1 HAOBHEHHSI HAO1IbIIOro B YKpaiHi caiiTy 3 BITYUM3HSHOTO KOJEKIIHHOTO
HaTepCcTKa, MaTepiajiy IS SIKOTO HaIXoAsITh i3 Kosiekii Cepris BopoHosa (1oHas Bi THCAY1 NIPUMIPHHUKIB)
ta Hanii Anienko (Mae 30ipky Onmsbko 5000 ex3emmuisipiB). KpiM Toro, caiit, sik 1 karajor TBOpiB ¢ipMu
«Amnis-K®», mictuTh iHGOpMAaIio mpo cepii Ta okpeMi TBOpH, BumymleHi migmpuemctBoM C. Boponora
IIPOTSITOM OCTaHHIX IT'SITH pOKiB (puc. 4).
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Pucynok 4. Tupaxuuit papdopoBuii HAMEPCTOK 1 TapeNTi-MOHETKU 3 PYYHUM PO3IUCOM y CTHII
«TpakTHpHUH Tocyn» ¢dipmu «Amis-K». 2010-ti pp.
Figure 4. A circular porcelain thimble and a coin dish with hand-painted in the style
of the “tableware” of the firm “Ali-K°”. 2010 years.

I xo4a KomekiioHep crodaTKy 30MpaB i MPOAYKyBaB HAIEPCTKH HA JepeB’sHil, cKisHIN 1 dapdoposiit
OCHOBI, 3 YaCOM BiH 3yIIMHHUBCS Ha OCTAaHHBROMY Marepialii sk € JMHOMY HACTLIBKH K eNliTAPHOMY, HACKIITbKU
il eeranTHOMY. B KOHTEKCTi BUCBITJICHHS L€l TEMH BapTO ACTaJbHIlIE 3yNMHUTUCS HA HAKOLIBIIOMY came
¢daphopoBomy OpeHai B Tady3i KOJIEKLUIHHOTo HamepcTka YKpainu — nponaykuii ¢pipmu «Amnis-K» (puc. 5).

Pucynok 5. Tupaxxuuii papdpoposuit HarepcTok 3 pydaHuM posnucoM y ctuii Tpunimis dpipmu «Amis-K». 2010-1i pp.
Figure 5. A circular porcelain thimble with a hand-painted Trypillya style of the company “Ali-K°”. 2010 years
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Ines mosiBu mepmux TBOPIB LbOTO BUPOOHMIITBA, @ caMe CKYJIbNTYpHOI mapu — «Mamasy» (napyOka) Ta
«Binouka» (1iBUMHM) 1 yKpaTHCHKOI «MOHETKMY, BUKOHAHOI B PIUMILI TPaJULiIHHOIO HALIOHAIBHOTO PO3MHCY
TPYIH TaK 3BAHOTO «TPAKTHPHOTO» IOCYAY, a TaKOX HANEepCTKiB, 03M00JCHUX Y TPaHLii «IIETPUKIBKUY,
Hanexkuth O. llkonpHil. Po3poOIeHHSIM OKpeMHX BHCOKOXYIOXHIX B3IpIiB B «Auis-K°» 3aiimarorbcs
BiIOMI XyJdOKHUKM BiTuu3HsiHOro (apdopy — O. XKepuosa (Opeca), A. MensenkoBa-Ilanuyk (JoBOu),
O. Arpsinikina (bapaniska), O. PaiikoBcbka (Kam’stauii Bpin JKutomupcebkoi 001.) Ta iH. (puc. 6).

Pucynok. 6. Tupaxuuii papdhopoBHii HAIEPCTOK 3 ASKOILTIO Ta PYYHHM PO3IHCOM
Ha TeMy 3acHOBHHUKIB Oznecu dipmu «Aunis-K®». 2010-ti pp.
Figure 6. A circular porcelain thimble with a deco and hand-painted
on the theme of the founders of Odesa firm “Ali-K °”. 2010 years.

