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TEOPISA TA ICTOPISI MUCTELITBA

XymoKHBEO-00pa3Ha MPe3eHTAIliS CBITY pedeil y MacoBiil KylmbTypi
CyuacHi Tenaenmii po3Butky fashion-inmroctparii B Ykpaini
AKTyanbHi TpoOIeMH BUILOI MUCTELKOT OCBITH

KynbTypHO-MHCTEIBKI BiqHOCHHU BizaHTii Ta AHDIIT
B €I10Xy paHHLOT0 CepeTHbOBIUISL

XynokHe KaMeHAPCTBO [ ynynbimuan — peHOMEH
CaKpaJIbHOI KYJIBTYpH YKpaiHu

AJTOpUTMIYHI METOAM HAYKOBOTO EKCIIEPHUMEHTY
B CYYaCHHX IPAKTHKaX Bi3yaJlbHOrO MUCTEITBA

Kommoteepu Ta popmu 1 GriamaHke B aCOPTUMEHTI
KueBo-Mexwuripcbkoi GastHcoBoi padpuku

MY3UYHE MUCTELTBO

EnexrponHa TaHmoBaibHA My3HUKa B YKPaiHChKIH My3UYHIN KyJIBTYypi
JlocikeHHs 3By4aHHs. OPKECTPIB Y KOHLIEPTHOMY 3aii

JIbBIBCHKOTO HALlIOHAJIBHOIO aKaJIeMiuHOTO TeaTpy Onepu Ta Oanery

imeni Conomii KpymensHuIbKO1

IHHOBAITIHI 3BYKOBI TEXHOJIOTIT TPOCTOPOBOI 3ByKOIIEpE/IaYi:
PETPOCTICKTHBA 3ByKOBHX 1HCTAJIAIIIN

CTHIIBOBI Ta XKAHPOBI €IEMEHTH TYIYJIECHKOTO i TypajbChKOTO
(OIBKIIOPY B TBOPUOCTI YKPATHCHKHX 1 MOJIBCHKUX KOMIIO3UTOPIB

JlisIbHICTh KOHIIEpTMEHCTEepa B HABYAJILHOMY MPOLIEC]
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Merta JOCHTIPKEHHSI — BU3HAYUTH COIIOKYJIBTYPHI BUMIpH €CTeTH3allii KOMYHIKaTUBHOTO TPOCTOPY pedeid; 3’scyBaTh
o0pa3Hy crenudiky Mpe3eHTallii peY0OBUHHOTO CBITY y BUMIpi TAKUX COIIabHUX IHCTHTYIIH MacoBOi KyNBTYpH, SIK AU3AHH
i pexama. MeToONOTif0 CTaTTi CTAHOBIATH TEOPETHIHI METOIH JOCIIKEHHS, CHCTEMHHHN Ta KOMITApaTHBHHUN T IXOIH, SKi
JIaJTA 3MOTY PO3INISTHYTH 00pa3Hy IPE3eHTAIiI0 TOBAPIB 1 MOCIYT SIK (JaKTOp KOMYHIKaTHBHOTO CEPEIOBHINA Ha Makpo- Ta
MIKpOpIBHSX. 3acTocyBaHHs JU(EPESHIIIHOTO MiAXOMY JI0 aHANi3y KaTeropii «IIpeiMeT», «IOCIyray, «ToBapy sIK 00 €KTiB
o0pa3Hoi mpe3eHTalll nmoTpedyBaao po3yMiHHS aud)epeHItiamii coliaJbHuX (QYHKIH 00pa3HOi MPE3CHTAIll CBITYy pedci.
HayxoBa HOBM3HA MOCIIIKEHHS IMOJISATA€ Y BUCBITJICHHI OCOONMBOCTEH MpOIeCiB 00pa3HOi Mmpe3eHTallii TOBapiB 1 MOCIyT
Mac-Mefia, 30KpeMa B Ju3aifHi Ta peknami. Bmepmie oOrpyHTOBaHO, IO piv, SK IMONICEMAaHTHYHE MOHSATTSA, MPE3CHTYE
CyOCTaHIIHICTB CBITY, aKTyaJli3yI0YMCh Y MACTEIITBO3HABCTBI K Bi3yallbHA PE3CHTAIIIS CBITY, TOBEPTAIOYH yBary 110 pedi B il
CBITOIIAAHOMY po3yMiHHI. BucnoBkw. [loBesieHO, 110 3a Oyab-SKOI0 MPEAMETHOIO PEATBHICTIO CyqacHOTO KOMYHIKaTHBHOTO
CEepe/IOBHIIA CTOITh Pid K PEaIbHICTh, [0 MEPEKHBA€ Yac i Mae O3HAKM BIYHOCTI. BUSBIEHO, 10 COMIOKYJIBTYPHI BUMIpH
ecTeTu3allii KOMYHIKATUBHOIO MPOCTOPY IIOB’si3aHI 13 MPEIMETHO-PCUOBHHHOK JICTITHMAIIIER0 OOpa3HUX IHCTAJISIIN
Cepe/loBHIIA, e TIPEAMETHHUI CBIT CTa€ TOBApOM abo0 MpE3EHTYE IEBHY mociyry. HaronmomeHo, 1o acrnekT pedyoBUHHOCTI
B JM3aiiHi € HAWBAKIUBIIINAM. SIK €IEMEHT CepeIOBHIIa OYTTs JIFOMMHHU Pid Ma€ CBIH HEMOBTOPHHI 00pa3, KOTpHil OTpedye
mpe3enTarii. 3’coBaHo, o 0Opa3Ha Mpe3eHTallis TOBAPiB i MOCHYT K (haKTOp KOMYHIKaTHBHOTO CEPEIOBHIIA BiIOyBaEThCS
1 Ha MaKpo-, i Ta MIKpPOpiBHI: Ha MaKPOPiBHI BOHAa BUKOPHCTOBYE 3arabHOMOCTYITHUH KOJ iI€HTIHYHOCTI, OPi€HTOBAHUI Ha
OpraHivHi MOTPeOH CIIOKMUBAYIB, @ Ha MIKPOPIBHI — crienudiKye ayIuTopiro i BU3HaYae 00pa3HUii KOHTEHT CIIOHYKAHHS JI0 il
Ta CIIOKMBAHHS.

Kniouosi crosa: nusaiin; pekiama; pid; o0pas; ToBap; mociyra

Beryn

[ToniceMaHTHYHE MOHATTA «Pid» MPOHILIO Yepe3 KyIbTypy XX CT. SIK OHTOJIOT1YHa Tpo0emMa i HUHi Ipo-
JOBXKY€E MicTU(iKyBaTHCS, TPE3EHTYIOUH MEKOBI 1HTY{1iT cBiToTBOpeHHs. ToTanbHICTh Blaau peyeil moTpedye
OKpPEMOT0 MeJianpocTopy, Iu3aiiHy # CUCTEMH PEKJIaMHUX JUCKYPCiB, e pid NPE3EHTYETHCS SIK TOBap, YHi-
BepCcai3yloud BiJTHOCUHH MiX JIIOJIbMU. PEYOBUHHICTh Y KOH(IrypaTUBHUX acriekTax OyTTs Jja€ MiCIie MOX-
JUBOCTSIM OOMIHY, Y TOMY YHUCII i cuMBOigHOMY. OOMiH IIHHOCTEH CTBOPIOE TOBAPHUH (PETHINN3M, ajKe HE
JIUIIe 3BOAMTD Pid IO TOBApy Ta IMPOAAXKIB, a i 0 MEeBHOT IyOIivyHOI 3aMiHU pedi Ha CHMBOITH, IKi TOTpeOyI0Th
X KOHOTAIIi1 3 HACOJIO/IOI0, UMM, SIK BiJIOMO, OIIKYEThCS peKJiaMa B YCiX ii 00pa3HO-3HAKOBUX EKCIUTIKAI[isX.
«Komu My roBopuMo Mpo pid, MH BUXOIUMO 3 TOTO, IO “pid’ — e Te, M0 MO3HAYAEThCS IMEHEM... A s
Mi(i4HOT CBIIOMOCTI iM’sl € TOTOXKHUM pedi, KOTpe Ma€ MICTHYHI CaKkpajibHi BIACTHBOCTI B SIKOCTI (heTHiy,
toremy oommam» (Hepernna & Orypuos, 2010, c. 6-7). O1xe, pid sK iM’s, 3HaK, CHMBOJI NIPE3EHTYE CyO-
CTaHIIWHICTD 1 PEYOBUHHICTD CBiTYy. CaMe TOMY ii JOCIIDKEHHS CTa€E BEIBbMH aKMydlbHUM, OCKITEKH TIEBHUH
TTOBOPOT Y TYMaHITApHUX HayKaxX, 30KpeMa B MHUCTEIITBO3HABCTBI, IO BiAOYBCS SK OHTOJIOTIYHA Ta BizyajbHa
MIpe3eHTAllisl CBiTY, TOBEPTAE yBary 0 pedi B 11 CBITOTNITHOMY PO3YMiHHI.

AHani3 nociipkeHs Ta myonikarii. EcreTuunuii Ta Muctenpkuii o0pa3 peui nogas M. [afinerrep y po-
00Ti «BUTOK TBOPIHHSY, [€ Pid JeTaIbHO aHATI3YETHCS SIK YHIBEpCaisl KyIbTypH ¥ eK3UCTeHUIHHUNA (hakTop
(Xaiimerrep, 1993). C. Hepetina Ta O. OrypuoB y npaui «PeaGimitarist peui» 3aiiicHUIN 00’ €MHY KyJIBTYpO-
JIOT1YHY eKcIuTiKalito kareropii «piu» (Hepernna & Orypuos, 2010). deHOMEH PEYOBHHHOTO ONOCEPEIKY-
BaHHSI B NMPOCKTHIN MisUTbHOCTI au3aiinepa po3risaac I. Jloma (1998). Piu sk GpeHOMEH €THOKYIBTYpPH # €T-

Ba6uenxo 4. 10., 2020
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Homu3aiHy mocnimkye 0. Jlerenpknii (2018). 3HauHMT MacuB pOOIT MPUCBIYCHNUN B3a€MO3B’SI3KY TIOHATH
«piu», «TOBapy, «mociyray. HailOnmkukumu 1o npobieMaruku oOpa3Hol mpe3eHTalii peyoBUHHOIO CBITY
€ nociikenus X. Kadranmkuea, skuii 3aiiMaeThesl MpoOIEMaTHKOIO TapMOHI3aLlii pekiIaMHoi iHpopMarii
(Kadranmxues, 2005). Baxxmusumu € takox npaiii B. Yyonoroi (Yuénosa, 2008), ®. Illapkosa Ta O. Posio-
HoBa (IllapkoB & Pomuonos, 2007). Pa3zom 3 THM HEIOCTATHBO JOCIHIIPKEHHUMH 3aJIUIIAI0THCS COLIOKYIIBTYpHI
BHUMIPH €CTeTH3aIlii KOMyHIKAaTHBHOTO TIPOCTOPY CBITy pedeil Ta iX MpenCcTaBIeHHs B MAaCOBIN KyIBTYpi.

HayxoBa HOBM3HA CTaTTi MOJIATA€E B PO3KPUTTI OCOOIMBOCTEH TTporieciB 00pa3HOT Ipe3eHTallii ToBapiB Ta
MOCIYT Mac-MeAia, 30KpeMa B u3aiiHi i pexiaMi. Yrepliie 3a3Ha4eHo, 110 pid, SK HOJTiCEMaHTUYHE HOHSTTS,
MIPe3eHTYE CyOCTaHLINHICTh CBITY, aKTyali3ylOuHCh Y MHUCTELITBO3HABCTBI SIK Bi3yajbHa MpPE3EHTALis CBITY,
MOBEPTAIOYH YBary 10 pedi B i1 CBITOIITHOMY PO3YMiHHI.

Merta crarTi

Merta cTarTi — BU3HAUYUTH COIIOKYIBTYpHI BUMIPH €CTETH3aIlii KOMYHIKATUBHOTO TIPOCTOPY pedeii; 3’gcy-
BaTH 00pasHy crienudiky rnpe3eHTallii peUOBUHHOTO CBITYy Y BHUMIpi TaKWX COIIAIbHUX IHCTUTYIII MacoBoi
KYJBTYPH, SIK IU3aiH 1 pekIama.

MeTomoIorito JOCTiIKESHHS CTAaHOBIISATH CUCTEMHHI Ta KOMIIAPATUBHUH MiIX0H, SIKi JJaJTd 3MOTY OCMHC-
JUTH 00pa3Hy MPE3CHTAII0 TOBAPIB 1 MOCHYT SIK (HaKTOp KOMYHIKaTUBHOI'O CEpeIOBHIA HA MAaKpO- Ta Mi-
KpopiBHAX. JndepeHmiifHoro miaxomy A0 aHaNi3y KaTeropid «IpeaMeTy», «IOCIyTa», «ToBapy sIK 00’ €KTiB
00pa3Hoi mpe3eHTarii moTpedyBanao po3yMiHHS mudepeHIiiaii comiaTbHuX (YHKIIH 00pa3Hoi mpe3eHTarii
CBITY pedeil.

Bukaax marepiaay gocrigkeHHs

[NoniceMaHTHYHE TIOHSATTSI «Piu» MPE3EHTYE KOCMOC, CBIT, IPUpOMy, OyTTs U iH. J{ns #oro mo3HaueHHs
MaeMO YUMAaJIo BU3HAYCHB — JICIIO, KIOWHICTHY, IPEAMET, PEaTbHICTh, 00’ €KT, TLIO, MPEAMETHICTH, 00’ €KTHUB-
HICTh, OMWHUYIHA CYTHICThH, )EHOMCH, SBHIIC Ta iH.

Piu € i 3acagoro ocmuciieHHs1 00’ €eKTHBAIlii TOTPeD, 1 MEKOBOIO CYOCTaHIIIEI0 Yy BUNIISAI HAUBUINOT aTpu-
Oyuii cyTHBOTO, 1110 TPU3BOAMTE JI0 CaKpaslizalii 0CTaHHBOTIO 1 BiZjpa3y K — 10 HEOPTOAOKCAIBHOT caKkpasi3arii
ToBapy. ToBap y Takux peKIaMHO-CAaKPaJbHHUX «HOMYJSALiSX» (PETHUIIN3YEThCS 1 3HAYHOIO MIpPOIO EKCILTIKY-
€TbCS SIK HAAUIHHICTD. Lle BasKNMBUIT MOMEHT KyJIBTYPOTBOPEHHS, CBOEPiTHA MaTpHIsl 00Opa3HOi Mpe3eHTalil
IPEJIMETHOTO CePEIOBHUINA, e CyOCTaHIlIiiHe BU3HAUEHHSI pedi TPEe3eHTYE NMOUHHY (pyHaMEeHTAIIbHY YacTKy
OyTTSI.

Bonraperkwnii mocnigauk X. KapTanmkieB cMMBONIIYHY peaslbHICTh MEIIalipOCTOPY BU3HAYAE SIK TapMO-
HizamiiiHO-koMyHikatuBHY (KadTanmxues, 2005, c. 18). CreriairicTé BU3HAYAIOTh CIUIKYBaHHS MO-Pi3HOMY.
[IpuunHa momnsirae B ToMy, 10 KOXKHA An(EpeHIiallis BU3HAYAE Pi3HI eIEMEHTH KOMYHIKaTUBHOTO JIAHLIOTA,
a TaKoXX Pi3HI MCUXOJIOTI4H1, COIIOJIOTIUHI Ta iHIII 03HaKU. [IpuKIazoM MOXyYTh OyTH:

1. Cumeonu / sepoanvricms / npomosa. KomyHikailist sk BepOabHUI OOMIH 171CSIMH.

2. Posyminusa. KoMmyHIKaIlis SK MpOIeC JOTIOMOTH, KOJIH MU PO3YMIEMO IHIINX, a TaKOK HaMaraeMo-
cs1, o0 Hac 3po3yminn. e nuHaMidHMIA TIporiec, MOCTIHHO 3MIHIOBAHMHA Y KOHTEKCTI BIIIMOBIII HA MUTICHY
CUTYAIIIIO0.

3. Bzaemooisa / 36’30k / coyianvuuii npoyec. B3aeMonis, Mo 3MiHCHIOETHCS HaBITh HA 010JOTTYHOMY
piBHI, € BUJOM KOMYHIiKallii, 0€3 SIKOTO CHIJIKyBaHHs HE MOXKHa Oyso O peanisyBaru.

4. 3menwenns nesusnauenocmi. KoMyHIKallis MOPOIKYEThCS MOTPEOO0 3MEHIICHHS HEBU3HAYCHOCTI
i migBUIeHHS e(DEKTUBHOCTI JIii, 3aXUCTY BiJl YTBEP/UKCHHS a00 YTBEP/HKECHHS BIACHOTO €Tr0.

5. Ilpoyec. KomyHikaiis € mepenadero iHpopmariii, i1ei, emMoIIiii, yMiHb 3a JOIMOMOTOI0 CJIiB, 00pa3iB,
(hiryp, rpadikis Ta iH.

6. Tparncghepm / nepedaua / 63aemoobmin. IapopMaltis, o MOB’sI3y€ BCi CKIAIHUKH, € YSIBICHHSIM PO
peui, sIKi XTOCh 1 moch nepenae iHmomy. CoBO «KOMYHIKAL[ish» BUKOPUCTOBYETHCS IJIs1 HO3HAYCHHS B OJTHUX
BUIAJKaX TOTO, 1[0 TEPEIAEcThCs, B IHIINX — KaHAJIiB, SKMMHU 3IIHCHIOETHCS Niepenaya, a e B iHIIHUX — A
MO3HAYCHHSI MTPOLIECY Mepeayi.

7. 36’a30x. KomyHIKali€l0o Ha3WBA€ThCS MPOIEC CTBOPEHHS 3B’SI3KY MK PI3HUMH YacTKaMHU JKUBOTO
CBITY.

8. CninvHicms. KoMyHiKaIlis € Tporiecom, 3a JOMOMOTOI0 SIKOTO PO3pi3HEHi pedi MOEAHYIOThCS B OJTHE
wine.
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9. Kanan / Hociii / 3aci6o / mapupym. KomyHikaris — e nepefada iHpopmallii 3a JOMOMOTO0 Pi3HUX
3aco0iB, y TOMY YMCII pajio, Tenedony, Tenerpady, Kyp’ epis.

10. Penpodykosani cnocaou. KomyHikallis — 11e POLEC YsSBU OJHI€T JIFOIMHH, CIPSIMOBAHUN Ha BiJITBO-
PEHHS CIIPUIHSITTS 1HIIOT JIFOJUHU.

11. Cneyughiuna 6ionosiob — BiNOBI b, 1110 MOAU(DIKYE MOBeAIHKY. KoMyHiKallisl € 0COOIUBOO BiIMOBIJI-
JIF0 OpraHi3My Ha IEeBHUH MOJpa3HUK.

12. Cmumyn. bynp-sika KOMYHIKaTHBHA i MOke OyTH IHTEpIpeTOBaHa K IepeaaBaHus iHGopmarlii Bia
azpecara JIo aapecara.

13. Cnonykanns. Y xoMyHiKalii HAaHTOJIOBHIILIOIO € Ta CUTYyallis, SKa [OB’A3aHa 3 MOBEIIHKOIO ajpecara
Ii/] 9ac neperaBaHHs OB1IOMIICHHS 1HILIOMY aapecaTy 31 CBiJOMUMH HaMipaMH BILIMHYTH Ha HOTO MTOBEIIHKY.

14. Yac / cumyayisn. KomyHIKaTHBHHI TTPOIIEC € IEPEXOJIOM BiJl OJHIET CTPYKTYPHOT ILIICHOT CUTYAIlii 710
1HIIIO1, 3MOZIEIHLOBAHOT BIITOBIIHO IO BUMOT.

15. Miys. KomyHikarii € Takosk MexaHizMoM peadnizamii Bnagu (Kadranmkues, 2005, c. 18-19)

HaBenena xapakTepucTHKa €JIEMEHTIB Ta 03HAK KOMYHIKaTUBHOTO JIAHLIIOTa CBIAYMUTH PO TE, IO KOMY-
HiKaIlis BiZOyBa€eThCsl HA PiBHI CHMBOJIIYHOTO OOMiHY, IIOPO3yMiHHS, B3a€EMOIii, 3B’SI3KiB, Ha PiBHI MPOIECY-
AJIBHOCTI, B3a€MOOOMiHY, 3B’ 513Ky MI’K YaCTHUHaMH ’KMBOTO KOMYHIKaTHBHOTO cBiTy. O0pa3Ha npe3eHTaris peyui
CTa€ MEBHOIO CHCTEMOIO, KOTpa MOIU(iKy€e TOBEAIHKY, CTUMYIIOE NonuT. [logana xapakTepucTuKa CHpusie
NOSICHEHHIO MPUHIUITY 00pa3Hol Mpe3eHTalil K OJHOTO i3 (yHIaMEHTaIbHUX TPUHIUIIB KOMYHIKATHBHUX
BIJTHOCHH.

Jn3aita mociryr, 0OMiH HUMH, MOCTyTa K MPEAMET TpaHcopMallii € BAKIUBUMH peallisMu 00Opa3Hol
npe3eHTarii cBiTy peueil. Ha BinMiHy Bij TOBapy, mociayra € HEBil’€MHOIO BiJl akTy KOMyHikamii. Mu He Mo-
KEMO Hepe10aunTH Pe3yibTar OCIYTH, He CKOPHCTABIINCh HEt0, HE MOOAYMBILH ii €()eKTUBHOCTI B KOMYHIKa-
tuBHOMY npoctopi. [lociyra crae enineHTpoM cyuacHoi moctMoaepHoi KynsrypH (bemn, 1996).

PeuoBuHHMIT KOMIUIEKC (OpiEHTALIiSI HA Piv) HE YCYBA€THCS, a, HABIAKH, IPE3EHTYETHCS B IOCTY31 SIK OJJMH
13 acneKTiB Mpe3eHTallii mixicHocTi cBity. [Ipu boMy Kareropist «pid» He 3aBKAM MPE3CHTYE cede Tak, sK 11
BH3Ha4Yal0Th (pimocodu. binmpire Toro, BoHa Brpadae CBiif CBITONNISTHUM KOHTEKCT 1 KOHTEHT Yy MapKETHHTY
1 MEHEIHKMEHTI, KOTpPi TIOB’sI3aHi 3 OPIEHTAITIEI0 HA TOBAP SK CHIIEHTP CHMBOJIYHOTO OOMIiHY, IO HE 3aBKIN
JIa€ 3MOT'Y OCMUCIIHTH IUTICHICTh TIPEJMETHOTO CBITY B3arai.

ToBapu, sIKi IPE3EHTYIOTH Pid, BU3HAYAIOTh IIEPEBAKHO CyO €KTHO-00’€KTHE BiIHOLICHHS, TOOTO pid po-
3yMi€ThCA SIK 00’ €KT BILTUBY, MaHimyJsinii, mpoaaxy. [IpoTe mociyra 3axau Npe3eHTye cy0’ eKTHO-Cy0’ eKTHI
BIJIHOCHHHM, BOHA MEHIII JUCTaHIIOBaHAa Bij Jitonauuu. [locimyra cTae OHUM i3 I[iKaBUX ()EHOMEHIB IHTCHCH-
¢ikarii cy0’eKTHOCTI TiSUTBHOCTI JIFOIMHH SIK TaKO1, IPE3EHTYE TypOOTy Tpo crioxkuBayva. L{s TypOoTa cBiquuTh
PO Te, IO Cy0’€EKTHO-CYO’€KTHI BITHOCHHH HE 03HAYAIOTH BIAHOCHHH TOBApY H JIIOAMHH, TOOTO Cy0’€KT He
Moke OyTr ToBapoM. Cy0’€KT € JHile MapKepoM peIOBUHHOCTI, MapKePOM Cy0 €KTHOCTI pedi SIK CIIOHYKaJlb-
HO{ peanbHOCTi, OTHAK MPOAAXK IMOCIYT 3aBKIu € nmpobnemarnunuM. [locmyru npoparoTbes, ajne NpoJaroThCs
YMOBHO, CUMBOJIIYHO.

OO6pa3Ha mpe3eHTalisi TOBapiB i MOCIYT — 1€ CKJIAQJAHUI BUMIp, Jie TIOCIyra ii ToBap OOMIHIOIOTBCSI CBO-
MM MOZIQJILHOCTSMH, a IIi MOJAJILHOCTI, TaK YM IHAKIIE, MPE3CHTYIOTh IUIICHICTh MOBIJIOMIICHHS, 10 Ja€
3MOTY BHBECTH COIIIOIMHAMIKY TIPEIMETHOTO CBITYy K TOBapiB 1 MOCIYT Ha PiBEHb HE MPOCTOTO CHOKHBAH-
HA, a IIGHTUYHOCTI 3 TUM YU THM Cy0’€KTOM — KOMYHIKaHTOM (TIPOMOYTEPOM, TIPOAIOCEPOM, AU3AHHEPOM,
pexiamicToM), KU 3aificHIoe akT KomyHikarii. X. Kadranmkues HaOlp MOTHBAIIHUX MOTped CrOXKUBada
BH3HAYAE SIK BI3yaJIbHUH «aleTUT»: «AMETHUT, CMaK, 310pOB’sl, CTpax, TyMop, Oe3leka, YNCTOTa, CeKCyallbHa
MpHUBaOINBICTh, POMAaHTUYHICTD, YCHIX y CYCHIJIbLCTBI, aMOilLlii, 0coOMCTHI KOM(OPT, 3aXHCT IHIINX, CYCITiIbHE
CXBAJICHHSI, CHMIIATIS A0 iHIINX, TOPAICTh, IOMaIIHIi KOM(OPT, pO3Baru, BiIbHUHI Yac, NPpUOYTOK, TOPIICTh BO-
JIOJIHHS, 1[IKaBiCTh, HOBH3HA, BIAMOYNHOK, Pi3HI CIIOCOOM €KOHOMHTH, €()EKTUBHICTh, MIIIHICTh, MOXJIUBICTh
BHOOpY, criopr, cymicHi aii» (Kadranmkues, 2005, c. 49).

Le Toit comianpaM ehekT 0Opa3HOi pe3enTaiii indopmalrii, TKUi cTae JTOMiHAHTHUM, KOJIH ITPE3CHTAITIS
iH(opMarlii TeMaTu3yeThes, aJpeCHO BU3HAYCHA 1 3HAXOAUTH CBOTO CIIOXKHMBAa4Ya UM penurieHTa. Mu 6aunMo
CBOEPITHMUHN MEpEeTiK MOTHBALIHHUX O3HAK, SKi JalOTh 3MOTY MOOAYUTH Ti MEXaHI3MH 00pa3HOi Mpe3eHTalii,
SIK1 3A1MCHIOIOTH Pi3HI BUAM MUCTEUTB. Taka MynbTHpeanbHICTh MEAIaUCKypCy CBITYUTH MPO METAXyIOXKH1
1 METaKyJabTYpHI pealii, e oOpa3Ha mpe3eHTalis iHopmarii moeJHye B co01 BCl MOMKIIMBI IHTEHIIT KyJIbTY-
POTBOPEHHSI, KOTP1 MPE3CHTYIOTHCS B PI3HUX KAHPAX, CUCTEMAax JU3aiiHy, peKlIaMH, MOJIi, MacMe/[ia TOIIO.

Crparib0By€ OpEHAMHT SIK IIEBHUH CHMBOJIIYHUAN TIPOMIAX i/1€aTbHAX MTPEIMETIB, a TAKOXK MTO3HITIFOBAHHS —
BH3HAYEHHS IMO3UIIiT TOBAapY U MOCIYT, IO MPOCYBAIOTHCS HA PHHOK. Ba)KIIMBO TakoX, 10 iHTEHCU(IKY€EThCS
public relations sik MOBCAKYaCHE 3HAXOIKEHHS LIJILOBOI ayUTOPii Ta i (popMyBaHHS, CETMEHTYBaHHS i TIeB-
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Ha CeJIeKIlisl CroXuBaviB iH(opMmarlii. AHali3 collionparMaTuKy KOMYHIKaIlii B MacoBiif KyJIbTypi TOB’s13a-
HUH 31 3HAKOBOIO JTISTBHICTIO, OPIEHTAITIEI0 HA CIIOKKBada (TIpOorpaMyBaHHSIM HOTO TTOBEIHKY Ta BBEACHHSIM
Cy0’€KTa-CIIOKMBava B IEBHUM CTaH, Jie 1AEHTHYHICTh 3a3/1a1eriib copMoBaHa) CIIOHYKAE 10 KyMiBJi TOBapy
YH TIOCITYTH.

Macwmeniliauii mocepeJHUK (TIOMITHUIT a00 HEe MOMITHUHN) TaK YW 1HAKIIE 3[iHCHIOE TOCIYTY, alle MpH-
XOBYETBCSI 32 OPEHIOM, MOXKIIMBICTIO MPE3CHTAIlll PEYOBOTO CBITY Ta €()EKTHBHICTIO MPOMAXy MOCIyT abo
TOBapiB, BU3HAYAETKLCS SIK IEBHUH Bi3yaIbHUM MeZliyM. Tak, KOHTAKT JIFOAWHH 1 00’ €KTa KYITiBIII BiIOYBA€ThHCS
HIONTO Oe3mocepeiHbo, 6e3 OyIb-IKOTO 30BHIMIHBOTO BTpydYaHHs. [Ipy oMy OibIIICTh i3 THX, XTO BUBYAE
COLIIOKYJBTYPHY AWHAMIKy KoMmyHikauii B ii (yHKuUii cnormsganss, KyniBii W OpoJaxky LiHHOCTEH, CUMBO-
JIYHOTO OOMiHY TOIIO, PO3IVISLNAIOTH ii 00 B MJIaHi COLIOJOTIYHMX pojel i GyHKIiH, abo MeHeIKepChbKUX
KOHIICTIIIIH 1 peastiii. BoHUM mojieKyiu roBopsITh PO MOB’SI3aHICTh COLIaIbHOT KOMYHIKAIIIT 3 TUM, XTO HACJTIIy€e
(dhonbKIIOp, — apXaluHy CBIIOMICTh i iH. [0JIOBHE, 110 cOIliaJibHA KOMYHIKAIlisl SIK MEXaHi3M CYreCTii BILIUBY
Mae SIBHUH MyONIIUCTUIHNHN JTOKYC, OPIEHTOBAaHUN Ha ITyOJIiKy, 3 HOTO YITKO BU3HAYCHOIO TIPOCTOPOBOIO ap-
TUKYJISIIEI0, 0 3MYIIY€e KOHIIEHTPYBATH CBOI TIOBITOMJICHHS, JOBOIUTH iX 10 a)OPUCTHYHOI MEXi CAMOBH-
3HAUCHHS.

IneanbHe B peknami, Au3aiiHi, 00pa3Hiil mpe3eHTauii iHhopmarii MeXye 3 eCTETHYHHM 1/1€aJIoM, 110 TPO-
XOIUTh Yepe3 BUMPOOYBaHHS CIIOKYCOIO, TECTPYKTUBHUMH MPOLECAMH COLialbHOI opieHTalii Ta iH. A. €p-
mosieHko (1999) numie: «CydacHa 3axijiHa colliajibHa Hayka 1 (utocodis, AOCTIKYOUYH SBHIIA ,,ITI3HHOI0”
KaImTaii3My B TepMiHax ,,COIiadbHOI MaToorii”, ,,anomii”, ,,HeKepOBaHOI CKJIaTHOCTI”, ,,0paKy JeriTuMartii’,
HAMAraloThCsl ITYKaTH MOYITHBOCTI TIOJIOJAHHS COLIANbHOI KPH3H. IX KOHIIEIIIii MpeTeHIyIOTh Ha BiIKpHT-
TS HOBUX (DOpM COITiaTbHOT 1HTErpallii, Y3ro/KeHHS 0COOMCTHX 1 CYCIIJIBHHUX 1HTEPECIB, OKPEMHX 1 3araib-
HUX IIel 1 miHHocTel. baraTto 3aximHuX, 30kpema, HiMelbKuX (iTocodiB i COIMIONOTIB OCTAHHBOI TPETHHU
XX CTONITTS BUCYHYJIM HOBI napaaurMu ¢inocoderpkoi Ta conionorivynoi Teopii. OnHI€0 3 TAKUX Hapaanrm,
miciist «OyTTsD» Ta «CBIJOMOCTI» € MapaurmMa KOMYyHIKallii, sSika CIIUPa€ThCs Ha TPAHCLCHICHTAIbHY (i1ealbHY)
MOBJICHHEBY MPAarMaTrKy, BA3HAYAI0UW OJIUH 13 HAWBIUIMBOBIIINX HAPSMIB Cy4acHOT 3aXiIHOT IyMKH — KOMY-
HikatuBHY (imocodito» (c. 19). I mporo mocraTHko, MO0 imeansrHa MOIETH 00pa3Hoi mpe3eHTallii iHpopmarii
Halyla cBOiX 3araabHUX prc. Ha mimcraBi izeanpbHOI MparMaTuKy KOMYHIKaIlii, sitka 0a3yeTbess Ha MOBJICH-
HEBUX JisiX a00 MONisAX, y HAIIOMY BHUIAJKy KOHCEHCYC BepOaIbHOrO ¥ Bi3yaJIbHOTO B XYIOKHBROMY 00pasi,
MOXJIMBO BU3HAUUTH IIEBHY MOJIEIb, Ky BKJIMBO ONMUCATHU K 3aBAAHUH IMIIEpaTHB BUPILICHHS npoOieMH, J1e
3 IO3ULI1 Cy0’ €KTa KYJIBTypH Jal0ThCsl KOHCTAHTH PO3B’sI3aHHS COLliaabHUX Ipodnem. [IpoTe BoHM He BUpilTy-
IOTBCSI «TYT» 1 «3apa3», a yCyBalOThCs B MEPCIIEKTHBY 0Opa3HUX pillleHb, 00pa3HUX MPOTMO3UIIii Mpe3eHTallil
iHpopMaIii.

[Ipobnema dhopmymoeTbes y BepOaTbHOMY AUCKYPCi, aje ii BUPIMICHHS KOHICTTYaIbHO BiIOyBAETHCS
y BidyanpHOMY. Take JOMOBHEHHS BepOANBbHO MPOOJIEMHOTO i Bi3yaslbHOTO (haKTOPIB /A€ 3MOTY ITOIOJIATH
POOJIEMH JIOKAIBHOTO TOBIJOMJICHHS K 0Opa3HOi IITICHOCTI 1 HA PiBHI 00pa3HOI mpe3eHTaii 1ocsarTy ii
pauioHaTbHOTO BUpIiLIeHHS. Mo)KHa CTBEpAXKYBaTH, L0 Bi3yalbHHUIl MOBOPOT Y AW3aiHI Ta peKiami CIpuse
e(eKTHBHOMY 3aCTOCYBaHHIO OOPa3HOTO MOTEHIIIa]ly MUCTELTBA B MaCOBIH KylIbTypi. 3BUUaifHO, MOZIEII MpaK-
TUYHOT HIMEIBKOI (iTocodil CIpUiMarOThCs 1HOML K yTOIIYHI, 1HOMI — K 3aHAJTO 1JIcalbHi, ajie B [IbOMY
BHUTIQJIKy BOHH € aJICKBATHUMH.

BucnoBknu

OTxe, COLIOKYIBTYpHI BUMIPH €CTETH3allii KOMYHIKaTUBHOTO MPOCTOPY 3aBKAM MOB’S3aHI 3 MpenMeT-
HO-PEYOBMHHOIO JIETITUMALi€l0 00pa3HuX IHCTANSIH cepenoBuia. [IpeameTHuii CBIT SK pid cTae TOBaApOM
a00 npe3eHTyE NEeBHY MOCIYTY. 3a Oy/Ib-SKOIO MPEIMETHOIO PEATBHICTIO CyYaCHOTO KOMYHIKaTHBHOTO CEpeIo-
BHIIA CTOITh pid, a pid — peajbHICTh, sIKa MEePEKNBAE Yac i Hece B c001 03HAKHM BIYHOCTI. Piu Mae 1iHy, a MOXe
OyTH ¥ Oe3IIHHOI0, K0, HAIIPHUKIIA I, BOHA ITOB’sA3aHa 3 apXaldYHUMH KYJIETypaMHU, ETUIIETCHKOIO KYJIETYPOO
Ta iH. ACTIEKT peYOBUHHOCTI B T3aiiHi € HAWBaXIMBIIIIM. Pid sk enmeMeHT cepenoBuiia (TOMEIIKaHHS JIFOIH-
HH, CEPEAOBHILA HOro OyTTs) Ma€e CBii HEMOBTOPHUIA 00pa3, 1m0 NOTpedye Mpe3eHTaLii.

OO6pa3Ha mpe3eHTalisl ToBapiB 1 MOCIyr sIK (akTop KOMYHIKaTMUBHOTO CepeloBHINA BiaOyBaeThCs 1 Ha
Makpo-, 1 Ha MiKpOPiBHIi: Ha MAKPOPIBHI BOHA CIIPSIMOBaHA Ha MIUPOKI arioMepartii Clio)KHBaviB 1 BAKOPUCTO-
BY€ 3arallbHOJIOCTYITHUI KOJI 1/ICHTUYHOCTI, OPIEHTOBAHWI Ha OpTraHiuHi MoTpeOH, a Ha MIKpOpiBHI — crienudi-
KY€ ayIuTopito 1 BU3Ha4ae 0Opa3HUil KOHTEHT Y TUIaH1 CIIOHYKaHHA 10 Mii.

14



TEOPIA TA ICTOPISA MUCTEITBA
ISSN 2410-1176 (Print) * Bicauk KHYKiM. Cepist: MucrernrBo3naBcTBo. Buir. 43 « ISSN 2616-4183 (Online)

Cnncok BUKOPHCTAHUX JIZKepeJl

Anenp, K.-O. (1999). Curyanis qronuHu sik eTnuHa npodiema (A. €pmorieHko, riep.). B A. M. €pmonenko, Kovynikamusna
npaxmuyna @ginocogis (c. 231-255). Jlidpa.

Bemn, 1. (1996). KynerypHi cynepeunocti kamitamismy (B. Jlimyk, nep.). B B. Jlax (Ynopsin.), Cyuacna s3apybiscna
coyianvha inocoghis (c. 251-275). JIubinp.

€pmornenko, A. M. (1999). Komynikamusna npakmuuna ¢ginocoghia. JIidpa.

Kadranmxues, X. (2005). I'apmonusa 6 pexnamnou kommyrnuxayuu (C. Kupona, ep.). SKCMO.

Jlerenskwit, 1O. I. (2018). Ecmemuxka ykpaincoekozo emnoousaiiny. YHIBEpCUTET « YKpaiHay.

Jlona, I. H. (1998). [uzatin: Oneim memagpuzuueckoi mparckpunyuu. VI3narenbcTBo MOCKOBCKOTO YHHBEPCUTETA.

Heperuna, C., & Orypuos, A. (2010). Peaburumayus sewyu. Mips.

VYuénora, B. B. (2008). Pexnama u maccosas kynomypa: Cuysicanxa unu eocnodca? TOHUTU-JIAHA.

Xarigerrep, M. (1993). Pabomul u pasmviunenus pasuvix 1em (A. B. Muxaiinos, niep.). ['Ho3uc.

[apkoB, @. U., & Pognonos, A. A. (2007). Pexnama u céa3u ¢ obwecmsennocmoto: Kommynukamusnas u unmezpamuenas
cywHocmy kamnanuii. Akagemuueckuit [Ipoekr; [lenoBas kuura.

References

Apel, K.-0.(1999). Sytuatsiia liudyny yak etychna problema [ The Human Situation as an Ethical Problem] (A. Yermolenko,
Trans.). In A. M. Yermolenko, Komunikatyvna praktychna filosofiia [Communicative Practical Philosophy]
(pp- 231-255). Libra [in Ukrainian].

Bell, D. (1996). Kulturni superechnosti kapitalizmu [Cultural Contradictions of Capitalism] (V. Lishchuk, Trans.). In
V. Liakh (Comp.), Suchasna zarubizhna sotsialna filosofiia [Modern Foreign Social Philosophy] (pp. 251-275).
Lybid [in Ukrainian].

Heidegger, M. (1993). Raboty i razmyshleniya raznykh let [Works and Reflections of Different Years] (A. V. Mikhailov,
Trans.). Gnozis [in Russian].

Kaftandzhiev, H. (2005). Garmoniya v reklamnoi kommunikatsii [Harmony in Advertising Communication] (S. Kirova,
Trans.). EKSMO [in Russian].

Lehenkyi, Yu. H. (2018). Estetyka ukrainskoho etnodyzainu [Aesthetics of Ukrainian Ethnic Design]. University
"Ukraine" [in Ukrainian].

Lola, G. N. (1998). Dizain: Opyt metafizicheskoi transkriptsii [Design: Experience of Metaphysical Transcription].
Moscow University Press [in Russian].

Neretina, S., & Ogurtsov, A. (2010). Reabilitatsiya veshchi [Rehabilitation of a Thing]. Mir [in Russian].

Sharkov, F. 1., & Rodionov, A. A. (2007). Reklama i svyazi s obshchestvennost'vu: Kommunikativnaya i integrativnaya
sushchnost' kampanii [Advertising and Public Relations: The Communicative and Integrative Nature of Campaigns].
Akademicheskii Proekt; Delovaya Kniga [in Russian].

Uchenova, V. V. (2008). Reklama i massovaya kul'tura: Sluzhanka ili gospozha? [Advertising and Popular Culture: Maid
or Mistress?]. YaNITI-DANA [in Russian].

Yermolenko, A. M. (1999). Komunikatyvna praktychna filosofiia [Communicative Practical Philosophy]. Libra
[in Ukrainian].

Cmamms nadivuna 0o peoaxyii: 23.11.2020

XYAOKECTBEHHO-OBPA3HASI | baGuenko Snuna IOphesna
NPE3SEHTALIUA MUPA BELUEMW | Ipenooasamens,
B MACCOBOM KYJBTYPE | Kuescxuii nayuonansueiii ynueepcumem
KVZbIYPbL U UCKYCCMG,
Kues, Yxpauna

Hem) HCCJICAOBAHUA — ONPCACITIUTL COLMOKYJIBTYPHBIE HU3MEPCHHA OJCTCTU3AMKM KOMMYHHUKATUBHOI'O IPOCTPAHCTBA

BEIIEH; BBIICHUTH 00pPa3HyIO0 CHEMU(UKY NPE3EHTALMH BEIIECTBEHHOTO MUPa B M3MEPEHNN TAKUX COLHUAIBHBIX HHCTUTYTOB
MAaccOBOH KyJBTYpBI, KaK JM3aiiH W pexiaMa. METOIONIOTHIO CTaTbH COCTABISIOT TEOPETHYECKHE METOIBI MCCIIEIOBAHNS,
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CHCTEMHBI M KOMITAPATHBHBINA TIOXObI, KOTOPHIE MPEJOCTABHIN BO3MOKHOCTH HCCIIEOBAaTh OOpasHyIO MPE3EHTAINIO
TOBAapOB M YCIYT Kak (hakTop KOMMYHHMKaTHBHOW CpeIbl Ha Makpo- ¥ MHKpoypoBHe. [Ipumenenue muddepeHnmanisHoro
TIOJIX0/1a K aHAJIN3Y KAaTeTOPUH «IIPEIMET», «yCIIyra», «ToBap» Kak 00bEKTOB 00pa3HOIl Ipe3eHTaluy TpeOoBaIo TOHUMaHHs
IrddepeHIrany ConraitbHbIX QyHKIMHI 00pa3HOl Ipe3eHTanny Mupa Beleld. Hayunast HoBU3Ha MCCIIeI0BaHMS 3aKIII0YaETCs
B OCBELICHUH 0COOCHHOCTEH IIPOLIeCCOB 00pa3HOM IPe3eHTALNN TOBAPOB U yCIIyT Macc-MelNa, B YaCTHOCTHU B A3aliHE U peKyIaMe.
BriepBeie 0oTME4eHO, YTO Bellb, KaK MOJMCEMATHYECKOE MOHATHE, MPEACTABISAET CyOCTAaHIMMHOCTh MHpPA, aKTYaTH3UPYsICh
B HCKYCCTBOBEJCHMM KaK BH3yalbHas IPE3CHTAUMs MHUpA, BO3BpaIlas BHHMAHHE K BEIIM B €€ MHPOBO33PEHUYECKOM
moHMMaHWK. BriBompl. Joka3aHO, 9TO 3a JTFO0OH TIPEAMETHOW pEeaibHOCTBIO COBPEMEHHOH KOMMYHHKATHBHOW CpEIIbI
CTOMT Belllb KaK PealbHOCTh, KOTOPAsl MEPEKMUBACT BPEMsI M MMEET MPU3HAKK BEYHOCTH. BBISBIECHO, YTO COIMOKY/IBTYPHBIC
N3MEpEHNsT ICTETH3ANH KOMMYHHKATHBHOTO POCTPAHCTBA CBS3aHBI C IIPEIMETHO-BEILIECTBCHHON JIETHTUMANMEH 00pa3HbIX
HHCTAUISILUNA CPEeAibl, Tie MPEAMETHBIH MUpP CTAaHOBUTCS TOBAPOM HJIM MPEACTABISAET Ty WIM UHYIO yciayry. OTMedeHo, 4To
ACIICKT BCHICCTBCHHOCTH B )Z[PI33.I7[HC SIBIIIETCS CaMbIM Ba)KHBIM. Kak smemeHT Cpeabl OBITUSL YeITOBEKa BCIIb MMECT CBOM
HETIOBTOPUMBIN 00pa3, KOTOpbI HyXKIaeTcs B Mpe3eHTaluu. BeisicHEHO, 4To 00pa3Has Mpe3eHTalys TOBapOB U YCIyT Kak
(hakTOp KOMMYHMKaTHBHOW CPE/bl IPOUCXOIUT KaK HAa MAKpO-, TaK ¥ HA MHKPOYPOBHE: HAa MaKpOypOBHE OHA HCIOJIb3YeT
00IIeIOCTYITHBIN KO HICHTHYHOCTH, OPHCHTUPOBAHHBIN Ha OpraHUYECKHIE MOTPEeOHOCTH MOTpedHTENeH, a HA MUKPOYPOBHE —
crienUIMpPYeT ayTUTOPHIO U OIPEIeIsieT 00pa3HbIid KOHTEHT, KOTOPBIH MOOYK/1aeT K ACHCTBHIO 1 MOTPEOICHHUIO.
Kniouesvie crosa: nusaiin; pekiama; Belllb; 00pa3; ToBap; yclIyra

ARTISTIC AND IMAGERY | Yanina Babchenko
PRESENTATION OF THE WORLD | Lecturer,
OF THINGS IN MASS CULTURE | Kyiv National University of Culture and Arts,
Kyiv, Ukraine

The purpose of the article is to determine the sociocultural dimensions of the aestheticization of the communicative space
of things; to find out the imagery features of the presentation of the material world in the dimension of such social institutions
of mass culture as design and advertising. The research methodology consists of theoretical research methods, systematic
and comparative approaches, which made it possible to consider the imagery presentation of goods and services as a factor
of the communicative environment at the macro and micro levels. The use of a differentiated approach to the analysis of the
categories “subject”, “service”, “product” as objects of imagery presentation required understanding of the differentiation of
social functions of imagery presentation of the world of things. The scientific novelty consists in highlighting the features of
the processes of imagery presentation of mass media goods and services, in particular in design and advertising. The fact that
a thing as a polysemantic concept represents the substantiality of the world, actualizing in art studies as a visual representation
of the world, refocusing attention on the thing in its worldview understanding, was demonstrated for the first time. Conclusions.
The author has established the fact that behind any objective reality of the modern communicative environment there is
a thing as a reality that experiences time and has signs of eternity. The article has revealed that sociocultural dimensions of
the aestheticization of the communicative space are associated with the material legitimation of imagery installations of the
environment, where the world of things becomes a commodity or represents a certain service. It has been emphasized that
the aspect of materiality in design is the most important one. As an element of the human environment, a thing has its own
unique image, which requires presentation. It has been shown that imagery presentation of goods and services as a factor of the
communicative environment occurs both at the macro and micro levels: at the macro level, it uses a publicly available identity
code focused on the organic needs of consumers, and at the micro level, it specifies the audience and determines the imagery
content that encourages to action and consumption.

Keywords: design; advertising; thing; image; product; service
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Merta cTaTTi — Ha OCHOBI aHAIII3y TBOPYOCTI HAWBIJOMIIIMX YKPATHCHKUX JM3aliHEPIB-LIIOCTPATOPIB BUSBUTH Cy4acHi
TeHAEHIIIT po3BUTKY fashion-irocTpaltiif; BU3HAYMTH OCHOBHI XYAOKHI TEXHIKH, Tpadiuni 3ac00H i MPUIHOMH KOMITO3HUIII, 10
SIKAX BIAIOTHCA AU3AHEPH-1TIOCTPAaTOPH; BCTAHOBUTH Cepy 3acTocyBaHHA fashion-imocTpariil y cyJacHiii MOIHIH iHAyCTpil.
Metonu JociimkeHHs. Y CTaTTi MOps] i3 3aralbHOHAYKOBMMH METOIaMH BUKOPHUCTAHO NOPIBHSAIBHHUI Ta CUCTEMHHUH aHai3,
3a JIOTIOMOTOK0 SIKMX 3IIMCHEHO 30ip i BUBYCHHS PI3HHX JDKepen iH(POpMAIl, a TaKoK METOJ Kiacudikalii, THIToIori3aii
Ta (akrorpadii, 10 cTaau OCHOBOIO JUISl y3arajJbHEHHS OTPUMaHHX JAHUX 3aBISKH BHKOpHCTaHHIO fashion-imocrtparii,
SIKI TIPEJICTABIICH] B APYKOBAaHMX MOJHUX BHAaHHsX Vogue, Vanity Fair, InStyle, Harper’s Bazaar, Ta inTepHeT-mKepenax,
mo po3MimyBanuck Ha Facebook, Instagram, y cmiBroBapuctsi illustrators.ru, wa miardopmi mwis ¢pinancepis behance.
net Ta 0coOMCTHX caiTax An3aiHepiB. HaykoBa HOBM3HA poOOTH TONSATae B y3araJbHEHHI Ta CHCTEMATH3AIll TEOPETHIHNX
1 TPaKTWYHUX TMOJNIOKEHb IPO CTaH PO3BUTKY CYJYaCHMX YKpaiHChKHX fashion-imiocTpariif, iXHIX TeXHIK BHKOHAHHS,
crieriKi XyIoKHBOI 1mofadi Ta cepu 3acTOCYBaHHS B IHIYCTpil Moau. 3’sICOBaHO, IO YKPATHCHKI 1TFOCTPAaTOpH aKTUBHO
BUKOPUCTOBYIOTH I'padidHi IporpaMu, HOYMHAIOYHN Bil 00poOKH 300paXkeHHs!, 3aKIHIYIOUH ITiITOTOBKOIO JI0 IpYKY. BUCHOBKH.
BusiBeHo, 1o BaKJIMBOIO TEHJEHIIEI0 B PO3BUTKY CydyacHOi iHIycTpii Moy € ctBopeHHs fashion-umocTpaliiii Ik oaHOTO
3 OCHOBHHX CIOCOOIB peKJIaMyBaHHs BUPOOIB TEKCTUIILHOI Ta JIErKoi mpoMuciIoBocTi. [IIMpokuil criekTp XynoKHIX pillieHb
cyuacHoi fashion-itrocTpariii BEIMKOW Mipor 00yMOBJICHHH TpadiuHOI0 MAaHCTEPHICTIO CaMOT0 JAM3aifHepa-iIcTparopa ta
MIpUHOMaMH KOMTI T0TepHOI rpadikn. PO3mIAHYTO TBOPUICTh MPOBIAHUX YKPATHCHKHUX TU3aiHEPIB Ta 3 5ICOBAHO IXHilf BHECOK
y BITYM3HSAHY Ta CBIiTOBY fashion-iHmycrtpito. OXapakTepr30BaHO OCHOBHI JKaHPH, TEXHIKH, KOJTOPHCTHKY, KOMITO3HIIIHHY
mo0yOBY LITFOCTpAIIii, sIKi ChOTOIHI CTBOPIOIOTHCS XyIOKHIKAMHU Ta c(hepy IXHBOTO 3aCTOCYBAHHS.

Kniouosi cnoea: fashion-umoctpanist; fashion-inmycrpis; TexHika; KOMITO3HILIITHA MOOY/I0Ba; KOJIOPUCTHKA; XKaHD;
pekiama; auszaiHep

Beryn

Fashion-imocTparist CbOrogHi CipuiiMaeThes SIK ajJbTepHATUBHA 1CTOPIsl MOAH, 1 KOXKEH JAOCIHIJHHK, PO3-
DJISIIAI0YM [TMTaHHS TIOB’sI3aHi 3 KOCTIOMOM, HE MOYKE He 3BepTaTHcs J0 Li€i chepr XyaoKHbOI JisNTbHOCTI.
Ictopis fashion-imoctpanii mae 3mMory copMyBaTH YiTKE YSBJICHHS PO PO3BHTOK aBTOPCHKUX CTHIIICTHK
B ICTOpUYHOMY KOHTEKCTi. Take ysBIeHHS, Ha HaIl MO, € IPOAYKTUBHHAM IIiJl 4ac IMiJrOTOBKH HE TUIbKU
MU3aHEPIiB OJATY, a i rpadiuHuX qu3aiiHepiB, MEUCTEIITBO3HABIIIB Ta BCiX, XTO MPUICTHHUHA 10 chepr pUCYH-
ka. OgHaK poib PUCOBAHOI LIIOCTpaLii MOXKE i TOBUHHA PO3KPUBATUCS 3HA4HO Lmpiie. [HTepHeT-pecypcu
JTO3BOJISIFOTh BUBYATH OCTaHHI TEHCHINT B Taly3i iHIyCTpil MOIX, CTEXKHUTH 32 MOAHUMH TIOKa3aMH B OyJIb-
SIKIM KpaiHi cBiTy. XyJO)KHUKH-UTIOCTPATOPH MAIOTh 3MOTY aKTUBHO PO3IIMPIOBATH MEXI 3aCTOCYBAaHHS CBOIX
TBOPYMX IOIIYKIB, peasizytoun iX i B Marepiajiax JpyKy, 1 B PoIeci CTBOPEHHS peKJIaMH BCiX BUAIB, Y PO3-
poOI11i aBTOPCHKUX KOJICKIIIH MOJEIBbEPIB, Y Tany3i Tearpy i kiHo. CollianbHi MEpeki 1 crerianizoBaHi caiTu
CHPUSIOTH TOMYISIPU3allii TBOPYUX MOIIYKIB, IO CIIPSMOBAHI Ha CTBOPEHHS aBTOPCHKOTO CTHITIO B LITFOCTpAIiii
(KotmsipeBckast & Kpacosckas, 2020).

Ananiz docniosxcens i nyonikayiu. Y 3apyODKHIA MHUCTEIITBO3HABYIN JTiTepaTypi MUTaHHS eBodrorii fashion-
UTIOCTpALlii BUCBITIIOIOTHCS JOCUTH CUCTEMHO — y Tipatsix ocranHix pokis . laynrona, V. Ilapkepa, K. bnexkman,
B. Moppica. [locnipkeHHAM CydacHUX METO/IB LTFOCTPYBaHHS MOJIU, 30KpeMa OCHOBaM MOJIHOI irocTpaliii, cydac-
HUM TEHJICHIISIM II0JI0 XYJOKHBOT I0J[adi SICKPaBOTr0 300paKeHHsI, JMHAMIYHOI MTOCTABU 1 TEKCTypaM MaTepiaiiB
B of15131 ipucBsiueHi poootu /1. Xonkinca (Hopkins, 2010), K. brnekmen (biskmen, 2013), X. Edeprie Ta i, (D0epiie
u np., 2012), A. Kinep (Kumep, 2015), H. Apxwurooi (Apxwurosa, 2011). Takox 1{iHHAM i HEBUUEPITHUM BHECKOM
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y BHCBITJIEHHS icTOPIi Ta Teopii mu3aliHy 1 Moau € HaykoBi mipatti P. Aunpeeoi, H. KosemrnikoBoi (KoBenrHnkoBa,
2009), A. JlaBpenTheBa (JIaBpentoeB, 2008), 1. Pozencon (2007). ITokazoBoto € podora I I'yceitHosa Ta iH. (2004),
y SIKI PO3IISLAAIOTHCS TEOPETUYHI OCHOBU KOMITO3HIIi1, €Tal TBOPYOTo MPOLIECY, METOH 1 crienndika XyI0KHbO-
0 TIPOEKTYBaHHS KOCTIOMa K 00’ exTa u3aiiny. OxpeMux acrekTiB fashion-irocTparii TopkaeTbest y CBOIX A0CITi-
moxerHsix O. [lesniok (2008). OnHak BesTMKa KUTbKICTh 1H(OPMALIIi, 1110 MICTHThCS B IHTEpHET-pecypcax, Horpedye
y3araJbHEHHS | KpUTHYHOTO OCMHUCIICHHS. Y BITYM3HSAHIN OCBITAHCHKIN mpakTuili (1 i 9ac popMyBaHHS (HaxoBOro
OJIOKY TUCIIMTUTIH CITEIliaTbHOCTEH 00pa30TBOPUOTO W AM3alHEPCHKOTO CHPSIMYBaHHS, 1 IMij] Yac ITiATOTOBKH Ha-
BYAITEHO-METOAMYHOTO 3a0€3MIEUCHHS) TAKOMY BXKITUBOMY XYJIOKHBOMY SIBHILLY, K fashion-irocTpartis, mpumiiss-
€ThCsl HA0araTo MEHILE yBary, 110 BUKIIMKAE TOTpedy B CepHO3HNX JOCIIDKEHHIX (axiBIIB.

[Nonymnspu3artist Moau B yci yacu Oyia i € BaKIMBOIO YMOBOIO i1 icHyBaHHs. OCOONMBO 1€ CTOCYETHCS PO3IOB-
CIO/KEHHS iH(opMallii PO HOBUHKH B LIAPWHI MOJJHOTO OJIATY Ta aKTyallbHOTO MOTHOTO 00pasy, Ha SIKHUH MOKYTh
opieHTyBarucs criokupadi. Came fashion-irocTpaltis cripusie oMY, OCKUTHKH BOHA 3apOIMIIACh OTHOYACHO 13 ca-
MOIO MOJIOO i Ma€ BIIACTHUBICTh TUPAKYBATHCH y YHCICHHIN KUTHPKOCTI IACHTHYHUX ek3eMIunipiB. Tomy fashion-
UTIOCTparIis K Bi3yaJlbHE PHCOBaHE 300payKEHHS BIATBOPIOE B COOI XapaKTepHi O3HAKHM MOTHOTO KOCTIOMA i TiTHi-
Mae Ha SKiCHO HOBHH piBeHb caM mporiec Horo eBomtorii (1. Yupic & H. Vapic, 2013).

