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Mera cTarTi — BU3HAYUTH POJIb MONICTHIICTHKU B KOHTEKCTI KyJBTYPHUX TIpoleciB XX CT., cepes sSKUX HaiBaromirie
Miclle HaNeKWTh SBHUIIY TIOCTMOACPHI3MY. MeETomonoris MOCTIDKeHHS TMONIra€ y 3acTOCYBaHHI TaKMX METOMIB:
TEOPETHYHOTO y3araJlbHEHHS 1 PETPOCIEKTHBHOIO aHali3y, IO JAalTh 3MOIY TEOPETHYHO IATBEPIUTH BAKIUBICTH
BHUCYHYTHX IIOJIO)KCHb, ICTOPHKO-KYIBTYPOJIOIIYHHI METOM, KM XapaKTepu3ye CYTHICTb MPOLECIB PO3BUTKY KYJIBTYPH,
JHAJICKTUYHAM Ta CHCTEMHMH IIiJXO[M, IO JAlOTh 3MOTY BHMKOPHMCTOBYBATH 3HAHHS PI3HHMX Taly3ed MHCTELTBO3HABCTBA
Ta CYMDKHHMX HayK, I'€PMEHEBTHYHMI MeTOJ, SKHH 3acTOCOBaHHMM JUIs IHTEpHpeTalii MOHATH, 10 BHKOPHCTOBYIOTHCS
B JIOCJTi/KeHHI. HaykoBa HOBHM3HA TOJIArac B CUCTEMHOMY BHCBITJICHHI NMPOOJIEM TONICTIIICTUKN B KYJIBTYPHOMY MPOCTOPI
napyroi momoBuHE XX — movarky XXI CT., M0 XapaKTepu3yeThCsl SIBUIIEM MMOCTMOIEPHI3MY, 3 MOTO 1HTEPTEKCTYaIbHICTIO
Ta CTHJIBOBUM pO3MAiTTAM. BucHoBKH. JloCTiKEHO APYTY MOJMOBHHY XX CT. 3 1i CHHTETHYHHM CTHJIBOBHAM 3MIITyBaHHAM,
TUTIOPAITi3MOM, PI3HOOAPBHICTIO, IO TMPOSBIUIOCS ¥ y TOMICTANICTHIN. BUSBIECHO 3B’SI30K TONICTHIICTHKH 3 TONTyKaMU
HOBMX KOHICIIH, SKi PO3KPUBAIOTH OCOOMMBOCTI CTWIIBOBOI CHCTEMH Apyroi monoBuHH XX cT. OxapakTeph30BaHO
IHTEPTEKCTYNIBHICTD SIK OCHOBY MOJICTWIIICTHKH, IO JEMOHCTPYE METOMOJIOTII0 XyIOKHBOTO MHUCIICHHSI Ta XapaKTepU3ye
Cy4YacHUH KyJIBTYpHUH TpocCTip. 3po0IEHO BUCHOBKH CTOCOBHO KOMITO3UTOPCHKOTO MHCIEHHS XX CT. 1 Cy4acHOTo Hepioxy
icropii My3HKH, B OCHOBI SIKOTO JIeKaTh NPHHIMUIM B3aEMOIIN KyJbTYp, L0 BHUP@XEHI IXHIM JIaJorOM Ta IOJLIOTOM,
IHTEpPTEKCTYaIbHICTIO, IHTETPALII€I0 KaHPOBO-CTHIILOBHUX O3HAK, MIPOSBOM MDUKKYJIBTYPHHX KOHTaAMiHAIIH y cdepi ceMioTukH,
(hopMOTBOpUMX TIpOIIECiB. Yei I1i 03HAKK BKA3YIOTh Ha MOJICTIITICTHIHAN XapakTep My3U9IHOTO MHCTEITBA IIOCTMONICPHI3MY.

Knrouosi cnosa: moNmiCcTHIICTHKA; TIOCTMOACPHI3M; MY3HUHUH TEKCT; IHTEPTEKCTYaTbHICTD; IaJOT KyIBTYp

Beryn

[IpoGnemu CcTHIIO OCTaHHIM YacoM Jezali OuTbIe 3aIiKaBIIO0Th MHUCTEITBO3HABIIB. My3HYHE MUCTEITBO
OCTaHHIX AecAaTiIiTh XX — mouarky XXI CT. IeMOHCTpy€e pO3MAITTS CTHIIIB Ta OTHY 3 OCOOIMBOCTEH CTHITHOBHX
B3a€MOJIiH — MOJMICTUITICTHKY, 10 CTaJIa 03HAKOIO IIOCTMO/ICPHY 3arajioM i TBOPYOT0 MUCJICHHS Cy4aCHOTO KOMIIO3H-
Topa 30Kkpema. J{oCIIiUKeHHs TOCTMOIEPHI3MY, CTHIbOBUX 3MillyBaHb Y HbOMY, IPOOJIEM IHTEPTEKCTyalIbHOCTI —
aKTyaJbHE 3aBJIaHHs HUHIIIHBOTO MY3MKO3HABCTBA, sIKE NOTpeOye eTalbHIX PO3BIIOK Ta HAYKOBUX y3arajibHEHb.

HayxoBa HOBH3Ha JOCTIPKEHHS TIOJISITAE Y CHCTEMHOMY BUCBITJICHH] POOJIEM MOMICTHIICTUKH B KYJIBTYPHOMY
npocTopi pyroi mojoBuHn XX — nmodarky XXI cr., o XxapakTepu3yeThesl SBUIIEM OCTMOICPHI3MY 3 HOTO iHTEp-
TEKCTYaJIbHICTIO 1 CTHIIHOBHM PO3MAITTSIM.

[NomicTumicTika sK SBHINE HEOJHOPA30BO CTaBaja 00’ €KTOM JIOCITIIKEHb y Cy4acHOMY MY3HKO3HABCTBI.
[ounnaroun Bix 70-x pokiB XX cT. TepMiH HaOyB TIOIIMPEHHS 1 B 3apyOiKHIN, 1 B yKpaiHCBKiH HayKoBii cie-
pi. Jocmiganupki nozunii A. Hlnitke (1990) Oynu migxormieHi HACTYIHUMH MOKOJIHHAMH HayKOBLIB Ta HaOyin
po3BuTky B mpangx C. AnoxiHoi (2009), JI. Bopotunuesoi (2018), O. €pmonosuu (2004), H. Innivosoi (2015),
€. YurappoBoi (2012) Ta iH. YkpalHChbKe MY3MKO3HABCTBO TE€X HE 3QJIUIIMIOCH OCTOPOHB MPOIECY JOCIIHKESHHS
OJIHOTO 3 MPOBIJHUX HANPSIMIB CY4aCHOrO MHCTEITBA. [IMTaHHS MOMICTHIICTHKHY, 30KpeMa 11 3HAYCHHS B KOHTCK-
CTi TIOCTMOJICPHI3MY I TEOpii IHTEPTEKCTYaIbHOCTI, PO3MIIAAt0TECS B po3Bimkax 0. ['pidinenko (2006), I. Koxanuk
(2013), I. JIsmenxo (1991), O. Camoiinenko (2002) Ta iH.

Merta crarTi

Mera cTarTi — BU3HAYUTH POJIb MOJICTHIICTUKY B KOHTEKCTI KYJIBTYpHHX IporeciB XX CT., cepes sSIKuxX
HalBaroMiiie Miciie HaJIeXKHUTh SBUILY TOCTMOJIEPHI3MY.

© Kammenko-lLimok 1O. B., 2019
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MeToau MOCHIKEHHS: METOJI TEOPETUYHOTO y3arallbHEHHS 1 PeTPOCHEKTUBHOTO aHalli3y, i1CTOPHUKO-
KYJIBTYPOJIOTTUHUI METOJ, AIaTeKTHYHHUHA Ta CHCTEMHUHN T1IX01, FTePMEHEBTHUHHUI METOI.

Buksan marepiany gociigkeHHs

[ponecw, sixi BinOyarcs Ha MOYaTKy XX CT. Y KYJIBTYPHO-MUCTEILKOMY TIPOIIeCi, CIIPHYUHHIIHN TIepeo-
IIHKY IIHHOCTEH, 10 TPHU3BEIO0 IO aKTHBHOI 3MIiHU CTadiil HOTO PO3BHUTKY, Ta, CBOEIO YEPTOI0, CTHIHOBHX
HanpsIMiB — aBaHrapay, MOAEPHI3MY, TIOCTMOJEPHI3MY, SIKUM MPOTHUCTOITh KOHCEPBAaTU3M — aHTUIIOA HOBHX
teuiil. CiBiCHYBaHHS PI3HOMaHITHUX XyAOXKHIX ITYKaHb XapaKTEPHU3YE MEPEXiAHICT EIMOXH OCTaHHIX Jecs-
titiTh XX — nouatky XXI ct. dpyry nonosuny XX CT., KOJIM aKIEHTY€EThCS yBara came Ha MoJiCTUIICTUL,
HA3WBAIOTh TTOCTMOACPHI3MOM, SIKUH peani3y€eTbcs B MONICTHIIICTHII, Y B3a€MOAIT Pi3HUX, HABITh KOHTPACT-
HUX, CTHJIBOBUX cucTeM. OCHOBHUI HampsiM y MUCTELTBI TOTO UM 1HIIOTO Yacy BH3HAUYAE Ta HAJla€ Ha3BYy
enoxam (cepenHbOBIYYs, BiIpOKEHHS, 0apOKO, KIIACHUIIM3M, POMAHTH3M), TOMY, sK 3a3Hadae O. €pMonoBuY
(2004), «bararocTHIROBa TIPUPOAA XyMOKHBOT KYITBTypH XX CTOJITTS JIa€ IMiICTaBU Ha3BaTH HOTO “‘€MOXO0
MoJicTIITICTHKHN, 200 MeTaopudHO Tepedpa3oByOUN CIIOIYYCHHS “‘CTHIIb €TOXH~ — “‘©IOXOI0 CTHIIIB’»
(c. 32).

CyyacHu# KyJIBTYpHHH MPOCTIp, 32 BU3HAUEHHsS 0araTthboX IOCIIiIHHKIB, XapaKTEPU3Y€EThCS CaMe SBH-
oieM MOCTMOJEPHI3MY, 3 HOT0 CHHTETHYHUM CTHJILOBUM 3MILIYBaHHSIM, ILIIOPATi3MOM, pPi3HOOApBHICTIO,
MPOSIBICHUMH B TOJICTHIIICTUI. TiCHUN 3B’A30K MOJICTHIIICTUKH 3 €CTETHKO-(PiT0COPCHKUMH OCHOBAMU
ITOCTMOCPHI3MY OTHHM i3 meprux po3kpubae O. Cokonos (1996; 2004), sxuit y cBoix poOoTax BHBUAE Iei
(heHOMEH B acreKkTi CeMiIOTHYHUX JOCIIKEHb KYJIBTYPH.

3B’S30K MOJICTUIICTUKM 3 MOLIYKaMH HOBUX KOHLEHIIH XapaKTepU3ye CTUIbOBY CHUCTEMY IOPYTroi Mmo-
noBuHH XX CT., e, 32 Bu3HaueHHsIM C. AHoxiHOi (2009), «0epyTh y4acTh €IEMEHTH PI3HOPIBHEBUX CHCTEM
(emiTapHoi 1 MacoBoOi KyJabTypH), Pi3HHX €I0X, KYJbTypHHUX THIIIB, BUAIB MUCTELTB, CTUJIIB, Tpaaulii, Ha-
npsiMKiBy (c. 4). Cepen OCHOBHUX «KYJBTYPOJIOTTYHHX CMHUCITIBY TONICTHIIICTUKHI JIOCIHITHUIIS BUJUISIE TaKi:
«BCTaHOBIICHHSI KOHTAKTY 3 KyJBTYpPOIO MUHYJIHUX €I10X, IPOCTOPOBO-YacoBa PEKOHCTPYKILisl, allCTIOBAHHS JI0
PI3HUX KYJBTYPHO-ICTOPUYHHUX TUIACTIB TaM’ATi, IO MOPOKYIOTh 1HTEP- Ta TIMEPTEKCTYalbHICTh, ITUTAT-
HIiCTh, mianmorism» (AnoxwuHa, 2009, c. 11). [1oB’sI3yr0uH MONICTAIICTHKY 3 My3UYHOIO KYIBTYPOIO MTOCTMO-
JepHi3MYy, HayKOBEIb BUI1JII€ OCHOBHI XapaKTEPUCTHUKH, 110 1X MOEAHYIOTh: «IHTEPTEKCTYyaIbHICTh, IPUHLIUAI
JeiepapXiuHOCTi, MapUTET PiI3HOMAHITHUX KYJIBTYPHHX KOIiB, iCTOPHYHA CUMYJIBTAHTHICTH Ta J1alOTi3M»
(Amnoxwumna, 2009, c. 11).

XapaKTepuCTUKY MOCTMOJEPHIZMY HIMPOKO MPECTABISIOTh KYJABTYpOJIOTIUHI JOCHIHKEHHS, K1 IPYyH-
TYIOTBCS TIEPEBAYKHO HA CIIOCTEPEKEHHAX B JiTepaTypi Ta HOTo MPOIYKTI — TEKCTi. 30araueHHs BiloMOCTen
PO 3HAYCHHS MOJTICTHIICTUIHOTO TEKCTY, HOTO ammepleNTHBHUX SKOCTEH CIIOCTEpIraeMo B JOCIIHKEHHI
O. Coxomnosa (2004). Ha my™MKy BY€HOTO, came «B ITOJIICTHIIICTHIN 3HAXOAUTh KOHIIEHTPOBAHE BUPAKEHHS
OJIHA 3 HalBaXJIMBIIIMNX €CTETHYHUX YCTAHOBOK NMOCTMOJCPHi3MY, 3a(ikcoBaHA B MOHSTTI aBTOPUTET TEK-
cty» (c. 107). Y My3UKO3HABCTBI BUKOPHCTOBYETHCS MOHSTTS «MY3UYHHIA TEKCT», BU3HAYEHHS SIKOTO Y CBITIi
MOJICTUITICTUKH criocTepiraeTbes B po3Biakax O. Camoiinenko (2002), KoTpa XapaKTepHu3ye TEKCT 3 MO3MUIIT
MHOXXHHHOCTI KOMITO3UIIIHHUX YTiJIEHb OJJHAKOBOTO CMUCITY, TPYITH CMUCIIOBHX 3HAu€Hb, Ta, 3 IHIIOTO OOKY,
3HAYEHHEBOT MHOXUHHOCTI KOMITO3UIIIHHUX MPUHOMIB.

OTxe, BAXJIMBUN acCHeKT MOCTMOAEPHI3MY — IMOHSTTS IHTEPTEKCTYaJbHOCTI, K€ BiJIHOCHO TOCTMO-
JEPHI3MY BIAMOBIJIa€ MOHSTTIO TEKCTOJIOTI, «II0 apTHUKYITIOE (PEHOMEH B3a€MOJil TEKCTY i3 CEeMiOTHYHUM
KyJABTYPHUM CEpENOBHILEM B SKOCTI iHTepiopu3auii 30BHIIHLOr0» (AHOXmHA, 2009, c. 13). Koxen Tekct
€ Bi10OpaskeHHSIM CBITY Ta 0a3ye€ThCsl Ha KOMILJIEKCI TEKCTIB, 10 CTBOPIOBAJINCH aBTOPAMH Pi3HUX YaciB, sKi
BiJ0Opakaliu B HUX BJIACHE OaueHHS BChOI'0 HABKOJIMIITHLOTO, CBOE CBITOBIIUYTTS, CBiil «00pa3 cBiTy». Tomy
IHTEPTEKCTYATbHICT — 11 CBOEPIIHUI METOJI Ta CIOCIO XyJJ0)KHBOTO MUCIICHHS.

[TonsTiifHMIA ammapat iIHTEPTEKCTYaTbHOCTI, HOTO OCHOBA 3akiaaeHi M. baxrianm (1979) me Ha moyaTKy
XX c1. Po3BUBaOYM KOHIIETIIIIO J1aIOTIYHOCT] TEKCTy, BYEHHH 3pOOMB BHCHOBOK: «JIBa BHUCJIOBIIOBAaHHS,
BiJITaJICHI OJIMH BiJl OJTHOTO i B 4Yaci i B mpocTopi <...> IMpU CMUCIOBOMY 3iCTaBIIEHHI BUSBISIOTH A1aJIOT14HI
CHIBBIJIHOIIICHHS, SIKIIO M)XK HUMHU € Xo4a O Oyap-sika cMucioBa koHBepreHuis» (c. 303). Bogrodac Tekct
PO3IIISIIAETHCS JTOCIITHUKOM SIK «CBOEpiJIHA MOHAJa, 10 BijoOpaxkae B coOi BCi TekCTH (Y Mekax) JaHoi
cmucnoBoi chepm» (baxtun, 1979, c. 282). OTke, TEKCTH 3HAXOAATHCS B TICHOMY JiaJIOTIYHOMY 3B’ SI3KY MiXK
cobor0.

Teopis M. baxTtiHa craiia OCHOBOIO TPAaKTYBaHHS IHTEPTEKCTYaTbHOCTI HACTYITHUX TTOKOJIIHE JTOCHTiTHHU-
kiB. Sk 3a3Hadae 1O. Kpucresa (2004), came HioMy HaJEeKUTh MOYATOK HAYKOBOTO TIyMavyeHHS (pEHOMEHY
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IHTEPTEKCTYaJIbHOCTI, JIe «yCSIKUH TEKCT — I1€ BCMOKTYBaHH 1 TpaHC(hopMaIllisi Oyb-SKOTO 1HIIIOTO TEKCTY»
(c. 167). JocnimgHutis IpoOBOIUTH 1/1€10 BIIKPUTOTO TOJIBaJEHTHOTO TEKCTY.

OpHak npaBo Ha iICHYBaHHS TEOpisl IHTEPTEKCTyalIbHOCTI oTpuMaia B 11 intepnperanii P. baptom (1989),
SIKMI HATOJIOLTYBaB HA CEMAaHTHYHOCTI TEKCTY, 6araTo3HaYHOCT] OTO CMUCITY, IO 1HO/AI HEMOXKIIUBO PO3ITi3-
HATH, OCKIIBKH TEKCT «HECKIHYCHHO BIAKPUTHI Y HECKiHYCHHICTBY (C. 425). KoxeH TeKCcT iHTepTeKCTyallb-
HUH, aJkKe «iHIII TEKCTH TPUCYTHI B HhOMY Ha PI3HHX PIBHAX y Oiibi a00 MEHII yrni3HaHUX (hopMax: TeK-
CTH TIOTIEPEIHBOI KYIBTYPH 1 TEKCTH KyJIBTypH HaBKoauImHKO1» (Umenu & Llypranosa, 1996, c. 218). OTxe,
IHTEPTEKCT MEPETBOPIOETHCS B «PO3MHUTE IOJIe aHOHIMHUX (Popmyl, <...> 06e3 CBiIOMHX a00 aBTOMaTHIHUX
nuTar 0e3 J1anok», a IHNTePTEeKCTYalbHICTh CTAE 03HAKOIO TEKCTY, aJKe, K 3a3Ha4a€ JOCIIAHUK, KTEKCT iCHY€
JMIIe B CHITy MXKTEeKcTOBUX BiHOCUH» (bapt, 1989, c. 428).

VY normsinax H. [Teere-I'po (2008) iHTepTeKCTyadbHICTh PO3MISAAETHCS SIK €KCTCHCUBHE MOHSTTS, BH-
Oy/JyBaHe Ha PI3HUX PEMIHICHEHIIIAX Ta CrIOCO0ax OOMIHY, 1[0 BCTAHOBIIOKOTHCS MK KOHKPETHUM TEKCTOM
1 «Cy4acHOIO HlOMy MOBHOIO ITiTicHICTIOM (C. 53).

VY nocmimkenHi «JliteparypHi neitMmoTuBmM» b. 'acmmapos (1994), kepyrounch METOIOM 1HTEPTEKCTyalIhb-
HOCTI, 0a4uTh ICTOPUYHY IMEPCIEKTHUBY Ta PETPOCHEKTHBY OCHOBOIO BCHOTO KYJBTYPHO-ICTOPUYHOIO IPO-
uecy. Bonnowac ydenuii posaymye npo HeOE3MeKy CeMiOTUYHOTO aHajli3y CTPYKTYPH TEKCTY Ta BUSIBICHHS
B HBOMY KOHTEKCTY: «’CTpyKTypa TeKcTy”’, BOuparouu B cebe “KOHTEKCT”, BPEIITi-pEeIlT BUABISETHCS PO3MU-
TOI0 200 3pyIHOBAHOIO MHOXXHHHICTIO (DaKTOPIB, SIKi AiIOTh Y CMHCIIOBOMY CEPEAOBHIIII, 110 HABKOJIO TEKCTY»
(I'acmmapos, 1994, c. 282).

IaTeprekcTyansHicTh, 32 C. AHOX1HOIO (2009), IepedyBae B € THOCTI 13 «PEHOMEHOM PU30MMY», IO «(hiK-
Cy€ TIPUHIIAIIOBO HEJIHIWHUI crmoci0 opraHizallii IMiTICHOCTI TEKCTY», a HOTO MOMIMOPQHICTh «3abe3meuy-
€THCS BIJICYTHICTIO €JHOCTI CEMAaHTHYHOTO IEHTPY Ta MEHTPYIOYOi €JHOCTI KyIbTypHOTO KOmy» (c. 13). Pu-
30MOP(QHICTh XapakTepu3ye OyAb-IKHHA My3UUYHUH TEKCT, [Ie PU30Ma «IIOCTAE K PyXOMa KyJIbTypHa MOACIb
opraHizamii Marepiany, 0 PENPEe3eHTYEThCS K KOHCTPYKIIA 3 HuTaT Pu3oMa, mepeHeceHa Ha My3HUHHUH
IPYHT, 30epirae cBoi OCHOBHI BIACTUBOCTI — ACLIEHTPATI30BaHICTh, MHOKUHHICTH cMUCHIB» (AHOXHHA, 2009,
c. 17).

JlnHaMiKy CTHIIOBHX B3a€EMOIN IHTEPTEKCTYaILHOTO XapaKTepy B €MOXY MOCTMOACPHIZMY PO3ITIAIAE
H. ImnivoBa (Mnpruésa, 2015), sxa 3a3Haqae: «B ymoBax OypXJIMBOTO PO3BUTKY ITOCTMOJIEPHICTCHKOI iH-
TEPTEKCTYyaJbHOCTI, 10 PO3IIUPUIA NPAKTUKY BUKOPUCTAHHS TE€M, IEPCOHAXKIB Ta CIOKETIB MUHYJIUX €IOX
y Cy4acHiii JiTeparypi, B iHIIMX BUAAX MUCTELTBA, CTAIOTh OCOOJIIMBO aKTyaJIbHUMH TaK 3BaHi Bi4HI 00pa3m»
(c. 182). Jocnignuus HaBOAWTH MpHUKiIaj iHTeprnpeTanii Temu Paycra, 00pasy cepelHbOBIYHOIO BUEHOTO-
ajxiMika, IKMH pojiaB AyILy JUSBOIY 3apajiy HaJUTHOIChKUX 3110H0CTe. [TpocTexyroun 6aratoBikoBy icTo-
pito po3BUTKY 00pa3zy B miTeparypi, H. Immivosa (2011) HaBoanuTh 3pa3ky HaWBIIOMIIINX MY3UYHHUX TBOPIB,
oB’s3aHuX 3 TeMoro Paycra (omepa A. Ilyccepa «Bam daycty, kanTara (Mmi3Hime — OJHOWMEHHA OTepa)
A. HniTke «IcTopis mokropa loranna ®daycray) i poOUTH BUCHOBOK, 1110, HE3BAXKAIOUM HA PI3HUIIO CMHC-
JIOBHUX Ta MY3UYHHUX MAPaJUrM, «My3H4Ha MOBa 000X TBOPIB BUKOPUCTOBY€E NPUHIMIIN MOTICTUIICTUKHU: BiJ
HEBJIOBUMHUX AJTI031H BIJTHOCHO UY>KOTO CTHJIIO, BiZi pOOOTH 3 Pi3HOTO POy MOAEISIMU — KAHPOBUMH, TeMa-
TUYHUMH JI0 IPSIMOTO LIUTYBAHHS UyKUX MEJIOAIH Ta 3ITKHEHHS KOHTPACTHUX CTUIIOBUX YTBOPEHbY (c. 184).
JocaimHuns cTBEP/UKYE, IO BiUHI CIOKETH «aKyMYIIOIOTh HE TiJIbKU JIOMIHYIOYi B KYJIBTYpI ifiel, a Takox
BIAMOBIAHI Mi¥ KyIbTYpi MpOBiAHI MpUHIMIH cTuieyTBopeHus» (Umpnuéna, 2015, c. 21).

TepMmiH «IHTEPTEKCTYaJIbHICTH» MEBHOIO MIpOI0 3aMiHIOE TaKi Ha3BH, SK «3aIO3WYEHHS», «BILIUBY,
«BIALITOBXYBaHHS» TOLIO, SIKI O3HAYAIOTh XapakTep B3aeMofiil. BogHouac e moHATTS mependadae B3ae-
MOJII0 «CBOTO» M «4y>KOTr0», HalliOHAJLHOTO i iHTEpHALiOHAIBHOIO, 3araJIbHOTO M YaCTKOBOTO, MHHYJIOTO
it cydacHoro. [lopsn i3 TpaauuidHuMK THNaMu iHTEepTekcTyanbHuX BigHocuH (K. XKererri, /. Uenniepa),
1O. I'pibinenko (2006) mponoHy€e TUIIOJIOTII0 03HaYeHOTO (PEHOMEHY, OPIEHTYIOUHCh HA TEHJEHIIIT OIIHHOTO
BHOOPY aBTOpa: «BUOOpYA Ta IMiICYMOBYIOYA TCH/ICHIIIT — 3 IO3HIIIT 00CATY 1 3arallbHIX MEX TEKCTOJIOTTYHOTO
Marepiaty; BHOPSIKOBYIOUA Ta XaOTHYHA TCHICHIIII — 3 IMO3UIIil CTPYKTYPYBaHHS TEKCTOJIOTIIHOTO Marepia-
JIy; CTBEPKYIOUa IIHHICHO-3HA4eHHEBUN OIK TEKCTOJIOTIYHOTO MaTepiary Ta 3arepedyroda Horo TeHIeHITT —
3 MO3HUIII1 OCMHUCIIEHHS TEKCTOJIOTIYHOTO Marepiamy» (c. 5).

OTxe, miTepaTypo3HaBYMid Ta JIHIBICTUUHUH MIIXOAN A0 PO3IISAY MPOOIEeM TEKCTY Ta IHTEPTEKCTYallb-
HOCTI MOXYTh HEBHOIO MipOIO 3aCTOCOBYBAaTHUCh Y MUCTEUTBO3HABCTBI, ¢ OKpeMi MO3HILi JeMOHCTPYIOTh
BiZMOBiHICTE. Teopist IHTEPTEKCTyadbHOCTI — 1€ HEBiJ’ €MHA YaCTHHA MOJICTHIICTHKH, IPOTE MK HUMH
crioctepiraerbea i meBHa pisHung. Tak, €. Uuraprosa (2012) 3a3navae: «KommaparuBicTchka cripsiMmoBa-
HICTh TAHOTO METONY (MOMCTIIICTHKN — FO. K.-1.) Ta yHIBEpCaIbHUHN XapaKTep iIHTEPTEKCTYalIbHUX 3B’ SI3KIB

29 99

““CBIT SIK TEKCT”, "KYNbTypa K TeKCT’) — 3 OJJHOTO OOKY # €CTeTHYHO-JIOKAJIHHHUH Ta iICTOPUIHO-KOHKPETHHIHA
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XapakTep MONICTUIICTHKH B MY3HIl — 3 iHIIoro. OCHOBA MONICTUIIICTUKN — 31CTaBIE€HHS, Y TOW Yac SK iH-
TEPTEKCTyaJbHICTh 3BEpHEHA 10 apXiTUIIYHOTO B XyA0KHHOMY MHUCIICHHI 1 CIIpsIMOBaHa Ha PO3KPUTTS Horo
rere3ucy» (c. 36).

VY sxocTi «HOBOI TekcTyanbHoi mapaaurmMm» 0. ['pidinenko (2006) po3risgae «rimeprekcT», U0 BH-
CTyHae SIK «Crocid KOMyHIKalil y CyCHIbCTBI, OPIEHTOBAHOMY Ha MHOXHHHICTh iH()OpMaliiiHUX MOTOKIB,
AKi He MOXXYTh OyTH OJIHOYACHO CHPHUUHATI i 3acBO€Hi cy0’exToM» (C. 6). BKa3yioun Ha HEMOXKIHMBICTH 3a-
CBOEHHS yCiX 3HaHb, MOCIITHHIII 3a3Hadae: «iH(OpPMAIifHUN TIPOCTip, M0 TMparHe 10 CHCTEMHOCTI <...>
OPTaHi3y€eThCs SIK TIMIEPTEKCT, TOOTO SIK Mepeka JOCHTh aBTOHOMHHUX ITOBIJIOMJICHb, SIKi MOXKYTh TTO€THYBa-
THUCS Ta PO3AUIATHCS B TIPOIleci BUPOOHUIITBA Ta CIIOKUBaHHS iHpopmariii» (['pidinenko, 2006, c. 7). SBu-
1Ie IHTEPTEKCTYyalbHOCTI MEBHOIO MIpOIO CHIiBBIJHOCHUTBCS 3 11€€I0 «IHTEPHAL[IOHATIBHOTOY», BHUCIOBICHOIO
I. JIsmenko. Ha gymMKy mociiiHHUKa, «eTHOTHTErpaliitHa QyHKIis XyA0)KHBOTO CTHIICY TBOPEHHS I IHOCHTHCS
Ha SIKICHO HOBUH, TOOTO 1HTEpHAI[IOHAIBHUI piBEHb PO3BHUTKY, KOJIHM HAMII€BIlI Ta HallycTaleHIinn Halio-
HaJIbHO-CTHJIBOB1 3aKOHOMIPHOCTI My3HYHO-00pa3Horo MucieHus» (Jlsmenko, 1991, c. 57).

1. Koxanawmk (2013) BBaxae, 1Mo iHTepTEKCTYalIbHICTh BUHIIUIA HAa PIBEHDb «ECTETHIHOI pediekcii» Ta po-
3YMIETHCS SK: «METOJ] XyI0O)KHROTO MUCIICHHS», «CIIOCI0 OpraHi3allii XyJI0oKHIX TEKCTiB», KIIPUHIIUIIOBUH Xy-
JOXKHIA TpUHOM», «IIOETUKA CYy4aCHOIO MHCTEITBa» Ta «METOMOJIOTIS iHTeprnpeTanii XyT0KHbOIO TEKCTY»
(c. 68).

OTxe, IHTePTeKCTYaJIbHICTh, SIK OJIHA 3 OCHOB TOJICTHJIICTUKU, JEMOHCTPYE METOMOJIOTIIO XYI0KHBO-
r'0 MHCJICHHS, [0 XapaKTepU3y€e CYy4acHUH KyabTYpHHH MPOCTIp SIK CBIT 6araTOMOBHOCTI Ta Jiajory Kylib-
Typ. Jliaqori3M y HOJTICTHITICTHIT BUPAKAETHCS CIIBBITHOIIIEHHSIM «CBOTOY» Ta «Uy>KOT0», 3ITKHEHHSIM PiTHOT
MOBH Ta «4yK0i». /[BOMOBHICTE, 32 Bu3HadeHHsM [ . ['aueBa (1988), — «11e mianor cBiTOMIANIB, CHCTEM CBITY»
(c. 37). Teopis miamory, 0 Mae TEBHI MPOSBHU B TEOPii MOMICTUIIICTHKH, po3podneHa M. baxrtinum (1963),
SIKMM PO3yMi€ Aiajior He TUIbKH B MOBHOMY 3HA4Y€HHI, asie i siK Gpi10cochKO-eCTETHUHY KaTeropito Ta Biac-
TUBICTH «monioHiuHOTO poMaHy» @. JlocToeBchKOTO.

KoHrernis jianory KyJabTyp B KOHTEKCTI IOCTMOJIEPHI3MY po3pobisuiack y npaisx B. bionepa (1969;
1991). Jocnigauk BBaxae, mo y XX CT. BiIOyBa€eThCs (pOpMyBaHHS BCEOXOTUIIOIOYOTO PO3YMY, /11aJIOTIYHOTO
PO3yMy KyJbTYpH, SKMH IIPOHHU3YE Maixe BCl chepu JKUTTS — MUCTELTBO, HAYKY, OCHOBU OyTTS JIOJUHH.
VY mianorigHOMY pO3yMi MPOSBISIOTHCS €TAM HOTo (POPMYBaHHS: PO3YM eiiIeTHIHIH (AHTHYHICTB), PO3YM,
SKui npuyamae (espomneiickke CepennboBiudst), mizHaBanbHuH po3yM (Hoswuit yac). Takoro poxy aianor po-
3yMiB — OcHOBa Aianory KynbTyp (Pabunosuy, 2006, c. 53).

JianorisaM MuUCIEHHS — XapaKTepHUH CKJIaJHUK TBOPUYOTO Mpouecy i TBopyoro critorsany K. Axo,
. Anamca, JI. bepio, K. Illtokxay3ena, @. bycmanca. K. lllTokxay3en 0aunth MalilOyTHE My3HKH B 11 I1ijTic-
HI{ KyJIBTYpHI oprasizaiiii Ta MpoOBOANTH 1/1€10 «CBITOBOI MY3HKH», KOTpa CIIPOMO’KHA IMTOJI0JIATH €BPOTIEH-
CHKY IHIWBITyaTi3alifo CTHIIB Ta CIPHUITH CTBOPEHHIO €IMHOI, YHIBEpCATHHOI My3UYHOI MOBH. Bu3HaueHHS
MOJTICTHITICTHKH 3 TTO3uIlii fianory noxae JI. Boporunnesa (2018), sika BKa3ye, 10 1€ «I1aJI0T JIFOAMHH 1 KYITb-
TYpH, IOLIOHNH aKTy TBOPUOCTi, €CTETUYHOMY 3aCBOEHHIO PI3HOMaHITHUX 1H(OpMaLiHUX MOTOKIB, 10 3a-
MOBHIOIOTH XyHAOKHIH MPOCTip aBTOPChKOi cBigomocTi». Ilopsn 3 sBumem aianory C. AHoxina (2009) cnpa-
BEJTUBO 3aCTOCOBYE MOHSATTS MOJIJIOTY Ta CTABUTH MOTO MOPYY 3 IHIIMMH SIKOCTSIMU TONICTHIIICTHKH (C. 16).

BucunoBxu

[lizcymMOBYyIOUM BUILEBUKIIAIEHE 3a3HAYMMO, 110 MUCTEUTBO XX CT. XapaKTEPHU3Y€ETHCS CIIBICHYBaHHAM
Pi3HUX HampsMiB Ta XyJOXKHIX Tedil, cepell SKUX 0COOJIMBE MicLle HAJICKHUTh IMOCTMOJACPHI3MY. Y npyrid
mosoBrHI XX CT. 0cOOIMBOTO 3HaYCHHSI HAaOyBa€ MOMICTHIIICTHKA, SIKa BiI3HAYAETHCS TICHUM 3B’ SI3KOM 3 OC-
HOBaMH TIOcTMOAEpHI3MY. Cepesl acTieKTiB 03HaY€HOTO HAIIPSIMY BUALISETHCS TIOHSATTS IHTEPTEKCTYalbHOCTI
SIK CBOEPIIHOTO METOAY XYJIO’KHBOTO MHUCIICHHS. B OCHOBI TpakTyBaHHS IHTEPTEKCTYyalbHOCTI JIS)KUTH TEOPist
niamorigHocTi TeKeTy M. baxTina. [HTepTeKcTyanbHUI TEKCT mependadae 3aMiHy TOHSTH, K1 OMICYIOTh Xa-
pakTep B3aEMOZIN Ta 3MILIyBaHHS «CBOTO» M «UyKOT0», HAL[IOHAIBHOTO i 3arajJbHOKYJIBTYPHOTO, MUHYJIOTO
i cygacHoro. OTke, A1ajor Ta MOJIJIOT KYJIbTYp, IHTePTeKCTyalbHICTh, ACi€PApXidHICTh, IHTErpaLis KaHpiB
Ta 3ac001B BUPA3HOCTi, 0araTo3HaYHICTh Pi3HOKYJIBTYPHUX NPOSBIB CEMiOTHUKH, TOPYLICHHS TPaaAULiH, Gopm
Ta 1HIII 03HAKKM TOCTMOJICPHI3MY OJTHOYACHO XapaKTCPU3YIOTh MOTICTHIIICTUYHE MUCIICHHS, 1110 CTAJIO CIICIIH-
(IYHOIO 03HAKOIO MY3HUYHOI KYJIBTYPH APYTroi MOJIOBHHHA XX CT.

[lepcrieKTHBY MOTABIINX TOCTIKEHDb BU3HAYAIOTHCS PO3TIISLAOM IIPOOIIEM TIOJTICTUIICTUIHOTO MUCTICH-
HS Y TBOPUYOCTI KOMIIO3UTOPIB CYJaCHOCTI Ta BHSBJICHHS O3HAK 3arajbHOTO Ta IHAWBITYyaJIbHOTO B MY3HII
nouatky XXI cT.
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NOJIMCTUJIINCTUKA KAK SABJIEHME | Kamnunenko-Mimok FOmus BiagumuposHa
NMOCTMOIEPHM3MA | Kanouoam uckyccmsosedenus, doyenm,
Yeprosuykutl HAYUOHATLHBIL YHUGEPCUMEM
um. FO. @edvrosuua, Yeprosywl, Ypauna

Ilens crarbu — ONpEAENUTb POJb HMONUCTWIIMCTUKU B KOHTEKCTE KYJBTYPHBIX IpoLeccoB XX Beka, Cpequ KOTOPBIX
BECOMOE MECTO IIPUHANJIEKUT SBICHHIO IOCTMOAEPHHM3MA. METONONIOTUs HCCIENOBAHNS 3aKIIOYAeTCs B IPUMEHEHUH
TaKMX METOJOB: TEOPETHYECKOTO OOOOMIEHHS M PETPOCHEKTUBHOTO AHAIM3A, TTOMOTAIONINE TEOPETHYECKH TMOATBEPINUTH
BOKHOCTb BBIABUHYTBIX IOJOXKEHUI, HCTOPUKO-KYIBTYPOJIIOTHYECKAI METOJ, KOTOpPBIH XapaKTepHU3yeT CYIIHOCTb
MPOLECCOB PA3BUTHUsI KYJBTYpPbI, TUANEKTUUECKUI U CUCTEMHBIN MOAXO/bI, MO3BOJIAIOIINE UCIIOAb30BaTh 3HAHMS Pa3IMYHBIX
oTpacneil MCKYCCTBOBEAEHHS M CMEXKHBIX HAayK, I'€pMEHEBTUUECKUIl METOJ], KOTOpbI NpUMEHEH JUIsl HHTEepIpeTaluu
HOHATHUH, HCHONB3YEMBIX B HCCIEIOBaHMM. HaydHas HOBHM3HA 3aKiIOyaeTcsi B CHUCTEMHOM OCBELICHHH IpoOieM
MOJUCTUINCTUKU B KYJIBTYPHOM IIPOCTPAaHCTBE BTOPOi monoBUHbI XX — Hayasa XXI BEKkoB, KOTOpbIE XapaKTEPU3YHOTCS
SBIICHUEM ITIOCTMOJIEPHHU3MA, C €r0 MHTEPTEKCTYalbHOCTBIO M CTHJIEBBIM pazHooOpaszueM. BoiBozsl. MccnenoBana Bropas
monoBrHa XX Beka C e CHHTETHYECKHM CTHJICBBIM CMEIIMBAHHUEM, ILTIOPAIM3MOM, Pa3sHOOOpa3heM, YTO IPOSBHIOCH
U B NOJNWUCTHJINCTHKE. BBISBIEHA CBS3b MOJIMCTHIMCTHKH C MOMCKAMH HOBBIX KOHLETIIMH, PACKPHIBAIOIIMX OCOOCHHOCTH
CTUJIEBOM CHCTEMbI BTOpOH monoBuHbl XX Beka OxapakTepH30BaHAa MHTEPTEKCTYaJbHOCTh KaK OCHOBA MOJIUCTHIMCTUKH,
KOTOpasi JIEMOHCTPUPYET METOAOJOIUI0 XYAOKECTBEHHOIO MBIIUICHUS M XapPAKTEPU3yeT COBPEMEHHOE KyJBTypHOE
npocTpaHcTBO. OCYIIECTBICHB BBIBOABI OTHOCHTEIBHO KOMIIO3UTOPCKOTO MBbIIIIEHUS XX Beka M COBPEMEHHOTO
NEpHOa MCTOPUU MY3BIKH, B OCHOBE KOTOPOIO JIEKAT IPUHIMIIBI B3aUMONEHCTBUSA KYJBTYD, BBIPA)KEHHBIE HX JIUATIOTOM
U TIONUIIOTOM, HHTEPTEKCTYallbHOCTBIO, WHTErpalyeil KaHpOBO-CTUIIEBBIX MPHU3HAKOB, ITPOSBIECHHEM MEKKYIBTYPHBIX
KOHTaMUHALWH B cpepe CeMUOTHKH, (OpMOOOPa3yIOIIMX MPONEccoB. Bee 3TH Mpr3Haky yKa3bIBalOT HA TOMUCTUIICTHICCKUN
XapaKTep My3bIKaJIbHOIO UCKYCCTBA IIOCTMOICPHU3MA.

Knrouegvie cnosa: MOIUCTUITMCTUKA; TIOCTMOAEPHHU3M; My3bIKaJIbHBIM TEKCT; HHTEPTEKCTYAIbHOCTD; TUAJIOT KYIIBTYp

POLYSTYLISTICS | Yuliya Kapliyenko-Iliuk
AS A PHENOMENON | PhD in Arts, Associate Professor,
OF POSTMODERNISM | Y. Fedkovich Chernivtsi National University,

Chernivtsi, Ukraine

The purpose of the article is to determine the role of polystylistics in the context of the cultural processes of the
20" century, among which the most important is the phenomenon of postmodernism. The research methodology is to apply the
following methods: theoretical generalization and retrospective analysis that help to confirm the importance of the proposed
statements in theory, historical and cultural method, which characterizes the essence of development processes of culture,
dialectical and systematic approaches that allow the use of knowledge of different aspects of Art Studies and the related
sciences, a hermeneutic method that is used to interpret the concepts used in the study. The scientific novelty lies in the systematic
coverage of the problems of polystylistics in the cultural environment of the second half of the 20" — beginning of the
21% centuries, which is characterized by the phenomenon of postmodernism, with its intertextuality and style diversity.
Conclusions. The second half of the 20" century was investigated with its synthetic stylistic blending, pluralism, multicolourism,
which was also evident in polystylistics. The connection of polystylistics with the search for new concepts that reveal the
peculiarities of the style system of the second half of the twentieth century has been determined. Intertextuality is characterized
as the basis of polystylistics, which demonstrates the methodology of artistic thinking and characterizes contemporary cultural
space. Conclusions have been made regarding the composers’ thinking of the 20™ century and the modern period of the history
of music, which are based on the principles of interaction of cultures, expressed by their dialogue and polylogue, intertextuality,
integration of genre-style features, manifestation of intercultural contaminations in the field of semiotics and styling processes.
All these signs point to the polystylistic nature of postmodern music art.

Keywords: polystylistics; postmodernism; musical text; intertextuality; dialogue of cultures
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PYKOIIMCHI 3bIPHUKHA MIHEI | [izrop6yHcskuit Mukona Axaroniiosuy
B KOJIEKIIII IHCTUTYTY PYKOIIUCY | Kanouoam icmopuunux nayk, doyenm,
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eyn. €eeena Konosanvys, 36, Kuis, Ykpaina, 01133

Mera poboTu — aHai3 pykonucHuX 30ipok MiHeld B konekiii [HCTHTYTy pykomnumcy; MpoBeleHHs apxeorpadidHoro
OIICY Ta BWABICHHS XapaKTEPHUX OCOOMMBOCTeH y miBuMX 30ipHMKax ykpaiHcekoi I[IpaBocmaBHoi mepksu B XVI ct.
MeTozomnoriss HOCTIKEHHs BKJIIOYa€ CHCTEMHHUI aHali3, M0 CIIPUSB OCMHCICHHIO PYKONMCHHUX IiBYMX 30ipHUKIB. J[is
OKPECIICHHSI YacOBHUX 1 KUIBKICHMX XapaKTepUCTHK pO3IIAAYBAaHOrO Marepiany Oylo BHKOPUCTaHO CTaTUCTUYHHH Ta
XPOHOJIOTIYHUA MeTOAW. AKTyalbHICTh IyONikamii MoB’si3aHa 31 3pOCTAIOYMM IHTEPECOM [0 ICTOPUYHOTO MHHYJIOTO
Vkpaincekoi [IpaBociaBroi Llepkeu. HarampHOI mOTpeOOK € IPYHTOBHE JOCHIIKEHHS KOJICKIiH OOrocay:KOOBUX MiBYMX
30ipOK, CTaH SIKHX 3 KOXXHHM POKOM IOTipIIYETHCSI, 1110, CBOEIO YEProlo, MPU3BOAUTH JI0 BTPAaTH IIIHHOTO Matepiany. Haykosa
HOBH3HA IOCITIUKCHHS BU3HAYAETHCS THM, II0 B PYKOMUCHUX MIiHESX BHUABICHO IE€BHI BIIMIHHOCTI: B O(DOPMIICHHI TEKCTY,
y BUKOPHCTaHHI €K(OHETHYHOTO i HEBMEHHOTO HOTOIHCY Ta MOCTYIIOBiH MOJepHizamii yKpaiHCHKOTO TMiBycTaBy. BHCHOBKH.
Apxeorpadidamii onuc pykonmucHUX MiHeH 1aB 3MOTy BHSBHUTH 3arajibHI PHCH B CTPYKTypi CTapomaBHIX 30ipok, a came
XapakTepHy MOCIIJOBHICTh TMicHecHiBiB. KokeH pO3i MOYMHAETHCS 3arONIOBKOM, SKWH HAIMCaHWH KIHOBApHOIO B’SI33I0,
a 3aKIHYEHHSI KOJKHOTO PO3/LTY Mae TeBHE 0pOPMIICHHS Y BUIIISI KOO(OHY 200 HEBEIMKOTo rpadiyHOro 300pakeHHs. TekcTn
PYKOIIMCHHX 30ipHHKIB HalMCaHi yKPATHCHKUM ITiByCTaBOM. TaKoX BH3HAUCHI MEBHI BIIMIHHOCTI: B 0pOpPMIIEHHI TEKCTY — Iie
BUKOPHCTaHHS PI3HOMaHITHUX 3aCTaBOK Ta KOJIO(OHIB, y BUKOPUCTAHHI eKPOHETHMYHOT Ta HEBMEHHOI HOTallil Oe3rnocepe/iHbO
B TEKCTI Ta Ha OIYHMX MHOJIX pykonuciB. HeBupiiieHNM 3anuinaeTsest npobiema po3mudpyBaHHS eKpOHETHYHOI Ta
HEBMEHHOI HOTAIlil, fKa CyMpPOBOKYE TEKCTH MiHel, BHUPINMMTH Ky MO)KHA 3aBISKH AaKTHBHIN CIHIBIpaIl YKpaiHCHKHX
YUCHUX-MEII€BICTIB 3 HAYKOBIIIMH 3aX1THOEBPOTICHCHKIX KpaiH.

Knouosi cnosa: pyxonncHi MiHel; ekoHeTHIHa Ta HEBMEHHA HOTAIlisl; YKpaiHChKHIT MIBYCTAaB; IHIIIAIH; KOJO(QOHH

Beryn

Bbinprricts pykonucHuX KHUT B X VI CT. Mamy repeBayKHO cakpasbHUH Xxapakrep. Lle Oyim TBopH peniriii-
HOTO 3MiCTy, 30KpeMa: 00rociayx00Bi Ta He 00rociry00Bi (4eThi) KHUTH; TBOPH OTLIB LEPKBU — IIOBYAHHS Ta
Oecign. Baxxnuse Mmicie cepeq HUX 3aiiMany PyKOMHCHI MiB4i KHUTH MPaBOCIaBHOI HepKBU. BoHM € HiHHUM
JDKEPEJIOM JIJIsl BUBYCHHS ICTOPii MY3HMKH 1 TyXOBHOI Ky/lbTypH. KpiM OCHOBHOTO TEKCTY, B PYKOITUCHUX KHU-
rax MiCTUTBCS 3HaYHA KIJIBKICTh 1H(OpMAIIiT — I1e 3aITUCH Ta JOIMCKHU, IEPESIMOBH, MMiCIIMOBH; 3aITUCH ITi1 4ac
BHKOPUCTAHHS Ta MEPENICyBaHHs TEKCTIB Ha (op3aiax, MojsaxX 1 Kpasx apKyIliB; JOMUCKHA 1 KOMEHTYBaHHS
CTBOPIOBaUiB 30ipHUKA, YUTAYIB Ta BIACHHKIB.

AKTyanbHICTb 1i€1 MyOTiKaIlil MoB’si3aHa 31 3pOCTAI0UO00 YBArow 10 iCTOPHYHOTO MUHYJIOTO YKpaiHCHKOT
[IpaBocnaBHoi LlepkBu. HaranpHoo moTpe0oro € IpyHTOBHE AOCIHIIKEHHS KOJIEKLiK O00rocmyx00BHX MiBYMX
30ipOK, CTaH SKUX 3 KOOKHUM POKOM IMOTIPUIYETHCS, MPU3BOISYN 10 BTPATH LIHHOTO MaTepiany. 3HayHa 4ya-
ctrHa Oorociyx00Bux miBdux 30ipok XVI-XVII cT. 3anumraeTbess HEJOCTATHRO JOCHTIHKEHOIO, 10, CBOEIO
Yeproro, CTPUMYE pyX Yy IUIaHi po3mudpyBaHHs eKPOHETUIHOTO Ta HEBMEHHOTO HOTONHUCY YKpaiHchkoi [1pa-
BocnaBHOI LlepkBu. Ha choromni B ykpaiHCBKilT MEHIEBICTHIN BiICYTHE TPYHTOBHE MOCIIDKEHHS, K OYyI0
0 mpucBsUeHEe My3UYHOMY 0(OPMIIEHHIO PYKOTIHCHUX MiBYHX 30ipok Ykpaincekoi [IpaBocnasHoi Llepksu, mo
1 3yMOBIIIO€ aKTyaJ bHICTE 00pPaHOT IPOOIEeMAaTHKH.

HayxoBa HOBH3Ha. Y pykonucHUX 30ipHHKaX MiHesiX BHUSBJICHO IEBHI BIIMIHHOCTI: B 0)OpMIICHHI TEK-
cTy (rpaBrop, 3aCTaBOK, 3ar0JIOBKIB, iHIiliajiB, KOJO(OHIB); Y BUKOPUCTAHHI eK()HOHETUYHOTO Ta HEBMEHHOTO
HOTOIHUCY (HaJ TEKCTOM Ta Ha O1YHHX IMOJISX); Y TIOCTYNOBIN MOJIEpHi3allil yKpaiHCHKOTO IiBYCTaBY (BEJINKUN
iBycTaB, OIMTUI MiByCTaB Ta MiBYCTaB HAOIMKEHHIA 10 CKOPOITUCY ).

© ITigropOyncekmii M. A., 2019
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[lepmumu, XTO mOCHiKYBaB pyKomucHi 30ipku B Ykpaini, Oymm JI. lllepOaxiBceknii (1924) Ta
I. Cenminpkuii (1922). Mucteurso3nasens Jl. [llepOakiBebkuii y poOoTi «30i0Tapchka OMpaBa KHIKKA
B XVI-XIX cronitrsix Ha Ykpaini» (1924) posrsgae onpasu €anreiniii Big XVI ct. 1o npyroi monosu-
uu XVIII ct. Jocnignuk 1. CBenninpkuii y npami «lIpukpacu pykonuciB I'anuipkoi Yipainun XVI-oro Biky»
(1922) BiA3HAYMB CHIOPIAHEHICTh MK JIEKOPOM YKpaiHCHKUX i Oonrapebkux pykonucis XII-XVI cr. [pyHTOB-
Ha pobota I1. XontoBecbkoro «YkpaiHchka pyKOIUCHA KHHra Ta i 037100aeHHs» (1926) nmpucBsueHa J0CITi-
JUKCHHIO 0OpMIICHHS YKpaiHChKuUX pykonwmci. Y mpari JI. CremoBuka « Ykpaincbka rpadika X VI-XVII cT.:
EBomtorist 06pa3noi cuctemm» (1982) posrisgaerbes xKaHPOBa CTPYKTypa PyKOMHUCIB (MOPTPET, 1IFOCTpartii
Ta rpaBiopu). JociaimkeHHIM pyKOonUCHHX 30ipok i3 konekmii ¢ouniB [HcTuTyTY pykomnucy HarionambHOT
6i0miorexn Ykpainu imeni B. . Bepnaacekoro 3aiimanucs O. IBanosa ta JI. [lyOpoBina. Bonu nposenu ana-
73 pyKOMMCHUX MiBYMX 30ipok Minel, Tpioaeii i Oxroixa y cBoix mpaisx «KupuiudHa pyKoImUcHa KHUTa
XVI ct. 3 ponais [ncTuryTy pykonucy Harionanbroi 6i0mioteku Ykpainu imeni B. 1. Bepuaacekoro» (2016)
ta «[liB4i Gorocmyx00Bi KHUTH y penepryapi pykonucHHX KHUT XVIcT. y ¢onmax [HCTUTYTy pyKomucy
Hamionansaoi 06i6miorekn VYikpainm imeni B. 1. Bepuagcekoro» (2003). Maroun GioJoTigHy OCBITY,
O. IBanoBa ta JI. JlyOpoBiHa CKOHLIEHTPYBaJIM CBOIO yBary Ha 3arajbHOMY OIMCY PYKOIHCIB, IIPU LIbOMY 3a-
JIMILIUBILY 11032 YBarolo eKPOHETUYHNUH Ta HEBMEHHUN HOTOINC, IKMH CYHPOBOUKYE TEKCT MIBYMX 30i1pOK.

Merta crarTi

MerTor0 cTaTTi € aHai3 PyKOMMCHAUX 30ipok MiHel B KojeKiii [HCTuTyTy pykonwucy. st mocarHeHHS miel
METH HEOOXiTHO MTPOBECTH apxeorpadidHuii ONMMC Ta BUSBUTH XapaKTepHI OCOOIMBOCTI B MiBUYMX 30ipHHUKAX
VYkpaincbkoi [IpaBocnasnoi Lepksu B X VI cT.

Meromosiorisi JOCTIKEHHs IPYHTYETbCSL HA MOEAHAHHI PI3HUX HAYKOBHX METOMIB. 30KpeMa, 3acTocy-
BaHHSI aHAJTITUYHOTO METOJy JIOTIOMOTJIO MpOaHali3yBaTH pyKonucHi miByi 30ipanku Minei XVI ct. [{ns ok-
PECIICHHS YacOBHX 1 KIJIBKICHUX XapaKTePHCTHK MPOaHAIi30BAHOTO Marepiaily Oyino BKUTO CTaTHCTHYHHMA Ta
XPOHOJIOTIYHUN METOIH.

Buknaa marepiasy gocJiizKkeHHs

Cepen yHIKQJIBHUX PYKOIIMCHUX 310paHb, siKi 30epiratoTbes B konekuii [Hctutyty pykonucy Hamionans-
Hoi 6ibmiorexkn Ykpainu imeHi B. 1. Bepnaacekoro (nani — HBYB), € 6orocmyx608i miBui 36ipku XVI ct. Ko-
JIEKIIisl IIUX MiBYMX OOTOCIy)KOOBUX KHHUT MpejcTaBieHa 61 pykomnucom, cepen Hux 6 Okroixis, 23 Tpioai Ta
32 Minei. HaliGinpmry KUTBKICTE CKIIanatoTh Minei — 60orociry>k00Bi KHUTH a00 KHUTH ISl YATAHHS, 10 MicC-
TATH «KHUTIsH» CBITHX, CKa3aHHS PO IIEPKOBHI cBiATa Ta mopuaHHsA. Cepen npeactaBiennx 32 Minei: 2 cep0-
ChbKi, 7 pociiickkux Ta 23 ykpainceknux. Came ykpaiHChKi MiHel € mpeaMeToM JTOCIiPKeHHs Ta BU3HAUYCHHS
IXHIX XapaKTepHUX O0COOIUBOCTEH.

Hazpa MiHes (1IepKOBHO-CIIOBSHCHEKOKO — MiHia) MOXOAMUTH BiJi TPEIBbKUX CIIiB Mrnvoio — «MiCSYHHMN, O
HOMICSIYHa, 0 TPUBAE Micslby»; Bix PiAiov punvaiov — MicsyHa KHUTA a00 TPomoAdyov unvaiov — Tpormo-
JIOT1# MicsiaHUE. MiHesl TOXOMUTh BiJl €IMHOTO KOMIUIEKCY CITIBIB TPONAPHO-CTHXIPHOTO THITY, SIKHH CKJIABCS
PYXOMOTO IHUKIIIB. 3r0I0OM €IWHUIN KOJEKC PO3MAaBCS Ha MiHEHHY (TEKCTH HEPYXOMOTO PiYHOTO KOJa, MOCi-
JIOBHICTh HEPYXOMHX CBSIT), TPIOAHY (TEKCTH PYXOMOTO BEIMKOAHBOTO KOJIA, IMTOCIIIOBHICTh PYXOMHX CBSIT)
gacTuHHU Ta OKTOIX — TeKCTH ceaAMHIHOTO0 Koa (JKuBos, 1994).

HaiinaBHimi 30epekeHi Bi3aHTiHCBbKI MiHel aaTyroTbes KiHnem [X — mouatkom X c1. Cepen ykianadiB
Yeriii-Mineii naiiBizomimum 0y Cumon Jloroder abo Meradpact (Tobto «Onosigau», 940-976 pp.) — Bi-
3aHTICHKHI IIEPKOBHHUI MMHChMEHHUK, SKHH pOOUB MEpeKIajy B MOMYISAPHiA (opMi xkuTis caTux. KaneH-
JapHy OCHOBY MiHEl CKJIalii CBsITa KOHCTAHTHHOIIOJIBCHKOTO TTOXOKEHHS. Y BI3aHTIHCHKY Micsany MiHero
YBIWIIIN TEKCTH, CTBOPEHI aBTOpaMH KOHCTAaHTHHONOJBCHKOT noctymiichkoi (Aumpiit Kpurcekuii, ['epman
KoncranTuHomonbcbkuii), manectuacbkoi (Ioann Jlamackuma KocmMa MaroMChKHi), KOHCTaHTHHOIIOJIBCHKOT
crynilicekoi (Deoop Crymut, Kimnvent, ®eodan nakpecneno, Coatuit Mocud ITicuermcens Ta iH.), a Takox
itano-rpenpkoi (i3 kinisg X—XI cr.; Hin Poccanckiii, Bapdomnomiti Monoamuit) tpaaumiid. ba3zoBuii ckiajn
KOKHOT ITOCITIZIOBHOCTI YTBOPIOE TiMHOTpadiYHUIl KaHOH, CealieH, TPU CTUXUPH, JI0 SIKAX MOXKYTh JJOaBaTh-
¢Sl KOHJAK, JO/IaTKOBI CTUXHPH 1 CeAabHU, CBETUJICH, OTITYCTHTEIHHHN TPOTIap, Y PAHHIO eToXy — ONakKeHH1
(cTUXUpHU IJIA CITIBY Ha €BAHTEILCHKUX 3amoBimax Onmaxkenctsa). I3 XII cT. mo ckimagy MiHei BKITIOYarOTHCS
KOPOTKI JKUTIS CBIATHX.
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I'pertpki Minei Oysu nepekiaieHi Ha CTapoCIIOB’STHCHKY MOBY UTSI ITPOBE/ICHHS OorocyXiHHA B bonrapii,
a 3BiaTH BoHU nomupuincs B KuiBepkiit Pyci. Lle Oynu 3aransHa Ta CBsitkoBa MiHed, siki Oynu ckiiaieHi yqHs-
mu Kupuna it Megonis — Kimumentom Oxpuacekum, Kocrsiatunom [pecinasecekum, Haymom Oxpuacbkum ta
ixHiMHU mociioBHuKamMu. CBATKOBa MiHesl, KPIM TEKCTIB, MEPEKIIaJeHNX 13 TPelbKoi MOBH, MiCTHJIa OPHUTiHAIb-
HI 1aBHBOOOJITapChKi TeKCTH. Ciiy»OU CJIOB’SIHCHKUM CBSITUM CIIOYATKy OYyJIM HAIMCaHi IPELbKO0 MOBOIO, aJie
JI0 TETIePIlIHBOTO Yacy MIHIUM TiIbKK B niepekanax. Hanpukian, naiinasainn cinyxou Kupwry ®inocodosi,
bopucy i ['mi6y, loanny Punmscskomy (JKuBoB, 1994).

VY npaBocnar’i MiHel nopinsroThes Ha Bi rpymu: Minei ciayx00Bi Ta YeThi-Minei. Ciy»00Bi nmpu3Ha-
YaloThCS U1l LIEPKOBHUX HEPYXOMHX CIYXO, IO MpUIagaroTh Ha (IKCOBaHI AaTH CBSIT LEPKOBHOTO DPOKY.
Yerpi-Minei — e 30ipkH, sIKi MpU3HAYEHI IS 103a00r0CIyKO00BOr0 YMUTAHHS — JOMAIIHBOI0 a00 KeiiHOro.
BoHM MICTATH TEKCTH KUTIsI CBSTHX, CKa3aHHS PO CBSITA Ta TIOBYAHHSI.

MiHnei city:k00Bi, CBOEIO YEPTrOK0, MOUISIOTHCS Ha 3arajibHi, MICSYHI Ta CBATKOBI. 3arajibHa MiHesl BKJIFOYA€e
B ce0¢ «TUTIOBI» CITY>KOH JINKIB CBSITHX — IIPOPOKY, AIlIOCTONY, ACKLTHKOM allOCTOIaM, CBATUTEITIO, KITBKOM CBSI-
TUATEISIM To1O. L1i ¢y BUKOPUCTOBYIOTHCS 32 BiICYTHOCTI Mics/aHOT MiHET a00 SKIIO CTy»)0a KOHKPETHOTO
CBSITOMY He Oyia cKJazieHa.

Minei Mics4HI MICTATh CIYXOM 32 MICAILSIMHU BIAMIOBIHO 110 LIEPKOBHOTO KanieHnaps. MicsiuHa MiHes
MICTUTb CITy>KOU CBATHM Ha KOKEH JA€Hb POKY. 3a3BMUail BOHA MOAUIAETHCS HA 12 TOMIB 32 YMCIIOM MICSILIB.

CBsiTKOBA MiHEs 1HOZ1 HA3UBAETHCS TaKOK AH(DOIOTi, BOHA MICTHTB CITyKOU HaHO1IbII BasKIMBUX CBIT. L1i
ciryx0u BuOpani 3 Micsuaux mineit. Crian CBsTkoBOi MiHel 10BOJIi HECTIHKUN, BOHA MICTHUTh HAHBayKJTHUBIIIT
csata — [ocronHi, boropomuysi Ta cBATHX, sSKi 0coOmmBO TTaHoBaHi [IpaBocnaBHoO epkBoto (JKuBoB, 1994).

VY KwuiBerkiit Pyci i nepkoBHO-pediriiiHi 30ipankn Brepire 3’ spuiucs B X1 ct. HaiimaBrimi cnwcku Ye-
Tii-Mine#t yBidinu B Cymnpanbschkuii pykonmc (modatok XI ct.) ta YemeHcbkuit 30ipHuK (rmoyarok XII ct.).
[liznecenuit ctunb Bukiany Cumona Jlorodera, sikuil 3HaHIIOB BioOpaXeHHsI BXKE B LIUX MEPLINX, epeKIal-
HUX TEKCTaX, CTaB 3pa3KoM JJIsl CTApOKHUIBCHKUX YKJIa[adiB Mi3HIMIMX MoBdanbHuX 30ipok (ITymkapes & Ilym-
kapesa, 2018). Ha ykpaiHChbKkHX TepeHax cKiiaJ MiHEHHHUX OOTOCTY)KiHb BiJIIIOBiIaB IIEPKOBHUM YCTaBaM: CIO-
4yaTKy BOHU nepenucyBaimcs 3a CryaiiickkuM YcraBoM, sikuii OyB yBenenuit y Kuiscpkiit maBpi B 1070 p., mo-
TiM, 3a €pycaTuMChKUM YCTaBOM, 1o OyB mpuitHaTHi [{epkBoro B apyriit momoBuHi XIV cT.

[Nounnaroun 3 X1V cT. y 3B’513Ky 13 IIMPOKKUM BXKHBAHHSM ITMChMa B TOOYTOBHX MOTpedax Ha 3MiHY YCTaBy,
skl icHyBaB 3 XI cT., MPUXOANTH MiByCTaBHE MHCHMO, SIKUM MOKHA Oyo mucaty msuie. Po3pi3HsoTs Tpu
THIIY MiByCTaBa:

—  BEJIMKHH MiBYCTaB, JUIS SIKOTO XapaKTepHI BUKPUBICHHS Ta HAXUII MPSIMUX YaCTHH JITEP 1 CIIPOILCHHS-
JESKHX JITEp;

—  Oimmif TiBycTaB, 3 OUTBII SICHO BUSIBIIEHUM HAXUJIOM Ta 3JIUTHICTIO OKPEMHEX JIITEP;

— TPETiH THI MIBYCTaBy, SKUH MEPEXOANUTH ¥ CKOPOTIHIC, XapaKTePHUH THUM, 0 B HHOMY 3HAYHO OiTbIIe
3ycTpidaeThcs CKOPOUEHHS CJIiB, Oararo JIiTep HalMCaHO Pa3oM, YUMaJIo IX BUHECEHO HaJ PSIKOM.

OpHak ycTaB i 1aii NpoJOBKy€e BUKOPHUCTOBYBATUCS MIPY HAITMCAHHI 1 OKpeMUX OOrociy>k00BUX KHHT, Ha-
npukian, y [lepecomnuupkomy €Banrenii (1556—1561), i y BUMIsAl IPUMITOK Ta MOSICHEHb y 30ipHUKAX, Ha-
nucanux miBycraBoM (CrenoBuk, 1982). XapakrepHa 0coONUBICTh YKPaiHCHKOTO HaMiByCTaBy — IParHEHHS 10
MOJIOBKEHHS BEPTUKAJILHUX HaKpeclieHb y OykBax. Tak, MU HacaMriepe]| 3yCTpiuaeMo T Y BUIVISIIII TPHOX TaJIn-
YOK, ONYIIEHUX YHU3 — M, i b, b 3 onymennmu Buu3 nepeanivu kinnsmu —'b, k. 3amicts bl — bl. 3’ sBiserses
1l HOBe HanMcaHHA e Ha €, 3aMiCTh 0y BUKOPHCTOBY€EThCH Y.

Hanpuxkinmi XVII — va mouarky XVIII ct. cknananasam Yeriit-Minel mpociaBUBCS MATpoONonuT Jumu-
Tpidd, y mupy Hanuno Casuy Tynrano (1651-1709 pp.) ykpaiHCBKUI LIEPKOBHUH iS4, BUCHUH, MUCbMEHHHUK
1 MPOTIOBIIHUK, MIaHOBaHWH B YkpaiHcekiil [IpaBocnasHiii Llepksi. Bin HaponuBcs B ceni MakapiB y ponusi
cotarka KuiBchroro monky Casu Tynrana. OtpumMan ocBiTy B KneBo-MormistHCbKii akajeMii (TojIi KoJeTiym)
B 1662—-1665 pp. Y 1684 p. 3a 3anpomennsm Bapnaama Scuncekoro AuMuTpiid npuiznuth 10 Kuesa i ctae mpo-
noBigHIKOM ¥ KueBo-Ilewepcrkiii JIapi. Tyt npuiinsB Ha cebe mocayx — ckinananus Yetii-MiHel, Hal SIKUMU
npairoBaB noHa 20 pokiB i 3akiHuumB ix jmmie B Poctosi B 1705 p. (Aumutpiit Tynrano, 1967).

Posrnsimaroun yHikanmeHI pykommcHi 30ipkn MiHel, siki 30epiratoTbCsi B KOJEKIl [HCTUTYTYy pYyKOIHUCY
HBYB, ocHOBHY yBary 0yino CKOHIIGHTPOBaHO Ha apXeorpad)ivHOMY OIMCI Ta 0COOIMBOCTIX MOETHAHHS eK(O-
HETHYHOTO Ta HEBMEHHOTO HOTOomHCY. [10TpiOHO 3a3HAUNTH, 110 B OJHY 30ipKy 3a3BUYAl yXOAATh TEKCTH CIIYkKO
Ha ofiH Micsib («Micsiuna Mines», 0.p.-b; «MiHest Ha OKTSOpB», 0.p.); piaiie — Ha qBa («MuHEH Ha SHBAphY,
0.r.), ado Tpu Mmicsi («Micsiana Minesi», 0.p.-a). Bka3iBka Ha Micsllb MICTUTBCSI Ha MOYATKY KHHUTH, SIKIIO
Ha3Ba BiICYTHS (HaMpUKIIaI, He 30eperIucs MepIn apKy1i), sk 3a3Haqarotb O. A. IBanosa ta JI. A. JlyopoBina
(2003), micsate Moxke OyTH BCTaHOBIICHHH 32 Ha3BaMU CBST 200 JTHIB TIaM ITeH CBATHX 3a MicCAIIECIIOBOM.
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[IpoBomsiun apxeorpadiuauii onuc «Muneu na sneapv-ghespany XVI cm.» (0.1.), MOKHA BUIUINTH TIEBHI
0co0IMBOCTI 0(hopMIIEHHS 1BOTO pyKomucy. OrpaBa pyKONKCY — JIOIIKA B IIKipi i3 3aJIMIIIKaMH BiJ| MeTaje-
Bux 3acTibok. ®opmar nanepy 2° (295x190). Hymepauis apkyIiB npocTaBieHa y BEpXHbOMY MPAaBOMY KyTKY
KOXKHOTO apKyIry (3arajbHa KUTBKICTh — 434 apk.). 3aroJioBKM B TEKCTI BUKOHAHI B’sI3310, 3ar0JIOBHI iHIIiaM
KiHOBapHi, 1HOJI MPHKpaIICHI PUCOYKAMHK, KpallKaMy Ta CTHJII30BaHUMU 3aBUTKamu. Koxxen abzar 30ipHuKa
MTOYMHAETHCS 31 CIIOBA, /1€ IHIIiaJl HamMCaHWi KiHOBap'1o. Takok CIIOCTepiraioThCsl OKpeMi CIIoBa, BHIILIEHI
KiHOBap 10 B CEPEAMHI TEKCTY.

Ha moGivHMX MONAX JDOBOJI 9acTo 3yCTpidaroThCs eK(OHETHYHI Ta HEBMEHHI 3HAKH a TaKOX BUIHICaHI
OKpeMi CIIOBa, SIKi HalWcaHi KiHOBap 10 ab0 YOpHUIIAMH 3 BUIUICHHSM iHiliana KiHoBap’io. SIKIo cioBa Ha
MOOIYHMX TOJISIX BUITUCAHI KiIHOBAp 10, TO i eK(OHETHYHI Ta HEBMEHHI 3HAKH BKa3aHi KiHOBap'10. Y BUIAJKY,
KOJIM CIIOBA Ha TOOIYHMX MOJSX, SIKI MalOTh TUIBKHM 1HILiaJl KIHOBap'10, a Jajli CJIOBO HAIMCAHO YOPHHIIAMHU,
eK(pOHETUUHMI a00 HEBMEHHHI 3HAK HaJ CIIOBOM TaKOXK HAIMCaHWH YopHMIamMu. Ha HIKHBOMY i IOOIYHMX
TMOJISIX PYKOIHCY 3yCTPIYatOThCsl TEKCTH, 10 HAIIMCAH] yCTABOM.

VY TEKCTi € Kparmku, MPOCTABIICHI TEMHIIIMMA YOPHIJIAMH, aHK HaMCaHWA TEKCT. Lle cBimIuTh mpo Te,
10 BOHM MArOTh ITi3HIIIE MMOXO/DKEHHS. Y A0CHiKyBaHii MiHel 3yCTpidaroTbes ABa BUIM PO3MIICHHS ITUX
KparoK — TeMHila i Oiplia 3a po3MipaMH Kpanka CTOITh MK CJIOBaMH a00 3HAXOAMTHCS HaJ CBITIILION
Kparkolo, 10 Haragaye co0oro OUIbII CydacHWH 3HaK — JABI Kpanku. TakoK € Kpamnky, HamucaHi SCKpaBilIoo
KiHOBap 10, IO TAKOX CBIIYMTE PO iXHE Mi3HE MOXOHKeHHS. L{i Kparmku cTosTh MixK cl10BaMu abo MPOCTaBIIeH]
Ha MICI[I KparoK, Halucax YOPHUIIAMH, ajie OUIBII 3a PO3MIpoM, Ha4eOTO OyJI0 HaMaraHHs 3aMaJllOBaTH Kpa-
TIKY, HAIFCaHi YOpHIWIaMU. 3akinueHHsI « Minel Ha ssaBapby (322-325 apk.) Mae BiqMiHHUHN TIpAQT, aHIK yBECh
TTOTIEPEIHIHN TEKCT, X09a I1e TOW CaMUH MiByCTaB.

13 326 apk. nounHaetbest «Mines Ha ghespanvy. Ha iboMy apkymni po3ramnioBaHa rpaBiopa. Ha mepeqapomy
1aHi 300pakeHui XpecT Ha naropOi, Ha 3aHBOMY IUIaHI — KOMILIeKC OyaiBeib. Byaismi 3 mpaBoro i JiiBoro
OOKiB 3 BIKHAMH 1 TIPAKTUYHO IICHTUYHI. Mk COOOI0 BOHHM 3’€JIHAHI HIKUOK Oy/IiBIICtO 0e3 BIKOH, Ha SIKid
posramosani 0yksu MJIPE.

Bepxns mepeximamnHa Xpecta CUMBOJIZYE COOOI0 TaOMWYKy 3 HamucoM, skuid 3poonenuii [lontiem Ili-
JIaTOM, HaMiCHHKOM PHUMCBKOTO imMrieparopa B lymei. Ha Tabmwuri Oymo mammcano: «Icyc Hazapsauna Llap
Oneiicbkmit». Crmic 1 TpocTHHA, 300paXKeHi B3IOBXK XpecTa, CHMBOII3YIOTh 3HApS s BOUBCTBa Icyca i Tpo-
CTHHY, Ha sIKiif Gy;a Ty6Ka, 3MOYEHA OLTOM, KOTpY TigHOCKHIH 10 Moro Bycr. IliBUIEHHS, HA SKOMY CTOITh
Xpect, cumBodizye ropy lonrody, Ha sikiii BinOynocs pos3n’sitts. byksu «MJIPb» o3Hauarots «wmicue no6He,
posm’situii OucThy. 3a nepekasamu, Ha Loarodi, 3HaXoAUTHCS LEHTpP 3emiti, e OyB MOXOBaHMH MEPILIHA Y0II0-
Bik — Anam. ToMy, y CUMBOJIIYHOMY po3Jiomi, B Hazpax [onrodu 300paxeHo npax Anama, y BUDISIIL yepena
(bamanos, 2015).

I3 327 apk. mounHaeThest TeKCT «MiHel Ha dheBpaib». OcTaHHI CTOPIHKH pyKoTUCY — 1 «MiHel Ha sSTHBapby,
i «Minei Ha (deBpanby — BHUpi3aHi. 3aKiHUEHHS TEKCTY B po3aAijax o(QOpMIISETHCS HEBEIUKUMHU PO3YEPKAMH,
XBHJISICTUMH JIIHISIMH, KpalKaM#, KOMaMH Ta JPiOHUMH OPHAMEHTAMH 3 HUX HAIIPHUKIHII TEKCTY.

Micsiuna Mines (6.p.-b) He Mae moyarky. Cam pykomnuc ckianae 361 apk., 0OKIIaJMHKa TiCIsl pecTaBpa-
1ii, OOTArHyTa TKAaHUHOM. SIK 1 B 0ararboX pyKONMHCHUX MiHesX, Ma€ Mi3HI0 HyMEpalliio apKyliliB Y PaBoMy
BepxHbOMY KyTi. @opmar narepy 4° (200x160), HarucaHuit yKpaiHCHKUM TIBYCTaBOM, SIKUH CYTIPOBOJIIKYEThCS
ek(OHETHYHOIO Ta HEBMEHHOIO HOTalliero. Ha mepmoMy apkyiii pyKonucy Ha HIPKHBOMY TOJI CTOITh Jjata —
1863 1. KoskeH po3in HamucaHui KiIHOBapHOIO B’s13310 1 Ma€ BKa3iBKY Ha IEBHHM T1ac, IKUH TaKOK HAITUCAHUI
KIHOBap’10 1 CTOITh Ha MouYarky TekcTy. [Ipu 3MiHi macy B cepeiuHi TEKCTy BiH MO3HAYAETHCS YOPHIIAMH.
VY 30ipHHUKY IOBOJIi YACTO 3yCTPIUaIOTHCS MOSICHEHHS! CKOPOUCHHUX CIIIB Y TEKCTi. SIK mpaBuiio, po3mudpyBaHHs
CKOPOYEHUX CIIIB TIOJIA€THCSI HA HIYKHBOMY Mol pyKonucy. Cepenl OB’ SIHCBKUX MaM’SITeH CBATHX Y PYKOITUCI
€ TEeKCT NaM’sITi HaliaBHIMMX 1 maHoBaHux y KuiBckkiit Pyci kus3iB bopuca ta [7i6a: konunna, 24.07 Ta me-
peHeceHHs MoIiB, 2.05; a Takox mam’siTi 3acHOBHUKIB Kuepo-Ileuepchkoi taBpu mpernoaooHoro deompocis Ie-
9epCHKOTO — KOHUMHA, 3.05. 3akiHueHHS TEKCTY B pO3aiJiaX, K 1 B iHINX MiHesx, 0hopMIIIEThCS HEBETUKAMU
po3depKaMu, XBUIISICTUMH JTiHISIMH, KpallKaM#, KOMaMH Ta JpiOHIMY OpPHAMEHTaMH 3 HUX HAIPHUKIHII TEKCTY.

VY nacrynuiii Ceamxositi Minei (6.p.) Takox BiacyTHii nmodatok. Cam pykomnuc ckianae 251 apk., oOkia-
JMHKA JepeB’siHa, 00TsATHyTa WKipoto. Ha turyneHil cropini mramn — «bibmioreka Kieso-Ilewepcbkoro Co-
6opa Ne 93». [lepmmii apkym Mae Hanue Ha HIKHbOMY 11071 «Kies Cobp bidmiorexku 1814», Ha mpaBoMy modi
uporo apkyury Hanuc — «Cena Muxnoserp». @opmar narnepy 4° (170x120), TekcT HanvcaHuil yKpaiHCBKUM
MIBYCTABOM, SIKMI CYIPOBOKY€ETHCS €KPOHETUIHUM Ta HEBMEHHUM HOTOIIMCOM. 3aroJIOBKH BUKOHYIOThCS Ki-
HOBApHOIO B 53310 1 CYNPOBOKYIOTHCS 1HIIIAIOM a0o IMiByCTaBOM y psmok. I1i3HS Hymepallis y BEpXHEOMY
mpaBoMy Toii. Pykomuc micist HesikicHOT pecTaBpartii, HmkHI KyTu cTOpiHOK, KOTpi epeOyBaroTh Yy HEHAIEK-
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HOMY CTaHi, 3aKJIe€HI OLTMM TmarnepoM, 1o He Ja€ 3MOTH MPOYUTATH TeKCT, SKui 1e 30epircs. Ha 158 3B. Ha
JiBOMY OIYHOMY TOJIi € 300pakeHHsI HOTHOTO IT SITHJIIHIITHOTO CTaHy i3 KBaJIpaTHUMH HOTaMU O1TBII MTi3HBOTO
MOXOKEeHHSI. [Hiiamy B pyKONMCi MPUKPALIEeH] PUCOYKAMH, KPallKaMy W CTHJII30BaHMMH 3aBUTKaMH, 1[0 Ha-
ragye poCIMHHUH xuBomnuc. Ha moOiYHMX MOMSX TPaIseThesl O3HAYKa TOMTOMDKHOTO XapakTepy «3pu» adbo
«CMOTpPHW» Ha OIYHOMY I10JTi, SIKa CYNPOBO/DKYETHCS MaJlCHKUM MAJTIOHKOM PYKH.

«Mines na okmsaopey cepequna XVI ct. (0.p.) Mae jepeB’siHy OOKJIaIUHKY 13 HE3HAYHHM 3aJIUIIIKOM
IIKIpU Ta METaJeBUX 3acTiOOK. Ha 3BopoTi OOKIaAMHKK HAIMMCH yCTaBOM, ITIBYCTaBOM Ta JIATHHOIO. BimcyT-
Hilf TTOYaToK i KiHels pykormcy. Ha mepriomy apkymri 3BepXy IO IEHTPY CKOPOIHCOM HamucaHo «MiHest Ha
OKTSIOPB.

dopmar nanepy 2°(295x190), TekeT HanMcaHUH YKpaiHCHKUM miBycTaBoM. Lpudt 3HauHO KpymHIMLINMA,
aHDK B IHIIMX PYKOIMCHUX MiHEsIX. 3BaKalOUM HA OCOOJMBOCTI TEKCTY, MOJKHA CTBEPJKYBATH, 1[0 PYKOITUC
CTBOPEHHH paHHIM MiBycTaBoM. TeKCT HanMCaHW B JIB1 KOJIOHKH Ha OJIMH apKyll. BapTo Bia3Ha4uTH, IO Taka
(hopma opranizamii TekcTy mast XVI cT. Oyia IeBHUM TEPEKUTKOM 1 Maike He BUKOPUCTOBYBaIacs. [Hiriamm
BHIIIJICHI KiHOBap 10, a eK(HOHETHYHI Ta HEBMEHHI 3HAKM Ha OOKOBHUX ITOJISIX 3yCTPIYarOTHCS JOBOII 3piaKka. 3a-
TOJIOBKM TaKOXX BUKOHYIOTHCSI KIHOBApPHOIO B’SI3310 1 CYIIPOBOKYIOTHCS IHII[IAIOM ab0 TIBYCTaBOM Y PSJIOK.
3aKkiHYeHHs TEKCTY B KOKHOMY PO31ii 0pOpMIISIETHCS HEBETUKUMHU PO3UEPKaMHU, XBIIIICTUMHU JIiHISIMH, Kparl-
KaMH, KOMaMH Ta JpiOHUMH OPHAMEHTAMH 3 HUX HAIPHUKIHLI TEKCTY.

Pyxonuc «Munes mecsiunas Jlexabpo-Despanv pyxonucov XVI 6.» (0.1.) Mae fepeB’ssHy 00KJIaIUHKY, IIKi-
psiHa oOknanuHKa He 30epirmacs. Takox He 30eperiucsl W MeTaseBi 3acTiOKH, 3aJMIIIINCS TUTBKH OTBOPH
Ha iXHpOMY Micii. Ha okpeMOMy HEBEIMKOMY apKyIili CKOPOITMCOM HamucaHo: «MuHes Mecsanas JlexaOpb-
®epanpb pyxornch X VI B. Epes ®enopa Ilona beirencrroro (B xonme nepereren pkir. (pykonwmc) XVII B.,
3aKJIIoYaroas H30paHHbLA CIy>KObI 1iestoro roga)». Ll MiHes € KOHBOIIOTOM, IPUUMHY CKJIaJaHHS Pi3HUX pYy-
KOITUCIB B OAMH 30ipHUK MOSICHUTH He MOxJIHBO. [lowaTok pykomnucy BincyTHil, popmar namepy 2° (290x200).
Tekct HanMcaHwii paHHIM YKpaiHCHKHM ITiByCTaBOM, HaJ| IKUM PO3TaIllOBaHi eK(pOHETHYHI Ta HEBMECHH1 3HAKH.
Ha HmxHBOMY 1OJII IIEPIIOTO apKyIily, HAIIMCAHO CKoporucoM «MuHes ciyx. K. XVI B.». 3aroioBKd BUKOHY-
FOTBCS KIHOBApHOIO B 513310 1 CYITPOBOMKYIOTHCS 1HIIIIATIOM a00 MiByCTaBOM Y PSAOK TEKCT pyKOIMCy Hammca-
HUW YOPHWIAMH 1 KIHOBap 10, 1HIIIaMK MPUKPAIIeHI pUCOIKAMH, KPaITkaMH Ta CTHII30BaHUMH 3aBUTKaMu. Ha
111 3B., 123 apk., Ta 162 apk., € neyarka «I[leaars O6mecTa M3cnenosanms Bombamy.

[lepma wactuna (apk. 1-276) — e MiHes Mics4Ha Ha YKOBTEHb—IIIOTHI O€3 TMOYaTKy Ta KiHII, TPUYO0-
My ILICTh MEPHIMX apKyIIiB HEMOXJIMBO i1eHTU(IKYBaTH, PyKOIIUC Ma€ HE3aJOBIIbHUI cTaH, Oararo apky-
LIiB yTpauyeHo, TeKCT MOYKHA MPOYUTATH JuiIe 31 ciy:xou Jumutpito ConmyHchkoMy 26 5KOBTHS. 3aKiHUYETh-
csl sl YacTHHA MicsiaHOi MiHel ciyx0oro KacisinHy Pumnsauny 29 mortoro. Pykonuc HanucaHuid KBaJpaTHUM
npi6HMM TiBycTaBoM. llpm pectaBpyBaHHI naHuii pykornuc OyB orpaBieHHH pa3oM i3 Mineero CBSTKOBOIO
(apk. 277-354), sixka Tako’k Majia HE3aTOBUIBHUN CTaH Ta B TICPBHHHOMY BHIVISAI — dopmar A-5: y mporeci
pecTaBpartii Oyiv JTOKJIEEH! HIDKHI OIS apKyIIiB 70 moTpidHOTO opmary. Pykomuc 30epircst 4acTKoBO, BiH
MicTuTh ciyxou: ['eoprito [lobGinonocuo, Pizasy loanna [Ipeareui, anocronam Ilerpy ta [laBny ta YecnenHto
Boropomuiri.

Pyxonuc «Obwas [lpazonuunas Munes» (0.1.) Mae nepeB’sHy OOKJIQJMHKY, OOTSATHYTa MIKipow. Merta-
neBi 3acTiOku He 30eperncs. Lleit 30ipHUK MIiCTHTB CITy’KOU CBSITHUM 3 JIFOTOTO TI0 CeprieHb. Pykonuc Hamumca-
HUH paHHIM YKpPaiHCHKHM TiBYCTaBOM YOPHWJIOM 1 KIHOBap'10 3 eK()OHETUYHUMH Ta HEBMEHHUMH 3HAKaMH,
SIKi 3yCTpidaroThes 1 Ha MOsIX 30ipHUKa. Pykomuc mae dopmar mamepy 2° (320x205). Ha mepmomy apkyrri
3Bepxy cToiTh Ne 91, a Ha HUXKHBROMY T0JTi ITamn «bidmioreka KieBo-Coditickaro Cobopa Ne 91». Hymepartis
apKyIIiB y BEPXHbOMY JiBOMY Houi. [Hiliann HanucaHi KIHOBAp 10, y SIKUX BHYTPILIHIA MPOCTIp 3alIOBHEHUH
eJIEMEHTaMH1 POCIMHHOTO OpHaMeHTy. KoxkHa raBa mounHaeThcs 3 HOBOTO apKyry. Ha HIKHIX TOJISIX apKyIIiB
MEPIOANIHO 3yCTPIYaeThCsl TEKCT HAIMMCAHWI yCTaBOM, MIByCTaBOM i ckoporucoM. OfHa 13 mpukpac 30ipHHU-
Ka — IIe 3aKiHueHHs1 po3ainiB Ha 83 apk., 103 3B. Ta 178 apk., kiHiiBka oGopmiieHa KOJIOPOHOM (ITOCTYIIOBUM
CKOPOYCHHSM PSIKIB 3 000X OOKiB TEKCTY).

Oo6xmagnaKa pykonucy « Micauna Minesy (0.p.-a) He 30eperiacs. [loyaTok i 3aKiHIEHHS PYKOITHCY BiJCyT-
Hi, popmar narepy 2° (280x190). [lepmri yoTHpW apKyIli HaN¥CaHI 1HITUM MTOYEPKOM, aHI)K OCHOBHHM TEKCT
pykonmcy. Lleii mouepk He KamirpadiyHuid, pSAKA MOXUIICHI BOPABO, 1€ CBIAYUTH MO Te, IO TEKCT MHUCaB He-
npodeciiinuii nepenucuuk. [lounHaroun 3 Ipyroro apkymry TeKCT po3ailieHHid Ha JBi KoJoHKH. Ha mepmmx
4 apk. 3HaxomuThcst Teket [Ipopouects, Ipmocie, Kogak i biaxken. YV neskux MiHesx micsuHux y ckmaii [P
HasBHI CITy’KOW JaBHbOPYCHKHMM Ta YKPATHCHKUM CBATUM. Tak, 111 MiHest MiCTUTP CITy»kKOy KHIBCBKOMY MHUTPO-
nosnuty Ilerpy, «HoBOMY uynoTBOpPLIOY». TekcT HanncaHWH YOPHUIIAMH Ta KIHOBap 10 YKPaiHCHKUM IIiByCTaBOM
i3 BKa3iBKaMH Ha TIeBHHUH Tiac. Ha TekcToMm po3rammoBaHi ek)OHETHYHI Ta HeBMeHHI 3Hakw. Lli 3Haku 3ycTpi-
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YaroThCs HA OIYHUX TOJISIX PYKOITUCY, BOHU HaIlMcaHi 9opHUIaMu abo kiHoBap to. [lounHatoun 3 5 apk., Tekct
HaNWCcaHWi KamirpadiYHIM MOYepKkoM YOPHMIIAMHU Ta KiHOBap 1. Hymepaitist apkymriB Ha BEpXHBOMY MO IO
LEHTPY. 3aroJOBKM BUKOHAHI B’s13310, 3arojI0BHI iHiliann KiHoBapHi. [lounHatoun 3 32 apk. iHiliaim npuKpa-
LIeH1 pUCOYKaMH, KparKkaM# Ta CTHJII30BaHIMH 3aBUTKaMH. Ha HIDKHbOMY MO apKyIIiB 3yCTPIUa€ThCS TEKCT,
HaIMCaHWH Mi3HIM YKPaiHCHKHM ITiBYCTaBOM, SIKUI OMU3BKHIA 10 ckoponHcy. 3 51 apk. Hymepallisi 3MiLy€ThCs
y BepxHil npaBuii KyT. Ha 125 apk. 3akiHYeHHS TEKCTY MPHKpaIleHe KoJo(pOHOM. 3aKiHUEHHS TEKCTY B PO3-
Tlimax o(pOPMIIIETHCST HEBETMKUMH pO3YepKaMHU, XBIIIICTUMH JTIHISIMH, KparrkaM{, KOMaMH_Ta IPIOHIMH OpHA-
MEHTaMH 3 HUX HaIllPHUKIHIII TEKCTY.

BucHoBku

Apxeorpadiuanii omuc pykonucHux MiHel 13 konekuii IHctutyTy pykommcy Hamionamsaoi 6i0miore-
ku Ykpaiau imeHi B. . BepHaacbkoro 1aB 3M0Ty BUSBUTH 3arajibHy PUCY B OOPMIICHHI CTapOIaBHIX 30ipOK,
a caMe: TEeKCTH PYyKOITUCHHUX 30ipHUKIB HAIMMCaHi YKPaiHCHKUM IMiByCTaBOM. KOXXEH PO3IisT TIOYMHAETHCS 3aro-
JIOBKOM, SIKMI HAITUCAHWI KIHOBApHOIO B’s13310. BiNMOBIMHO 3aKiHUEHHS KOXKHOTO PO3/ILTy Ma€ MeBHE 0(hopM-
JIeHHS Y BUIVISLAL KonogoHy, Oyab-sakux ¢iryp (xpecra, 4ari) a00 HEBEIUKUMHU TpadiqHuMH 300pakeHHIMH,
Ji¢ BUKOPHCTOBYIOTHCSI KPAIKH, KOMH, XBUIISICTI JIiHii, XpecTuKH Tommo. Ciif BU3HAYUTH U MEBHI BiAMIHHOCTI:
B 0()OpMIICHHI TEKCTY (TpaBIoOp, 3aCTaBOK, iHillialliB, KOJO(POHIB), y BUKOPUCTAHHI eKPOHETHIYHOTO T4 HEBMEHHO-
r'0 HOTOMHCY Ta MOCTYIIOBIM MOJIepHi3allii yKpaiHChKOTo TiBycTaBy. Hanpukian, iHimian Moxke OyTH BUKOHAHUH
mpr(TOM — UM KPYIHIINAM 3a OyKBH, U1 KIHOBap 10, 00 K MO)ke OyTH OpHAMEHTOBAHUH Y TOMY UM TOMY CTHIIL.

HeBupimnennm 3anumaeTsesi MMTaHHSAM po3IupyBaHH eK()OHETHYHOI Ta HEBMEHHOI HOTAIIIi, sIKa CYIpo-
BO/DKY€E TeKcTH 3araimbHux, Micsanux ta CBaTkoBuX Minel. [lomanbini rpyHTOBHI JOCTIKEHHS MBYHX Py-
KomcHUX 30ipok Ykpaincekoi [IpaBociaBHoi LlepkBr HaOMM3ATH yUCHUX-MEAIEBICTIB 0 po3m(pyBaHHs Ta
MepeKIIaJIeH s X Ha CydacHy HOTalito. BupimmTa 1o npodiieMmy MOXKIUBO 3aBIsKH aKTUBHIN CIIBIpalli 3 Hay-
KOBILISIMH 3aX1JIHOEBPOIECHCHKUX KPaiH.
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PYKOIINCHBIE CBOPHUKU MHUHEM | Ioaropoyuckuit Hukomait AHaroiapeBud
B KOJITEKIIUUN MHCTUTYTA | Kanouoam ucmopuueckux nayx, ooyemnm,
PYKOIINUCHU HAIIMOHAJIBHOM | Kuesckuii nayuonansusii ynusepcumen
BUBJIMOTEKHU YKPAUHBI UMEHM | xyromypor u uckyccms,
B. U. BEPHAJICKOTI'O | Kues, Yxkpauna

Llens paboTel — aHAM3 pPYKONUCHBIX COOPHUKOB MuHel B Kolekuuu VIHCTHTYyTa pYKOIMCH; HpOBEICHHE

apxeorpaUueckoro OMFCAaHUS W BBIABICHHSA XapaKTEPHBIX OCOOCHHOCTEH B TIEBYECKHX COOpHHKAX —YKPAHHCKON
IIpaBocnaBHoil LlepkBu B XVI B. Meromonorusi uccienoBaHusl BKJIIOYAET CHUCTEMHBIM aHalIW3, KOTOPBIA CONEHCTBOBAI
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OCMBICIICHHIO PYKOIIMCHBIX MEBYECKMX COOpHHMKOB. Jlyisi ompeseneHnsi BPEMEHHBIX M KOJNMYECTBEHHBIX XapaKTEPUCTUK
MIPOAHAIN3UPOBAHHOTO MaTeprana ObUIM HCIIONb30BaHbl CTATUCTHYECKUH M XPOHONOTHYECKHII METOfbl. AKTYyalbHOCTBH
myOnuKalMy CBs3aHa C PACTYIIMM HHTEPECOM K HCTOPHYECKOMY mporuioMy YkpauHckod [IpaBocnmaBuoii Llepksu.
HacyniHo#t HeoOX0MMOCTBIO SIBISICTCST 00CTOSATENILHOE HCCIIEIOBAaHNE KOJUICKIME OOTOCTYKEOHBIX MEBUSCKHX COOPHHKOB,
COCTOSIHUE KOTOPBIX C Ka)KABIM TOJOM YXYAIIAETCs, YTO, B CBOIO OYepelb, MPHUBOAUT K IOTEPE IIEHHOTO Marepuana.
Haquaﬂ HOBHM3HA MCCJICAOBAHHA ONPCACIIACTCA TEM, YTO B PYKOIMCHBIX MuHesX BBISBICHBI ONPCACIICHHBIC pPa3InYusd:
B O(GOpPMIICHUN TEKCTa, B HCIONB30BAaHUHM 3K(POHETHYECKOH M HEBMEHHON HOTAIMM ¥ MOCTENIEHHOH MOJEpPHHU3ALNN
YKPaHHCKOTO MoJyycTaBa. BeiBoapl. Apxeorpadudaeckoe onrcanne pyKONUCHBIX MUHEH MO3BONIIO BBISBUTH OOIIHE YEPThI
B CTPYKTYpE JIPEBHHX COOPHHUKOB, 2 NMEHHO XapaKTEpHYIO MOCIEI0BATEILHOCTh NeCHONEHNH. KaxKplii pasien HaunHaeTcs
3aIIaBUeM, KOTOpOE HANMCAHO KWHOBApHOHM BS3bI0, @ OKOHYAHME KaXKIOTO pasziela MMEET OmnpeselieHHoe O(OpMIICHHE
B BHJIE KOJIOOHA WM HEOOJNBIIOro rpauueckoro n3odpaxkeHus. TeKCThl PYKOMMCHBIX COOPHUKOB HAITMCAHbI YKPAUHCKUM
HOJyycTaBoM. Taioke OIpelesieHbl paziuuus: B O(QOPMICHHM TEKCTa — 9TO HCIOJB30BAHUE DA3IMYHBIX 3aCTaBOK
n KOJ'[O(i)OHOB, B HCIIOJIb30BAHUH 3K¢)OHCTI/I‘ICCKOI¢I W HEBMCHHOMU HOTalM HETMOCPCACTBEHHO B TCKCTEC W Ha OOKOBBIX
monsx pykormcei. HepemeHHBIM ocTaeTcs mpobiieMa paci(poBKH SK(POHETHUECKONH M HEBMEHHON HOTAIWH, KOTOpas
CONIPOBOXK/IAET TEKCThl MMHEH, pemmTh ee MOXHO Onaromaps akTHBHOMY COTPYAHHYECTBY YKPAaWHCKHX —YUYEHBIX-
MEIMEBHCTOB C YYEHBIMH 3aI1a/THOEBPOIEHCKHUX CTPAH.

Knouesvie cnosa: pyxonvcusle MuHen; SkpoHeTHUecKass 1 HEBMEHHAsI HOTALMsl; YKPAUHCKUH T10JTyyCTaB; MHHUIHAIIB;
KOJIO(hOHBI

MANUSCRIPTS OF THE MENAION | Mykola Pidhorbunskyi
IN COLLECTION OF THE INSTITUTE | PhD in Historical Sciences, Associate Professor,
OF MANUSCRIPTS OF THE VERNADSKY | Kyiv National University of Culture and Arts,
NATIONAL LIBRARY OF UKRAINE | Kyiv, Ukraine

The purpose of the article is to analyse the manuscript collections of Menaions in the collection of the Institute of
Manuscripts; to conduct an archaeographical description and identify features in the singing collections of the Ukrainian
Orthodox Church in the 16" century. The research methodology includes system analysis, which made it possible to analyse and
explore collections of singing manuscripts. To determine the temporal and quantitative characteristics of the analysed material,
statistical and chronological methods were applied. The relevance of this publication is concerned with a growing interest in
the historical past of the Ukrainian Orthodox Church. An urgent need is a thorough study of collections of liturgical singing
books, which condition is getting worse every year, which in turn inflicts heavy valuable material loss. The scientific novelty is
determined from the fact that the manuscripts of the Menaion contain some differences in the text design, in the use of ekphonetic
and neumatic notation, and the gradual modernization of the Ukrainian half-running hand. Conclusions. The archaeographic
description of the handwritten Mineas made it possible to identify common features in the structure of ancient collections,
namely the characteristic sequence of chants. Each section begins with a title written in cinnabar script, and the end of each
section has a specific design in the form of a colophon or a small graphic image. The texts of handwritten collections were written
by the Ukrainian half-mouth. Differences are also identified: in the design of the text — this is the use of various screensavers and
colophons, in the use of econometric and irresponsible notation directly in the text and on the side margins of manuscripts. The
unresolved issue is the decoding of the econometric and irresponsible notation that accompanies the texts of Minea, it can be
solved thanks to the active cooperation of Ukrainian medieval scholars with scientists from Western European countries.

Keywords: manuscripts of the Menaions; ekphonetic and neumatic notation; Ukrainian half-running hand; initials;
colophons
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Mera nocnimpkeHns. Ha ocHOBI aHauizy MucTelbkux (hakTiB Ta SBHII Bi3yaJbHOT MPOAYKIIT YKpaiHCHKUX XYI0KHHKIB
cepeman XX cT. (1930-1960) BiATBOPUTH KOMIUIEKCHY KapTHHY CTAHOBJICHHS YKPaiHCHKOTO MUCTEIIEKOTO HOHKOH(OPMiZMY
B Iepediry B3a€MOBIUTHBIB MK IHIWBITyaJbHUM 1 KOJEKTHBHHAM, MK IO3BOJICHHM 1 HEIO3BOJECHHWM, MK IparHEHHIM
IIAPOCTI Ta HEOOXITHICTIO BITUyTH ceOe COIaTbHO 3pealli30BaHOI0 OCOOMCTICTIO. Y CTATTi MOPS i3 3aTaIbHOHAYKOBUMU
METOJlaMH — aHaJl3y, CHHTE3y, IHAYKIIl, AeqyKuii, y3araJbHEHHsS — BHKOPHCTaHI KPOCKYJIBTYPHHH 1 CHCTEMHHH aHaili3,
IO J1a€ 3MOTY OXapaKTepH3yBaTH TBOPYICTh MMTIIB-HOHKOH(OPMICTIB B YKpPalHCBKIi KyJNbTypi SIK METaKyJbTypHY
I MeTaxyZoXKHIO ILTICHICTh. BHKOPHUCTOBYIOTBCS TaKOK TPaJMIIHHI MHCTEITBO3HABYI METOIM: ICTOPHKO-KYIIBTYpPHHI,
PEKOHCTPYKTHBHO-MOJICTIBHUM, 1CTOPUKO-aTPHOYTUBHUM, XPOHOJIOTIYHA JECKPHUIIIS, IO CIPUSIOTh PO3KPHUTTIO E€BOJIOIT
Ta oOpa3Hoi TpaHchopmMamii HOHKOH(GOPMI3MY B PISHHX KYJIBTYPHO-ICTOPHYHUX KOHTeKCcTax. HaykoBa HOBH3HA
JOCIIDKEHHS TIONSTAaE B aBTOPCHKiM iHTepmperarii (eHoMeHa YKpaiHCHKOTO MHCTEIBEKOTO HOHKOH(popMi3My XX CT.,
30KpeMa iCTOPHKO-KYIBTYpPHOI PEKOHCTPYKIII HOro MpOTOHOHKOH(OPMICTCHKOTO ertary. BucHoBku. 3’scoBaHo, 110
€CTETHYHO HOHKOH(OPMI3M MOB’S3aHUN 13 THMH (POPMOJOTIYHUMH IOIIYKAMH Ta XYJOXKHIMH TEUiIMH B YKpaiHCBKOMY
MHCTEITBI, CTAHOBJIEHHS SIKMX CIIBIAIO 3 MEpiofiaMd BIIPODKEHHs HAllOHANBHOI KyNbTypH. PO3KpHTO perioHaibHi
0COOJIMBOCTI OCHOBHHMX JIOKAI[il YKPAilHCHKOTO MHCTEIHKOIO IPOTOHOHKOH(OpMi3My. BusiBiIeHO, 1110 HOHKOH(OPMICTH
MICBKHX TEOJOKalliil YKpaiHu peasi3oByBald Pi3HI BepCii 3araqbHOTO BEKTOPY PYyXy, IIO CIPAIbOBYBANO Ha 30epe:KeHHS
HAaIiOHAJIBHOI KYJBTYPH Ta BIIKPUTICTD 10 €BPOTICHCHKIX IIIHHOCTEH.