VY Mexax OCHOBHUX YOTHUPHOX I'PYI — CKYJIBITYPHOIO, PEHOMOBOTO (32 CTApOBUHHUMHM YKPaiHCHKHMH
3paskamu mianpuemcts XVIII — mouarky XX cT.), OpIUHAPHOTO HANEPCTKA T4 «MOHETKH» BHKOHYIOTHCS
3pa3Kku, 031001€eH1 1) TiAbKK PyYHHUM PO3MHUCOM, 2) JEKOJUII0 B IOEIHAHHI 13 PyYHUM PO3IUCOM, 3) AEKOJLIIO,
4) NacTUYHUM MOJEIIIOBAHHSAM 3 PYYHHM PO3MUCOM. ABTOPCBHKI BHCOKOXYIIO’KHI TBOPH JICKOPYIOTBCSI 30JI0TOM,
KoOasbTOM, MmypnypoM. KoskeH KOJIeKUiiHUI HAnepcToK i3 KPUXITHUX MapTiid, KUIbKICTh NPUMIPHUKIB SKHUX
€ 3a(hikCOBaHOIO, MICTHTh 1H(OPMALIIIO PO MOPSAKOBHI HOMEP, IO TAKOK YHOCHTBHCS B KAaTaJIOT MPOMYKIIiT
komriaHii. i Takux BUpOOIB mepenbaueHUit cepTUdIKaT, SKUN BIII3EPKAIIOE YHIKAIbHICTh CKCIIOHATA,
3a0e3redye HOoro BUHATKOBY HEMOBTOPHICTH 1 Jla€ mpedepeHIiii A MOXKIMBOTO TMepenpoaxy abo oOMiHy
BJIACHUKOBI (pHC. 7).

241



OBPA3OTBOPYE TA JIEKOPATUBHO-YKUTKOBE MUCTELITBO
ISSN 2410-1176 (Print) » Bicank KHYKiM. Cepisa: Mucrernrsoznascto. Bum. 40 « ISSN 2616-4183 (Online)

Pucynok 7. Tupaxuuii paphopoBuii HAEPCTOK 3 pyIHUM po3nucoM y et «IlerpukiBkm» dipmu «Amis-K». 2010-ti pp.
Figure 7. A circular porcelain thimble with hand-painted in the style of “Petrykivka” by the company “Ali-K°”. 2010 years.

[Mounnatoun 3 2013 p., po3poOICHO KiNbKa TOPrOBUX MapoK IMiANPHEMCTBA, SIKI HAHOCSATBHCS Ha
BHYTPIIIHIO YaCTHHY BUPOOY MOPYY 13 3aBOACHKHUM JIOTOTHUIIOM ([UIsi cepiil mpeMiyM- Ta vip-kiacy. Takox
ABTOPCHKI €K3EMILISIPH, PO3MKCAHI BiJl PyKH, 0300JIFOI0ThCS XyAOKHIMUA 3HAKAMHU-MOHOTPaMaMy MUTIIIB, SKi
po3pobisiii 1 BUKOHYBanH ixHiM posnuc. KokHa MiHIaTIOpa B IIbOMY KPHUXITHOMY PO3Mipi € YHIKaJIbHOIO,
OCKIJIBKH PYKOTBOPHUIT pO3ITUC HEMOKINBO A0COTIOTHO TIOBHICTIO TIOBTOPHTH, a/1KE B KOYKHOMY KOHKPETHOMY
BHITAJIKy BapiroeTbes i migdip dapo (puc. 8).

Pucynok 8. Tupaxuuii papdopoBuii HanepcTok 3 pydHUM po3mnucoM Ha Temy: «Ilicenna Ykpaina» dipmu «Amnis-K°». 2010-Ti pp.
Figure 8. A circular porcelain thimble with a hand-painted on the theme: “Song of Ukraine” by the company “Ali-K°”. 2010 years.
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I xoua croronHi happopoBHii HANIEPCTOK HE CTUTHKU BXKE € YTHIIITAPHO 3aTpeOyBaHUM Ta IIBUJIIIIE BTpaYae
CBOIO mpsiMy (yHKLiIO 3aXuCTy (ajaHr NajbliB, BIH CTa€ 3HAKOBUM aTpHUOYTOM 3arajbHOEBPONEHCHKOI
TOHKOKepaMiuHOi KyabTypu. HuHI IHTUMHY pid A7 33/10BOJICHHS BIIACHUX KaMEPHHUX MOTPEO KOJNEKIIOHYIOTh
HE JIMIIE KiHKH, a ¥ YOJOBIKA. AJKe caM eJiTapHHH, BUIIYKaHUH Matepian ¢apdop OyB cTBOpeHUH ais
Haconoay imreparopiB Kuraro, a HUHI € HEBiI'EMHOIO YaCTHHOIO KyJbTypHOTO comiymy [omnanaii, HimeudnHy,
Ascrpii, Auriii, @panuii, Pocii, Ykpainu, [Tomnbr, Yexii, Yropimuay i HIIAX TPOMHUCIOBO PO3BHMHEHUX KpaiH,
[0 MArOTh BJACHI Tpajuilii OPEeHIOBOCTI «BHCOKOTO MucTenTBa» (apdopy. Bonwu, sk i kimacuuHa My3uka,
TpaJuIiiHUN OaJeT, oNepHuil CIIiB, He MOXYTh HAOPUAHYTH 1 BUHATH 3 MozH. Lle BiYHO MoJIozie, OHOBITIOBaHE
MHCTELTBO, KOTPE 3 4acOM, K J0Ope BHHO, JIULIE CTae KpamuM (puc. 9—17).