HaykoBa HOBHM3HA JOCIIKEHHS MOJIATAE B y3araJbHEHH] Ta CHCTEMATH3aLii TEOPETHYHUX 1 MPAKTHYHUX T10-
JIOKEHB TPO CTaH PO3BUTKY Cy4acHHMX yKpaiHChkux fashion-imtocTparii, iXHIX TEXHIK BUKOHAHHS, CrielU(iku
XyIO)KHBOTO TTOJJaBaHHS Ta C()epH 3aCTOCYBAHHS B IHAYCTPii MOAH.

Merta crarri

Merta nocCIipKeHHS — OCMUCIIUTH CY4acHI TEHJEHIIiT po3BUTKY fashion-imrocTpariiii Ha OCHOBI aHami3y
TBOPUYOCTI HAHBIIOMILINX YKPaTHCHKHUX AM3alHEPIB-UIIOCTPATOPiB, BUZHAYUTH OCHOBHI Xy/JI0KHI TEXHIKH, rpa-
¢iuHi 3ac00M ¥ MPHUIIOMU KOMITO3MIII1, 10 SKUX BIAIOTHCS Cy4YacHi AM3alHEPU-UTIOCTPATOPH Ta BCTAHOBUTH
cdepu 3acTOCYBaHHS IUX LIFOCTpaLiil Y MOIHIH IHAYCTpIi.

Jns peamizamii MeTH BH3HAYEHO Taki 3aBAaHHS: MPOAHAJI3yBaTH Cy4dacHI TeHIEHIN1 po3BUTKy fashion-
LTFOCTpAIliif Ha OCHOBI TOCTIHKEHHS TBOPUOCTI HAWBIIOMIIINX YKPATHCHKUX JTU3aHHEPIB-UTIOCTPATOPiB; BU3HAYH-
TH OCHOBHI XyJIO)KHI TeXHiKkH (rpadiuni 3aco0u ¥ pUHOMH KOMITO3UIIi1), SKHMH BOJIOJIIOTH Cy4YacHi Ju3a-
HHEepHU-1IIOCTpaTopu B YKpaiHi; BCTAHOBUTH OCHOBHI cdepu ab0 TEHACHLII 3aCTOCYBaHHS LUX LIIOCTpaLii
y MOJHIH 1HAYCTPIi.

Buxnan marepiany gocaiizkeHHs

OO00B’SI3KOBOI0 YMOBOIO 37100yTTSI OCBITH CTyJ€HTaMHU TBOPUYMX BY3iB, 5SIKi BUBYAIOTH JHM3aiiH Ta OCHO-
BU NIPOEKTYBAHHS OJSTY, € BUBYEHHS UIIOCTpAliil y MOTHHX XypHanax. MaiOyTHIM nu3aiiHepam OJsry,
KOHCTPYKTOpaM, TEXHOJIOraM Ta MPOCTO XYIOKHUKAM Pi3HOTO CHPSMYBaHHS MOTPiOHI IPyHTOBHI 3HAHHS
icTOpil PO3BUTKY TOTO UM TOTO BUAY MHUCTeNTBa. KpiM LbOT0, BUBUAIOUM 3pa3Ky JKypHAIBHOI 1ItocTparii,
CTyZIeHTH (OPMYIOTh HABUYKH 3 PUCYHKY Ta MIPOEKTYBAHHSI, SIKi 3r0JIOM 3MOXKYTh BUKOPHCTOBYBATH B CBOTH
npodeciiinii aismpHOCTI. L{ikaBUM 17151 HUX € HE TUTBKH 3apyODKHUN TOCBi, ane i BITYM3HIHUN. Tomy B oc-
HOBY JTOCIIKEHHS TTOKJIaJICHO BUBUCHHS KOMITO3HUITIHHUX OCOOIMBOCTEH CydacHUX yKpaiHChKuX fashion-
UTFOCTpAIliil 1 TBOPYMX TEXHIK, 0 SKUX BIAIOTHCS MOJIOJI AU3allHEPH, HA OCHOBI 4OTO M Baasiocs chopmy-
BaTH BJIACHUH OPUTIHAIBHUI OpeH[ 1 cTaTH BiIOMMMH He Juiie B YKpaiHi, a i 3a 11 Mexxamu.

Sk Bigomo, XXI CT. € €MOX0I0 HOBITHIX TEXHOJIOT1H 1 HAyKOBOTO MIPOTPECy B ILJIOMY, 110 XapaKTepU3y-
€THbCSI aKTUBHUM PO3BUTKOM TEXHIKH, PI3HUX HOBITHIX TEXHOJIOTIH i, 30KpeMa, CBI’)KUMH HaIlpsIMaMU B MUC-
teuTBi. Barome miciie cepen Takux Teuii 3aiimae fashion-imrocrpartis, sika gefani Oiibliie CTae MOMYJISIPHOIO
(CenesnpoBa, 2017).

Cnouatky moHsITTS «fashion-imrocTparris acomiroBaiach JUIIE i3 IPYKOBAHUMH TpaBropaMu i odopra-
MH, 3TOZIOM — PUCYHKaMH «BiJI pyKW», CTBOPEHUMH I'padiTHIMHU ONIBISIMH, TYIIIIIO, TYaIIII0, aKBAPEIUTIO
Ta HIIMMU TEXHIKaMH, L0 TPEACTABISUIN IEPEBAYKHO JKIHOYHMU Ta 4onoBiuni omsar. OTxke, 1e Oymu cyTo
JOpyKOBaHI BUAaHHSA. 3HAKOBUMH XYyIOKHUKAMH 31 CTBOPEHHS TaKuX UIIOCTpaliii MOkHA Ha3zBaTH Baryia-
Ba Xomapa, Abpaxama boca, I1’epa bonnapa, J[»oBanni bonnini, Yapns3a ['iGcona, Anonbsda Cannosa,
JKopxa Jlenana, Pene I'proo, 5066i Xincona, Aurtonio Jloneca, JIopmka CtaBpinoca Ta in. Ixmi imocTpa-
i cTBOPrOBaIHCS IS BIAOMUX OOKJIaAMHOK KypHATiB, Takux sAk: «Mercure Galant», «Harper's Bazaar»,
«Feminay, «Vogue», «New York Times» i «Cosmopolitan». Kpim Toro, Crier Crinenbpman, HapHKIaI,
HarnucaB kHUTY «lllustrating Fashion: Conceptto Creation» («ImrocTpyroun Moy: Biff KOHIEIIIIIT 10 BTLICH-
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HS»), sIKa aKTUBHO TEPEBUIAETHCS | BBAXKAETHCA HAWKPAITUM MiIPYIHIKOM JUTS TIOYATKIBIIB-UTIOCTPATOPiB
MOJIHO1 1HyCTpii.

CroroHi qu3aifHepH BUKOPUCTOBYIOTh HAHPI3HOMAHITHILI TEXHIKM Ta mpuiiomu imroctpauii. Hanpukman,
MOMYJISIPHICTIO KOPUCTYIOTHCSI PUCYHKH 3 aTUTIKALIET0 13 )KUBUX KBITiB, sIKi CTBOPIOIOTH YapiBHY Ka3KOBICTh 1 e-
€pUYHMI HAcTpild. AKBapenbHI pUCYHKH B MO€THAHHI (apb i3 cULIo nepenaTh epeKT MEPEXTiHHS Ta CSIHBO
o0pasy B IIiIOMyY, a HE3BUYalHi, ICKPaBi 1 YacoM HemependadyBaHi LTIOCTpaIlii CTBOPIOIOTHCS 3aBISTKH BUKOPHC-
TaHHIO METOIY «KJIsIKcorpadiin. Okpemoi yBaru moTpeOyroTh pUCYHKH TYIIIIIO 1 BYyTULISIM, SKi, HE3Ba)KAt0UH Ha
MIPOCTOTY, 32 JIOTIOMOTOO KiJIbKOX JIHIM Ta MITPHUXIB IMepPearoTh 3araibHuil 3aaym xyaoxxauka (Typimion, 2011).

[Mounnatoun 3 2000-X poKiB, IIMPOKO 3aCTOCOBYIOTHCS KOMIT IoTepHa rpadika i mudposa gororpadis. Moa-
Hi BUJAaHHS CTajd BUKOPHCTOBYBaTH (oTorpadii, mo miagaloTbes KOMI I0TepHid 00poOui Ta icTOTHO 3MiHIO-
I0ThCsl B TpadiuHUX peakTopax. Bigrak opuriHaibHi pUCYHKH, SIKI CTAHOBHMIJIM Ha [TOYATKy MUHYJIOTO CTOJITTS
0a30By YaCTHHY >KYPHAIIIB MOJI, TIOYaJIH CTPIMKO BUTICHSTUCS (oTOorpadieto.

®dotorpadii y qpyKoBaHUX BHIAHHIX BHKOPHUCTOBYIOTHCS 3HAYHO YACTIIE, OCKUTEKA BOHHU € OUTBII 3p03Y-
MUTAMH 1 Kpalie JeMOHCTPYIOTh IPOAYKTH MoaHOI iHxycTpii. OfHaK, He3BaXKaloun Ha IIe, PUCOBaHI MOPTPETH
i fashion-imocTpariii cratoTe Bce Oinbin nonmymsipauME. Lle mosicHroeThest THM, 1o dotorpadis i fashion-imro-
CTpalisi CyTTEBO BiJPi3HSIOTHCSA OAHA BiJ oxHOI. DoTorpadis — ue He 1o iHme sk Qikcamis sSKoick MOIl B KOH-
KpEeTHHH MOMEHT 4acy; HaTOMICTb, fashion-imocTparist — e 300pakeHHs, PUCYHOK, CTBOPEHUH XyIOKHUKOM,
SIKMH THTEPIPETYEThCs HUM 4epe3 mpu3My ocooductoi ysBu. Kpim 1poro, nmpu crBopeHHi fashion-imoctparii
XyHAOKHHUK 3BEPTAETHCS IO PI3HUX MPUHOMIB 1 TEXHIK 300paKeHH:, 3ac00iB BUPA3HOCTI, KOMIO3HII1, MOXKE CTH-
Ti3yBaTH, TONOBHIOBATH I pOOUTH aKIICHTH Ha TICBHHUX €JIEMEHTaX, 110 HEMOXKITUBO 3po0uTH ¥ poTtorpadii. Tomy
fashion-inroctpartis Ha ChOTOIHI HE 3/1ajla CBOIX TMO3WIIiH, a HaBMaKW, 30araTuiacs HOBUMH TEXHIKaMU U TIpH-
HOMaMH, OCBIKAIOYM CTONITTSI Cy4aCHHX TEXHOJIOTiH HOBHMH KOHIICTIISIMH 1 (DOPMYIOYM OCTaHHI TEHJCHIIIi
B iHIYyCTpil MOAH.

Cdepa Buxopucranns fashion-inroctpalliii HaJI3BUYAHO Pi3HOMAaHITHA. Y BChOMY CBITI MOJIHI IVISHIICBI
JKYpHAITH JUTS TApMOHIHHOT IIJTICHOCTI BUKOPHCTOBYIOTh )KUBUI PUCYHOK (i HA OOKIaIMHKaX, 1 B CTATTAX), JIO-
MTOBHIOIOYM HUMU cBOT fashion stories. MonHi OyauHKH # OpeHIr BUKOPUCTOBYIOTh LTIOCTpAIIil B TPUHTAX CBOIX
KOJICKITiH, a TaKOK Jy’KE€ 4acTO BOHM CITYXKaTb IJIs OPOPMIICHHS YCITIITHUX PEKIAMHUX KaMIIaHii Ta BITpHUH
MOJHHX MaraszuHiB. Po3Butky fashion-imocTpartiii B YkpaiHi cripusie HasBHICTh 3HAYHOT KUTBKOCTI MOJTHHX JPY-
KOBaHMX BHJaHb, TaKUX K Vogue, Vanity Fair, InStyle, Harper's Bazaar.

Cy4acHHH CBIT MOCTIHO BUMArae BiJl Xy/lI0KHHUKIB/IN3aiiHEPiB HOBHUX MiIXOAIB 10 CTBOPEHHS 1TIOCTpALii,
MPOSIBY BIACHOTO CTHIIIO, MOILIYKiB HOBHX HETPAIAMIIMHUX MPUHAOMIB 1 TeXHIK. 30KpeMa, OUIBIIICTh Cy4yacHUX
fashion-imrocTpaTopiB MPaKTUKYIOTh JIKUTANl PUCYBAHHS — CTBOPEHHS PUCYHKIB 32 JIOTIOMOTOI0 rpadiuyHuX
miaameTiB Apple iPAD Pro, Wacom Intuos Pro Ta koMt rotrepaux mporpam Adobe Illustrator, Adobe Photoshop,
XARA, Krita, Corel DRAW Ta in. OTxe, prucyBaHHS «BiJ] pyKi», III0 BUMAarae ClemniaabHOI XyI0KHbO] i Ir0TOB-
KM, IOCTYIIOBO BUTICHSIETHCS IHIIUMHU CII0OCOOaMU CTBOPEHHS 300paskeHb.

Huni fashion-imoctpatopy Bce BIEBHEHIIIE 3aiMaloTh CBOI MO3MLII B MOAHIM iHAYCTpii 1 cTaroTh OLNbII
3arpeOyBanumu. OfHI€IO 3 IEPIIMX NPECTaBHUKIB 03Ha4eHO1 podecii B Ykpaini ctana inmoctparop, rpadiuauit
nuzaitnep, roBenip [lomina Mengenesa, sika B me B 2004 p. cTBopmita cBoi nepuri fashion-imoctparii asist ocis-
HbOro rpenpkoro Homepa «Black and White» (Ukrainian Fashion Academy, 2015). ITonina mManroBaia KoJaeKiii
JTinii ITycrosit i Bonmoamvupa IMomomnsna s «Atenbe 1», a Takox ams kopaepa B Dover Street Market. Ii po6otn
myomikytoTh Vogue (Ykpaina i Pocis), Harper's Bazaar (Ykpaina), Elle (Vkpaina), Interview magazine, Another
magazine (BenukoOpuranis), Zoot magazine (Icnanis), Kiev Fashion Days B nmporpami Pretenders. Oqanm 3 Haii-
O1IbII 3HAYYIIMX TPOCKTIB, SKUM JOPOKUTH XyIOKHULS, € ii BIacHui 1oBenipauit Openn — Velar (Puc. 1).

o

Pucynok 1. Fashion-imroctpanii [Tomian MenseneBoi Ta 1oBemipHi BUpoOH aBTOPCHKOTO OpeHmy «Velar»
Figure 1. Fashion illustrations by Polina Medvedieva and Jewellery by the custom brand Velar
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Imroctparop CeiTitana MakapoBa, OUTBII BioMa ITi T TIceBIOHIMOM Lanitta, mo3uiionye cede sik imoctpa-
TOP BEKTOPHOI rpadiku. XymToKHHILS CTBOPIOE cBOi pucyHkH B mporpami Adobe Illustrator. ¥ 2007 p. BoHa
cTBOpWIIa Jiisi BUIaBHUIITBA Apkaim (Pocist) cepito MOIHHUX po3MalibOBOK Juis AiBuar. OHAK, KPiM BEKTOP-
HUX UTIOCTpaliif, 3yCTpi4aloThCsi poOOTH, BUKOHAHI aKBapeIutio, siki CBiTiIaHa B KIHIIEBOMY BapiaHTi 00po0iisie
3a oromoroto rporpamu Adobe Photoshop. Jleski 300paxkeHHs TOBHICTIO YOPHO-01J10T0 KOJIBOPY, BUKOHAH1
y BEKTOpHIH Tpadilli, BOHH HaraJayoTh COO0I0 APYKOBaHY TPaBIOpY.

Sk BUITHO 3 pHrC. 2, XyTOXKHHII TeMOHCTPYE HOBI TEHEHIIIT OJIATY, BHKOPHUCTOBYIOYH HAWPI3HOMAaHITHITIT
nepcoHaxi. Slk mpaBmIo, 1e (haHTacTH4HI repoi MyabT(iTEMIB, Ka30K, KiHO, & TAKOXK TPEACTaBHUKH (IIopr
i GayHu (KBiTH, TBApUHH, GAHTACTHYHI ICTOTH, TUITY PyCaJOK TOIIO). [HoAl AJ1st TOro, adM MPUBEPHYTH yBary
sia4ya, MPOMOHYE Y CBOIX LIIOCTpALlisi €leMEHT I'pd, EBHOTO croxkeTy. OcoOmuBe Miclie B TBOPYOCTI An3a-
WHepKHU 3aiiMae Takuil KaHp, ik MoAHUI moptpet. KonbopoBa mamiTpa 300pakeHb HalpiZHOMaHITHIIIA, BiJ
TEH/ITHUX HIOAHCHUX TMOEJHAHB JI0 ICKPaBUX 1 TEMHUX KOJIbOPIB. [HOI XY/IOKHUII BAAETHCS HE TUIBKHU Ipa-
BIJILHO BIITBOPHUTH TIEPEXOIN CBITIA U TiHEH, a i BIaio nepenatn GakTypy TKaHWH, ApaIlipyBaHHs, 3aJJ0MU,
TUHaMIKY ¥ mmactuky Gopmu. danTazis XyaoKHUI Oe3MexHa, 110 MiATBEPIKYETHCS BUPA3HOIO CTHITIZAIIIEI0
300paxkyBaHuX Qiryp, pi3HOI IXHIM Pi3HOMaHITHUM KOMITOHYBaHHSIM Ha apKylIlli, a iHOJi MPOCTO mepediib-
LICHHSM MEBHUX AUISTHOK (QIirypH, iXHIM CIIOTBOPEHHSM.

Pucynok 2. Fashion-imoctparnii CiTmanun MakapoBoi min nicesgoHiMoM «Lanittay
Figure 2. Fashion illustrations by Svitlana Makarova under the pseudonym “Lanitta”

Crunp CeiTianu MakapoBoi, iMOBipHO, 0OYMOBIJICHUH 3aMOBIICHHSIMU KOMIIaHIi — TaKHX, SIK KOMIIa-
Hig Turpitude 3 nmposenenns fashion-irop B onmaiin pexumi, NGMOCO LLC, Box Of Robots, TableTale
LTD, nns mopigHOTO KaTaiory KoJeKIminaux Jsuibok Sindy, mis Pedigree Dolls & Toys Limited, bynuaky
B3yTTa «Dopym», Nivea, MissLuxe, Glitz Hair Extensions, BugaBaunra Apkaim, MIKKO, a Takox caiiTis
megapolistea.ru, flowers-shop.com.ua ta iH.

[IpencraBuuneto fashion-imoctpanii B Oaeci € Mapuna Mypuuesa, sika 3 TUTHHCTBa CTBOPIOBaja ca-
MOpPOOHI XypHaJIM MOJ[ Ta 00pa3u CBOIX OJHOKJIACHMKIB, a Tijl 4aC HaBYAHHS B XYJIOKHHOMY IHCTHTYTI
rovasia eKCIePUMEHTYBATH 3 TIOLITYKOM 0COOMCTOro 00pa3sy i ctuiio. Ha moyaTky cBO€ET Kap’epu qu3aitHep-
Ka CTBOpWJIA ipOHIYHI IPUHTHU JUIs Konekiii ¢pyr6omnok Openay X' U B 2008 p. V 2011 p. six fashion-into-
cTpaTopy i HaIIMIIIIKA TIepIi 3aMOBJICHHS, a 3 HUM W YCBIJIOMJICHHS, SIK PO3BHUBATHCS B ILOMY HaIpsMi
MUCTEITBA.

Mapuna MypuueBa ycrninmHo criBnpaiiosaia i3 xxypHaitamu ELLE, TheNorDar, Face Control, Helen
Marlen, Yes, i3 caiitamu Kuruza, Domino Group, Styleinsider, mamoBana jist G-Style & The Burger,
Ksenia Schnaider, Hello glasses, Indian jewellery. HaiiBaxxnuBinioro Ta HalTpuBaminiow y TBOpUid Oi-
orpadii XyJOXKHHIII € CIIBIpaIls 3 TaKUMH BUAaHHAMH: 3 )XypHaIoM «ELLE Ukrainey, uist sikoro BoHa
odopMIIsiTIa TOPOCKOIIH M CTATTI; 13 MOJIOADKHUAM JKypHAIOM «Yes», y IKOMY LTIOCTpyBajia aKBapeIbHIMHU
rmapgyMamMu OfFH i3 pO3BOPOTIB i /Ie po3MileHl YOpHO-0iJIi LITFoCTpaltii oiBIIeM 10 CTaTel Mpo YOJIOBIdnT
ctuiib «Le Billionnaire» (Puc. 3).
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Pucynoxk 3. Fashion-imroctpanii Mapuaun MypudeBoi
Figure 3. Fashion illustrations by Maryna Murycheva

VY 2011 p. na Mixxnapopnomy Oienane fashion-imoctpauii IMAGO, ske npoxomuts y pamkax Ukrainian
Fashion Week, sickpaBo 3asBuiia nipo cebe TanaHoBuTa mpenctaBauis fashion-inrocrpanii B Ykpaini JIimiT
CapkicsiH, sika, KpiM 1IbOTO, € i ronoBHUM pemakropoM xypHany TheNorDar (Puc. 4). 3a ocranni 5 pokis
JIiTiT BCTUTIIA TTOTIPAITIOBATH 3 OararbMa €BPOIIEMCHKUMH Ta YKPATHCHKAMHE ITHU3aifHepaMH, ajie HalIikaBilm-
MU i 3HaKoBUMH JUIs Hel Oynu konmabopartii 3 BEKh i nuBEKh, Bevza, Helen Marlen Group, Elena Rudenko,
Bobkova. Takox JlimiT cTBOproBasia mpuHT 1715 0o(hopMIIeHHS CTiHM B MucTellbkoMy ApceHalli B paMKax Ipo-
exty Ukraine Inspired (tenekanan «1 + 1» i «UFWy). IlyOnikanii ii intoctpauiii MmoxxkHa 3yctpitu B L officiel,
fashionweek.ua, bestin.ua, Shopping Guide, TheNorDar Ta B iHIITMX BUIaHHSX.
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Pucynok 4. AxsapenbHi fashion-imocrpanii Jlinit Capkicsn
Figure 4. Watercolour fashion illustrations by Lilit Sargsian

Kpim ny6umikanii fashion-imocTpaniit y [pykoBaHUX BHIAHHSX, JIUTIT BUITYCKa€E OJIAT, MOJAPYHKHU Ta Jie-
KOD 13 BIACHUMH MPUHTAMH, pO3pO0IIsie MTu3aifHEePChKi TUCTIBKY, 3alIPOIICHHS Ha IMTOKa3H, OpeHIOYKH, JU3aiH
YIIaKOBKH Ta iHTep epHUH au3aifH. LmocTparii, skumu nexoposani Bei mpomyktr Mapku LILIT SARKISIAN,
JIinmiT Masoe B OpUriHaili BIACHOPYY Y TeXHILI «akBapeib» (AuB. puc. 4). Iisi TBOPUOro CTUIIIO XyI0KHHULI Xa-
paxTepHi 300paXkeHHs KBITiB, ITaXiB 1 rpaHaTy, KOTpl NPUKPALIAlOTh TU3aHHEPChKI CYMKH, INaepy, OpOIIKU
1 HaBITh KMJIMMH PY4HOI POOOTH.

e omniero sickpaBoro npezcTaBauIeto fashion-imtocTpartii B Oneci € Harans BonoOyeBa, sika oTpumaa
CBOE€ TIepIIie KOMepIIiifHe 3aMoBIIeHHs Ha imrocTpariii fashion-niBgarox mns kanennaps. Huni Harans coiismpa-
1I0€ 3 Mepexero apT-ctyniid Fantasy Room, e Buknamae kypeu 3i ctBopenHs fashion-imoctpartii. [TpoTsirom
IT’SITH POKiB CBOET Kap’epH B IiHl cdepi BOHA TpaIffoBaja 3 pisHUMH 3aMOBHHUKaMH, PO3POOIISIOUH LITFOCTpartii
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Ut OpeHOyKiB Mru3aiiHepiB 1 craprarmis, fashion-mucTiBKY, LTFOCTpaliii A1 MISHIICBUX BUIAHb, TIPUHTH IS
JPYyKy Ha qu3aiHepchkuX (yTOONIKaX 1 CBITIIOTH. Y CBOiM poOOTI XyIOXKHHUIIA Biae nepeBary TakuM TEXHi-
KaMm, K aKBapeJb, Tyaul, Tyu, akpui Ta Digital illustration on [Pad, Adobe Illustrator (Puc. 5).

Pucynoxk 5. Fashion-imoctpauii Haranii BonoGyeBoi
Figure 5. Fashion illustrations by Nataliia Volobuieva

Hecrammaptaumu migxomamMu 10 CTBOPSHHS MOTHUX UTIOCTparii Bupi3HsaeThes HOmis CrnaBiHChKa, sKa
B 2011 p. mo3Haifommmacs 3 XyooKHIM pemakTopoMm LZ magazine, Ijis SKOTO CTBOPHJIA KiJTbKa TEMaTHIHHIX
imroctpartiii. Lle crano mouarkom kap’epu mononoi xynoxuuii (Puc. 6).

Pucynoxk 6. Fashion-imoctpanii FOmii CnaBincbkoi
Figure 6. Fashion-illustrations by Julia Slavinska

Jani Oynu chinbHI MPOEKTH LmrocTpaTtopa 3 goTorpadamMu, mepmuM 3 SKUX CTaB MPOEKT 3 YKpaiHIEeM
Amnzpiem [BacekiBum «Ink Fabricy», ne Bonu noeananu dortorpadii Mozeni 3 MmiAMaibOBaHUMHU BPYUHY eJie-
MeHTaMu ojsry (Puc. 7). ByB Takoxk mpoexT 3 pociiickkum ¢potorpadgom Anacraciero Apcenik st FANUM
magazine (Puc. 8).

Binoma muzaitnepka Map’sina Mapiie po3nodana kap’epy fashion-inmroctparopa B motomy 2012 p. 3 nu-
3aiiHy onary ans BIacHoro 6penny MARCHE: fashion-imoctparis crana ii xo6i, sike it mepepociio B Kap’epy
3aBIsIKM Mepexi Instagram, ne Map’siHa omy0OriKyBasia KijibKa CBOIX pOOIT 1 3rofloM MOMiTHIIa 3HAYHUH 1HTe-
pec 10 HUX.

Map’ssna ManmoBasa st moptaiy Bestin.ua, pymyHcskoro Glamour, Alina Tanasa i Diana Enciu (Absolutely
Fabulous) 3 PymyHii, kongurepcskinx Morpho B Monaasii i PymyHii, ycminmHo criBmpaiioBana 3 Ju3aifHepaMu
omsry The Kayys i Fanilla Couture 3 Karapy, anrmiiickkuM mMarazuom Oixytepii, Banepiem Co3aHOBCEKHM,
pectopanom Sauvage, Tersnoro Pamyc (artramus), The Coat SK (Kareto Cunsaenko), Blood & Honey, pecto-
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panom «Cobaka 3’ina romy6a», Vklybe.tv/Kiev, iBear-arencrBamu Mazarine Life i Ultra Promo (Ipuan KoBans-
gyk). Takox Bona mamroBana aiust Mami €dpocuninoi, st atense Ipu Yemmion Atelie MOE 1 Annu [emno
Pycco. Bapro 3a3HaunTH, mo XynoxHUL cGopMyBaia 0cOOMCTUH XyJOKHIM CTHIIB: KOMIIO3HLIHHA T0OyI0Ba
ii inmrocTpaniii XapakTepu3yeThCs MEBHOIO MOCTIHHICTIO, MPH bOMY KOJHOPOBA MalliTpa AyKe pi3HOMaHITHA.
OCHOBHUMH T€pOTHSIMH LTIOCTPALlil € BiIOMi YKpaiHCBKIi MMOM-CIiBAYKH, TeJeBeAydi, akTopku To1o (Puc. 9).

DOLCE o SABRAN A

Pucynok 7. ®oro-intocrpaii Onii Cnasincekoi y criBrnparti 3 Anapiem IBacbkiBiM «Ink Fabricy
Figure 7. Photo illustrations by Julia Slavinska in collaboration with Andrew Ivaskiv, “Ink Fabric”

, T
a(a) 0 (b)
Pucynok 8. doro-imoctpanii FOnii CnaBiHCHKOT y CHITBHOMY ITPOEKTI 3 AHacTaciero ApceHik
quit FANUM magazine (a) Ta NpuKiIaan BEKTOPHUX LmtocTpartii (0)

Figure 8. Photo illustrations by Julia Slavinska in a co-project with Anastasia Arsenik for FANUM magazine (a)
and examples of vector illustrations (b)

Pucynok 9. AxBapenpHi imroctpamnii Map’staun Mapire
Figure 9. Watercolour illustrations by Mariana Marche
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Fashion-imoctparop Mapist Cycnosa posnodaia cBoto kap’epy B 2013 p., Takox BUKITaat0qH CBOi pOOOTH B CO-
LiangbHI Mepexi. Mapist nparroBaina 3 ykpaincekumu anzaiiHepamu SAY YA by Luba Makarenko (resort collection
2015), cropwia npunty i Operty T. Mosca (Puc. 10) ta cepiro mpuHTIB [utst OnaroiiHo1 akiii qu3aiinepa Elena
Burba, iroctpysaiia 3anporenns Ha Ukrainian Fashion Week st Opennty Podolyan, yeninmHo mpoiiumi konado-
paiii 3 au3aitnepom Vika Adamskaya.
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Pucynoxk 10. Imrocrparii Mapii Cycnosoi st T. Mosca Pucynoxk 11. Pucynox Mapii CycnoBoi y TexHiri

Figure 10. Illustrations by Mariia Suslova for T. Mosca #iphoneartcollage

Figure 11. Illustrations by Mariia Suslova in
#iphoneartcollage

PoGota Ha puc. 11 € BrineHHsAM HampsMmy, sikuii Mapis maHye po3BuBaru — #iphoneartcollage. Bona
CKJIaJIa€ThCS 3 KIIBKOX MAIIOHKIB Ta (OTO, 3pOOJICHUX XyHOKHUIEIO 1 CKOJAXOBAaHHUX 3a JOIIOMOTOIO MPO-
rpam 1 ¢inerpiB B iPhone. Takox 1ieil pUCYHOK CTaB OOKJIAUHKOIO aMEPUKAHCHKOTO JKYyPHAJIy MPO MOIY
it mucrenTBo «The Alchemist Magaziney, 3 sikum M. CycnoBa criBrpamtoe. HaiiBaxmBinie ITOCSTHEHHS
Mapii — ne 3amyck BnacHoro 6peny MASHUTKAS, i SKuM BHITYyCKalOThCS IIOBKOBI XYCTKH, (DyTOOIKH,
JOXJIH JIs Tene(poHy 1 MOMHI irpamku. Mapis yBifiTiura 1o Ciucky kKpammx fashion-imroctparopis 3a Bepciero
TrendSpace.ru i SNC magazine.

BucnoBxku

OTxe, NMIUPOKHIN CIIEKTP XyAOXKHIX pilieHb cydacHoi fashion-imoctparii 6arato B yomy oOyMOBICHUH
rpadivHOI0 MANCTEPHICTIO AU3aifHEepa-UTIoCTpaTopa Ta mpuiioMaMu KOMIT I0TepHOi rpadiku. CrOoTomHI Tpa-
(higH1 IpOrpaMy BUKOPUCTOBYIOTH YCi BITYM3HSHI 1JTIOCTPAaTOpPH, MMOYMHAIOUN B 0OpOOKM 300pakeHHS, 3a-
KIHYYIOYH TIATOTOBKOIO J0 JpyKy. OKpeMi XyIOKHUKH TIOBHICTIO MEPEXOASTh HAa CTBOPEHHS LTFOCTpalliid
B THX YM THX KOMIT IOTEPHUX MpOrpaMax.

Ha ocHOBiI mpoBeneHOro JOCHIHKEHHSI BU3HAYCHO KOJIO TMPOBIIHUX OU3aiiHEpIB Ta 3°sICOBaHO iXHIH
BHecok y fashion-inmyctpito Yikpainu Ta 3apyOikKsi, OXapaKTepH30BaHO TEXHIKM BUKOHAHHS HUMU fashion-
UTFOCTpalliii Ta MaHepy XyHAOKHHUKIB, CTHIICTHKY iXHIX poOiT. KpiM 11bOro, po3missHyTO IIMPOKHHA MPOCTIp
iX 3acTOCYBaHHS B cydyacHii fashion-iagyctpii. 3’sicoBaHo, mo fashion-imrocTparltiss HUHI BHKOPHUCTOBYETHCS
B IVISHIIEBUX BUIAHHSX, O/I31, iHTEp €pi, ApyKOBaHil rpadili, pexiaami, COmalbHAX Mepekax, JeKOpaTuB-
HOMY MUCTEIITBI.

[lepcrieKTHBH MONANBIINX AOCTIKEHb BOAYalOTHCSl B PETPOCIIEKTUBHOMY aHalli3l IOCSTHEHb YKpaiH-
cpKoi fashion-imocTpanii Ta BUCBITIACHHI OCOOIMBOCTEH PI3HUX CTHIIICTUK MHTLIB y Cy4acHid 1HIycTpil
MOJIH.
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COBPEMEHHDBIE | CenesneBa Anna BiaaumuposHa
TEHAEHIMUU B PABBUTHUU | Kanouoam mexnuueckux nayx, doyenm,
FASHION-UJIJIKOCTPAUUMN | Xuenvnuyxuii nayuonanshuiii yrusepcumen,

B YKPAUHE | Xuenonuyxuii, Yepauna

Ilenp crarbu — Ha OCHOBE aHANIM3a TBOPYECTBA M3BECTHBIX YKPAMHCKUX JAW3aHHEPOB-WILIIOCTPATOPOB BBISBUTH
COBpPEMEHHBIC TEHJICHIINN pa3BUTHs fashion-MimocTpanuii; onpeneanTs OCHOBHBIE XY0KECTBEHHBIE TEXHUKH, IpadHIecKre
CPEACTBA M IIPHEMbI KOMITO3UINHN, K KOTOPBIM IPHOEratoT COBPEMEHHBIE IM3aiHEPhI-MILTIOCTPATOPBl; YCTAHOBUTh Cepbl
MIPUMEHEHHS 9TUX WILTIOCTpAaLii B COBPEMEHHOM MOAHOM MHIycTpun. Metononorust. B crarbe, Hapsiay ¢ oOLIeHayqYHBIMH
METOJ[aMH, ObLIN MCIIOJIb30BaHbl CPABHUTENBHBIN M CUCTEMHBII aHaJN3, C TIOMOIIBI0 KOTOPBIX BBIIIOJIHEH COOp M M3yYeHHUE
Pa3INYHBIX HCTOYHUKOB MH(OPMAIMH, a TaKKe METOA KilacCH(HUKAIUK, THIIOJIIOTU3AMU U (pakTorpadyu, CTaBIINEe OCHOBOW
JUIsl 0000IIEeHNs TONTYYeHHBIX JaHHBIX OJarozapsi Mcroib3oBanuio fashion-ummrocTparyii, peiCcTaBICHHBIX B EUaTHBIX
MOIHBIX H3naHusx Vogue, Vanity Fair, InStyle, Harper's Bazaar u uHTepHET-HCTOUHHKAX, KOTOPBIC pa3Meniainch Ha Facebook,
Instagram, B coobmiectse illustrators.ru, Ha miatdopme 1t hpunancepos behance.net u MYHBIX caiftax nu3aitHepoB. HayaHas
HOBH3HA Pa0OTHI 3aKITI0YACTCS B 0000IIEHNN M CHCTEMATH3AMI TEOPETHIECKUX U MPAKTHUECKUX TTOT0KEHUH O COCTOSIHUM
Pa3BUTHS COBPEMEHHBIX YKpaUHCKNX fashion-mmmocTpanuii, ©X TEXHUK UCHIOMHEHUSI, CICIU(UKN XYA0KECTBEHHON TTOAaYN
u chepbl MPUMEHEHHUSI B UHAYCTPUU MOJIBI. BBISICHEHO, 10 YKPaUHCKHE WINTIOCTPATOPBl aKTHBHO MCIIONB3YIOT rpaduyeckue
PO paMMBbl, HAYWHAs OT 00pabOTKK M300paKEeHHs, U 3aKaHYHBasl ITOITOTOBKOH K niedary. BeiBopl. BeisiBieHO, 4TO 0/1HOM 13
BEIYIIUX TCHICHIIMH B COBPEMEHHOW MHIYCTPUH MOJIBI SBJSIETCS co3nanue fashion-minmrocTpanuii Kak OJHOTO U3 OCHOBHBIX
CTI0CO00B PEKIAMUPOBAHUS U3/IEITHIA TEKCTHIIHLHOMN 1 JIETKOH POMBIIIIEHHOCTH. LIIMpOKHii ClIeKTp Xy0’KeCTBEHHBIX PEIICHHI
cOBpeMeHHOH fashion-muTiocTpauu MpeuMyIIecTBEHHO OOYCIOBICH TpadudecKuM ManiCTepCTBOM CaMOTo AW3aifHepa-
WUTIOCTPaTopa M TIPUEMaMH KOMITBIOTEpPHOH Tpaduku. PaccMOTpeHO TBOPYECTBO BEAYIIMX YKPAHMHCKUX M3aiiHEPOB
1 BBISICHEH MX BKJIAJ B OTEUECTBEHHYIO 1 MUPOBYIO fashion-namaycrpuio. OXapakTepu3HpOBaHbl OCHOBHBIC JKaHPBI, TEXHUKH,
L[BETOBAsI raMMa, KOMITO3HIIHOHHOE OCTPOEHUE WILTIOCTPALMH, KOTOPBIE CO3AIOTCS XYJOKHUKaMU B HACTOSIIEE BpeMs
U cepy UX MPUMEHEHUS.

Kniouesvle cnosa: fashion-mwmoctpanust; fashion-uHaycTpusi; TEXHHKA, KOMITO3HUIIMOHHOE IOCTPOCHHE;
KOJIOPUCTHKA; KAHP; PeKiIama; Iu3aiHep

RECENT TRENDS | Anna Seleznova
IN THE DEVELOPMENT | PhD in Engineering Sciences, Associate Professor,
OF FASHION-ILLUSTRATION | Khmelnytskyi National University,
IN UKRAINE | Khmelnytskyi, Ukraine

The purpose of the article is to investigate recent trends in the development of fashion illustrations based on the analysis of
the work of famous Ukrainian illustrator designers; to determine the main artistic techniques, graphic means and composition
techniques used by modern illustrator designers; and to establish the application fields of these illustrations in the fashion
industry. Research methodology. As materials for the article, we used fashion illustrations presented in print fashion publications
Vogue, Vanity Fair, InStyle, Harper’s Bazaar and Internet sources that were posted on Facebook, Instagram, in the illustrators.
ru community, on the platform for freelancers behance.net and designers’ personal websites. The article applies comparative
and systemic analysis along with general scientific methods with the help of which the collection and study of various sources
of information were carried out, as well as the method of classification, typology and factography, which became the basis for
generalising the data obtained. The scientific novelty of the work is to generalise and systematise the theory and practise state
of development of modern Ukrainian fashion illustrations, illustration techniques and the specifics of artistic presentation. We
have found that Ukrainian illustrators actively use graphic programs, from image processing to prepress. Conclusions. One of
the leading trends in the modern fashion industry is the creation of fashion illustrations as one of the main ways to advertise the
textile and consumer goods industry’s products. The wide range of artistic solutions to modern fashion illustration depends on
the graphic skills of the designer-illustrator and the computer-generated image techniques. The article determines the leading
designers’ work and describes their contribution to the fashion industry in Ukraine and abroad. The article learns the main
genres, techniques, colours, compositional construction of illustrations, which are created by artists at present, and the scope
of their application.

Keywords: fashion illustration; fashion industry; technique; compositional structure; colouristic; genre; advertising;
designer
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ONGOING CHALLENGES | Lesia Smyrna
OF HIGHER ART EDUCATION | Doctor of Art Studies,
Senior Researcher,
ORCID: 0000-0002-0483-1915,
e-mail: Lsmyrna@naqa.gov.ua,
National Academy of Arts of Ukraine,
20, Bulvarno-Kudriavska St., Kyiv, Ukraine, 02000

The purpose of the article is to determine the special features of the formation of higher art education in Ukraine at the
present stage and identify the main ways of their implementation. Research methodology. The article, along with general
scientific methods — analysis, synthesis, induction, deduction, generalization, applies cross-cultural and systematic analyses,
which makes it possible to characterize the ongoing challenges of higher art education. The scientific novelty of the research
lies in the following priorities: peculiarities and current state of higher art education are described, distance education as one
of the forms of translation of knowledge and skills and a methodological challenge to teachers of art educational institutions
are investigated, ways of introducing the educational and creative degree of Doctor of Arts and accreditation of the academic
councils (specialized councils for awarding the degree of Doctor of Arts) are outlined in three areas of creative artistic activity:
1) the music sphere, 2) the visual, decorative and applied, design and restoration, 3) stage and audio-visual arts. The regulations
by the National Agency for Higher Education Quality Assurance sets out the requirements for the competence of members
of the specialized councils for awarding the degree of Doctor of Arts. Conclusions. Today’s art and education market is
characterized by a tendency when the provision of educational art services is forced to take place in conditions of fluctuations in
state educational strategies, reinforced by some uncertainty of work in the conditions of global quarantine. But if the conditions
of quarantine have external force majeure circumstances and cannot continue indefinitely, the lack of a clear state strategy in
the field of higher art education remains an obstacle to the formation of its overall structure. However, the steps that have been
taken in the recent years thanks to the collective efforts of the National Agency’s specialists allow us to see the prospects for
moving towards the creation of such a structure.

Keywords: art education; higher education; distance education; Doctor of Arts

Introduction

Since 1990, Ukraine, along with other countries of the central Europe, has become an object of various
attempts to reform higher education. In this regard, Ukraine is not the only post-communist country that is try-
ing to quickly catch up with what European countries have gradually formed for decades, realizing the fallacy
of education in the previous format. However, as a country with a viscous postcolonial heritage, in the process
of reform, Ukraine sometimes chooses not a convincing but, as practice shows, a somewhat turbulent way.
On the one hand, there is a clear awareness of the need to modernize the educational space in accordance with
modern European standards, on the other hand, there is a lack of public and state consensus on the strategic
transformations of the higher education forms. The foundations of modernization were laid by the first reform
law “On Higher Education” in 2014, where Ukraine announced new dominants that should take place in the
field of European integration processes. To bring Ukraine closer to the best quality education standards, to
form a quality culture and at the same time to preserve the traditions and potential of national schools was the
only one motivation.

Recent research and publications analysis. Theoretical and methodological developments that have iden-
tified new vectors of its development in the works of O. Bezghin, D. Nazarenko, A. Radomska, O. Uspenska,
N. Tsymbaliuk and others are devoted to the study of topical issues of higher art education.

The scientific novelty of the research lies in the following priorities: peculiarities and current state of high-
er art education are described, distance education as one of the forms of translation of knowledge and skills
and a methodological challenge to teachers of art educational institutions are investigated, ways of introducing
the educational and creative degree of Doctor of Arts and accreditation of the academic councils (specialized
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councils for awarding the degree of Doctor of Arts) are outlined in three areas of creative artistic activity: 1) the
music sphere, 2) the visual, decorative and applied, design and restoration, 3) stage and audio-visual arts.

Purpose of the article

The purpose of the article is to determine the special features of the formation of higher art education in
Ukraine at the current stage and highlight the main ways of their implementation.

Main research material

To ensure the continuity of higher art education. The artistic sphere in the new democratic countries,
which formally got rid of the authoritarian regimes several decades ago and objectively exist in a state of the
transitional economies, as well as the cultural sphere in general, is aimed at finding new forms of educating
the worldview of young people, who take the place of professional, but rather backward-looking predecessors.

Therefore, it is necessary to take into account not artificial, but natural qualitative changes when we dis-
cuss the current state of higher art education as a form of education, which, unlike other forms, is continuous
in its nature.

Taking into account the context of the functioning of the National Agency for Higher Education Quality
Assurance (hereinafter — the National Agency), the training of a professional, that is, a master in the field of
art, not only in visual arts (visual, decorative and applied, design), but also in other types (theatre, cinema,
concert and music activities, ballet, circus, etc.) is a kind of problem with the criteria for the accreditation of
art institutions of higher education and certification of their staff.

In the process of artistic training, not only the component of the consciousness of a talented person is
involved, which can be improved during the usual theoretical (lectures/seminars) classes or self-improvement,
but also the psychosomatic, bodily component, which requires many hours of individual training, the improve-
ment of the “professional movements”. In the second case, it may seem that the influence of the teacher is
minimized, because a person enters the art institution, as a rule, already having special creative abilities that
require only further “straightening”, “correct breathing”, “setting of the hand” on the part of the teacher. But
this is not entirely true.

It is important to realize that training in art institutions of higher education differs from training in other
areas of humanities (sociology, political science, ecology, economics, law, cultural studies, to a lesser extent art
studies, etc.), not only because their broadcasts of ready-made knowledge and ready-made problem issues do
not presuppose the need for the individual contact with each of the students (the main thing is that person hears
and wants to comprehend the material), but because the individual contact of the teacher with the student in art
educational institution requires a specific personal demonstration of the ability to see the art form differently,
from a different perspective, in a different light of the creative task. By the way, this issue has been complicated
by the difficulties of the remote art education, the forced necessity of which has now appeared as a methodo-
logical challenge for teachers of art educational institutions: it is difficult to teach how to draw at a distance.

Since each artistic person forms his own craft abilities throughout life, which eventually become his un-
conscious tools for creating new artistic forms (in particular, with one’s own body, as in dancing, or with one’s
voice, as in singing, with the skill of a violinist, with the skill of an artist), it is necessary to adapt the developed
approaches and methods to the training programmes in art institutions of higher education in accordance with
modern requirements. We should not support only the model of continuous “education of educators” in the
field of art — this is a completely individual work — but also the model of state adaptation of graduates, on the
one hand, and proper certification of teachers, on the other. The idea of awarding the degree of Doctor of Arts
to the teachers of art academic disciplines, which has now begun to be concretized at the state level, gives hope
that at the state level there is at least a desire to understand the differences in the training of specialists in the
field of art and the training of specialists in the humanities.

From this point of view, in the field of certification of highly qualified scientific personnel, that is, the
teaching staff of art institutions of higher education, it is necessary not only to abandon general “convoy ap-
proaches” to the assessment of a scientific text, but also to develop specific “permissive” methods that would
be more like a rhizome than a scheme, in other words, an algorithm that would allow each art educational insti-
tution, taking into account its specifics, to carry out the practice of obtaining proper, convenient for the appli-
cants, certification argumentation. In this case, the “ecology of culture” of obtaining a professional education
in the field of art will take truly civilizational forms, which would not be argued even by the real ecologists.
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A delicate attitude towards bright creative personalities, who are not born every day and therefore is a unique
phenomenon, is the main goal of higher art education and guaranty of its continuity.

Forced shift to remote learning in art educational institutions. In 2020, as soon as the activities of the
National Agency began to gain practical momentum, the whole world (and Ukraine) faced an insurmountable
structural and political, cultural and historical test. The higher education system received the very first imprint of
the endless quarantine situation. Educators around the world, including higher art education staff, were suddenly
and forcedly placed in conditions of virtual and remote communication with a student, they quickly changed
their attitude not only to the practice of situational translation of knowledge, but also to the very methodology of
feeling distance between themselves, their emotions and student’s personality. In other words, the distance has
been preserved, but has acquired a virtual character. Of course, this does not generally contradict modern changes
in the information space of interpersonal relations, and it is hardly a joke that the citizens of the Baltic countries
are surprised about the requirement to observe the distance between people of one and a half meters: why get so
close to each other?

We seem to have been convincingly shown that in the field of education (not only higher education) even the
social physics of contacts can be completely ignored and nothing will happen to the quality of knowledge acquisi-
tion, knowledge control, and the performance of educational tasks. This is the everyday convenience that both the
teacher and the student have sometimes dreamed of: on the one hand, there is no need to waste time and money
on moving around the city, on the other hand, you can just “skimp work”, as during the ontological presence in
the classroom, only by switching off the computer. However, it is not that simple.

Indeed, if in other areas of humanities the distance learning, as the practice of recent months has shown,
can take place more or less without much loss in meaning with the help of remote communication programs like
Zoom (Skype, Microsoft Teams, etc.), the situation in art education, unfortunately demonstrates not only the
qualitative failure of communication between the teacher and the student, but also turns attempts at such contact
into a comic and satirical exercise and finally indicates the profanation of the very essence of the matter. It is
enough to imagine learning choral singing or acrobatic tricks using a smartphone, and the absurdity of such time
spending becomes obvious.

Art education, which deals not so much with semantic as with fundamentally spatial, even “bodily” phe-
nomena in learning, with all its being denies the establishment of a virtual distance between the teacher and the
student, but directs efforts to the actual removal of this distance, that is, turns spatial meanings into meaningful
ones, and not vice versa. Therefore, distance learning in the art sphere is an artificial and under current conditions
situationally forced ersatz of real art education, and in its essence, such training is not complete, it cannot “be
achieved” by either the teacher or the student.

Finally, the artistic aspect. I recall a lecture by the Italian art critic, inventor of the concept of “transavant-
garde” Achille Bonito Oliva, which he gave several years ago in Kyiv. Not so much the semantic layer of the
information, the sharpness of thought, wit, the harmony logic of presentation, but the charismatic artistry of the
here-and-now presentation of the material by the lecturer — the way he moved among the audience, his gestures,
his pauses and gazing as if into the eyes of each listener — made the exact impression that a quality lecture on the
issues of art should have. Although we are not talking about practical classes in painting or acting, about the train-
ing of a violinist or singer, depriving a student of skilful art history lectures or any other that requires artistry is
an indispensable condition for the existence of the very tradition of broadcasting skills, abilities and knowledge.

In cases of force majeure in education, of course, every skilled teacher will find his own techniques, but it
should always be remembered that any remote education not only fails to establish the “correct” human distance
between a mentor and a student, but also destroys it.

The Doctor of Arts degree in the system of higher art education. The need to implement in Ukraine, like
in European countries, the educational and creative Doctor of Arts degree in recent years has turned from a gen-
eral idea into a number of legislative documents that establish the main provisions and qualification requirements
both for members of academic councils and the applicants for this degree.

The law of Ukraine “On Higher Education” (Verkhovna Rada of Ukraine, 2004) stipulated the possibility
for a creative person who has a basic higher art education to obtain a Doctor of Arts academic degree. In 2018,
the Procedure for obtaining the educational and creative degree of Doctor of Arts and training in assistantship-
internship was approved, and in February 2020, the Cabinet of Ministers made important editorial changes to this
Procedure to clarify the system of basic requirements for an applicant for the degree of Doctor of Arts. In particu-
lar, the new version of the Procedure (Article 35) presents the requirements for the form and scope of research
and creative artistic components, which are determined by the educational and creative programme accredited
for each specialty.

29



TEOPIA TA ICTOPISA MUCTELTBA
ISSN 2410-1176 (Print) * Bicauk KHYKiM. Cepist: MucrernrBo3naBcTBo. Buir. 43 « ISSN 2616-4183 (Online)

Unlike scholars applying for the degree of Doctor of Philosophy, future Doctor of Arts must present not
a traditional dissertation, but a creative art project with its subsequent textual substantiation (“research compo-
nent”) in the format of the still traditional “dissertation abstract” (that is, up to 1,0 printed sheet).

“Scientific substantiation of a creative artistic project,” states Article 35 of the Procedure, “is submitted
in the form of an author's text, which contains independent results of research into the history of creative and
scientific solutions of the selected topic, the subject of artistic search is determined and substantiated, the main
stages of interpretive ways to achieve the artistic goal of a creative artistic project are identified and so on. The
scientific substantiation consists of the following structural parts: introduction, sections, conclusion, references
and abstract given in Ukrainian and English, and is also supplemented by the methodological development of
a special course of the discipline on the topic of a creative art project” (Cabinet of Ministers of Ukraine, 2018).
The new version of the Procedure clearly defines the conditions for submitting an art project as the main com-
ponent of the Doctor of Arts training.

The National Agency also developed and approved the Regulation on accreditation of specialized ac-
ademic councils (specialized councils for awarding the degree of Doctor of Arts) in three areas of creative
artistic activity: 1) the music field, 2) the visual, decorative and applied, design and restoration, 3) stage and
audio-visual arts. The Regulation sets out the requirements for the competence of members of the specialized
councils for awarding the degree of Doctor of Arts.

Thus, it can be considered that the necessary constituent documents of the activities of art universities
for the training of Doctor of Arts in general have been formed, and only the practice of compliance with the
developed requirements would be able to show their vitality and positive effectiveness.

The publication of O. Bezghin and O. Uspenska (2018) “Higher art education in Ukraine: issues of train-
ing of the faculty members” provides an interesting experience of comprehending the content component of
training specialists for the degree of Doctor of Arts. The authors propose a general model of training a special-
ist on the example of musical art, based, on the one hand, on the constituent documents, and on the other hand,
involving foreign experience.

Since the practical educational activity for the training of Doctor of Arts has just begun, we can speak of
possible results only theoretically. However, the greater autonomy of higher art education in the field of highly
qualified specialists training gives hope that over time more or less typical technical models for awarding ac-
ademic degrees in the field of art will be worked out, where each area has its own, sometimes very different,
features of training.

Conclusion

In summary, we can say that today’s art and education market is characterized by a tendency when the
provision of educational art services is forced to take place in conditions of fluctuations in state educational
strategies, reinforced by some uncertainty of work in the conditions of global quarantine. But if the conditions
of quarantine have external force majeure circumstances and cannot continue indefinitely, the lack of a clear
state strategy in the field of higher art education remains an obstacle to the formation of its overall structure.
However, the steps that have been taken in the recent years thanks to the collective efforts of specialists from
the National Agency for Higher Education Quality Assurance allow us to see the prospects for moving towards
the creation of such a structure.
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AKTYAJIBHI MPOBJIEMHU BUIIOI | Cvupna Jlecs B’suecnaiBua
MUCTEUBKOI OCBITMU | jioxmop mucmeymsosnascmea,
cmapuuil HayKo8utl CniepoOImHuK,
Hayionanvua axaoemis mucmeyms Yxpainu,
Kuis, Yxpaina

Mera crarTi — BU3HaUUTH crienudivHi pucu (popMyBaHHS BHIIOI MUCTE[HKOT OCBITH B YKpaiHi HA TENEpIIIHbOMY eTart
Ta BUOKPEMHTH MariCTpaJibHi IUISIXM X BIIPOBA/PKEHHS. METO0MIOT s TOCHIUKeHHS. Y CTaTTi MOpsA i3 3arajJbHOHAYKOBUMHU
METOJaMU — aHalli3y, CHHTE3Y, IHIYKLIl, JeAyKIil, y3araJbHEeHHS — BUKOPUCTAHI KPOCKYJIBTYPHHUI 1 CUCTEMHMI aHali3, 110
JIAI0Th MOXKJIMBICTh OXapaKTepH3yBaTH HarajbHI MPOOIEMH BHINOiI MHCTENBKOI OCBiTH. HaykoBa HOBH3HA TOCHIIKECHHS
MONATAE B TAKUX TMPIOPUTETAaX: PO3KPUTO CHEIH(DiKy Ta CyJacHWH CTaH Taiy3i BHIIOI MHCTEIBKOI OCBITH, IOCITIIKEHO
JUCTAaHLIHHY NPAKTUKY K OAHY 3 GOPM TPaHCISLIT 3HAHB | HABUYOK Ta METOIXMYHHIT BUKJIUK IIepe]] BUKJIa1a9aMHi MUCTEIBKHX
BUIIIIB, @ TAKO)K OKPECIIEHO HIIIXU BIPOBAIKEHHS OCBITHHO-TBOPYOTO CTYIEHS JIOKTOpPAa MUCTEITBA Ta AKPEANTALIII0 BACHUX
paz (crienianizoBaHuX paj 3 NPUCY/LKEHHS CTYNEHS JOKTOpa MUCTETBA) y TPhOX chepax TBOPUOI MUCTELBKOI JisIIBHOCTI:
1) my3uuHa cdepa, 2) oOpasoTBOpua, JEKOPATHBHO-YKMTKOBA, JM3aifHepchka i pecraBpauiiiHa, 3) cdepa CLEHIYHOro
i aymioBisyanpHOro MucTenTBa. [lonoxkeHHsM, po3podieHnM HaltioHaabHMM areHTCTBOM 13 3a0€3MEUCHHS SIKOCTI BHIIOT
OCBITH, BCTAHOBJICHO BUMOTHY JJO KOMIIETCHTHOCT] WICHIB CIIeLpa]] 3 NPUCYPKEHHS CTYIICHS JOKTOpPA MUCTELTBA. BUCHOBKYL.
Ha cporomHi MHCTEIFKOOCBITHIM PHHOK XapaKTepH3yeThCs TEHICHINEI0, KOMM HAaJaHHS OCBITHIX MHCTEIBKUX ITOCIYT
BUMYIICHO BiJIOYBA€THCS B YMOBAX KOJMBAHHS JEPKaBHHUX OCBITHIX CTpaTeridd, MOCHICHHX IIEBHOK HEBH3HAYCHICTIO Tparli
B YMOBAaX BCECBITHBOTO KapaHTHHY. AJe SKIIO0 YMOBH KapaHTHHY MalOTh 30BHILIHI (POpC-MaKOpHI 0OCTaBUHHU 1 HE MOXKYTb
TpuBaTH OE3KiHEUHO, — BIJICYTHICTb YiTKOI T'yMaHITapHOI CTpaTerii iep>KaBu B TaTy3l BUIIOI MUCTEIKOT OCBITH JIMIIAETHCS
HEePEOHO0 7t OPMYBAHHS 3arajbHOI i KOHCTPYKILT. Y TiM, KPOKH, 1110 OyJ1H 3p00JIeHi 1 poONISThCS B OCTAHHI POKH 3aBISKH
KOJICKTUBHUM 3yCHIUIAM (haxiBifiB HarioHaIsHOTO areHTCTBa, JO3BOJISIOTH HOOAYMTH KOHKPETHI MEPCIICKTUBH PYXY B HAIIPSIMY
JI0 CTBOPEHHS TaKOi KOHCTPYKIIii.