Knrouosi crosa: Muctelbkuii HOHKOH()OPMi3M; IPOTOHOHKOH(OPMI3M; CYBOPHIA CTHIIb; PEIIPECOBAHE MUCTEIITBO

Beryn

Jlunamika momiif 1 cTaTuka TBOPIB B YKPaiHCHKOMY MHUCTEUTBI PaAsHCHKOI J00W, IiKaBi cami mo cooi,
TIPUBEPTAIOTH YBary JOCIITHUKIB HE TaK PEe3yTbTaTUBHICTIO 3HANICHIUX BiIMOBIACH, SIK TIPOIIECUBHUM TEMITE-
PaMEeHTOM Marepiaiy, 10 BiIIOBITHO O KyTY 30py PEHPE3EHTY€ETHCS TI€I0 UM Ti€I0 3HAYCHHEBOIO, CIIOBHEHOIO
HEOYiKyBaHHUX CMHUCIIIB CTOPOHOIO; KOXKHA 11 rpaHb Moxe OyTH BHTIIyMaueHa sIK HOBA IOCTAHOBKa MpoOiIeMu
nocepes «cTaporo» abo 3BUYHOT0 Matepiaiy. 3 MONIsAAY HalAITyBaHHsI I0CIiAHALBKOT yBard Ha HOHKOH(Op-
MICTCBKOMY CKJIaJJHUKOBI (pOpMyBaHHS apTedakTiB yKpaiHChbkoro muctenrsa Bif 1930-x 101960-x, xomu He
TaK iJICOJIOTI4HI 3MiHH, K 3MIHHM XapaKTEPOJIOTiuHi, TIEpEeTUHAIIN OIHA OJIHY, — 3 TAKOTO IOTIISAY CTYIFOBaH-
HS 3aIIPONIOHOBAHOI HAMHM 17I€0I0TeMHU «IIPOTOHOHKOH(pOopMi3M» (CmupHa, 2017) y mepediry 3 HACTyITHUMHA
SIBULIIAMU YKPaiHCBKOI'O MUCTELTBA € HE JIMILE TOBYAJIBLHUM JIJIsl yCB1IOMIIEHHS MOJIEJIi CTaHOBJIEHHS (paxoBoi
MTO3UIIIT MUTIIS BIPOJOBXK Mailke TPUALATH POKIB (cepen skux OypemHi mepenBoeHHi, «1937», BoeHHI Ta
37UICHHI TIOBOEHHI), a i KOpUCHUM JUIsl (POPMYBAHHS 3arajibHOI KapTHHU PyXy MHCTEIBKHX (HopM mopsiz i3
(hopMaMH 11CONOTIYHUMH B UM HE HAHCKIAIHILIIN 1001 yTBEpHKEHHS PaasSHCHKOTO JIaay 1 Ha4yeOTO «Hero-
XUTHOTO» CriocoOy mucieHHs. Came UIs TIOONaHHS 3aIMIIKIB WX TEHJICHIIH Yy Cy4acHOMY MHCTEIIBKOMY
CBITI, ISl IEPETBOPEHHST POPM CBIIOMOCTI (y TOMY YHCIII MHCTEITBO3HABYOI) 3 €MOLIIHO 3a0apBiIcHUX Ha
pPO3yMOBO KOHCTPYKTHBHI, peTeIbHE BUBUCHHS MUIIXIB CHMAIKOEMHOCTI a0o0 3amepedeHHs Tpamuiliid 1930-x
y Tpaauiisix 1960-x pokiB € HaraIbHO KOPUCHUM 1 HAYKOBO OOTPYHTOBAHHM.

HayxoBa HOBHM3HA HOCIHIPKEHHS NOJISITa€ B aBTOPCHKil iHTepIpeTanii peHoMeHa yKpaiHCHbKOTO MUCTEIb-
Koro HOHKOH(poOpMI3My XX CT., 30KpeMa iCTOPUKO-KYJIBTYpHOI PEKOHCTPYKLil HOro mpoTOHOHKOH(OpPMICT-
CBhKOTO eTamy. MucTelbKi TeHIeHIIiT YKpaiHChKOro HOHKOH(pOPMIi3My Oynu CIipsIMOBaHi Ha 30epeKeHHsI Hallio-
HaJIbHO OPIEHTOBAHMX PUC caMOpealizallii MUTIS, 110 BIPOJOBXK JCCATUIITh 3yMOBJIIOBAIO ()OPMH IIPOTECTY
B MHUCTEITBI Ta KyJIbTypi B IiIoMy. Pe3ynasraTet TBOPUOCTI YKPaTHCHKMX XYIOKHUKIB HOHKOH(OPMICTCHKOTO
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CHpAMYBaHHS BiAPI3HSIUCS Bifl pe3yabTaTiB TBOPYOCTI 3BHUAitHOrO MUTISE homo sovieticus. SIkmio paasH-
CBKICTh MUCTEITBa Oyiia 0(piliifHOI0 HOPMOIO, TO YKPATHCHKICTh MUCTEIITBA CTaBasia HEO(DIiifHOI0 aHTHHOP-
MO0, TOOTO yKpaiHChbKa TeMa MHMOBOJI Oylla MPOTOJIOIIEHa BJIAA0I0 K HOHKOH(OPMICTCHbKA, TUM CaMUM
O3HAYMBUIVCH Y BUMIPi KyJIBTYPHOTO U MOJITHYHOTO SIBUILIA.

JociimkeHHs: HOHKOH(OPMI3MY 31iIHCHIOBaNKCH 1 Ha 3aX0/i, 1 B MOCTpaAsHChKOMY mpocTopi. B Ykpa-
{HI CTIHKOIO TEMOIO MHCTEITBO3HAaBUMX pediexciii me sBume crae, nmounHaroud 3 1990-x poki. Tak,
azexBaii HOHKOH(GOPMI3My BiZOyIHCS B Tpamsx 3 Kyasryposorii (B. buukos, 1. [[3106a, O. 3iHbKeBUY,
B. Kproukosa, O. Kykapxkin, I. Kynikosa, JI. JleBuyk, tO. Jlerenskuit, B. JImukoBax, Mux. Jlidpmms, H. Manb-
koBcbKa, O. Mycienko, M. [lomoBuy, A. Ilyuxos, JI. Pefiurapar, . Crenpmamyxk, JI. TapHammHCchKa) Ta cotri-
anbHoi ncuxodorii (E. Aponcon, C. Aui, M. Kopnyen, P. Kpaituding, /. Maiiepc), ne HOHKOHGOPMIi3M po3Iiisi-
JIa€ThCsI B KOHTEKCTI OiHapHOT ono3uii «koHpopMi3M / HOHKOH(]OpMi3M». 30kpema, y npausx B. ApcnaHosa,
10. JaBunosa, O. Kykapkina, . PomHsIHCHKOT BIH OCMHCITIOETBCSI B TIPOCTOPI TaK 3BaHOT «OypiKya3HOT KyJIbTY-
pU» K JTOTIOBHIOBAaHA CTPATETis, 110 JuIIe Kamy(iaroe abo Biga3epKanioe KOH(GOPMHI TeHASHIII1 MPUIETHOCTI
JIO COIIiyMY, IO TOTO YH 1HIIIOTO CITiIBTOBApHUCTBA, X0Ya IICH MiAXiJ, M0 HOTO MPOTIOHYE PaIsTHChKa KYIbTYPO-
JIOTisl, € Ha COTOHI TEHAEHIIHHUM i 3acTapiiuM. [pyHTOBHE OCATHEHHS BiAOyI0Cs B poOOTaX, IPUCBAUEHUX
TEOPETUYHUM (PIT0COPCHKO-aHTPOIIOJIOTTYHIM Ta KYJIBTYpPOJIOTiYHUM MpobieMaM MOJEpHi3MY, TOCTMOEp-
Hi3My, TpaHcaBaHrap/y. Mnerscs, Hacammepes, npo mnpaui B. Buuxosa, B. Bensma, JI. Top6auosa, b. Ipoiica,
T. l'ynpoposoi, X. 3emibMaiipa, 1. lnsina, A. b. Onisu, X. Oprera-i-['accera, I1. Lleknoma Tta 1. Mina.

Merta crarTi

Ha ocHoBi anHanizy icTOpHYHOI MKAHTHOCTI MUCTEUHKHUX (DaKTiB Ta SIBUII Bi3yaldbHOI MPOAYKIIIi YKpaiH-
CBKUX XYIOXHHKIB cepeanHd XX cT. (1930—-1960) BinTBOpUTH KOMIUIEKCHY KapTHHY CTaHOBJICHHS yKpaiH-
CHKOTO MHCTEIITBA B Mepediry B3a€MOBIUTUBIB MiXk 1HAWBIAyaJIbHIM 1 KOJIEKTUBHUM, MK JI03BOJICHUM 1 HEZ103-
BOJICHUM, MK MTPAarHEHHSIM MIMPOCTi Ta HEOOXIJHICTIO BITYYTH cede COIialibHO 3peasi30BaHMM.

Buxnan matepiany gocaiaskeHHs

Tesa, M0 HOHKOH(POPMI3M TBOPHB IOTYXKHIH IMITYJIbC HAI[iIOHATBHUX OCHOB (hOPMOTBOPUYOCTI, 3pOOUBIIN
KIIIOYOBUM OCMHCJICHHS YKPaiHCBHKOI 1IEHTUYHOCTI B LIJIOMY, CIIOHYKa€ 3BEPHYTHUCS 10 TEHJCHLIH 1 IepcoHa-
T, SIKi BU3HAYMITH Bi3yaJbHY ONTHKY M XYJIOKHIO CTPATETiI0 PO3BUTKY HOTO MONANBIINX ACCATHIITD.

Ecrernyno HOHKOH(OPMI3M TMOB’sI3aHUN 13 TUMH (OPMOJIOTIYHUMH TIOITYKaMH Ta XyAOKHIMU TEUisIMU
B YKpailHCHKOMY MHCTEITBi, CTAHOBJICHHS SKHX CITIBIIAJIO 3 IEpioflaMH BIAPOKEHHS HAIIOHAIBHOI KYJBTY-
pu. Y3araii, po3MipKOBYIOUH TTPO €CTETUIHUN CKIIQTHIK MUCTEITBA K XyIOKHIH (eHOMEH, BapTO 3a3HAYUTH,
110 MUCJICHHUII MOTHB, KOTPHH HOEIHYE MUCTELTBO 13 )KUTTSM, PO3TALLIOBYETHCSI CaMe B €CTETUYHOMY, a HE
B XYyZIO)KHbOMY. [ ereniBcbke pO30KpEMIICHHSI €CTETUYHOIO i XYIOKHBOIO, & CaMe PO3PI3HEHHsSI MK TEOpi€ro
1 IPAaKTHKOIO B iIXHBOMY 1€aliCTHYHOMY, & HE MaTepialiCTHYHOMY CEHCl, CTOCOBHO SIBHII[a HOHKOH()OPMi3ZMY
Tpeba yTOUHUTH.

3 omHOro OOKY, MaeMO CIIpaBy 3 KOHIJIOMEPaTOM TBOpPiB, 00’ €JHaHMX IMIEPATUBOM HAJICKHOCTI 10
YKpaiHCBKOI KyJIBTypH, PETPE3CHTAHTOM SKOi BOHM OyNu W € 3aBASKHA HAJIACONOTIYHOMY BiJA3EpKaJICHHIO,
a 3 IHIIOTO — 3 KOTOPTOIO MUTIIIB, KOTPi CIIOBIAYBaJIX O/IHI ¥ Ti K MEepeKOHAHHs CTOCOBHO BJIACHOT poIti B icTopii
YKpaiHCBKOTO MHUCTELTBA. SKIIO MO3aMHMCTELbKUI YMHHUK ICHYBaHHS MHCTeTBa OpaTH 3a BiA3epKaJIeHHS
€CTETUYHOI'0, TO BIACHE MHUCTECLLKUI CIiJ] BIAIIYKYBAaTH y THX «UUTaTHUX PHCAX», SIKI PETPE3CHTYIOTh Tpa-
JHILII0 XyAOKHBOTO MOJIGNTIOBAHHS 00pasy «ijeanbHoi YKpaiHu», abo K «HapaTUBHOI yKpaiHiKm» B i Haiixa-
PaAKTEepHIIINX HAIIOHAJIBHUX BUSBAX, a TAKOXK Y TOMY, 1110 1i CIIOPIIHIOE 31 CBITOBOIO MHCTEIIHKO TPAIUIIIE0
MO/ICIIFOBaHHS 1/1€ay.

OmHUM 3 TaKUX CEMIOTHYIHO OKPECIICHUX SBHII B YKPAiHCHKOMY MHCTEITBI OyI0 KO3aIbKO-TeThMaHCHKE
6apoxo X VII-XVIII ct. L1 yHiKampHa 32 BUPA3HICTIO i HAIIOHATEHIM KOJIOPUTOM CHCTEMa CBITOIIISATY YTBEP-
JuJia caMOOYTHICTh YKPaiHCBHKOI KyABTYPHU Ta BU3HAYMIIA il TOJAJIBIINI PO3BUTOK, CTABIIN OZHIEIO 13 MaTPULb
MHCTEIBKOT0 HOHKOH(pOpMizMy. OcoOIMBiCTIO 6apOKOBOIO MUCTELTBA B YKpaiHi Oy/o opraHiuHe 37UTTS €BPO-
MEHCHKOTO CTUITIO 3 HAPOJHUMHU XYAOKHIMH TPAJHLISIME, IO i CTANI0 CTUILOBUM (DYHAAMEHTOM Y OAATBLIOMY
CTaHOBJICHHI yKpaiHchkoro mucrenTsa. ¥ XX cr. ¢itocopamMu Ta MECTEITBOZHABISIMU OAPOKO PO3IIISIAIOCS
SIK «BIYHO Cy4acHUH CTHIIb». 30Kpema, (ppanily3bkuii ¢pinocod O. Kamadpese (Calabrese, 1987) 3amponony-
BaB HA3WMBaTH «ETOXOI0 HE00apoKo» KynbTypy KiHIg XX cT. Takok JOCATHEHHS CTHIIIO OYJIM IMEpEOCMUCIICHI
B CBITJIi TIOCTMOJIEPHY, Y TOMY 4YHCIi i ykpaincekoro (M. Ctopokenko, B. Peynos, FO. JlymikeBud, O. Tictom).
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He meHm1 BayKIMBUM 1 BUBHAYAIIBLHUM JUTSI CTAHOBJICHHS HOHKOH(OpMi3My cTaB pomaHTh3M XIX cr. [s
(opma cycrinabHOro cBiTOrIA LYy Oyina mepmuM caMOOyTHIM SIBULIEM YKPaiHChKOI KyJIbTYPH 3 aBTOXTOHHUMHU
pHucamu, BOHA 3all04aTKyBajla MUCTELTBO YKpaiHChKOT HallioHanbHOi Tpaauuii. [loknaBmu Ha cebe 3aBraHHs
300pakaTy MOBCSIKACHHE i 30BCIM HETEpOTYHE ClIIbChKE MPOBIHILIMHE JKUTTSA YKpaiHU, pPOMaHTH3M i1ealizyBaB
Ta OCIIBYBAaB Kpacy i MOETHKY HalliOHAIBHOTO OOYTY i Mmei3axy, OOpsIiB 1 CBAT, 3p0OUB NPUBAOIMBUM €C-
TETHKY YKPaTHCHKOT XaTH i KOCTIOMa, alleJTFO0uH JI0 JTIpUKo-TliceHHOi (onbkiopHocTi. Cepe oro ajienTiB —
T. llleBuenxo, C. BacunskiBebknii, B. OpmoBebkuii, M. [InMOHEHKO 1 iH., SKi 3a1109aTKyBajid HOBY 00pa3oT-
BOpYY YKpaiHiKy. Pucu mhoro MucTenTBa 3HalyTh BiIOOpaKeHHS B TBOPUOCTI XyJOKHUKIB 1960-X poKiB —
y poMaHTH3aIlii TpaauIliil pi3HUX €THOKYJIBTYPHHUX PETiOHIB.

Hanpukinni XIX — Ha moyarky XX cT. yKpaiHCbKi MUTILi MOYMHAIOTH PO3POOIATH HALIOHAIBHUHN Ba-
piaHT «yKpaiHCHKOTO CTHIIIO» B paMKax eTHOrpadiuHo iHTEpnpeToBaHOI CTHIIICTUKN MoJepHy. Hanpuknan,
B. Yenenuk (2000) 3amponoHyBaB Uil XapaKTEPUCTUKH IBOTO HANpsIMy TEPMiH «YKpaiHCHKUH apxiTek-
TYpHUW MOJEpH», HAMOITBII BU3HAYHUMHM MaM’ ITKaMH SKOTO Oynu OyauHOK IlonTaBCchKOTO ryOepHCHKOTO
3emctBa (apxiT. B. Kpnuescwkuii, 1903—1908), Oyauakw 3eMChKUX KT JIOXBUIIEKOTO Ta MUPTOPOIACHKOTO
noBiTiB (apxit. O. Cnaction, 1910-1), miceka nikapus B JIyonax (apxit. J. Jsuenko, 1913-1915), Oynunok
XapkiBcpkoro xynoknporo yumiuma (apxit. K. XKykos, M. IlickynoB, 1911-1913), mxona imeni Tapaca
HleBuenka Ha IlaBniBui-Jlo3oBiii, 35 y Xapkosi (apxit. C. Tumomenko, 1914-1916) ta in. ®opmonoriuni
MOIIYKH B YKpaiHChKil apxiTekTypi 1900-1910-x pokis 6a3yBanucs Ha npuiiomax (paxoBOro BUKOPHCTaH-
Hsl MOP(HOJIOTIYHUX O3HAK CEJISTHCHKOT XaTH Ta CaKpaJIbHHUX JEPEB’THUX CHOPYI, CTBOPIOBAHMX HAPOJHUMHU
MHTIISIMHA, Ta 1HTEpIpeTalii Maike aBTOXTOHHOI (DOPMHU IMICCTHKYTHOTO TPAIMEIlie€NnomaiOHOr0 IBEPHOTO Ta
BIKOHHOTO OTBOPIB TOIIO.

[opsix i3 po3pobaeHHSM MPOEKTiB (hacaHOTO 03700IeHHS OY/iBENb B «yKPATHCHKOMY apXiTEKTypPHOMY
MOJEpHI» HeaOWsiKa yBara MpHUAUISIIAcS NPOCKTYBAaHHIO JEKOPYBaHHS iHTEp €py, MeONiB Ta Y)KMTKOBOTO
ycrarkyBaHHs. OpraniuHe nmoeHaHHs eKcTep epy U iHTep €py y OyMiBIsIX, CTBOPEHUX y 3a3HAYCHIHN CTHITiC-
TUI, ()aXOBO PENPE3CHTYBAJIO CTABJICHHS YKPATHCHKUX apXiTEKTOPIB Ti€l 100H 10 XyA0KHBOTO «BHCIIOBIIIO-
BaHHS» apXITEKTypHOI Ta Y)KUTKOBOI (POPMH «yKpaiHCHKOIO MOBOIO». AJjie Lel TOIIyK He OyB JIOKaTbHUM
ApPXITEKTYPHUM 1 JEKOPATUBHO-YKUTKOBUM SIBHIIIEM, @ PO3BUBABCS B PyCJIi 3araJbHOCBITOBOT MO Ha Ha-
[iOHAJBhHE 32 JIOMTOMOTOI0 3BEPHEHHS 10 TPAIUIlii KOPIHHUX HApOiB €BPOIHU Ta IXHHOTO IEPEOCMHUCIECHHS
B npodeciiiHnii Muctenpkuil cnocid. OOpas3u ykpaiHcbKoro MoaepHy sk neBHuil Gtsamkunstwerk pexon-
CTpyIoBaB y KHU31 « YKpaiHcbkuit monepn» tO. Jlerenskuii (2004).

MopepH TepeTBOPUBCS B €BPONEHCHKHUA PyX «MHCTEHTB 1 pemecen» (HAaNpHUKIal, XyTOKHUKH
B. Moppic, ®. ¥e60, 1. I". Pocceri, @. M. Bpays 1a iH.; maiicrepus «Moppic, Mapmasi, ®onkuep i Ko, maiic-
TPHU XYIOKHLOTO peMeciia, )KUBOIHCY, Pi3bOJICHHS TI0 IepeBy, MeOIISIX 1 MeTamy», 1860-1), mo mpe3eHTyBaB
HOBE PO3YMIHHS JHEKOPATHBHOI ¥ Y)KUTKOBOI TBOpuocTi kpain €Bpomnu (['ompazamTt, 1973), 3ampononyBas
MPUIUIATH yBary Au3aiiHy Ta XeH/I-MelTy, 3aCHOBaHUX Ha HAIllOHAbHUX Tpaauiisx. [loTpiOHO BinMiTHTH,
0 yKpaiHChKi XyHIOKHUKH-MOAEpHIcTH, nmounHatoun 3 B. 1 @. Kpuuescokux, A. XKnaxu, O. CnacTtioHa,
I HapOyra, O. Mypamka, M. XKXyka, O. Caenka, JI. JIsuenka, C. TumomieHka Ta iH., 3 BEJIUKUM ITi€TE-
TOM CTaBWJIMCS J0 JEKOPYBAaHHS €KCIO3HUIIHHOTO MPOCTOPY ITiJ] BACTABKM B €THIYHOMY Kito4i. BoHU BUKO-
PHUCTOBYBalM KHJIUMH W KHJIMMKOBI JIOPIXKKH, PYIIHUKHU ¥ JiepeB’siHi MeOui py4Hoi pobotu Tomio. Sckpa-
BUMH TIPUKJIAJAMHU IIHOTO SBUINA CJiJ BBaXkaTu 03m001eHHs B 1905 p. iHTEep’€py OnHIET 13 BUCTAaBKOBHUX
3as1 KHiBCHKOTO XyH0KHBO-ITPOMHUCIIOBOTO 1 HAYKOBOTO My3€eto iMmeparopa Mukomu OnexcanapoBuda (HUHI
HXMY) B cepenuni 1920-x pokiB, 3a mepinoi xBuii ykpainizamii, — HayxoBo-mocmigHoi kadenpu icropii
VYkpainu npu BYAH, ouomtoBanoi M. I'pyieBcbkum, y OynuHKY 10 ByJ. Bomogumupcekii, 35 (aBTOp ACKOpYy
inTep’epy B. KpuueBcokuii, 1924—-1925).

Lei#t nocein OyB 3arpeOyBaHni apXiTEKTOpaMHU, MaiicTpaMi MOHYMEHTAJILHOTO Ta ACKOPaTHBHO-YKHT-
koBoro muctenrsay 1930-x Ta 1960-x pokax, koiu B niepion Benkoro Tepopy Ta Ha XBHIII 4eproBoi yKpaiHi-
3arrii [1. lllenecra HU3KY MPOEKTIB TPOMAACHKHUX CITOPY PO3BaAXKaIHLHO-I03BUIIEBOT (DYHKITIT OyI10 BHKOHAHO
B «yKpaiHChKOMY cTHII» (pectopan «PuB’epa» Ha cxmnax [Hinpa, apxit. A. JloOpoBonscrkmii, H. UmyTiHa,
1936-1937; naBinbiionn-0ydeTn 1 naBiIbHOHU-KpaMHUIL Ha KUIBCHKUX BYIHIIX, apxiT. II. 3axapuenko,
1938; pecropanu «Kypeni», «Kykymka», «Birpsk», «[lonraBa» y Kuesi, apxit. A. lo0poBoibChKHiL Ta iH.,
1960-t1i pp. Ta iH.). EnemenTn HapoaHOi OpHAMEHTHKH, (aXxOBO BiANpalbOBaHOI IlI¢ HA MOYaTKy XX CT.,
y 1960-X pokax BUKOPHCTOBYBAJINCS B 03100JI€HHI iHTEp €py cTaHiit KuiBchbkoro MeTpononiteny «Xpea-
TaK», Xya. O. ['pyasunceka; « YHiBepcuTe™, Xyal. B. Jlosnncbka; rorenis «/lninpo» B Kuesi, xyn. I'. 3ybuenko,
C. Orpomenxo, I'. [llapait, H. ®enoposa, 1964; «mporpamuawmii» rorens « Tapacosa ropa» y Kanesi, apxit.
H. YUmyTina, M. I'peanna, O. I'ycesa, B. lllTonbko, xya. A. 3yook, 1960-1962.
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Omxe, y 1920-1930-x pokax MHTIN, SKUX Ii3HINIE HA3BYTh IMOKOJIIHHAM «PO3CTPUITHOTO BiIPOKEHHS»,
JEKJIapyBaJk 3B S130K YKPaiHCHKOIO MUCTELTBA 13 TPAAULIsIMU iKOHOMUCY Ta HapoxHOi TBopyocTi. Came 1ie nae
IiICTAaBU BECTH MOBY PO HASIBHICTH HE TLIBKM HAIIOHAIBHOTO 3MICTY, 3yMOBIIeHOro Tpaauuieto XIX cr., ane
i HaIlOHaJBHOT XyNOKHBOI popMu y MucTenTBi. Mutii M. Boituyk (2005), KoBanbceka, [Ipucranenko (2010),
O. boromazog (I'opbauos, 1996), K. Manesuu (Haiinen & ['op6auos, 1993), /1. bypitok (1994) y cBoix Teope-
TUYHAX CK3EPCUCAX, CMICTOSIPHIN CHaIIIHI HaMarajucs OCMUCIHUTH 3B SI30K MHCTEITBA 3 HAPOIHOIO TBOP-
YiCTIO, MiIKPECITIOIOUH ii MTUTOMY «yKPaiHCBKiCTBY». Tak, i3 TOTO 4acy CTBEPIIKYIOTHCS KOHIIETIII XYIOKHBO-
ro cynpemarn3My K. ManeBnda Ta BizanTH3My M. Boituyka. BoHM cTann 3HaKOBUMH 1 [T CBOTO Hacy, 1 Juis
HACTYIHHUX €TI0X, 3aKJIaBIIM (POPMOJIOTiUHE MiAIPYHTS BIacHe YKpaiHChKoi KoHLenTyanbHol Tpaauii. Cympe-
MaTUyHa KoHLemiss MaieBuya Oyna nmoOyaoBaHa, K BBaXKalOTh YKPaiHChKiI MHUCTELITBO3HABLI, HA apXETHITHUX
(opMax CensHCHKOro MUCTEITBA, a caMe Ha HOro TIEPBUHHMX eJeMEeHTax: Kolli, KBaJpari, XpecTi, 000B’I3KOBO
PO3MIlLIeHNX Ha OLIOMY TIi, 1110 HAra/lyBaB CTIHY CUIbCHKOT XaTh 4 miv. Peaktyaizalist cynpeMaru3my 3’ siBUTh-
csi B TBop4OcTi HOHKOH(opMicTa B. Makapenka B 1970-x ta A. @exipka B 2000-x pokax. Peremniii «cTrmro»
K. ManeBuua OyayTh IEpEOCMHCIICHI B KOHTEKCTI aKTyaIbHOTO MECTEIITBA, OCOOJIMBO JK Y 3B’ SI3KY 31 CTONITHIM
10BiteeM «HOPHOTO KBajpary».

[lpaktnuno cuaxponHo 3 K. ManeBudeM CTBOPHB TpPaHCBEPCiIO HALIOHAJIBHOTO «HEOBI3aHTH3MY»
M. Boituyk, npy IbOMY 3BEpPHYBLIMCH JO TPEUbKOi TPaaMLii, MiJ BIUIMBOM SIKOI 3HAXOAWJIACH YKpaiHChKa
KyJIBTypa BIIPOJOBK KUIBKOX CTONITh. Lle OyB CBOEpIAHUI «KOMIO3UTHUIN» MiAXiJ 0 CTBOPEHHS MHCTELTBA,
IO areJfoBaB JI0 KOMIIO3HUIIHHUX cXeM PeHecaHcy, IUTOMMHHOCTI HAPOAHOI KAPTUHH Ta KOJLOPOBHUX MPHHO-
MiB iKOHOTHCY. boiuyki3M SK HaIliOHAJTHHO OPIEHTOBAHE SBUINE YKPAaiHCHKOTO MECTEITBA CTaHE OCOOIH-
BO ONM3BKAM XyIOKHHKaM-HOHKOH(OpMicTaM, 1 Hacampepen — y cBiTonmsgHOMY TuiaHi. [locmigoBHUKH Ta
yuni M. Boiiuyka HamaraTuMmyTbCsl BiIPOOWTH Tpaaulii MOHYMEHTAJIbHOI IIKOJIM B IOBOEHHI JECSTHIITTS
(KoBanbebka & [Ipucranenko, 2010). Y takuii criocid TBOPUOTO IIEPEOCMUCIICHHSI IPUPOIU HAIIOHATBLHOTO BijI-
OyBasiocs CTAaHOBJICHHSI HOHKOH(OPMi3My, 10 OyB F€HETUYHO MOB’SI3aHUM 13 TTONEPETHIMU EIOXaMH Ta IXHIMH
MIHHOCTSAMH, 1 MacITad IIMHOMHM SIKOTO CTA€ OYEBUIHUM JIMIIIE CHOTO/HI.

dyHgaMeHT a7l pO3BUTKY HOHKOH(POPMI3MY (OpMYEThCsI Bxe 3 Apyroi nonoBuHu 1920-x pokis. [Tomryku
YKpaTHCHKUX MUTIIB IILOTO TIEPIONy TPUBAIN BPi3HOOIH i3 CTATIHCHKOIO TIOMITHKOIO CTBOPEHHS yHi(iKoBaHOI
COLIATICTHYHOI, TOOTO TIPOPOCIHCHKOT KynbTypr. CaMe TOMY MHCTENTBO IhOTO JECATHPITUS OMMHAETHCS «ITiJ]
3a00pOHOIO» 1 OrONIOUIy€eThCs OyprKya3HO-HALIOHATICTHYHUM. Yike 3 1926 p. mouyaBcst etan «yTMXOMHUPEHHS
HOBOTO PYXY 32 YKpaiHCBKy KynbTypy B YkpaiHi» (JlaBpinenko, 2012) Ta penpecHMBHUX 3aXOIiB MPOTH YKpa-
fHChKOT iHTenmireHii. Tomy Tpaauiii 1 XyoxHi KoHIenii ermoxu Po3crpisiHoro BinpomkenHs: Oyiu HaJI0BIo
MOCKPHOOBaHi 320y TTSIM 1 TOHOBHIIHCS JuIe 1o cMepTi Cranina. [1i3Hilie BoHU cTany GyHIaMeHTaTbHIMH IS
TTOKOJIIHHSA PYTO1 XBUJI HAI[IOHAIBHO-KYJIBTYPHOTO BiipomkeHHs 1960-X pokiB, pedreKcyrodn Ta 30araqyodn
YKpalHChbKe MHCTELTBO JOCHOTOIHI.

VkpaiHcebka enira, sika B 1920-x pokax mpartysia 10 TBOPEHHS «MOAEPHOI» Halii, 3MyIIeHa Oyia miasam-
TOBYBATHCS i/l KAHOHU COLIPEai3mMy, KOTpUH BiKuIaB Oy/b-SKy iHAWBIAyallito HaIliil, 0COOIMBOCTI Yacy, aHi-
T'UTIOBaB PO3MAITTSl TBOPYMX MOINIS/IB, 3HEBAKAB BUIBHUN MHUCTEUBKHI MOIIYK, HAMAraloyuch yce 0ararcTso
MIPOSIBIB JIFOJICHKOTO JIyXy CKEPYBAaTH B PIYMIIE Pa3 1 HA3aBKIU «3PO3yMIIOT0 METOAy». [0ogomMop, HedyBaHi
perpecii MpU3BHYAIOBAIIN HE JIUILIE MHTIIIB, & i yBECh HAPOII JI0 TOKOPH Ta YHI(IKaIlii, [0 MPU3BEIIO J0 OABEPTOT
«COBETH3AINIT», HIBETIOBAHHS BCHOTO HAIlIOHAILHOTO, JI0 JICKIIAPATHBHOTO MTPOJIETAPCHKO-CYpOTaTHOTO MTHOY.

Came 3a Takoro «BTOPHMHHOIO IPOCTOPY» PAASHCbKE MHUCTELTBO IOYMHAE CTBOPIOBATH IIJICTABU IS
YKpPaiHCBKOTO HAI[IOHAJIbHOTO MHCTELTBA HOBITHBOIO 4Yacy, BTUIIOIOYM MHUCTELBKY IPONAraHIUCTChKy IIa-
pamurmy neskux Kpaid JlatmHcbkoi AMepuky, HiMeyunmHM Ta iHIIMX AepKaB i3 MaHIBHUM KOMYHICTHYHHAM
(abo corria-1eMOKpPaTHIHUM ) PEKUMOM.

3 yacoM 3’SIBISIFOTHCS. HOBI TOpHIHI XyT0XKHI GOpMH, «Oe3TpaauilifHOMy HapOIKESHHIO» SKUX TPHITUCY-
BaJIU AKOCTi HOBOTO i OpUTiHANBHOTO. IXHs «HOBU3HAY Oysa BraBaHo. Tak, ckaxkimo, y 717 p. BizanTiichkuit
immiepatop JleB IcaBp cBimOMO pO3pi3HUB IKOHOOOPINB Ta IKOHOMIAHYBAJLHUKIB, OMHUM HaJaBIIN KadomidHi
kadenpu Ha TepeHax Immepii, IHIINX 3MYCHBIIM HIyKAaTH HNPUTYIKY B CKEJIbHUX MOHACTHPSIX HA POMEHCHKHX
okpainax, 3okpema B Kpumy VIII cr. Ilig Taky omany morpanuB i OOHUyKi3M — caMOOYTHE MUCTEIbKE SIBH-
e, 00pa3Hi MOTHBH SIKOTO XMBUJIUCSI caMe 3 Bi3aHTIHCBKOI (peckoBoi ikoHOrpadii i Tpaauiiil Bi3aHTIHCHKO-
r0 CaKkpaJbHOTO JKUBOMHCY. MOJKHa CTBEpIKYBaTH, o boluyka i OOMYyKICTiB, HEMOB CXiJIHOEBPOMEHCHKIX
CepeTHbOBIYHNX 1KOHOOOPIIB, OATOKHUIM-TaBPYBaIH «YKPaiHCHKUM OypiKya3HHM Bi3aHTH3MOMY, SIK ITi3Hillle,
y 1960-x, cniagkoemiiB Boituyka Ta THX OOWYYKICTIB, KOTPI BHXKHIIH, SIK TAKOXX HOHKOH(OPMICTIB, OUUyBa-
i 0aToroM «YKpaiHCHKOTO OyprKya3HOTO HAITIOHATI3MY» Ta «pPO3CaKPalli30BYBaJM» Y CIHOCIO iIeonorigHO-
PEBOIONIIHIX, BOMOBHUYHX, y JyCi «O00Ta HET» TOTpeO.
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VYKpalHChKHUI TICIAPEBOTIOMINHIA TPOCTIp 3aI049aTKOBY€ MMO3UTHBHY OyiBEeIbHY aHTHUTE3y iHTerpartii
OKPEeMHUX XyJIOKHHUKIB y JUCTHIIBOBAHI, 1IEONOTIYHO 3aTHIITHI, CHCTeMHI rpynu Ta acomiamii (APMY, AXYY,
OCMY Tain.). EcTeTnka KOMyHO-KOJIEKTHBI3MY, Ha JyMKY O(DiliiiHUX i7I00TiB, MOBUHHA Oyia MOKIaJaTUCS
Ha «KEepiBHY» POJIb MpoJieTapiaTy, HalliJIeHOTO Ha OYIiBHUILITBO «PO3BUHEHOTO COLialli3My» H Y TIEPCTIEKTHBI —
komyHisMmy. [Ipukmnaz [TaBku Kopuarina, sikuii BUXapKyBaB PEIITKH 30POB’sl, YKJIAAA0u1 AN, 1 BOJHOYAC
PO3MIpPKOBYBaB PO CBITOBY IIPOJIETAPCHKY PEBOIOIII0, HACAKYBABCS Y CBITOMOCTI HacaMIIepeI PaasTHChKO1
MOJIOZI.

Haromicte ykpainceki muctenrBo3HaBmi 1930-x — mowarky 1940-x pokiB, sx-ot IBan Bpona (1926),
g craneBi pelKy HEeJOJIyroro MpoJEeTapchbKOrO CBITOMNISAY HaMaraiaucsl MOKIACTH M yKpaiHChbKE MHUCTe-
LUTBO B HOro icTopHyHii perpocnekuii. Tak, oTpruMaB HayKOBOTO Jisiaca JOPEBOJIOLIMHUN «yKpaiHCHKUN
Oinepmeiiep» — 3a MPUMITUBHHN MOOYTOBHH eTHOTpadi3M, «IIApOBAPILIUHY», «XyTOPSHCTBO», HAL[IOHAIBHY
it eTHOrpadiYHy OOMEKEHICTbh, 3aTATHI MPOBIHIIANI3M, By3bKUH «IIPOCBITIHCHKUID MATPiOTU3M, MIIIAHCHKY
00ME)KEeHICTh, a TAKOXK yCe, 10 3 UM ToB’a3aHo (c. 43). HapaTtuBHi TeHneHIil 3 monsa Qonk-apTy acouitoBa-
JIACS 3 TTACHBHOIO POMAHTH30BAHOIO CEIISTHCHKOIO TO3MITIEI0 BCyIeped «0a30BUM IIIHHOCTSAMY TpOJIeTapiaTy
1 po3TIIIAIINCS K TIPOSIB HEMOBHOIIIHHOCTI. HOBi XyA0)KHI yrpyroBaHHS TIOYalld yCTaTKOBYBATH CBil iHTEp-
HallOHAJILHUN XyAOKHIH BHECOK SIK IaHMHY «KYJIBTYPHO-HALIOHAJILHUM 0COOMUBOCTSIM PansHcbkoi Ykpainmy»
(c. 25). CxpecTuBLIM IMITYIbCH HALIIOHAIBHOI XY0KHBOI KYJIBTYpH Ta MOJICpHI (POPMOTBOPYI MiIXOAH, Xapak-
TEpH1 3HaKH i CHMBOJIM HOBOTO POOITHUYOTO Ta CENISTHCHKOTO MOOYTY, YMCenbHI HOBOc(opMoBaHi 00’ € JHAHHS
3aXOMIIHCS KOJIO TBOPEHHS HOBOTO HAIlIOHATHLHOTO MHUCTENTBAa YKpaiHncbkoi PCP.

Oco0muBO MOCTpakIaia B IUX yMOBax YKpaiHChbKa KyJIbTypa Ta MPEACTABHUKHA TBOPUOI IHTEINITCHIII,
iesiia «PO3CTPUITHOTO BiAPOKEHH», OUTbIIA YacTHHA SKOi Oyila 3HHINEHA 32 3BUHYBAYEHHSIMHU B «yKpa-
iHChKOMY OypiKya3HOMY HAIiOHAIi3Mi». IXHi TBOpU OyiM 3a00pOHEHI 0 €KCIOHYBaHHS Ta BiANpaBIeHi 10
My3€HHHUX CHELCXPOHIB MiJ rpru(OM «TaEMHOY, J€ HIBEUMIINCS KaxXJIUBUMU yMoBaMH 30epiranus. Llei dakt
Jla€ MiZICTaBin PO3MIAJATH TUIACT «PEIPEeCcOBAHOTO MUCTELTBA» B PIUMILi HOHKOH(OPMI3MY 1 B TakHii crocio
PO3MIMPUTH HOTo XpoHOoIorivHi Mexi. L{poMy cnipusun Biakpuri cnencxponn HXMY — ynepiie onpuitonHe-
HI UpoKoMy 3araiy Ha mo4yatky 1990-x pokis i Bapyre —y 2015 p., ae yrpumyBaiocs 3a00poHEHEe MUCTE-
nrBo 1930-x. IXHs TocTponomiTHYHA TeMaTHKa Ta MOJIEPHICTHYHA Bi3yalbHAa MOBA 3MYIIYIOTh 3aCyMHiBaTHCS
B KJIaCHYHIN mepioam3arii HOHKOHPOPMI3MY. AJDKe i TTOYaTKOM BBaYKAETHCSA TEPIOJl «BIUITUTH» CEpeArHU
1950-x — mouarky 1960-x pokiB. [IpoTe ekcrioHOBaHI TBOPW 3MIHWJIM PAaKypCH CIPUHHSTTS [BOTO SBUIIA,
3aM104aTKyBaBIIM HOBE JIITOUYUCICHHS HOHKOH(POPMiZMY.

Hacuninku foreclosure, ce0To mo30aBieHHs ipaBa MUTIIIB Ha CBOOOTY, IPOCTEIKYIOThCS Ha TIPUKJIIAJIl TBOP-
4OCTI YKpaTHCHKUX COIIMOJICPHICTIB, YA€ TIOBEPHEHHS 13 3a0yTTs BiZIOyJIOCS JIHIIE YaCTKOBO, 30KpeMa y (op-
MaTi BUCTaBKOBOTO TPOEKTY Ta BHAAHOTO B 1998 p. karanory «MucrentBo Ykpainn XX ct. 1900-2000»,
a Takox BucTaBkH «Crieriporm» B8 HXMYVY (2015).

3 no3uuii ChOroCHHS AYKE CKIIAJHO PO3MIPKOBYBATH, 110 CaMe 3MYCHJIO PAASIHChKY BJIaay CyMHIBaTHCS
B JIOSUTBHOCTI TBOpUEBUBY XydoKHUKIB . JIunmuncekoro, T. ®dpaepmana, B. CunbsectpoBa, A. CupoTeHKa,
€. I'opbaua, M. CaBuenka-benscrkoro, M. Snuyka, [1. KogbeBa, A. YUepkachkoro Ta iH. Ile criucok iMeH MuT-
LB, Mai>ke HEBIIOMUX YKpaTHISAM, 0 CHAAKY SIKUX MU ITOBEPTAEMOCS Yepe3 ACCATHIIITTS, TaK camo, sIK J0
KOTOPTH OONYYKICTIB, OUIBIIICTS 13 AKUX 3a3HAJIA HUIICHHSI, MOHYMEHTAJIbHY CIA/IIUHY SAKUX OyJI0 CTEPTO Ha
nopox (KoBanmbschka & [Ipuctanenko, 2010). [1{o s TUBHOTO: iCTOPis YKPaiHCHKOTO MOHYMEHTAJIEHOTO MHUCTE-
nrBa 0e3 apredakTiB Iporo MuctenTsa. Skmo ['eHpix Benbguiin 3akauKaB 10 CTBOPEHHS «iCTOPil MHUCTEITBA
0e3 iMeH», TO B IbOMY Pa3i HAIIPOIIYEThCS TyMKa PO iCTOPiF0 MHUCTEITBA Oe3 TBOPIB. Y iXHIX MOJOTHAX, 110
30epernucs, 1oOMiHyBaja periaMeHTOBaHa B Ti YacH pOOITHUYO-CEIISIHChKA TEMATHKa, a TAKOXK 300paKyBancs
iHaycTpianbHi 00’ekTr i maxtu. Take mpeacTaBiIeHHs BiINOBIAaN0 CTANIHCHKIM MOMITHLI iHIycTpiamizamii
1920-1930-x pokiB.

Kaprtuamu 00pazoTBOpUOro MHCTENTBA TOTO Yacy IMPO MPAI0 POOITHUKIB 1 KOJITOCIHHKIB MPOCSKHYTI
cakpaizaIiero «TeMru pooounx OymHiBY. 300paskeHHS KIHOK 3 TITHMH, SKI CHIATH Oi1s 3HAPSAb mpatli (Tpak-
TOpiB, KOMOAaITHIB), CTBOpIOBAKCS ikOHOTpadiuHO MomiOHuMHU (HampuKiIa:, 3 oopazom boromarepi 3 Hemos-
nsM). Bupasaum y Takux poOoTax € 3BepHEHHS 10 KOMIO3ULIHHUX cxeM PeHecaHcy, BUKOPHCTAaHHS TUIOIIUH-
HOCTI, XapakTepHOI Il TBOPIB JIEKOPATHBHO-YKUTKOBOTO MHCTEITBA, KOJIbOPOBHUX MPUHOMIB (PpPECKOBOTO
IKOHOITUCY, 1[0 TaKOXK CBITYMJIO MPO >KUBI Tpaguuii penpecoBaHoi mkoian bordyka. OcoONUBICTIO AESKUX
MOJIOTEeH, BUKOHAHUX Y I[bOMY IUIaHi, Oyla MOHYMEHTaJIbHICTh 300paXkeHb, IO YIEPEIKYBaJIO MOSBY T. 3B.
«cyBoporo cTwio» 1950-x pokis.

Tpeba BiA3HAYNTH, 110 B TOBOEHHHH TTEPio]] BAXKITMBUMH OYJTH JIBa TCOIOJIITUYHI CKIaJHUKH, KOTPi BILIH-
BaJIM Ha ()OPMYBAHHS CBITOIVISIIHUX IHTEHLIH YKPalHCHKOrO MUCTELTBA: PaIsIHChKA YKpaiHa, sKa Majia BlIacH1

30



ICTOPISA TA TEOPISA MUCTEIITBA
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepist: MuctenrsoznaBctso. Bum. 41 ¢ ISSN 2616-4183 (Online)

TEH/ICHIIIi PO3BUTKY MUCTEITBA, 1 3axiHa YKpaiHa, 110 po3BHBajacs B JIOBOJI MaTpiapXallbHOMY COIIOKYIb-
TYpHOMY Ta MEHTaJbHOMY CBiTi SIK 4acTWHa €BpOIH, KOTPi NUISIXOM BiChKOBOI iHTepBeHIi 1939 p. Oymn
«00’eTHaHI» B €IMHY «peciyOmniKy». 3axigHoyKpaiHCbKka MHCTelbKa 1mKona B ocobi 1. Tpymra, O. HoBakis-
cekoro, O. Kynsunipkoi, 5. Mysuxkwy, [1. Koxyna, P. Ta M. Cenbcbkux, XynoxHuKiB-3akapraruis A. Epaeni,
1. Bokmas, ®. Manaiina, E. KonTpaToBHua po3BuBajia HalliOHANbHI TCHACHII] )HUBOMHCY, Tpadiky, aekopa-
TUBHOTO MHCTEITBA, BPAXOBYIOUYH €BPOIEHCHKI CTUIHOBI XYIOXKHI HAMpsSMU — ap-IeKO, MOCTIMIIPECIOHI3M,
ekcripecioHisM. [ToKOTiHHSA WX MUTIIB YCIIINTHO 1HTETPYBAJIO YKPATHCHKI KYJIBTYpHI 3M00yTKH B €BpPOIICH-
CBKUU MUCTELLKUI KOHTEKCT.

Benmka KinbKiCTh BUCTABOK 1 CHUIBHUX PETPOCIEKTUB 3 €BPONEHCHKUMHU MUTISIMHU, KUTTS TaK 3BaHUX
«CaJIOHIB» Ta apT-KiIyOiB HOBITHROTO MUCTELTBA, 10 MAJIU JABHE €BPONEHCHKE KOPIHHS, PO3BUTOK CHCTEMH
HaIlOHAJILHOT MUCTENBKOI OCBITH — yce e poomiio 3axigHy YKpaiHy CHMBOJIOM TBOPUYOi CBOOOIH Ta KUBUIIb-
HUM CEpeIOBHIIEM, KOHLIEHTPOBAHOK IHTENEKTYAIbHOI0 OOHMTEILII0 MaiOyTHhOr0 HOHKOH(pOpMizmMy. Came
B 3axifHii YKpaiHi B i poKH BiOyIMCS NMPUHIMIIOB] IHPPACTPYKTYPHI 3pyIICHHS.

3 xiamg 1920-x pokiB y 3aximHid YKpaidi i €rifiol0 TBOPUO HAJAIITOBAHUX MUTIIB 3apOKyBaHCT
Nepull MUCTELbKI TOBAPUCTBA, 110 AAJIH MOIITOBX PO3BUTKY HALIOHAIBHO OPIEHTOBAHOTO MUCTELTBA 1 CTAIN
ocepenkamu HOHKOH(opwmizmy micia 1939 p. V 3akapnarti mix xepiBHULTBOM AnansOepra Eppeni moun-
Hae nisubHIcTh «IlyOmiuna mkona mamoBanas» (1927), mo chopMyBana TBOpUiCTh CaMOOYTHIX XyJTOKHHKIB
A. Kornku, E. Konrparosuua, 3. [llonteca, A. bopeuskoro, I11. [Tetku. ¥ 1931 p. B perioni Oyiio opraHizoBaHe
ToBapucTBo nistaiB 00OpazoTBOpuoro MucrenTsa [linkaprnarcekoi Pyci, o noeiHyBazo eKCcrepTHY JisTbHICTD
13 3acagamMu GopMyBaHHS KOHIICTITYaJIbHOTO PO3BUTKY MHUCTENTBA 3akapmarts. [1icis BiIKpUTTS ASpKABHOTO
XyHa0KHBO-TIPOMHUCIIOBOTO YUrIInIIa B Ykroposi (1945) B 3akapnarcbkoMy perioHi moYaincs MacoBi perpecii
IIPOTH AiAYiB KyJbTYPH Ta MUCTELTBA, CBSILICHHOCIYXHUTENIB I'PEKO-KATOINLBKOT LIEPKBH, SIKI aKTUBHO OITi-
KyBaJIUCSI MUCTELILKUM XHUTTSAM Kparo. 3aJyMaHe sK BHILIMHA HaBUAIbHUI 3aKia] 13 akaAeMiYHUM yXHIIOM,
VYKrOpoJChKE YUMIIMIIE TTOCTYNOBO OyJiO 3HiBEJIbOBAaHE A0 MPOMHCIOBO-pEMiCHHYOr0 piBHS. He3Bakaroun
Ha crpobu «paasHizalin» Ta yHidikamii 1ocarHeHb 3akapnarchbKoi mKoiu, came 3 KiHng 1930-x poxiB mpo-
JIOBXKYEThCSI CTAHOBJICHHS CaMOOYTHIX 0COOJIMBOCTEH 1 TpaUIIii, 1110 HAJaBald HEIIOBTOPHUN HAIllOHATBHUN
KOJIOPHT TTeH3KHOMY, TTIOPTPETHOMY Ta KaHPOBOMY JKUBOITHCY periony (Bopon).

InenTHYHICTE «3aKkapmaTchkoro HOHKOHGOpMIZMY» 1930-1940-x pokiB monsrana B CAHKPETUYHOMY I10-
€THaHHI PEaNiCTUYHHUX MPUHIIAIIB TBOPUOCTI Ta CIEIMUPIYHOTO «CBITIOKOIIPHOTO ETANIOHY» — YHIKaJIhHOTO
MOETHAHHSI CKJIAJTHOTO 32 KOJIIPHO TPaJIallier0 CHHBOTO Ta (PiosIeTOBOTO (KOOAIBT 1 YIBTpaMapuH), 1o 0yJ10
0O0YMOBJICHO TaKoX JIaHAMA()TOM Ta KOJIOPUCTUKOIO I[OTO Kparo. HeBia eMHOIO pucoro Oyna i moeTu3ais
€CTETUKU YKPATHCHKOI XaTH Ta KOJMOW, TYIYJIbCHKHX CTPOiB 3 HEOJMIHHUMH aTpUOyTaMH — KelTapuKaMH,
repAaHaMy, HaMITKaMu TOINO. Y I[bOMY MHCTENTBi, TPAIUIIHHOMY 3a CBO€IO0 CYTTIO, BOAHOUYAC Oymu mo-
MITHI TeHIEHIIIi (hpaHITy3bKOTO MOCTIMIIPECIOHI3MY 1 (hOBI3MY; HOTO BHPI3HSIIA TpaHCHAITIOHAIBHA CHCTEM-
HiCTb, aBTOPChKA HiTICHICTh, CyOCTAHI[OHANbHA HalliOHATbHA 00pasHicTh y TBopax A. Epneni, M. Bokmas,
®. Mamnaiina, E. Kontparosuua, I'. I'moka.

lannuuba Takox 30eperna eTHOKYJIBTYpHY caMOOyTHICTb, ajie, Ha MPOTHUBAry HpPEeBaIOIOYUM TEHJCH-
LisiM pealtizMmy 3akapnarts, TyT HaOylu pO3BUTKY MOJAEPHICTHYHI TEHCHIIIi )KUBOITUCY 3 iX CXWIJIBHICTIO 10
HediryparuBisaMmy. AKTHBHO PO3BHBAIHCS TBOpYI HeOpMaibHI CIUIKKA i CTaBajlo MOIMYJISIPHUM HaBYaHHS
y TaK 3BaHMX «JOMAIIHIX akaaemisx». [IpuBarHi mkomu-ctyail y JIbBOBI, 1m0 iCHyBasiu 3 APYTroi MOJIOBHHU
XIX — nouarky XX cr. (I'ankeBud, 0.p.), OyJiu TiCHO OB’ sI3aHi 3 €BPONIEHCHKUMH MUCTEILKAMU 1 KYJIBTYPHH-
MU TPAJUIISIME 3 XyJOXKHIM )KUTTAM CxXigHo1 Ta 3axigHoi €Bpory.

VY 1923-1935-x pokax CBIiTOINISA MHUCTELBKOi eniTh JIbBoBa (OpPMyeThCs Mifi BIJIMBOM XyHAOKHBOI
mkon-cTyiil neparora O. HoBakiBebkoro. Cepe; HOro y4HiB — BiZIOMi JUIsSE CTAHOBJICHHS y Maii0y THROMY HOH-
koH(popmicTcrKoi ecteTnkn ocoducrocti C. lopauncekuii Ta P. Cenbepkuit. [1i1 BITMBOM OCTaHHBOTO MIPOTSI-
roMm 1930-x pokiB po3BUBAIKCS HOBI (popMU Xyn0xkKHIX 00’ €iHaHb («Artesy, 1929—1935) — cBoepiaHi aucmy-
TOBI KITyOH, 3aHYpeHi B AOCIIHKCHHS paTuKaIbHUX CTOCOBHO MUCTEIITBA «CTAJIIHCHKOTO CAIOHY» TCHICHITIN
€BPONENCHKOTO MOJIEPHI3MY — KOHCTPYKTHBI3MY, CIOppealti3My, abcTpakilionizmy, naaaizmy. P. Cenbcbkuii OyB
T1e1arOroM, SIKUH CTUMYITIOBaB (pOPMAaITbHI MOIITYKH Ta BiIKPHUB MIUISAX 0 a0CTPAKIIOHICTCHKIX EKCIIEPUMEHTIB
(mpumipom, y TBopuocTi K. 3BipuHchkoro). List BinbHA cucTeMa MUCIICHHS, aHTHOTMAaTHYHICTh Y MiAX01aX J10
BHBYCHHSI MUCTEITBa 301 pajia HABKOJIO HHOTO BEJIMKY KiIbKICTh YUHIB, THX, KOTO MU 3apaxoBY€MO JI0 KJIacHy-
Hux mictaecatHUKiB — K. 3BipuHcbkoro, Jl. JloBOymmHchkoro, P. TypuHa, a Takox monoammx — O. MiHbKa,
M. Angpymenka, b. Copoky, B. [1atuka, A. bokores Ta iH. (I'ankeBny, 0.p.).

OmHuM i3 HAWAKTHBHIIIIX TBOPYHUX IepiofiB ctae mobda 1931-1939-x pokis. Came Ha Tieit yac mpuma-
Ja€ MisuTbHICTH Acolriatii He3aleXHuX yKpaiHehbkuX XynokHUKIB (AHY X) y JIbBOBI, KOTpi OpieHTYyBamuCs Ha
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HaI[lOHAJIbHY CaMOOYTHICTh y CIIOCiO B3aeMoiHTerpaiii yKpaiHChKOTO Ta €BpPOMEWCHKOTO KOHTEKCTIB. Ydac-
Hukamu BuctaBok AHY X, okpim 3axinmHOyKpaiHCEKHX XyTOKHUKIB, Oynu 3HakoBi MogepHicTu — I1. Ilikacco,
@. Jlexe, A. Hepen, P. [Trodi, 1. CeBepun, M. Illaran (I'ankeBud, 6.p.). Y nepiox i3 1931-1933-i1 pik — ['ono-
JIOMOpY Ta MOCHJICHHS CTalliHChKUX pernpeciii Ha Teputopii YPCP — BucraBka cyyacHoi ykpaiHChKOI rpadiku
peanizyBaia TypoBuii popmar o micrax €sponu: bepmin, [Ipara, Pum.

LlimkoM HETOTOpPKAHWN CTATIHCHKOIO «PAISHITUHOIO» 3aXiTHOYKPATHCHKHHA PETioH, MO OyB aKTUBHO
BKJTFOUCHUU B €BPONEHCHKHMIA XYMOKHIM KOHTEKCT A0 1939 p., akTHBHO po3BHBaB (hOPMOTBOPUI HOBAIIii €B-
POTIEHCHKOTO MOJIEPHI3MY B ITOE€THAHHI 3 €CTETHKOI0 HapomHoro mucrenrtsa. Tak, P. Cenbchkuii cHHTE3yBaB
€BPONEHCHKUI MOZIEPHI3M, 3 Horo peduiekcisMu (HOBIZMY W €KCIIPECIOHI3MY, a TaKOK CTHIIBOBY JOMIHAHTY
YKMBOIMCHOI aBTEHTHKH KMJIMMOBOTO OpHAMEHTY i ikoHorpadii raauupkoi HapoaHoi ikoHu. CaMe 1l XyZoxKHi
MPUHIUIN Jalii MiJICTaBH Il PO3BUTKY YKpaiHChKOTO HOHKOH(opMi3My 3axinHoi Ykpainu B 1960-x poxax.
Brmxde mo 1940-x y TBopuocTi P. CenbChbKoro 3’ BIASETHCS BUMYIIIEHUH pealli3M Ta JIAKOHI3M KOJIbOPOBOT ma-
JITPH; XyITOKHUK CB1IOMO MPHUIMHSAE BUCTABKOBY JISUTBHICTD HA KiTbKa A€CATHIITE. Colpeanizmy, IKHii o4aB
IIOCTYTIOBO PO3KJIaJaTH CUCTEMY LIIHHOCTEH JIbBIBCHKOI IIIKOJIM JKHUBOIINCY, 3aBaJiIa «BIAJIUray Ta yKOpiHEeHa
€BPOIICHCHKA TPAJHLIs.

BucHoBknu

HonkoH(popMicTH MiCBKHX T'eoJIOKalliil YKpaiHu pealtizyBaju pi3Hi BepCii 3araibHOTO BEKTOPY PyXY, IO
CIIparbOByBaB Ha 30€pe)KCHHS HAIlIOHAIBHOI KYIBTYpH Ta BIIKPUTICTH 0 €BPONEHCHKUX IMIHHOCTEH. JIbBiB-
CBKi XYIO)KHUKHM Oyl 30pi€HTOBaHI Ha 00pa3HO-CIOKETHY MPOOIEMaTHKy €BPOTIEHCHKOTO MOJIEPHI3MY 3 BH-
Pa3HUM peTioHANIi3MOM, JIOKAJIBHICTIO TONIYKiB, IMTOB’S3aHUX 13 HAIlIOHAJILHUM 1 TMEPEBaKHO MICHKUM KOH-
TEKCTOM KyJIbTypH. PO3poOMBIIM OCHOBHI HapaTWBU YKpaiHCHKOI iICHTUYHOCTI, MUTLI 3aKapraTTs MOCTalu
CBOEPITHUMH UTIOCTpaTOpaMHu >KUTTA i moOyTy Kpato. Tpaauiisi OpraHiqyHO MPOJOBKYBAJIACS, 3MIHIOBATUCS
JIMIE IHTEpIIpEeTAallist i Te3aypyc XyJO)KHbOI MOBH: BiJ] peaJliCTHYHHUX 1HTEPIPETAIliid CLIbCHKOT aBTEHTHUKHU 10
MOCTIMIPECIOHI3MY Ta QoBi3My. 3arajgbHUM 0a3UCOM JUIS 3a3HAYCHUX BEKTOPIB OyiH: (hOPMOIIOTIUHI KOHIIETI-
TH 3aXiTHOEBPONEHCHKUX CTHIIIB Ta HAmpsMiB (Big 0apoKo A0 MOIEPHY), Tedii €BPOTEHCHKOTO MOIEPHIZMY
(mocriMmpecioHizM, QoOBi3M, EKCIIPECiOHI3M), TPAIUIlis CHHTE3Y MHUCTEITB MPABOCIABHOI KYJIBTYPH Bi3aHTH3-
My, IPOTOPEHECAHCY Ta YKpaiHChKOTO MpUMITHBY (11Kojia boituyka).

BaxnuBoio npoOiiemoro B niepediry 3a3HadeHOro € oOIpyHTYBaHHs 3aKOHOMIPHOCTEH (OopMyBaHHS Ha-
LIOHANBHOI 1IEHTUYHOCTI MUTIS B IPOCTOP1 yKpaiHCchKoi KynbTypu XX cT. [Ipupona HOHKOHPOPMIZMY Y Bi-
3yaJIbHOMY MHUCTENTBI YKpaiHu mnependadae Takuil mposiB HAI[IOHAJILHOTO, 0 CBIIYUTH, 3 OJHOTO OOKY, PO
CTBEPPKEHHS 3arabHOIIIOICHKIX LIHHOCTEW B YKPaiHCHKIH KYNBTYpi, KOTpa He Oyiia BHOKpEMIIEHA 3 €BPOTICH-
CHKOTO MUCTEITLKOTO 1 KYJTBTYPHOTO PYXY, a 3 1HIIIOTO — PO HaMaraHHs TpaHc(hopMyBaTH HAIIOHATLHI TpaIu-
wii, 0 3aKapOyBaji JyXOBHUH CIIaI0K HALil BIPOAOBK CTOJITh, CAME B 3araJIbHOEBPONECHCHKUI KyIbTYpPHUI
KOHTEKCT, 3pOOMBIIN IX HEBiJ'€MHHM €JIEMEHTOM HAIL[iOHAJILHOI'O CAaMOITi3HAHHSI B CHCTEM1 MUCTEL[LKOTO KOC-
MOCY Ta Mi3HaHHS 1HIIOTO B CUCTEMI BIACHOI KyJIBTYPHOI apagurMH.

3akinuenns ¢ HacmynHomy 6UnycKy.
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NHINBUAYAJIMCTUYECKAS |Cmupnas Jlecs BsyecnaBoBra
OIITHUKA ITPOTOHOHKOH®OPMM3MA | foxmop uckyccmeogedenus,
N EE ®OPMOJIOI'NMYECKMUE |cmapuwuni nayunsiii compyonu,
TPAHC®OPMAILIUU 1930-1960-x 'OAOB | Hayuonanvnas axademus uckyccme Yxpaunot,

Kues, Ykpauna

AxTyann3aiysi BHUMAaHWST Ha HOHKOH()OPMHCTCKOW uacTH (HOpMHUpOBaHMS apTe)akToB YKPaWHCKOTO HCKYCCTBA
nepuona 30-60-x romoB XX Beka SBISETCS HE TOJNBKO MOYYUTENbHOW JUI OCO3HAHMS MOIEIM CTaHOBJICHUS
PO(ECCHOHANIBHON TIO3UIUK XYJIO)KHUKOB Ha IIPOTSHKEHUM IOYTH TPHALATH JIET, HO W TIOJNE3HOW s (hOPMHUPOBAHMS
o0IIel KapTHHBI JBMXKCHHS XYAOXKECTBCHHBIX (D)OPM B €/Ba JIM HE CAMOW CJIOXKHOW DII0XE YTBEPIKICHHUSI COBETCKOIO CTPOS
U Kak Obl «Hecrubaemoro» crocoba mbinuieHus. Llenb uccnenoBanus. Ha ocHOBe aHanmmsa XyJOXKECTBEHHBIX (DAKTOB
W SIBICHWI BU3yaIbHOW TPOAYKIMH YKPAMHCKHX XyIOKHWKOB cepemmHbl XX Beka (1930-1960) Bocmpomssectn
KOMIIJIEKCHYIO KapTHHY CTAQHOBJICHHS YKPAaWHCKOTO XyIOJKECTBEHHOTO HOHKOH()OPMH3Ma B XOAE B3aMMOBIIHSHHH MEXITY
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WHJMBU/YalbHBIM M KOJUICKTHBHBIM, MEXJY pPa3pelICHHbIM UM HEePa3pelICHHbIM, MEXIYy CTPEMIICHHEM HCKPEHHOCTH
U HEOOXOMMMOCTBIO MOYYBCTBOBATH C€Osl COLMANLHO PEATM30BAHHON JIMYHOCTBIO. B crarhe Hapsjiy ¢ OOIIeHAYYHBIMU
METO/IaMH — aHaJi3a, CHHTE3a, HHAYKIUH, ISTYKIUH, 0000IICHIS — UCTIONB30BAHBI KPOCCKYIBTYPHBIH U CHCTEMHBIN aHAIH3,
YTO JaeT BO3MOKHOCTH OXapaKTEPU30BAaTh TBOPUCCTBO XYIOKHUKOB-HOHKOH(OPMHCTOB B YKPAWHCKOW KYIBTYpe Kak
MCTAKYJIbTYPHYIO U METaXyIA0KCCTBCHHYIO IEJIOCTHOCTD. I/ICHOJ'I]:ByIOTCﬂ TAKKC TPAJAUIMOHHBIE HCKYCCTBOBCIYCCKHE
METOJIbl: UCTOPUKO-KYJIBTYPHBIH, PEKOHCTPYKTHBHO-MOJIEIBbHBINH, UCTOPUKO-aTPUOYTHBHBIN, XPOHOJIOTHYECKas NECKPHIILIHS,
KOTOpPBIE CIOCOOCTBYIOT PACKPBITHIO BONIONUH M 00pa3sHOW TpaHC(OpPMAIMH HOHKOH(POPMH3MA B PA3IWYHBIX KYIBTYPHO-
HCTOPUYECKUX KOHTEKCTaX. HaydHas HOBHM3HA HCCIEIOBAHMS 3aKIFOYaeTCsl B ABTOPCKOW HMHTeprpeTaimu (eHomeHa
YKPAUHCKOTO XY/JIOXKECTBEHHOTO HOHKOH(pOpMU3Ma XX Beka, B YaCTHOCTH HCTOPHKO-KYJIBTYPHOW PEKOHCTPYKIIMH €ro
MIPOTOHOHKOH(OPMHUCTCKOTO ~ 3Tara. BbBOABL. BBLICHEHO, YTO 3CTETUYCCKM HOHKOH(QOPMHU3M CBsI3aH C  TEMH
(OPMOJIOTUUECKAMY TIOMCKAMH ¥ XYHAOXKCTBCHHBIMU TCUCHUSIMA B YKPAUHCKOM HCKYCCTBE, CTAHOBJICHHE KOTOPBIX
COBIIAJIO C TNEPHOAAMU BO3POXK/ICHHS HALMOHAJIBLHOW KyJBTYphl. PacKpbIThl perernoHaibHble OCOOCHHOCTH OCHOBHBIX
JIOKAaIlMi  YKPAMHCKOTO ~ XYJOKECTBEHHOTO IPOTOHOHKOH(GOpMH3MA. BBISBIEHO, YTO HOHKOH(MOPMHCTBI TOPOICKHX
reoIoKaIMii  YKpanHbl Peai30BbIBAIM Pa3Hble BEPCHU OOIIEr0 BEKTOpA JBIKCHHs, YTO CpabaThiBajIO Ha COXpaHEHHE
HAI[MOHAILHOMN KYJBTYPBI U OTKPBITOCTh K EBPONEHCKUAM IIEHHOCTSIM.

Kniouesvle cnosa: XynoeCTBEHHbBIH HOHKOH()OPMH3M; MPOTOHOHKOH()OPMU3M; CYPOBBIN CTHIIb, PEPECHPOBAHHOE
HCKYCCTBO

INDIVIDUALISTIC OPTICS | Lesia Smyrna
OF PROTONONCONFORMISM | Doctor of Art History, Senior Researcher,
AND ITS FORMOLOGICAL | National Academy of Arts of Ukraine,
TRANSFORMATIONS | Kyiv, Ukraine
OF THE 1930s-1960s

Special attention to the nonconformist component of the formation of artifacts of Ukrainian art in the period from the
1930s to the 1960s is not only instructive for the perception of professional position of artists throughout almost thirty years,
but also useful for the formation of a general picture of the movement of art forms in the most difficult period of the Soviet
system establishing and as if “inviolable” way of thinking. The purpose of the article is to reconstruct a comprehensive picture
of the formation of Ukrainian non-conformist art in the course of the interaction between the individual and the collective,
between forbidden and allowed, between the desire for sincerity and the need to feel oneself socially realized on the basis of
analysis of the artistic facts and phenomena of visual production of Ukrainian artists of the mid-twentieth century
(1930-1960). Along with general scientific methods — analysis, synthesis, induction, deduction, generalization — cross-
cultural and systematic analyses are used making it possible to characterize the work of nonconformist artists in Ukrainian
culture as metacultural and meta-artistic integrity. The author also uses traditional art methods: historical and cultural,
reconstructive and model, historical and attributive, chronological description, which contribute to the revelation of evolution
and figurative transformation of non-conformism in various cultural and historical contexts. The scientific novelty of the
research is the author’s interpretation of the phenomenon of Ukrainian art nonconformism of the 20" century, in particular,
the historical and cultural reconstruction of its protononconformism phase. Conclusions. It has been demonstrated that
aesthetically non-conformism is associated with formological searches and artistic trends in Ukrainian art, the formation of
which coincided with the periods of the regeneration of national culture. The regional features of the main locations of
Ukrainian artistic protononconformism are identified. It was determined that the nonconformists of urban geolocations of
Ukraine realized different versions of the general movement vector, which contributed to the national culture survival and
open attitude to the European values.

Keywords: artistic nonconformism; protononconformism; strict style; repressed art

34



AYJIOBI3YAJIBHE MUCTENITBO
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepist: MuctenrsoznaBctso. Bum. 41 ¢ ISSN 2616-4183 (Online)

DOI: 10.31866/2410-1176.41.2019.188528
UDC 791.32:81°22

ROLAND BARTHES | Mihael Konstantinov *®

AND YURII LOTMAN: | 'Doctor of Philosophy,
SEARCH FOR MEANING | ?Postdoctoral Researcher;

IN FILM NARRATIVE | ORCID: 0000-0001-7641-7388,
e-mail: mih112344@gmail.com,
aDepartment of Hebrew & Comparative Literature
University of Haifa,
Teacher of cinema at Jerusalem Pedagogical
Institute “Michlalah Jerusalem College”, Israel

The purpose of the research is to carry out a comparative analysis of the concepts of semiotics of cinema by Roland
Barthes and Yurii Lotman in the context of their understanding of the nature of film language, since understanding and
methods of studying of contemporary digital audiovisual art are the topic of current interest in contemporary art history.
The research methodology. The contemporary study of digital audiovisual art, as a rule, takes place within the context of
interdisciplinary work, therefore, one of the methodological principles of such work is structural and semiotic approach.
Today, this methodological approach to study the audiovisual art is the most developed in the semiotics of cinema, therefore
the visual semiotics is viewed through the semiotics of cinema. The scientific novelty of the research. For the first time
a comparative analysis of Yurii Lotman’s and Roland Barthes’s semiotics of cinema within the framework of the structural
and semiotic approach was carried out. The potential of this methodological approach in the study of audiovisual art has
been revealed. Conclusions. The article highlights the special aspects of understanding and application of semiotic concepts
by the mentioned authors based on the cinematographic material. Thus, Roland Barthes thought that problems in a semiotic
study of the cinema occur when a linguistic approach is applied, and Yurii Lotman believed such study to be completely
acceptable. This resulted in a different understanding by these scientists of the nature of film language, its minimal meaningful
unit, the role of syntagmatics and paradigmatics in the film narration. Different perceptions of the nature of film language
and its components are an important basis for the study of contemporary digital audiovisual arts. The main difficulty of
semiotics of cinema is the issue of non discrete iconic (analogue) sign in the study of cinema within the framework of the
structural and semiotic approach. This problem can be solved based on the legacy of semiotics of cinema of R. Barthes
and Yu. Lotman. Another important characteristic of the structural and semiotic approach is its ability to be combined with
other methodological approaches in the interdisciplinary study of digital audiovisual art

Keywords: Barthes; Lotman; semiotics of cinema; film language; connotation; secondary modelling systems; sign

Introduction

Visual semiotics, in particular, semiotics of cinema acquires particular relevance in the era of screen cul-
ture. On the one hand, developments made by the founder and head of the Tartu-Moscow Semiotic School
Yu. Lotman can be considered as classic in this area. On the other hand, the same can be said about the devel-
opments made by the French structuralist, who later turned to the post-structuralism of R. Barthes. There are
few comparative studies of the heritage of these two authors for now. Thus, S. Zenkin compared Barthes and
Lotman’s approaches to visual image (Zenkin, 2012), Lei Han compared Lotman’s autocommunication model
with Barthers’s representations of “Self” and “Other” (Han, 2014), and Kim Soo Hwan analyzed their under-
standing of “Other” in cinematograph (Kim, 2015). Finally, R. Zainetdinova examined Lotman’s theory in the
context of French and Italian semiotics as a whole (Zainetdinova, 2007; 2009).

The scientific novelty of the study lies in the fact that for the first time a comparative analysis of Yurii
Lotman’s and Roland Barthes’s semiotics of cinema within the framework of the structural and semiotic ap-
proach was carried out. The article demonstrates the special aspects of understanding and application of semi-
otic concepts by these scientists on the basis of cinematographic material. Thus, Barthes thought that problems
in a semiotic study of the cinema occur when a linguistic approach is applied and Lotman believed such study
to be completely acceptable. This was expressed in their different understanding of the nature of film language,
its minimal meaningful unit, the role of syntagmatics and paradigmatics in the film narration.

© Mihael Konstantinov, 2019
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The purpose of the article

The purpose of the article is to conduct a comparative analysis of the basic principles of the concepts of
semiotics of cinema by R. Barthes and Yu. Lotman in the context of their understanding of the nature of film
language and film narrative.

Presentation of the main material

Roland Barthers (1915-1980) and Yurii Lotman (1922-1993) are two significant names in cinema
semiotics. Both scientists were guided by the ideas of F. de Saussure and C. S. Peirce, but had different views
on semiotic analysis of cinema. We have already pointed out the difference in scientists’ approaches in stud-
ying structure as such and to the fact that Barthers preferred synchronic approach in studying structure and
Lotman — diachronic (Konstantinov, 2016).

R. Barthers is a prominent name in several fields of studies of the twentieth century (mythology, structu-
ralism and semiotics, post-structuralism), therefore his approach to cinema has been changing depending on
the field of study. In this article, we shall explore Barthers’s work on cinema related to the structuralism period
of his career.

Barthers maintained a contradictory attitude towards cinema, because he saw in the cinematography the
insidious effect of the machinery presentation used by the ideology of power (Watts, 2016, p. X; XII), which he
opposed. Lotman until the mid-eighties of the twentieth century considered cinematography as a metalanguage
art of contemporary culture, which describes the whole contemporary culture and art. The Tartu researcher
speaks about this in the articles “The place of cinema art in the mechanism of culture” (1977) (Lotman, 1998)
and “SVD: melodrama genre and story” (1982) (Lotman & Tsivian, 1984).

Y. Lotman defines a film as a cinema text built on the rules of film language as a code (language, according
to Lotman, is the code in the history of its development), the minimal semantic unit of which is a film shot
(like a word in a natural language). At the same time, film editing is the main organizing element of the film
and its narrative, which creates artistic information in the film text (Lotman, 1976, pp. 56-57). On R. Barthes’s
opinion, all these concepts concerning the cinema were not so simple.

As an example of the crisis of the semiotic approach to the cinema, we will point out the problem of
recognition: whether there is a film language based on the linguistic structure or not. Metz and Barthes (Barthes,
2016, pp. 129-130; 134) denied the existence of such language and Lotman fundamentally recognized its ex-
istence. At the same time, the Tartu researcher understood the problem. It became the topic of his seminar
and lecture delivered in 1987 at the University of Tartu. Thus, the scientist’s lecture begins with the question:
“... What is language and to what extent is it applicable to cinema?” As a result, the author concludes that
cinema has a language that can be explored and fully described using the linguistic principles of semiotics
(Lotman, 1988).

Both scholars created a secondary semiotic system for the study of art and culture. Barthes developed
connotative semiotics — a system of secondary meanings. A connotation, as a rule, is a complex system where
the role of the first system is played by natural language (such as literature as a connotation) (Barthes, 1968,
pp- 89-90). The connotation itself also has its own “language” (Barthes, 1968, p. 30). The connotative meaning
should be supported from the outside: linguistic and cultural traditions, cause-and-effect relations, clichés, etc.
Barthes’s connotative structure can be compared, to some extent, with Lotman’s secondary modelling system:
both are built upon the first level (natural language or analogue of the image); both have “their own language”.
But if Barthes actively uses the connotation in cinema and photography (Barthes, 1977b, pp. 43-44) as an
encoding image system (Barthes, 1977a, pp. 19-20) (more details are given below), Lotman does not use his
term to study cinema.

In 1960 two Barthes’s articles that represent his theoretical understanding of film language were published:
“The problem of meaning in the cinema” and “Traumatic Units” in Cinema: Research Principles”. These are
the first works of the scientist in which he deals with purely theoretical issues without ideological components.

In the article “The problem of meaning in the cinema“! Barthes, unlike Lotman, indicates that the film
cannot be reduced to a pure grammar of signs, in other words, to semiotic formations (Barthes, 2015, p. 37).
The author of the article indicates that the film and its signs primarily perform a communicative function
because they transmit to the addressee-viewer a message expressed in the cinema signs (Lotman shares this

! The indicated article by R. Barthes has not been translated into English, therefore we use the translation of this article in German.
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point of view). At the same time Barthes distinguishes two types of cinema signs: built with the help of a code
(as a word in linguistics) and built with the help of analogy (as iconic sign). The main function of the first type
of sign is informative — communication, of the second type — more emotional. The director, as the addresser,
chooses depending on the general plot and his style the needed signs either from the dictionary of cinema
signs — koine (general) that is the functional type of language used as a mean of communication or in the sym-
bolism of the universal type — a more universal language that is perceived unconsciously.

According to Barthes, level of understanding of cinema text depends on the culture of the viewer, evolu-
tion of culture and fashion. We know that the sign is formed from a compound of signifier (form of expression)
and signified (content). According to Barthes, the signifiers in the cinema are decoration, costume, landscape,
music and, to some extent, gestures. The distribution of signs in the film is uneven: at the beginning of the film
they are in abundance in order to acquaint the viewer with the film; signs are also concentrated at the end of the
film to leave a certain “feeling” for the viewer after the film. The signifier is heterogeneous as it can refer to two
senses (vision and hearing). This heterogeneity of the signifier in cinema when reasonably applied acquires
aesthetic value. Unmeasured number of signifiers lowers the aesthetic value of the film. A characteristic feature
of the signifier is combinativity — the possession of its own syntactic rules. The signifier can be presented as
continuous (decoration) and momentary (gesture). Barthes states that in the cinema close-ups and zoom in give
special mobility to the signifier (Barthes, 2015, p. 41).

According to Barthes, the signified is characterized by a conceptual character — it is the idea itself. The
signifier actualizes this idea, but does not establish it. That is why the dynamic movement from the signifier
to the signified emerges. The scientist draws attention to the fact that in semiology it is not entirely accurate
to postulate the equivalence of the signifier and the signified; there is no equality as in mathematics, but
rather a dynamic process (Barthes, 2015, p. 42). According to Barthes, the signified receives only an episodic,
discrete and marginal role; it indicates what is beyond the film or has already happened. The reality, which is
completely in the development of the film, as if invented, created by it, then it cannot be the subject of mean-
ing, therefore the meaning is transcendental to the film, and not immanent to it (Barthes, 2015, p. 43).

In the conclusion, the researcher points out the specific and historical properties of the cinema sign: ana-
logical relations between the signified and the signifier but not an arbitrary one as in linguistics; in the view of
the fact that the distance between the signifier and the signified in the cinema sign is very short and therefore
makes it impossible to come to the semiology of symbolism, and we are dealing only with direct analogies.
Christian Metz in his article “The Cinema: Language or Language System?” (1964) (Metz, 1991) discusses
this issue in details. The filmmaker often cannot use either a symbol or a sign in the meaning of Saussure’s
ideas (arbitrary), only an “analogue”. “The rejection of conventionality entails the strict observance of natu-
ralness. This is the paradox of our semiology of spectacles: it forces us to constantly invent new words, but it
does not allow us to create a single abstract concept” (Barthes, 2015, p. 45).

In the article “Traumatic Units” in Cinema: Research Principles” (1960) Barthes addresses the problem of
the cinema sign. In the previous article the scientist indicates that the signifier is heterogeneous and can affect
both vision and hearing. In this article the author emphasizes again that the verbal and visual characters in the
film are fundamentally different from each other. Despite the complexity of the iconic cinema sign (difference
between the signifier and the signified), we usually use verbal signs to describe the film signifier in the lan-
guage. Therefore, the question of the relationship between film and verbal signs arises. Barthes defines this
relationship as trauma (Barthes, 2016, p. 131).

Another problem in the study of the film signified (image) is that the film image is characterized by
a diachronic character expressed in the constant movement of appearing and disappearing images. However,
there is a limitation to any systematic analysis since this analysis can use only fixed elements. We can say that
the cinematic image is purely diachronic or temporary while structural studies, at least according to Barthes,
imply stabilization and a kind of panchromism of certain functions. As we noted above, in the approach to
the structure studying Barthes prefers, according to the Saussure’s tradition, synchronism and Lotman prefers
diachrony. For Barthes the third difficulty of the semiotic analysis of the film is that the film language is not
built strictly on linguistic principles in contrast to the natural language. This complicates the semiotic study of
cinema. Therefore Barthes states: “... by using linguistic instruments we are in no way claiming to recognize
that cinema is a language in the exact sense of the term, as the popular metaphor all too frequently implies”
(Barthes, 2016, p. 129). The author further adds that if the film signs and verbal signs coincide (a situation
where we can verbally clearly describe what we see on the screen), despite the similar relationship between the
signifier and the signified in the film, this establishes the equivalence between these two types of signs (graphic
and verbal), one of which is being actualized or, it can be said, reproduces another element (the meaning of the
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image conveyed in its verbal description), and then the semiological analysis is valid; and at the same time we
can speak about logomorphism in the cinema: “Let’s say that cinema is a logos, it is not a language. These are
the epistemological boundaries of our analysis” (Barthes, 2016, pp. 129-130).

In this regard, the more interesting situation for analysis is when the film and verbal signs do not match. In such
situation the film sign becomes theoretically visible and the verbal language becomes approximate (vague). We
feel a discrepancy between verbal and film signs, that is, what the frauma is about. Barthes further points out
the peculiarity of the film signifier — it consists of two elements: support and duration. Support — is a materially
visible thing / object on the screen. Barthes provides an example: an elderly woman and a young man are looking
at each other. We can define this picture in three ways: son and mother; lovers — an elderly woman and a young
man; or as a mother and a “problem son” (incest). In this cinema shot the gaze (for example, of the son) appears
as a support. Depending on cinema shot duration, we begin to identify young man’s gaze as one of a lover or
not. It turns out that the duration of the shot determines the meaning of the shot. Barthes calls it a morpheme
(a morpheme is the minimal meaningful unit in a language — a word). At the same time, we feel the duration
only in the opposition of short / long. It is clear that there is no duration without support (the image on the
screen — a shot), and these two conditions are necessary to determine the meaning of a film shot. Support is
a form of expression of a meaningful film unit and its content is the duration in opposition of short / long
(Barthes, 2016, p. 133). Thereby, the minimum meaningful cinema unit consists of support — as the form, and
duration — as the content.

SIGNIFYING UNIT
Support Morpheme
GAZE Duration
Terms of Opposition
Short | Long

Picture 1 (Barthes R., 2016, p. 133).

In 1963—-1964 Barthes gave several interviews on the problem of semiological research in cinema. We want
to dwell on two of them published under the following titles: “On Film” (1963) and “Semiology and Cinema”
(1964).

In the “On Film” interview Barthes continues to address the issue of applying the linguistic approach to
the cinema. To solve this problem he proposes to determine the meaningful non-analogue elements that can be
codified and make it possible to treat them as elements of the language. After isolating such cinematic elements,
it is necessary to trace what happens when they change (as signifiers) with the signified in the film. Then we can
distinguish linguistic units and combine them into #ypes, systems. Barthes notes that the cinematic plan of ex-
pression is a large signifying unit, which on the denotative level indicates a signified that does not belong to the
same category as the signifier. This situation does not fit into the requirement of linguistic research. And there-
fore, there is the opportunity to resolve this problem only on the connotative level. As a starting point, Barthes
suggests taking the rhetorical models highlighted by Jakobson: metaphor in poetry and metonymy in prose.

According to Jakobson, metaphor and metonymy are all possible options for constructing an artistic text
(Jakobson, 1971, p. 259). Barthes points out that film editing, in other words, any signifier expressed by adja-
cency, is metonymy. Since film is editing, it could be called metonymic art (Barthes, 1985a, p. 15) and therefore
cinema is a syntagmatic art that manifests itself in the construction of the film’s narrative (Barthes, 1985a, p. 17).
Therefore, we conclude that Barthes considers cinema a prosaic art built on the principle of metonymy. Euro-
pean art, according to Barthes, is characterized by the synonymy of signifiers: several signifiers correspond to
one signified. Therefore, the scientist declares that it is not the meaning of the self-signifier that matters in art,
but its place in the syntagma — the relationship between the chain of signifiers. Barthes further indicates that the
syntagma is responsible for the meaning as well as for the sign itself (Barthes, 1985a, p. 18), and there is limited
number of syntagmas construction options. And syntagma determines what can follow it. This determinacy of
construction of syntagmatic chains Barthes calls a catalysis, which the director empirically applies (Barthes,
1985a, p. 17) based on his inner ideology, his philosophy of life (Barthes, 1985a, p. 18). It turns out that the
meaning in the film no longer depends on the content of the signified, but on the syntagma (Barthes, 1985a,
p- 19). This understanding of the way of meaning formation in the film does not contradict the understanding of
the meaningful unit in the cinema expressed in the article “Traumatic Units” in Cinema: Research Principles”,
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because the duration of the shot determines the syntagma of film construction. Such cinema understanding is
close to the understanding of Metz’s The Large Syntagmatic Category. Barthes, like Metz, does not allow the
emergence of symbolic (paradigmatic) cinema, but only metonymic. Therefore, on Barthes’s opinion, we can
talk about the intersection of linguistics and cinema under condition of reliance on the linguistics of syntagma
but not on the linguistics of sign (Barthes, 1985a, p. 18). Lotman preferred symbolic cinema, and, according to
Lotman, metonymic cinema characterizes mass cinema.

Referring to Levi-Strauss, Barthes states that in art as well as in cinema the meaning (or rather signifier) is
the highest category of rational basis (Barthes, 1985a, p. 22), so even the absence of the meaning has a second-
ary meaning — to be the absence of the meaning (this is not Barthes’s minus-device). The meaning is inevitable
for man. Barthes claims that to “’kill” the meaning is extremely difficult (Barthes, 1985a, p. 22). Therefore, art,
and cinema being its part, as a manifestation of freedom is trying, especially today, not to create something
meaningful but, on the contrary, to suspend the meaning (from French word “suspendre” — to suspend), to con-
struct meanings, but not to fill them to the full extent (Barthes, 1985a, pp. 19-20). The technique of suspended
meaning (fr. un sens suspendu) in cinema is a very complex operation, which requires both excellent mastery
of the technique and absolute intellectual loyalty. After all, this means getting rid of all the parasitic meanings
which is extremely difficult. Barthes explains that in suspended meaning, each meaning refers to the next,
which, in turn, also remains indefinite. Such continuous movement from one reference to another becomes the
movement of the film (Barthes, 1985a, pp. 21-22).

In the interview published under the title “Semiology and Cinema” (1964), Barthes points out that, in addi-
tion to the complexity of the semiotic study of visual arts consisted in the fact that its sign system has analogous
character and is difficult to codify, these systems are also “poor” systems since they almost do not support com-
binatorial operations. The analogy makes it almost impossible to combine a limited number of units in a rich
and delicate style. Barthes calls the visual systems symbolic, and by symbol he means analogous connection
between the signifier and the signified. At the same time, Barthes makes a working hypothesis: since cinema is
a public discourse, it contains elements that are not directly symbolic but are already interpreted, even “cultural-
ized” and “conventionalized”; and these elements can form secondary sign systems superimposed on analogous
discourse. Barthes calls them rhetorical elements or elements of connotation. The detonation and connotation
levels of the film are inextricably intertwined. Thus, according to Barthes, they will be the subject of semiology
analysis (Barthes, 1985b, p. 31).

Speaking of the semiotic approach to the cinema, Barthes prefers to establish a certain period of research
characterizing one element (for example, one actor’s play in different films during the several years — for exam-
ple such actor as Jean-Paul Belmondo), i.e. Barthes prefers a synchronous approach to film research (Barthes,
1985b , p. 34). We have already pointed out Barthes’s preference in the semiotic study in general. In the study
of cinema Barthes does not prefer Propp’s functional analysis: the definition of the invariant plot structure and
universal attributes constituting paradigmatic equivalents, reducing the content of motives to formal features.
Barthes indicates that the attributes of the individual (hero — note of M.K.) are not his essence, initially he is
determined by his place in the narrative network. Only afterwards, when a person is grammatically “declined”,
the paradigm is established (Barthes, 1985b, p. 35). Therefore, in the study of cinema Barthes prefers to start
from the film syntagma.

Back to Lotman’s research on the issues Barthes is talking about, we can say that for Lotman, film language
is built on linguistic principles, so its minimal meaningful unit is a shot, like a word in a natural language.
Lotman recognizes the importance of the connotation level of film language, but he believes that the semiotic
approach can be applied at the denotative level, because the film language unit is a shot.

For Lotman the paradigmatic construction in the cinema is more significant, because the film editing
Lotman presents as two ways of paradigmatic relationships and not a metonymic construction as in Barthes’s re-
search. The first way is when in different shots we see the same denotation taken in different modes. Second way
is two different denotations taken in the same mode (Lotman, 1976, pp. 57-58). In this regard, Lotman points
out that film editing can also perform a metonymic function (Lotman, 1976, p. 23). Lotman also shows that in
mass cinema syntagmatic constructions based on clichés (Barthes’s sub-code) are becoming increasingly impor-
tant. These clichés are a characteristic feature of film language in mass cinema and in the actor’s performance
(Lotman, 1976, pp. 90-91), they are crystallized cinematographic form, bearing a mythological worldview.
Moreover, according to Lotman, the cinema cliché expresses the principle of defamiliarisation by V. Shklovsky
(Lotman & Tsivian, 1984, pp. 69; 73).

Reflecting on the analogousness of the cinematic signifier, Lotman points to the bipolarity and asymmetry
of human thinking that is very close to the essence of cinema. The human brain is divided into two hemi-
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spheres — one of it operates with discrete units and the other one with non discrete (analogue and image)?. The
artistic text of the film (or image) is a heterogeneous text in which two types of languages coexist: discrete /
non-discrete (analogue in Barthes’s research). The antithesis of iconic (continual)/verbal (discrete) languages
is allowed in the heterogeneous text through the verbalization of iconic signs and the iconization of verbal signs
(Uspenskij, Ivanov, Toporov, Pjatigorskij & Lotman, 1973), “replication of reality” (Lotman, 1990a, pp. 54-55),
as well as through transformation (recognition but not translation) (Lotman & Uspenskij, 1975, pp. 18-19) and
the reorganization of mythological consciousness into a narrative structure (Lotman, 2019, p. 52). Therefore,
Lotman believes that cinema can be fully described using the structural and semiotic approach.

If Barthes does not accept V. Propp’s functional approach in the cinema study, then Lotman does. Moreo-
ver, Lotman often refers to the functional aspect in the cinema explored by Yurii Tynyanov (Tynyanov, 1982,
pp. 27-28). And the functional aspect in the semiotic research is one of the main elements in the scientific
approach of the Tartu researcher (Lotman & Pjatigorskij, 1977).

In 1964, Barthes released a significant article “Rhetoric of the Image”. In this article the scientist analyzed
the levels of message in the advertising text. This work is of great importance to us, because these levels and their
relations are present in any film, and we have already mentioned them.

The first level has a language substance and is expressed in the film captions and objects that have a verbal
message: dialogues, signboard, newspaper, page from a book, etc. Barthes indicates that the function of language
message is dual: the anchorage function and the relay function. Since any image, as a rule, is polysemous (mul-
tiple meaning), the language text introduces monocemy into the image, in other words, anchorage of certain de-
notative meanings of the image occurs. The anchorage function can have an ideological orientation to emphasize
a certain meaning in the image. This is achieved due to the fact that the language message may not be related to
the whole image but only to some of its element, highlighting its significance (Barthes, 1977b, pp. 38-41). The re-
lay function of language message more often appears in non-static images (in series). Barthes emphasizes that the
verbal text and image are here in a complementary relations; both the text and the image in this case are fragments
of a larger syntagma. So the unity of the message is achieved at the highest level - at the level of the plot, told story
and diegesis. Links between words are rarely found in static images, but they acquire a special role in the cinema,
where dialogue does not just clarify the image, but makes it possible to move from the utterance to the utterance,
using meanings that are absent in the visual imagery, ensuring the development of action (Barthes, 1977b, p. 41).

According to Barthes, the second level of message is denotative. It is impossible to create a simple denotative
image, since any even “naive” image is “replication of reality” while creating a symbolic message. The denotative
level of the message is like a threshold of the whole image, beyond which the addressee perceives only scattered
lines, shapes and colors. The denotative level of the image indicates the objectivity of the visible. Barthes notes
that in photography, due to its analogousness, the denotative level is manifested most of all, and it expresses
having-been-there. A new space-time category arises, which localizes in the present an object inherent to the past.
That is why the photo cannot express the illusion of presence. Barthes believes that the difference between photo
and cinema is not quantitative (in the movement of the image) but qualitative: in the cinema having-been-there
gives way to being-there things. And this makes it entirely possible to create a history of cinema, and more-
over, this story will not lose connection with previously existing forms of art based on fiction (Barthes, 1977b,
pp. 44-45). Therefore, an illusion of presence is created for the viewer in the cinema. Barthes defines the task of
denotative message in naturalizing a symbolic message, giving the natural look to the semantic mechanism of
connotation (Barthes, 1977b, p. 45).

The third level of message is connotative — rheforical. The signs of this level — the symbolic message
(usually cultural or connoted) are discrete. The specificity of this level lies in the fact that the number of possible
interpretations of the same /exia (of the same image) individually varies and depends on the cultural and social
experience of the addressee and his belonging to the cultural and social structure - society. In every society there is
a certain set of “dictionaries” for reading the connotation, therefore the same image - /exia - can activate different
dictionaries of the addressee. As a result, it turns out that the language of images consists of various dictionar-
ies, idiolects and sub-codes: their semantic system penetrates through the image. The image language is not just
a word transmitted by someone (for example, a subject that combines signs or creates messages), it is also a word
received by someone, accepted: the language must include all kinds of semantic surprises (Barthes, 1977b, p. 47).
Reflecting on his polyglottic model of communication, Lotman points out to such surprises (Lotman, 1990b),
(Konstantinov, 2017a).

2 More detailed analysis of this issue was given in the article “The transformation of the concept of art as a “modelling system”
by Yu. Lotman”. The genesis of Lotman’s understanding of his “secondary modelling systems” was reviewed (Konstantinov, 2017).
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Barthes indicates the complexity in the metalanguage description of connotative signifieds, because this
metalanguage does not reflect its specificity. A connotative signified requires a description by different systems
with different substances in order to reveal its specificity. The connotative signifier is divided up into types de-
pending on its substance (image, speech, objects, gestures), but their signifiers, on the contrary, are not differ-
entiated in any way. Barthes defines the general area for connotative signifieds as ideology, which is expressed
with the help of connotative signifiers. He defines the connotative signifiers as connotators — rhetoric. Hence,
rhetoric is the signifier side of ideology. Moreover, the visual image does not consist only of connotators and
their understanding does not mean the understanding of the entire visual image (/exia). Since not all vocabu-
lary elements can become connotators, a certain amount of denotation, without which the very existence of the
discourse becomes simply impossible, always remains in the discourse. The connotation is defined by paradig-
matic terms, and iconic denotation refers to syntagmatics: as a result of relations formed between them discrete
connotators are conjoined, actualized as if “talk” through denotative syntagma (Barthes, 1977b, pp. 50-51).

Conclusions

A film as an audiovisual art work is a complex formation: the interaction of discrete and non-discrete lan-
guage codes greatly distinguishing film language from a natural (linguistic) language. Therefore, for its structural
and semiotic study, according to Barthes, it is necessary to proceed to the connotative level of film language. And
also there is no single definition of the minimal meaningful unit of film language in the semiotics of the cinema,
what indicates on its unstable properties as a language system. All these properties characterize the contemporary
digital audiovisual art as well.

The author views the prospects for further research on the topic proceeding from the fact that the semiotics
of the cinema is the main component of modern visual semiotics. By developing cinema semiotics concepts, we
are thereby expanding the capabilities of visual semiotics in the study of contemporary digital audiovisual arts.
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Mera crarti — NpoBeJEHHsT KOMIIApaTHBHOIO aHaiidy KOHIENLii cemioruku kiHo Ponana Bapra i1 IOpis Jlormana
B KOHTEKCTI PO3YMIHHSI HUMH IPUPOJIH KIHOMOBH, OCKUIBKH PO3YMIHHS 1 CIIOCOOM JOCIIJDKEHHS Cy4acHOro nugpoBoro
ay/ioBI3yalbHOTO MHCTELTBA € aKTyaJlbHOK TEMOK CYYacCHOrO0 MHCTELTBO3HABCTBA. Meroau pocnmimkeHHs. OmHuM 13
METOZOJIOTIYHNX 3aca]] TaKOTO0 MIKAMCIUIUTIHAPHOTO MOCTIIKEHHS € CTPYKTYpHO-CeMioTHYHMH miaxin. Ha ceorommi mei
METOIOJNIOTIYHNH MiAXIN Y JOCTIHKEHHI aylioBi3yalbHOTO MHCTEITBa HAHOUTBII PO3POONICHHI y CEMIOTHIN KiHO, TOMY
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Bi3yalbHy CEMIOTHKY MH PO3IJITHEMO Ha MPUKIadi KiHoceMioTHkH. HaykoBa HOBHM3HA. Briepiie 3milicHEHO MOPiBHSAIBHUN
arami3 kiHocemiotnku FOpis Jlormana i Pomama bapra B paMkax CTpPyKTypHO-CEMiOTHYHOTO IIiIX0Ay. BHCHOBKH.
BucsiTieHo 0coOMMBOCTI PO3yMiHHS 1 3aCTOCYBAaHHSI CEMIOTHMYHHX IOHSATH 3a3HAUYCHHMMH aBTOpPAMM HA Marepiaii KiHO.
Taxk, Poitan bapr OaunB Bennki npoOieMu B CEMIOTHYHOMY JOCHI/PKEHHI KIHO Ha OCHOBI JIIHTBICTUYHOTO Tiaxoxy, a FOpii
JlorMaH BBaXaB, IO TaKe JOCIIJDKEHHs LUIKOM IpUIycTuMO. Lle mposBUIOCS B pi3HOMY pO3YMiHHI IIUMH BYEHUMHU
HPHUPO/IM KIHOMOBH, il MIHIMaJIbHO-3HAYYIII01 OJIMHHUI, POJIi CHHTArMaTHKH 1 apaJJurMaTHKU B KIHOOMOBII.

Kmouosi crosa: bapt; JIoTMaH; KiHOCEMiOTHKa; KIHOMOBA; KOHOTAITisl; BTOPHHHA MOJICTIOBAJIbHA CHCTEMA; 3HAK

POJIAH BAPT U IOPUM JIOTMAH: | Muxasins Korcrantusos'*®
MHNOUCK CMBICJIA B KHHOHAPPATUBE | Jjoxmop ¢unocoguu,
[Tocm-0okmopanm,
“Xatigpcrkuu Ynusepcumem,
SUepycanumckuii nedazozuueckuii uncmumym
«Hepycanumckuii konnedic Muxnanaxy,

HUepycanum, U3pauns

Lenpb uccrnenoBanusi — MpoBe/ieHNEe KOMIApaTUBHOTO aHajM3a KOHLENIMNA ceMHOTUKU kuHO Pomana bapra u FOpust
JloTMaHa B KOHTEKCTE IOHMMAHUS HMMH TPUPONALI KWHOS3BIKA, TMOCKOJBKY MMOHUMAHME M CIIOCOOBI HCCIEIOBAHUS
COBPEMEHHOT0 TM(PPOBOTO ayTMOBU3YATLHOTO HCKYCCTBA MPEACTABISIOT CO0OW aKTyalbHYI0 TEeMYy COBPEMEHHOTO
HCKyCCTBOBeleHMs. Metonsl wuccnenoBanns. OTHAM W3 METOHOJOTWYECKHX 3acal TakOW MEXKIUCIMIUTMHAPHON
paboThI SBISETCS CTPYKTYPHO-CEMHUOTHYECKUI Tomxon. Ha ceromHsmHuil JeHp MaHHBIH METONOJIOTHYSCKHUN TOIXOM
B HCCIICIOBAHUE ayHOBU3YAIHOTO UCKYCCTBA HanOolee pa3paboTaH B CEMUOTHKE KUHO, TOITOMY BH3yalIbHAsSI CCMUOTHKA
paccMarpuBaeTcsi Ha TpuMepe KuHoceMHOTHKH. Hayunas HoOBu3HA. BriepBble MNpoBeIeH CpaBHUTENBHBIA aHAU3
kuHocemuotuku FOpust Jlormana u Ponana bapra B pamkax cTpyKTypHO-CEMUOTHYECKOTO mojxonaa. BoiBoabl. OCBeleHbl
0COOCHHOCTH TTOHMMAHHWSI ¥ TMPUMEHEHHS CEeMUOTHYECKHX IMOHATHH yKa3aHbIMHM aBTOpaMHM Ha Marepuane KuHo. Tak,
Ponan Bapt Bumen Oospire mpoOIeMbl B CEMHUOTHYECKOM HMCCIIEIOBAHUN KWHO HA OCHOBE JIMHTBUCTHYECKOTO IMOJXOJA,
a FOpwmit JlotmMaH cumTal, 9TO TakOoe MCCIIEIOBaHUE MONHOCTHIO JOMYCTUMO. DTO BBIPA3MIOCH B PAa3iIMYHOM MOHIMaHUU
STHMH YYEHBIMH TPUPOIBI KHHOS3BIKA, €r0 MHHUMAJIBHO-3HAYMMOHN CIMHUIIEI, POJM CHHTATMATHKH W TApaJuTrMaTHKA
B KMHOIIOBECTBOBAaHUH.

