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The purpose of the article is to actualise the role of the outstanding Ukrainian folklorist and ethnographer Klyment
Kvitka (1880-1953) in the study of the phenomenon of kobzar tradition and kobzars as a professional and social group; to
highlight the achievements of K. Kvitka in the field of kobzar tradition, to evaluate them in terms of culture, art, and music
sociology overlap. Among the research principles and methods used in the article, there is historical (chronological), source
analysis (historiographic), art, comparative, and analytical. These methods have allowed both to analyse the works on kobzar
tradition by K. Kvitka and to evaluate them in modernity terms, compare them with parallel studies on kobzar tradition at
the beginning of the twentieth century, moreover, to provide insight into functioning specifics of this phenomenon under
changes in its existence environment. The scientific novelty of the research consists in the presentation and analysis of
K. Kvitka’s works regarding kobzar tradition as art historical and musical, sociological projects and rethinking the role of
the artist in the historiography of kobzar tradition. The article is based on the analysis of K. Kvitka’s works “Professional
folk singers and musicians in Ukraine: Program for study the work and life” (1924), “Demand for research of folk music
in Ukraine” (1925), “Musical Ethnography in Ukraine in the post-revolutionary years” (1926), “Lirnyks’ living” (1928),
etc. Special attention is paid to work “Professional folk singers and musicians in Ukraine: Program for study the work and
life”, which is a questionnaire for the fieldwork of a folklorist-ethnographer. Following the questions contained in the study
of K. Kvitka, we can make a relevant art and sociological snapshot about the Ukrainian kobzar tradition of the early 20th
century. The conclusions of the article actualise the folklore and ethnographic research of K. Kvitka concerning kobzar
tradition at the present stage. The significance of K. Kvitka’s works lies in the possibility of their use for new musical and
sociological research, evaluation of the sharing conditions of musical folklore and post-folk practices, and analysis of the
latest regeneration of kobzar traditions.

Keywords: Klyment Kvitka; kobzar tradition; kobzars as a professional and social group; folk and instrumental art
study; music sociology; musical and sociological project

Introduction

Klyment Kvitka (1880-1953) is a well-known Ukrainian folklorist, ethnographer, music scholar, au-
thor of numerous recordings of folk songs, which were not only saved from silence but also became the
basis of many adaptations and revoicing in the work of professional composers. The researcher highlighted
that aside from the folk music and ethnographic material recording, it is important to preserve information
about their carriers, their everyday life, the performing style of singing or playing, and to study the specif-
ics of the use of certain genres in ritual and non-ritual culture, and the analysis of their spreading.

K. Kvitka’s ethnomusicology and musicological heritage in the 20th — early 21st century was partially
reissued in the Russian (Kvitka, 1971; 1973) and Ukrainian (Kvitka, 1985; 1986) languages. We should
take note of an important project implemented by M. Lysenko National Music Academy in Lviv, at the
initiative of Professor Bohdan Lukaniuk, that accumulated all lifetime publications of K. Kvitka (Kvitka,
2010), as well as collections of scientific papers and conference proceedings on the occasion of the 100th
and 125th anniversary of the researcher, published in Lviv (Lukaniuk, 2006), Kyiv, Rivne and Moscow
(Banin, 1983; Biteriakova & Giliarova, 2009) on one site. The works of the folklorist have repeatedly
appeared in the studies of many researchers of various art studies as musicology, ethnomusicology, music
sociology, and there is V. Goshovskii (Kvitka, 1971; 1973), S. Hrytsa (2000; 2002), I. Dovhaliuk (2016),
A. Ivanytskyi, L. Kyianovska, etc. (2011). Lukaniuk (2005; 2010a; 2010b), M. Khai and others. Howev-
er, in the field of kobzar tradition, the researcher’s studies require proper evaluation, updating following

© Violetta Dutchak, 2020
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modern attempts to reconstruct the tradition, the development of traditional instruments performance in
Ukraine and abroad.

Modern interest in kobzar tradition, its musical, in particular, epic heritage is confirmed by scientific
research and musical (notation and audio) publications, and the reconstruction of tools, the creation of offi-
cial public institutions (in particular, the National Union of Ukrainian Kobzars, kobzar workshops in Kyiv,
Kharkiv, etc.), fan groups in social networks (in particular, kobzar tradition and folklore, Kharkiv Kobzar
Workshop, etc.), workshops for the production of ancient instruments, scientific and practical conferences,
concerts, festivals, etc. A historical and ethnomusicological analysis of the development of kobzar tradi-
tion and bandura art during the 20th - early 21st century in Ukraine and within the Ukrainian diaspora is
fundamental. Therefore, taking into account the relevance of publications concerning kobzar tradition, it
is necessary to generalise the significance of the scientific heritage of K. Kvitka for the research and pop-
ularisation of this tradition as a unique national cultural and artistic phenomenon. This article presents
the author’s research direction in the field of history and practice of bandura art in Ukraine and abroad
(Dutchak, 2010; 2013; 2020).

The scientific novelty of the research consists in the presentation and analysis of K. Kvitka’s works
regarding kobzar tradition as art historical and musical, sociological projects and rethinking the role of the
artist in the historiography of kobzar tradition.

Purpose of the article

The purpose of the article is to highlight the achievements of K. Kvitka in the field of kobzar tradition, to
evaluate them in terms of culture, art, and music sociology overlap. Among the research principles and meth-
ods used in the article, there is historical (chronological), source analysis (historiographic), art, comparative,
and analytical. These methods have allowed both to analyse the works by K. Kvitka and to evaluate them in
modernity terms, compare them with parallel studies on kobzar tradition at the beginning of the twentieth cen-
tury, moreover, to provide insight into functioning specifics of this phenomenon under changes in its existence
environment.

Main research material

Klyment Kvitka is a well-known name in the history of Ukrainian folklore, ethnography, and musicolo-
gy, along with M. Lysenko, S. Lyudkevych, A. Rozdolskyi, V. Hnatiuk, F. Kolessa, D. Revutskyi, and others.
A Native Of Sumy region, K. Kvitka got a thorough education (in music and law) in Kyiv (Music School of
the Russian Musical Society, Volodymyr the Great University). Despite working as a teacher at the Lysenko
Music and Drama Institute in Kyiv, later as a lawyer in Simferopol, Tiflis, etc., he was engaged continuously in
folklore activities. For the period of his training and work, K. Kvitka actively collected, and later transcribed
and published a multi-genre collection of folk songs from different regions — Ukrainian and other ethnic
groups. During the formation of Ukrainian statehood in 1917 K. Kvitka worked in the Ministry of Justice of
the Ukrainian National Republic, and later founded the Cabinet of Musical Ethnography in Kyiv, and was
a researcher at the All-Ukrainian Academy of Sciences, taught at the Lysenko Musical and Drama Institute in
Kyiv.

It was thanks to K. Kvitka that unique recordings with the voice of his wife, the Ukrainian poet Lesia
Ukrainka, were preserved, which represented the Polessky musical folklore (Dutchak, 2020, p. 35). Filaret
Kolessa and Lesia Ukrainka initiated the folklore trips to the Dnieper Ukraine (1908) to record the epic reper-
toire of kobzars, which was recorded on the phonograph, transcribed and published in a two-volume collection
of Ukrainian Folk Dumas (Kolessa, 1969). Having survived the period of repression in the 30s, after serving
his sentence, Kvitka’s was engaged in scientific and pedagogical work at the Moscow Conservatory, where he
became the founder and head of the Cabinet for the Study of the Musical Creativity of the Peoples of the USSR
and received the title of Professor.

K. Kvitka’s research also included kobzar tradition as a unique national and cultural phenomenon, which
consisted in “the synthesis of singing and the kobza (bandura) playing, a complex hierarchy of repertory gen-
res, the use of the professional (lebian) language, formed by oral canons of teaching that passed skill secrets
from the teacher (master) to the apprentice” (Dutchak, 2010). In the early 20th century in kobzar tradition, there
are changes caused by subjective factors: the inability to maintain the sacred status of kobzar brotherhoods
closed from outsiders; the activation of urban cultural centres, as opposed to rural ones, where kobzar groups
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functioned; the influence of playing and singing by blind bandurists, who carry national musical genres, on the
performance of leading representatives of the Ukrainian intellectual society. It was the efforts of the latter that
not only recorded and transcribed the kobzars’ repertoire (M. Lysenko, F. Kolessa, L. Ukrainka, A. Slastion,
K. Hrushevska) but also popularised this art direction through scientific folklore research, analysis of regional
and kobzars’ individual performing styles (D. Yavornytsky, K. Kvitka, D. Revutskyi, H. Khotkevych, etc.).

The initiative of K. Kvitka and Lesia Ukrainka to record the kobzar repertoire in 1908 arose to preserve
the ancient traditional style of playing and singing, “which was used by later concert kobzars” (Hrushevska,
1927, p. XXVI). It was K. Kvitka who developed the research project of step-by-step fixing of the kobzars’
repertoire. First, it was a musical notation and then sound recording. It is interesting that at first, Kvitka applied
to such organisations as Ethnographic Commission of the Shevchenko Scientific Society in Lviv, Musical
Ethnography Commission at Moscow University requesting assistance to employ folklorist-ethnographer into
the project, looking for not just a musicologist, but an “all-round man”, to “preserve the music of dumas not
only as of the quiet musical characters but as a living essence, to keep the way of the singing and all the fine
nuances of performance” (quoted after Dovhaliuk, 2016, p. 325). At a meeting of the Ethnographic Commis-
sion in Lviv, a well-known writer, public figure and bandurist Hnat Khotkevych spoke on behalf of K. Kvitka
in discussing the project. He offered his own professional comments on the implementation of the project, in
particular, lists of kobzars and the expedition routes. At the meeting, it was recommended to use such gadget
as the phonograph for the project implementation. H. Khotkevych proposed the use of two phonographs for
recording and singing, and kobza playing.

K. Kvitka did not risk recording and transcribing kobzar recitatives, although he had quite extensive ex-
perience in other genres of folk songs. The researcher noted: “as for the duma’s melodies, I cannot possibly
record them — I can’t overcome all the vagaries of rhythm, I can’t transcribe them into notes of free recitation
and grace-notes” (quoted after Dovhaliuk, 2016, p. 332). A musicologist Stanyslav Lyudkevych, an ethnog-
rapher Osyp Rozdolsky, and a folklorist Filaret Kolessa were among the possible candidates to be recorded.
It was the latter who was chosen to implement the idea of K. Kvitka. Kolessa felt the improvisatory nature
of kobzar tradition, the variation of duma’s melodies, and the need for careful recording of the performance.
F. Kolessa implemented K. Kvitka and Lesia Ukrainka’s project with the assistance of the artist and ethnogra-
pher Opanas Slastion, who was engaged with the kobzars, studied their way of life and repertoire, and recorded
it with the phonograph. Lesia Ukrainka financed the project by herself, providing the musician-ethnographer
and the kobzars with rewards, purchasing the phonograph, and later transcribing and publishing the material
(Dovhaliuk, 2016, pp. 322-323).

On the phonographic cylinders, the traditional repertoire of kobzars and lirnyks from Poltava and Kharkiv
provinces was recorded. They were M. Kravchenko, A. Skoba, M. Dubyna, S. Pasiuha, P. Drevchenko,
1. Kucherenko, I. Skubii, S. Hovtan, etc. The results of the expedition were published by F. Kolessa (“Melo-
dies of Ukrainian folk dumas”: volume [-1910, volume 11-1913). F. Kolessa presented 10 complete dumas and
more than 60 fragments with musical recitations. This work of Filaret Kolessa was completed by the work
of Lesia Ukrainka, who together with K. Kvitka recorded the repertoire of kobzar Hnat Honcharenko from
Kharkiv region on the phonograph when he was in Yalta. It was dumas singing and playing - “About Aleksii
Popovych”, “About a sister and brother”, “About a widow and her three sons” (Kolessa, 1969). Hence, thanks
to the initiative and implementation of the plan of K. Kvitka and Lesia Ukrainka, not only samples of tradition-
al epic genres of the kobzar repertoire were recorded, but also the specific style of playing and singing inherent
in various regional schools, individual features of kobzars and lirnyks’ performing which were generalised in
the study of F. Kolessa.

Among the numerous K. Kvitka’s works of the 1920s, there is folklore and ethnographic research, which
is aimed at thorough, historically reliable, geographically and temporarily fixed folklore information. He de-
veloped his own approach of folklore field expedition recording songs and instrumental melodies, laid the
theoretical foundations for the formation and development of ethnomusic sociology and historical and com-
parative study of the folklore of border ethno-related nations, particularly, Slavic ones.

A thorough analysis of K. Kvitka’s works “Professional folk singers and musicians in Ukraine: Program
for study the work and life” (1924), “Demand for research of folk music in Ukraine” (1925), “Musical Ethnog-
raphy in Ukraine in the post-revolutionary years “(1926), “Lirnyks’ living” (1928), gives grounds to consider
them as an essential theoretical framework for both folk-ethnographic and sociological approaches in the study
of Ukrainian music that is relevant today.

Special attention is paid to the K. Kvitka’s work “Professional folk singers and musicians in Ukraine:
Program for study the work and life”, which is a questionnaire for the field case study of a folklorist-ethnogra-

13



ICTOPISA TA TEOPISA MUCTEIITBA
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MuctenrsoznaBctso. Bur. 42 ¢ ISSN 2616-4183 (Online)

pher. Following the questions contained in the study of K. Kvitka we can make a relevant art and sociological
snapshot about the Ukrainian kobzar tradition of the early 20th century.

The sociology of music is a branch of the sociology of art and artistic culture, the subject of which is the
socio-musical sphere as a specific socio-artistic reality formed by the system of socio-musical relations of its
subjects and fixed institutionally. For a long time, the sociology of music has been a component of the field
of musicology. The history of the music sociology development is, on the one hand, the emerging of issues
and methods of social approach in music study within musicology (music protosociology), and on the other,
its formation as an individual industry. In Ukraine, music protosociology was developed in the works by
P. Sokalskyi, K. Kvitka, S. Lyudkevych and others (Kyianovska et al., 2011).

S. Hrytsa, evaluating the overall contribution of K. Kvitka in world folklore, in particular, notes the unique-
ness of his achievements for Ukrainian science: “His works open new horizons in the study of the structural
typology of folklore, the study of ethnogenesis of folklore, work on the theory of modes. In the same period, he
had a very close creative contact with another famous scientist as F. Kolessa, and working together they studied
the Ukrainian Dumas, in particular, the Duma of Right-bank Ukraine... He explored the personalities of the
kobzars and lirnyks, was the author of the first their life and repertoire sociology program. It was the beginning
of the sociological approach in the study of Ukrainian folklore. <...> Tremendous credit goes to Kvitka for
being a methodologist of science, who developed the historical-comparative structured methods of folklore
research, and methods of accurate textual analysis of the song. He astonished being polymath and speaking
almost twenty languages. This, of course, gave him the key to world science” (quoted after Hrabovskyi, 2013).

In his works, K. Kvitka presented a detailed description of the sequence and content of communication
with folk musicians (instrumentalists and singers), emphasising the professionalism-must, and not only for
research material and subsequent processing by collectors (transcription and analysis) but also for the next
generations and for creating an archive-sound base of comparative musicology (Kvitka, 1986, pp. 136-137).
The scientist noted that “in parallel with the mechanical reproduction of folk musical groups using recording
devices, it is absolutely necessary to cultivate live reproduction through singers and instrumentalists who will
devote themselves to the true, I say, musical preservation of the folk repertoire, folk performance traditions and
instrumental playing styles” (Kvitka, 1986, p. 131). According to the researcher, it required to update the need
to create a museum of musical instruments (for historical, ethnographic, research, social, communicative and
pedagogical purposes) (which, by the way, has not yet been implemented), displaying the proper instrument
placement, posture and means of sound production (Kvitka, 1986, p. 137).

In the Program of research on the activities and life of folk musicians, K. Kvitka paid most attention
to kobzars and lirnyks, describing the sequence and nature of the folklore and ethnographic survey on their
example. However, he also emphasised the importance of preserving information about torban, tsimbaly, and
trembita players, violinists, musicians, and triple ensemble, etc. The author contrasted musicians of traditional
music and foreign styles (Kvitka, 1924). Already in the introduction, the scientist talked about the specifics
of the worldview of folk musicians, mutual relations within professional groups and among all musicians as
“phenomena of a sociological and psychological order” (Kvitka, 1924, p. 5). The most crucial purpose was to
preserve the description of instruments, performing manners and repertoire of folk musicians. It would result,
in the author’s opinion, the need for both general and an individual approaches to each musician, in particular,
taking into account the specifics of his biographical data and environment. In his Program, K. Kvitka drew on
the works of European sociologists and psychologists of the 19th - early 20th century. Priority issues for the
scientist were the social status of musicians, the forms and content of their professional associations, the shapes
and norms of training, the relationship between teachers and apprentices (Kvitka, 1924, p. 10).

The questionnaire, drawn up by K. Kvitka, covered general household issues, social status of folk musi-
cians (their contacts with the outside world, the specifics of the perception of different social groups, classes,
professions, and national peculiarities of their work, interaction with the authorities); the artistic activity and
its forms (repertoire, contrast, and performance places, solo or ensemble performance, work style, payment or
reward for performance, the reaction of listeners to the repertoire, communication with the audience during
the performance, determined the repertoire of place and the calendar time, ways of development of the reper-
toire and its further replenishment of foreign borrowings and their adaptation); science, its history and terms
(teaching musical and singing techniques, mastering the basic repertoire patterns); companionships and com-
munities(communication); knowledge and beliefs (worldview); the physical condition and appearance; the
instruments (forms, system, methods, content and music, own production); life activities , etc. All these issues
demonstrate that an essential musical and sociological scientific approach is relevant not only for the beginning
of the twentieth century but also for the present day.
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S. Hrytsa in the survey “Sociological direction in ethnomusicology” rightly notes that the publication of
the Program by K. Kvitka, unfortunately, did not give its intended result, since it appeared too late when the
kobzar and other professional workshops of folk musicians had already ceased to exist. In addition, “covering
more than 2 000 questions, it was actually not suitable to apply it in practice” (Hrytsa, 2002, p. 84). We should
also note that, in contrast to modern sociological surveys and tests, K. Kvitkas’s questionnaire did not con-
tain multiple-choice option, which means it was cumbersome to answer and complete. Besides, from the late
1920s - early 1930s in the Soviet Union the encroachment upon the national excess of Ukrainian culture, in
particular music culture, persecution and physical destruction of the intellectual society, for which the edition
of the mentioned above Program was directed.

However, the analysis of the nature and content of the questions reveals the multi-aspect of the kobzar
tradition of K. Kvitka’s day, his thorough knowledge about this group of folk musicians. The researcher rightly
pointed out: “in the last two decades, besides the moribund kobzars, a new factor is coming, which makes it
especially urgent to record their singing; this is the transformation of their singing style under the influence
of the intellectual society and variety show, where kobzars have already begun to perform often. Nowadays
kobzar tradition, for the clerisy takes an interest in it, is no longer a new, undisturbed treasure for the study
of antiquity, and this raises the relative weight to the lire playing art, which does not have such interest of the
clerisy and therefore in some cases hides the dumas probably in a purer form than kobzar tradition does. So
one should lean toward lire playing over kobzar tradition” (Kvitka, 1924, p. 18).

A large number of questions from the Program was composed following the breadth of issues that the
author and his possible followers planned to cover. We have turned our attention to some aspects.

It is, first and foremost, the general questions. They concerned the geographical location (residence) of
kobzars or lirnyks, their self-names and names of other social groups. K. Kvitka also clarified the possibility of
confusing the terms lirnyk and kobzar, the instruments kobza and koza (bagpipe). The researcher noted the im-
portance of the professional identification of folk musicians, whether they are blind or seeing, pride or shame
of their profession (Kvitka, 1924, p. 26).

K. Kvitka considered the problem of the social status of kobzars and lirnyks as a psychological factor of
the musician’s perception by society, his spiritual status and money reasons for a career choice. An attitude
to musicians is highlighted here as significant factors. There is respect, neglect, indifference, interest as gen-
eral aspects and individual one that depends on the performing skills of each artist. The author considered it
possible to separate the attitude to kobzars by various social classes (peasants, citizens, clergy), professions
(farmers, craftsmen, merchants, officials), different nationalities (Ukrainians, Russians, Poles, Jews) and con-
fessions (Catholics, Old Believers, Baptists, etc.) (Kvitka, 1924, p. 28).

Fundamental is the separation of kobza and lire players from the old beggars. As the scientist noted, in
comparison with earlier times, they “have descended to that level for the decline of kobzar tradition and the
decrease in human interest in their art” (Kvitka, 1924, p. 29). It is worth noting the possibility of joint iden-
tification of kobzars and lirnyks, including in the lebian terminology (the secret language of folk musicians).

The author of the “Program...” noted the possibility of attracting increased attention to a folk musician
with the help of not only professional qualities and knowledge, but also effective means as telling jokes, news,
singing popular works, parallel art activities (posting, selling some things, and so on). Some questions related
to the cult nature of the work of folk singers as a lower spiritual group, which, along with representatives of the
Church, prayed, sang akathistos hymns, commemorations, etc.

K. Kvitka did not slur over the money issues. The earnings of musicians depended on the popularity of the
instrument (kobza or lire), the repertoire, and the dominant public attitude to performers (Kvitka, 1924, p. 30).
It must be kept in mind that the authorities provided the persecution and repression against folk musicians. The
author did not avoid painful “inconvenient” questions of mockery, ridicule, satire and parody, caricature dis-
tortion of the singing of kobzars and lirnyks by children and youth, and, accordingly, the attitude of the elders
to this (Kvitka, 1924, p. 33). The relations between the community and kobzar artist and the attitude to him as
a person who serves art both were significant (Kvitka, 1924, p. 34).

The Artistic Activity: Forms and Rpertoire chapter covers an extensive range of issues on kobzar tradition.
First of all, the researcher focused on the form of traditional solo performance. Kobzar’s work was considered
through different periods, places for performance (on the street, in the yard, in the house, near the Church),
on a specific occasion (wedding, christening, commemoration, “parastas”, “holidays”, feast, dancing). So, his
initiative or invitation to perform, the choice of holidays or weekdays, days of the week for performances were
described. The priority holidays for work (Christmas, Masnytsia, Easter, St. Nicholas Day) were specified.
Regarding material remuneration, it is evident that there were cash and noncash payments, gifts, food and
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bednight (Kvitka, 1924, p. 36). The impact of the results of the XII Archaeological Congress, where various
folk music ensembles performed, organised by H. Hotkevych, is evident in the complex of issues related to
collective music-making. It is about not only the number of musicians and their instruments but also the type
of playing (solo, accompaniment) and singing (unison, two-voice) sharing (Kvitka, 1924, p. 39).

K. Kvitka saw into the repertoire of kobzars and lirnyks at several levels: a genre of traditional content
(historical dumas, family moral-oriented; devout, Cantos, Psalms, satirical, humorous, dancing) and general
(routine, lyrical, ritual songs); the place and role of instrumental works without singing (dancing); the hier-
archy of genres; performance order at the audience request (Kvitka, 1924, pp. 42-44). Ways of kobzars’ rep-
ertoire extension have a musical and social implication. It occurred in the form of loaning works from each
other and books, stylisation by an ear of works of “artificial” or “cultural”, including foreign music, etc. In this
regard, priority is given to the musical and psychological aspects of the audience perception, its social affili-
ation, gender, age, place of residence, as well as the kobzars’ creativity predicament as “a match for the taste
and needs of the community, or one’s own admiration, one’s own need for news, enrichment and development
of the repertoire” (Kvitka, 1924, p. 45). As you can see, K. Kvitka concerned important issues of popularity,
fashion, and demand for the kobzar repertoire. The author did not avoid “misleading” questions about parody-
ing, singing funny and obscene songs, and using the lebian language in the works.

At that time, relevant to K. Kvitka were issues of new songs authorship, writing new lyrics to famous
melodies, or adding lyrics to them. For the researcher improvisation in performance was provided with the
melodic canon. He also noted that the kobzars’ work was under the influence of “book patterns”, as well as
the peculiarities of the musical environment of border areas with Poland, Belarus and Russia ethnographic
territories (Kvitka, 1924, p. 47).

The singing repertoire of kobzars was also associated with the instruments, their structure, position during
singing, methods of sound extraction, fingering chart, the number and nature of instrumental breaks, instru-
mental theatre during performances. The emotional and psychological side of kobzar’s creativity differed as a
professional activity (for earnings) and “for the pleasure of the family”, alone, for “their own pleasure”. The
material and financial side of kobzars’ performances was determined either by a preliminary agreement or by
petitioning formulas and separate genres (“beggars”, “petitions”, etc.). K. Kvitka reasonably noted that there
was a fine line between the reward for singing by kobzars and alms for beggars-cripples (Kvitka, 1924, p. 41).

The Science (training) chapter focused on the subtleties of the kobzar’s teaching of an apprentice, includ-
ing the ability for music, the instrument obtaining, the Program, the gradual and duration of the playing and
singing mastering, the repertoire, tuition fees, etc. The critical point is the boundary between individual crea-
tivity and musical improvisation that the apprentice would possess, the specificity of the individual school of
kobzar or lirnyk. As a course of training content, there was Companionships and Communities chapter. In this
regard, the priority issues for the author of the “Program...” were the functioning aspects of the social group of
kobzars in a single community (workshop), the relationship between kobzars and apprentices, the relationship
of apprentices and teachers, forms of greeting, treatment, friendly, respectful or envious attitude.

The workshop organisation of kobzars provided for the charter, language, hierarchy, territorial borders,
periodic professional contributions, and training courses. The workshops established rules for the entry of new
participants, and the examination of apprentices, the exam procedure and content (“vyzvilky”) (Kvitka, 1924,
pp. 60-65).

The Knowledge and Views of Kobzars chapter mainly concerned their worldview, understanding of the
content and nature of musical works in the repertoire, information about historical events and religious pos-
tulates. The Appearance and Physical Condition chapter provided for clarification about physical, spiritual
health, external signs of the figure of kobzar (clothing, koshtur-stick, musical instrument). In terms of per-
formance capabilities, K. Kvitka noticed the peculiarities of voice timbre, playing technique, and emotional
flexibility (Kvitka, 1924, p. 67).

The Instrument chapter (as well as the introduction to the Program) contained questions about the form,
pitch, name of the instrument, terminology. Some clarifications related to changes in the structure for different
types of works and the succession of instruments after the death of kobzar.

The last chapters contained household questions about the Seeing-Eye Dog, Domesticity, Household, and
Earnings of kobzars. In these chapters, for the social assessment, the author of the Program proposed a descrip-
tion of the kobzars’ off-work life, their home lifestyle, marriage, raising children, etc.

Summing up, we note that some questions of chapters have something in common. Still, in general, they
created a multi-plane assessment of kobzar’s work in the various professional, household, social, psycho-
logical and personal spheres.
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Conclusions

Thus, folklore and ethnographic work of K. Kvitka at all stages of his professional activity was closely
connected with the research and popularisation of kobzar tradition. The scientist considered it necessary to
preserve authentic instruments, musical (musical notation and sound) fixation of works of their repertoire,
traditional manner of singing and playing. Vital for him were other factors of studying kobzar tradition, which
had a social and psychological nature of studying the life, household and work of its bearers, contributed to
a positive perception of folk instrumental art in society and the information spreading about it. K. Kvitka’s
scientific works had music research in focus and were the significant musical and sociological projects of that
time, accordingly, they became an impetus for the further research development of instrument, performance
and education of folk musicians. Thanks to many researchers, including K. Kvitka, tradition issue of Ukrain-
ian kobzar art gave rise to the publication of the repertoire, reconstruction of the kobzar tradition by artists in
Ukraine and the Ukrainian Diaspora abroad.
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KIIMMEHT KBITKA | [lyryak Biosnerra ['puropisna
N KOB3APCTBO | fJoxmop mucmeymeosnascmea, npogecop,
(10 140-P1YYSA BIA AHSA | 1Ipuxapnamcouii nayionanonuii ynisepcumem
HAPOIKEHHSA NOCHIAHUKA) | iveni Bacuns Cmepanuxa,

leano-Dpanxiscvk, Ykpaina

Mera cTaTTi — aKTyali3yBaTH POJib BUIATHOIO YKpaiHCchKoro (osibkiopucrta it ernorpada Knumenrta KsiTku
(1880-1953) y cpasi gocmimkeHHs peHOMEeHa K003apcTBa i k003apiB K MpodeciitHO-CoMiaTbHOI TPYITH; BUOKPEMUTH
3n00yTku K. KBiTKM Ha HUBI K00O3apCTBa, OMIHUTH iX KPi3h MPU3MY NEPETHHY chep KyIbTypH, MACTEITBA, My3UIHOL
coriomorii. CepeJt IPUHIMITIB 1 METOIB OCIIKEHHS, [0 BUKOPHUCTAHI Y CTaTTi,— ICTOPHYHUH (1CTOPHKO-XPOHOJIOTYHHAI ),
JDKepeno3HaBunii (icropiorpadivauii), MUCTCIITBO3HABYHIA, TOPIBHSIIBHUIMA, aHAITUYHUH. Buiiesranani MeTonu JO3BOJIHIH
3MIHCHUTH HE JIMIIE aHali3 mpaib ctocoBHO kob3aperBa K. KBiTKH, ajne 1 1X OLiHKY 3 MO3UIIT CbOTOJCHHS, TOPIBHSITH
3 TIapaselIbHUMH JIOCITI/PKeHHAMH KoO3apcTBa oyarky XX CT., 3p0OMTH BUCHOBKH TPO creldiky GpyHKIIOHYBaHHS 1bOTO
SIBUIIA B YMOBAX 3MiH CepeioBHINa HOro nmoOyTyBaHHs. HaykoBa HOBU3HA JTOCITIIKEHHS MOJISITAE B TPECTABICHHI i aHai31
pobit K. KBiTKE CTOCOBHO K003apCcTBa SIK MICTEIITBO3HABYHX 1 My3UYHO-COIIOJIOTIYHAX TPOEKTIB Ta TIEPEOCMHUCIICHH] pOITi
MHUTII B icTopiorpadii ko63apcTBa. B ocHOBI crarTi — arani3 pobit K. Ksitku — «IIpodecioHanbHi HapoaHi CIiBII | My3UKaHTH
Ha Ykpaini: [Iporpama st gocininy ix aisutbHOCTI i moOyTy» (1924), «IloTpedn y cripaBi JOCTIIPKEHHS HAPOIXHOT My3HKH
Ha Ykpaini» (1925), «Mysnuna erHorpadist Ha YkpaiHi B micisipeBosmtoniini pokn» (1926), «ITo0OyT mipauki» (1928) ta
iH. OcoOnuBoi yBaru HajaHo po6oTi «IIpodecionanbHi HapoaHi CHiBLi 1 My3uKaHTH Ha Ykpaini: [Iporpama juis gociiny
X IiSUTBHOCTI M TOOYTY», 110 CTAHOBUTH 3aIMUTAIBHUK IS TT0JILOBOT po0oTH (osbKiopucTa-eTHOrpada. Came Ha OCHOBI
3MICTY 3allUTaHb, HaBeeHNX y nociimkerHi K. KBiTku, MoxHa 3p0OUTH BaXKIMBUN MUCTEIITBO3HABYHH 1 COITIOIOTITHHUN
3pi3 Mpo yKpaiHChke K003apcTBO ModaTtky XX cT. BUCHOBKH CTaTTi aKTyali3yroTh (pOIBKIOPHO-ETHOTpadivHi OCTiKSHHS
K. KBiTKH cTOCOBHO K003apcTBa Ha cydacHOMY erari. 3HadeHHs pooit K. KBiTku momnsrae y MO>KIMBOCTI IX BHKOPHCTaHHS
JUTSL HOBUX MY3WYHO-COLIOJIOTIYHHX JOCII/KEHb, OIHKK YMOB MOMIMPEHHS MY3WYHHX (DOIBKIOPHHX 1 MOCT(OIBKIOPHUX
TBOPIB, aHaI3y Cy4acHOI PEKOHCTPYKIIii K0O3apChKUX TpaUIii.

Kniouosi cnosa: Knument Kgitka; ko063apcTBo; ko03api sk npogeciiiHo-coriaibHa rpymna; J0CIiKEHHs HapOJHO-
IHCTPYMEHTAJIbHOTO MUCTEITBA; My3HUYHa COLII0JIOTIS; My3MYHO-COLIIOJIOTTYHUH HPOEKT
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KIIMMEHT KBUTKA U KOB3APCTBO | lyruak Buonerra I'puropreBra
(K 140-JIETUIO CO AHA POXKIAEHUSA | Joxmop uckycecmeosedenus, npogheccop,
NCCIHEIOBATEJIA) | ITpuxapnamcxuii nayuonanvmotii ynusepcumem

umenu Bacunus Cmeganuxa, Heano-@pankosck, Ykpauna

Llenb cTaThy — aKTyanu3alus PoJv BBIAIOLIETOCs YKpaHHCKOTo (onbkiiopucta u aTHorpada Kinumenra Keurku (1880—
1953) B mene uccnenoBanus (heHOMEHa K0O3apCcTBa M KoO3apeit Kak MpodeCCHOHATBHO-COIMAIBHOM TPYIIIBL; BEIACICHNEC
noctmxennit K. Ksutku B o0macti k003apcTBa, MX OIEHKA CKBO3b MPU3MY MepecedeHus cep KylIbTypbl, HCKyCCTBa,
My3BIKaJIbHOH corposiorn. Cpean NpUHIMIIOB M METOIO0B HCCIICIOBAHNS, HCIIOIb30BAHBIX B CTAThE,— HCTOPUIECKUN
(MCTOPUKO-XPOHOJIOTHYECKH), NCTOUHUKOBEAUECKHI (MCTOpHOrpadUuecKuii), HCKyCCTBOBETUECKHH, CPABHUTEIBHBIN,
AQHAIMTUYECKUH. BhIIeyoMssHy TbIe METOIbI TIO3BOJIMIIM OCYIIECTBUTH HE TOJNbKO aHain3 paboT K. KBUTkn oTHOCHTENBHO
K003apcTBa, HO M UX OLEHKY C ITO3UIIMHU HACTOSIIEI0, CPABHUTD C MapajlieIbHBIMU HCCIIEIOBAaHUSIMH K0O3apCcTBa Hauasia
XX B., caienaTh BHIBOJIBI O crieliuduke (yHKIIMOHUPOBAHUS 3TOTO SIBICHUS B YCIOBHUSIX U3MEHEHUI CPEIbl €ro ObITOBAHHSI.
Hay4Hast HOBU3HA HCCIIEI0BaHUS 3aKII0UAeTCs B PE/CTaBICHNN 1 aHanu3e padot K. KBuTkn oTHOCHTENBHO KOO3apcTBa Kak
HCKYCCTBOBEIIECKHX 1 My3bIKAJIBHO-COIMOIOTHIECKNX MPOEKTOB M MIEPEOCMBICTICHUH POJIM UCCIIEA0BATENS B HcTOprorpadun
ko03apcTBa. B ocHOBe crarhu — ananms pador K. Keutkn — «IIpodeccrnonanbable HapoIHbIe TEBIBI M My3bIKaHTHI Ha
VYkpaune: [IporpaMma i1t onbiTa UX AesTesbHOCTH U ObiTay (1924), «IlorpedHocTH B Aeie uccineaoBaHus HapOIHON
My3bIKd Ha Ykpanne» (1925), «My3blkanbHas 3THOrpadust Ha YKpauHe B MOCIePEBOIIONNOHHBIE ToAb (1926), «bbIT
nupuaukoBy (1928) u ap. Ocoboe BHUMaHUE yaenacHo padore «IIpodeccnonanbHbie HAPOIHBIC TICBIBI K MY3bIKAHTHI Ha
VYkpaune: [IporpamMma Jij1st OTIBITA UX AESITEILHOCTU U OBITa», KOTOpas ABJISET COO0H BOTPOCHUK /IS TTOJIEBOM PabOThI
¢onpknopucta-sTHOrpada. IMeHHO Ha OCHOBE COfIepKaHNs BOIIPOCOB, IPUBENCHHBIX B nccienoBannu K. KBuTku, MoxHO
CJIeTIaTh BaKHBIH HCKYCCTBOBEUECKUH M COLMOIOTHYECKHI cpe3 00 yKpanHCKOM KoO3apcTBe Hadana XX B. BbIBozibI cTaTbn
aKTyaIM3HUPYIOT (DONBKIOPHO-ITHOrpadmeckue uccienoBanns K. KBUTkr oTHocHTENbHO K0O3apcTBa Ha COBPEMEHHOM 3Talle.
3nauenue pador K. KBUTKH 3akiroqaeTcst B BOSMOKHOCTH MX UCIIOIB30BAHUS TSI HOBBIX MY3BIKAJIBHO-COIIHOJIOTMYECKUX
HCCIIeIOBAaHHM, OIICHKU YCIOBHI PAacIpOCTPaHEHUsI My3bIKaJIbHBIX (OJIBKIOPHBIX U TOCT(OIBKIOPHUX POU3BEICHHH,
aHaJIM3a COBPEMEHHON PEKOHCTPYKLIUH KOO3aPCKUX TPAIMIIUA.

Kniouegvie cnosa: Knument Ksutka; ko03apcTBo; Kko03apu Kak Npo(hecCHOHANIbHO-COIMANbHAs TPYIIa;
HCCIIEJOBAaHNS HAPOJHO-WHCTPYMEHTAIBHOTO HCKYCCTBA; MYy3bIKalbHasl COLMOJIOTHS; MY3bIKaJIbHO-COIIMOIOTHYECKIH
TIPOEKT
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Mera gociiiKeHHs — IPoaHalli3yBaTH TEHACHIIIT PO3BUTKY MPEIMETIB LIEPKOBHOT arprOyTHUKH Ta IIPOBECTH Mapasiesi
OCHOBHUX MPHUHIHUIIB XyA0KHBOT Opi€HTallii B 3aCTOCYBaHHI OPHAMEHTAIBHUX €JIEMEHTIB 3 IXHIMHU Pi3HOMaHITHUMHU
MOTHBaMH, 3yMOBIICHIMH IICPKOBHUMH KaHOHAMHU. METO0IOTis JOCTIKEHHS MOJIATA€E B 3aCTOCYBAHHI METO/IIB aHATI3Y
1 CHHTE3Y, CHCTEeMAaTH3allil Ta y3aralTbHEeHHS METO/IIB. 30KpeMa, KOMITApAaTUBHUN METO]] aHANI3y 3aCTOCOBAHO IS HOPiBHAHHS
Ta CIIBCTABJICHHS peveii LIEPKOBHOTO BKUTKY, @ METOIMKA XYI0XKHBOTO aHai3y Oyiia HEOOXiJHO IS TIyMa4eHHs TBOPYHX
MIPOLIECIB Ta KOMITO3ULIHHNX 0cobnuBocTeil. HaykoBa HOBH3HA OCIIPKEHHS OJISATAE B TAKUX MPIOPUTETaX: KOMIIIIEKCHE
BUCBITJICHHS [TOXOKEHHSI i PO3BUTKY MPOLECIMHUX XPECTIB Ta MATEPUIIb K CIENU(ITHOrO XyA0KHBOTO SBUIIA 1 HEBI €MHOT
YaCTHHH [IEPKOBHOTO MHUCTELITBA; BUCBITIICHHS XyJI0XKHIX 0COOJIMBOCTEH IPeIMETIB IIEPKOBHOT aTpuOyTHKU (JIITYpriiHUX,
3aIPECTONLHUX ) MIPOIECIMHUX XPECTIB, MATePUIlh, MOHCTPAHIIIH (JapoHOCHIlh). BUcHOBKH. BHACTIAOK TPOBEIEHOTO
JOCTIKEHHS 0 HayKOBOTO 00iry BBEIEHO MaTepiaiu 3 6araTrbox pedel KyJabTOBOTO MPU3HAYCHHS, SKi pEIPE3eHTYIOTh
cakpallbHy CHaAIINHY, 30epexeHy B 3axiqHiil Ykpaini. BuokpemiieHo cakpaibHi aTpHOyTH IIEPKOBHOTO BXKHUTKY, K1
MAaroTh He3arepeyHi CrIbHI XyJ0)KHbO-CTHIIBOBI 03HAKH; PO3MIISTHYTO TOJIOBHI €Tl PO3BUTKY 1 Xy/10KHI 0COOIMBOCTI
JIOCITIKYBaHUX MTPEAMETIB IEPKOBHOTO ITPOCTOPY, 10 € HEB1I'EMHHUM CKJIQJIHUKOM HalliOHAIFHOT MUCTEIIKOT CITaAIIIMHH.

Kouosi cnosa: hopma; nekop; lepKoOBHA aTpUOYTHKA; TIPOIIECIHI XPECTH; TIATEPHUIli; MOHCTPAHIIIT

Beryn

Cepen npoueciiHUX MPEAMETIB 3yCTPidaloThCs arpuOyTH O0rocIy>k00BOr0O MPU3HAUEHHS, 30KpeMa raTe-
pHIIi, BAKOHAHI 13 IIMPOKKUM 3aCTOCYBaHHSIM OpHAMEHTAJIBHHUX €JIEMEHTIB YKPaTHCHKOTO MUCTELITBA Ta PI3HUX
MarepiaiiB. Cepell HUX BHIUISIOTHCSI TBOPH 3 ICKOPATHBHOIO Ta y3arajibHEHOI MaHEPOIO TUIACTUKHU Pebed-
HOTO Pi3bOJICHHSI UM MJIOCKOT Pi3h0H 3 IXHIMU PI3HOMAHITHIMU MOTHBaMH.

Y 6orocay)00Biif IPAKTHII TPEKO-KATOIHIIBKOT IIEPKBU YTBEPINIOCH BHKOPUCTAHHS B CBATKOBHUX TIPOIIE-
CisX, 3aMI03MYEHUX 3 PUMO-KaTOJIMIBKOI TPaAMLii, PI3HOTHITHUX JapOHOCHLb. BOHM € HeOAMIHHUM aTpuOyTOM
LEpKOBHUX Mporeciii y ceato Tina l'ocnoguboro. apoHocuni (MOHCTpaHIil) HaJIeXaTh 3a JITYPriKoro, K
1 Bcsl cakpajibHa aTpuOyTHKa, 10 cBATHX pedeid (Uepemcbkuid, 1996, c. 46; dynask, 2003, c. 22).

JlitypriiiHe AiicTBO B MpaBociaBHil HepkBi B KuiBcbkoMy maTpiapxari, sIK i B iHIIUX LEPKBax, MpH-
HalMHi B 'pelbKiif, XapaKTepu3yeThCs HPUCYTHICTIO pHijl. IX moxomkeHHs moB’a3aHe 3 o6epiranuam CBATHX
JapiB Bix muimy Ta komMax. Ha koykHOMY eTarti po3BUTKY JITYpriiHO OOpAI0BOCTI PHITIIN 3a3HABAIN TIEBHUX
Tparcdopmariii. Bonu, sk 1 marepuiii, € mpenMeToM OOTOCITYKIHHS, 2 TOMY B JISIKAX XpaMax pojib PUIIiT BH-
KOHYIOTh 0co01uBi narepuuli. CakpajbHi aTpUOyTH OTENEp € BaXKJIMBUM KOMIIOHEHTOM LIEPKOBHOTO OOPSY,
10 3yMOBJIIO€ HEOOX1IHICTh IXHBOTO HAyKOBOT'O BUCBITJIICHHS, OCKUJIBKM ITOHUHI TakKi MaTepiaau po3risgann
(parMeHTapHO, 1M03a KOHLEMIIEI0 IX CHCTeMaTH3allii, MOASKYI! BiIOKPEMIICHO Bi/l MUCTEIIBKOTO BUPAKECHHSL.

Cepen MECTENITBO3HABYOT JTITEpaTypH iCHY€ He3HaYHA KUTBKICTh IMyOIIiKalii, y SKHX aBTOPH CTUCIIO BH-
CBITJIIOIOTH OKPEMI aCHeKTH JSSIKMX MPOIeCiiHUX aTpuOyTiB, 30KpeMa, TakKi 3rajku € B gopodkax I. JyHmsk
(2003; 2005), P. Kocis (2009), B. Jlykans (2004), P. OnpexiBcskoro (2005; 2006), M. CrankeBmua (2002),
b. Tumxkisa (2012).

AKTyanbHICTh 3a3Ha4€HO] TeMH 3yMOBJIeHa ()aKTUYHOO BiJICYTHICTIO KOMIUIEKCHOI TIpalti, y siKiii Ou BU-
CBITJIIOBaJIaCh CakpajbHa MPOOJEMaTHKa Ta CBOEPIAHICTH TpaHC(OpMalifHOrO BTUICHHS MpEAMETiB Ooro-
CIIy’KOOBOTO ITPU3HAUEHHS SIK PEMPE3CHTAaTUBHUX TBOPIB AEKOPATUBHOTO MUCTEITBA.

HayxoBa HOBM3HA JJOCIIKEHHS TOJISITAa€ B TAKUX MPIOPUTETAX: KOMIUIEKCHOMY BHCBITIICHHI TTOXOPKEHHS
1 pO3BUTKY CaKpallbHOT aTpuOyTHKH SIK CIIeI(DITHOTO XyJT0KHBOTO SIBUIIIA 1 HEBI'€MHOT YaCTHHHU IIEPKOBHO-
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IO MHCTEIITBA; aHaJIi31 IIMX IMaM’ ITOK Ta BUCBITIIEHH] iXHIX Xy[I0’KHIX 0COOIMBOCTEH; 3aIydeHH] 10 HAyKOBOTO
00iry 3HaUHO{ KIJIbKOCTi HEBITOMUX JIOC1 TBOPIB.

Merta crarTi

Mera ny0uikaiii nojisirae B TOMy, 100 Ha MPUKIIAJll YHIKAIBHUX MaM’ATOK 3MIHCHUTH KiacuiKaIiiio 30-
OpakeHb 1 B TIpoIleci AOCTIHKEHHS 3’ ICyBaTH OCHOBHI XYIO)KHI TEHACHIII i CTHJIBOBI OCOOIHMBOCTI IIHOTO
Pi3HOBHIY CaKpaJbHOI CHAIIINHY, a 3aBJaHHAM — IPOCTEKUTH TEHCHLIIT PO3BUTKY 300pakeHb Ta KOHLEILII0
(hopmoTBOpEHHSI.

Buxnan marepiany gocaiikeHHs

Homynsapuuii croxkeT «CBaTuit MuKkomnail» KOMIO3HUIIHHO CIIOPITHEHUH Ha 300paXKEHHSAX 3 KaHOHIYHUM
tutioM Icyca Xpucra. [lomupennmM BapiaHTOM 300pakeHHs ¢B. MuKkojas € penbedHa mocraTs CBATOTO Ha 3BO-
pori nponeciiinoi marepui X VIII ct. 3 I'yiyyneniinan (30epiraetses B HamionansHoMy My3ei iM. Mutporonura
Awnppes Llentuuekoro M. JIbBosa, [uB. Ne I —269). Ha wuiit natepuui okpymioi ¢popmu 3 4oTHpMa pagiaabHIMU
MIPOMEHSIMH 3 OAHOTO OOKY Ha TEMHO-CHHBOMY POCIMHHOMY KOHTYPHOPi3bOJEHOMY TIIi 300pakeHO 1inodi-
rypHy (poHTanbHy KopoHOBaHy noctath CB. MuKomnasi B yepBoHOMY (DEJIOHI Ta €MITpaxisi 3 XpecTaMu, SIKUH
y MpaBiil pyIi TpUMae JOBTUH Ke3J, a B JiBii — 3akpuTe €BaHrenie. 3 iHIIOro OOKy Ha YePBOHOMY TiIi 300pa-
»keHo HoBoszasiTaro Tpitiiro — cumsadi moctati Icyca Xpucra 3 xpecTtoM y moBHU# 3picT Ta CaBaoda 3 Omaro-
CJIOBJIIIOYHM XECTOM PYKH, Y IIEHTP1 Bropi po3ramoBaHo 300pakeHHs Cpsitoro lyxa y BAIsIi Tomy0a.

VY MmaHepi HapOAHOTO IIOCKOPi3bOJIEHHS BUKOHAHO CIOXET PO3M ATTS 3 NPUCTOSIMMMHU Ha JIMLBOBIH CTO-
poni narepuni XVIII ct. [Tozaxy MonuToBHOI octati boromarepi ta 3axxypenoro anocrona loana KOHTYpHO
MIPOPi3HE TJIO 13 320KPYIIIEHUMH radkaMu (imMiTallisi MOXUiIeHnX cHoiiB). OKpyIIicTh marepuii 00pamMIIiol0Th
M030JI0YEHI 3iPKH Ha ICKOPATUBHUX CTOBIUUKAX. YBIHUYETHCSI KOMITO3HIIISI 30I0TO0 KOPOHOIO (MUTPOIO) Bro-
pi. [arepurs noxoauTs i3 c. IBaHiBI, HUHI TepeOyBac Ha 30epexkeHH] y (OHI0BUX cxoBHIaxX HamionanisHOrO
My3ero iM. Mutpononuta Aaapes [lentunbkoro y JIsBoBi (IaB. Ne JI —251).

IToxa30BUM € rapMOHiiHE TO€AHAHHS TYLYJIbCHKOI Pi3b0H 3 POKAHIEBUMH €JIEMEHTAMH Ta FTOCTPUM, LLIIIH-
JIICTUM 30BHIIITHIM CHITyeTOM Ha matepuili nepinoi nonoBuan XIX ct. 3 iepksu Ilpecssaroi Tpifiti B c. Bepx-
Hill SlceniB BepxoBuncbkoro p-Hy IBano-®pankiBcekoi obnacti. Ha nuupoBomy Ooui marepuii, y LEHTPI,
300paxkeHo penbedHe Po3m’saTTsi, 0OpaMiieHe HEPIBHUM 3a CHIYETOM KPYyrom-csiiBoM. OKpacoro IUIONIMHU
MaTepHIli 3 Pi3HUX YaCTHH PO3M’ATTS € BOCBMHUTIEIIOCTKOBI KBITKH-pO3eTH. [ 0CTpi 3BUBHUCTI K YePTYIOTh-
sl 3 TOCTPOKIHIIEBUMHU TPHIINCHUKAMHU B 30BHIIIHBOMY OOpaMIJIEHHI O3HA4€HOI maTepuili. Pucu ryiyibcpkol
TBOPYOCTI BHOCATD JIUIIEBI O€3KPHITI TONIBKA-MaCKapOHU HAJl KpyITHOpOKaiiIeBUMH ejaemMeHTamMu C-rmomioHol
(dhopMu Ta IBOX JapMOBHUCIB, 3aKpIIJICHUX y HIDKHIA YacTHHI, a TaKOXX Ha THJIBHOMY OOIli — IeHTpi Oara-
TOIEJIFOCTKOBOI KBITKH — MPOCTEKY€ETHCS 300paxeHHs penbedHoi ronoBu-mMackapony (OapexiBebkuid, 2005,
c. 229-230). B3aemM03B 130K BUTOTOBJICHHS LEPKOBHUX MPEAMETIB 3 IHIIMMHU TBOPAMH TYIYJIbCHKOI pi3bOH
€ OYEBUIHUM HacaMmIiepe]l 3aBIsIKK Ha0Opy TIEBHUX MOTHUBIB, KOTPi HAraayloTh I'yIyJIbChKi CBIYHHKH-TPINIII,
SIK 11€ MOJKHA ITO0AYNTH Ha PUKIIaJ siceHiBehKol narepuii (Crankesuy, 2002, c. 291).

VY manepi TyyiabchKkoi HaponHOi pi3bOM BHKOHaHO marepuilio cepenuuu XIX cr. i3 c. I'pad’e (Koci),
sika mepenana 3 GoumiB My3ero JIpBiBcbkoi borocmoBcrkoi Akamemii (Akt mp. Ne 17 Bim 19.07.1967 p.),
a HuHI 30epiraetbcs B JIbBiBChKOMY HarioHanmpbHOMY My3ei iM. Mwutpononura Anzapes lllenturpkoro
(ImB. Ne T — 1291). Ha narepuui HapoaHOi poOOTH B LIEHTPI a)XypHOI pi3bOM B KOJIi PO3MILIEHO KOPOTKY, He-
MPOTNOPLIHHY MPSIMO Pi3bOIEHY MOCTATH 13 XPECTOM B PYIIi; 3 MPOTHIICKHOTO OOKY PO3TAIIOBAHO BEIUKY Pi3b-
OJIeHY TOIIOBY, 3BEpXy, 00a0i4 XpecTa — JIBi TOJIBKHM aHTENIB 1 0JJHA, CEPETHHOTO PO3MIipy, BHU3Y. B axxypHoMy
JICKOP1 3 BOJIFOT Ta MPOMIHHS BHKOPHUCTAHO MOJIXPOMIO 30JI0TOr0, OiJ10r0, KOBTOI'0, YEPBOHOTO, CUHBOTO,
3€JICHOTO 3a0apBIICHHs, TKa HAHOCHIIACh O0€3 IPYHTyBaHHSI.

Sk 3a3Havae HOCHIMHUK cakpanbHOI pi3sOu mo nepey P. OmpexiBerkuii (2006), Benrka KUTbKIiCTh AOCHTI-
JOKyBaHUX TipeaMeTiB y XIX — neprriit momouHi XX CT. BUTOTOBIISUTUCS 3 METAITY, 1110 3yMOBIJIO TTOIITUPEHHS
Ha ['ynynbimuHi mogiOHUX epeB’ sHUX MaTePHUllb, 13 TAPMOHIWHO IMOETHAHUMHE B IXHIA KOMITO3UIIIT TpaIHIIiii-
HUMH eJIEMEHTaMH HapogHoro MuctenTsa (c. 229-230). [Ipo Take po3nOBCIOHKEHHSI CBIAYUTD NATEPUIIs 3 Ka-
i Cs. [anTteneiivona B ¢. Kpacuoinis (Buroaa) BepxoBuHcbkoro p-Hy [BaHO-®PpaHKiBChKOT 0011aCTI, siKa
Ma€ OBaJibHY (hOpPMY, TOCTPHIA, TPOMEHUCTUN CHUJIYET, SIK 1 BEPXHESICEHIBChKA, ajie B LEHTPI 11 IpUKpaIIatoTh
HE pi3b0IIeHi penbedu, a OBaNBHI KUBOMUCHI 300paxkeHHs [IpopokiB B 0OpaMiIeHHI HEBEIMKUX Pi3bOICHUX
POKaiiNieBUX €IeMEeHTIB, MACKapOHIB Ta B HIDKHIN dacTuHI mapMoBuciB (OnpexiBebkuii, 20006, c. 230-232).
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Cepen marepuilb, BUrotoieHnx Ha Mexi XIX — XX cT., MO)KHA BUAUTUTH HaMEHII YUCENbHY TPYIY
IUIOCKOPI3bOJICHHS 3 1HKPYCTALi€lo0, 10 KO HAIEXHUTh OAHOCTOPOHHS Harepuils uepksu Pisnsa IIpecssroi
Boropoauui c. Kpusopisus BepxoBuncbkoro p-Hy IBano-@paHKiBcbKoi 001acTi, HEHTpaibHa YaCTHHA KOTPOI
Mae (opMy Kojia, B SIKy BMillleHe pi3bOieHe Hu3bKopeiabedHe Po3m TTA, 1m0 MO KOy OTOYYIOTh Tpaguiili-
Hi MOTUBH TYIYJIbCHKOTO OPHAMEHTAJILHOTO TIOCKOPI3BOJICHHS 3 MOIIXPOMi€ro Ta 1HKpycTamiero. Hapoauuit
MPUMITHB yOayaeThCsl B CTHIII30BaHOMY TpakTyBaHHi ¢Qirypu monunu (Onpexiseskuii, 2006, c. 232).

[TaTepwui TYIyaI5CHKIX MaCTpiB TOYaTKy XX CT. Y IXHBOMY JIAKOHIYHOMY BUKOHAHHI CTHJIICTHYHO IT0-
€JTHYBAIINCS 3 PO3MAiTUM JIEKOpOM TiporieciiHnx xpectiB (Crankesud, 2002, c. 290). Take rapmMoHiiiHe TO€-
HaHHS MPOCTeXYeThes Ha narepuii nodatky XX ct. (Crankeswd, 2002, c. 290; Tumkis, 2012, c. 121) 3 Ko-
CIBCBKOTO My3€l0 HapoaHoro mucrenrsa ta modyty ['yuymsumnu (Ius. Ne 113) Ta B XapakrepHoMy TBOPi 3
MoAIOHUM TITyMaueHHSM AEKOpY — MpOoQiIOBaHHIM, Pi3bOICHHIM, IHKPYCTaI€I0 — Ha MPOLECIHHOMY XpecTi
XX ct1. (IaB. Ne 114).

YV ¢onngoBux cxoBumax Kojomuiicbkoro mysero HapomHoro muctenrsa [ymynasmuau 1 [lokyTTs
im. 1. Kobpurcbkoro 36epiratorsest marepuii XIX ta XX cromits — ¢. Hasipua, Komomus (Ins. Ne 10108)
(Puc. 1), marepuns 1955 p. (ImB. Ne 115-(116), BUKOoHaHI B TeXHili TOUYiHHS, NPOQLTIOBAHHS, 1HKPYCTaIlii,
IpaBza, B ApYyTill € JesKi BTpatu — Opak KiJIbKOX €JIEMEHTIB MpoMeHiB. Unmalna yBara MalicTpa 3BepHEHa Ha
JeprKak MaTepuii, Horo AeKop — iHKpycCTallisl, TOUiHHS, IYIyJIbChbKa pi3b0a. Ls marepuist BUpi3HA€ETHCS BUCO-
KMM piBHEM BHKOHaHHS Ta mpodeciiHuM miaxonom 1o pizsonenns (Jlykans, 2004, c. 190). Bapro B3saTH no
yBaru aHaJorito MUTICHOCTI CHIIYeTy, MaTepia | TeXHIKY BUKOHAHHSI, 1110 BTiIeHO B narepuili XIX CT. 3 iepkBu
IIpecasroi Tpiiimi ¢. SIBopis Ha IBano-PpankismuHi (Tumkis, 2012, ¢. 121), mopiBHABIIN 3 BUIIE 3a3HAYECHOIO
(ImB Nel15-(116).

Jlo mpoanamnizoBanux B3ipiiB KiHmsg XIX — moyarky XX CT. MOXKHA JTOJJaTH 3alpPeCTONbHI MaTepuIl 3i
CesaTunuina xpamy KarenpaibHoro cobopy Cearoro Bockpecinns M. IBaHo-®paHkiBcbka Ta matepuili, pos-
TalIoBaHi B Kpujoci MoHacTUpchKoro xpamy PiznBa IIpecesitoi Boropoanni M. TucMmenuii, BUKOHAaHI HEBi-
JoMuM aBropoM. Ha marepuiisix 000X 11epkoB pi3Hi ikoHOTpadivHi 300paKeHHs], IOTPaB/ia, OPHAMEHTAIbHE
IO € Aemo cropigHeHuM. OpHAMEHTHKY MOJIaHO 110 BCiM IUIONIUHI 3 00OpaMJICHHSIM MEIaJIbHOHIB y BUIISLII
COHIIA i3 300pakeHHSIMHU «Bockpecinas XpuctoBey, «Ycminsg boropomuti», «PizaBo boroponuii», «Po3m’ sat-
s ['ocrionue», «boropomutst Onuritpis», «CB. Muxonait Yynorsopers», «boropomuris B Cnasi (kopoHartis
Boroponurti)», BUKOHaHUMH B TeXHilli kKapOyBauHs (Puc. 2).

re-

Pyeynoxk 1. ITarepurg XX cT., nepeBo, Pucynoxk 2. ITarepums XIX cT. (pparmenT
poQLTFOBaHHS, TOYIHHSA, IHKPYCTaIlis, QHTEIIB ITiJT BUKapOyBAaHUM CEOKETOM), MiJlb,
c. Hazipna Konomuiicekoro p-my, JIaTyHb, I03010Ta. MoHacTupcbka boropomiuna
(KMHMITI IuB. Ne 10108) nepksa M. TucMeHui
Figure 1. Crosier of the 20th century, wood, Figure 2. Crosier of the 19th century (fragment
profiling, turning, marqueterie, of angels under the engraved plot), copper,
Nazirna town of the Kolomyia district, brass, gilding. Church of the Nativity
(KMNMGP Inv. No. 10108) in Tysmenytsia
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[TopiBHIOIOUM TIaTepuIli IUX ABOX XpaMiB, MOYKHA 3HAWTH CITUIBHI PUCH B JEKOPYBaHHI W TEXHIIl BH-
KOHaHHS. 300paKeHHsI MOIaHEe B KPY3i, BOHO BUKOHAHE IOCUTh MaliCTEPHO, a OCKIIBKHU MOCTATI MpoIIsia-
FOTHCS YITKO, TO MOXHA 3 JIETKICTIO TOOAYUTH, XTO 300paKEHUH Ha KOXKHIH Jicii. | Ha oqHUX, 1 Ha THIIHX
MIPOCTEKYETHCS CXOXKICTh Y ACKOPYBaHHI, a caMe: MPOMEH1 COHIIS Ta JEKOpaTHBHE BUPIIICHHS MPUKPII-
JIGHUX 31POK, @ TaKOXK MIBMICSIS BHU3Y JiCKH. € i BIIMIHHOCTI 11010 3aBEPILCHHS MAaTESPHUIb — HA OHUX
BCTaHOBJICHHSI XpECTa Ha KyJICIOAIOHIH OCHOBI, 1HIII )X MalOTh MaJICHbKY KOPOHY 3 XPECTUKOM.

Benapmu mikaBumMu € marepuri KiHmsg XIX cT. 3 moHactupcebkoi nepkBu PiznBa IIpecssaroi boropomu-
i M. Tucmennti. BoHn MaroTh 4uMaiy CXOXICTh i3 J€KOPATUBHUM O3700JICHHSIM ITOTIepEAHIX B3ipIliB 3a
dhopmoro, oOpaMJIeHHSIM 1 3aBEepIlIEHHSM, X04a iM IpUTamMaHHI MMeBHI BiAMiHHI pucu. [ marepuinp ka-
TeapaibHoro codopy Casitoro Bockpecinus M. [Bano-®@paHkiBCchbka XapaKkTepHE 3arajbHE TJIO, HA SIKOMY
MaliCTepHO BUKOHAHI KapOoBaHI 300pa)KeHHs, a )Ke3JIM MOHACTUPCHKOT IEPKBU M. THCMEHUIlI Xo4a i BU-
TOTOBJICHO B TEXHilli KapOyBaHHsI, Ta BCE K TUIbKH 300paKeHHS, & B OpPHAMEHTAJIHLHOMY TJIi BUKOPHCTAHO
TEXHIKY HaKJIaJJHOTO a)Kypy — I'POH BUHOTPAAY 3 JINCTSAM, MOKPUTUX T030J10TO0. [IpoMeHi, 1o BiJXOJsATh
BiZ 300pakeHHs, B KOJIi HE MalOTh 3ipOK.

[Tatepuni nepksu Pizasa [IpecBsaroi boropoauui M. Tucmenuni natyBaHHs HE MalOTh, IPOTE HA Jie-
SIKUX 30epircst Japuuii Haanuc i3 BKazaHUM pokoM — «1862p». OckinbKu MpoBeJeHa NOpiBHJIbHA XapaK-
TEPHUCTHKA JEKOPYBaHHS MaTEpPHUIb, TO MOKHA CMUJIMBOO IPHUITYCTHTH, 110 arepulli IBano-OpaHKiBCbKOTO
KareapanbHOro codopy Cesitoro BockpecinHst MOXKyTh naryBarucs Kinnem XIX cT.

VY nexopyBaHHI mporieciiHux arpulytie XX — mouatky XXI cT. € meBHi iHHOBaIIii, 1110 SIBHO IPO-
CTEXYIOTBCS Y B31pIIX KareapaiabHoro cobopy Cestoro Bockpecinns, riepkoB boropomnyanoi (MoHaCTHP-
cbkoi), Apxuctparura Muxaina, C. Mukomas M. Tucmenuni, I[Tokposu [Ipecssaroi boroponuti M. IBano-
OpankiBchka, mepkBu YcmiHs boropommmi c. Kpumoca, xpamiB Onbru i €mm3aBetn M. JIbBoBa Ta
Cesito-IIpeobpaxkencbkoro codopy M. PiBHOTrO. IKOHOrpadiune 300pakeHHs MPOLECiHHO-3aIPecTOIbHUX
XpecTiB Ta MaTepullb Ha3BaHUX LEPKOB MOKa3aHO SIK omopsypkeHa (oTokomist. [ToMiTHHN TPUMITHBI3M
y JE€KOPYBaHHi, a caMme: JMCK y BUIVISIII COHLISI, OTOYCHOTO IIPOMEHIMH, PI3HUMH 32 BEJIMYMHOIO Ta OpHA-
MEHTAJIBLHUM O37J00JICHHSIM y BUIIISIJII KPYUYEHOTO JIPOTY.

Bin gacy 3ampoBapKeHHS TaTEPUIli 3aiiMalIi BaXKITUBE MICIIE B IIEPKOBHOMY IIPOCTOPI, 30epirim Horo
¥ TOHWHI. YHIKaIBHICTB MTaM’ ITOK, K1 IOCIiPKYBAJIACS, TIOJIATAE B TOMY, 110 BOHHU JIaf0Th 3MOTY CIIOCTEpi-
raTy Ha/Ji3BUYaiHO BaXKJIMBUH €Tarl CTAHOBJICHHS CAKPaJbHOI CIIaIIMHNA XPUCTHUSHCHKOTO MUCTELTBA. 3’5~
COBYIOTBCSI MOXKJIMBI B3a€MOBIUIMBH U TpaHchopMalis AekopyBaHHs. [IpocTekeHo eBOIOLiI0 eIeMEHTIB
03/100JICHHS1, IKOHOTIMCHI 300pa)keHHsI aTprOyTiB Ta iXHS rapMOHIHHICT B iHTEP €pi caKpajJbHUX CIOPY.

Oxpim nporeciitHux aTpuOyTiB — IPOIECIHHUX XPECTIB 13 MATEPHUIISIMH — 3HAYHE MICIIE BiJJBOJUTHCS
JTAPOXPAHMJIBHUISIM Ta JTapOHOCHISIM (MOHCTPAHIIISIM), AKi B JITYpTiifHOMY HIMCTBI HOTenep 3aIUIIIN-
Csl BaXKJIMBUM KOMIIOHEHTOM 00psiny LlepkBu, Xo4a HHHI BOHM € HEIOCTAaTHHO BUBYCHHMHU CAKPAIbHUMHU
arpulOyramu. JlapoXpaHWJIBHHUI ¥ JAPOHOCHII SK MUCTEIBKI CKIQIHUKU PEridiHUX Tporeciii 1oci He
JOCIIIKYBAJIUCS, KPIM TOTO, TyXOBHO-MHUCTELIbKE BUPAXKCHHS MMaTEPULb, JAPOXPAHUIBbHULb-1aPOHOCHUIIb,
PMIIiJT Ta CBIYHUKIB HE BUCBITIIFOBAJIUCS B MOPIBHSJILHOMY acleKkTi. MUCTeIbKa po3BigKa mo/1o 30epexe-
HUX CaKpaJbHHUX MPEIMETIB LIEPKOBHOI 0OCTAHOBKH, IXHE JOCIiPKeHHsI HA0YBalOTh Ba)KJIMBOTO 3HAYCHHS
B OCMUCJICHHI peJIiridHOT Tpaauilii Ta BUCBITJICHHI MOJAJIBIIIOT0 MUCTEIIBKOTO PO3BUTKY, & TX BUBUCHHSI JIA€
3MOTY PO3IMIUPUTH XyAokHE OadeHHs. Lli yHIKambHI 00’ €KTH, BiAIrpatodu MOMITHY POJIb y OOTOCTYK00BO-
My AIHCTBIi, CTAaHOBJSATH BarOMHUW MHUCTEIPKUW BHECOK 1 B TaKOMY (DYHKIIIOHYBaHHI BUKIMKAIOTh 3HAYHY
3aliKaBJICHICTh CAKPAIbHOIO CHAIIINHOIO.

JlapoxpaHUJIBHULSAM 1 TapOHOCHUISIM (MOHCTPAHLISAM) SIK KyJIbTOBOMY MOCYyRy ajisi 30epexenHs Casi-
Tux JlapiB Ta BaXJIMBOMY OOPSIIOBOMY KOMIIOHEHTY B aJIOpalliiHOMY CIIY)KiHHI BiABOAMTHCS ONIHA 3 OC-
HOBHUX (QyHKIiH. be3 puryanpHOi pedi He 00XOIUTHCS B OOpsiIOBOMY JiHCTBI BmanyBanHs Tinma Xpwu-
CTOBOTO Ta y TMPOIECIHHIN XOJi CBSIICHOCTY>KHTEIIB 1 MUPSH HaBKOJIO IIEPKOB PHUMO-KATOJIUIIFKOTO Ta
TPEKO-KaTOJUIIFKOTO O0pPsIy MpH BITaHOBaHOMY HoIIeHHI €BXapucTii (moxinoHinHI CBatuM apam). Tox
IO CyIUHA-TAPOXPAHUIBLHUIIS 3aiiMae OJfHE 3 YiTbHUX MICIIb, & CaMe: i3 MPOIECIHHNM XPECTOM, ITaTePHUIIs-
MU, PUIIJIaMU Ta XOPYTBaMHU € OCHOBHHUM, HEBiI’€MHUM €JIEMEHTOM y CTBOPCHHI €JUHOIO KOMITO3MIIiH-
HOTO aHCaMOJIIO B IIPOLECI KYIBTOBOTO CIYXKIHHS — LIEPKOBHIN X0A1 B 00psiai amopauii. Lle# mitypriinuit
MOCY/, SIKM CIYXHUTh MICTKICTIO 11 30epeskenHs [Ipecssitoro Taincta, 3’siBuBcst B X1V CT. y 3B’sI3Ky
3 PO3BUTKOM €BXapHUCTIHHOTO KyabTy. CIIouaTKy MOHCTpAHIisl MaJia BUTIIS]L BeXi a00 dacamy xpamy 3 mpu-
KpirieHnM# (QirypkaMu HEBEJIMKOTO pO3Mipy 1 Haifuacrimie Oyna aepeB’stHO0. Y mepion 6apoko rmodanu
BUTOTOBJISITH MOHCTPAHITII OUTBIIOTO PO3Mipy, IO CBOIM BUIIISIOM HaramyBalld COHIIC, BiJl STKOTO PO3XO0-
JATHCS TIPOMEH.
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LikaBo MOPIBHSATH MATEPHIIi T JAPOHOCHIILL: SK IPABHIIO, iXHS TTONIOHICTH MMOJISTAaE B MOJIEITIOBaHHI (hOPMHL.
[Marepuni (1icku, xe311) B CBOEMY O()OPMIICHHI MalOTh CXOXKE TPAKTyBaHHS 3 AAPOHOCULSAMH (MOHCTpPAHLis-
MH), a caMe: IBOCTOPOHHIO JUCKONOAIOHY GopMy B MPOMEHHUCTOMY OTOo4YeHHi. [Iporeciiini jicku € 1 ogHOCTO-
POHHI, 1 IBOCTOPOHHI, AEKOPOBaHi pi3bOICHHSIM Y1 METajIoM. BOHU Hasle)XaTh 10 KOMITJIEKCIB MepeIikoHOCTac-
HUX Y 3aIPECTOIBHUX MPEAMETIB 1 AOTENep 3TUINAIOTHCS TOPSA 3 JTAPOHOCUISIMUA BaKIIMBUM KOMIIOHEHTOM
LIEPKOBHOI'O 0OPSI/TY, CAMBOJII3YI0UN XEPYyBUMIB Ha O0rocmy KiHHi. Tox rnmaTepuili HEpO3pUBHO OB’ sI3aHi 3 MOH-
CTpaHIIisIMH B TyXOBHOMY BHpakeHHi. Po3misaaroun mpuHINTN (OPMOTBOPEHHS Ta 03400ICHHS JAPOHOCHIIb,
CIIOCTEPIraeEMo JeKOPAaTHBHO-OpHAMEHTAIbHI MOTHBH, CIOPIIHEHI 3 MATEPUIIMHU, TOACKYIH — 3 PHITIIAMU.
€ meBHa CXOXKICThb Y 30BHILIHBOMY BUIJISI, SIK, HAIPUKJIAA, KPYDJINI ABOCTOPOHHIN COHIECAHHNI UCK 13 TTpo-
MEHHCTHM 3aBEPILCHHSM, 1110 Ma€ MiACTaBKy. Jlaponocui quckonoaioHol, Kpyriioi 4u oBaibHO1 Gopmu y TIpo-
MEHHCTOMY OTOYEHHI Ha 03/100JIeHIl HIXIIi MPUKpalleHi peabedoM apxaHreniB. BiIMIHHICTD y JeKOpaTUBHOMY
03100JICHH1 IIUX aTpruOyTiB MOJISITae B pO3TaIlyBaHHI 300paskeHb — PUITIIU MICTATh 300payKeHHS B LICHTPI TUCKY,
Ha MaTepUIIX apXaHTrer PO3TAIIOBaHi ITij] IKOHOIMCHUM YU BHKapOYyBaHUM CHOXKETOM, a Ha JApOHOCHIISX —
300pa)keHHs HAa OpHAMEHTOBaHIN HIXKII. BenbMu 1mikaBuM € TOPIBHAHHS NATEPHIll Ta JapOHOCHUII. 30Kpema, Ha
narepuii 3 Komomuticbkoro My3ero Hapogaoro muctentsa ['ymynpiuan i [1okyTTs, Ha BiAMiHY BiJ TpauIlii-
HO1 (popMH, Jie MiCTHTHCSI IKOHOIMCHHUMN CIOKET, Y LIEHTPI HAOIMKEHO JI0 TPO30poi KaMepH — KPyIJIoi KOpOOOUKH
JUISl TOCTII, 1110 BUKOPUCTOBY€EThCs B Naponocuti (Puc. 3, 4).

Pucynoxk 3. Jlaponocuist XX cT., Metai, kapOyBaHHSI. Pucynoxk 4. /laponocuns XX ct., OpoH3a, JTUTBO,
Mya3eii ictopii penirii M. JIbBoBa kapOyBaHHsI, 110305107, 60x29¢cM., My3eii icTopii peirii
Figure 3. Pyx, the 20th century, iron, embossing. M. JIpBOBa, [HB. No MT — 425 (ponmocxoBuia)
Lviv Museum of the History of Religion Figure 4. Pyx, the 20th century, bronze, casting, minting,

gilding, 60x29cm, Lviv Museum of the History
of Religion, Inv. No. MT — 425 (museum depository)

[IpoTe ocHOBHA BIIMIHHICTh TIIYMAYCHHS KyJbTOBUX aTPUOYTIB MOJIATAE B YHIKAIBHOCTI IXHBOTO TEXHIY-
HOTO BUKOHAHHS B MaTepiaii. He3Bakaroun Ha 3HaUHY Pi3HMIIO HIDKHBOI CTOIH I ieprkaka, OpHAMEHTOBAHHX
KpYIITUMH cepamu, IIaCTHYHICTh (POPM Ta JEKOPAaTUBHUX €JIEMEHTIB MOXKHa 0auWTH Ha BEPXHIX JETajsax
npenMeTiB 6orociryk00Boro npu3HadeHHs. CX0XKUM € 3aBEpILICHHS Y BUIVISII COHLECSHHOTO JIUCKY, a J0/1aT-
KOBUM MIITBEP/UKCHHSIM I[LOTO MOXKE CIIYXKHMTH narepuis GpoHgocxosuma Mysero ictopii gaBHboro ammya
(Puc. 5). Edexr cainuBoCTI MigKpecIo0Th YUCICHHI IeTalli, pO3MillleHi Ha 3BOPOTHIH CTOPOHI MaTepuili
3 TAJIMIBKOTO MY3€H0: 3aBiCH, 3aCTIOKM Ta KpyIia mpo3opa Kamepa 3i ckia (3 3aKJIaJIcCHUMH T1aliepOBUMHU 00-
pa3Kamu), sika BMIIlIeHa B IEHTPi Ta 03/100J1€Ha METAJICBUM JIEKOPOM — INTAMIOBUM THCHEHHSM, KapOyBaHHSM.
Taxwuit BUITIs1 ABOX KPYTIIMX TUCKIB i3 OTBOPOM B IIEHTPI, IPUKPAIICHUX OPHAMEHTOM, 300payKEHO Ha KYyJIBTO-
Bili peui ams 30epeskeHnst oonarku B Kpaesnasuomy mysei M. Tepnonons (Iue. Ne K—-101) ), (Puc. 6).
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Ha ocHOBi HaBeeHUX CITiBBiIHOIIEHh MOJKHA 3pOOWTH BHCHOBOK, II0 B MUCTEI[PKHX IaM ATKaX IeH-
TPAJILHOIO € BEPXHS YaCTUHA, KOTPa BUALISAETHCS OCOOIMBOIO MUIIHICTIO. SIk Gaunmo, Taka TpaHcopmaris
(hopm Oyra mpuTaMaHHOIO AJISl BUCBITJICHHS TBOPIiB KyJbTOBOTO IPU3HAYCHHS 3 XapaKTEPHOIO 03HAKOIO Helle-
pEe3aBaHTaKEHOCTI, X0ua IEKOPaTUBHI EJIEMEHTH JIy’Ke YacTO Baromi i AMHAMIYHI.

Pucynok 5. ®parment narepurti XX cT. (3B0poT), Pucynoxk 6. 3sopot maponocuiti XX cT. ((pparMeHT), meTad,
MeTal, KapOyBaHHs, Mo3070Ta. My3eit ictopii KapOyBaHHS, 1T03010Ta, TEPHOMIIBCHKIH Kpae3HaBINN My3eH,
nasHporo ['annya (pongocxosuia) IuB. Ne K-101, (dponnocxosuia)
Figure 5. Crosier’ Fragment of the 20th century Figure 6. Pyx’ Flipside of the 20th century (fragment), iron,
(flipside), iron, minting, gilding. History Museum embossing, gilding, Ternopil Local History Museum,
of Ancient Halych (museum depository) Inv. No. K-101, (museum depository)

Oco0nuBO LiKaBUM 32 MaHEPOI0 BUKOHAHHS € MPOLECiiHI aTpu-
OyTH, y SIKHX MOXKHa PO3IJICAITH, SIK BKUTO TPAAMLIHHE JAEKOPYBaHHSI
a00 X SIK HaTypaJiCTUYHO BUAUISIOTHCS KOJIOCKH IMIICHUI i BHHOTPA/I.
VY JexopyBaHHI JTapOHOCHIlb PO3MOBCIOKEHUI POCTUHHUE OPHAMEHT.
[TomiTHa TIepeBara B pOCIMHHUX Bi3epyHKAaX HaJEXHUTh THYYKHM CTe-
Oy1aM, JTMCTKaM, KBiTaM, IutogaM. ['0JIOBHI 3 HUX — IUIKH 3 JUCTKAMHU Ta
miogamu. BapTo 3a3HauuTH, 110 HEHTPATBHUM 1 JIOMIHYIOYHM MOTHBOM
JEKOpy KyJIbTOBUX aTpHOYTIB € POCIMHHUI OPHAMEHT, SIKUH OpraHiqHO
BIUTITAETHCS B S-TIOAIOHI (hirypu 3 JTUCTSI BAHOIPaJly Ta HOTO IPOH, a Ta-
KO JTyOOBOTO JIUCTSI 1 II0AIB sxkouys (Puc. 7).

[Tpu nopiBHSHHI ATEPHIIH 1 JAPOHOCHIID TPOCTEKYETHCS CXOKICTh
y MaHepi BUKOHAHHS, KOJIM OAHIEI0 3 0COOIMBOCTEH JIEKOPYBaHHS € HATY-
PaJIbHICTB KBITIB 1 IUIOAIB >k0Myns 3 TUcTsAM. Tak, napoHocui 3 HoHIIB
Kpaeznapyoro mysero M. Tepronons (Iae. Ne K —30) (Puc. 8) Ta My3sero
ictopii penirii M. JIeBoBa (IaB. Ne MT — 908) (Puc. 9) nekopoBani opna- Pucynoxk 7. laposocurs XX cr.,
MEHTOM JyOOBOTO JIUCTS Ta KONyAiB. BUKOpHCTaHHS KBITKOBHX MOTH-  CKIIO, METall, KapOyBaHHs, 1ep-
BIB TaKOX 00’€JHY€ IICHTPaJIbHY JMCKOBY YaCTHHY Ha JOCIIKYBAaHMX  KBa c. COIOHCHKO, JIporo6uiis-
rpenMeTax. Y 3Wriar, yTBOPEHHH BHHOTPAIHOIO JI03010, BIUTITABCSA Bi-  Kuii p-H JIbBiBChKa 001, Myseii
HOK 13 KBITiB, SIK MO)KHA ITOOAYUTH HA AAPOHOCHIII 3 eKcro3uilii My3ero icTopii peuirii M. JIbBoBa, THB.
icTopii penirii micra JIbBoBa. Take KBITKOBE KOMIIOHYBaHHS € OMM3bKUM  Ne MT — 908, (pormocxosua)
3a JICKOPOM OOpaMJICHHSI /IO iKOHHOTO 300pa)XCHHSI Ha maTepulsax xpa-  Figure 7. Pyx of the 20th century,
MmiB nouatky XX ct.: [Ipecesitoi €Bxapucrii M. JIbBOBa, kareapaibHoro  glass, iron, embossing, Church,
cobopy Casroro Bockpecinust M. IBano-DpankiBcbka Ta Airo4oro xpa-  Solonskoho-Drohobych district,
My Ha TEPHUTOPIl My3€t0 apXiTeKkTypu i nodyty c¢. Kpuioca. Lviv Museum of the History

of Religion, Inv. No MT - 908,
(museum depository)
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Pucynok 8. Jlaponocuirst XX cT., MeTan, kKapOyBaHHS, Pucynok 9. Jlaporocuirst XX ct. (pparMeHt), Meta, Kap-

27x20cMm., TKM 20226, IaB. Ne K — 30 (hormocxoBuina) OyBanHs, My3eii icTopii penirii M. JIbBoBa (EKCIIO3HIIIST)
Figure 8. Pyx of the 20th century, iron, minting, 27x20 Figure 9. Pyx of the 20th century (fragment), metal,
cm, TCM 20226, Inv. No. K - 30 (museum depository) minting, Lviv Museum of the History of Religion,
(exposition)

3anikaBieHHs BUKJINKAE BepxHs yactuHa naponocui (Kynst. [HB. Ne 170), sixa 30epiraerbes y GoHI0CXO-
Bl TepHOMIBCHKOTO KPae3HABYOTO My3€l0, KOTpa oOpaMiIeHa CMYKKaMHU y BUIIISIL TIPOMEHIB, 1O IIEHTPY
Bropi i3 300pakenHsM IIpecssToi Tpiiimi — penbedri cuasai mocrari bora-OTirs, Icyca 3 xpecToM y TOBHUH
3pict Ta CB. Jlyxa. Po3missHyTe TpakTyBaHHS penbedy CXOke Ha JEKOpaTHBHE IUIOCKOPi3hOJICHHS Ha Tare-
puui XVIII c. i3 hongocxosuiy HanionansHoro mMysero iMm. Mutpononuta Anapest Llentunskoro y JIbBoBi
(IuB. Ne J1-269).

Jewo iHmmid, opuriHampHuid BapianT mapoHocuii XVIII cr. Mysero icropii penirii M. JIbBoBa
(IaB. Ne JIp. — 64), 1110 HE Ma€e aHAJIOTIB 3a CBOEI (OPMOIO, — pelibe(pHA OpHAMEHTHKA B CTHJII POKOKO 3 €Jie-
MEHTaMH POCIMHHOTO MOTHBY, 10 OOKaX BEpXHBOI YaCTHHH Bropi Ta BHU3Y po3TamIoBaHi OapenbedHi ro-
JIIBKW aHTeNiB. BITUB popMu 1 AEKOPY MPOCTEKYETHCSA HE TUTBKH B Tiepion Kiams X VIII — mogarky XIX cT.,
a ¥ y mi3HIIMN epiog — TPAKTYIOTHCS KOMIO3HIIHHI MOTHBH JTAPOHOCHIIb (MOHCTPAHIIii) mMpoTsIroM XX CT.
SIK mpuKIIaJ MOXKHA [TOJaTH MOBOIO OPUTiHATY BUTSTHU 3 iHBEeHTapHUX KHUT (My3eii icropii penirii M. JIbBoBa)
PO LIEPKOBHI KYJIBTOBI pedi, KOTPi MPOIOBKYIOTh TPaULiKiHI POpPMH.

VY rtakuii cnocié HaM BIATOCh BUOKPEMHUTH CaKpallbHI MPEAMETH LEPKOBHOTO BXKHTKY, SIKi MalOTh He3a-
MepeyHi CIUTbHI XYJJO)KHBO-CTHIIHOBI 03HAKH. [1pu 1[bOMY BaXKIIHBO 3a3HAYUTH, 110 OOPUCH OCOOIMBO TIOMIU-
peHux (popM MaTepuIlh i JTAPOHOCHITh Y PUMO-KATONHIIBKIN IIEPKOBHIN TPaIHIlii OTOTOKHIOIOTECS 3 00pucaMu
MIPaBOCIABHUX PHIII.

Po3rsHyTi mpenMeTH, momiOHO AEKOpOBaHi, HEPIIKO HaraayrTh GopMmy marepuilb. Y 0araTtbox i3 HUX
OpHTiHAJIFHO BUKOPHCTAHI TPaAMLii TYIYIbCHKOIO HAPOAHOTO Pi3bOJIEHHS, a came: MPOCTEKYEThCSI MOTHB
penbedHOT rOIOBU-MacKapOHa B IICHTPI 0araTorneIroCTKOBOT KBITKH YW COHSYHOTO MpoMiHHs (OpexiBChbKUil,
2006) B CBIYHHKY-ITOCTABHUKY Ta CBIYHUKAX-TPIHIIAX 13 HOMIMPEHUM CIIOCOOOM JIEKOPY — TYIYJAbCHKHMH JIap-
MOBHCaMHU.

BucnoBknu

VY nporieci Hamoi po3BiAKU 00’ €KT JOCIIKEHHS 30araTuBCs MarepiajaMu 3 IHIIMX Pedyeil KyJIbTOBOTO
MIPU3HAYEHHS, K1 PENPE3CHTYIOTh CaKpalbHy CIa IINHY, 30epekeHy Ha TepeHax 3axinHoi Ykpainu. Baximse
3HAYEHHS MaJI0 BUKOPUCTAHHS MOPIBHSIBHOTO aCMEKTy Y BUBUEHHI ITaM’ITOK 3aX1THUX PETiOHIB YKpaiHu, 110
CIIPHSUTIO BUPINICHHIO HU3KU MTUTaHb, 30KpeMa, 3’ ICyBaHHS YHHHHKIB, SKi 3yMOBHIIH (DOPMOTBOPEHHS 1 PO3BH-
TOK Ha LIUX TEPEHAX MUCTELBKNX HEPKOBHUX CKJIAJOBHUX.
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VY MopiBHSIIFHOMY aHai31 MPOBEEHO Mapaseli 00 OCHOBHHUX MPHUHIIMITB XyJA0KHBOT Opi€HTaIlil, 3y-
MOBJICHUX IIEPKOBHIUMHU KaHOHaMHU. []e 3HaWIIIO0 CBiii BUSIB HACaMIIepe T y MOOYI0BI Ta ISKOPI TOCITIIKYBAHUX
MIPEIMETIB, JOMIHYIOUMM €JIEMEHTOM SIKUX € IiIMOpsSAKOBaHe jorMaraM llepkBu, siCkpaBO BUPaKEHE IICH-
TpaJIbHE 3aBEPIICHHSI Y BUIIISAI COHIICCSIIHHOTO JIUCKY.
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OCOBEHHOCTHU JEKOPA | 3onorapuyk Haramus Uropesna
N ®OPMBbI NIPEJAMETOB | Kanouoam uckyccmeoeedenus, doyenm,
IIEPKOBHOW ATPUBYTHUKMW: | Viusepcumem Kopons Januna,
KOMIIAPATUBHBIN ACHEKT | #sano-®panxoscx, Ypauna

Lenpb ucciieoBaHus — MPOAHAIU3UPOBATH TCHICHIIMN Pa3BUTHS IPEAMETOB LIEPKOBHOM arpuOyTHKH U TPOBECTH
TIapaJiyiell OTHOCUTENBHO OCHOBHBIX MPHHIIUIIOB XYJJ0’KECTBEHHON OPUEHTAINH B IPUMEHEHUH OPHAMEHTAJIBHBIX JIEMEHTOB
C MIX Pa3IUYHBIMHA MOTHBaMH, 00YyCIIOBICHHBIMH IIEPKOBHBIMU KaHOHAMH. METOI0I0THS NCCIIEAOBAHMS 3aKJII09aeTCs
B MPUMEHEHNH METO/IOB aHAIIN3a M CHHTE3a, CHCTEMAaTH3aIMi 1 0000IIEeHIN METO/IOB. B 4acTHOCTH, KOMITapaTHBHBIA METOJ
aHayM3a IPUMEHEH JUISl CPABHEHNUSI M CONIOCTABIICHUS BEIIEH [IEPKOBHOM yTBapH, a METOIMKA XyI0)KECTBEHHOTO aHAITH3a Obl1a
HEOOXOIMMOH /ISl TOJIKOBaHUsI TBOPYECKUX MPOIIECCOB M KOMITO3ULIMOHHBIX 0cobeHHoCTel. HayuHast HOBH3Ha HccieioBaHus
3aKIJII0YAETCS B CIIEYIOIIMX IIPHOPUTETAX: KOMILIEKCHOE OCBELICHHUE IPOMCXOXKICHUSI M Pa3BUTHS IPOLIECCHOHHBIX KPECTOB
U [IOCOXOB KaK CHEeU(PHUISCKOro Xy/I0)KECTBEHHOTO SIBJICHUSI M HEOTHEMJIEMOM YaCTH 1IEPKOBHOIO MCKYCCTBA; OCBEIIICHNE
Xy/I0’KECTBEHHBIX 0COOCHHOCTEN MPEAMETOB IIEPKOBHOM aTpHOyTHUKH (JINTYPrHYECKUX, 3aAMPECTOIBHBIX ) MTPOLECCHOHHBIX
KpECTOB, ITOCOXOB, MOHCTPAHIHH (apoHOCHIT). BEIBoaEL. B pesynprare mpoBeIeHHOTO MCCIeI0BAaHMS B HAYIHBI 00MXO.
BBEJICHBI MaTepHabl O MHOTHX BEIIaX KYJIBTOBOTO MPEIHA3HAYEHNUS, KOTOPbIE MPEJICTAaBIISIOT CaKpaJIbHOE Hacllene,
coxpaHeHHoe B 3araHoi YkpanHe. BeieneHo cakpanbHble aTprOyThl IEPKOBHOM YTBapH, KOTOPbIE HMEIOT HEOIIPOBEPKUMbIE
0011IME XY/I0KECTBEHHO-CTUIICBBIE ITPU3HAKK; PACCMOTPEHBI TNIAaBHBIC ATAIIBI PAa3BUTHUS U XY0)KECTBEHHBIE 0COOCHHOCTH
UCCIIETYyeMbIX MPEMETOB IIEPKOBHOTO IIPOCTPAHCTBA, KOTOPBIC ABIAIOTCS HEOTHEMIIEMOM COCTABIIAIONIEH HAIIMOHATBHOTO
Xy/0KECTBEHHOTO HACJIEICTBA.

Knwouesvie cnosa: Qopma; nexop; HEpKOBHas aTpHOyTHKA;, MPOIECCHOHHBIC KPECTHI; IMATePHIbl (PUIHIIBI);
MOHCTPaHLIUH

PECULIARITIES OF DECORATION | Nataliia Zolotarchuk
AND FORM OF CHURCH OBJECTS: | PhD in Art Studies, Associate Professor;
COMPARATIVE ASPECT | King Danylo University, Ivano-Frankivsk, Ukraine

The purpose of the study is to analyse the development trends of the church objects and to draw a parallel between
the main artistic focus principles of the ornamental elements’ employment and their various motifs established by the
church canons. The research methodology is to apply the methods of analysis and synthesis, methods’ systematisation and
generalisation. In particular, the comparative method of analysis was applied in order to compare and opposite the church
objects, and the method of artistic analysis was necessary for the interpretation of creative processes and compositional
features. The research novelty is in the following priorities: the comprehensive explanation of the origin and development of
processional crucifixes and crosiers as a specific artistic phenomenon and an integral part of the devotional art; explanation
of artistic features of the church objects (liturgical, altarpiece) processional crucifixes, crosiers, monstrances (pyxis).
Conclusions. As a result of the research, materials on many things of religious purpose that represent the sacred heritage
preserved in Western Ukraine were introduced into scientific use. We have identified the sacral church objects that have
the irrefutable common artistic and style patterns, and have revealed the main development stages and art features of the
research objects of the church space that are an integral part of the national artistic heritage.

Keywords: form; decoration; church objects; processional crucifixes; crosiers (ripidia), monstrances
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OF THE CANONICAL SACRED | ORCID: 0000-0002-8518-5686,
PAINTING OF RUS-UKRAINE | e-mail:br vitalik@bigmir.net,
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The article purpose is to analyse the state of scientific learning of the canon of the Ukrainian and foreign studies of
art; to find out the emotional, expressive and pictorial style features in the canonical sacred painting of Rus-Ukraine of
the 13th to the 14th century. The research methodology is to combine the analytical review and analysis and methods of
cognition (to provide an objective analysis of research literature and primary sources that reflect the main trends in the
development and functioning of the iconographic canon); sociocultural methodology (the ancient sacred Ukrainian art
as a component of the Christian paintings of the Kyivan Church tradition was researched); the sociocultural approach
(to determine the unity of the Eastern Christian aesthetic principles); historical method (to review the historical stages of
formation and transformation of the iconographic canon); phenomenological method (to learn the importance of sacred
art). The scientific novelty of the article lies in the fact that in the Ukrainian Art Studies for the first time there is a study on
the subject of the iconographic canon as an important artistic principle of national iconography; the state of the scientific
conception of the canon has been analysed; the emotional, expressive and pictorial style features in the canonical sacred
painting of Rus-Ukraine of the 13th-14th centuries were discussed. Conclusions. We have identified the role of the canon
in the art system of ecclesiastical art, its influence on art perception; the principles of the relationship between the canon
and sacred art, etc. The study clearly shows that during the process of the historical development of ecclesiastical art the
iconographic canon was being gradually destroyed (modified) on the territory of Rus-Ukraine. It is stated that isographic
canon was a moving spirit mostly for a little-known gifted icon-painters of the past.

Keywords: canon; icon; icon-painting canon; iconographic principles; art; art studies

Introduction

In the realities of our time, the iconographic canon is of particular interest among the art historical circles.
Ukrainian sacred art has passed a complex evolutionary process from its beginnings to the present. The
iconographic canon has undergone certain historical and religious and artistic modifications. However, despite
different historical and political conditions, Ukrainian art preserved its canonicity and affiliation with the
Byzantine spiritual and aesthetic areola. The ascertainment of the features of Ukrainian sacred art, especially
the genre and style evolution of the iconographic canon as an integral part of the national culture of Ukraine,
is an urgent task of contemporary art history, theology and culture studies.

The interest in the icon theology and sacred art on Ukrainian territory dates back to the late 19th and early
20th centuries. Considerable work in the cultural, national, and theological and artistic determination of the
identification of the ancient sacred art of Ukraine was made by some Soviet and later Ukrainian researchers.

First of all, the intellectual groundwork in the field of cultural studies, theology and art history of the first
iconographic canon researchers, including S. Avierintsev, V. Bychkov, O. Losiev, Yu. Lotman, D. Uhrynovych,
are worth to be noted. In the Soviet scientific space, the topic of canon in art was partly considered by some
well-known scholars such as B. Berenstein, G. Wagner, D. Likhachev. Among Ukrainian art historians
D. Antonovych, P. Biletskyi, P. Zholtovskyi, V. Melnyk, L. Miliaieva, V. Svientsitska, 1. Svientsitskyi,
M. Stankevych, D. Stepovyk, V. Ovsiichuk, S. Taranushenko and others worth mentioning. However, we find
only cursory information about the canon in the sacred art in the works of above-mentioned cultural scientist
and art historians.

A lot of publicistic and scientific works have been written about Ukrainian iconology and iconography.
First of all, it is worth noting the well-grounded work on the study of the iconographic canon of old Rus art by
the prominent Soviet historian and art theorist Gennadii Vagner, who managed to raise and consider the issue

© Vitalii Kozinchuk, 2020
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about the importance of genre creation in old Rus art seriously. The art critic analyses the scantily explored
problems of the extremely important theme of the beginnings of the iconographic canon (Vagner, 1974). The
breadth of associations, the thorough knowledge of the monuments of iconographic tradition enables the author
of many monographs to cover the origins of genres and styles in Ukrainian canonical iconography versatile
(Vagner, 1987).

The significant contribution to the study of icon painting tradition in Eastern Europe was made by the
well-known Russian art historian of the USSR Viktor Lazarev, who is an author of numerous articles and
monographs on European, Byzantine and old Rus art. In his scientific works, the scholar reveals the essence of
the iconographic canon on specific historical and artistic examples (Lazarev, 1971).

Among the well-known scholars of the present time, it is worth mentioning Antonis Firigos, a prominent
Greek philosopher and patrist (researcher of life, activity and art of the church fathers). The scholar with a
corresponding competence, which comes, in particular, from the knowledge of the original texts, provides
the fundamental principles of Byzantine aesthetics, on which the entire medieval icon-painting canon is built
(Firigos, 2017). Also the works of V. Bychkov, P. Zholtovskyi, A. Zhaboriuk, H. Kordis, O. Losiev, Yu. Lotman,
V. Ovsiichuk, M. Stankevych, D. Stepovyk represent the history of Rus-Ukrainian church canonical painting,
its peculiarities and evolution.

The most recent work in the field of research by art historians A. Komarnytskyi and B. Ziatyk “Holy sites
of Princely Ukraine” (2019) should be noted. In a popular scientific publication, the authors, independent of
Russian thought, introduce the reader to the national relics of Princely Ukraine (Kyivan Rus), which reached
our time and which form an integral vision of the sacred tradition of Kyivan Rus. The above-named art
historians rethink the entire religious heritage of Rus-Ukraine (Komarnytskyi & Ziatyk, 2019). However, the
question of the history of the iconographic canon in the territory of Ukraine is not covered sufficiently and
needs separate research.

The scientific novelty of the article is that for the first time in Ukrainian art history the study devoted to
the topic of the iconographic canon in the religious painting of Rus-Ukraine of the 18th — 19th centuries as an
important artistic principle of national icon painting, which determines the practical application of the obtained
results, is conducted.

Purpose of the article

The purpose of the article is to reveal the state of scientific comprehension of the canon in Ukrainian and
foreign studies of art, as well as to find out emotional, expressive and pictorial stylistic features in the canonical
sacred painting of Rus-Ukraine of the 13th-14th centuries.

The research methodology is to combine the methods of cognition, caused by the requirements of
objective analysis of historical sources that reflect the main tendencies of the development and functioning of
the iconographic canon. The use of social and cultural methodology made it possible to consider the object —
the old Ukrainian sacred art — as a component of the Christian painting of the Kyivan church tradition, on
which the main contemporary Ukrainian confessions of the Byzantine rite were formed. The social and cultural
approach focuses the attention on the unity of the fundamental East Christian aesthetic principles. To ascertain
the features of the iconographic canon in the old Ukrainian territory, some theoretical methods were used:
the review and analytical analysis of scientific, historical, theological, cultural and art historical literature
within the framework of the studied themes; the historical method owing to which the historical stages of
the formation and transformation of the iconographic canon are considered, and also the phenomenological
method for understanding the importance of sacred culture, art, and spirituality of Rusyns-Ukrainians in the
context of art-historical manifestations of their originality and self-identification.

Main research material

The main elements of the iconographic canon in the sacred art of Rus-Ukraine.

In the proposed scientific research, to draw a line around Ukrainian lands, we use the term “Rus-Ukraine”,
which, in our opinion, expresses the historical, cultural, spiritual and artistic heredity of modern Ukraine
concerning Kyivan Rus (Princely Ukraine) most accurately. In this way, we tried to demonstrate the continuity
of a single historical process on the ethnic territory of the Dnieper and Western Ukraine from the very beginning
of the princely period, through Rus, Kingdom of Galicia-Volhynia, Lithuanian-Ruthenian State, in the Cossack
Hetmanate period and to the present time. Pavlyn Svientsitskyi, a prominent Ukrainian writer, public and
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cultural figure, was the first to use this term in the 19th century. Later, this phrase is found in the literary work
of I. Franko, M. Hrushevsky (1991) and others.

The sacred art of Ukraine is based on the fundamental theological and artistic norms and requirements,
which though are not documented in nomocanons or other collections of church canons and civil laws, but are
generally recognised and regulated by the Kyivan church.

The beginnings of the Ukrainian iconographic canon should be found in the Byzantine Empire. The
isographic rules helped to embody some significant theological tenets and features of the Eastern Christian
worldview in the sacred art. Byzantine aesthetics preferred not a fine pulchram based on rationalism
(approaching to the perfect harmony of the proportions of a work of art), but rather a sublimissimam, based
on sensitive feelings elevated to the “Divine World” (Firigos, 2017, p. 2017). Therefore, the main direction
of church Eastern Christian art in the territory of Rus-Ukraine was portrayal not of the surrounding (realistic)
world, but the comprehension of the best artistic means of the national old painting of the transcendental world,
the existence of which preaches Christian religion in the whole world. So, several dominant points that make
up the artistic iconic rule can be distinguished:

1. The portrayal of supernatural beings (saints, blessed, confessors, reverend, etc.) on Ukrainian icons
(for example, Jesus Christ, Blessed Virgin Mary, Apostle Paul, St. John Chrysostom, etc.) should emphasise
their “divine” greatness and in any case, it is not realistic (earth) a supernatural character. The artistic eixcwv
of the holy man in old Ukrainian icons is directed to the so-called “spiritualisation” of the appearance of the
person. In this connection, the opinion of the authoritative researcher of Byzantine and old Rus icon painting
V. Lazarev can be cited: “The head, as the centre of spiritual expressiveness, becomes the dominant figure,
which subordinates all other parts. The body recedes into the background completely, turning into an almost
weightless size, hiding behind the thinnest folds of clothing ... The same exceptional role that the torso plays
in the ancient statue is played by the head in the Byzantine icon. It is precisely from the size of the head that
the Byzantine master constructs the proportions of the whole figure, namely the head, more precisely — a face
is of the greatest interest to him because of the possibility of expressing “some incorporeal and imaginary
contemplation” in them. According to John Macropod’s opinion, a skilled artist portrays not only the body
but also the soul. In the striving for maximum expression of this soul, a person receives an extremely peculiar
interpretation. The staring eyes on the viewer stand out for their exaggeratedly large size, thin as if they are
incorporeal, lips are devoid of sensuality, a nose is drawn in the form of the imperceptible vertical or slightly
curved line, a forehead is emphasised high, and it oppresses all other parts of a face (Lazarev, 1971, pp. 34-35).
Therefore, as we can see, the medieval master did not focus only on the outer world in the art, but paid great
attention to the “inner world”.

2. The transcendental world, according to the conclusions and principles of Eastern Christian aesthetics,
is eternal and unbreakable, so figures of evangelical plots and images of saints recognised by the Universal
Church in the icons should be depicted as frozen, static. This coldness conveys the effect of deep asceticism.
Medieval Rusyns, like the Romans (Byzantines), believed that entering into “divine reality” makes one calm
(majestic) (Lazarev, 1971, p. 35).

3. The main purpose of the isographic canon is to comprehend the divine essence of things. Therefore,
iconography conveyed space-time effects in a particular way. The flora, fauna and subject matter were
represented in a new way here, in the view of the nature of things, not their rerum (original image).

4. The straight (linear) perspective was replaced by the reverse one.

5. Several points of view and some artistic projections were offered.

6. The sizes of the figures on the icons were not assumed by mathematical calculation, but only by religious
values. Therefore, the saints are depicted under the influence of a certain “artistic hyperbole”.

7. Time in icon painting has a relative character. It demonstrates Kazpdg — “favourable moment”. Therefore,
a certain saint can be depicted several times in the same composition.

8. The pseudo-reality (conventionality) of the whole image is singled out by a golden background. Gold
in the icon “isolates” the saints from all material (portrait).

9. The conservatism of ancient Ukrainian ecclesiastic painting had its theological ground since icon
painting did not reproduce a changeable and variable world, but only an eternal and continuous supernatural
being.

The isographic canon, recommended by church priesthood at Ecumenical and Local Councils and medieval
masters, was adopted by the Kyivan church along with Christianity. The iconographic rules implemented the
theological tenet programme and helped to visualize the faultless statements of the Universal Church through
art. The canonical iconography helped Christians to cultivate intense religious sentiment.
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Thus, from the ecclesiastical and artistic point of view, the iconographic rules planted in the religious
painting of Rus-Ukraine were justified, since in this way the icons “told” the basics of theology to the faithful
and nourished their faith.

Style tendencies of the sacred art of Rus-Ukraine in the 18th century

The sacred art of Kyivan Rus emerged under the influence of Byzantine aesthetic thought and developed
based on the direct subordination (dependence) of the artistic principle to the religious and Christian one. The
dominant for such fine art was not the reflection of real (portrayed) reality, but the “approach” of man to God
(Géwaorg), the exaltation of man’s religious images, moods and feelings.

The successful military operation of the Mongol-Tatar army, led by Batu Khan in the autumn of 1240,
left an extremely negative mark on the development of Kyivan Christianity and its art. Adopting the basic
canonical performs from the Byzantine Empire, the sacred art gradually built up its “canonical line” with
folk and heraldic stylistic features. Among the most famous iconographic compositions written under the
impressions of established Byzantine theological and artistic canons and religious panegyrical plots, the
following ones can be singled out: “Borys and Hlib”, “Borys and Hlib on Horseback™, “Virgin Hodegetria of
Dorogobuzh” and others.

The “Borys and HIib” icon is a striking appearance of local martyrs in the iconography of the
mid-13th century. Since in the Kyivan church there was no cult of the martyrdom of “their own saints”, the
icon is characterised by the Gothic refinement of figures. One can trace the panegyrical portraiture of the
depiction of the saints: Borys and Hlib seem to oppose each other, they are diametrically opposite” (Vagner,
1974, p. 193).

The “Borys and HIib on Horseback” icon dating back to the 13th century was falsely attributed to the
so-called “Moscow School”, which didn’t exist at that time. The “spiritual dynamics” of the two riders are
of particular interest. Hlib’s head is painted as though he is listening to his older brother. However, his eye,
according to the aesthetic Byzantine feature of the canon, is directed at the viewer in order not to destroy the
“prayerful dialogue”. (Vagner, 1974, p. 194).

The “Virgin Hodegetria of Dorogobuzh” icon is a striking example of introduction of the emotionally
expressive style and genre trends into canonical iconography. Her face is full of anxiety and fear. The unknown
artist managed to convey a special effect of influence on the viewer with the help of cross-oval eyes.

The sacred art kept folkloristic and heraldic style tendencies for a long time, which took root in the
Ukrainian (old Rus) sacred art of that time (11th-13th centuries). It is the “artistic stability” that can be easily
traced to the example of the above-listed icon painting works.

The genre and stylistic canonical structure of Ukrainian sacred art of the 14th century

The Ukrainian sacred art of the 14th century is no less multifaceted and complex in stylistic than the
sacred art of the 11th-13th centuries. The iconographic art of the 14th century was very active. The genre
and stylistic search for the new forms of the canonised art by official church develops from an aesthetic point
of view with an emphasis on the world and man as the “Basis of the Universe”. The 14th century is a time
of the real rise of the hagiographic genre in the fine arts. Except for the hagiographic genre, the legendary
and historical and personological genres developed in the Ukrainian sacred art of that period. In the end, the
combination of these genre elements gave rise to the creation of the namely hagiographic genre. The so-called
hymnography genre, which enriches ecclesiastic art with its poetic symbolism, also penetrates the sacred art
of this period (Vagner, 1987, pp. 178-182). All this could not but lead to a significant evolution of heraldic
style. Ukrainian ecclesiastical art of the 14th century should be perceived as successful preparation of a new
type of “iconic language”, where aesthetic, emotional, and psychological and expressive moments that affect
the form and content of the isographic canon will be honoured. Just so the first manifestations on the way to
the formation of the so-called special (Renaissance-Baroque) “Ukrainian style” in the national iconography
lay looks like. Patent features of this style are the artistic elements of humanism and “divine philanthropy”
that are present in the icons of the Kyivan tradition at the turn of the 13th-14th centuries.

For example, at the end of the 14th century, the icon of The Mother of God “Hodegetria” of Volyn
“explains” successfully these pre-Renaissance trends. The Mother of God is supporting touchingly the Divine
Child, who blesses with His right hand the whole world. Immanuel’s face has a barely noticeable emotional
colour. The icon was found in Lutsk and preserved thanks to art historian H. Lohvyn and restorer M. Pertsev.
Now the iconographic work of art is stored in the Museum of Ukrainian Art in Kyiv.

As before, the legendary and historical genre remained the guide for a successful narrative about
Ukrainian icons canonised by the church, but now its psychologisation has largely depended on the
personal genre. The active interaction of these genres in the Ukrainian sacred art at the turn of the 13th and
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14th centuries became the basis for the prosperity of the already denoted the so-called hagiographic genre.
The Ukrainian religious painting canonised by the official church of the 14th century impresses with its
richness and diversity of Christian panegyrical storytelling, the subtlety of gradations in the passing of human
feelings and the lyricism of pastel colours.

Style modification of canonical art in the 14th century

The leading role of storytelling in Ukrainian art of the 13th century predetermined its definition as
“theology in paint”, but at that time it performed a historical and dogmatic function and because of this it was
accompanied by ceremoniality and “monumentalised” in that spirit. The Ukrainian canonical ecclesiastical
art of the 14th century was noted by known psychologisation, but psychologism has only accented character.
The so-called the legendary and genre art — the main storage for “sacred history” — remained the bearer of
narrative in the national sacred art of that period. Namely, the icon became the main form of artistic and
ecclesiastic expression.

The number of monuments of the “archaic” style in the first half of the 14th century was not so small,
perhaps it was even very large, but the process of the birth of the new style, although it is represented by
a small number of works is much more interesting.

The Ukrainian art of the 14th century represents a developed paleological line, which differs the largest
deviation from the previous style. At the same time, in the Ukrainian iconography, the Paleologan style
received a more democratic colour and expression of performance.

In the 14th century, Rus-Ukraine started to overcome very active the “artistic gap”, caused by the
enslavement by the Mongol-Tatar army, which in its turn aroused great interest in progressive Byzantine,
South Slavic and even Western European art. The flow of new aesthetic values was the more intense the more
these values responded to the emerging and expanded properly Ukrainian aesthetic needs. One might even
think that the Ukrainian state of that time understood the artistic features of the Paleologan style quite well,
in its expressive and classical variants, and finally in its modification, which it received in the second half of
the 14th century.

It would hardly be correct to consider that one style was preferred in Kyiv, another in Chernihiv, and the
other one in Novgorod. Although there always was the competition between these leading cities in artistic
terms. In Kyivan Rus, of course, the courtier, classical look of works of Constantinople could be liked more,
but there were also other social strata (monastic, for example), which turned out to like less restrained, icon-
painting art, which we see in the territory of Ukraine in the second half of the 14th century.

That is why, since the 14th century, we observe a marked transformation of the Paleologan style in
Ukraine. The old heraldic representativism, which could be favoured in conservative circles, was contrasted
with more dynamic, emotional, psychological, picturesque art, although not all works of the ascending style
canonised by the national church had all these qualities equally developed. The Paleologan style of the sacred
art could not be organised completely, because it was introduced by Greeks, Serbs, and Ukrainians, that is,
the icon-painters of different education, local painting traditions and talent. The Paleologan style is reflected
in various national schools of icon painting (Stepovyk, 2013, pp. 31-35).

In the Ukrainian sacred art of the 14th century, the emotional and expressive style was formed and
developed very difficult in its internal contradictions. It acquired a subtle psychological gesture, colour
characteristics of details, etc. Perhaps, this emotional and expressive style can be called the style of the
epoch. Although it did not cover all the works of the Ukrainian sacred art of the certain time, it represented
the general progressive artistic orientation of national art, accepting one or another canonical modification
depending on the specific aesthetic conditions.

Regardless of whether there were features of Western European Gothic expressionism or Protorenaissance
neo-Hellenism in the Ukrainian version of the Paleologan style, it actually represented the first significant
breakthrough to the individualisation of sacred art and further canonical modification (Vagner, 1987, p. 183).
In our opinion, the artistic individualisation also penetrated the principle of technical performance and
personal skills of more than one old Ukrainian icon painter.

Conclusions
So long as one can summarise all the new features of religious canonical art at the turn of the
13th — 14th centuries, we observe the rise of the hagiographic genre in painting, the rapid development of

“narrative” icons and more free interpretation of the iconographic canon in the territory of Rus-Ukraine.
On the example of some icons, we see an increase in interest in the broad style of iconic painting, which
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tends to be spacious and voluminous, to a colourful texture as such, to emotional expressiveness and even
psychological expressiveness. With all the so-called “aesthetic spiritualisation” of the canonical Ukrainian
icons, it should be acknowledged that the observable development of the Paleologan style was nothing but
the beginning of the Protorenaissance. It testifies about humanitarian manifestations of art common between
Eastern and Western Europe (between Catholics and Orthodox).

The genre, artistic imagery and style of the Ukrainian canonical icons of the 13th — 14th centuries are
the sum of all that was created in the painting of the Kyiv Church. The marked period of the national art is
characterised by an abrupt intensification of realistic tendencies and the destruction of the normative and
canonical frameworks established in the language of medieval Byzantine aesthetics. At the same time, this
phenomenon is observed not only in the religious painting of the 13th — 14th centuries but also in literature.
In sacred art, there occurs a slow “individualisation” of characters. A person is begun to be portrayed not as
an abstract representative of this or that state, but as a certain character, who acts in a clearly depicted specific
social environment. The depicted icons of this period are characterised by gradual deviations from the canon,
a wealth of household and geographical details, etc.

Thus, the iconographic canon was gradually destroyed (modified) in the course of the historical
development of ecclesiastic art on the territory of Rus-Ukraine. Giving the masterpieces of the Ukrainian
medieval painting our due, we establish the fact that the isographic canon was largely the inspiration for the
little-known gifted icon painters of the past.

Prospects for further research. In conclusion, we emphasise that in modern Ukraine there grows
awareness that the value of Ukrainian icons of the 13th-14th centuries is that they were not merely “clichés”
or “sketches” of Byzantine iconographic works of the Paleologan period, as today they are still considered by
some cultural scientists and art historians, but a distinctive spiritual and artistic phenomenon of Kyivan Rus.

We hope that this research will help to understand better the grandeur and value of the lost and preserved
sacred artefacts of Ukrainian antiquity, and the emergence of new scientific publications will revive the
interest of the scientific community — cultural scientists, theologians and art historians, etc. to study and
preserve the primary sources of the traditions of Kyiv Christianity, art, culture and spirituality of Rus-Ukraine.

The prospects for further progress on this topic are determined by the need for the scientific solution
for the issues related to the content, form and genre and stylistic features of the iconographic canon and its
development in the sacred art on the territory of Ukraine.
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EMOIIMHO-EKCIIPECHUBHI | Kosinuyk Biraniii PomasoBua
TA CTUJIBOBI OCOBJIIMBOCTTI | Zoxmop ginocogii, ooyenm,
KAHOHIYHOI'O KYJIBTOBOT'O | I73BO «lsano-®panxiscora Axademis leana 3onomoycmozoy,
KUBOIUCY PYCU-YKPAIHMU | Isano-Dpanxiscox, Yrpaina
XII-XIV CT.

MerTa cTaTTi — IpoaHasi3yBaTH CTaH HAyKOBOTO OCMHCIICHHS KaHOHY B YKPaiHCBKOMY Ta 3apyOi’KHOMY MHCTEI[TBO3HABCTBI;
3’sICyBaTH €MOIIilHi, eKCIIPECUBHI 1 KUBOMHCHI CTHIIFOBI OCOONMBOCTI B KAaHOHIYHOMY KYJBTOBOMY KXHUBOTHCI Pycn-
VYipaian XII-XIV cT. MeTomonorist TOCIiKSHHS ITOJIATAE Y MTOETHAHHI OTISI0BO-aHAITUYHOTO aHAIi3y Ta METOIB
mi3HaHHS (U1 00’ €KTUBHOTO aHANI3y HAYKOBOI JIITEpaTypH i ICTOPUYHUX JDKEpElI, IO BiT0OpaXatoTh OCHOBHI TEH/ICHIIIT
PO3BUTKY Ta (DYHKIIOHYBaHHS iKOHOIpa(iyHOTO KaHOHY ); COLIIOKYJIBTYPHOT METO0JIOTIT (PO3IIISTHYTO JIaBHE YKpaiHChKe
KYJIBTOBE MUCTEIITBO SIK CKJIQJIHUK XPUCTUSIHCHKOTO JKUBOMUCY KHIBCHKOT IEPKOBHOT TPAAMIIIii); COIIOKYIBTYPHUMA MK (15
3’sICyBaHHS €THOCTI OCHOBOIIOJIOXHUX CX1IHO-XPUCTUSHCHKUX €CTETUYHHUX TPUHIIMIIIB); ICTOPUYHUNA METOA (IJ1s PO3IIISILY
ICTOPUYHHX eTaliB CTAHOBJICHHS 1 TpaHchopMarii iIKOHOMMCHOTO KaHOHY); (PEeHOMEHOIOTIYHIA METO (111 OCMHUCIICHHS
BaroMoCTi CaKpaJbHOTO MHUCTEITBa). HaykoBa HOBH3HA CTAaTTI MOJISTAE B TOMY, IO B YKPATHCHKOMY MHCTEIITBO3HABCTBI
BIIEpIIIE TPOBOANTHCS IOCIIJDKEHHS, TPUCBSIUCHE TeMi IKOHOTpa(iyHOTO KAaHOHY SIK BAXKJIMBOMY XyAOXKHbOMY HPHUHIIUITY
BITYM3HSHOTO IKOHOIHUCY; IIPOaHaJi30BaHO CTAaH HAYKOBOTO OCMHMCIICHHS KAHOHY; 3’COBaHO €MOLINHI, EKCIIPECHUBHI
1 KMBOITUCHI CTHJIHOBI OCOOJIMBOCTI B KAHOHIYHOMY KyJbToBOMY JkuBomnuci Pycu-Yikpaiau XIII-XIV ct. BucHoBkwu.
3’51COBaHO POJIb KAHOHY B XY/IOXKHII CUCTEMI LIEPKOBHOT'O MHUCTEIITBA, OT0 BIUIUB HA XYJAOKHE CIIPHUUHSTTS; PO3IIISIHYTO
MIPUHLUIIN B3a€MO3B’SI3Ky KaHOHY 3 KYJIBTOBUM MHCTELITBOM Ta iH. BusiBIEHO, 1110 B Ipolieci ICTOPUYHOTO PO3BUTKY
LIEPKOBHOTO MHCTEITBA iKOHOTpaigHII KaHOH Ha TepeHax Pycu-Ykpainu mocTymoBo pylHyBaBcs (Moau]iKyBaBcs).
Koncraryetscs, mo izorpadidauii KaHOH OyB IepeBaKHO HATXHEHHUKOM [T MAJIOBIIOMIX BEJTMKHUX iKOHOITUCIIIB MHHYIIOTO.

Kniouosi crosa: xaHOH; 1KOHA; IKOHOTIMCHNH KaHOH; IKOHOITMCHI TIPaBHJIa; MUCTEITBO; MUCTELTBO3HABCTBO

IMOUHNUOHAJIBHO-3KCIIPECCUBHBIE | Koszunuyk Buranuit PomanoBuy
N CTUJIEBBIE OCOBEHHOCTMU | Joxmop gurocoduu, doyenm,
KAHOHMNYECKOU KYJIBbTOBOM | I13BO «Hsano-Ppanxoscras Axademus Hoanna 3namoycman,
KUBOIIUCHU PYCU-YKPAUHBI | Hsano-dpankosck, Ypauna
XIII-XIV BB.

Lenp crarbu — IpOaHAIN3UPOBATH COCTOSIHUE HAYYHOI'O OCMBICICHUSI KAHOHA B YKPAUHCKOM U 3apyOeKHOM
HCKYCCTBOBCACHNHU,; BEIACHUTH OMOIIMOHAJIBHBIC, SKCITPECCUBHBIC U JKUBOIIMCHBIC CTUJICBBIC 0COOEHHOCTH B KAHOHUYECKOM
KynbTOBOM knBomnucu Pycu-Yikpaunsr XIII-XIV BB. MeTOm0IOTHS NCCIEIOBAHUS COCTOUT B COSTMHEHUH 0030PHO-
AQHAINTUYECKOTO aHAJIN3a ¥ METOJOB ITO3HAHUS (JI1s1 OOBEKTUBHOTO aHAJIHM3a HAYYHOW JTUTEPaTyphl U HCTOPHUECKHUX
HCTOYHMKOB, KOTOPHIE OTPAXKAIOT OCHOBHBIE TCHCHIIMH PA3BUTHS U (YHKIMOHUPOBAHHS HKOHOTPA(YUIECKOTO KAaHOHA);
COLIMOKYIIBTYPHOM METOZ0JIOIMH (PACCMOTPEHO JIPEBHEE YKPAHMHCKOE KYJIBTOBOE HCKYCCTBO KaK COCTABIISIOILYIO XPHCTHAHCKON
UBOTHCH KMeBCKOH 1IEpKOBHOM TpaInK); COLMOKYIBTYPHBINH TOIXO0 (1J1s1 BBISICHEHUSI €IMHCTBA OCHOBOIIOJIOXKHBIX
BOCTOYHO-XPUCTHAHCKUX ICTETUYCCKUX MPUHIIUIIOB); HICTOPUUECKHUH METOA (A1 paCCMOTPEHHUS HCTOPUIECKHUX ATAMIOB
CTAHOBJICHUA U TpaHC(bOpMaHI/II/I HUKOHOITMCHOTO KaHOHa); (beHOMeHOJ'IOFH‘-IeCKHf/i METOJ (JIJ'IH OCMBICJICHUS BaXXHOCTHU
CaKpabHOTO UCKyccTBa). HOBM3HA CTAaThM COCTOUT B TOM, YTO B YKPAHHCKOM HCKYCCTBOBEICHHUH BIIEPBBIC TIPOBOJUTCS
Hay4HOE MCCIIEJOBAaHNE, MTOCBSIEHHOE TEME HKOHOTPAa(hNIECKOTO KAaHOHA KaK BaYKHOTO XYJ0KECTBEHHOTO TIPHUHIIHIIA
OTEUYECTBCHHON MKOHOITMCH; BBISICHEHBI SMOIIMOHAIBHBIE, SIKCIIPECCUBHBIC U )KMBOITNCHBIC CTUIICBBIE 0COOCHHOCTH
B KAHOHMYECKOH KynbToBOI kuBonucu Pycu-Yxpannsr XIII-XIV BB. BeiBozbl. BrisicHeHa poiib KaHOHA B XyH0XKECTBEHHON
CHCTeME 1IEPKOBHOTO MCKYCCTBA, €T0 BIUSHHUE Ha Xy0’KECTBEHHOE BOCIIPUATUE; PACCMOTPEHBI IIPUHIIUITBI B3aUMOCBSI3U
KaHOHA C KyJIBTOBBIM HCKYCCTBOM M Jp. BBISBIEHO, YTO B IpOI[eCcCe UCTOPHUECKOTO Pa3BUTHS LIEPKOBHOTO HCKYCCTBA
HKOHOTpauIeCKHil KaHOH Ha TeppuTopru Pycu-YkparHbl HocTeneHHo paspyiuaics (moaudumposacs). Koncrarupyercs,
YTO N30rpadUuecKuil KaHOH OBIT MTPEUMYIIECTBEHHO BIOXHOBHUTENIEM [UIsSl MAJION3BECTHBIX TAIAHTINBBIX HKOHOINCIIEB
TIPOIILIOTO.

Knrouesvie cnosa: kaHOH; NKOHA; UKOHOMCHBIN KaHOH; MKOHOMHMCHBIE MIPAaBUJIA; HCKYCCTBO; HCKYCCTBOBEICHHE
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Mera ctarTi nojsrae y BABYCHHI TBOPUOI CIIa/IIIIMHK TaHIIIBHUKA, nejarora i 6anermericrepa Ceprist bonaypa, sikuit
CTOsIB 01151 Kepern (hopMyBaHHS CIIEHIYHOTO pernepTyapy KiTbKOX YKpaiHCBKUX TeaTpiB. MeTomooris poOOTH BKIIIOYAE
BUKOPHCTAHHS TaKMUX METOIB JTOCII/DKEHHS: MUCTEIITBO3HABIOTO, KyJIbTYyPHO-ICTOPHIHOTO, CHCTEMHOTO, THITOJIOTIHHOTO,
MIOPIBHSUIBHOTO, Xy/I0XKHBO-CTHIIICTUYHOTO aHaizy. HaykoBa HOBHU3HA IOCII/DKEHHS ITOJIATAE B TOMY, III0 B HHOMY BIIEpIIIe
JETaIbHO PO3KpUTO TBOpUY Oiorpadiro C. boHmypa, BU3HAYCHO OCHOBHI €TaIX HOTO CIICHIYHOTO IIISXY, IPOaHaIi30BaHO
HaWBIIOMIILI POJIi, pO3IIISTHYTO OaneTMeHCTepChKHI Ta NearoriyHuii 1opoook. BrucHoBKkY. TBOpUMii BHECOK YKPaiHCHKOTO
taniiBauka Ceprist bonaypa B po3BUTOK BiTUM3HSHOTO OajeTHOro Tearpy KiHig XX—XXI ct. mosnsirae y: CTBOpeHHI
HUM BHCOKOTEXHIYHHUX ¥ TIIMOOKO XyJHOXKHIX 00pa3iB Ha CIieHaX MPOBiIHUX TeaTpiB YKkpainu (JIbBIBCHKOTO JEPKABHOTO
aKaZeMigHOTO TeaTpy omepu Ta Oajnery imeHi [Bana @panka, KuiBchkoro Aep)kaBHOTO My3WYHOTO TeaTpy IS JiTeH Ta
FOHAIITBA), AKi BBIUIIIN B iCTOPiIO YKPaiHCHKOTO OalleTy K 3pa3Kd CIPaBKHBOTO CIICHIYHOTO MUCTEIITBA; CITIBIIpaIli i3
GararpMa Biomumu Oanermeiictepamu — B. JlutBunouM, I. KoBrynowm, B. Koerynom, O. Bunorpanosum, O. ParManchknm
Ta IHIIMMH Xopeorpadamu; GopMyBaHHI OaJeTMEHCTEPCHKOTO TOPOOKY, SIKHI CKIIAIA€ThCs 3 KOHIIEPTHUX HOMEPIB,
xopeorpadiyHuX MiHIaTIOp, MOHOCIIEKTAKITiB Ta TIOBHOI[IHHAX BUCTAB, JIc BUIIPOOYBAJIH BIACHI CHJIH 1 CTYJICHTH Ta MOJIOJI
yKpaiHChKi apTHCTH, 1 BiJIOMI BITYM3HsIHI OaJI€THI CONICTH; HAKOIIMYEHH] 3HAYHOTO T1E/Iarori4HOr0 JOCBIY, SIKMI JJ0TioMarae
apTUCTOBI BUXOBYBAaTH HOBE TIOKOMIHHS YKPAiHCHKHUX TAaHIIIBHUKIB.

Knrouosi cnosa: Cepriit bounyp; ykpainchKuii OaneTHHIA TeaTp; KIACHIHIA TaHeIlb; MUCTEIITBO OaneTMeiicTepa

Beryn

Brponosx yciel icTopii po3BUTKY yKpaiHCHKOTO OajieTy TeaTpo3HaBIll HEOJHOPA30BO Bi3HAYAH, IO ic-
Hy€ TIEBHA KaTETOpis TAaHIIBHUKIB, U SKUX OajeT — Ii¢ He JIUIIE BUTOHUYCHE CIICHITHEe MUCTEITBO, a 1 IXHE
KHTTS, y SIKOMY HaBKOJIO Te€aTpy Ta HOTo CLIEHN 30CePeKYIOThCS BCI TyMKH, TOYYTTs, OQ)KaHHS 1 MParHeHHSI.
Taki apTucTu He YSBISIOTH CBOTO iCHYBaHHs 1mo3a mapctBoM Teprcixopu. Came mo Takux npodecioHaiis,
HAIllMX CY4YacHHKIB, BapTO BiIHECTH HAPOAHOTO apTHCTa YKpaiHu, BimoMoro TanniBHuka Cepris OnekciioBu-
ya BoHaypa. AKTyajabHICTh JOCIIDKESHHS 3yMOBJICHa HEOOXIHICTIO 3aJyueHHS JI0 HAyKOBOTO OOTOBOPEHHS
HOBOT MUCTEITBO3HABUOI 1H(opMaIlii, MoB’s3aHo1 i3 TBOPUUM JOPOOKOM IMPOBIIHUX TOCTATEH YKPaTHCHKOTO
OanetHoTO Tearpy KiHi XX — mogatky XXI cT.

AHami3 ocTaHHIX AOCI/DKEHb Ta IyOIiKalliil 3acBiT4mB, M0 3a3Ha4eHa MPOoOIeMaTHKa B HAYKOBIH TLTO-
IIMHI PO3MIAAAETHCS BIiepine. J{o IbOro BiJOMOCTI MIOJ0 CHEHIYHOTO TOPOOKY Ta IHIINX TBOPYUX JOCATHEHb
C. Bonnypa moxHa Oyio BiIHaHTH B OaJIeTO3HABYMX PELEH3IAX PAJIHCHKUX MUCTELTBO3HABIIIB, SIKi IPyKyBa-
JIMCS TIePEeBayKHO Ha IIMaIbTaxX BITYM3HAHUX YaconuciB «KynbTypa i kuTTs», « TearpanbHo-koHUEpTHHN KHiBY,
«Mormnona reapais». Cepel] TaKUX KPUTUYHUX BiATyKiB Ha3BeMo myoOmikamii I. Konbkooi (1988), C. Mamaesa
(1986), T. Mapxkoscekoi (1989), O. lllaraesoi (1989) Torio. Y HayKOBUX PO3BiAKAaX MOCTPAASHCHKHUX J0CHIJI-
HUKIB 3TaJKH PO apTUCTUIHY TBOPUICTH 1 TTeAAroriuyny ¥ 6ameTMeicTepchKy misubHicTh C. boHmaypa MoxHa
3HaWTH B cTarTax Ta MoHorpadisx C. bopayna (1999), O. 3iamu (2014), €. KoBanenko (2013), B. Kockina
(2007), A. Iigmuncekoi (2011), FO. Cranimescrroro (2003; 2008), 1. Ieberko (2000), 1. Uydacosoi (2002).

HayxoBa HOBM3HA AOCHIKEHHS TIOJISATA€ B TOMY, 110 B HHOMY BIIEpIIE JETAIbHO PO3KPUTO TBOpUY 0io-
rpadiro C. Bouaypa, 3’siCOBaHO OCHOBHI €TaIy CIEHIYHOTO IIJISIXY MUTIIS, IIPOAHATI30BaHO HOTO HAMBIIOMIIIIi
poJIi, pO3NIIHYTO OajeTMENCTEPChKUI Ta MearoriYHui J0POOOK.

© Jlerka C. A., 2020
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Merta crarTi

Mera cTarTi nonsArae y BUBYCHHI TBOPYOi CHIAALIMHU TaHLIBHUKA, reaarora W Oanermeiicrepa Cepris
Bonnypa, sikuii ctosiB 6115t [pkepen (GopMyBaHHS CIIEHIYHOTO penepTyapy KilbKoX YKpaiHCHKHX TeaTpiB.

Buxnaa matepiany gocaiizkeHHs

Haponuscs Cepriit bornyp y cim’i BitickkoBoro B micti Uepkacu B 1964 p. XopeorpadiduHy OCBITYy Ta-
JAHOBUTHH IOoHaK 3700yB y KuiBchkomy xopeorpadiunomy yumnuini B kinacax y Pomana 3y6oBa, Irops
€caynosa, Banepis [Tapcerosa. HapuanHro cipusisiu npekpacHi JaHi, SKUMHU IPUPO/IA HAALIIIIA TAJIAHOBUTOTO
XJIOTISI — HA/I3BUYAlHA TUIACTUYHICTh, BUCOKHIA 3pICT, €()eKTHA CIICHIYHA 30BHIILIHICTh, aPTUCTU3M, aKTOP-
chka BupasHicte. C. BoHIyp mpuranyBas, 110 B YYWIHIII MTaHyBaja TBopua i mijHeceHa armocdepa. [Ipo-
TE, HE3BAKAIOYHM HA «UEPBOHHID) JIUTUIOM «3 BiJI3HAKOIO», 10 KHIBCHKOTO JIep:KaBHOTO akaJleMiuHOTO TeaTpy
onepu Ta 6anety imeni T. [lleBueHKa yCHIITHIN BUITYCKHUK HE TTOTPAIUB, aKe HE MaB KHUIBCHKOT TTPOITUCKHU
(Kockin, 2007).

OTmxe, oxpasy micist Buiycky B 1982 p. monoaumii aptuct noixas 10 JIbBoBa, e Horo Oyno mpUHHSATO
B OanetHy Tpymy [lepaBHOro akaJaeMiuHOTO Tearpy omnepu Ta Oainery im. I. @panxka (tenep — JIbBiBChKUI
HaI[IOHAJILHUI akajeMiuHuil Teatp onepu ta Oanety iM. C. Kpymenpaunpkoi). Ha Toii yac tam npatroBaiu
BijoMi MaiicTpu OanetHoi cuenu: €Brenis Kocrunesa, Anaromiii Kydepyk, IOpiii Kapmiin. Y JIbBoBi Mojio-
WA TaHIIBHUK 32 TPAIUIIIEI0 PO3IOYAB CBOIO CIICHIYHY Kap €py 3 Kopaebaiery, MOTIiM MepeHIIoB 10 map-
Ti#t gpyroro miany: brnaszens («Jlebexnue ozepo» I1. YaiikoBcrkoro), bor («CtBopenns cBity» A. Ilerposa),
[Mapic («Jlines» K. [lanpkeBuua), ['apmoniii («Craprax» A. Xauarypsiaa), Bitep («Ilopu poxy» O. Poxina)
tomto. [linBuieHHsIM TpodheciiHOro PiBHS MOJIOJOTO TAHIIIBHUKA OIIKYBaBCS JIOCBIIYCHUN MalCTep CIICHU
A. Kydepyk, sikuii CyTT€BO BIUTMHYB Ha opMyBaHHs TBopuoi ocobuctocTi C. bonaypa.

VY 1984 p. C. Bouayp 3anumus JIbBiB 1 moBepHyBCs 10 Kuera. Tam Ha Toii yac OpraHi3oByBaBCsl HOBUI
MOJIO/IMH OayeTHHH KOJeKTUB JlepikaBHOTO My3WYHOTO TeaTpy JUIsl IiTeH Ta IOHAITBA, SKHW MaB 3HAYHI Mep-
CTIEKTHBH ¥ aMOiTHI TuTaHu. Y HOBIi# 6aneTHiH Tpyi C. BoHIyp 3HaYHO pO3ITHUPHUB PeTIepTyap BIACHUX POJICH:
BiH Hacammepes B3SB y4acTh Ofipa3dy B TPhOX ma-Ae-fe y Buctasi «llleneBpr cBiTOBOI OaleTHOI KIIACHKNY,
sIKa CKJIaJlasacs 3 ypUBKiB CIIaBHO3BICHUX OasleTHHX MOCTaHOBOK A. Bypnonsins, A. Cen-Jleona, M. Jlerapa
ta «Apnexunagi» L. [Tyni (xopeorpadist M. Iletina) B mocranoBui JieHiHrpaackkoro 6anermeiicrepa Onera
Bunorpanosa. Knacuka 3aBxau Oyiaa MipiiioM BUCOKOTO MpogecioHani3My TaHIIBHHKA U JOKEpesoM JJisl Ha-
txHeHHs. [Ipo yuacts y BucraBax O. Bunorpamosa C. bonayp 3romom po3smnosinas: «Knacuunuii penepryap
HEoOXiTHUI Oynb-ikoMy OaneTHOMY KojeKTuBy. CaMe 3 TOTrO, HACKUIBKH YCIIIITHO J0JIa€ TPyTa TPYIHOIII
KJTacugHOi Xopeorpadii, MOKHA CKIACTH BPaKEHHS PO 11 TpodecionanbHy MalCTEPHICTD 1 TBOPIY 3PiJTICTh.
Tomy i BUcTaBM Manu <...> JUI MeHe 0cOOMCTO, JTyKe BakinBe 3Ha4eHHs» (KonbkoBa, 1988, c. 12).

Omxe, [epxaBHUH My3WYHHUI TeaTp UL JiTel Ta IOHALTBAa OTPUMaB BHCOKONpodeciiHOro i mmboko
MHCIISTYOTO MHTISI; TAHLIBHUK, CBOEIO YEProro, 3Mir BUIbHO BHUSBUTH BJIACHI HETIEPECIYHI aKTOPCHKi U riac-
TUYHI 3110HOCTI B pO3MaiTOMy pernepTyapi Tearpy, SKHil CTaB Uil HbOTO CIPaBKHBOIO TBOPUOIO Jadoparo-
piero. 3romom mepenik poneir C. BoHaypa TMONOBHUBCS HOBHMH COJNIHHUMHU OajeTHUMH TapTisMu: [BaHKO
(«TI'opboxonuky» P. lllenpuna), [T’epo («Komemiant» Ha my3uky Jl. KabameBcbkoro), Mennepc («UepBoHi
BiTpmia» B. IOpoBcekoro), Baraskok nebeniB («I'amke kauers» O. Ilerposoi, I. [lucimrokeBnya, A. MUKUTH),
Boxak («Ilanrouka i Xymiran» JI. llloctakoBruya), a Takox lomoBamii OypxyiH («Xuomuumi-Kubanpanmny
M. CuiibBaHCBKOTO) TIPO SIKUM MUCTEIITBO3HABLII MMUCANH, 10 BiH KOHLIEHTPYBaB Ha co01 yBary HaJ3BHYailHOIO
37100HOIO0 €JIETaHTHICTIO Ha MEXi MOTBOPHOCTI, BCEMOT'YTHICTIO IIMHI3MY, B SIKOMY CTpAaIllHE ¥ CMillIHE CriBic-
HyBaJH A0BOJI opraniuno (Mamaes, 1986, c. 12).

Bapro 3a3HauuTH, 0 HETATUBHHUX [IEPCOHAXKIB 3HAUHO BayKU€ BTLIFOBATH Ha CIICHI, HIJK TIO3UTHBHUX, PO-
MaHTHYHUX 1 migaecenux. Y C. boHmaypa BCi «370ii» cTaBaii Hapodya HECXOKUMU, He Tpadaperanmu. [1o-
CTiTHO TIepeOyBarOYi B aKTOPCHKOMY TIOIITYKY, TAHITIBHUK JIOBOJI CMIJIMBO JEMOHCTPYBAB Y BUCTaBaX rOCTPO-
xapakTtepHi poii. Takum, HanpuKiIaL, cTas 3yxBauuil muHKap Mennepce i3 «YepBonux BiTpmm. [Ipo cueHiune
BTUJICHHS IIbOTO 00pazy OajeTo3HaBLi 3a3Havaiy, mo pyxu C. bonaypa Oynu ByriacTi, KOHBYJIBCiHHI: pi3KiCTh
pyXiB, 1I’siHa BECEJICTh, IO JOXOAMUTH JIO OJIFO3HIPCTBA HAJ ACOJUIIO, PO3KPHUBAJIU JYIICBHY MMOPOXKHEUY Ta
MopaJibHy yOoricTs nepconaxa (MapkoBcbka, 1989, c. 3).

He menmr macmrabunm BuiimoB y C. bonaypa Baraxok i3 6anery «IlanHouka i Xynirany, e apTUCT
HEe 0OMEKUBCSI JIUIIE CTBOPEHHAM €(DEKTHOTO 30BHILIHBOIO MAJIOHKA, @ HEHAUe «3a3UPHYB» y TEMHY ALY
cBoro repost. ['epoii C. bonaypa cTaB cipaBKHIM OYIIBHUKOM XYJIIFAHCBKOT 3rpai, enineHTpoM ii HelaHoCTi.
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«Ile He mimep momiOHMX 110 cebe, a ineHn HATXHEeHWK, 31U AyX», — Mucajiu mpo nepconaxa C. bormypa
OanetHi kputHku (MapkoBcbka, 1989, c. 3). [Ipote He Bci poni TaHIIIBHUKA MTO3Ha4YeHi HeraruBizMoM. OjiHi-
€10 13 HAMACKPaBIIMX CHEHIYHUX POOIT apTucTa cTaB Baraxok nebeniB y BucTasi «[ Mke KadyeHs»: BeTMYHA
M0CTaBa, OpraHiyHe MOEIHAHHS TUIACTHKH PI3HOMaHITHHX TMOJIOKEHb PYK, OAYXOTBOPEHICTh 1 CIOKIH yoco-
OmroBany Mpii ['HIKOro KaueHsTH Mpo npekpacHe. « Takuil TaHenb, — BIATYKYBAIKCS PO 00pa3, CTBOPEHUH
C. Bonaypom, TeaTpo3HaBIli, — BUKJIMKAE MIEMIJIMBE TIOUYTTSI IPOCBITICHHS, CTBOPIOE BPAKEHHS BUIBHOTO T10-
m0Ty» (MapxkoBckka, 1989, c. 3). He Menm mpekpacHuM ctaB o0pa3 J[xeiimca B 6amerti . JIleBenmenbma
«Cunbdimay» B xopeorpadii A. BypHaHBiis, 1€ MOPST i3 CKIQTHAMHU TEXHIYHUM pyXaMH (BUCOKI CTpHOKH i3
3aHECEHHSAMH HiT, CTPIMKI 00epTaHHs TOILO), TAHLIBHUK MPOAEMOHCTPYBAB CEpiO3HE MParHeHHs J10 TICHXO0JI0-
TIYHOTO CTBOPEHHS CIICHIYHOTO 00pa3y.

VY nunHi i xoBTHI 1986 p. C. BoHayp oTpuMaB mepiii 3aciy)eHi Haropoau — 3100yB TpeTi mpemii Ha
MixxHapoIHUX KOHKypcax apTucTiB 6anety B M. Bapna (bonrapis) ta m. [Taprk (@panmis). [1{o6 mo-cnipax-
HBOMY OIIIHWTH 3Ha4E€HHS 000X KOHKYPCIB, BAPTO 3a3HAYMUTH, 110, HATIPUKIIAA, ¥ XopeorpadigHoMy 3MaranHi
B bonrapii 6panm yuacts 134 BuKoHaBII i3 26 KpaiH cBiTy (3BaHHS JlaypeariB OTPUMAIIH JINIIE 7 TaHI[IBHU-
kiB). Y pamkax koHkypcy C. bonmyp mpencraBuB Kropi Ta misgadaM 6 KIIACHYHUX Bapialliid, MiAroTOBICHIX
IiJ] KePIBHULITBOM JOCBIYE€HUX MearoriB-penetutopiB — Mapunau KowpparbeBoi, Bonogumupa HikoHoBa
(Benmukuit Teatp, Mocksa), Bomomummpa [lenucenka, Amnaromis Kyuepyka (KuiBcekuit JJATOB
im. T. lleBuenka) Ta 2 HOMepH cy4acHOi xopeorpadii, mocTaBneHi s TaHI[IBHUKA BiIOMUMH Oasiemerictepa-
mu [enpixom MaiiopoBum Ta Bikropom JINTBHHOBHM.

Ha crienignai ycmixu MOJIOIOTO TaHIIIBHHKA OCOOJMWBO BIUTMHYJIA TBOPYICTH OaneTmeiictepa I[eopris
KoBryHna, sikuit odomoBaB OaneTHy Tpymny KuiBChKOro My3WYHOTO TeaTpy Ul JTiTeH Ta IOHAITBA BIPOIOBK
1988-1994 pokis. C. borayp nmpuramysas, 1mo 3 . KoBryHOM TeaTp mepeTBOpHUBCS Ha TBOPUY JIaOOparTopito,
sIKa TIPe3eHTyBajla MIsAJa4eBi BEJUKY KUIbKICTh BUCTaB. 3BUYAalfHO, HE KOKEH 3 HUX OyB BHCOKOI SIKOCTI, ane
BCi pa3oM BijoOparkaiu TBOpUy JadopaTopiro OaneTHol TpyIH, sika MpaloBaa 3 moBHoIo Bixgaueto (bopayH,
1999). Koxna Buctasa, creopena I. KosryHowm, craBaina jyist C. BoHaypa eBHOK CXOIMHKOO B ITOI0JIaHHI HO-
BUX TPY/HOIIIB — 1 TEXHIYHUX, 1 aKTOPChKUX. TaHIIBHUK Y35B y4acTh Maike B yCiX BHCTaBax OaieTMmencrepa
(monan 30), cepen sxkux: «Mayrimi», «PacmyTiny, «EBpeticbka 6anamga» O. I'panacekoro, «BecHa CBSIEHHA
I. CrpaBunchKoro, «llpuronn B cmaparmoBomy micti» O. SkoBuyka, «IlomuransHay X. Pompiro. OcranHii
CIIEKTaKJIb MTOCIB BXKJIMBE Miclle B TBopyill criammuHi C. BoHaypa, amke, Sk 313HAEThCS CaM TaHIIIBHUK, CaMe
B 1iif poOOTi BiH 3p0O3yMiB, L0 cyyacHa Xopeorpadis € Takor CaMoOI0 JIOTIYHOIO i MOCTiI0OBHOIO Yy BIacHid
JICKCHII], 5K 1 kitacuuHuii Tanens (Konbkosa, 1996, c. 11).

BaxuBy ponb y cueniunid goni C. bonmgypa Bimirpas i inmmid Oanermeiicrep — Banepiii KoBryH,
0COOJIMBOIO 3aCITyTOI0 SIKOTO CTAll0 MPUBHECEHHHS JI0 penepTyapy KHiBChKOro My3W4HOTO Tearpy Juis Ji-
Tell Ta roHAITBA OaNeTiB akameMidHOi crmammuH: «Jlebemuae ozepo», «Crursiaa KpacyHs», «JIyCKyHUHK»
[1. YaiikoBchKoro, «Kizemb» A. AnaHa i iH. 3BepTaBcs xopeorpad i 10 paJsTHCHKO1 KIIACUKH, IPUMipOM, HOTO
aBTOPCTBY Hajie’kaB criekTakib «Pomeo 1 [xynberray C. Ilpokod’eBa, ne C. boHayp BUKOHAB IOJIOBHY Hap-
Tito — Pomeo — y mapi 3 mpoBigHOIO comicTkoro Tearpy — Ipunoro [opaiituyk. TorouacHi Tearpo3HaBIi mucanu
PO POJIi, CTBOPEHI apTucTamMu: « BUKOHaBellb, TEXHIUHA MaCTEPHICTh SIKOTO 3aCJyTOBY€E HAWBUIIIIX CIITETIB,
3irpaB y Iiif BUCTaBi OJHY 3 KpAIIMX, HAHMEPEKOHIUBININX CBOIX porneii. Moro repoii — nerkoBaxHuii i 6e3-
TypOOTHHI TIyKad MPUTOJ, y AYIIl SKOTO 3ycTpid i3 JIKyIhETTOI0 BUKIMKAE CIIPAaBKHE MOTPsCiHAA. [cTopis
KOXaHHA Te€pOiB, CIIOBHEHA TPEMETHOCTI 1 HKHOCTI, MPUCTPACTi, HAI1 1 Biuaio, ONMCcKyde repejaHa BUKOHAB-
MU y gynoBux ayerax» (Yybacosa, 2002, c. 20-21).

[Hmoto cninpHOIO pobotoro danermericrepa B. Kosryna Ta C. bonaypa crana BucraBa «lleTpuk i BOBK»,
Jie TAaHIIBHUK BTUIMB 00pa3 roJIOBHOTO MEPCOHAKA — «BECHSIHKYBATOrO IMHOCHHUKA 3 POTaTKOI0», MPO SKOTO
Oanero3HaBIi rcany: «Mope Hepo3TpaueHol eHeprii, Ka mparHe BUXOly HAa30BHI, TOTOBHICTb JI0 Jii i camo-
ctepmkeHus (Llebenko, 2000, c. 9).

Yrpomorxk cBoei 6anernoi kap’epu C. BoHayp mpalfoBaB 3 TaKUMHU BIJOMHMH OajleTMeHWCTepamu, K
yke 3ramyBani ['eopriit Kosryn, Oner Bunorpamos Ta Banepiit KoeryH, a Takox Bikrop JlutBurOB, Onekciit
Parmancekmii (HUHI — ipoBigHMIA Xopeorpad «American Ballet Theatre»), Amna Py6ina, Enen Maric 1a 3 iH-
MU aBTOpaMu-nocraHoBHukamu. J[Biwi C. Bonaypa 3ampomrysas g0 GanetHoi Tpynu Bemukoro tearpy
B Mockai xopeorpad FOpiii I'puroposuu.

TaHIIBHUK OTpUMaB YyJOBHI JOCBIJ I'pU Ha JpaMaTHuHIA CIEHI y BHCTaBl «MalleHbKUH TPUHID
(romosHa poib [Ipuniia) pa3om i3 3HarmME akTopamu — H. Cymcekoro, A. XoctikoeBuMm, b. berrokom. Kinens
apructuaHoi Kap’epu C. BoHAYp CIIPUIHSB CITOKIHHO, BIATIOBIMHO IO BUMOT JKHTTS, aJKE BiJ] TOTO MOMECH-
Ty pO3MOuaBcsi HOBUH eTarn y HOro TBOpPUOMY KHTTI — OajeTMeiicTepchKuil. 3aBepIIeHHs COIBHOTO Mepiony
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B TBOPYiil NiIIbHOCTI BiH KOMEHTYBaB B OJIHOMY 3 iHTepB'10: «baneT — 11e Moe xutTs. S 3Haf0, 0 MOXY Ha-
BYHTH I[LOTO MHUCTEITBA. S MPONIIIOB KOy EMOIIHUX CTaHIB, sika He0OXiTHA Ha BCiX CTaIisIX CTAHOBJICHHS
apTHcTa. 3aBepIIyeThCS MOsl Kap’€pa TaHILIBHUKA, A0 LIbOTO CTABIIOCS CHOKIHHO, MO-(inocodcbkomMy, TOMY
IO BKE MEPEKUB YUMAJIO BaXKIIUBHUX eTamiB. [y MmeHe Oaner — e AMXaHHs, MiT, KPOB, CIIbO3H, HEOO 1 3eMJIsl.
Ane me HeoOXiHO, 11100 mopyd Oysin OJM3bKI 1 JIOPOTI JIFOIH, K1 TeOe JFOOISTh 1 I[IHYIOTh. YCBIJOMIJICHHS
HOTO 1 BUTIPaBIOBY€ TBoOE icHyBaHHM» (Kockin, 2007).

VYrpomorxk 1989—1994 pokis C. boumyp HaBuaBcs Ha OaneTHilt kadenpi Cankr-IlerepOyp3pkoi KOHCEp-
BaTOpii ITiJ] KEPIBHUIITBOM BiJIOMOTO TaHIIIBHWKA 1 xopeorpada Mukutn JlonrymmHa, 1Mo 3aKiHYeHHI SKOi
oZlepkaB TUILIOM OaneTMeictepa-penerutopa (kiaac I'adpienn Komneoi). Llle B poku naBuanns C. bonayp
OTpHUMaB NEepUIMK ceplio3Huid OaneTMencTepebkuid 1ocBia: y 1992 p. mocraBuB aiis TaHuiBauka C. €roposa
TaHIoBadbHUN HOMep «[llamany, 3 SKMM BUKOHaBeLb BHOOPOB JIpyre Miclie Ha KOHKypci Oanety imeni Cepixa
Jludapsi.

YV HactymHi pokn 3’sBuikcs iHmI TBopui pobotn C. bonaypa: MoHOcmekTakins «Romantic» Ha My3H-
Ky KaHaJICHKOTO KoMmmo3uTopa A. I'aHbeHa 3a y9acTIO BIOMHX MaWCTpPiB BITUM3HIHOI OajJeTHOI CIICHH —
O. ®inin’eBoi, O. lllamorana, I. Topmifiuyk, K. lopmifiuyka, FO. Jlarko, K. Ky3HemoBa, a Takox Xxopeo-
rpadiuni miniatiopu 3a yyactio C. Cigopeekoro, K. Amaesoi, 5. Canenka, . Marsienka, A. Kapacaxi,
K. BinoBoro, A. Jlopomr, M. Uenuka i iH. be31inauii q0CBix MOCTaHOBKH riacTudHuUX pyXiB C. boHyp 3100yB
i1 9ac miarotoBku crekrakiro P. Bikrioka «byneBap Can-CeT»: BiH cTBOpUB Xopeorpadito Jijisi MiXKHAPOIHO-
ro npoekty — ginemy «Tomkay, npucesiaeHoro nocrari Ceprist Elizentureitna. HoBuit nocsin — 6anermeiicrep-
CHKO-TICIaTOT1YHNN — J0AaJIa B TBOPUY CKapOHMITIO MUTIIS ITocTaHoBKa Oanety «Kommemis» JI. [lemiba, cTBo-
peHa cunamu yuHiB MyHinumnanpHo1 akagemii Tanmro imeni Cepika Jludaps. [Ipo BmacHy penakiiito BUCTaBH
OanerMmeiicTep 3a3Ha4aB, 110 BOHA MaJia JOCUTh CKJIAIHMHN 3MICT Yepe3 MOoeAHaHH KibKoX Ka3ok E. ['odmana,
SIK1 CIpUAMAaIIICs YUTa4eM IEBHOIO Mipoto sK (imocodebki TBopu. banermeiictep, HaBmaku, cnpoOyBaB 3po-
OWTH BHCTaBY BOJICBLILHOTO XapaKTepy, OCKIbKH Jierka Mmy3uka JI. [leniba, Ha foro momisii, BpiBHOBaKyBajia
ropmaHiBceKy ¢inocodito i GopMy IUTIUOT Ka3ku. «5 BuxomuB 3 Toro, — komeHTyBaB C. bonayp, mo nei
OaseT BUKOHYBAaTUMYTh JIITH PI3HOTO BiKYy 1 HA HbOMY BUXOBYyBaruMyThesa» (Kockin, 2007).

B ocranne mecsatmmittas C. boHayp 3aliMaeThCs MEPEBAXKHO TIEIATOTITHOIO Ta PEIIETUTOPCHKOIO JIisiTh-
HICTIO: BUKOHY€ 00OB’SI3KH Telarora-perneTuropa B 0anetHiit Tpymni HamionansHoi omepu Ykpainm, oOiiimae
oca/1y 3aBiAyIO40TO BiIIIIEHHAM KiIacu4HO1 Xxopeorpadii B [acturyTi llloy-bi3zHecy, mpogosxkye nparroBaru
3 yunsmu KuiBcpkoi MyHinmmnansHoi akaaemii Tanmio imeni Cepxa Jludapst i BogHo4yac omikyeThesi BIAaCHUM
Oanetnum (ectusanem «Cepriii bonayp 3anpourye». @ectuBaib 1a€ 3MOTY MHTIEBI 3aly4aTH 0 BIACHUX
TBOPUYUX BEUOPIB JIPY3iB-KOJIET — 31ipOK CBITOBOTO PiBHS 3 PI3HHUX KpPaiH CBITY, 110, CBOEIO YEProk0, MOMYJIspHU-
3ye YKpaiHy B CBITI SIK KpaiHy 3 BUCOKHM PiBHEM XOpeorpadiyHOro MUCTEITBA.

BucnoBkn

OTxe, TBOPUUI BHECOK YKpaiHChKOro TanuiBHUKa Cepris boHaypa B pO3BUTOK BITYU3HSIHOTO 0aleTHOTO
Tearpy KiHusg XX—XXI cT. BU3HaYa€ThCs: CTBOPEHHSIM BHCOKONMPO(ECIHUX Ta BUCOKOXYIOXKHIX 00pa3iB Ha
CIICHaX MPOBIIHUX TearpiB Ykpainu (JIbBIBCHKOTO JepKaBHOTO aKaJ[eMivHOTO TeaTpy orepH Ta Oanery iMeHi
IBana ®panka, KuiBchKoro JepKaBHOTO My3WYHOTO TeaTrpy IS JIiTel Ta IOHAITBa), SIKi BBIWIIUIA B iCTOPIIO
yKpaiHCBhKOTO 0OajieTy sIK 3pa3Kd CIIPaBKHBOTO CIIEHIYHOTO MHUCTEITBA; CIIBIIpPAICl0 3 OararbMa BiJIOMHMHU
Oanermeiicrepamu — B. JlutBunoBuM, I. KoBTyHOM, B. KoBTyHOM, O. BHHOTpanoBum, O. PatmManchkuM Ta iH-
MU Xopeorpadamu; (opMyBaHHSIM 3HAYHOTO OaNIeTMENCTEPCHKOTO T0POOKY, SIKHH CKIAAa€ThCs 3 KOHLIEPT-
HUX HOMEpiB, XopeorpadidyHuX MiHIaTIOp, MOHOCTIEKTAKIIIB Ta TOBHOLIHHUX BHUCTaB, [Ie BUIIPOOYyBaIH BIacHI
CWJIY ¥ y4HI Ta MOJIO/I YKPAiHChKI apTUCTH, 1 BIOMI BITYM3HSIHI OaJIeTHI CONICTH; HAKOITMUCHHSM BayKIIMBOTO
MIEeJIarOTIYHOTO JTOCBITY, IKUH JOMIOMAarae apTHCTOBI BUXOBYBATH HOBE MOKOJIIHHS YKPATHCHKHUX TAaHIIBHHUKIB.

Hacamkiners 3a3HaunmMo, mpoOiema miei myOmikariii moTpelye TIHOIIol JOCTiTHUAIIEKOT yBark, a TOMY
HE MOXXe 00MeXyBaTHCS JIUIIE OHI€I0 cTaTTero. OTpUMaHi pe3ylbTaTi MOAANBIINX JOCHTIKEHb MAlOTh OyTH
BHKJIaJICH] y (DaXxOBHX MUCTELTBO3HABUMX BUAAHHIX, IPUCBIYCHUX BUBUCHHIO icTOpii OaneTy B YKpaiHi.
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K UCTOPUHU YKPAUHCKOI'O | Jlerkas Cemnana AHIpeeBHa
BAJIETHOI'O TEATPA | Kanouoam ucmopuueckux nayx,
KOHIA XX — HAYAJIA XXI B.: | Kuesckuii nayuonanvmwiii ynueepcumem
TBOPUECTBO CEPI'ESA BOHIAYPA | kyremyper u uckycems, Kuee, Ykpauna

L{enps cTarbyu COCTOUT B M3yUYEHHH TBOPYECKOTO HACJEIMs TAaHIOBIINKA, Ilearora u 6anermeiictepa Cepres
Bonmypa, KOTOpBIil HAXOAWIICS Y HCTOKOB ()OPMHUPOBAHMS CIIEHUUECKOTO PerepTyapa HECKOIbKUX YKPAHHCKUX TEaTPOB.
MeTtononorust paboThI BKJIFOYAET UCIIONB30BAHNE CIICAYIONINX METOIOB HCCIEOBAHUS: HCKYCCTBOBEIUECKOTO, KYIBTYPHO-
HCTOPUYECKOr0, CHCTEMHOTO, TUIIOJOTHYECKOTO, CPAaBHUTENBHOTO, XY0KECTBEHHO-CTHIIMCTUYECKOro ananusa. Hayunas
HOBH3HA HCCJICJIOBAHMS 3aKJIIOYAET B TOM, YTO B HEM BIIEpBbIE MOAPOOHO MpOaHAIN3UPOBaHA TBOpUYEeCKas Onorpadus
C. Bounypa, ornpenesieHbl OCHOBHBIE 3TAIlbI €0 CIIEGHUYECKOro MyTH, TPOaHaTIN3UPOBaHbl HanOoJIee U3BECTHBIE POJIH,
paccMOTpeH OaneTMEHCTEepCKHiA U Ielarorn4ecKuil noTeHman. Boiozusl. TBopueckuii BKiIa yKpaMHCKOTO TaHIIOBIIMKA
Cepres bonaypa B pa3BuTHE 0T€4E€CTBEHHOTO OaneTHOro Tearpa koHia X X—XXI B. 3akIrouaeTcsi B TOM, YTO: CO3/IaHHBIC
VM BBICOKOTEXHUYIHBIC U IIIyOOKO XyJ0XKECTBEHHbBIE 00pa3bl HA CIICHAX BEAYIIMX TeaTpoB YKpauHsl (JIbBOBCKOTrO
TOCYAAPCTBEHHOTO aKaJIeMIIECKOTO TeaTpa onepsl u Oanera nmMenu VBana @panko, KieBckoro rocynapcTBeHHOTO My3BIKJIBHO
Tearpa Julsl eTel 1 IOHOIIECTBA) BOIIUIN B HCTOPHIO YKPAHHCKOTO Oaieta Kak 00pasIibl BBICOKOTO CIIEHHYECKOTO HCKYCCTBa,;
TaHIOBIIMKY Y/1aJ0Ch COTPY/JHNYATh CO MHOTMMH M3BECTHBIMH OajnerMelicrepamu — B. JIntBuHoBbIM, I. KoBTYHOM,
B. Kosrynom, O. Bunorpanoseim, A. ParMaHcKUM U ApyrUMU Xopeorpadamu; Obl1 HAKOIIIEH OaleTMeHCTepCKuil OIbIT,
peanu30BaHHBIN B (hOpME KOHIIEPTHBIX HOMEPOB, XOpeorpauyecknx MUHUATIOP, MOHOCIIEKTAKIICH M TIOJHOIICHHBIX
CIIEKTAKIIEH, B KOTOPBIX Y4aCTBOBAIM KaK CTYAEHTBI X MOJIObIE YKPAUHCKHE apTUCTBL, TAK U U3BECTHBIE OTEYECTBEHHBIE
GasleTHBIE COINCTHI; IEAATOTMUECKUI OIIBIT, HAKOIUIEHHBIH apTHCTOM TIOMOTaeT My BOCIUTHIBATH HOBOE MTOKOJICHHUE
YKPauHCKHX TaHIIOBIIUKOB.

Kniouegvie crosa: Cepreii bonnyp; ykpanHCKHiA OaleTHBIN Tearp; KIaCCHYECKHI TaHell; ICKYCCTBO OajeTMmencTepa

THE HISTORY OF THE UKRAINIAN | Svitlana Lehka
BALLET THEATER OF THE | PiD in History,
LATE 20th — EARLY 21st CENTURIES: | Kyiv National University of Culture and Arts,
CREATIVE WORK OF SERHII BONDUR | Kyiv, Ukraine

The purpose of the article is to study the creative heritage of the dancer, teacher and choreographer Serhii Bondur,
who was at the origin and development of the stage repertoire of several Ukrainian theatres. The research methodology
comprises the following research methods: art studies, cultural and historical, systemic, typological, comparative, artistic
and stylistic analysis. The research novelty is that the analysis of the S. Bondur’s career biography was presented in details
for the first time, main phases of his stage work were identified, his most known roles were analysed, his achievements
as ballet master and pedagogue were considered. Conclusions. The creative contribution of the Ukrainian dancer Serhii
Bondur to the development of the national ballet theatre of the late 20th —21st centuries is as follows: he created highly
technical and profound artistic images on the stages of the leading theaters of Ukraine (Ivan Franko State Academic
Opera and Ballet Theater in Lviv, Kyiv Municipal Musical Theatre for Children and Youth), which became the part of the
Ukrainian ballet history as examples of true stage art; cooperative work with many famous choreographers — V. Lytvynov,
H. Kovtun, V. Kovtun, O. Vynohradov, O. Ratmanskyi and others; choreographer’s experience was accumulated in the
form of the concert programme, choreographic miniatures, solo performances and performances, where students and young
Ukrainian artists, as well as famous domestic ballet dancers took part; the acquired pedagogical experience helps Bondur
to educate a new generation of the Ukrainian dancers.

Keywords: Serhii Bondur; Ukrainian ballet theatre; classical dance; choreographer skills
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Merta cTaTTi — AOCTITUTH EMOTHBHI TapaMeTPH 300paskeHHsI TIIECHOCTI Ta MPEACTaBUTH METOIOIOTIUHI TTapaMeTpH
BUpaKaJIbHOI EMOTHBHOCTI Y MUCTEIITBO3HABUOMY aHAIIi31 Tijia, HIO, €pOTHKH, OTOJIEHOTO Tina. [yt peanizarii iboro 3aBaaHHs
JOCIIDKY€ETBCS 3MICT 1 CEHC MOHSTTS «EMOTHBHICTBY, 1110 BIPOBAJDKYETHCS B CYYaCHUIH MUCTELITBO3HABYMHI TUCKYPC IS
KOMILICKCHOTO aHaJi3y MPOIECY Bi3yali3alii TIIECHOro B 00pa30TBOPYOMY MUCTEITBI. METOMOO s TOCHIHKECHHS MOJIsIrae
y TIOPIBHSIHHI TOHSTh «EMOTHBHICTBY, «BUPAKEHHS» Ta «EKCIIPECish», 3’ICyBaHHI X eBPUCTUYHOTO ITOTEHIIATY Il aHAITi3y
crieniky Bizyaizallii OrojieHoro Tijia, epOTHYHOI TIJIECHOCTI y Bi3yalilbHOMY MuCTelTBI. HaykoBa HOBU3HA. B KOHTEKCTI
METOJI0JIOTii EMOTUBHOCTI JOBOAUTHLCS JOLITBHICTh «BOYyBaTH» Y JaHHUH TUCKYPC TaK 3BaHE «yKpaiHChKe TiJio», TOOTO
HIO-300pa)XeHHSI Y TBOpaX YKpPaiHCHKHUX XyIOKHHKIB. « YKpaiHChKE Ti10» B MANIiTPi Cy4aCHOTO MHUCTEIITBO3HABCTBA Ta
XyIO)KHBOT IPAKTHKH BUCTYIIA€ EMOTHBHOKO PEaKLi€r0 Ha CBITOIIAIHI 3MIHH, 10 BUPAXKAIOTHCS B KOHCTPYIOBaHHI HOBHX
i7ieariB, HOBUX TepOiB, aKTyaJIbHUX MapKepiB LIHHOCTEH (HAIIPUKIIA, «TLI0-CBOOOA», «TIIO-BIlHA», TUIO-TCHIEDY).
3MICT IaHOTO KOHIIENTY PO3KPUBAETHCS Yepe3 JOTUYHI MOHSTTS — «BUPAKEHHSD Ta EKCIPECis», 110 CTaIN FeHepaATbHUMHU
y ¢inocodcbKko-ecTeTHIHNUX po3BiaKkax ¢inocodis, TeoperukiB mucrentsa benenerro Kpoue ta Pobina [[xopmxa
Kominryna. Crimparounch Ha pPO3yMiHHSI CyTHOCTI MUCTELTBA sIK BUpaskeHHs (Kpoue), 10BOIUTHCS IPUHLIMIT 300paXKalibHOTO
SIK €eMOTHUBHO-BHpa)kaJbHOT0. BrcHoBkH. Ha npukiazi 3icTaBieHHs KIaCHYHHUX TA HEKJIACHYHHX ITapaMeTpiB 300paskeHHs
TiJla B TAKOMY K aCIIEKTi 3’ ICOBY€ETHCS 3MICT MIOHATH «300pakaIbHE» Ta «XyHTOKHEY, iX HETOTOXKHICTB. [linKpecmoeTres,
110 TaKa BIIMIHHICTb SCKPaBO YHAOUHIOETHCS B Cy4aCHUX MUCTELBKHX MPAKTUKAX 300pakeHb TiJIeCHOTO (TeppopMaHcax,
Memia-apTi, pOTO-apTi TOIIO), KOJIK 300pakaibHa (iKcallis Tijia He € oro XyI0XKHIM BTUICHHSIM. JJOBOIUTHCS 3HAYCHHS
€MOTHBHOCTI Y CIIPUHHSTTI MUCTELTBA SIK CITIBTBOPYOCTI, KOJIU CEHCH BiJIHAXOAATHCS 11032 MEKaMU caMmoro TBopy. Tino
13 TiJ1a 300paXkajbHOTO Y MUCTEITBI ChOTOICHHS IEPETBOPIOETHCS Ha TIJIO BUPaXKaJIbHE.