Knrouosi crosa: MuCTeIbKa OCBITA; BUIA OCBITa; JUCTAHIIHHA OCBiTa; JOKTOP MUCTELTBA

AKTYAJIBHBIE ITPOBJIEMBbI | CmupHnas Jlecst BsiuecnaBoBHa
BBICHIEI'O XYJIOXKXECTBEHHOI'O | Joxmop uckyccmeoeedenus,
OBPA3OBAHMUA | cmapunii nayunwii compyonux,
Hayuonanvuas axademusi uckyccme Ykpaumot,
Kues, Yxkpauna

Llenb crarby — onpenenuTs crienuduyeckie 4epTsl (JOPMUPOBAHUS BBICIIETO XyI0KECTBEHHOTO 00pa3oBaHus B YkpanuHe
Ha HBIHEIIHEM STale ¥ BbIICIUTh MaruCTpalIbHBIE IITH MX BHEApEHUs. B crarbe Hapsay ¢ OOlLICHAyYHBIMU METOAMH —
aHanM3a, CUHTE3a, MHAYKIUH, eTYKIHH, 0000IIeHN — NCTIONb30BaHbI KPOCCKYIBTYPHBIN M CHCTEMHBIH aHANN3, 9TO JaeT
BO3MOXHOCTb OXapaKTEpPH30BaTh aKTyaJbHbIC MPOOIEMBI BBHICIIETO XYJOXKECTBEHHOro oOpas3oBaHus. Hayunas HOBH3HA
UCCIIEIOBAHNS 3aKITIOYACTCS B CIICAYIOIINX IIPUOPUTETAX: PACKPBITA CIIEH(IKA 1 COBPEMEHHOE COCTOSIHIE OTPACITH BBICIIIETO
XyJIO’)KECTBEHHOTO 00pa30BaHM, HCCIIEJOBAHA AMCTAHIIMOHHAS IIPAKTHKA KaK OfHA 13 ()OPM TPAHCIILINN 3HAHWUH 1 HABBIKOB U
METOMYECKHIT BHI30B IIepe]] PETIoIaBaTelsIMI Xy/IOKECTBEHHBIX BY30B; TAK)KE OUepUEHBI ITyTH BHEAPEHHS 00pa30BaTeIbHO-
TBOPYECKOM CTENEHH JOKTOPA HCKYCCTBA U aKKPEIUTALHS YIEHBIX COBETOB (CIIELMAIN3UPOBAHHBIX COBETOB 110 PHCYKICHHIO
CTENeHU JIOKTOpa MCKYCCTBA) B TpeX cdepax TBOPUECKOM XyHI0XKECTBEHHOH IesTenbHOCTH: 1) My3blkanbHas cdepa, 2)
n300pa3uTeNnbHas, EKOpaTUBHO-IPUKIIAJHAsL, An3aifHepCKasi U pecTaBpallioHHas, 3) cepa CLIeHUUECKOTO 1 ayINOBU3YalIbHOTO
uckyccrsa. [lonoxenuem, paspaboranHbiM HalmoHanbHBIM areHTCTBOM MO 00ECTIEYEHNIO KaueCTBa BBICIIETO 00pa3oBaHus,
YCTaHOBJIEHbl TPeOOBaHMA K KOMICTCHTHOCTH YJICHOB CIEICOBETOB MO MHPHCYKICHHIO CTENEHM HOKTOpa HCKYCCTBA.
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BemBompr. Ha ceromust o0pa3oBaTenbHBIA PHIHOK XapaKTepH3yeTcs TEHACHINEH, KOoTaa TpefIocTaBiIeHne 00pa3oBaTeIbHBIX
XyMO)KECTBEHHBIX YCIIYT BBIHYKICHHO ITPOUCXOINT B YCIOBUSAX KOJNCOaHUS TOCYIaPCTBEHHBIX 00Pa30BaTEIbHBIX CTPATETHA,
YCUJIEHHOT'O BEPOSITHON HEONPEIeIEHHOCTBIO TPYAA B YCJIOBUSX BCEMUPHOT0 KapanThHa. Ho eciiu ycinoBus KapaHTHHA UMEIOT
BHEIIHUE (DOPC-MAKOPHBIC OOCTOSTENBCTBA M HE MOTYT IMPOIOJIKAThCS OCCKOHEYHO, — OTCYTCTBHE YCTKOM F'yMaHHTapHOU
CTpaTeru rocylaapcTBa B 00JACTH BBICIICTO XYyI0KECCTBEHHOTO 00pa30BaHMs OCTACTCS MPEMATCTBHEM Ui (POPMUPOBAHUS
o01meit ee KOHCTPYKITMH. Bripouem, 1maru, KOTopble ObLITH CIIENAHbI U IENAIOTCS B MOCTEHNE TOIbI Oarofapst KOJJIEKTUBHBIM
YCUITHSIM CHIETIAIACTOB HarmoHampHOT0 areHTCTBA, MO3BOJIAIOT YBUIETh KOHKPETHBIE TIEPCIIEKTHBEI IBIDKCHHS B HATIPABICHIN
K CO3/IQaHMIO TaKOW KOHCTPYKIIUH.

Kurouesvie crnosa: XymoxecTBeHHOE 00pa3oBaHUE; BBICIIEE 0Opa3oBaHUE, AWCTAHIIMOHHOE 00pa3oBaHHE; TOKTOP
HCKYCCTBa
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The purpose of the article is to consider the dynamics of development and special features of artistic and cultural relations
between the Byzantine Empire and England in the early Middle Ages; to find out the ways of the dissemination of the Byzantine
culture; to characterise the activities of missionaries, clergy, and Kings of England who contributed to the interpenetration of
cultures. The research methodology consists of the general scientific principles of historicism and systematic approach. The
article applies general scientific and theoretical methods: source studies — to study the historical prerequisites for the formation
of artistic and cultural relations between the Byzantine Empire and England in the early Middle Ages; analysis — to establish
the influence of the Byzantine art on the development of art in England; systematisation — to understand the processes of
development of cultural and trade relations of the countries in the specified period. The scientific novelty of the article lies in the
fact that for the first time in Ukrainian historiography, it examines the influence of Byzantine culture on the culture of England
in the early Middle Ages, which is a part of the Romano-Germanic civilization tradition. Conclusions. It has been revealed that
in different historical periods the nature of relations between the Byzantine Empire and England underwent a transformation.
The article confirms the hypothesis that for several centuries after the fall of “Roman Britain”, the south of Britain continued
to remain in the sphere of influence of Byzantium, its partially isolated part. The recognition of Byzantium as the centre of
Christianity stimulated the interest of English artists, sculptors and icon painters in Byzantine art and the Byzantine influence
could be traced in their works. It has been proved that Britain maintained a constant interest in Byzantine art, transmitting and
refracting the traditions of Byzantium through the prism of its national traditions. However, Byzantium conceptually rejected
the cultural achievements of England and the West, demonstrating its closed nature, preventing the penetration of foreign
elements from the outside. Cultural integrity dominated cultural assimilation.

Keywords: interaction of Byzantine and English culture; art; missionary activities; dynamics of relationships;
cultural integrity; cultural assimilation

Introduction

The Byzantine culture had a strong influence on the art and religion of various European countries,
including England, although it was considered “alien” to the countries of Western Europe for many cen-
turies.

Byzantine culture is an integral part of European identity. In particular, until the 16th century, English
historians, writers, and philosophers were not interested in Byzantine history and culture. The research in
this area was extremely scarce and limited in knowledge. At first glance, it can be concluded that relations
between the Byzantine Empire and England were reduced to the absence of official interstate relations.
However, historical chronicles, hagiographies, artefacts, archaeological finds confirm the existence of
close contacts between England and the Byzantine Empire in the sphere of trade, politics and religion.

Recent research and publications analysis. In 1945-1948, the researcher R. S. Lopez (1945) pub-
lished several articles, including “Silk Industry in the Byzantine Empire”, where he tried to give an ob-
jective assessment of the Byzantine influence on English culture. The scholar Donald Nicol (1974) traced
Anglo-Byzantine political and cultural contacts right up to the end of the Byzantine Empire. The famous
researcher K. Ciggaar (2001) published a book on the cultural and political relations between Byzantium
and the West, part of which was devoted to the medieval history of England and its economic and cultural
contacts with the Byzantine Empire. At the same time, the cultural and trade relations between Byzan-
tium and England in terms of political and cultural expediency in the Middle Ages remain insufficiently
studied.

© Alla Sokolova, 2020
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The scientific novelty of the article lies in the fact that for the first time in Ukrainian historiography,
it examines the influence of Byzantine culture on the culture of England in the early Middle Ages, which
is a part of the Romano-Germanic civilization tradition.

Purpose of the article

The purpose of the article is to consider the dynamics of the development and special features of cultural
and trade relations between the Byzantine Empire and England in the early Middle Ages; to find out the ways
of the dissemination of the Byzantine culture; to characterise the activities of missionaries, clergy, and Kings
of England who contributed to the interpenetration of cultures.

The research methodology consists of the general scientific principles of historicism and systematic ap-
proach, which open up opportunities for a comprehensive study of the subject of research. The article applies
general scientific and theoretical methods (source studies, analysis, and systematisation).

Main research material

First of all, it should be noted that there were no stable cultural relations between the Byzantine Empire
and England, so historians and archaeologists have to carefully collect and compare facts about cultural and
trade exchanges between countries in the early Middle Ages. Despite the fact that in the history of England
there were periods of active missionary, diplomatic, cultural or trade relations with the Byzantine Empire, such
contacts could not be characterised as intense or stable and tended to fade.

The origins of relations between the Byzantine Empire and England go back to the depths of the “Dark”
ages — the period from the 6th to the 10th centuries. It was at this time that the influence of the Byzantine Em-
pire on its territorial neighbours increased due to its cultural and military revival. The first Anglo-Byzantine
contact is associated with the county of Cornwall located in the south-west of England. Cornwall tin mines
connected England with the Middle East, including Byzantium. The hagiography of St. John the Theologian
tells the story of a ship that, arriving from Alexandria (around 610-620), exchanged a cargo of corn for tin. The
legendary King Arthur, a hero of the Celtic epic, supplied the Byzantine Empire with tin, the most valuable
natural wealth of the Celts, in exchange for Mediterranean wine and other goods. Tin and lead were a high-
ranking currency. The archaeologists excavating at the mouth of the Avon River in Devon found 530 fragments
of eastern Mediterranean wine amphorae of the 6th century, mainly from North Africa, Palestine, as well as
from the territory of modern Turkey. In honour of the arrival of the Byzantine merchants the Celts organised
large-scale celebrations with masquerade disguises in the skins of various animals and subsequent feasts with
elite Byzantine wine (Keys, 2000).

The archaeological excavations have helped to link the Celtic Kingdom of Dumnonia, which was located
in the southern Britain and existed in the 3rd — 10th centuries, to the Byzantine Empire — the successor of the
Western Roman Empire. At first, historians believed that the contacts with the Roman Empire were lost in
410 (the year of the end of Roman rule in Britain). However, the archaeological finds in Tintagel (Cornwall)
and Bantham (Devon) suggest that close relations have been restored over the centuries (Keys, 2000). While
the east of Britain was ruled by the Anglo-Saxons, the west of the country cooperated with the legal successor
of the Roman Empire in the field of trade. The nature of relations between the Byzantines and the inhabitants
of the south-west of Britain was perhaps not commercial but rather co-dependent, since historians tend to
view the south-west of Britain as a partially separated part of the Byzantine Empire. The 7th-century Greek-
Christian polemical treatise (Doctrina iacobi nuper baptizati), dated around 634-640, stated that the “Roman
lands” stretched from Britain (Bpettaviag) to Africa (Mango, 2009, pp. 252-253).

The Hudud al-‘Alam treatise, one of the earliest examples of a Persian text, contains the following state-
ment: "... There are twelve islands called Britaniya, of which some are cultivated and some desolate. On them
are found numerous mountains, rivers, villages, and different mine”, — this comment was made by an unknown
author of the treatise (Minorsky & Bosworth, 2015, p. 59).

Indirectly, this information is also confirmed by the story of Harun ibn Yahya, a Syrian who was captured
at Ascalon (Ashkelon, Israel) in 886 by pirates. Harun ibn Yahya was brought to Constantinople and held cap-
tive, but later he managed to get free (Hermes, 2012, pp. 72-80). The fragments of Harun Ibn Yahya’s memoirs
have been preserved, which also contain a mention of the British Isles: “From this city (Rome) you sail the sea
and journey for three months, till you reach the land of the king of the Burjan (here Burgundians). You journey
hence through mountains and ravines for a month, till you reach the land of the Franks. From here you go forth
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and journey for four months, till you reach the city (capital) of Bartiniyah (Britain). It is a great city on the
shore of the Western Ocean, ruled by seven kings. At the gate of its city (capital) is an idol (sanam). When the
stranger wishes to enter it, he sleeps and cannot enter it, until the people of the city take him, to examine his
intention and purpose in entering the city. They are Christians. They are the last of the lands of the Greeks, and
there is no civilization beyond them” (Dunlop, 1957, p. 16). The Byzantine historian Procopius, in his work
“History of the Wars”, also claimed that the Emperor Justinian financed some territories of Britain and contin-
ued to consider south-western Britain as a part of the Byzantine possessions (Biddle, 2012).

In 306, Constantine the Great, the “father of Western Christianity”, was raised to the rank of emperor in
the centre of the ancient capital of England — York. According to the records in the chronicle, leaving York,
Constantine the Great takes with him to Constantinople about 30,000 Britons (Manuel 11 Palaecologus, 1893,
pp. 51-52). Some historians insist on the kinship of Constantine the Great and the English kings. According
to a legend, the mother of Constantine the Great was Helena, the daughter of King Cole of Colchester. In the
12th century, the English historian Henry of Huntingdon called Helena a British princess. Another hypothesis
put forward by English scholars suggests that the last six Byzantine emperors are related to the English and
Scottish kings. There is no reliable evidence for this statement. However, even the assumption of the possibili-
ty of blood kinship between the first Christian Roman emperor and British kings is, on the one hand, bold and,
on the other, important in the general cultural and historical sphere of Byzantium and England (Ciggaar, 2001).

The first Greek missionaries, arriving in England in 596, generously shared their knowledge with English
and Irish monks who were fluent in Greek (up to the 10th century). In the early Middle Ages, English clergy
embellished Latin texts with Greek words, as if paying tribute to fashion. The English nobility, on the contrary,
gave other qualities to the Greek language — among them profligacy, depravity and pagan spirit.

The activities of the missionaries of England and Byzantium contributed to the interpenetration of cul-
tures. Already in the 6th century, thousands of residents of British island made pilgrimage trips to the Holy
Land, to Jerusalem. They had to cross Eastern Europe to reach Jerusalem by land. The way to Jerusalem was
through Constantinople. The patriarchs of Jerusalem, as a rule, warmly welcomed high-ranking pilgrims from
England and entertained them with religious songs and dances. Pilgrims, ambassadors, diplomats shared their
memories of the Byzantine Empire.

In the famous travel book of the 14th century “The Travels of Sir John Mandeville” (1350) we find a de-
tailed story of the Englishman about Constantinople: “That men of Greece be Christian yet they vary from
our faith. For they say, that the Holy Ghost may not come of the Son; but all only of the Father. And they
say that their Patriarch hath as much power over the sea, as the Pope hath on this side the sea” (Letts, 1953,
pp- 232-233).

In the spread of Byzantine culture, a special place was taken by monks and clergy, who often acted as
ambassadors, diplomats, wandering missionaries, artists and doctors. Thanks to missionary work, the excerpts
from the Byzantine liturgy could be heard in English chants, and in the English martyrology — a list of rec-
ognized Saints, there were stories about Byzantine Saints (the hagiography of the Saint Anastasius of Persia)
(Spear, 1993).

Aethelwold, Bishop of Winchester, founded scriptoria (writing rooms for scribing manuscripts). The man-
uscripts of the “Winchester school” were decorated with bright slides, and some of the miniatures not only
competed with Constantinople illustrations but also showed the Byzantine style, which gives reasons to con-
clude that the “Winchester school” had contacts with Greek missionaries (Lapidge, 1975).

From the ancient world, the Byzantine Empire inherited the works of Greek writers and doctors, large-
ly lost by the West. They include the works of Hippocrates, Claudius Galenus, Paul of Aegina, Alexander
Trallianus, Pedanius Dioscorides. The works of ancient Greek doctors are the subject of careful study in sec-
ular educational establishments and monasteries, among practicing doctors, clergy and laity in England. The
knowledge in the field of medicine recorded in the treatises was spread in England through Byzantine monks,
whose duties were to give advice on how to treat patients (Riddle, 2011). In 668, Theodore, a Byzantine monk
from Tarsus, became archbishop of Canterbury. His unlimited influence on the Church of England, the reform
of church laws, should not be underestimated. Archbishop Theodore and his colleague Adrian, an African and
abbot of the monastery, founded a Greek language school in the monastery of Augustine of Canterbury, where
they taught students Greek, Latin, the Law of God, and sacred music. The first library, where the Greek manu-
scripts were stored (in particular, the works of Homer), was opened in the Canterbury School. However, over
time, the interest in the Greek language gradually faded away. Archbishop Theodore compiled the collection
“Laterculus Malalianus”, which, along with other issues, regulated and provided punishments for moral viola-
tions, where the traditions and customs of the Byzantine Orthodox Church were easily guessed (Brown, 1988).
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Researcher R. S. Lopez suggested that due to the active work of Archbishop Theodore of Tarsus, the
elements of the Byzantine style penetrated English art. An example is the motif of a vine curl — a symbol of
the Kingdom of Heaven, the Ecumenical Church and all believers. This motif is found on Anglo-Saxon stone
crosses in the kingdom of Northumbria (Lopez, 1945).

The researchers R. S. Lopez and F. Barlow believed that Byzantine influence and imitation of Byzantine
traditions reached their peak during the reign of Edgar the Peaceful (Lopez, 1945; Barlow, 1992). The atmos-
phere of the court of King Edgar the Peaceful (95-975), who kept in touch with the Holy Roman Empire,
France and Byzantium, contributed to the revival of culture and art. The Byzantine iconographic tradition
during the reign of this king became a style that English artists adopted, copied and refracted through the prism
of their traditions.

The Byzantine model of the image of the Virgin and the holidays dedicated to the days of remembrance of
the Virgin were widespread in Western Europe up until the 7th century. In the 9th—10th centuries, the English
church introduced the holidays of the Virgin into the liturgical calendar: Christmas, Annunciation, Conception
and Assumption of the Virgin.

In the 12th and 13th centuries, the cult of the Virgin Mary became widespread. Partially supported by the
works of the theologians, it led to the widespread worship of the Virgin. The iconographic type of image of the
Virgin in the Byzantine style inspired artists and sculptors in England as well. A vivid confirmation of this fact
is the gravestone in York Minster, which depicts the Virgin with the baby on her left hand, and her appearance
resembles the Virgin Mary in the Church of Hagia Sophia in Constantinople. The waist-length image of Mary
with the baby in her arms in St Mary's Church, in the small village of Deerhurst in Gloucestershire, is painted
in the Byzantine style and resembles the image of the Mother of God of Nicopeia. The frescoes in the Byz-
antine style are still preserved in some churches located on the coast of Wales and Ireland. Worshipping the
Virgin, few people thought about the Byzantine origin of this tradition (Clayton, 2003).

Conclusions

Thus, for several centuries after the fall of “Roman Britain” (around the year of 410), the south of Britain
continued to maintain significant trade connections with Byzantium, remaining in its sphere of influence, its
partially isolated part. The culture of England transmitted and refracted the traditions of Byzantium through the
prism of its national traditions. Thus, in the works of famous English painters, the Byzantine influence can be
easily guessed. The cult of the Virgin has Byzantine roots, which became widespread in England in the Middle
Ages. Therefore, it can be stated that England maintained a constant interest in Byzantine art, but Byzantium
rarely reciprocated. Literally, Byzantium conceptually rejected the cultural achievements of England and the
West. Cultural integrity dominated cultural assimilation. Unlike England and Western countries in general,
Byzantium demonstrated its closed nature, preventing the all-consuming penetration of foreign elements from
the outside. This can be explained by the need of the Byzantine society and culture to adapt constantly to
changing conditions, which was the basic difference between the culture of the Byzantine Empire and England.

The prospects for further research are determined by the need to identify the Byzantine influence on the
architecture and art of England in the 19th century.
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KYJIBTYPHO-MUCTEIBKI | Coxonosa Ania BikropisHa
BIZITHOCHHM BI3AHTII TA AHIJIII | Kanouoam neoazoziunux nayx,
B EITIOXY PAHHBOI'O CEPEJHBOBIYYS | Ooecvra nayionarvna mysuuna axademisn
imeni A. B. Heorcoanoeoi,
Ooeca, Yxpaina

Merta cTarTi — NPOCTEKUTH ANHAMIKY PO3BHTKY M OCOOIMBOCTI KyJIBTYypHO-MHCTEIBKHX BiTHOCHH BizanTii Ta AHIuii
B enoxy panHboro CepeqHbOBIYYS; 3’SICYBAaTH IUISIXHM MOIIMPEHHS Bi3aHTIMCHKOT KyJIBTYPH; OXapaKTepu3yBaTH JsIbHICTH
MiCiOHepiB, TyXOBEHCTBA, KOPOJIiB AHIIIT, SIKI CIIPHSIIN B3aEMOIIPOHUKHEHHIO KYJIBTYpP. MeTOI0JIOriYHY OCHOBY JIOCIIPKEHHS
CKJIaJIal0Th 3arajJbHOHAYKOBI MPHUHIMIIK iCTOPU3MY Ta CHCTEMHOTO MiAXOMy. Y CTaTTi 3acTOCOBAHO 3araJbHOHAYKOBI
{ TEOpeTHYHI METOMM: JKEPENO3HABYMN — ISl JOCIIDKEHHS ICTOPHYHHUX NEePeIyMOB CTAaHOBJICHHS KyJIBTYPHO-MUCTELBKHX
BiZTHOCHH B3aeMUH Bi3aHTii Ta AHIIII B emtoxy paHHBOr0 CepeTHhOBIYYS; aHAII3Y — ISl BCTAHOBJICHHS BILUTHBY Bi3aHTIHCHKOTO
CTHJIIO Ha PO3BUTOK MHCTELTBA AHIUII; CHCTEMATH3aLii — 1711 OCMUCIICHHS MPOLECIB PO3BUTKY KyJIBTYPHUX BiJHOCHH KpaiH
B O3HaueHWH nepio. HaykoBa HOBH3HA JIOCIIDKEHHS TIOJISATAE B TOMY, 110 BIIEpIIE Y BITUYM3HSHIN icTopiorpadii 1ocmiukeHo
BIUIMB Bi3aHTIHCHKOTO MHUCTEITBA Ha KYJIBTYpy AHIIIT J0OM paHHbOro CepesHboBIvYS, SIKa € YACTHHOIO POMaHO-T€PMaHCHKOT
HuBiT3aniiHol Tpaguuii. BucHoBky. BusiBiieHo, 1110 B pi3HI iCTOPUYHI NEPioX XapaKkTep BiAHOCHH Mk BizanTieto Ta AHrItieo
3a3HaBaB TpaHchopmarii. [TiaTBepKEHO TIMOTE3Y, 10 MPOTATOM KITBKOX CTOJITH Micis maminas «PuMcrkoi bpuTanii» miBieHs
LEHTPY XPUCTHUSHCTBA CTUMYJIOBAIO IHTEPEC AHIMIHCHKUX XYHOXKHHUKIB, CKYITBNTOPIB Ta IKOHOIHCIIB 10 Bi3aHTIHCHKOTO
MHCTEINTBa, Y iXHIX poOOTax MPOCTEKYETHCS Bi3aHTIHChbKuil BIumB. JloBeneHo, o AHDIS 30eperia He3MIiHHUN iHTepec
JI0 BI3aHTIICBKOrO MHUCTETBA, TPAHCIIOIOYM W IMEpeNoMIIIOIUM Tpaauiii Bi3aHTil Kpi3k NpU3My BJIACHHX HalliOHAIBHUX
tpamuuii. [Tpore BizauTis koHIENTYanbHO BiKKAAIA KYJIBTYPHI IOCSTHEHHS AHIIIT Ta 3aX0/1y, A€MOHCTPYIOUH 3aKPUTICTh, HE
JIOMYCKAKOYX IPOHUKHEHHS 1y)KOPIJHUX €leMEeHTIB 330BHI1. KynbTypHa 1TiCHICTh JOMIHYBaJa HaJl KYJIbTYPHOI aCHUMUIALIELO.

Knrouosi cnosa: B3aemomis Bi3aHTIHCHKOI 1 aHIIIMCHKOI KYIBTypH; MUCTELTBO; AisUIBHICTH MICIOHEpiB; AWHAMIiKa
BiTHOCHH; KyJIBTYPHA IITICHICTD; KyIBTYPHA aCHMIIISIIIS
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KVJIBTYPHO-XYAOXECTBEHHBIE | Cokosnosa Amia BukropoBHa
OTHOIIEHUSI BUBAHTUU U AHIJIMU | Kanouoam nedazozuueckux nayx,
B DIIOXY PAHHEI'O CPEJHEBEKOBDS | Ooeccras nayuonanvnas mysvikanonas axademus
umenu A. B. Hescoanosoti,
Ooecca, Yrpauna

Llenb cTaTbyt — MpOCIEAUTD TMHAMUKY Pa3BUTHSI B OCOOCHHOCTH KyJIbTYPHO-XYA0XKECTBEHHBIX OTHOLICHHI BuzanTnn
1 AHITINK B 310Xy paHHEro CpeHeBEKOBbSI; BEIICHUTH ITyTH PACIIPOCTPAHEHHS BU3aHTHIICKON KyJIbTYpBI; OXapaKTepru30BaTh
JESATEIbHOCTh MUCCHOHEPOB, JTyXOBEHCTBA, KOPOJeH AHIINM, KOTOPBIE CIIOCOOCTBOBAIN B3aUMOIPOHUKHOBEHHUIO KYJIBTYD.
MeTo/10I0THYECKyI0 OCHOBY MCCIICIOBAHMSI COCTABJISIOT OOLIEHAYYHBIC IPUHLMIIBI MCTOPU3MA M CHCTEMHOTO IOZXOJA.
B crarbe nprMeHeHbI 00IIeHayYHbIe 1 TEOPETHYECKUE METO/bI: HCTOYHUKOBEIYECKUH — JUIsl HCCIIEZIOBAHUSI HICTOPUYECKUX
HPEIOCHIIOK CTAHOBICHUS KyJIbTYPHO-XYI0KECTBEHHBIX OTHOLICH!H Bu3anTin u AHINH B 310Xy paHHero CpeiHeBEKOBbS;
aHamM3a — JJIsl YCTAQHOBJICHUsI BIIMSHUS BU3AHTHICKOTO CTHJIA HA Pa3BUTHE MCKYycCTBa AHIIMH; CUCTEMaTH3allUM — JUIS
OCMBICIIEHHS TIPOLIECCOB PA3BUTHUs KYJIBTYPHBIX OTHOILEHUI CTPaH B yKa3aHHBIM nepuoi. HayyHas HOBM3HA HCCIIENOBaHUSA
3aKJIF0YAETCS B TOM, YTO BIICPBHIC B OTEUECTBEHHON MCTOPHOTpa()MM MCCIENOBAHO BIMSHUE BH3AHTHIICKOTO MCKYCCTBA HA
KynbTypy AHIMIMHU 5M0XH paHHEro CpeqHEBEKOBbsS, KOTOpas SBISIETCA YacThIO POMAHO-TEPMAaHCKON LUBHIN3ALUOHHON
Tpaaunuy. BeiBobl. BeIABIEHO, UTO B pa3Hble UCTOPUYECKHE MEPHOIbI XapaKTep B3aUMOOTHOLIEHUN Mexay Busantueit
n AHmmed ucnbiThiBan TpaHcdopmaruu. [loaTBepikieHa rMnore3a, 4To B TEYEHHE HECKOJIBKUX BEKOB IOCIHE TaJICHHs
«Pumckoit bpuranumy» ror bpuranuu npogoskan ocrasarbes B cepe BiusiHusL Bi3aHTHH, B KAKOW-TO CTETICHH €€ OT/IeJICHHON
yacTelo. [Ipn3Hanne BusaHTHH Kak HEHTPa XPUCTUAHCTBA CTUMYIMPOBAJIO MHTEPEC aHMIMICKUX XYI0KHUKOB, CKYJIBIITOPOB
1 MKOHOTIMCIIEB K BU3AHTHICKOMY HCKYCCTBY, B X paboTax IMPOCIEKNUBACTCS BU3AHTUIICKOE BIUsIHIE. J0Ka3aHO, 4TO AHIIIHSA
COXpPaHMIIa HEW3MEHHBIN HHTEPEC K BU3AaHTUICKOMY HCKYCCTBY, TPAHCIUPYS M IIPENOMIISS Tpaluluyu Buzantun yepes npusmy
COOCTBEHHBIX HALIMOHAIBHBIX Tpaguiui. OHako BU3aHTHS KOHIENTYaJIbHO OTBEprania KylbTypHbIE TOCTYKEHHUS! AHIINK U
3anaja, AeMOHCTPUPYSI 3aKPBITOCTh, HE JIOMyCKasi IPOHUKHOBEHUSI Uy)KEPOAHBIX 2IEMEHTOB U3BHE. KynbTypHas 11e710CTHOCTh
JIOMMHUPOBaJa HaJ| KyJAbTYPHOU aCCUMUIIALIUCH.

Kniouesvle cnosa: B3auMojeiicTBue BU3aHTUICKONW M aHIVIMICKON KYJIBTYpPbI; HCKYCCTBO; JEATEIBHOCTh MHCCHOHEPOB;
JMHAMHUKA B3aMMOOTHOLIEHHH; KyJIbTypHas LIEJIOCTHOCTD; KyJIbTypHAs aCCUMUIIALNS
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XVIOXKHE KAMEHSPCTBO | Onpexiscbkuit Poman BacuiboBud
I'YUVIBHIUHU — ®EHOMEH | Joxmop mucmeymeosnascmea, doyenm,
CAKPAJIBHOI KYJIBTYPHU YKPAIHWU | ORCID: 0000-0003-3581-4103,
e-mail: odre2010@ukr.net,
Hayionanvuuii nicomexniunui ynigepcumem Yxpainu,
eyn. I'enepana Yynpunxu, 103, Jlveis, Yxpaina, 79057

Mera cTarTi — OCMHCIIUTH TBOPHU XYA0KHBOT 00p0OKH KaMeHIo [ yIy/bIMHY SIK ()eHOMEHY XyI0XKHBOT KYJIBTYpH YKpaiHH;
JIOBEJICHHSI JIABHOCTI CUMBOJIIKH JIEKOPATUBHUX MOTHBIB, SIKi BAKOPUCTOBYBAITH T'YITYJILChKI KaMEHSPi. METO0IOT s IOCITiKEHHS.
Y nopiBHAHHI XYJOKHBO-CTHTICTHIHAX 0COOIMBOCTEH KaMEHAPCTBA 3 IHITMMH BAIAMU HAPOJHOTO MUCTELITBA 3aCTOCOBYBABCS
TMOPiBHSUIBHO-TUIIOJIOTYHHH aHami3. Y pO3IIsAl XyA0KHIX 0COOIMBOCTEH aBTOP KOPHCTYBABCS KOMIUIEKCHUM MeTozioM. HoBuzHa
JOCTIPKEHHS. Briepiire po3misiHyTo XyJ0’KHE KaMeHSIPCTBO [ yITyIbIIMHY, HOTO 3Ha4YeHHS B PO3BUTKY YKPAiHCHKOI CaKpasIbHOT
KyJIBTypHU. ABTOPOM 310paHo 1 BBEJICHO 10 HAyKOBOTO 00Iry HEBJJOMi TBOPH MeMopialibHOTro MucTenTsa [ yiypumHu. Briepiie
OIyOJIIKOBaHO HU3KY TBOPIB XY0)KHBOTO KAMEHSIPCTBA. Y CTaTTi PO3IIISIHYTO TBOPH KAMEHSIPCTBA, IIPECTABIICHI B XPECTOPOOCTBI
Ta (irypaTuBHIN cakpasbHiil mIacTuil, siki 30eperiics Ha IIBUHTAPSX IYIy/IbchbkuX cit SIMHa, Manuii Kirouis Ta in. PosnisinyTo
XpecTH 0e3 apTUCTUYHOI ITACTUKY Ta 13 CKyabnTypamu. [IpoBeneno tumonoriuamii anami3 ¢iryp posim’storo Icyca Xpucra.
HaBeneHo mOpiBHAHHS CTHIICTHKH Pi3bOJICHOTO OPHAMEHTY XyTO0KHBOTO KaMEHSIPCTBA 13 Pi3bOJICHUM JIEKOPOM Y JIepeBi,
XYZOXHIM MeTasioM. BucHoBkr. OpHaMeHTH XyZ0)KHBOTO KAMEHSPCTBA TIOB’5I3aHi 13 1aBHBOIO, I TOXPUCTHSHCHKOIO KYJIBTYpPOIO.
[Tpoanani3zoBaHO 3HAKOBO-CHMBOJIIYHY CUCTEMY OPHAMEHTIB JaBHBOTO ITOXO/DKEeHHs. [IpoBeseHe JoCIiPKeH S CBITYUTD IIPO
JIABHICTB TPaJHLIN XylT0XKHBOTO pi3b0sIeHHs Ha ['yIy/bIInHI 1 10 iepeBy, 1 10 KaMeHI0. TBOPH Xy/I0KHBOTO KaMEHSIPCTBA
['yuynbimsn — GpeHOMeH cakpalibHOi KyIbTypu Ykpainu. Bonu notrpedyrors 30epesxerHst. OJMH 13 IUISXiB BUPILICHHS [bOTO —
CTBOPEHHS My3€ro-Jiarriiapiymy, jie 0 mia HarsiioM (axiBiiB am’ ITHUKH PECTaBPYBATHCS Ta HAJIKHO JIOTIISIIaINCS.

Kniouosi cnosa: I'yiynbIiiiHa; Xyn0KHE KAMEHSIPCTBO; TYIyJIbChKa IIIOCKOPI3b0a; OpPHAMEHTATIbHUI MOTHB; CaKpaIbHA

KyJIbTypa

Beryn

['yiynpmmHa € yHIKaIbHAM eTHOTpadidHUM PErioHOM YKpaiHW, KU aKTHBHO po3BUBa€ThCA. IlInpoko
BiJIOMi TBOPH TYIYJIbCHKOTO TPAJAMIIIHHOTO MHUCTEITBA: AePEBOOOPOOHHUIITBA, TEKCTHITIO, BUIIMBKY TOMIO. L{i
BH/IU TYIYJIbCHKOTO MUCTEITBA HAaOyIIH IMUPOKOT TOMYISIPHOCTI Ta CTaJIM HaJJ0AHHSAM YKPATHCHKO1 CakpaabHOi
KyAbTYpH. Jl0 MaJIOJOCIKEHNX BUIIB YKPATHCHKOI CaKpaJlbHOI KYJIBTYPH CaMe 1 HAJIEXKHTh I'YIYJIbChbKE Xy-
JOKHE KaMEHSIPCTBO.

[MuTanHs XynoKHBOTO KaMeHsIpcTBa [ yIyIbIIMHN TOpKalocst Hebararo 1ociiHuKiB. [lepeBaykHO neTanb-
Hillle BUBYAIMCA 1HII perioHn ykpaiHChkux 3emenb. Hampukiaa, B. Mamuna (2009) gociianB MHCTEITBO
YKpaiHCHKOTO XpecTa 0aratboX perioHiB YKpaiHu, MPeICTaBUBIIN ITHPOKY Teorpadiday HamiTpy. AHAIOTITHO
MOYKEMO XapaKTepu3yBaTH 1 BHHATKOBO Oararuii 1opobok M. Mosnupst (1996, 2009).

XapaxTepusyroun MoHOTpadii 3 03HAYEHOT TEMATHKH, BapTO 3raJIaTH 1 Mpalli, Jie XyA0KHbOMY KaMeHsI-
CTBY NPHUCBAYCHI JIMIIE OKpEeMi po3aiin, Kk y MoHorpadii P. OxpexiBcbkoro (1998). Bapro minkpecnury, 1mo
HAYKOBIII CYCIZIHBOI IOJIbCHKOT JICPKABH aKTHUBHO JIOCIIIJKYIOTh IaM’SITKU KaMEHSPCTBA IIIE OJIHIET €THOrpa-
(bi4HOT I'JIKK YKpaTHCHKOTO HAPOJy — JIEMKIB, SIK TIPABUIIO, TAKTOBHO OOXOASYM MTUTAHHS PUHAJTICKHOCTI X
aM’ITOK CaKpajdbHOI KYJIBTYpH JO MUCTEITBA BEJIMKOTO YKpaiHChKoro Hapoxay (Stachowiak, 2009).

Y3araapHIOIYH, Bi3HAYMMO, 110 aBTOPHU Tpamb JOCTIAMIN 0arato perioHiB YKpaiHCHKUX 3€MEIb: ITiB-
neHb Ykpainu, [lonins, neMHsHChKAN ocepenok Ha JIpBiBIuHI, JIeMKiBIIHHY (CHOTOHI — TEPUTOPIs pecIy-
Omixu [lonbia) Ta iHII perioHy, ane XyI0KHbOMY KaMeHIPCTBY [ yIyIbIIMHN YBaru NpUAIIICHO JyXKe MaJlo.

JxepenbHy 0a3y JOCTIKEHHS CTAaHOBHJIM JITEPATYpHI JKEepela, a TAaKoK MaTepiajiu MoJbOBUX eKcIle-
JUIIHHUX JTOCTIKeHb aBropa i3 Bui3noMm y perionu ['yiynemuau — HaasipusHceskuii, KociBebkuii, Koso-
MUICbKUH palionn [BaHo-®paHKiBChKOi 00nacti, Bixauipkuii — UepHiBenpkoi. Sk BBaskacMo, HAHOIIBIINIA
MacHB TIaM TOK 30epircs Ha TepeHax [ anuuanHu.

© Oppexiscrkuii P. B., 2020
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HaykoBa HOBU3HA JIOCII/DKEHHS MOJIATAE B TOMY, IO B HHOMY BIIEpIIIE PO3MIISTHYTO Xy/IOKHE KAMEHSIPCTBO
['yiynpinuHu, HOro 3Ha4eHHS B PO3BUTKY YKpaiHCBHKOI CakpalibHOI KylbTypH. BomHOouac BBEJCHO /10 HAYKOBO-
ro 00iry HeBiJIOMi TBOPU MEMOpPIaIbHOTO MUCTELTBA [ Yy IbIIUHH.

Merta crarTi

MeTor0 CTarTi € BUSBIICHHS XapaKTePHUX OCOOIMBOCTEH XyJTOKHBOTO KaMeHsIpCTBa ['YITyIBIIMHY SIK (e-
HOMEHY CakpajbHOI KyJIbTypH YKpaiHH, Oro B3a€MO3B’ 3Ky 3 IHIIUMH BHIAMH TPAIUIIHHOTO TYIYJIbCHKOIO
MUCTEITBA — IEPEBOOOPOOHUIITBOM, METAIIIPCTBOM TOIIIO.

Metononorist AOCTiKeHHs 0a3y€eThCsl Ha 3arajbHUX MPUHIUIAX HAyKOBOI pOOOTH: CUCTEMHOCTI, TOCTO-
BIpHOCTI, icTopu3Mmy, joridyHocTi. [lin yac aHamily JpKeped AOCHIKEHHS BUKOPUCTAHO 3arajbHOHAYKOBUHN
AQHATITHYHUNA METOJ TOCHIDKeHHs. J{J1s aHamizy poOIT Xy0KHBOTO KaMeHsIpcTBa [ 'Yy IbIIIMHNA BUKOPUCTAHO
MHCTEITBO3HABYNH Ta KyJBTYPOJIOTIUHI MIIXOMN 3 MOETHAHHIM HU3KH 1HIITNX METO/IB: TEPMCHEBTHKH Ta CE-
MIOTHKH (aHaji3 OpHaMEHTAIbHO-KOMITO3UIIIHHIX CTPYKTYp), CHCTEMHHUI METON ISl BU3HAUYEHHS KapTHHU
EBOJTIOLIT Ta 3’ICYBaHHS MICIIS XyJTOKHHOTO KAMEHSPCTBA B YKPATHCHKIN CaKpasibHIil KyabTypi.

Bukaax marepianay gocrigkeHHs

XyAo)KHE KaMEHSPCTBO TYIYJTiB HaifuacTile, 3 MOy CaKpaJbHOI KyIBTYPH, IPEICTABICHO B XPECTO-
poOcTBi Ta (hirypaTuBHINA cakpadbHINA IIacTHIi. ToMy caMme Ii BHIW KaMEHSIPCHKOI MisUTBHOCTI # CTalIH Oc-
HOBHHUM 00’ €KTOM HAILIOTO JIOCIiAKEHHS.

HaiiBinoMimmMm ocepeakoM KaMeHsSpCTBa raauubkoi ['yIynbIuHu €, 1mo3a CyMHIBOM c. SIMHA (HUHI Te-
PUTOpiaIbHO HANEXKHUTH A0 Micta SIpemue). AjKe HaBiTh MICKOBHK, SIKMH BHAOOYBAIOTh Y HOTO OKOJIHMLSIX,
OTpPHMaB Ha3BYy «SIMHEHCBHKOTO TiCKOBHKa». [liNTBepKeHHsI caMe Takoi Ha3BU 3HAXOAUMO B Ipalli KIacHKa
etHorpadii npo [yuynemuny B. Hlyxesuua (1899/1997): «...BepCTBU SMHEHCHKOTO IMICKOBIIS, CE€ OJMH i3
BM3HAYHMX yTBOpiB Kapnar, 3acenennx I'ymynamu, 60 BiH HaJaBaB THM TopaM BIacTHBUN BUTIIAA. B reomorii
Ha3BaHO HOTO SMHEHCHKUM Bif ¢. SIMHa Hax [IpyTom, ae rapHO pO3BHUHYBCS». «I PyOiCTh BEPCTBH SIMHEHCHKO-
TO TICKOBIA Jy’Ke 3MiHHA. .. BiagykTu B SIpemun 30yoBaHi 3 Toro mickoBIs..» (c. 37).

B. yxesuu (1899/1997) ykasye Ham wmicus, 1€ 3aisirae «IMHEHCHKUN MickoBeub»: «Bing c. Bopoxtn
1o c. Jlopu Be cs [IpyT maiixke 3aeHO mocepe] SMHSHChKUX MMICKOBIIB...» (c. 34). BrnacHe, y Tomy patioHi,
KOPHCTYIOUHCH «IijKa3koo» B. IllyxeBnuda, MU BUSIBHIN Ta OOCTEKHIIHM BEJUKY KUIBKICTh TTaM SITOK XyHOXK-
HBOTO KaMeHspcTBa. Jlami ai3HaeMocs, 110, MICIl, JIe 3aJsrae «IMHCHChKHI IMICKOBEIb», — 3HAUHO MIUPIIIi
3a 00CSITOM, 1 OXOIUTIOIOTH JOCHTH OOmHMpHUI perioH (c. 38). OmHak memo MiBACHHIIIE 3aIIrae yXKe HIIAN
KaMiHb-TIICKOBUK: «B Tiry0okux Kapmarax G1m3bK0 yropckoi TpaHHIll YTBOPEHHIA OJITOIIEH 3 TTICKOBIIS Maryp-
ckoro (Bizx ropu Marypm); ce 00iK MiCKOBIIS SMHEHCHKOTO HalBAKHIMIITNK oporpadivyHii YMHHUK y Till 9acTH
Kapmar» (c. 38).

Haii0inpury KibKicTh TBOPIB XyAOKHBOTO KaAMEHSPCTBA CTAHOBJIATH TBOPH y BUIIIAIL XpecTa Ta (iryp,
sKi 300paxaroth Icyca Xpecra, boromarip, Cesitux ta iH. Cami TylynbChbKi KaM’siHI XpEeCTH MOXYTh OyTH
i1 0e3 CKyJbITYpH, 1 IpUKpalieHi (MepeBaxHO — (IrypaTUBHO, IepasibIUUHO0, (PIOPUCTUYHO Ta IHIIOH
IJIACTHKOIO).

OdeBHTHO, 1II0 HAUTUTIOBIIIMMHU KaM THUMH XpecTamu [ yymsmmHN Oy/ieMo BBaXKaTH TakKi, IKi 00CTEXH-
o 'y ¢. SIMHi, TOOTO, MiCLIEBOCTI, KOTpa Aajla HapOIHY Ha3By CaMOMY ITICKOBHKY, SIK «IMHEHCHKOMY», TIPO 110
3rajlyBajiocs BUILE. 3a3HaYMMO, 110 33 XapaKTepOM PHCYHKY B 1[I MiCLIEBOCTI IEPEBaKatOTh XPECTH 3 OHIEI0
MEPEMHUUKOIO a00 IIe 13 MaJOpO3BUHYTOIO HIKHBOIO, IPYTOl0, TOOTO Ti€r0, sIKa CUMBOJTI3y€ TiaHDKKs [omro-
¢bu.

SlckpaBUM MPUKIANOM €, Hanpukiaa, xpect Ha Moruwiai Cemena Opdenroka 1928 poky Ha MicCIEBOMY
LIBUHTAP] — THIIOBUI SIMHEHCBKHI XPECT i3 THX, 1m0 6e3 QirypaTHBHOI miacTUKH. Moro KoKHe 3aKiHIeHHs, K
y OLTBIIOCTI SMHEHCHKUX XPECTiB, — Y BUTVISI/II TPUIMCHUKA KOXKEH, 1110 CBITYUTH TIPO MPUHAIICKHICTH TIOMEP-
soro 1o koHdecii CxizHoro o0psiay, K, 3pEIITO0, 1 HAMC KUPUINLECIO HA TIOCTAMEHTI.

Cepen xpecriB i3 Po3r’strsim 3 SIMHE BuainuMo xpect 6ist uepksu pobotu I'puropist Bonuaproka (Puc. D'
Le xapakTepHuil XpecT i3 y3araJlbHeHHSIM Ta CTHIII3alli€l0 IUTACTHKH. 3 OIVISY Ha TPAKTyBaHHS PHCYHKY OYeH,
OpiB, poTa, CKJIAJCHUX MAJBIIB PYK, JiHIHA pedep moctari posin’sitoro Crnacuresisi BUPA3HO MMOMIYaeEMO BILIHB

! ABTOpPCTBO BCTAHOBJICHO HA OCHOBI PE3yIIBTATiB ONMUTYBAHHS MICIIEBHX KUTENiB. JKOMHOT aBTOPCHKOI CHTHATYPH Ha
XpecTi HeMae.
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HapOJIHOI T'YIIyJIhCHKOT IMJIOCKOPi3h0H B epeBi. | He AMBHO, 00 BCe-TaKH pyKa ryIy’abChKOTO Pi3b0sipa, MOXKITH-
BO, 32 TpaIuIli€ro Oyiia O 3BHKIIO JI0 pOOOTH B JIEPEBi, aJKE, TYILYJ BCE )KHUTTS J)KUB B TYCTOMY OTOYEHHI
JepeB, IO 1aBajio Marepiai i A OyJiBHULITBA, TOOYTY i, 3pELITOI0, AJISl apTUCTUYHOTO Pi3bOJICHHS.

A ot gpyra rpyna xpecTiB i3 Po3n’sSTTaM BUpa3HO BKa3ye Ha 3B'SI30K CTHIIICTHKH XYJOXKHBOTO Pi3bOIeH-
Hs 13 TPAJAMIIIMHAM TYIYIbCHKHUM MOCSKHUITBOM. Sk Po3m’srrs i3 xpecra HarpoOka IBana ['ogoBaHeHa i3
1942 poxy. 3a caMUM TUTACTUYHHAM y3arajdbHEHUM TIyMadeHHSIM IMocTati posim sitoro Cracurens BoadaeMo
BIUTHB TuTBa B MeTadi (Puc. 2). Ta i cam xapakTep pucyHKa KOBUETa-00BOIKA TS HAray€e METallipCTBO, a Ta-
KO XapaKTep PUCYHKa ITOCKOPi3bOJICHNX 3aBUTKIB y HUKHIN YaCTHHI XpecTa.

Pucynoxk 1. Po3r’sitrs. ABrop — ['puropiii Bopnaprok. Pucynoxk 2. Po3n’sTrs 3 Xxpecta HarpoOka IBana

ITouyarox XX cT. SIMHa. TonoBanena 1942 poky. SImua.
Ceimmna Pomana OxpexiBebkoro, 1999 p. Ceimmaa Pomana OxpexiBeskoro, 1999 p.
Figure 1. Crucifix. The author - Hryhorii Bodnariuk. The Figure 2. Crucifix from cross of [van Hodovanen’s
beginning of the twentieth century. Yamna. The photo is tombstone, 1942. Yamna.
made by Roman Odrekhivskyi in 1999. The photo is made by Roman Odrekhivskyi in 1999.

Brnacue, muis 6aratbox kKam’stHUX (Biryp oKoJIuIs IMHEHCBKOTO ocepenky (Mukymuuus, Bopoxra i iH.)
XapaKkTepHa Taka prca, K CTHIICTHIHHH 3B’ 30K 3 HAPOTHUM JIePEBOPI3HOJICH-
HSIM Ta MOCSDKHHITBOM. OOHWIBa IIi BUAM MHUCTEIITBA — HEMEPECIUHI SBHUIIA
B CakpajbHii KynbTypi ['yynsimay. 3ragaitMo pi3p0iIeHni 1eKop Ta MOCSKHI
BUPOOH B IyLyJbCHKHX LIEPKBAX YU METaJiuHi a0o AepeB’sHi XpecTH-3rapau
TOLIO.

VY nexopyBaHHI KaM’STHUX XPECTiB 3 iHIIMX PaiOHIB MOMIYAEMO JEsKi
BIJIMIHHOCTI MOPIBHSHO 3 BHpPOOaMH SIMHEHCHKOI'O ocepenky. Tak, Xpectu
3 Manoro Kitouesa (cenumaa pana [leuenixna Konommuiicskoro paitony IBaro-
®paHKiBCHKOT 00J1ACTi) IEKOPOBaHi IIIOCKOPi3hOICHIMHI MOTHBAMH COJIIPHOTO
3HAKy-pO3€TH Ha KOXXHOMY KiHI, SIK, HalPUKJAA, XpecTu 3 Mormi Bacuis
Koctroka 1901 poxy (Puc. 3), Auau Koctiok 1910 poky. 3a cTHIiCTHKOIO
PHUCYHKY Pi3bOJICHHS 111 PO3ETH — aHAJIOTIYHI, SIK Y TYLYJIbCHKiH MI0CKOPi3bOi
B JIepeBi, sIKa JeKopye ikoHocTacu 3 1epkoB: CB. AnocromniB Ilerpa i ITaBna
c. Bopoxra, CB. loana borocnosa c. Jlyr ([ensatun) Ta B iHIIUX IEPKBax
periony. e
BBarkaemo, 110 J[EKOpYBaHHS COJSIPHHMH 3HAaKaMH € JIaBHBOIO JOXpH- PueyHok 3. Xpect i3 Mormmm
CTHSIHCBHKOIO Tpajulliero. XpecTonoqiOHI Kojia, PO3eTH CIyI'yBaliu B JaBHUHY Bacwst Koctroka 1901 poky.
CHUMBOJIaMH BOTHIO, COHsSYHOTrO OokecTBa. Jani BigOymocs mepeocMmuciaeHHs — Mammii Kiouis. [CeitmHa
COJISIPHOTO 3HAUEHHS XpecTa: BiH cTae cMMBOJIOM XpuctusHcTBa (Haynmko Ta Pomana Ompexisebkoro, 2003 p.
iH., 1991, c. 185). Pi3p0neni MoTHBY Ha (acajax 4u B iHTep €pax kutia BU- Figure 3. Cross from the grave
KOHYBalu aHTporneidni (3axucHi) ¢pynkmii (Haymko Ta iH., 1991, c. 186). Oue- of Vasyl Kostiuk, 1901. Malyi
BUIHO, Ha MOTHUII BOHHM ITOBHHHI MaTH TakKe X 3HAYCHHS — 3axucT mmoMepiioro Kliuchiv. The photo is made by
BiJ 31MX IyXiB Ta cmil. Po3era — cumBoIi3oBaHe 300pakeHHsI KBITKHU B miaHi — Roman Odrekhivskyi in 2003.
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OJTMH 3 HAWTIOMYJISIPHIIIAX MOTHBIB POCIMHHOTO OPHAMEHTY, MTPaBIONOI0OHO OB’ I3aHUH 3 KyJIETOM COHIIS
(3amacko, 2000, T. 2, c. 175).

[Toromxyemocs 3 BUCHOBKOM JlokTopa KynbTypodorii I1. I'epuaniBebkoi (2010): «OTxe, B KOMyHiKaTHB-
HOMY 1 TPaHCIIIITHOMY MpOLECi HapOJHA XPUCTHSIHChKA KYJBTypa SIBJsiE COO0I0 3HAKOBO-CUMBOIIIYHY CH-
CTEMY, 3a JIOTIOMOTOIO SIKOT 31HCHIOETHCS aKT OOMIHY PEeNiriiiHOI0 iH(OpPMAIE0 MK iHIAMBIIAMH Y TTPOCTO-
POBO-YaCOBIiil cucTeMi KOOPAMHAT, a TAKOXK 3B'30K MIXK BIPYIOUMM 1 TPaHCIIEHIEHTHOIO peanbHicTio (borom).
Ile — BimkpuTa TMHAMIYHA CHCTEMa, 0 chopMyBaIach i pO3BUBAIACh HA OCHOBI PEIIriHHOT CBIIOMOCTI, sIKa
MICTHTh XPUCTHUSHCBKY, S3UYHULBKY W MOOYTOBY KOMIOHEHTH. CHHKPETH3M XPUCTHSHCBHKOI 1 SI3MYHUIBKOI
CHUMBOJIIKH, y3arajJbHEHICTb 1 a0CTPaKTHICTh 3MICTY CUMBOJIiB, 0araToO3Ha4HICTh X OCMHCIICHHS € TOJIOBHUMH
0COOJIMBOCTSAMH 3HAKOBO-CUMBOJIIYHOT CUCTEMH B KYJBTYpHIH Tpaauuii yKpaiHCchbKoro Hapoxy. HesBaxkaroun
HAa TICBHI IEPETBOPEHHS OKPEMUX CJIEMEHTIB CHMBOJIIYHOT CUCTEMH, 1110 B1IOYBAJIKCS B TIPOIIECI IEPEXOTY BiJl
OJTHI€T CUCTEMH KOOPJIMHAT B 1HIITY, CHMBOJIIYHICTb, SIK BIIACTHBICTh HAPOHOT XPUCTHSHCHKOT KYJIBTYPH, 3aJIU-
AETHCS iHBapiaHTHOIOM (C. 95).

3HaX0ANMO, SIK TMPHUITYCKAEMO, 1 Mi>KKOH(]eCiiHI BiaMiHHOCTI. Tak, BUManae i3 BUIIEHABEICHUX 0COOIH-
BOCTe# xpecT i3 ctaporo nBuHTaps c. [leuenikuna (Komomuiickkoro paiiony) 1901 poky (Puc. 4). Xpect mae
piBHi 3aBepuenHs. @irypa Posmn’strs Bupiena 0ibin 00’ €eMHO, aHIXK y 3ralaHux xpecrax i3 JAMuu, Manoro
KiroueBa. Hanvie Ha xapTyi 3BepXy xpecta — qyxe npureptuii (oueBuano «IN RIy). Ta i Hamuc Ha Morui —
TEX JIATHHKOIO. [IpHimyckaemMo, 1o XpecT HalleKUTh 0 KoHdecii 3axiiHOro, pUMO-KaTOJIUILKOTO 00PSITY.

OOMEKEHICTh XPUCTUSHCHKOIO KYJIBTY B PaIsHCHKI YyacH 1 Ha ['yIy/abIiuHI pU3Bea 10 pyiHanii craji-
KOBOCTI TIiepeaBaHHs MMOKOJIIHb MAaHCTEPHOCTI peMeciia CaKpaabHOTO Ta MEMOPialbHOTO MucTenTBa. OmHAK
y KaMeHeoOpoOHUIITBI 1990-X poKiB 1€ TPYIMIHCH 1 MaicTpu MiXkBO€HHOI ermoxu XX cT. Cepen HUX 1 Haii-
cTapimuii kameHsp cranoM Ha 1999 pik B SImHi — 89 piuna [1apacka Himuyx (Puc. 5). Lle cBimunts npo cnenm-
(biuHMi XapakTep T'YLYJIbCbKHX KIHOK, SIKI TPYISTHCS B PEMECI, KOTPE MOBCIONHO BBAKAETHCS TPaIULIHHO
YOJIOBIYMM.

Pucynok 4. Po3m’stts Pucynoxk 5. Haiicrapimmii kamensp y 1999 pomi B SImni — 89 piuna
3 [lewenixuna. 1901 pik. [MTapacka Himuyk. Ciimaa Pomana Onpexiscbkoro, 1999 p.
CaiTnHa Pomana Figure 5. The oldest stone master in 1999 in Yamna — Paraska
Opnpexiscebkoro, 2003 p. Nimchuk, 89 years old. The photo is made by Roman Odrekhivskyi
Figure 4. Crucifix from in 1999.

Pechenizhyn, 1901.
The photo is made by Roman
Odrekhivskyi, 2003.

BucHoBku

XynoxKHE KaMEHSPCTBO B YKPaiHCHKIM cakpalibHiM KymbTypi ['yIynbIuHN — sBHIE 0COOIMBE ¥ HETIO-
BTOpHE, KOPEHI SIKOTO MpaJiaBHi, 3 I3MYHUALILKHUX 4YaciB. Lle sBuIie TicHO MOB’si3aHe 3 XyJOXKHIM J1epeBo00p00-
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HUIITBOM 1 METaJipCTBOM, OJTHAK CHOTO/HI KaMeHepOoOHa KYJIbTypa TYIYJTiB — CyTTEBO MEHII BiJOMHUH apTe-
(hakT, sIK, HAITPHUKIIA]], TKAI[TBO, BUIIIMBKA, MOCSKHHUIITBO, Pi3bOJICHHS B JIepeBi 1 iH.

['yiynbebki KaM’siHI XpecTH CBiYarh Mpo Te, 10 CaKpaibHa KYJIBTypa TYLYTiB BiIHOCUTHCS A0 UEPKBU
CxinHoro oOpsiny (piBHOKOHEYHICTh, 3aBEPUICHICTD KIHI y BUTNISAL TPUIIMCHHUKA, HATTMCH KUPHITUIICIO TOIIO).
Bapro nopymuTti nuTaHHsS TPO CTBOPEHHsI My3eiB-namigapiymiB Ha 1BUHTapsix SImuHM, Bopoxtn, Mamnoro
Kirouesa Ta iH., apKe MCKOBUK — MaTepiall KpUXKUH, HECTIHKUAN 10 Jiif aTMOC(epH.