Kouesvie cnosa: bapt; JlIoTMaH; KHHOCEMUOTHKA; KUHOSI3BIK; KOHHOTAIMST, BTOPUYHAS MOAETUPYIOLIS CUCTEMa; 3HAK
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The main purpose of this article is to analyse the multifarious ways wherewith the mediaeval authors were trying to
render their cohesive insight into a specific subject matter in their manuscripts, here mediaeval Antiphonaries. They had
used some elaborate aesthetic devices that aimed at building up a coherent semantics of the multi-media image of the
manuscript’s page. Parallel to it, owing to church music notes presence in antiphonary, another research issue is being
considered for further investigation, namely, the one that would aim at tracking how the human gesture has been
encoded in unfolding trajectory of notarum quadratarum, square notes, representing both conducted and sung music.
As an integral part of the corpus in question, it contributes significantly to constitution of the interrelated completely which
is a collection of antiphons. This, however, will be approached in the wake of the present paper. The research methodology.
Since the subject matter being examined is of interdisciplinary character so it is methodology applied. It is based on research
tools of codicology, Gregorian semiology, plainchant history and theory, philosophy of art, semiology, and comparative
aesthetics of performing arts, music and dance studies, linguistics and palacography. The scientific novelty. The research
is of a high relevance rank due to its interdisciplinary character. Not only it investigates text and image’s semiotic interacting
for the purpose of some ultra-meaning generation, to be inferred successively in the sacred scripture, but it examines as
well ontology of the intermodal manuscript and its embodiment in the cantor’s performance. Conclusions. Following from
the researched antiphonaries there has been a firm claim that they mirror directly the aesthetics of the Middle Ages that is
to be pivotal in bridging Antiquity with Early Modern World thereby assuring continuity of man’s development in
understanding nature and function of beauty in human civilisation.

Keywords: nota quadrata; plainchant; Gregorian semiology; correspondence of arts; manuscript; antiphonary; aesthetic
experience; aesthetic integralism

Motto:
Past is the time when men of perception walked aloof.
A thousand words in thfeﬂwuth and silent the lip.

Let your heart have no other chanting than his glorification.
For his heart is confidant to the angel’s message.
Hafez

I.1. De Sancto Stanislao antiphona. A hymn book.

15" century, Sygn. IV 3608, Ms. Czart.

© Wiesna Mond-Koztowska, 2019
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Introduction

The paper investigates some creative devices that had been used by Middle Ages antiphonary manuscripts’
authors: scribes and painters. They tried to convey a global concept of their worldview through interplay of
their modes of artistic expression. Those in turn are known contemporarily as correspondence of arts or inter-
modal art. These early writing and reading techniques attempted capturing totality of spatio-temporal experi-
ence of plain song performance. I am going to analyse some editorial principles being applied there, the ones
that aim at rendering multivariate cognitive process-of multidimensional artistic character — by the use of two
dimensionality of writing/painting techniques on a copyist’s medium, which was vellum or paper base surface.
The data I gathered and will be examining derive from my first-hand studies on the High Middle Ages antipho-
naries, which are kept in the Princes Czartoryski Library, National Museum in Krakow, (later as MS Czart.)
Across the article I would refer to material that derive specifically from the three fourteenth century antipho-
narii, Antiphonary, named of Hozius, V 3464, Antiphonary I 2417 and De Sancto Stanislao antiphona I'V 3608.

It has been self-evident that interdisciplinary methodology is needed while approaching intermediality
of antiphonary aesthetics. The latter operates in service of eliciting the experience of sacred whose dynamics
might be of sweeping profoundness, if it happens at all. What happens when content of the intended aesthetic
experience is determined by form of a perceived object, here antiphonary, is unification of formal and function-
al beauty that work across the whole process.

Although the cover term plainchant appears to contradict some multifaceted wealth of the aesthetic expe-
rience that might be gained through reading and performing early church liturgical music we are bound to
employ it here for the sake of historical contextualisation of the research subject in question. It is fair to say
that there exist many mediaeval church singing research traditions in Europe using different terms to name
sacred music, which was sung and performed in the early mediaeval church. The recent proposal of the term
chant sounds more neutral, however we cannot overlook the weight of terminology resulted from Saint
Gregorius the Great’s reform of liturgy, namely a notion “Gregorian Chant” which is of patronymic character,
(the Pope Reformer b.540-d.604).

It is also worth noting that the earliest written records of chant indicate man’s developmental endeavour
to represent in writing and painting, both intelligibly and instructively, the whole spectrum of the performing
reality that unfolds in time and space through creative act of praying through singing. The successful examples
of such a struggle can be observed when human arts liaise with one another through aesthetic and semiotic
correspondence in some creative process, which was triggered by inspired human vision and carried out by
gifted or skilful hands of a copyist or team of painters and scribes. _ . A

It is a well known fact that he early Christian church music r 0 "‘.‘"‘""""j:
was entirely subjugated to words, the attitude having been result- s 1k
ing from authority of the Holy Scripture and the import of the con-
cept of generating and causative logos, Genesis 1:1. Nevertheless
many artists in the course of working with images, and non-verbal
symbols were able both experience and appreciate equally pow-
erful and expressive impact of figural or abstract representations
while making or contemplating so called the iconic art.

What was needed at that moment was identifying a law of
making an integrated whole out of diversity of individual and
autonomous language of art, be it writing, painting and music. The
device was to be shortly discovered and creatively applied; it was
a polyphonic composition or organum. In the following stages of . 3%
my paper I am going to elucidate how compositional principles of = o
mediaeval polyphonic music might have inspired aesthetic ideas of
the mediaeval antiphonariorum makers.

Analysis of recent researches and publications. There have
been so far several substantial research approaches to mediae-
val manuscripts, predominantly separating horas, hours, from
antiphonaries and differing obviously in their objectives and
methodologies. Among some significant scholarly achievements in !
the field one mentions English, German, French and Polish con- 11. 2. Antiphonary, 14" century, France Sygn
tribution marked by works by David Hiley, Magnus Williamson, 2147, Ms.Czart.
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Marcel Pérés, Thomas Shmidt, Barbara Miodonska and Katarzyna Plonka-Balus. As a rule the art historians
tend to analyse manuscripts as a piece of art from codicology perspective, investigating their age, binding,
provenance and history, then they analyse their contents, state of preservation and decoration while musicolo-
gists or cantors delve into development of ancient musical notation and discuss vital issues ensuing, namely the
ones related to time, rhythm and their semantic interplay with the text itself. However, some complementary
theoretical approach to the subject matter is still to be undertaken. With invaluable and insightful endorsement
of existing musicological and codicological findings, my proposal, comparative and interdisciplinary in nature,
investigates the way “seamless aesthetics” is being produced through intermodal interplay of time-spatial arts
(Kerrigan, 2014, p. 6).

The purpose of the article

This research project extends far beyond the existing division of individual arts such as painting, writing
and music, the latter encoded in notis quadratis. Its following fact-finding strategy will seek for defining aes-
thetic principle of antiphonary’s structuring. A selection of the research data that is an interactive coexistence
of the three originally autonomous arts: literature, painting and written music, presented on a flat two dimen-
sional plane, is undergoing all-encompassing scrutiny. It is visible with a naked eye how dynamic interplay of
different languages of arts (Goodman, 1976) create some virtual spatio-temporal ontology of both complex and
cohesive work of art which in turn generates ‘seamless aesthetics’, here of the antiphonary’s material form and
successively- and in reply to it — an unfolding of an immaterial aesthetic experience that serves as a vehicle
carrying a perceiver, ideally, into experience of the sacred. We are bound to leave now another research issue
of a vital weight, as it goes beyond the scope of this article, namely, the one concerning the nature of the can-
tor’s aesthetic experience, the key figure in the whole performing process related to every single antiphonary.
Incidentally, it was he who read it or sang from it in direct bodily contact with ordinarily a huge manuscript
lying on the church lectern.! Doubtless, it can still happen now with their reading or singing.

Presentation of the main material

The research being undertaken seeks to attain theoretical insight into how a conceptual unity of the
antiphonary aesthetic message was structured by expanding beyond some particular single aesthetics of
written words then fine arts representation and semantics of music writing. All three examined opera had been
created in the 14th century Europe which had witnessed at that point a discovery of counterpoint following
gradual transition from monody to polyphony, said ars nova .

Where previously only one voice could be employed at any one time, it now became possible, by means
of counterpoint, to harmonise the voices, that is, to use them jointly and simultaneously. This widened the pos-
sibilities of music immeasurably. The word “counterpoint” which is derived from the dot with which a note is
indicated, appears at the beginning of the 14™ century, but the practice itself began earlier. It originated in the
northern countries, which were not restricted by ancient musical tradition, when Gregorian music was still at
its height. The Welshman Giraldus Cambrensis, who lived in the 12" century, mentions the polyphonic songs,
which were part of ancient local custom in England [...] Polyphony began with harmonising of two voices.
To a given music theme (cantus, cantus firmus, vox principlis), a second theme (discantus, vox organalis) was
added.

Polyphonic music thus came to be called discantus, or from the Greek equivalent, “diaphony”
(Tatarkiewicz, 2005, p. 130).

Indeed a concept of harmony appears to be an underlying aesthetic factor while building up an antipho-
nary. Although Tam multa sunt harmoniae genera/The kinds of harmony are so many, as Hugh of St Victor
proclaims (Didascalion,II,12, PL 176, c. 821) we need, for the sake of this investigation, to restrict meaning
designation of the term itself to phenomena of arts used in manuscripts’ creation. Thus, Summi Sapientia
Patris Singula disponens ars, nus, ordo, decor singula componens, ludit, creat, ordinat, ornat/Thanks to the
wisdom of the Almighty, art, mind, order and beauty, by arranging individual things and linking them with one
another, entertain, create, order and adorn (Alexander Neckham, De laudibus divinae sapientiae, 297, Wright,

! For the time being one might, willingly, refer to a massive and brilliant book by Jacek Szerszenowicz: Music Inspired by Visual
Arts, Lodz 2008. The second chapter of this volume may be particularly informing here as it investigates ,,interrelations between
painting and music which make possible the appropriation of content or of individual attributes of the given artistic medium by another
medium” happening through aesthetic experience most evidently. (Szerszenowicz, 605:208)
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p-426), or Musica sive harmonia est plurium dissimilium in unum redactorium concordia/ Music or harmony,
is a concord of many dissimilar components brought together into one. (Hugh of St Victor, Didascalion, II 16
PL 176, c. 757), Non apparent pulchra nisi ex conformitate ad repraesentatum/There is no beauty except where
there is harmony of perceived with perceiver (Bonaventure, In Hexém., coll., 14,4 Quaracch), and finally Pro-
portionum concordia pulchritudo est/The harmony of proportions is beauty (Grosseteste, Pouillion, 290) and
Pulchrum congregat omnia, et hoc habet ex parte formae cujus resplendentia facit pulchrum... Secundum
autem quod forma resplendet super partes materiae, sic est pulchrum habens rationem congregandi/ Beauty
unites everything, and it derives this ability from form, whose resplendence determines beauty. And because
Jform is resplendent over the parts of matter, beauty is the cause of this unity (Albrecht the Great, Opusculum
de pulchro et bono Mandonnet, V, 421).

It is true that for the mediaeval mind and its perceptive faculties a tangible and sensual aesthetics borders
or overlaps with mystical aesthetics in consonance with overwhelming theistic world-view. Consequently uni-
ty of material artefact, here manuscript antiphonary, is meant to echo the original unity of Being.

Although a word is conferred a primary status in the Christian liturgical texts my research proposal, with
the aim of proposing an analytical model construction, is to equalise the semiotic value of the three applied
systems of signs in the antiphonary, whichever it is, while generalising the data aimed. They are gathered
equivalently: a given text, adorned initials and neums. This compositional strategy can be clearly visible in the
two examples [ am going to describe now.

The first one (1. 3A, B) shows how a scribe presents the idea of hierarchy, here embodied in the interper-
sonal relation between two saints wearing a halo (originally a ring of light around the sun or moon here meant
as a circle of light around the head of a holy person), one bending over another. The tension between the high-
er and the lower goes enhanced by the repercussion of this ethical-aesthetic traction in the sequence of notarum
quadratarum or neums just above the portrayed saints.

5 ' — - =
11. 3B. Antiphonary, 14" century, Sign. 3464. MS Czart.

Another evidence corroborating suggested interrelatedness of the
system of signs possessing equal semantic rights is datum 4, see below
illustration 4. The fragment of antiphonary shows here an endeavour to
render the idea of God through intermodal act of representation. The
emphasis here is on the illuminated initial D in the word Deus. Not only

aoabe

< it symbolizes the dynamics of divine creation through whirling sinusoi-
1. 3A. Antiphonary, 14" century, dal spiral (la spirale de croissance harmonieuse, Ghyka, 1998, p. 133)
Sygn. 3464. MS Czart but overlapping with quadri-line stave it suggests as well that the pic-

ture and the word are of identical semantic status with music. The illu-
minated initial illuminates, lights up the written word and notated music at the same time “in a manner that
transcends history and even aesthetics” (Kerrigan, 2014, p. 7). Again, we need to leave another fascinating
research issue regarding the ontic status of music when it goes compared with the written text. Concededly
Carl Dahlhaus delved into this subject matter in his article “Music as a text” (Dahlhaus, 1986, pp. 251-270)
still he has not provided any satisfactory cognitional solution. I claim that in the antiphonary music notation is
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semantically identical with semantics of the recorded words, operating literally as its mirror image when jux-
taposed with a written text. I can be decoded on two levels, firstly, as pure ideograms of unknown sound, by
those who can not read music, and then as silent music, although apparently latent, yet accessible for those who
possess adequate musical imagination and reading music capacities. Nonetheless, the materialisation of the
musical sense of antiphonary’s neums is determined by the contrapuntal technique, which relates notas quad-
ratas to words and pictures.

1‘)‘."/ IIW'VOIW'V — e e e w—

p——
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}

Il 4. Antiphonary, 14" century, 3464. MS.Czart.

As stated before my research model proposal while dealing with multimodal artefact calls for interdisci-
plinary approach and intermodal tools, Ta opyava, to describe, define and interpret creative procedures applied
by the manuscripts’ scribes and painters. Thus I refer accordingly to specific analytical device depending on
the moment of the examination, alternately be it words, picture or neums. Obviously when it comes to final
data inferring one needs to choose which epistemology one sides as for ontic aspect of a single art. From one
hand the latter contributes specifically into manuscript/antiphonary production on its own, from the other, it
adds to intermodal operis construction that in due course attracts human senses. With respect to data analysis
and interpretation my eplstemologlcal both choice and belief is phenomenology.

3 Presentation of the basic methods of the research is instanced here by
®! adatum in the form of il.5 and its following analysis (Antiphonary, MS. Czart.
1 3464, p. 130).

Now the methodology being used in this exemplary case is basically
comparative aesthetic analysis of the given item. It is being carried out from
perspective of theory of sign where the overall meaning is deduced from exact
and detailed picture depiction, prior to its interpretation. The study analyses
| how different languages of art were conjointly used to liaise in creating one
unique meaning. Undeniably, the procedure requires multi-competence of
reading text, music and decoding symbolical meaning.

One of the remarkable things about this instance is the dynamic show
of untrammelled scribe-artist’s imagination and invention in language of
arts equalisation, whereby the initial S is cutting into a quadri lines stave to
reverberate verbatim with music. To turn into more details to polyphonic
method in working we might assume that cantus firmus or vox principalis is the
semantics of the word SANCTI rendered in paleographic contraction as SNCTI,
plural nom. & voc. from sanctus or genitive of sanctus meaning saint. Here
highly probably a noun is in plural as it begins a phrase in function of grammar
subject. While the music is written in C key, lavishly illuminated letter S evokes

! "4 plethora of associations related to symbolism of a spiral, cyclicality, unity of

IL. 5. An example of intermodal opposites, among others. The letter S pushes with its top end the key signature
expression in Antiphonary,  as if it released energy of music. The initial notes are isolated neums called
sygn, 3464, p. 130, MS Czart. virga, tractulus or punctum in their unfolding sequence generating a sense of
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even rhythm. If we called the underlying meaning of the word Sancti as cantus firmus, added to it voces
organales would be an iconic value of single letter of the word, stave lines and neums. Another vox organalis
would be colour and its kinetic and aesthetic properties.

Conclusions

From the stand of a comparative aesthetician, I consider the Middle Ages to be pivotal in bridging Anti-
quity with Early Modern World thereby assuring continuity of man’s development in understanding nature and
function of beauty in human civilisation. Instead of separating the old aesthetics from the new aesthetics, we
rather opt for a concept of old ideas in modern aesthetics (Tatarkiewicz, 2005) thus advocating eternal cyclical
return of unchangeable human core essence struggling for its alternate materialisation in a protean world.

One of the most interesting moments of this research comes in the end. While examining methods and
editorial devices applied in the manuscript construction it is crucially important to realise how some intrinsic
properties of single writing, music noting and painting techniques allow to arrive at universal research conclu-
sions. Perhaps one of the most conspicuous and insightful ones reveal the nature of man’s conceptual thinking
that copes with idea of three dimensional representation while being restricted at the time with two dimension-
al media of depiction.

Following from the three researched antiphonaria there has been a firm claim that they mirror directly
the aesthetics of the Middle Ages. The 14th century can be roughly considered the High Middle Ages for the
Western Europe.

The official Church teaching, the all-embracing beauty of so called Biblia pauperum of the surrounding
gothic art together with explicit theoretical indications scattered between the lines of theological writings
indicate those days that God is the only true subject of artistic representation. Deus non solum pulcher est
perfecte in se in fine pulchritudunis, sed insuper est causa efficiens et exemplaris et finalis omnis creatae
pulchritudinis/ God in Himself'is not only perfectly beautiful and the highest degree of beauty, but is also the
efficient, exemplary and final cause of all created beauty, (Ulrich of Strassburg, De pulrcho, Grabmann, 73-4)
Consequently, pursuing Christian principles God and the world, nature and man, knowledge and action are to
be related appropriately.

After having engulfed early Christian achievements in the domain of both empirical experience and con-
ceptual thinking The High Middle Ages sages are now cognizant and ready for grasping in profound under-
standing and subtle speculation the construct of unity of Being.

The idea put by Bonaventura as an aesthetic integralism, impressively instanced by analysed research data
above, witnesses that:

Totus iste mundus ordinatissimo decursu...describitur procedere a principiousque ad finem, ad modum
cuiusdam pulcherrimi carminis ordinati, ubi potest quis speculari secundum decursum temporis varietatem,
multiplicitatem et aequitatem, ordinem, rectitudinem et pulchritudinem multorum divinorum iudiciorum...
Unde sicut nullus potest videre pulchritudinem carminis, nisi aspectus eius feratur super totum versum, sic
nullus videt pulchritudinem ordinis et regiminis universi, nisi eam totam speculetur/The whole world in its
perfectly ordered course may be described as proceeding from beginning to end like the most beautiful poem,
written in accordance with the rules, in which, depending on its temporal course, one can see multiplicity, di-
versity, simplicity, order, rectitude and beauty of many divine judgements. Therefore, just as no one can see the
beauty of a poem unless his gaze embraces the poem in its entirety, so too no one sees the beauty which lies in
the order and rule of the universe, unless he looks at it in its entirety. (Breviloquium, prol. 2 Quaracchi, I, 38).

One may argue that contemporary mainstream intermodal art is ,,a cousin twice removed” of that medi-
aeval manuscript art, and it would be interesting to track other past manifestations bordering with such inte-
gralistic ideas over centuries. The one that goes to mind quite spontaneously is William Blake’s publishing
methods. David Punter, incidentally recognised worldwide as an expert on Gothic culture, indicated that Blake
illuminated his Songs of Innocence and of Experience (1789 1 1794):

But these “illuminations”, or illustrations, were much more than that; Blake did not, as it were, dream up
an illustration to go with each poem; rather, the poem and the visual material were constructed as a single en-
tity, so that the very meaning of each poem is expanded by, and is sometimes dependent on, the artwork which
originally accompanied it. (Punter, 2003, p. 3).

Indeed, it is expansion and interdependence that seem to define most relevantly the aesthetic strategies of
the mediaeval visionary manuscript makers.
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AHTU®OHAPIN CEPEJJHBOBIUYSI | Becna Monz-Kosnoscska
SAK ITPOAB €AHOCTI MUCTEITB, | Joxmop ¢inocodpii,
1O BUABJIAE PO3YMIHHSA | Hesanexcna docnionuys 3 nopisnansnoi ecmemuxu,
JIHIOAUHOIO HIVIICHOCTI BYTTHA. | IHoascvke mosapucmeo anmpononozii manyio,
JOCJIIKEHHS 3 HOPIBHSJIBHOI | Kpaxis, ITorvuya
ECTETUKU BUJOBUIIIHUX
BUAIB MUCTELTB

Mera nocmikeHHS — TPOAaHATI3yBaTH PIi3HOMAHITHI CIMOCOOM, 3a JOTIOMOTOI0 SIKMX CEpeIHBOBIYHI aBTOPH
HaMarajimcs IepejaTd CBOE IIiJTiCHE PO3YyMIHHS IIEBHOTO SIBUILIA B CBOIX PYKOIHCAaX — CEPEeJHBHOBIYHMX aHTHU(OHAPISX,
BUKOPUCTOBYIOUM J€SKI CKJaJHI €CTeTH4HI 3aco0M, CIpsMOBaHI Ha 1OOyIOBy KOTE€PEHTHOI CEMaHTHKH
0araTorIaHOBOro0 300paKeHHsI CTOPIHKM pykomucy. [lapanenbHo 3 1UM, OCKUIBKM B aHTHU(OHApisSX NMPHCYTHI HOTH
[IEPKOBHOI MY3MKH, [OCTa€ IIe€ OJHA TpoldiemMa Ui TONAIBIIOr0 JOCHI/PKEHHS — pO3IVIs] 3aco0iB KOIYBaHHS
JIONICBKOTO JKECTy B PO3KPUTTI TpaekTopii notarum quadratum (KBaApaTHUX HOT) AK TNPH TUPUTYBAHHI, TakK
i cmiBax. HeBix’eMHUM 3aBHaHHAM MOCHIIDKCHHSA € IX CTPYKTypH3allis. MeTOmoJoris JOCHIIKeHHS CTAaHOBUTH TaKi
HAyKOBI METOIM, SK KOAMKOJOTIi, TPUTOPiaHChKa CEMIOJNOTis, ICTOpis TPUTOPiaHCHKOTO XOpairy, Teopis Ta ¢imocodis
MHCTEILTBA, CEMIOJIOTis, MOpIBHSUIbHA €CTETHKA BHIOBMIIHUX BH/IB MHCTELTB, JOCHIDKEHHS B Taly3sX MY3HKH
1 TaHIO, JIHTBICTUKHU Ta najeorpadii. HaykoBa HoBu3Ha. JlochiDKeHHST Mae MDKIUCHMIUTIHAPHUI Xapaktep. Y cTarTi
BUBYAIOTHCS HE TUIBKM CEMIOTHMKAa TEKCTy Ta 300paKeHHS JUIS CTBOPEHHSI CaKpajbHOTO 3HAYCHHS B CBSILECHHOMY
MMCaHHi, a # OHTOJIOTIS 1HTEPMOMATBHICTh PYKONHUCIB Ta 1i BUKOHAHHS KaHTOpOM. BHCHOBKHU. BHacTimok nocCiimKeHHs
anTr(oHapiiB OyJI0 BUABIEHO, [0 BOHHU OE3MOCEpeHBO BimOOpakaloTh ecTeTHKy CepeaHbOBIUYsA, KOTpa € KIFOYOBOIO
y 30mmkeHHI AHTHYHOCTI 3 PaHHIM CydJacHHM CBITOM, THM caMHM 3a0€3MEeYyI0dd PO3BHTOK PO3YMIHHS IJTFOIXUHOIO
MpHUPOIHN Ta QYHKIIT KpacH B KOHTEKCTI JFOICHKOT IIMBLITI3aIIil.

Kniouosi cnosa: nota quadratum; rpuropiaHchbKuil Xopasi; TPUTOpiaHChKa CEMIOJIOTIs; CITIBBIIHOIICHHSI MHUCTEITB;
pyKonucH, aHTH(OHApIH; eCTEeTHYHUH JOCBI/I; €CTETHYHHI IHTErpali3m

AHTU®OHAPUI CPEJHEBEKOBBSI | Becna Monza-Kosnosckast
KAK NPOABJIIEHUE EJIUHCTBA | Joxmop urocoguu,
HNCKYCCTB AJIAA PACKPBITUSA | Hesasucumoiii uccredosamens
INOHUMAHMS YEJTOBEKOM | 6 o6nacmu cpasnumenvuoii scmemuxu,
HEJOCTHOCTU BBITUSL. | lHonwckoe obwecmso anmpononozuu manya,
NUCCIEJAOBAHME B OBJIACTM | Kpaxos, Honviua
CPABHUTEJIbBHOU 9CTETUKHA
3PEJIMIIIHBIX BU/IOB UICKYCCTB

Llenp 3TOrO MCCENOBaHUS — NPOAHAIM3UPOBATH PA3NIMYHBIC CHOCOOBI, C IOMOIIBIO KOTOPBIX CPEIHEBEKOBBIC
aBTOPBI MBITATHMCH NEPEeIaTh CBOE LIEIOCTHOE MOHMMAHKE ONPEAETIEHHOTO SIBJIEHHS B CBOUX PYKOMHCSAX — CPEIHEBEKOBBIX
aHTI/I(bOHapI/IﬂX, HCIIOJIb3Ysd HEKOTOPLIC CJIOKHBIC JCTCTUYCCKUEC NPUEMBI, HAIIPABJICHHLIC HA IOCTPOCHUEC KOl"epeHTHOI‘/II
CEeMaHTHUKH MHOTOIUIAHOBOTO H300pakeHUs CTpaHUIBl pykomucu. IlapammensHo ¢ 3TWM, Tak Kak B aHTH(OHAPHIX
MIPUCYTCTBYIOT HOTHI LEPKOBHOM MYy3BIKH, IMOAHMMAETCS €Hle OfHa TMpolrneMa IUisl AalbHEHIIEero HCClIeNOBaHHUS —
paccMOTpPEHHE CPEICTB KOAMPOBAHMS UEIOBEUECKOTO JKECTa B PACKPBITUH TpackTopuu notarum quadratum (KBaapaTHBIX
HOT) KaKk NpH TUPWKUPOBAHHUHM, TaK W NMeHuH. HeoTbemieMol 3amadeil MCClleOBaHMS SIBISIETCS MX CTPYKTYpPHPOBAHHE.
Merononorust UCCIEAOBAHMS BKIIOUAET TAKUE HAyYHbIE METO[bl, KaK KOJUKOIOTHM, TPUTOPUAHCKAas CEMHUONOTHS,
UCTOPUSI TPUTOPUAHCKOTO XOpajia, TeopHsi M (uinocodust MCKYCCTB, CEMHOJIOTHS, CPAaBHHUTEIbHAsT DCTETHKA 3PEITHIIHBIX
BHUJIOB HCKYCCTB, HCCJICIOBAHHSA B O6J'IaCTI/I MY3bIKK W TaHLQA, JUHIBUCTUKH U naneorpa@pm. HayHHaﬂ HOBH3HA.
HccnenoBanue MMeeT MEKIUCIUIUTMHAPHBIN XapakTep. B cTaTbe n3ydaroTcst HE TOJIBKO CEMHOTHKA TEKCTa U M300pasKeHHs
JUISL CO3/IaHWsI CAaKpaJbHOTO 3HAYCHWS B CBSIICHHOM IMCaHUM, a M OHTOJIOTMS WHTEPMOAAIBHOCTH PYKOIMCEH M ee
BBITIONTHEHNE KaHTOpOM. BbiBozbl. B pesynbrare mccienoBanus aHTH(OHApHEB ObUIO OOHAPYKEHO, YTO OHM OTPAKAIOT
HETIOCPE/ICTBEHHO 3CTETUKY CpeHEBEKOBbs, KOTOpasl SIBISCTCS KIIOYEBOH B COMMKEHMHM AHTHYHOCTH ¢ PaHHNM
COBPEMEHHBIM MHPOM, TEM CaMbIM OO0ECIeuMBasl pPa3BUTHE IOHUMAHHUS YEJIOBEKOM NPHUPOABI M (YHKIMH KpPacoThl
B KOHTEKCTE YEJIOBEUECKOM IUBUJIN3allUH.

Kniouegvie cnosa: nota quadratum; rpUropuaHCKUi Xopall; TPUTOPHAHCKas CEMHOJIOTHUS; COOTHOLIEHHE HCKYCCTB;
PpYKOTIHCH; aHTH()OHAPHUIL; ICTETHUECKIN OMBIT; 3CTETHUECKUI HHTETPATH3M
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Mera cTarTi — BHCBITJCHHS MPOOJIEMH HAI[IOHAJIBHOTO OYTTSA YKPAHIIB y PEKHUCEPCHKO-IOCTAHOBUOMY TOPOOKY
1. KaBanepimze — aBTOPCHKOMY KiHO, CTBOpEeHOMY BIPOAOBK 1930—1960-x pokiB. MeTomomorist TociipKeHHS epeadavana
BUKOPUCTAHHS TaKUX METOJIB: 3araJlbHOICTOPUYHUMA, MOPiBHIBHO-ICTOPHYHAHN, aHANITHYHWH, Olorpadiunmii. Haykosa
HOBU3HA. Briepire BiATBOPEHO XPOHOJIOTIFO MISUTBHOCTI PEXHCepa, IIOB’S3aHy 13 MONIYKOM OpHTIHAIEHHX 3ac0o0iB
KiHOBi3yasi3amii iCTOpHYHOr0 MHHYJIOTO YKpAiHIB, 30KpeMa, 3 BHKOPUCTaHHSIM HApOAHHMX MY3HYHHUX TBOPIB, a TAKOXK
iXHIX cUMQOHIYHMX 00poOoK. BrucHoBku. ITinrpyHTsM ai1s BijmoOpaXkeHHs! ICTOPUYHOTO MUHYJIOTO YKpaiHW ¥ yKpaiHIiB
mis 1. Kapanepifse craja Hacammepel TBOPYICTh BHIAATHOTO mmchMeHHuKa T. IlleBucHka, 30Kpema, HOro moemu
«aitmamakuy, «Com» Ta «Kakasz» («3nuBay, 1929; «Komniieumaay, 1931; «IIpomereit», 1937). @inocodist OyTTs yKpaiHIiB
mocTasia B IEHTPi yBaru pekrucepa B eKpaHi3allisix HApOTHUX ITICEHBb Ta KIACHYHUX OmepHHX TBopiB («Haramka [TonraBkay
M. Jlucenka, 1936; «3anopoxenp 3a Jynaem» C. ['ymaka-ApremoBcbkoro, 1937), ne, He OPYIIYIOYH OCHOBH MY3WYHHX
TBOPIB, PEeXHCEpP PO3KPHB IXHIN DIMOMHHMI 3MICT 3ac00aMHM MOHTaXy Ta SICKPaBUM KiHeMarorpa(iqHHM yTUICHHSIM
TeaTpaJbHUX YMOBHOCTEH. [TMOOKHMH NMCHXONIOTI3M Ta BHIY TOYHICTH XYJOXKHIX XapaKTEPUCTHK y3araJbHEHHX 00pa3iB
YKpaiHCBKUX CeJsiH (HApOAHUX THIIAXKIB, 32 CBOEIO CTHIIICTHKOIO ONM3BKUX [0 JOBXKEHKIBCHKHX KIHOIe€poiB) OyIo
npencrasieHo 1. Kapanepiaze y ¢inbmax «Ipuropiii CkoBopoma» (1958) ta «Ilosis» (1961, 3a TBopom I1. MupHOTrO).

Knrouosi cnosa: Iam Kaanepigse; ykpaiHChKui KiHemarorpad cepequau XX CT., aBaHTapAWUCTCHKE KiHO;
PEXUCEPCHKUN EKCTIEPUMEHT

Beryn

Isan Kapanepinze (1887—1978) — BumarHui yKpalHCBKHE CKYJBITOp, pPEXHCEp, KIHOApaMarypr —
YBIHIIOB B ICTOPII0 BITYM3HSHOTO KiHO SK MUTEIb-IITyKad HOBOi OPUTIHAJIBHOI ()OPMHU KIHOMOBH, SIKii Oyi10
BJIACTHBE OPHUTIHAJIBHE TUTACTHYHE W PUTMIYHE PO3TOPTAHHS Jil B KOHTEKCTI CIoXKeTy. [IpoBimHe Miciie B aB-
TOPCHKUX aBaHTapaucTchkux kiHodopmax I. KaBanepinze mocizano BimoOpakeHHsS HAIiOHAIBHOTO OYyTTS
VYkpainu, IpoCTeXeHEe PEKUCEPOM YNPOAOBXK ii TpuBasioi icTopii. AKTyalbHICTh JOCIHIIKCHHS 3yMOBIICHA
noTpe0oI0 y CTBOPEHHI JETaIbHOTO aHami3y TBopuoi AisibHOCTI 1. KaBanepinze, mos’s3aHoi 3 BiATBOPEHHSIM
ICTOPUKO-KYJIBTYPHOTO JITOMKCY YKPaTHIIiB.

HaykxoBa HOBH3HA JIOCITIIPKEHHI MOJISITAE B TOMY, 1110 B HHOMY BIIEpIIE BiITBOPEHO XPOHOJIOTIIO JIISUTBHOCTI
pexncepa, OB’ 3aHy 13 MOITYKOM OpUTIHAIFHUX 3ac001B KiHOBi3yasi3allii iCTOpUYHOTO MUHYJIOTO YKPAiHIIiB,
30KpeMa 3 BHKOPHCTAHHIM HAPOIHUX MY3UYHHUX TBOPIB, a TAKOXK X CHM(OHITHUX 00POOOK.

IcTopiorpadis mpoOieMu npepcTaBiIeHa HAyKOBUMH PO3BiAKAMH BITYM3HAHUX gociinHukiB O. be3pyuka,
I'. Kapace, O. Mycienko, B. O0pa3a Ta iHmmx kiHo3HaBLiB. Tak, y HaykoBii po3sinui O. be3pyuka «Mmuc-
TelbKi MIKoH B YkpaiHi B 30-x pokax XX CTONITTS» BCTAHOBJICHO i po3misiHyTO (hakT podoTu I. KaBenepinze
Ha/l My3U4HO-(OJIBKIOPHUMH (PiTbMaMU i1 3araibHOI0 HAa3BOIO « YKpAiHCHKI MICHI Ha €KpaHi»; OKPIM IbO-
ro, aBTOp aHalli3ye poOOTH KIHOMHTIIS B Taly3i pEXKUCEPChKOT OCBITH (30KpeMa, 1IeThCsl TIPO CTBOPEHY HUM
y 1935 p. kiHOMabOpaTOpiro Ta aKTOPCHKY KoY Ipu KuiBchkiit kinodabpwuiti) (bespydko, 2009, c. 249-255).

IcTropruni Bimomocti mono crBopenHs l. KaBanepigze my3wuHOro ¢inbMy 3a MOTHBAMH OMNEpHU
C. I'ynaka-ApremoBcbkoro npexactasiaeHo B myomnikanii I Kapacs «llepmi expanizauii onepu “3anopoxenpb
3a [lynaem” Cemena ['ynaka-ApTeMOBCHKOTO B KOHTEKCTI 100M». ABTOpKa BUCBITIIIOE TBOPYI YMOBH, B SKHX
3HiMaBcst ¢inbM 1. KaBanepinze; mpoBigHOIO y CTaTTi € JyMKa Mpo Te, 0 CTBOPUTH OPUTiHAIBHY 1HTEpIIpe-
TaIliI0 HAI[IOHAIBHOI KIIACHKH 1038 BUMOTaMH COLIIATICTUYHOTO peati3My Ui peKrcepa He Oylio MOKINBUM
(Kapacs, 2013, c. 527-538).

© Crenanenxo K. C., 2019
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AHami3 pexxucepchkoi Xy0KHbO-ecTeTHyHOi KoHenii . KaBanepinze mpeacraBieHo B HAyKOBii po3-
Bimmi O. Mycienko «Ykpaincbke kiHO 1930-X pokiB: 1o To OiK COIialliCTUYHOTO peasizMy». ABTOpKa aHa-
Ji3y€ OHY 3 HAHOPUTIHATBHIIIMX (POPM MOCTAHOBUOI pOOOTH peKucepa — 3AaTHICTh BUOYJOBYBaTH KaapH 3a
3aKOHAMH CKYJIBITYpHHUX KoMmo3uliil. O. MycieHKo BU3HA4Ya€ KaHPOBO-CTHIIICTUYHY JAOMIHAHTY KiHOTBOPIB
1. KaBasepinse, BUCBIT/IIOE XapaKTep MOJaHHSI MUTIIEM BidyaibHOTO Matepiany (Mycienko, 2006, c. 117-164).

BB moesii T. [lleBuenka Ha pexucepcbki mykanas [. KaBamepimgze po3mistHyTo y CTarTsx
B. O6pa3a «ExkcriepumenTH Ta onryku KiHoMmoBH [BanoMm Kapastepinze y cBoeMy mepIioMy 3ByKOBOMY (BibMi
“Komiimmaa” (1933)» (2014) i «Tapac llleBuenko Ta iforo repoi y pexkncepchkiii TBopuocTi [Bana Kasaie-
pinze» (2016). ABTOp HaroJOMIyE, IO BAYXKJINBUM CKIIAJTHIKOM XY/I0’KHBO-EMOIIIIHOT BUPa3HOCTI Ta OTepaTop-
cpKux excriepuMenTiB 1. KaBanepinze € #oro AisibHICTB Y Tally3i MUCTELTBA, 30KpeMa po0oTa Haj MIPOEKTOM
MonyMmeHTa KoG3apesi Ha moruii noeta (1926 p.) ta mam’atHuk [lleBuenkosi B [TonTasi (1925 p.).

OTxe, BITYM3HSIHUMH HAyKOBISIMH OYyJI0 BUCBITJIIGHO Pi3HOMaHITHI acnektu misimbHOCTI [. KaBanepinze,
MpOTe, CTABJICHHS KIHOMUTIIS J0 HaIlIOHATHHO-ICTOPUYHOTO MUHYIIOTO YKpaiHU i YKpaiHIIB, pO3IISIHYTE Ue-
pe3 mpu3My Horo KiHeMaTorpagiqHoi TBOPUOCTI, 3AIUIMUIOCS 103a YBAro JOCTIIHUKIB, 0 # 3YMOBHUJIO
3IifiCHEHHSI IPOIIOHOBAHOT HAYKOBO{ PO3BiIKH.

Merta crarTi

MeTot0 CTaTTi € BUCBITIICHHS IPOOJIEMH HAIIOHAILHOTO OYTTSl YKpaiHIIiB Y PEXKHUCEPCHKO-TIOCTAHOBUOMY
nmopo6ky 1. KaBanepimze — aBTOpChkOMYy KiHO, CTBOpeHOMY BIIPOoaoBK 1930—1960-x pokiB. JJocsarHeHHS 1O-
CTaBJIEHOI METH BUMAarae BUPIMIeHHS TaKUX 3aBIaHb: IPOaHaNi3yBaTh icTopiorpadiro mpodieMu; po3risTHy TH
kinopoOotu [. KaBanepinze, peanizoBaHi HIM Ha OCHOBI JIITEPaTyPHUX TBOPIB YKPaiHCHKUX NMHACHMEHHUKIB;
BHCBITIIMTH OCOONMBOCTI €KpaHi3alii HAPOAHUX MMICEHb Ta KIACHYHUX ONEPHUX TBOPIB; BU3HAYUTH XyHOXK-
Hi O3HaKW KiHOQiNbMiB, mocraBieHux l. KaBanepinze HamepenofHi yKpaiHCHKOIO «IOETHYHOTO MPOPHUBY»
(na mexi 1950-1960-x pokiB). XpoHOIOT1UHI MeKi POOOTH OXOILTIOIOTH ApPYry TpeTuHy XX cTonmiTTa. Bepx-
HS JaTa TOoB’sA3aHa 13 MOABOIO MEepIIoi HOBATOPCHhKOI KiHOCTpiuky 1. KaBanepiaze Ha yKpaiHCBKY iCTOpHYHY
TeMaTuKy («371Bay), HIKHS — 13 OCTAaHHLOIO POOOTOI0 PEKHCEpPa, TTOCTABICHO 32 MOTHBAMH BiTYH3HSHOT
niteparypHoi knacuku («[1oBisy).

Bukaax marepianay gocrigxeHHs

OpHi€ro 3 epmux HoBaTopchbkux pooiT 1. KaBanepinze, mpuCBSYEHUX ICTOPHYHOMY MUHYJIOMY YKpaiHH,
ctaB 3HATHN y 1929 p. HiMuil dinpM-apama «3nuBay (i3 migzaronoBkoM «Odopta 3 icTopil raigaMadanHm)
3a motuBamu oemu Tapaca lllepuenka «I afimamakm». ManoBimoMum € Toi QaxT, mo Kasanepinze orpuman
IMITyJIbC U1 €KPAaHHOI'O MPOYMTAHHS TBOPY MalCTpa YKpaiHCBKOI JIiTepaTypH Micis Nepenisay B CepeluHi
1920-x pokiB ogHoiimenHoi Buctasu Jlecs Kypbaca. «Huni nogususcs y Kyp6aca «["aiinamaku» i B mOBHOMY
3axBari, — MUCaB pexucep. — «Ska Bucoka Kyasrypa! He Gotock Koroch HacnigyBary, ajie «l aiijaMakny cTaB
ow» (Mycienko, 2006, c. 143).

[pote, 3axorutorounck Kypbacom, 1. KaBanepinze Bce *x Taku MparHyB JI0 BIACHOTO ITPOYUTAHHS TBO-
py LlleBuenka. Hackinpku 11e oMy BAAJIOCS, CyIUTH BaXKKO, OCKITIBKU (iTbM «3THBa» He 30epircs i xapakre-
pHU3yBaTu HOro MOXKHA JIMIIE KOPUCTYIOUUCH PAJSHCHKOK KIHOKPUTHKOIO MUHYJIUX POKIB T4 OKPEMHUMU ayai-
OBi3yaJIbHIMH JJOKYMEHTaMH, 1110 30epirarotbes y poraax LienTpanpHOTO Nep:xaBHOTO KiHOGOTOPOHOAPXIBY
VYkpainu im. I. C. ITmrennunoro (Kacsu, 2017, c. 122-131). Bigomo, 1110 B poO0Ti Ha/i KIHOKAPTHHOIO PEKUCED
3aCTOCYBaB IiKaBi Xy[JO)KHI ITyKaHHS, 30KpeMa, HOBi MPUHIUIN OCBITICHHS KIHOMABIILIOHY 3 BUKOPUCTAH-
HSIM YOPHOTO OKCAMHUTOBOTO CYKHa Ta JEKOpAIisIMA T€OMETPHYHHX (OPM; CTPYKTypa (PimbMy cKiaganacs
3 BEIMKHUX TPUBAIMX €Ii30/(iB (Ha MPOTHUBAry TOMIIIHIA MOHTaXKHIH ecreThili). EBomnrolist xapakTepiB nepco-
HaXiB Oyira 3aMiHEHa TUTACTUKO-PUTMIYHAM PO3TOPTAHHAM TXHIX Ji Y KOHTEKCTI CIOKeTy; QiabM OyB HIMHUM,
are MaB crenianbHe My3ndae opopmiieHHs (beskimyoenko, 2001, c. 65).

Cy4acHi KIHOKPUTHKH PO3IVISIIAIOTH XYIOXKHIO CTPYKTYpy «3nmBm» I. KaBanepinse mij pi3sHUM KyTOM
3opy. [Ipumipom, Ha nymky kiHo3HaBis B. CkypariBcekoro (2006), uepe3 Bech (piibM POXOIUTH MPUXOBA-
HUM, aje BUpa3HUH BHYTPIMIHIA KOH(IIKT PeKUCEPChKOi CBIZIOMOCTI, «pO3AEpPTUI HABIIJ MOMIX PEBOIIIO-
HIHHAM «IIPOMETEI3MOMY» 1 MOPaJIbHO-IPUTOPHUCTUYHUM XPHUCTHSIHCTBOM CKOBOPOAWHCHKOTO MTHOY» (C. 90).
3a cimuenasm O. Mycienko (2006), y Xya0oKHbO-€CTETUYHOMY 3MICTiI KIHOKAaPTUHHU PEKUCEp MparHys Oy-
IyBaTd KaJpH 3a 3aKOHAMHU CKYJIBNTYPHUX KOMIIO3ULiH, BUKOPUCTOBYIOUN HNPUHIMII NOEAHAHHS MUCTELTB!
KiHeMaTorpaivHOTO i CKYIBITYPH, «JIOJAI0YX TUIOIIUHHICTh OJJHOTO Ta CTaTyapHicTh iHmoroy» (c. 142). Ha
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HaIIy X AyMKy, SKUMH 0 3aco0amu BupaszHocTi . KaBanepinze He kopucTyBaBcs, yCi BOHH HiAMOPSIKOBYBa-
JIUCS €IVHIN CTITBHIN MeTi — Halipea icCTUYHIIOMY Bi0OpaskeHHIO THX COLIaThHUX YMOB, Y SKHX ITPOKHBAJIO
ykpainctBo y XVIII ct.

[IpomopxkeHHsIM poOOTHM Haa TeMoro TraigaMayunHu craiga s | KaBanepimse KiHOkapTHHA
«KoniiBmuna» (1931, «Ykpaiudinbm»), 3uaTa 3a MotuBamu TBopuocTi T. IlleBueHka. ¥ meHTpi CrokeTy —
CIIpaBXKHIA 1CTOPUYHUN TepcoHaXk — oramMan CeMeH HexuBwid, skuii depe3 oOypeHHs Ha TOJOA Ta YTUCKH
30ypro€ celstH Ha 00poThOy TPOTH IaHiB, 3aKJIMKAE X MPUMKHYTH OO0 KepiBHUKIB [ alimamaddnan — IBaHa
l'onTn Ta Makcuma 3ani3Hska. 3a criocTepekeHHsIMA KiIHOKpUTHKIB (B. O0pa3), ickpaBoro XapakTepHOIO PH-
coto «KomniiBumum» crana ii 6araTtoniaHoBiCTb, a/pke Mepen IIsadyeM po3ropTaocs oapasy KilbKa CIOKET-
nux Jniniid. HoBatopctso 1. KaBenepinze crocrepiranocs Takox y MOUIYKY OpPUTiHAJIBHUX 3aCO01B KIHOMOBH,
30KpeMa y 3BYKOBii majiTpi — HOro repoi po3MOBISIOTH PI3SHUMHU MOBaMH: YKPaiHCHKOIO, MTOJBCHKOIO, POCili-
CBKOI0, eBpeiicbkor0. OTxe, cioBo B 1. KaBanepinze — BaxmuBHii 3aci0 Ha[iOHAIBLHOT XapaKTEePUCTUKH KiIHOTe-
poiB, BUpa)keHHS IXHBOTO KOJOpHUTY i Tunaxy (O6pas, 2016, c. 31-39).

3a HaImMM# criocTepekeHHIMH, « KomTiiBITHHAY) TpUBEpTAE yBary HacamIiepea MOHYMEHTaILHICTIO 300pa-
JKyBallbHOTO Matepiany. OcranHe, 6e3MepedHo, 3yMOBIIEHO KOMITO3UIIIHOIO OCOOIMBICTIO TTOOYIOBH KaapiB,
JUHAMIKOIO, TpaMaTHYHUM Halpy>KeHHSIM, MAKCUMaJIbHOIO Y3arajJbHEHICTIO THIIIB IEPCOHAXIB, 3aI03NYECHUX
peXHCEepPOM 3 HAPOIHOTO erocy. Y IIbOMY KOHTEKCTI Hallli CIIOCTEPEIKSHHSI CITIBIIAJA0Th 13 JTyMKOIO 1HIIUX
BiTuM3HsAHUX nociigHuKiB (A. [Tamenko, B. O0pa3a, O. Myci€HKo), siki BBaXKarOTh, 110 KajapH i3 «KomiiBim-
HU» TICBHOIO MipOI0 HAraJyroTh 3pa3Ku 00pa3oTBOPYOTO MHUCTEITBA, IPHUCTOCOBAHI 0 YMOB KiHOIPOCTOPY
(y xiHOTIOETHIII BiIyBa€ThCS MOeAHAHHS ABOX Tpodeciit I. KaBanepinze — ckympnropa it pexxucepa). 30kpe-
Ma, Ha TyMKy KiHo3HaBIA A. [Tamenko (2013), mommpeHuM € IpUitoM CBOEPITHUX «(PPU30BHX» KaAPiB, KOJIU
MIEPCOHaXI MOCIIIOBHO PO3TAIOBAHI B HW)KHIW TTOJIOBUHI KaJpy, 110, CBOECI YEPTOr0, AA€ ITiICTABU BHIIIH-
TH TPYIy, sIKa KOHTPACTy€ 3 HE3allOBHEHHM IIPOCTOPOM y BepxHiil monoBuHi (c. 188-194). EdexT noxymen-
TANBHOCTI MiAKPECITIOE CTHIIb KIHOMOBH KIHOTEPOIB: JKaHp MPOMOBH, XapakTePHUH ISl PAISTHCHKUAX QiTbMIB
1930- x pokiB, Koiu MOHOJIOT HaOyBaB BUpa3HUX AuAakTU4YHUX puc. [Ipore y «Koniimuni» 1. KaBanepinze
MOBa MEPCOHAXKIB, X0Ua i eMOIIiitHa, yCe XK € TaIeKO0 BiJ MAaTeTHKH (KIHOTEPOl POTIOBIIAIOTH PO BIACHI MTPO-
OseMu Maiixke OyIeHHOIO IHTOHAIIIEIO).

Ha »xaib, gepes nensypy «KomiiBmuHay TpuBannii 9ac mepepoosiiacs i 3penToro 3’ sBuiacs Ha pajsH-
CHKMX €KpaHax Ha BiCiM MICSIIiB Mi3HIIIE 3aTJIAHOBAHOTO TEPMiHY. [CTOPHKU-KOHCYIBTaHTH Malike JTOKOPIHHO
3MiHuIM 00pasu [onTH 1 3ani3Hska, AKi NEPEeBaKHO BTPATHIM O3HAKM HAIlOHAJBHOTO M CTajdM TUIIOBHMH
«TeposSIMI» CBOTO Yacy.

BinoOpaskenHst HapomHOTO OyTTsl YKpaiHIiB 3 mocuiIaHHsAM Ha MoTuBH TBopuocTi T. IlleBuenka (moemu
«Con» Ta «KaBkaszy), a Takox ermizonn oro Giorpadii Mana HacTymHa pexucepcbka podota 1. Kapamepimze —
«IIpometeit» (1937, «Ykpaindinemy»), 3aqymMana peXUcepoM K Apyra YacTHHA KIHOTPUIITHXA, PO3IOYaTO-
ro «KomiiBmuHor» (Tpers dactuHa — «JlHimpo» — 3amummnacs HepeasizoBaHoro). O6pa3 [Ipomeres: cras
y HbOMY MOE€THYHOI0 MeTadoporo 6opus 3a cBoboxy Bubopy. Kaprina mana GararomniaHoBy CTPyKTypy, B Oc-
HOBY SIKOi peXxHcep MOKIaB TPH CIOKETHI YaCTHHM: Apama ABOX 3akoxaHux — IBacs i Karpi (I. TBepmoxumiO,
1. TabaunukoBa) y caaubi montaBchkoro mnomimuka Ceiuku (O. Cepmrok); ciayxba kpimaka IBacs Ha
Kagkasi, jie BigOyBaroThCsi KpUBaBi CyTHUYKH 13 TIOBCTATMMU TOPISIMU; KOJUIIHINA OynuHOK CBiYKH, Teep JiM
posmyctu kymis JKykosa (1. Llltpayx), kyau mpomxano HapedeHy IBacs — Karpro. He MokHa HE TTOTOTUTHCS
3 mymkoro kiHozHaBug O. Mycienko (2006), sixa 3a3Havana, mo «KaBasepiize He IPOCTO UTIOCTPYBaB SKiCh
TIOTYJISIPHI COIIaTbHO-TIOMITHYHI TE€3H, KOJIEH 13 TPHOX CIOKETHUX OJIOKIB (DiIbMY HE BTpav4a€e CBOIX XYIOMKHIX
sxocteld. [lyonmiuucTnynnii nadoc He 3HMKYE JOCTOTHCTBA (DibMy sIK MHUCTebKOro TBopy. KoskHa 3 yacTuH
Ma€ CBOIO ’KaHPOBO-CTUIIICTUUHY ToMiHaHTY» (c. 146). [lificHo, y nepiuiii yacTHHI CIIOCTepiraeMo JipuyHi Mo-
THUBH, TIOB’sI3aHi 3 JI0JICIO PO3IYUYCHUX 3aKOXaHHX; Y APYTiii — HaBMaKku, 0auuMo repoiko-nareTHYHe 3By4YaHHs,
Kpi3b SIKE IPOTIISAAI0THCS TOHKI caTupuyHi 0apeu. « CaTUpHYHE 3ByYaHHs TIOCHITIOETHCS B TPETiH YaCTHHI, Jie
3 0COOTMBOIO CHEPTIEI0 3MATHOBAHO CBITCHHHUIITBO 1 IBOJTHMKICTE CBITY, III0 HAPOIKYETHCS 3 KPOBI Ta ONIyKaH-
cTBa...» (Mycienko, 2006, c. 146).

CTOCOBHO Bi3yaJIbHOTO «IIPOYUTAHHS KIHOKAPTHHU BapTO HATOJIOCHUTH, 1110 3HAYHE MicLie B Hiii OyIo Bia-
BE/ICHO BEJIMKUM TJIaHaM, KOTPi BitoOpaxkaii eMOLilHI CTaHU FOJIOBHUX I'epoiB, OKPECIIOBAIN IXHi BIAMIHHI
pHCH, TOTTOMarajin 3p0o3yMiTH TICUXOJIOTII0 EPCOHAXIB. 3a MPUITYLICHHSM OKPEMHUX JIOCIIIHUKIB, 3 SKUMHU HE
MOYKHA HE MOTOANTHCS, TI0SIBA HA €KpaHi YKPYITHEHUX BUPa3iB 00IMY, BIPOTiTHO, 3yMOBIIIOBAJIACS TPAIHIIIEIO
HapOJHUX TeaTpiB, i3 BIACTUBUMH iM MacKaMH-XapaKTepaMH, SiKi 30aradyBajiil pO3TOPHYTY XapaKTepUCTH-
Ky kinorepois (Ilamenko, 2013, c. 188-194). [iticHo, mepconaxi B «[IpoMeTrei» € MOCUTH THUTTOBUMU: CEIISTH-
CBHKHH Jiiep, KOTPUI BUTOJIOLIYE PEBOIIOLIIIHY TPOMOBY; I1aH, SIKUH 3BEPXHBO CIIOCTEPIrae 3a npeacTaBHUKaA-
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MU HWKYUX TPOIIAPKIB CYCHIBCTBA; CyMHA JIipUYHA TE€POiHS, BifIaHa I PO3Bar 3aMOXKHOT MyOJiKA TOIIIO.
Sk BioMO, MONIOHMH MTUAAKTHYHUH CKIIATHHUK pajsTHChKOTO KiHO 1930-X pokiB 3a0e3redyBaB 0€3MOMHUIIKOBE
BITI3HABAHHS «CBOIX» Ta «UY)KUX» THUIAXIB. AJie i 1151 KOHLIEMLIsl paAsSHCHKOTO KiHO HE 3aXMCTHIIA KIHOCTPIUKY
1. KaBanepinze Bia LbKyBaHHS: BOHA, SIK ()OPMaiCTUYHA I 3aHAATO HATYpaliCTHYHA 32 CBOIM TPaKTYBaHHSIM,
OyJ1a 3a00pOHEHA IS TIOKa3y.

Bcranosneno, mo micis myonigHoi goranu 1. KaBanepiase m03BoNwIN €KpaHi3yBaTy JUIIE HAPOIHI TTic-
Hi Ta KiJgbKa KJIACHYHUX OIEPHUX TBOPIB, MPOTE W TyT HOMY BAANOCS BIATBOPHUTH Ha €KpaHi pi3HOMaHITHI
CKJIQIHUKA icTOpUYHOTO MUHYNIOro Ykpainu. Y 1935-1936 poxax KuiBchka kiHOCTYHis « YKpaiH(inbM» BH-
MyCTHJIA Cepilo KiHOalbMaHaXiB « YKpaiHChKI MicHI Ha ekpaHi». PoboTty, 3anmouarkoBany pexxucepom Ilerpom
KonomoiilieBum, sikuii Ha TOi yac yske BifI3HAB eKpaHizaliio (GoIbKIOPHUX My3HUHHX TBOPIB — «IXaB Ko3ak Ha
BiliHY», «OH, BUIIICHBKO, YePELICHEKO», «3-3a TOpH BiTep noBuBae» — nepenanu 1. Kasanepinze. [1ix xygox-
HiM KEpiBHUIITBOM OCTaHHBOTO OYII0 3p00JICHO XYIOKHIO eKpaHI3allif0 TAKUX HAPOIHUX ITiCeHb, K: «OH, psi-
Iy, Ipsimy», «Ham piakoro 6epeskkom», «O, HacTymanza Ta i 9opaa xMapa», «Oii, m’e BIoBa, Tyise», «SpoM,
xJjromti, sspom» Ta iH. (be3kmybenko, 2001, c. 65).

Y 1936 p. 1. KaBanepiaze 3BepHYBCS 10 YKpAiHChKOI ONEpHOI KIACHKH 1 3/iHCHUB IIOCTAHOBKY
kinoonepu «Haranxka [Tontaska» Ha Mmy3uky Mukonu Jlucenka 3a onHoliMeHHUM TBOpoM [Bana KomisipeBchko-
ro. 3aBIsSKU 3a]Ty4eHHIO 10 GUIbMY CIIPaBXKHIX ONEPHUX MalCTPiB KIHOCTpivUKa TOHECHa O HAIUX JHIB TPy
Ta CITIiB BiIOMUX BITYM3HSAHUX criBakiB (Mapii JInTBunenko-BoabremyT, [Bana [larop>kuHCHKOT0) Ta akTOpiB
(Karepunu Ocwmsnoserkoi, Crenana Illkypara, Jleonina Manbka). [Tinkpecnumo, mo «Haranka [TonraBkay
BHMarasa He JIMILE BiJOOpa)keHHsI CIIPaBKHbOI'O HAPOAHOTO JKUTTH, a i TOTpeOyBaia KOHKPETHOTO CTaBJIEHHS
JI0 HaIliOHAJIFHOI KJIACHKH, a OTKe, cTana g [. KaBamepinze BunpoOyBaHHAM Ha BIpHICTH BUMOTAM 4acy.
PexwucepoBi 1IKOM BANOCS MEpeaTy iCTOPUYHY TeaTpalibHy TPAAHIIII0, TOAFYH MPOo (iKCaIlilo yCTaleHNX
HapOJHMUX 00pa3iB, MPOMUCAHUX ABTOPOM Y JITepaTypHOMY TBOpi. JloTpUMYIOUHCH KITaCHYHOI OCHOBH 11 €CH,
1. KaBanepinze mo-cBoeMy BUTIYMaylB TEKCT 1 My3UKy 3acO0aMH MOHTa)y, IWHAMIYHHM PUTMOM MOAAHHS
Marepiajy, BUHAHICHHSM SICKPAaBOTO KiHeMaTorpadivHOTO BTUICHHS JJIsl IEBHUX CIIEHIYHUX YMOBHOCTEH.

YV 1937 p. 1. KaBanepiaze crBopuB (ibM 32 MOTHBAMH yKpaiHChKOI My3WYHOI KJacuKu — oniepu Ceme-
Ha ['ymaka-ApTeMOBCHKOTO «3armopokenb 3a JlyHaem», 1e BOKaIbHY YaCTHHY poJIi AHIPisS BUKOHAB BiIOMUI
teHOp IBan KosnmoBchkuii. Pexwcep 3HOBY BUSBHUB cebe sIK HOBAaTOp, X0o4da ¥ OyB 3BHHYBadeHHI y HaIliOHA-
JCTUYHOMY YXWJIi ¥ mucTenpkoMy (opmamizmi. Jlo cTBOpeHHS KiHOCTPIYKH Oyso 3aly4eHO paisHCHKOTO
xommo3uTopa Bonoaumupa Mopuma, sikuii po3mmpus onepHuii Matepian I'ynaka-ApTeMOBCHKOTO, yBiBIIM
JI0 IpaMaTypriyHoro 3MicTy HOBI BoKanbHi HoMepu (mianor Cynrana i Kapacs). [Ipote 1i 3MiHU BUSIBUIINCS
JAJISKUMH BiJl CIPaBKHBOTO JIyXy My3UYHOTO TBODY.

BaxxnmuBoro 3HaueHHS B pO3BUTKY KiHOMaTorpadidHOi MpoOIeMaTHKN HAIlOHATBHOTO OYTTS YKpaiHIIiB
Bimirpanu octauHi KiHopoOotu 1. KaBamepinze, 3HATI HamepeaoaHI YKPaiHCHKOTO «ITOCTHYHOTO TPOPHUBY»:
«I'puropiit CrkoBopoza» (1958) ta «Ilogis» (1961, o6unBa Ha kinocTyzii im. O. JloBxkeHka). Y mepiomy 3 HUX
BiOOpaKEHHsI HAPOAHOTO OYTTS MPOBOAMIIOCS YEpe3 XyHOXKHIO (CKYJIBNTYpHY) MOOY/I0BY TPaHHYHO HAIOB-
HEeHMX 00pa3iB, sIKi 32 CBOEIO CTHIICTUKOIO BEJIMKOIO MIpOI0 HaraayBallil JOBKEHKIBCHKHX KiHOTepoiB. LleH-
TpaJbHUH NepCOHaXK KiHOTBOPY — CKOBOPO/a — TOHOCHB TYMKH NIEPEBaYKHO Yepe3 POMOBHUCTHI KeCT, HOro
MOHOJIOT'M MaJjIi JIOBOJII JIAKOHIYHY CTPYKTYpPY, IPOTE JpaMaTypris He BTpadaja Bij [bOr0 MOIIHHOCTI Ta
aKTUBHOT J1€BOCTI.

Hpyra xinoctpiuka — «[loBisi», Oyna 3HATa 32 ogHONWMEHHUM pomaHoM llanaca MupHOro i 1eMOHCTpY-
Bajia HOBUH 3pi3 KyJIbTYPH PEXHUCYPH, Y SIKOMY [IPEBATIOBAB IIIMOLINIA IICUXOJI0T13M, BHILA TOUYHICTb XYIOXKHIX
XapaKTEePUCTHK, OiNbIIa TparidyHicTh. Y KiHOMOJOTHI YiTKO OKPECHIOBAIOCS ApaMaTH4yHEe MiAIPYHTS, MOB -
3aHe 3 1oJero ronoBHOI repoini — Xpucti (JI. ['ypueHko), ncuxonoriune BUpileHHs: 00pasy sKoi MmocTaBalo,
HacaMIlepes, 3aBAsSKH CTBOPCHHIO caMOOyTHHOTO HAPOIHOTO THIAXKY — JIBYMHU 3 OITHOTO CESTHCHKOTO MPO-
LIapKy, IPUPEYCHY PO3BaXKaTH Oarary myOmiKy, OaitmyxKy mo ii jgoui.

BucnoBknu

[lizcymoByrouM BHKJaJCHE BHUIIE, BAPTO HATOJIOCUTH, IO MIAIPYHTSAM JUIS BiOOpaKEHHS iCTOPUYHOTO
MUHYJoro Ykpainu i ykpainuis 1 1. KaBanepinze crana TBopuicts BuaarHoro nucbMennuka T. [llepyenka,
30Kkpema, rHoro nmoemu «laiimamakm», «Con» Ta «Kaskazy» («3nuBa», 1929; «Koniiemmuay, 1931; «IIpome-
Teit», 1937). dinocodist OyTTs yKpaiHIiB MOCTala B IIEHTPI YBaru pekucepa B eKpaHi3allisx HapOJHHX ITi-
CeHb Ta KJIACMYHUX orepHuX TBopiB («Haranka IlontaBka» M. Jlucenka, 1936; «3amopokenp 3a JlyHaem»
C. I'ynaka-AptemoBchKoro, 1937), e, He TOPYIIYIOYHd OCHOBH MY3HUYHHUX TBOPIB, pEXKHCEP PO3KPUB TXHIl TH-

55



AYJIOBI3YAJIBHE MUCTENITBO
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepist: MuctenrsoznaBctso. Bum. 41 ¢ ISSN 2616-4183 (Online)

OMHHUH 3MICT 3ac00aMM MOHTaXXy Ta SICKpaBUM KiHeMaTorpadiqHUM YTiJICHHAM TeaTpalbHUX YMOBHOCTEH.
[MmGoKwmii ICUXOITOTI3M 1 BUIILY TOYHICTB XYIOXKHIX XapaKTEPUCTUK y3arallbHEeHUX 00pa3iB YKPaiHChKUX CEIISTH
(HapOIHMX THMAXIB, 32 CBOEKD CTHIIICTUKOIO OJM3BKUX JIO JOBKEHKIBCHKUX KIHOTEPOIB) OyJI0 MPEICTABICHO
1. KaBanepinze y ¢insmax «I'puropiit CrkoBopona» (1958) ta «Ilogis» (1961).

Bupuenns TBopuoi crajmubu 1. KaBasiepinze B KOHTEKCTI poOOTH pexkKcepa HaJl HalliOHAJILHOK TeMa-
THKOI0 HE MOKE€ OOMEKYBATHCS JIMIIE IIEF0 MyOJIiKaII€r 1 MOTpedye MOAAIIBIIOT JOCTIAHUIIBKOT YBark 3 OIl-
PWIIOMHEHHSAM 3100yTHX pe3yNbTaTiB y (haXxOBHUX HAyKOBHX BHJIAHHSX 3 ICTOPil yKpPaiHCHKOTO Ta CBITOBOTO
KIHOMHCTEIITBA.
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BOCCO3JIAHUE
HALIMOHAJIBHOTO BBITHS
VKPAMHIIEB B KHHOTBOPYECTBE

Crenanenko Exarepuna CepreeBHa
Accucmenmxa,
Kueesckuil nayuonanvHulll ynueepcumem

NBAHA KABAJIEPU3E | xyemypor u uckycem,
Kues, Yxkpauna
Llens cTaTbl — OCBEHICHHE IIPOOIEMBI HALMOHAJIBHOTO OBITHS YKPAMHIEB B PEKHCCEPCKO-TIOCTAHOBOTHOM

nacnenuu U. Kapanepuaze — aBTOpckoM KHHO, co3aHHOM B TeueHue 1930-1960-x romoB. Meromonorust uccienoBaHus
BKJIIOYAET HCIOJBb30BAaHUE TAKMX METOHOB: OOIIEHCTOPUYECKUI, CpPaBHUTEIBHO-UCTOPUYECKUH, aHAIUTUYECKUH,
Ouorpadudeckuii. HaydHnass HOBM3Ha HCCIIEI0BaHMS 3aKJII0YAETCs B TOM, YTO B HEM BIEPBbIE OTOOPAKEHO XPOHOJIOTHIO
JEATeNIHHOCTH PEXHCCepa, CBA3aHHYIO C MOMCKOM OPUTHHAIBHBIX CPEJCTB KHHOBU3YAIU3ALUH UCTOPUIECKOTO IPOIILIOTO
YKpawWHIIEB, B YAaCTHOCTH, C WCIIOJB30BAHHEM HAPOIHBIX MY3BIKATBHBIX NPOM3BEACHHUH, a TAKKe MX CHM(POHHIESCKUX
o6paboTok. BerBogbl. OCHOBOI T 0TOOpasKEHUST HCTOPUIECKOTO MPOILIOTo YKpawHBI U yKpawHIeB i M. KaBanepuaze
CTaJoO TVIABHBIM 00pa3oM TBOpUeCTBO BbImaromierocs mucarens T. [lleBdeHKo, B 9aCTHOCTH, €ro MOAMBI «[ alimamMakmy,
«Com» u «KaBkaz» («JIuBenwb», 1929; «Kommusuaay, 1931; «IIpomereit», 1937). ®unocodust ObITHS YKpawUHICB
OKazanach B IIEHTPE BHUMaHMs pexHccepa B SKPAHU3ALUSIX HAPOTHBIX MECEH M KIACCHYECKUX ONEpPHBIX MPOU3BENCHUI
(«Haranka ITontaBka» H. JIbicenko, 1936; «3anopoxern 3a dynaem» C. I'ynaka-AptemoBckoro, 1937), rae, He Hapymias
OCHOBBI MY3BIKAIBHBIX TPOM3BEACHHUN, PEXHUCCEP PACKPHUT WX DIYyOWHHBIH CMBICI CPEACTBAMH MOHTaXa H SPKUM
KHHEeMaTorpa(uIecKuM BOIUIOMICHHEM TEaTPAbHBIX YCIOBHOCTEH. [IyOOKWMIA TICHXONOTH3M W BBICOKYIO TOYHOCTH
Xy/IO’KECTBEHHBIX XapaKTePUCTUK 0OOOIICHHBIX 00pa30B YKpaWHIIEB (HAPOTHBIX THITAXKEH, IO CBOCH CTHIIMCTUKE ONM3KUX
K JIOB)KCHKOBCKMM KHHOTeposiM) Obwio mpencrasieHo M. KaBanmepumze B ¢unbmax «[puropmit CkoBopoma» (1958)
n «ymsmas» (1961, mo npoussenenuto I1. MupHoro).

Kniouesvie cnosa: ViBan Kasanepuise; ykpauHCKM KuHemarorpad cepeiumHbl XX B.; aBaHrapJuCTCKOE KHHO;
PEXKUCCEPCKUM SKCTIEPUMEHT

RECONSTRUCTION
OF THE NATIONAL REALITY
OF UKRAINIANS THROUGH THE

Kateryna Stepanenko
Assistant,
Kyiv National University of Culture and Arts,

ARTWORK OF IVAN KAVALERIDZE | Kyiv, Ukraine

The purpose of the article is to highlight the problem of the national reality of Ukrainians through the directing and
staging heritage of 1. Kavaleridze: independent films, produced during the 1930s and 1960s. The research methodology
includes the use of the following methods: historical, comparative-historical, analytical, and biographical. Scientific
novelty the study is that it first reproduces the chronology of the director’s work related to the search for original means of
cinema visualization of the historical past of the Ukrainians, in particular, the use of folk music, as well as their symphonic
adaptation. Conclusions. The basis for showing the historical past of Ukraine and the Ukrainians for 1. Kavaleridze was
above all things the literary works of a leading writer T. Shevchenko. In particular, his poems “The Haydamaks”, “A Dream”
and “The Caucasus” (“Hard Rain”, 1929; “Koliyivshchyna”, 1931; “Prometheus”, 1937). The philosophy of Ukrainians’ reality
became the focus of the director in the adaptations of folk songs and classical operas (“Natalka Poltavka” by M. Lysenko,
1936; “Cossack beyond the Danube” by S. Hulak-Artemovsky, 1937), where, without breaking the foundations of pieces of
music, the director revealed their deep meaning by the means of editing and the vivid cinematic embodiment of theatrical
conventions. I. Kavaleridze in the films “Hryhorii Skovoroda” (1958) and “Poviia” (The Loose Woman) (1961, based upon
the novel by P. Myrny) introduced the rooted psychologism and the high accuracy of the artistic characteristics of the
generalized images of Ukrainian peasants (folk types that are stylistically close to the Dovzhenko’s movie heroes).

Keywords: Tvan Kavaleridze; mid-twentieth-century Ukrainian cinema; alternative cinema, directorial experiment
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MeTot0 CTaTTi € BU3HAYCHHsI MUCTEIIbKUX 03HAK B3aEMOJIIT €CTpa/y Ta 1I0y-0i3Hecy sIK 3ac00iB MacoBOi KOMYHIKaITii.
MeTomooTiI0 TOCTIPKeHHSI CTaHOBIATh CHCTEMHHN IAXiN, SKWUH JaB 3MOTy 3°sCYBaTH B3a€EMOIII0 €CTpagd il MIoy-
Oi3HeCy Ta iXHi 3B’SI3KM B CHCTEMi KYJIBTYPHOTO CEPEIOBHIIA, & TAKOXX METOA KOMIAPATHBHOTO aHANI3y, BUKOPHUCTaHUH
IUISL PO3KPHUTTS TyXOBHOI €IHOCTI Ta HAliOHATBHOI CBOEPITHOCTI apT-IIPOCTOPY €CTpajay il MIOy-0i3HeCy B KyJIBTYpHO-
ICTOpHYHOMY PO3BUTKY CycCHiIbcTBA. HaykoBa HOBH3HA JIOCIIIDKCHHS TOJSTAa€ Y BUCBITICHHI OCOOJIHMBOCTCH IIPOLICCIB
B3a€EMOJIIT Y BHIOBHUIIHINA KyJIBTYpi, B3a€MOOOYMOBIICHOCTI ecTpajay i I0oy-0i3Hecy Ta iXHbOI moidyHKIIOHATBHOT
IHIyCTpii, Opi€HTOBaHOI Ha 30BHINIHIO 1 BHYTPIIIHIO KOMYyHikaruBHi cgepu. BuchoBku. Ecrpagne wmwucrentso
B ICTOPHYHOMY PO3BHTKY MPOMIIIIO KiJbKa €TalliB: Ha IOYaTKy, 3 JaHamadTy, BOHO IMEpedInuro 10 3akiagiB, e
HEBIJI'€MHAM CKJIQIHUKOM Oyila TaCTPOHOMIs, sIKa 3MiHIOBaJla CMaK{d B KOHTEKCTI pO3Baru; 3rofioM yTBOpHJIACS BTOPHHHA
JeTITAMI3alis — yXKe BIiJOKpPEMJICHA BiJI TaCTPOHOMIYHOTO CKIAJHWKA, SKa KyJIBTHBYBala IIEBHHUH >KaHp, 1O OyB
O3HAYCHUH SK «JIETKUiD»; HApEeIITi, €CTpasia 3HOBY Moyajia TSHKITH 10 JIaHAmagTy, aje e BKe CTaB IHIINH, ypOaHi30BaHHI
naaamadt, He cumdoniyHmil. [loBeneHo, Mo ecTpaga W IMIoy-0i3HEC € TOTYXKHOK I1HAYCTPI€ro, MOMi(yHKIIOHATHHOO
1 OpIEHTOBAHOIO Ha 30BHIIIHIO 1 BHYTPIIIHIO KOMYyHIKaTuBHY cdepy. Lli cdepu, Kopenroroun i JOMOBHIOIOYN OHA OJIHY,
€ B3aemooOymoBinennmu. CyuacHa ecTpaja — HaJ3BMYAHHO TOCTPUI MEPEeTHH IHTEHLIH, SKWi CTae MOJIKYJIBTYpPHHUM,
METaKyJIbTyPHAM, METaxXyAOXKHIM, CHHTETHYHHM MHCTEUTBOM. EcTpama, HaOyBarounm KOMYHIKaTHBHOI YHIBEpCATBHOCTI
Ta IIMPIIOTO 3By4YaHHS Ha YHIBEpCANBHINA CIIEHI MEHialmpoCTopy, BOAHOYAC BTpada€ KaMEPHICTh, MEPCOHANBHICTH,
CBATKOBICTh CIUIKYBAaHHS «TyT» 1 «3apa3». CIleHa i3 CyTO OHTOJOIIYHOTO (DEHOMEHY IOMOCTY IEpPETBOPIOETHCS Ha
KOMYHIKaTHBHUH ()eHOMEH, cTa€ OLIbII BipTyaJbHOIO, 3HAKOBOIO, OPIEHTOBAHOIO Ha (IeMI-IMI/DK Ta iM 5.

Kouosi crosa: ectpaja; IOMICT; CIIeHa; I0y-0i3Hec; apTedaxT; Tearp

Beryn

BaxmBuM CKITaIHUKOM JKUTTEISUTEHOCTI Cy4acHOTO CYCIIIJIBCTBA € €CTpajia Ta MIoy-0i3Hec, SKi CyTTEBO
BIUIMBAIOTH HA PO3BUTOK KyAbTypH B Lstomy (Ilomnascekuit, 2001, c. 6). [lonsTTs «moy-0i3Hecy 3’aBuiiocs B ce-
peauni 1980-x pokiB, 3aMiHUBILY iCHYIOUE paHillle — «PaASHCbKA eCTPaaay. PO3BUBAIOYHCH SIK MUCTEIITBO CBATKO-
BOTO JIO3BULISA, €CTPaJIa 3aBiK/IU TSOKIIA 10 HE3BUYANHHOCTI 1 pi3HOMaHITHOCTI. BoHa MOUIAETHCS HA TPH TPYIIHU:

— KOHIIepTHa ecTpajia (paHillle BOHA HAa3WBaJacs «IMBEPTHCMEHTHAY), SIKa MOETHYE BCI BUAN €CTPaHUX
KOHIIEPTIB;

— TearpayibHa ecTpaaa (KaMepHi CIICKTaKIIi, TeaTp MiHiaTIop, TeaTpu-Kadape, Kade-Tearpu, MacITaObHi KOH-
LEPTHI PEBIO, MBbIO3UK-XO0JI 3 0araTOuMCIEHHNM BUKOHABCHKUM CKJIAJIOM 1 IIEPIIOKIACHOIO TEXHIKOI0);

—  CBSITKOBa ecTpaja (HapoIHi I'YyJISHHS, CBATA HA CTA/1i0HAX, HACHYCHI CIOPTUBHUMHU 1 KOHLIEPTHUMHU HOME-
pamu, a Takoxx Oanu, KapHaBanu, Mackapaay, Gecrusaini» (ITepesepses & Kocuos, 2007, c.154-155).

BupoBuine, Sk cBATO, MPOXOIUTH YePe3 BCIO iCTOPIIO €CTPAHOTO MUCTEITBA, TOK MOKHA BECTH MOBY PO
MEPCOHANBHICTD, JIyIIEBHICTh IHTOHALT, TPy, TAHOK, 3B 530K 31 CTEIOM, IUIOIICI0, ipMapkamu i Oanaranom. Yce
1€ CBIMYHTH PO Te, 0 CTUXIsI TUIOII, CBIT IMyOJIITHOCTI, SIK IHCTUTYaJIi30BaHE CBATO, YXOMUTH 0 MUCTEIITBA €C-
Tpajy Ha TIpaBax, 10 HIUHI BU3HAYAIOTHCS SK CYIMYTHIN eIeMEHT BETMKOTO CBATA OaYHTH CBIT 5K TPY.

HayxoBa HOBHM3HA JIOCHIJDKEHHS IOJISITA€ B PO3KPUTTI OCOONMBOCTEH IPOIIECiB B3a€MOJIi Y BUIOBHIIHIN
KyJBTYpi, B32€MOOOYMOBIICHOCTI €CTpa gy i I0y-0i3Hecy Ta iXHBOT MOJi(yHKLIOHATIBHOT 1IHIYCTpil, OpiEHTOBAHOT
Ha 30BHIILIHIO Ta BHYTPILIHIO KOMYHIKaTUBHI cepu.

[IpoGiiema ecTpagHOro CHHTE3y MHUCTEITB Ta IIOy-0i3HECY SIK COLIOKYJIBTYPHOIO SIBHIIA JIOCIIKYyBaJia-
cst M. ITommascekum (2001) y poboti «Illoy-0i3Hec: Teopis, iCTOpis, MPAKTHKa», ¢ aBTOP PO3KPHUBAE MPUPO-
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Iy, CyTHICTB 1 crienn(iky MEHEHKMEHTY i€l cepr MisTIbHOCTI, a TaKOXK MPAKTUYHOI OpraHi3aliii yrpaBiIiHHS
I0y-013HECOBHUX CTPYKTYp, CTPATETIYHOTO Ta IHHOBAI[IHOTO MEHE/DKMEHTY Ii€i Tamy3i mucrenrsa. B. 3aiines
(2006) y npaui «Pexucypa ecTpaay Ta MacoOBHX BHIOBHUIL, PO3KPHBAIOUM CIELH(IKY PEKUCEPCHKOI poOOTH
B ITOCTAHOBII €CTPaJHUX KOHLEPTIB 1 TeaTpai30BaHUX BUJIOBHIL], BUCBITIUB MPOIIEC MiITOTOBKH pEeXHCcepa ec-
Tpaau ta MacoBux BupoBuil. C. Kiitin (2008), nociimkyroun ictopito mucrenrsa ectpaan XIX—XX cr., 3a3Ha-
gae, 110, 3aPOIUBIINCE y AJEKi YacH, ecTpaia Majia JOBOJI MPOCTHIA XapaKTep, OMHAK IMOCTYIOBO CTaja OiIbIil
3MIiCTOBHOIO 1 PiI3HOMaHITHOIO, 30JIMKYIOUNCH 13 BATOHYCHUM MHCTEIITBOM.

Binomwuii pexxuncep, TBopenb i KepiBHUK MOCKOBCHKOTO MIO3HK-XOITy Ta XYJAOKHIM KepiBHUK MOCKOBCHKO-
ro tearpy ecrpanu A. Konnixos (1980), po3mnoBigarodn mpo TBOPUY MPAKTHKY MaWCTPIiB paJsSHCHKOI Ta 3apy-
ODKHOI ecTpaau, aHamizye MpoOieMy 1HAWBIIYaIBHOCTI €CTPaJHOTO BUKOHABL Ta PO3IISIAE POJIb PEKUCEpa-
MOCTaHOBHHKA I pexucepa-opranizaropa. OJjHaK, He3Ba)Kalo4H Ha 3HAYHUI JOPOOOK y 1il TeMi, MaJoI0CITiaKe-
HUMH ¥ JIOCI 3aJTMIIAF0THCS] CACTEMHI B3aEMOJIIT €CTpaiu Ta moy-0i3Hecy.

Meta i MeTOAH TOCJTiIKEeHHS

MeTorw pO3BiIKH € BU3HAYCHHS MHUCTEIBKUX O3HAK B3a€MOii ecTpaju Ta MIOy-Oi3Hecy SK 3aco0iB
MacoBOT KOMYHiKallii.

MeTOo0I0TiF0 TOCHIJKESHHSI CTAHOBJISATh CUCTEMHUHN MIiAXIiJ, SKUW JaB 3MOTY 3’SCyBaTH B3a€MOJIIIO
ecTpamu ¥ 1moy-Oi3Hecy Ta iXHI 3B’S3KM B CHCTEMi KYJIBTYPHOTO CEpEIOBHUINA, a TaKOX METOJ
KOMITAPAaTUBHOTO aHai3y, [0 BHKOPHCTAHMM IS PO3KPUTTSA JIyXOBHOI €JIHOCTI Ta HaIlOHAJIBHOI
CBOEPITHOCTI apT-MIPOCTOPY ECTPaAH 1 MI0y-0i3HECY B KYJIBTYPHO-ICTOPHYHOMY PO3BUTKY CYCITUTHCTBA.

Buxsnax marepianxy pocJrizkeHHs

EcTpanHe MucTenTBO Bijl 1OYaTKy OyJIO OpIEHTOBAaHE HAa BHJIOBHUIIE W IPYHTYBAJIOCS Ha CHHTE31 MHC-
TenTB. Moro HU30BHil piBeHs OYB 10B’A3aHuil i3 Mabamu it IMMHKAMH, cepemHili — i3 Kade-IIaHTaHAMH,
BUCOKHHU — 13 CUM(MOHITHUMHE OpKeCTpaMu. ToX racTpOHOMIYHA PealbHICTh Movaja KOHKYpPYBaTH i3 cuMdo-
HIYHOIO MY3MKOIO Ha JaHAmadTi, a «pecTopaHHa» My3UKa, KOTpa CyIIpOBOKYBaja Tpale3y, — KOHKypyBaTH
3 MY3UKOIO OPKECTPOBO-CUM(OHIIHOIO.

Ectpana nmepeitina 3 nanamadTy a0 nabis, kade, pecTopaHiB Ta iHIIMX MOAIOHUX 3aKjaliB, e He-
BiJl’€EMHHM CKJIaJTHUKOM Oyjia TaCTPOHOMIs, 10 TIEBHOIO MipOIO 3MiHIOBaJla CMaKu B KOHTEKCT1 po3Baru. 3ro-
JIOM YTBOPHJIACS BTOPUHHA JIETITUMI3allis ecTpaau. BoHa Oyia Bxe BIIOKPEMJICHOIO BiJl TaCTPOHOMIYHOIO
CKIIQJHUKA 1 KyJIbTUBYBaJja MEBHUH JKaHp, IKUH OyB 4ITKO O3HAUYEHUH K IETKHID». 3 9acoM ecTpajaa 3HOBY
roJaJia TSOKITH 110 JTanamadTy, ane me ke OyB iHINHA, ypOaHizoBaHwi Manamadt, SKUH He MIir HAaOJIU3UTH-
csl 10 CUM(OHIYHUX OPKECTpPiB. 3arajoM po3BUTOK ecTpagu (HOpMyBaBCs TAKUM YHHOM, 10 BUHHMKIIN TaK
3BaHI «IiJICaJKeH] Kaukuy» (TIIsA1a4i 10y [TOYMHAY TPATH POJIb JIFOJIUHU Ha JTaHAMA(TI, TFOIUHN B IPUPOII
1032 KyJIbTYPHUMH 00CTaBUHAMH).

Totasmizalis eCTpaJlHOr0 MUCTEILTBA, (paKTUYHO Tovasiacs i3 Dpaniii, 3 kade-1anranis, T00To, Kade,
JIc CIiBalOTh, a/PKe BOHU Oyiiu OiNbllle OPIEHTOBAHI Ha BUJOBHIIE, HIXK TaCTPOHOMIYHUH ckiagHuk. OTxe,
BimOymacs Tpancopmarltis, KO eCTpaaH] IHCTUTYIIT CTalIM MIEPEXOIMTH BiA TaHAMAPTY A0 «raCTPOHOMIY-
HUX» OyIWHKIB, a BUKOHABIII MOTPAIMIN B JIOBOJI TOCTPY KOH(PPOHTAIIO 13 BIAJ0I0, KOTpa 3IiHCHIOBAIA
CYpPOBHH KOHTPOJIb 30€peKEHHSI MOHOIIONIT KOPOITIBCHKUX APaMaTHYHMUX TE€AaTPiB HA CLIEHIYHE MUCTELTBO.
Bununkae neBHuil ctunb OyTTs — ecTpangHicTs. «EctpaanicTs (K 1 KiHemarorpadiuHicTh, TeaTpasbHICTh,
TEJEBI3IHHICT) — 1€ CBOEPiTHA €CTETHYHICTh, 3AaTHICTh OKUTH 1 BUABHTHUCS Yy CHEHU(PIUHUX XYTOKHIX
¢dopmax. EcTpana € Tum cBiTOM, e, DIrypajibHO BHCIIOBIIOIOYKCH, ICHY€E CBI COHSYHUUN CIIEKTP, CBOS at-
Mocdepa, a oTKe, 0COOJIMBHI THCK, 0COOJIMBa Temieparypa. EcTpaaHicTs — 1ie, 3BUYAHO, MEBHA Mipa
YMOBHOCTI, 0 TiHIMAE JTIOAWHY HaJ MTOOYTOM 1 BOIHOYAC 1€ 3BEPHEHHS 110 KUTTS, 10 PEabHUX JIFONCH.
EctpamHicTh — Ie HE CTHXIHHUH CTaH, a CBOEPIIHI ,,3MOBHHH~ MIXK CIIEHOIO 1 3amoM» (3aiimes, 2006, c.134).

Tum, XxTOo BUCTymaB y Kade-lIaHTaHax abo CTaBUB BHUCTaBU B Kade, Oynu 3a00poHEHi Oyab-sKi
TeaTpajbHI penpu3u i TearpaibHuil pexBi3uT. Lli TaOy icHyBanu 10CUTh A0Bro. JKiHkaM-akTpucam Hajexa-
70 OyTH y BEUipHIX CYKHsIX, a 4OJIOBikaM — y ¢pakax. Ta ronoBHe — apTUCTaM 3a00pOHSIOCS MOCh 300pa-
XKYBaTH, BECTH A1aJIOT i3 MapTHEPaMU; He 3a00POHSUIIOCS JIMIIE OJIHE — CITiBaTH.

Kade-manTanu ctanm mepiioro JTOKAIli€l0 BUSBICHHS BITLHOIIOOMBOTO HAPOIHOTO AyXy. MOHMapHac
OyB Ha Toit yac oxonmtero [laprka, Ae BUpyBaia CTHXiS CUTbCHKOI TIIOMI, CITECHKUX sApMapKiB. Came Tam
Kade-maHTaHN CTaBaly Bi[UIYHHSAM Tiei atMmocdepu, 1mo ¢popMyBaiacs Ha TUIOIIAX SPMapKiB 1 Maja IIH-
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pokoMacmTabHUH cTuXiifHUH Xapakrep. 11106 fioro BiATBOPHUTH, 3MIHCHIOBAIHCS TAHTOMIMH, aKpOOaTHIHI
HOMEpH, IHTepMe/lii, ajie BOHH 3aJIHIIajacs i KOHTPOJIEM HarlIsI1aqiB BiJl KEPIBHUX OPTaHIB Tearpy.

Hezabapom yce 3MiHmnocs. 3 ABISIOTHCS pecTOpaHU-Bap’€Te, 10 Oyno HalOiIbIl XapaKTepHUM IS
Benukoi bputanii, 7e BUHUKaIN BEIUKI MPOMUCIOBI HEHTPH, a K HACTIAOK — ypOaHi30BaHE cepellOBHILE,
y SIKOMY, 3HOB-TaKH, 30epiranacsi MacoBiCTh SIPMapKOBOT'O JIHCTBa 1 CTBOPIOBAJIOCS CBSITO, IHCTHUTYalli30-
BaHE B MEXax yXe HAKPUTHX MOMOCTIB. ¥ TaKuil crmoci® TyT 3’ SBISETHCS MIO3UK-XOJ i KePIBHUIITBOM
Y. Moprona, KUl CTaHOBUB c00010 BenmKy 3aimy Ha 700 oci6. OTxe, ypbaHizamis i MacoBIiCTh eCTpamn
3nilicHrNa TpaHcdopmalito ecTpaan, sSka BTpaTHiIa CBOIO KaMEpHICTh, JIAHAMIAPTHICTh Ta HaOyma Oinb-
1101 BUIOBUIIHOCTI, YepPTyBaHHs HOMEPIB 13 MiABUILEHOIO KOMYHIKaTUBHICTIO. ¥ 1908 p. BUHHMKaIOTh Taki
TeaTpu-kabdape, sk «Kpuse azepkano», «Jlerroua mumay, «Cobaxa, sika MaHApye». Y LbOMY 3B’S3Ky BapTo
3ragaty i gocein B Ykpaini 20-x pp. XX cr. xapkiBecbkoro «/J1A» («lim Aktopay), ne 30upanucs 1oeTH,
XyIOKHUKH U aKTOPH TeaTpiB.

Tpanuniiini BUIOBUIIA Pi3KO 3MiHIOIOThCS: «BigpomkeHHsT BUIOBUIIHUX (OPM y APYTIHA MOJOBHHI
XX cTOMTTS, 5K 1 iX 3BOPOTHE “TIOTAMIEeHHS B MICIIX, — 1€ TEHISHIIIS MepIIoi MOJTOBHHHU XX CTOIITTS, IO
BHSIBIIIA TIPOOJIEMY, BXKIIMBY B COIIaJIbHO-EKOJIOTIYHOMY CeHCi. B yMoBax Oe3nperneneHTHOro 301IbIIeHHS
YUCEIHHOCT] HACEJIICHHS MICT 1 aHOHIMHOCTI1 iCHYBaHHS, Bi{ipBaHOCTI BiJl TPAIMIIH BEIUKOI KIIBKOCTI JIFO-
Jeil, IHMBiAyanbHa €Hepris OTpuMaia CTUMYII AJisl BIILHOTO PO3BUTKY. Y TOH K€ yac BiApUB iHAMBIyalb-
HUX LIHHOCTEHW BiJ] KOJIGKTUBHUX SIK HACHIJIOK 3MiHH KYJIBTYp CTaB ApaMaTUYHUM, IPOBOKYIOUHU TIOSIBY KOM-
MEHCATOPHUX MeXaHi3MiB. UMM aKTHBHIIIE B MICTi MPOSIBIICHHS 1HUBIyaIbHOTO BUTOKY, THM OYEBHIHIIIE
BUSIBIISIE ceOe MOTpeda B KOMIICHCAIlil BTpa4eHUX KOJICKTUBHUX ITIHHOCTEeH. OCKITBKY BIACTHUBI TpaTUIIIHHIN
KYJIBTYpi BUAOBHINHI (OopMr OyTTS B MICTi 3racaroTh, TO B HOBOMY CEPEIOBHUII TPaTUIiiHI BHUIOBHINA
HaOyBarOTh caMOCTIHHOCTI. MOXHa CTBEpAXKYBAaTH, 110 caMe B MICTi 3pOCTae 3HAYCHHsI IXHbOT €CTETUYHOI
¢$yHKUii, 1 e B mepuly 4epry peBONIOLIOHI3yE CUCTEMY MHUCTELTB, MOPOPKYIOUM HOBI BHIM MHUCTELTBAY
(Xpenos, 2006, c. 16).

Yce e npo e, mo ectpaaa iIHTeHCU(IKY€eThCs, YHIBEPCai3y€eThCs 1 CTae HaJ[3BUYANHO crieudikoBa-
HOIO, ¥ Hii 4iTKO BH3HAYAIOTHCS POJi Ta MPONUCYIOThes xaHpu. OTxe, ecTpaja crae 00pa3oM BHIOBHINA,
SIK€ BiJI «JIETKHX >KaHPiB» MOIU(DIKyeThCS 1 TpaHCPOPMYETHCS O JKaHPIB HaMiBCUM(OHIYHHUX, HAITIBTEa-
TpaJIbHUX, HaliBIpaMaTHYHUX, HaMiBPO3MOBHO-EKCIIPECUBHUX, KIIyOHUX Ta iH. | B 1e, Tak 4u Tak, modu-
HAETHCS 1 3aBEPUIYETHCS CITIBOM, K Oyio B Kade-manTanax. CriB cTae JOMIHAHTHUM 00Pa3oM €CTpagHOro
[IPOCTOPY; €CTpaja NOYMHAE CUHTE3yBaTH ceOe 13 TeaTpoM; POpPMYIOTHCS IHCTUTYIIi1, KOTPi OB’ SI3YIOTHCS 13
PO3KBITOM TaHIIO. YChOMY LIbOMY TaKOX CHPHUSUIIH YCYHYTi 3a00pOHM OCTAHOBKY 1HCIICHYBaHHS B €CTpaj-
HOMY TPOCTOPI.

Taka mBHAKA CENEKIlis eCTPaar CBIMIUTH MPO T€, IO KAHPOBI O3HAKH €CTpamal YHI(DIKYIOThCS 1 Tie-
PETBOPIOIOTHCS Ha CBOEPITHUN KOHIIEPTHHUH 3aci0 BHKOHAHHSI. A 3 PO3BHUTKOM TelleOadeHHs IMe OinbIne
BTpavyaeThCsl Oe3n0cepeiHiid KOHTAKT 13 IisiadyeM. biibie Toro, y TakoMy OJHOCTOPOHHBOMY CHJIKYBaHH1
apTUCT-IVISAa4 BTPAYa€ThCs TOJIOBHE — Oe310cepeiHild AyXOBHUM KOHTAKT. CIUIKyBaHHS Ha TeJleBi3iiHOMY
KaHaJl yCKJIaJHIOETHCS TAKUMH aCIIEKTaMU:

—  Bi/I€0-3ammc 3 BUKOPUCTAHH MOHTaXY, 10 3a3BUYail pyiiHy€ HaBiTh YMOBHE CIIIJIKyBaHHS BUKOHAB-
B 3 TeJeNIsIAauamMu;

— cnenudivyHi yMOBH CIpUHMaHHS — yAOMa, i€ 3aBXKIN € MOXJINBICTh IEpPEepBATH MEPETII epeaadi
a00 30BCiM BUMKHYTH TeJI€Bi30D;

— BIJCYTHICTh BEJIMKOI ayauTOpii IsaadiB, HEOOXiAHOI /Il TOBHOLIHHOTO CIIPHIMAaHHS €CTPaJIHUX
TBOPIB i CTBOpEHHS aTMOC(hEpHU KOJIEKTUBHOTO JI0O3BLILIS, 0 BUKIIUKAE CIIUTBLHI EMOIIilHI peakilii, Ta iH.

TeneOaueHHs1, 3Bakalodyd Ha MOXKIHMBICTh caM€ TaKOTO MOOYTOBOTO CHPHUHMAaHHS CBOIX TBOPYHX 3y-
CHJIb, pOOUTH yCe MOXIIMBE, OO MO0JIaTH ETOLUEHTPU3M TIisijada, IPUBEPHYTH yBary 10 cebe, 3alyduTH
Tenersaada o rpu. s mporo moTpioHO Tak Maio: mio0 Teserisiad BiauyB, 10 BiH HE OJJMH — HABKOJIO
HBOTO IIIJTEHA PyXJIMBA Maca JIOEH, sKa KECTHKYIIOE, CKaHAYy€E, PIBHOMIPHO 3Tracalovr, BUOyXae.

TenebauenHss poOUTH BUIIIA, IO apECy€ CBOIO MY3HKY, ITICHIO He oMY, TellersiaadeBi, a KOMyCh 1H-
oMy (HampuKiaa, TUM JIOISIM, SIKI OTOUYIOTh aKTopa IMepe TeJIeKaMeporo, ClyXaloTh HOro, CHiNIKYIOThCS
3 HUM 1 BXK€ caMi CTaroTh YaCTHHOIO €CTPAAHOTO BUAOBHUIIA). EMoUiiHN#I cTaH myOniku Ha eKpaHi (Yacom
LIMPO, @ YaCOM HArpaHo) MepelacThes TeNerIsilaueBi, a BiH BiguyBae cebe TaM, CIpUiiMarodl pUTM KOHIIEep-
Ty sIK IPUPOIHUI Jutst cebe (3aiiues, 2006, c. 135).

YV cydacHHUX peaisx, MOpaJlbHa YACTOTa ecTpanu daciB A. Paiikina ta K. [llyasXeHKO BUMHUBAETHCSI.
ChOTOIIHI CTIOCTEPITAETHCS MMiAMIHA IMIKY CITiBaka IMiPKeM CEKCyalbHOI CITOKYCH, BiIOyBa€eThCS T'pa Ha
MEXI1 IPUCTOMHOTO # HenpucToiHOro. Hackinbky 1ie Brajgo, HACKUIBKH L€ € HACTAaHOBOIO 100H, BasKKO CKa-
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3aTH, ajie ecTpaaa MiMIKpY€E, BIIXOAUTD BiJl MUCTEIILKAX BUMIpPiB KyIbTypH. Tpem-po3Baru HU30BO1 KyIJIbTY-
pH Bce YacTinie Hece cuM0i03 IIaMypy 1 TPEI-KyJIbTypH, SIKH JOMIHY€ B TIOMYJIIPHUX IOy Pi3HOTO PiBHA.
EcTpana sik koMmyHiKaTuBHUH (peHOMEH BUXOAMTDH Ha TOW piBEeHb, KOTPUI HEBIIOE i1 KAMEPHICTH 1 XapakTep-
Hi ocobnuBocTi. Ll komyHikaitist 0e3 Mex, 6e3 pammu, 03 MPOCIEHIyMY IIEPETBOPIOETHCS Ha II0Y-013HEC K
CYTO PMHKOBY HacTaHOBY. BiqTak BUHUKAIOTh TakKi MUTaHHS. Yu CJIiJl BIIMOBUTHUCS BiJl KaTeropii «ecTpamaa»
SK YHIBepCaJbHOT HOMIHAIii Ta 3aMiTHTH ii Ha 1I0y-0i3Hec? A0, Y iICHy€ NeBHA KaMepHAa PEaIbHICTh,
TIEBHE MHCTEITBO, a IMI0y-0i3HEeC YU J01a€e M0 Hel OLTBIINX TEXHOJOTIYHMX MOXKIHUBOCTEH, 30KpeMa €KO-
HOMIYHOCTI, 5IKa BIIUCYIOTHCSI B KOHTEKCT €CTPaJHOTO BUKOHABCTBA 1 JOBOAUTH HOro 10 iMIEPCOHAIBHO-
r'0 3HAYEHHs, OiJBIIE TOTO, «PO3KPYUY€E» aKTOPIB eCcTpaau, pOOUTH iX KIFOUOBUMH, 3HAKOBUMHU (irypaMu
moy-0i3Hecy?

Tux, XTO pO3KpyUye iMeHa, XTO 3/A1HCHIOE TIPOCKTH i€l PO3KPYTKH B3aralii, sk o0pa3u mpe3eHTaii ec-
TpaJHUX HOMEPIB Y MPOCTOPI BHIOBHINA, 30KpeMa €KPaHHOTO, CTalll HAa3WBATH TPOJrOcepamMu, TOOTO Ke-
piBHHKaMH# TPOEKTiB. Lli MPOEKTH KOPOTKOTpHUBAIIi, aje MPOTIOCEp 1 € TUM, XTO Kepy€e KOPOTKOTPUBAIHMHU
npoekramu. lle mocTaTHRO CKIIaJHAa HOMIHAIlSA, 1 BOHA ITOB’S3aHa 3 THM, IO BHIOBUIIE CIEIU(PIKYETHCS
3a pizHUMH rpynamu ¢yHKIii. Tak, BHU3Ha4alOTh HOMiHAIlll BUKOHABCHKOTO IMPOJIOCEPA, M0 € OBIPEHOIO
0c00010 KOMITaHii, 311HCHIOE (PIHAHCOBUH, OpraHizaliiiHuii 1 XyqOKHIl KOHTPOJIb BUCTaBH; (DyHKI1OHAIEHUH
Mpoiocep — BiANOBiJa€ 3a KOHKPETHI, TBOPUI 1 OpraHizauiliHi KOMIOHEHTH, TOOTO BUKOHY€E MeBHI (QyHKIIIT;
acouiiioBaHuil mpoxatocep — Oepe ydacTh Y BUPOOHHYMX IJIaHAX TOJIOBHOTO MPOAIOcepa; JiHIMHUN TpoIto-
cep — BIAMOBIJA€ 3a TEXHOJOTTYHUN TIPOIEC, HAMCKIIAHIIMK eTan npoekTy. OKpiM TOTO, € TaKe MOHSTTS,
K «HE3ICKHUH IPOIIOCEP» — HAa MO3HAYEHHS JIIOAWHY, KOTpa 0e3 ydacTi KOMIAaHIi CTBOPIOE IIPOEKTH SIK
peXucep-NOCTaHOBHUK Ta Oepe ydacTh y ManooromkeTHux Buctasax (Ilepeepses & Koctmos, 2007, ¢. 56-57).
Po3rsmaroun npomtocepchki HOMiHAILT, BIIMITUMO, IO B II0Y-0i3HECI BU3HAYAEThCS KilbKa pealiit (cdep),
SIK1 XapaKTepu3yroTh (hiHaHCOBUIA, OpraHi3aliiHO-IPaBOBHUM, TBOPUO-YNPABIiHCHKUI OJIOK 1 miap-OJIoK.

Benuke ecreTHuHe HANpy)KEHHS! BUHUKA€E TaKOK HABKOJIO TOJIS 3MaraHb, BUXOAY Ha (eCTUBAI, MiXK-
HapojaHy apeHy. Pi3HOMOBHa ayauTopisi cipuiiMae ecTpajiHi €K3epCUCH Ta CIIB Pi3HUMH MOBaMH. Yce 1e
CBIJJYUTH PO T€, IO Moi(OHIs y T1 KpaloMy BU3HAYCHHI € CaMO3/IICHEHHSIM J1aJIOTy KYJIBTYp SIK TICBHE
BOJICBHSIBJICHHSI XHCTY B €CTpali, IO 3aBXAN € 3aTpeOyBaHUM, a MIOy-Oi3HeC poOHUTH ii JAeTali3oBaHOIO
1, Ol/IpIIIE TOTO, EKOHOMIYHO HE3aJIEKHOI0 BiJ L1101 HU3KU OOCTaBHH.