Kniouosi cnosa: eMOTHBHICTD; BUpaXalbHe; 300paxalibHe; eKCIIPECis; OrOJNIeHE TiJI0; EPOTUYHE TUIO; «YKpaiHChKe
TiJIOY»; Bi3yaJIbHE MHUCTEITBO

Beryn

300pakeHHsI OTOJICHOTO Tijla, HATOTH 1 Yepe3 Hel eCTETHKO-XYA0KHE BUPAKCHHST €POTHYHOCTI, CEKCYab-
HOCTI JIFOZICBKOTO TUJIECHOTO — O/IHA 13 TeHEPATbHHUX TEM Y CBITOBOMY MHUCTEITBI Y CTBOPEHHI 300pakaIbHIX
rapaMeTpiB JIIOAMHA OKPEMUX KyIbTYPHO-ICTOPUYHHX €IT0X 1 XYIOXKHIX CTHIIIB. BiIOBIIHO y MUCTENTBO3-
HaBCTBI, KyJIbTYypOJIOTii, COIi0Oorii, imocodcrko-ecTeTHYHIN peduiekcii 3arajJoM HaAKOMUYEHO 3HAYHY Me-
TOJIOJIOTIYHY Ta TEOpPETHUYHY 0a3y, 3a JOMOMOTOI0 SKOi BiJIOYBa€eThCs paiioHami3alis W yCBIIOMIICHHS i€l
MpoOJIeMaTHKH, aHaji3 Pi3HUX 1 aCMeKTiB SIK B iICTOPUKO-KYNBTYPHIN MIOUIMHI, TaK 1 B CHHXPOHIT OKpeMUX
300pakajbHUX ()CHOMEHIB (TTOUYMHAIOUM BiJI apXaidYHOTO MHCTENTBA 1 3aKiHUYIOYH 3pa3kaMy KOHTEMIIopapi-
apr).

Cepen MOKa3HUX TEOPETHYHHX HAMPSIMIB MOCTIHKCHHS 300pa)XeHHS TiJIa, SPOTHIHOTO Tijda MOXKHA
BHOKPEMUTH HACTYTIHI: B KOHTEKCTI i1CTOpii MECTENTB, 30KpeMa, y xkuBommci, ie C. ['inman (Gilman, 2014),
E. ®dyke (1995), K. Knapk (2004), C. O’Peitni (O’Reilly, 2015), €. Poix (Pouk, 2010), uepes mapamerpu
Bi3yaJIbHOI aHTPOMOJIOTII Ta KYJIbTypH Bi3yaJbHO-300paxkaibHOro Ta 3HakoBoro — J[x. Aramben (2014),
XK. Boapiisip (bonpuiisip, 2000), XK. Jlakan (Lacan, 1979), P. bapt (2003). Ykpaincbka rymMaHiTapucTHKa Ta
MHUCTEITBO3HABCTBO B JIaHil TeMi penpesentoBani npaismu O. Akkaii (2016), O. T'ominko (2001), T. I'yumo-
posoi (2013), B. [Toropenosa (2011), JI. Cagimpkoi (2009) Ta iH.

© Maiikn J{. Mepdi, 2020
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Merta crarTi

Mera cTarTi — AOCHIAUTH EMOTHBHI apaMeTPH 300paskeHHS TiIECHOCTI Ta MPEICTABUTH METOAOJIOTIUH1
napamMeTpH BUpaKaJlbHOI eMOTHBHOCTI Y MUCTEIITBO3HABIOMY aHaji31 Tija, HIO, EpOTHKH, OTOJICHOTO Tija.

AKTyanbpHOCTI JaHii po3BiALi A0AA€ 1 TOH (aKT, 110 TIJIO SK Piv, B SIKil MEPETHHAIOTHCS KYJIBTYPHI HOPMH,
TpanuIii i ieanu, B Cy4aCHOMY MHUCTEILTBI IIEPETBOPIOETHCS HA TIOTYKHUH IHCTPYMEHT KOHCTPYIOBaHHS HO-
BHX CEHCIB, CTa€ €CTETUKO-XYIOKHIM, 1ICOJIOTTIHUM 3aCO00M 1X BUPKEHHS, IICHTH(IKYIOUHM Ta CaMOiIeH-
TU(DIKYIOUUM MapKepOM KyJabTypH. Takox TiJI0 B Cy4aCHOMY MHCTEITBI 1epecTae OyT 00’ €KTOM KOITiFOBaHHS
1 3aXOIUICHHS, BOHO CTa€ CEHCOBOIO MPOCKINE0 TpaHC()i3i010riuHOro, TOOTO HEeaHTporoMop(hHOTO 00pasy,
HOBHMM TUIECHUM MPOCTOPOM MHUCTELTBA, OCKLIbKH, Ha AyMKY lenbmyta [lnecnepa, BUCTymae cBOEpiAHUM
KOPIIOHOM, MEXEI0 MK 30BHIIIHIM i BHYTpimHiM. OCHOBHA CKJIaZioBa JaHOTO MUCTEITBA — <JTIOJICHKE PO3-
MPEAMETHEHHS» B CyOCTaHIIIT TIJIECHOCTI CTBOPIOE HEMMOBIPHE 3a CHIIOI0 EHEPreTHYHE T0Jie, B IKOMY Bif0y-
Ba€THCA MEPETBOPEHHS Tijla 3 HOCIS iHGopMaIllii Ha caMmy iHpOpMaIIito.

Jis yenimHoi peanizaunii HOCTaBI€HOT METH MU 3aJIy4a€MO B MUCTELTBO3HABUMM AUCKYPC KOHLENIT eMO-
MugHicms, 3a JIOTIOMOTOI0 SIKOTO aHaJIi3yeEMO 300pakalibHE BUPaKEHHS eMOIiN XyI0XKHHKIB B o0pa3ax Ti-
JIECHOCTI (OToJIeHE TiJIo, €POTHKA, HIO TOLIO). MeTtonoMm nociyrye teoperndnnii npuHiun benenerro Kpoue
(1866—1952) ta Po6ina Jxopmxa Komninreyna (1889—1943) y po3po0iii 306pasicanbhoco sk eMomusHo-6upa-
JHCANTLHO20, O CTBOPUTH HEOOXIHY AOCIITHUIBKY TIATGOPMY JJIs aHaIIi3y Bi3yallizailii TiJIECHOTO, epOTHY-
HOTO TiJla y MUCTEITBI B3araji it 00pa30TBOPYOMY MHUCTEITBI 30KpeMa.

Bukaan matepiany goc/tiaxeHHs

[ToHATTA «EMOTHBHICTBY HaJCKUTH JIHIBICTUYHIA HAayKOBil Tpamuii I BHABY 3aCO0iB BHPasKCHHS
y MOBI Ta TPOMOBJISIHHI €MOIIi¥, eMOI[ITHUX CTaHIB JOJUHK a00 JJIs Tepeaavi IXHbOTO BIUIMBY Ha IHIITHX
(B1AMOBITHMKOM Y TICHXOJIOT1] JAHOMY TOHSITTIO € «eMOLIHHICTEY). JlaHWi MPUHIINT eMOTHBHOCTI TPaIUIIHHO
y inocodii mo3Ha4a€eThCs PI3HUMU MOHATTSIMU: UyTTEBI MPOSBYU, adEKTH, EMOIIil, IpUCTpacTi. Y JTIHIBICTUII
E€MOTHBHICTh — TI¢ BepOalbHEe BUPAKCHHsI, OTIICYBAaHHS a00 MapKyBaHHS €MOIliH. 3p0o3yMijo, M0 OyIb-sIKIit
XyAOKHIM TEKCT, Xy[JO)KHE BUCIIOBIIOBAHHS — LI€ KOHIIEHTPOBAHE BUPAXKEHHs eMOLIIHHUX cTaHiB. EMOTHBHUI
PIBEHDb XyIOKHBOTO TEKCTY PAJUKAIBLHO MPOTUCTABISAETHCS i1HPOPMAaTHBHOMY 200 CEHCOBOMY PIBHSIM.

s anamizy 300pakeHb TiIECHOCTI HMOHSTTS «EMOTHUBHICTBY JO3BOJISIE BUSIBUTH M apTUKYIIOBATH EKC-
MIPECUBHI YMHHUKHU 300paXCHHS Tija y TBOpax 00pa3oTBOPYOro MUCTEILTBA, 1[0 MPHUHLUIIOBO BiAPI3HAETHCS
BiJl 3aBJaHHs 300paKaIbHUIMH METOJaMH PEIPEe3CHTYBATH TileCHY 0Opa3HICTh SK Taky. ToOTO ajsl TaHOTO
X0y TepeayciM aKTyalli3yeTbCs MUTAHHSA PeIIiKallil Tijla B MUCTEIbKINA MpaKTUIli: y Bizyamizamii Tinec-
HOCTI BTUTIOIOTBCS TIEBHI EMOTHBHI CTaHH, sIKI HAJAIOTh EKCIPECUBHOCTI XyI0KHBO-300pakaIbHOMY BHCIIOB-
JIIOBAHHIO. | Bif peXUMY «ILIO 300paKy€eTbCA?», «IK 300paXy€eTbCsi?» NPAaBOMIPHO 3BEPHYTHUCH 10 MUTAHHS
«4OMY 300paXy€eTbCsA?», MEPEOPIEHTOBYIOUH AOCTITHUIBKUN MOTIISAL 3 CaMOro 300paskeHHsI Ha Tino-()poH-
THUP, TUIO-MEXKY, 110 EeMOTUBHO apTHKYJIIOE (BUpaXka€) MPUXOBaHI CEHCH ab0 BiIKpUBA€E HE3pUMi KyJIbTypHi
KOHTEKCTH Uil Tisimada. TyT BapTo 3raiaTl e ONWH KOHCTPYKT-KOHIENT — «ckiaaka» (K. Jlemes), skuit
came B JIOCII/DKEHHI Bi3yalbHUX NapameTpiB TiIeCHOCTI HaOyBae HEMETaQOPHYHOTO MPSMOTO «3BYyUYaHHSD):
Tidy 6e3 oasTy (OTOJIeHOMY TiTy, HETPUKPUTOMY TiNTy) HAaJa€ThCsl €AMHUIN MIAHC MMPUXOBATH MIOCH Y CKIIAIIII.
I B Takiit mpoekmii, ckaxximo, 300paxkeri Tina 1. 1. PyGenca HaOyBatoTh JOAATKOBUX MEXOBUX XapaKTEpHC-
THK, 32 JOMIOMOTOI) OTOJICHOCTI PETPAHCIIIOOYH JTOJJATKOBI CEHCH Ta KOHTEKCTH (0a TXHIO HAJUIHIIKOBICTH).
[ TyT B’Ke He MUTAaHHS KyABTYPHOTO ieaiy Tijia Ta iHAMBIAyalbHOTO aBTOPCHKOTO CTHIIIO CAMOT'O MHTIIS, HOTO
€CTETUYHUX Ta 0COOMCTICHUX YNoa00aHb: 3a JOMOMOTOI0 EMOTHBHOCTI TiJla BUKPHCTANI30BYETbCS CYTHICTh
MUCTEITBA SIK BUPAKEHHSI, 110 Bianoigae Merozonorii Kpoue Ta Komtinreya, 1 103BOJISIE TIOYEPITHYTH B 1X
TEOPETUYHUX CHCTEMAaxX apryMeHTH OOTPYHTYBaHHSI EMOTHBHOCTI SIK eKcIpecii (BUpakeHHsI), B IKOMY HacaM-
TIepeI CTAaBUTHCS MUTAHHS PO CIPHHHSITTS MUCTEITBA SIK CIIIBTBOPYOCTI (31 3MIIIEHHSAM BiJl «III0?» Ta «IK?»
300pakeHHA y OiK «90MY?-300paKeHHS» ).

[Hakme kaxxyuu, 1711 TOro, abu BOyIyBaTu MOHSATTA EMOTUBHOCTI B Cy4acHY MUCTEIITBO3HABUY pedIiekcito
1 PO3KPUTH HOr0 METOMOJOTIUYHUMA Ta EBPUCTHUYHMN MOTEHLial, MH PO3KPUBAEMO HOTO 3MICT yepe3 JOTHY-
Hi MOHATTS «BUPAXKCHHSD Ta «EKCIPECis», IO CTAIM FeHEPaIbHUMH Y PiI0COPCHKO-ECTETUYHNX PO3BiAKAX
Kpoue ta Kosutinrsyna.

3BEepHIMOCS JI0 MepeKiay MOHSTTS «BUPAKSHHSD, BUXOASUYH 13 TEOPETUIHUX MOJI0KEHh OCHOBHOI ecTe-
THKO-MHCTENTBO3HABUO1 mparti Kpode (2000). ETuMororiunnii aHami3 iTATIHCHKUX TTOHATE «espressione» Ta
«espressivay J103BOJISIE PO3YMITH iX:
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— SIK BUpaKeHHs (OLTbII TPAIUIIHHUNA BapiaHT BXKUBAHHS IILOTO TEPMiHA 3aBISIKH TEpeKIIagaM pociii-
CBKOIO Ta yKpaiHCHKOI0 MoBaMHu po0iT Kpoue);

— sIK €KCIIPECItO.

Hanpukinaz, Tak 00rpyHTOBY€ MPaBOMIpHICTh BIACHOTO MEpEKIaay YKpaiHChKOIO A0 CTiAHUIIS-ECTETUK
O. Caininpka (2013). Bora 10BouTh, 110 «IIepIlie BBOAUTHCS HUM JJIsl TO3HAYCHHS MPOIECYaIbHOCTI i,
CJIOBECHOTO, IHTOHAIIITHOTO TIOJIaHHSI IePCOHI(PIKOBaHO-YHIKaIBHOI iHpOpMAaIii, a Jpyre — /s To3HAYCH-
HsI BHYTPIITHLOTO CTaHy JIFOMWHH, IKUH TICHO OB’ I3aHUH 3 11 iHTYIITi€0. 3BiACH MOTpeOye, Ha HAII TTOTJIAI,
PO3MIISATY TTOHSATTS €KCIpecii K IHTYITUBHOI OI[IHKH JFOIWHOO TOJIiN, SIBHII 94X (DaKTiB, 110 Mae 0cOOMCTIiC-
HUM xapakTep Ta Qikcye i emoriitHe cTaBieHHs A0 pi3HUX cep KUTTA it 10 camoi ceden (c. 150).

3asrydaroun MOHATTS «ekcupecis», Kpoue mokasye, M0 CyTHICTh aBepOalbHUX Ta IMILTIHUTHUX eIe-
MEHTIB BUPQ)XKCHHSI CTAHOBUTH CEMAaHTHYHUU KOHTEKCT OY/Ib-SIKOi MI)KOCOOMCTICHOI B3a€MOJIii, Jiayiory,
XyJOXKHBOI KOMYHIKallii 32 y4acTio «iHAMBiAyanbHHX ekcrpecii». Llei Teopernunnii 3pi3 dinocodcbko-
€CTeTUYHOTO y3aranbHeHHs Kpode 10o3Bossie TOBOPUTH PO €KCIPECUBHUN (BHpaXKaJIbHUI) JOCBIJ CITLTb-
HOTH SK IHIUBITyaTbHUX €KCIPECii, HAalO1IBIIT HAOYHO BTUICHUH Y TBOpaX MUCTEITBA.

UyTTeBICTH SIK Taka, sIK aHTPOIIOJIOTIYHA KOHCTAHTa € He3MiHIOBaHOW0. Came cnpsamoganicmy yymme-
60CMIi HA306HI, HA GUPAdICEeHHs CTBOPIOE iealIbHI YMOBH A 11 XyIOKHBOTO BTUICHHS, CTA€ OCHOBOIO IS
MHUCTENTBa (Ha BiAMiHY Bif mpocToro 30ymkeHHs ). Taka eMoTHBHA «BOJISI 0 GOpPMU» y MpoLeci KOMyHika-
Lii-BUpaKEHHS IEPETBOPIOE UYTTEBICTD AK «Pid y coOi» Ha «piu JJIsl HAC», BTUIIOIOUUCH B iHOUBIOVATLHUX
excnpecisix KOHKpeTHHX TBOpiB. OopmiieHa eMOTHUBHICTh — OCh Ta IUIONIMHA MPOSIBICHOTO BUPAKEHOTO
MMOYYTTSI, IO i CTAHOBUTH OCHOBY XyIOKHBOI JiSTTLHOCTI.

Ane mocTaBJeHe HaMH 3aBIaHHS — (DOPMYITIOBAHHS METOOJIOTIYHHX 3acajl AOCIIDKEHHS TiIeCHOTO,
€pPOTUYHOTO TiNla B 00pa30TBOPUYOMY MHCTEITBI B KaTeTOPisiX €eMOTHBHOCTI Ta BUpa)xkeHHs (ekcrpecii) —
noTpedye OOMEKEHHSI BUKJIIOYHO aCIEKTaMU TIIECHOCTI W €pOTHKU SK €MOTHBHO-BUpaxkanbHOTo. Tomy
3arajbHi TOJOXKEHHS MPO MHUCTEUbKY ekcipecito Kpoue Tta KoyumiHrByga MaeMo eKCTpamoiioBaTd Ha Ti-
JIECHY €MOTHBHICTB, IPOBOJSIYM PyOpHKAIlit0 IEBHUX YyTTEBUX CTaHIB HA MPHUKJIAJi TBOPIB, IO X MOXKHA
KJIacu(ikyBaTH SK Taki, 10 BTITIOIOTH TUIECHICTH 1 TIIECHUN €POTH3M.

Jl71s mogaTky mpoBeaeMo MEKY MK CTAHOM BHPaKEHHSI €MOIIi# Ta IXHIM OITUCOM, MiX IXHIM BUpaKeH-
HSM 1 IEMOHCTpAIlI€I0 — Y TaKii gemMapkarlii i mossrae, Ha n1yMKy KoimiHTByna, MpUHIIMIIOBA BiAMIHHICTh
Mi’)K MUCTEIITBOM Ta HEMHUCTEI[TBOM, Mi’)K MECTEIITBOM 1 CUMYIAIi€er0. TuM Oiblie, IO Take pO3IO/IiIeH-
Hs 1Ie Oijbllle aKTyali3yeThCsl Ha NMPUKIaAl 300pakeHHs Tijla, ePOTUYHOIO Tija, IO YHPOIOBXK 1CTOPIl
MHUCTENTB 3aBXA1 1epeOyBasio Ha MEXKi JO3BOJICHOTO H HEI03BOJICHOTO, HOPMHU i 3a00pOHH, MPEKPACHOTO
1 TIOTBOPHOTO.

Muctenpka excrpecis, 3a KommiHrBymoM, — 1ie Hamepe HeBU3HAYCHE eMOIIiifHe BTUICHHS, PO3psaKa
(Ha KmTanT KaTapcucy) BIAUYTTSA XyOOKHHWKA Y TBOPi (KapTHHI, TOSTUYHHUX PSAKAX, ApaMi, My3UIHOMY
TEKCTi), IO MPOSIBISIETHCS (0OPOPMITFOETHCS) Ha eTari IPOAYKYBaHHS caMoro apTedaxTy.

CripaBxHill TBip HE HAPODKYETHCS SIK 3aJaHui (0OMekeHHiT) GOpPMOI0 — 11e O1TBIIOI0 MipOIO BIACTHBO,
Ha nymKy KomnmiHrBysna, pemeciy 1 TexHiuHIA MaiicTepHOcTi. TBip MUCTENTBa iCHY€E y TIpOLECi HOro «po-
3irpyBaHHs», TOOTO BIATBOPEHHA. ByTTs TBOpYy He 3aKiiajieHe «BCEPEIMHI» pedi, CTBOPCHOT XyI0KHUKOM,
BOHO HE nepebdysac y ceidomocmi, a caMe c8i00Micmb NI0OUHU 3aHYPIOEMbCsi B OyTTS TBOPY MUCTEIITBA,
Oepe yJacTh y HbOMY, CTa€ HOTO 4acTHHOIO. TBip BUCTYIIA€ TIO BiJHOIICHHIO JO JIOAMHU 1 pedl K TaKWi,
L0 nepeseputye peairbHicmy.

«XiMish» MUCTEUTBA MOJATa€ B eMOTUBHOMY IOLIYKY BUXOAY OCOOMCTICHO-UyTTEBOTO HAa30BHI, i y Ha-
Mpy31 AaHOTO Mepexony BiaOyBaeTbes oopMIIeHHS eMoliii, iX BUpaxeHHs yepe3 Gopmy: «[loku mroquna
HE BHpa3uja CBOIO €MOIIil0, BOHA HaBiTh HE 3Hae€, B YoMy ii ceHe» (Kommuureyn, 1999, c. 111). [Tpuuomy
supasicanrbre KoJTiHIBya HE 30iraeThes i3 MOHATTAM BUpaKaJbHUX (GOpPM Yy MHUCTENTBI Ta KyiIbTypi. Ha
HOTO TyMKY, €JTHICTh BUPKEHHS 1 3MICTY — 1€ €IMHUH MPOIIEC, B SKOMY 1 TIPOSIBISIETHCS CIIPABKHE MHUCTE-
IITBO — 3ac00aMM aKTHBi3aIlii MECTEILKOI OIIHKH IUISIXOM 3aTydeHHS pediekcii sk TBOPII, TaK 1 peIuIIi-
€HTA.

TakuM 4MHOM, aKT BUPAXCHHSA Y MUCTEUTBI — LI€, IO CYyTi, JIOCHIKCHHS BIACHUX €MOLil. Anle Takui
CHpSMOBaHUI HA30BHI NpoIeC 3a3/1ajeriap He BUSHAYCHNH 1 Hellepen0adyBaHni, OCKIJIbKU UL HOTO He-
MO>KJIMBO 3aBY4aCHO BHUTaJIaTH [IEBHI 3aCO0U, BUXO/ISIUH 13 HAITUX 3HAHb PO 1ie crenudivne sBuie. «Bupa-
JKEHHS — 11€ JIIsUIbHICTb, JUJIS SIKOT HEMOXIIMBO 1CHYBaHHsI Oyjib-sikoro Metony» (Kosmuursya, 1999, ¢. 112).

AOM TaHHWI TPUHIIMI EMOTHBHOCTI-BUpaxkeHHs1 KOJTiHIBy/la HEe BUIIISIIAB ACII0 MeTa(i3uuHuM i ao-
CTPAaKTHHUM, MPOJEMOHCTPYEMO, SIK BiH HPALIOE Ha Cy4aCHUX NPHUKJIAJax HAIMCAHHS TBOPIB, TOJOBHUM
00’€KTOM SIKHX € TiJI0, EpOTUYHE TiJI0, HIO TOIIO.
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Ycim Bitoma KapaArHAIbHA 3MiHA TIEPEXOy Bia QirypaTHBHOTO MUCTEITBA A0 HediryparuBHoro. Kita-
CUYHICTh TO3WIIIOHYBaJla TiJld, BUXOMAUYN i3 BKe C(HOPMOBAHOTO KaHOHY-300pakeHHs, imeany-mipu (i3
BJIACHOIO 1HJIMBiIyaJbHOIO BapiaTUBHICTIO Ta CTHJIICTHYHOIO BiaMiHHICTIO). Tak, JleoHapao st BOJOCKO-
HaJICHHs JaHOTO KJIACHYHOTO KaHOHY 3aCTOCOBYBAaB aHaTOMIiuHI 3HAHHS, *iHoYl Tina bponsino, Pybenca,
Timiana yocoOmoBaJii yHiBEpCaJIbHY KIHOYHICTH, IIOBHOIO MIpOI0 pealli3yloud KyJIBTYpPHY MOJEb XKiH-
KU SIK 9yTTEBOI ICTOTH, SIKIM y KyJAbTYpi TOTAIHHOCTI pamiOHaIbHOTO-Y0JIOBIYOTO 3aJUIIABCS JIUIIE OJUH
«BJACHUM TIPOCTip» — KiHOUYE TiJI0. | HABITH 3apa3, Kom 300pakalibHi MapaMeTpu 3MIHIUIICH Ta IMPOIOB-
JKYIOTh 3MIHIOBaTHCh, BIATBOPEHHS «KIACUYHUX (DOpM» HAroTH 30epirae 3Ha4eHHS sIK TIEBHA aKaJleMiuHa
BIIPaBa i3 AEMOHCTpAIlil MAaCTEPHOCTI Xy/IO)KHHKA, OTO TallaHTy HACIIiTyBaHHS (HA TUX CAMHX ITiJICTaBax
Konninrsyy 3a3navae, mo «”Iloetuka” ApictoTens Ma€e cpaBy He 31 CIpaBXHIM MHCTELTBOM, a 3 MHUCTe-
urBoM HaciigyBaiabHUMY (Kommuareyn, 1999, c. 114). HaromicTb, 300payrodu Tisl0, CydacHi XyJOKHUKA
4acTo BiIMOBIISIFOTHCS BiJl PEaJliCTHYHOTO KaHOHY 300paKeHHS i B 0COOMCTICHIN eKCIpecii MOKIIaqaloThCs
Ha BJIaCHE €KCIIEPUMCHTAIIbHE BTUICHHS, 6milents 6e3 npasun. TakuM apryMeHTOM MOXKHA MTOSICHUTH, 1110
TIJIO Ta €pOTHKA aXX HIKyIW HE MOAIIUCH Yy HE (QirypaTruBHOMY >XuBomwuCi. [lomumuBmm 3BUYHI (HOpMH,
TUJIECHICTh 3HAYHOIO Mipoto (Y YHCTOMY BHIIIAJI) Yepe3 He irypaTUBHICTh HEHAUe 3aMHUKAEThCS cama Ha
co0i abo generyeTscs B iHIII 300pakanbHi BUMipH (KOmip, IUIaCTUKA, iHTENIEKTyallbHA TPa).

VY 1poMy KOHTEKCTI MOXKHa 3ragat «ABiHbHOHCHKHX AiBuaT» 1. [likacco, « Kinounit Tope» K. Mane-
Buua, « Tpuntux. ETiox i3 nroacekum tiiom» . bekoHa — Beix ix 00’ €1Hy€e OaueHHs Tija sSIK KOHCTPYKTY 13
HernepenoadyBaHuM pe3yabTaToM Y KOHKPETHIN BTUICHHS. | 3HOB-Taku KoJUTiHIBY/] TPOTIOHYE BiANTYKYBaTH
BIATIOBIII OO XYAOXKHBOI IIIHHOCTI TAKOTO TUITY TBOPIB HE Y HUX CAMUX, a Y CIIBTBOPYOCTI CIIPUUHSITT,
y TOYIIi IEPETHHY TBOPY, MUTIIA Ta Isigada (110 TaKOXK CTa€ YU HE €IMHUM BapiaHTOM MapKyBaHHS TBOPiB
CyYacHHX XyHAOXXHUKIB i3 TO3UII{ XyI0O’)KHBOI IIHHOCTI «TBOPY MHUCTEITBA B €MOXY HOT0 TEXHIYHOTO BiJI-
TBOpPEHHs»). TOOTO B KOHTEKCTI i/1€ally, KaHOHY, B3ipIsl i TBOPU Haue CHOMEOPI0I0Mb TiN10, T030aBISIOTh
HOTO epOTHYHOCTI Ta MPUBAOIUBOCTI, a 3 MO3MLIT YHIKaIbHOCTI BUPAKECHHS, YHIKAIBHOCTI EMOTHBHOCTI
— deMoHCmpYomb PO3IMKHEHICTh, aKTyalIbHICTh KOHCTPYIOBAHHS TiJIa 3aC00aMU «30MpaHHs» TIIECHOTO.

3a3Ha4eHUI METOAOIOTIYHUH MPUHIINT Xy0’)KHBOI EMOTHBHOCTI CTBOPIOE MIATPYHTS AJIT OCMHUCICHHS
1€ OAHOTO MTPOOJIEMHOTO0 MHUCTEIITBO3HABYOTO By3J1a: MUTAHHSI CITIBBIAHOIICHHS MK 300pakalbHUM 1 Xy-
TOKHIM SIK IiApyOpuKaMu MeTa mpoOIeMy BU3HAYCHHS MIHHICHOT MeXi Mi’K MUCTEIITBOM 1 HE MHCTEIITBOM
y KOHTEKCTi peduieKciii 11010 KoHTeMopapi-apT. 300pakaabHe dKOIHUM YHHOM HE € CHHOHIMIYHHUM XYZ10%K-
HeoMy. Lle ckiagna B3aemopmisi, 0 HAHOUIBII SICKPABO YHAOUHIOETHCS y Cy4YaCHUX MUCTELBKHUX MPAKTH-
Kax 300paxeHb TiaecHoro (nepdopmancax, Meia-aprti, ¢poTo-apti Tomo). Hanpukian, mapagokcaibHICTh
CHBB1IHOIIIEHHS 300Pa)KaIbHOTO Ta XYIOKHBOTO €JIETAaHTHO Mpe3eHTy€e KoImiHTBy I, 3rayoun 3aMOKHOTO
MakJiepa-KoJeKIlioHepa, KU IPUHIIMIIOBO YHUKAB KYITyBaTH MOPTPeTH: «BiH CTBEP/KYBaB, IO OCKIIBKU
CIIpaBa XyJAOKHHUKA-TTIOPTPETUCTA TOMAraTUCS CXOXKOCTI, TO HEMa€ >KOIHOTO CIOCO0Y BIAPI3HUTH TapHUMH
MIOPTPET BiJ] ITIOraHOTO, KOJM TOTO, KOTO MOPTPETYBaIH, BXe Hemae B xuBux» (Kommmareyn, 1999, c. 53).
3po3yMisio, 0 JaHUH MPHUKIAL — 1€ apTUKYJSLis npoOieMu caMoi MeXi MiXK MUCTEHTBOM Ta HE MHCTeE-
LTBOM: MapaMeTpU XyJOKHBbO-300pakaJIbHOTO BH3HAYAIOTHCS 32 MEXKaMH CaMOro TBOPY, — KOJIM MUTEIb
cam i ceOe xoue 3’sCyBaTH, BUPA3UBIIH €MOLI0 BIIHOIICHHS Yy 300paxkeHH1: « MUTILIO He TOTpiOHA piu
MIEBHOTO pOJly, HABIaKH, HOMy HeoOXi/lHa TIeBHA piu», — adopuctudHo 3a3Hadae Komninreya (KoxnmuHreyg,
1999, c. 114).

Ha npaxTwuiii, komn XyIoXKHUKY 3aMOBIISTIOTH TOPTPET, 110 Ma€ BiATBOPIOBATH «peasibHe», BiH, OyKBaIb-
HO BHUKOHYIOUM TOCTaBJICHE 3aBJAHHS TOTPUMYBATHUCSI CXOXKOCTi, CTBOPIOE 1 T€ HAAJIMIIKOBE, L0 W A0-
MTOBHIOE 300payKeHHsI, IEPETBOPIOIOYN HOTO HAa «MHUCTELUTBO». AJie YacTille NparHeHHs 10 BiAMOBIIHOCTI
CIIOHYKA€ MHUTIS TOXKEPTBYBATH ySBOIO, PO LIO CBIYHUTH, CKaXiMO, (poTOpeai3m, KUl IPOJOBXKYE I0-
KJIAZIaTUCh Ha €TaJIOHH U 17Ie0JI0TiI0 IPeCTaBICHHSI.

VY nepdopMaTUBHHX MPaKTUKaX i3 3aJly4eHHSM TiJia, OTOJICHOTO Tila EMOTHUBHICTh YSIBU TIEPETBOPIO-
€THCSI Ha TOJIOBHUH PyIIiii KOHCTPYIOBAHHS CEHCIB, IO MapKye nodicgicmov 3ycmpiyi. [lomiOHMI mocBin
ommcaB [x. Aramben (2014) na mpuknazni nepdopmancy Baneccu Bikpodt (Vanessa Beecroft) VB 55,
B SIKOMY COTHSI OTOJICHMX >KIHOK, BULIMKYBABILUCH y PiBHI LIEPEHTH, OUiKYIOTh HAa THX, XTO NPUXOIUTH
y rajepero MoJUBUTUCH TIep(hopMaHc.

BusHayatoun KynbTYpHI MapamMeTpy OrOJICHOTO Tijla, JOCTHIAHUK CapKacTHYHO MigMivae, 10, K mpa-
BUJIO, PO3JISATHEHI TiJIa CIIOCTEPIralTh JIOAU B ojs13i. HiOMTO HIYOTO AMBHOTO, ajie JaHHWM aKIIEHT came
1 YHAOUHIOE TIapaIOKCH MPAKTUKHU CIIOTVISAaHHS Ta IeMOHCTpAIii Tia i COTIsITaH s 3a TIIOM (CKaXiMO,
Yy TIPOCTOPi CydacHOi ranepei), B IKUX EMOTHBHICTH TIJIECHOCTI BHHOCHUTBHCS 3a MEXi caMoro 300pakyBa-
HOTO TiJIa, BCTAHOBIIOETHCSI B KOHTAKTI B3a€EMOCHOMISAAHHS: CKY/IBIITYPHA CTAaTUUHICTh IPYIH T1J1 aKTPHUC
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Malla BUKJIMKATH (Ta BUKJIMKAJIa) TNCOHAHC POJel «rsgad — 00’ ekT». Pesymbrar Oyno ToCATHYTO: «00’€K-
TH» OIIHIOBAJIM MOTJISAaMH TTOOAMHOKUX (OKPEMHUX) BiJ[BiIyBadiB, TAM CAMUM 3MYIITyBaJIH X HEBIIEBHEHO
B1JIXOIUTH i/l CBOIM MUIILHUM OKOM. Y TOMY 1 MOJIATa€e IMUOMHHUN CEHC Pi3HMLI MiX (aKkTOM JIeMOHCTpa-
wii Tija ¥ eMOTHMBHUM BHPAXXKCHHSM TiJOM (300pa’keHHSIM OTOJICHOTO TiJia) XYIOKHBOI peueniii MUTIIB,
nependavyaroun CHiBTBOPYICTh aBTOpa Ta risaada. Came HENpPOMOPIIHHICTh OTOJICHHUX Ta OJSTHYTHX Till
1 CTBOpHIIa MUCTEIIBKY TIOIITO.

Y KOHTEKCTi BCTAHOBJIEHHSI €BPHCTUYHOTO TOTECHIIATY MOHATh «EMOTHBHICTEY», «BUPAKCHHA», «EKC-
Tpecish» Ta 3aJydeHHs iX K METOMOJIOTIYHHN 1HCTPYMEHTApili MHUCTEITBO3HABUOTO AOCIIDKEHHS Tijlec-
HOCTI, TiJia, OTOJICHOTO Tijla B 00pa30TBOPUYOMY MUCTEITBI HEOOXiTHO HATOJIOCHTH HA JIOIIIBHOCTI BOY-
JOBYBaHHS y JaHUH AMCKYPC TaK 3BAHOTO «YKPaiHCHKOTO Tijia»: CTBEPAKEHHs HAIllOHAJbHOTO MUCTELTBA
CTBOPIOBAJIO Ta MPOJOBXKYE HOr0 CTBOPIOBATH.

Ha nymky Tapaca Bosuska (2004), «poOoTu B mapuHi po30yJI0BH YKPaiHCHKOIO €pOCy — Hemodva-
i Kpait» (c. 3). HemapemHo mopyd i3 3alUTOM Ha HEyINEpeHKeHY PEBi3if0 icTopii yKpaiHCHKOTO MHC-
TENTBa 3 Yacy HaOyTTs HE3aJIe)KHOCTI BUHHUKAE 1 CTIHKUIT 3aITUT HAa KOHCTPYIOBAHHS «YKPATHCHKOTO TiJla
(K y giaxpoHii icTOPHYHOTO, TaK i B CHHXPOHII Cy4acHOTO).

XyOOKHHUKM PI3HUX TPaAMLii 1 MWK GopMyBadd Ta NPOJOBKYIOTh (POPMYBAaTH YKpaiHCHKHI MUC-
TEUbKUH JUCKYPC TIIECHOTO, EMOTUBHO BUpPa)Kalouu 4epe3 300pakalbHO-TiJecHe Pi3HOBEKTOPHI (4acTo
JiaMeTpalbHO MPOTHIICKHI) 111ei, 00pas3u, TeMH, NEPEKUBAHHS, B IKUX «HAAOaHHS MHUCTEILKOI TBOPUOCTI
CTaIOTh TUMH MPOBITHUKAMH, IO TOPYIOTH IIJISAX 10 MaiiOyTHBOT HeBH3HaYeHOCT» (Akkam, 2016, c. 39).
«YKpaiHChKE TiJ0» — TOOTO HIO-300pakeHHS B YKPAiHCHKOMY MHUCTEITBI — B MANTPI Cy9acHOTO MHCTE-
[ITBO3HABCTBA Ta XyHOXXHBOI MPAKTUKHU — 1€ HacamIepe] eMOTHBHA PeaKilis Ha TEKTOHIYHI CBITOIVISAIHI
3MiHHM, L0 BUPAKAIOTHCS Y KOHCTPYIOBaHHI HOBHX 1/1€ajliB, HOBUX T'€pOiB, Y MOLIYKY aKTyaJbHUX Map-
kepiB HiHHOcTel. ToOTO TiNO 13 Tija 300pa)KaIbHOrO Y MUCTELTBI CHOTOICHHS NMEPETBOPIOETHCA HA TiJIO
BHpaXallbHe (HAMpHUKIAJ, «TiJ0-CBOOONA», «TiIO-BiifHA»), aKTyasli3yloud Pi3HOCKEPOBaHi yHiBepcabHi
JIMCKYPCH TUIECHOTO B IX yKpaiHChKOMY BapiaHTi — IMOCTKOJIOHIAJIbHE TLJIO, TUIO-TEHAEDP, TIIO-KOHCTPYKT,
TiJI0-QparMeHT, TiJ0-Mexa.

Hampuxknan, mukir po6it Bikropa Cunopenka «I sk 1 beper» (Jloxenko, 2017) MokHa IPOTpaKTyBa-
TH HE JIAIIe y IporpaMHoMy BapiaHTi M. Emmreiina (ToOTO K 300pakeHHS JIIOei-BiJOYNBAIOYNX, «IKi
HacHYyIOTh CBOIMH TilaMu cMyTH 1ispKiBy (Jloxkenko, 2017), a i 4epe3 eMOTHUBHICTh TIIECHOTO TIPEJICTa-
BUTH caMi OTOJIeHI Tija SIK MEXY, IPOMOBHUCTY JiHiIO neMapkaiii. Y Tinax-(QpoOHTHpax HaLIapOBYETHCS
Hampyra MEXOBOCTI MK PI3HHMH CBITaMHU Ta CEHCaMH (JaJICKHUM-OJIM3bKUM, BIHHOIO-MHUPOM, MUHYJIUM-
MalOyTHIM).

Toit camuii TOCTKOJIOHIANBHUHN THUCKYpC Y TBOpUOCTI CHIOpEHKA YHAOUHIOETHCS Yepe3 TeTePOTOIII0
PaISHCHKOTO Tila: XyMOKHHUK «Tpae» i3 Tady Ta CHUMBOJIAMH PaISIHCHKOTO TIJIECHOTO, BUCTYIIAIOUN B POJIi
HOro JecakpanizaTopa, «po3-d4akiiyHa» (B JaHOMY KOHTEKCTI BapTO IPHUrajaTH Taki poOOTH MalcTpa, sK
«AMHE315», « ATpHUOYIIiS Yacy»).

ToOTo «yKpalHCBhKE TiO» SIK BAXKJIMBUH aTpUOYT Bi3yaJ bHOrO MUCTEITBA CHOTOACHHS BUCTYIAE €MO-
TUBHOIO PEaKIi€l0 Ha iCTOPUYHI MEPHIETIi 3 yciMa X TpaBMaMH, IparHy4d Hapas3i «BPiBHOBKUTH» el
JOCBIJ, B SIKOMY KOHCTPYIOBaHHS TIIECHOCTI CTa€ BOKIUBUM JDKEPEIOM MOOYIOBH KYJIBTYpHOI Ta HaIlio-
HAJIBHOT ieHTH(IKAITIT.

BucHoBku

Byno poBeaeHo eBpuUCTHMYHHN mOTeHHian Qinocopcrko-ecTeTnuHnx Kouuenuid b. Kpoue Ta
P. JTxx. Komninrey/a B aHai31 mpoOIieMH eMOTHBHOCTI 300paXKeHHS TiJ1a, epOTHUHOTO Tiia. Criuparovuch Ha
iXHE PO3YMiHHSI CYTHOCTI MUCTEIITBA SIK BUPAKEHHS, OyN0 3[1HCHEHO aHalli3 300pa)allbHOTO SIK €MOTHB-
HO-BHPAKATHHOTO,ITO TO3BOJIMIIO CTBOPUTH HEOOX1THE METOMOIOTIUHE MIATPYHTS I PO3IIISAITY Bi3yasi3a-
1ii TiJIECHOTO, EpOTHYHOTO Tijla y Cy4aCHOMY MHCTEITBi. byio oOTpyHTOBaHO NOIIIBHICTH BIPOBAKEH-
HSl Y MUCTELTBO3HABUMUN ITUCKYPC MOHATTS «EMOTHUBHICTBY, PO3yMiIOUYM HOTO METOMOJIOTTYHUHN MOTEHLIa
y BUSIBJICHHI €KCIIPECUBHUX YMHHHKIB Tijla, EPOTUYHOTO Tijla, CEKCYaJbHOTO Tijla B Cy4acCHOMY Bi3yaJlbHO-
My MUCTEeNTBi. KOHLIENTH «EMOTUBHICTBY, «BUpaKaIbHEY, «300pakalibHe» MOYKHA BUKOPHUCTOBYBATH IS
aHai3y epOTHYHOTO MUCTEITBA (SIK y BapiaHTi KIIACUYHOT TPAAMIIIT, TaK 1 B Cy4YaCHUX MHUCTEIbKHUX ITPAKTH-
kax). Taka TOIiIbHICTh MPOAUKTOBAHA PO3SMHUTICTIO MapKepiB BU3HAUCHHS «MHCTEITBA» Ta KHEMUCTEIITBA»
B CYJacHOMY aKIliOHI3Mi, CYJaCHUX KYJIBTYPHUX MPAKTHKaX, 00’€KTOM SIKHX € OTOJICHE TiJIOo, TIJIECHICTB,
HIO. BiAmoBinHO naHi «eKCIIPECUBHI» MOHSATTS JO3BOJSIOTH PO3IINPUTH KaTeropialbHUH MUCTELTBO3HAB-
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quit arapar, CTPYKTYpYIO4Yu BUBYCHHA €POTHYHOTO MUCTELTBA 3a JAHUMU IPUHOUIIAMU — CMOTI/IBHiCT}O,
BHUPAXXCHHAM Ta 306pa)KGHHHM.

Cuucok BHKOPUCTAHUX KEPE

AramOen, JIx. (2014). Hacoma (M. Jlenmiosa, Ilep.). I'pronapucce.

Axxamr, O. (2016). YkpaiHcpke Bi3yanbHE MHCTEITBO Ta MOXKIHNBOCTI KOHIeNTyami3amii cywdacHocti. CyuacHe
Mmucmeymeo, 12, 31-42.

Baprt, P. (2003). Cucmema Moowvi. Cmamou no cemuomuxe xyaomypuol (C. H. 3enxun, [lep.). M3narenscTBo nmMeHn
CabalHUKOBBIX.

Bonpuiisip, XK. (2000). Cumsonuuecxuti oomen u cmepms (C. H. 3enkumn, Ilep.). Jloopocser.

Bosusx, T. (2004). A Hasimo Bce ne?.. Hesaneocnuii kynomyponoziunuii uaconuc «i», 33, 2-5.

Tominko, O. (2001). Memadghizuxka minecnocmi: konyenm mina y ouckypci. HaykoBa gymKka.

I'yamoposa, T. (2013). Jly3ep sik repoii cydacHOI JiTepaTypH: CHMITOM «XBOPOTO Tinay. B Tpawsumua xyremypa.
Cumnmomu nocmronouianvnoi mpasmu: Cmammi ma ecei (c. 150-204). I'pani-T.

Kitapxk, K. (2004). Hacoma 6 uckyccmee: ucciedoganue uoeanvrou gopmer (M. B. Kypennoii, 1. B. KeitmanoBa,
& A. T. Tonctosa, I1ep.). A30Oyka-Knaccuka.

Kommuarsyz, P. Jlx. (1999). Ilpunyunet uckyccmsa. (A. I'. Pakuna, Ilep.). SI3p1ku pycckoil KylIbTypBI.

Kpoue, b. (2000). Dcmemuka xax nayka o evipasicenuu u xax obwas aunesucmuxa. IHTpana.

Jloxenko, 1. (2017, 27 mumusg). Ha mexi ctuxiii. Y Kuesi TpuBae BucraBka «Ilmsx i1 Beper» xymoknnka Biktopa
Cunopenka. /ewns. https://day.kyiv.ua/uk/article/taym-aut/na-mezhi-styhiy.

[Toropenos, B. (2011). TinecHicTh SK Kareropis cy4acHoOi XyAOXKHBOI KylnbTypu. Bicnuk Xapxiecvkoi Oepoicasnoi
axkademii kynomypu, 1, 115-117.

Pouk, E. (2010). Poowcoennas Agppooumori. buzuaecnonurpad.

Casunkas, JI. (2009). Jluckypc TeJlIeCHOCTH B COBPEMEHHOM HcKyccTBe Ykpauubl. MICT: Mucmeymeso, icmopis,
cyuacuicms, meopis, 6, 303-311.

Csainmimneka, O. (2013). «Espressione» Ta «espressivay B IIHTBICTUIHO-ecTeTHUHIH KoHTenii b. Kpode: meTamopdo3n
nepexiany Ta inrepnperauii. Haykosi sanucku Hayionanvroeo ynisepcumemy « Ocmposvka akademisy. Cepis:
Dinocoghiz, 13, 146-152.

dyke, 2. (1995). Unnrocmpuposanuas ucmopus spomuyeckozo uckyccmea. Pecryomnuka.

Gilman, S.L. (2014). Sexuality: an illustrated history: representing the sexual in medicine and culture from the Middle
Ages to the age of AIDS. Echo Point Books & Media.

Lacan, J. (1979). The Four Fundamental Concepts of Psycho-analysis. Penguin Books.

O’Reilly, S. (2015). The Body in Contemporary Art. Thames & Hudson.

References

Agamben, G. (2014). Nagota [Nudity] (M. Lepilova, Trans.). Griundrisse [in Russian].

Akkash, O. (2016). Ukrainske vizualne mystetstvo ta mozhlyvosti kontseptualizatsii suchasnosti [Ukrainian visual
arts and the possibilities of conceptualising modernity]. Suchasne mystetstvo, 12, 31-42 [in Ukrainian].

Barthes, R. (2003). Sistema Mody. Stati po semiotike kultury [Fashion System. Articles on the semiotics of culture]
(S. N. Zenkin, Trans.). [zdatelstvo imeni Sabashnikovykh [in Russian].

Baudrillard, J. (2000). Simvolicheskii obmen i smert [Symbolic exchange and death] (S. N. Zenkin, Trans.). Dobrosvet
[in Russian].

Clark, K. (2004). Nagota v iskusstve: issledovanie idealnoi formy [The Nude: A Study in Ideal Form] (M. V. Kurennoi,
I. V. Kytmanova, & A. T. Tolstova, Trans.). Azbuka-Klassika [in Russian].

Collingwood, R.G. (1999). Printcipy iskusstva [The Principles of Art] (A. G. Rakina, Trans.). lazyki russkoi kultury
[in Russian].

Croce, B. (2000). Estetika kak nauka o vyrazhenii i kak obshchaia lingvistika [Aesthetics as the science of expression
and as general linguistics]. Intrada [in Russian].

Fuks, E. (1995). llliustrirovannaia istoriia eroticheskogo iskusstva [The illustrated history of erotic art]. Respublika
[in Russian].

Gilman, S.L. (2014). Sexuality: an illustrated history: representing the sexual in medicine and culture from the Middle
Ages to the age of AIDS. Echo Point Books & Media [in English].

47



ICTOPISA TA TEOPISA MUCTEIITBA
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MuctenrsoznaBctso. Bur. 42 ¢ ISSN 2616-4183 (Online)

Homilko, O. (2001). Metafizyka tilesnosti: kontsept tila u dyskursi [Body metaphysics: the concept of body in
discourse]. Naukova dumka [in Ukrainian].

Hundorova, T. (2013). Luzer yak heroi suchasnoi literatury: symptom "khvoroho tila" [The loser as a hero of modern
literature: a symptom of a "sick body"]. In Tranzytna kultura. Symptomy postkolonialnoi travmy: Statti ta esei
(pp- 150-204). Hrani-T [in Ukrainian].

Lacan, J. (1979). The Four Fundamental Concepts of Psycho-analysis. Penguin Books [in English].

Lozhenko, 1. (2017, July 27). Na mezhi stykhii. U Kyievi tryvaie vystavka "Pliazh i Bereh" khudozhnyka Viktora
Sydorenka [At the edge of the elements. Exhibition "Beach and Coast" by artist Viktor Sidorenko continues in
Kyiv]. Den. https://day.kyiv.ua/uk/article/taym-aut/na-mezhi-styhiy [in Ukrainian].

O’Reilly, S. (2015). The Body in Contemporary Art. Thames & Hudson [in English].

Pohorielov, V. (2011). Tilesnist yak katehoriia suchasnoi khudozhnoi kultury [Physicality as a category of contemporary
artistic culture]. Visnyk of Kharkiv State Academy of Culture, 1, 115-117 [in Ukrainian].

Roik, E. (2010). Rozhdennaia Afroditoi [Born Aphrodite]. Biznespoligraf [in Russian].

Savitckaia, L. (2009). Diskurs telesnosti v sovremennom iskusstve Ukrainy [The discourse of corporeality in
contemporary art of Ukraine]. MIST: Mystetstvo, istoriia, suchasnist, teoriia, 6, 303-311 [in Russian].

Svintsitska, O. (2013). "Espressione" ta "espressiva" v linhvistychno-estetychnii kontseptsii B. Croce: metamorfozy
perekladu ta interpretatsii. Naukovi zapysky Natsionalnoho universytetu "Ostrozka akademiia". Seriia: Filosofiia,
13, 146-152 [in Ukrainian].

Vozniak, T. (2004). A navishcho vse tse?.. [Is there any point?..]. The Independent cultural journal "I", 33, 2-5
[in Ukrainian].

Cmamms naoiuwna 0o pedaxyii: 29.01.2020

BBIPABUTEJIBHASI DMOTUBHOCTD | Maiikn /1. Mepdu
TEJECHOCTHU COBPEMEHHOI'O | Acnupanm,
BU3YAJIBHOI'O UCKYCCTBA: | Hayuonanonan axademus uzobpasumensiozo
METOAOJOTIMYECKNU ACHEKT | uckycemsa u apxumexmype, Kues, Vepauna

]_[em, CTaTbU — UCCJICAOBATb OSMOTHUBHBIC MMapaMETPhL 1/13o6pa>1<eH1/151 TCJIICCHOCTU U NPEACTABUTb METOAOJIOTHYCCKUEC
napaMeTpbl BhIPa3UTEIbHONW SMOTUBHOCTH B UCKYCCTBOBEIUECKOM aHAIM3E Tela, HIO, SPOTHKU, OOHaKEHHOTO Tella.
Jlnst peanuzanyuy JaHHOTO 3aJaHHS MCCICAYETCS CONEPIKAHIE W CMBICH IMOHATHS «IMOTHBHOCTEY», KOTOPOE BBOJIUTCS
B COBPEMEHHBII NCKYCCTBOBEAUYECKUH MTUCKYpPC ISl KOMITJIEKCHOTO aHalIM3a MPOIlecca BU3YaIH3aIlii TeIIECHOTO
B M300pa3UTEIILHOM UCKYCCTBE. METOONOTHSI FICCIICOBAHUS 3aKII09AaeTCs B CPABHEHUU MTOHSATUH «IMOTUBHOCTBY,
«BBIPAKEHUE» U «IKCIPECCHUSD», BRIICHCHUH HX IBPUCTUYCCKOTO TOTSHITMAA TS aHAIH3a CIICHH(DUKN BU3yaTu3aliuu
00HA)KEHHOTO TeJia, SPOTHUYCCKOM TEICCHOCTH B BU3yallbHOM HCKyccTBe. HayuHast HOBU3HA. B KOHTEKCTE METOMOIOTHHI
SMOTHBHOCTH 000CHOBBIBAETCSI LIEJIECO00PA3HOCTh «BCTPOUTHY» B 3TOT JIMCKYPC TaK Ha3bIBAEMOE «YKPAWHCKOE TEJI0Y,
T.C. H}o-n3o6pa>1<em/1e B MMPOU3BEACHUAX YKPAUHCKUX XYTOKHHUKOB. <(praI/IHCKOC TEJI0» B MAJIUTPE COBPEMECHHOTO
HCKYCCTBOBEIICHHUS M XyJO)KECTBEHHOH NMPAKTHKH BBICTYIIACT SMOTHUBHOHN peakiiieil Ha MUPOBO33PCHUYECKIE N3MEHEHHUS,
KOTOpBIE BBIPAKAIOTCS B KOHCTPYHPOBAHUH HOBBIX HJICAJIOB, HOBBIX TEPOEB, aKTyaJIbHBIX MApKEPOB IIEHHOCTEH (Hampumep,
«TeN0-cBO00IaY, «TEJI0-BOWHAY, «Telo-reHnepy»). ComepkaHne JaHHOTO KOHIICNITa PACKPBIBACTCS Yepe3 POICTBCHHBIC
TTOHSATHS — «BBIPAKCHUE» H «IKCIPECCHUS, KOTOPBIC CTAIH TeHEPAITEHBIMU B (PHIT0CO(CKO-3CTETHUCCKUX MCCIICIOBAHISIX
¢mnocodos, TeopetrkoB uckycctBa benenerto Kpoue u Poduna xxopmka Kommuareyna. Onupasich Ha MOHMMaHKUE CYIITHOCTH
HCKyccTBa Kak BeipaxkeHust (Kpoue), 000CHOBBIBAETCS MPUHIIUIT M300Pa3UTENBHOTO KaK AMOTUBHO-BBIPA3UTENILHOTO. BBIBOJIBI.
Ha mpumepe cpaBHEHHUS KJIACCHYECKUX M HEKIACCHYECKHUX MapaMeTpOB N300paKeHHS Tela UCCIeLyeTCs ConepiKaHne
TOHATUH «M300pa3UTEIBHOE» M «XYIOKECTBEHHOEY, UX HETOKIECTBEHHOCTH. [loquepKkuBaeTCs, 94T0 TaKOe OTIHIHE
HATJISTHO TIPOSIBIISICTCSI B COBPEMEHHBIX apT-IIPAaKTHKaX N300pakeHHs TeJIeCHOTO (epdopMaHcax, Meaua-apre, hoto-apre
1 T.]1.), KOT1a H300pa3uTenbHast (PHKCAIHS Tella HE SBISCTCS €ro XyI0KECTBEHHBIM BOILIOMICHHEM. JJoKa3pIBacTCs 3HAYCHUE
SMOTHUBHOCTH B BOCIIPHUSITHH UCKYCCTBA KaK COTBOPUECTBA, KOT/Ia CMBICIIbI UIIIYTCS 3a MpeieaMi CaMOro MPOU3BEICHUSL.
Teno u3 Tena n300pa3UTEILHOTO B HCKYCCTBE COBPEMEHHOCTH IIPE0Opa3yeTcsi B TENIO BBIPA3UTEIBHOE.

Kniouesvie cnosa: SMOTUBHOCTB; H300Pa3UTEIBHOE; BEIPA3UTENIFHOE; IKCIIPECCHS; 0OHAXKEHHOE TEI0; IPOTUIECKOE
TEJ0; KYKPAWHCKOE TEJI0)»; BU3yaJIbHOE HCKYCCTBO

48



ICTOPISA TA TEOPISA MUCTEIITBA
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MuctenrsoznaBctso. Bur. 42 ¢ ISSN 2616-4183 (Online)

EXPRESSIVE BODILY EMOTIVITY | Michael D. Murphy
IN CONTEMPORARY VISUAL ARTS: | PhD student,
A METHODOLOGICAL ASPECT | National Academy of Fine Arts and Architecture,
Kyiv, Ukraine

The purpose of the article is to analyse the methodological aspects of emotivity in the image of bodily, body, nude,
erotic, naked body. To accomplish this task, we explore the content and meaning of the “emotivity” concept, introducing
it into contemporary art discourse for a comprehensive analysis of the process of visualisation of bodily in visual arts. The
research methodology is based on comparison of the concepts of “emotivity”, “manifestation” and “expression”, using
their heuristic potential for certain specifics of visualisation of the naked body and erotic physicality in visual arts. Scientific
novelty. In the context of the methodology of emotivity, is proved expediency to “incorporate” into the discourse the
so-called “Ukrainian body”. The “Ukrainian body” in contemporary art criticism and artistic practice acts as an emotive
reaction to the worldview changes that are expressed in the construction of new ideals, new heroes, actual markers of
values (for example, “body-freedom”, “body-war”, “body-gender”). The concept’ content is revealed through tangential
notions —‘manifestation” and “expression”, which became general in the philosophical and aesthetic explorations of
the philosophers, art theorists Benedetto Croce and Robin George Collingwood. Relying on the understanding of the
essence of art as expression (Croce), the principle of the imaginative as emotionally expressive is proven. Conclusions.
The example of comparing the classical and non-classical parameters of body image in the same aspect reveals the
meaning of the concepts of “pictorial” and “artistic”, their identity. It is emphasised that this difference is clearly evident
in the contemporary artistic practices of the image of the body (performances, media art, photo-art, etc.) when the image
fixation of the body is not its artistic embodiment. The importance of emotivity in the perception of art as co-creation,
when the meanings are outside the work itself, is proven. The body from the descriptive body in fine arts of nowadays is
transformed into the body of expressive.

Keywords: emotivity; manifestation; imaginative; expression; naked body; erotic body; “Ukrainian body”;
visual arts
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MICBKHMM KPAEBUJI, | Ocama Mapra 3inogiieaa
Y XKUBOIIUCHUX IMTPAKTUKAX | Kanouoam mucmeymeosnascmea, doyenm,
XYIOXKHUKIB IBAHO- | ORCID : 0000-0002-9925-0231,
OPAHKIBIIWHMU 1960-80-x POKIB: | e-mail: martaosadtsa@gmail.com,
XYIOXKHbO-CTUJIBOBI TA OBPA3HI | IIpuxapnamcoruii nayionansmui
TPAHC®OPMAUII | ynisepcumem ineni Bacuns Cmegpanuxa,
eyn. Llleguenka, 57, leano-Ppanxiecvk, Ykpaina, 76014

Mera J1ociiDKeHHS — 3’ ICYBaTH Xy/I0KHbO-CTHIIBOBI Ta 00pasHi TpaHchopMallii MiCbKOro KpaeBULy B )KUBOITMCHHX
MpakTUKaxX XyIoKHUKIB [Bano-PpankiBuman 60—-80-x pp. XX CT., PO3KPUTH iXHI XYIOKHBO-CTUIICTHYHI MIPIOPUTETH
B aCIIeKTi HOBAaTOPCHKUX MPUHOMIB 1 TPAAUIIHHAX TOCATHEHb. Metonu nociimkeHHs. [Ipomec cTaHOBIEHHS MiCHKOTO
nei3axy Ta Horo XyJoXHIX 0COOJIMBOCTEH PO3NIIHYTO Ha 3aCalaX PEKOHCTPYKTHBHOTO M 1CTOPUKO-aTpHOyTHBHOTO
METO/IiB, @ TAKOX 1KOHOTpagiyHOTro Ta (POPMAITBEHO-CTHIIICTHYHOTO METO/[IB MUCTEITBO3HABYOTO aHAJI3Y, IO CIIPHSIOTh
PO3KpHTTIO 00pa3Hoi TpaHchopMallii MICHKOTO KpaeBUAY BiAMOBITHO 0 iCTOPUKO-KYJIBTYPHOTO KOHTEKCTY. HaykoBa
HOBHU3HA JIOCIII/PKEHHS TIOJISITAE y 3’CYBaHHI CIIeU(IKH XyT0KHbOTO BTUIEHHSI MICHKOTO KPa€BH/y B TBOPUOCTI MHTIIIB
IBano-®pankiBimau 1960—80-X pp. BIAMOBIAHO 10 iCTOPUKO-MUCTEIHFKUX peasiidi. BucHoBku. BUSBIEHO XyT0KHBO-
CTIJIICTHYHI TIPIOPUTETH KUBOTIMCHUX TOIIYKIB y KaHPi MICHKOTO Kpa€eBUAY B XPOHOJOTIYHIN ITOCIIIOBHOCTI Ta 31iiICHEHO
MTOJATBIITY CHCTEMAaTH3AIIIFO iXHIX TUIIOBHX XapaKTEPUCTUK BIIIOBIIHO IO ICTOPUKO-MUCTEIIBKUX €TAIliB TpaHChOopMarlii
JKaHPY MiCBKOTO Tieiizaxy B MucTenTBi [Bano-@pankiBmman 60—-80-x pp. XX CT. y KOHTEKCTI TOTOYACHUX XYIOKHIX
niporieci. Perrpesenrarist o0pa3y micTa B )KMBOITMCHHUX IPakTHKaxX MUTILIB IBaHO-DpankiBumau 1960-80-x pp. ocmuciena
3 MO3MMLIN TXHBOI CTHIIICTUYHOT PO3MAITOCTI Ta aBTOPCHKHUX 0COOMUBOCTEH 00pa3HOT MOBH. CIOKETH MiChKOT TeMaTHKH
OTPUMAJIH pi3HE IPOUUTAHHS 32 XYI0KHBO-CTHIICTHYHUMH TIPIOPUTETAMU: BiJl PETICTUYHHUX TEHJCHIIN 10 (GOpMaIbHUX
TIOIITYKiB KPA€BULY, IO PO3BUBAIIMCS B TIEBHIN XPOHOJOTIUHIH mOcTimoBHOCTI. OKpecIeHo KOJI0 MUTIIIB-TIEH3aKHUCTIB, SKi
BHU3HAYMIIN OCHOBHI BEKTOPH PO3BHUTKY MICHKOTO KpaeBuay IBano-®dpankiBmuau 1960-80-X pp., Ta oXxapakTepru30BaHO
IXHIO TBOPYICTh 3 MO3UIIH MPUCYTHOCTI JIOKAIBHOI XY/I0)KHBOI TpaIiIii Ta HOBaTOPCTBA.

Kniouosi cnosa: MicbKHii KpAa€BH]T; )KUBOIINC; KyJIBTYPHO-MUCTEILKHIH TPOIIEC; CTHITICTHKA; IBaHO-DpaHKiBIIMHA

Beryn

CroBHEHE CTHWJIICTHMYHOI PO3MaiTOCTI MHUCTEUTBO JIOKAJIbHHUX OCepeAkiB YkpaiHu XX CT., 30KpeMa
[Bano-@pankiBIIMHY, sKe BBIOpaso HaLliOHAJIBHY XYJOXHIO 1I€HTHYHICTh 1 3aXi1IHOEBPONENCHKI BILIUBH,
y BITYM3HSIHOMY MHCTEITBO3HABCTBI JOCKOHAIO HE JOCIIJKEHO, BIITAK aKTyaJIbHUM JJIsi HAyKOBOI'O JIMC-
KypcCy 3aJIMIIAEThCS BUBUCHHS OCOOIMBOCTEH PErioHaNbHOT CHENU(iKh MiCHKOTO KPAaeBUIY B MalSIPCTBI
1960—-80-x pp. Po3BUTOK ’kaHpYy MiCHKOTO TIeii3a)Ky B MUCTENTBI IBaHO-PpaHKIBIIMHN 03HAUYEHOTO TIEPioay
CYTIPOBO/)KYBaBCs XapaKTEpHUMH 3MiHAMHU B 00pa3Hiil perpesenTaiii MicTa B Mexax peajsiCTHIHUX 1 (op-
MaJbHUX XapaKTePUCTHUK, YTUIGHUMH 1 YCTaIECHUMHU CXeMaMH MIChKHX TIei3aXxiB, 1 pO3MIHMPEHNM 00pa3HUM
Ta XyJAOKHBO-CTHIIICTUYHHUM Jiaa30HOM TBOPUUX MPAKTHK OKPEMHUX MUTLIB-TIEH3aKUCTIB.

AKTyanpHICTh TEMH BU3HAUAETHCS IOTPEOOIO B aHaNi31 3MiH, SIKHX 3a3HAaB MICHKUH KPA€BHUJ Y MHUCTe-
uTBi [BaHO-DpaHKIBIIMHU B XPOHOJIOTIYHOMY TOCTYM APYroi momoBUHU XX cT. KoskeH icTopuuHuii 3mam
JOCITI/PKYBAHOTO TIEPioly CYNPOBOJIKYBABCsI OHOBIICHHSIM MHCTEIITBA, HOTO 00pa3HO-eCTETUIHOTO i 3Mic-
TOBOTO Jliama3oHy, M0 PO3KPUBAIOTE 1 XYIOXKHI Ta COIMIOKYIBTYPHI 3MIHA MUCTEIIFKHUX TIPOIIECiB, 1 BIAMIHHO-
CTi B TBOPYMX MaHepax MPUKAPMATCHKUX XYJI0KHHKIB, a TAKOXK XyI0KHbO-CTHIIICTUYHOIO TpaHchopmaIriero
XyIOKHBOTO 00pasy B MeXaX PO3BHUTKY JKaHPY MICHKOTO IEH3axy.

OxkpeMmi acmeKTH, MO CTOCYIOTHCS XyAOKHIX MPOILECiB B YKPaiHCBKOMY MHCTEI[LKOMY MPOCTOpPi ApY-
roi moyIoBUHU XX CT., pO3NIJANNCS B Mpalsix yKpaiHCchbKkux muctenrBo3HasuiB O. [omyous, b. Mucrory,
O. Ilerposoi, I'. Ckusipenxo, JI. Cmuphoi, O. @enopyka. OqHak Temi BUBUSHHS perpe3eHTanii MicbKoTo
Kpa€eBUy B KUBOMHMCHUX MPAKTUKAX XyA0KHUKIB IBano-Dpankismuuan 1960-80-x pp., Aki 30epiranu kpa-
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WOBI MHUCTEIbKI TpaauIlii Ta MPUMHOKYBanu (opMajbHI MONIYKH B 00Opa3HOMY BTUICHHI ypOaHiCTHYHOI
TEMaTHKH, Y Cy4aCHOMY YKpaiHCHBKOMY MUCTELTBO3HABCTBI MPHUIIICHO BEIEMU OOMEXKEHY yBary.

HayxoBa HOBHM3HA J0CHTIHKEHHS MOJISITAE Y 3’ SICYBaHHI cIeUM(iKu XyI0KHBOTO BTIICHHS MiCBKOTO Kpae-
BUJY B TBOPUOCTI iBaHO-(PppaHKiBchbkUX MUTLIB 1960—-80-X pp. BIAMOBIAHO A0 ICTOPUKO-MUCTELBKUX PEaii.

Merta crarTi

Merta nociiKeHHS — 3’ ICYBaTH Xy/IOKHBO-CTHIIbOBI Ta 00pa3Hi TpaHchopMarlii MiChKOTO KPAEBHUTY B KH-
BONMCHHUX MPAKTHKAX XyIOKHUKIB [BaHO-DpankiBiman 60—-80-X pp. XX CT., pO3KPUTH 1XHi XyTO)KHBO-CTHITi-
CTHYHI IPIOPUTETH B aCHEKTI HOBATOPCHKUX MPUHOMIB 1 TPaAULIHHUX TOCATHEHb.

Buxnan marepiany gociiizkeHHs

Micekuii KpaeBuI y MUACTEIIbKOMY JTaHamadTi [Bano-Dpankismman chopMyBaBcs K caMOOyTHIN KaHp,
SIKMA 00’ €ZIHY€E Pi3HOMaHITHI 3a (i0cO(ChKO-CBITOIISITHIMA HACTAaHOBAMHM, CTHIIICTUKAMHU i THUIIAMHU perpe-
3eHTalil Med3axi, CTBOPEH] B €JMHOMY XPOHOJIOTTYHO Ta reorpadiyHo BU3HAYCHOMY JIOKAJILHOMY OCEpEIKY.
Bigrak y manspctsi [Bano-@pankiBIMHA APYroi NonoBHHE XX CT. YCTAJIMJIMCS TEBHI 00pa3oTBOpYl Tpaau-
il 300paxkeHHs ypOaHICTUYHOTO NPOCTOPY B ACTEKTi iIeHHO-00pa3HUX MPHHIHMITIB, HOPMaTbHO-CTPYKTYPHUX,
IKOHOTpa(iuHIX Ta KOJIOPHCTHIHUX XapaKTEPUCTHUK XYIOKHBOTO 00pasy. [JeliHO-3MiCTOBI, CTHUIIICTHYHI i KOM-
TTO3UIITHO-TUTACTHYHI TMIAXOAW IO TPAKTYBaHHS YXKaHPOBOI CIIEIU(IKA XyIOKHIX 00pa3iB MicTa YHAOUHIOIOTh
PO3BHUTOK MICHKOTO KPa€BHY B PErioHAIbHOMY MHUCTEITBI APYToi MOIOBHHA XX CT. Ta AEMOHCTPYIOTH i HOTO
BIJIKPHUTICTB JI0 3aXiTHOEBPONEHCHKUX HAOYTKIB, 1 MPUXMUIBHICTH /IO BIACHOT KYJIBTYPHOI CAaMOOYTHOCTI.

Michki KpaeBuau XyaoKHHUKIB [Bano-dpankiBmman 1960-80-x pp. sk penpe3eHTanis 00’ €KTUBHOT XyT0XK-
HBOT (hOpMH, 1 HacamIepes MoB’sI3aHi 3 eCTETUKO-KYIBTYPHUMH Ta COLIaTbHIMH BIOTO0OAHHIMH ETIOXH, PO3KPH-
BAIOTh XY/IOXkHIM 00pa3 MicTa siIKk OCHOBHY KaTeropiro HWOro yCTaJeHOIro CEPEIOBHUIIHOIO MiJXOMY 3 TUIIOBUMHU
MICBKHMH CIOKETaMH, 0OpaHUMHU XyITOKHUKAMH JJIsl TBOPUOTO TIEPEOCMHUCIICHHSI i XapaKTePHUMU ISl KOXKHOT
KOHKPETHOI CTafil iCTOpUKO-MUCTEBKOTO Tepioay. 3a TBepkeHHsM [. Cxiapenko (2007), meiizax sSK «Ha-
OUTBIN ycTalleHa TeMa YKPaiHCHKOTO MUCTEITBA, ... IPOTATOM MaiiKe MiBCTOMITTS BUCTYIIAB UM HE HAWBaXKIIMBI-
LIOIO0 CKJIJ0BOI0 HAIIOHAIBHOTO XYI0)KHBOTO TIpocTopy» (c. 134).

[Mepion 1960—80-x pp. 3yMOBUB 3HAKOBi 3MiHU B PEriOHAILHOMY KYJIBTYPHO-XYJOKHBOMY HpOLECi Ha T
3arajibHOYKpaiHChbKUX MUCTELLKUX TCHCHIIIH 1, BIAMOBIIHO, JIOKAJIbHIM KOHIICMIIT MICBKOTO Iei3axy, 10 IM0-
3HAYHUIIOCS 1 CTHIICTHYHUMH TIPOSIBAMHU PEATTICTUYHOTO TPAKTyBaHHS, 1 3BEPHEHHSIMH 10 aBaHTApIHHUX MTOLIYKiB
nepuoi TpetuHu XX CT.

Kpaeun [Bano-DpaHKiBIMHA BIPOIOBK TPHUBAIOTO MEPIOAY TOKIB 10 aKaIeMidHO-PEaTiCTUIHOT perpe-
3eHTallii ypOaHiCTHYHOTO JOBKULIA. Taki MPUHIMIHN HATYPHO-EMITIPHYHOTO BiJIOOpa)KEHHS MIiCTa MPOIIOBKH-
JICH 1 B TBOPYOCTI XyAOXKHUKIB APYToi MOJTOBUHU XX CT., IO 3yMOBJICHO €CTETUKOIO PAASHCHKOIO MUCTELTBA
3 HOro MaHiBHUMH TEHICHLISIMU akaJeMi3My i peanizmy. YpOanictuusi etionu 1960—70-X pp. mpuKkapnaTcbKux
xuBonuciiB Muxarina 3opis, [lerpa Caxpa, Osnekcanapa KopoBasi penpe3eHTyTh IIEBHY PO3KYTICTh 00pa3-
HO-CIOKETHOTO perepTyapy, SKi BiITBOPIOBAIHN HACAMIIEPE/T ICTOPHYHE apXiTeKTYPHO-IPOCTOPOBE HAITOBHEHHS
MICBKOTO CEpeNlOBHIIA, WOTO KyJIBTYpHY CHAAIIMHY, KaMEpHI BYJIWYKH, HETIPUMITHI MIChKI OKOJHIII, CaauOH.
VY cBOIX JpUYHKX TMeH3axkax MUTII BiIXOAWIH BiJ ma)ocy compeanizMy B IIapUHY KaMEPHOTO JIIPHYHOTO Kpae-
Buay. BogHowac y croxerax 3rafiaHuX XyZOXKHHKIB IPUCYTHS POMAaHTH3ALisl IEH3aKHOr0 TOBKILIA. 3a crocTe-
pexenssiM O. Ierpooi (2015), mouryku sxuBonuciis 1970-x pp. MOMITHO 3MiCTHIIMCS O PO3POOKH MIIACTUYHOT
(opMH Ta KaMEpHHUX CIOKETIB TBOPIB, «CTUIICTHYHUI KOPITC SIKUX BIHCYETHCSI Y KOHTEKCT “THXOTO MOJIep-
Hizmy”» (CmupHa, 2017, c. 263). I1in BrmuBoM arMocdepu, o MaHyBalla B MaiicTepHsix, xuBonuc 1970-x pp.
CBOJIFOLIIOHYBAB JI0 JIIPUKO-CIOBIalIbHOT cTaHKoBOI KapTuHu ([letposa, 2015, ¢. 25).

JloMiHyBaHHS yCTaJCHUX MUCTCIBKUX (POPM PEasTiCTHUHOI KOHIIETIII] MeH3a)KHOTO MaJSIPCTBA 3yMOBJICHO
0COOIMBOCTSIMH ICTOPHKO-KYJIBTYPHOTO KOHTEKCTY, B SIKOMY PO3BUBABCS XKaHP MIiCbKOTO KpaeBuay IBano-Ppan-
KiBIMHK Apyroi nonoBuHu XX cr. KoHLenuis kaMepHoro mei3axy, 1o TsDKi€ 10 JIiPUKO-HACTPOEBOro 0Opa-
3y MICTa, TOCIiIOBHO MPOJOBKEHA B IJIEHEpHOMY >KuBomuci [Bano-@pankiBmman 1960-70-x pp. Tengennii
IUICHEPHU3MY, KOTP1 KyJIbTHBYBAINCH B YKpaiHCbKOMY Mei3akHoMy MucTenTBi KiHusg XIX — nmouarky XX cr. Ta
30araTHiIrcs KpamuMi 3100y TKaMU €BPOTIEHCHKOTO XyT0KHBOTO POLIECY, 3ATHIIAIICS OJHUMH 3 TOMIHAHTHHX
CKJIAJJHUKIB Teii3akHoro Massipcta IBano-@pankismuan 1960-70-x pp. CTripoBi HOBallii B perioHaJIbHOMY
MHCTEITBI APYyToi OJOBUHU XX CT. 3aCHOBaHI Ha aKTyai3allii JOCBiIy MOCTIMIIpECcioHi3My. B ypOaHicTHaHIX
KoMmo3uIlisx xyaokHukiB M. 3opis, I1. Caxpa, f. JlykaBenpkoro, O. KopoBast mpocTeKyeThCs MpeBaTtOBaHHS
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peaNicTHYHHUX TeHACHIIIH Y IXHbOMY CHHKPETUIHOMY TTO€JHAHHI 3 pHCaMH TOCTIMITPECIOHICTUIHOTO MAJISIPCTRA.
Tpaauiiist MIeHEPHOTO KUBOINCY BU3HAYAE KOJIOPUCTUYHUH 1 KOMITO3HIIIHHUN J1a]] TAKUX Tel3axiB, crenugiv-
HUMH OCOOJMBOCTSMU SIKUX € YXHUBOMKMCHI 3aCO0M BiZITBOPEHHS aTMOC(EPHOTo CTaHy 1y BiOpyrouux peduekcax
CBITJIONOBITPSHOTO CEPEOBUIIA, 1 B CKIAJHUX 32 KOJOPUCTUYHOIO Ipajialliero BigHomeHHsx. O0pa3oTBopuuii
ACIIEKT [IUX TBOPIB YBUPAa3HEHUH TAKUMH IUTACTUYHUMH 3ac00aMH, SIK (QakTypHicTh (apOoBOro mapy, BiUTbHUIHI
KOPITYCHHI Ma30K; BOAHOYAC IIEW aCHeKT YPI3HOMaHITHEHUH TaKMMH KOMIIO3HUILIHHUMH MTPUHIUIIAMHU, SK (pa-
TMEHTapHICTh, IMHAMITHICTD KAPTUHHOI TIIOTIHHH.

Y 1960-70-x pp. penpe3senrarisi oopa3y micta B KuBoIUCi [BaHO-DpaHKIBIIMHN 30araqyeThcsi HEOABaH-
TapJIHUMH TEHJISHIIISIMU 3 HASBHUMU PETUTiKaMH XyJI0KHIX TPAKTHK ITOCTIMITPECIOHI3MY, Ce€3aHi3MYy, eKCIpecio-
Hi3My, (oBi3My, abcTpakuionizmy. Hosarii 00pa3HUX MOLTYKiB MUTLIB XapaKTepU3yIOThCS PO3LIMPEHHSM TeMa-
THYHOTO perepTyapy >KaHpy MiCHKOTO KPaeBHY CIOKETaMH IHTEHCHBHUX ypOaHi3aliiHUX IPOIECiB.

O06pa3 micra B mansipcTsi IBaHo-OpankiBumau 1970-80-x pp. HaOyBae TOCTMOAEPHICTCHKOTO CIIPSIMYBaH-
Hs B TBOpurx npakTukax O. 3anmuBaxu, b. ['ots, O. 3a60pchKoro, KoM «JOMIHAHTHE ITOI0KEHHS 3aiimMae (hioco-
¢bis moctmonepuizmMy» (I'omyoern, 2012, ¢. 185). @opmanbHO-00pa3Hi BUPIIEHHS B KpaeBHUAaX Ha ypOaHiCTHU-
HY TEMaTHKy PeIrpe3eHTyBaINCh HOBATOPCHKUM XapaKTEPOM CHUMBOJIITYHOTO OCMHUCIICHHS 00pasy.

AHami3y0ul XyJO)KHI TMOIIYKH BITYM3HSHOIO MHCTELTBA B MICISCTATIHCHKI 4acH, BapTO 3rajaTH TaKUi
HOTO CKJIAJHUK, KU, MOXIIMBO, HAWBUpA3Hille YHAOUHIOBAB MOKA30BY VIS LILOTO MEPIOAY TEHACHIIIO «IIO-
BEPHEHHS JI0 MOJCPHI3MY», YBary 10 XyIoKHUKIB KiHIs XIX — 20-x pokiB XX CT., «BHKpPECICHHX» Ha KiIbKa
JCCATHIITH 13 HAIIIOHAIBHOTO KYJBTYPHOTO JIOCBiY, MEKCHKAaHCHKOTO MOHYMEHTAIILHOTO YKHBOITUCY, HAPOJIHO-
ro mamsaperBa (Cxisiperko, 2009, c. 69; Cmupna, 2017, ¢. 141). BB XyqoKHBOTO CIIAAKy aBaHTAPIHUX TeE-
4iif Ha QopMyBaHHsS aBTOPCHKOI 0Opa3HO-TIACTUYHOI MOBH TBOPIB MiCHKOi TEMAaTWKH TIOMITHHH y KpaeBHIaX
1970-80-x pp. xuBomucuiB borgana [ora, Onanaca 3anuBaxu, Opecra 3abopcbkoro, Ilerpa boeuka. Jlomi-
HaHTHUMH B [MX MEH32)KHUX TBOpax € CMiB3BYYHI aOCTPaKTHUM IOLIYKaM TSDKiHHS 10 TeomeTpusanii ¢popm,
KOJIOPUCTHYHOT 1IHTEHCHBHOCTI, CHMBOJIYHOCTI ¥ aKIEHTYBaHHS Ha BHYTPILIHIX, IYHNIEBHHX IMEPEKUBAHHIX
MUTLIB. BisyanbHa Hampyra B nei3axax A0CSIraeThesl HacamIiepel MOIyKaMH BiIMOBIAHUX CYy4acHOCTI PUHO-
MiB (popMOTBOpEHHSI 1 3aC001B BUpa3y — KOJOPUCTUYHOIO HACHUYCHICTIO, KA CIIyTYe OCHOBHUM (DOPMOTBOPYUM
€JIEMEHTOM, 3MICTOBUM aKIICHTOM Ta EMOIIIMHAM HarojocoMm o0pa3sy, 30aradeHHsM (HakTypH KUBOTHCY, nehop-
MaIli€o JIHIHHOI TITaCTUKY 1 YBUpa3HEHHSAM KOHTYpY. CHITyeTHO-TUTOIIMHHI BUPIIIIEHHS MiCBKHX KPa€BUIIB iBa-
HO-()PaHKIBCHKUX XYITOXKHHKIB JTOCIIKYBAHOTO MIEPiOy IEMOHCTPYIOTh JIEKOPATUBHICTb, JIAKOHIYHICTB 1 KOIIO-
PHUCTHYHY €KCIPECIIO SIK MPOTHUBAry 0 MPOCTOPOBUX MPHHIMITIB NEH3aXiB y PlUMILi HATYPATICTUIHOTO T IXO.Y.

BusiBoM 0c00HCTOr0 MPOTUCTABICHHS 10 TTAHIBHOTO TOTAJIITAPHOTO PEKUMY € TBOPUICTh XyTOKHUKA-IIICT-
JICCSITHUKA, sika (hopMyBaJiach y Iyci ykpaiHChKoro HoHKOH(opMizmy Omnanaca 3anuBaxu. HoBaropchbki 0co0mH-
BOCTI MaJISIpChKOi MOBH aBTOpa B KaHPIi Ieif3aKy MOJSTald B 3aCTOCYBAaHHI T€OMETPUYHUX (OPM, YMOBHOCTI
300pakyBaHUX 00’ €KTIB K O3HAK aBaHTAPIHOI CTHIIICTHKH, 1110 CITYTYBAJIM OCHOBOIO JJTs MeTadopu3ailii oopazy
Micta 1970-80-x pp. y ioro TBopaoMy 10poOKy. Pedutekciss qymeBHNX CTaHIB i CBITOIIATHOT MTO3UITIT Xy/TOKHH-
Ka Ha JIiMCHICTh BTiIEHa y (OpMaNIbHUX MOLIYKax MiCbKUX CloeTiB — «Bun Ha Bymuio 3 KIIb» (1975), «Bun
3 mMaiictepni» (1980), «IIporynsukoBi aBopukm» (1988). HamionanbHuii KOMIIOHEHT y TBOpax aBTropa Ha ypoOa-
HICTUYHY TEMAaTHKY, 1[I0 BUKPHCTAJI30BYBaBCs I Y TBOPYOCTI MHTLIB-IIICTACCATHUKIB, OyB OAHIEIO 3 1IeHHUX
(dbopM npoTUCTaBICHHS ToTamitapHii cucremi. Kommosuiii O. 3anuBaxu, CIIOBHEHI TEOMETPHUYHUX 1 JIHIHHUX
Bapialliii apxiTekTypHux (pop™m, CTaTHIHOI BUBAKEHOCTI, YHAOUHIOIOTH TJIACTHYHI O3HAKU aBTOPCHKOI MaHEpH
MUTIIA Ta TTHOOKHIA CEMaHTHYHHMA 3MICT COIIaTbHUX MIEPETBOPEHB CBOTO Yacy. 3 monaay cruiictuku O. 3amm-
BaXH CIIOCTEpiraeMo OMIiTHI MoaudiKailii, epeiaHi HacaMIiepe/ CTUITI30BAaHUME eJIEMeHTaM# ypOaHICTUYHOTO
KpaeBHUILY, KyJIbTYPHUMH apXETUIIAMU, CUMBOJIAMH.

Takoro K CTHJIICTHKOIO MO3HAYeHi MicbKi KpaeBuau 1960-70-x pp. XynoKHUKa-IIicTAecATHUKA bornana
Totsi. OcHOBOIO 00pa3HO-CIOKETHOTO HAMIOBHEHHS YPOaHICTUYHUX KPAEBHIIB aBTOpa € (parMEHTH MiCHKOTO
nanamadry, 300paxkeHHs 0araTormoBepXiBOK i MICHKOTO TPaHCIIOPTY Ha OKONHIIX Micra IBaHO-DpaHKiBChKa,
OCMUCIICHHX 3 TTO3HUIIi ITTHOOKOTO CHMBOJIITHOTO 3HAUEHHS. YNHHUKHN KUBOTIHCHOT (DOpMH — JTiHis, TIsIMa, (ax-
TYPHICTh 1 KOJIOPUCTHKA — TpaHC(HOPMYBaIH HATypaNTiCTHYHE O3HAYSHHS MICI[SI Ta TTOCHITIOBAIIN aBTOPCHKE 00-
pa3HO-YyTTEBE CIPUIHATTS MicTa B eiizaxax b. [ors «Mictoy, «Mickkuii ieizax» (1970-1i pp.). AHanoriuny
TEHJCHIIIIO /10 BiIXOAY BiJ HATYpPHOTO MOTHUBY, MPIOPUTETHOCTI (POpMaIbHUX MOLIYKiB, MOHYMEHTai3awil ap-
XITEKTYpHHX CTIOPY/ HIISIXOM 3Tr€OMETPU30BAHOCTI 300paKEHHS XapaKTepU3yIOTh KPAEBUAN XyI0KHUKA-MOJIEP-
Hicta Opecra 3abopcbkoro («Mictoy (1969)).

PenpesenTartist 06pa3y mMicta B MeKax IUIONIMHHOTO y3araibHeHHS ()OPMH, TOCHIICHHS! KOHTYPHOTO 00pam-
JICHHSI Ta KOJIOPUCTUYHOTO JOMIHYBaHHS, 1110 alleJIOI0Th 10 €CTETUKH (POBICTCHKUX IOIIYKIB, IPOCTEXKYETHCS B
MICBKUX KOMITO3UIIisIX skuBomuctis [lerpa boeuka («3umay (1980)).
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BaxxnmBe miciie B 03HaYEHOMY acIIeKTi ME3aKHOTO MalsipcTBa Apyroi mojoBuHA XX CT. OCIIAIOTh
CTHITICTUYHI 0COOIMBOCTI «CYBOPOTO CTHITIOY, SIKUH UM HE HalBHpa3Hile 3a(ikcyBaB HOBI pUCH PaJTHCHKO-
ro mucreuta 1960-x pp., IpoTe HE CTAaB BU3HAYAIBHUM B YKpaiHi, a OyB CIIpUUHATHHA CyTO CTHIICTHYHO —
3BEPHEHHSIM JI0 TPaJuIliil BiTun3HIHOTO MucTenTBa 1910-20-X, 30KpemMa HOTOo MOCTCE3aHIBChKUX HAPSIMKIB
(Cxsipenxo, 2009, c. 69).

YV Mansapcersi [Bano-@paHKiBITMHY BIUIMB CE€3aHI3MY 3 TIOE€HAHHSIM JIAKOHI3MY «CYBOPOTO CTHIIIO», OPi-
€HTOBAHOTO HA MOHYMEHTAIBHICTh, TPadidHy BUPa3HICTh 00’ €MHOTO MOMEITIOBAHHS, JJOKATHHICTh KOJOPHC-
TUYHUX IUIIM, BUKOPUCTAHHS IPUHIMIIIB 3BOPOTHOI NIEPCIIEKTUBH, 110 AKLIEHTYE 1103a4acOBICTh NIPOCTOPY,
MOMITHUH y TUIACTHYHIN MOBI nei3axiB xyqoxxurnka Muxaitna ®irons. Crunictuka ypOaHICTHYHUX KpaeBU-
niB M. @ironst XxapaKTepHu3yeThCsl CBOEPIIHUM 3HAKOBO-00PAa3HUM IiXO0M aBTOpa. 3a XapaKkTepoM TiIyMa-
YeHHsI HaTypu ypOaHICTHYHI Mei3axi TSKIIOTh 10 (POHTAILHOCTI MOOYJOBH, TUIOIIUHHOCTI MPOCTOPOBHX
IUTaHIB, TEOMETpH3allii i MOHYMEHTaIbHOCTI apXiTektypHux ¢popm. Ha mymky O. Ilerposoi (2015), meperyk
aBTOPIB «CyBOPOTO CTHJIIO» 13 IPUHIIMIIAMH C€3aHI3My Ta Ky0i3My BH3HA4aB HOBU3HY ¥ J1aJoT 13 KJIIACUKOIO
aBanrapay (c. 20).

IngycrpianbHa ypOaHiCTHYHA KOHIIEMINS perpe3eHTanii micta B MaisipcTBi [BaHo-DpaHKiBIIUHA
1960-80-x pp. Ha mMpOTUBAary KaMepHOMY ypOaHICTHUHOMY IMEH3axKy, 110 HACTiIyBaB JIPUYHY TCHICHLIIO
BiITBOPEHHSI TEMH 1CTOPUKO-KYJIBTYPHOI CIIAAIIMHKA MiCTa, KYJIbTHBYBaJla HOBI JUIsSI TOTOYACHOTO perioHalb-
HOTO MHUCTEITBA TEMH IHAyCTpiaji3anii, TexHizauii, Tpancgopmarii Micbkoro nanamadty [Ipukapnarts.

Croxer iHAyCTpiamizalii OKpeMHUX JIOKAIlid PEerioHy CTald TUMOBHMHU BHIpoaoBXk 1960-80-x pp. Ha
T CTPIMKHX TEMITIB ypOaHizarlii Jpyroi mooBHHN XX CT. IHIyCTpiaIbHUHN NeH3aK, 1Mo (pikcyBaB HOBI 3Mi-
HU PaJSIHCHKOTO MEPiOy, 3yMOBUB PO3IMINPEHHS €KCIIEPUMEHTATOPCHKUX MOIIYKIB IPUKAPIATCHKUX MUTLIB
3 (hOpMOF0, KOITBOPOM, TEXHIKOI0, KOMIIO3UIIIITHOIO cTpyKTypoto. [letizaxk, 3a3Hatoun TpaHcdopmariiii, Haly-
BaB JIEKOPAaTUBHOT0, a0cTparoBaHoro pimenHs. «l1ITydHi» MOTHBH ypOaHICTHYHOTO CEPEIOBHUIIA XapaKTepH-
3yIOThCA JIAKOHIYHICTIO 3aC001B BUPA3HOCTI: KOHTPACTOM (HOpM, CHITYETHHM MPOYUTAHHSIM 1HAYCTpiadbHAX
00’€KTiB, y3araJbHEHHSIM Mac i CXeMaTHUHICTIO 300paxenHs. Llst penpesenTalist ypOaHICTUYHOTO KPaEBHUILY
BHpa3HO BTUTMIACh y nei3zaxkax M. dirons, [1. boeuka, M. Bapenni, B. I'omy6eBa. IIpobnema criBicHyBaHHS
JIFOJIUHH Ta HABKOJIUITHBO1 TIMCHOCTI B YMOBaxX HapOCTAIOUOTO TEXHIYHOTO MPOTPECY OCMUCITIOETHCS B TBOPI
[Terpa boeuka «bypmrurceka JIPEC» (1975), ne BimdyBaeThCs emiuyHa MHAPOTa 1 MOHYMEHTAJIBHICTh, Op-
TaHIYHO MOETHAHI 3 JIIOJICHKOIO Tpariero. Bizyaumizartiiero inaycrpianpaux peaniid Kamyia e meiizaxi Bacuns
Tony0eBa — «HoBoOynoBu Kanymay (1965), «Xnopsinin» (1968), «Ximis Kamyma» (1974), «Hose IIpuxap-
natts» (1980), Mukonu Bapenni — «kKKXMK. [Mazoouunctkay (1975) (Ocamua, 2015, c. 124).

I3 mowarky 1960-X pp. KpacBHIU TOEIHYBAIH JIPUUHUI 3MICT, YTUICHHI KPacolo Tip, Ta iHAyCTpianbHi
O3HaKH: KOMITO3UIIIIfHA CTPYKTypa MeH3a)KHUX KAPTHH TBOPUTHCSI CXeMATHYHHMU CTPYHKUMH BEPTHKAJISIMU
€JIEKTPOCTAHIIIH Ha T PO3TOPHYTOI MaHOpaMH Tip. BinTak KOMITO3HITiS TaKUX IMOJIOTEH 3BOIUTHCS JIO TO-
PHU30HTAIBHOTO (OpMAaTy, MPOIOPLIITHOIO CHiBBIAHOMIECHHS MPOCTOPOBUX IUIAHIB: JaHIA(T HA TEPEIHBO-
My IIJIaHI, MAaCHBHI CHJIyeTH TEXHIYHHMX CIIOPYJA IMPOMMCIOBUX 30H, HEPIJKO B OTOYEHHI rip — Ha APYroMmy,
HeOO — Ha AabHBOMY IUIaHi. MOTHBaMHU 1HIYCTPiaJIbHOTO MEW3aXy CIYTYIOTh MAalllMHH, KPaHH, €JIeMEHTH
TeXHi3allii, a Macu BEJIMYHHX Tip HAJAIOTh KpaeBHIAM JIPUKO-CMIYHOTO 3a0apBJCHHS, CTBOPIOIOYN MTEBHUHI
mucoHanc (B. TomyGeB). [HIa TeHeHINIsT MOMSATae Yy BiATBOPSHHI MEXAHIYHOTO CKYITYEHHS TPYO, JHMapiB
3aBOIiB 3 MEHIIIOIO UM O1TBITIOI0 Miporo ipuanocTi (. ['padap, I1. boeuko) (Ocanma, 2015, c. 125).

BucnoBxku

PenpesenTaniss o0pa3y MmicTa B )KMBOIHMCHUX NMpakTHKax MUTLIB [BaHo-PpankiBumun 1960-80-x pp.
OCMHUCIJICHA 3 TIO3MIIIH TXHBOT CTHIIICTUYHOI pO3MAITOCTI Ta aBTOPChKHUX 0coOnmuBOCcTel 00pa3Hoi MmoBH. Cro-
JKETH MICHKOT TEMaTHKH HaOyJIM Pi3HOTO MPOYUTAHHS 32 XyJA0KHBO-CTHIIICTHYHIMH MTPIOPUTETAMHU: BiJl pea-
JICTHYHUX TEHICHIIH 0 (OopMaTbHUX MONTYyKiB KPAEBUY, III0 PO3BUBAJIUCS B TIEBHIN XPOHOIOTIUHIH TIOCTI-
TIOBHOCTI BIpomoBx 1960—80-x pp.

BceranoBrieHo, 110 BifaHICTh TpaguIlil JipHYHOTO TIAYMadeHHS KpaeBUAY Ta JOMiHAHTAa EMOIIIHHO-
YyTTE€BOI KOMIIOHEHTH BH3HAYaJM MPOBIAHY POJb MEH3aKHOTO >KaHPY, MPOTE B MHUCTELUBKOMY IMPOCTOPi
[Bano-®paHKIBIIMHI 03HAYEHOTO MIEPiOy KPA€BUA YPIZHOMAHITHUBCS PEIIPE3CHTALIIEI0 IHAYCTpiadbHOT KOH-
neniii. BHOKpeMJIeHO OCHOBHI THIIM penpe3eHTallii XyJO)KHbOTO BTiUIeHHS 00pasy micta 1960-80-x pp. —
JIPUKO-HACTPOEBUH THIT KamepHoTo ner3zaxy (M. 3opiit, f. Jlykasenpkuii, [1. Caxpo, O. Koposaii) Ta ¢op-
MaJIbHO-CUMBOJIITHHH acIeKT MOJAEIIOBaHHS Michkkoro mpocrtopy (O. 3ammBaxa, O. 3abopcekuii, b. [0Th,
I1. Boeuxko).
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TOPOJICKOM IMEM3AK | Ocanua Mapra 3uHOBbeBHA
B ’/KUBOIIMCHBIX ITPAKTUKAX | Kanouoam uckyccmeosedenus, doyenm,
XYIOKHUKOB UBAHO- | Ipuxapnamckuii nayuonanvuwiii ynusepcumem
®PAHKOBIIUHBI 1960-80-x 'OHAOB: | umenu Bacunus Cmeganuxa,
XYIOXKXECTBEHHO-CTWIEBBIE | Zsarno-®panxosck, Yepauna
N OBPA3ZHBIE TPAHC®OPMAIIUU

Lens mcciaenoBaHus — BRIICHUTD Xy/I0’KECTBEHHO-CTHIIEBBIE U 00pa3HbIe TpaHC(HOPMAaIIUK TOPOJCKOTO MeH3axa
B JKMBOIIMCHBIX MPAKTHUKAX XyH0KHUKOB VBaHO-DpankoBmuHb 60—80-X r1. XX B., paCKpBITh UX XyH0KECTBEHHO-
CTHJINCTUYECKUE TIPHOPUTETHI B aCMIEKTE HOBATOPCKUX MPHEMOB M TPAIMINOHHBIX JOCTIXEHUH. METO/bI HCCIIeIOBAHMS.
[Iponecc craHOBIEHUS FOPOICKOTO IMek3axa U ero XylI0XEeCTBEHHBIX 0COOCHHOCTEH paccMOTPEH Ha OCHOBE
PEKOHCTPYKTHBHOT'O ¥ HICTOPUKO-aTPHOYyTUBHOTO METO/IOB, @ TAK)KE MKOHOTpaHIeCcKoro 1 (hopMaibHO-CTHINCTHIECKOTO
METOJIOB HCKYCCTBOBEIUECKOTO aHAIN3a, KOTOPhIe CIIOCOOCTBYIOT PACKPBITHIO 00pa3HON TpaHC(HOPMAIHH TOPOJCKOTO
Tei3a)ka B COOTBETCTBUH C HCTOPUKO-KYJIBTYPHBIM KOHTEKCTOM. Hay‘IHaH HOBHU3HA MCCJICAOBAHUA 3aKJIFOYACTCA B BBIABJICHUHN
cnenu(uKy Xy0’KeCTBEHHOTO BOTUIOLIECHHSI TOPOICKOTO Meif3aka B TBOPUECTBE XyN0KHUKOB VBaHO-DpaHKOBITUHbI
1960—80-x IT. B COOTBETCTBHHU C UCTOPHUKO-XYIOKECTBEHHBIMU peaNusiMA. BbIBoabI. BRISBICHBI XyI0KeCTBEHHO-
CTHJIMCTHYECKNE TIPUOPHUTETHI JKMBOMMCHBIX TIONCKOB B KaHPE TOPOJICKOTO TIeH3aka B XPOHOIOTNUECKON MOCIIEA0BATENBHOCTH
1 OCYILECTBIICHA JANTbHEHIIIAs CHCTEMATH3AIHMS UX TUITNYHBIX XapaKTEPUCTHK B COOTBETCTBHH C HCTOPUKO-XY/I0’KECTBEHHBIMA
STarnamu TpaHc(hopMaluK KaHpa ropoJICKOTo Meif3axka B uckyccrse MBano-Opankosimunsl 1960—80-X IT. B KOHTEKCTE
TOIJIAIIHHUX XYJ0’)KECTBEHHBIX ITPOIIecCcOB. Penpesenranys o0pa3a ropojia B >KUBOIMCHBIX IIPAKTUKAX XYJOKHUKOB VBaHO-
OpankoBuHbl 1960—80-X IT. OCMBICIICHA C TIO3UIMNA UX CTHIIMCTHYCCKOTO Pa3HOOOpa3Hst U aBTOPCKUX OCOOCHHOCTEH
00pa3Horo s3bika. CIoKeTbl TOPOJCKOH TEMAaTHKH TOIyYHIN Pa3Hy0 HHTEPIPETALHIO 110 XYI0KECTBEHHO-CTHINCTHIECKAM
MIPHOPUTETAM: OT PEATTUCTUIECKUX TCHICHIIMN K (hOpMaNbHBIM MONCKAM TIeH3aka, pa3BUBAIOIINXCS B ONPEICICHHON

54



ICTOPISA TA TEOPISA MUCTEIITBA
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MuctenrsoznaBctso. Bur. 42 ¢ ISSN 2616-4183 (Online)

XPOHOJIOTUYECKOH MociaenoBaTeibHOCTH. OnpeieneH Kpyr XyA0KHUKOB-TIEH3aKUCTOB, KOTOPBIE OTPECIHIN OCHOBHBIE
BEKTOPBI pa3BUTHsI TOPOJCKOTO Mei3axa MBano-OpankoBuinnel 1960—-80-X IT., 1 0XapakTepru30BaHO UX TBOPUECTBO
C MO3ULIH NPUCYTCTBUS JTOKAJIbHON XyJ0KECTBEHHO! TpaJuIU U HOBATOPCTBA.

Knrouesvie cnosa: ropoackoll meW3ax; *KMBOMMCH; KyJIbTypHO-XYI0XKECTBEHHBIN Mpollecc; CTUINCTHKA; MBaHO-
OpaHKOBILMHA

URBAN LANDSCAPE IN THE PAINTING | Marta Osadtsa
PRACTICES OF IVANO-FRANKIVSK | PhD in Art Studies, Associate Professor,
REGION ARTISTS, 1960s — 1980s: | Vasyl Stefanyk Precarpathian National University,
ARTISTIC, STYLISTIC | ivano-Frankivsk, Ukraine
AND IMAGE TRANSFORMATIONS

The purpose of the study is to identify trends in the urban landscape transformations in the painting practices of Ivano-
Frankivsk region artists of the 1960s to 1980s and to reveal their artistic and stylistic priorities in terms of both innovative
techniques and traditional heritage. Research methodology. The process of the urban landscape and its artistic features
formation is considered based on reconstructive and historical-attributive methods, as well as iconographic method, formal-
stylistic method of art analysis, which contribute to the study of urban landscape figurative transformation in its historical
and cultural context. The scientific novelty of the study is to identify the specificity of the artistic representation of the
urban landscape in the works of Ivano-Frankivsk region artists of the 1960s to 1980s following its historical and cultural
realities. Conclusions. The artistic and stylistic priorities of pictorial searches in the urban landscape genre are revealed in
chronological order. We have systematised their typical characteristics according to the historical and artistic stages of the
urban landscape genre transformation in the art of Ivano-Frankivsk region of the 1960s to 1980s in the context of those
art processes. The representation of the city image in the painting practices of Ivano-Frankivsk region artists of the 1960s
to 1980s is understood from the point of their stylistic diversity and the author’s peculiarities of figurative language. The
subjects of urban themes have received different variants following artistic and stylistic priorities: from realistic trends
to formal searches for the landscape, which developed during the 1960s and 1980s. We have profiled the painters who
defined the primary vectors for the urban landscape development of the Ivano-Frankivsk region of the 1960s to 1980s and
characterised their work through the regional artistic tradition and innovation features.

Keywords: urban landscape; painting; cultural and artistic process; stylistics; Ivano-Frankivsk region
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THANBIAYAJIICTUYHA OIITUKA | Cmupna Jlecs B’stuecnagiBaa
MMPOTOHOHKOH®OPMI3ZMY | Joxmop mucmeymeosnascmea,
TA Il ®OPMOJIOI'TYHI | cmapuwwii naykosuii cnispodimmux,
TPAHC®OPMAIIII 1930-1960-x POKIB | ORCID: 0000-0002-0483-1915,
(3axinuennsa. Ilouarok quB. y Bunycky 41 (2019)) | e-mail: Im1977@ukr.net,
Hayionanvna akademis mucmeyme Ykpainu,
eyn. bynveapno-Kyopsecvka, 20, Kuis, Ykpaina, 01054

Merta nocmimpxernas. Ha ocHOBI aHami3y MUCTEIBKHX (DAKTIiB Ta SBHUII Bi3yalbHOI MPOAYKIIi{ YKPATHCHKUX XYI0KHUKIB
cepenuan XX cT. (Bix 1930-x 1o 1960-X pp.) BIATBOPUTH MUCTEIBKI TEHACHIIII Ta pO3KPUTH PETiOHAIBHI 0COOIUBOCTI
MHCTelbKUX ocepenkis [entpanbHoi, Crobdincskoi Ta [liBnennoi Ykpainu (nepeBakno Xapkis ta Ozeca), siKi OKpeCIoBaIn
CUTYaTHBHE I0JI€ MOKJIMBHX Opi€HTalill HalllOHAILHOTO HOHKOH(OPMI3MY Yepe3 3araJibHOJIOACHKE, a 32 TEMaTHKOIO
1 IPUHIUIIAMY BiJIXOy BiJl JIifiCHOCTI KapOyBaii eBHUN HAOIp Bi3yalbHO-CTHIICTHYHUX (POPMOJIOTIYHHUX Opi€HTAIIIH.
Mertopoorisi. Y cTarTi HOps] i3 3arajJbHOHAYKOBHUMHU METO/IaMU (aHaJIi3, CHHTE3, THIYKIIisl, JIeTyKIlisl, y3araibHEHHS)
BUKOPUCTAHO KPOCKYJIBTYPHHM 1 CHCTEMHUI aHaJIi3, 10 1a€ 3MOTY OXapaKTepHU3yBaTH TBOPUICTh MHUTIIIB-HOHKOH()OPMICTIB
B YKpaiHCBKiH KyJIbTYpi K METaKyIbTyPHY Ta METaxXyAOKHIO LiTiCHICTE. BUKOPHCTOBYIOTHCS TaKOX TpaaHIIiiiHI
MHCTELITBO3HABYI METOJIM: ICTOPUKO-KYJIbTYPHHH, PEKOHCTPYKTHBHO-MO/ICIbHUIH, ICTOPUKO-aTPUOYTUBHUM, XpOHOJIOTIYHA
JICCKPHIILLS, 1110 CIIPHUSIOTH PO3KPUTTIO €BOJIIONIT i 00pa3Hoi TpaHchopManii HOHKOH(OPMIZMY B Pi3HUX KYJIbTYypHO-
icTopuuHUX KOHTeKcTax. HaykoBa HoBu3Ha. Ha 0cHOBI po3KpHTTS crienndiky eBOJIONI1, Bi3yaJbHO-CTHIIICTUYHUX Ta
00pa3Hux TpaHchopMalliil yKpaiHCBKOr0 MUCTEIIBKOTO MPOTOHOHKOH(OPMI3MY 1 BUSIBIICHHS PEriOHATBHUX OCOOIUBOCTEH
(dbopmyBaHHs ocepekiB mpoToHoHKOH(opMi3my [lenTpansHoi, C00iackkoi, [TiBaeHHoT YKkpaiHu 3ariporoHOBaHO MOIEITb
(GyHKIIIOHYBaHHS SIBUIIA TPOTOHOHKOH()OPMI3MY B KOHTEKCTI YKPaiHCHKOT'O Bi3yaJIbHOTO MUCTEITBA Ta YKPATHCHKOT
KyJbTypH Teprioi moaoBuHU XX cT. BucHOBKH. BusBieno, mo HOHKOHGOPMi3M TOB’A3aHUH 3 THMH (DOPMOIIOTITHUMHI
MOIIYKAMHU Ta XYJOXKHIMH Te4isMU B YKPATHCBKOMY MUCTEITBI, aKTUBHE CTAHOBJICHHS SKHX CIIIBIIAJIO 3 TIEpioIaMH
BIZIPOJUKEHHS HAlllOHAJIBHOT KyJIbTYpH. PO3KpHTO perionanbHi 0COOIMBOCTI OCHOBHUX JIOKAIIH YKPaiHCHKOTO MHUCTEIIEKOTO
poTOHOHKOH(pOpMi3My LlenTpanbHoi, Crobincekoi Ta [liBgeHHoi YKpalHu; BU3HAYEHO, 110 HOHKOH(DOPMICTH 3a3HaYEHUX
MICBKHX Te0JIoKalliil YKpaiHu peasizyBaiu pi3Hi Bepcii 3aralbHOr0 BEKTOPY PYXY, SKHU CIIpalbOBYBaB Ha 30€pPEIKEHHS
€THIYHOT KYJIbTYPH Ta BIIIKPUTICTH JI0 €BPOINEHCHKUX IIIHHOCTEH.

Kniouosi cnosa: muctenpKuii HOHKOH(OPMi3M; TIPOTOHOHKOH(OPMi3M; CYBOPHI CTHIIB; PEIPECOBaHE MUCTEIITBO

Beryn

AKTyanbHICTb JIOCIIJI)KEHHsI HOHKOH(QOPMIi3MY y Bi3yadbHOMY MUCTENTBI Ykpainu XX cT. Hacammepen
MOJIATaE B HEOOXIAHOCTI 3’sICyBaHHA POJi MHUTIIB Y GOpMyBaHHI HE JHIIE TAKTUIHUX 3aBJaHb OCMHCIICH-
HS «KOH()OPMHOTO0Y» COIPEATICTUIHOTO MUCTEIITBA, a 1 CTPATETIYHUX 3aBAaHb PEIpe3eHTAallll YKpPaiHCHKOTO
MHUCTEUTBA K HEOAMIHHOTO €JIEMEHTa CBITOBOTO MHCTELBKOIO PyXy. BUsBIEHHS HOHKOH(GOPMHHX SIBHIL
y MUCTENTBI YKpaiHu — 3aBJaHHs yTBOPEHHS L1JICHOTO MOMVISILY HA TOW «Bi3yaJbHHH KOHBOW», 110, 3 OlI-
HOTO OOKY, «CYIPOBOI)KYBaB» TBOPH MUTIIIB COLPEaiCTAMHOTO Tabopy, BAAIOYHUCH A0 IPUHIIUIIOBO MPOTHU-
JISKHOTO 17IC0JIOTIYHOTO aKIEeHTY, a 3 IHIIOT0 — (HOpMYyBaB CAMOCTIHHUHN Bi3yalbHUH IPOCTIp, IHPOPMATHUBHI
BJIACTHUBOCTI SIKOTO CTAHOBJISITH PA30M i3 COLIpeasi3MOM KOMIUIEKCHY MOJIeIb ICHYBaHHS MUCTELITBA 33 TOTa-
JITapHUX eT0X.

HaykoBa HOBH3Ha CTaTTi MOJATAE B TOMY, 1[0 Ha OCHOBI PO3KPUTTS CHEIU(IKH €BOIIOIii, Bi3yalbHO-
CTHJTICTUYHHX Ta 00pa3HUX TpaHC(OpMaIliil yKpaiHCHKOTO MUCTEI[LKOTO TPOTOHOHKOH(OPMI3MY 1 BUSIBIICH-
HSl perioHaJbHUX OCOOMMBOCTEH (OpMyBaHHS OcepelkiB MpoToHOHKOH(MopMisMy LlenTpansaoi, Ciobin-
cekoi, [liBaenHnoi Ykpainu 3anpornoHOBaHO MOJelb (DYHKI[IOHYBaHHS SIBUIIA TPOTOHOHKOH(POPMi3MY B KOH-
TEKCTI YKPaiHCHKOTO Bi3yaJlbHOTO MUCTEITBA Ta YKPATHCHKOT KyJIbTYypH MepiIoi NoIoBUHU XX CT.

© Cwmmupna JI. B., 2020
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Merta crarTi

Mera cTarTi — BUSBUTH IIPOBiIHI TeHACHIIIT MUCTELILKOTO MPOTOHOHKOH(opMizmy LlenTpanshoi, CnoGia-
cbkoi Ta [liBgenHoi Ykpainu y nepuiiii monoBuHi XX CT., 3’SICyBaTH iXHIO POJIb y CTBOPEHHI TBOPIB Bi3yaJbHO-
ro MUCTELITBA Ha MICTaB1 3pedeHHs O(IiliifHUX KOMIIOHEHTIB 1/I€0JI0T11 COI[IaJIiCTUYHOTO peasli3My.

Buxnan matepiasy gocaiakeHHs

Lentpansna Ykpaina y 1930-1940-x pp. Bupi3HsIacs 0COOIMBOIO TPaAUII€r0, MO 30epera MUCTEIb-
i mirHOCTi 1920-X. Mumiocs mpo mocmifoBHMKIB MOHYMeHTanbHOI mKomu Boitayka, xotpi B 1960-x pp.
BUKJIMKAJIM OCOOJHMBHI 1HTEpeC y KojlaX XydokHboI iHTenmireHuii. OgauM i3 HuX — XynokHuk O. CaeHko
(1899-1985), BI3UTIBKOIO SIKOTO OYJI0 BAKOPUCTAHHS caMOOyTHHOT HAPOTHOT TEXHIKH JIEKOPYBAHHS COJIOMKOIO.
Came B HUX YiTKO MPOSIBIIIMCS €CTCTHYHI IIHHOCTI IMTKOIM boiidyka Ta cXiTHOi MiHIaTIOpH, TIOETHAHI 3 YKpa-
THCHKOIO HApOIHOIO KApTUHKOIO, & TAKOXK TIONTHHHICTE, KOTLOPOBI MPUHOMHE 1KOHOTIUCY, MTOJTIXPOMHICTD, Xa-
paKkTepHi Ul AEKOPaTHBHO-TIPUKIAJHOTO MHCTENTBa. SIk 1 OOWYyKiCTH, BiH 3BEpTaBCS 10 KOMIIO3HIIIHHUX
cxeM Penecancy Ta Bi3aHTIHCBKOTO 1KOHOIIMCHOTO KaHOHY, ODHAMEHTUKHU YKPaiHChbKOI BUOIHKM Ta KepaMikH,
HacamIiepes 3a MOTHBOM «JlepeBa kuTTs». Knacuunuii MoTuB «Arbor mundi» cTae CHMBOIIYHUM Y TBOPYOCTI
CaeHka, OCKIIBKH HIITOCS PO yCBiOMIIEHHS (PaHTOMHOTO 00JII0 BiJ 00pa3y 3py0aHoi KpoHH, a PelITKH 1bO-
IO «JIepEeBa KUTTS» 13 )KUBUMH KOPEHSIMHU CHMBOJIIYHO 30€pirajiv MOTEHIIIa 1 BOJIO JI0 BIJIPOPKEHHS, HATraIy-
BaJIM PO HEMUHYYICTh HOBOTO natalicium’y, mpo HEeBiIBOPOTHICTh MIEPETBOPECHHSI HA BUIITHEBHH cafl, a00 K Ha
«Cap 60xkecTBeHHUX TTiceHb» CKoBOpoar. MOXKIINBO, CaMe TaKe 3BEpHEHHS JI0 CaKpallbHUX 00pa3iB MEePBOIIBI-
Ty 3yMOBIIIO€ TIPUXOBaHI BTEYi Bijl TOTOUACHOI peaibHOCTI. Bin OpariB KprueBChKHX XyMOKHUK YCIaJIKyBaB
MOTST 10 OpHAMEHTAlii NPOCTOPY KapTHHU, TUIACTUKH I aBTEHTHYHOCTI 00pa3iB («Ko3ax Mamaiiy, «Ko3ak Ha
KOH1», «3ycTpiu ko3aka», 1920-i pp.). Komu B 1960-x pp. yKpaiHCBKi XyI0KHUKH-MOHYMEHTATICTH MMOYaIn
3aliMaTucs IM3aiH-po3poOKaMu iHTEp €py PECTOPaHIB i TOTENIB B «YKPATHCHKOMY CTHIII», TOBEPTAIOUUCH JI0
TpaaUIitHIX TEXHIK, came mocBix CacHKa CTaB IM Y Haroi.

BusznagansHoto y popMyBaHHI HOHKOH(POPMICTCHKOT CBIIOMOCTI IICTASCATHUKIB Oyna ponb I. Cunwmi
(1908-1996) — yuns mociinoBHUKIB mKkoiau boitayka M. Poxumproro Ta 1. [lamganku, mromuHu «00MIyKicTiB
JPyTOTO TIPpHU30BY». TBOpYa MisuTbHICTE MUTIIS po3nodanacs B 1920-x pp. Sk camoOyTHil iHTYITHBHHMIA iHTEP-
[peTaTop Apyroi XBuJli 00WUyKi3My, MalicTep peasi3yBaBcsl HE CTUILKH TBOPUYO, CKUIBKH SIK MeJaror-auCuaeHT
i opranizatop MOHyMEHTAJILHOI CTIpaBH B YKpaiHi.

I Cunnns peTenpHO BUBUYAB CHIEU(IKY HAPOAHOT TBOPUOCTI i MPUHIIOB 10 PO3yMiHHS aBTEHTUYHOTO
MHCTEIITBA SK TIEPIIOHKEepeIa TapMOHil i 00pa3HOCTI KOJIBOPY, IO PI3HUIO HOTO TEOPETHUHY KOHIICTIIIIIO
Bil OOWUYKICTCHKOI. XYIOKHUK OYB 3aXOIUICHHH 1€€f0 BIAPOMKCHHS YKpPaiHCHKOI MOHYMEHTAIBHOI IITKO-
nu, GauuB ii B CHHTE3] J0CBimy GOIdyKi3My Ta KOJOPHU3MY HApOAHOTO MHCTEITBA. VoMmy Biamocs 06’e-
HaTW HAaBKOJO cebe TpyIy OAHOAYMIIB-MOHYMEHTAJICTIB, SIKi peaizyBajd TBOPYI MPOEKTH, 0a3ylounch
Ha Tpagulii yKpaiHCHKOTO HapOAHOIO MHCTELTBA Ta KOCMOTOHI3MI JOXPUCTHSHCHKOTO 4Yacy. YIPOIOBXK
1930-1940-x pp. XyAOKHHUK IMPALOBAaB HaJl CTBOPCHHSM BIACHUX TEOPETHYHHX 300pa’kallbHUX 3acal, Je
TOJIOBHOIO JIOMIHaHTOIO OyB Komip sk (imocodcebka kareropis. SIk TBopua OCOOHCTICTH BiH 3peaiizyBaBcs
B 1960x pp. Y Kiry6i TBopu0i Momomi «CydacHuk» CHHHIISI YMTAB JICKITii 3 iCTOPii MOHYMEHTAIBHUX CTUJIIB,
MTOSICHIOIOYH MOJIOJIUM XY/IO’KHHUKaM TIEpIIOOCHOBH peMeciia: 3HaHHs icTopii XyAoKHbO1 popMH i ii eBomolii
(maibke 3a A. ¢on ['inpaedpannrom). I. CuHHIS yBaXXKHO aHali3yBaB T€HETHUKY BHHUKHEHHS CTHIIB, TXHIH
PO3BHTOK, XapaKTEePHI O3HAKH 1 XyJIOKHIO BapTiCTh, 3BEPTAIOUN OCOOIMBY yBary Ha KOJOPUCTHKY 1 TUIOIIUH-
HIiCTh 300paxkeHHs. XyI0KHUKOBI BIAJIIOCS 3TYPTYBaTH TPYIy OHOAYMIIiB-MOHYMEHTAJICTIB, 10 peaizyBaja
TBOPYI MPOCKTH, IPYHTYIOUUCHh HAa TPAIUIIAX YKPAiHCHKOIO HAPOJHOTO MHCTEITBA Ta KOCMOTOHI3MI sI3UY-
HUIBKUX YaciB. 30KpeMa, mij kepiBHuiTBoM I. Cunuiis B Kuesi, Jlonenbky it Onekcanapii Oyiiu BUKOHaHI MO-
3ai9HI KOMIIO3UITiT KOJIEKTHBOM XYIOKHHUKIB-OMHOIYMIIB (pa3oM 3 A. T'opcekoro, I. 3ybuenko, B. 3apenbpkuM,
I. Mapuenxom, I. Ilpumensrkom, M. Ilkapanyroro, JI. Toupkum, O. SIkumenkom). barato mrictaecsTHUKIB
MOTOJKYIOTHCA 3 JyMKOIO, 1110 I. CHHUIIS 1aB MOTYTHIN €HEpreTHYHUM MOIITOBX A0 PO3YMiHHS €THOKYJIBTYPH
Ta il moAabIIoi poii B yKpaiHCcbkoMy MUCTeUTBi. BiH OyB BipHUii Te31 boliuyka, 1110 HEMOXKIIMBO MipKyBaTH
PO Cy4YacHiCTh, HE O3UPAIOYUCH Ha3aJ, Ha MHUHYJIE, HE YCBIOMIIIOIOUM HAlliIOHAIBHUX KOPEHIB, aJke caMe
Takui cuM0i03 € EHEPreTUYHOI0 OCHOBOKO HETIOBTOPHOI CHITH IJIACTHKH 1 (DOPMH.

CTBOpEHHSI HOBOTO HAlpsiMy B MOHYMEHTAJILHOMY MHCTEITBI — «yKPaiHCHKOI KOJOPUCTHYHOT IIIKOJINY,
10 WOTO MPUTIHCYIOTH . CHHUII, Ha CHOTOIIHI € TOBOJII AUCKYCIHHO0. AKe OLIBIICT 00’ €KTIB, IO 0(hOpPM-
JoBajucs Ha moyarky 1960-x pp., Oynau nepedopmaToBaHi ITiJ] HOBI TITICOKaPTOHHI CTaHAAPTH, i caMe TOMY
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JOCSITHEHHSI TIIKOJTM iICHYIOTh Y TIEBHOMY «BipTyaJIbHOMY» (pOpMaTi, BIacHE, K 1 JOCATHEHHS MOHYMEHTaJIbHO1
wkoau boituyka.

OpnHuM i3 IpeTed HOHKOH(OpMi3My € MucTelTBO3HaBeb 1 eaaror M. [Tucanko (1910-1996), sixuii Oy
BuxoBaHIeM OEeChKOro XyAOKHBOTO IHCTHTYTY. Bin OpaB ywacts y [pyriil cBiTOBiH BiiHI, 3a3HaB BaKKHX
MOpaHeHb, MiCHs BIMHU BUKJIAAAB y XyJOKHIX yuminniax Jymanoe ta Cimdepomnons. TeopeTHuHi KOHIIENIIIT
M. Tlucanka, HaJ po3pOOKOIO SKUX XYJAOKHUK MPAIfOBaB YK€ B MOBOEHHUH 4Yac, 3aCHOBaHI Ha YB2KHOMY
CTaBJICHHI JO HAPOTHOTO MHCTENTBA, MOTO BILIUBY Ha CEMAHTHKY Ta MOOYIOBY TBOPY, OMHAK TOCI MajOBi-
noMi. 3HadHa YacTWHA TeopeTWyHHX mpanpb M. Ilucanka BTpadeHa, a mpo WOTo HAyKOBWIA ITOTEHITIAT CBijI-
yuTh Juiie BujnaHa B Kuesi kaura «Pyx, mpocTip i yac B 0Opa3orBopuomy muctentsi» (1995), mo 3a3namna
B 1960-x pp. LEH3ypHUX TOPTYp. YUHIMH XyHOXHHMKa Oynu mictaecsitHukd B. 3apeupkuii, A. Topcbka,
B. I'ypin, M. llIkapamnyra, B. Kymnip Ta iH.

M. Ilucanko OyB 3myIueHuid 3BiTbHUTHCS 13 CiM(EpOnoNbChKOro XyI0KHBOTO YUHITHINA 3 XapaKTepHOi
JUT TUX 9aciB MPUYMHU — 32 KPUTHKY COIpeaji3My i MpOCIyXOoByBaHHS My3uku baxa 31 cTymeHTamMu npu
CBIUKax, IO BBAXAJIOCS HEMPUITYCTHMHUM. Y 1961 p. mpo #oro po3poOku B Tary3i Teopii MECTEITBA TOBiIa-
mucs B KJIXI 1 3anmpocuiy mpoynTaTy MUK JIEKIiH Ha TeMY TapMOHii KOJIbOPY B )KUBOTIHCY. 32 IOMOBJICHICTIO
MiX npodecyporo IHCTUTYTy BOHH BigOynucs 3a 3a4MHEHUMH JBEPUMA, IPOTE CTYIEHTH BHUSBUIM LIKaBiCTh
JI0 HEOPAMHAPHOTO JIeKTOpa. Y Takui crnoci6 [lncanko BXOIUTH y CepeAoBHILE IICTAECITHUKIB, a Kl CTy-
JICHTH BUSBIISIIOTH OaxkaHHs OyTH Horo ocoouctumu yunsimu (Lllkapamyra, 2015).

VBara J10 bOTO XYIOKHHKA 1 MECTEIITBO3HABIIS B 1960-x pp. Oyia noBoJi cepilo3HO0, TIPO MO CBiAYaTh
npountani HuM Jekiii B KJIXI, AH YPCP, y Crinmi xynoxxaukis Y PCP, Kiry6i TBopuoi momomi «CydacHUKY,
y micrax [IpubanTtrku. 3Ha4Ha YacTHHA TEOPETUIHUX Ipanb [Incanka BrpadeHa. 3 € AMHOI, BUAHOI 3yCHILIA-
mu M. [llkaparmyTs, KHUTH MUTIS OyJIM BUITYY€HI TaKi PO3MILIH, SIK «XyH0KHS a0CTPaKIlisD, «IUIEHep 1 KOip»,
«cTaTuka 1 JUHaMiKay, «IHAWBiAyalbHE 1 3arajbHey, 110 MOJIH O CTaTH KJIIOYEM JI0 MOUTYKiB 0araTboxX XymIoxK-
HUKiB-HOHKOH(OPMICTIB.

3naunuM gocsrHeHHssM M. [lucanka Oyno Te, MO BiH PO3IVISLIAB MPOCTIP KapTHHU HE SIK MOBITPSHY
MIEPCTIEKTUBY YW JIEKOPATHUBHY JBOBUMIpPHICTh, @ HacamIiepes K eMOII{HE CHIIOBE TOJe 1 SK CepeloBHINe
JUTSL TIPOSIBY €HEPTii, M0 CTBOPIOIOTH HOBI dopmu mpoctopy (ITmucamko, 1995, c. 8). Y nmpomy ceHci MoxHa
CTBEpIPKYBaTH, 110 TeopeTuyHni miaxin [Incanka OyB cyromocHuit po3mymam cBsml. [laBma dmopeHchKOTO
y Tpakrtati «lkoHoctacy (1919—-1922) Ta #ioro 3araibHOBIIOMHUX JIEKIIAX «AHaJI3 MPOCTOPOBOCTI Ta YaCy
B Xy/I0’KHBO-300pakaiibHUX TBOpax», 1o BinOymucs y BXYTEMAC B cepenuni 1920-x pp. Mu He Gepemocst
MIPOCTEKYBATH MUCIICHHEBY KOPEJIALIIO MiXK pO3LyMaMH HaJl IPUPOJIOIO 1 CyTHICTIO MUcTelTBa DiiopeHchkoro
i [lucanka (Tum Ounbire, o npani dnopercbkoro He Mo OyTH Bigomi [ucanky panime nouarky 1980-x:
«IxoHOCTaC» OYB yIepIie ONPHIIOAHCHIH Yy BAKKOIOCTYITHOMY Ha TOH Yac 9aconucy «borociIoBCKUE TPYIBI»
1979-ro poxy, nexitii y BXYTEMAC — numie 1993-10), pa3oM 3 THM CJIi] HATOJIOCHTH Ha TIEBHI IMapaiebHO-
CTi LIMX PO3IYMiB, 1 3 OIVIsIy Ha iXHIO «aBTOXTOHHICTB) BBaXKaTH, IO CTaBJICHHS 1O OyAb-sSKOTr0O 300pakeHHS
3 OISy HOTO €HepreTUYHOro noTeHmiany (st OropeHchKoro iKoHa 1ie He TBip MUCTELTBa B3arali, a eHep-
TeTUYHUH LIEHTP, CTBOPEHUH 32 JIOTIOMOTOI0 MUCTELTBA) Ma€ OyTH IIEHTPaJIbHOIO KaTeropieto B MelaroriyHiin
CUCTEMIi BUXOBaHHS MUTIS. DIOPSHCHKHIA MiKPECIIIOBAB, 10 «iKOHA, OyIydYd SBUIIEM, CHEPIi€l0, CBITIOM
MIEBHOT JTyXOBHOT CYTHOCTI, a TOYHiIlIe CKa3aTH, Oyarogartio bokoro, € 1mock Oliblie, HiXk Xoue ii BBaXKaTu
JTyMKa, 0 BUAA€E co0l1 aTecTar «TBEPE30CTi», a00 K, SKIO IILOTO JOTOPKAHHS 0 JYXOBHOI CYyTHOCTI HE BiIOy-
JIOCSI, — BOHA HE € y3araji 4YuMOCh Ti3HaBIBHOTO 3HaUeHHs» (DnopeHckuid, 1996, c. 447).

He nume M. Ilucanko, ane # mictaecstaukua M. Ctopokenko, I ['aBpunenko, B. Jlamax BgaBamucs 1o
TEOPETUYHOTO 1 MPAKTUYHOTO XyHAOKHBOIO OCMHUCIIEHHSI i OOTpYHTYBaHHSI BJIACHOTO CTaBJICHHS IO SIBHILA
MHCTEITBA SIK Takoro. 3okpema, M. CTOpOKEeHKO yepe3 TeXHIKY CBIYiHHS HIKHIX mapiB ¢papou nrykas Ooxe-
CTBEHHE CBITJIO Xy/JI0KHHOTO BUCIIOBIIOBaHHS, 200 k [. [[aBpHIIeHKO 32 JOTTOMOT0F0 aBTOPCHKOT TEXHIKH ITPH-
Xa Hamaragcs rnepejiaBaT iHQepHanbHy 1Mo00y Ta BUIPOMIHIOBAaHHS CBIT/Ia (B iMrocTpamisix 1o «boxkectse-
HO1 KOMeIii»), — y TOW 9H 1HIIUN CIOCIO XYIOKHUKHU TIParHyIH ITePEOCMHUCTUTH MaTePialbHICTh BHANMOTO
CBITY 3a JJOTTOMOTO0 aBTOPCHKMX TEXHIK, HEMOB POOJISTYH MIOCH Ha 3pa3oK «IIepeKiaay» 3 ofHiel hopmanbHOT
MOBH Ha iHIITY, 3 MaTepiaJbHOTO Ha MeTadi3ndHe.

V3aranpHio0un po3pobkn M. Ilucanka, MOXXeMO BiI3HAYUTH HOTO OCHOBHI TEOPETHYHI KOHLICTITH.
[o-mepue, rionMHa KApTHHU caMa Ma€ O3HAKW KOMIO3ULIHHOCTI; MO-ApyTre, TIIOMIMHA KAPTUHU € HE TUIbKU
reoOMeTPUYHOIO (POPMOIO, aJie i eHEPreTHUHO-TIPOCTOPOBOIO (EMOLIIHHOIO MATITPOIO (OpM MPOCTOPY) KOHCTPYK-
LI€I0; TIO-TPETE, SIK EHEPTETUYHO-TIPOCTOPOBA KOHCTPYKILisl, BOHA Ma€ 3HAYEHHEB] BIAMIHHOCTI Bepxa i HHUBY,
JIBOT 1 TIPaBOi CTOpIH; IMO-YETBEPTE, K TEOMETPUYHE TIJI0O BOHA MAa€ CTATHYHY J3EPKaTLHY TOBEPXHIO, alle SIK
CEepe/IOBHIIE — BOHA YKHBA, SKIIO 3HATH 30HU JIii CHIT 1 eMortiiiHo-3HaueHHeBi 300U (I1IkaparyTa, 2008, c. 52-53).
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3HayHy 3aliKaBIeHICTh BUKIHKae perioH CroOiacekoi Ykpainm (ocoOmmBo XapkiB i XapKiBHiu-
Ha), OaraTuii Ha KyJIbTYpHY CIAJIIMHY Ta TOTY)XHY MIATPUMKY MereHaTiB, mounmHatoun me 3 XVIII cr.
(€pmaxosa, 2012, c. 35). Ty, Ha pyHIaMeHTi po3po0oK MucTeITBO3HaBLIB M. Makapenka, ®. [llmita, €. Penina
i C. Tapanymenka, OJM3BKOTO TOBapuIla OOWYYKICTIB, 3aCHOBHHKA €BPONEHCHKOTO KOHCTPYKTHUBI3MY
B. €pmuiosa, nifepa ykpaincekoro moaepnismy b. Kocapea, a Takox 3acHOBHHKA XapKiBCHKOI XyHOX-
HBOI mIKoIH, HoBaTopa B xuBonucy C. IIpoxoposa, ympomoBxk 6ararbox poKiB PO3BHBAINCS TEHICHIIII, 110
HACHaXXyBaJIUCSI BIUIMBOM HAPOAHOTO MHCTELTBA, — aBaHrapi, KOHCTPYKTHBI3M 1 «HallOHaJbHUHA POMaH-
TH3M». HoBaTtopcTBO XapKiBChKOi mKonmu Oesrepeune, amke XapkiB 10 1934 p. OyB cronuiero Ykpainu, e
30cepeIlKyBajrcs BCi IHHOBAIIHI Tedii — MOAEpH, aBaHTrapA, QpyTypusM, KyOOpyTypHu3M, KOHCTPYKTHUBI3M.
Tyt 3anouarkyBaBcst ciaBetHuil Tearp Jlecs KypOaca «bepesinb» (€pmaxosa, 2012). YV nepuriii TpeTuHi
XX cr. y XapkoBi BifOyBasacst KOHIIGHTpALisl TBOPUOI CHIIM M eHeprii, MOMOBHIOBAINCS HATXHEHHSIM Oparu
Bypmtoku, B. MasikoBebkwmii, B. XneOHikoB (€pmakosa, 2012, c. 36), po3BUBaBCs TaJIAHT HAIIOHAILHO Opi€H-
ToBaHNX MaicTpiB M. bypaueka, I. CeBepu, C. IIpoxopoBa. Y TBopax XapKiBChKHUX Xy[IOKHHKIB 3a3HaU€HI Te-
4ii TICHO TeperIeNIiCs 3 BiTATLHUM TyXOM YKPaiHChKOi aBTEHTHKH — HAPOAHOI iIKOHH, OpHAMEHTAMH BUIIIUBKU
Ta PUTYaJIBLHOTO TKAaLITBA, & TAKOXK TBOPAMH YKPATHCHKUX XyHIO>KHHUKIB-IIPUMITHBICTIB.

OpHuM 13 camoOyTHIX 1 HaIlOHAJBHO OPIEHTOBAaHMX XYIOXHHMKIB XapkoBa OyB yuenb Penina
C. IIpoxopos (1873—-1948). Po6ora mutis «Kuuii» (1922), Ha sikiit 300paxeHi mocrari MOBOH 3iHIILIH 3 TI0-
noren 106 Penecancy abo bopuca Kycroniesa, Oyna ctBopeHa B niepioa moiTHKY ykpainizauii 1920-x pp., Ha
XBUJII MUTTEBOTO, O(IIIIHHO J03BOJICHOTO «ITiIHECEHHs YKpaiHChKOi Hallii». Lle Oyia cBoepinHa «peHecaHCHA
OTITHKAY 1eamy YKpaiHu, KOTPHH CIIBIIaB 3 YEPTOBHM €TAIOM HaIllOHAIBHOTO BiIPOHKCHHS 1 MapKyBaBCs
i7lealTbHUM KOHIIENITOM YKPaiHCHKOTO Yy mepediry 3 MOTHBaMu OOTTidelnieBChKoi «BecHuy, numapsamu [eopris
HapOyTa Ta 6apoKoBUMU KaHPOBUMH MiIbOPUTAMHE NIEPIIOAPYKiB JIaBpCchKOT iHTpOiraTopHi. Y Hill BigOuma-
sl KOHLeNTyai3amis 0apoKo — He B €BPONEHCHKOMY HOTO BapiaHTi, a B ykpaincbkoMy. Ilepen cTBopeHHsIM wiel
kaptunu [IpoxopoB BUIPOOOBYBAB Millb BIACHOTO MEH3JIS Y MYYiKaTO akaJAeMiqHUX TIOPTPETiB JliBUaT B yKpa-
THCHKUX HApOJAHUX CTPOSX Ha TiIi OapBHCTOI OpHaMeHTHKH 100U cenecii. HaBkono [Tpoxoposa 30upainocst 6a-
raro TBopuoi Mosioni. Y 1944 p., mix gac Jpyroi cBiTOBO1 BiliHH, MUTITIO BAATOCS BIAKPUTH XYIOKHIO IIIKOITY
iMeHi Pemina Ta 00’ e1HaTH TBOPUI KOJIa iHTENITeHIIii XapkoBa: aBTopuTeT [IpoxopoBa OyB Oe33anepedHuM s
0ararboX HACTYITHHUX ITOKOJIHb XapKiBCHKUX XYTOKHHUKIB.

Tema cakpaiizaiii ykpaiHcbkoi 00pa3HOCTI TPOHU3YE 1 TBOPUICTH 3aCHOBHHKA €BPOIEHCHKOTO KOHCTPYK-
TUBI3MY, TpaHcpopmaropa Tpaauuii B. €pmunosa (1894-1968). Muteus OpaB yuacts y llepiiii cBiTOBII
SIK y4acHUK OoioBux niii y Ilepcii, 3a mo orpumas ['eopris 4-ro crymens. ¥ 1930-x pp. B. €pmunos Bu-
KJa/1aB y XapKiBCbKOMY XyJ0O)KHbOMY THCTUTYTIi, BiH IOBEPHYBCS JI0 BUKJIaanbkoi podoru numie B 1960-x:
MUTITIO «BUOAYHUITN HOTO (hopMalti3M, y IKOMY BiH OyB 3BUHYBa4€HHUI pa3oM 3 kojeramu — A. lleTpuripkum
ta O. CrpaxoBuM. HamionanpHi pucu Mucrentsa B. €pmunoBa chopMyBaIucs i BIUIMBOM iKoHOTpadii,
HapOJHOI0 MMCTELTBA Ta AOCSTHEHb €BpoOIleiicbkoro MoaepHisMmy. Tak, npumipoM, y 300pa)keHH] AiBYMHU
y BIHOUKY 3 IIPOEKTY €CKi3y peKiaMu nuurapok « Ykpainka» (1920-1) aprop anemntoe 10 ikoHorpadigynoro oopa-
3y boromarepi. Lurapku i boromarip — 3BicHO, He ayske Brana koMOiHalist 00pasiB, ane 1e 0yJa0 TPaHUYHOI0
i1eiiHOI0 (HOPMOIO TOTO HECYMICHOTO, III0 TBOPUJIO HOBY Mi()OJIOTiI0 YKPaiHCHKOTO COLiyMy Ha TJIi HEyKpaiH-
CHKOTO MEHTAJBHOTO JIaHamadry.

Bbazyrounck Ha HapOAHOMY MHUCTENTBi, KOHCTPYKTHBI3M Ha/laB TPaaUIiiHIN yKpaiHCBKill OpHaMeHTH-
Il «TEXHIYHOTO CTaTyCy», YHOAIOHUBIIH ii 10 TAMKOBOTO Kifo4a abo BUpoOHMYoro cranka ([laBmosa, 2012,
c. 83). MokHa CTBepAXKYyBaTH, 10 YKPAaTHCHKMMHU XYJIOKHUKAaMHU-KOHCTPYKTUBICTaMu Oynia 3HalijeHa TOuHa
(hopmyna «BUPOOHHYOTO» MHUCTENTBA — HAIlIOHAJIHLHOTO 32 CYTTIO Ta (PYHKI[IOHAJIHLHOTO, IHHOBAIIWMHOTO 3a
¢dopmoto. Lle BiamoBinano 3aBgaHHAM TBOPEHHS HOBOI MaTepiaibHOI PealbHOCTI B JIyci Yacy Ta MOCTaHHS
MOJICpHOT yKpaiHChKOT Hatii. Ajie Bke 3 moyatkoM 1930-x pp. yci aBaHTrap/IHi eKCIIepUMEHTH Oyiu 3a00poHEeH1
Ha JIOTOJly €JMHIN COLPEaIiCTUYHIA KOHIIEIIIIIT.

YV 1930-my 1 1932-my pokax Ootaykictu O. Mm3in, 1. Ilaganka, O. losrans ta B. Cemmap, ski mpa-
ILFOBAJTM TOJI B XapKoBi, Opany y4acts — came sk ykpainceki MuTii — y XVII ta XVIII Benemniiicbkux 0i-
enane. Kputuka Hanuie, o ykpaiHChKa CEKLis — €JMHO HalllOHAJIbHA y BCHOMY PaAsHCBKOMY INaBiIbHOHI
(Cupnop-T'ideninma, 2008, c. 152). Lle XymoxkHe Havano penpe3eHTallii YKpaiHChKOTO «PaITHCHKOT0» MHUCTE-
urBa 3a Mmexxamu CPCP HeMOB cripalifoBajio Ha CTaHOBJICHHS XapKiBChKOT (hopMu HOHKOH(OpMI3My. Bee noua-
JIOCSI 3 JIIKB1IaIlii IPeJICTABHUKIB OPUTiHAIBHOT XapKIBCHKOI MUCTEIITBO3HABYUOT IIIKOJIH.

VY 1933 p., micas camoryoctBa HapogHOro koMicapa ocBiTH YPCP M. Ckpurnnuka, SKuif Hamarascsi CTpH-
MYBaTH «paJsgHi3aIliio» YKpaiHu, 3a cgabpHUKOBaHOIO CIIPABOIO B MisUTBHOCTI KOHTPPEBOJIOIMIMHOI opraHi3a-
1ii «Pociiicbko-yKpalHCHKOTO HALlOHATICTUYHOTO OJIOKY» OyJno PErnpecoBaHO TAKMX BUAATHUX YUYCHHUX, SK
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O. bepnanina, /1. lopneesa, Be. 3ymmep, I1. XKonrocrkoro, O. Hikonbsebkoro, C. Tapanymenka, @. [ImiTa Ta
iH. Ane me y 1920-x pp. HayKoBi mpaili XapKiBChbKAX MHUCTELTBO3HABIIIB 3a3HAIM 0OCTPYKIIii 32 BiICYTHICTh
aKTyaJbHOI PEBOIIOLIHHOI TEMU 1 MAPKCUCTCHKOTO MiIXOAY 10 PO3B’sI3aHHS HAyKOBHUX MPOOJICM.

VY 1920-x pp. TBopua iHTemirenuis He nume CroOOKaHIIMHKE YCBiOMIIIOBala MOTpedy B TMOE€IHAH-
Hi iHHOBaWilHOTO W TpagumiliHOTrO, (QyHKIiIOHANI3MY ¥ ecTeTH3My, MPOMHCIOBOTO BHPOOHMITBA W JU-
3aifHy y TBOPYOCTI, ITyKaja BiAMOBIJHICT, MK MOJCPHICTIO 1 HAIIOHATLHOIO 1MEHTUYHICTIO. I3 cepemuuu
1920-x pp. y XapKkoBi Mmovasyd akKTHBHO PO3BUBATHCS HAIIOHATBHI IHTEHIIIT KON rpadiku, BUIUIEKaHi I10-
crminoBHukamu M. Boitayka. Ha iioro 3ampomenss cromu 3 KreBa mpui3nuTh BUIIYCKHUK YKpaiHCHKOI aka-
nemii Muctreuts IBan Ilamanka, sikoro MuTenp BBaXKaB «3HABIEM YKpaiHCHKOro cTuito». IlounHaroun came
3 IIbOTO Yacy, MO)KHA BECTH MOBY PO CITiIbHI IHTEHLIT Mi’K KHiBCBKUM 1 XapKiBCbKUM T'PaBepHUMH OCepei-
kamu. Kputnka BifgzHavyana ChibHUH JIAKOHI3M 1 MOHYMEHTAJIBHICTD y MOOYIOBI XyJOKHBOI hopmHu, opra-
HIYHY €JIHICTh €BPONEHCHKIX 1 BOJHOYAC HApOaHO-HallioHanbHUX puc (CkpunHuk & Kapa-Bacunwera, 2007,
c. 100-101). Ileit mampsim mepeiine depe3 CKIaJAHI BUIPOOYBAHHS 17€OJOTIYHOTO MHCTENTBA U BHIIE Ha
TTOBEPXHIO KYJIBTYPHO-MHUCTEIILKOTO KUTTS XapkoBa Bke y 1960-x pp., ICKpaBO BUSBUBIINCH Y TBOPUOCTI
B. Irymenuena ta B. ['onraposa.

Tpamunii 1920-x pp. Bmamocst 30epertd W NpPOJOBKUTH HebaraTboM. lneosioriuHmx pemnpeciii Bha-
JOoCs YHUKHYTH JIOBOJII OMajbHUM XyaokHHKaM [puropito Bonmapenky (1892-1969), Bopucy Kocapesy
(1897-1994) ta Bacumo €pmunoy (1894-1968), siki Oynu nereHiaMu XapKiBCbKOTO MUCTELLKOTO Cepesio-
BUINA, YOCOOIIOBAIN KYJIBTYPY, 10 SKOi TATHYNUCS MonoAl MuTii. CaMe BOHM U IOMy4HiHcs 10 pedopmy-
BaHHs XapKiBCHKOTO XyIOKHBOTO iHCTUTYTY. b. KocapeBy, sxuit MaB craryc jmaypeara CTamiHCHKOI MpeMmii,
y croci6 60poThOM 3 CHCTEMOIO Ta OCOOHMCTOCTSAMH, SIKi IF0 CHCTEMY IUIEKalH, BIANOCS BiJOKPEMHUTH Bij-
nineHHs cuenorpadii Bix kadenpu xuorucy (IlItok, 2009, c. 27), nBepi SKOi BIAKPUBAIUCS JUIIE TTiJT Yac
o(inifHUX MepenIsAaiB CTYIeHTCHKUX TBOPIB. B IHCTUTYT Tako OyB 3arpolleHHid micist AOBroi nepepBu OIUH
3 HOro 3aCHOBHHKIB B. €pMMIIOB, SIKOTO BBaXKaJIM UM HE €AMHUM Ha TOH Yac CHpaBKHIM ITU3aiiHepOM, KOTpUH
y 1963—1967-X pp. BCTHT HallMcaTH HaBYaJbHI MPOrpaMH KypCiB KOHCTPYIOBaHHS Ta ()OPMOYTBOPEHHS, PO3-
poOuB npuHIUIK podotu 3 Konbopom (Ll tok, 2009, c. 29).

Buxnamag icropii i TexHosorii mitorpadii I. boHmaperko, 4ui JeKmii mepeTBOPIOBAINCS Ha CIIPaBXKHI
MalcTep-Ki1acu, Halle)kaB [0 MUTIB-iHTeNeKTyamiB. EpyqoBaHICTh XyIOXKHHKA MPUTOJIOMIINyBaia; y He-
BeNMKii XxaTHii Oi0mioTeni BiH TpuMaB 3a00pOHEHI, «()OpMaTiCTUYHI» BUAAHHS, SK, CKaxiMmo, «[Ipodimi»
A. Edpoca, noBoenni monorpadii npo IlerpoBa-Boakina ra Konuanoscskoro, karanor BuctaBku ®inoHoBa,
1o He BigOynacs, TabyloBaHi Ha TOH Yac JOPEBONIOLIHHI (honiaHTH. BinbLIicTh CBOTX 3yCHIIb BiH IPUCBAYYBaB
HE TBOPYOCTI, & CTYJICHTaM 1 OIOpOKpaTHYHHUM cripaBaM — 300pam, 3aciganssm tomio (Iltok, 2009, c. 24-25).
€IIMHOI0 MOXUTHBOIO (DOPMOIO peaizallii, He CKyTOI0 JOTMaMHU W MPHUIHCaMH, CTaJI0 MaJTIOBAHHS BITATbHUX
JINCTIBOK, JI¢ YiTKO BUSABJISUTHCS ITapaselli 31 CBITKOBICTIO HAPOIHOTO JTyOKa Ta KOHCTPYKTUBI3MOM («ITapy6ox
Ta aBi niBku», 1910; BiTaneHi muctiBku 1920-x). Ha cxuni mit . BongapeHko moBepHyBCs 10 iMIpecioHi3my,
3 sikoro nourHas e B poku HaBuaHHs y K. Kocranai B Ozpeci. Oaun 3 Takux erioniB « TposiHzaa 3 rojoBoro
cBuHI» (1946) — 3pa3ok 1 akBapesbHOI MaHCTEPHOCTI i aBTOPCHKOI ipoHii. Mo)KHA Ha3BaTH 1 HU3KY ONIHHHMX
nei3axiB, y SKAX BUYBAE€THCS 3aMHIIYBaHHS U JII000B 1O yKpaiHCchbkoi 3emii («Panok», 1958). «PansHchka
BarpkiBmmHa Oyna BOOTOr0. AJle KOIM Tparwsuiocs 3a0yTH MPO iCHYBaHHS PEXHMY, MOKHA Oyllo moOayuTh
iHIry YKpaiHy: 3a4apyBaHHS 1 TIeYasb TOMiB, MEJAHXOJII0 OCIHHIX CYTIHOK, TUXHH PyX BOJ CTEMOBHX PidOK,
rmacMa TyMaHiB, COPOM’SI3NIUBUX AIT€H HA CITbCHKUX BYJIHIISIX, CBATKOBY ITIHY KBITY4HX BHUIICHb...», — [TMCAB
B. Kymukos (ITok, 2009, c. 21).

SIkmo po3misaaTH Jiokauii HOHKOH(GOPMI3MY Ha KapTi YKpaiHH, TO JIOBOJIi BiJOCOOJEHHM PErioHOM
Burmagae Opeca. KynbrypHa reonomituka Ofecu po3BuBasia Kpalli €BPONEWUCHKI TPaaMLii Ie 3 TOoYaTKy
XX cr. Tpamumii «caJoHIB» CKyJIbITOpa Ta apT-MPOMOYTOpa €BPOIEHCHKOrO 1 YKPaiHCBKOTO MOJAEPHIZMY
B. Izne6cpkoro, opienToBaHi Ha «OypkyasHi» cmaku [lapmwky mwurtii, Taki sk A. HropenGepr, 1. Marmik,
T. ®paepmaH Ta iH., HapeITi, 0e3yMOBHA MTPUBAOIUBICTH CAMOTO MiCTa POOMIIO TIBACHHY «CTOJHUITIO» YKpai-
HU IHTEJIEeKTyalIbHUM LIEHTPOM Maii0yTHROro HOHKOH(MopMi3My. L1i 006gapoBaHi #f TOHKI CTHITICTH, TPUOIYHUKA
BUIIYKaHOTO >KUBOIIMCY CHPUSUIM 3MILHEHHIO TJIACTUYHOI MOBHU 0OM ap-HyBo. [liBaeHHOyKpaiHChKa IIKOJIa
BBiOpasa B cebe 0araro CTHIICTUYHHUX 1 XYIOXKHIX TeUill, sIKi CHiBICHYBaJu MPaKTUYHO CHHXpOHHO. Ha po3-
BUTOK MHCTENTBA PETiOHY BIUIMHYIHM XyAokHI Tpaaumii XIX cT., 30Kkpema, iMIpecioHi3M, SIK-0T y JipHYHHX
neizakax K. Kocranmi. ¥ Tol e yac TyT pO3MOBCIOKYIOTHCSI TEHJICHLIIT ap-IeKO Ta «M’SIKOT0» aBaHTap/y,
nepuricTs y sikomy Hajexana M. JKyky. He menmr BaxmBuM s Oznecn OyB pO3BUTOK TMONIYKIB Y PIUHII
«YKpaiHCHKOTO CTHIIIO», JIIIEPCTBO B IKOMY OTPHMAaB CaMOOYTHIH XyIOKHUK, TH3aitHEep 1HTEep epy Ta MeOIIiB
A. Knaxa. 3aaunMuM y GopMyBaHHI Tpaauiid HOHKOHPOpPMIZMY OyB «ayx Omecm», maHmmadr i MOpchke
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y30epexoKs, BUpa3Ha arMocepa iCTOpHYHOI TaBHUHM, 0 J0/1aBajio Tornorpadii Micta BiA4yTTs 0COOIHUBOTO
KYJBTYPHO-TEKCTYPHOT'O IIPOCTOPY.

VY 1930-1940-x pp. MUCTELIbKE PO3MAITTS IMiBACHHOTO perioHy YKpaiHu 3MylieHe Oyyno aJanTyBaTHCS
IiJ] CTAHJIApTH colipealtizMy. Bci nmornepe/Hi Jo0CArHeHHS, TPaIuIlil aBaHrap/ly Ta CBOOOI0I00CTBa OyIIn 3Hi-
BEJILOBAHI, Y Xy[AO)KHBOMY JKHTTI Kparo 3aliaHyBaB BUMYIICHUH KOHPOPMI3M. «JIiBi» MUTII i KOJEKIIOHEPH,
IOB’s13aHi 13 TpaAHIIisIMU €BpoIielicbkoi OfecH, 3aIuIIaoTh paasiHi30BaHe MIicTO: Bl Tk mkae B. [3meOchkuid,
KU Ha co0l BiAUYB YCIO palicTh OUTBIITOBUITLKOTO aKTHBI3MY, BHBI3 CBOIO KoyekIlito merieHar . [lepemeHn,
emirpysanu «dopmarictin» C. Onecesnu Ta C. Pazini. [ Bce x 3amummmucs Ti, oo ¥ gam Oyl HOCISIMH He-
CIIOTBOpPEHOTO cotpeanizmoM ceitorsiny: M. XKyk, T. @paepman, M. lllentoTo, ki mepepaBaIn CBOO Maiic-
TEPHICTb CTYACHTaM XyAOKHBOTO YUMUIIHIIA.

Komu B 1939 p. BinOynocs «o0’eqnanssy» 3axinHoi Ta CxigHol Ykpainu, y MUCTETBI movyayia GpopMmyBa-
TUCSl €IMHA O0pa3Ha CUCTEMa, MOBUILHO HAPOCTAJM MPOIECH iHTerpaiii gqocsraedb JliBoOepexoks ta [pa-
BOOEPEXIKS, SIKI IPU3BENN JI0 3IUTTS ¥ JIajy 3MOTY NPHPOJAHO PO3BUBATHCS INTYYHO MEPEPBAHUM paHile
IIpolecaM 3 HalliOHaJbHUM CKJIQJIHUKOM.

VY MoBOEHHUI Yac JiHiS PO3BUTKY PaJTHCHKOTO MHUCTEITBA BCe Ouble Bimasacs Bif (ampi Ta Xo-
IOYJIBHOCTI IUTATHOTO (POJIBKIOPHOTO aHTYPaXxy y 300paskeHHI HalllOHAJIBbHOT TEMAaTHKH, IPAarHy4H J10 MOLIY-
KiB CBIKO1 aHTpOMOI0Ti4HO1T 00pa3HocTi. OgHi€l0 3 TEHACHIIIH, 1110 00’ €IHANa MUCTELbKI TIOTYTH Pi3HUX peri-
oHiB YKpaiHu, cTaB «cyBopuii cTiib» 1950-x pp. Moro Mopgonoris Gepe moyarox y TBopax A. IleTpHIibKoro
«laBamiam» (1924) ra B ®@. Kpuuescbkoro B TpeTiii yactuni Tpunrtuxa «Kurrs» (1925-1927) — «I[loBepHen-
HsA». IXHS cyBOpa onTHKa, mopomkeHa Ilepiioro CBiTOBO0, MOKJIaAe Hadano BizyamsHocTi 1950—1960-x pp.,
yke 1o Jlpyriii cBiTOBIN. [HakmIe KaKydH, yIpoaoBK AECATHIITH — Mixk 1920—1960 pp. — ceMaHTHYHMIA TOTEH-
1iaj Takoi 0Opa3HOCTI JUIIAETHCSI HEBUYEPITHUM, HE3BAKAOYHM HAa TOTAJITapHI HAMAraHHs HUIIEHHS HaIlio-
ABTEHTHYHOCTI Ha 010JI0TIYHOMY PiBHI OyAb-SKUMH CIIOCOOAMH: «IICHUXYIIKaMU» 3 MOKPUMH MIPOCTHPAJIaMHU,
rapsauMu OarapesiMi HEHTPaTbHOTO OMAajCHHS, MPUMYCOBOIO «TEPAIli€lo» Ta CHEKYJALI€l0 Ha PO30IKHOCTI
MiX THM, IO JIFOIW YYJIU 3 paJiionpuiiMadiB, 1 TUM, 1110 BOHM OauuIId HAacTIpaB/i. SIKIIO po3IIIsAaTH PerpecuB-
Hi mii y 1930-x pp. mom0 MACTEIFKUX TCHACHIIIN 1 TOTYT aBaHTap[y, TO «CyBOpHil cTiiby 1950—1960-x pp.
CJIiT BBOKATH SIK HApEIITi 30yTy KOHCTPYKIIifo Mixk 1920—-1960 pp., o 306eperia aHTpOTIOIOTITHY THITOJIOTII0
monickkoro oopasy (CmupHa, 2017, c. 224).

[ToHATTSA «CcyBOpHI CTHIIB» 3alpONOHYBaB MUcTeTBO3HaBelb O. KamMeHChkHH, SIKHI cXapaKTepu3yBaB
y TaKuid crocid TBOPYICTh YrpyNOBaHHS MHUTLIB, 10 BUCTYMAJIO MiJ racioM «IIPaBAM Y MUCTELTBI» Ta «IIU-
pocTi y Biaa3epkaneHHi AicHOCTI» 1 Oyno penpeseHToBaHe Ha BucTaBLi «Bicim» (Bimitky 1961 p.). Tpeda
HATOJOCUTH, 0 came HanpuKinmi 1940-x — Ha modarky 1950-X pp. BUHHUKIIO Take SBUILE CBITOBOTO KiHeMa-
Torpady, K «iTamiCbKUil Heopeami3mM», B SkoMy y cTpiukax Pemrini, AHToHIOHI, Poccenini, BickonTi, ne
Canrica Ta IHITUX Y THHAMIYHAN CIIOCIO KapOyIOThCS Ti K CYBOPI PUCH JIFOACHKOTO OYTTS, IO W — CTATHIHO —
y TIOJIOTHAX PaJTHCHKUX XYJOXKHHKiB. BinmiHHICTE nuime B oqHoMY: Pokko Ta #ioro Opatu, moBis KaOipis,
y3arajli «MalleHbKa JIOIUHA» (K «JIHoIuHa y Ky(dalii» B €CTETHIll IICTACCITHUKIB) B ITATIICBKOMY KiHO
penpe3eHTye Te, 4YOro CiiJl HO30yTHCS, TUM YacOM Y PaIsiHCBKOMY MHUCTETBI — a00 OCIIBY€THCS K KaHPOBA
MIPUHA/IA «METOAY» CcolpealizMy, ado X € MPOAYKTOM caTHpH. HaTomicTe B yKpaiHCHKMX LIICTAECATHHKIB
(M. Baiinmrreiin, 1.-B. 3agopoxxnuii, H. MapueHKO) MOTHBH «CyBOPOTO CTHITIO» 1IKOHI3YIOTHCS 200 K BUHHUKAE
MOTHB MTpUXOBaHOi 00pa3u uu npuxoBanoi ipowii (B. bayep, M. Baitnmreiin, B. Mawmcikos, 1. YubicoB) mozmo
CYCIIBHOTO JI/Ty, SKUH CIIPHYUHIOE TaKi CTaHU.

Pa3zoM 3 TUM MaHEpi «CyBOPOTO CTHIIIO», BCyNEped JorMaraM colpeaizMy, Oynu MpUTaMaHHI O3HAKU
CTHJIICTUYHOI MMOXMYPOCTI i CTPUMAHOCTi, MOHYMEHTaJIbHICTh KOMITO3HUIIiH Ha KIITalT OararodirypHux Kap-
THUH-TIAHHO 3 XapaKTepHUM TPyOHUM Ta y3arajlbHEHHM MOJCIIOBAHHSM; KOJIOPUT BUPI3HIBCS AOMIHYBaHHSIM
CIpO-KOPHYHEBOT raMH, 3 HaTSIKOM Ha T. 3B. «JIEMOKPAaTHYHHI pociiicbkuii peanizm» XIX cT. Y HpoMy nepeBa-
JKaJI JMHAMIYHUH HEBPOTH3M 1 IPUDITYIIEHICT TOHIB. ISl «CyBOPOTO CTHIIIO» € XapaKTEPHOIO IIUPOKA JIiHis,
MOHYMEHTAJIbHA JIammiJapHicTh (HOpPMH, 3BEPHEHHS 10 IHIYCTPiaIbHOT TOSTHKH 0e3 mareTuku. Ha BinMiHy Bix
MIEPCOHAXKY COIPEATICTUYHOI KapTHHH, SIKAH YTLTIOBAB €KCTPABEPTHUN TO3UTHBI3M 1 3aKJIMKAB CYyCITIJIHCTBO
JI0 i1 B iM’4 CBITJIOTO MallOyTHBOTO, Y MHUCTEITBI «CYBOPOTO CTHIIIO» JOMiHYyBalla IITKOM iHIIIa «aHTPOIOJIO-
rist». Le repoit omicist Apyroi cBiTOBOT, IepcCOHaK MUPHOTO Yacy, pPOMaHTH30BaHUH, KAMEPHUM, T030aBIeHNI
IHAMBITyaJIbHUX PUC.

VY 1960-1970-x pp. BUHHKAIOTH JAB1 HApaJIUTMHU PO3BUTKY «CYBOPOTO CTHIIIO»: OJIHA 3 HUX CTaJla BITyKOM
Ha Tpariuysi noxii Biitnu (B. 3agopoxunii, H. Mapuenko), iHma Tsoxina qo tpaauniid 1920-x 3 ix HamioHamb-
HOIO opieHTaIiero. 3okpema, B podoti M. Baitamreiina «Jlikaem» (1960) BigayTHE 3BEpHEHHS 10 TBOPUOCTI
ooituykicra B. Cemsapa. Y moOyI0Bi KOMITO3HUIIIT MUTEIb amnelntoe 0 ikoHorpadignocti «TaemHOi Bedepi»,
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110 JIa€ IiJCTaBH BECTH MOBY IIPO BiJPOHKEHHS IEepepBaHUX TPAIUINH y TBOPUOCTI XyTOKHUKIB «CYyBOPOTO
CTHITIO» TIOBOEHHOTO Yacy, KOTPi KYJIBTHBYBaIH 0a30Bi MIHHOCTI YKPaTHCHKOT KYJIBTYPH 3 CAKpAIBHUM KOMIIO-
HeHToM. [lopsiz i3 KopIycoM KapTHH AOCTaTHHO KJIACHYHOT XyIOXKHBOT Opi€HTALi]l CIpaBKHs APaMaTHIHICTh
CBITOBIAUYTTSI, ajieKa Bijl «ypa-mapagHoro» KOHILENTY COLPEaTiCTUYHOTO MUCTEITBA, CIIOCTEPIraeThes y Ka-
MEpHOMY, apT-XaycHOMY BapiaHTi. PoOOTH, BHKOHaHI B ocoOHCTICHO-TIcuxonoriyaomy kirodi (A. Topcbka,
M. Baiinmreiin, C. [TapampkaHoB Ta iH.), CTAHOBJISATH TOM IJIACT MUCTEITBA HOHKOH(OPMI3MY, B SIKOMY caMe
YKpaiHCBbKi MUTIII SIBWJTH BOKIIMBUHA €K3WCTEHITIMHUN KOMIIOHEHT TepeXiTHol 100U 3 yciMma i 03HaKaMu: HeT-
BEPICTIO TIOIITYKY, PO3MHTICTIO i7e], HENEBHICTIO Y EPCIIEKTHBAX.

HaneBHo, TeHaeHIIiT HOHKOH(OPMI3MY Y Bi3yallbHOMY MHCTEITBI Malld CIIOPiJHEHY MPHUPOAY 1 B iH-
LOIMX Taly3sX MHCTENTBA, HANpHKIAA, y Jiteparypi, ocobnuBo 1920-x pp. (pomanu FO. SHoBchkoro Ta
B. IligmorunbHOr0), ane B TeaTpalibHii clpaBi (3a BHHATKOM Xiba mo «bepesomo») Ta kinemarorpadi
1930-1950-x pp., 1m0 (GiHaHCYBAIUCS JACPKABHUM KOILITOM 1 JKOPCTKO KOHTPOJIFOBATIUCS, PO HUX MOXKHA BE-
CTH MOBY 3 BEJIHKOIO oOepexHicTio. Lle 3ymoBieHo tum, mo HOHKOHGopMi3M 1930-1940-x pp. mepeOyBan
y dopMaTi «IIpUBATHOTO BUMIpPY», 3aJIUIIABCS SCTETHUIHNM (DEHOMEHOM, 1 CTaHEe COIiaIbHO aKTHBHUM Y Ha-
CTYIHI IECATHITITTS, KOTPi OTPUMAIIU OKPECICHHS «KJIACHYHOTO HOHKOH(POPMI3MY».

BucHoBknu

HonkoH(popMicTH MiCBKHX T'eoJIOKalliil YKpaiHu pealtizyBaju pi3Hi BepCii 3araibHOTO BEKTOPY PyXY, IO
CIIpaIibOBYBaB Ha 30€peKCHHS HAIIOHATLHOI KYJIBTYPH Ta BIIKPHUTICTH JO €BPOIEUCHKUX ITIHHOCTEH. Mare-
plamicTHYHIN paAsSHCHKil 11e00Tii KUIBChKI MUTII MPOTHCTABMIIM BHUXiJ] 32 MEXI1 pallioHaIbHOTO JOCBiTy Ta
MOIITYK BIYHUX OCHOB CBITOOY/IOBH, IIOTAEMHUX BHMipiB MUCTEIITBA.

VY XapxoBi HaOy/lM KOHBEPI€HTHOCTI MHCTEIbKI TEHIEHMLIi, 110 HACHAXKyBaJIUCS BIUIMBOM HAapOIHOTO
MHUCTELTBA, — aBaHrapi, KOHCTPYKTHBI3M 1 «HaIliOHANBHUI poMaHTH3M». Cepen XyloXKHIX CTpaTerii oaech-
KOTO pEerioOHy BUOKPEMIICHO MOJICPHICTCHKY 3 ii ONepTsIM Ha TpaaMLii IMIIPECcioHi3My i aBaHTapy. 3aralbHUM
0a3rcoM JUTst 3a3HAYCHUX BEKTOPIB Oyin: POPMOIOTIYHI KOHIICTITH 3aX1IHOEBPOIEHCHKUX CTHIIIB Ta HANPSIMIB
(Bim Gapoko 0 MOIEpHY), TE€Uil €BPOTIEHCHKOTO MOACPHI3MY (TIOCTIMIIpPEcioHi3M, (OBi3M, EKCIIPECiOHI3M),
TPAJUIIisS CHHTE3y MUCTEITB MPABOCIABHOT KYJIBTYPU Bi3aHTU3MY, IPOTOPEHECAHCY Ta YKPATHCHKOTO MPHUMi-
TuBy (1kona boidyka).
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NHANBUAYAJIUCTUYECKAS | Cmupnast Jlecst BsiuecnaBosHa,
OIITUKA TIPOTOHOHKOH®OPMM3MA | Joxmop uckyccmsosedenus,
N EE ®OPMOJIOI'NMYECKMUME | cmapuwii nayunsiii compyonux,
TPAHC®OPMAIINUA 1930-1960-x I'OJAOB | Hayuonanvnas axademus uckyceme Ypaunot,

Kues, Yxkpauna

Llens nccnenoBanms. Ha ocHOBe aHanm3a XyI0KECTBEHHBIX (DAKTOB 1 SIBICHUH BU3yaIbHON MPOAYKIIMN YKPAMHCKHX
XyaoxkHHKOB cepeuHbl XX Beka (0T 1930-x 10 1960-X IT.) Bocnpon3Be/ieHa KOMILIEKCHAsI KAPTUHA CTAHOBJICHHUS YKPanHCKOTO
XYJ10’)KECTBEHHOTO HOHKOH(OPMH3Ma B XOJI€ B3aUMOBIIHSHUI MEXly HHAUBUAYATIbHBIM U KOJUIEKTUBHBIM, MEXIY
Ppa3pelieHHbIM U Hepa3pelIeHHbIM, MEX/y CTPEMIICHHEM UCKPEHHOCTH U HEOOXOIMMOCTBIO ITOYYBCTBOBATH CE0s COIMATIBHO
peanu3oBaHHBIM. MeTononorus. B crarse Hapsay ¢ 0OIIEeHAYYHBIMH METO/IaMH1 (aHAJIN3, CHHTE3, HHIyKINUS, JeTyKIIHs,
00001IIeHIE ) HCTIONB30BAHBI KPOCCKYIIBTYPHBINH M CHCTEMHBIH aHaJIN3, 9TO JAET BOSMOXXHOCTD OXapaKTepH30BaTh TBOPUYECTBO
XyIO’KHUKOB-HOHKOH()OPMHCTOB B YKPAMHCKOH KyJIBTYpE KaK METaKYJIBTypHYIO 1 METaxXyA0)KECTBEHHYIO II€JI0CTHOCTb.
Hcnonb3yroTces Takke TpaJULUOHHBIE HCKYCCTBOBEIUECKHE METOABL: HCTOPHKO-KYIBTYPHBIN, PEKOHCTPYKTUBHO-MOJIEIbHBII,
HCTOPUKO-aTpHOYTHBHBIN, XPOHOJIOTHYECKas JIECKPHITIHS, KOTOPBIE CITIOCOOCTBYIOT PACKPHITHIO 3BOJIIOIIMU M 00pa3HON
TpaHchopMai HOHKOH(POPMHU3MA B Pa3IMYHBIX KyJIBTYPHO-UCTOPUYECKHX KOHTEeKkcTax. Hayunas HoBu3Ha. Ha ocHOBaHMK
PACKPBITHS CTICIU(DUKH 3BONIOINH, BU3YaTbHO-CTUIIICTHIECKUX M 00pa3HbIX TpaHCHOopMaIHii YKPAHHCKOTO XyA0KECTBEHHOTO
MIPOTOHOHKOH(OPMHU3MA U BBISIBIICHUS PETHOHAIBHBIX OCOOCHHOCTEH (OPMHUPOBAHISI 09arOB IPOTOHOHKOH(OpMU3MA
LenTpanpHoii, Crodonckoit, KOxHOI YkpanHs! pe/uiokeHa MozeNnb (DyHKIIMOHUPOBAHKS SBICHHS TPOTOHOHKOH(OPMHU3MA
B KOHTEKCTE YKPAMHCKOTO BH3yaJIbHOTO NCKYCCTBA M YKPAMHCKOM KyJIBbTYpHI IIEPBOM MTOJIOBUHBI X X Beka. BbIBOIBI.
BbIsiBIICHO, UTO 9CTETHUECKH HOHKOH(OPMH3M CBSI3aH C TeMH (POPMOJIOTHYECKUMH TTONCKAMHU U XYy/I0’)KECTBEHHBIMU
TEYEHHAMH B YKPAHHCKOM HCKYCCTBE, CTAHOBJIEHHE KOTOPBIX COBIANIO C IEPUOAAMH BO3POXKICHUSI HAITMOHANBHOM KYJIBTYPBI;
PacKpbITHI perernoHabHble 0COOCHHOCTH OCHOBHBIX JIOKAIMI YKPAUHCKOTO XY/I0’KECTBEHHOTO IIPOTOHOHKOH(OPMHU3MA;
OIIPEJIETICHO, YTO HOHKOH()OPMHCTHI TOPOACKUX I'€OIOKANN YKPANHUBI PEean30BaIl Pa3Hble BEPCUU OOIIETO BEKTOPa
JBIDKCHUS, KOTOPBIN cpadaThIBall HA COXpaHEHHE HALMOHAIIBHOM KYJIBTYypBl M OTKPBITOCTh K €BPOTIEHCKUM IIEHHOCTSAM.