Y mepCcneKTHBI MOAANBITUX TOCTIKEHb — BUBYUTH 1HII BUPOOH XyIOKHBOTO KAMEHSIPCTBA, SIK-OT: CITO-
pynu, pyHmaMeHTH OyiiBelb, MOOYyTOBI BUPOOW TOINO, 3HAUYEHHS Ta CHMBOJIKY IXHBOTO JEKOpY. 3a3Ha4nMO,
poTe, 1110, BPAXOBYIOUH OUIBIIY MOMYJSPHICTD CEpea IYLyIliB AepeBa K Marepiaiy, KUTbKiCHUNA BUOIp TaKUX
00’€eKTiB Oyie CyTTEBO MEHIINM.
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XYIOXKECTBEHHAS OBPABOTKA | Onpexusckuii Poman BacuibeBuy
KAMHS I'YIIVJIBIIUHBI — ®EHOMEH | Jfoxmop uckycemeosedenus, doyenm,
CAKPAJIBHOU KVJIBTYPbI YKPAUHDbI | Hayuonanvuwiii necomexnuueckuil ynusepcumem Ypaurot,

JIveos, Vkpauna

Llenb cTaTbl — OCMBICIUTH TPOU3BEICHHS XyIOKECTBEHHOH 00paboTknM KamHs [yIynbliuHbl Kak (eHoMmeHa
XyO)KECTBEHHON KYIBTYpBl YKpawWHBI; HOKa3aTh APEBHOCTh CHMBOJHKH JEKOPAaTHBHBIX MOTHBOB, KOTOPBHIC HCIIOIB30BAIH
TYIYITbChKHE «KaMEHOTEChDy. METOMOOTHS UCCIIeIOBaHUs. B cpaBHEHNH Xy[I0KECTBEHHO-CTUITUCTIHUYESCKAX 0COOCHHOCTEH
XyO)KECTBEHHOH 00pabOTKH KaMHS C JPYTUMHU BHIAMH HApOIHOTO MCKYCCTBA MIPUMEHSIICS CPABHUTEIBHO-THIIONIOT MIECKIH
aHanmM3. B paccMoTpeHNH XyJ0XKeCTBEHHBIX 0COOCHHOCTEH aBTOP MOJIB30BAJICS KOMIUICKCHBIM METOIOM. HayuHas HOBH3HA.
BnepBbie paccMOTPEHO HCKYCCTBO Xy/I0)KECTBEHHOI 00paboTKK KaMHsl ['YITy/IbIIMHBI, €r0 3HaYCHHUE B Pa3BUTUH YKPAUHCKOM
CaxpaJIbHOM KyJIbTyphl. ABTOPOM COOpaHBI M BBEJICHBI B HAYUHBII MUP HEM3BECTHBIE MPOU3BEICHH MEMOPHATIBHOTO HCKYCCTBA
I'yymnbiuael. BriepBeie omyOnMKOBaH DS TPOU3BENECHUN XyTO0KECTBEHHOW 00pabOTKM KaMHS. B cTaThe paccMOTpEeHbBI
TIPUMEPHI XYOKECTBEHHOH 00pa0OTKI KaMHS TIPH M3TOTOBIEHUH KPECTOB U (PUTYPATHBHOMN CaKpabHON TTACTHKH, KOTOPbIE
COXPAHMIIUCh Ha KITQA0HIIAX TyIynbchkux cen SIMHa, Manbrit KiroueB u ap. PaccMoTpeHBI kpecThl 63 Xym0KeCTBEHHOM
IUIACTUKH M €O CKyIbnTypamu. IIpoBeneH Tumonornueckuii anamus ¢uryp pacmsroro Hucyca Xpucra. IIposeneno
CpaBHEHHE CTHJIMCTHKU PE3HOT0 OpHAaMEHTa XYJ0KECTBEHHOH 00pabOTKM KaMHs C JIGKOPOM B JIEPEBE, XYJ0XKECTBEHHBIM
Mmeraiie. BpiBogbl. OpHAaMEHTBI XyHOXKECTBEHHOM pe3bObl MO KAaMHIO CBSI3aHBI C JIaBHEH, €Ie JOXPHUCTHAHCKOW
KynsTypoii. IIpoananusupoBaHa 3HAKOBO-CHMBOJIMYECKAs CHCTEMa OPHAMEHTOB JABHEro IMpoucxoxaeHus. [IposenenHoe
HCCJIEIOBAHNE CBHJICTEIBCTBYET O JAPEBHOCTH TPAAWIMI XyIOKECTBEHHOM pe3pObl Ha [yIynmbIIMHE Kak IO JIEpPEBY,
TaKk W 1o KamHIO. [IpomsBeneHus XyaoKeCTBEHHOH 00pabOTKM KamHS [ VIymbIIUHEI — (DEHOMEH CaKpambHOU KYIBTYPHI
Vipanasl. OHE HY>XAArOTCS B coxpaHeHHH. OIMH U3 MyTel pemieHus 3TOro — CO3IaHue My3es-Tanuaapuyma, rae Obl Mo
HaJI30pOM CIIEIHAIICTOB TAMATHHKN PECTAaBPHPOBAIIHCH U JOIDKHBIM 00pa30M COXPAHSUIHCH.

Kniouegvie cnosa: I'ynynpiinna; XynoxecTBeHHast 00pabOTKM KaMHsT; TYILy/IbChKast INIOCKOPe3b0a; OpHAMEHTAIIbHBIH
MOTUB; CaKpaJlbHas1 KyJIbTypa

HUTSUL STONECRAFT - | Roman Odrekhivskyi
A PHENOMENON OF SACRAL [ Doctor of Art Studies, Associate Professor,
UKRAINIAN CULTURE | Ukrainian National Forestry University,
Lviv, Ukraine

The purpose of the article is to comprehend the works of the artistic stonecraft of the Hutsul region as a phenomenon of the
artistic culture of Ukraine; to prove the antiquity of the symbolism of decorative motifs used by the stone craftsmen from the
Hutsul region. Research Methodology. The comparative and typological analysis was used to compare the artistic and stylistic
features of stonecraft with the other types of folk art. While considering the artistic features, the author used a comprehensive
method. Scientific Novelty. The artistic stonecraft of the Hutsul region and its significance in the development of the sacral
culture of Ukraine is considered for the first time. The author collected and introduced into scientific circulation the unknown
works of the memorial art of the Hutsul region. A number of works of the artistic stonecraft were published for the first time. The
article considered the works of stonecraft presented in cross-crafting and figurative sacred plastic art, which has been preserved
in the cemeteries of the Hutsul villages of Yamna, Malyi Kliuchiv, etc. Crosses without artistic plastic and with sculptures were
considered. A typological analysis of the figures of the crucified Jesus Christ was carried out. The comparison of the style of
the carved ornaments of artistic stonecraft with the carved decor in wood and artistic metal was given. Conclusions. Artistic
stonecraft ornaments are associated with an ancient, even pre-Christian culture. The sign and symbolic system of ornaments of
ancient origin was analysed. The study shows the antiquity of the traditions of artistic carving on both wood and stone in the
Hutsul region. Works of artistic stonecraft of the Hutsul region are a phenomenon of sacral culture in Ukraine. They have to be
preserved. One of the ways to solve this problem is to create a museum-lapidarium, where monuments would be restored and
properly cared for under the supervision of the experts.

Keywords: Hutsul region; artistic stonecraft; Hutsul carving; ornamental motif; sacral culture
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AJITOPUTMIYHI METO/IU | Yupsa Auna FOpiisaa
HAYKOBOI'O EKCIIEPUMEHTY | Acnipanmxa,
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Mera pobGotu — 3’scyBaTH OCOOJMBOCTI 3aCTOCYBaHHS QJITOPUTMIYHMX METONIB B XYIOKHbO-HAyKOBOMY
eKCIIePHMEHTI B Cy4YaCHHX IPAKTHKaX Bi3yaJbHOI'O MHCTENTBA; 3aBISKH MHCTCITBO3HABYOMY aHANI3y TBOPYOCTI
MIPOBIJHUX TPYI CY4aCHOIO MHUCTENTBA Ta IW3allHy BHSBUTH POJIb AJTOPUTMIYHHX METONIB Y CTBOPEHHI HOBOI
€CTETHKH, CTHJIICTHKU Ta XyJO)KHbOT MOBH. MeTOIH NOCHIIKEHHS — y3arajJbHeHHS, CHCTEMaTH3alis Ta IOpiBHIHHS,
KOTpl CHpPHUSIOTH BHSBJICHHIO TPOBITHUX aJTOPUTMIYHHX METONIB y CyYacHHX XyHAOKHBO-TIPOEKTHUX ITPAKTHKAX;
MHUCTEITBO3HABYMI OIMKC Ta aHaJi3 eKCIEPHUMEHTAILHUX MUCTEIBKUX MPOEKTIB — JUIS BUSIBICHHS POJIi Ta MPUHIIMIIIB
3aCTOCYBaHHsI ITOPUTMIYHMX METO/IB y HAyKOBO-XYJOKHBOMY €KclepuMeHTi. HaykoBa HOBHM3HA JOCIHIIKEHHS
HOJIATae y BU3HAYCHHI THIOJIOTI], MOXKJIMBOCTEH 1 MIEPCIIEKTHB 3aCTOCYBaHHS aJrOPUTMIYHUX METOJIB Yy MPOBEACHHI
XyIOKHBO-HAYKOBOTO EKCIIEPUMEHTY B Cy4acHOMY AM3aifHi. Pe3ynbraroM HOCHIIKEHHS € BUSBICHHS PI3HOBHIIB
ANTOPUTMIYHUX METOJIB Ta MHCTEITBO3HABUHMIA aHali3 IXHBOI PO B CTBOPEHHI «HOBOI €CTETHKM» Ta IHTITATbHHUX
o0pa3iB y MDKraly3eBHUX XyIOXKHBO-IIPOEKTHHX CKCIEPHMEHTAxX; OMUC TEXHONOTIl Ta NPHHLMIIB 3aCTOCYBaHHS
rapaMeTpu3My SIK HEepCIIEKTUBHOTO CTHIICTUYHO-MOBHOTO HAINPsIMy PO3BHTKY Bi3yaJbHOTO MHCTELTBA Ta IH3alHY.
BucHOBKH. ANTOpUTMIYHI METOJM aKTUBHO 3aCTOCOBYIOTHCS B HAayKOBO-XYHAOXKHIX €KCIIEPUMEHTAJIbHUX IMPAaKTHKaxX
CY4acCHOTO0 Bi3yaJIbHOT'O MUCTEITBA. BOHM CTBOPIOIOTH «HOBY €CTETHKY» 3aBJISIKM PI3HOMaHITHUM JUTITaIBHAM 00pazam
1 IPUHIIMTIIAM [TApAMETPUYHOTO MOJICITIOBaHHS. AJITOPUTMIYHI METOM I'PYHTYIOTHCSI HA MAaTEMaTUYHO y3araJlbHEHHUX Ta
BiITBOPIOBAHUX 3aKOHOMIPHOCTSX IPUPOJIH, III0 3yMOBJIOE iX 3aCTOCYBaHHS B MpakTHKaxX Oioan3aifHy Ta 6ioMopdizmy.
Ot cydacHOi XyOXKHBO-ITPOEKTHOT MPAKTHKU CBITYUTH PO MOLIMPEHHS IHTEPECY 10 HOBOI XYHOKHBOI CTHIICTHKH
Ta 3aCTOCYBaHHS aJTOPUTMIUYHUX METOMIB B €KCICPUMEHTANBHIN TBOPYOCTI, IO POOUTH JOCITIHKCHHS B IiH ramysi
AKTyaJIbHUM 1 IEPCIEKTHBHUM.

Kniouosi cnoea: BizyallbHe MHUCTENTBO; XyJOXKHE TPOEKTYBAHHS; XyJI0KHbO-HAyKOBHH EKCHEPHMEHT; aHaJOroBi
METOAM; AUTITAILHHUI 00pas3; napameTpusm

Beryn

VY cyyacHOoMy Bi3yaJbHOMY MHUCTENTBI HaOyBae MOMIMPEHHS MPAKTUKA XyT0KHHOTO MPOEKTYBAHHS, SIKa,
Ha BIZIMIHY BiJ[ IM3aliHy, MA€ Ha METI 3M1IMCHEHHS CYTO €CTETHUYHUX, a He (PyHKI[IOHAJIbHUX 3aBJaHb, 1 BOJHO-
yac BUKOPHCTOBYE MPOEKTHUHN MIX1]T y IPOIIECi CTBOPEHHS KiHIIEBOTO MPpOoAyKTy. Lle 06ymoBneno Hacammepen
CKITAJTHUMHU TEXHOJIOTIYHUMH TIPOIIeCaMH, SIKi ChOTOHI BUKOPUCTOBYIOTh MUTIII 317151 BTLICHHSI TBOPUOTO 3a-
IyMy, o noTpelye 3amydeHHs QaxiBIliB pi3HUX raimy3eil 3HaHb, poOOTH B yMOBaX Pi3HOMaHITHUX 00MeXeHb
(dacosi, (piHaHCOBI, TEXHIYHI 1 iH.), OPIEHTAIIIIO0 HA TIEPEIOBI HAYKOBI PO3POOKH.

BaxxnuBo Bif3HAYMTH, 10 MPOEKTHUN MiAXiJ BiJKPHUBAE MEpel XYIOKHHUKOM KW HOBI MOXIUBOCTI JJIst
(hopMyBaHHSI MOBH MHCTENTBA Cy4acHOTO i MailOyTHBHOro. Pe3yasraroM XyqoKHBOTO MPOEKTYBAaHHS 3aBXK/IH
€ (hopma (BupOOyY, MPOCTOPOBOI CHCTEMH), SIKA CIPUHMAETHCS BIAMIOBIIHO /10 ii BHYTPIIIHBOT CTPYKTYPH, TOMY
npobiiemMa €HOCTI 3MICTy # GopMu cTae Bu3HAYaIbHOI. LIUTICHICTh XyI0KHBOTO 00pa3y iCHYE 32 MEKaMu
TEXHIYHHUX 3ac00iB, MPU3HAYCHUX IJI MOTO peami3allii B MaTepialli, TOMY BiH «... 30epirae CBiil KUTTEBUI
CEHC, HaBiTh He Oyayuu 3aiicHeHuM» (PozentOmiom, 1974, c. 17).

[ToeanaHHs XyJO)KHBOTO I TEXHIYHOTO 00pa3iB y MpoLeci XyT0KHBOTO MPOEKTYBAHHS — JOBOJII CKIIAHE
3aBAaHHs. XyJOKHE MPOEKTYBaHHS € MPOLIECOM MOAETIOBAHHS YMOBHHUX, abcTparoBanux ¢opm. Biamosin-
HICTh CTHJIICTHKH XYJIOXKHIM KOHLENIIi € OpraHiuHO HEHTPaTbHOIO JIAHKOK XyI0KHbO-HAYKOBOTO EKCIIepH-
MeHTy. CTHIIICTHYHI KOJIMBaHHS B TPAKTYBaHHI (JOPMH, MaTepiary, KOMITO3HIIii BAHUKAIOTH 11032 cheporo dop-
MOTBOPEHHS 1 CIPUHMAIOTHCS XYIOKHUKOM-TIPOSKTYBAIBHUKOM K CyO’ €KTUBHUH (haKTOp, TOBHOTA 1 TOYHICTH
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SIKOTO 3aJIEKUTh Bil PiBHS HOTO XYI0KHBO-IIPOEKTHOI Ky/IbTypHu. Bripongosx npouecy GpopMoTBOpeHHS Bi10y-
BAETHCS TOCTIMHA KOPEALis 00pa3HUX KOHIENTYalbHUX MMOKa3HUKIB.

VY koHTeKcTi cydacHoro exosoriunoro pyxy H. bapna (2015) Bin3Hauae 3aranbHi eCTETUYHI I€TEPMiHAHTH
(hOpMOTBOpPEHHSI B PI3HUX MUCTELBKUX MpakTHKax. [lopiBHAIBHUEN aHai3 (OPMOTBOPUMX MOTEHIIH XyHTOXK-
HBOTO EKCIIEPUMEHTY JIaB 3MOTY CTPYKTypyBaru cam mpouec (Mmid, tun peduekcii, 3acodu BUpa3HOCTI) Ta
BHUSIBUTH YMHHHUKH HOTO TIPOBENIEHHS (3arajJbHONMPUPOIHHNA, TPUPOAHO-TIIECHUH, CUMBONIYHII). Bru3Hadato-
YU 3MICTOBHHUH CKJIAIHUK MOABiHHOI mpupoau GopmorBopuoi muHaMiku (ii IpsMuil i 3BOPOTHIH PO3BUTOK),
H. Bapna (2015) migkpecitoe, o «BoHa pajiie nepedyBae B cuM0io3aX 3HAKOBUX KOHOTAIIH Ta Oi0HIYHUX
aHaorisx» (c. 36).

AHanizyroun €BOJIOLiIHI MPOLECH OCTaHHIX POKIB, CHOCTEpIraeMo, IO iHHOBALIHHI TEXHOJNOTrIl BCe
AKTHBHILIE 1HTEIPYIOTHCS B XyAOKHBO-TIPOEKTHHI MPOCTip, Oyayloun BIacHy CyOKynbTypy. ocmigHuku 3a-
3HAYAIOTh BIPTyasi3allil0 MUCTEIBKOI AisibHOCTI. 30Kpema, muctenrBo3Haselb O. Oienina (2016) 3a3nHa-
qae: «BipTyanbHHi TIPOCTip, OB’ sI3aHUH 13 XyI0KHBO-CCTCTHYHUMH KOMYHIKAITISIMHU, PO3IITUPIOETHCS W Ha-
OyBae HE3BUYHHX, IHHOBAIIHHUX XyHoxkHIX Gopm» (c. 116). Y 3B’s3Ky 3 MM BCE YacTillle TOPYIIYIOThCS
MMUTaHHS 100 BU3HAYECHHS «HOBOI Mi)OJIOTii», Jie IPOBITHIUMH CTalOTh Mio-00pa3 (Bi3yanabHa Meradizu-
Ka), TeXHO-00pa3, undpoBuil un auritaasauii oopa3 (Epoxun, 2009), TexHo-mido-o6pa3 (Konecnukos, 2012,
c. 74-75).

31 3MIHOI KYJIBTYPHHUX IMapajiurM 3MiHaM IiJJIa€ThCS W KaTeropis €CTETHMYHOro. SIKIIO0 KJIACHYHO MU
PO3YMIJIM €CTETHYHICTh SIK UyTTEBY BHUPA3HICTH CBITY, TO B YMOBax IU(POBOI KYIBTYpH aKTyaJIbHUM CTa€
CIPUMHATTS €CTETUYHOTO K KaTeropii, 1110 BUHUKAE Ha OCHOBI MaTpUIb JIIOACHKOI UyTTEBOCTI M KyJIbTYPHUX
KOHBeHIIIH. Tak, gqociigauk mudposoro muctenTea C. €poxiH cTBepmkye: «EcTeTnyHe € cy0’ €KTUBHOIO Biac-
TUBICTIO iH(pOpMAITii Ta BU3HAYAETHCS 11 IIHHICTIO, SIKa 3aJIS)KUTH BiJI IiJIeH 1 Te3aypyca perumnienTay (EpoxuH,
2009, c. 79). Lle o3Hauae, 1110 ECTETHYHE HE Ma€ pa3 i Ha3aBK/1 BCTAHOBICHUX MEX. ECTETUYHUM CTae «Irym»
peasbHOCTI B TOM MOMEHT, KOJIM BiH TIEPETBOPIOETHCS 3a JIOTIOMOTOIO0 KYJIBTYPHUX KOJIB i KOIiB MHCTEITBA
B iHdopmariro. [Hhopmaliis B koMY pasi, sIK BBaXKae creriamicT i3 cemiotuku Y. Exo, He OutbIl, HiXK Mipa
MOXKJIMBOCTI BHOOpY. «IH(OopMaIis — 11e 9MCI0 OHAKOBUX MOXIIMBOCTEH, 11 THM OijbIlie, YMM IIHpIIE KOJIO,
B SIKOMY 3IIHCHIOETHCS BUOIpP. 3p03yMisio, OHAK, IO iHGOpMAIlis CTAHOBUTEL COOOIO TTeBHE OOMEKEHHS THX
HE3JYEeHNX 3a KUTbKICTIO MOXKIIMBOCTEH BUOOPY, SIKUMHU XapaKTepU3yBaJIOCs KEPEIIo JI0 TOTO, sIK BUOip OyB
3aificHeHnM 1 copmyBasocs noBigomieHus (DKo, 2004, c. 53-54).

OTxe, cipuiHATTS iHPOpMAaLii (30KpeMa, eCTETHUHOT) OOMEKYEThCS 1 3aJIKUTh Bl CYKYMHOCTI UyTTeE-
BHUX 1 JIOT1YHHX IHTEpIPETAHT, HASBHHUX y PO3NOPsIKEeHH] peuunienTa. CTBOpEHH:I, ONlepyBaHHsI 1 CIPUAHSTTS
€CTeTUYHUX (XYIOXKHIX) H(pOoBUX 00pa3iB MOTpedye MEBHOI MiATOTOBICHOCTI |, BiMOBITHO, HAYKOBHX JIO-
CJIIJPKEHb.

Merta crarTi

Merta cTaTTi — BUSIBUTH 3aCTOCYBaHHSI aJTOPUTMIYHUX METOIB IMPOBEJCHHS XYI0KHbO-HAYKOBOTO EKC-
MIEPUMEHTY B CYYaCHHUX MPAKTHUKaX Bi3yajJbHOrO MUCTEIITBA; IPOBECTH MUCTEITBO3HABYMUN aHAJ13 TBOPUYOCTI
MIPOBITHUX CYY9aCHUX XYIOKHBO-IIPOEKTHHUX I'PYIT; BUSBUTH POJIb AITOPUTMIYHUX METOAIB HAyKOBOTO €KCIIe-
PUMEHTY y CTBOPEHHI HOBOI €CTETUKH, CTUIICTHUKH 1 XyJI0KHHOT MOBH.

Buxnan marepiany gociiikeHHs

Juritansanii (ungposuii) o0pa3 — ifgeanbHe YTBOPEHHSI, MiJ] 4ac CIPUUHATTS SKOTO PELHITIEHT HE BUKO-
puctoBye copMoBaHi Ha 0a3i UyTTEBOCTI 1 KyIbTYpPHO-€CTETUYHUX HOPM Marpuli po3ymiHHs. O0pas3u Bip-
TYaJILHO-IIM(POBOTO MPOCTOPY M030aBIICHI MPOCTOPOBO-YACOBHX OOMEXKEHb CBITY, TOMY X JOBOJI CKJIaJTHO
IHTEPIIPETYBATH 1 IPUBECTH J0 IMapaMeTpiB ecTeTudHOl iHpopmMartii. [Ipu oMy HaHOUTBIT YUCTUM Ta, BiAIIO-
BiJTHO, YTOITIYHHUM 3a CBOEIO TIPUPOJIOI0 OyJie TOH OucimanvHuli 00pa3s, y CIpUAHATTI SIKOTO BUKOPUCTOBYETHCS
MiHIMaJbHUH PiBEHb YyTTEBOTO A0CBimy. OTxe, udpoBuil 00pa3 CIPsIMOBAHUH y HEOCSKHE MallOyTHE Ha PiB-
Hi CyTHOCTI 1 BIIKpHBA€ IS IIsiiada HOB1 PiBHI NEPIENTHBHUX MOKIMBOCTEH. Y 3B’S3Ky 3 IUM 3a CTHJIICTHY-
HO-MOBHHMMH O3HaKaMH OyJiv BU3HA4YeHi 00pa3H, [Ki iMITyI0Th 200 MOAU(DIKYIOTh XyT0XKHIO MOBY TPaJHLIIHHUX
MUCTEIITB 3a]JIsl CTBOPEHHS BapiaTUBHOT PEalbHOCTI Ta a0CTPaKTHI Bi3yaslbHI 00pasH, sIKi 31aTHI CTBOPIOBATH
HOBI IM(POBI CBITH.

[Ipuxmagom cTBOpeHHS TakuX 00pasiB € iHcTarsis Non-Lin, mo Oyima BUCTaBIeHa BIIPOIOBXK I SITH MicCs-
uiB y bprorre iz yac apyroro TpreHajie MUCTELTBA Ta apXiTeKTypH. BoHa Oyna eHTpanbHOI YaCTHHOIO BU-
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CTaBKH IHIINX apXiTEeKTypHUX TBOPIB 3 Kosiekiii FRAC, sxi BuHUKIN (OyiIH CIIPOEKTOBAHI1) 3 00YHCITIOBAIILHOTO
uukiay (Non-Lin / Lin, n.d.). TpukyTHa B Iu1aHi, iHCTaNALIS KpyTHIIACS 1 po3ropTaiacs B30BXK T'OJIOBHOI OCi
cBsTHIMIIA. BigBinyBau BUCTaBKH, TiIIHIIOBIIN, HE MIT Biipa3sy BU3HAYUTHU IMTUOMHY KOHCTPYKIIi; Tpeba OyIo
MIPOMTH Yepe3 3apoCTi MOPUCTHUX T'IIOK, 00 3p03yMiTH ii cripaBkHii MaciuTa0 i BinuyTr muouHy. OTBOpH Mik
CTIOJTyYHUMH YaCTHHAMH KOHCTPYKIIT (piIBTpyBaIy CBITIIO BiJl JIIXTapsi 3BEPXY i MOUEPrOBO MPOEKTYBAIH TiHb
Ta CBITJIOBI TUIIMU Ha 11 BHYTPILITHIO YaCTHHY.

dopmu KOHCTPYKITii OyIu 00’ €THAHI CYIIIHHOIO ITOBEPXHEIO 3 TITHIICBOTO OLIOTO aTFOMIHIFO, IO CKITaja-
€Tbes 3 6367 HemiHiiHUX cMyT. Mopdoutoris moeiHyBaia pisHOCIPSIMOBaHI €JIEMEHTH 3 TIPOTOKOJIAMH PEKOMOi-
Halii, KOJIM KOMIIOHEHTH BCEpPEINHI CTPYKTYPHOI MepeKi IUIAThCSA, 3IMBAIOTHCS, BIAKPUBAIOTHCS B OTBOPH 200
PO3TATYIOTHCS B TPYOYACTi KiHIIIBKH. 3 KUTbKOX THUCSY OKPEeMHX jeTajeit 570 KOMIOHEHTIB Oy/iH MONepeIHbO
310pani B 40 MOAYIbHUX CEeKILisAX. YOTHPUMETPOBY KOHCTPYKIIIFO MOXKHA PO3i0paTH i CKIACTH B PI3HUX MICIIIX,
IO JIa€ 3MOTY CTBOPUTH JIMHAMIYHY Ta TIOJIETIIIEHY apXiTEeKTypHY iHCTalsMi0. [IpencraBiena iHcTamsis € of1-
HUM 3 Pi3HOBHUIIB XyAO)KHbO-HAYKOBOTO €KCIIEPUMEHTY, IO MOTPeOy€e MUCTEITBO3HABUMX y3arajlbHEHb 1 pe-
TEJIbHOI'O BUBYEHHS METO/IIB OT0 IPOBEIECHH.

Anroput™mu cTBOpeHHS NU(POBUX 00pa3iB y HOBIH Bi3yalbHIil MapagurMi Taki: HENiHIAHICTB, (hpaKTaih-
HICTb, 3aJICKHICTB BiJ] KOHTEKCTY, TeHEPaTUBHICTh, CAMOOpIaHizalis (irepawis, peKypcis), alanTuBHICTb. BoHu
3aBK/IH OB’ A3aH1 3 Xy[JO)KHbO-HAYKOBHM €KCIIEPIMEHTOM, MaloTh 33/1aHi apaMeTpH, aie 6a3yroThCs He Ha MO-
IyJISIX Ta CUMETPIi, a Ha JOCSATHEHHSIX e(eMEepHOCTI, HLTICHOCTI PaKkTypH, TEKCTypH i TexHoiorii. [Ipuknamom
ITOPUTMIYHOTO IIH(POBOTO HOPMOTBOPEHHS € CTPYKTYPH, KOTPi 00’ €JHY€E MOHATTS Me3adopmu. 3a BHU3HA-
geHHsaM €. JKepmesa, 1e 30BHIITHS GhopMa, IO pearye i B3aeMOJIie 3 HABKOIHIIHIM CEPEIOBHUIIIEM IOA0 1HIITIX
(hopM, TIOBEpXOHB, 00 €MIB i CTAHOBHTH ME3OCTPYKTYPY — CTPYKTYPY CEPEIHIO, TPAHUYHY MiXK TPEIMETOM
i cepenoBueM (XKepues, 1996, c. 74). O6pa3 TpaKkTYeTbCS K KUBUH OpraHi3M.

[IpukinagomM cTBOpeHHs TakuX HU(POBUX 00pa3iB MOXKHA BBaXKATH SICKpaBi €KCIEPUMEHTAIbHI MPOEKTH
cryaii Greg Lynn Form. I'per JIiHH € HOBaTOpOM B II€PEOCMHUCIICHH] CEPEIOBHIIA TPOEKTYBAHHS 32 JOMIOMOT'OIO
(pPOBUX TEXHOJOTIH, a TAKOXK OJHUM 3 MEPIIMX, XTO BUTOTOBISIB CKJIa HI (DYHKI[IOHAJBHI Ta €ProHOMIiYHi
(hopmu 3 BukopuctanusaM Bepcratis 3 UI1Y (3 unciaoBuM nmporpaMHUM yTIPaBIiHHAM). 3aBASKHA BUIIE3TaIaHUM
METOJIaM apXiTEKTOp CTBOPIOE TPEHIOBI, CyJacHI MPOEKTH B Pi3HUX cepax apXiTeKTypH, IU3aiHY, BIpTyalb-
HOi apxitektypu g ¢ineMiB. Tak, y 2004 p. crymis cripoekryBana N.O.A.H. g ¢inemy Divide. N.O.A.H.
(HoBuii 3oBuimHii AtMocdepruii [im): ue posraiyxeHa, HOpHUCTa, MaciiTaboBaHa MICTOM KOCMiYHA CTaH-
Lisi, CTBOpEHa JIOANHO0 Y (hinbMi. B 03HaueHOMY MPOEKTI qu3aliHepy BUKOPUCTAIN TECENsIii TOBEpXOHb Ta
niarpamy Boponoro. @opMma mpoexTy HemiHiiiHa, cKiaaHa, cKynbnTypHa. [logiOHe BUKOpUCTAaHHS Ha3BaHHX
MeToiB (POPMOTBOPEHHSI JUIs IIPOEKTIB, MO MOKJIMKaHI Bi3yaslizyBaTn MailOyTHE, He € BUHSATKOM. PopMu napa-
METPHU3MY Ta aITOPUTMITHUX METOJIIB CHOTOIHI CTAIOTh CHHOHIMAaMHU Tn3aliHy MaiOyTHroro (Bio, n.d).

SckpaBi auriTanbHI ekciepuMeHTH cTBoproe Mapk ®oprec Ta crymis Theverymany. 3a octanHi 1ecsTh
POKIB CTy/Iis CITPOEKTYBaa i oOyyBaa psifi TOHKOCTIHHUX MaBLUILHOHIB Ta yCTAHOBOK, SIKi PO3MIMPIOIOTH MEXKi
(dhopmu, cTpyKTypH i ipocTopy. KoxkeH myOmiuyHuA POEKT CTY/IIT MOETHYE apXiTEKTYPy 3 MUCTELITBOM 1 HaIlije-
HUI Ha Te, 11100 HaJlaTH CBOIM BiJ[BilyBa4aM HOBUH JIOCBIiJl, OHOBUTH Bi3yaJbHY 1ICHTUYHICTb 1 COLlIAIbHE JKUT-
Ts1 cBoro micra (Prototypical Architectures, n.d). [Ipoextu 1i€i cTyaii BUPI3HSIIOTHCS SICKPABUMH KOJIbOpaMH Ta
CKJIQJIHOIO CKYJIBIITYPHOIO (POPMOIO (apXITEKTOPH BUKOPHCTOBYIOTH (DPAKTANIH, AITOPUTMH aTPAKTIB, TECEIISIIIT)
1 9acTo HE HeCYTh (DYHKITIOHATHPHOTO HABAHTAKEHHS, a CTAIOTh apTO0 €KTaMH CYCITUTFHOTO CEPEIOBHUIIIA.

I'eneparuBHMIA METOM, K MIATPYHTS MapaMeTprU3My B JAM3aifHI Ta CYy4aCHOMY MHCTENTBI B IiJIoMy, Gop-
MYETBCS ILI€ B MEXKax aBaHrapAHUX CGKCIEPHUMEHTIB BUKOPUCTAHHS B TBOPUOCTI aBTOMAaTH30BAHUX CHCTEM,
MPOLIEAYPHUX TeHepauiil. XyIoKHUK-HayKOBELb 3a/1a€ KpuTepii, popmye cuctemy, a caMm TBip YaCTKOBO YU
MOBHICTIO CTBOPIOE aBTOMATH30BaHUH MPHUCTPid, MPH OMY BiH HE 00OB’SI3KOBO Ma€ OyTH BHCOKOTEXHOJIO-
riYHEM. 3 TIOSIBOIO TEPIIMX KOMIT F0TepiB y 1950—x pokax nuzaifHepu po3novain aKTHBHO BHKOPHCTOBYBAaTH
MOYKJIMBOCT] HOBHX TEXHOJIOTIH B aBTOPCHKUX eKCcTIeprMeHTax (Tepii « EnexTponHi abcTpakiii» 3’ IBUITUCS 111e
B 1952 p.). Tak, MaTremaTuk Ta XyIoXHHUK beH Jlarmocki cTBOPUB Taki aOCTPaKIIii 3a JOITOMOTOIO TTEPEMIIICHHS
CJICKTPOHHHUX MPOMEHIB Y3I0BXK (DIyopecieHTHOI MOBEpXHi KaTOAHOI TPpyOKH ocruiorpada, mpy oMy Mpo-
JEMOHCTPYBABIIN MOXJIMBICTh Biyaslizalii MaTeMaTHYHUX 3aKOHIB, (OPMYII, MHOKHH Ta Jiarpam. [Ipaktuano
ofipa3y pe3yJbTaTh MONIOHMX XY/I0KHbO-MAaTEMAaTHYHUX EKCIIEPUMEHTIB OTPHUMANIN CTaTyC MUCTEITBA: MOYaIIH
BiOyBaTUCs BUCTABKH, IPOBOJUTHUCS KOHKYPCH MTPOTrPaMOBAaHHUX XYIOXKHIX TBOPIB 13 3a7y4eHHSIM MUCTELTBO3-
HaB4yoro aHaiizy. ChOTrojHI aITOPUTMH I TEXHOJIOTIT TPOrpaMOBaHOl XyI0KHBOT TBOPUOCTI 3HAYHO €BOIIOIIIO-
HYBaJIU Ta BIOCKOHAIMIINCS.

HaiiGinpie mommpeHHs aaropuTMidHI MeTomu (OPMOTBOPSHHS HAOyJIM B apXiTEKTypi Ta mu3aiHi. Tak,
. Apanuiii (2016) y pob0Ti « ATTOPUTMIYHI METOAH apXiTEKTYPHOTO (POPMOTBOPEHHS» BH3HAYAE MTAPAMETPUY-
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HE MOJICJIFOBAHHS K JIOBOJI pO3rajlyKeHe MOHATTS. BiacHe, mapameTpuuHe MOAETIOBAHHS HNPUCYTHE y BCid
apxiTekTypi, pOpMOyTBOPEHHS SIKOT TaK UM TaK 3alHCy€EThCS MaTeMaTHUYHUMH hopmynami (c. 75-76).

CTHUIIiCTHKA MapaMeTpU3My CTalla OJIHI€I0 3 MPOBIJHUX Bi3yaJbHHX MOB CyYacHOCTI. Ii 3acHyBama apxi-
TeKkTop 1 nu3aiiHep 3axa Xamin, a manidecrysa — [larpik [llymaxep. BakiuBo 3ayBakuTH, 10 HUHI Tapame-
TPUYHA CTUIIICTUKA CTala HACTUIBKYU MOMYJSIPHA, IO 10 Hel 9acTo BIAHOCSTBH MPOEKTH, SIKi JIUIIE MIMIKPYIOTh
y CBOEMY (POPMOTBOPEHHI /10 MPOEKTIB, BUKOHAHMX METOAAMH MapaMeTPUYHOTO MOJIENIOBaHHA. YHigepcanbHi
napamempuyni obpasu — 1e «IMapagurMaibHI TaTepHU caMOOpTaHi3amii CBITY» — CKIamHi CTPYKTYpH (dpak-
TaJNW, MapaMeTpU4Hi CTPYKTYpH), SKUMH OIEpy€e XyAOKHbO-HAYKOBHMH Minxin y nuzaitni (Bomomko, 2008,
c. 58-59). 3akoHOMIpHOCTI BUHUKHEHHS CKJIAIHUX (POPM 1 CTPYKTYP 3 Xa0CY, IX KOSBOJIOLIIO JOCIIIKY€E CHHEpre-
tHka. [IpoBinHuMu daxiBusgmu y cepi BUBUCHHS PO3BUTKY, IPHHIMIIIB 1 3aCTOCYBaHHS apaMeTPUIHUX 00pa3iB
Ta aneopummiunozo npoexmyeanns € C. Kanarpasa, H. ®ocrep, 3. Xais.

3okpema, 3. Xazig cTBopuiia TeXHOOIONOTTYHI 00pa3H, sIKi CTajdH BI3UTHOIO KAPTKOKO ii TBOPUOCTI W Joci
3aJTUIIAIOTHCS 00pa3aMu, CIIPSMOBAaHUMHE B MaitOyTHE. J{oCTiAHATIA ITpaltoBajia Ha IEPETHHI eKOJIOT1UHUX, Cydac-
HUX TIapaMeTpUIHUX (GOpM, HOBHX TEXHOJOTIH Ta XyTOXKHIX METO/IB. [7et0 cydacHOi apXiTeKTypH 3a aHAJIOTI€0
70 CKJIATHUX IPUPOJHUX CTPYKTYp 3. Xalix yTinuia B IpoeKTi onepHoro tearpy B I'yanwxoy. IIpoexr OyB 3aBep-
mennii y 2011 p. # ogpasy cTaB ofHi€l0 3 HalronoBHIMMX noxii a1 Kurato. Jluxoromiro moOyioBH CTBOPIOIOTH
JIBa TOJIOBHMX 3aJIM: OJMH BUKOHAHO MEPEBAKHO 31 CTalli, IPyrui — 31 CKJIa; BOHH MEPETIKAIOTh OAWH B 1HILHA,
CIUTITAIOTBCA SpycaMu Ta ranepesiMu. 3. XaJiiJl akTHBHO BUKOPHCTOBYBaJIa HOBITHI TEXHOJIOTIT Ta Matepianu. Lle
JIeMOHCTPYIOTh Taki poekTH, sk Liquid Glacial — ctix i3 mpo30poro miiekcuriacy, KUl acomiloeTbCs 3 BOJIOIO,
1 koyrekiist B3yTTs st Melissa Ta Lacoste, koTpa Oyma po3apyKoBaHa 3a TOTIOMOTOI0 TeXHOJoTi1 3D-1mpyKy.

ANTOPUTMIYHI METOIM BUKOPUCTOBYIOTHCS 1 JUIA CTBOPEHHS TUTITaNbHOI apxitekTypu. Tak, mim dac op-
radizauii nepmoro B Ykpaini mugposoro 3D-nokasy oxsry Big UFEG Oyno BupilieHO CTBOPUTH AMTiTalbHY
apXiTEeKTypy JIOKalii B MapaMeTPUYHOMY CTHJIi, BUKOPHCTOBYIOUM AJTOPUTMIYHI METOAN MOJEIIOBAHHS. 3aBJisi-
KU 3aJTy4EHHIO METOJIB MiHIMaJIbHUX TOBEPXOHb 3MOJENBOBaHI TJIaBHI (opMH, SIKi MEPEeTIKAIOTh OHA B OJHY
3 PO3rajly’KEHHSM TOBEPXOHb, 110 MAIOTh MOXJIMBICTH 3MIHIOBATH KOJip. YCI Il BJIaCTHBOCTI 00pa3HOi Mojei
MaKCHMAJIbHO SIKICHO BIUTMHYJIM Ha 3arajibHe CHPUIHATTA MpoekTy. MiHIMaNiCTHYHNAN Ta OpraHivyHUN MPOCTIp
CTaB BAAIMM (OHOM JUIS CIIPUUAHATTS Pi3HOCTHIHOBUX (PEITH-TTOKA31B, a CKJIAIHI HEJiHIHHI (GOpMH CTBOPIIIH
00pa3 MaiOyTHBOro. Yci MPOEKTH CTBOPIOBAIUCS B MEXAX XYHAOKHbO-HAYKOBOTO EKCIIEPUMEHTY 3a JJOIIOMOIOIO
ITOPUTMIYHUX METOJIB TECENSILil MOBEPXOHb, AiarpamMu BopoHoro, gpakranbHOi reoMeTpii, peKypCUBHHX all-
TOPUTMIB Ta iH. 3aCTOCYBaHHS aJTOPUTMIYHUX METOAIB MIPU3BOAUTH [0 MOSBH HENIHIMHUX, O10HIYHHUX (QopMm 31
CKJIAJIHOKO TEOMETPIELO.

BucHoBku

HeniniitHe GpOpMOTBOpEHHS CTaJIO SICKPABOIO CTHIICTHYHOIO TEHJIEHINI0, 1[0 CTPIMKO PO3BHBAETHCS 1 Ma€
3HaYHUH BIUIMB HA XYAOKHBO-TPOEKTHY AiSUIbHICTD. 3BaXKAIOYM HA T, LIO0 aJTOPUTMIYHI METOIH BUKOPHUCTOBY-
I0Th MaTeMaTU4HO BiJOOpakeHi IPUPOIHI 3aKOHOMIPHOCT], MOYKHA HE JIILIE BiI3HAYHUTH, ajie i MOSCHUTU 3HAYHE
MOMIMPEHHS CKJIAJHUX HENHIHHNX XyA0XKHIX (OpM y npakTuii Oioan3aiiHy Ta GioMopdizmy.

biomop®hizm BUKOPHUCTOBYE CHOTO/HI IU(PPOBI AITOPUTMH, 3/1aTHI TeHEpyBaTH 010MOp(hHI CTPYKTYpH, POpMH
1 OBEPXHI, TPOTPaMHI iIHCTPYMEHTH CKYJIBIITHHTY Ta MOP(IHTY, HOBITHI a TUTHBHI MOKJIIMBOCTI peaJi3ariii 00’ €k-
TiB. PO3MIISIHYTI alrOpUTMIYHI METOJIM MAlOTh 3HAYHUH BIUIMB Ha MPOIecH (HOPMOTBOPEHHS B XyIOKHBO-HAYKO-
BOMY IPOEKTYBaHHi 1 MOTPeOyIOTh HE JIMIIE BIPOBAIKECHHS B XYJOKHbO-IPOEKTHY MPAKTHKY, aJI¢ ¥ MOAAIIBIINX
TEOPETUYHHX y3araibHEHb.

[NepcriekTHBY MOJANBINIUX JIOCHTI/PKEHD MOJISTAIOTh Y CTBOPESHHI METOMOJIOTIYHOT 0a3u i 3a0e3MeucHHs
MPOLECIB CMUCTIOYTBOPEHHS, CTPYKTYPOYTBOPEHHS Ta (DOPMOTBOPEHHSI B CyYaCHUX MHUCTEIKUX TPAKTHKaX.
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COBPEMEHHBIX IPAKTUKAX | Xapvroeckas cocyoapcmeennas akademus
BU3YAJIBHOI'O UCKYCCTBA | ousaiina u ucxyccms,

Xapvkos, Ykpauna

HCHL pa60TBI — BBICHHTH OCOOCHHOCTH TIPUMEHECHUSA AJITOPUTMHUICCKUX METONOB B XYyHOXECTBEHHO-HAYYHOM
OKCIIEPUMEHTE B COBPEMEHHBIX IMPAKTUKAX BU3YAJIBHOI'O MCKYCCTBA,; C IIOMOIIBIO NCKYCCTBOBEAYECKOIO aHaIM3a TBOPUYECTBA
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BEIYIIUX TPYIII COBPEMEHHOTO JIU3aiiHa BBIIBUTH POJIb AITOPUTMHIECKHX METO/IOB B CO3/JaHUN HOBOW CTETHUKH, CTHIIMCTUKA
U XyIO)KECTBEHHOTO SI3bIKa. MeETO/bl MCCiIeIoBaHNus — 00O0OIIeHNEe, CHCTEMATH3alns U CPaBHEHHE, KOTOPHIE TTO3BOJISIOT
BBISIBUTB BEYILINE AITOPUTMUUECKHE METObI B COBPEMEHHBIX Xy/I0KECTBEHHO-IIPOEKTHBIX MPAKTUKAX; HCKYCCTBOBEIUECKOE
OIMCAaHUE U AHAIHU3 HKCHEPUMEHTAIBbHBIX XYIO0KECTBEHHBIX MPOEKTOB ISl BBIABICHUS POJIM U IMPUHIMIIOB MPUMEHEHUS
QITOPUTMUYECKUX METO/IOB B HAyYHO-XYJOJKECTBEHHOM O3KcrepuMeHTe. HayuHas HOBH3HA MCCIEHNOBAaHMS 3aKIIFOYAeTCs
B OINpEACICHUN THUIOJOTUH, BO3MOXHOCTH W TIEPCIICKTUB MPHMCHEHHS AITOPUTMUYECKHX METOJOB B TIPOBEACHUH
XyJIO’KECTBCHHO-HAyYHOTO SKCIEPUMEHTa B COBPEMEHHOM [M3aiiHe. Pe3ynbTaToM wWccieloBaHWS SIBISETCS BBISABICHHUE
BHUJIOB aJITOPUTMHUYECKUX METOZIOB U MCKYCCTBOBEIUECKHI aHAIM3 UX POJIU B CO3JAHUU «HOBOW 3CTETUKM» W AUTHTAIBHBIX
00pa3oB B MEKOTPACIIEBBIX Xy/I0KECTBEHHO-IIPOSKTHBIX AKCIIEPHIMEHTAX; OIMCAHNE TEXHOIOTHUH ¥ MPHHIUIIOB TPUMEHEHHNS
napaMeTpu3Ma Kak MepCreKTUBHOIO CTUIIMCTHYECKU-S3bIKOBOTO HAIPABIECHUs PAa3BUTHsI BU3YaJIbHOTO UCKYCCTBA U AM3aiiHa.
BeiBozibl. ATropUTMHYECKHE METO/Ibl AKTUBHO MPHMEHSIOTCS B HAYyYHO-XyHOXKECTBEHHBIX IKCIEPUMEHTATIBHBIX MPAKTHKAX
COBPEMEHHOT'0 BU3YaJIbHOTO HCKyccTBa. OHM CO3/IAI0T «HOBYIO ACTETUKY» Oarofapst pa3zHooOpa3HbIM JUTUTAIBHBIM 00pa3am
U TIPUHIMIAM [1apaMETPUYECKOTO MOZIETMPOBaHUs. ANTOPUTMHUYIECKHE METO/IbI OCHOBAHbl Ha MAaTeMaTHYECKH 000OIIEHHBIX
U BOCTPOM3BOIMMBIX 3aKOHOMEPHOCTAX IPUPOIBI, UYTO OOyCIaBIMBACT WX INPUMEHEHHE B IIPAKTUKAaX OHoAM3aiiHa
n Oouomopdusma. O030p COBPEMEHHON XyIOKECTBEHHO-POCKTHON IMPAKTHKU JOKA3bIBACT PAacHpOCTPAHCHHE HHTEpeca
K HOBOH XYZOXXECTBEHHON CTHJIMCTHKE W MPUMEHEHHE AITOPUTMHUYECKUX METOJOB B HKCIIEPHMEHTAIFHOM TBOPYECTBE, UTO
JIENAeT UCCIIeZIOBAaHUE B ATOM 00JIaCTH aKTyaJIbHBIM M TIEPCTICKTHBHBIM.

Kniouegvie cnosa: BU3yalbHOE HCKYyCCTBO; XYNO0XKECTBEHHOE IIPOEKTHPOBAHME; XYJO)KECTBEHHO-HAyUHBIH
9KCIIEPUMEHT, aHAJIOTOBBIE METO/bI; IUTUTAIBHBIN 00pa3; HapaMeTpusm

ALGORITHMIC METHODS | Anna Chyrva
OF SCIENTIFIC EXPERIMENT | PiD student,
IN MODERN PRACTICES | Kharkiv State Academy of Design and Fine Arts,
OF VISUAL ART | Kharkiv, Ukraine

The purpose of this article is to find out the peculiarities of the application of algorithmic methods of the artistic and
scientific experiment in modern practices of visual art; to identify the role of algorithmic methods in creating new aesthetics,
stylistics, and artistic language through art history analysis of the work of leading groups of contemporary art and design.
The research methodology includes generalization, systematization, and comparison, which contribute to the identification of
the leading algorithmic methods in modern art and project practices; art description and analysis of experimental art projects
were used to identify the role and principles of application of algorithmic methods in the scientific and artistic experiment.
The scientific novelty of the study is to determine the typology, possibilities, and prospects for the application of algorithmic
methods in conducting artistic and scientific experiments in modern design. The study reveals the varieties of algorithmic
methods and, with the help of art history analysis, their role in the creation of “new aesthetics™ and digital images in intersectoral
art and design experiments; description of the technology and principles of application of parametrism as a promising stylistic
and linguistic direction for the development of visual art and design. Conclusions. Algorithmic methods are actively used in
scientific and artistic experimental practices of modern visual art. They create a “new aesthetic” through a variety of digital
images and principles of parametric modelling. Algorithmic methods are based on mathematically generalized and reproducible
laws of nature, which determine their application in the practices of biodesign and biomorphism. The review of modern art and
design practice shows the growing interest in the new artistic stylistics and the use of algorithmic methods in the experimental
creative work, which makes research in this area relevant and promising.

Keywords: visual art; artistic design; artistic and scientific experiment; analogue methods; digital image; parametrism
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COMPOTIERS AND BLANCMANGE | Olha Shkolna
MOULDS WITHIN THE PRODUCT | Doctor of Art Studies, Professor,
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FAIENCE FACTORY | e-mail: dushaorchidei@ukr.net,
Borys Grinchenko Kyiv University,
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The purpose of the article is to determine the use of four items from the collections of the National Museum of History of
Ukraine and the Kyiv Mykola Bazhan Literary Memorial Apartment Museum. The research methodology includes axiological,
hermeneutical, stylistic, typological, and the method of art studies analysis, thanks to which we have defined the artful identity
of four faience moulds from these collections. The scientific novelty lies in a fresh approach to the function of these items, their
correlation with archival data about the production line of the Kyiv Mezhyhiria Faience Factory of different years. Conclusions.
By the descriptions, it is now possible to correlate the Factory’s product units with the positions of the so-called “blind lists”
of the collection creator for the former “Third State Museum” of Kyiv O. Hansen (now they are stored in the Central State
Archives of Supreme Bodies of Power and Government of Ukraine), where one pair of shells on white legs for 50 rubles was
under No 567. By verifying the data of the funds of the capital museums during 2018-2020, we succeeded to find two pairs of
compotiers or blancmange moulds, in particular, two standard sizes of about half a litre, 600 grams of capacity and 8001000
ml of volume. If they are compotiers, they were produced at the Factory in the 1820s and 1850s in at least two sizes, while the
blancmange moulds had three sizes in the Factory’s product line, so it is more likely to be bowls of this segment of the largest
and medium-sized items. The studied items were previously defined as “fruit bowls in the form of a shell” in the collection of
the National Museum of History of Ukraine and “bowls in the form of a shell” in the Kyiv Mykola Bazhan Literary Memorial
Apartment Museum’ collection. We have found that they are the moulds for blancmange near to traditional forms of compotiers
for desserts and candies serving.

Keywords: compotiers; moulds for blancmange; Kyiv Mezhyhiria Faience Factory; National Museum of History of
Ukraine; Kyiv Mykola Bazhan Literary Memorial Apartment Museum

Introduction

Home-produced porcelain and faience of the “classical” period dated to the late 18th — 19th centuries
(sometimes early 20th century), remains unstudied. Some names for items, which were used at that time in
modern-day Ukraine, are now seen as odd names for indefinite objects. In modern Ukrainian life, such items
are almost not used, and the culture of their consumption has been lost.

Until recently, compotiers and blancmange moulds were seemed to be one of such “outlandish” gape-seeds
that the information that they are in stock of the 19th-century Kyiv Mezhyhiria Faience Factory, the former
Imperial Factory under the Cabinet of His Imperial Majesty (equal to the present Cabinet of Ministers), was
available to scholars only from archival files and museum notes for internal use only. However, over the past
few decades, it has been possible to compare the visual (from the journal of 1911), archival (funds of the Cen-
tral State Historical Archives of Ukraine (hereinafter — the Historical Archives) and the Central State Archives
of Supreme Bodies of Power and Government of Ukraine (hereinafter — the Archives of Supreme Bodies)) and
natural materials (exhibits of the National Museum of History of Ukraine (hereinafter — the History Museum)
and the Kyiv Mykola Bazhan Literary Memorial Apartment Museum), which made it possible to compare the
descriptions of some objects from the collection of the Third State Museum of Kyiv (Oscar Hansen’s collec-
tion) of the early 20th century, their appearance of the era of museum leading figures, and a hundred years later
to find them in separate collections, where the objects were found before and after the World War I, and some
of them were awaiting restoration and eventually reassembled “together” (actually from wrecks).

For the first time, compotiers or blancmange moulds in the form of a shell on the legs of the Kyiv Mezhy-
hiria Faience Factory (hereinafter — the Factory) were given to the public as a headpiece of the Yevhen Kuz-
min’s publication in 1911. They, as the Factory’s image works, preceded the scientist’s article entitled “Mezhy-

© Olha Shkolna, 2020
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hiria Faience” (Kuzmin, 1911) in the collection of scientific papers “Art, Painting, Graphics, and Art Printing”,
where an article by O. Hansen on the Mezhyhiria trademarks was also published. However, the purpose of
these objects for candied fruit or so-called “moist cookies” has long remained unclear.

Instead, in the 80-90s of the 20th century the head of the profile fund group at the National Museum of
History of Ukraine, historian Antonina Ferchuk, paid attention to the stock of the Factory. According to the
Historical Archives in Kyiv, the researcher’s list of known production pieces was first used to clarify the infor-
mation about the origin and names of particular items of the faience group entrusted to her collection, which
was reflected in the official archives of the institution (Scientific Books and Records of the National Museum
of History of Ukraine’s Archive, undated), and later resulted in a series of studies and articles by the author.
However, according to A. Ferchuk’s numerous notes and publications, the connection between the names of
these objects and specific exhibits was not traced in her investigations.

Separately in connection with this topic, it is worth mentioning the publication of the Museum-Reserve of
Alexander Pushkin “Mikhailovskoye”, Pskov region, on dessert serving pieces, which are stored in the spec-
ified collection of the first half of the 19th century. It describes the ingredients of the fashionable dessert milk
pudding with almonds, nutmeg, cream and rice flour, sometimes with vanilla, as well as the specifics of its
serving (Mould for blancmange, undated) (Fig. 1). However, there is no accurate information on Mezhyhiria
blancmange moulds in scientific sources.

Compotiers or blancmange moulds by the Factory, which are
now stored in the collection of the National Museum of History
of Ukraine, appeared in the centre of the headpiece of the open-
ing page of the article on Mezhyhiria faience by Kyiv museum
leading figure and art critic Yevhen Kuzmin, published in Jour-
nal “Art” in 1911. That is, the leading researcher of industrial
faience in Ukraine noted the value of such items more than a hun-
dred years ago. At the same time, he emphasised the aesthetic
expressiveness and perfection of such things, their significance
as symbolic forms of domestic production of delicate faience and
porcelain in the vicinity of Kyiv in the 19th century.

The scientific novelty of the study is aimed at identifying

Figure 1. Dessert serving mould for the purpose of two pairs of objects in the form of stands in the

blancmange of the late 19th — early 20th shape of a shell on four legs, which stand on the podium of the

centuries. Picture from the website: http://  book, stored in two Kyiv collections of the National Museum of

www.museum.ru/alb/image.asp?82535. History of Ukraine and Kyiv Mykola Bazhan Literary Memorial

Id. Number PZ-KP-3606, copper. Apartment Museum and also in the verification of an origin of the

specified subjects, their correlation with archival data on the range of products of the Kyiv Mezhyhiria Faience
Factory on materials of the Historical Archives.

Purpose of the article

The purpose of the article is to determine the essence of the purpose of two pairs of faience items produced
by the Kyiv Mezhyhiria Faience Factory in the form of a shell on four legs, two sizes from the collections of
the National Museum of History of Ukraine and Kyiv Mykola Bazhan Literary Memorial Apartment Museum.
The task of the study is to link the data of the Factory’s archive on the range of products with specific four
works of these collections.

Main research material

Thanks to the finding aid of the Kyiv Mezhyhiria Faience Factory by the Central State Historical Archives
of Ukraine in Kyiv, it is now possible to correlate the product units of this Factory with the listing of the so-
called “blind sorting” by Oscar Hermann Hansen (collection creator for the former “Third State Museum”)
that now are stored in the Central State Archive of Supreme Bodies of Power and Government of Ukraine ),
where under No 567 there was one pair of shells on white legs at the price of 50 rubles (File on the transfer
of the nationalised Oscar Hansen Museum in Sumy and Kyiv to the Central Department of Arts and National
Culture, 1919). By verifying the data of the funds of the capital’s museums during 2018-2020, it was possible
to identify two pairs of compotiers or moulds for blancmange (Fig. 2-5).
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Compotiers and blancmange moulds are available in the list of the Factory’s products for at least the
20-50s of the 19th century. At the same time, the first ones were more often made as a plate or dish, on which
candied fruits, caramelised berries and fruits, dried fruits, etc. were laid out in one layer. For the most part, such
products did not require fluted inner sides of the vessel, as they did not have a jelly-like mass, which was cooled
and served on the table in solidified form, for which the fluting of the inner part of the shell would have some
conditioned utilitarian function. Although sometimes compotiers were made in the form of shells with profiled
sides, which indicates an absolute genetic unity of setting for these desserts and moulds for blancmange.

Instead, these compotiers exist in two types in the national tradition 1) special moulds (metal backing
moulds for jelly or cream dessert); 2) pans of thin-ceramic ware with fluted sides of the mirror of the product,
where milk and other puddings were cooled, at the unmoulding from the pan the dishes had been fluted.