BucnoBknu

OTxe, ecTpaja i moy-0i3HEC CTAHOBIATH MOTYXKHY MOJi(YHKIIIOHAIBHY 1HIyCTPil0, OPIEHTOBaHY Ha
30BHIIIHIO Ta BHYTPIIIHIO KOMYHIKaTHBHI c(hepH, sIKi, KOPEITIOIOYH 1 B3a€MOJIOTIOBHIOIOUN OJTHA OJHY, € B3a-
emoobOymoBiernmMu. CydacHa ecTpaga — BEIbMH TOCTPHH MEPETHH IHTCHITIN, KU CTae MONIKYIBTYPHHM,
METaKyJIbTYPHUM, METaXyl0XKHIM, CHHTETUYHUM MUCTCLTBOM. 3aBASKHM LIMPOKiN yHiBepcasizauii BUXOLy
Ha MeZIiliHI MOXJIMBOCTI ecTpaja HaOyBa€ KOMYHIKaTHBHOI yHIBEpCAJIbHOCTI Ta MEPCHEKTUBU LIUPLIOTO
3ByYaHHs Ha YHiBepCaJlbHil CIIeH] MeJia-poCcTOpy, HATOMICTh BOHA BTpayae KaMepHICTh, IEPCOHAIBHICTB,
CBSITKOBICTh CITIJIKYBaHHSI «TyT» 1 «3apa3». CueHa i3 CyTO OHTOJIOTiYHOrO (pEHOMEHY MOMOCTY MEepeTBO-
PIOETHCSI HA KOMYHIKaTHBHUM ()EHOMEH, BiJl HOTO CTa€ OUIBII BipTyaJIbHOIO, 3HAKOBOIO, OPIEHTOBAHOIO HA
(em-iMimx Ta iM’51.
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APT-ITPOCTPAHCTBO 9CTPAJIbI | Ba6uenko Suuna FOpbesHa
N IOY-BU3HECA KAK ®AKTOP | Acnupanmra,
KOMMYHUKAIUNMU | Kuescruii nayuonansvnwiii ynueepcumem
KVZbMYPbl U UCKYCCME,
Kues, Yxkpauna

Ilenpro CTaThu SBISACTCS OIpENENICHHE XYAOKCCTBEHHBIX TPH3HAKOB B3aMMOACHCTBHS 3CTpajabl U IIOy-OM3HEca
KaK CpEACTB MAacCOBOM KOMMYHUKAalMUM. METONOJOIMI0 HUCCIEJOBAaHMs COCTABISAIOT CHCTEMHBIM IOAXOH, KOTOPBII
TI03BOJIAJT BBISICHUTH B3aMMOZEHCTBHE 3CTPaIbl M IIOy-OM3HECA M MX CBSI3M B CUCTEME KYJIBTYpPHON CPEIbl, a TaKKe METOJ
CPaBHHUTEIBHOTO AHAIN3A, WCIOJIb30BAHHBIM [UISI PACKPBITHS JyXOBHOTO EJWHCTBA M HAIMOHAIBLHOTO CBOEOOpa3ns
apT-TIPOCTPAHCTBA 3CTPajbl M IIOy-OM3HEcAa B KYJIBTYPHO-MCTOPHYECKOM pa3BUTUH obOmiecTBa. Hayunass HoOBH3HA
HCCIIENIOBAHMS 3aKJIIOYaeTCsi B OCBEIICHHHM OCOOCHHOCTEH TIPOIIECCOB B3aUMOACHCTBUS B 3PENHUIHON  KYIBTypE,
B3aMMOOOYCIIOBIICHHOCTH JCTpajbl W IIOy-OM3Heca W UX TOIM(YHKIHMOHAIBHON WHIYCTPUHM, OPHEHTUPOBAHHOW Ha
BHEIIHIOIO M BHYTPEHHIOIO KOMMYHHKATHBHbIE c(epbl. BbIBOIbI. DCTpajHOE HCKYCCTBO B HCTOPHYECKOM DPa3BUTHU
MIPOIIIO HECKOJBKO 3TAaloB: BHadale, ¢ JaHAmadTa, OHO MEPEHIuIo K 3aBEACHHAM, IJI€ HEOTHEMIIEMOH COCTaBIAIOIIEH
OblTa TaCTPOHOMMSI, KOTOpasi MEHsUIAa BKYChI B KOHTEKCTE Pa3BIICUCHUS; 3aTeM 00pa30Bajach BTOPUYHAS JIETUTUMHU3ALMS —
yXKe OTHeleHa OT TacTPOHOMHYECKOM COCTABISIONICH M KYJIHTHBHPOBABINAs OIPEACICHHBIH JKaHp, KOTOPBIA ObLI
0003HAYEH KaK (JIETKWi»; W HAKOHEI, ACTpaja CHOBa Hayaja TATOTETh K IEPBHYHOMY JIAHAMA(PTY, HO ITO YKE ObUI
JIPYToii, ypOaHW3UpOBaHHBIN JMaHamadr, He cuMpoHnYeckri. Jloka3zaHo, 4To ACTpaja M MI0y-OM3HEC SIBIISIFOTCS MOIIHOW
UHAYyCTpHEH, NoM(YHKIMOHAILHOW ¥ OPHEHTHPOBAHHOW Ha BHEILHEE M BHYTPEHHEE KOMMYHHKATHBHOE IIPOCTPAHCTBO.
OTH HpOCTPAaHCTBA, KOPPEIHPYS M B3aUMOZOINONHSA APYT Npyra, CTaHOBATCA B3aMMOO0OyCiIOBICHHBIMU. COBpeMEHHas
3CTpaga — 3TO YPE3BBIYAWHO OCTPOE MEPECEYeHNe MHTEHIUH, KOTOPOE CTAHOBHUTCS MOIMKYJIBTYPHBIM, METAKYIBTYpPHBIM,
METaxy/JI0’KECTBEHHbIM, CHHTETHYECKMM HCKYCCTBOM. OCTpaja, IpHoOperas KOMMYHHMKAaTHBHYIO YHHBEPCAJIbHOCTB
n Oojee IMPOKOE 3BYYaHHE HAa YHHBEPCAJIBHOW CIEHE MEIMA-TIPOCTPAHCTBA, B TO )K€ BPEMS TEpSIET KaMEpPHOCTD,
NIEPCOHATIBHOCTD, MPa3JHUYHOCTh OOIIEHHS «3/1eCh» U «ceidacy. ClieHa M3 YNCTO OHTOJIOTMYECKOro ()eHOMEeHa IoMOCTa
npeBpallaeTcss B KOMMYHHUKAaTHBHBIM (DEHOMEH, CTaHOBHMTCS Oojiee BHPTYaJbHOM, 3HAKOBOI, OpPHEHTHPOBAHHOH Ha
GIDII-UMHADK 1 UM,

Knioueswle cnosa: sctpania; HTOIMOCTKH; CIIEHA; III0y-On3Hec; apTedakT; Tearp
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ART SPACE OF VARIETY SHOW | Yanyna Babchenko
AND SHOW BIZ AS A FACTOR | PhD student,
OF COMMUNICATION | Kyiv National University of Culture and Arts,
Kyiv, Ukraine

The purpose of the article is to determine the artistic signs of the interaction of variety show and show biz as a means
of mass communication. The research methodology consists of a systematic approach, which made it possible to find out
the interaction between variety show and show biz and their relationship in the cultural environment system, as well as
method of comparative analysis used to reveal the spiritual unity and national identity of variety show and show biz art space
in cultural and historical development of society. The scientific novelty of the study is to highlight the features of the processes
of interaction in a performing culture, the interdependence of variety show and show biz and their multifunctional industry,
focused on the external and internal communicative spheres. Conclusions. Variety show art stepped over several stages
in historical development: first, from the landscape to premises where gastronomy was an integral component, which had
been changing tastes in the context of entertainment; then secondary legitimization took shape — it was already separated
from the gastronomic component and cultivated a certain genre, which was designated as “light”; and finally, variety show
began to tend towards the original landscape again, but it was already another, urbanized landscape, not symphonic one.
It is proved variety show and show biz are a powerful industry, multifunctional and focused on the external and internal
communication space. These spaces, correlating and complementing each other, become interdependent. The contemporary
variety show is an extremely sharp intersection of intentions, which becomes multicultural, meta cultural, meta-art, and
synthetic art. The variety show, acquiring communicative versatility and wider sound on the universal stage of the media
space, at the same time loses its intimacy, personality, and festivity of communication “here” and “now”. A scene from
a purely ontological phenomenon of the platform turns into a communicative phenomenon becomes virtual, symbolic, focused
on flash image and name.

Keywords: variety show; scaffolds; stage; show biz; artefact; theatre
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Mera crarti — BUABUTH mpoOiemHi acriektu cuctemu K. CTaHICIABCHKOrO, Ha OCHOBI KO OCBOIOIOTH (DaxoBy
MaKCTepHICTh aKTOpH TeaTpy W kiHo. Mertomomoris mociikeHHS. OCHOBHMMH B TPOBEACHHI JOCIIHKEHHS CTald
AHATMITUYHUA Ta JOTIYHHHM MiOXOMM JO OCMICICHHS OCHOBHHX IPHIOMIB TICHXOTEXHIKH aKTOpa Tearpy ¥ KiHO 3a
cucremoro K. CraHicnaBchbKoro. 3acTOCOBaHO MOPIBHSJIBHUN aHAJi3 JKUTTS akropa B poOJi Ta JKUTTS 3BHUYAWHOL
moarHu. OCHOBOIO TOPIBHSHHS 00paHO acHeKT JisIBHOCTI akTopa K MuTLs. HaykoBa HOBM3HA. 31iHCHEHO aHAIITHYHY
«peBi3ito» OCHOBHUX 3aca) cucteMn CTaHICIABCHKOTO, Ha TIJICTaBi SIKMX OCBOIOIOTH (haxOBYy MaHCTEpHICTh aKTOpH
Tearpy ¥ KiHO. 3’sCOBaHO, IO IPUIOMH, 3aCTOCOBYBAaHI aKTOpaMM ISl BIATBOPEHHS JKUTTS B POJIi, HENOCTATHBO
edexTuBHi, 60 MoMMIKOBO 3ano3nderi K. CTaHICIaBChKUM 13 )KUTTEBOTO JIOCBiMY JIONWHU. BHUSBIEHO iCTOpUYHI TPUYHMHH
TaKOTO 3aMO3MYCHHS Ta HEMONIKH MPHHOMIB MICHXOTEXHIKH. BKa3yrOThCS NMUIAXM BIOCKOHAJIEHHS MalCTEpHOCTI aKTopa.
BucHOBKkH. BHYTpIIIHE KHUTTS akTopa B pOJi BIAPI3HIETHCS BiI JKUTTA 3BHYAWHOI JOMWHU. CXOXKICTP MDK THM Ta
IHIIMM SKUTTSM TiJIbKW 30BHINIHA. BusBIEHO pO30DKHOCTI MK TiJXOJOM 10 CTBOPSHHS CTaHy IEpPEeKHMBaHHS B PO
3a cucremoro K. CranicnaBchkoro ta merofoM M. UexoBa, sSIKMi HarossiraB Ha BIIMIHHIA Bit )KUTTS TPUPOAI MOYYTTS
W mepexxuBaHHS akTtopa. Ha MexaHi3m 30y/PKeHHS aKTOPCHKOTO ITI€PEKMBAHHS B pOJi, OKPIM IHIIOTrO, HaWOLIbIIe
BIUIMBAE MAKCTEPHICTh YJaBaHHS aKTOPOM 30BHIIIHBOTO JKUTTS TepcoHaxa. OHaK Mpo TaKky MalCTepHICTh y CHCTEMI
K. CranicmaBcbkoro He WIETHCS, HATOMICTh PO3MIANAETHCA TUIBKM BHYTPILIHE XHUTTA JIIOMMHM, Ha OCHOBI aHAJI3y
SIKOTO BHHAMICHI TPHIHOMH. Y IIbOMY 1 TIoysiTae Haioinpima momumnka K. CraHicmaBcbKoro.

Knrouosi cnosa: cucrema CTaHICIaBCHKOTO; BHYTPILIHI MOHOJIOT aKTOpa; aKTOpChbKa ysiBa; CLCHIYHA isi; Bipa
B 3aIIPOIIOHOBaHI OOCTABHHU; BIIIYTTS IIPABIH B POIIi; 30CEPEKEHHS aKTOpa

Beryn

[lurtanHs Tpo Te, YW IIHCHO aKTOPOBI HEOOXITHO IJOCTEMEHHO TaK ICHYBaTH B pOJI, SK YKazye
K. CranicnaBcekuid, mo0 AOMOTTHCS CTaHY TEpeKHBAHHSA, 3aJHIIAETHCSA 0 ChOTOMHI cripHUM. bo 'k Hexa-
peMHO it podiemi pucBsyeni HacTynHi, micis K. CraHicIaBChbKOTO, TOCIIKEHHS BiIOMUX MHCTEITBO3-
HAaBIIiB Ta JIOCJIITHUKIB aKTOPCHKOTO MUCTEITBA. OCOOIUBO 3a11iKaBIIIO€ PO30IKHICTh Y MiIXO/Ii IO CTBOPESHHS
CTaHy InepexuBaHHs B poui 3a cuctemoro K. CranicinaBcbkoro ta Merogom M. Yexosa. 3okpema, M. Uexos
HAITOJISITaB Ha BIIMIHHIN BiJl JKUTTS IPUPOJII MOYYTTA U mepeskuBanHs akropa. Llle panime Ha ocobnuBy npu-
POy aKTOpChKOTO MOUyTTs BKasyBas 1. SIkoocon (1936) ta JI. Burorcekuii (1998). AkTyansHicTh 03HAYCHOT
MPOOJIEMH TIOCTAE 13 TOTAJHLHOTO BUKOPHUCTAHHS Yy BITYM3HSHHUX aKTOPCHKHX ImKojax mertonmy K. Cramicmas-
CBKOTO. YTiM, y LIl «CHCTEMI» BiJl CAMOTO MOYATKY i1 BIPOB/KSHHS B HABYAIILHUI TPOIIEC aKTOPIiB CIIOCTE-
piraroTbcs HETOYHOCTI Ta HeAoMiKu. ToMy i BUHHMKae moTpeda y 3°sicyBaHHI MPOOJEMHUX ACIEKTiB METOAY
K. Cranicnaschkoro.

HaykoBa HOBH3Ha. 3/iliCHEHO aHANITUYHY «pPEBi3if0» OCHOBHHX 3acaj cucteMu K. CraHiciaBChKOTO,
Ha TIJCTaBi SIKUX OCBOIOIOTH (PaxoBy MaHCTEpHICTh aKTOpPH Tearpy U KiHO. 3’siCOBaHO, MIO MPUHOMH, 3a-
CTOCOBYBaHI aKTOpaMU JUTIsI CTBOPEHHS JKUTTS B POJIi, HEAOCTAaTHHO €(DEKTHUBHI, 00 MOMUIKOBO 3aIO3UICHI
K. CraHicnaBChKHM 13 KUTTEBOTO JOCBIAY JIIOAWHA. BUSABIEHO iCTOPUYHI IPUYUHHU TAKOTO 3allO3MYEHHS Ta
BKa3aHi HEJIOJIIKY WX MPUHOMIB IICUXOTEXHIKH. BKa3zaHO NMUIIXHM BIIOCKOHAJICHHS MaliCTEPHOCTI aKTopa.

[Ipobnemi crmocoOy icHyBaHHS akTopa B pOJi MPUCBSYEHI Mpaii MONbCBKUX TeaTpajbHUX is4iB
€. I'poroBerkoro (1999) ta E. bap6u (2001), sixi 3amponoHyBany iHIIMK MiAXi[ A0 aKTOPCHKOi rpu. AMepu-
KaHChKI TEOPETHKH Ta MPAKTUKU aKTOpchkol marictepHocTi JIi CtpacoOepr (Strasberg, 1987), Cremia Amjep
i YTa XareH y cBoix poboTax, HaBIaky, MOTTHOIIOIOTH Ta BAocKoHAMI0I0TH MeTox K. CranicnaBcbkoro. Ok-
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peMuit MiIXi 0 BUXOBaHHS aKTOPa CIIOCTEPITa€ThCs B MPAISX CyYaCHUX POCIHCHKHX JOCIHITHUKIB aKTOPCHKO-
ro muctenrsa JI. I'pagooi (2003) ta H. PoxxgectBercbkoi (2003). Pocilickkuii pexxncep-Hoarop E. byreHko
(2007) Takox miggae cymMHiBy «cucteMmy CTaHiCIaBCHKOTo» Ta OOIpyHTOBYE i po3BuBae Metox M. Uexosa.

Merta crarTi

Merta cTarTi ToyIATaE y BUSBICHHI MPOOIEMHUX acIekTiB cucteMu CTaHICIIaBCHKOTO, HA OCHOBI SKOT
OCBOIOIOTH (DaXOBY MaCTEPHICTh aKTOPH Tearpy W KiHO.

Bukaax Mmarepianay gocigeHHs

Ilpo 2py 6 ysiei ma epy nyoniuny

OueBUIHO 1 BIIOMO BCiM aKTOpaM, OCOOJMBO MOJIOAWM, IO, TIPAITIOIOYHN HAJl POJUTIO B yMKax Ta YsBi
(Ko TparoTh HAOAWHIII), BOHU 0€3 0COOMMBUX MYK IOTPAILISIOTE Y POJTb, BiAUYBaIOTh CTPaKIAHHS Y pa-
ICTh TepcoHaXka. Tak caMo OYEBUIHHUM € Te, II0, KOJIM HACTa€ MOMEHT IMyOJIiYHOI TBOPYOCTi, YOMYCh HE
YTBOPIOETHCA T€, 1[0 BOHU MEPEKUIH B YsIBi, IpUHANMHI, M’ SIKO KaXKy4H, HE 3aBk1u. | He JomomaraioTs Hi
HaJalITyBaHHsI, Hi BiloMi npuiioMu. | cripaBa He B TOMY, IO aKTOP HEAOCTATHHO BIPUTH y 3alIPOMOHOBaHI 00-
CTaBHMHHU, HE 3aJIy4ac yBary, ysBy, He 0auuThb, He uye Ta iH. CrpaBa B TOMY, IO TYT CHPAIbOBYE IICHXOIOTTUHUH
YUHHUK — (QakTop MyOnigyHOT TBOPUYOCTI, SKUI HE JIi€ B ysIBi, y 1il «repMeTHuHii» TBopyocTi. Bnacue, TBOp-
YiCTh 3a MyOJTIYHUX YMOB CKOBYE MPUPOAY aKTOpa. AJDKE HIXTO B YsBI HE HaMaracThCs 3yMHUCHE 3a0yTH TIPO
myOuiKy, 3a0yTH po Te, 10 TIepel HUM He TIEPCOHAX, a KoJiera 1o poJIi, 3a0yTH MPo Te, MI0 KUATTS B PO — I1e
BCE K TaKH Ipa TOIIo. Ta i 4 MpaBWIILHO HAIAIITOBYBaTH ce0e Ha Te, 100 3a0yTH 11 BCe UM CIO/IiBaTUCS Ha
T€, 110 BOHO CaMO CO00I0 3a0yAeThCs 3a JOTIOMOI'0OI0 THX CAMHUX B1IOMHUX ITPUHOMIB, SIKi CITy>KaTh aKTOPOBi, a0u
3aXONMUTHUCS BUKOHYBaHMM? 3 OISy Ha TOCBiJ aBTOPA, KOACH 3 HA3BaHHUX €JIEMEHTIB He 3a0yBa€ThCs il 4ac
I'pH, IPUPOAA BCE OJHO 3aKyTa, OCKIJIbKH HE 3 SBISAETHCA TOW TBOPUYHMH CTaH, KOTpU OyB B YsBi, Jie IpUpoa
BIUJILHO BIJITYKYyBajach Ha Te, 110 MOAYMKH TBOpHIIOCcs. OUeBUIHO, TYT HIOCH MMOPYIICHO, III0Ch HEMPABHIBHO.

Henonixku cucremu CTaHICTaBCHKOTO B IIHOMY KOHTEKCTI ITOJIATAIOTH B TOMY, ITI0 4epe3 Opak HeoOXiTHUX
MIPUIOMIB Y Hill aKTOp 3MYIIIEHUH abcTparyBarucs Bijg myOomniku, pakropa yCBiTOMIEHHS TPH, O4EBUIHOCTI KO-
JIETH, a He TIepCoHaXxa Tomlo. J{j1st Toro, mo0 moBepHYTHCS OOIHYYSIM 1, HABITAKH, 3a]TyYUTH 10 TBOPUOTO TIPO-
LieCy Ha3BaHi acleKTH aKTOPCHKOI I'PH, HOTPiOHE OB IPYHTOBHE J0CHIHKEHHS JisUIbHOCTI aKkTopa B PodIi.

Mis

Konu akTop-novaTkiBellb HAMAara€Thesl AiSTH B 3alIPOTIOHOBAHUX 00CTaBMHAX MIEPCOHAXKA TaK, SIK BiH OU
IIiSIB y TIOMIOHMX JKUTTEBUX CUTYAIlisIX, TO 1€ O3HAYAE, 110 BiH MparHe MePeHHATH 3 KUTTS IICUXOEMOITIHHIN
CTaH ITiJT Yac TaKoi Mii, TOOTO CTBOPHUTH ii TyX y BiacHiit 0cobi. Ae un MmoxumBo 1ie? Hafimepire — momiona mist
y XKUTTI, Ha BIIMiHY Bil aKTOPCHKOT, HEMAE B cOO1 €IEeMEHTY (JIOMIIIKY) IEMOHCTpaIlii KOMyCh TPEThOMY TOTO,
o Ti podunt. Y ronosi JoauHu (i1 MO3Ky) Ha TOH MOMEHT TaKOK HEMA€ TaKOTO CTPUMYIOUOTO €JIEMEHTY, K
yCBiIOMJIEHHS 11 HECIPaBKHOCTI, TOOTO ii irpoBoro moxomkeHHs. HaromicTh akTOopcbka Aist K 1 «HOYyTTS
PETYIIOETHCS IHTEIICKTOM TIpU TOBHOMY 30epexxeHHi camoBnananus» (Haranse, 1972, c. 115). Lle tinbku asa
HasiBHI KOMIIOHEHTH, KOTPi CBiT4aTh MPO Te, 1[0 HAMMOBHEHHS (BMICT) aKTOPCHKOT JIii B PO BIIPI3HSETHCS BiJ
Takoi caMoi KUTTEBOI. Taki HaMOBHEHHS aKTOPCHKOI [T HEMOXKIIMBO MPUOpaTH 4u 3a0yTH. 1{poro 10CTaTHHO
JUTSL TOTO, a0W 3pO3YMITH, 11O JKUTTEBA i HE Taka, K aKTOpCchKa. Jlisl B )KUTTI MIPOHU3YE JIIOAUHY 3 TAKOIO
cwioro (OepeMo TpaHWYHI BUNAJKH KOH(QIIKTY), IO 11 ICHX0EMOIiHA CHCTeMa Ta OpPTaHi3M MOTPAIUISIOTh
y CTPECOBHUH CTaH, 3 SKOTO JFOIUHA TPUBAIHIA Yac HE MOXKE BUWUTH, OTAMUTHCA. HaliOinbIie el ctaH no3Ha-
YaeThCsl Ha MPHUPOAL — CUCTEMi KPOBOOOIry, cepLeOnTTi, TUXaHHI Ta rOJIOCi; 30BHI — Ha pyXax 1 COTBOpEHil
MiMilli. Marouu KUTTEBUN JTOCBIJ] TAKUX CTAHIB, aKTOP MUMOBIJIbHO HaMara€eThCsl IEPEHECTH X Ha POJIb ITi]T
yac BiJOBIIHOT 1ii. Be3yMOBHO, BiH HE JOCSITHE LIOTO CTaHY B POJIi 1 HAPA3UTHCS HA «HATPABAHHD 1 HEBIAUY.
Harpaganns (migpoOka Ta ymaBaHHS Mii IU MOYYTTSA) HacaMmIiepe MOXOIUTh HE Bl HEMOXKIIUBOCTI HOCSTTH
BIJIMOBITHOTO CTaHy TaKoi [Iii, K y JKUTTI, @ 4Yepe3 Te, M0 aKTOp MUMOBOJII HAMAra€ThCs BIITBOPHUTHU Te, 110
3aram’sITaB ITiJ1 9ac BiMOBITHOT [Iii B )KUTTI. A 3armaM’siTaB BiH pyXH — SIK Ile poOMB i CTaH CBOTO OpraHi3mMy —
3arajibHy HOTo 30yIKEHICTh.

AJKe B JKUTTI pPyX € HACiKOM BHYTPIIIHBOTO 30Y/DKEHHS — TEPEKUBAHHS, MOUYTTs, Oa’kaHHS Ta iH.
B axropa, HaBmaku, — 30y/PKEHHS € HACHIIKOM pyXy. ToMy miXiJ A0 BiATBOPEHHS MOBEAIHKH 1 Aiii IepcoHaxa
IIiJ] 9ac TPy Ma€ 31IHCHIOBAaTHCA HE TUTHKY 3 OTVISAY Ha JIOTIKY /i, a i 3Ba)Kat04H Ha TIOCTTOBHICTh yTBOPEHHS
aKTOPCHKOTO MMOUyTTsI. Hampukiam: y Tol gac, KOJIM MH B JKHTTI HE CTABUMO €001 IT0OaTsHUX 3aBIaHb i IMO-
Ka3y€eMO 1HIINM, SK TOBOAWTHCS MEBHUH MEPCOHAXK, MA TOYHO MOTPATUIIEMO B «poib». Komm nmpuauBuTHCcs
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TaKOXK JI0 PEeXKHUCepa, SIKHM HaMaraeTbCsl NPOJEMOHCTPYBAaTH aKTOpPaM IXHBOTI'O NEPCOHaXa (IEesiKi pexucepu
1HOZII TaK POOJIATH — MOKA3YIOTh), TO MOXKHA TIEPEKOHATHCS, SIK IIBUKO Yepe3 TAKUN MOKa3 PEKHUCEP BXOIUTD
y POJIb.

V BuIIe 3a3HAYEHOMY TaKOXK yOadaemo rmpodiemu cuctemu CranicnaBebkoro. OTxe, IPUBYATH H IPUMY-
LIyBaTH aKTOPa-NMoYaTKiBIsl IPUTaIyBaTH, sSIK BiH JisIB y BIAMOBIIHUX JKUTTEBUX 00CTaBUHAX, 00 cripoOyBaTu
YSIBUTH, K OU BiH Ji5B 32 IIMX 00CTaBHH, Ta IEPEHECTH 1€ B peajIbHICTh, 0€3 ypaxyBaHH: MOCIIJOBHOCTI CTBO-
PEHHS aKTOPCHKOIO OYYTTS B POJIi, LITOBXA€E LIbOTO AKTOPA HA PyHHIBHUI LIUIAX HOT0 TaJaHTy, HA HATPaBaHHS.

Bipa ma éiouymms npaeou

Konu akrop Hamaraerscst 3MycuTH ceOe BIpUTH B T€, IIIO pOOUTH Yy poOJi, IIe O3Hayae, 110, epeiMaoun
oAiOHY >KUTTEBY J1it0, BIH X04€ MOBIPUTH B 11 cripaBkHiCTb. TOOTO X0Ue 3HEXTyBaTH, IPUMYCHTH cede 3a0yTH
MIPUHANMHI PO 1 /IBa BXKE 3raJlaHuX HAIOBHEHH:, sIKi Mae Horo ais (ii JeMOHCTpaTHBHICTh Ta irpoBe TOXO-
JDKEHHS). AJle 11e HeMOXIIUBO. Jle K TYT Bi3bMeThCs BiquyTTs npapau? OcoOIMBO Tak 3BaHUN MIPHAOM «BIpH»
CTOCY€ETHCS 30BHIIIHIX 00’ €KTIB, TOOTO KOJIM aKTOp HAMAraeThCs MOBIPUTH B KOJIETY TI0 POJIi SIK y MTIEPCOHAXA,
y OyTadopChbKHil MpeaMET, K Y Te, IO BiH 03HAYa€, Ta iH. AHKe MPUPOIa aKTOPCHKOTO IMTOUYTTS € CIiBIYTTIM
(cmiBIiepeXKMBaHHSIM) BUKOHYBaHOMY [IEPCOHAXY, Ha YoMy HarosiouryBaB M. UexoB: «AKTOp Ha CLIEHI CTpaxk-
Ja€e, TuIave, paji€e Ta CMIEThCS 1 pa30M 3 TUM 0COOUCHO 3AAIIAETHCS BITBHUM BiJl ITUX NepexuBanb» (Hexos,
1986, c.155). Tomy cripaBa He B 30BHIIIHIX 00’€KTaX — BipH B HUX SIK Y CIIPaBXHI, a B TOMY, [110 pOOUTH BUKO-
HyBaHMi niepcoHaxk. He B xycTuHii J{e3nemMonu cnpaBa, a B TOMY, SIK iIHIMAE 110 XyCTUHKY akTop-OTeio.
I TyT Tex — He Bipa akTopa y BIIacHi Aii SIK cripaBkHi, a MaiicTepHe BUKOHAHHS WX pyXiB. ToMy cripsiMoByBatu
aKTOpa Ha BUTPATy 3yCHJIb y TaK 3BaHY «BIpy» O3HAYAE MEPEKPUTH HOMY IIIAX 10 BIPHOTO iICHYBaHHS B POJIi.

Sk 6aunMo, 11eH acTeKT Tex € mpoOeMHUM y crcteMi CTaHiCIIaBChHKOTO.

3ocepedoicenns 6 poni

KoHTponbs camMomouyTTs mif yac rpu — e 34aTHICTh aKTOpa OLIHWTH, 110 Ha AaHy MUTH BilOyBa€ThbCs
3 HUM Y poni. ToOTO akTOp MOBHMHEH YMITH BHU3HA4YaTH, YU 30CEPEIKCHUH BiH HA TOMY, PO IO HIeThCs Mmij
4ac irpoBOro JiMCcTBa, YU MUCIIUTH 3TiHO 3 IUM 1 YU JIHCHO JIi€, a OTXKE, YU KHUBE B poJIi. BiapaBHOIO TOYKOIO
CTBOPCHHS IIBOTO JKUTTS B POJIi € YMIHHS HAJAIITOBYBATH BIACHE 30CEPEIDKCHHS. AJDKE 1 MUCTICHHS, 1 JTis T10-
Xi7H1 Big 30cepemkeHns. ToOTo e 30cepeKeHHs — TaM MUCJICHHS 1, BIATIOBITHO, Tist. AJie Hi 30CepeIIKEHH,
HI MUCJICHHSI, Hi JIiF0 HEMOXJINBO BimuyTH. BiqayTHi uire emomiiHi 30y/UKeHHS, KOTPi BHHUKAIOTh K HACITI-
JIOK I[MX aKTiB.

Tpanuniiina mkoja Ha4YeOTO HAMAraeThCsl «PO3BUBATH» B aKTOPiB-TMIOYATKIBLIB 3/1aTHICTh 30CEPEKYBa-
TUCSI Ha HEOOXiTHOMY 00’€KTi yBaru. BripaBu monsiratoTh y TOMY, IO aKTOP HABYAETHCS CIPSIMOBYBATH Ta
YTPUMYBATH 30CepeIlKeHHs Ha 00’ €KTi HeoOXiqHO1 yBaru. Ta sKIIo ITiJ] 4Yac caMUX BITPaB 1€ 3aBIaHHS BUKOHY-
€THCSI, TO MPOTATOM T'PH € 6araro IHIINX YNHHUKIB, KOTPI MUMOBUTFHO NIEPEKITIOYAI0Th 30CEePEKEHHS Ha 1HII
00’€exTH 200 TaTbMYIOTh HOTO, 1 TOAI aKTOp «BUTIAAE» 3 Poii. TaKMM YMHHUKOM 30010 30CEpeIKEHHS B POITi
Moke OyTh Oyib-sKa JyMKa, 0 MEMOBOJII «BKPaJa€ThC» Y CBIAOMICTh akTopa 3a myOsmiyHnX yMoB rpu. Ok-
piM L€l nepemKoay, € me i 0araro iHIIKX, HAa SKUX HE BAPTO JCTAJIbHO 3yIHHSATHCS.

3ocepemKeHHsT PO3BUHYTH HEMOXIIMBO, OCKIIBKA BOHO HE € BOJHOBUM aKTOM Hi JIFOAMHHU B JKHUTTI, Hi
aKTopa B poJi. 30CepeKEHHS € CTAaHOM CB1JIOMOCTI, SIKMI HEBIIUYTHHUN Ta YyTBOPIOETHCS pa30M 3 MUCIICHHSIM
i gieto monuHU. ToMy BUBUATH MOTPIOHO OCOOIMBOCTI IIBOTO CTaHY, a caMe: SIKUM YHHOM CTBOPIOETHCS CTaH
30CepPEe/KCHHSI.

Sk 3acBifuye NMpaKTHKa, JOCKOHAJIE YNPaBIIiHHS B POJIi BIACHUM 30CEPEAKEHHAM MOXIIUBE. Aje nepe-
JyciM depe3 crielliaibHi BIPaBH Ta CIIOCTEPEKEHHS Tpeda BUBUUTH OCOOIMBOCTI 1IbOTO cTany. [lizHaHHS Ta
OCBOEHHSI CTaHy 30CEepEIKEHHSI CBIZIOMOCTI 3BIIbHSIE aKTOPa BiZl HEOOXiJHOCTI 3aCTOCYBaHHS TaK 3BaHOI «BIpH
B 00CTaBUHIW» ¥ 3yMHCHOTO BUKOPHUCTAHHS YSBH IiJ Yac TPH, OCKUIBKHU Wi Ta iHII NpuHOMH, BIacHe, 1 Malu
0 3amycKkaTy Tpolec 30CepePKEHHS Ta MUCIICHHS, TOOTO Te, 1110 HA3UBAETHCS MIEPEKUBAHHSIM.

Buympiwmniti mononoe ma yasa: de i Koy 6OHU 3aCMOCO8YIOMbCS 8 AKMOPCHKIL MEOPUOCI

3a3Buyail MU 3BUKJIH, III0 MUCIIEHHS — I1e BepOaIbHUM Mpo1iec, TOOTO KOJIH JTFONMHA HAOAMHIIL, TO 11 JyMKH
odopmIttotoThes cnoBaMu. HaueOto fiticHo Tak. Komm XTOCh BpaHIli 11’€ kKaBy Ha OaJIKOHi, TO BiH He AyMae Ipo
IIFO JTiF0, @ PO3MIPKOBYE IPO MOCHh CBOE — iHOJI MpOMaifHe JyMKa Mpo Te, Ka CMadHa Kapa, a0o IOCh iHIIIE.
A 11e MUCIIEHHS 30yIKy€eThCs uepes ysiBy, TOOTO 3 YSIBM BUPMHAIOTH SIKIiCh criorajau 0e3 ciiiB ab0 0JHOYaCHO
31 cioBamu, abo nonepemiHHO. CKIIaJIHO, HaBITh HEMOXIIMBO, 3a()iKCyBaTH MUTh, KOJU JIFOIU HAOIUHII HE
JIyMaroTh B3arali.

OjHi€I0 3 TOMIJIOK aKTOpa, SIKUH OpIEHTYEThCsl Ha cucTeMy CTaHICIaBChKOTO € HaMaraHHs «BKITMHUTH
B IrpOBUH TIpoIleC Mii MOTIK TyMOK, SIK TO OyBa€ B JKHUTTi, TOOTO BepOai3yBaTH XiJ MUCIICHHSI CJIOBaMH a0o,
1HaKIIe Ka)Ky4dH, 3aCTOCYBATH AJIs1 30YIPKEHHS TOYYTTS B POJIi YSABY 1 «BHYTPIlIHIN MoHOMOr». Tak, mificHO,
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KOIM O Tepoil MMB Ha OAJKOHI KaBy i yMaB PO IIOCH CBOE Ta IIe W Take, BiJ 4oro Homy Oyio O TSKKO Ha
Iy1IIi, TO Mpolec HOro MUCIIEHHS TaKH BifOyBaBcs O yepes ysBy 1 uepe3 clioBa, TOOTO JTyMKH. AJie 11e B )KHTTI
TaK BiZOyBa€eThCsI, @ TAKOXK Mij 4ac poOOTH HajA poiutio. ToOTo BHYTPILIHIM MOHOJIOT Ta ysiBa 3aCTOCOBYIOTHCS
TOJIi, KOJIU aKTOP CaMOCTIMHO MPAIFOE HaJ[ POJLTIO.

YoMy MU BBayKaeMOo, 1110 MPOLIEC MHUCIICHHS Ta YSIBH HEOOXiJHO BHIYUYHUTH 3 ITyONiYHOTO BUKOHAHHS POJIi?
Komnm nmrommaa HaoAMHIN, TO BC1 BHYTPIIIHI MOHOJIOTH Ta YSIBICHHS aAPECOBaHi i camiil; BOHa — €JUHAN ydac-
HUK BHYTPIITHBOTO XUTTS. Y IMyOJITHOMY MPOTIECi Te, M0 aApeCyBaIOCs aKTOPOBI paHiIlIe ITiT yac Tparli Hal
POIIIIO, aipecy€eThCs TIISAAUCBi.

VY poii 6e3 TeKCTy cIIpalbOByE HE MPOLIEC MUCIICHHS, a Mpolec cupuiHATTA. Konu moauna moch cupuii-
Mae, TO BOHA HE JlyMa€ CIOBaMH, HE YSBIISIE 1 HE aHali3y€e 3yMUCHE, a IPOCTO ClipuiiMae — 6a4uTh 1 gye. Muc-
JICHHSI B IIell MOMEHT HE BTPA4Ya€ThCsl, BOHO 3/1MCHIOETHCS, ajie MOIIMHEeHE CIPUHHATTAM. BiiacHe, 116 HeBJlo-
BUMHH 1 HEBIIUYTHUH MTPOIIEC MUCIICHHS CIIPAIbOBYE Ta BAKOPHUCTOBYETHCSI AKTOPOM Y POJT.

[TocTae muTaHHs, KyQu K 3HAKAIOTH JIBa 1HIII aKTH MUCICHHS, IO 30Y/DKYIOTHCS JTyMKAMHU Ta YSIBOIO?
Li mporecu skpa3 MPOSBISIIOTHCS y BIATBOPEHHI PYyXiB MmepcoHa)xka. ToOTo y pyxXaX TOro CaMOTO «IIepCOHaXa
3 KaBOIO», IKUH PO MIOCH TSKKO IS AyIli [yMae — y OBOPOTax rOJIOBU, 3aCTUININX 11ay3aX, 31TXaHHSX, BUpasi
MIMIKH 1 iH. AKTOp AEMOHCTpYE IVIsAa4eBi TaKy co0i 30BHILIHIO PyXOBY BUTSDKKY, paHillle OCMHCIIEHOTO i I1e-
PEKUTOTO B IyMKax Ta ysiBi JiHOBOro akTy nepcoHaxa. Toxi uepes MaiicTepHe BIATBOPEHHS IIUX PYXiB 3aif0-
€THCS €MOIIiifHA TIaM’SITh paHille MEePEKUTOro B AyMKax Ta ysBi. Lli TBopui mporecu Tex ymylleHi B CHCTEMI
CraHicIaBCHKOTO.

Axmop uu «ncuxokaiony?

[cuxonoris icHyBaHHS Ta JiSUTEHOCTI JIFOAWHU Y 3BHYAHOMY JKUTTI BIAPI3HAETHCS Bij TICHXOJIOTII iICHY-
BaHHS Ta JIsUTFHOCTI aKTOpa B poJIi. 3a KHUTTEBOIO TICHXOJIOTIEI MOYKHA TUTHKH aHAJI3yBaTH AisUTBHICTD TIEPCO-
Haka — Horo 11ii, BUNHKH, 3aBAAHHA, HOr0o MOYYyTTS i Yac [iif, Xapakrep, JOCHiKyBaTy HOro MOBEAIHKY TOLIO.
AJle TiJ] yac TpH B pOIi B KOIXHOMY pa3i He MOYKHA TIepeiMaTH Ta BUKOPUCTOBYBATH SIK IPHUHOMH TICUXOJIOTTUH1
ACIEKTU JIsUIbHOCTI 3BUYaiHOI JitonuHu. Lle 3HauuTh, 1110 MipKyBaHHS (K OM s JisiB, Kyau O 1 Ha Koro Oyia
CIpsSIMOBaHa MOsI Jiisl, Kojii O st OyB B 00CTaBMHAX IMEPCOHAXka, 110 O s [yMaB MPH 1[bOMY, 1110 O OILIIHIOBAB, JI¢
Oyna 6 MosI yBara, SKuMH Oy 6 Moi OakaHHs, 3aBIaHHs, METa, IEPEKUBAHHS, & TUM I1a4e — HaMaraTucs Bi-
PUTH B 11i 0OCTaBHHH, SIK Y BIIACHi) € HETIPABWIILHUM 1 HE TUM CIIOCOOOM, Yepe3 SIKU TBOPUTHCS KUTTS, [Iisl Ta
MEPEKUBAHHS B POJIL.

Take «IICUXOKJIOHYBaHH:», a00 «IICUXOHACIIlyBaHH», HEMA€ HIYOro CHUIBHOTO 3 MUCTELITBOM aKTopa —
Hi i3 TPOIO, Hi TUM OiNbIIE 13 TICHXOTEXHIKOIO, TOMY M HEe MOKe OyTH Opi€HTUPOM JUisi akTopa. BoHo HiBemoe
caM IPUHIIUI IPH.

3ramaitmo dacu Tearpy K. CranicmaBchKOTO i T€aTpy A0 HBOTO. SIK aKTOpU «CTPAITHOY» Ta MEPeOiIbIIeHO
BZaBaJIM, TOOTO, BUCJIOBIIIOIOYHCH CY4aCHO MOBOIO, — HarpaBaiu. «[Ipu3emieHHs» iX 10 peanicCTUIHOrO XKHT-
Ts1 B podi i cnonykano K. CraniciaBcbkoro Bratucst 1o ncuxosorii gisuibHocTi mogunu: «CripaBa B TOMY, 110
Tearp 30Mpae MiJl CBOEIO KPiBJel0 0araTrhboX TBOPLIB 13 raiysi JiTeparypH, MajsipCTBa, MY3HUKH, IIACTHYHHUX
muctenTB. Cepel HUX Hallle — aKTOPChKE — € HalBiACTANILINM, THM, K€ HEMA€ MilJHUX, BUIIPALIIOBAHUX OCHOB.
Ochb 4OMy MU HacTillle BUSBISIEMOCS 10331y, Y XBOCTi, Y MPUCIyTOBYBaHHI HAIllMM CHIBTBOPIISIM BHUCTaBWY
(Cranucnasckuii, 1954, c. 449). Un xparmioro crana tofimHs rpa? besyMoBHO. AJjie TIBKH 3 IODISIAY HaOJIHU-
JKEHHS 10 30BHIIIHBOTO BiITBOPEHHS YKUTTS JIIOAWHN — aKTOPH MPHUITMHUIIN TTEPEOiTbIIIeHO BIaBaTH. 3 TOUYKU
K 30pY CTBOPEHHS XKUTTS, IEPEKUBAHHS B POJIi UM MOUYTTS aKTOPChKa Ipa cTajla, O4€BUIHO, 1110 HETOYHOI0, 60
K 9oMy Toji 3’siBuBcss M. UeXoB Ta iHIIi, SIKi AOTeTep UIyKalTh HOBUX PUHOMIB?

K. CranicnaBcekuii, 3 onHOro OOKy, 3al04aTKyBaB NMPHHIHIIN Ta OCHOBH 30BHIIIHBOI YaCTHHHU TPH, SIKi
i 10ci aKkTyalibHi, 0COONMBO B KiHO, a 3 1HIIOTO OOKY — HEOOEPEIKHUM 1 JUIETAaHTCHKUM HACaIKCHHSIM TPHH-
LUITY iICHYBaHHS aKTOpa B POJIi SIK «IICHXOKJIOHA» MEPCOHAXKa CIPSMYBaB aKTOPChKE MHCTEITBO Y MTPOBAILIS,
y MaCTKy pyHHyBaHHS Ta 3arvOelli akTOPCHKOTO TajaHTy. 3PEIITO, PEKUCEPOBI MOXKHA MPoOaduTH, 00 BiH
HEOIHOPA30BO TOTIePEKaB, 0 AKTOPChKa TEXHIiKa IIepedyBac B 3apOIKOBOMY CTaHi 1 BiH HE BIIEBHCHUH Y TOMY
LUISIXY, AKUH 3arponoHyBaB. Baxkko nmpoOaduTy nmociifoBHUKaM, SIKi HE 3BEPHYJIN yBary Ha L€ ONEPEaKeHHS
1 3po0un 13 cuctemu CraniciaBcbkoro «bibmito» Uit BUXOBaHHS akTopa.

Tpeba OyTu He AyKe JaneKOVIsIIHIM, a0H IIOCTaBUTH 3alIUTaHHS: a Xi0a aKTOpH, MOYUHAIOYH 3 aHTHYHOTO
Tearpy i JO «CUCTEMM», TEX 11T NIISIXOM «IICUXOKIOHa»? SIKOM Tak, To i croraau Tex Oynu O 3adikcoBaHi
B Toro camoro [Inarona um B Tpakrarax Jl. [linpo # iH., ampke BoHH, siK i cam K. CraHicnaBcbKui, TOMITHIIH, 11O
B aKTOpa 3’ SIBIISAIOTHCS MOYYTTS 3T1IHO 3 THM, IO BiH, HEXall HaBiTh MEPeOITBIIEHO, ajie 30BHIITHBO BiJITBOPIOE.

Takox 3ramaiiMo, sIKy BenuKy yBary B Tearpi K. CTaHicIaBCHKOTO TIPUALISIIOCS 30BHINIHIM O3HAKaM TIep-
COHa’ka — Yepe3 rpuM, KOCTIOM, XapaKTepHi 30BHIIIHI 03HAKH TOILO, TOOTO Yepe3 Te, 110 HA3UBAETHCS MACKOIO.
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Amxe i iHmi npuitomu Toro camoro K. CraniciaBcbkoro (1953) cTocyroThesl 30BHIMNIHIX XapaKTePHUX O3HAK
TIEpPCOHaXKa — OCOOIMBOCTEH HOTO 3arabHOT MOBHOI Ta MiIMIYHOI MIOBEIIHKY, OCAHKH TiJa, TIIECHUX O3HAK Y1
Baj Ta iH. (c. 411-435), sKi TaKOXK YKa3yrOTh Ha 30BHIIIIHE MaCKyBaHHS aKTOpa B POIIi.

To xi0a 3 HE TyT XOBAETHCS BIJIIOBI b, 3BIIKH B aKTOPA 3’ BISETHCS BiTIYTTsI ceOC 1HIIIOFO JIFOJIMHOTO, 3BiJI-
KM [TOXOJIUTh aKTOPChKE CITIBYYTTS LiH 1HIIIN JitoauHi? AJpke oueBUAHO, 1110 1 cam K. CraniciaBchkui, 6arato
MIPAIIOIOYH HaJl 30BHIIIHIMUA O3HAKaMH POJIi, ITOTPAIUIAB Yyepe3 X BiITBOPEHH: B poiib. [Ipu 1ipoMy onmcyBaB
TTIOMIJIKOBO 30BCIM 1HIII TIPUYHUHHU — Ti, K1 3aCTOCOBYBaB 110 aHAII3Y PO, a He 10 i BUKOHaHHS. OUeBUIHUM
€ ¥ Te, 10 Ti ICUXOJIOTIYHI aCTIeKTH JiSUTbHOCTI JIFOMWHYU Y 3BHUATHOMY KHTTI, SKi TAKOXK BIIPOBAIIUB y POOO-
Ty aktopa K. CranicnaBcbkuii (1 B 1bOMy HOTo BeJlMKa 3acilyra), CTOCYIOThCS TUIBKM aHalli3y podi, aje He i1
BHUKOHAHHS.

AKTOp HE MOXKE HE )KUTH, HE MUCITUTH 1 HE JSITH B PO, SIK 1 OyIb-sKa JIOAMHA HE MOXKE HE )KUTH, HE MUC-
JIUTH ¥ HE aiaTH, 11100 BOHA He poOwmiia. Ta SIKIIO aKTOPOBI MOCTABUTH 3aBJaHHSI )KUTH, MUCIUTH H JIsSITH, K
y JKHTTI, TO BiH HIKOJIM HE BUKOHAE IHOTO 3aBIaHHS.

€ 0sa munu emoyilino20 NepPeICUBAHHS AKMOPA 6 POl I 084 MUNU AKMopCcoLKoi epu

[lepiuuii TUI HEpEKUBAHHS JOCTYNHINN, 00 JOTHYHUH 1 OIM3bKUI 10 TOTO MEPEKUBAHHSL, SIKE OXOILIIOE
MoauHy B KUTTI. Lle cuibHe 30yKeHHs opraHizMy — Take, Hade Tede HecrofiBaHo oOpa3uin. | moTpiben yac,
abu BuBectu cebe i3 1poro 30ymkeHHs! bo HUM mapaiizoBaHa BCs NpUpoJa — OpraHi3M, CepleBO-CyAHHHA
Il HEpBOBA CHCTEMH, a BiATaK — JAWXaHH:I, TOJ0C, MiMiKa, pyxu. Bo 1e rinepakTUBHHI CTaH, y SIKOMY, KpiM
THIIIOTO, HAHOIIbIIE 3aKOBYETHCSI TOJIOC 1 CKOPOUYIOThCS M’s13H, 0coOnnBO oOnuyys. Lleit cTan akTHBYeThCs
TaKOX IIiJ] 9aCc HE3HAYHOTO KOHQIIIKTY Ta HETTHOOKOTO IepexkuBanHs. [IpoTe HemmpodeciitHuM OKOM 30BHIITHI
3MIiHH BKpai Ba)XKO MOMITUTH. Take eMOIliiHe TIepeKUBaHHS 3HallOMe KOXKHIN JIIOAMHI, 30KpeMa i aKTopaM.
bo, onuH pa3 BiguyBLIM TaKuil CTaH y PO, aKTOP CIIOKYIIAETHCS 1€ pa3 JOCSITTH TAKOTO BIAUYTTS 1 HOUYTTS.
I Tak Bce KUTTA. .. | Bce )KUTTS akTOP HE PO3yMi€ 1 HE 3HA€, IO BiH FAHAETHCS 32 XUOHUM cTaHOM. binbIe Toro,
HOTro XBaJATH 3a 1. AJIKe BiH «CTBOPHUBY» 1 BIIYYB Y POJIi IOUYTTS, EMOLIif0. XBaJATh Ti, XTO HE PO3YMIETHCS
Ha TOHKOIIAX aKTOPCHKOI I'PH, @ TUM Ta4ye — Ha MOYYTTAX. | TaKMX akTOpiB NepeBaykHa OUIBIIICTh. Y BOMY
3B’SI3Ky aKTyaJIbHOIO € ayMmKa: «Lli mepeXxuBaHHS, OCMUCICHI K MPAKTHYHI JONATKH 10 BUXOBAaHHS aKTOpa
<...> 3aJMLIAIOTHCS 1€ HEIPOSACHEHUMH sIK HayKoBi. [Ipobiema ClieHIYHNX NTepeXHuBaHb <...> 3aJIUILAETHCS
HayKOBO HE PO3KpUTOIO» (SK00coH, 1936, c. 26).

€ i1 iHIMH THIT aKTOPIB: X MaJIo, aje BCi BOHH BiJOMi MaliCTpH aKTOPCHKOTO MHUCTEITBA; IXHS BipTyo3HA
rpa BiAPI3HAETHCS BiJl TPU 1HIIMX aKTOPIB, SIKUX OLIBLIICTH, 00 BOHHU iCHYIOTb 1 TBOPATH MO-iHIIOMY. Tur iX-
HBOTO EMOIIMHOTO TIEPESKUBAHHS HIIHI — TAKUH, y SKOMY HE Mapajli3y€eThbcsi NPUPO/a, HE 3aKOBYETHCS TOJIOC
1 HE CKOPOUYIOTBCS M’ sI31 O0NINYYS, IKUM OU TITIMOOKUM He OyJIo TIepeKMBaHHs B pojii. BoHM IIOMUTI TBOPSTH
BJIACHOIO TIPUPOJIOI0, BOHA — IXHIN IHCTPYMEHT, KM HIKOJIM HE MOKE€ BUXOJUTH 3-T1J yIpaBIiHHA. | K Ou He
HaMarajwcs 1HII aKTOpH, Ta BOHU HIKOJIW HE HA3MOKCHYTH 1X 1 HE 3pIBHIIOTHCA 3 iXHIM TaylaHToM. [loku He
YCBIIOMJIATS, IO HE TaK TBOPSTH, HE TAK iICHYIOTH 1 HE TaK )KUBYTh y POJIi, & BIATaK — HE MIOYHYTH MIOCh POOUTH
13 co00I0 1 CBOEIO TPOIO.

K. CranicnaBcpkuii i3 JOOpUX HaMipiB Tak 3alUlyTaB i YCKJIaJHHB TEXHIKY JpaMaTHYHHUX IEPEKUBAHb
aKTopa, 10 Terep JOBOAUTHCS i1 criporryBarty. Lle cranocs, HaneBHO, TOMY, 1110 TOAIIIHI aKTOPH 3pOCTAIN Ha
nepeOiIbIICHOMY yIaBaHHI BUKOHYBAaHOTO TIEpCOHaXa 1 Tpeda Oys10 SIKUMOCh YHHOM HAOJIM3UTH 1X J0 TOTO,
[0 HA3UBAETHCS TEPEIKUBAHHIM. YIIABaHHS K Take, IO MPUCYTHE B aKTOPCHKi MaiCTEpHOCTI, 1 K CIO-
BO-TIapa3uT B3araji To/i irHopyBajiocs. AJie 1ie 30BHINTHE yAaBaHHS, PO SKE HIXTO HE CMi€ BUCIIOBIIOBATHCS,
SIBHO €KCIUTYyaTy€ThCs 0 ChOTOJHI B KOMEAIHHOMY aHpi Ta Ha ecTpaii. | He Baxkko 3noranarucs, yomy. Tam
BIJICYTHI JpaMaTHuHi IepekuBaHHsA. ToMy, HaBiTh HE MalOYM aKTOPCHKOI OCBITH, aje BOJOAIIOYH BPOAKECHUM
MOYYTTSIM FYMOPY, IOMYJISIPHI yYaCHUKY T'YMOPHCTHYHHX TENIEBi31IHHUX MPOTpaM JIETKO, IPUPOIHO i MaicTep-
HO KETIKYIOTh HaJ CBOIMH IreposiMu. Te came cTOCY€eThCs i aKTOpiB, KOJIM BOHH TPalOTh y KOMEAIMHUX POIISIX
Ta Ka3kax. ['ajaro, 10 HIXTO HE KOPUCTYETHCS «CUCTEMOIO» B IHX jKaHpax. TyT BaM 1 oOMaH, 1 iMiTyBaHHS,
1 ymaBa"Hs. AJle )X CyTh TPH OIHA — IO KOMEMiiHOI, o apamarndHoi. To doMy TaMm, y KOMEIidHINA poJli,
pyxH, MiMiKa, TOJIOC, MOBJICHHS aKTOpa He 3aKyTi, BiJIbHI, Yepe3 SKi, BIacHe, i BiAOyBa€eThCs MEePEBTIICHHS
B IHIIIY JIFOJIMHY, & B JpaMaTHYHIN poJi KapIuHAILHO 3MIHFIOETBCS TAXIN 10 TpU? AJDKe caMe KUTTS JIIOJAWHU
HE JITMTHCS Ha JBa CIIOCOOH, JIe NICHXiKa (QYHKIIOHYE 3a 1HIIMMHU 3aKOHAMH — CIIOCi0 Becenui i cnocid cym-
HUi. S0 6 MM Masi B )KHTTI Taki IepeMuKaui, aki GOpMyIOTh iHIII ciocoOu, Tofi O Oylio 3po3yMino: «Ara,
TYT Tpeba aKTOpOBi TAKUM YMHOM BUKOHYBaTH POJIb — Hade CMIIIHA JIOMHA, a TYT TAKUM — Hade cepiio3Ha
i cymHa. TyT st TpOCTO MOKA3yo i IEMOHCTPYIO, 0OMaHIO0, YIaf0, IMITYIO 30BHIIITHI 03HAKH CMINITHOT JTFOMWHU 1
3aBISIKA ITOMY Malo BiTIyTTS OpraHiKd, IPaBIH, dii Ta iH., @ TYT Hi — TYT S HE ITOKA3yIo 1 HE IEMOHCTPYIO, HE
00MaHIOI0, HE y/Iar0, TYT 5 )KUBY B IHIIIIH JIFOIMHI, 5 KJIOH. TYT 5 irHOPYIO TIAadeM, TYT 5 «IIIaMan», abcTpary-
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10CA BiJl yChOTO 1 yCiX 1 BIaiato B «TpaHcy. JJaBHO 3p03yMisio, 1110 MepeKUBaHHS 3BUYANHOT JIIOAWHN B XKHUTTI
BIZIPI3HSIOTHCS BiJl IEPEKUBAHb JIFOIUHY, SIKa TIOKa3ye, IEMOHCTPYE Ta rpae poib iHmo1 moxunu. Lle Tex npa-
MaTHU4Hi IepeXUBaHHsl, aje He Taki. TyT crpaBa B TexXHili IeMOHCTpaii, BiITBOPEHHS, iIMITyBaHHS, yIaBaHHSI.

BucHoBku

[TimcymoBytoun, BapTO 3a3HAYNTH, IO AKTOPCHKE BHYTPIITHE XUTTS B POJ BIAPI3HAETHCSA BiJ] TAKOTO
K JKATTS 3BUYaiHOT TroarHA. CXOXKICTh MiXK THM 1 1HIITUM KUATTSIM TUTEKA 30BHIITHS. Ha MexaHi3M 30ymKeH-
HSI aKTOPCHKOTO TIEPEKUBaHHS B POJIi, OKPIM IHIIIOTO, HAMOIIbIIIe BINTMBAE MACTEPHICTD YIaBaHHS aKTOPOM
30BHIIIHBOTO KHUTTS MepcoHaxka. OJHAK MPO TaKy MalCTepHICTh y cucteMi CTaHICIaBCHKOTO HE WICTHCS,
HATOMICTb PO3IIISIAETHCS TUIBKKM BHYTPIIIHE JKUTTS JIOAMHHU, HA OCHOBI aHaJi3y SIKOTO BUHAWEHI MPUHOMH.
VY 1pomy i nossirae HanOibna nomuika K. CTaHicIaBchbKOTO.

[TepcniekTHBH MOMATBIIIOT0 OCMHUCIICHHS O3HAYCHOI TeMH BOAUYaeEMO B TOCIIKEHHI €CTETUIHUX aCIICKTiB
AKTOPCHKOTO TIEPEKUBAHHS B POJIi Ta 0COOIMBOCTEH TBOPYOI TisSITLHOCTI aKTOpa.
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IMPOBJIEMHBIE ACIIEKTBbI | Bapusra Muxamn Muxaitnosud
CUCTEMBI K. CTAHUCJIABCKOI'O | Kanouoam uckyccmeoseoenus, npogeccop,
Kueesckuil nayuonanvHulil ynueepcumem
KYbmypol U UCKYCCIMS,
Kues, Yxkpauna

Lens wccmenoBaHUs 3aKITIOYACTCS B BBLABICHHH IMPOOIEMHBIX aCHEKTOB cHcTeMbl CTaHHCIIaBCKOTO, HA OCHOBE
KOTOPO# OCBamBAaIOT MPO(ECCHOHATFHOE MAaCTEPCTBO aKTEPHI Tearpa M KWHO. MeTOmONIOrns UCCIIeIOBAHMS 3aKTI0YAeTCs
B MPUMEHEHUN aHAJUTUYECKOTO M JIOTUYECKOTO IMOIXOJ0B K OCMBICIEHHIO OCHOBHBIX NMPUEMOB ICUXOTEXHUKH aKTepa
Tearpa u kuHO 3a cuctemoil K. Cranucnasckoro. B uccienoBanny npuMeHEHbl CPaBHUTEIbHBIN aHaIU3 KU3HU aKTepa
B POIM M JKU3HU OOBIYHOTO uenoBeka. OCHOBOW TaKOrO CPaBHCHHUS BBIOPAHO ACIEKT [CSITENFHOCTH akKTepa Kak
nesitenst uckycctBa. Hayunass HoBu3Ha. OCyIIECTBICHO AHAIMTHUYECKYIO «PEBU3UI0» OCHOBHBIX MPUHIUIIOB CHUCTEMBbI
CTaHUCIIaBCKOTO, HA OCHOBAHMM KOTOPBIX OCBauBAIOT Mpo(ecCHOHATbHOE MAcTEepPCTBO AaKTEphl Tearpa M KHHO.
YcTaHOBIIEHO, YTO TPUEMBI, KOTOPBIE MPUMEHSIOT aKTephl JUIA CO3MAHUS XHM3HU B POJIM, HEAOCTaTO4YHO 3(P(EKTHBHEL,
Tak Kak omu009HO B3aThIe K. CTaHNCIABCKUM W3 KH3HEHHOTO OITbITa YenoBeka. OOHApYKeHO MCTOPUIECKUE MTPUINHBI
TAaKOro 3alMCTBOBAHMSI M HENOCTAaTKA O3TUX MPUEMOB IICUXOTEXHUKH. YKA3bIBAIOTCS IIyTH COBEPIIEHCTBOBAHUS
MacTepcTBa akTepa. BeIBombl. BHYTpeHHss jKU3HB aKTepa B PONU OTIIMYACTCS OT TAKOW K YKH3HHU OOBIYHOTO YCIIOBEKA.
CXOIICTBO MEXIY TOM W JAPYroil *KHU3HbIO TOJBKO BHeHIHee. CyIIeCTBYIOT pa3HOIIAcHs MEXIY TOAXOIOM K CO3aHHUIO
COCTOSIHUSI TiepekuBanus B poiu 3a cuctemoll K. CranmcnaBckoro m merogoM M. UexoBa, KOTOpbIM HacTamBal Ha
OTJIMYHOHM OT XM3HU MPHUPOJE YyBCTBAa W NEpeKrMBaHUA akTepa. Ha MexaHU3M BO30YyXKIEHHS aKTEpCKOTO MEpEKUBAHUSL
B POJIH, TIOMHMO TPOYEro, OOJNBIIE BCETO BIMSET MACTEPCTBO MPEACTABICHHS AaKTEPOM BHEIIHEH JKU3HH IEpCOHAXKa.
Opnako o TakoM MactepctBe B cucteMe K. CTaHHCITaBCKOTO HE HIET pedb, 3aTO PACCMATPUBACTCS TOJBKO BHYTPCHHSSA
JKI3HD YeNIOBEKa, Ha OCHOBE aHAIM3a KOTOPOW M300pETeHHI MPHEMBL. B 3TOM W 3akimrodaetcs camas Oojblias OIIMOKa
K. Cranucnasckoro.

Knrouesvie cnosa: cucrema CTaHUCIaBCKOTO; BHYTPEHHUI MOHOJIOT aKTepa; aKTepPCKoe BOOOpaKEHHE; CIIEHMYECKOe
JICHCTBHE; Bepa B MpejiaraeMblie 00CTOSTEILCTBA; YUyBCTBO MPABIbI B POJIH; COCPEIOTOUCHHE aKTepa

THE STANISLAVSKY SYSTEM’S | Mychailo Barnych
AREAS OF CONCERN | PhD in Art History, Professor;
Kyiv National University of Culture and Arts,
Kyiv, Ukraine

The purpose of the research is to identify the areas of concern of the Stanislavsky system, upon which the actors
of the theatre and cinema master their professional skills. The research methodology is to apply analytical and logical
approaches to understanding the basic techniques of psychotechnics of the theatre and cinema method’s actors. The research
uses a comparative analysis of the professional and ordinary life of an actor. The basis of this comparison is the aspect of
the actor’s activity as man of art. Scientific novelty. An analytical “revision” of the basic principles of Stanislavsky’s system
has been carried out, on the basis of which the actors of theatre and cinema master the professional skills. It is established
that the techniques that actors use to perform life in a role are not effective enough, as mistakenly taken by Stanislavsky
from real life experience. The historical reasons for this borrowing are revealed and the shortcomings of these techniques
of psychotechnics are indicated. The ways of improving the skill of the actor are indicated. Conclusions. The inner life of
the actor in a role differs from the same life as an ordinary person. There is formal similarity in both of the lives. There are
differences between the approach to creating a state of drama in the role according to K. Stanislavsky’s system and the
method of M. Chekhov, who insisted that actor’s feelings and emotions differ from life. The mechanism of excitement
of acting experience in the role, among other things, is most influenced by the skill of the actor’s representation of the
character’s outer life. However, there is no question of such skill in the system of Stanislavsky, but only the inner life
of man is considered, on which analysis the method have been developed. This is the greatest mistake of Stanislavsky.

Keywords: Stanislavsky system; inner monologue of an actor; actor’s imagination; stage acting; suspension of disbelief;
a sense of truth in the role; concentration of an actor
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ECLECTICISM OF “MULTIAGENT | Iryna Ivashchenko
EFFECTS” IN THE INTERPRETATIONS | 4ssociate Professor, Honoured Artist of Ukraine,
OF SHAKESPEAREAN TRAGEDIES | ORCID: 0000-0002-1046-0735,
BY THE DIRECTOR E. NEKROSIUS | e-mail: fusya5@ukr.net,
Kyiv National University of Culture and Arts,
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The purpose of the article is to identify the specifics of the interpretation of W. Shakespeare’s plays Hamlet (1997),
Macbeth (1999) and Othello (2000) by director E. Nekrosius, as well as to analyse the features of his creative methods and
techniques. The research methodology. An interdisciplinary approach and the following scientific methods were applied.
Typological-structural method is to structure the basic principles of synergies between peculiar elements of the director’s
tools of E. Nekrosius; the method of art history analysis is to identify the specifics of the main components of the directorial
activity of E. Nekrosius, as well as to determine his contribution to the development of contemporary European theatre
art; a method of artistic and compositional analysis of stage works is to justify the relationship between the director and
the author of a dramatic work in the context of the formation of an artistic and integral canvas of a dramatic performance and
other. Scientific novelty. The features of the techniques and methods for E. Nekrosius’s directing have been determined
on the basis of the art criticism analysis of the plays Hamlet, Macbeth and Othello by W. Shakespeare; the unique and
ambiguous use of metaphors and symbols by the director has been described. The specificity of innovative concepts and
traditional methods of theatre directing by E. Nekrosius has been revealed; the structure and levels of scenic imagery in the
interpretations of Shakespearean tragedies in the context of the transformation of the expressive means of theatre directing
were examined and analysed; an art historical analysis of the elements of directorial expressiveness used by E. Nekrosius
was carried out in the process of their transformation into compositional poetical and formative means. Conclusions. The
director’s interpretation of the Shakespearean tragedies Hamlet, Macbeth and Othello by E. Nekrosius testifies to the
dominance of his fundamental principle of creativity — the ability to convincingly and symbolically represent the relationship
between ethnic Lithuanian and world culture, positioning contact with the dramatic text of W. Shakespeare as the most
important factor. In the creative activity of E. Nekrosius, the symbolic in the object prevails over the word. The metaphors
with which the director constructs a complex space of performances are ambiguous, they undergo a variety of
interpretations and levels of reading. The same symbols and signs are constantly presented to the viewer with different
perspectives. Each object on the stage is a sign and symbol, meaning holder.

Keywords: E. Nekrosius; theatre directing; interpretation; eclecticism; W. Shakespeare’s plays

Introduction

Creative activity of the famous Lithuanian director E. Nekrosius (1952-2018) at the turn of the 2021
centuries showed that he is one of the leading European theatre directors of our time, which is associated with
the success of the Shakespearean tragedies production — the performances Hamlet (1997), Macbeth (1999)
and Othello (2001), which received high awards from international theatre festivals for best production and
direction.

The creation of visual metaphors based on the literary source is a distinctive feature of E. Nekrosius the-
atrical direction, which is characterized by extremely developed complex forms. He reveals the world of the
hero with all the elements of action in space and time of performance, referring to the Jung archetypes, carnival
and tragedy, but presenting them in an unusual, non-standard form.

The relevance of the study is associated with the need to understand the creative concepts of E. Nekrosius,
the specifics of his use of traditional and innovative directorial techniques and methods in the context of theat-
rical art development of the late 20™ — early 21* century.

The scientific novelty of the study lies in the fact that it reveals the features of directorial techniques and
methods of E. Nekrosius based on an art review of Hamlet, Macbeth and Othello performances by W. Shake-
speare; describes the unique and ambiguous use of metaphors and symbols by the director; reveals the innova-
tive concepts and traditional methods specifics of E. NekroSius theatre direction; conceptualizes the structure
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and levels of stage imagery in the interpretations of Shakespearean tragedies in the context of theatre direction
expressive means transformation; analyses elements of directorial expressiveness used by E. Nekrosius in the
process of their transformation into compositional poetical and formative means.

The creative activity of one of the leading theatre directors in the world of the late 20" — early 21 century
E. Nekrosius attracts the attention of many foreign and native researchers. For example, A. Maltseva in her
research article “The performance of Eimuntas Nekrosius as a director’s play” (Maltseva, 2010) analyses the
director’s involvement in “performing” — creating an image in front of the viewer, positioning the stage world
of E. NekroSius as a director’s play. I. Rukhliada (2016) in the research paper “Features of the directing of
Eimuntas Nekro$ius” defines some aspects of the director’s activity of the artist. Foreign scholars C. Pagani
(Pagani, 2002) in the article “Macbeth play on the stage of the NekroSius theatre” and P. Chura (2001) in the
publication “Reclaiming Shakespeare: Eimuntas Nekros$ius’s Lithuanian Othello” and others more thoroughly
explore the issues of E. Nekrosius directorial activities. However, Nekrosius theatre phenomenon, the specif-
ics of the director’s methods and techniques of the artist remain insufficiently studied and require thorough
research from the perspective of modern art history.

The purpose of the article

The purpose of the article is to reveal the specifics of the director’s interpretation of Shakespeare’s plays
Hamlet, Macbeth and Othello by E. NekroSius.

It is planned to consider the features of the directing techniques and methods of E. Nekrosius based on
the art review of Hamlet, Macbeth and Othello performances by W. Shakespeare, to characterize the director’s
unique and meaningful use of metaphors and symbols, as well as to reveal the specifics of innovative concepts
and traditional methods of E. NekroSius theatrical direction.

Research methodology. An interdisciplinary approach was applied, which allowed a comprehensive
examination of E. Nekrosius direction phenomenon. To solve formulated tasks, general scientific and specified
scientific cognition methods were used: typologically-structural (to identify and structure classification of the
basic principles of the relationship between specific elements of E. Nekrosius direction tools) a method of art
review (to identify the specifics of the main components of E. NekroSius director’s activity and the artist’s
contribution to development of contemporary European theatrical art); a method of artistic and compositional
analysis of stage plays (to justify the relations’ system between the director and the author of a dramatic work
from the point of view of an artistic and integral dramatic performance formation), etc.

Presentation of the main material

Innovative ways of expression, a unique worldview and vision of theatrical space, dramatic composition
of character direction, establishing connections with modernity, performance autonomy as works of art, orig-
inal, many-sided, emotionally influential metaphors and characters distinguished E. Nekrosius’s plays during
the time of his work at the State Youth Theatre of Lithuanian (1977-1991). In 1998, the director created his
own theatre Meno Fortas, the first years of which were marked by the premieres of famous Shakespearean
tragedies — Macbeth (1999) and Othello (2001), as well as the staging of the play Hamlet — a staging by
E. Nekrosius for the Lithuanian International Life Festival in 1997, where the artist offers innovative, uncon-
ventional conceptual solutions for theatrical direction and scenery.

Contemporary and foreign art and theatre experts consider as the characteristic features of E. Nekrosius
direction the active use of the scene study method during play production; pronounced metaphoricity and
symbolism; “play with a thing”; the presence of direct and figurative meanings; musicality; flexibility; “vivid”
improvisation and vivid acting ratings; rich and multifunctional use of natural materials (sand, water, fire, ice,
etc.), as well as unique poetry (Rukhliada, 2016, p. 1000).

In order to identify and comprehend the specifics of directorial techniques and methods of E. Nekrosius,
the article uses the concept of “multiagent effects” — an allegorical concept. The performances of the Shake-
spearean tragedies by the Lithuanian director are considered as complex art systems, interacting, but independ-
ent (“multiagent”) processes that are created and coordinated by the artist. According to the Italian director
E. Barba (Odin Teatret, Denmark), Hamlet is a play that made the name of E. Nekrosius well-known in the
European theatre society.

E. Nekrosius stated that the theatre director “must know how to read the production vertically, as if it
was a musical arrangement” (Valentini, 2000, p. 50), because, in his opinion, the performance should “speak”
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at several levels thanks to the use of meaning systems to achieve a combined, single effect. For example,
a powerful musical score develops simultaneously with many sound effects, expanding the range of non-verbal
audio messages from the director to the viewer.

The elegant use of fire, water and soil is the characteristic feature of E. Nekrosius directorial style: “I don’t
think about pagan culture, but I spend a lot of time in a Lithuanian village constantly seeing fire, water and
soil, so it’s natural for me to use them in productions. Such an environment is closer to me” (Valentini, 2000,
p- 50). In Hamlet’s monologue, the director creates an extraordinary atmosphere of suffering in which thoughts
of suicide take on much more meaning than a philosophical hypothesis. A. Mamontovas (Hamlet) plays under
a chandelier, which is made of ice crystals and burning candles — hot wax and ice water drip onto him during
the entire monologue. The white shirt that the ghost brought to his son turns out to be paper — it falls apart on
Hamlet, like a wet napkin. According to the director conception, suicide under such conditions seems to be
a fairly calm alternative to Prince of Denmark.

Critics noted that the whole world of the Hamlet play is riddled with “the frozen idea of revenge, a total
icy ghost that appears everywhere, at the tempo that slows down, in voices that whisper from nowhere, in the
defencelessness of life, in the absence of a difference between alive and dead characters (Pesochinskii, 2018).

The director seeks to express maximum meaning with minimal use of stage means. Thus, there are defi-
nitions with many meanings in a continuous bias of the value from one semantic field to another. A symbol,
like an image and colour, has a double meaning, physical and mental reality. According to D. Raboni (1997),
the director performs the production together with Empedocles (a representative of mechanical materialism in
ancient philosophy who professed the philosophy of fire) and Ballard, referring to the classical teachings of the
Persocrats, spreading symbols around four elements (water, air, soil, fire) of naturalists’ philosophical tradition.
The Italian theatre critic focuses on the fact that the productions of E. Nekrosius are deprived of the trivially
symbolic: “objects, images and movements are to some extent inevitable as elements of symbolic necessity...
the astonishment with which we perceive them is immediately doubled by the feeling of fatality, as if our sub-
conscious already struck by them” (p. 29).

The philosophical stage of E. Nekrosius recalls and evokes an atmosphere of archaic, mythological times,
a pre-Socratic state in which four elements are combined. K. Pagani (2002) notes that the indicated directorial
technique for specific metaphors is very appropriate precisely in the process of Shakespearean dramaturgy pro-
duction — verbal scenery or “scenes” of his tragedies go back to the ancient art of memory (p. 7). The memory
theatre is a rhetorically imaginary mean that contributed to the materialization of mental phenomena and their
transformation into words (the Shakespeare Globe Theatre was modelled on it). In the Macbeth play — a drama
of conscience — dramatic intervention in the text was carried out by strengthening the narrative, concentrating
it on the two main characters — Macbeth and Lady Macbeth, in whose images the feelings are polymorphically
balanced with other components. According to V. Valentini, the narrative breath of E. Nekrosius productions
approaches the breath of the novel, since its nonlinear time takes place in several orders or “temporary poly-
modality” (Valentini, 1999, p. 88).

Staging of Shakespearean tragedies by E. Nekrosius does not provide an unambiguous and rationalistic
interpretation — they are based on magic, mysterious, mystical and esoteric. The visual context of the director
never disappears, but an original is visible through it, revealing to the viewer the specifics of the director’s
rethinking of the work in parallel with the representation of the author’s idea.

In Macbheth by E. Nekrosius, Shakespearean tragedy is presented outside the framework of the codified
tradition, distinguished by the presence of aesthetics, philosophy, emotion and cosmology. The visual element
is represented by extremely strong image symbolism. Theatre critics defined the stylistic mixture and the aes-
thetic concept of the director’s performances as the style of the “baroque barbarian” — “this is the style that,
when emptied, makes the production material dense, inspired and deformed. In this magical environment, the
director fleshes out the sharp parables about two vulnerable creatures who cannot restrain the mind and feel-
ings in contact with powers. He does not judge the reality of ghosts or the morality of his heroes, emphasizing
that crime can never be justified” (Bloom, 1999, p. 145).

In his interpretation of Macbeth, E. Nekrosius created a picturesque universe, the elements of which are
wood, stones, water, smoke, metal and mirrors. The aesthetics of silence dominates there, more vibrant than in
other directorial productions of Shakespeare’s plays.

The main symbols of the performance, which have extremely strong dramatic significance, are a tree (the
personification of wisdom and superhuman knowledge, which the main characters lost, as once Adam and
Eve; during the banquet scene, Banquo’s shadow is represented by the tree), stones (in Christian symbolism
they are associated with the death penalty — it is not by chance that the main character constantly finds himself
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under a cascade of stone rain; in the main episode, when he reflects on the murder alone, the scene is covered
with stones, symbolizing the burden of sin) and a mirror (the most disturbing metaphor, a demonic instrument,
a symbol that appears in one of the visions caused by the witches, and when Macbeth decides to kill Duncan,
he does this by directing the dagger into the mirror): “the eternal story of Macbeth and his bloody crown is
presented like in a dark mirror” (Colomba, 1999). It is the mirror that is associated with the demonic and mag-
ical tradition, evil superhuman abilities: “in the background the mirrors are covered with an imitation of fairy
castles, and two chests hang from the ceiling, which, combined with requiem music and birds chirping, convey
the boredom of the passing time” (Quadri, 1999, p. 13).

The Italian critic V. Valentini, reflecting on the use of sound characteristic by E. NekroSius, emphasizes
that in his theatre hidden means of expression perform a function in which voices, whispers, cries are inter-
twined with opera arias, familiar quotes from classical works and specific nature sounds, which combines
action and gives the play a plasticity, painting its moods in grotesque and lyrical tones (TuliSevskaité’s, 2000,
p. 54).

For example, in Othello, the sounds of rain, thunder, a fiery wind, seagulls, doors that open and close, the
sound of water, the sound of the piano, trumpets and squeezebox played by actors and a recorded symphonic
score, are used by the director with different intensities in order to focus on temporary shifts in drama, showing
psychological changes.

The movements of the actors are intensified, turning into powerful and intriguing postmodern dances.
According to critics, the choice of E. Nekrosius for the role of Desdemona the 24-year-old Lithuanian ballet
star E. Spokaité emphasizes the obvious contrast of generations between the main characters and allows Des-
demona to express strong emotions by means of choreographic expressiveness — her graceful movements are
contrasted with Othello’s soldierly appearance (V. Bagdonas). “The strong sexual nature of love between Oth-
ello (Bagdonas) and Desdemona (Spokaité) is prompted in an erotically protracted duet that includes themes
of violence and tenderness, domination and submission” (Chura, 2001, p. 26). Since forces that are beyond her
control or understanding repel Desdemona from Othello, she uses dance to restore her power over the man.

Dominant in this performance are visual symbols: a significant number of metaphors (for example,
Othello’s sword), the contrast between light and dark, doors that do not open, four elements and opposite col-
ours have universal significance.

According to theatrical critic G. Vasinauskaite, Othello by E. NekroSius is “a representation of visual con-
trasts — black and white, movement and stasis, horizontal and vertical”’; the reviewer highly appreciates the in-
terconnection of many forms of metaphors and their expediency as an expression of the general plan of the play
(Vasinauskaité, 2000, p. 3). However, some art experts reject the director’s “generic eclecticism”, claiming that
his efforts to “strengthen” or “materialize” the drama — a form of disguise and an insignificant substitute for
the dramatic effect - a brutal attempt to indicate a meaning that is not actually presented on the stage. P. Chura
emphasizes that there is more than one active locus of drama in the play — since not all of the many symbols
and actions in the production are interpreted by the viewer - their influence is maximum at the subconscious
level, the director pays considerable attention to textual substantiation (Chura, 2001, p. 28).

P. Chura notes that the dramatic text of W. Shakespeare is only one of many instruments that E. Nekrosius
used to convey meaning, and this fact is emphasized by long moments of silence in Othello play — the play
develops slowly, and with more than four hours of production timing less than half is reading the text (Chura,
2001, p. 29). The director uses the “play in play” technique in the process of staging which is built on an ac-
tive ensemble movement to music or other sounds, as well as pantomimic rather long episodes taking place in
silence: “Silence seems to the viewer as an appropriate moment of expression, combines sensations, feelings,
comprehension, abstract and allegorical that describes and organizes the modern classicism of the Nekrosius’s
theatre” (Valentini, 2000, p. 51).

Since the directing of E. NekroSius is aimed at supporting and preserving the national culture (in one
of the interviews, the director emphasizes that he does not believe in a multicultural orientation, and people
should develop their roots in their own culture, deeply immersed in it) (Valentini, 2000, p. 51), he organically
combines objects of traditional ethnic Lithuanian culture with other elements of the director’s typical dramatic
vocabulary (we have in mind four main elements — soil, air, fire and water). Lithuanian gelds are traditional
wooden mills; in the performance they are the most universal requisites, since all the elements are embodied
in them.

The uniqueness of the author’s interpretation of E. NekroSius is manifested in the fact that he positions
Othello’s insecurity not as a result of his marginal social status: the director emphasizes that the protagonist is
a soldier, not a moor from Venice (the skin colour of the actor does not change).
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Macbeth play by E. NekroSius was criticized by critics as an illusive interpretation of W. Shakespeare,
touching on metaphysics — “metaphysical dream in black” (Marescotti, 1999, p. 7).

The Shakespearean tragedies directed by E. NekroSius are distinguished by their symbolic attention to
natural elements and their altered states. This almost magical alchemical operation affects the energetic state: if
in Hamlet the demiurges of action are ice water, and fire turns into black dust of coal, and in Othello shapeless
and airy objects such as water and wind dominate, then in Macbeth attention is paid to the earthly element,
which is personified by wood and stones. State-changing objects become carriers of the primary power of el-
ements, metaphors, the conveying of meaning, preserving the effect of occult presence — the director creates
a unique atmosphere in which wood seems to be the most durable material.

Conclusions

The Nekrosius’s interpretation of Shakespeare’s tragedies Hamlet (1997), Macbeth (1999) and Othello
(2000) speaks for the dominance of his fundamental creativity principle — the ability to convincingly and sym-
bolically represent the relationship between ethnic Lithuanian and world culture, positioning contact with the
dramatic text of Shakespeare as an essential factor. In the creative activity of E. NekroSius, the symbolic in the
object prevails over the word. The metaphors with which the director builds a complex space of performances
are ambiguous, they undergo a variety of interpretations and levels of reading. The same symbols and signs
are presented to the viewer with different perspectives; each item on the stage is a sign and symbol, a carrier
of meaning.

The prospects for further researches are a comprehensive review of E. NekroSius’s directorial activities
from the perspective of contemporary art history.
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EKJIEKTUYHICTD | Isamenxo Ipuna Biraniisaa
«MVYJIIBTUATEHTHUX E®EKTIB» | Joyenum, sacnyscenuii disu mucmeyme Yrpainu,
B IHTEPIIPETANISAX | Kuiscoxuii nayionanvuuii ynisepcumem
HIEKCIIPIBCBKHX TPAFEI[Iﬁ Kyonypu i Mucmeyms,
PEXUCEPA E. HAKPOIIYOCA | Kuis, Yrpaina

Meta crarti — BuaButH crenudiky iHtepmperamii mec B. Iexcmipa «lammer» (1997), «Maxber» (1999)
Tta «Otemmo» (2000) pexucepom E. Hsxpomrocom, mpoaHamizyBaTH OCOOMMBOCTI HOTO TBOPYMX METOHIB 1 TPUIOMIB.
MeTozomnorisi JOCTIKeHHS. 3aCTOCOBAaHO MUKIUCIMIUTIHAPHAHN MIAXiM 1 Taki HayKOBI METOAHW: THIOIOTIYHO-CTPYKTYPHHHA
(M1 CTPYKTYpYBaHHSI OCHOBHHX IIPHHIIMIIIB B3a€MO3B’SI3KY €JIEMEHTIB PEXHCEpChKOro iHcTpymeHTtapio E. Hskpomroca);
METOJl MHCTEITBO3HABUOTO aHaizy (Ui BHCBITIEHHS CHENU(IKM OCHOHMX CKJIAJHHMKIB PEXUCEPCHKOI [isUIbHOCTI
E. Hsxpomrtoca); MeTon Xy/0:KHbO-KOMITO3ULIIMHOTO aHalli3y CLEHIYHUX TBOPIB (JUIsl OOIPYHTYBaHHS CHCTEMH B3a€EMUH MDX
PEXKUCEPOM Ta aBTOPOM JIPAMATHYHOTO TBOPY B KOHTEKCTI (POPMYBAHHSI Xy0KHBO-IILTICHOTO MOJIOTHA JIPAMaTHYHOI BUCTaBH)
it in. HaykoBa HOBM3HA. BusiBIeHO 0COOMMBOCTI peXMCEpChKUX MpriomiB Ta MeTofiB E. Hsakpommoca Ha OCHOBI aHamizy
BuctaB «lammer», «Maxber» Ta «Otemno» B. Illekcmipa; oxapakTepu3oBaHO YHIKalbHE W OaraTo3Ha4HE BHKOPHCTAHHS
pexwucepoM MeTadop Ta CHMBOJIB; 3’COBaHO cHeEI(iKy HOBATOPCHKMX KOHIICMIH i TPaJUIIIHHUX METOMIB TeaTpabHOL
pexucypu E. Hsakportoca; po3amissHyTo CTpyKTypy Ta piBHI CLIEHIYHOT 00pa3HOCTI B IHTEPIPETaNisiX MEKCIIPIBCHKNX Tpare/ii
y KOHTEKCTi TpaHcdopmalii BUpaXalbHHX 3ac00IB TeaTpaibHOI PEXHCYPH; 3IHCHEHO aHaji3 eIEeMEHTIB PEeXHCEPCHKOT
BupasHocti E. Hskpomroca. BucHoBku. InTeprperanisi mekcripiBebkux tpareaiii «ammery», «MakOer» Ta «Oteso»
E. HsixpormrocoM 3acBimdye IOMiHYBaHHS OCHOBOIIOJIOXKHOTO MPUHIMIY WOTO TBOPYOCTI — 3AATHOCTI TEPEKOHIMBO
i CHMBOJNIYHO PEMpPEe3eHTYBaTH B3a€EMOBITHOCHHH MDK ETHIYHOIO JIUTOBCHKOIO 1 CBITOBOIO KYIBTYPOIO, IMO3HIIIOHYIOYH
KOHTakKT i3 npamarmyauM Tekctom B. Illexcmipa sx HamBaximBuid Qaktop. Y TBopuocTi E. Hskpormoca cuMmBomiuae
B 00’€eKTi mpeBaioe Haja ciaoBoM. Meradopy B NMOCTAHOBKAaX pekucepa Oararo3HavHi, BOHHM MiAJAOThCS Pi3HOMAHITHUM
IHTEepHpeTalisaM Ta piBHAM npountanHs. OJHI U Ti )K CHMBOJM Ta 3HaKW MPEACTaBJICHI Isiady 3 PI3HUMH TEPCIICKTHBAMY;
KOYKEH TIpe/IMET Ha CLIEHI — Lie 3HaK Ta CUMBOJI, HOCIH 3HAYeHHSI.

Knmouosi cnosa: E. Hskpoiiiroc; TeatpaibHa PEeXUCYpa; IHTEpIpeTalis; ekiIekTruka; npamarypris B. Illekcmipa

IKIIEKTUYHOCTD | Usamienko Mpuna BuranpeBHa
«MVYJIBTUATEHTHBIX DODPEKTOBY | foyenm, sacnyscennviii desmens uckycemes Ypautivi,
B UHTEPIIPETAIWM | Kuescxuii nayuonansholii yuusepcumem
HNEKCITMPOBCKUX TPATEIAUM | xyromypor u uckyccms,
PEXKUCCEPA 3. HAKPOIIIOCA | Kues, Yxpauna

Llens craTen — BBIABUTSH crieluKy naTeprperanin msec Y. Hlekcmupa «ammer» (1997), «Maxber» (1999) u «Orenno»
(2000) pexmuccepom 3. Hsxponmrocom, MpoaHATH3UPOBATE OCOOCHHOCTH €T0 TBOPYSCKUX METONIOB M MPHUEMOB. MeTomonorus
uccnenoBanus. IIpuMeHeH MEXKIUCIMIUIMHAPHBIA TIOAXO W TaKWe HAy4YHbIE METOABI: THIOJIOTHYECKU-CTPYKTYPHBINA
(M1 CTPYKTYpHUPOBAaHMSI OCHOBHBIX HPHHLMIIOB B3aMMOCBSI3H MEXKIY CHENU(DUUECKIMH 3JIEMEHTaMH PEKHCCEPCKOTo
uHCTpyMeHTapust  O. Hskpomroca); MeTOA  MCKYyCCTBOBENYECKOTO aHanmu3a (JUIsl  OCBEIEHHs CHELM(UKH IJIaBHBIX
COCTABJISIIOIIUX PEXKUCCEPCKON AesiTenbHOCTH O. Hoakportoca, a Takxke ONpesiesieHHe ero BKIaJa B Pa3BUTHE COBPEMEHHOIO
€BPOIIEIICKOTO TeaTpaJbHOTO MCKYCCTBA); METOJ XyA0KECTBEHHO-KOMIO3HMIIOHHOTO aHAIM3a CIEHHMYECKUX MPON3BEICHUI
(nmst 0OOCHOBaHMSL CHCTEMBI B3aMMOOTHOLICHMH MEXKIy PEXKHCCEPOM M aBTOPOM IPAaMaTHYECKOrO IPOU3BEICHUS
B KOHTEKCTE (DOPMHPOBAHUS XyHLOKECTBEHHO-IIEIBHOTO IOJIOTHA JPaMaTHYECKOro0 CIEeKTakis) u jAp. Hayunas HOBHU3Ha.
BrIsiBiIeHBI 0COOCHHOCTH PERUCCEPCKHX NMPHEMOB M MeTofoB O. Hskpomroca Ha OCHOBe aHanm3a crekrakieidl «[amier»,
«Maxber» n «Oremno» VY. lllekcrnimpa; oXapakTepu3OBaHO YHHKAIBHOE M MHOTO3HAYHOE HCHOJB30BAHHE PEKUCCEPOM
MeTaop U CUMBOJIOB; BBISICHEHA CIENM(UKa HOBATOPCKUX KOHIIEMIMI M TPaJUIIMOHHBIX METO/IOB Te€aTpabHOW PEKHCCYpPBI
3. Hsikportoca; paccMOTpeHa CTPYKTypa U YPOBHH CLHEHHYECKOH 00pa3HOCTH B MHTEPIIPETALIMSX [HIEKCIUPOBCKHUX TpareIui
BKOHTEKCTE TPAHC(HOPMALIHI BBIPA3UTENIBHBIX CPECTBTeaTPaIbHON PEXKHUCCYPBI; OCYILECTBIICH aHAIM3 2JIEMEHTOB PEXKHCCEPCKOI
BBIpasuTenbHOCTH O. Hsakpormoca. BeBomsl. MHTEepriperarms mekcrmupoBekux Tpareauii «[amimer», «Makber» n «Otero»
3. HsaxpomnmrocoM CBHIETENBCTBYET O JIOMHHHPOBAHNN OCHOBHOTO HPHHIMIIA €TO TBOPYECTBA — CIIOCOOHOCTH YOSAUTEIHHO
U CHMBOJIMYECKH TPE/ICTaBIATh B3aMMOOTHOIICHHSI MEKYy STHHUECKOW JIMTOBCKOW M MHPOBOW KYJIBTYpOH, MO3UIIMOHUPYS
KOHTaKT C Apamarnueckum TexcroMm Y. Illekcripa kak Baxknelmmii ¢akrop. B TBopuecte 3. Hsikporrtoca cumBoinyeckoe
B 00BEKTE IPEeBANUPYET HaJl CI0BOM. MeTaopsl B IOCTAHOBKAX PEKUCCEPA MHOTO3HAUHBIE, IOJAIOIIIECT PAa3HOOOPa3HbIM
UHTEpIIpeTalsIM U YpOBHAM mpouTeHus. OfHM W T€ K€ CHUMBOJNBI M 3HAKU TPEACTABICHBI 3PUTEII0 C Pa3TUYHBIMU
MEPCIIEKTHBAMH; KayK/IbIH IPEMET Ha CIIEHE — 3TO 3HAK U CUMBOJI, HOCUTEIb 3HAYCHUSL.

Knrogessre ciioBa: O. Hakpomtoc; TeaTpaibHas pexxuccypa; MHTSPIpETaIyst; SKIeKTHKa; qpamaryprus Y. [llekcrmpa
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Mera cTarTi — pO3MISTHYTH CTaH BUCBITICHHS B TeOpii Ta OCBITHIN mpakTuili mpodieMu (popMyBaHHS XxopeorpadiuHux
HABUYOK Yy MPOIIECi MiITOTOBKU (axiBIliB; TEOPETHIHO OOTPYHTYBATH METOIM BHBUYCHHS OCHOB XOpeorpadidHoi TBOPIOCTI Ha
0a3i aHamizy My3w4HOi (pakTypd B TPOQITGHIX BHIIMX HABUAJBHHUX 3aKiamax Ykpainum. MeTomonoris JOCIiHKeHHS.
Bu3HauanbHIM METONONOTIYHUM TIPUHIMIIOM CTaB METOJ aHANII3y ST PO3YMIHHS PI3HOMAHITTS IICHXOJOTIYHHX CTaHIB,
10 TIEPENAIOTHCST My3UKOI0. MeTos cuctemarnsarii 1 y3arajdbHEHHs TEOPETHYHHX Ta EMIIPUYHMX JaHHWX 3aCTOCOBYBABCS
JUIs OOTPYHTYBaHHSI 3MICTy MOHSTTS My3WYHOI (DaKTypu sK 3BYKOBOi TKaHHMHH TBOpY, LIO BKJIFOYA€ BCi 3BYKOBHCOTHI,
TeMOpOBI 1 METPOPUTMIUHI CHiBBiJHOIICHHs. Takok OyB BHKOPHCTAQHHH METOJ BifOOpy Ta iHTeprperanii My3UYHOTO
Marepiany B OaJeTHHX ITOCTaHOBKax. HaykoBa HOBM3HA IOJITa€ y MOIIHOICHOMY MOCIHIKCHHI OCHOB XOpeorpadiqHoi
TBOPYOCTI Ha 0a3i aHami3y My3W4HOI (aKkTypH Ui KPamoro po3yMiHHS 1 aHAJi3y My3WYHHX BHTOKIB XyIOKHBOTO 3aIyMy
BUJATHUX MaHCTPiB OaJIETHOr0 MUCTELTBA. BHCHOBKM. AHai3 My3HYHOI (DaKkTypH JO3BOJISE€ BIIKPUTH HOBHHl IUIACT IIPH
BHBYCHHI OCHOB X0OpeorpadidHoi TBopaocTi. PO3BUTOK OararopiBHEBOr0 My3HUIHOTO CIIYXY CIIpHse BUCOKonpodeciitHii podoTi
HaJl BIACHUMH ITOCTAHOBKaMHM Ha €Talli miadopy My3HMYHOTO Marepiajly, a TaKoX B TIpolieci peanisallii oro B XopeorpadidHiii
MOCTaHOBIII. BusiBieHo, 1m0 0aneTo3HaBCTBO BCE YACTIIe 3BEPTAETHCS 10 My3W4YHOi TepmiHomnorii. [IpormoHoBaHi aBTOpoM
CTarTi TEpMIHM JUISl BHUBUYEHHS B3a€MO3B’S3Ky My3uuHOi (hakTypu Ta Xopeorpadii mepir 3a Bce — 1€ peibed My3UuHO-
(bakTypHOT X0peorpadii TaHIt0, a TAKOXK — MyJIbCALlis PUTMY KOMOIHAIIT TaHI[F0. XapaKTepHCTHUKA TAHIIIO, 1€ BUKOPUCTOBYETHCS
3aIPOTIOHOBAHA TEPMIHOJIOTISI B pPaKypci BUBYCHHS MY3WYHOI (DaKTypH, MOMOBHIOE IIKATy MPHAOMIB i METOHIB, fAKI
YKHBAIOThCS 0aTeTMEHCTEPOM-TIOCTAHOBHIKOM TSI CTBOPECHHS 1 aHAITI3y MY3HYHO-XOpeorpadiHoro oopasy.

Knrouoei crosa: xopeorpadist; My3uka; 6ajieT; TBOPUiCTh; My3H4Ha (pakTypa; pUTMIYHIIT PO3pi3; MyJIbCallis pUTMY

Beryn

VY cydacHWX yMOBaX ITATOTOBKAa B MaricTpaTypi BHcCoKompodeciifHuX (axiBmiB i3 xopeorpadii, sk
1 BUCOKA KOMIIETEHIig y cepi My3ndHOI OCBITH, CTAIOTh yce OibII aKTyalbHUMU. 3arajibHi 3HAaHHS PO
MYy3WYHE MHCTELTBO, SIKi CTYJCHTH OTPUMYIOTh Ha MEPIIMX Kypcax YHIBEpCHUTETIB, 4aCTO BUSBISIOTHCS
HEJOCTaTHIMHU B acleKkTi 0e3MmocepeHbOro 3aCTOCYBaHHS LUX 3HaHb HAa MPaKTHLI. TOMY MPOMOHYETHCS
HampsM, 10 BUKOPUCTOBYEThCS B OaJE€THUX MOCTAHOBKAX, JIJIsl TOTTTHOICHOTO BUBUCHHSI My3UYHOTO MaTe-
piany. Maerbcs mpo po3IINpEHHs 3HAHb i3 My3UUYHOT (paKTypH, SKi Aa1yTh 3MOTY ITiIBHIINTH KOMIIETEHIIi0
CTy/ICHTa MaricTparyp y BUBUYEHHI OCHOB XopeorpadidyHoi TBOPUOCTI Ha eTanax aHaji3y i poboTu 3 My-
3UIHUM MaTepiaioM.

HayxoBa HOBM3HA PO3BiIKM MOJIATAE Y MTOTITHOICHOMY JOCIIKEHHI OCHOB XopeorpadiqHoi TBOPUOCTI
Ha 0a3i aHamizy My3n4HOI (paKTypu AJISl KPamoro po3yMiHHs i aHaNi3y My3HYHUX BUTOKIB XyJOXHBOTO 3a-
JyMy BUJATHUX MaiCTpPiB O0aleTHOTO MUCTENTBA. BUsBICHO, 0 0aJI€TO3HABCTBO BCE YACTIIIE 3BEPTAETHCS
710 MY3HYHOI TEpMiHOJIOTIi. Y TIPaKTHIli i Teopii BUKOPUCTOBYIOTHCS TaKi MOHSATTS, SIK «xopeorpadiyna (abo
IUTACTUYHA) TeMa, XopeorpadiyHuil JISHTMOTHUB, Xopeorpadiunnuii TemaTu3am» (Actaxosa, 1982, c. 73) ta iH.

B3aemoBmmB My3ukm Ta xopeorpadii € 00’€KTOM TOCTIHHOI yBarm HayKOBITIB. 30Kpema, NMUTaH-
HS €IHOCTI Ta B3a€MO3B 53Ky TaHIO I My3MKM B OaJeTHMX BHUCTaBaxX y SIKOCTI HPHUKJIALy CHUHTE3y
TaHIIOBAJIbHO-MY3M4HOI ApamMaTyprii nocmimxysana O. Hactiok (2014) y po6oti «CHHKpPETH3M MY3HKH
1 TaHII0 B OasieTHiN Xopeorpadii». ImocTpaTtuBHi, mporpaMHi i ApaMaTH4YHi aCLIEKTH MY3HKH B XOpeorpa-
¢iyHOMY MHCTenTBI posrisiganucs B podori O. €menbsaHoBoi «B3aemoaist Mmy3uku ta xopeorpadii B Oa-
JeTMeNCcTepChKii TBOPUOCTI». JLOCHiKYI0Un 3ByKOBY TKAHUHY MY3UKH 32 PiBHIMH (DI3UIHO-aKyCTHIHOTO
3BYYaHHS, III0 PEaNi3yI0ThCs B Xopeorpadiuniil MOCTaHOBII Ta HAAAIOTH i eMOMLiiHOT i pUTMIYHOI OCHO-
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BH, O. Kitoes (2000) y po3Bifii «My3nuKa Ta eBONIOIis» aKIEHTY€E yBary Ha 3HA4€HHI TaKuX (GOpPM — pUTM,
MeTp, TeMII, TeMOp, TNMHaMIKy — SK Ha MEepPBHUHHI 3acO0M My3W4YHOI BUpa3HOCTI. [[ucepramiiina pobora,
MPHUCBSIUEHA METOAOJOTI] Ta EKCIEPUMEHTAIBHOMY AOCIHiPKEHHIO Mojemi (gopMmyBaHHs OaneTmeiicTep-
CBKHX YMiHb MalOyTHIX yunuTeniB xopeorpadii, 3axumena O. [Tapxomenko (2016). Bonnouac Taki BaxinBi
METOJIM BUBYCHHS Xopeorpadii, sk My3n4yHa (akrypa, pUTMIYHUN po3pi3 My3uuHOI (hakTypu 1 myibcarlis
PUTMY, 31€0UIBIIOTO PO3IJISAAIUCS OTIOCEPEIKOBAHO, 1[0 HETATHBHO MO3HAYAETHCS HA SIKOCTI MiITOTOBKU
(haxiBIiB xopeorpadii B maricTparypi.

Merta i MeTOAM JOCJiIKeHHS

Merta cTarTi — pO3MISIHYTH CTaH BHCBITJIEHHS B TEOpii Ta OCBITHIM MpakTulli mpobiemMu GopMyBaHHs
xopeorpadiyHIUX HAaBUYOK Y Mpoleci MiAroToBKU (axiBIiB, a TAKOXK TEOPETHUYHO OOTPYHTYBATH METOIU
BHBUCHHS OCHOB xopeorpadidyHoi TBOpPUOCTI Ha 0a3i aHali3y My3W4HOI (akTypu B MPO(IIBHUX BUIIMX
HABYAJIBHUX 3aKjanax YKpaiHH.