Kniouegvie cnosa: XynoxecTBEHHBII HOHKOH(QOPMH3M; TPOTOHOHKOH()OPMH3M; CYpOBBIH CTHIIb; PEIPECHPOBAHHOE
HCKYCCTBO
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INDIVIDUALISTIC VIEW | Lesia Smyrna
OF PROTO-NONCONFIMISM AND ITS | Doctor of Art Studies,
FORMOLOGIC TRANSFORMATIONS | Senior Research Associate,
OF THE 1930s-1960s | National Academy of Arts of Ukraine,
Kyiv, Ukraine

The purpose of the study is to recreate the art trends and to discover the regional peculiarities of the art centres of
Central, South and Sloboda Ukraine (mainly Kharkiv and Odesa) through analysis of the art facts and visual masterpieces
of Ukrainian painters of the mid-twentieth century (from the 1930s to the 1960s), which shaped the context of the national
nonconformism focuses via universal, and stamped a particular set of visual style formologic focuses according to the mental
blindness themes and principles. The research methodology. In the article, there are along with general scientific methods
(analysis, synthesis, induction, deduction, generalization) cross-cultural and system analysis that allows characterising the
work of nonconformist artists in the Ukrainian culture as meta-cultural and meta-artistic integrity. Traditional art historical
methods are used as well: historical-cultural, reconstructive modelling, historical attribute, the chronological description
that contribute to the evolution and shape the transformation of nonconformism within different cultural and historical
contexts. The scientific novelty. By the evolution specifics insight, the visual style and imaginative transformations of
Ukrainian art proto-nonconformism and regional specific features findings of proto-nonconformism centre formation of
Central, South and Sloboda Ukraine, we offer the functioning model of the proto-nonconformism phenomenon within
the context of Ukrainian visual art and Ukrainian culture in the early 20th century. Conclusions. It has been revealed that
non-conformism is associated with those formologic inquiry and artistic trends in Ukrainian art, the formation of which
coincided with periods of regeneration of national culture. The current study has discovered the regional specific features of
the main locations of Ukrainian art proto-nonconformism of Central, South and Sloboda Ukraine; it is determined that the
nonconformists of this urban geolocation of Ukraine have implemented various versions of a general vector of movement
for the preservation of ethnic culture and openness to European values.

Keywords. art nonconformism; proto-nonconformism; severe style; purged art
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The purpose of the article is to analyse the modern visual digitally created artworks, to find out the particularity of
their application and to identify the relations between traditional and innovative methods in modern painting; to consider
the method of applying paint and the functional component of 3D printing in the process of paintings “production”. The
research methodology is a complex of several methods: analytical — to examine the historical literature and literature
on the art studies, theoretical and conceptual method — to characterise the terminological system of the research, and
also comparative and typological — to compare traditional technologies of painting with innovative and digital ones.
The scientific novelty of the research is to identify the features of the introduction of digital technologies in visual art.
Conclusions. It was revealed that with the help of technology of “artificial intelligence”, it becomes possible to recreate
the lost fragments of images. It was demonstrated that due to the technology of three-dimensional printing, it is possible
not only to make copies, but also to create unique artistic compositions. It was shown that thanks to the algorithmic
analysis and mathematical modelling, it is possible to establish a certain ratio of sign systems of musical and pictorial
works and, based on the identified results of algorithmic calculation, to establish a certain ratio of expressive means of art
in digital (mathematical) equivalent. Thus, due to “artificial intelligence”, it is possible to synthesize different types of art
in one work and use the methods of various branches of knowledge. Having analysed the facts of introduction of digital
technologies, algorithmic analysis of paintings and 3D printing technology, we can state the fact that algorithmic art is
only at the first stage of its development and has great prospects for the future.

Keywords: digital technologies; painting; technique; algorithmic art; generative neural network

Introduction

Technological features of artwork creation have always been a relevant topic for the scientific research,
taking into account the introduction of technical innovations in all spheres of human life, which is confirmed
by a significant number of related publications.

Foreign scientific research by A. Ruesseler (2006), P. Daum (Daum et al., 2006), R. Askott (2004),
F. Stedman, as well as domestic research by V. Zatserkovnyi and N. Karevina (2014), Ya. Prudenko (2014),
Yu. Miliutina (2011) study the issue of innovation in art. As L. Molchanova (2010) rightly points out: “the
emergence of innovations in the visual art is connected with the cultural changes in society, with the devel-
opment of industrial civilization, which, unlike traditional civilizations, focuses on continuous scientific and
technical progress, accelerates and directly affects the artist” (p. 37). The author of this article agrees with this
view and at the same time emphasizes that these interactions can be applied to all types of art.

Methods of painting techniques, the use of various colours, mixtures and laws of colour are studied in
the works of the artist Zh. Viber (1961), graphic artist L. Feinberg and art critic Yu. Grenberg (1989). The
historical aspect of painting is considered in the scientific research of E. Berger (1961).

In recent years, significant historical, cultural and theoretical works have been published, where much
attention is paid to the introduction of digital technologies in various fields of art, including painting. In par-
ticular, D. Shavlygin and A. Obmorokova (2015) and V. Shcheglov (2017) explore the relationship between
digital technologies and art. V. Shcheglov points out to a number of repeated sequences in the context of
artistic content, which the author calls algorithms, and thus the painting — an algorithmic system. The signif-
icance of the introduction of digital technologies in the socio-cultural sphere is contemplated in the works of
M. Lovejoy (2004), F. Popper (2007) and D. Galkin (2013). However, among the significant number of scien-
tific studies that address the issues of painting, there is a lack of work devoted to the study of the introduction
of modern digital technologies in the art of painting.

© Tetiana Sovhyra, 2020
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The scientific novelty of the research is that this article analyses the principles of creating of a modern
visual artwork with the help of digital technologies and also explores the uniqueness of such works for the
first time.

Purpose of the article

The purpose of the article is to analyse modern visual digitally created artworks, to find out the particu-
larity of their application and to identify the relations between traditional and innovative methods in modern
painting; to consider the method of applying paint and the functional component of 3D printing in the process
of paintings “production”.

Main research material

Painting technologies have been changed with time, trends, and the development of the technical compo-
nent of fine art. It is known that the first cave paintings were carved with stones and show images of the animal
world typical for that time (buffaloes, mammoths, rhinos, lions, etc.). The oldest image is about 40,000 years
old. At that time, the tools for creating the first drawings were stones and natural, organic pigments. An ex-
ample is the cave paintings in the Rock Shelters of Bhimbetka, India (about 9,000 years old), created with red
ochre, red and black pigments (Pic. 1).

As you know, the technology is a method of using tools (stones, pigment, brush, paint). In the historical
cross-section of art, there is a certain ratio of its technical and technological component: the more complex
is the technique (tools), the easier is the technology of its application for a person. And vice versa: using
of a simple tool requires more complex work. Example: it took primitive man a long time to carve an im-
age on a cave wall. However, now a person with a set of modern tools spends less time to create the same
drawing.

As the historical development of paintings shows, with the advent of new materials and tools (brushes,
paints, gouaches or tempera) the image application technology has been changing. Therefore, now there are
many painting techniques -tempera, gouache, pastel, ink, fresco, grattage, grisaille, glue paints, watercol-
ours, acrylics, wax painting, which names are often identical to expendable materials. Today, in the process
of painting, apart from tools and raw materials, computer equipment is used, which radically changes the
technology of making works of visual art.

Artificial intelligence is a technology that can be used to perform a number of manipulations in a certain
sequence programmed by a person. It is well known that copies of works by famous artists are created using
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artificial intelligence. The famous event was the New York auction, 2018, where a copy of Rembrandt’s “Ed-
mond de Belamy, from La Famille de Belamy” was sold for $ 432,500 (Cohn, 2018).

“New Rembrandt” (original name “The Next Rembrandt”) - a portrait-painting that reproduces the crea-
tive style of Rembrandt with exceptional accuracy, but is not a copy of the image of the famous paintings of the
master (Pic. 2). The work became possible due to the use of “artificial intelligence” technologies. Experts from
Microsoft, Delft University of Technology, the Mauritshuis Royal Picture Gallery and the Rembrandt House
Museum in Amsterdam, using Microsoft Azure computing resources and a number of specialized algorithms,
conducted a three-dimensional scan of 346 paintings of the artist and found out not only genre and stylistic
specifics, but also the artist’s typical techniques and techniques for working with oil paints. A painting, which
was created as a result of an 18-month-long study of the artist’s works with the help of 3D printing, showed
that artificial intelligence technologies could produce a unique art product that imitated the work of a famous
artist, but have its own content.

Picture 2. “The Next Rembrandt”, 2016.
Creators: ING Bank, J. Walter Thompson Amsterdam, Microsoft, TU Delft, Mauritshuis, Museum Het Rembrandthis

The example of the “New Rembrandt” shows that the mathematical analysis of the artists’ creation makes
it possible to detect certain algorithms of the artist’s (author’s) work, analyse the main components of an ar-
tistic work, and transform the sign system of art into a system of different organization — a numerical one. So,
the colour, shape, and location of the objects depicted on the canvas (a composition) are all converted into
numerical formulas and combinations. The graphic image is transformed into a digital, algorithmic one. A cer-
tain system of numbers is built, which makes it possible to use the obtained numerical combinations to group
works (of the same artist, epoch, art direction) into single systems-collections, analyse and identify similar
algorithmic chains and create new art products based on these algorithms.

The definition of “products of art” (not works of art) is used intentionally due to the fact that a work as
a result of the creativity can only be created by a person. And “artificial intelligence” technologies can produce
objects that can only claim a right to be considered artistic.

Now, with the help of “artificial intelligence” technology, you can recreate lost images and even damaged
fragments of famous paintings.

The painting of the famous Spanish artist Pablo Picasso “The Old Guitarist” was created on the canvas of
another, previously painted picture “Sitting Woman” (Pic. 3). This fact became known thanks to the radiog-
raphy during the restoration of the painting. However, it was not possible to see the distinct image, it was too
difficult to reproduce it for everyone to see. Using a neural network of artificial intelligence, which due to the
algorithmic analysis can distinguish the style of one artist from another (as with the work of P. Picasso - to dif-
ferentiate one period from another), researchers from the University College of London have created an exact
copy of the hidden picture of Picasso. The neural network is based on the technique of “neural style transfer”
by Leon Gatys (from the University of Tiibingen, Germany, 2015), according to which the machine scanning
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technique can determine the style of a picture and use it in the creation of a completely different image. Dur-
ing the study, researchers Anthony Bourached and George Cann analysed the style of another masterpiece
of Picasso’s Blue Period “La Vie” (1903) and using a 3D printer reproduced an image of a woman taking into
account the stylistic features of the artist.

If modern art products are created using algorithmic analysis, then the production process can also be
considered as an algorithmic art.

Algorithmic analysis is possible in various fields of art —
graphics, painting, architecture, music, and so on.

Researchers have been studying the synthesis of differ-
ent types of art for a long time — painting and drawing, mu-
sic and choreography, sculpture and architecture, theatre and
cinema. Artists inspired by music draw the pictures, and vice
versa, under the influence of visual art, musical, architectur-
al and screen works are created. These forms of interaction
between different types of art have been known for a long
time. However, today, it is possible to perform a comparative
analysis of several artistic works based on algorithmic calcu-
lation and establish a certain ratio of the expressive means of
art in the digital (mathematical) equivalent.

Significant within the framework of the research is the
work “Kandinsky” of Microsoft company created due to the
algorithmic analysis of Kandinsky’s paintings, the musical
work of Richard Wagner (the opera “Lohengrin”, 1916), the
atonal compositions by Arnold Schoenberg, as well as works

Picture 3. “Sitting Woman” by Pablo Picasso of modern music.

Due to the generative neural network, the algorithmic
construction of the works of the artist, music compositions by R. Wagner, A. Schoenberg have been ana-
lysed, the ratio of the image and sound has been revealed. For example, each colour shade corresponds to
a certain sound, and the combination of dots and strokes corresponds to a certain leitmotif.

Changing the melodic pattern, the image is changing accordingly. Random combinations added to the
sound sequence start making changes to the visual content. There is an internal creative improvisation in
the creation of an image. Works of modern musical directions are also subjected to comparative algorithmic
analysis and accompanied by pictorial visualization in accordance with the algorithms for creating a painting
by the artist V. Kandinsky. Thus, artificial intelligence shows us how an artist would paint a picture today if
he listened to modern music, instead of being inspired by the work of famous expressionists.

“Generative adversarial networks are constructed in the following way — two networks contest with
each other — one, based on its stock of samples, creates new images, and the second evaluates them. This
method is used to solve a variety of issues, but it is the example of art that appeared to be the most obvious.
The picture allows us not only to understand better how modern methods of artificial intelligence work, but
also to get closer to understanding of the creative process itself,” said Vladislav Shershulsky Director for
Prospective Technologies, Microsoft Russia.

The example of this project shows how due to algorithmic analysis and modelling, a certain ratio of sign
systems of musical and pictorial works is determined. A person cannot predict how the images will change
and, in the end, what the final result of the work will be.

So, we can state the fact that artificial intelligence technology creates art products that are unique in their
kind. The production of digitally created art products is an algorithmic art. Painting created by “artificial
intelligence” becomes algorithmic painting.

At the same time, we do not deny the uniqueness of human activity and artistic creativity. Moreover,
we insist on the need to develop a symbiosis between man and digital technologies in art: to combine the
capabilities of “artificial intelligence”, aesthetic sensitivity and creative activity of a man.

Conclusions

It was revealed that with the help of digital technology, which is now called “artificial intelligence”, it
becomes possible to recreate the lost fragments of images of paintings. On the example of the painting by
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P. Picasso “Sitting Woman” it is shown that now only with the help of “artificial intelligence” it is possible to
reproduce hidden fragments of the image.

It was demonstrated that due to the technology of three-dimensional printing, it is possible not only to
make copies, but also to create unique artistic compositions.

It was shown that thanks to algorithmic analysis and mathematical modelling, it is possible to establish
a certain ratio of sign systems of musical and pictorial works and, based on the identified results of algorithmic
calculation, to establish a certain ratio of expressive means of art in digital (mathematical) equivalent. Thus,
due to “artificial intelligence”, it is possible to synthesize different types of art in one work and use the methods
of various branches of knowledge.

Having analysed the facts of introduction of digital technologies, algorithmic analysis of paintings and 3D
printing technology, we can state the fact that algorithmic art is only at the first stage of its development and
has great prospects for the future.

References

Askott, R. (2004). Interaktivnoe iskusstvo: na poroge postbiologicheskoi kultury [Interactive Art: On the Threshold
of Post-Biological Culture]. In D. Bulatov (Ed.), Biomediale: Sovremennoe obshchestvo i genomnaia kultura
[Biomediale: Contemporary Society and Genomic Culture] (pp. 200-214). Yantarnyi skaz [in Russian].

Berger, E. (1961). Istoriia razvitiia tekhniki maslianoi zhivopisi [The history of the development of oil painting techniques].
Izdatelstvo Akademii khudozhestv SSSR [in Russian].

Bystriakova, V., Osadcha, A., & Pilhuk, O. (2017). Innovatsii ta tekhnolohii v suchasnomu mystetstvi [Innovation
and Technology in Contemporary Art]. Visnyk Lvivskoi natsionalnoi akademii mystetstv, 32, 189—199. http://doi.
org/10.5281/zenodo.1068902 [in Ukrainian].

Cohn, G. (2018, Oktober25). Al Artat Christie’s Sells for $432,500. New York Times. https://www.nytimes.com/2018/10/25/
arts/design/ai-art-sold-christies.html [in English].

Daum, P., Ribemont, F., & Prodger, Ph. (20006). Impressionist Camera: Pictorial Photography in Europe, 1888—1918.
Saint Louis Art Museum [in English].

Feinberg, L. E., & Grenberg, Tu. 1. (1989). Sekrety zhivopisi starykh masterov [Secrets of painting by old masters].
Izobrazitelnoe iskusstvo [in Russian].

Galkin, D. V. (2013). Ot vdokhnoveniia mashinami k iskusstvennoi zhizni: etapy razvitiia tekhnologicheskogo iskusstva
[From machine inspiration to artificial life: stages in the development of technological art]. Vestnik Tomskogo
gosudarstvennogo universiteta. Kulturologiia i iskusstvovedenie, 1(9), 44-51 [in Russian].

Grenberg, Yu. L. (1982). Tekhnologiia stankovoi zhivopisi. Istoriia i issledovanie [Easel painting technology. History and
research]. 1zobrazitelnoe iskusstvo [in Russian].

Lovejoy, M. (2004). Digital Currents: Art in the Electronic Age. Routledge [in English].

Miliutina, Yu. S. (2011). Dyskusiini pytannia shchodo vyznachennia poniat "innovatsiia" ta "novovvedennia" [Discussion
questions of the definition of the concepts of "innovation" and "novelty"]. The University Scientific Notes, 4,
454-462 [in Ukrainian].

Molchanova, L. A. (2010). Poniatiia "innovatciia" i "traditciia" v iskusstve [The concepts of "innovation" and "tradition"
in art]. In Snitkovskie chteniia [Snitkov readings] (pp. 37-43). Altaiskii dom pechati [in Russian].

Popper, F. (2007). From Technological to Virtual Art. MIT Press [in English].

Prudenko, Ya. (2014, December 17). Klasychni vydy mystetstva v epokhu novitnikh tekhnolohii. Zhyvopys [Classic art
in the age of the latest technology. Painting]. Art Ukraine. http.://artukraine.com.ua/a/klasichni-vidi-mistectva-v-
epokhu-novitnikh-tekhnologiy-zhivopis/#. Xo4L kAzZdg [in Ukrainian].

Ruesseler, A. (2006). The discovery of a Camera obscura in Jan Vermeer van Delft’s painting Die ‘Malkunst’. Zeitschrift
fiir Kunstgeschichte, 69 (4), 541-547 [in English].

Shavlygin, D., & Obmorokova, A. (2015). Integratciia tcifrovogo iskusstva v traditcionnuiu khudozhestvennuiu sredu
[Integration of Digital Art into Traditional Artistic Environment]. Bulletin jf the Sout Ural State University. Series:
Social Sciences and the Humanities, 15(4), 100-107 [in Russian].

Shcheglov, V. N. [shcheglov]. (2017, January 22). Zhivopis XX st.: osnovy algoritmicheskoi interpretatsii [Painting of the
twentieth century: the basics of algorithmic interpretation]. Livejournal. https://shcheglov.livejournal.com/31914.
html [in Russian].

Tsuhorka, O. P. (2015). Obrazotvorche mystetstvo i mozhlyvosti novitnikh tekhnolohii [Fine arts and the capabilities of
the latest technologies]. Culture and Contemporaneity, 2, 111-118. http://doi.org/10.28925/2078-1687/2018/4/2534
[in Ukrainian].

69



ICTOPISA TA TEOPISA MUCTEIITBA
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MuctenrsoznaBctso. Bur. 42 ¢ ISSN 2616-4183 (Online)

Viber, Zh. (1961). Zhivopis i ee sredstva [Painting and its means]. 1zdatelstvo Akademii khudozhestv SSSR [in Russian].
Zatserkovnyi, V. 1., & Karevina, N. P. (2014). Aerokosmichni doslidzhennia Zemli: istoriia rozvytku [Aerospace land:
Land development] (Vol. 1). Lohos [in Ukrainian].

The article was received by the editorial office: 27.04.2020

A®POBI TEXHOJIOT'TI B CYYACHOMY | Cosrupa Tersina Iropisna
BI3YAJIBHOMY MUCTENTBI | Kanouoam mucmeymsosnascmea, cmapwuii 6uxnaday,
Kuiscoxuti nayionanvnuil ynigepcumem
kyaemypu i mucmeyms, Kuis, Yxpaina

Merta mociimKeHHs — Ha OCHOBI aHaJi3y TBOPIB CYy9acHOTO Bi3yaJlbHOTO MHCTEIITBA, CTBOPEHHUX 3 BUKOPHUCTAHHIM
IUQPOBUX TEXHOJOTIH, 3°sICyBaTH Crelu}iKy X 3aCTOCYBaHHS Ta BUSBUTH CITIBBITHOIICHHS TPAAUIIHHOTO i IHHOBAIIIHHOTO
METO/IB B Cy4aCHOMY JKMBOITUCI; BUSICHUTH CI10Ci0 HaHeceHHs GpapOu Ta GpyHKIIOHATIBHUN cKiIaqHuK 3D-1pyKy y nporeci
«BUPOOHHMIITBA» KMBOMMCHUX MOJOTEH. MeToosoriyna 6a3za JOCIiPKeHHsI CTAHOBUTH KOMIIIEKC KIJIbKOX METOJIIB:
AQHAJIITUYHOTO — JUTS PO3IVISLY ICTOPUYHOI Ta MUCTEIITBO3HABYOI JIITEPATYPH, TEOPETHYHO-KOHIICTITYaIbHOTO METOY —
JUTISL XapaKTePUCTUKH MOHATIHHO-TEPMIHOIOTIYHOT CUCTEMH JOCIIIKEHHS, & TAKOXK MOPIBHSITEHO-TUIIOIOTIYHOTO — JIJIsT
TTOPIBHSHHS TPAIULIHHIX TEXHOJOTIH )KUBOITUCY 3 iHHOBaLliTHUME [T poBUMH. HaykoBa HOBH3HA TOCTIKSHHS TIOJIATAE
Y BHCBITJICHHI CTIeIIU(iKN 3apoBaKEHHS HH(POBUX TEXHOIOTIH y Bi3yallbHe MACTENTBO. BrucHOBKU. BusBneno, mo 3a
JIONIOMOTOI0 TEXHOJIOT1{ «INTYyYHOTO IHTEJIEKTY» MOKHA BIITBOPUTH BTpadeHi GpparMeHTH 300paxkeHb. BeranosieHo, mo
3aB/ISIKM TEXHOJIOTIT TPHBUMIPHOTO APYKY MOKJIMBE HE JIMIIC BUTOTOBJICHHS KO, a if CTBOPEHHS aBTOPCHKUX XyHAOKHIX
KOMIO3Hu1ii. BUsiBIEHO, 1110 HAa OCHOBI AITOPUTMIYHOTO aHAJI3y Ta MaTEMAaTHYHOTO MOJICITIOBAHHSI MOYKHA BCTAHOBHUTH
CIIIBBIIHOIIEHHS 3HAKOBUX CUCTEM MY3WYHHX 1 YXMBOITCHHX TBOPIB Ta Ha OCHOBI BUSIBIICHUX PE3YJIbTATIB aJITOPUTMIYHOTO
00YHCIICHHS BCTAHOBUTH TIEBHE CITiBBiIHOIICHHS BUPA3HIX 3aC00iB MUCTEITB B IM(POBOMY (MAaTEMaTHIHOMY) €KBIBAJICHTI.
Orxe, 3aBISKH «IITYYHOMY IHTEICKTY» MOXKIIMBE CHHTE3YBAaHHS PI3HUX BHIIB MUCTELITBA B OJIHOMY TBOPI Ta BUKOPHCTaHHS
METOIIB Pi3HHX Tay3eil 3HaHb. [Ipoanani3yBaBIIH (haKTH BIPOBAKECHHS IM(DPOBUX TEXHOIOTIH, aITOPUTMITHOTO aHAII3Y
YKMBOITUCHUX TOJIOTEH 1 TexHoIorii 3D-1pyKy, MOKHa KOHCTAaTyBaTH TOH (aKT, 110 alrOPUTMIYHE MUCTELTBO 3HAXOUTHCS
JIMIIE Ha MepIiil cTalii CBOro po3BUTKY Ta Ma€ 3Ha4HI IEPCIEKTUBH B MallOy THHOMY.

Kniouosi crosa: undpoBa TEXHOIOTIS; )KUBOIIKC; TEXHIKA; aJTOPUTMIYHE MUCTELTBO; FeHEpaTHBHA HelipoMepexa

HU®POBBIE TEXHOJIOI'MU | Cosrupa Tarbsina UropesHa
B COBPEMEHHOM BU3YAJIBHOM | Kanouoam uckyccmeosedenus, cmapwuii npenodasamens,
NCKYCCTBE | Kuescruii nayuonansnwiii ynusepcumem
Kynomypol u uckycems, Kuee, Yxpauna

Lenp nccnenoBaHns — Ha OCHOBE aHAJIN3a TPOU3BEICHUH COBPEMEHHOTO BHU3YaJIbHOTO HCKYCCTBA C UCTIONB30BaHUEM
I(POBBIX TEXHOIOTHIA BBIACHUTD CIIEIM(HKY HX NCHOIB30BAHMS U BBIIBUTH COOTHOIICHNE TPAIUIHOHHOTO M HHHOBAIIHOHHOTO
METOZIOB B COBPEMEHHOMW XMBOIINCH; PACCMOTPETH CIIOCO0 HAaHECEHMsSI KPACKH U (DYHKIIMOHAIBHYIO COCTABIISIONIYIO
3D-medary B mporecce «Ipou3BOICTBAY KHUBOIMCHBIX TTOJIOTEH. MeTononorndeckas 0a3a nCcie10BaHHs MPEICTaBIsET
c000¥ KOMIUIEKC HECKOJIBKMX METO/I0B: aHAJTUTHYECKOTO — JUIsS PACCMOTPEHHS NCTOPHUYECKON M HCKYCCTBOBEIUECKOM
JINTEPATYPBI, TEOPETUKO-KOHIENTYaTIbHOI0 METOAA — ISl XapaKTEPUCTUKU MOHATUHHO-TEPMHUHOIOIMUECKON CUCTEMBI
HCCJIEIOBAHUS, a TAK)KE CPABHUTEIBHO-TUIIOIOTHYECKOTO — /ISl CPAaBHEHUS TPAAUIIMOHHBIX TEXHOJIOTHH KUBOIHUCH
¢ MHHOBaIMHHUMY LU PoBbIMU. HayuHast HOBU3HA HCCIIEJOBAHMSI 3aKIJIIOUACTCS B OCBELICHHH CIIEIM(DUKN BHEIPEHUS
IU(POBBIX TEXHOIOTHII B BU3yalbHOE UCCKYCTBO. BhIBOABI. BBIABIEHO, UTO C TOMOIIBIO TEXHOIOTHH «HUCKYCCTBEHHOTO
MHTEIUIEKTa) MOXKHO BOCCTAHOBUTH yTEPSIHHBIC (hparMeHTHI H300paskeHHs. BBISICHEHO, UTO 3a CUET TEXHOIOTHH TPEXMEPHOM
re4aTy BO3MOXKHO HE TOJIBKO N3rOTABIMBATh KOIIUH, a U CO3/1aBaTh aBTOPCKHE XY/10’KECTBEHHbIE KOMIIO3UINH. BoIsiBIEHO,
YTO 3a CYET aITOPUTMUYECKOTO aHATIM3a U MaTEMAaTHYeCKOr0 MOZIETIMPOBAHUS MOXKHO YCTAHOBUTh COOTHOLIEHUE 3HAKOBBIX
CHCTEM MY3bIKAJbHBIX U KUBOMHUCHBIX IPOM3BEICHUH U HA OCHOBE MOTYYEHHBIX PE3YIbTaTOB AJITOPUTMUYECKOTO BHIUMCIICHUS
BBISICHEHO OIPEJIeJICHHOE COOTHOIICHNE CPEICTB BBIPA3UTEILHOCTH HCKYCCTB B IU(PPOBOM (MareMaTHIeCKOM ) SKBHBAJICHTE.
Takum 00pa3oM, 3a CUET «UCKYCCTBEHHOTO MHTEIUIEKTa» BO3MOKHO CHHTE3MPOBAHUE PA3HBIX BUIOB HCKYCCTBA B OJHOM
TIPOM3BEICHNH M UCTIONB30BAaHIE METOJOB Pa3HBIX obnacTelt 3HaHui. [Ipoanann3npoBas (GpakTel BHEAPEHUS IU(PPOBHIX
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TEXHOJIOTHH, aITOPUTMHYECKOTO aHAIN3a YKUBOTIMCHBIX ITOJIOTEH W TEXHOIOTHH 3D-1edaTn, MO)KHO KOHCTaTHPOBAaTh TOT
(hakT, 9TO AITOPUTMUYIECKOE UCKYCCTBO HAXOAUTCS JIUIIb HA TIEPBOI CTaIUH CBOCTO Pa3BUTHUS U NMEET 3HAYUTEITHHBIC
MIEPCIICKTUBHI B OYIyIIIeM.

Kurouesvie cnosa: nmdpoBas TEXHOJOTHS, >KUBOIHKCH; TEXHUKA, AJITOPUTMHUYCCKOE HCKYCCTBO, TCHCpATHBHAS
HeWpoceTh
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The purpose of the article is to examine the domestic architecture of England in the period of 1485-1625, which is
usually associated with the Renaissance (the reign of the Tudors, Elizabeth I and James I Stuart), to identify its artistic
features. The research methodology includes a set of methods. Thus, the hermeneutic analysis is to interpret the cultural
and symbolic characteristics of significant sites; the ontological approach is to identify the area of their existence, the
chronological method is to follow the changes within certain historical periods, the historical-cultural analysis of the period
of certain cultural traditions development, the formal stylistic method is applied to identify links with major historical
European styles, the method of art criticism is applied as a tool for describing and analysing artistic and image features.
The scientific novelty of the research is to identify the specifics of the domestic architecture of Renaissance England,
its cultural and artistic traditions. Conclusions. Domestic architecture of England in the late 15th —early 16th century is
notable for reflection of perpendicular Gothic as the roof spiriforms of the buildings; the influence of domestic traditions
of Germany, in particular, for half-timbered and thatched roofs, tiles, shingle or tile; Italian Renaissance proportions
and Mannerist effects of the Palladian style with symmetry and intricate decorative motifs of the interior, fireplaces and
furniture; the Netherlands impact, wherefrom was the fashion for separate elements of the home improvement with arras
(tapestry); Spain and Portugal influence that admire rather exotic forms of chimneys with the use of blue brick masonry.

Keywords: England; Renaissance; artistic features; domestic traditions; domestic architecture; Renaissance England;
furniture; furnishing

Introduction

Studying European architecture in the context of world architecture, not much attention is paid to the
Renaissance architecture in England as the main stylistic impulses of that time associated with Italy, which
played a key role and set the “tone” for city planning in developed countries. However, but then, the domestic
architecture of England in the late 15th — early 17th century is a separate highly cultural notion, which is not
appropriately studied in other countries and not fully introduced in the science, in particular, within curricula
for the history of fine arts, although it has its specific local art features and exceptional authentic “colouring”.

The literature of the subject that covers some issues of the development of the medieval architecture of
England is written in the English language mostly. Thus, in the context of the topic under study, the old word-
ing publications on the architecture at the turn of the 15th — 17th centuries by T. F. Hunt and J. A. Gotch (Hunt,
1841; Gotch, 1901) are of great value. So, the former author gave his attention to half-timbered buildings and
furnishing in the book Exemplars of Tudor Architecture, Adapted to Modern Habitations: with lllustrative De-
tails, Selected from Ancient Edifices; and Observations on the Furniture of the Tudor Period (Hunt, 1841). The
second author focused on the history of the specific works, which he analysed in the book Early Renaissance
architecture in England.: a historical and descriptive account of the Tudor, Elizabethan, and Jacobean periods,
1500-1625 (Gotch, 1901). The issue of the development of thatched roofs is considered separately in J. Letts’s
publication, Smoke Blackened Thatch: a Unique Source of Late Medieval Plant Remains from Southern Eng-
land (Letts, 1999). However, the mentioned authors neither summarised information on the development of
domestic half-timbered construction of the Renaissance in England nor made a comprehensive analysis of its
artistic features.

There are no special scientific publications on the traditional domestic the architecture of England in the
Ukrainian art studies. Nevertheless, some websites provide additional information on the Tudor style (Musca-
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to, 2017), the Elizabethan style (the Elizabethan style, 2018) in the architecture of England, the Jacobean style
(James I Stewart) (“Jacobean style”, 2015), English furniture (Rudchenko, 2004). The subject’s information
background is completed with some surveys on the half-timbered construction in England (Selin, n.d.) and the
history of William Shakespeare’s family (Pyshkina, 2015; babeta-liza, 2020; Brisco, 2016; SBKms, 2017),
whose house has been preserved so far from that time and is the national heritage for Great Britain.

Purpose of the article

The purpose of the article is to highlight the formation of artistic features of domestic Renaissance architecture
in England (1485-1625).

Main research material

The domestic architecture of the Tudor, Elizabeth I and James I Stuart periods is considered as a part of
the Renaissance fine arts of Europe. The cultural background of the development of the architecture of these
periods had its social and historical and geopolitical specifics. In 1607, Scotland was officially joined, that laid
the foundations for the formation of the Kingdom of Great Britain during the next century.

From the Tudor period to the end of the 15th — the middle of the 16th century, wooden or wattle and daub
houses with wooden frames have hardly remained. The half-timbered construction machinery appeared in Ger-
many in the 14th century, and in England, such houses started being built up in the 15th — early 16th centuries
only. A few of these buildings had survived by the beginning of the 21st century (Selin, n.d.).

Taking into consideration that the English honour the memory of W. Shakespeare greatly, it is namely
houses related to his family can illustrate the Tudor domestic architecture. Thus, the farm of the great poet,
playwright’s mother and actress — Mary Arden, has been preserved. It is a half-timbered building, which con-
struction is cross-shaped, and the brickwork is only used for the end walls, where fireplaces with rectangular
chimneys were installed (Fig. 1).

The living room’s furniture of this suburban (de facto rural) house consisted of a simple cupboard with
three shelves, a table with benches covered with skins (Fig. 2). The inner walls had more vertical wooden sup-
ports than the outer ones, forming a striped pattern of white daubed walls and dark constructions.

S - "H.l G~
Figure 1. The photo of the house of W. Shakespeare’s Figure 2. The photo of the house
mother Mary Arden. The Tudor period. of W. Shakespeare’s mother Mary Arden.
Source: (Brisco T.) The Tudor period. Source: (babeta-liza)

Thus, in Stratford-upon-Avon, there are examples of early half-timbered Tudor urban development.
It is a building that also tends to the features of a perpendicular Late Gothic with two vertically oriented
volumes.

It has a traditional ground floor that is slightly narrower than the upper floors, bay windows with ledges
of the first floor with wide rectangular windows with metal crossbars and frames and a mansard “pediment”
of a spiriform like a Gothic-shaped “birdhouse”, that extends forward. The wooden frame system is made
with German precision (the first half-timbered builders in Britain were the invited Germans — freemasons
who trained local craftsmen), it looks like longitudinal stripes of dark brown colour with equal spaces on the
white facade (Fig. 3).
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As for the house where W. Shakespeare was born
in Stratford, the construction of the building on Hen-
ley Street in this city, where the great playwright’s
parents John and Mary Shakespeare moved in 1552,
everything remained as the house was arranged in
the Elizabethan period until the mid-19th century. In
particular, it is known that local materials were used
during the construction: oak timbers from the Forest
of Arden and blue-grey stone from Wilmcote. The
poet’s father was a successful businessman (glover),
merchant and executed the role of mayor of the town.
Therefore, he tried to make all possible comfortable
conditions for the family, being middle class first, and Figure 3. A domestic-style house from Stratford.
then quite a wealthy sir. The future actor lived here Source: (babeta-liza)
before marrying Anne Hathaway.

Thus, the poet’s house can be conditionally attributed to the so-called type of rent houses (his parents had
settled in it searching for a better life). It was a half-timbered building made in the domestic style like our clay-
walled hut under the thatch roof. However, the walls and roof were kept on a wooden base, the spaces of which
were insulated with a mixture of clay and soil and wooden sticks, and brick was often added to the ground
floor. From the middle of the 19th century, the local Committee of Supervision took over the trusteeship of the
building from the descendants of the family.

On the facade of this house in the centre, there is an open bore under the glass showing the masonry of that
time: the wooden branches are bedaubed with clay and soil, and possibly with animal dung, which gave
warmth to the house (Fig. 4). The windows consisting of many small windows, like a stained glass window,
held on metal mounting frames. The internal and external boarding of the Elizabethan building is made of oak,
and the roof is made of clay tiles (Fig. 5).

- o - il - — -“-- % b ““‘& . ™ b |
Figure 4. J. Shakespeare’s town half-timbered house, Figure 5. The chamber with a fireplace in

Stratford. 16th century Source: (Brisco T.) J. Shakespeare’s house, Stratford. The Elizabethan
period (the 1570s). Source: (SBKims)

The house furnishing remained of the 1570s. The beams, similar to the beams in a traditional Ukrainian
wooden hut, can be seen through the plastered wattle and daub walls. Among the typical interior decorations
of this type of house come out the typical Renaissance English wooden boards (Pyshkina, 2015; SBKms,
2017), which were used to cover the walls (Hunt, 1841) in places that are not adjoint to the wide Italian-style
fireplace where the wall could be touched. They are stylistically identical to the decoratively designed closed-
door wings of the sideboard with three open shelves and resemble coffer on the ceilings and arches of antique
buildings of Ancient Rome significantly. Taking into consideration that the last civilisation reached the English
territories, where it was consolidated in the late 1st century BC — in the middle of the 1st century AD and kept
as a separate British province until the Sth century AD, such historical sources of inspiration in the trade town
of Stratford-upon-Avon (ceremonial county of Warwickshire) look quite natural.

There was a living room with a fireplace, a large hall with an open fireplace on the ground floor of this
house, according to the design and planning system of that time, there were three bedrooms for the family
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members with wooden canopy beds and curtains, fashionable at that time, on the second floor. The Elizabethan
tapestries have also survived in the living room. A small cottage was built later.

W. Shakespeare noted in his will that he settled the “second bed” upon his wife. Since in those days in
England, the first and best bed was intended for guests, the second meant a simpler but marriage bed. This type
of furniture is preserved in Shakespeare parents’ house, in particular, the bed (the second bed, marriage bed)
with a wooden canopy and curtains of green and red stripes, a bedside table and a chest in the house of a wool
merchant J. Shakespeare. All the furniture in the house was made of oak in the Elizabethan period (the 1570s).
The furnishing is deliberately old-fashioned and even mannered (Flg 6).

It is known that at the time of marriage.
Shakespeare was only 18 years old, but he married the
woman eight years senior to him, and she had been
already pregnant. Her house was located near the fu-
ture writer parents’ house — in the countryside in the
small village of Shottery, which is now a part of Strat-
ford (now — it’s a district in North East London). This
mentioned building has survived by this day. It is
a half-timbered country house of the parents of
W. Shakespeare’s wife Anne Hathaway. The special
attention is drawn to the traditional thatch roof
and brick chimney built on the side of the house. The E/avE
interior has brickwork at fireplaces and chimneys Figure 6. Furniture and furnishing in J. Shakespeare’s
(Fig. 7). house, Stratford. The Elizabethan period (the 1570s).

Source: (virako4a)

Figure 7. The half-timbered country (rural) house of the parents of W. Shakespeare’s wife Anne Hathaway in Shottery.
Source: (babeta-liza)

As an aside, it should be noted that the thatched roofs of the English houses of the 15th-17th centuries
were overlapped. At the same time, they were cut as a hairstyle, individually for the facade of a certain house.
Sometimes one decorative short layer was fixed on top, which was cut as a parting on the hair, with different
patterns. In general, from afar, such a cover, which in English is called “thatch”, resembles a layer of thick felt.
A particularly fashionable motif was considered to be the “Dolly Bird” (apparently, it reminded the British of
something like cockerel on the apex) (Letts, 1999).

In this house, where young W. Shakespeare used to go on a date to the garden (he knew his future wife,
the farmer’s daughter, from childhood, because their parents were friends), the window sill with tiled masonry
is also interesting. The earliest part of the house was built in the early 15th century during the Tudor period.
However, all twelve rooms of the building called “Newlands Farm”, located on the plot of 36 hectares of land,
were mostly completed and furnished in the Elizabethan period.

The next stage within the domestic half-timbered Elizabethan architecture — the second half of the
16th — the first years of the 17th century — are houses with intricate “patterns” of constructions on the facades
like circles with cross intersections of the lines in the middle. A typical example is the building of a business-
man, butcher and merchant Thomas Rogers in Stratford (150 km from London), whose grandson became the
founder of Harvard University. The so-called “Harvard House” built-in 1596 has intricate “patterns” of con-
structions on the facades like circles with cross intersections of the lines in the middle (Fig. 8). One of T. Rog-

75



ICTOPISA TA TEOPISA MUCTEIITBA
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MuctenrsoznaBctso. Bur. 42 ¢ ISSN 2616-4183 (Online)

ers’ descendants supervised W. Shakespeare’s house as
there were no direct descendants of W. Shakespeare’s
line.

In Stratford, among other buildings of the family,
there is the Jacobean house built in 1613 called “Hall’s

Croft” of the eldest daughter of the poet Suzanne, T

who was married to a pharmacist, Dr John Hall. In - Wi |'
the furnishing of the building, a typical chair from the [ *‘ L t+ B .Hf )
16th—17th centuries with two ovals on the back in the | i Lin ..

style of the time is represented (a tendency to the late
Renaissance-Mannerism symmetry of Palladianism
is in the elements of the carving) and Italian faience
(Fig. 9). The interiors with wooden beams are furnished

with a wooden canopy bed, carved mannerism supports Figure 8. Thomas Roger‘s house in Stratford.
and a foot warmer on it, which was filled with coal for Source: (babeta-liza)
heating.

Tl |

Figure 9. The interior of the “Hall’s Croft” house of the poet’s eldest daughter Suzanne. The Jacobean period.
Source: (babeta-liza)

In this Jacobean house of the great poet’s daughter, the palette of half-timbering was changed (Sarkisian,
1967). Thus, the wooden frame is tinted in grey colour, it has radial, rhombic and cross patterns of construc-
tions, and the plaster of the house is in a beige tone (Fig. 10).

Figure 10. “Hall’s Croft”, the exterior and the canopy bed. The Jacobean period.
Source: (Brisco T., babeta-liza)
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In general, it is worth noting that the Jacobean furniture acquired features of the Spanish-Portuguese
fashion for the exotic countries of the Maghreb, especially Morocco. These features were observed even in
the houses of small villages. In large cities, this fashion, multiplied by whimsical tastes after the East India
Campaign of the early 17th century, led to the spread of borrowing carving of furniture, which had already
predicted the Baroque period. However, the forms and proportions of such works remained true to the ideas of
the comparable Renaissance, chosen for the symmetrically verified forms.

The examples of Jacobean furniture can be the English Mannerism oak “first” bed (for guests) with
a wooden canopy and the Brazilian wooden armchair of the first third of the 17th century (after the beginning
of the East India Campaign). The survived samples have a stylistic similarity to the furniture design in the
coastal areas of the Maghreb countries, in particular Morocco, where Spaniards reached, as well as the Portu-
guese. The latter colonised Brazil too, wherefrom the exotic wood was imported to Britain (Fig. 11).

Figure 11. English Jacobean furniture. Mannerism. Features of Palladianism. Source: (O. Rudchenko)
Conclusions

Therefore, having considered the typical domestic buildings in England of the Tudor, Elizabethan and Jac-
obean periods, it is worth noting the following arguments. The first of the designated stages was characterised
by half-timbered construction that established in the late Gothic by the roof forms and named perpendicular in
Britain. At this time, it was customary to invite German builders (mostly representatives of the fraternities of
“freemasons”, i.e. Masonry) to build houses, who were adept at crafting of wood, mostly oak, between the frame
of which the wattle and daub plastered walls were raised. As for the fireplaces and chimneys of this period, it
was customary to bed brickwork. In rural areas, such houses were often covered with a thatched roof, which was
renewed every few decades, giving it a certain shape-haircut. Outside, it was so carefully fitted, as if it had been
combed and nailed together, and looked like thick felt.

Inside of these buildings, the wooden constructions on the walls also formed a pattern of a dark frame, bor-
dering with white plaster, there were beams in the attic. The Tudor furnishing was still quite simple — primitive
cupboards with three open shelves, chests and bedside tables. The beds were made more comfortable and ele-
gant — they had wooden canopies, which were curtained sometimes. Together with Italian wide brick fireplaces,
they formed the early Renaissance “dominants” of the houses.

In the Elizabethan period (from the middle of the 16th — to the beginning of the 17th century), the furniture
in the homes of wealthy English citizens acquired Renaissance features. There appeared sideboards with open
and closed shelves; the walls were covered with wooden panels with decor similar to other furniture — like
coffer, for example. At this time, arras tapestries were hung on the walls, which could also be decorated with
portraits. The beds had additional accessories — coal foot-warmers, long narrow bedside tables, which were
installed at the foot.

At this time, the internal and external elements of the half-timbered frame acquire more whimsical forms;
except straight lines in the external ornamental pattern of wooden structures, there appear radial, rhombic, fig-
ured elements. At the same time, the stylistics of external and internal furnishing has expressive Renaissance
colouring. The patterns of window partitions become more interesting, which received rhombic shapes in this
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period. Sometimes, instead of ordinary windows, stained glass windows of the “diamond facet” and “emerald”
patterns were made at this time.

The Jacobean traditional half-timbered buildings, which were made mostly by local craftsmen, became
representative. At this time, the single cottages, both outside and inside the cities, acquired more intricate forms
of the frame. The buildings became more overloaded with details, annexes. At this time, the same Mannerism
features were seen in the carvings of the beds and other furniture, the plastically designed pattern of which took
the form of borrowings. In the houses, the utensils made of Italian faience were begun to use instead of metal
ones like tin and pottery. Mainly this occurred after the East India Campaign of the early 17th century, when
the exotics of the colonies of England, Spain and Portugal inspired carvers who embodied some narratives and
appealed to the art of the Maghreb, in particular the Moorish. However, the tendency to the harmony of the ge-
ometric proportions of inherent to Palladianism still remained in the forms, outlines of furniture and houses with
verified symmetrical shapes, that were inspired by Italian and Flemish patterns of haute couture.

In general, it should be noted that in the Middle Ages, the old-fashioned English, who used to combine
simplicity and practical convenience, environmental materials and external mannerism (prudery), partly auster-
ity and solemnity, preferred homes much like Ukrainian clay-walled hut, with “a cherry orchard by the house”.

References

babeta-liza. (2020, January 24). Tam, gde Uiliam Shekspir rodilsia i pokhoronen (Angliia, Stratford-na-Eivone) [Where
William Shakespeare was born and buried (England, Stratford-upon-Avon)]. Livelnternet. https://www.liveinternet.
ru/community/camelot_club/post465656016/ [in Russian].

Brisco, T. (2016, May 13). Mashina vremeni, perchatki na moche, govoriashchii shalash i prochie chudesa v domakh
shekspirovskogo semeistva [A time machine, gloves on urine, a talking hut and other wonders in the homes of the
Shakespeare family]. Zapiski iz Angliiskoi glubinki by Brisco Tanya. https://www.britanya.me.uk/mashina-vremeni-
perchatki-na-moche-govoryashhij-shalash-I-prochie-chudesa-v-domax-shekspirovskogo-semejstva/ [in Russian].

Elizavetinskii stil [Elizabethan style]. (2018, June 21). Architectural Idea. https://architecturalidea.com/architecture-
history/elizavetinskij-stil/ [in Russian].

Gotch, J. A. (1901). Early Renaissance architecture in England: a historical & descriptive account of the Tudor,
Elizabethan, & Jacobean periods, 1500-1625. (pp. 58-59). B. T. Batsford [in English].

Hunt, T. F. (1841). Exemplars of Tudor architecture, adapted to modern habitations: with illustrative details, selected
from ancient edifices; and observations on the furniture of the Tudor period (pp. 1-146). H. G. Bohr [in English].

lakobinskii stil ili stil lakova I. Epokha Stivartov ili angliiskii Renessans [Jacobin style or Jacob I. style. Stuart era
or the English Renaissance] (2015, September 21). Abitant. https://www.abitant.com/posts/yakobinskiy-stil-ili-stil-
yakova-i [in Russian].

Letts, J. B. (1999). Smoke Blackened Thatch: A Unique Source of Late Medieval Plant Remains from Southern England.
University of Reading and English Heritage [in English].

Muscato, C. (2017, June 7). What is a Tudor-Style House? Definition & History. Study.com.https://study.com/academy/
lesson/what-is-a-tudor-style-house-definition-history.html [in English].

Pyshkina, M. (2015, December 16). Dom-muzei Shekspira [Shakespeare House Museum]. Goroda v litcakh. https://sites.
google.com/site/gorodavlicah/2/2-2 [in Russian].

Rudchenko, O. (2004). Angliiskaia mebel: ot Elizavety do Viktorii [English furniture: from Elizabeth to Victoria].
Novosibdom. http://arx.novosibdom.ru/node/566 [in Russian].

Sarkisian, G. A. (1967). Arkhitektura Velikobritanii [UK architecture]. In V. F. Markuzon, A. G. Gabrichevskii,
A. 1. Kaplun, P. N. Maksimov, G. A. Sarkisian, & A. G. Chiniakov (Eds.), Arkhitektura Zapadnoi Evropy XV-XVI
vekov. Epokha Vozrozhdeniia [Architecture of Western Europe of the XV — XVI Centuries. The Renaissance] (Vol. 5,
pp. 434-476). Izdatelstvo literatury po stroitelstvu [in Russian].

SBKms. (2017, September 9). Shakespeare’s Birthplace “for sale” by special public auction. Sheldon Bosley Knight.
https://sheldonbosley.wordpress.com/2017/09/07/shakespeares-birthplace-for-sale-by-special-public-auction/
[in English].

Selin, A. V. (n.d.). Dobro pozhalovat! [Welcome!]. FachwerkHaus/FakhverkKhaus. FachwerkHaus. http://fwhaus.ru/ [in
Russian].

virako4a. (2011, December 5). Dom Shekspira, Stretford [Shakespeare’s House, Stretford]. Livejournal. https://virako4a.
livejournal.com/108596.html [in Russian].

The article was received by the editorial office: 29.04.2020

78



ICTOPISA TA TEOPISA MUCTEIITBA
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MuctenrsoznaBctso. Bur. 42 ¢ ISSN 2616-4183 (Online)

XVYI10KHI OCOBJIMBOCTI HAPOI[HOI [Mxonbua Osapra BomoguMupisaa
APXITEKTYPU AHIJIIL AOBMU | Joxmop mucmeymeosnascmea, npoghecop,
BIAPOJXKEHHS | Kuiscoxuii ynisepcumem imeni Bopuca I'pinuenxa,
Kuis, Yxpaina

Mera poOOTH — PO3IISIHYTH HAPOJHY apXiTekTypy AHriii 1oou 1485-1625 pp., Ky NpHIHSTO ITOB’S3yBaTH 3 €IOXO0I0
Binpomxenns (nmepiogu npasmiaas Trogopis, €nuzasetu I Ta Sxoa I Ctroapra), BUSBUTH 11 XyZ0XKHI 0COOIHUBOCTI.
MeTomomoris TOCTiPKEHHS BKITFOYA€ CYKYITHICTh METOIiB: TEPMEHEBTHYHIN BKHUTO JUTS IHTEPIIPETAIlii XyJ0)KHBO-00pa3HIX
0COONMMBOCTEH OKPEMHUX ITaM’ATOK, OHTOJIOTIYHUH — [Tl BUSIBIICHHS apeay IXHbOTro OyTTs, iCTOPUKO-XPOHOJIOTTUHUH —
y MeXax MOCIIiIOBHOTO PO3KPUTTSI €TaIliB 3MiHH IIEBHUX ICTOPUYHUX €IIOX, ICTOPUKO-KYJABTYPHHUH — Y 3B’SI3Ky 3 ICTOPUYHAMHA
peanisivu, y SIKUX PO3BHBAIIHCS TIEBHI KyJIBTYpPHI TPpaauLil, popMabHO-CTHIIICTHYHHUN — ISl BUSIBIICHHS 3B’ SI3KiB 13 BETUKUMHU
ICTOPUYHUMH €BPOICHCHKIUMH CTHIISIMH, METOJI MUCTELITBO3HABUOTO aHAII3Y — SIK IHCTPYMEHT OIHMCY W aHaIli3y Xy/JI0KHbO-
o0pa3uux ocobnmBocteil. HaykoBa HOBHM3HA JIOCIIKEHHS MOJISIrae y BUSIBICHHI CrielU(iKU HAPOIHOT apXiTeKTypu AHIIIT
no6m Binpomxenns, i KyIsTypHO-MHUCTEBKIX Tpaauiiii. BucaoBku. Hapoana apxitektypa AHTmii KiHIg XV — OYaTKy
XVII c1. BUpi3HAETHCA pedIeKCiaMu MepIeHANKYIIPHOI TOTHKH, IO BiToOpa3miIocs B TocTpux Gopmax maxis OymiBensb,
BIUTMBOM HapOTHUX Tpaauiii HiMequnHn, 30kpema, e paxBEepKOBi KOHCTPYKIIT Ta COJIOM STHI CTPIXH, YSPEIHIISL, TOHT
a00 IUINTKA; ITATIHCHKUX PEHECAHCHUX NPOIOPIiN | MAHBEPUCTHYHMX BIUIMBIB NaJUIAAiaHCTBA 3 TSHKIHHAM JIO CUMETPIl
1 MypyBaTHX JICKOPATHBHUX MOTHBIB y PIIICHHSX 1HTEp €piB, KaMiHiB Ta MeOJIiB; a Takok Hinepnanais — 3Biky Hiuia
MoJ1a Ha OKpeMi eJleMEeHTH o0JalTyBaHHs ocei THOy appacis (robesneHiB), it Icnanii-ITopryranii y 3aMuityBaHH1 JOCHTh
EK30TUYHUMHU (POPMaMH OPIEHTATI30BAHUX JTUMAPIB 3 BAKOPUCTAHHAM CHHBOI [IETIIN B KJIAILII.

Knrouosi cnosa: Anrmis; PeHecanc; XyqoxHI 0COOIMBOCTI; HAPOIHI TPaauIlii; HApOIHA apXiTeKTypa; AHIIIi 100u
BinpomxenHs; MeOmoBaHH; 03000ICHHS

XSU:[O)KEC'I;BEHH])IE OCOBEHHOCTM | IllIkoneHas Onbra BiaaguMupoBHa
HAPOJIHOU APXUTEKTYPBI AHIVIUU | Joxmop uckycemeosedenus, npogeccop,
SIOXU BO3POXKIAEHUSA | Kuescxuii ynueepcumem umenu Bopuca Ipunuenxo,

Kues, Yxkpauna

Llens paboThI — paccMOTPETh HAPOJHYIO APXUTEKTYPy AHIIINH 310X 1485—1625 IT., KOTOPYIO IPUHSATO CBSI3BIBATh
¢ snoxoit Bozpoxxaenus (nepuoast npasnenust Tronopos, Enuzasetst [ u SIkosa I CTroapra), BEIABUTH €€ XyHA0KECTBEHHbBIE
oco0eHHOCTH. MeTo/1010Tusl UCCIIeOBaHUS BKJIIOYAET COBOKYITHOCTh METOJOB: T€PMEHEBTUUECKHUI HCIIOIb30BaH IS
HMHTEPIPETALNHN XYI0KECTBEHHO-00pa3HBIX 0COOEHHOCTEH OTJCNBHBIX MaMATHUKOB, OHTOJIOTHYCCKUH — TSI BBISIBICHUS
apeayia UX OBITHS, HCTOPUKO-XPOHOJIOTHYECKHUN — B TIPEJieax MOCIEA0BaTEIbHOTO PACKPBITHS 3TAlOB U3MEHEHUE
OIIPENIENIEHHBIX HCTOPUUECKHX DIIOX, HCTOPHKO-KYIBTYPHBIN — B CBA3U C UCTOPUUIECKUMH PEATHUAMH, B KOTOPBIX Pa3BUBAIHCH
TE WM MHBIE KYJIBTYPHBIE TPaJULIUH, (POPMAIbHO-CTHIIMCTHUYECKUH — ISl BBISIBIICHUS CBSI3€H C KPYITHBIMH HCTOPHYECKUMHA
€BPOMNENCKUMH CTHIISIMH, METOJ] UCKYCCTBOBEIUECKOIO aHAIN3a — KaK HHCTPYMEHT OIMHUCAHUS U aHaJIU3a XyHI0KECTBEHHO-
00pa3HbIX 0coOeHHOCTElH. Hay4uHast HOBU3HA MCCIIeIOBAHMS 3aKIIIOYACTCs B BBISIBJICHUH CIICIU(UKI HAPOAHOH apXUTEKTYPhI
AnmmK snoxu Bo3poxkaeHns, ee KyabTypHO-Xy0KEeCTBEHHBIX Tpaauluii. BeiBoabsl. Hapoqnas apxurextypa AHITINHM KOHIA
XV —navana XVII B. omngaercst pediekCusiMi NepIeHANKYISIPHOI TOTHKH, YTO OTPA3UIIOCh B OCTPBIX (hOpMax KpbIII
37IaHUH, BIVSIHUEM HAPOAHBIX TPAIUIMN [ epMaHny, B 4aCTHOCTH, 3TO (haXBEPKOBBIE KOHCTPYKIIMH M COIOMEHHBIE KPBIIIIH,
Yyepenuia, FTOHT W IUINTKA, HTAJIbSHCKUX PEHECCAHCHBIX IIPOIOPLUI U MAHBEPUCTUYECKUX BO3AEHCTBUI MaJlIaIUaHCTBA
C TSATOTEHHEM K CUMMETPHH M MYJAPEHBIX JICKOPATHBHBIX MOTHBOB B PELICHUSX HHTEPHEPOB, KAMUHOB U MEOEIIH, a TaKKe
Hunepnannos, oTKyaa 1nuia Mojia Ha OT/IeNIbHbIC 2JIEMEHTBI 00yCTPOWCTBA JIoMa ToJIKa appacos (robesieHoB), u Mcnannu-
[TopTyramuu B BOCXHIIEHUH OCTATOYHO YK30THYECKHUMHU (OpPMaMU OPUEHTAIM30BAHUX JABIMOXOJIOB C HCIOJIb30BAHUEM
CHHETO KHPIHYa B KJIAJKe.

Kniouegvie cnosa: AHIIMA; peHECCAHC; XyHOKECTBEHHbIE OCOOEGHHOCTH; HApOJHBIE TPAJULUH; HAPOIHAS
apXMUTEKTypa; AHIVINY 310XU Bo3pokaeHns; MeOIMPOBKa; OTACIKA
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OCOBJIMBOCTI OPFAHI3A]_[Ij bonmapenko Auupiii IropoBuy
AKYCTUYHUX MOJAIN B EJEKTPOHHIMU | Konyepmmeiicmep kagedpu mysuunozo mucmeymea,
MY3ULI (HA ITIPUKJIAII TBOPIB | ORCID: 0000-0002-6856-991X,
A.3ATAUKEBUY, I'. NIOTONAJBCBKOI'O | e-mail:bondareandre@gmail.com,
TA 10. IEHUCEHKA) | Kuiscoxuii nayionanenuii ynisepcumem
Ky1bmypu i Mucmeyms,
eyn. €eeena Konosanvys, 36, Kuis, Ykpaina, 01133

Meta poOOTH — BUSIBUTH PI3HOTHITHI MiIXOM /IO OpraHi3allii akyCTUYHMX MOJIiil y TBOpax eeKTPOHHOI MY3UKH aBTOPIB,
AKi TIPEACTABISAIOTH Pi3HI CTIIIICTUYHI TEUil; JOBECTH, IO 3aJEKHO BiJ CTUIICTHYHUX OPIEHTUPIB KOMIO3UTOP (aBTOP
TBOPY €IEKTPOHHOI My3UKHI) MO’KE BUKOPHUCTOBYBATH aKyCTHYHI TIOJIiT Pi3HOTO XapaKTepy i Mo-pi3HOMY iX OpraHi3oByBaTH
B XYJIOXKHIO IUTICHICTh. METO/IM TOCITiPKEHHS. 3aCTOCOBAHO MUCTEL[TBO3HABIMH aHAII3 UL 3’ICYBaHHS MOXKIIMBOCTEH CIIEKTpa
3BYKY 32 JIOTIOMOTOIO CIIEeLiaIbHUX 1HCTPYMEHTIB IPOrPaMHOro 3a0e3MeUeHHs, TAKUX K OCIMIIOrpaMa i CrieKTporpaMa
(BukopucraHno mporpamue 3adesneucHus «Adobe audition 3.0»). TeopeTnyHuUit METOJ] 1aB 3MOTY OXapaKTCPU3yBaTH
aKyCTHYHI MOJIiT B TEPMiHAX 3ByKOBOTO CIIeKTpa. THITONIOTIYHUI 1 MOPIBHSUIEHUI METOIM 3aCTOCOBAHO JIJIsl 3’ ICyBaHHsI
THUIIOJOTIi Ta 0COOMUBOCTEH opraHizallii akyCTHUHUX MO Yy TBOpax Pi3HUX CTHIICTUYHUX HarpsaMmiB. HaykoBa HOBH3HA
CTaTTi BU3HAYAETHCS TUM, III0 B Hill yIIepIIe MoAaHo aHaJi3 aKyCTHYHHX MOii Ta 0coOIMBOCTe! IXHBOI OpraHi3arii B TROpax
«Algorithm754» T TToronmanscekoro Ta «The Miracle» FO. Jlenucenka. PesynpraTn aHamizy 3icTaBleHi 3 pe3ylIbTaTaMu
aHaini3y TBopy A. 3araiikeBu4 «MoTyc», JOCIIDKEHOTO aBTOPOM paHie. BUCHOBKH. 3’sCOBaHO THITIOJIOTIIO T2 OCOOIMBOCTI
opranizamnii akyCTHYHHX IOJ(iil y TBOpax Pi3HUX CTHIICTUYHUX HANpsMiB. BUsBIeHO, 1110 THIIONIOTIS aKyCTHYHUX MOAIN
y TBOpi A. 3araiikeBnY € MIUPIIOIO 3aBISKU MYJIGTU(QOHIYHUM TOHAM, @ TAKOXK PI3HUM MOEAHAHHSAM [IYMOBHX 1 TApMOHIUYHIX
CIEKTPIB, 110 IepeOyBarOTh y OUIBII CKIIaaHIM B3aemoii, Hix y TBopax I. [Toromanscbkoro Ta 0. [lenucenka. Putmivna
Opraizamnis akyCTHYHUX nofiil y TBopi 0. [leHrcenka HaltbIIBIIO0 MipOI0 BUSBIISIE KJIACHYHI IEPIOAUYHI CTPYKTYPH,
13 XapaKTepHUM JIBIITKOBHM ITOIIJIOM TpHBAIOCTEH; y TBopax I IloTomamsCchkoro puTMidHI CTPYKTYPH, X04a i MaroTh
MIePiOANIHICTD, IPOTE HE BKIAAIOTHCS B KIIACHYHI PUTMOCTPYKTYPH; Y TBOPi A. 3araifkeBH4 pUTMi4HA OpTaHi3allis He
BUSIBIISIE TIEPIOANYHUX CTPYKTYP, @ OpraHi3alliio 4acy CIIiji po3mIsiaTi HacaMIlepel sIK HeJIiHIHHY i 0araToBEKTOpHY.

Kniouosi crosa: enekTpoHHa My3HKa; aHalli3 My3UYHUX TBOPIB; aKyCTHKa; CIIEKTPAJIbHUM aHai3

Beryn

AHauti3 TBOPIB €JIEKTPOHHOT MYy3UKH IOB’I3aHUH 3 [BOMa IIpobieMamMu. 3 0ZHOro OOKY, TBOPH €IEKTPOH-
HOI MY3HUKH, SIK IPAaBUIIO, HE (PIKCYIOTHCS IXHIMU aBTOPaMH Y BUIVIAAI HOTHOTO TEKCTY, BIATAK JOCITIIHUK HE
Ma€ 3MOT'H OIIEPyBaTH aBTOPCHKUM TEKCTOM K JOKYMEHTOM, III0 B TEKCTOBIH (opMmi (ikcye nependoadeHi KoM-
MO3UTOPOM 3BYKOBI Tojiii. 3 iHIIOr0 OOKyY, caM My3WYHHI Marepiall eleKTPOHHOT MY3HKH JIAJIEKO HE 3aBXKIU
nepeadayae MOXIIMBICTh BiOOpaKeHHST a00 PEKOHCTPYKINi 3ByKOBOTO Marepiany y (popMi HOTHOTO TEKCTY
3 OISy Ha CBOIO crenu(iKy, IO 3MYIIye TOCIITHUKIB NIYKaTH HOBI METOIM aHAJ3y TBOPIB €IEKTPOHHOI
MY3HUKH, 32 MEKaMH 1X HOTHOI (hikcarii.

VY nonepenniii nmyomikauii (bonnapenko, 2015) Mu npeacTaBUIM METOX CIIEKTPAJIbHOTO aHAJi3y Ha Ma-
Tepiani TBopy A. 3araiikeBuu «Motyc». bazyrounck Ha nocmimkenHi mysuko3nasus [. Koryra (2003), skuit
YBIB y My3HKO3HABYHH OOIr MOHATTS «aKyCTHUHOT OAID» (i1 HUM PO3yMi€ThCs «Oy/Ib-sIKe aKyCTHUHE SIBUIIIE,
sKe BiZJOOpa)kaeThCsl B HAIIIM CBITOMOCTI»), MU MPOAHATI3yBajH LeH TBip 1 BUABUIN PI3HOTUITHI aKyCTHYHI
IO/1i1, 110 BUKOPHCTOBYIOTHCS aBTOPOM.

O4YeBUIHUM € Te, 0 OMH MY3WYHHU TBip HE MOXKE BMICTUTH BCe 0araTOMaHiTTs eJIeKTPOHHHX 3BYKIB,
KOTP1 BUKOPHUCTOBYIOTHCSI B MY3MYHOMY MHCTEUTBi. binblie Toro, Mu npumycTHig, mo JUis NpeACTaBHUKIB
PI3HUX CTHJIIICTUYHHUX TEUill majiTpa eIeKTPOHHHUX 3BYKIB CyTTEBO BiAPI3HATHMETHCA, Pi3HUM Oyre 1 IXHS op-
ranizaiis. lle npumnyieHHs i BUSHAYUIIO TEMY I[bOTO JOCHIKCHHS.

[TyOmikartii, IPUCBAYCHI IEKTPOHHIN MY3HIli, 371€0LIBIION0 30CePEKEHI Ha ICTOPUYHOMY i TEXHOJIOT1Y-
HOMY acliekTax. 30KpeMa, cepei BOKIUBUX 3apyOiKHUX MOHOTpadiil BapTo BinMiTuTH podoTu B. KoToHCEKO-

© boumapenxo A. 1., 2020
80



MY3NUYHE MUCTENTBO
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MuctenrsoznaBctso. Bur. 42 ¢ ISSN 2616-4183 (Online)

ro (Kotonski, 2002) ta M. ITakkera (Puckette, 2007), a cepen ykpaiHChbKUX — HaBYaIbHI TociOHMKH B. Kamin-
cekoro (2000), a Takox Hamr nociOHuk (bormapenko & Illynerina, 2011). TBopuocTi yKpaiHCEKHX aBTOpIB,
SIK1 ITPaLIOBAIM B €JICKTPOHHIN My3HLi, MpUCBAYeHi nucepTauiiiHi podotu 1. Pakynooi (2008) Ta B. Uepesko
(2012).

[MuTaHHs aHai3y TBOPIB CJICKTPOHHOI MY3WKH B IUIaHI IXHBOTO 3BYKOBOI'O MaTepiajly MOpYIIyBaJd
B cBoix mociimkenusax [. Koryr (2003), H. Jangenko (2013), T. Tyuinceka (Tygurckas, 2015). 3anpomnoHo-
Bauwmii [. KoryToM MeTosm Oyii0 BUKOPHUCTAHO B HAIIIH IMOTIEPEIHINA CTATTi, IPUCBSIUCHINH TBOPY A. 3araiikeBud
«Mortyc» (bonmapenko, 2015), 1e akiieHTy€eThCs MOTpeda BUBYCHHS aKyCTHYHHUX MOAIH Y TBOpAxX 1HIINX KOM-
MTO3UTOPIB, 30KpEMa THX, [0 MAFOTh 1HITY CTHIIICTHYHY CIIPSIMOBAHICTb.

HayxoBa HOBH3HA. Y CTaTTi IPEeACTaBICHO aHANI3 aKyCTHYHHUX ITOJIiH Ta 0COOIMBOCTI iX OprasizaLii B TBO-
pax «Algorithm754» I'. [Tlotonanscekoro (TBopunit mceBnoniMm — Ujif” Notfound) ta «The Miracley 1O. Jlenn-
CEeHKa (TBOpUUI ICEBIOHIM — Azotti). Pedynbraru aHamizy 3icTaBlieHi 3 pe3ynbTaraMu aHami3y TBopy A. 3araii-
KeBUY «MOTyC», TOCIIIKEHOTO aBTOPOM PaHIiIIIe.

Merta crarTi

Merta ociiIKeHHS — PO3IVISIHYTH 0araToMaHITTs Ta OpraHi3amito aKkyCTHYHHX MO y TBOpaxX €JIEKTPOH-
HOT MY3UKH aBTOPIB, SIKi MPEICTABIISIFOTh Pi3HI CTHIICTHYHI TEYil; IOBECTH, 110 3aJICIKHO BiJ[ CTUIICTHYHUX
OpIEHTHUPIB KOMITO3UTOP (aBTOP TBOPY EIIEKTPOHHOT My3HWKH) MOKE BUKOPHCTOBYBATH aKyCTHYHI MOJi1 Pi3HOTO
XapakTepy # Mo-pi3HOMY OPTaHi30BYBaTH iX y XYIOXKHIO IUTICHICTb.

O0’ekTOM aHaIII3y CTAU JIBa CTHIIICTHYHO pi3HI TBopH — «Algorithm754» I. [ToTonmanbcekoro (BigoMoro
i TBopunM niceBnoriMom Ujif Notfound) Ta «The Miracle» 10O. Jlenncenka (BigoMoro mia TBOPYUM IICEB-
JIOHIMOM Azotti), Ha sIKi JOCTITHUKH J0CI HE 3BEPTaM yBary, a OT)Ke, y Lii CTaTTi BOHU BIIEpIIEC BBOASTHCS
B HayKOBUH OOIT. BiAMOBITHO 10 METH BU3HAUEHO TaKi 3aBJaHHS — MIPOAHATI3yBaTH OCIHJIOTPAMU Ta CIICK-
TPOTpaMu X TBOPIB B acIlEKTi BUSIBICHHS B HUX aKyCTHYHUX MOAiN, HOPIBHATH iX 3 OCHHUJIOrpaMaMHu Ta
CHEKTpOTpamMaMy, OTPUMAaHUMHU HaMU paHillIe BHACHIIOK aHai3y TBopy «Motyc» A. 3araiikeBud, 1 3’CyBaTH
XapakTep BiIMIHHOCTEH MiXK HIMH.

Jlns aHanmizy BUKOpUCTOBYBaTHMEMO 3BykoBHi pemaktop Adobe Audition 3.0, kotpuii qae 3mory mocii-
JUTH Pi3HI BIACTHBOCTI 3BYKY 32 JOMTOMOTOO TaKUX IHCTPYMEHTIB, SIK CTIEKTPAIbHUH, TaHOPaMHWMIA 1 (pa3oBuit
anami3. L{i iHcTpyMeHTH J0mOMaraioTh He TiJIbKH BUSBIISITH OKpEMi aKyCTHUHI MOAil, ajie i mpoaHallizyBaTH
iXHI XapaKTepUCTHKH.

Buknaa matepiaay gocaiizkeHHs

[lepen Tum, ik Ge3m0CepeTHBO MEPEUTH JI0 aHAITI3Y 3a3HAYSHUX TBOPIB, BBAXKAEMO 32 HEOOX1/THE 3pOOHUTH
MEBHI TEPMiHOJIOTYHI yTOYHEHHS.

Ockinbku B nonepenHiii podori (bongapenko, 2015) mopsaa 3 TepMiHOM «aKyCTHYHA IMOZIsH» 3aCTOCO-
BYBaJIOCh MOHSTTS «3BYKOBa MOJis», BBAYKAEMO 3a JOLLIbHE MOCTYJIOBATH, 1[0 TEPMIHU «3BYKOBa MOAIs» Ta
«aKyCTHUYHA TIOJIisD» PO3YyMIIOTHCSI HAMU CHHOHIMIYHI, ipoTe Bcii 3a [. KoryToM BKHBaTHMEMO came TepMiH
«aKyCTHUYHA MOJIi51», OCKIIBKH €TUMOJIOTIS CIIOBA «aKyCTHKa» (0KOVGTIKOGC — UyTHUH, TAKHA, IO CIPUAMAETh-
sl Ha CIIyX), Ha HAII MOTIIsA, AKHAWKpAaIe BifoOpaXkae CyTHICTh SBUIIIA.

I'. KoryT (2003) po3misiac akyCTHYHY MO0 SIK «Oy/Ib-sIKe aKyCTHYHE SIBUIIIE, K€ BiTOOPAKAETHCA B Ha-
IIi# CBIJOMOCTI 3T1IHO 3 KPUTEPISIMU LITICHOCTI, & TAKOXK BiJ[3HAYA€THCS HASBHICTIO HOBUX 3B SI3KIB 3 IHIIMMU
enementamu cucremMu» (c. 60). B mogansmomy I Koryt moBoanTh, 1m0 Taki akyCTHYHI SBHIIA BigoOpaska-
FOThCS HE TIJIbKU B HAIIIH CBIJIOMOCTI, aJie i Ha oCcIIIorpaMax ado CIeKTporpamMax BiJlIOBITHOTO MY3HYHOTO
TBOPY, & BIITAaK — MAIOTh LIJIKOM 00’ €KTUBHY NMPHUPOAY i Mia0ThCS 00’ eKTUBHOMY aHami3y. ToMy Hajail MU
BUXOJUTHMEMO 3 TOTO, IO aKyCTHYHA TTOis HE TIIBKA BiJOOpakaeThCA B CBIIOMOCTI, ajie i, Ha YoMy Haro-
JIOITYBAJIOCS B TIONIEPEHIN POOOTI, «Ma€ CTalli XapaKTePUCTHKH 1 MOKe OyTH pO3ITi3HaHA K OKpeMHI 00’ €KT
1iTicHO1 3ByKOBOi TKaHUHM» (boHmapenko, 2015).

s XapaKTepUCTUKU aKyCTUYHOI MOAil BUKOPHUCTOBYBATUMEMO CHEKTpalibHI W 4acoBi XapaKTepHCTH-
Kd. SIK yxe 3a3Havanocs, Ui eJICKTPOHHOT My3UKH «KJIACHYHI» BIACTHBOCTI MY3UYHOTO 3BYKY — «BHUCOTaY,
«TeMOpY», «aMILTITY/Ia» 1 « TPHBATICTBY —JOLIBHO MPEACTABISATH 00’ €THYBAILHUM TEPMIHOM «CIIEKTP».

Po3mnouHeMo 3 MOpiBHIHHS OCHUIIOTPaM BKa3aHUX TPhOX TBOPIB.

V tBOpi «MoTtye» A. 3araiikeBud ocrmiorpama (Puc. 1) mae 3Mory BUAUITMTH HEBEIUKY ITOYATKOBY Ua-
CTHHY TBOPY, BUTPUMaHY MEPEBAXHO B THXHX 3BYYaHHSX, PO3TOPHYTY CEPEIMHY 3 HOCTIHHO 3MiHIOBAaHOIO aM-
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IUTITYAOI0, TIPHYOMY JTiIBOTO 1 TPAaBOTO KaHATIB — HE3AJIEXKHO, 1 3aKIIIOYHY YaCTHHY, 10 BUXOIUTH Ha 3ByYaHHS
MaKCUMAaJIbHOT aMILTITY/IH 1 KiJIbKa CEKYH/T Bifl 3BYKY.

Pucynok 1. Ocuunorpama TBopy A. 3araiikeBud «MoTycy»
Figure 1. Oscillogram of A. Zahaikevych’s work “Motus”

VY 1BOpi «Algorithm754» I'. [Totonmanscekoro ocrmorpama (Puc. 2) He BHABISIE 3HAUHUX THHAMIYHUAX
repenaaiB. YMOBHO MOXHA BHIUTUTH YOTHPH CEKTOPH — MEPIIHH 1 TPETiH, 3 BITHOCHO OLIBII BUCOKOIO aM-
ILTITY/IOk0, 1 APYTHIA 1 4eTBEPTUH — i3 3MEHIIICHO. B KiHIIi TBOpY Ha OCIMIIOTpaMi MOXKHA ITOOAUNTH 3aTyXaHHS
3BYyYHOCTI:

Pucynoxk 2. Ocumnorpama TBopy . I[Toromanscekoro «Algorithm754»
Figure 2. Oscillogram of H. Potopalskyi’s work “Algorithm754”

Hapewrri ociunorpama tBopy «The Miracle» (Puc. 3) cBimuuth, mo Oifplna yacTHHA TBOPY BUTpUMa-
Ha Ha MAaKCUMAaJIbHINA aMILTITY/i 32 BUHATKOM HEBEJIIMYKOTO €Mi30/ly B HOTO CepeinHi, a TAaKOXK 3aTyXaHHsS Ha

OCTaHHIX CeKyHJax.
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Pucynok 3. Ocuunorpama tBopy tO. enncenka «The Miracle»
Figure 3. Oscillogram of Yu. Denysenko’s work “The Miracle”

Pi3HuIg MK ocumiorpaMamMu Jae€ MifCTaBU 3pOOMUTH BHCHOBOK IO T€, IO TYYHICTh 3BYKY Ma€ pi3Hi
(yHK1ii y BCiX Tpbox TBopax. Tak, B A. 3araiikeBUy ArHaMIKa MIOCTa€ SIK CAMOCTIHHUH 3aci0 BUpa3HOCTI 1 Ha
PpiBHI (JOPMH IILIIOTO TBOPY, 1 HA PiBHI OKPEeMHX KOHCTPYKIIIH, pi3HI aKyCTUYHI TIOAIT XapaKTepru3yIOThCs Pi3HU-
MU aMIUTITYJHUMHU Xapakrepuctukamu. Hartomicte y 0. JleHnceHka aMInIiTy/a mocTae sk 3acid BUPa3HOCTI
JIUIIIE Ha PiBHI GOPMHU IIIJTOTO — TMHAMIKA CTa€ BU3HAYAIBHUM (DAKTOPOM, IO BiAIJISE CepeaHIO YacTHHY. Ha-

82



MY3UYHE MUCTENTBO
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MuctenrsoznaBctso. Bur. 42 ¢ ISSN 2616-4183 (Online)

TOMICTh yCEPEIUHI YaCTHH THHAMIKA 3aJIUIIAETHCS CTAJIO0, a OTXKE, HE BiIirpae caMOCTIHHOT XyI0’KHBOT POJIi.
Teip I. [loTomanbCchKOro 3 MOMISAAY POII AMHAMIKA 3aiiMae IPOMIXKHE TIOJIOKEHHs. Tak, pi3HHUIA B aMILTITY/Ii
OKpEMHX aKyCTUYHHUX MOAIN Ta OKPEMHUX YaCTHH TBOPY Ma€ Micle, ajie JOCUTh He3HayHa — B MexKax 3-6 0.

Oxpemo HaBeaeMo pparmenT ocimorpamu TBopy HO. [lenncenka B 30inbmenomy Burisiai (Puc. 4), skuit
JEMOHCTPYE YiTKY TEePIOANYHICTh aKYCTUYHUX MOJIH Pi3HOT aMILTITY/IH 1 3ByKOBHCOTHOCTI. Taka ociuorpa-
Ma CBITYMTH PO HASBHICTH PIBHOMIPHOI Mynbcaii, SKy MOKHa Oyi0 O omucaTu TPaAWIiiHAM MY3UYHUM
PO3MIpOM 1 TPUBATIOCTAMH TPATUIIIHHOTO MTOABiMtHOTO TIoMiTy. [1omiOHI CTPYKTYpH BiICYTHI Ha OCITAIOTpaMax
A. 3araiikeBnd i [. [loromanscekoro.

;

Pucynok 4. Ocimiorpama ¢parmenty tBopy 1O. Jlenncenka «The Miracle»
Figure 4. Oscillogram of fragment of Yu. Denysenko’s work “The Miracle”

Tenep HaBeAEMO KiJIbKa CEKTPOIPaM.

Ha cnekrporpami tBopy I Iloromanscekoro (Puc. 5) yBary mpuBepTaioTh HapayienbHi FOpU30HTAIbHI
JIHI{, 110 TPOXOIATH KPi3h YBECh TBIP, T4 OKPEeMi BEPTHKAIBHI JIiHii, SIKi CIIAYIOTh B HEMEPIOAUIHOMY TOPSII-
Ky. [lepmi siHii 3aCBiAYYIOTh HAABHICTH TAPMOHIYHOTO 3BYKY, BUTPUMAHOTO IIPOTATOM YChOTO TBOPY. [leTans-
HIMAH aHaTi3 TIEPeKOHYeE, MO0 IIe 3BYK «Mi» mepmroi oktaBu (329 I'm) 3 okraBHUM obOepToHOM. JlpyTi miHii,
332 YMOB JIETAJIBHIILIOTO PO3IIISINY, € KOPOTKOTPHUBAIMMH 3BYKOBHMH IMITY/IbCAMH 13 IIUPOKUM CIIEKTPOM, SIKi
3’SIBJIAIOTHCS 3 YACTOTOO MpUOIM3HO Bix 2 1o 10 pa3iB Ha cekyHIy. BOoHM yTBOPIOIOTH BHYTPILIHIO TUHAMIKY
TBOPY, BITUYTTS PyXY, IPOTE BiACYTHICTb BiTUyTHOI MEPIOAUYHOCTI HE Ja€ MiICTaB BECTH MOBY IPO BiqUyTTs
PUTMY — aHi Ha MiKPOPIiBHI, aHi Ha MaKpOPiBHi. 3a3HAYMMO, IO 1[I IMITYJIECH MOXYTb 3’ SIBIIATUCS 1 CHHXPOHHO
B 000X KaHajax, i JIMIIe B OJJHOMY 3 KaHaJiB.

Pucynok 5. Cnexrporpama tBopy I. [ToTonmanscekoro «Algorithm754», pparment
Figure 5. Spectrogram of H. Potopalskyi’s work “Algorithm754”, fragment
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HapemTi, B okpemMux emizofax 3’sBISAE€THCS TPETid PaKTypHUH IIacT — BKPAIUICHHS 3BYKOBHX CHUTHAIIIB
cunycoinnoi popmu (Puc. 6). S0 BiCTeKyBaTH YaCTOTY KOXKHOTO 3 IUX CUHYCOIAbHUX CUTHAIB, MOJKHA
MIEPECBITYUTHCH, M0 B CYKYITHOCTI BOHU YTBOPIOIOTH 3BYKOPSIL Ji-MiHOp 3 PO3LICTICHOI CEKYHIOI (3BYKH
Mi-gha-conv-ns-cii — ci-0o-pe).

Pucynok 6. Criekrporpama tBopy I [Toronanbscekoro «Algorithm754», gpparment
Figure 6. Spectrogram of H. Potopalskyi’s work “Algorithm754”, fragment

Li BKparieHHsI MalOTh OLTBIN BiMYYTHY NEPIOIMYHY CTPYKTYPY, SIKa CTBOPIOE BIIUYTTS «IUXaHHS» MY-
3UYHOT TKAHUHM 3 MEPIOIUYHICTIO MPUOIU3HO 4-5 CEeKyHJ, BCEPEAMHI SIKOro BHAUIETHCS (haza BHCXiIHOTO
PYXy 10 3ByKax (ha-MaXOpHOTO TPHU3BYKY 1 (paza HU3XIAHOTO PyXy MO 3ByKax MajOro MiHOPHOTO CENTaKOpAy
BiJ] 3BYKYy «Mi». [IpoTe puTMika X 00’€KTIB IIOpa3y BHAO3MIHIOETHCS, 1 IK TAKOTO CTAJIOT0 PUTMIYHOTO PH-
CYHKY HE CTBOPIOETBCSL.

Hapemri, me omuH miacT GpakTypH, BaXXKO YCBIIOMITIOBAaHUH Ha CIIyX, ajie oOpe MOMITHHIA Ha CIIEKTPO-
rpami, — e Hu3bkodacToTHi TOHH (20 ['111 60 I'1r), 10 M IKITFOYaOTHCS 1 BITKITIOYAIOTHCS TAKOXK 3 TIEPIOaY-
HICTIO.

Tenep posmsiHemo cnekrporpamu TBopiB 0. [lenucenka. [Tpotsarom Oi1bII0T YaCTHHU TBOPY MH Yy€EMO
PIBHOMIpHY PUTMIUHY MYJbCALiI0, II0 32C00aMU KJIIACHYHOTO HOTHOTO 3amucy Mo)kHa OyIo O 3amucary miicT-
Ha/ALsATKaMHu B po3Mipi 4/4. Ha cniekTporpami Taka mysbcallist BUDISIA€ CTPYKTYPOBAHOIO MOCIIJOBHICTIO BEp-
TUKaIBHUX JTiHIK (Puc. 7), CHEKTp SIKUX MICTHTb 1 TApMOHIYHI TOHU B CEPEHBOMY PETICTPI, 1 CYLIIbHI CIIEKTPU
Yy BHCOKHX 4acToTaX. [lomiOHi ciekTpu 3a3BUYail BiAMOBINAIOTh TIOEJHAHHIO BUCOKOYACTOTHUX TIEPKYCHBHHIX
3BYKiB (QHAJIOTH B aKyCTUYHI My3UKH — MAPTis XET-Tapliok abo meiikepa, MapakaciB) Ta TapMOHIYHOI MyITb-
caii.

—— e — e —

Pucynoxk 7. Cnexrporpama tBopy tO. lenncenka «The Miracley», ¢pparmenT
Figure 7. Spectrogram of Yu. Denysenko’s work “The Miracle”, fragment

AHati3 HU3bKOYaCTOTHOI AIISTHKH CIIEKTPa BUSIBIISIE XapaKTEPHI HU3bKOYACTOTHI 3BYKH, 1[0 TAKOXK MAIOTh
MeBHY MEPIOANYHICTh. B aKycTHUHIM My3HIli aHAJIOrOM TaKHX 3BYKIB € 3ByKH Oac-00UuKH.

Oco06nuBy yBary mpHBEPTAIOTH AlarOHAIBHI aKyCTHYHI TOAIT — ITYMOBI apKH, SIKi BHHUKAIOTh Ha CTHKAX
My3udHO1 hopmu. L1i 06’ €kTH XapaKTepHU3yIOTHCS CTATMME TOPH30HTAILHUMH JTIHISIMU — TApMOHIYHIMH TOHA-
MU — 1 CYIITBHAM CIEKTPOM, IO CKIAJIAEThCs 3 TBOX (a3 — mimiomy # 3aryxanas (Puc. 8).
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VY 1minomy X CTpyKTypa TBOPY IpECTaBlieHa 8-TAKTOBHMH OJIOKAMH, CTUKH MK SKHUMH TTEPIOANIHO 00-
PaMITIOIOThCS ITYMOBHUMH apKaMH, a 3aKIHUCHHs MIiCTSATh CHHKOITOBAHUH PUTM. BIOKH BiIPiI3HSIOTHCS TAKOXK
HasBHICTIO 200 BiJICYTHICTIO MEJIOJAMYHOI JTiHi1, 6acOBOI JiHii, aKOPJJOBHUX MOCHifoBHOCTEeH. CKIIaIHIII TTOE/-
HaHHS CTPYKTYp OUIBII XapaKTepHi Uil CEpeAnHH TBOPY, TOMI K KpasMm — npocTinti. ['apMOHiYHI CKIIaIHUKU
TYT JIOCHTB JICTKO IMiJIJIAF0ThCS KIIACHYHOMY aHaJli3y — I1’€ca HalucaHa B TOHAJIbHOCTI (ha-minop, a 8-TaKTOBI
0J10KM BUTpHMaHi a00 Ha TOHIYHIN (QyHKIii, 200 B rapMoniuHii nociinosuocti T — S — VI — VII.

Pucynok 8. Crniekrporpama tBopy 0. [lenucenka «The Miracley, ¢pparment
Figure 8. Spectrogram of Yu. Denysenko’s work “The Miracle”, fragment

Tenep nopiBHANMO MpoaHaizoBaHi HAMU KOMIO3HLI1 13 TBOpoM «Motyc» A. 3araiikeBud, sSIKuil aHaIi3Y-
BaBcs paninie (bornapenko, 2015). [Ipu poMy BiIMITHMO JIBi OCHOBHI 3aKOHOMIPHOCTI, KOTPi CTOCYIOThCS
THUIIOJIOTI] Ta opraHi3alii akycTHYHUX TMOIH y yaci.

Tumonorist akyCTHYHUX MOAIH y TBOpi A. 3araiikeBW4 MMPINA, HDXK Y PO3DISIHYTHX TBOPax 3aBISKU
MyJAbTU(OHIYHUM TOHAM, a TAKOXK PI3HUM MOEIHAHHSAM IIYMOBHUX Ta FAPMOHIYHHUX CIEKTPIB, IXHIH CKIIaj-
Hilf B3a€MOIi{; HATOMICTh THITOJIOTIS aKyCTHIHUX mofiil y TBopax I. [lotomanscekoro Ta 0. [lenucenka mae
ITiJICTaBH OOMEXKHUTHUCS BUOKPEMIICHHSIM TOPU30HTAILHUX (TAPMOHIYHUX) Ta BEPTHKAILHUX CIIEKTPIB, MTEPIIi
3 SIKUX BiAIrparoTh MEPEBaXHO PUTMIUHY QYHKIIIIO, a APYTi — IEPEBAKHO TAPMOHIYHY UM KOJIOPUCTUUHY POJIb.
VY 10. [lennceHka ropu3oHTaNbHI CIEKTPH MPUCYTHI MOCTiHHO, BOHU BCTYMAIOTh Y B3aEMOJII0, IKY MOXKHA
BUTIYMaYUTH TEPMiHAMHU TPAJULIHHOTO TaPMOHIYHOTO aHaji3y (MH BHUSBHIM TOHAJIbHICTH (a-MiHOp 1 Ha-
SIBHICTh TICBHUX rapMoHiYHUX QyHKIii). Y I [ToTonanbchkoro ropu30HTaNbHI CIIEKTPH MPHUCYTHI e300~
HO 1 JIMIIIE YAaCTKOBO MOXKYTh OyTH OIMHUCaHI METOaMH TPaIWIIHHOTO TApMOHIYHOTO aHali3y (MU OMHCYBaJIN
JIUIIIEe YTBOPEHHS 3BYKOPSIiB, IPOTE PO rapMoHiyHi (PpyHKIIIT He nutocs). Y A. 3araiikeBUd MU HE BiAMIidaIH
JKOJTHUX BEPTHKAIIBHUX CTPYKTYD, K1 IaBaIH O IMiICTAaBU BECTH MOBY TIPO JIaI0BI (DYHKIIIT.

PutmiuHa opranizanist akycTHuHUX nofiil y TBopi 1O. /leHncenka HaifO1IbIIO0 MipOIO BUSIBIISIE KJIACHYH1
MepiOJNYHI CTPYKTYPH, 13 XapakTepHUM JIBIHKOBUM IOILIOM TpuBasnocTel. Taki CTpyKTypH, BIacTUBI Hanpsi-
MaM TaHIIOBAIBHOI eJIEKTPOHIKN «TPAHCY», «XayC», KTeXHO» H 1H., 100pe BiJoOpakaloThcs Ha CIIEKTporpamax,
IO Jla€ 3MOTY 3IIHCHIOBATH 1X JeTanbHui aHani3. Y TBopax [. [Toromanbchkoro puTMivHI CTPYKTYpH, X04a
U BUSBIISIOTH MIEPIOJUIHICTD, TPOTE HE BKJIAIAIOTHCS B KJIACHIHI PUTMOCTPYKTYpH. Y TBOpi A. 3araiikeBud
pUTMIYHA OpTraHi3aiis He BUSBISIE MEPIOANIHUX CTPYKTYp, a OpraHizallito 9acy ciifi po3TIAgaTy pajlie sk
HeNiHIIHY # 0araToBEKTOPHY.

BucHoBku
CriekTpanbHUN Ta aMIUTITYIHAN aHalli3 TBOPIB €JIEKTPOHHOI MY3HUKH J1aB 3MOTY 3’SICYBaTH THIIOJIOTIIO Ta

0COOMBOCTI OpraHi3aiii akyCTHIHHUX TIOMIH y TBOpax Pi3HUX CTHIICTUIHHX HAmpsMiB. Y TBopax 0. [enu-
cenka Ta I'. [ToTonanbChKoro nepeBayKaroTh FOPU30HTAJIBHI i BEPTUKAIBHI CIICKTPH, 10 BiIPi3HSIE TX Bijl TBOPY
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A. 3araiikeBud, Jie IepeBakatoTh MyabTH()OHIYHI Ta ITyMOBi ciekTpu. Y TBopax 0. JleHncenka qoMinye Kia-
CUYHA OpraHizallis Jyacy i3 JBIHKOBUM MOALIOM TpuBajoctel, i . IloTonanbechkoro XxapakTepHi nepiognyHi
CTPYKTYPH, 5IKi, OAHAK, HE BKJIQJIAIOThCS B KJIACHYHI CXEMH, HAaTOMICTh OpraHisalisi yacy B TBOpi A. 3araiike-
BUY XapaKTEPU3Y€ETHCS HENMIHIHHICTIO Ta 6araTOBEKTOPHICTIO.

OTXe, KOXKEH 13 CTHIIICTUYHUX HANpPSIMIB €JIEKTPOHHOI MY3HKH XapaKTEPU3y€EThCs BIACHUM ITiIX0A0M JI0
TUTIOJIOTI] Ta OpraHizallii akyCTUIHUX Mofii. JloCiKeHHS TaKuX XapaKTepUCTHK 1 TXHS MOAAIBIIIA THIIOIOTI-
3ar1ist moTpedye HACTYITHUX PO3BIMIOK 13 3ATYUCHHAM 1 IMIUPIIOi 0a3H TBOPIB €IEKTPOHHOI MY3HKH, 1 IIIUPIIIOTO
Kona ii aBTOpiB.
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OCOBEHHOCTH OPTAHU3AIINHN
AKYCTHYECKHMX COBBITHI

B DJIEKTPOHHOM MY3bIKE

(HA IPUMEPE TBOPYECTBA
A.3ATAUKEBUUY, I. IOTOMAJBCKOI'O
M 10. JIEHUCEHKA)

Bonnapenko Annpeit Uropesnu

Konyepmmeiicmep xkageopbl My3biKalbHO2O UCKYCCME,
Kuesckuit nayuonanbrulil ynugepcumen

KYIbNypbl U UCKYCCMS,

Kues, Yxkpauna

Llenb paGoThI — BBISIBIICHUE PA3HOTHUITHBIX MOJXO/0B J0 OPraHU3AIMH aKyCTUYECKUX COOBITHI B POU3BEICHHUIX
UIEKTPOHHON MY3BIKU aBTOPOB, MPEJICTABIIIOIINX PAa3HbIE CTHINCTUUYECKHUE TEUEHUS; I0BECTH, YTO B 3aBUCUMOCTHU OT
CTHJINCTHYECKIX OPUEHTHPOB KOMITO3UTOP (ABTOP MPOM3BECHHS HIEKTPOHHOM MY3bIKH) MOKET HCIIOIb30BaTh AKYCTHUECKHE
COOBITHSI PA3HOTO XapaKTepa M MO-Pa3sHOMY HX OPraHH30BBIBATh B Xy/I0)KECTBEHHYIO [IETIOCTHOCTE. METOBI HCCIIEIOBAHMSI.
[IpuMeHeH HCKYCCTBOBENUECKUI aHATIN3 JJISl BBISIBIICHUS BO3MOXKHOCTEH CIEKTPa 3ByKa C MOMOIIBIO CIEIUATbHBIX
MIPOrPaMMHBIX CPEACTB, TAKMX KaK OCIMJIJIOrpaMMa U CIIEKTporpamMmma (MCIIoiIb30BaHO porpaMmmHoe obecnieuenne «Adobe
audition 3.0»). TeopeTnueckuii METOI TIO3BOJIMII OXapPAKTEPH30BaTh AKYCTHYECKHE COOBITHS B TEPMUHAX 3BYKOBOTO CIIEKTPA.
Tunonoruyecknii U CpaBHUTEIHHBII METOABI HCIIOIB30BAHbI JUISL BEISIBICHHUS TUIIOJIOTHH U 0COOGHHOCTEH OpraHu3anun
aKyCTHYECKUX COOBITHI B IPOU3BEACHHAX Pa3HBIX CTHIMCTUUCCKUX HaNpaBieHui. HayuHas HOBU3HA CTaTby ONpEEAeTCs
TEM, YTO B HEHl BIIEPBbIC MPEACTABIICH aHAIIN3 aKyCTHUECKUX COOBITHI M 0COOCHHOCTH MX OPTraHU3alUK B IPOU3BEICHUIX
«Algorithm754» I. [Toromansckoro u «The Miracle» 0. Jlenuncenko. Pe3ymsrarer aHam3a COMOCTABICHEI C pe3yIbTaTaMu
aHanu3a npousBeneHus A. 3araiikeBud «MoOTycC», HCCIEI0BAHHOTO aBTOPOM paHee. BbIBobI. BBIsSICHEHO TUIIONOTHIO
1 0COOEHHOCTH OpPraHU3alMK aKyCTHUECKUX COOBITHH B ITPOU3BEICHUSX PA3HBIX CTHIMCTHYECKHUX HalpaBlieHnd. BoisiBieno,
YTO THUTIOJIOTHS aKyCTHUECKUX COOBITHI B IPOM3BEACHUH A. 3araiikeBuY mupe 3a CU€T MyJIbTH(MOHNYHIX TOHOB, & TAKXKE
Pa3IMYHBIX COYETAHUH ITYMOBBIX U TAPMOHNYECKHX CIIEKTPOB, BRICTYHAIOIINX B O0JIee CI0KHOM B3aUMOJCHCTBUH, YeM
B mpom3BeneHmsix [. [Toromamsekoro u FO. Jleancenko. Purmudeckast opranu3anist akyCTHUECKUX COOBITHI B TIPOM3BEACHIN
0. Jlenncenko B HanOObIIEH CTENEHH MPOSIBISIET KIIACCHYECKHE TEPHOJMIECKIE CTPYKTYPBI, C XapaKTEPHBIM TBOMYHBIM
JIeTICHUEM JUTUTEIbHOCTEH; B rTpon3BeeHusx I [ToTonanbckoro putMuIecKue CTpyKTYpbI, XOTS M HIMEIOT IEPHOUMIHOCTD,
OJIHAKO HE YKJIabIBAIOTCS B KIIACCUUECKHE PUTMOCTPYKTYD; B IPOU3BEACHUU A. 3aralikeBU4 pUTMUUECKasi OpraHUu3alus He
MPOSIBIIET NEPUOANUYECKUX CTPYKTYP, @ OPTaHU3AIMIO BPEMEHH CIIEAYET PacCMaTPUBATh MPEKIE BCETo Kak HETUMHEHHYIO
U MHOTOBEKTOPHYIO.

Kntouesvie cnosa. SneKTPOHHAS My3bIKa; aHAIU3 MYy3bIKJIbHBIX TIPOU3BE/ICHNH; aKyCTHKa; CIIEKTPAJIbHBIN aHAITN3

THE PECULIARITIES | Andrii Bondarenko
OF ORGANIZATION OF ACOUSTIC | Concertmaster of the Department of Musical Arts,
EVENTS IN ELECTRONIC | Kyiv National University of Culture and Arts,

MUSIC (ON THE EXAMPLE

Kyiv, Ukraine

OF WORKS BY A. ZAHAIKEVYCH,
H. POTOPALSKYI AND YU. DENYSENKO)

The purpose of the work is to identify different types of approaches in the organization of acoustic events in electronic
music by authors representing different stylistic trends; to demonstrate that the composer (author of electronic music)
depending on stylistic guidelines can use acoustic events of a different nature and organize them into musical integrity in
different ways. Research Methodology. Art studying analysis has been applied to find out the possibilities of the spectrum
of sound using special software tools such as oscillogram and spectrogram (software “Adobe Audition 3.0” was used).
The theoretical method has made it possible to characterize acoustic events in terms of sound spectrum. Typological and
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comparative methods have been applied to find out the typology and peculiarities of organization of acoustic events in the
works of different stylistic directions. Research Novelty. This article gives an analysis of acoustic events and the peculiarities
of their organization in the works “Algorithm754” by H. Potopalskyi and “The Miracle” by Yu. Denysenko for the first time.
The results of the analysis are compared with the results of the analysis of “Motus” by A. Zahaikevych, presented earlier
by the author. Conclusions. The typology and peculiarities of the organization of acoustic events in the works of different
stylistic directions were demonstrated. The study revealed that the typology of acoustic events in A. Zahaikevych’s work is
wider due to the multiphonic tones as well as different combinations of sound and harmonic spectra that are more complex
than in the works of H. Potopalskyi and Yu. Denysenko. The rhythmic organization of acoustic events in the works of
Yu. Denysenko to the highest degree reveals classical periodic structures with characteristic binary division of durations;
though rhythmic structures of H. Potopalskyi’s works have periodicity, they do not fit into classical rhythm structures; in
A. Zahaikevych’s work, the rhythmic organization does not display periodic structures and time organization should be
primarily considered as nonlinear and multi-vector.
Keywords: electronic music; analysis of musical works; acoustics; spectral analysis
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Merta cTaTTi — NpoaHaNi3yBaTH CEMAHTHUHI acIIeKTH 1yXoBHUX KaHTaT M. C. baxa macioHHOTo THIy, BUSBHTH
1 PO3KPUTH iXHIO CMHCIIOBY TMIHOMHY Ta (inocodcrko-perniriitai incmiparii. Metomomoris JociKeHHs 0a3y€eThCs Ha
3acTOCyBaHHI (YHIAMEHTAIFHUX 3arallbHOHAYKOBUX METO/IIB Mi3HAHHS, a TAKOXK CIICiaTbHAX My3UKO3HABUMUX METOIIB,
30KpeMa aHaJIITHYHOrO y BUBUYCHHI HAYKOBOI JIITEPATypH; )KaHPOBO-CTUIILOBOTO i ICTOPUKO-KYJIBTYPOJIOT 9HOTO, SIKi
CIIPHSIOTH BCTAHOBJICHHIO 3aKOHOMIPHOCTEH PO3BUTKY Ta CHenM(iKH )KaHPy KaHTAaTH SIK IIUTICHOTO XyI0XKHBOTO 00’ €KTa;
TepMEHEBTHYHOTO METO/Y, 1110 JAOMOMIr OCSTHYTH (itocodchbKy mudnHy OaxiBchkux kaHTaT. CeMaHTUYHHUHA aHawi3
MOCTAE SIK OJIMH 13 TOJIOBHUX Ta HAMOUIBII MEPCIIEKTUBHUX METO/IB pO3MIN(PYyBaHHS CMUCIOBUX CTPYKTYP JYyXOBHHX
kaHTaT baxa macioHHoro xapaxrepy. HaykoBa HOBU3HaA HOJIATa€e B PO3KPUTTI CEMAaHTUYHUX ACHEKTIB JyXOBHUX KaHTAT
1. C. Baxa macioHHOro THITy SIK HOCIiB COTEpiONOriuHoi Teopii, 110 NPOABISIOTECS MY3HYHO-PHTOPUIHIUMH (irypamu
Ta CHMBOJIIKOIO, Y PO3IINPEHHI YSBJICHb PO CUMBOJIIKO-PUTOPUYHI IPUHIMITA MHCJICHHS KOMIIO3UTOpa. BHCHOBKH.
3aB/ISKH CEMAHTHYHOMY aHaJIi3y My3HUYHOT MOBH TyXoBHHX KaHTar I. C. Baxa BHSIBIIEHO, 110 B KAHTATaX HACIOHHOTO THITY
HaOUIBII TOBHO BioOpa3miacs 0axiBChKa IHTEPIIPETALlisl JIOTEPAHCTBA, & CAME COTEPIOIOTiYHA TEOpis, IKa PO3KpUBAE
BYEHHSI ITPO cnaciHHs. JloBeeHo, [0 KaHTaTH ITaCiOHHOTO THITY KOMITO3UTOP Oy/y€e 3a JpamMaTypriyHUM IPHHIUIIOM «BiJl
CTpakiaHHs 10 Onarojari». bax 3acTocoBye KOMIUIEKC CUMBOJIIKM MACIOHHOCTI; JUTs BIITBOPEHHS 000 1 MyK XpHcTa BiH
4acTO BUKOPUCTOBYE PUTOPUUHY (irypy passus duriusculus sk CHMBOJ CTpaXkIaHHs. 3 SICOBAHO, 10 3aHYPEHHS B CMUCIIOBY
rubuHy ayxoBHHX KauTar M. C. Baxa macioHHOro THITY Ja€ TiICTaBH [O-HOBOMY PO3KPHTH GaraTOBHMIPHICTh KOMILIEKCY
OZIBIYHUX MPOOIIEM, SIKi CIIPHSIOTH HAPOKECHHIO HOBOTO CEHCY.

Kniouosi crosa: cemanTHKa; My3UdHa CUMBOJIIKA; IPUHIIUIT MUCJIEHHS; ACIOHHICTB; CETEpPiONIOTiYHA Teopis

Beryn

V Hamr gac xyxoBHi kautatu M. C. baxa He nuime crann 3aTpeOyBaHHME B JTIOTEPAHCHKUX OOTOCTYKiH-
HSIX, ajie i MIIHO BKOPIHMJIMCSI B XOPOBil BUKOHABCHKiM mpakTwili. KoxkeH iCTOpHYHUI eTar BUBYEHHS 0a-
XIBCBHKOTO CIAJKy AEMOHCTPY€E YeProBi BIAKPUTTS, 3HAXOAUTh CMUCIIOBI MEPCIICKTUBH Ta HOBI IJIACTU 3MiCTy
My3U4YHHX TBOpiB. CyuacHe BITUM3HSIHE MUCTEIITBO3HABCTBO aKTHBHO MPArHe 3allOBHUTH MIPOTajMHY B A0CITi-
JDKEHHI Pi10copChbKO-peNiridHIX acneKTiB TBOpUOCTi baxa, sika yTBOpUIIacsi BHACIIIOK BiJOUTTS «amocTaciii-
Hoi TeHaeHil icTopii» (Menymesckuii, 2003, ¢. 7). AKTyaJbHIM 3aBJaHHSM MTOCTAIOTh TPYHTOBHI PO3BiJKU
CEMaHTHKH My3WYHOT MOBH KaHTaT baxa Ta jpkepelr Horo TyXOoBHOI 1HCIIpaIIii.

Mysnuna mosa M. C. Baxa HeomHOPa30BO cTaBaga 00’ €KTOM JIOCIIKCHHS i B 3apyOiKHOMY, i BiTUM3-
HSHOMY My3uKO3HaBCTBi. Jloci Baromoro 3amumaerhbest pyrmameHTansHa mpans A. [sefinepa (2004), me
Oyna 3xilicHeHa crpoba Breplle JOCHIINTH My3UYHYy MOBY KomnosuTopa. [Ipobiema 6axiBChbKOT CHMBONIKH
LIKaBUTh BUJATHOTO MY3UKO3HABIIA, MiaHicTa i nenarora b. SIBopcekoro (2009), sikuii Ha OCHOBI JIOCITIIKCH-
Hsl KAHTaTHO-0paTopiaibHOT TBOpUOCTi baxa cTBOpHB crcTeMy My3W4HUX cMMBOMNIB. CrinoM 3a SIBOpchKUM
MIONTyKaMH BTPadeHOTro cMuCy «JloOpe TemriepoBanoro kinaBipy» 3aitmaBcs P. bepuenko (2008). Ilopsa i3
BizoMuMH 10po6Kamu, KoTpi Hamexars . Dopkemo (2008), E. Boxku (1993), M. Jpyckiny (1976; 1982),
T. JliBanogiit (1980), BapTO BUAUIATH TIpalli Cy4aCHUX BITUM3HSHUX MY3HKO3HABIIB, IO MPUCBSIYEHI TyXOB-
HUM acriektam TBopuocti M. C. Baxa — K. Bepnennukooi (2008), H. 3a6omnorHoi (2002), C. Ceperko (2004)
Ta 1. OJHaK JOCTiIKEHHS MEePEBAKHO CKOHIICHTPOBAaHI HABKOJIO OKPEMHX MHUTAHb.

HaykoBa HOBU3HA CTATTi MOJISTAE B PO3KPUTTI CEMAHTHUYHHUX ACMEKTiB ayXoBHHX Kantar M. C. baxa maci-
OHHOTO XapaKTepy SK HOCIIB COTEPiOIOriuHOI Teopii, 10 MPOSBISIOTHCS My3HYHO-PUTOPUIHUME Qirypamu Ta
CHUMBOJIIKOIO, a TAKOXK y PO3IINPEHHI YABICHb IPO CHMBOJIIKO-PUTOPHUYHI TPUHLIIUITH MUCICHHS KOMIIO3UTOPA.

© Bbopmrynsax A. M., 2020
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Merta crarTi

Mera cTaTTi — poaHai3yBaTH CEMAHTHYHi aCIeKTH TyXoBHUX KaHTar 1. C. baxa macioHHoro Tumy, BHs-
BUTH 1 PO3KPUTH TXHIO CMUCIIOBY ITHOMHY Ta (iocoCchKo-pemiriiHi incmiparii.

Merogosiorist JOCHI/PKEHHS. Y CTaTTi BUKOPUCTaHi (yHAaMEHTabHI 3aralbHOHAyKOBI METOAM Mi3HaH-
Hf, a TaKO)K CHeIiaJibHI MY3WKO3HAaBYI METOAM: AHAJNITHYHUN TiJ 4Yac BUBUEHHS HAYKOBOI JITepaTypu;
KAHPOBO-CTUJIBOBUI Ta ICTOPUKO-KYJIBTYPOJIOTTYHUNA CIIPUSIOTh BCTAHOBJIEHHIO 3aKOHOMIPHOCTEN PO3BUTKY
Ta crenriky KaHPy KaHTATH K [MUTICHOTO XyJJOKHBOTO 00’ €KTa; TePMEHEBTHYHUI METOJI TOTIOMIT OCSTHYTH
¢inocoderky muOuHy 0axiBChKuX KaHTaT. CeMaHTHYHMN aHalli3 MOCTA€ K OAMH 13 TOJOBHHUX Ta HAMOLIbII
TIEPCTIEKTUBHUX METOMIIB PO3MHM(MPYBAHHS CMHUCIOBUX CTPYKTYp AyXOBHHX KaHTar M. Baxa macionsoro tumy.

Buxnan marepiany gociiizkeHHs

Jo xanpy kauraru . C. Bax 3BepraBcst MpOTAToM 0aratbox pokiB, mounHaoun 3 1707 p. Bararo pan-
HiX KaHTaT KOMIIO3UTOP Hamucas I ocoOnuBux noaii. Ilicns npusnadenns konueprMeicrepom y Beiimapi
B Oepesni 1715 p. bax orpumaB popydeHHs mOMicsUHO 3a0e3MeuyBaT LEPKBY MY3HKOIO, a Micis Hepei3my
B Jleiinur Horann Ce6acThaH MouaB MUCaTH KAHTATH VIS LIIOTO JITYprifiHOro poky. LIMKIM Takux TBOPiB
Bigomi sk Jahrgange, 1o HuX yBililLM i paHHi KaHTartu. bax 3anumms micis cebe ATk HUKIIIB KaHTaT (0115
TPBOXCOT TBOPIB), MPOTE Maike JBi I’ SITUX 3 HUX YTPA4EHO, JEsIKi 30eperiiucsi 4aCTKOBO, aBTOPCTBO 1HIITHX
JIOCUTH CIIipHE.

VY nmiTyprii KaHTaTa BUKOHYBANacs ICIs YUTaHHA €BaHremii i, 3a3BUYai, CIy)XKHJa IHTEpPIPETaIicio
OibmiitHOTO TekcTy. 3a cnymHuM crioctepexeHHsM H. [lenenenko (2018) «borocminkysanus («bor — monn-
Ha») — CyTHICHa O3HaKa 0apOKOBOI KapTUHH CBIiTY» (C. 95). BaxiBcbki KaHTaTH MOXKHA PO3INIAATH SIK IPYTy
TIPOTIOBi/Ib, a/Ke TIyMadeHHs €BaHIeIbChKUX unTaHb baxoMm 6yi10 myxe rmboke. Horanny CeGacThany mpu-
CBOIOBAJIM 0araro eKCTpaBaraHTHUX TUTYJIB, TAKUX K «IEPIINH BETUKUHA HiMelb micis Jlrorepay» 1«1’ saTuit
€BanrernicT». Xoya 6araro iCTOPUKIB MOTO/PKYIOTHCS 3 THUM, 110 bax OyB BipHHM 1 JJOOpe OCBIYEHHM JIIOTE-
paHWHOM, 1HII BBa)KAIOTh MEPEOUIBIICHASM MPHUITICYBAHH HOMY ITUX TTOXBajl. HiMeIbKuil macTop Ta My3u-
kxo3HaBelb B. brankenOypr (Blankenburg, 1950) BkazyBaB Ha Te, mo Ha3uBatu baxa «I1’stum €BanremicTom»
€ HeOe3MeuHO TOMMIIKOBO, OCKIJIBKH «H0T0 My3HKa CIIyKUTh €BaHredii, ajne He € HUM» (c. 366). Onnak bian-
KeHOYPI TakoX IPUXOANUTH O BUCHOBKY, 1110, HE3BKAlOUM Ha BCIO CBOIO TBOPUICTH 1 pailto, bax Hacamnepen
OyB 4WICHOM JIFOTEPAHCHKOT LIEPKBHU. 3 IHIIOr0 OOKY, 1ikaBow € Te3a Dpinpixa biyma (Blume, 1963) Ha de-
ctuBaiii baxa B uepBHi 1962 p.: «Hu mo6uB bax nepkoBHy poboty? Uu Oyia BoHa /Ui HbOTO IyXOBHOI HE00-
xigaicTio? HaBpsz. I[Ipo e Hemae ®OaHUX CBiMIeHB. bax, BepXOBHUN KaHTOP, TBOPUHH CITyTa CI0Ba OOXKOTO,
BIpHHI JTIOTEPAHMH € JIeTeHI010» (C. 218).

3 Toro yacy OyJl0 IPOBEACHO YMMAJIO AOCHIDKEHb MO3MLIN PI3HUX YUYEHHUX Ta 3pOOJICHO BUCHOBKH, 110
BCE K TaKW BUBYCHHS MY3MKH baxa HEMOXIMBO ysBUTH 0e3 3BEpHEHHS /10 HOro 3HaHb JroTepaHcTa. Came
B KaHTaTax BifmoOpasuiacs OaxiBChbKa 1HTEpIIpeTallis JroTepancTBa. 3ragaiiMo ciosa A. Lseiuepa (2004):
«Y TOpIBHSIHHI 3 KaHTaTaMH Bce iHIIE, IO CTBOpUB bax, 3maeThes He Oinblie, HiXK gAomoBHEHHs (c. 190).
3 UM BHCIIOBIIIOBAaHHSIM MOKHA HE MOTOJUTHCH, alie, 0e3IepevyHo, JyXOBHI KaHTATH — BEIMUYE3HA YacTHHA
HOro CHaJIKy.

Cam M. C. Bax He mo3HauaB CBOT yXOBHi TBOPH CJIOBOM «KAHTAaTay, BAKOPUCTOBYIOUH iHII HA3BU: «I1’€-
cay, «piu» (stuck); «miamor», «KOHIEPT», «MOTEeT». Y HOro po3yMiHHI BH3HAYEHHS JKaHpPY «KaHTaTa» aco-
LIIOBAJIOCH i3 CBITCHKMM >KaHPOM. AJie B OCHOBI KaHTAaT YacTO JICKHUTH KaHT, SIKHH CIIOYaTtKy OyB AyXOBHUM
YKaHPOM 1 O3HauaB MPOCTHH CITiB, BIACTUBUN MYy3HIIl PI3HUX XPUCTUSHCHKHX LEpKOB. [loroguMocs i3 AyMKoro
H. 3a6omorHoi (2002), 1110 kKaHTaTa B CBOili OCHOBI JIyXOBHHIA TBIp, aji¢ BOHA MOXe OyTH 1 OPTOJOKCATIBHOIO,
1 JIeIO BiJIaJICHOO BiJl IIEPKOBHOT opTo0KCii (3abomoTHas, 2002, ¢. 236).

baxiBchKi KaHTaTH MACIOHHOTO THUITY BimOOpakaroTh PEINiriiHy JOKTPHUHY, B OCHOBI SIKOi COTEPiOIOTiTHA
Teopis. lhest cTpaXxmaHHSA, cCaMOTIOKEPTBYBAHHSI Ta CIIACiHHS, IO € IIEHTPAIBHOIO B COTEPIOOTii, 3aX0ILII0E
komno3utopa. CaMme uepe3 MOAOJaHHS 3€MHUX CTPaXJaHb BifOyBae€ThCs MPOILICHHS Yepe3 MYKH, a OTXKE,
craciHHs. 3a3HauuMMO, L0 MACIOHHICTh TIIYMAuUTHCS SIK ()EHOMEH, KOTPUH MEpelHSB BIACTUBOCTI JKaHDPY
MacioHiB 1 TpaHCOPMyBaBCsl B MPUHIIMIT MUCIICHHS, CMUCIIOTBOPEHHS i Jpamaryprii. OTxe, mpoaHaiizyeMo
CEMaHTHKY JIeSIKUX JyXOBHUX KaHTAT MACIOHHOTO XapakTepy.

o nyxoBHuX TBOpiB baxa macionHoro tumy Haiexuth kantata NelS50 «Nach dir, Herr, verlanget michy
(«[lo Tebe st muHy»), CTBOpEHA B TIEPIIi POKH BEHMapCHKOTO TEepiony, BOHA € THITOBOIO I 0aXiBCHKOTO BHpa-
JKEHHS CKOpOOoTH Ta pagocTi. Bxke B Sinfonii (BcTytii) 3’ ABISETCSA «KOPCTKHIDY XPOMATHYHO HHU3XITHUH XiJT
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passus duriusculus, sKuit TpoHU3ye Maiike Bech TBip. Llel e XiJ KOMIIO3UTOp 3aCTOCOBYE IS TIEpEIaBaHHS
TPENETHOIO CTpaxy Iija yac 3BEpPHEHHS «10 TeOe 5 JMHY» B APYroMy Homepi kaHTatH. ExemeHTH o3HaueHOl
TEMH 3yCTpidaroThes 1ie B oqHOMY Xopi — Ne 4. 3akiHueHHs KaHTaTH Hamucane y Gpopmi 4akoHU Ha OCTHHAT-
Hui 6ac. Putopuuna ¢irypa passus duriusculus y BHCXiTHOMY pyci TOUEproBO MPOXOJAMTH Y BCix rosocax. Lle
PiAKICHUE MPHKIIAJ XOPOBOI YakoHH, Jie, sK Binmivae [lIBelinep (2004), Bke «BiAuyBa€eThcs pyKa Maicrpa,
skuii crBopuB Crucifixus ci-miHOpHOT Mecu» (c. 398). Ase B 3aKIIIOYHOMY XOpi OCTHHATHA TeMa IOJIAETHCS
Yy BHCXiTHOMY pyci (ToOTO HEMOB B 00epHEHH1), Ha BimMiHy Bix Crucifixus ci-MiHOPHOI MecH, IO A€ HATII0
Ha MPOCBITJICHHS Ta KUTTS.

CumBonika nacionHocTi BUKopucToByeThes 1 B Kanrari Ne 78 «Jesu, der du meine Seele» («Icyc, ayma
Mos»), HancaHiil y 1723 p. ta Buxonaniit 10 Bepecus 1724 p. B otupHaauaTy Heamto micist Tpiiui B Jlein-
uury. Ls kaHTara HaJeKUTh A0 Ipyroro 6axiBchkoro Jahrgang (piuyHMiA KOMILIEKT), y SKOMY OCHOBOIO KaHTaT
Gy/1H JTI0TepaHChKi riMEE. My3HKa KaHTaTn 6a3yeThes Ha xopaii 3 12 crpod Moranna Picta Ta Hanmcana s
X0py, CYpMH, OpPKeCTpoBOi (IeiiTH, ABOX rob0iB, ABOX CKPHUIIOK, aibTa 1 reHepai 0aca — SK Ui 3BHYANHOI
HEJTI TIe TOBOJII BeMUKHi opkecTp. CaM TeKCT Xopairy 3’ IBiseTses y 1, 3, 5, 7 yacTUHAX, BiH TiCHO TTOB’s3a-
HUH 3 €BAHI€IILCHKOIO PO3IIOBIIIO PO 3LUICHHS ASCATH IPOKAKEHUX.

[lepina yacTuHa KaHTaTH HAWOUIBII BEJIMKA 1 BaXKJIMBA, [0 THIIOBO AJISl BCIX XOpaJIbHUX KaHTAT APYroro
Jahrgang. TekcT € nepmoto ctpodoro PictoBoro xopany mpo COKYTYBaHHS JIIOACBKUX TPIXiB uepe3 CTpak-
JIaHHS Ta BOCKpeciHHsI XpHcTa. 3a3HaueHa TeMa IOMiHye B 0ararbox kaHtarax baxa. [nest «cracinss sk Tpiym-
(by» yacTo 3’BISIETHCS B YACTHHAX, OB’ 3aHUX 13 XPUCTOBIUMHU MyKaMH, BOHA TAKOK Ma€ CyTTEBE 3HAUCHHS
1 B ITEPIii 9aCTHHI KaHTaTH. Y Hilt KOMIIO3UTOP 3BEPTAETHCS 0 JKaHPY Macakalii, SKUH 9acTo 3aCTOCOBYE IS
repeaBaHHs MacioHHOTO 00pa3y. BerymHuit Xop BUTpuMaHuii y cyBopiit Mmarepi. M. Jlpyckin Bu3Havae ioro
SIK «IIEPEMOBHEHY cTpakaaHHs 4akoHy» (Apyckun, 1982, c. 224), T. JliBaHoBa — sk nmacakanito (JInBaHOBa,
1980, c. 52).

Vke B IHCTPYMEHTaJIbHOMY BCTYII MEpIIOTO XOpYy BiAYYBAETHCS KOMIUIEKC CHMBOJIKM MaciOHHOCTI.
Binpasy 3ByunTh putopnuna ¢irypa passus duriusculus (B 6aciB), sika Hajajl MOETHYETBCS 13 TEMOIO XpecTa
(asibT) B 0OepHEHHI 1 HEMTOBHUM ITpoBeAcHHIM Dies irae B conpaHo (c-b-c-a — 3 BEJIMKO CEKYH/IOI0 B OCHOBI,
SK BapiaHTHICTH d-C 1 IPOJOBKEHHS TeMHU b-g). Take cMMBOJIIYHE MOETHAHHS CBITIUTH PO CIOKYTYyBaHHS
it 6e3cMepTs uepes CTpaKJaHHS Ta MyKH. Y JIpyre peueHHs OpKecTpoBoro BcTyny bax yBoanTh BUCXiaHI ma-
Caxi, oCriByBaHHS I puTM pajsiocti — figura corta, sk CHMBOII XUTTs, Hajii, a passus duriusculus nmepeHOCHUTH
y COIpPaHo.

OcHoBy nepmoro xopy kanraru «lcyc, myma mos» ckmagae puropuuna ¢irypa passus duriusculus —
1 B HU3X1IHOMY, 1y BHCXigHOMY pyci. [{fo ¢irypy MoXHa 3HAITH HE JIMIIIEe B KAHTATaX MMAaCiOHHOTO XapakTepy,
ajne i y pi3ABSHUX, aJpKe AOpora B JIIOTEPAHCTBI IO XpECTa MPONIATaE Yepes scia, 1 BKe B Pi3ABAHINA My3HUIl
MM 3HAXOIWMO HATSAK Ha CTpakaaHHs Ta crmaciaas. Came Takoi mo3utlii mputpumysascs 0. [Terpor (1993),
BiMIYAIOUH, L0 YUCIO «8%», CHMBOJI3YIOUH CMEPTh, YACTO MOXKHA 3YCTPITH B TBOPAX, SIKi MPOCIJIABISAIOTH
Xpucta. Ha nepmuii nomisa, e Moxe 31aTucsl HeIOPESUHHUM, ajie CIIii MaTH Ha yBasi, 0 «BUPAXECHHS iael
B 11 BHYTPIIIHBOMY MPOTHPIUYi SIKpa3 i OyJ0 XapakTepHe A7l 0apOKOBOTO MUCIIECHHSI, Bi/IOMUM B CTADOBUHHUX
€CTETUYHUX TEOPisiX IMiJl HA3BOIO «KOHLIENT» (concepto). Y KOHTEKCTI HAIIOTO MpeAMeTa BiCiM He LI iHIIIe, SK
3Hak npopornra» (Ilerpos, 1993, c. 15). O1ixe, yke npu HapopKeHHI [cyca MU MaeMO HaTSIK Ha WOTO MO/allb-
Ty JOJIO: CTPaKIAHHS Ta PO3I STTS.

Crop0OoTHa TeMa B KaHTAaTi aKIEHTYEThCS, IIOBTOPIOIOUUCH 27 pasiB, a B mMoJi(hoOHIYHOMY XOpi PO3BHBa-
FOThCS il XpOMaTUYHI IHTOHAIIIi, COTIPaHO 1 BaITOPHA MPOBOMATH XOpajbHUA cantus firmus. Y neskux MicIpsix
bax OyB 3MylIeHHIl 3MIHUTH TEMY YaKOHU PUTMIYHO, MEJIOJUYHO H TOHAJIBHO, OO BOHA BiANOBiZaia Me-
noxii xopany. BinMiTiMo, Mo 4mcio mano Heabusike 3Ha4deHHs A baxa: y HpoMy Oyno 3akiazeHO 0co0-
JUBHIHA 3MICT, Maike Mariunuii. Y TBopax baxa moemnyrorses 1 midaropeiicbka, i «cakpajibHa» CHUMBOJIKA,
1 cepeIHbOBIYHA YKCIoBa MicTHKa. Hucio «27» — e cumBojiiuae uncio €aunoi Tpiini, B3ste 9 pasis, 1110
CUMBOITI3ye AOCOITIOTHY JTOCTaTHICTh, MaTepianbHUN po3yM BeecBity, Mo3ok. CuMBosIiuHE guciio 27 30epirae
CBOIO BXKJIMBICTP y Oarathox TBopax baxa (Tpets wactuna «Clavierubungy, sika mae 27 gactu, Meca b-moll
TaKOX MICTUTh 27 4acTuH). Y Ha3BaHHUX TBOpax Ta B KanTari Ne 78 uncio 27 ciig po3misaaTy siK ImiICHIICHHS
BipH Yepe3 MyKu XpHCTa, 4Yepe3 MOro OTOTOKHEHHS 3 WieHaMu Tpiiui. He nume Xpuctoc nepeHoCUTs MyKH,
a ¥ ycs HenoiibHa Tpiitiist.

bax, no0pe HaunTaHu JIIOTEPaHChKUM OOrOCIOB, BUKOPUCTAB YMCIIO 27 SIK HarajayBaHHs 1po JlroTepoBy
TEOJIOTII0, IO CTOCYEThCA BIAMOBIAHOT HEAl, amke 1 JlroTepa Bipa € HEOOXiJHOO TOPOTOI0 /10 CHACIHHS.
Y cBoiit mpomoBimi A 1i€l Hemimi Bin mumre: «Aure BiH (I1aBio) Takoxk mokasye, 3BiIKH XPUCTHSIHA OTPUMAITH
CHJTY, IO Aajia IM 3MOT'Y IPOTUCTOSTH TUIECHUM IIOXOTSM; a came 3 (akxTy, 1o BoHH oTpumanu Ceatuii Jyx
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yepes Bipy 1 3HaHHSA, M0 y HUX € MIIocTUBUH ['ocions. Tox 1XHI cepiist HATOBHUITUCS JIFOOOB 10 1 OaKaHHAM
ciyxatuch bora i ocrepiratuce rpixa» (Leahy, 1999, c. 33). Ilpunymenss npo te, mo bax BUKopucTOByE
YHCII0 27 HAaBMUCHO SIK CHMBOJI, MAKPIIUTIOETHCS TUM (DaKTOM, 110 3arajibHe YMCIIO TAKTIB y Wil yacTuHi 144.
MuoxxHUKH 1poro yucia (12x12) yacto 3°sBusitorbest B biomii (12 poxnis [3paimto, 12 anocrodmis, 12 sk uncio
LIEPKOB 3T1IHO 3 KHUTor Arnokaircucy). Otke, yncio 144 Oyiio cuMBOJIOM OOpaHMX JIFOJICH.

Jlume 21 13 144 TakTiB mepIioi YaCTHHA HE MAlOTh TEMH OCTHHATO. bax Oyaye BCIO yacTHHY B MaHepi
xopanmsHoi ¢anTasii [laxensoemsa. Tema it puTM «pagoCTi- BiIPOMKEHHI CYTPOBOIHKYIOTH CKOPOOTHHI MOTHB
MIPOTATOM ycboro xopy. [loenHaBmm /Bi MpoTHieKHI My3udHO-puTopuuHi (irypu, bax intepnperye Jlrorepa,
skl y Tpakrarti «Von der Freiheit eines Christenmenschen» 300paye aHaaorom Iy — HapeueHy, a Xpucra —
sIK HapeyeHoro. Bukopucranus baxom pagicHoi remu (figura corta) B 6acax mopsiz i3 TparivHO XpoMaTHYHOIO
niHiero (passus duriusculus) nae Ham BiqUyTTsl MPOIICHHS Y€pPe3 MYKH, IO MiJATBEP/DKYE COTEPIONIOTIUHY Te-
opito.

Motus Dies irae mponusye Bcro yacTuHy (T. 32 — es-d-es-c y TeHopa, T. 44 — fis-e-fis-d B como robos,
T. 64 — ymepine AyOIIOEThCS B CKPUIIOK 1 TEHOPIB c-b-c-a-b-g, T. 136 — moBHe npoBeneHHs — b-a-b-g-a-f-g Ta
iH.). Y TperboMy KyIuieTi (Xop moOyaoBaHHN Y KyTUIETHIHM (opMi) BiOyBaeThCS MPOCBITICHHS i CTBEp/IKECH-
Hsl CIIOJiBaHb, 3aBJISIKA BUCXIJIHUM IacakaM i MOTHBaM PaJoCTi. Y XOpOBI TOJIOCH BCE YACTIllle BILTITAIOTHCS
1HTEpBaIM KBapTH SIK CUMBOJ IPUHHATTA Boji bora, Haxii Ta BIEBHEHOCTI. 3aBEPUIYETHCS YaCTUHA MY3HYHO-
putopuyHoto (iryporo passus duriusculus y 6acoBoMy OpKeCTpOBOMY TOJIOCI, 110 TIEPEXOANUTH B OCIIBYBaHHS
Ta OKTaBHUM XiJI i3 KBAPTOBUM 3aKIHUCHHSIM. Y BEPXHHOMY I'OJIOCI 3BYUHTH TEMa XpecTa B 00EpHEHHI, 1110 CHM-
BOJTI3Y€ CIIOKYTYBaHHSI.

Kommnosurop npoBoauTh apKy BiJ BCTYIIHOTO XOPY J10 3aKJIFOYHOTO, B OPKECTPOBOMY CYIPOBO/I1 SIKOTO 4acT-
KOBO BiIpomKyeThes passus duriusculus. Y baxiBchkiil mrOOKii TEONOTiYHINM iHTepIpeTaii JOKTPUHH CIaciH-
Hs1, y nepiuiii wactuni Kantaru Ne 78 3aknagaeTbcst OCHOBa JU1sl HACTYITHUX YacTUH. BupimeHHs Beiel HeMuHy-
401 TPUBOTH JIOCATAETHCS Y (PiHANBHIHM YacThHI, e 3aBepiuaibHa cTpoda PicToBoro Xxopaiy cpusie po3yMiHHIO,
o 60poThOa i3 XpHCTOBOIO CMEPTIO BHHATOPOIDKY€EThes y «der siiBen Ewigkeit» (comoakiii BiuHOCTI).

Jlo macionHoro tuny Hanexutb paHHs Kanrara Ne 21 «Ich hatte viel Bekummernis» («f 0araro rops
TiepeTepIiBy ), Hanrcana y Betimapi B 1714 p. Kanrara ckmamaetsest 3 11 HOMeEpiB, IO pO3MOAUIIOTECS HA BI
yactuHH. llepiira qacTiHa KaHTaTH CKOHIIEHTPOBaHA Ha OTHOMY CKOpOOTHOMY 00pa3i: MaTeTHYHHIA 1HCTPYMEH-
TaJIBHUH BCTYII, CKOPOOTHHH XOp, TPariyHO-CKOPOOTHA apisi «31TXaHHs, CIIBO3W», «CIbO3JIMBA» apis TEHOpa,
3akrouHni ckopOotHuii xop. T. JliBaHoBa (1980) 3a3nauae, mo B apii TeHOpa CKOPOOTA «JUIETHCSI CTPYMKaMHU
crmiz» (JluBanosa, 1980, c. 78). YV npyriit yacTuHi BiOyBa€TbCS MPOCBITIACHHS CKOPOOTH, SIKE 3aBEPUIYETHCS
XopoM 13 (hiHambHUMU pagicHuMH 100iTsisME «Alleluja» B C-dur.

V 1714 p. repuor Binsrensm Epuect migsumye M. C. Baxa Ha mocazi: KOMIO3HTOP OEPXKY€E YMH KOH-
IepTMelcTepa i 3a CyMICHUIITBOM BHKOHY€ (DYHKITIT Bille-KamelbMencTepa, B 000B’SI3KH SIKOTO BXOIWJIO Ha-
MTMCaHHA JI0 KOXKHOI YeTBEpPTOi HEIlIi 10 OfHiN MyxoBHiH kaHTari. [IpubnusHo B TOit 4ac, 3 Oepesns 1714 p.
1o kingst 1717 p., komnosutop ctBopuB 35 kanrar. OxHieto 3 Hux € Kanrara Ne 12 «Weinen, Klagen, Sorgen,
Zageny (Cnbo3w, 3itxanus, Tpenert, [ope), Hanncana Ha TekcT Conomona @panka B 1714 p. (ii Tema 3rozmom,
Maibke uepe3 150 pokiB, crane ocHOBOIO «Bapiarniii Ha Temy baxa» ®. Jlicra). Kantara Ne 12 Hanexuth 10
Kpamux 0axiBCbKUX TBOPIB HE JIMIIIE PAHHBOTO TEepiofy, aie i ychoro J0poOKy kommo3uropa. Kanrara movn-
HAETHCS IHCTPYMEHTAIBLHOIO0 CHH(OHIEIO (BCTYIIOM, TIPEITIOMIEI0), Y SIKIH COIO BUKOHYIOTH T000i. TBip crioBHe-
HYH TIMGOKHM MACIOHHMM HAaCTPOEM, [Uis BUpaxeHHs sKoro M. C. bax BUKOPHCTOBYE MOTHB BUCOKOI CKOPGO-
TH. 3aBISKN PyXy IIbOTO MOTHBY Ha BY3bKi, «M’sIKi» IHTepBaJM (IIEPEBaKHO CEKYH/M) W TapMoHii, ckopOoTa
MIPOCBITIIOETHCSI.

Cun]oHig TiIBOANUTH A0 APYrOro HOMEpa KaHTATH, Y SIKOMY TPOAOBKYE PO3BUBATHCS MACIOHHUN 00pas.
Bax BukopucToBye passus duriusculus y KOHIIEHTpOBaHOMY BUIVISI B Tiepiiii yactuni xopy «Cibo3u, 3iTxaH-
Hsl...», HarucaHnoro y ¢opwmi nacakanii. Y xopi baxa 12 Bapiariii Ha XpoMaTHYHO HHU3X1IHY TeMy. Haranaemo,
1o urcio «12» cumBomizye Otms, Cuna i Cesitoro Jyxa — gucio 3, ski 31WIUIA Y BUAUMEK CBIT — 9HCIO 4.
Y X0opoBiii mapTii HeMae CYIUTBHOTO PyXY TOJIOCIB, BOKAIBHI «3iTXaHHSD TONUISIOTHCS ITay3aMu — My3UIHO-PH-
TOpUYHOIO iryporo tmesis. Po3ipBanicTs Menoii mepeae cTpax i 3amineHinHs. KoMmo3nTop BUKOPUCTOBYE I11e
OJIHY pUTOpUYHY (irypy suspiratio. BigmiTumo, 1110 Apyra 4acTHHA XOPY 30BCIM 1HIIIOTO IJIaHY — OLTBII KBaBa,
MOTETHOT'O CKJIaJly; BOHA IMOOY/I0OBaHA HAa BUCXIJIHUX OCIIIBYBaHHSX TPUXOpJax i Terpaxopaax. Xop «Cibo3u,
3iTXaHHS...» HAIIMCAHUI B HAHOLIbII PO3MOBCIOMKEHIN Ha TOW Yac TpUJacTHHHIA Gopmi da capo. ToHAIBHICTh
Bax Bubupae f-moll, kotpa, sik Biomo, 3atBepauiack y X VII cT. sik o/iHa 3 0OCHOBHUX Y CTBOPEHHI CKOPOOTHOTO
o6pa3y. OTxe, ITepmmii Xop KaHTaTH HAUTTOBHIIIIE BimoOpaskae KOJIO MacioHHUX 00pa3iB baxa, mo mepenaroThes
3a JIONIOMOTO0 CUMBOJIIB.

92



MY3NUYHE MUCTENTBO
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MuctenrsoznaBctso. Bur. 42 ¢ ISSN 2616-4183 (Online)

KanTara cxiragaerhes i3 ceMu 9acTHH. Y paHHIX KaHTarax ixHii 00’eM OyB IIle HEe HACTUIBKH perimaMeH-
ToBaHUH, sk B neinuurcekux. T. JliBanoBa (1980) BBaxkae, 1o moctynoBo bax Bce Oifbllle MPOHUKAE «B 3a-
rajJbHUHN TIaH KaHTaTH, a caMme B il My3W4HY JpaMarypriio; y pi3sHUX HalpsiMKax IIyKae 3acoOu, siki 00’ enHy-
I0Th LIJIe 3BEPX MPOTPaMH, IO JAETHCS CIIOBECHUM TEKCTOM. YacTKOBO MOMY CIIY>KUTH AJISI IBOTO XOPall...»
(c. 32, 33). bax 3BepraeThest 10 XOpaly sIK IO TPAAMLIHHOTO CTEPIKHS JYyXOBHOT MY3WKH HPOTSITOM YCHOTO
TBOPYOTO TIJISIXY.

Kanrary Ne 12 bax 3aBepmrye xopanom «l'ocions 10 61ara Bce Bene» (B-dur), sxuit mounHaeThCs KBap-
ToBUM X0ioM. CamMe Ha MOTHBH, B OCHOBI SIKUX iHTEpBaJl KBapTH, JiOpaHi TOJOBHI CJI0Ba, III0 CUMBOII3YIOTh
CTIHKICTb BipH, MpUHAHATTS Bouii bora, Hazito Ta BneBHeHIcTh. Y xopauti kantatu Ne 12 Ha kBapToBHii Xin bax
cTaBUTH c0BO «[ocoap». B ocHOBI kBapTH umcio «4y, sike y midaropiiiB OyJi0 CHMBOJIOM BCHOTO BiJOMOTO
1l HEBIZIOMOTO, CHMBOJIOM PiBHOCTI, CIPaBEJIMBOCTI, CHJIM; y €BpEHCbKOMY HalMcaHHi YOTUpH OYKBH Ma€ CBsl-
nieHHe iM’s €quHoro bora — leroa. Otke, Xopan MOKHA TITYMauUTH SIK BUPKEHHSI CHMBOJY BipH. Y KaHTaTi
BiI0yBa€ThCS pyX 00pa3iB i eMOIIii «Bix TEMPSBY 1 NIMOWHY JKaJII0 10 TIPOCBITACHHS, MiTHOMY 1 3HAXOKEHHIO
CHJIH yXY 1 CTIMKOCTI Bipm», IO IITe pa3 MiATBEPHKYE COTEPIONIOTIUHY TEOPItO.

[Ticns mepmoro xopy WayTh 0e3 3B’s3KoBUX peunTaruBiB Tpu apii. Ilepma «Kreuz und Krone sind
verbunden» («XpecT i3 €1aBOI0 HEMOAUIbHI») TEMaTHYHO MeperyKyeThest i3 cuHgoHieo (todro 3 Ne 1). Lle
CKOpOOTHA JIIPUKO-TIATETUYHA apisl 3 IMIPOBI3aLlifHUM PO3BUTKOM iHCTPYMEHTAJIBHOI MapTii y BUILHOMY PHT-
MiuHOMY pyci. ['010¢ (anbT) BeTyIae 1eio mi3Hille Ta CTBOPIO€ Momi(oHIYHNHN AyeT i3 CONOI0UUM To00eM. Bu-
HUKa€ KOHTPACT HANPY)KEHOTO 3ar0CTPEHOT0 MOYYTTA 1 CHJI, 1[0 HOTO CTPUMYIOTh (IIOMIPHOTO TIOBLUILHOTO PYXY
CYTIPOBOJY, TBEPIO1 BPIBHOBAKEHOCTI I11710T0). B aIbTOBOMY rojioci BeCh 4ac MOETHYETHCSI MOTHBH XPECTa 13
figura corta Ta pi3HOMaHITHUMH OCIIBYBaHHAMH, OCKIJIBKH Yepe3 CTPaXTaHHSI MOXKHA JTOCSTHYTH OJIaroari.

CxkopOoTHili apii anbpra mpoTUcTaBIseThes apis 6aca (Es-dur) — My»kHBO-pilllyda, HaIlIOBHEHAa CMITHBUM
migiioMoM nouyTTiB. Ha BinMiHy Bif momepenHix 4acTHH, Y Hill BUCBITJIIOETBCS JiaTOHIKA. XpoMaruka i aia-
TOHIKa — MOJISIPHI IHTOHALIIHI TIOJIFOCH KaHTaTH. BoKabHUHN Ta IHCTPYMEHTAIBHUN TOJIOCH CTBOPIOIOTH KaHOH,
SIKMI CHMBOJII3Y€ 3TiIHO 3 TeKCTOM — « 5] 3a Xpucrom migy» — «Xia». Menonito bax nonae y BucxigjHomy pyci —
MY3H4YHO-pHTOpHYHA (irypa anabasis, 3 TOUaTKOBOIO KBapTOIO, 1[0 BUPAXKAE PYX JI0 KOHKPETHOT 1111, CXOYKECH-
Ha. B apii BinOyBaeTbcs nependadenns Xopany kantatu. HactymHa apist TeHopa «CrofiBaiich, CrioiBaics!»
aKOPI0BO-TOMO(OHHOTO CKIIAIy; y Hill BUCBITIIOETHCS MY3WYHUH Marepial: «3a HEToO0 MPHHJIE MIACTs.
Kommnozutop y cynpoBozi BAKOPUCTOBYE «PUTM Oa)KEHCTBa». Apisl HiIBOAUTH [0 3aKJIIOYHOTO XOpaly.

OTtxe, B Kanrari Ne 12 Haii0ibIl KOHIEHTPOBAHO BHUCBITIIOIOTHCS 00pa3u CKOPOOTH uepe3 1CTOpUYHI
TeMH-00pa3u, TEeMU-CUMBOJIU: puTopruHi (irypu passus duriusculus, suspiratio, tmesis, figura corta, iHTOHaITi10
lamento, MmoTuB xpecra. Llei TBip baxa moxkHa HazBatu Kantatoro Ha «Ctpacti Xpuctay, ie 00pa3 CTpaskaaHHs
PO3KPHUBAETHCS SIK BETMYHE, OUHIIAI0UE TIOUYTTS.

BucnoBku

3aBIAKH CEMAHTHYHOMY aHai3y My3uuHoi MoBu M. C. baxa BUABIIEHO, 110 B KAHTATaX MACIOHHOTO THITY
HaHUMOBHiIIe BijioOpa3uiiacs OaxiBChKa IHTEpPIIPETAIlis JFOTEPAHCTBA, @ CaMe COTEPIOJIOTiYHA Teopis, sKa Po3-
KpHBAa€ BUCHHS TPO criacinHs. [J1MOoke BUTIyMadyBaHHsS baXxoMm €BaHTENbCHKUX YMTaHb Ja€ MiJICTaBH 1HTEP-
MIPEeTyBaTH KaHTATH SK CBOEPIAHY MPOMOBias. KaHTaTH MacioHHOTO THITYy KOMITO3UTOP OyIye 3a JApamaTyprid-
HUM TIPUHITUIIOM «BiJl CTpayKAaHHs 0 Omaronari». bax BIA€TbCs 10 KOMILIEKCY CUMBOIKM MACiOHHOCTI; ISt
BiITBOpPEHHs 000 1 MyK XpHUCTa BiH 4acTO BUKOPUCTOBYE PUTOPHUHY Girypy passus duriusculus sk cuMBoOI
CTpakIaHHs. 3aHypEHHS B CMHCIOBY IIMOMHY TyxoBHHX Kantar M. C. Baxa macioHHOTo THITy fae 3MOTy Io-
HOBOMY PO3KPHUTH 06araTOBUMipHICTh KOMITJIEKCY OABIYHHX MPOOIIEM, IO CIPHUSIOTH HAPOHKEHHIO HOBOTO CEHCY.

TlepcreKTHBY TOAABIINX JOCITIKEHb y0auaeMo B CEMAaHTHYHOMY aHaii3i Knaipaux TBOpiB M. Baxa
MaCiOHHOTO TUIY, BUSIBIICHHI IXHIX JIyXOBHHX IHCIIpaliil Ta B MIMOOKOMY BHBYECHHI MY3WYHOI MOBH.
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CEMAHTUKA MY3bIKAJIBHOI'O | bopuiyssk Anena MupocnaBoBHa
SI3BIKA JYXOBHBIX KAHTAT | Kanouoam uckyccmeosedenus,
H. C. BAXA ITACCUOHHOI'O THIIA | cmapuwii npenooasamens,
Kameneu-Ilooonvckuil HayuonaivHolil
yuueepcumem umenu Meana Ozuenxa,

Kameney-Ilooonvckuii, Yxpauna

Llenb craTby — IpoaHaIM3upOBaTh CEMaHTUYECKHE acIeKThI AyX0oBHBIX KaHTaT 1. C. baxa macCMOHHOrO THIIa, BEISIBUTH
U PACKpBITh UX CMBICIIOBYIO ITyOHHY M (PMIIOCO(CKO-PEIUTHO3HbIE MHCTIMPAIMU. MeTo0I0T s HCCieIoBaHus 0a3upyeTcs
Ha MPUMCHCHUU q)yH}IaMCHTaHI)HI)IX O6HICHay‘IHI)IX METOAOB MMO3HAaHUs, a TAKKE CICHHUATIBHBIX MY3BIKOBEIYECKUX METOI0B,
B YaCTHOCTH aHAJIUTUYECKOTO MPH U3YYESHHH HAyYHOH JIUTEPaTyphl; )KaHPOBO-CTHIIEBOTO H HCTOPHKO-KYJIETYPOJIOTHIECKOTO,
KOTOPBIE CIIOCOOCTBYIOT YCTAHOBJICHHUIO 3aKOHOMEPHOCTEH Pa3BUTHA U CIIELHU(DHUKH KaHpa KaHTAThl KaK IIeJI0CTHOTO
Xy/IOKECTBEHHOTO 00BEKTa; FePMEHEBTHYECKOIO METOIa, KOTOPBIH TIOMOT TIOHSTh (GHI0CO(CKYIO TIIyOHHY OaXOBCKUX
kaHTar. CEeMaHTHYECKHUIi aHAIN3 BBICTYIAeT KaK OJJMH M3 INIaBHBIX U HaHOoJIee MEePCIEKTHBHBIX METOJOB PacIiu(ppPOBKH
CMBICJIOBBIX CTPYKTYP JyXOBHBIX KaHTAT baxa maccroHHOro xapaktepa. Hay4dHas HOBH3HA 3aKITFOYAETCS B PACKPBITHH
CEMAHTHYECKHX aCIIEKTOB AyXOBHBIX KanTaT M. C. Baxa MacCHOHHOTO THIIA KaK HOCHTENIeil COTePHOIOrHUeCKOH TEOPHH,
KOTOpast MPOSIBJISETCS My3bIKAJIbHO-PUTOPUUECKUMH (DUT'ypaMU U CUMBOJIMKOM, B PACIIMPEHUH TIPEICTABICHUH O CUMBOJIMKO-
PUTOPHUYECKHX NPUHIMIIAX MBIIIICHHS KOMIO3UTOpa. BoiBomsl. B pesynbrarte ceMaHTHUECKOTO aHAIM3a MY3bIKaJIbHOTO
3bIKa TyXOBHBIX KaHTaT M. C. baxa 0GHApy eHO, UTO B KAHTATAX TACCHOHHOTO THIA HAMOOIEe TOTHO OTPA3HIAch GaxoBCKas
HHTEpIIPEeTalus JIFIOTEPAHCTBA, & IMEHHO COTEPUOJIOrNYecKast TEOPHs, PACKPBIBAIOIIAs YUYCHHUE O criaceHuH. J{oka3aHo, 4To
KaHTAaThl ITACCHOHHOTO THITa KOMIIO3UTOP CTPOUT I10 paMaTypriadecKoMy MPHUHIMITY «OT CTpajaHus K Omaronarny. bax
IIPUMEHSIET KOMIUIEKC CUMBOJIMKH ITACCHOHHOCTH; JUIsl BOCITPOM3BEICHUS OOJIM M My4YEeHUH XpHCTa OH 4acTO UCIIOIb3YET
putopudeckyto Gpurypy passus duriusculus kak CHMBOJI CTpaiaHusi. BEISICHEHO, 4TO MOTPY)KCHUE B CMBICJIOBYIO [ITyOUHY
JAYXOBHBIX KaHTaT . C. baxa maccMOHHOTO THIIA O3BOJISIET IMO-HOBOMY PAaCKpPbITh MHOTOMEPHOCTb KOMIIICKCA N3BEUYHBIX
pobIeM, KOTOpbIe CIOCOOCTBYET POJKICHHUIO HOBOTO CMBICIA.

Knrouesvie cnosa: ceMaHTHKA; My3bIKaJIbHass CHMBOJINKA; TPUHIUIT MBIIUICHUS; TACCHOHHOCTb; CETEPHUOJIOTHYECKast
TEOpHsI

SEMANTICS OF THE MUSICAL | Alona Borshuliak
LANGUAGE OF J. S. BACH’S SPIRITUAL | PiD in Art Studies, Senior Lecturer:
CANTATAS OF THE PASSION TYPE | Kamianets-Podilskyi Ivan Ohiienko National University,
Kamianets-Podilskyi, Ukraine

The purpose of the article is to analyse the semantic aspects of J.S. Bach’s passion cantatas, identify and reveal
their semantic depth, philosophical and religious inspiration. The research methodology is based on the application of
fundamental general scientific methods of cognition, as well as special musicological methods, in particular, analytical in
the study of scientific literature; genre and style, historical and cultural methods, which contribute to the establishment of
patterns of development and particularity of the cantata genre as a complete artistic object; hermeneutic method, which
helped to comprehend the true philosophical meaning of the Bach’s cantatas. Semantic analysis emerges as one of the main
and the most promising methods for deciphering the semantic structures of the Bach’s spiritual cantatas. The scientific
novelty is to reveal the semantic aspects of J.S. Bach’s spiritual cantatas of the passion type as carriers of soteriological
theory, which are manifested by musical rhetorical figures and symbolism, to promote better understanding of symbolic
and rhetoric principles of the composer’s artistic thinking. Conclusions. Semantic analysis of the musical language of
J.S. Bach'’s spiritual cantatas has demonstrated that in the passion cantatas Bach’s interpretation of Lutheranism, namely
the soteriological theory that reveals the doctrine of salvation, is reflected to the highest degree. It can be concluded that
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the composer builds his cantatas of the passion type according to the dramatic principle “from suffering to grace”. Johann
Sebastian Bach applies a whole range of passion symbols. He often uses the rhetorical figure of passus duriusculus as a
symbol of suffering to reproduce the pain and torment of Christ. It has been found out that immersion in the spiritual depth
of J.S. Bach’s spiritual cantatas of the passion type gives ground to re-discover the multidimensionality of the complex of
age-old questions that contribute to the emergence of new meaning.

Keywords: semantics; musical symbolism; principle of thinking; passion; soteriological theory
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The purpose of the article is to identify and characterise the features of critical listening as a strategy for evaluating an
audio signal in the context of the art of sound recording. To provide the overall view and understanding of the research issues,
the method of generalization and systematization of scientific knowledge on the phenomenon of sound in musicology was
applied, as well as analytical and synthetic methods, method of musicological analysis, typological and system-structural,
which have helped to organise the information, study the sound and music and the variety of elements, determine the
place of critical listening in the art of sound recording, etc. The specifics of critical listening is investigated and systematic
methods for identifying, evaluating and forming artistic elements of sound recording are analysed; four components of
sound quality evaluation are identified and characterised — spectral content, musical context, dynamic context and dynamics
in critical listening evaluation. Conclusions. The art of sound recording is implemented through the listening skills, in order
to recognize nuances and create professional high-quality recordings, as well as the ability to use the recording process
and technical equipment to create sound with artistic sensuality. Critical listening involves the sound quality evaluation
to determine its characteristics following the context or to identify any undesired sounds or characteristics that affect the
conceptualization of a piece of music as a single entity.

Keywords: the art of recording; critical listening; sound; sound quality; art and technical specifications

Introduction

Among artistic, art and technical specifications of the qualitative characteristics of sound recording, listen-
ing and critical analysis hold a special place in the art of sound recording.

Perception of sound quality and global form exist at certain levels in perspective and types of listening.
These concepts are central to the evaluation process as they allow producing the sound as an object at all lev-
els of auditory perception in details. The transmission of audio quality information is central to all aspects of
music production. Almost all audio industry positions should report on the content or sound quality. However,
there is no vocabulary to describe the sound quality or the evaluation process of its components. Sound quality
information is usually obtained by describing the values and actions of the physical states of the timbre com-
ponents. Sounds are described through the characteristics that make them single — they are actions and states
that occur in the components of the timbre of the sound source.

Critical listening and technical needs of the audio industry are usually combined with creative applications
and analytical process of listening. The scientific novelty lies in the fact that in this study an attempt was made
to formulate these differences in addition to the perception of quality at different hierarchical levels. Investigat-
ed the specificity of critical listening and analysed systematic methods for identifying, assessing, and shaping
the artistic elements of recording; identify and describe the four components of the assessment of sound qual-
ity — the spectral composition, musical context, dynamic context and dynamics in critical listening evaluation.

At the beginning of the 21st century, context research of sound recording shows that there are several
trends peculiar to its development: specifics of the sociocultural space (in the context of the specific cultural
and historical period), national traditions (styles peculiar to sound direction schools), individual qualities (spe-
cific creative perception of a sound by a sound producer), genre and stylistic features (the effect on a sound
recording by characteristics that are unique to each of the music genres). Thus, V. Diachenko (2018) explores
the creative activities of Ukrainian sound producers in the context of the development of Ukrainian culture
of the second half of the 20th — beginning of the 21st century; D. Kocherzhuk (2018) covers some aspects of
the influence of sound directing arts on the specifics of the pop genre; I. Gorbunova (2017) characterizes the

© Vitalii Volkomor, 2020
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basic principles of the computer recording studio as a system to work with music composer, artist, and music
engineer, includes a description of the mechanisms for the creation, development, preservation, dissemination
and reproduction of culture as a socio-cultural work.

Analysis of the studies suggests that at the present stage the process of sound perception in the context of
the art of recording requires detailed research regarding the arts.

Purpose of the article

The purpose of the article is to identify and characterise the features of critical listening as a sound evalu-
ation strategy in the context of the art of sound recording.

The purpose of the article requires the following objectives: to investigate the specifics of critical listen-
ing and to analyse systematic methods for identifying, evaluating and forming creative elements of the sound
recording; identify and characterise four components of sound quality evaluation — spectral content, musical
context, dynamic context, and dynamics of critical listening evaluation.

To review and comprehend all sides of the research issues, the method of generalization and systemati-
zation of scientific knowledge on the phenomenon of sound in musicology was used in the article, as well as
analytical and synthetic methods, method of musicological analysis, typological and system-structural, which
have helped to organise the information, music research in the entity and variety of elements, determining the
place of critical listening in the art of recording, etc.

Main research material

Modern Ukrainian researchers describe the sound recording as a new cultural phenomenon that influences
the intensification and improvement of intercultural correlations (Diachenko, 2018, p. 2), arguing that in mod-
ern times sound production is transformed into a synthetic kind of human activity, a dualism of the arts and the
tech, which is the critical characteristic of the activity.

The British scientist E. Hamilton (Hamilton, 2003, p. 345), exploring the artistic status of sound recording,
points out that “recording has transformed the nature of music as art by reconfiguring the opposition between
the aesthetics of perfection and imperfection”. Mechanical reproducibility, in his opinion, causes the decline
of art’s aura — that numinous quality of presence which characterizes the unique, authentic artwork. Record-
ing sacralises as well as commercialises music, and evidence for the decline of the musical aura, according to
T. Adorno (Adorno, 1991, p. 35), is the “regressive listening”. An opposed view is that recordings themselves
acquire an aura. I. Eisenberg (Eisenberg, 1987, p. 65) argues that the aura of music work is enhanced by re-
cording.

According to V. Sibiriakov (Sibiriakov, 2017, p. 9), sound recording across the forms is an aesthetic in-
terpretation, since it determines the individual outlook on the sound field, which articulates and marks a new
historical period in musical art, and, as relevant, the theory of musical aesthetics.

An expanded definition of the art of recording includes those forms of music whose primary medium is
the recording — in the composition and its digital developments the notion of “performance” is replaced by that
of “sounding” (Hamilton, 2003, p. 362).

Sound is a common phenomenon since many listeners can be involved in the process of listening to audio
material and evaluating its quality (for example, defining a musical theme, musical instrument, tempo rhyth-
mic, dynamic, timbre and other qualities of the listening material) (Rustamov, 2013, pp. 11-12). Instead, crit-
ical listening in the contemporary art of sound recording is described by theorists and practitioners as a stra-
tegic evaluation of the audio signal, “the creation of an individual object based on the sound (or its elements)
of certain music and background material, which allows distinguishing between existing defects or undesired
sound phenomena” (Nardi, 2014, p. 16).

Critical listening incorporates elements of analysis and aims to determine the quality of sound in terms
of physical presence, and then relates that information to the musical context in which the audio material is
presented and perceived. It includes certain sounds and then compares the sound with others. The listener
(usually an audio engineer) may be evaluating the technical quality of the sound for information related to the
frequency or spectral response, as well as listening for transient response, such as focusing on the sound quality
of the overall program or the particular characteristics of a single, isolated sound source.

Understanding the term of “sound quality” requires a concept statement of the “sound” as a term’s com-
ponent. At present, there are several approaches in the field of phenomenology to describe the phenomenon of
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sound (Casati & Dokic, 2011). In the context of this study, “sound” is interpreted as a process of wave distur-
bance of an elastic medium by an object that is vibrating and it causes sound perception (O’Callaghan, 2007,
p- 89). Accordingly, sound as an objective process of generating mechanical vibrations in an elastic medium is
related to the process of perception by its auditory system.

Sound as an entity has certain properties, such as volume and shape, noise, etc. The volume and the shape
of the sound are extremely specific — the vibrations are distributed differently in space, so the projection of
the sound may also be different. A. Shepsheleva (Shepsheleva, 2008, p. 8) states that “tightly compressing or
filling the whole acoustic space, infinitely continuing or pulsing, sound, like physical bodies, seems to make
a “contour” and exist as a point, a spot (dense, small-scaled, gradually emerging and rapidly disappearing),
waves (motion created by a smooth transition from point to wide sound-area and return to original state), line
(motion of sound-area by linear path). According to the researcher, the variety of forms of sound, which repre-
sent its ability to squeeze and grow to infinity, show great imaginative and artistic potential, which opens new
outlines of its expressiveness.

In the context of this study, we consider it expedient to consider in more detail and analyse the character-
istics of sound quality according to the specifics of critical listening.

Pitch density is the rating associated with the pitch of the sound characteristics of its qualities at the high-
est level of the rank structure. It can occur in a musical context or outside it. Analysis of main tone (for exam-
ple, perfect for percussion sounds), is another characteristic quality of the sound is related to its height, but at
a low hierarchical level (also not necessarily in a musical context).

Pitch density analysis contains the main tone in a musical context, but the analysis of percussion is out
of it. There are given ordinary or generalised approaches to the evaluation of timbre and sound quality that
state the information about the tonal component, which leads to the evaluation of timbre or sound quality. This
process involves the evaluation of the spectral content of the sound. Similarly, the dynamic analysis of the
contours involves the quality evaluation of sound at different structural levels.

The sound quality is recognised as the perception of sound to be a single concept or a single entity (Moy-
lan, 2012, p. 160). The listener perceives it in a global form or in the form of multiple levels of the hierarchy of
perception. The sound quality is recognised at all levels of perspective (details that are perceived).

Music of a certain type emphasises the dimensions of the overall musical texture, or sound masses, or the
sound quality relationships within the overall musical texture. The concept of giving musical significance to
the sound quality of the entire program, relationships of sound qualities and to pitch density can be found in
a wide variety of popular musical works (e.g. “A day in the life” by The Beatles). In most cases, this concept is
used in some industries. The concept of sound quality and pitch is what shapes the music, the dramatic motion
of the song’s transition part and its conclusion. The sound mass concept of pitch density is the primary musical
element, causing the timbre and sound quality to be the dominant artistic elements.

The sound quality is evaluated through the spectral content, musical context, dynamic context and dy-
namics in critical listening evaluation. The sound evaluation is performed at all levels of the hierarchy of
perception accordingly. At the highest levels, there are individual sources of sound that make up the texture
of the overall program and can be treated as individual spectral components. At the lowest level individual
spectral components, as well as sound sources that can be analysed for their contribution to the sound quality
of the overall program, are evaluated. In the musical context, this evaluation compares the sound source with
their overall quality through:

— individual dynamic contours (creating a musical balance);

— main pitch areas (creating pitch density evaluation);

— spatial characteristics.

In the process of critical listening, the contribution of the individual sound sources to the overall program
is analysed by the above parameters, but without relation to the musical time or context.

The audio professional usually deals with evaluating the individual sound source concerning its unique-
ness. Individual sound sources are evaluated according to their unique qualities as sound objects. The sounds
are evaluated to define their unique characteristics by determining the states and activities of the component
parts out of the musical context. This is the most common use of sound quality evaluation that is used for many
activities — from settings of the signal processors to evaluating the production of audio devices, as well as from
defining the general characteristics of the sound source (for example, to a detailed evaluation of a particular
guitar sound).

There are many other possibilities. Often the evaluation of the sound quality is performed on one isolated
presentation of the sound sources. An isolated presentation has its own unique level of the main pitch, dynamic
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level of performance, the method and intensity of articulations, etc. Studying a specific isolated presentation of
the sound source allows comparing different versions of the same source or other performing similar material.

Evaluation of sound quality is aimed at determining the state and activities of the dynamic envelope of
the source, spectral content and spectral envelope, and is also used thoroughly appreciated by the listener’s
perception of the pitch definition.

V. Molan (Moylan, 2012, p. 161) states that the quality of the sound is determined by the physical di-
mensions of its sources and their unique states and levels of perception by the listeners. The definition of the
fundamental frequency contributes to the formulation of the information on these values, especially on the
volume level of the fundamental frequency in relation to the rest of the sound spectrum, and the dominance of
the harmonic partials. Four components of sound quality evaluation are explored throughout the entire time of
the sound material and are depicted on a single time line. The researcher argues that the pitch definition and
dynamic envelope exist in terms of the overall sound, and the spectrum and spectral envelope are the inner
components of sound and are recognised at a lower level of perspective (Moylan, 2012, p. 161).

To determine the dynamic contour of the sound or the overall dynamics of its changes throughout the
dynamic level is quite difficult at the first hearings. Difficulties may arise through some strange changes in
volume and spectral component. According to researchers, the listener must focus on the actual volume and
not to take other parameters of the sound. The reference dynamic level and dynamic contour are required,
which is determined by the intensity level of the source (sound recording). The intensity level itself is the
dynamic level that evaluates the sound quality. It is used at the level of the spectral envelope, respectively the
same reference level operates on two levels of perspective, as well as one reference dynamic level operates
as a program dynamic contour, and for musical balance. Dynamic contour describes the shape and speed of
the dynamic envelope and its dynamic levels at specific points in time. By understanding how the change of
volume and defining the levels and the speed of these changes, the listener describes the physical elements of
sound, which affect each other. They include important components of the unique objective character of the
sound.

An extremely important aspect of critical listening is spectral content. Harmonics and overtones fuse to
the fundamental frequency, therefore, are perceived primarily as part of a whole (the global sound quality).
The researchers emphasise that a major part of the evaluation of the sound quality works against all listening
techniques and previous listening experiences (Moylan, 2012, p. 163). Only through practice and repeated
listening, one acquires the skills of accurately recognising the spectral components and monitoring of the
dynamic contours that make up the spectral component. The number of harmonics can be used to identify the
spectral components. For example, the listener can imagine the harmonic series as a chord above the main
part, and hearing the sound of this chord, to represent the height of the harmonic series while listening. This
will contribute to better identification of the pitch/frequency of the existing harmonic series. In addition to
the harmonics, it is also possible to determine the location of frequency/pitch, respectively, the listener will
be able to quickly determine where harmonic series is. Thus, the harmonic series is used as a template for
comparison and identification of existing frequency/pitch. This estimates the spectral content much more
accessible. A tone generator or keyboard can be used to assist in determining the levels of the frequency or
pitch of the main harmonics and overtones. The definition of harmonics, as well as specifying the content of
overtones provides a significant amount of objective information about the sound.

Description of the entrances and exits of the partials (harmonics and overtones), as well as individual
dynamic contours of these partials (spectral envelope), provides additional important information on the
quality of the sound. The spectral envelope is defined by scientists as “a function that provides amplitude to
exceed the frequency and is envelope magnitude of the short-time spectrum (STS)” (Rodet et al., 1987). The
spectral envelope used for the synthesis of musical sound thanks to their operational models as the model
of “source-filter”, and perception of musical sounds, such as timbre. Besides, they offer a view of important
sound properties, which greatly simplifies the management of synthesis models.

J. Schwartz and K. Kind (Schwarz & Rodet, 1999) note that the spectral envelope extremely contributes
to the analysis and synthesis of sound through their contact with models of production and perception, as
well as its ability to grab and manipulate the important properties of sound using intuitive “musical settings”.
Spectral components that are identified as spectral content, available at the level of the spectral envelope in-
cluding the fundamental frequency. It is divided into the fundamental frequency, subtones and subharmonics,
overtones and harmonics that make up the spectral content. When displaying the dynamic levels and contours
of these partials important information about the definition of pitch and character of the sound is obtained.
Thus, the listener gets extremely meaningful and objective information about the sound.
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The ability to evaluate the sound quality and timbre is extremely important for the sound producer, re-
cording engineer and producer, as understanding and learning these characteristics are necessary to convey
accurate and up-to-date information. The skills of listening and recognising the components of the quality/
timbre of the sound contribute to enhancing the artistic component of the recording.

Conclusions

The art of recording is realised through the ability to listen to, in order to recognise the nuances and create
a professional quality recording, as well as the ability to use the recording process and technical equipment
to create sound with artistic sensitivity. Critical listening involves evaluation of the sound quality to define its
distinctive features according to the context or to identify any undesired sounds or characteristics that affect
the conceptualisation of the musical work entity.