An example of the first variant is an exhibit from the Museum-Reserve of Alexander Pushkin
“Mikhailovskoye”, Pskov region (Mould for blancmange, undated). The second can be hypothetically related
to items from the collection of the Kyiv Mezhyhiria Faience Factory, which are now exhibits of the History
Museum and Kyiv Mykola Bazhan Literary Memorial Apartment Museum. However, they are not called com-
potiers or blancmange moulds according to the books of receipts (introduction) and inventory books of these
institutions. At least, at present, these items are not found in the specified inventory materials.

Figure 2. Blancmange moulds (according to the book on accruals it is “stand in the form of a shell”), (medium
size) in the form of a shell-shaped tray with a handle on four dog paws, standing on a book pedestal, from the Kyiv
Mykola Bazhan Literary Memorial Apartment Museum’s collection. Height: 27 cm, width: 30 cm, dish dimensions:

13.5x13.6x3.5 cm. Each is about half a litre. Faience, silvering. The 1820s Inv. No MDP-4, KN No. MBKN 56/1,
Inv. No MDP-4, KN No MBKN 56/2. The inscription “KIEBB” and chronogram 28 are pressed on both.

Figure 3. Details of marking of two shell-shaped exhibits on dog paws on a book pedestal from the Kyiv
Mykola Bazhan Literary Memorial Apartment Museum’s collection. Inv. No MDP-4, KN No MBKN 56/1,
Inv. No MDP-4, KN No MBKN 56 /2. The inscription “KIEBB” and chronogram 28 are pressed on both.

The blancmange mould of the first type can look like a so-called “tube pan” with a hole (or without it) in the
middle and oblique fluting on the inner part of the surface. A centripetal shape, often spherical at the base is true
to type, which may have an architectonic “superstructure” of various tent-like, thimble-like, etc. figures, which
together create the impression of a certain similarity of the “crown” of the upper layer (but such baking accessories
are used more like a one-shot).
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Figure 4. Side view of the exhibit in the form of a shell on a dog paws on a book pedestal from the Kyiv Mykola
Bazhan Literary Memorial Apartment Museum’s collection and pressing of the inscription “KIEBB”
and chronogram 28, which confirms that it belongs to the Kyiv Mezhyhiria Faience Factory.

Figure 5. Side view of the exhibit in the form of a shell on a dog paws on a book pedestal from the Kyiv
Mykola Bazhan Literary Memorial Apartment Museum’s collection and pressing of the inscription “KIEBB”
and chronogram 28, which confirms that it belongs to the Kyiv Mezhyhiria Faience Factory.

Instead, it is known that the ice cream bowl in the same French tradition differs from the multi-portion
item of the “potacream” type, in which the cream dessert could be served. In addition, it is known that
good-looking cakes of larger size (with fluting and elevations), which have cooled for about five hours and
unmoulded for serving and eating, are often well cut into large pieces and served in this way, which does not
preclude the existence of more elongated examples of moulds. Moreover, the so-called “moist” (sometimes
called “wet”) cookies, which do not require baking, often had the consistency of not only pudding but also
milk-based or milk-cheese dessert, which is a more amorphous, soft, and not quite frozen.

In addition to these desserts, compotes were also served in similar moulds. In the 19th century, this dish
was candied fruit. Therefore, sometimes the serving stands at ball banquets for candied fruit, cream, mousse
and jelly, were called compotiers.

If we take into account the production collection, which allowed to distinguish between two types of
compotiers of different sizes, cheese gravy boat (which can not be considered in this article in the absence of
the appropriate number of items) and blancmange mould, which were produced at the Factory in three sizes,
small, medium and large, and the presence of a specific fluting of the inner walls of such items, which had
several sizes, we could conclude that the factory price lists had the first and third items which correspond to
four objects that are in collections of two metropolitan museums.

According to the materials of the Factory, which are stored in the Historical Archives, it is known that
in 1841 among the list of items of so-called “preliminary production” among the pattern-makers there is
Isaak Merezhka, who made blancmange moulds No 1 and No 3. Thus the items under No 2 at the same time
Kyrylo Lysovets made (Book for faience former manufacturing of items by the Imperial Kyiv Mezhyhiria
Faience Factory, 1841). Along the way, it should be noted that since 1843, blancmange moulds were made
as “new production run” (obviously, from a new mass recipe) (Book for arrival and consumption of white
earthenware items of the new production run of the 1st quality, Kyiv shop, 1843).
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The cost price of such products after the first firing (they required double firing) was from 5 and a half
to 8 and a half kopeks, which is indicated in the file No 1581 from fund 581 the same archive for the 1844
(Documents of the Office of the Imperial Kyiv Mezhyhiria Faience Factory on faience items of the 1st fir-
ing, 1844; Documents of the Office of the Imperial Kyiv Mezhyhiria Faience Factory on faience items of
the 2nd firing, 1844). Ready-made blancmange moulds, according to the tableware dispatch for the Kyiv
factory store in 1846, cost 40 kopeks for the item of the first size (Documents of the Office of the Imperial
Kyiv Mezhyhiria Faience Factory on faience items for the Kyiv store, 1846). That year, moulder Pavel Za-
ichenko made products of the first standard size (File on the backplate by factory hand for massing, glazing
and producing raw earthenware, 1846).

Sometimes there are compotiers in the materials of the Factory’s archive fund, which could be similar
in function forms and were often made in the form of shells, they were also divided into different standard
sizes, and in particular, the known are 1 and 2 sizes. This item name from the price list was produced in
1823; in particular, there is data on the order of a stone (obviously for marble or basalt mass) faience set for
count Serhii Mykhailovych (File on manufacturing stone faience set for count Serhii Mykhailovych, 1823).
The name “compotier” was among the Factory’s finished products until the 1850s. In 1851, one item cost
40 kopeks (Book records on the arrival and consumption of finished faience items of the 2nd quality for
the Factory store, 1851). These items were also included in the “pattern” dessert sets sent from the St. Pe-
tersburg office of His Imperial Majesty, sometimes called as Russified “kompotnyky” (under No 1 and 2).

However, the specifics of the manufacture of them indicates less demand from consumers than blanc-
mange moulds had. It is worth noting that these were almost synonymous objects, because the compotier,
the shape of which appeared in the ceremonial dessert porcelain and faience sets of the 18th century, was
known precisely as a spherical (sometimes similar to a deep plate), four-cornered (in the form of a tray) or
a shallow scalloping bowl on a flat base, or a profiled leg of different heights.

Often such items were made in the form of a shell or tray with a shaped edge. They served berry or fruit
liquid (like jam) or dry (candied fruits boiled in syrup, or berries or fruits that were dried or cured) sweets.
Compotiers, in contrast to the usual form of fruit platters, were more often shallow, so that desserts were
laid out in one representative layer.

Instead, blancmange moulds that were more pudding-like could have deeper bowls. These faience
items have not yet become the subject of separate interest of experts. Such items of Kyiv museum collec-
tions have some discrepancies in the attribution. This fact might be due to the lack of local art historians,
as well as the preservation state of some of these items, which were not exhibited for a long time because
they needed conservation and restoration. However, recently these items were returned to their exposure
condition, which made it possible to study and make them available to the public.

So, in an interview of Milena Chorna with History Museum’s conservation professional Natalia Reve-
nok (PhD student of O. Shkolna), under the title “From absolute non-interference to complete reconstruc-
tion”, it was mentioned: “examining a fruit bowl in the form of a shell, we found out that it was made with
the slip-casting method. It means that parts such as legs, handle, stand, were formed separately, and then
glued to the slip to the main part and fired. The upper part looks like an open shell, to which a curved han-
dle is attached on the side, resembling an acanthus stalk, the bowl is held on four legs that are stylised as
animal paws with claws. The surface of the bowl had unstable dust and persistent adhesive contamination
of brown colour around the places of previous conservation. The item was glued from three fragments, had
noticeable losses, as well as several chips on the stand and in the places of gluing paws” (Revenok, 2019)
(Fig. 6). The exhibit is paired (Fig. 7).

According to the descriptions of the dessert, which was extremely popular in aristocratic circles since
the beginning of the 19th century, it is worth noting the mention of this tongue breaker, which was made
more often as milk or cheese-based pudding or jelly. Thus, A. Pushkin mentioned this course, which was
served between hot pot (potatoes with meat) and wine in The Squire s Daughter and Eugene Onegin. De-
scribing the feast, the writer noted: “the dinner was glorious; the blancmange was blue, red and striped<...>”
while pointing out that “the shape was spherical, slightly narrowed in the upper part; it consisted of three
layers with different patterns” (Mould for Blancmange, n.d.).

According to one version of the origin, such a dessert came to Europe from the Arab East that is why
in England, where it was also trendy, it was called “Syrian white”. In French today, the term “blanc”
means “white” and “manger” means to eat. Similar phrases (“white food”) are used in England, Italy, and
Spain. They entered international aristocratic meals, and now they are known only from primary historical
sources.
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Figure 6. The History Museum’s Coll. Fruit bowl in the form of a shell after conservation by N. Revenok. 1820s
Inv. No K-511, paired to the exhibit of the same collection under Inv. No K-512. Height: 26 cm, top diameter: 32x25
cm, stand size: 13.4x13.2x7. 5 cm. Faience, painting, silvering. Mould for blancmange. The pressing of the inscription
“KIEBDB” and chronogram 23. Litre capacity.

Figure 7. The History Museum’s Coll. Fruit bowl in the form of a shell. The 1820s. /nv. No. K-512. Mould for
blancmange. The pressing of the inscription “KIEBDB” and chronogram 28. Litre capacity.

In the Middle Ages, blancmange was made as a tender dish of minced chicken, rice and sugar. For ex-
ample, on the tables of Louis XII in the 16th century, it was served warm in the middle of a meal like paste.
Subsequently, instead of rice in some countries, for example, in Italy, oatmeal or bread crumbs were added
following Scandinavian countries. Over time, the delicate texture of the white dessert began to be sort of ti-
ramisu, panna cotta or ice cream with rose water, berries and fruits, which are now prepared only at expensive
fine dining restaurant.

At the beginning of the 19th century, French chef Antonin Caréme removed the meat from the recipe and
began to supplement the aroma with citrus juice or rum, which contributed to a new conversion to blancmange
desserts in Europe (Kniazeva, 2019). At the same time, the 19th-century Kyiv also had its own “dessert brand”.
So, sliced fruits caramelised in honey or sugar syrup, called “Kyiv dry jam” (‘“balabukhy”), were extremely
valued in the circles of European aristocrats. According to legends, even representatives of the House of Ro-
manov willingly enjoyed this dish. However, its serving did not necessarily require ware with fluted inner
walls, more needed for puddings like blancmange.

Conclusions
Based on the relatively large size of faience items in the form of shells on four legs, resting on the stand

in the form of a book, and are stored in the collections of the History Museum and the Kyiv Mykola Bazhan
Literary Memorial Apartment Museum, the larger of which in the upper diameter reach more than 30 cm in
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size, it is difficult to imagine that such bowls could serve a huge amount of jam or sauce, which should be
equal to a small bucket. Usually, gravy boats or dipping bowls are not of more than 500-600 grams capacity,
and if it requires multi-portion serving, such dishes are traditionally served in gravy boats with lids. Therefore,
we think that these elegant white-milk moulds could be used to serve multi-portion milk-cheese, or fruit-berry
blancmange of pudding or jelly, tiramisu or mousse panna cotta-like, or with candied fruit (for example, made
of the “Kyiv dry jam”), which corresponded to the then notion of candy.

As there is a capitalised inscription “KIEBB” on the pedestal of faience items from the two museum col-
lections, which were pressed by the Factory on products by the 1820s and 1830s, with chronograms 23 and
28, we can regard that these works, which are marked by the influence of Empire style (was common in
Europe until 1815) were produced during the period of the 1810s—1820s (historical borders of the Empire
1799-1815). This is confirmed by the materials of the first and second series’ files of the fund 581 “Files of the
Kyiv Mezhyhiria Faience Factory” from the Historical Archives. However, there were also later orders for this
product from the production line, which is recorded in the book records of the Factory and consumer orders
until the 1850s.

Taking into account that only four of the Factory’s legacy of such rare products remain in state collections
(at least known to this day), these blancmange moulds, similar to compotiers bowls, are unique works of the
19th century. It can be noted that, in addition to their artistic value, they remain a document of the era and
an element of everyday life of Kyivans, in which candied fruits of the so-called “Kyiv dry jam”, a favourite
delicacy of representatives of the Russian imperial family of the 19th century, decorated in fashion “on the an-
tique” Greek-like, were extremely valued. The large size of the items testifies to the pathos inherent in Empire
searches in art, and the architectonics of bowls with their own “stand” brings them closer to the architectural
monuments of the historical era.

At the same time, there is a high probability that at least two of these four items originate from the Kyiv
collection of A. G. Hansen, which formed the basis of the third State Museum at the early 20th century, and
was later distributed among several city museums and Odesa Museum of Western and Eastern Art. Since the
collection of the Kyiv Mykola Bazhan Literary Memorial Apartment Museum was formed in the 1960s, and
the items from the Mezhyhiria faience group were registered in 1997, the paired things in the form of a shell
from the collection of O. Hansen, identified by the so-called “blind lists” of the Archives of Supreme Bodies,
should be agreed as two blancmange moulds of compotier type from the current collection of the History Mu-
seum with overgrazed printing of ornamental pattern of bell-shaped and physalis-like flowers.
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KOMIIOTBEPU TA ®OPMMU | lIkonsua Osbra BorgomumupisHa
JJISA BIAMAHXE B ACOPTUMEHTI | Joxmop mucmeymesosnascmesa, npoghecop,
KHEBO-MEXKUTIPCHKOI | Kuiscoruii ynisepcumem imeni Bopuca I pinuena,
D®ASTHCOBOI ®ABPUKMH | Kuis, Vipaina

Mera cTarTi — BH3HAUMTH TPHU3HAYCHHS YOTHUPHOX TNpeaMeTiB 31 30ipok HarionaneHoro mysero ictopii Ykpainu
ta KuiBchKOTO JMiTepaTypHO-MEMOpIalbHOTO My3elo-kBapTupu Mukomn baskana. Metomororis DOCHIHKCHHS BKIIOYa€
aKCIOJNIOTIYHMH, TePMEHEBTHYHUH, CTWIICTUYHHUN, THUIOJNOTIYHWH, METOJ MHCTEITBO3HABUOTO AaHAINI3Y, 3aBISIKH SKAM
0XapaKTePU30BaHO MHUCTELBKY CBOEPIIHICTh YOTHPHOX (hasHCOBUX (GopM i3 Ha3BaHHX Konekuiil. HaykoBa HOBHM3HA mossrae
y HOBOMY IOIVISIII Ha (DYHKIIIFO O3HAYEHHUX IPEAMETIB, CITIBBIJHECEHHS iX 3 apXiBHUMU JaHUMH BIZIOMOCTEH IPO aCOPTUMEHT
BUpoOiB Kneso-Mesxuripebkoi dastHcoBoi (padpuky pi3HUX POKIB AiSUIBHOCTI. BUCHOBKH. 3aBISKU OITKCaM CTaj0 MOMKIMBUM
noB’si3atu oquHuII TponyKiii KM®O® 3 mo3uiisiMu Tak 3BaHUX «CIIMUX CIUCKIB» (DOHI0YTBOPIOBAYA KOJCKIIT KOJUIITHBOTO
«Tpetporo aepxasHoro myseto» M. Kuesa O. I'. T'ancena (uuni 30epiratotees y IIJTABOB), ne mig Ne567 dirypysaia oqnHa
mmapa Mymrens Ha 0imux Hixkkax 3a 50 xp0. I1Insxom Bepudikamnii garnx GOHAIB CTOTNIHIX My3eiB yrpomnorxk 2018-2020 pokiB
BIAJIOCS BHSBUTH JBi TAPH KOMIIOTHEPIB 200 POpM 11t O1aMaHKe, 30KpeMa, TBOX THITOPO3MipiB — OITM3BKO MiBITITpa — MIECTUCOT
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rpamiB mictrocTi Ta Ha 800—1000 M 06’ eMy. SIKIIO 1€ KOMITOTREPH, TO iX BUITycKamu Ha mianpueMctsi 1820—-1850-x pokiB
BKJTFOYHO MIOHAWMEHIIIE Y IBOX BEJTMUMHAX MiCTKOCTI, HATOMICTB ()OpMH TSt ONTaMaHKe MaJId TPH THITOPO3MipH B aCOPTUMEHTI
KM®®, Tomy imMoBipHiLIe 16 MOXKYTh OyTH TOCYIMHH BKa3aHOTO CErMeHTY (adpHKary HalOUIBIIOT i CepeHbOT BEINIHHH.
JocnimkyBaHi IpeaMeTH pairie Oyiu arpuOyToBaHi SIK «Basu Juist ppyKTiB y BUINIAAI MyLuTi» y 30ipii HattionansHoro Mmy3eto
icropii Ykpaiuu Ta «Ba3u y BUIIl Mynut» B KuiBcbkoMy JiiTepaTypHO-MeMopialibHOMY My3ei-kBapTupi Mukonu baxana.
3’sicoBaHo iX Mpu3Ha4YeHHsI sIK popM 1s1 Oiiamarke, OM3bKHUX JI0 TPAJUIIIHHNIX (POPM KOMITOTHEPIB JUISL IECEPTIB 1 KOH(EKTIB.

Knrouosi crnosa: xommotbepu; hopmu ms Onanmamke; Kneso-Mexwuripeska ¢asHcoBa ¢pabprka; Harionamsauit
My3eif ictopii Ykpaiam; KuiBcekuit miTeparypHO-MeMopiadbHUN My3el-KBapTiupa Mukoin baxana

KOMITOTBEPBI 1 ®OPMBI | [llkonpnas Onsra BraguMuposHa
JJISA BIAMAHIKE B ACCOPTUMENTE | Joxmop uckycemeoseoenus, npogpeccop,
KUEBO-MEKHUI'OPCKOM | Kuescxuii ynusepcumem umenu Bopuca I'punyenxo,
DASTHCOBOU PABPUKMU | Kues, Vipauna

Llenb cTarby — onpeaenuTh Ha3HauYCHUE YEThIPEX MPeMEeTOB n3 codpannst HanmoHansHOTO My3est HCTOPUH YKpaHHBI
n KueBckoro jmTeparypHO-MEMOPHAIBHOTO My3esi-kBapThpbl Hukomast baxana. MeTomosnorusi McciaefoBaHus BKIIFOYAET
aKCUOJIOTHYECKH, TepPMEHEBTUUECKUH, CTUIUCTHYECKUIL, THIIOIOTHYECKHH, METOJ] HCKYCCTBOBEAYECKOTO aHaIN3a, Onarofaps
KOTOPBIM 0XapaKkTEePU30BaHO XYJOKECTBEHHOE CBOe0Opasue 4eThIpEX (asiHCOBBIX (POpM M3 Ha3BaHHbBIX KoyuleKkuuid. Hayunas
HOBM3HA 3aKJIIOYAETCsl B HOBOM B3IVIAAE HA (DYHKIIMIO MCCIIEAYEMbIX MPEAMETOB, COOTHOIIECHHS UX C apXMBHBIMH JaHHBIMU
cBemeHnit 00 accopTumente m3nenmii KueBo-Mexuropckoit (assHCOBOM (aOpHKK pasHBIX JIET NESITETHHOCTH. BBIBOMBL
brnarogapst ormicaHUAM CTal0 BOSMOXHBIM YTOUHHTH JaHHBIC YKa3aHHBIX eIuHHI] poaykuun KMO® ¢ mosnmmsimMu Tak
Ha3bIBAEMBIX «CJIEMBIX CITHCKOBY» (POHI000pa3oBaTess KOJUICKIUN ObIBIIEro « TpeThero rocynapcTBeHHOTO Mysesi» T. Kuesa
O.T.Tancena (B Hactosee Bpems xpansrtcs B [ITABOB), rie nox Ne567 durypupoaia ojiHa napa pakoBHH Ha O€JIbIX HOXKKaX
3a 50 py0. [Tyrém Bepudukamu TaHHbIX (HOHIIOB CTOMMYHBIX My3eeB Ha mpoTskeHud 2018—-2020 romoB ynanock BhISBUTH
JIBE TIapbl KOMITOTHEPOB MM (hOPM /T OamMaHke, B YACTHOCTH, JIBYX THIIOPa3MEPOB — OKOJIO MSTHCOT — IIECTHCOT IPaMMOB
BmectiMocTH 1 Ha 800—1000 Mt 066EMa. Ecin 9T0 KOMIOTBEPHI, TO X BBITYCKAIX HA IpeAnpuaTHH B TedeHnn 1820—-1850-x
IT. BKIIOYUTETHHO M0 MEHBIIEH Mepe B IByX BEIIMYMHAX BMECTUMOCTH, 3aT0 (hOpMBI A1 OaMaHske IMENn TPH THIOopa3Mepa
B accoptumMente KM®®, noroMy BeposiTHEE BCETO 3TO MOTYT OBITh COCYABI YKa3aHHOTO cerMeHTa (pabpukara HaunOobIIeH
U cpenHel BeIMYMHbl. Ha3BaHHBIC TIpeMEThl paHblIe ObUIM aTpHOyTHPOBAHBI, KaK «Ba3bl I (GPYKTOB B BHUAE PAKOBHUHBI)
B coOpanny HanmoHnanbHOTO My3est ICTOpHH YKPauHBI U «Ba3bl B BUJIE paKOBHHBI» B KeBCKOM JnTepaTypHO-MEMOPUaIbHOM
Mmy3ee-kBaptupe Hukonas baxkana. BeisicHeHo ux Ha3zHadeHue Kak (GopM jutsi Oiamarke, OMM3KUX TPaIUIMOHHBIM (opMam
KOMITOTBEPOB UL IECEPTOB M KOH(EKTOB.

Knrouessvie cniosa.: koMnoThepsl; GopMbI 115 Onanmamke; Kneo-Mexuropckas pasacoBas hadbpuka; HarpoHamsHbIH
My3el uctopuu Ykpaunsl, KueBckuil nureparypHo-MeMOpHalbHbI My3el-kBapTupa Hukonas baxxana
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The purpose of the work is to analyse the features of electronic dance music (EDM) in the cultural space of Ukraine in
the late 2000s and early 2010s based on the study of online publications on electronic dance music, review the most important
events in EDM culture and provide an interpretation of the most relevant musical trends over the past two decades. The
research methodology includes descriptive and interpretive approaches, statistical analysis, synthesis and generalization of the
collected information to complete the scientific understanding of the electronic dance music existence in Ukrainian culture. The
scientific novelty. The festivals of electronic dance music in Ukraine in the late 2000s — early 2010s were studied for the first
time; the study describes the features and genre diversity of electronic dance music and the most popular trends of techno and
house music. Conclusions. The study has demonstrated that electronic dance music in Ukraine was the most popular in the late
2000s — early 2010s, when it was played not only in dance clubs, but also at festivals. The following EDM festivals in Ukraine
have been analysed: “KaZantip republic” (1997-2013), “Ideologia” (2003—2013), “Ultrasonic” (2011-2014), “The Hamselyt”
(2012-2019). The organizers of these festivals declared oppositional ideology, but only the last mentioned festival can be
fully considered as a part of the Ukrainian cultural space, while the others were more focused on the Russian or international
worldview. It has been revealed that the number of visitors of EDM festivals in Ukraine is higher than the comparable figure
for classical music festivals but less than the comparable figure for pop-rock events. EDM festivals were popular thanks to the
presence of well-known DJs from European countries. The study shows a decline in the activity of EDM festival life after 2014,
but at the same time — the creative search in experimental areas of electronic music has intensified.

Keywords: electronic dance music; Ukrainian music; music festival; music culture of Ukraine

Introduction

Electronic dance music, as a direction of musical art, was born in the 1970s and by the end of the
1980s became an integral part of musical culture along with rock and pop music. Due to the historical
circumstances in Ukraine, the development of dance electronic music and electronic music, in general,
was restrained until the end of the 20th century and only from the beginning of the 21st century the first
festivals and information resources dedicated to this direction began to appear in Ukraine. The emer-
gence and development of this area of culture in Ukraine requires the scientific understanding.

Recent research and publications. Electronic dance music has become the subject of monographs
by M. J. Butler (2006), H. John (2006), N. Collins (2013), works by T. Yastremsky (2006) and partly by
S. Shustov. The research of these scientists provides a thorough understanding of the diversity of EDM
trends and technologies, but in geographical terms is limited to the work of musicians from the USA and
Western Europe. In particular, Butler in order to study the rhythmic and intonation features of EDM di-
rections analyses the works of such authors as: Azzido da Bass (Germany), Car Craig (USA), Dave Angel
(Great Britain), James Ruskin (Great Britain), Jeff Mills (USA), Kenny Larkin (USA), Mario Piu (Italy),
Reese and Santonio (USA) (Butler, 2006, pp. 343-413). Ukrainian artists are not included to this list. In
his work, T. Yastremsky (2006) pays a lot of attention to the study of the club culture of St. Petersburg,
makes a list of the most famous DJs from Europe (DJ Tiesto, Eric Prydz Ta in.) and Russia (DJ Romeo,
DJ Renat), however, the Ukrainian musicians are also absent from this list (pp. 193-194). S. Shustov
considers electronic music as a “studio genre”, but reviews only the works of the German composer
K. Stockhausen.

The dissertations of K. Cherevko and I. Rakunova are devoted to Ukrainian electronic music, how-
ever, these studies are limited by the examination of experimental genres, in particular, the works of
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composers A. Zahaikevych and I. Nebesnyi, who did not work with dance music. A. Zahaikevych also
wrote an article on the history of Ukrainian electronic music, but she examines only experimental areas.
K. Fadieieva’s works deal with the software for electronic music creation and Ye. Kushch in his study
examines the development of electronic musical instruments, but they also do not consider the work of
Ukrainian authors in the field of EDM. Therefore, Ukrainian dance electronic music is practically not
presented in the scientific literature.

Scientific novelty. Electronic dance music in Ukraine has become the subject of scientific attention
for the first time. The study for the first time analyses the festivals of electronic dance music in Ukraine
and the genre diversity of electronic dance music presented in the Ukrainian cultural space.

The purpose of the article

The purpose of the study is to identify the peculiarities of the existence of electronic dance music in
the cultural and artistic space of modern Ukraine. Research objectives: to study Internet publications on
electronic dance music in Ukraine, review the most important events in EDM culture in Ukraine and find
out the most relevant directions in Ukrainian art over the past two decades.

Main research material

The term “Electronic dance music” or “EDM” encompasses a broad range of music produced during
the last two decades, including such styles as techno, house, drum 'n' bass, and trance. The most distinc-
tive characteristic of EDM's production is the use of electronic technologies such as synthesizers, drum
machines, sequencers, and samplers (Butler, 2006). EDM is intended to accompany dances in the mass
entertainment events. Also EDM includes a derived category of musical works not intended for dances,
having an independent artistic value, and all the typical features of electronic dance music: the dominant
position of the metro-rhythmic substance, the use of characteristic rhythmic patterns (Yastremsky, 2006).

The lack of specialized literature on EDM in Ukraine encourages us to attract popular sources of
information, primarily on the Internet. On the one hand, these are specialized online magazines — the
Ukrainian-language “Ukrainian Music Blog” (http://music-blog.com.ua/), “Drum and bass in Ukraine”
(http://www.dnb.in.ua/) and some sources in foreign languages related to Ukraine — “The main club por-
tal of Ukraine” (http://topdj.ua/), “Psychedelic trance music in Ukraine” (http://psyshine.org.ua/), as well
as websites of dance music festivals. Additional information could be obtained from social networks,
which contain individual pages of musicians, as well as pages of labels specializing in the production of
Ukrainian music. Let’s consider these resources.

“Ukrainian Music Blog” (http://music-blog.com.ua/) was active from 2009 to 2012. During this
time the site posted about 150 news stories about Ukraine and abroad, 23 biographies of DJs, as well as
a selection of video clips.

The blog focuses on the Western artists who are well-known in Ukraine: biographies of musicians,
announcements and reports about their performances in Ukraine, announcements of new world releases.

The analysis of the announced events, which took place in Ukraine, allows exploring the geography
of performances of foreign electronic music musicians. At the end of 2012, 52 events were mentioned,
27 took place in Kyiv, 16 — in Lviv, 3 — in Kharkiv, 2 — in Odesa, and one for each city — Rivne, Kazant-
yp, Solotvyno and Mykolaiv. The venues were mainly large exhibition centres (International Exhibition
Center — in Kyiv, Lemberg Exhibition Center and “Shuvar Expo” — in Lviv), airfields (“Chaika” — in
Kyiv, “Hidroport” — in Odessa), sports facilities (SKA cycle track in Lviv), large concert halls (“Stereo-
plaza”, National Palace of Arts “Ukraina” in Kyiv), clubs, shopping and entertainment centres (“Millen-
nium” in Lviv, shopping mall “Ekvator” in Rivne).

The geography of foreign performers is relatively modest. Our analysis showed that out of 32 per-
formers mentioned on the site, the main part was accounted for Central European countries: the Neth-
erlands — 9 participants, Germany — 7, Great Britain — 4, Sweden — 3, France — 3, Russia, Italy, Canada,
Hungary, Australia — one representative from each country.

It is important to consider what electronic genres are represented in the work of musicians who
performed on the stages of Ukraine. To get an objective answer, we have used the following method: for
each performer from a particular list of DJs, we mark the genre it represents. The analysis of the artists
on the website “Ukrainian Music Blog” gives the following statistics (Table 1):
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Table 1

Coverage of EDM genres by musicians who performed on the stages of Ukraine in 2009-2012, accord-
ing to the website “Ukrainian music blog”

Genre Representatives Quota
Trance 16 50,0%
House 13 40,6%
Electro 6 18,8%
Techno 5 15,6%
Tech House 1 3,1%
Dub 1 3,1%

The table shows a significant predominance of two genres — Trance and House, and a slightly smaller, but
also significant popularity of 7Techno and Electro. It should be noted that 11 of the mentioned performers also

refer to «progressive» varieties of trance and house.
It is also interesting to count the number of performers who combine several genres in their work. Our

analysis shows that more often the works of popular in Ukraine performers combine such genres as house and
trance or house and electro, as can be seen from the table (Table 2).

Table 2

Combination of EDM genres by musicians who performed on the stages of Ukraine in 2009-2012,
according to the website “Ukrainian music blog”

Genre Representatives Quota
House + Trance 5 15,6%
Electro + House 5 15,6%
Techno + House 3 9,4%
Electro + Techno 2 6,3%
Electro + Trance 1 3,1%
Techno + Trance 0 0

Let’s analyse the Internet resource “The main club portal of Ukraine” (http://topdj.ua/) (also known as
TopDlJ.ua). This portal was founded by the company “VIRUS Music” at the end of 2004 and was constantly
updated until 2012. Its content includes the information about DJs from different cities of Ukraine and news
about the club life of Ukraine.

Special attention should be paid to the interactive rating of DJs in Ukraine, which is held annually by the
portal. The developers emphasize that the task of the rating is “direct formation of the market of services for
the club industry, determining the best, building a hierarchy (based on voting).” Therefore, this rating is purely
commercial in nature, and, accordingly, further analysis will focus on the most successful performers from
a commercial point of view. The analysis of the top thirty DJs in Ukraine as of the end of 2012 is shown in

Table 3:
Table 3

Coverage of EDM genres in the work of Ukrainian DJs presented on the website “TopDJ.ua”

Genre Representatives Quota
House 25 83,3%
Trance 20 66,7%
Tech House 15 50,0%
Trance 9 30,0%
Electro 5 16,7%
Dub 4 13,3%
Drum'n’base 2 6,7%

62



MY3UYHE MUCTELTBO
ISSN 2410-1176 (Print) « Bicamk KHYKiM. Cepist: MucrtenrsoznaBctso. Bur. 43 ¢ ISSN 2616-4183 (Online)

Some DJs combine different genres of dance music. As can be seen from Table 4, the most often combined
genres are techno and house.
Table 4
A combination of EDM genres in the work of Ukrainian DJs
presented on the website “TopDJ.ua”

Genre combination Representatives Quota
House + Trance 8 22,9%
Electro + House 5 14,3%
Techno + House 19 54,3%
Electro + Techno 5 14,3%
Electro + Trance 5 14,3%
Techno + Trance 6 17,1%

In comparison with Western performers, we note a larger percentage of DJs who turn to various areas of
dance music in general, and a fairly significant percentage of the combination of techno and trance.

After 2013, these portals ceased to operate, which made it impossible to conduct statistical studies of
the subsequent period.

The next part of this article considers the electronic music festivals that took place in Ukraine.

“KaZantip republic” (http://kazantipa.net/) was the most famous festival of dance electronic music
and at the same time a vivid indicator of the relationship between a certain direction of musical art and the
subculture of its fans. The festival was held from 1997 to 2013 in the Crimea: in 1997-1999 on the territory
of the Cape Kazantyp (hence the name), in 2000 — near the village of Vesele (the territory of the Sudak City
Council), in 2001-2013 — near the village of Popivka (Saky district). The festival was organized by Nikita
Marshunok.

“KaZantip Republic” can only partly be referred to the culture of Ukraine — the organizers themselves
consider the idea of the event as the continuation of the “Russian rave” traditions, emphasize its interna-
tional nature and publish all the information about the event only in Russian. Meanwhile, the localization
within modern Ukraine borders gives us the right to consider this festival as a part of the musical culture
of Ukraine.

The organizers of the “KaZantip Republic” consider this project as “a non-existent state..., outwardly
somewhat similar to a festival. The Republic has certain attributes of statehood — the position of the “Pres-
ident”, the “Government” and the “Constitution”, which regulates the rules of behaviour during the event,
as well as a number of symbols, including — the established form of a yellow suitcase.

The festival lasted for a month, the opening of the festival, according to the press, gathered up to
20 thousand visitors (UNIAN, 2012), and in general, according to the organizers, it had 100 thousand visi-
tors. This figure shows that the “KaZantip Republic” surpasses Ukrainian music festivals of ethno, jazz and
academic music. For the comparison, the largest jazz music festival — “Koktebel Jazz”, which was also held
in the Crimea, gathered up to 25 thousand visitors (Crimea Information Agency, 2010), the ethno-festival
Kraina Mrii (“Dreamland”) in Kyiv gathered about 10 thousand visitors (Skorokhod, 2012), but none of
these festivals was held for a month. Festivals of contemporary academic music do not also attract tens of
thousands of people, thus, according to this indicator, they are not so popular.

In comparison with the performances of rock musicians, the quantitative indicators of DJ performances
look more modest. Paul McCartney's open-air concert in Kyiv gathered the largest number of listeners —
350 thousand people ("Kontsert Pola Makkartni na Maidani Nezalezhnosti", 2019) the same number of
spectators was gathered by Elton John in Kharkiv and 250 thousand — in Kyiv (Kontsert Eltona Dzhona
1 Queen na Maidani zibrav ponad 250 tysiach hliadachiv, 2012), which is ten times more than at the opening
of the “KaZantip Republic”.

“Ideologia” festival was held in Kyiv from 2003 to 2013. Anatolii Topolskyi (also known as DJ Ta-
polski) organized the festival. Stylistically, the festival focused on drum'n"base music. Aphrodite, Spor, Mc
Junior Red UK, Apache, Dj SS (Great Britain), Noisia, Black Sun Empire (Holland), Counterstrike (South
Africa), Dieselboy (USA) were among the participants. The festival was positioned as an oppositional one,
as “an appeal to our internal protests to the system, thinking outside the borders and own view”, targeted
at those “who can see and understand the true nature of things” (Hubenko, 2010). In 2013, A. Topolskyi
closed the festival, believing that “it is better to close when you are at your peak”, and stating that, in his
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opinion, “there is no Ukrainian electronic scene as such” and that “there is no really good [electronic] music
in Ukraine, and that makes sense” (Topolskyi, 2013).

The identification of “Ideologia” with the Ukrainian cultural space, as in the case of Nikita Marshu-
nok’s activity (“KaZantip Republic” Festival), is to some extent also debatable. All Topolskyi’s recordings
were performed in Russian, and the emphasis was made on the participants from abroad. In addition to
organizing the festival, it should be mentioned that A. Topolskyi was a long-time radio host of the program
«Time2bassy», designed to promote drum'n"base music in Ukraine; this programme was also performed in
Russian. It is noteworthy that in the final promo video of the festival in 2010, where the festival’s ideol-
ogy was contrasted with the ideology of “informational aggression”, the latter was presented against the
background of Western politicians, including the former US President George W. Bush (2011-2009) and
among people, who, according to the authors of the video, opposed totalitarianism were only foreign fig-
ures (Topolskyi, 2009), but the Moscow totalitarian regimes (both tsarist and Soviet times) which had the
most tragic consequences for Ukraine, were not mentioned. In our opinion, it points to the fact that “Ideo-
logia” is referred to the Ukrainian cultural space only by the geographical location of events.

“Ultrasonic” festival was held in Lviv from 2011 to 2014 and represented mainly trance music (DJs
Tigran Oganezov and Eugene Kuzyk organized the festival). Kyau & Albert, Marcel Woods (Netherlands),
Orjan Nilsen (Norway), Swanky Tunes (Russia), Daniel Kandi (Denmark), Claudia Cazacu, Mark Sherry
(Great Britain) took part in the festival. The organizers claimed that the project was aimed at “the destruc-
tion of the established stereotypes about modern music and culture, to which the modern youth had unfor-
tunately become accustomed” (Festyval "Ultrasonic", 2011).

The Hamselyt Festival was held in Ternopil from 2012 to 2019, and only the COVID-19 pandemic
postponed the next festival, scheduled on April 2020. Yaroslav Kachmarskyi is the organizer of the event.
According to his estimates, 600 people visited the festival (Kachmarskyi, 2020a), which is comparable to
the festivals of contemporary academic music, but is inferior to the mentioned above festivals of dance
electronic music.

Unlike the festivals listed above, this one focuses mainly on experimental electronic music. Kachmar-
skyi himself described the concept of the event as following: “The festival of electronic and experimental
music and new media art. Festival music is for dancing, listening or immersion. It's not pop music, it's not
too easy to understand” (Kachmarskyi, 2020b).

An important feature of the festival is that the participants from Ukraine along with foreign artists also
took part in the event. This fact describes the organizer’s attitude: “They should be — it's nice to show our
artists. Provincial patriotism... I’ve always wanted a local context and content” (Kachmarskyi, 2020b). All
of the above and the fact that Kachmarskyi publicly speaks Ukrainian give grounds to consider the Hams-
elyt Festival as an organic part of the Ukrainian cultural space to the full extent.

These are some international festivals, which took place in the Ukrainian cities:

“Global Gathering” is the annual dance music festival, which originated in the UK. It has been held
in Kyiv since 2007. The official website provides a complete list of DJs who have toured in Ukraine. The
list includes 53 DlJs, 23 of which are British DJs and 9 are Dutch. In terms of genres, house is the most rep-
resented — 39.6%, while techno, trance and electro genres occupy about 20%. The share of drum and bass
is also significant — 17%, mainly due to British DJs.

A State of Trance (ASOT) is a weekly trance music radio show hosted by DJ Armin van Buuren. Live
broadcasts from Ukraine were made in 2010 and 2012.

“Sensation” is an electronic music festival, which originated in the Netherlands, and has been touring
other European countries since 2005. This festival was in Kyiv in 2011 under the name “Sensation — White”
and in 2012 under the name “Sensation — Innerspace”.

Conclusions

Electronic dance music (EDM) in Ukraine was the most popular in the late 2000s — early 2010s. “Tech-
no” and “house” were the most popular genres in Ukraine. The study has analysed the following EDM fes-
tivals in Ukraine: “KaZantip republic” (1997-2013), “Ideologia” (2003-2013), “Ultrasonic” (2011-2014),
“The Hamselyt” (2012-2019). The organizers of these festivals declared oppositional ideology, but only
“The Hamselyt Festival” can be fully considered as a part of the Ukrainian cultural space, while the others
were more focused on the Russian or international worldview. It has been revealed that the number of vis-
itors of EDM festivals in Ukraine is higher than the comparable figure for classical music festivals but less
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than the comparable figure for pop-rock events. The study shows a decline in the activity of EDM festival
life after 2014, but at the same time — the creative search in experimental areas of electronic music has
intensified.

The prospects for further research are determined by a profound study of the work of Ukrainian artists
in the EDM direction. From the scientific point of view, it is expedient to evaluate the experience gained by
Ukrainians from Western authors and identify the attempts to combine the conventions formed in Western
Europe with the distinctive intonation, timbre and dynamic features of Ukrainian folk music.
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EJEKTPOHHA | Bouaapenko Aupiii Iroposuy
TAHIIOBAJIbHA MY3UKA | Konyepmueiicmep,
B YKPAIHCBKIN MY3UYHIM | Kuiscoxuii nayionanonuii ynisepcumem
KVYIIBTYPI | xynomypu i mucmeyms,

Kuis, Yxpaina

Metoro po0oTH € 3’sicyBaHHS CTIEIA(IKH TPEACTABICHHS EIEKTPOHHOI TaHIIOBaIbHOI My3uku (EDM) B KymsTypHOMY
npoueci Yikpaiau kinmg 2000 — mogarky 2010-x pokiB Ha OCHOBI BUBYCHHS [HTepHET-BHIAaHb, IPUCBIUYCHNX EICKTPOHHIN
TAHITIOBAIBHIA MY3HI[, ONNIsANy HaiBamBimmx moniii B EDM-kymbeTypi Ta OCMHCICHHS HAWaKTyalbHINIHX My3HYHHX
HAIpSIMIB BIIPOJOBXK OCTAHHIX JBOX JECATHIITh. METONONOTIs NOCHIIKEHHS BKJIFOYAE OIMCOBHN Ta IHTEPIpPETAIlHHIN
TJIXO/IM, CTAaTUCTHYHUI aHai3, CHHTE3 Ta y3aralbHEHHs 3i0paHoi iH(popMalii /Uit CTBOPEHHS LUTICHOT HAYKOBOI KapTHHU
1po 1oOyTYBaHHS eNEKTPOHHOT TaHIIOBAIBLHOI MY3MKU B YKpalHCBKill KyibTypi. HaykoBa HOBHM3HA. Brepimie nocmimkeHo
(ecTHBaN CICKTPOHHOI TAHIIOBAIBHOI My3uKH B YKpaiHi kinmsg 2000 — mogarky 2010-X pokiB, BUCBITICHO i crienudiky,
JKaHPOBE PO3MAITTS Ta HAUMOMYISAPHINT HAmpsMH TEXHO i Xay3. BucHoBKku. BusBneno, mo HaiOinbma MOMYJSPHICTH
SNIEeKTPOHHOI TAHIFOBAIFHOT My3WKH B YKpaiHi nmpumnagae Ha kiHens 2000 — mogatok 2010-x pokiB, Konw ii rpaiu HEe TUTEKH
B TaHIIOBAIBHUX KiyOax, ane i Ha (ectuBaysix. [IpoananizoBano Taki pecrusani EDM B Ykpaini: «Pecmy6mika Kazantum
(1997-2013), «Ineomnorist» (2003-2013), «Ultrasonic» (2011-2014), «'amcenuts» (2012-2019). Opranizaropn KOXXHOTO
3 1uX (ecTuBaiB JCKIAPyBaIH OMO3MIIIIHY 1COJIOTII0, MPOTE JIUIIE OCTaHHIA 3 Ha3BaHUX (DECTUBAJTIB MOXKHA BBAXKATH
MIOBHOIO MIpOI0 YaCTHHOI YKPAiHCBKOTO KYJBTYPHOIO IIPOCTOPY, TOAI SIK iHINI Oyau Olibllie OpIEHTOBAaHI Ha pociiichbke
a0o iHTepHaIlOHAIBHE CBITOCTIPUIHATTS. BCTaHOBIEHO, IO KUTBKICTH BigBimyBadiB ¢gectuBanie EDM B YkpaiHi € BUIIOI0
3a aHaJIOTIUHI TIOKAa3HUKH (DECTHBATIB KIACHYHOI MY3HWKH, ajieé MEHIIOK 32 aHAJIOTIYHI MMOKA3HUKU TOT-POKOBUX 3aXOIiB.
[Momynsipricts EDM-ectuBaiis gocsranacst 3aBasky 3alIpOIICHHIO TTOMYIISPHUX A1/UKETB 3 €BPONEHChKNX KpaiH. Busiieno,
o micnst 2014 poky akTHBHICTE (ecTuBanbHOro XuTTI EDM 3HM3MIIACS, ane B TOH jke 4ac aKTUBI3YBaJIMCs TBOPUI MOUTYKH
B €KCIIEPUMEHTAIILHUX HaIpsIMaXx eJIeKTPOHHOT My3HKH.

Kniouosi crosa: enekTpoHHa TaHLIOBAIbHA My3HKa; YKpaiHChKa My3HKa; My3UUHHN (heCTUBAIb; My3UYHA KYJIbTYpa
VYkpainu

IJIEKTPOHHAS | Bonnapenko Anapeit UropeBuu
TAHUEBAJIBHASI MY3bIKA | Kouyepmueiicmep,
B YKPAUHCKOMU MY3bIKAJIBHOMUM | Kuescxuii nayuonansuwiii ynusepcumem
KVYJIBTYPE | kynemypor u uckyccms,

Kues, Ykpauna

Lenpto paboTHI sBISETCS BBIICHEHHE CHEIMM(MUKH TPEACTABICHHUS SICKTPOHHON TaHIeBanbHOW My3biki (EDM)
B KyJIbTYpHOM Ipouecce Ykpannsl koHa 2000 —nauana 2010-x ronos Ha ocHOBe u3yueHust IHTEepHET-U31aHuUi, TOCBAIEHHBIX
TaHIEBAJIHLHON AIEKTPOHHOM My3bIKe B YKpanHe, 0030pa BaxHeHmMX coObiTHii B EDM-KynbType n ocMbICieHus: Hauboree
aKTyaJIbHbIX MY3BIKaJbHBIX HANpaBICHUH Ha MPOTSHKCHUH TMOCIEAHHX JABYX JecATWIeTHH. MeTomonorus uccienoBaHus
BKJIFOYAET ONMUCATENIbHBIA M MHTEPIPETALMOHHbBINA MOAXO/bI, CTATUCTUYECKUH aHAllM3, CUHTE3 M 0000IIeHHe COOpaHHON
nH(pOpMAINH IS CO3MAHMS LETOCTHONW HAyYHOW KAPTHUHBI O OBITOBAHHUH SNIEKTPOHHOH TaHIIEBAIBHON MY3BIKH B YKPAHHCKON
KyneType. Hayunas HOBHM3HA. BriepBrie mccnemoBaHbl (peCcTHBANN IEKTPOHHOW TAHIIEBAIBHOW MY3BIKM B YKpawHE KOHIIA
2000 — magama 2010-x TomOB, TpOAHANM3MPOBAHA €€ CIENU(pHKaA, KAHPOBOE pa3sHOOOpaswe W Hanbojee MOMYISpHEIC
HamnpaBJIeHUs] TEXHO M Xayc. BbIBombl. BhIsBieHO, 4TO HamOONbIIash MOMYISPHOCTD EKTPOHHON TAHIEBAIBHON MY3BIKH
B YkpauHe npuxoautcst Ha koHer| 2000 — nagaso 2010-X rogoB, Korja ee Urpaiy He TOJIBKO B TaHIIEBAIBHBIX KiIy0ax, HO 1 Ha
¢decruBainsx. [Ipoananuzuposansl Takue Gecruan EDM B Ykpaune: «Pecniyonuka Kazantum» (1997-2013), «neonorusi»
(2003-2013), «Ultrasonic» (2011-2014), «amcanmbitey (2012-2019). Opranuzaropsl Kaxaoro u3 3Tux (ecruBanei
JIEKJIapUPOBAITH OTIIO3UIMOHHYIO HJICOIOTHIO, HO TOJBKO MOCIEHUN U3 HAa3BaHHBIX (heCTHBAJICH MOKHO CUUTATh B IOJHON
Mepe YacThI0 YKPaWHCKOTO KYJIBTYpHOTO NPOCTPAHCTBA, TOTZA Kak JApyrue ObuTH Oonee OpHEeHTHPOBaHBI Ha POCCHICKOE
WIM MHTEPHAIMOHAIBHOE MHPOBO33PEHHE. YCTAHOBJIEHO, YTO KOJNMYECTBO mocerurerneil ¢ecrusaneii EDM B Ykpanne
NIPEBBIIIAET AHAIOTUYHBIN MOKa3arelb (pecTUBaliel KIACCHUECKOH MY3bIKH, HO YCTYIAaeT aHAJOTMYHBIM [0Ka3aTelsiM T0M-
poxoBbIx Meponpusituid. [Tomymsiprocts EDM-dectuBaineii nocruranack Giarogapst IpUIIAICHUIO TTOMYJISIPHBIX JUIKEEB U3
€BpOIEHCKHX cTpaH. BoisiBieHo, uro nocne 2014 roga akTHBHOCTH (hecTrBanbHOI i3 EDM cHU3MIach, HO B TOXE BpeMs
aKTUBHM3MPOBAIUCH TBOPYECKUE TIOMCKH B SKCTIEPUMEHTAIBHBIX HAMIPABICHHUIX IEKTPOHHON MYy3BIKH.

Knrouesvie cnosa: aneKTpoHHAs TAHLEBAIbHAS My3bIKa; YKPAHMHCKas My3bIKa; My3bIKaJIbHBIH (DECTHBAIb; My3bIKaJIbHAS
KyJbTypa YKpauHbl
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The purpose of the article is to offer a method of aesthetic evaluation of the acoustic properties of concert halls based
on the subjective perception of the sound of musical material. The research methodology is based on the following methods:
analytical is used to study the scientific literature; theoretical — to define special terminology, describe the phenomena that
occur during research and parameters used for the subjective assessment; empirical — while listening to orchestras in a concert
hall with subsequent expert evaluation of the results; comparative — to compare the results of research; methods of analysis
and synthesis — to process the results of research, and also the interviewing method — to get information from musicians
and active listeners. The scientific novelty of the article is an attempt to give an aesthetic assessment of the sound of the
orchestras in the concert hall of the Solomiya Krushelnytska Lviv National Academic Opera and Ballet Theatre by studying
the phenomenon of subjective perception of musical material. Conclusions. The study has demonstrated that the subjective
assessment of the acoustics of concert halls requires the selection of evaluation criteria and the establishment of their relations
with objective acoustic parameters. Subjective evaluation and objective parameters are correlated with each other and give
a complete description of the sound of the orchestra in the concert hall. Subjective assessment of the acoustic quality of
concert halls is fully confirmed by objective acoustic parameters. Its application can be considered justified. It has received
a clear confirmation from the professional musicians. The verbal questioning among ordinary concert-goers has shown the one-
sidedness of their assessments. They vary between “good” and “excellent” and thus, are less accurate.

Keywords: objective parameters; subjective assessment; evaluation criteria; concert hall’s acoustics; correlation;
concert hall; orchestra

Introduction

Objective acoustic parameters characterize acoustics of the enclosed space. In our study, this is the acous-
tics of the concert hall. These acoustic properties depend directly on size, shape, type of chairs, audience ab-
sorption, material of walls, ceiling and stage. It also depends on columns, niches, irregular boxes, statues on the
upper side walls and fine-scale ornamentation of the lower sidewalls. Objective acoustic parameters include
RT, EDT, C,, G, IACC, BR, LF (Beranek, 2004, p. 20).

Many years of research has shown that the acoustic properties of concert halls cannot be characterized
only by objective parameters. To get the full assessment of the hall acoustics, a subjective evaluation based on
the criteria of the established sample is used. In particular, it is examined in the articles by L. Beranek (1995),
M. Barron (1988), T. Hidaka (Hidaka & Beranek, 2000).

Recent research and publications analysis

e works in the field of musical acoustics I.A. Aldoshin, Sh. Ya. Vakhitov, A.P. Yefimov, A. Benade, A. Gade,
A.C. Gade, L. Kinsler, W. Kuhl, R. Lindsay, J. Pierce, etc.;

* works in the field of acoustics of musical instruments and instrument science V.I. Kozhukhar,
L.A. Kuznetsov, T. Rossing, etc.;

» works on psychoacoustics J. A. Altman, J. S. Vakhitov, X. R. Schiffman, J. Angus, J. Blauert, D. Howard,
D. Roederer, E. Zwicker and others;

* objective methods of studying the acoustics of enclosed spaces M. Barron, T. Kamisinski, R. 1. Kinash,
A. Kulowski, L. Marshall, M. Morimoto, W. Ahnert, W. Schmidt, L. Beranek, W. Sabine, and others;

» research in the field of communication of subjective criteria for assessing the sound quality of music and
the objective properties of closed environments M. Barron, L. Beranek, J. Belank, J. Blankenship, J. A. Hida-
ka, A. Fischetti, M. Schroeder, and others).

© Oleksandr Voitovych, 2020
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Purpose of the article

The purpose of this article is to offer a method of aesthetic evaluation of the acoustic properties of concert
halls based on the subjective perception of the sound of musical material.

Main research material
The Solomiya Krushelnytska Lviv National Academic Opera and Ballet Theatre or Lviv Opera House (for-

mer name — the Grand City Theatre) was built in 1897-1900 under a project designed by Zygmunt Gorgolewski.
(Pic. 1).

Picture 1. Concert Hall of the Solomiya Krushelnytska Lviv National Academic Opera and Ballet Theatre

1t was used for: opera, ballet, symphony music, chamber music, soloists, chorus.

The main structural elements of the building were made from local limestone (Polyansky quarry), the
whole plinth — from solid Ternopil sandstone. The walls were plastered with lime mortar. Unlike other theatres
of that time, from the exterior of the building it was impossible to draw a conclusion about the internal layout
of the tiers. Its construction lasted three years and four months. The architectural style of the theatre is pseudo
Renaissance, which is also called Viennese or Italian. In general, it is a mixture of different architectural styles.
The hall had the horseshoe-shaped plan (lyre) (22.5 x 18.5m) and could host about 1 thousand people. The stage
was raised to a height of about 1m regarding the first row and had two safety curtains, which weighed more
than 12 tons and were purely decorative. Decorations: there were not only paintings and sculptures, but also
luxurious fretwork, gilding, carving (sculptors P. Garasimovych, P. Viitovych, J. Giovanetti, E, Pidhirsky). The
ground floor boxes were framed by columns. The seating area: seat backs and armrests were soft, upholstered
in soft cloth. The first balcony was decorated with twenty unique paintings on gray marble. The second balcony
was "supported" by Atlantes and Caryatids, the third — by Terminuses.

The concert hall of the Lviv Opera has been reconstructed several times. The last one took place in 2008.
It included the replacement of the floor, upholstery elements and cosmetic repairs of the interior. Acoustic
measurements of the interior, numerical modeling and laboratory tests of individual interior materials (boards,
carpets, borders) were made to preserve the acoustic properties. It was observed that a good floor installation
design provides the best sound absorption characteristics in the low frequency range (Kamisinski, 2010; 2012;
Kinash et al., 2010). The architectural features of the studied hall are given in Table 1.

To improve the spectral characteristics and prevent the effect of the echo on the rear wall of the sub-balcony
space, which has the shape of a semicircle, a sound-absorbing panel (Schroder-diffuser) was installed (Kamis-
inski, 2012).

Research of the sound of orchestras was done by attending live performances. Nearly 150 people partici-
pated in the survey. Among them were composers, conductors, musicians, musical critics, regular concert-goers.
They filled in 80 (53%) questionnaire forms. In addition, a verbal questioning was conducted among ordinary
concert-goers. The initial conditions for the sound evaluation were the following: the orchestras were profes-
sional and staffed with professional musicians, the instrumentation and performance were impeccable from the
professional point of view. Therefore, such criteria as ensemble and arrangement (instrumentation) were not
used in this case. The orchestra was placed in the orchestra pit.
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Table 1
Architectural features of the studied hall
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Subjective assessment was carried out according to such criteria as: spatial impression, spatial perspective

(liveness); width, binaural spatiality; timbre; clarity, transparency, intelligibility; loudness, dynamic range; intima-
cy; texture; sound balance; room support (musicians of orchestra); freedom from noise and distortions (Voitovych,
2018; Hoeg et al., 1997). Table 2 shows the questionnaire used for the evaluation of live performances.

Table 2
Questionnaire for the evaluation of live performances
Hall Orchestra/ensemble Title
Member Positions Seat Date
Ne Subjective What characterizes Comments Ranking
criteria
1 Spatial Spatial impression, sound perspective, depth, 1-5
impression, vitality, homogeneity of spatial sound, apparent
spatial room size
perspective
(Liveness)
2 Width, binaural ~ Width, display width of the sound source, the 1-5
spatiality horizontal width of feeling, localization of sound
sources
3 Timbre The richness of sound. Richness of spectrum 1-5
down range (envelopment, warmth). Richness
of spectrum upper range (grace, brightness),
especially in a fast, full of music.
4 Clarity, Legibility melodic and harmonic lines, musical 1-5
transparency, instruments certainty
intelligibility
5 Loudness, Sound level Difference between «p» and «f». 1-5
dynamic range
6 Intimacy Closeness to the sound source. Smoothness or 1-5
pied.
7 Texture Uniformity of spatial sound 1-5
Sound balance The soloist / orchestra. Between groups of 1-5
instruments
9 Room Support ~ Musicians’ capacity to hear themselves and the 1-5
(Musicians of rest of the orchestra.
orchestra)
10 Freedom from External noise, ventilation noise, the noise of the 1-5
noise and public
distortions
11 Main 1-5
impression
Participants were asked to rate the acoustic qualities of the hall on a scale of 1 to 5 (Table 3).
Table 3
Ranking scale
Bad Poor Mediocre Good Very good/Excellent
1 2 3 4 5
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Common descriptive terms are shown in Table 4.

Table 4
Common descriptive terms
Ne  Subjective criteria Examples of common descriptive terms
1 Spatial impression, spatial perspective (Liveness) Volume / narrow. Long / short
2 Width, binaural width Wide / narrow. Big / Small
3 Timbre Rich / poor. Warm / cold. Brilliant / dim
4 Clarity, transparency, intelligibility Clean / muddy. Legibly / illegible
5 Loudness, dynamic range Loud / quiet. Wide / narrow
6 Intimacy Near / far
7 Texture Smoothness / Pied
8 Sound balance. Good balance / not balanced
9 Room Support (Musicians of orchestra) Good / bad
10 Freedom from noise and distortions Perceptible / imperceptible disturbances

The Figure 1 shows the general acoustic impression of composers, conductors, musicians, music critics,
regular concert-goers from live performances. The verbal questioning, which was conducted among ordinary
concert-goers, is shown in Figure 2.
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Figure 1. Average values of acoustical impression from live performances
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Figure 2. Average values of verbal questioning

Acoustical objective parameters were obtained from the Impulse Response in each measurement position and
answer the recommendations and requirements specified in the Standard ISO 3382-2009'. The objective parameters
were: reverberation time RT, , early decay time EDT, bass ratio BR, brightness Br, musical clarity C,, definition
D, strength factor G, centre time Ts, early lateral energy fraction LF_,, and interaural cross-correlation coefficients
IACC,,. The draft of hall can be seen in Figure 3.