MeTo10JI0TIYHOI0 OCHOBOIO POOOTH € KOMIUIEKC BUPOOJICHHMX 1 BUKOPHCTAHHUX CYYacHOIO HAyKOIO
MIPUHITUIIIB T4 METOAIB JociimkeHHs . CTaTTIO MiAITOTOBJICHO HAa OCHOBI NMIPHUHIIUIIB iCTOPU3MY, 00’ EKTUB-
HOCTI Ta HayKOBOCTi. BU3HauanbHUM METONOJOTIYHUM HPHUHLMUIIOM CTaB METOJ aHaji3y AJs PO3yMiHHS
PI3HOMAHITTS MCUXOJIOTIYHUX CTaHIB, 10 TEPEAAIOThCS MY3HKOI0. MeTon cuctemarn3anii 1 y3araabHeHHS
TEOPETUYHUX Ta EMIIPUYHUX JaHUX 3aCTOCOBYBABCS JUIS OOTPYHTYBAHHS 3MiCTy OHSATTSI My3U4YHOI (ak-
TYpH SIK 3BYKOBOI TKAaHWHH TBOPY, IO MICTHTH yCi1 3ByKOBHCOTHI, TEeMOpPOB1 i METPOPUTMIUHI CIiBBIIHO-
meHHs. Takok OyB BUKOPHUCTAHWW MeTOZ BifOOpY Ta iHTepmpeTallii My3sH4HOTO Marepialy B OaleTHHX
MIOCTaHOBKaX.

Bukaan marepianay gocigxeHHs

B 0CHOBI TBOPYOCTI 3aBXK/IH JIGKHUTH XyIOXKHS iJesl, sika peai3zyeThes, Tepll 3a Bce, yepe3 npodeciiny
MaKlCTepHICTh y Oyab-SKiif Tay31 JIFOACHKOI MisUTBHOCTI, ¥ T. 9. 1 B MUCTEITBI. DaHTa3isg Ta acoiaii TBOPIIS,
CBOEIO Yeprolo, 3aJIeXxarh Bifl TOCBiAY, 3arajibHOI epyAullii, TAIAHTy XYIOKHUKA, a 1THOAI W BiJ] BUITaTKOBUX
00CTaBHH, 1110 CTAIOTh JPKEPEJIOM TBOPUOTO IMITYIIBCY JUIS 3apOIKEHHS XyAOKHBOT0 3aayMy. LlikaBuM npukia-
JIOM TBOPYOTO iMIyJIbCY MOXe OyTH BiIOMMI BHIIAJIOK i3 BUAATHUM KiHOpexucepoM Enpnapom PszanoBum.
Inest cuenapito anst Ginemy «I"apax» 3’siBUIIACS MICHA BiBiyBaHHS peXXHUCEPOM 300piB rapakHOro Koorepa-
tuBy. [Ipodeciiine MHUCIEHHS TBOPI MEPETBOPHIIO T, IO CTAIOCS Ha 300pax 3Ha4YHOI KiJILKOCTI 0ci0, y ciie-
HapiH, IKUH CTaB OCHOBOIO XyAOKHBOTO (DITEMY.

3 igmoro 00Ky, peami3allis XyIoXHbOI iei — 1me Oararoetamanii MpodeciiHuii Tmporiec, TKH, 30Kpema,
y BUKOHaBYiif TBOPYOCTI, BKJIFOYAE B ce0€ TPW HANHOUIBIN BaXKIIUBI PiBHI: i/1es] — PO3yMiHHS — IHTEPIIPETAIIisl.
VYei 1i erany B3a€MOIOB’s13aHi. 3aKiajieHa i1es CIpsIMOBYE BHKOHABLS 0 MOITMOICHOIO PO3YMIHHSI TBOPY
(gacto cy0’€KTUBHOIO), SIKE BiH 30Mpa€ThCs IHTEPIPETYBATH, KIPOPOCTAIOUN» B MOMEHT BUKOHAHHS. CBO€EIO
4eproro, y camiil iHTepIperanii Maiictep BUKOPHCTOBYE Ti 3aCO0M BUPA3HOCTI, SIKi HAHOUIBII MiAXOAATH AJIS
BTUICHHS XYIOKHBOT 1/1ei.

[Tapanens Mi’k TBOPYMM BHUKOHAHHSIM MY3HWKAaHTa 1 CTBOPEHHSM XopeorpadidHoi MOCTaHOBKH BXKE Ha-
MMMCAHOTO KOMMO3UTOPOM MY3WYHOTO TBOPY TOTOXKHI, OO i B OJJHOMY, 1 B IHIIIOMY BapiaHTax MoBa Hie mpo
rioro BTileHHs. Taka cX0XicTh OOYMOBIIOE 3aCTOCYBaHHS 3arallbHOL I My3UKH i xopeorpadii TepMiHOII0-
rii. I JloOpoBonbcbka (1975) B poboti «Tanen. [Tantomuma. baner» 3a3Haumna: «re3um MailOyTHBOI Teopil
TaHIIO, SKi B TIPECi Ta YCHO BUCIIOBJIFOBAJIU HOTO JIisii, 3aCHOBaHI Ha aHAJIOTIsX 3 My3UKOIO» (C. 58). 3romom,
BUKOPUCTaHHS 00pa3HUX MYy3WYHUX BUPA3iB 1 cIeNU(IYHIX TEPMiHIB CTATI0 3arabHONPHUHATHM 1 B IPAKTHU-
i, i B TEOPETHYHUX POOOTAX, IPUCBIUCHHUX PI3HUM IMHUTAHHSIM OAJeTO3HABCTBA. TOMY BBAXKAEMO JIOPEUHUM
y MOJAJIBIIOMY KOPUCTYBATHCS TEPMIHOJIOTI€I0, SIKA 3aCTOCOBY€ETHCS B My3MYHO-BUKOHABCHKOMY MUCTELTBI.

OpHak, SKIIO MY3WYHHH BHKOHABELb HAJUXAETHCS TBOPOM, YK€ HAIMCAHUM KOMIIO3UTOPOM, TO
B XopeorpadiuHiil TBOpPUOCTI 3aJyM NEPEBaKHO HAPOMKYETHCS HAa OCHOBI CKOMIIOHOBAHOTO MY3HMYHOIO
Marepiaiy. Y CTBOpPEHHi Oe3CIOKeTHUX OaIeTiB 4acTO BUKOPUCTOBYETHCS KiJIbKa CAMOCTIHHHUX TBOPIB (Hampu-
knan, y 0aneri M. @okina «lloneniana» BukoprcToBytoThCs pi3Hi TBopu D. IlloneHa).

Toli caMuii My3UUHHI TBIp IHTEPIIPETYETHCS B OaJIETHIM MOCTAHOBI MO-pi3HOMY. OCOOIHMBO 1ie CTOCY-
€THCSI MY3HKH, fKa CIIOYaTKy He Ipu3Havanacs ais O6anety. Koxxen OGanermeiicTep mo-CBOEMY, BiIIOBIIHO 10
XYIIO’KHBO1 1711, CTBOPIOE HETIOBTOPHUHN OaJeTHHM CIEKTaKIb. LI pi3HOMAHITHICTH MOSICHIOETHCS THM, IO
OLITBITICTh BUIATHUX MY3WUYHHUX TBOPIB TEeperae A0BOJ MIMPOKY MATITPy eMOIIMHUX CTaHiB. | HaBiTh y «Cio-
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JKETHUX» CHEKTAaKIX, sIK cIynrHo 3ayBaxye E. Karuran (1969), came My3uka «BKa3ye MUISIXU CIIEHIYHOTO BTi-
JICHHS IAPTUTYPH, 1110 HE Ji0peTo alo JiTepaTypHe MEPLIOAXKEPEIIo, a HacaMIIepe] i TOJIOBHUM YHHOM MY3HKA.
CKiJIbKM BOHA TaiTh y c001 HEBUKOPHUCTaHUX MOXIIUBocTei!» (c. 160).

BararcTBo eMoUiiHOTO MOTEHIially My3UYHHX TBOPIB Xopeorpady BUKOPHCTOBYIOTh Y CBOIX OaJeTHUX
IHTepIpeTaLisx, MiAKPECIIOYH EBHI IpaHi HACTPOIO MY3HKH. SICKpaBUMH MTPUKIIAIaMH Pi3HOMaHITHOTO XOpe-
orpadiuHOTro BIATBOPEHHS MY3UYHOTO IIEIEBPY € CIEKTaKIl Ha My3uKy «bonepo» M. Pasens. HaiiBimomimri —
e moctanoBku JI. JIaBpoBchkoro, M. bexapa Ta P. Ileti. bamern maiicTpiB myke pi3Hi, 00 KOKEH 3 HUX Mae
CBO€ 0COOJTMBE eMOITiiiHEe PO3YMIHHS XYI0KHBOTO 33yMY.

ByBaroTh Taki xopeorpadiuHi TOCTaHOBKH, SKi PO3KPUBAIOTH NIMOWHHI €MOIIiiHI TUTaCTH B My3uIli. | Tomi
Isi1a4, i BILIMBOM Bi3yaJlbHOrO 00pasy, O-HOBOMY CIyXa€ 3HAHOMHUI My3HYHHH TBip, epeOyBaiouu Iij
BIUTMBOM (aHTa3ii Oanermerictepa. Tak, y eBponeHchbKii My3ulli MiHOpHA TOHAJIbHICTh Ma€ 3a0apBICHHS CyM-
HOTO HACTPOIO 1 € OJHUM 3 BaXKIIMBHX 3aCO01B My3WYHOI ApaMaryprii. 3MiHU K TOHAJIbHOCTEH BUKOPHUCTOBY-
IOTBCS KOMITO3UTOPAMU JUTS BioOpaskeHHs Pi3HUX €MOLIWHUX MepeKnBaHb i CTBOPEHHS HOBOI armMocdepu
roxii — i B orepHOMY KaHpi, 1 B OaJeTi.

Bupa3num npukiagom Takoro migxoay € nocraHoka M. @okinumM O6aneTHoro Homepa «Bmupatounii je-
0116». My3uka, sIKy BUKOPHCTAB MaiicTep XopeorpaiqyHOro MUCTELTBA, HAIEKHUTh BUAATHOMY (hpaHIy3bKOMY
rkomnosutopy K. Cen-Cancy: e ofiHa 13 YaCTHH CIOITH MUTLSI AJ1S1 IHCTPYMEHTAJIBHOTO aHCAMOIIO TiJ1 Ha3BOIO
«Kapnasan tBapun» (pp. Le carnaval des animaux) — «JIebigp». [lapagokc 3icTaBneHHss My3UKH W XOpeo-
rpadii monsirae B Tomy, 1o B ’eci Cen-CaHca He nependavaeTbest Tpariyaa po3s’s3ka. Hapmaku, My3nuHa
(hakTypa HiXKHA 1 TIPO30pa, 10 HaBitO€ cIOKii. [ToBibHA CITiByYa MeNOais HiOW BIATBOPIOE IUIABHICTH PYXy
nebens, a npibHi ¢irypamii akoMmaHeMEeHTY — M SIKi CIUIECKH BOJTHOI TTOBEPXHI, aJie B MAKOPHIN MYy3HIIi IT"€CH
HasBHI (hparMeHTH MIHOPHUX MOJYJISAIIH.

[TosiBa MiHOPHOT TOHANBHOCTI B Ma)OpHii m’eci «JIedigp» Cen-CaHca — 11e HEBETUKA My3UYHA JCTalb
TBOpY. OiHaK A7 BUAAaTHOTO Xopeorpada M. dokina, MOXKIIMBO, caMe BOHA CTaja MiICTaBOIO JIsl CTBOPEHHS
XyAOKHBOI 171€i. 3a ioro 3aaymMmoM, XxopeorpadiuHa iHTepnpeTaiis IbOro My3H4HOro Marepiainy Oyna BHUpilie-
Ha B CyMHOMY, HaBiTh TparivyHoOMy KJItodi. ¥ 3B’S3Ky 3 IMM 3TaJa€MO MipKyBaHHS BUIATHOTO TE€ATPAIHLHOTO
pexwucepa b. [TokpoBchkoro: «MokHa TIO-PI3HOMY «BiTUyBaTH» MY3HKY. UacTo i1 CIpHHSITTS 3aJIeKUTh Bill
CTaHy JIIOAMHU Ha JaHui MoMeHT. CityXaTu My3UKy — L1€ He OIHOCTOPOHHIH npouec, a Hi0M AyIIeBHUH Aianor
3BYKIB 3 MHUTTEBUM CTaHOM ciyxada (...) KoxkeH pa3 BiH moxe Oytu pizaum» (Iloxposckuii, 1985, c. 32-33).
I mani pexwucep nopae NepeKOHINBHIA MpHUKIIaA 3 onepu «OTerno»: «My3uka, 1110 BIeple 3a3Bydaia B CaMOMY
anorei Jiro6oBi OTeswio i Jle3neMonu, 3ByUnTh HaJ IXHIM CMEPTHUM O1IpoM. (...) Pi3Hi oOcraBuHH, a My3uKa
OJTHa 1 Ta XK. | clyXaeThCsl BOHA KOXKEH pa3 MO-1HAKIIIOMY, 3aJISKHO BiJl 3iCTaBJICHHS 3BYKIB 3 BHIUMOI IVIsi1a-
4eBi crieHigHOi cutyariero» ([lokposckuit, 1985, c. 42).

[Ipodeciiine cIpuUAHATTI My3UIHOTO TBOPY Mependadae po3yMiHHS €MOIITHOTO CTaHy B yciif 6araro-
TPaHHOCTI W PI3HOMAaHITHOCTI HOTO efeMeHTiB. Taki HABUYKHU CHPHUSIOTH PO3BUTKOBI TBOpUOi (aHTazii Mo-
noaux (axiBiiB Oanery i JormoMararoTh iM 3HAXOAWTH BIIACHI IIISXHU PO3B’SI3aHHS CIEHIYHOTO JIHCTBA, 1110,
CBOEIO Ueproro, Oyae BigoOpakyBaTHCs B 3By4aHHI My3UUHOTO MaTepiany.

Emomiline cipudHATTS My3WKH — OJlHA 3 HAWBAXKIUBINIMX SKOCTEH, SKOK HEOOXIJHO BOJOMITH XOpPEo-
rpady A7 TOCTAaHOBKM Ha BHCOKOMY TpodeciiHOMY piBHI, ajie 1boro HemocrarHbo. st Ganermeiicrepa-
MTOCTAaHOBHWKA Ba)KJIMBO MaTh OaratopiBHEBUH MY3WYHHH CIyX, SKHH JOMOMAarae BiI4yBaTH BCi JeTalli My-
3n4gHOi (hakTypu. HaBiTh HaiipiOHIII HIOAHCH MOXKYTh HOMY «IIiIKa3aTm» IiKaBy OpUTIHAJIBHY 17€f0 XOpe-
orpadiunoro 3agymy. llpodeciiiHa » MalCTEpHICTh TOTIOMOXKE 3HAWTH Ta BUKOPHCTATH TaKi 3ac00M XOpeo-
rpadiuHoi BUPa3HOCTI, sIKi HAHOIIBII BiINOBIAAIOTH PO3KPUTTIO 1 peainizauii Xyaoxupoi inei. [Ipu upomy mms
CTBOPEHHSI IOCTAHOBKHM BHCOKOTO PiBHS BaXKIIMBO, I[00 My3HKa HE LIFOCTpyBaJia Jil0 Ha CLIEHi, a pO3KpHBaja
0ararcTBO CBOiX rpaHeil y OaneTHiil BucTaBi. «BapTo cTBoproBaTH Taki cueHiuHi Aii, (...) siki Oy1yTh BIUIMBa-
TH Ha NYOJIKY B nOCOHanHI ma 3icmaegienti 3 My3UKOI0, 1HOJII 116 MOXe OyTH 1 mpotucTaBieHHs» (c. 33), —
HacraBisie 6anmermeticrepiB b. [TokpoBcrkuit (1985).

VY nporeci poboTH Haj My3UYHHM MarepialioM Xopeorpad TakoX He IMOBHHEH IMOKIAATHCS TLTBKH Ha
iHTYillit0, 00 My3UYHE MUCTEITBO BiJITBOPIOE TOYYTTsI, 00pa3u Ta eMOIlii y3araabHEHO; BOHO OaraTro3HauyHe
i mo30aByieHe KOHKPETHOCTI, OCOOIMBO B HEMPOTpaMHii My3uKku. Ko Mu BUragyeMo MOTHBAIIIO MTOYYTTIiB
1 HACTPOIB MY3HKH, TO YABISIEMO O€37114 «IPUUUH» [IEBHOTO XapaKTepy, IKi MOXKYTb MOSCHUTH X BUHUKHECHHSI.
Came iHTY{His JOMIOMArae B pO3KPUTTI BHYTPIIIHBOTO 3MicTy My3uku. OHaK Mae paiito €. AKYIOB: «IKIIO
IHTYIIIsE He 0a3yeThesl Ha 3HAHHSX, BOHA JIETKO MOXKE TITH HEBIPHUM IIUISIXOM, 1 TBOpYa (aHTa3isi BUKOHABIIS
PO3IHIETHCS 3 KOHIICTIII€I0 KOMIIO3UTOPA, BCTYTIMBIIIH 3 HEIO B KOH(IIIKT. A depe3 KOHQITIKT i3 My3HKOIO B My-
3MYHOMY TeaTpi HIiY0oTo 100poro BUiTH He MOke» (AKyros, 1978, c. 9).
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OTke, OMHUM 13 HAWBKIIUBIMIINX ACIICKTIB BUBUCHHS OCHOB XOpeorpadidHoi TBOPIOCTI MacTpiB Oa-
JIETHOT'O MUCTELTBA € BMiHHS BUSIBUTH JIOTIKY MY3U4YHOT KOMIIO3HIIi1, 3p03yMiTH ii Apamaryprito. Baxinso
TaKOX HAaBUMTHCS BUCOKONPOQECiiHO aHali3yBaTH 3ByKOBY (akTypy, sika € OCHOBOIO TBOpUOi ifei Oaer-
MelcTepa Ta peai3oBaHa B HOTO MOCTaHOBIII, 110 HEOOX1IHO MostoIuM (axiBusiM Xopeorpadii B caMoCTii-
Hill poOori. [IpodeciiiHe cipuiHATTS 3ByKOBOi (hakTypu 0OpaHuX JJisi MOCTAHOBKH TBOPIB TOTIOMOXKE BH-
SIBIISITH IOBHUHM €MOIIIITHUI CIIEKTP IEBHOTO TBOPY, 1 YaCTO caMe MPUXOBaHi, IO «HE JIeKATh Ha IIOBEPXHI»,
JIpaMaTypridHi JiHiT CKJIaTafoTh BETUKUH MOTEHITial OCHOBH I[IKaBOTO 3aIyMy (HAIPHUKJIIAI, IK Y CTBOPEHHI
OanetrHoi MiHiaTIOpH «BMuparounii 1e0ian).

Jlnst GimbIn eTambHOTO aHalli3y CIEHIYHHUX MOCTaHOBOK BUIATHUX MalCTpiB-OaneTMencTepiB mporo-
HYEMO BUKOPHUCTaHHS IEBHUX TEOPETHUUYHUX «IHCTPYMEHTIB» B MPOILIECi BUBYCHHS OCHOB XopeorpadiuyHol
TBOPYOCTI Ta B «IIPOYNUTAHHI» My3UYHOTO MaTepiaiy.

Tax, MeToZ BUBYCHHSI OCHOB XOpeorpadiuHoi TBOPUOCTI IPYHTYEThCS Ha TaKUX TEOPETHUUXI MOHST-
TAX, SIK My3U4HA (PaKTypa, pUTMIYHUHN po3pi3 My3ndHOI GaKTypH i MymIbcallis puTMy.

[TosicHUMO KOXKHE 13 3a3HAYCHHUX IOHSATb.

My3suyHa QakTypa — 11e 3ByKOoBa TKaHHHA TBOPY, 1110 MICTUTH YCi 3ByKOBUCOTHI, TEMOPOBI il METPOPHT-
MiuHi cniBBigHomenns (Kacosuenxko, 2003, ¢. 28-31); my3uuna ¢axrtypa — iJlicHe 3By4aHHS My3UYHOTO
TBOpY. Ha BinmMiHy Bim My3uuHOi (opmMu, sl BUBYEHHS KO MOXKHA KOPHUCTYBATUCS HOTHHM TEKCTOM,
BHUBYCHHSI My3H4YHOI (pakTypH TBOPY MOXKIIUBE TUIBKH Y (OpPMi MPOCIYXOBYBaHHS ayJio Ta BiJeO3amuciB
a00 «KHBOTO» KOHIIEPTHOT'O BUKOHAHHS. 3aB/ISKHU [IbOMY BUBUEHHS XOpeorpadiuHoi TBOPYOCTI 3a JIOTIOMO-
TOI0 aHaJi3y My3W49HOI (DaKTypH BUBOIUTH MOCIITHUKA HE TUTBKH HAa PO3yMIHHS JIOTIKO-KOHCTPYKTHBHOTO,
a 1 eMOIIifHO-3MICTOBHOTO PiBHEH My3WYHOTO TBOPY, III0 BUKOPHUCTOBYBAaBCA y OAIETHIN MOCTaHOBII.

Pi3HOMaHITTS ICUXONOTIYHUX CTaHIB, IO MEPEAAIOTHCS MY3HKOI0, «3ali(PpOBAHO» B MEJIOAIHUX 1H-
TOHALISIX, PUTMIYHUX MAJIOHKAX, OPKECTPOBUX TEMOpax, My3UUHid PUTOPHULI Ta 1HIIMX €JIEMEHTaX MY-
3UYHOT paKTypH.

PurmiyHmit po3pi3z Mmy3uuHoi pakTypu nependadac BUBYCHHs PETYISPHO-aKIEHTHOI PUTMIKH Pi3HUX
€JIeMEHTIB, KBaIPaTHOCTI ab0 1HIIOT epioanyHOCTI My3n4dHO1 OynoBu. Hanmpukiaz, puTMidyHUN po3pi3 My-
3UIHOT (PaKTypH (POPTEMIaHHOTO BabCY, SIK TPABUIIO, MICTHTD y C00i: 1 pUTM TPUIOJIBHOTO METPY BCEpe-
IIWHI KOJKHOTO TakTy (3a3Buuail 3/4), i puTM Oacy, o MiAKPECTIOE TITBKU TEPITy YacTKy TaKTy, i pUTM
KJIACHYHOTO KBaJIpaTy, TOOTO MEePiOANIHICTh PUTMY YOTHPU-TAKTOBOT OYJIOBH, 1 PUTM caMO1 MEIO/Iii.

[ Mmy3uuna ¢pakrtypa, i puTMIYHHHI PO3pi3 My3UUHOT (PaKTypH — 11€ TIOHATTS, SIKi BU3HAYaIOTh 00’ €KTUBHI
SIKOCTI 3ByYaHHSI My3UYHOTO TBOPY.

[MonsTTa MyNbCaliss pUTMY OB’ s3aHe 3 BUKOHABCHKUM TIOAaHHSIM PUTMIYHOI OpraHizaiii TBOpY, sKe
3MIHIOE CIPUHWHATTA Te4ii My3HYHOTO 4Jacy. SIKIIo B OAHOMY i TOMY K 3By4aHHI 30CEPEANTH yBary Ciyxy
CITOYATKy Ha YepryBaHHI PUTMY KO’KHOI YBEpPTi B aKOMITAHEMEHTI BaJIbCY, TO My3UIHUH dac Oyje 37aBaTuCs
JOCHUTDH IIBUIKHUM. Y pa3i K, KOJM MU CBOIO CIIyXOBY yBary nepeBoAMMO Ha 0acoBi HOTH aKOMIIAHEMEHTY,
TOOTO MEPIOAMYHICT PUTMY YSIBIMO TaKTamH, TOAI My3HYHHUH dac Oyae 31aBaTHCs croKidiHimuM. [lyns-
cauis puUTMY B Halii ysiBi OyJe «IOBiIbHIIIO» MOPIBHAHO 3 MepiuM BapiaHToM. llle 0inbl moBiIbHIM
Oyze 31aBaTucs MY3UYHUH 4ac TOA1, KOJIHM MyJbCallisl 3arajlbHOTO pyxXy Oyae B Hallild ysBi sIK YepryBaHHS
YOTUPHOXTAKTOBOI CTPYKTYpPH, TOOTO TIBKU MEPIINH 13 YOTUPHOX TaKTiB Oy/e aKIEHTOBAaHUM II0 BiJHO-
IIEHHIO /IO TPHOX 1HIIIHX.

Leii peHoMeHn mposBisie cebe B TAKUM CIOCIO: SAKIIO BUKOHABEI[h X0U€ CTBOPUTH BiMUYTTSI IIBUIKOTO
TeMITy, TO BiH Oyze KOHLIEHTPYBaTH yBary Ha BipTyo3Hili cTopoHi My3uuHoro TBopy. Hanpuknaz, y «Peso-
mouiiHoMy etroni» lllonena, BUKOHaBeLb HaMaraTUMETHCS MiIKPECTOBAaTH ApiOHI TPUBAIOCTI pUTMIYHO-
ro po3pi3y My3u4HOi GakTypH, T00TO 16-i TpuBanocti B miBii pyui. [Ipu npomy He 000B’SI3K0BO X rpaTu
TOJIOCHIIIE MeNofii. AJe, SIKIIO BUKOHABEILb 30CEPEANUTh yBary Ha pUTMi MeJoii, MiqnopsaKOBYOUN 1l
MyJIbCAIII0 PUTMY, TOAI TEYis MY3WYHOro 4acy Oy/e CHOKIHHIIION, TaKOK, IO IiJIKPECIIIOE BEJIUYHUN
HacTpiit TBOPY. | B ToMy, 1 B iHITOMY BapiaHTaX MBUAKICTH 3BYKiB 32 METPOHOMOM MO)Ke OyTH OTHAKOBOIO,
3MIHIOETBCS TUTBKU IyNbCAIlisi PUTMY, TOOTO BUKOHABChKE YSBJIEHHS PUTMY, sIK€ BTITIOETHCS 3arajbHUM
3By4aHHAM (pakTypu. MaHIMy 009N MyJIbCAIi€I0 PUTMY, JOCBITYEHUN BUKOHABEIb ITi]] 9ac iHTepIpeTarii
3BepTaE yBary ciyxada Ha pi3Hi TPUBAJIOCTI PUTMY B TaKHii c1ociO, aOM 3MIHIOBATH HOTO YSBICHHS PO Ie-
pebir My3UYHOT0 Yacy i CTBOPIOBATH HEOOX1HUH st HbOro My3uuHuil 00pa3 (Kacbsaenko, 2003, c. 8-9).

3BepHEMO yBary Ha MPHUHIMIIOBY BiAMIHHICTh TOHSTTS IyJbCAllisi PUTMY MOPIBHSHO 3 MOHSTTAMU
PUTM, METp, TEMII, SIKi YacTillle BUKOPUCTOBYIOTHCS B Teopii My3uku. OpHUTiHaTbHAN MPUKIIA]] 31CTaBICHHS
WX TTOHSITH 3HAX0AUMO B KHU31 b. [TokpoBCchKOTO: «YSIBITH CO01, IO 11O BYJHUIN HAYTH COJIIATH 1 CIIIBAIOThH
micaro. Te, M0 BOHU Bif3HauatoTh KpokoM («Pa3-nBa, pa3-nBa») € memp. (...) Po3mipu / TakTy / MOXYTh
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OyTu Halpi3HOMaHITHIimII. | YoTHpW YBEPTI B TaKTi, 1 OMWHAIIATH UBEpPTEH, 1 IT’ATh BOChMUX TOmIO. [licHs,
SIKY CITIBaIOTh COJIJIATH, CKJIAIa€ThCS 3 HOT Pi3HOT TPUBAJIOCTI. (...) IxHe criBBiHOLIEHHS, TOOTO CHiBBiAHO-
LICHHSI IXHBOI TPUBAIIOCTI, 1 € pumm. [Ipy IbOMY BHCOTHICTB 3BYKY HE BPaXOBY€THCS, BOHA CTOCY€ETHCS BXKE
menomuii. (...) A mo take remn? Lle — weuoxicme. YaBiTh COOI, 110 KOMaHIUP MOMITHUB 3aIli3HEHHS 1 MIIIOB
mwBuaIIe. | puT™, 1 METP 3aJIMIITUIKCS HE3MIHHUMU, 3MiHUBCS Juiie memn» (IlokpoBckuii, 1985, c. 42).

[IpokoMeHTy€eMO 1110 ITUTary. B onrcanomy npukiaii memp BilpaxoByEThCst KPOKOM, TOOTO O€3 ydacTi
MY3WYIHOTO 1HCTpYMeHTy. lle o3Havae, Mo BiH HE € eJIeMEHTOM MY3W4YHOI dakTypu. SIkO6m MeTp OyB 03BY-
YeHWH, HAPUKIIAJI, Y TapTii yIapHOTo iHCTPYMEHTY, TO B ONMCAHOMY NPHUKIIaJi BapTo Oyio O BKe BECTH
MOBY IIPO JIBa pUTMIUHI PO3pi3H QakTypH: MeNoaii i yIapHOTo iHCTpyMEHTY. Y IbOMY pa3i pUTM y maprii
yAApHOTO 1HCTPYMEHTY 30iraBcst 6 i3 meTpoM. TeMIl — 1€ KOJIM 3MiHIOIOIOTHCS, TPUCKOPIOIOTHCSI YU BIIO-
BUIBHIOIOTBCS BCI PUTMIYHI po3pi3u QakTypH, aje He MOPYUIyeThCs IXHsI KoH(irypamis. Putwm, sik 00’ ex-
THUBHA JJAaHICTh, HE 3MIHIOETHLCS aHl B pa3i TEMIIOBUX BIAXWJICHb, aHI B pa3i 3MiHHU Iyabcalii. Yci puTMivHi
KOMTIOHEHTH 3BYyKOBOI (paKTypH JIMIIE CHiBBIAHOCATHCA B Pi3HIN MpiopuTeTHIN B3aemoii. OTxe, My3udHa
«HATTOBHEHICTH IMOMISAMI» 3MIHIOE HAIll€ BIAUYTTS MY3UIHOI (aKTypH 1 CTBOPIOE pi3HE YSABICHHS IO TIe-
peoir My3U9YHOTO Yacy.

VY Gazeri mysnbcalist puTMy IposiBisie cede y BUOOpi Takux xopeorpadiunux (iryp, sKi miaKpecIooTh
MEBHUN 1Iap PUTMIYHOTO po3pisy My3uuHoi QaxTypu. b. Acadres (1974) 3a3naumuB, mo came B OaneTi
«MY3UYHUH PUTM CTa€ TUIACTUYHUM, BimayTHUM» (c. 117). BameTmeiicTep 3a JOMOMOro0 TUIACTUKH Ta
CTPYKTYpPH TAHIIO BIITBOPIOE CBOE BiTUYTTS MY3UYHOTO Yacy, sIKE 3MIHIOETHCS 3aJICKHO Bijl 33 yMaHOl
XYIOXKHBOI 171ei Ta BimoOpaxkae 3MiHH Iybcallii pUTMY B CXOXKHX 3a METPOM 1 pUTMOM MY3WYHUX TBOPAX,
10 CBIAYHTH MPO HOTO BUCOKUU PiBEHh MY3UYHOI epyAHILii.

bruckyuum mpukiaagoM 1poro € ogHoakTHUi Oamer M. dokina «llloneniana» (iHOAI BimoMuil sk
«Cunwdina»: 3 ¢p. «Les Sylphidesy). lleii meneBp 6aneTHOro MUCTeNTBA OYB CTBOPEHUN MOJIOIUM 27-pid-
HUM xopeorpadom, sikuii BuUKopructaB My3uky TBopiB @. [llonena. [Ipem’epa Ganery Bindynacs 10 mroTo-
ro 1907 p. Ha GnaroapiiiHoMy cniekTakii B MapiiHChbKOMy Tearpi 1 Oyiia mpucBsueHa mam’siTi reHialbHOTro
MOJIbCHKOTO MY3UKAaHTA.

Komrmozwutis 6anety — me TaHIIoBajJbHA CIOiTa, B sSIKill BUKOpHCTaHi ¢poprenianai TBopu [llomena manoi
(hopmu: Banbc, MONOHE3, Ma3ypKa, HOKTIOpH, TapaHTena (y Bepcii moctanoBku 1907 p.), mpenrosis i HaBiTh
(hparMeHT OJTHOTO 3 eTIOZIB KOMITO3UTOPA. Pi3HI 32 XapakTepoM i »aHPOM TBOPHU 00’ €JIHYE CITIJIEHA pHca:
BOHH HalMCaHi B TPUIOJLHOMY METpPi, TOOTO B TaHLIOBAJILHOMY PUTMI (200 METpi 3 eIeMEHTaMH TaHIIO-
BaJIbHOTO PUTMY, sIK B HOKTIOpHI Jis 6eMonb Maxop, TB. 32 Ne2).

BanerHa croiTa ckiana€eThbes i3 BOCbMU YacThH (Bigeo ogqHoakTHOTO Oanety «lllonenianay M. dokina
B MeTtponoimiteH-onepa — asém.) (American Ballet Theatre, 1984):

1. YBepriopa — Benukuii biauckyunii Bambc Mi-Oemoib Makop TB.18 (3ByUHMTH IMia 9ac THUTPIB
BiJco3amnucy)';

2. HokTiopH ns1-6eMoib Maxop, TB.32 Ne2;

. Banbc conp-6emonb maxop TB.70 Nel;

. Mazypxka pe maxxop TB.33 Ne2;

. Mazypxka 1o maxop 1B.33 Ne3;

. Ilpemtonist st maxkop TB.28 Ne7;

. ®parment Etrony no-aie3 minop t8.25 Ne7 ax Bctyn mo Banbcy go-mie3 miHop TB.64 No2;
. @inan — Benukwuit biuckyunii Baibc mMi-6eMorbs Maxop TB.18.

Po3rsinemMo Kifibka HOMEpiB 3 LBOTO OajeTy:

[Mepunit — ue xopeorpadis HokriopHa ns-6emons maxop, TB.32 Ne2. CTpyKTypa My3HYHOTO TBO-
py — npocta TpuuactuaHa ¢opma (A-B-A). Ha mouatky i B KiHI[I IT’€CH € aKOPJIOBE «OOpaMIICHHS» —
MYy3WYHO-pUTOpUYHA (Dirypa i Ha3Bowo noema. Taka Qirypa BAKOPUCTOBYETHCS B MY3HIIi SIK ITPOJIOTY Ta
«eTiIoTY 1 BimoOpakeHa CKYIBIITYPHOIO KOMITO3HITI€I0.

VY kpaitHix gactuHax HokTiOpHA Maif’ke TOYHO IMOBTOPIOETHCS MY3UYHHN MaTepiall, 30KpemMa BCi ele-
MEHTH PUTMIYHOTO po3pidy ¢akTtypu. BinMiHHICTE Nnie B JUHAMII 3BY4YaHHS PENPHU3H Ta €IIeMEHTax
BapialiiHOTO BUKJIANy MENOAil B OCTaHHIX TakTax. 3a XapaKTepoM 3By4YaHHs KpaiiHi parMeHTH TpHuyac-
TUHHOI (OPMH CIIOBHEHI JIPUYHOIO CHOKOI0. Memnoisi BiIbHO JUHE HaJl TPUIOJbHUM aKOMIIAHEMEHTOM
1 3MIHIOETBCS 32 3BYyKOBUCOTHUMH ¥ PUTMIYHUMH MTapaMeTpaMu BiJHOCHO 10 Hboro (Puc.1.)

03N L A~ W

13a3Buyail, y AKoCTi YBepTIOpH 710 OaeTy BUKOPHUCTOBYEThCs My3uKka [lomonesy jis maxop 18.40 Nel
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Pucynoxk 1. Hlomen ®@. HokTropH ns1-6emMonb Maskop op.32 Ne2 (dpparmeHT)
Figure 1. F. Chopin Nocturne in A flat major Op. 32 No. 2 (fragment)

BanermeiicTep-nocTaHOBHUK MparHe 300pa3uTH MOBOIO Xopeorpadii 6e3TypOOTHHIA CIIOKiH My3UKH, TOMY
«3HIMaey» MyJbCalliio puTMy B OaJIETHOMY TaHIII B MEPIIii YacTHHI bOTo HOMepa. [ pyma 6anepun OyKBaiIbHO
«KOB3a€» TIO CIEHI, TIOBUTBHO TEPEMIMAlOYNCh W YTBOPIOIOYHN (PIrypH, IO 3aMTOBHIOIOTH CIIEHIYHUN TPOCTIP
(dac Ha mkami Bineo3anucy: 1:40-4:03 — aem.) (American Ballet Theatre, 1984).

VY cepeanpomy po3nini HokTropHa puTM Memnoaii MOBHICTIO «3pOCTAETHCS» 3 aKOMIIaHEMEHTOM. [IpiOHi-
LMK METP CTBOPIOE BiTUYTTS IPUCKOPEHHSI My3UYHOT'O Yacy. 3MIHIOETHCSI TAKOXK NMEPiOIUYHICTh 0aCOBUX HOT.
VYei enemenTH QakTypH MiAKPECTIOTh 30yIKeHy mynbcalito 8-x TpuBaiocteii (Puc. 2.).

R, W g %

Pucynoxk 2. Hlonen ®. HoxTropH ms1-6emMonb Maskop op. 32 Ne2 (pparmenT)
Figure 2. F. Chopin Nocturne in A flat major Op. 32 No. 2 (fragment)

[Tin BIUIMBOM MY3HMKH KapJMHAJIBLHO 3MIHIOETHCS TaKoXk 1 xopeorpadis. Ha aBaHcIieHi 1OMiIHYIOTh CoJTic-
TH. XopeorpadiuHi pyXxH «3By4aTb» Ay’Ke CHILHO, BOHU HAIIOBHEH1 IPi0OHOIO MYNIbCAIi€I0 PUTMIYHOTO PO3Pi3y
(hakTypwm, KU BIATBOPIOE eMoIIiitHe 30ymkeHHs (Jac Ha ImKam Bimeosarmcy: 4:03-5:25 — asm.) (American
Ballet Theatre, 1984).
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TpumonbHa Mynbcallis pUTMIYHOTO PO3Pi3y TETep «BIATYKYETHCS» B pyXxax OajeTHOI rpymH, B TOM Jac sK
B TaHIIi COJICTIB, HABIAKH, ITYJbCAIlisl PUTMY «3HHKAE», IO BiJIpi3HIE Xopeorpadito cepeHbOTr0 PO3IiTy Bil
penpusu Hokriopaa. Tanens coicTiB HAIIOBHEHUH €KCIPECIEI0 KIIACHYHOTO 0aJIeTy: PyXH 1 O3 CTBOPIOIOTH
TaHIIOBAJIbHY KOMOIHAIIIIO B TAKUi1 CIIOCI0, 11100 BiTOOpA3UTH IIABHICTH MEJIOIT, @ TAKOXK TUHAMIKY 3BY4YaHHS
(daxTypu penpusu HokTiopHa (dac Ha mikani Bigeosanucy: 5:25-7:17 — asm.) (American Ballet Theatre, 1984).

V HaBeJeHOMY NpPHUKJIaAI MU 0aunMo, 10 OaJeTMENUCTEP-IOCTAHOBHUK MaHCTEPHO BHKOPHCTOBYE pi3-
HOMAaHITHICTh IyJIbCallii puTMy ¥ ITUHAMIKU B My3uIli. PakTypa My3UYIHOTO TBOPY «IIiAKA3ye€» HOMY i7€t0
CTBOPEHHSI TaHITI0 HACKPI3HOTO PO3BHUTKY. Xopeorpadis 0aneTHOro HoMepa IMiIKPEeCioe penbed hakTypHOTO
PO3BUTKY 1€l 1’ ecu. OTKe, TMHAMIKA PETIPU3U i pUTMIYHE 30yIKEHHSI CEPEeIHBOT0 po3airy HokTiopHY «1po-
POCTAIOTh» 1 aKyMYJIOIOTECS B Xopeorpadii OanerHoi mocranoBku M. DokiHa.

Taky pi3HOMaHITHICTh MyJbCallil PUTMY CIIOCTEPIraeEMO 1 B IHITUX HOMepax OaneTHol ctoitu. I[Hozl TaH-
LIOBAJIbHA KOMOIHAIIiSI TOTIOBHIOETHCS XapaKTEPHUM JKECTOM PYK, SIKi HEMOB 3aJ1al0Th MeBHUI puTM. Harmpu-
KJI1aJ, 0COOJTMBO BUPa3HO MOAIOHUI crtocib «MaHyanbHOD» Xopeorpadii Mu 6auumo B moctaHosi 3-ro (Bambsc
colb-0emMoirh Maskop TB.70 Nel) Ta 6-ro (Ilpemromist s Maxkop TB.28 Ne7) HOMepiB OareTHOT CIOITH.

VY OGanetHiit inTepnperamnii Ma3ypku pe maxxop TB. 33 Ne2 (4-ii Homep GayeTHOI CrOiTH) XOpeorpadidHo
CKPABO BiITBOPEHA OCOOIMUBICTH penbedy HaKTypHOro PO3BUTKY i€l My3uku. MeThes mpo BifoGpaxkeHHs
B 0aneTi My3M4HOTO NPUHOMY AWMHAMIYHOTO KOHTPACTY, T.3B. «BiAMyHHs» B My3uli (Puc. 3).

Pi3HOpiHICTS KOMITO3UIIT CIIEHIYHOT Jii MiJAKPECIe KOHTPACT AMHAMIKM MY3HUYHOro marepiany Ma-
3ypku. OcoOIMBO BUPA3HO II€ BUJHO B KpaifHiX ()parMeHTax TPUYACTHHHOI (OpMH, Jie mapTis OajepuHU-
COJTIICTKH 3BYYHUTH TOJIOCHO, BIAMIOBITHO 10 MYy3UKH, a Xopeorpadis 0aIeTHOI IpyIy MaKCUMAIBHO BiITBOPIOE
xopeorpadiyHuii BiATOMiH, MOAIOHUH 10 My3WYHOTO BiIIyHHS (Yac Ha mikami Bimeoszammcy: 10:48-11:33 ta
12:10-13:00 — asm.) (American Ballet Theatre, 1984).

OTxe, pUTMIYHHNA PO3pi3 My3UUYHOI (haKTypu nepeadadae BUBYCHHS PETyISIPHO-aKIEHTHOT PUTMIKH Pi3-
HUX €JIEMEHTIB (paKTypH, a TAKOXK KBaJpaTHOCTi ab0 iHIIOT MEPiOAUYHOCTI My3UYHOI OyI0BH.

7 7 r r
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Pucynoxk 3. Hlomen ®@. Ma3zypxka pe maxop op. 33 Ne2 (¢pparmeHnT)
Figure 3. F. Chopin Mazurka in D major Op. 33 No. 2 (fragment)
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Tak, y moctanoBkax ®okina Mu 6auuMo Oe3I1id MPUKIAIiB MyIbCallii pUTMY Pi3HUX PiBHIB, sIKa 3HAWIILIA
cBOE BimoOpaxkeHHs B xopeorpadii. Hanpuknan, y my3uusiii daktypi Banbscy conp-0emoinp maxkop 1B.70 Nel
MOXHA IIPOYMTATH» KUIbKAa PUTMIUYHUX PO3pi3iB mepiognyHocTi My3uuHoi OymoBu. Lle Tak 3BaHi My3WuHi
KBaJIpaTu, TOOTO CrpyKkmypa, sika UHUKAE 3A60KU NOCMIUHIU 3MIHI CUTbHO20 T ciabKo2o0 makmié (XOJIOTOB,
2014, c. 281-282). Lle cTpyKTypa €BpONEHCHKOT My3UKH, IIPH SIKil KiJIbKICTh TAaKTiB B KOXHIN MPOTO3UIIIT Ta
B KO)KHOMY TIepioJii TopiBHIOE cTyreHto uncina 2 (4,8,16 1 1.1.) (Puc. 4).
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Pucynok 4. Hlomen ®. Bansc comp-06emons makop op. 70 Nel (pparmenr)
Figure 4. F. Chopin Waltz in G flat major Op. 70 No. | (fragment)

VY xopeorpadiuHoMy MalOHKy OaneTHOi iHTepmperauii Banbcy migKpecmioeTbes, TMepeBa)KHO,
YOTUPUTAKTOBA MYJIbCALISl PUTMIYHOTO PO3pisy My3u4HOI hakTypu. OnHAK, BUKOPHCTOBYETHCS TAKOXK 1 OlTbIIa
MEPIOIMYHICTS IMyJibcallii purmy. Lle BOCbMUTAKTOBa CTPYKTypa My3HMYHOT'O KBaJIpara, siKa I1¢ Ma€ Ha3BY «IePiom.
VY cepenHbOMY PO3LI T €CH KiJIbKa Pa3iB 3BYUHTH MEPiof, SKUH Mae AMHAMIYHY KyiabMiHatiro (Puc. 5).
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Pucynok 5. Banbc conp-6emons maxop op. 70 Nel (¢pparmenT)
Figure 5. Waltz in G flat major Op. 70 No. 1 (fragment)
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Takunii My3udHUN 33yM HE MIT 3alUIIIUTHCS 11032 yBaroto M. ®okina. MaiicTep MakCUMabHO ITiIKpec-
o€ QakTypHUH penbed My3UKH 1 CTBOPIOE XOpeorpadivyHy BOCBMUTAKTOBY KOMIIO3HIIIIO, IO BigoOpaxkae
eMOLIWHUH cTaH # 11ea’dbHO CHIB3BYyYHA 3 MY3HMKOIO (4ac Ha IKaji Bigeosanucy: 9:21-9:36 ta 9:49-10:04 —
asm.) (American Ballet Theatre, 1984).

BucHoBku

AHani3 My3udHOT (akTypH J1a€ 3MOTY BiIKPUTH HOBUH TUTACT TiJ] 4aC BUBYCHHS OCHOB XopeorpadigHoi
TBOPYOCTI, SIKHW JIOTIOMArae «IIpounTaTH» XYIOKHIO 1JIel0 XopeorpadiqHoro 3aayMy Ha piBHI HaWApiOHI-
LIMX JeTajei 0aneTHOl MOCTaHOBKH.

Po3BUTOK OaraTopiBHEBOro My3WYHOTO CIYXy JOTOMAarae MooguM (axiBLsM OajeTy riuoie 3po3y-
MITH H TpoaHali3yBaTH IIEJEBPU XopeorpadiuHoro MHUCTENTBA, CIpHsie BUCOKonpodeciiHii podoTi Haj
BIIACHIMH TIOCTAHOBKaMHU Ha €Talli Mig0opy My3WYHOTO MaTepialy, a TaKoX y MpoIleci peamizarlii Horo
B XopeorpadiuHii MOCTaHOBIII.

CamocriiiHa TBOpPYICTh OajeTMmeicTepa IPyHTYEThCS HAa PO3YMiHHI i OCMHUCIEHHI BCIX JeTalield My-
3U4HOI (QaKTypH, L0 BKIIOYAE 0COOIMBOCTI MOOYIOBH MY3U4HOI (POPMH Ta PUTMIYHOI CTPYKTYpH. 3HAHHS
y cdepi aHai3y My3U4HOI (PAKTYpH € TEOPETUIHOIO 0a3010 ISl HAYKOBUX JIOCIIIKEHb MOJIONOTO (haxXiBIls,
SIKUI BUBYAE OCHOBH XOpeorpadivHoi TBOPUOCTI.

[IporioHOBaHI aBTOPOM CTaTTi TEPMIiHH JUIsl BABUCHHS B3a€MO3B’SI3Ky MY3HUHOI (PaKTypu Ta Xopeorpa-
(il MoXomATh 13 THX, KOTPI BUKOPUCTOBYIOTHCS TIiJ] YaC BUBYCHHS BHKOHABCHKOTO MECTEIITBA 1 3aCTOCO-
BYBaJIMCS HAMHW B aHAI31 BUICONMMCAHNX MPHUKIIAIB 3 IMocTaHOBKH Muxaiina ®okina. Hacammepen — 1ie
perbed My3nuHO-(pakTypHOI XOopeorpadii TaHIIO SK BigoOpakeHHS B xopeorpadii penbedy (axTypHOTO
PO3BUTKY MY3UYHOTO Marepiaiy, a TaKoX — MyJbcallisi puTMy KOMOiHaLil TaHIIO SIK Bi1OOpakeHHS! OJJHOTO
1 IJIACTIB pUTMIYHOTO PO3pi3y My3UUHOI (paKTypH, 110 JIEKUTH B OCHOBI BUKOHAHHS PYXiB Y IEBHUX YMOBaX
METpPO-pUTMY 0alIeTHOI MOCTaHOBKH.

XapakTepuCcTHKa TAHIIIO, /e BUKOPHUCTOBYETHCS 3alIPOTIOHOBaHA TEPMIHOJIOTIS B paKypci BUBUEHHS MYy-
3UIHOI (paKTypH, TOMOBHIOE IIKAIY MPUHOMIB 1 METOIB, SKi BXKHBAIOTHCS OalleTMEHCTEPOM-TTOCTAaHOBHU-
KOM JIJIsl CTBOPEHHS 1 aHaJi3y My3HYHO-XopeorpadigHoro oopasy.
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TEOPETUYECKUE «MHCTPYMEHTDBI» | Kacesnenko Jlronmuia OnerosHa
METOIA U3YUYEHUSA OCHOB | Kanouoam uckyccmsosedenus, npogheccop,
XOPEOTPAOUYECKOI'O TBOPUECTBA | fOuxcnoyrpauncruii nayuonansusiii nedazoeuseckui
HA BA3E AHAJIM3A MY3bBIKAJIBHOM | yuusepcumem umenu K. . Ywuncrozo,
DAKTYPBI | Ooecca, Vipauna

Llenp cratbm — paccMOTPETh COCTOSHUE OCBEIICHMSI B TEOPUM M 00pa3oBaTeibHOM IpakTHKE IpoOIeMbl
(dopmupoBaHust  XopeorpadMueckuX HaBBIKOB B IIPOLECCE ITOATOTOBKH CIICIMAIIMCTOB; TEOPETHYECKH O00OCHOBATh
METO/Ibl M3y4YEHHs OCHOB XOpeorpaduueckoro TBOpUeCTBA Ha 0a3e aHajaM3a My3bIKAIBHOW (akTypbl B MPO(UIBHBIX
BBICIIMX Yy4YEOHBIX 3aBelCHMSAX YKpaumHbl. Merononorus uccienosanusi. ONpeaessiomuM — METOJO0IOTHYECKHM
TIPUHIAIIOM CTaJ METOJ aHanu3a I MOHUMAHHUS MHOTOOOpa3nsl MCHXOJIOTHMYECKUX COCTOSHHM, KOTOPBIE NMEpenaroTcs
My3bIKOH. MeTon cucTeMarn3almi ¥ OOOOMICHUS TEOPETHYECKMX W OMITUPHUYECKUX JAHHBIX TPUMEHSUICS JUIs
00OCHOBaHHMSI COZAEPKAaHMS TTOHATHSL MY3BIKAUIBHOW (DAaKTyphl KaK 3BYKOBOW TKaHM IIPOM3BEICHUS, BKIOYAs BCE
3BYKOBBICOTHBIE, TEMOpPOBBIE M METPOPUTMHYECKHE COOTHOIIEHWs.. Taike OBbLI HCIIONBb30BaH METox OoTOopa
U MHTEPIIPETalK MY3bIKaJIbHOTO Mareprana B OalleTHBIX MOCTaHOBKax. Hay4yHas HOBHM3HA 3aKIIOYaeTcs B YIIIyOJIEHHOM
HCCIICIOBAaHUM OCHOB XOpeorpaM4eckoro TBOpYECTBA Ha 0Oa3e aHaIM3a My3bIKAIBHOH (DaKTypsl UL JIy4IIero
TOHVMAHUSI M aHaJdW3a My3bIKAJBHBIX MCTOKOB XY/IO)KECTBEHHOTO 3aMbICa BBIJAIOIIUXCS MAcTepoB OajieTHOTO
WCKycCTBA. BBIBOIBI. AHanM3 MY3bIKaJbHOW (aKTyphl ITO3BONISET OTKPHITH HOBBIM TUTACT TIPH HM3YYCHHH OCHOB
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xopeorpadguyueckoro  TBopdYecTBa.  Pa3BUTHE  MHOIOypOBHEBOIO  MY3BIKQJIBHOIO  CIyXa  CHOCOOCTBYeT
BBICOKOIIPO(ECCHOHANBHON paboTe HaJ COOCTBEHHBIMH IIOCTAHOBKAMH Ha 3Tamne I0A00pa My3bIKAJIBHOTO MaTepHhala,
a TaKKe B TPOIECCEe peajn3alii ero B xopeorpaduueckoll moctaHoBKe. BhissBieHO, 4To OasieToBe/ieHHE BCE dalle
oOpamiaercsi K My3bIKaJIbHOH TepMHHOJIOTHH. [Ipe/uiokeHHbIe aBTOPOM CTaTbU TEPMHHBI JUISl U3YUCHUSI B3aUMOCBSIZH
MY3bIKAJIbHOM (hakTypbl U xopeorpaduul MPEeKAe BCEro — 3TO penbed My3bIKalbHO-(DaKTypHOH Xopeorpaduu TaHIA,
a TaKkKe — IMylIbcalMs pUTMA KOMOMHAIMM TaHNA. XapaKTepHCTHKA TaHLA, IAE HCIONb3YeTCsl IPEIIoKEeHHAs
TEPMHHOJIOTHS B paKkypce H3YYeHHsS My3bIKAIBHON (DaKTyphl, OOMONHSET CIEKTp HPHEMOB M METOHOB, KOTOpBIE
yHoTpeOIsoTCs 6aneTMeHCTepOM-TIOCTAHOBIITMKOM TSI CO3/IaHMS M aHAJIM3a My3bIKaJIbHO-XOPeorpadraecKoro oopasa.

Knrouesvie cnosa: xopeorpadusi; My3blka; OayneT; TBOPYSCTBO; XyIOKECTBEHHAs WIes; My3bIKalbHas (akTypa;
PUTMHYHBIN pa3pes; MylIbCaIHsl pUTMa

THEORETICAL “INSTRUMENTS” | Liudmyla Kasianenko
OF THE CHOREOGRAPHIC | PhD in Art History, Professor;
CREATIVE WORK STUDYING | K. D. Ushynsky South Ukrainian
ON THE BASIS OF MUSICAL | National Pedagogical University,
TEXTURE | Odesa, Ukraine

The purpose of the article is to consider the theoretical and educational way of treating the issue of choreographic skills
formation in the process of specialist training; validate theoretically the studying methods of the basis of choreography on
the analysis of musical texture in specialized higher educational establishments of Ukraine. The research methodology.
The method of analysis for understanding of the diversity of psychological states transmitted by music has been the
determining methodological principle. The method of systematization and generalization of theoretical and empiric data has
been applied to validate the scope of the term of musical texture as the sound material of the work, which includes all
sound, timbre and metro-rhythmic relations. The method of selection and interpretation of musical material in ballet
performances has also been used. The scientific novelty of the article is a profound study of the basis of choreographic
creative work based on the analysis of musical textures for a better understanding and analysis of the musical origins of
artistic vision of outstanding ballet masters. Conclusions. Analysis of musical texture allows opening a new layer in the study
of the basis of choreographic work. Multilevel musical ear training contributes to the highly professional work on
performances during the selection of musical material, as well as in the process of its realization in choreographic act. The
article defines that ballet study more often addresses the musical terminology. The terms for studying the relationship
between musical texture and choreography, proposed by the author of the article, primarily are a pattern of musical and
textured choreography of dance, and a rhythmic pulse of a dance combination. The characteristic of the dance, where the
proposed terminology is used in the perspective of studying of the musical texture, complements the scale of techniques and
methods used by the choreographer to produce and analyze the musical and choreographic image.

Keywords: choreography; music; ballet; creative work; musical texture; rhythmic section; rhythmic pulse

87



CIHEHIYHE MUCTELTBO
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepist: MuctenrsoznaBctso. Bum. 41 ¢ ISSN 2616-4183 (Online)

DOI: 10.31866/2410-1176.41.2019.188645
YAK 792.02:636.04

ANIMAL MOTIFS IN SCENIC DESIGN | Kateryna Tudova-Romanova

PhD in Art Studies, Associate Professor,

ORCID: 0000-0003-2665-390X,

e-mail: iudovakateryna@gmail.com,

Kyiv National University of Culture and Arts,

36, Yevhen Konovalets Str., Kyiv, Ukraine, 01133

Today, art studies on the theory, history, and stage setting are quite compound. National science lacks specialized
subject and systematic studies aimed at examining the experience of using animal motifs — as the use of non-performing
animals on stage as a specific element — in the production design of performing arts. The purpose of the article is an art
analysis of the animal motifs in the scenic design of theatre production from antiquity to the present. The research methodology
is the traditional art methods: historical-cultural, historical-attributive, reconstructive-model, chronological descriptions,
which provide the explaining of the figurative transformation of animal motifs in the scenic design of theatrical production.
Animal motifs in the system of scenic design are first considered in scientific terms, which shape the scientific novelty. The
author draws the following conclusions: scenic design has a dual nature belonging to both the design and performing arts;
the perception of animate motifs in the scenic design carries aesthetic and/or emotional pleasure to the public as animals
improvise unpredictably, and again they begin to dominate at scenic design of the theatrical production; ways of involving
animals in scenic design can be organized by functional purpose: animals as a component of scenic design, animals as game
design requisites, animals as living sets, animals as participants in the stage action; animal motifs have functional features
in the scenic design of dramatic performances.

Keywords: animal motifs; design; performing arts; non-performing animals; stage space

Introduction

The concept of design is relatively young and today is freely used in all arts, including the performing
arts. The object of design can be almost any new technical industrial product in any area of human activity,
where human communication is social and cultural. The concept of scenic design in the context of the artistic
design can be specified as a craft production in the performing arts, which serves the needs of people to con-
tact with this art in different forms — visual, sound, olfactory, and tactile.

With regard to the theoretical interpretation of the concepts of “design” and, in particular, the “scenic
design” in relation to the terms “theatre decorative art” and “scenography”, it should be noted that theatrical
science interprets the term “theatre decorative art” as synonymous for “scenography”, defining it as a “form
of fine art that builds the spatial and visual environment, visual image, place and time of theatrical produc-
tion” (Drak, 1984). Art history of the twentieth century states that the etymology of a word “scenography”
is derived from the phrase “scene” — Latin scene, Greek oxnvr|, and “grapho” — Greek ypaym, which means
writing (“Stsenohrafiia”, 1984). However, it is worth considering an alternative opinion on the etymology of
the word “scenography”. According to the author’s updated version, the term comes from the English word
scenery, which means “decorations” in combination with the Greek “... graphic” (write, draw, paint), which
in compound words combined with other concepts (for example, “scenery”) forms the phrase “scenery paint-
ing”. A new insight into the etymology of the word causes it to be interpreted differently — to create an artistic
visual image of the play with actually scene painting. The conception of “scenography” as a “scene painting”
associated with an area of art in Ancient Greece — scenery, which implied an artistic combination of architec-
ture, sculpture, and painting, leads to a misunderstanding of the term - the decoration of the scene by various
expressive means, but not only painting ones.

In modern terms, the essence of multivariate ways of designing both the theatrical production and stage
is introduced by the term “scenic design”. Definitions of the term “design”, for example, the “scenic design”,
implies a broad and common concept of the artistic designing of stage space. Commonly, the design is speci-
fied for an artistic designing that has quality of the interconnection of the details provided to create a coherent
and effective unity. The effectiveness of such artistic designing is influenced by four limiting factors: the pro-
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perties of the materials that will be used, the influence of methods that will adapt these materials to applying,
the existence of the parts within the whole, and the impact of the whole on those who can see, use, or take part
in the design object. This article examines animal motifs as components of the scenic design of a theatrical
production.

At present, theoretical and practical studies on the theory, history and practice of stage setting can
be divided into issued areas into several directions: the historical evolution of Ukrainian scenography
(V. Berozkin, 1. Verykivska, H. Veselovska, D. Horbachov, N. Yermakova, O. Kliekovkin, N. Korniienko,
O. Krasylnykova, A. Lypkivska, L. Sokyrko, V. Fialko, V. Chechyk, and others); contemporary Ukrainian
scenography (O. Kovalchuk, O. Krasylnykova, O. Klekovkin, O. Ostroverkh, S. Trykolenko, and others);
involvement of world artistic experience in the Ukrainian scenography process (O. Antonova, M. Hromov,
A. Nikitina, T. Shekhter, and others); practical experience of Ukrainian scenic designers (D. Borovskyi,
M. Levytska, D. Lider, A. Petrytskyi, M. Frenkel, and others); technical equipment as an instrument of artis-
tic expresson and a means of implementation of the producers’ creative concept (V. Bazanov, V. Kozlinsky,
K. Iudova-Romanova, and others); issues of national component in Ukrainian design (V. Danylenko,
Yu. Diachenko, O. Hladun, M. Stankevych, and others).

Thus, it can be argued that there is a lack of art studies in the national science aimed at studying design
solutions that contain animal motifs in the design of the performing art productions. Animal motifs within the
use at a stage the animality as a key element of the production, in particular, of the performing arts are first
considered in scientific terms in the system of scenic design, which shape the scientific novelty of the research.

The purpose of the article

The purpose of the study is an art analysis of the animal motifs in the scenic design of theatrical produc-
tion from antiquity to the present.

Presentation of the main material

Mentioning the involvement of animals in the design of theatrical performances can be found in the
ancient world. The more the Roman Empire conquered countries, the more often there were processions
with a large number of war captives showing war trophy, including never-before-seen by the Roman pub-
lic exotic animals. Indeed, it is known that the inaugural ceremony of the Colosseum of Rome in 80 AD
was celebrated with festive events that were lasting for the 100 days running. Therein, there were numerous
performances with the bestiarii (“beast fighters”) and gladiators. In bloody theatrical performances, there were
found “50 ostriches, 2 giraffes, 20 zebras, 15 moose, 100 deer, 20 elephants, 40 wild horses, 60 buffaloes,
6 crocodiles in the canals” (Hrinchenko, 1897, pp. 16-17). In the amphitheatre, there was also practiced pitting
wild animals against each other: a rhino against an elephant, a panther against a bull, a bear against a boar
and so on. Subsequently, “hunters” who “hunted” for animals joined the performance. In such struggles, both
humans and animals won. Further, to raise the audience’s adrenaline the prisoners and criminals appeared in
the arena, armed only with swords and knives, and hungry furious animals were put to them — “two hundred
hungry bears and four hundred lions, tigers and hyenas” (Hrinchenko, 1897, p. 18) that hit out ripped and ate
people. Note that these actions can actually be referred as theatrical executions. In this context, animals are
in fact both performers of theatrical blood-stained cruel staging and become an element of its artistic design.

Sometimes the criminals for the slaves’ guilt were also condemned to such theatrical execution, when
a person appeared in the luxurious arena, playing the lyre, personifying the legendary Greek Orpheus. It
seemed that nature itself was fascinated by its game: the rocks, listening, approached him, trees bent branches,
birds flew over him, and animals came to his feet. At the end of this idyll, “Orpheus” was torn into pieces by
the bear.

Direct involvement of spectators into animal performance was also popular. Thus, at the climactic scene
of the performance, “the arena stain with blood is being sprinkled with sand. In the middle of the arena, there
is a place covered with boards. There is a pit under these boards, and there are machines in it. The wooden
floor is removed. The machines put a green grove out of the pit. Among the trees on the branches, the most
wonderful birds are tied. Thousands of ostriches, deer, boars, wild rams, sorts of poultry are penned through
the gates”(Hrinchenko, 1897, p. 20). An illusion of wildlife harmony is created in the arena of the amphitheat-
er. Suddenly, “the gate opens into the yard and the hoi polloi rushes into the arena”(Hrin, 1897, p. 20], trying
to hold something at once. There is a big flurry, fights, lumps in the arena... At the same time the Senate lodge
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is reached out with the same plight — they are throwing pearls, valuables, slaves’ grants, houses, estates there.
Other spectators have to watch this furry with pleasure.

The described examples of involving animals in a theatrical performance in Ancient Rome can be in-
terpreted as animal motifs in the proto-scenic design. A characteristic feature of shows created with animal
elements is its focus on satisfying the aesthetic needs of spectators and at the same time on emotional ex-
citement from horror.

Since the 9 century in Western Europe, the Christian Church was beginning to look for the most expres-
sive means of influencing the believers. With this in mind, the process of staging the mass was launched. Ini-
tially, the ritual of reading episodes from legends about the life of Christ, about his burial and resurrection was
formed. From these dialogues, an early liturgical play was born. This early church theater made a significant
contribution to the process of the emergence of stage design. The techniques, antiquity’s time-tested, found
their continuation in the liturgical drama. In particular, the production of the first live nativity scene (Italian
presepe — cribs) was a landmark in the history of the theatre - the spatial reproduction of a sketch depicting
the nativity in Bethlehem, by Francis of Assisi. The event took place in the Greccio Cave near Rieti, the
Umbria region of Italy on Christmas Day on December 25, 1223, which further began the tradition of exhibit-
ing Christmas nativity scenes not only in Italian churches but subsequently spread throughout Europe, includ-
ing Ukraine. Historical references to this were made by the biographer of St. Thomas of Celano in “The First
Life of St. Francis of Assisi”, written in 1228—1229, immediately after the canonization of the Poor Man from
Assisi (Olikh, 018). In Francis’s idea, according to the gospel story, the assistant had to “introduce the Child
born in Bethlehem and in some way to see with the eyes of the body the inconvenience in which he was in need
of new-borns things, as he was put in a crib and lying on the hay between the ox and a donkey”(“Rizdvo”).
As can be seen from the text, the idea of Francis did not include the full reproduction in the live performance of
the familiar scene of Christmas nativity with the new-born Jesus, Mary, and Joseph, magi, as well as ox, don-
key, and sheep. To create an allusion to the events of Bethlehem, it was enough to bring the Christmas mass to
the cave, to reproduce the cribs to which Francis laid hay during the mass, and the presence of animals — there
was only an ox and a donkey in the interior. Francis did not use any figures to reproduce the stage images. For
him, the Eucharist was the embodiment of Jesus. By engaging believers in such an unusual theatrical mass, the
pastor did not try to show them a re-enactment of the biblical story, he preached people to communicate with
Jesus through the system of visual allusions.

The above example can be interpreted as creating animal motifs in the proto-scenic design during the
staging of the church mass — the presence in the interior of the cave, an ox and a donkey serves to determine
the place of action and the decoration of the production.

Today in Europe, the tradition of “live nativity scene” has not been lost. As arule, it is made in the evening
for two to three hours between December 4 and January 6 in the squares of cities or in the fields where it is
possible to involve animals in the production. The main event of the re-enactment is the demonstration of
Madonna with a baby Jesus in her arms as a woman with a real baby.

Christmas “live nativity scene”, however in a modified form, exists today in Ukraine. Thus, in the story
of'the TV News Service program of the 1+1 TV channel, it was mentioned about the ceremonial tradition of
celebrating the Old New Year, which coincides with the feast day of Vasyl, in Western Ukraine, in particular
in the village of Kolintsy, Ivano-Frankivsk region. The peculiarity of the local ancient tradition is to partic-
ipate in the ritual of zasivannia (Ukrainian ritual sowing) of a real horse, which is taken by the zasivalnyky
(participants of the ritual) from house to house. The horse is adorned with bell necklaces, colourful wraps,
bright artificial flowers, tassels, and ribbons in accordance with local tradition - it should become the main
decoration of the festive performance. A festive, solemnly decorated march of participants goes over the
village at midnight. The local villagers are glad to invite the participants and the horse to visit a yard or
a house. There is a belief: if on the feast of Vasyl it is a horse that first comes to the house, the wealth and
health will come to the family. Therefore, the animal is often brought directly to the house, despite its rather
large and can cause inconvenience. The bright dressed horse is accompanied by the participants, who are
sending holiday greetings to the hosts with songs, dances, and good words. The solemn walk from house to
house lasts all night and ends in the morning in the churchyard (Pass, 2018).

Considering the involvement of the animal in the theatrical ceremonial action in the context of studying
the design features of the stage space of theatrical and entertainment productions, it is worth noting that the
horse is the central visual artistic way of acting. Other participants of the action — zasivalnyky, are placed
around it. Moving a horse from house to house, from the yard to yard means moving all the stage space. The
boundaries of the stage space in which the stage action takes place are determined by the visual presence
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of the horse in it. The horse becomes the central component of the whole performance; however, it is not
involved in the performances at all. It is present only for design purposes if you do not take into account the
beliefs in its miraculous, healing power. Spectators, watching the ritual action and sometimes taking part in
it, enjoy esthetical pleasure of the dramatic-vocal-choreographic performances, as well as the scenic com-
position created by the participants and festively decorated horse.

In general, it can be observed that horses are more often involved in stage performances than other
animals. Therefore, the performance of G. Veryovka National Academic Folk Choir on the stage of the
Kremlin Palace of Congresses during the reporting concert of the creative collectives of the Ukrainian SSR,
dedicated to the 26™ Congress of the the Communist Party of the Soviet Union in 1981, with the musical
number “Song about Tachanka” (lyrics: M. Ruderman, music: K. Listov, director: I. Moiseyev) was accom-
panied by four horses of the amazing beauty. The power-driven movable platform at the front edge of the
stage, scrolling beneath their swift hooves, gave the spectacular impression that the beautiful animals were
rushing directly to the audience in time with dynamic music. Highly professional vocal choral performance
combined with beautiful animals on stage, with the dynamics of graceful fast and unique in their direction
of movement towards the audience made an unforgettable emotional impression from the perception of the
concert number. In this case, the horses became the dominant attraction of the composition in the scenic
design of the performance.

Butterflies have always attracted people with their bright colours. The Mexican Day of the Dead is
a holiday inherited from the Aztec by modern peoples of North America. The Aztecs believed that the souls
of the dead returned to the world of living in the form of winged insects to visit relatives and celebrate the
Day of the Dead together. It is no coincidence that the time of the festive ritual carnivals — November 1 and
2 — often coincides with the period when millions of the giant monarch butterflies leave the US and Canada
and fly into the forests of central Mexico. Clouds of black and orange butterflies create a spectacular and
unforgettable sight, flying in the air to delight the eyes of spectators and participants with the sudden unex-
pected movements and soft, diverse, shimmering beauty of the wings.

Another equally impressive original example of how designers use beautiful butterflies for the design
of space of entertainment events may be the present Ukrainian trend to salute during the wedding with
beautiful colourful and multi-coloured butterflies. The vibrant colours and amazing shapes of the insect
wings, their flickering movements, hold the viewer’s attention, evoking aesthetically pleasure and positive
emotions, creating a sense of uniqueness of the holiday. This design is able to transform the usual location
of the event into a magical stage space, where a striking visual action takes place. Combined with the floral
design, the holiday site seems like a true oasis.

With regard to the traditional release of pigeons by newlyweds at a wedding ceremony, in the context of
studying the features of scenic design, it is possible to talk about the dual direction of the use of appropriate
animal props: on the one hand, to perform a wedding rite that will bring peace and love into married life,
and on the other — newlyweds, releasing beautiful decorative white doves into the sky create a fragmentary
decoration of the wedding event. Thus, white doves, symbolizing peace and love in a new family, become
part of the decoration of the rite.

Exploring the features of the design of scenic space with animal involvement as its constituent, we
focused on the most illustrative examples of theatrical events. On the other hand, the representatives of
the animal world are seamless within the professional theatrical scene, where they participate in the sce-
nic design. Researchers argue, “in recent years, the design process of the stage performance has become
rare popular. It differs fundamentally from the traditional contexdependent naturalistic treatment of de-
sign in that it is focused solely on visual perception, devoid of any philosophical and meaningful sense”
(Trykolenko, 016, p. 84).

There are some bright examples from the history of the opera. Thus, from the first staging on Novem-
ber 2, 1935, on the stage of the Croatian National Theatre in Zagreb, the widely known a national comic
opera in three acts “Ero the Joker” by J. Gotovac (directed by K. Dolencic, scenic design by D. Laginje) —in
the final scene of the wedding between a smart country young man Mic¢a and the daughter of a rich peasant,
Djula, newlyweds traditionally ride a horse. In fact, the scenic design is the costumes of the performers,
the floodlight and a pair of horses — white and black (“Ero the Joker”, n.d.). The main characters occupy
a prominent place in the stage composition: they, while sitting on the top, are above the surrounding circle of
guests. In addition, the horses themselves attract spectator attention with their physique and natural beauty.

Despite the various organizational and economic problems associated with the use of horses in illumi-
nated by studio light boards and floats enclosed stage premises, they are quite often involved in productions
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compared to other animals. Therefore, it is worth looking back at the production of “The Legend of Faust”
based upon J.W. Goethe’s tragic play (Ivan Franko National Academic Drama Theatre, 2007, director:
A. Prykhodko, scenic design: M. Pohrebniak). “The scene, where Alexander of Macedon bursts upon the
view, is at a pseudo-historical backdrop: the main dominant of the action is living horses” (Trykolenko, 016,
pp. 81-82). Alexander the Great and his mistress, riding out on these beautiful horses, go on a victory lap,
set wondering and admiration for the audience.

Contemporary ballet art has made a significant contribution to the involvement of animals in scenic
design. French choreographer Luke Petton staged Swan Ballet in 2012, which was premiered on June 6 at
the Théatre national de Chaillot. Black and white swans and other birds - parrots, herons, cranes, starlings,
etc. — took part in the ballet performance along with the dancers of the Le Guetteur Company.
Choreographic parts were performed by dancers in compositional unity with birds. The stage settings were
within a transparent water trough running along the backdrop of the stage, in a circular reservoir in the fore-
ground and on a mirror-black stage linoleum floor in the centre of the stage. Fantastically graceful, graphi-
cally sophisticated and naturally perfect swans have become the dominant component of the design solution
of the whole production. Black, white swans, and other birds, clear water and dancers dressed in black and
white swimwear, sometimes with a high glove-arm on one arm, caught by the rays of the upper light —
the concept of the scenic design for the ballet “Swan” (Fig. 1).

Figure 1. “Swam” — creation for dancers and swans (“Swan”, 2012).

This performance was not the only one of L. Petton’s experience in the field of ballet “contact-improvi-
sation” style with animals in ballet productions. In addition to birds, the artist also involved stallions (2010,
“CAvAlle” ) (“Luc Petton”, 2018, pp. 2-18).

It is worth to mention some typical examples of wildlife involvement in dramatic performances. It
should be noted, in the dramatic production animals are used more as game props, or, even more, they become
actors rather than perform design functions. Thus, in the play “Kamo” by the Ukrainian playwright O. Levada
in the production of the Kyiv Theatre of Poetry (1985, director: S. Proskurnia, designer: V. Karashevskyi),
an ordinary grey sparrow acted in a makeshift stage space in the passage of the Golden Gate of Kyiv. The un-
pretentious bird of prey, released from a cage under the arches of a hall of a majestic monument of the defence
architecture of the 11th century, was associated in the eyes of the viewers with revolutionist Kamo, a free-
dom fighter. Sparrow became a metaphorical embodiment of the main character, who escaped from years of
imprisonment in the mental ward, where he pretended to be psychically sick. Why is it a sparrow? Because
“sparrows are not kept in cages — they are not given the talent of melodious singing. But these unremitting
labourers are always around people as if they were part of their lives” (Bahinska, 1986, p. 4).

In the famous performance of Sadovskyi Vinnytsia Oblast Academic Ukrainian Musical and Dra-
ma Theatre “Notre-Dame de Paris” by V. Goldfeld from the novel by V. Hugo in the production of
F. Vereshchahin (premiered in 1968, scenic designer: M. Bilyk) a pet goat was one of the characters who
accompanied Esmeralda at the stage. At the same time, the behaviour of the non-performing animal on stage
always dictated an improvised positioning, which made it difficult for both the actors and the theatre pro-
duction crew. As for the design, the goat was only decorated with a bell and had little painted horns. That is,
it can be argued that in this case, the animal was a speechless character, becoming an element of the stage
action of the performance, without taking part in the scenic design.
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Conclusions

Summarizing the above, we can draw the following conclusions:

— the practice of involving the representatives of the animal world in the scenic design has signs of the
intersection of deep traditions in the national artistic culture of Ukraine with the implementation of other cultures’
achievements;

— the scenic design has a dual nature, which is explained by its belonging to both the art of design and the
stage art;

— the perception of contemplation of animals in the stage space brings esthetical and /or emotional pleasure
to the public, which determines their dominant place in the artistic and scenic design of theatrical productions;

— directors often consciously bring real animals to the scene, knowing about their exceptional stage makeup,
because the public’s perceptions will always be chained to the contemplation of the animal on the stage because
they are characterized by improvisational unpredictability;

— the ways of attracting animals to the scenic design are organized in terms of functionality: animals as
a component of scenic design, animals as game design requisites, animals as living sets, animals as participants
in the stage action;

— itis argued that in dramatic performances animals are used more for the purpose of functional application
in the development of stage action than for the artistic design of the external form of the production.

Directions for future research. Investigating the issues of the history and practice of scenic design with
animals as one of the elements, we have only had a sketch upon the issues of the general theoretical concept of
scenic design as an artistic phenomenon. The aspect of the peculiarities of its national characteristics was also not
covered. Future research should also focus on the study of animal motifs in scenic design.
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AHIMAJIBHI MOTHUBMH | [On0Ba-Pomanosa Karepuna Bonoaumupisua
Y IN3AUHI CHEHIYHOI'O | Kanouoam mucmeymsosnascmea, doyenm,
MMPOCTOPY | Kuiscoruii nayionanshuii ynieepcumem
Kynemypu i mucmeyms, Kuis, Yxpaina

MucrenTBo3HaBYl JOCHI/PKEHHsT 3 [UTaHb TeOpii, iCTOpii Ta MPaKTUKH XYAOXKHBOTO O(GOPMIICHHS CLEHIYHOTO
MIPOCTOPY MOCUTH PI3HOBEKTOpHI. BiTumsHAHINA Haymi Opakye (HaxoBHX MpPEIMETHHX Ta CHUCTEMHHUX JOCIiKEHb,
CIPSIMOBaHMX Ha BUBYCHHS [OCBiJy 3aCTOCYBaHHS aHIMaJbHUX MOTHBIB — y PpO3YMiHHI BHUKOPHCTaHHS Ha CIICHI
HEAPECUPOBAHMX TBAPHH B SIKOCTI XapaKTEPHOIO €JIEMEHTYy — B JHM3aifHi ITOCTAaHOBOK TBOPIB CIICHIYHOIO MHCTCIITBA.
Merta MOCHUKEHHST — MHCTELTBO3HABUMI aHAI3 aHIMAJIGHMX MOTHBIB y JHM3aifHI CIIEHIYHOTO IIPOCTOPY TeaTpaibHO-
BUJIOBHIIHUX TTOCTAHOBOK y XPOHOJIOTIYHHUX MEXaX BiJl aHTHYHOCTI JIO CHOrOACHHS. METO0JI0TiuHy OCHOBY JOCIIPKEHHS
CKJIaJal0Th TPaJIULIiHI MHCTEHTBO3HABYI METOIM: ICTOPUKO-KYIBTYPHHUH, ICTOPUKO-aTpHOYTHBHHUH, PEKOHCTPYKTHUBHO-
MOJICTIbHUM, XPOHOJIOTIUHA JECKPHIILs, 0 CIPHUSIOTh PO3KPUTTIO 00pasHoi TpaHcdopmalii aHiMaJbHUX MOTHBIB
y JW3aiiHi CIIEHIYHOTO TPOCTOPY TeaTpajbHO-BHIOBHIMHUX IMOCTAHOBOK. AHIMalbHI MOTHBH B CHCTEMi O(OPMIICHHS
CLEHIYHOTO IPOCTOPY 3 HAyKOBOTO IONNISTY HPEAMETHO PO3INISANAIOTBCS BIEpINE, IO W 3yMOBWJIO HAyKOBY HOBH3HY
JOCIIKEHHs. ABTOPKOIO 3pOONeHI Taki BUCHOBKU: IM3aiH CLEHIYHOTO MPOCTOPY Ma€ AyallbHY MPHPOIY, BUXOASYH
3 MPUHAISKHOCTI 1 JI0 MHCTENTBA JM3alHY, 1 O CLEHIYHOIO MHCTCITBA; IEpLEIIis aHIMalbHUX MOTHUBIB y JU3aiHI
CLICHIYHOTO MPOCTOPY HECEe eCTETHYHY i/ab0 eMOIilHy Hacoloxy misjayam, oOyMOBIEHY 0araro B YoMy HMpPHTaMaHHOIO
TBapHUHaM IMIPOBI3aLiHOIO HeTiepe0auyBaHICTIO, 1110, CBOEIO YEPror0, YACTO MPU3BOIHUTH J0 3aWHSTTS HUIMH JIOMIHYIOUOTO
MiCL B XYJOXKHBO-IIPOEKTHOMY KOHCTPYIOBaHHI TeaTpabHO-BHIOBUIIHUX ITOCTAaHOBOK; CIIOCOOM 3ay4eHHsS TBApHH 10
IM3aliHy CLEHIYHOrO IIPOCTOPY MOKHA CHCTEMATH3yBaTH 3a (DYHKLIOHAJIPHUM IPH3HAYSHHSAM: TBApHHH SK CKJIAIHHK
JIM3aiiHy CLECHIYHOTO TPOCTOpPY, TBAPUHU SIK irpOBUH AM3aiHEPCHKUI PEKBI3HUT, TBAPHHH SIK XKUBI JACKOpALil, TBAPUHHU SK
YYaCHUKHM CLEHIYHOI Jii; aHIManbHI MOTHBH MalOTh (DYHKLIOHAIBHI OCOONMBOCTI B JM3aiHI CHEHIYHOTO IPOCTOPY
JIpaMaTHYHUX BHCTAB.

Knrouosi cnosa: aHiManbHi MOTHBH; IW3aliH; CLIEHIYHE MUCTELTBO; HEPECUPOBaHI TBAPUHHM; CLIEHIYHUI TIPOCTIp

AHUMAJIBHBIE MOTHBBI | [Onosa-Pomanosa Exarepuna Biannvnposna
B IN3AUHE CUEHHUYECKOI'O | Kanouoam ucxyccmeosedenus, doyenm,
MNMPOCTPAHCTBA | Kuesckuii nayuonanvmwiii ynueepcumem

Kynomypwl u uckycems, Kuee, Yxpauna

VckyccTBOBeUECKHE — HMICCIICIOBAHMS [0 BONPOCAM  TEOPUH, HCTOPUM W TPAKTUKA  XyHOKECTBEHHOIO
o(hOpMIIEHHS CLIEHUYECKOrO0 MPOCTPAHCTBA JIOCTATOYHO Pa3HOBEKTOpHBbIE. OIHAKO, OTEYECTBEHHON HAayKe HE XBaTacT
MPO(ECCHOHANBHBIX MIPEIMETHBIX W CHCTEMHBIX HCCIICJJOBAaHWH, HANPaBICHHBIX HAa M3Y4YEHHWE OIbITa IPUMEHEHHS
AQHMMAJIbHBIX MOTHBOB — B CMBICIIE UCIIOJb30BAaHMS Ha CLEHE HEJPECCUPOBAHHBIX KMBOTHBIX B KaUu€CTBE XapaKTEPHOIO
JNIEMEHTa — B JJU3aliHe MOCTAaHOBOK MPOU3BEICHUH CLIEHMYECKOro MCKyccTBa. Llenb uccienoBaHus — HCKyCCTBOBEUECKHI
aHaJIM3 AaHUMANbHBIX MOTHUBOB B Ju3aiiHE CIIEHMYECKOrO TIPOCTPAHCTBA TeaTPalbHO-3PEIUIIHBIX MOCTAHOBOK
B XPOHOJOTHMYECKHX TpaHUIAX OT AHTUYHOCTH JI0 COBPEMEHHOCTH. MeTOMONOTHYECKyI0 OCHOBY MCCIIEJOBaHUS
COCTABJIAIOT  TPAAMIMOHHBIE HCKYCCTBOBEUECKHE  METOABL:  HCTOPHKO-KYJABTYPHBIH,  HCTOPHUKO-aTPHOYTHBHBIH,
PEKOHCTPYKTUBHO-MOZACIBHBINH,  XPOHOJOTMYECKAas  JECKPHUILMS,  CIOCOOCTBYIOIIME  PACKPBITHIO  OOpa3HON
TpaHC(OpPMAIlMK  aHMMaJIbHBIX MOTHMBOB B  JAW3aifHE  CIIEHWYECKOrO  IIPOCTPAHCTBA  TEaTPaJIbHO-3PEIHIIHBIX
TIOCTAaHOBOK. AHHMMAaJIbHBI MOTHBBI B cHcTeMe O(OPMIICHHS CLEHHYECKOTO ITPOCTPAHCTBA C HAYYHOM TOYKH 3pEHHS
TIPEIMETHO PAaCCMaTPUBAIOTCS BIIEPBBIE, 4TO M 00YCIIOBIIIO HAyYHYIO HOBU3HY HCCIIE/IOBaHMS. ABTOPOM C/IC/IaHbI CIIEYIOIIHE
BBIBOJBI: JM3aMH  CIIEHMYECKOTO IPOCTPAHCTBA HMEET JyalbHYI0 TNPHPOLY, HCXOAd W3  IPUHAJICKHOCTU
U K HCKYCCTBYy AW3aifHa, U K CLEHWYECKOMY HCKYCCTBY; MEpLENIUS aHUMAJIbHBIX MOTHBOB B JHM3aiiHE CIIEHHYECKOTO
IIPOCTPAHCTBA HECET ACTETHYECKYI0 W/WIIM SMOLMOHAIBHOE HACHKACHUE 3pUTEIM, OOYCIOBICHHYIO BO MHOIOM
MIPUCYILEN KUBOTHBIM MMIIPOBU3ALUOHHON HETIPENCKa3yeMOCTBIO, U, B CBOIO OYEPEb, YACTO MPUBOAUT K 3aHATUI0 UMHU
JOMHUHHPYIOIIETO MeCTa B  XYI0KECTBEHHO-IPOEKTHOM KOHCTPYHPOBAaHUHM TeaTPabHO-3PENHUIIHBIX TOCTaHOBOK;
CTIOCOOBI TPHBIICYEHHNS ’KUBOTHBIX K JIN3aHHY CIIEHHYECKOTO ITPOCTPAHCTBA MOKHO CHCTEMATU3HPOBATH MO (DYHKIIOHATLHOMY
Ha3HAUEHUIO: ’KUBOTHBIE KaK COCTABIISIIONIAs TU3aiiHa CLIEHUYECKOTO IIPOCTPAHCTBA, KUBOTHBIE KAK UTPOBOM An3aiiHepCKuit
PEKBH3HUT, KMBOTHBIE KaK JKHBBIC JIEKOPALUH, )KUBOTHBIE KaK YYaCTHUKU CLIEHMYECKOIO JEHCTBUS, aHMMAJIbHBIH MOTHBBI
UMEIOT (DYHKIIMOHAJIBHBIE 0COOEHHOCTH B AN3aifHE CIIEHUYECKOTO MPOCTPAHCTBA JPAMATHUECKUX CHEKTaKIICH.

Kniouesvie cnosa: aHMManbHblE MOTHBBL, [HW3aiH; CLHEHHYECKOE HMCKYyCCTBO; HEIPECCUPOBAHHBIE KUBOTHBIE;
CLIEHNYECKO€E ITPOCTPAHCTBO
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TEHE3A MY3NUYHOT'O BUXOBAHHS | Anrouiko Mapuna OnerisHa
B YKPAIHI TA KPATHAX CXONY | Kanouoam mucmeymeosnascmea, doyenm,
(HA IPUKJIAAI KUTARO TA AIIOHII) | ORCID: 0000-0002-4105-7519,
e-mail: antoshko.m@rambler.ru,
Hayionanvua mysuuna akademis Yxpainu
imeni I1. I. Yarikoecvkoeo,
eyn. Apximexmopa I opooeyvkoeo 1-3/11, Kuis, Yrkpaina, 01001

Mera AOCHIDKEHHSI — PO3ISIHYTH TPOIECH 3apO/PKCHHST M CTaHOBJICHHS MY3WYHOTO BHXOBaHHS B YKkpaiHi Ta
kpajHax Cxomy, 30kpema B Kwurai ta SlmoHii, BUABUTH iXHI CHUTBbHI Ta BiAMiHHI O3HAKW. METOMONOTIS JOCIiIKECHHS.
VY poGOTi BUKOPUCTAHO aHATITHYHUHA Ta iCTOPUYHUI METOMM, IO JAIHA 3MOTY MPOCTEKHUTH 3apPOKEHHS 1 CTAaHOBICHHS
MY3W4YHOI OCBITH B YKpaiHi Ta B kpaiHax CXomy; CTpyKTYpPHHH METOZ 3aCTOCOBYBABCSI B YIpYNOBAaHHI Ta BHKJIAACHHI
(akTuyHOro Marepiairy; OiorpadidHMI METOA JONOMII 30CEpPEANTHCS Ha BUBYCHHI JISUIGHOCTI BHJIATHHUX JIFOIEH
MUCTELTBA, SKI 3aiiMaiucs NpoOIeMor0 My3uyHOI OcBiTH B YKpaiHi. HaykoBa HOBHM3HA JIOCHI/KEHHS IMOJISATAE B TOMY,
10 B HbOMY BHCBITJICHI CHOpiJHEH] ¥ BIAMIHHI ITPOSIBM MY3WYHOTO BHXOBaHHS B YKpaiHi Ta B Kpainax Cxomy, mpo 1o
CBITYMTH aHaJIi3 METOIB 1 (JOPM My3HYHOI TISUTBHOCTI 000X CTOPIH Ta PO3KPUTTS TOTO, SIK My3MYHE BUXOBAHHS BILIHBAE
Ha (hopMyBaHHS TyXOBHOI KyJIETypH 0COOMCTOCTI Ta CIpHse ii BceOiqHOMY i TapMOHiitHOMY po3BHTKOBI. BucHoBKH. [Topsin
3 pO30DKHOCTSIMHE 3’ICOBAHO TIEBHY CIOPITHEHICT, MY3WYHOTO BUXOBAHHS B YKpaiHi Ta B kpaiHax Cxoxy. Y ¢opmyBaHHI
LUTICHOI OCOOMCTOCTI CIIOPITHAM € BHXOBaHHS MOpPAJIbHO-ECTETHYHHX CMaKiB IUIIXOM MY3WYHOTO MHCTENTBa. SIK
B YKpaiHi HapoIHEe MHCTENTBO € BAXIIMBUM MPOSBOM HaIllOHAIBEHO-eTHOrpadiyHOl KyJIbTypH, Tak 1 B KpaiHax Cxomy
OfIHI€r0 3 (POPM KyJIBTYpH € CBSATA, aJXKe BOHH TICHO ITOB’sI3aHi 3 iICTOPI€0 Ta HAlliOHAILHUMHU TpamuiisMu. | B YkpaiHi,
i B kpaiHax Cxojly BBaXKa€ThCs, 1110 MOTPIOHO MOEAHYBATH YYTTEBE CIIPUHHATTS MYy3UKH 13 C()EPOIO CBIJJOMOTO 3aCBOEHHS
3HaHb, ITH BiJ MPOCTOro 10 ckiagHoro. OmHak B YKpaiHi A BCEOIYHOTO # TapMOHIHHOTO My3WYHOTO BHXOBaHHS
aKTHBHO 3alTy4aroThCs 3M00YTKH My3WYHOI KyJIBTYpPHH 0araThOX HApOiB, TOHi SK BEIWKAN BIUIMB HA CXITHUH
MEHTAITET 3MIHCHIOE CiM’ s, sika 30epirae HaIllOHATbHY TPAIUIIITHICTB.

Kniouoei cnosa: My3udHe BHXOBaHHS; My3WYHA OCBITa; KyJIBTYpHI Tpamuiii Ykpainu Ta xpain CXomy; TBOpYICTb;
MY3WYHO-ECTETHYHUH CMaK

Beryn

OmHUM i3 IPIOPHUTETIB PO3BUTKY TBOPYOi OCOOMCTOCTI B OCBITHBOMY TPOIIECI € My3UYHE BUXOBaHHS,
CTaHOBJICHHSIM SIKOTO B YKpaiHu 3aiimManiocsi 6arato MUTLIB, PO IO CBIAYUTH PO3MAiTTs 1OPOOKiB, CTBO-
pEHUX BHJIATHUMH IeJaroraMu. 3aBJaHHsl, sIKi CTaBUTh Mepes co00r0 Menaror nousirae y GopMmyBaHHi My-
3UYHO-€CTETUYHOI0 CMaKy yUYHiB, PO3BUTKY IXHIX MOpPaJbHUX SIKOCTEH y MPOIeCi My3UYHOTO BUXOBAaHHS,
sIKE JIOTIOMArae OlaHyBaTH CBOT MOYYTTS Ta MI3HATH HABKOJIMIIHIN CBIT.

He Menmr mikaBUMU I HAYKOBIIIB € TAKOXK OCBITSHCBKI TTPOOJIEMH, SIKi CTABIATH IEepel COO0I0 Hay-
KoBIi Kpain Cxoxy. Jlo Toro  3Ha4Ha KITBKICTh IPEICTaBHUKIB CXiJHUX KpaiH HABYAIOTHCSA B YKPATHCHKHUX
MUCTELBKHUX BHUILUX 3aKjIaJax OCBITH, Y TaKui croci0 mepeldMaroun AOCBiA yKpaiHCHKOIO MHCTELTBA Ta
30arayyrou Haily KyJabTypy CBOIMM TpaauuisiMu. ToxX B3a€MONPOHMKHEHHS] MUCTELBKOTO AOCBiNY Mixk
VYKkpaiHoto 1 CXiTHUMH KpaiHAMH 3aJIMIIA€THCS aKTyaJlbHUM.

HaykoBa HOBH3HA JIOCII/KCHHSI BU3HAYAETHCS THM, I[0 B HhOMY BHCBITJIICHI CIOPIJHEHI W BiJAMIHHI
MPOSIBH MY3HMYHOTO BUXOBaHHs B YKpaiHi Ta B kpaiHax Cxony (Kuraii, Snonist), mpo 10 CBIIYUTH aHAIi3
METOIB Ta POpM MY3MUHOI TiSITLHOCTI 000X CTOPIH; PO3KPHUTO, SIK My3WUHE BUXOBAHHS BIUIHBAE Ha (op-
MYBaHHS TyXOBHOI KyJIETYpH OCOOHMCTOCTI, CIIpHsi€ ii BCEOIYHOMY i TapMOHITHOMY PO3BHUTKOBI.

MeToanyHi MiIX0AH1 10 PO3BUTKY My3UYHOTO BUXOBaHHs B YKpaiHi Ta 3apyO0iKHUX KpaiHaX MaroTh EBH1
ocobnnBocCTi. 30KpeMa, PO OCHOBHI (HOPMHU 3aCTOCYBaHHS MY3UKH SIK BUXOBHOTO 3ac00y B CTapOAaBHHOMY
cBiTi (30kpema, y Kurai) B KOHTEKCTI cortianizamii ocooucTocti iaerhes B crarti €. Koszensimera (2011).
JocBix paxiBLiB-MPaKTUKIB i3 CYYaCHUX HAIIPSIMIB Ta aCIEKTIB PO3BUTKY MY3HYHOTO BUXOBaHHS Y €BPOIIEH-
cpkux Kpainax i CIIIA, xapakTepucTuky 3apyOi>KHUX CHCTEM MY3UYHOTO BUXOBAHHS y3arajJbHEHO B poOOTi

© Amnromko M. O., 2019
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C. bapuio (2019). OcobmuBOCTI TOETHAHHS MY3HYHO-BUKOHABCHKOTO Ta XyI0’KHBO-TTPOCBITHUIIBKOTO elle-
MEHTIB TiJ] 9aC MATOTOBKH MalOyTHIX YYUTENIB My3UKH po3kpuTo B ctarTi Minb [1laoseit (2017). Hocmi-
JOUKEHHIO OCHOBHHUX TIEpiOJiB PO3BUTKY 3arajibHOi My3MYHOI OCBITH, ()aKkTiB CIIaJKOEMHOCTI B PO3BUTKY
MYy3WYHOI'O HAaBYAHHS Ta T€HE3W MY3HUYHO-IIEarorivyHoro HoBaTopcTBa mpucBsueHa crarts O. Pyaenko
(2017).

Meta i MeTOIH TOCTiTKEHHS

Mera poboTH moJsirae y BUCBITICHHI NPOLECIB 3apOMKCHHS W CTAHOBJICHHS MY3MYHOIO BHXOBaHHS
B YKpaiHi Ta kpainax Cxony, 30kpeMa B Kurai Ta Snonii, y BUsBICHHI IXHIX CHIIbHUX Ta BiAMIHHUX O3HaK.

MeTonosiorist TOCHIHKeHHS. Y JTOCIIHPKEHHI BHKOPUCTAHO aHATITHYHUHN Ta ICTOPUYHUAN METO/IH, 1110 JaJIn
3MOTY TPOCTEKUTH 3apO/PKEHHS i CTaHOBJICHHS My3MYHOI OCBITH B YKpaiHi Ta B kpaiHax CXomy; cTpyk-
TYpHHUI METOJ 3aCTOCOBYBABCS B YIPYINOBaHHI Ta BUKIAAeHH] (haKTHIHOTO Marepianry; OiorpadivHuii MeToxn
JIOTIOMIT 30CEPEIUTHCS Ha BUBYCHHI MiSIILHOCTI BHIATHUX JIIOEH MHCTENTBA, SKI 3alMalncs MpoOIeMOI0
MYy3WYHOI OCBIiTH B YKpaiHi.

Bukaan marepianay gociigxeHHs

[MuraHHAME My3UYHOT OCBITH 3aiiMaliocst 6ararto reaaroriB, My3UuHHX JIisST4iB Ta KOMITO3UTOPIB, CEPel TKUX
ciin Buokpemutu M. [wrenskoro, M. Jlucenka, M. JleontoBuua, K. Crenienka, 5. Crenosoro, I1. Ko3umpko-
ro, B. BepxoBuniig ta in. Benyun MoBy nipo BuxoBHi Tpaauiiii Cxony, Tpeba Ha3BaTy TaKUX HAyKOBIIIB, K JIto
Jlanp (2015), H. ITonoBuu (2015), Ci Haoden (2015), Croit Uxe (2014) ta Gararo iHIIMX, SKi TOPYIIyBaJId
MIUTAaHHS BUXOBAHHS Ta OCBITH y CBOiX HAyKOBHX poOoTax.

OCMHUCITIOI0UH JOCBIJI TONIEPEAHUKIB, KOTP1 BUBYAIHM POOIEMy My3UYHOI OCBITH B YKpaiHi, BApTO Ha3BaTH
M. Qunenpkoro (Onu3bko 1630 — 6nusbko 1690) — yKpaiHCHKOTO My3UYHOTO TEOPETHKA, KOMIIO3UTOPA, XOPO-
BOTO jJupHrenTta i nemarora (/3upa, 2004, c. 383) axuii BBaXKa€ThCA KIACHKOM HAyKOBO-TEOPETUYHOT TyMKH
3 MAPTECHOTO CTHITIO 3aBISKH Horo «Inei rpamaruku Mycikiiicbkoi» (1675). Came mst poboTa BBaKaeThCs (QyH-
JAMEHTAIBHOIO B PO3BUTKY 0araToroJIoCHOTO CTHIIIO B YKpaiHi. Y MOCIHiDKEHHI CUCTEeMaTHYHO BUKIIAJCHUN
Marepiall CTOCOBHO ITapTECHOTO CTHITIO, BiIHOBIICHO MpaBHUIIa KOMITO3MINIT Ta HAIaHO METOJMYHI MOpajan CTO-
COBHO MY3WYHOTO BUXOBaHHS, BOJHOYAC Y HHOMY BUCBITJICHO MMUTAHHS I10JI0 HABUYOK OBOJIOMIHHA npodeciii-
HUM CITIBOM, XOPOBHM JUPUTYBaHHIM Ta HOTHOIO TPaMOTOIO.

OnHy 13 pYKOITMCHUX KOIid, KoTpa 30epiraerbesi y Gonmax JIbBIBCHKOro My3€r0 YKpaiHCBKOTO MHCTE-
IITBa, MATOTYBAJIa IO BUAAHHS My3uko3HaBels O. [amaii-Axkumenxko (1971) sixka Ha To# yac Oyia BHKIIamademM
JIsBiBCEKOT AepxkaBHOI KoHCepBaropii iMeHi M. B. Jlucenka. Ilepire onpuaronHeHHsT HOBO3HANIEHOTO CITHC-
ky M. Jlunenpkoro Ha mmansrax o(ilifHIX BUAAaHB BiIOYIIOCS HAa CTOPIHKAX JIbBIBCHKOTO Yacorucy <« KoB-
TEHb», 10 HaOyJI0 3HAYHOTO PE30HAHCY B HAYKOBHX KOJIAaX i CIIPOBOKYBAJIO HETaTUBHY PEAKLiI0 MOCKOBCHKHX
HayKOBIIiB, TOMY III0 BYEHI 1032 KAHOHAMH PAISTHCHKOT HAYKOBOI €THKH PO3IOBUIM MPO MepeBary Li€l 3Haxi-
KM HaJl 1HIIMMHU BiJIOMUMH Ha TOW 4ac ctapoapykamu «lpaMarnku my3ukainsHO» M. JlMnenpsKkoro, Haroio-
CHUBILIA Ha TOMY, 1110 1I€¢ Y1 HE €JMHUN MOBHUU CIHUCOK, IO TOTO K HAMMCAHUN CTapol0 YKPaiHCHKOIO MOBOIO
(CaBuyk, 2016, c. 8-9).

Mysuko3nasenp 1. Capayk (2016), rpyHTOBHO BHBYHMBIINK TUTaHHSA «lpamaruku» M. Jlunernskoro, 3a-
3Hadae: «Po3misgaeThCs mpolec BKIIIOYEHHS HOBO3HAMIEHOTO (hOTiaHTy 10 MYy3WKO3HABYOTO PIUMINA aX 0
MOMEHTY HOro (pakCUMIIBHOTO OMyOTiKyBaHHS y BUAABHULTBI «My3uuHa YkpaiHa» Ta MoB’s3aHa 3 UM Ha-
Mpy’KEeHa TUCKYCis MK HayKOBUMH IIEHTpaMH BUBYECHHS cTapoBHHHOI My3ukH Kuesa i Mocksu. 3aramom
y nepion Bix 1965 10 1970 poxy Ha JKepesio3HaBIOMY MaTepialli MPOCTEXKYIOTHCS 0COOINBOCTI (DYHKITIOHY-
BaHHS YKPaiHCHKOI IIKOJIM BUBUEHHS CTAPOBMHHOI MY3MYHOI KYJIBTYpH Apyroi mojgoBuHu 1960-X, okpecieHo
ICTOPUKO-aHTPOTIOJIOTIYHI XapaKTePUCTHKN HAYKOBUX IHUCKYCiH, CIPUYMHEHUX ITOSBOIO IHOTO TPAKTaTy, Ta
OB 0COOHCTICHOTO (haKTOPY y HAYKOBHX IOITYKaX, O3HAYEHO HOHKOH(OPMICTCHKI XapaKTEPUCTHKH MOCTaTi
JIOCITITHUKA-BYCHOTO B YKPATHCHKOMY MY3HUKO3HABCTBI 1960-x» (c. 6).