Directions for future research involves a thorough analysis of the features of critical listening to music
recordings of different genres.
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CIIEIIU®IKA | Bonkomop Biramiit BikropoBuda
KPUTUYHOI'O ITPOCJTYXOBYBAHHA | Buxkraoau,
B MUCTEUTBI 3BYKO3AIIUCY | Kuiscoxuii nayionanshuil ynieepcumem

Kynemypu i mucmeyms, Kuis, Yxpaina

Merta cTarTi — BU3HAUUTH 1 OXapaKTepU3yBaTh OCOOIUBOCTI KDUTHYHOIO TIPOCIIYXOBYBAHHS SIK CTPATerii OLIIHKH
3BYKOBOT'O CUI'HAJTy B KOHTEKCTI MUCTELITBA 3BYKO3aIHKCy. J{j1st BceOI4HOro po3misiy Ta OCMUCIICHHS 03HAYEHOT IPOOIeMaTHKH
3aCTOCOBAHO METO]] y3araJbHEeHHs Ta CHCTeMaTH3allii HayKOBUX 3HaHb PO ()eHOMEH 3BYKY B rajly3i My3HKO3HABCTBa,
a TAKOXK QaHAIITUYHHMIT | CHHTCTUYHUI METOAN, METO My3UKO3HABYOTO aHAIIi3y, THIIOJOTTYHUN Ta CHCTEMHO-CTPYKTYPHHI,
110 TTOCTIPHSIIN CUCTeMaTH3alii iHdopMarii, T0CIi/DKEHHIO SBUILA My3HYHOTO 3ByKO3aITUCy B €IHOCTI Ta OaraToMaHITTi
€JIEMEHTIB, BA3HAYEHHIO MICIISI KpUTHYHOTO MPOCITYXOBYBaHHSI B MUCTELITBI 3ByKO3anucy Ta iH. HaykoBa HOBH3Ha.
JocnimkeHo crienudiky KpUTHYHOTO MPOCIYXOBYBaHHS Ta IIPOAHAII30BAaHO CHCTEMATHYHI METOIU BUSIBJICHHSI, OI[IHIOBAHHS
Ta GOpMyBaHHS XYJOXKHIX EJIEMEHTIB 3ByKO3aITUCY; BU3HAYCHO I 0XapaKTePH30BAaHO YOTHPH KOMIIOHEHTH OLIIHKH SKOCTI
3BYKY — CHEKTpalIbHUH CKJIaj1, My3UYHHUI KOHTEKCT, JMHAMIYHNH KOHTEKCT Ta JMHAMIKYy KPHTHYHOI OL[IHKH HPOCITYyXOBYBAaHHS.
BucHOBKE. MUCTENITBO 3BYKO3AITHCY PEaNTi3y€eThCS 3aBASIKU BMIHHIO CIyXaTH, 3 METOIO PO3ITi3HABAHHS HIOAHCIB i1 CTBOPEHHS
npoeciifHOro SKICHOTO 3aIIHCy, @ TAKOXK BMiHHIO BUKOPHCTOBYBATH MPOLIEC 3aITHCY TA TEXHIYHE 00naHaHHs Ui pOpMyBaHHS
3BYKY 3 Xy/[I0’KHBOIO 4yTTEBICTIO. KpUTHYHE POCITyXOBYBaHHS BKIIFOYAE B ceO€ OLIHKY SKOCTI 3ByKY JIsl BASHAYCHHS HOTO
XapaKTepHUX 0COOINBOCTEH BIAMOBIIHO 0 KOHTEKCTY 200 BUSIBIICHHS Oyb-IKNX HEOQKaHUX 3BYKIB UM XapaKTEPHCTHK,
10 BIUTUBAIOTH HAa KOHIICNITYaTi3allif0 I[IJIICHOCTI My3UYHOTO TBODY.

Knrouoei cnosa: MACTENTBO 3BYKO3AIlNCy; KPUTHYHE IIPOCIYXOBYBAHHS; 3BYK; SIKICTh 3BYKY; XYAOKHBO-TEXHIYHI
napaMmeTpu

CHELIU®UKA | Borkomop Buranuii Bukroposiy
KPUTHUYECKOI'O ITPOCIAYWIMBAHMS | Ipenooasamen,
B UCKYCCTBE 3BYKO3AIIMCH | Kuescxuii nayuonansusiii yrusepcumemn

Kynbmypel u uckycems, Kuee, Ykpauna

Llenb cTaTby — ONPENEINUTE U 0XapaKTEPHU30BaTh OCOOCHHOCTH KPUTHUECKOTO MPOCITYIIMBAHMSI KaK CTPaTeruu
OLICHKH 3ByKOBOI'O CHTHaja B KOHTEKCTE UCKYCCTBA 3BYKO3aluCH. J{J11 BCECTOPOHHETO PaCCMOTPEHUSI U OCMBICICHHS
0003HaYEHHOI1 TPOOIEeMaTHKK IPUMEHEH MeTO/] 0000IIEHHS ¥ CHCTEMATH3allMK HAyYHBIX 3HaHUI O ()eHOMEHE 3ByKa B 00J1aCTH
MY3bIKOBE/ICHHS, A TAK)KE aHATTUTHUCCKUIA U CHHTETHYECKUI METO/IbI, METO/l MYy3BIKOBEJUECKOTO aHAJN3a, TUIIOJIOTHYECKUI
U CUCTEMHO-CTPYKTYPHBII, KOTOPbIE IOMOTJIN CUCTEMATH3allnN HH(POPMAIIIH, UCCICIOBAHHIO SIBICHUS MYy3bIKaIbHOMN
3BYKO3AIHICH B €MHCTBE 1 MHOTOOOPA3HH1 JIEMEHTOB, OIIPE/ICICHUIO MECTa KPUTHUECKOTO MPOCIYIINBAHUS B HICKYCCTBE
3ByKo3anucu u ap. Hayunas HoBusHa. MccnenoBana cnennguka KpUTHIECKOTO MPOCITYIINBAHUS W POAHAITN3UPOBAHBI
CHCTEMaTHYECKUE METO/IbI BBISIBIICHNS, OLICHKH U ()OPMHUPOBAHUS XYJO’KECTBEHHBIX HIEMEHTOB 3BYKO3AINCH; OTIPEAEIICHbI
U OXapaKTepU30BaHbl YEThIPE KOMIIOHEHTA OLIEHKH Ka4eCTBa 3ByKa — CIIEKTPaIbHbIN COCTAB, My3bIKaIbHbIN KOHTEKCT,
JMHAMHYECKUH KOHTEKCT U AMHAMMKa KPUTHUECKOM OLIEHKH MPOCTyIuBaHus. BoiBosbl. MickyccTBO 3ByKO3anucu peanusyercs
Orarofapsi yMEHHMIO CIyIIaTh, C LENbIO PACIO3HABAHUS HIOAHCOB M CO3/IaHMsI TPO(ECCHOHANIBHOM Ka4eCTBEHHOM 3aITUCH,
a TaKke YMEHHUIO MCIIOJIb30BATh MPOIECC 3aMMCH U TEXHMIECKOe 000pyI0BaHue [isi (POPMUPOBAHUSI 3ByKa C XYI0XKECTBEHHOM
YyBCTBEHHOCTHI0. KpuTHUECKOE MPOCITyIIMBaHUE BKIIOYACT B C€0s OLIEHKY KaueCTBa 3ByKa JUIsl ONIPEACICHNUS €ro
XapaKTEPHBIX 0COOEHHOCTEH B COOTBETCTBUH ¢ KOHTEKCTOM HJIM BBISBIICHUS KaKMX-JINOO HEXKEATEIbHBIX 3BYKOB MIIN
XapaKTePUCTHUK, BIMSIOMNX Ha KOHIENTYaJIN3aIHIO [ETOCTHOCTH MY3bIKQIBHOTO ITPOU3BEACHHSL.

Knrouesvie cnosa: NCKycCcTBO 3ByKO3aIMCH; KPUTUYECKOE NMPOCTYIINBAHUE; 3BYyK; KAUECTBO 3BYKa; XYyl0KECTBEHHO-
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The purpose of the article is to consider the degree of music theory development on the interpreting issue of F. Chopin
works in the context of understanding the melody semantics in his music; to provide theory base on methods for studying
the emotional subtext of works by a comparison of melodies with musical rhetoric and sacred symbolism. Research
methodology. The defining methodological principle was the method of analysing the construction of melodies through
traditional musical symbols, as well as their texture for understanding the psychological states that music conveys. The
method of systematisation and generalisation of theoretical and empirical data was used to justify the principle of reading
musical rhetorical figures. The method of selecting and interpreting musical material was also used for an article’s topic
presentation. The scientific novelty is the profound inquiry of the nature of melodic designs in the works of F. Chopin
based on an analysis of the musical rhetoric of its foundation for deeper insight and analysis of the musical works of the
outstanding composer. Conclusions. Analysis of thematic material semantics allows us to open a new layer of study of
F. Chopin’s work. Understanding of musical rhetoric based on sacred symbolism contributes to highly professional performing
interpretation of piano works. The methods proposed by the author of the article to compare and study the relationship of
musical rhetorical symbols with the construction of melodies and rhythmic figures in the works of F. Chopin are the key
to understanding the subtext of the emotional state of his music and hidden content. The characterisation and description
of expressive means in terms of musical texture complement the range of techniques and methods that determine the
composer’s style and artistic image of the works proposed for analysis.

Keywords: F. Chopin; music; musical rhetoric; sacred symbolism; texture; semantics; chants; melody; interpretation

Introduction

For over 200 years, Chopin’s music belongs to the favourite repertoire of pianists all over the world.
Interest in the works of the great Polish composer has increased, mainly thanks to the International Fryderyk
Chopin Piano Competition organised by the teacher and pianist Jerzy Zurawlew. The competition has been
held since 1927 and was dedicated exclusively to the music of F. Chopin. Today, there is hardly a country
where his music does not sound.

Many articles and books have been devoted to Chopin. Various facts of the composer’s biography, ques-
tions about his life and work were studied, and performance recommendations for the interpretation of many
works were offered. The long list of literature on Chopin includes such names of outstanding musicians as
F. Liszt (1956), J. Milshtein (1987). Naturally, depending on the performer’s point of view, understanding and
reading of his music changed over time.

The scientific novelty of this study is that it opens up a new insight into the content of Chopin’s music,
which is based on the decoding of certain musical symbols that have roots in sacred melodies. Understanding
the meanings of the musical rhetoric of these symbols opens up new research fields about this great composer.
Such authors as Yu. N. Tiulin (1968) already addressed the content of Chopin’s music. However, research was
focused on literary works. New research directions of Chopin’s works are aimed at both composer’s deep re-
ligiosity, about which M. Szulc (1986) writes, and inspiration by J. S. Bach.

Author’s scientific research in the direction of studying melodies of Chopin works (Kasianenko, 1999;
2000; 2003; 2012; 2014), as well as master classes and reports at international conferences confirm the grow-
ing interest in the subject since the method of studying the composer’s work helps to reveal semantics that
was previously overlooked. In particular, the use of chant themes with specific text, musical rhetorical figures,

© Liudmyla Kasianenko, 2020
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and sacred symbols enriches the notion of the content of Chopin’s music, which means it helps in the crea-
tive search for interpretation and pedagogical work. In this article, the author is proposing to analyse some of
Fryderyk Chopin’s works in terms of deciphering sacred symbolism of melodies and thematic constructions.

The purpose of the article

The purpose of the article is to expand the sphere of research in the field of music theory, as well as to
consider the problem of interpreting the works of F. Chopin in the context of a more accurate understanding
of the semantics in the melodies of his works. Coverage of this issue is based on decoding and studying the
emotional subtext of the works, as well as comparing melodies with musical rhetoric and sacred symbolism.

The methodological basis of the author’s work is the principle of analysing the construction of melodies
following traditional musical symbols, as well as their texture for understanding the psychological states that
music transmits. Method of systematisation and generalisation of theoretical and empirical data was used to
justify the principle of reading musical rhetorical figures, sacred symbols, and also elements of chants. Method
of selecting and interpreting musical material was also used to present the topic of the article visually.

Main research material

Nineteenth-century performers were attracted to Chopin’s works mostly for its extraordinary melodious-
ness; namely the works of secular genres - nocturnes, mazurkas, waltzes, polonaises, etc. Ever so increasing
level of performing skills allowed pianists to include in their repertoires more virtuous works of Chopin, such
as scherzos, ballades and etudes eventually.

With the growth of performed repertoire interpretation of Chopin’s vastly diverse works may be catego-
rised in certain directions. For example, the influence of traditions developed in the 19th century’s Parisian
aristocratic salons. In this case, the exquisite elegance of Chopin’s music is emphasised. Another direction
focuses on nostalgic and patriotic moods of the composer, who lived away from his native land, Poland.

The new view of the content of Chopin’s music discloses hidden meanings, previously overlooked. These
discoveries are related to deep religiousness of the composer. This area of perception of the composer wasn’t
investigated earlier. Meanwhile, Fryderyk was born in the family of believers, so religious philosophy was in-
stilled in him from an early age. It is widely known that since childhood Chopin admired music by J. S. Bach.
It is to no surprise that works by the great cantor are of colossal influence on Chopin’s compositions. This in-
fluence can be seen in widely used rhetoric musical figures, sacral symbols and even quotes from church chants
in his works: Gregorian Chants, Protestant Chorales, Songs. For example, the motive of one of the chants, “Out
of deep anguish I call You”, is often used by Chopin at the most critical moments of the musical dramaturgy.

One of the proposed works is Ballad No. 2 in F Major, Op. 38 (Fig. 1), which was written by the composer
under the influence of the ballad by Adam Mickiewicz. One seems to hear in the music of the Ballade a cer-
tain display of the content of the poem “Switezianka”: “Who is the lad boy so comely and young, who is the
maid at his side, who walk by the Switez blue waters among the moonbeams that shine on its tide. A basket of
raspberries she holds out; he gives her a wreath for her hair; the lad is her lover, and she is his sweetheart fair.”
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Figure 1. F. Chopin Ballade No. 2 in F Major Op. 38 (beginning)

In music, interrogative intonations are also heard, which correspond to the content of a literary work: “But
will you be faithful to me?”. We can also hear in music the requirement to observe the oath: “For woe to the
man who shall break it, both while he lives and forevermore”. A storm and tragedy are read in music: “On a
sudden, the winds through the deepwood spread and the waters seethe and rise” (Fig. 2):
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Figure 2. F. Chopin Ballade No. 2 in F Major Op. 38 (fragment)

“Through its open jaws as the seas divide: so the youth and the maiden drown.” The end of Chopin’s Ballade
almost exactly depicts the finale of a poetic narrative: “And still when the lake waters foam and roar, and still
in the moon’s pale light, two shadows come flitting along the shore: the youth and the maiden bright” (Fig. 3).

Figure 3. F. Chopin Ballade No. 2 in F Major Op. 38 (ending)

Of course, it would be a mistake to take Chopin’s music literally. But those verses could be heard in this
music. In fact, of the four Ballads that Chopin wrote, this particular ballad is very clear in terms of content.
Other pieces of the same name do not reveal their secrets to the end. Maybe that’s why Ballad No. 2 is not acci-
dentally dedicated to Robert Schumann. It was R. Schumann who was very fond of giving names to his works.
Among others, such titles as “Fear,” “The child falls asleep,” or “Coquette,” would immediately cause certain
emotional associations. Chopin never offered names that would indicate the content of his music. It applies all
the more to works that are not directly related to literature, such compositions as Sonatas, Preludes, Etudes, etc.

It turns out, however, that even Chopin’s “understandable” music, like Ballad No. 2, has secrets that are
not noticeable at first glance. Therefore, the author will focus mainly on one of the essential layers of Fryderyk
Chopin’s music, which is associated with the hidden meanings of his compositions, the semantics of a melody.
The author is shedding light at Chopin’s use of sacred subject matter, and the so-called musical rhetoric figures,
which don’t lie on the surface but are often hidden in different layers of the texture. Chopin, as a Romantic
composer, often used texture to intensify the emotional expression of music. That texture sometimes carried
a symbolic and sacred meaning of the musical language.

Therefore, in order to uncover the essence of what is being discussed, we must explore in more detail the
fact that Chopin was a deeply religious person. His religiosity was most clearly visible in the last moments
of his life, when, weakened due to his illness, Chopin wanted to have a priest at his deathbed. One of the first
Chopin’s biographers, Szulc, in his monograph, first published in 1873, gives detailed descriptions in separate
chapters on the illness and death of the composer (Szulc, 1986, pp. 134-148). Among diverse traits making
up the portrait of his personality, we can find a characteristic statement of Szulc referring to Chopin’s works:
“Many places show so much religious solemnity, such deeply emanating faith, as have few other new com-
posers” (Szulc, 1986, p. 156). It was the religion that played a significant role in shaping the personality of the
composer, which was mainly reflected in his works.

It is necessary to point out the importance of the influence on Chopin from his first teacher, Wojciech Zy-
wny. Being a passionate admirer of Bach’s works, he promoted a love of this music for his pupil. Seeds sown
in the young soul couldn’t be squandered in the future. Bach’s music became one of the essential musical
experiences for young Fryderyk Chopin, and from that time invariably to the end of his life, it seemed to have
served him as a guiding light.
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To understand how Bach’s music influenced Chopin’s work, it’s necessary to say a few words about Bach’s
music. It is known that many instrumental works by Johann Sebastian Bach have a deep sacred meaning that
does not lie on the surface but can be revealed using symbolic chant motives, the so-called characteristic
repetitions of the poetic structure. Most of them were established in the texts of church choirs, as the motives
that most clearly express emotions. Repetitiveness and similarity in the texts corresponding to music provided
a standard, which in the baroque period formed a lasting lexicon of the language of symbols that were under-
standable to musicians and listeners of the Baroque. Definite musical expressions with established semantic
meanings improved communication through instrumental music; therefore, by an analogy to oratorian art, they
were named musical rhetorical figures (Druskin,1972).

It seems necessary to conduct a comparative analysis of the themes of Bach and Chopin.

It is known that sometimes Bach did not use the beginning of the chant melody, but a fragment corre-
sponding to a specific text. For example, you may notice that for him the melody from the chant ,,Was mein
Gott will, das g’scheh allzeit” (What my God will, be done always), which coincides with the words: ,,will, das
g’scheh allzeit” (be done always) (Fig. 4).
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Figure 4. Fragment of Chorale,,Was mein Gott will, das g’scheh allzeit” (Nosina, 1993, p. 24).

The implementation of this topic can be found in many themes of Bach’s works. For instance (Fig. 5):
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Figure 5. J.S.Bach Invention in C Major; WTK Book II Fugue in F # Major (fragments)

And it turns out that Chopin’s concerto in E minor, begins precisely with this motive (Fig. 6):
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Figure 6. F. Chopin Concerto No. | in E Minor Op. 11 (beginning)

A peculiar dialogue between Bach and Chopin continues in the second central theme of the 1st part of the
Concerto in E minor. This melody reminds the beginning of the fugue motive in C minor of J.S. Bach (Fig. 7, 8):

333

Figure 7. F. Chopin Concerto No. | in E Minor Op. 11 (fragment)
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Figure 8. J.S. Bach WTK Book I Fugue in C Minor (fragment)

Both themes are based on the intonations of the chant “Vater unser im Himmelreich” (Our Father
in Heaven) (Fig. 9):

Xopan , Vater unser im Himmeireich®

At 1 1 : oL
P - x e
é_; ke — ;- — -
ra - - y 3 - : T ha |
D] £ -
Vi . ter un . ser im Mt o0 mek o reich

Figure 9. (Berchenko, 1993, p. 119)

In the works of Chopin, one can often spot certain musical symbols of sacred meaning, used by Bach. For
example, the ‘crying’ chant theme, four descending pitches, or tetrachord, is very often found in the works of
the Polish composer. As well as four ‘crossed’ pitches, the musical gesture symbolising the cross (graphically,
this theme resembles the cross: if the 1st and 4th sounds are connected, a horizontal line of the cross is formed,
and if the 2nd and 3rd sounds are connected, a vertical line of the cross is formed) (Fig. 10).

Andante.
L S‘f‘-‘ I E “{_
L ’ i T [ ] l‘_
J ' —
p -
@l:,'za—r ===

Figure 10. F.Chopin Nocturne in F Minor Op. 55 # 1 (beginning); Prelude in E Minor Op. 28 (fragment)

All these motives are significant to Chopin, who used them to enhance the emotional impact of music.
Sometimes, both motives are used side by side and complement each other (Fig. 11).
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Figure 11. F. Chopin Prelude in C # Minor Op. 45 (beginning)

Among all the works of Chopin, Prelude is one of the genres popular during the Baroque period. Being
a miniature, it has the ability to concentrate emotions and portray immediate impressions. In his preludes,
Chopin conveys not only an unusual musical thought but also unique design of this thought. Preludes can be
viewed as a kind of prism, through which one can see the full world of Fryderyk Chopin. So it is important to
focus on the preludes in more detail. Through these miniatures, as through drops of water, the entire array of
Chopin’s work can be seen.

Undoubtedly, the idea of creating a cycle of preludes in all the major and minor keys came to Chopin’s
mind under the influence of Bach’s Preludes. According to the Bach tradition, in his Preludes, Chopin widely
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uses many musical rhetorical figures of the Baroque period: catabasis, anabasis, suspiratio, exclamatio, apo-
siopesis, noema and others (Zakharova, 1983, p. 75).

Some preludes of Chopin also reveal similarities with chant themes, which symbolise certain meanings.
One of these cases very convincingly indicates that Chopin used the sacred symbol to enhance the musical
semantics of his works. For example, the second episode in the Prelude in D flat Major, Opus 28, has themes
based on both versions of the chant “Aus tiefer schrei ich zu dir”” (Out of deep anguish I call You) (Fig. 12).
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Figure 12. Two versions of the chant (Berchenko, 1993, p. 120)

Bach always used both chant themes in the same work. Following this tradition, Chopin also quotes both
themes, however in a romantic style.

For each version of the theme from this chant, Chopin uses different expressive techniques of texture.
Emotional state is underlined in music by using chant themes. This way “out of deep anguish” is portrayed
with the usage of low register, where the melody in the bass is based on one version of the chant. “I call You”
can be heard in the vibrant dynamics of octaves, representing the second version of the chant. It should be
noted that the Polish translation forms the text of the chorale in the reverse order: ,,Z glebokiej potrzeby (out
of deep anguish) wotam do Ciebie (I call You)”. Therefore, it is precisely this sequence of the meaning of the
text that is conveyed by the composer in music (Fig. 13).
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Figure 13. F. Chopin Prelude in D flat Major Op. 28 (fragments)

In this way semantics or content of a musical piece, move music closer to the verbal language.

If we return to the ballad, we will see that, in addition to the vivid musical “description” of the plot of
Mickiewicz’s poem, sacred musical symbols are hidden in the melodies. They enhance the emotional impact
on the listener and are a kind of musical prophecy of what will happen in the plot finale. At first, it can be
noticed inside the serene melody at the beginning of the ballad, namely the downward tetrachord, mentioned
above, as the theme of “crying” (Fig. 14).
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Figure 14. F. Chopin Ballade No. 2 in F Major Op. 38 (fragment)
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In this example, it almost does not attract attention. But at the tip of a climax, its appearance in large
lengths becomes an important dramatic phenomenon. It is especially important because later on, we will rec-
ognise an equally important sacred symbol — the theme of the cross (Fig. 15).
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Figure 15. F. Chopin Ballade No. 2 in F Major Op. 38 (fragment)

The theme of “crying” is also heard in a series of trills that also seem to depict bubbling waters that killed
the heroes of Mickiewicz’s poem. And tremolo in lower voices mimics the beginning of Dies Irae (lat., Lit.
“the Day of Wrath”, meaning the Day of the Last Judgment) is a sequence in the Catholic Mass, one of the most
popular Gregorian chants to this day (Fig. 16).
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Figure 16. F. Chopin Ballade No. 2 in F Major Op. 38 (fragment)

These and other melodic sacred symbols complement the textured design of the music.

Preludes Op. 28 are vivid evidence of the composer’s boundless imagination in the ability to formalise
musical ideas. Therefore, particular attention is drawn to the works (or fragments of works), in which the
texture, as a complement to musical thought, is practically absent. The Prelude in A Minor is an example of a
concentration of religious symbols where the outline of the cross is read in the accompaniment architecture. In
the original version of the musical notation, the lines mentioned above were marked with separate voices (see
“Commentary” of this Prelude in the editor of I. J. Paderewski: Chopin, 1976, p. 65). Intonations of the old
sequence “Dies Irae” sound in the melody of the horizontal line of the cross (Fig. 17).
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Figure 17. F. Chopin Prelude in A Minor Op. 28 (beginning)

The rhythm of the funeral march, as well as the musical-rhetorical figure of aposiopesis (sudden breaking
the music off), is a sacred symbol portraying death. Shortly after, the ripple of accompaniment disappears,
giving place to the lone voice of a recitative melody. The Prelude ends with choral chords (Fig. 18).
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Figure 18. F. Chopin Prelude in A Minor Op. 28 (ending)
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This Prelude is unique in its parameters. It is interesting that Szulc, in his book, apart from the life and
works of Chopin, also provides his own advice toward the interpretation of pieces. Maybe at that time, there
was still a need for popularisation of Chopin. Interestingly, Prelude in A minor has a short notice: “Nie grac,
bo dziwaczne” (ought not to be played; as it is bizarre). Now we understand why this piece seemed so strange
to Schultz. It turns out that in this Prelude instead of accompaniment, Chopin actually builds a cross simply
written in the text. As we have shown, the accompaniment consists of a broad tenth and very narrow motive
in the middle, which resembles the Dies Irae motive. Together they create a strange sound. For listeners of the
19th century, this is just a dissonance. But that was on purpose. Chopin did not use to try creating beautiful
music in this Prelude. The textured “skeleton” and the abundance of tragic sacred symbols suggests that in this
work, the composer creates a terrible image — the image of death.

Returning to the musical portrait of Chopin, it should also be noted that for him semantic meanings of
sound were most important directives in music. Sound and its meaning were inseparable for Chopin. Recall
a few quotes from his manuscript Methodology: “The word was born from the sound. Sound existed before the
word. A word is a kind of sound. Using sounds, a person creates music.” The composer emphasised semantic
meanings of sound: “The expression of our thoughts using sounds — the manifestation of our emotions using
sounds” (Mycielski, 1968, p. 3).

It can be suggested that Chopin treated musical language as verbal. As if it came from the same
matter — sound and emotions. “His genius was full of secret harmony of nature, expressed by equally sublime
creations of his musical thoughts, and not by the slave repetition of sounds coming from the outside world”
(Tomaszewski, 2003, p. 66). Being very private person by nature, Chopin, as George Sand noted, “spoke only
to his piano” (Tomaszewski, 2003, p. 105). So, music for Chopin was a natural way of expressing himself in
a particular semantic form.

Conclusions

Author’s interpretation of musical rhetorical figures and sacred symbols is the key to a deeper understand-
ing of the meaning of Chopin’s music and its content. Using sacred melodies and rhythms as musical words,
Chopin accurately expressed what he wanted to say, and the choice of compositional methods indicates that
he tried to convey his idea as clearly as possible. Operating with melodies and rhythms as musical “words”,
Chopin emphasised what he wanted to say precisely. A selection of musical symbolic gestures proves that he
wanted to convey his thoughts as consistently as possible. By analogy with the works of J.S. Bach, Chopin’s
music is full of traditional symbols. It is often built on chants and is associated with rhetorical musical figures
that have universal, timeless and non-standard semantic meanings.

Musical work for Chopin was a critical way of expression. It was in sound, in musical intonation, that the
composer sought such a degree of artistic expression, which is sometimes unattainable for the verbal language.
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PO3YMIH!—IH MY3UKU HHOITEHA | Kacesnenko Jlronmuiia OsneriBHa
I HOBUU NOTJISIA HA II BMICT | Kanoudam mucmeymsosnascmsa, npogecop,
(3 HAT'OJIA 210-1 PIMHUIILX 3 AHS | [Hisoennoyxpaincoxuii nayionansuuii nedazo2ivnuii
HAPOIXKXEHHSA KOMIIO3UTOPA) | yuisepcumem imeni K. /1. Ywuncorozo,
Ooeca, Yxpaina

Mera crarTi — po3IISIHYTH CTAQH OCBITJICHHS B TeOpii My3uKH npoonemu inTeprperattii TBopis @. lllonena B koHTEKCTI
PO3YMiHHS CEMaHTHKU MEJIOIH HOro My3HKH; TEOPETHYHO OOIPYHTYBATH METO/IM BUBUCHHS €MOLIIIHOTO MiITEKCTY TBOPIB HA
OCHOBI 31CTaBIEHHSA MEIOIN 3 My3HYHOT PUTOPHKOIO 1 CAKpaIbHOI CUMBOITIKOI0. MeTomoIoTis AoCiKeH . Bu3HauansHIM
METO/IOJIOTIYHMM MIPHHIIATIOM CTaB METO]] aHAI3y MOOYIOBH MEIOiH BiIMOBITHO 0 TPAIUIIIITHUX My3UYHUX CHMBOIIIB,
a TakoX 1X GakTypHEe 0GOPMIICHHS s PO3YMIHHS TICHXOJIOTIYHIX CTaHiB, SKi Tepeaae My3uka. MeTol cucTeMarn3ariii ta
y3arajJbHEHHS TEOPETUYHHX 1 EMITIPUYHHUX JAHUX 3aCTOCOBYBABCS JUIsl OOIPYHTYBaHHS MPUHIUITY TPOYUTAHHS My3HIHO-
putopuuHux diryp. Takox OyB BUKOpHCTaHUI METOJ BiJOOPY Ta IHTEpHpeTaLii My3H4YHOI0 MaTepiaiy s HA0YHOT
npe3eHTalii TeMu ctarti. HaykoBa HOBHM3HA MOJISTAE B TOCIIIPKCHHI MPUPOIU MTOXOMKCHHS MAJIFOHKA MEJIOIH B TBOPax
@. [llonena Ha 0a3i aHai3y My3UYHOT PUTOPUKHU HOr0 OCHOBH JIJIsl OUTBIII MOTIMOJICHOTO PO3YMIHHS 1 iHTEepHpeTaril
MYy3UYHUX TBOPIiB BHIaTHOTO KOMITO3UTOpA. BICHOBKH. AHATI3 CEMaHTHKH TEMaTHYHOTO MaTepiaiy JO3BOMAE BIAKPUTH
HOBHH 1acT BuBYeHHS TBopuocTi ®. Illonena. PosymiHHS My3UYHOI pUTOPHUKH HAa OCHOBI CaKpaIbHOI CHMBOIIIKA CIIPHSIE
BHCOKOITpodeciiiHiii poOOTi HaJ BUKOHABCHKOI iIHTEpIpeTanicio popTemniaHHuX TBOPiB. 3aporoHOBaHI aBTOPOM CTaTTi
METO/IY 3ICTABIICHHS | BUBUCHHS B3a€MO3B 13Ky My3HYHO-PUTOPUYHHUX CUMBOJIIB 3 TIOOYZOBOIO MENIOIIN 1 pUTMIUHKX (iryp
B TBOpax . [llonena — 11e KIro4 10 pO3yMIHHS MiITEKCTY €MOLIHHOTO CTaHy HOTo My3HKH 1 IPUXOBAHOTO B Hill 3MICTY.
XapakTepHCcTHKa Ta OIMC BUPa3HUX 3ac00iB B paKypci My3UUHOT (pakTypH IOMOBHIOIOTH CIIEKTP MPUHOMIB i METOJIIB, SIKi
BH3HAYAIOTh KOMITO3UTOPCHKHUI CTHIIB 1 XY/IOXKHIN 00pa3 3alporoHOBaHMX ISl aHAITI3y TBOPIB.

Knrouosi crosa: ®. llloneH; My3uka; My3W4Ha PUTOPHKA; CaKkpalbHa CHMBOJIKA; (DaKTypa; ceMaHTHKa; XOpal;
MEJOIist; iHTepIpeTanis

IMOHNUMAHHUE MY;}'I)IKI/I HIOIIEHA | Kacesuenko JIrommuia Onerossa
N HOBBIU B3IJIAA HA EE | Kanouoam uckyccmsosedenus, npogheccop,
COAEPKAHMHME (ITO CIAYYARO | FOxcnoyrpaunckuii nayuonanvhwlii nedazo2uyeckutl
210-JIETUS CO AHA POXKIAEHUSA | yuusepcumem umenu K. J]. Yuuncrozo,
KOMIIO3UTOPA) | Ooecca, Vrpauna

Llesb cTaThyl — pacCMOTPETh COCTOSIHNE OCBEIICHUS B TEOPHH MY3BIKH MPOOJIEMbl HHTEPIPETALNY IPOU3BEACHUH
@. [lloneHa B KOHTEKCTE MOHUMAHUS CEMaHTUKH MEJIOJUIl ero MPOU3BEACHUI; TEOPETUYECKH 000CHOBATh METO/IbI
M3yYEHHS SMOIIMOHAIBHOTO MOATEKCTa IPOU3BEACHNN Ha 6a3e COMOCTABICHUS MEJIOAUIl C MYy3BIKAJIIbHON PUTOPUKOI
1 CaKkpaJbHON CUMBOMMKONH. MeTozonorus ucciaenoBanust. OnpeaensomuM METOA0I0INIECKUM HPUHIIUIIOM CTaJl METO.
aHaJIM3a TIOCTPOSHUS MEJIOANI B COOTBETCTBHH C TPAAUIIMOHHBIMU MY3bIKAIbHBIMI CHMBOJIAMH, & TAKKe UX (DaKTypHOE
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odopMIICeHHE I MTOHUMaHUS IICUXOJIOTHIECKUX COCTOSHUN, KOTOphIE TIepeaaeT My3blka. MeTon cucTeMaTH3 i
1 0000IICHUS TEOPETHUYCCKUX M SMITMPUICCKIX JaHHBIX MPUMEHSIICS 1l 000CHOBAHUS TIPHHITHIIA TIPOYTCHUS My3BIKATBHO-
purtopryeckux ¢puryp. Taxxke ObUT HCTIONB30BaH METO/] 0TOOPA M MHTEPIIPETAINH MY3bIKaILHOTO MaTepHata JyIsl HarIsTHON
TIPE3EHTAIU TeMBI cTaThbi. Hay4qHas HOBH3HA 3aKITFOUAETCs B yIIIOJIICHHOM HCCIIEIOBAHNH TTPUPOJIBI METOJMYECKOTO PUCYHKA
B npousBesienusix O. [llonena Ha 6ase aHaInM3a My3bIKAJILHOW PUTOPUKH €10 OCHOBBI JUIsl O0Jiee YIITyOJICHHOTO TIOHUMaHHMsI
1 aHaJIn3a MY3bIKaJIbHBIX HpOI/ISBeI[CHI/Iﬁ BBLAIOMICTOCA KOMITIO3UTOPA. BI)IBOI[BI. AHann3 CEMaHTUKH TEMATHUYECKOTO
MaTepualla 03BOJIAET OTKPBITh HOBBIN I1AacT n3yueHus Teopuectsa @. llonena. [lonnManne My3bIKaJIbHOM PUTOPUKU HA
OCHOBE CaKpaJbHON CHUMBOJIMKH CITIOCOOCTBYET BRICOKOTIPO(hECCHOHATFHOM paboTe Hal HCTIONHUTEIBCKON HHTEPIIpETaIIeH
(hoprenmaHHBIX Tpou3BeneHUH. [IpenmoxkxeHHBIe aBTOPOM CTaThH METOABI COTIOCTABICHHS M H3YUCHUST B3aUMOCBS3H
MY3BIKaJIbHO-PUTOPHIECKUX CUMBOJIOB C TIOCTPOCHUEM MEJIOANH 1 puTMudecknX (Guryp B mpousseneHusix O. [llonena —sto
KJIFOY K TIOHMMAHUIO MTOATEKCTa SMOLMOHATIBHOTO COCTOSIHUS €r0 MY3bIKH M CKPBITOTO B HEll coziepakanust. XapaKTepHCTHKA
U OITMCAHUE BBIPA3UTEIBHBIX CPEJICTB B PAKYPCE MYy3bIKaJIbHOH (haKkTyphl JONOIHSIOT CIIEKTP IPHEMOB ¥ METOJIOB, KOTOPbIE
OIPCACTIAOT KOMHOSHTOpCKHﬁ CTHUJIb U Xy}IO)KeCTBeHHBII\/'I o6pa3 MPEAJIOKCHHBIX 1A aHaJIn3a HpOI/I3Be}16HHﬁ.

Knwouesvie crosa: @. llloneH; My3bIka; My3bIKalbHAsI PUTOPHKA; CaKpalbHAs CHMBOJIHKA; (aKTypa; CEMaHTHKA;
XOpaJ, MEJIOIUs; HHTEPIIPETAITH
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TYPKMEHCKASI DJIIMYECKASI ITIECHA: | Kyp6anosa [Ixamuns AzuMoBHa
MY3BbIKOBEJYECKHNU MNOAXO/ | Kanouoam uckyccmsosedenus,

e-mail: j_kourbanova@mail.ru,

Munucmepcmeo kynomypet Typkmenucmana,

Vnpasnenus nemamepuanbho2o KyibmypHo2o Hacieous.,

yi. 2002 (np-m Hetimpanvnozo Typkmenucmana), 0. 461,

Awixabao, Typrxmenucman, 744000

Ilenbio wmccnenoBaHMS SBISIETCS BBIIBICHHE JXKAHPOBBIX M CTPYKTYPHBIX OCOOCHHOCTEH SMHUYECKUX IIECeH
TypkMeH. JlJIsl TOCTHKEHHUS TIOCTABIEHHOM 1IeJIM PEIIAOTCs TaKUE 3a]1a4M, KaK: OIIMCAHKE JIOKAIBHBIX IIKOJI SIIMYECKOTO
CKa3WTENIbCTBA, BBIABICHHE CTWJIEBBIX OCOOCHHOCTEH IEBIIOB-CKA3WTENEH, aHAIM3 SIWYECKUX IECHH C IIEJbI0
PacKpBITHS MX KaHPOBBIX W KOMIIO3UIIMOHHBIX 0coOeHHOCTelH. MeTononorus uccenenoanus. B padore ncrnons3yercs
MIPEUMYIIECTBEHHO CPABHUTEIIbHO-UCTOPUUECKUI METON MCCleoBaHus. BrepBble B TYpKMEHCKOW Hayke SHUYECKUE
JKaHPBl M3YyYalOTCS KOMIUIEKCHO, BKJIIOYAsi COCTABIAIONIME HMX IPO3andyecKHe U MOITHYECKHUE TEKCThI, NECEHHYI0
CTPYKTYpy M MCKYCCTBO cKasuteneidl. HaywyHnass HOBM3HA. BBISICHEHO, YTO HOCHTEISIMH YCTHO-TIPO(ECCHOHATHLHOTO
TBOpuecTBa B TypKMEHHCTaHE SBJISIOTCS OaxXImM, MPOIOJIKATEIN TBOPUECKUX TPaJUIMN OTy3CKHX 03aHOB, HamOoiee
paHHHE 00pa3Ibl HCKYCCTBA KOTOPBIX OTHOCATCS K EPHOLY TIOPKCKHUX KaraHoB. [Tomumo smocoB «I'éports» u «lopkyT
aTray», HacleaAue TYPKMEHCKHUX CKa3UTeIeld COCTABISIOT MHOTOUHCIIEHHBIE A€CTAaHbl. [ TaBHBIM CTPYKTYPHBIM 3JEMEHTOM
B JIeCTaHaX SIBIISAETCS dIHMYECKas MECHs, JUIi KOMIO3WIMK KOTOPOH THNWYHA KyIuieTHast (opMa. DIUUYSCKUE MECHU
KIIACCUQHIIUPYIOTCS Ha BCTYNUTEIbHBIC, CEPEIUHHBIC U 3aKJIIOUUTEIbHBIC, KaX/1asi TpyNIa o01agaeT onpeieIeHHBIMU
¢yHkmsamu. BeiBozpl. Jloka3aHo, YTO BBICHIMM JIOCTHKEHHEM TYPKMEHCKOTO HApOJHOTO TBOPYECTBA, B KOTOPOM HAIILTH
OTpaKCHHE HAIIMOHAJIBHBIC YEPThI, BEICOKHE TyXOBHBIC, HPABCTBEHHBIC M MAaTPUOTHYECKHUE HIealbl HAposa, SABIsIeTCs
HCKYCCTBO JMHMYECKUX CKa3HUTENIeH. YCTHOCTh PACIHPOCTPAHEHHs SIHMYECKOr0 TBOPUECTBA MO3BOJIMIIA COXPAHHUTBH Psf
aTpuOyTUBHBIX IPHEMOB HCKYCCTBA M BBIPA3UTEIBHBIX BOZMOKHOCTEH MY3bIKaJIBHOTO sI3bIKa. B 11e7oM B nccieoBannn
OCYIIECTBIICH TOJIBKO TIEPBBIM IIAr K M3yYCHUIO STIMYECKOTO HACIEANs TYPKMEH, B KOTOPOM €IIe MHOTO OENbIX ISTEH.
OnuyecKkue IECHH, MPEACTaBIsIE COO0O0H YCTOWYMBBEIE CTPYKTYpBI, B YCTax PpAa3IMYHBIX CKa3uTeJeld BapbHPYIOTCH,
MOYEPKUBAsT MHAMBUIYAJIbHYI0O OCOOCHHOCTh KaXKAOTO MCHOJIHHUTENS. TakuM o0pa3oMm, HapojHasi MECHsS BBICTYINAeT
B Ka4€CTBE OCHOBBI, ()OKyCUPYIOLIEH B ce0e CTHIIb UCIIONHEHUS! HE TOJIBKO KOHKPETHOTO IECTaHuH, HO M [IEJIOM LIKOJIBI.

Kniouesvie cnosa.: napogHast IECHS; SMTUYECKOE UCKYCCTBO; AECTaH; CKa3UTeNb; OaxIIn; JeCTaHYH

Berynoenue

TypkMeHnucTaH, OOJBIIYI0 YaCTh TEPPUTOPUHN KOTOPOTO 3aHMMAET MyCThIHs KapakyMmbl, pacrionokeH Ha
CTBIKE PA3IMYHBIX KYJIBTYp U penuruil. [eorpadus cTpaHsbl, a TakKe CICIUPUICSCKUE YCIOBUS KU3HU TYPKMEH
B ITPOIIIOM HAJIOXKWJIHM OTIIEYATOK HAa MaTepPHAIBHYIO KyJIbTYpYy H MIPEIOTIPEIEAIN TyXOBHBIH 00IHK Hapoza.
OnYecKoe NCKyCCTBO TYPKMEH OTHOCHUTCS K YMCITY Pa3BUTON 00JacTH HApOAHOTO TBopUuecTBa. Jlo HacTosIIe-
ro BpeMeHHu B TypKMeHHUCTaHe COXpaHUIIACH JKUBasl TPAIUIHS UCTIOTHEHUS AHYECKUX KaHpoB. Hocuremsavu
CKa3UTEIbCKOTO UCKYCCTBA SIBISIOTCS Oaxuiu-0ecmanyu, penepryap KOTOPbIX BKIIIOYAET B €0l MHOTOYHCIICH-
HBbIC HapOIHBIE IECTAHBI, a TAKKE ITIaBbl MOHYMEHTAIBHBIX 3M0COB «[opkyT ara» u «I €porby. «HeoObru-
Has pacTpOCTPAHCHHOCTh cKazanuii o Kép-omiel cpean Muorux HapomnoB Cpenneit Asun, KaBkaza, Cubupu,
bmmxaero Bocroka u oryactu EBporiel, KaskeTcsi, He UMEET Mperie/IeHTa B TePOUKO-IMUIECKOM (OTBKIOPE»
(Kappgries, 1968, c. 8). Kaxmprii nectan mpeacTaBisieT co00i My3BIKAIBHO-TIOITHYECKIH KOMILUIEKC, Ipama-
TYpPrus KOTOPOTO PAaCKpBIBAETCs Oiarofiapst SMMMYECKAM MecHsIM. VIMEHHO TeCHS SIBISIETCS JBIKYIIEH CHIION
JIECTAaHHOTO HCITOHUTEILCTBA, 0€3 KOTOPOH MUYESCKUE JKAHPBI TEPSIOT CBOE HAIIMOHAIILHOE CBOEOOpasHe.

B GonbIMHCTBE MCCIeI0BaHNH, 3aTParuBarolIX MPOoOIeMbI MUYSCKOT0 HACIEIUS TYPKMEH, Ha ITePBBIN
IUTaH BBIJBUTAIOTCS BOMPOCHI TMHTBUCTHYECKOTO Xapakrepa. LlenHast nHpopmaiust o 3aposkaeHun u Gopmax
OBITOBAaHUSI TYPKMEHCKOTO 310ca cojepkutcs B Tpynax E. beprenbca, A. [lonenyesckoro, A. CamMoiiioBH-
ga, B. bacumnoga, K. Peiixima, M. Maccona, I. [lyrauenkosoii, C. Jlemunosa, B. Capuanumau, C. ArakaHosa,
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A. Jlxukuesa, C. [xymanuesa, O. I'yanorasieBa. K mpoGiiemam reHesuca u >kaHpOBOW KiacCH(PHUKAIIAN ITTH-
yeckoro Hacneaus ooOpamanuchk akagemukn M. Kocses, X. Kopornsl, b. KappeieB, b.Mamers30B, a Taxxke
uccnenosarenu A. KynanOaesa, P. A6nymnaes, C. [apprie, A. bexkmypanos, A. Paxmanos, A. Kappsiesa,
C. MawmeTHypoB 1 1ip. OnHAKO POk TIECEH B TYPKMEHCKOM 3ITMYECKOM HacIeqUH U MpoliieMa My3bIKaabHOM
JpaMaTypruy SMUYECKUX KAHPOB IO HACTOSIIET0 BPEMEHH B IOCTAaTOYHON CTETIEHU HE N3yYEHBI.

Hayunas HoBu3HA. BBISICHEHO, YTO HOCHUTENSIMH yCTHO-TIPO(ECCHOHATFHOTO TBOpUecTBa B TypKMeHH-
CTaHe SBJIOTCS OaxIIM, MPOAODKATEIN TBOPUECKUX TPAJULMN OTy3CKUX 03aHOB, HanOojee paHHHE 00pas-
(bl UCKYCCTBA KOTOPBIX OTHOCSTCS K IEPHOLY TIOPKCKHUX KaraHoB. I[lommmo smocoB «I'éporne» n «lopkyT
aray, Hacleaue TYPKMEHCKHX CKa3UTeNIed COCTaBIISIOT MHOTOYUCIICHHBIE IeCTaHbl. | TaBHBIM CTPYKTYPHBIM
9JIEMEHTOM B JeCTaHax SBJSICTCS SMUYECKas MECHs, ISl KOMIO3ULIUKM KOTOPOM THINHWYHA KyIUIeTHas Gopma.
Onuueckue NecHH KIacCUPHUIUPYIOTCS Ha BCTYITUTEbHbIC, CEPEIUHHBIC H 3aKII0YUTENbHBIC, KaXKIas rpyIna
o0JaiaeT onpenesleHHBIMEA (QYHKIUSMH.

Ieau uccjieoBaHUs

Llenpro TaHHOTO MCCIIEOBAHUS SBIISETCS BBISBICHUE )KaHPOBBIX U KOMIIO3UIIMOHHBIX 0COOEHHOCTEH Tie-
CeH, Oraro/iapst KOTOPbIM OCYIIECTBIISICTCS PA3BUTHE MY3bIKAIBHON JIpaMaTypruu B TYPKMEHCKOM 3TI0CE.

Jlnst moCTHKEHMsI TIOCTABICHHOM IIETH OINPE/ISJICHBI TAKKE 3aJ1aud, KaK: 0XapaKTepPH30BaTh JIOKAJIbHBIC
LIKOJIBI 3MUYECcKOol Tpaauuuu B TypKMeHHCTaHe, BBIABUTH PENepTyap M CTHUIIEBBIE 0COOEHHOCTH TEBIIOB-
CKa3HTEJICH, a TAK)KE MPOAHATM3UPOBATh ATHYCCKUE TICCHH C ICJIbI0 PACKPBITHS UX KAHPOBBIX U KOMIIO3HIIH-
OHHBIX 0COOEHHOCTEM.

Merozonorust uccnenoBanus. B paboTe UCnonb3yeTcs CPaBHUTEIBHO-HCTOPUICSCKHIA METOJ HCCIIEI0BA-
HUS1, TO3BOJIMBIINN 0XapaKTEPHU30BaTh ICCTAHHOE HCIIOIHUTEILCTBO TYPKMEHCKOTO HAPO/Ia, UCXOS U3 00X
3aKOHOMEPHOCTEH MHPOBOTO AIIHMUECKOTO CKa3UTEIhCTBA. BIIEpBhIC 10 OTHOIICHUIO K TYPKMEHCKUM JIeCTaHaM
HapOJHbIC IECHU KJIACCH(DUIIUPYIOTCS ¢ TOYKH 3PCHUS BBIMOJIHSAEMBIX MMU (DYHKIIMH W ONpenenseTcs: poib,
KOTOPYIO OHHU UT'PAIOT B PA3BUTHUN MY3bIKaJIbHOU JpamMaTypruy 3MUYECKUX KaHPOB.

HN3iao:xeHne MaTtepuaJja uHCCJaea0BaHusA

C my6okoil IpeBHOCTH Ha TeppuTopur TypKMEHHCTaHa HAMETHIIMChH JIBE JIMHUU Pa3BUTHUS KYJIBTYPBHI —
KOYEBBIX TIEMEH U 3EMIIE/ICIIBIECKOr0 TOPOJICKOTO HACENICHHUS, YTO MPUBEIO K (POPMUPOBAHUIO PA3TMYHBIX
IUTACTOB MY3BIKaJIbHOTO HACJIEAHS, TAKUX KaK (QOIBKIOp U MpodecCHOHANbHAs My3bIKa YCTHOM Tpanuimu. [1o-
SBJICHNE B OECTIMCbMEHHOHN TPaJnIINH PO eCCHOHAIN3MA OTKPHIBAJIO HOBBIE MEPCIIEKTHBHI ISl PA3BUTHS My-
3bIKM KaK CAMOCTOSITEIILHOIO BHIa UCKyccTBa. IlocTenenHo sBoronus npusena K GOpMUPOBAHUIO JIOKATBHBIX
LIKOJI HAPOAHBIX HcnosiHuTenel. Haponubie My3bikanThl B TypkMeHHCTaHE 0003HAYAIOTCS TEPMUHOM Oaxuiu,
KOTODBIN BKIIIOYAeT B ceOe Takue MOHATHS, KaK MeBell (mupmeyl), THCTPYMEHTAIUCT (ca3anoa) N SIINYECKUN
cKkasurenb (deccanywl). braroroBeifHoe OTHOLIEHHE Hapoga K HOCHTEISM YCTHO-IIPO(ECCHOHAIBHOTO TBOP-
4ecTBA PACKPHIBAIOT PA/ MOCIIOBHIL, OBITYIONINX B TYPKMEHCKOM donbKIIope, Hanpumep, “Yurda dowlet geler
bolsa, bagsy bilen ozan geler” («baxium — npeaBeCTHUKHU cyacTbs») uin “Toyun bezegi bagsydyr” («baxmm —
YKpaIIeHne Tos»).

B snuueckux ckazaHUSX TYPKMEH IIPO3aMyeCcKHE pa3ielibl IIOBECTBOBAHUS (Kblcca) YEPENyIOTCS CO CTH-
XOTBOPHBIMHU. «B COBpEMEHHBIX yCTHBIX TpaJULMAX Takas (opma MOBECTBOBAHUS PACHPOCTPAaHEHA Y TYPOK,
azepOaiiKaHLEeB, TYPKMEH, Y30€KOB, YHIypOB, Ka3aXxoB M KapaKaJlakoB, HO BCTPEUACTCS TAKKE U y APYTHX
TIOpKCKUX Haponosy (Paiixim, 2008, c. 95). [TosTHyeckre BCTaBKU CKa3UTENH 0OPMIISIIOT B BUE MECEH, KOTO-
pBIe MCIIONHSIOT, aKKOMIIaHupys cebe Ha ayTtape. Takas opma SMUYEecKUX KaHPOB, BeAyIIas CBOE HA4Yajo OT
JPEBHUX MPEIKOB TYPKMEH 02)308, XapaKTepHa JJIsl yCTHBIX IPeIaHuil KOUueBbIX IuieMeH. «B cBoii repondeckuit
3M0C Or'y30-TypKMEHCKHUE IJIEMEHA BKIIFOYAIN MaTepualibl FTeHeaJlOrHYeCKOro Xapakrepa — MU(bI, IpefaHus u
JIETEH B! O TIEPBBIX OI'y3CKUX OoraTbIpsix, notoMkax OrysxaHa (Orys-karaHa), JIer€HIapHOTO pOAOHAYATbHUKA
(Kopormel, 1972, c. 20). Dnnyeckoe TBOPYECTBO TYPKMEH Pa3BUBAJIOCh B TECHOW CBSI3H ¢ UCKYCCTBOM APYIHX
HapozoB LlenTpanbHOi A3uH, B HACIEIUH KOTOPBIX KYJBTUBHPOBAINCH OJHH U TE K€ CIOXKEThI. Tak BO3HUKIIN
MOATHYECKHE BapUaHThI BOCTOYHBIX JiereHa «Jleitmn u Memknyn», «tOcym u 3yneiixay, «['ynb u bunbounby.
ABtopom nonyssipHoro B TypkmeHuctane ckazanust «30xpe 1 Taxup», poIICTBEHHOTO Y30E€KCKOH M TaPKUKCKON
nosme «Taxup u 3yxpay, sSBIsSeTCs MacTep JII000BHOM IMpUKU MoJutaHernec.

OIUyYecKoe NCKYCCTBO TYPKMEH HEPEIKO CPaBHUBAIOT C TEaTpoM OAHOro akrepa. CTaTyc TypKMEHCKOIO
Oaxuy, mpodeccruoHana, 00sS3pIBall HAPOJHBIX MY3bIKAHTOB CO3AaBaTh MY3bIKY TAKOTO KauecTBa, OT KOTOPOIO
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CITyIIaTeNh MOTyYall Obl SCTETHYECKOE YIOBIETBOPEHHE. B CTpeMIIEHNH K TOMY TIOCTOSSHHO COBEPIIIEHCTBOBA-
JIOCh MaCTEPCTBO HAPOIHBIX HCTIOMHUTENEH. UTOORI cTaTh 6axim, He00X0MUMO OBLIO IPOUTH CYPOBYIO IIKOITY
HACTaBHUYECTBA U TIOJYYUTh OJIATOCIIOBEHUE yuuTels. Jlo CeromHsIIHero AHS MPUX0o 0axIli U UCIIONHCHHE
JICCTAHOB SIBJISICTCSI BAYKHBIM aTpUOyTOM JIFOO0OTO TYPKMEHCKOTO Mpa3HuKa. 3aHHTEPECOBAHHOCTD U MOJIICPIK-
Ka CIIyIIaTelieii, KOTOPbIC HAXOAATCS B IIPHUITOIHATOM HACTPOCHHUM, OYCHb BaXKHA JUI CKasutTels. B 3aBucumo-
CTH OT CTEIICHHM WX y4yacThs OaxIlli BOJICH PacTSHYTh MJIM COKPATUTh TEKCT CKa3aHMs. BbIOOp croxkera u je-
TajbHas 00paboTKa SMM30/I0B TaKKe OPHEHTHPYIOTCS HAa COCTAB ayJUTOPUH: CPEAH TOXWIBIX CITyIIarenen
CKa3uTenb OyIeT MeTh WHaue, 9eM cperau Moioaexu. OcoOOEHHOCTH JIOKAIBHBIX IIKOJI MPOSBISIOTCS B Perep-
Tyape, HHCTPYMEHTApHH, UCTIOTHUTEILCKUX TIPUEMax, MEIOIMIeCKIX OCHOBAaX HAPOTHBIX MECEH, TIPUIAFONTUX
HCKYCCTBY OaxIli My3bIKaJIbHO-CTUIMCTUYECKOE pazHooOpas3ue. B To ke Bpemsi Tpajuius niepeiadn yCTHOTO
HACJIC/IUS U3 TIOKOJICHHS B TIOKOJICHHE, & TAKXKEe MY3bIKAJIBHO-II03THYECKOE BOIUIOIICHUE HAPOIHBIX CKa3aHUN
U METOJIbI PACKPBITHS 00Pa30B AMMUYSCKUX MEPCOHAKEN BO BCEX UCIIONHUTEIBCKUX IIKOJIAX CTUHBI.

TexHMKa JECTAHHOTO MCIIOJIHUTEILCTBA 0a3UPYETCsl Ha TBOPUECKOM BOCCO3/IaHUH, & HE Ha MMOBTOPCHUU
3areyaTiieHHoro B MaMsTh. Vcrmons3ys MMIIPOBH3AIIMOHHBIN Jlap, TeCTaHIM PAaCKPBIBAET CIOKETHYIO (hadymy
AMHMYECKUX KAHPOB KaXJIbIi pa3 Mo-HOBOMY. B OCHOBe MOBECTBOBaHUSI JeCTaHYHM HAXOASTCS OOIIHE 3aKOHBI
JpaMbl: HAIWYHE [IEHTPAITBHOTO KOH(IIMKTA, TOCIICAOBATEIIEHOCTD ATAIIOB PACKPBITHS PpaMaTyprudecKoro 3a-
MbIcTa (3aBsi3Ka, pa3BUTHE, KyIbMUHAIIMS, pa3Bsi3ka). KoMImo3ulys gectana BKIFOYaeT B ce0sl TOKa3 UCXOAHBIX
0OCTOSITENIBCTB, AMU30/bI PA3BUTUS ACUCTBUS U (UHAIBHYIO NeCHIO. OCHOBHBIC MOTUBBI COCTOST M3 KIIUIIIC,
y JISCTAaH4YU BCETJla HAroTOBE LEJIbIi psii «dnuueckux Gopmym» (Paiixi, 2008, c. 176), KoTopbie OH IIPUCOE-
TUHSIET JIPYT K JPYTy B COOTBETCTBYIONIEM Topsiake. [103TOMy TEeKCTOBBIE STH30/bI Y PA3HBIX MCIIOTHHUTEIEH
OTIINYAIOTCS TI0 JUTUHE U CTPYKType. «BcileicTBre 4acThIX YIIPaKHEHUH y STIMYECKOTO MEBIa HATOTOBE IEJBIH
PSI OT/IEIBHBIX YaCTUYEK TIeCeH (€CITM MOYKHO TaK BBIPA3UTHCS ), KOTOPBIE OH MPUCOENNHSET APYT K IPYTY B CO-
OTBETCTBYIOIIIEM XO/y pacckasza mopsjake. Kaxkaas U3 Takux 4yaCTHYEK MEeCeH M300pakaeT ONMUCaHUE M3BECT-
HBIX CITy4YaeB U MPOUCIICCTBUHN, KaK TO — POXKICHUE Teposi, Pa3BUTUE I'eposi, IIOXBaJIa OPYKUI0, TIPUTOTOBIICHHE
K 00pb0e, 11yM 00phObI, PA3roBOp repoes nepei 00eM, OIUCaHKUE TUYHOCTEH U JIOIaIeH, XapaKTePUCTUICCKUE
YepThl U3BECTHBIX I'€POEB, MI0XBajla KPACOThI HEBECTHI, OIMCAHUE JKUJIUIIA — FOPTHI, HACTYIUICHUE JIHS, Ha4ajI0
HouW M T.IL» (Pammos, 1989, c. 16). Takum oOpa3om, mpas uccnemoBarens A. Jlopa (1994): «Ckazurens smoca —
9TO co3zarens smoca. [leser, ncrmomHuTeNb, caararenib, MO3T — 3TO OIMH YEJIOBEK, pacCCMaTPHUBAEMBbIH C pa3Ind-
HBIX TOYEK 3pEHHsI, HO B OJHO H TO ke BpeMms. [leHue, uCTIoNHEeHNe U CIIOKEHHUE 3110Ca — 3TO Pa3HbIE aCTIEKTHI
€IMHOTO COOBITHS» (C. 25).

B TypkmeHucTaHe TpajuIUsi UCTIOJHEHHS 3MAYSCKUX YKAHPOB IIUPOKO PACIPOCTPAHEHA B CEBEPHOM
(Hamory3) u 1oro-BocTouHOM (Mapsl) permoHax CTpaHsl. J{amorys sBiaseTcs EHTPOM JSCTaHHOTO UCITOIHU-
TEIHCTBA, HAPOIHBIX TIEBIIOB 31€Ch MIMEHYIOT HE WHade, Kak ckasurenu (Puc. 1).

g

Pucynok 1. [1Ikona J{amory3ckux aMUYECKUX CKa3UTEIeH.
B nentpe: 3aciyxennas 6axmm TypkMmenuctana AnMarynb HazapoBa (TOTOMCTBEHHAsI CKa3UTEIbLHUIIA)
Figure 1. School of Dashoguz Epic Singers.
In the centre: Almagul Nazarova, Honoured Bagshy of Turkmenistan (descendant epic singer)
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Penepryap namory3ckoil IIKOJIBI BKIIIOUaeT B ceOst I1aBbl dno0ca «I'€pomipl», a Takke aBTOPCKUE U Ha-
ponuble necranbl, Takme, kak «lllacenem m I'apud», «Hemxen orman», «Xypmokra u Xempay, «HOcym
u Axmer», «baba Pomen» u ap. Cka3uTesb AalIOTy3CKOM MIKOJIbI Oy/IeT UCTIOJHATD JECTaH TOJIBKO B COMpPO-
BOYKICHUH UOHCAKYU — UCTIONIHUTENSI HA TPEXCTPYHHOM CMBIYKOBOM MY3bIKaJIbHOM HHCTpyMeHTe. B BrIOOpe
AKKOMITAHHATOPa BaYKHYIO POJIb UTPAET MACTEPCTBO MHCTPYMEHTAINCTA, TOCKOIBKY COYHBIM TEMOp THIKaKa
HE MPOCTO TyOIUpyeT MENOIUIO MIECHH, HO M HACHIIIAET €€ MeM3MaMH U KakK Obl MOJTOHSET ToJ0c OaxIiu,
BHOCS B HICIIOJIHEHHUE DIIEMEHT COCTA3aTeNbHOCTH. KaxkIblil CKa3UTeNb, KaK IPABHUII0, UMEET CBOETO THIKAKIH,
COI03 C KOTOPBIM JJHUTCS AOJTHE TOAbL. [IeHne Aamory3ckux MeBIOB OTIAMYAET ApaMaTHYeCKH HACBIIICHHAS,
9KCIPECCHUBHAS MHTOHALMSA, MEJIOIUYECKUM JIMHHUSM IE€CEH CBOWCTBEHHBI YETKHE PUTMUYECKHUE PUCYHKH,
MOABHIKHBIC TEMIIbI. XapaKTepHbIE JJIsl CKa3UTeIel HAPSLKEHHBIN TOJI0C U Celn(UUECKUe TOPIOBbIE YKpa-
LIEHNUS TMPUCYIIH AMHUYECKUM TPAAULIKAM MHOTHUX TIOPKCKUX HapojoB. Takyro MaHepy MCIIOJIHEHUS HEePEeIKo
CBSI3BIBAIOT C IIAMAHCKUM IMPOUCXOKICHUEM SHYECKUX JKaHPOB.

B otnmume ot repondeckoit U M0O0BHO-TUPUYECKON TEMAaTHKH 3MNYECKUX kaHpoB Jlamorysa, B Mapsl
0C000# MOMyJSIPHOCTBIO IOJIB3YIOTCS CKAa3aHUS PEIUTHO3HO-(QMIOCO(CKOTO U HA3UAATENIBHOIO XapakTepa,
takue, kak «Myxammer XaHanbisay, «9nxem JuBanay, «3einenapany, «Xaram Taib», «Mmam Xacan u Umam
Xyceun», «['ynpnam». M3m001eHHBIME KaHPAaMH MapbICKUX CKAa3UTeNeH SABISIFOTCS JIETeHABI C IEHUEM, Ha-
npumep, «Jlapaiipl JoHIB, «JKepeH Ookymmy», «Y3yknapy», «Canteikiaapy, «[ou arper» u ap. lecranHoe
HCTIOJIHUTEIIBCTBO 371€Ch CBA3aHO ¢ MMeHeM [ ypm Axybosa, KOTOPBIH, B3SIB 32 OCHOBY TPaJUIIMOHHYIO CTPYK-
Typy SMHUYECKUX CKa3aHWM, BHEC HOBIIIECTBO B MaHEpPy CKAa3UTENbCTBA M CO3/1aJl CBOE COOCTBEHHOE HalpaBiie-
rue (Kyp6anos & E6acapos, 2016, c. 210) (Puc. 2).

‘IIII ] '

Pucynok 2. llIxona MapbliicKuX S1IMYECKUX CKa3UTENEH.
B nentpe: 3aciyxxennsie Oaxmm Typkmennctana Yapbisiprynsl Sky6os u Jxymanypast dypasies
Figure 2. School of Mary Epic Singers.
In the centre: Charyarguly Yakubov and Jumadurda Durdyev, Honoured Bagshys of Turkmenistan

B nacrosmiee BpeMs TpaauIUIO UCIIOJHEHUS JE€CTaHOB B Maphbl MPOJOKAKOT ChIH OCHOBOIIONIOKHUKA,
3acmyxeHnbIi 6axmm Typkmenncrana Yapuiapeynvl Aky6os, a Takke ero MHOTOUMCIICHHBIE YIeHUKH. B 1me-
HUU CKa3WTeJeH JaHHOM MIKOIIBI TPe00IaIatoT CepKaHHbIe TEMITBI H aKIIEHTUPOBAHHOE BhIJICIICHUE CHIILHON
JI0JM B HameBe. B kauecTBe akKKOMMAHMPYIOLIETO MHCTPYMEHTA B MapbIiiCKOM PETMOHE UCHONB3YIOT AyTap,
663 y4acCTus TUKaKa. Enaronapﬂ HACBhINICHHOMY HCIIOJIb30BAHUIO MCJIM3MOB MCJIOAUYCCKAA JIMHUA TIECCH
3BYUYHUT HECKOJIbKO 3aByaJMPOBAHHO, YTO BBISBISET CBSA3b C MONYJSPHON B Mapsl Tpaaulued Ty yKoBOro
WCTIOJTHUTEIHCTBA.

BaxHoil xapakTepuCTUKON, OTIIMYAIOIIEH UCTIONHUTENIbCKUNA CTUIIb JIOKAJIbHBIX IIKOJI, SIBJISIETCS MaHepa
JIeKTaManuu (Wi pedeBas HHTOHAINS ), MCTIONIb3yeMasl CKa3UTeIsIMH B MIPO3andeCKUX pasfiesiaX JIeCTAaHOB.
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TepMuH «pedeBoil skaHp» IUPOKO NPUMEHSETCSI B My3bIKO3HAHUH, Peub O0€3 HHTOHALMHU HE CYILECTBYET BO-
obme. «PUCyHOK peueBOi MHTOHALMU 3aBUCUT OT TEKCTa, CUTyalluH, HacTpoeHus rosopsimero. OH, cTporo
roBopsi, HemoBTOpuM. Ho Bce e B HeM MOYKHO YJIIOBHTh OTHOCHUTENIBHO YCTOHUMBBIC TUMIMYHBIE 4epThl» (Ha-
3alkuHCKUH, 1972, c. 264). McnonauTeneit Jlamory3ckoil KOl XapaKTepu3yeT IHEPTruIHasi, HECKOJIBKO Ha-
[IOPUCTAasi UHTOHAIIHS, BBICTPOEHHAs Ha MPEENIbHBIX BOZMOXKHOCTSAX T0JI0COBOTO arnrmnapara. CKa3uTesns JeKia-
MHUPYET IPO3anveCcKue Pa3Iebl TPOMKHM I'OJIOCOM, HCIIOb3Ysl YCKOPEHHBIE TEMIIBI, HEPEKO MPEBPALIAIOIINE
peub B CKOpOroBopky. CTuip AeKIamMaluy MPeACTaBUTEICH MapbIIICKOW TPaAULUKU B KOPHE OTIMYEH. 311eCh
npeoOafaeT caep kaHHasl, HETOPOIUINBAsL, TaK Ha3bIBaeMasi «HAIICBHAs» MaHepa IOBECTBOBAHUSI.

[Ipo3anueckue TEKCThI, pACKPHIBAIOIINE UMIIPOBHU3AaTOPCKOE MACTEPCTBO MCIIOJIHUTENSI U JOHOCSIIHE J10
CIIyIIaTelNsl CMBICI MTOBECTBOBAHUS, SIBJISIIOTCSI BaKHBIM CTPYKTYPHBIM 3JIEMEHTOM TYPKMEHCKHX JIECTaHOB.
OjHaKo MIABEHCTBYIOIIECE 3HAYCHHUE B 3II0CE UMEeT My3bika. IMEHHO ammueckas necHs (deccan atiovimbi)
BBICTYIIACT B KAUECTBE OCHOBBI, (POKYCHUPYIOILIEH B ceOe CTUIIh M MaHEPY UCTIOIHEHHSI KOHKPETHOTO JIECTaHuH,
a TaKk)ke XapaKTepHbIE OCOOCHHOCTH IENOM IIKOIbI. DMUYecKas MeCHS SIBISETCS BAKHBIM XYI0XKECTBEHHBIM
(hakTOpOM, CBOCOOpa3HON MY3BIKATBPHON XapaKTEPUCTHKOHN, paCKPBIBAIOIICH MyXOBHBINH MHp TepoeB. [1o ko-
JIMYECTBY IE€CEH, MCIOIHAEMBIX OT UMEHM TOTO MJIM MHOTO IEPCOHA)Ka, MOXKHO CYIUTb 00 MX POJIM B CKa-
3aHuM. B necTaHHBIX mecHsX mpeobnagaeTr M000BHAS TEMATHKA, a TAKKE IECHU IepOUKO-IaTPUOTHIECKOTO
Xapakrepa. Penmurnossele JO0rMbl, CONPOBOXK/IABIINE KU3Hb TYPKMEH B MPOILIOM, HE MO3BOJISIIM BbIpaxarb
JOO0BHBIE UYBCTBA OTKPBITO, TIOATOMY C 00pa3oM JH00OBU aCCOIMUPOBAINCH BOCIIEBAHNE KPAcOThI IIPHUPOIBI
WJIM BOCXBaJIEHHE KEHCKUX 00pa3oB. boibiioe MecTo B iecTaHax 3aHMMaIOT MECHU HCTOPUYECKOTO, PETUTH-
03HOTO U (puocodcKo-Ha3UIATENbHOTO coepxkanusi. YacTo anmuueckue NecHy MpeacTaBisioT co0oil pa3sep-
HYTBIE TUAJIOTH TepOeB (auidbliubiK), HEPEAKO BCTPEUAIOTCS BOKAJIbHBIE MUHUATIOPBI LTy TOUHO-CAaTUPUUECKOTO
xapakrepa. Bce 3TH ’kaHpbl HalpaBJieHbl HA PACKPBITHE 00pa3HOr0 MUPA U BHYTPEHHET'O COCTOSIHUS TEPOEB.

Uccnenosarens L. I'ymsieB (1985, c. 104) BBIBOAUT psiA CTPYKTYpP, TUIHYHBIX A7l HAPOAHBIX MECEH,
CPeIy KOTOPBIX BBIIENSIET KyIJIETHO-BApUALMOHHYIO, IPOCTYIO JIByX- M TPEXUaCTHYIO, CIOKHYIO TpexdacT-
HYI0 u cTpoduueckyto Gopmbl. OnHAKO TPOBEACHHBIC HAMU HCCIICIOBAHUS JalOT OCHOBAaHUE YTBEPIKIATh,
YTO B CBOMX IECHIX TYPKMEHCKHE CKa3UTEIH MCIOJIL3YIOT UCKIIIOUUTENHLHO KYTUIETHYIO (JOPMY BO BCEX ee
pasaoBunHOCTIX (Kyp6anosa, 2018, c. 83). KymeTHol, mim cTpodudeckoil, Kak U3BECTHO, Ha3bIBaeTCs (hop-
Ma, B KOTOPOIl OZ]HA U Ta ke My3bIKallbHast cTpoda mosTopsiercs: ¢ pasHbiMu crpodamu Texcra (Komosckui,
1988, c. 121). [loBropeHne OTHOTO ¥ TOTO K€ MY3bIKAIILHOTO MaTepHalia ¢ Pa3HbIM TEKCTOM BOCXOIUT K JIPEB-
HEHIIMM KaHpaM HapOJHON MY3bIKH U MPEACTaBIIsET cOO0M OMHY U3 CaMbIX PacHpOCTpaHEeHHBIX (opM B BO-
KaJbHOM My3bIKe. B mecHsx 0axiim NpUHIUN HOBTOPHOCTH TEMAaTHUYECKOr0 Marepualla BBICTYMaeT OCHOBON
(hopmooOpazoBaHus, OJJHAKO IOBTOPEHHUE HAMEBa B KaXK/IOM KYIUIETE HEIPEMEHHO BapbUPYETCsl THOO C TOUKH
3peHus oxBaTa 0oJiee BHICOKHX KYJIbMUHAIIMOHHBIX YCTOEB, OOBITPHIBAHNS U 00OTameH s (pakTypbl MeIu3Ma-
MH, 1100 — CMEHBI BCETO PErUCTPOBOTO YPOBHSL.

B snnueckux necHsx TypKMeH KyiuieTHas (opma 3aguKcHpoBaHa B AByX Pa3HOBUIHOCTSX: C IPUIIEBOM
u Oe3 mpunesa. [y MeIonMHN KyIJieTa TUIIMYEH CUHTE3 Pa3sHOPOJHBIX MHTOHAIWH, HAlPUMEp, COSANHEHUE
CTPOTOTO pUTMa M IIUPOKOTO PACIeBa, Pa3rOBOPHOM peyeBOil HHTOHAIMK U KaHTWiIeHbl. DopmMooOpazoBaHue
MECEH TECHO CBSI3aHO C OCOOCHHOCTSIMU CTPYKTYPBI TIOATHYECKOTO TEKCTa, KOTOPBIM pacuieHseTcsl Ha CTHU-
XOTBOpPHBIE CTOMBI U cTpo(bl. CTpoeHHe cTHXa B TYPKMEHCKOH 1033UK OBIBAET Pa3iNUYHBIM — OT JIBYCTHINHNS
1o pecaructumus. Kpome Toro, B HApOTHBIX MECHSIX MCITIONB3YETCsS TPAAUIIMOHHAS JIUIsl BOCTOUHBIX KYJIBTYP
cHJUIa0UYeCcKasl CUCTEMa CTUXOCIIOKEHUS! bapmak, OCHOBaHHAs HAa CUETE KOJIMYECTBA CJIOTOB B KaXKA0H cTpo-
ke kyrutera (I'ymeieB, 1985, c. 33). Purmudeckoil OCHOBOHM B JIECTaHHBIX MECHSIX BBICTYHaroT 7-mu, 11-Tn
1 14-cnoxHbIE CTPYKTYPBI, CIIOTOPUTM KOTOPBIX YCIIOKHSETCS 3@ CUET UCIIOIb30BAHUSA BOKAJIM3UPYEMBIX pac-
1eBOB. B KOHIIE My3bIKaJIbBHOTO MOTHBA CTPYKTypa CTHUXa HEPEJIKO JOMOIHIETCS BCTABHBIMHU CIOTaMHM «Iii»,
«xet», «aib UM «oey. E1ie 0MHOI 0COOEHHOCTBIO CTPOCHHUS CTHXA SIBIISIETCS JTOCIIOBHOE ITOBTOPEHUE BTOPOM
CTPOKH B 4eTBepTOi. Takol MmodTHuecKuil pedpeH THUIUYEH it OOJIBIIMHCTBA TYPKMEHCKUX dIHUYECKUX Iie-
CCH.

HHCcTpyMeHTaNbHOE CONPOBOXKICHUE, HEIPEMEHHBIH aTpuOyT SMUYECKOH MECHH, OCYIIECTBIAET (PyHK-
LUH BCTYIUICHUS U 3aKJIIOUEHUSI, a TAK)KEe MOCTPOCHUHN CBA3YIOIEro Xapakrepa. CTpoi My3bIKaJIbHbBIX HHCTPY-
MEHTOB IPEIONPENEIAET 30HbI METIOAMYECKOTO PA3BUTHSI IECHU U €€ HANa30H, OXBAThIBAIOIINN OKOJIO IByX
okTaB. CTaHOBJIEHHE MEJIOANH MTPOUCXOANT, KaK MPABUIIO, LIEIBIMU «KycKaMu». «Cy/is IO IECHIM, HapoJ My-
3BIKAJIbHO MBICIHJI HE OT/AEIbHBIMHU 3ByKaMH, a OT/AEIbHBIMH MHTOHAIIMOHHBIMU KOMIUIEKCAMHU, PUTMHUYECKH-
MU sTYeKaMHU, TIOTIeBKaMHU, 000poTaMu, (hpa3aMu, IpUYEM BCE ITH KOMITICKCHI 3alIOMHHAIOTCS, TTEPEAat0TCs
1 IPUMEHSIOTCS 110 TaMATH B (DOJIBKIIOPHON TPaAULIUY UCKIIFOUUTEIBHO YCTHBIM IIyTeM. TOYHOCTD nepenadn
Ka)KI0TO 3ByKa B TAKOM KOHTEKCTE HE TOJILKO HEBO3MOXHA, HO U He 00s13aTenbHay (3emiioBekwid, 1975, ¢. 170).
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[TosTOMY B Ipon3BeAEHUSIX HOCUTEEH YCTHON TPaiuMi MOKHO OOHApYXHUTh aCHHXPOHHOCTh (POPMBI, IIPO-
SIBJISIFOILLYFOCS B HECOOTBETCTBUHM KOMIIO3ULIMOHHBIX YaCTeH MOITHUECKOTO TEKCTa CTPYKType Hamesa. [1ogo0-
HBIE «HEMPABUIBHOCTHY MPOYHO BOLLIM B CTPYKTYPY SMUYECKHUX MECEH U CTaJIM CBOCOOPAa3HBIM aTpuOyTHB-
HBIM 3JIEMEHTOM B ()OPMOOOpPA30BaAHHH.

[IpueMbl UMITPOBH3ALIMK B paMKaxX YCTHOW HCTIOJIHHUTENBCKOM TPaJUIMK IPEANoIaracT BO3MOXKHOCTh
MIPUBHECEHHS] HOBBIX 3JIEMEHTOB B pa3BUTHE MeNOoAuKd. OCOOEHHOCTHIO TECEHHOTO TBOPYECTBA MHOTHX
TIOPKCKHUX HapOJOB SIBJISIETCS TO, YTO HAPsALy C OCHOBHBIMHU KYIUIETaMH, B HAPOAHBIX IIECHSIX HEPEAKO BCTpeE-
YalTCsl Pa3BEpHYThIC, 0Opa3yIOLINE CaMOCTOSATENbHbBIN pa3aen BOKaJbHO-UHCTPYMEHTAIbHBIE TOIIOIHEHUS
pa3paboTouHOro XapakTepa. B kauecTBe TeKCTa B HUX UCIOJIB3YIOTCSl PA3IMYHOTO POja BOCKINLAHMS, a TaK-
XK€ CJIOBa, JIUILICHHBIE JIEKCHYecKoro 3HadeHus. MccaenoBarenu kinaccu(uIMPYIOT MOJ0OHBIE TTOCTPOCHUS,
Kak «ajnekcuueckue npuresbl» (baitrackuna, 1991, c. 128), GyHKIUS KOTOPBIX 3aKiIIO4€HA B TOM, YTOOBI
«...TEUIUTh YXO KpacoToro co3Byunit» (3araesuy, 2002, c. 17), To ecTh JEMOHCTPUPOBATH BOKAJIbHBIE BO3MOX-
HOCTH ¥ UCTIOTHUTENIbCKOE MacTEpPCTBO HAPOIHBIX MY3BIKAHTOB. B TBOpUeCcTBe TypKMEHCKHUX OaxIIH 1Mom00-
HBIE TIPUIIEBBI NMEIOT MECTO BO BCEX CTHJIEBBIX HANIPABICHUSAX, B HUX MIEBLBI UCIOIb3YIOT

TPaIULIMOHHBIE TOPIOBBIC YKPALIEHUS KOXCYK-0J/CYK» N UCTIOJIHSIEMbIE 3aKPBITHIM PTOM BOKAIM3UPYEMble
npuemsl «xymaemer» (Yenenckuii & benses, 2003, c. 93).

[Tpu BeIIBICHUU POPMOOOPA3YIOMINX OCHOB AMMYECKUX TIECEH BAXKHBIM KPUTEPUEM SIBISIETCS UX PacIio-
JIOKEHHE B KOHTEKCTE BBICTYIUIEHHUs Oaxiu. B camoM Hauane cka3uTenu, Kak MpaBUIIO, UCTIONHAIOT Mpe/Ba-
pAIOIIHe IeCTaH BCTYNUTEIbHBIE TIECHU mupme (MyxanHec auobiMaap), KOTOpbIe OTINYaeT HU3KUN PErucTp,
Y3KUH IUana3oH, yMEPEHHbIE TEMIIbI U OTCYTCTBUE SPKOH KyIbMUHALMU. DTH IIECHU C COAEPKAaHUEM JECTaHa
HE CBSI3aHbl, OZIHAKO BBINOJHSIIOT BaXKHYIO POJIb B BBICTYIJICHUH CKa3uTeN . VX GyHKIMS — pa3orpeTs rosoc
IeBIa, a TAaK)Ke TOATOTOBUTH CIyLIaTeNeH K MOCIEoyIoeMy MHOIO4acoOBOMY 3IIMUYECKOMY ACHCTBY. 3aTeM,
B IIpOLIECCE M3TIOKEHHSI TOBECTBOBAHMSI, CIICAYIOT CEpeIMHHbIC IECHU (opmaman atovimaap), ¢ donee mupo-
KHM JIalia30HOM, 00JIaIalolIne CTPYKTYpHBIM pa3HooOpa3reM. 3aBepiuaeTcs ecTaH 3aKIIoUUTeIbHON mec-
Hel (orcemaetioncu auobimMbl), KOTOPYIO OTIMYAET BBICOKUI PErvCTp M HACKIIIEHHAs TUHAMUKA, T0T4epKHUBaIO-
11ast OIIy 0 SMOIMOHAIBHYIO HAIPSHKEHHOCTh HAXO/ISAIIMXCS B TBOPYECKOM KCTa3€ CKa3UTENs U CIyIIaresnen
(Kurbanova, 2000, p. 127).

HHTepecHoi 0COOCHHOCTBIO TYPKMEHCKOIO CKa3UTENIbCTBA SIBISIETCSA U TO, YTO MEJIOIUM AJISI CBOUX IIe-
CCH JIECTAaHYU BBIOMPAIOT CAMOCTOSITENbHO. [l KaXK10M MCIIOTHUTENILCKOM MIKOJIBI XapaKTepeH CBOM HaOOp
TaK Ha3bIBAEMbBIX Me100Uli-meM, KOTOPbIe CKa3UTEIH UCTIOJIB3YIOT B KaUeCTBE MEJIOINUYECKOH OCHOBBI IIECEH.
Tak, B Jlamory3e nomysisipHbIMU SIBIISIFOTCS Mestouu «CaHabIky, «Smmnoar, <<ﬁblnraﬁnap>>, «KacpiM xan,
«baba I'ambapy», «MekanbimM», «HoBrynby, «Belirens sip», «Metnuc xanapy, «Anrauy, « Temmaur, «[anmnak
xeHm», «Hssmm 6aiipam», «Thma CeHWH BIMIKBIHAAY», U MapbICKUX CKa3UTeNel XapaKTepHBI MEJIOANN
«3oxpemkany, « Tyauaeps», « Aiimkemam», «Moit OBe3y, «UsIKABIM TYIIEPY, «ATa Oerepy, «HaBomy, «Ms-
MHUIL TOKJIEH», «COHa reluH» U ApyrHe.

B sTOoM BBIOOpE TakKe MPOSBISIETCS MMIIPOBU3ATOPCKOE HAavalio r r -
JIECTAaHHOTO HCIOJHMUTENbCTBA. MoJso/ble NEBIbl, KaK MpPaBHUIIO, HC- -

MIOJIB3YIOT MEJIOAUU-TEMBI, KOTOPbIE OHM MEPEHSIN OT HAaCTaBHUKOB.

Co BpemeHeM, MpuoOpeTast ONMbIT U MAacTepPCTBO, JIECTAaHUYM YyKe
HE 33JyMBIBAIOTCS TIPU BHIOOpE MENOINH, TIIaBHBIM KPUTEPHEM 3/1ECh
SIBJISIETCSL COBIAJICHUE KOJIMUECTBA CJIOTOB B MYy3bIKaJIbHOM (pase u mo-
aTryeckoi crpode. IToraToMy, Kaxaplii pa3 UCIOMHSIS AECTaH, CKa3u-
TeJb OyAeT MEHSTh MEJIOINYECKYI0O OCHOBY CBOMX IeceH. B pesynbrare,
JIECTaHYM MOYKET MCIIOJHUTH OHY U Ty € MECHIO Ha pa3Hble MeJo-
JMH, THO0 HA00OPOT, HAa OJJHY U Ty K€ MEJOIUI0 UCIIOTHUTH HECKOIIb-
KO pa3NUYHbIX neceH. MiMes B cBOeM penepTyape CBBIIIE COTHU MEJIO-
IUH-TEM, CKa3UTeIU NCKYCHO KOMOMHUPYIOT UX, HCIIOJIb3Yys B KaUeCTBE
HavaJbHBIX, CEPEAMHHBIX MO0 3aKIIOUNTENRHBIX MeceH (Kurbanova,
2016, p. 110). Ho, kak mpaBwiio, TOCTHUTIIHIA 3pEIIOTO YPOBHS HACTaB-
HUK (Xa1una) HAKOTJA HE Oy/leT MCIOIb30BaTh OJHY U TY e MEJIOJHIO

B OJHOM IIPOU3BEICHUN ABAXKbI. Pucynoxk 3. Mononoit necranuu,
B snuueckux necHsX TypKMEH OCHOBHBIM JIa/I0BBIM YCTOEM SIBIISI- IIOTOMCTBEHHBIH CKa3UTeIIb
eTCsl KBapTOBOE CO3BYYHE, 00pa3yeMoe OTKPHITHIMH CTPYHAMH TyTapa. Ks6e Pemxenos
Bo3sBpailienre nocie Kaxaoro KyruieTa MmecHU K OTKPBIThIM CTPYHAM Figure 3. Young destanchy Kyabe
IOTYEPKUBAET OIMOPHOCTH JAHHBIX MEJOAUYECKUX YCTOEB, IIPU 3TOM Redzhepov, descendant epic singer
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BCE OCTaJbHBIE 3BYKH B HalleBe MPUOOPETAIOT MOIYMHEHHOE 3HAYeHUEe, THO0 3HaueHHUEe BPEMEHHBIX YCTOEB.
B nrobom citydae, < AHTOHAIIMOHHBIN CMBICID) TIECHU BEISBIISIETCS JIUIIh B COYETAHUH C OTKPBITHIMU CTPYHAMH.
Bonbiryro posb B JaHHOM Cily4ae UrpaeT MOBTOP HaYabHBIX IMOCTPOSHUH, CITyKAIIMX KaK Obl TPAMILUTHHOM
JUTSL JaJIbHEUIIEro MHTOHAIIMOHHOTO Pa3BUTHA. B HUX yTBEp»KAAIOTCS JTAA0BBIE YCTOU, CIYXOBOE 3alIOMUHAHNE
KOTOPBIX HEOOXOTUMO B CBSI3U CO CIOKHOCTHIO HHTOHAIIMOHHOTO Pa3BUTHUS METOUYECKOM JTMHUN B IIEJIOM.

BaxHblli NpPUHLMII MEJIOJUYECKOIO Pa3BEPTHIBAHHUS B HAPOJHOM My3bIKE OIMCAH MCCIIEAOBATEIEM
X. Kymmnapessim (1958, ¢. 418), cantarommm 3aKOHISHHOW METIOANIECKON SIMHNTICH HHTOHAITMOHHBIA TTHKIT,
BKJTFOIIUI B ceOs TPH MOMEHTA: 3aBs3KY, KYIbMUHAIMIO U Pa3Bs3Ky. 3aBsi3Ka — 3TO PsAJ MHTOHAIIMIA, KOTO-
pBI€ TIOBOMAT K KyJbMHUHAIIMOHHOMY ITYHKTY W TIPEICTaBISAIOT COOOM CBOETO POAa TOABEM, ITOITOMY 3aBS3-
Ka OOBIYHO NMPHUXOAUTCS HA HIDKHUHA PErUCTp Menoauu. VHTOHAWMW KyJTbMHHAIIMOHHOTO MOMEHTA ITMKIIA
YaIie BCEr0 COBMAMNAIOT ¢ CAMBIMU BEPXHHMH 3ByKaMU MEIOAUH, KOTOPhIC MPU HACTOWYMBOM MMOAYEPKUBA-
HUU IPUOOPETAIOT 3HaYeHHe MOOOYHOTO yCTOosI, Oarosiapst 4eMy BO3HHKAET JIaJI0Bast IEPEMEHHOCTh. Pa3Bsz-
Ka — 00paTHBIN CITyCK K HIDKHEMY yCTO0. IHTOHAITMOHHBIH ITUKIT HE BCETa OBIBACT ITOJIHBIM; WHOTIA KaKOU-
00 OIMH U3 TPEX €ro MOMEHTOB MOXKET MIIM COBCEM OTCYTCTBOBATh, WM BBIPAXKATHCS CHKATO, TOIBKO OfI-
HUM 3BYKOM. B ciydae OTCyTCTBUS 3aBSA3KH MEJIOAMSI HAUMHAETCS MPSMO C KYJIIbMUHAINH (IOOOYHOTO YCTOS).
[TombeM K KyIIEMHUHAITUN MOXET OBITh TIOCTEIIEHHBIM, JTHO0 cCkaukoM. To e caMoe MOXKHO CKa3aTh U 00 OTCYT-
CTBUU PAa3BSI3KU: MPU MOJTHOM €€ OTCYTCTBUU MEJIOAUS 3aBEPIIACTCS HA KyJbMUHALUN; TIPU YACTUYHOM — CIIa]
K HIDKHEMY YCTOIO OyJIeT OCYIIECTBISTHCS HE TUIABHO, @ CKAUYKOM.

Wnest "HTOHAIIMOHHOTO IHUKJIA HAXOMUT MOATBEP)KICHNUE B dMUYCCKUX MECHAX TypkMeH. llecHn Gaximm
JIEMOHCTPUPYIOT HAYaJbHbIA TEeMaTUUEeCKUM pa3jien, KyJbMUHALMIO U pa3Ba3Ky. Mcxois U3 HapoaHOU Tep-
muHonorun (YeneHnckuit & bemnsies, 2003, ¢. 63), maHHBIE pa3/ebl HHTOHAIIMOHHOTO KA UMEHYIOTCS /-
OvL10ak (TIOKa3 TeMbI, OCHOBHOTO MEJIOAMYECKOTO SiApa TECHH), wupsar (KyIbMUHAIUSA) U YblKMAaK (CITyCK
B MCXOJIHYIO PETHCTPOBYIO 30HY). [IpOTsS)KEHHOCTh KyJIbMHHAIIMU 3aBUCUT OT KOJIUYECTBA BOKAIH3HPOBAH-
HBIX yKpaieHui. JlaHHbIiA pa3zen B NecHsIX 0axIly WHAVUBUIYaJICH U 3aBUCHT OT MACTEPCTBA UCTIOTHUTEISL.
JIBIKEHUE 3aKITIOUYUTEIBHBIX KAJAaHCOB HAMPABICHO K HIDKHEMY YCTOIO M OTKPBHITHIM CTpyHaMm. CIUTHOCTH
MepeTeKaHusl KyJIbMUHAIIMK B Pa3BiI3Ky 00yCIOBIMBAET OONBIIYIO POJIH IIABHOTO HUCXOSINIETO JIBUKECHUS,
XapaKTEPHOTO JUIsl TYPKMEHCKOTO HAPOJHOTO MEJIOCa.

BriBoabI

Takum 00pa3om, UcclieOBaHUE TIECEHHOTO HACIEAHN TYPKMEHCKHUX CKa3HUTeNIeH TI03BOJISIET C/ieNaTh Bbl-
BOABI O TOM, YTO HapoOoAHas MCCHA SABIACTCA Ba)KHEHIIIMM KOMIIOHEHTOM JITHYECKOIO TBOpYECTBAa TYPKMCH.
CrpyKTypHBIE 0COOEHHOCTH TIECEH, MPEUMYIIECTBEHHO KYIIJIETHOTO CTPOEHUS, BEITEKAIOT U3 TECHOTO B3aW-
MOJICHCTBHSI HOITHYECKOTO TEKCTA U HAlleBa: CKa3UTENIN NCKYCHO MCIIOJIb3YIOT PA3IMUHbIC IPUEMBbl BOKAIN3a-
LMH U TOPJIOBBIX YKPAIICHUH, paclpoOCTPaHEHHbIE CPeid MHOTUX TIOPKCKUX HapoaoB. Ha nmpoTspkeHun BEeKOB
BMECTE C TpajuLKen HUIM(OBATHUCEH HIEMEHTBI CPEICTB XY0KECTBEHHOM BBIPAa3UTEIbHOCTH. Br1OOp Menoanit
JUIsl CBOMX TIECEH 0axXIM OCYIIECTBISIOT UCXOAS U3 XapaKTePHOTo ISl KaKIOH HCIOMHUTEIBCKOM MIKOJIbI Ha-
0opa menonuii-rem. [Ipu BceM cTHIIEBOM MHOTOOOpa3uu, TpaaAuIMOHHbBIE ()OPMYIIBI-KITUILE, MEJIOANHN MECeH
u cneun@nquKHe TOPTAHHBIC YKpalICHUA CBUACTCILCTBYIOT O Onu3oCcTH Tpaauln pas3sIMYHBIX HIKOJI. Yer-
HbIE€ METO/IbI TIepeaur SMUYECKON TPAUIIUU, UHIUBUIYAJIbHBIM XapakTep TBOPUECKOTo Hayaia U BO3MOXKHO-
CTHU MMIIPOBHU3ALMHU [TO3BOJIMIA COXPAHUTh Ul HAIIErO U MOCIEAYIOUIMX OKOJICHUH Psll UCIIONHUTEIbCKUX
aTpuOyTOB U BBIPA3UTEIbHBIX BOBMOXKHOCTEH IEBLIOB-CKA3UTEIICH.

B snmnueckoil mecHe TypKMEH CHHTE3 OITHYECKOTO U MY3BIKAJIbHOTO 00pa30B OCYIIECTBISETCS B €UH-
CTBE CJIOBA, MY3bIKH U MacTepcTBa UcIoNHUTeNsA. CTUIb CKa3UTeNel MPOYHO CBSI3aH C APEBHUMH HCIOIHU-
TCIIbCKUMU TpaguluAMU, KOTOPBIC, HE MPCHATCTBYS MPOABICHUIO HHANBUAYAJIbHOTO Ha4Yajla, OCYIICCTBIISAIOT
BOCCO3/IaHUE ATHMYECKOTO MOJIOTHA B MIPE/IesiaX YeTKO 0003HAYSHHOTO pycila YCTHOTO TBOpUecTBa. Bxirouenne
B 2015 1. amemenTa «Amudeckoe HCKyccTBO 1 éporely B Penpe3eHTaTuBHBIN CITMCOK HEMAaTepHaTHHOTO KYITb-
typHoro Hacneanss KOHECKO croco6cTBoBano 00orameHnto COKPOBUIIHUIIBI MUPOBOH KYJIBTYPhI TyYIIHMA
o0pa3LamMu SIMYECKOro Hacaeusi TYPKMEHCKOTO Hapo/a.
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TYPKMEHCBKA EIITYHA ITIICHSA: | Kyp6anosa [Ixxamisist A3uMiBHa
MY3UKO3HABYMM IMIIXIL | Kanouoam mucmeymeosnascmea,
Minicmepcmeo kynomypu Typxmenicmany,
VYnpaeninus nemamepianvhoi kynemypHoi cnadwunu,
Awixabao, Typkmenicman

MeToro JOCTiIKeHHS € BUSBICHHS XKAHPOBUX Ta CTPYKTYPHHUX OCOOIMBOCTEH TYPKMEHCHKUX CIIYHUX MiCEHb.
Jis mocsTHEHHS OCTABICHOI METH BUPIIIYIOTHCS TaKi 3aBIAHHS, SK: OMUC JIOKATHHHUX IIKUT EMIYHOTO PO3IOBITaHHS,
BUSIBJICHHS CTHIIHOBUX OCOOJMBOCTEH CITiBaKiB-pO3IIOBIIadiB, aHAJI3 CIIYHUX ITICEHB 3 METOIO PO3KPHUTTS iXHiX KAHPOBUX
Ta KOMIO3HUIIHHUX 0COOIUBOCTEH. MeTomoorist JoCiKeHHS. Y po0O0Ti BUKOPHCTOBYETHCS MIEPEBAYKHO ITOPiBHITBHO-
ICTOPUYHUIT METOJI AOCII/PKEHHS. YIIepile B TYPKMEHCBKIN HayIl enivyHi )KaHpH BUBYAIOTHCSI KOMIIJIEKCHO, BKJIFOYHO 13
IPO30BUMH Ta TIOCTHYHUMHU TEKCTaMHM, ICEHHOIO CTPYKTYPOIO Ta MUCTELITBOM po3MoBiauiB. HaykoBa HoBu3Ha. BusiieHo,
110 HOCIsIMU yCHOI nipodeciiiHoi TBopuocTi B TypkMeHicTaHi € 6axiiri, KOTpi MPOIOBKYIOTh TBOPYI TPaIUIlii OTy3ChbKHX
03aHiB, HaHOITBII PaHHI 3pa3Ki MHUCTEITBA IKUX BiTHOCSATHCS JI0 MIEPioAy TIOPKCHKHX KaraHiB. OkpiM emociB «I boporsm»
Ta «[OpKyT aTay, CaAmuHy TYPKMEHCHKIX PO3IIOBIIadiB CKIIAAI0Th OaraTounciieHHi gectann. OCHOBHUM CTPYKTYpPHIM
€IIEMEHTOM Yy JIeCTaHaX € CIivHa IMTiCHS, IJIsI KOMITO3HIIIT K01 THITOBOKO € KyIuieTHa (opma. EmivHi micHi KitacuikyroThes Ha
BCTYIIHI, CEpEIMHHI Ta 3aBepIIaJIbHI, KOXKHIN IpyIi IpUTaMaHH1 KOHKpeTHI (yHKuii. BucHoBKH. JloBeneHo, 1110 HAWBUIIMM
JOCSTHEHHSIM TYPKMEHCHKOI HapOJHOT TBOPYOCTI, B sIKiH 3HANIILIN BiTOOpakeHHs HalllOHAJIBHI PUCH, BUCOKI JYXOBHI,
MOpaJibHi Ta MaTPIOTUYHI 1/IeaJii HAPOLY, € MUCTEITBO CIMIYHUX PO3IOBIAa4iB. YCHE PO3MOBCIOMKECHHS CIIYHOT TBOPYOCTI
CIIPHSUIO 30€pEKEHHIO HU3KH aTpUOYTUBHUX TPUMOMIB MUCTEITBA 1 BUPA3HUX MOMIIMBOCTEH My3UYHOI MOBH. 3arajioMm
y AOCTiHKeHH] 3M1MCHEHO JIHIIIe MePIINA KPOK /10 BUBYCHHS €IIYHOI CIIAIIINHA TyPKMEHIB, y sIKilf me 6arato 0immx
wisiM. EmivHi micHi, 0 CTaHOBISITE COO0I0 CTiliKi CTPYKTYpH, B yCTaX pi3HUX PO3MOBIAaviB BAPIIOIOTHCS, MiAKPECITIOI0YN
IHIIMBITyaJIbHY OCOONMBICTH KOKHOTO BUKOHABI. OTKe, HApO/IHA MICHS € OCHOBOIO, SIKa (DOKyCY€ B 001 CTHIIb BUKOHAHHS
HE JIMIIEe KOHKPETHOTO JIeCTaHyi, a i 1101 Koy,

Kouosi crosa: HapoaHa MICHS; €MiYHE MUCTEIITBO; IECTaH; PO3IIOBiIay; 0axIii; ecTaHdi

TURKMEN EPIC SONG: | Jamilva Kurbanova
MUSICOLOGICAL APPROACH | PhD in Art Studies,
Ministry of Culture of Turkmenistan,
Department of Intangible Cultural Heritage,
Ashqabad, Turkmenistan

The purpose of the study is to identify the genre and structure features of Turkmen epic songs. The work has the
following objectives: to describe the local school of epic art in Turkmenistan; to research a particular style of singers of
tales; to review the epic songs for determining its genre and composition characteristics. The research methodology includes
comparative-historical method mainly. For the first time in the Turkmen sciences society, the epic genres were provided with
an integrated approach, which includes prosaic texts and poetry, epic songs and art of singer. Scientific novelty. We have
researched that bearers of oral professional art in Turkmenistan are bagshys, who are the successors of the art traditions
of Oguz khans; the earliest examples of pieces of art dating back to the period of Turkic khagans. Besides the “Gorogly”
and “Gorkut ata” epic stories, the Turkmen singers of tales’ bodies of work are numerous folk destans. The epic song is
the foremost important structural element of the composition in destans. The epic songs can be classified into initial songs,
the middle register songs and bright final song, each group has specific functions. Conclusions. It has been proved that
the highest achievement of Turkmen folk art, which reflects national features, high spiritual, moral and patriotic ideals
of the people, is the art of epic singers. The spread of oral epic art allowed preserving many attributive techniques of art
and expressive means of musical language. In general, the study took only the first step towards researching the Turkmen
epic heritage, where are a lot of unexplored facts. Epic songs, being stable structures, sound different from different epic
singers, emphasizing the individual characteristics of each performer. Thus, the folk song serves as a basis, focusing on
the style of performance of both destanchy and the school.

Keywords.: folk song, epic art, destan, epic singer, bagshy, destanchy
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Mera pobotu — naneorpadidauii anani3 niB4oi a30yku 3 pykorucHoro 30iparka X VI ct. Ta BUSIBJICHHS XapaKTepHUX
ocobmmBocCTei 1 popmyBaHHSI. MeTon0mOTis JOCTIHKEHHS BKIIFOYAa€ CHCTEMHHH aHai3, [0 CIPHSB OCMUCICHHIO PYKOTIMCHUX
MBYMX a30yK-TIeperikiB. 11 OKpecIeHH 9aCOBHX 1 KITBKICHUX XapaKTePHCTHK JOCTIHKyBaHOTO MaTepiary BUKOPUCTAHO
CTATUCTHYHUI Ta XPOHOJIOTTYHUI MeTou. [1opiBHIIBHIN aHai3 1aB 3MOT'Y BCTAHOBUTH JIOT19HI 3aKOHOMIPHOCTI ()OpMyBaHHS
a30yK-IepernikiB. AKTyalIbHICTh ITyOiKalii IToB’s13aHa 31 3pOCTAI0YNM 1HTEPECOM J0 MY3UYHOI CHaINHI YKPaiHChKOT
[IpaBocnaeHoi [lepku. HaranpHO0 MOTPEOOFO € IPYHTOBHE TOCIIIKCHHS KOJICKIIi 00TroCy>kK00BUX MiBYHX 30ipOK, CTaH
SIKUX 3 KOKHUM POKOM HOTipIIYETHCS Ta 301IbIIYEThCS PU3HK BTPATH IIIHHOTO MaTepiany. HaykoBa HOBH3HA HOCIIKEHHS
BU3HAYAETHLCS THUM, 110 MTPOAHAIi30BaHO MiBUY a30yKy 3 pykornucHOro 30ipauka X VI ct., 3ailicHeno 11 maneorpadiaamii
OITHC Ta TIPOBEICHO MOPIBHAIBHAN aHaJIi3 HeBMEHHUX 3HaKiB. BucHoBkwm. [laneorpadiunnii anami3 miB4oi a30yKu 1aB 3MOTY
BUSIBUTH 3araJibHi prcH B (OpMyBaHHI i1 HEBMEHHIMH 3HaKaMH. Tako)X BU3HAYCHO TICBHI BiIMIHHOCTI 3 IHIIUMH a30yKaMu
B MOAIOHHUX pyKONHCHHUX 30ipHUKax. HalmoBHEHHSs HEBMCHHIMHE 3HAKaMH a30yK BiIOyBaJIoCs BiJIITOBITHO IO IXHHOTO
BUKOPHCTAHHS I1iJ] Yac MiBUOi NPAaKTHKH. SIK MpaBuiIo, B a30yKy BHOCWIINCS Ti 3HAKH, SIKI BBOYKAJIUCS HABaXIIMBIIIMMHA
y BUKOHAHHI IIEpPKOBHHMX MicHecMiBiB. bubmiicTs miBunx az0yk XV-XVII cr., He3Bakatouu Ha JesiKi BIAMIHHOCTI, AyXe
No/i0HI 3a CKJIaJJOM HEBMEHHUX 3HAKIB. 311 ICHEHO PO3IO/iJl HEBMEHHHX 3HAKIB HA YOTUPU TPYIH Bijl CaMHUX MPOCTHX,
10 He MAIOTh Pi3HOBHIIB, 10 CKIIAJICHUX, SIKI TOAIISAIOTECSA HAa TPYNH i miarpymnu. Hes’scoBaHUM 3alIMIIA€ThCSA MTUTAHHS
po3mmdpyBaHHS HEBMEHHOI HOTAIIi1, IKa CyIPOBOIKY€E OOTOCTyk00B1 TeKCcTH. Bupimmru o3HadeHy mpodaemMy MoXKHA
3aBIAKU 00’ €THAHHIO 3YCHJIb YKPATHCHKUX YUCHUX-ME/IIEBICTIB Ta AKTHBHIH CITIBITpaIli 3HAYKOBIIIMH 3aX1THOEBPOMICHCHKITX
KpaiH.

Kurouosi crosa: pykonucHUi 30ipHUK; MiCHECTIBY; a30yKa-IepesiK; HOTOMIC, HEBMCHHI 3HAKHU; PiTh

Beryn

Pykonuchi niBui 30ipHuku [IpaBociaBnoi nepksu XVI-XVII cr. MaloTh BaKiIMBE 3HAYCHHS AJIs
JOCIIKEeHHSI MY3UYHOI CHAJIIMHA YKpaiHChKOro Hapony. B geskux 3 nux 30ipHHKIB po3MilleH] miBYi
a30yKH, B KOTPUX MOJAIOTHCS HAa3BM HEBMEHHHUX 3HaKiB Ta iXHe rpadiune 300pakeHHs. Lli 3Haku € min-
HUM JUKepesioM Yy JociifkeHHI CTOBIIOBOTO (HEBMEHHOTO) HOTOIHUCY, SIKHH JI0 CHOTOJIHI 3aJIUIIAETHCS
HEepOo3MH(ppPOBaAHUM.

AKTyanpHICTh ITyOITiKaIii TOB’ 13aHa 31 3pOCTal0YO0I0 YBATro0 /10 iCTOPUYHOTO MUHYJIOTO Y KpaiHCHKOT
[IpaBocnaBHoi LlepkBu. HaraipHOO MOTPEOOIO € IPYHTOBHE JOCIIIKEHHS KOJIEKITIi OOTOCTYKOOBHX ITiB-
yuXx 301pOK, CTaH SKHUX 3 KOXKHUM POKOM IMOTipUIy€eThCs. 3HAUYHA YacTHHA O0TOCIyKOOBHX MiBUMX 301poK
XVI-XVII ct. 3a1UIIa€ThCsl HEIOCTATHBO JIOCHIKEHOI0, 10, CBOEID YEProk0, CTPUMYE PYyX Y IJIaHI pO3-
mupyBaHHs] HEBMEHHOTO HOTOTIHCY.

JocaimkeHHsaM pyKOHCHUX MiBYMX 301poK 13 konekuii pouais [actutyty pykonucy Hamionanbpaoi
6i0mioTrexn Ykpainu imeHi B. 1. Bepraacekoro 3atimancs O. IBarosa Ta JI. JlyOpoBiHa, sIKi TpOBeJIN aHa-
J1i3 pyKOMUCHUX TiBUMX 30ipok Mineii, Tpioxeit i Okroixa. Pe3ynbratu qociikeHh HAyKOBIlI BUKIIAIH
y npansgx «Kupunnana pykonucHa kaura XVI ct. 3 ¢ponaiB [HcTuTyTy pykonucy HamionanbsHoi 6161mi0-
Tekn Ykpainu imeni B. I. Bepnaacekoro» (IBanosa, 2016) ta «IliBui 6orociyx00Bi KHUTH y peneprya-
pi pyxkonucHux kaur XVI ct. y pongax [ncruryty pykonucy HamionansHoi 6i0mioTekn YKpaiHu iMeHi
B. I. Bepuancwekoro» (IBanoBa & Jlyoposina, 2003), CKOHIICHTPYBABIIU TOJIOBHY yBary Ha 3arajllbHOMY
OMHKCI PYKOMHCIB Ta IXHHOMY 3MicTi. [1iJ 4ac mpoOBeNeHHsI ONMHCY PYKOMHCHHUX 30ipOK BUEHUMHU OyiH
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BCTaHOBJIEHI MPUOIU3HI POKH iX HAIMMCAHHS, IO A€ 3MOTY MPOCTEKUTH XPOHOJIOTII0 CTBOPEHHS TTiBUHX
az0yK.

BaxmmBoro Takox € npausg M. BpaxkHikoBa «/[peBHepycckast Teopust My3bIkd. [1o pyKoITMCHBIM MaTepua-
nam XV-XVIII BexoB» (bpaxuukos, 1972), y sKiil mpoBOIUTHCS aHai3 ABOX a30yk-mepenikiB. OnHa 3 HUX
XV cr., inma — X VI cr., 110 He Jja€ OBHOT KapTUHU BCiX 30epekeHux a30yk-nepenikis 3 XV o XVI cr.

Mera crarri

Meroro cTarTi € naneorpadivyHuii aHaTi3 iBYOi a30yKH i3 pykonmucHO1 30ipku X VI cT. Ta BUSBIIEHHS Xapak-
TEpHHUX 0cOOIMBOCTEH 1i PopMyBaHHS.

MeTomonorist JOCHIPKEHHSI TPYHTYEThCSI Ha TMOEJHAHHI Pi3HUX HAyKOBMX METOJIB: CHCTEMHHUI aHali3
CIIPHSIB OCMHUCIICHHIO PYKOIIMCHUX IMiBYMX a30yK-TIeperiKiB; ISl OKPECICHHS YaCOBHUX 1 KUIbKICHMX XapakTe-
PHUCTHK JTOCIIKYBaHOTO Marepially BUKOPHUCTAHO CTATHCTUYHHUI Ta XPOHOJIOTIYHUN METONH; TMOPiBHUTEHHUH
aHaJi3 a30yK-TIepeiKiB 1aB 3MOTY BCTAHOBHUTH JIOT1UHI 3aKOHOMIPHOCTI, SIKi BITTUBAIOThH Ha iXHE (GOpMyBaHHSI.

Bukian marepiaiy nociigkeHHs

[epui miBui a30yku XV—XVI cT. cTaHOBIATH MPOCTHH IEpeslik HEBMEHHHUX 3HAKIB, SIKi 3aiiMaiyn OJUH
a0o nBa apkymni pykonucy. Boun Mo OyTv po3TamioBaHi i Ha o4aTKy 301pHHKa, 1 HAPUKIHIN 200, HaBIiTh,
y cepenuHi 30ipHUKA. B omHOMY 30ipHUKY TOBOJI 9acTo 00’ earyBamucs Ipmosnorii, Okxroix i [Ipa3muiku a6o
Ipmororiit, Oxroix i O6ixon. [lepmri A30yku-Tiepenniku He MaJli 3aroJIOBKY, ajie iX JIETKO MOYKHa OyJI0 po3IryKa-
TH cepe/l IIEPKOBHUX MiCHECTIBIB. 31€01LTIIOr0 BOHM OyJIM pO3TAIlIOBaHI B CepeinHi 30ipHUKA 1 PO3MIIITyBaIHCS
MDK po3Iinamu, Haiiuacrime — nepen uu micast Okroixa (iHmMK BapiaHT — IpMorioris), A€ HaiuacTimie BUKO-
PHUCTOBYBABCsI OOTOCITY>KOOBUH CITiB.

[Mosia nepmmx azoyk, ctBepkye M. bpaxnikos (bpaxuukos, 1972, c. 8), crana «BUpaXeHHSM 1 HACIIiA-
KOM JIaBHBOTO TIpoIiecy (GOpMyBaHHS TEOPETHYHOTO T IIPYHTS ITi]] TOBCSKACHHY MTPAKTHKY KYJIBTOBOTO CITIBY».
Lett «maBHiif Iporiecy», Ha IyMKy BYeHOTO, csrae XII[-XIV cT., Xo9a My3udHO-TEOPETHIHI KePiBHUIITBA IIHOTO
niepiony He 30eperucs. M. bpaxkuikos (bpaxankos, 1972) mpurryckae, Mo 0CMHCIEHHS TEOPETHYHUX TUTaHb
po3nouanocs B Kuesi, 3BiAKM MOMUpHITOCs 1 Ha iHIII MicTa Ta o6miacti (c. 11-13). [amoi gymku noTpuMyBaBcs
B. Meranos (Meramnos, 1912), cTBep/uKyouH, 10 KOPOTKi PYKOTHCHI TiBYi a30yKu Oyl CTBOPEHI HE paHiliie
XV cr. (c. 277). lepii 3 Hux Manu rpadidne 300pakeHHs 1 Ha3By HEBMATHYHHX 3HAKIB, HE BKA3yIOUH Ha CII0Ci0
IXHBOTO BUKOHAHHSI.

3a3Ha4nMo, 1110 TOTpeda 3aKPIMUTH TEOPETUYHI 3HAHHS MMCHbMOBO BUHHKJIA BHACIIOK 301JIBIIIEHHS Teope-
TUYIHOTO MaTepiaiy, a came: 30UTBIIEHHS PI3HOBUAIB HEBMEHHUX 3HAKIB, YTBOPCHHS CKJIAJICHUX 3HAKIB TOIIIO.
Lo indopmariiro Bxe OyI0 BaKKO BTPUMATH B MaM’ATi IMIBYOTO, TOMY i MIOYMHAOTH BUHUKATH TIEPIIi TiBYi
a30yKH B PyKONUCHHX Oorociy:xk00BuX 30ipkax ykpaiHcbkoi IIpaBociiaBHOT LepKBH, 1100 JOMOMOITH IiBUUM
po3iOparucs B OararoMaHITTi HCBMEHHUX 3HAKIB.

HaiiroBHimn a30yku He MOXKYTh TOBHOIO MipOIO PO3KPUTH BCIO crcTteMy CTOBIOBOTO (HEBMEHHOTO) PO3-
criBy. OCHOBHA CKJIaJIHICTh PO3YMiHHS CTapOJIaBHIiX IMiBYMX a30yK MOJIATA€E B TOMY, 1110 TXHI aBTOPU yTPHUMYIOTh-
Cs1 BiJI OSICHEHHS HAMMPOCTIIINX Ta eIeMEHTapHUX TO3HUIIiH, 10 1 € TOIOBHOIO MTPOOJIEMOIO CyYacHUX JOCTi/I-
HukiB. [leBHI GpopMyiroBaHHS i TIOSICHEHHS! BUKOHAHHSA TUX Y TUX HEBMEHHHUX 3HAKIB, K1 OyJIH 3p03yMiTMMU
MiBYMMU B JaBHI YacH i HE BUMAraJyy JIeTAIbHOTO O3’ SICHEHHSI, TIEPeCTalld OyTH 3pO3yMUTUMH ChOTOHI. BTpa-
YEeHUH TOH 3B 30K, SIKUI OM AaB 3MOTy 3p0o3yMiTH AaBHi GopmymtoBanns (bpaxuukos, 1972, c. 18—19).

HaiirpocTtimmMu BuaMu TEOPETUYHOTO KEPiBHHUIITBA € a30yKH, KOTPi MPOCTO MEPepaxoBylOTh HEBMEHHI
3HaKU Ta QITH 13 PO3MIIIEHUMH HAJl HUMH TpadivHUMH 300pasKeHHSIMH. Y OUIBIIOCTI BUTIAIKIB y Ha3BaxX He-
BMEHHUX 3HAKIB 1HII[IaJIU MUY THCS 3 BEJIUKOI OYKBH YOPHHIOM a00 BUJIUICH] KIHOBAp 10, HACTYIIHI OYKBH, SIK
TIPaBUIIO, MUY ThCST YOpHWIOM, [ padidHi 300pakeHHss HEBMEHHUX 3HAKIB HaJI CJIOBAMHU ITUITYTHCS YOPHUIIOM.
Hammcanus HeBMEHHHX 3HAKIB Ta (DiT BIJOKPEMITIOIOTHECS OHE Bil OMHOTO KpalKaMH, POCTABICHUMH YOPHHU-
oM ab0 KiHOBap'10.

Binpm ynopsakoBaHUMH € a30yKH, Y SIKUX CIOYaTKy Hae nepeiik HeBMEHHHUX 3HaKiB, a MOTiM ¢it. [Hkonmn
LSl CTPYKTYypa MOPYIIYETHCS 1 PITH MOXKYTh OyTH PO3TalIOBaHI cepell MPOCTUX HEBMEHHUX 3HAKIiB. 3ycTpiva-
10Thcs a30yku, e GiTi po30uTi Ha Bi 00 TPW TPYNH BIEPEMiK MK MPOCTUMH 1 CKJIAJIGHUMHA HEBMEHHUMHU
3HAKaMHU.

[Tepen TuM, K TIepeiT 10 mameorpadivHOTO aHaMI3y MiBYOI a30yKH, MOTPIOHO 3a3HAYHTH, 10 30IpHUK
(6. p.) d. 160, Ne 614 nanucanwmii mpudmmzao B 40-60-Ti poku X VI cT. 3aranpHa KUTBKICTh 30epeKEHUX apKy-
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B 634. 30ipHUK YacTKOBO pO30WTHY 1 HEMOBHUH, BiH Mae clifu 3aMokaHHs. [licis pecraBparii pykomucy
B XVII c1. Oyna nopyuieHa nociigoBHICTb apKyIliB y pykomnuci. @opmar pykonucy namip 4 (197x142). Texct
pykonucy Hanucanui niBycraBom X VI-XVII ct.

Jlo 30ipHHKa BXO/ISTH:

— HenosHui [pmonoriit apk. 38-95 (Ipmocu 48 raciB), MOXKIIMBO, Ha BTPauCHHUX [TOYATKOBHX apKyIIax
Oysu Ipmocu 1-3 miacis;

— Oxroix apk. 97-203, axuii BKIIIOYAE MaTy Ta BEINKY BeUipHi, yTpeHI0, 00TOpOANYHI Ta AeHHI XpecTo0o-
TOPOINYHI;

— Cruxupap Mineiinuii apk. 204—357 (CTUXUPH, CITAaBHUKH, TPOMApi);

— Tpiognp [licua i LiTHa apk. 358—503 (cTUXUpH, CTaBHUKH, TpONapi, KAHOHU, KOHIAKH);

— OOuxonHi nemMecTBeHi micHecHiBy apk. 505-517 (xepyBUMCBKa MTiCHS, TPOKIMEH, KIHOHHUK, 3a/10CTOMH-
HUKH, TICAJIOM).

Jaumi iayTh pi3HOMaHITHI MICHECITIBY, CEPE/T IKUX: CBITHIIbHI 1 CTUXUPH €BAHIENIbChKI, TOA00HM Ha 8§ ria-
ciB, HeAUTRHI micHeciBU OKTOiXa, BEIMYaHHS Ha CBATA, TPOMapi HeAinbHiI Ta 6oropoanyHi, [pmocw, [lacxanis,
cimanbHi 3 MiHel, IIcaaMu.

Ha apk. 95 3B.— 96, mix Ipmonoriem i OKTOiXOM 3HaXOIUTHCS MiB4Ya a30yKa, sika IIOYNHAETHCS CIIOBAMHU
«Mwmena. 3uameniro. [letpro». Y wiit a30y1i HeMae MOsICHEHb 100 BUKOHAHHSI HEBMEHHHX 3HAKIB, Y 3B’SI3KYy
3 UM MOYKEMO 3apaxyBarH ii 10 OIHUX 13 MepIIuX, 10 BXOJATH A0 CKIIaay TaK 3BaHUX a30yK-TiepeliKiB.

TounnaeThes a30yka 31 3uaky «Ilapakamy» (Iapaxmut) £, Bin Mae kinbka pisHoBmHiB: «ITapakiuT ¢ OT-
TSDKKOIO», «[lapakmut ¢ orceukoro», «IlapaknuT ¢ moguammem», «IlapakiuT ¢ MOABEPTKOION.

[TapakJiT 3 JaBHROTPELBKOT MOBH TTOPOKANTOG — IPUMHUPHTEIB, JTIOANHA, SIKY 3aKJIMKAIOTh HA JTOTIOMOTY,
JU1s1 3acriokoeHHs. [ padiune 300paxkeHHs B 1iii a30y1i Bkaszye Ha «[lapakiuT ¢ OTCEUKOIO», IO TOTOXKHUH YeT-
BepTHill HOTI. Sk cTBepmkye M. Kaumap (2018), TpuBaicTh LHOTO 3HAKY «BiANOBiAA€ TIOJIOBUHHIN TPUBAJIO-
cti». IcHye iHmI1a rinore3a, BucioBiieHa poroiepeem bopucom Hikonaesum (Hukonaes, 1995), mo mapaxmir 3a
CBOIM 3HaUEHHSM MOJIOHUI 10 TPOITUCHOT («KpacHO1») OYKBH, sSiKa MUIIETHCS HA TOYATKY KOYKHOTO MiCHECTIiBY
1 HeMa€ B CydYacHii HoTallil Oyab-sikoro aHaiory. L{ro nymky miarpumye M. bpaxnikos (bpaxuukos, 1972),
MOCHJIAIOYHCH Ha «TOJIKOBAHHS» 3HAKIB, JIE MAPAKIIIT BU3HAYAETHCS SIK IIOCIIAHHUE CBSITAro TyXa Ha aroCTONbD»
(c. 55). JocnmigHuK TpHITyCKae, M0 MapakiiT OyB «01arocIoBeHHsIM» BCiel MiB4oi a30yku. Maiixke mocTiiiHe
BHUKOPHMCTAHHS LIbOTO 3HAKY Ha MOYaTKy MiBUMX a30yK, Ha AyMKy M. bpaxxHikoBa, MOB’53aHO 3 BUKOPUCTAHHSAM
napakiiTa Ha MovaTKy Bipiia ado psaka mijx yac miBuoi npaktuku (bpaxnukos, 1972).

HacTtynuuMm 3HakoM € noeanands «CTaTHH €O 3MeMUoi» £3, xoua B TeKCTi HanmucaHo «3Mmeuna». Lle
CBIUUTH TPO Te, 10 B cepenuni XVI cT. camocTiitHuii 3HaKk «3Meuniay yTBoproe 31 «Crarueily ckiajeHui
HEBMEHHUH 3HaK. BUKOpHCTaHHS IIbOTO 3HAKA 3pasy Micis MapakIiTy HOSCHUTH CKJIAJAHO. MOXIMBO, MU IIE
HE TIOBHICTIO PO3yMi€MO 3HAYEHHS 3HaKa «3MEHUI» B O0TOCITYKOOBIN TiBUIN TIPAKTHUILI.

3a HUM CJ'IlI[yIOTB ,I[Bl pl3HOBI/II[HOCT1 ckiaaHoro 3uaka — «I[orbKOyJIM3MBD) (TIOJKYITU3MN) L «Koy-
JH3May (KyTu3Ma) aw e, OcTaHHii 3HAK CKIIAAa€ThCS 3 MOIKYITH3MI, KCTATHH 3aKPBITOM MayIoit» 1 «cTaThu
MpoCTOil». BucoTa Ta mocimijoBHICT 3BYKiB KyJU3MH 3aJISKUTH BiJ TJIAaCy 1 MiCIIsl pO3TallyBaHHs B IICHECITIBI,
a TaKOXK BiJ MOTIEPE/IHIX HeBMEHHUX 3HaKIB (Puc. 1).

Pucynok 1. ®parmenr i3 A30yKu-11iB4oi.
Figure 1. Fragment from the Alphabet of singing

«Tonoyouuxb» (I'ony6unk) A 3a3HaucHMil Ge3 HOro TOYHOrO BU3HAYCHHS, ajie 3a rpagiuHuM 300pakeH-
HSM MO)KEMO BH3HA4aTH, IO Lie «ronyGIH/IKL 0op3blity. IcHye 1Bi Pi3HOBHIHOCTI TONYOUYHKA: «TONYOUHKD
OOp3BIi» 1 «TOIYOUNKD TUXHI» A", Born BIAPI3HAIOThCA TpadiTHUM 300paKEHHAM Ta BUKOHAHHSAM: «TOIyO0-
YUKb OOP3BII» — Lie MOCTYHAJbHUNA PyX ABOMA YETBEPTHUMH BIOPY, «TOTYOUHKD TUXHH» — 11€ JB1 IIOJIOBUHHI
HOTH, 5IKI TAKOX ITOCTYIIOBO PYXarOThCs BIOPY.
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«Cromnuay k — 3nak, mo BKazye Ha peuuTartus. Llell 3HaK BKa3zye Ha IIOBTOPEHHS OIHOIO TOHY 1 BHKO-
PHUCTOBYETBCS Ha CKJIaJlaX TEKCTY, sKi He MatoTh Haronocy (Meramos, 1899). B a30yi monatotsest «Cromnmiay
(mpocta), «C buko(MB)» b, «3 nBema» b, B inmmx a30ykax 3ycTpiuarorbesi «CTONMIA C OTCEUKOM W i «Cro-
s ¢ 60p30ii moMeTon» b7 L.

«Yamxkay. IcHye 1Ba pi3HOBU/IH 1IOTO 3HAKA, i BOHU 00K 1Ba of1aHi B a30ymi: 1e «Yamka» = i «IlonHas»
D, Tlepimii 3HaK 03HAYAE PyX MENOAIl BHU3 ABOMA YE€TBEPTHUMH. J[pyTruil 3HAK TaKOXK O3HAYAE PyX MEJOIii
BHM3, aJI¢ CTIOYATKy ITOJIOBHHA, a ITOTIM JIB1 YSTBEPTHI

«Kpoykb» (Kptok) € omHnM i3 HallBaXXITMBIIMX HEBMEHHUX 3HaKiB. M. YcneHcekwuii (YcemeHnckuit, 1971)
CTBEPJIXKYE, 110 TPEIbKUN BUPa3 «BIApsIO MO CTPyHaM» JaB Bi3aHTIMCHKiN ceMiorpadii HEBMy «KpemacTy»
(Bucsiumit). 3rogom 1ei 3HaKk OyB 3al03MYEHHH CTAPOKUIBCHKUMHU MiBYMMH 1 OTPUMAaB Ha3By «Kpiok». Ha mo-
4yaTKy a30yKU BKa3y€eThCsl 3HAK KPIOK, a TIOTIM BCl HACTYIIHI HOTO Pi3HOBUJIM MOJAIOThCs O€3 BKa3iBKU HA caM
3Hak: «Kpoyks» (mpoctuit) b=, «Mpaunsriiy L, « CBBTIB (cBeTHiA) 2+, «C BKIAKO(MB)» (C 06MAKOM) Lo,
«C mogganmm» (¢ mogyanem) .

VY cepenuHi a30yKH € CKIIAJCHUH 3HAK «COPOYAHO(K)Kay; i rpadidHe 300paKeHHS CKIaTaeThCS 31 3HAKY
KpIOKa, HaJl SIKUM 3HaXOAUThCsI copoda Hora. Hanpukinui a30yku nogaetbest « KpoyrpueBbriabiii» (kprok Tpu-
cBeTINii) i3 BKa31BKOIO Ha3BH 3HaKa. Lle MosCHIOETHCS THM, 110 BiH CTOITH OKPEMO BiJ TPyNH KPIOKiB. 3TiHO 3
CTapOBHHHUMHM a30yKaMu HalHWKIUM 3 yciX € «Kpoykb» (mpoctuii). « Mpaunslid» Oyae Bke BUILE TPOCTOro,
«Cpb1ibI» — Bule «Mpaunoroy», « TpucBeTiblit»y — Buie «Ceb1ioroy». IcHYrOTh 1 Taki pi3HOBHIM CKIAJICHUX
KprokiB: «C oTaxkoi», «C oTceuxoit», «C nmousepTkoit», «C J0MKoi», «CBETIHI C COPOUBEH HOKKONY.

«Ckameiika» a6o «Ckameiiray Mae Taxi migsumn: «Ckameiikay #5+, «C oTAXKoi» A%, «C o6naukoy ~#
, «Tuxaa» b=, «C mo(m)uamm(em)» ~*. B a36ymi 3ycTpiuaroThes TiNbKH 1Ba pisHOBHIM: «CKaMeika» i cKiia-
nenuit 3HaK «C nouawmmy» (mogyamn). [Ipocra «Ckameiika» — e pyx MeJofii Bropy, a caMme: JBOX YeTBEPTHHX.
«Tuxaa» TakoX O3HAYa€ PyX MEJIOZII Bropy, ajie ABOMa ITOJIOBUHHUMH.

I'padiune 300pakenHss CTpesm cKiIagaeTbCs 13 crarii Ta puUCKH. Maroun BeNUKY KiJIbKICTh Pi3HO-
BuniB, «CTpenay 3a TPUBANICTIO piBHA 1inid HOTi. B a3byui e taki ii Bumu: «Crpena» (mpocra) e
«Mpaanaa» :":":' , «CpbBT1inas» i~ , «CnObIIaKo(M)» 277 «C nouammy =" «[loBomHas» =™

-

«IToe3 HaAY B , «I'pomHas» MM~V cepemnuni a30ykum € cknageHuii 3Hak «Hemka crpemnoro»
- A 17, sikuii BKJTFOWAE KPIOK C MOJYAIUEM, CTaTiio (TIPOCTy), AyAY, FOIyOUHK OOp3Hi Ta «IajKy BO3-
aepHyTy». Hanpukinni a30yku 3HaxoauTbest «CTpena ¢ monykpsl(x)» (CTpena ¢ HOIyKpHKEM); MOKIUBQ LE
MOMUJIKA TIEPENUCyBava, OCKIIbKH 32 TpadiyHuM 300paxkeHHsM 1ie € «CTpera MpauHaA Cb KPHIKOMY 2=
B3arani pi3HOBU/IIB IPOCTHUX 1 CKJIaJJCHUX CTPEIl, 32 HALlIUM CIIOCTEPEKECHHSIM, HApaXOBYEThCs 44.

B AsGyui-nepemiky micas pizHoBHmiB «CTpem» posramosana «CtaTna» == Tta ii pisHosuan: «CBBI-
naa» i «MpaHaa» =, «3akpertas»sas. JI. Pasymoscekuit (Pasymoscknii, 1886) ta C. CMoneHCHKHiA
(Cmomnenckui, 1888) cTBepmKyI0TH, 0 «CTarnay (rmpocta) abo «MpaHaA» HAIPUKIHII psIIKa OLTBIN TpHUBaja
i e 11 3By4aHHs Mae OyTH Iay3a nepes IOYaTKOM HOBOI CTPOKH.

Hamnpukinni a30yku 3HaXOOUTHCS CKIaAeHUH 3HaK «CTaTHA 3alsITaA» Z2A. 3a3BHuail «CTATHU» CTABIIATH-
Csl HaNPUKiHLI TicHeCHiBiB. BoHM Takok MaroTh CBOIO i€papXilo, MOYMHAIOUHM 13 caMOl HHU3BKOi 0 BHUCOKOI,
y TakoMy nopsaky: «Cb kpmxem», «Cb 3aATONY, «3alaTais ¢ Kpbbkem», «Cratna» (mpocrta), «MpadHas»,
«Ceb1naay, «C copounoxkoit». Takox C. Cmonenckuit (CmoneHckuit, 1888) 3a3nauae, mo «Kpoix» 1 «3a-
MIATaA» CKOPOUIYIOTh TPUBAIICTh «CTaTHUI» HA OJTHY YETBEPTHY.

«[Manka» Bkasye Ha pyX MeOAIT BHU3. Y TEKCTI MOAAIOTHCS TpH pisHOBHAM: «Ilaskay (HpOCTa)-I, «CBbBT-
naa», «Bezgepaoyraa» (B3nepHytas) |°. [lorpiOHO 3a3HaunTH, 110 B nogansiomy «CBbTnaa» He 3ycTpidaeTs-
Csl B 1HIIMX PYKONHCAaX; MOKJIMBO, 1€l 3HaK OyB 3aMiHEHHH OAHUM i3 Takux: «Ilankoro ¢ orceukoit», «Ilankoro
¢ mozIBepTKOI0i» a60 «Ilankoro ¢ ToMKoit». 3HaK MaJIKU MepeBaKHO BUKOPUCTOBYETHCS HAIPHUKIHLI MTICHECITIBY,
MO03HAYAI0YH 3yIUHKY B CIiBI 00 HOT0 3aKiHYCHHSI.

@Dimu — ue 3ammdpoBaHi HACIIBY Y BUIVIS/I 3TPYNIOBAaHUX OKpEMUX HEBMEHHUX 3HaKiB. DiTHI 3HAKH Tiepe-
Ba)KHO MAIOTh y CBOEMY CKJIazi OyKBY (iTa, sika B a30yKax IMOCTAaE 1 Sk OKpemuii 3Hak. Ha mymxy M. bpasknikoBa
(bpaxxaukoB, 1972), cama ita He Mae «CaMOCTIHHOTO MiBYOTO 3HaYeHH» (C. 38). Y micHecmiBax, HOTOBAHUX
HEBMEHHUMH 3HaKaMH, 3HaK (hiTa OKpeMo He 3ycTpidaeThcs. HaBkono (itu rpymyroThCst MpOCTi Ta CKIIaAeHi
3HAKH, yTBOPIOIOYH PO3LINPEH] MEJIOIHHI HACTIBH.

VY miif a30yui micist «B3AepHyTOi» (Manku) WayTh Taki ¢itHi 3Haku: «Purtay (mpocra) 3, «Cae(T)maa»

82: (dirta, craris ceemas), «MpaqHaA»f:eﬁ: “* (craris (nmpocra), ¢ira, craris Mmpaunas), «3BaHas»
2§22 (ctpena (mpocTa), CoXHTiE, por; (iTa, CTaTis 3aKpuTa i cTaTis cBETIAsN).

HactymanMm 3rakoM Bkazannii « KpbLkby, ane rpadidae 300pakeHHS MOMAETHCS Y BHIIAMI «3aATa Ch

kpeokoM»IT, piBHsAETHCS TONOBMHAIH HOTI (MeTamnos, 1899). Leii 3HAK BUKOPHCTOBYETBCS IS MO3HAYCHHS
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HU3bKHX 3BYKiB Ha MTOYATKY MTiCHECITIBY a00 psaKa. 3a IHIUMHI JaHUMH, « KPBIXKb» CTaBUTHCS TUTBKH HAITPUKIH-
1li TIICHECITIBY 1 BIAMOBIAAE iTiH HOTI 31 3HaKoM (epmaru (Metamios, 1899; Hukonaes, 1995).

3nak «YearocTkay b 03Hauae 1iny Hoty. Llei 3HaK MepeBaKHO BUKOPUCTOBYEThCS HATIPMKIHI MEIOIMY-
HOTO 3BOPOTY, BiH CKIIaJa€Thes 31 «cromulli Ta 3amstoi» (Kaumap, 2018).

«JIBaB4o()Hy» (JIBa B uoBHi) ke, Ileit 3HaK 300paXkeHuii y BUIVIAI KPIOKA 3 IBOMA PUCKAMU B CEPE/IMHI.
Hap 6yxBo10 «0» 300pakeHO «00s1auKo Cb 3amATON». [IpuitHATO BBaXKAaTH, 1110 TPUBAIIICTH IIHOTO 3HAKY YOTHPHU
geTrenTHi, Y O1IbII Mi3HIX MIBYUX a30yKax 3yCTPIYalOThCs CKIAJEHI 3HAKU: «JIBa B YEJIHY» 3 TIOMITKOIO «Kad-
ka» Y7, mo BigmoBimae --- Ta «%Ba B YCIHY» 3 MTOMITKOFO TIOJIKYJIU3MHU OOJBIION g nepexIazi Ha
Cy4JacHy HOTAIif0 Ma€ Takul BUIIsA & ===+  (KprokoBoii OykBapb, 2015).

3nak «Ilaoy» (ITayk) I Ta HacTynHuii 3a HUM «Benkuii» 300paKyeThCs y BUIISI KPIOKa, 3BEPXY AKOTO
3HaXOIMTHCH «3arsiTa». B «A30yke» B. Meranosa (Meramos, 1899) Mmoxkemo 6auntn 3Hak «Ilayk co crarbeii»
2. «KproxoBoii 6ykBaps» rpahiuno nomgae «Ilayka co cTaTheii» HazuBaloun neit 3HaK «Ilayk GOIbIION».

€ mie ofWH PI3HOBUJ CKIQJIEHOTO 3Haka — 1e «llayk BeNUKHUil», KU CKIaIaeThcs 13 «CTaTbU 3a-
KpPBITOW MaJIOH, CTaThbU MPOCTON M cOOCTBeHHO mayka» (bpakuukos, 1972, c. 35). CnoBo «mayk», Ha TyMKY
. PazymoBcekoro (Pasymosckuii, 1886), mae rpenpke nmoxomkenna. B. Meranos (Metaimos, 1912, c. 43)
3amepeyye i CTBEpIUKYE, 110 11 CIOBO — pychKe. TpHUBajicTh, BUCOTA 1 HANPaBJIEHHS 3BYKIB «IayKa» B IJlacax
BH3HAYAETHCS MO-PI3HOMY.

«Xamuna» MM CKIIaaeThesl 13 JBOX 3all’sITHX 1 Yamikd. Bucora 1[boro 3HaKy 3ajeKUTh Bij| Iacy Ta
BUCOTH TIOTIEPEIHHOT0 HEBMEHHOTO 3HAKY 1 33 TPUBANICTIO, 32 OJJHUMH JJAHUMH, PIBHSETHCS YETBEPTI, a 3a iH-
muMu — i HoTi (Hukomaes, 1995). HacTymHui 3ByK TpUBae 11Ty HOTY. MeToist Moke pyXaTucst abo Bropy,
a00 BHU3 3aJI€KHO BiJ IIEBHOTO IICHECIIIBY.

«Jlepoumay AAl CKITaaeTbes 3 ABOX KoM Ta manku. Lle YOTHPH YETBEPTHI, 5IKi pyXaroTbcs Bropy. Llei
3HAaK B OIBIIOCTI BUMAKiB BUKOPUCTOBY€ETHCS B MOEAHAHH] 31 «CTaTero ¢ MOIBEPTKOM».

«Cuio:kuTHA» %% Mae 1eB’ATh pi3HOBUAIB. B a30ymi-nepeniky mogaetbest «CIoXKUTUAY (ITPOCTE), IO 03-
Hayae pyx Mejioii BHU3 JBoMa ueTBepTHUMH. Hampukinmi a30yku € 3Hak «CIIOXKHTHA 3arnAToi» WY, me
TaKOXK PyX MeJOJii BHH3, aJie IO IBOX YETBEPTHUX JIOJA€THCS MOJOBUHA HOTA ~ - .

«Tpackay» 27" 33 CBOIM BUKOHAHHSAM BiZIpi3HAETHCA Bi iHIMX «CTpen». € meBHi pi3HOBUAN IIHOTO 3HA-
KV, Kl XapaKTepHu3yIOTh CITOCI0 BUKOHAHHS Ta PUTMIYHY TIOCIiAOBHICTE: « TpAacoriiacHaA ¢ O0p30i TOMETO»

7", «TpacornacHaa ¢ THXOi momeToit» ~ , « TpacocTpenbHas», ~* «TPACOBO3BOTHAA» 7 .

3nak «Copouya HO(K)ka» (Hora), Ha 1yMKy M. bpaxnikoBa (bpaxuukos, 1972, c. 56), He Mae camo-
CTiiiHOTO MmiBYOro 3Ha4ueHHs. Llel 3HaKk 3ycTpidaeThcst B MiBUMX a30yKax i K CAaMOCTIMHUM, 1 SIK TOAATKOBHUH
JI0 IHIIMX HEeBMEHHHUX 3HaKiB, a came: npu «Kproky» (mpocromy), «Crpene» (npocroii), «Ceb1ioit». Ta Bce
K AOCTiIHUK mpumyckae, mo B XV—-XVI ct. «Copoua HOray» Majna caMocTiiiHe TiBYe 3Ha4eHHA. B. MeTanos
(Metaios, 1899) 3a3nagae, mo «Copoda HOTay 3HAYHO YaCTillle BAKOPUCTOBYBAIACS 31 CTPiTaMH, TAKIAMH STK
«KpbrkeBoity, «Cebrnoiy», «IloBonHoiy, «[pomHo», «I'poMoMpauHoil», «I'pomocsbrioit», «I'pomocBBT-
JIOK ¢ KpBLKOM», «IpoMoMpadHoii ¢ Kpbikom» (c. 23).

3nak «Koaoum» (KIo4unK) HanmucaHui 0e3 ocTaHHBOI OyKBHU «k». IIpomycku octanHix OykB y Ha3Bi
3HaKa 4acTO TPAIUIAIOTHCS B MiBUMX a30ykax (Hampukialn, y wmiid a30yui Ha3Ba HeBMaTW4HUX 3HakiB «[lapa-
iy, «[Taoy»).

3naky «Mednkb» i «G)cokay» B a30yIi-niepeniKy MaloTh OJHaKoBe rpadiuHe 300pakeHHs. 3HOBY MOMHII-
Ka aBTOpa y rpadiuHoMy 306pakeHHi 3HaKiB. «MednKb» 300paxenuii BipHo +~ , a «CDcoKa» IIOBUHHA MaTH
takuil Burag & .

«PomxoKb» | CTaBUBCS HANPHKIHLI MICHECTIBY 1 32 TpUBAJIICTIO OyB piBHMI winii HOTI. [Hpopmauii mpo
el 3HaK qyKe Majio, MOKIIMBO, 1I€ TIOB SI3aHO 3 THM, IO BiH 3 4aCOM BUHINOB i3 BUKOpUCTaHHs. Y «KprokoBo-
My OykBapi» (Kprokosoii 6yxkeapw, 2015) sragyerbes 3Hak «Por» € | Skuii 3ycTpidaeThesl B TAEMHO3aMKHEHHUX
HaKpPECICHHSX JIUIb, & Y CTAPOOOPSAIIB BUKOPUCTOBYETHCS JIJISl TO3HAYCHHSI OCTAHHBOTO 3BYKA B MICHECIBI
1 € ToToxkHUH Kproky (Hukomaes, 1995).

Hanpukinni a30yku pos3ramioBaHa japyra rpyna GitHux 3HakiB: «KCGDObu1ay e=== 721 (1Bi XBHU-
nscTi miHii, monKyIM3Ma Gonbiuas, cratis ceetnas), «[lepeBackasy Ao =sBTA: (romy6unk 60p31/m KPIOK
CBETNHMIi C TOUAIINEM, MONKyIu3Ma, BiTa, 3Miina i cTaTis cBeTnas) «DHUTA TBOUETHAA» Ansizia TG A \uliia
B\2: (romy6unk Gop3uii, CIOXKHTIE, KPIOK CBETNHIA, 3Meila, dita, 3Meila; KpIoK CBETNHIl, cTaTis SaKpuras,
CIIOXKHTIE, Ba B YelHe, pita, CloKuTiE i cratis cBetmas), «Pura TpucTpbiHAAY =7 = =2 -
- (cTpena (Hpocraﬁ:no nTle’(‘TaTm 3aKpuTas; cTpena (mpocra), CIOKHUTIE, PiTa, cTpena 1 cTaTis cBersas),
«I'pomornacHaA) s W a.a - (KPIOK CBETNIMH, CTaTis 3aKphTas, 3Miila, ¢iTa, MOIKyIM3Ma 1 CTaTis CBET-
nast). Y mepmomy cioBi «KGDObutay npyra OykBa 300paxkeHa y BUIVISAI OMErH. B mopanbmomy B IbOMY
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CJIOBI 3aMiCTh OMeTH 300pakeHa OyKBa «0». BykBy oMeTy 3 BETUKHM armocTpooM 3ycTpidaeMo B Ha3Bi 3HAKY
«Gcokay.

«3anAaTas» # o3Hayae pyx Meinonii BHM3. B iHIMX pykomucax 3ycTpidaeTbesi «3amaTas C OTCEUKOMN»
i «3anaTaa ¢ Kppbkem». OCTaHHIH CKJIaJeHUI 3HAK BUKOPUCTOBY€ETHCSI Ha IOYATKY IMiCHECIiBY abo psiKa.

Ocranns rpyna GiTHUX 3HAKIB, a came: «Kobbutay (E2w2) 272 «(Ko6blIa H3bKEPEOATHD) PS4 A
WzsaZ0T s 2 LB 2 MaroTs Ha3BH, SIKi MOBHICTIO HAIIMCAHI KIHOBAp 10, @ HE TUIbKH IHIIIAIB, K Y PO3IJIs-
HyTHX BuUIle. Tpu 3Haku «KoOblTa» B pi3HUX BapiallisiX Ha MOYATKy MAIOTh JABI XBHJISACTI JIiHI, SIKi pO3TaIIo-
BaHi OIHA HaJI OJTHOIO 1 Hara[yI0Th 0OpUC KOOWIH. Y IpyroMy BapiaHTi Haj ci1oBoM «KoObltay XBUIIACTI MiHIi
pO3TalIoBaHi B IEPEBEPHYTOMY BUIIISAI, a ITiJ CAaMUM CJIOBOM KiHOBap 10 XBHJISCTI JIiHIi 300paxkeHi y 3BUyaii-
Hill Gopmi, SK y mepuiomy i B TpeTboMy BapiaHTi. Ha choronni Mu He Ma€Mo MOSICHEHHSI, YOMY B APYTOMY Ba-
pianTi «KoObu1a» Mae 1Ba A3epkaibHUX rpadiuHux 300paxeHHs. QitHuil 3HaK «KIAUA» =2Rs5%  ~7 A1 Mae
0COOJIMBE BUJIIJICHHS, Y HOMY 1 Ha3Ba, 1 rpadiune 300pakeHHs HarnKcaHi KinoBap 1. [TorpiOHO 3a3HaYuTH,
110 B IijIoMY rpadiuHe 300pakeHHs Maiixke iieHTHYHE 3 GiTHUM 3HaKoM «KoObLiay, ajie mapasienbHi JTiHil Ha
MOYaTKy MaroTh He XBUJLICTY opMmy, a tamany JiHiro (Puc. 2).

Pucynok 2. ®dparmenr i3 A30yKu-miBYOi
Figure 2. Fragment from the Alphabet of singing

V mpami JI. 1. Anpoxinoi Ta JI. B. Konapamxosoi (Anexura & Kongpamkosa, 2018) anamizyeTsest pyko-
mic 1510-x pp., PI'b. @. 304/1. Ne 411. JI. 67, ne 3ycTpidaerbes 1eil piTHUN 3HAK. ABTOPH CTBEPIKYIOTb, 0
¢iTHHi 3HaK «KoOBLIa» 3 JOBrUM pO3CIiBOM 3ycTpidaeThes 1oBoi piako. [lepia fioro ¢ikcaist Oymna B pyKo-
nucax Hanpukinoi XV cT. 1 BUKOpUCTOBYBaBCs Lel (GitHuit 3Hak g0 nepioi nonosuHu X VII cT.

BucHoBknu

[Naneorpacdiuamii anamni3 a30yku i3 30ipruka ¢. 160, Ne 614 maB 3Mory BUSBUTH NeBHI 3aKOHOMIPHOCTI,
3HAWTH CIIBHI PUCH W BIAMIHHOCTI 3 IHIIMMU TiBYMMH a30ykamu. Ilix gac mpoBeneHHs AOCTiHKEHHS OYyI10
BHUSIBJICHO TIEBHY IMOCIIZIOBHICTb, XapaKTEePHY /Ul MBYMX a30yK: y mpoueci GopMyBaHHS MiBUMX a30yK iCHY-
BaJia MIEBHA MTOCIIiJOBHICTh, KOJIM Ha TIEPILIOMY MiCIli CTaBUIacsl Ha3Ba HEBMEHHOTO 3HAKY, a OTIM HOTo pi3HO-
Buj Oe3 TOBTOPEHHsI Ha3BU 3HaKy. [10TpiOHO 3a3HaYMTH, 110 3a3HAYSHE MPABUIIO HE 3aBKIHM TOTPUMYBaJIoCH,
THKOJIM aBTOPH HOTO MOPYIIYBaIIH.

Posrsgaroun miBgi a30yku, MU 3ITKHYJIHCS 13 TIPOOJIEMOI0 PI3HOMAHITHHX Bapiarliii HamMcaHHs 3HAKIB.
OpxHAM 13 caMuX MPOOIIEMAaTHYHHUX MUTAHb € Te, 0 B a30yKax JOCIiKyBaHOTO Nepioy OyBarOTh BUITAIKH,
KOJIM 3HaKH MalOTh OTHAKOBY Has3BY, ajie pi3He rpadiuHe 300pakeHHs, a00 HaBIaKH, OJJHAKOBE rpadiuHe 300pa-
JKSHHS, aJie Pi3Hi Ha3BU 3HaKIB. Bce 1e yckmaaaioe nociimpkenHs HeBMeHHoro Hotonucy X V—XVII ct. Tomy,
00 MiHIMI3yBaTH KUIBKICTh TIOMHJIOK B aHaJi31 a30yK, TOTPIOHO TPOBOIUTH JOCTIKEHHS OLIbII KOMILICK-
CHO, 3BayKar04M Ha MOCIiOBHICTh 3HAKIB Ta iXHe rpadidne 300paxeHHs. Takox MoTpiOHO BPaxoByBaTH MOXK-
JIMBI TIOMHUJIKK aBTOpa — 1 B Ha3B1 TOTO Y TOTO 3HAKY, 1 B HOro rpaghivHOMY 300pakeHH.

HamoBHeHHsT HeBMEHHUMH 3HaKaMHU a30yK BigOyBayoCs BIAIOBIIHO IO IXHHOTO BUKOPHCTAHHS ITiJT Yac
IiBYO1 MPaKTUKH. SIK paBwiio, B a30yKy BHOCHIIHCS Ti 3HAKH, KOTPI BBAKAJIMCS HAWBAKIIMBIIIIMHU Y BUKOHAH-
Hi LIEPKOBHHUX MicHecmiBiB. binbmicts niBunx a30yk XV-XVII ct. € gysxe mogiOHUMHU 3a CK1aJl0M HEBMEHHHUX
3HAKIB, HE3BAXKAIOYHM Ha JIesIKl BIAMIHHOCTI.

HeBmeHH1 3HaKM MO>KHA MOIUINTH HA YOTHPH IPYIHU: TEpIia rpymna — I1e 3HaKH, SKi He MartoTh Pi3HOBHIIB
(xamina, nepOina, TpyOa, 0coka); Ipyra — Ti, [0 MalOTh KiJIbKa CBOIX PI3HOBUIIB (Ky/IM3Ma, YallKa, rmajKa, 3a-
sATas); TPETS — MaroTh CBOI MEBHI I'PYIH (TPsCKa, CIOKHUTIS, CKaMeila); 4eTBepTa — MaroTh I'PYIIHU 1 MiArpyu
(ctpenn, kprokw, ctarii). KoxxHa 3 1iX rpymn Mae CKiajieHi 3HaKH, SKi yTBOPIOIOTHCA Bij IXHBOTO 00’ €THAHHS
3 100aBISTHHSIM OCOONHMBHX 3HAKIB (OTCEYKH, IMOMYAININs, 00Jlaka, COPOUOl HOTH i iH.) Ta BKa3iBHUX ITOMET

127



MY3NYHE MUCTELTBO
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MuctenrsoznaBctso. Bur. 42 ¢ ISSN 2616-4183 (Online)

(6op3oi, THXO1, JIOMKH, Ka9KH TOIIO). L{eit moain Ha rpynu € J0BOJIi yMOBHUM, OCKITBKH MOKJIMBI KOTMBAaHHS
HEBMEHHHX 3HAKIB MK CYCITHIMH IpyNamH, 110 i BU3HAYAE aKTYalIbHICTh MPOIECY MOAATBIIOT0 TOCITIIKEeH-
Hs1 CTOBIOBOTO (HEBMEHHOTO) HOTOITHUCY.
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IMAJIEOTPA@UYECKOE OIIMCAHHUE | [MoaropOyuckuii Hukonait Anaronbesuy
«ABBYKHU-IIEBUEU» U3 PYKOIIMUCHOI'O | Kanouoam ucmopuueckux nayx, doyenm,
CBOPHMKA XVI B. | Kuesckxuii nayuonanvuwiil ynusepcumem

Kynomypsl u uckycems, Kues, Yxpauna

Lens paboTsl — aseorpadIecKuii aHAIN3 eBUEeH a30yKH U3 PyKOITICHOT0 cOopHUKa X VI B. U BRISBICHHE XapaKTEPHBIX
ocobenHOCTEH ee popmupoBaHms. MeTOIOIOTHS HCCIIeIOBAaHNS BKIIFOYaeT CHCTEMHBIN aHaJIN3, KOTOPHIH CITIOCOOCTBOBAT
OCMBICIICHUIO PYKOTTCHBIX NEBUMX a30yK-TiepedancieHnii. [t onpenesenus BpeMEHHBIX M KOIMYECTBEHHBIX XapaKTEPHCTUK
HCCIEAYEMOro MaTepralla UCTIOIb30BaHbl CTATUCTHYECKUI U XPOHOIOTN4eCKU MeTobl. CpaBHUTEIbHBIN aHAIN3 TO3BOJIMI
YCTaHOBHTB JIOTHUECKUE 3aKOHOMEPHOCTH (hOopMHUpOBaHUsl a30yK-TIepedrcIeHN. AKTYalbHOCTb yOJIHKALUK CBs3aHa
C pacTyIIMM HHTEPECOM K MYy3bIKaJbHOMY Haclienuto YkpauHckoi [IpaBociaBuoii [lepkeu. HacymHoi He0OX0MUMOCThIO
SIBIISIETCS OOCTOSITENIbHOE NCCIIEIOBAHNE KOJUICKIMH OOrOCITyKEeOHBIX IEBYNX COOPHUKOB, COCTOSIHUE KOTOPBIX C KAXKIbIM
TOJIOM YXYZIIIAETCS U yBEINYUBAETCS PUCK ITOTEPH LIEHHOTo Marepuana. Haydnas HOBH3HA MCCIEI0BaHUS ONPENEIAEeTCS
TEM, 4TO PacCMOTpeHa IeByast a30yka u3 pykonrcHoro coopunka X VI B., mpoBeieHsI ee maneorpaduiaeckoe onrucaHne
1 CPaBHUTENBHBIN aHAIN3 HEBMEHHBIX 3HaKOB. BoiBosbl. [laneorpaduyecknii ananu3 nesuei a30yku MO3BOJINII BBISIBUTH
o0urye yepTsl B GOPMUPOBAHHUH €€ HEBMEHHBIMH 3HaKaMH. Takyke olpezeeHbl HEKOTOPbIe OTIINYMS C APYTUMH a30yKaMu
B ITOJJOOHBIX PYKOMUCHBIX cOOpHUKaX. HaronHenne HeBMEHHBIMU 3HAKaMK a30yK ITPOUCXOINIIO B COOTBETCTBHHU C X
UCIIONB30BAaHMEM BO BpeMsl IieBuei pakThku. Kak rmpaBuiio, B a30yKy BHOCHJINCH T€ 3HAKH, KOTOPbIE CUMTAINCH Hanboee
BaYXHBIMH B MICTIOTHCHUH IIEPKOBHBIX ITecHONeHNH. bonpmuHcTBO neBunx a3oyk X V—XVII BB., HECMOTps Ha HEKOTOpHIE
pas3nuyus, O4eHb ITOXOXKH T10 COCTaBy HEBMEHHBIX 3HAKOB. [IpoBeieHa rpajanust HEBMEHHBIX 3HAKOB HA YETBIPE IPYIIIBI OT
CaMBIX MPOCTBIX, HE MIMEIOLINX Pa3HOBUIHOCTEH, IO COCTABHBIX, KOTOPBIE AENATCS Ha IPYIIbI U HOArpyHIbl. HEBBIACHEHHBIM
0CTaeTCsl BOIIPOC pacn(pOBKH HEBMEHHOM HOTAIIMH, KOTOPasi CONPOBOXKIAET OOTOCITyKEOHbIE TEKCThI. PelnTh JaHHYIO
po0OIeMy BO3MOKHO MPHU OObEIMHEHUN YCHIINH YKPAUHCKUX YYCHBIX-MEJIHEBUCTOB M aKTHBHOMY COTPYIHUYECTBY
C YUEHBIMH 3aMaTHOEBPONEHCKIX CTpaH.

Kniouesvie crosa: pyKonucHbI COOPHUK; NIECHONEHHST; a30yKa-IepeunciIeHne; HOTAlUs; HeBMEHHbIE 3HAKH; (DUTHI

PALAEOGRAPHIC DESCRIPTION | Mykola Pidhorbunskyi
OF THE “ALPHABET OF SINGING” | PhD in History, Associate Professor,
FROM THE MANUSCRIPT COLLECTION | Kyiv National University of Culture and Arts,
OF THE 16th CENTURY | Kyiv, Ukraine

The purpose of the work is the palacographic analysis of the alphabet of singing from the manuscript collection of the
16th century and revealing of the characteristic features of its formation. The research methodology includes the system
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analysis, which promoted the comprehension of manuscript singing alphabet lists. For the determination of temporal
and quantitative characteristics of the studied material statistical and chronological methods were used. The comparative
analysis made it possible to establish the logical regularities of alphabet lists formation. The importance of the publication
is connected with a growing interest to the musical heritage of the Ukrainian Orthodox Church. The urgent issue is the
fundamental research of the collections of liturgical singing, which are deteriorating from year to year and the risk to
loose the valuable material is increasing. The research novelty is determined by the fact that the singing alphabet from
the manuscript of the 16th century was analysed, its palacographic description and comparative analysis of neume signs
were carried out. Conclusions. The palaeographic analysis of the singing alphabet made it possible to identify common
features in the formation of neume signs. Certain differences with other alphabets in similar manuscript collections are
also determined. Neume signs were introduced into alphabet in accordance with their use during the singing practice.
As a rule, the signs, which were considered the most important in the performance of church chant, were introduced into
the alphabet. The most of the singing alphabet of the 15—17 centuries despite certain differences are very similar in the
composition of neume signs. The distribution of neume signs into four groups was performed in the following way: from
the simplest that have no subvariants to compound that are divided into groups and subgroups. The question of decoding of
the neume notation that goes with liturgical texts is left unsolved. It is possible to solve this problem by combining efforts
of Ukrainian medieval scholars and active cooperation with scientists of the Western European countries.
Keywords: manuscript collection; chants; alphabet list; notation; neume signs; theta
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The purpose of the article is determined by an urgent need to comprehend the creative work of I. Shamo as a phenomenon
of national cultural scale by identifying and comparing genre and style dominants and characteristics of national and style
determinants of the Ukrainian composer’s art. The research methodology is a combination of analysis, synthesis, historical
and chronological, culturological and musicological methods used to create a holistic picture of the phenomenon of the
diverse musical heritage of the Ukrainian composer I. Shamo. The scientific novelty consists in building an effective model
of the creative personality of the Ukrainian composer I. Shamo, the author of the anthem of Kyiv, which reflects the mixed
and impulsive, mosaic expression of the master’s creative interests at different stages of his life. Conclusions. The study
shows that there are close interrelations and mutual influences between different types of I. Shamo activities, and in the
model of the composer’s universalism the transition from one genre to another is carried out by smooth flow-modulations.
The genre and style panorama of the composer’s musical work covers numerous and various manifestations — from song
genre, romances and opera to chamber-instrumental and symphonic works, which became popular not only in Ukraine but
also far beyond the national cultural space. Reconstruction of the genre and style diversity of the musical creative work of
I. Shamo gives grounds to state that, constantly fuelling the master, the folk melody ensured its effectiveness and viability,
suggesting certain concepts, images, and even spheres of feeling, determining the choice of style guidelines, genres, and
musical and expressive means. Combining deep national and stylistic traditions, amazing melody, bright harmonic colours,
multi-faceted creative work of I. Shamo, among other things, became an important milestone in the formation of the national
composition school in Ukraine in the 50-80s of the 20th century.

Keywords: suite; creative universalism; genre and style dominant; musical performance; symphonizm; a cappella
folk opera; cycle; romance; choir

Introduction

Thor Shamo (1925-1987), a composer, music theorist, is one the masters who represent the Ukrainian
musical creative work of the second half of the 1950s, and is one of the greatest creative figures, whose 95th
anniversary is widely celebrated by the admirers of his work this year. I. Shamo was a creative personality with
high standards of the individual and style characteristics of both composing and musical and performing art,
who accumulates the uniqueness of personal world-view and non-standard musical thinking, synthesizes a po-
tential creative promotion of artistic works that cover numerous and diverse genre and style manifestations.
However, the vast majority of the composer’s works, despite their scientific, theoretical and artistic value, have
not been comprehensively studied yet. In-depth analysis of the creative heritage of I. Shamo, highlighting the
need for scientific understanding as a phenomenon of national cultural scale, testifies to the relevance of this
issue, which is determined by the logic of the development of musical art, one of the tasks of which is to form
a new, unbiased view on the artistic heritage of Ukraine of the Soviet period.

The analysis of research and publications on this topic shows that the Ukrainian art criticism today lacks
the fundamental complex scientific research related to the understanding of the multifaceted creative heritage
of I. Shamo and its in-depth analysis in the Ukrainian art studies. Some fragmentary research can be found
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in the works of some scientists, Ukrainian and foreign representatives of creative professions who were re-
lated to the art of music in different years. In particular, such musicologists as Yu. Malyshev, Ye. Yavorskyi,
R. Kofman, I. Tsarevych, V. Hnedash, Yu. Vokhranov, L. Yefremova, as well as Ukrainian poets, on whose
poems the composer wrote many musical works, — D. Lutsenko, O. Vratarov, V. Yukhymovych, P. Chervyn-
skyi, artists, singers, directors, teachers (Ye. Baliiev, V. Harashchenko, L. Hubareva, O. Dovhyi, M. Mash-
chenko, A. Mokrenko, T. Kopylova, S. Pashkova) addressed to the creative work of I. Shamo. However, the
life of the Ukrainian composer and musician is fully revealed in the study of the musicologist T. Nevinchana
(Nevenchannaia, 1982), who in her scientific and publicistic works made an attempt to understand the colour-
ful life and work of the master, whom she knew personally. Some newspaper and chronological publications,
annotations, booklets and concert programs were also a significant supplement to learn about artist’s musical
achievements and their analysis, which is carried out by genre and chronological principle, according to which
the most significant and representative works of the Ukrainian composer are distinguished.

Scientific and analytical processing of these and some archival materials helps to fill in the gaps in the
field of the research of the socio-cultural phenomenon of I. Shamo, considering it through the prism of creative
universalism of the Ukrainian composer. It gives the reason to say that in the field of scientific publications the
stated problems still remain terra incognita for modern researchers, because there are no analytical materials
that would reflect the multi-genre creative heritage of the great virtuoso musician. Thus, the lack of proper
attention of modern scientists to the designated topic has prompted the writing of this analytical study.

The scientific novelty consists in building an effective model of the creative personality of the Ukrainian
composer I. Shamo, the author of the anthem of Kyiv, which reflects the mixed and impulsive, mosaic expres-
sion of the master’s creative interests at different stages of his life.

Purpose of the article

The purpose of the article is determined by an urgent issue related to the coverage of diverse creative work
of I. Shamo, which in terms of its scale has a cultural and national character. Having discovered a wide range
of genre and style dominants of his musical works, which are distinguished by the versatility of the master’s
creative universalism, this article attempts to analyse and compare them, which makes it possible not only to
identify, but also to explore these dominants, which have concentrated the resonant polyphony of the Ukraini-
an melos in the cultural and artistic space of the country in the 50s-80s of the 20th century.

Main research material

Creative work of the outstanding Ukrainian composer and musician, erudite art critic I. Shamo occupies
a prominent position in the national culture of the mentioned historical and cultural period. The master’s musical
heritage, which includes a large number of works of various genres, requires more detailed analytical coverage in
terms of more complete disclosure of the specifics of the author’s piano culture, innovations in piano writing, as
well as in the stage performance of his works. These musical works over a long period are the vivid representa-
tion not only of a component of his own creative approach to their development, but also a specific feature, so to
speak, of the famous artist’s “pianism”. Written in different periods, they reflect the gradual transformation of the
individual composer’s style, which was much different from the others.

The 1950s were in many ways fateful for the young composer, opening the possibilities for his creative de-
velopment. Graduating from the Kyiv Conservatoire in 1951 in the composition class of B. Liatoshynskyi, one of
the most famous composer-symphonists of Ukraine at that time, from the first years of his creative life, I. Shamo
immersed himself in the work, as evidenced by some of his early musical works, which were partially performed
in films, performances, and concert halls, where he sometimes performed.

Music admirers felt that a new big star appeared on a horizon of the musical culture. This was evidenced
by the fact that his works, with bright imagery and characteristic picturesqueness, stood out prominently in the
musical and stylistic kaleidoscope of the Ukrainian composers. All this gave grounds to talk about the formation
of I. Shamo’s own style, which later was difficult to confuse with the music of his colleagues in the music “pro-
duction”.

I. Shamo achieves such artistic expressiveness, first of all, thanks to the organic connections with musical
folklore, enriched by direct contact with folk performers during his numerous trips to the different regions of the
country, where he felt the lively atmosphere of the local culture. Having learned a lot about the ways of formation
and development of the folk art and folklore, he gradually plunged into the world of lonesome autochthonous
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melodies and songs that struck with their originality of the melodic rhythms. One can easily see it by analysing
the master’s early works, which showed that the musical creative work of I. Shamo has deeply inhaled the orig-
inal beauty of the folk music. Its poetic images, embodied by the means of that time presentations of the songs,
appear as a result of the study of the master’s creative heritage, bringing together certain moments of his full
of pathos melodious creative work with the high simplicity of folklore. The young composer enthusiastically
plunged into the new song and music treasury, admired the beautiful folk melodies, originally coloured songs
with authentic rhythmic and intonation structure.

Recordings of folk songs, dance melodies, the sound of ancient musical instruments of different nations, he
got acquainted with, as well as his earlier recordings of the Ukrainian folk songs, in particular, music to the poetry
of T. Shevchenko, I. Franko, L. Ukrainka, were included into the various folklore and ethnographic publications
and many special music collections. Moreover, immersion in folk art had a positive effect on the formation of the
composer’s world-view and led to the first successes in his creative work in the years of his early professional
maturity. Creating his musical works, filled with the aroma of the Ukrainian songs, and saturating them with
typical techniques in the spirit of the Ukrainian musical culture, he conveys a peculiar national flavour of folk art.

The young composer does not limit himself to the Ukrainian resources of folk art, but also directs his energy
to a thoughtful, deep investigation of folk treasures of other nations inhabiting the territory of the former Soviet
Union. This is manifested at least in the fact that the leading positions in his work, in addition to the Ukrainian
folk, lyrical, humorous and dancing, epic songs, themes of other national folklore receive a new artistic life and,
that is, the peoples with whose musical culture he managed to get acquainted during his expedition trips around
the country.

The master has always had a great respect for the national culture, traditions, customs and rituals (as, by the
way, to the culture of neighbouring countries), recognizing them as national and cultural markers. A significant
number of works by I. Shamo has appeared under the influence of exciting events in his life, which sensitively
disturbed the master’s soul. Having visited Bulgaria at the festival of pop songs “Golden Orpheus”, the composer
conveyed his impressions of the music of this country in the String Quartet No. 5, which he called “Bulgarian”.
The structure of the Bulgarian musical folklore, imitation of the sound of the instruments and even a peculiar
performing manner of folk musicians can be clearly traced. A sincere admiration for the Moldovan melodies be-
came an impulse to create such musical works as “Moldavian poem-rhapsody” (1950) and the symphonic picture
“Fluerash” (1953), which became popular not only in Moldova, but also on the territory of Ukraine (Efremova,
1958, p. 49).

Prior to the post-Conservatoire period of I. Shamo’s creative work in the 1950s, his Suite for string quartet
“Friendship” can be considered among the most significant works of the composer. Listening to this musical
work, admirers immediately catch Ukrainian, Estonian, Armenian, Georgian, Azerbaijani and Moldovan dancing
melodies, with the national culture of the peoples he has managed to get acquainted with and which the master
has taken deeply to his heart and soul. The fact that everyone, who listens to this work can understand it, shows
the depth of his awareness of the cultural component of many nations, which at that time were the part of the
Soviet community. The appearance of this Suite has become a noticeable phenomenon in the Ukrainian musical
culture. It was marked by a bright national character, had deep roots in the folk culture and the simplicity of the
musical language, which naturally fitted in the composer’s “early” period of his creative work and enriched his
style, polishing the individual manner of the intonation.