In our case, the source was sine sweep signal placed on stage on the center line of the hall. The hall was empty.
A receiver position was placed to the left from the central line. The sources were located 2m above the stage and the

E4>

'ISO-3382-1: “Acoustics — Measurement of room acoustic parameters — Part 1: Performance spaces (ITD)”. 2009.
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microphones 1.5m above the ground. Impulse response has been studied by CATT-acoustic and EASERA software.
Experts from the Department of Vibroacoustics of the Mining and Metallurgical Academy named after Stanislaw
Staszyc in Krakow and Department of Architecture of Lviv Polytechnic participated in the acoustic measurements
(Kamisinski, 2010; 2012; Kinash et al., 2010). Average objective acoustical parameters can be seen in Table 5.
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Figure 3. Concert hall plan and measuring points

Table 5

Average objective acoustical parameters
RT =~ EDT_.  BR Br  CJC, D, G_, LFC,, ITDG IACC,  ST_
1,23¢ 1,07¢ 1,12 0,81 1,7/501 nb  60%  2,321b 0,6 24mc 0,25 -10nb

Years of research into the acoustics of concert halls, with contributions of Beranek, Barron and other ex-
perts, have yielded the values of acoustic parameters that are best suited for listening to classical music. Most
of them come from large theatres and concert halls around the world under the guise of acoustic comfort (Be-
ranek, 2004, p. 491; Barron, 1988). They are listed in Table 6.

Table 6
Recommended objective acoustical parameters
ACOUSTICAL PARAMETER RECOMMENDED VALUE
RTmid 1.8 <RTmid <2s
EDTmid EDTmid = RTmid
BR 1.10<BR<1,25 (If RTmid=2,2s)
1,10<BR<1,45 (If Tmid=1,8s)
Br Br>0,87
Cy -4<C80<0dB
D D>50%
Gmid 4<Gmid<5,5dB
Ts 60; 260ms
LF,, LFC, >0,19
IACC,, (1-IACC,,)~0,70
ST(sup.) -14< ST(sup.)mid <-12,5dB

Recommended objective acoustical parameters have some recommended values (Arias, 2013).
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Subjective evaluation and objective acoustic parameters are used for the complete estimation of concert
hall. Their correlations have been established after many years of research into room acoustics. Table 7 shows
some correlations between them. ITDG (Initial Time Dilley Gap) is determined from the impulse response
(bursting balloon) and represents a valid value in the range of 20—40 ms.

Table 7
Correlations between subjective evaluation and objective acoustic parameters

Ne  Subjective criteria Acoustic parameters Comments

1 Spatial impression, spatial perspective RTmid, EDTmid confirmed

(Liveness)

2 Width, binaural width IACC,,LF , partially confirmed

3 Timbre: bass level BR confirmed

4 Timbre: grace, brightness Br confirmed

5 Clarity, transparency, intelligibility C,, Ts partially confirmed

6 Loudness, dynamic range G partially confirmed

7 Intimacy, texture ITDG confirmed

8 Room Support (Musicians of orchestra)  ST(sup.) partially confirmed

9 Freedom from noise and distortions confirmed

Conclusions

Basically, the sound of orchestral music in the Concert Hall of the Lviv Opera and Ballet Theatre received
a good evaluation, as demonstrated by the subjective assessment and objective acoustic parameters. This sound
is achieved by architectural decor in the form of small ornaments and columns with statues, niches, irregular
boxes. It also depends on the size, shape, and type of chairs, audience absorption and material of walls, ceiling
and stage. Slight deterioration of subjective perception can occur in the cavities of the sub-balcony space locat-
ed near the rear walls, as a result of the focusing of sound waves. Evaluation of the acoustic quality of the halls
as good indicates a more selective assessment of the musicians and is partly confirmed by the objective acous-
tic parameters. The verbal questioning conducted among ordinary concert-goers shows a slight difference in
estimation from “good” to “excellent”. Therefore, the evaluation of the composers, conductors, musicians,
musical critics and regular concert-goers better reflects the actual acoustic conditions.

References

Arias, A.Y. (2013). Acoustical Parameters Comparison of Two Halls: "Teatro Argentino de La Plata" and "Teatro Margarita
Xirgu". In Acoustics Instruments and Measurements, UNTREF Conference (pp. 1-27). National University of Tres
de Febrero, Buenos Aires, Argentina. https://doi.org/10.13140/2.1.4514.2083.

Barron, M. (1988). Subjective study of British Symphony Concert Halls. Acustica, 66(1), 1-14.

Barron, M., & Marshall, A. H. (1981). Spatial Impression Due to Early Lateral Reflections in Concert Halls: The
derivation of a Physical Measure. Journal of Sound and Vibration, 77(2), 211-232. https://doi.org/10.1016/S0022-
460X(81)80020-X.

Beranek, L. (1995). Comparison between Subjective Judgments of Concert Halls’ Quality and Objective Measurements
of Acoustical Attributes. Acoustical Physics, 41(5), 620-629.

Beranek, L. (2004). Concert Halls and Opera Houses: Music, Acoustics, and Architecture. Springer. https://doi.
0rg/10.1007/978-0-387-21636-2.

Hidaka, T., & Beranek, L. (2000). Objective and Subjective Evaluations of Twenty-three Opera Houses in Europe, Japan, and
the Americas. The Journal of the Acoustical Society of America, 107(1), 368-383. https://doi.org/10.1121/1.428309.

Hoeg, W., Christensen, L., & Walker, C. (1997). Subjective Assessment of Audio Quality — the Means and Methods within
the EBU. EBU Technical Review, Winter, 40-50.

Kamisinski, T. (2010). Acoustic Simulation and Experimental Studies of Theatres and Concert Halls. Acta Physica
Polonica Series A, 118(1), 78-82. https://doi.org/10.12693/APhysPolA.118.78.

Kamisinski, T. (2012). Correction of Acoustics in Historic Opera Theatres with the Use of Schroeder Diffuser. Archives
of Acoustics, 37(3), 349-354. https://doi.org/10.2478/v10168-012-0044-1.

72



MY3UYHE MUCTELTBO
ISSN 2410-1176 (Print) * Bicauk KHYKiM. Cepist: MucrernrBo3naBcTBo. Buir. 43 « ISSN 2616-4183 (Online)

Kinash, R., Kamisinski, T., Pilch, A., & Rubacha, J. (2010). Acoustic Aspects of the Lviv Theatre of Opera and Ballet
Auditory Usage. Architectus, 2(28), 249-253.

Voitovych, O. (2015). Kryterii Otsinky Khudozhnoi Yakosti Zvukovoho Materialu v Epokhu Tsyfrovykh Tekhnolohii
[Criteria for Evaluating the Artistic Quality of Audio Material in the Digital Age]. Ukrainian Culture: Past, Modern
and Ways of Development, 21(2), 194-197 [in Ukrainian].

Voitovych, O. (2018). Kryterii Otsiniuvannia Zvuchannia Orkestru v Kontsertnykh Zalakh [Criteria for Evaluating the
Sound of an Orchestra in Concert Halls]. Ukrainska Muzyka, 3(29), 94-98 [in Ukrainian].

The article was received by the editorial office: 27.10.2020

JOCIIIKEHHSA 3BYYAHHSA
OPKECTPIB Y KOHIHEPTHOMY 3AJIl
JIbBIBCBKOI'O HAIIIOHAJIBHOTI'O
AKAJEMIYHOI'O TEATPY OIIEPU
TA BAJIETY IMEHI COJIOMII
KPYIIEJbHUIBKOI

BoittoBuu Onekcanp OpecroBud

Kanouoam mucmeymeosnascmea, cmapuiuii 6uxiaoad,
Jlv8isCcbKa HAYIOHAILHA MY3UUHA AKAOEMIs

imeni M. B. Jlucenka,

JIvsis, Ykpaina

Meta [OCIHIKEHHS MOJISITae B TOMY, IIO0 3alpoNOHYBaTH METOH E€CTETHYHO! OLIHKM aKyCTHYHHX BIACTHBOCTEH
KOHIIEPTHHUX 3aJ1iB, 3aCHOBAHUH Ha Cy0 €KTHBHOMY CHIPHHHSTTI 3ByYaHHS My3UYHOTO Marepiainy. MeTomoIorii0 TOCHiJDKeHHS
CKJIaJaloTh METOJW: AHANITHYHUHA — Yy BHBYEHHI HAYKOBOI JITEpaTypH; TEOPETHYHHMI — IUIs BU3HAYCHHS CIICHiaJbHOT
TEPMIHOJIOTi, ONMCY SIBUI, IO MAalOTh MICLIE IiJi Yac IPOBEJEHHS JOCIIIKEHb, MapaMeTpiB 3a SIKMMH 3iHCHIOETHCS
Cy0’€KTHBHA OIIHKA; EMITIPUYHUIA — TPHU TPOCIYXOBYBaHHI OPKECTPIB y KOHLEPTHOMY 3aii 3 TOAAJIBIIOI EKCHEPTHOIO
OIIHKOIO PE3yJIbTATiB; KOMIapaTHBHUII — y Mpoleci MOPIBHSIHHS PE3yNbTaTiB JOCIIPKEHb; METOIM aHAJi3y 1 CHHTE3Y — JUIs
OTIPAIIOBaHHS PE3YNBTATIB JOCIIHKEHHS, a TAKOK METOJ] IHTePB IOBAaHHS — ISl OTPUMAHHS iH(pOpPMAIi BiJ My3HKaHTIB Ta
aKTUBHUX CcIyXadiB. HaykoBa HOBHM3HA JOCIIKEHHS MOJIATAE y CTIPo0i JaTH €CTETHYHY OILIHKY 3ByYaHHS OPKECTPIB Ha JKUBO
y KOHIIEpPTHOMY 3aiii JIbBIBCHKOrO HaIIOHAIBLHOTO aKaJeMidHOro Tearpy onepu Ta Oanery imeni Comomii KpyrmenbHHUIBKOT
LIIIXOM JOCHIDKCHHS SBHIIA Cy0’ €KTUBHOTO CIIPUHMHSTTS My3WYHOTo Marepiany. BucHoBku. 3’sicoBaHo, 110 Cy0’€KTHBHA
OIIHKa aKyCTHKM KOHLEPTHUX 3aJIiB BUMarae BUOOPY KPUTEPIiB OLIHKK Ta BCTAHOBJIEHHS iXHBOTO 3B 513Ky 3 00’ €KTHBHUMH
akycTnuHUMH niapamerpamu. Cy0’eKTHBHA OIiHKA pa3oM 3 00’€KTHBHUMH MapaMeTpaMu KOpEJIOIThCs MiXk co0010, — TOMY
JIAfOTh TIOBHY XapaKTEPHCTHKY 3BYYaHHIO OPKECTPY B KOHIEpTHOMY 3aii. Cy0’€KTHBHE OIIHIOBAHHS aKyCTHYHOI SKOCTI
KOHIIEPTHUX 3aIiB TOBHICTIO MATBEPIKYETHCA 00 €KTUBHUMH aKyCTHYHHMH TapaMeTpaMi. 3aCTOCYBaHHS HOTO MOXKHA
BBaKaTH BHUIpaBraHuM. OcOONMMBO TOYHE IMiATBEPIPKEHHS BOHO OTPUMAJIO Cepell My3WKaHTIB (haxiBIiB. YCHE ONMHUTYBAaHHS,
TIPOBEZICHE cepe]l To0uTeNiB-HenpodecionatiB cuM(GOHITHOT My3HKH, OKa3aJI0 OJHOOIYHICTB iX OIIHOK. BoHM BapitoloThCs
B MEXax «100pe» 1 «BIIMIHHOY», TOMY € MEHIII TOYHUMH.

Kouosi cnosa: 00’€KTUBHI mapaMeTpu; cy0’€KTHBHA OIlIHKA; KPUTEPIii OIIHKH; aKyCTHKa KOHIICPTHOTO 3ajy;
KOPEJIAIIis; KOHIIEPTHHUI 3aJ1; OPKEeCTp
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AKAJJEMUYECKOI'O TEATPA OIIEPHI

BoittoBnu Anekcannp OpectoBuy

Kanouoam uckyccmeosedenus, cmapuwiuii npenooasamers,
JIb606CcKAA HAYUOHATLHAS MY3bIKATLHAS AKAOEMUS

umenu H. B. Jlvicenxo,

N BAJIETA UMEHHW COJIOMUU
KPYHIEJIBHUIIKOU

Jlvs06, Yrpauna

Llens nccnenoBanus 3aKirodaeTcss B TOM, YTOOBI MPEUIOKUTH METOJ ICTETHYECKON OLEHKH aKyCTHYECKHX CBOWCTB
KOHLIEPTHBIX 3aJI0B, OCHOBAaHHBIH Ha CyOBEKTMBHOM BOCIPHSTHH 3By4aHHS MY3BIKAJIBHOTO Marepuaia. MeTooIorHio
HCCJIENI0BAHUS COCTABIIAIOT CIICAYIOIINE METOABl: AaHATUTUYECKUH — B M3yYEHUM HAy4YHOM JINTEPaTypbl; TEOPETUUECKUN —
JUIA OIpeACIICHUA CHeHHaﬂbHOﬁ TCPMHUHOJIOTUH, ONMHCAHUA HBHCHHﬁ, HUMCIOIIUX MECTO MNpU MNPOBCACHUUN HCCHEHOB&HHﬁ,
MapaMeTpoB 1O KOTOPBIM OCYIIECTBISETCS CYObEKTHBHAS OIEHKA; AMITUPUUECKUH — TPH MPOCIYIIMBAaHUU OPKECTPOB
B KOHLEPTHOM 3aJie C MOCJIEAYIOIIEH 3KCHEPTHOW OLIEHKOM pEe3yNlbTaToOB; KOMIIAPATUBHBIN — B IIPOLIECCE CPAaBHEHUS
PE3yNIbTaTOB HMCCIEAOBAaHUN; METO/IBI aHANW3a M CHHTE3a — Ul 00pabOTKM PEe3yJabTaTOB HCCIIENOBAHMSA, a TaKKe METOJ
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WHTEPBBIONPOBAHKUSA — JUI TIOMydYeHHs WH(OPMAIMM OT My3bIKAaHTOB W AaKTHBHBIX ciymareneidl. Haydnas HoBu3HA
WCCIICZIOBAHNS 3aKJIIOYACTCST B TIOMBITKE JaTh ACTETUUECKYIO OIEHKY 3BYYaHHsS OPKECTPOB BXHBYIO B KOHIIEPTHOM
3asie JIbBOBCKOr0 HAIMOHAILHOTO aKaJEeMHYECKoro tearpa omepbl u Oanera mmeHn Conomun KpymieabHHIKOH IyTem
UCCIIeZIOBaHNUS SIBJICHUSI CYyOBEKTHBHOIO BOCIIPHUSTHSI MY3bIKaJIbHOTO Marepuana. BeiBozibl. BbIsicHeHO, 4TO CyObeKTHBHAs
OlICHKA aKyCTHUKM KOHILIEPTHBIX 3aJI0B TpeOyeT BhIOOpa KPUTEPUEB OLICHKU U YCTAHOBICHMS UX CBSI3H C OOBEKTUBHBIMH
akyctuueckumu mapameTpaMi. CyObeKTHBHAs OICHKAa HapsAAy C OOBEKTHBHBIMU IMapaMeTpaMH KOPPETHPYIOTCS MEXKIY
co00Mi, — M0ITOMY JalOT TOJHYIO XapaKTEPHCTUKY 3ByYaHHIO OpPKECTpa B KOHIEPTHOM 3aine. CyObeKTHBHOE OICHHBAHHE
aKyCTHYECKOTO KayecTBAa KOHILIEPTHBIX 3aJI0B MOJTBEPIKIAeTCsl OObEKTUBHBIMU aKyCTHUECKUMH mapamerpaMu. [Ipumenenne
€ro MOJKHO CUMTATh ONpaBIaHHbIM. OCOOCHHO TOYHOE MOATBEPKACHUE OHO TMONYYMIIO CPEIM MY3BIKAHTOB CHEIHAIIHCTOB.
VYCTHBII 0IpOC, MPOBEACHHBIH cpe/ toduTesnei-HenpodeccnonanoB cuM(OHNYECKOI My3bIKH, TIOKa3aJl OrPaHUYEHHOCTD UX
olieHoK. OHM BapbUPYIOTCSA B IPEJEax «XOPOILIO» U «OTIMIHOY, TI0ITOMY SBIISIIOTCS MEHEE TOUHBIMU.

Kniouesvie cnosa: 0ObeKTHBHBIC MapaMeTphl; CyObEKTHBHAS OIICHKA; KPUTEPUH OLIEHKH; aKyCTHKa KOHIIEPTHOTO
3aj1a; KOpPEJsILus; KOHIEPTHBIH 3a11; OpKECTp
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THHOBAIIIMHI 3BYKOBI TEXHOJIOT'TI | Bonkomop Biraniii Bikroposuu
IMPOCTOPOBOI 3BYKOINEPEJIAUI: | Buxiaoav,
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eyn. €ecena Konosanvys, 36, Kuis, Ykpaina, 01133

Mera cTarTi — BU3HAYUTH OCOOIMBOCTI PO3BUTKY MHCTEIITBA 3BYKOBOI 1HCTAJIAII] B KOHTEKCTI KOHIIETIII aKyCTHIHOTO
npoctopy Apyroi nonoBuau XX — modatky XXI ct. Meroan pocmikeHHs. 3aCTOCOBAaHO MIKIMCIUILTIHAPHY METOAONIOTI0
KPUTUYHOTO IPOCTOPOBOTO aHAMI3y Ta KPpUTUYHHX JIOCII/DKEHb B MY3HIl TSl BABUCHHS KOHIICTILIIH ITPOCTOPY I MiCIIs, 10 CTan
OCHOBOIO JUIsl IPAKTHKH 3BYKOBOI iHCTAAMIT B cepenti XX — Ha moyarky XXI cT.; cucTeMHui Ta eBOIOLIHHNHA METO/IH, 110
TOCTIPUSUTH PO3IIISIY MY3HYHOT IHCTAIISIIT B 3araibHil (hi10co(ChKko-OHTOIOTIYHIH IIIONHMHI 3 METOIO OTPUMAHHS PE3YJIbTaTIB,
KOPUCHHX Y My3UYHHX Ta CyMDKHUX Haykax. HaykoBa HoBH3Ha. J[ocmipKeHO 0c00IMBOCTI (hOPMYBaHHS i pO3BUTKY MUCTEITBA
3BYKOBOI 1HCTAJISAMIT KPi3h NPH3MY KOHIIEMIiH aKyCTHYHOTO MPOCTOpPY Apyroi monoBMHM XX — movarky XXI crT.; Bmeprre
y BITYM3HSIHOMY MHCTEITBO3HABCTBI CYTHICHI OCHOBH 3BYKOBOI 1HCTAJAIII{ BUABISAIOTHECS B KOHTEKCTI TPAKTyBaHHS KOHIICTIIIi
BiZI0OpPXKEHOTO 3BYKOBOTO 00’ €KTY, aJITEPHATHBHUX TA PO3IIMPEHUX KOHIETIIIH MPOCTOPY, 30KpeMa KOHIIEMIIT POCTOpY K
CYCIIJIBHOTO BHPOOHHITBA; PO3IITHYTO HMOHSTTS IIPOCTOPOBUH 3BYK», «IIPOCTOPOBA My3HKa» Ta «My3WYHA IHCTAISIIN»;
3aco0M 3BYyKOBOI OHTOJIOTIi IpoaHaii3oBaHO B Oe3rmocepenHboMy 3B SI3Ky 3 OHTOJIOTISIMH IPOCTOpYy W Micisl. BucHOBKH.
JocimKkeHHs BUSIBUIIO, IO KOHLEMI aKyCTHYHOTO HpOcTopy cepearHu XX CT., 0a3ylounch Ha OIHAPHUX KOHCTPYKIIISIX
YOJIOBIUe/KIHOYE, pallioHAIbHE/ippallioHAIbHE Ta 3aXiJHe/He3axiqHe, 3 METOK (HOPMYIIFOBAHHS i€l aKyCTHYHOTO MPOCTOPY
SK YyTTEBOTO W XAOTHYHOTO, IO BMHMKIIO JUIs CIPUHHATTA pPaliOHAJIbHOTO Ta BIOPSAAKYBAHHS Bi3yalbHOTO IIPOCTOPY,
peTpe3eHTyBall BEMUKAIN MPOEKT B MeXaxX 3aXifHOI My3WYHOI KOMIIO3MIII: BiIPOMMKEHHS PAIliOHATLHOTO, JIOTIYHOTO Ta
00’€KTHBHOTO CTOCOBHO 3By4YaHHS. BUKOPHCTaHHS 3BYKY SIK OCHOBHOTO Mejlia CIIpHsi€ PO3KPHTTIO YHIKAJIbHUX MOKIMBOCTEH
MHCTEITBA 1HCTAJSLI], OPraHiYHO MOEAHYIOUH BIACTHBOCTI NPOCTOPY M MICIS 3 XapaKTepUCTHKAMH 3BYKY Ta CIeH(iKo0
CIIPUMHSTTS JIFOMHOIO0 PI3HOMAHITHHUX HOro arpuOyTiB, MPOMOHYIOYM HOBATOPCHKHIT B3a€MO3B’SI30K aKyCTHYHOTO IPOCTOPY
3 f0ro ICTOPHYHUMH, COLiaIbHUMH, HAPATHBHUMH, TAKTUIIBHUMH i (DI3MYHUMU aCTICKTaMH.

Knrouoei crosa: 3ByKoBa IHCTAIISAIIIS; TPOCTIP; MICIle; 3BYK; 3ByKOTepeaada; «IIPOCTOPOBUI 3BYK»

Beryn

Hanpukinmi XX — #a noyatky XXI CT. akTHBI3YIOTHCS JOCTIKEHHS PI3HOMaHITHUX aCIEKTiB 3BYKOBOTO
MUCTEINTBA, IPOTE MpobdIeMaTHKa 3BYKOBOT IHCTAJIAIIT, yepe3 ii rpaHUYHE TOJI0KEHHS Ha MEX1 My3UKHU Ta 00-
Pa30TBOPUYOr0 MUCTELTBA, HE OTPUMaJIa BiANIOBIIHOIO HAYKOBOTO OCMHUCJIEHHs. Pe3ynbraTtom 1poro € pastoua
HEBIIMOBITHICTh MXK aKaIEMIYHUM PO3yMiHHSM MHUCTEITBA 3BYKOBOI 1HCTAJIAIIT Ta HOTO MacmITabHOIO TOITy-
JSIPU3ALI€I0 B Cy4acCHOMY COLIOMUCTELbKOMY npocTtopi. Cepeln MpeacTaBlIeHNX y Cy4acHOMY BITUM3HSIHOMY
Ta 3apyOKHOMY HAayKOBOMY BHMIpi Ipallb, IPOOJEMaTHKA SKHX KOPEJIOE 3 TEMOIO JaHOi CTaTTi, Ha3BEMO
nociikenas P. Minapna «MucteutBo 3BykoBoi iHcTassiii» (1996), I. Oy3onsiH «BTineHwuii 3ByK: ciiyxoBa
apxitekrtypa i Tizo» (2006) Ta «3ByKOBE MHCTEITBO 1 IPOCTOPOBI MPAKTUKHU: PO3IMILICHHS MUCTEITBA 3BYKO-
Boi iHcTasmstii» (2008), B. ITynki ta in. «IIpocTopoBuii 3ByKk Ta BipTyanbHa akyctuka» (2007), P. Mapropana
«IIpocTopoBe ysaBICHHS MOBUA3HOTO Kepena 3BykKy» (2017), a Takox crarti O. Jlanmsk «Menmia-apT B KOH-
TEKCTI cy4acHOTo ekpanHoro MmuctenTBa» (2015), K. CranicimaBcbkoi «3ByKoBa iHCTAJISIISL Y TPOCTOPi By-
anyHoro mMucteutBa» (2017), B AKMX po3MIsAaeThCs MpodieMaTuka opratisaunii 3ByKOBUX 00'€KTiB y (i3uuHi
MIPOCTOPH, MEPETBOPEHHS COLIAIbHUX MPOCTOPI 3a JOMOMOTOI0 3BYKY, BUKOPHCTAHHS 3BYKY IUISL PO3KPHUTTS
BUMIpYy TiNa Ta iH.

[Tpote okpeMi HayKoBi ITyOITiKallii yKpaiHChKHX Ta 3apyOKHUX YUEHUX, IPUCBSUCHI JI0CITIHKEHHIO Teopii
Ta icTOpii 3BYKOBOT iHCTANSAIIT HE BUCBITIIIOIOTH YCiX ACMEKTIB O3HAYEHOTO MUTAHHS.

© Bomkomop B. B., 2020
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Ha BigmMiny Bim 6ararbox My3W4YHHX TBOPIB, 3BYKOBI 1HCTAIIAIIi OPTaHi3yIOTh 3BYKH B IPOCTOPI, BijIO-
BiJTHO BOHHM BUMararoTh HOBUX TEOPETHYHHX Ta aHAJITHYHUX MOAEJIEH, BpaxOBYIOUH POCTOPOBE PO3MILLICHHS
3BYKY. AHaNi3 JOCIiIKEHb JOBOANUTH, IO ICHYIOUI TUCKYPCH HPO «IIPOCTOPOBUH 3BYK» HAJalOTh MEpeBary
TEXHIYHOMY OIUCY JIOKaJi3alii 3ByKy. Y JTaHOMY IOCIIPKEHH]1 KOHLIENIIIT TPOCTOPY iHTEPIPETYIOTHCS B COLIi-
OKYJIBTYPHOMY aCIEKTi.

AKTyanbpHICTh JOCIIKCHHS 3yMOBJIEHA HEOOX1HICTIO 3aIIOBHUTH JIAKYHY B YKPaiHCEKOMY aKaJIeMidHO-
MYy BUMIipi CTOCOBHO MHUCTEIITBA 3ByKOBOI 1HCTAJIAIII.

HayxoBa HOBH3HA IOJISITA€ B TOMY, 110 K JOINOBHEHHS 0 PO3POOKH AJIbTEPHATUBHOI Ta KPUTHYHOI ic-
TOpil MUCTETBA 3BYKOBO{ iHCTaJIsIMIi, Y CTATTI BUKOPUCTAHO MIKAUCIMIUTIHAPHY METOOIOTII0 KPUTHUYHOTO
MIPOCTOPOBOTO aHAJI3y Ta KPUTHYHHX JOCTIHKEHb Y My3HUL JUIsl BUBYEHHSI KOHIETILIH TPOCTOPY Ta MicLis, 10
CTaJI OCHOBOIO IS IPAKTHKH 3BYKOBOT iHCTasmii B cepeanHi XX — Ha mouarky X XI ct. Bniepiie y BiTun3Hs-
HOMY MHUCTEITBO3HABCTBI CYTHICHI OCHOBH 3BYKOBOI 1HCTAJISIIIIT BUSIBIISIIOTBCSI B KOHTEKCTI TPAKTYBaHHS KOH-
erii BiIoOpa)XeHOTo 3BYKOBOTO 00’ €KTY, AJIETEPHATHBHUX Ta PO3IMIMPEHUX KOHIIEMIIIH MPOCTOPY, 30KpeMa
KOHLETILIT IPOCTOPY SIK CYCIHIIBHOTO BUPOOHHULITBA; PO3IVISIHYTO HOHATTS «IIPOCTOPOBUI 3BYK», «IIPOCTOPOBA
MY3HKa» Ta «My3H4YHa IHCTAJISLIs»; 32CO0M 3BYKOBOT OHTOJIOTI] MPOaHai30BaHoO B O€3M0CepeHbOMY 3B SI3KY
3 OHTOJIOTISIMU MPOCTOPY H MicIIS.

Merta crarTi

BusHnauntr 0COOIMBOCTI PO3BUTKY MUCTEIITBA 3BYKOBOI 1IHCTAJIAIIi B KOHTEKCTI KOHIICTIIIIH aKyCTHYHOTO
npocTopy Apyroi noiaoBuHU XX — noyarky XXI cT.

Bukiaa matepasy H0cTiaKeHHA

3BYKOBI IHCTAISALIT — 1Ie OCOOJIMBHI JKaHp CayH/-apTy, B SIKOMY ITOEHAHO BIACTHBOCTI MIPOCTOPY, XapaK-
TEPUCTHUKH 3BYKY Ta OCOOIUBHIA MOYC 3aXOIJICHOCTI IMIsavda, SKUi OHOYACHO € ciryxadem. JlaHuii MucTeIb-
KU (peHOMEH, III0 B TIEPIITY Yepry OB’ I3aHUM 3 BIATBOPEHHSAM Ta CIIPUHHATTSIM IPOCTOPY 1 MiCIIs, TOIUTBHO
PO3MISLIATH B MEKax rajly3l «CUTYaTUBHHMX 3BYKOBHMX HPAKTHK» — OyAb-SIKUX My3UYHHUX 200 3ByKOBHX IIPaK-
THK, 10 MiJKPECIIOI0Th MPOCTOPOBI aCIEKTH 3BYKOBOI'O JOCBiAY Ta BPaxOBYIOTh HE JIMILIE acCIEKTH IITYyY-
HOTO CEPEOBUILA, apXITEKTYPU Ta COLIaTbHUX MPOCTOPIB, a i YaCOBUI BUMIp MPOCTOPY, BUPAKCHUH depe3
nam’siTh Ta iCTOPItO.

VY naHiit crarti cimpaeMocst Ha KPUTHYHY ITPOCTOPOBY TEOPIIO AOCHTIHKEHHS 1/1eT po Te, 0 MPOCTip Ta
MICIIE € COLiaJIbHUMU Ta KYJIBTYPHUMHU IPOAYKTaMH.

Jo 70-x pp. XX cT. TepMiH «IIPOCTip» BUKOPHCTOBYBABCS IMEPEBAKHO IS OTIHCY TEOMETPUYHHIX 00’ €MiB
Ta opM, O3HAYCHHUX aKCIOMaMH eBKIiIOBOI reometpii. Jlume B 1974 p. ppanmysskuii dinmocod A. Jledesp
(Lefebvre, 1991, c. 23) y mpaui «The Production of Space» 3anporonysas BiacHe po3yMiHHS TOHSTTS IPOCTO-
POBOCTI, IO BKJIIOYAE TiJIO, JIIF0 Ta CKOHCTPYHOBaHE CEPEOBHILE, CTBEPIKYIOUH, 110 MPOCTIP CTBOPIOETHCS
B MEKax JIIaJICKTUUHUX BiJTHOLICHb MIJK COLIIAJIBHOIO JIE€F0 Ta IPOCTOPOBUM O(POPMIICHHSIM, BiJIIOBIIHO € CO-
iTEHOI0 KOHCTPYKIII€I0, a He aOCOMOTHUM a00 TIPUPOTHUM SIBUILIEM.

Ha cydacHomy eTami TepMiH «IIPOCTip» BCE YaCTIlle BIJHOCUTHCS IO METEPUTOPIAbHUX (opM, HecTe-
nM(pIYHUX SBUII, a «MICIE» 3a3BUYail BUKOPHUCTOBYIOTH JUIsl OITMCY JIOKANIi30BaHWUX, TEPUTOPIAIbHUX SIBHIIL
(Lippard, 1997, c. 7). BupimansHy posib B po3po0iii CJIOBHUKA IJIsI OTIHCY HOBOTO JOCBiLy MPOCTOPY 1 MicCIIs,
10 BUHUKAE B CyYacHUX 1HQOpMaLiiHUX KyJIBTYpax, BiAirpaiu TeOpeTHKH 1 pinocodu HoBux menia — M. Ma-
kmoen, [1. Jlesi, I1. Bipimio ta . Xapayeii, a KpuTHUHI KOHIEMLIi MPOCTOPY i Miclsl B KOHTEKCTI Cy4acHHX
Mepex)eBuX cycrinbeTB Hanexkarb M. Kacranscy Ta M. Ore (Couldry & McCarthy, 2004; Levy, 2001). Ha
OCHOBI 1X HayKOBHX Ipallb, MO)KEMO BU3HAYWTH, 110 MPOCTIp (SIK GaraTomMaHiTHI, TUHAMIYHI Ta TIOpUIHI CO-
MIOKYJIBTYPHI YMOBH BHPOOHHUIITBA) BUKOPHUCTOBYETRLCS JJISI OMUCY 3arajbHUX Ta cTamuxX (GopMm opraxizarii,
a micte (POKyCy€e IpHUBaTHE, CUTYaTHBHE 1 MUTTEBE, TOMY 3aBXK/IH 3aHAXOJIUTHCS B pyci Ta € 3MiHHUM. OCKilb-
KH IIPOCTIp Ta Micle MOPODKYIOTh OJHE OJHOTO, iCHY€ MOCTiiiHa B3a€MOis MiX NMPUBATHUM 1 3arajbHUM,
MHUTTEBUM Ta TPUBAIIIM.

VY nanomy (hopMyIrOBaHHI MPOCTIP Ta MicILle PO3YMilOThCS SIK B3AEMOBHT1IHI — MPOCTIpP MOKe BiIoOpaxy-
BaTUCS B TEPMiHAX peasIbHUX Ta YSBHHUX BiJICTAHEH.

B 1958 p. maiiBimomimmuii Teopetuk B ramy3i 3MI M. MakiioeH BUCIOBHB TPUITYIIEHHS TIPO iCHYBaHHS
JIBOX PI3HOMAHITHUX OiHAPHUX CTPYKTYpP CHPUHHSATTSA, IO KEPYIOTh YSABICHAM OCBIUEHHX Ta HEOCBIUEHHX
cycninbeTB. JloCHiAHUK 03HAYUB 111 CTPYKTYPH SIK «Bi3yadbHHUH MPOCTIP» Ta «aKyCTUIHUHN pocTipy» (Carpenter
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& McLuhan, 1972, c. 42), Haromonryrouu, 0 KOJIU Bi3yaJIbHUH MPOCTIP CTPYKTYPYE 3aXiIHy AYMKY — JIiHIHHY,
BIIOPSIIKOBAaHY Ta BU3HAYEHY, aKyCTHUYHUHN MPOCTIP CTPYKTYPYE «PO3YyM NMPHUMITUBHOI iICTOTH, BiIOBITHO HE
Ma€ CeHCY, HampsiMy 1 ropu3onty» (McLuhan, 1972, c. 189). [lapanensHo KOMIO3UTOPH Ta 3BYKOPEXKUCEPH,
SIK1 TIPALIOBAIA B MEXKax 3apOKEHHS TPAAULIM elNeKTPOaKyCTHYHOI My3UKH, PO3POOIISIIM HOBI TEXHOJOTI],
3 METOIO CTBOPEHHS B Xa0TUYHOMY aKyCTUYHOMY MPOCTOPI BIICYTHIH TOPU30HT, PO3POOUBIIH TaKi MIPUCTPOT
(mampukman, «pupitred’espace», 1m0 103BOJISAB BHKOHABIIO CIPSIMOBYBATH TIOMEPEIHBO 3alMCaHU 3BYyK Ha
KiTbKa JUHAMIKIB ITiJT 9ac KUBOTO BUCTYITY), HAJAIOUN 3BYKY TEPCIIEKTHUBY, JTIHIHHUN TTOPSIOK Ta CIPUSIOUN
e(heKkTHUBHIHN Bizyaltizallii akyCTUYHOTO IIPOCTOPY.

EcenuianicTchbki Ta yHiBepcaibHi KOHLEMLIi aKyCTHYHOTO MPOCTOPY B MPOCTOPOBI My3UUHIN KOMITO3H-
uii cepenunn XX CT., Teopil MeAia Ta apXiTeKTypi 3aCHOBYBAJIUCS HA TAKHUX JEAyKTHUBHUX OIHApHUX 3B’s3KaxX
SIK YOJIOBIUE/2KIHOYE, pallioHaNIbHE/ippallioHaIbHE Ta 3aXiiHe/He3axiiHe, 100 chOPMYIIIOBATH 1JIeH0 aKyCTUY-
HOTO MTPOCTOPY K YYTTEBOTO 1 XAOTUYHOTO, 1[0 BUHHUKIIO JJIsl CIIPUAHSATTS PaIliOHAILHOTO Ta BIOPSIKYBaHHS
BizyanmpHOTO TIpocTopy (Ouzounian, 2008, ¢. 56). Criuparounch Ha 0O3Ha4YEHI OiHApHI KOHCTPYKITii, TOTOYacHI
KOHIIETIIIiT aKyCTHYHOTO MPOCTOPY PETPE3SHTYBAIH BEIMKUN MPOEKT B MEXKaX 3aXiTHOI My3UYHOI KOMITO3HIIIi:
BiPODKEHHS PAaLliOHATIBHOTO, JIOTIYHOTO T2 00’ €KTUBHOTO CTOCOBHO 3ByYaHHS.

MOKIIHMBICTh CTBOPIOBATH «IIPOCTOPOBY MY3HKY» 3 siBUIacs miciist [Ipyroi cBiToBO1 BiiHH, KOJIM MarHiTHA
CTpiUKa cTaja KOMEPIIHHO JOCTYTHOIO, OCKIIBKH caMe BOHA MPOIOHYBajia eKBIBAJICHT MiK 4aCOM Ta MPOCTO-
POM B CEpEIOBUILI 3BYKY (My3UYHUI Yac MOXKHA OyJI0 BUMIPSITH 3 TOUKH 30py (i3HMYHOI BIICTAHI — JTOBKUHH
cTpiukn). KoMno3uropu mparHyian BUKOPUCTOBYBATH II0 HOBOSBIICHY IJIACTHYHICTh 3ByKOBHX Marepiaiis,
BIITOBITHO TpaHC(OPMYBAIIA BJIACHI My3UYHI MPAKTHKH B MEKaX MOBH Ta €CTECTHKHU CKYJIBIITYPH.

[Tin gac BceciTHpoi BucTaBku B bproceni (1958 p.) y masinbiioni ®ininc Oymo iHcTamsoBano «Emek-
TPOHHY MOEMY» — aBTOPOM KOHIIETITYaJIbHOI OCHOBM BOCBMUXBMJIMHHOTO MYJIBTUMEIIMHOTO BUAOBHIIA OyB
Jle KopO1o3be, akuii 3a1ymMaB HOTO SIK «IO€IHAHHS 3BYKY, CBITIIA, KOJIBOPY Ta pUTMY» Y (OpMi eIeKTpPOHHOTO
Bipia. ApXiTeKTypy HaBiIbiOHY Ta JTBOXBUIMHHY iHTepiroairo «Concréete P. H» po3pobus . Kcenaxic, a 6e3-
NocepeIHbO 3BYKOBUH TBip — (hpaHKo-aMepHuKaHChKUi kommiozutop E. Bapese.

O. Marric (Mattis, 1992, c. 558) akmnentye, mo E. Bape3e po3po0isB eCTETHKY MPOCTOPOBOI MYy3UKH
3 1930-x pp. — 3HAKOBA MPOCTOPOBA MYy3HUHA KOMIIO3HILis, IO 3a3BUYAN TCOPETHU3YETHCS K HAOIP 3BYKOBHX
reoMeTpild, BUKOPUCTOBYBaJIa KOHIETITYaJIbHI TPOIHX y BIIACHUX 0araTolapoBUX CIIBCTABICHHIX aKyCTHUYHOIO
Ta Bi3yaJIbHOT'O IIPOCTOPY. 3 OAHOT0 OOKY, My3HKa BTUIIOBaIa B COO1 NPUMITHBHY €CTETUKY—4yTTEBICTH 1 Oyna
BiJOoOpakeHa Ha «aKyCTHYHOMY» TEPMiHI aKyCTHYHOI/Bi3yaJbHOT JBOICTOI CHCTEMH, a 3 Ipyroro — «Exexrpo-
HHA [MOeMay MparHyJjia BU3HAYMTU MiCLEIIOJI0KEHHS «3BYKOBUX 00’ €KTIB» y TIOPOYKHBOMY €BKJIIJJOBOMY IIPO-
CTOpI, O OyJI0 KOHIIENTYaJbHO BUSBICHO Ha «Bi3yaJbHOMY» TEPMiHI aKyCTHYHOTO/Bi3yaJbHOTO OiHAPHOTO.
BiamoBinHO maHWil My3UYHAN TBip OYJIO CTIPSMOBAHO HA HATAHHS aKyCTHIHOMY IIPOCTOPY SIKOCTEH, IO OyiIn
TIOB’sI3aHi 3 MPOCTOPOM Bi3yaJbHUM: pO30ipIHBiCTh, parliOHANBHICTh Ta BU3HAYEHICTh. [HITUMU CIIOBaMH, TIPO-
eKT 3 «Bi3yaizallii», a BiIMOBIIHO 1 pallioHai3aIlii Ta TepuTOpHaizailii 3ByKOBIX 00’ €KTiB OyJI0 BUKOHAHO
3 METOIO IPUPIBHAHHS MY3HUKH A0 PiBHs iHIINX (opM BizyanbHoi KynbTypu. E. Bapese nparnys 3BiIbHUTH 3a-
XiIHYy MYy3HKY Bifi 0araTbox 0OMeXeHb: CHCTEMH 3 OIHAKOBUMH TEMITaMHU, OOMEKEHHUX JAWHAMIYHUX Jiana3o-
HiB, TOHAJILHOI MOBH, TIEpEBArk B PO3BUTKY MEIIOIT Miepe/i TeMOpaIbHOIO MOAYJIsLi€r0. BiH nparnyB 3BinbHU-
TH MY3HKY, 1100 BOHa MOTJIa BUTIPOMIHIOBATH «BIIYYTTS 3BYKOBOT IPOEKIII{ B TPOCTOPI»: «HACTIPAB/II B MY3HUII
TPH BUMIpH: TOPU3OHTATLHUH, BEPTHKAIBHIHN Ta JTUHAMIYHI 301BIICHHS 1 3MEHIIICHHS. 1 J071aM 9eTBEPTHH,
3BYKOBY ITPOEKIIIfO — 1€ BiAUYTTS, 1[0 3BYK HE JIMIIAE HAM HaJlil Ha BiOOPaKEHHSI, BITIyTTA, CXOKE Ha Te, 10
BUKJIMKA€THCS IPOMEHSIMH CBITJIa, IPY BUIPOMIHIOBaHHI CHIIBHUM ITPO’KEKTOPOM — JUIS ByXa, sIK JUIs OKa, Le
BIUYyTTS MpOEKILii, MaHIpiBKa y kocMoc» (Varese, 2004, c. 18-19). Binnosinno xonuenii E. Bapese, mpo-
CTOpOBa My3WKa HE MOB’s3aHa 3 TUCKPETHUMHU MaHIMyJISIIiIMA MEJIOJUYHOTO i TapMOHIYHOTO PO3BHUTKY, a 11
MOBHOI[IHHE BUPAXKEHHSI, 1110 MOTJIO O PO3BUHYTHUCS SIK CTPYKTYPHE 1IiJI€ — II€ JIOriuHa, po30ipiinBa cucTeMa.

B cepeanni XX cT. KOHIIEMIIisI BiI0OpaKEHOTO 3BYKOBOTO 00’ €KTy Oyiia NpUitHATa B 3aXiJHHX MY3UYHUX
Tpaaumisx. Bomgrodac Oyimo copMynmbOBaHO aIETEPHATHBHI Ta PO3IMIUPEHI KOHIIEMIIT IpocTopy. Cepen HuX
Oya iest mpoCTOpy K CYCHUTBEHOTO BUPOOHUIITBA, SIKY JIOCITIKYBaIH XyIOKHUKHU- Ta (PiTocopu-cutyariona-
micty, 30kpema A. Jledesp. 3anpornoHoBaHa HUMH «LTiCHA XyTOXKHSI AIIIbHICTH MaiiOyTHHOT0» IPOIIOHYBAJIa
IHCTPYMEHTH [UIsl TIOETHAHHS Ta 1HTErPYBaHHS JKUTTS 3 CEPEJOBUIIEM B MPOIECI TOETHAHHS 3 «KYJIBTYpPOIO
B 1isiomy». B mpai «The Production of Space» A. Jledep (Lefebvre, 1991, c. 2) Haronorirye, 1110 CTBOPEHHIO
IPOCTOPY CHPHUSIOTH TPU NPOIIECH: POCTOPOBI MPAKTUKHU (IIPOIIECH BUPOOHUIITBA Ta BiATBOPEHHS, TOOTO BIla-
Jla 1 KyJbTypa), peTpe3eHTaIlii MpocTopy (SK IpOCTip perpe3eHTOBAHNN B MOBI) Ta PENPE3CHTATHBHUH MTPOCTIp
(>xvBe, TTOBCSKACHHE CIIPUUHATTS MIPOCTOPY). 3a0X0UYIOUN albTePHATHUBHI MPOCTOPH Ta (GopMH, BiH MiATPH-
MYBaB TA€EMHI IPOCTOPOBI MPAKTUKH 1 LTyKaB Y MUCTELTBI NPUKJIAAN PO3MIUPEHOTO IPOCTOPOBOTO YSIBJICHHS.
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I'. ¥Y3ynsa (Ouzounian, 2008, c. 282) cTBepIKye, 10 BUTOKH 3BYKOBOI 1HCTAIIALII| ITOJISATAIOTH HE B IKOMYCh
OZIHOMY TBOPi 200 MUTI, a B MEPEXKI 171ei Ta MPaKTHK, 110 3MOIIM BUBECTH MPOCTOPOBE YSBICHHS HA EPILUH
IIJIaH 3aXiJTHOTO MUCTEITBA 1 My3UKH B ceperHi XX CT.

[NosiBy Hampukindi 1960-X pp. TepMiHY «MHCTELTBO 3BYKOBOI IHCTAJIALID» B Cy4aCHUX JTUCKYypCaX 3BYKO-
BOT'O MHCTELTBA ITPUMICYIOTh aMEPUKAaHCHKOMY TIEPKYCiOHICTY, 3ByKopexkucepy M. Hoiixaycy, skuii BU3Ha4ae
HOTO SIK TBOPH, B SIKUX «HEMA€ TIOYATKY 1 KIHIIS», a 3BYKH «ITOMIIIEHI B TIPOCTIp, a He Y wac» (Ouzounian, 2006,
c. 73). 3a M. HoiixaycoM 3BYKOBi 1HCTAJIAIT TTO3UITIOHYBAIHCS SIK BHI MHCTCIITBA, III0 MOXKE TTEPETHHATHUCS
3 MOBCSAKICHHUM KUTTSM ITyOJIiKM Ta 3MIHIOBATH 1X CTaBJIECHHS 10 OyA€HHHMX MPOCTOPIB, B IKUX BOHU HPOXKHU-
BaioTb. B 1967 p. BiH cTBOpIOE mepiry 3ByKoBY iHcTassinito «Drive-InMusic» — ycTaHOBKy Oyio po3milieHo
y 3BUYHOMY mpocTopi (y30iudi moporu Ha Byddano), a cyxadi uynu komOiHaLii cCHHYCOiqadbHUX TOHIB, LIO
HECTIO/IIBAHO BiITBOPIOBAIKCS X aBTOMOOUIEHIMY PaioNpuiiMadaMu Ta 3aJ1eKajll BiJl TAKUX YMOB HaBKOJIUIII-
HBOTO CEpPEIOBHUINA SIK BOJIOTICTh Ta CBITJIO.

HatomicTe cydacHi MOCTITHUKA BH3HAYAIOTh 3BYKOBI IHCTAJISIIII SIK «IIPOCTOPOBO-OPTaHI30BaHI 3BYKO-
Bi TBOpM», IO BKJIFOYAIOTH IMUPOKUI HAaOip MPaKTHK, BAPIIOIOYNCS BiJ] IPOCTOPOBOI My3UIHOI KOMITO3HITIT 710
CKYJBIITYpH 3ByKOBOTO riepdopmancy» (Ouzounian, 2008, c. 283).

Ha mymKky 3Bykopexwucepa i TeopeTHka MucTenTsa 3Byko3anucy P. Minapa (Minard, 1996), 3BykoBi iHcTa-
TSIl — e poboTH, IO «aPTHKYIIOIOTEY Ta «3yMOBIIOIOTEY MPOCTIP, BIAMOBIAHO JOIIIBHO PO3MISAATH IX K
YaCTHHY KaTeropii iHCTAISIIHOTO MHUCTELTBA: «B 3BYKOBIH IHCTAJISIMII MU 3HaXOAUMO II0 OCOOJNUBY SIKICTh
B32€MOBIIHOCHH, 1110 BUPAKAETHCSI MK ay/i0, BiJIco Ta/ab0 apXiTeKTYPHUMH €JIEMEHTaMH, JIJIS IKHX 33 [yMaHO
TBip, a TAKOXK MK 3BYKOM, IIPOCTOPOM 1 criocTepiragem» (c. 9).

Jlokaumizaris 3ByKy 3aCHOBaHa Ha aKyCTHYHHX 1 HE aKyCTUYHHAX CHTHAJIaX, 110 IHTErPOBaHi B MO30K, 3 Me-
TOIO OTPUMAaHH O1JIBII TOYHOTO ITPOCTOPOBOTO YSIBIICHHS CIIyXOBOI CIIEHH. B esikix Bumaakax Gpisuyuti 06’ ekTu
CIPHUIMAIOTHCS CIIyXadeM sIK MOTeHLiHI Jkepena 3ByKy (Martorana, 2017, c. 1).

[No3unionyeMo 3BYyKOBY IHCTaJALIIO SIK MPOCTOPOBO OPraHi30BaHHWK 3BYKOBHI TBIp, IO HAJAE MEpeBary
KOHIIETIIIISIM Ta JIOCBILy POCTOPY 1 MicCIisl; MOXKE OyTH CTaTUYHUMHU 200 MOOUTLHIMHU, BKITFOYATH €IIEMEHTH BUKO-
HaHHSA, 3amrcy abo TPAHCIALIT; MOYKE PeTIPe3eHTYBATHCS B KUTHKOX MPOCTOpax 1 yacax (peajbHUX, BIPTyaIbHUX
Ta VSIBHUX ), BiIOYBaTHCS B Tallepesx, My3esX, SIEKTPOHHUX MEPEKax Ta Pi3HOMaHITHUX HETPATUIIIHHAX MICITIX.

JlocmimHUKN CTBEPIKYIOTH, 10 CEPHO3HNI ekoHOMIuHMIA Oap’ep 0 80-X pp. XX CT. HE CIIPUSAB PO3BUTKY
3BYKOBHX 1HCTaJISILIN Ta cayHA-apTy B nitomy (JlykbsiHoBa, 2015, c. 78), OCKiTbKH 3ByKOOOpOOIIOIO4Ya Ta 3BY-
KOBIZTBOPIOIOYA TEXHIKa Oyna JOCHTH IOPOTOI0 1 JIMIIE MAacOBE MOIIUPEHHS NMEPCOHAIBHUX KOMIT IOTEpIB Ta
MIDI — mudpoBoro inTepdeiicy My3ndHHUX IHCTPYMEHTIB — JJO3BOJIHIIO XyAOKHHKAM PO3MOYaTH aKTUBHUH PO3-
BUTOK PI3HOMaHITHHX ()OPM MHCTEIITBA 3BYKY, CIIPOBOKYBABIIIN XBUIIIO PI3HOMAHITHUX cayH/-TIpakTHK (Sche-
del & Uroskie, 2001, c. 4).

3 kinng 1960-x pp. amepuKaHCHKHN KOMITO3UTOp M. AMaxep CTBOPIOE 3BYKOBI IHCTAIISIIIT TSI KOHKPETHUX
MICIIb, TII0 BUPOOIISIOTH PI3HOMAaHITHI NIcCHX0aKycTHuHi edextr. B 1999 p. BoHa BHITyCcTHIIa KOMITAKT-IHCK 13
3aIMCOM JCSIKHX 1HCTASILIN, aKIEHTYIOUH, 10 CIyXaTd iX MOTpiOHO JUIIe Yepe3 IMHAMIKH, a He HaBYLIHUKU
(e moB’s13aHo 31 crienU(iKoI0 MCUX0aKyCTUYHUX e(DEKTIB, sIKi MOXKYTh OyTH TOCATHYTI JIMIIE 32 YMOBH PO3BHT-
Ky 3BYKIiB y (Di3UUHHX apXiTEKTYPHHUX MPOCTOpPax).

HaromicTs aBCTpIHCHKHI apXiTEKTOP 1 XyIOKHHUK 3ByKOBOi iHCTasAwil b. JletitHep y 2003 p. BUITyCTHB KOM-
maxt-muck «KOPFRAUMEY, npusHadeHuii 1yis MPOCIyXOByBaHHS uepe3 HAaBYIIHHKH, a He depe3 JMHAMIKH,
OCK1LTBKH 3BYKOB1 KOMITO3HIIi1 BMIIIYIOTh «TPHUBUMIiPHI 3ByKOBi CKYJIBIITYPH», IO YTBOPIOIOTHCS Y BHYTPIIIHBO-
My HpOCTOPi ciryxaya.

[Touatox XXI cT. 03HaAMEHYBaBCSl aKTHBI3alli€l0 BUCTABOK 3BYKOBOI'O MHCTEITBA, CEpel] SKUX Ha3BEMO
«Mucrenrso 3ByKy» (Jlonnon, ['anepest XeiiBopa, 27 ksitHs —18 uepBHst 2000 p.), «Sonic Process: Hosa re-
orpadist 3Byky» (ITapmx, Lentp XKopxka [Tomminy, 16 sxoetas 2002 p. — 6 ciunas 2003 p.), «Cunn JIrom’epiB:
Icropis 3Byky B mucteurBi XX cromitrs» ([Tapmx, Lentp XKopxa [lomminy, 22 Bepecust 2004 p. — 3 ciuns
2005 p.), «Soundings: A Contemporary Scorex» (Hpio-Hopk, MoMA, 10 cepmast — 3 mucromaza 2013 p.), «Open
Museum. Open City» (Pum, MAXXI, 24 sxoBTHs — 30 nrcronana 2014 p.) Ta iH., a TAKOXK 3pOCTAaHHIM KUTHKOCTI
(ecTuBalIiB 3ByKOBOTO MUCTELITBA, HAIIPUKJIIA, aBcTpanmiichkuii «Liquid Arts», amepukancbki «Sonic Circuitsy
ta «Outer Ear», Himenpki «Klang-Kunst Festivaly, kanaacekuii «Sound Travelsy, smoncekuii «Xebec Sound
Arts» Ta iH.

Ha cyuacHomy erari aynio TEXHOJIOTI JOCSTIIM BHCOKOTO PiBHS PO3BHTKY, BIIMOBIAHO Oararo MoHO()O-
HIYHUX XapaKTEPUCTHK 3BYKY, 30KpeMa YaCTOTHHUH CIIEKTp Ta YacoBa CTPYKTYpa MOXKYTh BiJITBOPIOBATHCS 32
JIOTIOMOTOI0 Cy9acHHUX MIKpO(OHIB Ta TYYHOMOBIIIB 3 TAKOIO SIKICTIO, IO CIyXad HE 3MO)KE BJIOBUTH PI3HHUITIO
MIXX OpUTIHAJIOM Ta BiJITBOPEHHSM.
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BucnoBknu

JlocikenHs BUSBHIIO, 1110 KOHLETILT aKyCTHYHOTO POCTOPY cepeuHn X X CT., [PyHTYIOUHCH Ha OiHApHI
KOHCTPYKIII 40JIOBIYE/5KiHOYE, palliOHAIbHE/ippallioHaIbHE Ta 3aXiJHe/He3axiIHe, 3 METO (OPMYIIFOBaHHS
i1ei akyCTHYHOTO MPOCTOPY SK YYTTEBOTO 1 XAOTHYHOTO, II0 BUHHKIIO JUIS CIIPUHHSTTS PalliOHAIBHOTO Ta
BIIOPSIKYBAHHSI Bi3yaJbHOTO MPOCTOPY, PENPE3CHTYBAM BEJHMKHI MPOEKT B MEXKaX 3aXiJHOT MY3WYHOI
KOMTIO3HITIi: BiIPOMKEHHS PaliOHaILHOTO, JOTITHOTO Ta 00’ €KTUBHOTO CTOCOBHO 3ByYaHHS. BukopucTaHHs
3BYKY SIK OCHOBHOT'O MeJlia CIIPHsi€ PO3KPHUTTIO YHIKaJbHUX MOXKJIMBOCTEH MUCTEITBA 1HCTAJAMLII, OPraHiqHO
MOEAHYIOYM BJIACTUBOCTI MPOCTOPY Ta MICIs 3 XapaKTEpPUCTHKAMH 3BYKY Ta CHEUH(DIKOIO CHPUHHSTTS
JIFOJTHOIO PI3HOMAaHITHUX HOTO aTpuOyTiB, IPONIOHYIOYN HOBATOPCHKUI B3a€EMO3B’ 30K aKyCTUYHOTO MPOCTOPY
3 WOTO 1CTOPHYHHMMH, COLiaIbHUMHU, HapaTUBHUMH, TaKTHIBHUMH Ta (I3UUYHUMH acrieKTaMu. Bracmimok
aHaJi3y MPOTUPIYYSl MIX MPOCTOPOM 1 MictieM, o cHopMylIbOBaHI B IPOCTOPOBO-OPTraHi30BaAHUX 3BYKOBUX
TBOpaxX BHUSBIICHO, 110 MUCTEITBO 3BYKOBOI 1HCTAJIALI] MPOTATOM iCTOPii PO3BUTKY PYXa€ThCS y HAMPSMKY Bill
«IIPOCTOPY» JI0 «MiCIIsT», a00 BiJl aDCOMOTHOTO Ta YHIBEPCaJIHHOTO JI0 PATOBOTO i MPUBATHOTO.