3acHOBHHMKOM YKpaiHCBKOI MpodeciiiHoi My3ukn BBaxaeTbess M. Jlucenko (1842—-1912) — ykpaincbkuii
KOMITO3UTOP, MIaHICT, AUPUTESHT, TISIaror, TPOMaJICbKUH JTistd, 301pau miceHHoro Qosbkiopy. Came 11eif MUTEIb
MiIHIC yCi )KaHPH YKpaiHChKOT MY3WKH Ha BUCOKWH (haXOBHUI piBeHb, 3aKIABIIH OCHOBH MY3HYHO-KPUTHIHOT
1 HAyKOBOI JYMKH TPO YKPaiHCHKY MY3HWKY M aKIIEHTYBaBIIM Ha TeMi HapoAy Ta HapoaHoi micHi. M. Jlucen-
KO BBaKaB, IO y BUXOBaHHI MOJIOZI Tpeba BpaxOBYBaTH HEIIOBTOPHICTH IHIWBIAYaTbHOCTI KOXKHOTO YYHS,
a JUIS PO3KPUTTS HETTOBTOPHUX TAJIAHTIB KOKHOTO CITiJi BUKOPHCTOBYBATH TUTAYl HAPOIHI irpy 3 HAPOJTHUMHU
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MICHSAMH, TAaHIFIMH i pyxamu. MUTelb HarolouryBaB, 1[0 OCHOBHOKO ITUDTIO y BUXOBaHHI Mae OyTH JTyXOB-
HUHM PO3BUTOK AWTHHH, CIPSIMOBAHUM Ha BHXOBAaHHS MOpaji. BUKOpHCTOBYIOUM y CBOill CHCTEMi BHXOBaH-
HSl K TATPYHTS (DOJBKIIOP, KOMIIO3UTOP JOTPUMYBABCS JyMKH NPO TIiCHE CIIJIKYBaHHS BUMTEIS Ta YYHS,
PO TepeaHHs] HAaBHYOK Ta yMiHb IeJarora cBoiM yuHsM. BapTo Harojgocutw, mo HeAaroridHi MpUHIMITN
M. JluceHka SCKpaBO BHOKPEMJICHI B CYYaCHHX NMPHHIUIAX MY3MYHO-ECTETUYHOIO BHXOBAHHS, & BAarOMiCTh
HOTo BHECKIB B TIEJJarOTiYHy CHCTEMY € HEOI[IHeHHHWM BKJIQJIOM B YKPaiHCbKYy MY3W4HY OCBITY (ApXiMOBHY
& Topmiitayk, 1952).

[Ile oqHMM BUAATHUM YKPaiHCHKUM KOMIIO3UTOPOM, XOPOBHM JUPUTEHTOM, IPOMAICHKHM JIislueM Ta neja-
roroM OyB M. JleonToBud (1877—1921). Came megaroriuyHa AisUTEHICTE IIHOTO MUTIIA 3aKi1alia (PyHIaMEHT yKpa-
THCHKOT MY3UYHOI KYJIBTYPH, a/17Ke KOMIIO3UTOP 3aiiMaBcs HABUYAHHSM JITeH Il Ha CKPHIILI, (IIeiTi, BionmoHYemni
Ta IHIIUX My3UYHHX iHCTpyMeHTax. [Ipamtotoun B UyKiBChKii KO, BiH OpraHi3yBaB AUTSUYHI XOp Ta OPKECTP
(3roIoM KOJIEKTWB HaBITh OTPHMAB JIOATKOBI KOINTH HA KYIIBIIO My3UYHHUX IHCTpYMEHTIB). CrieniaabHO st
[OTO JIUTSYOTO OPKECTPY, 3 YPAXyBaHHIM CHEIUBIKU AUTTINX MOKIUBOCTel, M. JICOHTOBHY TepeKiaB TBO-
pu pizHuX aBTOpiB. IlapTii M1 giTel-opkecTpaHTIB OyIIM TEXHIYHO HECKJIAIHI, OpKeCcTpoBa dakTypa mpo3opa,
13 MepeBakKaHHAM TOMO()OHHO-TAPMOHIYHOT Ta aKOpJ0BOi, MOIi(hOHIYHI MOMEHTH BUKOPUCTOBYBAIIUCS 3pijKa.
HIkinbHi opkecTpoBi rapMoHi3auii 3a cTuaeM OJNU3bKi 10 apaHKyBaHb, 3pOOJICHUX JUIS WIKIJIbHUX XOPiB (Ha-
npuknan, «Tuxa Boga», «Ou, y momi xkutoy, «l puiro», «Uepunk» Ta iH.) (3aBanbHiok, 2002, ¢. 18). CtBopeHuit
M. JIeoHTOBHYEM OpPKECTP BUCTYIIAB HA Pi3HUX JIITEPATYPHO-MY3UYHUX BEUOpaX, BUKOHYIOUH CIIEIialbHO Mij-
TOTOBJICHI JUIsl HHOTO OPKECTPYBaHHS MiceHb «/Jlynapuky, BecinpHoi micHi «YoboTtmy, «Llymkn» M. 3aBaicbko-
ro # in. (3aBanmpHIOK, 2002, c. 18).

OCMUCITIOIOYN BIIACHUW JOCBiA POOOTH 3 MIThMH, TENaroriuHy AisubHICTE y KuWiBCBHKiN yKpaiHCHKIN
YUUTENbChKIN ceMiHapii, Ha TUPHUTEHTCHKUX Kypcax mpu My3udHO-IpamMaTHyHOMY 1HCTUTYTI iMeni M. Jlu-
CEeHKa, TeaTpaJbHUX Kypcax Ta KypcaxX IOUIKUIBHOTO BHXOBaHHS, M. JICOHTOBMY MiAroTyBaB KilbKa METO-
JUYHHUX Tpalb, MPHUCBIYCHUX XOPOBOMY CIiBY, 30KpeMa MiapydHuK «[IpakTuuHuMii Kypc HaBYaHHS CIIiBY
B cepe/iHiX mKonax». [onoBHoo neaarorivxoto ieeto M. JleonToBHYa OyI10 IEPEKOHAHHS B TOMY, 1110 OCHOBOIO
HaBYaHHS JITeH My3HIli Mae OyTH My3W4HUH (ONbKIOP. Marepian miipyyHHKa BMIIIye TBOPH, CIIPHSATIUBI JJIs
PO3BUTKY HABHYOK aKaleJIbHOTO XOPOBOIO CIIBY, 110 XapaKTEPHUM /I HAPOJHOIO BUKOHABCTBA, 30KpEMa —
yKpaiHChKi HaposHi micHi 31 30ipok M. Jlucenka ta K. Crenenka, anmaiio BIipaB, 3aCHOBaHUX Ha IHTOHAITISIX PO-
CIHICBKOTO, YKPATHCHKOTO, O1710pYyChKOTO (DOIBKIOPY TOII0. Binomo, 1110 y cBOil mpakTH4YHIN poOOTI 3 TUTSYUM
XOPOM KOMITO3UTOP aKTMBHO BUKOPHCTOBYBAB TaKOX POCIHCHKI, O1IOPYChKi, TPY3UHCHKI, MTOJILCHKI, EBPEHUCHKI,
YeChKi, HIMEIIBKI Ta ITaliChKi HapoHi TicHI. 3a 3ajaymoM M. JleonToBrYa, moaiOHUI 100ip penepryapy aae
3MOTY BUXOBYBAaTH yUHIB yCEOIYHO Ta rapMOHIHHO pO3BHHEHUMH 0coOucTOCTsIMHU (3aBasibHIOK, 2002, . 91-93).

3HayHe MiCIle B MY3WUHIA KyJIBTypi 3aiimMana memaroriuaa misuieHICTE K. Cremenka (1882—1922), sxwit
CTBOPWB OpPHUTIHABHI ITiCHI ¥ XOpH, IO CTAJX MPUKIIATOM B METOIWII BHKJIAIAHHS CITiBY, BiH PO3pOOUB Te-
OpETHYHI OCHOBH cucTeMH My3u4HOi ocBiTh (DemoroB, 1981). OmuowacHo 3i K. CreneHkoM menarorivHor0
nisumeHicTIO 3aiiMaBcs 5. Crenosuit (1883—1921), po3BuBaroun Kpari Tpaauiii yKpaiHChKOro KJIaCHYHOTO MHC-
TENTBa Ta aKTUBHO 3aiMalOUMCh IPOMAJICHKOIO 1 TBOPUOIO AiSUTBHICTIO.

[MocnioBHOCTI B METOAMIII 3aHSTh AOTPHUMYBABCSl KOMIIO3UTOP, MY3HKO3HABEIb, My3UYHUH MElaror Ta
rpomazicbkuii fista 1. Kosunbkuii (1893—1960), sikuii 3auiuB CBii JOCBI Ta METOAWYHI MTOPAJX B HOTATKaX,
CTaTTAX 1 TeOpeTHUHUX mparsix. CaMme BiH BBOKAETHCS 3aCHOBHUKOM TIEPINUX CIIPOO y CTBOPEHHI METOANIHHUX
BKa3IBOK i3 IUTaHb My3U4HOI'0 BUXOBaHH:. KoMIio3uTop Ta negaror BBaxas, 1110 IOTPiOHO MOE€AHYBATH Uy TTEBE
CIPUHUHATTS MY3HKH 13 CEpOIO CBIIOMOTO 3aCBOEHHS 3HAHb, ITH BiJl MPOCTHUX A0 CKIAAHUX 3aBJaHb OCTYIIOBO
(T'ycapuyk, 2008).

3aCHOBHMKOM YKPaiHCBKOTO AMTSIYOTO MY3HYHO-IrpoBOro penepryapy («BecHIHOYKa») Ta MOCTaHOBHH-
KOM TIEpIIIOro HaiioHabHOrO My3uuHoro Oajnery («[lan KaHhoBChkHi»), yKpaiHCBKUM €THOTpadoM, aBTO-
pom mocioHukiB Oy B. Bepxosuners (1880—-1938). BakiuBo, 1m0 0COONUBICTIO CIIANIMHU KOMIIO3UTOPA
€ TATOPSAKOBAHICTh TIENaroTi9Hid MeTi. MUTEIh BBaXKaB, 10 caMe HApOIHE MUCTEITBO € BATOMUM ITPOSIBOM
HaI[iOHABHOI KYJIBTYPH, aJKe BiI3epKAIO€ TPaHIlii, JTyXOBHUH CBIiT, 3BUYai 1 TpauIlii yKpaiHCHKOTO HApOLTy,
BUpaxae ioro HanioHambHUN KostopuT (Kizuenko, 2003). Came B #oro TeopeTnuHux npausx B. Bepxosunis,
cepel SIKHX BUOKPEMITIOIOTHCSI « YKpaTHChKe BECUIIs», « YKpalHChKi TaHLi», « Teopis yKpaiHCHbKOrO HapOIHOTO
TaHI[I0», MH BIJICTeXKYy€eMO cyTo Hapoauui kosopuT (['ycapuyk, 2008).

He MeHnI mikaBuMH JUisi HAyKOBIIIB € OCBITSHCBKI MPOOJIEMH, SIKi CTaBIIAThH Hepe]] CO000 HAyKOBIII KpaiH
Cxomy. Busuatoun icropudsi mozii kpain Cxomy, TpeOa 3a3HaunTH, 10 BETUKAN BIUIMB HA CXiTHUH MEHTAIIITET
3MIACHIOE CiM s, sIKa BIUTUBAE Ha 30€peKeHHS HAIiOHATBHOI CaMOOYTHOCTI, OCOOIMBOCTI My3UIHOI KyIBTypH
i MucrenTBa. MUCTEIbKUM BUXOBAaHHSAM JIiTEH TOYMHAIOTH 3aiiMaTUCS 3MaJICUKYy, aKe caMe KHUBOIIUC, My3HKa
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W TaHIll € OCHOBHHM, 110 ()OPMYE Ta BUXOBYE €CTETUYHHN CMaK AUTHHH. CBOEPITHUM PI3ZHOBHUIOM CXiJTHOTO
MUCTENTBa Oyia 1 € KHTalicbKa MMCEMHICTh, a caMe ieporTidu, sIKi CTAHOBIATH COOOK0 OMH 3 BUIIB 00pa3oT-
Bopuoro mucrenrsa (TaBpoBckuid, 1989, c. 5).

[TiarpyHTSIM 47151 MOJCTIOBaHHSI MUCTELILKOT OCBITH SIMOHIT € 31aTHICTb JIIOAWHN MUCIIMTH €MOLIIHO, Bpa-
XOBYIOUH BiTUyTTSl IPUPOAHBOI Kpacu. Came TOMY TaM BBa)KAETHCS JOUUIBHUM IOETHAHHSM 13 TPUPOAOIO.
BaxmuBuM HanpsiMOM y SITTOHCHKIH CUCTEMI OCBITH € My3W4YHE BUXOBaHHs. [[0UMHAIOYM BYMTH MY3HUII B JI0-
BOJII PAHHHOMY BIIIi, SITTOHIII BUKOPHUCTOBYIOTH BIIOMY CHCTEMY BUXOBaHHS STOHCHKOTO Tieaarora C. Cyn3yki
(2005), sixa 6a3yeThCs HA BUKOPUCTAaHHI CEHCUTUBHOCTI PaHHBOTO TIEPiOTy B €MOIIITHOMY PO3BUTKY JUTHHHU.
[lenaror BBaxaB, 1110 My3HKaJIbHICTh MOKHA PO3BHHYTH B TUTHHH LIJISIXOM PO3BUTKY ii My3HUHO-€CTETUYHOTO
cmaky. C. Cymsyki (2005) nepekoHye cBoiM OadeHHSIM PO3BUTKY AUTHHH, aJKE MIPOIOHYE HABYATH MY3HIII i3
CaMoro HapOJKEHHSI, BAKOPUCTOBYIOYH MOBIICHHSI, TOOTO MIOEIHYIOUH PiIHY MOBY 3 My3U4HOI0. Baxxinse 3Ha-
YECHHSI B I[bOMY IIPOIIECI Mearor BiJIBOAUTEL OaThbKaM, sIKi Ha MOYaTKOBOMY €Tarli JJOITOMararTh OIIaHyBaTH Ha-
BHYK{ MOBH Ta MY3WHOI KyJIbTypHu. Y Takuil criociO BinOyBaeThes mporec BOMPaHHS My3UYHOI MOBH TIOPST 13
PiAHO0, IPH SIKOMY BUBYEHI TBOPHU MOBTOPIOIOTHCS Ta BBOAATHCA HOBI HABUUKHU JUISI BIOCKOHAJICHHS MalicTep-
HOCTI. 3aIopyKo0 rapHOro HaBYaHHS € [IOCTYIOBICTh IEJAroriyHoro MpoLecy — BiJl IPOCTOTO 10 CKJIaJHOIO.

Bapro Haronocut, 1110 OfiHI€IO 13 POPM AMOHCHKOI KYJABTYPH € CBATA, SIKi TICHO OB’ s13aHi 3 iICTOPI€I0 Kpa-
in Cxony. LlikaBuM € came IiiicTBO, HACHUEHE TEaTpai30BaHICTIO, My3UKOIO, TAHISIMU i MICHAMH, aKe BOHO
3MIIACHIOE BILIMB HA HALlIOHAJIbHI Tpaauilii. CBATKOBI TPaUIlii BIUIMBAOTH 1 HA IUTAYIl YSABJICHHS Ta CBITOIVIS.
HikaBy iHpopMariro mpo cxifHi cBsta nonae pociigauns O. 3a’suosa (1990). Orxe, pyHIaMEHTATBHUM
B OCHOBI CBITOCIIPUIHATTS KpaiH CX0oay € XyIToKHE MUCITICHHS, STKe CTABUTh 32 METY 30€peKeHHs OaraToBiko-
BUX TPaJIHIIIH.

BucHoBku

OTxe, HE3BaXKAIOUH HA MEBHI PO301KHOCTI, MU MOYKEMO BECTH MOBY IIPO MEBHY CIIOPITHEHICTh My3HYHOTO
BUXOBaHHS B YKpaiHi Ta B kpainax Cxojy, 10 3’ICOBYEThCS 3aB/SIKH aHAII30B1 TXHIX METO/IIB Ta (hOpM My3HIHOT
TISITBHOCTI.

VY mporeci GopMyBaHHS IIiTICHOT 0COOMCTOCTI CIIOPiTHEHUM € BUXOBAaHHS MOPAIIbHO-CTETHYHIX CMaKiB
LUTSIXOM MY3HYHOro MuctentBa. B YkpaiHi HapoaHe MHCTELTBO € BayKIMBHM IPOSIBOM HAIlOHAIbHO-ETHOIPa-
(bi4HOT KyIbTypH, aKe BiI3epKaIIOE TpaIulLlii, JyXOBHUH CBIT, 3BU4ai Ta 00psi/In, BKa3y€e HA HOro HAalllOHAJIbHUH
KOJIOPHT (SICKpaBUM IPHKIIAI0M IbOTO € Bepren). [loniOHe BiOyBaeThes i B CXiJJHUX KpaiHax, Ie OAHIEI0 13 popM
KYJBTYPH € CBSITa, 1110 HACHUEHI TeaTpasIi30BaHICTIO, My3HKOI0, TAHIIMH I MICHSIMH, a/PKe BOHU TICHO OB’ sI3aHi
3 icTopi€ro Ta HalllOHATBHUMHE TpaauIiisamMu. I B Ykpaini, 1 B kpaiHax Cxomy BBaXKa€eThCs, 10 MOTPIOHO MOEAHYBA-
TH 9yTTEBE CIPUHHATTS MY3HKH 13 CPEpOrO CBiIOMOTO 3aCBOEHHSI 3HAHb, ITH BiJl POCTOTO J0 CKJIATHOTO.

3a3HaueHo, o B cxijHuX KpaiHax (Kuraii, AnoHis) CyTTeBHii BIUTMB HA MEHTAJITET 3/IMCHIOE CiM 4, SKa
30epirae HaliOHAIBHY TPAAULIHHICTh, @ TAKOXK €HICTD 13 IPUPOIOIO Ta BAKOPUCTAHHS CEHCUTUBHOCTI PAHHBOTO
nepiofy B MpoLeci eMOUiHHOTO PO3BUTKY AUTHHU. B YkpaiHi K A1 BCeOIUHOro Ta rapMOHIHHOTO MY3MYHOTO
BUXOBaHHS aKTHBHO 3aJly4alOThCs 300YTKH My3UYHOI KyJIBTypH 0ararbox HalliOHaJbHOCTEH (HarpUKiIaz, po-
CIHCBKI, O17I0PYChKi, TPY3UHCHKI, MOJILChKI, EBPEHCHKI, Y€ChKi, HIMEIIbKI Ta 1TaiiChKi HAPOJIHI MICHI).
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I'EHE3UC MY3bIKAJIBHOI'O | Antomko Mapuna OneroBHa
BOCIIUTAHUS B YKPAUHE | Kanouoam uckyccmeosedenus, doyenm,
N CTPAHAX BOCTOKA | Hayuonanvuas myseikanivnas akademus Ykpaunol
(HA ITPUMEPE KUTASA U AINOHUWN) | umenu IT. ¥. Yaiixoscrozo,

Kues, Yxkpauna

Ienp nccnenoBaHus — PaCCMOTPETH MPOLIECCH] 3aPOXK/ICHUS U CTAHOBJICHUS MYy3bIKAJILHOIO BOCHUTAHUS B YKpauHe
u B cTpaHax Bocroka, B wactHoct B Kurae u SInoHun, BeISIBUTH UX OOLHME W OTIMYHUTEIbHBIE TIPU3HAKH. MeTo0morus
uccrenoBanus. B paboTe HCMONBb30BaHbl AHAIUTUYECKMH W HCTOPUYECKMH METONBI, KOTOPbIE IPEIOCTABUIIN
BO3MO)KHOCTb MPOCIIEIUTh CTAHOBJICHHE W Pa3BUTHE My3bIKAJIBHOIO OOpa3oBaHUs B YKpawHE M B CTpaHax BocToka;
CTPYKTYPHBIH METOJl NMPUMEHSJICS B TPYNIUPOBKE M M3JIOKCHUH (PAKTHIECKOTO Marepraya, Omorpaduyeckuii MeTon
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Al BO3MOJKHOCTh COCPEIOTOYMTHCS HA W3YYCHHH CATEIFHOCTH BBIAAIOMIMXCS JIIOACH HMCKYCCTBA, 3aHWMABIIHXCS
poOIIeMOii My3bIKaJbHOTO 00pa3oBaHMA B YKpanHe. HaydHas HOBH3HA WCCICOBaHUS 3aKIIOYACTCS B TOM, YTO B HEM
OCBEILEHbl POJICTBEHHBIE U OTIIMYHBIE MPOSBICHUSI MY3bIKAJILHOTO BOCIIUTaHUS B YKpauHe U B cTpaHax Bocroka, o yem
CBUJICTEIECTBYET aHAIN3 METOJOB U (OPM MY3BIKAJIBHOW JEATEIFHOCTH OOCHX CTOPOH M PACKPBITHE TOTO, Kak
MY3bIKQJIbHOE BOCHIMTAHUE BIUSIET Ha ()OPMHPOBAHHE JIyXOBHOH KYJIBTYpPBI JINUHOCTH, CIIOCOOCTBYET €€ BCECTOPOHHEMY
U TapMOHUYHOMY Pa3BUTHIO. BI)IBOI[I)I. Hap;my C pa3IM4usAMH BBIACHCHO HEKOTOPYIO POACTBECHHOCTH MY3BIKaJIbHOI'O
BOCIIUTAaHUSI B YKpamHe W B cTpaHax Bocrtoka. B QopMupoBaHuy 1EeTOCTHOW JTMYHOCTH POACTBEHHBIM SIBIISETCS
BOCTIMTaHNE HPABCTBEHHO-ICTETHYECKHAX BKYCOB IyTeM MY3BIKAILHOTO MCCKycTBa. Kak B YkpanHe HapOZHOE MCKYCCTBO
SIBISICTCS. BaKHBIM TIPOSIBIICHHEM HAIMOHAIBHO-3THOTPa(hUIECKOM KYIBTYpHI, TaK M B CTpaHaX Bocrtoka omHOW W3
(opM KyJIBTYpBI SIBISIOTCS TPA3THUKH, BEIb OHH TECHO CBS3aHBl C WCTOPHUCH WM HAIIMOHAIBGHBIMH TPAIHIIHSMH.
W B VYkpamHe, u B cTpaHax BocToka cumTaercs, 4TO HY)KHO COYETAaTh YYBCTBEHHOC BOCIPHATHE MY3BIKH CO cepoi
CO3HATEJIFHOTO YCBOCHHMS 3HAHMM, MATH OT OT MpocToro k ciaokHoMmy. OnHako B VYKpamHe Ui BCECTOPOHHETO
U TapMOHHUYHOI'O MY3BIKAJBHOTO BOCIIUTAHUA aKTHBHO IPHUBJICKAIOTCA JTOCTUKCHUA MySI)IKaI[BHOf/'I KYJIbTYPHBIM MHOTHX
HApOZOB, TOTAa Kak OONBIIOEC BIMSHHE HA BOCTOYHBIM MEHTAJIMTET OCYIISCTBISICT CEMBS, KOTOpas COXpaHSeT
HAIIMOHAITBHYIO TPATUIIHOHHOCTb.

Kouegvle cnosa: My3pIKaTbHOE BOCIIHTaHNE; MY3BIKAIEHOE 00pa30BaHUE; KyJIBTYPHBIC TPAIUIINN YKPaHHBI U CTPaH
Bocroka; TBOpYeCTBO; My3bIKaJIbHO-OCTETUUECKUI BKYC

GENESIS OF MUSIC EDUCATION | Maryna Antoshko
IN UKRAINE AND THE EAST | PhD in Art History, Associate Professor,
(THE EXAMPLE OF CHINA AND JAPAN) | Petro Tchaikovky National Music Academy of Ukraine,
Kyiv, Ukraine

The purpose of the article is to demonstrate the processes of origin and development of music education in Ukraine
and the East Asian countries, in particular in China and Japan, to define their common and distinctive features. The
research methodology. The author has applied analytical and historical methods to trace the origin and development
of music education in Ukraine and the countries of East Asia; the structural method has been used for arranging into groups
and presenting of the facts; biographical method has given the possibility to focus on the activity of the outstanding
people in the sphere of music education in Ukraine. The scientific novelty of the study is that it highlights common and
distinctive features of music education of Ukraine and the East Asian countries. This is illustrated by the analysis of methods
and forms of musical activity of both sides and the way music education influences the formation of the spiritual culture of
the individual, contributes to the comprehensive and harmonious development. Conclusions. Along with the differences,
the author defines certain similarities between music education in Ukraine and the East Asian countries. In the process
of personality formation the similar feature is the cultivation of moral and aesthetic characteristics through music art. Just
like in Ukraine where the folk art is an important demonstration of national and ethnographic culture, in the East Asian
countries holidays are one of the forms of culture, since they are closely linked to history and national traditions. It is
considered necessary both in Ukraine and the East Asian countries to combine the sensory perception of music with the
awareness of the need for education, from simple to complex. However, in Ukraine, the achievements of different peoples’
musical culture are actively involved in comprehensive and harmonious music education, while the family, which
cherishes national traditions, has a great influence on the Eastern mentality.

Keywords: music education; musical training; cultural traditions of Ukraine and the East Asian countries; creative work;
musical and aesthetic taste
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Meta cTarTi — BU3HAYCHHS KYJIBETYPHO-ICTOPUYHOI KOHCTAHTH aHTPOIIOJIONIYHOTO BHMIPY XYyIOKHBOIO 00pasy
B MY3HIli Ha OCHOBI PEKOHCTPYKIIi aHTPOMHOTO BUMipy My3udHOro eHomeny moetuku I. CrpaBmHCBEKOTO. MeTomomnoris
JOCITIKEHHST 0a3y€ThCS HA TPHUHIIAII CHCTEMHOTO TiAXOMY, II0 CTAaHOBHTH COOOI0 SKCIUTIIMUTHY Ta IMILTIIUTHY TTOCTHKY.
AHaJITHYHUN METOJ JaB 3MOTY 3’sICyBaTH 3HAUCHHS ¥ MiCIle JOCIIHKyBaHOI MPOOIeMH B 3arallbHOCBITOBIH KYyJBTYpi,
sIKa HAMaraeTbCsl y3arajJbHUTH (iTOCOPCHKMH, €CTEeTHYHMH Ta eTUYHMH J0CBiiu. CTPYKTYpHHII METOJ 3aCTOCOBYBABCS
B YIpyNOBaHHI Ta OCMHCICHHI (akTuiHOoro marepiany. JlocmipkeHHsT 0a3yeTbCs TaKoXX Ha METONI CHUHTE3y My3HMYHOTO
npocropy XX cr. HaykoBa HOBHM3HAa MOCITIIKEHHSI TOJSITa€ Yy BU3HAYEHHI KYJIBTYPHO-ICTOPHYHOI KOHCTaHTH
AQHTPOMOJIOTIYHOTO BUMIPY XYIOKHBOTO 00pa3sy B My3WIli Ha OCHOBI PEKOHCTPYKINi aHTPOIHOTO BUMIPY TOETHUKH
1. CrpaBuncekoro. BrucHoBku. J[oBeaieHO, 0 My3HYHO-aHTPOIIONOTIYHAN TOPU3OHT TBOPUOCTI MUTILI 3aBXK/IH € CITIBMIpHIM
Horo moeTW4Hi camopeanizamii. Bymp-fika mMmoeTmka, OCOONMBO TEOPETHYHA, IIparHe Y3arajJbHUTH (IiT0COPCHKHUA,
€CTeTHYHUH Ta CTUYHMH JOCBIAM ¥ amemoe N0 JIOAWHW, ii KyJIBTypHO-ICTOPUYHOTO 00pasy, BHU3HAYAIOUM IIIO JIIOHHY
SIK CITIEHTP MOSTHYHUX iMIuTiKalii. TaHemp sk 3BepHEHHS /10 TaHIIOBaJIbHOI CyOCTaHIil BiTOMBAE TUIACTUKY JIIOJUHHM 1 HE
JIMIIIE TIOBTOPIOE MY3HKY, a i Beze 1i B iHIMH cBIT, sikuil OyB 1uist [. CTpaBUHCHKOTO HaJ3BUYAliHO BaXKIMBOIO KOHCTaHTOIO
TBOpYOCTi. BUsIBIEHO, 110 CBIT KOMIIO3UTOpPA € TEPMETHYHHM, 3aMKHYTHM, a BCI CBIJJKM HOTO TBOPYOCTI 31€OLIBIIOTO
aHOHIMHI. [711a4 MOTparIse B CUTyallito, KOJIM MEepel HUM BUHHMKA€ MAackKa, 3a SIKOI0 XOBAEThCS BHIATHHN MuTenb. [Ipu
IIBOMY CHTYyaIlil CTaHOBUTCSA OUTBII 3pO3YMINOI0, SKIIO0 My3HYHYy AaHTPOIIOJNOTII0 KOMIIO3HTOpA pO3YMITH SIK
MeTtaaHTpornonoruto. JloBenero, mo 1. CTpaBUHCHKHI — HE TOMI(OHICT; KOMIIO3UTOP BiIPOMKYE MOHOMIMHWNA TITHOMHHIN
IMITYZIbC BOKAJY, [0 B XPUCTHSHCHKOMY CBITI MOJKHA CIIPHHMATH SIK NTPOTOMY3HKY. AHTPOIOJIOTIYHI TOPH30HTH MOETHKU
MHUTIISI PO3IVISLAAIOTHCS SIK aHTPOIIOJIOTIYHA MexKa B 11 CAMOBH3HAUECHHI Oy/Ib-5IKOIO ITPAKTHKOK MHUCTELTBA, 30KpEMa MY3HKH.

Knrouoei crosa: KynbTypHO-ICTOpUYHA aHTPOIIONIOTS; TPa; My3UKa; TaHelb; TUCKYPC; TillepMapioHeTKa

Beryn

Teatp, xkinemarorpad, oOpa3oTBOpUE MUCTEUTBO MOYATKy XX CT. MO3HAYCHI PaJUKATI30BaHUMHU CK-
3UCTEHLIHHIMHU TIOLTYKaMu aOCOJIOTY i ieany IpH sK Takoi, 1o OyJo 3aralbHOI0 TEHACHLIEIO Yacy: )KUTTS
i cMepTh, pail abo nekio, abo B3araii NekiIa He iCHye, a00 3HHILEHA JIIOANHA HaBITh HE JOCTOWHA IMEKJa.
Tak, y moetuni Bc. Meiiepxonbna (1968) 3 iioro 6iomexaHiKow, Ky0i3MOM CTBOPIOETHCSI HOBA MOETHKA,
KOTpa MPE3CHTYE €CTETUKY MEPEXOMY, TOJTAHHSI MEXi JKUTTS i cMepTi (c. 582). Bunnkae pagukaibHUHN 1MO-
BOPOT 3BEpHEHHS /10 HaToanHK, 32 @. Himme (1990), ne moanaa-005KeCTBO, JIOIMHA CAKPAIHHOTO TOMOCY
CTa€ 3BHYaHUM KOMITO3UTOPOM, IEPECIYHIM aKTOPOM, ajie BOHA Ma€ iIeHTU(iKyBaTu cede 3 MEeBHOI0 Cy0-
CTaHII€I0 IPU-BUCTABH, 3 SIKOT BUHHUKA€ MUCTEIbKHUI TBip.

Binrak BuHHKa€e nmpoOieMaTuka aHTPOIMOJIOTIYHOTO TIOBOPOTY SIK MPOEKIii aHTPONOJIOTYHUX IMILTIKa-
il Ha MaTepiak Tpu. 3 OHOTO OOKY, BiH (Marepiai rpu) TpaauIiiiHO 1HACHTH(IKYETHCS 3 TIIOM JIIOANHH,
3 SIKOTO ITOYMHAETHCS KOCMOTOHIYHUEI Mi( PirBemu i iH., a 3 inmoro — . Kpera (1988) Bxe He 3a10B0JIb-
Hs€ emmaTis Ta Mimesuc. [lepmuit Tntan [lypymnry Ta iHIII KOCMOJIOTIUHI TIJIECHI IMIUTIKAIlI{ 3aTHIITAOTHCS
B HOTO TEOPETUYHUX HOTATKAX SIK MiICTaBa JUIsl OHOBICHHS TEMHUX, TNTHOWHHUX 1HTYIIIN, 1€ AIOHICIHChKUN
€KCTa3 CHeNH(IKyEThCS, CTAE CHCTEMOIO 1IeHTH(]iKaIlii B My3UYHNX, BUAOBHUIIHUAX MPAKTHKAX KYJIBTYpH.
OTxe, akTyalli3y€eThCsl ONPALIOBAaHHS 3BYYHOI MaTepii, OnpamoBaHHs ONepy B ITUPOKOMY HOJTIMOAATEHOMY
CHUHTE31 My3UYHOTO 00pa3y i MOBEPHEHHS 10 IEPBUHHOTO CUHKPETH3MY BiI0YBaIOThCS HE TiIIBKHU B pediiek-
cii MUCTELTBO3HABIIIB, a i y pedieKcii KOMIIO3UTOPIB, XyIOKHUKIB, JpaMaTyprisB, Takux, sk 1. CrpaBun-
cekui, [. Kper, €. [ly3e, A. Apro ii iH.
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HaykoBa HOBM3HA AOCIIIIKEHHS MOJIATa€ Y BU3HAYEHHI KyJIbTYPHO-ICTOPUYHOT KOHCTAHTH aHTPOIIOJIO-
TIYHOTO BUMIpPY XyHZOKHBOTO 00pa3y B MY3HIIlI HA OCHOBI PEKOHCTPYKIlii aHTPOITHOTO BHUMIpYy MY3WYHOTO
¢enomeny noeruku I. CTpaBUHCBHKOTO.

[Ipobnema aHTPOMOIOTTYHUX TOCIHIITKEHb MUCTEIITBA, 30KpeMa MY3HKH CTa€ MPIOPUTETHOIO s (iso-
co(iB, KyIbTYpOJIOTiB, MUCTCIITBO3HABIIIB, XYJJOXKHHKIB Ta pexkucepiB. 30kpema, Mi} sSK CKIaJHUK MUCTE-
urBa gociimkysaB O. Jloce (1994). Nany3s nocaimxenus M. baxrina (1979) ctocyBanacst muTaHb icTOpud-
HOI TTOCTUKH; Y HOTO 3aIliKaBJICHHS BXOIMIA TUTAHHS €BOJIOIIST 00pasy JIOIWHH B JIITEpaTypi, 4ac 1 MpocCTip
SIK OCHOBHI KOOPJIMHATH Xy[JOKHbOT KAPTUHU CBITY H 1H., KOTPi caM aBTOP BHU3HA4YaB SIK «ECTETHKY CIOBEC-
HOT TBOpUOCTi». [locmimkyroun Teopito, dinocodiro MmuctenTa i oOpa3u TBOpUOCTi, ¢igocod i TeopeTHk
muctenrsa O. ['aGpuuescrkuii (2002) y «Mopdoinorii Muctenrsa» 10TpuMyBaBcs MeTadiznyHOT MO3HLIT
Ha MUCTenTBO. KirouoBuM Oyly MUTaHHS MPO MEPBUHHI €JIEMEHTH XYIOKHBO-IUIACTUYHOTO MEepEeKUBaH-
HS Ta iH., SIKI TaK YM TaK NOPYUIYBAJIH MPOOJIEMy aHTPOMOJOTIYHUX KOHCTAHT XYJOXKHBOTO 00pasy, ake
MaJIOJJOCIIIJDKEHUMH 3aJIUIIAI0THCS My3UYHI BUMIpH aHTPOTOJIOTIT XyI0KHBOTO 00pasy. OkpeMo BUIIIIMO
moHuorpadito C. Caenko (2004), mpucBsdeHY TBOPUOMY U KUTTEBOMY IIIAXyY I. CtpaBuHCHKOTO (Y hopmi
XPOHIKM OCHOBHHUX TIO[ili) Ta aHaJi3y OCHOBHHUX MPOOJIEM HOTO MY3UYHOI 1 JTiTepaTypHOI CIIaAIUHU.

Merta cTarTi

Merta cTarTi — BU3HAUUTH KYyJIBTYPHO-ICTOPHYHI KOHCTAHTH AHTPOTIOJOTIYHOTO BUMIPY XYIOKHBO-
ro obpasy B My3HIli Ha MiACTaBl PEKOHCTPYKIli aHTPOIHOTO BUMIpPY MY3WYHOTO ()EHOMEHY B TIOCTHII
I. CtpaBuHCBHKOTO.

MeTomomoris TOCTiKeHHsT 0a3yeThCsl Ha TPHHIIMIN CHUCTEMHOIO IiJIXOMY B JOCIIKEHHI MOETHKU
I. CTpaBUHCBHKOTO K KYJIBTYpHO-ICTOPHUYHOI aHTPOMOJIOTIi MY3HMKH, IO CTAHOBUTH COOOI0 EKCIUTIIIUTHY
W IMIUTIIIUTHY TTOCTHKY. AHAITHYHUN METOJ JIOTIOMIT 3’sICYyBaTH 3HAUCHHS 1 MiCIIe JIOCJIIKyBaHOT IpooIie-
MU B 3arajbHOCBITOBIH KYJIBTYpi, IO MPETEHIye Ha y3araibHeHHs (PitocodCchKOro, €eCTETUYHOTO i eTHY-
HOTO JIOCBIJIiB, aIlEJIOE JI0 KYJIBTYPHO-ICTOPUYHOIO 00pa3y JIOJAUHU Ta BU3HAYAE 11 SIK SHILEHTP MOCTUYHHX
imrutikartii. CTpyKTypHUH METOJl 3aCTOCOBYBABCS B YIPYIOBAaHHI ¥ OCMHCIICHHI ()aKTUIHOTO Marepiay.
HocumimkerHs: 0a3y€eThCsl TAaKOXK HAa METOZI CHHTE3y MY3WYHOT0 TpocTopy XX CT., SIKHH TO€THY€E 1HTEHIT
KYJBTYPHO-1CTOPUYHOT aHTPOIIOJIOTI].

Buxaaa martepiajny gocaigkeHHs

CwmepTh aBTOpa 200 YCYHEHHS aKTOpa, 3aMiHa HOTo CTpaKaaabHOI0 cyocTaHIliero [leTpyuiku, JIaIbKu —
IIe Ta aHTPOIIOJIOTiYHA KOHCTAHTa, SIKY BHIC y mpocTip Oanmety abo 6ametHoi npamatyprii . CTpaBUHCHKUIA.
VYTim, 11e Oyna TunoBa cxema KyJlbTypoTBopuocTi mouatky XX ct. s cxema Mana BaKJTMBE OCTUYHE ITi]T-
IpyHTs1, Bu3HaueHe 1. Kperom sk «rimepmapionerka». OTxe, coctepiraeMo mofiOHicTh MK aHTPOIOJIO-
rYHUMU KOHCTaHTaMH, BU3HAYCHUMH B oeTulli CTpaBUHCHKOTO, 1 B KOHOTAIisIX 00pa3y Ta ineany, 3HaKy —
y I. Kpera (1988).

I". Kper (1988) y cBoiii poboTi «AkTOp 1 HagMapioHeTkay 1uTye Enconopy [lyse: « /1y cnacinus Tearpy
He00XiaHO, 00 TeaTp OyB 3HUIICHM, 00 yCi aKTOPH W aKTPHUCH BMEPINIH Bif 4yMH. BoHH OTpyIOIOTH TIO-
BITpsI, pOOJIITHE MUCTEIITBO HEMOMUTHBUAMY (C. 216). «OT 1ii-TO MH MOXeMO MOBipuTH. BoHa Mae Ha yBa3si Te,
1o roBopsaTh @nodep i JlaHTe, X0ua BUCIOBIIOETHCS iHAKIIE. SIKIO BCi I1i CBIJIKM € HEJOCTATHIMHU, ST MOXY
npuBectu Oararo iHmux» (Kpar, 1988, c. 226). Mu 6aunmo Ti  cami ek3epcuc, mo iy A. Apro (1993):
TeaTp NOPIBHIOETHCS 13 YYMOIO, BUJIOBUIIIE € «TUIO O€3 OpraHiBy, TeaTp SK TUICCHHUH JOTUK € CaMOJ0CTaT-
HiM, aJKe JIOTUK MOTpeOye i He MOTpeOye My3UKHU. YCi 3BYKH 3racaroTh 1 3aJIMIIAIOTHCS JIUIIE OJHI yaapH,
MOIITOBXH, 3ycTpid Tina 3 TiioM. 1o x € Tinom y my3uni? Tino B My3HIli € iIeHTUPIKATOPOM TITHOUHHHX
IHTEHIIIH TaKTIJIBHOTO OTOTOXXHEHHS IMPOCTOPY i 13 TPOCTOPOM 3BYIHOI MaTepii, 3 IKUM OTOTOKHIOE cede
monuHa. Lle He akycTHYHA, He CITyX0Ba, He 3ByUHa MaTepis K Taka — 16 CHHKPETU3M BCiX MOJIAIbHOCTEH ay-
niaapHOTO 00pa3y, M0 TOXOAUTH BiJl NMTHOMHHOT KOCMOJIOTIYHOT TiJIeCHOCTI, Tpo Ky nucas O. Jloces (1994)
Ta Ipo sIKy panime Beau Moy [lidarop, a sromom ApicToTens.

OTxe, MOKHA CTBEpJpKYBarH, 1o iMrrikanii Kpera (1988) € nyxe rumigHumMu. AKTOp TOBHHEH MiTH,
a Ha 3MiHy fioMy npuiine dirypa, nosbasinena ayui, — jasuibka. Bin ii Hasusae «HaaMapioneTkow». «IIpo
MapiOHeTKy MHUCaHO HeMaJso. [if MpUCBAYEHO KilbKa 4y0BUX KHUT. BOHa cTana TeMoIo pssy TBOPiB MHCTe-
nrBa. CbOro/HI, y HAUMEHII CIIPUSITIMBHIIA NepioJl iICHYBaHHS MapioHETKH, OaraTto Jrojeil BoayaroTh y Hil
JTUTSYY ICPAIIKY, JSUTBKY BHIOT SIKOCTI, TyMalOTh, 1[0 BOHA Ma€ CBOE TIOXO/PKECHHS BiJl JISUTBKH, MTPOTE 11e HE
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Tak. MapioHeTKa IOXOANUTD BijJ KaM’sTHUX 1JI0JIiB Y JaBHIX Xpamax: 11e 300pakeHHst 00’KecTBa, K€ BUPOJIH-
Jocsl B HamoMy 4aci. Haitommkuuii npyr mitTeid, MapioHeTKa i ChOTOJHI Ma€ TpaTH, BUOUpaTu i 3011bmry-
BaTH KUIBKICTh CBOiX MPHUXMIBHUKIB (c. 227). Cnocrepiraemo 1ikaBuii moBopot. Lle He nsipka, He miKaBa
3a0aBa, He irpamika, a [leTpymika 3 #oro cTuxi€o GOILKIOPHOTO HU3Y i pabie3iaHChKOTO CMiXy, KapHaBaly,
JIC CMEPTD 1 KUTTS TYT KE MIHSAIOTHCS MicisiMU. JKUTTS 1 CMEPTh BUCTABU € aMO1BaJICHTHUMHU, HEBITI3HAHU-
MH B OJTHOMY I TOMY X Xa0Cl 4YepryBaHHS KUTTS 1 cMepTi, cMepTi 1 KUTTA. ['inepmapionerka — 11e ieanizo-
BaHe 00KECTBO, 3MECHIIICHA IyIIa, IKa Haraaye AYITy €ETUNTSHUHA, yTBOPIOIOYUCH B OCTaHHI MeTamopdo3i
IIPOXOJPKEHHS Yepe3 LIKypy Iakaja Ta Mpiloud MOTpanuTH Ha OoxecTBEeHHI nons lapy. Amxe nepen uum
Jylla MOBUHHA NMPOWTH MCUXOCTAa3il0, OCTAHHIN Cya, ¢ Ha Bary KJIaayThCsl BAMHKH JIOAWHU. Tak, yce Te,
110 € HOPMOIO KYJIBTYypH, BU3HAYAETHCS SIK BUILI CaKpaJIbHi IHHOCTI il Ipe3eHTy€E 31aTHICTh OyTH B iHIIOMY
CBITI.

«Crpo0yiiTe Oyab-KOMY 3alIpONIOHYBATH 300pa3UTH Ha Narepi MapioHEeTKY, i BIH HAMAJIIOE BaM 3aCTHIITY,
KyTomoaiOHy i KoMiuHy ¢irypy. ABTOpOBI IEBHOTO MaJIOHKA HE BiIOMO, KU TMTMOWHHUN CEHC XOBA€THCS
B TIOHATTI, IKUH MU IMO3HAYAEMO TETIEP CIOBOM «MapioHETKa», 60 BiH IpUtMae MOXKJIUBICTH OCOOH 1 CITO-
Kill Tiia 32 MPUMITHBHY HEBUPA3HICTH 1 MOTBOPHY He3py4HicTh. OJHAK HaBITh CydacHI MapiOHETKH — IIe
Je10 AMBHE: 3ByYaTh OypXJIMBI OIUIECKH YH BIIOBJIIOIOTHCS JKAJIOT1/IHI, IXHI ceplsl He MOYMHAIOTh OUTHCS
yacTile i He 3aMHUPaIOTh; IXHI PyXH-CUTHAIHN HE CTAIOTh MIBUAIIMMH UM MOBUIBHIIIUME; OOIUYYS aKTPUCH
Ha MEPIIUX POJISX 3aJHILAETHCS TAKUM K€ CCpHO3HUM, KPaCUBUM 1 3aHYpeHHM Y cebe, sSIK 3aBKI1, HaBiTh
KOJIM Ha HHOTO OOPYIIYIOTHCS MOTOKH MMOXBAJIH, 3aXOTUICHb 1 BUPaKEHHS JIIOOO0B1. Y MapioHETIIi Brajgy€eThcs
JIEIO0 BiJ TeHis, Memo OibIne, HiK BUCTABJICHHS HAIOKa3 JIIONMHOIO CBO€ET Aymri i Tima. MeHi MapioHEeTKa
3Ia€ThCSI OCTAHHIM BiITOMOHOM SIKOTOCH OJIATOPOIHOTO MPEKPACHOTO MHUCTEITBA KOJUITHLOI ITHUBiTi3aMii.
Ane, 5K 1 Oyib-siKe MUCTEITBO, IO TIOTPAITHIIO B CallbHI Ta rpy0i pyKH, MapiOHeTKa BUCTABIIeHA HA HAPYTY
il npupeyeHa Ha ranb0y. ChOroiHI MapioOHETKH — JIMIIE KOMiKH HU3bKoTo ITHOY» (Kpar, 1988, c. 237).

MortuB 3ranb0eHOT KpacH, abo Tiei 1000BI, KA € HE3IHCHEHOIO B IIbOMY CBiTi, MOTUB CBSITOCTI TiJia
JIIOIMHU, HOTO TIOCTIHHOCT]I BU3HAYAETHCS B CAKPAIBHOCTI CUMBOJIIYHOTO Tijla MAPIOHETKH SIK PEaNbHOCTI
He3MiHHOTO OyTTs. Lle MOTHB TOTO BEJIHMKOTO TEaTpy CHHKPETHU3MY, 3 SIKOTO MIOYNHAETHCS PO3BUTOK MHCTE-
IITBa, IIell MOTUB 3aKiHUy€E HOTO, SKIIO BiH KOJTUCH 3aKIHIUTHCA. DaKTHIHO TTPO CUMBOIIYHY CaKpalbHICTh
no-pizHOoMy mumyTh i I. Kper (1988), i . CrpaBuncrkmii (2012). [IumyTs pi3HUMH MOBaM¥, BU3HAYAIOTh
CakpaJIbHUH TOIIOC TPU B Pi3HHUX KOHQIrypamisix OyTTeBOCTi. YTiM, BaXKJIMBO 3a3HAUYUTH NEPBUHHUI aH-
TPOMOJIOTTYHUN IMITYJIbC CAaKpaJbHOTO Tijia, SIKe MOXKHA HAa3BaTH MYMI€I0, JISUIBKOIO, CKYJIBIITYPOIO, KOMIEI0
YKUBOTO TiJla, KOTPE MepeKUBaE OiIBII KUBE JKUTTS, HIK T€, IO YTBOPIOIOTHCS «TYT» 1 «3apasy.

dinocodu ne nomitunu gaBuo. byrrs B [Tapmenina He € pymidaum. [lepinii omoHEHT NOYMHAB pyXa-
THcs, ane [lapMeHiT BinmoBigas, Mo e cyeTa, came OyTTS HEe MOXKe OYTH CY€TIIMBUM, HECTIOKIMHIM 3aJIeK-
HO Bix o6ctaBuH. [IpoTe MECTEIITBO, TE€ MUCTEIITBO, SIKE Hece B COO1 CHHKPETH3M, CHHTE3, Ma€ 3acaI0i0 TOH
MUOMHHUM MaTepial, KOTPUHA MOKHA Ha3BaTH CHHKPETHYHHUM TiIOM KOCMOCY a00 TiJIECHUM, TOYYTTEBUM
MIPOCTOPOM, 3 SIKOTO BUJIIIUTIOIOTHCS BC1 KaTakIi3MH, YCi KaTacTpo(pu My3UKH, TAHIIO YU TEATPY.

[Toyarok XX CT. TOCTpO MOPYLIUB MpoOJieMy BTPAaueHOTo AMTHUHCTBA, 3aryoneHux mpid. Ha mpomy
HaronomytoTh [. bammsap, M. Ilpycr # iHmi ¢inocodu Ta NTHCbMEHHUKUA. Mu 6aunMo mikaBuii inocod-
CHKO-KYJIBTYPHHUH IPOCTIp JISUTbOK, BUKHHYTHX Ha CMITHUKH: CAMOTHIX, YOpPHUX, Y OpyIli CMITHHKIB, y Opy/i
3ary0JeHoro AUTHHCTBA. baunMo TpyryBaHHS, sIKI BUHUKAIOTh y BHUIIIAJI BITBHUX apTUCTUYHUX TYPTIB:
€CTpaJHUX €K3EPCHCIB JILOXIB Ta CAJIOHIB, Ji¢ 0€310MHI JIFO1 30MParOThCS Ha BeUip, MO0 MOCITyXaTH My3H-
Ky, IOBEPHYTHCSI B TUTHUHCTBO. [linBan oOBiMIaHuil JsUTbKaMU: TPUITYAPSHUMHE, TPOIIKH TidapOoBaHUMU
MYMIsIMH IUTHHCTBA 1 «JIeTKa My3HKa» HE 3aBXI1 BUCOKOTO IITHOY PO3paakKye caMOTHIX Jrofeil. IloTtim nei
MPOCTIP KYJIBTHUBYETHCS, IEPEHOCUTHCS B TeaTp; OibIlle TOTro, BiH CTa€ KITYEBUM MPOCTOPOM MY3UUHHX,
KOMITO3UIiHUX 11’ ec y BUrsiai «Micstanoro [1’epoy» A. IllenOepra i iH. Tak, My3uka ctae Quem-imiaKemMm
IOBEHAJILHOI JISITLKOBOT CIICHH, 1110 ITOXOAUTH BiJl KOME/IT JIeNb apTe, MapiOHETKH, sIKa He Ma€ Y1, aje Mae
OiBITIe, HIK AYITY, — CAKpATBHUN BUMIp Oy TTEBOCTI, IKOTO 1T030aBieHa JroauHa XX CT. YBeCh Ieif KOHTEKCT
I. CTpaBUHCHKHI BiTdyBaB BEJIBMH TOCTPO, a BiITAK — HAMaraBcs BHECTH TapMOHiI0 (11e Oyira TapMOHis Bke
HEKJIACHYHOTO THUITY) B TIPOIIEC PO3IIaTy CBITIB.

M. By6ep (1998) nume: «HalienepriiHimmM npuxuibHUKOM Qinocodcebkoi anTpononorii Oys Kanr.
VY «Beryni» no nekuii 3 goriku... KanTt pospisuse ¢inocodito 3a mKiaTsHIM BUMIpoM 1 dinocodiro 3a cBi-
TOBHM PO3YMIHHSM, in sensu cosmico. 1110 OCTaHHIO BiH BU3HAUYAE SIK «HAYKY PO OCTAHHI M1 JIOJCHKOTO
po3yMy» abo «HayKy MpO BHIII MAKCUMH CIIOKMBAHHS Haiioro posymy». Chepy dinocodii B iiboMy Bcesa-
raJbpHO-TPOMASTHCHKOMY 3HaUYCHHI MOKHA Oyi1o 6 okpeciauTH, Ha ymMKy KanTta, y Takux nurtanasax: 1) 1o
st Moxxy 3Haru? 2) Illo meni Hanexuts podutn? 3) Ha mo g cmito criogiatucs? 4) Lo take mronnna? Ha
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TiepIe MUTaHHS BiqnoBigae Mmetadizuka, Ha Jpyre — MOpallb, Ha TPETE — PEIITisl, HA YeTBEpPTe — aHTPOTIOJIO-
ris (uut. 3a Kaszes, 1999). «llo cyTi, — nogae KaHrt, — yce 11e Mo)Ha 3BE€CTH JI0 aHTPOTOJIOTIT, 00 TpH nepiri
MUTaHHS BITHOCATHCA 0 OCTaHHBOTO. Ll popmysroBanHs BigOMBae TpU MUTaHHS, i3 MpUBOAY sKUX KaHT
B OJJHOMY i3 po3ainiB « Kputuku uricToro po3ymy», HazBaHoi «IIpo igean Bumioro Onara», ckasas, IO B HUX
3aKJajJieHl Bl iHTepec po3yMy — creky/sTuBHI i npakruyni (Byoep, 1998, c. 159).

Mu moTparmisieMo B CUTYalil0 TOTO TPACICHACHTAIBHOTO 1/1ealli3My, JIe BCi MUTaHHS € MaKCUMyMaMu
MOPaJILHOTO XHUTTS W BOIHOYAC MAPHUMU, ITPOBUMH, JISIIbKOBUMHE. L{uTary i3 Tpakrary M. byGepa (1998),
a He caMoro KanTa HaBenu miis TOro, MO0 HArOJIOCHUTH, HACKIIBKA B 30-X pokax XX CT. aHTpOMIOJIOTidHA
mpobJeMaTuka cTae akTyajbHO. SKIo Makcumu (nutanHg) Kanra npouutyBaru B ChOTOAHIIIHBEOMY ab0
B TEMEPILIHbOMY 4aci, TO IXHsI OPUTiHAIBHICTh, MOJOAICTD, SIKLIO 3ralaTH Te3y MPO BIYHY MOJOAICTh HAyKH
O. Jlocea (1994), ne Bukinukae cymHiBy. Lle «onoBnenunit» Houii yac, moyatox peduiekcii BeIMKOro CymHi-
BY, 1110 oxoauTh Bix Kapresis, Jlekapra. IMmyabsc Te3u: «SIKIo s gymaro, TO s iCHYIO», 1 TOTO «PO3YMHOT'0
poOIIEHHS», TIPO SIKE BEJYTh MOBY BC1 TOSTHKH, CTA€ HAJI3BUYAWHO aKTyaTbHIUM. MOXKHA CTBEPKYBATH, 110
(himocodcrka aHTPOTIOINIOTIST caMe B 11 TCOPETHYHOMY 3alTUTAIBHOMY CEHC1 HE Ma€ BiAMOBI I Ha I1i TUTAHHS,
y 4oMy U mossirae ii ceHe. SIkmio 6 BoHa Masa BiIIOBib, TO MU MaJii O KUBY JISUIBKY, BipTyallbHY iCTOTY, O€3
cMepTHOi GOpMH iCHYBaHHS, 3 BIYHOIO IyLIEIO, MAJIH O epOTUYHY HaUIIOAMHY. TaKuX JSUIbOK HHUHI IIOBHO
B [HTEpHETI, rineprnpocTopi po3yMOBUX Ta €POTUYHHX CIIOKYC, ajie BOHU HE € JIIOAbMH.

OTXe, KyJIBTYpPHO-ICTOPUYHY aHTPOIOJOTII0 MY3HKH (MHCTELTBA B IIJIOMY) MOXKHA YSBHUTH SIK €KC-
ILTIUTHY ¥ IMIUTIIUTHY TOCTHKY. EKCIUIINUTHA CTaBUTh MPOOJIEMH IITICHOCTI JIFOMUHY, ik KaHT, 3B01UTh
O3HaYCHI MUTAHHS O eMaHarlii e iHimii miel MiTiCHOCTI 3 EAMHOTO, a IMILTIIIUTHA PO30IiraeThCs MO BCiX 03-
HaKax JIOICHKOTO «S1», 1 KOXKHOTO pasy B HiH 11eThCS PO HAWTOIOBHIIIIE — PO3YM, AYILY, TiJ0, CIIPaBY TOIIO.
Yci i CKITaJHUKH JTFOJUHOBUMIPHOI IIITICHOCTI MY3WKH € YaCTUHOIO YHIBEPCYyMY JIFOJUHU, BOHU XapaKTepH-
3yI0Th LIJIICHY JIIOIMHY, aje B Moyci nudepeHuiioBanoi, Mo3aiuHoi, GpparMeHTapHOI LiIiICHOCTI BETUKOTO
«SI»-pony JTIOMUHM, JIOACTBA M TOTO MHCIHUTENS, KU MOYMHAE 3alyMyBaTHCh MPO LiJTICHICTD JIOACHKOTO
MUCJICHHS 1 TBOPYOCTi B 1ijioMy. I. CTpaBUHCHKHI aHTPOIMOJOTTYHUN CKIIQJIHUK PO3YMiB SIK PUTM, & TOUHi-
ie, — K TaHellb. HarojgocumMo, o TaHelpb € 3acajolo Xopei, eKCIPECUBHUX MUCTEIITB.

Xopeorpadigaa TpaHCKPHUTIIiS My3UIHIX TBOPiB . CTpaBUHCHKOTO — 1€ CyJacHUN CIOCiO mpodnTaH-
Hsl IXHBOT MOETHKH, SIKY YacTO BU3HAYAIOTh SIK PBaHYy, MOHTAXHY, KOJaXHY, Xoua Iie, 3BU4aifHo, He TaK. i
(moeTuKy) MOXKHA BU3HAYNUTH SIK TNIACTHYHO-KOCMOJIOT1UHY, A€ 3aralbHUN KOCMOJIOTI3M 3aJaBaBCsl IEPBUH-
HUM CHHKPETH3MOM XOpei — JOMIHAHTOIO TAHII0, KOTPHH HACTIILKM BIUIMBAB Ha TBOPUicTh CTPaBUHCHKOTO,
o GakTHYHO CTa€ MOACIBHUM HMPUHIUIIOM HOTO TBOPUYOCTi. 30KpeMa, compositio B KOMIIO3UTOPA BUIJIS-
JIaJI0 JOCTaTHBO CKJICKTUYHO, TOOTO BiH ITOBEPTAETHCS B YaCH JJOABAHTAPIHOI, JOMOJCPHOT My3UKH. Y Yacu
TOT eKJIEKTHKH, IKa POPMY€ETHCA, 30KpeMa B apXiTeKTypi, IK HEOPYChKi, HEOBI3aHTIHCHKi, HEOTPElbKi, HEO-
TOTHYHI Ta 1HIII CUHTE3H.

VYce 1e nae nigcraBy BU3HAUUTH KOMIO3ULIHHUN eHomeH TBopuocTi I. CTpaBUHCHKOTO SIK CHHKPETHY-
HO-IIOETUYHHUH, TOOTO CHHTETHYHO (MOJEJIbHO) iHTeprnpeTaTuBHUN. OTKe, TOETHKA MOXE CTaTH 1HTEpIpe-
TaTUBHO-TEHEPAaTHUBHOIO MapajnrMOI0 CTOCOBHO peajizalii KOMIIapaTUBHOTO Ta IMOJIICHCTEMHOTO aHalli3y
MY3UKH B KOHTEKCT1 iHIIMX BUJIB MUCTEITBA. 30KpeMa, y KOHTEKCTI Cy4aCHOTO CHHTE3Y Bi3yaJbHHX MHC-
TENTB, & TAKOXK CYy4aCHUX TpaHcOpMallili My3UKH Ha PiBHI MIKPOCTPYKTYD y 3B’sI3KaX T€HETHYHOI'O aJro-
pUTMY ¥ THUX IHHOBAIli{, IO MPUHIIIIN B IPOCTIp MY3UKYBAaHHS i3 JPYTHM aBaHTapJoM, abo 3 Tak 3BaHOIO
JapMimTaTchKoro MIKoioro, Ta Ha0yTTsM TBopyocTi [1. Bymposa Ta K. lITokrayzena MogensHO-TIPiIOPATET-
HOT'O 3HAYEHHSI.

Bigrak npuHIMI KOHCTPYIOBaHHS MY3UYHHUX apTe(akTiB Ha MiACTaBi KAHTOBCHKOTO IMIIEpaTUBizMy abo
KaHTOBCHKOTO MIPUHIUITY, IKHH MOXOJUTH Bijl yTBEP/XKEHHsI alpiopHOi rapMOHii sIK HOPMH TIpaBa, 110 10CcsTa-
€THCS IIJITXOM TOTOXXHOCTI TPAHCIICHICHTAIBHOTO CY0’€KTa 13 TPAHCUEHCHTAIISIMA MY3HKH (PUTM, 1Ie3ypa
YMOBYYBaHHsI, aJICOTOPHKA TOIIO), aKTyaidye came (heHOMEH arpiopHoi abo TpaHCIeACHTAIbHO-TLUTFOPaIic-
THYHOI (peHOMEeHOJIOTii, KoTpa B KaHTa BH3HAUa€THCS SK €QHICTH TPHOX IMIapiB OyTTs: HOYMEH, (eHOMEH
i pedi B co6i. ®enomenooriss Kanta € BogHOYAC CKIATHUKOM HOTO aHTPOITOJIOTI] 1 3ac000M BHpakeHHs Oa-
raTOBUMIPHOCTI CBiTY (HOyMeHaIbHUH, (heHOMEHAIBHHUI 1 TpaHCIIeHIeHTHHI); peHomenouoris E. ['yccepns
(2013) peaykyBaia neit mmopainizM. YTim, [. CTpaBUHCBKHH «B1APOMAKY€E» KaHTIBCHKI iHTYILIT y BU3HAYCHH]
«MY3UYHOTO (PEHOMEHY» y BUMIpi MPOTOMOCTMOAEPHOI pediaekcii My3uku, y MeKax CBO€i MOEI MOSTHKH.

Li Tpu mapu npaxkcucy JIFOAWHU HE BIMCYIOTHCS B TOPU30HT MPAKTUYHOT MisTIBHOCTI JTFOJUHH B ii icTO-
pii, a pO3HOCATHCS B KOHTEKCTI PI3HUX CHUCTEM: CHCTeMH HeOa, cucTeMH KocMocy B JlaBHiil ['perii, mpakTu-
KU JTIOMWHH, TOOTO MOPAJEHUX BUMIPIB 1 CHCTEM €CTETHUKH, CUCTEM UyTTEBOCTI JIIOAUHHU Ha ITICTaBi CMaKy
SIK 3M10HOCTI Cy/KeHHs, 32 KaHTOM, OIiHIOBaTH Ti€l 9M iHIIOI peasbHOCTI. YCi Ii 03HAaKH JAl0Th ITi/ICTaBH
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BH3HAYNTH MOETHKY B IIJIOMY 1, 30KpemMa, oeTHKy |. CTpaBHHCBHKOTO K KOHCTUTYaTHBHUHN (haKTOP, K MO-
JETFOIOYHIA TTPUHITHI, [0 MPU3BOAUTH 0 (DEHOMEHOJIOTIi KaHTIBCHKOTO THUITY, KOTpa CTPYKTYpy€E MY3HUHI
apTe(akTH B KOHTEKCTI TPUBUMIPHOCTI CBITOOYAIBHUX MOZEIEH CBITY.

M. ByGep (1995) po3mipkosye: «JlitficHe HasBHe OyTTs (Dasein), TOOTO AiiicHa MroaMHA B i BiJTHONICHHI
JIO CBOTO OYTTsI JIOCSTAE PO3YMIHHs ce0e JIMIIE Y 3B’ 3Ky 3 SIKICTIO 1[bOTO OYTT, /10 SIKOTO BOHA BIJIHOCUTHCS.
Jyist mosicHeHHS 1i€l TyMKH s1 00paB OJWH 13 HAMCMUIMBIIIKMX 1 HAWTIMOIINX PO3/UIIB KHUTH Xakaerrepa,
TIPUCBSIYCHUH BITHOMICHHIO JTIOAWHH 10 CBO€l cMepTi. Came TyT BCe BUTPUMAHO B Till IEPCIEKTHBI 1 3Typ-
TOBaHO HA MUTaHHI, K JIOIWHA TUBUTHCS Ha CBii KiHenb. Yu BucTadae B Hel AyXy mependadaTd BceOyTTs
(Ganzsein) HassBHOTO OYTTSI, KOTPE BiAKPUBAETHCS JIMIIE B CMEPTi? 3BOAUTH CMEPTh A0 MOMEHTY (pi3udHO-
ro KiHISl MIPUITYCTHMO JIMILIE TaM, ¢ MOBa iJie Mpo BiJHOLICHHS JIIOAMHU 10 CBOTO OyTTA. A€, SKIIO MU
Bi3bMEMO 00’€KTHBHE OyTTs, TO caMe TYT CMEPTh LIOMHTI 3asBisie o cede SK cuia, KoTpa OopeThes i3
cwtoro XKuTT” (¢. 198). MoxkHa Ha3BaTH 1iei aHaii3 AlasoriyHuM, 00 (PaKTUYHO JIiaJioT )KUTTS i CMEpTi K
TPaHCIEH3YC, IEPEXif], 0OMIH MICISIMHU (IIMMH MICISIMH € )KUTTS | CMEPTh), IK yMOBHE, HasiBHE 1 TOCTHAsIBHE
OyTTs B pyHmaMeHTanbHINM oHTONOTIT Xalmerrepa abo B miayorigHiil koHIen i bybepa € THMU TpaHCIICH-
JIEeHTaIIIMU, SIK1 3aBAaH1 JIOANHI.

JlronuHa MoKe IHTEPIPETYBaTH CBOE KUTTS SIK BiYHE BMUPaHHS a00 SK BiuHE HAPOMKEHHsI. AJle MOXKHA
3HAaXOAUTH Ty MapUTETHY cyMill, npo sky nume M. bybep. Byab-sixa cnpoba BTeui Bix cMepTi i Bech MO-
HOJIOTI3M IIi€i BTeUi 30cepellKeHn y HeOadeHHi 1HIOoTo, SIK ¢ TBepAKyIoTh i M. Bybep, 1 M. baxrtin. Ane
crpaBa Toysirae B ToMy, mo M. Bybep cakpamnizye iHmoro. [HIWH MOXIHUBHUI SK «paicTaHIIFOBaHHSD),
KOJIH BXKE € IOCBIJ CITUTKYBaHHA 3 00ecTBOM. M. baxTiH, HaBIMaku, iHIIOTo MicTH(IKY€e. BiH y HHOTO BUTJISA-
Ja€ K Bi3yambHUN NBIMHUK, a00 BepOaNbHUI aabTep-ero HOTo AYMOK, MOYYTTIB, 3yCcTpidi 3 OyTTAM, SIKUU
€ cyneppeHomenanbHnM. He (heHOMEeHOIOTIYHNM, a eHOMEHATbHUM.

Came popmyiroBaHHS «I103a3HAXODKEHHS iHIIOro» y M. baxTiHa € BU3Ha4YeHHS 1HIIOTO Micls B Oy TTi,
aJpKe IIe¥ TEOPETUK BUHOCUTH JIFOJIMHY 32 BCi MicIls B OyTTi. Tak, BHHHKA€E Ta caMa CAMOTHICTh, MOHOJIOT13M,
po sIKUM po3MipKOBYIOTH 1 byOep, 1 Xaitnerrep. Y CTpaBUHCHKOTO HE 0YyJIO TaKMX KaTacTpod 1 TAKUX KOH-
cTpykuiil. Bin OyB JI0AMHOIO BipyI04U010, HOTO cakpaidbHa Opi€EHTAIiS MY3UKH, My3UYHHUH MTPOCTIp, 30KpemMa
HOT0 TBOPH, TIOB’ s13aHi 13 CaKpaIbHOI0 MY3HUKOI0, CBITUATh PO TaKy (DEHOMEHOJIOTII0 i TaKuii CITocid 6aueH-
HS CBIiTY, JIe HE TTOTPiOHO POKOBOTO €HAHHS 3 1HIINM, HaBiTh Benukum [HIIIMM, 60 cama My3uKa HaJIeKUTh
Borogi. OTxe, MOXHa CTBEpPKYBaTH, IO IIpoOIeMa HassBHOTO OyTTs, 30KpeMa rmpodiiemMa My3UIHOiI Marepii,
3 SIKO1 YTBOPIOETHCSI My3UYHHI (heHOMEH, — My3UUHOTrO OyTTs — LikaBuia . CTpaBUHCHKOTO i HE LiKaBHJIA:
MUTEIb TPAIULIHHO 3HAB, IO IIe My3UUYHE OyTTS MOKHA CTBOPHUTH, 0a3yr04KCh Ha MIKOJIi, Ha TOCBii, Ha iH-
CTPYMEHTaJIbHOMY TEXHIYHOMY MPOCTOpi compositio. KoMmmozuTtop «mpodiemMaTr3yBaB mpoodaemMy», po3ay-
MYIOYH PO MY3UYIHHH (PeHOMEH sIK 00pa3 1imicHOCTI MroaquHu. OTXKe, SIKIIO0 IIyKaTH aHAJIOTH, BECTH MOBY
PO TO3UITIIO0 TTO03a3HAXOKEHHS 1HIIIOTO, TOOTO MOABOEHHS «S1», Miaori3M, MpaaucTaHIiFOBaHHS, TO OITi-
HUTH POCTIp MY3UKH MOXKHA JIUIIIE 3 TIO3UIIiT O0XKECTBA, SIKE OHTOJIOTIYHO MPUTAMaHHE MYy3UYHIN CTUXII.

Xaiinerrep (1993) 3HaxoAuTh BiATOBi/IHI CJI0OBa HA OCHOBI BYEHHS [ epekiiTa, BiH OHTOJIOTI3y€E ETHKY
i PO3MIPKOBYE PO €TOC SIK PO Miclie, A€ MOXKJIMBE 00XecTBO. My3HKa CTae TUM MicueM, ae 00kKecTBO
MOJKJIMBE; My3UKa — ILI€ IPOCTIp HasBHOTO aOcoiioTy, OoxkecTBa. € Oarato cBiKiB, mI0 Xaiigerrep i3 3a-
JIOBOJICHHSIM CIIyXaB MecCy; JITyprist Oyia i HbOTO OJJHUM i3 CKJIaJIHUKIB KUTTSA. MOXKHA TaK TIYMauuTH
Dasein. Ane iforo MokHa TIIyMadnuTd i iHakmie. Lle cripoOa 3HaiiTH cBO€ ocoOucTe Miciie B OyTTi, Ha3BaTh
roro GpyHmaMeHTAIBHUM OYTTSIM, BU3HAUNTH EIIIIEHTP BIACHOTO OyTTA HE HA MiJCTaBi PaIMKAIBHOTO aH-
TPOTIOLEHTPU3MY, a 3aB/ISIKM pafrKaiizaiii OHTONOT4HOI mo3uIlii. Biarak ¢pyHgaMeHTanpHa OHTONOTIS cTae
0e3B10C00ICHUM KOHCTPYKTOM, SIKUH Aa€ 3MOT'Y TOOaYUTH MEXaHi3M JIFOICHKOTO OYTTSI SIK JISIbKY, MAIIMHY,
npocTip 6e3 aymri. Yci i MOIIyKH OHTOJIOTTYHOTO, aHTPOTOJIOTIYHOTO i €TUKO-ECTETHYHOTO OOpiiB OyTTS
€ ciiiBmipanmu nomrykam I Kpera (1988), a takox A. lllenbepra, sikuii ctBopus «Micsiaroro I1°epoy» i po3-
II0YaB MPOIEC paguKai3alii My3UKH.

BucHoBknu

OTxe, 3’sicoBano, mo CBIT I. CTpaBUHCHKOTO € TePMETHUYHUM, 3aMKHYTHM, 10 HHOTO KOMITO3UTOP HiKO-
My He J03BOJISIE€ YBIWTH, a BCI CB1IKH H1Or0 TBOPUOCTI 3/1e61nb110ro aHoHiMHi. [. CTpaBHHCHKHI — HE momido-
HICT; BiH MIEBHOIO MipOIO BiJPOJIKY€ MOHOIIHHUH IMTUOWHHUI IMITyJIbC BOKaIY, 110 MOJKHA 3PO3YMITH JIHIIE
B XPHUCTHUSAHCHKOMY CBITI K MPOTOMY3HUKY. L1 My3nka He Moxe OyTH iHCTPyMEHTATI30BaHOIO. Y BCAKOMY
pa3i came aHTeIbCHKUU CIIIB Yy€ KOMITO3UTOp, SIKHH aOCONIOTHO HE OOTSHKye ceOe BiAMOBIMANbHICTIO 3a
mouyTe. 3pO3yMiTH W OCMHUCIHTH BOJHOYAC HOTO JKUTTS 0€3 KaTakiIi3MiB Ta KUTTSA B CBITI MY3UKH, Y CBi-
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Ti, CIIOBHEHOMY KaTakJIi3MaMH, HalleBHO, HE 3MOXKE HIXTO i3 CHOTO/HINIHIX TEOPETHKIB, & TUM OiJIbIIe —
IHTEepIpeTaTopiB HOTO TBOPUOCTi; KOMITO3UTOP HE JMOOUB IHTEPIPETATOPIB, BBAKAIOUH iX OpeXyHaMH, sKi
MIPUBHOCSATH CBOE «S1» 1 3HUIYIOTH TeKCT. O/IHAK, HAa HAIy JTyMKY, BiH HEJIOOIIIHIOBaB caM (h)eHOMEH iHTep-
peTaTopcTBa, OaueHHs 3 00Ky peduekcii MmeTaTekcTy, pediekcii Benukoro [HImoro, sika He HaJIEKUTh Xy-
noKHUKOBI. L{el repmeTnsm, xara OyTu caMuM cO000, HE3BaXKAKOUH Hi Ha 1110, BUpaXKanacs B HEaJICKBaTHUX
TEKCTyaJIbHUX PeallisiX, y IUCKYpPCi, CIOTBOPEHOMY TIHBOBHMH aBTOPAMH.
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TEOPETUYECKAS ITIO9TUKA | Apedpresa Enmuzasera FOpreBna
HUT'OPsSI CTPABUHCKOTI'O | Acnupanmxa,
KAK KVJIBTYPHO-UCTOPUYECKAS | Hayuonanvnas mysvikanonan axademust Yepaurno
AHTPOIIOJIOI'USI | umenu IT1.U. Yaiixosckozo, Kues, Yipauna

Lems cratbm — ompenesieHHe  KyJIbTYPHO-UCTOPHYECKOW  KOHCTAHTBI — AHTPOIOJIOTHYECKOTO  M3MEPEHHS
Xy/IO)KECTBEHHOTO 00pa3a B My3bIKE Ha OCHOBE PEKOHCTPYKLIMH aHTPOIHOIO H3MEPEHHs] My3bIKaJIbHOTO (DeHOMEHa
nostukun Y. CrpaBuHCKOrOo. MeETONONOTHS HCCIIeIOBaHUs 0a3upyercss Ha TPHUHIWIE CHCTEMHOTO IO/IXO/d, 4TO
TIPEJICTABISIET COO00H SKCIUTMIMTHYIO M UMILUTMIMTHO TOATHKY. AHAUIUTHYECKHH METOZ TO3BOJNWII BBUICHUTH 3HAUYCHHE
U MECTO HCCIeayeMoil TpoOieMbl B OOIEMHUpPOBON KYJIBTYpe, KOTOpas NbITaeTcsi 0000IUTh (HIOCOCKHU,
9CTETUUECKUH W THYECKHH ONbITHI. CTPYKTYpHBIH METOZ IPHMEHSUICSI B TPYNIIMPOBKE U OCMBICICHUH (haKTHYECKOTO
Mmarepuaina. VccrnenoBanue 0a3upyercsi Takke Ha METOE CHMHTE3a MY3BIKaJIbHOTO NMpocTpaHcTBa XX Beka. Hayunas
HOBHU3Ha HCCICAOBAaHUA COCTOMT B OINPCIACICHUU KyHBTypHO-PICTOpPI‘-IeCKOﬁ KOHCTAaHTbI ~aAHTPOIOJIOTHYECKOTO
N3MEPEHHsT XY/IO)KECTBEHHOTO 00pa3a B My3bIKE HA OCHOBE PEKOHCTPYKIMH AaHTPONHOTO M3MEPEHUSI MO3THKU
W. CrpaBunckoro. Brompl. Jloka3aHO, YTO MY3BIKaJbHO-aHTPOIIOJIOTHYECKHN TOPH30HT TBOPYECTBA XyHO)KHHUKA
BCET/Ia SBISIETCS COPa3MEPHBIM €r0 T03THYECKOH camopeanm3anud. JIirodas mosTika, 0COOCHHO TeOpeTHIecKasi, IbITaeTcs
00001muTh QritocodcKuii, ICTETHIECKUH M STHYECKUH OIBITHI U alleJUINPYeT K YEIOBEKY, €r0 KYJIBTYPHO-UCTOPUIECKOTO
00pa3y, omnpenessis TOro YeJOBeKa Kak SMHIEHTP MO3THYECKNX UMILUIMKAIMK. TaHell Kak oOpalieHne K TaHIEBaJbHOMN
cyOCTaHIIMM OTpa)kaeT IJIACTUKY YeJIOBEeKa U HE TOJBKO MOBTOPSIET MY3bIKY, HO U BEJIET €€ B JPYrod MHp, KOTOPBIN ObLI
s WM. CTpaBUHCKOTO Ype3BhIYaHO Ba)KHOM KOHCTAaHTOW TBOpYECTBA. BBISBIEHO, YTO MHUP KOMITO3UTOpA SIBIISETCS
TePMETHYHBIM, 3aMKHYTBIM, a BCE CBUJETENN €TI0 TBOPYECTBA B OCHOBHOM aHOHHMHBI. 3PHUTENb MOMAJAET B CHTYALHIO,
KOIZia repe]] HUM BO3HHMKAET MAacka, 332 KOTOPOH CKPBIBACTCS BBIAAIOIIMICS XYIOKHHK. [Ipy 3TOM cHTyarysi CTaHOBUTCS
Oornee TIOHATHOM, €CIM My3BIKAJIbHYIO aHTPOIOJIOTHIO KOMIO3WTOpa TOHMMAaTh KaK METaaHTpoIonoruio. JlokasaHo,
yro M. CrtpaBHHCKHII — HE MOJU(OHUCT; KOMIIO3UTOP BO3POXKAAET MOHOIMHMHBIN TITyOWHHBIH HMITYJIbC BOKaja, 4TO
B XPUCTHAHCKOM MHUpE MOXKHO BOCHPHHHMMATH KaK IIPOTOMY3BIKY. AHTPOIOJIOTHYECKHE TOPU3OHTHI MO3TUKHU XyHAOKHHUKA
paccMarprBaOTCs Kak aHTPOIOJIOTHYECKHUI Tpe/iel B € caMooNpe/ieiIeHHU JIF000H MPAKTUKOW MCKYCCTBA, B YaCTHOCTH
MY3bIKH.

Kniouesvle cnosa: KymbTypHO-UCTOPUYECKAsT aHTPOTIONOTHS; UTPa; My3bIKa; TAHEIl; TUCKYPC; THIIEPMapHOHETKA

THEORETICAL POETICS | Elizaveta Arefieva
OF IGOR STRAVINSKY | PhD student,
ASCULTURAL AND HISTORICAL | Petro Tehaikovsky National Music Academy of Ukraine,
ANTHROPOLOGY | Kyiv, Ukraine

The purpose of the article is to determine the cultural and historical constant of the anthropological dimension of the
artistic image in music based on the reconstruction of the anthropic dimension of the musical phenomenon of I. Stravinsky’s
poetry. The research methodology is based on the principle of a systematic approach, which is an explicit and implicit
poetics. The analytical method made it possible to find out the significance and place of the problem under study in the
global culture, which is trying to generalize philosophical, aesthetic and ethical experiences. The structural method was
applied to group and digest the factual material. The study is also based on the method of synthesizing musical space of the
twentieth century. The scientific novelty of the study is to determine the cultural and historical constant of the anthropological
dimension of the artistic image in music based on the reconstruction of the anthropic dimension of I. Stravinsky’s
poetics. Conclusions. It is proved that the musical and anthropological horizon of the artist’s creativity is always equable
to his poetic self-realization. Any poetics, especially theoretical, tries to generalize philosophical, aesthetic and ethical
experiments and appeals to a person, his or her cultural and historical image, defining the person as the epicenter of poetic
implication. Dance as an appeal to dance essence reflects the mobility of a person and not only repeats music, but also leads
it to another world, which was an extremely important constant of creativity for Stravinsky. It was revealed that the
composer’s world is hermetic, closed, and all the witnesses of his work are basically anonymous. The spectator finds oneself
in a situation when a mask appears in front, behind which an outstanding artist is hiding. In this case, the situation becomes
clearer if the composer’s musical anthropology is understood as meta anthropology. It is proved that I. Stravinsky is not
a polyphonist; the composer revives the monodic deep impulse of vocals, which in the Christian world can be perceived
as proto-music. The anthropological horizons of the artist’s poetics are considered as an anthropological limit in its self-
determination by any art forms, particular, by music.

Keywords: cultural and historical anthropology; playing; music; dance; discourse; hyper puppet
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The purpose of the article is to explore the musical themes that are part of the complex of components used in literary
works for a more expressive emotional understanding of the written text. Music is commonly referred to as an art of direct
and strong emotional effects, a mirror of the soul, or an unmediated language of feelings. When the emotional effect of
adeep and complex musical piece of art is juxtaposed with the mental experiences emerging as a result of life’s circumstances,
there are a number of surprising phenomena to be encountered. The research methodology. A complex approach to material
plays a crucial role in our research in the emotional expression of music and language, particularly in the function of music
in literature. The novelty of the article is to identify the complex components of the emotional effects of a literary work through
music. Conclusions. It is proved that similarly to speech, music is composed to be heard. What is more, an understanding
of the emotional expression of a written text — when read silently — relies on auditory and vocal experience. We are aware
of the fact that emotion is not, as a rule, carried over by a single component of music, such as the melody by itself, rhythm
and tempo by themselves, dynamics by themselves, or just the quality of sound by itself. Expressive information in words
and music is a matter of the whole context and as such is carried by a complex of components. Therefore, rather than seeing
them in isolation, our research defines such components in their literary context. We model our own emotions, which in
turn become an important part of our emotional life. However, we do not model them on the basis of fabricated constructs
or schemes, but rather on the basis of the codes that convey them in real life, i.e. linguistic and musical sounds.

Keywords: fairy tale; thythm; song; harmony; disharmony

Introduction

Daniela HiveSova-Silanova belongs to a group of poets who, led by Vojtech Mihalik, formed around the
weekly magazine Nové Slovo [The New Word] in the 1970s. Rich in motifs, her debut Tane¢nica [The Dancer]
(1974) showed affiliations with music and visual art. Her intimate lyrics were published in the collections enti-
tled Uprostred koncertu [In the Middle of a Concert] (1976), Pohyb bez teba [Movement without You] (1979),
and Z udolia neznej lisky [From the Valley of a Tender Fox] (1980). In her collections Privel'a miesta [Too
Much Room] (1981), Okamih optimizmu [A Moment of Optimism] (1985), Ciganske leto [Romany Summer]
(1989), Na pockanie [While You Wait] (2000), the author elaborated on the social and reflexive dimensions of
her poetic utterances (Stanislavova, 1995, p. 118).

The author appeared on the literary scene in the 1990s with her original fairy ales (Chlapec s ¢ajkou —
Zuzanine motyle [A boy with a seagull — Susan’s butterflies], 1994; Vtacatko koralocka [Birdlet Beadlet],
1996) falling into the category of symbolic fairy tales, which “incline towards imagination and metaphors and
penetrate into the issues of ethics and humanity of the contemporary world” (Marcok, 2004, p. 405). The col-
lection of fairy tales entitled Vtdcatko kordlocka - Cirikloro Mirikloro [Birdlet Beadlet — Cirikloro Mirikloro] is
“a projection of her personal and professional interests in the Romany ethnic group” (Stanislavova, 1995,
p. 118) and, in the author’s own words, “an invitation for mutual familiarisation and friendship” (1996, p. 163)
between Slovak and Romany children. Their world is described by the author as a triangle whose tips represent
the song, the dance, and the rhythm.

Z. Stanislavova (1995, p. 118) says that both the aesthetic and ethical archetype of the folk fantastic tale
and the approaches of modern fairy tales serve as a genre framework of authentic authorial narration about
the origin of the Romany, their social status, way of life, and peculiarities of their hierarchy of values”: “In
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the old days, in a poor Romany hamlet in a far-away land, there lived the mother Godyaveri with her daughter
Ternii. They were not the only poor people, though. The whole hamlet lived in poverty, far away from all other
villages, far away from the nearest town” (Tazké srdce [Heavy heart], 1996, p. 46). One of the invariant ge-
nealogical features of HiveSova-Silanové’s epic prose is its past character, which is caused by the fact that the
events described are set in the past with respect to the time of the actual narration. In the text quoted above, this
temporal aspect plays an important role and has its external expression, because narrative activities (“talks”)
refer to the past (Rakus, 1995, p. 104): the fairy-tale introduction is a transparent signal of fiction, which is
bound to be captured even by the kind of reader who does not consider artistic literature to be fictitious (Rakds,
1995, p. 105). At the same time, however, it also indicates, besides the indefinite temporal and spacial location,
what fairy tales and music share, namely a specific kind of static continuity in the form of repetition or even
repetition of the same elements in constantly changing circumstances. What we have particularly in mind is the
three-stage gradation as a result of the genre- and theme-related essence of prosaic texts. In a juxtaposition of
the subject matter and the theme, the motif of music is clearly a thematic, fictitious and literary phenomenon
(Rakts, 1995, p. 105). However, A. F. Losev (2006) claims that, in contrast to the past character of fairly-tale
introductions, musical time is neither a form nor a kind of the flow of musical events or phenomena, because
such events and phenomena exist in their purest ontological essence. Musical time organises all broken and
scattered pieces of being into a whole, unifying their spacial and individual beings with the unity and integrity
of their being. This, too, is one of the reasons why music is endowed with a predicate that establishes links
with the eternal and the infinite.

Music in fairy tales, a fairy tale in music

Hivesova-Silanova’s body of work is rich in symbolic intentions and values. In Starobinsky’s (1970,
p- 193-195, In: Pechar, 2002, p. 25) view there is no imagination which movement would be determined by
affective and ethical vectors, one that would not be either positively or negatively oriented by relationships to
a certain social specification, which is why any depiction of the imaginary world of music has to be combined
with an immersion into the imaginative power within the human context that it originates in the author’s choice
of words, images, verbal and musical-structural mechanisms, and compositional techniques in fairy tales are
peculiar to the laws of the mental and physical life of the Romany and their mental formations. Music is symp-
tomatic of the Romany’ character, music and singing being an inseparable part of their life philosophy and
existence. Music changes people, altering their nature. This is a wisdom that is age-long, new, and eternal at
the same time. This is where the most real and the most exact knowledge of new possibilities dwells. As though
underneath the ordinary, limited human “self”’, the music builds another, limitless, eternal and true “self”,
which is both of the past and of the future (Losev, 2006, p. 69). This is why the content of music materialises
in terms of form, rhythm, meter, and tonality in HiveSova-Silanova’s prose. It is a logical component of the
materialisation of her fairy-tale stories set in the Romany community. Even though music is a realm of melo-
dies and absurdity and speaks of the unspeakable, in the fairy tales written by the said author music functions
as a natural element revealing the peculiarity of Romany life and the undiscovered, strange, and mysterious
aspects of their everyday experience. After all, as early as in the fifteenth century, the Romany were desirable at
princely courts as musicians, their most frequent musical instruments being zitherns citoles and violins. Violins
and their magic sound dominate in HiveSova-Silanové’s fairy tales, their sound symbolising human behaviour
and the act of playing the violin itself can express things that words cannot convey (Novak, 2005, p. 118). The
sound of the violin is instrumental in the author’s metaphor of life and death, making pain and sacrifice two pil-
lars of Romany children’s world. The sound of this ancient instrument can resound in the fairy tales Vtacatko
Koralocka [Birdlet Beadlet] on various levels. The violin from a golden comb (O Kalebale [About Kalebala])
is a metaphor of the Romany’ spiritual wealth dwelling in the ability to play a musical instrument. In Deti Slnka
[Children of the Sun], a more joyful manifestation of such an ability is associated with spring, summer, and
autumn, whilst sadder manifestations are related to winter. It can, therefore, be stated that the author views the
world of nature and music via the instrumental character of the violin as two different expressions of the same
thing, the violin being a mediating element in the analogy between the two worlds. Synecdochically expressed
through the violin, music represents an expression of the inner world of the character, a language without
words and a cure-all for sorrow. Although wordless, the language of music achieves its effect despite the fact
that a musical instrument only accompanies it. Little Lavutaris thus “communicates” with the Sun only by
means of his violin: “He wanted to cry very much, but then he remembered his grand dad, who was called Baro
Lavutaris — Great Violinist, because he could play the violin beautifully. He remembered him say: “A Romany
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never cries like a small boy. He never cries ordinary tears and sobs. A Romany cries through his violin. This
is the cry that the hardest heart can hear” (p. 22). The violin in this text performs the function of a language of
communication, capable of expressing the character’s deepest feelings, feelings that Lavutaris did not want to
express through tears. In her fairy tales, the author apparently chooses the intimacy of her instrumental cast on
purpose, because that is what evokes the portrait of a small boy’s intimate confession, whose ideas transcend
the personal and become timeless. In addition, the violin serves as a subject of triple gradation in the mentioned
fairy tale: “However, Mrdz-Fad'in lived on top of the other hill. He breathed towards Lavutaris and his black
hair turned into silver frost. He breathed again, the violin turned into a piece of ice, and the fiddle turned into
an icicle. He breathed one last time and Lavutaris’ fingers went so numb he could hardly hold his instrument”
(p- 22). The whole text of the fairy tale shows two platforms of “sound”: an embodiment of life and the joy of
playing, but also deeper tones caused by sorrow and nostalgia. These correspond to the deepest tones of the
harmony, the basic bass in which the lowest layers of objective reality materialise, conveying the most negative
experiences. In order to make the harmony complete, the lowest basic tone has to be accompanied by higher
tones. These manifest themselves through the high tones of the violin. Music thus clings to the words spoken
in the fairy tale and co-creates the story.

The song in Vtacatko Koralocka [Birdlet Beadlet] focuses on the unreal, an escape from reality. However,
from the position of the subject, it feels like the most actual reality springing from the “freedom” and fantasy
of the unreal sphere, from the fact that it houses deformation and hyperbole and that the unreal is the source of
intensity replacing the indescribable power of experience and the illusion of the depth of emotions penetrating
into characters (Rakus, 1995, p. 79). M. Riffaterre (1983, p. 113, In: Pechar, 2002, p. 155) pays attention to
“double signs”, i.e. the word is situated in the intersection of two sequences of semantic or formal associations.
The word song, i.e. its synaesthetic vision, gives rise to a disproportion between the unrepeatable, concrete and
plastic uniqueness of “vision” (a longing for home) and its identical present in a character’s inner experience
(usually one small hero who sacrifices himself in his quest for happiness for the sake of others) as well as in
the perception of other participants. The song is associated with the Sun, because the Sun is a synecdoche of
the Romany’ home: “The Sun is our mother and father” (Where little SukardZili lives..., p. 25). The home of
the Romany is incarnated in the song: “The Romany have their home in the song” (ibidem, p. 27). We can see
an interesting spacial projection of prose emerging: a spiral formed by home, quest, and singing. This spiral
manifests itself as something that is essential to every melody — a departure from the basic tone in various di-
rections, both harmonic and dissonant. However, there is always a return to the basic tone: the variety of ways
suggests various obstacles in human life, the goal being harmony and the basic tone. The infinity of possible
melodies corresponds to the infinity of nature, the endless variety of individuals and fates. Every melody hides
the mystery of one human life (Schopenhauer, 1994, p. 66).

The great dynamic scope of acoustic and dramatic amplitudes in the songs, monumental rises and falls,
show that the lyrically gentle areas in the prose have their counterparts in the form of dramatic areas expressing
the deep tragedy of the characters. Immersing deep into the human psyche, the author deconstructs the local
roots of the characters, as a result of which the songs affect a man in the most universal sense of the word.

The relationships between the emotional expression in the fairy tales and the songs can be captured as
follows:

Table 1.
Relationships between the emotional expression in the fairy tales and the songs

EMOTIONAL

FACTOR DEGREE EXPRESSION FAIRY TALE
Articulation staccato Cheerfulness, intensity, energy, About Olinka and her Songs
activity, fear, anger
legato Celebration, melancholy, Children of the Sun
softness, delicacy, sorrow
Harmony simple / Happiness, cheerfulness, About Kalebala
constant elegance, peace, dreaming,
dignity, gravity, celebration,
majesty
complex/  Excitement, agitation, energy, = The Ring
dissonant sorrow, unpleasantness Heavy Heart
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Melodic wide Caprice, pleasantness, unrest, The Red Tomato
range fear, happiness
narrow Dignity, melancholy, The Best Violinist
sentimentality, peace, delicacy,
triumph, sorrow
Direction of  rising Dignity, balance, tension, Christmas
melody happiness The Ring
falling Excitement, elegance, energy, Heavy Heart
SOITOW
Tonality mol Sadness, sorrow, dreaminess, (all songs)
dignity, tension, repulsion,
anger
tonal Happiness, peace Birdlet Beadlet
atonal Anger The Singing Little Flower
chromatics  Sadness, anger Children and Non-Love
Tone pitch high Elegance, composedness, The Broken Saucer
happiness, cheerfulness, The Black Shoes
dreaminess, sentimentality, Birdlet Beadlet
urgency, triumph, excitement,
surprise, anger, fear, activity
low Sadness, melancholy, energy, Nil and Aj
dignity, gravity, celebration,
peace
Pitch small Repulsion, anger, fear Barobar and the Magic Fire
changes great Happiness, pleasantness, The Singing Little Flower
activity, surprise
Rhythm regular Happiness, satisfaction, gravity, Christmas
dignity, peace, majesty
irregular Unrest Children and
Non-Love
Tempo quick Excitation, unrest, triumph, The Black Shoes
happiness, satisfaction,
cheerfulness, merriment,
elegance, mischief,
caprice, disrespect, energy,
pleasantness, activity
slow Composedness, peace, The Starlet

dreaminess, desire,
sentimentality, dignity, gravity,
celebration, sorrow, repulsion,
peace, delicacy

The author creates her rhythmical patterns through word repetition, using wither the same words or words
of the same number of syllables. The rhythm thus performs multiple functions. In the fairy tale The Little
Devils, the line “Hej, hop a hip, hip, heja!” [“Hey, hop and hip, hip, hey!”] (p. 64) is repeated three times.
The author tries to capture the little devils’ dance and create a triple gradation. In other places, a rhythmical
insertion is used to anticipate a tragedy: “Lul —lu—lu—li — li — li — &i — &1 — d'1” (The Singing Little Flow-
er, p- 135). Sometimes the rhythm is created through figure repetition, e.g. anaphora: “Ani pomoc, ani lieky,
ani jedlo.” [“No help, no medicine, no food.”] (Children and Non-Love, p. 94), where the author emphasises
the importance of each word and points out some negative aspects of reality. If music is “a simultaneity and
a sequence of tones and tone combinations that are put in such an order as to create a pleasant effect and be
comprehensible when perceived, so these impressions can contain hidden elements of our emotional sphere,
and this influence allows us to live in the land of our dreams, be it a land of dreams come true or hell”.
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(Vojtéch, 1960, In: Novak, 2005, p. 11), then Silanova’s poetics rest on the acoustic microstructure that made
from (often non-verbally) acoustic-intonational motifs. The idea of the prose in which the characteristic dyna-
mism of musical language amplifies the overall effect becomes particularly poignant.

On the other hand, there are changes of tempo-rhythm, which Daniela Hivesova-Silanova uses in order to
avoid fatigue on the part of the reader. What is more, rhythmical asymmetry is characteristic of certain musical
genres (e.g. Gregorian chant), where an uneven bar can be observed. Musical irregularity applicable in literature
is dependent on the following special factors:

1. enlargement, extension (often as an echo, repetition, etc.), making the sentence longer by extending one
of its parts (half of it or even the whole sentence), e.g. Ruze, agaty, pupavy, plesnivce, fialky, pivonie, margaréty...
“Krasne! Krasne a voriavé!” [Roses, acacias, dandelions, edelweisses, violets, paeonies, ox daisies... “‘Beautiful!
Beautiful and sweet-smelling!] (The Singing Little Flower, p. 134).

2. reduction, shortening a sentence in the context of a previous irregularity, e.g. “Naucis nds nové pesnicky?”
pytali sa kvetu vtaci. “Naucim,” odpovedal im a spieval, spieval... [ “Will you teach us new songs?” the birds
asked the flower. “I will,” he said and started singing, singing...”’] (The Singing Little Flower, p. 135).

3. sequences and order (comprehensible also purely in the musical sense), often making sentences and time
periods longer by elaborating on one and the same motif (idea) in a rising or falling manner, e.g. “Co je to?
Ani kvet, ani vtak!” “Naozaj zaujimavy exemplar!” zajasal vedec. “Ani vitak, ani kvet!..” [“What is it? Neither
a flower nor a bird!” “Such an interesting sample!”] (The Singing Little Flower, p. 135-6).

4. elision (omission) is sometimes present instead of the final bar and functions the beginning of the next
sentence, e.g. “Jiv — Sneh, Fadin — Mraz a Brisind — Dazd’* [Jiv — Snow, Fad’in — Frost, and BriSind — Rain.]
(Nil and Aj, p. 142).

Harmony and disharmony in a literary text primarily concern the sensual sphere, whilst in music, it is more
a matter of the nature of sound. Disharmonious dissonant chords can be heard when characters in the fairy tales
are going through states of unrest, excitation, great life hazard, or when the story is drawing to its close. A dishar-
mony of sounds emerging through event enumeration — the destruction of flowers in The Singing Little Flower —
brings about the first indications of a positive twist, that is to say, a shift towards harmony. This dramatic sequence
makes room for what can be called “a dance of voices” (the lines said by the girls, man, scientist, musician, lin-
guist, p. 136), which “ripples the text” (Butor, 1997, p. 95) both in terms of both melody and colour. The author
achieves this through her alternation between interrogative, exclamatory, imperative, and declarative sentences.
Speech in a narrower sense of the word is undoubtedly a kind of sound, and it is this acoustic aspect that we can
focus our attention to. Appearing in the fairy tales contained in Birdlet Beardlet, it can be observed in passages
where the author explicitly emphasises her characters’ voice pitch, the way it rises and falls, the way it turns up
and down, depending on various mental states the characters are in: “The children’s voices grew shaky and their
singing was weaker and weaker. Suddenly, they could hear another voice joining them. Sweet and familiar. They
soon realised it was their mummy singing along. She loved her kids very much and felt they were in danger. Soft
and lulling, her voice as resounding all over the town, all over the country. The servants were petrified, unable to
move their whips, unable to move at all. They turned into spiky thistles” (Children and Non-Love, p. 96). In this
passage, the author uses music for emotional intensification. The passage is oriented deeply inwards and built
on a gradation arc, apparently clear, transparent, intense, and balanced in terms of colours, rhythm, and acoustic
“chunks”. The prose thus approaches musical forms and structures in its architecture. Daniela Hivesova-Silanové
manages to capture the inner, microscopic life that we can only see in chemical solutions or the process of filtering
light. In addition, there is a clear indication of a musical climax, combined with the polyphonic form referred to as
the canon, which is based on a gradual addition of voices. In the same fairy tale, the author employs a musical an-
ticlimax: “Wherever their tears fell on the ground, thistles and weeds withered and died, and a new flower, grass
leaf, or tree bud sprung up. The children’s footsteps were leaving a whole meadow of flowers behind. With every
tear the children shed, a new crack appeared in the highest fence in town. The cracks grew wider and wider and
the big grey walls started tumbling down. The wealthy, high-rise houses were falling and, spellbound by Mistress
Nakamlipen, all the bad people were running towards the unknown” (p. 98). Polyphony teaches a new kind of
literature. Each of the characters Silanova creates has its own peculiar style, different from that of the narrator, but
contains in itself a much wider aesthetic entity than the thing we usually call style.

Daniela Hive$ova-Silanova’s texts speak to us through their distinctive music because, in her dialogues
and accompanying speeches, she manages to capture elements with a distinctive tone that is realised as allegro,
andante, or presto. It is these expressions or phrases that create her characters and their lives. Using short sen-
tences evoking dance music, the author anticipates simple and easily obtainable happiness: “She would not fall
asleep. She went out of the hut and watched the town’s glittering colours in the distance. Music from the town
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could be heard as far as the hamlet. Different from the songs she knew. A hundred times more beautiful than
the songs her mum and the rest of the Romany’s sang. She could not resist Teriia. She started running towards
the town. Just to see it once! At least for a short while...” (Heavy Heart, p. 47).

“Pika did not even breathe. Perhaps a new pair of shoes? Golden ones? Or red patent shoes? Granny was
unwrapping the present slowly” (The Black Shoes, p. 84). By contrast, the allegro maestoso in the longer
sentences and longer detours signifies higher, nobler desires for a more distant goal and its fulfilment: “She
thought her daughter had come home and, through a lovely song, spoke to her from behind the huts... But she
called her name in vain, she looked for her in vain. Terfii was nowhere to be found in the hamlet. When, at last,
right near the edge of the hamlet, where Terni’s voice was heard loudest, she parted the leaves of grass under a
rose bush and saw Terni’s heavy heart lying on the ground...” (Heavy Heart, p. 51). Since the songs — or what
might be called fabula plot bunches — are composed in the minor, sad key, they reveal to the reader what states
of mind the characters in the prose are in. When describing her characters’ tragic moods, the author proceeds
objectively by looking at their misfortune through descriptions of their mood or capturing their states of mind
affected by suffering. Their personal tragedies show human poverty, the reign of coincidence and error, and the
triumph of evil. But, similarly to the way the seventh needs its basic chord, every evil needs its counterpart, that
is to say, 1. e. nobility. In her fairy tales, the author portrays the widest range of social and psychological types.
They are people who create systems of values around them, ultimately creating a whole world of moral prin-
ciples. Although Daniela Hivesova-Silanova’s fairy tales are unique and irreplaceable, there is still something
they share — a desire to see the psychological, social, and philosophical essence of human existence.

Daniela Hivesova-Silanovéa expresses this desire through an adagio, which speaks of great and noble ef-
forts that is scornful of petty happiness (Schopenhauer, 1994, p. 53-55), e.g. Children and Non-Love. In this
tale, an adagio combined with the minor key results in an expression of the most terrible pain. Conversely, if
an indication of dance music is combined with the minor key (The Black Shoes), we can speak of reaching
the goal for the price of personal pain (due to an unattainable dream) and effort, but such happiness is only
personal, not for the benefit of the whole society.

Expressive silence... as part of both speech and, of course, literature and music play a role of unmatched
importance in the 20" century, in a world of noise and chaos. In her artistic texts, Daniela Hivesova-Silanové
often makes use of aposiopesis, which allows the percipient to guess what is happening inside the character
(embarrassment, sadness, happiness) or becomes a channel for leaving reality behind and entering the world
of dreams and fantasy: “To the very end of the song, where we try and find out how the story continued. We
can also slide down the straw into the fairy-tale sparkling lemonade and swim, and swim...” (About Olinka
and her Songs, p. 5).

The theme of music in the prosaic works of Daniela Hivesova-Silanova is present in various modifications
typical for the fugue (augmentation, permutation, transposition, etc.). Sometimes an expressive theme is asso-
ciated with a sharp rhythm. By putting emphasis on the dance and rhythm components, the author amplifies her
characters’ (the Romany’) happiness with the scents of nature, fire, and the flavour of life. In Black Shoes, the
author captures a little dancer’s (Pika) desire for a new pair of shoes. However, her dream of a pair of golden
shoes with high heels is unattainable for her. She gets a pair of black shoes, but she is not happy with them,
even despite the fact that the shoes are magical, having the ability to dance. The author weaves dance and
dance-related rhythmicity into the texture of the whole fairy tale: “Snap, snap, snap,” she snapped her fingers.
“Thump, thump, thump,” she thumped her foot in a black shoe. Suddenly, dove wings appeared in her palms
and she started flapping her hands as though she wanted to fly away! “Thump, thump, trip, trip, tap, tap,” Pika
jumped up and down in her big black shoes. She could feel them lift her off the ground as though they were
two little invisible clouds — memories of her granny Phuri Daj” (p. 86).