And yet the thirst for the poetic word, which is the impulse for musical works creation at the stage of the
formation of this creative personality, significantly prevailed over other genres, where he constantly tested him-
self. Skilfully working with folk song, the master always tried to preserve the authentic character of its folk basis,
which gave evidence concerning the heartfelt musical reading of the poems by T. Shevchenko (10 romances),
I. Franko (4 choruses A Capella), R. Berns (Vocal cycle “Love”). It was the song genre, where the composer
proved to be a real connoisseur of poetry.

The language of the folk songs, filled with lyricism and vivid imagery, became the pearl that requires a fur-
ther development. Thus, in his lyrical work “How can I not love you, my Kyiv”, written in the rhythm of a waltz,
the master expressed his sincere love for his native city, where he was born and where the best years associated
with the formation of his creative personality were spent. In this work, the composer almost virtually in the
musical and symbolic form constructed a kind of a bridge from the silver haired old times to modernity. In this
heartfelt song, which became the apotheosis of the master’s wonderful songs, many people felt the composer’s
deep, tender soul, devoted to his city and native Ukraine, which was manifested in a delicate sense of the Ukrain-
ian melodics, special nuances of the sound of national folklore — all the beautiful things that were created by the
people for many centuries.
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The music was melodious and at the same time full of deep inner strength, pride, comforted by the sincere
warmth of the human heart. So, joint work with D. Lutsenko led to the appearance of a bright song about love.
It may not outlive Kyiv, but we can say with confidence that it will live as long as Kyiv and Kyivans exist.
I. Shamo’s work exalted not only the ancient capital of Kyivan Rus, but also the entire Ukrainian community
with its heartfelt melody filled with the breath of freshness and sun, which immediately became a favourite
work of individual soloists and choral groups. The song’s popularity notably increased after the recording on
the Ukrainian radio accompanied by an orchestra, where Yu. Huliaiev was the soloist. Children’s choirs were
also quick to include this song in their repertoire. Among them were groups of children’s music schools and art
schools all over Ukraine, including a musical educational institution named after this famous Ukrainian com-
poser (Pashkova, 2019, p. 237).

Having a fine artistic sense of reality, the composer’s works charm with the depth and sincerity of the musi-
cal language, the psychological truth of poetic images and scenes of everyday life, the sincerity of the relation-
ship of those in love, etc. Among them, there are many works that often resemble the composer’s declaration
of the sincere filial love for his Homeland — native Ukraine. One of the best of the master’s songs related to this
topic was “Ukraine — my love” (on the words of D. Lutsenko), the composing of which was a challenge to the
official censorship in the song and music segment. In the song, the composer skilfully emphasized the original
composition, inexhaustible melodic wealth of folk treasures, he professionally used the techniques in harmony,
very close to the way it sounds in the authentic performance.

The military theme of protecting the homeland from the enemy has been observed through all the work of
1. Shamo. And this is natural, considering the fact that the four years of war made up a whole historical period
in people’s lives, when the worst enemy of humanity — fascism - was defeated. The theme of the soldier, as well
as the war, was close to the composer. Among the “fiery” song works of 1. Shamo, it should be mentioned such
exciting musical works as “Front-line soldiers”, “Immortal battalion”, “A song of harsh years”, “My fate is an
attack!”, “A ballad about immortality”, “A ballad about an unknown soldier”, “Kherson Cart”, “Carpathian
thoughts” (Shamo, 2006, pp. 135-136). Undoubtedly, this is not a complete list of his songs on such familiar and
sensitive issue both for the composer and for many millions of people who, feeling the threat of the invasion
of the German Fascist army, united and stood up, defeating the enemy in a tough struggle. Such musical works
could be useful and inspiring for the heroic deeds of the Homeland defenders even today in the conditions of the
stormy days associated with the military events in the Donbas region.

All these songs and music of I. Shamo touched the souls of a large audience. Moreover, the composer’s cre-
ative heritage included other, very diverse songs that glorified the heroic spirit and romance of labour, kindled
the hearts of young people who went to restore cities, develop the virgin lands of Kazakhstan, conquer Siberia,
Altai, and so on. Evidence of this is, in particular, the names of that time music collections — “Comrade song”,
“Songs of the fiery years”, etc. However, sometimes their content was determined by a certain subjectivity of the
artistic expression, pathos, which was still supplemented by a noticeable tendency to reflect the inner world of
the personal experiences of the characters. However, it is worth noting that, despite this, they always possessed
the subtlety of the artistic techniques and the desire to embody a single artistic image. Therefore, it is not surpris-
ing that they quickly won the sympathy of people of different age groups. The high professionalism of the com-
poser testified for itself, although the themes of some of his works are not of current interest (“Comrade song”,
“Romantic”, “Song about a friend”, “Song about happiness”, “Ships will return to port”, “Song-waltz”, etc.).

In the 1950s - 1980s, a lot of musical works by I. Shamo could be heard on the Ukrainian radio and tele-
vision, all over the country, and this contributed to their entry into the public environment and to their popu-
larization among the population in the vast expanses of the USSR. Most of them are characterized by a deep
philosophical reflection on the path of life that every person in the world looks for and wants to have. Written
in different years, the songs enriched the artistic palette of the musical creative work of 1. Shamo, its thematic
focus, strengthening what was found at an early stage of the formation of master’s professional skill. However,
over time, new songs and music trends appeared, but nonetheless there are many I. Shamo’s songs that have not
yet lost their relevance and freshness (“Dnieper waltz”, “Clear stars over the Dnieper”, “Only in Kyiv”, “Song-
waltz”, etc.) - famous singers, as well as, amateur artists used them for their concert performances.

I. Shamo, as a creative person, generously gifted with his own features of the world perception, simply
could not be inert and in his creative life stay away from the issues that concern every person. It also related to
the themes of love and female beauty, which in all inexhaustibility and various attractiveness of their glistening
areal always fascinated him (“Medotsvety” on the words of A. Malyshko and “Love” on a poem of R. Burns, a
collection of “Lyric songs” and songs about youth, friendship and love on the words of A. Slesarenko, “Dnieper
waltz” on the words of V. Kurynskyi (Lutsenko, 1985, p. 3).
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I. Shamo glorified the topic of motherhood, which he addressed repeatedly throughout his creative life. In
this context, the popular song “Your hands are two wings (on the words of L. Kovalchuk) looks natural. Poetic
words of the song “Mother, I love you, thank you for everything!” imbued in fact with love for all mothers.
The sanctity of the Mother is an equally untouched height for any person in the world. This musical work was
highly appreciated by millions of listeners and received the first prize at the all-Ukrainian television competi-
tion for the best song of the year (Mokrenko, 2003, p. 14). In this musical-song author’s address to the Mother,
who represents the Motherland, is a real filial love, a passionate love for the peace, won in battles with the
sworn enemy, and in life in general.

At the turn of the 1960s — 1970s, when the need to update the opera repertoire with an emphasis on do-
mestic themes and music became acute in the Ukrainian music, I. Shamo, without rejecting the musical-song
genre, addresses the most problematic issue at that time — the creation of the National Opera. It was during that
historical and cultural period that the musical genre of Opera became in the focus of attention of the public
and music critics. Concern for the fate of this unique musical genre, the desire to find out the reasons for its
lag in comparison with others — all this has largely determined the activities of creative organizations in the
coming years. A number of articles in leading newspapers and magazines were devoted to these issues. They
have become urgent for the Composers’ Unions of the USSR and Ukraine, the relevant ministries, whose spe-
cial resolutions have activated appearances in the press and on television of famous composers, performers,
musicians, scientists, who discussed the course of its development, its themes, dramaturgy and even musical
language. All this was enthusiastically discussed by the general musical community, pushing the composers’
unions to the practical action.

Thor Shamo also showed his active position. His contribution to the creation of the Ukrainian Opera was
a unique A Capella choral Opera “Yatran Games”, which was released in the second half of the 1970s (Shamo,
2006). It should be mentioned at the same time that this was not an easy path for the composer. However, his
long experience of creating music for musical and drama theatre performances and numerous films naturally
led the composer to the implementation of his own idea in a genre new for him, which he had dreamed of since
his student years.

The master pondered over the theme for a long time, until V. Yukhymovych - a well-known Ukrainian
poet, proposed a folk theme and even agreed to write a libretto. Soon, after agreeing on the working title with
the composer, V. Yukhymovych became not only a co-author of the script, but also of numerous choral texts.
As a connoisseur of folk sources, he managed to bring his stylized poems as close as possible to the Ukrainian
folklore, which received a new sounding in A Capella choral Opera “Yatran Games”.

The originality of the I. Shamo’s idea consisted in the fact that a theatrical stage performance in the form
of'a modern folk festival was realized in the score for the choir in the style of a choral folk Opera. According to
the master’s plan, there was no orchestra, and all creative tasks were to be performed by four soloists, a choir
and a ballet. According to the stage plan, all the performance begins with an introduction. In the sound of mu-
sic, you can feel the picture of a wide expanse, the birth of a spring day, the awakening of nature, which was
marked by a special author’s style, giving the composer the opportunity to convey melodically the idea with
the utmost efficiency.

As an experimenter in music, the master immersed in the deep layers of national folk art, recreated in
a synthetic musical and theatrical spectacle the beauty of the old tradition of Ivan Kupala ritual - an organic
component of Ukrainian folk and traditional culture. The composer was able to convey skilfully close to folk
sources intonation and manner of singing, which the girls loved so much. It is characteristic that, while doing
this, the author did not actually use any authentic folk sample, but the impression of a truly folk sound was
constantly noticeable in this musical work. The music was melodious and at the same time full of deep inner
strength, warmed by the sincere feeling of the human heart and very close to the folk melodies. All this testifies
to the master’s wide awareness and sense of the peculiarities of the nature of folk songs, and this helped him
to melodically adequate recreate it in the opera created by the composer.

Thor Shamo, as the master of the composition, knew the orchestra perfectly. This is evidenced by his
skilful, colourful orchestration, distinguished by its perfection, rich sound palette, variety of timbre colours,
easiness and young enthusiasm. His harmonious language, fantastic composing technique, nearly all musical
genres, which abounded his many-sided creative work, subjected to the master easily. However, up till now,
it has not attracted the sufficient attention of the Ukrainian musicology. Therefore, the scientific research of
experts in cultural studies, art studies, and historians may become the impetus that will lead to more thorough
study, more than one topic of future theses devoted to a comprehensive analysis of the creative achievements
of this talented Ukrainian composer of the second half of the 1950s.
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Looking through certain articles that provide fragmentary coverage of I. Shamo creative work in the field
of chamber, instrumental and vocal music, it is worth paying attention to the fact that their authors correctly
pointed out the free way of master’s reproduction of folk art character, and that in his works “the plastic of the
truly folk melodic structure is somehow imperceptibly merged with the sharpness of the author’s harmonic
thinking” (Kalenychenko, 2008, p. 234). Such statements (as well as critical ones) can be found in many stud-
ies of his musical works. The same traits of compositional talent are shown not only in opera music, but also
in other piano works of the artist.

The manner of embodying national features of folklore is extremely concentrated in some of I. Shamo’s
works, and this, according to the famous Ukrainian pianist and musicologist Yu. Vakhranova, “influences cer-
tain moments of performing piano interpretation of his musical pieces” (10 concert pieces for bandura), which
are rich in folk melodies. Most of the composer’s themes reveal deep intonation connections with real folk
songs, which is manifested in their breadth, extreme softness of entire traditional musical phrases (Vakhranov,
1969, pp. 11-12).

Such melodies are mostly traced in the master’s works, reflecting the pictures of folk life, native nature,
folk music. In particular, in the Fifth novel there is a folk melody to the words of T. Shevchenko “The wide
Dnieper roars and moans”, and in the novel “My thoughts” - there is a folk song of the same name. A similar
picture can be observed in “Spring songs” - the song “The girl was standing in the inner porch” and some oth-
ers. Such hidden quotes are subtly “woven into the polyphonic fabric, colouring it with folk song motifs and
thereby exacerbating the imagery of musical works” (Murzina, 1966, pp. 70-79).

Listening to I. Shamo’s piano music one can feel that it almost “sparkles” with the rhythms of the Ukrain-
ian dances. The thematic material of dance-coloured plays, which are associated with song, instrumental, and
even song-instrumental melodies (“Spring songs”, “Round dance”, “A birch tree”’), demonstrates the vocal
polyphony, amazing melody and bright harmonic colours. This has been repeatedly emphasized by both musi-
cologists and representatives of related creative professions (Degen, 2004, p. 7).

An interesting event in the creative life of I. Shamo was the creation of the piano suite “Pictures of Russian
painters”. The poetic structure and musical language of the work somehow brings it closer to the Russian folk
art, transmitting the “voiced” atmosphere of the canvases of B. Kustodiev, I. Golikov, I. Levitan, M. Nesterov,
and others, emphasizing what unites such different masters.

In preparation for this musical work, the composer took as a model the suite of M. Mussorgsky “Pictures
from the exhibition”, where the author in a musical and figurative form “voices” what he saw in the paintings.
The impetus for this new genre in the Ukrainian musical culture was the master’s desire to “express himself”,
search for his (personal) handwriting, focusing on the emotional and social structure of artists, as well as
specific genre techniques. To implement his plan, he works a lot in the archival collections of museums, in
a private collection gets acquainted with sketches of some paintings, in particular, “Baba” by B. Kustodiev,
“Troika” by I. Golikov, “The Vladimirka” by I. Levitan, “Birch trees” by M. Nesterov, “Morning in the forest”
by A. Rylov, etc. Looking at the pictures, the composer, despite their stylistic and theme diversity, saw the
versatility of human life, the human interest to the harmony and communication with nature, the pleasure of
communicating with it, which were transmitted by artists through the prism of picturesque images, characters,
moods, etc. (Shamo, 2006, pp. 69-70). All this can be clearly seen in his musical cycle. Of course, not all six
interpretations of the paintings of the above-mentioned famous artists can be called the pinnacle of perfec-
tion. However, the masterful, highly artistic disclosure of pictorial paintings by means of music is convincing
enough to imagine, after listening to the piano suite, the silver chime in the “Troika”, which is allegedly ap-
proaching us, overcoming the frosty haze (I. Golikov’s painting), an irrepressible whirlwind of fun and danc-
ing (“Na Huliantsi” by B. Kustodiev), dreamy peace (“Summer evening” by . Levitan), smooth girls’ dance
(“Birch trees” by M. Nesterov) and even the heavy rumble of fetters (“The Vladimirka” by I. Levitan).

Viewing the 1. Shamo’s epistolary heritage, such rare lines, where the composer, reflecting on a particu-
lar work, resorts to extensive author’s explanations can also be found. In particular, he has its own dramatic
development beaded on a plot - the name of which is formally literary, but the main thing is the emotional
and imaginative transformation by means of music and its entire arsenal in confirmation of the program of the
picture as its primary basis. The Golden fund of the Ukrainian radio and television still holds the best musical
recordings, including “12 Poem-preludes”, two of which were performed directly by the author. However, it is
worth noting that a significant part of them has not yet been explored, studied and evaluated; they are waiting
for its researchers and admirers of the composer’s musical creative work.

The originality of I. Shamo’s creative work is confirmed by its multi-faceted genre and style diversity. His
symphonic works also occupy a prominent place in this musical kaleidoscope. The master started writing them
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in the second half of the 1960s. As a result of familiarization with the composer’s work of this period, it can
be said that he tries different genres, styles, constantly experiments, and having mastered them, easily rejects,
synthesizes, taking on new ones. Many of the composer’s works are quite an interesting material for analytical
observation and conclusions in this segment of his work.

Unique genre phenomena are of a special interest, in particular vocal and choral prelude, which is his-
torically more inherent in the chamber and instrumental music. Let us remind that the Ukrainian instrumental
music culture of the second half of the 20th century is represented by wonderful piano preludes by A. Kara-
manov, O. Kyva, L. Shukailo, V. Huba, etc. It is worth adding that their musical works written in this genre use
different stylistics. It is illustrated by the fact that I. Shamo represented it with somewhat romanticized “cy-
cles” (12 preludes for piano”), and this gives grounds to speak of the author as of an experimental composer
who presented the instrumental prelude in the Ukrainian music quite extensively and creatively, but already
in the form of preludes for piano called “cycles” (Kalenychenko, 2008, p. 218-220); they make it possible to
embody a vivid world of colours, moods and different emotions in each of them. Experimenting, the composer
not only enriched his genre traditions, but also the expressive resources of the Ukrainian piano music.

The attention should also be paid to the fact that “polystylistics” is one of the characteristic features
of I. Shamo’s music. These features also clearly identify the symphonic music of the Ukrainian composer,
which belongs to the best examples of the musical art. The three symphonies created by the composer are on
the same level as the works of such certain masters of symphonic music as Ye. Stankovych, H. Maiboroda,
B. Buievskyi, V. Kyreiko. The Ukrainian composer well knew and appreciated classical music, was concerned
about its assimilation and preservation, and popularized it in the concerts where he performed as a pianist the
music of [. Bach, M. Berezovsky, D. Bortnyansky, A. Vedel, which has always been the subject of his deep
interest.

The idea of writing a symphony appeared in the plans of I. Shamo in the first third of the 1960s, but he
embodied it in the actual large picture-figurative symphonic form a bit later, demonstrating his professional
maturity as a composer-symphonist. The appearance of the First symphony on an all-Union scale took place
when in 1967 The Leningrad (now Saint Petersburg) branch of the “Muzyka” publishing house published a
collection of articles that included the best symphonic works by the Soviet composers. Among these publica-
tions was the analytical article by Yu. Malyshev about this musical work, which was performed to full house
at one of the concerts in Kyiv at the end of 1965 for the first time and was welcomed by the audience. So the
name of this talented Ukrainian composer appeared on the same level with the outstanding “symphonists” of
the Soviet era B. Lyatoshinsky, M. Myaskovsky, S. Prokofiev, D. Shostakovich and others (Tigranov, 1967,
pp- 398-400).

The Second symphony not only demonstrated the high level of I. Shamo’s professional maturity for crea-
tion of large musical canvases, but it also seemed to shed light on his First Symphony, finally determining its
place in the evolution of the composer’s style. A lot of things that had been laid down in the First symphony
work were completed and confirmed in the Second one. This is, first of all, the general lyric and epic character
and style of the master’s large symphonic form. I. Shamo considered “Simfonietta-concert” to be his Second
Symphony. It recreated a concentrated complex world and a wide stylistic range of reflections and emotions
of the composer, and this musical work ends not with the emotional anger, pain or despair, but with the peace,
reconciliation and forgiveness. The premiere concert audition was well received by art critics. It also did
not go unnoticed by the mass media. However, the title of the work raised some polemical questions among
critics. The author himself gave a good answer and explanation during one of the events. But the best answer
was given by a well-known Ukrainian musicologist-theorist and pianist Yu. Malyshev, who reasoned that the
Second symphony was not accidentally named by the author as “Simfonietta-concert” for chamber orchestra,
because “concert” is one of the features of the composer’s instrumental music. It is therefore no accident that
it is dominated by the genres of suite (“Theatre kaleidoscope”, “Suite-variations”), rhapsody, concert, cycle
of plays (10 concert pieces for bandura) (Shamo, 2006, p. 68). By using them, Thor Shamo tried to create
maximum opportunities for performing musicians to best identify and demonstrate their musical skills and
individuality.

Usually, all symphonic works, concerts and many vocal-symphonic works (oratorios, cantatas, etc.) at
that time were written as a response to the most important events of current interest that took place in the
country, bringing up modern and important topics. The Third symphony for chamber orchestra by I. Shamo,
dedicated to the memory of the World War II heroes, confirms this statement. And though, it is known that the
composer did not like to talk about the horrors of war, because he knew it from the personal experience, yet
this emotional theme has occupied its proper place in the musical and symphonic genre form. Having passed
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the victorious path from the Volga to Vienna, the master only in music gave way to his emotional feelings
related to the war experience, which greatly disturbed him and resulted in the dramatic Third symphony.

Moreover, the optimistic note was clear in it -the theme of celebrating peace and happiness, which are
especially close to everyone after the hardships of war, which were also successfully recreated by author’s
means of musical expression in this symphonic work. While listening to it, admirers of symphonic music felt
an unbearable pain of loss, heartbreak, and deep grief. The imaginative and emotional structure of the music
evoked certain analogies with the heroic and tragic symphonic works that were associated with the theme of
war by other composers. Therefore, it is not surprising that this musical work was called “In memory of the
heroes of the Great Patriotic War”, where the bright heroic image of those who died in the battle for freedom
and happiness of those people, who live now was revealed by means of orchestral expressiveness.

Analysing the creative work of I. Shamo, it is worth noting that this master is considered one of the most
talented Ukrainian composers of the second third of the 20th century, who wrote a bright page in the musical
culture of that time. I. Shamo was good at nearly all musical genres. He devoted a lot of his thematic works to
the subject of worthy formation of the best human qualities in the younger generation. They were performed
at youth forums, during complex cultural and artistic events, and I. Shamo’s concerts for the youth and the
general public became serious lessons of musical and cognitive education.

Conclusions

I. Shamo was and remains the outstanding Ukrainian composer, erudite theorist, and, by necessity or at
the call of the soul, also the talented pianist, whose work is an extremely bright and distinctive page in the
musical culture of Ukraine. He was a master with a wide creative range in the song genre, choral music and
even opera, who wrote chamber and symphony works, created melodies of high artistic quality and of great
inspiration for films and theatre performances. At the same time I. Shamo has always shown a fine sense of
orchestral colouring. His symphonic works were marked by dynamism, wide breath; the author’s individu-
ality and national features of the Ukrainian melodics can be distinctly traced in his works. With special love
the composer worked in the field of song creation. All these different hypostases of the creative personality
harmoniously coexisted in one person.

This study showed that diverse creative heritage of I. Shamo contains a great artistic and educational
potential, which is based on such typical signs as humanistic orientation of the art content, and the desire to
truthfully convey a literary text in the language of music with the help of thought, intellect, sincerity. Figu-
rative unity of the poetic and musical thinking in creating harmony, rooted in the folklore basis, the repro-
duction of the colourful spectrum of feelings, emotional states of a person and their contrasting comparison,
as well as the subtle psychologization of musical and figurative characters, their expressive figurative and
emotional development and variety of genre and style features of the master’s palette, combined together,
give the opportunity to imagine a panoramic vision of the configuration of the artistic work of the composer.

Reconstruction of the genre and style diversity of the musical creative work of I. Shamo gives grounds
to state that, constantly fuelling the master, the folk melody ensured its effectiveness and viability, suggesting
certain concepts, images, and even spheres of feeling, determining the choice of style guidelines, genres, and
musical and expressive means. Combining deep national and stylistic traditions, amazing melody, bright har-
monic colours, multi-faceted creative work of I. Shamo, among other things, became an important milestone
in the formation of the national composition school in Ukraine in the 50-80s of the 20th century.
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KAHPOBO-CTUJIBOBE PO3MAITTSI | Poii €greniii Coreniiiosny'?,

MY3](I‘IHQOi TBOPYOCTI II'OPSI IIIAMO | IMamkosa Ceitnana Muxonaipaa®
TA UOTI'O ITPOSB Y MUCTEUBKO- | !Joxmop icmopuunux nayx, npogpecop,
KYJII)TYPO.I[OFILIHOMY IMPOCTOPI | 2Cmapuwwuii suxnadau, memooucm,
YKPAIHMU (50-80-T1i poxu XX CT.) | *Kuiscoruii nayionansnuii yrnisepcumem

Kynomypu i mucmeyms, Kuis, Ykpaina
SKuiscvka oumsua mysuuna wikona Ne 7 im. I. Illamo,
Kuis, Yxpaina

MeTta HayKOBO1 poOOTH 3yMOBIICHA aKTyaJIbHOIO TOTPEOOI0 OCMHUCICHHS TBOpUOro Aopodky 1. llamo sk sBUIIa
HAaIiOHAJTBHOTO KYJBETYpPHOTO MacmTaly IMUISIXOM BHUSBICHHS i CIIIBCTABIICHHS KaHPOBO-CTHIIHOBOI JOMIHAHTH Ta
XapaKTEePUCTHK HAI[IOHATEHO-CTHIILOBUX JIETEPMIHAHT MUCTEITBA YKPATHCHKOTO KOMIO3UTOPa. METOm0IOT s OCIiKESHHS
TIOJISITA€ B TIO€THAHHI METO/IIB aHAIi3Y, CHHTE3Y, ICTOPHKO-XPOHOJIOTIYHOT0, KYJIBTYPOJIOTIYHOTO i My3HKO3HABIOTO METOIB,
1110 BUKOPHUCTAHI 1715t ()OPMYBaHHSI IIJTICHOTO YSIBJICHHS 1Po (peHOMEH OaratoykaHpoBOI My3UUYHOT CIIaAIIMHN YKPATHCHKOTO
komnozutopa [. lllamo. HaykoBa HoBU3HA moJsirae B oOY/IOBI JisUTBHOT MOJIEII TBOPYOi 0COOMCTOCTI YKPaTHCHKOTO
kommnoszuropa I. [llamo, aBropa rimuy KueBa, sikuii Bijji3epKaitoe 3MilIaHO-IMITYJIbCHBHE, MO3aTuHE BUSIBIICHHSI TBOPUUX
IHTepeCiB MUTIIA HA PI3HUX CTAIiAX HOTO KUTTEBOTO NUIAXY. BUCHOBKH. BeTaHOBIEHO, 110 MiX PI3HIMH BUIAMU JBLUTBHOCTI
I. Illamo icHYIOTH TiCHI B3a€MO3B’SI3KH Ta B3a€MOBILIHBH, a B MOJIEJII TBOPUOTO YHIBEpCaATIi3My KOMIIO3UTOPA TIepexia
BiJI OZTHOTO aHPY /10 1HIIOTO 3/1iHCHIOETHCS TNIABHIMHU MEPETiKaHHAMU-MOIYISALIIMU. JKaHPOBO-CTHIIHOBA TaHOpaMa
MY3WYHOTO JOPOOKY KOMITO3UTOPA OXOIUIIOE YHCIICHH] i PI3HOMAHITHI IPOSIBH — BiJl ICEHHOTO JKaHpPy, POMAHCIB Ta OIepH
JI0 KAMEPHO-IHCTPYMEHTAJIBHUX 1 CUM(OHIYHKX TTOJIOTEH, SIKi CTaJU MOMYJSIPHIMHU HE TUTBKK B YKpaiHi, a it fjajeko 3a
MEKaMH HallilOHAJIbHOTO KYJIBTYPHOTO IIPOCTOPY. PEKOHCTPYKILis )KaHPOBO-CTHIILOBOTO PO3MAITTS My3UYHOT TBOPUOCTI
I. IlTamo mae mincTaBu CTBEPAXKYBATH, IO, IIOCTIIHO MiHKUBIIOI0YN MUTIA, CAME HapoIHa MEJIOANKa 3abe3neuyBaia il
e(eKTHBHICTB, ITiKa3yI0YX aBTOPOBI ITEBHI KOHIIETIIIi1, 00pa3u i HaBiTh c()epr MOIYTTiB, 3yMOBIIOIOUH BHOIP CTHIIFOBUX
OpIEHTHUPIB, KAHPIB 1 My3UIHO-BHpaKaIbHUX 3ac00iB. [loeqHyroun B 001 IIMOOKI HAIliOHATHHO-CTHIIHOBI TPATHUILii,
JMBOBIKHY MEJIOAIHHICT, ICKpaBi rapMoHiliHI (apou, 6ararorpanHa TBopuicts . [Ilamo, okpim iHmoro, crana me i
Ba)XJIMBOIO BiX0I0 y ()OPMYBaHHI HalliOHAIILHOT KOMIO3UTOPCHKOT KoM B YKpaini 50-80-x pokiB XX cT.

Kouosi cnosa: croita; TBOpUMil yHIBEpCaIi3M; )KaHPOBO-CTHIHOBA JOMIHAHTA; My3UYHE BUKOHABCTBO; CUM(OHI3M;
akariesibHa (hOJIbK-0IIepa; LIUKIT; POMAHC; XOP
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KAHPOBO-CTHUJEBOE | Poii Esrennii EBrenseBuu'?,
PABHOOBPA3UE MY3BIKAJIBHOI'O | INamkosa Cernana Hukonaesna®®
TBOPYECTBA UT'OPSI HHIAMO UM EX'O | ' Joxmop ucmopuueckux nayx, npogeccop,

MHNPOSIBJIEHUE B XYIOXKECTBEHHO- | >Cmapuuii npenooasamens, memooucm,

KYJABTYPOJIOI'MYECKOM | *Kuescxuii nayuonansusiii yHueepcumen

IMPOCTPAHCTBE YKPAUHBI | xynemypor u uckycems, Kues, Yxpauna
(50-80-€ roant XX B.) | *Kuescrasn demcxas mysvikanvnas wixona Ne 7 um. M. Illamo,

Kues, Yxkpauna

Lenp HAy4HOI1 pabOTHI MpegonpeIesieHa aKTyalbHOW TOTPEOHOCTHIO OCMBICICHHS! TBOPUYECKOTO HACIEIHS
W. llamo Kax sIBJI€HHs HALMOHAJIBHOTO KYJIBTYPHOT'0 MaciuTada IyTeM BBISIBJICHUS U COMTOCTABIICHUS KaHPOBO-CTHIIEBON
JOMHWHAHTBI U XapaKTCPUCTUK HATMOHAJIbHO-CTUICBBIX JICTCPMUHAHT UCKYCCTBA YKPAUHCKOI'O KOMITIO3UTOPA. MeTOZ[OJ'lOFI/IH
HCCIICIOBAHMS 3aKJIFOUAECTCS B COUCTAaHUU METOJIOB aHAIN3a, CHHTE3a, HCTOPUKO-XPOHOIOTHUYECKOTO, KYIIBTYPOIOTHIECKOTO
1 MY3bIKOBETYECKOTO METOAOB, KOTOPBIE HCIIOIb30BAHBI AJIs1 (POPMHUPOBAHUS IIETOCTHOTO MPECTABICHUS O (PeHOMEHE
MHOT'0KaHPOBOT0 My3blKaibHOro Haciueaus Y. [llamo. HayuHast HOBU3HA 3aKIII04AETCs B TIOCTPOCHUU IEATENLHON MOAETIH
TBOPYECKOH JIMYHOCTH yKpanHcKoro komnosuropa M. [llamo, aBTopa rumHa Kuesa, KOTOpbIif oTpajkaeT CMEIIaHHO-
HMIYJIbCUBHOE, MO3aUYHOE BBISBIICHHUE TBOPUECKUX MHTEPECOB XYNOKHHMKA HA PA3HBIX CTAJUAX €ro *KU3HEHHOTO
myTH. BBIBOJBI. YCTaHOBIIEHO, UTO MEX1Y Pa3sHOOOpa3HbIMH BHJIaMU jaesTeiabHocTh M. [llamo cymecTByIoT TecHbIe
B3aMMOCBSI3H U B3aUMOBIIUSHUS, @ B MOJIETIH TBOPUYECKOTO YHHBEpCaIn3Ma KOMIIO3UTOPa MEePEXo]l OT OAHOTO KaHpa
K IpyrOoMy OCYIIECTBIISIETCS IUIABHBIMU MEPETOKaMU-MOAYIAIUAMU. JKaHPOBO-CTHIIEBAs TAHOPAMA MY3bIKaIbHOTI'O
HaCJIEIHsI KOMITIO3UTOPA OXBAThIBAET CaMble Pa3HOOOpa3HbIE MPOSIBIICHUS — OT IIECEHHOTO KaHPa, POMAHCOB U OTIEPHI
JI0 KaMEPHO-WHCTPYMEHTAIIBHBIX 1 CUM(OHUYECKHX TTOJIOTEH, KOTOPBIC CTAJIN TOMYJSIPHBIMH HE TOJIBKO B YKpanHe, HO
1 JIAJIeKo 3a Ipe/iesiaMi HallMOHAJIBHOTO KYJIBTYPHOTO MPOCTPAHCTBA. PEKOHCTPYKIMS )KaHPOBO-CTHIIEBOTO PO3HOOOPA3Ns
My3bIKalbHOTo TBopuecTBa . [llamo qaeT moBoxa yTBEpKaaTh, UTO, HOCTOSHHO MOJAKPEIISs XY/I0’KHUKA, IMEHHO HapOHAs
MenozuKa odecrieunBaia eif 3peKTHBHOCTD, OICKa3bIBasi aBTOPY OIPEIS/ICHHbIC KOHIICIIINY, 00pa3bl U Jaxe cdhepsl
YyBCTB, 00YCJIOBIIMBAsI BEIOOP CTHJIEBBIX OPUEHTHPOB, )KaHPOB M MY3bIKAJIIbHO-M300pa3uTeIbHbIX cpeacTB. OObeanHss
B ce0e nIyOOKHe HAaIlMOHAIbHO-CTHIIEBBIC TPAJUIINH, YIUBUTEIBHYIO MEJIIOINIHOCTD, IPKUE TAPMOHNYIHBIE KPACKH,
MHOTOXaHpoBoe TBopuecTBO M. [Ilamo, kpoMe mpodero, cTajo eme 1 BaXHOH BeXol B (HOpMUPOBAHIH HAIMOHATIHHON
KOMIIO3UTOPCKOM 1mIKoibl B Ykpautne 50—80-x ronoB XX B.

Knrouesvie cnoea: crouta; TBOPUECKHMN YHUBEpCAIM3M; >KaHPOBO-CTHJIEBAas JOMUHAHTA; MYy3bIKaJIbHOE
HCIIOJTHUTENLCTBO; CUM(OHN3M; aKarenbHast (PoJIbK-0TIepa; LUK, POMaHC; XOp
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MerTa cTaTTi — OCMUCIHTH 3000YTKH Y€CHKOTO TiTapucTa yKpaiHCchkoro moxomkenHs 111, Paka B KOMIO3HTOPCHKiH
TBOPYOCTI IS TiTapH KPi3b MPHU3MY KaHPOBOI CIEIU(iKH, CTHIIICTHKA, 00pa3HOT TEMaTHKHN Ta BUKOHABCHKUX (POPM;
BUSBUATH (POIBKIIOPHI 3acanu popMyBaHHS KOMIIO3UTOPCHKOT TBOPYOCTI MUTIISI; PO3TIITHYTHA OCOOJIMBOCTI BTLICHHS
TIPUHIMIIB aKa/IeMIYHOTO I'TapHOTO BUKOHABCTBA B COJILHUX Ta aHcamOneBux tBopax L1I. Paka. MeTonomnorito gociipKeH s
CKJIQJIAI0Th ICTOPUYHUMH, J)KEPET03HABYMMA, MUCTETBO3HABYMI METO/H, SIKI JAJIM 3MOTY ITPOBECTH JKaHPOBO-CTUIIHOBHI
aHaJi3 rirapHoi TBOPYOCTI Komrio3nuTopa i BukoHasis 111, Paka ta ii qudepentianiito, a TakoXk po3MISTHYTH KOMIIO3UTOPCHKY
TBOpuicTh L1I. Paka meprroueproBo 3 MO3HIIIH THUIIONOT1] MPOrpaMHUX MOyciB. HaykoBy HOBU3HY MOCIIHKEHHS BU3HAUAE
BBEICHHSI 1O HAYKOBOT'O 00Iry YKpaiHCHKOIO My3MKO3HABCTBA 3aralbHOTO KaHPOBO-CTHIBOBOTO aHaIIi3y aBTOPCHKUX
xommo3umii [1. Paka s como ritapu Ta ancaMOIiB 3a yYacTIO TiTapH, a TAKOXK KiIacu(iKalis MporpaMHUX 00pa3Ho-
TEMaTHYHHUX HarpsMiB Horo TBopuocTi. BucHOBKH. 3’5COBaHO KaHPOBO-CTHIILOBI XapaKTEPUCTHKH TiTAPHUX TBOPIB
KOMIIO3UTOPA BIAMIOBITHO 0 OCHOBHUX MOJYCIB (Pi3HOBHIIB) MPOTPaMHOCTI — 3BYKOHACII Ty BaJILHOTO, (hOJIBKIOPHOTO,
YKaHPOBOTO, MapapacTUIHOTO, ICHXOJIOTIYHO-HACTPOEBOTO, MEMOPIaIbHOT0, 00Pa30TBOPYOTO, JITEPATYPHOTO, PENIiriiHO-
CaKpaJIbHOTO i1 1H. YIIOPsIIKOBAHO )KaHPOBUI1 Ta 00pa3HO-TeMaTH4HuUi criekTp ritapuoi TBopuocri 111, Paka, o oxorutoe
COJIbHI Ta aHCaMOJIeBl KOMITO3HIIIT — I’ €CH ¥ MIHIaTIOpH, BEJMKi UKIiYHI (opMHu (KOHIIEPTH, CIOiTH, COHATH, Bapiallii),
JTepaTypHO-MYy3WYHI KOMITO3HLII1, TBOPH HaBYAJILHO-INIAKTUYHOTO CIIpSIMyBaHHA. JIoBeIeHO, 110 3a CTHIIEM TBOPYICTh
MHUTISI CTAHOBHTb CHHTE3yBaHHS 3aca]] HeO(OJIBKIOPHOTO Ta HEOPOMAHTUYHOTO CIIPSIMYBaHHSI.

Kniouosi cnosa: llltenan Pak; rirapHe MHCTENTBO; KOMITO3UTOPChKa TBOPYICTB JUISl TITapH; >KaHPOBO-CTHIIHOBA
XapaKTepUCTUKA; 00pa3HO-TEMAaTHYHHUI CIIEKTP; TPOTrpaMHi MOAyCH

Beryn

B eBponeiickkoMy riTapHoMy MUCTENTBI Apyroi monoBuHU XX — novyatky XXI cT. siCKpaBo BUPI3HAETH-
cst TBopuicTh IllTenana Paka — 4echKOTO riTapucTa yKpaiHCHKOIO TIOXOIKeHHs. Moro GaratorpaHsa Iisuib-
HICTb, III0 OXOIUTIOE COJIbHE BUKOHABCTBO, TBOPUICTh KOMITO3UTOpA i apaHKyBaJIbHUKA, IEAarora i METOANCTA
HEOJIHOPA30BO BiJI3HAUaANacsi CydacHUKaMHU, My3HUYHHUMH KPUTUKaMH 0ararhoX KpaiH. 3aBIsIKM TaJaHTy, He-
HWMOBIpHIN Mparne3naTHOCT], HAOJICTIIMBOCTI ¥ OPUTIHAIIBHOCTI METOUKH TEXHIKHM TPH HA TiTapi, pO3MaiTTIO
TEMaTUKH 1 CTUIIICTUKY BUKOHYBaHUX TBOPIB, L. Pak cTaB onHmM 3 HaitOibIn 3aTpeOyBaHNX BUKOHABIIIB i 11€-
JIaroTiB y Cy4acHOMY TiTapHOMY CBiTi. [IpoTe Ha chOrO/HI B YKpaiHCHKOMY MY3WKO3HABCTBI KOMITO3UTOPCHKI
Ta BUKOHABCHKi 3000yTkH L. Paka me morpeOyioTh (haxoBoro anamisy i yzarajJbHEHHS, a TBOPUYICTb MHTIS
X04a ¥ MOBUIBHO, ajie MOCTYIIOBO BXOAUTH JI0 NIEJaroriyHoi i KOHIEPTHOI MPAKTUKH YKPATHCHKOTO TiTapHOTO
mucrenTsa (Crpuxndopona, 2019c¢).

VYnepre 3 ingopmartieto npo L. Paka B Ykpaini Buctynus Ha MixkHaponHiii KoHpepeHiii « YkpaiHcbka
Jiacropa: poOIeMH OCITiIKEHHS, 10 BimOyacs B yHiBepcuTeTi « OCTpo3bKka akaaeMisDy, BITOMUN BUCHUN-
ykpaiHict, dinoror i pompkmopuct Mukona Mymmaka (IIpsmiB, CnoBadunHa), SIKU# Mi3HIIIE OIMyOIiKyBaB
icTopito ykpaincekoro noxomkeHHs L. Paka (Mymmunuka, 2010). 3rogom BuimmM ApykoM myOmikamii, ae
MIPOTIOHYBAJIMCS OTIISZOBI y3aralbHeHHs JisutbHOCTI MuTHs (PokocoBckas, 2015a; 2015b; 2015¢). Bucrynun
[1. Paka i3 conbHMMHU KOHIepTaMu B Mictax 3akapmnarts (Yxkropon, Xycr), Kuesi, muiaHoBaHi TacTpoiibHi
TypHE YKpaiHOIO CIIOHYKAIOTh JI0 y3arajlbHEHb 1 TEOPETHYHOTO ONpPAaIOBaHHS HOro MUCTEIHKUX 3100YTKiB,
MEPIIOUEProBO KOMIIO3UTOPCHKUX. JIKepenaMu JTOCHIPKeHHsT CIIyTryBajl Marepiaiu oQiliiiHoro BeO-caiity
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mutis (http://www.stepanrak.cz/), HOTHI Ta 3ByKoBi JOokyMeHTH. OKpeMi BUCHOBKH CKIJIAJNCS B PE3YNIbTaTi
0CO0HCTOTO CITiNIKyBaHHs 3 ritapuctoM B Yexii (Crpmxudopona, 2018). Takox y cTarTi MpOAOBKYIOTHCS OC-
HOBHI HaIlpsIMH TIOTIEPEIHIX JTocIipkeHb aBropa (Ctpuxubdopona, 2019a; 2019b; 2019¢).

HayxoBy HOBM3HY JOCTIIKEHHS] BU3HAYA€ BBEICHHS 10 HAYKOBOTO O0ITy YKpaiHCHKOTO MY3WKO3HABCTBA
3arajibHOTO ’KaHPOBO-CTHIIHOBOTO aHaJli3y aBTopchkux kommnosuiii L. Paka st cono ritapu ta ancamOIiB 3a
YUaCTIO TITapH, a TAKOXK KiIacudikailis mporpaMHUX 00pa3HO-TEMaTHYHUX HAINPSIMIB TBOPUOCTI MUTIIS.

Merta crarTi

Mera IOCHiIKEHHSI — OCMHCIHUTH 3100yTKH Y€ChKOTO riTapucra ykpaiHchkoro noxomkenss L. Paka B
KOMIIO3UTOPCHKiM TBOPYOCTI AJIS TITapH Kpi3b MPU3MY KaHPOBOI crieli(iKu, CTUIIICTHKH, 00pa3HOi TeMaTUKU
Ta BUKOHABCHKUX (OpM; BUSBUTH (OJBKIOPHI 3acau HOpMyBaHHS KOMIIO3UTOPCHKOT TBOPYOCTI MUTIIS; PO3-
TIISTHYTH OCOOTMBOCTI BTIJICHHS MPUHITUTIIB aKaJEMITHOTO TITAPHOTO BUKOHABCTBA B COJIBHUX Ta aHCAMOJIEBHX
tBOpax . Paxa.

Bukaan marepianay gocrigxeHHs

VY kpaiHax cJIOB’SIHCBKOTO CBITy TiTapa — JaBHIH iHCTPYMEHT JIIOTHEBOTO TUIY — IOYaja aKTHBHO PO3-
BuBarucs BIponorxk XIX — XX cT., Kou BOHA cTaja OJHUM 3 MOIIMPEHHUX IHCTPYMEHTIB JIOMalIHbOTO MY-
3UKyBaHHS, 1 umie B XX CT. IOCTYIIOBO YTBEPKYETLCS B akafeMidHiil mpodeciitaiii kynbTypi. Sk 3a3Hadae
T. IBanrnikoB (2018), «riTapHe MHUCTENTBO CX1THOEBPONEHCHKUX KpaiH acCMMIIIOBANIO KyJABTYpHI TpaaMIlii Ta
JOCSITHEHHS TIPOBITHUX 3aXiTHOEBPONEHCHKUX TITAPHUX MIKLI, HAcaMmIepes, icnancbkoi» (c. 63). Ilepmri 3m0-
OyTKM BUKOHABIIIB Ha IHCTPYMEHTI CHIOCTepiraiucs B morpaHuyHuX 3 Icnaniero, ITanmiero, @panmieio kpainax
Bankancekoro miBOCTpoBa, JIEIIO Mi3HIIIE PO3BUHYIHUCS MONbChKA, Y€ChKa, POCiCbKa, yKpaiHChKa riTapHi
mKony, 1o Ha Mexi XX — XXI cr. 3akpimnooTeest B cdepi akanemiuHoi My3uku. CiiJl BiJ3HAYUTH TBOPUY
TiSUTBHICTH MIPOBITHUX CYYaCHUX MUTIIB IUX perioHiB — Slna FOpkoBcekoro, Mapiiina 3aneBcekoro, SIna Ko-
Bampunka (ITomemma), ymana bormanosuda (Cep0ist), Poccana bankanceki (bonrapis), Kocarsarnaa Cmarn,
Sna [lyxanscproro, Mukonmn Muxaitnenka, Bonoguvupa [lonenka (Ykpaina) ta iH.

Cepen riTapucTiB CIOB’IHCBKUX KpaiH 0COOIMBO BUPI3HAETHCS TBOpUicTh [lmenana (Cmenana) Paxa —
BipTyo03a Ipy Ha TiTapi CBITOBOro 3Ha4YCHHS, Mpodecopa mpa3bkoi AkaseMil BATOHYEHUX MUCTELTB, YECHKOTO
rirapucra # komnosutopa. L. Pak 3a moxomkeHHIM — yKpaiHelb, HapO/mKeHUH Ha 3akaprnarti (8 ceprHs
1945 poxy), pote y 3B’sI3Ky 3 ICTOPUYHO-TIOJIITHYHUMH TOAISIME KiHIst [Ipyroi cBiTOBOI BiiHU BiH ONMUHUBCS
B TomimHIN YexocaoBaudmHi, 1€ BUXOBYBABCS SIK MPUHOMHUI cuH y ponuHi Pak (Mymmaka, 2010, c. 163).
YkpaiHchbKe MTOXOMKCHHS MHUTIIS 3aKpirieHe i Ha ctopinkax Bikimenii («LLteman Paky», 2020).

[renan Pak naBuaBcs B llkom ButoHueHnx mucrenTB y Ilpasi (1965-1970 pp.), a micns ii 3akiHueH-
HSl IPOZIOBKYBaB HaBuaHHs B IIpa3pkiii koHcepBaTopii sk ritapuct B kiaci Ultenana Yp6ana. Iliznime Pax
omaHOBye Kypc Kommosumii B IIpasbkiii akagemii Muctents 3 1975 p. Moro Buntensmu Gymu BigoMi Kommo-
sutopu Ipxi JIBopauek, Bamnas Kyuepa ta Kapen Suauek. Ille 3i ctynentchkux pokip Illtenan Pak mouas
CBOIO TBOpUY camMopeali3alliio He JIMIIe K BUKOHABEIb-TITApUCT, aje i komrnozutop. Y 1973 p. cumdoniuna
xomro3utlis L. Paka «Xipocimay 3aifHsma 2-e MicCIle B 4eX0CI0BaIlbKOMY HaIllOHATbHOMY KOHKYPC1 MOJIOIMX
KOMIIO3UTOPIB.

VY 1975 p. 11I. Pak oTpuMaB mporo3uIlito Ha BUKIAAalbKy poOOTy B KOHcepBaropito Jyvaskyla (Dinnsn-
nist), ne mpamroBa 10 1980 p. IitapHi kommo3uilii Paka BUKIIMKaIM YMMalio 3aX0IUICHUX BiJITYKIB Ta OfepiKa-
JIV TIOBCIOJTHE CXBAJICHHsI BUKOHABIIIB 1 rearoris. My3ukaHT OpaB yyacTh y O0ararbox Mi>KHapoIHHUX (ecTuBa-
JSIX, & TAKOK 3alKCcaB KiIbKa My3WYHUX anb0oMiB y UexocnoBauunHi Ta BennkoOpuTasii.

Jo ceoroani L. Pak Bukmanae ritapy B Uexii, y [1pasi it OcTpasi, aKTHBHO KOHIIEPTYE, KOMIIOHYE TBOPH.
3a gac cBO€T TBOPUOI JisSUTFHOCTI BiH BinmBimaB moHax 70 kpaiH, Maiike BCi KOHTHHEHTH. MUTIIS peTyIsIpHO
3aIrpouIy0Th Ha KOHIEPTHI Ta JIEKIiiHI TYpH B POBiAHI yHiBepcuTeTH cBity (ABctpaiii, CILIA, Anrmii, Ka-
Hazi, Himewuwnni, @innsaunii, [sernii, [IAP, HoBoi 3enanpaii); oro TBop4i pekoMeH/allii BiIKPUBAIOTH IEepel
MOJIOZIUMH TiTapucTaMH JBEpi My3MUHUX THCTUTYTIB Oararbox kpain (Ctpmxudopona, 2019c, c. 441).

rtenan Pak craB mepimuM menaroromM Ipv Ha Titapi B icTopii mpasbkoi Akajgemii BUTOHUCHHX MUC-
TENTB, Jc BiH BUKIaaae 3 1982 p. ¥ 1996 p. liomy OyB Hamanuii Hagzsudaiinuii rpant CAIP (Chicago Artist
International Program), y pamkax sIKOro, mopsiJi 3 MaiCTpaMy B 1HIIKX rajly3sX MUCTEITBA, BiH, K €IMHUN
MY3HKaHT 3 €Bpory, OyB 3ampomieHnii B Unkaro Ha Mi>KHapOIHUNA MUCTEIEKUI (OpyM JIJIs TPOBEIECHHS IIH-
KITy JIeKIi# 1 Hn3ku koHeptiB. Y 2000 p. L. Pak OyB npu3HaueH NEPIINM YHIBEPCUTETCHKAM TPOPECOopoM
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ritapu B Yecwkiit PecryOmini,; et tutyn iiomy npucBoiB [Ipesunent kpainn Barpra ['aBen. «Y cBiTi kia-
CUYHOI TiTapH € TIOTaHi TITapUCTH, XOPOIIi TiTapucTH, BUAaTHI ritapucty i [lltenan Pak» — murara 3i crarri
BCECBITHBO Bimomoro kputuka Jlxona barToHa, omyOnikoBaHoi B HOBo3enaHAChKil razeri The Domino Bix
23 ciuns 1992 p., 3acBimuye yHiKaIbHICTH TBOPUOCTI KOMIIO3MTOpA it BuKoHaBI (Stépan Rak, n.d.).

Kommnosuroperka TBopuicTs L1I. Paka GararorpanHa y miaHi »kaHpiB, BOHa OXOIUTIOE KaMepHi i cuM(oHivHi
TBOpHU. CBOEIO Yeproro, KaMepHa BKITFOYAE CONBbHI TBOPH JJIS TiTapH Ta aHCamOIi 3a ydacTio ritapu. OcoOnrBe
BHU3HAHHA oTpuMay kommoswumii 111, Paka 11 K1aciaHoO1 TiTapy oo, sIKi BBIMIIUTH B TTOCTIMHUN KOHIIEPTHUN
penepTyap MpOBiAHUX CBITOBMX BHKOHaBIIB. J[J1s riTapHUX aHcamONiB (I TBOX, TPHOX YU YOTHPHOX TiTap)
[1. Pax HanicaB HU3KY KOMIO3UIIN BeJTHKOi (JOPMH, Y T. 4. apaHKyBaHHS BIACHUX COJIHUX TBOPiB. ABTOPCHKI
My3nuHi TBopH L. Paka BuXomsath ApyKoM y 30ipHHKax Ta B aymiozanucax i B Yeckkiit PecmyOmini, 1 3a kopo-
HOM. OCHOBHHUM NPHUHIIUIIOM KOMITO3UTOPCHKOT TBOPUYOCTI MUTIS cTaia mporpamHicts (Ctprxubopona, 2019a,
2019b).

Bigomo, 1m0 B My3WYHOMY MHCTEUTBI MPOOOPa30M MPOTPaMHOCTI CTaB MPHUHILMI HACIIAYBaHHS TPUPO/II,
TIPUUOMY He JIUIIe OYKBaJbHUX 3BYKIB 1 SBHII IPUPOIM, aJie H KUTTS 1CTOT, 30KpeMa JIFOIUHH 3 ii BPOIKCHOIO
eMOLIHHICTIO Ta pucTpacHicTio. OTXe, NepIIUMH IPOrPaMHUMH [IPUHLINIIAMH CTaJIM 3BYKO300paskaJIbHICTh Ta
3BYKOHACJIi{yBaHHSI, sIKi BIPOIOBXK CTOMNITh IPOMIIUIN €TAIH €BOJIIOLIi, PO3IIUPIOIOYH BUPAXKaJIbHi 3aC00U My3H-
KH, i ceMaHTH4HI MOKa3HUKH. Hal0inbI ickpaBUMU MIPUHLIKIIHA TPOTPAMHOCTI BUSIBIISIIOTHCS] B TBOPYOCTI KOM-
MO3UTOPIB-POMAHTHKIB, IPYHTYIOUHCH Ha QOIbKIOpi, eTHorpadii, Mioorii, HaioHABHIN JIiTEpaTypi, CTal0un
iIeHTH KA THUME My3UYHIMH MapkepaMu. [IporpamHicTh 3aBx/u Oyia BATOMUM KOMIIOHEHTOM XYJIO)KHBOTO
o0pa3sy. A B TBopuocTi I11. Paka meii pakTop MOCHITIOETHCS MIe i CHHTE30M KOMIIO3UTOPCHKOTO Ta BUKOHABCHKOTO
BTLICHHS ITh0T0 00pasy (Ctpmwxkubopona, 2019a, c. 105).

[TpuHLIMT TPOrpaMHOCTI MEPBUHHO BTUTIOETHCS B TAKUX PI3HOBUAX, SIK 3BYKOHACIAyBalIbHUM, (POIBKIOP-
HUMH, KaHPOBHH, MapadpacTHYHMHN, NCUXONOTiYHO-HACTPOoeBUH. [loCTymoBHil PO3BUTOK MPOrpaMHOI MY3UKH
3HAQYHO PO3LIMPIOE 10 cdepy, JONOBHIOIOUN I MEMOpialbHHM, 00Opa30TBOPYHM, JITEpaTypHUM, PENiriiHO-
CaKpaJlbHUM MOIYyCaMH.

V ritapuiit TBopuocTi I1I. Paka Bci BuiesragaHi TUIM MOMYCIB 3HAWIIIN CBOE BimoOpaxeHHS. Tak, 38)-
KOHACAIO0Y8abHUll TIPUHITATI CTaB OCHOBOIO OPUTIHALHOTO 32 My3UYHOI0 MOBOIO Itukiy 1. Paka 2005 p., mo
3alMCaHni Ha ayJiofnCK, — «XBaja 4aro», IKUH OXOIUTIOE 22 YaCTHHU CTHITI30BaHOl eTHIYHOI My3uku. Komrto-
3UTOP BUKOPUCTAB YaliHY TPAIMLIIO /151 BIATBOPEHHS My3UUHHMX KapTUH PI3HUX KpaiH 1 KyJIBTYp CBITY, IS SIKMX
YalOBaHHS — HE3MIHHUH CKJIaJIHUK LOEHHOTO o0yTy i etHorpadii — [uaii («Cnoran npo bombGeiiy, «Assamy,
«Darjeeling»), Kurato («Pu Erhy»), Leitnony, Anrmii («Earl Greyy), Ipnannii, Anosii («Gyokuro»), B’eTHamy,
TaiiBanto, Tubery, Typeuunnn («Rizey), [liBnennoi Adpuku («Rooibosy) ta iH. Okpemi YacTHHU HE MalOTh
eTHOrpadivHol cCTHIII3aMil, TPoTe 11eHTH(IKYIOTHCS SK TPOTPaMHi Yepe3 TUTIOBI CMaKkoBi KOMITOHEHTH («Kacmu-
HOBHI "ait», «PyxoBuii 9ait», «Haif 1OTH — 3 MOJIOKOM 1 CTIeIisIMI», « THOSTCHKUI Yaii 3 APIKIHKOBUM MaCIOM»)
Ta CBATKOBY NpUYpoUeHicThb («Pi3nBsiHuil yait», « CioMUH Ipo 4aitHOro KopoJsh» Tomo). Ciryxad pa3oM 3 BUKO-
HaBLIEM 3/1HCHIOE CBOEPIAHY MOIOPOXK Kpi3bk reorpadiuHuii mpocTip i yac.

Cruizawisi TBOpiB CTOCY€ThCSl HE JIMIIE iHTOHALIN Ta JiaJy, BUKOPUCTAHHS MENi3MaTHKU, PUTMIKH, rap-
MOHiH, TpUTaMaHHUX MY3HI Pi3HUX HApOiB, TU(PEPEHIIIOIOTHCS 1 3ByKO-TeMOpabHI XapakTepucTuku. Tak,
KOKHA 3 YACTHH IMITY€E i CTPYHHO-IIMIIKOBI IHCTPYMEHTH, XapaKkTepHi st IMX KpaiH — iHAIHCEKUI cuTap, po-
CcilichKa TiTapa, TYpeIbKUil ca3, sIIMOHChKA JIOTHSI CAMICEH, B’€THAMCHKUN TXAI-JIyK (THITY ITUTPH), YKpaiHChKa
Ko03a-0aHypa # iH.

Cepen TUIIOBO OpiEHTAIBHUX YACTHH, 10 HAOIMKEH] 10 My3UKH €K30TUYHUX CX1JHUX Ta a31aTChbKUX KpaiH,
3yCTpPIYalOThCs i YACTHHU CJIOB’IHCBbKOI TeMaTtuku — «baOycun cany, «Pycbka nqymkay, «Pociiicbknil kapaBaH»
(Crpmxubopona, 2019b).

DonvKopHull MOJYC YTIIEHUH Yepe3 MPU3MYy OTOpH Ha JITepaTypHUH Ta My3WYHHHA (QOIBKIOp. Y TBOP-
yocti L11. Paka BiH npezcTaBieHui TBOpaMu «Xopa — pyMyHChKuit Tanerb» (1971), «MaBpUTaHCHKUI TaHEIb)
(1971), «Dinceka moBicTb» (1977), «Hechkuit xopam» (1978), «Heckki Ka3km» HAMKCaHI 3a TUTTIAMHA BpaykeH-
Hamu (1982), «IBi micH» (1998), «IloBiTps boremii» (1998) Ta 6ararsma iHITIMH.

Kanpoeuii mogyc riraproi TBopuocTti L. Paka mpeacTaBieHnid KOMIO3ULISIMU Maiol Ta BeJUKOi (opMu
MEPEBAKHO y3araJlbHEHOTO MPOTPAMHOTO XapakTepy, 3 BUKOPUCTAHHIM KIACHYHHX (OPM YU TaHIIOBATbHUX
»aHpiB — 181 ritapHi conaru (1969, pexa. 1978), Croita (1974), «IIpocta napruta» (1974), «Penecancna croita»
(1983), «5 xonueptHux ettoniB» (1986), «Ksaprer» (1986), Conara «Horupu ritapm» (1986), «lxopmx. 4 dy-
rerti» (1986), «Pymba» (1987), «Toxkara» (1991).

Iapagpacmuynuti TPUHIKN IPOrPAMHOCTI Iepeadadae HOBOIPOUMTAHHS M IEPEOCMUCIICHHS My3UUHHX
TeM iHmmX aBTopiB. Y TBopuocri 1. Paka Bin ytinenuni#t y ¢opwmi Bapiamiii. Cepen aux — «Bapiamii Kapmosoro
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MocTy» — «Bapiarii Ha Temy Spomupa Kiemrmipay (1988), nuki, mprcBs4eHNX 3HaMeHUTOMY icTopraHoMy Kap-
noBomy Mocty B IIpasi, a Takox «Bapiartii Ha temy Mukutu Komkina» (1982).

Icuxonozciuno-nacmpocsuti ipuHuMN ritapHoi TBopuocrti I1I. Paka BTinroeTshest IepeBaskHO Yepes JIipuaHo-
¢inocodcerki 0bpazu-pozaymu. Cepen komnosuuiit — «Crorax mpo Ipary» (1975, inmi pen. 1983, 1985), npu-
CBSIYCHUH PIHOMY MICTY MpOXKHBaHHS 1 HaBuaHHs, «Hotupu HacTpoi» (1985), «Hactpoi» (1986), croita «Terra
Australia» («ABcTpamiiicbka 3eMJIsD» ), TIIO BBAKAETHCS OMHIEIO 3 HAWJOBIUX 32 MIPOTHKHICTIO KOMITO3HUITiH (01151
JTBOX TONIMH), HAITMCAHUX IS coyio Titapu (1994).

Memopianvuuti Momyc Tiepeidadae TBOPU-TIPUCBATH BUIATHUM OCOOMCTOCTSAM YH ICTOPUYHUM TofisM. [i-
tapHa TBopuicTh L. Paka Takox MicTUTh sickpasi TBOpH 1boro Hampsimy. Cepen HuX — «BinbsiMcianay» (3a Bpa-
YKEHHSIMH BiJl CIUJIKYBaHHs Ta CHiBIpawi aBropa 3 rirapucrom J[xonom Binbsmcom), «Ilnoma ritapm» nam’sari
icmancekoro noera @. I Jlopku (1971), «XipociMa», nprcBsUeHa TparivHuM mofisM KiHi 1l cBiTOBOI BiliHH
(1973).

Oxpemi i3 TporpaMHHAX TBOPIB MEMOPIAILHOTO MOAYCY MalOTh CHHTE30BaHUH XapakTep — Ha MEXKi My3UKH,
JITepaTypH, Tearpy — Ie CBOEPITHI KOHIIEPTHI JIITEpaTypPHO-MY3UIHI KOMITO3HUIIIT a00 MelonekIaMartii B Cympo-
BOJI My3HKH. [0 HUX HaNEXHTH 1 TPoekT « Vivat Comeniusy (1989), ctBopenwii y ciiBnpyskHocTi lTenana Paka
3 BIJOMHM YECbKHM aKTOPOM Tearpy i KiHO, JAEKIaMaToOpOM-4uTLeM 1 My3ukaHToM Anbdpenom Crpeituexom
(Alfred Strejcek). Komnozuuis mpucesueHa SAny Amocy Komencsromy (1592—1670) — BU3HaYHOMY Y€CBKOMY Te-
osory-pedopmaropy, dinocody, nemarory, momaitTuky. HailBH3HaUHIIIOW HOTO MPAICIO cTaja JJAaTHHOMOBHA «3a-
rajibHa mopaja JIFOACHKOMY POy», 3aryonennit pykomnuc sxoi B 1934 p. 3HalimoB ykpaiHCbkuid yueHuit Jmurpo
UmwxkeBchKkuit y 0i0mioTemni cupotunilsd B M. ['ane (Himewunna) it monbas mpo #oro BugaHHs. KHHTA JaTHHCHKOIO
Oyma Buzmana 1966 p., a mepexiaieHa gyecbkoro 1992 p.

[{urarn KomeHcbKoro 3 Li€l mpari 3aIuIaoThes akTyalbHUMH 1 U1 Cy4acHOCTI, TOMY i IOCITY KHIJIM OCHO-
BOIO KOHLIEPTY. [HiIiaTopoM npoexTy ctaB Anbdpen Ctpeiuex, SIK1ii Haucas cLUeHapii, a 10 My3U4HOi CITiBIpa-
i 3anpocus llItenmana Paka. [Ipem’epa BinOynacs B [1pasi, a 3aranom KoHLEpT Mpo3ByyaB y 34 kpaiHax CBITY, BiH
3anMcaHuil Ha ayniofuck. [IpoekT Bij3HaueHui HaiiBuIow Haropoaow — «IIpemiero FOHECKO» (benu, 2019).
Came 3 inimiatusu FOHECKO 3 1992 p., 3 maronu 400-i piuautti Big qust HapopkeHHs 1. A. KOMEHCHKOTO, TPOEKT
OTPHUMaB IIIUPOKE PO3MOBCIOKEHHS, 1 CTAHOM Ha CHOTOHI KOHIIEPT Mpo3BydaB moHaa 550 pasis y monaz 30 kpa-
{HaX CBITy KiJJbkOMa MOBaMH (JIATHHCHKOIO, aHTITIICHKOI0, ()PaHITy3bKOI0, HIMEI[HKOIO, ICTAaHCHKOIO, 9€CHKOI0 Ta
iH.), a 2002 p. OyB 3anmcanuii Ha ayniouck. KoHIepTHHI BapiaHT MMPOEKTY CTAHOBUTH CUMO103 MY3HKH i CIIOBA,
OpHI'iHAJIBHUX TEKCTiB KoMeHChKOT0 B JIekIaMaliii Ta rpi Ha OKpeMUX My3WYHHUX IHCTPYMEHTAaX (A3BIHOUKaX, TaM-
OypuHi, cominii) Anbdpena Ctpeliueka Ta CKOMIIOHOBaHOI aBTopchbkoi My3uku 1. Paka (rpa ta cmiB). [leBHuMu
Tearpaai3oBaHUMU (Bi3yasli30BaHUMHM) €JIEMEHTAMK KOHIIEPTY MOXHA BBa)KaTH 0ApOKOBI KOCTFOMH BUKOHABIIIB,
JKECTH Ta TPY Ha MY3MYHHUX IHCTPYMEHTAX YWTISA B JOMTOBHEHHS 10 MEJOMEKIaMallii, CIiTbHI CHHXPOHHI PyXd
1 TIepeMiTIeHHsT BUKOHABIIIB ITiJT 9ac KOMITO3HIIii, IO CTBOPIOIOTH 3BYKOBI e(heKTH HAOIMKESHHS Ta BilTaICHHS.

Temarnka KomeHcbkoro 3Haiinuia BiioOpakeHHs HE JIMIIE B CIIBHOMY BUKOHaBchbKoMy npoekTi LI, Paka
i A. Crpeitueka. Kommosurop 3milicHuB Kijibka BapiaHTiB penpakiii TBopy «Vivat Comeniusy»: Konuepr mms
ritapu i kamepHoro opkectpy (1989), Konuept amst ABOX cepenHix YoMOBIYMX TOI0CIB, TUKTO(OHA, Op(iBCHKUX
iHcTpyMeHTIB 1 riTapu (1989-1992), Croita ams ritapu i cepeaHbOoro 4oioBidoro rouocy (1996).

3arajoM OUTBIIICTH TBOPIB KOMITIO3UTOPA-TiTAPUCTa HAMTMCAHI ITi]] BIUTHBOM IIEBHUX BPaXKeHb BiJl MOJIIH, Kap-
THH TIPUPOJIH, CIIIIKYBaHHA 3 MoabMHU. CaM KOMIO3UTOP 0COONMBO Bifi3Ha4Yae BpaskeHHs Bix DinmstHAiil, [cnamii,
Kuraro, Smownii, Mosrromii, ABctparnii (Ctpmkudopona, 2018). Emortii, mo 3HalIIm BioOpakeHHS B aBTOP-
cbkux kommo3uuisx L. Paka, MokHa y3arainbHUTH K oOpazomeopyuu npuHimi. Cepen HUX Taki: «OcTaHHS
mckoreka» (1982), conara «Mopasist» i Biomondeni ta ritapu (1981), «Marunbna. KonneprHi Bapiarii»
(1994), «Dinaneuuit payaa» (1996), «IlaBana» (1997), «leponim Bocx» (1998), a Takox KaMmepHi mporpam-
Hi IHCTpYMEHTaIbHI KOMITO3MIII 32 Y4acTio TiTapH, 30Kkpema, «llnoma rirapu» mis ritapu i mapumon (1983),
«3 ueHTpanbHOi ABcTpalii» s cTrpyHHOro kBaprery i ritapu (1993), «Ilicast 1e60i» Anst CKpUIKH 1 TiTapH
(1996), «Ilicus Jlebopm» mis BiojgoHdeni ¥ ritapu (1997) Ta 6ararto iHIINX, HAMMUCAHUX YIPOAOBXK KiHIT 60-X —
Ha noydatky 90-x pp.

JlimepamypHuii TPUHIAT IPOTPAMHOCTI MY3UYHHX TBOPIB mependadae 3aKOpiHEHICTh Y CIOXKETHI 00pa3u
XynokHiX TBopiB. Tak, Benmukuit muki «20 000 mee mix Bomoro» (2000), 110 MICTUTH Ha3By OJHOMMEHHOTO PO-
many JK. BepHa, mpem’epa sikoro BinOysnacs B MockoBebKiit koHcepBaropii (2002), Oys npucssdenuii 111. Pakom
Tpareii miaBoxHoro YoBHa «Kypcbk». Cepes iHIINX y3aralbHEHO-IPOrpaMHUX KOMITO3UIIIH — TBOpH «[lam’siTku
Imiamn» (1973) ta «/Ixopmano bpyrnoy» (1982) ms dmeiitu # ritapu, «Omices» mist Greittu, MapuMOu i riTapu
(1982), my3uuni aganrarii iteparypaux TBopiB keka Jlonmona (1999), Ipxi Bonkepa (2001), Spocnasu Yp-
6anoBoi (2001) Ta iH.
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Penizitino-cakpanvuuii momyc tBopuocti 1. Paka mpeacraBneHuii miteparypHO-My3UYHIMH KOMITO3HIIisI-
mu — «JIucr IlaBna mo xopuHTsH» Ha Tekctu Craporo 3aBity (1996), «bibniitHa MeauTamnis» Ha TekcT HoBoro
3asiTy (1998), «Boictuny xaxy Bam» (2003) Ta iH. OCHOBOIO My3UYHOT HAPTUTYPU KOMITO3ULIIH € TiTapHa MapTis.
OkxpeMi riTapHi TBOPY MUTIIS BBIHIILIH JIO ITUKITY TIiJT 3arajibHO0 Oi0mifiHO0 Ha3Bow «[licHi JlaBuma» (2010), o
00’€JTHy€E HOBI aBTOPCHKI peaKilii HOro I’ eC «OpiEHTaIbHOTO» CIPSIMYBaHHS Ta Napadpa3y Ha yKpaiHCBKi i po-
CIHCHKI (DONBKIIOPHI i aBTOPCHKI TEMH.

Oxpewmi 3 ritapaux TBopiB 11I. Paka mMaroTh naguanrbhuil, memoouuno-oudakmuunuti xapakrep. Lle, 30kpe-
Ma, «Croita-etiom» (1980), «Posmapi» — muKI IHCTPYKTUBHUX KOMIO3UIIiH uts ritapu (1982), «II’sTh KOHIIEPT-
Hux eTroiB» (1984), mukn «XBununHI coo» (1986) ta iH. Y ritapsiit TBopuocTi L. Paka Brineni He nurre
METOANYHO-TUIAKTHYHI TOTPEOH Cy4acHOTO TiTapHOTO BUKOHABCTBA, ajle I IIMPOKa NajliTpa HallioHaIbHUX 00pa-
3iB, IO CHPHAIOTH JyXOBHOMY PO3BUTKY 1 BUXOBAaHHIO MOJIOAOTO ITOKOJIiHHSI.

3 omsily Ha BCe BUINE3a3HAYCHE MOXKHA 3pDOOUTH BUCHOBOK TIPO Te, IO BAKIUBHM y Cy4acHOMY TiTapHO-
TBOPYOMY IIpoIieci, Ak 3a3Havae 1. [BaHHIKOB, cTano «(popMyBaHHS BUKOHABCHKUX EITIT — TeHepallii BipTyo3iB, sSKi
MIPEICTABIISAIOTH HAIlIOHATBHI TPAIUIIii TITAPHOTO MHUCTEITBA PI3HUX KpPaiH Y CBITOBOMY IPOCTOPI», KOTPI acH-
MUTIOBAIN «KYJIBTYPHI Tpaauilii Ta TOCATHEHHS MPOBITHHUX 3aXiJHOEBPONEHCHKHUX TITAPHUX MIKUD U CIIPUSIA
PO3BUTKY HaIliOHAJIbHUX OCEPEIKiB riTapHoro BukoHaBcTBa (IBaHHiKOB, 2018, c. 263).

BucHoBku

KomnosuTtopcebka Ta BUKOHaBcbKa TBOpuicTbh L. Paka Binnoizae 0OCHOBHUM XapaKTepHUCTUKAM PO3BUTKY
TiTapHOTO MUCTEITBA CXiTHOEBPOTIEMCHKIX KPaiH, sIKI aCHMUTIOBAIH KyJAbTYypHI TPAAMIIii Ta TOCATHEHHS TPO-
BIJIHUX 3aXiJHOEBPONEHCHKUX TITAPHUX MIKLI, YAM CIPHSUTUA PO3BUTKY HaIlIOHAILHUX OCEPEIKiB TiTapHOTO
BHKOHABCTBA.

BinpuiicTe TBOPIiB KOMIO3UTOpA-TiTapUcTa — MPOTrpaMHi, HAMKUCaHl i BINTUBOM EMOLIHHHX BpaKCHb
BiJl JTiTepaTypy, IPUPOJIH, CIIIIKYBaHHS 3 JIOIBMH, IPHYPOUCHI J0 MEBHHUX MOAIM YW iICTOPHYHHUX MOCTATEH.
VY tBOpyocTi L. Paka crioctepiraeThcsi THIIOBI HEOPOMAHTUYHI PUCH — 3BEPHEHHSI 10 Mi(OJIOTIHHOT 1 Ka3Ko-
BOi TEMaTHKH, TIOTAT J0 opieHTami3My (cximaux MoTtuBiB Kutato, Slmonii, Monrosii, ABcTparii), mpoTe Hal-
YacTille B TBOPYOCTI KOMIIO3UTOpA MPOSIBISIETHCS CIIOB’IHChKE KOPIHHA My3UKH. KoMIo3nTopceka TBOpYiCcTh
MUTLS MOXe OyTH BH3HA4Y€Ha HE JIMIIC HEOPOMAHTHYHOIO 32 CTHIIICTHKOIO. Y HiH TakoXX MaloTh Micle He-
0(oNBKIOPHI pPUCH, OCKUIBKM €THIYHA My3HMKa Ha TiTapi 4d B aHcamOli 3 iHIIUMH iHCTpyMEeHTamMH HaOyBae
oco0nuBoi iHTepnpeTanii. Bapro 3poOUTH BHCHOBOK MPO TOMiHYIOUHH MOCTMOJCPHHUN HAMpPSIM TBOPYOCTI
[1. Paka, mio 1ae 3MOry CHHTE3yBaTH Pi3HiI CTUIIbOBI €JIEMEHTH, TIOETHYBATH IHCTPYMEHTAJIbHY Ta BOKAIBbHY
MY3HKY, JITepaTypHe YUTAHHS, TeaTpalbHY Bi3yasi3aiio Tomo. Bce 1me BU3HAYA€ YHIKAJIBHUNA aBTOPCHKUN
CTHJIb MUTIl, HOTO IHAWBIMyaTbHY KOHIICTIIIIIO PO3YMIHHS, PETPE3CHTAIlI] Ta MMOMyJIsIpH3allii TiTapu AK iH-
CTPYMEHTA ¥ 'iTapHOIo MUCTELTBA K BAXKJIMBOTO CKJIAJHUKA 3arajlbHOEPOIECHCHKOTO Ta CBITOBOTO KOHTEKCTY
PO3BUTKY aKaJAEMi4HOT My3HUKH.

“Kanposuii cnektp rirapaux TBopis L. Paka oxomitoe TBOpr conbHI Ta aHcaMOIeBi — 17151 KBapTETY riTap,
JUISL TiTapy 3 THITUMH iIHCTPYMEHTaMH (CKPUITKOIO, alIbTOM, BIOJIOHYEIUTIO, (IIeHTOr0, MapuMO0I0, YIapHUMH),
a TaKoX 3 JIIOJICHKUM ToniocoM. Lle xommo3zumii manoi (MiHiaTIOpH), cepeHbo1 (IporpaMHi I’ €cH) 1 BETHKOT
(hopmu, IepeBaKHO UKITIYHOT — KOHIIEPTH, CIOITH, COHaTH, Bapiaiii. I11. Pak 3aBasku cBOi# yHIKaIbHIH TEXHi-
IIi TPH Ha riTapi, OpUTiHATBHIH KOMIIO3UTOPCHKIN Ta BHKOHABCHKIH TBOPYOCTI HAJICIKHUTD JIO ITPOBITHIX MHUTIIIB
CY4acHOI €BpOIEHChKOi My3U4HOI KylIbTypH. | Bce 5K TBOPUICTh KOMIIO3UTOPA L€ MAJIOBIIOMa YKPaiHCHKUM
BHUKOHABISIM 1 ciIyXayaMm, a OTXKe, oTpedye MOAaIbIIOr0 BUKOHABCHKOTO 00Iry Ta HAYKOBOTO BHBYCHHS, 110
1l BU3HAYa€ MEPCIEKTHBH MOAATBIINX TOCIiIKECHb.
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I'MTAPHOE TBOPYECTBO | Crpmxubopona Iletp Biragumuposud
HITEITAHA PAKA: | Acnupanm,
ﬂ(AHPOBO-CTI/IJIEBOI:/I Tpuxapnamckuii HAYUOHATBHbLI YHUEEPCUMEM
" OBPABHO-TEMATUYECKWM | umenu Bacunus Cmegpanuxa,
ACIIEKTHBI | H“sano-@panxosck, Yepauna

[ens cTaThy — OCMBICTUTH JOCTIKEHHUS YETIICKOTO THTAPHUCTA YKpanHCKoro mpoucxokaerns 111, Paka B kommo3uTopckom
TBOPYECTBE /I TUTAPHI CKBO3b MIPHU3MY JKaHPOBOH CIIEII(HKH, CTHINCTHKH, 00pa3HOW TEMaTHKH U MCTIOTHUTEIBCKIX
(hopM; BEISIBUTH (DONBKIIOPHBIE OCHOBHI (POPMHIPOBAHUS €TI0 KOMIIO3UTOPCKOTO TBOPUECTBA; PACCMOTPETh 0COOSHHOCTH
BOILTOIICHHS PHHITUIIOB aKaJIEMHIECKOT0 TUTAPHOTO UCTIONHUTEIBCTBA B CONBHBIX M aHCAMONIeBBIX mpou3seneHusx 111, Paka.
MeToa0I0THIO UCCIIEJOBAaHUS COCTABIISIIOT UICTOPUYECKUN, HCTOUHUKOBEAYECKHUH, HCKYCCTBOBEJUECKUI METO/IbI, KOTOPBIE
MO3BOJIMJIN MTPOBECTHU KAHPOBO-CTUIICBOM aHAJIM3 TUTAPHOTO TBOpUECTBA Komno3utopa u ucnonaurens L. Paka u ero
nuddepeHInaIiio, a Takke pacCMOTPETh KoMIo3uTopckoe TBopuecTBo 111, Paka mepBoouepeaHo ¢ mo3unuii THIOIOTHN
MIPOTrpaMMHBIX MOIYyCOB. Hay4dHyro HOBH3HY HCCIIETOBAaHUS ONPEICIICT BBEICHNE B HAYYHBIH 0OMX0 YKPAaWHCKOTO
MY3BIKOBEIICHUS O0IIIET0 KaHPOBO-CTUIIEBOTO aHAIM3a aBTOpcKuX kommosunuit 111. Paka mist como rurapsl 1 ancamoOeit
C y4acTHEM TUTAPEI, a TAKKe KIacH(pUKaUsI IPOrPaMMHBIX 00pa3HO-TEeMAaTHYECKAX HAIIPABICHHH €ro TBOpYeCTBa. BBIBOMIEI.
BBIsSICHEHO JKaHPOBO-CTHIICBBIC XaPAKTEPUCTUKU TUTAPHBIX TPOU3BEICHUI KOMIIO3UTOPa B COOTBETCTBUH C OCHOBHBIMU
MojTycamu (Pa3HOBUIHOCTSMHE) IPOTPAMMHOCTH — 3BYKOTIOIPAYKATEIIBHBIM, (DOTBKIOPHBIM, JKaHPOBBIM, Mapa(pacTHICCKUM,
MCUXOJIOTHUICCKU-ODMOIIMOHAJIbHBIM, MEMOPHUAJIbHBIM, I/I306paSI/ITeJ'H)HI)IM, JIATEPATYPHBIM, PEJIMTUO3HO-CAKPAJIbHBIM U JIP.
Yopsii04eH >KaHpOBBIi 1 00pa3HO-TeMaTHUECKUN CIIEKTp TUTapHOTO TBopecTBa 1. Paka, KOTOphIi 0OXBaThIBAET COJIHHBIE
1 aHCaMOJIeBBIe KOMITO3UIMHY — TbECHl 1 MUHHUATIOPBI, OONBINE IIUKIMIHBIE (YOPMBI (KOHIIEPTHI, CEOUTHI, COHATH, BAPHALIHN ),
JUTEPATypPHO-MY3bIKaJIbHBIC KOMITO3UIINH, TIPOU3BEICHUS yUCOHO-THIAKTHIECKOTO HATpaBiIeHus. Jloka3aHo, 9To MO CTHITIO
TBOPYECTBO KOMIIO3UTOPA MPEICTABISICT CHHTE3MPOBAHIE OCHOB HEO(OIBKIOPHOTO U HCOPOMAHTHUYCCKOTO HAIPABIICHUS.

Knioueswvie cnosa: llltenan Pak; rutapHOE HCKYyCCTBO; KOMIIO3UTOPCKOE TBOPUYECTBO ISl TUTAPBI; )KaHPOBO-CTHUIIEBAS
XapaKTepUCTUKA; 00pa3HO-TEMAaTHYECKHI CIIEKTP; IPOrPaAMMHBIE MOJTYChI

GUITAR ART OF STEPAN RAK: | Petro Stryzhyboroda
GENRE AND STYLE, IMAGE | PiD student,
AND THEME ASPECTS | Vasyl Stefanyk Precarpathian National University,

Ivano-Frankivsk, Ukraine

The purpose of the article is to comprehend the achievements of the Ukrainian origin Czech guitarist S. Rak in
compositional guitar work through the genre specificity, stylistics, symbolic themes and performance forms; to reveal
the folklore based principles of the artist’s compositional pieces; to consider the peculiarities of the embodiment of the
principles of academic guitar performance in the solo and ensemble works of S. Rak. The research methodology consists
of historical, source, art studies methods, which allowed to conduct genre and style analysis of S. Rak’s guitar work and
its differentiation, as well as to consider the S. Rak’s composition art primarily from the standpoint of programme modes
typology. The scientific novelty of the research is determined by the introduction into the scientific use of Ukrainian
musicology of a general genre and style analysis of S. Rak’s authorial compositions for solo guitar and ensembles with
guitar, as well as classification of image and thematic areas of his work. Conclusions. The genre and style characteristics
of the composer’s guitar works are clarified following the main programme modes (varieties) —sound imitation, folklore,
genre, paraphrastic, psychological and moody, memorial, visual, literary, religious-sacred, etc. The genre and thematic
spectrum of S. Rak’s guitar works is organized, which includes solo and ensemble compositions — plays and miniatures,
large cyclic forms (concerts, suites, sonatas, variations), literary and musical pieces, educational and didactic works. It is
proved that style of artist’s work incorporates neo-folk and neo-romantic principles’ synthesis.

Keywords: Stepan Rak; guitar art; composition guitar art; genre and style characteristics; image and theme spectrum;
programme modes
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CHEIMU®IKA BIATBOPEHHS IJIEI | TarapnikoBa Amxkenika Anaroniieaa
HAHIOHAJIBHOT'O CJTABJIEHHS | Kanouoam nedazoziunux nayx, dokmoparnmea,
B OIIEPHIN MOETHUINI b. CMETAHM | ORCID: 0000-0002-6310-8276,
(HA ITPUKJIAIL OIIEPU «JIIBYIWIEY) | e-mail: angelikatatarnikova75@gmail.com,
Odecvka HaYiOHATLHA MY3UYHA AKAOEMis]
imeni A. B. Heorcoanoeol,
eyn. Hosocenvcorozo, 63, Ooeca, Ykpaina, 65023

MeTot0 poOOTH € BUCBITIICHHSI aKTYaJILHOT'O JIJIsl Cy4aCHOTO OCTMOJIEPHOBOT'O 1 TIOCTIOCTMOJICPHOT'O KYJIBTYPHOTO
mporiecy (heHOMeHa yCIaBIeHHS K CKJIQJIHNKA BHPaKEHHS HAIlIOHATBHO] 17161 B KOHIIENIII{ My3HWYHO-CIIEHIYHO1 Aii ortepn
B. Cmerann «J1ibyme». MeTomomorist CTaTTi TpyHTYEThCS Ha MDKIUCIIUIDTIHAPHOMY 1HTETpyBaHHI 00’ €KTHBHUX (iCTOPUKO-
TeHETUYHHH, KYJIbTYPHO-THITOJIOTIYHIH, KOMIIAPaTUBHHI) Ta OCOOMCTICHO-TIPIOPUTETHUX (HAYKOBAa PEKOHCTPYKIIis,
TEOPETHYHE MOJICITIOBAHHS ) METOIB JOCII/UKEHHS. Y 3arajlbHOTEOPETHYHOMY IUIaHI OCMUCIICHHSI HOPYIIeHOT TpodIeMu
aBTOP BUKOPUCTOBYE OCHOBHI noJioskeHHs1 koHuenuii I1. diopencekoro, O. Jlocesa, E. dropkreiima, b. Acad’eBa.
BianoBigHo, npuHIMNM po3risay komnosuiii onepu b. Cmerann «J1idy1iey» BU3HaUalOTh aHATITHYHHH, 1CTOPHKO-OITUCOBHI,
KOMIIapaTHBHO-CTHJILOBUH, MIKIUCIIUIUTIHAPHO-TIOPIBHAILHUN MeToau. HaykoBa HOBH3HA. YIieple B YKpaiHChKUX
KyJIbTYpPO3HABYHX 1 MHCTELTBO3HABYMX JOCIIPKEHHSX yBara 30cepe/UkeHa Ha KyJIbTypHOMY (DeHOMEHI YCJIaBJICHHS K
CKJIaIHUKY BUPAKEHHS HALlIOHABHOI 17161 B KOMIO3HUIIT My3W9HO-CIIeHI9HO1 aii orepu b. Cmerann «JliOymrey. BucHOBKH.
OcMuCTIEHHS TyXOBHO-CMHCIIOBOI Ta ApaMaTypriqnoi crieriugiku onepu b. Cmeranu «JIi0yme» nano migcraBu 3’sCyBaTu
KOHIICHIIIIO0 quasi-TiTypriiHOro HalOBHEHHS IIbOTO TBOPY, MOETHKA SIKOTO 3aCBiUy€ TBOPYO-1/I€0JIOTI4HI Tapajei 1 10
creHiyHoro aifictBa «Pyciana 1 Jlrommummy M. [iHKH sIK «clI0B’THCBKOT TiTyprii» (3a b. Acad’eBum), 1 10 BarHepiBCbKOTro
MY3HYHO-TEaTPaTbHOTO CIAAKY Ta HOro Mi(OIOeTHIHNX HACTAHOB, i 10 maciony M. C. Baxa-mieTucra, sKuii BU3HABAB
KOHTAKTHICTh JIIOTEPAHCTBA 3 BI3aHTIIICHKOIO MITypPriifHOIO MPAKTHKOIO.

Knrouosi crosa: «Jlibyme» b. CmeTanun; KyibT; HalliOHAJIBHE CIABIICHHS; JITYPriiiHi 3acaau OyZOBH KOMITO3HIIIL;
nietmsm M. C. Baxa

Beryn

AKTyalbHICTh TEMH BH3HAYA€THCS BCECIIOB’ THCHKOIO 3HAUYIIICTIO caamuHu b. CMeTanw, criemniaabsHo
My3H4YHa PO3pOoOKa SIKUM HalliOHAJBHOTO NPUHLHUILY TBOPUYOCTI Ma€ NIMOOKUI CEHC Yy TBOPYO-NIPAKTHYHOMY
i TEOPETUYHOMY BXKUTKY CHOTOJICHHS, KOJM IPOLECH BCECBITHHOI IoOaiizawii Ta iHTerpauii NoeaHyoThb-
sl 3 TEH/ICHIIISIMU JIOKAJIbHUX 1 PErioHaIbHUX PO3MOALIIB y CBITOBOMY i BHYTPIilIHBO-HALlIOHATIBHOMY OYyTTi.
Onepa «JIi0ymie» cki1agae MeBHUI BUHATOK y ApamMaTypriyHux momrykax XIX cT., ocKinbKH BiABEpPTUH ermi-
KO-JIIpUYHHN CKIa]] 11 My3UKH HE € CYMICHHM 13 MO3HIIISIMH MY3WUYHOI JpamMH, TIOKA30BOT JIJIsl pOMaHTU3MY,
MepeayIoYr THM CaMHUM HeIpaMaTHIHUM KOHIEMIIISIM ONlepH i ClieHI9HO1 KaHTaTu-oparopii XX cT.

Omepa, 3a 3agymoM b. CMmeraHu, BTUTIOE KiHOYE OOraTHpCTBO, IO MaJO TEBHI Mmapaieri g0 o0pa3y
BarHepiBChKOi BpyHTUTBIM, ale OMWHAIOUM Tpariko-JpaMaTHYHEe HamnpyKeHHs 00pa3y HIMeIbKol BallbKi-
pii. b. Cmerana B cBoeMy TBOpi BOadaB mapainens q0 «Maiicrep3inrepis» P. Barnepa, nmporte ¢eminizoBa-
Ha CYTHICTh I'€pOidHOI iiei JOCHUTH Pi3KO MPOTUCTOITH MACKYJIIHHOMY IMOJAaHHIO KOHUEMIii HA[iOHAILHOTO
MIPUMHUPEHHS B OTepi HIMEIBKOT0 KOMIO3uTopa. Kpim Toro, momnpu BCi pucH emiyHOi JIpaMaryprii, y TBopi
P. Baruepa Tako NpUCYTHI O3HaKd MY3WUYHOI JIpaMH 32 THIIOM ITOKa30BO1 JUIsl IbOTO aBTOPa HIMEIBKOT po-
MaHTUYHOI OTepH i3 BUPAKEHOIO KOH(IIKTHICTIO, IO TPEICTaBlieHa MPOTHCTOSHHSIM 1HIWBIIYyaIbHOTO
(Banpbrep) i HaminauBiAyanpHOTO (3aKC) IOYATKIB, MTAHYBAIBHUKIB HAIIOHAIIEHOTO 00’ €THaHHS (OTiepa CTBO-
proBajacsi HarepeaoHI HalioHAJIBHOTO 00 enHaHHs Himewuwnw) i Tux, Xxto imeiHo-TBopuo (bekmeccep)
i cTuxiftHO-1HepiiiHO (oOuBareni HropHOepra) mpoTUCTOITh IIbOMY.

Onepa b. Cmeranu mae nieBHi napaneni i 10 «Pycmana» M. Iminku, cyTHicTh sikoro b. Acad’eB o3Ha-
YHB SIK «CJIOB’SIHCHKY JITYpTito epocy» (Acadbes, 1971), a Takox i JO MOUIYKIB CHEHIYHOT KaHTAaTH-0PaTopil
XIX-XX CT., MPUHIIUIH SIKOT YTBEPIAWINCS B MY3UYHO-CIIEHIUHIN cepi MUHYIIOTO CTOITTS.

© TarapnikoBa A. A., 2020
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AHani3 gociimkens i myonikariit. TBopuocti b. CMmeranu, 30kpema, omepi «JIiOyey», mpucBsiaeHi MOHO-
rpadis I. MaptunoBa, mparti [. bensu, a rakox icropuuni Hapucu M. pyckina ([pyckun, 1980), mpote maiike
Bci i poboTH Oynu ormyOinikoBaHi e B cepeanHi XX CT., penpe3eHTyroun TBopuictb b. Cmetanu mif mes-
HUM 1JICOJIOTIYHUM «KYTOM 30py». BogHouac 3a3HaunMo, 110, aKTyali30BaHUN TOCBIIOM MOJIEpPHY-aBaHTapay
MUHYJIOTO CTOJITTSl 1 IOCTMOJEPHY OCTaHHIX JECSITUPIY JyXOBHO-CHMBOJIIYHUI Ta CIaBIIbHUN KOMIIOHEHT
OTIEpPHOI TTOETUKHN KJIaCHKa YeChKOT My3UKH (B ToMy uucii 1 B «JliGymie») 1oci He BHCBITIIOBABCS Y BITUM3-
HSHIF MY3WKO3HABUIN JITEpaTypi, X0ua caMe el cermMeHT cnaamuuan b. CmeTanu Moxke OyTH BUKOPUCTAHUH
y BUKJIaJIJaHHI CydacHOi Teopil My3HMYHO-CIICHIYHOI JpaMaTyprii i MpaKTUYHUX yTiIEeHb Y IOCTAHOBKAaX BiJIO-
BIJTHUX BUCTAB.

HayxoBa HOBH3Ha poOOTH NONATAE B TOMY, IO BIEPIIEC B YKPATHCHKUX KYJIBTYPO3HABYMX i MUCTELITBO3-
HABUYMX JIOCIIKEHHSX yBara 30cepe/KeHa Ha KyJIbTYpHOMY (DeHOMEH1 yCIaBIeHHS SIK CKJIaJHUKY BUPaKSHHS
HAIlOHAJIFHOT 1711 B KOMITO3HILIIHHIH MapaaurMi My3HIHO-ClieH1uHOiI ii orepu b. Cmeranu «JIi0ymie».

Meta i MeTOIH TOCTiTKEHHS

Mertot0 poOOTH € BUCBITICHHS aKTYaJbHOTO Ul CyYaCHOTO IOCTMOJEPHOBOIO 1 MOCTHOCTMOAEPHOTO
KyJBTYPHOTO Iporiecy (peHOMEHa YCIaBICHHS SIK CKJIaJHHKa BUPaKCHHS HAIllOHAJIBHOI 7161 B KOHIEMNIil My-
3UYHO-CIeHIYHOT 11ii oniepu b. Cmeranu «JIi0ymiey.

MeTom0I0TiI0 TOCIiIPKeHHsI BU3HAYAI0Th MUCTELITBO3HABY1 30CEePE/PKEHHS BUCHHX Ha KYJIBTYpi CIIaBIICH-
Hi, 30Kpema kormemnis [1. diroperchkoro, HampalroBanHs 3 KynsTypu nudipam0Oy y O. Jlocesa (Jloces, 1960),
ySIBIIEHHS TIPO PeNiriiHO-KYJIBTOBI 3acaau mo3uTHBHOTO putyany y E. Jlropkreiima, a Tako)k MUCTEIITBO3HABYE
CIpsMYyBaHHs y po3poOKax KynbToBUX HacTaHOB b. Acad’eBa (Acadbes, 1971) Ta mpamsx O. MypaBcbKoi
(Mypascbka, 2017). BignoigHo, npuHIXNHN po3nisiay koMmno3ulii onepu b. Cmerann «Jli0y1e» BU3HAUAIOTH
AQHATHYHHUHN, 1ICTOPUKO-OITUCOBUH, KOMIIapaTHBHO-CTHIILOBUH, MIKIUCHUILTIHAPHO-TIOPIBHSAIBHANA METOH.
PoGora 6a3yeTbcsi Ha MKAUCHUITIHADHOMY 1HTETpyBaHHI 00’ €KTUBHUX (1CTOPHKO-TEHETUYHUH, KYJIBTYpHO-
TUTIOJIOTYHUH, KOMITAPAaTUBHUI) Ta 0COOMCTICHO-TIPIOPUTETHUX (HAYKOBA PEKOHCTPYKILisl, TEOPETHIHE MOJIE-
JIFOBAHHS ) METO/IIB JTOCIiIKECHHS.

Buxnan marepiany gociiizkeHHs1

Teip b. Cmerann «Jlibyme», mo OyB Hanucanuii sik «Yecbka CsiTkoBa omepa» (1872) (Pahlen, 2000,
c. 658), MpUCBIYCHNH 3aCHYBAHHIO Ye€ChKOi JiepaBu. [10CTaHOBKH IIbOTO TBOPY aBTOp YekaB Maiixke 10 pokis.
IIpem’epa BimOymacss y 1881 p., Xo4a i TOZi XBOPHI KOMIIO3UTOP, 32 MOTO 313HAHHSIMH, HE 3MIT OXOIUTH BCi€l
MaeCTO3HOCT] Takoi mozii. TeKeT mucaBest HiMeIpKo MoBoio M. Bemrmrom i 3roxom GyB mepeknaneHuii Ha
yeceky E. Iniamnepom. Y meHTpi omepHOi 1ii — )KUTTEBI KPOKH JiereHqapHo1 KHAruHi JIi0yie, 3acCHOBHUITI
[Iparu, sika 3ymina JOCSTHYTH HAI[iOHAJIBHOI 3JIar0/Id 1 TUM 3aKJIACTH BUCOKI ifiealin €IHOCTI Hallil, KoTpa
BIKHJIA B TSDKKUX ICTOPUYHMX BHMPOOYBaHHSX 1 3400ys1a MOKIIMBICTh CAMOCTBEPKEHHSI B HAWOMIKIMX ic-
TOPUYHHX MEPCIEKTHBAX.

Oninka 1€l onepu € HeoAHO3HaYHOW. Tak, y kHu31 M. JlpyckiHa, Y Hapuci, IPUCBIYCHOMY OIEPHO-
My craaky b. Cmeranu, koHCcTaTyeThes: «OcHOBHI Tnmu onep CMeTaHM — TepoiuHi i KoMiuHi. X Ha#6GimbIT
sickpabi 3pasku: “Jlanidop”, “Ilpomana HapedeHa”...». | mpu boMy aBTOp HABOAMTH CIOBA KOMIO3UTOPCHKOL
camoorrinku: «Lle Most kpamma podora B 061acti Bucokoi apamuy» ([pyckun, 1980, c. 474). Ha cTopinkax, mpu-
CBSIUCHHUX PO3ITIAI0BI onepHuX TBOpiB b. CMetanu B minomy, moao «Jlidyme» M. Ipyckin 3a3Hadae: «Oco-
OnmBe micue y TBopuocTi CMmeranu 3aiimae onepa “Jli0yme” (1871-1872). Kommo3utop Ha3BaB ii ypouucTorO
“KapTUHOK” 1 HAMOJIATaB, 100 BOHA CTABUJIACS HE B MIOBCAK/ICHHIM 00CTaHOBIII, a JIUIIE Y BUHATKOBUX BUIIAJI-
Kax — y JIHI HApOJHHX CBSIT. Tak 11e 1 poOutbest y YexocnmoBauunHi i moruHi» (Apyckun, 1980, c. 472-473).
I mani #ime mosicaenHs: « *JIi0yme” — eniYHO-BeTUIHIH TBIp, 10 npociasise (Kypcus Haml. — A.T.) OaTbKiB-
ey 1 Hapon <...> ToH omoBigaHHs CyBOpHI Ta ypOUNCTHH, EKIaMallis IiTHeCeHa, MOTYTHI XOpoBi (hpeckn
HAJar0Th OTepi pUC MOHYMEHTaIBHOI oparopii...» (Apyckun, 1980, c. 473).

«JIiby1e» BUPI3HAETHCS 3 TOTO, IO HAITUCAHO MONEPEIHUKAMH i CydyacHUKaMH ii aBTOpa CBOEIO BiiBEp-
TOIO C1ABINbLHICNIO, MUHAIOYH TeaTpalibHy ApaMaTypriro sk Taky. Kommosuilist TBopy BU3Ha4eHa B 3HAMEHHO-
My 1872 p., xonu 3akiH4uB cBOIO «boratupceKy cumdoHito» 1 moyas mucatu «Kus3s Irops» O. Boponin; ko,
pOKOM pasnilie, Oynia 3akiHYeHa OoraTUpChKa 3a CBOEK CYTHICTIO omepa «3irdpim» P. , sk 3MiCTOBHO-CTPYK-
TYpHO € TICHTPaIbHOIO ¥ TeTpaiorii «IlepcTens HibemyHTa». 13 3a3HaueHoTO BUIITNBAE, mo b. CmeTana SBHO
BIIT'YKHYBCS Ha «TMOKIJIMK Yacy» (IUB. Ipo «ayX ermoxu» y [. I'eremnst (2018)), cTBOpUBIIHM JE110 BETUYHE i Te-
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poiuHe, B ycrasienHs HalllOHATLHOTO 3100y TKY /lep>kaBOTBOpEHHS, YOMY ICTOPHYHUM MPHUKIIAI0M OyITd Ol
1871 p.: yrBopenns O6’ennanoi Himewunnu-IIpyccii i O6’eqnanoi Itanii.

b. Cmerana sIBHO Ha/JiMXaBCsl MOJITHYHOIO TEHACHLIIO IepKaBHOTO MiJKPIIJICHHS! CaMO3HAYYIIOCTI Ha-
1ii — e OyJ10 CTBOPEHHSI «HAIOHAIBHOI OTIepH MOMyJsipHO-CBATKOBOTO THITY» (Pahlen, 2000, c. 658). [Tnany-
BaBcs TBIp sk Koponaiitna onepa s kaiizepa ®@panna Moseda I, sxuit nosunen 6y craru y IIpasi koponem
borewmii. Ane cuTyallis mento 3MiHHAJACS, 1 MpeM’epa OMepH, 3alutaHoBaHa Ha 12 mucromaga 1872 p., Oyna
Bimkmamena Ha 11 wepBHs 1881 p. Omepa b. CMmeTanu He BBIMIIIA B PO3PS «IIOMYIIPHUX)» TBOPIB, OCKLTHKA
OYEBHU/IHO «TSDKKHM» 32 CBOEIO TIIMOWHHICTIO 1 BHYTPIITHIM HAIPY>KEHHSM BOHA CHIBBIHOCHIIACS IIBUIIE
3 ONIEpHUMH eniuHuMHE 3100yTKamu P. Barnepa ii npeacraBHuKIB « MOryTHBOT KynKi». CTOCYHKH 3 OCTaHHIMHU
He ckianucs, a ot niarpuMka @. Jlicta 3 orouenns P. Barnepa Oyna 6e3cyMHIBHOIO.

3 tux komnosuniit O. bopoxina, P. Barnepa, 3 skuMu mae neBHi ananorii TBip b. Cmeranu, ocranHii
BUJIUJISIETHCS, SIK 3a3HAYaNiocs paHillle, CBOIM CaMOJOCTATHIM KIHOYMM OOTaTUPCTBOM, a TAKOXK YHIKJIbHUM
XapaKTepoOM Oe3koHpikmuoi Opamamypeii, MO HE MAE MPSIMHUX aHAJIOTIB Y CYYaCHHKIB. 3arajioMm ycs OIie-
pa BupimeHa B ToHanmbHOCTI C-dur, Haraayroun CBOEI OJHOTOHAIBHOIO BUOYIOBAHICTIO NESKi OMEPH-TIOEMHU
P. Barnepa («Jletrounii ['omangens» B d-moll, «Tpicran ta [3ompna» B a-moll, «HropHOeprepki MaiicTepsin-
repu» B C-dur). OqHak ABi 3 HA3BaHUX «OJHOTOHAIBHUX» KOMITO3UIIIM MatOTh TOCTPOKOHMDIIKTHHIA TPUHIIATT
BUKJIAJICHHS JIpaMHU, SICKPAaBO BHPaKEHI PUCH «JEMOHI3MY» B MUCJICHHI 1 BUMHKAX T'epoiB, 10 Bele B KiHIIe-
BOMY MIiJICYMKY JIO TPariyHoi po3B’si3ku. {iiiCHUM aHaJIOTOM y LIbOMY TUIaH1 € TUTbKU «MalcTep3iHrepmn», 1o
/i KOHCTAaTyBaB CaM KOMIIO3HUTOD.

€ mie omMH 3pa3oK OmNepH, SKUM cmiBBiqHOCHUH 13 «JIiOyme» b. Cmeranm: «Pycman 1 Jlrommumay
M. I'miHKYM, BeauYe3Ha KOMITO3HIIIS SKOT TPUMAETHCSI HABKOJIO TOHATBHOCTI D-dur i B siKiif KOH(IIKTHI CH-
Tyamii BiJCYHEHI KapTUHHHMH 3iCTaBJICHHSIMH HOMEpIB-TIOPTPETIB TEPCOHAXKIB, IHIWUBIAYaTbHHX YU
KOJIEKTUBHO-301pHUX y Xopax. CrnaBineHuil npuHumn «Pycnana» € camooueBUIHUM. | Ti€r0 BiABEpPTOIO CBATKO-
BICTIO 1 MepeBaKaHHIM MaXOpPHUX ToHaNbHOCTEeH TBopu M. [minku Ta b. CMeTanu AificHO BHYTPILIHBO CXOXKI.

AJie HAaOUHUMH € 1 BigMiHHOCTI: y M. [JTIHKM pO3BHHEHI XOpOBi ¥ OayneTHi CLEHH, NePCOHAXI JOCUTh
YHUCIIEHH], 1 «JITYprifiHICTB» OINEpH MiATPUMaHa 3HAYHOIO POJUTIO B Jil MacIITaOHUX XOPOBHX CIeH. «JIi0y-
ey — ommxde 10 onep P. Baruepa cBo€ro «rydHOMOBHOIO KaMEPHICTION: CIICHIYHA [isT HAOIMKeHa 10 MOHO-
orepH, OCKiIbKHM mapTist JIibyiie oxXormroe Bci OCHOBHI MOMEHTH BHCTaBU. B omepi ifoTh ciM NMEpCOHaXIB,
MOHYMEHTAaJIbHI il MOTYTHI XOPH MatOTh LIIBH/IIIE CIOKETHO-CLIEHIYHO €Mi30IU4H] XapaKTepUCTHKH. | Bce x i-
mypeitinicmy, IPUTAMaHHA CTPYKTYPHUM XapaKTEPUCTHKAM TBOPY, IPOSIBISIETHCS Y BUITIAAI HEPIBHOOO €MHOT
nBox(a30B01 BUOYIOBH 32 TUIIOM Ta aHAJIOTIENO, ITiJIKa3aHO CTOCOBHO «Pyciana i Jlronmunu» b. Acad’eBum,
JI0 TIPABOCIIABHOT JITYPTii: «IITYyprisi OTNIAIIEHUX» — <«JITYPrist BIDHHXY.

V Bumnanky «Pycmana» mapanenb 10 «TTyprii OIameHnx» CKIanatTh 4 1il 3 5-TH aKTiB, a B KiHIIEBii
5-1 mii MHCTEITBO3HABEIb 3HAXOMUTH AHAJIOTiIO 10 JiTyprii Bipaux (Acadbes, 1971, c. 15-21), ockibku
I-IV nii 1eMOHCTPYIOTh KPOKM BUIIPOOYBaHb [UIsl TepOiB, TOAI K V aKT BUpa)ae IXHIO JyXOBHY OYHMILCHICTb.
Taka HEepiBHOMIPHICTb PO3MOIiIY CMUCIOBOTO MaTepialy B KOMIIO3HILIT IEMOHCTPY€E aHAJIOTiI0 caMe 0 Ipa-
BOCJIAaBHOI CITy>KOHU, OCKIJIbKH cIiBBigHOCHA 3 «Bipyto» wyactuna «Credo» B KaTOMUKIB PO3MILLY€ETbCS MpPU-
OJHM3HO MocepennHi 00roCITyKO0BO-PUTYATBHOTO «IIPOCTOPY.

VY upomy acrniekti kommnosuiis b. Cmeranu B onepi «JIibymie» siBHO HaONMKEHA 10 TPABOCIABHOI 4M
CTApPOXPUCTUSHCHKOT CITY)KOW, OCKIIBKU 3 TPHOX i IBI Mai’ke MOBHICTIO OXOIUTIOIOTH BiOMOCTI MPO BH-
poOyBaHHs, 1 TUTBKH y ¢iHanbHIN cieHi 11 xii BinOyBaeTbes moBepHeHHS 10 KyxoBHOTO OuniieHHs: JIiOytre
BiJIMOBIISIETHCSI BiJl CBOTO BIHIIEHOCHOTO JiBOIITBA, BUOMPAIOYN B MOJPYKKS «OIarOpogHOTO i3 CEINsH», UM
Biacikae cripodu Xpynoma i LlTsirnasa uepes cBOi KH31BChKI cajkoeMcTBa OTpUMaTh pyky Kusiruni. Pimen-
Hs1 JIiOy1ie TpakTyeThCsl OHO3HAYHO B PYCIi «JIEMOKPATHYHHUX» HaMipiB TepoiHi, X04a aHTHYHI CBiJOLTBa
po xJ1i6opoo6cTBo mapiB (Omicelt y ['omepa) 3acBiI4yOTh €IHICTh CEISTHCHKOT Ta JUIAPCHKOI cripaBu. Tak,
JIiGyure, 4u TO BBOJSIYM HOBUE MOTHB 00’€JTHAHHS PI3HUX COIIaJIbHUX TPOIIAPKIB, UM BiJJHOBIIIOIOUN 3a0yTy
apxaigHy CITiBBIIHOCHICTH OpaviB i BOIOIOYHX B HAIlii, 3asBJIsI€ CBOIO CMUPEHHICTD, BiIAIOUN TIEPIIiCTh TIPaB-
JIHHS B YOJIOBIYi PYKH.

Il mist, y skiit momaHe ocranHe mpoponTBo JliOymre nmpo MaiOyTHIO cnaBy Uexii, SBHO OXOILTIOE CEHC,
CHIBBiIHOCHUH 3 NMiTypri€ro BipHuX. Ane, gk 1 B M. [71iHKH, Ta niTyprifiHa AMHaMiKa B yJamITyBaHHI OTIEPHOT
KOMIIO3HUIIiT KOPUTYETHCS 3 YPOUUCTUM 3a4MHOM — YBEPTIOPOIO, 110 Tependadae TeMaTHyHe HallOBHEHHS 3a-
BEPUIATILHOTO aKTYy, IEMOHCTPYIOUH TY «KapTHHHICTBY, PO SIKY 3raayBaB b. CMeTaHa, po3ayMyIouu Ipo CBOIO
orepy.

V3aranpHIOI0UN iHTOHAIIHHO-IpaMaTypridny crerudiky «J1ioymey, Bia3zHaunMo, 1o 115 orepa He TiUTBKH
OZHOTOHAJIbHA, a I MOHOTEMAaTHYHA: [T0YaTKOBA TeMa, KOTpa BTiIOe ciaBy JliOymie, BuOynyBaHa Ha OCHOBI
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cumBodiku CBimina # Omaroi morti (Bix [lidharopa piBHi a — b — ¢ yTimIOIOTE HEOECHI CYTHOCTI, 3 SIKUX TOHHICTh
c 3acBiguye Cuny (I'yaman, 1995, c. 239). L1s x TOHANBHICTH CKIIAIa€ IOEMHY €THICTH y Apamaryprii « HiopH-
Oeprcprux mMaricTepsinrepis» P. Barnepa, 115 sk TOHaJIbHICTh BUKITMKAJIA 3aXBaT «KyNKHUCTiB» y dinam Apyroi
cumonii I1. YaiikoBchbKoTo 3 BapialisiMi Ha YKpaiHCHKY KapTiBIMBY i MOTYTHIO Y CBOEMY CMiXOBOMY BUSIB-
JIeHH1 TicHIo «OKypaBenb.

Cro’xeTHO-CIICHIYHO KOH(UTIKTHICTH B aHaji30BaHii orepi b. CmeTanu HamidaeThes B | aii, ajne Bxe B KiH-
IIi IIHOTO XK aKTy — 3HIMAEThCs pimeHHsM JIi0yIe moCTymUuTHCS BIIAI0I0 3apaan IMpolBiTaHHS Hamii. He 3a-
OyBaeMo, 1110 32 KPOBHO-ETHIYHUMH [OKAa3HUKAaMHM CJIOB’SIHCTBO 4€XiB IOB’S3aHE 3 KEJIBTCHbKMMHU 3aCHOBKAMU
(3BincH i mpuitHsITa B HiMEIIbKOMY CBiTi Ha3Ba Uexii — boremist, «3emist 60iB», TOOTO KEIbTIB), 3BIAKHU Bi T4y THI
TpajuLii KiHOYOI aKTHBHOCTI 1 B CYCHIJILHOMY JKHTTi, 1 Y BOTHChKHX Buxonpax. @irypa JliOyme — mam’st-
Ka MPO YEChKY apXaiky 3B’SI3Ky 3 KeJIBTCHKUMH KYJIBTYPHUMH 3aCHOBKAMH, MACKYIiHi3allisl SKUX BUSBUIIACS
y CJIOB’SIHCbKOMY BXOJPKEHHI B KEJIBTCHKUI apeal.

V temi JIiGyme-IIpaBuTenbku, mo 3’ ABISE€THCSA HA MOYATKy YBEPTIOPH K MPOBIIHUNA TEMaTHYHUIN MaTepi-
aJ1, KOTpHUH He Ma€ TIPOTUCTABJICHHS, a TUTHbKU JOITOBHEHHS (Apyra TeMa HixkHocTi JIidyme, T. 26) 1 3icTaBieH-
Hs (Tema Ilpxxemucna, T.75, eepoiunuti Es-dur — ToHaneHO 11 3icTaBneno 3 oOpasom Kapma IV y [Ipoponrsi
Jlioyme B III xif). Lle 36mmxye OynoBYy yBEpTIOpH 3 ABOYACTHHHOIO penpu3Hoio (hopmoro (perpusa — T. 114,
Tempo [), y AKkiii BOi3HAIOTbCA PUCH YH TO CTPO(QIUHOI CTPYKTYpH, YA CTApPOBMHHO-COHATHOI, KOTpi 301H-
KYIOTbCS B TUX COHATHHUX «HATSIKAaX» KOHCTPYKIII 3 MICEHHO-TIMHIYHOIO KOHCTPYKIIEIO «3aCIiB-PUCIIIBY,
3 K01 ICTOPHYHO ¥ MiJHSITHCS MiJICTaBU COHATHOT hopMu. XiJl IO TOHAM MaKOPHOTO TPHU3BYKY MEPIIOT TEMU
Jlibyme-IIpaBuTenpku CKIagae OCHOBY BCIX 1HIIUX MENOMIHHO-aKOPIOBUX YTBOPEHb, 110 HACAMITEPET JCMOH-
ctpye tema [Ipskemuciia — oOpanns JIiOymie. Putmivanil THIT pyXy XOIM OPTaHIYHO 3TMBAETHCS 3 TAKOTO POAY
puTMiKoro B muTaTi ['yCHTCHKOTO TIMHY Y (piHAIII OIepH, y SKOMY OYEBHIHOIO € TIOKA30Ba JIJIsi CTAPOBUHHOL
riMmHOTBOpUOCTi 3MiHHICTH [, VI 1 VII HarypanbHUX CTyNeHiB MEIOAWYHOrO Jaay BiA d, IO Haaae MoB’si3a-
HICTb 13 BUpa3HicTIO HaTypaibHoro C B TemaTu3mi JIibyme, B sikomy 3miHHICTS | 1 I cTymneniB (ToOTO 3MiHHICT
yCTOiB ¢ 1 d) CKJIa/1at0Th aHAJIOTTYHHI BUPaXKaIbHO-CMHUCIOBHI BiITIHOK.,

KoHcTpykiis omepu MeBHOIO MIpOIO pO3TOpTaE Ty PENpHU3HY ABOYACTUHHICTH, IO 3asBJICHA YBEPTIO-
pOT0, HACIITYIOUW TOTO POAY BapiaTMBHICTH «BCTYH — KOMITO3HUIIIS» B IIIOMY, Ky 3HaxoauMmo y P. Barmepa
(macamriepen, y foro «Maiictep3inrepax»). [Ipore 3aranbHa ifes HacTiTyBaHHS CHiBBITHOIIEHHS «yBEpTIOpa
(BcTym)» — «uine komno3unii» BupimeHa b. CMeTano B NPUHIMIIOBO 1HIIOMY JIpaMaTypriyHOMY acIHEKTi:
y P. Barnepa, xaii y Mexax KOMiYHOT0, X0U 1 «00BaKHEHOT0» MOBYAIBHICTIO, MAEMO OpamMamuyHy KOJi3ito, 1o
3aBEPIIYETHCS FAPMOHIEI0 CIIOMYUYCHHSI POTHUIICKHOCTEH, 3 BIAMOBITHOW (DYHKIIIE0 SKCIIO3UIliT — KOH(IIKTY
B | 71ii, po3BHBalOYMX-TrapMOHI3YIOUUX MpOTHIe)KHOCTEH y 11 1 «imHaMiuHO»-0HOBNEHOT penpu3n B 111 aii, 1o
B CYKYITHOCTI 3HIMA€ MiICTaBU JJIs1 KOHQITIKTY.

«Jlioyme» b. CMeTrann meMoHCTpy€e pyaduMeHTH apamMu B | 1. BimmosigHo, Temu JIiGyre 1 mpuTamManHmiA
im xomoput C-dur nanytots B 1-# i 3-# cuenax I xii (y 3-if — cKopo4YeHO, TIIbKU Y BHIVISIL PYTOI «TEMH HiXK-
HOCTI» TepoiHi), Toai sIK y 2-iif cieni Maemo BuOyx nperensiit Ltamiasa i Xpynomia, IXH0ro cynepHULITBA
(BiAXif Bil OCHOBHOI TOHAJIBHOCTI), 1110 BIJICTOPOHIOE 3-51 ClIEHA, CKOpoueHo Toiatoun marepiai cienu 1. Tak,
y KOHCTPYKUii 1 akTy BiquyBaeMo pHCH 3B’SI3Ky 3 OyHZOBOIO YBEpTIOpH-BCTyMy. | 1ei ke apXiTeKTOHIYHUI
MIPUHIHIT TPOTISIa€ B OPOPMIICHHI KOMITO3HMIIHHOTO 1ijoro. Lli sk KOHCTPYKTHBHO 3HAYYIIi 3aKOHOMIPHOCTI,
TOOTO TTOBTOPEHHS-BAPIaTUBHICTH, @ HE PO3BUTOK, OXOILIIOIOTE 6Cio omepy: | mist pozsusac eonoenuii oopas,
1 TYT pO3psIIKAETHCS OCHOBHHM JIPAMAaTUYHUAN BY30J1 CIOXKETUKH — MPUIAMAETHCS PIIIEHHS PO 3MIITHIOIOUHH
neprxkaBy nutro0 Jlioymre 3 i oOpaHiiemM, TOOTO MOIiHOBI MOMEHTH TYT 3aBepuieHi. I 1is momae moprperHy —
HenpsMy 1 Oe3nocepennio — xapakrepuctuky [Ipxemucna, oopanist Jlioyme, 111 nist, y BUIVIsIII OCTaHHBOTO
popoITBa Myapoi aiBu JIi0yIe yciiaBiIoe CKOEHE B TIONIEPEIHIX aKTax.

I nist Hamae naniBHOTO cTanoBuIna cdepi C-dur, y II akri (5 clieH) MaEMO 0OHOMOHANbHI CITIBBIHOIICHHS
c-moll — C-dur (1, 3-5 crienn), y Tomy uuci 1ie TeMa [Ipxemucia B C-dur (!), sika 3By4aiia Ha 1o4aTky aApyroi
JaCTHUHH YBEPTIOPH, CKIIATAI0UH BapiaTHBHO-PO3PSKYIOUY MTOOYIOBY BiTHOCHO MO 1 00pa3is I akry. 111 mist
neMoHcTpye Buxija 3 C-dur uepe3 mocepenHuITBO «HeOeCHOTO» (IMB. BUIIIE) Konoputy A-dur y eropioswy To-
HanbHicTh D-dur — yepe3 Buieonucany emoiaeMaruky 3miHHOCTI C-d y cuMBosIiuHO 3By4aomy I'ycutcbkomy
riMHI, criiBBigHOCHOMY 1 3 [IpoponTBoM repoiHi.

BinMmitumo Toii akt, 110 TpaaulliiiHe 3iCTaBlIeHHS YOJOBIYMX 1 )KIHOYUX CIEH Y Il orepi «repeBep-
HYTO»: CIIOYaTKy HAyTh JKIHOYI CIIEHH, B SIKUX MaHy€e repoiyHuid komruiekc JliOyiie, a 32 HUMH — YOJIOBIYMH
cknan. I sxmo B | xii, 3a HAABHOCTI ¥ )KIHOYOT MPUCYTHOCTI B POMAaHTHYHIN ONepl MaHy€e MacKyJIiHHUH Tova-
TOK, TO, BimmoBigHO, II mis BuCyBae Ha mepmuii TuiaH ¢peMiHHUN psn (nuB. «BinsaU crpinens» K. Bebepa,
«Bimprenmsm Temmw» Jx. Poccini, «I'yrenorm» k. MeitepOepa Ta iH.). ¥ b. CmeTanu — 3HOBY K Takd BCE
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nasnaku: 11 ois «JliGyme» 30cepemxena Ha 300pakeHHi JIrorobopa i [lpxxemucna, Buainenuit Pagosan. [losBa
Kpacasu i3 Xpyznoiem zemmo «po30uBae» MOHOIITHO-YOJIOBIUMI CKIIaJ CLEH, ajle BCe XK LIl OCTaHHIH mepe-
BaXKae.

[Toka3oBuM € i TOH (akT, 10 OCHOBHI 4oJOBiYl maptii — 6acosi (Ilpxxemucn i PamoBan Gaputonw,
Xpynomut i Jlroro6op — 6acu sik Taki). Tooto edexr, BuHaiinenuii M. [minkoto, — criiBBiAHOIIEHHS Oacy (O0apuTo-
Ha) 1 conpaHo B oJlaHHi mapu OpauniiB (Hanpukiaza, Pycnan — Jlionmuna B «Pyciani», a mro onepy b. Cmerana
nmobpe 3HaB 3 moctaHoBKH ii y [Ipasiy 1860-x pokax, xoga 0COOHCTI CTOCYHKH 3 M. bamakipeBuM i «KyTIKHC-
TaMm» B KOMITO3UTOpa HE CKIJIANNCS), — YeChKAN MaicTep rinepOorizyBaB. Ake BKazaHe TeMOpasibHE CITiB-
BiTHOLICHHS MOKa30Be 1 Ju1s mapu JIidyme — [Ip>xxemuci, i s Kpacasu — Xpynoma. A 1ie ckianae BeJIbMU
3HaYYIy Hapaneib A0 CI0B’ THCHKOTO-IPaBOCIABHOTO OIIEPHOTO MUCIICHHS: «...Y KJIACHIl POCIHCHKiHN omepi
napy 3akoXaHux <...> HEPIJKO MPEJCTaBICHI TapPMOHIEI0 TOJOCIB, TIOMITHO BiMIHHOK Bijl TeMOpaJIbHbBIX
[TOTOJKCHB 3aX1HOEBPOIEHCHKOT oniepu. Y ikt ocTanHi# Bix XIX CT. HOpMATHB CTAHOBUThH: COMPAHO-TEHOP,
TOJ SIK y pOCiiichKili omepi e gacto Oac (6apuToH) i compano: Pycman — Jlroqmuna y I'minku, Jlemon —
Tamapa y PyGinmreitna, Irop — SIpocnaBiBaa y bopomina <...> HaMi4aeThCs “HeCylepedsiiBa aHTHHOMIY-
HICTH” TOJIOCIB-aMILTya, Y JYCi CTapOXPUCTUSHCHKHAX IEPKOBHUX “@aHTHHOMIN’, IO CUMBOLI3VIOMb MEH-
TaJbHY TOTOBHICTb 10 OMOMONCHEHHA pizHo20. <...> CKIalaeTbcs NeSIKUH TeMOpalbHUIl KOHTUHYYM, 110
CUMB0/I3y€ PALIOHATICTUYHY YITKICTh PO3PI3HEHHS Pi3HOTO B MOAIOHOMY i3 MPUHLUIOBHUM ‘‘TIOJOTAHHSIM
CEeMaHTHKHU Marepii” y cyocTpar eounoi sikocti» (Kamunckas-Mapkosa, 2015, c. 80-81).

Tak BUSIBISIETBCS HA YCBIJJOMJICHOMY PiBHI BiAUYTTSI TPABOCIABHOTO BUTOKY YECHKOT JIepKaBHOI cia-
BH — I'yCUTH, BOIHH 32 Bi3aHTIHCHKY OCHOBY borocimykiHHS, SIKi Y BIpOCIIOBITHOMY H OpTaHi3amiifHo-00#0-
BOMY TIOPSIIKY BUKOPUCTOBYBaIH MOCBi 3amopi3pkoi Cidvi 1 ckianm eMOneMaTuyHy MO3HUIII0 IS 4YeChKOi
HaIlii Ta Jep>kaBOTBOPEHHs B Hid. J[pamarnyni Koumi3ii HamivarTbes i gidcmoponwiomsea y 1 akri. 11 1 111
aKTH CKIIQJAI0Th TIraHTChKI CTPO(U-TIMHU B YCIABICHHS TOTO, IO 3asBIieHO B KiHmi | nii. BigmoBigHo —
apXiTEeKTOHIYHO-3MICTOBHO MaEMO 060¢ha308)y TOOYNOBY y CKJIa/eHil 3 TPhOX aKTiB ONEPH, MPHUOMY, Y CMHUC-
noBomy TirymadeHHi Yrorosnenus (I nist) i 3sepmenns (II-111 aif), macnixyroun nepuroxpuctusiacbky [Ipa-
BOCJIaBHY JIITYPrilo, B SKii CTPYyKTYpPOCTBOPIOIOUOIO TO3MIIIEI0 € CHiBBIIHOIIEHHS nimypeii Oenauenux —
aimypeii Bipuux.

Taxoro poxy mutan omneproro fmifictBa b. Acad’eB BOauaB y «Pycmani» M. [miHKH, TprdoMy B MTOKa30-
Biit muis [lpaBociaB’st JuCIpomNopIii TPUBAIOCTI TEPIIol yeomosaatouoi Hpa3u i CKOPOUEHOCTI-TIIOPI03HOCTI
npyroi ycrasarowuwoi. Lo x nmitypriitny nodaszosicts O. MapkoBa BOauae B po3kiazi 6axiscekoro [laciony
(MapkoBa, 1990, c. 128-132), mo BIANOBINAE RIEMUUHIN-NPONPABOCIAGHIL OpIiEHMAayii NIOMepaHcmed
. C. baxa (nuB.: Yuicon-Jlukcon, 2003, c. 140—143), ane 3 MoKa30BUM I 3aXiJHO-XPUCTUSHCHKOI i€l
CKOpOUeHHAM nepuloi ¢hazu aimypeilinoco Oiticmea. AHAIOTIYHUN TUTaH YTUICHHS JITYPTiifHOCTI 3HAXOIUMO
B IYXOBHHX OPaTopisix 3 deox wacmun'y ®. Mennenscona «llaseny, «Lmis», KOTpuit SBHO MepeoCMHUCITIOBAB
0axiBchbKy criaaniuHy. Takoro sk poy THIT MUCIIEHHS, 13 CBIJIOMUMHU MapaiesiMH JI0 TPaBOCIABHOT I TYPTiKH
1 3aKopiHeHICTIO B OaxiancTBO MaeMo B aHi «JIidyme» b. CMmeranu, ae npaMaTHyHi MOMEHTH Y20MO81eHHS
B | nii onepu nepekitouaroTbes Ha yeaagnenus Oopanyis y 111 111 gisix.

JliTypriitauii kapkac onepu «Jlibyme» OyB mepenbadeHHii KOMIIO3HUTOPOM, SIKUH kajaB ii BUKOHAHHS
y CBsiTa HaIlOHAIBHOTO €THaHHA. [1aHCTaBICTCHKHIA aCTIeKT MUCIICHHS aBTOpa 1 peabHUN KOHTAKT i3 JITyp-
TiftHo BHOyI0BaHOIO omneporo «Pycian i Jlromvuma» M. [TTIHKY 3yMOBUIIN «TOYKY BiIUTIKY» apXiTEKTOHITHOTO
MUCJICHHS aBTOpa, ToAi K Onu3KkicTh g0 P. BarHepa i 0axiaHCHKHX TPONITYpridHUX CTHMYIIB MHUCIICHHS
BU3HAUWIIN OPULTHATbHUL CTIAE KOMUOSUYIUHUX NOKASHUKIG YI1020 SIK CMUCIIOBOI 060¢hazosocmi yeomosiieH-
Hs1 — 36eputennsn B mpvoxakmuii komnozuyii «J1idyme» b. Cmerann.

BucnoBxku

OcMUCIIeHHsI TyXOBHO-CMHUCIIOBOI Ta ApaMaryprigHoi cmemudiku ormepu «JIidyme» mae miacTa-
BH BHCYHYTH KOHIEMIIO (uasi-TTypriiiHOTO HamoBHeHHS TBOpY b. CMeraHu, moeTuka SKOro 3acBimuye
TBOPYO-i7I€0IOTi4HI Mmapasedi i 7o cieHigHoro aiiicTBa «Pycnana i JIlroqmunmm» M. [THKY SK «CITOB’ THCHKOT
mityprii» (3a b. Acad’eBum), i 10 BarHEpiBCHKOr0 My3UYHO-TEATPAIBHOTO CHIAAKY Ta HOro Mi)ormoeTHYHUX
HACTaHOB, 1 JIO MACiOHY 1. C. Baxa-mierucra, sikuii BU3HABAB KOHTAKTHICTh JIOTEPAHCTBA 3 Bi3aHTIHCHKOIO
JITYprifiHOIO TPAKTHKOIO.
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CHEIIU®UKA ITPETBOPEHUSA UJEUN | TarapaukoBa Amxenuka AHATOIbEBHA
HAIIMOHAJIBHOT'O CJTABJIEHUS | Kanouoam neoazoeuseckux nayx, dokmopanm,
B OIIEPHOMU IMO3THUKE b. CMETAHDBI | Ooecckaa nayuonansnas mysvixanvnas axademus
(HA TTPUMEPE OIEPBI «JIUBYIIE») | umenu A. B. Hexcoanosoii, Odecca, Yepauna

Llenbro paboTHI SIBISETCS OCBEIICHHUE aKTyJILHOTO I COBPEMEHHOTO TOCTMOZIEPHICTCKOTO 1 OCTIIOCTMO/IEPHUCTCKOTO
KyJIBTYPHOTO TIpoliecca ()eHOMEHa CIIaBICHHMS KaK COCTABIISIOIIECH BRIPKEHHS HAIIMOHATIBHON NJIEW B KOHIICTIIIMH MYy3bIKAJIbHO-
crieHnyeckoro neictust onepsl b. Cmerans! «JInOyme».MeTtomonorust crarbu 0a3upyeTcst Ha MeXIUCIUIITHHAPHOM
UHTETPUPOBAHUN OOBEKTUBHBIX (MCTOPUKO-TEHETHYECKHA, KyJIbTYPHO-THIIOJIOT HUECKHI, KOMITAPATUBHBII) U JIMYHOCTHO-
MIPHOPHUTETHBIX (HAyYHAs! PEKOHCTPYKIIHS, TEOPETUUECKOE MOJEINPOBAHIE) METONOB HCCIIe0BaHu. B odmereoperinueckom
ACTICKTE OCMBICIICHHUS UCCIIETyEeMOH TPOOIIEMBI aBTOP HCIIOIB3YET OCHOBHBIE TOIOKEHMs KoHIenuii [1. diaopenckoro,
A. Jlocena, D. [Tropkreiima, b. Acadpea. CoOOTBETCTBEHHO, IPHHITAITEI paccMOTpeHuUs Kommozurmu b. Cmetansr «JIuOytes
OIIPEENAI0T aHATUTUUECKUH, HCTOPUKO-ONUCATENbHBIN, KOMITAPATUBHO-CTUIEBOM, MEKANCIUIIMHAPHO-CPAaBHUTEIbHBII
Metozbl. Hayunast HoBu3Ha. BriepBble B yKpaUHCKUX Ky/lIbTypOBEUECKHX U UCKYCCTBOBEUECKHUX HCCIIEIOBAHUAX BHUMAHKE
COCPEJIOTOUEHO Ha KYJIbTYPHOM (DEHOMEHE IPOCIIABICHUS KaK COCTABIISIIONICH YaCTH BhIPKEHUsI HAIMOHAIBHOW UIen
B KOMITO3UIIHOHHOM PEIICHIH MY3bIKaJIbHO-CIICHUYECKOT0 AeHCTBUS Ha3BaHHOM orepsl b. CMeTans! «JIubymie». BoBobI.
OcmbIceHNE JyXOBHO-CMBICIIOBOH U ApamaTyprudeckoi cniennduku onepsl b. Cmerans! «JIuOy1e)» Mo3BoauIo BEISICHUT
KOHIIEMIINIO qUASi-TATYPTHIECKOTO HATTOIHEHNS HA3BaHHOTO TTPOU3BE/ICHHS, TOATHKA KOTOPOTO CBUACTENBCTBYET O TBOPUECKO-
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HJEOJIOTUYECKUX NapaljIessiX U K cLieHuueckomy eicTBy «Pycnana u Jironmuisy M. ITIMHKH Kak «CIIaBSIHCKOM JIMTYPrUM»
(o b. AcadreBy), 1 K BATHEPOBCKOMY MY3BIKAJIEHO-TEATPATEHOMY HACIICANIO M €T0 MA(DOTIOITHICCKUM yCTAHOBKAM,
u k naccuony U. C. baxa-nuerncra, 0CO3HaBaBLIETO KOHTAKTHOCTD JIIOTEPAHCTBA C BU3AHTUICKOM JINTYPrUiHON MPaAKTUKOM.

Krouesvie cnosa: «Jlubyuie» b. CMeTaHbl; KyIbT; HAIMOHAIBHOC MPOCIABICHIE; JTUTYPTUHHBIC OCHOBBI CTPOCHUS
komno3unuu; nuetusm U. C. baxa

SPECIFICS OF TRANSLATING THE IDEA | Anzhelika Tatarnikova
OF NATIONAL GLORIFICATION INTO | PhD in Pedagogy, Doctoral Candidate,
THE OPERA POETICS OF B. SMETANA | Odesa National A. V. Nezhdanova Academy of Music,
(THE CASE OF OPERA LIBUSE) | Odesa, Ukraine

The purpose of the article is to highlight the phenomenon of glorification as a component of the expression of
the national idea in the concept of musical and stage business of B. Smetana’s opera LibuSe, which is relevant to the
contemporary postmodern and postpostmodern cultural process. The research methodology is based on the interdisciplinary
integration of objective (historical-genetic, cultural-typological, comparative) and personality and priority-oriented
(scientific reconstruction, theoretical modelling) research methods. In terms of theoretical understanding of the problem
raised, the author has used the conceptual issues of P. Florensky, O. Losev, E. Durkheim, and B. Asafyev. Accordingly,
analytical, historical-descriptive, comparative-stylistic, interdisciplinary and comparative methods determine the principles
of considering the composition of B. Smetana’s opera Libuse. The scientific novelty. For the first time in Ukrainian cultural
studies and art studies, attention is focused on the cultural phenomenon of worship as a component of the expression of
a national idea in a compositional solution to the musical and stage business of B. Smetana’s opera Libuse. Conclusions.
A conception of the spiritual, semantic and dramatic specificity of B. Smetana’s Libuse allows us to put forward the concept
of quasi-liturgical filling of the named work, the poetics of which reveal creative and ideological parallels with the stage
performance of Ruslan and Lyudmila by M. Glinka as a “Slavic liturgy” (according to B. Asafyev), and with Wagner’s
musical and theatrical heritage and his mythological and poetic teaching, and with the passion of J. S. Bach the Pietist,
who had recognised the contact between Lutheranism and the Byzantine liturgical practice.

Keywords: B. Smetana’s opera Libuse; cult; national glorification; liturgy fundamentals of compositions; J.S. Bach’s
pietism
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CTAHOBJIEHHS XOPOBOI'O | Yepnenpka Haraist ['puropiBaa
MUCTELTBA HA BOJIMHI | Kanouoam mucmeymeosnaecmea, ooyenm,
(20-30 pp. XX ¢T.) | ORCID: 0000-0002-5478-0677,
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CxionoegponelicoKutl HayloOHAIbHUL
yuigepcumem imeni Jleci Yrpainku,

npocnexm Boni, 13, Jlyyvx, Yxpaina, 43025

Mera crarTi — BUSIBUTH OCOOJIMBOCTI PO3BUTKY i (DYyHKI[IOHYBaHHSI XOPOBOIO MHCTELTBA B MY3MYHOMY JKHTTI
BonuHi gocmimKyBaHOTO TIEpiofy; peKOHCTPYIOBAaTH (DaKTOIOTIYHY KapTHHY HiSUTBHOCTI XOPOBHX KOJICKTHBIB BommHi.
VY nmocmimKeHHI 3aCTOCOBAHO TaKi METOMHU: iCTOPUKO-TIOPIBHSIIBHAN (MU 3’SCyBaHHS XPOHOJOTIYHOI MOCIITOBHOCTI
PO3BUTKY XOPOBOTO MHUCTEITBA Ta HOTO OCOOIMBOCTEH), OMHUCOBHHA (U1 PO3TISAY MiSUIBHOCTI XOPOBHX KOJICKTHBIB),
METOJ] apXiBHOI JOKYMEHTAJICTUKH Ta JPKEpeNIO3HABCTBA (VIS 3aJIydeHHsS apXiBHMX MarepiaiiB). HaykoBa HOBHM3HA
JIOCITIJPKEHHS! TI0JIsIra€ y BUCBITJICHHI ICTOPMYHOI JMHAMIKM CT@HOBJICHHS XOPOBOTO MHCTELTBAa BonmHi Ta BBeIeHHI
JI0 HAYKOBOTO 00Iry HOBMX JIOKYMEHTaJbHUX apXiBHUX MarepiasiB i MEpioANYHUX BUJaHb, /i€ HASBHI BiJIOMOCTI IO
(YHKIIOHYBaHHS XOPOBHX KOJICKTHBIB Kpato. BucHoBku. CTaHOBICHHS My3u4dHOI KyinbTypu Bomuni 20—30-x pp. XX crT.
OyJ10 3yMOBIICHE aKTUBHOIO JiSUTBHICTIO YKPaiHCHKHX TPOMAJCHKUX 00’ €IHAHB KyIBTYPHO-MUCTEIEKOTO CIIPSMYBaHHS
BCyIIeped aHTHUYKPATHCHKiHM okymamniiftHii momitumi [lombcpkoi nepsxaBu. 3’sCOBaHO, M0 HAa TOMYISIPH3AIII0 XOPOBOTO
MHCTEITBA Kparo BIUTMHYJIN TaKi (aKTOPH, K OpraHi3ailisi My3HIHOI OCBITH (KypCH JUPUI€HTCHKO-XOPOBOTO MHUCTEIITBA,
JIEKTOpil 3 Teopil Ta MPaKTHKM CIiBY W JUPUTYBAaHHS), My3W4YHO-TBOpUMii mpouec (kommosutopu M. TerexuHCbKuA
ta A. PiunHchkuit), BUIaBHUYa crpaBa (IyOmiKallisi yKpaiHChbKOI0O MOBOIO METOIMYHHMX PEKOMEHJAllii, penepTyapHuxX
30IpHUKIB, IIEPKOBHUX CIIBAHUKIB), KOHKYPCHI 3MaraHHs i KOHIEPTHO-TACTPOJIbHA JisUIbHICTh KOJEKTHBIB. HoBum
€TaroM y PO3BUTKY XOPOBOI'O MHCTEITBA CTAJO 3aTBEPIXKEHHS YHIKAJIBHOTO AOKyMeHTa — «CTaTyTy YKpaiHCBKHX
HapOAHUX XOPiB», IO TO3UTHUBHO BIUIMHYJIO HAa BJOCKOHAJICHHS BHKOHABCHKOI MAaiCTEPHOCTI KOJIEKTHBIB. XOpOBE
MHCTEITBO IPYHTYBAJIOCS HA AiSIIBHOCTI aMaTOPCHKUX XOPOBHX KOJICKTUBIB, SIKi TOMYJSIPU3YBaI My3HKY YKPaiHCHKHX
KOMIIO3UTOPIB # YKpaiHCBKY HapoOmHY IICHIO, JONyYaJIMCS 70 IIEPKOBHUX OOTOCITYKiHb YKpaiHCHKOIO MOBOIO, 1O
Pi3HOMaHITHUX (OpPM CHiBIpalli 3 JpaMaTHYHUMH Ta XOpeorpadiyHUMU KOJIEKTUBAMHU, CIIPHSIN 3TyYSHHIO BOJIMHSH /10
XOPOBOI MY3U4YHOI KYJIBTYPH.

Kniouosi crosa: BonvHb; My3udHa KyJbTypa; XOPOBE MUCTELITBO; XOPOBI KOJIEKTUBH; KOMIIO3UTOD; JIUPUTEHT;
penepryap; KOHLEPT

Beryn

XXI cT. xapakTepu3yeThCsl 3pOCTAaHHSIM 3alliKaBICHOCTI HAyKOBIIB MPOOJIEMaMU PO3BUTKY KYIIbTY-
p¥ ¥ MUCTENTBa PI3HUX PErioHIB YKpaiHu. BomwHChKa 3eMIis, Malody 3HAYHI JAYXOBHI 3700yTKH Ta MiIHi
KyIbTypHI Tpaawmiii, y mepiog 20-30-x pp. XX cT. HaOysna 0COOIUBOTO PO3KBITY B KYJIBTYPHO-MHUCTEIIBKIN
ctepi. Llelt mepiox moB’s13aHMi i3 AisTbHICTIO KOpHQes yKpaiHChKoi xopeorpadii B. ABpaMeHka, KOMITO3H-
TopiB M. Tenexuncekoro i A. PiunHchKOr0, MMchbMEHHMKA Ta Jikaps M. JIeBUIIBKOTO, TeaTpaIbHOTO Aisdya
M. [leBHoTO, 3))ypHAamicTiB i nomitukis I. [Tigripceroro ta I1. [leBHOrO. 3Ha4YHE MiTHECCHHS B IIEH Mepioj Maia
1 My3WYHa JIiSUTBHICTB, Ha 10 BKa3ytoTh gocmigauku [1. lumancekuii (1997, 1999, 2005), O. Jlerkys (2012)
ta iH. OHaK npoliieMaTHKy, OB’ sI3aHy 3 PO3BUTKOM XOpPOBOT MPAKTUKK BoiuHI, B Haylli po3misiHyTO (pa-
TMEHTapHO. AKTyaJIbHICTh TEMH 3yMOBJICHA HEOOXITHICTIO 3’SICYBaHHS OCOOJMMBOCTEH PO3BUTKY XOPOBOTO
MUCTEITBA B PETiOHI HA OCHOBI aHaJIi3y HEOMyOJIiKOBaHUX apXiBHUX MaTepialliB, IPYKY MEPIOTUIHAX BHIAHb
1 po3mIsiAy OmyOJiKOBaHUX POOIT, IO PENPE3EHTYIOTh KyJIbTYPHO-MHUCTEIBKUI nporiec BonmuHcbkoro kparo
B JIOCJTIJ[’KYBaHUH TIEPiOI.

Oxkpemi acneKTH My3U4HOI KyJIbTypu BosuHi 70ciimKyBaHOTO TIepiofy BUCBITICHO B HAYKOBHX MpalsX
ta nyoumikamisx I1. [llumancekoro (1997, 1999, 2005), O. Jlerkyn (2012). My3uuny nyomiinuctuky M. Tene-
YKUHCBHKOTO, 30KpeMa MOTISAIN MUTLA Ha YKPaiHChKY IIEpKOBHY MY3UKY, aHani3ysanu JI. Irnarosa i B. Yemne-
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mok (2007). Y. Momuko ta M. ®@inonenko (2011) BuBuamm XopoBy KyinbsTypy BosmHI Ha cTOpiHKax KypHAIy
«bostHy». OcHOBHHMMU JpKepeaMH BUBYCHHS AiSJIbHOCTI XOPOBUX KOJIEKTHBIB € 3aMIiTKH 3 pyOPHK KOHLIEPTHOI
XPOHIKH YKpaiHChKHX nepiognunux Buaanb 20-30-x pp. XX cr. («YkpaiHcbka HUBa», « BonmnHCbKe ¢10BOY)
i apxiBHHX MarepianiB. OJHaK LTICHOT Mpali Ipo XOPOBi KOJIEKTHBU BoNMuHI TOCTiIKyBaHOTO Mepiony He-
Mae, YMM 1 3yMOBIICHHI BUOIp TeMHU 11i€i poOOTH.

Merta crarTi

Mera cTarTi — BUSBUTH OCOOIHMBOCTI PO3BUTKY Ta (PyHKIIIOHYBaHHS XOPOBOTO MHCTEITBA B My3HIHOMY
*UTTi BonuHi 3a3Ha4enoro nepioxy. BianoBigHo 10 METH MOCTaBIICHO TaKi 3aBAaHHS: PEKOHCTPYIOBATH (hak-
TOJIOT1YHY KapTHUHY AisUTBHOCTI XOPOBUX KOJIEKTHBIB BonnHi, BU3HAYMTH OCHOBHI HANPsIMH TIXHBOI POOOTH.

Buxiaan marepiany gocaigxeHHs

VY 20-30-x pp. XX cr. noniTryHa cutyarisi Ha BonuHi Oyna CKiIaHOK i HEOIHO3HAYHOK. YHACIIIOK
Pusbkoi yromu mixk CPCP Ta Ilonbmiero (Oepesens 1921 p.) 3axigna BonuHb onwHMIACS B MeXax HOBOI
[onwcbkoi aepxasu. [IpoTsarom Mi>KBOEHHOTO ABAALSTHIIITTS MOJIbCHKA BIaja IpoBoAniIa Ha BonuHi aHTHy-
KpaiHCBbKY OKYMAIii{Hy NOMITHKY 3 METOIO SKHAWIIBHUIIIOTO iHTErpyBaHHs periony B ckiaj Peui [TocronuToi,
Y1M 3yMOBHJIA HENPUSI3HE CTABJICHHS JI0 ceOe yKpaiHChKOi TpoMaiv i 3pOCTaHHS HalliOHAJTbHO-BU3BOJIBLHOTO
pyXy cepen HaceneHHs. L[pboMy CIpusuti mpoCBITHUITLKI ToBapucTBa. Cepen HUX HaHIi€BINIO Ta HailiMa-
cosimoro Oyna «IIpocBiTay, Mo oxomwia MaiXke BCi MIJSHKMA HAI[IOHAIBLHOTO YKUTTS, CIIPHsIa 3pOCTAHHIO
MaTPiOTUYHUX MMOYYTTIB ¥ aKTHBI3yBalla KyJIbTypPHO-TIPOCBITHUIIBKY isSTTbHICTH BOJHHSIH.

OpHUM 13 TOJIOBHUX HampsiMiB poOoTH 11i€i opranizarii Oyia XopoBa cipasa, sika i3 cepeaunu 20-X pp.
BUJIMJIACh Y MacoBY JisUTbHICTh POCBITAHCHKUX XOPiB. 3a3BU4all XOpOBi KOJIGKTUBY BUHHUKAIU Ha 0a3si qpa-
MaTHUYHHX TYPTKiB 200 MiCIIEBUX LIEPKOBHHUX XOpiB. BOoHM Opaju akTHBHY y4acTh y BHCTaBaxX, OOTOCITyKiH-
HSIX, HAIlIOHATHHUX CBATKYBAHHSX 3 HArOJH BITAHYBaHHS MaM sITi HAaIlIOHAJILHUX T€POIB Ta XyJ0KHIX TCHIIB.

Cepen XOpoBUX KOJCKTHBIB Ha HaWOIIBITY TOBAary 3aciyroByBaB xXop Bomommmupcbkoi «IIpocBiTiy,
SIKUM KepyBaB JUPUTEHT, KOMIIO3UTODP 1 myOminuetr Muxaiino Tenexxuacbkuit (1886—1939). InTeHcnBHA KOH-
LIepTHA AisUTbHICTB X0py (i3 1922 p.) cpusna 3pocTanHio podeciifHOT MaiiCTepHOCTI y9aCHUKIB KOJICKTHBY.
Horo peniepryap ctaHOBWIM TBOpH ykpaincbkux (/1. boprasiHChKOTO, A. Benens, M. JleontoBuya, M. Jlucen-
ka, O. Ko, K. Crenenka) Ta BonuHebkux (A. PiguHcbkoro it M. TeneXuHCHKOTro) KoMIo3uTopiB. disiib-
HICTh KOJIEKTHBY HE OOMEKyBajacs JIMIIEe KOHLIEPTHUMH BUCTYIIaMH — XOp OpaB y4acTh y OOTOCIYXIHHIX
Bonogumupcrkoro xadenpairbHOro cobopy Ta nepiuM Ha BojuHI BUKOHAB JITYpPrio yKpaiHCHKOIO MOBOIO
(IInmanrcekuit, 1997, c. 82).

AKTHBHOMY PO3BHUTKY XOPOBOI CIIpaBH CIIyTyBaJia IisuIbHICTh X0piB y JlybeHcskomy, Jlynbkomy, PiBHeH-
CbKOMY IOBiTaX, /i¢ IPAaKTUYHO KOXKHA TpeTs (i Maia BiIacHUH KoieKTuB. CUIbChbKi XOpH HapaxoBYBaJH
20-25 oci0, K, HaMPHUKIAJ, APAMaTUHIHO-CIIIBOYHI TYPTOK ¢. MUIIOCTHBO. BenKi KOJIeKTHBH CKIaganucs i3
80-90 mrozeii (c. Llymann) (CaBuyk, 1996, c. 78). Y 1928 p. nuuie B Jlynbkomy mogiTi aisuio 27 xopis (Bia-
coBchkuit, 1928, c. 27). Ixniit penepryap cTanoBUIM 06POOKH yKPAiHCHKMX HAPOJHHX TiCEHb i TBOPU YKpaiH-
cbkux kommo3uTopis (O. Ko, M. Jleontosuua, M. Jlucenka, 5. Cremooro, K. Crenenka), mpo 1o CBif-
4aTh MPOrpaMy KOHIIEPTIB, BilHAACH] B qokyMeHTax Jlep:kaBHOTO apXiBy BommHcwkoi odmacri («IIporpama
BHCTaBW», 1925; «I[Iporpama koHuepTy», 1926; «I[Iporpama KoHIIEPTY IEPKOBHOTO XOPY», 1926).

3HaYHUX TBOPYMX YCIIXiB TOCIATHYB Milanuii napadisHcekuii Xxop y ceni JIaBpiB, penepTyap sSIKOro ckia-
JaBCsl 3 HAPOJHHMX MiceHb B 00podui M. JleontoBuua, M. Jlucenka, O. Ko it xoposi TBopu A. Baxusnu-
Ha, O. Tapuascekoro («Ceno JlaBpiBy», 1931).

[upoxka reorpadisi Ta MacOBICTb XOPOBOTO MHUCTEITBA MOTPEOYBAIM CTBOPEHHS OCBITHIX 3aXOMiB IS
(haxoBOi mMOTIOMOTH JUpHUTEeHTaM 1 criBakaMm. OCKUTBKH TUPHUTECHTH XOpiB OyiIH MEepeBaKHO CaMOyKaMH, TO
OUTBIITICTh 13 HHUX MiJBUIIYBaIH CBOI MaHCTEpHICTh Ha CIEMiaIbHUX JIEKTOpPisfX, opraHizoBaHuX «IIpo-
cBiTOrO». Baromy ponb B opranizanii (axoBoi gormomoru Bimirpano /ly0eHchke ToBapuCTBO, Ae 3 1925 p.
JisUTM AMPUTEHTCHKI KypcH, IO KOPUCTYBAJINCS 3HAYHOIO MOMYJsIpHicTIO. He3Baxaroun Ha JOBOJI BUCOKY
OIJIaTy, YUMaJIo CIIyXadiB OTPUMYBAJIH Pi3HOOIYHY MiATOTOBKY 3 T€OPii Ta MPaKTHKH BOKAJILHOI'O MUCTEIITBA.
Pesynbrarom AisUIbHOCTI KypCiB CTalM CTBOPEHI 3r0I0M JIECATKU CIIBOYMX KOJEKTHUBIB, IO 332 PIBHEM Maii-
CTEPHOCTI MOTJIM 3Maratuch i3 mpodeciiitHnmMu xopamu. Halikpamnmu 3 HUX Oylii 00peMebChbKHiA Ta MOKPH-
HEHCHKUH XopH JIyIIbKOTo TIOBITY, SIKi BiJIB1aIN 3 KOHIIEPTHUMU Iporpamamu JIyiek, PiBae, JlyoHo (CaBuyk,
1996, c. 78).
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Tak, y 1926-1928 pp. npu OBITOBUX Ocepekax OpTaHi30BYBaINCS YACIEHHI TUPUTEHTCHKO-PEKACEPCHKI
kypcu: y Koseni iHcTpykTOpamu 3ampoiieHo npodecopis f. baptka it M. Tenexuncbkoro («/BoMicsuHi aupu-
TeHTCHKO-PEeXKHUCEPChKi Kypen», 1927). Ha «llepmmx mpocBitsHcbkux Kypcax» y Jlynesky 1929 p. Buknazamm
LTAA MK TIPEIMETIB, SK-0T: 1) OCHOBM MPOCBITSHCHKOI mpalli; 2) ainoBoactBo «lIpocBitu»; 3) Xop 1 Horo
opraizanist; 4) aMmatopchKi censtHebKi TypTku («Ilepii mpocBiTSHCBKI Kypen», 1928). [IpocBiTSHCBKI 3aHSTTS
Oyu TIOMYJISIpHI cepell KePIBHUKIB KOJEKTHUBIB 1 cTaimy mopiyHuMU. OCOONMMBY yBary Ha 3aHATTAX HPUALTITH
TUPUTEHTCEKOMY Kypcy («OcBiTHI Kypcm», 1929; « AupureHTChKO-pekucepchKi Kypcn», 1930; «/lupurenrcpko-
peKUCepChKi Kypcn», 1932).

[leBHi 3pyIIeHHS B raily3i My3HYHOI OCBITH CIIPHYMHUIN MPOBEICHHS KOHKYPCHUX 3MaraHb Mi’K XOPOBUMHU
konekTuBamu. Tak, y 1929 p. BonuHcbka IKiIbHA OKpyTa OpraHizyBajia KOHKYPC XOpiB, Y SIKOMY Opaiii yyacThb
kojiektuBH 3 Jlyrpkoro, KoBeiabchbkoro Ta 3/10710yHIBCHKOTO MOBITIB (« YKpaTHChKI Xop», 1929).

[TnigHa criBnpars MpOCBITSHCHKUX OCEPEAKIB 1 IIEPKOBHUX OpaTCTB MPOSBIISUIACS B OpraHi3alii CIiJIbHUX
XOpPOBHX KOJIEKTHBIB Ta MPOBEIECHHI PI3HUX KyJIbTYpHO-pemniridianx 3axofiB (Casuyk, 1996, c. 84). [Ipuknamom
60To B poboti JIyrekoi «IIpocBiTiy cTaB Xop yKpaiHchkoi Oparchkoi mepkBu mia opynoto I1. Kypimenka (Bima-
coBcekuil, 1928, c. 27). LlepkoBHI XOpW MO3UTHBHO BIUIMBAIH Ha 3IMCHEHHS OOTOCIYXKIHHS PIIHOIO MOBOIO,
TOMY IO PO3Y4yBaJH LIEPKOBHI CIiBH YKPAiHCHKOIO MOBOIO. 3HaUHY POJib Y IpOLEeCi yKpaiHi3alii LepKBU Bii-
rpaJio po3MOBCIOKEHHS peiriiHoi niteparypu. Tak, y M. Bononumupi-Bonuacskomy BunaBamu yaconucu «Ha
BapTi» (1925-1926), «Pigna uepksa» (1927), «Hame 6parctBo» (1929), penaktopoM i BUIaBIeM KOTpUX OyB
KYJIBTYpHO-TPOMAJICEKHUH1 Ta IIEPKOBHUIA JTis14, KOMITO3UTOp A. PiunHchkuit. [l1st mpoBeieHHsT 00TOCTyKiHHS piji-
HOIO MOBOIO KOMIIO3UTOPOM BHAHO IEPKOBHI CHIBaHUKH: «BceHapomHi CIiBH B yKpaiHCHKIH TIepkBi» (1925),
«YKpaiHChKi TIepkoBHi criBm» (1926), «Ykpainchka Bianpasa BedipHs Ta panas» (1929) (Komap, 1998, c. 64).

[lommpenuM HampsMoM MHCTeLbKol poOoTH Oyia criBmpawsi XOpoBOi, ApaMaTHYHOI Ta XopeorpadidHoi
cdep mig yac MOCTaHOBKU BHCTaB. [IpuKiiazoM CHinbHOI TeaTpajbHO-aMaTOPChKOI 1 XOpoBOi JisTIBHOCTI cTa-
na poboTa apTUCTUYHO-CITIBOYOTo rypTka B OcTpo3pkoMy MoBiTi (CaBuyk, 1996, c. 76). Xopeorpadidno-cmiBo-
ynii koekTHB «['ypTOK yKpaiHChKMX TaHIIB 1 CriBy», cTBOpeHuid rnpu Jlynpkiii «IIpocsiti» xopeorpadom-eH-
Ty3iacToMm B. ABpameHKOM, BiB BEeIbMHU aKTHBHY TaCTPOJIBbHY AISIIBHICTS TPOTsiroM 1922-1923 pp. («IIpoTtokom,
1922).

YTBepmKeHHs B perioHi HoBorpu3HaueHNM y 1928 p. BonmuHCEkIM BoeBozoto [ KO3eBchknM «HOBOT MMOITH-
CBKOI MOMITUKW», CYTh SKOI HOJISITana B HaJaHH] YKPaiHChKOMY HAI[lOHAJIbHOMY PYXOBI IPOMOJIbCHKUX TEHACH-
Liil, CIPHUSIO CTBOPEHHIO HOBHMX YKPaiHCBKMX OpraHizauii, mo aisuii jmme Ha BonuHi Ta Oynu J0sIbHI 10
nosbebKoi Bamu — «IpocBiTaHChKHX XaT» BonuHcbKkoro ykpaincskoro 00’ eananns (nani — BYO). HoBoctBope-
Hi opraHi3aii Oy MEHIIe pO3IIOBCIO/DKEHI cepell BOJIIMHSH, HiX ocepenku «[IpocBiTh» y cBiil yac, ae Takox
3poOMIIM YMMaIFi BHECOK Y TIPOQeCiOHaATI3AIl0 My3UIHOTO MUCTEIITBA. 30KpeMa, HOBUM €TarloM y PO3BHUTKY
XOPOBOTO MHCTELITBA CTaJIO 3aTBEPIUKEHHS YHIKAIBHOIO 0KyMeHTa — «CTaTyTy yKpaiHCbKUX HapOIHUX XOPiBY,
3TiHO 3 SIKMM XOPOBHH KOJIEKTHB HaOyBaB CTaTyCy CaMOCTIHHOT CTPYKTYPHOI OAMHMLI. 3aBAaHHS TAKUX 00 €I
HaHb — BUXOBaHHS MiCLIEBOI rpoMay 3aco0amMy HapOJHOTO MUCTELTBA, 30KpeMa HapoaHoto micHero. Lleit noky-
MEHT TependadaB OKIaHy perlaMeHTalil0 MaTepianbHOro ()YHKIIOHYBaHHS KOJICKTHBIB, IO BiJpa3y BILIH-
HYJIO Ha SIKICTh BUKOHAHHS pernepTyapHoi nporpamu. Haiibinbine nommpenns: «HapoaHux XopiB» MpocTekeHo
B JIynpkomy moBiti («YkpaiHchki HapoHi Xopu BYO», 1931).

3amyst PO3BUTKY BOKATBHOI KYJIBTYpH Ta 30€pPEeKEHHS OPUTIHATHFHOTO BOJMHCHKOTO MEJIOCY BT TIO3AIll-
KiTbHOT ocBiTH JIy1bKOT IKUTEHOT OKpYTH Y 1933 p. 0romocuB KOHKYPC BOJIMHCHKOT MiCHI, MeTa SIKOTO — IyOJTiKa-
1Iisl XOPOBUX penepryapHux 30ipHUKIB («KOHKypC Ha perioHalibHI BOIMHCHKI TicH», 1933).

daxoBy IMiATOTOBKY IUPUIeHTIB, posnoyary me y 20-x pp. ocepeaxamu «IIpocitiy», nponosxunu «IIpo-
cBiTsiHCBKI Xatim» BYO. Ins nporo mpoBOAMIIMCS Pi3HOMAaHITHI OCBITHI 3aX0/H, CIIPSIMOBaHI Ha 3a0e3MedeHHs
KOJIGKTHBIB KBallipikoBaHUMH KepiBHHKamu. Tak, y PiBHOMY 3 1935 p. mpu okpyxHiii ynpasi BYO ¢yHkiio-
HyBaJIM TPUMICSYHI KyJIBTYpPHO-OCBITHI KypcH, 1ie OyB repembadeno 150-ronuHHAN TEOPETHYHHM 1 MPaKTHY-
HUH Kypc criBy Ta mupuryBanHsa (Jiekrop C. Kampmytpkuit), 40-TOMUHHMA TEOPETHYHUHN 1 TPAKTUIHUN KypC
TearpaiibHOTrO MucTenTsa (Jexrop I1. 3iH4eHko), Kypc HallioHATBFHHUX TaHIiB. Ha ypounctoMy 3aKkpuTTi 3aHATH
CHJIaMHU HAaBYAJILHOTO XOPY OPTraHi30BaHO KOHLEPT, [€ B POJIi IUPUTCHTIB BUCTYNAIN BUITyCKHUKH («BiakpuTTs
KyJIBTYpHO-OCBITHIX KypciB y PiBHOMY», 1935; «IlpocBiTsaHChKI Kypeny, 1936). V JlyupKy aisim JBOTHXKHEBI
JMPHUTEHTCHKI KypCH; MPOCITyXaBIIN LUKJI IIPEAMETIB, CBiouTBa oTpuMaiu 19 oci6 («/IBoTmkHEBI AUpUTEHT-
CbKi Kypcu», 1937).

YV npyriii nonoBuHi 30-x pp. cuamu BYO cranu perynspHO MpOBOAWTUCS KOHKYPCH HapOJHHUX aMarop-
CBKHX XOpIB, IpaMaTHYHUX 1 XOpeorpadiuHuX TYPTKiB. 30KpeMa, IMOBITOBH KOHKYPC XOpiB «IIpoCBITIHCHKIX
xat» BifOyBcs Ha PiBHeHmuHI 1936 p. YMOBH 3Marans nependoadand BUKOHAHHS JBOX KOHKYPCHHX TBOPIB —
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«O#, mipsiy, mpsimy» i «lllemprk» Ta TBOX-TPHOX IMiCEHb i3 BIACHOTO perepryapy. ¥ KOHKypCi Opann y4acTh
nonaz 300 xopucri. [1yOrnika 3axomuioBasacsi BACOKUM PiBHEM BUKOHAHHSI TBOPiB aMaTOpChbKUMU Xopami. [Ipo
JIOBOJII BUCOKHI PiBEHb 3MaraHb CBi4aTh 1 KpUTEPIi OLIHIOBAaHHS KOJIEKTHUBIB, CEPE/l IKUX — XyIOXKHS LIHHICTh
BUKOHYBAaHHUX TBOPIB, BIAMOBIJHICTH AiOpaHUX KOMITO3HILIIH KOHKYPCHIN MPorpami KOKHOTO XOpy, IHTepIIpeTaris
ITiCHI, IOCTaHOBKA TOJIOCY, 30KpeMa JMKIIis, TEXHIKa XOpy, YMIHHS CIiBaKiB TpuMarucs Ha creHi («IloBitoBuit
KOHKYpPC X0piB», 1936). Y 1938 p. y 31010yHOBI Bi1OYyBCSI KOHKYPC XOPIB Ta YKPaiHChKUX HAlllOHAIBHUX TaHIIIB
(«Konkypc xopiBy», 1938).

[IpoBeneHHS MIOPIYHUX KOHKYPCHUX 3MaraHb CBIIYWIIO IPO BIOCKOHAJIECHHSI BUKOHABCHKOI MalCTEpHOCTI
XOpPOBOTO, TEATPaIBHOTO i Xopeorpadiynoro mucrenTsa. Bomuacbkuit HaykoBels [1. [Hlumancekuii (2005) 3a-
YBa)KUB, 1110 aKTHBi3aLis XopeorpadiqHoi IisUIbHOCTI CHpHsiia MOIIMPEHHIO B PEriOHI IPAaKTUKY 1HCLIEHI3aLi] Ha-
POJHUX ITICEeHB, SIKi B CIIUIBHOMY TeaTpaibHO-XopeorpadiyHo-X0poOBOMY BUKOHAHHI OyJIH JOCHTH NOMYJISIPHIUMHI
Ta CBIAYIIIM PO OPHUTIHAIBHICTG 1 HallIOHANBHE 3a0apBiIeHHS My3U4HOTO *)UTTS BonuHi. [Tpuknamzom Takoi mi-
SITBHOCTI OyJia MoCTaHOBKa My3M4YHOI KapTHHU «Bedopuuti» I1. HimmHchKoro, 5SiKa KopucTyBajgach 0COOIMBUM
yCHiXoM y TpoMajchkocTi (c. 70).

CBiueHHsSIM 3HAYHOTO TMOCTYIy W mpodecioHaizaliii xopoBoro mucrenrsa B 30-X pp. € IiSUTbHICT OKpe-
MHX aMaTOPCBbKUX KoJIeKTHBIB. Tak, Hapoauuil xop imeHi M. Jlucenka c. XopoXOpuH 3a J1Ba MICsLi MiATOTYBaB
nporpamy 3 20 TBopiB; xop iMeni K. Crenenka i3 ¢. BoroTuH y cBoemy penepryapi MaB orepy «3arnopoxews 3a
Hynaem» (obuasa xopu Jlynpkoro nosity) («Jluct Bix ynpasu xopy BYO y c. Bororun», 1935). [Tapadisacbkuit
xop c. JIaBpiB Jlynpkoro noBity MaB y cBoemy pernepryapi monas 20 topis («Cerno JlaBpi», 1931). Xop «PinHoi
xatu» M. JIyIibka pa3oM 3 aBTOPCHKHMH TBOPAaMHU BUKOHYBAB TaKOXK KOJLSAKH ¥ mieapiBku («Komsaaku B «PimHii
xati»», 1935). AKTUBHOIO HisTIBHICTIO BiI3HAYMBCS PSi/T XOPOBUX KOJIEKTUBIB KOBETBCHKOTO TIOBITY: IIEPKOBHHUN
x0p ¢. Mu30Bo, ykpaiHChKHii HapoaHuii Xop iMeHi M. JleonToBrya c. O6mnarm, xop imeHi K. Crenenka c. ['omo-
Buui, xop ¢. lyoosa, xop c. Hecyxoix, xopu M. Kosesnst (Cragniok, 1936).

OpHOYacHO 3 BUCTYIIAMU MICLIEBUX KOJIEKTHBIB KOHIIEPTHE JKUTTSI PETiOHY, TOTIOBHIOBAIN BUCTYITH YKpa-
fHchkoro xopy mij opyaoro JI. Korka, korpuii racrpostoBaB y Jlyueky i PiBHOomMy 1936 p. («Konuept xopy
. Kotkay, 1936).

JluHamMiuHOMY PO3BUTKY XOPOBOI'O MUCTELTBA CIPHSIB TAKOXK MY3HMYHO-TBOPUYMH IIPOLIEC, HANIIOMITHIIIH-
MU TIOCTATSMH SIKOTO Oynmn koMrto3utopu A. Piumachkuii i M. Tenexxnnchkuii. [IpoananizyBaBim TBOpUHid
JOpOOOK MHUTIIIB, BOMUHCEKHIA mociigauk [1. [llumancekuit (2005) 3a3HaunB, 110 BOHH «3BOIWIN (PyHIIAMEHT
CKPOMHOI HOBOOYZIOBH, SIKYy MO>KHA OyJi0 O Ha3BaTH BOJIMHCHKOIO PETiOHAIBHOIO KOMIIO3UTOPCHKOIO LIKOJIOIOY
(c. 155).