[TepcrieKTHBY TOJANBIINX TOCTIHKEHb MOIATAIOTh B OCMUCICHHI IHHOBAIlIMHMX 3BYKOBHX TEXHOJIOTIH
MIPOCTOPOBOI 3ByKOIEpeadi, 110 BUKOPUCTOBYIOTHCS B IIpolieci 0(hOpMIICHHS ayJioBi3yalbHHX iHCTassmiid. Ha
HAIly IYMKY, L1€ 03BOJISIE€ BUSBUTH crieni(iKy iX 3aCTOCYBaHHs HA Cy4acHOMY €Talli BiAMOB1THO 0COOINBOCTSIM
BHYTPIIIHIX Ta 30BHIMIHIX MPOCTOPIB, 8 TAKOXK HAJATH YSBJICHHS PO JESAKi TEHICHI1 PO3BUTKY MUCTELTBA
3BYKOBOT 1HCTAJIAII] B pETPOCIEKTHBI.
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MHHOBAIIMOHHBIE 3BYKOBBIE | Bonkomop Butanuit Buktoposuy
TEXHOJIOI'YHU ITPOCTPAHCTBEHHOM | IIpenooasamens,
3BYKONEPEJAYMN: PETPOCHEKTUBA | Kuesckuii nayuonansnviii ynusepcumem
3BYKOBBIX UHCTAJJIAIMMU | xyremyper u uckycems,

Kues, Yxkpauna

Lenp cTaThbu — OMPEAETUTH OCOOCHHOCTH Pa3BUTUSI MCKYCCTBA 3BYKOBOW HMHCTAUIAIMA B KOHTEKCTE KOHIICIIIIUI
aKyCTHYECKOro IMpocTpaHcTBa BTopoi mojoBuHbl XX B. — Hauaina XXI Bexka. Metonsl uccnenosanus. Ilpumenena
MEXIUCUUIIMHAPHAST METOOJIOTUSl KPUTUYECKOTO IIPOCTPAHCTBEHHOIO aHAIM3a U KPUTHUUECKUX MCCIIEAOBAHUI B MY3BIKE
JUISL M3y4YEHUs] KOHLENIUNA MMPOCTPAHCTBA M MECTA, CTABIIME OCHOBOM Ul NMPAKTUKU 3BYKOBOW MHCTAUISIMU B CEPEAMHE
XX — paganma XXI B.; CHCTeMHBII W BONIOIMOHHBIA METOMIBI, KOTOPBIC IMOCMIOCOOCTBOBATIN PACCMOTPEHHIO MY3BIKATBHON
HHCTAUIIIAN B 00mIeH (rI0CO(CKO-OHTONOTHYECKOW TUIOCKOCTH C IIENBI0 TIONYYCHHS pPEe3YIbTaToOB, IOJIE3HBIX
B MY3BIKAJIbHBIX M CMEXHBIX Haykax. HayuHas HoBu3Ha. VccienoBaHbl 0COOCHHOCTH (OPMUPOBAHHUS M PA3BUTHUS HCKYCCTBA
3BYKOBOM MHCTAJUBALMM CKBO3b IIPU3MY KOHLEMNIUM aKyCTHYECKOIO IIPOCTpaHcTBa BTOpoi nonoBuHbl XX — Hayana XXI B.;
BIIEPBBIE B OTEUECTBEHHOM HCKYCCTBOBEICHMM CYIIHOCTHBIE OCHOBBI 3BYKOBOM WHCTAJISIIIU OKA3bIBAIOTCS B KOHTEKCTE
TPAKTOBKM KOHIIETIIIMN OTPaKCHHOTO 3BYKOBOTO OOBEKTA, ANBTCPHATUBHBIX M PACIIMPEHHBIX KOHIICTIIIMH TPOCTPAHCTBA,
B YaCTHOCTH KOHIICTIIMH TIPOCTPAHCTBA KaK OOIIECTBEHHOTO MPOW3BOJCTBA; PACCMOTPEHO TIOHATHE «IIPOCTPAHCTBEHHBIN
3BYK», «IPOCTPAHCTBEHHAS! MY3bIKa» U «My3bIKaJbHasi HHCTAUISILMDY; CPEACTBA 3BYKOBOW OHTOJIIOTMH IPOAHATU3UPOBAHbI
B HEMOCPEJCTBEHHOW CBS3U C OHTOJOTMSIMHM IPOCTPAHCTBA W MecTa. BoiBoabl. MccnenoBaHue mokas3ano, YTo KOHLEMLIUU
AKyCTHUYCCKOTO TPOCTPAHCTBA CepeiuHbl XX B., OCHOBBIBAasCh HAa OMHAPHBIX KOHCTPYKIMSX MYKCKOEC / IKCHCKOE,
panroHaIbHOE / UPPAIIMOHAIBHOE | 3allaHOE / He3amaqHoe, C [Ebi0 (OPMYIUPOBAHKS HICH aKyCTHYECKOTO MPOCTPAHCTBA
KaK 9yBCTBEHHOTO 1 XaOTHYHOTO, BOSHUKIIIETO sl BOCTIPUSATHS PAIMOHAILHOTO U YIIOPSIOYEHUS BU3YaJTIbHOTO MPOCTPAHCTBA,
MIPENCTABIUTN  OOJNBIION MPOEKT B TpexeNax 3amajHONd My3BIKaJbHOW KOMITO3HIIMU: BO3POXKICHHE pAMOHATIBHOTO,
JIOTHYECKOTO W OOBEKTHBHOTO OTHOCUTEIHHO 3BY4aHHMs. VICTIOMb30BaHIE 3ByKa B Ka9eCTBE OCHOBHOTO ME[Ha CIIOCOOCTBYET
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PACKPBITHIO YHHUKAIBHBIX BO3MOKHOCTEH HMCKyCCTBa MHCTAJUIAILMH, OPTAHMYHO COYETas CBOMCTBA MPOCTPAHCTBA W MECTa
C XapaKTEepHCTUKAMH 3BYKa M CIEIM(UKONW BOCTIPUSATHS UEITOBEKOM Pa3IMYHBIX €r0 aTpuOyTOB, Hpeasaras HOBATOPCKYIO
B3aUMOCBSI3b AKYCTHUECKOTO IIPOCTPAHCTBA C €r0 HUCTOPUYECKHMH, COLUAJbHBIMU, HAPPATUBHBIMU, TAKTHIBHBIMU
1 HU3NYECKUMU Ka4eCTBAMH.

Kniouegvie cnosa: 3BykoBasi MHCTAJUIALMSL; IPOCTPAHCTBO; MECTO; 3BYK; 3ByKOIEpEaaua; «IIPOCTPAHCTBEHHBIH 3BYK»

INNOVATIVE SOUND TECHNOLOGIES | Vitalii Volkomor
OF SPATIAL SOUND TRANSMISSION: | Lecturer,
A RETROSPECTIVE OF SOUND | Kyiv National University of Culture and Arts,
INSTALLATIONS | Kyiv, Ukraine

The purpose of the article is to determine the peculiarities of the development of the art of sound installation in the context
of the concepts of acoustic space in the second half of the 20th — beginning of the 21st century. Research Methodology. The
interdisciplinary methodology of critical spatial analysis and critical research in music has been applied to study the concepts
of space and place, which became the basis for the practice of sound installation in the middle of the 20th century and the
beginning of the 21st; systemic and evolutionary methods that have contributed to the consideration of the musical installation
in the general philosophical and ontological plane in order to obtain the results useful in music and related sciences. Scientific
Novelty. The peculiarities of the formation and development of the art of sound installation through the prism of the concepts
of acoustic space of the second half of the 20th — beginning of the 21st century have been studied; for the first time in Ukrainian
art studies, the essential foundations of sound installation are revealed in the context of the interpretation of the concept of
a reflected sound object, alternative and extended concepts of space, in particular, the concept of space as a social production;
the concepts of “spatial sound”, “spatial music” and “musical installation” have been considered; the means of sound ontology
have been analysed in direct connection with the ontologies of space and place. Conclusions. The study has revealed that
the concepts of acoustic space of the middle of the 20th century, based on the binary constructions male/female, rational/
irrational and Western/non-Western, in order to formulate the idea of acoustic space as sensual and chaotic, which arose for
the perception of rational and ordering of visual space, represented a large project within the Western musical composition: the
revival of rational, logical and objective as to the sounding. The use of sound as the main media contributes to the disclosure of
the unique possibilities of the art of installation, organically combining the properties of space and place with the characteristics
of sound and the specificity of human perception of its various attributes, offering an innovative relationship of acoustic space
with its historical, social, narrative, tactile and physical qualities.

Keywords: sound installation; space; place; sound; sound transmission; “spatial sound”
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STYLISTIC AND GENRE ELEMENTS | Viktoriia Danylets
OF HUTSUL AND GURAL FOLKLORE | PhD student, concertmaster,
IN THE WORKS OF UKRAINIAN | ORCID: 0000-0002-3070-1778,
AND POLISH COMPOSERS | e-mail: danylets1985@gmail.com,
Vasyl Stefanyk Precarpathian National University,
57, Shevchenka St., Ivano-Frankivsk, Ukraine, 76000

The purpose of the article is to find out the key features for authentic music of the mountain areas in Ukraine and Poland
and to characterise the influence of Hutsul and Gural folklore on the work of outstanding Ukrainian and Polish composers in
the latter half of the 20th century. The research methodology is based on the theoretical, historical, comparative and analytical
methods. The article applies methods of generalisation and concretisation of the scientific material. They are to understand the
influence of genre and stylistic elements of Hutsul and Gural folklore on the work of significant Ukrainian and Polish composers.
The scientific novelty of the study is in deciding the stylistic and genre elements of Hutsul and Gural folklore in the works
of composers of Ukraine and Poland of the research period. The main features of Hutsul folklore, namely free improvisation
of the melody line, original rhythm system and unique colouristic, have masterfully transformed into the creative principles
and stylistic and genre structure of prominent Ukrainian composers’ musical works. They are V. Barvinsky, N. Nyzhankivsky,
M. Kolessa, and A. Kos-Anatolsky. The features of Gural folk melodies can be traced in the genre and style within the works
of Polish artists as K. Szymanowski and W. Kilar. The article has learnt that Hutsul and Gural’s folklores are tied by the dance
music, lively rthythm and a wide range of variations in melodies. Conclusions. Reinterpretation of the genre and stylistic
elements of Hutsul and Gural folk melodies is a force to recreate vivid images of archaic Carpathian folklore in the works of
Ukrainian and Polish composers. The works of V. Barvinsky, N. Nizhankovsky, M. Kolessa, K. Shimanovsky and others are
patterns of the national musical style, demonstrating the highly artistic transformation of Hutsul and Gural folklore. Kolomyjka
in F-sharp minor by N. Nyzhankovsky, Three Kolomyjky by M. Kolessa, Harnasie Ballet by K. Szymanowski introduce new
structural and compositional trends based on national traditions.

Keywords: Hutsul folklore; Gural folklore; composer art; folk tradition

Introduction

Musical folklore of Ukraine and Poland is a bright art phenomenon in the context of professional musical
art. The relevance of the study lies in the description of the stylistic and genre elements of Hutsul and Gural
folklore, which are formative means within the composite patters of composer’s national art in the latter half
of the 20th century.

Outstanding musicologists L. Kyianovska, S. Pavlyshyn, and O. Kozarenko study the features of Hutsul
folklore in the works of West Ukrainian composers of the 20th century. O. Kozarenko’s monograph “The Phe-
nomenon of the Ukrainian National Musical Language” is devoted to the study of stylistic features of Hutsul
folklore. I. Zinkiv, T. Kalmuchyn-Dranchuk, S. Kudrynetsky and L. Sadova studied the reinterpretation of the
kolomyjka and the influence of its genre and stylistic elements on the work of Ukrainian artists.

The musical folklore of Poland, in particular the critical features of Gural music, was considered by P. Da-
khlih in the monograph “Folk Music in Modern Society”. A. Hybinsky’s (1976) scientific intelligence “Karol
Szymanowski and Pidgallia” is devoted to the transformation of genre and stylistic elements of Gural folklore
in the musical work of K. Szymanowski.

The scientific novelty of the study is in outlining the stylistic and genre elements of Hutsul and Gural
folklore in the works of composers of Ukraine and Poland.

Purpose of the article
The main purpose of the article is to highlight the key features for authentic music of the mountain areas in

Ukraine and Poland and to characterise the influence of Hutsul and Gural folklore on the work of outstanding
Ukrainian and Polish composers in the latter half of the 20th century.

© Viktoriia Danylets, 2020
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Main research material

The West Ukrainian music of the first half of the 20th century is an interesting and diverse phenomenon
in the context of the world musical art. The aesthetic platform of Halychyna musical art was influenced by
different ethnic cultures, in particular, Polish, Czech, Austrian, each of which left its unique imprint and
enriched Ukrainian culture. The main style direction reflected in works by domestic composers of the early
20th century was romanticism. “Trying to bring fresh ideas to the romantic music standards, which almost
reached their limits, the 20th-century composers started using sharp folk tunes, rhythms, melodies, ways
of development of melodic thought...This resulted in the most lasting aesthetic music direction of the 20th
century as Neofolklorism” (Sadovenko, 2011, p. 174). At the same time, the music encompasses stylistic
tendencies of Impressionism, Expressionism, Symbolism, Neoclassicism, and Neofolklorism.

The broad palette of styles of the West Ukrainian music is borne out by the experience of Halychyna
composers, who have mostly obtained their professional music education in the Czech Republic and Austria.
The semantics of Halychyna music is inextricably linked with West Ukrainian musical dialects — Hutsuls,
Lemkos and Boyko’s. Particular attention should be given to the Hutsul theme creating numerous opportuni-
ties to be reinterpreted and processed by composers. The Hutsul musical tradition is characterised by bright
melodics, passionate rthythm and a specific tonal and harmonic character. Particular attention should be
paid to the genres of authentic Hutsul dances, including kolomyjka, which is a universal ancient archetype
of Ukrainian folklore. Hutsul motifs are masterfully embodied in works by the West Ukrainian composers,
namely V. Barvinsky, N. Nyzhankivsky, M. Kolessa and A. Kos-Anatolsky.

Their music work was based on Kolomyjka as the central genre of Hutsul music. Kolomyjka is char-
acterised by a passionate tempo, improvisation, syncopated and dotted rhythm, bright grace of the melody
pattern, rapid pace. The specific nature of kolomyjka sets it apart from other Ukrainian dancing genres.
Because of its poetic form, kolomyjka is considered to be one of the most improvisational genres. O. Koza-
renko (2000)has appropriately identified the role of kolomyjka: “Due to its popularity, the kolomyjka genre
has become a general symbol of Halychyna in the national musical language™ (p. 180). This statement is not
an exaggeration, but rather a statement of fact that kolomyjka is the main genre in West Ukrainian music. Of
particular note is the ability of its stylistic elements to a wide variety of transformations within the frame-
work of the composer’s reinterpretation. O. Kozarenko (2008) rightly remarks that “the genre of kolomyjka
gives free rein to introduce one’s ideas, inspired by the influence of modern artistic tendencies. Thus, kolo-
myjka became a genre generalisation for “Hutsul secession” in Galician music* (p. 29).

Apart from being used in the final parts of extensive musical pieces, kolomyjka is reflected in inde-
pendent musical compositions. The musical and illustrative structure of kolomyjka has become a productive
workshop for many outstanding Ukrainian composers, whose work marked the progress of the national
musical language. S. Kudrynetskyi (2010) claims that “...the kolmyjka form is older than the genre, and the
14 lines couplet model was formed even before the settlement of the Slavs™ (p. 20).

Among Halychyna composers, who used Hutsul folklore, in particular, kolomyjka, Vasyl Barvinsky
is the most distinguished. The significant features of the individual style of the composer are 1) formative
factor of folklore; 2) application of new composition techniques; 3) complete style pattern (Impressionism,
Neoclassicism, Symbolism, Romanticism). The high professional level of V. Barvinsky has developed un-
der the influence of V. Novak, a well-known Czech composer. V. Barvinsky had masterfully redefined the
Ukrainian folk songs; his music is predominantly lyrical. At the same time, the impressionistic harmony and
texture principles of the musical fabric’s development give the sound a warm and soft colour, elegant charm
and an exquisite emotional sound palette. In his works, the composer uses Lemko, Transcarpathian and Hut-
sul folklore. Having reinterpreted the melodic and rhythmic features of the West Ukrainian musical dialects
delicately, he created highly artistic samples of chamber piano music. In his piano works, V. Barvinsky fre-
quently uses kolomyjka motifs. The texture of his miniatures is mostly polyphonic and is characterised by
the presence of supporting voices. Hutsul themes in a masterful artistic reinterpretation can be clearly traced
in the chamber and piano music by V. Barvinsky. Apart from the impressionistic tendencies, V. Barvinsky’s
works reflect the features of Neofolklorism, as manifested in the modern approach to the reinterpretation
of folk intonations. L. Kyianovska (2000) points out that “...Barvinsky is biased towards the “polystylistic
multiplicity of folklore themes within the context of different past styles influenced by Secession and Sym-
bolism” (p. 190).

The composer’s focus was on the genre of piano miniatures, which corresponded to his lyrical type of
musical expression. It may be explained by the high internal aesthetics and spirituality of the composer and
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his chamber presentation of musical content. After all, the priority orientation of V. Barvinsky’s creative
method was folklore singing as the basis for the variant variational principle of musical structure. It is the
variation that is the composer’s main compositions principle. Particular attention should be paid to V. Barvin-
sky’s Preludes characterised by impressionistic colour, new harmonic findings and expressive folklore intona-
tion. The characteristic features of Hutsul folklore are presented in Prelude No. 3, which S. Pavlyshyn (1990)
refers to as “stylised kolomyjka” (p. 11). Other examples of the reinterpreted traditional Carpathian folklore
are two Hutsul kolyadkas for the small symphony orchestra.

V. Barvinsky frequently used the method of stylisation of the kolomyjka genre. This method was im-
plemented in the finale of the piano trio in A minor, in Kolomyjka from the children’s piano plays cycle Our
Sunshine Plays the Piano and kolomyjka from the Ukrainian Suite. V. Barvinsky played a significant role in
the development of Ukrainian musical art, in particular, piano music with an expressive folklore background
and high European traditions.

Another Galician composer, N. Nyzhankivsky, also plays a significant role in the process of establishing
the national style of Ukrainian composers art. The composer’s artistic manner combines the trends of Euro-
pean musical art and the folklore component, in particular the stylistic features of Hutsul music. The features
of Hutsul folklore are clearly expressed in the polyphonic composition Prelude and Fugue on Ukrainian folk
themes. The musical frame of the work uses dance genres of folklore as kozachok, hopak and kolomyjka.

The kolomyjka genre features have become the main formative features in Kolomyjka in F-sharp minor
by N. Nyzhankivsky. The work traces the features of Hutsul folklore in combination with Neromantic style
trends. The composition is written in a complex three-part form, where the main principle of thematic devel-
opment is variability. N. Nyzhankivsky’s kolomyjka is an expressive example of the stylisation method. The
skilful use of technique and expressive components of Hutsul folklore, such as syncopated rhythm, tonality
and harmonic features, short movements and fast tempo, indicate the folk genre and stylistic background of
the work. N. Nyzhankivsky, along with V. Barvinsky, consolidated the national frameworks in Ukrainian
musical art, creating beautiful examples of piano music, where the main semantic dominant is folklore in its
ethnic local diversity.

Among the outstanding Ukrainian composers, Mykola Kolessa deserves special attention. The compos-
er’s individual music style is characterised by Neoclassical and Neofolklorism tendencies. He is considered
to be the first West-Ukrainian modernist. M. Kolessa’s piano works synthesised the primary folk sources and
modern means of musical expression. The artist’s creative manner combines both the impressionistic stylis-
tic tendencies and the intonational and rhythmical diversity of Hutsul music. The suite for orchestra /n the
Mountains and the piano suite Pictures of Hutsulshchyna are examples of variational development of musical
content. The Hutsul style and Impressionism character of M. Kolesa’s compositions represent a new chapter
in the development of the National composite art of Ukraine in the first half of the 20th century. Particular
attention should be paid to the harmonic language used in the composer’s works. The innovative features of
the harmonic language are reflected in the following aspects: 1) folk tunes intonations; 2) the use of chromat-
icism; 3) reinterpretation of dissonance as a dramatic principle of compositional structure.

The energy and the rapid pace of piano works by M. Kolessa make them similar to those of the tradition-
al Hutsul dances. The unique colour of the sound in the compositions is achieved with the help of selected
compositional techniques: the use of folk tunes, sharp syncopated articulation, constant change of meter and
rhythm, imitation of the sound of trembita, cymbals, jaw harp, violin and other folk instruments on the back-
ground of polyphonic textures. “His piano music is not pianistic... It is enlarged and decorated with piano tex-
ture; however it is based on a more compact sphere of triple music” (Vorobkevych & Kashkadamova, 2004,
p- 156). It is worth noting that in the work of M. Kolessa, the kolomyjka genre is naturally and innovatively
transformed in piano compositions. Three Kolomyjky is a bright example of reinterpretation of stylistic and
genre elements of Hutsul folklore (1958). The national style of M. Kolessa’s work has played an important
role in Ukrainian musical art. Moreover, it declared the uniqueness and universality of folk music in the con-
text of compositional reinterpretation and connection with modern trends of the 20th century.

Hutsul themes in its extensive artistic, symbolic, genre and stylistic pattern are vividly embodied in the
works of A. Kos-Anatolsky, a significant Ukrainian composer of the second half of the 20th century. The
following artist’s piano works depict the picturesque landscapes of the Carpathians. They are Homin Ver-
khovyny (1954), Hutsul Toccata (1958), the piano suite Blue Mountains (1969), Mountain Legend (1974).
A. Kos-Anatolsky’s piano pieces are mostly virtuosic and are characterised by a concert type of presentation.
At a high artistic level, the composer reinterpreted genre and stylistic elements of kolomyjka at the tonality,
harmonic, textured and timbral-colouristic levels of musical and compositional structure in his unique pi-
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ano works. A. Kos-Anatolsky’s music, especially his piano works, once again emphasise the prospects and
uniqueness of the composer’s method of stylisation, which is based on the archaic semantics of Carpathian
folklore and open up unlimited opportunities for artistic interpretations.

Folk musical traditions have also become an artistic and semantic background in Polish musical culture.
Dance genres of national folklore, in particular Gural folklore, played a special role in professional instrumen-
tal music in Poland. The work of the notable Polish composer K. Szymanowski represents an extrapolation of
stylistic elements of Gural folklore combined with the aesthetics of secession style. An outstanding example
of the interpretation of the Gural motifs in professional music is the ballet Harnasie by K. Szymanowski. It
combines the archaic folklore and modern techniques of composer writing.

An outstanding Polish composer of the second half of the 20th century W. Kilar also approached Gural
folklore in his work. The artist’s symphonic poem Krzesany represents a new chapter in the transformation
of stylistic and genre elements of folklore in the composer work of the mountainous area in Poland. The use
of folklore features combined with the technique of minimalism gives W. Kilar’s music simplicity, freshness
and artistic originality.

Conclusions

The compositions of Ukrainian and Polish artists emphasise the significant potential and prospects of folk
music in the context of professional composers art. It was the archaic nature of the genre and stylistic structure
of folklore that opened up new opportunities for tonality, harmonic, textured, timbral renewal of the musical
language of composers following the modern aesthetics of the secession style characteristic of the first half
of the 20th century. Musical works by V. Barvinsky, N. Nyzhankivsky, M. Kolessa and A. Kos-Anatolsky,
K. Szymanovsky and W. Kilar represent a highly artistic interpretation of stylistic and genre elements of the
national folklore of Ukraine and Poland. In the works of V. Barvinsky, N. Nyzhankivsky and M. Kolessa, gen-
re and stylistic features of kolomyjka are articulated actively. The melody, rhythm, tonality and harmony of
music follow it, in particular in the piano miniatures of composers like Prelude in G Minor by V. Barvinsky,
Kolomyjka in F-sharp minor by N. Nyzhankivsky and the piano cycle Three Kolomyjky. A bright illustration
of extrapolation of Hutsul folklore is the piano work of A. Kos-Anatolsky. The melodic pattern, rhythm,
texture and harmonic structure of the works Hutsul Toccata, Homin Verkhovyny and Mountain Legend by
A. Kos-Anatolsky emphasise the highly artistic stylisation of genre and stylistic elements of Hutsul folklore.

Genre and stylistic features of Gural folklore are represented in the ballet Harnasie by K. Szymanovsky
and the symphonic poem Krzesany by W. Kilar. The distinct Gural dance rhythm, the grace of the melody
line and the timbral features of the mountain folklore of Poland can be clearly traced in the compositional
structure of these works.

The issue of interpretation and transformation of stylistic and genre elements of the primary folklore
source in composer art is in for further consideration and research because national folklore in its aesthetic,
semantic, genre and stylistic aspects is a unique source for compositional reinterpretation and stylisation.
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CTUJIBOBI TA )KAHPOBI EJIEMEHTH | Tanunens Bikropis Bonogumupisaa
I'YIHVYJAbCBKOI'O U I'YPAJIBCBKOI'O | Acnipanmxa, konyepmmeiicmep,
DOOJIBKJIOPY B TBOPYOCTI | IBH3 «Ilpuxapnamcvruii nayionanvruil ynisepcumem
YKPAIHCBKHUX I MOJOBbCBKUX | iveni Bacuns Cmegpanuxay,
KOMIIO3UTOPIB | Isano-®panxiecox, Yipaina

Mera crarTi — 3’CyBaTH 0COOIMBOCTI aBTEHTHMYHOT My3UKH TipChbKUX perioHiB Ykpainu ta [Tonbiui, oxapakrepusyBaTu
BIUIUB I'YIYJIbCHKOIO 1 TYpaiabChKoro (hOIBKIOPY Ha TBOPYICTh BUAATHUX YKPATHCHKHX Ta MOJBCHKUX KOMIIO3UTOPIB JPYroi
monoBrHE XX CT. MeTomooriss AOCHiKeHHS Tepen0dadac BUKOPUCTAHHS TEOPETHYHOTO, iCTOPUYHOTO, KOMITAPaTHBHOTO,
AHAJITHYHOTO METOMIB, y3aralbHEHHS Ta KOHKPETH3allil HAyKOBOTO Matepiany 3 00paHoi mpoOieMaTHKH — JUIS OCMUCIICHHS
BIUIMBY JXKaHPOBO-CTHJIBOBHX EJIEMEHTIB TYIYJIIbCHKOTO M T'ypaJbChKOTO (DOIBKIOPY Ha TBOPYICTH 3HAKOBHX YKPATHCHKHX
Ta MOJIBCHKUX KOMITO3UTOPIB. HaykoBa HOBHM3HA JOCHIIKEHHS MOJSTAa€E y BU3HAYCHHI CTUIILOBUX Ta JKAHPOBHX EIIEMEHTOB
T'YIYJIbCBKOTO 1 TYpalibchbKOTO (DOJIBKIIOPY B TBOPUOCTI KOMIIO3uTOpiB Yipainu it [Tonbiii nociimpkyBanoro nepiony. Bussieno
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BcraHnoBneHo, 110 TYIYIbChKUI Ta IypaibChbKui (QOIBKIOP CIIOPIAHIOIOTH TAHIIOBAJIEHAH XapaKkTep My3UKH, 3aMaJbHAN pUTM
Ta MIMPOKUH CIIEKTp BapiauiiiHoCcTi Menoanku. BucHoBku. [lepeocMucieH s )KaHPOBO-CTHIILOBHX €JIEMEHTOB T'yIYJIbCHKOTO
Il TypaJbCbKOT0O MeJIoca — Lie MOIITOBX JIO BIITBOPEHHS SICKpaBUX 00pasiB apXaivHOro Kaprnarchbkoro (oibKIOpy B TBOPYOCTI
YKpaiHChKUX 1 MONbChKUX KoMro3uTopiB. TBopu B. Bapsincekoro, H. HmxkankiBeskoro, M. Korecen, K. IllnmanoBchkoro
i 1H. € B3IpIIMU HAITIOHATFHOTO MY3HYHOTO CTHIIIO, SIKi IEMOHCTPYIOTh BHCOKOXY/IOKHIO TPAHC(OPMAINIO TYIYAbCHKOTO Ta
rypanscbkoro Qomnpkiopy. Komommiika da-mie3 minop H. Hikarkiseskoro, «Tpu xonomuiikmy» M. Koneccn, 6anmer «XapHaci»
K. [llnmMaHOBCHKOTO MPE3EHTYIOTh HOBI CTPYKTYPHO-KOMITO3HITIHHI TEHACHIIIT, SKi 0a3yI0ThCS Ha HAL[IOHATBHUX TPAJHUIIisX.

Kniouosi cnosa: TynynbChbkui (DOJBKIOP; TYpalbChbKHUN (DOJIBKIIOP; KOMIO3UTOPChKAa TBOPUICTB; (hoibKIOpHA
TpamuIlist
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CTUJIEBBIE U )KAHPOBDIE | Jlanuner Bukropust Biagumuposha
AJIEMEHTDBI I'VUYJIBCKOI'O | Acnupanmxa, konyepmmeticmep,
U I'YPAJIBCKOI'O ®OJIBKJIOPA | I'BY3 «Ilpukapnamckuii Hayuonansuwlil ynueepcumen
B TBOPUYECTBE YKPAUMHCKMUMX | umenu Bacunus Cmegpanvixay,
N IMOJIBCKUX KOMITIO3UTOPOB | HUsano-dpanxosck, Yepauna

Llens wWccnenoBaHWs — BBIACHUTH OCOOCHHOCTH AyTEHTHYHONW MYy3BIKM TOPHBIX PETHOHOB YKpawHbl U [lombmim,
0XapaKTepH30BaTh BIMSIHUE I'YIYJIHCKOTO M TYpalbCKOro (hOIbKIOpa Ha TBOPUECTBO BBIAAIOMIMXCS YKPAMHCKUX H MOJBCKUX
KOMIIO3UTOPOB BTOPOI1 oJ0BHHBI XX Beka. MeTo0norus neeinei0BaHus IpeyCMaTpUBAET UCIIOIb30BAHIE TEOPETUUECKOTO,
HCTOPHYECKOr0, KOMIAPaTHBHOTO M aHAJIMTHYECKOrO0 METOJ0B, OOOOIIEHHS M KOHKPETH3alMMd HayyHOTO Marepuaja Io
n30paHHON TMpoONeMaTike — JUISi OCMUCIICHUSI BIMSHHUS JKaHPOBO-CTUJICBBIX DJIEMEHTOB TYIYJIBCKOTO W T'ypajbCKOTO
(ornbKIIOpa Ha TBOPUECTBO 3HAKOBBIX YKPAUHCKHX U MOJIBCKUX KOMITO3UTOPOB. Hay4Hast HOBH3HA HCCIeJOBaHMS 3aKITI04aETCS
B OIpPENEICHNN CTUIIEBBIX M JKAHPOBBIX 3JIEMEHTOB TYIYIBCKOTO M I'ypalbCKOTO (hOIBKIOpa B TBOPYECTBE KOMIIO3HUTOPOB
Vxpaunns! ullosbimm nceneryeMoro nepruoa. BeIsBieHbI TAKHE 31IEMEHTHI Ty LYIIbCHKOTO (DOJIBKIIOPA, KaK UIMITPOBU3ALIMOHHOCTD
MEJIONYHON JINHHIHI, CBOCOOPA3Hasi PUTMHUKA M KOJIOPHCTHKA, KOTOPBIE MACTEPCKU TPAHC(OPMHUPOBAIIUCH B )KaHPOBO-CTHIICBOH
CTPYKType IPOM3BEACHNH BBIIAIOIUXCS KOMIIO3UTOPOB YkpanHsl — B. bapeunckoro, H. Huxankosckoro, M. Koneccsl, A. Koc-
AmnatonbcKoro. YepTsl rypajbCKOro MeIoca YETKO MPOCIEKUBAIOTCSA B KaHPOBO-CTUIIEBOM acClEKTe TBOPUYECTBA MOIBCKUX
xomno3utopoB— K. [llumanosckoro, B. Kuisipa. YeraHOBIIEHO, 4TO MY ITyIIBCKUI U T'ypabCKUH (POIBKIIOP POHSAT TAaHIEBAIbHBIN
XapaKkTep My3bIKH, 3aKUraTelIbHbll PUTM U LIMPOKUM CIEKTP BapUAaLMOHHOCTH Menoauku. BeiBousl. Ilepeocmbicienue
KaHPOBO-CTHJIEBBIX 3JIEMEHTOB T'YIYJICBKOTO M TYpaJbCKOTO MEJIOoCa — 3TO TONYOK K BOCCO3JAHMIO SIPKHX 00pa3oB
apXangHOTO KapMaTCKOro (hOIBKIOPA B TROPUECTBE YKPANHCKMX 1 MOIBCKHX KOMITO3UTOpoB. IIponssenenns B. bapeunckoro,
H. Hmwxankosckoro, M. Koxeccrr, K. [llnmaHoBCKOTO 1 /ip. SIBISIOTCS 00pa3liaMy HAIMOHATIBHOTO MY3bIKAIBHOTO CTHIIS,
KOTOpBIE JIEMOHCTPHPYIOT BBHICOKOXY/IOKECTBEHHYIO TPaHC(HOPMAIHUIO TYIYIECKOTO U T'ypaibckoro (onbkiaopa. Komomsriika
¢a-mue3 munop H. Hmxankosckoro, «Tpu konomsliiku» M. Koneccsl, 6aner «Xapuacu» K. [1lnMaHOBCKOTO NpecTaBisioT
HOBBIE CTPYKTYPHO-KOMITO3UIIMOHHbBIE TEHACHIIMH, KOTOpbIe 0a3upyIOTCs Ha HALMOHAIBHBIX TPaJHUIHSIX.

Kniouegvie cnosa: TymynbCKui (OIBKIOp; TypalbCKUH (ONBKIOP; KOMIIO3UTOPCKOE TBOPYECTBO; (DOJIBKIOpHAS
TpajuLns
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Mera crarTi — 3’sCyBaTH 3aBAaHHs 1 crienudiky isUTBHOCTI KOHIIEPTMEWCTepa B CydyacHOMY HaBYaJbHOMY TIPOIIECi
3aKiTaiB BUMIO1 OcBiTH. s peamizalii METH BUKOPHCTAHO TaKi METOAW: aHAJIOTii — IS BUSABICHHS TPYIHOIIB Yy po0OOTi
KOHILIEPTMEHCTepa; PeTPOCIEeKTHBHUN — UL OCMHCICHHS mpodecii KoHLepTMelcTepa; nmepcoHamizaumil, mo 3ade3nedye
PO3KPHUTTSI BHECKY BHAATHMX KOHIEPTMEWCTEPIB y PO3BHTOK I1IbOTO (haxy; TepMEHEBTHYHHH, SKUH CIpUsB poOOTi
3 TEpIIOJDKEepeIaMH, IXHIM BiJIOOPOM 1 CHCTEMaTH3alli€lo; CHHKPETUYHUH — JUIS BUCBITJIICHHS OCOOJMBOCTEH MHCTELTBA
KOHIIEPTMEHCTEpCTBA Y TIO€IHAHHI BCIX HOro cKitaHKKIB. HaykoBa HOBHM3HA CTATTI TOJIATAE Y BU3HAYCHHI OCHOBHUX (DYHKILIH
KOHIIEpTMelicTepa Ha Cy4acHOMY eTalll; y3araJbHEeHHI TeOPETUKO-IIPAKTUYHUX HAIPAIFOBaHb BIIOMHUX JAOCIIAHHUKIB Ta aBTOpa
CTaTTi K TPEACTAaBHUKA Ili€i mpodecii; peTpOCHEKTHBHOMY aHaNi3i CKJIAHOIIIB 1 MepeBar KOHIEpTMeHcTepchKoro daxy
BIpoaoBx XX — nmoyatky XXI cT. BucHOBKH. 3’sCOBaHO 3aBIaHHA Ta CIIENUQIKY TiSUTBHOCTI KOHIIEPTMEHCTEepa B CyIacCHOMY
HaBYaIFHOMY TIPOIIECi 3aKJIa/IiB BUIIOI OCBITH. Ha 0CHOBI poaHaNi30BaHUX HAyKOBHX MPAIlh BiJOMUX YICHHX i KOHKPETHUX
TIPUKJIa/iB KOHIIEPTMEHCTEPChKOi MallCTepPHOCTI BUCBITIIEHO HAMCKIIAHIIII TEXHOIOTii poOOTH KOHIEpTMeicTepa. 3HaYHy
yBary MmpujaiieHo npodeciiiHiii MiAroToBHi 1 PIiBHIO XyHOKHBOI KyJIBTYPH aKOMIIaHiatopa, WOTro 3aTHOCTI MparioBaTH
3 BOKaJlicTaMH, INTMOOKOMY PO3yMIHHIO MY3HYHOTO TBODY, 1110 CIIOHYKA€ BOKAJICTa JI0 CIIUILHOT TBOPYOT POOOTH, JOCKOHAIIOTO
3HAHHS My3HYHOTO i TIOETUYHOTO TEKCTY BOKAIBLHOTO TBOPY, POOOTH HaJl apTHKYIISIIEI0, TEMIIOPUTMAMH, 32C00aMH My3HIHOT
BUPA3HOCTI B Xy[JO’)KHHOMY BUKOHAHH| TBOPY, BOKAIFHUM JUXaHHIM — yciMa CKIIQIHAKAaMH, KOTPi TO3HAYAIOTHCS Ha KIHI[EBOMY
Ppe3yIIbTaTi CIIiBMpaIli BOKANICTa i KOHIIEpTMEHcTepa.

Knrwouosi crosa: xoHIEepT™MeicTep; BOKaicT; aHcaMOJIb; XyJ0XKHE BUKOHAHHS; My3HYHHUI TBip; TEXHOJOTIT; myOIiKa;
3aKJ1a]] BUILOI OCBITH

Beryn

[Ipobnema cmiBmparii KOHIEpTMEHCTepa H BOKaIiCTa € OJHIECI0 3 MPOBIMHUX Y TpodeciiHiil My3UdHIN
OCBITI. Y HaIll Yac HOBITHIX TEXHOJIOTiH, KOJU MY3WYHUH TBip MOKHA BHKOHATH Tiji (pOHOTpamy abo 30B-
ciM He BMKOHYBaTH, a JIMIIE iMITyBaTd BOKall, Y HE BHUEpIana ce0e YHIKaIbHICTh TBOPYOTO TaHIAEMY —
«BOKauticT-koHIepT™MelcTep»? [IpoTe Takuid migXiJ i cTaBIEHHs CONiCTa-BOKAIICTa HE MpPUHECE YCIiXy Hi
oMy, Hi OT0 ciyxadam, He 3aJUIIATh ITO3UTUBHUX €MOIIN TICIIs KOHIEPTY, TOMI SIK CONICT, KOTPUI BUCTYTIa€e
ITiT )KUBUHM aKOMITAHEMEHT, BUKJIMYE 30BCIM 1HIII BIAIYTTS 1 KOHTAKT i3 myOmikoro. CydacHi IporpaMu IEBHOIO
MIpOIO JIOTIOMAaraloTh B OKPEMHX MOMEHTaX CHUIbHOI poOOTH BOKaTicTa i KOHIIEpTMEWCTepa, TOIETIIyIOun
IXHIO CITIBIIPALlIO, IPOTE CKOPUCTATHCS TaKUM «IIOJIETLIICHHSIMY» 0a)XaloTh Jajeko He Bci Bokaiictu. He Bu-
CTavyae TOJOBHOIO — MOYYTTiB. | BokamicT He MOXKe mpamtoBaTH 0e3 KOHIEpTMeicTepa, 1110 € HEeBil €MHOIO
YaCTHHOO HOTO Tpodecii i HaBiTh KUTTs. Tak caMo 1 KOHIIEPTMEHCTEP OKPEMO He Moxke OyTr Oe3 cosicra — 1ie
€JJUHUN TBOPUMI TaHAEM.

OcHOBHI 3aBIaHHS KOHIIEPTMEHCTEPIB, SIKi MPAIIOIOTH 13 BOKajicTamMu, Bu3HadeHo B mpaipix O. KyGane-
Boi (2002), B. KazauenkoBoi (2012). Y monorpadii i crarrax FO. Larapemti (2008), K. Bunorpagosa (1988),
0. 3agoncekoi (2001) mopymryeTbess MUTaHHS TICUXOJIOTIYHOI CYMICHOCTI TBOPYOTO aHCaMOIII0 — BOKAIiCTa
i koHuepTMelicTepa. [Ipobaemi TBopuoro mpogeciiiHoro 3pocTanHs KOHIEPTMEHCTEpiB y mpoueci poOoTu
3 BOKaJiCTaMM y 3aKjazax BHIIOI ocBiTH mpucssiueHo podotu H. Knenosoi (2001), C. Caxapooi (2001),
O. Ky6annesoi (2002). HeszBaxkaroun Ha TIEBHY KUTBKICTh NPallb, IPUCBSIYCHUX TBOPUOMY aHCAMOJIIO BOKAJiC-
Ta i KOHI[epTMeHCcTepa, HEIOCTaTHBO TAKKX, Jie OyJI0 O MpoaHaTi30BaHo JisUTbHICTh aKOMIIaHIaTOpa B HABYAIIb-
HOMY TIpOIIeCi 3aKJIaiB BUIIOI OCBITH.

© Kononceka H. M., 2020
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HaykoBa HOBM3HA CTaTTi MoJsTae y BU3HAYCHHI OCHOBHUX (YHKIIA KOHIIEpTMecTepa Ha Cy4acHOMY
eTarri; y3araJibHEeHHI TEOPETHKO-IIPAKTHYHUX HAIpPaIllOBaHb aBTOpa CTATTI SK MpeICTaBHUKA i€l Tpodecii;
PETPOCIIEKTUBHOMY aHaji31 CKJIAJHOIIIB i IepeBar KOHIEPTMEHCTEPChKOro (axy BIPOAOBK XX — IMOYATKY
XXI ct.

Merta crarTi

Mera crarTi — 3’sicyBaTH 3aBIaHHA Ta crienuQiKy JisUTBHOCTI KOHIIEPTMEHCTepa B Cy4aCHOMY HaBYaJIbHO-
My Tpolieci 3aKjaiB BUIOi OCBITH.

Merogosorisi gocmimxkeHHs. [ JOCSATHEHHS METH Ta PO3B’sI3aHHA 3aBIaHb CTATTI 3aCTOCOBAHO TakKi
METOJIU: aHAJOTii — AJISl BUSABJICHHS TPYIHOIIIB y POOOTI KOHIEPTMEHCTEpa; PETPOCIIEKTHBHUH, IO CIIPUSIE
JOCIIJKEHHIO TAKOTO SIBUIIA, SIK Mpodecist KOHLIEpTMelcTepa; NepcoHatizallii, KOTpuil 3a0e3nedye po3KpHUTTs
BHECKY BUIATHHX KOHIIEPTMEUCTEPIB Y PO3BUTOK ITHOTO (haxy; TEPMEHEBTUIHHM, SIKUU CIIPUSAB pOOOTI 3 TIep-
IOKEpeTIaMH, iXHIM BiIOOPOM i CHCTEMaTH3AaIi€l0; CHHKPETHYHUIN — IS 3’ ICYBaHHS 0COOMMBOCTEH MUCTE-
[ITBa KOHIIEPTMEHCTepCTBa y MOETHAHHI BCIX HOTO CKJIaTHHKIB.

Bukaax marepianay gocrigkeHHs

BaxxnuBy posnb y IisIIbHOCTI KOHIIEPTMENCTEPa Bilirpae 3aTHICTh TPAHCTIOHYBAaTH MYy3HYHUH TBIp, IPOTE
CHOTOITHI 151 OoT0 (DYHKITiS HE € BU3HAYAIHHOIO, OCKUIBKH 1CHYIOTh KOMIT FOTepPHI YTHIIITH, KOTPi JETKO 3Mi-
HIOIOTH TOHAJBHICTH OYy/Ib-SKOTO MY3HYHOTO TBOPY, IIPOTE 1€ YyA0BE BMIHHS MiATBEPKY€E TpodecioHaizm
KOHLIEpTMeHcTepa, Horo kBamidikamito Ha HalBUIOMY piBHI. Y poOOTi 3 BOKaJlicTaMu 3MiHa TOHAJIBHOCTI Ha
3pYHUHILIY Ja€ 3MOTYy Kpalle pOo3KpUTH TeMOpPOBi 0COOIMBOCTI cliBaka, 3amo0irae mosii cTpaxy mnepes BUCO-
KHMH HOTaMHU.

Comict 1 miaHiCT-KOHLEPTMENCTEP € HITICHUM My3UYHUM OPraHi3MOM B 00pa3HOMY CEHCi, OTHAK MUCTE-
LITBO aKOMITAHEMEHTY Ti/IHO JaeThcs He BciMm miaHictam. [Ipodecis koHmepTMeiicTepa nependadae HassBHICTh
takux skocTeit (Kazauenkosa, 2012), K BOJOMIHHS 3arajbHOIO0 XYTOKHBOIO KYIETYPOIO, BHCOKOIO MY3HU-
HOIO MaHCTEpHICTIO, 0COOJIMBUM (PaxOBUM IOKIMKAHHIM 1, 3pEILTOI0, — TalaHToM. [IpakTuuHo Bci BHOat-
Hi My3UKaHTHU 3aiiMajnCsi MACTCLITBOM aKOMIAHEMEHTY. SICKpaBi MPUKIAAH CHIIbHUX, HETIOBTOPHUX JIyETiB
@. ly6epra 3 . ®orenem, M. Mycoprcrkoro 3 /1. JleonoBoro, C. Paxmaninosa 3 @. ansmiaum, H. MeTHepa
3 E. llIBaprkond.

He Bcim Biziomo, 1110 3HAMEHUTHI iTamiiicbknit komnosutop Jlygano bepio, sikuii miepeBaxHO MUCAB TBOPU
JUTSI CKPUTIKH ¥ BiojoHdYei, OyB IMiaHICTOM 1 MEBHHUM Yac MpaIfoBaB aKOMIIAHIaTOPOM Y BOKAIICTIB y KOH-
cepBaropii. BapTo Harosocut Ha GararorpaHHOCTI 3HAKOBHX akoMmIaHiaTopiB. [Ipo Takux BHIATHHUX ITia-
HICTIB-KOHIIEpTMeiicTepiB, sk JleBon Orane3os, Muxaiino ApkanseB, [laBun JlepHep, MoxHA Hamucary Ie
YUMAaJO Tpallb, OCKUIBKU iXHS AISUTBHICTH € BarOMUM BHECKOM y PO3BHTOK KOHLIEPTMEHCTEPCHKOTO MHUCTE-
LITBA 1 CTAHOBUTH OC3IIIHHUN JTOCBIA sl Hammx cydacHuKiB (Llarapemmu, 2008, c. 125). ComicTu-Bokanictu
13 BASYHICTIO 3TajlyBajii YHIKaIbHUI yac criyibHOT HisiibHOCTI: «Ilicis pobotu 3 YauaBa st He MOXKY Hi 3 KHM
3aiiMaTucs, HaBiTh 13 HAWBUAATHINIMME TiaHICTaMW», — 313HaBaBCs BigoMuii OaputoH Bomogmmup UepHOB.
Matoun, kpiM My3W9HOI, e i TeaTpalbHy 0CBiTY, Baska UauaBa BUMB 1 CTIiBaKiB, 1 KOHIIEPTMEUCTEPIB «3a CHC-
temoro CraniciaBcekoro» (Kybantesa, 2002). «Bin yacTo MeHe BUMB, SIK TOBOPUTH PiTHOIO MOBOIO,— 3ralyBa-
Jla BUjaTHA oniepHa criBauka Onena OOpa3nosa. — A s criepeyanacs, jasiacs. A ne Oyna MxariBcbka BUMOBA.
Komnm akommnanyBaB YauaBa, criiBakoBi Ha clieH1 MoxHa Oyio 3a0yTH ITpo akoMIIaHiaTopa. Sl mpocTo Ha Kpuiiax
nerina. Llumu xpunamu y mene OyB Yauasa. Konu ioro He ctano, Oyio BiqayTTs, U0 i MEHe He cTano. Y Hac
OyB OZIMH OpraHi3M, OJJMH ITOJIUX, OJHE ceplie, olHa My3HKa Ha 1Box» (Kybanmesa, 2002). Konneprmeiicrepom
Onenn O6pasnoBoi Baxa YauaBa OyB TpUALATH POKIB.

Tox s1Kka K poiTb KOHIIEPTMEHCTepa B IIOMY 1 B CIIUTBHIHM poO0Ti 3 BokamicToM? KoMmeTeHTHIIA KOHIIEPT-
MeHCTep — APYT-CITiBaBTOP COJICTa — JOTTOMarae oMy aHyJTFOBaTH HaNpyry nepen koHmeprom (Kirenona, 2001,
c. 40), miabagbpoproe CBOro TBOPYOTo NapTHEPa HAJUXarodMMHU (pa3amMM i HaBiTh XKapTaMu; Ui IbOTO KOH-
LnepTMencTepy HeoOXiqHO BOJIOAITH HEOPAUHAPHUM CKIIAZIOM PO3yMY 1 100pe pO3BUHEHUM MOYYTTSAM TyMOPY.
OTxe, KOHLIEPTMEHCTep J0NoMAarae CoJliCTOBI JOMOTTHCS BHYTPIIIHBOI TyIIEBHOT PiBHOBArk 1 KOM(OpPTHOTO
BUXOJy Ha CIIeHY. SICKpaBe BiITBOPCHHS aKOMIIAHEMEHTY BUPOOJISIE BiAMOBIIHUI EMOIIITHNAN cTaH BOKaIiCTa,
3[IaTHAN MOTO 3aXOMHTH 1 JOTTOMOTTH MEPEHHATHCS 3MICTOM TBOPY. TamaHOBUTHI KOHIIEpTMEHCTEp 3p0OHUTH
TakK, 00 COJICT 3a KiJIbKa TaKTiB BiT4yBaB MaliOyTHIO TUHAMIKY TBOPY, IITPUXH, KYJIbMIHAILIO 1, TK HACTIIOK,
CKOHIIEHTPY€ yBary BOKAaJIiCTa Ha Xy[IOXKHbOMY PIBHI BUKOHAHHS, 11030aBUTh MOTO BiJ 3aiiBOr0 XBHIIIOBaH-
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vs1. [Ipuknamom moxe cinyryBatu «lllommanaceka 6amama» I1. YalikoBCHKOTO, IO BiAPI3HAETHCS HaI3BHYANTHO
CKJIaJJHUM aKOMIIAHEMEHTOM: JI0 I0YaTKy poOOTH 3 BOKAJiCTOM KOHLEPTMEUCTEp Ma€ MOI0JaTH BIACHI TexX-
HiYHI CKJIQJHOIL, 00 HE aKLEHTYBAaTH HA HUX yBary B poOOTi 31 CTyA€HTOM-CIiBakoM. TOX AOLIIBHUM € BU-
CHOBOK, 1110 OCOOJIMBICTh pOOOTH KOHIIEpTMEHCTEepa 3 BOKAJIICTAMHU OXOILIIOE MIUOOKI IMi3HAHHS crerudiku
CIIBOYOTO TOJOCY i BOKAJIILHOTO CITiBY, 3MICTY 3B's13Ky (OPTEMiaHo 3 BOKAJIOM, METO/IIB MeJaroriyHoi poOoTH.

Konreprmeiicrepy Tpeba akoMIaHyBaTH Tak, 00 HAJAWXATH COICTa CBOEIO TPOIO: sIK OyJie BAKOHAHO BCTYII
1 Iporpari — Tak MPO3BYYUTH 1 CONO-TIAPTist BokajicTa. KoHmepTMelicTepy HacamIiepen Ciix TOCKOHAIO0 3HATH
MapTilo aKOMITAHEMEHTY 1 MApTiI0 COJIICTA; BiH HE Ma€ MpaBa JyMaTH IPO IIOCh iHIIIe, OKPIM MY3HKH, TIPOTATOM
ycixX peneTuuii ado mija yac KOHUEPTHOro BUCTYIy. CTBOpEHHU aHCaMOJIb MOBUHEH OYKBAJIbHO «MXATH Pa3oM»
(Caxapoga, 2001, c. 62).

[Mpu crinbHii poOOTI BoKaicTa 3 aKOMIIaHIaTOPOM, OCTaHHIHM MOBUHEH «YKJIACTH B TOJIOBI» HE JIUIIE My3H4-
HUH, aje i oeTHYHMH, 00 eMOIIMHUI HACTPIH 1 3a/lyM TBOPY BiI0OPaXKaIOTHCS 1 B My3HITi, 1 B TeKcTi. Posydy-
FOUH 13 COJIICTOM HOBHH TBip, KOHIIEPTMEHCTEP CTEKUTH 32 CITIBAKOM, HAMAraeThesl 3pOOUTH BCE, 0O BOKAJICTY
OyI10 3pyYHO CITiBaTH.

KoHneprmetictepy HEOOXiHO CTEKHUTH 32 TOYHICTIO IHTOHYBAaHHS CITiBaka i BiATBOPEHHSI HUM PUTMIYHOTO
MaJIIOHKa MEJIOAIi, WITKICTIO JHKILii, OCMHCICHUM (hpa3yBaHHSAM, TOLIIBHOI PO3CTAHOBKOIO TUXaHHS, a IS
IILOTO KOHIIEPTMEHCTEPORBi Tpeba BOJIIOAITH OCHOBAMHU BOKAJIbHOT MaliCTEPHOCTI, 3HATH OCOOJIMBOCTI CIIBOYOTO
JMXaHHS, TPaBUIILHOT apTHKYJISILIT, OPIEHTYBATHCS B Jialla30HaX TOJIOCIB 1 IXHIH TEKCTYPi.

VY xoai poGOTH 31 CIIBaKOM MiaHICTy-KOHIEPTMENUCTEPY CIIiZi BpaXOBYBaTH TOW (DakT, IO BiJ MPaBUILHO
3HAMIEHOr0 3ByKy aKOMIIAHEMEHTY 4acTO 3aJIeKUTh 1 3BydaHHs coyibHOI naprii. Hanpuknan, rpyOuii, HeKysb-
TYpPHHH 3BYK aKOMITAaHEMEHTY BUKIIMKAE Y BOKANICTa TSHKIHHS /IO 3MIHH TEMITY, a M SIKHI «CITiB» (hopTermiaHo
PO3BUBAE B CONICTA MPAaBUIIbHE 3BYKOBEICHHS, 00epirae Horo Bifg «Kpuky». [lounHaroun poOoTy 3 BOKaJIicTOM,
KOHIIEPTMEHCTEp MOBUHEH CHOYaTKy JaTH MOMY 3MOTY MOYyTH TBip LinkoM. st mporo miaHictT abo 300paxkye
BOKAJIbHY MAPTII0 TOJIOCOM, aKOMITaHYIOUH c001, a00 BiZITBOPIOE BOKAJILHY MAPTit0 HA (POPTEIiaHO pa3oM 3 aKOM-
nanemeHToM (Bunorpasos, 1988, ¢. 58). Haiikpaiie notpiOHO BUKOHATH TBIpP KijbKa pa3iB, 1100 BUKOHABEI[h
3pO3yMiB 337yM KOMIIO3UTOPA, OCHOBHUI XapakTep, PO3BUTOK, KyJIbMIHAIIO TI€T UM Ti€l My3WKH, 3aram’ITaB
Menozio. BaxkanBo 3aXONUTH CHiBaKa My3HKOIO 1 TOETMYHUM TEKCTOM, CIIOHYKaTH COJIICTa MAaKCHMalbHO BO-
KaJbHO po3kpuTucs. Komu criBak 1ie He MOXe YiTKO Coib(eKyBaTH 110 HOTaX — IMiaHiCT MOXe 3irpatu Homy
MEJIOAIIO MiCHI a00 poMaHCy Ha GopTeriaHo i HONPOCUTH BIATBOPUTH ii roiocoM. JlJIs JIeTmoro 0CBOEHHS LIbOTO
3aB/IaHHS MAPTII0 BOKAITY CIIi/I pO3y4yyBaTH HOCIIZOBHO — 3a (hpazaMu, My3UYHUMHU peYEHHSIMH i mepiogamu. Sk
npukian HaBegemo «Pomanc JleMoHa» 3 oqHOMMeHHOI orepu A. PyOinmreitHa «S1 TOT, KOTpoMy BHUMAaJA...»,
JIc aKOMIIAHEMEHT MPAKTUYHO HE MIJITPUMYE COJICTa-BOKAJICTa, TOMY B KOKHOMY MY3WYHOMY PEUCHHI BapTo
OKPEMO BUYMTH MEJIOJIIO 1 CITyXaTH aKOMITAHEMEHT 1 JIUIIIE TTICIISI IIbOTO POOHUTH CIIpoOH iX 00’ €THATH.

OnHie€ro 13 cepilo3HUX MPOOIIEM TS TIOYATKIBIIA-CITIBAKA YaCTO € PUTMIYHA CTOPOHA BUKOHAHHS. SIK BioMo,
PUTMIYHA YITKICTh Ta SICHICTh BU3HAYAE 3MICT 1 XapakTep My3uKH. BOMparoun Memoito Ha CIIyX, CITiBaK 4acoM
HE TOYHO BiATBOPIOE PUTMIYHO ckiagHi Micug. KoHueprMeiictepy ciia BigydyBaTu CTyneHTa Bif Hegdanoro
CTaBJICHHS JI0 PUTMY, 3BEpPHYBIIIH YBary Ha Xy/JI0XKHE 3HAYCHHs IEBHOTO MOMEHTY. Hanpukiiaz, kpaiie roBOpUTH
He nuie: « TyT naysa, BATpuMaii 1i», a HOSICHUTH METy 1Ii€l ay3u y 3B’sI3KY 3 TEKCTOM, 11 My3W4HE IPU3HAYCHHS,
06 maysu i (hepMaT cTany s CIiBaka 3p03yMiJIMMH, 000B’I3KOBOIO SIKICTIO BUKOHYBAaHOI My3MKH Ta 3aco0a-
Mmu 1i BupazHocti (3amonckas, 2001). Tak, y «Cepenani Jlon XKyanay 1. YalilkoBCEKOTO BOKAJTICTY BaXKKO BCTYTIa-
TH TICIIS TTPOTPAIITiB, TOMY MOKITUBE 30BCIM HE3HAYHE YIIOBIIHBHEHHS TEMITY B OCTAHHBOMY TaKTi Mepe/T BCTYTIOM
BOKAJTICTa. SIKIIO CTYICHT HEe MOXKE BiJ[pasy MOBHICTIO 3pO3yMITH CKJIaJHHI pPUTMIYHHNA MaJFOHOK, BiH HEOMIH-
HO TIOBHHEH paxyBaTH Brojoc abo mpo cede, a He JIMIIE 3aydyBaTH My3HKY Ha cIyX. MaHepa 3anamM’ sTOByBaHHS
Ha ciIyX 0e3 CBIZIOMOro aHalli3y 4acTo IiJIBOAMTH ITiJ Yac BUKOHaHHs TBOpY Ha cuieHi (Llarapemu, 2008, ¢. 79).

KoHrepT™eiicTep MoXe JOTIOMOITH CITIBAKOBI-ITOYATKIBI[HO MMO30YTUCS HEIOPSYHUX YKECTIB IiJl Yac CIIiBY.
Tpeba mam’siTaty, 110 3aiiBi pyXH CITiBaka JIETKO ePepOCTalOTh y 3BUUKY, BOHHU 3aCBIUYIOTh HOTO BOKAJIbHO-HE-
TIPUPOTHY CKYTIiCTh 1 HATIPYKEHICTh a TAKOXK TE, IO IO KECTUKYIIAIIIT MOXKE BIABATHCS JIUIIIE APTUCT «3 BEITHKOT
JiTepu», IKUI BMi€ BTUTUTH KECTOM BHYTPIIITHIN CTaH; UM )KECTHKYIIAIISA Oye CTPIMaHIIIO, THM BOHA 3pY4-
Hila ¥ IMOKa30BIIIa JUIA COJICTA.