The epic space of this fairy tale takes the form of a circle that can be perceived as a shape representing
a spiritual or physical place. The author places her characters into the circle, thus expressing the relationship
between their inner and outer worlds: “Granny was thumping in a circle as though she were dancing around
a fire, crooning an old Romany song Pika had never heard in her life. There was no fire in the kitchen, and still,
Pike could feel the room had become somewhat warmer” (p. 84).

“Look, Pika is dancing around the fire now, the wood crackling and the fire tongues turning the shoes
red...” (p. 86). This musical time-space associates the characters’ spiritual life with their element the way it has
often been illustrated in many texts written by mystics and philosophers. In this mini-sujet story line, music is
manifested as the most intimate and adequate expression of the element of spiritual life, in its difference from
the living biological matter of the whole life process on the one hand, and purely spiritual materialisations on
the other.
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Daniela Hive$ova-Silanova does not only enrich contemporary literature for children by giving shape to
various stimuli of the acoustic universe (music, sounds, noises), one that materialises on the horizon of the
author’s fairy tales, but also points out some of the more negative aspects of contemporary life: non-love,
betrayal, death, pain.

Euphony of lyrics (The Bell Imp)

Daniela HiveSovéa-Silanova makes use of the absolute importance of musicality as a privileged form of
communication in art and tries to integrate it into her poetry through various musical forms. It is possible
to draw similarities between her collection The Bell Imp and instrumental programme music, in which the
“whimsicality” of structure and its atypical nature makes the reader immerse themselves into the work of art.

Realising the specificity of Silanova’s poetry renders the comparative analysis of musical and other
forms of art language not only extremely useful, but also transforms it into an instrument of exploring various
relationships between them. That said, manifestations of structural plainness in poetic language (which is
not traditionally associated with genres typical of music, e.g. rondo or sonnet, where it worked from the very
beginning) can be made enriched with typical and reliable support in musical language, such as
structural invariants (e.g. refrain, rondeau, song, variety, etc.). In actual texts, repetitions create various motifs,
associations, and elements that create an image of a character and its way of thinking. The author retains her
typically tense and flexible narrative intonation.

This way, a special sound or attribute is produced — musicality as the result of conscious or subconscious
obedience of the rules of musical syntax and an association of “obertones” of musical meaning with “the basic
sensual tone” of a given work of art. The author shapes her musicality of poetry by means of musical approach-
es typical of various music genres. In the poems in the said collection, there is a certain amount of thematic
identity, similarity, contrast (an elephant — a bell imp), repetition, and variation. If these motifs and themes are
observed in this way, however, their repetitions and metamorphoses suggest musical forms, as a result of which
the work of art proceeds in stages from primary folklore (song) to elaborate and professional music forms.

The essence of all musical variants and invariant structure types of musical language is repetition by
means of the basic musical language of the musical work of art. Repetition can either be complete or appear
with certain alterations. The interplay of repetitions, their order, emergence in certain moments, a difference of
content, and their number and quality (from exact repetitions to mere indications of the primary source) creates
a rhythm based on their relationships. They often determine this or that variant, especially as far as its structure
and internal processes are concerned. There are many types of repetitions creating refrain-like or song-like
characteristics in Daniela HiveSova-Silanova’s poetry:

Rondo is a musical form of several parts in which the main idea is repeated several times. This musical
form, as well as the song form version, which manifests itself in poetry primarily through the use of refrains,
can be compared to the note score:

RONDO

The second song in The Bell Imp

Bud'te s nami chvil'u mali! [Be as little as we are for a while!]

Coho by ste sa tu bali! [There’s nothing to be afraid of here!]

Pre kazdého je tu miesto, [There is room for everyone, |

zastavte sa u nas cestou! [Why don’t you stop off and see us on your way!]
Zmensi sa len na kratucko, [Get small for a little while, ]

mamka, dedko, [Mummy, grandad]

babka s vnuckou, [Grandmum and her granddaughter]

chvilu budeme spolu mali, [We will be little together for a while]

aby ste sa s nami hrali! [so that you can play with us!]

Pomknite sa troSicka, [Move over a wee bit, ]

hned’ mame dost’ miestecka! [See, there’s plenty of room!]

Bud'te s nami chvil'u mali! [Be as little as we are for a while!]

Coho by ste sa tu bali? [There’s nothing to be afraid of here!]

Mali vidia ¢asto zblizka, [The little ones can often see closely]

¢o sa vidiet’ da len znizka, [What can only be seen from the bottom]

¢o nevidia vel’ki z vysky, [What the tall can’t see from their height]

zabudli na vSetky skrysky... [They’ve forgotten where all the little hideouts are...] (p. 24)

The structure of the poem is based on a clever and suggestive repetition of the couplet Budte s nami
chvilu mali! / Coho by ste sa tu bali? [Be as little as we are for a while! / There s nothing to be afraid of here!]
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(or variations thereof), on a wealth of harmonious, similarly-sounding rhymes, and on resounding alliteration
and wordplay. This perfect music of speech combined with the ripple of rhythm symbolically reflects playful-
ness and a challenge for adults, prompting them to forget their worries for a while and enter the world of chil-
dren again. Through the repetition of the refrain, the challenge is both emphasised and gradually intensified.

R. Jakobson points out that the similarity of sounds in poetry is always associated with that of meanings.
He stresses the fact that however impressive the emphasis on repetition, the acoustic thread cannot be limited
to numerical mechanisms. J. Mukarovsky, who deals with “numerical mechanisms” in his Aesthetic study,
tries to show the principle of musicality in poetry. In accordance with O. Zich (1928), he understands this
form of musicality to be a musical quality emerging from a cluster of sounds based on certain rules, which
are understood intuitively. More than anything else, Daniela HiveSova-Silanova is fascinated by poetry and
music as acoustic phenomena, i.e. by the possibility of “making sounds” by means of words, which is why it
is possible to consider her poems highly “acoustic”, i.e. making intentional use of all the potential of sound
material within the limits of the linguistic code. Elementary sounds create an onomatopoeia of the word level
or enter various relationships with lexical meanings; subsequently, words created in such a way participate in
the acoustic structure of word groups, verses, stanzas, and the whole poem, although they are also related to
the semantic context of the poem, collection, or Daniela Hivesova-Silanova’s poetics as such. For the sake of
transparency, the following list sums up all the approaches that the poet makes use of in her texts:

a) on the level of sound microstructure — repetition (euphony, alliteration, assonance), sound semantisation;

b) on the level of words and word groups — repetition (anaphora), variation (paronomasia, tautology,
onomatopoeia);

c) on the level of verses — repetition (refrain), variation (refrain, gradual variation on the level of individual
verses and couplets, gradual variation on the level of individual stanzas);

d) on the level of the whole text — polyphony of themes (Novak, 2005, p. 110).

In the context of this discussion, what is noticeable is the onomatopoeic function of sound concordance,
whereby coloured sounds evoke an emotional atmosphere. For instance, the word uspdvanka (lullaby) itself,
appearing in the title of the poem Uspavanka Zvoncekovej mamicky pre malu Spink (The Bell Imp s Mummy s
Lullaby for Little Spink) evokes a very intimate atmosphere shared by a mother and her baby. It was not surely
coincidental that the author chose this genre as a specific form of musical communication, as the lullaby is
the most frequent form that children come into contact with from a very early age. The subsequent interplay
of sound and word (a great number of diminutives) and the overall atmosphere evoked by piano intensity
meets the criteria of a lullaby and also emphasises its unique character among the poems in the collection,
similarly to the way the lullaby differs from other forms of music. The author also seems to have noticed the
fact that the linguistic component of the lullaby is not crucial, this musical genre being primarily typical for its
musical simplicity. Besides, lullabies in all cultures display a downward melodic line (which is shown in the
poem graphically), slow tempo, and frequent repetitions. All of these features correspond to the heightened
emotional expression (Franck, 2005, p. 140):

Este ani zvonit nevie. [He cannot even ring.]

Zvoni len, ako ked pada perie, [He only rings the way feathers fall,]
ked’ vam v spanku poduska [when, in sleep, the pillow]

spink, [slee,]

spink, [slee,]

spink, [slee,]

spinka [sleeps]

do uska... (p. 45) [into your ear..]

The author puts semantic emphasis on a certain word through the repetition of a sound or a group of
sounds characteristic of this word (e.g. the poem A rehearsal of artistic carillons: Cink cinka, Link linka /
Brinky, brinkinkd, Klinky, klinka, / Dzing dzinka, Spink spinka... [Chink-chinking, link-linking / brink-brink-
ing, clink-clinking / dink-dinking, spink-spinking...] p. 53). In this poem, the author conjures up flowing acous-
tic vibrations, which demonstrates her musician-like approach to composing poetry. This brings us to the issue
of the score. The musician primarily appeals to the ear, but turns to the eye as well. Similarly to the way mu-
sicians compose their texts or “literature”, Daniela HiveSova-Silanova uses words that play a crucial role and
get transformed into signs that open up possibilities of creating musical effects. Through her score, the author
reaches the acoustic orchestration of the poem. Seeing the text as a score results in a new concept of literature,
which allows the reader to see more possibilities of perception, e.g. the possibility of going back, pause in
certain passages; the text becomes a score and reading becomes spacial exploration (Butor, 1997, pp. 94-95).
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The collection The Bell Imp is thus based on a clever play of sound and word, the poems included taking
a form that is perhaps less “elegant”, but all the more inventive. It is the kind of poetry that turns the reader’s
attention “to the sound” rather than “to the meaning” (what is emphasised here in addition to music itself is
that music, as opposed to speech, is full of meaning even if it does not signify anything; cf. Faltin, 1991, p. 50).
The acoustic aspect is a structural and architectonic element of the poems.

It follows from the above that music is the essence of poetry and acoustic and musical level of the verse is
its dominant factor. It is interesting to study the array of images in the poems included in the collection The Bell
Imp; after all, words such as song, orchestra, triangle, carillon, dulcimer, all of which are frequently used in the
collection, are metaphors taken over from the sphere of music. Emphasis is placed on “the multitude of lateral
relationships among the observed images: ‘The topic is nothing but the sum, or a rather perspective rendition,
of various forms of modulation” (Richard, 1961, p. 28, In: Pechar, 2002, p. 26). The musicality of language is
explained by means of what Mukatovsky (In: Pechar, 2002) terms non-motive, i.e. linguistic, hyperboles and
personifications. Putting emphasis on the semantic ratio between two semantic wholes in the poem What the
Little Glass Says, Daniela HiveSova-Silanova makes use of onomatopoeia as a recognisable similarity to Chi-
nese names: Prichadza k nam Cink a Link, /vedla spieva Cink C’cink, / broskynova Link C’cink, / ceresiiova
Mi-Ci Link. / Maluju si vejarik / spolu s nimi Cin-Cing Ling... [Clink and Chink are coming, /| Clink Cli-Clink
is singing, / the peachy Chink Cli-Clink, / the strawberry Mi-Tsi Chink. | They 're painting a fan, / side by side
with Clin-Cling-Ling] (s. 77). Especially through the last two expressions, the author corroborates Jakobson’s
claim (1995, p. 99, In: Pechar, 2002, p. 134) that “the phoneme which appears only once, though in a key word
and appropriate place, can assume a special meaning against a contrasting background” and creates what might
be called the final chord of the whole group of four verses:

Tvoje zubky, cink-cink, cinknu o sklicko, [Your little teeth, clink-clink, clink against the glass, ]

cink-link, cink-link, [clink-clink, clink-clink,]

cinknes vo mne lyzickou, [you’ll clink inside me with a spoon]
rozoznie sa v Pohdriku [and you’ll hear it echo in the Glass]
moja celkom malickd [my tiny, little]

Cajikova hudbicka... (s. 78) [little tea music]

The connection between the euphonic effect and the semantic harmony of the word is particularly inter-
esting in those places where repetitions of single words or groups of words are created. The occurrence of
sound- and word-related repetitions in the poems contained in the collection The Bell Imp is considerable.
Perhaps rather than to attract the reader’s attention, the author intended to employ these acoustic figures as ef-
fects ensuing naturally from spontaneously discovered linguistic options, bringing them as close as possible to
musical sounds. The acoustic facet is highlighted also in the syntactic alterations of repetition, e.g. orchester je
cely svet [the orchestra is the whole world] (p. 65) and cely svet je orchester [the whole world is an orchestra]
(p- 81), which is actually a paraphrase of M. Butora’s (1997, p. 95) idea: “To me, the world manifests itself
through sounds, the text has been rippled”.

The poet also achieves musicality in places where she uses repetitions of the same sound group at the be-
ginning of her words: “We’ve still got the babies — Bim, Bam, Bom!” (p. 68). In J. Mukatovsky’s (In: Pechar,
2002, p. 136) view, “sound sequences is not given in texts as an objective fact, the sort of thing that could be
identified through a mechanical combination of identical sounds (or sound groups), but only as a mere tenden-
cy towards a regularity in the sound structure, only partially manifested, and identifying such a phenomenon
has to rely on our aesthetic experience”.

Conclusion

In accordance with Z. Stanislavova (1995, p. 118), it can be stated that “music, present in the author’s first
book (In the Middle of a Concert, 1976) as a thematic element and later, in the second book (Movement With-
out You, 1979), also as a compositional and conceptual principle, is employed in the collection of poems The
Bell Imp (2001) as an integral part of its theme, imagery, expression, and rhythm. In terms of expression and
meaning, the structure of the work is built on the use of auditory effects associated with bells and their sound.
Imaginary bell imps and their friendly life saturated by music represent a personified world of joy, kindness,
and happiness, which is home of goodness and tolerance. The sounds of a bell and musicality are an important
part of the wordplay as well as the poetic and nonsensical passages in the collection”.

Daniela Hivesova-Silanova’s fairy tales display three evident tendencies, which form the essence of as-
similating musical patterns into a literary text:
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1. the use of music as a symbol and object of portraying — e.g. in the fairy tale The Singing Little Flower,
where music is a symbol of life, beauty, and a gift for other people, but also a dimension for detecting bad in-
tentions in those who want to use the Singing Little Flower for their own benefit: “I may be able to turn it into
a magical cure and become famous and rich” (pharmacist, p. 136).

2. the use of music as a principle of portraying — the presentation of a semantic situation and space by
means of simulating and assimilating constructive musical features — e.g. the fairy tale About Olinka and her
Songs, where the author tries to find out what the cause of the emergence of a song is, that is to say, to answer
the questions of what was there before and “what came next” (p. 5).

3. the assimilation of music into prose — through explicitly musical motifs in the form of songs which are
fundamental to the fabula plot a “define its character and the mood tonality of fairy tales” (Stanislavova, 1998,
p. 72). Z. Stanislavova further states (1995, p. 118) that “the musical notation and the Romany-Slovak muta-
tion of song fragments is part of fairy-tale sujets plots, which develop the story line indicated in the songs into
dramatic conflicts and finish the story lines, or reconstruct what the origin might have been. The emotionally
ambivalent moodiness of the stories accepts the contrast between the melancholically minor key of Romany
songs and their frequently humorous content”. The songs have an emotive impact on the storyline “amplitude”
and influence the nature and emotions of the characters significantly.
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MY3UYHI TEMMU B JIITEPATYPI | Benu Onsra I'puropisna'®, €pa J{onincka®
TSI ITEX I MOJIOJI | 'ZToxmop mucmeymsosnascmsa, npoghecop,

2IToxmop nedazoziunux Hayx,

AKamonuywrutl ynisepcumem ¢ Pyoicombepxy,

Pyoicombepr, Cnosauyuna,

®Kuiscora Axademis mucmeyms,

Kuis, Ykpaina

Mera cTarTi — AOCHIAWTH MYy3WYHI TEMH, SKi BXOAATH JO KOMIUICKCY CKJIAIHUKIB, SKi BHKOPHUCTOBYIOTBHCS
B JITEpaTypHUX TBOpax JUIs OUIBII BHPA3HOTO EMOIIWHOTO CIPHUHHATTS HAMCAHOTO TEeKCTy. My3WKy HpHHHSITO
Ha3MBaTH MHCTELTBOM IPSMHX 1 CHIIBHUX €MOLIMHHUX BIUIMBIB, J3epKajioM Ayl 4n Oe3rocepeHbOr MOBOKO ITOYYTTIB.
Komn emouiiinuit eekt mmOOKOro i CKJIaIHOrO MY3WYHOTO TBOPY 3ICTABICHUH 3 JYNIEBHUMH IEPEKUBAHHIMH,
IO 3’SIBJISIIOTBCSl BHACHIZOK JKUTTEBHX OOCTaBHMH, BHHHUKAE DPsiJi JMBHHX sIBHII. Metomosoris nociuipkenns. B xomi
JOCTIDKCHHST Oylo BHKOPHCTAHO KOMIDIEKCHMH TIAXiA A0 aHaji3y Marepiamy, 1o Bigirpae BHUPIIANBHY pPOJb
B JIOCTI/HKEHHI €MOIIITHOTO BHpPaKEHHS MY3WKH Ta MOBH, 0COOMMBO (YHKINI My3uKH B jiteparypi. HoBmsHa crarti
TNOJISITA€ Y BHUSIBJICHHI KOMIUICKCY CKJIAQJHUKIB €MOLIHHOTO 3a0apBICHHS JITEPaTypHOTO TBOPY 3a JOINOMOIOK MY3HKH.
Bucnosku. JloBezneHo, 1110, Tak caMo, SIK 1 MOBJICHHSI, My3HKa CTBOPIOETHCS, 11100 OyTH 1mouyToro. bijbine Toro, po3yMiHHs
eMOIIIIfHOr0 3a0apBIICHHS HAITMCAHOTO TEKCTYy — KOJM BIH YWTAETHCS MOBYKHM — IOKJIAIAETHCS HAa BOKAJIBHO-CITyXOBHH
JOCBiI. MM ycBIIOMIIIOEMO TOM (DakT, IO eMolliifHe 3a0apBIICHHS, SIK MPaBUJIO, HE MEPEHOCSITHCS OJHUM €JMHHM
KOMITOHEHTOM MY3UKH, CaMHUMH TUIBKA MEJOI€I0, PUTMOM 1 TEMIIOM, IWHAMIKOIO a00 TPOCTO SIKICTIO 3BYYaHHI.
THdopmaris, sika BUpaKAaETHCS B CJIOBaX 1 My3HIIi — IIe IMTAHHS BCHOTO KOHTEKCTY 1 K TaKa MiCTHTh KOMILUIEKC CKJTaTHHKIB.
Tomy 3amicTh TOTO, OO OAYHTH iX 1307HOBAHO, Y MOCTIHKEHHI JTaHI KOMIIOHCHTH BH3HAUCHI B MEXaX iX JITEpaTypHOTO
KOHTEKCTY. MU MOZICITIOEMO BIIaCHI eMoIil, IKi, Y CBOIO Yepry, CTAIOTh BaXKJIMBOIO YaCTHHOO HAIIIOTO €MOMIHHOTO JKUTTS.
OnHak MM HE MOJIGNIOEMO IX HAa OCHOBI TOTOBHMX KOHCTPYKIIH YM CXEM, a CKOpillle Ha OCHOBI KOJIB, sIKi TI€pENaroTh
X y pealbHOMY JKHTTI, TaKi SIK MOBa Ta My3U4Hi 3BYKH.

Knrouosi cnosa: xa3ka; puTM; MiCHSI; TAPMOHIS; AUCTAPMOHIsI

MY3bIKAJIBHBIE TEMBI | Beru Osnbra Ipuropsesna'®, Esa Jonmuucka™
B JIMTEPATYPE JJS AETEMN | ' Joxmop uckyccmsosedenus, npogheccop,
U MOJIOJAEXU | *Joxmop nedazoeuueckux nayx,

Kamonuueckuii ynueepcumem 6 Pyscombepke,
Pyoicombepr, Cnosaxusi,

®Kuesckas Akademus uckycems,

Kues, Yxkpauna

Ilenp cratbu — HCCIEAOBaTH My3bIKAIBHBIE TEMBI, KOTOPBIE BXOISIT B KOMIUIEKC COCTABIIAIONIMX, HCIOJIb3YyEeMblE
B JIUTEPaTYpHBIX MPOM3BEJCHUSX [UIs 0ojee BBIPA3UTENBHOTO SMOLMOHAILHOTO BOCIPHUSTHS HAIMCAHHOTO TEKCTa.
My3bIKy TNpPUHATO Has3blBaTb MCKYCCTBOM IIPSIMOTO ¥ CHJIBHOTO AMOI[MOHAIBHOTO BO3ACHCTBUS, 3€pKajoM AyLIn
WIM HEIOCPEJCTBEHHBIM SI3bIKOM 4yBCTB. Korma sMoOnMOHANBbHBIA 3(QeKT TIyOOKOro ¥ CIOKHOTO MYy3bIKAJIBHOTO
IIPOM3BE/ICHUSI HUCKYCCTB COIIOCTABIISICTCS C MEHTAIbHBIM  ONBITOM, BO3HUKAIOIIMM B  PE3yIbTaTe KU3HEHHBIX
OOCTOSITENIECTB, MOSBISIETCS Psi HEOXMJAHHBIX SBICHHWH. Mertononorus uccienoBaHus. B Xome uccienoBaHus ObuT
HCIIONB30BAH KOMIUIEKCHBI MOAXOJ K aHaNIW3y MaTepuana, KOTOpPBII MIpaeT peHIalollyld polb B HCCIEIOBAHUU
SMOIMOHAIBHOTO BBIPOKEHUSI MY3BIKH M pe4d, OCOOEHHO (YHKIMH MY3bIKM B Jureparype. HoBu3Ha crarbu
3aKJIIOUAaeTCs B BBIBICHUM KOMILIEKCA COCTAaBILSIIOMIMX SMOLMOHATBHOM OKPAacKM JIUTEPaTypHOIO IPOU3BEJCHUS
C TIOMOIIBI0 MY3bIKH. BbiBozmbl. J[oKa3aHO, 4TO MOJOOHO peY, MY3BIKY COYMHSIIOT JUIS TOTO, Y4TOOBI €€ MOXKHO OBLIO
ycabllare. bonee Toro, MOHMMAaHUE 3MOLMOHAIBHOIO BBIPAXKEHMs IIMCbMEHHOIO TEKCTa — KOLAA €r0 YMTaroT Mojya —
3aBUCHT OT CJIYyXOBOTO M BOKAJIBHOTO ONbITa. MBI OCO3HAaeM TOT (PaKT, 4YTO SMOLMH, KaK IPAaBHIO, HE NEPEearoTCs
OTZIEJIBHBIM KOMITIOHEHTOM MY3BIKH, COOCTBEHHO TOJIBKO MEJOJWEH, PUTMOM M TEMIIOM, JUHAMUKON MIIH MPOCTO KaueCTBOM
3ByKa. VH(popmanus, koTopas BBIpaKaeTcss B CIIOBaX M My3bIKE, SIBISETCS TPEIMETOM BCEro KOHTEKCTa M, KaK TaKoBas,
TIPECTaBICHa KOMIUIEKCOM KOMIIOHEHTOB. [109TOMyY, BMECTO TOTO, YTOOBI paccMaTpuBaTh MX OT/IEIBHO, HAIlle HCCIEIOBAaHUE
ONpPE/IENIMIIO TaKHE KOMIIOHEHT B paMKax HX JIMTEPaTypHOTO KOHTEKCTa. Mbl MOZENMpYeM Hallid COOCTBEHHBIE 3MOIMH,
KOTOpbIE, B CBOIO OYepe/lb, CTAHOBSITCS BA)XKHOM YACTBIO HaIlled SMOLMOHANBHOW *M3HM. OHAKO Mbl HE MOJEIUpPYeM
UX Ha OCHOBE I'OTOBBIX KOHCTPYKLHMH WJIM CXEM, a CKOpEEe Ha OCHOBE KOJOB, KOTOPbIE IEPENANOT UX B PEalbHON JKU3HHU,
T.€. A3bIKOBBIE M My3bIKAJIbHbIC 3ByKH.

Kniouesvie cnoea: ckaska; puT™M; IECHS; TAPMOHUS; TUCTAPMOHUS
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eyn. 1. @panxa,24, [[pocobuu, Yrpaina, 82100

Merta cTarTi — pPO3NIIHYTH YKPAaiHChKI KHHUBApChKI TNCHI K O0’€KT JOCTITHHWILKOI yBarMm Ta cHenudiky ix
BUKOPHCTAHHSI KOMITO3UTOpPaMH. METOoNIOoTisl  IOCHI/KEHHSI TPYHTYETBCS Ha 3aCTOCYBaHHI E€THOMY3HMKO3HABYOIO,
MHCTELTBO3HABYOIO, KYJITYPOJIOTTIHOTO ITiAXO/IB, IO JIAJI0 3MOT'y IPOaHalli3yBaTH OCHOBHI 3acaJil KPUTEPiiB HAyKOBOTO
TIXOy /10 KHUBAPCHKUX ITICEHb, IHTCHCHBHICTH 3BEPHEHHS JJO HUX CyYaCHHX KOMIIO3MTOPIB, HAKPECIHUTH ICTOPUYHY
TIEPCIICKTHBY iXHBOTO TIOOYTYBaHHS 3 YpaxyBaHHSIM 3MiHH KaJICHAApPHO-OOPSIIOBOTO LUKy Taka METOMOJIOTIs 1aa 3MOory
aKIIEHTYBaTH Ha Cy4acHOMY €Talli HayKOBOTO OIIPAIFOBaHHSI JKHUBAPCHKHX IMICEHb T IX BUKOPUCTAHHS MUTIISIMU Y TBOpax
pi3HUX >xaHpiB 1 (opm sk donbkinopHoro nepeHs. HaykoBa HOBHM3HA MOJSITa€ B IOCTAHOBI JIOCIIJHUIIKOTO BEKTOPA
B TONIYKY HasBHOTO KOPIYCy J/DKepen 3 0OpaHOoi TEeMaTWKH Ta B PO3MIMPEHHI YSABICHb PO TNPHYMHHU AaKTyali3amii
YKHABAPCHKOI MTPOOJIEMATHKH Cepel] YICHHUX Ta MUTIIIB, a TAKOXK B aKIICHTYBAaHHI BaXKIIMBOCTI 30epeKEHHS IIbOTO CETMEHTa
(onbKIIOpY 11T HACTYNMHHUX TeHepaniid. BrucHoBku. KoHcTaryeTbest Mana KibKICTh PO3BIIOK, MPHUCBSYCHUX BUBYCHHIO
YKpaiHCBKHMX XHUBAPCHKUX ITICEHb, TMOPIBHAHO 3 IHIIMMHU KaJE€HJapHO-00pSIOBUMH MiCHSIMHU. BcraHoBiEHO, 110 cepen
ixHix gociimuukiB Oymu 3. [lonenra-XomakoBcekuii, Jlecs Ykpainka, K. Ksitka, f. 3yixa, I. Tanmropa, ®. Konecca,
H. Ilpucsokniok, 0. Kpyrts, I. Kinumenko ta iH. BusiBieHo, 1m0 B JAESIKHMX perioHajIbHMX 30ipkax B3araii BiJCYTHI
3allMCH JKHUBAPCHKHX MICEHb, HA BIMIHY BiJl 3HAYHOI 1X KUIBKOCTI, 30eperkeHux Ha BomuHi. 3’sicoBaHo, 10 B TBOPYOCTI
KOMITO3UTOPIB KHUBAPCHKI IMICHI BUKOPUCTOBYBAINCS PA/IIE CIIOPAANIHO; V PI3HUX JKaHpaxX Ta GopMax iX 3aCTOCOBYBAIN
M. Jlucenko, M. Jleonrosud, S1. Crenosuii, ®@. Konecca, M. Bepukiscrkuid, I. Bepposka, 1. Kozunpkuii, JI. PeBynpkuid,
B. Bapgincekuii, 0. Imenko, JI. Jlnuko Ta iH. BusBieHo, mo cepen KOMITO3UTOPIB, SKi 3BEPHYJIHCS 10 KHHUBAPCHKUX
ITICeHb HEMIOAABHO, BUIUIAEThCS HA0yTOK Mukoiu JIacTOBEIBKOTO, Y IBOX 30ipHHUKAX SIKOTO MICTUTHCS 49 00po0OoK.

Knrouoei crosa: >xHMBapChKi MicHI; skaHp 00poOku; M. JlacToBenbkuit

Beryn

BaxxnuBa poib miJ yac mpolecy JKHHMB y CXIZHMX CJIOB’SIH Hajie)kalla >KHUBAapChbKuUM micHsaM. s ai-
JsTHKa (OJBKIIOPY BUPI3HAETHCS XYIOKHBO CBOEPITHOIO CEMaHTHKOI. PuTyanu, mos’a3aHi 31 30upaHHAIM
BpOXKalo, 31laBHa npoBoAuaucs B Ykpaini, [lonemi, binopyci, bonrapii, Pocii Ta inmmux kpainax. I3 cepe-
JUHE XX CT. )KHUBApChKi MiCHI, SIK 0COOJIMBHI HANpPsiM HAPOJIHOI TBOPUOCTi, MOKHA OYyJIO BXKE 3aHOCHUTH
JI0 YSIBHOT «4YEPBOHOI KHHUTH» 00psiioBOro (ojibkiiopy. Taka cuUTyallisi CKjianacs BHACHIIOK TEXHIYHOIO
MIpOTpecy, aDKe IHTEHCUBHA MEXaHi3allisd arpapHUX poOIT CIpUYWHHIIACS 0 3aCTOCYBaHHS KOMOAHIB,
SIKI TIOBHICTIO 3aMiHIIIA poOoTy *eHIliB. [loTpeda B KeHIISIX 3HUKIIA, i pa30M 3 HUMH BiJiHIIUIA B MUHYIIE
iXHsI TpaJuIliiHa MTiCeHHa O0PSIIOBICT, SIKii Ha/laBaIOCsS MariqHOTO 3HAUYCHHS (HAIIl Ipanypu Bipuiu y ii
BUpIIIaTbHUN BIUIMB Ha PiCT 301Ks Ta HOTOAHI YMOBH).

AKTyanbHICTh PO3BIJIKH TOJISATAE, 3 OJHOTO OOKY, B aKI[EHTYaIli1 HaJIBAXKJIMBOCTI IMOAAJIBIIOTO JIOCIIiI-
HUIBKOTO i TBOPYOTO «IUIEKAHHS» KHUBAPCHKOTO (HOJIBKIIOPY, @ 3 iHIIOTO — y JJOHECEHHI OCHOBHOTO Me-
CEe/KY MHUCTEIHKO-KYJIBTYPHOTO ChOTOJIEHHS: TPAHCIISIIIS HAlliOHATBHO-KYIBTYPHUX HaA0aHb HACTYITHHM

© JlacroBenpka-Comnanceka 3. M., Jlacroserpka JI. B., 2019
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TeHeparisM B yMOBax I100axizoBaHOTO, iH(GOPMAIiiTHO TepeBaHTaKEHOTO MPOCTOPY MMOBHHHA CTATH KYJIb-
TYpPOJIOTIYHOO TUIAT(GOPMOIO B HOBOMY CBITOBOMY ITUB1JIi30BAHOMY KOHTEKCTI.

HaykoBa HOBM3HA PO3BIJKU MOJISITA€ B TOMY, 1110 BIEpILIE y3arajJbHEHO CTYIMiHb JOCHiIHUIBKOI yBaru
1 TBOPYOTO OIpAaIfOBaHHS )KHUBAPCHKUX MICEHb YKPATHCHKMMH BYCHHUMH Ta KOMIIO3UTOPaMHU.

[TOHSITTS «1OCTIIHUKI» BUKOPUCTAHO B HA3B1 CTATTI JIJIsl IO3HAYCHHS IMPOKOTO CIIEKTPY MPUYETHUX
710 aHaJ130BaHO] Ipo0IeMH, cepe/ IKUX OyiIi HayKOBIIl pi3HOTO THOY, (porabkiIopucTH, eTHOTpadu, My3u-
KO3HaBIIi, JIiTepaTopH, meaaroru Ta id. OkpiM mpoaHaai30BaHUX Y CTATTI HAYKOBHX MPAIh 13 KHUBAPCHKOT
TEeMaTUKH, TOTPpiOHO Ha3Bath nociimkeras M. Cymimosa, K. Konepxxunacpkoro, K. KiTku ta A. IBanuIb-
koro. Cepen poOit, 1m0 3’ABUJINCS HELIOJaBHO, BapTo BUAIMUTU po3Binku l. Kiaumenko ta nucepramito
«binopycekuii miceHHni HacHiB: apxeTunu Ta inHoBaLii» X. Kyrupesoi-Uybaii.

Merta crarTi

MeToro pO3BIIKH € JOCIHIHKEHHS YKPaiHCHKUX JKHUBAPCHKUX ITICEHB K 00’ €KTa TOCITITHUIIBKOTO 3alli-
KaBJICHHS Ta CIeIU(IKH X BUKOPUCTAHHS KOMIIO3UTOPAMHU.

Bukaan marepianay gociigxeHHs

Xoua )KHUBAPCHKi TICHI B)KE BTPATHIIA MTPAKTUYHUH 3MiCT, KOHTEKCT BUKOPUCTAHHS Ta MariYHu| Oopeol,
OITHAK B HUX 3aKOJ0BaHI apXeTHUITH MOTIEPEaHIX MOKoJiHb. CaMme mpars x1ibomapiB, OCBIUYECHA MariqHOIO TTOe-
THUKOIO OOPSIOBUX TMICEHHUX ICTB, 30KpeMa KHUBHUX, 3aKJIajla OCHOBH YKPAiHChKOT MEHTAJIBHOCTI, SIKOIO
HAaIl HapOJl BUPI3HAETHCS Bil iHIUX HapoiB. [Ipo HamBaxIMBe 3HAYCHHS XJ1i0a CBIAYNTH BUKOPUCTAHHS HOTO
o0pa3y B MonuTBi «OTue Ham: «XI1i0 HAlll HACYIIIHUH 1ail HaM JHECH...».

Sk BimoMoO, TpaauLiliHI KHUBAPCHKI OOpSIN 3aBEpIIyBalM JITHHO-OCIHHIN KajeHaapHuid nuki. [Ipo-
TSTOM 0ararbOX CTOJNITH LW pUTyall CyNpOBOMKYBaB 30ip ypokaro. IIpomec >KHMB cKiajaBcs i3 TPbOX
eTamiB 1 JBOX OOPsIIiB, BIAMOBIAHO 70 SKUX KJIACHU(IKYHOTHCS KHUBAPChKI mmicHi: 1). Saxunku. O0ps 3a-
JKWHAHHS Tiepmoro cHoma; 2). JKuamsa; 3). O0xuHKH. CBSATKOBI 00OpsSnM 3aKiHUYCHHS XHUB. JKHUBapCHKUN
«IHCTpYMEHTapii» 3HAYHOIO MIpOI0 CTaB KyJIBTOBUM, HAaBiTh 8- MICSIb POKY, KOJHM 30WMpayii BpOXKaid,
Hallll Ipallypyd Ha3BaJM CEpIIHEM, Ha YECTb CEpra — OCHOBHOTO 3HAPSAS >KHUBAPCHKOI poboTH (TIOpsAn
i3 KOCOI0).

HaiiGinpury rpymy >KHUBapChbKHX IIiCEHb CTaHOBIATH OOXXKMHKOBI MiCHI, OB S3aHi 3 YHUCICHHUMH 00-
psAaaMH Ta 3BUYAsIMHU 3aKiHUEHHS JKHUB. Pi3HOMaHITHICTh 32)KUHKOBUX Ta O0KUHKOBUX OOPS/IIB 3yMOBUIIH
TEeMaTHYHEe Ta KUTbKiICHE PO3MAiTTS JKHUBAPCHKUX MTiceHb. KOHCTaTyeMo HasBHICTh MEHIIOI KIIbKOCTI 3aITHCiB
JKHUBAPCHKOTO (DOIBKIIOPY, TTOPIBHIHO 3 1HIIMMH OOPSIIOBUMHU apTedakTaMu (HAIPHUKIA, BECUTBHUMH ITic-
HsMH). Hampukiian, B ogHOMY 3 miepmux 30ipHUKIB YKpaiHCHKHX HApOJIHUX ITiceHb (0e3 HOT), 3aIMCcaHoMy
3opianom Jlonenroro-XonakoBebkum' 'y 1814—1819 pp. na [Nanmuuni, Bomuni, [oximni, [puaninpsHimHi T2
[omicci (Heit, 1974), cepen BMimenux 1897-mu micens pizHux xanpis aumie 12 (1) € sKHUBapCHKUMU (17151 TIO-
PIBHSHHS, BECUIBHI TYT B KiIbKOCTI 868). YV 30ipmi «Irpu Ta micHi», siKi € TpeTbOI0 KHUTOIO cepii « YKpaiHchka
HapoHa TBopuicThy ([lett & ['ymeHtok, 1963), 3-moHax 700 TEKCTIB BECHSHOT 1 JIITHHOI KaJICHAapHO-3BUYAEBOT
MiCEHHOCTI HapOITy, 110 OXOIUTIOE 3pa3KK BECHSIHOK 1 TaiBOK, pUHA3IBOK, PYCaJbHUX, IAPUHHUX, TETPIBOYHUX,
KyHaJbChbKHUX Ta JKHUBAPCHKHUX MICEHB, JIUIIEC 76 CTAHOBIATH YKHUBAPCHKI MICHI. Y 3B’A3KYy 3 IIMM BHHHKAE
JyMKa, 1110 IIi TIiCeHH] apTe(akTh MOXKHA CIIPUUMATH SIK CBOEPIIHI PENIKTOBI SIBUIA KAJICHIAPHO-00PSIT0BOTO
(onbKIIOpY, KOTPi HA0YBATUMYTb Y XPOHOTOII TPOCTOPOBO-YACOBUX KOOPAMHAT YKPaiHCHKOTO HAPOY BCE3PO-
CTar0401 MUCTELLKO-KYJIBTYPHOI aKC10JIOT1YHOT XapaKTEPUCTHKH.

VY derBeptiii kHU31 BUesraganoi cepii «lIlicui ABmoxu 3yixu. 3anmmcar ['mar Tanmropa» (FO3BeHko
& Bacunenko, 1965), y sxiii nmomimeno monan 1000 3pa3kiB HApOAHOI TBOPHOCTi, KOTPiI (OIBKIOPHCT-
amatop, etHorpad i megaror I'mar Tanmropa (1901-1962) y 30-x pokax XX cT. mpotsaroM 12 pokiB 3ammcaB
BiJl O/1Hi€T BUKOHABUII — censtHKH SABmoxu MuxutiBHM CuBak (3yixn) i3 cema 34TKiBIl, 110 Ha BiHHUYYMHI.
(ITominnst), 242 — BecinbHi # mumre 20 — 0OKUHKOBI, 3 AKUX 13 HOTaMu — Jiuie 3. SIK i B MONepeTHhOMY BH-
NaJIKy, IXHsI TIMITOBaHa KiJBKICTh HE /A€ MiJCTaB HAYKOBISIM CTBEPKYBaTH JyMKY IPO LIMPOKHUH apeasn Ho-
LIMPEHHS MICEHb )KHUBAPCHKOI TEMaTUKU B IbOMY perioHi. BogHowyac BapTo 3BepHYTH yBary Ha BKpai Maiy
KUTBKICTh MEJIOJIIH dKHUBAPCHKUX IMTICEHb, 30€PEeKECHUX 3aBASKH (DOIBKIOPHUM EKCIICAMLIISIM.

! 3opian [lonenra-Xonakoscokuit (Dolega-Chodakowski) (cnipaBxkHi im’s Ta npi3uie — Anam 3opian YapHouskuit (Czarnocki))
(1784-1825) — monbebkuit eTHOrpad), GoIbKIOPHUCT, ICTOPUK Ta apXEOIOr-aMaTop, O/IMH i3 3aCHOBHHKIB yKPATHCHKOT (DOITBKIOPHCTHKY.
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[lle MeHMIE TaKKUX TiCEHD (TLIBKHU IXHI TEKCTH) OYJIO 3aIMCaHO YKPATHCHKOIO (DOIBKIOPUCTKOIO, TIe/Iaro-
roMm i kpae3HasiieM Hacrero AnapianiBHoro [Ipucsokaiok (1894-1987) mpotsirom 1920-1970 pp. y pigHOMY
Mmicteuky [lorpeOuine Ha BinHnuuni Briponosx ii (onbkiopHo-eTHOrpadivHOl AisIbHOCTI: 3arajom — 471,
BecuUTbHUX — 247, sHuBHUX — juie 4 (Mumanud, 1976). OTxe, HasIBHICTb 3aIHCIB YKHUBAPCHKOTO (OIBKIOPY
B PI3HHX PErioHax KpaiHu CTae CBOEPITHUM MapKepOM HalliOHAIBHOI KyJIbTypHOI CHaIIMHH, SKHH CBIIYUTH
HE JIUIIIE TIPO 3aTpeOyBaHICTh aHATI30BAHOTO CETMEHTY (DOIBKIIOPY B 4aCOMPOCTOPI icTOpii, aje i mpo cTaHo-
BHIIIE ii HAYKOBO-JOCIIITHUIIEKOT IHTEpIIpETAITii.

VYV 80-x — 90-x pp. XX cT. BumaBHANTBO «My3udHa YkpaiHa» B cepii «30JI0Ti KITFOYi» BHITYCTHIO HU3-
Ky 30ipHHKIB HApOIHUX ITiceHb perioHanbHoro mTnudy («IlicHi 3 JIpBiBIMHENY (Kopunachkuii, 1988), «[licHi
Teproninbumam» (CrenpMamyk & Measenuk, 1989) ta iH.)) 3 aHAIOTIYHUM, SK 1 B IONEpPEIHIX BUIAHHSAX,
KUTbKICHMM CIiBBiIHOILICHHSIM YKHUBApCHKUX IMICEHb 3 IHIIMMH KaHPOBUMH Pi3HOBUAAMU. Y Wil cepii moba-
yuiio cBiT 1 BupanHs «lIlicHi bykoBunu» (SkiBuyk, 1990), mo Hamivye 286 miceHb, cepest SKUX HEMAE JKOTHOT
JKHUBApPCHKOi. BiCyTHI 3amncu )KHUBApCHKUX IMICEHD 1 B AEIKUX HECEpiHMUX perioHambHuX 30ipkax («byko-
BHHCHKI HAPOIHI iCHI», 1968; « YkpaiHchki HapoHi micHi 3 JIeMkiBmuHMY, 1972; « YKpaiHChKi HAPOIHI TICHI,
HacniBani /. SIBopHuIbKEMY, 1990 Ta iH.); y A€AKHX BOHH MPHUCYTHI B OAWMHUYHOMY eK3eMIULIpi («3akap-
narchKi HapomHi micHi», 1962; «Ilicui 3 oximmsay, 1989). OTxe, MOKHA PO3MIPKOBYBATH PO B3a€MO3aJICHK-
HICTh TeorpagiyHOro po3TaulyBaHHs TOTO YU 1HIIOTO PErioHy KpaiHu Ta Horo nanamadgTy, i3 TBOPEHHSIM Horo
«KYJABTYPHOTO JAaHIA(Ty», SIKUH Y IbOMY TIIaHI € Bi3epKaJICHHSIM 3arajJbHOKYJIBTYPHHUX MOTPEO HApPOY.
OueBuIHO, IO TPAIUIIIT 3eMIIEPOOCHKOT KYJIBTYPH, OCITIBaHI Y JKHUBapChKUX MiCHAX bykoBuHu, JIeMKiBIIMHY,
[Tominmns Ta 3akapmaTTs 3aCBiMYYIOTh BIUITMB Ha HUX T'€OJOTIYHHX OCOOIMBOCTEH, penbedy 3eMili Ta KiliMa-
TUYHUX TIEPEyMOB, CIIPUSATINBUX YH HECTIPUSTIMBHX JIJIS 3aHATH XJI1I00pOOCTBOM y Pi3HUX pPerioHax KpaiHu.

Harowmicte y 3anmcax micenp Ha BonuHi, 3po6iennx y 1890-x pp. yKpalHCHKOIO TOETECOT0, TMChMEHHU-
LIEI0, MEePEKIIaIAuKOI0 Ta KyJIbTypHOIO Aisiukoro Jlecero Ykpainkoro (1871-1913), Bmimenux y kau3i «HaponHi
micHi B 3anucax Jleci Ykpainku Ta 3 1i cniBy» (He#t & I'puna, 1971), ta cepen HasiBHUX y BuganHi 1970 p.
«[Ticens 3 Bonmuni» (OmrypkeBuu & Credanumimt, 1970), sKHUBaPChKi 32 KUIBKICTIO HE TUIBKU «KOHKYPYIOTBY
13 BECITbHUMH, aJIe HaBiTh JEmO iX mepeBakaioTs: 33 (3 Hux 10 — 3 MenoaismMu) »HUBapChKUX Ta 31 BeciipHa
(3 245) B mepmiomMy «BOTHHCHKOMY» BumaHH1 Ta 23 (19 Menomiif) >kHUBapchKuX i 14 BecimpHUX (3 266) —y mpy-
romy. /logaTkoBuM, CIIPUATINBIM (haKTOPOM 3HAYHOI KITBKOCTI 30epexeHnx Ha BonnHiI )KHUBapCHKUX ITiCEHb,
JI0 TOTO X 13 HOTaMH, MO>KHA BBaYKaTH BUCOKH CTYIiHb HAYKOBOTO-AOCHIJHULIBKOI YBaru 10 HUX.

[TopiBHSIHO HEBENMKA KUIBbKICT 3allUCIB, HACAMIIEpE MEJIOIiH, cTana NMPUYUHOIO TOTO, 110 ax 110 80-X
pokiB XX cT. 'KHUBapChKi MiCHI OKpeMO HIKOJMM He BHAaBanuca. Y 1971 p. 3’sBunocs ix mepiie BUAAHHS
3aBJSIKM BIOPSIKYBaHHIO (OJIBKIIOpHCTa, KaHauaaTa ¢inonoriuanx Hayk FOpis Kpyrs (Kpyts, 1971), sike
MicTuiio 223 nicenni mekcmiu, PO3TAIIOBAHI B IMOCTIJOBHOCTI XKHUBAPCHKUX 00psmiB. CiiJy HATOJIOCHUTH, IO
y BumanHi FO. KpyTs BiacyTHi# HOTHHI MaTepiall.

Y 1990 p. BumaBHUNTBO «My3nuHa YKpaiHa» BHITyCTHIIO TiceHHHK <« KHMBapchKi micHi» (YebaHIOK,
1990), mo cknanaersest 3 87 nicenv 3 Homamu. [I0O3UTUBHUM € Te, IO B IbOMY BUJIaHHI MICTHTBCS PO3JIO-
Uil HOTHUH Marepial, SIKHH Mae BaKITUBY KyJIbTypHO-MHCTELbKY LIHHICTH 1 B CMM01031 3 MOETUYHUM TEK-
CTOM € BapTiCHUM HiAIPYHTSM JJisi HAYKOBUX 1HTEpHpETaliiHUX BEPCiid y MpoIeci OCMUCIIEHHS 03HAYEHOTO
cerMeHTy Qonbkiopy. [ xoua 11i 00u/1Ba BUIAHHS HAIMAJIOTO KHHYKKOBOTO ()OpMaTy 1 MOJAt0ThHCs YIOpsTHUKA-
MU 0e3 rmacnopTH3aiii mceHs (3a BUHATKOM BOCBMH B APYTOMY 30ipHHKY), BOHH MAlOTh BEJTUKE 3HAYCHHS A5
[IOAAJIBIIOTO HAYKOBO-TBOPUYOI'O ONPALFOBAHHS KHUBAPCHKUX MiCEHb.

BonHouac Hemae mijicTaB CTBEpAKYBATH, 1110 KHUBAPCHKI IMICHI MOBCSIKYAC TIepeOyBad B O 30py 3a-
LikaBieHHs npodeciiinumMu Komnosuropamu. OIHUM 13 MEPIINX, XTO 10 HUX 3BEPHYBCS, OyB YKpaiHCHKUUI
KOMIIO3UTOP, TIaHICT, JUPUTCHT 1 ETHOMY3HKOJIOT, OCHOBOIOJIOKHUK YKpaiHCHKOI KJIacu4Hoi My3uku Mukosa
JIucenko. Hocmigauk O. AxcboHOB (2017) 3a3HaumnB: «BHachinok GararopidHoi TBOPYOi MisUIBHOCTI i3 30U-
paHHsI Ta BUBUCHHS YKpaTHCHKOI HapopHOMmiceHHOT TBopuocTi M. Jlucenko omyOmikyBas monaa 500 3pa3kis
YKpPaiHCBKOTO MY3UIHOTO (POTHKIIOPY, IIPUIOMY 1€ HE TITLKH OOPOOKH IJIsT OMHOTOIOCHOTO Y XOPOBOTO BH-
KOHaHHS, a 1 U iHcTpyMeHTanbHOTO» (€. 170-171). [ToTpiObHO HaromocuTw, 1o 3-moMix moHax 600 06podok
YKpPaiHCHbKUX HapOIHMX MiceHb, 3AiicHeHnX M. JInceHKoM i pi3HUX BUKOHABCHKHX CKJIAJiB, JUIIe 6 Oyiu
KHUBAapChKUMU (4 «3a)KHUBHI» Ta 2 «0OKMHKOBI»). HammcaHi B eneMeHTapHOMY XOPOBOMY BHKJIaJi, BOHU
MpU3HAUYEH] JUIsl BAKOHAHHS YYHSIMH [TOYaTKOBUX Ta CEPEAHIX KIIaciB.

3HauHO OlTbIIE YBaru )KHUBapchbKuM micHsIM npuainmB @inaper Konecca. Cepen tioro monan 200 xopo-
BHX 00pOOOK YKpaiHCHKHUX HApOJHUX MiCEHb BUPI3HAETHCS MUK «OOKUHKNY, SIKUH CKIIaaatoTh 13 KHUBap-
CHKUX ITiICeHB; 4 00KWHKOBI ITiCHI BMiIlleHI y BUAaHHI « YKpaiHCHKi HAPOHI TICHI B TPUTOJIOCHOMY YKJIazi Ha
KIHOYHIA XOp», OffHA — Y 30ipHHUKY « BONMMHCHKI HApOHI TiCHI (T MITITAHOTO XOPY )».
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[ToonnHOKI BHITAZKM BUKOPUCTAHHSA JKHUBAPCHKHUX IMICEHb 3yCTPIYAIOTHCA 1 B IHIIMX KOMITO3UTODIB,
30KpeMa B XOpoBuX 00poOkax fxoBa CremoBoro («Oif jiTae cCOKOIOHBKO»), Mukonu JleoHToBHYa («A BXe
coHIle 3axoauThy), [Tunmma Kosunekoro («Oit, 10 Toro *kwutay), Muxaiina Bepukiscbkoro («Oii, Ta CXOIUTH
coHeukoy), ['puropis BepboBku («Oii, Ha ropi *uTa MHOTO»), Bacuns BapBiHchKoro («Yke COHEUYKO 3aKo-
THIIOCSI»), ISl Toiocy 3 ¢opreniano B JleBka PeByrpkoro («Y Heainto MOpaHEHBKY»), Y BOKAILHOMY LMK
«KanenmapHi micHi» mis ronocy 3 ¢popreniano FOpis Imenka («O6xuHKOBaY), y KaHTaTI «HOoTHPH TOPH POKY»
Jleci JInuko (BigmoBigHO A0 Tip POKY, TpeTs yacTuHa « OCiHBY Ma€ aBI «0OKWHKOBI» MicHI: «/liBka SIBmorka
i «/Ixap, moxap, okapodka») Ta iH.

OOpoOKH KHUBAPCHKUX MICEHB 3aliMalOTh BasKJIMBE MiCIIE B XOPOBiil TBOPYOCTI Cy4acHOTO YKPaiHCHKOTO
komno3utopa Mukonu JlacroBenpkoro, Bumyckauka npogecopa Pomana CimoBuua y JIbBiBChKil KOHCEpBa-
topii imeHi Mukonu Jlucenka. M. JlactoBerbkuii ony0OiikyBaB JBa 30ipHiKH 00poOok: y 2015 ta 2019 pokax.
Ileprire BUIAHHS CKIAMAETHCS i3 17-TH? KOMITO3UIIiH (3-X 3a)KWHKOBUX, 8-MHU YKHUBHHUX Ta 6-TH 00KHHKOBHX
MiCeHb) 1 HaIMCaHe /T MilaHoro xopy 6e3 cynposoay (Jlacrosenpkuit, 2015). dpyruit 36ipHUK MicTUTh 32°
00p00KM (3-X 3AKMHKOBUX, 12-TH XHUBHHX, 16-TH 0OKMHKOBUX Ta ofHiel micHI-TpH («[lepeminkay) 3 BecHs-
HOTO KaJICHIapHOTO IHKITY ) IS KIHOYOTO X0pYy a capella (JlactoBeupbkuii, 2019). OTxe, «0KHUBapChKa TeMa-
THKa» KUIbKICHO aKTHBHO 3POCTA€ Y XOPOBii TBOPUOCTI MHUCTIISL.

Hpyrwuii 30ipuuk M. JlactoBeupkoro, Ha BiAMiHY BiJ MEPIIOTO, SKUH MOYMHABCA 13 3KMHKOBOI IMiCHI
(BIAMOBITHO 710 KHUBHO-KAJICHIAPHOTO «PEIIIAMEHTY»), BiIKPUBAE OOKHHKOBA IMiCHs. 30ipHUK Ma€e O3HAKU
0araTo4acTHHHOI POHJIONOAIOHOT CTPYKTYPH, Y SIKii OOYKMHKOBI ITICHI BUKOHYIOTh (DYHKIIIO pedpeHy, a 3a-
JKUHKOBI, >kHUBHI Ta «llepeminka» — emizomiB. OcTanHs 00poOka «Bu )KEHUWKH CIIaBHI» 13 M1J3aroJOBKOM
«ITiceHHu#t BIHOYOK» CKIIAIAETHCS 3 TIOCIITOBHOCTI OOKHMHKOBHX ITiCEHb, 00’ €THAHUX 3a MPUHITUIIOM KOHTA-
MiHaIii — 0e31M0CepeTHHOTO TIEPEXOTy OKPEMHX ITiCeHb, 00 1X YaCTHH, B OTHY My3UYHY IUTICHICTb.

3anexHO Bif 3MICTY, XapakTepy, JaJOiHTOHAUIMHUX Ta PUTMIYHHUX OCOOJIMBOCTEW HApOAHOI MiCHI,
M. JlacToBeupkuii 0OpaB Ti UM iHII MPUHOMH OINpALIOBAaHHS TepIIoKepena. [HToHamiiiHa TeKcuKa My3ud-
HO-XOPOBOT'O MOBJICHHSI Ha0yBa€ BHPA3HOI XapaKTEPHOCTI B KOXHil 13 49-tu 00podok M. JlacToBeubkoro,
TBOPH BiA3HAYAIOTHCS TNTMOOKUM TTPOHUKHEHHIM B HalTaBHII IJIACTH KaJICHIAPHO-00PSIOBOTO (DOIBKIIOPY.

Hpamaryprisi KokHOT 00poOKH BHOYIOBYETHCS BiAMOBIIHO IO 3MICTy CTPO( MOETHYHOTO TEKCTY, HOTO
CEeMaHTHYHHUX XapaKTEPUCTHK. ABTOP BHSBIISIE KOHCTPYKTUBHUM BUOIp (opMH, BUKOPUCTOBYIOUH BiNOBIIHI
3ac00HM XOpOBOTO MUcbMa. KOMIO3UTOp LIeapOo MOCIYyTroBY€ThHCA MMiAr0J0CKOBOIO MO (hOHI€I0, TIONIIaI0BICTIO,
npuiiomamu HapoaHoro Oaratoroioccs. LlikaBuMu € puTMidHI 3HaX1KH, KOJTOPUCTHYHI TADMOHIYHI KOMILIIEK-
cu. Huska oOpoOOK MOYMHAIOTHCS COJMILHUM 3aCIiBOM XOPOBOI HapTii YM coJicTa, y NEsSKUX TBOPAaX XOPOBE
3ByUYaHHS IMITY€E TPy Ha HAPOJHUX THCTpyMeHTaX. KoMIIo3uTop BUKOPHCTAB TAKOXK MPUHOM MypMYpPaHJIO, Op-
TaHHI YHKTH, IO MiATPUMYIOTH CTPIH.

Yci  00poOKHM IKHMBAapChbKHX ITICEHh KOMITO3UTOPA XapaKTepHU3YIOThCS I[IKAaBUM IHTOHAI[IHUM
PO3BHUTKOM, OPUTiHAIBHUMU METPO-PUTMIYHUMH MOE€AHAHHIMHU, TeMOPaIbHOIO PO3MAITICTIO XOpOBUX (apo,
COHOpPHCTHYHUMH e(ekTamu. BUKOpHCTOBYIOUM TpaaMilii CBOIX MONEPETHUKIB y *KaHPi 0OpOoOKM HapOAHOI
IMiCHI, MUTEIb BOIHOYAC MPOJAEMOHCTPYBaB iHANBIAyaIbHII KOMIIO3UTOPCHKUH MTOYEPK.

BucHoBku

[lopiBHSHO 3 IHIIMMH KaJCHIAPHUMH IICHSIMH, YKpalHChKiI JXHUBApChKi MiCHI cTald 00’ €KTOM
BHUBYCHHS Y 3HAUHO MEHILOT KIIBKOCTI JochigHukiB. Cepea HUX BapTo Ha3BaTh 3. JloneHry-XoaakoBChKOro,

2 Ne 1 «3am3Beninu crogonmn», Ne 2 «VYke coHle Ha mpuuinky», Ne 3 «V Henimo nopaneHsky», Ne 4 «Oii yxe COHIe Haj
BepOamm», Ne 5 «Oid, 3acmiBaiimo, reii», No 6 «Oit sitae cokonoHbKo», Ne 7 «Oit une 1o xuToR», Ne 8 «Oii TH, NaHe, TaHOUKY», Ne 9
«Yxe coHeuro 3akoTminocs», Ne 10 «bomsate Mene pykm», Ne 11 «/luByBammcs micm», Ne 12 «Bwu xeHmi momnozaii», Ne 13 «A Bxe coHIe
3ax0auTh», Ne 14 «A B Hamoro rocrogaps», Ne 15 «Hoii ume T0 none», Ne 16 «KuBo, xeHunku, xuBo», Ne 17 «[lepemninonpka Manay
(JlacroBenpkwmit, 2015, ¢. 91).

* Ne 1 «Oit cuome, cHomey, Ne 2 «Oii manouky Ham, Ne 3 «A B Hamoro nana», Ne 4 «Beceno Ha HUBY KEHUHMKH iTyTh», Ne 5
«Ofi Ha Topi xuTa MHOTOY», No 6 «Oif maHouKy Harr, Hamm, Ne 7 «Oif uni sk To sxeHmi», Ne 8 «Oit Ha ropi 3auBinm oxuHKI», No 9 «Oit
KypuThCsl Jopixkeiikan, Ne 10 «Masuto sxuteuko, masiio», Ne 11 «Binuuky, BiHUKKY, BiHUMKY Miit», Ne 12 «KauaBcsi BiHOK 3 JaHy»,
Ne 13 «Oti 1 ckunait ga, XBenopky, xkynam», Ne 14 «51 x nmymana, mo 3axanacs», Ne 15 «A Bxe coHie KoTuTbes», Ne 16 «Oii 3amrymina
nyoposay, Ne 17 «O6xanu x mu HUBY», Ne 18 «Vike conie Ha gany», Ne 19 «B uncrom noio camodox», Ne 20 Oii mocnana MmeHe
Marm», Ne 21 «Bropy, coninko, Bropy!», Ne 22 «Oto Ham rocrofap oxounit», Ne 23 «Kpyrom, xeHunku, kpyrom», Ne 24 «Y nenimto
pano-BpaHii», Ne 25 «Hyte, Hyte 1o mexi», Ne 26 «Oit konu rocnogap xypuscs», Ne 27 «I3 mosst BiHOUOK KOTHBCs», No 28 «A
BKe CoHIle Haropi», Ne 29 «V menimo nopanensko», Ne30 «Micsiio-spoxkeiiky», Ne 31 «Ilepemnimka», Ne 32 «Bwu, >KeHUHKH ClTaBHI»
(JlacToBenwkuii, 2019, c. 139).
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JI. Ykpainaky, K. KBitky, f. 3yixy, I. Tanmopy, @. Koneccy, H. llpucsoxaiox, 0. KpyTs, 1. Kiimvenko ta iH.
[TokasoBo, 1o B AesKux 30ipHUKAX HAPOJHUX ITICEHb PEriOHAIBEHOTO MITHOY BiACYTHI 3aITMCH JKHUBAPCHKHIX
miceHb, Ha BiAMiHY BiJ iX Benmkoi KimbkocTi B 30ipHHMKax miceHb, 3i0paHux Ha Bonuni. YkpaiHcbki
KOMITO3UTOPH AEMOHCTPYIOTh HIBHJILIE CIOPaJANYHE 3BEpHEHHS 10 ILOTO cerMeHTa Qonbkiiopy. [loonnHoki
BUTIQ/IKK BUKOPUCTAHHS XHUBAPCHKUX IMiCEHb 3ycTpidaroTbes B TBopuocTi M. Jlucenka, M. JleonToBuya,
S1. CrenoBoro, @. Koneccu, M. Bepukiscbkoro, . Beproskwu, I1. Kozurskoro, JI. Peyrskoro, B. bapsincekoro,
10. Imenxka, JI. JInuko # iH. Cepen KOMIO3UTOPIB, SKi HEMOJABHO 3BEPTANIHCS MO JKHUBAPCHKHUX ITICEHB,
BHOKpemiieHo Mukoury JlacToBerpkoro (#oro aBi 30ipku BMInyroTs 49 06po6oK).

JKnuBapchki micHi 30epiratoTe nam’Th MOKOJIIHb Ta apXETUIH AJS NpUHACIIHIX reepanii. O0poOku
KHUBAPCHKUX MiCEHb MAlOTh BUCOKY XYJOXHbO-MHCTELBKY Ta JYXOBHY BapTiCTb.

[lepcriekTnBM TOAANBIIMX AOCTKEHb BOadaeMO B KOMIIAPaTUBHOMY aHalli3i YKpaiHCBKUX
KHUBAPCHKUX MICEHb 3 KHUBAPCHKUMHU MICHSAMH IHIIMX CJIOB’STHCHKUX HApOJiB, Y BUBUCHHI creludiku ix
KAHPOBO-CEMAHTUIHOTO TEPEBTIICHHS KOMITO3UTOPAMH.
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YKPAMHCKUE )KATBEHHBIE | JlactoBeuxas-Conanckas 3opsHa Hukomaeua'?,
NECHU B ®OKYCE UHTEPECOB | Jlacrogerkas JlioGomupa Bacuibena™
NCCIEIOBATEJEMN | 'Kanouoam uckycecmsosedenus, doyenm,
N KOMIO3UTOPOB | 2Joyenm,
UTb606CKAS HAYUOHATLHASL MYSbIKAIGHASL AKAOCMUSL
um. H.B. Jlvicenxo, JIveos, Ykpauna,
b Ipocobwruckuii 2ocydapcmeentviii nedazozuyeckui
yuusepcumem um. . @panxo, [poeobwiu, Ykpauna

Lenp paboTBl — pacCMOTPETh YKPAaWHCKUE IKATBEHHBIC IIECHHM KaK OOBEKT KCCIICIOBATEIBCKOTO HMHTEpeca
U crneruUKy HUX HUCIOJIb30BAHUS KOMIIO3UTOpPaMH. METOMOJIOIUsl KCCIICAOBAHUsT OCHOBaHA Ha NPUMEHCHUHU
ATHOMY3BIKOBETYECKOTO, HMCKYCCTBOBEIYECKOTO, KYIBTYpPOJIOTMYECKOTO TIOAXOIOB, UYTO TO3BOJHIIO TPOAHATM3UPOBATH
OCHOBHBIC TPHHIHUIBI KPUTEPHEB HAYYHOTO TOIXOAA K JKATBCHHBIM IIECHSIM, WHTCHCHBHOCTH OOpAIIEHUS K HUM
COBPEMEHHBIX KOMITO3UTOPOB, HAMETHTH HCTOPUIECKYIO TIEPCIIEKTUBY MX OBITOBAHWS C YUETOM M3MEHEHUS KaJeHIapHO-
o0psimoBoro nukia. Takash METONOJOTHS TO3BOJHJIA aKIECHTUPOBAaTh HA COBPEMCHHBIM JTalle WX HAyYHOH 00pabOTKH
U UCIONB30BaHMS KOMIIO3UTOPAMH B TPOU3BEACHUAX PA3JIMYHBIX JKAaHPOB W (OpM B KauecTBe (HOIBKIOPHOTO
nepBoHavana. Hayunasi HOBU3HA 3aKJII0YAETCsl B MOCTAHOBKE MCCIIEIOBATENIBCKOTO BEKTOPa B MOMCKE METOJ0JIOIMYECKOM
0a3bl 10 BBIOPAHHOW TEMATHKE W B PACIIUPCHUHU MPEICTABICHUNA O BO3MOXKHBIX MPUUUHAX AKTyaJH3alUH KATBCHHOMN
MpoOJIeMaTHKN Cpely HccleqoBaTeNiel W KOMIIO3UTOPOB, a Takke B aKIEHTHPOBAHUM BAXXHOCTH COXPAHEHUS
9TOTO pasnena (ONBKIOpa U CICAYIOMNX MoKoieHmH. BrBomsl. KoHcratmpyeTcs He3HAYWTENbHOE KOIHYIECTBO
HCCIICIOBAaHNHN, MOCBAIMICHHBIX W3YYCHUIO YKPAWHCKHUX JKaTBEHHBIX IIECEH, 10 CPABHEHHIO C JAPYTUMH KaJeHIapHO-
OOpSIOBBIME TIECHSIMHU. YCTAHOBIICHO, YTO CPeIH WX uccienoBareneit 0pum 3. Jlonenra-XomakoBckuid, Jlecs YkpanHka,
K. KButka, f. 3yuxa, I. Tanmopa, ®@. Konecca, H. Ipucsxkuiok, 0. Kpyrs, M. Knumenko u nap. BeisiBieno, 4ro
B HEKOTOPBIX PErMOHANBHBIX COOPHUKAX BOOOIIEC OTCYTCTBYIOT 3allUCH JKAaTBCHHBIX TECEH, B OTIMYHEC OT OOJBIIOTO
X KOJIMYECTBA, COXpaHUBINErocsi Ha BonbiHU. BBIICHEHO, YTO B TBOpPYECTBE KOMIIO3UTOPOB IKATBEHHBIE MECHH
HCIIOJIL30BaHbI CIIOPAIMUYCCKH; B Pa3HBIX XaHpax U (opmax ux npumensuid H. JIsicenko, H. JleonToBuuy, 5. CtemnoBoid,
®. Komecca, M. Bepurosckuii, I. Bepeska, II. Kosumkuii, JI. Pesyuknii, B. bapsunckuii, }0. Umenxo, JI. J{prako
u 1p. BeIgBIEHO, YTO Cpemu KOMITO3UTOPOB, OOPATHUBIIMXCS K JKAaTBCHHBIM IIECHSIM HEIABHO, BBIACITSCTCS HAcTCIHe
Huxkomnas JlactoBerkoro, B 1ByX COOpHHKaX KOTOPOTO CONMEPKUTCS 49 00paboTOK.

Kniouegvie cnoea: ;xarBeHHbIE IeCHY; xKaHp 00padoTku; H. JlactoBenknit
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UKRAINIAN HARVEST SONGS | Zoriana Lastovetska-Solanska'?,
AS AFOCUS OF ATTENTION | Liubomyra Lastovetska®

OF RESEARCHERS AND COMPOSERS | 'PhD in Art History, Associate Professor,
2Associate Professor,
Mykola Lysenko Lviv National Music Academy,
Lviv, Ukraine,
>Drohobych Ivan Franko State Pedagogical University,
Drohobych, Ukraine

The purpose of the article is to examine Ukrainian harvest songs as an object of research interest and the specificity
of their use by composers. The research methodology is based on ethnomusicological, art history and cultural approaches
which allowed to analyze the basic principles of scientific approach in regard to harvest songs, the frequency of their
use by contemporary composers, and to outline the historical perspective of their existence taking into account changes
in the calendar and ritual cycle. Such methodology made it possible to emphasize the present stage of scientific
arrangement of harvest songs and their use by composers in works of various genres and forms as a folklore source.
Scientific novelty lies in the setting of the research vector in the search for a methodological base on the selected topic
and better understanding of the possible reasons for the actualization of “harvest” agenda among researchers and composers
as well as in emphasizing the importance of preserving this part of folklore for future generations. Conclusions. It is
noted that there is a small number of studies on the Ukrainian harvest songs compared with the other calendar and ritual
songs. Z. Dolenha-Khodakovskyi, Lesia Ukrainka, K. Kvitka, Ya. Zuikha, H. Tantsiura, F. Kolessa, N. Prysiazhniuk,
Yu. Krut, I. Klymenko and others explored the topic of the Ukrainian harvest songs. It was revealed that in some regional
collections there is no records of harvest songs in contrast to the large number of them preserved in Volyn. It was found that
harvest songs in the works of composers were used sporadically; M. Lysenko, M. Leontovych, Ya. Stepovyi, F. Kolessa,
M. Verykivskyi, H. Verovka, P. Kozytskyi, L. Revutskyi, V. Barvinskyi, Yu. Ishchenko, L. Dychko and others used them
in different genres and forms. It was revealed that among the composers who recently turned to harvest songs the creative
work of Mykola Lastovetskyi stands out. His two collections contain 49 arrangements.

Keywords: harvest songs; arrangement; M. Lastovetskyi
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RESEARCH ASPECTS OF YOUTH | Valentyna Sinelnikova'?, Ivan Sinelnikov?
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The purpose of the work is to summarize information on the emergence and development of youth folk music groups
in Ukraine; to analyse the historiography of the issue; to determine the place and role of youth vocal-ensemble folk
formations in contemporary Ukrainian musical culture as an element that links traditional rural and modern city cultures;
to identify the difficulties of mastering the folklore material by the participants of secondary collectives; to determine
the prospects for the study of these issues. The research methodology is based on the following theoretical methods as
systematization that provides the cognition and understanding of the process of emergence and development of youth
vocal-ensemble folklore performance in Ukraine as an integral part of its musical culture; abstraction to consider in
anuanced way the essential features of the mentioned kind of performing folk culture; analysis to establish links
between different levels of the categories of the aforementioned performing style; synthesis to consider folklore and
ensemble singing as a component of the hierarchical system of musical culture of Ukraine. The source method was also
used to investigate the historical conditions of youth vocal and ensemble performance and its characteristic features.
The scientific novelty of the work is to systematize the scientific experience of the study of youth folklore and ensemble
performance in Ukraine, to cover the main theoretical and practical aspects of the problem of the development of vocal and
ensemble folk formations in Ukraine. Conclusions. The scientific experience of the research of the problem of development
of youth folk-ensemble singing has been summarized. The polemical character of the research issue has been determined.
Different approaches to the development of traditional performance in youth folk formations have been systematized. The
historical peculiarities of youth vocal and ensemble folklore development in contemporary Ukrainian musical culture have
been revealed, which link traditional (authentic) rural culture with its inclusive folk ecosystem and modern city culture. The
ways and perspectives of the development of modern youth folklore ensembles are determined.

Keywords: folklore; youth folklore ensemble; traditional culture; traditional performance

Introduction

Issues related to the promotion, production, and actualization of folk art traditions are becoming in-
creasingly relevant in the complex of issues related to the study of contemporary cultural processes. These
issues are of concern not only to folklorists but also to the general public, as evidenced by the emergence
and spread in many higher education institutions, at cultural and educational centres, schools and even kin-
dergartens, where folklore is collected, studied and promoted.

The scientific novelty of the article is to carry out the systematization of scientific studies of Ukrainian
youth folklore and ensemble performance, to comprehend this type of folklore activity as a holistic phe-
nomenon that is peculiar to the entire system of national song and music art, to identify the historical pecu-
liarities of youth folklore development within contemporary Ukrainian musical space, to outline the main
vectors of the development problem of youth folklore formations in Ukraine, as well as to determine the
polemical character of the study of the decided issues.

L. Hapon (2010), A. Lashchenko (2007) and O. Bench (1990) consider the development issue of per-
forming folklore in their studies, in particular, the issues of education and training of secondary singers,
as a component of the Ukrainian folk-choir tradition. I. Pavlenko (2013) systematizes the variety of per-
formance forms and styles of folklore tradition at the present stage of its life. In recent years, the issues
of mastering the authentic manner of singing and traditional musical material in the contemporary urban
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secondary youth folk group, mastering the local performing tradition and related to this problem the find-
ing issue of a reference sound in the folk tradition are in the practice of the article’s authors (Sinelnikova
& Sinelnikov, 2019a; 2019b) who, in their theoretical and practical searches, turn to the works of famous eth-
nomusicologists of our time: S. Hrytsa (2017), A. Ivanytskyi (2013), V. Shchurov, O. Bench (1990; 2008),
M. Musinka (2006), A. Mekhnetcov (2014), G. Sysoeva, V. Osadchaya, R. Sliuzinskas (2009; 2010; 2012),
N. Zhulanova, E. Efremova and I. Telyukh (2018), M. Skazhenik (2018a; 2018b), A. Furdychka (2015a;
2015b), I. Dovhaliuk (2018) and others. However, despite the considerable achievements of contemporary
folklorists, musicologists and practitioners, we believe that the ways of the development issues of secondary
folklore and its role in the development of the musical culture of modern Ukraine (in connection with its
narrow specialization) have not been adequately covered in national ethnology.

The purpose of the article

The purpose of the article is to summarize data on the emergence and development of youth folk music
groups in Ukraine; to outline their place and role in contemporary Ukrainian musical culture; to stress the
problem points of mastering the folklore material by the participants of secondary collectives; to identify the
role of urban youth folk music groups as a chain linking traditional rural and modern city cultures.

Presentation of the main material

Due to the changes that have taken place in the public perception regarding the place, role and value
of national folklore in the social environment, as of today a widespread direction of vocal folk art has been
formed. They are youth folklore ensembles. An art expert 1. Pavlenko (2013) aptly notes: “Contemporary
folk-song performance has arisen within the folklore tradition and today represents a variety of perform-
ing forms and styles, widespread in song and performing practice at various levels of life from amateur to
professional. Thus, the process of formation and existence of folk-song genres has a picture characterized
by the presence of several main directions of performance: traditional band singing (authentic), vocal en-
sembles of modern life, folk choral singing” (pp. 722-723). 1. Pavlenko (2013) considers them in the section
“Vocal ensembles of modern life” and together with E. Efremov refers to the so-called “secondary folklore
ensembles”, which “reconstruct the performance of folk-song records..., that mainly consist of people who
are far from everyday life of folklore sources, but strive to follow in their work the traditions of the primary
folk environment” (pp. 723-724).

We find it necessary to make a historical retrospective and to note that the aiming for stage representa-
tion of authentic folklore material in Ukraine is primarily related to the artwork of the Okhmatov folk choir
under the direction of Porfiry Demutsky (the Okhmatov village, now Cherkasy oblast) that was “the phe-
nomenon of authenticity in concert practice”, indeed P. Demutsky believed that the purpose of such singing
unity, on the one hand, is “preservation for the offspring the collective nature of music-making, and on the
other — formation of patriotic consciousness and a sense of belonging to the art of the people” (Lashchenko,
2007, p. 117).

However, at the turn of the 1920s — 1930s, folk music groups gradually changed their genre-orienta-
tion: the peasants were “offered” to learn a Soviet song; instead of a first singer, there was an instrumental
(as arule) accordion entrance, and an adherence score replaced a vocal improvisation. This process of gen-
uine folk traditions amputation lasted until the end of the 1950s, when “in folk singing, identity gave way
completely to the usual forms of performance”, which “became embodied in the specific singing movement
of folk choirs, which peak occurred in the 1970s” (Lashchenko, 2007, p. 118). O. Bench (1990) adds:
“Traditional folklore performance was not considered by national ethnomusicology as an independent area
of culture, with immanent aesthetic performance laws until the 1970s. Elemental analysis of folk song was
far from the needs of practice”. As a result, “a gap has occurred between the rich traditions of the people and
a whole generation of people who are unable to apply them to life” (pp. 233-234).

Since the 1980s, in Ukraine, in particular, in Kyiv, the tendency of folk music to back to basics took
a definite shape, and original folk groups emerged. The emergence of youth vocal and ensemble folk for-
mations in the late 1970s — early 1980s in Ukraine, Russia and European countries affected significantly the
nature of folklore mastery in the amateur art/performance - shifted towards the approximation and preserva-
tion of dignity and integrity in semi-stage/stage interpretation. The attraction to genuine — not cultivated —
folklore, the direct development of local, regional traditions, the “use” in the original folk culture of those

128



MY3NUYHE MUCTENTBO
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepist: MuctenrsoznaBctso. Bum. 41 ¢ ISSN 2616-4183 (Online)

social groups (often urban youth and the clerisy) who are not genetically related to traditional folk culture,
has significantly increased.

On this basis, urban youth ensembles and non-stage/semi stage-oriented groups are emerging and increas-
ing the number of their followers. Real-life communication, direct transfer of traditions from master (teacher)
to student, lack of clear boundaries between the stage (performers) and the audience — all this became decisive
and especially attractive when engaging young people to folklore increasingly. Numerous festivals of folklore
and folk art in Ukraine and in Europe confirm this desire and give reason to speak about a certain tendency of
the revival of folk culture by the youth, about the revival and development of a kind of “folklore education” in
the aforementioned youth ensembles and amateur groups.

Until recently, the idea that folklore source came from the village has been dominant and the city culti-
vated its urban values and tastes. Today, the situation has changed dramatically: a new wave of attention to
folklore is coming from the city, the first and main carriers of it are the urban residents. Youth folk bands are
everywhere today, are commendable, although there is still some distrust and prejudice about them. However,
often the secondary groups become advocates of authenticity, demonstrating a more insightful and subtle
knowledge of folk art. In addition, these are no longer isolated cases, but a gross trend. Watching this “urban
fashion”, the villager, and especially the youth, re-overestimates the cultural heritage of the people.

“The very fact that folk-ensemble singing has come to the foreground in recent decades testifies to its
cultural-creative role”, — A. Laschenko points out (2007, p. 119). The scientist is right: “... the mainspring
behind the revival of folklore foundations of singing is the city clerisy, including the students of special higher
educational institutions of music, and in general the students of Kyiv. It is they who, already on the basis of
scientific knowledge,... rather “aggressively” correct the “pseudo-folk™ choral style, which flourished until
recently ... The progressive creative intelligentsia gradually “eradicates” the stereotype of equality for all, the
commonality of folk-writing principles, the intrusive Christian principles consciousness, trying, at least in con-
cert-performing practice, to be guided by the nation’s natural singing experience” (Lashchenko, 2007, p. 119).

It is worth noting that, despite the achievements and the considerable experience of the best youth folklore
ensembles, working with folklore presents some difficulties for many of them. Such secondary groups face the
difficult task of finding a repertoire, developing a musical dialect of a particular local/regional style. O. Bench
(1990) outlines several typical problems faced by youth folk groups in the city. First, it is the artistic adoption
of a folk song through recording and harmonization that leads to the loss of its most essential performing
components and, most importantly, to its academization. Second, it is an attempt to consider folklore perfor-
mance outside its natural landscape — a regional tradition: this trend leads to an abstract understanding of the
essence of folklore. O. Bench (1990) emphasizes the impossibility in the creative activity of youth folk groups
to “reduce different regional manners of singing to a “common national” manner”, since “the term itself is ab-
stract and does not correspond to reality. This tendency resulted in large losses in traditional performance and
a levelling of regional performance” (p. 234).

A. Lashchenko (2007), stressing the need for folklore specialists to have “special competence” due to
the natural combination of their practical activity of science and performing practice, adds: “Unfortunately,
a casual attitude to folk-ensemble singing still takes place, and we often hear pseudo-folklore programs that
are “covered” by the spectacular effects of folk attributes” (p. 122). L. Hapon (2010) points to another sore
subject: “Most folklorist musicians, through the conjuncture of trivial to “survive” in the art world, recourse
to a variety of experiments, in particular, through pop performance” (p. 295) that discourages advanced tradi-
tions’ perception.

Naturally, the activities of secondary collectives are influenced by various factors: from the activities
of authentic rural folk bands to performances by professional ensembles/choirs. The first ones saturate them
with information, give song samples of the repertoire; the second ones attract as a standard of skill imitation.
However, most secondary collectives often use folklore material that is arranged professionally, where local
performing rural traditions are transformed for stage performance, but an approach to use folklore in concert
activity only does not automatically lead to its widespread among broad population, urban and rural youth.

In our opinion, showing the folklore heritage on stage is only the first step of the folklore collective’s
outreach activities. However, we cannot but agree with A. Lashchenko (2007), who states: “Under folklorists’
educating, they must be involved in the performance process. Since only a personal sense of the folk singing
power (or the instrument playing) stimulates the growth of research interest in this field” (p. 122).

Therefore, the main task of the youth folklore collective should be to return the song into everyday
life, to develop the culture of the population, especially the youth, children, and adolescents, who today are
often better acquainted with contemporary foreign music than their folk songs. National song traditions can
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be preserved if the younger generation knows these songs can sing them, use them in everyday life and on
holidays, and such work should be rendered active in school and within the family. After all, “in the real ...
rural environment, it is known ... with few exceptions, there are now no favourable conditions for the field
survey, and hence for the acquisition of the folk-music tradition” (Hapon, 2010, p. 294).

The city youth folk groups should become the link between traditional rural culture and the modern cul-
ture of the city. For this purpose, it is necessary to create a system: rural folk groups or folk artists — carriers
of traditional song culture — urban youth groups — school groups — the population of the city. To ensure the
functioning of this system, it is necessary to practice regular meetings of urban youth groups with authentic
groups/folk performers; to activate the folklore expedition activity of young citizens-folklorists, the result of
which should be the record of folk songs; to study which situations of singing folk songs most harmoniously
fit into the city context, provide the traditions’ bring back in new conditions for them. In this sense, there is
a need to create both folklore ensembles’ song concert and game-oriented programs on the basis of folk tra-
ditions (holidays, open-air festivals, and vechornytsi (evening parties)), which would involve activities based
on folk creativity in the free time of the population, youth, children of the city, who would be taught to sing
folk songs in a relaxed atmosphere. In recent years, such kinds of leisure-time activities have been applied at
the National Centre of Folk Culture “Ivan Honchar Museum”, where everyone can take part in vechornytsi,
practice in traditional decorative and applied art at one of the museum’ studios, turn children to the folk songs
singing and sacral folklore game playing in one of the children’s studios.

It is very important for the participants of youth folk groups to understand that they are more than per-
formers of folk song, but also agitprops of national intellectual culture, heirs of traditions of folk artists,
communicators between the past and future of the Ukrainian people, on whom it depends, whether a folk
song will function in everyday life. Therefore, “today, urban singers have the same motivation to sing as
rural singers do. It is to give a new lease of life to folk songs as an artistic heritage of the people” — for that
to happen “the urban folk music bands should get it down to a fine art, performing a sound image and, if it
is possible, the ethnic stereotype of the behaviour of the rural master — a keeper of the singing tradition”
(Sinelnikova & Sinelnikov, 2019a, p. 98).

Conclusions

Now at a totally new level of consolidation, representation and promotion of the traditions of local and
regional performance, maintaining the true style of folk song, the folk music groups have developed a clear
understanding of the use of folklore at the stage (amateur performance). Such a project is focused on native,
genuine background, specific national professionalism and at the same time on development with maximum
preservation of the spirit of the original. It is already clear that true folklore is always modern, and it is youth
folklore creativity that seeks to reconcile the various phenomena of modern culture: to unite traditional rural
folklore with the spiritual request of the city’s intellectuals. Together a youth folklore movement and other
youth culture phenomena are united in accordance with social “super-task” — to match the true folk and human
art against the false, spiritlessness of pseudoscience, and creative proactive behaviour in an art environment
and public life against the passive consumption.

The directions for further research are related to the global issues of preserving the inclusive folklore
ecosystem of Ukraine and the key role of youth folklore formations in this art and research process. Today
the youth folk groups are a connecting element between modern city culture and traditional rural culture. In
the following research, the authors consider it necessary to emphasize the ways and perspectives of creative
activity of contemporary Ukrainian youth folklore ensembles, as well as on the challenges and opportunities
of absorption the folklore heritage of Ukraine by professional and amateur collectives of folk music direction.
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ACIIEKTHU JOCJIITKEHHSI | Cinensnikosa Banentuna Bonogumupisua'?,
MOJOAIKHOT O ®OJBbKJIOPHO- | Cinensrikos Isan I'puroposny®
AHCAMBJIEB“OFO CHIBY | 'Kanouoam icmopuunux nayx, doyenm,
B YKPAIHCBKOMY | 23acnyorcenuii npayienux xynomypu Yxpainu, ooyenm,
MUCTEUTBO3HABCTBI | *Kuiscoxuii nayionanvnuii ynisepcumem
kyremypu i mucmeyms, Kuis, Yxpaina

Mera pobOTH — y3aralbHUTH BiJOMOCTI IIOAO TOSBH W PO3BUTKY MOJNOADKHUX (DOMBKIOPHUX KOJNEKTHBIB
B YKpaiHi; TpoaHami3yBaTH icTopiorpadito mpoOieMu; OKPEeCIUTH MicIle 1 POIlb MOJOMIKHUX BOKAaJThHO-aHCaMOIEBUX
(onpkopucTHYHUX (OpMAILii Y CydacHiM YKpaiHCBKIM My3WUHIM KyJabTypi SIK €leMeHTa, IO IIOB’SI3y€ TpaauLiliHy
CUIbCBKY KYJIBTYPY 1 CydacHy KyJIbTypy MicTa; BHOKPEMUTH TPYAHOLI OIIaHYBaHHsI (hOJIBKIIOPHOTO MaTepiainy y4acHUKaMu
BTOPMHHUX KOJIGKTHBIB; BU3HAYUTH IIEPCIEKTHBHU MOIAIBIIONO JOCHIIKEHHSI OKpECIeHOI mpobieMaTnku. MeTomosoris
JOCITIDKEHHST 0a3yeThCsl Ha TaKMX TEOPETHYHMX METOJaX: CHUCTeMaru3allii — Juisi IMi3HaHHS U OCMHUCIICHHS IpOLECY
TIOSIBM 1 PO3BUTKY MOJIOJ’KHOTO BOKaJIbHO-aHCAMOJIEBOTO (POIBKIOPUCTHIHOTO BHKOHABCTBA B YKpaiHi SIK CKJIQJHUKA ii
My3W4YHOI KyJIBTYpH; aOCTparyBaHHS — [UIi JUQPEPEHIIIOBAHOTO pO3IIAAY HAHWICTOTHINIMX pHC OKPECICHOTO
PI3HOBUTy BUKOHABCHKOT HApOIHOI KYIBTYPH; aHANi3y — IJIs BCTAHOBJICHHS 3B’S3KIB MK PI3HUMH PIBHAMH KaTeropii
BUILCHA3BAHOTO BHKOHABCHKOTO CTHWIIIO; CHHTE3y — U1 PO3IIsAy (DOJNBKIOPHO-aHCAMOJIEBOIO CIIIBY SIK KOMIIOHEHTA
iepapxiyHOi CHCTEMHM MY3MYHOI KyJAbTypH YKpaiHH. Takok BHKOPHCTAHO JKEPENIO3HABYMM METON VISl JOCIIJDKEHHS
ICTOPHYHHMX YMOB TIOSIBU MOJIOMIKHOTO BOKaJbHO-aHCaMOJICBOIO BHKOHABCTBAa Ta HMOro XapakTepHHUX O3HaK. Haykoa
HOBH3HA POOOTH TOJISATAa€ B CUCTEMATH3allll HAYKOBOTO MOCBIAY MOCIIKEHHS MOJIOADKHOTO (hOJIBKIOPHO-aHCaMOIEBOTO
BHKOHABCTBA Ta Y BICBITIICHHI OCHOBHHX TEOPETUYHO-TIPAKTUYHIX ACHEKTiB POOJIeMH PO3BUTKY BOKaJIHHO-aHCAMOIEBUX
(donpkmopucTHYHAX (popMarii B YkpaiHi. BUCHOBKH. VY3araapbHEHO HAyKOBHH JOCBIJ MOCTIUKCHHS IIPOOIEMHU
PO3BUTKY MOJIOADKHOTO (DONBKIOPHO-aHCAMOJIEBOTO CITiBy. BH3HaueHO AMCKYCIHHMIT XapakTep BHBYCHHS IMPOOIEMH.
CucreMaTH30BaHO pi3HI IJXOAM JI0 OINAHYBAaHHS TPAIAMIIMHOTO BHKOHABCTBA B MOJOADKHHUX (DOIBKIOPHCTHYHMX
(dopmarrisix. BusBieHO icTOpHYHI OCOONMBOCTI PO3BHUTKY MOJOIDKHHX BOKAJIBHO-aHCAMOJCBUX (DOIBKIOPHUCTHUHHUX
KOJIEKTHBIB y Cy4acHil yKpaiHChKiii My3H4Hiil KyJbTypi, IO TIOB’SI3YIOTh MiXK COOOIO TpaJHULiiHy (aBTEHTHYHY) CUIIbCHKY
KyJBTYpY 3 1l IHKITFO3UBHOIO (PONBKIOPHOI0 €KOCHCTEMOIO 1 CyJacHy KylIbTypy Micta. OKpecIeHo IUIAXH Ta NePCIIeKTHRU
PO3BHUTKY CyYaCHHX MOJIOADKHHUX (DOTBKIOPHUAX aHCAMOITIB.

Knrouosi crosa: $Hompkinop; MononiKHUHA GonbKIOpHHI aHCaMOITb; TpaauLiifHa KyAbTypa; TPaauiiiHe BAKOHABCTBO

ACHEKTBI UCCJIEJOBAHUSA
MOJIOAEXKHOT'O ®OJIbKJIOPHO-
AHCAMBJIEBOI'O ITIEHU A

B YKPAUHCKOM
HNCKYCCTBOBEJIEHUHU

Cunenbnukosa Banentuna Bnagumuposna'?,
CunenpuukoB MBan I'puropbeBuu®

'Kanouoam UCTNOPUYECKUX HAYK, OOYeHM,
23acnyocennvlii pabomuux Kynmypul Ypaunst, Ooyenn,
AKuesckuil HAYUOHANLHBII YHUGEPCUMEN

Kynomypwl u uckycems, Kues, Yxpauna

Llenp pabGoThl — OOOOIIMTH CBEACHHS O TMOSBICHUM W Pa3BUTUM MOJOJCKHBIX (DOJBKIOPHBIX KOJUIEKTUBOB
B YKpauHe; MpOaHAM3UPOBaTh HCTOPHOrpaduio MpoOIeMbl; OMNPEACIUTh MECTO W POJIb MOJOJCKHBIX BOKAIIBHO-
aHcaMONEBBIX (PONBKIOPHBIX (popMarmii B COBPEMEHHOH YKpPaWHCKOW MY3BIKaJbHOW KyJIbType Kak eJeMEHTa,
CBSI3BIBAIONIETO MEXTy COOOH TPAIMIIMOHHYIO CEJIBCKYIO KYJIBTYPY M COBPEMEHHYIO KYIBTYPY TOPOZa; BBLICIHTH
TPYIHOCTH OCBOCHHUS (DOJBKIOPHOTO MaTrepuajia y4aCTHHKaMH BTOPHYHBIX KOJUIEKTHBOB; OIPENCIUThH IIEPCIIEKTHBBI
Mertononorust  McclieioBaHUs  Oa3upyercss Ha  CIISTYIOIINX
JUIs TIO3HAHMS M OCMBICJICHHS TIpollecca MOSBICHHUS U Pa3BUTUSA
MOJIO[EKHOTO BOKaJbHO-aHCaMOIEBOrO (DONBKIOPUCTHYECKOTO HCIOMHUTENBCTBA B YKpPaHHE KaK COCTABHOM 4acTH
€e My3BIKaJIbHON KyNBTYpbl; aOcTparupoBaHust — i JU((EpEeHIMPOBAHHOTO PACCMOTPEHUs CYLIECTBEHHBIX YepT
HA3BaHHOW PAa3HOBUIHOCTHU HCIOJIHUTENbCKONM HAapOAHOM KyJbTYphl; aHajiu3a — JJIs1 YCTAHOBJIEHHUS CBSI3€H Mexay

Z[aJ'II:HefIHIeI‘O HCCIICAOBaHUA JTOM HpO6J'I€MaTI/IKI/I.
TCOPETUYCCKUX METOAAX: CUCTEMAaru3alnuu —

pa3IMYHBIMH YPOBHSMH KaTerOpHil BBIIICHA3BAHHOTO WCIIOJIHUTEIBCKOTO CTHISI; CHHTE3a — JUIsl PAacCMOTPCHUS
(ONBKIIOPHO-aHCAMOIEBOTO TEHUSI KaK KOMIIOHEHTAa HEepPapXMYEeCKOM CHCTEMBI MY3BIKAIBHOW KYJIBTYPHl YKPAWHBI.
Taxoke MCrONB30BaHO MCTOYHUKOBEUECKUI METOJ] JUISl MCCIIEIOBAaHMUs UCTOPHYECKUX YCIOBHI MOSBICHHS MOJIOIEKHOTO
BOKAJIbHO-aHCAMOJICBOI'O HCIIOJHUTEILCTBA U €ro XapaKTECPHbIX ITPU3HAKOB. Haquaﬂ HOBH3HaA pa60T1)1 3aKJII0YacTCAa
B CHCTEMaTH3allMM HAyYHOTO OIbITA MCCIIEIOBAHMUS MOJOIEKHOIO (POJIBKIOPHO-aHCAMONIEBOTO HCIIOIHHUTEIBCTBA
U B OCBEIICHMHM OCHOBHBIX TEOPETHYECKUX M INPAKTHYECKHX ACIEKTOB IPOOJIEMbI Pa3BUTHS BOKAJIbHO-aHCAMOJICBBIX
¢onpkmopHEIX (opMarmii B YkpamHe. BwiBombl. OOOOIICHO HAYYHBI OINBIT HCCIICNOBAHHSA TIPOOIEMBI Pa3BHTHS
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MOJIOIEKHOTO  (PONBKIOpHO-aHCcaMOreBoro mieHus. OrmpeneneH AUCKYCCHOHHBIA XapaKTep W3YYCHHS MPOOJIeMEI.
CucreMaTH3UpOBaHbI PA3TMYHBIC MTOAXOABI K OCBOCHHUIO TPAJIUIMOHHOTO HCTIOIHUTEIBLCTBA B MOJIOZICKHBIX (DOTBKIOPHBIX
¢dopmaryix. BeIsBiIeHO HMcTOpHUYECcKHe OCOOCHHOCTH Pa3BUTHS MOJOJIESKHBIX BOKaJIbHO-aHCAMOJEBBIX (DOIBKIOPHBIX
KOJUIEKTHBOB B COBPEMEHHOW YKPAaWHCKOM MY3BIKQIBHOM KyJIBTYype, YTO CBSI3BIBAIOT MEXIYy COOOH TpaJuIIMOHHYIO
(ayTCHTHYHYIO) CEJILCKYIO KYJIBTYPY C €€ MHKIFO3MBHOW (DOJBKIOPHOW 3KOCHCTEMOW M COBPEMEHHYIO KYJBTYPY IOpoa.
OrpeieieHbl Iy TH 1 IEPCTIEKTUBBI PA3BUTHSI COBPEMEHHBIX MOJIOIEKHBIX (DOJIBKIOPHBIX aHCAMOJIEH.

Kniouesvie cnoea: (Hhonpkiop; MONOAEKHBIN (DONBKIOPHBINH aHcaMOllb, TPaJHULMOHHAS KyJBTYpPa; TPaJAWUIMOHHOE
HCTIOJTHEHHUE
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B xomumemrii «[lotoma» 1. CrpaBHHCBEKOTO. AKTYyaJbHICTP TEMH BH3HA4YCHA KIFOYOBOIO POJUTIO TBOpUOi (irypu
I. CrpaBuHCBKOTO UIT KYNBTypH XX CT. Ta 3aTpeOyBaHICTIO HOTO CIAANIMHU B Cy4YacHili BHKOHABCHKIH MPAaKTHUII.
Komro3nTop He TUTBKM BiIKPHB HOBI TOPU30HTH B My3UYHOMY MHUCTELTBI, ajie # y3arajJbHUB TaKy HaHBaXKJIMBIIIY SKICTh
KyJIBTYPHOI ITapaJJuIrMH eroxXu, sIK CTUJILOBE Pi3HOMaHITTS. TBOpH aBTopa, O0COOIMBO Mi3HBOTO IEpioxny, Ta iX AyXOBHA
CKJIJIOBa 1 HHUHI NMOTPeOyIOTh IPYHTOBHOIO JIOCII/DKEHHS B Cy4acHOMY MHCTEUTBO3HABCTBI. MeTononoriyna ocHoBa
poboty Ga3yeThesi Ha IHTOHALIMHIM KOHIIEMIIT My3HKH B aclieKTaX CTHIIICTUYHOTO i €THMMOJIOTTYHOTO aHalli3y, a TaKoXK
Ha MDKIUCHIUIUTIHAPHOMY W 1CTOPUKO-KYITBTYPOJIOTIYHOMY TiIXO0JaX, 10 Jal0Th 3MOTY BHSIBHUTH JYXOBHI Ta JKaHPOBO-
IHTOHAITIHI OCOOJMBOCTI TPaKTyBaHHS CIABLIGHOI CEMAaHTHKH B 3a3HaYEHOMY TBOpI KoMIto3uTopa. HaykoBa HOBHU3HA.
VYrepiue y3arajabHEHO TyXOBHO-CMHCIIOBY, KaHPOBO-IHTOHAIIMHY Ta JpaMarypriudy poib noetuku Te Deum ta Sanctus
B KOMITIO3UIIHHOMY IIijIoMy MicTepianbHoro 3axymy «lloromy» I. CrpaBuncskoro. BucHoBku. «IlTotom 1. CtpaBuHCHKOTO,
CTBOpPEHHMH Ha MEPETHHI PI3HOMAHITHUX JKaHPOBHX TPAIMIiN (omepa, KaHTara, OajeT), sIKi MO€IHAHI THUIOJOTIYHHUMHU
O3HaKaMHM MicTepii («TenemicTepii»), CHMBOIII3y€e 0a30Bi IyXOBHO-CTHIIBOBI HACTAHOBU KOMIIO3UTOpA B Mi3HI mepiof Horo
TBOPYOI IisUTBHOCTI, 3BepHEHOI g0 0i0miitHol Temaruku. CraBocioBHi posaiiu «Ilotomy» 1. CrpaBuncekoro (Te Deum
Ta Sanctus) penpe3eHTyI0Th, 3 OMHOTO OOKY, KaHPOBO-CTHJIHOBI ITyKaHHS aBTOPA, IO BiIKpUBa€ It ceOe IHTOHAIIIHO-
CEeMaHTHYHI MOXJTUBOCTI CEpifHOI TEXHIKH, SKa B 3arajibHii KOHIIETIIII] TBOPY CTA€ CHMBOJIOM «BCEIeHCHKOTO MOPSAKY».
3 iHmoro OOKy, BOHH BH3HAYAIOTh TyXOBHO-PENITiifHI HACTaHOBU CBITOBiM4yTTS I. CTpaBHHCHKOTO, SIKi 3aCBiTYyIOTH
CXHMJIBHICTH MUTIIS /IO €KyMEHI3MY B jyci Tpaaniiii «Henominenoi nepkBm» Ta ii CXiIHOXpPUCTHSIHCHKOT ICHE3H.

Knrouoei crosa: «llotom» 1. CrpaBuHChKOro; Mictepist; cepiiiHicTs y TBopuocTi I. CrpaBuncbkoro; Te Deum; Sanctus

Beryn

I. CrpaBuHCHKMIT y CcBill yac po3mipkoByBaB: «llepkBa 3Hana Te, mo 3HaB JlaBua: My3uka crnaButh bora.
My3uKa 31aTHa c1aBuTH Moro B Tiil ske Mipi a60 HaBiTH Kpallle, Hix apXiTeKTypa i Bce 03100/CHHS [EPKBH;
ue ii Halikpama npukpaca. Glory, glory, glory!» (CrpaBunckwmii, 1971, c. 275). 1li cnoBa cBiguare HE Tijlb-
KM TIPO DIMOMHY AYyXOBHOI MO3MILIT BUIATHOTO KOMITO3UTOpa XX CT., ajie i mpo YCBiIOMIIEHHST HUM BHCOKOI
JyXOBHOI Micii My3WYHOTO MHCTEITBA, SIKOMY BiH OyB BITaHWI YIPOMOBXK CBOTO JKUTTS. PeTpocrieKTuBHUI
MOTISAT] HA KYJIBTYPY MHHYIIOTO CTOJITTSI BUSIBIISIE IIEHTpAIbHE TIONoXKeHHs TBopuoi ¢irypu I. CtpaBrHCHKOTO
B MHUCTEITBI HOTO 4acy. « YBIpPBaBIINCh Y €BPOIEHCHEKY My3WUHY KYJIBTYpY 31 CIIABOIO “‘CIIPaBKHHOTO BapBapa
i mrauHor BumrykaHoro muctentsa’” (E. Jlano), [. CtpaBUHCEKHI BUSBUB Y CBOEMY MUCTEIITBI TUBOBIKHHUN
Jap “XymoKHBOTO MPOTEi3My” — MPUIYYEHHS A0 CBITOBOro (JOHAY “ICTOPUYHMX CIOBHHUKIB”, (hOPM i CTHUIIIB,
3[aTHOCTI 70 iX TBOpYOi amanTtanii. CXUIBHICTh JO BUHAXIUIMBOCTI MOEAHYBANACS B HHOMY 3 TJIAHTOM ‘KOH-
CTpYKTOpa™: IO HOBOTO BiH 3aBXK]IU HIIOB (32 HOr0 BIACHUM BUCJIOBOM) Yepe3 “pPEMOHT CTapHux KOpaliiB — pe-
KOHCTPYKIII0 HAKOITMYCHOTO JIOCBIJy, BUSIBIICHHSI B HHOMY JIOTIKM MHCJICHHS 1 TIpaBHJI OpraHizallii st 3acTo-
CyBaHHS B YMOBax HOBOTO Hacy...» (Epémenko, 2014, c. 78). EBomroriitHa cripsMOBaHICTb TBOPUOI TisSUTBHOCTI
1. CrpaBHHCBHKOTO TTO3HAYMIIACS HE TUTHKU HA TIOETHIII HOTO My3UYHOI MOBH, aJie i Ha 1i [yXOBHO-CEMaHTHYHUX
SIKOCTSIX, 1110 IEMOHCTPYIOTh IIOCTYIIOBUI PyX BiJl MICTEPialbHOCTI «apXaiko-aHTHYHOI MOJIEI 10 CEPEeHbOBIU-
HO1, BiJl MAaHTEICTHYHOI A0 TEOLEHTPUYHOI, Bijl 3MUYHUIBKHUX i7Iel, OB sI3aHUX 3 BIAPOKEHHAM MPUPOIH IO
XPUCTUSHCHKHX i1eH 1po BiapomkeHns monactea» (Kypanosa, 2017, c. 182-183).