BucuoBku

OTKe, MOYKEMO BiJI3HAUHUTH, 10 XOPOBE MUCTEITBO CTAJIO MPIOPUTETHUM HANPSIMOM MY3HYHOI KyJIBTypH
Bonuni 20-30-x pokiB XX ct. BoHO IpyHTYyBanocs Ha AisJIbHOCTI aMaTOPCHKUX XOPOBHUX KOJIEKTHBIB, SIKi HO-
MyJISAPU3YBaIU My3HKY YKPaiHCBKUX KOMITIO3UTOPIB i YKpaiHCbKY HApOIHY IiCHIO, OTYYalUCs 10 HEPKOBHUX
0orocnyXiHb YKpaiHCHKOI0 MOBOIO Ta Pi3HOMaHITHUX ()OPM CHIBIpalli 3 ApaMaTHYHUMHU i XopeorpadidyHuMH
KOJICKTUBaMH, CIIPHUSUIN 3Ty YCHHIO BOJIMHSIH JIO XOPOBOT MY3HYHOT KYJIBTYpH. 3aTBEPKCHHS YHIKAIBHOTO J0-
kymeHTa — «CTaTyTy YKpaiHChKHX HAPOJHUX XOPiB» — CTAJIO HOBUM €TarloM y PO3BUTKY XOPOBOT'O MUCTEIITBA
Ta, Oe3rmepeyHo, BIUIMHYIIO Ha BJOCKOHAJIEHHS BUKOHABCHKOI MaiCTEPHOCTI KOJIEKTHBIB.
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CTAHOBJIEHHUE XOPOBOI'O | Yepneukas Haranbs ['puropreBHa
HNCKYCCTBA HA BOJIBIHM | Kanoudam uckyccmsosedenus, ooyenm,
(20-30 rr. XX B.) | Bocmounoesponeiickuii nayuonanohbiii
yHugepcumem umenu Jlecu Yxpaunxu,
Jhyk, Ykpauna

enb cTaThu — BBISIBUTh OCOOCHHOCTH Pa3BUTUS U (YHKIIMOHHPOBAHUS XOPOBOTO UCKYCCTBA B MYy3bIKAJIBHOM
JKU3HH BoJbIHM McciieyeMoro nepro/ia; peKOHCTPyUpOBaTh (DaKTOJOTHUECKYI0 KAPTHHY JESITEIbHOCTH XOPOBBIX
KOJUIEKTUBOB BOJIBIHH, ONIpeeINTh OCHOBHBIEC HAPaBICHUS UX paboThl. B nccnenoBaHiy NPUMEHEHBI TAKHE METOABI:
HCTOPUKO-CPABHUTEIBHBIN (151 COOMIONEHHSI XPOHOIOTUYECKON MTOCIE0BATEIFHOCTH PA3BUTHS XOPOBOTO UCKYCCTBA
W €r0 XapaKTepUCTHUK), OMICATEIBHBIA (IS pACCMOTPEHMS IEITEITFHOCTH XOPOBBIX KOJJIEKTUBOB), METO apXUBHOM
JMOKYMCHTAIMCTUKU W UCTOYHUKOBEICHUS (IJIs1 TIPUBIICUCHUS apXHUBHBIX MaTepraioB). HaydHas HOBH3HA UCCIICIOBAHUS
3aKJIIOYAETCsl B OCBELIEHUU UCTOPUUECKONW JUHAMUKU CTAHOBJIEHHUSI XOPOBOTO MCKycCcTBa BoOJIbIHM U BBEEHUU
B HayYHBIH 000POT HOBBIX JOKYMCHTAILHBIX aPXUBHBIX MaTCPUAIIOB U TICPHOIUICCKHUX U3IAHUH, TIC UMCIOTCS CBEICHUS
0 (PyHKIIMOHHUPOBAHUHU XOPOBBIX KOJUIEKTHBOB Kpasi. BeiBobl. CTaHOBIEHHE MY3BbIKIBHOM KynbTypbl Bombsiau B 20-30-x
rr. XX B. ObUIO 00YCJIOBJICHO aKTUBHOW pabOTON YKPaMHCKHUX OOIIECTBEHHBIX O0BEIMHEHUH KYIBTYPHO-XYI0)KECTBEHHOTO
HaIpaBJICHUs BONPEKU aHTUYKPAUHCKON OKKynalMoHHOW nonutuke Ilonbckoro rocynapersa. BoisicHeHO, 4TO Ha
TTOMYIISIPU3AIINIO XOPOBOTO UCKYCCTBA Kpasi TIOBJHUIN Takne (haKTOPHI, KaK OpraHU3aIUs MYy3BIKaJIbHOTO 00pa30BaHuUs
(KypCHI TUPHKEPCKO-XOPOBOTO MCKYCCTBA, ISKTOPHH 110 TCOPUH U MPAKTUKE TICHUS W TUPKUPOBAHIIS ), MYy3BIKaIIbHO-
TBOpYecKuii mporecc (kommo3utopsl M. TenexxuHckuit u A. PUduHCKuit), n3gaTenbekoe aemo (IyOnuKanus Ha YKPanHCKOM
SI3BIKE METO/IMYECKUX PEKOMEH/IAllNi, perepTyapHbIX COOPHUKOB, IIEPKOBHBIX IIECHOIICHNUIT ), KOHKYPCHBIE COPEBHOBAHMS
U KOHLIEPTHO-TaCTPONbHAS JEATEIbHOCTD KOJIEKTHBOB. HOBBIM 3TamoM B pa3BUTHH XOPOBOTO HCKYCCTBA CTaJI0 YTBEPKACHHUE
YHUKQJIBHOTO JIOKYMEHTa — « YCTaBa YKPAHHCKUX HAPOHBIX XOPOBY, YTO MOJOKHUTEIHHO MOBIHAIO HAa COBEPIIICHCTBOBAHHE
HCTIOTHUTENIECKOTO MAaCTEPCTBA KOJIJICKTUBOB. XOPOBOE UCKYCCTBO 0a3MPOBANIOCH HA ICSITCIBHOCTH JTFOOUTEIBCKIX
XOPOBBIX KOJUIEKTHBOB, KOTOPBIE TIOMYISIPU3NPOBAIIA MY3bIKy YKPAWHCKHX KOMITO3UTOPOB U YKPAMHCKYIO HAPOIHYIO
MIECHIO, TIPHOOIIATNCH K IIEPKOBHBIM OOTOCITYKSHISIM Ha YKPAMHCKOM SI3BIKE, K PAa3TMYHBIM (popMaM COTPYIHHYECTBA
C IpaMaTUYCCKAMHU U XOPeorpadIeCKIMH KOJUICKTHBAMHE, CIIOCOOCTBOBAJIY MIPUBJICUCHUIO BOJIBIHSH K XOPOBOW MY3BIKAJIBHOM
KyJIBTYpe.

Kniouegvie cnosa: BonblHb; My3bIKaJdbHas KyJIbTypa; XOPOBOE UCKYCCTBO; XOPOBBIE KOJJIEKTHBBI, KOMIIO3UTOD;
TUPIDKED; perepTyap; KOHLEPT

THE FORMATION AND DEVELOPMENT | Nataliia Chernetska
OF THE CHORAL ART IN VOLYN | PiD in Art Studies, Associate Professor,
(the 1920s — 1930s) | Lesia Ukrainka Eastern European National University,
Lutsk, Ukraine

The purpose of the article is to reveal the features of the development and functioning of the choral art in the musical
life of Volyn region in the period under study; to reconstruct the factual picture of the choral activities in the region. The
following research methods are applied in the article: historical and comparative (to find out the chronological sequence of
the choral art development), descriptive (to consider the choral activities), method of archival documentation and source
studies (to work with archive material). The scientific novelty lies in the fact that the research highlights the historical
dynamics of the choral art development in Volyn region and introduces into scientific circulation the new documentary
archive materials and periodicals that contain information about the functioning of Volyn’s choirs. Conclusions. The
formation of the musical culture of Volyn region in the 20s — 30s of the 20th century was determined by the work of the
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Ukrainian public associations of cultural and artistic direction notwithstanding the anti-Ukrainian occupation policy of
the Polish state. The study shows that the popularization of the choral art of the region was influenced by such factors as
the organization of music education (courses on the art of conducting and choral art, lectures on the theory and practice
of singing and conducting), music and creative process (composers M. Telezhynskyi and A. Richynskyi), publishing
(publication of guidelines in Ukrainian language, repertoire collections, collection of Church songs), the competitions
and concert activities of the ensembles. A new stage in the development of the choral art became the approval of a unique
document — “The Statute of the Ukrainian folk choirs”, which had a positive impact on improving the performing skills of
choirs. Choral art was based on the activities of amateur choirs that popularized the music of Ukrainian composers and the
Ukrainian folk song, participated in the Ukrainian-language church services, in various forms of cooperation with drama
and choreographic groups, and contributed to the involvement of people from Volyn region to the choral musical culture.
Keywords: Volyn; musical culture; choral art; choirs; composer; conductor; repertoire; concert
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CAKPAJIBHI BUTOKM | [lepuenxo Jlinis Muxaiinisna
IHCTPYMEHTAJIbBHOI MHOXKMHHOCTI | Kanouoam nedazoziunux nayx, doyenm,
MY3UYHOI'O BUKOHABCTBA | ORCID: 0000-0001-8602-9573,
SIK OBHAKU INIAHICTUYHOI I'PH | e-mail: Lilia.my.forte@cmail.com
Odecbka HayioOHANbHA MY3UYHA AKAOEMIs
imeni A. B. Heorcoanoeol,
eyn. Hosocenvcorozo, 63, Odeca, Yrpaina, 65000

Mera I0CHiKEHHS — BUSBIICHHS CaKpaJIbHO-TCHETUYHNUX O3HAK IHCTPYMEHTaIIi3My, (POPTEIMiaHHOTO 30KpeMa,
AK YTUICHHS] XPUCTHUSIHCHKO-BOKAJIBFHOTO MOJEITIOBAHHS TPU-IUXaHHS (MOIIapTIaHCTBO) Ta BiAPOIKEHHS ITEPBICHOTO
CaMO3HAYyYIIOTO PUTMIYHO-3BYKOBOTO IIPHHIIUTY Y (popTemiaHHIl OpKecTpatbHOCTI (0ETXOBEHIAHCTBO). METOMOIOTITHOI0
OCHOBOIO JIOCII/DKEHHS € ()eHOMEHOIIOTIUHIIA paKype ecTeTuku-(inocodii P. [Hrapmena Ta eHOMEHOIOTIYHO Opi€HTOBaHI
MHCTETBO3HaBYI gociikeHHs b. Acad’esa, H. Kopuxanosoi, B. Menymescbkoro, O. MapkoBoi Ta iH., aHai3, CHHTE3
1 TUCTpUOYTHBHUM METONH, 3aB/SIKK YOMY 3’ICOBAHO CaKpaJIbHO-TEeHETHYHI O3HAaKU IHCTpyMeHTai3My. HaykoBa HOBH3Ha
CTarTi MOJISITa€ B TOMY, 110 B Hiii yIiepIiie BUCIOBIIOETHCS JyMKa IIPO FEeHETHYHY 00YMOBJICHICTh (hOPTENiaHHOTO BUKOHABCTBA
B aHTHUIIOJIaX MOIAPTIaHCHKOT i OETXOBEHIAHCHKOT IPH CaKpaTbHUMHU BUTOKAMH TIEPIIOT 3 BOKAIBHOTO 1HCTPYMEHTAII3MY
PaHHBOXPUCTUSHCHKOI aTUTYHHOCTI Ta IEPBICHOTO YHIBEpCaTi3My 3BYKOBO-PHUTMOBAHHIX MaridHUX MEPIIOKYTHTYPHUX
akuiii. BucHoBku. [loBeneHo, 1o as GopTemianHOi TBOPIOCTI MPUHITUIIOM POMAHTHYHOI IIOIBIHHOCTI Y TITyMaueHHI TpH
CTaJIO BTUICHHSI POMAaHTHYHOI aHTHHOMIYHOCTI BUPAXEHHS «JIETKOTO» i «Tyroro» 3By4aHHs (DOpPTEMiaHo SK yTUICHHS
IHCTPYMEHTAIBbHOT MHO)KHHHOCTI MiaHi3My 3arajiom; Mepiii 3 HUX yOCOOIOBaIIN JKIHOYO-COJIBHY SIKICTb, «(DICHTOBUI»
KOJIOPHUT MEJIO/IIHOT OpHAMEHTAILHOCTI «(opTeniaHHOi KJIaBeCHHHOCTI» MonapTa B Ayci I HCTPYyMEHTaJILHOT apio3HOCTI»
¢inbaiBckux HokTiopHiB, a qpyri — rineprpodyBani 0eTXOBEHChKY OPKECTPaIbHICTh, 0aXiaHChKY OpraHHO-(hakTypHY
MIePEeBAHTAKEHICT, i IKPECIIOI0YN (hopTemiaHHy cenudiKy K 3AaTHICT «3aMIHUTH OPKECTP», Y TOMY YHCII 3a I0ITOMOTOI0
HarHITaHHA 3By49HOCTI. OTXe, hopTemiaHHni BUpa3HUil pecypc HaCHUyBaBCs CyMapHOIO iHCTPYMEHTAIBHICTIO, Y SKIl
«JIETKAW» THUI TPH ATEIIOBAB 10 CAaKPaJIbHOCTI pAHHBOXPUCTUSHCHKOI IIEPKOBHOT HOKTIOPHOBOCTI, a opTemniaHHa
OPKECTPaJIBHICTD YTUTIOBAJIA TIEPBICHY a0COIIOTH3AIIIO0 IHCTPYMEHTAIII3MY MariqYHOTO PU3HAYECHHSI.

Kniouosi crnoea: iHcTpyMeHTalbHAa MHOXHHHICTh;, My3WYHE BHKOHABCTBO; I'€HE3a; CaKpajbHI BUTOKH IiaHI3MY;
MOLIAPTIaHCTBO-OCTXOBCHIAHCTBO

Beryn

BurkoHaBCTBO B 1HCTPYMEHTAJIbHOMY YM BOKAJbHOMY BTiJICHHI 0a3yeThCsl Ha MENOAIMHOCTI 3BYKOBH-
SIBJICHHSI aKaJIEMIYHOTO iHCTPYMEHTapilo, MPEACTABICHOIO CTPYHHHMH CMHYKOBUMH, (IEHTaMU-TOOOSIMH,
JIypOM-BaJITOPHOIO Ta iH. BojHOUAaC criocTepiraeMo wimyyHe CIiBBIIHOMICHHS JUXAJIbHOT TEXHIKH MIPEICTaB-
HUKIB BOKAJIy 1 JIyXOBOTO IHCTpyMEHTapito. AJpKe Take AuxaHHs («o0nepTe» — 3a TePMiHOJIOTI€I0 BOKATICTIB)
Mae OyTH HETIOMITHHMM TIiJl 9ac HaOMpaHHs MOBITPS B JIETEHI, a BUTpaTa HOTO MPOTATOM CIIBY — MOCTIIHOIO,
JEMOHCTPYIOUH 1/IealibHy «HECKIHUYEHICTh» CIiBY-BUPAKCHHS.

[lomiOHMIT TPUHIUN TMPOCTEKYEMO B <«JIWXaHHI» PYyK IMIaHICTIB Ta I1HCTPYMEHTAJICTIB CTPYHHO-
LIMIIKOBOTO THITY, OCKUIBKM MOTOPHKa HalbLEBUX 3YCHJIb HE 30ira€Thbecsl i3 TUIABHICTIO KOJIMBAJIbHOCTI KHC-
Ti i pyku B minomy. Tak, 3a K. CraniciaBcbkuM, IPOSBISIETHCS apTUCTUYHA 3[aTHICTh: «IIEPEBECTI BasKKE
y 3py4He, 3py4He Y IPUEMHE, 2 OCTaHHE — B IpekpacHe. OTxe, yTUIeHHS Mi(OIOreHHOT KOHKPETHKH TTiaHI3MYy,
B SIKOMY ITPEBAIOE ITICHICTh QPTUCTUYHOTO IrPOBOTO KOHTHHYYMY, JIJIsl MUCTEIITBO3HABYOI Ta KYJIBTypO3HAB-
401 IPAKTUKU € aKTyaJIbHUM.

[Ipobnemu My3UIHOTO BUKOHABCTBA JTOCIIHKyBamn Taki BueHi: b. Acad’eB (Acadwes, 1971), P. [arapnen
(Ingarden, 1973), H. Kopuxanosa (Kopsixanosa, 1979), B. Menymescokuii (Menymesckuii, 1984). 3okpe-
Ma, b. Acad’eB BUBYAB He JMIIE CyTHICTH MOHATTS IHTOHAILIS, & 1 0COOIMBOCTI IHTOHALIHHOTO CTAHOBJICHHS
My3u4uHOi popmu (Acadbes, 1971). H. Kopuxanosa B poOorti «IHTepperalisi My3uKu» 3anporonyBaja Biac-
HY KOHIETIiI0 croco0y icHyBaHHs My3uuHOro TBOpY (Kopsixanosa, 1979). Ha nymky B. Menymescbkoro,
B OCHOBI IHTEpHpETAIiiiHOI AiSTBHOCTI BUKOHABIIS JIEKUTh OCATHEHHS MY3UYHOTO TBOPY, HOTO PO3yMiHHS,
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a OCHOBHHM 3aBJIaHHSM IHTEPIIPETaTOpa CTA€ BUSBICHHS BHYTPIIIHBOTO 3aKOHY, i/1€1, 3TiTHO 3 9UM BHOYI0-
BY€TBCS CMHCJIOBA 1€papXisi My3UYHOTO TBOPY Ta PO3YMIHHS TyXOBHHMX IPHHLUIIB KPAcH SIK CEHCY TBOPYOCTI
y BUKOHaBCbKOMY MucteuTBi (Menymesckuii, 1984).

B Vkpaini ¢penomen dopreniaHHOTO BUKOHABCTBA XX CT., cC(hOPMOBAHOTO MOAEPHICTCHKOIO MapaiurMoI0
MiaHICTUYHOTO CUMBOJI3MY, AocmipkyBana 1. Aunpocosa (2014). Bukonascbka inTepnpeTaris y ¢popren’ siH-
HOMY MHUCTENTBI MUHYJIOTO CTONITTA BuBUanaca H. KamkagamoBoro. ABTOpKa HAaroiomnye: «HECIIIHIN pyX
JYMKHU MHTLSI OCMUCIIIOE BiIOMY MY3HKY I10-HOBOMY, BCyIeped crepeoTunaM TpakrysBaHHs» (Kamkanamosa,
2014). IluranHg My3U9HOT HAyKH 1 TEOPil0 BUKOHABCTBA, KAaTeropii MaHi3My Ta iXHi OCHOBHI (yHKIIOHATbHI
enemenTH nocmimkyBamu O. Mapkosa (2002) Ta JI. Cremanosa (2018). OnHak aHami3 BUKOHABCHKUX 3100yT-
KiB 32 IXHBOIO CaKpaJbHOIO T'€HE3010 y BTUICHHI IHCTPYMEHTAIbHOI MHOKHHHOCTI OCTAHHBOI, y TOMY YHCIIi
MPOMYIIEHOI Yepe3 IHCTPYMEHTAJII3M CITiBYy-BOKaJy, I0CI HE CTaB MPEJAMETOM MPUHIIMIIOBOTO OCMUCIICHHS
1 BIJITIOBITHOTO y3arajbHECHHSI.

HaykoBa HOBH3HA PO3BIJIKH TOJISITA€ B TOMY, III0 B Hill yrepiie BUCIOBICHA JyMKa PO TeHETHYHY 00Y-
MOBJICHICTE (DOPTEITIaHHOTO BUKOHABCTBA B aHTHITOIAX MOIAPTIAHCHKOT i OETXOBEHIAaHCHKOI TPH CaKpaIbHU-
MH BUTOKaMHM IEPIIOi 3 BOKAJIBHOIO IHCTPYMEHTAJI3My PaHHBOXPHCTHUSHCHKOI ajlIyHHOCTI Ta MEpBICHOIO
yHiBepcaji3My 3BYKOBO-PHTMOBAaHOI'O MAariyHMUX MEPLIOKYIBTYPHUX aKIii.

Merta crarTi

MeTor0 TOCITIIKEHHS € BUSBICHHS CaKpaIbHO-TeHETHYHUX O3HAK IHCTPYMEHTAII3MY, GOpPTEIiaHHOTO 30-
Kpema, SIK yTiJIeHHS XPUCTHIHCHKO-BOKAIBHOTO MOJICITFOBAHHS TPH-AMXaHHs (MOLAPTIaHCTBO)  BiAPOKEHHS
MIEPBICHOTO CaMO3HAYYII[OTO PUTMIYHO-3BYKOBOTO MPUHIIAITY y (popTenmiaHHIi opkecTpalbHOCTI (0€TXOBEHI-
AHCTBO).

MeTofoIOTi4YHOI0 OCHOBOIO JOCIHI/PKEHHS BHCTyNae (PEHOMEHOJIOTIYHUI pakypc ecTeTHKH-(inocodii
P. [nrapnena ta ¢eHOMEHOIOTIYHO OpiEHTOBaHI MHUCTENTBO3HABYI JociimkenHs b. Acad’esa, H. Kopuxano-
Boi, B. Menymescrkoro, O. MapkoBoi Ta iH.

Buknaa marepiasy gocJiizKkeHHs

BoxkanbHO-XOpoBa OCHOBA 3BY4aHHs OpraHy Ta BiATBOPEHHs OIIEPHOTO COJBHOTO CIiBY y (opTerniaHHii
My3HLi € ouyeBUIHUMU. OIHAK CYTTEBUM CKJIaJHHKOM 3BYKOBOTO HAIOBHEHHS € ¥ KiaBiliHa, TOOTO ymap-
HO-MOTOPHA CTOpPOHA 3BYYaHHs, 0 3a0e3mevye 3B’s30K 13 PUTMO-IIIYMOBOIO O3HaKOO My3HKH [lepBicHOCTI
(mop. 3 dpopmynoro b. Acad’eBa cTOCOBHO «TeMOPOBO-PUTMIYHOI 1 TEMOPOBO-TOHOBOTO BiTOOpaskeHHS Aiiic-
HocTi» (Acadwes, 1971, c. 220). My3uKkaHTH TIOCTaBaHTAPAHOI CIIPSIMOBAHHOCTI, BiI3HAYCHOI BUXOIOM Ha
aBaHCIICHYy MY3WYHOTO MiHIMali3My, Ay’K€ TOHKO PearyroTh Ha «PETeTUTHBHI» BUSBICHHS KJIABIPHOCTI, AKi
Yyepe3 KONMBAIbHY PYXJIMBICTh KUCTHOBOTO amapary (AHapocosa, 2014, c. 45) BTLTIOIOTE «JI3BOHHI» €(EKTH,
MOX1/THI B/l CTPYHHO-ILIUIIKOBUX 3BYKOBHUSBIICHD.

JlocBig My3uYHOTO OyTTS 3aCBiUy€ HOTUYHICTh KJIACHYHOTO M CYy4acHOTO iHCTPYMEHTapilo 10 BUTOKIB
THCTpYMEHTAI3MY SIK MEePIIOMY3HYHOTO HaJ0aHHSI, 0 BHOYJOBY€ HACTYIHY CHCTEMY MY3HMKYBaHHS, BKIIIO-
YarouM CIiBOYi MOXKIIMBOCTI 3 «IIPUXOBYBaHHS MPHPOJHOTO TEMOPY JIOICHKOTO TOJO0CY» 1 BCEOXOILTIOI0YOI0
O3HAKOI0 TeMOPO-yAapHOTO TMOoYaTKy iHCTpyMeHTani3my (AcadreB, 1971, c. 220). 3maTHICTH CHIBY KyJIbTH-
BY€THCS JIIOABMHU HA PI3HUX KYJIBTYPHHUX PiBHSX, KOJH JIIOACHKA BiZIMEKOBAHICTH BiJ MPUPOTHOIO OTOUYECHHS
CTa€ MPUHIMIIOBOIO O3HAKOIO CBiTOOAYeHHs. 3 UM Oe3pocepeqHbO MOB’S3aHe pelliriiiHe CHpsSMYBaHHS 110
Bumioro, BiAMiHHOTO BiJl IPUPOTHOTO OTOYECHHS. 30KpeMa, JOKTOp MHCTENTBO3HaBcTBa B. MenymeBchkuit
BHCJIOBITIOE i/IeI0 «peNiriitHoi mpupoxu cayxy» (Memymesckuii, 2007, c. 8). MueThes came mpo MCHXOJIOTi0
CIIyXY, a He () i3UYHY JJaHICTh 3By4aHHsI, TOHOBA OCHOBA SIKOTO BTIJIFOE «YMHE JISTHHS JIIONUHH. J{J1s1 HayKOBIIS
iCTOpIs JIOACTBA TIOCTAE YePe3 «iCTOPir0 BiMHOCHH 10 borootkpoenHoi Tpammmii» (Memymesckuii, 2007,
c. 6), a KynbTypa Mpe/cTaBlIeHa B TOIBIMHOCTI «BHUpoITyBaHHS po3ymy» (Llumepon) i «BuponryBaHHs O0TiB»
(xynbT) (Memymesckuit, 2007, ¢. 7). JlocmiIHUK 3axulae KOHIENII0 MY3HKH SIK YTIJICHHS MaTepiajJbHOTrO
3ByuYaHHA («IyXOBHHH peanizm» 3a B. Menymescbkum — aBT.) «[IpaBocnaBHoi iHTOHAMIT KyneTypu» (Meny-
meBckui, 2007, c. 11) Ta acomiroeTscsi B aBTopa «OHTOJIIOTIYHUX OCHOB iHTepnpeTanii My3ukun» (Menyies-
ckuit, 1984) nacamnepen 3 mysukoro M. [minku (Menymesckuii, 2007, c. 24).

Taxnit miaxin B. Memymescbkoro mae rieBHi ananorii y K. JleBi-Ctpocca momo criBBiIHOIICHHS MYy3UKH
1 Midy, e My3HUKa «HE HACIiIye HIYOTO, KpiM 5K camy cebe» (JIesu-Crtpocc, 1999, c. 26), KoTpwuii opiBHIO-
BaB XHMBOIIMC 3 MY3UKOIO 1 KOHCTaTyBaB «IMaHEHTHICTb KYJIBTypH» Ul My3HKH B ()OPMi pEeUOBOI UyTTEBOCTI
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TOHOBOI «Marepii», 3 SKOi iIHTeNeKTya IbHI 3yCHIIIS BUOYTOBYIOTh IOAIOHICTE 3 Tiprpoaoto. Lls mozanpuponna
3BYKOBO-MaTepiajbHa — TOHOBAa — OCHOBA MY3HUKH JIETEPMiHYE Te, 1[0 «MYy3HUKa HAPOIKYETHCS 30BCIM BITBHOIO
BiJI 3B’sI3KiB ysiBieHb...» (JleBu-Ctpocc, 1999, c. 30).

3a K. JleBi-CtpoccoMm, «... y My3Hulli OMOCEPEAKYBaHHS MPUPOAU 1 KyIBTYpH, IO 3IIHCHIOETHCS B JIOHI
Oy/b-sIKOT MOBH, CTa€ rineporocepenkyBanHsIM. My3HKa, po3TaloBaHa B MiCIli 3ycTpiui JBOX Taiy3ei, 103-
BOJIsSIE OOl BUXOJUTH 33 MEXKI, MOPYIIYBATH sIKiI 3aCTEPIrar0ThCsl 1HIN BUAM MUCTELTBA. ... TaK MOSCHIOETh-
... HaI3BUYAiiHA 37aTHICTh MY3UKHU TiATH OIHOYACHO Ha PO3YyM 1 Ha MOUyTTs, 30y/MKyBaTH ifei it emorii,
3MINTYIOYH X y TIOTOIIi, /e BOHM MEPECTalOTh iICHYBATH PO3AUIHLHO, aje 3HAXOAATh BiITYK OHE B OTHOMY)»
(JIeu-Crpocc, 1999, c. 35). JocninHuk nopiBHIOE My3HKY 3 MihoM, ybadaroun B HUX CIiJIbHE — POIOBE-
mronceke. OHaK y My3ulli HasiBHA (hi310JI0TivHA MEXaHiKa, TO/I SIK Mi() BUXOAUTH HA iJIeaIbHO-COIlialIbHI BUMi-
pu. «Midooris CTaHOBUTH CUCTEMY, MOBA SIKOT Ma€ HAOLIbITY KiJIbKICTh 3arajlbHUX 3 MY3HKOIO PHUC ... Yepe3
nyke TOoKi mpuyrHU. My3uka 1mokasye iHAMBIOBI Horo (izionoriuHe BKOpiHEHHs, Mi(oJorist poOuTh Te
K caMe 3 YKOpiHeHHM comianbauM. OgHa Oepe Hac 3a BHYTPIIIHE, a 1HIIA... — 332 TPYHOBKe Hadaio. ...O0uaBi
BHKOPHUCTOBYIOTH CBOI HAI3BUYANHO TOHKI KyJABTYPHI MEXaHi3MH, SKUMH € My3U4YHI IHCTPYMEHTH i Mioo-
riuni cxemu. ...» (Jleeu-Crpocce, 1999, c. 35).

I'pa Ha Oyab-sSKOMY IHCTPYMEHTI UM CIIiB, COIBHOTO 200 XOPOBOT'O THILY, 3aJIy4atoTh 10 IHCTPYMEHTAIbHO-
ro My3U4HOT'O MHUCTEILTBA B LIIJIOMY, Ha/Ial04M BUKOHABLIIO HABUYOK «IHCTPYMEHTAJILHOTO yHiBepcaly». Came
TOMY B TPaJUIliSX HAPOJHOTO My3uKyBaHHs — 10 KiHIs X VIII cT. — 06mapoBaHi 0COOMCTOCTI 3aCBOOBAIIU TPY
Ha PI3HUX IHCTPYMEHTaX, CIIBaJIM COJIBHO i aHCcamMOIJIeBO-XOPOBO, BUXOASYH 13 cuTyalliiHoi morpeou. [1osio-
HE CTaBJICHHS J0 «IHCTPYMEHTAJILHOI YHIBEpCATHLHOCTI» My3UKaHTa-(axXiBIll JOBTO 30€piranocs B My3UTHHX
HaBYAJBHUX 3aKJIa/IaX y BUIIISIII «000B’I3KOBOTO XOPYy» JJIS BCiX, XTO BUYMTHCSA 1 HaBuae. LI1o sk PpyHKIiI0 ChO-
TOJIHI BUKOHYE KypPC «3arajlbHOTO (pOPTEIiaHoy, A0 SKOTO 3aTy4aroThCs BUKOHABIN BCIX cremiarizamii (fioro
HE MAroTh JIMILIE MiaHICTH, 1 us npodeciiiHa 3BYKEHICTh HiSIK HE KOMIICHCYEThCs1). Taka HelOOLiHKa YHiBep-
CaJIbHO-MY3WYHOI ITiJITOTOBKH IMOPS]] 3 ICHYIOUOI0 TIpodii3alliero-crielianm3alier € HeOe3neuHo0, 3 MO3UIlil
npodeciifHol MATOTOBKM MYy3UKaHTiB. Teopisi BAKOHABCTBA SIK y3araJlbHIOKYa JUCIUIIIIHA CTOCOBHO KOHKpe-
TUKW TEOpii TPHU-CIIiBY MEBHOTO 1HCTPYMEHTAIBHO-CIIIBOYOTO MPU3HAYEHHS CKIIAJa€ CaMOCTIHE eqyKarliiiHe
HamOaHHS (axiBCHKOTO OOCSATY, 0 YaCTKOBO KOMIICHCYE Opak YHiBepCalbHOI 1HCTPYMEHTaIbHO-BOKAIBEHOT
ITiITOTOBKH, 3aJTy4alOqd 10 YCBIIOMJICHHS HeoOXionicmb OCTaHHBO1. CaMe Iie 1 € MpU3HaYeHHIM Teopii B3ara-
JIi SIK «CHCTEMH OCHOBHUX 1/1edl y Tiit a0o iHmin ramy3i qociimkeHHs» ([Ipoxopos, 1984, c. 1313), mo 31aTHa
3aJlyYHTH CIIeiaicTa 0 IHCTPYMEHTAIbHOI My3UYHOTO Ha/{0AHHS 3arajioM.

OTxe, y3araJlbHeHHs BAKOHABCHKOT TEOpii B LIJOMY, BBR)KalOUM HA METOIOJIOTTYHE PO3PI3HEHHS «1H/H-
BiZlyaJli3yro4oi» Ta «yHiBepcami3ytouoi» abcTpakiiii HaykoBoro 3HaHHA 3a . Pikkeprom 1 B. Bingenn0an-
mom (Mapkosa, 1998, c¢. 4-5), He Moxe 3amilmaTy KapTe3iaHchbka ecteTuka-dimocodis. «lHauBigyamizyoda»
a0CTpaKIIis Teopii BUKOHABCTBA HE CITIBIAAAE 31 CPEporo paIioHATICTHIHOI cucTeMu ¢inocodii-ecTeTHKwH,
TTOB’s[3aHO0 ICTOPUYHOIO TTOX1THOIO BiJl IPUPOIO3HABCTBA i TOUHUX HayK. HazBaHa TeopeTnyHa y3arajbHIO-
104a IMCIMIUTIHA CKJlanacsi Ha 0a3i Tak 3BaHOT0 BUKOHABCHKOTO MY3HKO3HABCTBA, aJI¢ HE CIIBIAAE 13 pe3yiib-
TaTaMy OKPEMHX HalpauloBaHb NPUKIAJHOT TEOPii, YTUTIOIOUN y3aralbHEHHS! My3HMKO3HABYOTO-MUCTELTBO3-
HABYOTO JIOCBIY B CIielliajbHIM BUKOHABCHKI cdepi.

Jlo 1950-x pokiB y My3UKO3HABCTBI iCHYBaJia TIO3HUIIiSI PO3YMIHHS MYy3UYHOTO TBOPY SIK CYTO aBTOPCHKOI
KOMITO3UIIi1, B SIKili BUKOHAHHS IMOBUHHO OYyJ0 AOTPUMYBATHCS «KOMITO3UTOPCHKOTO 3ayMy», 1 JIHIIE B OC-
TaHHI JIECATUPIYYS CAaMO3HAYYIICTh BUKOHABCHKOI POOOTH, Y TOMY YHCII BHKOHAaBCHKO-aBTOPCHKOI, CTana
00’€KTOM HAayKOBHUX MOMIYKiB. [IpUHAHATTS X KOHIENI[ii BUKOHABCHKOI MHOXXHHHOCTI MPOSBIB KOMITO3UIIIT
SIK TBOPY Y BJIacHOMY 3HaueHHi BinOymocs ymme B 1990-x pokax (Kemmpmm, 1990, c. 441). Xoua igest Bu-
KOHABCHKOT CAMOCTIHHOCTI BiJIHOCHO JI0 KOMITO3UTOPCHKOTO PIllICHHsI BUCYBajacsi B po3poOkax b. Acad’epa
Ta 3HaMeHuTUX Te3ax P. Iarapnena (Ingarden, 1973) 11010 BUKOHABCHKOT i/I€aJIbHOT «PO3APIOHEHOCTI» TBO-
py. Hosumis b. Acad’eBa, monana dhopmynoro «XKuTTs My3ndHOTO TBOPY — y HOTO BHKOHaHHI...» (Acadbes,
1971, c. 264), akTuBi3yBajia BUSBIICHHS «aBTOPCHKOi aMOiBaJICHTHOCTI» IOAO YSIBIICHD PO TBip-KOMITO3HUIIIFO
(Mapxoga, 2002, c. 35-43).

Hocmimxenns b. Acad’eBa 1iHHI THM, IO 3 OT0 iIMEHEM TOB’s3aHa KOHLEMIIS ApoYecyaibHOCMI My-
3WYHOTO BHpaXeHHs (initium-movere-terminus, MOYaTOK-PO3BUTOK-3aBEPIIICHHS), YCBIIOMJICHA Yepe3
MPAaKTUKY TeaTPaIbHOI «KHUTTEMOA00M )KUBOMY». Y TOH ke yac, cakpalibHa IpUpoJa My3HKH 3 il iJeabHo-
KOMITCHCATHUBHUM BiJTHOLICHHSIM JI0 Oy TTEBOCTI, 3 YMM I1OB’ I3aHE BUKOHABCTBO, 0a3y€ThCsI HA CTATUIII BTIJICHHS
Biunoro-Heckinuenoro.

OTXe, He KOMITO3HITISI-TBIp, @ pe3yJIbTaT 3yCHITh aBTOPa-CTBOPIOBAYA PETPE3CHTYE €CTETUKO-XYIOKHIH BU-
XiJ TBOpYOCTi. 3By4aHHs, IO BIUIMBAE HA O€3MOCEepETHbO-MEIUTATUBHE, CTBOPIOBAIIOCS «BUKOHABILIMIY (32
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aKaJeMivHOIO TpaauIliero). BoHn B XpaMOBOMY MUCTEITBI 3aBX /11 OYIIN «TIEPCOHAMU IpaTay O0rociIyk00BOTO
aKTy, TOMY 1110 CIIyKHIH bory, a He «BUKOHYBaJI KOMIIO3UTOPCHKY BOIIIO» (1110 B opTofokcii [IpaBocnas’s B3a-
rani Henpunyctumo!). Tak, B. MenymieBcbkuii 3BepTaeThesi 10 €TUMOIIOTI CI0Ba «BUKOHABELb»-«1HTEpIIpe-
TaTopy», sIKe Ma€ 3arajibHy Ta BHXiJHY 3HAYCHHEBY 30HY «HAIlOBHEHHS-IIPOPOLTBOY», TOOTO — OOrociyx00Be
npuzHaueHHs (MenymeBckuid, 1984, c. 3), a Takox yKka3ye Ha IICUXOJIOTTYHO BUXIAHUHN IMITYJIbC KOMITIO3UTOP-
CBHKOT TBOPHOCTI SIK «IIePEJICIyXaHHS-TIEPEABUKOHAHHS» B YSBI KOMIIO3UTOpA Ti€l My3WUKH, IO 3aIIHCY€EThCS
3romoM y HoTHOMY TekcTi (Mapxkosa, 2002, c. 86). IcTOpHIHO-CTHITICTHYHO BHKOHABCTBO TAKOXK BUCTYIIA€
B poui ctuieTBipHOTO Havyana (Mapxkosa, 2002, c. 36-43).

Bapro HaronocuT Ha HEOOXiTHOCTI YCBIOMIICHHS aBTOHOMI1 My3MKO3HABCTBA, 110 Y3arajbHIO€ TBOPUYO
MPOIYKTUBHY MO3UIIII0 BAKOHABCTBA B 1HAMBIAYaIbHOMY XYAOXKHBOMY aKTi Y My3HYHO-ICTOPUYHOMY IIPO-
LeCi, a TAKOK BHCIOBUTH JYMKY MPO MEBHY CaMOCTIIHICTh IIUX y3arajlbHeHb CTOCOBHO BUKOHABCHKOI TEOPIil
THCTPYMEHTAIBHOI I'PU 1 CHIBY, IO TPYHTYETHCSI HA KOHKPETHIII TMPUKIAIHOT Teopil IHCTPYMEHTAIBHOI TPH
Ta BoKamizaiii. JlopeanuM BOagaemo i eTumosoridyHuil miaxig B. MemymeBchkoro 10 BUSHAYCHHS MOHSTS,
ki Oymu po3poo6ieHi o. I1. dnopenckum (MenymeBcknid, 1984). Y BUKOHABCTBI BOHU BUPAKEHI KOMILIEKCOM
«TpiKcTEpay, TOOTO 3B’A3KOM 3 IPAKYJIBTYPHHUM 3100yTKOM JAUXOTOMII: CEpHO3HOI0 — CMILITHOTO, TEPOTYHOIO —
OJII03HIPCHKOTO, BUCOKOTO — HU3BKOTO 1 iH., 1110 3aKJIaJla€ OCHOBH METa(QOPUIHOCTI XyI0KHBOTO BUPAKECHHSI.

BytreBa cBinoMicTh He BMimae nomtociB HebecHoro it moOyToBOro y TBOpUiid rpi BUKOHABLS, OCKLUIBKA
IHCTPYMEHTH 3aBXKJIM CKJIAJIal0Th HAY€OTO «I0MATOK» JI0 Tija TpaBlis, Je(GOpMyOUn «rparodi» malbll, Iyou,
TUICYOBHIH TOSIC. A BOKAJICT, 3a0e3Mey0un HalKpali yMOBH Uil poOOTH pe30HATOPIB, MpHMaE Ha OOINTUs
MAacKy IIOJUBY, sIKa KyMEIHO UM AELIO XKaXaroud BXOAUTh B apCEeHaJl MIMIKU-IUIACTUKHU CIIIBAIOYOIO apTHCTA.
I mi 3aiiBi, 3 MOTIIATy CTOPOHHBOTO CIIOCTEPEKEHHS, )KECTU-TTO3U 1 BUpa3u o0Imadst (HemapMa B eIOoXy POKOKO
Ha IIOMITPi CTOSUIM HE HOTH, a J3€pKajio, 00 Iparoyuii Ha KIaBECHHI KOHTPOJIOBAB MPUEMHUIN BUIIIAL 00-
JAMYYs1) CIPUAMAIOTHCS SK Jelo HeoOXigHe B mpoleci My3uKyBaHHs. Kpaca TOHOBUX CIIONy4YeHb OKPHBAE
Bci (hi3MYHO-peyOBi BUTpaTH. TOHOBHH «MiHIMaNIi3M» y BHIVISAL JEKUIBKOX aKOpJiB, IO MiATPUMYIOTH Tcall-
MOJIyBaHHS B IIEPKOBHOMY CITiBi, IIPEJICTABISE Y CBOEMY 3BydaHHI CBITIO BITHOCHO JI0 «CYTIHOK» IIIYMOBHX
BTOPTHEHB Y CYKYITHHI 3BYKOBHI 0OCST 1IepKOBHOTO borocmyxe6HOTO IilicTBA.

ToMmy TOHSATTS BUKOHABCTBA MPETEHAYE HA TIO3UITII0 MY3UYHOI YHiBepcallii, OCKITHPKH Y CBOEMY 3HAUCH-
Hi BKa3ye Ha «IOBEACHHS NI0 KiHIID» 1 HE MPOTUCTOITh «IHTEPIpETaIii» sIK «IpopouTBy» (MemymnieBckuid,
1984, c. 3). Take nmigHEeceHHs POJi BUKOHABLIB MOPS/ 3 KOMIIO3UTOPCHKUM KYJIBTOM, LII0 YTBEPAUBCS B €Bpomi
y XVII — XIX ct., nponosxye He Tinbku b. Acad’es, a it Teopist ctuiniB, BuOyayBana . AanepoM, 3rigHo
3 SIKOIO «iCTOPII0 TBOPSATH MY3HKaHTH cepenHboi pykm» (Adler, 1911), 3 yoro HanmpouryeTbcsi BACHOBOK PO
AKTHBHICTH MOMYJISIPHOT cepr y cTparerii CTHIICTUYHUX PIillIeHb, a 11 30iracthes 3 fymkamu b. Acad’ea
1010 KOHIIEMIIiT «MY3UYHOTO CIIOBHUKA ermoxm» (Acadres, 1971, c. 267-279).

Y TpamuiiiHoMy BapiaHTiI HE3aIepPEuHIiCTh MEPUIOCTI KOMIIO3UTOpa W MOOIaXITHBICTh 0 «IOpOH CIry-
XaIbKo1 Mach» CTaBHIIU JIUIIIE iepapxito «yOyBaHHS SIKOCTI» — BiJl BACOKOCTI KOMIIO3UTOPCHKOTO BiIKPUTTS 10
«HEOKYJBTYpEHOCTI 4epHi». [IpoTe came myOiika 31aTHa HiHYBaTH CAMOIOCTATHIO BIPTYO3HICTD, SIK YTIUICHHS
i1 irpoBOi pO3BaXKIIMBOCTI, i 11€aNbHOT 30aTHOCTI BiTOOpasKeHHsI BUCOKOCTI alllyHOTO CIIiBY, HATXHEHHA Pa-
JICHICTB SKOTO MOTpeOy€ HaA3BUYAHHO TEMIIOBO-BUCOKOTO BHSBIICHHS! MOTOPHKH.

L1i#1 31aTHOCTI MaliCTEpHOT I'PH, 1110 TOTYUYAETHCS JI0 TOJIFOCIB 3eMHOT 3MaraiibHOCTI Ta ieanpHoi OOpaHo-
CTi, 3apaay MiororeHHo  iTICHOCTI BUKOHABCHKOTO BUCTYILY, y SIKOMY 3aBXK/IM B €THOCTI ITPEICTaBIIEH] aHTe-
JIOTIOAIOHA yCTaHOBKA BUKOHABIS Ta apTHCTHYHUH XTOHI3M 1HTEPIIPETAIlIHHOT CMUTUBOCTI TOPKAHHS KUTTE-
BHX CTUMYIIB BHpa3y, myOIriKa BiJilac i Ha ChOTOHI MepeBary 3aBAsiKH YCYHEHHIO KOMITO3UIIHOT IT1JTICHOCTI.

TakuM 9MHOM, Y MUCTELTBO3HABUIM 1 KyIbTypO3HaBUii MPAKTUII MM BIEpIIE PO3MILAAEMO IpoliemMy
BTUICHHSI Mi()OJIOTeHHOT KOHKPETUKH MiaHi3MYy, SIKa IPYHTYEThCSI Ha TIEBHIN 3PiBHOBaXEHOCTI TPHU-PO3Baru
i rpu-Ilprnydenns o Bucoxoro, mo moegHani y BUCTYII BIpTy03a, B SIKOMY BUSIBIICHHSI KOMIIO3HUIIiH € HECYT-
TEBUM, HATOMICTh MPEBAIIOE HUTICHICTD APMUCIUYHO20 i2DOB02O KOHMUHYYMY.

CamocrTiifHa TTO3UIIisS Y BUKOHABCTBI 3ajIydace 10 mparlli maHicTa 3aco0u MidooreHHo1 rirmepoomi3artii pe-
YOBO1 BUPA3HOCTI IHCTPYMEHTA, 10 PEaTi3yEThCs B IOBipi 0 KIaBIPHOT MOTOPHUKH SIK PETIPE3eHTaHTa MpIKC-
mepcvKoi 3MATHOCTI BIITBOPIOBATH 1HCTPYMEHTAJIBHI MTPOESKIIii TPHU-PO3BATK — 1 «CBSIIEHOI TPU» alliTyHHOTO
CHIBY, HACJiYIOUM 3allOBITH XPUCTUSHCHKUX OapiB-(iniaiB, ko03apiB-OaHaypucTiB B YKpaiHi 1 momiOHuX
MaicTpiB, KOTpi Oynu 6a)KaHUMH TOCTSAMHU 1 B )KUTTEBOMY OyTTi Hauii, 1 B ii CBSILICHHI TOMHU.

Yce 11e B akaieMidYHOMY IiaHi3Mi 3a0e31euy0ThCs perepTyapHiuM BUOopoM TBopuocTi B. Morapra a6o
JI. BerxoBena. MonapTiaHchbKa CTHIICTHKA IPYHTYETHCS HAa KYIbTUBYBaHHI y OpTemianHii rpi maHiCTHIHOT
«JIETKO1» KJIABECUHHOCTI, y TIPOAOBXKEHHIX TeHiambHUX 3100y TKiB JIk. Dimpaa, @. [llonena, 3romom O. Ckps-
Oina.

166



MY3NUYHE MUCTENTBO
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MuctenrsoznaBctso. Bur. 42 ¢ ISSN 2616-4183 (Online)

Taxox MOTIapTiaHCTBO XapakTepHe s (PpaHITy3bKO1 TiaHICTUKH, /e BOHO 3BEepHEHE /10 BiBepTOi «(dopTe-
mianHoi knaBecuHHOCTI» K. Jlebrocci, M. Pagens, @. [lynenka, O. Mecciana, |. Bummnerpasncrkoro, [1. Bynesa
i iH. Y pociiicbKili KOMIIO3UTOPCHKiH mikoui i «3anoBité B. Monapra — O. CkpsiOina» Haiibe3nocepeaHi-
uie Brimiucs B mianictuuHux 3asBkax [l. [llocrakoBuua, C. [Ipokod’esa, E. [lenncosa, a B ykpaiHChKil —
B. PebikoBa ta B. CunbBectposa, JI. I'paboBerkoro, O. Ko3apenka — sk mianicTa i koMro3uTopa. Y piduiii
MormapriancTsa cTBepauiacs i HoposizeHcrka mikoia y gpopremiananx kommnosuiisix A. [llenbepra, A. bepra,
A. BebepHa Ta iXHIX CITaIKOEMIIIB, Y TOMY YHCII 1 B TBOpYOCTi itamiimiB A. Kazemnu, JI. bepio i iH.

berxoBeHiaHCHKiI X TpeporaTWBU B TPl 3HAXOAMMO B TIPOJOBKYBadiB «POSUIEHOI OPKECTPAIBHOCTI»
®. Jlicra, AH. PyOinmteitHa-mianicra, M. banakupesa — kommo3utopa i mianicra, C. Paxmaninosa, K. i @. 11Iu-
MaHOBCBKHX, YCi€i akaieMiuHOi MiaHiCTHUKK MEPUIO] MOJOBUHU MUHYJIOTO CTOJITTSI.

HaBenena knacuikaliisi KOMIIO3UTOPCHKUX 1 BHKOHABCHKUX 3700yTKIB MHTILIB IPYHTyBauacsi Ha J0-
MIHYIOUMX pUcax iXHbOi TBOpUOCTi. Skimo ocobmuBictio mianictuku @. Illonena crama rpa Ha «JIETKUX»
(3a TeMOpOBUMU TIOKa3HUKAMH «(IICUTOBUX») OpTEMiaHo, IO BTiTIOBaJa MoYacTH (DeMiHIHHI O3HAKH KJIaBe-
cuHoBoro 03ByuyBaHHs (muB. O. Uymauenko (2000)), To kommo3uTopchki BusiBinernst . [lonena Oynu iHITH-
MU. 3a 3aKOHAMH TapiianbHoi cuxoiorii (3a konnentiero M. brinosoi (biimHoBa, 1974)) cTunboBe BUSBICH-
Hs [llonena-koMIio3uropa He criBnaaaio i3 crwiictuyHuM peHome Lllonena-mianicra. [logiObne 3Haxoqumo
i y TBOPYOCTI YKpaiHChKOTO Komro3uTopa i mianicra M. Jlucenka, sikomy OyB mpuTamMaHHHN OMUCKY4HH ca-
JIOHHUT TIaHI3M, TOJ SIK KOMITO3UTOPCHKI HAMIpH Opi€HTYBalMCs Ha «KYMKHUCTCHKUID TeaTpabHO-CHM(OHIY-
HUI IAXi.

Bxazani ¢opremianHi moisipu3ariii 3a CTHJIEM MOIApTiaHCTBA-IIONEHI3Ma 1 OETXOBEHIaHCTBA-JIICTiaH-
CTBa BHSIBIISUIMCS B YITKOMY TPOTHCTABIICHHI THITIB TeXHIKH: “(uieliToBe perle” 3 mepeBakaHHAM «IpiOHOI»
MaJbIEBOI PYXJIMBOCTI y criagkoemiiB rpu [x. @inpma, M. [minku, M. Mycoprebkoro-miianicta, M. Jlucen-
ka-mianicta, O. Ko3apenka-nianicta — cumdonizanii @. Jlictom — cnupaHHs Ha «BEJHMKY TEXHIKY» OKTaBHHX
martelato @. Jlicra (siki, yuens k. @inbaa, M. [TTiHKa 3HEBayKIMBO Ha3MBaB «KOTIETHOIO» MaHepo1o). Takox
BiJ[3HAUMMO 1 cUM(OHI3aIiI0 CHaIMHA . C. baxa, saiticaroBany @. JlicToM, 110 HEPIKO BiIMEKOBYBaIACS
BiJl OPraHHOTO JIICTIaHCTBA, OPIEHTYIOYHCH, SIK 1€ OmucKy4e nemoncTpyBaB O. MecciaH-opraHicT, Ha KIaBipHi
ycranosinensst 1.C. Baxa B #oro koMmosuiisx tamy OpranHoi KHIKSUKH i iH.

BucnoBknu

OTxe, MOL[apTiaHChKa MPOKJIABECHHHA T'pa MOPOIWIa TEXHIKY «Ierkux» (opremiaHo, cuMQoOHiI30BaHy
B POSUTBHOCTI (POPTEMaHHOTO BUSIBIICHHSI Ha IHCTPYMEHTAX 3 «TYTOI0» KiaBiarypoto. Lle cBiquuTh npo iHeTpy-
MEHTaJIbHY MHOKWHHICTD TaHI3My 3arajoM. 3HaXOIWMO TaKOXX Te€HAEpPHI aKIEHTYyaIlii B CTUIHOBHUX 1 TEX-
HIYHO BUPaKCHUX MPOTHIICIKHOCTAX TpHU. JKiHOUHICTD «()IeHTOBOTO» 3ByYaHHS B AyCi MACAKHOI METOMIHHOT
OPHAMEHTAJILHOCTI € CIAJAKOEMHHLECI «(pOpTeniaHHoi KiaBeCMHHOCT» B. Mouapra Ta «HCTpyMEHTalIbHOI
apiosnocti» HoxtropHiB [Ix. @inbaa, a MaCKyJIiHHUHA THII MiaHICTUKY rinepTpodyBaB OpKeCTPaIbHICTh y Ayci
JI. berxoBena ta ®. Jlicta, BKIOYaro4u i CMMQOHI30BaHe MOAAHHSI OCTaHHIM OPraHHUX 0AaxXiBCHKHX KOMIIO-
3ULIHA.

OTxe, popreniaHHUN BUpa3HUHA pecypc HACHUYBABCSl CyMapHOIO IHCTPYMEHTAIBHICTIO, B SIKIH «JIETKUI
THUII TPU amleIIOBaB 0 CaKPalbHOCTI PAHHBOXPUCTUSHCHKOI IIEPKOBHOT HOKTIOPHOBOCTI, a (hopTeriaHHa Op-
KeCTPaJIbHICTh YTiTIOBaja MEPBICHY a0CONIOTH3AIII0 THCTPYMEHTANI3MY MariqHOTO TpU3HAuYEHHS. 3aBIsSKA
LbOMY TTOETHAHHIO CTBOPIOBAJIacs KJacuKa IiaHi3My, KOoTpa «obiliMaliay iHCTpyMEHTaJIbHO-BOKAIbHE Pi3HO-
MaHITTS My3UYHHUX TOOY0B SIK HaJOAHHS BUKOHABCHKOTO «3BYKOBOTO CHIUKIIOIEIM3MY», 1110 JIUIIE YACTKOBO
peastizyBaBcsi B KOMIIO3UTOPCHKi TBOPUYOCTI.
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CAKPAJIBHBIE UCTOKM | Illepuenko Jlumas MuxaiinosHa
HUHCTPYMEHTAJIBHOM | Kanouoam nedazozuueckux nayx, ooyenm,
MHOXECTBEHHOCTM | Ooeccras nayuonanvnas mysvikanvhas axademus
MY3bIKAJIBHOI'O UCITOJIHUTEJIBCTBA | umenu A. B. Hescoanosoti,
KAK NPU3HAKU NIMAHUCTHYECKOM | Ooecca, Vipauna
UI'PbI

Ienp mcciie0BaHNs — BBISIBICHUE CAaKPaIbHO-TEHETHIECKNX MPU3HAKOB HHCTPYMEHTAIN3Ma, (POPTETTHAHHOTO
B YaCTHOCTH, KaK BOIUIOIICHNE XPUCTHAHCKO-BOKAILHOTO MOJICTTMPOBAHHS NTPBI-JIbIXaHHs (MOAPTHAHCTBO) U BO3POKJICHHE
MIEPBOHAYAILHOTO CAMO3HAUYYIIIETO PUTMUYHO 3BYKOBOTO IIPUHIIHIIA B (DOPTEMHMAHHOH OpKeCTPaIbHOCTH (0ETXOBEHHAHCTBO).
MeTo/10JI0rHIeCKOi 0CHOBOI HCCIieJOBaHUS SBIsIETCS (PEHOMEHOJIOTNYECKHi pakypc acteTuku-duiocodun P. Murapnena
1 (heHOMEHOJIOrHYeCKH OPUEHTUPOBAHHBIE UCKYyCCTBOBeIUecKHe uccienopanus b. Acadrena, H. Kopuxanosoii,
B. Menymesckoro, A. MapkoBo# U Jip., aHaJIu3, CHHTE3 U TUCTPUOYTUBHBINA METOJIbI, Oiarofaps 4emMy BBISICHCHBI
CaKpaJbHO-TEHETHIECKHE TPU3HAKN HHCTpyMEeHTanu3Ma. Hay4Hast HOBU3HA CTAaThH 3aKIJIFOYAETCs B TOM, UTO B HEIl BIIEPBBIE
BBIpa’KeHA MBICITb 00 TeHETHIECKOH 00YyCIIOBICHHOCTH (DOPTEIMAHHOTO HCIIOTHUTEIBCTBA B aHTHITOAAX MOLAPTHAHCKON
1 OETXOBEHMAHCKON UTPBI CAaKPAJIbHBIMI UCTOKAMH IIEPBOH M3 BOKAIBHOTO HHCTPYMEHTAIM3MA PAaHHEXPUCTHAHCKON
AJUTMIIYHHOCTH U II€PBOHAYAIBHOTO YHUBEPCAIN3Ma 3ByKOBO-PUTMOBAHBIX Marn4eCKUX MNEPBOKYIbTYPHBIX aKIUH.
BriBoapbl. [lokazaHo, 4to /yist (POPTEITMAaHHOTO TBOPUECTBA MPUHIIUIIOM POMAHTUYECKOW JBOHCTBEHHOCTH B TPAKTOBKE
UT'PBI CTAJIO BOTIJIOMICHUC pOMaHTH‘IeCKOﬁ AHTUHOMHWYHOCTHU BBIPAKCHUSA «JIETKOI'O» U «TYT'OTr'0» 3ByYaHUA (1)0pTeHI/IaHO
KaK BOIIOLIEHUS] HHCTPYMEHTAIbHON MHOKECTBEHHOCTH ITHAaHU3Ma B 1I€JIOM; IIEPBBIE U3 HUX OJMLETBOPSIIN KEHCKO-
COJIFHOE KaueCTBO, «(PICUTOBBIID KOJOPUT METOINUECKON OpHAMEHTAIBHOCTH «(OopTeNrmaHHOM KITaBeCHHHOCTI» MonapTa
B JIyX€ «MHCTPYMEHTAIHHON apuo3HOCTH» (puiIbaAnBCKUX HOKTIOPHOB, a BTOpBIE — FHNEpPTPOYUPOBaAIN OETXOBEHCKYIO
OPKECTPaILHOCTh, 0aXNAaHCKYIO OPraHHO-(haKTypHYIO IEepPEerpyKEHHOCTb, TOYepKHBas (POPTEHHAHHYIO CienH(pUKyY
KaK CII0COOHOCTh «3aMEHHUTH OPKECTP», B TOM YHUCIIC TIPH 3aIlOJIHEHUH 3BYYHOCTH. TakuM o0pa3oM, popTenranHbIid
BBIPA3UTENBHBINA pecypc HACHINAJICS CyMMapHO HHCTPYMEHTAIbHOCTBIO, B KOTOPOH «JIETKUI» TUI UTPHI alleTUpoBal
K CaKpaJbHOCTH PAaHHEXPHUCTUAHCKOW [IEPKOBHOM HOKTIOPHOBOCTH, a (pOpTEINHaHHasl OPKECTPAIbHOCTh BOILIOIIAA
MIEPBOHAYAIIBHYIO a0COTIOTU3ANI0 HHCTPYMEHTAIN3Ma MarndeCcKoro Ha3Ha4eHMs.

Kniouegvie cnosa: MHCTpyMEHTaJIbHAsE MHOXKECTBEHHOCTD; MYy3bIKQJIIbHOE HCTIOHUTEIBCTBO; TEHE3UC; CAKPAIIbHbIC
WCTOKH MHAHN3Ma; MOIIAPTHAHCTBO — OETXOBEHNAHCTBO

SACRED ORIGINS | Liliia Shevchenko
OF THE INSTRUMENTAL MULTIPLICITY | PhD in Pedagogical Sciences, Associate Professor,
OF THE MUSICAL PERFORMANCES | Odesa National A. V. Nezhdanova
AS SIGNS OF PIANO PLAYING | Academy of Music, Odesa, Ukraine

The purpose of the article is to identify the sacred and genetic features of instrumentalism, piano in particular, as
the embodiment of Christian-vocal modelling of the play-breathing (mozartianism) and the revival of the original self-
significant rhythmic and sound principle in the piano orchestration (beethovenianism). The research methodology is the
phenomenological perspective of R. Ingarden’s aesthetics and philosophy and phenomenologically oriented art studies
of B. Asafiev, N. Koryhalova, V. Medushevskij, E. Markova, and others, analysis, synthesis, and distributive methods, which
helped to reveal the sacred and genetic characteristics of instrumentalism. The scientific novelty of the article is that it for
the first time expresses the idea of the genetic conditionality of the piano performance in the antipodes of the Mozartian
and Beethovenian playing by sacred origins of the first of the vocal instrumentalism of early Christian praising and the
primitive universalism of sound and rhythmic magical first-culture actions. Conclusions. The article has demonstrated that
for the piano works the principle of romantic duality in the interpretation of the play was the embodiment of the romantic
antinomy of the expression of “light” and “tense” sound of the piano as the instrumental embodiment of a multiplicity of
pianism as a whole; the former represented the feminine solo quality, “flute” colouring of the melodic ornament of Mozart’s
“piano harpsichord” in the spirit of “instrumental arioso” of Field’s nocturnes and the latter — hypertrophied Beethoven’s
orchestralism, Bach’s organ-textural overload, emphasizing the piano specificity as the ability to “replace the orchestra”,
including the sound injection. Thus, the piano expressive resource was saturated with total instrumentality in which the
“light” type of playing appealed to the sacredness of the early Christian Church nocturnality, and the piano orchestrality
embodied the initial absolutization of instrumentalism of magical purpose.

Keywords: instrumental multiplicity; musical performance; genesis; sacred origins of pianism; Mozartianism-
Beethovenianism
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Mera crarTi — BUSBUTH crienudiky TBopuoi AisibHOCTI 1. boromazoBa B KOHTEKCTI €BOMIOLIT 1 TpaHChOpMaLiHHIX
MIPOLIECIB YKPATHCHKOT TearpaibHOl pexxucypu Kinis XX —moyarky XXI cT.; BU3HAYUTH BIUIMB HOBAaTOPCHKHUX CIEHIYHUX
MPAKTHK MUTILI Ha (POPMYBAHHS Cy4aCHOTO CIICHIYHOTO MUCTEITBA B YKpaiHi. MeTomomoris 1oCiuKkeH . [ pO3KpUTTS
METH 1 IOCSTHEHHS TTOCTABJICHUX 3aBAaHb Yy JIOCIIIKEHH] 3aCTOCOBAHO 1CTOPUKO-MHUCTEIITBO3HABYI Ta aHAITHIHO-
MHCTEITBO3HABYI ITiIXOAW W METOIH, COPMOBaHI B YKpPaiHCBKOMY MHCTEIITBO3HABCTBI. JloMiHyI0OuMM 00paHO METOX
KOMIIapaTUBHOTO aHAI3Y, IO 3aBIIKU CBITOVIANHIN (QYHKIIT TOCTIPUAB BUSABICHHIO CIICHN(IKN CBiTOOAUCHHS peKucepa,
OTPUMAHHIO IPEMETHOTO YSIBIICHHS 4aCOPOCTOPY NMPOAHAII30BAHNX BUCTAB, MOIIMOICHHIO YSBICHHS PO JIOTIKY NOOYI0BH
J1. Boroma3oBUM CILIEHIYHOTO TBOPY Ta CIelM(iKy BUKOPUCTAHHS PEKUCEPCHKUX MIAXOIB 1 mpuitomiB. HaykoBa HOBH3HA.
JocnimkeHo pexxucepebKy nisibHICTB /. boromasosa Ta BUSBIEHO BILTUB HOr0 TBOPYOCTI HAa PO3BUTOK YKPATHCHKOT
TearpaibHOi pexxucypu nodarky XXI cr. BusHaueHo Ta npoaHaiizoBaHO pi3HOMAHITHI IUISIXU Ta KOHCTPYKTHUBHI HOIIYKH
MHUTIIS HOBHX TeaTpabHUX (GOPM, YIOCKOHATICHHS PEKICEPCHKOi TEXHOIOT1i, BAKOPHCTAHHS iHHOBAIIHNX 3aC001B BUPA3HOCTI,
1110 BU3HAYMIIN CTBOPEHHSI YHIKAIBHOI CIIEHIYHO MOBHM Ta 30araTin IOCTaHOBOYHY KyJIbTYpy BHCTaB Ha crieHi KuiBcbkoro
tearpy Ha JliBomy Oepesi Himpa (3 1993 p.), rearpy «BimsHa ciiera» (2001-2012 pp.) Ta HartioHampHOTO akaieMiqHOTO
Tearpy iMeHi [Bana ®@panka (3 2017 p.). BucroBku. Jlocmimkenas TBopyocTi 1. boromasosa sik peHOMEHA pesKUCEPCHKOTO
MUCJIEHHS Cy4acHOTO YKPaiHCHKOTO PEXKUCEPCHKOTO Tearpy Aajo 3MOry 3°sicyBaTu crietudidHi prucu MPUHLKIIIB 1 METO/IIB
npoeciiHOT AISUTBHOCTI, PO3IIISTHYTH METO/IOJIOTII0 EKCIIEPUMEHTANILHOT POOOTH CYy4acHOTO pexKucepa-IIoCTaHOBHUKA HaJl
BHCTABOIO, 1110 CBOIM MiJIXOZI0M MPE3EHTYE MPOBIIHI PEKHUCEPCHKI KOHIIEMIT 1 OISAN Ha TeaTp MaillyTHHOTO B YKpaTHChKUX
pearnisix. MUCTeITBO3HABYMH aHAIi3 eKCIIEPUMEHTAIBHOT Ta Xy/I0KHBO-IT0CTAaHOBOYHOT AisrbHOCTI [[. Boromasosa
BUSBHB IPArHEHHS YKPaiHCHKOI peXKUCYpH A0 CUMOi03y Pi3HUX ITiIXOJIB OpTraHi3allii 9acompoCTOpOBOTO KOHTHHYYMY,
€JIEMEHTIB CIIEHIYHOTO Ta MYJITUME/IIITHOr0 MUCTEITBA B IIPOLIECi CTBOPEHHS YHIKAIBHOTO YyTTEBOTO JOCBIAY HOBOTO
tearpy XXI cT.

Kniouosi cnosa: J1. Boromas3os; ykpaiHCchbka TeaTpajbHa PeXHCYpa; eKCIIEpUMEHTaIbHA MMPAKTHKA; KOHCTPYKTUBHI
HOIIYKH; HOBATOPCTBO TIOCTAHOBOK

Beryn

JlocBin TeaTpasbHUX MMOCTAHOBOK Ta IMOIIYKHA HOBOI CIICHIYHOI JISKCUKH B JISTIBHOCTI MPOBIHUX BIT-
YU3HSHUX pexkucepiB KiHIs XX — nmouarky XXI CT. cTaHOBUTH 3HAUHMI 1HTEpEC JUIsi BUBYCHHS B3aEMOIIPO-
HUKHEHHS €JIEMEHTIB TPaJMIIHHOTrO 3aXiTHOTO TeaTrpaJbHOTO MHCTEITBA MUHYJIOTO CTONITTS, HAIlIOHATBHOT
€CTETHUKH YKPATHCHKOTO CIICHIYHOTO MHUCTEITBA Ta IHHOBAIlIMHUX TPAKTHK CYYaCHOTO MEIiaMHCTEIITBA.

Heopaunapricts pexwucypu JImutpa boromazopa, xapakTepHHH TBOPYHA MOYEPK MaWCTpa, MO0 BUPI3-
HSIETHCS CMUTMBHMH €KCTIEPUMEHTAMH 3 (JOPMOIO Ta 3MICTOM CIIEHIYHOTO TBOPY, aKTHBHHM BHKOPHCTAHHSIM
pi3HOMaHITHUX (YHKUIH MyJIBTUMEAIMHUX TEXHOJOTIH AJsl BUHANICHHS YHIKaJbHHUX aylioBi3yaJlbHHX KOM-
OiHaIliii, IAI0Th MiJICTAaBH BBAXKATH WOTO OJHUM 13 HE0AraThOX BITUYM3HIHHUX TE€ATPAIbHUX JISYIB, SKi IPATHYTh
CTBOPUTH HOBHH CydacHHH TeaTp. Yce 1ie i akTyalli3ye TOCIiKeHHS criei(iKi TBOPUOro METOY peKucepa
B KOHTEKCTI €BOJIOIII] YKPaTHCHKOT TeaTpaibHOl pesknucypH KiHms XX — moyarky XXI cT.

© IBamenxo 1. B., Ctpensayk B. O., 2020
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Criextp miTeparypu, npucBsiaeHoi TBopuocTi J[. boromaszosa, 1oBo:i mIMpoKuii, MpoTe HOTO OCHOBY CKJTa-
JAIOTh OTIISAZOBI KPUTHYHI CTATTi Ta PeleH3ii Ha BUCTaBH; OKPEMi aHANITUYHI CTATTI MPUCBSIYEHI crienuirti
TBOpUOro Meroay MuTis. Hampuknan, anani3 Buctas tearpy «Binbnaa cuena» («XKinka 3 munysoro» P. [lnm-
Menbngennira, 2007 p. ta «Conoakux cHiB, Piuapae» 3a B. Llekcmipom, 2008 p.) 3xiiicaioe I. YyxuHoBa
B HayKoBii po3Binui «/[Ba kpoku B Hampsimi g0 y36iuus» (2008); C. Tpukonenko B crarti «['amier»: yotu-
pH BHCTaBH — 4oTUpH pitteHHs» (2014) posmsiiae MeTagopu3aliito CIeHIYHOTO POCTOPY Ta Bidyalizallito
JIpaMaTHIHOi TIPOOJIEeMAaTHKH Y BUCTaBi «l'amyieT» y MOCTAHOBII BiJOMUX YKPaiHCHKHX PEKHUCEPIB, 30Kpe-
Mma, [I. boromaszoBa (Omechkuii yKpaiHCHKHX akaJeMiqHNAN IpaMaTHdHui Teatpy iM. B. Bacumbka, 2010 p.);
JI. beB3rok-BomomuHa B HaykoBiil po3Biami «Kamitymsis HezanexHoro teatpy» (2013) BUCBITIIOE TpoOIeMy
npu3ynuHeHHs gisuibHocTi KuiBcbkoro tearpy «BinbHa cuena» B ce3oni 2013-2014 pp., a B crarti «3Mi-
Ha Bi3yaJIbHOI JJOMIHAHTH Y BHCTaBax MOCTMOJIEPHICTCHKOTO (MOCTIpaMaTHYHOr0) Tearpy Ykpainu (2000—
2010 pp.)» (2015) ananizye tennenuii BiTunzusaHoi cuenorpadii XXI cr. Ha npukiani nocranoBok /1. boroma-
30Ba SIK MPEJICTaBHUKA MOCTAPAMATHYHOTO TeaTpy Ta iH.

Cepen HayKOBUX IOCIIKCHD, Y SKUX TBOpUicTh J[. boroma3oBa po3mIsHYyTO B CYKyIMHOCTI TCOPETHY-
HUX Ta NPaKTUYHMUX aclieKkTiB, BapTo Ha3zBaTu npaui H. €pmaxoBoi «Bitun3HsaHa Monona pexucypa: mnepe-
THH ABOX TUCS4OMITH» (2001), ne aBTopka aHamizye ocodnuBocti intepnperauii [l. boromasoBum ykpaiHcbkoi
KJIACHYHOI CMIaIIMHN B TOLUIYKY HOBHX OOCPTOHIB JJIsl BUSIBIIEHHS YKPaiHCHKOI KyJIBTypHOI CAaMOCBITOMOCTI;
«Excnancis cy6’extuBHOCTI» (1998); «Pexucepcrki mokominas 90-x poki» (2004); B. ®ianko «Ykpaince-
KM TeaTpaJIbHUH JIaHAMAPT OCTAHHBOTO ASCATHIITTS XX cTomiTTs» (2016) Ta iH. YTiM, HaroJoCKMMO, 1110,
He3BaKAIOUM Ha 3a3HaueHi MmyOiikaiii, mpobiemMarnka pexkucepcbkoro Merony Jl. boromasosa moci He crana
IIPEAMETOM OKPEMOTO MUCTELITBO3HABYOTO JOCIIIKEHHS.

HayxoBa HOBM3HA JOCHIDKEHHS NOJNATae B po3misiai BIMBY TBopyocTi [I. boromaszoBa Ha (opmyBaHHS
TEHJICHLIH PO3BUTKY 1 MOAAIBIII EPCIEKTUBU YKpaiHChKO1 TearpaibHOi pexxucypu XXI ct. Bussneno i npo-
aHaJI30BaHO IIISIXM Ta KOHCTPYKTHBHI MONIYKH MUTIIEM HOBUX TeaTpalbHUX (OPM, YIOCKOHAICHHS PEKH-
CEPCBHKOT TEXHOJIOTi1, BUKOPUCTAHHS IHHOBAIIMHUX 3ac001B BUPA3HOCTI, 1110 BU3HAYWIIM CTBOPEHHS YHIKaTBHOT
CIICHIYHOI MOBH Ta 30araTiiiv IOCTaHOBOUHY KyJIBTYpY BUCTaB Ha ciieHi KuiBcpkoro Tearpy Ha JliBomy Oepesi
Huimpa (3 1993 p.), Tearpy «BinbHa criena» (2001-2012 pp.) Ta HamionaasHOTO akaJeMiqHOTO TeaTpy iMeHi
IBana ®@panka (3 2017 p.).

Merta crarTi

Mera crarTi — BusiBuTH crnienugiky TBopuoi misubHOCTI [I. Boroma3oBa B KOHTEKCTi eBOJIOMLIT i TpaHC-
(hopmarriitHux mporueciB yKpaiHCBHKOT TeaTpaibHOI peXUCYpH KiHIg XX — movatky X XI cT.; BU3HAunTH BILTUB
HOBaTOPCHKUX CIICHIYHHUX MPAKTHK pPeKrcepa Ha GopMyBaHHS CIICHITHOTO MUCTEIITBA B CyJacHIN YkpaiHi.

Bukaan marepianay gocigmeHHs

J1. boroma3zoB — mpencraBHUK wmkond E. MUTHHUIBKOTO, 3aCHOBHHMK Ta XyJOXKHIM KepiBHUK-IUPEKTOP
KuiBcrkoro tearpy «Binmbna criiena» (3 2001 p.), mo o6’ eanaBcst 3 KHIBCHbKUM akaIeMiqHUE TeaTpoM JIpaMu i
rxomezii Ha JliBomy Gepesi Juinpa B 2012 p., a3 2017 p. — ronoBHUA pexxncep HarioHansHOTO akageMigHOTO
JIpaMaTHIHOTO TeaTpy iMeHi IBana dpaHka.

/1. BoromasoB nocraHOBHUK BHCTaB: «UapiBHuUI 3a 11’ ecoro «besranannay . Kapnenka-Kaporo (1993 p.),
«Yepra» 3a m’ecoto A. Mapaansi, «Tpoxu BuHa... abo 70 o0eptis» 3a HoBenamu JI. [lipanaenio (mepuomnpo-
gutaHHs TBOpiB) (1996 p.), «O0nypena» 3a T. Manowm, «I1lo 3aBrogno, abo JIsananusra wiuy» B. Illekcmipa,
«[Ipumxu Mapianam» A. Mrocce (1999 p.), «Cmepts Tapenkina» A. CyxoBo-Kobuinina, «®aycr-pparmenT
3a I I'ete, «Boiinek. Kapuasan mioti» I broxuepa, «Cmisait, Jlona, crisaii!» 3a m’ecoro O. Uenanosa 3a poma-
HOoM . Mana «Buutens ['Hyc, ab6o KiHenb omHOTO THpPaHy», XYIOKHBOTO (inbMy «brakuTamii sHTOMY, «Jlicy
O. Octposcbkoro (2015 p.) Ta iH.

Han3BuuaiiHO HOBaTOPCHKOTO, EBPONEHCHKOTO 3ByUYaHHSI B IOCTAHOBLI MUTILSI HA0yBalOTh BUCTABH 32 I1°€-
caMHM Ta IMPO30BUMH TBOpPaMHU YKpaiHChKOI KilacukH, Hampukian, «lllo im I'ekyba» 3a m’ecoro «1llanTpomay
1. Cakcarancekoro, «Illactst mopsim» 3a m’ecoro «Ykpaaene macta» [. ®panka, «Morituri te Salutante» 3a
Hosenamu B. Credanuka (2013 p.).

[Ipobnemaruky mocmimkeHHs pexxnucepcbkoro mertony Jl. boromaszoBa AOIIIBPHO OKPECINTH K Oararoa-
CIIEKTHY, OCKUTBKH B IICHTPI POOOTH 3HAXOMATHCS BAXKIMBI KOMIIOHEHTH, 110 BU3HAYAIOTH CTaH CydacHOI pe-
KUCYPH B YKpAiHCBKUX TeaTpax, MOpomKeHi TpaHchopMaliiitanmu nporecaMu Kinmsg XX — modarky XXI cr.
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VYce e 3yMOBIIIOE BUBUEHHS Ta aHali3 pexucypu . boromazoBa B peTpoCHeKTHBI, 110 CIPUsE BUSBICHHIO
0COONMMBOCTEW yBEIEHH HOBAaTOPCHKUX (POPM 1 IPUHOMIB Y TIporieci 30aradeHHs TBOPYOTO METOAY MUTIIS.

JlebroTHa mocranoBka BucTaBu «YapiBauis» 3a m’ecoro . Kapnenka-Kaporo «besrananna» Ha cueni
KuiBcrkoro Tearpy apamu i komenii B 1993 p. oznamenyBana ofHy 3 ocodnuBocteii pexucypu J. boromasosa,
110 BUSIBHJIACS XapaKTEPHOIO B KOHTEKCTI MOCTaHOBOK TBOPIB YKPAiHCHKOI KJIACHKH, a caMe: MparHeHHs 10
€CTeTU3aIlii HapOIHOTO OOYTyBaHHS, 3aMIIIEHHS IICUXOJIOTTYHO-TIO0OYTOBUX ACTIEKTIB CHMBOICTCHKAUMU MO-
THBaMH, paguKaizaiis TeKCTOBUX TpaHCcopMalliif, KoHTaMiHaIlisI Pi3HOMAHITHUX MAPiB KYJIBETYp Y MPOIIeCi
(hopmyBaHHSI 00pa3HOI CHCTEMH IMMOCTAHOBKH, JIOMiHYBaHHS HOBATOPCHKOIO OOPa3HOI JIEKCHUKH, HETIHIHHOT
Pp030y/I0BY CLIEHIYHOT [Tii Ta MparHeHHs MocIMTH MeTadiznyHi akieHTH (dianko, 2016, ¢. 58), BUKOpUCTaHHS
OPHTIHAJIBHOTO MY3UYHOTO O(OPMIICHHS 3 METOIO OHOBJICHHS Ta OCY4YaCHEHHS 3MICTY, 3aroCTpeHHs IpooJie-
MaTHKH [UISIXOM PENpe3eHTallii HeCIOIBAaHUX PIlICHb BIJIOMHX JIPaM.

HerpusianbHuMU, a 1HOI MIOKYIOYMMH, TIIX01aMU BUPI3HSUIUCS TIOCTAHOBKH BUCTAB «JIBaHAIIsATa HIU»
B. llekcmipa (1995 p.) 1 «Tpoxu Buna, a6o 70 o6epti» JI. Ilipanaeno (incuenyBanHs HOBeN « TpoxXu BUHA. ..»,
«Tpyna mpo 3amacy, «OguH aeHBY, «Y Bac Ha CIIUHI CMEPTH» Ta IBOX PO3IiiiB pomany «HebOixunk Marttia
[Mackane»; 1996 p.) y nporeci nmomryky JI. boromazoBum iHIUBITyaIbHOTO peXUCEPChKOTO MeToay. Ha mymky
H. €pmakosoi (2012), BnacHe Oe3noranHe BiguyTTs irpoBOi NPUPOIH Tearpy pEeKUCEp HaA3BUYAHHO BIAJIO
BUKOPHCTAaB y HEOPAMHAPHUX Ta «CMUIMBHX MOCTaHOBOYHMX pimeHHsAX» (c. 858). 3okpema, po3pobieHHs
MIPOCTOPOBOI KOHIIEIii BucTaBu (istocodcebkoro, napagokcansHoro tearpy (JI. [lipanaemno) nepenbayana
3MiHy KOH(Irypalii irpoBoro mpocTopy — NMOCTaHOBKY B (Oi€ Tearpy (J4acTHHA EKCIIEPUMEHTY 3 (eHOMe-
HOM «T€aTPaIIbHOCTI»), IO MOCIPHUSIO KOHTAKTy MK IVIsSgadeM i BUKOHaBIIEM. TeaTpo3HaBeIlh HATOJIONIYE
Ha HECTIO/IiBaHMUX 3MiHaX CEHCIB y CIIEHIYHUX CUTYAIlisIX BUCTABH — i3 TPAriyHOTO Ha KOMIYHHM 1 HABIAKH, 10
CIPUSUIO PO3KPUTTIO AyaJIbHOCTI pUpoau OyTTA Ta BiANOBiNANO i€l aBTopa JiTepaTypHOTO MEPLIOIKEpeNa;
MICUXOJIOTYHOIO MPABIOI0 TIEPEKUBAHb aKTOPOM TIEpeTeTiil, BiIBEJCHNX 3a CIIEHapieM HOro mepcoHaka; Hec-
MOJIBaHUX MeTaQOPHUYHHX 3B’ sI3KaX (ITamilichKa MiCHS K 3aci0 MOJONaHHs CMEPTi); BULIYKAHOMY MY3UYHOMY
o opMIICHHI TOCTAaHOBKH, 1110 TIOCUJIFOBAJIO 3B’ 530K peajbHOro Ta cakpanbHoro (€pmakora, 2012, ¢. 860).

XapakTepHUM JUIsS YKPaiHCHKUX TearpalibHUX PEKHCEPIB MOJIOJIOTO TOKONIHHS, JIO SIKOTO HAJIEeKHTh
J1. boromasoB, € 3BEpHEHHS 10 TAKOTO THUITY BUAOBHINA, K OajaraH, — BiJ MICTHIHOTO A0 ipOHIYHOTO (€pMa-
xoBa, 2001, c. 51), 1m0 Mo3HaYMIIOCS Ha TIOCTAHOBIII aBaHTIOPHOI Komeii «bararo ramacy B [lapmki» 3a m’e-
coro «Ilan ne [Typconbsk» XK.-b. Monbep (2001 p.). Buxoasun 3 «JI€TKOCTI» IpaMaTyprii, pexucep CTBOPIOE
PO3KYTY 3a aTMOC(EpOI0 MOCTAHOBKY, Y Kl JOMIHYIOTb (apcoBiCTh, (YPUBOIBHICTH TA TPOTECKHICTh PEXKH-
cepchKuX nmpuiioMiB (nepesnsrants nepconaxka JI. Comosa — [lypconbsika B xkiHKy, ciuenorpadis (B. Hlepe-
IICBCHKUI ), BUPIILICHA B SPMApKOBOMY CTHJII: Ha CLIEHI KPY)KJISIE BEJIMUE3HA KapyCelb 3 BEJIOCHIIEOM Ta JIiK-
KOM), III0 CIIPSIMOBAHI Ha PETPe3CHTAIIII0 eBOJIOLIT TOBEACHOT 10 aOCypAy JIOAMHH, KOTPA MPUCTOCOBYETHCS
Ta ICHy€E B 3aIIPOMTOHOBAHUX 00CTaBHHAX.

Pexwucypa /1. boroma3zoa apyroi noinoBunu 1990-x pp. BUPI3HIETHCA 00Pa3HOIO JIGKCUKOIO, aKIIEHTYBaH-
HSIM Ha €CTETHYHii CaMOIIHHOCTI I'pH, IOMiHyBaHHSIM 3ac00iB BUPA3HOCTI HEBEPOAIHLHUX BUJIIB MUCTEITBA
B Ipoueci GopMyBaHHS XyA0KHBO-00pa3Hoi cucTeMu nocTaHOBKU. CeHCOBO-3MicTOBa crienudika BUCTaB MO-
Oy/loBaHa Ha pe3ynbTaTax MOIIYKY HOBATOPCHKHUX CBITOIVISTHHUX MOTIISIIB, 10 BUSBIISIOTHCS B MPOTHCTABIICH-
Hi KOHTPACTHUX KOHTEKCTIB. Y3rO/KCHA BHYTPILIHS OaraTopiBHEBa MOOYAOBA CTBOPIOE BLIYYTTS IITIICHOCTI
BHCTaB.

VY 2001 p., 3acHyBaBIIM Ta OYOJIWBIIH BIacHUN Tearp «BimbHa crieHay, KijbKka pokiB mocmiis J[. boroma-
30B 3IiIICHIOBAaB ITIOCTAHOBKH Ha CLIEHIYHMX MalJaHYMKax KUIBCBKUX XyJOXKHIX rajepei i Tearpis — «lopio
Sanctus» 3a E. [opmanom, «Mopdiit» 3a M. BynrakoBum y npumimenti raugepei JlaBpa; Bucrasa «Pobeprto
3ykko» 3a ’ecoto b.-M. Konbreca Ha maniii cueni KuiBebkoro tearpy roHoro misiaada Ta id. [Ticns BinkpuTTs
BJIACHOTO TeaTpajbHOTO MpuMinieHHs, [|. boroma3oB ekcriepuMeHTy€e 3 IOEIHAHHAM CTHIIICTHKH JApamaTHy-
HOTO i MOCTAPaMaTUYHOTO TeaTpy (B MOCTAHOBKAX MOEJHAHO eJIeMEeHTH repdopmancy Ta iHImmMX GopM ak-
IOHI3MY), IHTETPYBaHHAM MYJIBTHMEIIMHUX TEXHOJIOT1H (HOBOTO 3BYyYaHHS MTOCTAHOBKH OTPUMYIOTH 3aBISIKA
BHKOPUCTAHHIO MTPUIOMIB BiJIe0-apTy Ta BiJIEOMEIIIIIHTY), 10, OKPIM XyTOKHbO-€CTETHIHUX MOTPed MUTIIA,
OyJ10 BUKJIMKAHO 3aMajIMM IIPOCTOPOM CLIEHH Tearpy.

3okpema, y Buctasi «Kinka 3 munynoro» P. [llummensndennira (2007 p.), 1e pexucep OMHHAE yBaroko
oOyTOBI Ta CoLialibHI aCTIEKTH TBOPY 1 POKYCy€eThCS Ha PO3AyMax Mpo peHOMEH CMepTi, 32CTOCOBAHO MPUHOM
MOJISIPHOTO CITIBCTABJICHHS 3MicTy Ta (opmu. B kokHOMY 3 €mi30/1iB TOCTAaHOBKH — CBOEPITHUX KaJpax, KOTpi
PO3KpUBAIOTH IHAUBITyaIbHAN paKypcC MOTIISIIB TOJIOBHUX TepoiB Ha mofii, /{. boromasos 3acTocoBye enemMeH-
TH TPUBUMIPHOI TIPOEKIIii — BizyansHuil psa, crBoperuit O. YHopuum ta I. Xmapykom, 1 hyHIaMEHTaITEHOT
OCHOBH JIOTIKH il IIISIXOM OKpECIIeHHsI BHYTPIIIHEOTO PUTMY cIieHigHoTO TBOpY. . UyxkmHoBa (2008) cepen
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[IO3UTUBHUX PE3YJIBTATIB 3aCTOCOBAHUX PEXHMCEPCHKUX MPUHOMIB HAa3MBA€ MOCHUIICHHS XyIOKHBOTO €(eKTy,
LIBUIKY 3MiHY MiCL i1, CTBOpEHHS €(peKTy NOITMONCHHS M PO3MINPEHHS CLEHIYHOTO IPOCTOPY, YHAOUHEHHS
BHYTPIIIHBOTO CTaHy repoiB, 30KpeMa iXHiX CHiB, Mpiil Ta CHIOTaiB, a TAKOXK «IIOPOIKEHHSI HOBUX MeTadop
1 MHOKEHHST CMHCIIBY (C. 59).

BrnacrtuBi pexxucepy nparHeHHsi BUpazuTH (inocodchKi po3nyMu B eKCIIEpUMEHTaNBHIM (Gopmi HaOymn
IHHOBALIIHHOTO 3BYYaHHS B elleKTpoaKycTHuHii onepi-iepdopmanci «Conoaxux cHiB, Pigapme» (2008 p.),
OCHOBOIO CIOJKETY SIKOi CTaB €IWHUH emmi3on meKcipiBchkoi mecu «Pruuapm I11» (con repos mepen 60eM i3
Piumonznom), 3aBasiku BuHanaenH:o /1. boromazosum y criBmparii 3 /1. [lepreBum ta O. KoxaHOBChKHUM HEop-
JUHAPHUX BUPXaJbHUX ayliaIbHUX MOXJIMBOCTEH. [IpuitoM 3ByKOBOI iMIpoOBi3allii, 3aCTOCOBaHUH y MoCTa-
HOBII, MOJISIra€ B TpaHcdopMaii 3aco0aMu KOMIT FOTEPHOI MPOrpaMH rojiocy akTopa (1oBiibHa 00poOKka 3a
HeIKCOBAHOIO CXEMOIO Tependadae 3MiHy PericTpy Ta CHIIOBOI Bijadi) Ta OBEpHEHHI HOTO Ha CLieHY 4Yepe3
muHamikn (UyxxuHosa, 2008, c. 61).

Ha nymxy H. €pmaxosoi (1998), 1. boromazoBa He BapTO BiITHOCHTH JI0 T€aTPATBHUX PEKUCEPIB, Y TBOP-
YOCTi SIKUX JOMIHYIOTh paAWKaJIbHI PIICHHS, TPOTE KOXKHA 3 HOTO IMMOCTAHOBOK € «XYMOKHIM TIPEIICACHTOM)
(c. 9). InTenexTyanbHa BUTOHYEHICTH PEXKHUCEPCHKOTO 33yMY, BUBIPEHICTh Mi3aHCIICHYBaHHS, CBOEPIIHA €CTe-
THKa MeTaOPUYHOTO TeaTpy, TSLKIHHSA 10 IUIACTUYHOTO BUPAKEHHS IICHXOJIOTIYHOIO MaIIOHKY 00pasy B TO-
HaJILHOCTI (hi3UYHOTO TeaTpy, BinacTui TBopuocTi . boromazosa, mposiBUINCS B IPOLIECi TOCTAaHOBKH BUCTABU
«l"amner» 3a B. lllexcnipom Ha crieni Onechkoro ykpaincbkoro tearpy iM. B. Bacwuibka (2010 p.), neHTpaib-
HOIO iJIe€10 SIKOT € inest paTymy. AKIIEHTYIOUH Ha HEeJIONiKaX, [0 CTaIX Ha 3aBajli 3MiCTOBiH JIOCKOHAJIOCTI TMO-
CTAaHOBKH (HaAIpUKJIIa, BTpaTa 00pa3y MOUp-THIaKaIbHHUIb Yepe3 IeKOPaTHBHO-00pa3Hy €(heKTHICTS il mepIimo-
TO aKTy Ta HEe3aKiHUEHICTh JIPyroro), KPUTUKK HATOJIOUIYIOTh Ha Oe33amepedHo BN, «ICTUHHIN atMocdepi
CcBiTY 3112 ['amiieTa, 1110 cTana ToJIOBHOO JIiHOBOI 0COOO00 Ta TOUKOKO BiITiKy mocTaHoBKW» (Hukwutiok, 2009).

Cneundika pexxucepcbkoro nouepky /I. boromasosa, 30kpema yHikajabHEe TOeTHAHHS PiTOCOPCHKOI AyM-
K{, IPAaKTHYHO MaTeMaTHYHOI BUBIPEHOCTI Ta EMOLIMHOT JIPUYHOCTI HOHKOH(OPMICTa, SK TBOPYHIA MTOYATOK,
MaKCHMallbHO PO3KPHUBAETHCS B TocTanoBii «Morituri te Salutante» Ha ocHoBi necstu HoBen B. Credanuka Ha
Kawmepmiii crieni imeni Cepriit Jlanuenka HamionanpHOTO akageMigyHoro Tearpy iMeHi IBana @panka (2013 p.).
Limicauit crieHIYHUN TeKCT YKPaTHCHKOTO (32 CEHCOBHM HAIIOBHEHSIM) Ta €BPOTIEHCHKOTO (3a (hOpPMOIO Ta CTH-
JIEM) TeaTpaJbHOTO TBOPY, B SIKOMY aKTOPChKi iHAMBinyanpHOCTI T. Mixinoi, B. bamm ta K. BeptrHCchKOi 1M0-
POIDKYIOTh HE3alle)KHI CETMEHTH, aKTyalli3ye TeMy Hallii B 0COOMCTICHOMY, IpaMaTHYHOMY Ta iCTOPHYHOMY
KOHTEKCTi. Pexucep ocsirnyB ¢inocodiro aBropa Ta po3KpuBae ii cydacHOMY IJIsiiaueBi, YHUKHYBILHM 3axapa-
LICHHS BUCTABU €JIECMEHTaMH TPIOKOBOTO MHUCTELITBA.

Ocy4acHeHHsI IEeKCIipiBChKOT Ipamaryprii xapakrepusye 1. boromasosa if Ha cydacHOMY eTarti ioro TBOp-
gocTi. 30kpeMa, BUcTaBy «Kopioman» (HamioHanpHMid akageMiqHANA JpaMaTHIHAN Tearp iMeHi IBana dpan-
ka, 2018 p.) pexucep pPernpe3eHTye K MOMITHIHY Ta 1ICOIOTIYHY MMOCTAaHOBKY PO CHOTOACHHS, BTIM, BIAJIO
YHUKHYBIIM BiJUI3epKajieHHs oAil B YKpaiHi i1 3aranoM He NpUB’A3yI0UHCH A0 peasliii KOHKPETHUX KpaiH 4u
icTOpHuHHX nepioniB. Bucrasa, y sikili BUKOpUCTaHI JIMILE 3aByabOBaHi alto3ii 3 IeBHUMHU NOAISIMH a0 nep-
COHaMHU, MOPYLIY€E NPOOIeMy CIIBUYTTSI, TEPIUMOCTI, JKEPTOBHOCTI Ta JroAstHoCTi (Kotenok, 2019, c. 10), uum
BUKJIMKA€E IIUPOKUHN CIIEKTP IAJAbKOro cpuiHATTS. KamepHicTh 1m’ecH, eni3oau skoi nodynoBaHi Ha Jialo-
rax KiJIbKOX IEPCOHAXKIB, 3yMOBHUJIA 3aCTOCYBaHHS BiIIIOBITHOTO MPUHIIMAITY OPTraHi3allii CLIEHIYHOTO TPOCTOPY,
TpaHcopMallis SIKOTO 3 BIIKPUTOTO Ha 3aMKHYTE Jajia 3MOTY 30CEpEIMTH yBary Ha akTopi, He3BaXKaloul Ha
e(eKTHHH Bi3yanbHUH psia. BiAmoBimHO 10 pekrcepchKoro OaueHHs, BaXKJINBE CCHCOBE HABAHTAXCHHS BiliTrpae
IIpO30pa CTiHa, IO PO3CIKAE CIIEHY, YOCOOIFOIYH BiCh, KOTpa OPTraHi30BY€E Ta BUMIPIOE Yac i JUCTAHIIIO B CTO-
CYHKax MiX TepOosiMU.

Buchnosxku

Jocnimxenns tBopyocti . boromasosa sik peHOMeHa pesKUCcepChbKOro MUCIIEHHSI Cy4acHOTO yKPaiHChKOTO
PEXKHCEPCHKOTO TeaTpy Ja0 3MOTY BUABUTH CHeNU(DIYHI PHCH IPUHIIHITIB 1 METOIB IPOQECiitHOT NisITBHOCTI,
PO3IVISIHYTH METOZOJIOTII0 EKCIIEPUMEHTAIBHOT POOOTH Cy4acHOTO peKHcepa-IMOCTAHOBHUKA HaJl BUCTABOIO,
110 CBOIM I1IX0Z0M BHSIBIISIE IPOBITHI PEKUCEPCHKI KOHLEMILIT 1 OMISIN Ha TeaTp MaliOyTHHOTO B YKPaiHCbKHX
peaiisx.

MucTenTBO3HABUMI aHAlli3 eKCIIEPUMEHTAIBHOI Ta XyJOKHBO-TIOCTaHOBOYHOT AisuibHOCTI J[. boromasosa
BHSIBUB NPAarHeHHS YKPATHCHKOI PEKUCYPH 10 cMMO103y PI3HUX IMiIXOIB OpTaHi3allii 4aconpocTOpoBOro KOH-
THHYYMY, €JIEMEHTIB CIICHIYHOTO Ta MYJIETUMEIIMHOTO MHUCTEIITBA B ITPOIIECi CTBOPEHHS YHIKAILHOTO Ty TTEBO-
O JTOCBiy HOBOTO TeaTpy XXI cT.
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[lepcriekTHBY MOAANBININX TOCIHIIKEHb MOISATal0Th Y TONIMOJICHOMY BUBYEHHI Ta KOMIUIEKCHOMY aHali3i
pexucypu /1. boromazona.
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PEXKXUCCYPA IMUTPUSI BOTOMA3OBA | Usamenko Upuna Butansesna'?,
B KOHTEKCTE UHHOBAIIMOHHBIX | Crpensuyk Bukropus Anekcanaposna®
CUHEHUYECKUX MPAKTUK | Joyenm, sacryscennuiii desmens uckycems Yipaunst,
2Kanouoam nedazozeckux nayx, npogpeccop,
AKuesckuil HAYUOHANLHBIIL YHUSCPCUNEN
Kyomypol u uckyccms, Kues, Yxpauna

enp cTaThu — BRISIBUTH CIEIUPUKY TBOpUECKON nestenbHOCTH J[. Boroma3zoBa B KOHTEKCTE HBOIIOIUA
7 TpaHC()OPMAIIMOHHBIX MTPOIIECCOB YKPAMHCKOHN TeaTpallbHOH peknccyphl kKoHna XX —Hagana XXI B.; onpenenuTs
BIIMSIHUE HOBATOPCKHUX CLHEHMYECKUX MPAKTHK XyJO)KHUKA Ha ()OPMUPOBAHNE COBPEMEHHOTO CIIECHNYECKOTO HCKYCCTBA
B YkpauHe. MeToznonorus uccienoBanus. J{ias pacKpbITUs 1IeJId U JOCTUKEHUS IOCTABJIEHHBIX 3a/1a4 B UCCIIEIOBAHUN
MPUMEHEHBI HCTOPUKO-UCKYCCTBOBEIUECKIE U aHATUTHYECKU-HCKYCCTBOBEIUECKUE TTOIXOIbI U METObI, CIIOKHUBIIHECS
B YKPAaWHCKOM MCKYCCTBOBEICHHUHU. [JOMMHHUPYIOIINM BEIOpAaH METOJ CPAaBHUTEIHHOTO aHANN3a, KOTOPBIM Onaromaps
MHPOBO33PEHYECKOH (PyHKIIMH TTOCITOCOOCTBOBAI BBIABICHHUIO CIIEIN()UKH MUPOBO33PEHUS PEXKUCCEPA, TTOIYIECHUIO
MIPEIMETHOTO MPE/ICTABICHHS IIPOCTPAHCTBA-BPEMEHH IPOAHATM3NPOBAHHbIX PEICTABICHNH, yIITyOIEHHIO MIPEeICTaBICHNS]
o noruke noctpoenus /1. BoromasoBbIM ClIEHHYECKOTO IPOU3BEACHNUS U CIENH(DHUKY UCTIONB30BAHUS PEKUCCEPCKUX
noaxonoB 1 npueMoB. Hayunas HoBusHa. MccnenoBana pexuccepcekas aearenbHocTs Jl. boroma3oBa 1 BBISIBIEHO BIUSHHE
€ro TBOPYECTBA Ha pa3BUTHE YKPAUMHCKON TeaTpalibHON pexkuccypsl Hadana XXI B. OnpeneneHsl n npoaHaIu3upOBaHbI
pa3iIMYHBIE TTYTH U KOHCTPYKTHUBHBIC TOUCKU XY/IO)KHUKOM HOBBIX T€ATPAIBHBIX ()OPM, COBEPILICHCTBOBAHUE PEIKHCCEPCKOM
TEXHOJIOTHH, UCTIONIb30BaHNE HHHOBALIMOHHBIX CPEJICTB BBIPA3UTEIBHOCTH, KOTOPBIE ONPEACTUIN CO3/1aHIE YHUKATbHON
CIICHMYECKON pedr W 000TaTHIIN IIOCTaHOBOYHYIO KYJIBTYpY CIIeKTakieil Ha ciieHe KueBckoro Teatpa Ha JIeBoMm Oepery
Huenpa (¢ 1993 1), Tearpa «CBobomHas cueHa» (2001-2012 rr.) m HanmoHamsHOTO akaJeMHIecKoro TeaTpa MeH! VBana
®panka (c 2017 r.). BeiBonsr. MicciienoBanue tBopuectsa /. boromasosa kak peHOMEHa PeKUCCEPCKOTO MBIIIICHHS
COBPEMEHHOTO YKPAaHHCKOTO PEKHCCEPCKOTO TeaTpa MO3BOJIMIIO BBISICHUTD CIICIM(HYECKHE YEPThI IPUHIIMIIOB U METOZ0B
npodeccroHaNbHOM AESTENEHOCTH, PACCMOTPETh METOJIOIIOTHIO SKCIIEPUMEHTAILHON pabOTh COBPEMEHHOTO peKHrccepa-
MOCTAHOBIIMKA HAJl CIEKTAKIIEM, YTO CBOMM ITO/IXO/IOM MPEICTABISET BEAYIIHE PEKUCCEPCKUE KOHLICTIIINU 1 B3IJISIbI
Ha Tearp OyIylIero B yKpauHCKUX peanusx. MckyccTBoBeAueCKHi aHaIn3 HKCIIEPUMEHTANbHON U Xy10’KECTBEHHO-
MTOCTaHOBOYHOI fesitenbHoCTH [ BoromazoBa oOHApY KT cTpeMIICHHE YKPAUHCKON PEKUCCYPHI K CHMOHMO3Y pa3THIHBIX
TTOJIXO/I0B OPTAHU3AIMH MTPOCTPAHCTBEHHO-BPEMEHHOTO KOHTHHYYMa, SJIEMEHTOB CLIEHHYECKOTO M MYJIBTHMEIMHHOTO
HCKYCCTBA B IIPOLIECCE CO3/aHMsI YHUKAIbHOIO YyBCTBEHHOT'O OMbITa HOBOTO Tearpa XXI B.

Kniouesvie cnosa: JI. boromasoB; ykpauHCKas TeaTpajibHas PEXHUCCYpa; OSKCIEpUMEHTalbHas IPAKTUKA;
KOHCTPYKTHBHBIE IOUCKH; HOBATOPCTBO MOCTAHOBOK

DMYTRO BOHOMAZOV’S STYLE | Iryna Ivashchenko'?, Viktoriia Strelchuk %
OF DIRECTING IN THE CONTEXT | !dssociate Professor, Honoured Artist of Ukraine,
OF INNOVATIVE THEATRICAL | *PhD in Pedagogical Sciences, Professor,
PRACTICES | *Kyiv National University of Culture and Arts,
Kyiv, Ukraine

The purpose of the article is to find out the specifics of D. Bohomazov’s creative work in the context of evolution
and transformational processes of Ukrainian theatre directing from the late 20th to early 21st centuries; to determine the
impact of the artist’s innovative theatrical practices on the formation of contemporary theatre arts in Ukraine. Research
methodology. To insight the purpose and achieve the objectives, historical-art criticism and analytical-art criticism approaches
and methods that developed in Ukrainian art criticism were applied by the study. The method of comparative analysis
was chosen as the dominant one, which, through the ideological function, made for the identification of the specifics of
the director’s worldview; obtaining a space-time focused notion of the researched ideas; increasing the insight into the
reasoning design of production by D. Bohomazov and the specifics of using directing approaches and techniques. Scientific
novelty. D. Bohomazov’s directing was investigated and the influence of his work on the development of Ukrainian
theatre directing at the beginning of the 21st century was revealed. We have identified and analysed the artist’s various
paths and constructive searches for new theatrical forms, the improvement of directing solutions, the use of innovative
means of expression, which has determined the creation of a unique scenic speech and enriched the production culture of
performances on the stage of the Kyiv Academic Drama and Comedy Theatre on the Left Bank of the Dnieper (since 1993),
Vilna Scena Theatre (2001-2012) and Ivan Franko National Academic Drama Theatre in Kyiv (since 2017). Conclusions.
The research of D. Bohomazov’s work as a phenomenon of the director’s thinking of the contemporary Ukrainian theatre
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directing made it possible to identify specific features of the principles and methods of professional engagement, to consider
the methodology of the experimental production director’s work on the play, which represents leading directing concepts
and views toward the theatre of the future in Ukrainian realities. An art criticism analysis of the experimental and art
production of D. Bohomazov has revealed that Ukrainian directors are tending for the symbiosis of different approaches
to stage a space-time continuum, elements of stage and multimedia art in the process of creating a unique sensation of a
new theatre of the 21st century.

Keywords: D. Bohomazov; Ukrainian theatre directing; experimental practice; constructive searches; innovative
productions
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Mera cTarTi — BUSIBUTH 1 OXapaKTepU3yBaTH 3aCO0M IIACTHYHOI BUPA3HOCTI BUCTAB Ta MOHOBHCTAB €KCIICPHMEHTAIIBHOT
TBOpUOi MaiicTepHi «TeaTpy y KommKy». MeTomooris TOCTiHKEHHS. 3aCTOCOBAaHO METO] CHCTEMHOTO MUCTEIITBO3HABUOTO
aHaJi3y ¥ OMMCOBHIA MeTON (JUTA IHTepIpeTallii Ta aHAII3Y 1HIUBIIyaIbHAX MPHAOMIB IUIACTUYHOI pexucypu 1. Bonmuipkoi),
KOMIIapaTHBHUH MeTOJ (JU1s1 BUSIBIICHHS OCOOIMBOCTEH IITACTHYHOTO BUP)KEHHS BUCTAB « Tearpy y KOLIMKY» Ta IPOCTEKEHHS
BHYTPILIHIX 3B’53KiB MK BUKOPUCTAHUMH PEXKUCEPOM 3ac00aMM 30BHIIIHBOI BUPA3HOCTI i CEHCOBO-CMUCIIOBHM 3BYYaHHIM
CIICHIYHOTO TBOpPY) Ta iH. HaykoBa HOBH3HA. PO3IIsiHYTO 3aC00M TJIACTUYHOT BUPA3HOCTI €KCIIEPUMEHTAIBHOT TBOPUOT
MamctepHi «Tearpy y KOIHMKY», BAKOPUCTaHI B IPOIIECi TOCTAHOBKU BUCTAB 1 MOHOBUCTAB T€ATPY; BUSBIECHO OCOOIMBOCTI
pexxucypu 1. Bomuipkoi Ta mpoaHati3oBaHO IXHi INTACTHYHUH Ta IHTEPAaKTUBHUH CKIaAHUKH. BucHOBKH. JlocmimkeHHS
MIPUHITUITIB 1 METOIIB TNIACTUYHOT BUPA3HOCTI CKCIIEPIMEHTAIBPHUX YKPATHCHKHUX TEaTPiB Ha Marepiaji MOCTaHOBOK
«Tearpy y KOIINKY» BUSIBHJIO, III0 €CTETHKA YKPATHCHKOT IITACTUYHOT PEXKUCYPH TPaHC(HOPMYETHCS T1iJ1 BIUIMBOM Cy4acHOTO
Bi3yaJIbHOTO 00pasy — CIIeHIYHEe MUCTEITBO MOEAHYE JOCBIJT MUHYJIOTO i TETIEPIIIHBOTO SIK YACTUHY MOCTIHHOTO PO3BUTKY.
VkpaiHcbKka TearpalibHa CIIeHa Ha Cy4acHOMY eTalli — CBO€EpI/IHE ITO€THaHHS TpaHc(opMarliil 1 MyTalliil, OCKUIbKN pexKUcepH-
MOCTAaHOBHUKH HE OOMEIKYIOTHCSI HAal[lOHAILHUM KYJIBTYPHHUM CIIaJIKOM y TPOLIEC] MOUIYKIB YHIBEpPCAIbHOT MOBH, CITIJIBHUX
KOJIiB, IO CTAIOTh JUKEPEJIOM HATXHEHHS Ta YyTTEBOCTI B TBOPUOCTI, BiIITyKyIOYH HOBAaTOPCHKI €CTETHYHI (hopmu
MTOCTaHOBOK. Bi3yambHo-IuTacTHYHA 00Pa3HICTh CTajla OCHOBHUM 00’ €KTOM JOCTI/IKSHHS Ta eKCTIEPHMEHTIB peXXIcepa-
roctaHoBHUKA [. Bonuirekoi, sika mepeTBoproe HapaTUBHUIA Ta 00pa3HUiA MpoCTip Ha mpocTip adcTpakTHUi. Tenaenmil
0OMiHY Ta B3a€MOJIiT MK PI3HIMH €JIEMEHTaMH TeaTpaJIbHOr0 MUCTEITBA YiTKO BiJOOpaXkeHi B CydacCHOMY YKpaiHCEKOMY
eKCIIEpUMEHTAILHOMY TeaTpi, BOHH € YMOBOIO O€3I1€PEPBHOIO PO3BUTKY 1 32 (POPMOIO, 1 32 3MICTOM.

Kniouosi crosa: niactuuHa pexxucypa; IUIACTUYHA BHPA3HICTH; EKCIIEPUMEHTAIBHUN Tearp; TBOpYa MaicTepHs
«Tearp y xomuky»

Beryn

Ve Ha nouyarky 1990-x pp. B yKpalHCBKOMY TeaTpailbHOMY MHCTELTBI BiT4yTHO MOCHIIIOETHCS BILIUB
TEHJICHIIIN 3aX1IHUX TeaTpaibHUX TMPAKTHK (IIEpeayciM aBaHTapJUCTChKUX), IO MOCTIPUSIIO TEepexoay 00-
pPa3HOTO CIEHIYHOTO 300paXKeHHsI Ha HOBUH pPiBeHb. MaliCTpH MIACTUYHOI PEKUCYPH B IOIIyKaX BIACHOTO
€CTEeTHYHOTO IIISAXY 3al03MYyBalId OKpeMi 3100yTKH 3apyOi’KHOTO Tearpy, MOEIHYIOYH HOTO 3 €lIeMEHTaMHU
TPaJULIHHOTO BITYM3HSIHOTO TEATPaIbHOTO MUCTELTBA.

B3aemo3B 30K Mk MUCTELTBAMHU Ta PI3HUMHU (HOPMaMH XYAOKHBOTO BUPAKEHHS HIiTKO MPOCTEKYETHCS
1 B peXXHCYpl BUCTAB JIpaMaTUYHUX TEaTpiB, i B IOCTAHOBKAX Ha CLHCHIYHUX MalJaHUYMKaX ajlbTepHATUBHHX,
eKCIIepUMEHTANIbHUX, BYIMYHUX TEaTpiB, TeaTpiB-cTyAid. TeXHOIOriYHI TpolecH, IHHOBAIiifHI cepeloBHIIa
Ta BIUIMB 3aX1THUX TeaTpalibHIX (OpM JTAt0Th 3MOTY peKUCEepaM «IMCaThy Ha CIICHI, a INIs/IaueBi — YUTaTH Ta
IIePEOCMUCITIOBATH CBIT 3 1OTO OaraTroMaHITTSIM OadeHHS.

TBOpYICTh BITUM3HSHUX PEXHUCEPIB OPTaHIYHO BIHUCYETHCS B IMPOIEC MOMTYKY HOBATOPCHKUX IIIACTHY-
HUX iJIel MPOBITHUMU TeaTpanbHUMHU TisiuamMu X X — noyatky X XI cr. [IpuHIiunoBoro 3Ha4eHHs i 0COOIMBOT
aKTyaJbHOCTI HaOyBa€e MOCIIKEHHS Ta MUCTEIITBO3HABYMI aHaNi3 BUCTAB 1 TEpPOPMaHCIiB EKCIIEPUMEHTAITb-
HUX TeaTpiB 3 METOIO BUSIBJICHHS IPUIOMIB IJIACTUYHOI PEKHUCYPH, BU3HAYAIBHIX XapaKTePUCTUK CIIEHIYHOT
KOMIIO3HIIi1, METOy Mi3aHCIIeHYBaHHsI, 32ac00iB IJIACTUYHOI BUPA3HOCTI, CIeU(iKu BUOOPY B TpaHCHOpMaIlil
CIOKETHO-TEMAaTUYHOT OCHOBH TBOPY 1 iH.

© Huxonenko P. M., 2020
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OnHUM 3 YHIKaJIbHUX YKPATHCHKHUX €KCIIEPUMEHTAJIbHUX TEATPIB CyYaCHOIO COLIIOMUCTELILKOIO IPOCTOPY
€ «Tearp y xommky» (B 1997-2004 pp. — He3anexHe TBopue 00’ eaHanHA, a 3 2004 p. — TBop4ya MaiicTepHs
HamionansHoro nentpy TearpaibHoro muctenrsa iMeni Jlecs Kypbaca), HOCTaHOBKHU SIKOTO PENPE3CHTYIOTh
HOBAaTOPCHKi 3ac00M CIIEHIYHOT BUPA3HOCTI, EKCTIPECii pyXy, pe3ysIbTaTH JTOCIiIKeHb MIaCTHYHOI PEKUCYPH,
TearpagbHOi CeMIOTHKHU Ta MeTa(hOPUIHUX 3B’ SI3KIB.

YV BITYM3HSAHOMY MHCTEITBO- W T€aTPO3HABCTBI OCOOIMBOCTI 3aCO0iB IIACTHYHOTO BHPAXKEHHS B II0-
cTtaHoBKax «Tearpy y KOITUKY» HE OTPHUMAJH BiIIMOBIAHOTO BHUCBITIACHHS. BTiM, JesKi actieKTH TBOPYOI Ii-
SUTHHOCTI KOJIEKTHBY Ta aHaJi3 BUCTaB MOJaHO B HaykoBuX mparsix b. Kozaka (2010), H. Kopnierko (2000),
JI. Mymaxka (2017), }O. ITirens (2008), JI. Sinac (2003) Ta iH.

Harosomyroun Ha HiHHOCTI HasiBHUX HayKOBHX IIPallb, KOHCTATY€EMO, IO TisUIbHICTD «TeaTpy y KOIuKy»
3arajioM Ta crenudika miacTU4HOi PeXKUCYPH eKCIIEPUMEHTaIbHUX TeaTpiB 30KpeMa IOCIiIKeHI HeJoCTar-
HBO 1 BUMArarTh JE€TAJLHIIIOrO i IITUOIIOr0 OCMUCIIEHHS.

HaykxoBa HOBH3HA JIOCITIIPKEHHS MOJISITAE B TOMY, 110 BIIEPIIE B YKPaiHCHKOMY MHCTEIITBO3HABCTBI PO3IJIS-
HYTO 3ac00H IJIACTUYHOI BUPA3HOCTI EKCIIEPUMEHTaIbHOI TBOpUOi MaiictepHi «Tearpy y KOIIMKY», BUKOPHU-
CTaHI B IPOLIECi IOCTAaHOBKU BUCTAB Ta MOHOBUCTAB Tearpy; BUABICHO 0cOOMMBOCTI pexxucypu l. Bonumpkoi
Ta MPOAHaIi30BaHO iXHI INIACTUYHUHN Ta IHTEPAKTUBHHUN CKIIaJHUKH.

Merta crarTi

Merta cTaTTi — BUSBUTH Ta OXapaKTEpU3yBaTH 3aCO0M TUIACTUIHOI BUPA3HOCTI, XapaKTEPHI IS eKCIIepH-
MEHTaJbHUX YKPATHCHKHUX TEaTpiB, HA MaTepialli MOCTAaHOBOK «Tearpy y KOIIHKY».

Bukaan Mmarepianay gocrigkeHHs

[Ipotsirom XX cT. Mixk TearpoM Ta 00pa30TBOPUYUM MUCTEITBOM 3/IHCHIOBAJIOCS 0€3J1i4 B3a€EMOBIUIMBIB,
[0 MOCHPUsIN (OPMYBAHHIO HOBUX KOHIICIIIIN ClIeHIYHOro MucTenTBa. CIiBIpalisi PeKUCEPIB 13 XyT0KHH-
kamu (B. Kaannacekuii, K. Manesnd, K. IlIBitTepe, O. lnemmep, A. Apto, M. Kantop, P. Viicon ta in.)
TTOCTIPHSIIIH TIEPEOCMHUCIIEHHIO B3a€EMO3B’ I3KY MiXK TOJIOCOM 1 TLIOM aKTopa, 00’ €KTOM 1 IPOCTOPOM, HAJABIIIN
MiIPYHTS TIOTTHOICHHIO W PO3IIMPEHHIO TearpaibHOI MOBHU. [IpocTOpOBi, 4acoBi il TiJIeCHI eKCTIEpUMEHTH
B TeaTPaJIbHOMY MHUCTEITBI BiAPI3HSUIMCS BiJ TPaAULIHHUX (HOPM XYyIOKHBOT IPAKTUKU 200 TpaHC(HOpMyBan
KJacu4Hi TearpaibHi popmu (Bonnet, Fergombe, & Nogacki, 2002, p. 136).

Mexi XynoxHiX (OpM MarOTh TEHJCHIIIIO CTABaTH BCE OUIBII HEBHU3HAYCHUMH IIiJ] BIUIMBOM IHTEHCHB-
HOT IUPKYIALii, riopuan3amii Ta cyOnmiMyBaHHS, IO CIIPUAIOTh HAPOPKEHHIO HOBUX HampsMiB, popMaTiB Ta
xommo3uiii (Bricco, 2015, p. 14). Lli mpotecu xapakTepHi I YKPaiHCHKOTO TeaTPAIbHOTO MUCTEIITBA KiHISI
XX —novarky XXI cT.

[TocranoBku «Tearpy y KOLIMKY», XyJOKHIM KEPIBHUKOM Ta pexucepoM sikoro € 1. Bonuipka, crioBHe-
Hi eJeMEHTaMU MariyHux oOpsiB, pUTyalliB, HAPOAHUX TpaAuLii, a Hepinko 1 ¢penresi («Con. Komenis» 3a
tBopamu T. llleBuenka, «Ykpanene macts» 3a m’ecoro [. dpanka, «Opepxumay 3a ApaMaTHUYHOIO ITOEMOIO
JI. Ykpainku Ta iH.), YHIKQJbHUM TICHXOJIOITYHUM HABaHTAKCHHSIM CEHCOBO-3MicTOBOI yacTunu («Ha mouti
KpPOBI» 32 OMHONMEHHOIO IpamMarndHoro moeMoro JI. Yipaiaku, 2001 p.; «IIpoBunay 3a m’ecoro H. PomkeBmua,
2008 p.; «ITicHs po paBIHKiB» 3a MoTHBaMH 1’ ecu €. Monecko «Mastaust yasox», 2011 p. Ta iH.), npuHANeK-
HICTIO /10 I03a4aCOBO{ CHCTEMHU KOOPAMHAT Ta XapaKTEePU3YIOThCS YHIKaIbHUMH €KCIIEPUMEHTAMH TJIAaCTUYHOT
PEKUCYPU — MOIIYKaMU HOBATOPCHKOI TeaTpaibHOI JEKCUKU TpaHchopMalisMu 3aco0iB 30BHILIHBOI aKTOP-
CBHKOT BUPa3HOCTI (INIACTUYHI, MIMiYHIi, PUTMIYHi # iH.).

L{ikaBUMH € eKCIIEPUMEHTH peXncepa 31 ClieHOrpadiYHIM BUPIIICHHSIM [TOCTAHOBOK Ta OCBITICHHSM: 1X
3HAUEHHS BapIIOIOTHCS BiJl 3aTEMHEHHS [TPOCTOPY JI0 MOTO PO3May, Biji aOCTpaKIlii ;KHBOITMCHHUX 300pakeHb
JI0 TTHOMHHMX, 1HOMI MeTadi3UIHUX, YIBICHB. . BomuIibka HaOMMKAETHCS 0 BIIACHHUX KHBOITMCHUX KOHIICTI-
il Bi3yaJbHO-ECTETHYHOTO MPUHIIMITY, 3aCHOBAHOMY Ha He (DirypaTuBHOMY, IO PEMPE3EHTYE «HEBHIUMEY,
HE MpeCTaBieHe, 11100 MepeTBOPUTH OIS I ada Ta HOOYAUTH HOTO 3aMUCIUTHCS PO Te, 110 BiH Oa4HTh.

[TocTaHOBKM B TEMHOMY, IIPAKTUYHO IOPOKHBOMY MPOCTOPI — MDKIUCUMIUTIHAPHUHA MPUHOM, IO Ja€
3MOTY TIISIAa4€Bi «CXOMUTH» KibKa THIIIB MPOCTOPIB, KUIbKA «YSBHUX» MPOCTOPIB i3 YOPHOTO, TOPOKHBOTO
Bi3yaJIbHOTO HOCIS.

[TopoxHiit mpocTip, yIHCaHUN B TEMPSBY, CIYTY€E PeXHUCEPy SK TIO W BOJHOYAC MIATPUMKHN alleropud-
HUX, Pi3KUX 300pakeHb. Pexxncepka BUKOPUCTOBYE IIACTUIHI KOHIICTII] 3 JIESKCHIHOTO OIS PI3HOMAHITHHX
MOHSATh, HAMPHUKIIAM, «3pajn» Ta «MOpPajJbHOI po3pyxmn» B nocraHoBui «Ha momi kposi» (FOma-Ilpouanun —
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JI. JlaHWpuyK), pO3KPUBAIOYH MTPOOIEMY 3pajil Yepe3 caMoaHalli3 JIIOJAWHY, Ka He B 3M031 HAOMU3UTHUCS 10
BHCOT JyXy. MiHIMai3M XyIOKHBOTO OGOpPMIICHHS, Ha AYMKY JOCIIIHUKIB, «IepecTae y Oe3KiHeUHICTh —
4opHHUii 1 x0BTHH, 3emitst 1 CoHIle, KBaapart i koio, Jlroguna i Kocmocy (Ilirens, 2008, c. 99). Bonu tpaHcito-
I0TBCSI KUTbKOMa CEHCOPHUMU Ta Bi3yaJbHUMH e(peKTaMu 3 aKTHBHUMH PUTMaMH.

Bukopucranns 3ac0o0iB MIaCTHYHOI PEKUCYPHU CHPHUSIE CTBOPEHHIO B TeaTpalbHUX MmocTaHoBKax («IIpo-
BHuHaY», «Ha momni xpoBi», «S iimy, Xpucte!», «IlicHa mpo paBIUKiB» Ta iH.) KUBOIMCHOI, CITyCTOIIEHOI Kap-
THHU, TIPOCTOPY, IO PO3IMIHPIOE BIACHI MEXI Ta TIEPETBOPIOETHCS B CBIIOMOCTI Tsimava. Pexxncepka mepemnae
CBO{ MTOBIIOMJICHHS Ta PO3YMH TIIsIa4deBi yepe3 CeHIYHY Bi3yalbHY HMiATPUMKY, 110 CKIIATAETHCS 31 3B’ SI3KIB
M HOTO KOHCTPYKTUBHUMH €JIEMEHTaMH, TJIO SIKHX 3aBKAH NOPOKHE. JKMBOMMCHUH MTPOCTIP CIPUIMAETHCS
SIK Ha01p KOMITOHEHTIB, 1110 B3a€EMOIIFOTh OJIUH i3 OJJHMM, KOMIIOHEHTIB, 1110, HE3BAYKAOUH Ha BIIACHI crienugiv-
Hi XapaKTePUCTUKH, 3aBKIM 3HAXOMSITHCS B A1aJIeKTUYHOMY BiTHOIICHHI, IPE3EHTYIOUN IIsiady BiIHOCHHU
MiX TUJIaMH aKTOpiB Ta 00’ €KTaMH, 3HAYCHHSIMH Ta KOJIbOPaMH K’ SIPOCKYpo (CITiBBITHOIICHHS CBIiTIa U TiHi;
MIPUIIOM TTOCHIJIEHOTO KOHTPAcTy, (pOpCyBaHHS CBITIOTIHBOBHX BiJIHOCHH; KOMIIO3MIIIHHE OCBITICHHA Mi3aH-
CIICHH, Y SIKOMY 3 TEMPSBH BHBOIATHCS TOJOBHI Tepoi, pparMeHTH Tia, crieHorpadii Ta iH.), Mk Gopmamu
Y JTiHISIMH, TIOBEPXHSAMH 1 IITMOWHAMMU.

[TnacTuyni npouecu pooOsATh cLeHIYHMM npocTip MoHOBUCTaB «losoc Tuxoi 6e3oxHi» 3a H. Hexxnano-
Boro (mpem’epa 2015 p.) Ta «Crapa nani BucumKye» 3a im’ecoro T. PyxeBuua (mpem’epa 2017 p.) mpoctopom
MeTai3HYHUM — peayibHUM MICIIeM JUIS TIOI0JIaHHS TPAridHOT CUTYAIlil, SIKY PeKUCEPKa NIParHe CTBOPUTH 3a-
cobamu JipuyHOi onoBifi (BukoHaswuis — JI. Jlanunsayk). Jlumie onoBias aktopa, o BUPayKaeThCsl 3aco0amMu
IJIACTUYHOI BUPA3HOCTI, IEPEHOCUTD TIsAada B TerepinrHe abo muHyine. CIeHIYHEe KHUTTS IMePCOHaXKa MPo-
SIBJISIETHCS] HA30BHI 3aBISKU PyXaM — <JIHOIACHKE TiJIO» POJIi CTBOPIOETHCS] AKTOPKOIO 3aBASKH BUKOPUCTAHHIO
3ac00iB TUTACTUKH, BiJIIOBITHO JKUATTS CTBOPEHOTO HEIO Tijla TIO3UIIOHYETHCS SK JIOTIYHA TTOCHTIIOBHICTb JIiid,
peaizoBaHuX y IUIACTHYHINA (HOPMI.

CBITJIO B TNTACTUYHIN PEXUCYPI CYHaCHOTO TeaTpaibHOTO MUCTELTBA ITiAIKOPEHO 0ararboM KaHOHAM 1 BH-
KOHYe€ TeBHi (QyHKIIi Ha BCiX PIBHAX — BiJl HPUMITHBHO-YTHIIITAPHOTO JI0 XYA0KHBO-ECTETUYHOTO. B omnepi-
memomniei «Opectes. Exercise» O. Koszapenka 3a Tparemieto «Opectes» Ecxima, moeTmyHuMH TBOpamu
P. Pinpke Ta O. 3a0yxko (mpem’epa 2013 p.; Bemyda, Xop — JI. Jlanunsayk, Enexrpa — I'. ITaBnmuk, Opect —
H. NaBmuk, Kinitemaectpa — T. CTOpoXyK), B3a€MOMIFOYH 3 IHIIMMU KOMITOHEHTAMH, CBITJIO MO3UITIOHYETHCS
SIK YHIBEpCaIbHUH IHCTPYMEHT PEXHUCEPCHKOTO 3alyMy a00 BizyallizalliiHUI IHCTPYMEHT Y 3araibHill KaHBi
nocraHoBku (Hamionansuuii nentp TearpaibHoro Mucrentsa, 2018). [Ipamiooun 3 yacoBUM BUMIpOM, CBiT-
JIO TITPUMYE TEMIIOPUTM BUCTABH (SK OJHMH 3 IHCTPYMEHTIB IJIsi CTBOPCHHSI YOTUPUBUMIPHOTO MPOCTOPY);
3 00’€MOM Ta MPOCTOPOM — MIATPUMYE TITHOUHY MTPOCTOPY, CTBOPIOIOYN 00’€M TIpeIMETiB (SIK TOJIOBHUH iH-
CTPYMEHT CTBOPEHHS TPUBHMIPHOTO MPOCTOPY); 3 MOUYTTAMHU IIsi1a4a (SIK CHHTETHYHUHN IHCTPYMEHT €MOIIiii-
HOTO O00apBJICHHS T€aTPAITBHOI TOCTAHOBKH).

VY nocranosii «Onepxxumay (pem’epa 2002 p.; Mipiam — JI. laaunsayk, Mecis — P. binp) 3Hauna yBa-
ra npuiiieHa CLEHIYHOMY OCBITJIICHHIO SIK HEBiJl'€MHOMY KOMIIOHEHTY 3arajbHOrO0 XyJO)KHBOTO PIiLIEHHS
creHiuHoro TBopy. JomiHyrounM npuiioMoM poOOTH 3 TIHHIO € KOMIIO3UIIHHUN METO TeHeOpoco (Bij iTar.
tenebroso — MOXMypHii, TEeMHUIA ), 1110 XapaKTEPHU3y€ETHCS HAJ3BUYaHIM ITPOTHCTABICHHAM CBIiT/Ia i TEMPSIBH,
3 JIOMiHYBaHHSIM CaMe MOXMYPOTO, SIKHI CTBOPIOE OCOOJIMBY HAIPYTY, OCBITICHHS — 00’ €KTH BHCBITIICHO CHJIb-
HUM, KOHTPACTHHUM JDKEpesIoM Ha TeMHOMY (oHi; ()OH Ta TiHb Ha 00’ €KTi POOIATH HOTO HE3BUYHO OMYKIIHM.

dinocodcpko-00pa3He 3Byd4aHHS MOHOBHUCTaBU «bijli MOTHBH, TUIETEH] JAHIIOTH (32 MOTUBAMH JIUCTIB
ta HOoBen B. Credanuka, 1997 p.; pukonasuist — JI. Jlanunsayk; xynoxxauk J[. 3aB’s10Ba), MOCHITIOE JOMIHY-
BaHHsI 0100 KOJIbOpY (COpOUKa), SIKMH PEeXHUCEp MPOTUCTABISE YOPHOMY (HAJIBTO), BUKJIMKAIOYHM acoLiarii
3 TEMHHMH ¥ CBITJIUMHU acrieKTamu Jitoicbkoro xkutTs (Kozak, 2010, c. 351). [Tnactuka mocTaHOBKH, BUpIlICHA
B MICTUYHOMY KJIFOUi, — IHCTPYMEHT CTBOPEHHSI BPaXKAIOUOT0 CHOPPEATiCTUYHOTO IPOCTOPY JIJIs YSIBY IJIsij1aua.

He meHnur BaxkivBe 3HaueHHs 01U KoJip Bigirpae y Buctasi «YkpanueHe macts» (1998 p., XynoxkHUK
J1. 3aB’s0Ba) — K CHMBOJ >Kajao0u B OOWKIB B aBTOPChKOMY TpakTyBaHHI 1. Bommipkoro apamu 1. @panka
BiH yocoOiroe He0O Ta IBIT, CMEPTh Ta KUTTA, KoxaHHA Ta xKypOy (Ilirexs, 2008, c. 98). Bucrasa cximamaers-
Csl 3 PI3HUX PUTMIB, IO NepeOyBarOTh y CKIAHIM CHHTETUYHIH B3a€MO/Iii, MOETHYIOUUCh KOHTPAITYHKTHUM
croco0oM (Bif JIaT. punctum contra punctum — Kpanka npomu Kpanku (oyxeanvno), nonidoniuna nodymzosa
CIICHIYHOTO TBOPY). 30KpeMa, IIacTHKa roloBHOI repoini (AnHa — JI. JlaHUIBIyK) 3HAXOOUTHCS B KOHTpa-
MYHKTI 3 My3UYHUM CEPEIIOBHIIEM i MJIACTUKOIO iHIIUX repoiB (Muxkona — P. binb, Muxaiino — B. I'ybanoB),
MTOCHJTFOIOYH MTPOSIB KOH(ITIKTHOT IPUPOIM BiTHOCUH MiXK MEPCOHAKAMHU.

Haromicts y mocranoBi «5 #igy, Xpucte!» (Ha ocHOBI emictonmsapHoi moicTi I. Jlyxuaumpkoro «JIBa-
HaAIATh TUCTIB 0. AHnpest enTtumpkoro mo marepi» ta ¢pparmentiB criorafiB C. [llentuipkoi «MoomicTs
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i moknukanHsa Pomana [lentumproro», 2004 p.; Codis Lllentuipka — JI. Jaaunsayk, Murpomonut AHapiit —
B. I'ybanoB; xymoxHuK E. bocoBuu) Oinmuii Koiip MO3UIIOHYETHCS K OJIWH 3 €JI€MEHTIB PEKUCEPCHKOTO MPH-
HOMy NepeHEeCeHHs B TPAHCLCHACHTHUH CBIT.

VY monoBuctasi «Con. Komenisi» pyxu Tina akropku (JI. JJaHUIBIyK) YTBOPIOIOT TUIACTHYHHUIN €IEMEHT,
o (QIiKCY€e CTPYKTYPY KOMITO3HIT CIEHIYHOTO 300paskeHHsl, 3apskeHy emolrisiMu. OCBITICHHS MMOCTA€E YHi-
KaJbHUM TUTACTHYHHUM TIPOIECOM, IO JIA€ TMiICTABH «MOJU(IKYBaTH CIPHUHATTS CLIEHIYHOTO 300payKCHHSI.
EcreTnynmii BHECOK KOJTHOPOBOI TaMU CIIEHIYHOTO OCBITIICHHSI TIOCHUTIOIOTh BepOaIbHI €JIEMEHTH BUCTABU,
BOHM MiITPUMYIOTh MEHTAJIBHHI 00pa3, 3BUIBHIIOTH CUTYAIlII0 Ta BIUCYIOTh HOBUI 00pa3, HAaMpisTHAN Ta Ha-
¢anTazoBanuii. H. KopHi€eHKO CIyIIHO Harosiomye, 1o mapTuTypa BUCTaBH cTBopeHa I. Bonuipkoro Ha «ricu-
X0(i3MYHOMY HallapyBaHHI alloJIOHIBCBKOTO Ta MIOHICiHCHKOr0, 00)KECTBEHHOTO 1 JIEMOHIYHOTO, TIIMOMHHO-
HaIlOHAJIFHOTO Y 31TKHEHHI 3 IaPKOBUM CTEPEOTHIIOM TiceBIoykpaincbkoro» (Kopaienko, 2000). [Tnactuka
PYXiB Ta TNMIMOWHHICTH MEIMTATUBHOCTI BIJICHIIAIOTH JIO KYJIBTOBOTO 300paskeHHs Ko3aka Mawmas (ITirens, 2008,
c. 98).

BucnoBkn

JocaimxkenHs 3aco0iB MIacTUYHOI BUPA3HOCTI EKCIIEPUMEHTANBHUX YKPalHCHKUX TeaTpiB Ha marepiaii
MOCTaHOBOK «Tearpy y KOIIMKY» BHUSBHIIO, 110 €CTETHKA YKPAalHCHKOI MIIACTUYHOI PEKUCYpH TpaHchopmy-
€ThCSI IM1]1 BIUIMBOM CYYaCHOTO Bi3yajbHOT0 00pa3y: CIICHIYHE MUCTEIITBO MOEJHYE JTOCBI MUHYJIOTO U Tere-
PINTHROTO SIK YaCTUHY TOCTIHOTO PO3BUTKY. YKpaiHChKa TeaTrpaibHa CIICHa Ha CyJYaCHOMY €Talll — CBOEPITHE
o€ THAHHS TpaHCcopMaIliid Ta MyTalliid, OCKUTBKH PEXHCEPU-TIOCTAHOBHUKHA HE 0OMEXYIOTHCS HalliOHAb-
HUM KYJBTYPHUM CIaJIKOM Y TIPOIIEC] MOMTYKiB yHIBepCaIbHOI MOBH, CIUTBHUX KOJIIB, IO CTAIOTh PKEPEIIOM
HATXHEHHS Ta YyTTEBOCTI B TBOPUYOCTI, BiJIIYKYFOYH HOBATOPCHKI €CTETHUYHI ()OPMH ITOCTAaHOBOK.

BizyanpHO-mmacTuuHa OOpasHICTh CTajlla OCHOBHMM OO0’€KTOM JIOCHIPKEHHSI Ta EKCIICPUMEHTIB
pexucepa-mocraHoBHrka I. Bonumpkoi, sika mepeTBOprO€ HapaTMBHUK Ta OOpa3HUM MPOCTIp Ha MPOCTIp
abcrpakTHuiA. TeHaeHIIT 0OMIiHY Ta B3a€MOJIIi MIXK PI3HUMH €JIEMEHTaAMH T€aTPaJbHOIO MUCTEITBA YiTKO Bi-
no0pakeHl B CYIaCHOMY YKPaiHCHKOMY €KCIIEPHUMEHTAIBHOMY TeaTpi. BOHH € YMOBOIO O€3IEpEepBHOTO PO3-
BHTKY i 3a (popMoT0, i 32 3MiCTOM.

[lepcriekTHBY MOMANBIINX JIOCIIIKEHB ITOJIATAIOTh Y KOMILUIEKCHOMY BUBUEHHI 3aC001B TNIACTHYHOT PEXKH-
CYpH B EKCIIEpUMEHTAIbHUX TeaTpax cydacHoi Ykpainu.
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IKCIIEPUMEHTAJIBHASA TBOPUYECKAS | Hukonenko Pycian Hukonaesuy
MACTEPCKAS «TEATP B KOP3UHEY: | 3asedyiowuit kadedpoii peacuccypor scmpadet,
CPEACTBA NNIACTUHYECKOM | meampanusoeannvix spenuwy u yupka u axmepa meampa,
BBIPABUTEJBHOCTMUN | Kuesckas mynuyunanvuas akademus 3cmpaoHozo

u yupkosozo uckyccms, Kues, Yxpauna

[ens crathy — BBIIBUTB U OXapaKTEPH30BaTh CPEICTBA MIACTUUECKON BBIPA3UTEILHOCTH CIIEKTAKIIEH 1 MOHOCTIEKTAKIIEH
SKCIIEPUMEHTANbHON TBOpUECKOM MacTepckoil « Tearpa B kop3uHe». MeTtogonorus uccnenoBanus. I[lpuMenen Meton
CHCTEMHOTO MCKYCCTBOBEIUECKOTO aHAlIN3a U OITUCATENbHBIH METO (IJIs1 MHTEPIIPETAlMN U aHAJIN3a MHANBUIYaIbHBIX
MPUEMOB IIACTHYECKOH peskuccypsl M. Bombiikoit), KoMmapaTHBHBIN METOA (1S BBIIBICHNS OCOOCHHOCTEH MIaCTHYECKOTO
BBIpaXKEHHUS CrieKTakiel «Tearpa B KOp3UHE» M IIPOCIIEKUBAHUS BHYTPEHHHX CBA3EH MEKIy UCIIONB30BaHHBIMU PEKHCCEPOM
CpEIICTBaMM BHEIIHEH BBIPA3UTEIBHOCTH U CMBICIIOBO-CO/IEP KATEIbHBIM 3ByJaHHEM CLIEHUIECKOTO IIPOU3BENICHNUS) U JIP.
Hayunast HoBH3HA. PaccMOTpeHsI cpeicTBa IITACTHYECKON BBIPA3UTEIbHOCTH SKCIIEPUMEHTAIIBHOM TBOPYECKON MacTepCKON
«Teatrpa B kOp3uHE», UCIONB30BAaHHBIE B MPOLECCE TOCTAHOBKU CHEKTAaKJIeH U MOHOCHEKTAKIIEH Tearpa; BbIABIECHbI
0Cco0eHHOCTH pexxkuccypsl V. Bombllikol M mpoaHaJIM3UPOBaHbl UX IUIACTHYECKAsl U MHTEPAKTHBHASI COCTABIISIIOIIHUE.
BriBoapl. HccienoBanye NpUHLIKIIOB U METOAOB IIJIaCTUYECKOM BBIPA3UTEIbHOCTU SKCIIEPUMEHTAIbHBIX YKPAUHCKUX
TEaTpOB Ha Marepualle IOCTaHOBOK «Tearpa B KOP3UHE» BBISIBUIIO, YTO ICTETUKA YKPAUHCKOIO INIACTUUECKON PEKUCCYPbI
TpaHC(HOPMUPYETCS IO BIUSTHAEM COBPEMEHHOTO BH3yaJIbHOTO 00pa3a — CIIEHUUECKOE HCKYCCTBO COYETAET OIIBIT IPOIILIOTO
1 HaCTOSIIIETO KaK YacTh IIOCTOSTHHOTO Pa3BUTHS. YKpanHCKas TeaTpaibHas CIIEHa Ha COBPEMEHHOM 3Tarle — CBoeoOpasHast
COeIMHEeHne TpaHC(HOPMAIMK ¥ MyTaIHi, ITOCKOJIBKY PEXHCCEPhl HOCTAHOBIUKI HE OIPAaHNYHBAIOTCS HAIMOHAIBHBIM
KyJIBTYPHBIM HacJIeJIEM B ITPOIIECCE MTOMCKOB YHHBEPCAIBLHOTO SA3bIKa, OOLIMX KOJOB, KOTOPBIE CTAHOBSITCS NCTOYHHUKOM
BIIOXHOBEHUS M 4yBCTBEHHOCTH B TBOPYECTBE, OTHICKHMBAsI HOBATOPCKHE 3CTETUUECKUE (DOPMBI TIOCTAHOBOK.

BusyanbHo-m1acTHUecKast 00pa3HOCTh CTajla OCHOBHBIM OOBEKTOM HMCCIIEIOBAHMS U IKCIIEPUMEHTOB pexKuccepa-
noctanoBinuka M. BonbIkoi, oHa peBpaniaeT HappaTUBHOE B 00pa3HOe MPOCTPAHCTBO B MPOCTPAHCTBO a0OCTPAKTHOE.
Tennenuus oOMeHa M B3aUMOACHCTBUS MEXKY Pa3IMIHBIMHU 3JIEMEHTAMH TEaTPAIBLHOTO UCKYCCTBA YETKO OTpa)keHa
B COBPEMEHHOM YKPaHHCKOM 3KCHEPUMEHTAILHOM TE€aTpe U SBIISETCS YCIOBHEM HETPEPHIBHOTO Pa3BUTHS Kak Mo (Gopme,
TaK U 10 COAEPIKAHHUIO.

Knroueswiti cnosa: nnactTuueckas pexxucypa; iaacTuueckas BhIpasUTEeIbHOCTh; SKCIIEpUMEHTaIbHbIN Teatp; « Teatp
B KOp3UHE»

EXPERIMENTAL CREATIVE WORKSHOP | Ruslan Nykonenko
“THEATRE IN THE BASKET”: | Head of the Department of Variety,
MEANS OF PLASTIC EXPRESSIVENESS | Theatrical Shows and Circus Directing and Acting,
Kyiv Municipal Academy of Circus and Variety Arts,
Kyiv, Ukraine

The purpose of the article is to identify and characterise the means of plastic expressiveness for performances and
one-man productions of the experimental creative workshop “Theatre in the Basket”. Research methodology. The method
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of systematic art studies analysis and a descriptive method (to interpret and analyse the individual methods of plastic
directing by I. Volytska) were applied, a comparative method (to identify the features of the plastic expressiveness for the
performances of “Theatre in the Basket” and to follow the internal connections between the director’s means of external
expression and the semantic-meaningful edge of stage work), etc. Scientific novelty. We have considered the means of
plastic expression of the experimental creative workshop “Theatre in the Basket”, used in the process of staging the theatre’s
performances and one-man productions; and identified the features of the 1. Volytska’s direction; analysed the features’
plastic and interactive components. Conclusions. The study of the principles and techniques of plastic expressiveness of
experimental Ukrainian theatres in case of “Theatre in the Basket” productions revealed that the aesthetics of Ukrainian
plastic directing are being transformed under the influence of a modern visual image — stage art combines the experience
of the past and the present as part of constant development. At the present stage, the Ukrainian theatre stage is a kind of
mixture of transformations and mutations, since production directors are not restricted to the national cultural heritage in
the process of searching for a universal language, common codes that become a source of inspiration and sensuality in
creativity, looking for innovative aesthetic forms of productions. Visual-plastic imagery has become the main object of
research and experiment of the production director I. Volytska, who turns narrative and figurative space into the space of
abstract. The tendency of exchange and interaction between various elements of theatrical art is reflected in the contemporary
Ukrainian experimental theatre and is a condition for continuous development, both in form and content.
Keywords: plastic directing; plastic expressiveness; experimental theatre; “Theatre in the basket”
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COUIAJIBHI TAHII | I'punienrox Poman AnarosnifioBud
B COHMIOKYIBTYPHOMY IMPOCTOPI | 3acayorcenuit disu mucmeyme Vipainu,
XXI CT.: CIIOPTUBHO-3MATAJIBHUM | Joyenm xageopu xopeoepadpii,
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e-mail: flashrivnedance@ukr.net,
Pignencoruil Oepoicasnuii cymanimaprutl yHigepcumen,

eyn. [Inacmosa, 31, Piene, Yxpaina, 33000

Mera crarTi —3’sicyBaTu crieludiky coialbHUX TAHIIIB HA Cy4acCHOMY €Talli PO3BUTKY; BU3HAYUTH OCOOJIIMBOCTI Ta
OXapaKTepH3yBaTH MEPCIEKTUBU HOBOTO, CTIOPTHBHO-3MarajJbHOTO KOHTEKCTY COLIiaIbHNX TaHIIB. MeTONOIOTis TOCIiPKEHHS
0a3yeTbes MUTICHOMY W CHCTEMHOMY ITiXO/aX /IO BUBYEHHS COIiaIbHUX TaHIIB. 3aCTOCOBAHO aHANITHYHUA METOM (71
BHM3HAYCHHS HAYKOBHX MIAXOAIB); METOJ XyIOKHbO-CTHIICTHYHOTO Ta MUCTELITBO3HABUOTO aHANI3y (U1 BUSBICHHS
1 0OrpyHTYBaHHS TEHJICHIII pO3BUTKY comiaigbHOro TaHmo XXI cr.); cucreMHO-(YHKIIOHAIBHUM MeTOA (IIOCTIPHSIB
CTPYKTYPYBaHHIO KOHKYPCHHUX COIIaJIbHUX TaHIIB K ()eHOMEHa Cy4acHOTO COIIOKYJIBTYpHOTO IpocTopy). HaykoBa
HOBHU3HA. Briepiiie y BITYN3HIHOMY MUCTCIITBO3HABCTBI JOCIII/PKCHO CIIOPTHBHO-3MAaraibHHI KOHTEKCT COI[IaJIbHUX TAHIIIB
XXI cT.: mpoaHai3oBaHO 0COOTMBOCTI TEXHIKM BUKOHAHHS U TAHIIOBAJIbHY JIEKCUKY COIIaTbHUX TAHIIB APreHTHHCHhKE
Tanro, bagara, Mepenra, Canbca, CiHr 3axigHoro y3bepexoks, Jxurrepoar, /Iuckkogoxe, a Takox Kapubdcrkoro moy,
JlarnHcpkoro moy Ta KapnOCchKuX TaHIIB — TAHIIOBAIBHUX MIPOTpaM, 3aTBEP/KEHNX MIXKHAPOAHOIO TAHIIOBAIHHOIO
OpraHi3ali€ro JuIsl POBEICHHS €BPOINEHCHKHX Ta CBITOBHX YEMITIOHATIB; 3’ICOBAHO criei(ivHi BIIMIHHOCTI HEKOHKYPCHOTO
1 KOHKYPCHOTO COIiaJIbHOTO TAHIIIO B YMOBAX COLIOKY/IBTypHOTO npoctopy XXI cT. BucHoBKH. BusiBiieHo, 10 B KOHTEKCTI
CY4acHOTO PO3BHUTKY CHIOPTHBHO-3MAarajibHOTO HAIPsIMY TPAaHCPOPMYIOTHCS XapaKTEPHI 03HAKH COL[IaIbHUX TaHIIB
(mOCHITIOEThCSI 3HAUCHHST BI3yaJIbHOTO CKJIAQJHHMKA, CTAHAAPTU30BAHO TEXHIKY BUKOHAHHS H iH.) Ta QyHKIIT (OKpiM
KOMYHIKaTHBHOI, iIH(POPMaLiHO1, eMOIIiIfHO1, COIiaTbHOI, peKpeariiiHoi, ICHXOTepaneBTHYHOI, TOMIHYIOYUMH CTAIOTh
BHUXOBHA, ECTETHYHA, 00pa30TBOpUa if iH.). CydacHi comianbHi TaHII YOCOOTIOIOTh BAPIaTUBHICTD MOEIHAHHSI MHUCTEIITBA
TaHITIO (TpaanIlifHA BIACTUBICTH) 1 MaiCTepHOCTI (ATOTOBKA 3a IPOTPAMOI0): MUCTEIITBO BKIIOYAE B ce0E TBOPUICTB,
CIIOHTAHHICTD 1 CAMOBHPAXKEHHS, @ MAHCTEPHICTH CIIPHSIE CTBOPEHHIO €CTETUYHOTO, XyJ0)KHBOTO aCIIEKTY, IpoTe 0e3
aKIEHTYBaHHS Ha OCOOMCTIH TBOPYOCTI i CaMOBHPaXKeHH.

Kniouosi cnosa: comianbHi TaHI; KOHKypCHA IIpOrpaMa; TEXHIKa BHKOHAHHS; TaHIIOBAJbHA JIEKCHKA; KpHUTEpii
OLIIHIOBAHHSI

Beryn

CouianbHi TaHLi B cydyacHil yKpaiHCBKiH KynbsTypi cranu nomitHuM sBuieM XXI cr. JocmimkeHHs
MOMYJISIPHUX MApPHUX TAHI(B, 110 MO3UI[IOHYIOTHCS K OJMH 13 BUJIB TAHIIOBAJILHOI MPAKTUKH, y SIKIA Ta-
HeIlb BUCTYIA€E MepeayCciM MPHUBOIOM JUIS CIUIKYBAaHHS, MOKIIMBOCTI PO3BUTKY Ta peaiizallii ocooucTicHO-
ro moteHmiany (Tomcrora, 2014, c. 20); neMOKpaTHYHI TaHII 03 YITKO MPOMMCAHUX IPaBHI BUKOHABCTBA
(ITnmaxotHtok, 2018, c. 33), Ha cydyacHOMY eTarli OTPUMYIOTh HeaOUsKY aKTyaJdbHICTh. SIK BayKIIMBUH YUHHHK
cotmiaizarii 0coOUCTOCTI comianbHi TaHii B XX CT. HA0y/ M i HEaOUSKOrO MUCTEILKOTO 3HAYCHHS, OCKIIBKU
AKTUBHO BUKOPUCTOBYBAJIUCS B KiHO-, T€JIe- Ta CIICHIYHOMY MHUCTEITBI. BilmoBiHO 110 crienud)iku CBIiTOBOTO
COILIIOKYJIBTYPHOTO TpocTopy mouarky XXI CT. colfiajibHi TaHIll OTPUMYIOTh HOBE, JIOCI HE BJIaCTUBE BUSBJICH-
Hsl, PO3BHBAIOYKCh B HAIIPSIMKY CIIOPTUBHO-3MarajbHUX TAHI[IB — 3aB/ISKH 3HAYHOMY IOIIUPEHHIO B ABCTpII,
Himeuuwnni, Itamii, @pantiii Ta iHIMAX €BPONTEHCHKUX KpaiHaX OpraHi30BaHiI HA CIOPTUBHUN MaHEp 3MaraHHs
3 Canncn, Xactmiry, bauarn, ApreHTHHCBKOTO TaHTO, JIMCKOOKCY Ta 1HIINWX COMiaJbHUX TaHIB (HAPUKIAI,
MixHapoJHI TypHIpH 3 COIiabHUX TaHINB, YeMITIOHAT CBITY i3 COIliaIbHUX TaHI[IB) HA0yBalOTh HEAOUSIKOI
MOMYJISIPHOCTI. 30KpeMa, Ha PiBHI CBITOBOTO TAHIFOBAJILHOTO CITIBTOBApHCTBa, XacTa Ta CajbCy TUIaHY€EThCS
o(iiifHO BU3HATUA CIOPTUBHUMU TAHIISIMH.

O3HayeHU# HAMPSIMOK PO3BUTKY COILIajJbHUX TAHIIB HA Cy4aCHOMY €Tarli akTyali3ye JIOCIiKSHHS TaH-
LFOBAJILHOT ITPAKTUKKM B HOBOMY KOHTEKCTI 3 TIO3HIIIH CY4aCHOIO MUCTEIITBO3HABCTBA.

© I'punenrok P. A., 2020
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Po3pobka mpobmeMaTHKH COIIadbHUX TaHIIIB HE OTpHUMAalia MHPOKOTO MOIIMPEHHS cepell BITUM3HIHOL
Ta 3apyOi’>KHOT HAYKOBOT CHUIBHOTA — OKPEMI acleKTH BHUCBITIICHO B JOCIIPKEHHSIX Ta HAyKOBHX ITyOIika-
uisx b. Koen-Crperynep «CouianpHuii TaHenb: KOHTEKCT Ta aedinimis» (Cohen-Stratyner, 2001), C. Cnoar
«KapuOcbkuii Taneup Bin Abakya no 3yka: sk pyx ¢opmye imentuunicte» (Sloat, 2005), 1. TomcroBoi
«ComnianpHi IJaTHHOAMEPUKAHCHKI TaHIIl SK 3aci0 TapMOHi3allii KOMyHIKaTuBHOI cepu ocobuctocTi» (2014),
O. IInaxorHioka «KBinTeceHtis comianbHux TanuiBy (2018) Ta iH. AHai3 OcTaHHIX AOCITIKEHb Ta MyOImiKa-
IIiif 3aCBITUY€ BiICYTHICTh Y BITYN3HIHOMY HAayKOBOMY BHMIipi MUCTEIITBO3HABUMX IPAIlh, IPEAMETOM JOCITi-
JOKEHHS SIKUX € CTIOPTUBHO-3arajibHUI KOHTEKCT PO3BUTKY COIIaIbHUX TaHIIIB.

HaykoBa HOBHM3Ha TONATAE B TOMY, 1110 BIEPIIE Y BITYM3HIHOMY MUCTEIITBO3HABCTBI JIOCIIIKEHO PO3BH-
TOK CIIOPTHBHO-3MarajbHOr0 KOHTEKCTY colliaibHuX TaHIiB XXI CT.; mpoaHanmizoBaHO 0COOIUBOCTI TEXHIKU
BHUKOHAHHS Ta TaHLIOBAIbHY JIGKCUKY COLaJbHUX TaHLIB ApreHTHHChbke Tanro, bauara, Mepenra, Canbca,
Ceinr 3axigHoro y3oepexoxs, [xurrepoar, Juckkodoke, a Takox KapuOcpkoro 1oy, JIaTHHCHKOTO 110y Ta
Kapubcpkux TaHIlIB — TAaHIIOBAIFHUX TIPOTPaM, 3aTBepKeHNX Mi>KHAPOIHOIO TAaHIIOBATHHOIO OPTaHizallieio
JUTSI TIPOBENICHHS €BPOIIEUCHKUX Ta CBITOBUX YEMITIOHATIB HA CYYaCHOMY €Talll; BUSBIICHO cIienn(ivHi BiaMiH-
HOCTI HEKOHKYPCHOTO Ta KOHKYPCHOTO COIIiaJIbHOTO TaHII0 B YMOBaX COIIOKYABTypHOTO TipocTopy XXI CT.

Merta crarTi

Mera cTarTi — BUSIBUTH Ta [IPOaHai3yBaTy crenndiky po3BUTKY COIialbHUX TAHIIB HA Cy4acHOMY eTa-
ITi; BUBHAYUTH OCOOJIMBOCTI Ta OXapaKTePU3yBATH ITEPCIIEKTUBH HOBOTO, CIIOPTUBHO-3MarajlbHOTO KOHTEKCTY
COIlIaJIbHUX TaHIIIB.

MeTononorisi KocaigKeHHs: 06a3yeTbcs Ha MPHUHIAII IUTICHOTO Ta CUCTEMHOTO ITiIXO/IB JI0 BUBUCH-
HS COIiaJIbHUX TaHI[iB. 3aCTOCOBAHO aHAJITHYHUN MeTOA (I BH3HAYCHHS HAyKOBUX IIIXOJIB); METOI
XYJ0KHBO-CTAIICTUYHOTO i MECTEI[TBO3HABYOTO aHAJI3y (11 BUSBIICHHS Ta OOIPYHTYBaHHSI TSHACHIIINA PO3-
BUTKY COIIIaJIbHOTO TaHI0 XXI CT.); CUCTeMHO-(DYHKI[IOHAILHII METO] (MIOCIPHUSB CTPYKTYPYBAHHIO KOH-
KYPCHHUX COIL[IaJIbHUX TAHIIB SIK ()EHOMEHA Cy4aCHOTO COLIIOKYIETYPHOIO IPOCTOPY) Ta iH.

Buknaa marepiasy gocJiizKkeHHs

Ha mexi XIX — XX cT. HEeKOHKYPCHI colliaibHI OaibHI TaHI[I 3aJUIIAINCS €MHOI0 KaTeropiero 0ambHIX
TaHIiB, Ba)KJIMBOK YaCTHHOIO TAHIFOBAJILHOTO MUCIICHHS B €BpoIIi Ta AMEpHIIl TIO3HII0HYBAJIacs CaMOXKep-
TOBHA IIEJPICTh 3 aKIIEHTOM Ha IiJBHUIICHHS 3a/I0BOJICHHSI TAHIIOBAaJbHUX MAapTHEPIB Ta OTOUEHHSA. [HIIOIO
BKJIMBOIO YACTHHOIO OPUTIHAIHHOTO OATBEHOTO MiAX0My OyI0 THYYKE MUCICHHS Ta aIanTallis 10 MapTHepa.
TaHIIOPHUCT, OBONOMIBAIOYM PI3HOMAHITHAM CTHJIEM, JIETKO TIPUCTOCOBYETHCS O PI3HUX IMApPTHEPIB, a KOIU
iXHI pyXW rapMOHI3YIOThCS, IHIMBIAYaIbHICTh Y TaHIII TIO3HIIOHYETHCS K MPUPOHA HEOOXITHICTD, IO JH-
Bepcudikye Tanenpb. [[poBigHi TaHIIOPUCTH 1 yuuTelNi TaHUIB, Hanpukiiaa, d. Actep, HaroysouyBaiu Ha Bax-
JIMBOCTI pO3BUBATH THYUKICTb, 100 MaTH 3MOTY aJanTyBaTy BIACHUH CTHIIb JI0 CTHIIIO CBOTO IIAPTHEPA, HE BiJ-
MOBJISIFOYHCH BiJl BIACHOT iHAMBIAYaJIbHOCTI, a MOEJHYIOUH 11 31 CTHIIEM CBOTO mapTHepa. sl HEeKOHKYpCHHX
COLIAJIbHUX TAHIIOPUCTIB 111 OCTYJIATH — TPAIUIiiiHa YacTHHA TaHIIOBaILHOI pakTuku (Powers, 2014b).

EBomrortist 6anmpHOTO TaHIIO B XX CT. — KoaudiKaris, CTAaHOBICHHS Ta PO3BUTOK KOHKYPCHOTO OabHOTO
TaHITIO, 3aTBEP/KCHHS TAHIFOBAIBHOTO CIOPTY Ta iH. — MOCHPHSUIN TpaHC(hOpPMAIifHAM TpoIiecaM y TaHIIi
COILIIaJTbHOMY.

Jo ¢dyHKUif comialibHUX TaHLIB, IO B CYKYNMHOCTI BU3HAYAIOTh ICHUXOJIOTIYHI MOXIJIMBOCTI O3HA4YEHOT
TAHIIOBAJIbHOT TPAKTHKH B YIOCKOHAJICHHI Ta PO3BUTKY KOMYHIKaTUBHOI c()epru OCOOUCTOCTI, MOCIiAHUKA
BIZTHOCSITH TaKi: KOMyHIKaTUBHY, iH(hOopMalliiiHy, eMOLIIHHY, COILiai3y0uH, peKpealiiny, ICUX0TepaneBTUIHY
(Tonctosa, 2014, c. 3).

XapakTepHOIO 03HAKOIO COITiaTbHUX TAHIIIB €:

— CIIOHTaHHA B3a€MOJS 3 TAaHLIOBAJIBHUM IIAPTHEPOM 3apajiyl 3aJOBOJICHHS, B IPOLIECI BUKOHAHHS KPOKIB
Ta pyXiB, o Haibinbe nogodatTecs (Cohen-Stratyner, 2001, p. 122);

— (OKyCyBaHHSI HA YyTTE€BOMY CIIPHUHSTTI BUKOHABISIMH TaHIIO, @ HE HA 30BHIIIHBOMY Bi3yaJIbHOMY
CKJIaJTHHKY;

— THYYKICTh Ta aJanTyBaHHs TaHIIOPUCTIB, iX MPUCTOCYBAHHS J0 CTHUIIIB, IO BIAPI3HSIIOTHCS B IXHIX
BJIACHUX;

— BUKOHAHHS [10CTITOBHUKOM TaHIIOBATHHUX CJIEMEHTIB, BITMIHHUX Bif imei Jlizepa — ampTepHaTHBHA
IHTepITpeTaltis Horo JiepcTBa;
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— OTPUMAaHHS TaHIFOPUCTAMH 33/I0BOJICHHS BiJl iMIIpoBi3alii (TTO€HaHHS OCMHCIIEHOTO BHOOPY Ta CIOH-
TaHHOI peaxilii) 3 MapTHepOM, OBOJIOAIHHS TaHIIOBATHHOIO (hOPMOI0;

— BIJICYTHICTB CTaHAapTHU3aLli] — coLianbHi TaHLi MepeadayaroTh 3MiHy BIACHUX KPOKIB ISl aJanTyBaHHS
710 KOJ)KHOTO MapTHEpa;

— BIJICYTHICTh CTaH/IaPTU30BAHOTO CTHJIIO Ta PO3BUTOK BJIACHOTO, BIIMIHHOIO Bijl IHIIIMX TAHIFOPUCTIB;

— BificyTHICTH (pikcoBaHOi Xopeorpadii (BoHa 3a3BHUall 3aCHOBY€EThCSI HA €JIEMEHTAX TAHIFOBAJIBHOT JICK-
cuku [locmigoBHuKa Ta cioHTaHHUX pyxax Jligepa) (Powers, 2014a);

— MIPUIHATTS TAHIFOPUCTAMH BIIACHUX PillleHb, OCKinbKu Jlimep ta [lociaifoBHUK MOCTIHHO 3HAXOMATHCS
B MPOIIECi MPUIHSTTS PillIeHb CTOCOBHO MPOTPAMH MPUHHITHUX KPOKIB, XOpeorpadivHOTO PO3MOPSIKY i iH.
Ha Binminy Bin maptHepcTBa B OanbHUX TaHLSX, poib [locninoBHMKa He acMBHA: 32 KibKa CEKyHJ, 1HOI1
HECBIJIOMO, BiH IIPHUIIMae PIlICHHS CTOCOBHO IMOJAJIBIINX TAHIFOBAIBHUX JIiH, BIAMOBIAHO, HE «Haciaye» Jli-
Jiepa, a IHTepIPeTyEe CUTHAIN, KOTP1 1oJjae mapTHeED.

P. ITayepc (Powers, 2014a) Harosomrye, Mo B COIIaTbHUX TAHIIX MAPTHEPH «BIAKPHUTI TSI O€3MEKHUX
MOXKITHBOCTEH MOMEHTY, BIIITOBIAAI0UYN OJWH OIHOMY Ta MY3HIIi, OCKUTEKH ITOTIK TaHITIO — 1€ TPUBUMIpHUH
3B’s130K Mix Jlinepom, IlocnitoBHUKOM Ta My3HKOIO, KOXKEH 3 SIKUX poOMTH cBili BHecok». Ha mymky no-
CJIITHHKA, COLiaNbHI TAHIOPUCTH LIHYIOTh MOKIIMBICTh PO3MIALY OaraTbox >KUTTECIIPOMOXKHUX BiAIMOBiICH
y OyIb-SIKHii MOMEHT, BKIIIOUHO i3 HETpaaWLIMHUMH 1 TBOPYMMH MOKJIMBOCTSIMH, 32 YMOBH SIKIIO 1X MOXKE
MPUKAHATH TAHUIOBaJbHUM MapTHEP.

[Mowarox XXI cT. 03HaMEHYBaBCS aKTUBI3AII€I0 PO3BUTKY KOHKYPCHOTO COIIATBHOTO TAHITIO 3aBSKU Ji-
sTbHOCTI MidkHapoaHOi TaHITIoBaIbHOI opraHizarii (International Dance Organization (IDO). Cexris map-
HHX TaHIIB MTPOBOAWTH 3MaraHHs 13 TPAAHIIMHUX CBITOBUX COIIaJLHUX TAHINB, 30KpeMa, APTreHTHHCHKOTO
Tanro (Tanro, Tanro Eccenapio, Tanro Minonra, Tanro Bainbc), bauarn, Kapubcrkoro moy; Kapubcekux
tanuiB (bayara, Mepenre, Canbca), [lapaux TaHIIOBaJIbHUX KOMaH[ Ta KomanAa (opmeiH, Xactemy/luc-
kkodoxkcy/Iuckocsinry, xutrrepOary; Jlarnacekoro moy, Mepenru, Canbeun, CBiHry 3axiHOTO y30epeiKs
(International Dance Organization, 2020b). Cepen HalIPECTHKHIIIMX 3MaraHb i3 COIialIbHUX TaHIliB HA3BEMO
€Bpornelickknii yemmionar 3 mapHux TaHuiB «Canbca, badata, AprenrnHceke Tanro ta KapuOchki TaHIi»
(IDO European couple dance championships «Salsa, Bachata, Argentine Tango & Caribbean Dances»); Mix-
HapoaHuit uemmionat bauaracrapce (Bachatastars International Champions) Ta iH.

Jlo meperniky coliagbHUX TaHLIB, 3aTBEPIKCHUX JUIS MPOBEICHHS €BPONEHCHKUX Ta CBITOBHX UYEMITiO-
HariB y 2020 p., ysidinumm: Aprentudcbke Tanro, Cansca, Mepera, bauara, Kapu6cpki Tanui (bauara, Me-
penre, Canbca), Canbca Pyena ne Kasino, KapuOcbke 1oy, JlaTuHChKe 110y (TaHIIOBajIbHI KOMIO3HIIT Ta
xopeorpadii, 3aCHOBaHI Ha JaTHHOAMEPHKAHCHKOMY MIKHAPOTHOMY TaHIFOBaJIbHOMY CTHI), [IxuTTepOar,
Huckoxactn/Jlnckodoke/Anckocsinr, CBiHT 3axigHOTO Y30€pexoKs, mapHi TaHmi (popMenITH, CHHXPOHHI TaH-
11 (XapakTepu3y€eThCs BUKOHAHHSIM TAHITIOPUCTAMH PYXiB Ta QIryp OMHOYACHO B OMHOMY HAIPSIMKY ITPOTSATOM
BHCTYIIy BiJICYTHICTIO aKpOOAaTHYHUX PYyXiB, MIATPUMKH i KOHTAKTiB) Ta J[xek i Jkui y BiKOBUX rpymnax:
aitu (12 pokis i crapui); FOniopu 1 (13—14 pokis); FOniopu 2 (15—16 pokiB) — 11t TAPHOTO BUKOHAHHS Ta
FOniopu (13—16 pokiB) 11 KOMaHIHUX 3MaraHb i 3Maranb ¢popmeiiun; Jopocni 1 (17 Ta crapue), Jopoci 2
(31 Ta crapuie); Cenbopu (Big 50-tu pokis) (International Dance Organization, 2020a, p. 76).

om0 crieHIYHOTO PEKBI3UTY, TO TPaBUIAMH 3MaraHb reperdadacTbcss BUKOPUCTAHHS JIUIIE MPEMETIB
rapaepoOy, SKII0 BOHU 3aJIUIIAIOTHCS YaCTHHOIO KOCTIOMA (JJO3BOJSETHCS TPUMATH 1X Y pyKax Ta 0OMiHIOBa-
THUCS 3 TAPTHEPOM, TIPOTE 3a00POHAETHCS KUIATH iX ITiJ1 9ac BUCTYILY Ha IiJIOTY).

Y KOHTEKCTi I[bOTO AOCII/KEHHSI BBAYKAEMO 32 JIOIUTbHE OUTBII JeTAbHO PO3MISTHYTH OCOOIMBOCTI KOXK-
HOTO 13 TaHLIB MPOrpaMH KOHKYPCHUX 3MaraHb CBpOIEHCHKOr0 YeMITIOHATY 3 TTApHUX TAHIIIB.

Apeenmuncvroco Taneo — TaHIIOBAIbHA AUCUUILIIHA, Y Kl KOXKEH 13 TPhOX TaHIIB TaHTO POOUTH PiB-
HO3HAYHUI BHECOK B 3arajibHe PO3TaIlyBaHHsI TAHIIOPUCTIB, OL[IHFOETHCS 32 BIACHOIO criennikoro, a 'y ¢inami
3MaranHs napu BUKOHYI0Th Tanro Ecuenapio (Escenario) abo CiieHivuHe TaHro, KOTpe PO3IISIAETHCS SIK JI0-
JAaTKOBHU TaHEIIb, JIe¢ BUKOPHUCTOBYIOTHCS PI3HOMAHITHI PYXH, HE TUITOBI TS COIIATbHUX TAHIIIB: MiATPUMKH,
Maxu Horamu (0oJreo, raH4do, MEEPHACOC), AKPOOATHYHI €JIEMEHTH Ta CKJIaTHI TPIOKOBI €IEMEHTH (COJBTAlI,
CaJIbTO, CTPUOKH  iH.) Ta OaleTHi ma.