Pucynok 9. Tupaxuuit papopoBuii CKyIbITYPHUI HATIEPCTOK 3 PYYHUM PO3MICOM HA TEMHU:
«Mamait» Ta «Ykpaiaka» gipmu «Amis-K°». 2010-1i pp.
Figure 9. A circular porcelain sculptured thimble with hand painted on the themes:
“Mamai” and “Ukrainka” of the company “Ali-K°”. 2010 years.

Pucynok. 10. YnaxyBauss st papopoBHX HANEPCTKIB 3 pyuyHUM po3rrcoM Gipmu «Amis-K». 2010-Ti pp.
Figure 10. Packing for porcelain thimbles with hand-painted company “Ali-K°”. 2010 years.
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Pucynok 11-14. Exckiro3uBHuii haphopoBuii HarnepcTok Ta MOHeTKa Ha Temy LlleBueHKiaHu.
Pyunnii posnuc O. XKepuooi, Oneca. @ipma «Amis-K».
Figure 11-14. Exclusive porcelain thimble and a coin on Shevchenko’s theme.
Hand-painted by O. Zhernov, Odesa. Firm “Ali-K°”.

Pucynok 15. Tupaxuuii papdopoBuii HarnepcTok 3 pydHuM posmucoM dipmu «Amis-K°». 2010-Ti pp.

Figure 15. A circular porcelain thimble with a hand-painted Alice-K ° company. 2010 years.
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Pucynok 16. Tupaxxuuii ¢pappopoBuii HarepcTok 3 pydyHHM po3nucoM (ipmu «Amis-K». 2010-Ti pp.
Figure 16. A circular porcelain thimble with a hand-painted Alice-K° company. 2010 years.

Pucynoxk 17. Tupaxuuii papdopoBuii HaepcTOK 3 pydHHM PO3MUCOM M0 Kobansty dipmu «Aunis-K». 2010-Ti pp.
Figure 17. A circular porcelain thimble with a hand-painted cobalt painted by the company “Ali-K °”. 2010 years.

Huni nosiBa HOBOTO MpeMeTa Y BUIVISIII BACOKOMUCTELLKOTO (hap(OopoBOro HarepeTKy A03BOJISIE POSIIMPUTH
1 9aCTKOBO BIJIPOIUTH aCOPTUMEHTHHUH ps MPOAYKIII BITYU3HSHUX BHPOOHHIITB, «PEIHKAPHYBATH» AYIILY
YKPaTHCHKOTO BUCOKOTO «O1JI0T0 30JI0Tay, ke 30epirae TAMICTh Tpaaullid GOPMOTBOPUOCTI i JCKOPYBaHHSL.
KokHa KBiTOYKa 3 BITYM3HSIHOTO (IOPATBHOTO «TrepOapiioy», MOKIaJeHa Ha «HOTH» 3arajlbHOEBPONEHCHKOT
BUCOKOT MO/ yCTQJICHUX POCIMHHHX KOMITO3MIII «a JII MaHep», «a Jisi CAKCOHCHKUI Bi3ePYHOK», «a JI
HiMEUbKi KBiTH», 1110 HaOyla BUKIHYEHHUX PUC MICLEBOi BUPA3HOCTI Ta JOCKOHAJIOCTI, B30POBAHOI Ha piAHY
MIPUPOLY, — TO a0ETKa MOBH KOXXHOT BUCOKOOCBIYEHOI i BUXOBaHOI €BPONEHCHKOI JIIOAMHHM, 1[0 BCE KUTTS 11
BYMTH 1 HACOJIOMXKYETHCS, K KOUCh y XIX cT. BYMIM 1 3HaIM (paHIy3bKy MOBY. Y IIbOMY 3B’SI3Ky MOTHBHU
pinHoi Gropu BiAOMBAIOTH HaIlll MEHTAIIBHI YSBICHHS ITPO BCECBIT Yepe3 MOBY OyTOHIB BITYM3HSIHUX BOJIOIIOK,
MakiB, pyM’sIHKIB, TIOJIbIIaHIB, HAPIIMCIB, KBITYYOrO JIbOHY, rajly3KaM 3 JIUCTSIM JyOy, JIaBpy, BUHOTPA.Ly.
Crieriuikoro yKpaiHChKHX BHPOOiB, po3pobieHux ¢ipmoro C. BopoHoBa, cTaB BUXijJ Ha PIBEHb PO3YMIHHS
HamnepcTKa SK 3HAKOBOTO HOCIS, CYBEHIpY, MOAapyHKa-croramy modarky XXI cr., skuii BBIOpaB i TBOpYO
MIEPEOCMUCIINB Kpallli MUCTEIIbKi JIOCATHEHHSI MUHYIIOTO B Tary3i dapdopy.