BueBuknaieni JyMKU CBi4arh MpO HIMPOKHNA CIEKTP JTyXOBHO-CMHCIIOBOTO Ta YKaHPOBO-CTHIBOBOTO
CKJIQIHUAKIB TBOPYOTO CIAIKy KOMIIO3UTOPA 1 CMHUCITH HOTo AisubHOCTI. OCOOMMBUIA iHTEpEeC B IIOMY TUIAHI BU-
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KITMKAE Ti3HiHM mepion TBopyocTi I. CTpaBUHCHKOTO, 30CepePKeHNH caMe Ha TyXOBHO-XPHUCTUSHCHKIA TeMaTHIII
Ta 11 aBTOPCHKIil iHTepIpeTalii y BiATBOPEHHI 1 peKBIEMHO-MEMOPiaIbHOI, 010JIIHOT TeMaTHKH, 1 CITaBOCIIOB-
HOI, 110 B CYKYITHOCTI CTalOTh XYAOXKHIM BTUICHHSM (GKHUTTS TyXy». [lyXOBHO-MicTepianbHa mapajurma TBO-
piB I. CTpaBHHCBKOTO OCTaHHBOTO TIEPiOAY, IO BiJKPUBAE HOBI «T€PMEHEBTHYHI KOJIa» CHaKy KOMIIO3UTOpa Ta
HOT0 aKTyaJIbHICTh Y ME¥Kax Cy4acHOi KyJIbTypH, HAHTOBHIIIe CKOHIIEHTpoBaHa B kommo3uiii «[lotomy» — TBopy,
SIKWH JIMIIEe B OCTAHHI JECSTUIIITTS CTaB MPEIMETOM OKPEMUX HAYKOBHX JIOCHTI/KEHb B YKPailHCHKOMY MHCTE-
LITBO3HABCTBI.

HayxoBa HOBHM3HA CTaTTi BU3HAYAETHCS THM, IO B Hil yIiepIe y3aralbHEHO TyXOBHO-CMHUCIIOBY, YKaHPO-
BO-IHTOHALINHHY U ApaMarypriuty posb noetuku Te Deum Ta Sanctus B KOMIIO3ULIIHHOMY LIJIOMY MiCTepiaibHO-
ro 3agymy «Ilotomy» I. CrpaBuHCEKOTO.

Posmsin mociipkenpb 1 myOsikaiiid OCTaHHIX JECATIIITh BUSBISE 3POCTAIOYY YBary cepell My3UKO3HaB-
uiB g0 crmammuHu [. CrpaBunchkoro. [lopsin i3 BigoMUMM JOCHTIDKEHHSIMH, siKi Hanexarh b. Acad’ey,
b. SpycroBcekomy, M. Mpyckiny, C. CaBenko (2001) ta myOmikamismu pobit camoro I. CTpaBHHCHKOTO
(CrpaBunckuit, 1963; 1971; Bapynm, 1988), BapTo BUAIIATH TaKOXK TIparli, KOTpi Oe3MmocepenHbo 3BEpHEH] 10
II3HBOTO TIEPIOy TBOPUOCTI KOMIIO3UTOPA, 30Kpema 10 «llotormy». Cepen Takux 0cOONUBY 3aIliKaBICHICTh BH-
KJIIMKaIOTh HayKoBi po3Biaku B. [miBincekoro (1995), FO. Kypanosoi (2016; 2017), 3. Uepnyxu (2016), O. Onaneit
(2017), I'. €pbomenko (2014), O. Apkenosoi (2002), a Takox crarti O. Jlykamosoi (2015) ta b. XKynkoBckkoro
(2018), 110 BUCBITIIIOIOTH CIICIM(IKy peiriiiHoT no3ullii komrno3utopa. BogHovac mpora Ta 0araTroacrnekTHiCTh
MOETHKHU Mi3HBOT TBOpYOCTi I. CTpaBUHCHKOTO, 30KpeMa CIIaBOCIOBHOTO ckiagHuKa «[loTomy», IeBHUM YHHOM
CTUMYITIOE ITOTpeOy HOTO TONaIBIIIOT0 MUCTEIITBO3HABUO-(DiTocodchkoro ocMucieHus. [Ipu geraapHOMY aHalti-
31 cepiitHOi TexHiku I. CTpaBUHCHKOTO B 3a3HAYEHOMY TBOPI, HOTO JIaI0BO-1HTOHAIIIIHOT Ta )KaHPOBOI crienniku
11032 TI0JIEM JOCIITHUIIFKOI YBAark ¥ IOCI 3aJIUIIA€ThCS WOTO CIIABOCIIOBHUMN CKIIaJIHHK, KU BUKOHY€E (DyHKIIIi
oOpamJIeHHs KOMITO3MLIT Ta Oarato B 4OMy BU3Haua€e JTyXOBHO-CMHUCIIOBY CIIpsAMOBaHicTh «[loTomy».

Merta crarTi

Mera cTarTi — BHSIBIICHHS IHTOHAIITHO-CMHUCIIOBOI CIIEIM(DIKH BiATBOPEHHS 00pa3iB XBaTiHHI-CIIABO-
ciiB’ s B koHmerii «[loromy» I. CTpaBHHCEKOTO Ha OCHOBI iHTOHAIIIHOT KOHIIETIIIT MY3UKH B paKypCi CTHITiC-
THYHOTO, €THMOJIOTIYHOTO aHaJIi3Y, @ TAKOXK 3aB/SIKH MUKAUCIMILUTIHAPHOMY Ta iCTOPHKO-KYIIBTYPOJIOTTYHOMY
MIX0aM.

Buxnan marepiany gocaiizkeHHs

JKaHpoBo-CTHIIEOBA Ta CMHUCJIOBA PI3HOMaHITHICTH cmafky I. CTpaBHHCBKOTO, BijoMOTro y XX CT. sIK
«xommozutop 1001 cTumroy», Mo3HauMIacs Ha €BOJNIOMI] Ta IOCTIHHOMY OHOBJIIEHHI TBOPYHMX HAIPSAMIB HOro
JisUTBHOCTI, OYATOK SIKOT XapaKTepU3yBaBCs 3HAUHUM 1HTEPECOM /10 POCiiicbkoi TeMaTuku. 3aHypeHHs B KaH-
POBO-CTHJIBOBI 3aca i HEOKJIACHLIU3MY CTUMYJIIOBAJIO 3pOCTaHHS YBarn KOMIIO3UTOPA 0 aHTHYHHUX 00pa3iB.
[Ti3Hi#t mepiox #Oro TBOPYOCTI O3HAMEHYBABCSI IOMiHYBaHHSIM Oi0MiHOT JKaHPOBO-TEMAaTHYHOI cepH, 3Bep-
HEHOT JI0 BIYHUX TE€M CBITOBOI KyJIbTYpH i MucTenTBa («CBsIEHHHHI MTICHECITIB HA YeCTh arocTona Mapkay,
«PexBiem», «Ilmaa mpopoxa lepemii», «Monyment J[xe3yansao i Benosa go 400-mittsi», «[lotom» Ta in.).
IaToHamiitamA ckiag My3ukH [. CTpaBHHCHKOTO B IIEH TIEPio CTa€ OLIBIT «CTPUMAHO 00’ €KTUBHUM Y BTUICHHI
TparemiiHUX TeM, JpaMaTHYHUX MepekuBaHb (“‘iHTeneKTyamizamis emorii” 3a M. [pyckiHuMm), nocsrarodn
IrpaHMYHOT KOHLEHTpALlii, EKCTEHCHUBHICTb MOCTYNA€THCSI MiCLIEM IHTEHCUBHOCTI BUPa)KeHHS, My3HKa BTLIIOE
KUTTA AyXy, 110 Bonae 1o bora» (Epémenko, 2014, c. 79).

[Ipo mparHeHHs 10 pO3IMUPEHHSI Ta 30aradeHHs )KaHPOBOT NaNlITPH CBOET TBOPUOCTI 3aBISIKH 3BEPHEHHIO
JI0 TUTIOJIOT1] CTAPOBMHHO]I TyXOBHOT MY3HKH Ta ii MPOTOTHUIIB CBiAYaTh BUCIOBIIOBAHHS CAMOTO KOMITO3UTO-
pa, SKui 3a3HauuB: « Sk Mu 30iHITH 0€3 CBSIIEHHUX MY3UYHHX CITYyKO0, Mec, CTpacTel, KaJeHIapHUX KaHTaT
MIPOTECTAHTIB, MOTETIB 1 TyXOBHHUX KOHIEpPTiB, BcenomHux i Oarato 4oro ixmoro. Ile He mpocTo BuMepiti
My3U4Hi (popMH, @ YaCTUHU MY3UYHOTO yXy, BUITy4eHi 3 yRHUTKy» (CtpaBunckui, 1971, c. 275).

JKanpoBsi nepeBaru 3pinoro mnepioxy TBopUoi AisibHOCTI I. CTpaBUHCHKOTO NAIOTh MiJCTaBH MOPYIIUTH
MUTaHHS PO PENiriiHICTh KOMIIO3UTOPA, SIKUH HEOAHOPA30BO MiAKPECITIOBAB, IO € «JIIOAMHOI0 BiPyIOUOIO»
(BapyHi, 1988, ¢. 98). HanexHicThb 70 paBociiaB’ s, IIaHyBaHHS HOT0 IIEPKOBHHUX TPAIHUIIIH Ta PUTYalliB — yce
e (GopMyBasIOCs, MOYMHAIOUH 3 TUTAYMX POKIB, X04a, 32 CBITUEHHSIMU MUTIIS, BiTHOIICHHS JIO PENirii B po-
IHI #0T0 0aTHKIB MaJIO MIBUAIIE XapaKTep BiIMOBITHOCTI 0 MIPABHII XOPOIIOTO TOHY. «Y Billi 14—15 pokis,
y Hepiof IOHALBKOTO MOBAJICHHS 3arajIbHOBU3HAHUX aBTOPUTETIB, KOMIIO3UTOP 3a HOTO BIACHUM 3i3HaHHSM,
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30yHTyBaBCS MPOTH IEPKBH 1 BiIIHIIIOB Bi pemirii Maii>ke Ha TPU AECATIIIITTS (IUB. OLTBII ETAIBHO TIPO IIe:
Crpasunckuit, 1971, c. 273-274; ImuBunckuii, 1995, c. 119).

[ToBepHEHHS O BiAHOBIICHHS PENIriHOTO MOYYTTS Yy CBIIOMOCTI KOMIIO3UTOpa BiZOYy/IOCs Mi3HIIIE ik
BIUTMBOM CITIIKYBaHHS 13 MPaBOCIaBHUM CBSIILIEHUKOM, a TAKOX ITiJ] BIUIMBOM MOAIH BIACHOTO XHUTTS. Sk 3a-
3Hauae [. €pbOMEHKO, «IIPUCYTHICTh boxkecTBEHHOT BOJi B 0coOrcTOMY MiKpokocMi CTpaBHHCHKHI BiuyB
y mofisix 30-X pOKiB: Uy/l0 BIACHOTO 3IIJICHHS, MMOCIaHi BUMIPOOyBaHHS (CMEPTh JOUYKH, JPYKUHH, Marepi)
BUKJIMKaMH niofgadi 10 Cumdonii ncanmis, Cumdonii in Ut mocssatu — “Bo cnaBy bora”. Came Tomi B 6ecimzax
3 pociiicekum ¢inocopom [lerpom CyBUMHCHKUM cTany (HOpPMYyBATUCS TOTVISAA KOMITIO3UTOpAa Ha MY3HUYHY
KOMITO3UIIIIO SIK Tary3b mposiBiB [lyxa, sik croci6 oprasizarii BiqHocuH Mixk JltoguaO0T0 1 Yacom» (2014, c. 80).

LikaBy iH(pOpMAIiIO BiIHOCHO PENIriiHUX MOIVISIIB KOMIIO3UTOPA 3HAXOAUMO B JlociimkenHi B. [iBin-
CBKOTO, SIKWH, mocuiaounck Ha cnoragu P. KpadTa, HaBOAUTH TEKCT PaHKOBOT MOJIUTBH KOMIIO3UTOPA, IO
3aKIHYYEThCS HOr0 MparHeHHSIM MPUITydeHHs 10 «BiuHOT Bokoi ciaBu». [Toka3oBo, 110 ciIoBa Ii€l MBU/IIIIC
iHaUBITyanbHOT MOMUTBU I. CTPaBUHCHKOTO € CITIBBIAHOCHUMH 3 OJHIEIO 13 MOJHUTOB MPaBOCIaBHOTO MOJHUT-
BocioBa (muB.: [mBuHCKHUH, 1995, c. 119-120).

BonHouac perniriiiHi DO KOMIO3UTOPA, CXWIIBHOTO JI0 IIPABOCIIAB’ s, yce K Oy/IM JajleKUMHU Bifl HOro
OPTOJOKCANIbHUX KaHOHIB, 1 TSDKIJIM IIBUALIE 10 €KyMEHI3MY, 110 IEBHOIO MipOI0 OOyMOBIIEHO 00CTaBHHAMHU
xUTTs [. CTpaBUHCBHKOTO, OB SI3aHOTO 1 3 POCIHCHKOIO, 1 13 3aXiJHOIO KYJIBTYPOIO, a TAKOX JTOBOJI HIMPOKUM
KOJIOM HOTO TBOPYOro OoTO4eHH:. [7100ami3M, XapakTepHuid Uit MUCIEHHS XX CT., IPOSIBIISIBCS B YSIBICHHSIX
KOMIIO3UTOPA PO CYTHICTh BipH, Y SIKiif BiH Oa4MB «{yXOBHICTh BCHOTO JIIOJICTBA, PUYETHY JI0 3arajibHOI, 00-
JKECTBEHHOI CBITOOYIOBM». Y IIbOMY KOHTEKCTI, BIATIOBIIHO, (DYHKITIFO MY3HKH MUTEIh y0adyaB y ii 3MaTHOCTI
«BHOCHTH IIOPSIIOK y BCE ICHYIOUE», CTBEPIKYIOUN CBOE TyXOBHE KPEZO TAKUM BUCIOBOM: « 5 BipIo B HaAIpH-
ponHwmii cBiTomopsok» (1wT. 3a: Kypanosa, 2017, c. 188).

VYee Buiesaznadene 00yMoBuI0 TSDKiHHS [. CTpaBUHCBHKOTO B OO AYXOBHUX MOINIAAAX 10 MEBHOTO EKY-
MEHi3MY, KOPIHHS SIKOTO BOAYa€eThCsl HacaMIiepell y 1yXoBHO-(inocodcbkiit konuenuii B. ConosiioBa, koTpuit
3arepevyBaB MOJIIJI XPUCTUSHCTBA HA KAaTOJHUIITBO Ta MPABOCIIAB’sl 1 BIZICTOIOBAB 17ICk0 peiriiHol eHOCTI. Sk
3aszHauaB €. Tpyoenpkuii (1913), «ComoBiioB BBaKAB 32 MOXKINBE OyTH IIJTKOM KaTOJMKOM, HE TICPECTAI0UN
OyTH B TOM >K€ 9ac 1 ITUTKOM TIPaBOCIIaBHUM. BiH mpocTo 3amepedyBaB caM (DakT MIHCHOTO MOMITY IIEPKOB,
JIOITYCKArOYH, 10 TOJT iICHYE TUTBKHM Ha TIOBEPXHI 1 HE CTOCYEThCS caMOi BHYTPIIIHBOI CYTHOCTI IIEPKOB-
HOTO XUTTsD» (c. 6). Binromin miei mo3umii 3ycrpivaemo i B mipkyBaHHsX . CTpaBUHCBKOTO, SIKMI HEOTHO-
Pa3oBO CTBEPAKYBaB Te3y MPO AYXOBHY OJIM3BKICTH MPABOCHAB’sl Ta KaroiauuTBa. KOoMIO3WTOp 3a3HayaB:
«51 po3BUBABCS il ICBHUM BIUIMBOM KaTOJIUIIM3MY, IO 4Oro <...> MIJAXOAWIH 1 Mil TyXOBHUH PO3BUTOK,
i Most HaTypa (s1, WIBHJILLIE, JTFOAMHA 3axXi/iHa, HDK cXifHa). [I[paBociaBHa peniris, 10 Ko s HaJIexKy, YTIM, € J0-
CHUTb OJIM3BKOIO JI0 KaTONUIM3MY. | He BapTO TUBYBATHUCS, IO B OJMH MPEKPACHUHN JCHB 51 CTAHY KaTOIMKOM
(tuT. 3a: I'muBuHCKHH, ¢. 120).

Peniriiini momsaau . CTpaBUHCHKOTO 3aCBiTUYIOTh | CXHIBHICTh MHUTIIS JI0 €KYMEHI3MY, 1 10r0 TOJIIOBHOT
i1ei mpo €HaHHS BCiX XPUCTHSHCHKUX LIEPKOB. BigzHaunMo, 1110 111 TEHACHLIS € JJOBOJI TOKAa30BOIO HE TIJIbKH
JUIsL IYXOBHOTO CBITOOAYEHHSI KOMIIO3UTOPA, ajie i /715l €BpONeHChKOI KYJIbTypHO-ICTOPUYHOI TpaaMLii APyroi
nosioBrHM XIX — mouatky XX CT. 3arajiom, 110 KUBUIACS 11eIMHU «TaBHBO3aX1JHOTO MPABOCIIaB’sD» 1 CTapOKa-
TOJIMITBA, & TAKOXK JYXOBHUMH HACTAHOBAMH €BPOIIEHCHKOT KyIbTypH enoxu «HemnosineHoi epkBmy, reHesa
AKOI cATae nmepiomy BizaHTIHChKOT uBiMizamii (AUB. O1IBIT AeTanbHO Mpo 1ie B MoHorpadii O. B. Mypascrkoi,
2017).

BinznaveHi mpyxoBHO-peniridHi mrykanHs KiHig XIX — modatky XX CT. MIEBHOIO MipOIO MO3HAYMIINACS
1 Ha TBOpYii nmocrari I. CTpaBUHCHKOTO Ta Ha HOrO ITYyXOBHO-MY3HYHHUX OITyCax, Ccepell SIKUX MOMYJISIPHUMH
€ 1 TBOpH, MPUYETHI 10 MPABOCIABHOTO OOTOCIYKiHHS, 1 IXHI JTATHHOMOBHI aHAJIOTH, MOEAHAH] 3araJlbHUM
MY3UYHO-TEeMaTHYHUM MatepianoM (auB.: Onaneit, 2017). AHAIOTIYHOTO TUIAaHY JyXOBHO-MY3UYHHH Ta KOH-
(eciitHnit «cMMO0103», TEHETUYHO BUCXIHUH JI0 MiCTepialIbHOI TPaJHIIii, JEMOHCTPYE «MYy3UYHA BHUCTABa
«IToTomy, 3aTyM SIKOT TTOETHAB TPATHUITT XpUCTHIHCEKOTO CXomy 1 3axoxy. [nToHamiiHO-(hakTypHUit Ta KaHPOBO-
CTHIIHOBHH CHEKTP TBOPY OXOIUTIOE 1 TPaIUIlil BI3aHTIHCHKOTO CITiBY, SKUMH, 33 CBITYEHHSIMH KOMITO3UTOPA,
no3HadeHa crenudika posniny Te Deum, 1 micrepianbHy aHrIiicbky npakTuky CepeaHboBiddst Ta GopMu
PaHHBOTO 0araToroxoccs, MO CKIAJIN TEKCTOBO-MY3UYHE MiAIPYHTS OUIBIIOCTI YaCTHH KOMIO3HUIIIT, a TaKOXK
TexHiKy XX CT., KOTpa BU3HaumIa cnenudiky mizHix TBopis I. CTpaBUHCHKOTO.

3amoBrneHHs1 Ha cTBOpeHHs «[loTomy» koMmo3utop orpuMas Bij Tenekomnanii CBS y 1959 p. Ocratouno
TBip OyB 3aBepmieHnd y 1962 p. MacitabHICTh 1€l KOMIIO3HUIIi1, KOTpa BUHHKIIA Ha OCHOBI 0i0miiiHO-MicTe-
plaTbHUX HKeper, 0OYMOBITIOE PI3HOMAHITHICTD ii BHKOHABCHKOTO CKIIAY, O STIKOTO BXOJSTH JIBA COFOIOTHX
6acu (bor), Bucoxwuii Tenop (Jlrorudep / Carana), xop, opkecTp, ApaMaTidHi akTopu st mapTiit Host Ta fioro
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pomuan, OnoBinada Ta iH. OKpiM IHCTPYMEHTAIBHUX, BOKAIFHUX Ta MEJIOApaMaTHIHIX (OMOBiNaIbHHUX) PO3-
nimiB, 1o «IloTomay 3amyueHo Takox XxopeorpadidHi (hparMeHTH.

TekcT TBOpY, ckommonoBanuii P. Kpadtom, cTanoBUTE cO00I0 «MIKCT» CIIPABKHIX TEKCTIB aHIMIHCHKUX
micrepiit Mopkeskoro Ta Uectepehkoro mukitiB XV CT., 0 peNpe3eHTyoTh Koo nogii CTaporo 3amosiry,
CKOHIIEHTPOBaHI HaBKosio TeMu BeecriTHboro [lotomy Ta i 6e3nocepeiHix yuacHUKiB. BojgHouac ceMnyactHa
xommosutis «Ilotomy» (1. Ilpemtomist; 2. Menonpama; 3. byniBannrBo Kosuera (Xopeorpadis); 4. Karanor
tBapuH; 5. Komenis (Hoii Ta #oro xiaka); 6. [lorom (Xopeorpadis); 7. 3amoBiT paiiyri) KOHIIEHTPYE yBa-
Iy cilyxada Ha CUMBOJIIYHOMY PO3YMiHHI IIbOTO «BIYHOTO» CIOKETy. I10TOn TiymMauuThCs SIK «HACTiOK IHep-
BOPOIHOTO TpiXa i MOBTOPIOBAHOI KaTtacTpo(u, yocoOaeHHIM sikoi B enoxy I. CTpaBHHCBKOTO cTana saepHa
o6omba» (Uepnyxa, 2016, c. 163). AconiaTuBHO-CUMBOJIIUHUM XapakTep 3aaymy «lloTomy» HeoqHOPa30BO mij-
KpECJIIOBaB caM KOMITO3UTOD, KU 3a3HauuB: «Jlyist MeHe ictopist Host € cumBoOmivHOM0O, 1 51 ysiBisito co0i Host
sIK cTapo3aBiTHY (irypy Xpucra (B ayepOaxoBChKOMY CeHCl), monioHy g0 Menbxiceneka. Temoro “Tlotomy”
BISIBIIETBCSI HE icTopist Host <...> ane ['pix <...> “Iloton” — me Takox i “bom6a”» (uuT. 3a: [muBuHCcKmiA, 1995,
c. 136-137).

Orxe, 6i0miitHe onoBiganHa B TBOpi [. CTpaBUHCHKOTO HAO0yBa€ Cy4yacHOTO JJISl HOTO €IOXHU 3BYYaHHS.
Ecxaromoriyawuii Mi¢ 1po BCECBITHIHM MOTOI BUKIMKAE TAKOXK acolliallii 3 4acaMu xosioHoi BiiiHu, KapuOcrkoi
KpH3H, 3arpo3u Tperroi cBiTOBOI BiliHH, KyJIbMiHALiMHI MOAIl IKMX Oe3M0cepeHbO OB’ s3aHi caMe 3 movar-
koM 60-x pokiB XX cT., TOOTO 3 wacoM cTBOpeHHs «IloTormy».

CMHCIIOBO-CHMBOJIIYHA MHOYKUHHICTD 1711 TBOPY OOYMOBJIIOE HOT'0 JKaHPOBY CHEIU]IKY, 1110 HE Ma€e aHa-
JIOTIiB Yy TBOPUYOCTI Kommo3uTopa. «[loTom» penpeseHTye o3HaKd ONEpH, KaHTAaTH, OaleTy, IO B KiHIIEBOMY
MiJICYMKy Oe3MocepelHbO CITiBBIIHOCATHCS 3 MICTEpPI€I0 K I'€He3010 O3HadeHuX Tunonorii. Cremudika oc-
TaHHBOI Ha PIBHI «MOYCY MiCTEPIiaIbHOCTI» BHUSBISETHCS B JIOMIHAHTHIN POJIi i€l Bipy B HaIOCOOUCTiICHE
Hayaso, 1o kepye BcecBiToMm, ycTaHOBIEHHsS a00 MiATPUMAaHHS CBITOBOTO MOPSAKY Ta TapMOHIi, 3HAYYIIOT
pomi konuenty «Kutts — Cmepth — Binpomxenns» (Kypanosa, 2016, c. 222). Bonnouac Tpeba BpaxoByBaTH,
o «[lotom» OyB CTBOpEHMIT Ha 3aMOBJICHHS TeJIcOAYEHHs 1 ITiJ] YaC BUKOHAHHS Iepea0adaB TaKOXK IMeBHUN
BiICOPSI, 110 JIA€ ITiICTaBH BU3HAYUTH IIEH TBIp TAKOXK 1 K «Tenemictepito» (3. Uepnyxa). «Ilotom», 3 omHOTO
OOKYy, «IIPUMHUKAE 70 sy TBOPiB CTPaBUHCHKOTO, ITO3HAYCHIX TyXOM MicTepianbHOCTI («BecHa cBsIeHHay,
«Mecay, «llap Exim», «CumMdonis mcanmiBy), a 3 iHIIOTO — a€ SKUHCh HOBUH BUJI MicTepii, 3ac000M ocsT-
HEHHS KaTapCHYHOTO e(eKTy SKOi cTae TenedaueHHs 3 MUTbHOHHOO aynuTopietoy (Uepryxa, 2016, c. 159).

Micrepianbuuii 3agym «Ilotomy» 1. CTpaBUHCHKOT0 00yMOBIIIOE TIEBHUH HOTO ApamMaTH3M, TeaTpabHICTh
penpeseHTalii sSIKoro (HassBHICTh KOHKPETHUX MEPCOHAXIB 3 BiANOBIIHUMHU TEMOPOBO-IHTOHALIIHHIMHU XapaK-
TepucTrkamu, OiHapHi omo3uiii bor — Jlronudep) noexHyeThes, BOAHOUAC, 3 BiICTOPOHEHICTIO ONOBIJaHHS,
TOH SIKOMY 33JIa€ThCS BXKE Ha TIOYATKy TBOPY (TakTu 8—59), M0 BiAKPHUBAETHCS XBAJICOHUM aHTEIHCHKUM TiM-
HoM Te Deum, a Takoxx Sanctus. Ti »x cami TeKCTH-TIMHH BiHUatOTh TBip 1. CTpaBuHCHKOTO (TakTH 527-579).

«Te Deum laudamus» — «Tebe, bora, xBanmumoy... Lle#t ciraBocioBHUH TEKCT 371aBHA OyB MIMPOKO BiIOMUN
y XPUCTHUSHCHKIN Oorociysx00Biii npaktuni i Cxomy, 1 3axony. Ik « AMBpOCiaHCHKHM TiIMH», BiH 3rafye€ThCs
mie B [V ct., Oymyun 3B’ s13aHUM, 3T1IHO 3 JIETEHIOI0, 3 iM’siM AMBpocis Menionancekoro. Ha3sanuii TBip 1 HUHI
AKTHBHO 3aTpeOyBaHUH 1 B pPUMCHKO-KaTONMUIbKIH c1yx01 (Jlitypris [onuH, mochioBHICTh YPOUUCTOT MecH),
i B AHniikaHceKid Tpaauiii (rima « We praise thee, O God» pankoBoi ciyx0u), i B JIFoTepaHChKiil 1IEPKBI.
Y pamkax ocTaHHBOI BiH 1 TOHKUHI BiToMHH y HiMenibkoMy niepekiiaai M. Jlrorepa («Herr Gott dich loben wiry).
Pociiicekuit ananor riMHy «Tebe, bora, xBanumo» BBeneHuit 10 6orocimyx00Boro ycraBy TwkHs TopikecTBa
[IpaBocnaB’s, BiH TAaKOX CKJIaJa€ 3aBepIlajbHy KyJbMiHALIIHY YaCTUHY HOASYHOTO MOJIEOHIO.

TekcT HpOro riMHy Opi€HTOBaHHMH Ha Taki HAHBaXKIJIMBIIII TOHSATTS XPUCTHSIHCHKOTO BIPOBUCHHS, K «CJa-
Ba», «CJIABOCIIB’s», «XBaJay, «MOASIKa», «BEJTHMYaHHS», «ITOKIOHIHHY. KoXXHE 3 HUX, Maro4d CaMOCTIHHUN
CEHC, pa3oM 3 TUM TICHO IOB’s13aHe MiX COOOI0 €JHHUM 3MiCTOM, IO OJyXOTBOPIOE KUTTEBHU IUISX JTFOIMHH.
Kpim 1poro, yci BoHH, 3 0JJHOT0 OOKY, CKJIaJaf0Th CMHCJIOBY OCHOBY OKPEMHUX BEJIIbMH 3HAYYIIUX PO3ILTIB
XPUCTHSHCHKOTO OOTOCITYKiHHS, OyIy4YHd MPEICTaBICHUMU CaMOCTIHHIUMH TEKCTaMH 1 OOTOCITY>KOOBHUMH CITi-
Bamu (Sanctus, Gloria Ta iH.). 3 iHIIOr0 OOKY, yci BOHM 00’ €/THaHI CMUCIIOBUMH MTOKa3HUKaMH XPUCTUSHCHKOTO
CJIABOCIIIB’sI, HAWIIOBHIIIE y3araJlbHEHOTO B TEKCTOBO-MYy3U4YHOMY 1oOyTyBaHHi Te Deum.

Big3HaunMo Takox, mo craBociis’s Borosi, migHecenns oMy XBamu BOPOIOBXK yCi€i XpUCTHAHCBHKOT
iCTOpIi acOIIOETBCS caMe 3 «OCni6y8aHHAM», OCKUIBKU «XBajla HAPOPKYETHCS BiJl 3aXOIUICHHS 1 3AMBYBaH-
Hs1 iepen O6omuuusiM boxxuM came By, IO po3Kpuiiacs i OXoIuieHa 3aXxBaToM. BoHa Moke BHpa3UTHUCS
B 3aKJINKAX, BUTyKaX, Y paaiCHOMY clIaBOCHiB’ 1 <...> OCKiJIbKH XBaJia IOBUHHA Oy TH 3p0O3yMiJIOI0 HApOIy, BOHA
JIETKO CTa€ B CBOEMY PO3BHUTKY KiCHeIO, 2iMHOM, HAWUYACTIINE B CYIPOBOJII MY3UKHU 1 HaBiTh TaHIIO» (XBana,
1990). Ll nymka Bupa)kae MOYAaTKOBY BOKAJIbHO-CIIBOYY, & TAKOXK 1HKOJIM 1 TaHLIOBAJIBHY NPUPOAY chepH
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CJIAaBOCIIB S y XpUCTHUSHCHKIH Tpaauilii, o 30epirae akTyalbHICTh MPOTATOM 0ararboX CTOJITH aXK 10 HUHII-
HBOTO Yacy i B IEPKOBHO-TTOOYTOBOMY BapiaHTi, i B TBOPYO-KOMIIO3HTOPCHKOMY.

AmHanizoBaHHi XpUCTUSHCHKHH TMH, 5K 1 Sanctus, 3 ypaxyBaHHSIM IXHbOTO JaBHHOTO PaHHBOCEPEAHbOBIY-
HOTO MTOXOPKEHHS, y TaKHi CIIOCi0 MOEAHY€E MPAKTUIHO BC1 XPUCTUSIHCHKI KoH(ecii. BigzHaunmo, mo noetuka
XPUCTUSHCHKOTO CJIABOCIIB Sl BUSBMIIACS TAKOXK aKTyalbHOIO 1 JUIS AYXOBHOTO Ta XYHAOKHBOTO CBITOOAYECHHS
1. CrpaBuHCHKOTO: IpHITYYeHHS 10 «BiduHOI Bokoi craBm», TBOPUICTh «BO ciaBy bora» 3 mymKoro mpo gyxoBHE
€JIHAHHS JIIOACTBA CKJIAJaJId OZIHY 13 CYTTEBHUX SIKOCTEH MOro TBOpUOi HaTypu (IMB. BUILE), BUSBISIOUM TUM
camuM ii MOOKy peniriiHicTh. 3rigHo 3 xymroro 0. Kypanoroi, Te Deum, 1110 cHMBOITiYHO BH3HA4YaB BUCOKY
JIYXOBHY CYTHICTh XPHCTHSIHMHA, SIK JIOAWHH, KOTpa HacaMIepe] cilaBuTh bora, okpim 6orocmyk00Boro mpu-
3HAYEHHSI, OPraHiYHO BBIMIIOB TAKOX Yy CEpelHBbOBIUHY MicTepito. Llei micHeciB Ta HOro TEeKCT «BKIIOUCHUN
B m’ecy Mopkchpkoro mukity mictepiit “CtBopenHs cBitTy i naninns Jlouudepa”, 10 sKoi, 10 pedi, anenroBas
P. Kpadr mig yac cknaganus nidpero, BiaTBOprorouH 110 Tpaauiito B “Ilotomi™» (Kypanosa, 2017, c. 142).

Bim3nauumo TakoXK e ONHY aHAJOTII0 IIHOTO PO3AUTY TBOPY 31 CTApOAABHBOIO XPUCTHUSHCHKOIO
JyXOBHO-CITIBALILKOKO TPAMIICIO, HA Ky BKaszye B. [miBiHChKmi. [PyHTYIOYHMCH Ha KOMEHTapSAX CAMOTO KOM-
MIO3UTOPA, TOCIITHUK 3a3Hadae, mo Te Deum «CTpaBUHCHKHIA 0XapaKTepH3yBaB SK ‘TaHIIOBAIBHY IT €CY, TaH-
LIOBAJILHUN XOpal B WIBUAKOMY TeMmIli” <..> VY sxocti BidyanbHol napanesni Te Deum’y OyB oOpanuii BiBTap
y Bi3aHTIHChKOMY CTHII <..> Y cTuiicTHYHOMY BigHomeHHi Te Deum xapakrepusyerbcsi CTpaBUHCHKUM SIK
“m’eca, sika 3BYYHTH “Bi3aHTIHCBHKK™ (U1 MEHE) 1 fKa JEeIKOl0 Miporo <..> Harajaye no0pe BioMuil BizaHTiH-
cekuii cmiB”» (ImuBuHckui, 1995, c. 138). MoBa iijie He PO CTUITI3ALIIO i€l TPaUIILii, a Ipo 11 TBOpYE mepe-
OCMHUCIICHHS 3 TTO3UIIiH aBTopa cepennan XX CT. Yepe3 3BepHEHHS 10 CTPOGITHOCTI, BApiaTUBHOCTI, TOMiHY-
BaHH MOHOMIT Ta KBIHTOBUX «IICIAJIEI).

AnentoBaHHS 10 Bi3aHTIHCBHKOT SIKOCTI SIK CTUMYITY MY3WYHO-XY/IO’KHBOTO BUPAKECHHSI 3 ypaxyBaHHSIM 3Ha-
YyIIOCTI JJIs1 KOMIIO3UTOpa MPaBOCIaBHOI TpaauLii y BCii mMpOTI 11 po3yMiHHS (IMB. BHILIE) JOMOBHIOETHCS
TaKOXK JPamMaTypriyHoOI0 POJUTIO TTO3HAYEHUX CIIaBOCIOBHUX PO3ALIIB, 10 00paMIIsIFOTh Kommo3ulliro «[lotomy»
I. CrpaBHHCBKOTO, BUSBIISIFOUM TUM CaMUM Y Hill KIIO4OBY poiib izmei «bokoi cnaBu-xBanm». Po3yminHs Ta
CHPUAHSATTS XPUCTUSAHCTBA B KOHTEKCTI IOMIHYBaHHS i71e1 boXoi ci1aBu XapakTepHO caMe JUIS CX1THOXPUCTH-
STHCBKOT TpaJnIlii, 30KpeMa IS Bi3aHTIHChKO1, O0TOCIOBChKA AyMKa Ta JyXOBHA KYJBTypa SKOi CKJIajga IpyHT
Ut KyneTypu Beiei €Bpormm. Ha mymky I Konmaxooi (2010), o6pa3 Criacutens B cucteMi 00pa3iB rapMoHii
i cnaBu HebecHoro LlapcTBa, perpe3eHTOBaHIl Y MUCTEINTBI Bi3aHTIHCHKOTO IKOHOTIHCY, «IYXKe PiAKO 3 SBIIS-
€THCS B TUII KEHO3UCY — MPUHIKEHUM CTPAXKAAHHAMH, 10 XapaKTePHO Ul )KHUBoNucy 3axony. Y Bizaurii ne
Maibke 3axau o0pa3 Xpucra y cnaei — y Tumi [lantokparopa. YTiieHHs apyroi ocoou Tpiiiii came mo co0i
3HaMEHYBaJI0 IPUMHUpPeHHst bora 3 JonnHoI0, CTaHOBIIIO CO00I0 00pa3 MPOCIaBICHOT0, & HE 3aHEaIoro TBO-
pians. Tema myk Criacurens <...> 3aBKAH 00€pTaETHCSA TEMOIO BUIIOTO TPiyMpy» (c. 22). YV cBoiil KoMITO3uIIii
1. CtpaBUHCHKHIA, a0 0 MicTepiabHOI BeeleHChKoI imei Ctaporo 3amoBiTy TeM, HE MEHIII aKIIEHTY€
yBary came Ha o0pa3i CJIaBHU-XBaJH K KIIOYOBOI iJiei JyXoBHOTO mpeobpakeHHst CBiTy i JlroguHM B cripasi
locniogaboro JlomoOyaiBHUIITBA.

[nronauiiinum matepianom Te Deum Ta Sanctus € Tema-cepis, 1110 TPOTHCTOITh KapTHHI i My3HYHIN Xa-
paxrepuctuui Xaoca. CepiifHuil MeToJ] opraHizaiii My3u4HOTro Marepiany B ibomy TBopi I. CTpaBUHCHKHI (SIK
1 B IHIIUX oITycax JoAeKaOHHOTO IMEepiofy) CIiBBIIHOCUTH 13 «BceneHchbknM nopsaKom», yoadaroun B Il
cUCTeMi Ta ii BIaCHOMY PO3yMiHHI TICBHHUM aHAJIOT 3 «TOHAJILHOIO OCHOBOIO TBOPY» (Apkenosa, 2002, c. 59).

BucnoBkn

«[oton» 1. CrpaBUHCHKOTO, CTBOPEHHI Ha MEPETHHI PI3SHOMAHITHUX KaHPOBHUX Tpaaulii (omepa, KaH-
Tara, 0aser), sKi o€ HaHI THUITONOTTYHIUMH O3HaKaMH MicTepil («TernemicTepii»), CHMBOITi3y€e 0a30Bi JyXOBHO-
CTHJIBOBI HACTAHOBU KOMITO3UTOPA B Mi3HIM Nepioj HOro TBOPYOI AisUIBHOCTI, 3BEPHEHOI 10 0101iHOT TeMaTu-
ku. CraBocioBHi po3ninu «I[loromy» 1. CtpaBuncrkoro (Te Deum ta Sanctus) penpe3eHTy0Th, 3 OMHOTO OOKY,
YKaHPOBO-CTHJIBOBI IITyKaHHS aBTOPA, [0 BiKpHUBAE IJis cede IHTOHAIIIHO-CEMaHTHYHI MOMKIIMBOCTI CepiifHOi
TEXHIKH, SIKa B 3arajibHiil KOHLENLii TBOPY cTa€ CUMBOJIOM «BceneHehkoro mopsaKy». 3 iHIIoro 60Ky, BOHU BU-
3HAYAIOTh yXOBHO-PENIriiHI HACTaHOBHU CBITOBIAUYTTA . CTpaBUHCHKOTO, SIKi 3aCBIAYYIOTh CXHIIbHICTH MHUTIIS
JI0 EKyMEHI3MY B Jiyci Tpauiliit « HeroineHol iepkBm» Ta il CXiIHOXPUCTUSIHCHKOT TCHE3H.

[Monasbini HaykoBI pPO3BIAKH 3 MPOOJEMATUKU JAaHOI CTATTi MOJSTalTh Yy JOCIHI/PKEHHI crenugika
JTyXOBHO-PEIriifHOI CKJIa0Boi moeTnkn TBOpiB 1. CTpaBMHCHKOTO (B TOMY 4HMCIHI i TIMHIYHO-CITAaBOCIOBHOI
SIKOCTI), CITIBBIIHECCHHX 3 Ti3HIM TEPiogoM HOTo TBOPYOCTI Ta CBITOIVISIIHUMH HACTAHOBAMH KOMIIO3HTOPA,
a TAaKOXX Y BUSIBJICHHI 1X 3HAUYIIOCTI B IOCTMOJECPHOBOMY KYJIBTYPHO-MHUCTEIIBKOMY IPOCTOPI.
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POJIb CJIABUJIBHOM CEMAHTHUKM | TarapauroBa AHKennka AHAaTONbEBHA
B OBPA3HO:CMI)ICJIOBOI/I Kanouoam nedazoauueckux nayx, 0okmopanm,
N UHTOHAIIMOHHOU KOHUEIIUUNUHN | Ooeccras nayuonansuas mysvikarbnas axademus
«[OTOIIA» U. CTPABUHCKOI'O | umenu A. B. Hexcoanosoii, Odecca, Yipauna

AXTyabHOCTb TEMBI MPEJICTABICHHON CTaThbH ONpEENeHa KII0UeBOH posibio TBopyeckoi ¢urypsl M. CrpaBuHCKOTO
JUISL KynbTypbl XX CT. M BOCTPEOOBaHHOCTBIO €r0 HAcieHus B COBPEMEHHOM MCIOMHUTENbCKOM npakTuke. Kommosurop He
TOJIBKO OTKPBII HOBBIE TOPHU30HTHI B MY3BIKAJIBHOM MCKYCCTBE, HO M O0OOIIMI Takoe BaKHEHIIee KadeCTBO KYJIBTYpPHON
TIApaZNTMbl 3I0XH, KaK CTHJIEBOe MHOroooOpasue. IIpomsBeneHus aBTopa, 0COOGHHO IMO3IHETO MEPHOAd, U MX JyXOBHAs
COCTABJISIIOIIAS ¥ HBIHE HY)XKJAeTcsl B ()yHIAMEHTIIBHOM HCCIIEIOBAHUH B COBPEMEHHOM HCKycCTBO3HaHMM. Llenb crarbn —
BBISIBIICHHE HWHTOHAIIMOHHO-CMBICIIOBOH  CIICIM(UKN TPETBOPEHMST 00pa30B  XBAJICHMSA-CIABOCIOBHS B KOHIICTIIHN
«IToroma» W. CrpaBunckoro. Meromonorudeckass OCHOBa paOOThl 0aszWpyeTcs Ha HMHTOHALMOHHOM KOHLETIIMU
MY3bIKM B aCMEKTaX CTHJIMCTHYECKOr0 M ATUMOJIOTMYECKOTO aHalIM3a, a Takke Ha MEXTUCLUIUIMHAPHOM U HCTOPHUKO-
KYJIBTYPOJIOTHYECKOM TOJIX0J/IaX, KOTOPbIE ITIO3BOJISIIOT BBISIBUTH JIyXOBHBIE M YKaHPOBO-WHTOHAIIMOHHBIE OCOOEHHOCTH
TPaKTOBKH CJIaBUJIBHOM CEMaHTHKH B OOO3Ha4E€HHOM IPOM3BEACHMH Kommo3uTopa. Hayunas HoBu3Ha. Brepsbie
000011IeHa TyXOBHO-CMBICIIOBAsI, KaHPOBO-MHTOHAIIMOHHAS W JpaMaryprudeckas ponb modtukn Te Deum m Sanctus
B KOMIIO3ULIMOHHOM LIENIOM MHCTepHabHOro 3ambicna «Iloroma» W. CrpaBunckoro. Besonsl. «Ilotom» W. CrpaBuncKkoro,
CO3/IaHHBIM HA TEPECEeUCHHN pa3HOOOPA3HBIX JKAHPOBBIX Tpaauimili (ormepa, KaHTara, Oaner), OObEIMHEHHBIX
THIIOJIOTHYECKUMH TIPU3HAKaMHU MHUCTEPHHU («TEJIEMHCTEPHN»), CUMBOJIM3UPYET Oa30BbIE JTyXOBHO-CTUJICBBIE YCTAHOBKU
KOMIIO3UTOpA B MO3JHUN IEPHOA €ro TBOPUYECKOH JEATENbHOCTH, 0OpalleHHOH k Oubneiickoil Temaruke. ClIaBOCIOBHbBIE
pasnensl «Ilotoma» W. CrpaBunckoro (Te Deum m Sanctus) penpe3eHTHPYIOT, C OIHOH CTOPOHBI, KaHPOBO-CTHIICBHIC
WCKaHMSI aBTOPA, OTKPBIBAIOILETO ISl ce0sl MHTOHAIIMOHHO-CEMAHTHUECKHUE BO3MOXKHOCTH CEPUITHON TEXHHKH, KOTOpas
B 00IIeH KOHIIETIINK MTPON3BEACHNS CTAHOBHUTCS CHMBOIOM «Bcenenckoro nopsaka». C Apyroil cTOPOHbI, OHN OHPENETSIOT
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JTyXOBHO-PEIIUTHO3HBIE YCTaHOBKU MUpootyiieHus 1. CTpaBUHCKOTO, CBUAETENIBCTBYIOIINE O €T0 CKIIOHHOCTH K 3KyMEHH3MY
B tyxe Tpaguimii «HepasaeneHHoil epkBi» 1 ee BOCTOYHOXPHUCTHAHCKOTO TeHe3Hca.

Kniouegvie cnosa: «Ilorom» WU. CrpaBuHCKOrO; MHUCTepHs; cepuitHOCTh B TBopuecTBe M. CrpaBunckoro; Te Deum;
Sanctus

THE ROLE OF THE GLORIFYING | Anzhelika Tatarnikova
SEMANTICS IN THE FIGURATIVE- | PhD in Pedagogy, Doctoral Candidate,
SEMANTIC AND INTONATIONAL | Odesa National A. V. Nezhdanova Academy of Music,
CONCEPT OF “THE FLOOD” | Odesa, Ukraine
BY 1. STRAVINSKY

The relevance of the article is determined by the key role of the creative figure of 1. Stravinsky in the cultural life
of the 20th century and the demand for his heritage in contemporary performing practice. The composer not only opened
new horizons in musical art but also generalised such important quality of the era’s cultural paradigm as style diversity.
The author’s works, especially those of the late period, and their spiritual component still require fundamental research
in modern art history. The purpose of the article is to identify the intonational and semantic specificity of the implementation
of the images of praise and glorification in the concept of “The Flood” by I. Stravinsky. The research methodology is based
on the intonation concept of music through the perspective of stylistic, etymological analysis, as well as on interdisciplinary
and historical and cultural approaches which make it possible to identify the spiritual, genre and intonational features of the
glorifying semantics interpretation in the mentioned work of composer. The scientific novelty of the article. The spiritual
and semantic, genre and intonational, dramatic role of the 7e Deum and Sanctus poetics in the composition of the mysterious
conception of “The Flood” by I. Stravinsky as a whole has been generalized for the first time. Conclusions. “The Flood” by
L. Stravinsky created at the intersection of various genre traditions (opera, cantata, ballet) and united by typological attributes
of the mystery-play (“telemystery””) symbolizes the composer’s basic spiritual and style guidelines in the late period of his
creative activity focused on biblical themes. The glorifying sections of “The Flood” by 1. Stravinsky (Te Deum and Sanctus)
represent, on the one hand, the genre and style search of the author who discovers the intonational and semantic possibilities
of serial technique, which in the general concept of the work becomes a symbol of the “Universal Order”. On the other hand,
they determine Stravinsky’s spiritual and religious guidelines, showing his inclination for ecumenism in the spirit of the
traditions of the “Undivided Church” and its Eastern Christian genesis.

Keywords: “The Flood” by 1. Stravinsky; mystery-play; serialism in the works of I. Stravinsky; Te Deum; Sanctus
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Mera cTarTi — pO3IISIHYTH TBOPYICTh YKPaiHCHKOTO JMpUTeHTa i KoMmosutopa SlpociaBa bapHuua, oOrpyHTyBaTu
il 3HaUeHHS B YTBEPIPKCHHI HALIOHANBHUX TPAAWINA y My3UUHIH KyasTypi. Y NOCTIDKEHHI BUKOPUCTAHO TaKi METOIM:
CHCTeMHHUH, TIOB’sS3aHUN 13 MOOYTOBOIO CHCTEMHOTO JOCIIKEHHS;, TCOPETUIHUH 1 MPaKTHYHUN ITiIXOMN IOTIOMOTITH
3IIHCHUTH TPYHTOBHE JIOCHIKEHHSI TBOPYOCTI MUTIIS; TAKOX BUKOPHCTAHO PETPOCIIEKTUBHUH, CHCTEMHO-THUITOIOTIHHIN
1 TOpPIBHSJIBHUM aHaji3, MI0 JaJI0 3MOTY PO3KPHTH IPOOJIIEMHI NHTAaHHS JIOCHIKEHHS TBOPYOCTI KOMIIO3UTOPA.
BignoBinHo 1o MeTH Oyiiv MOCTABJICHI TaKi 3aBIaHHS: JOCIIIATH TBOPYICTh KOMIIO3UTOPA, HOTro NMisSUTbHICTH B YKpaiHi
Ta 32 KOPJOHOM; PO3KPHTH HOBI €Tali PO3BUTKY YKPalHCHKOrO MHCTELTBA; PO3IVISHYTH BIUIMB TBOPUOCTI MUTII Ha
PO3BHUTOK YKpPaiHCHKOI Ta CBITOBOT My3WUHOI KyJABTYpH ¥ MucTenTBa. HaykoBa HOBM3HA pOOOTH TOJISITAE B CHCTEMATH3AITIT
iH(pOpMaIIii Mpo HAYKOBHUI 1 TBOPUHMIT TOPOOOK MUTIIA Ta y 3’SICYyBaHHI HOTO BHECKY B MY3WYHE MICTEIITBO 1 MOITYIISIPA3ALIIO
YKpaiHCBKOT My3HKH 3a KopfoHoM. BuchoBku. JisutbHicTs SIpociaBa bapHuda 3xiiicHua 3Ha9HMI BIUIMB HAa CTAHOBJICHHS
yKpaiHCBbKOT My3n4HOI KyibTypu KiHng XIX — mowarky XX cT. ¥V cBOilf TBOpPYOCTI KOMIIO3UTOpP KOMIIOHYBAaB MY3HKY
«JIETKOTO» >KaHpY, CTBOPIOIOYM MOMYJISIPHI IMICHI-TaHTo, A€ MOETHYBaB ITiCHI 3 €lIeMEHTaMH i pUTMaMH TaHro. BHacmizox
BUBYEHHs TBOpYOI cmaiaumuu SpocimaBa bapHuya 3’sicoBaHO, IO JOPOOOK KOMIIO3HTOPA € HENOCTaTHBO JIOCIIPKEHUM
y BITYM3HSHOMY MHCTELITBO3HABCTBI, @ Or0 TBOPW HE BTPATHIIM CBOEI aKTYaJIbHOCTI, IO MiJATBEPIOKYETHCS MPAarHEHHIM
BipOANTH TBOpUi 3M00yTKH SIpocnaBa bapHu4a B cydacHilf MUCTEIBKil Ta KyJIBTypOJIOTIUHIM MpaKkTUIl. 3a MOTHBAMHU
orrepetn «['yirynka Keensp» B 2019 p. 3u4TO YKpaiHChKuH QimbM-MIo3uKII (pexrcep O. lem’sHEHKO).

Kniouoei crosa: Spocnas bapHud; AUPUTeHT; KOMIO3UTOD; CTHIIB; TICHS; ITICHA-TAHTO; OTIepeTa; KyJIbTypa

Beryn

[Tonii, sixi BimOyBauch Ha TepuTopii Ykpainu B nepion Kinmsa XIX — mouyarky XX CT., 3MyCHJIH Oara-
THOX MUTLIB 3aJUIIUTH PiIHUHA Kpail. BOHM oTpuMany BU3HAHHS AaleKo 3a MekaMu baTbKiBIIMHM, a TXHS
TBOPYICTH BIUIMHYJIa Ha PO3BUTOK HE JIMIIE YKPAiHCHKOTO, a i cBiTOBOTO MHcTeUTBa. IIpore, K HE AMBHO,
ajie BUSBHIIOCS, IO AOCIIIKEHb, IPUCBIYCHUX TBOPUOCTI YKpaiHIIIB 32 KOPJIOHOM, HE TaK i 6araro.

HaykoBa HOBHM3Ha poOOTH IMOJIITa€ B CHCTEMAaTHU3allil i y3arajlbHeHHI iH(QopMaIlil mpo HayKOBUH 1 TBOP-
ynii 1opo6ok S. bapHuua Ta y 3’sicyBaHHI BHECKY MHUTIISl Y CBITOBY MY3WYHY KYJIbTYypy U MOIYJspH3AIliI0
YKpaiHChKOT My3HKH 3a KOPJOHOM.

TBopuicTh yKpaiHCBKHUX MUTIIiB-eMirpanTtiB posnananu M. lomy6eus, B. L[Bine (2017), C. Caniit
(2010), 1O. Mepexxo, O. [lerpukosa (2019) i1 in. ¥ 1920 p. Ha cropiHkax yacommcy «[pomaacekuii Bic-
HUK» Oylla HaJpykoBaHa Tepiia ykpaiHOMOBHa MoHorpadis mpo ckyibnropa O. ApXuIeHKa aBTOPCTBa
M. TonyOus. Jlume depe3 Kijibka NECATUIITH TPYHTOBHHUN aHami3 TBOpuocTi O. ApXUIEHKa B KOHTEKCTi
cBiToBoro mucrenrsa saiiicaieno JI. Typuax (2018). Ananizy TBopyocti B. KananHcekoro nmpucesueHa po-
6ora B. LBins (2017). YkpaincbKy miceHHY TBOPUICTh mo4YaTKy XX CT., 30kpeMa kommno3utopa O. Kommu-
1151, po3rstHyTO B pob6oTi C. Camis (2010) «XopoBi 00podku B TBopuocTi Onekcanapa Kommuiisty, myoimika-
misix JI. Typuak (2018) Ta in. [lepine omyOmikoBaHe qOCIHiKEHHS TBOPYOCTI MUTIISA B. ABpaMeHka BHHUIILIO
B Kanazi (M. Binniner), ue po6ota I. Knum (1966) «Kua gyma napony». Okpemi acrieKT >KUTTS i TBOP-
yoro nopoOky S1. bapanua nocnimkysanu H. Ex (2016), Ocun laiicekuit (1966), Crenan ITymmk (1995),
Crenan Crenpmaryk (2008), Jlromomup Dinonenko (2008; 2019) ta in. OgHaK idiCHOT KAPTUHU JOCST-
HEHb YKpaiHChKUX MUTIIIB-€MII'PaHTIB, TBOPYICTh SKHX BIUTMHYJA HAa CBITOBE MUCTEITBO, HEMAE, YHM 1 3y-
MOBJICHHH BHOIp TEMU JOCITiHKCHHS.

© Typuak JI. 1., 2019
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Merta crarTi

Merta cTarTi — pO3MISHYTH TBOPYICTh YKPAiHCHKOTO TUPHUTEHTA i KoMIio3uTopa SpociaBa bapHuya, sika
BITMHYJIA HA PO3BUTOK My3WYHOTO MHcTenTBa Ykpainu i CILLIA, oOrpyHTyBarH ii 3Ha4eHHS B yTBEpKEHH1
HAI[IOHAJBHUX TPAJUIIH Y My3HUHIH KYJIbTYpI.

Mertononoris AOCHTIKEHHS TOJISITa€ Y BUKOPHUCTAHHI 3arajJbHOHAYKOBHX METOIIB, TCOPETHYHHUX Ta
MPAKTHYHUX ITiIXO/IB CTOCOBHO aHaJi3y TBOPUOCTI MHUTIISA.

VY pocnimKeHH] BUKOPUCTAHO TaKi METOJIU: CUCTEMHUH, TIOB’ sI3aHUH 13 TTOOYIOBOIO CUCTEMHOTO JTOCITi-
JOKCHHSI; TEOPETHYHUN 1 TPAKTUYHHUN TTiIXOIN AOTIOMOTIHN 3AIHCHUTH IPYHTOBHE JOCIIKSHHS TBOPUOCTI
MUTIIST, TAKOXK BUKOPUCTAHO PETPOCIIEKTHBHUM, CHCTEMHO-THIIOJIOTIYHUH 1 TOPIBHSUIBHUN aHai3, 0 a0
3MOT'Yy PO3KPHUTH MPOOJEMHI MUTAHHS JOCII/DKCHHSI TBOPYOCTI KOMITO3UTOpa. BiAmoBijHO 10 MeTu Oyiu
MOCTAaBJICH] TaKi 3aBIaHHS: JOCIIUTH TBOPUICTh KOMIIO3UTOPA, HOTO MisIILHICTE B YKpaiHi Ta 32 KOPJIOHOM;
PO3KPHUTH HOBI €Tali PO3BUTKY YKPATHCHKOTO MUCTEIITBA; PO3IIISIHYTH BIUIMB TBOPUOCTI MUTIISI HA PO3BH-
TOK YKpaiHCHKO1 Ta CBITOBOI My3WYHOI KYJIFTYPH ¥ MHUCTEIITBA.

Buxaag marepianxy pocrizkeHHs

SApocnaB BacunboBuu bapuuu napoauscs 30 BepecHs 1896 p. y ceni bamunui mo6mnusy Komomui
(amHi CHATHHCHKHN paiioH [BaHO-PpaHKIBCHKOT 00acTi) B IHTENITEHTHIH, OCBiUeHil ciM’, sika crpusiia
TBOpPUYOMY pO3BUTKOBI cuHA. Y 1906—1914 pp., HaBuarounchk y KomoMuiichKiil TiMHA31i, XJTOTEIh OpraHizy-
BaB KaMEPHUU OPKECTP 13 OMHOKIACHUKIB. Y 13 poKiB BiH JupHUTyBaB opkecTpoM y BucTaBi «Haranka [Toi-
taBkay («bapuny Spocnasy, 6.p.). FOHanbpki poxu SpocnaBa bapanua Oynu HacM4eHi TBOPYO POOOTOIO:
BiH HABYABCS IPi HA CKPHMIIIIi Y BiIOMOTO KoJloMHiichKoro menarora K. IlIHa6ens, criBaB y Xopi.

Bike y nepmmx TBopax f. bapauua npoctexyeTbes 1r000B 10 yKpaiHebKoi My3ukH: «Ilig cymHy rogm-
Hy» (IyMKa i KoJOMUIiKa JI-MiHOp — IT’€ca 3 JBOX YacTuH, 1 eca «Oblitusy — Banbc no-Minop s gopre-
niano, «Allegro vivace» — conb-MiHOP JUIs popTemniano, «3adyTuii» — BajdbC COMb-MIHOP ISl CKPUIIKH COJIO,
IPYTUN BapiaHT I KIapHETY, «3raaka-Tyray — BaJlbC pe-MiHOp I hopTemiaHo.

VY 1914 p. posnouanacs Ilepma CgitoBa BiifHa. 3axigna i HammHinpsHchka YkpaiHa OMHHHUINCS TI0
pi3Hi cTopoHU QpoHTy. 6 cepnHa 1914 p. i3 10OPOBONBLIB — MOJIOAUX BUXOBaHILIB opraHizauii « Cokim,
«Ciuy, «Ilmact» — OyB chopmoBanuii nerion Ykpaincbkux CiwoBux Ctpinbuis. SApocnas bapuny 1 7-pivaum
IOHaKOM JI0OPOBOJIBIIEM BCTYIHB JI0 IIOTO JIETiOHY 1 OpaB yuacTs y nofisix [lepmoi cBiToBoi BifiHH. YIIpo-
noBx 1913—1915 pokiB Bin nepeOyBaB y pi3HUX perioHax — Ha 3akapnarti, y [anmuuni, Yexii.

[Tonpu ckimagHy CUTYyalilo B MOJITHYHOMY H COIIaJbHOMY JKHUTTI, KOJH TOMAIT «BUXOPOM» 3MiHIOBAIIN
KUTTS JTroneit, 1. bapaud 30cepennB cBOIO yBary Ha My3WIHOMY MUCTENTBI. 3HAXOISIYNCH ¥ CKIIAI1 JICTIOHY
VYkpaincekux CigoBux CTpinblliB, BiH OpraHizyBaB CTpyHHUH KBapTeT. YUacTh y BiliHI He 3aBajiiia HaBYaH-
Hio f. bapauua, sixkuit y 1915 p. cknas icniut 3pistocti y Bigni.

VY 1916 p. 20-piunoro f. bapHuua 3anporieHo npaioBaTi JUPUTEHTOM TeaTrpy « YKpaiHncbkoi becigm»
(1o 1914 p. — «Teatp Pycobkoi becigny») (Dinonenko, 2008, c. 340). OcobauBicTh yKpaiHCHKOTO TEaTpy TOTO
yacy moJjsirajia B TOMY, IO BiH OyB My3WUYHO-JIpaMaTHYHUM. HalmonmynspHIIINM CHEHIYHUM >KaHPOM Tiep-
mroi mosmoBuHM XIX CT. cTanma Tak 3BaHa yKpaiHChbKa OTepeTa, 4epe3 Mo My3UIHHUH CyTpoBia y TeaTpax OyB
HEBIJ’€MHUM CKJIaIHUKOM.

Teatp ractpomtoBaB 1o Mictax i cenax 'annunnu i BykoBUHM, 10 CXiTHUX perioHax YKpaiHu, 110 BXO-
nunun 1o Pociiicekoi imnepii, y [lepemununi, Kpaxosi i inmux mictax. Cepen nocraBieHux i’ ec Oynu «Xata
3a cenomy, « pumb» Ta iH.

VY 1918 p. Teatp «Ykpainceka becina» po3nasces. YHactuna tpynu (cepen Hux i SIpocnas bapuuu), nepe-
ixana o Konomut ii modana mpaitoBaty y ckiajii Tpynu « Ykpaincskoro Hapognoro Tearpy imeni ToGineBu-
gay (ogomroBaB Bacuiws Koccak). Tyt bapuud, sk qupureHT Tearpy, mpamiosas 3 1919 mo 1921 pixk.

VY 1921-1924 poxax SpocnaB bapand 3HOBY mpaltoBaB TUPUTEHTOM B YKpaiHCHKOMY TeaTpi TOBapH-
ctBa «beciga», a Takox y Tearpi b. OBuapcbkoro (M. JIbBiB). 1924 p. BiH 3akiHuuB JIbBIBCHKUIT BUILIHI My-
3uyHUH iHCTUTYT iMeHi Mukonu Jlucenka (Buknagadi E. 3yna, O. Scennnpka-Bonommn, B. Bapincekuii)
(«bapuuu Spocnasy, 6.p.). [lapanenbHo i3 HABYaHHSM y My3UYHOMY IHCTUTYTi bapHud craB ciyxadem ¢i-
snocodcerkoro hakynpreTy JIbBIBCHKOTO YHIBepcHUTeTY. TaKy 3al[iKaBjeHICTh HAyKOK MIBU/IIIC 32 BCE MOXKHA
MOSICHUTH THM, 1[0 MUTEIIb MPArHyB JI0 Pi3HOIUIAHOBOTO PO3BUTKY. OJIHAK TIepeBaXkaB MOTAT 10 MY3HUYHOT
OCBITH, TOMY 3TOJIOM BiH HaBYaBCS MHUCTEITBY OUpHUTyBaHHSA B HiMewuuwmni (kmac mpodecopa Bimsrempma
I'pocca).
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Tax cxtanocs, o KOMITO3UTOP MPOXKHUBAB Y PI3HUX MicTax Ykpainu (M. Yxropon, M. Camb6ip, M. Cranic-
JIaB Ta iH.), po0oTa TaKox Oyia pi3HOIO, aje HEeOMIHHO OB’ s3aHa 3 MY3HUKOIO.

[Mounnatoun 3 1927 p., 5. bapuuu npamiosa y M. CamOip, y kiHOUiH YuuTenbcbkiid ceMinapii «PinHoi
LIKOJIM», OpraHi3yBaBIIM TaMm Qimian MysudHoro iHcTuTyTy iM. M. Jlucenka, nupurysaB xopom «CamOip-
cekoro bosHay (Uepkacbka). He3axkaroum Ha BaKKi MOOYTOBI YMOBH i CKIIaJHE MaTepiallbHe CTAHOBHIIIE,
Spocnas bapuud, pazom i3 IpyXHHOIO SIpociaBoio, CTBOPUB 1 OUOJIMB aMaTOPCHKHM Teatp.

1929 p. y m. CranicnaB (auHI — M. [BaHO-DpaHKIBCHK) KOMITO3UTOP IPAITIOBAB Y CEMiHapii «cecTep
BacunistHok», xinouiit rimaasii YIIT, nepkaBHill yKpaiHCBKiH 4oNOBidUil TiMHA311, nepkaBHOMY My3ndHOMY
iHcTuTyTi iMeni CranicinaBa Mowntomka, [lonbebkii Bumiil mxomi imeni ®@penepika Llonena. I3 1932 p. Bin
BHKJIaJIaB icTopito My3uKH i ciiBy B CraHicnaBcbkiit lyxoBHiit Ceminapii.

Koo inTepeciB SpocnaBa bapauua He 00MeKyBaIoCh akaJeMiqHOI0 My3HKo0. Y M. CTaHicliaB MaecTpo,
KOMIIOHYIOUH MY3HUKY «JIETKOTO» YKaHpY, I0YaB IMHCATH IiCHi, Je SICKPABO MPEICTABICHI eIEMEHTH H PUTMHU
TaHro. Tak 3’BWINCS MOMYJPHI micHI-TanTo: «OX, conoito» (1932), «Hu tamum?» (1932), «Ile pa3...» Ta
iH. Sk 3a3navae JI. @inonenko (2019), TBopuocTi SpocnaBa bapauda mpuTamManHe Baajie MOETHAHHS PI3HAX
MY3UYHHX JKaHPiB, MOMYJISIPHUX Y TOW 4ac, i3 MICbKUMH MOTHBAaMH Ta HapOIHUM (OJIBKIOPOM, 30KpeMa Io-
KYTCBHKHM Ta T'YLYJbCHKHM.

Bin 1939 poky f. bapauu npairoBaB KepiBHUKOM 0071aCHOTO My3HYHO-IpaMaTHYHOTO TeaTpy iMeHi [Bana
@panka y M. Cranicna 1 JupureHToM cuM(QOHIYHOTO OpKecTpy y (dimapmonii. Uepes pik cTBopuB ['yiynb-
CHKUI aHcaMOJIb MICHI 1 TAHIIO.

«Came y 30-1i poxku XX CTOJNITTS 3’SIBHIIHCS OTepeTH Kommo3uTopa: «JliBua 3 Maciocoro3y» (1933),
«IIlapika» (1934), «IIpuroga B Yepui» (1936), «'ymynka Kcens» (1938). ¥V 1941-1944 pokax f. bapanu
3aiimMaB mocaly AMpHUreHta JIbBIBCHKOTO omepHOro tearpy. 3 Horo yuacTio mocrasieHo omnepy «lIpomana
HapedeHa» b. Cmeranu, My3uuHo-IpaMarnuny cueny 1o «Hazapa Crogomi», «Bewopuuni» I1. Himunacpko-
ro, «Kaminnmii rocnogap» b. Kynpuka, 6anern «Mpii craporo xommosutopa» M. Illtpayca, «Ilep-TionT»
E. I'pira, onepern «llurancwkmii Gapow», «JImmm» M. Illtpayca, «l{uranchke koxamHs» i «IlaraHiHi»
@. Jlerapa, «IIramuuk 3 Tipomro» K. Llemnepa Ta in.» (Dinonenko, 2008, c. 241-243).

V 3B’S3Ky 3 TUM, IO TIi]] 9ac HIMEIbKO1 OKYIIaIlii MATEIb MIPaIfiOBaB TUPUTEHTOM JILBIBCHKOTO OTICPHOTO
Tearpy i Lie MOIJIO TIIyMauUTHCS MiCJIsl [IOBEPHEHHS pasiHChKOI BIIaAM HA YKPaiHCBKI 3eMIi sIK 3pana, y 1944 p.
Bapuud nepeixas 1o Himewuunwu, ge memikas 1o 1949 p., morim nepeixas qo CILA.

«Crnouarky SIpocnaB BacunboBud xuB i1 npaiioBas y @inanensdii, s3romom — y mictax Jlopeiin ta Kiis-
nenst. 1952 poky y M. Hero-Mopxk cTBopeno Ykpaincekuit Mysuunnii Iuctutyt. V itoro ¢inii — y micrax Kis-
nenn 1 Jlopeitn — npatosaB . bapaud, BUKiIagaroun rpy Ha CKpHIILI Ta TeOpeTHuYHI npeametny (PDinoHeHKo,
2008, c. 341). 3a kopaoHOM bapHUY HE MOTUIITAB KOMIIO3UTOPCHKOI MiSITEHOCTI, TaM BHUIIIIN TUIATIBKY 3 HOTO
TBOPaMH.

Ha nouarky 1950-x pp. my3ukant ctBopuB xopu «lomin» Ta «Ykpaincekuit Hapoguuii xop OOUCY»,
sIK1 3rogoM 00’efHaB 1 Ha3BaB «YkpaiHcbkuid xop iMeHi Tapaca leBuenka» (M. Kiisnenn, CLIA). Yopo-
noBX 15-ti pokiB (1951-1966) SIpocnas bapuud OyB Xyq0KHIM KEPIBHUKOM Ta AUPUTCHTOM [[LOTO KOJIEKTUBY
i mpoBiB 3 HUM noHax 100 BenuKkux iMIpe3 (KOHLEPTHUX BUCTYIIIB Ta CLEHIYHUX MOCTAHOBOK). «Ha mymky my-
3WKO3HaBI AHTiHA PyaHuIbKOTO, 11e OYB OfMH 13 Kpanmx kojiekTuBiB y CIIA. 8 munus 1961 p. nmpodecop
S1. bapany noixaB no Kananm Ha BinkpuTTs nmam sitHuKa Tapacy llleBdenky y M. Binnimner, miaroryBatu xop
1o BUCTymy. TpucTta criBakiB i 80 My3ukaHTiB BiHHINIE3pK0r0 cCM()OHIYHOTO OPKECTPY AN TaKUHA YCIIITHAN
KOHIIEPT, 1110 MichKa yrpaBa Haropoauia S1. bapanya 3Banusm [louecHoro ['pomaastanaa Micray (DinoneHko,
2019).

1966 p. miacniopa Bim3Haumna 70-piyusi KOMIIO3UTOPA, BPYUMBIIN HOMY «305I0Ty OaTryTy» i3 CIIOHOBOT
KICTKM Ta 30J0THM OKYTTSM — OJIHY 3 HaiBaroMmillMX Haropoj yKpaiHCbkoi miacropu. 1 wepsHs 1967 p.
4. Bapuuua He crano. [ToxoBanuii maectpo y M. Kitisinenn (mrar Oratio, CILIA).

Ocranns poOoTa — 1’ eca-ka3ka Ha Tpu Ail «YapomiiiHa cormiyikay — 3aJInIImIacs He3aBepiienoto. Ha mpo-
XaHHA OpyXuHH, Spocnasu bapuud, Texct «YapomiitHoi cominku» OyB mnomucanuit JI. IlonraBoro, a my3u-
ka — b. Capamaroto ta B. OBuapenkom (Pinonenko, 2008, c. 342). Ha xanp, HeMae qocTaTHbo iHpOpMaii
CTOCOBHO HTTSI MUTIIS 32 KOPJJOHOM, BUCBITJICHO JIMILIE HOTO HAWsSCKPaBillli MOMEHTH.

VYkpaincbKka My3HKa, HAIlIOHAJIBHUN JyX 1 TpaauLil 3aBxkau Oyau NpUCYTHI B TBopuocTi Spocnasa bap-
HU4a. MuUTelb HEOTHOPA30BO 3BEpTaBCs 10 TBOpUOi cammuHu Koo3apsi. «Bin monysnsipusyBaB TBOPH Pi3HHX
JKaHPIB TI0eTa K B YKpaiHi, TaK i 32 KopgoHOM. Ha chorofHIIIHIN 1eHb BiIOMI TakKi TBOPH KOMIIO3UTOpA Ha
tekctu T. llleBuenka: «CBiTe TUXHI (711 MIIIIAHOTO XOPY B CyHpoBoIi dhopTemiano), «Y mepetuky» i «Cemo»
(st *KiHOYOTO BOKATBEHOTO aHcaMO:Iio a kamena)» (Kobdans, 2013).
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[ yKpaiHChKOIO My3UYHOI'O MUCTELTBa MUTELb 3p00KB 06araro: CTaB EPIINM IHTEPIPETATOPOM HU3-
KM TBOPIiB YKPaiHCBKMX KOMIIO3UTOPIB, PO3BUBAB HOBUH KaHP y My3MYHOMY MHMCTELTBI, BITOMUH SIK «IIic-
HI-TaHTO». 3aBASKU CBOIH BUpPA3HiH, CIIiBYYid, HECKIAAHIN JIJI1 BUKOHAHHS MEJIOJii BOHM PO3paxoBaHi Ha
Pi3HHUH BiK cIyXadviB i MOTJIM BUKOHYBATHCS HABITh CIiBakaMH-1TouaTkiBisiMu (Mepexko & [lerpuxosa, 2019,
c. 354-358).

[TonibHa crpsIMOBaHICTh TBOPYOCTI Oyja 3yMOBJIEHA TPHBAJIOK POOOTOIO B Tearpax, Je, OKpiM I’ec
Ta OIep, JOCUTh YacTO CTAaBWIMChH ONepeTH. Takox 3aBIsSKHM TPUBAIMM KOHTAKTaM i3 KyJIbTYpOro 3axiiHoi
€Bpornu, e pO3BUTOK MHUCTELBKOI MPAKTUKHU HE 3aJIeKaB BiJl 11€0JI0TYHNX HacTaHOB, bapHuy ypaxoByBas
MIPOBIAHI TEHICHIIIT TOTO Yacy — MUCAB «ECTPAIHI», «HEaKaAEMiYHI» TBOPH, SKi CTATH IMOMYISTPHIMH.

OpHUM i3 MUTaHb, SIKE HEOJHOPA30BO MOPYLIYBajOCh y MyOIIMMCTUYHIM Ta MUCTELTBO3HABYIN JiTe-
parypi, € nutanHs aBropcrsa micHi «ymynka Kcensi». IcHye nexinbpka Bepciii, yoMy came ii IpUnucyBain
iHITUM aBTopaMm. 3aBsku gociigaukam Crenany [lymmky (1995) ta Jlromomupy ®dinonenky (2019) aBrop-
cTBO bapunua miaTBepmkero. CbOroaHi HE BUHUKAE CYyMHIBIB, 1110 aBTOP MOMYJSIPHOT MicHI-TaHTO «I yIrynka
Kcens» (cnoBa # My3nka) — yKpaiHCBKHI KOMIIO3UTOP, TUPUTECHT, TIEAArOT i My3HYHO-TPOMAICHKUN isTd
SApocnas bapuuu.

TBopYicTb BUAATHOrO YKPaiHCHKOTO MY3HKaHTa IIOBEPTAETHCS 10 CIyXaya, 1100 3aliHATH HaJeKHE Mic-
Le cepell LIHHUX HaI0aHb YKpaiHChKOi KynbTypu. Y ceni bamuHii, ne HapoguBCs KOMIO3UTOP, BiAKpHU-
To MeMmopiaibHy nomky. B Komomui imenem bapauua nHazBano Bynwuiro. 3 Haroau 120-1 piuHMI Bijg JHS
Hapo/pKeHHs Y JIKypiBChKiil 1Ko muctenTB CHATHHCHKOT paiioHHOT paau [BaHOo-DpaHKiBCHKOT 00IaCTi
MIpUCBO€EHO iM’s SIpocnaBa bapamya.

3HaYUMICTh AisUTbHOCTI bapHuYa Ta 10ro TBOPYOTo CIaIKy MiAKPECTIOETHCS MMOCTIHHO 3POCTAIOYUM 1H-
TepecoM [0 oro My3ukn. Tak, y 2019 p. BUHIIOB y mpoKat yKkpaiHChKii (imbM-Mro3uki «yiynka Keens
pexucepa Onenn [lem’sHEHKO, CTBOPEHHM 38 MOTHBAMHU OTIEPETH KOMITO3UTOPA.

BucnoBknu

HisuteHicTh SIpociaBa bapHnuda € Magoq0CTiKEHOIO B YKPaiHCHKOMY MHCTEIITBO3HABCTBI. DopmMyBaH-
HS1 CTHJIIO KOMIIO3UTOpa BigOyBajaocs MiJ BIJIMBOM €CTETUYHHMX TEHICHILIM TOro4acHoi raJInibKoi KyabTypH
Ta BIUIMBIB 3aXiTHOE€BPONECHCHKUX KOMITIO3UTOPCHKUX LIKiJ.

TBopH MHTLS HE BTPATUIIM CBOET aKTyaJbHOCTI i ChOTO/IHI, IO MiATBEPIKYETHCS IPArHEHHSIM BiApO-
JUTH HOTO HaAOaHHS B Cy4YacHi MUCTEIbKIN MpakTuli. [lepcrieKTHBHIM HAapSMOM MOJATbIINX HAYKOBHX
PO3BIJIOK € JOCIIIKEHHS poOOTH MUTIIS Hal oniepeToro «I'yiynka KceHs», a Tako BUCBITIICHHS AISUIBHOCTI
IHITNX KOMITO3UTOPIB Ta Jis4iB KyJABTYPH, sIKi OyJau He3aciy)kKeHo 3a0yTi i 4us TBOPUICTH Oyja JOTUYHOIO
1o pobotu Spocnasa bapauya.
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TBOPYECTBO | Typuak Jlecs IBanoBHa
SIPOCJIABA BAPHMYA: | Kanouoam uckyccmeogedenus, doyenm, O0Kmopam,
BKJIAL B MY3BIKAJIBHYIO | Kuesckuii nayuonansuwiii ynusepcumem
KYIIBTYPY | xynomypo u uckycems, Kues, Yepauna

Llens cTaTbu — paccMOTPETh TBOPUYECTBO YKPAMHCKOTO AMpIbKepa M Komro3uTopa Slpocnasa bapauua, o6ocHOBaTh
€ro 3Ha4YCHHE B YTBEPXKJICHUH HAIMOHAIBHBIX TPAIUINHA B MY3bIKaIbHOH KylbType. B paboTe HMCIIOIb30BaHBI METO/BI:
CHCTEMHBIH, CBSI3aHHBIH C MOCTPOEHUEM CHCTEMHOIO HCCIIEIOBAHUS; TEOPETUUECKUM U TPAKTUUECKUH MOIXOAbI
MO3BOJIMJIM OCYIIECTBUTH JIETAJbHOE HCCIIEOBAHHWE TBOPUECTBA XYJOXKHHKA; TAK)KE HMCIOJNB30BAaHBI PETPOCIEKTUBHUM,
CHCTEMHO-THUIIOTIOTHYECKUN U CPAaBHUTEIBHBIM aHAIN3, YTO MO3BOJIMIIO PACKPHITH MPOOIEMHBIE BOTIPOCH UCCICAOBAHUS
TBOpYECTBAa KOMMNO3UTOpa. COOTBETCTBEHHO LIENM OBLINM TOCTABICHBI 33/1a4M: HCCIIEIOBaTh TBOPYECTBO KOMIIO3MTOPA,
€T0 JICSTEILHOCTh B YKpPaWHE M 3a PyOekOM; pacKpbITh HOBBIC ITalbl Pa3BUTHS YKPAMHCKOTO MCKYCCTBA; PACCMOTPETh

146



MY3NUYHE MUCTENTBO
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepist: MuctenrsoznaBctso. Bum. 41 ¢ ISSN 2616-4183 (Online)

BJIMSHHE TBOPYECTBA Xy[NOKHMKA Ha Pa3BUTHUE YKPAWHCKOW M MHMPOBOW MY3BIKaJbHOW KyNBTyphl U UCKyccTBa. Hayunas
HOBHU3HA pPa0OTHI 3aKIIOYACTCS B CHUCTEMAaTH3alMK WH(OPMAIMH O HAyYHOM M TBOPYECKOM HACIEIUH XYIOKHHKA
1 B BBUSICHEHHHU €TO BKJIaJa B MY3BIKAJIBHOE MCKYCCTBO M IMOMY/SIPH3ALMIO YKPAUHCKOW MY3BIKH 3a pyOekoM. BBIBOABL
HesrensHocTs fIpocnaBa bapHuya okazana 3HaYMTENbHOE BIMSHUE HAa CTaHOBJICHUE YKPAMHCKONM My3bIKalIbHOMN
KynbTypbl koHIa XIX — nHagana XX Beka. B cBoeM TBOpYECTBE KOMIIO3UTOpP COUMHSI MY3BIKY «JIETKOTO» KaHpa,
CO371aBasi MOMYNAPHBIE MECHU-TAHTO, T7Ie COBMEINAN MECHU C 3JIEMEHTaMH M pUTMaMy TaHTo. B pesynsrare m3ydeHus
TBOpUecKoro Hacienus SpocinaBa bapHuua BBIICHEHO, YTO J0pPA0OTOK KOMIIO3MTOpA HENOCTATOYHO MCCIIEJOBAHO
B OTEUYECTBEHHOM HMCKYCCTBOBEJIEHHHU, a €0 NPOU3BENEHHA HE YTPATHIM CBOEHW aKTyallbHOCTH, YTO ITOATBEPKAAETCS
CTPEMJIEHUEM BO3POAMTh TBOpPUECKHE JOCTHKEHUS SIpocmaBa bapHuua B COBPEMEHHOM  XYI0KECTBEHHON
U KyasTyponorudeckod mpaktuke. Ilo moruBam omepertsl «l'ymymka Kcenms» B 2019 romy cHAT ykpanHCKHI
¢dunbpM-Mio3uk (pexxuccep E. JleMbsHEHKO).
Knioueguie cnosa: Slpocnas bapHud; muprkep; KOMIO3UTOP; CTUIIb; IECHST; IECHA-TAHI0; OIEPETTa; KyJIbTypa

CREATIVE WORK | Lesia Turchak
OF YAROSLAY BARNYCH: | PiD in Art History,
CONTRIBUTION TO MUSIC | Kyiv National University of Culture and Arts,
CULTURE | Kyiv, Ukraine

The purpose of the article is to take a look at the work of the famous Ukrainian conductor and composer Yaroslav
Barnych, to substantiate its importance in the affirmation of national traditions in music culture. The study used the
following methods: systemic, associated with the construction of systematic research; theoretical and practical approaches
have helped to carry out a thorough study of the artist’s creative work; retrospective, system-typological and comparative
analysis was also used, which allowed revealing the top issues of the composer’s creative research. There are the following
tasks in accordance with the purpose: to explore the composer’s creative work, his activity in Ukraine and abroad; to open
new stages of development of Ukrainian art; to consider the influence of the artist’s creative work on the development
of Ukrainian and world music culture and art. The scientific novelty of the work is to systematize information about the
scientific and creative achievements of the artist, to find out his contribution to the music art, and to popularize Ukrainian
music abroad. Conclusions. The activity of Yaroslav Barnych had a significant influence on the formation of the Ukrainian
music culture of the late 19" - early 20™ centuries. In his work, the composer composed music of the “light” genre, creating
popular tango songs, where he combined songs with tango elements and rhythms. As a result of the study of Yaroslav
Barnych’s creative heritage, it has been found that the composer’s achievements are not well-researched within national art
history, and his works have not lost their relevance, which is confirmed by the desire to revive the creative achievements
of Yaroslav Barnych in contemporary art and culture. In 2019, the Ukrainian musical film (directed by O. Demianenko)
was shot based on the operetta Hutsulka Ksenia (Ksenia the Hutsul Girl).

Keywords: Yaroslav Barnych; conductor; composer; style; song; tango song; operetta; culture
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The purpose of the article is to identify art specificity in artistic activities on the basis of the thinking mechanism,
where the readiness for new creative actions has been embedded. The research methodology is the principle of analysis
and synthesis, which made it possible to determine the specifics of innovative thinking in musical professionalism based
on the development of creative psychology. Comparative, historical, psychological-installation approaches and methods of
art-style comparative studies were also used. The article deals with the concept of “innovation” in the professional practice
of an expert-musician and teacher, as well as the engine of artistic thinking and the specificity of art activity, based on the
thinking process in which the willingness to create new actions is laid. It is argued that consciousness takes on the role of
a core force; it is a determinant of changes in activity, an internal, essential background for its development. The readiness
to innovate is shown as a result of a complex newly formed structure of the personality, its musical and creative activity.
The scientific novelty of the research is to identify common mechanisms of apperception and adaptation in the creation
of innovative work of an expert-musician. The source of creative discovery and accomplishment for the expert-musician
is the meaning of the associated programmability in the musical works and awareness of the great importance of the
formal musical text. Conclusions. Individual consciousness with openness to master standards and typologies as well
as to “adaptation” to the impressions and achievements of being is proved to be the prerequisites for the appearance of
the innovations in the professional activity of the musician-artist, the teacher. The individual consciousness of the
creative worker is drawn from the mechanisms of trope-metaphorization which determine not only the meaning structure
of the image-composition but appear both in material products of work and in the principles of thinking during the
process of a professional cohort reproduction, i.e. in educational institutions.

Keywords: professional specificity of the musician; innovative thinking; musical professionalism; renaissance dialogue;
subject matter of the expert-musician activity

Introduction

The actuality of the research is determined by musical practice where the mental and psychological mo-
bility of the individual under the influence of permanently changing social environment becomes the key to
professional endurance and the true ability to think and act creatively. Art specificity in artistic activities, by
its nature, is based on thinking mechanism where the readiness for new creative actions has been embedded.

Methodology of the research is the principle of analysis and synthesis, which allowed to determine the
specifics of innovative thinking in musical professionalism based on the developments of creative psycholo-
gy, mentioned in the research works of L. Vygotskii (2019), G. Gegel (1958), O. Losieva, and also in works
of A. Petrovskii (2007), M. Klarin, A. Pryhozhyn, G. Shchedrovitckii (2005) and other researchers, who per-
ceived the second half — the end of the 20™ century as a time for global innovations in all spheres of public
and individual life. Comparative, historical, psychological-oriented approaches and art style comparative
method took the lead in the study.

The thinking mechanism where the readiness for new creative actions has been embedded is examined
in a large number of monographs devoted to the characteristics of such creative personalities as W. Mozart,
L. Beethoven, F. Chopin, G. Verdi, P. Tchaikovsky, S. Prokofiev and other composers whose greatness is
determined with the innovative approach to creative expression.

Works of A. Alshvang (1977), V. Toporov (1988), L. Shevchenko (2000) and others are based on the
understanding of creativity as a thinking key factor of professional activity updating. Thus, L. Shevchenko
(2000) defines the concept, components, and varieties of readiness for professional activity of the future mu-
sic teacher, proposes approaches to its achievement. But this aspect of their creative self-affirmation, which

© Liliia Shevchenko, 2019
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is decisive for the recognition of the historical contribution of creative personalities, was not evaluated sepa-
rately in scientific-psychological, didactic-sociological manner, and this captures the mechanics of the artist’s
creative discovery. Moreover, the indicated innovative construction of creative activity is distinguished by the
level of self-expression of genius, while the indicated ability is an integral part of creative and professional
self-expression of a wide range of specialists.

The scientific novelty of the research lies in the detection of the general activity mechanisms of apper-
ception and adaptation in the creation of innovative work of an expert-musician who considers the meaning
of the associated programmability of the musical works and awareness of the great importance of the formal
musical text, from the point of view of the Renaissance Dialogues, as a boundless source of creativity and
achievement.

The purpose of the article

The purpose of the article is to highlight the readiness to innovate as a special case within the complex
new formation in the structure of personality, that is the readiness for musical and creative activity as a whole.

Presentation of the main material

The concept of “innovation” can be described as the musician’s internal and external focus on the
development, improvement and transformation of his activities.

In the view of the content of this notion, indicators of readiness for such activity are expressed in the
musician’s readiness for innovation in professional activity and are determined by a number of positions. This
is, first of all, stable new formation in the structure of the musician personality which manifests itself in the
direction of his actions for the continuous improvement, optimization and restoration of professional activity,
realized in teaching, development, and education both personal and for students. This is also the ability to
critically evaluate the efficiency of the actions and make change flexibly depending on the circumstances of
a particular creative situation, the ability of the subject in process to achieve its goals in the music sphere, to
acquire information on laws and legitimacy, technology and methods for optimization of artistic, creative and
pedagogical process, as to the means of improving this kind of activity in response to the needs and oppor-
tunities of self-development of artist’s creative personality and his students. First of all, let us highlight the
emotionally positive attitude to the problems of the musician’s personality, the confidence in the possibility of
overcoming the existing problems by means of flexibly organized creative and productive activity. Therefore,
there is a need to analyse the sources of appearance in the musician readiness to innovate, as well as to consid-
er the mechanism of development of activity as such, because the emergence of innovations in the profession-
al sphere of the expert-musician is regularities inherent in the development of any activity, especially artistic.

The studies of L. Vygotskii (2019), works of A. Petrovskii (2007), G. Shchedrovitckii (2005) and others
examine essential signs of thinking in general, certain manifestations of which are the basis of the innova-
tive act. Describing innovations in the socio-philosophical aspect, these scientists consider them as a special
type of study, which has fundamental approaches to the problem of professional excellence of the subject of
creativity.

Considering the fact that activity is regulated by psychic guidelines of apperception, in other words,
produced by subjective (individual or collective) experience of thinking stereotypes of reaction on external
impacts, we must be aware of the adaptation process of the latter to those of the subject, and therefore its
readiness to flexibly reconcile the known standards with different ones. The adaptation mechanism involves
the acquisition of the unknown, making the biological and psychological precondition for the innovative
production of the subject of activity.

The indicated side of mental operations coincides with the mechanisms of trope-metaphorization in the
artistic and creative activity outputs, where the unity subject — object creates the axiomatic background for
creative operations in general. The detailed description of the mechanism of artistic generalization can be
found in the famous book by L. Vygotskii (2019), for whom the “imposition” of opposing vectors of the plot
and the content of formative factors fix the basic positions of understanding of art expressiveness and the
ability of the artist to create images of meaning. Musical and musical didactic projection of this approach —
awareness of the harmony of the contradictions of the meaning of the thematic layer of “musical language”
and the symbolism of the architectonic structures of the musical form, respectively, in the performance — pro-
grammatic associations of composer text and high expressiveness of the technology of singing.
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This metaphorical underpinning of artistic-figurative decisions has certain intersections with scientific
and creative mechanisms, which is fixed in the notion of Renaissance “Dialogue” (Borev, 1988, pp. 195-198),
it has implications for the method of analogy as a way of encouraging creative search (without being a means
of proof) to an etymological approach that, at certain stages of the positivist absolutization of the experiment,
was not considered scientific due to its intrinsic relation to the analogous operations. These cogitative and
denominational-related typologies as a stimulus of creative work were well realized by the organizers and
activists of the first conservatories, who provided the basis of music education and the system of professional
musical thinking in general.

Thorough studying (from 7 to 15 years) of philosophy, Theology, four languages and, etc., simultaneous-
ly with the extensive mastering of music theory and practice (Barbier, pp. 40-42) ensured interaction between
scientific-creative and artistic-poetic decisions in the activities of the expert-musician as essentially similar
fields of activity. Moreover, the mentioned interactions ensured flexible combinations of sacred — profane,
scientific — creative and artistic, which today are considered to be the top of creative achievements in both
scientific and creative spheres.

In further development of concepts of activities, some authors rejected the term “labour activities”, op-
erating the notion subject activities, which they considered more appropriate. This approach is fully accepted
by musicians and representatives from the world of art in general, since the history of mankind has shown
that specifically human nature of activity display is provided by ritual and ceremonial activity. From the
point of view of the later epochs, the primitive man did not do and could not do the labour efforts, because
the religious orientation of actions was initial and pivotal for the primitive man, and that was expressed
in the “excess” (by the measurements of civilizational interpretations) focusing on rituals and ceremonies
(Toporov, 1988, p. 44). Such a reminder of the historical rounds of human cultural formation gives arguments
for the importance of understanding activity as subject-oriented where the subject is the epochal “spirit of the
era”, according to Gegel (1958, p. 94-156), — a thinking type of religious activity.

The indicated principle was somewhat paradoxically reflected in the initial requirement for “entrants” of
the Ttalian conservatories of the 17%-18™" centuries: the applicant should be baptized (Barbier, 2006, p. 38).
And if the adherents of “progress” saw in this demand “church oppression” of mental attitudes of future
students, then, from the standpoint of today’s distrust of “progressives” to the linear-historical approaches,
we emphasize the cultural-creative impulse of this demand, since the completeness of the ideal abstraction
of music and the real complexity of learning in the first conservatories could not have been mastered by the
students, unless the energy of religious passion and trust in the Higher Perfection of Being had been involved.
After all, for the believer, the most complex efforts of mental and physical nature are directed to the trans-
formation of reality according to the divinely embedded ability of an angel in man (Martynov, 2000, p. 36).
Atheist philosophers of Western Europe of the 17%—18" centuries introduced a nondenominational aspect into
this formula, replacing the goal of actual transformation of reality with a rationally and logically conscious
“benefit to man”, eventually identified with material and consumer support. Such goal left no place for music
as high art. That is what we are witnessing at the post-industrial and post-cultural crossroads of civilization
today.

As a result, the idea of the activity led to its understanding as a special human form of active attitude
to the world, a characteristic feature of which is the unlimited ability of the subject of activity to view and
improve already known and used programs, ways of interacting with the world. It turns out that the active
connection of a man with the natural environment is not a simple act of subordination to his goals, but the
direction of these goals to the natural essence. However, this already sounds almost utopian, since the hu-
man’s cultural artificiality so rationally directed to “nature” activity would be strongly corrected by born
stereotypes.

Therefore, development is not ensured by the use of public (social) experience. It permits the extension,
deepening of this experience, its transition from a productive and substantive form of existence to a perfect
activity. Defining social experience in activity and defining it in one’s own means and results is a mechanism
for the person to develop as a subject. It is symptomatic that in a production where the product-sharing pro-
cess implies a reproduction of a previously set and realized goal, philosophers do not find purposefulness as
a free expression of the subject: “...the fact that a person acts reasonably, with the knowledge of the case, does
not change anything in this matter”. Further: “In a consumption-oriented work, a person, therefore, does not
act as a purposefully active subject. The goal itself is not a point of purpose here, but, on the contrary, the
direction to boundaries which are external to this process - the external ones because the means of the Goal
realization, by definition, cannot be represented in the Purpose process itself” (Shevchenko, 2000, c. 36-42).
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According to this statement, an objective start in an activity finds its expression in the characteristics of
its substantive content, which captures the transformative or created qualities of Reality. It is also the result
or product of this transformation that provides social content for the activity. Finally, the substantive content
of the activity is perceived by means of achieving results that materialize the transformation process itself.
The subjective beginning finds its consistent expression in the actual forms of the realization of the objec-
tive content of the activity. Regarding its belonging to the subject of activity, it is defined by the originality,
uniqueness of its psychic abilities, personal preferences and individual life experience.

It is the connection between objective and subjective that gives to the activity the features of the general-
ized and the individual is the source of contradictions that affect its development. However, the development
of the activity, the choice of the way to eliminate the contradiction between objective and subjective is deter-
mined by the subject. It is the subject that decides whether to obey the requirements of the objective in full,
which will result in the preservation and reproduction of already known patterns of activity, or affirm its own
vision of the object and ways of its transformation, thus creating a unique pattern of activity.

It is important that either in the first case or in the second case, the regulator of the subject’s activity is
its consciousness. It is in the subject’s mind that the objective properties of the object and the requirements
of the activity are agreed with the actual capabilities and interests of the individual. Trying to find out the
ideal plan of activity in its mind, the subject sets general orientation, mobilizes the mental processes either to
satisfy the objective requirements of the activity (i.e. maintain its stability) or to overcome them (i.e. bringing
it into a state of instability, development).

In any case, consciousness plays the role of a system-forming factor that coordinates all levels of ensur-
ing activity into one and determines the general nature of the interaction of its elements. It is the conscious-
ness that determines the changes in activity and is the internal, essential prerequisite for the development.
Specification of the above considerations in the context of the professional activity of an expert-musician
gives grounds to say that development, improvement of this activity depends on the peculiarities of overcom-
ing by the creative personality of the contradiction between its objective and subjective beginning.

The objective manifests itself in transformative or created qualities of the creative process, its partici-
pants that are fixed in the subject matter of the professional activity of the expert-musician. These are also
the results that give social content to his professional music and creative activities. The objective beginning
is in the way these results are achieved, how the musician sees the result of his activity being specifically ma-
terialized. The subjective manifests itself in the way the personality comes to this result: will the personality
change itself, the developed scheme of activity as to the specifics of the situation, which is influenced by the
individual’s environment, or the changes will be in the latter, for it to correspond with the existing schemes,
programs of music and creative activity.

It is obvious that the decision of the expert-musician will depend on: whether his musical and creative
activity will be carried out within the reproduction of already known samples of this activity or will be
changed, improved by the creation of new samples, i.e. through innovations. The creative individual, the
openness of his consciousness to perception and the creation of something new will determine the choice.

External — objective — prerequisites for innovation are conditioned by the reality of processes of being,
in which development as such determines the transformation of activity into a professional and specialized
act. And this transformation is carried out in two dimensions: as a simple scheme of autonomously and in-
dependently formed levels of organization of this activity, or as a complex contradictory transformation of
simple and general forms into more complex and specific ones (Shevchenko, 2000, pp. 24-32).

The very fact of the emergence of activity as a social form of manifestation of human activity deter-
mines the further direction of its qualitative changes. Labour is considered to be among these first qualitative
changes in the path of socialization. Not only the worker himself, but also by those who will use, consume
the products of labour, set the object of labour and its goals. The will of the subject of activity in the labour
is reflected in the way he creates the desired product, in the technology of its production. Thanks to this, the
subject retains the possibility of developing its personality. The social resists the individual, but does not
absorb it.

The laws of labour development are known to have caused not only its division into separate spheres
of production, but also into separate technological operations. Labour specialization increases its efficiency.
However, the individual will of the subject to choose how to produce a particular product is completely ab-
sorbed by the actions of other subjects in the technological chain. Standardization as a manufactured product
becomes a condition for its mass reproduction and at the same time regimentation of the individual manifes-
tations of the subjects of labour by the averaged capabilities of the collective subject.
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From the moment when the technology of product manufacturing as if being removed from the process
of labour and becomes a commodity itself, in other words a special product of social value, specific forms of
labour are formulated qualitatively and removed in their existence from one another by the functions of the
profession.

All this is related to labour-production, that is, labour directly intended for everyday consumption, the
products of which satisfy the material needs of the people. In a cultural sphere where ritual and self-sufficient
creativity have no material result but demonstrate the ideal values of the energetic uplift of the participants in the
action, the transformed quality is the state of thinking of the latter. In addition, professional differentiations do not
compose the core entities that hold the social foundations of civilized society.

It is the profession, the brainchild of civilization, which integrates a large number of people, defining their
similarity in views, assessments, norms of behaviour and activity, absorbing individual existence in a social way
of being. Being included in the system of social production and the corresponding social relations, the profession
forms in them an independent structure, which becomes the object of purposeful regulation on the part of society
and its state levers. Society oversees the results of specialized work activity, but also ensures its standardization
and regulation in the development of quality, creating special institutions for the implementation of professional
activity and the reproduction of its performers. Yet, even in the purely production and reproduction sphere, there
is a reproduction of experience that transfers this kind of activity from a material plan to an ideal one.

By itself, the richness of the products of human labour and the variety of technologies it creates necessitate
the unification of their content and the presentation of diverse individual experiences in a synthesized and general
form — in the form of knowledge. The important fact is that knowledge, ideally defined in the process of creating
the desired product in contrast to the direct individual experience of its production, can be broadcasted, i.e. trans-
mitted and distributed in space and time. It can be supplemented, changed in its content, more and more enriched
by individual experience and filled with social content of the latter. In this form, knowledge itself becomes the
object of appropriation. It offers the possibility to master the technology of labour faster, without unnecessary
mistakes, to incorporate the experience of other people into the mastered content.

Ideal objects of knowledge of production and production-reproductive processes are combined with their
nonmaterial certainty, allowing various forms of interaction and diffusion, feeding production-reproductive ac-
tions with a commitment to the High and introducing into the ritual ceremony the existence vanity of material
acquisition. A special activity layer of knowledge production has emerged, which means “redemption” of the
ideal achievement as a “mutant” of ideality within the production totalitarianism of the consumption society.

The production of knowledge and the need to preserve transferring from generation to generation is the
social need the satisfaction of which has led to the fact that creative, musically-creative work took its specific
social function. The ability to produce the merchandize of high social importance, allowing to accelerate the de-
velopment of certain types of labour, to improve the technology of its detection, creative, pedagogical activities
themselves have long remained an art. Its technologies were not reproduced massively and retained the features
of uniqueness not capable of being repeated.

Piano production in Ukraine (when it comes to the close interaction of materially-productive and
artistically-creative processes in today’s society) is aimed at being professionally trained in particular it is the
readiness to adapt the new conditions of creative being. This reflects certain trends of planetary level, the most
painful of which is the categorical decrease in the demand for solo-piano concerts, solo concerts which constitut-
ed the attributes of pianist’s self-affirmation several decades before.

In modern conditions, not programmatically designed list of performed works, but the “project”, themati-
cally and literarily formulated, decide the fate of the pianists’ admission to the philharmonic stage — for exam-
ple, “Bach — reboot” performed by O. Botvinov of Bach’s “Goldberg Variations” in counterpoint percussion
of Turkish jazz player. Excessive breadth of the piano repertoire does not negate the need for such virtuosos as
M. Pletnev’s, M. Arherikh and others to make author’s translations of well-known symphonic, ballet, opera works
for piano (for two pianos), actually restoring the tradition of transcriptions of the XIX century only in some clarity
of the “authentic” compositional readings of the source text.

Postavangard in the world and in Ukraine has inspired musicians to erase professional demarcations,
stimulating concerts-compositions, concerts-stories, concerts with an active video row and with the elements of
dialogue with listeners. This is especially true to performances with improvisations, where “pianistic” Odessa
recently stood out in the performances of Y. Kuznetsov, S. Terentiev. The pedagogical section is exposed in the
specializations of outputs for children’s, youth and “traditional” philharmonic audiences, each of which deserves
both its repertoire choice, and a special expressive vigour of presentation of compositions, improvisations and
non-musical components of concert communication.
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Conclusions

Thus, the mechanism of artistic thinking inspires the expert-musician and the teacher to search actively
and produce new models of the creative and pedagogical activity, to choose the most effective ones. How this
willingness is realized and will it be embodied in the creative product as a whole depends on the individual
intentions and external social circumstances. They determine how and in which way the expert-musician, as
a subject of professional activity, would be able to fulfil his or her individual capabilities and needs for self-
determination. The presence of the latter, combined with the accumulated experience, according to the law of
Renaissance Dialogues, leads the specialist to an active search, the result of which is an innovative specific of
creative discovery.

The individual consciousness should be considered as the prerequisite for the emergence of the innova-
tions in the professional activity of the musician-artist, teacher marked by the virtue of openness to master the
norms and typologies and to overcome them for the sake of “adaptation” to the impressions and achievements
of being. The individual consciousness of the creative worker is drawn from the mechanisms of the trope-
metaphorization