C. Paxmari (Rahmatian, 2018, p. 227) HaroJjouuye, 1110, He3Ba)Kar04l Ha HECKIHYEHHE PI3HOMAHITTS (iryp,
TaHellb Ma€ YiTKY, OCHOBHY CTPYKTYpY, 3 SIKOI BUKOHABEIlb MOKE BHOYJOBYBaTH BIIACHHN BHCTYI. 30KpeMa,
xopeorpadisi 0a3yeTbcs Ha Takux 0a30BHX KommoHeHTax Tanro, sik Ticui o6ikimu, Kaminana (IIporysmsiaka.
Kpoxwu 3a miniero Tanmio), Kopre (nepepBanmii pyx B Oyab-sKkoMy HampsMKy) Ta KeOGpas 1 BkiItodae KiiacH4Hi
Kpoku, QirypHu U pyxu, HaiixapakTepHimri as Tanro: 3Mida HanpsMKy Kpoky, Kpok i3 moBopoToMm, Kpok Ha
pizHi Bincrani, [lepepBannii kpok, Boneo (pyx maprHepa B TaHIIi IiJ] 4ac 0O0epTaHHs JIOBKOJA BIACHOI Bici,
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ITiJ] Yac SKOTO HOoTa HiOM 3axjecTye OOKOBY CTOPOHY MapTHepa abo 3a iHEpINEr0 JeTHTh Y HaNpsMKy PyXy),
I'ango (Oomeo, mix Yac SIKOTO 3yCTPivarOThCsl HOTH TMAPTHEPIB, BIbHA HOTa HA MUThH OXOILTIOE OTIOPHY HOTY
Ha/1 3iICHYTUM KOJIIHOM, 200 J1Bi BiJIbHI HOTH NIEPEXJIeCTYIOThCS B MOBITPi), O40 (KPOKH 3 TOBOPOTOM, CXOXKI1 Ha
BiciMKy — KpOK y CTOPOHY 3 TOBOPOTOM KOPITYCY JI0 ITapTHEpa Ta pO3BOPOTOM CTEIOH Y HANPSIMKY PyXy); Xipo
(oOepraHHsI, B SIKOMY MapTHEpKa OOXOAMTH MapTHEPA, SKUH YTBOPIOE IIEHT 00epTy) Ta iH.

bayama mae xapuOcbKe TOXO/DKEHHS 1 XapaKTepU3yEThCS BIICYTHICTIO pyXy 3a JiHi€l0 TaHIo. OCHOBHA
pyX — TJIaBHHM, TOBOJI OBITEHAN, POMAaHTHIHUHN Ta IpUCTpacHU. Kpoku CKIIamaroThCs 13 TPHOXKPOKOBOI
CXEMH PyXy ¥ MOMEHTY HIifioMy/Haxuily cTerHa 0e3 mepeHocy Tiia Ha paxyHOK 4-pu. TaHitoBanbHa mapa
MMOBMHHA CTBOPUTHU YYTTEBY aTMoOc(epy 3a JOIMOMOI00 OpUTiHAIBHUX 00epTalIbHUX PYXiB y MO€AHAHHI 13
rpaitinBoIO B3aemoziero oauH 3 oqauM (Knolle, 2008, p. 133).

Pyxu # xapakTepHi TexHiIUHI 0coOiaMBOCTI mporpamMu Kapubcbkoeo uioy oOMparoTbCsi BUKOHABLSMU
3 OpUTiHANBHUX JJATHHO-KapuOChkuX TaHIiB (Canbea, bauata, Meperte Ta ApreHTHHChKE TaHT0), & CBOEPIJI-
Hi CTHJIICTUYHI BiICTynH (KOMOIHYBaHHS ABOX a00 OiIbIlIe CTHIIIB) MOXKYTh BKJIIOUATH TeaTPalibHI PyXHU Ta
BUKOHYBATHCS i1 OyIb-SKHI THIT JJATHHOAMEPHUKAHCHKOT My3UKH. 3a00POHSIETHCS BUKOHYBATH O1TbIIIE 4-X
TaKTiB xopeorpadito abo Girypu, o MoxyTh OyTH BUKOHaHI i 4ac MXKHApPOAHOTO KOHKYPCY JIaTHHOAaMe-
PHUKAaHCHKMX TAHLIB, aje J03BOJISIOTHCS MIATPUMKH Ta akpobatnuHi pyxu (International Dance Organization,
2020a, p. 80).

Jlucxogoxc, BinoMmuii y pisHUX Kpainax sik Jluckoxacti, Jluckocsinr abo Jluckookc, XapakTepus3yeTh-
Csl CTaTUYHICTIO (TTapa pyxaeThCsl Ha MapKeTi Mij Yac MOBOPOTIB), BUCOKOIO TEXHIKOKO iMITPOBi3allii B Io-
BiTbHOMY payHi (20—24 TakTu Ha XBUIWHY), 3aralIbHOI0 JUHAMIKOIO 1 CIIPUTHICTIO B TMTAPTHEPCTBI MiJ] 9ac
mBuaKoro (30-35 TakTiB Ha XBWJIMHY), HaABHICTIO PyXOMOTO TaHIIOBAJIIEHOTO MTPOCTOPY MPHU YaCTid 3MiHi
MO3UIIIH TApTHEpaMH, IOMIHYBaHHSIM Pi3HOMaHITHHUX ITOBOPOTIB Ta MPUPOIHUX PYXiB cTerHamMu. Biamosin-
HO 710 PiBHSI MAaHCTEpHOCTI TAHLIOPHUCTIB, TEOMETPIisl TAHIIO 3MIHIOETHCS 3 TAHIIOBAHHS «3a XPECTOM» Ha
«ITiHIHE» TaHIIOBaHHS 3a TaK 3BaHUM CJIOTOM, 110 Haraaye CBinr 3axigHoro y30epexoks (Callahan, 2005,
pp- 4-5). Byap-siki 3MiHu B napi (KOJIW apTHEPU MIiHSIOTHCS MicsiMu) B JIMCKO(OKCI BUKOHYIOTHCS Ha TPU
paxyHku. Jl03BoJISAIOThCA Taki QirypH, sIK MO3W, KAJKA Ta JiHil, IPOTe BOHU HE TIOBUHHI IOMiHYBaTH B KOM-
TO3UITii, HATOMICTh akpoOaTudHi Girypu g03BONICHI Jtuire y (iHami, a iIXHSI KUTBKICTh HE 0OMeKeHa.

1. Barmoy (Waglow, 2013, p. 98) naromnomrye, mo s TaHIo Joccummepbae (po3mip 4/4) THTIOBUM € BH-
KOPUCTaHHA 5K €JIEMEHTIB TPACKH TiJla Ta KiHIIBOK, IiJICKOKIB Ta 00epTiB, aKpoOAaTUYHUX €JIEeMEHTIB (Ha-
MPUKJIAJ], IEPEKUAAHHS TApTHEPKH), IMIPOBi3aLlis i 3a03MUEHHS €IEMEHTIB 1HIIMX COLiabHUX TaHIIIB.

Mepenea (temn 30-34 TakTH Ha XBUJIMHY NPU MY3UYHOMY po3Mipi 4/4 Ta 60—68 TakTiB Ha XBUINHY
npu po3Mmipi 2/4) — 1aTMHOAMEPHUKAHCHKHI CTIOPTUBHUN TaHEIb, IO XapaKTePU3YEThCS BICYTHICTIO MPO-
CYBaHHS 3a JIHIEIO TAHIIO, BUKOHAHHAM Y 3aKpHUTii 1mo3uiii, 000B’I3KOBUM MOCTIMHUM TiJI€CHUM KOHTaK-
TOM TIAPTHEPIB, HABITH ¥ TIPOIICCI BUKOHAHHS 1HANUBINYaTbHUX /1d, KOMIIAKTHAMH KPOKaMH, BHKOPHCTAHHSIM
JIATHUHCBKOTO PyXY CTETHA, 1HOAI JOBOJI cTakaTo. Jlerke 3ycTpiuHe KOJMBaHHS 3a3BUYail BUKOPUCTOBY€ThCS
JUIS TOTIOBHEHHSI JIATUHCBKOTO PyXy cTerHa. Y ¢irypHii MepeH3i BUKOPUCTOBYIOTHCS PI3HOMAHITHI Kpo-
ku (0azoBuit — «Mapur»), ¢iryp Ta xopeorpadiyHuX €IEMEHTIB, IO CIPHUIIOTh MOCHICHHIO XYIOXHbO-
€CTETHYHOTO 00pa3zy, 30KpeMa, KpyroBi pyXu CTErOH, IOBEPTAHHS KOPILYCOM, PYXH IUI€UHMa B TPHUIIBUIIE-
Homy pyci (Knolle, 2008, p. 162).

Canbca Mae TaTHHOAMEPUKAHCHKE TTOXODKEHHS, TPOTE MPOTITOM OCTaHHIX AECATKIB POKIB PO3BUBA-
J1acsl BiIIOBITHO A0 CITeM(iKU PeTiOHAIBHOTO TepUTOPitoBaHHA. HUHI crtocTepiraeTbCss Y0OTHPH OCHOBHHUX
ctuni Canben: Canbea ITyepro-Piko/Hpio-Hopkebka Canbea a6o Bymunane Mam6o (Street Mambo), KyGuu-
cpka Canbca, KonmymoOiticeka Canbca Ta Canbca Kani a6o KomymOiticeka Canbea, 1110 BKIIIOYa€ 3HAYHY KiJlb-
kictb moy ¢iryp (Ilmaronosa, 2016, c. 11) — Tpu ocTaHHI TOMYCKAIOTHCS 10 BUKOHAHHS IIiJl Yac 3MaraHb
YEMITIOHATY.

V kareropii «Salsa Solo/Duo» BUKOHABII IIEpeIyCiM MarOTh IIPOACMOHCTPYBATH YUCTY, IIBUAKY POOO-
Ty HIT, CHHXpOHI3aIlito, 1o00pe BUKOHAHI PYXH THITY «ITUTAHHS-BiAMOBIIb», TApHUN KOHTAKT 1 My3UJHY 1H-
Tepnperaniro. BomHouac mpaBuiiaMu 3a00pOHEHO BUKOHYBATH Oy/Ib-SKi akpoOaTuydHi pyxu abo migiioMn Ta
YTPUMaHHS — MDXK TaHI[IOPUCTAMHU HE TOBUHHO OyTH KOHTAaKTY: MMAPTHEPH TAHIIOIOTH OiK y Oik a00 X OIMH
nmapTHEP BUKOHYE KPOK, Ha KUK iHmMi pearye (International Dance Organization, 2020a, p. 86).

Canvca — HaA3BUYANHHO TIOMYJIIPHUN KIIYOHUI TaHEllb, 1110 HAJla€ TAHIFOPUCTAM 3HAYHOI CBOOOMHU iH-
TeprpeTanii My3uKH, BUKOPUCTOBYIOUHM PYXH Ta €JIEMEHTH PI3HUX JIATHHOAMEPUKAaHChKUX TaHIIB (HAIpH-
knan, ¢pirypu «O0ept B 00iiiMax» Ta « YIapH rmauanru KabIyKoM» ), 300pakatour TOCTPY B3aEMOJIII0 OJTHOTO
3 ogauM. OcHOBHU CalbcH BKITIOYAIOTH PYXH pyKaMy, 3MiHY TPUMaHHS TPy 30€peKEeHHI TUTTOBHUX JJISI TAHITIO
MIJIaBHUX PYXiB.
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VY kareropii «Salsa Couples» (temr 50-52 TakTi Ha XBHJIWHY) TependadeHo BUKOHaHHA «BiciMkmy»
(oOepTr mapTHEPIB OJHOTO MEPE OJJHUM Y BIIKPUTIN NO3UILiT), «BiciMKkH 31 3uerieHuMu pykamuy (TIpH BH-
KOHaHHI HamiBOOEPTiB, pyKU MapTHEPiB 3ueruieHi), «O0epT y 3aMKy» (IapTHEp TpUMAae MapTHEPKY 3a PyKH
Ta po3BepTae, o0 ii mpaBa pyka 3auinanacs 3a CIHHOK), «O0epT 31 3MiHOIO MiCIlb» (3MiHA MiCIlb TAPTHE-
PpiB, IiJ] 9ac SIKOi TAHLIOPHUCT MEPEXOAUTh Ha MicIle MTAPTHEPKH, OBEPTAIOYH ii ImiJl pyKoro) Ta iH. [linTpumku
i akpoOarnyuHi Qirypu mo3BosieHi e y ginani (kareropii FOuiopu ta Jopoci).

Céine 3axionoco ysbepesicoics XapaKTepHU3y€e€ThCsl 0COOIMBOIO TEXHIKOIO BEICHHS, IO 3aCHOBaHA Ha
M’SIKiil B3a€MOJil mapTHEPiB, BUKOHAHHSAM IEPEBAXHO B pamili (0OMEKEHOMY MPOCTOpPi MapKeTy), TeXHi-
KOI0, 1110 JJa€ 3MOT'y iIMITPOBI3yBaTH i/l Yac BUKOHAHHS KPOKIB 000M MapTHEPAM, aHKep CIMenom SIK TATIOBUM
3aKiHYeHHsM Oinbinocti 6azoBux ¢iryp: [lymobpeiik, [ToBoport i3 BigBopoTOM KopItycy napTtaepa, [Ipomyck
niBopyd, [Ipomyck mix pykoro naptaepa, [loBopot HazoBHi, [loBopot y cepenuny, Bicn, @pi Cnin, Ctapro-
BUH KPOK Ta iH.

Ha ocHOBI KOMITJIEKCHOTO aHaji3y BHCTYMIB mepeMoXxiiB BcecBiTHporo yemmionaty i3 Canscu, ba-
gatu Ta Mepenru (IDO World Salsa, Bachata and Merengue championships, Itamis, 2019 p.) M. I'ani ta
M.J. Miorri, /JI. /I’anrena ta E. JIa3oi, a Takox €BporielicbKoro YeMmnioHary napHux tasiiB «Cainbca, bada-
ta, Apreatunceke Tanro Ta Kapu6ceski Tanmi» (IDO European couple dance championships «Salsa, Bachata,
Argentine Tango & Caribbean Dancesy, [lonbia, 2019 p.) B. BaBpaTa B. Maprera, €. JlicynoBta K. Jlicynosa,
T. Conapc Ta K. boposcka, M. Beproni ta b. Minaui, C. Caudinino Ta6o ta C. Maco y Bikosi#i rpymni Jlo-
pOCITi MO’KEMO BH3HAYHUTH, IO JIO KPUTEPIIB OIIHIOBAHHS BUCTYIIIB TAHIFOBAIBHUX TIap HA CYYaCHHX YEeM-
[IOHATaX 13 COLliaIbHUX TAHILIIB HAJIEKaTh:

— CIleHIYHa MPUCYTHICTH: CIIeHIYHa MMOBeiHKa (TaHI[IOBaJIbHA TIapa MOBUHHA 3aiiMaTH OUIBITY YaCTHHY
IIPOCTOPY, 11100 OXOMMUTHU BCIO ayAUTOPiI0), 3arajbHa €CTETHKA NMapy (apTUCTHYHA IPOEKIIisl MapH, 30aTHICTh
nepegaBary MouyTTs sgaady), KOCTioMH (podeciiiHi, MOBUHHI TapMOHIIOBATH 31 CHEIU(IKOI0 TAHIIO 1 MY-
3UYHUM CYIPOBOJIOM);

— TeXHiKa BUKOHAHHS: PECYPCH TaHIIOPHUCTIB, 3HaHHs (Iryp, sIKICTh BUKOHAHHS TaHIIOBAJILHUX PYXIB,
TEeXHIYHA OCHOBA TaHIO (JIiHIi, MO3UIIi{, PO3MIIIEHHS); OKPIM ypaxyBaHHS 3arajbHOT TEXHIKH COIIaIbHOTO
TaHITIO, XXypi aKIIEHTY€ yBary Ha TEXHiIll KOHKPETHOTO TaHITIO, 30KpeMa, CIioco0i BUKOHAHHS KPOKIB, pyXiB
CTErHAMH, PUTMi, TEXHIIll BEJICHHS, BAKOHAHHS TPIOKiB, IEPEXO[iB MiXK TaHIIEM Ta aKpoOaTHUKOFO (ITi] aKpo-
0aTUKOI PO3YMIFOTHCS PYXH, IiJI Yac SKUX TUJIO TEPEeBEPTAETHCS JOBKOJA CariTaibHOi abo (poHTaNBHOT
Bici — HAaIIPHUKJIAJ, CaJIbTO) Ta iH.);

— B3a€MOJIs TaHIIOBAJIbHOI Mapu: KOOPAMHALIS PyXiB MiX MapTHEPaMHM, a TAKOK BHPAKEHHS CITLIIb-
HOTO TOYYTTS IiJl Yac BUCTYIY, CIIOCi0 TPUMAaHHs, MTOJIOXKEHHS PYK, TOPKAaHHS Tijla Ta iH. (HalpuKIIaj, 1mo-
PYLIEHHSIM € BUPa)KEHHS MapTHEpPaMH Pi3HUX €MOIIii; BipUBY YaCTHHU Tila B MPOLECi BKa3yBaHHS PyXy
gepes BIICYTHICTh pO3yMiHHS 200 BHYTPIIIHBOTO 3B’ S3KY);

— MY3UYHHMH CKJIaJHUK: PO3BUTOK Ta €BOJIIOLIS TaHIIIO, HOr0 CKJIAHICTD, PyX Ta CUHXPOHI3aLis 3 My3u-
KOIO, & TAKOXK AMHAMIYHICTb, MiAKPECIIOBAHHS MY3UYHUX PUTMIB Ta BMIHHS IPUJIAIITOBYBATHUCS A0 €HEPTil
MY3HUKH, OCKUIbKH TaHEelb Ma€ OyTH aJalTOBAHUM JI0 My3UYHOI CTPYKTYPH MiCHI, My3HYHO iHTEpIPETyBaTH
KOXeH il MOMEHT ab0 YacTHHY.

BucHoBku

JlocomikeHHS BUSIBUIIO, 110 B KOHTEKCTI PO3BUTKY CY4aCHOTO CIIOPTHBHO-3MarajJbHOTO TaHIIOBAJIbHO-
ro HampsiMy TPaHC(HOPMYIOTHCS XapaKTEepHI 03HAKU COLaAIbHUX TAHIIB (MOCHIIIOETHCS 3HAYCHHS Bi3yallb-
HOTO CKJIaTHUKA TAHII0, CTAHAaPTH30BaHO TEXHIKY iX BUKOHAHHS 1 1H.) Ta pyHKLIT (OKpiM KOMYHIKaTHBHOT,
iH(popMaliifHo1, eMOLINHHOI, colliaNbHO1, peKpealiiHoi, MCUXOTepareBTUYHOI, TOMIHYIOUUMHU CTAIOTh BH-
XOBHa, €CTeTHYHA, 00pa30TBOpUa i iH.).

ComiaipHi TaHIII Ha CyJ4acHOMY €TaIli PO3BHTKY CBITOBOi TaHIFOBAJIBHOI KYJIBTYPH YOCOOIIOIOTH Ba-
pIaTHBHICTH TTOETHAHHS MUCTENTBA TAHIIIB (TpagUIliifHA BIIACTHBICTH COIIAJIbHUX TAHINB) 1 MAaHCTEPHOCTI
(miaroToBKa 3a MPOTPaMOI0): MUCTENTBO BKJIIOYAa€E B c€O€ TBOPUICTh, CIIOHTAHHICTh Ta CAMOBHPAKCHHS, a
MaHCTEpHICTh CIIPHUSIE CTBOPEHHIO €CTETHYHOTO, XyA0KHBOTO aCIEKTy, IpoTe 0e3 aKLeHTYBaHHs Ha ocoOu-
CTill TBOPYOCTI T4 CAMOBHPaKEHHI.

[epcriekTBa MOAANBIINX JOCIIPKEHB TOJISTAE B pO3POOICHHI IITICHOT TEOPil CIOPTUBHO-3MaraibHO-
IO HaNpsIMy COIIAIBHOTO TAHIIIO T4 B HAYKOBOMY OCMUCIICHHI IPOOJIeMH BHSBICHHS HOTO Xy/JI0KHBO-ECTe-
TUYHUX aCIEKTiB.
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COUUAJIBHBIE TAHIBDBI | I'puiertok Poman AnaronbeBud
B COHUUOKYIBTYPHOM | 3acayscennsiii dessmens uckyceme Ypaunot,
IMMPOCTPAHCTBE XXI BEKA: | Joyenm xagedper xopeoepagpuu,
CIIOPTUBHO-COPEBHOBATEJIBHBIU | Posenckuii 2ocyoapcmeennviii 2ymarnumapnuiii
ACIIEKT | ynusepcumem, Posno, Yxpauna

Llenb cTaThu — BBISICHUTH CIEHU(UKY COIMATIBHBIX TAHIIEB HA COBPEMEHHOM 3Tare Pa3BUTHS; ONPEACIUTH
0COOCHHOCTH U 0XapaKTePU30BaTh MEPCIEKTHBBI HOBOTO, CIIOPTUBHO-COPEBHOBATEILHOTO KOHTEKCTA COIIMATLHBIX TAHIICB.
MeTononorus uccieoBaHus 6asupyeTcs Ha [EJIOCTHOM U CUCTEMHOM I10/IX0/1aX K U3yUEHHUIO COLUAIbHbBIX TAHIIEB.
[IpuMeHeH aHaIUTUYIECKU MeTOA (A1 ONIpeeNICHHsI HAyYHBIX MOAXOI0B); METOA Xy 0KE€CTBEHHO-CTUINCTHIECKOTO
1 UCKYCCTBOBEAUECKOTO aHaM3a (U1 BBISIBICHHUS] 1 000CHOBAHMSI TEHACHIINI pa3BUTHS COIIMAILHOTO TaHa XX B.);
CHCTEeMHO-(YHKIIMOHAIBHBIH METOJ (COACHCTBHIE CTPYKTYPHUPOBAHUIO KOHKYPCHBIX COIIMAIBHBIX TAHIIEB Kak (peHOMeHa
COBPEMEHHOT0 COLIMOKYIBTYPHOTO MpocTpaHcTBa). Hayunas HoBu3Ha. BiepBhle B 0TE€UECTBEHHOM HCKYCCTBOBEICHUT
HCCIIEIOBaH CIIOPTHBHO-COPEBHOBATEIBLHBIN KOHTEKCT COLMAIBHBIX TaHIeB XX B.: IPOaHAIM3HUPOBAHBI 0COOCHHOCTH
TEXHUKH BBIITOJHEHHS U TaHIIEBAJIbHAs JIEKCHKA COI[MANBHBIX TaHIeB AprenTuHckoe Tanro, badata, Mepenra, Canbca,
Ceunr 3amannoro mobepexss, Jxurrepbar, Auckkodoke, a Takxe Kapubcekoro moy, Jlarnackoro moy u Kapnbeknx
TAHIIEB — TAHLEBAIBHBIX POTrPAMM, YTBEPKACHHBIX MeKyHapOoqHO! TaHIEBAIbHOM OpraHu3aluei s IPOBEACHUS
€BPOTICHCKIX ¥ MUPOBBIX YEMITHOHATOB; BHISICHEHBI CHIEII(DMUYECKIE PA3INYIHs HEKOHKYPCHOTO U KOHKYPCHOTO COIMAITEHOTO
TaHIA B YCIOBUAX COUUOKYIBTYpHOro npoctpancTBa XXI B. BeIBozbI. BBIsABIEHO, UTO B KOHTEKCTE COBPEMEHHOTO PAa3BUTHUS
CIOPTHBHO-COPEBHOBATEIBHOTO HAIIPABIEHHSI COL[MAJILHBIX TaHIIEB TPAHC(HOPMHUPYIOTCS UX XapaKTepHbIE IPU3HAKH
(ycunuBaeTcs 3HaU€HUE BU3YaJIbHOM COCTABIISIONICH, CTaHAapPTU3MPOBAaHA TEXHUKA UCIIOJHEHUS U JIp.) U QyHKIUU
(KpoMe KOMMYHHUKaTHBHOM, HH(OPMAIIMOHHOM, SMOIIMOHAIBHOM, COLMATLHOM, PEKPEAIMOHHON, ICUXOTEePaNIeBTHYECKOH,
JOMUHMPYIOIIMMHU CTAaHOBSITCSA BOCIIMTATEIbHAS, SCTETHUECKAs!, N300pa3uTenbHas u ap.). CoBpeMEeHHBIE COLMAIbHBIC
TaHIIBI OJIUIIETBOPSIOT BAPUATHBHOCTH COUETAHNS HCKYCCTBA TaHIA (TPaJUIMOHHOE CBOMCTBO) M MAacTepCTBA (TIOArOTOBKA
TI0 TIPOTPaMMe): MCKYCCTBO BKJIIOUAET B ce0s1 TBOPUECTBO, CIIOHTAHHOCTH ¥ CAMOBBIPAXKEHHE, @ MACTEPCTBO CIIOCOOCTBYET
CO3/IaHUIO ACTETHYECKOT0, XYJJO’KECTBEHHOTO acIleKTa, HO 0e3 aKIEHTUPOBaHMS Ha JIMTYHOM TBOPUECTBE M CAMOBBIPasKCHHH.

Kniouesvie cnosa: coupanbHble TaHIBl; KOHKYPCHAsl MPOrpaMMa; TEXHMKA HCIOIHEHNUS; TaHIEBaJIbHAas JIEKCHKA;
KPUTEPUH OLIEHKU

SOCIAL DANCES | Roman Hrytseniuk
WITHIN SOCIOCULTURAL SPACE | Honoured Art Worker of Ukraine,
OF THE 21th CENTURY: SPORT | A4ssociate Professor of the Department of Choreography,
COMPETITION-BASED ASPECT | Rivne State University of Humanities, Rivne, Ukraine

The purpose of the article is to identify and analyse the specifics of the development of social dances in the modern
space; identify features and characterise the prospects of new sports and competitive context of social dancing. The research
methodology is based on the principle of a holistic and systematic approach to the study of social dances. The analytical
method is applied (to determine scientific approaches); a method of artistic-stylistic and art criticism analysis (to identify
and justify the development trends of the social dance of the twentieth century); system-functional method (to promote the
structuring of social dances’ championships as phenomena of modern sociocultural space). Scientific novelty. For the first
time in Ukrainian Art Studies, the development of the sports and competitive context of social dances of the twentieth century
has been investigated; features of the dance technique and dance vocabulary of social dances are analysed: Argentine Tango,
Bachata, Merengue, Salsa, West Coast Swing, Jitterbug, Discofox, as well as the Caribbean Show, Latin Show and Caribbean
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Dances — dance programs approved by the International Dance Organization for European and World Championships at
the present stage; the specific differences of non-competitive and competitive social dance in the sociocultural space of
the 21st century are revealed. Conclusions. The study identified that at the present stage in the context of the development
of the sports and competitive direction of social dances, their characteristic features are being transformed (the value
of the visual component of the dance is enhanced, the technique of social dances performing is standardised) as well as
the functions are (educational, aesthetic, and visual functions are getting dominant but communicative, informational,
emotional, social, recreational, psychotherapeutic). Modern social dances represent the flexibility of the combination of
the art of dance (standard quality) and skills (program preparation): art involves creativity, spontaneity and self-expression,
and skills promote the creation of an aesthetic, artistic aspect, but without personal creativity and self-expression accent.
Keywords: social dances; competitive program; dance technique; dance vocabulary; evaluation criteria
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. IBAHA IIYTPOBA | Acnipanmxa,
B IHHOBAINIMHOMY OHOBJIEHHI | ORCID: 0000-0002-1550-8996,
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Merta ctarTi — 3’siCyBaT OCOOJUBOCTI TBOPYOI JAisUTBHOCTI apTHCTa OasieTy ykpaiHncbkoro moxomkenns 1. [Tyrposa
B craryci nposigHoro conicra KoposiBebkoro Oanery (JIOHIOH); pO3IISIHYTH XYIOXKHIO CTPYKTYpY ¥ TBOpUi IPUHIIUIIH
MPOIOCYBAHHS MHUTIIEM BJIACHUX MDKHAPOAHHUX OalleTHUX MPOeKTiB «HomoBiku y pyci», «IIpotu teuiiy, «1Imarodok
Hebay i iH. MeTomooTis JOCTiKeHHS ITPYHTYEThHCSI Ha BUKOPUCTaHHI KOMIUIEKCY METOJIIB: aHAJ3y i CHHTE3y — s
BHUBYEHHS CTaHy PO3KPUTTS TEMH; KyJIBTyPOJIOTO-TeHETUYHOTO Ta MUCTEIITBO3HABYOTO — JIUIsl PEKOHCTPYKIIii TBOPUOTO
nuraxy 1. [TyTpoBa; mpoGiieMHO-TeMaTHYHOTO W MOPIBHSUIBHOTO — /ISl BUSIBIICHHS XyA0XKHBOI CTPYKTYpPH H TBOPUHX
TIPUHIIUITIB TPOFOCYBAHHS MUTLIEM MI>KHAPOJHUX 0aJeTHUX MPOEKTIiB; aKCI0JIOTTYHOT0 — JUIsl PO3MIISLY LIIHHICHOTO 3MICTY
tBopyocTi I. [TyrpoBa. HaykoBa HOBH3HA cTaTTi Mojisrae B TOMY, 1[0 B Hill 3aIIOBHEHO TPOTAJIMHY B HAYKOBIH JliTepaTypi
3 BUBYCHHS 3apyOi’KHOTO JOCBiAy BU3HAYHUX MalCTpPiB OaeTy YKpaiHCHKOTO MOXOMKEHHS Ta aHaIli3y iXHBOTO JOPOOKY
B ICTOPHYHOMY # XyTOKHBO-TIPAKTHIHOMY aCTIEKTaxX; TOCIIKEHO EBOIIONI0 KYJIBTypHHIX OPIEHTHUPIB y XapaKTePHUCTHKAX
YOJIOBIYOTO MOJIEPHOTO TAHIIIO Ta HOTO BUIO3MIH y CIICHIYHO-BUKOHABCHKiN MpakTHlli. BucHoBku. TBOpunii nursax
I. ITyTpoBa npoanaizoBaHO 3 ypaxyBaHHSIM HOro akTUBHOI IpOIaraH/id 4Y0JIOBIYOr0 TaHINIO SIK (haKTOpa OHOBJICHHS
TEMaTHKH ¥ CTHIIICTHKH CBITOBOTO XOpeorpaiyHOro MUCTENTBA, BITHOBICHHS ICTOPUYHOI MaM’sITi PO aBaHTapIHi
nocsiraeHHs Tpynu C. JlsarineBa B iIHHOBalifHOMY Ta MUCTELITBO3HABUOMY acrekTax. Po3kpuro Ge3mnocepernHiii 38’130k
YKpaiHCHKOTO TaHI[IBHUKA 3 TPAJIULIsIMHU 1HIIOrOo Hatoro criBeituusnuka —C. Jludaps. Po3misiHyTo BUKOHABCHKI TPHHIAIH
I. ITyrposa B chepi xopeorpadiuHOi KITACUKH, 1110 BAHUKIIA HA MEPETHHI KUIBCHKOT IIKOJIM TAHIIO (3aCHOBAHOT B LIKOJII
A. BaranoBoi) Ta aHITIiCEKO1 OaNeTHOI ApamMH, a TAKOXK TUTACTHIHHUX SKCIIEPUMEHTIB MPOBITHIX 3aXiTHIX Xopeorpadin
kiamg XX —mogarky XXI ct.

Kniouosi crosa: Isan Ilytpos; Oamernuii mpoexrt; KopomiBebkuii Oaner; KuiBcbke XopeorpadiuHe y4HIIHIIE;
YOJIOBIYMH TaHelb y OaieTi; MpoJocyBaHHs OaJETHUX MTPOEKTIB

Beryn

AKTYaJlbHICTb JOCHIPKEHHS HacaMIIepe ]l BU3HAUYAETHCS [IPOLIECOM BXOPKCHHS YKpPAiHH 10 €BPONEHCHKO-
r'0 KYJIETYpPHOTO TIPOCTOPY, B HAYKOBOMY TOBApHUCTBI SKOTO MOACKYAN MOCTAE MPOOIeMa OCSITHEHHSI TBOPYOTO
JOCBily THX MHTIB, SIKi IPECTABISIIOTH HalliOHAJbHE MUCTEITBO Y €BPOIEHCHKHUX KYJIBTYPHHX 1HCTUTYIISIX
Ta (OpMYIOTh y CBOIX JiepKaBax CTAaBICHHS JI0 KyJIBTYPOTBOPYMX NPOIECIB Y 3apyOikHUX KpaiHax. OpHUM
13 YKpaiHChKUX MUTIIB, UMW TOCBiA poboTH y Benmkiit bpuTanii moka3oBuii Ta akTyalbHUH, € TAaHIIIBHUK 31
cBiToBUM iM’sim [Ban [lyTpoB.

[IpobnemHwMiA 3pi3 AOCTiKEHHS MICTHTBCA Y chepi BUKOPUCTAHHS Ha CydacHid OalleTHIH CIIeHi YOJoBi-
YOro TaHILIO SIK JKepelia HOBUX /1€l MOCTaHOBKH, BUKOHABCHKOI PI3HOMaHITHOCTI Ta OHOBJIEHOT'O TPaKTyBaH-
Hsl 3pa3KiB xopeorpadiuHoi KyJasTypH MUHYJIOTO.

VY npyromy necstunitti XXI cr. ykpaincekuit TanmiBauk 1. [TyTpoB, yxe He OB’ sI3aHHUH 13 TOHAOHCHKUM
KoposiBcbkuM 0ajieToM ik BUKOHABEIb, 1HIIIFOBAB Ta IIPEICTaBUB J1Ba MPoekTH — «HooBiku y pyci» i «IIpo-
TH Tedii», MepEeTBOPUBINY 3BUUYANHI KOHIIEPTHI IMPOTrpaMHu Ha aHTOJIOTiI0 OayeTHOro MuctenTa. Lli mpoekTn
MaJIH MUPOKUH PO3ToIoC Y CBiTi mpodecioHaliB Ta B IIAAAIBKOI ayUTOpii, aje »KOJHUM YHHOM He BizoOpa-
3WJIMCh Y HAYKOBHUX JOCIIIKEHHSIX.

[lepeBakna yactuHa myOmikamiil B ykpaincekux 3MI nipo TBopumii nuisix 1. IlyTposa npunangae Ha paHHii
nepio]] HOro BUKOHABCHKOI Kap’€pH, KOJIM MOJIOAUH TaHIIBHUK y 1996 p. 3m00yB Jaypearcbki 3BaHHS Ha JABOX
MiKHapoIHUX KoHKypcax — y JlozanHi (Prix de Losanne) ta Kuesi (imeni C. Jludapst). eski 6iorpadiuni
B1JIOMOCTI IMOTPAITKIIN JI0 MPECH Y 3B’513Ky 3 modaTkoM pobortu [Tytposa B Tpymi Koposiscskoro 6anery (JIon-

© Kapangeesa O. 1., 2020
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JIOH), BOHH PETYIISIPHO OHOBITIOBAIIUCS — IIIOPa3y, KOJIU TaHI[IBHUK ITi/1 9ac racTpoliell BUXOAWB Ha cieHy Harri-
OHANBLHOI ornepr YKpaiHu. Y dacu po30yI0BH YKpaiHCHKOi XopeorpadiqHOl KON, KOJIM YKPaiHChKI TaHIIiB-
HUKH CTaBaJH MPOBIJHUMH CONiCTaMH OAleTHHUX TPYII CBITY, A0 i€l TEMH 3BEPTAINCH Y CBOT HAYKOBHX MpaIsIX
€. Kosanenko (2017), 0. Cranimescrkuii (2005), JI. XorsHoBebka (2018). 3aBasku monynspHocri L. [Tyrpo-
Ba B TBOPUYMX Ta CYCHUIBHUX KoJlaXx Benukoi BpuTasii, Apy>KHIM CTOCYHKaM 13 TAKMMHU BHJIATHUMH OCOOUCTO-
ctamu, sk C. Teitmop-Jxoncon, E. [xoH, moapyxoksa bexxem, K. Mocc, my3ukantu 3 «Pet Shop Boysy, fioro
IM’s1 9aCTO TTOTPAILIsE Ha CTOPIHKH CBITCHKOI XPOHIKK I MOITHHUX YacCOITHCIB, MMPOTE CEPHO3HUX, aHATI THIHUX
crareit mpo TBopuicTh . [IyTpoBa nmpakTnyHo He icHye. BuHATKOM MOXKHA BBakatu normc J[x. ['pes B aBTo-
putetHOMY (haxoBOoMy kypHaui «Dancing times» (kBitens 2019 p.), ne Bimomwuii kputuk posnutye [lyrposa
PO HOTO OCTaHHIM «PU3UKOBAHUH MPOEKT, MIATOTOBICHHH 10 MTOKa3y B IonAoHcbkoMy Komizei (Gray, 2019).

HayxoBa HOBM3HA CTATTi MOJNATAaE B TOMY, IO B Hilf 3a[I0BHEHO MPOTallMHy B HAYKOBIW JIiTEparypi 3 BH-
BUCHHS 3apyOi’KHOTO JOCBIy BU3HAYHUX MaHCTPIiB OaJleTy yKpaiHCHKOTO IMTOXO/KEHHSI Ta aHali3y IXHbOTO JI0-
POOKY B iCTOPHYHOMY Ta XyJOKHBO-TIPAKTUYHOMY aCIIeKTax; JOCIHIKEHO €BOIOMIIO0 KyJIbTYPHUX OPIEHTHPIB
Yy XapaKTepUCTHKAX JOJIOBIYOTO MOIEPHOTO TAHIIIO Ta HOTO BUAO3MIH Y CIIEHITHO-BUKOHABCHKIH MPAKTHIII.

Merta crarTi

Mera cTaTTi — BBECTH 0 HayKOBOTO 00iry aHaii3 TBopuux AocsrHeHs I. [TyTpoBa sk TaHIIBHHKA Ta TIPO-
JIfocepa CyJacHUX 0alleTHUX MPOEKTIB, TPEICTABUTH HAYKOBISIM 1 ITPaKTUKaM 0asieTy 0COOIMBOCTI IHTEpIIpe-
tamii [. I[lyTpoBuUM IpOBIZHUX pOJICH WOIOBIUOTO penepTyapy B KIACHUYHUX Ta CydacHHUX OalleTHUX TBOpPaX,
a TaKO)XK BUOKPEMHMTH BUKOHABCBKI aCIIEKTH Y0JIOBIYOrO TAHIIIO.

Bukaan Mmarepianay gocrigkeHHs

«baner Ykpainu BIeBHEHO BHIIIOB Ha CBITOBY TeaTpalibHy apeHy, 6arato HOro TaiaHOBUTHX MaHCTpiB
BH3HAHO «3IpKaMU IMEPIIOi BEIMINHIY», a 00JapOBaHi MOJIOJI COICTH CTAJIA TIEPEMOXKITSIMA HANHCKITATHITITIX
MDKHapOTHUX KOHKYPCIB KJIACHYHOTO TAHITIO T4 HAWABTOPUTETHIMINX OaIeTHUX (heCTUBAIIIBY, THCaB Ipode-
cop 0. Cranimescrkuii (2005, c. 309). Lleif mporiec 3HaYHO aKTHUBi3yBaBCS YIPOIOBK MEPIIOTO AECATHITITTS
XXI ct. 1 miATBEpIKYETHCS BEITMKOIO KUTbKICTIO IHHOBAIIHIX MPOEKTIB 32 yUacTi BU3HAHUX Y CBiTi MalicTpiB
OaseTy ykpaiHchKOro noxojpkeHHs: B. Manaxosa, J[. Margienka, O. [Iytposa.

Haspanuii «llpotu Teuii» (3a aHayioriero 3 aBToOiorpadie€ro BUAATHOIO POCIMCHKOTO OaneTmericTepa
M. @okina), nmpoexT I. [TyTpoBa Haciimye HOTo K MOMepeHI0, BeIbMH NOMYISIpHY nporpamy «Men in mo-
tion» (ckopodeHo — MIM), y sikiit Opanu yuacts Anecanapo CrasHo, Jlennc Yepesuuko, Jlanien IIpoieTTo,
Mapian Bonrtep Ta Harans JlazeOrmkoBa. 3a 3a1yMoM iHiIiaTopa, mia3aroinoBok mporpamu « 100 pokiB TaHITIO
3a 100 XBUJIMH» 3aCBIUMB IEPETBOPEHHS 3BUUAHHOT KOHLIEPTHOI IPOrpaMu Ha aHTOJIOTIIO YOJIOBIYOr0 TAHIIO
nouatky XX c1. Jlo BucraBu BBiimoB ypuBok 3 «llerpymkm» I. CrpaBincekoro 3 xopeorpadieto M. ®oxkina
(1911), «ITicnsmonynenuuii BiqnounHnok dasuay» K. Jlebrocci B mocranorii B. Hixkuncwekoro (1912), opwuri-
HanbHa MiHiaTiopa JI. Slko6cona «Bectpic» (1969), crBopena anst M. bapuiHikoBa, GparMeHT «H0I0BIHOTO»
«JIebeaunoro o3epa» xopeorpada Metbio bopHa (1995), a Takok KiJibka HOMEPIB, CTBOPSHHUX Xopeorpadamu
XXI et

Kopecnonnentka ykpaincskoro Buganas «Ell Many, neperistHyBIm e npoekT Ha ractpoisax y [lomsmi,
3ayBakKMJIa, 0 «KPEaTHBHICTh Ta IUIACTUYHICTh BUIOBHIIA IPUBEPTAE 10 HHOTO YBAary INIs1adiB Ta KPUTHKIB
3 yCbOro cBiTy. 3ipku OajeTy 3a3BU4ail caMi MPOMOHYIOTh CBOIO Y4acTh y POEKTi. «HonoBiku y pyci» Mae Be-
JUYE3HUI XopeorpadiuHuii Aiana3oH, M0 Ja€ 3MOTy clipoOyBaTH CBOT CHJIM B HECTaHJAPTHUX, a 4acoM 1 Oem-
KETHHX [MOCTaHOBKax. HacmpaB/i mpoekT BUITISLIAE SIK )KKBa 1ab0OpaTopist TAHIIO, /ie BUPYE B3AEMHUHN MPOLIEC
CIIBTBOPUOCTI TaHIIBHUKIB, XopeorpadiB i qu3aiHepiB. 3aBIsSKU [[bOMY apTUCTH OTPHUMYIOTh MOXIIUBICTb
TaHIIOBaTH TOW pernepTyap, 1o He e Ha crieHax ixHix TearpiB ([omyOesa, 2017).

«AHTHMY3€HHUI» HalpsM TaHLIO CTAHOBHUTH CydacHe, IMHAMIYHE BHUAOBHILE, € apTUCTH, pernepryap,
My3WYHE CYNPOBOKCHHS, OCBITIIEHHS pealli3oBaHi Ha HaWBUIIOMY piBHI. Jlo Toro x mpoekt «HooBiku y
pyci» MOCTIHHO BHIO3MiHIOBAaBCS, OTPUMYIOUHM peNepTyapHi iHHOBalil, Taki sk Oanetr Paccena Mamidanra
«Afterlighty (B3aemois TaHIto i cBitia), ayer 3 6anery P. [leti «[Ipyct. butts cepus» ta 6araro in. «[Ipotu
Tedii» TeX Mae HaMip NPEJACTABUTHU JIis4iB OajeTy, sSiKi BIAIHIILIIM BiJ TPAAULIIF 1 COPUSIOTH TpaHChopMallii cy-
yacHOTo o0nnyus TaHIo. /g mpoexty [TyTpoB 310paB mpUTONIOMIILTMBHN CKJIaJ] BIJOMHUX Y CBITI apTHCTIB, Ta-
kux sk Taitnep Earn, Metsto bomt, Metrio ['aanpo, Mapceno ['omec, Katepuna Xamtokosa, Mapist KoBpoBcki,
xoaxin ne Jlyn, Xanna O’Heiin ta Imutpo 3arpebin (pa3zom i3 camum [lyTpoBum).
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«“IIpotu Teuii”, — BBaxae I. [lyTpoB, — HOBHII TPOEKT TIPO YOJIOBIUi iHHOBAIII] B OajeTi, 0 BUIIIE THX
BILTUBOBHX OCi0, YMi TOCBIM HA3aBX/I 3MIHHUJIM CBIT TAHITIO. Sl X0Uy BiJIaTH HAJIGKHE IIM JIFOISIM, TTiAKpec-
mroe [TytpoB. Bonu — 3a3Buuaii xopeorpadu, ki IIIUBIK «IIPOTH TeUii», 1 X04a X HeMae 3 HaMu Oinble, iX
penepTyap BH)KUB, 1 BOHM MOCTIHHO HaraayoTh Mpo cebe HOBUMH BIIKPUTTAMHU. MU MIPOIOBKYEMO 3HAXOAUTH
HOBaIlii B IXHIX TaHISIX, 1 BOHU HaJIMXawTh Hac ckoroaui» (Gray, 2019, p. 28).

[Mporpama IlyrpoBa moemnye ¢parmentu OaneriB xopmka bamanumna, Cepxa Jludaps, Kennera
Maxkwminnana, Pynonsda Hypeera i JIxxepoma Po66inca. Sk mpukiram HOBOBBEACHH MOKHA HAa3BaTH Ia-7e-11e
JHianm Ta AkTeona, sskuii A. Baranosa B cBiif yac nonana no «Ecmepansany Mapiyca [lerina. CtBopenuii 3a
PaASTHCBKHX YaciB, AyeT AEMOHCTPYE 3MiHH, sIKi BiIOyBanucs B pocilickkoMy 0aneTi BripogoBxk 1930-x p. Ta Ha
skl BaranoBa masia icTOTHHI BIUIMB, OCOOJIHMBO 3K Ha THX TaHLIBHUKIB, IKUX O€3MOCEPEAHBO HaBYAIA.

«“/liana Ta AKTEOH” — JJEMOHCTpAIlisl TOro, IO BijI0YBajIOCs B TAHIFOBAJIBHIN TEXHIIl pajasHChKoi Pocil
B TOM 4Yac — BEJIMKI, TIOTY>KHI CTpUOKHM, TeXHIKa Maibke HebaueHa 10 TOTO, HOBHH CIIOBHHK PyXy», BBaKA€E
ITyTpos, — /1. 3arpebin — mpencTaBHUK HOBOTO MTOKOIIHHS TaHIIIBHUKIB Benmnkoro tearpy, i BOHO qyKe BUPI3-
HSETHCS BiJ TOTO, SIK paHille crpuiiManacs B HacC MeTonuka BaranoBoi. @akTu4HO, IeJaroraMu Mo€i MaMu
Haraurii bepesinoi-IlyTpoBoi Oynu yuni BaranoBoi, i BoHa Oyna mepiroro 0anepruHOro, siKa TaHIIoBaja men
nyet B KueBi Ha BunmyckHomy icninti KuiBcbkoro xopeorpadiunoro yumiunima. Tox K. XaHrokoBa, ToTyiounch
1o Buctymy B JIoHIOHI, monpocuiia Mmamy nipo goromory. [loniono 1o iioro marepi, 6ateko [Bana, Onexcanap
[Tytpos, OyB TaHIiBHIKOM OasieTHOI Tpynu HamioHnansHOT oniepu Ykpainu, T KpoB y BeHax [BaHa € Hacnpas-
ni “OanerHoro”» (Gray, 2019, p. 29).

Cranosienns I. Ilytposa sk apructa 6anmeTy cmodarky BimOyBasocs B KuiBchkoMy xopeorpadiaanomy
yurri. Y m’saTHaansgtapigaomMy Bitti (1996) rouwuii tanmisauk 3100yB Prix de Losanne! (I1IBefimapis) i, sk
Jlaypear MpecTKHOTO KOHKYPCY, OTpUMaB CTUIICHAiI0 Ha HaB4aHHS B KopomiBcbkiil GanerHilt mkomi Bemu-
koi bpuranii, e 3 Hum npamroBas I. 3amyens (OanerMeiicTep, KOMMIIHIA coMicT MUXalliBCBKOTO TeaTpy
B [lerepOyp3i Ta BuxoBaHelb BaraHiBchkoi 1IKoaM TaHIp). 3rofoMm, y 1998 p., 1. [lyrposa 3ampocuiu g0
KopomniBcbkoro 0anery BUKOHYBaTH YMMajO TOJIOBHUX POJICH, Y TOMY YHCII BCIO XopeorpadiyHy KIIACHKY,
MpejICTaBlICHy B penepTyapi Tearpy.

V Jlonpowni perrerutopom IlyTpoBa craB Onekcanap ArapKaHOB, OJMCKYYHH TaHITIBHUK Ta MEAAror, SKIi
oTpuMaB xopeorpadiuny ocBity B KueBi i ciBnpairtoBaB 3 OararbmMa OalleTHUMH KOJEKTHBAMH W ITOCTaHO-
BHUKaMHM cBiTOBOTO piBH. I. IlyTpoB KOperyBaB 3a 101IOMOr0O0 3HAHOTO 3eMIISIKA JAeTali BIpTyO3HOI TEXHIKH
Ta CTHJIBOBI 0COOIMBOCTI Oararbox OajeTHUX Ma. 3PEeIITOlo, BiH CTaB OCOOMMBO MOMITHHH y «MicsdHOMY
[T’epo» I'mena Tetni na my3uky A. LlenGepra ta «bnynHomy cuHOBI» 3 Xopeorpadiecto /x. bananunna Ha
My3uKy [. CrpaBincbkoro. Came 11i poJii BU3HAYMIIH iHAWBIAyabHICTh [1yTpoBa sk TaHIIIBHUKA, @ TAKOXK HOTO
3MIaTHICTH JI0 BIAMOBIAHOI XyIOKHBOT iHTEpIIpETAITii.

He BumagxoBo I'men Temmi, mpamroroun Hax yTiaeHHSM cBoro «Micstaroro [1°epoy Ha pernertuttii 3 [TyTpo-
BHM, 3i3HaBCS, [0 «CaMe TaKOTO BUKOHABII TOJIOBHOI POJIi BiH XOTIB OauyuTH Ha CIeHi (3a3Ha4nMO, 110 caM
Tetni B 1962 p. Texx TaHIIOBAaB MapTiio LHOTO reposi Ta HaBiTh gAopyyas posb P. Hypeery). CBoeto ueproro,
[TyrpoB OyB 3axoruieHui BUCTaBOIO TeTsi 3 yyacTio EPCOHaXKIB iTaiiichkoi KOMEAil MacoK —TpPaHu4HO Cy-
YacHOIO 3a ()OPMOI0 Ta abCOJIFOTHO 1M03a4aCOBOI0 3a TIMOMHOI (i0COPCHKOr0 OCMHUCIICHHS 0COOMCTOCTI»
(Yekamtok, 2010). Y Ganeti Terni 6epyTh y4acTh yeboro Tpu repoi — cam I1°epo — HalBHUI Ta pOMaHTHUHUN
JIOBEITh MICSTIHOTO CsIiBa, HOTO aHTHUMOA bpireiia, sIkuii 3HYIMAETHCS HaJ CyriepHukoM, Ta Komombina — y3a-
TaJIbHEHUI 00pa3 JKiHKH SK Marepi Ta KOXaHKHU 3 PI3HUMH BiATIHKAMU IiJICTYITHOCTI i KOXaHHA. Yce 1e 6a-
JIeTMECTEp MOETHYE B CKIIAHIN XopeorpadivHiil MapTUTYPi, PO3KYTiH 3a BUpaKaITbHUMHU MOXKIIMBOCTSIMH Ta
CTIIOBHEHIN TOCTEMEHHUX KHUTTEBUX BPAKEHb.

3romom, sk cBimuuth cam . IlyTpoB, 3’gBunacs mpuuuHa, KOTpa 3Mycuia Horo 3amumuta B 2010 p.
KopomniBcekuit Ganet i gani miTé BIAaCHUM HUIIXOM: «S OyB Tpoxu cromiieHu# «JlebenmuHuMu ozepamuy» Ta
«JlyckyHYHMKaMI», TOX pajiiB MOXKIMBOCTI 3pOOHUTH IIOCh HOBE. X04a, MpalodH 3 jiereHnamu KoposiBcbko-
ro OasneTy, sl TakOX ITi3HAB YAMAJI0O HOBOTO Y CIIBTBOPYOCTI 3 TaHIIIBHUKAMH, SKi TIpamioBain 3 Opemepikom
Amronom Ta Kennerom Makmimranom» (Gray, 2019, p. 29).

Cnpasni, Entoni loyenn y yacu kepiBauuTBa KopomniBckkum Oanerom nopyuus [lyTpoBy neHTpanbHy
naprito B 6aneri «I'pa Tineit» Entoni Tromopa, 3ronom — benBonio B kynasToBii mocranosui «Pomeo ta Jxy-
neerTh» Kennera Makwmimnana. Hapemti, pons Bensiea B 6aneri «Micsaup Ha ceni» ®Ppenepika AmToHa 3a
O. Typrenesum, ae [IyTpoB BUKOHAB TpH aa)Kio 3 BUKOHABHIISIMU TOJOBHUX KiHO4YMX poneil. Ille omHiero

! Ipus Jlosannu (¢pp. Le Prix de Lausanne) — MixHapoaHuii KOHKYpC yunis Ganersux mikin. ILlopiano npoBoguthest y JlosanHi
(IlIBetinapis), mounHatouu 3 1973 poky.
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BYXJIMBOIO JIAHKOIO OTIAHYBaHHS KIACHYHHX POJIEH aHIIINCHhKOI OayleTHOI ciieHu crtana inteprpertaris Ily-
TpoBUM 00pa3y Jlencrkoro B Oaneri «EBreniit Onerin» k. Kpanka 3a pomanom O. [lymkina. Crigom 3a
aBTOpoM Xxopeorpadii Bin po3ymie JleHcpkoro Ta OHeTIHA SIK «€AUHY 0cO0Y 3 PI3HUMH IICUXOJIOTTYHUMHU OCO-
omuBocTaMu. [ Tomy, BOMBaroun Jlencbkoro Ha ayeni, OHeriH BogHOYAC BOMBAE CBITIY YaCTUHY BJIACHOT TyIIIi»
(Tapacenko, 2007).

Orxe, 3aTBepANBINNCH Y JIoHIOHI K mpoBigHuUil comict KopomiBebkoro 6anety, IlyTpos, 30kpema, mo-
0auuB pe3yabTaTH IUTIMHOI Tpami MakMijuTaHa, SKUH CIPHUSIB PO3IIHPEHHIO perepTyapy KOMITaHil, a TaKoxX
Ypi3HOMaHITHIOBAaB TEMH i TiAXOAH 0 CTBOPEHHS OaleTHUX 0araToakTiBOK 3aB/SKHM CTBOPEHHIO HapaTHBHUX
CTPYKTYP, 30araueHHI0 XopeorpadiuyHoi JIKCUKH Ta BIIMOBH Bil KIIACHLIUCTCHKUX JIOTM.

[Nepmmm nocBigom camocTiiiHol poboTu i npoatocysanus 1. IlyTpoBa crana ioro criBnpans 3 My3HYHUM
nyetom «Pet Shop Boys» Ta xopeorpadom Xas’epom e @pyroc B «Sadler’s Wells» y noBHodopmarHiii Bu-
craBi «HaitnelimoBipHimia piu» 3a motuBamu ka3ku [.K. Annepcena. Otxe, BiH 3p0OWB MeBHUIA BUOIp MiXK He-
HapaTHBHUM 0aJIeTOM Ta BUCTABaMH 3 SCKPABOIO IpaMaTypridHOIO JIIHI€I0, /Ie XapaKTep repoiB MOIaHO B PO3-
BUTKY. . [IyTpOB MOIiHOBY€E TaHITIBHUKIB 3 IHITUX KOMITaHIH Y CBITi, IKi MAtOTh CXOXKI1 ITOTIISIIA Ha TaHEIh: «Lle
CTUMYII, 00 MPALIOBATH 3 JIOAbMU MOJIOHO 10 THX, XTO Ma€ LIMPOKI KUTTEB] noraau. Tox, IEBHUM YHHOM,
Ha [ocaji mporocepa s OTPUMYIO TaKe 3a10BOJICHHS Bij IIOKa3y, AKe BiIUyBaro Iijl 4ac BIaCHOIO BUKOHAHHS»
(Gray, 2019, p. 29).

«[IpoTH Teuii» — NMPOIOBKECHHS MPOECKTY, IKUH pPOOUTH YOJIOBIUMI OaleT MOMITHIIIMM B O4ax rpOMaj-
chKOCTI. BriposioBk 0araTth0X POKIB TaHI[IBHHIN BBa)KAJIMCS IIEHTPOM TSOKIHHS OaJICTHOrO MHUCTEITBA, ajie
HUHI 90JIOBIYa TIOCTATh Y TaHIlI PIBHOIIIHHA 3 HUMH. TOXX OCTaHHIMH POKaMU CTUMYJTIOETHCS PO3BUTOK YOJIO-
BIYOTO TaHITIO, 1 BiH 3apa3 TaKOXK MOXKE OyTH IIEHTPOM yBaru — aHJAPOTIHHUM, CYNEpaTIETHYHUM Ta iH., X04a
YOJIOBIKM MOXKYTh 13 3aXOIUICHHSIM TaHIFOBATH 3 iHIIMMH YOJIOBIKAMH Ha CIEHI.

[Toxi6HO 10 «HONOBIKIB y pyci», 3 AKUMH Micis Moka3zy B JIOHIOHI, BUKOHABII NOAOPOXKYBanu A0 Itamii,
[onpbu, Pocii ta Ykpainu, I. [TyTpoB cioniBaeThces, 1110 el HOBHIA MPOEKT OyAe Tak caMo AOBroBiuHUM. [Ipo-
TE€ MUTIIS L[IKABUTH HE JIUIIIC BIJIHOBJICHHS IHTEPECY JI0 YOJOBIUOTO TAHIIIO, @ F COLIaIbHO-MUCTEIIbKI IPOESKIIIi
siBuia. OMuH 3 HOro MPOEKTIB 3MIACHUIN Pa30M 13 OJIAarOYMHHOI OpPraHi3alli€lo i3 3aXUCTy MPaB JFOIUHH.
B HBEOMY Bmasocs BIATBOPUTH peajbHy ICTOPII0 YOPHOIIKIPOI JIFOAMHHM — YOJIOBIKA, SKUH uepe3 OpexiuBe
3BHHYBaueHHS MPOBiB y B s3HMII 42 poku i OyB, HapeTi, Bunpapaanuii. [loctanoBka Buctasm «llImaTodok
Hebay 30iracs 3 Horo 3BiTbHEHHSAM. [[poTe He TITbKH TOMY TIPOSKT CIIPUHMABCH 13 3aXOTUICHHSIM, a i 3aBISTKA
TBOpUOCTI (paHiry3pkoro danermeiicrepa JlronoBuka OHAiB’ €U Ta mpoArocepcebkiit npani [lyrposa.

VYKpaiHChKHUI TaHLIBHUK, SIK (PaKTHYHO «POMAJSIHUH CBIiTY», HE IPUITHHSIE 3B SI3KiB 3 KUIBCHKOIO «ajbMa
Mmarep». OcobnuBo minauM 1iist 1. [Tytpoa Oyno depe3 Garato pokis miciisi 3akiHueHHst KnuiBcbkoro xopeo-
rpadivHOrO YUHMITUINA ITOBEPHYTHCS 0 YKPATHCHKOI Kiracuku — 6anety M. CropynbscbKoro «JlicoBa micHs», e
BiH y TUTHHCTBI BUKOHAB POJIh MajeHbkoro Jlykammka, a y 2017 pormi BUCTynUB Ha Tiit camiit crieHi Harrio-
HaJIBHOI onepy YKpaiHu B TOJIOBHIH 40NoBiiid mapTii — Jlykaimra. MoXKHa TIOTOIMTHCH 13 IOCIITHUIICIO YKpaiH-
cpKoro Oanery €Boro Kopanenko (2017), 1o came Ha OCHOBI 30JIMKEHHST «BUKOHAHHS Ta BUXOBaHH:» B Hartio-
HaJbHiH onepi Ykpainu cpopmyBanucs ciaBHi Tpaauiii BAKOHABCHKOTO MUCTEIITBA 1 TeaTpasibHOI [1e1aroriky,
SIK1 1al0Th TMIICTaBy TOBOPUTH MPO YKPaiHCBKY XopeorpadivyHy IIKOIY, BILIMBOBICTH SIKOT 0COOIMBO TOMITHA
3 1990-X pokiB, KOJIU YKpPATHCHKI TAaHIIIBHUKHU CTAIOTh MPOBIAHUMHU COJTICTaMU OaJIeTHUX TPy CBiTY» (C. 18).

Nnerses Takoxk PO TPaJMIIii BUIATHOTO TAHIIIBHUKA i OameTmeiicTepa Jludaps, kKoTpuid 10 KiHIISI JKATTS
no3uIlionyBaB cebe sk ypomxkenns Kuesa. Ha 11 konkypci im. C. JIudaps B Kuesi (1996) 1. [lyrpoB oTrpuman
3o50Ty Mezanb B MOJIOAIIIN TPy 1 Aaji MparHyB 3ajlydaTd 10 BIACHOTO penepTyapy Horo poii.

Bigomo, mo cam Jludap ynepiie BUKOHAB roioBHY poiib y Oaneti «bmyanuit cun» J[x. bananunna Ha
My3uKy I. Crpasincbkoro. Hamepenoani 100-piuust Bij 1HS HapoIKeHHsI BUAaTHOro Oanermeiictepa (2004)
151 BUCTaBa BBIHIILIA 10 penepTyapy JoHIoHchKoro «KosenT 'apaen», ae 1. [TyTpoB 3 ycmixom yTinuB Ha ciie-
Hi IeHTpabHU 00pa3 Oanery. KpuTrka 3axoruieHo nucaina, mo [1yTpoB «BIUXHYB y CTapOBHHHY Oi0MiHY
JIETeHTy Tapsauii moaux roHocT» (Cranimescrkuii, 2004). A B 2007 p. oMy TOITACTHIIO BUKOHATH IIIE OTHY
poms 3 peniepryapy C. Jludaps B 6aneri «Anonon-Mycarer» 3 xopeorpadiero [[x. bananunna.

[Ticns yuacti B I Misxknapognomy ¢ectusani im. B. Hixkuncbkoro (Kuis, 2001) I. Ilytpos orpumas 3omoty
Mesaib 3a BAKOHaHHS napTii Anp0Oepra B 6aneti A. Anana «Kizenb», y sIKOMy IPOIEeMOHCTPYBaB «0e310TraH-
HYy TEXHIKy: 3aBUCAHHS B MOBITPi MiJ 4ac cTprOKa, «CKyJAbNTYpPHI» MO3M U MiIATPUMKH, CTPIMKI 00epTaHHS
Ta TUBOBW)KHY 3[JaTHICTh HE TIPOCTO BiAUYBaTH PUTM, a HIOM PO3UMHSTUCS B My3Hlli. BulllykaHa 1acTuka,
nucana npo . [Tyrposa cTonuuHa npeca, MOETHYETCS B HBOTO 3 BATOHUSHOIO aKTOPCHKOIO rporoy (IBaHUEHKO,
2001).
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BucnoBknu

Bukonanns 1. I[TyTpoBuM NpoBiHUX YONOBIUMX MapTiil y OajeTax KIaCHYHOI CHaAIIMHN (B TOMY YMCIi
Ha cieHi HationanpHoi onepu Ykpainu) 3acBifuye, 10 yKpaiHCHbKUI TaHIIBHUK 30araTuB CBiii BAKOHABCHKUHT
JIOCBIJI 3aBJISIKK TBOPYii CIIBIpAIll 3 KPAIUMHU MPEICTABHUKAMH CIIABHO3BICHOT aHIITIMCHKOT IIIKOJIA TAHIIIO,
a TAaKOXX YPI3HOMaHITHUB HOTO, CIIUIKYIOUKCH 13 CydacHUMHU OajeTMeiicTepaMul CBITOBOTO PiBHSA. 3aB/ISIKH MTPO-
mrocepcbkoMy XucToBi 1. IIyTpoB cTBOpHMB HHM3KY IHHOBAIliMHMX OajJeTHUX NMPOEKTIB, ¢ Ha TMEPITUH TUIaH
ITOCTaBUB YOJIOBIUMH TaHEeIb 5K ()aKTOp €CTEeTHYHHX 3MiH Ta 3pa30K MepeopMaTyBaHHS MOJEJei CBiTOBOI
XopeorpadiqHoi KyIbTypH.

Aprucr, sikomy B 2020 p. BunoBHIoeThCs 40 pOKiB, CbOTOAHI 3A1MCHIOE MPOMIOCYBAHHS Ta MPONaraHy
aKaJieMiqHOTIO YOJIOBIYOTO TAHIIO Ta HE MPUIIMHSAE BUKOHABCHKOI AisibHOCTI. Ocobucticts 1. IlyTpoBa npu-
BepTac€ yBary 0ararbox OajieTMeHcTepiB — BiJl 3HABIIB IOCTEMEHHOI KJIACHKH JIO0 ii CydyacHUX iHTEPIPETaTOPiB
y 6anerHux Tpynax Binus, Toxio, 'aBaan, Cinramypy. Oco01uBO iHHAM [Tt MUTIISI OyJ10 uepe3 0arato pokiB
micys 3akindeHHs KuiBchbKoro XopeorpadigHoro yUMINIA TTOBEPHYTUCS 0 YKPATHCHKOI KIIACHKHU — OaneTy
M. Ckopyabcbkoro «JlicoBa micHs», ¢ BiH y IUTHHCTBI BUKOHAB poJib MajeHbKoro Jlykammka, a Tenep Bu-
CTYNMB Ha Tii camiil cueni HamionaneHoi onepu Ykpainu B rojioBHiH yosnoBiuiid naptii — Jlykama (2017).
3 oy Ha Te, IO TBOpYa i mpoatocepebka AisbHicTh [ [TyTpoBa Mae mupoKy MepcrneKTUBy AJsl PO3BUTKY
Ta BJOCKOHAJICHHS, TeMa CTaTTi MOKe OyTH PO3BUHECHOIO B HACTYITHUX MYOJIKalLisfX 3 ypaxyBaHHSIM peaizarii
MaiOyTHIX MI>KHAPOJHUX Ta HAI[IOHALHUX MPOCKTIB 3 YYACTIO YKPaiHCHKOTO TaHIIIBHUKA.
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MEXAYHAPOIHBIE | Kapanneesa Enena Uropesna
ITPOEKTHBI UBAHA IIYTPOBA | Acnupanmxa,
B MTHHOBAIIMOHHOM OBHOBJIEHUWUM | Hayuonanvnas axademus uckyccms Ypaunet,
MHUPOBOI'O BAJIETHOI'O TEATPA | Kues, Yxpauna

Llenb cTaTby — BBIICHUTH OCOOCHHOCTH TBOPYECKOM JCATEILHOCTH apTHCTa OasieTa yKPauHCKOTO IIPOUCXOXKIACHUS
W. Ilyrposa B craryce Bemymiero conucta Koposesckoro 6anera (JIoHmoH); paccMOTpeTh Xy/10)KECTBEHHYIO CTPYKTYpY
¥ TBOpYECKHE NPHUHIMITBI TPOAIOCUPOBAHHUS €T0 COOCTBEHHBIX MEXKITYHAPOIHBIX OAJIETHBIX MPOEKTOB « MY)KUMHBI
B JIBIKeHUW», «[IpoTuB Teuenus», «Kycouek Heba» u ap. MeTomonorus uccienoBanus 0a3upyeTcst Ha HCIOJIb30BaHUH
KOMILIEKCA METOAOB: aHAJIM3a U CUHTE3a — JUI U3Yy4YEHHs] COCTOSHHS PACKPBITUS TEMBI; KYJIBTYPOJIOTO-T€HETHYECKOrO
1 FICCKYCTBOBEUECKOTO — [Tl PEKOHCTPYKIMH TBOpueckoro myTH M. ITyTpoBa; mpoOieMHO-TEMATHYECKOTO H CPAaBHUTEIBHOTO —
JUISL BUSIBIIEHUS Xy 0’KECTBEHHON CTPYKTYPBI M TBOPYECKHUX IIPUHIUIIOB TPOIIOCUPOBAHUS XyT0KHUKOM MEXKTyHAPOTHBIX
OaJeTHBIX MPOEKTOB; aKCHOJIOTHYECKOTO — TSl PACCMOTPEHUsSI IIEHHOCTHOTO coiepskanus TBopuectsa . [Tyrposa. Hayunas
HOBH3HA CTaTbU COCTOMT B TOM, III0 B HEH 3aIlOJIHEH MPOo0eIT B HAYYHOH JIMTEpaType 10 N3yYeHHUIO 3apyOe)HOTO OIbITa
BBIIAIOIIMXCS] MACTEPOB OalieTa yKPanHCKOTO MMPOUCXO/PKEHHS M aHAITM3a X HACIIEMs B HICTOPHYECKOM M Xy/I0’KECTBEHHO-
MPAKTUYIECKOM aCIIeKTax; UCCIEeI0BAHA IBOJIIOIHS KYJIBTYPHBIX OPUECHTHPOB B XapaKTEPUCTUKAX MY>KCKOTO MOAEPHOTO
TaHLA U €r0 BUJIOU3MEHEHHUSI B CLIEHUYECKO-UCIIOIHUTENBCKON npakTuke. BeiBoasl. TBopueckuii nyTts U. ITyTpoBa
MIPOAHATM3UPOBAH C YUETOM €TI0 aKTHBHOM MpOTaraHibl My KCKOTO TaHIa Kak (pakTopa 0OHOBICHNS TEMATHKH M CTHIINCTHKA
MHPOBOT'0 XOPEOrpauIecKoro HCKyCcCTBa, BO30OOHOBIEHHSI HCTOPHIECKOM IaMATH 00 aBaHTapJHbIX JOCTIKEHHUSX TPYIIIIBI
C. isruneBa B MHHOBALIMOHHOM U UCCKYCTBOBEIYECKOM acHeKTax. PackpbiTa HEMOCPEACTBEHHAsS! CBSI3b YKPAMHCKOTO
TaAHIOBILHKA C TPAJAULUSAMU APYToro Hamero cooredectBentrka — C. JIngapst. PaccMOTpeHbI HCTIOIHUTEIBCKUE TPUHIIUIIBI
W. Iyrposa B chepe xopeorpaduueckoil KIaCCHKH, KOTOPHIC BO3HUKITH Ha MIEPECCUCHUN KHEBCKOM IIKOJTBI TaHI[a (OCHOBaHHON
B mkosie A. BaranoBoif) u aHmIHiicKoN GaneTHON JApaMBbl, a TakXKe IMIIACTHYECKUX dKCIIEPUMEHTOB BEIYIINX 3arMaIHBIX
xopeorpadoB korma XX —Hagana XXI cT.

Kuroueswvie cnosa: Vean IlytpoB; 6anetHsiit mpoekt; Koponesckuii 6aner; Kuesckoe xopeorpaduaeckoe YIIITHIIE;
MYXKCKOH TaHell B OaJyieTe; MpoIIOCHPOBaHNE OaleTHBIX MIPOCKTOB

IVAN PUTROV’S | Olena Karandieieva
INTERNATIONAL PROJECTS | PhD student,
IN THE INNOVATIVE RENOVATION | National Academy of Arts of Ukraine,
OF THE WORLD BALLET THEATRE | Kyiv, Ukraine

The purpose of the article is to define the peculiarities of the creative activity of the Ukrainian-born ballet dancer
L. Putrov in the status of the leading soloist of the Royal Ballet (London); to study the art structure and dancer’s creative
principles in producing his own international ballet projects “Men in Motion”, “Against the Stream” “A Piece of the Sky”
and others. The research methodology is based on the following set of methods: analysis and synthesis—to study the way
in which the topic is addressed; cultural and genetic, art studies methods — to reconstruct the creative way of 1. Putrov;
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problem and thematic, comparative — to reveal the art structure and the artist’s creative principles of producing international
ballet projects; axiological —to consider the value content of I. Putrov’s creative work. Research novelty of the article is
that it fills the gap in the scientific literature on study of the foreign experience of the Ukrainian-born outstanding ballet
dancers and the analysis of their achievements in historical, creative and practical aspects; the evolution of cultural
guidelines in the characteristics of male modern dance and its transformation in the stage performing practice have been
examined. Conclusions. I. Putrov’s creative way was analysed considering his active propaganda of the male dance as
a factor of renewal of the theme and stylistics of the global choreographic art, restoring of the historic memory as to the
avant-garde achievements of S. Diaghilev’s company in the innovation and art studies aspects. The study has revealed the
direct connection of the Ukrainian dancer with the traditions of another Ukrainian—S. Lifar. The performance principles
of I. Putrov in the sphere of choreographic classics which emerged at the intersection of the Kyiv dance school (founded
at A. Vaganova’s school) and English ballet drama, as well as plastic experiments of leading Western choreographers of
the end of the 20th — the beginning of the 21st centuries are considered.

Keywords: Tvan Putrov; ballet project; Royal Ballet; Kyiv Choreographic school; male ballet dance; producing of
the ballet projects
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BALLET CRITICISM | Alina Pidlypska
OF ALEKSEI GVOZDEY | PhD in Art Studies, Professor,
ORCID:0000-0002-7892-337X,
e-mail: alinaknukim@ukr.net,
Kyiv National University of Culture and Arts,
36, Ye. Konovaltsia St., Kyiv, Ukraine, 01133

The purpose of this article is to define the main aspects of A. Gvozdev’s work as a critic of ballet theatre in the 1920s
in the USSR, highlighting the external influences on this work. Research Methodology. In the course of the research,
a set of scientific methods was applied: analysis of literature and sources; comparison of basic approaches to dance by
G. Fuchs and A. Gvozdev; historical method —to study the emergence and evolution of the conceptual views on the ballet
theatre development in the critical works of A. Gvozdev. Scientific Novelty. The publications of A. Gvozdeyv as a critic in
the 1920s in the USSR in terms of changing the main aesthetic positions regarding the development of ballet theatre, the
influence of artistic and aesthetic concepts and personalities on the theatrical critic have been analysed for the first time.
Conclusions. A. Gvozdev’s works of the 1920—-1930s in the USSR reflect the aesthetic concepts of the development of
ballet practice at that time, having influenced the formation of the theory and criticism of the Soviet ballet. The formation
of the formalistic views of A. Gvozdev was influenced by the ideas of the OPOYAZ (V. Shklovskii). The theatre critic,
following the principles of the formalists, saw the meaning of the theatrical action not in the content and ideology, but in
its artistic features (means, forms, techniques, etc.). The works of the German theatre critic G. Fuchs also had an influence
on the formation of working methods of A. Gvozdev. Among the general intentions: support for the development of
dancing means of expression; the understanding of the specifics of classical dance and its potential as the main method of
expression of the ballet art; prospects for attracting young people to the ballet renewal. The changes have been taking place
in A. Gvozdev’s artistic and aesthetic approaches to the evaluation of ballets until 1927: he makes accusations of pointless
formal search in classical dance, the only value of the latter, in his opinion, is technicality and physical culture; adheres to
the position of rejecting the ontological romantic features of classical ballet, asks for content, emotional expressiveness,
drama, elimination of the class privilege of ballet. He moves from the aesthetic to the sociological nature of criticism.

Keywords: ballet criticism; Aleksei Gvozdev; ballet; Georg Fuchs; formalism; choreography; dance

Introduction

Critical comprehension of the ballet theatre is an important component of the cultural process that per-
forms axiological and gnoseological functions, plays a significant role in the art disciplines (theatre studies,
musicology, ballet studies, etc.). The name of the outstanding theatre critic Alexey Gvozdev (1887-1939)
is associated with the formation and establishment of the ballet theatre criticism of the 1920s in the USSR.
His work as a critic was at the same time a reflection of the leading trends in the development of that time
ballet and artistic and aesthetic concepts of the art sphere.

Despite the significant place of A. Gvozdev in the ballet discourse of the USSR in the 20-30s, his crit-
ical potential has not been studied in terms of changing the main aesthetic positions regarding the devel-
opment of ballet theatre, the influence of artistic and aesthetic concepts and personalities on the theatrical
critic.

The theoretical and critical work of A. Gvozdev is still relevant (Gvozdev, 1987). Among the stud-
ies devoted to the theatre critic, we can conditionally distinguish the complex review works (A. Degen
(1981), I. Shneiderman (1987) and others); publications dedicated to Gvozdev as a drama theatre research-
er (V. Gudkova (2019), V. Maksimov (2019), S. Mokulskii (1963), N. Pesochinskii (2004) and others).
The research on his work in the field of the ballet studies (A. Sokolov-Kaminskii (2003, 2019, 2020) was
conducted fragmentary, its main aspects and external influences on this activity were not identified.

© Alina Pidlypska, 2020
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Purpose of the article

The purpose of this article is to define the main aspects of A. Gvozdev’s work as a critic of ballet theatre,
highlighting the external influences on this work.

In the course of the research, a set of scientific methods was applied: analysis of literature and sourc-
es; comparison of basic approaches to dance by G. Fuchs and A. Gvozdev; historical method — to study the
emergence and evolution of the conceptual views on the ballet theatre development in the critical work of
A. Gvozdev.

Main research material

The creative work of A. Gvozdev, a well-known theatre expert, theatre and ballet critic is in the circle of
active scientific reflection, as evidenced, in particular, by the Scientific conference “School of Theatre Cogni-
tion: History and Modernity” dedicated to the 130th anniversary of the A. Gvozdev held in 2017 in St. Peters-
burg (Russian Institute for the History of the Arts, 2017). The conference was held at the Russian Institute of
Art History, where Gvozdev was the head the Theatre section, became the founder of the so-called “Leningrad
theatre school”, which was accused of bourgeois formalism in the early 30s (Degen, 1981). N. Pesochinskii
(2004) rightly notes that the formation of the formalistic views of A. Gvozdev was influenced by the ideas
of the OPOYAZ (Russian acronym created from “Obshchestvo izucheniya poeticheskogo yazyka” or “Obsh-
chestvo izucheniya teorii poeticheskogo yazyka™ - Society for the Study of Poetic Language or Society for the
Study of the Theory of Poetic Language) — association of literary scholars and practitioners, who adhere to the
ideas of formalism. The formalists did not recognize the ideological and social value of art, and considered
poetics (means, forms, techniques of a particular art) to be the main one.

“The aim of art is to give a palpability to a thing, as a vision, not as a recognition; the technique of art is
the technique of “ostranenie” (Translator’s note: a process or act that endows an object or image with “strange-
ness”) of things and to make forms difficult, which increases the difficulty and length of perception because the
process of perception in art is an end in itself and must be prolonged; art is a way of experiencing the artfulness
of an object, and the object is not important... The purpose of the image is not to bring its meaning nearer to our
understanding, but to create a special perception of the object, to create a “vision” of it, and not a “recognition”,
- stated one of the ideological inspirers of the formalists V. Shklovskii in the landmark publication “Art as
Technique”, which became a kind of Manifesto for the OPOYAZ (Shklovskii, 1925). Following the principles
of formalists, A. Gvozdev saw the content of theatrical action not in the idea, not in what was happening on the
stage, but in the artistic features of the composition, theatrical techniques, entertainment methods, and so on.

The formation of A. Gvozdev’s methods of work was significantly influenced by the work of the famous
German drama theatre director and theatre theorist Georg Fuchs, whom A. Gvozdev mentions in his publica-
tions (Gvozdev, 1987, pp. 21, 177), and also refers to in his work “Revolution of the Theatre: History of the
Munich Art Theatre” (p. 129). There is every reason to assume that this work played a significant role in the
formation of A. Gvozdev’s attitude to a dance as an important artistic phenomenon that deserves significant
attention not only in the terms of its impact on the drama theatre, but as an independent perspective artistic
phenomenon. After all, G. Fuchs attaches great importance to the rhythmic movements in the drama theatre,
which is actually a dance — rhythmically organized movements in space as a desire for a harmonious union
with the world. The German theatre theorist is interested in dance as a component of the cult actions of the an-
cient world, discovers the genetic connection of such rhythmic dances with the birth of drama, concludes: “We
would like to determine that the drama, even in its most complex and spiritual expressions, is nothing but the
rhythmic movement of the human body in space, which organically grew out from the movement of a festive
crowd” (Fuchs, 1911, p. 78).

Fuchs understands that stage art comes from dance (well-known theories of the origin of a number of arts
from syncretic forms of ancient folk acts, where dance movements played a significant role), natural expres-
sive means of expression in dance are also natural for the actor, but the actor has a broader palette of dramatic
play. At the same time, an actor “should never become a dancer in the literal meaning of the word” (Fuchs,
1911, p. 93). Fuchs also agrees with Goethe that the art of acting and the art of dance should develop in the
same way (Fuchs, 1911, p. 103). And here there is a threat of unified approaches to the consideration of the
mechanisms of the development of drama and ballet theatre, which were promoted by the theatre experts, not
always distinguishing the culture of dance as a component of the acting art and choreographic art as an inde-
pendent artistic phenomenon with its own stage laws.
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Taking the Hellenic view of dance as a means of the body culture formation and its expressiveness,
G. Fuchs (1911) states that “those who do not feel dance will never understand the real comedy or the real
tragedy” (p. 105). Again, only the applied meaning of dance is cultivated as a way of educating a physical
instrument of a dramatic actor and means of mass physical and aesthetic education. But G. Fuchs, recognizing
the general cultural role of dance, noted that “without dance, without plastic gymnastics, which prepares for
the art of dance, the real culture is absolutely unthinkable”, adhering to Furtwangler’s position on the necessary
introduction of dance in the educational process, “unless we seriously strive to become a truly cultured people”
(Fuchs, 1911, pp. 100-101).

German theatre critic, recognizing the independence of the expressive means of dance, believes that it is
not a dramatic art, but only a sensual impulse, “which passes into dramatic action with the help of creative
ideas and imagination, with the help of various plastic representations and intellectual moments.” He believes
that “the theoretical question of the relationship between dance and stage art, between the style of one and the
style of the other” is no longer relevant, since there are examples of their successful interaction in the work of
dancers (Fuchs, 1911, p. 94).

G. Fuchs pays much attention to the dancer Madeleine, admiring her dramatic and choreographic talent,
high strict performing style (Fuchs, 1911, pp. 94-103), laying the methodological foundations of creative
portraits of ballet dancers, which influenced A. Gvozdev (for example, an article dedicated to M. Semeno-
va) (Gvozdev, 1987, p. 203). Also A. Gvozdev (1987) spoke enthusiastically about A. Pavlova, noting: “She
brought to life ballet criticism not only as a ballet dancer, but also as a dramatic actress. And since then, we had
performances that brought together the attention of critics, but there was not any acting talent that would have
sparked a lively discussion for and against” (p. 46).

G. Fuchs (1911) praises not only ancient dances, which are close to the natural rhythms of the body ex-
pression and free dance of contemporaries (Madeleine, Ruth Saint-Denis), but also treats the ballet theatre of
the mid—late 19th century with piety, “when Pepita and Taglioni were the object of universal admiration, there
were a lot of the friends of the theatre, who were able to feel the scenic values in all their immediacy and judge
them properly” (p. 107), gets upset as to the fall of the old dance culture at the turn of the 19th and 20th centu-
ries: “If we go back two generations ago, we will see that the decline of criticism in the field of acting values
is absolutely parallel to the fall of the old culture of dance” (p. 106).

G. Fuchs talks about working with ballet artists, indirectly outlining views on the renewal of the ballet
theatre through getting rid of templates (“We have attracted ... young ballet students, in whom the template
has not yet managed to distort the immediate freshness of the talent”), expressing confidence that the available
knowledge and means will raise the art of ballet to a higher level (Fuchs, 1911, p. 233).

G. Fuchs’s views on the nature of dance, its place in the drama theatre, and the importance of ballet art
were assimilated by A. Gvozdev, which was reflected in his critical articles and theoretical works on the issues
of drama and ballet theatre in the 20s and early 30s in the USSR.

Using an article about A. Gvozdev from the Encyclopedia of Ballet, A. Bitov (2011) erroneously claims
that “he was primarily a ballet critic”. Indeed, A. Gvozdev regularly appeared in the press with publications
devoted to ballet, was the author of the article “Ballet” in the first edition of the “Great Soviet Encyclopedia”,
and the editor of the first Russian translation of Jean-George Noverre’s Letters on Dancing and Ballets in 1927
(Degen, 1981), but did not specialize only in ballet, and was an apologist for drama theatre.

According to S. Mokulskii (1963), A. Gvozdev “always said that a theatre historian should be a theatre
critic and participate in the construction of a socialist theatre culture. He himself set an example for his students
and colleagues: in the great literary heritage left by him, about half of his works are newspaper and magazine
articles on current issues of theatrical modernity, including reviews of performances of various genres (drama,
opera, ballet, operetta, stage, circus, etc.). He was a theatre critic - demanding, strict, authoritative and a man
of principle” (pp. 382-383).

Among the scientific works devoted to A. Gvozdev, a prominent place is occupied by the articles of
A. Sokolov-Kaminskii, in which an attempt is made to identify the role of Gvozdev in the formation of the
Soviet ballet. “This is undoubtedly one of the pillars of the special phenomenon of the Soviet ballet criti-
cism, which was born in the 1920s, and, more broadly, the idea of ballet” (Sokolov-Kaminskii, 2019, p. 91).
A. Sokolov-Kaminskii (2020) notes that A. Gvozdev introduced the issues of ballet theatre to the thematic
circle of theatrical developments of the Institute of Art History (Leningrad) founded by V. Zubov, paid special
attention to a dance in the context of drama theatre in a situation of crisis and loss of credibility. He also ob-
serves the influence of A. Gvozdev on the work of Yu. Slonimsky - one of the first brilliant ballet experts in the
USSR (Sokolov-Kaminskii, 2019, p. 97).
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In the situation of struggle with classical dance as a relic of the bourgeois past in the 1920s in the
USSR, the denial of the development of ballet theater in the conditions of the proletarian state, criticism of
A. Gvozdev, according to the fair statement of S. Mokulskii (1963), “was objectively directed against com-
mon in those years incorrect approach to the classical heritage, which prevented its real deep development”
(p. 396). The article “Awakening of the “Sleeping beauty” (1924), criticizing the situation with a standard
set of names of past ballets in the repertoire of the modern theatre (“Don Quixote”, “Le Corsaire”, “Swan
Lake”, “Sleeping Beauty”, “Nutcracker”, “Raymonda”, “Vain precaution”, “Coppelia”, “Petrushka”, “The
Firebird”), A. Gvozdev does not call for abandoning the “independently developed, well-established dance
culture” (Gvozdev, 1987, p. 189), but draws attention to the inconsistency of the ballet theatre with the
needs of the modern mass audience, the issue of the transformation of the ballets into Museum exhibits.
Renewal, according to the critic, can only come from creative initiatives among artists, and not be imposed
from above. A. Gvozdev (1987) believes that the ballet master’s experiments did not justify themselves,
and one can only count on the studio activity of ballet youth, because “a young team full of brilliant oppor-
tunities”, and it is possible to overcome obstacles “through the collective creative effort of young forces”
(p- 191). We can see here something similar with the G. Fuchs’s proposals to update the ballet theatre. But
in the USSR ballet theatre in the mid-20s, the founder of the Leningrad theatre school sees the problem in
providing the freedom to young people who are brought up in humility before the traditions of the past,
their ignorance of new theatrical and musical trends, and the lack of opportunities for amateur studios
(Gvozdev, 1987, p. 200).

A. Gvozdev supports the development of the dance expressive means, understanding the specifics of
the classical dance and its potential as the main expressive means of ballet art, stands for “pure dance”: “the
entire entourage with its Baroque and Rococo clothing is outdated and dilapidated, but the basis of classical
ballet is the skill of an actor — dancer who has a self-sufficient dance culture, who thinks geometrically, or
rather stereometrically, with the forms of his body as the only material of his profession — this basis is pre-
cious and deeply modern” (Gvozdev, 1987, p. 192). Again, we can talk about a parallel with the theoretical
provisions of the G. Fuchs’s work regarding the independence of artistic means of dance art.

At the same time “Red Whirlwind” by V. Deshevov-F. Lopukhov (1924) A. Gvozdev considers as an
adventure, surrender of the “classics before Dalcroze” (supporter of rhythmoplastic movement), which
impoverishes the technical capabilities of the academic ballet (Gvozdev, 1987, pp. 200-201).

By emphasising the self-worth and self-sufficiency of the choreographic art, it is worth mentioning the
famous expression of V. Shklovskii, a kind of quintessence of formalism — “art is always not an inscription,
but a pattern” (quote of Pesochinskii, 2004). Criticism of art “as a pattern” involves knowing the specifics
of this type of artistic activity, searching for the adequate formulations for its analysis and evaluation.

Continuing to support “pure dance” while following the method of G. Fuchs in revealing the indi-
vidual characteristics of ballerinas’ performing skills, A. Gvozdev in the article in honour of the fifteenth
anniversary of artistic activity of E. Gerdt “the Art of pure dance” (1924), notes the features of her creative
personality, which are revealed in the traditional way: “Gerdt... everything is enclosed in dance, and only
in dance.... it is remarkable that, using the absolute, pure language of dance forms, Gerdt achieves the ex-
pressiveness everywhere. In the purity of technical performance of a rapid, fast tempo... a powerful dance
temperament is exposed, not external, natural, but created on the basis of true skill, as an organic result
of the reincarnation into the dance element. Exceptional softness of movements, absolutely free from the
slightest shades of sweetness, allows the artist to develop a subtly nuanced range of lyrical moods... the
complete clarity of plastic postures produces the material from which the severe expressiveness and weight
of the whole image is created” (Gvozdev, 1987, p. 196). Poetic metaphorical and associative analysis im-
plements one of the main criticism requirements — the selection of the unique means to characterize the
choreographic art, created as if following the instructions of V. Shklovskii.

In addition to the fact that A. Gvozdev stands for the preservation and development of classical dance,
he is aware of the importance of purity of style and technical perfection, which becomes possible by irre-
proachable performing skills (Gvozdev, 1987, p. 197). In contrast to G. Fuchs, who recognizes the positive
and negative aspects of variety shows, their right to preserve their own qualities, and moreover, advocates
strengthening the expression of the essence of the variety shows, thanks to the increase in the artistic level
(Fuchs, 1911, p. 227), A. Gvozdev is quite critical of the variety art, focusing on its eclecticism and harmful
effects on ballet artists, citing the example of Viktorina Kriger (Gvozdev, 1987, p. 199).

A. Gvozdev gradually abandons formalistic ideas, accusing the ballet “Ice Maiden” in the production
of F. Lopukhov to the music of E. Grieg (1927) in a purely formal combination of movements (‘“naked
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form, although updated with acrobatic techniques”), which he recognizes as a fault of the “old” ballet, puts
forward requirements for content, emotional expressiveness, drama (Gvozdev, 1987, pp. 209-2010).

In the middle of 1927 A. Gvozdeyv, in accordance with changes in the ideological attitudes of the state and
the beginning of the struggle against “bourgeois formalism”, changes his rhetoric and accuses F. Lopukhov
of being afraid to realize the class nature of ballet, of developing “pure dance”, of using pantomime without
leaving the platform of classical dance, and in general of being closed in a circle of “pointless formal search-
es”, which, according to the theater expert, “has lost its viability” (Gvozdev, 1987, p. 212). And if in 1924 he
was afraid of Dalcrozea’s influence on the ballet theater, now he recognizes the positive development of the
acrobatic dance as a method of “banishing the techniques of classical aesthetics” and “rapprochement with
modern physical culture” (Gvozdev, 1987, p. 212).

From the promotion of the sublime, “immaterial”, romantic nature of the ballet theater, theater critic
comes to the denial of special aesthetic, calling it “nonsense”, classical dance - formal, purely decorative
art, and now sees the only value of it in the physical, purely technical basis, welcomes the use of acrobatics
(Gvozdev, 1987, pp. 220-221).

Another marker indicating a change in the aesthetic priorities were statements about the ballet dancer,
who should be an actor concerned “primarily with the content of the action depicted by him, rather than pure-
ly formal tricks” (Gvozdev, 1987, p. 218).

G. Fuchs (1911) emphasized the importance of the professional aesthetic criticism for the development
of the theatrical art, which performs evaluative and regulatory functions (pp. 279-283). A. Gvozdev went
from recognizing the role of aesthetic criticism as an important component of the creative process in the early
20s to focusing in 1928 on the sociological aspects of ballet criticism: the need to study a new audience, con-
sidering its requirements based on the historical experience (Gvozdev, 1987, pp. 216-217).

Conclusions

Despite A. Gvozdev’s considerable theatrical creative work, it is impossible to underestimate his role in
the critical and theoretical ballet discourse of the 20-30s in the USSR, since A. Gvozdev’s works reflect the
aesthetic concepts of the development of ballet practice at that time, having influenced the formation of the
theory and criticism of the Soviet ballet.

The formation of the formalistic views of A. Gvozdev was influenced by the ideas of the OPOYAZ
(V. Shklovskii). The theatre critic, following the principles of the formalists, saw the meaning of the the-
atrical action not in the content and ideology, but in its artistic features (means, forms, techniques, etc.). In
critical statements about ballet performances he uses, according to V. Shklovskii’s instructions, metaphorical
and associative word constructions, which are adequate formulations for the analysis and evaluation of the
choreographic art.

The works of the German theatre critic G. Fuchs also had an influence on the formation of work methods
of A. Gvozdev. Among the general intentions: support for the development of dancing means of expression;
the understanding of the specifics of classical dance and its potential as the main means of expression of
the ballet art; prospects for attracting young people to the ballet renewal. Different views on the variety art:
A. Gvozdev saw its harmful influence on ballet artists, and G. Fuchs defended the professional development
and strengthening of the expression of the essence of the variety shows.

The changes have been taking place in A. Gvozdev’s artistic and aesthetic approaches to the evaluation
of ballets until 1927: he makes accusations of pointless formal search in classical dance, the only value of the
latter, in his opinion, is technicality and physical culture; adheres to the position of rejecting the ontological
romantic features of classical ballet, asks for content, emotional expressiveness, drama, elimination of the
class privilege of ballet. He moves from the aesthetic to the sociological nature of criticism.
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BAJIETHA KPUTUKA | ITimnunceka Anina MukosaisHa
OJIEKCIA I'BO3AEBA | Kanouoam mucmeymsosnasecmsa, npogecop,
Kuiscoxuti nayionanvnuil ynieepcumem
KYIomypu i Mucmeyms,
Kuis, Yxpaina

Mera crarTi nossrae y 3’sicyBaHHI OCHOBHHX aCIEKTiB KpUTHUHO-0IiHHOT AistiibHOCTI O. ['Bo3aeBa y 20-x pp. XX cr.
y chepi banerHoro Tearpy CPCP, BusiBIIeHH] 30BHIIIHIX BIUTUBIB Ha Hel. MeTomu. Y mpoieci J0CiHKEHHS 3aCTOCOBAHO
KOMIIJIEKC HayKOBUX METOJIIB: aHAJIi3 JIITepaTypH Ta [HKEpeIT; ITOPiBHIHHSA OCHOBHUX IiIXOAIB 10 po3rsiay TaHmro [. dykca
ta O. ['BO31€Ba; iICTOPHYHHUNA METOJ — 33/ BUBYCHHS! BUHUKHEHHS Ta CBOJIIOL[IOHYBAaHHS KOHICTITYJIbHUX TTOTISIIB
110710 PO3BHUTKY OaJIETHOTO TeaTpy y KpuTHaHOMY 10podoky O. I'Bo3neBa. HaykoBa HoBH3HA. Briepie npoanarizoBaHo
kputnuHi nyomnikanii O. I'Bozaesa y 20-x pp. XX cr. B CPCP B acniexTi 3MiHM OCHOBHHMX €CTETHYHHMX MO3HIIN 1010
PO3BUTKY OaJIETHOTO TeaTpy, BIUIMBY Ha TeaTPO3HABIS Xy0’KHbO-€CTETHUYHUX KOHIEIIIH Ta IepcoHanii. BUCHOBKH.
[Ipani O. I'Bozaesa 20-x pp. XX ct. B CPCP, BinOuBatouu TOroyacHi eCTeTHYHI KOHIIEMIIi pO3BUTKY 0a1eTHOT IPaKTHKH,
BIUTMHYJIM Ha CTAHOBIICHHS TEOPil Ta KPUTHKH pajistHCbKoro Oanery. Ha hopmyBanus ¢popmanicrinanux norisais O. ['Bo3aesa
oYM inei OIIOA3y (B. LkmoBcekwif). Tearpo3HaBels, HACTIYIOUH IPUHIAN (HOPMATIICTIB, 3MICT TeaTPaTbHOTO
nificTBa BOa4aB HE B 3MiCTOBHOCTI Ta iIEHHOCTI, a B XyI0KHIX 0COONMMBOCTAX (3acobm, popmu, mpuitomu Tomro). Ha
¢dopmysanus MeToniB podotn O. ['Bo31€Ba TaKoXK BIUIMHYIH Npalli HiMerpkoro tearpo3Hasiy I. @ykca. Cepen criibHEX
IHTEHIII}: MTPUMKa PO3BUTKY BJIACHE TAHIIOBAJIbHUX BUPA3HHUX 3aC001B; PO3YyMIHHS CrielM(iKK KIACHYHOTO TAHIIO Ta
Horo moreHmiany ik OCHOBHOTO BUPA3HOro 3aco0y 0ajleTHOro MUCTEITBA; EPCIIEKTUBHICTh 3aTy4eHHS MOJIO/I Ha HIISIXY
onosieHHs O6anery. JIo 1927 poky BigOyBaeThCst 3MiHa XyI0)KHBO-ecTeTHYHUX TiaxoaiB O. ['Bo3ieBa 110 oliHKK OaneTiB:
BHCYBAa€ 3BMHYBAYCHHA y O€3MpeIMETHHX (POPMATbHHX TOIIYKax B chepi KITaCHIHOTO TaHITIO, €AWHOIO I[IHHICTIO OCTAHHBOTO
BBa)kKa€ TEXHIYHICTH Ta (Di3KYIABTYPHICTH; IPHUCTAE HA TIO3UIIIIO BiTMOBH BiJl OHTOJOTIYHIX POMAaHTUYHUX PUC KIACHIHOTO
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0areTy, BUMarae 3MiCTOBHOCTI, EMOIIIHOI BUPA3HOCTI, IpaMaTH3MYy, 030aBICHHS BiJ] KJIACOBOI MPUBLIEHOBAHOCTI OaJeTy.
[epexomuTh Bijl €CTETHYHOT JI0 COLIOIOTTYHOT IPUPOIH KPUTHKH.
Kurouosi crosa: xpuruka 6anery; Onekciit ['Bo3nes; 6aner; ['eopr Dyke; hopmaiizm; xopeorpadist; TaHEIb

BAJIETHAS KPUTUKA | ITumnsinckas Annaa Hukonaesna
AJIEKCES I'BO3JIEBA | Kanouoam ucxkyccmeosedenus, npogeccop,
Kuescxuii nayuonansuwlii yuueepcumen
KYbMypol U UCKYCCIE,
Kues, Yxkpauna

]_Ieﬂb CTaTbu COCTOUT B BbIAICHCHUU OCHOBHBIX ACIIEKTOB KPUTHUYCCKU OHeHO‘IHOi/lI JACATCIIBHOCTH A. FBO3IleBa
B 20-x rr. XX B. B cepe Oanernoro tearpa CCCP, BbIsiBIIeHNN BHEIIHUX BO3JeiicTBUI Ha Hee. MeTonbl. B mpornecce
HCCIIEI0BAaHUS TPUMEHEH KOMIUIEKC HayYHBIX METOAOB: aHAJIN3 JINTEPATYPbl M HICTOUHUKOB; CPABHEHHE OCHOBHBIX
MOAX0A0B K paccMoTpeHuto Tanua . @ykca u A. ['Bo3aeBa; HCTOpUUYECKUM METOA — JIsl U3yUYEHUSI BOSHUKHOBEHUSI
1 9BOJIIOIIMOHMPOBAHHNS KOHIIETITYaJIbHBIX B3IJISII0OB HAa Pa3BUTHE OaJIeTHOTO TeaTpa B KPUTHUYECKOM Hacieauu A. ['Bozziesa.
Hayunas HoBu3Ha. BriepBble mpoaHaim3upoBaHbl kKpurHaeckue myonukanun A. I'soznesa B 20-x rr. XX B. B CCCP B acniekre
W3MEHEHHUS] OCHOBHBIX CTETHUECKHUX MO3UIIMH 10 Pa3BUTHIO OAJIETHOTO Tearpa, BIUSIHUS Ha TeaTPOBE/Ia Xy/10’KECTBEHHO-
SCTETHYECKUX KOHIeNIUi U nepcoHanuil. BerBoasl. Pabots! A. I'Boznena 20-x rr. XX B. B CCCP, oTpakas TornamsHue
3CTETUYECKUE KOHIIETIIUN Pa3BUTHUs OAJIETHOM NPaKTHKH, TOBIUSINA HA CTAHOBJIEHUE TEOPUU M KPUTUKU COBETCKOTO
6anera. Ha ¢popmupoBanue popmanuctuueckux B3maa0B A. ['Bozaesa mosnusinn uaen OITOSA3a (B. IIkmoBckwmif).
Tearposen, ciemyst pUHIUNIAM (OPMAIHNCTOB, COAEPKAHNUE TEATPAILHOTO JIEHCTBA BUET HE B COIEPKaHUU U WICHHOCTH,
a B Xy/I0XKECTBEHHBIX 0COOEHHOCTSIX (cpencTsa, (hopMbl, IpreMbI U T.11.). Ha popmuposanne meronos paboTsl A. I'Bo3nesa
TaKKe TOBJIMSIIN TPy/Ibl Hemelkoro tearpoBena [. dykca. Cpean o0IMX MHTECHIMIT: MO/IEPXKKa Pa3BUTUSI COOCTBEHHO
TaHIEBAIBHBIX BBIPA3UTENBHBIX CPE/ICTB; IOHMMaHUE CIIeIU(HUKN KIIACCHYECKOTO TaHIa U €ro MOTEeHIHalla Kak OCHOBHOTO
BBIPA3UTEIILHOI'O CPEACTBA 6aHeTHOFO HCKYCCTBa, NEPCIEKTUBHOCTD IMTPUBJICUCHUA MOJIOACIKU HA ITYyTH OOHOBJIEHHUS 6aneTa.
K 1927 roxy nmponcxonuT U3MEHEHHE XyI0KECTBEHHO-)CTETHIECKIX TOIX010B A. ['BO3/IeBa K OLleHKE 0aIeTOB: BEIIBUTACT
0OBHHEHUS B OeCIIPEIMETHBIX (POPMATBHBIX TIOUCKAX B cepe KIaCCHISCKOTO TaHIa, SIMHCTBEHHON IEHHOCTHIO TTOCTIEAHETO
CUNTAET TEXHUIHOCTH U (PU3KYIBTYPHOCTD; IEPEXOANT Ha MO3UIHMIO 0TKA3a OT OHTOJIOTUYECKUX POMAHTUIECKHUX YepT
KJlaccuieckoro Oanera, TpeOyeT CoepKaTesIbHOCTH, SMOIIMOHAIILHOM BBIPA3UTEILHOCTH, ApaMaTu3Ma, n30aBlIeHHS OT
KJIACCOBOM MPUBHIIETHPOBAHHOCTH Oasieta. [lepeXomuT oT 3CTeTHUECKOH K COIIMOIOTNYECKOM MTPUPOIe KPUTHKH.

Kniouegvie cnosa: xputrka Ganera; Anekceit ['Bo3nes; 6aner; ['eopr @ykc; popmanusm; xopeorpadusi; TaHer
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ABJIBHICTD HIAAYKJISIHCBKOI'O | ®abpuka-IIponska Onbra Pomanisna
AHCAMBJIIO ITICHI U TAHIYO «PULS» | Kanouoam mucmeymsosnascmea, doyenm,
(IMPALIIB) B KOHTEKCTI 3BBEPEKEHHSI | ORCID: 0000-0001-5188-1491,
AYXOBHOI KYJIBTYPU PYCHUHIB | e-mail: olgafp4@ukr.net,
TA YKPAIHIUIB CXIJAHOI CJIOBAYYMHM | Ilpuxapnamcoruii nayionanvruii

yHieepcumem imeni Bacuns Cmeganuxa,

eyn. Llleguenka, 57, leano-@panxiecvk, Ykpaina, 76000

Meta poOOTH — PO3IVISHYTH 1CTOPIIO CTAHOBJICHHS Ta MUCTEIbKI 3100yTKH TPOdeCiiHHOTO aHCaMOJIIO MiCHI
#t Tanmio «PULS» (Poddukelsky umelecky 'udovy subor) (ITpsmis, CioBaudrmHa) B KOHTEKCTi KyJABTYPHOI 1I€HTHYHOCTI
i mpeacTaBHAUKIB. METOIOIIOT IS TOCTiKEHHS TTOJIATAE Y TTO€THAHHI METOIB TTi3HAHHS, 3yMOBJICHIX BUMOTaMH 00’ €KTHBHOTO
aHaJi3y ICTOPUYHAX, MICTEIITBO3HABUUX Ta KYJIBTYPOJIOTIYHAX PKEPEI, IO BiOOpakatoTh OCHOBHI TEHACHIIIT PO3BUTKY
KyJIETYPHO-MHUCTELBKOTO )KUTTS €THIYHOTO HaceseHHs [IpsmiBmman apyroi nonosuHu XX —novarky XXI ct. YV nocmipkeHsi
3aCTOCOBAHO KOMIUIEKC METO/IIB: ONTMCOBHH, TEOPETUYHHH, IHPOPMALIIITHUI, CIIOCTEpEKEHHS, IHTEPB 10 Ta y3araJbHEHHSI.
HaykoBa HoBn3Ha. Ha 0cHOBI BHCBITIICHHS TBOPUOi Oiorpadii mpodeciiiHoro Muctenbkoro konekTusy 3 M. [Ipsmiis (Cxigna
CroBayYnHa) BUSBJICHO OCHOBHI TEHICHIIIT 30€PE)KCHHS €JIEMEHTIB aBTEHTUKHU, BTOPUHHOTO (OIBKIOPY ((OTBKIOPH3MY),
BHKOPHCTAHHSA CHHTE3y MUCTENTB (Xopeorpadiune, TearpaibHe, My3UdHe, BOKAIBHE), a TAKOXK MPOIIECY CIOBaKi3allii
Cy4JacHOI KyIIbTYPH pyCHHIB-YKPAiHIIiB. 3’ ICOBaHO, III0 TaHEIh YYACHUKIB KOJICKTHBY BTUIIOETHCS B CTHII30BaHiil abo
ABTCHTUYHIN (OpMi, BUKOHYIOUH TIPH IIbOMY TaKi QyHKIII: 1) TaHEIb K MO€AHYBAIBHHUIN €IEMEHT MK CIIEHaMH BHCTABH;
2) noeTHaHHS PI3HUX HAPOJHUX TAHIIIB y BEJIMKI TAHIIOBAJIbHI €301 SIK OKPEMi KapTHHH BUCTABH; 3) TaHElb yIIETCHUN
B OCHOBY BHCTaBH ISl CTBOPEHHSI ICTOPUYHOT €MOXH, OUTBII e(heKTHOTO 3arajJbHOEMOIIIHHOTO Bpa)KeHHs 200 TeaTpaltizaiil
niictBa. BucHoBku. [Tutoma Bara momysisipu3altii yKpaiHChKOTro (osbKIIopy, 110 Oyjia B OCHOBI 11€0J10ri1 Ta penepryapy
KOJICKTUBY BiJl TOYATKy CTBOPEHHS, HUHI 3MEHITy€eThcs. HaromicTs yBara ancamomio micHi i Tanmo «PULS» 30cepemxyeTses
MIEPEBAYKHO Ha OOPSIOBUX TPAIUIIISX PYyCHHIB, CIIOBAKiB, & TAKOXK ITICEHHOMY 1 TaHITIOBAIEHOMY (DOJBKIIOPI CYCITHIX KpaiH.
TBOpUICTH KONIEKTHUBY — II¢ OpTaHIvHE MTO€THAHHS PI3HOMAHITHHX KaHPiB (My3HYHO-ITPOBI, ONIEPETOUHI, €CTPaIHI BUCTABH,
iHOAI T. 3B. TIOpH/IHI J)KaHPH), CUHTE3 POIBKIOPY — aKTOPCHKOT0, My3UYHOTO (BOKAJIBHOTO W IHCTPYMEHTAJIBHOT0) — Ta
xopeorpa)iYHOro MUCTEITBA.

Kniouosi crosa: ancamOib micHi i tanmto; «PULSy; ykpaiHili; pycHHU; BAKOHABCTBO; MY3UYHUIT (POJIBKIIOP; JyXOBHA
KyJIbTypa; KyJlbTypHa iieHTn4HicTh; Cxigna ClioBauunHa

Beryn

CrpusTIUBI YMOBH JUIsSl BABYCHHSI MIDKETHIYHHAX B32€MO3B’SI3KIB TA €THIYHUX MPOLIECIB, SKi PO3BUBAIOTH-
cs1, crBoproe CrnoBayunHa. Pycunn — 1ie aBroxtoHHi xkutem Kapmar. [lo Hux 3a etHorpadivanMu ocobmm-
BOCTSIMH HAJICKATh 1 JIEMKH, SIKI Yepe3 BiOMi iCTOpUYIHI OOCTAaBUHU ONMHUJINCS HAa TEPUTOPISIX Pi3HUX ACp-
xaB [lonpmti, Ykpaiau, CnoBauunan, CILLA, ogHak 30eperiiv CBOO TaBHIO CAaMOHA3BY JIO ChOTOMIHI. 30Kpema,
Cxinna CnoBayunHa 3aBASKH reorpadiqHoMy pO3TallyBaHHIO Ta Yepe3 CKJaJHl iCTOPUYHI YMOBU PO3BHUTKY
cTayia OaThKIBIIMHOIO HE JIMIIE JJIs CJIOBaKiB, ajie ¥ MPEJICTaBHUKIB IHIIMX HAPOJIB, SKi IPUUHSATO Ha3HBATH
CTHIYHUMHU TPyNaMy Y HAI[lOHATbHUMH MEHIIMHAMH.

MucrenbKe KHUTTS pycHHiB-yKpaiHiiB CxinHoi CI0BaY4MHY MPOTATOM TPUBAIOTO MEPIOY 3aIUIIAETHCS
BOKJIMBUM ITOKa3HUKOM 30epeKeHHs YKPATHCHKOI MEHIIMHA B JOCIIHKYBAHOMY PETiOHI. Y IpyTiil MOJOBUHI
XX cT. BOHM 3aCHOBYBAJIM PI3HOMaHITHI KyJbTYpHO-OCBITHI OpraHi3arlii, CTBOPIOBAJIN KyJIbTYpHO-TIpOdeciii-
Hi IIEHTPH, XOPOBI1 i TaHIFOBAJIbHI KOJIEKTUBH, 5IKi, HE3BAYKAFOUHM Ha MPOIECH acCUMUIALIT, PyHKI[IOHYIOTh 10
crorofHi. Ilpouecu ykpaiHChKOTO Aep:KaBOTBOPEHHS CTUMYJIIOIOTh BUBUCHHS iCTOPIT 1 KyJIBTYPH YKPaiHCHKUX
eTHiYHMX Teputopiil. Cepen Takux — Cxinna CroBayunHa, Ha sIKiil 1 ChOTOHI MEIIKAIOTh PYCHHU-YKPaiHIII,
KOTpI1 IIPOTSITOM CTOJNITh IepeOyBalii B KyJIbTYpHIH Ta TONITHYHIH 13071111 Bif YKpaiHu, a yKpaiHChKHI HaIlio-
HaJBHO-KYJIBTYPHHUN PyX aKTUBI3YyBaBCs TYT TUIBKH HA MOYaTKy XX CT.

© ®abpuka-TIpouska O. P., 2020
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3amikaBieHHs A0 MPOOJIeM HaIiOHAIBHO-KYJIBTYPHOTO PO3BUTKY pPYCHHIB-YKPaiHIIIB 3yMOBIEHO CY-
YaCHOIO COIaNIbHO-KYJIBTYpHOIO cHTyarieto B CxinHilt CrnoBauunHi. TeHIEHITIT OCTaHHIX IECATUIITH IEMOH-
CTPYIOTh CTPIMKY aCHMIUJISIIF0 MEHIIIMHH, OJTHIEIO 13 MPUYXH SKOI € TOLI ii MPeICTAaBHUKIB Ha J[Ba Tabopu —
YKpaiHCBKHM Ta PYCUHCHKUI.

DonbKIOpPHUN MaTepiall YKpaiHIIB-pPYCHUHIB BUCBITIIFOETHCS HA CTOPIHKAX HHHINIHIX CIIOBAI[bKUX, Y€-
CHKUX CHIIUKIJIOTICJIMYHIX BHJaHb, (paxoBux ypHaiiB. Cepell BiJOMUX JIPYKOBAHUX YKPAaTHOMOBHHX I€pio-
TUIHUX BUIAHb [IpsammiBmman Tpeba Ha3BaTH JITEPaTypPHO-MUCTEIIFKAN 1 MyOMIIMUCTHIHUHN KypHAT «IyKITs»
Ta JIBOTM)KHEBHK pycHHIiB-yKpainimiB CroBarpkoi PecryOmikun «Hoe xutTsi». Ha cropinkax ykpaiHCBKOi
nepiofuku (PONBKIOPUCTH, eTHOrpadu, iCTOpUKH MyONiKyIOTh CTAaTTi MPO 1CTOPit0, BUAATHUX MOCTATeH Ha-
YKH 1 KyJIbTypH, 3BUYai KaJleHAapHO-00PAJ0BOr0, CiIMEHO-00pJ0BOr0O Ta 103a00psa0BOro (oJIbKIOpY py-
CHHIB-YKpaiHIIiB MUHYJIOTO, YCHY HapOIHY TBOPUICTh, JUTAYHN (DOJBKIOP, Cy4acHH cTaH (yHKIIOHYBaHHS
(ONBKIIOPHHUX KOJEKTUBIB, AisTbHICTH Cor03y pycuHiB-ykpaiHiiB CroBanbkoi PecryOmniku, CycnibHO-KYIb-
TypHE XUTTS PyCHHIB Ta yKpaiamiB [IpAmmiBmuHT B mijiomy.

[Ipo mismeaicTs «PULS» (ITYHA) y croBarpKiif i 9echKiil mepionunili BIPOIOBK YCHOTO TEePioxy IXHEOTO
(hyHKIIOHYBaHHSI BUXOAMJIO YUMAJIO TyOITiKallii, ajne mepeBakHo iHGOPMAIIIHO-ITyOIIIIMCTUYHOTO XapaKTe-
py. Cepen aBropiB — fl. 'ynakoBa, M. [Ipoonsik, S. Kanunsk, ®@. Kosag, 0. Koctiok, B. JIrobumor, M. My-
umuka, U. Cipxa, H. FOpkoscbka-Cikopsxosa, FO. IlIBanTuep Ta in. [Tpote myGnikarii BUIIe3ragaHux aBTopiB
MIPUCBSTYCHI JIMIIIE OKPEMHUM BHCTYIIaM 1 TEMaTHYHUM KOHLIEPTaM KOJIEKTUBY. Bi3UTHOIO KapTKoOIO B Mepesxi [H-
TepHeT € odiniiiauii cait [TixnyknsHCbKOTO ancamOto micHi 1 Tanio (Poddukelsky umelecky 'udovy stbor),
SIKUH MICTUTH 1H(OPMAIIIIO TIPO KOJICKTUB, HOTO 1CTOPiI0, KOHIEPTHY isSIBHICTE, MPOTrpaMu, (hOTOAPXiB TOIIO
(http://www.puls-slovakia.sk/).

[IponoHoBane nociiKeHHs icTopil craHoBiIeHHS 1 criequdiku TBopuoi misuibHOCTi «PULS» mpotsirom
0araTrbOX POKIB NMPEACTABIICHE SIK PE3yJbTaT HEOJHOPA30BOro crijkyBaHHA 3 FOpaem IlIBaHTHEpOM — XymOXK-
HIM KepiBHHKOM, JpaMaTyproM, CIICHApUCTOM Ta JAUPEKTOPOM KOJEKTHBY, SIKHH B aHCaMONi Mpalioe MoHa[
TPUILSATH POKIB, & TAKOXK OCOOMCTOTO CIOCTEPEKEHHS 32 KOHIIEPTHUMH MPOrpamMaMu KOJIEKTHBY OCTaHHIX
POKIB.

HayxoBa HOBM3HA. Ha OCHOBI BHCBITIICHHSI TBOpYOi Oiorpadii mpodeciiitHoro MUCTEIILKOTO KOJEKTHUBY
3 M. [IpsmriB (Cximgaa CioBau4rHa) BUSIBIIEHO OCHOBHI TeHJICHITIT 30€peKeHHS €IIEMEHTIB aBTEHTHKH, BTOPHH-
HOTO (hONBKIIOPY ((POITBKIOPHU3MY), BUKOPUCTAHHS CHHTE3Yy MECTEITB (Xopeorpadivne, TeaTpaibHe, My3ud-
He, BOKaJIbHE), a TAKOXK MPOLIECY CII0BaKi3alii cyyacHOI KyJbTypH PYCHHIB-yKpaiHLiB. 3’5COBaHO, 110 TaHELb
YUYACHHKIB KOJIEKTHBY BTUIIOETHCS B CTHIII30BaHii 400 aBTEHTHYHIH (OpMi, BUKOHYIOUH ITPH IEOMY TaKi QyHK-
uii: 1) TaHelp SK MOEAHYBAJIBHUN €IEMEHT MIX CLIEHAMH BHCTaBHU; 2) MOEJHAHHS PI3HUX HAPOJHUX TAHI[IB
y BEJMKI TAHIFOBAJIbHI €Mi30/IM SIK OKpeMi KapTHHHU BUCTaBH; 3) TaHEIb YIUIETEHHH B OCHOBY BHCTaBU JIS
CTBOPEHHS i1CTOPHYHOT €TIOXH, O1TBIT e(PEeKTHOTO 3araJrHOEMOIIIHOTO BpakeHHsI a00 Tearpaizaltii aificTsa.

Merta crarTi

Merta cTarTi — OCMHUCIICHHS iCTOPIi CTAHOBJICHHS Ta MHCTEILKUX 3700yTKIB MpodeciiiHOro aHcaMOIIo
micHi 1 ranio «PULSy (Poddukelsky umelecky l'udovy stibor) (ITpsimris, CioBauyurHa) B KOHTEKCTI KYJIBTYPHOT
IIEHTHIHOCTI i1 mpeacTaBHUKiIB. Cepel OCHOBHUX 3aBIaHb TaKi: PO3TIISA €TAIliB CTAHOBJICHHS Ta MPOQECIHHOTO
pocTy aHcamOiIr0, BHECKY XyJIOXKHIX KEPIBHHKIB, JUPUTEHTIB, XOPMEHCTEpiB, IHCTPYMEHTAIIICTIB, COJICTIB-
CHiBaKiB; BUCBITICHHS 0araTo)KaHPOBOCTI perepTyapy; BU3HaueHHs poisi kosektuBy «PULS» B KoHTEkcTi
30epekeHHs KyIbTYPHHUX 3000yTKiB pycHHIB Ta ykpaiHuiB Cxignoi CioBayunHH.

Buxnan marepiany gociaiikeHHs

Ykpaiacbke (pyCHHCHKE) HaceIeHH, SIKe )KIBE Ha TEPUTOPIi MBHITHO-CX1MHOT CIIOBaYINHU MPOTATOM Oa-
raThoX CTOJITH OYyJI0 130JIbOBAHE BiJl CBOTO MaTepPHHCHKOTO poxy. [IpoTtsrom necsatupiy, popMmyrodncs i GyHK-
LIOHYIOYH y BaKKHUX TOCIIOIAPCHKUX 1 COIIaThHUX YMOBAX, KYJIbTYpa YKpaiHIliB-pPyCHHIB Ha CHOTO/IHI, HE3Ba-
JKAIOYM Ha MPOIECH aCUMUIALIT, 3aJTUIIAETHCS YACTKOBO 30€peKEHOIO.

Cepen siCKpaBUX, HETIEPECIUHUX MHUCTEIBKUX KoeKkTuBiB CxijHO1 CIOBaYYMHM YiJIbHE MICIIE HAJIC)KUTh
ancam0Omo «PULS» (Poddukelsky umelecky l'udovy stbor), mepma HazBa sikoro Oyna «IligmyKissHChKUA
yKpaiHCcbkui HaponHuit ancamOnby» (ITYHA), XynoxHii mpodinb SKoro MaB YKpaiHCHKUH ITyX.

V ciuni 1953 p. y Memkunnabipisax BinOyBcsi KOHKYPCHUH BiOip WICHIB KOJEKTUBY B TPU XYIOXKHI TPY-
1 (XOPHUCTH, MY3UKAaHTH, TAHIIOPUCTH). | pyITy HAPOAHUX iHCTPYMEHTIB OYOJIHB TEAror 1 KyIbTYpPHO-OCBIT-

206



XOPEOT'PA®IYHE MUCTENTBO
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MuctenrsoznaBctso. Bur. 42 ¢ ISSN 2616-4183 (Online)

Hilt misa Onexcannp Jlrooumos. TanmroBaneny rpymy — FO. [1poxaska. upurentom xopy npusHaumim HOpis
KocTroka.

«IlinpyknsHcbkuil yKkpaiHcbkuil Hapoaauii ancamOnb» (ITYHA), sik npodecilinuii ancamOib, po3mno-
YyaB CBOIO JiSUTBHICTH Yy KBIiTHI 1955 p. MeTa cTBOpeHHS KOJEKTUBY — MIATPUMKA, 30€pesKeHHS Ta MOMYJIs-
pu3allis CXiJHOCJIOB’ SHCHKOTO (POJILKIIOPY. 3aMICTh JIOMPOBO-0aJIaJIaA€4HOTO OPKECTPY OYJIO CTBOPEHO Op-
KeCTp Ha 3pa30K HApOJHOI Karelu 3 JIOTIOBHEHNMH JyXOBHUMHU IHCTpYMEHTaMu. Taka 3amiHa JUKTyBajacs
JpaMaTypri€r0 MUCTEIHKOTO KOJIEKTHUBY. 3 TIOYaTKy (YHKITIOHYBaHHS KOJICKTHUBY OyJia MOCTaBJICHA METa —
I'PYHTYBATHUCS Ha CIIBOYOMY, My3UYHOMY ¥ TaHLIOBAJIbLHOMY MHUCTELTB] YKpaiHCHKOTO HapoAy, OAHOYACHO
o3HalloMiIIoBaTH yKpaiHncbke HaceseHHs: CxinHol ClloBaYYMHU 3 My3HMYHUM (DOJIBKIIOPOM CJIIOBAaKiB, YEXiB
Ta iHIWKX HapoAiB. Y 1956 p. KOJIEKTHB BiAHOBUB CBOIO poOOTY Ha 0a3i onepeTH YKpaiHChKOro Hal[iOHAIb-
HOTO Tearpy sK HOro 4acTHHa MiJi CBOIO HA3BOIO. Take pillleHHS IPyHTYBajocs Ha ToMy (akTi, mo s
BHMOTJIMBOT ONIEPETH 3 T1 FPOMI3IKUMHU JIAIITYHKAMH, OPKECTPOM, 0aJIeTOM i CIiBaI[bKO-aKTOPCHKHUM SIAPOM
B YKpaiHchKiit obmacti Cximroi CroBaddamHU Masio OyJIo MPUAATHUX CIICH U OlepeTa 9acTo BUDKIKAIA Ha
racTposi. XyIoKHIM KepiBHUKOM OHOBJIeHOTO KosekTuBy [IYHA OyB mpusznauenuii FOpiit KocTiok.

Y micuesiii mpeci Oyio ormy0iikoBaHe 3BepHEHHS JI0 YJIEHIB ONePeTHOTO PO EeCiitHOTO YKPaTHCHKO-
ro ancamOJIIO MicHI ¥ TaHIIO 13 3aPOLICHHSIM CTaTH WIEHaMH HoBoro ancamoito. byno ¢popmoBano HoBuit
CKJIaJl OPKECTPY, OCHOBOIO SIKOTO CTaJIM CMHUYKOBI 1HCTPYMEHTH (MOPsA 3 UMMOaaMi Ta COJIBHUMHU Mif-
HUMU ¥ JepeB’STHUMHU TyXOBHMH iHCTpyMeHTaMu). YacTHHA YICHIB OPKECTPY ONEPETH 3aJIMIIMIACEH ajli
B [IYHA pa3zom i3 My3uKaHTam#, 1[0 MPOUNuIH BigOipkoBuii KOHKYpc. [1ix kepiBaunrBoM FOpist Kocrtioka
ITYHA cTaB cTUMYyIATOPOM PO3BHUTKY BIACHOI My3HIHO-XOPOBOi TBOPYOCTI, IO OYJIO B IIpOTrpaMi MHTIISI
TITHOOKO TIPOYMAHOIO JIIHIECIO iSUTHHOCTI.

JuHamMiuHMI PO3BUTOK MPOTATOM NECATUIITH CIPHUSIB TOMY, IO KOJEKTHB IOYajd MOPIBHIOBATH i3
npodeciitnnmu ancamOisamu CroBayunan — «SLUK», «Luchnica», «Armadny umelecky subor piesni a
tancov a podobne» (BilicbkoBUI MECTELbKHII aHCaMOJIb MTiCHI 1 TaHITIO) Ta iH.

13 22 nucronana 1956 p. HE3MIHHOIO YYACHUICIO KOJICKTHBY CTasa CoJlicTKa-Bokamict Mapist Madomi-
KO, fKa TOHAJ YBEepPTh CTONITTH, pazoM i3 [IYHA momymsapusyBana ykpaiHCbKe MHCTEUTBO, JOCITAIOUN
CIIpaBXkHIX Tpodeciitanx BepmuH. OcoOIUBO TTaM’ ATHOIO JUIST apTUCTKHU Oyrna CIIBIIpaIls 3 OpKeCTPOM Ha-
ponHuX iHCTpyMeHTiB bpHeHcbKoro pamio (Yexis), 3amouaTkoBaHa e B 1964 p.

[IpoTsirom aecsTHpiY 3MiIHIOBAJIOCH KEPIBHULTBO TaHIt0BajIbHOI rpynu [IYHA. OcHOBOIIONOKHUKOM
Ta yCcHilHUM XopeorpadoM omnepeTH YKpaiHChbKOTO HapogHoro Tearpy OyB B. JliboBuubkuii, sxuil npa-
LIOBaB 3 KOJeKTHUBOM 110 1957 p. Cepen Hioro xopeorpadidaux moctaHoBok — «Corminka rpae», CTpamku
3 MoHTaxXy «IIpsiakn», «onak» ta iH. (JpooHsk, 1980).

YV 19571973 pp. nemarorom, xopeorpadom Ta Xxynoxkaim kepiBaukoM [ITYHA 6yma Menanis Hemiona,
KOTpa CTBOpHWJIA HU3KY IIHHUX MY3HYHO-XOpeorpadidHuX KOMIIO3HIIIH, ¢ YKpaTHChKI HAIlIOHAIBHI PUCH
MOEHYBAJIa 3 TEXHIYHOIO BUMOIJIMBICTIO, CIIEHIYHUM €()EeKTOM, 1IEHHOI0 CIPSIMOBAHICTIO Ta XYHOXHBOIO
nockoHamictio. M. HeMiioBa Bano BUKOPHCTOBYBajla HAPOIHY JIIPUKY, HAPOJIHI €IEMEHTH TaHLIO, Mif 11
KepiBHUUTBOM Xopeorpadiuna yactuna [IYHA nocsra 3Ha4HMX ycHiXiB, racTpoOJIOI0YH OararbMa KpaiHa-
mu €Bponu (Kosau, 1999, c. 242). Oxpim xopeorpadii, M. HemmoBa Oyia BuXoBaTeneM, XyI0KHHUKOM,
JIOCITITHUKOM, OpraHizatopoM. MUCTKHHEIO OyJIO CTBOPEHO MOHOTEMAaTHUHI KoMIO3ullii «Bitai, ®uTTs!»,
«E#t coneuko BUXOIUTHY, « KUTTSI-1I000B» Ta iH. Cepen TaHIIB BapTO 3rajaTH Ti, SKUM aruIOAyBaId TH-
CsI4i TS Aa4iB He Jnire Ha TepeHax CioBaddmHy, a i 3a okeaHoM: «JluTsadi irpu», «bina daHTaszisy, KiTbKka
yapnamriB, «Kozanpkuii Buxop», «l'onak», «I'pu Ha my1i», «UepsHay, « MakoBUIIbKI TONBKNY, «bina daH-
Tazisy, «Kozaupkuii Buxop», «3arpail My, rynauky», « TanmroBana 6oca», «KpydeHna B Tpoiikax», «Bec-
Ha Tij ropamn», «Malickka Hiuy, «BecHsHuUl neHby, «[loTpsicaky, «Oorsaaukny, «Komomutikuy, «[lpu
Jlabipui», «BepOyHnr», «Ounma naptuzanay», «llepaukose cepuey», «llianykiasHCbKi oabKW», «Ilombka
MUDPY» 1 1H.

Takox B ITYHA mparroBanu Taki xopeorpadu, sk O. Onanacenko, K. banor, A. bytunens, M. Ily-
3aHoB, 0. Kabanka, C. Hocanp, L. 3anemak, f. [llepunk, 5. bonym, M. 'inkoBa, . Bapowns, {. bpyra,
1. Kpemnuk, C. Pemap, 1. Byrena ii in. (JIpo6mrsk, 1980).

[Ticast M. HeM1ioBoi KepiBHUKOM TaHIIOBAJILHOI rpynu Oyj10 MpU3HAYEHO JOBTOPIYHOIO COJIICTA, aCH-
creHTa TaHio [Bana Uecapuka, sikuii criBIpalioBaB 3 neparorom ta xopeorpadom tOpiem Iororo. Cepen
HalyCHIMHIIUX XopeorpadiuHux nocTaHOBOK — «Pocilickka rsicka», «bapBiHok», «Beceri 3anuiisiibHu-
km», «ymynka», «lomak» Ta iH. — FOpiii ['ora 3a KOpoTKui mepion CBOET mpartli B KOJIEKTHBI CTaB aBTOPOM
TaKUX TAHIIOBAJILHUX HOMEPIB, K «Kozampka 3yctpiuy, «Ha aporapky», «[loBepHeHHS apoTtapiy, «Ha-
ncaB Mi Muui, « Becemuipn» ta iH. (JpoOHsak, 1980).
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YeminrHa BumycKHUI Bucokoi mikonm my3maHux mMuctents y bparicnasi CranicnaBa Cem’ssHOBa MpH-
HecJa B KOJIEKTUB HOBI METOAM POOOTH B TIEArOTIYHIH IMiATOTOBII TAHIFOPUCTIB, BOHA Oyiia aBTOPOM MaJioro
TaHmo «Yapaam» Ta Benukux TaHuiB «A ug [enbna» ta «Bitaii, conne!». OkpiM QoIBKIOpHOTO Marepiaiy,
xopeorpadu KOJEKTUBY 3BEpTaIN yBary Ha TeMU MPOCIABISHHS XKHUTTS, 10 BUPYE HABKOJIO, MATPIOTU3MY, 1H-
TepHaIiOHaJi3MY, 00 MMOKa3aTH JIOAUHY-TPYAIBHAKA, OOPIIS 3a PEKpacHe B )KUTTI TOLIO.

VY 1958-1967 pp. Ta 1970—1980 pp. XymnoKHIM KepiBHUKOM, XOpMelcTepoM i ipamaryprom «[IYHA» Oys
TIeJIaroT, KOMIIO3UTOP, 3aCyKEHUH MparliBHUK KyabTypH FOpiii [lumOopa — aBTOp My3UKH 10 XOpeorpadiaamx
xomrto3utliil «llimmyxisHebKa croitay, «I paiite xe, ryaami», « [IIyKISHCEKAN TPUBITY, «30TOTHIHA JIAHITIOTY,
«Becenuus» it in. 10. LlumOopa HanmcaB naTpioTHYHI MiCHI-KaHTATH 111 00 €IHAHUX XOPiB Ha KiJBbKOX (e-
ctuBaisax y CBUIHUKY Ta iH.

Ha ocHoOBi HapoaHomiceHHOi Ta xopeorpadiuHoi KyabTypH, OOpsIiB Ta 3BHYAiB PYCHHIB-yKpaiH-
uiB [psnrBOHA OPOTATOM JECATH POKIB Oyno mocraBieHo Onmu3bko 30 mpeM’ep, y sIKMX BMIIEHO TTOHA
160 My3u9HO-BOKaJIBHO-XOpeOrpadivHuX KapTHH 1 KoMmo3ullid. Cepes Kpammux cirijg 3ragatu Taki: « Corminka
rpae» (1957), «MaxkoBumibka uepsia» (1957), «Cruceki wapaamri» (1960), «IlixmyknsHacski momskm» (1960),
«O6muBaukay (1962), «IIumanouka mos» (1963), «CniBarnouxu Moi» (1963), «Merenuis» (1968), «Ha mpsin-
kax» (1969), «Kozanpkuit Buxop» (1970), «Eii, conue cxonuthb» (1971), «Menonii Kapnar» (1972), «XKurts
i m000B» (1974), «Ha Beceny Hoty» (1979), «Binky miit 3enenuii» (1982) ta in. Cepes TearpajibHUX MTOCTAHO-
BoK — «Hazap Crogomns» T. [lleBuenka ta «Bewopuuui» I1. Himuacskoro (1961), «Cparanns Ha [oH4apiBmi»
I'. KBitku-OcHoB’siHeHKa (1965).

Y 1960-x pp. Ha OararboxX KyIbTypHUX (hopyMax JTyHAIH TUCKYCIi PO KOHIEIIIiI0 TPOodeCciitHuX KOIeK-
TUBIB y peciyOirii, mo cTtocyBanocs i TBopuoi misuibHOCTI [IVHA. YV 3B’s3KY 3 M aHCcaMOITb MPUITHSB i71€10
MIPOTPaMHOCTI KOHIIEPTHHUX MPOTpam, sika 0 TI100aIbHO BiAMIOBIAaa CYCITBHO-KYJIBTYPHHUM (2 TAKOX IO THY-
HuM) notpebam. Konueprna npem’epa, sxa BinOynack 5 TpaBHs 1962 p. mix Ha3Boro «BiTail »xuTTa», HECaa
TEeMy MpaletoOHOCTI JIIOAWHY 1 ipocnaBisiia )uTTs. [lonbebkuit xkypran «lomoc Hapomy» 3(6) 3a 1962 p.,
OKpiM 0ararbox BITaJbHUX CIIiB, 3a3HAYMB: «II0YAJU 3ByYaTH COMIIKM, IMMOaAIH, TyOHI TapMOHIKHY, a Jaii
JIOJIaB, IO «KOJCKTUB Ma€ BUCOKWU XyJOXKHIH PiBEHB, @ HOTO BUCTYN HECE BEIMKUN TILSIMANBKUN YCIX...»
(Jurkovska-Sikorjakova, 2009).

Cpoma nipem’epa «Bitait xuttss» 10 TpaBHs 1963 p. Oyna icropudnoro. B Hilf HOMepu He yepryBanmcs,
a Oynu caMoJIoCTaTHIMH OKpeMUMH HoMepaMu. Briepire B icTOpii KOJIEKTHBY OyJ0 BUKOPUCTAHO €MOIIEMOBY
Ha3BY [IPOTPaMHU, 110 O3HAYAJIO BU3HAHHS, HAPOKEHHSI MUCTEIBKO-XYIO0KHBOTO sIpa MPorpaMu i Horo noe-
TUYHOTO HaiiMeHyBaHHs. KoHuepTHa mporpaMa HasidyBaia 23 BOKalbHi, IHCTPYMEHTaJIbHI Ta TAHIIOBAJIbHI
HOMeEpH, sIKi 00’ enHyBana oxHa iges. Jlioperuct L. JlanmkuHCcbKuid 3a3HauaB, 1o 1e Oyna cpoda CTBOPUTH
OpraHiYHO CKOMITOHOBaHY IUTiCHICTh AyMKkH 1 muctenTBa (Jurkovska-Sikorjakova, 2009). [Iporpama mana
Mozeparopa, KoHpepaHChe, SKUH MMOETHYBaB OKPeMi TEMaTHYHI OJIOKH CITOBOM. JIBi YaCTHHH BimoOpakaroTh
XKUTTS cycrinberBa. M. JIpoOHsik HarosouryBaB: «lIporpama ckoMnoHOBaHa Tak, 00 MiCHS 3Bydaja 3 Ti€l
MICIIEBOCTI, IO ¥ TaHEellb; MOOAMHOKI HOMEPH 3’€IHaHI BiPIIOBAHUM TEKCTOM, TJISJIad MAa€ MOXKIIUBICTH ITiJT
4ac yCchOro Be4uopa, 0e3 Oyab-sKMX 30BHIIIHIX (PAKTOPIB YBa)KHO BiACITIIKOBYBaTd 1it0, OyTH OJHUM 3 T. 3B.
«WJIEHIBY Jiejeraiii, KoTpa BiTa€ BECHY, paJli€, yCMiXa€eThcs, TOMY IO BXKE HEMA€E HIKOTO i HIYO0T0, IO MOTJIO O
3aXOBATH, CKPUTH Ti BHYTPILIHI CUIIM, BHYTPIIIHII HECNIOKIH, SIKMI PUCYTHIH B KO)KHOMY 3 HAac, MCHIIOK YU
OLITBIIIOI0 MipOTO 3’ IBIISIETHCS B HAC 13 puxogoM BecHm» (Jurkovska-Sikorjakova, 2009).

OTXxe, MOXKHA TTiJICYMYBaTH, 110 ChoMa TpeM’epa: 1) B i1€0J0T19HOMY TEMAaTUYHOMY IIJIaHi HacamIiepes
MaJjia TOMITUYHI MOMEHTH (ITiJ{ YaC BUCTABH YaCTKOBO 3 SIBIUTUCH ITIOHEPW»), aje «rpy0i» 1eosoriyHi cer-
MEHTH 3HHUKIIU 3 IPOrpaM nepioi mosoBuHu 1960-X pokiB (Hanmpukian, KaHTaTH, 1o npociasisuin CraniHa i
iH.); 2) MO/IeKy/I1 3By4ayia KpUTHKA B OiK KepiBHHIITBA KojekTuBY 111, JlaarKuHCHKOTO, 10 BIIXUJICHHSM BiJ
(donpKIIOpY B Tporpami BiH THM CaMUM MOPYIIUB TpaauLiiHy Oararopiuny missbHicTh PULS’y. ToOTO KOM-
OlHAI[isl KJIIACKMYHOTO HAPOJHOTO KaHpy (IMiCHS, TaHEllb) YepryBayiacs 3 MOJICPHUMH €JIEMEHTaMH, MY3HKOIO
o, TBIiCT. [Topyd 3 «romakomM» TIsIIad MiT MOOAYNUTH TAHITIOBAIBHUIA TBICTOBHM €TIO; 3) TTO-HOBOMY BHIJISI-
naB KOMOIHOBaHWN KJIACHYHHUHA HApOIHUH CTPiii KOCTIOMIB 3 IMiKapIaTChKOTO Kpato, SIKUi OyIIo TOTIOBHEHO
MOJICPHMMHU €JIeMEHTaMH1 B Olly3ax Ta CHIIHUISIX, 10 BUKOPUCTOBYBaIHCA B 05131 1960-x pp.

VY 1965-1966 pp. nibepamizaliist CyCHiIbCTBa Ta MOXKIIMBICTh MPEICTABICHHS CJIOBAIBKOT KyJABTYpH 3aX0-
Iy COPUSUIA TOMY, 110 KEPiBHHUILITBO OpraHizyBaio ractpoui 1o ®panuii, Himeuyunnu, lomnannii, [Lselinapii,
Bomnrapii, FOrocnasii, Ascrpii, [Tonbiii, Aurmii i CPCP.

I3 xynoxuim xepiBankoM [IYHA Pynonsdom Cmotepom y 1969 p. criiBatuka Mapist Madomiko BUCTyITHIIA
B Hpro-Mopky B JIeMKo-TIapKy Ha MEpIIOMY PyCHHCHKO-TEMKIiBChbKOMY (ecTrBaii micHi i Tammo. Muxaiino
JpoOHsIK Ha CTOpiHKaxX KHUTH Mpo aHcamOIb mucas: « ...Hamme ayo (M. Mauomko ta P. Cmotep) nmononuno
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Bcix 0e3 BUHATKY. JItomu, sKi 3MymieHi Oyiiu IOKUHYTH CBil O1THWH Kpaii 1ie 10 BiifHN, a0W 3apOOUTH KPUXTY
xJ1i0a, He COPOMUIIACH CBOIX CITi3 1 CIIB MOJSKY 32 MPUHECEHUH X IIMaTOYOK TOMiBKH. [1iciist KoHIIepTy HaBiTh
MTUPOTiB HABAPHJIIHM, 0K MOKa3aTH rocTaM i3 [IpsmiBimmHY, 1110 BOHHM 1 Ha JaNeKiid 4y>KuHi He 3a0ynu 1po Te,
JIe BOHU HAPOJMIIUCH 1 sIKi cTpaBu 1nu...» (poOusik, 1980, c. 90).

VYeronu, ne 6 ve Buctynas [IVHA, ne 6 ne cmiBana Mapiss Mauoniko, misiganpka ayIuTopisi BUTYKyBaa
«bpaBoy, He MIKOAYIOUN OIUIECKIB Ta HE MPUXOBYIOYH PAIOCTI. 30KpemMa, Ha CTOPIHKAX 3aXiAHOHIMENbKOT ra3e-
™ «EpMcTanbore» B Ypaxy 3a 8 ciunsa 1969 p. 3a3Haganocs: «... bynn omiecku, Mo CKOIUXHYIIN 3. 3HOBY
i 3HOBY. OTUTECKH HaJeXald B OJHAKOBIM Mipi TaHIIOBATHPHOMY MHUCTEUTBY aKTOPiB, JOCKOHATIH, MiCIIIMHU
JMXaHHS 3yMTUHSIOUiH BIPTy03HOCTI, aKpOOAaTU3My TaHIIOPHUCTIB, MY3HIIi 1 YACTOMY CITiBY... [[oBHA )KHUTTS CHM-
¢oHii, TeMnepaMeHTHOI, MiJHECEHOT HAPOIHOI MY3UKH, (HOJIBKIIOPY, KOJIbOPIB, TAHIIOBAJIBHOTO PYXY 1 apTHCT-
K{ HaTXHYJIM DIJaqiB BXKe MEepIIM CBOIM HOMEpOM... MU Binuyau nmofyB BiTpy 3 Kapnar, a paszom i3 yminb-
LSIMH TIEPEKUIIN JIF000B 1 PagicTh MOJIOAOCTI, BECHH. .. Bike caMocCTiiHMIA OpKecTp Mir O CBOTM BUKOHAHHSIM
3aITOBHUTH IIJIOBEYIPHIO ITporpaMy. B #ioro BipTyOo3HOMY TaHIIIOBaJIHLHOMY CYHPOBO/II 1 COMBHUX HOMEPAX KUB
ICKpUCTHH TeMIiepameHT... [IpekpacHi Oymu i criiBaIibKi TOJIOCH. .. BypXJIHBi OTUIECKH BUMAaraju MOCTiHHO IT0-
BTOPEHb OKpeMHX HoMepiB. CHUMBONIYHO, K TOAsKa 3MicTy, OyB mepenaHuii OykeT kBiTiB. OMuH JJIs BCIiX.
Mauto konmu misigaqi OysIu 33 J0BOJICHIIIN, KOHTAKT 13 yMIJIBISIMH JOCKOHAMIUH. . .» ([IpobHsik, 1980, c. 91).

Taxki micHi, sik «IBaHey», «OH Ha IU1ar0 BIBIN MacyThy, «EH, rod, THIU-TIINY, «3acmiBaiiMe co0l 1BOMa To-
nocammy, «Komu’m Oyina mana-mana», «Mawm st Myka dysipomay, «Llapuceki micHi» B 00po6mi comicta [TYHA
WMocuda Tpuronu, «Yenipanka» 3 penepryapy Japuuu Jlautiakosoi, «IIpuiias mo nac myraioy, «Kasama mi
MaMa, keOuM cs1 Bumanay, «llapiouinasy Ta Oararo iHIMNX mpuHecTd Mapii Madomko HeaOwsIKy MMOIysip-
HICTb, 3apaxoByI04H ii 10 HAlKpalluX iHTEpHpeTiB HapoaHoro MuctenTBa YexocnoBayunnu. Benunka 3aciryra
B 1ibomy xopmeiictepiB FOpist Koctioka, Crenana Jlammkuncekoro, HOpis Llumbopu, Mupocnasa byprpa, siki
npodeciiHo BMITM opaguTy, HaBUUTH. [IminHo0 Oyna Takox chiBmpans 3 Komrnosuropamu — T. AHgpainoBa-
HOM, B. VYp6anuewm, I1. TonkoBiyem, . Tankom, A. Hemowm, b. Cwmeiikamom, f. FOpamkom ta C. SAxy6iukom
(dpobwusik, 1980).

KepiBHHIITBO KOJIEKTHBY CTBOPIOBAJIO MPOrpaMH, MaKCUMAaJIbHO MPHCTOCOBAHI JI0 IIISJAIBKOI ayJuTOpii
pizHEX imeonorigaux cucteM. IIYHA OyB po3ainenunii Ha ABa aHCaMOJIi 3 XapaKTepHUMH ITPOTpaMaMH JIJIs TTEB-
HOTO KoJla sijiadiB. «Benwki» mporpamu Oynu moOyioBaHi Ha €PEeKTHUX TaHIFOBAILHIX HOMEpax y CyIpOBOIi
BEJIMKOTO OPKECTPY HAPOJHHX IHCTPYMEHTIB 1 TphOX OaHAYpHUCTIB. Jpyruii «Mamuit» cKiajl KOJIEKTHUBY, OKPIM
TAHILIOPHUCTIB, MaB BEJIMKY CITIBOYY XOPOBY YacTHHY. Y TakOMY CKJIaJi JOMiHyBaB MOTYTHIii XOpOBHH 1 CObHUI
criB. Taka 4acTHHa KOJIEKTHUBY roTyBasia mporpamu uist noi3nok 1o CPCP, Bonrapii Ta FOrocnasii.

[epiox 1964-1971 pp., T. 3B. «ceMupivus» iCHYBaHHS KOJCKTHBY OyB MO3HAYCHUH HOBOIO SIKICTIO B JIpa-
Martyprii, penepTyapi, TBopdoMy nocTymi. B maitOyTHpoMy 11e miaTBepamia HoBa mporpama (1971), 3 skoro
ronektuB BimBimaB CIIA i Kanany. ITpodeciitamii ancamOs 3aificHuB moi3aku g0 Pagsacekoro Corosy, TyHi-
cy, ®pannii, bonrapii, ®eneparnBroi Pecryomixu Himewuwnnn, [ommanaii, FOrocnasii, Itanii, [lanii, Hopserii,
[Isetinapii, ABcrpii, [lonbmii, Himewunnn, Auriii, Kananu, Crionydenux [lItariB Amepuku. 3 Haromu 15-pivus
cBoro 3acHyBaHHA [IYHA nocraBuB y 1970 p. onepy «3anopoxens 3a yHaem» C. I'ynmaka-ApTeMOBCBKOTO,
sIKa JIOBTHH Yac KOPUCTYBaJacs 3acay’>KeHHM YCITIXOM. YCi poJii BUKOHYBAJIH COMICTH MIILIAHOTO XOPY, XOp, TaH-
IIOBaJIbHA TPyIa Ta OPKECTP.

Y 1971 p. B [IYHA BinOymacst mpem’epa mporpamu «Eif, COHEUKO CXOMUTH». ¥ CBOIM KOHIICPTHIN MTisITh-
HOCTi, 32 BucioBoM 0. LlumGopu, ancamOnb He OyB CITPOMOKHUI BHUCTYIIATH 3 BEJIMKUM KOJIEKTHBOM Ha 0a-
raTboX CUIBCHKHX cleHax. ToMy Oyao 3po0ieHo MporpaMu OKpEMHUX YaCTHH KOJIEKTHBY, 3 SIKUMH MOXHa Oyi1o
YCIIIIHO BUCTYIATH 1 B HalBiAaneHImX perionax kpato. Lle, 3o0kpema, «Jlerith, romyou!», «He cramocs ue
y Bac?» Ta iH. HoBUMM BUMOTaMu 10 CIICHIYHOTO JKaHpPY BUPI3HSUIACS KOHLEPTHA Iporpama iz Ha3Boro «Me-
noxii Kapnar» (1972), y sikiii Oysi10 BUKOpHCTaHO (DOJIBKIIOPHI MaTepiaiu W TBOPH MICIIEBUX KOMITO3UTOPIB.
[Iporpama KOpUCTyBayiacsi BEJIMKOIO MOMYJSPHICTIO, 30KpeMa cepen Mojoai. Y 1974 p. BiaOynachk npem’epa
nporpamu «KuTTs — JTF000BY», IEHTMOTHBOM SIKOi OyJ1a TIoIaHa 10 TePOiB, KOTPi OOPOIHCS 3a IACTUBE JKUTTS
Hapoxy.

VY mucrenpsromy konektusi FOpiii Limm6opa criiBnparrosas 3 FOpiem Koctrokom, Jlronmuioro Kupuuenko,
Hlredpanom Jlagmxuncekum, Menaniero HemmoBoro. BiacHy Mysuky nmcaB i qo tanuis. [lepioro rpymaus
1975 p. FOpiit Humbopa nepenas gyukuito kepisauka [IIYHA nupurenty Pynonsdy Cmotepy.

Hoga nporpama miz #Hazporo «IlianykistHCbKi KBiTH» moOaunia cBiT 1976 p. Y Hiil BrineHo anogeo3 Mo-
30JIUCTHX PYK, IPOCTOTO JIOACHKOTO IIacTsa. B OCHOBI — Tema npoTapiB (MaHIPIBHUX PEMICHHKIB, SIKi CKpi-
IDTIOBAJI APOTOM PO30WTHH TIIMHSHUN TTOCYH), HEMPUBAOINBE MUHYJIEC 1 PO3BUTOK ITOMIH, IO PEBOIOIIITHO
MEPEXOAUTh y CydacHE PamiCHE KHUTTS.
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OcHoBHa Tema nporpamiu «Ilin cormem cBobomam» (1978), mpem’epa axoi BinOynack y bynmnHky KyiabTy-
pu B M. [Ipsmesi, yocobnroBasa nmosKy reposiM MOBCTaHHS, MOJETIUM y 008X npoTH (amusmy. ABTopaMu
niopero Oynu FO. Humbopa ta O. @ens6ad. Y Tomy x poui [IYHA noctaBuB 11e oqHy MUCTEIIBKY IPOTpaMy
PO IOJCHHY paAiCHY Mpallio, KOXaHHs, BECEIOIi Ta T'yMop Tija Ha3Boro «Ha Becemy HOTy».

VY 1980 p. [TligaykinssHCHKUE yKpaTHCHKHI HAPOJHMI aHCaMOJIb TIOCTaBUB YPOUHCTY Tiporpamy «Exo Ha-
mux gHiB». Opiit LlmmOopa GyB aBTOpOM MY3HMKH Ha ciioBa HapoaHOi criBaHku «E#, SIHiuky 3a BomoB». Ha
HapOIIHI MOTHBH CTBOPHUB CIIBAHKY «A YOpHA s, YOpHA 1 HAII HAWMFLUTITII.

1983 p. 3’siBunack npem’epa «BiHOK Mill 3ereHni», Sika Malla BEIUKHUH ycriX. 30KpemMa, y BCTYIII 3BY-
yana nicHs «O, Mill kpato» Ha My3uky 0. LlumOopu, cioBa M. JpoOnsika. CiryxadiB Bpakaia BUPa3HICTh
BHCIIOBIIFOBaHHSI, BUCOKUH CTYIIHb aHCaMOJICBOT I'PH, CITiB )KiHOYOT YACTUHH XOPY B OaHIyPHOMY CYITPOBO/II.
[Iporpamoro kepyBanu qupureHTd B. JIrooumos Ta 0. Cenbuan. Bapro 3razaru 3 Toro mnepioay mnpem’epy
nporpamu «enpuii Bewip, 1oOpuii Bedip» 3 OPKECTPOM, aBTOPOM MY3UKHU Ta XopMmeiicrepom OyB B. JIBop-
Kak.

[Mepenomuamm mus [TYHA ctaB 1989 p., konm 3MiHH, SKi TpHHECTA «OKCAMHTOBA PEBOJIIOIISDY 1HIIA
Ha3Ba — «nezna revolucia») (oBaJleHHsI KOMYHICTUYHOTO peXXuMy B UeXocmoBaY4MHI MUPHUM IUIIXOM 0e3
BHUKOPHUCTAHHS 30pOi Ta MPOJIMUTTS KPOBI1), TOPKHYIIHCS KyJIbTypHU PYCHHIB-YKpaiHLiB, KOTpi Hacemsu Cxinny
CrnoBauunny. OKpeMo BapToO 3raJaT ycix )iHOYOT0 XOPY KOJIEKTHBY, YICHHU SKOTO 0X04€e Ipajiy Ha OaHIypi.
Came OaHypa BUKIIMKAJla BEJTUKE 3aXOIJICHHS Ta OIUICCKH B CIyXadiB Ta misfadiB i ClI0BaYunHY, 1 JAIEKO
3a ii Mexkamu. bararo miceHs 3 penepryapy xopy Oyio 3anucano Ykpaincbkoro Crymiero UexocmoBaibKoro
pamio y [IpsimeBi Ta Ha TpaMILIATIBKH.

Y 1991 p. naszBy «llimnyknsHchbKui yKkpaiHcbkuil Hapomuuii ancam6ias» (IIYHA) Oyino 3miHeHO Ha
«PULS» (Poddukelsky umelecky I'udovy stbor). [lo fioro ckinaay BXoauniau XopoBa, xopeorpadiuHa, opke-
CTpOBa il TeXHIYHA YaCTHHU. 3arajibHa KiIbKicTh yuacHUKIB Y 1991 p. ctanoBumna 100 oci6. [TomiTHuME Oyiu
BIIXWJICHHS BiJl (DOJIBKIIOPHOI TpajuIlii, HATOMICTh MepeBara HajaBaliacs CIICHIYHUM TaHISIM. 30Kpema, 10
X0py OyJIO BBEJICHO TPH MPOTPaMH Y CYIPOBOJIi OpkecTpy — «JIuBHa HOBUHAY, «El, 3arpait Mi rymnauky» ta
«/lenb Bockpecinus» Ha gori 3 xopmeiicrepom B. JIFoOMMOBHM.

Mimanuii xop PULS’y cBoim penepryapom a capella um i3 cynmpoBogoM opkecTpy 30aradye mporpamu
aHcamOI10. Big mouaTKy cTBOpEHHS XOp MPOMWIIOB AOBTUH NUISIX CTAHOBJIEHHS, IHTEPIIPETAIlii Ta BUCTYIIB
y Tporpamax.

VY mepuii poku XOp pO3BHBAaB CBOI MHUCTEIbKI 3Ai0HOCTI, BUKOPHCTOBYIOUH pEIEpTyap TPaaULiiHOTO
yKpaiHchkoro cmiBy. Ilepiri koHieptu Oynau gemo craruyHi. [locTyrnoBo xop 30arauyBaB CBiil penepryap
TBOpaMH YKpaiHCBhKHX, PalITHCHKUX, MICIIEBHX CIIOBallbKHX, YECHKUX Ta YKpaiHCHhKHUX aBTOpIB. 3a crocre-
pexennsmu 0. LnmOopwu, «...13 crarnyHoi Gopmu iHTEepHpeTanii nmepeinoB Ha AUHAMIYHY (POopMy, KOIH
BXKE XOp 3MICT ITCEHBb 3MIITHIOBAB BIAMOBITHUM pyXoM. TakuM 9WHOM, HOTO BHUCTYIH CTaJH IIKaBIITUMU,
OLTBIT TPUBAONMBINIMMH 1 3HAXOIWIIN Y TIIAIA4iB JIyKe JOOpHii BiATYyK... Ha XopoBuX TBOpax 3Ha4HO BHpIC
1 CTaBUB caMOCTIiiHI KOHLEPTH «a capellay. 3okpema, ycnimnuM O0yB KoHUEPT 3 Harogu 100-1 piuanLi 3 AHS
cMmepTi Benukoro ykpaincekoro noera T. I IlleBuenka» ([Ipo6Hsik,1980, c. 122).

Bin 2001 p. PULS cras minnopsakoBanuM Jepxkapuiii ynpasi [IpsimiBeskoro Kparo (PreSovsky samo-
spravny kraj). ConicTd XOpy yCHIIIHO BUCTYIAJIM 3 MpOrpaMaMHu Iiji Ha3Bol0 «BHXOBHI KOHIIEPTH» Tiepe
IIKUTBHOIO MOJIOIIO 3 METOO JOTIOMOTH TiAPOCTAIOYOMY MTOKOJIHHIO y (haXOBOMY, €CTETUYHOMY H TaTpio-
TUYHOMY BUXOBaHHI. KoHIIepTH IpyHTYBasIMCS Ha MaTepialli CBITOBUX KJIACHKIB OMEPHOI IIKOJIH Ta KJIachd-
HUX MY3WYHHX B3ipIsix. Bennkoro nomymsipHicTio KopucTtyBajiacs nporpama «Menonii Kapnary, y sikiil Bu-
KOPUCTOBYBAJIMCS CydacHi enekrpodoniuni ¢popmu intepnperanii. OkpimM Xopy, ydacTb Opaiu i JeKiiabka
YIJICHIB OPKECTPY Ta OamneTy.

ABTOpoM sickpaBux miporpam 1o 2012 p. OyB kommo3zutop A. Kaminka, sskuidl BHIC y TBOPHU BUCOKY MHC-
TEIbKY CTHJII3AIlil0 HAa OCHOBI CLIEHIYHOTO (DOJIBKIIOPY.

[Ilopoky BHKOHAaBCHKHI PIBEHb XOpPY 3pOCTAE 3aBISKM KPOITKIM Ta HAIOJETIIMBINA Mpali JUPUTCHTA
IOmniyca Cemuana. ¥V 0arathox TBopax, 30kpeMa «Komucka i xpect» I i II» (2009-2010), «/lymra cmoBHeHa
moabMu» (2012), KOIEKTUB TT0YaB BUKOPUCTOBYBATH HOBI TEXHIYHI MOXKJIMBOCTI (PI3HOBUAM Paaio-MiKpo-
(oHiB, MiABICHUX Ta iH.). 3’SIBUIUCS MOMJIMBOCTI PO3MICTHUTH XOp Ha CIIEHI I'pylamMH Ta IMOOJUHII TOIIO,
BIJIMOBITHO J10 ciieHorpadii.

VY perniepryapi € clioBalbKi, 4eChKi, YKpailHChKi, pyCHHCHKI HapoHi micHi. My3W4YHO-TaHIIOBaJIbHI eITi-
30/ MaWCTEPHO TIOEJHYBAIUCS 3 AKTOPCHKOIO TPOIO0 B 3arajibHUX MY3WYHO-TEATPaIbHHUX TOCTAHOBKAX.
Ile mano xapakTtep My3WIHO-ITPOBUX, OTICPETOYHHX, €CTPATHUX BUCTAB, IHOMI T. 3B. TIOPUIHUX KaHPIB, 1€
TTOETHYBAJIHCS CITiB, TaHEelb 1 My3uka (poOHusk, 1980).
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VY 2015 p. BigOynucs npem’epu komnosutit «Ha aBopi», a B 2016 p. — «leapwuii Bedipy». OkpiM 1b0TO,
y perepTyapi KOJEKTUBY — IOCTAaHOBKH MIO3UKIIB «@DpanTimiek 3 Acici» (2007), «Kanna JI”Apx» (2015)
Ta iH.

IOBineitnnii koHuepT 3 Haroau 60-JIiTTs TBOPUOI AisLTEHOCTI TpodecionanbHui [ Ay KISHCHKUI yKpaiH-
cekuii HapoaHuit ancamOnb (ITYHA), nepetimenoBanuii Ha «PULS» (Poddukelsky umelecky 'udovy stibor)
Bixsnauas y Tearpi im. Momama 3a6opcekoro B 2015 p. PexmcepoM cBsiTkoBOi mporpamu 6yB xopeorpad
SIpociaB Mopaguik. Ilepmra wactuna «IloBepranHsm», B SKiil MPO3ByYaTd HAUTIOMYJISIPHIIII HOMEPH B TOTE-
MepimHii icTopii aHcamMOII0, Maike BUKIIIOYHO — 3 HOTO TIEPIIOTO IEpiofy, MpaB/a, B HOBIIINX XyHOXKHIX
o0po0Okax. Cepen TaHIiB — «O0epTaHay, i3 MiCeHb — « YK MicI40K Ha HeO1», «Hami giBku nmapaaHuii» i iH.
3a BucioBoM M. MymmHKH, cepel MyOaiKd HalOUIBIINM yCIIXOM KOPUCTYBAIUCS «YKpaiHCBKi» HOMEpH,
30KpeMa: BOKAIbHO-TaHIIOBAbHI I'YIy/IbChKi KOJOMHIKH, 3aransHOyKpaiHchbka micHs «Ixanu ko3aku» i Ta-
Henb «[omax». Came micisi BAKOHAHHS TOIaKa, Mpuraaye B iHTepB’r0 M. MymuHKa, Iisiadi, arnjiomayoun
CTOSIYM, BUMArajy MOBTOPCHHS 3aBepIIabHOT YaCTHHU YKPAaTHCHKOTO TaHII0. Yce 1 — MEePeKOHIIUBE CBil-
YeHHS TOTO, 10 pycuHN CIoBaYunHU (BOHM CTAHOBWIIM OCHOBHY YaCTHHY TNIS/IadiB) 3aralbHOYKpPaiHChKUAN
(hONTBKITOp TAaKOXK BBAXKAIOTH CBOIM.

o nuckorpadii konekTuBy Hanexarh matiBku i qucku: PUL’S (LP) (1973), PUL’S (LP) (1979), «Eii,
kBiTHe yepemmnukay (1985), «Caitucs, ceitucsa» (1991), «Yromnena kpaca» (1995), «Becims, Beciuis»
(2000), «3acmiBaiimo cobi» (2015), «lenpuii Beuip» (2016) ta «JleriB ntamox» (2017).

10 mucromana 2017 p. y Ipsimesi Ha ciieni Tearpy im. Monamma 3a6opckkoro Binbymacst mpem’epa ciio-
BampKoro mio3ukiy «Hukoma Illyraii» 3a omHOWMeHHHM poManoM OibOpaxta. ABTOPOM JiOpETO, TEKCTY
MCEeHb Ta pexucepoM MIo3ukiy € Maprun Harmik, xopeorpadgom — Bimism Mukyma, aBTOpoM My3UKH —
Maptun ['ycoBchkuit. [locTaHOBKY MIO3HKITY 3IHCHWIH JBa TPO(GECIHHNX XyNOKHIX KOJIEKTHBH — aKTOPU
Tearpy apamu iM. M. 3a6opchkoro Ta yyacHukH mpodeciitHoro ancam6mio micHi # tanmo «PULS», sikuii
32009 p. mpamoe B npuMimeni Tearpy im. 1. 3aGopcrkoro.

B ocHoBi 3micTy BucTaBu KoxaHHst Hukonu i Epxxiku. EMOIIHUME Ta 3BOPYIIIMBO YyTTEBUMH € CIICHU
CBaTaHHs, BECIJUIA, TIOXOPOHY. Y HUX BUKOPHUCTAaHO ()parMEHTH CTHIII30BaHUX (DOJIBKIOPHUX OOPSMIIB py-
CHHIB-yKpaiHIiB. CIOKET MIO3UKITY JOIIOBHEHO CTPACIIOB’ THChKUMHU MonuTBamH. [licHi «Voda, voday, « Tebe
ho damy», «Czaruj», «Po schpiczkach», «Pil moj tata», «Kam letis?», «Nepobozkanay, «Herodesy, «Let’ za
svojou laskou» — mipuuHi, excnipecuBHi, menoniiiHi (Mymmmaka, 2017). HemmoBTopHi Aekopaiiii, opuriHaibHi
KOCTIOMH, TIpodeciiiHa rpa opkecTpy HapOJHHUX IHCTPYMEHTIB, akTopiB Tearpy, 4yJoBe BUKOHAHHS BOKAJIb-
HUX MapTiil TOJOBHUX T'ePOiB, XOPY, XOpeorpadiuHuX MOCTAHOBOK Pi3HUX CTHJIIB (MOETHAHHS KOHTEMITY, Ha-
POAHO-CLIEHIYHOTO TAHIIIO, TBICTY, UeUOTKH) — 30arauye, Bpaxae, 1oJjac HeIIOBTOPHUX eMolliil. Bin mpem’epu
i no cproromui miosuxn «Huxomna Illyrait» MOKHa moGaduTH Tinbkn Ha cueni Tearpy im. M. 3aGopchkoro
B M. [IpsrmieBi, BiH KOPUCTYETHCS 3HAUHOIO TOMYJISPHICTIO CEPell MUPOKOTO KOJIa TIOMAaHOBYBAUiB TeaTpallb-
HOTO MHCTEITBA.

BucnoBku

OTXe, HEe3BaKAIOYM Ha CKIIQJIHI CYCIUIBHO-TIONMITHYHI peaii, yrepiie B iCTOpii MUCTEULKOTO JKUTTS
CrnoBagunnu B 50-x pp. XX cT. OyJ0 CTBOPEHO KOJEKTHB, SIKHH 3aBISKH MOCTIHHIN KPOIITKii mparii 3Mir
CIIEHIYHO MOMYJIIPU3YBAaTH HapoJHEe My3UYHE MHUCTEITBO YKPaiHIIIB-pPyCHHIB, KOTPi Hacessuiu YexociaoBad-
YHUHY, i JOCSATHYTH BUCOKOTO PO(ECiiiHOro MUCTELLKOTO PiBHSI.

B ocHoBi penepryapy kosektuBy «PULS» nexxuTh iHTepIperaniss TpaiuiiiHOro KajieHJapHo-00psIo-
BOTO Ta CIMEHHO-00PSI0BOr0 CXiAHOCIIOB’ SIHCHKOTO (DOIBKIIOPY — HE JIMIIEe TEMAaTHUHi KOHIIEPTHI POrpaMu,
ajne ¥ My3W4YHO-JIpaMaTHYHI KOMITO3HIIi{, MIO3UKIIH, 3aBIsSKH HACHYCHOMY IICEHHOMY Ta XopeorpadidHomy
MaTepiajy B MO€IHAHHI 13 TPAAWLIWHUMHU €JIEeMEHTaMH HapOIHOTO OJATY, €THOrpaiuHOTO pEeKBI3UTY, BU-
KOHABCHKOI MaHEPH CITIBY W TEMIIEpaMEHTY HapOIHUX THUIAXKIB, a TAKOXK MOCTIHHE ITiIBUIICHHS Ta BIOCKO-
HaJeHHs npodeciiiHo-mucTenskoro piBHs. [IpoTsarom mecstupiy «PULSy — He3MIHHHIA y4aCHUK IOPIYHIX
KOHLIEPTHHUX 3aXO0JiB, AKi MpoXoaTh He nuiie B CloBayunHi, ane i Janeko 3a ii Mexamu. MucTenpKuil Ko-
JICKTHB HAaropo/KEHO YUCICHHUMH AMIIIIOMAaMH, BiJ3HAKaMH Ta LIHHUMH HAaropoJamHu; BiH € B3ipLeM BUCO-
koro rpodeciiinoro muctenrsa CxigHoi CIOBaudHHH.