BucHoBku
OTKe, CTaHOBJICHHS YKpaiHChKOro (GapdopoBOro KOJICKIIHHOIO HAIEPCTKY BiAOYJIOCS BIPOIOBK

2010-x pp. Lleit cerMeHT TOHKOKEPAMIYHOTO BHPOOHMIITBA HHUHI TPENCTAaBICHWN cepesl BITUU3HSIHHUX
BUPOOHMKIB npoaykuieto dipmu «Anis-K°» (3acHoBHUK 1 TBOpumii Kyparop C. BopoHoB, Oneca). Cneundika
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PO3BUTKY O3HAu€HOTO CerMeHTy (aphopoBOTO BUPOOHHWIITBA OCTAHHIX POKIB TONATaE y 3BEPHEHHI [0
METPUKIBCHKOTO PO3IIHCY, CKYJIBITYPHUX 00pa3iB «YkpaiHkm» Ta «Mamas», CIOKETHO-TeMaTHYHHX KOMITO3ULIIN
Kmranty «BiHouka», B po3poOJeHHI IIIACTUYHOTO JIEKOpY W 037400JEHHS CyYyacHHX B3IpLiB y CTHIIICTHII
BIJOMHX YKpaiHCBKUX OpeHiB cTaporo BUCOKOro ¢apdopy. ToOTO chorogHi peHOMOBY (penpe3eHTaTHBHY)
nopueisiny Gipmu «Asis-K®» npencraBisiFoTh KCKIIIO3UBHI Cepii BUITYKAHUX HAIICPCTKIB, BAKOHAHUM y MEXax
TPauIliil HAI[lOHAIBHUX BUPOOHUIITB KITACHYHOT 00U pO3BUTKY «Oistoro 3oioray (Kinerp X VIII-XIX crt.).

[TepciekTHBY TOJANBIINAX JOCTIIKEHDL OB’ SI3yIOThCsl 3 mpoekToM (ipmu C. Boponosa «Ictopuuanuit
tdapdop. 3aBog MikameBcyKoroy.
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OCOBEHHOCTHU CTAHOBJIEHUSI | Ikonsuas Onpra BoagnmuiposHa
N PABBUTHUSA YKPAUHCKOI'O | Jjokmop uckyccmeosedenus, npogpeccop,
DGAPDOOPOBOI'O KOJUVIEKIHHIMOHHOTI'O | Kuesckuii ynusepcumem umenu Bopuca I punuenxo,
HANEPCTKA 2010-X I'T.. | Kues, Ykpauna