JIisSUTBHICTh KOJIGKTUBY CTaja MOTYKHHUM 3acCO00M MPOTHAIl acCHMIJSIIHHAM MpolecaM Yy KOJHIIHIH
UexocnoBaqunHi, CIpusiaa 30€peKEHHIO TPAAMUIIIHHUX MICEHb, TaHIIB, OOPAMIB pyCHHIB-yKpaiHiiB. On-
Hak, y mepri gecatupidds XXI CT. MECTEIbKe Kpeno KOJICKTHBY IEIIO0 3MiHmiI0 HampsM. ChOTOmHI — I1e
TTOMYJIIPU3allis TPAIUITIN Ta perioHANBHOT crienn ik My3HYHOTO, IHCTPYMEHTAIBLHOTO (hOIBKIIOPY i XOpeo-
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rpadii, ClleHI9HO-KOHIIEpTHA penpe3eHTais (hOoIbBKIOPHOT €eTHOMO3a{KH PYCHHCHKOTO Ta CXiTHOCIOBAI[LKOTO
periony.
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AEATEJBHOCTD INOAAYKJIIAHCKOI'O | ®a6puka-IIporkas Onbra Pomanosua
AHCAMBJIA NIECHU U TAHUA | Kanouoam uckyccmeosedenus, doyenm,
«PULS» (ITPEINOB) B KOHTEKCTE | Ipuxapnamcxuii nayuonansuwiii
COXPAHEHUS TYXOBHOM KYJIBTYPHBI | yuusepcumem umenu B. Cmegpanuxa,
PYCUHOB U YKPAUHUEB | Usano-®panxosck, Yrpauna
BOCTOYHOH CJIOBAKUH

Ienb paboThI — pACCMOTPETh HCTOPHIO CTAHOBJICHHS M XYI0KECTBEHHBIC JOCTHKEHHS TIPO(ECCHOHAIBHOTO aHCaMOIIst
necun u TaHna «PULSy (Poddukelsky umelecky I'udovy stubor) (ITpermos, CioBakus) B KOHTEKCTE KyJIETYpPHOH HICHTHIHOCTH
ero mpeacraBuTeneil. MeToqomorns ucciae10BaHus 3aKII0YaeTCsl B COUSTAHNH METOIO0B IIO3HAHUS, 00YCIIOBICHHBIX
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TpeOOBaHUSIMHU OOBEKTHBHOTO aHAJN3a HCTOPUUECKUX, HICKYCCTBOBETIECKUX U KyIbTYPOIOTHIECKUX HCTOYHHUKOB,
OTpaKAIOIIHUX OCHOBHEIC TCHACHIINN Pa3BUTHS U (QYHKIHMOHUPOBAHUS KYJIBTYPHON KU3HHU dTHHYECKOTO HACCICHUS
IIpemoBuinabl Bropoii nosoBuHbl XX —Havyana XXI B. B uccienoBannu npuMeHEeH KOMILJIEKC METOJIOB: OMUCATENbHBINH;
TECOPETHYCCKUIT; HH()OPMAIIMOHHEII; HAOIIOCHSI, MHTCPBBIO U 0000meHus. Hayunas HoBu3Ha. Ha ocHOBe ocBelieHus
TBOpUYeckoi ouorpaduu npodhecCHOHAIBLHOTO Xy0KECTBEHHOrO KoyuiekTuBa u3 I. [Ipemios (Bocrounas CrnoBakus)
BBISIBJICHBI OCHOBHBIC TCHICHIIUN COXPAHCHHUS JIEMEHTOB ay TCHTHYHOCTH, BTOPUYIHOTO (hosibkiiopa ((hosibKiiopusma),
HCIIONIb30BaHNE CHHTE3a HCKYCCTB (Xopeorpadudeckoe, TeaTpalibHOE, My3bIKaJbHOE, BOKAIIFHOE), a TAaK)Ke Iporecca
CITOBAaKM3aIMH COBPEMEHHON KYJIBTYPBI PyCHHOB-YKPAaHHIIEB. BRIICHEHO, YTO TaHEI] y4aCTHUKOB KOJUICKTHBA BOIUIOIIACTCS
B CTHJIM3UPOBAHHON WM ayTEHTUIHON (hopMe, BEITIONHSS IIPH STOM Takue QYHKIHUH: 1) TaHeI KaK COCTUHUTEITHHBIN
AJIEMEHT MEXK]y CIICHAMH IPEICTABICHHUS; 2) 00beIUHCHIE PA3TUYHBIX HAPOIHBIX TAHIICB B OOJBIIHE TaHIICBAaIbHBIC
SMU30/bI KaK OT/EIbHbIE KAPTHUHBI MIPEJCTABICHUS; 3) TaHEll BBEJICH B OCHOBY IPEACTABICHUS [Tl CO3aHUSI HCTOPUYECKOM
310XH, 00s1ee 3PPEKTHOTO 0OIIEIMOIIMOHATILHOTO BIICUATIICHUS WU TeaTpalu3aiuu IeHCTBYs. BrIBOIBI. YICIbHBIN
BeC MOMYISIPU3AINY YKPAUHCKOTO (OJIBKIOpa, KOTOPBIA ObLT B OCHOBE MJICOJIOTHH U PerepTyapa KOJUICKTHBA OT Hayaaa
CO37aHMs, CETOH YMEHbIaeTcs. BMecTo aToro BHMManue ancaMmOns necHu u tanna «PULSy cocpenoTaunBaercs
MIPENMYIIECTBEHHO Ha OOPSTIOBBIX TPAIUINIX PYCHHOB, CIIOBAKOB, a TAKXKE IIECEHHO-TAHIIEBATEHOM (DOTBKIIOPE COCETHUX
cTpaH. TBOPUECTBO KOJUIEKTUBA — 3TO OPTaHMYHOE COUSTAHNE PA3INIHBIX JKAaHPOB (MY3bIKaJIbHO-HIPOBBIC, OIIEPETOYHBIC,
ACTpaIHbIC MPEICTABICHUS, HHOTIA THOPUIHBIC KaHPBI), CHHTE3 (DOIBKIOPA — AKTEPCKOTO, MY3BIKAIBHOTO (BOKAJIBHBIN
Y MHCTPYMCHTAJIBHBIN) — M XOpeorpad)uuecKoro HCKyCCTBa.

Kouesvie cnosa: ancam6ibs necan u TaHua; «PULS»; yKpawHIIbI, pyCHHBI; UCIIOJHUTEIBCTBO; MY3bIKAJIbHBIN
(hoNBKIIOp; AYXOBHAS KYJIBTYPa; KyJIBTYpPHAs HACHTHYHOCTH; Bocrounas CiaoBakus

PULS PODDUKELSK SONG | Olha Fabryka-Protska
AND DANCE ENSEMBLE (PRESOYV): | PiD in Art Studies, Associate Professor;
THE SPIRITUAL CULTURE | Vasyl Stefanyk Precarpathian National University,
PRESERVATION OF RUTHENIANS | Ivano-Frankivsk, Ukraine
AND UKRAINIANS
OF EASTERN SLOVAKIA

The purpose of the study is to reveal the history of the formation and artistic achievements of the professional song
and dance ensemble “PULS” (Poddukelsky umelecky 'udovy subor) (Presov, Slovakia) in the context of the cultural
identity of its participants. The research methodology is a combination of methods of cognition, due to the requirements of
objective analysis of historical, art and cultural sources, reflecting the main trends in the development and functioning of
the cultural and artistic life of the ethnic population of PreSov region in the second half of the 20th — early 21st century. The
study used a set of methods: descriptive; theoretical; informative; observations, interviews and generalizations. Scientific
novelty. Having covered the performance biography of the professional art ensemble from Presov (Eastern Slovakia), we
have defined the main trends in preserving elements of authenticity, invented folklore (folklorism), the use of art synthesis
(choreographic, theatrical, musical, vocal), and the process of Slovakisation of the modern culture of Ruthenian-Ukrainians.
It has been found that the dance of the ensemble members is embodied in a stylized or authentic form while performing
the following functions: 1) dance as a connecting element between the scenes of the performance; 2) the combination of
different folk dances into significant dance episodes as separate pictures of the performance; 3) the dance is a background of
the performance for creating a historical epoch, a more striking general impression or adaptation. Conclusions. The share of
popularization of Ukrainian folklore, which was the basis of the ideology and repertoire of the ensemble since its inception,
today, unfortunately, is declining. Instead, the song and dance ensemble “PULS” focuses mainly on the ritual traditions
of the Ruthenians and Slovaks, as well as the song and dance folklore of neighbouring countries. The ensemble’s works
are an organic combination of various genres (musical-game, operetta, variety performances, sometimes so-called hybrid
genres), synthesis of folklore — acting, musical (vocal and instrumental) and choreographic art based on professionalism.

Keywords: song and dance ensemble; “PULS”; Ukrainians; Ruthenians; performance; musical folklore; spiritual
culture; cultural identity; Eastern Slovakia
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ya. Mapwana Bascanosa 17, Xapvros, Ykpauna, 61002

Lenp nccaenoBaHns COCTOUT B PACCMOTPEHUH MOHATHS «IIapaMeTpU3M» B AU3aiiHe, BBIIBICHUHU €ro crioco0oB
MOJICITUPOBAHUS M BO3MOKHBIX HAIPABICHUH pa3BUTH. [loydeHHBIE pe3ylbTaThl MOTYT OBITh HCTIOIB30BAHBI IS
YTOYHEHUS TEOPETUUECKONW 0a3bl MapaMeTpUIeCcKOTO IPOSKTUPOBAHUS M COBEPIIICHCTBOBAHUS COOTBETCTBYIOIINX
ANTOPUTMOB IIPOEKTHOTO Mporiecca. MeTombl MCCIe0BaHUS 3aKII0YAI0TCS B IPUMEHEHHH HCTOPUKO-CPABHUTEIBHOTO
¥ XPOHOJIOTHYECKOTO METOJIOB, a TAK)KE METO/Ia TCPMHHOJIOTHYECKOTO aHAJIN3a, YTO CII0COOCTBOBAJIO BBISBICHUIO
TEPMHUHOJIOTHYECKUX TPAKTOBOK OTHOCUTEIBHO MapaMeTPUUEeCKOTO KOHCTPYHUPOBAHHUS, aCCOIIMATUBHON T€OMETPUU
1 00BEKTHO-OPUEHTHUPOBAHHOTO MOJIEIMPOBAHUS KaK CIIOCOOOB CO37aHUs TapaMeTPU30BaHHON T€OMETPHUECKOM MOJIeIH,
a TaKkXKe PaCCMOTPEHMIO APYTUX CMEKHBIX MOHATHH B KOHTEKCTE ITApaMeTPUIECKOro MpoeKTHpoBanus. Hayunas HOBU3HA
paboTHI 3aKiTI0YaeTCsl B KOMIUIEKCHOM HCCJeIOBaHNN NU(PPOBEIX MPeoOpa3oBaHmil Au3aiiHa Ha COBPEMEHHOM JTarie
B KOHTEKCTE TEOPETHKO-METOAOIOTMIESCKUX KOHIICIIITHH, B YaCTHOCTH OTHOCHTEIBEHO ITapaMeTPHYECKOTO TPOCKTHPOBAHMSL.
BriBosbI. PaccMOTpEHHEIH B CTaThe TEPMUH «IIapaMETPU3M» UMEET JOCTATOYHYIO TCOPETHICCKYO TpopadoTKy. Ero
MPaKTHYCCKOE BOILIOMICHHE MTOCPEACTBOM ITAPAMETPHUYCCKOTO MOJICITMPOBAHKS OCHOBBIBACTCS HA TPEX OCHOBHBIX CITIOCO0AX
CO3/1aHHS F€OMETPUUECKON MOJIEIH: TTapaMeTpruiecKkoM KoHcTpynpoanun (Parametric design), mpeamnonaratomiem
UCIIOJIb30BaHUE PA3IIMUHBIX BUJIOB B3aMMOCBS3EH MEX/y 2JIEMEHTaMU MOJICIIH; aCCOLIMaTUBHOM reomerpuu (Associative
geometry), HAIIPaBJICHHON Ha 00ecTIedeHNEe eMNHON MH(POPMAITHOHHON B3aUMOCBSI3H MEXKITY TCOMETPUIECKON MOJIEIBIO
W IPYTUMHU KOMIIOHEHTaMH 0a3bl TaHHBIX MPOEKTa M 00BEKTHO-OPHUEHTHPOBaHHOTO MonenupoBanus (Feature-based
modeling), ¢ TOMOIIEI0 KOTOPOTO OIPEAEISAETCS TOBEICHIE TEOMETPUICCKON (DOPMBI TIPH TaTbHEHIIINX U3MECHEHUSX.
Bo3MokHBIC HalpaBIICHUS Pa3BUTHS MTApaMETPHU3Ma OXBATHIBAIOT €KETOMHBIC MEKTyHAPOIHBIC BBICTABKUA U KOHKYPCHI,
IJIC IEMOHCTPUPYIOTCSI OOBEKTHI JHM3aifHa, BBITOJHCHHBIC TOCPEACTBOM MApaMETPUICCKOTO MOIeupoBanus. Bee vare
HOSIBJIIOTCSl 00pa3oBaTesibHbIe IPOrPaMMbl, OPHEHTHPOBAHHBIC HA ITAPaMETPUUECKOE ITPOSKTHUPOBaHUE, HO Hauboee
aKTyaJIbHBIM IPEACTABIACTCS YCOBEPIICHCTBOBAHNE CTICIIHATN3UPOBAHHOTO MTPOTPAMMHOTO 00ECIICUECHHSI.

Knrouessvie cnosa: mapameTpusm; Au3aiiH; popMooOpa3zoBaHue; MapaMeTPUIeCcKoe KOHCTPYHPOBAHHE; aCCOIMATHBHAS
TEOMETPIST; 00BEKTHO-OPUCHTHPOBAHHOE MOJICITHPOBAHHE

BBenenune

B xon11e npomioro Bexka Obuti c(hopMUPOBAaHBI HOBBIE PUHITUITHI TPAKTUYECKOHN A TETFHOCTH TU3aiiHe-
pa. OHu 6a3upyIOTCS HA MUCIIOIb30BAaHUN KOMITBIOTEPHBIX TEXHOJIOTUI U 3al1aJHBIMH UCCIIEI0BATEISIMU OIIpe-
JEJIAIOTCS KaK KOMITBIOTEPHBIE MHCTPYMEHTHI ITpoMbIiuieHHoro au3aitHa (CAID).

Hcnonp3oBaHne 3THX HHCTPYMEHTOB IPUBHECIIO B IN3aHHEPCKYIO AEATEIBHOCTE HECOMHEHHBIE TPEUMY-
LIECTBA M OKa3aJI0 3HAUMTENIbHOE BIUSHHE Ha caMuX qu3aiiHepoB. C MOMOIIBIO ATUX MHCTPYMEHTOB CETO/I-
HSIIIHUH JU3aiiHep MOXKET MPOXOJUTH BCE ATAIbl MPOCKTUPOBaHUs Oosee d(h(EeKTHBHO, a MapaMeTpHUECKOe
MOJICIIUPOBAHUE, JIEKAIIEEe B OCHOBE 3TOTO MHCTPYMEHTAPHS, SBISETCS YIOOHBIM U WHTYUTHBHBIM METOJIOM
CO3JJaHUs KOHLENTYaJIbHOW MOAEH U3JEHUs U MO3BOJISIET N30aBUTHCS OT HEOOXOIMMOCTH PYTHHHOTO CO3/1a-
HUSl pa3IMYHbBIX BUIOB U3IEIUs TOCPEACTBOM 2D-311eMEHTOB — 3CKN30B M YepPTeXel B TPAAULMOHHOM ITOHHU-
MaHHMU. BeiOupast Hy>KHbIE BUIBI U IPUMEHSISL Pa3pe3bl U CEUCHUS, IMHUN YepTexRel OyayT co31aHbl aBTOMa-
TUYECKH TOYHO, HE3aBUCUMO OT CIIO)KHOCTH F€OMETPUH, MOKHO ITOCTOSTHHO CBEPATHCS C BHYTPEHHEN cXeMOn
o0bekTa, mpoBepsis ceds B Tporecce padoThI.

besycnoBHO, TpexMepHas MOJENb SABIAETCA ropas3fo Oojiee HAIIAIHBIM IPEICTABICHUEM H3ENHUs, He-
JKeNn ByXMepHbIe 3cku3bl 1 uepTrexu. ms CAD-cuctem He mpeacTaBiseT HUKAKOW MPOOIEMBI TIOTy4YeHHE
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HN30METPUYECKHUX BUAOB Pa3HOIo XapakTepa, B TOM uKcie U i1 cOopok. Y nu3aiiHepbl, ¥ 3aKka34iKy MOTYT 110
TPEXMEPHOM MOZAEIHN TOUYHO OLEHHUTH M3JeNINe, IPOBEPUTH PACIIONIOKEHUE JeTajleld B cOOPOUHONH KOHCTPYK-
LUH.

BMmecTte ¢ TeM MOHATHE «mMapaMeTpuU3M» B TIOCICAHEE BPEMs aCCOLMHUPYETCS HE TONBKO C Ipolec-
COM MOJICTTMPOBaHMs KaK TaKOBBIM, HO W NMpHOOpeTaeT Bce Oosee MIMPOKOE 3HAYEHUE B Ka4eCTBE IMOJHO-
LIEHHOW JM3alHEPCKONH M apXUTEKTYPHOH HEATEIBHOCTH. B 0O0IIeTeOpeTHYeCKOM OCMBICICHUU BbIOpaH-
HOM TeMaTWKH HCIOIL30BaHBI paboThl Takux wucciemoBateneit: C. A. bopucosa, B. B. CmonsauHoBa
u M. H. Tepentsena (1998), I1. lllymaxepa (Schumacher, 2016), M. betopu (Burry, 1999), b. Konasepuma
(Kolarevic, 2013). B GonpmmHCTBE MHPOPMAIMOHHBIX HCTOYHUKOB PACCMOTPEHBI OT/IEIbHBIC acTeKTHI Ia-
paMeTpUYECKOro MPOCKTUPOBAHUS, [IPU ATOM €r0 KOMILJIEKCHOE PACCMOTPEHHE U BO3MOXKHBIC HAIlPaBICHUS
Pa3BUTHS BCE €Il HeJJOCTATOYHO MPECTABICHBI.

HayuHast HoBH3Ha pabOoThI 3aKITFOYaeTCsl B KOMIUIEKCHOM HCCIIEIOBAHUH UPPOBBIX IPE0Opa30BaHU JH-
3aifHa Ha COBPEMEHHOM dTare B KOHTEKCTE TEOPETUKO-METOIOIOTHYECKUX KOHIICTIIUH, B YACTHOCTH OTHOCH-
TEJILHO IIapaMeTPUIECKOrO IIPOESKTUPOBAHUSI.

enn uccaexoBanusi

Ienb uccrienoBaHus COCTOUT B PACCMOTPEHHUH MOHATHUS «IIapaMeTPpU3M» B TU3aiiHe, BBISIBIEHUH €T0 CII0-
c00O0B MOJICITMPOBAHUS M BOBMOKHBIX HalpaBiIeHU pa3BuTus. [lomyueHHbIE pe3ynbTaTbl MOTYT ObITh UCTIONb-
30BaHbl AJIs1 YTOYHEHUsS] TEOPETHUECKON 0a3bl MapaMEeTPUUECKOr0 IPOEKTUPOBAHUS U COBEPILEHCTBOBAHUS
COOTBETCTBYIOIIUX aJITOPUTMOB ITPOEKTHOTO IpoIiecca.

B mpouecce nccnenoBanusi ObUT IPUMEHEH KOMIUIEKC OOIIEHAyYHBIX METOJOB (MCTOPUKO-COMOCTABH-
TEJIbHBIN, XPOHOJIIOTHYECKUH, METO/ TEPMHUHOJIOTHYECKOTO aHaIN3a), KOTOPBIH CIIOCOOCTBOBAJ BBISBICHUIO
TEPMUHOJIOTHYECKUX TPAKTOBOK OTHOCHTEIBHO MapaMeTpHUUYECKOro KOHCTPYHPOBAHUS, aCCOLIMAaTUBHOMN reo-
METPUH U OOBEKTHO-OPUCHTUPOBAHHOTO MOJICITUPOBAHUS, KaK CIIOCOOOB MOJICIIMPOBAHUS, & TAKKE PaccMo-
TPEHMIO IPYTUX CMEXKHBIX MMOHITUN B KOHTEKCTE MapaMeTPUIECKOr0 IPOSKTHPOBAHNS.

H310:keHIEe 0OCHOBHOTIO mMarTrepuaJja

AJNrOopUTM TpeXMEpPHBIX MOCTPOCHUI B mapameTpuyeckoM MojaenupoBanuu (Parametric modeling) oc-
HOBaH Ha MPUMEHEHUH NapaMeTpPOB MOJEIHU U UX COoTHoIIeHUH. [Ipu 3ToM mr060€e N3MEHEHHE mapaMeTpoB
MOJ0OHOM MaTeMaTHYECKOW MOJIENHN BIeYeT 3a COO0H M3MEeHeHUe KOH(PHUTypaluu ee JeTaield, MX B3aUMHBIX
nepeMeleHnid B cOOpKe U, Kak cIe/ICTBHE, BUIOU3MEHEHNE BCel MojienH B 1iesioM. [lapamerpuueckoe Mojie-
JIMPOBaHUE MO3BOJISIET OBICTPO BHOCUTDH T€ WJIM MHBIC U3MEHEHUSI B MOJEINb, JEMOHCTPUPYSI pa3IMYHbIE KOH-
CTPYKTUBHBIE CXEMbI, BMECTE C PACIIO3HABAHHEM U MPEJOTBPAIICHUEM BO3MOXKHBIX OIIMOOK, BOSHUKAIOIINX
B IIpoIiecce ATUX U3MEHEHUH. B 1aHHOM cilydae MOXKHO pacCyk1aTb 00 OIpeeTICHHBIX «CLCHAPUIX» Pa3BU-
THUSI MOJIEJNIH, & TAK)KE MMPOUTPHIBAHNUH 3TUX CLEHAPHEB C MOMOLIBIO aJITOPUTMOB MapaMeTPUIECKOr0 MOJIENH-
POBaHUs C 1IEJIbI0 BhIOOpA HauboJIee 1enecoo0pa3Horo U3 HUX.

[Mapamerpuueckoe mMozenrpoBanue Jjierio B ocHoBy passutus CAD/CAM/CAE-cucrem eriie Ha paHHUX
JTarnax, Ho MepBOe BpeMsl HE MOIVIO OBITh OCYIIECTBICHO MO TPUYMHE HEJOCTATOYHON KOMITBIOTEPHOW MPO-
n3BoAUTENbHOCTH. B 00uxone ctpan CHI™ st cucremsr nmerotr abbpesuarypy CAIIP — cuctembr aBTroMarn-
3upoBaHHOTO TMpoekTtupoBanus U ACYII — aBromarusupoBaHHbie cuctembl yrpasienus (byns u ap., 1988,
c. 10). ITosBnenue nepseix CAIIP ¢ BO3MOXKHOCTBIO MapaMeTpusanuu gatupyercs 1989 romom, cpenn HUX
Pro/Engineer ot MexynaponHoi komnanun «Parametric Technology Corporation» u T-FLEX CAD poccutii-
ckoro paszpaborunka «Torm CucreMbDy».

Hecmotpst Ha To, 4TO MapaMeTpu3M, KaKk aJrOpPUTM TPEXMEPHOTO MOJCIUPOBaHUs, ObUI N3BECTEH EIIe
B Hauasie 1990-x romoB u BIOCIIEACTBUM NPUMEHSUICS B AU3aHHEPCKOM NESTEIbHOCTH, B MEPBYIO O4Yepelb,
B IIPOMBIIIJIEHHOM Au3aiiHe, B BUujie CAD pa3HbIX KIaccoB, €ro HapUIaTeabHasl TPAKTOBKA U MOCIEAYIOLIEEe
BbIJICJICHHE KAK CAMOCTOSITEIBHOTO CTIIIS B AW3aifHE U apXUTEKTYpE MPOU3O0LLIO CIYCTS ABa ACCATHUIICTHSL.

OCHOBOIIOJIO)KHUKOM 3THX COOBITHH siBisieTcst Hemeukuid apxutekrop [larpux Llymaxep (Patrik
Schumacher), koTopbIif BhICTYIUII ¢ HoKJIaaoM Ha 11-M apxutekrypHoM Ouennane B Beneuun B 2008 T
I1. Hlymaxep TpeiIoKuI CUUTaTh MEPUOABI IEKOHCTPYKTUBU3MA U [TOCTMOACPHHU3MA TIEPEXOIHBIMU, a Mapa-
METPHU3M TPAKTOBATh KaK BOJIHY CHCTEMAaTHUECKUX WHHOBAIMU B apXUTEKType U anu3aiiHe. OmyOnuKoBaHHAsS
B TOM ke Toay cTarhs «Parametricism — A New Global Style for Architecture and Urban Design» mo cux mop
CUUTAETCs] MaHU(ECTOM MapaMeTpusMa.
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ComitacHO 3TOMY MaHH(ECTY «...ITAPAMETPU3M MTOIPA3yMEBAET, YTO BCE APXUTEKTYPHBIE AIIEMEHTHI TOTIK-
HBI OBITh TTAPAaMETPUYECKHU CBSI3aHBI, 00ECTIeYynBasi TeM CaMbIM THOKOCTh Beel cucteMbl. [lapameTpsl, B coOBO-
KyIHOCTH C aJITOPUTMHUYECKUMH METoAaMu (OopMOOOpa3oBaHUsl, MPEAONpeACsIoT (yHIaMEeHTalbHOE OHTO-
JIOTHYECKOE U3MEHEHUE BHYTPU OCHOBHBIX, KIIFOUEBBIX AJIEMEHTOB, ONMPEICISIONINX apXUTEKTYPHBIN CTHIIb
(Schumacher, 2009, p. 15).

B nononHenue k atomy yreepxkzaenuto 1. lllymaxep nenaer akieHT Ha MPUMEHEHUU CIIOKHOOPTAHM-
30BaHHBIX TEOMETPHUECKHX OOBEKTOB B KauecTBe (HOpMOOOPa3yIOIMNX JIEMEHTOB apXHUTEKTYPHOTO COOPY-
KEHHS U UX TOCTPOSHHUIO TIOCPEICTBOM MapaMeTpHUIECKOro MojiemnpoBanus. KoHIenTyaapHOe onpeieieHne
I[1. Hlymaxepa oXBaThIBAET, B IMEPBYIO OUEpPEllb, APXUTEKTYPHYIO JESITEIbHOCTh, HO, B CYITHOCTH, CBOJUTCS
U K IPUHIMITY IOCTPOCHUS Ha OCHOBE MapaMeTPOB, 3aJI0)KEHHOMY €Ille¢ HECKOJIbKO IECATHIICTUH Ha3al 1 HC-
MOJIH30BABIIIETOCS BCE ATU TOJIbI KAK B MHKEHEPHO-KOHCTPYKTOPCKUX pa3zpadOTKax, TaKk U B MMPOEKTHOM jesi-
TEJIILHOCTH MPOMBIIIJICHHBIX TU3aHEPOB.

OjHUM H3 CIIOCOOOB CO3/IaHUSI NTAPAMETPHU30BAHHOW I'€OMETPUYCCKOW MOJICTH SIBIISIETCS MapaMeTpH-
geckoe KoHcTpynpoBaHue (Parametric Design), opueHTHpOBaHHOE Ha ONpeAciiCHUEe MapaMeTpPOB 0OBEKTOB,
a He uX (hOPMBI KaK TAKOBOM, a, COOTBETCTBEHHO, M MCIIOJIb30BaHUE PA3IMYHBIX BUAOB B3aMMOCBS3EH MEXITY
9JIEMEHTAaMH MOZAEIH 00beKTa. JTH B3aUMOCBS3U CIYXaT OCHOBOM «...JJIsl MApajlIeIbHOTO BEACHUS MIPOEK-
THO-KOHCTPYKTOPCKUX PaOOT M MO3BOJISIOT YTOUHUTH KOHEUHYIO LIEJIb KOHCTPYHUPOBAHUS YK€ Ha PaHHUX CTa-
nusx peanusanuu npoextay (bopucos u ap., 1998).

[IpucBoeHue pa3HBIX 3HAYCHUH TEM HIIM MHBIM ITapaMeTpaM CHOCOOCTBYET CO3JaHHI0 OOBEKTOB U UX
MIPOCTPAHCTBEHHBIX KoH(purypanuii. Kak ormewaer Mapk brropum (Mark Burry) B pabore «Paramorph:
Anti-accident methodologies», «BO3MOKHOCTH OIIpENeNATh, yCTAaHABIMBATh U PEKOH(PHUTYPUPOBATH B3aUMOC-
BSI3M SIBIsIeTCS KirodeBoi» (Burry, 1999, p. 80), mpu 3TOM U1t OTIMCaHUsI B3aMMOOTHOIIIEHUH MEXTy 00beK-
TaMH UCTIOJIB3YIOTCSl MaTeMaTHYECKIE ypaBHEHUS, ONPEIESIISIONINE aCCOLMATUBHYIO reoMeTpuio (Associative
geometry) — elie OJUH Croco0 co3AaHus MapaMeTPU30BaHHON TeOMETPUUYECKOW MOJENN H3eNnsl, KOTOPBIH
OTHOCHTCS K aCCOIMAaTUBHOMY KOHCTpyHupoBaHuio (Associative Design). [TomoOHast 06001aromiasi TeXHOJI0-
'Sl TApaMETPHUYECKOTO KOHCTPYUPOBAHHS 00ECTICUMBACT SIMHYI0, B TOM YHCIIE M JIBYCTOPOHHIOIO, HH(pOpMa-
[IMOHHYIO B3aMMOCBSI3b HA BCEX JTAlax CO3/IaHUs W peaju3aliy o0bekTa. MiMeeTcs B BUAY 3CKH3UPOBAHUE;
MTOCTPOEHHE TEOMETPHUIECKON MOJIENH; BHITIOJHEHNE PAacUYeTHBIX MOJIEJIe; HallCcaHne porpamMM JUIsl U3To-
TOBIIEHUS M31enus Ha cTankax ¢ YI1Y (4ruciaoBBIM porpaMMHBIM YIIPaBIEHUEM ); pa3paboTKa KOHCTPYKTOP-
CKOH JOKyMEHTaluel 1 NojlyuyeHne J0CTyna K 6a3e JaHHBIX TPOEKTa.

C. bopucos, B. CmonstanHoB 1 M. TepenTtheB B myOnukamuu «CrocoObl cO3AaHusl TapaMeTpU30BaH-
HOM reoMeTrpuueckoi Monenm» (1998) Hapsay ¢ mapamMeTpu4ecKUM KOHCTPYHPOBAHHEM U aCCOIMATHBHON
reoMeTpueil BBIAENAIOT OOBEKTHO-OpHEHTHpOBaHHOe MoaenupoBanue (Feature-based modeling), ¢ mo-
MOIIIBI0 KOTOPOTO OTPEeNsIeTCs MOBEJAeHNEe TeoMeTpudeckod (OpMBI TPH JATbHEHIINX HM3MEHEHHUSX.
OO0BEKTHO-OPUEHTHPOBAHHOE MOJICTIMPOBAHNE PEAIN30BaHO HA OCHOBE OTIPE/ICTICHHOTO Ha0opa IpaBHIl, 3a1aBa-
€MBIX [P BBITTOJIHEHUH 0230BbIX OTIEPAIIHA, B JIOTIOITHEHHE K YK€ 3aIaHHBIM CBS3SIM B ACCOIIHATUBHOW T€OMETPUU
(bopucoB u ap., 1998). IlpuBeneHHbIC BbIIE CHOCOOBI ACCOIMATUBHOM T'EOMETPUM U OOBEKTHO-
OPHEHTHUPOBAHHOTO MOJEIMPOBAHUS, OCHOBOH KOTODBIX SIBJISIETCSl acCOIMAaTHBHOE KOHCTPYHpOBaHHE, Ha-
MpaBJeHbl Ha oOOecreyeHne aBTOMATU3MPOBAHHOW pa3pabOTKW C MapajuieIbHbIM BEJCHHEM IPOEKTHO-
KOHCTPYKTOPCKHX paboT B MapaMeTpUIeCcKOM MPOCKTUPOBAHUH.

OnHUM M3 HEMAJIOBAXKHBIX ACIEKTOB MapaMeTPU3alAN SBISIETCS BOZMOKHOCTH CO3aHUS T€OMeTprde-
CKOW MOJIEJTH C MUCIOJIb30BaHUEM CBSI3€H M MPaBUJI, KOTOPBIE MOTYT MIEPEONPEENIIATECS U JOIONHATHCSA Ha
arobom stane ee coznanus (Kolarevic, 2013, pp. 50-59). CBs3u npeacTaBisiorcss B BUAE pa3MEpHBIX, Te-
OMETPUYECKUX W ajredpanueckux cooTHomeHud. [IpaBuia ke ompenensiorTcsi Kak YCIOBHUS BBITTOJHCHHS
TOW WM MHOHM 0a30BOW omepanyy — BHICOKOA(P(PEKTHBHOTO MHCTPYMEHTA Uil CO3/IaHUSI T€OMETPHUYECKON
monenu. Tak onHuM u3 nepBbix Mapkoc Hosak (Marcos Novak), aMeprKaHCKUI Ju3aiiHEpP BEHECY3JIbCKO-
TO MPOUCXOXKICHUS, B IpoekTe «Algorithmic spectacularsy co3man MmareMarndecKyro, aOCTPaKTHYIO MOJIEITh
(Puc. 1), reHepupytomme mporeaypsl KOTOPOil OrpaHHYeHbl MHOTOYNCIIEHHBIMH TTepeMeHHbIME. Kaxkas me-
peMeHHas WX MPOIIecC SABIISETCS ONPECIIEHHON STYeHKOI, B KOTOPYIO MOXKHO TIOMECTUTH BHEIIIHEE BO3IICH-
CTBHE — CTATUYHOC WM JTUHAMUYHOE. DTU U APYTHE IPOLECCHI ONPEALIISIOT B UTOT€ KPUBOIUHEHHOCTD 3TOM
KOHLIENTYJIbHON MOJIEIIH.

Cpenu Hambollee paHHHX W pPeajM30BaHHBIX OOBEKTOB, CHPOCKTHPOBAaHHBIX IMOCPEACTBOM Iapame-
TPUUYECKOTO KOHCTPYHPOBAHUS, CIEIyeT OTMETUTh MEXKIyHapoaHbId TepmuHan Barepnoo B JloHnoHe
(Waterloo International Terminal, London) (Puc. 2) 6putanckoro apxurekropa Hukonaca ['pummoy (Nicholas
Grimshaw).
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Pucynok 1. HoBak M. IIpoext Pucynok 2. I'pummoy H. MexxayHapoaHbsiii TepMuHaI

«Algorithmic spectaculars». 1990-¢ Barepnoo. Jlorgon. 1991-1993
Figure 1. M. Novak “Algorithmic spectaculars”. 1990s Figure 2. N.Grimshaw. Waterloo International Terminal.

London. 1991-1993

Hagec TepMuHaa CKOPOCTHBIX MTOE3/I0B BBIIIOJIHEH U3 PA3IMYHBIX 110 GOpME U pa3Mepy KOHCTPYKTHBHBIX
AJIEMEHTOB, YTO CTaJ0 BO3MOXKHBIM Onaromaps npumeHernto CAD-cuctem. KoHCTpykTHBHOE pelieHue HaBe-
ca pa3paboTaHo mo o6paszy u MomoOU0 THOKOW CTPYKTYPhI MAHTOJIMOHOB — SIIIEPOB OTPs/IA TUIAIICHTAPHBIX
MJICKOITUTAFOIINX, 00IaIalolIiuX CIIOCOOHOCTHI0 CBOPAYMBATHCS B KIyOOK B ciaydae omacHoctu. [logoOHoe
MIPOEKTHOE PELICHHE TO3BOJISIET MUHUMHU3UPOBATh HATPY3KU HA KOHCTPYKIIMIO TEPMUHAIIA, BEI3BAHHBIC JIABJIC-
HHEM BO3/lyXa MMOCTOSHHO MPHUOBIBAIONIUX U OTIPABJISIOIIMXCS CKOPOCTHBIX TOE3JI0B.

C yyeToMm noTpeOHOCTEH COBPEMEHHOI'0 O0IIECTBA, OTPAYKACMbIX B MPEICTABICHUSIX O HA3HAUCHUH 1apa-
METpHU3Ma, MOKHO BBIJICIIUTh HECKOJILKO HAITPABJICHUI €ro pa3BUTHS:

— B mpodecCHOHANBHBIX Kpyrax JH3ailHEpOB B paMKaxX eXKEroJHBIX MEXTyHAPOJHBIX BbICTa-
BOK M KOHKYPCOB JIEMOHCTPHPYIOTCSI OOBCKTHI JU3aifHa, BBIMIOJHEHHBIC IOCPEJCTBOM TMapaMeTpu-
YECKOro MOJICNIMpOBaHus. B wacTHOCTH, OgHAa W3 BEAYNIMX B MHPE CKETOJHBIX TpeMuil B 00na-
ctu ju3aiina «A’ Design Award & Competition» BbIenwiIa crenuanbHyo cekiuio «Generative,
algorithmic and parametric design», rae B 2017 1. ObUTH TIpe/CTaBICHBI FOBEJIUPHBIC YKpalieHus (Opaciier
«Phenotype», Puc. 3), mpomsinienHas ckynsntypa «Photoptosis» (Puc. 4) n apyrue oObeKTHI;

Pucynok 3. Humtyk M. Bpacner «Phenotype». 2017
Figure 3. M. Nisztuk. Phenotype Bracelet. 2017

— B COBCPHICHCTBOBAHUU CIICHUAIHU3UPOBAHHOIO IMPOrpaMMHOTO O6€CH€‘—IGHI/I$[, B HYaCTHOCTHU
myTeM BHenpeHus texHonorun «llapamerpuueckoe mopenupoBanue 2.0» (Schumacher, 2016, p. 8).
HarisiqHo#M IeMOHCTpaIuei 3TOi TEXHOJIOTHH SIBJISICTCS TiepBasi 00JIayHast OJTHO(PYHKIIMOHATbHAS
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CAD-cucrema «Onshape», paspadborannas Jlxonom XwupmrukoM (Jon Hirschtick), OsBImmM ocHoBareiaem
SolidWorks Corporation, Beimyckaromieii u mo ceropnsmHuit 1eHb CAD-cucremy SolidWorks. IlepBas mnpe-
3EeHTalMs 3TOH cHCTeMBbI cocTosiach B 2015 1., a moHOLEHHBIH 3amyck ObuT ocymiecTsieH B 2018 1.

Pucynok 4. Knemt K., Coaxu P. [Ipombiernast ckynentypa «Photoptosis». 2017
Figure 4. Ch.Klemmt, R.Sodhi. Photoptosis Industrial Sculpture. 2017

PanukaneHoe ommmume apxurektypsl cuctembl «Onshape» ot apyrux CAD o0ycioBineHo pacnpocTpa-
HEHHOHM MpoOJeMOoil clakeHHOTo ympasieHuss MHorouucieHHbiMU CAD-daiinamu, ¢ pasHBIMH BEPCHIMHU
1 pa3HbIMH U3MEHEHUSIMH, C HEOOXOIMMOCTBIO JOCTYIA IPYTUM CIIEHUANUCTaM (KOHCTPYKTOpaM, TEXHOIOTaM
u T.1.). [t coBMecTHON 1 3G GeKTUBHON pabOThl HaJl TEM WMJIM MHBIM HPOCKTOM paspaboruuku «Onshapey»
OTOLIH OT CO3aHMs (PaiiI0B KaKk TAKOBBIX, OHU IIPECTABIEHBI B BU/IE COCTABHBIX JOKYMEHTOB, KOTOPBIE Xpa-
HATCS B oOJIake B KauecTBe CymrHocTel B 6a3e maHHbIX (Xupmrtuk, 2018). Pabora B «Onshape» HaumHaercs
[IOCJIE PETUCTPALMU CTAHJAPTHOTO aKKayHTa C YKa3aHHWEM MOYTHI M Mapoisd. B mampHelmem monb3oBaTensb
MoJy4aeT A0cTyn K nosHodyHkunonansHoil CAD-cucteme ¢ ycoBepIIeHCTBOBAHHBIMU BO3ZMOXKHOCTSMH Pe-
JaKTHPOBaHMSI TPEXMEPHOW Mojenu. B ciydae paboThl HaJ MPOEKTOM HECKOJBKHUX IMOJIb30BaTENeH KaKIbIi
W3 HUX TOJTy4YaeT aKTyalbHYI0 HH)OPMALIUIO O BHOCUMBIX U3MEHEHHSIX B TOT HJIM MHOW KOMITOHEHT ITPOEKTa;

— B c(hepe MOATrOTOBKHM KBAIN(UITMPOBAHHBIX KAJPOB BCE HYaIlle OSABISAIOTCS CIEIHaTn3ipOBaHHbIE 00pa-
30BaTeIbHbIE TPOrPAMMBI, OPHEHTHPOBAHHBIE HA MTApaMETPHUECKOE MMPOEKTHPOBAHUE, HAIPUMED, B CTpaHax
EBpormer, CIIA, A3un. Bosee Toro, B HEKOTOPHIX YHUBEPCUTETaX (PYHKIIMOHUPYIOT HAYYHO-HCCIIEIOBATENb-
CKHe JJabopaTopuH, OPUCHTUPOBAHHBIC HA MIOMCK MPOCKTHBIX M TEXHOJIOTUYECKUX PEIICHHUH ¢ IPUMEHEHUEM
COOTBETCTBYIOIIMX MAaTeMaTHYECKUX alnropuTMoB, B ToM unciie MIT Media Lab npu MaccauyceTckoM TeXHO-
noruveckom uHCTUTYyTe (Massachusetts Institute of Technology/MIT). B Benenuu 3toii mabopaTopuu mpoek-
TBI TIO TAKUM JHMCIUILIMHAM, KaK COlMaIbHAs POOOTOTEXHUKA, (PU3NYIEeCcKOe U KOTHUTHBHOE MPOTE3UPOBAHHE,
HOBBIE MOZIEITH ¥ MHCTPYMEHTHI JUTs 00y4YeHHS, a TaKkke OMOMHKEHEePHs;

— B CTHETIMATIM3UPOBAHHBIX OOBEAMHEHUAX PA3HBIX OpraHu3aIuii, Tak MexyHapoanslil opym «Paramet-
ric design + generative architecture», B paboTe KOTOPOTO Y4aCTBYIOT MPEACTABUTENN PA3HBIX TBOPYECKHUX IPO-
(eccuii, OCYyIIECTBIISICT MPOCBETUTENBCKYIO ACATEILHOCTh B KOHTEKCTE apaMeTpUIECKOro MPOESKTUPOBAHUS,
pasmelniast TCOpeTUIECKUe MaTepHalibl U MOJIE3HbIE PECYPCHI ISl paOOThI KaK HAUMHAIOLIHNX, TaK U MPAKTUKY-
IOIUX JU3aifHEPOB U apXUTEKTOPOB.

Haubonee akTyabHBIM Cpeau TepedrcIeHHBIX HAPaBICHUH Pa3BUTHA TapaMeTpru3Ma B 00JIacTH Au3aii-
Ha IPEJICTABISIETCS yCOBEPIIEHCTBOBAHUE CIIEUAIM3UPOBAHHOIO IPOrpaMMHOT0 o0ecrieueHus. B uactHoctn,
CAD-cucTeMBbl ¢ TEXHOJIOTHEH MmapamMeTpuaeckoro Mmoaennposanus 2.0, Hamogooue «Onshape», MO3BOISIOT
HE TOJIBKO ONTHMHU3UPOBATh NPOEKTHBINA MPOLECC s MPOGMIBHBIX CHEIHATNCTOB HOCPEICTBOM OJHOBpE-
MEHHOTO MOJIETUPOBAHUS HECKOJBKUX AeTanel, IX yCOBEPIICHCTBOBAHHBIM YIIPAaBICHHUEM BHYTPH COOPKU U
JPYTUMH MHCTPYMEHTaMH MapaMeTPUYECKOTr0 MOJCIUPOBAHUS, HO U OTKPHIBAIOT BOSMOXXHOCTH ampoOanuu
JUIs TI0OOTO ToNb3oBarelisl. Tak, yKe B cpeJJHel IIKoJIe B paMKaX COOTBETCTBYIOIIMX TUCIUIUINH MOXKET OBITh
3a/ieficTBOBaHO mpuMeHeHHre 3Toro [10 ¢ BhIMONIHEHHEM MPOCTEHIINX TPEXMEPHBIX ITOCTPOEHUI, HE TOBOPS
0 BBICILEH IIKOJIE U NMOArOTOBKE MPOQMIBHBIX KaPOB B JU3aiiHE U apXxuTeKType. Takum o0pa3oM, MoJozabIe
CHELUAINCTHI OyIyT HE TOJIBKO O3HAKOMJIEHBI C OCOOCHHOCTSIMH IIPOEKTHOTO MPOIIEcca B YaCTH pa3paboOTKH
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W30S TMOCPEACTBOM IMapaMETPUICCKOI0 MOACIUPOBaHUA, HO U CMOTYT YCOBEPIICHCTBOBATL CYIICCTBYIO-
mKMe Mmoaxoabl, BEIIBUTH HaunboJjee LIGJ'ICCOO6pa3HLIe peuieHus € MOoCJICAYIUM IPUMCHCHUEM TTOJTYUCHHBIX
PE3YIIbTATOB B HpOGKTHOfI JACATCIIBHOCTH.

BoiBoabI

B craree paccMoTpeH TEpMUH «TapaMeTpu3M». BBISBIEHO, YTO 3TOT TEPMHUH HMEET JOCTAaTOYHOE Te-
opeTHueckoe 00OCHOBAHWE W B TIOCIIEHEE BPEeMs Bce OOJIbIlIe BOCTIPUHUMAETCS KaK CAMOCTOSITEIIEHOE Ha-
MpaBlieHUE B JAH3aifHe U apxuTekType. [lapamerpuueckoe MonenrpoBanrie 00bEKTOB OCYIIECTBISIETCS TPEeMs
OCHOBHBIMH CIIOCO0aMH, 2 MIMEHHO: TapaMeTPUIECKUM KOHCTPYHUPOBaHUEM, HAIIPABICHHBIM Ha ONpE/IeICHUE
napamMeTpoB 0OBEKTOB, a HE UX (OPMBI KaK TAKOBOM; aCCOIIMaTHUBHOM reoMeTpHei, KoTopasi c(hoKycHpoBaHa
Ha o0eclieueHny eMHOMN, NHPOPMAITMOHHON B3aMMOCBSI3M Ha BCEX 3Talax CO3AaHus M peallu3alui 00beKTa;
00BEKTHO-OPHEHTUPOBAHHBIM MOAEITUPOBAHUEM, C TIOMOIIBI0 KOTOPOTO OTIPENEIIeTCS MOBEIEHUE TEOMETPH-
9eCKOM (OPMBI TIPH TATBHEHTITNX N3MCHECHHUSIX.

Cpenu npyBeICHHBIX HAlPaBICHUH pa3BUTH MTapaMeTpHU3Ma B Ju3aiiHe Hanboee akTyaIbHBIM BHIUTCS
YCOBEPIICHCTBOBAHUE CIICLMATM3UPOBAHHOTO NPOrPaMMHOI0 00ECIIeUeHHs] U CPABHUTEIILHO HEJaBHEE BHE-
JIpeHne TEXHOIOIMK napaMmerpuyeckoro moaenupoanus 2.0. CAD-cucTemsl, BBINOJIHEHHBIE HA OCHOBE 3TON
TCXHOJIOTUU, ITPEAOCTABIIAIOT MOILI/I(bI/IHI/IpOBaHHI)IC AJITOPUTMBI pa3pa60TKH 00OBEKTOB B I[H?:&f/iHG, OIITUMU3HU-
Pys IPOEKTHBIH Mpollecc Ha BCEX CTAIUAX Pa3padOTKH.

JlanpHeliee nccae10BaHre MOYKET OBITH HAIpaBJIeHO Ha OoJiee IeTalbHOE PACCMOTPEHHE (PYHKITHOHATb-
HBIX BO3MOXHOCTEH ycoBepiueHCTBOBaHHbIX CAD-cucTeM, KOTOpbIE IPEICTABISIOT ONPEAEICHHBIA HHTEPEC
B KOHTEKCTE IMapaMeTPUIECKOT0 MPOSKTUPOBAHUS.
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IMAPAMETPU3M B JINBAMHI. | Beprynosa Haranis Cepriisua
ClIOCOBU MOIAEJIKOBAHHSA | Kanouoam mucmeymeosnaecmea, doyenm,
TA HAIIPSIMKU PO3BUTKY | Xapriscoruii nayionansuuii ynisepcumem micoko2o
eocnodapcmea imeni O. M. Bexemoasa,
Xapxis, Ykpaina

Merta nociiKeHHS TIOJISTAE y PO3IAL TIOHATTS «IapaMeTpU3My» B IU3aiiHi, BUSABICHHI HOTO CIOCO0IB MOAEITIOBAHHS
Ta MOMJIMBHX HAMPSMKiB po3BUTKY. OTpruMaHi pe3y/ibTaTi MOXKYTh OyTH BUKOPUCTAHI JIJISl YTOYHEHHS TE€OPETUIHOT
0a3u mapaMeTpUYHOTO MPOEKTYBAHHS 1 BJIOCKOHAJICHHS BIAOBIAHUX aJITOPUTMIB IPOEKTHOTO mpouecy. MeToaun
JOCII/PKeHHsT. B mporneci nocimipkenHs Oyiy 3acTOCOBaHI iICTOPUKO-MOPIBHSIBHUI Ta XPOHOJIOTYHHH METO/IH, @ TAKOXK
METOJ] TEPMIHOJIOTIYHOTO aHai3y, 10 CHPHSIIO BUSBICHHIO TEPMIHOJIOTTYHUX TPAKTYBaHb II0J0 MTAPAMETPHUYHOTO
KOHCTPYIOBaHHSI, aCOIIIaTUBHOI T€OMETpii 1 00’ €KTHO-OPI€EHTOBAHOTO MOJICITIOBAHHS, SIK CIIOCO0IB CTBOPEHHS TAPaMeTPU30BaHOT
FEOMETPUYHOT MOJIEJIi, & TAKOXK PO3MIISY 1HIIMX CyMIKHHUX MOHSTh B KOHTEKCTI MapaMeTPUIHOrO MPOSKTYBaHHSI.
HaykoBa HOBH3HA pOOOTH IMOJIATAE B KOMIUIEKCHOMY JOCIIPKEHHI IU(POBHUX MEPETBOPEHDb U3aliHy HA Cy4aCHOMY
eTarri B KOHTEKCTI TEOPETHKO-METOAOIOTIUHIX KOHIIEMIIIH, 30KpeMa 11010 TTapaMeTPUIHOTO MPOSKTyBaHH. BUCHOBKH.
PO3IIsIHYTHI Y CTATTi TEPMiH «TIapaMETPH3M» Ma€ I0CTATHE TEOPETHUHE ONpALIOBAHHS. MIOro MpakTHyHe BTiNEHHS 32
JIOTIOMOT'O10 TTapaMETPHYHOTO MOJIETFOBAHHS IPYHTYETHCSI Ha TPHOX OCHOBHUX CIIOCO0aX CTBOPEHHS T€OMETPUYHOT MOJIEII:
napamMeTpuyHOMy KoHCTpyroBaHHI (Parametric design), o nepeadavyae BUKOPUCTAHHSI PI3HUX BHJIIB B3a€MO3B’SI3KiB
MIXK eJIeMEHTaMH MOJEJIi; acoliaTUBHOI reoMeTpii (Associative geometry), CIpsIMOBaHOI Ha 3a0€3MEYCHHS €IMHOTO
iH(pOPMAIIIITHOTO B3a€MO3B’ 3Ky MK TEOMETPHUIHOIO MOJCIIIIO Ta iHITMMHI KOMITOHEHTaMH 0a31 JaHUX MIPOCKTY 1 00 €KTHO-
opierToBanoro moxentoBaHHs (Feature-based modeling), 3a TOTOMOT010 SKOTO BU3HAYAETHCA MTOBEIIHKA TEOMETPHIHOL
(opmH TTpy MOAANTBIINX 3MiHaX. MOXKIIMBI HAPSIMKH PO3BUTKY IApaMETPU3MY OXOILIIOIOTh MOPivHI MIKHAPO/IHI BUCTaBKU
1 KOHKYPCH, JIe IEMOHCTPYIOThCSl 00’ €KTH JM3aiiHy, BAKOHAHI 32 JIOOMOTOI0 TIapaMeTpUYHOro MoyielitoBaHHs1. Bee vacrie
3’SIBJISIFOTBCSL OCBITHI IPOTpaMu, OPIEHTOBAHI Ha apaMeTPUYHE MIPOSKTYBAHHS, Al HAHOLIbII aKTyaJIbHUM € Y/I0CKOHAIICHHS
CIICII1aTi30BaHOTO IPOTrPaMHOI0 3a0€31CUCHHSI.

Kniouosi cnosa: napamMeTpusm; 1u3aiiH; OopMOYTBOPEHHS; apaMeTPUYHE KOHCTPYIOBAaHHS; aCOI[IaTHBHA T€OMETPIsL;
00’ €KTHO-OpPIEHTOBAaHE MOJICITIOBAHHS

PARAMETRICISM IN DESIGN. | Natalia Vergunova
MODELLING PRACTICES | PiD in Art Studies, Associate Professor,
AND DIRECTIONS OF DEVELOPMENT | O. M. Beketov National University
of Urban Economy in Kharkiv,
Kharkiv, Ukraine

The purpose of the research is to study a concept of “parametricism”, its modelling practices and possible
directions of development. The findings can be used to update the theoretical foundations for parametric design and
the corresponding patterns in the design process. The research methodology is to apply the historical-comparative and
chronological methods, as well as the method of terminological analysis, which has helped to identify and consider
terminological interpretations of parametric design, associative geometry and object-oriented modelling, as ways to create
a parametric, geometric model, and other terms related to the concept of parametric design. The scientific novelty of the
article involves multi-method research of digital design transformations at the present stage in the context of theoretical
and methodological concepts, in particular of parametric design. Conclusions. The concept of “parametricism”, covered in
this article has a sufficient theoretical elaboration. Its practical implementation through the parametric modelling is built
on three main ways of geometric model construction: parametric design, which involves the use of various types of cross-
link between model elements; associative geometry, aimed at ensuring a unified informational link between the geometric
model and other database components of the design and feature-based modelling, which determines the behaviour of the
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geometric shape within further changes. Growth options of parametricism cover annual international exhibitions and
competitions, which demonstrate design objects made by parametric modelling. Curricula focused on parametric design
are increasingly appearing, but the most relevant is aimed at dedicated software updating.

Keywords. parametricism; design; shaping; parametric design; associative geometry; object-oriented modelling
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Merta g0CHTiHKEHHS — OCMUCIHTH COIIaTbHO-KYJIBTYpHI Ta 11€0JI0T19HI TepeyMoBH (OPMYBaHHS KOHCTPYKTUBI3MY
YTHJIITAPHOTO MePio/ly, BUCBITINTH BIUIMB TEOPETHYHUX KOHIICILIIH HAa CTAHOBJICHHS HOBOI IIPOEKTHOT KyJIBTYpH B YKpaiHi.
MeTomoIOTI9HOI0 OCHOBOO AOCIIIKEHHS € CHCTEMHO-ICTOPHYHUH TTi/IX1/T 10 BUBYCHHS ITPEAMETa TOCITIPKCHHS B KOHTEKCTI
THX SIBUII 1 TPOLIECIB, SIKI MAJTM HAWOLIBIINIA BIUTUB Ha HOTO PO3BUTOK. BUKOPHCTAHO CYKYMHICTh TPAIULIHIX JOCITITHHIIBKAX
METOAIB 1 miaXoaiB (IHIYKIii, ICTOPU3MY, CHHTE3Y, KOMIUIEKCHUH MDKIUCIUILTIHAPHANA Ta CUCTEMHUHN MIAXOAH), 110
JIAl0Th 3MOTY 3 OUIBILIOI0 MIPOO MOBHOTH W BIPOTIIHOCTI BUCBITIMTH HEOAHO3HAUHY KapTHHY ICHYBaHHS KOMIUIEKCHOTO
00’exta. HayxoBa HOBH3HA MOJIATAE Y BU3HAYCHHI MICIIA i pOJIi MECTENITBA KOHCTPYKTHBI3MY YTHIIITAPHOTO MEPioAy, HOTo
TEOPETUIHUX KOHIICTIIN y TIepeOpieHTyBaHHI XyAOKHIX TPOIIECiB (POPMOTBOPEHHS 3 PUHOMIB 30BHINTHBOI CTHITI3aMii
Ha MPUAOMH KOHCTPYIOBaHHS. [ pO3KPHUTTS TEMHU yBary akLEHTOBaHO Ha JOCII/PKCHHI TUTAaHb XyIOXKHIX MPOLECiB
1920 — mouarky 1930-x pokiB B YkpaiHi B IepioJl CTAHOBJICHHSI OCHOBHUX ()OPMOTBOPYMX HAIPSIMIB, SIKi B XOJII XyHOXKHIX
eKCIIEPUMEHTIB 3 (POPMOIO BUXOAMIIN B peaIbHUM ITPOCTIp. Y CTATTi BiJI3HAYEHO YHIKAIBHICTh MUCTEIIKUX EKCIIEPUMEHTIB
(cBOTO POy MPOTOMU3ANH), SIKI CTAIH (PYHIAMEHTOM JUTs O(iliiHOTO pajsHchkoro MucTenTsa 1920 —movarky 1930-x pokis,
1110 MO3HA4YEHI MEBHUMHU OCOOJIMBOCTSIMH Ta HE MalOTh aHAJIOTIB y €BPONEHCHKOMY MUCTEITBI. BUCHOBKH. Y MUCTELTBI
KOHCTPYKTHUBI3MY IPHUKJIAIHOTO MEPioAy MPEAMETHICTh CTasla YHIBEPCATBHAM MPUHITAIIOM (IHCTPYMEHTOM) MOJICITIOBAHHS
HOBOI peaTbHOCTI — 1 Ha Xy[I0’)KHBO-€CTETHYHOMY PiBHI, i Ha PiBHI IparMaTHYHOMY, OPiEHTOBAaHOMY Ha TIepeOyI0BY
yTHJIiTapHOTO cepenoBuia. KoHuenmii BApoOHNYOro MUCTELTBA, HAPOIDKEH] PEBOIFOLIHHOI0 0000, MOKJIAIH B OCHOBY —
1 B 1IE{HO-TEOPETUYHOMY, 1 B XyAOKHBO-ITPAKTHYHOMY IIJIaHi — pyHIaMEeHT AJIsi MaiiOyTHBOTO Tn3aiiHy i O6araro B 4omy
BH3HAYMIM MalOyTHI NIUISIXU Xy/JI0KHBOTO PO3BUTKY.

Kniouosi crnosa: MuCTENTBO apaHrapjay; BHPOOHMYE MHCTEITBO; YTHIITAPU3M; aOCTPaKTHUH 1HKEHEPHU3M;
(hOpMOYTBOPCHHS; XyI0KHBO-TIPOCKTHA TisTIbHICTh

Beryn

Cepen po3MaiTTsi HaPSIMiB, HAPOJHKCHUX «EMOXOI0 BEJIHMKOIO €KCIIEPUMEHTY», OCOOIHBE 3alliKaB-
JICHHSI BUKJIMKAIOTh Ti, SKi 3HAWNUIM B YKpaiHi BJIacHi HEMOBTOPHI BUSIBHU. J[0 TakWx HaJeKUTh KOH-
CTPYKTHBI3M BUPOOHUYIO-YTHIIITAPHOTO Tiepioxy. O4eBUIHO, M0 0€3 3p03YyMIINX Ta YITKUX YSIBICHB IIPO
He3alle)KHUI MuUCTeNbKknl ¢perHoMeH 1920 — movarky 1930-x pokiB HEMOKIIUBO YSIBUTH HE JIUIIE JIOTIKY
ICTOPUYHUX MPOLECiB Yy MUCTEUTBI XX CT., ajie  3p03yMiTH HaNpsIMU Cy4acHUX IUIACTUYHHUX 110, KOTPi
3HaYHOIO MipOIO 3BEPHEHI caMe 0 MUCTEITBA O3HAYCHOTO Mepiofy.

KoHCTpYKTHBI3M BUPOOHUYO-YTHIIITAPHOTO MEPiOAY € CyNepewnBUM (GEHOMEHOM, aJKe Horo mpu-
XWIBHUKH TIPOBOAATH PaIUKalbHy PEBi3it0 MPUHIUIIIB, HA SKUX IPYHTYBABCSI aBaHTApIHHUMA PyX Iodart-
Ky XX CT., 1 mepeayciM MPUHIUI aBTOHOMHOCTI. [IpUXMIBHUKA 1BOTO PYXy BHUCTyHAIH 3 IPOrPaMOI0

© Ipoxomuyxk 1. 0., ITaxomox 1. P., 2020
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CcKacyBaHHS 0ap’e€py Mi’K MUCTEIITBOM i MACOBHUM MPOMHCIOBUM BUPOOHHIITBOM, ITIEPETBOPEHHS MHUCTE-
LITBA HAa CBOEPIAHUMI BUA COLIANIbHOT iHXKEHEPil, METOIO SIKOT € IPOEKTYBAHHS NPUKIAIHNUX, YTUIITAPHUX
¢dopm. 3 iHmoro 00Ky, 3MICT i€l MporpaMu BHUSBIISIE 11 3BS30K 3 JIOTIKOIO XYIOKHBOTO aBaHTapay, Jo-
TiKOI TpaHCrpecil «BUXOJY 3a MEXKi» MK MUCTEIITBOM 1 MOBCSAKIACHHICTIO. BHACIIIIOK IBOTO XyIOXKHIN
EKCIIEPUMEHT Y MUCTEITBI aBaHTap/y CIIB3BYYHUH 3 €KCIICPUMEHTOM COIIaIbHUM 1 MOJITHYHUM.

Crpo0a 3po0HTH MUCTEIITBO IHTEIPAJIbHOK YaCTHHO MOOYI0BHM HOBOI'O COIIAIICTUYHOTO CYCIiIb-
CTBa, 3HIBEJIOBABIIHN MPH IIBOMY PO3PHUB MK €CTETUYHUM JOCBIAOM Ta iHIMTUMHU chepaMu KUTTS cydac-
HOT JIFOIWHU, — YHIKaJIbHUM 1CTOPUYHUM €KCIIEPUMEHT, 1110 HaJlaB BUPOOHMYOMY PyXy CBITOBOI'O BU3HaH-
Ha. Te, 10 4Oro mparHynu XyIOKHUKH aBaHTapay pi3HUX €BPONEHChKUX KpaiH, y IEBHUM MOMEHT CTaJIO
MOXJIMBUM B OJHIN 0OKpeMo B3sTill kpaini — CPCP. YHikalbHICTh pO3BUTKY aBaHTapIHUX XyJOXKHIX €KC-
IIEPUMEHTIB, 110 CTajdu pyHIaMeHTOM st odiniiiHoro pansacbkoro muctenTsa 1920 — nmouatky 1930-x
POKIB IO3HAYCHI MEBHUMHU OCOOJMBOCTSIMU Ta HE MAlOTh aHAJOTIB y €BPONEHCHKOMY MHUCTEITBI, IO
1 3yMOBITIO€ aKTYaJIbHICTD JIOCIIIKSHHS.

KoncTpykrusizmy B 1920-X pokax moTajJaHHIO 3 MyOMiKaMisIMU OUIBITE, HIXK OyIb-IKAM 1HIITUM HO-
BaTOPCHKUM TBOPYHM TeUisiM (BUHITKOM € (yTypu3m). [lepiri rpyHTOBHI cTaTTi, MpUCBYCHI MpodiieMam
KOHCTPYKTHBI3MY N TBOPYOCTI KOHCTPYKTHBICTIB SIK aKTyaJlbHOI COLIOKYJIBTYPHOI MpoOiIeMH MUCATIH
cami Jisidi MUCTENTBA, YYACHUKH XYIOKHBOTO Mporecy o3Hadenoro wacy — A. lan, (1922), 1. Bpona
(1926), b. Kparko (1929), M. Cemenxo (1928), B. Conugir (1929) ii in. [1ybnikamii MUTILIB, KPUTHKIB,
Oe3IocepeIHIX YYaCHUKIB XyJOKHBOTO MPOIIECY JYXKe BaXKIIMBI 3 ICTOPUYHOTO MOTJISY, OCKUIBKH CIIPH-
SIFOTH TIOBHIIIIOMY ¥ 00’ €KTHBHIMIOMY BiATBOPEHHIO MOJii 3a3HAYCHOTO MEPioay; Y IHUX MPaIsIX yIOBHI
BUpaXaeThes pedrekcis Tiel 1oou. OTxe, 0OCHOBHI CBOT pOOOTH TEOPETHUKH ITyOITiKyBaJIH, i CMiJTUBO MOXK-
Ha CKa3aTu, L0 IXHS AisJIbHICTh BBEJIEHA B HAYKOBUH OOIr, aje BapTO 3a3HAYMTH, 1110 YaCOBA TUCTAHIIIs
(maibke 100 pokiB) gae 3Mory 0araTo 4oro mo0a4uTH HOBOTO Y c(hOPMOBAHOMY ¥ JTaBHO 3aBEPIICHOMY
KOHTEKCTI.

Ha cyyacHomy erari B TEOPETHYHOMY OCMHUCIICHHI OKPECICHOI MPOOJEMaTUKN BaXKJIUBE MiCIle T10-
cimarots mipami gocainaukiB O. Jlarytenko, T. [TaBmosoi, I. Cxisipenko, JI. Cokomtok, O. Illuna, a Takox
pocitickkux yaeHnx M. 3anamb6ani, E. Cugopunoi, A. CrpuransoBa, C. Xan-Maromemnosa i iH. Y po6o-
TaX WX HAYKOBI[IB BHCBITIIOIOTHCS XYHAOKHBO-€CTETUYHI MPOOIIEMH KOHCTPYKTHUBI3MY, PO3TIISAAIOTHCS
MATAHHS BUPOOHUYOIO PyXy 3 MOMISAY (OPMYBaHHS HOBUX NMPOCKTHUX METOAIB Ta «HOBOI €CTCTHKNY,
BOHU € aKTyaJIbHUMH i HAyKOBO LIIHHUMH.

OxkpeMi HayKOBi pPO3BIAKH JOCHIIKCHHSI MUTaHb AMHAMIKH PO3BUTKY MHUCTELTBA aBaHrapay Hpel-
craplieHi poboramu onHiel 3 aBTopok ctarTi —I. [Ipokomuyk. BonHodac anamis mkepesn BUSBUB HEJOCTAT-
HIO KUTBKICTh HAayKOBUX POOIT, MPUCBAYEHUX TOCIIDKEHHIO MUTaHb (HOPMOYTBOPIOIOYUX MPHUHIIUITIB,
171e#, METOOOTIYHUX OCHOB KOHCTPYKTHBI3MY, Ta BIUTUBY TCOPETUIHHUX KOHIICIIIIH BUPOOHHIOTO PyXy
Ha CTAaHOBJICHHS JU3aiiHy B YKpaiHi.

HayxoBa HOBM3HA cTaTTi NMOJATae y BU3HAUCHHI MicCIsl i POJIi MUCTELTBAa KOHCTPYKTUBI3MY YTHIIi-
TapHOTO Iepiony, HOTo TEOPETUUYHUX KOHLETIIH y IepeopieHTyBaHHI XyJOKHIX MPOoILeciB (OPMOTBOPEH-
HS 3 IPUIOMIB 30BHIIIHBOT CTHITI3a1li] HA TPUIOMU KOHCTPYIOBaHHS.

Merta crarTi

MeTta DOCHIIKEHHS — OCMUCIUTH COLIaIbHO-KYIBTYPHI Ta 14€0J0riuHI nepeayMoBH (opMyBaHHS
KOHCTPYKTHBI3MY YTHJIITAPHOTO TEPioly, BUCBITIIMTH BIUIUB TEOPETHYHHUX KOHIEMI[IA HA CTAHOBIICHHS
HOBOT IPOCKTHOI KYJIBTYpH B YKpaiHi.

MeTo10/I0TI9HOI0 OCHOBOIO JIOCIIJKEHHSI € CUCTEMHO-ICTOPUYHUHN MiAXiJl 0 BUBYCHHS TpeIMe-
Ta JOCIIHKEHHS B KOHTEKCTI THX SIBHII 1 TIPOIIECIB, SKi MaJIM HAWOIIBIINH BIUIUB Ha WOTO PO3BUTOK.
VY po6oTi BUKOPHUCTAHO TPAAUIIWHI TOCITITHUIIbKI METOAH W ITIXOIH: METOJ iHIYKIIl — [T BUBUCHHS
CIIeIiajbHOI JITepaTypu Ta ii CUCTeMaTH3aIlii; METOMl iICTOpU3MYy — JIJIsl aHaJi3y XyHAOXKHBOTO MPOIECY
SIK SIBHIIA, 1110 PO3BUBAETHCS, BHOKPEMJICHHS MEPiOJIiB y PO3BUTKY MHUCTEIITBA, ISl BUSIBJICHHSI BUTOKIB,
TEeHJICHI[iIH, ICTOPUKO-KYJIbTYPHHUX IMapajiesiell (PeHOMEHY, 1110 JIOCIIKYEThCSI; KOMIICKCHUH MIXKJIUCIU-
IUTIHAPHUE MIAXIM — i 9ac aHali3y XYJAOXHIX KOHIICMIiH, skl BiJ0Opa)KaroTh CKJIAJIHY LIHHICHY Xa-
PAaKTEPUCTHUKY aBaHTApIU3MY; CHCTEMHHH MIAX1/T Ta€ 3MOTY 3 OUTBIIIOI0 MipOIO MIOBHOTH M BipOTiTHOCTI
BUCBITIIUTH HEOAHO3HAYHY KapTHUHY iICHYBaHHS KOMITJICKCHOTO 00’ €KTa.
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Buxnan marepiasiy gocJaiizKeHHs

Ha nonto koHCTpYKTHBI3MY'" B iCTOpii MUCTEIITBA aBaHTap Iy BUIIAJIO 3aBIaHHS BUPIIIyBAaTH MUTAHHS €C-
TETHKH 1HycTpianbHOro BUpoOHHLTBa Y 1920-X pokax. Lle Oyno peakuiero Ha i1€0JIOTTYHUH «peUeBU3MY, IO
OyB npecTaBieHnid MaHiectamu «MHUCTELTBa KOMyHI». MHUTIII PUKIIATHOTO KOHCTPYKTHBI3MY 30Cepe -
JIY BCIO CBOIO yBary JIMIIE Ha OJHOMY 3aBJIaHHI — Ha MOOYOBI «pedi» (Ipeamerta). 3BiJICH MOXOIUTh aKIICHT
Ha TEXHIKY ¥ HiBEJIFOBAaHHS MHUCTEIITBA, 110 OyIo mporosomieHo B MaHidecTi «KoHcTpykTHBi3M» 1922 poky:
«Mu orosouryemMo HEIPUMUPEHHY BiliHy MucTenTBy! KOHCTPYKTHBI3M — sIBHILE HAIIKX AHIBY; «I eTh Mucre-
LITBO, Xal JKMBE TeXHiKa»; «Peliris — OpexHs, MHCTETBO — OpeXHsi»; «l eTh 3aXUCT TPAAMINA Y MUCTEITBI»;
«CyuacHe KOJIEKTUBHE MHUCTEITBO — 16 KOHCTPYKTHBHE )uTTs» ([an, 1922, c. 2-3).

3araJbHOBU3HAHUM JIiJIEPOM KOHCTPYKTUBI3MY B pajisHChbKii Pocii BBaxarots Ounekcist [ana (aBTop Ma-
Hidecty «Konctpykrupizm» (1922), 3aBasku IKOMy KOHCTPYKTHBI3M BIIPUTYII HAOIM3UBCS 10 TEXHIIU3MY.
TeopeTudHO 11e MPOSBUIIOCS B TOMY, IO «TEXHIYHA IUICCIIPSIMOBAHICTEY» Oyiia MporoJiomnieHa (HopMaIbHOIO
XYIIO)KHBOIO JOTMOIO, a «IIpallsd», IO CTajia OAHIEIO 13 MEHTPATbHUX y HOBIA KOHIICIIII{, TIOPST 3 «TEXHi-
KOIO» Ta «Oprasizaiieoy», Oyna po3misHyTa i NpUHHATA 3 TOYKH 30pY MO3UTHBI3MY, TOOTO 3a a0COJIIOTHOTO
irHOpyBaHHs 1 KOHKPETHOTO 3MicTy 3 nomisity cBo6oau. O. [an BBakaB, 10 KOHCTPYKTHBI3M K 30BHILIHE
oQopMIICHHS 1 BHYTPILIHS OpraHizamisi — «KOHCTPYKTUBHO-IOUUIBHUNA CTHIIBY), —MOXKe OyTH peani3oBaHUH
JIMIIE B YMOBax KpaiHH, sika 3AiHCHMJIA MPOJIETAPChbKy PEBONIOLII0 Ta 3po0HiIa KPOK 10 KOMYHICTHYHOTO
CYCIIIJILCTRA.

Y TeopeTHYHUX TMporpamax, ACKIapamisX, MaHipecTax KOHCTPYKTHBI3MY MICTATHCS TEPEKOHAHHSI
B TOMY, 1110 MHUCTEIITBO 3aiIIIO0 B IIIyXHil KyT, € HEJOIIbHIM, & METOI0 MHCTEIITBA € HOTO CaMOJIiKBiTaIis?’ .
3 TaKUX TBEPIKEHb CTAE€ 3PO3YMIIHM, 110 KOHCTPYKTUBICTH OOCTOIOIOTH KiJlbKa CyTHICHUX TPHHIIUIIIB: TIO-
CJIIJOBHO MOEIHYIOTh MUCTELTBO, TEXHIKY 1 HayKy; palioHali3M OPOTHUCTABIISIOTh Cy0 eKTHBI3MY. JIeiiTMo-
TUBOM Y KOHCTPYKTHBICTIB € MOHSTTSI CHHTE3Y, TOMI SIK yTHIITapu3M 1 (PYHKIIOHAI3M HaldacTile mpsMo
OB’ SI3yFOTh 3 KOMYHICTUYHOIO 1JICOJIOTIE), @ OCHOBHOIO JIOKTPHUHOIO € JISeCTETU3allis MUCTEIITBA.

Ha mincrasi Tiei pori, sIKy BiABOAMB BUPOOHWYO-YTHIIITAPHHUM MEPioj] KOHCTPYKTUBI3MY XyHOKHHKOBI
Yy BUPOOHHMIITBI, MOKHA YSBUTH METOIOJIOTIYHUI IMPUHIINII, TTOKJIAACHUN B OCHOBY BUPIIICHHS IMPOTHPIUUS
MDXK MpodeciiHIM MUCTEIITBOM Ta €CTETHYHOIO CBioMicTrO. Lle mpoTupidus BupiIyBamocs BilIMOBOIO BiJl
npogeciiinoro mucrenrBa. OCKUIBKH B ysIB1 MUTLIIB aBaHTapy 3MiCT MPo¢eCciiiHOro MUCTELTBA aCOLII0BAaBCS
3 y’Ke CKJaieHUMH (hopMaMH i KaHpaMH MUCTELTBA SIK TAaKOTro, OYEBHIHUM € T€, L0 BiAMOBa BiJ npodeciii-
HOTO MHUCTENTBa (DaKTUYHO O3HAYaJla BiIMOBY BijI MUCTELITBA B3arajii Ha KOPUCTH 1HKECHEPII.

Teopist BUpOOHUYO-YTUIIITAPHOTO PYXy MOYMHAIA (HOPMYBATHCS B YMOBaX, KOJIH III€ CAMOTO BUPOOHH-
YOT0 MHUCTENTBA, SIK cepru TBOPUOCTi, He Oyno. Po3BUTOK Teopii BUNEpemkaB pO3BUTOK MPAKTUKH. 3BiICH
U CBOEPIMHICTH TEOPil BUPOOHUIOTO MHUCTEIITBA, YV SKIM PO3TILIAAINCS TTEPEBAXKHO 3araIbHOTCOPETUIHI CO-
LIOKYJIBTYpHI TPOOIIEMHU.

He npumeHmytoun posti TEOpETHKiB, BAPTO 3a3HAYUTH, 1110 BUPOOHUYE MUCTELTBO — TBOPUU (PEHOMEH,
SIKMH 3a1I09aTKyBaJM XydOKHUKH. AHaNI3 TEKCTIB TEOPETUKIB BUPOOHMYOTO MUCTEITBA 3aCBiAUY€E, IO SIKIIO
B (hopMyBaHHi COLIOKYJIBTYPHHX MPOOJIEM TEOPETHKH SBHO BUIIEPEHKATIHN XyIOKHUKIB, TO Y (hOpMYIIIOBaHH1
BJIACHE TBOPUYHUX MPOOJIEM TAKOTO BUIEPEIDKEHHS MPAKTUYHO He Oyino. OCHOBHI TBOpUi MpodiemMu chopmy-
JIIOBAJTM ¥ BUPINIIIIN Ha TpakTuill XyaokHukH ([Ipoxomayk, 2011, c. 159).

Tax po3noyaBcst «TpruOyHHO-TIIAKATHHIT», 32 BUCJIOBOM OJIM3BKOTO /IO KOHCTPYKTHBICTiB kpuThka H. Uy-
xkaka (1923, c. 21), nepion po3BUTKY (QyTypuU3My, IIIO 3aMiHHB Iepiof JabopaTtopHO-(hopMaTbHUH, SKHM,
CBOEIO 4eproro, OyB 3aMiHEHHH NepioJIOM 3IUTTSI MUCTELTBA 3 BUPOOHULITBOM. 3a3HaueHa nepionusaris, 3a-
MIPONIOHOBAaHA KPUTHKOM Yy 1923 p. Oyna 10BOMI BIyYHOIO 1 MPAaBHIIBHOIO 38 XapaKTEPUCTHKOIO PO3BHTKY
MHCTEIITBA aBaHTapy BiJl GyTypH3MY 10 KOHCTPYKTHBI3MY.

1" B ykpaiHCBKiif MHCTELbKI KPUTHI TEPMiH «KOHCTPYKTHUBI3M» BHKOPHCTOBYBABCSI BEIBMH PIIKO, MPUHAWMHI
10 1929 p. YV BxuTKy OyB TepMiH «BUPOOHHYE MUCTELTBOY, SIKMH IMO3HAYaB OpraHi3alio modyTy HOBOI 70O 3acobaMu
mucTenTBa. TepMiH «KOHCTPYKTHBI3M 3/1€01IbII0T0 QIirypye B myOmiKarisx, NpUCBIYeHUX TUTaHHAM Tearpy (COKOIIoK,
2011, c. 124-125).

2" TomibHi KOHIEMIIIT XyT0KHBOT JECTPYKITil Ta aHTUMUCTEIBKI 3aKIMKH, y SKHAX TOBOJI TOYHO BiZOOpPaKa€THCS
pociiicbka Bepcisi KOHCTPYKTHBI3MY, JpyKyBaJid yKpaiHchbki BuganHs «Cemadop y MaiiOytae» (Kuis, TpaBens 1922)
ta «Karadank HckyccrBay (Kuis, rpynens 1922), a npaus O. Tana Buiiuuia gpykoM y Teepi B TpaBHi a0 B »KOBTHI
Toro camoro poky. Uu mir manidect O. [aHa 3 Takoo IIBHAKICTIO MOMOJNATH BEIHKY BIACTaHb i micTarucs no Kuesa —
nutaHHs putopuuHe. Otrxe, sk 3aneBHsie gocuiaHuk O. Inpaunpkuit (2003, c. 372-373), 3HalloMCTBO YKpaiHCHKHX
muTIiB 3 MaHipectom O. [aHa € Mano HMOBIpHUM, i BUHSTKOBI paBa Ha JiJEPCTBO B TEOPii KOHCTPYKTHBI3MY HE BapTO
TIPUITUCYBATH POCISTHAM.
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VY1im pocmigauk A. CTpUraiboB BBaXae, M0 Ja00paTOpHU Tepiof] KOHCTPYKTHUBI3MY OyB HalliHTEHCHB-
HIIIAM Y POKH «ILIAKaTHOTO» Mepiofy paasHcbkoi Biaau (mpubmm3ao 1918—1921 pp.) i HaBITH MPOIOBIKYBaBCS
B TIEPIOJ «3JIUTTS MHUCTELTBA 3 BUPOOHUITBOM». BiiacHe, BiH MOBHHEH NPOAOBKYBATUCS MOCTIIHO, — CTBEp-
JDKy€ HayKoOBellb, — TOMY IO mpodeciiiHa QyHKIisS XyIoKHUKA 100 «BUPOOHHIITBA» B MPUHIIMII TTOBHHHA
MarH JIMIIE «J1a00paTopHO-TBOPYHID) XapakTep: GOPMOTBOPUYHIA, IPOCKTHHIA, EKCIIEPUMEHTAILHO-BUPOOHNYNI
(Crpuranes, 1991, c. 134).

MuctentBo 1920-x pokiB BHCYBajO HOBI <«CKHTTEOYMIBHUYI» 3aBmaHHS 1 mporpamu. llicms peBomrorii
1917 p. Taka TeHIEHIIis, 3BUUAiHO, TOBUHHA OyIia 3MIITHUTHCS, PO3IIUPUTHCS T4 OOHOBHUTHUCSH, 3 OPIEHTAITIEIO
Ha aKTUBHY y4acTh y OyliBHUIITBI HOBOTO JKUTTS, 3 HAXIIOM Yy OIK YTHIIITApPHOCTI.

3acaJIHUYMMH B MipKyBaHHSAX PO MUCTELTBO CTAIOTh CXeMaTHYHO-aNPiOPHi YSIBJICHHS PO COLiaiCTUUHY
PEBOITIOLIIO Ta TposieTapiar sk kiac. PagukanbHuid BapianT (GopMyITIOBaHHS MPOOJIEeM MUCTENTBA Ta KyIbTYpH
3 TIOIIIsAY Micii posieTapiary sik kiacy 3anpononysas O. borJaHoB, MPOBIAHUI AisT4 COLIAIICTUYHOTO PYXY, Ta
b. ApBaroB — HaykoBwuii ciiBpo0iTHUK [Iponerkynsty Big 1918 p., inei axoro mommpuiucs i B Ykpaini. HazBani
TEOPETUKH PO3POOIISIIN €CTETUKY JOMUTEHOCTI, (PYHKITIOHYBaja KOHIIETITS COIiaaTbHOTO 3aMOBJICHHS.

TBop1i BUPOOHHYOTO PyXy, MO CYTi, K i (hyTypHCTH, HaJIEKAIU JO TOTO COLIATBHO-KYJIBTYPHOTO TIPO-
LIAPKY, Y MPEACTABHUKIB SIKOTO Pe3yJbTaTh JIOACHKOIO TeHid 1 3aB35TO1 Ipalll Ha 3acafax TeXHIKO-HayKOBOTO
MHUCTENTBA BUKJINKAIOTh HE JIMILE TIOBary, ajie i mouyTTs ocoOiauBoi ecteTHyHOl npusi3Hi. Lleit MoMeHT, Ha
HaIlly TyMKY, € BaxnuBuM. O0pa3u MailOyTHHOTO JKUTTS, SIKi BOHH COO1 YSIBIISUIH, — 11€ KAPTUHH 1HIYCTpiaibHO-
IO CYCHUIbCTBa, HEOYBAJIOl 10 TOTO TEXHIKUA W CTBOPESHHS KUTTEBOTO CEPEOBUINA Jroei. BoHu — cydacHuKH
PO3BUTKY YpOaHICTUIHOTO TOOYTY, Ti, XTO OyIy€e CBOI MPOCKTH KXUTTS, IEPETBOPECHI MOTYTHIMH TEXHIYHUMHU
nocsarHeHHsAMHU. OJIFH 3 afIeTITiB BUPOOHNYOTO PyXy B YKpaiHi, MPeACTaBHUK JTITEPaTyPHOTO KOHCTPYKTHBIZMY
Banep’sn Ilomimyk (Bimomuit mix riceBgoHiMoM B. COHIBIT) TYMaHICTUYHO OOTPYHTOBYBaB KYJbT TEXHIKH:
«B3aeMHMI pUTM JTIOAWHM 1 TEXHIKH, SIKUH CKIaJa€ThCs B 1HIY, HOBY, OUTbII CKJIQAHY 1 TapHY XBHJIIO, SIK rap-
MOHII{HI 3BYKOBI TOHHM B aKOpj, — TaK Iije po3BUTOK JitojcTBay (CoHIpit, 1929, c. 155). Ao xk, HanpuKiai,
BUCIOBTIOBaHHA noeta-pyrypucta M. Cemenka (1928): «3podutHcs iHxeHepaMu, OyIiBHHYAMHE, MaiicTpaMu
B MHCTEIbKIH TBOPUYOCTI, 1100 30yayBaTu «MicTa MaiOyTHBOTO» — OCh CydyacHa MpoOJeMa MpoeTapchbKOro
MHCTEIITBA, OCh CaMe TIPoJIeTapChke MUCTEIITBOY (C. 51).

3 HOYaTKOM HOBOi €KOHOMIYHOI IOJIITUKM CTBOPIOETHCS AEpKaBHA Iporpama BUPOOHMYOI MpONaraHiu
(1921), y sakiii akTMBHa pojb BigBoAMsIAcS XyAokHHKaM. B Ykpaini 3 1922 p. mopymryBajocsi TMTaHHS TPO
MiATOTOBKY MUCTELBKUX KaJpiB, CIIPOMOKHHUX BUPILIYyBaTH MpobieMu BUpoOHIYOro MucrenTsa. Hapkomocom
YPCP 6yno copMynb0BaHO KOHLEMII0 OCBITH, PIOPUTET HAJaBaBCA 3B’S3Ky MHCTELTBA 3 MaTepialbHUM
BUPOOHHUIITBOM Ta HOBUM 11OOYTOM. BiITIOBITHO /10 BUMOT PajissHCHKOT MApTIHHOT 1/1€010T11 HABYAJIBHHI MPOLIEC
y KuiBcbkomy xynoxxaboMy iHCTHTYTI (KXI) Oyrno cripsiMoBaHO Ha MiATOTOBKY CHEMiaiCTIB XyA0KHbO-TEXHI4-
HOTO HampsiMy, IO BimOyBajacs B TICHOMY ITO€IHAHHI TEOpPil Ta MPAKTHKHA HABYAHHS 13 COIiaTbHIMHE 3aMOB-
JICHHSIMM yepe3 BUpoOHUUi MaiicTepHi. KepiBHMLITBO Ta BUKIAAALbKUI CKJIaJl HAaBYAJILHOTO 3aKJaly CTaBHIIU
3a MeTy nocartu piBHs bayray3sy. s 3ailicHeHHSs nepeOyioBH HaBYAIbHOI porpaMu OyJo OroJiomIeHO Bce-
COIO3HUM KOHKYPC 1 3alIPOLIEHO HU3KY YKPATHCHKUX 1 POCIHCHKUX XY/IOKHHUKIB-TI€AAroriB, MPeACTaBHUKIB Pi3-
HUX MHUCTEIBKHX HANpsMIB aBaHTap.y, SIKi 4aCOM BUIIEPEKAIN CBOIX €BPOMEHCHKUX CYYaCHHKIB Y MOIIyKax
HOBOI MtacTu4HOl MOBH XX cT., Takux sk K. Manesuu, O. boromasos, B. Mesep, B. [Tanemos, B. Tatmin,
M. Tpsckin (Ilpoxomuyk, 2017, c. 89). OcobmuBoro 3aciayroto KXI 1920-x pokiB Oyio CTBOpEHHS HiTKOI 00-
IPYHTOBAHOT METOAMKH BUKJIANaHHS (pOpMaNbHO-TEXHIYHUX JUCIUILTIH (Tak 3BaHUi (oprex). MeToro 1poro
Kypcy OyB PO3BHUTOK y CTYICHTIB 3HaHb ()OPMHU HAa OCHOBI aHAJITHYHO-KOHCTPYKTHBHOTO METOMY, BUBYECHHS
CJIEMEHTIB, 3 SIKUX CKJIQJAETHCS XyTOXKHs (hopma.

BupimieHHst BUCYHYTHX 3aBJaHb MOTPeOyBano HOBOI MeTonoJorii. OfHUM 13 mepiuux ii MpakTUYHUM OII-
pamtoBaHHsAM 3aiHsBcs Bomogumup TatniH, sikuil 3po0MB KapAWHAIBHI KPOKH B iCTOPii KOHCTPYKTHBI3MY.
[epumit — nepexig 10 «poOOTH 3 peaNTbHUMHU MaTepiajaMuy, IPYTHid — JI0 «KOHCTPYKIIiD», XyI0XKHBO 1 yTH-
mitapao 3Hauymoi «Bexi III [arepramionanyy». B. Tatnin y po6oTi 3i cryaearamu KXI Ha mpuxitami BIacHUX
KOHCTPYKTHBICTCHKHX KOMIIO3HUITIH 1 AM3aifHEPCHKHUX TIPOEKTIB JEMOHCTPYBaB BipTyO3HE BOJOMIHHS TEXHIKOIO
00pOoOKH PiI3HOMAHITHUX MaTepialliB, 3aKIMKaB JI0 BIPOBAKEHHS TBOPYOTO IMiIXOAY B YCi C)epu TOTOYaCHOTO
oOyTy, 110 CTAJIO MPSIMUAM PE3YJIbTAaTOM 3alliKaBIECHOCTI KOHCTPYKTHBICTCHKOIO €CTETHUKOI0. XYJOKHUK TAKOK,
MPALIO0YH HAJ[ TPOOJIEMOI0 CUHTE3Y TEXHIKU Ta KUBUX 1CTOT (3HAMEHHUTOI KOHCTPYKTUBICTCHKOT KOMIIO3HIIIT
«Jleratniny), BUNEpENB PO3BUTOK «O10AM3aliHY», 10 OTPUMAB BU3HAHHS i ITMPOKE 3aCTOCYBAHHS HAIIPUKIHII
XX ct.

ExcriepuMeHTanpHi Ta XyqOKHBO-KOHCTPYKTOPCEKI poOoTn Bacums €pmuioBa CTOSTh HA OMHOMY piBHI
i TBOpamu B. Tarmina, JI. Jlucunpkoro, O. Pomuenka. XymoxKHHUK 3BepHYBCS 0 apXiTEKTOHIYHUX «ITIKTOPEIhE-
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(hiB», CHHTE3yI0UH B HOBHX XYIOXKHIX (JOpPMax €CTETHKY KOHCTPYKTHBI3MY. B. €pMHIIOB 10CHTIIKYBaB )KOPCTKI
(hakTypH, B3a€MO3B’SI30K NMMPOCTUX €NIEMEHTIB ()OPMH, 3’ €JIHYBaB iX Y KOJIOPOBI KOMITO3HIIi1, BU3HAUaI0uu (op-
MOTBOpPYY pojib KokHOTO 3 HUX. Bacunp Cemmsap (1929) Bucoko ouinroroun TBopuicTh B. €pmuiona, 3a3Ha-
unB: «EPMINOB — XYIOKHUK-BUPOOHHK. oro MycsTh BUKOPHCTATH 3aBOJHM, SIK BUPOOIAIOTH pedi. Bin Mosxe
3aKIHYUTH BCEPEAMHI apXiTeKTypy — 3poOMTH MeOIi, ONpaIfoBaTH MypH, HaJaTH Tak HeoOXiJHO MPUEMHOTO
1 TITIEHIYHO-3I0POBOTO BUIVISAY ToMermkaHHio» (c. 157). Ckymsntop beprapn Kparko Takox Bim3Ha49aB IH-
00Ky (pyHKITIOHAIEHICTH TBOPYOCTI B. €pMuioBa i BBakaB MUTIISI €IMHAM B YKpaiHi XyT0)KHHKOM-KOHCTPYK-
TOPOM, SIKH 0OpMITIOE HOBHI 1TOOYT. «HaBpsi uum 3HaineThes Ha YKpaiHi, a To 1 B istoMy Coro31 XyJ0)KHUK,
SIKUA MUCITUB OM HACTUTBKHM K MaTepialiCTUYHO, SIK BiH, HACTLUIbKH OyB OW 3B’s3aHUi 3 100010. S 3HAHOMUIA
3 pobororo €pminioBa Haj 3BHYaiiHOI0 TabypeTkoro. L{inoro Hu3koo TabypeTok, 3 SIKUX KO)KHA Ja€ HOBUI KOH-
CTPYKTHBHHUH [TOYATOK JIepeBo0OpoOuoMy MucTenTBy. HanzBrnuaitHo ekoHOMHO (B MaTepisiii i pobodomy vaci),
a pa3oM 3 THM KPacHBO, HOBO i XynoxkHb0o» (Kpatko, 1929, c. 159).

Konmemnii BUpoOHUYIOTO MHCTENTBA BiACTOIOBaNa AcCOIliallis PEeBONIOMIHHNX MUTIIB Ykpaiaum (APMY
1925-1932 pp.), sSKa BUpI3HIACS 3HAYHUM PO3MaxoM TisTbHOCTI, Masia cBoi dinii B Kuesi, Xapkosi, Oxeci,
Karepunocnasi # inmmx mictax. B Acomianii rypTyBanmcst Xyqo)KHUKA aBaHTapay — M. boiiuyk O. boromasos,
B. €pmuios, B. Memnep, B. [Tanemos, O. XBocTeHKO-XBOCTOB 1 Oararo inmmx. O0’eTHAaHHS OXOILTIOBAIIO ITH-
POKHH [iana3oH TBOPYUX YIOA00aHb 1 IPYHTYBAJIOCs, 3 OMHOTO OOKY, HAa «MapKciBChbKoMy cBiTormsiai» (Bpona,
1926, c. 89), a npyroro — nependavano «MOMMPEHHS MUCTEIHKOT POOOTH Ha OpraHi3alliro BCiel MarepiaabHOT
KYJBTYPH HOBOTO CYCITIIbCTBA (apXiTEKTYpa, MeOJIi, TOCY/l, TKAHUHU: OJI12K, KWJIIMMHU H 1H.), Ce0TO MaKCUMAaJIbHOT
IHAyCTpiami3allii MECTEITBA, IO IUTKOM 3aHea0ana monepeaas Oyp)Kya3Ha eCTeTHKa 3 11 KyJIbTOM CTaHKOBI3MY
sk BHIIO1 (hopmu MucTenTBay (Bpona, 1926, c. 91). Lle 06’ eanyBanio APMY 3 inessMu BHPOOHHYOTO PYXY.

KoHcTpykTHBicTH BUCYBaIN Iepen cOOOI0 IpaHAiO3HI 3aBJaHHS CTBOPUTH NPAKTUYHO HOBE MPEAMETHE
cepenosuiie. OCHOBHUI IPOSIB KOHIETILIF KOHCTPYKTUBI3MY B YKpaiHi BUSBUBCS Y IPOMHUCIIOBIH rpadiui, oco-
0J11MBO B TN3aiiHi KHIKKOBO-)KYpPHAJIBHOT OOKJIaIMHKH, e aKTHBHO 3aCTOCOBYBAJIACS KOHCTPYKTUBHA CXEMaTHY-
HicTb 300paxkenHs (C. [opauncekuii, B. €pmunos, I1. Koexyn, B. Kpuueschkuii, [. [Taganka, A. [letpunbkui,
A. CrpaxoB T1a iH.), y TearpaibHO-aekopamniitnomy muctentsi (O. Excrep, B. Memiep, A. XBocTeHKO-XBOCTOB,
A. Tlerpunekwmii, b. Kocapes, I. I{anok), B opopmiierni peBomomiitaux cBst (B. €pmuios, A. IleTpurbkuid,
C. Hikpurin, 1. PabinoBud Ta iH.), y MpoeKkTyBaHHI 00’ €KTiB CepeIOBHINA, MATUX apXiTEKTYpHHUX (HOopM, MeOITiB,
iHTEep €piB, a TAKOXK JIITEPATypi H MY3HIIi.

InrencuBHO po3BuBanacs cdepa MICbKOro Au3aiiHy (apXiTekTypa Maiux (opm), ska Oyna MoB’si3aHa
3 0()OPMIICHHSIM CBSIT 1 PI3HUX MAcOBHX JIIHCTB, 3 IPOAAXEM ariTaliiHol nepionuyuHoi gditeparypu. Lle Hacam-
niepes; OyJIM TIEPEHOCHI CBATKOBI YCTAHOBKH, €CTpajau, Kiocku i iH. [lopsia 3 THMYaCOBUMH ariTyCTaHOBKaMU
3’ BJISUTUCS COIIiaIbHI 3aMOBJIEHHS 1 Ha CTAI[lOHAPHI TPUOYHH — TyMOH 3 BUCIIOBAMH 32 IJIAHOM MOHYMEHTAJIb-
Hoi ponaranau (IIpoxomayk, 2017, ¢. 92-93). OdopMIICHHS MICT IO PEBONIOMIMHNX CBATKYBaHb, PSICHO TIPH-
KpalieHi 0apBUCTHMH JIeKopatlisiMu OyiBiIi, MaiJaH!, CKBEpH, ariTailiifiHi murty rnepey Gpadprukamu, 3aBoJaMH,
3rOJIOM MPU3BEZE A0 IEBHOTO BIIKPUTTS B JU3aliHI MiCBKOTO CEpeIOBHUILA.

VY €spomni BupoOHMYA MpodiemMaTHKa He Oylia IPUHLMIIOBOIO, BOAHOYAC BOHA CHHXPOHHO iCHYBaJIa 3 IO-
Ii0HOI0 TPOONEeMAaTHKOI0 B YKpaiHCBKOMY MHUCTENTBI M Oyiaa MPOJOBKEHHSM aBaHTapAHUX EKCIIEPUMEHTIB
3 PO3YMHEHHS KOPJIOHIB MK MUCTEI[TBOM 1 KHTTSIM.

BucnoBknu

OTxe, BHACIIIOK aHaJIi3y COLialbHO-KYJIBTYPHUX Ta 1ICONOTTYHUX TepeIyMOB pOpMyBaHHs KOHCTPYKTH-
Bi3MY YTHIIITAPHOTO MEPioly Ta BIUIMBY TEOPETHYHHUX KOHIIETIIIH Ha CTAHOBJICHHS HOBOT MPOEKTHOT KYJIBTYPH
B YKpaiHi, MOKeMO 3pOOUTH HU3KY y3arajibHIOIOYUX BUCHOBKIB.

1. ¥V muctenTsi 1920-X pokiB pi3K0 MPOTHUCTABIISIOCS HOBE MECTEIITBO — CTAPOMY, Cy9IacHE — MUHYIIOMY,
KOJIEKTHUBHE — 1HAMBITyaIbHOMY, IEKOPATUBHE — CTAHKOBOMY, BUPOOJICHHS pedueil — MUCTEITBY i, K HE mapa-
JOKCAJIBHO, CaMe >KUTTS — MUCTELTBY.

2. BupoOnuuuii pyx BHpiC Ha HUBI HPOJETKYIBTIBCHKHX IOIIYKiB, HAa 30JMKEHHI MUCTEUTBA Ta HPO-
MHCIIOBOCTI, HaOyBIIN KJIACOBOTO 3abapBieHHs. BiH reHeTH4HO 06arato B YoMy MOB’sI3aHUN 3 aBaHTapAHOIO
CBIJIOMICTIO, Y TEOPIT 1 IPAKTHUI[l SKOTO 3aPOAMIUCS TeHJICHIIIT 10 MPEJAMETHOCTI W TEXHOJIOTI3allii XyI0KHbOT
TBOPYOCTI.

3" lluTyBaHHS MOAAIOTHCSI MOBOIO opurinamy — LIT.
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3. Impycrpiani3m, SsKUi TPU3BiB 10 BTpaTu 00pa30TBOPUOCTI B MUCTEIITBI, CIIPUSB 3HAYHOMY PO3BHUT-
Ky MarepiallbHO-(OpPMAaIIbHOI KyIbTYpH KUBOMUCY. [Iporpec Haykn # TeXHIKH BioOpa3wBCsS B MUCTEITBI
MparHeHHsIM 70 HayKOBOi 00’ €KTUBHOCTI Ta /10 €KCIIEPUMEHTY.

4. Teoperuku BUPOOHWYOTO Pyxy OyiaW 3aHAATO MPETEH3iWHI 13 CBOIMH iJiesMH, aje B JOBOJI He-
cTabibHy 100y BUCYHYJIM HU3KY TIIOOANLHUX MPOOeM: MpolieMy TEeXHIYHOT peBOIIONIT Ta HiJIiCHOT co-
miaJapHOI opraHizarii KUTTsA. Teopis 3a CBOEIO CYTTIO Oyiia Habarato MIMOIIO 3a €CTETUYHI Ta XyIOKHI
MIOIITYKH.

5. KoHCTpYKTHBI3M yTHIIITApHOTO MEPioAy, HAPOHKEHHI PEeBOITIOMIHHOO 10000, TIOKIaB B OCHOBY —
1 B iICH{HO-TEOPETHYHOMY, i B XYOKHBO-IIPAKTHYHOMY IIJIaHi — (YHIAMEHT JJIsi CTAHOBJICHHS! HOBOT IIPO-
€KTHOI KyJbTypH, TOOTO AM3aliHy, if 0araro B YoMy BU3HAUYMB MaiOyTHI LIUISIXU OTO XyJOXHBOTO PO3BUTKY.
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[esb uccneq0BaHUSI — OCMBICIIUTH COIUAIBHO-KYJIBTYPHBIC, HICOIOTHYCCKUE MPEANOCHUIKH ()OPMUPOBAHUS
KOHCTPYKTHUBHM3Ma YTHWJIMTAPHOIO II€PUOJIA, OCBETUTH BIMSHUE TCOPETUUECKUX KOHIIEIILUM HA CTAHOBICHUE HOBOU
MPOEKTHOU KyJBTYpbl B YKpanHe. MeTo1010rnueckoil 0CHOBOM MCCIIeIOBaHUS SIBIIETCS CUCTEMHO-UCTOPUYECKUAN TTOIXO0T
K M3yUYEHHIO MTPEIMETa UCCISTOBAHNS B KOHTEKCTE TEX SBICHUH U MPOLIECCOB, KOTOPBIE NMENTN HANOOMbIIee BIUIHNC Ha
Hero pa3ButHue. Mcnoap30BaHO COBOKYITHOCTE TPAaIUIIMOHHBIX HCCIEIOBATEIIECKIX METOOB H ITOIX0I0B (MHIYKIINH,
HCTOpHU3Ma, CHHTE3a, KOMIUICKCHBIA MEKIUCIUTUTMHAPHBIA U CUCTEMHBIH ITOIXOIBI), TIO3BOJISIFOIINE C OONBIICH Mepoi
TTOJTHOTHI ¥ JOCTOBEPHOCTH OCBCTUTH HEOJHO3HAYHYIO KAPTHUHY CYIIECTBOBAHUS KOMIUICKCHOTO 00BhekTa. Hayunas
HOBHU3HA CTaThbU COCTOUT B OMpENEIEHUU MECTa U POJIM UCKYCCTBAa KOHCTPYKTUBU3MA YTHIIUTAPHOTO MEPUO/IA, TEOPUId
IPOM3BOJICTBEHHOT'O JIBKYKEHHUSI B IEPEOPUEHTALIMH XyIO)KECTBEHHBIX IIPOLIECCOB (pOpMOOOPa30BaHHS U3 IPHEMOB BHEILIHEH
CTIJIM3AINH Ha MIPHEMBI KOHCTPYHPOBaHUA. B cTaThe BHUMaHNE aKIIEHTHPOBAHO HA UCCIEJOBAHUN XYJ0KECTBEHHBIX
mporeccoB 1920 —nagana 1930-x romoB B YkpanHe B IEPHOJ CTAHOBICHHUS OCHOBHBIX (HOPMOTBOPUYECKUX HANIPABICHHIA,
KOTOpPBIC B IPOIIECCE XYI0KECTBCHHBIX IKCTICPUMEHTOB ¢ (POPMOI BHIXOAMIIN B peaabHOE MpocTpaHcTBO. OTMeueHa
YHUKQJIBHOCTB XYI0KECTBCHHBIX IKCTICPIMEHTOB (CBOETO poja MPOTOAN3alH), KOTOPEIE CTald PYHIAMEHTOM IS
ourmaapHOrO coBeTcKoro uckycctBa 1920 —Havana 1930-x romoB, 0003HAYCHHBIE ONPEICICHHBIMU 0COOCHHOCTSAME U HE
HUMCHOT aHAJIOI'OB B eBpOHeﬁCKOM HCKYCCTBE. BI)IBOI[I)I. B KOHCTPYKTUBU3ME MMPUKIIAAHOTO IIEPpUoJa MpeaAMETHOCTh CTalla
YHHUBEPCAJIbHBIM IPUHINUIOM (HHCTPYMEHTOM) MOJICIMPOBAHNS HOBO PEabHOCTH — M Ha XyJA0XKECTBEHHO-3CTETHYECKOM
YPOBHE, ¥ HA yPOBHE MParMaTHIECKOM, OPUEHTHPOBAHHOM Ha IEPECTPOIKE YTIIIUTAPHOTO Cpeibl. TeopeTHueckne KOHIICIINH
TIPOM3BOJICTBEHHOTO IBIKCHHUS MTOJIOXKIITH B OCHOBY — M B HIICHHO-TEOPETHIECKOM, U B XYIOKECTBCHHO-TIPAKTHIECKOM
IUTaHe — QyHIAMEHT s OyIymiero Au3aiiHa B YKpauHe.

Kurouesvie cnosa: MCKyCCTBO aBaHTap/a, IPOU3BOACTBEHHOE UCKYCCTBO, YTHIUTAPU3M, a0CTPAKTHBIA HHKCHEPH3M,
(hopmMooOpazoBaHKe, XYI0KECTBEHHO-IIPOCKTHOE TBOPUCCTBO
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ON THE DEVELOPMENT | 2PhD in History, Senior Lecturer,
OF DESIGN IN UKRAINE | ?National Forestry and Wood-Technology University
of Ukraine, Lviv, Ukraine
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of the Kyiv National University of Culture and Arts”,
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The purpose of the article is to comprehend the socio-cultural and ideological prerequisites for the formation of
constructivism of the utilitarian period, to highlight the influence of theoretical concepts on the formation of a new project
culture in Ukraine. The basis of the research methodology is a system and historical approach to the study of the subject
of research within the context of those phenomena and processes that had the greatest impact on its development. A set of
traditional research methods and approaches (induction, historicism, synthesis, complex interdisciplinary and systematic
approaches) is used, which gives the opportunity to reveal the ambiguous picture of the existence of a composite object
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with a greater degree of completeness and reliability. The scientific novelty of the article consists in determining the place
and the role of Constructivism art of the utilitarian period, its theoretical concepts in the reorientation of the artistic form-
creating processes from external stylization to construction techniques. To reveal the topic, the attention is focused on the
study of artistic processes in the 1920s and early 1930s in Ukraine during the formation of the main form-creating trends,
which in the course of artistic experiments with a form went out into real space. The article emphasizes the uniqueness of
artistic experiments (a kind of protodesign), which became the foundation for the official Soviet art of the 1920s and early
1930s, and are marked by certain features and have no analogues in European art. Conclusions. In the art of Constructivism
of the mentioned period, objectivity has become a universal principle (tool) for the modelling of a new reality — both at
the artistic and aesthetic level, and at the pragmatic one, focused on the reconstruction of the utilitarian environment. The
concepts of industrial art, born by the revolutionary era, have laid the foundation — both ideologically, theoretically, and
in artistic and practical terms — for the future development of design, and have largely determined the future processes of
art development.

Keywords: avant-garde art, “industrial art”, utilitarianism, abstract engineering, form-creating, artistic and design activity
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The purpose of the article is to understand the synthesis and cautious term system of specific artistic features of an
advertising poster at every stage of the stylistic evolution for the effective practice of modern graphic designers in creating
a variety of advertising images by stylisation. The research methodology is based on the use of systematic art review,
stylistic, and comparative analysis of artistic advertising products of the 1870s-2010s to determine the evolution of artistic
styles of commercial advertising posters. The scientific novelty of the study is to conduct a comprehensive analysis of
advertising posters over the specified period to learn the development of their visual language as a system of artistic and
figurative means, and swipe files for modern graphic designers to implement stylised advertising graphics following each
artistic style. The article describes typical signs of advertising posters at each historical stage with the following components
of the graphic design project: composition, the principle of stylised image, colour, typography, and the effects of applying
technical resources at each new stage. We have provided examples of modern stylisation for advertising posters following
the styles of previous eras. Conclusions. In the general cultural and historical context of the epoch, an advertising poster
represents typical features of the artistic style of each historical period. The study of these features and mastering the
stylised skills of style patterns after each specific period gives modern graphic designers the chance to develop variable
brand visual systems.

Keywords. advertising poster; composition; colour; typography; stylisation; artistic style; advertising image

Introduction

Throughout the evolution of the artistic culture of society, the graphics of advertising posters as a com-
ponent of its system were naturally influenced by the artistic styles that dominated from period to period. The
style of advertising aids has changed over the past 150 years since advertising grew to a professional venture.
The modern advertising industry is constantly updating and searching for the most effective means of influenc-
ing the recipient, including graphic ones. So, today a popular method of idea visualisation is the use of studio
photographic images, carefully processed in graphic editors and, is less often, 2D and 3D graphics. However,
any popular trend that is actively used in advertising materials gradually becomes ordinary and does not make
the expected impression on the audience. Therefore, the search for various visual techniques and stylisation is
an essential task of a graphic designer.

One of the methods of a diversity of artistic language is stylisation — creating an image of a particular ob-
ject or group of objects that are depicted by generalisation, discarding insignificant details, changing the shape
exaggerating particular design, proportional and colour qualities. Simplification, generalisation and colour
layout are based on current artistic parameters and the implementation of sociocultural requests of both the
customer and consumers. It requires the graphic designer to have the skills to reproduce a particular style and,
accordingly, to know special style features of advertising products. Besides, some companies’ advertising and
image materials are stylised after a particular artistic style, which is part of their permanent brand. In other
cases, stylisation is used in an advertising campaign for one or two seasons.

© Iryna Udris, Natalia Udris-Borodavko, 2020
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Graphic designer’s job expectations require a study of the style evolution of promotion materials in the
period from the 1870s to 2010s and a generalised representation of the main artistic characteristics.

The outlined problem in the aspect of determining the features of styles is covered mainly in the profes-
sional, research, reference and educational literature. In particular, distinct aspects of stylistic evolution are
discussed in the corresponding articles of V. Vlasov’s dictionaries thoroughly (Vlasov, 2004—2010). The vast
majority of sources concern the analysis of specific artistic styles, for example, the monographs of V. Sarabianov
and Ye. Andreieva. Various aspects of the formation and development of poster art in the context of their re-
search interests take place in the works of M. Selivachov, I. Bondar, L. Sokoliuk, O. Noha, Y. Biriulov, H. Skli-
arenko, V. Danylenko. A descriptive analysis of styles in graphic design from the standpoint of modern design
experience is presented in an illustrated compendium by English researchers S. Heller and S. Chwast. The thesis
research of A. Budnyk is devoted to the stylistic features of the Ukrainian Constructivism poster, O. Zalevska’s
research is devoted to Postmodernism poster. Genre varieties of the poster are considered, in particular, in the
articles of V. Hryshchenko (2011) and A. Andreikanich (2013). Stylistic issues of the modern poster are covered
in the publication of N. Sbitneva (2007).

The analysis of stylistic trends in the poster genre partially concerns the advertising field, since at the first
stages (the end of the 19th century — the beginning of the 20th century) it was advertising posters that demon-
strated the characteristic features of the artistic culture of that time. There are few publications on the analysis
of advertising products. Thorough work is the research by O. Olenina (1998) and S. Pryshchenko (2019), as
well as several articles, including T. Prymak’s study (Prymak, 2011). At the same time, there are no theses in
precise system-based terms that can be used either as recommendations for practising graphic designers or for
their training.

The scientific novelty of the article consists in analysing advertising posters of the 1870s — 2000s in order
to understand the development of their visual component as a system of artistic and imaginative means and
swipe files for modern graphic designers in order to implement the stylisation of advertising graphics according
to each artistic style.

Purpose and research methodology

The purpose of the article is to define the synthesis and cautious term system of specific artistic features of
an advertising poster at every stage of the stylistic evolution for the effective practice of modern graphic design-
ers in creating a variety of advertising images. The synthesis is based on the analysis of the primary visual char-
acteristics of print advertising as a component of the artistic culture of the Euro-American society. The research
methodology consists of applying an empirical method, analysis and synthesis, comparison and generalisation
of advertising posters from Europe and America in the period 1870s - 2010s, which are freely available on web
resources. We emphasise that commercial advertising posters dedicated to the promotion of certain products and
services are subject to analysis.

Main research material

The formation of artful print advertising occurred during the transition to a new stage of progress in art.
For the previous periods, printed ads, flyers, price lists, posters were made as graphic products with ordinary
drawings in the technique, usually engravings. The style in advertising products occurred in the middle of the
19th century when advertising communication became mass-market and skilled. According to experts, style in
visual art is primarily a formal category (Sarabianov, 1989). Accordingly, the new graphic industry was involved
in general art movements and styles such as Modern, Art Nouveau, Secession, and the like. The variety of names
reflects the peculiarity of the stylistic then-orientations: the parallel existence of reciprocal influence in different
directions, and individual formal approaches domination (Lahutenko, 2006, p. 19). In this variation of the gen-
eral unity laid the basic foundation of the growing mobility and trend diversity within 20th-century megastyles.

Having become a self-existent type of visual art, the poster as a leading component of graphic design has
been developing following general artistic trends, forming its own formal and meaningful language. Advertising
products reflect the needs and tastes of a broad public audience directly and expressively, which determines,
among other things, an equally respectful approach to solving artistic and commercial issues. At each stage of
the development of the contemporary art, there is a process inherent in this artistic field of a certain “mass-pro-
duction” of current artistic solutions, stylistic guidelines, which can cause some criticism of the creative elite
and at the same time contributes to the popularisation of the style (Heller & Chwast, 2019, p. 10).
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In the modern information design environment, as already noted, when creating an advertising product,
depending on the needs of the customer, the target audience and author’s favours, techniques of retrospective
and historical stylisation are quite commonly used. The evocation of certain previous styles, trends, and so on,
combined with the necessary decorative and spatial stylisation of forms, gives expressiveness to works, which
determines the need to generalise the leading style parameters in the field of professional print advertising
within historical development.

During the study of the advertising industry and artistic analysis of advertising products, in particular
posters, we identified chronological periods before significant changes in advertising communication occurred.
They are related to the transformation of the advertising image as the primary communication structure in ad-
vertising, which is introduced in recent studies and publications (Udris-Borodavko, 2018).

We have ordered the style features of commercial advertising posters following the list of composition
features, means of ostmode (stylisation), backgrounds solutions, colouring, and typography.

The 1870s -1910s. Art Nouveau.

The first style that embraced all types of European art, design and advertising, in particular, was Art Nou-
veau. At the time of Art Nouveau, artists, designers, and architects tried to create a new aesthetic environment,
working in a unified manner. In printed advertising products, the visual features of the style are observed in
three directions, represented by different regions. Signs of Stile Floreal dominating in many European coun-
tries were the rejection of straight lines and angles in favour of natural lines, stylised images, and the decora-
tion with ornamental and patterned compositions. Among the visual sources of the style, there is traditional
Japanese woodcut, which became known in Europe in the last third of the 19th century. The idea and detail
source was based on organic, natural forms, mainly their parts: a flower, leaves or a bird’s wing, which is taken
as an independent object. “Natural” forms run through all levels of style — from the ideas of the “philosophy of
life”, man-nature orientation to favourite decorative motifs: swans, peacocks, butterflies and dragonflies, irises
and lilies, stylised outlines of clouds and waves, an elegant curl of long female hair, and so on. Objects and
phenomena of nature were usually interpreted through symbolical and mythological strains of Art Nouveau.
The leading approach to all compositional constructions was asymmetry.

The second direction was developed mainly in Austria and Germany; it had a different approach to orna-
mentation. There, notionally called geometric style, the decoration was provided with geometric forms, orna-
ments built on repetitions of modules, in more excellent favour of symmetry. Even though the Vienna style,
partly — German Secession, English “school of Glasgow” is concise and clear, and different from the “curving”
French/Belgian Art Nouveau, it is part of the style of that period. The third notable direction of the style was
the national romanticism of Eastern Europe, the creators of which followed the folk art of their region and in
some places on the varieties mentioned above; these trends are characterised, in particular, by Polish design.

. i ‘ A o : - | . : AN ..:A =) . . - - ’17 :

Figure 1. Art Nouveau Advertising Posters.
(From left to right) A. Mucha, J. Toorop, A. Privat-Livemont, A. Mucha
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Advertising posters made in the 1870s-1910s show in general the style belonging to Art Nouveau
(modern):

— the composition is asymmetric but mostly static in floreal and more close to symmetrical in the works of
secession artists; there is a contrast in the size of the main parts — the central figure is much larger, it occupies
a large part of the visual plane and creates a visual centre, the angles are mainly frontal, the point of view is
familiar to routine perception;

— three-dimensional figures are flat; toning is minimal, only conventionalised shadows; a line forms the
volume and intricacy of forms (fabric tucks, angels and planes of objects); a dark contour outlines the forms of
the composition parts, the line of which is dynamic, with thickening and thinning;

— the backgrounds are decorated with numerous lines, patterns, and ornaments typical of Art Nouveau;

— the colour is balanced, dominated by complex shades that are close to the colour wheel;

— copies are made in fonts developed and distributed at that time and used in other graphic design prod-
ucts. In posters, fonts are used quite harmoniously following the visual component. Sometimes the desire of
designers to attract more attention of the reader led to an excess of used fonts in text ads (each sentence is a
separate typeface), letter drawing, and so on. Most newspaper ads, as well as page layout in general, are with
a hint of aesthetic disharmony.

The 1920s — 1930s.

It is a period of coexistence of two styles: Interwar Modern, a variant of which was constructivism and Art
Deco. The innovations of the Bauhaus school of design had a huge impact on the overall aesthetic. The well-
known style of laconic geometric shapes, plain fronts, a combination of black-white-grey and blue-red-yellow,
and plain colour tint were manifested mainly in interior, object, and textile designs. The posters were full of
compositional dynamics, typographic experiments, and collages. The eccentricity of the new style was just
overaggressive for advertising products designed for the popular majority, and not for a narrow progressive
group of ideologues and their supporters. Therefore, advertising posters showed more features of the Art Deco
style, which imitated artistic and creative innovations but adapted for the perception of the general public.

Art Deco followed the traditions of the geometric Vienna Secession and German Jugendstil; they tended to
a combination of monumental heavy forms with sophisticated geometric decor; the synthesis of the main com-
ponents of the Interwar Megastyles as Cubism, Constructivism, Futurism; the use of graphic expressive forms
of “industrial design” (often the texture and style of fashionable “streamlined shapes” borrowed from the last
thing in motor-cars and engines). Rendering modernity, representatives of all areas of fine and decorative arts
were looking for a way to express the speed and pressure with which cars, trains, planes, radio and electricity
changed society and social relations.

The Art Deco style is characterised by plain forms and images, supreme simplification of forms when
drawing the real object, straight or broken-bent lines, decoration of planes with zigzags, triangles, circles, or a
complete lack of decor — clean, concise spot colours.

ITALIE VOYAGES

BMW

DER ALPENFAHRT

SIEGER

z DOUBLE MINT

RESTAUREZ-VOUS

WAGON-BAR

A PEU DE FRAIS

Aid Teeth
Breath-Digestion Daily
... Millrons fo |
|

Figure 2. Art Deco Advertising Posters

Advertising posters, which during this period became a design career field, demonstrated the style
belonging to Art Deco (Fig. 2):
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— the composition is asymmetric, enhanced dynamic; the number of image elements is minimal; the visual
centre focuses on a particular process or object in motion; sharp angles that are unusual for routine perception
(from below, from above), sharpened by perspective abbreviations;

— three-dimensional figures are extremely simplified to geometric laconism and flattened; there is no toning —
objects are either completely flat or drawn in volume for sharp-edged and accented areas of light and shadow;

—no decoration for backgrounds;

— the colouring is bright, rich; colours are contrast, somewhere a gradient between two colours or tones is
used (from light to deep);

— copies are made with fonts developed and distributed at that time and used in other graphic design prod-
ucts; the text becomes part of the composition and follows general guidelines, and is located in colour chips;
there are typography experiments when several fonts can be used in one poster, kerning changes (from a wide
area with a width of several letters to the letters overlapping against each other), tracking, text layout (vertical,
perimeter-wise, etc.);

— this technique is used as a collage, the effect of which is enhanced by the use of photographic images
along with the drawing, which is especially noticeable in the works of Ukrainian constructivists and the German
Bauhaus school.

The 1940s and 1950s. During this period, the development of European print advertising had an echo of
the traditions of artistic culture and the fine art of the last century. The message of European advertising encoded
mainly in graphic forms. The images took 90-95% of the total information plane. One of the leading places in the
overall process is won by American print advertising. In contrast to European advertising, product copies became
more critical in American advertising. America is a country of copywriting, and the tendency to fill posters with
large product copies also comes from the previous century.

Merry Christmas ... Have a Coke

ward Yourself | , =y /.
5&!&;1@%“9 of smooth smoking W/ g

smols fonger and finer and milder PILEMALE +o1it sparkles with energy
= : +as it brims with flaver|

Figure 3. Post-war Modern Advertising Posters

Style features of American advertising products of the Post-War Modernism design (Fig. 3):

— no clear layout and content of the composition, subject images dominate that is similar to still ads of family
or friends footage documentary video; hence, the image is cut by the edges of the pictorial plane; the number
of image-making elements is large, there is an environment (interior, creature comforts), where the story takes
place; the visual centre is mainly positive emotions of the characters, smiles, joy, etc.; the routine perception
angles; American posters also contain a lot of bodycopies;

— three-dimensional figures are drawn; they convey naturalistic light-shadow and colours, handles and tex-
tures of fabrics and materials. American and European advertising graphics are slightly different. European de-
signers preserved, at least partially, the artistic level of production: their projects have stylisation, artistic image,
graphic technique or a whole set. American advertisers paid attention to the maximum similarity of the image to
real objects and their realism, in general, the image is almost photographic;
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— there are no backgrounds, in and itself, the background is a field that is detailed and close to naturalism,
just like the characters;

— the colouring is bright, rich; colours are sharp for creating a positive impression and optimism that the
advertising messages;

— copies are made in fonts that were common at that time and used in other graphic design products; post-
ers often contained a mixture of 3-5 fonts and Egyptian typeface, the Roman typeface was used for handwriting
posters. Handwritten fonts generally prevailed, because they, according to designers of that era, on the one
hand, helped to create a positive mood in the audience, and on the other, gave ingenuity and dissimilarity to the
advertising products of competitors. But this “free” approach to typefaces borders on the lack of font harmony
and culture and is somewhat reminiscent of the period of the 1910s;

— style solutions for advertising products included cultural trends of those years as Pop Art, Comics, Pin
Up Art.

It is also worth noting that at the same time with the style mentioned above trends since the interwar years,
in some regions, there was a simplified realism movement, which was reflected in the advertising poster. Dur-
ing the war years and later in a number of countries, this movement led to a trend that in some studies is defined
as “Heroic Realism” (Heller & Chwast, 2019, p. 176).

The 1960s and 1970s. Late Modern as a Megastyle of the period.

This period was marked by the flourishing of the Swiss International Style in graphic design, which was
equally evident in a different field. However, other national schools played an important role in connecting
standard parameters with national features. It should also be noted that there was a certain distinction in ad-
vertising products: if the entertainment line has a bold abstraction from the real life, then the commercial and
trade direction had it.

VEGA SURE SHOT
ITS AWAGON N
AND THEN SOME.

Its thlng Can on

The ulurnate camera chmce

Figure 4. Post-War Modern Advertising Posters

In total, the following style features are outlined in advertising posters:

— the layout is made on a strict modular grid, in the image plane a lot of fields given to the free space, but
the background plays an independent significance, has changed from a secondary element on the equal com-
ponent with its expressiveness; there are symmetry and asymmetry, however, all mathematically balanced, the
number of component image elements minimal: the visual focus is usually the advertised object; the camera
angles are available on as close to the audience points of view, pointedly zoomed or typical for routine per-
ception;

— the use of photographic techniques and the possibility of high-quality photography with exposed light-
ing determine the dominance of photographic images in advertising products; they almost wholly replace
drawings;

— backgrounds are extensive and with plain tint;

— the colouring is bright, rich; colours are sharp, somewhere a gradient between two colours or tones is
used (from light to deep);
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— copies are made in laconic “pure” Modernist fonts like Helvetica, which is the main pattern of it. How-
ever, even though designers paid much attention to the font, it followed the information and graphic typesetter
of the product, without loading the viewer’s perception with its ingenuity and variety. This period was the flow-
ering of typography within the text layout on the page, the invention of the harmony of lettering and leading,
the balance between free and filled space;

— it is essential that with the help of photographic techniques, bright emotions were depicted — a face with
broad, energetic smiles was in the product shot.

The end of 1970s — 1990s. Postmodern.

The Modernist period with fixed layout, filled and free space proportion, and fonts, came to an end in
graphic design, in particular in advertising. The Postmodern paradigm in culture (art, literature, cinema, music)
inspired designers to break the established trends of the previous decade, try ambitious, eccentric and eclectic
experiments with styles, things, materials, handles and textures, colours, planes, and typography.

In the context of Postmodern interests in culture, advertising was interpreted by scientists and practitioners
as a component of culture; it has become interested not only in terms of its significance in the economy and
the search for effective methods to increase commercial benefits but also for artistic creativity — as an element
of everyday aesthetics, an influential factor in human lifestyle. Increasingly, the visual nature of advertising
affected artistic works or became the raw material for the latest collage and artistic techniques.

Figure 5. Postmodern Advertising Posters

Visual features of advertising posters are as follows:

— the composition is diverse and follows the basic principles of balance, contrast, rhythm; variations of
layout techniques “work” to provide the advertising idea; in general, dynamic and asymmetric compositions
prevail; hyperbolised elements can touch the fields of the artistic plane or be trim-sized;

— there is the ostmode of using photographic technology, and the possibility of high-quality photography
is being realised more and more fully thanks to the growing printing facilities. The 1990s brought significant
innovations in the visualisation of advertising ideas — this is associated with the introduction of computer sys-
tems and image editors. Pixel graphics and, most importantly, target effects, unusual shapes or combination,
decorating with artificial textures are the trends of the 1990s in creating original layouts;

— backgrounds are extensive and with plain tint; they are often decorated with combine textures — simple
ornamental or modular patterns of simple elements (circle, rhombus, segment);

— the colouring does not have precise characteristics, that is, it is diverse, corresponding to the characteris-
tics of the of an advertised object, corporate identity or advertising ideas, but thanks to digital printing, images
are reproduced in full-colour combinations;

— Modernist typeface design is applied for copies mainly. This is because advertising should remain read-
able and understandable for the majority of recipients - general public, and Postmodernism developed in the
art of spectacular posters, partly in social advertising and graphic design (printed publications, various printing
products, house style, etc.);

— regarding stylistics, citations become an essential characteristic of advertising ideas visualisation, which
is one of the defining features of Postmodernism. It was fashionable to use works of various fields of art and
culture in advertising, that is, advertising products use not only advertising materials directly (photos, draw-
ings, video images created for an advertising campaign and dedicated to advertised objects), but also works of
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fine art: paintings, drawings, graphics, art photography, continuity shot. They are used partially, in fragments,
that is, the advertising idea is revealed through intrigue, humour, aesthetics, which is contained in the content
or information of outstanding works. These are examples of the striking manifestations of the citation style of
contemporary culture. It should be added that with such a citation, the original meaning, the original art image
of a work of art is transformed and adapted to the needs of advertising. This approach is controversial since it
is a “mockery” of high art. Indeed, we can agree with this, but it is worth noting that this somewhat “brutal”
approach dominated the initial stage of introducing citations. Over time, citations became more refined and
balanced,;

— also important is the use of photographic techniques, which, on the one hand, fix studio staged images,
and on the other — there is an imitation of everyday shots, as for voluntary everyday situations.

So, in each historical period, one can determine the characteristics of the visual system of commercial ad-
vertising posters, which reflect the most typical features of the artistic style that dominated through the visual
arts and design. Some well-known international brands with more than a century of history can demonstrate
the history of styles on the examples of their advertising products (Fig. 6).

W 4. NESTLES

MAKES THE VERY BEST CHOCOLATE

. The 1960s.

LES BEBEE

S ELEVENT TOUT SEULS £ 4 ! ' . The end

of the 1990s.

Figure 6. Stylisation evolution of Nestle advertising posters

Conclusions

The article proves the synthesis of features of visualisation of advertising ideas at each cultural stage dur-
ing almost 150 years of active development of the advertising industry. The analysis with examples of typical
advertising posters of each style period proves that the advertising graphics reflect the typical features of the
style and adapt them to the perception of the general public. Commercial advertising posters have a bright
stylistic history and differ in their compositional structure, means of simplifying a realistic image, colouring,
typography, and the emergence of new visualisation techniques due to innovations. All this creates an exten-
sive framework for variety-based design, which stylised after a particular artistic style and historical period,
applied by modern graphic designers of advertising products. A summary of the results in clear theses will
facilitate both practical experiments by already experienced designers and mastering stylisation by beginners,
which determines the directions for our future research.

237



JIN3AWMH
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MuctenrsoznaBctso. Bur. 42 ¢ ISSN 2616-4183 (Online)

References

Andreikanich, A. (2013). Plakat: yoho vydy ta zhanry [Poster: its types and genres]. Ukrainian culture: past, modern and
ways of development, 19(1), 121-126 [in Ukrainian].

Bondar, 1. (2015). Katehoriia "postmodernizm" u teorii ta praktytsi mystetstva ["Postmodern" category in the theory and
practice of art]. National Academy of Managerial Staff of Culture and Arts Herald, 1, 98-102 [in Ukrainian].

Heller, S., & Chwast, S. (2019). Hrafichni styli: vid viktoriantsiv do khipsteriv [Graphic Style: From Victorian to Post-
Modern] (O. Zhuravlova & D. Pinchuk, Trans.). ArtHuss [in Ukrainian].

Hryshchenko, V. (2011). Osoblyvosti dyzainu v mystetstvi plakata [Features of design in the art of poster]. Bulletin of
Kharkiv State Academy of Design and Arts, 6, 138-140 [in Ukrainian].

Lahutenko, O. (2006). Ukrainska hrafika pershoi tretyny XX stolittia [Ukrainian graphics of the first third of the
twentieth century]. Hrani-T [in Ukrainian].

Olenina, O. Yu. (1998). Reklama yak yavyshche khudozhnoi kultury [Advertising as a phenomenon of art culture].
(Abstract of PhD Dissertation). Kharkiv State Academy of Culture, Kharkiv [in Ukrainian].

Prymak, T. (2011). Styli v oformlenni reklamnykh zvernen: Ukraina 2006-2010 rr. [Styles in the design of advertising
appeals: Ukraine 2006-2010]. Marketing and Management of Innovations, 1, 45-54 [in Ukrainian].

Pryshchenko, S. V. (2019). Evoliutsiia reklamnoi hrafiky yak skladovoi khudozhno-proektnoi kultury [Evolution of
advertising graphics as a component of art and design culture]. (Abstract of DSc Dissertation). National Academy
of Culture and Arts Management, Kyiv [in Ukrainian].

Sarabianov, D. V. (1989). Stil modern. Istoki. Istoriia. Problemy [Art Nouveau style. The origins. Story. Issues]. Iskusstvo
[in Russian].

Sbitneva, N. (2007). Kommercheskii stil v graficheskom dizaine: osobennosti i perspektivy razvitiia [Commercial style
in graphic design: features and development prospects]. Bulletin of Kharkiv State Academy of Design and Arts, 6,
153-163 [in Russian].

Udris-Borodavko, N. (2018). Proektuvannia reklamnoho obrazu yak skladovoi sotsiokulturnoho stanu suspilstva [Design
of advertising image as a component of sociocultural state of society]. Demiurge: ideas, technologies, perspectives
of design, 1,25-41. https://doi.org/10.31866/2617-7951.1.2018.148140 [in Ukrainian].

Vlasov, V. G. (2004-2010). Novyi entciklopedicheskii slovar izobrazitelnogo iskusstva [New Encyclopedic Dictionary of
Fine Arts] (Vols. 1-10). Azbuka-klassika [in Russian].

Zalevska, O. Yu. (2019). Proektno-khudozhni zasoby ukrainskoho plakata doby postmodernizmu [Design and artistic
means of the Postmodern Ukrainian poster]. (Abstract of PhD Dissertation). Kharkiv State Academy of Design and
Arts, Kharkiv [in Ukrainian].

The article was received by the editorial office: 18.05.2020

EBOJIIONLIS XYIOXKHBOI'O CTUJIIO | Vipic Ipuna Muxkonaisua'?,
IJIAKATIB KOMEPIHIHHOI PEKJIAMM | Vapic-boponaeko Harans Cepriisra?®
B KOHTEKCTI ICTOPIi I PA®IYHOI'O | 'Kanouoam mucmeymsosnascmea, npogpecop,

JTMN3AUNY | ’Kanouoam coyionoziunux nayx, doyenm,

AKpusopizvruil depoicasnuil neda2o2ivnuil yHigepcumen,

Kpuesuii Pie, Yxpaina

®Kuiscoruti nayionanvnuii ynisepcumem

KyIbmypu i Mmucmeyms,

Kuis, Ykpaina

Mera cTarTi — OCMUCIUTH CUHTE3 Ta (GOPMYITIOBAaHHS CHCTEMHO BUBKCHHX CIEIU(IYHNX XYI0XKHIX 03HAK PEKIAMHOTO
TUTaKaTy Ha KO>KHOMY €Talll CTHIILOBOT eBOMIOIT 3aU1s1 €()eKTHBHOT NPAKTHKU CYyYacHHUX TpadidHuX JU3aiHepiB y CTBOPEHHI
PI3HOMaHITHUX PEKJIAMHUX 00pa3iB METOIOM CTHITI3aLl. MeTOo/oIorist TOCiPKEHHS TI0JIsIrae y BAKOPUCTAHHI CHCTEMHOTO
MHUCTEITBO3HABUOTO, CTHIIICTHYHOTO, IOPIBHSUIBHOTO XyJOXKHBOTO aHaJi3y pekiaMHol npoaykiii 1870-2010-x pp. mist
3’sICYBaHHsI €BOJIIOLIIT Xy/JOXKHIX CTHIIIB IJIaKaTiB KOMEpLIiHOT pexiamu. HaykoBa HOBHU3HA JIOCITIDKEHHSI TIOJSITae B POBEICHHI
KOMIUIEKCHOTO aHaJIi3y PeKIaMHHX IUTAKaTiB 03HAYCHOTO TIEPIOAy 3 METOIO 3’ ICyBaHHS PO3BHUTKY iXHBOI Bi3yaslbHOI MOBH
SIK CHCTEMH XyIOKHBb0-00pa3HMX 3aC00iB, a TAKOXK CTHCIHUX (DOPMYITIOBAHb /IS CYYaCHUX IpadidHuX TU3aifHEepiB 3 METOIO
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3aifiCHEHHS CTHITI3AIli] peKsIaMHO1 rpadiky BiAMOBIIHO 0 KOYKHOTO XYIOXKHBOTO CTHIIIO. Y CTaTTi c(hOpMyIbOBaHI THIIOBI
O3HAKH PEKJIAMHHX IUIAKATIB HA KOXKHOMY ICTOPHYHOMY €Talli 32 TAKUMH CKJIaJIHUKaMH IPOEKTY rpadiyHoro au3aiHy:
KOMITO3HILiS, TPUHITHIT CTHJTI3anii 300paykeHHsI, KOJOPUT, TUIOTpadisi, epeKTH 3aCTOCYBaHHS TEXHIYHUX MOMKJINBOCTEH Ha
KO)KHOMY HOBOMY eTarni. HaBesieHo npukiIaan cydacHoi cTrimizanii B peKIaMHHX ITOCTepax BiAMOBIIHO JI0 CTUIIIB MONEPEAHIX
ernox. BucHOBKH. VY 3arajibHOMY KYJIBTYPHO-ICTOPUYHOMY KOHTECKCTI 00U PEKIIAMHHUIA TIAKaT MPEACTABIISE HANTUIIOBIII
O3HAKH XYJ0KHBOTO CTHIIIO KOXKHOTO ICTOPUYHOTO Iepioay. BUBUEHHS LIMX O3HAK Ta ONAHyBaHHS HABUYKAMM CTHIII3ALIT
3TiIHO 3 YIOPSIIKOBAaHUMH O3HAKAMH CTHIIIO KOYKHOTO BH3HAYEHOTO MEPioAy Ja€ CydacHUM rpadidHuM Au3aifHepaM 3MOry
po3po0iATH BapiaTHBHI Bi3yalabHi CHCTEMH OpEHIIIB.

Knrouosi crnosa: pekaMHuMil ITakar; KOMITO3HLST; KOJOPHT; TUITOrpadis; CTUITI3aMis; XyT0XkKHIil CTHIIb; peKIaMHUHA
obpa3

IBOJIOUMA XYIOXKECTBEHHOI'O | Vipuc Upuna HukonaesHa'?,

CTHUJIA INTIAKATOB KOMMEPYECKOM | Vipuc-boponasko Haranss Cepreesna®

PEKJIAMbBI B KOHTEKCTE UCTOPHUM | 'Kanouoam uckyccmsosedenus, npogheccop,

TPAOUYUYECKOI'O Z[I/I3AI7IHA 2Kanoudam coyuonozuseckux nayx, 0oyenn,

AKpusopoorcckuil 20cyoapcmeenmblil
nedaeozuueckuil ynueepcumem, Kpuesou Poe, Yxpauna
®Kuesckuii nayuonansnwlii ynusepcumem
Kynomypol u uckyccms, Kues, Yxpauna

Lenb cTaThl — OCMBICIUTE CHHTE3 U (DOPMYIIHPOBAHUE CHCTEMHO B3BEUICHHBIX CHCIH(DPUICCKUX XyI0KECTBEHHBIX
MMPU3HAKOB PEKIAMHOTO IJIaKaTa Ha KaXKIOM 3Talle CTUICBOM 3BOIIONUH 1T () PEKTUBHON MPAKTHKU COBPEMEHHBIX
rpadUYecKux qU3aiHEePOB B CO3MaHUH PA3IUNYHBIX PEKIAMHBIX 00Pa30B METOIOM CTHJIN3AIMU. METOMOIOTUs UCCIICIOBAHUS
3aKJIFOYAeTCs B HCIOIb30BAHUH CHCTEMHOTO HCKYCCTBOBEJUECKOTO, CTHIIMCTHUECKOTO, CPABHUTEIBHOTO Xy10’KECTBEHHOTO
aHaynm3a peknamHon npoaykiuu nepuoaa 1870—2010-x IT. 11t BEISICHEHHUS 3BOIOINN XYIOKECTBEHHBIX CTHIIEH T1aKaToB
KOMMepUecKoil pexiambl. HaydHass HOBH3HA 3aKIII0YAaETCs B IPOBEICHUH KOMITJICKCHOTO aHAIN3a PEKIAMHBIX TJIAKaTOB
OTIPEICIIEHHOTO TIEPHOIa C IETbI0 BEIICHEHHSI Pa3BUTHS X BH3YAJIFHOTO SA3BIKA KAK CHCTEMBI XYI0KECTBEHHO-00Pa3HBIX
CPEIICTB, a TAKXKE CHKATHIX (DOPMYITUPOBAHUHN TSI COBPEMEHHBIX TPadUICCKUX AU3AHHEPOB C HEIBI0 OCYIIECTBICHI
CTIJIM3AIIUHU PEKIIAMHOHN Tpa(UKU COOTBETCTBEHHO KaXKIOMY XYIIOKECTBEHHOMY CTHIIIO. B cTraThe chopMymupoBaHb
TUIMAYHBIC MPU3HAKHM PEKJIAMHBIX IJIAKATOB HA KaXKJIOM UCTOPUUECKOM 3Tarle 10 CJIEAYIOIINM COCTaBIISIOIIUM MIPOEKTA
rpapuyuecKOro Tu3aifHa: KOMIIO3UIIHS, IIPUHIIHUIT CTUIIN3AIMN U300paXKEHUsI, KOJIOPUT, TUIOTrpadus, 3pdeKThl MpruMeHEHUS
TEXHUYECKUX BO3MOXKHOCTEH Ha Ka)J0M HOBOM dTare. [[puBeieHbl TpuMephbl COBPEMEHHON CTHUITM3AIUN B PEKIAMHBIX
mocTepax B COOTBETCTBHHU CO CTHIIAMH MPEABIAYIINX 3110X. BrIBosEL. B 0011eM KYTBTypHO-HCTOPHYECKOM KOHTEKCTE IIOXU
PpeKIaMHBIH TTaKaT MPEACTABISIET HanOoJiee THITHYHBIC TIPU3HAKH XyT0KECTBEHHOTO CTHIIS Ka)KIOTO HCTOPUIECKOTO
nepuona. VizydeHue 3TuX IPU3HAKOB M OBJIAJICHUE HABBIKAMA CTHIIM3AINU COTIACHO YIOPSIOYCHHBIMU MTPH3HAKAMH CTHIIS
Ka)KJIOTO OIPEJICIICHHOTO ITEPUO/Ia MPEIOCTABISICT COBPEMECHHBIM IpauIecKuM Ju3aiiHepaM BO3MOXKHOCTH pa3padaThiBaTh
BapHAaTHBHBIC BU3yaJIbHBIC CUCTEMBI OPECHIOB.

Kniouegvie cnosa: pexiiaMHbIi Tu1aKaT; KOMIO3UIHS; KOJIOPHUT; THUIIOrpadusi; CTUIIN3AIHNS; XYJ0)KECTBEHHBIH CTHIIb;
pexyIaMHBIi 00pa3
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The purpose of the article is to identify the influence of modern graphic trends on packaging design; to find out the
features of modern typography and its reflection in the design of packaging products, to list of integrative requirements for
its use in packaging design. The research methodology is determined by the interdisciplinary nature of the research purpose
and the use of structural-functional and comparative methods, which allowed us to identify and generalise the position
regarding the project work of designers in the design of packaging products. Scientific novelty. The article analyses the
general typographic trends that took shape under the Art Nouveau style and have experienced significant transformations,
down to the influence of technological and economic factors in the packaging industry. We have developed scientific
engagement in the recent progress and modern forms in the packaging design, identified modern graphic trends in the design
of packaging products, and named integrative requirements for its design. We have considered the changes in typography
as one of the defining components that are involved in the formation of a seductive look/design of modern consumer
package. Conclusions. With reference to key literature, we have shorted the list of typical trends in the use of modernist
typeface meeting the design requirements for the packaging products. We have named the integrative requirements for
their use in project development, namely: a combination of the test component (informative and promo graphic) with the
general way of perception of packages by consumers. The article is aimed at researching the modern typographic element
in packaging design and highlighting integrated requirements for the design.

Keywords: Modernism; typography; typefaces; packaging design; integrated requirements

Introduction

A remarkable graphic design trend is the implementation of typographic techniques to the modern pack-
aging design that constitutes the topical subject of the research. The packaging is the business card of a packed
product. Competent packaging design is a significant component of visual communication and one of the pur-
chase motives. There is the package form/design, optional parts (plugs, safety caps, dispensers) and graphic
design. Modern markets display a variety of bright packages with excellent design and outstanding printing
on their shelves. But lately, it is not the packages with the most striking design that arrest consumers’ attention
but the ones with an interesting graphic solution based on substitution of the packaged product images with
font compositions. The attractiveness of such compositions is determined by the non-typical graphic language,
due to which they can present the product without its direct image. At the same time, packaging designs and
materials can be absolutely simple and standard, but it is the typographic design that causes an overwhelming
impression. Graphic design of the 20th century is characterised by numerous experiments in arrangement and
diversification of letter compositions, which significantly expanded the aesthetic aspect of the projects’ verbal
component.

Modernism as a ground-breaking search for a new, updated vision in the visual arts was studied by I. Ku-
likova (1980), N. Malakhov (1986), D. Sarabianov (1989), I. Edoshina (2002), M. German (2003), L. Zhe-
brovskaia (2007) and Yu. Babunych (2015). The typographic component of this period was partially consid-
ered by V. Bychkov and L. Bychkova (Bychkov & Bychkova, 2000), V. Lesniak (2006), S. Serov (2004),
D. Bakeeva (2011), V. Krichevskii (2014), E. Gill (2018). Scientific works by N. Sbitnieva (2003), O. Hanots-
ka (2008), O. Chuieva and N. Udris (2018) should be referred to modern research in the field of graphic design
and packaging. In this regard, it is also worth mentioning such prominent typographers as E. Ruder (1998),
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R. Bringhurst (2006), J. Tschichold (2011), the analytical legacy of which remains relevant in the modern
graphic designers’ work.

Scientific novelty. The research reveals a scientific interest in using the achievements of the past and their
up-to-date reproduction in the packaging design, highlighting modern graphic trends in the design of packag-
ing products and determining the integrative requirements for their design. We have considered the changes in
typography as one of the defining components that are involved in the formation of a seductive look/design of
modern consumer package. Research on the influence of modernist trends on the formation of a modern style
of packaging is intended to contribute to the further development of font graphics. Besides, the definition of
integrative requirements for the design of packaging products should intensify the project matching.

Purpose of the article

The purpose of the article is to investigate the influence of modern graphic trends on packaging design; to
clarify the features of modern typography and its reproduction in the design of packaging products; and to list
integrative requirements for its application in packaging design.

Main research material

Modernism is an art movement of the late 19th and early 20th centuries, which can be noted as a transition
period and is characterised by a break with the realist tradition and aesthetics of the past, inherent in the bour-
geois culture, the existence of which was already beginning to undergo a certain crisis. The most distinctive
and essential feature of Modernism is the search for the new form. The terms “modern” and “modernism” are
related, but hardly one and the same. The Modern Style is associated with the use of delicate, curved, asym-
metric lines resembling or reproducing plant forms. However “modernism” related to avant-garde trends and
abstract shapes mainly “propagandised” solely a new concept (Kulikova, 1980). Artists of that time “rejected”
going into details and preferred advanced trends such as simplification and sketching. That historic period is
considered to open the review of the prevailing art canons. Graphic works of the modernist period are dis-
tinguished by updated means of visual language and are often accompanied by the shocking behaviour and
challenging the established canons. Modernist Art expresses a specific human sense of the world. The works
of artists of the 20th century were significantly influenced by global changes that absorbed the spirit of their
epoch, as well as the perception of the historic shifts (Babunych, 2015).

At the beginning of the 20th century, such art movements as romanticism, symbolism, impressionism, and
post-impressionism were finally substituted by the movement promoting subjectivism, the manner uniqueness,
and a shift away from the academic system. In the process of its formation, the artistic consciousness of Mod-
ernism appealed to established forms for several aspects:

— mythologisation: the cultural space was enlarged and filled with a variety of meanings arising as a re-
sult of the truth acquisition;

— timelessness: the stream of consciousness created a specific world where everything is recognisable
but associative at the same time;

— interpretations: a well-known artistic image was modified and acquired an entirely new meaning;

— fragmentariness: by collaging objects and colours, the author achieved integrity with the preserved
fragments of ancient cultures;

— total destruction: a classical art form acquired an almost unrecognisable appearance (Edoshina, 2002).

Typography art of the late 20th and early 21st centuries appeals to the search for a new format of the repro-
duction of reality. At the same time, it is also marked with a simultaneous outbreak of attention to the legacy of
previous periods in artistic design. In this regard, there is a growing demand not only for art products but also
for specialists, primarily for the book designers, who can implement/reproduce complex artistic and graphic
ideas into modern publications. Therefore, the artistic features issue working with fonts becomes particularly
relevant for scientific research and designers’ modern practices. The insight plays a significant role in this re-
spect into the best classic examples of the Western European book design, which include the achievements of
the English book design in the second half of the 20th and early 21st centuries (Zhebrovskaia, 2007).

It was the period when the main tasks of typography were formulated. With the development of techno-
logical progress and fashion trends, they underwent further improvements:

— accurate and easy information perception and sharing;

— the audience response to the offered product;
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— information blocks consistency;

— sharply defined specification for future layout;

— mood and emotions express conceived by the author.

Hence, the primary task of typography is its openness for the reader/viewer. The usage of simple typefaces
greatly simplifies information perception. That is, common universal fonts, we are used to (for example, Hel-
vetica, Times, Arial), are easier to perceive, as they have neither complex designs nor the elements that would
bother the reader/viewer, unlike decorative fonts, which are sometimes overwhelmed with extra elements. In
general, an adult perceives written words primarily as a Gestalt, that is why such parameters as the font size,
spacing, and interline must be taken into account so that to ensure the perception of font blocks. The Swiss
school of graphics tried to develop a universal international font based on the simplicity principle in its per-
ception. This resulted in a trend and demand for such a typeface as Helvetica, which is still quite often used
by designers.

In the context of the aspect indicated in the title of the article, we are supposed to consider the issue on
the typefaces and font compositions1 usage precisely in packaging products. Let us list the already established
requirements for packaging products. These are packaging safety of the packed product; environmental friend-
liness, that is harmlessness towards the environment; reliability — storage of the product for a long time; com-
patibility with the packed goods; fairness of the provided information about the product inside; using available
or, conversely, scarce resources in the package production with their subsequent processing or disposal. Also,
the list can be enlarged by such signs as interchangeability and cost value of packages in production. It is worth
noting that a number of leading countries pay different attention levels to the solution of these problems.

Let us assume that an ordinary standard box is placed on the store shelf and the product is wrapped in ordi-
nary packaging paper. This will work out as a one-time promo offer. But the further promotion of such ordinary
cardboard packaging, with no attractive graphic design and cover text, will be impossible. Therefore, one of
the main criteria that guide a potential buyer is the packaging design, which, in its turn, pursues certain goals,
that is, to attract attention and leave a mark in the consumer’s subconsciousness, which should subsequently
motivate the potential buyer to choose the very product.

In this situation, it is important to find the right solutions, since making a “beautiful picture” is not enough.
First of all, it is essential to define and formulate the entire concept of packages (single ones or a series of
packages) and visualise it, that is, to present the future shape and attractive graphical solution to customers.
This can be either a photo, a drawing, or a technique of graphic design. When developing packaging, it is also
important to take into account the psychology of the target audience and keep in mind that the create images af-
fect the feelings and emotions of people. A package can be absolutely simple, being created with standard and
standardised packaging designs. The material may also be the most affordable, inexpensive, with a standard
picture or even without any image, and then the whole charm would be demonstrated by a typography design.
In recent years, the use of the font jobbing work and lettering in all printed advertising products has spread.
These trends have also become relevant among packaging designers, as their implementation provides new
opportunities to attract the attention of consumers among a large volume of packages that are overwhelmed
with visual elements and test information. Emil Ruder (1998), an outstanding Swiss typographer, noted:
“... It is the typographer’s task to divide up and organise and interpret this mass of printed matter in such a way
that the reader will have a good chance of finding what is of interest to him” (p. 82). Putting this statement
into other words to packaging products, we should emphasise that “dividing up, organising and interpreting...”
of the necessary printed material on the package is sometimes a rather complicated task since a large amount
of necessary information is a mandatory requirement to the design of any packaging product. The volume of
purely technical information significantly influences the packaging design.

Around the turn of the 20th century, with the active introduction of the scientific and technological pro-
gress achievements into production, typography began to develop much more actively than before. This period
was defined by the appearance of grotesque (or “chopped”) fonts, which are considered to be “skeletal”, that
is, created only from simple lines, circles, ovals or semicircles, in the writing of which no additional elements
are used, namely serifs. Since then, the main trends in typography have been the clarity and free arrangement
of text blocks on an asymmetric principle, the rejection of complex decorative elements in compositional struc-
tures, and the rejection of the symbolism of colours. Modern typography does not support the symbolic and
literary meaning of colours (for example, red is love, yellow is jealousy, purple is sadness, etc.).

One of the past trends in typography is the construction of text blocks on the principle of symmetry. In
modern graphic design, experts use a completely free arrangement, based on complete asymmetry. It is be-
lieved that in an asymmetric construction, it is easier to achieve conciseness and some natural order, as it is
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more logical than symmetrical composition, which is built not according to its own internal law, but according
to the one imposed from outside (Tschichold 2011, p. 72). The principle of asymmetry in typography enables
to get more variations in the construction of the composition as a whole.

Clarity is the main essence of the new typography. It is necessary because nowadays people are surround-
ed by a large amount of information that comes from different sources, so we need the greatest economy of
expressive means (Tschichold 2011, p. 68). By rejecting the massive text and decorative effects, that were used
earlier, the perception of advertising appeals is generally simplified. Therefore, the typography of the present
can be called even somewhat minimalistic.

Another difference between modern typography and the old one is that nowadays the external form of a ty-
pographic composition is constructed proceeding from the functions of the text itself. Over the past 15 years,
font jobbing work and lettering have gained substantial popularity among designers who are looking for new
ways to attract the attention of recipients in conditions of satiated perception with image elements (Chuieva
& Udris, 2018, p. 48-51). The essence of this trend is to separate the main information from the secondary
one while maintaining the logical sequence of the information provided. For individual parts of typographic
composition, such differentiation can be expressed in colour, shape, size, and completeness of the font. The ty-
pography of the present does not require complex ornamental accompaniment, and adding decorative elements
may worsen the perception of the link.

Applying the asymmetric construction principle, it is worth keeping in mind that in order to perceive such
a font composition, the reading sequence, that is, the transition from one block to another, should not be lost.
For packaging products, this statement is the most essential one. Efficient priority-setting will ensure greater
clarity for the consumer audience since this is what the purchase of the packaged product will depend on. The
information priority is a must-have. A big contrast in the font size or its colour combinations will be effective
enough in differentiation between the primary and the secondary. The contrast in the font size and its colours
can diversify the visual design. The colours, used in typographic compositions, can not only assure a contrast,
thus highlighting the main information, but also maintain compositional consistency with other elements,
such as different patches, textures and patterns, gradients, and so on. This can be different dies, textures and
textures, gradients, and so on.

The area, which was previously considered only as a background in the overall composition, becomes the
dominant element of the composition. For packaging products, the overall colour of the package is the main
element of identification and encoding of certain content. For packaging products, the overall colour of the
package is the main element of identification and encoding of certain content. However, this statement is more
applicable to “stronger” brands.

It would be inappropriate and contradictory to emphasise the use of purely “simplified” typefaces today.
Jobbing fonts in modern typography are an independent and powerful development trend. Though they may
have similarities with the grotesque and antique types, jobbing fonts will belong to neither of these two cate-
gories completely.

An actual trend, being in the process of development, is manual font writing, which has been called “let-
tering”. The concepts of “calligraphy” and “lettering” are often confused. Calligraphy is a way to write a letter
well, without further modification, while the lettering is a way to draw a letter and correct it in further work
according to the project requirements. Lettering compositions can be created with various materials: pencils,
brush pens, water brushes, liners, brushes, chalk, styluses, felt-tipped pens, etc. The lettering style depends on
the imagination of the person who creates it, that is, the way of the text writing is getting ramified into more
and more styles. Although modern lettering is an independent object of design, authorial graphic works can be
seen at exhibitions and various competitions. They are also actively used in interior and exterior designs, as
well as in advertising products (posters, packages, labels, etc.) as prints for clothing and accessories. Lettering
compositions in the design of packages enhance the human perception of the packed goods, implying that
emotionalism of the font composition causes an additional influence on a person. Such graphic solutions on
packaging planes attract more attention than ordinary font inscriptions. Under the strong pressure of a signifi-
cant amount of information, today’s consumer is “lazy” to get acquainted with it. At the same time, the lettering
is not perceived as a real text, but rather as a beautiful picture, memorable in its entirety. Therefore, designers
independently develop authorial font compositions to provide packages with authenticity and incomparability
along with other packed goods.

Packaging products are a complex, but the generally affiliated structure, in which two main components
are combined, these are the necessary advertising information and consumer information. This is why the
overall appearance of packages can sometimes seem eclectic, and their designs may seem to lack structure in
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the information presented. The information, written in the terms of reference (TOR), highlights more techni-
cal and economic (cost) requirements and restrictions. A different story is a design “brief”. It includes several
components, such as general information (the customer’s company name, development period, budget, etc.)
and product information (name, description, trademark, consumer segment, competitors, etc.); requirements
for placing visual information (font, pictures, etc.), desired colours, style, images, and many other points that
can be spelt out in brief. It is in the combination of the TOR and the brief that the designer must find the best
solution which will enable to depict the graphic concept on a given packaging volume. In the context of our
research, the typographic component is of importance, as it can integrate all the components of visual infor-
mation about the product. Therefore, the general requirements for building visual imagery can also be listed.

First of all, this is to avoid overloading, both visual and textual. Too much information can cause a re-
pulsive impact. The overall composition of the packaging design should be easily perceived and remembered
by potential consumers, despite the complex lettering compositions in its design. The second is to control the
number of colours (shades) on the package and select the proper ones for the product. This is especially true
for the use of colours in fonts. It is difficult for the consumer to perceive several shades on the package, at the
same time contributed by a multi-coloured environment on the store shelves. Therefore, one should not use
an oversaturated gamut when creating drawings and especially text labels. The third requirement concerns
working with the text. Still, mainly decorative and handwriting fonts are used in text labels, namely the name
of the trademark on packages. In recent years, large fonts have been widely used in packaging design, although
this is not an innovation in the design of packaging products. Nevertheless, the maximum enlargement of the
TM name is gaining more and more momentum. In percentage terms, this may look like 70-80% of the front
of the package.

Focusing customers’ attention on the main thing (either an image, a product name, or a TM) is also not an
innovative modern trend in graphic solutions for packaging design. Therefore, the development of the graphic
language is progressing towards conciseness of images and font compositions on the packaging volume. In
other words, the minimisation of the graphic font language continues the development of modernist trends in
typography, and especially in packaging design. This is due to the minimal graphic space — the volume of the
package itself and its design.

Packaging should be perceived as an element of a marketing tool that activates the sales process due to
its advertising function. It is involved in the planned product promotion strategies, meaning that packaging is
integrated into advertising strategies and promotional campaigns visually supporting each other. To sum up, it
can be assumed that, thanks to a wide palette of graphic language, especially the font one, packaging products
are synergistic products in which technical, economic, sociocultural and artistic components interact.

Typographic solutions in the design of packaging products facilitate the information delivery to consum-
ers, act as a communicator, and partially perform an educational function.

Table 1
The impact of the packaging product functions on the integrated requirements to their graphic component

Function Design requirements Typography requirements
Distinct information structure required Highlighting the typographic compo-
Determining the priority between visual nent — a clear perception of not only the
Informative and typography content. TM but also of the supportive, informa-
tive text.
The concise and clear “Swiss Design
Style”.

Interaction with the graphic solution.

Concept development: that will best fa- The TM development, according to
Communicative cilitate the “communication” between the  the chosen concept (e.g., youth audi-
producer and a potential consumer through  ence, premium segment, eco-product,

visual imagery (the corporate hero or text  etc.), stated in the brief.
messages to Consumers) Jobbmg fOIltS, lettering. Interaction
with the graphic solution.
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The offers to attract possible graphic solu-  The possibility to separate text infor-
tions and text information can expand the =~ mation into independent packaging or
Educational consumers’ world-view, provide interest- extra design elements.

ing, supportive information, etc. Classic typefaces.
Interaction with the graphic solution.

Taking in consideration everything mentioned above, we can conclude that the main integrated re-
quirements for packaging products and their typographic component, in particular, are the following:
a clear structure of visual information presentation, namely illustrative and textual materials, that is, the
ratio of all the components of design development. This should be maintained in any proportion that is
within the graphic concept frame. The typographic component in this intercomplementary structure most
often assumes the prominent role today. The use of different typefaces on the same package should ensure
advertising and artistic expression and, at the same time, enhance the perception of important auxiliary
information on the packages. Such information includes no artistic content, but it should also be expressive
and easy to read by the consumer. Font compositions/ jobbing works, textual and illustrative materials are
expected to reinforce or, at least, not to interfere with each other, as well as not to distort the compositional
structure, provided that there is a large amount of information.

Successful implementation of such typographic techniques as a contrast of forms, asymmetry, dynam-
ics (effects of movement, destruction) in font compositions can ensure the creation of an accurate graphic
message to the buyer (Lesniak, 2006). Proper compositional typographic solutions will help to offer/pres-
ent the new/updated information about the packaged product actively to the consumer. In our opinion, the
use of updated typographic techniques can be exemplified with modern packages created in the discourse
of the four currently dominant trends, namely: less, wow effect, lettering and vintage.

The “less” trend assumes that the entire packaging is completely filled with jobbing fonts. Besides,
it can be supplemented with small simplified graphic images, which may even cause the impression of
a lack of clear compositional construction. The “wow effect” is an unexpected graphic solution which can
cause misunderstandings among consumers with their well-established perception of the packaged product.
Lettering compositions are already widely used in packaging design, especially in the youth consumer seg-
ment: complex intersections of lines and fragments of the planes resemble graffiti at the streets of our cities.
Vintage is an idealisation of the past, longing for the times when things were made with hands, carefully
and in detail. Packages, created within the defined framework, can be considered successful when they
reflect not a direct repetition of old forms and techniques, but a modern update of characteristic elements
and their bold combinations. In other words, static compositional designs with old (vintage) typefaces,
traditional colour combinations, and other components are perceived quite contradictory, but with interest.
It is the search for contradictory forms and the break with traditional and established images that are the
manifestations of the trends, launched in the early 20th century. The creative search for designers results
in more and more new solutions for typefaces. Although some of them are quite similar, in modern design
developments, they look fresh and creative.

Conclusions

At all stages of the modern typography development, starting with Modernism, graphic design spe-
cialists reproduced and implemented the aesthetics of maximum simplicity, which provided and gives the
packages with a decent and presentative look. Thanks to updated, modern typography techniques, graphic
design of packages creates and contributes to their positive and rapid perception by consumers. The in-
formation on the packages is clear, provided that minimal image-associative font solutions are used, and
thanks to the arrangement of extra text information. The search for updating the visual techniques, initiated
in the 20th century, has been lasting up to date. Besides, the manifestation of the shocking behaviour and
the break with the established canons are successfully implemented in the design of packaging products.
Packaging as a modern form of communication integrates a number of components and is a springboard for
testing and further development of typography techniques and tools.
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CYYACHI I'PA®TYHI TEHI[EHHII Yyesa Oxcana Bonogumupisaa'?,
B JIN3AUHI TAKYBAJIBHOI ITPOJAYKIIII: | Bacenko Bikropis Oneripna®
XYIOXKHbO-CTUJIICTHUYHI | 'Kanouoam mucmeymsosnaécmsa, cmapwiuii suxnaday,
OCOBJIUBOCTI | *Mazicmp ousaiiny,
“Kuiscokuil HayioOHAIbHULL YHI6EepCUmMem
Kyremypu i mucmeyms, Kuis, Yxpaina

Merta cTaTTi — BUABUTH BIUIHB CyYacHUX TpadidHUX TCHACHIIN Ha AU3aiiH MaKyBaHb; 3’ SICYBaTH PUCH Cy4acHOI
tumorpadiku Ta i1 BITTBOPSHHS B AM3aifHI MaKyBaJIbHOI MPOAYKIIii, chopMyBaTH MEeperik iHTerpaTHBHIX BUMOT IIOH0
i1 3acTOCYBaHHS B JU3aiiHI MaKyBaHb. MeTO0JIOTIs JOCIIPKEHHSI BU3HAYAETHCS MK IUCIIUILIIHADHIM XapaKTepOM
MIOCTaBJICHOI METH Ta 3aCTOCYBAHHSM CTPYKTYPHO-(YHKIIOHAIBHOTO i KOMIIAPATHBHUX METO/IIB, SIKI IaJIM 3MOTY BUOKPEMHTH
i y3arajJbHUATH MOJOXKCHHS CTOCOBHO MPOCKTHOI pOOOTH JU3aMHEPIB IMiJl Yac MPOCKTYBAHHS MAKyBaJbHOT MPOIYKIIii.
HaykoBa HOBHM3HA. Y CTaTTi NpOaHaIi30BaHO 3arajbHi THorpadidni TeHaeH i, ski copmyBanucs Ha 6a3i CTUIII0 MOACPH
Ta 3a3HAJIN CYTTEBUX TpaHC(OpPMAIIiif, IO MOSCHIOIOTHCS BINTMBOM TE€XHIKO-TEXHOJIOTIYHUX Ta CKOHOMIYHUX YHHHUKIB
y MmaKyBaibHil ramy3i. PO3BHHYTO HayKOBY 3alliKaBICHICTh MUTAHHIM BUKOPUCTAHHS 300y TKiB MUHYJIOTO Ta iX CY4acHOTO
BIITBOPEHHS B pO3POOICHHSIX TaKyBaHb, BHOKPEMJICHO Cy4acHi rpadidHi TeHICHIIT B TU3aiiHi TaKyBaJIbHOI MPOXYKIIii
Ta BU3HAYEHO IHTETPAaTHBHI BUMOTH /10 11 MPOEKTyBaHHs. Po3risiHyTo 3MiHM B THUIOTpadili SK OJHOTO 3 BU3HAYAIBHUX
CKJIAJIHHKIB, 110 33/1isiH1 y ()OpMyBaHHI IPUBAOINBOTO BUIVISAY / TU3aliHy Cy4acHHUX CIIO)KMBUYMX NaKyBaHb. BucHoBku. Ha
OCHOBI IPOAHAJII30BAHUX JIITEPATYPHUX JDKEPEIT 3BY)KCHO TIEPEITIK XapaKTePHUX TCHACHIIIN BUKOPUCTAHHS MOICPHICTCHKUX
mpruTOBUX TAPHITYPIB BITHOCHO 10 BUMOT MIPOEKTYBAHHS MAKyBaJIbHOI MPOAYKITil. BU3HaYeHO iHTErpaTHUBHI BUMOTH MO0
X BUKOPHCTAHHS B IPOSKTHUX PO3POOJICHHSX, a caMe: TIO€THAHHS TECTOBOTO CKIIaJHUKA (1HPOPMATHBHOTO Ta PEKIAMHO-
rpadigHOro) i3 3aTaFHUM CIIOCOOOM CIIPUIHATTS MaKyBaHb CIIOKHBadaMi. Po0OTa cripssMOBaHa Ha IOCTIKEHHS CY9acHOTO
TUMOrpagdivHOTO CKIAJHMKA B AU3aiHI AKyBaHb Ta BAOKPEMJICHHS IHTETPOBAHUX BUMOT CTOCOBHO iX MPOEKTYBaHHSI.

Kniouosi crosa: MmopepHisMm; Tunorpadika; mpuQTOBI TapHITYpH; TU3aiiH MaKyBaHb; IHTErPOBaHI BUMOTH

COBPEMEHHBIE 'PAOUYECKHUE | Yyesa Oxcana Bnagumuposna'?,
TEHAEHIIUU B JIN3AMHE | Bacenxo Bukropus Oneropa®
YIHAKOBOYHOMU NPOAYKIIMUM: | 'Kanouoam uckyccmsosedenus, cmapuuii npenodasament,
XYIOXECTBEHHO- | *Mazucmp ousaiina,
CTUIUCTUYECKUE OCOBEHHOCTM | *Kuesckuii nayuonansuwiil ynusepcumem

Kynomypel u uckycems, Kuee, Ykpauna

Llens cTaTbu — BBISIBUTH BIMSIHUE MOJCPHUCTCKOM THIOTpAa(UKK HA JU3aiH COBPEMEHHBIX YITAKOBOK; BBISIBUTH YE€PTHI
COBpEMEHHOH THUNOTrpaKH 1 €e BOCIPOU3BEACHNE B JU3aiiHE YIIAKOBOUYHOM NMPOAYKINHU, CHOPMUPOBATH ITEPEUCHD
WHTErPAaTUBHBIX TPEOOBAHUI OTHOCHUTEIBHO €€ UCIOIb30BaHMs B AU3aiiHe YIIaKOBOK. MeTO0I0rHs MCCIIEA0BaHNUS
OITpe/IeNsIeTCS MK IUCLIUIIIMHAPHBIM XapaKTepOM ITOCTABJICHHOM €M U IPUMEHEHUEM CTPYKTYPHO-(DYHKIIMOHAIBHOTO
1 KOMIIOPAaTUBHOTO METOAOB. KOTOPBLIC ITO3BOJINIIN BBIACINUTH U O606I_HI/ITI) TIOJIOKCHUS OTHOCHUTCIIBHO HpOCKTHOﬁ pa60TI)I
JU3afHEPOB TP MPOEKTUPOBAHUY YITAKOBOUHOU mpoaykiuu. Hayunas HoBu3HA. B cTarbe nmpoaHain3upoBaHbl 00ITHe
TUMorpad)CKue TeHACHINHN, KOTOpBIE COPMUPOBAIIICH Ha 0a3e CTHIIL MOZIEPH M TIPETEPIISIH CYIIIeCTBEHHBIX TPAaHC(HOPMAIHi,
YTO OOBSACHSETCS BO3/IEHCTBUEM TEXHUKO-TEXHOJIOTHUECKHX M SKOHOMUYECKHUX (PaKTOPOB B YIIaKOBOYHOH OTpaciy. PazsuHyTa
Hay4Hasi 3aMHTEPECOBAHHOCTH BOITPOCOM HCIIOIB30BAHMS TOCTIKEHHUI IPOIIJIOTO ¥ X COBPEMEHHOTO BOCIIPOU3BE/ICHHS
B pa3paboOTKax yIaKOBOK, BBIJICJIICHbI COBpEMEHHBIE IpadyuuecKre TEHICHIINY B AU3aiiHe YITAaKOBOYHOH NIPOIYKINN
U OTIpeJieIeHbl MHTErpaTHBHBIE TPEOOBAHNS K €€ POSKTUPOBAHHIO. PaccMOTpEHbI M3MEHEHHS B TUTIOTpadUKe Kak OTHOW 13
OIPEJIEISIIOINX COCTABIISIOINX, KOTOPbIE 33/IeHCTBOBAHBI B (JOPMHUPOBAHHUH MPUBJICKATEILHOTO BHEIIHETO BU/A / iU3aiiHa
COBPEMEHHBIX ITOTPEOUTENBCKUX YITAaKOBOK. BeiBozibl. Ha 0CHOBE mpoaHan3upOBaHHBIX JIUTEPATYPHBIX HCTOUYHUKOB CyXKEH
TIepevdeHb XapaKTEePHbIX TEHACHINH HCHOIB30BAaHUS MOJEPHUCTCKUX MIPU(TOBBIX FTAPHUTYPOB OTHOCUTEIBHO TPEOOBAHUH
MIPOEKTUPOBAHUS YIIAKOBOYHOH MpoayKiuu. OTpeieNieHbl HHTETPaTHBHbIEC TPEOOBAHUS 110 MX MCIOIb30BAHNIO B POSKTHBIX
pa3paboTKax, a IMEHHO: COUYETaHNE TECTOBOI cOCTaBIIsIONIEH (MH(POPMAaTHBHON N peKIIaMHO-Tpaduieckoil) ¢ 00mmM
00pa3zoM BOCHPUSTHS YIIAKOBOK MoTpeduTensiMu. Pabora HanpasiieHa Ha UCCIIeJOBaHUE COBPEMEHHON THIIOTpapUIHOM
COCTABJISIFOLIEH B JI3aiiHE YIIAKOBOK U B BBIJICJICHUM HHTETPUPOBAHHBIX TPEOOBAHUI 110 UX TPOSKTUPOBAHHIO.

Kniouegvie criosa: moiepau3m; THIOrpaduka; mprQToBbie TApHATYPHI; TU3alH YIIAKOBOK; MHTEIPUPOBAHHBIC TPEOOBAHMS
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