Ienb paboThI — pacCMOTPETh YKPAUHCKUIA (hapOpOBbIi HAIIEPCTOK KAK HOBBIN CErMEHT YKPAUHCKON apT-MHHHATIOPHI,
TCHETHYECKN CBS3aHHBIA C CYBEHHPHOW MPOAYKIIMEH M3BECTHBIX 3aITaJHOEBPONCHCKUX OpEHJOB; BBECTH B HAyYHBIN
O0MXOJI TTOHATHE «YKPAaWHCKHH (hapOpOBBIN HAMIEPCTOKY; OXapaKTEepH30BaTh OCOOCHHOCTH €r0 CTAHOBICHHUS M Pa3BUTHE
Ha nporskeHuu 2010-x rr. MeTononorus McciaeioBaHUsl OMMPAETCS HA MPUHLMIIBI UCTOPUYECKON J0CTOBEPHOCTH
U BCECTOPOHHOCTH, HMCKYyCCTBOBEJUECKHMH MOAXOA U COBOKYNHOCTb HCCIIEAOBAaTeNbCKUN HpueMoB. B wacTtHOCTH,
Ha AKCHOJOIMYECKHUH — B CMbICIE MIKAIbl IIEHHOCTEH COBPEMEHHOTO IOTPEOHTEIIsl, OHTOJIOTHYECKHH — B paspese
OBITHIHBIX peanii HACTOSIIErO MPOMBIIIJICHHOI'O HCKYCCTBa, KYJIBTYPOTBOPUECKHUIT — Kak (DakTop pa3BUTHUs HOBEUIICH
XYLOKECTBEHHOH KyJbTypbl EBpOIBI, MCKYCCTBOBEIYECKOIO aHAJIN3a — B CMBICJIE BOCIPOU3BEACHUSI TBOPYECKUX
TIPOIIECCOB, CBA3AHHBIX CO CTAHOBJICHHEM YKPAWHCKOTO (happopoBOro KOIIEKIIMOHHOTO HarmepcTka. Hayaras HOBH3HA
Pe3yIbTaTOB OCHOBBIBACTCS HA BBEICHHHM B HAaydyHOE OOpamieHhne WHPOPMAIMH O COBPEMEHHOM OTEUECTBCHHOM
TOHKOKEPaMHUYECKOM HATIEPCTKE, YUUTHIBAsl PETPOCIEKTUBHBIA 0030p JOCTHKEHHI M3BECTHBIX CBPOIEHCKUX OpEHIOB
B 9TOI 00JacTH NMPOMBIIUICHHOTO AW3aiiHa. BriepBele npuBoxuTcs nHGoOpManus o0 MMEHax XyI0)KHHUKOB, MMEIOIINX
OTHOILIEHHE K pa3paboTke (opM U y30poB 0003HAUCHHOTO CErMEHTa CyBEHUPHOM NPOAYKIMK YKpauHbl. BeiBonsl. Heine
B PBIHOYHBIX YCIIOBHSIX, KOrJia oTedecTBeHHas (apdopo-dasHcoBas MPOMBIIUICHHOCTh YK€ HE UMEET BO3MOXKHOCTH
BBIITYCKaTh OOJbIINE HAOOPHI MOCYIBI, TaK KaK OHM HE OKYIAIOTCS, B YKPAHMHCKOM IPOMBIIUICHHOM JH3aifHe TOHKON
KepaMUKH HaMETHJICS TIEPEX0 K MEHee 3aTPaTHBIM CeTMEHTaM MPOIYKIMHU. B 3Toi CBA3M MajopopMaTHBIE SKCKITIO3UBHBIC
Y MacCOBBIC HAIEPCTKH — HOBas Pa3HOBUIHOCTH OT€UECTBEHHOTO (apdopa, KOTOPHIA UMEET MOTEHINIO K Pa3BUTHIO,
TTOCKOJIBKY OTPaXKaeT TPAAMIIH BBICOKOTO «OEJI0ro 30J10Ta» MPOIIEIIINX 310X.

Kniouegvie crnosa: dapdop; Ykpanna; HanépcTok; Hayaso XX Beka.

FEATURES OF FORMATION | Olha Shkolna
AND DEVELOPMENT | Doctor of Art History, Senior Researcher,
OF THE UKRAINIAN PORCELAIN | Borys Grinchenko Kyiv University, Kyiv, Ukraine
COLLECTOR'S THIMBLES IN THE 2010S

The purpose of the research is to consider the Ukrainian porcelain thimble as a new segment of the Ukrainian art
miniature, genetically related to the souvenir products of famous Western European brands; to introduce the term the
“Ukrainian porcelain thimble” into scientific use; to characterize the features of its formation and development in the
2010s. The methodology of the research is based on the principles of historical authenticity and comprehensiveness, the
art history approach and a set of research methods. In particular, the axiological method — in the sense of the scale of
values of the modern consumer, ontological method — in the context of the existential realities of today’s industrial art,
cultural method — as a factor in the development of the newest artistic culture in Europe, art history analysis method —
in the sense of reproducing the creative processes associated with the formation of the Ukrainian porcelain collector's
thimbles. The scientific novelty of the results is based on fact that information about the modern Ukrainian thin-ceramic
thimble has been introduced into scientific use, taking into account the achievements of the well-known European brands
in this area of industrial design. For the first time, information is provided about the names of artists who are involved in
the development of forms and prints of the designated segment of souvenir products in Ukraine. Conclusions. Nowadays,
in the market conditions, when the Ukrainian porcelain industry is no longer able to produce large sets of tableware, since
they have not been paid off, a transition to less costly segments of products has been outlined in the Ukrainian industrial
design of fine ceramics. In this regard, small up and massive market production thimbles are a new kind of Ukrainian
porcelain, which has the potential to develop, because it reflects the tradition of high quality “white gold” of past eras.

Keywords: porcelain; Ukraine; thimble; the beginning of the 20th century.
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