KoHueprmeiictep Tak caMO Mae CTEKHTH 3a JOTPUMYBAHHSIM MPAaBUIBHOTO IMXaHHS, SIKE BAXKIMBO MPH
CMiBI MPOTSHKHUX, CHiBYYHX Memomiil. OkpiM Toro, Tpeba mpaioBaTy HaJl MPOTSHKHICTIO roocHuX. ComicToBi
PEKOMEHIYETBCS «IOTSATYBATH TOJIOCHY JIO KIHI», @ MPUTOJIOCHY, KOTpa MEXKYE 3 HEIO, TIOMYMKH BiJIHECTH 0
HACTYIIHO{ TOJIOCHOT, TO1 BC1 CKIIaiu OyAyTh MOYMHATHCS 3 TIPUTOJIOCHOI, ajie He 3aKiH4aThcsd HUMU. Takuii Tpe-
HIHT Jy’Ke JTOTIOMAarae CIiBy legato, xo4a cro4aTKy BiJI IIbOTO JIETI0 CTpakJae BUMOBA, 00 B UKIIi{ 3HAYHA POJIb
BiZIBOIMTHCS caMe MPUT0JI0CHUM. Yepes 1eil mpolec MOBUHEH MPONTH KOXKEH BOKAIIICT.
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Jlu1ie Koy BOKAJICT yKe HAaBUMTHCSI BAKOHYBATH TBIp IOBHICTIO, HE MPOITYCKA04H JKOAHOI «HETIPOCTIiBaHO»
TOJIOCHOT, TO 3MOKe OiIbIlIe yBaru 3BEpTaTH Ha MPUTOIOCHI, IO BXKE HE OYAyTb «PO3pUBATH» MEJIOC, a CTAaHyTh
npukpamary Horo. Came B 1IboMy BOAYA€THCSI TSUKIHHS /10 JIOTTYHUX TOYOK OTOPH CITiBaka — CXMJIBHOCTI Mallu-
HaJIbHO 00’ €THYBAaTU 3BYKH, BECTH 1X JI0 BKJIMBIIIKMX y CMUCIOBOMY IuiaHi HOT i ciiB (Caxaposa, 2001, c. 104).

Konueprmeiictep 30008’ s13aHuii OyTH BHCOKONPO(MECIHHO TirOTOBJICHUM IMiaHICTOM. Y BOKaJILHUX TBOPax
9acTO 3yCTPIYAIOTHCS BIPTYO3HI MapTii, 0 BUMAraroTh 0arato 4acy JJIs po3ydyBaHHS Ta SKICHOTO BHKOHAHHS
(mampukIaa, KOHIIEPTHI omepHi apii Ta pomancu M. Iminku, A. Jlaprommkcpkoro, C. PaxmaHiHOBa). 3 ommsimy
Ha Te, 1[0 OTIEpHi apii HamucaHi Il OPKECTPY U TONOCY, Tpeda Bi3BHAYUTH CYTTEBY HE3PYUHICTD JUIS TiaHicTa
KJIaBIPHOI OPKECTPOBOI NAPTUTYPHU. Y LbOMY 3B’SI3KY PEKOMEHIY€EThCS CIIPOCTUTU OPKECTPOBY MApTil0, OIMyCKa-
I0YM CKJIaHI aKOpAH, Migi0paTu 3py4Hy arulikarypy, iHakIIle BUKOHAHHS BIpTYO3HOTO TBOpPY He OyJie HaCTiLIbKU
ycmimnuM. KonneprMeiictepy moTpiOHO YacTo CIIKYBATHCS 13 COTICTOM-BOKAJIICTOM, IPOBOUTH PETICTHILIT, BU-
crynary. TUIbKY B TaKUi CIIOCIO CTBOPHUTHCS JIiHISI BYKE HEPO3PHBHOTO aHCAMOIIO.

BucnoBku

JispHiCTh KOHLIEpPTMEHCTEepa B HaBYaJIbHOMY IIPOLIEC] 3aKiialiB BUILOI OCBITH BUMAarae BpaxyBaHHs Oara-
THOX 3aBJaHb: MONEPEAHBOT CAMOIIIITOTOBKH 1 0€3/10raHHOr0 3HAHHS MY3UYHOTO TBOPY JO MOYATKy PENeTHIIIN;
3HaHHS HE JIMIIE My3HYHOI KOMIIOHEHTH BOKaJbHOTO TBOPY (KJIaBipHa Ta BOKaJbHA MApTil), a i HOETHYHOTO TeK-
CTy apii 4 poMaHCy; KOHIIEHTPYBAHHS yBark Ha BUKOHAHHS BOKAJIICTOM TOJIOCHUX 1 TIPUTOJIOCHUX (apTUKYIIAIIIT)
Yy BOKaJIBHOMY TBOPIi; BMIHHS MPAIFOBATH HAJl My3UIHUM TBOPOM I10 YaCTHHAX (My3W4HI peueHHs, (pasu, mepio-
II¥) 1 BiJ] TOYATKY /1O KiHI[S; BMiHHS IOCSTaTH BiITBOPEHHS MPABUIBHOTO PUTMIYHOTO MATFOHKY; Ha/JaBaTH BIIEB-
HEHICTb BOKAJICTY Mepe/l CLEHIYHUM BUCTYIIOM; HaJIMXaTH BOKAJTICTA HA XYJO’KHE BIATBOPEHHSI My3UYHOI'O TBOPY
I aBTOPCHKOTO 33yMy. YCi [l YNUHHUKH Y TIO€AHAHHI 3 MPUPOAHOIO 3/1aTHICTIO MiaHicTa-KoHIepTMeicTepa (ioro
TaJIAHTOM) 3MOXKYTh Ha PAKTHUIIl BTUIMTH YyJOBHI MpodeciiiHuii ancaMOiIb IBOX BUKOHABIIIB.

HocnimxyBana npobiieMa CKIIaTHa i He BUUEPITYEThCSl HASSBHUME Ha ChOTO/IHI TpalsiMu. [lepcriekTuBy no-
JATBIIUX JTOCTIKEHb MOJIATAIOTh Y BUSBIECHHI HOBUX MOTEHIIHHUX MOXIMBOCTEH KOHIlEpTMeicTepa B poOoTi
3 BOKaJTICTAaMH-TIOYATKIBI[IMH, 3IaTHOCTI KOHIIEPTMEHCTEpa BIUTUBATH Ha MTOIYTTS HEEMOIIIMHNX BOKAJIICTIB, a Ta-
KOXX Ha TXHIf CTUJIb BUKOHAHHS.
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JEATEJBHOCTD KOHHEPTMEﬁCTEPA Kononckas Hanexxna HukonaesHa
B YYEBHOM INPOUECCE | Konyepmmeticmep,
YUYPEXJIEHUM BBICIIEI'O | Kuesckuii nayuonamsnsii ynusepcumem
OBPA3OBAHMS | xynemyper u uckyccms,

Kues, Yxkpauna

Llenb cTaTby — BBIACHUTH 33/1a4U U CHELU(UKY AEATEIHOCTH KOHLEpTMEiicTepa B COBPEMEHHOM YueOHOM Hporecce
BBICIINX Y4EOHBIX 3aBefCHUH. {iIsl peann3anny e HCTIONb30BAHbI TAKHE METO/IBI: aHAJIOTHHN — JUIS BBISIBICHUS TPYAHOCTEH
B paboTe KOHIIEpTMENCTEpa; PETPOCIIEKTUBHBIA — IJ1s1 OCMBICIICHHS TPO(eCccut KOHIepTMeHcTepa; IepPCOHAM3AINH, KOTOPBIH
obecrieunBaeT pacKpbITHE BKJIAJa BBIIAIOMIMXCS KOHLEPTMEHCTEPOB B pa3BUTHE ITOH NMPOQECcCHy; TepMEHEBTUUECKHI,
KOTOPBIN COZICHCTBOBAJ paboTe C MEPBOUCTOYHUKAMH, UX OTOOPOM ¥ CHCTEMaTH3alMel; CHHKPETUUECKUI — JUIsl OCBEIICHHS
0COOEHHOCTE! HCKYCCTBA KOHIIEPTMEHCTEPCTBA B COEJMHEHUH BCEX €T0 COCTaBIsAoMINX. HaydyHas HOBH3HA CTaTbH 3aKII04AETCS
B OIpENEICHUH OCHOBHBIX (DYHKIMH KOHIIEpPTMEWCTepa Ha COBPEMEHHOM JTare; 00OOLIEHHH TEOPETHKO-MPAKTHUECKUX
HapabOTOK M3BECTHBIX MCCIIENOBATENICH 1 aBTOpa CTAThH KAK MPEICTaBUTEIS 3TOH Mpo(eccHn; PeTpoCIIEKTHBHOM aHAIN3E
CJIOHOCTEH U NPEUMYLIECTB KOHLIEPTMEUCTEPCKON crielanbHOCTH B TedyeHne XX — Hayasa XXI B. BriBozbl. BeisicHeHbI
3a/1a91 M crienuduKa JIeITeNbHOCTH KOHIIEpPTMEHCTepa B COBPEMEHHOM YUeOHOM MPOLECCe BBICIINX yYeOHBIX 3aBEICHMIL.
Ha ocHOBaHMY NPOaHAIM3UPOBAHHBIX HAYYHBIX padOT M3BECTHBIX YUEHBIX M KOHKPETHBIX MPHMEPOB KOHIIEPTMEHCTEPCKOTO
MAacTepcTBa PACCMOTPEHBI HauboIIee CIOKHBIE TEXHONOTUM paboThl KOHIEpTMeHcTepa. 3HaUUTEIbHOe BHUMAHHUE YAEIECHO
pO(eCCHOHANBLHON TOATOTOBKE M YPOBHIO XYJIOXKECTBEHHOW KYyJIBTYPbl aKKOMIIAHMATOpA, €ro CIOCOOHOCTH paboTarh
C BOKAJIICTaMH, ITyOOKOMY ITOHUMaHHIO MY3bIKaJIbHOTO IIPOM3BEICHHS, UTO TO0YKIAeT BOKAINCTA K COBMECTHOH TBOPUIECKOM
paboTe, COBEPIICHHOTO 3HAHHUS My3bIKQJILHOTO H TO3THYECKOTO TEKCTA BOKAILHOTO MPOM3BEICHHNS, PA0OOTHI Ha/l apTHKYIISIIUEH,
TEMIIO-PUTMAMH, CPEIACTBAMH MY3bIKAJBHOM BBIPA3UTEIBHOCTH B XYJOXKECTBEHHOM HCIIONHEHWH ITPOW3BEACHUS,
BOKAaJIbHOMY ABIXaHHMIO — BCEMH COCTaBIISIOLIMMHU, KOTOPBIE ONPENEISIOT KOHEUHBIN Pe3ynbTaT COTPYIHUYECTBA BOKATHCTA
U KOHIIepTMelicTepa.

Kniouesvie cnosa: KOHLEPTMEHCTEP; BOKAIUCT; AHCAMOJIb; XyI0XKECTBEHHOE UCIIOJHEHUE; My3bIKaJIbHOE IIPOU3BEICHUE;
TEXHOJIOTHH; MyOJNKa; yIpEkKICHHE BBICIIIET0 00pa30BaHUs

ACCOMPANIST’S WORK | Nadiia Kononska
IN THE TEACHING AND LEARNING | Accompanist,
PROCESS AT HIGHER EDUCATION | Kyiv National University of Culture and Arts,
INSTITUTIONS | Kyiv, Ukraine

The purpose of the article is to clarify tasks and specifics of the accompanist’s modern training activity at higher education
institutions. We have used the following methods to achieve the goal. The analogue method is to identify difficulties in the
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work of the accompanist. The retrospective method is to understand the profession of accompanist. The personalisation method
shows the great accompanists’ contribution to the development of this profession. The hermeneutic method grants the work
with primary sources of information, their selection and systematisation. The syncretic method is to highlight the features
of accompaniment art and all its components. The scientific novelty of the article is to determine the key features of the
accompanist’s work at present; summarise the theoretical and practical experience of famous researchers and the article’s
author who is a representative of this profession; to provide look-back analysis of the complexities and advantages of the
accompanist’s profession during the 20th — early 21st centuries. Conclusions. We have clarified the tasks and specifics of
the accompanist’s activity in the modern educational process at the higher education institutions. Using the previous data of
scientific works of known scientists and accompanist’s cases we have covered the most difficult technologies of work of the
accompanist. The article focuses mostly on the professional training and level of the artistic culture of the accompanist, the
ability to work with vocalists, deep understanding of the music piece, which encourages the vocalist to work together, know the
musical and poetic text of the vocal work perfectly, work on articulation, beat and rhythm, use means of musical expression,
artistic performance, vocal breathing — all the components that affect the result of the collaboration between the vocalist and
the accompanist.

Keywords: accompanist; vocalist; ensemble; artistic performance; musical work, technology; public; higher
education institution
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Mera cTarTi — pO3IISIHYTH BapiaHTW BTUIEHHSA TEKCTiB [lcanTups y XOpOBili TBOPYOCTI HIMEIBKOTO KOMIIO3UTOpa
panaboro Oapoko I'enmpixa Ilrorma. MeTomonmoris DOCTiKEHHS TONSATae y 3aCTOCYBaHHI KOMITAPATHBHOTO, iCTOPUKO-
JIOTIYHOTO, CEMAaHTHYHOTO METOIB, IO JA€ 3MOTY PO3KPHTH OCOOIMBOCTI poOOTH KOMIO3WTOpAa 3 Tekctamu Ilcantups
B KOHTEKCTI OCHOBHMX TEHJICHIII} €MOXH, OVITHYTH CTYIIIHb IIPOHUKHEHHSI HAM Y TEPIIOKEPEIIO, BUSIBUTH OCHOBHI 3aC00M
03BYUEHHSI My3UKOIO BepOasibHOTO TekeTy. HaykoBa HoBu3Ha. TBopuicts . I1lioTma Briepiie y BITYN3HIHOMY MYy3MKO3HABCTBI
PO3IISIAETHCS 3 MO3MILIH 3HAYCHHS HAWTOMIMPEHIIIMX TEKCTIB y MY3HIll paHHBOro Oapoko — TcanmiB. [lcaaMoBi Texctn
€ OCHOBOIO Maiike MOJIOBHHH BiJl BChOTO TBOPUYOTo A0poOKy kommosutopa. IHrepec mo mysuku . [lrotna oGymoBneHuit
aKTHBI3AII€I0 BUKOHABCHKOTO 1HTEPECY IO JyXOBHOI MY3HKH €TOXH 0apOKo i MPaKTHYHOIO MOTPeOO0 HaBUANBHUX KYpPCiB
icTopii My3uKH, icTopil XOpoBOi JliTepaTypy Ta iHIIMX B OHOBICHHI Marepiamy. BucHOBKH. BusBIeHO OCHOBHI TeHACHIIT
BrinieHHs TekcTiB [lcantups, xapakrepri mist my3ukn XVI-XVIII cr., y xopogiit TBopuocti I [lforma, ski mposBUIHCS
y: 1) HamucaHHI MOTETHHX / KOHIIEPTHUX KOMITO3HUIIH Ha McaiMu; 2) HallMCaHHI 91 00poO1i MeNoiil BipIIOBaHHUX IICAJIMIB.
[TpoaHnainizoBaHO MPOSIBU TEPMEHEBTHYHOTO ITiIX0/ly KOMIIO3UTOPA 110 BepOaIbHUX TEKCTIB IIPU CTBOPEHHI MOTETiB. OCHOBHUM
(akrtopoM GopMyBaHHS CEMAaHTHYHUX IOJIIB B MOTETI CTa€ My3HKa. 3’SCOBAHO, II0 MOTCTH MEPEBAKHO HAMKCAHI HA MMOBHI
TEKCTH IICaJMiB 0e3 3HaUYHMX BTpy4aHb; KOHIEPTH HAIKMCAHI Ha KOMILJIbOBAHI TEKCTH; PilIE 3yCTPIYAETHCS CKOPOUCHHS
TEKCTiB. 3a3HAYCHO, IO TPH CTBOPEHHI XOPOBOTO NMPOYUTAHHS ICAJIMIB KOMIIO3UTOP YPAaXOBYBAB OCOOMHBOCTI TMOETHKU
TepIIoKepeNia, CHHTAKCHYHI OCOONMBOCTI BepOAIbHOTO TEKCTY, BHKOHABCHKY CIIPOMOXKHICTH 1 TPAKTHYHI MOTPEOH,
BHUKOPHCTOBYBAB PUTOPUYHI (QIirypu.

Kniouosi crosa: ncanom; Icantup; Mmoret; koHuEepT; TBopuicTb I'enpixa [llrorma; ciioBo 1 My3uka; My3nka HiMeuunHu

Beryn

[lepernsin cTaBiaeHHS A0 QYXOBHOT MY3MKHM Ta MY3UKHM MUHYJIMX CTOJITH B IIUIOMY, EKyMEHIUHI Ha-
CTpOi, BIICTOPOHEHHS B MY3MKO3HABUMX PO3BIJKaX BiJl i1I€OJOTIYHUX HAIIApyBaHb 3MYLIYIOTH HayKOBLIIB
JI0 HOBUX TMONIYKiB. YBara ;1o my3ukHu . [llroTiia 00yMOBIeHMH aKTHBI3ali€l0 BUKOHABCHKOTO 1HTEpeCy 10
JlyXOBHOT MY3HMKH JJaBHIX €IO0X 1 MPaKTUYHOIO MOTPeOOI0 HaBYAJIBHUX KypCiB iCTOpPil My3HKH, icTOpii XO-
pOBOT JIiTepaTypH Ta IHIIKWX B OHOBJICHHI Marepiaidy. Tox HaM 31a€ThCsl, 110 aHaIi3 HaHO1IbII MOITHPEHUX
y IIEPKOBHIN TPAIHUIIIT TEKCTIB, SKUMH € 010 TiiTHI TICaIMOBI TEKCTH, SKHAWKpAIIE MOXKE BITIOOpa3UTH MOi0-
Hy 3MiHy. OKpiM Toro, my3uka I'. [IlfoTna Ta inmux kommosuropis-nporecrantis (M.C. baxa, I.d. Tenens,
I'. Tenemana) mocrasna B rieHTpi cBITKyBaHb 5S00-piuust Pedopmartii 2008—2017 pp. i B HimeuuuHi, i B ycbo-
My cBiTi (Xynam, 2018, c. 130).

Ananiz docniosceny ma nyonixayiv. Cepell BITYU3HIHUX JOCiipkeHb TBopuicth . [roTia 3ramysa-
jacsl B MaHOPAMHUX ICTOPUYHHUX HAPHCAX YU KOHTEKCTI PO3IVISIY TEOPETHUYHUX MUTaHb PO3BUTKY rapMo-
HIYHUX cucTeM, npobmemaruku «Lroty — bax». BigbmmicTs migpyYHUKIB paasHCHKOTO TIepioay 3 icTopii
MY3HWKH aKIICHTYIOTh YBary Ha omnepi «Jladbray Ta 6anerax, y YoMy MU BOa4aeEMO HAYKOBHI My3WKO3HABIMH
mapajiokc, 00 MapTUTYPH UX TBOPiB Oyin BTpadeHi mpu nokexi Jpesnencekoi 6i6miorexn me y X VIII ct.,
IIPOTE MPO 30epekKeH] NapTUTYPH BOKAJIBHO-IHCTPYMEHTAJIBHOT CHIAAIIMHN 1HKOJIM HEMAE 1 3raaku. 3MiHa
cutyarii BijOynacs B 1980-x 3 Bigznauenasm 400-pivydst BiJl THS HAPOHKCHHS KOMIIO3UTOPA — 3 BUXOJIOM
30ipku crareii 3a aBropctBoM B. Iteitnrapna, M. Pycaka, M. Karynsn, B. IIporononosa, FO. Xomnomo-
Ba, T. JlyOpaBcbkoi, M. Jlo6anoBoi, B. CTopokyka, IPUCBSIUEHUX OKPEMHUM acleKTaM TBOPUYOCTI MHTIIS
(dyOpasckas, 1985).

© Makapenko O. B., 2020
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HayxoBa nHoBusHa. TBopuicTs 'enpixa [llroTiia Briepiie B yKpaiHCbKOMY My3UKO3HABCTBI PO3IIISAA€Th-
Cs1 3 TIO3UIIiH 3HAYCHHST HAUTIOIIMPEHININX TEKCTIB Y MYy3HIli PAHHBOTO 0APOKO — TICAJIMIB.

Merta crarTi

Merta cTarTi — pO3NISIHYTH BapiaHTH BTUIEHHS TeKCTiB [lcanTups y XOpoBiii TBOPUOCTiI BUAATHOTO KOM-
Mo3UTOpa paHHboro 6apoko ['erpixa Ilrorma (1585—-1672). 3aBmanHs: BUSBUTH OCHOBHI TEHICHITIT BTIJICHHS
B My3ui TekctiB [Icantups y xoposiit TBopuocTi I. [1IfoTma; ocaiauTi MposSBU TepMEHEBTHYHOTO ITi X0y
KOMIIO3UTOPA A0 BepOaIbHUX TEKCTiB Y NPOLIEC CTBOPEHHS MOTETIB.

Buxnan marepiany gociaiikeHHs

Hampasnenicts Perecancy Ha 1oro rymaHizailiro, 3aIikaBJIeHICTh CTAPOBUHHUMH Pi3HOBUIAMH TTOCTHKH
1 METPHKH, PyX JI0 TIOCTYIOBOTO 30iIbIIEHHS 1HAWBITyalli3allii MACTEITBA, HAMAaraHHs BiJJPOIUTH PUTOPHUKY
AHTUYHOCTI pa3oM i3 pe)opMaTopchbKUMH IIYKAHHSAMH CTAIN MepeayMOBaMu AJisl omupeHHs TekcTiB [lcan-
TUPs 1 B 0OroCiIy>K00BOMY Y>KUTKY, 1 B My3W4Hill TBOPUOCTI MUTLIB enoxu Bigpomkenns ta HactynHoro ba-
PpOKo.

Jlipuuna cropona Ilcantups ta mcanMiB 3 iHMX KHAT Bi0Iii moyana mo-HOBOMY PO3KPUBATHUCS 3a CTO
poxkiB go I [llroTia uepe3 mommpeHHs BipIIOBaHUX BapiaHTIB TEKCTIB, CIIEPIIY B TPOTECTAHTCHKOMY CEpEIo-
BWIIII, & ITOTIM 1 B 1HIIUX TUIKaX XpUCTHSHCTBA. [loeTnyHi mepecmiBu Oyiu MOKJIMKaHI 3pOOUTH CITITTEHE TIPO-
CJTaBJICHHSI B IIEPKBi OLJIBIII YCBIIOMIIGHUM Yepe3 BUKOPUCTAHHS 3pO3yMUTHX (Ha BiAMIHY BiJl JJATHHH) HAIliO-
HaJIBHUX MOB. BipIoBaHi TEKCTH JIerIie 3amam’ sTOBYBaINCh, TOX MOIVIM BUKOPUCTOBYBATHUCH 1 B JIITYpriyHUX
LISX, 1 47151 HABYAHHS JOTMaTHKH, 1 AJIS1 TIOMAIIHBOTO MOO0KHOTO MY3UKYBaHHSI.

VY npakruni XVI-XVIII ct. My 3HaX01UMO JIBI OCHOBHI TeHJICHIIIT BTUICHHsI B My3ulli TekctiB [lcantups:

1) momemmui komnosuyii. Taki TBOpu Oynu OB BUILHUMH, 00 BOHU CTBOPEHI Ha MPO3aiyHiii OCHOBI Ta
JaBaJId 3MOTY 3MiHIOBAaTH TeKCT bibumii, TOOTO Ha/jaBanmu KOMIO3UTOPaM INUPIIE TTOJIE IS TITyMadeHHs 3Mi-
cty. [lcanMoBi MOTETH, KOHIIEPTH, a 3TOIOM i KaHTaTH OYyJIM TIPOMOBKCHHIM MPAKTUKH MOTi(POHITHUX TITKIJ,
c(hopMOBaHUX Ha JATWHCBHKIN JMITYpriuHiil Tpamumii. L{i koMmo3urrii 3a3Bu4aii po3TanioByBajIich y MeCi MiXx
YUTaHHIM ATIOCTOIIB Ta €BaHTreNii Ta B IPOTECTAHTCHKOMY CEPEIOBUILI OTPUMAIIN HA3BY «IIPONOBITHHUIIBKO-
ro motety» (LlBetitiep, 1964, c. 41);

2) 2apMOHI308aHI Ma He2apMOHI308aHI Gipwioeani ncarmupi. BUIBIIICTE BIPIIOBAaHUX BapiaHTiB Oyin
CTBOpPEHI MPOTATOM Yacy craHOBJIeHHs Pedopmarii y €Bporri i cTaHOBHIN cO00I0 30ipHUKH XOpasiB, abo
XOpaJIbHUX TapMOHi3aIii. Menoauka 1uxX HACHiBIB Mayia Pi3HOPIAHY MPUPOAY: TYT BUKOPHUCTOBYBAIHCH OCO-
OMMBOCTI MEJIOTMYHOT OY/IOBH 1 TPUTOPIAHCHKUX XOPAJiB, i CBITCHKUX (MICHKHX 1 CENITHCHKUX ) TiCEHb. TekcTn
TaKHX TICAJITUPIB CTAHOBWIIM COOOFO BipIIOBaHi (pUMOBaHi Ta/ab0 METPU30BaHi) NiepekIaan Oi0IiiHIX Tca-
MiB Ha HalioOHaJbHI MOBH, IO BiANOBiAaN0 IXHHOMY NMPU3HAYEHHIO SK TBOPIB JUIA CIIBY BCI€IO LIEPKOBHOIO
rpoMazioro. B aHMIiKaHCBKUX, MPECBITEpiaHCHKUX, PEPOPMATCHKUX LIEPKBAX BHHUKIM OCOOIUBI PI3HOBHIU
BIpIIOBAaHMX TICAITUPIB — METPHYHI, TEKCTH SIKUX HE OyJU MPHB’s3aHi 10 KOHKPETHUX MENOJIiT 1 MOIJIN BUKO-
HYBaTHCh Ha Oy/Ib-5IKY 3 HHX, SIKII[O BOHU CITIBIIQ/IaJIH 38 METPOM.

OOuaBi TeHIEHIIIT BTIICHHS B MY3HIll TeKCTiB IlcanTups My 3HaXoamMo B X0poBii TBopuocTi I. IroT-
na. Y #ioro mopoOky € mcanmoBi IuKIH MoTeTiB/KoHIepTiB («Psalmen Davids» op. 2 SWV 22-47, «Der
Schwanengesang» op.13 SWV 482—-494), MoTeTH/KOHLIEPTH 110 YBIHILIM 10 CKIaay iHIIMX OMYCiB Y4 BUAAHI
okpemo (Harpukag, [1c. 24 SWV 476, [1c. 8 SWV 449, Tlc. 7SWV 462, I1c. 85 SWV 461, Ic. 127 SWV 473,
IIc. 15 SWV 466 ta inmii), Bipmosaunuii icastup («Ilcantup bexkepa» op. 5 SWV 097-256).

«Psalmen Davids sampt etlichen Moteten und Concerten» op. 2 Oynu HamnucaHi i 310paHi B 301pKy micis
nepiroi nmoizaku B [tanito, ommybuikoBani B [lpeszaeni 1619 poky, ToX 11ie He MICTATh y cO01 MOXMYpPUX HACTPOTB
Tpumatwnitaboi BittHu. Le#t omyc mpucBsueno Buntenio . [lrotma — k. ['abpierni. 3a cBO€O TEXHIKOIO Ta
MaHepoto (pakTypHOT i TEeMaTHIHOT pOOOTH I1e OaraToXOpHi KOMIO3HIIii B cTHII salmi spezzati (bapcosa, 1981),
y SIKHX BiI4yBa€ThCS BIUIMB TPAAWLiil BeHeliaHChKOT Koiu ["abpieni, MaloTh MiAHECEHUH, CBITIIMH XapakTep.

I". x0TI MOCTYNOBO PO3KPUBAE 3MiCT BepOAIIbLHOTO TEKCTY, AOAI0UN HOBI My3U4H1 TEMH, TOOTO po30yo-
BYIOYH TEKCTOBO-MY3UYHY KOMITO3HIIIO 33 MIPHHIUIIOM «HOBUH TEKCT — HOBa Menois». [Ipore posmmpennit
CKJIa]] BUKOHABIIIB JIaB 3MOT'Y HE TUIbKH BUKOPHCTOBYBATH CKJIaJHI POCTOPOBi e(peKTH BiATyHHS, aHTU(OH-
HUX TIEPEKIINYOK, aje i BUATH 3a MeXi pAIKoBOi (popMHU 3aBASKH MYy3WIHHM 3aco0aM po3BUTKY. Lle 3Byko-
300paxkalibHI KOMEHTapi, MPopoOIIeH] 3 PETEIbHICTIO, YBArO0 0 HaMEHNIO! 3MiHHM TyMKH. Hampukian, ko-
MeHTyBaHHs 0i0nifiHorO Tekcty B MoTeTi Psalm 8 «Herr, unser Herrscher, wie herrlich ist dein Nam» SWV 27
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BinkpuBaeTbes (GandapHum 3BepHeHHIM «locrmomu, Ham Bmaguko» y tutti 000X XopiB, IHCTpYMEHTaIbHOI
Kamenu Ta basso continuo. Ypouncra puTMika i tutti 30epiraeTscst y IBidi MoBTOpeHil ¢pasi «ciaBHe TBoE
VMenns 1o Beiit 3eMuti». 3aKiHUEHHs TICaIMOBOTO BipIla «i MOISKa HA HeOi» y Kalely COTiCTiB IPOTHCTABIIS-
€THCS TIOTIEPEHHOMY 3BYyUYaHHIO tutti, BUPOCTAIOYH 3 pUTMIYHOT (hOPMYIH TOTNIepeAHbOl (pasu Ta MOoJerury-
€THCS KaJICHIIIMHUM PO3CITIBOM 1 K BiJUTYHHSI PO3UMHSIETHCS B TIOBITPI.

[TpocTiM PUTMOM y XOpYy MPOXOIUThH HeBelnuKka (pasa «3 ycr aitei» (JJ1JHJJ), ska koHTpacrye 3i cio-
BoM «i HemoBisaT» ((J. & 1. 3 JJJ)) y BuramuBuii putmiuHii Gopmyiti 31 CKIIaJHUM BHYTPIITHBOCKIIAI0BUM
po3scmiBoM. CHHKOIIO0I0 BBOIUTHCS (paza «yuunue Tu xBamy pagu CBOiX BOPOTiB».

I'. llTroTH i3 BAACTUBOIO MIPOTECTAHTAM-KOMIIO3UTOPAaM T€PMEHEBTUUHOIO YBa)KHICTIO CTaBUTHCS 10 TEK-
CTiB MEPILOKEPET, IO MiATBEPIKY€EThCS KiTbkoMa GakTaMu. My3HKaHT y CBOIX XOPOBHX KOMIIO3HUIIISIX Iie-
PEBaKHO BUKOPHUCTOBYE MOBHI TEKCTH TicainMiB. Hampukias, 3 26 kommno3uiiii op. 2: 20 MOTETiB HalMcaHi Ha
MOBHI TEKCTH (3 HUX JI0 CEMH JIOJ[aHa JIOKCOJIOTis ), OMH — 0a3yeThes Ha pparMenTi rcaima 126:5-6 («Die mit
Tranen sden» SWYV 42), Ta 1Ba KOHIIEPTH, 110 PO3TANIOBAHI ITiT KiHEIh ITUKTY, MAlOTh B OCHOBI KOMITITLOBaHI
tekcth («Lobe den Herren, meine Seele» SWV 39 — Ilc. 103:2,3,2,4,2; «Jauchzet dem Herren, alle Welt»
SWV 47 —TIlc. 98:4,5; 150:4; 98:6; 148:1; 96:1106; 117:1,2).

Bigomo, mo I IroTi mie mijx yac HaB4aHHS B TiMHA3ii BUBUAB JIATHHCHKY W JaBHBOTPELbKY MOBH, a Ta-
KOX CaMOCTIHHO OCBOIB JJABHLOEBPEHCHKY, 1100 OUIBII JIETAIBHO 3aNINOIIOBATHC Y 3MICT TeKCTy. Citijay 1mi€ei
HayKH MOKeMO OauuT, Hanpukiaz, y nukii 11 moreris Ha 119 ncanom (SWV 482-492, o pazoM 3 MOTETOM
Ha [Tc. 100 SWV 493 Ta nimenpkum MarHigikarom SWV 494 Gynu Bujani sik «Der Schwanengesangy» op. 13
y Jlpe3neni, 1671 p.). B opurinami me# ncaixom mae ¢popMy aKpoBipiia, To9aToK KOKHOT YaCTHHH BiATIOBiTae
ofHiM 3 22 mitep redpaticekoro andasity. I. [ioTi po3moninue BepOaIbHHA TEKCT MO JABI YACTUHU HA OJTUH
MoTeT.!

['epMeHEBTUYHUH TiIX1Jl KOMIIO3UTOPA A0 BEpOAIBLHUX TEKCTIB Y CTBOPEHHI CBOIX MOTETIB CTa€ OYEBU-
HUM 3aBISKU aHaji3y CHHTAKCHYHOI OylOBH TeMaTH3My. [ OJIOBHOIO 03HAKOIO € 30epeieHHs] 0coONMMBOCTEH
JABHBOEBPEHMCHKOI T10€3ii, 3aCHOBaHIli Ha CHHTAKCHYHOMY Tapaliesi3Mi. 3a BiJICYTHOCTI puMU ab0 METPUKH
MOETUYHA CTPYKTYpa CKIAJA€ThHCS 3 IBOX CHHTAKCHYHHUX OJIMHUIIb, JIe KOYKHA T€3a IMOJIAETHCS 13 CEMAaHTHIHOIO
mapaJesiIio MPOTHCTABIEHHs YK Tpajamii. Tak, y moreri «Die mit Tranen sden»? SWV 378 T IItotIr Bigo-
KPEMITIOE TIPOTHCTABJICHHS 00pa3iB CIIi3 Ta PajloCTi, HE TIIBKU PI3HUMHU MEJIOAMYHUMHU JIHISIMH, aie i put-
MIYHO KOHTPAacTHUM TeMaTtuzMoM. [lepdexTHa puTMmika HasiBHA y CBITIIMX 0Opaszax, imnepdekrHa — B oOpaszax
TSDKKOI Ipalli, 10 MOJKHa MOOaYuTH B MOYaTKOBUX psakax maprii Cantus I (Puc. 1).
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Pucynoxk 1. Moret «Die mit Tranen sden» SWV 378. Cantus I, inmumir
Figure 1. Motet Die mit Trdnen sden SWV 378. Cantus I, incipit

OTrxe, pakTopoMm (HOpMyBaHHS CEMAHTUYHKX MOJIIB y MOTETI CTa€ My3HKa. AHAJI3yIOUN My3UYHHIA TeMa-
TH3M Ta BIATIOBIIHHIA HOMY BepOaNbHUIN TEKCT, MOXKHA OAuUTH, K CEMHU «CiBOa» Ta «CIbO3M» 00’ €THYIOThCA,
TaK CaMo 1 CEMH «PaiCTh», CITBY», «’KHHBA», «CHOIII», YyTBOPIOIOYH IIPOTHCTABIICHI CEMAaHTUYHI yIpyIyBaH-
HSL.

[Tpuknamom npyroi TeHAeHwil BTieHHs ncanmMoBux TekeTiB y I IlroTia € HiMebKuii BipLIOBaHUH 1ca-
tup «Der Psalter nach Cornelius Beckers Dichtungen» op. 5 SWV 097-256, ne npencrasieHi rapMOHi30BaHi

! IToxiOuuit moxin 3a mitepamu akposipura I Ilioti Bukopuctosye i B 119 ncanmi i3 «Ilcantupst Bekkepay, ane rpymye 4acTHHH
1HaKIIe: KpaifHi 10 JBi, a CepeHi 1Mo TPU YaCTHHH.

2 Mortert Ha Ilc. 126:5-6 ysiiimos 10 36ipku «Geistliche Chormusik» op. 11 (pesnen, 1619) mix Homepom 8. Tekcr y mepekiiaji
I. Orienka: «XT0 ci€ i3 cii3bMH, 30 CIIIBOM TOH >KHE: BCE XOAUTH Ta IIIade, XTO HOCUTH TOPOWHY HACIHHS Ha IIOCIB, Ta BEPHETHCS i3
CITIIBOM, XTO HOCHUTBL CHOITH CBOI».
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3pa3KH JUIsl 3arajJbHOTO CITiBY HEPKOBHOT T'POMaJIN Ha CJIOBA JICHITIIIrCHKOTO JIIOTEPAHCHKOTO ITacTopa, 60rocio-
Ba Kopneniyca bekkepa (1561-1604).

I'enpix 0TI CTBOPUB YOTHPHUIOIOCHI 00POOKH MENOiH, sIKi BiH ITyOJiKyBaB KiJIbKa pa3 MpOTSATOM CBOTO
xutTTs (1628 Ta 1661 — mepepoOiieHe i qornoHeHe). Maitke Bci Menonii Hanucani camum [ [liotnem, pemra
3 HHX 3aI03UYEHi 3 MMOMepeHiX HiMelbkuX rncantupis Jlrotrepa-Bansrepa. 30ipka ckiaganacs 31 BCTyILy, ma-
padpas Bcix 150 ncanmiB Ta 3aKIIFOYHOTO PECTIOHCOPITO.

KomiTky po60Ty KOMITO3UTOpa HAl TEKCTAaMU MOYKHA TTPOCTEKUTH Ha TTokazoBoMy mipukirani [Tcamma 130
«Aus tiefer Not schrei ich zu dir» / «3 mmbunu 51 B3uBato no Tebey. o «Ilcantups bekkepa» I. Ilrorma
BXOJUTH JIBa BapiaHTH 0OPOOKH LIOTO XOPaJIBHOTO IcanMa. ABTOPOM OpUTiHAIBHOI XOpasibHOI MenoAii Ta Hi-
MEIBKOTO TIOETHYHOT0 BapiaHTa TekcTy ncanma € Maprin Jlrorep (1524) (Evangelische Kirche von Westfalen
Ta iH., 1969, c. 195).

Memnoguist M. JTrorepa Hamiicana y dpiriiicekomy sami (EPY), mo 3a Tux yaciB oOupascst 1ist okasy oopa-
3iB JKaio, ckopOotu. [Ipo HaNEeKHICTh MHOTO MOKASTHHOTO TICaiMa JI0 TIOXOBAJBHUX OOPSIIB CBIIUUTEH TAKOXK
1 TOHAJIBHICTH MIHOPHOTO 32 HAXHJIOM JIaJy — BucoTa E B 6ararhox KOMITO3UTOPIB, HABITh Y MI3HIII YacH aco-
IifoBajacs i3 BTPaTol0, HEMOMKIIUBICTIO IOBEPHYTH LIOCH, TYTOIO 3a JIIOIBMH, MPisIMH, 4acoM, baThKIBIIMHOO
Ta iH.

B onny ctpody BXOAWUTH CiM PSIIIKIB, 3 IKUX TPETil Ta 4eTBEPTUH TOYHO TOBTOPIOIOTH MEPIINHI Ta JPYTHH,
o Bianosinae ¢opwmi Oap (A:ab-A:ab-B:cde), koTpuil Maiike TOYHO MOBTOPIOE PUMY BEpOAIBHOTO TEKCTY
(A:ab-A:ab-B:ccd). I. lllroTi ferno neperisiae jiagoBe BupimeHHs i€l Meaomaii. ToH «e» BiH TPaKTyeE SK pe-
MEPKYCY, TOMY OCHOBHHIA J1ajl 000X XOpaJbHUX 00p00OK cTae moMiHaHToBHit A% man. TakuM unHOM, CTpOda
HIOM TIOYMHAETHCS Ta 3aKIHIYETHCI HE OCHOBHUM TOHOM, IO MIPHUJIA€ 3ByYaHHIO HECTIHKOCTI, CTBOPIOE CHUTY-
alilo PUTOPUYHOTO MUTAHHS. Y MEJIOAWYHOMY PYCi MepeBakaloTh HU3X1MHI iHTOHALi]. X0AM y BUCXiZHOMY
HanpsMi epeBaxHo OepyThes CTPUOKaMU Ha KBapTY, KBIHTY, TEPLIIO.

J1Bi 00poOKM m0BOIMI Pi3HI 32 cBOIM (poHIUHMM pimieHHsM. [lepinii BapiaHT BUKOPUCTOBYE OLIBII Pi3HO-
MaHiTHI GapOu 3 nepeBakaHHAM BenmuKuX TepukBinT (10 konkopais® : F; C; G; D; E; H; C°;; d; a; e). Buano,
10 KOHKOPH TTONapHO OB’ 3aH1 Mk c00010 (PYHKIIIIHO 1 TPaKTYIOThCS K aBTeHTH4HI 380poTH (D-T), unm
MO>KHA TTOSICHUTH TIOSIBY BEIMKUX TepIKBIHT D, E, H — HaBITh 3 BUXO0M 3 ITOBHOT CUCTEMH JI0 5 CUTHATYP.

Jpyra Bepcist rapMoHi3allii — aCkeTH4HIIIa, JTOBIIIE 30epirae OJNH eMOIiHII cTaH. | apMOHIKH TOBHICTIO
BKJIAJIAIOThCSA B MEXI1 MOBHOT MoAajbHOI cucteMu. IlepeBaskae MiHOpHMI Haxwil y 3By4aHHi (8 koHkopais: F;
C; G; E; h°;; d; a; e). Pisnuiusa npornsnaethbes i y BUKOPMCTaHHI NPOXiJHUX 3BYKIB Ta 3aTpUMaHb. SIKIIO y Ba-
piaHTi MepIIOBUAAHHS 11’ ITh 3 CEMH PSIKIB MaJli B KaJeHIIii «HeakopaoBuit» Ton (C¥7; E*3; D*3; a%765%6) 1o
MICIISIBOEHHA FApMOHI3allisl 1030aB/ieHa «FAPMOHIYHHUX TPUCTPACTEI», BUKOPUCTOBYE LIeH TPUHOM OTHOPa30-
BO y TPETHOMY PSAAKY.

LixaBuM MoMeHTOM € Te, 1o | [IfoTI HaBiTh MpH MiHIMANBHUX pecypcax, siKi HaJla€ yKaHp TapMoHizallii
XOpaity, MPOTUCTABIISIE OCHOBHI CEMaHTHUYHI IIEHTPH: SKIIO 0Opa3Ha cdepa JIONUHN XapaKTepU3yeThesl He-
CTIHKiCTIO, MIHOpHUM (hOHI3MOM, To Ha cioBax «Herr Gott», «du» («Tu» mo BimHomeHH!O 10 bora), ne o6pa3
Bora nmoctaB KOHKPETHO, 3’ IBISIETHCSI MAYKOPHHH KOJIOPHUT. HaBiTh Tam, e HaeThes Mpo «0e33aKOHHS», MAXKOP
iHTEepHpeTyeThes K nosisa bora CripaBeanuBoro, 3akoHy SIK OCYIKCHHSI.

BucnoBku

Y xopogiii TBopuocTi ['eHpixa lllrorna BimoOpa3uimcs ABi OCHOBHI TeHIEHIIT BTiIeHHs TekcTiB [IcanTu-
ps, xapakrepHux s My3uku XVI-XVIII cT.: HanncaHHsS MOTETHUX UM KOHIIEPTHUX KOMITO3HUIIIH Ha MCaIMU;
HaHUCaHHS Y 00poOKa MEIo/Iii BipIIOBaHMX TIcauMiB. BifbIIicTh KOMIIO3UIIiH (TTEpeBaKHO MOTETH) HaIKCa-
Hi Ha TIOBHI TEKCTH NICAIMIB 0€3 3HaYHUX BTPYYaHb; KOHIIEPTHI KOMITO3HIIii HANKCaH1 Ha KOMITUTLOBAHI TEKCTH;
MeHIn xapaktepHum st [. [ioTia € BUKOpUCTaHHS CKOPOUSHHX TEKCTIB. Y MPOIECci CTBOPEHHS XOPOBOTO
MIPOYUTAHHS TICAJIMIB KOMITO3UTOP BPaXOBYyBaB OCOOTUBOCTI IMTOSTUKH TIEPIIOHKEepETa, CHHTAKCHIHI 0COOIIH-
BOCTi Oy/10BH BepOaIbHOTO TEKCTY, BHKOHABCHKY CIIPOMOKHICTH 1 TIPAKTUYHI IOTPeOH, BUKOPUCTOBYBAB PH-
TopuuHi ¢irypu. Po3kpuBaroun 3micT BepOanbHOro Tekety, I Lot noctynoBo noaae HOBI My3H4HI TeMH,
P0o30yI0BYIOUYH TEKCTOBO-MY3HYHY KOMITO3HIIIO 33 IPUHLIUIIOM «HOBHI TEKCT — HOBA MEJIOMIsD».

3 Konkop/ (pe3ysbTyiodi CiiB3ByYdst) MO3HAYEH] OACOBUM 3BYKOM Ta IHTEPBAJIAMH Bijl HHOTO. 3 TIOBHOIO MAITPOKO KOHKOP/IIB ISt
BHU3HAUCHHS TaPMOHIYHOTO aM0OiTyca MOBHOT MOJTAJILHOI CHCTEMHU MOXKHA 03HaloMuTHCs B poboTi FO. M. Xomnomnosa (1996).
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ICAJIMOBBIE HHUKJIbBI | Makapetko Asekceit BiaaaumupoBud
B XOPOBOM TBOPYECTBE | Cmapwuii npenooasamens,
TFEHPUXA IMKOTHA | Jivsosckas nayuonanshas myseikarvnas axademus
umenu H.B. Jlvicenxo,
Jlvs06, Yrpauna

Lenb cTaTtby — paccMOTPETh BapUAHTHI BOIJIOIEHHS TEKCTOB [IcanTupu B XOpOBOM TBOPUYECTBE HEMELIKOTO KOMIIO3UTOpA
parHero 6apokko ['enprxa [roria. MeTomomorus McciieOBaHUs 3aKIIF0YAeTCsl B IPIMEHEHHH CPaBHUTEIBHOTO, HCTOPHKO-
JIOTUYECKOT0, CEMAHTUYECKOTO METOJIOB, YTO MO3BOJISICT PACKPHITH 0COOCHHOCTH PabOTHI KOMITO3UTOpa ¢ Tekctamu [Icantupu
B KOHTEKCTE OCHOBHBIX TE€HJICHIIUH SMOXHU, PACCMOTPETDH CTENEHb TPOHUKHOBEHHUSI UM B TIEPBOMCTOUHUK, BBISIBUTH OCHOBHBIE
CpeICTBa 03BYUYMBAHUS MY3bIKOI BepOanbHOro Teketa. Hayunas HoBusHa. TBopuectro . [1IfoTIa BriepBBIC B OTCYECTBEHHOM
MY3BIKOBEJICHUH PACCMATPUBAETCSI C TTO3UITUH 3HAYCHUS HAaOOoJIee PacIpOCTPAHEHHBIX TEKCTOB B MY3bIKE pAHHETO OAPOKKO —
[ICaJIMOB. TEKCTBI IICAJIMOB SBJISIFOTCSI OCHOBOM IOYTH IIOJIOBUHBI TBOPUECKOIO HACHIENUS KOMIIO3UTOpa. MIHTEpec K My3bIKe
I'. IlTroTa 0OyCNOBIEH aKTUBHU3AIMCH HCIIONHUTEIHCKOTO HHTEpPECa K TYXOBHOH MY3BIKE STIOXH OApPOKKO M MPAKTUIECKON
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MOTPEOHOCTRIO YUEOHBIX KYPCOB HCTOPHM MY3BIKH, MCTOPHH XOPOBOW JHMTEPATypHl W IPYTHX B OOHOBICHWH MaTepHala.
BriBozibl. BeIsIBI€HB! OCHOBHBIE TEHIEHIIMH BOILIOLIEHUS TeKCToB [lcantupu, Xapakrepusle it My3biki XVI-XVIII Bekos,
B XopoBoM TBOpuecTBe I I1IroTIa, KOTOpBIE MPOSBUITKCH B: 1) HAITMCAHUU MOTETHBIX / KOHIIEPTHBIX KOMITO3UIIUI HA TICATIMBI;
2) HamMCaHWW WK 00pabOTKE MENOIMH CTUXOTBOPHBIX MCAIMOB. [IpoaHANU3MPOBAHBI TPOSIBICHHS T'€PMEHEBTHYCCKOTO
HOJIX0/1a KOMITO3UTOpa K BepOaibHBIM TEKCTaM MPU CO3MAaHUK MOTETOB. [ 1aBHBIM (hpakTOpoM (HOPMHUPOBAHKS CEMAHTHICCKUX
TOJIEH B MOTETE CTAHOBUTCS MY3bIKa. BBISICHEHO, YTO MOTETHI PEUMYIIIECTBEHHO HAITUCAHBI HA TIOJTHBIE TEKCTHI IICATIMOB 0€3
3HAYHUTETBHBIX BMEIIATEIbCTB; KOHIIEPTHI HAMMMCAHBI Ha KOMITMINPYEMBIE TEKCTHI; PEKe BCTPEUACTCS COKpAIICHHE TEKCTOB.
OTMedeHO, 9TO MPHU CO3TAHUH XOPOBOTO MPOYTEHUS IICATIMOB KOMITO3UTOP YIHUTHIBAT OCOOCHHOCTH OATHKH MIEPBOMCTOYHUKA,
CHHTAKCHYECKHE OCOOCHHOCTH BepOAalbHOIO TEKCTa, HCIONHHUTEIBCKYI0 CIHOCOOHOCTh M TPAKTHUYESCKHE HOTPEOHOCTH,
UCIIOTB30BANl PUTOPUYCCKHE (PUTYPBIL.

Kniouesvie cnoea: nicanom; Ilcanteipp; MoTeT; KoHIEPT; TBopuecTBO I'enpuxa IoTna; cinoBo W My3bIka, My3blKa
I'epmanuu

PSALM CYCLUSES | Oleksii Makarenko
WITHIN THE CHORAL WQRK Senior Lecturer,
BY HEINRICH SCHUTZ | Mykola Lysenko Lviv National Music Academy,
Lviv, Ukraine

The purpose of the article is to consider options for the embodiment of The Psalms’ texts in the choral work by Heinrich
Schutz. The research methodology consists of the application of comparative, historical-logical, and semantic methods. This
approach allows us to reveal the peculiarities of the composer’s work with the texts of The Psalms in the context of the main
tendencies of the era, to examine the degree of spreading into the original source, identify the primary means of reading verbal
text via music. Scientific novelty. Heinrich Schiitz’s work is considered for the first time in domestic music studies from
the point of view of the importance of the most common texts in the music of the early Baroque psalms. Psalm texts are the
basis for almost half of all the vocal work of the composer. The interest in the music of H. Schiit is due to the activation of
performing interest in Baroque sacred music and the practical need for training courses in the history of music, the history of
choral literature and others to update the material. Conclusions. The article has outlined the main tendencies of The Psalms’
texts implementation within the choral work by Heinrich Schiit, which were the 16th — 18th-century music patterns. They
are 1) motet/concert compositions’ settings to psalms; 2) poetic psalms melodies witting and adaptation. The author analyses
the composer’s hermeneutical approach to verbal texts when creating motets. The critical factor in the formation of semantic
fields in the motet is music. It was learned that motets are mostly written on the full texts of the psalms without significant
interference; concerts written on compiled texts; texts’ reduction are less common. The article emphasises that in the process of
a choral interpretation of the psalms, the composer took into consideration the peculiarities of the poetics of the original source,
syntactic features of the verbal text, performance and practical needs, used rhetorical figures.

Keywords: psalm; psalter; motet; concert; choral work by Heinrich Schiitz; lyrics and music; music of Germany
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Mera cTarTi — po3mISIHYTH crielBiKy JAisUTBHOCTI AUPUTEHTA B TPOIECI CTBOPEHHS CIEKTAKII0 B My3UYHOMY TeaTpi.
Mertonosnorigyaoro 6a3010 AOCTIHKEHHS € TMPHHIMIH MOCTIZOBHOTO aHaJi3y W IOETAIHOTO OIMCY MiITOTOBKH MpeM €ph
MY3UYHOI BUCTaBH, SIKi JaJIM 3MOTY 3’5ICyBaTH cHei}iky AUPUTCHTCHKOT poOOTH B My3WYHOMY Te€aTpi, B OCHOBI SIKO1 JIC)KUTH
PO3pOOJICHHS MEBHOTO TBOPYOTO TIPOLIECY NMPOTATOM PENETHIIHHOrO yacy. Takok 3acTOCOBaHWH IHCTANSALIHHWNA ITiIXin
1 METO/I0JIOTTYHI peKoMeHallil MpogeciifHOTO MiJX0y 10 BUPIIIEHHS 3aB/IaHb Y MPOLECi CTBOPEHHS My3HYHOTO CIIEKTAKIIIO.
HaykxoBa HOBHM3Ha JIOCIIJDKEHHS TIOJIATaE y BU3HAYEHHI MEXaHI3MIB IMOCTAHOBOYHOTO MPOIIECY Mijl 4ac CTBOPEHHS HOBOTO
MY3HYHOT'O CIIEKTaKIIIO 3 OOKY MiJrOTOBKM My3HMYHOIO Marepiaiy, ONKCI MOeTarnHoro (popMyBaHHs HOTO CKJIaJ0BUX YacTHH,
aHanmizi poOOTH TUPUTEHTA-MOCTAHOBHUKA, KU BU3HAYAE CMHCIIOBY KOHIICMIII0 MY3HYHHX HOMEpIB i CTBOPIOE MY3HUHY
KOHIICIIIIIF0 BCHOTO TBOPYOTO 3aayMy. Po3mismaeTbes i JeTaIbHO OCMUCIIOETECS HOHATTS «CHASYA PEIETHLIsH B KOHTEKCTI
CYYacHOI MisUTFHOCTI MY3HWKAHTIB-CONICTIB 1 UPHUTEHTA, a TAKOXK MEXaHi3M XYIOKHBOTO CTBOPECHHS TEaTPajbHOTO MIiHCTBa,
B SIKOMY 3aKJIaIa€ThCsl MilfHA MpodeciiiHa 0CHOBA CLIEHIYHOTO KUTTS MY3WYHOTO CIIeKTakiro. CTBEp/UKYEThCS, IO MpoLec
CTBOPEHHSI My3UYHOT'O CIIEKTAKIII0 MA€ CHCTEMY ILUIaHYBaHHS i PO3IOLTY PEETHIIIHOTO Yacy, sKa iCTOTHO BiIPI3HSETHCS Bl
JISUTBHOCTI IMPUTEHTA M1iJ1 4ac MirOTOBKH CUM(pOHIYHOTO KOHLEPTY B (hitapMoHii. BiucHoBku. JloBeseHo, 1110 nepeayMoBamMu
CTBOPCHHSI MY3WYHOTO CIICKTAKIJIFO Yy MPOdEeCiiHiil MisIIbHOCTI AUPUTCHTA-TIOCTAHOBHUKA € TCBHI 3HAHHS, sSKI HEOOXIIHI
JUISL YCTIIITHOTO 3MiHCHEHHS BCHOTO ITOCTAHOBOYHOTO TIPOIECY, HOTO PO3MOIUTY y 4aci Ta e(EeKTHBHOTO BHKOPHUCTAHHS.
[amuBinyanpHa poboTa AWPUTCHTA-TIOCTAHOBHUKA B MY3MYHOMY TeaTpi CIPsSMOBaHA HA CBIIOMICTH TBOPHYOTO IIPOIECY 3a
YYacCTIO BCIX COJICTIB BUCTABH, SIKUH 3yMOBITIOE HE TUTBKU TEXHIYHUH PiBEHB MPodecioHai3My, a if BU3HAYa€ CIPSMOBAHICTh
00pa3HO-XYJIOXKHIX 3aBJaHb.

Kniouosi cnosa: NUPUTEHT-NIOCTAHOBHMK; CIEKTaKJIb, My3MYHHH TeaTp; NMpPeM’€pa; PEHeTHIlis; MOCTaHOBOYHUM
TIpo1Iec; MPOTiH

Beryn

OpHUM 13 TIPIOPUTETIB TBOPUOi pOOOTH IUPUTEHTA B My3UYHOMY TeaTpi € BMiHHS BHOYZOBYBaTd Mpo-
L[eC TIOCTAaHOBKM HOBOT'O MY3WYHOTO CIIEKTaKJIIO, SKMI HaJIIHHO BBiijie 10 penepTyapy i Oyne crpapxHIM BHU-
TBOPOM CII€HIYHOTO MHCTENTBA. 3aBJaHHA, KOTPl CTaBUTH Tepe]l COO0I0 TUPUTSHT-IIOCTAHOBHHUK ITOJISATAIOTh
y popMyBaHHI My3UIHO-XYI0KHBOTO IMTPOYUTAHHS aBTOPCHKOTO 3aIyMYy, peaji3ailisi Horo B IPOoIIeci pereTHIlii
13 OpKecTpoM, 1 BciMa COITiCTaMHU, SIKi OTTAHOBYIOTh HIOAHCAMH KOHIIEMIIi1 B TOETAITHOMY ITi3HaHHI My3HYHOTO
Marepiaidy. He MeHII 1ikaBUMU U1 BUBUYCHHS IOCTAHOBOYHOTO MpOLECY € MpoOieMu, NOB’s13aHi 3 HOBUMHU
TEXHOJIOTIIMHU (HAPHUKIIAA, BAKOPUCTaHHS MiKpo(doHiB). OcoOMMBOro 3HaueHHs HaOyBa€ AOCBIM T. 3B. «CUMIS-
YHX» PENeTHLiH, Mpo sIKi mucany BUAaTHi Maiictpu MuHyIux pokiB K. Konapammn (1970) i M. Kanepmrelin
(1972), ane siki B yMOBax Cy4acHOI'O T€aTpy MarOTh CBOI 0COOIUBOCTI. B3aeMONpOHUKHEHHS KaHPIB Y BUCTAB1
MY3WYHOTO TeaTpy BUMarae 0coOIMBOTO XyJI0KHBOTO MIIXO0/TY, HacaMIiepe] Y poOOoTi TUPHIeHTa-TI0CTAHOBHHKA.

HayxoBa HOBH3HA MOCITIKEHHS BU3HAYAETHCSI TUM, IO B HHOMY JOKJIAIHO BUCBITJICHI BCI €Tamy pere-
TULIHHOTO IPOLECy B MEPioJl HOCTAHOBKM HOBOI BUCTABU B Cy4aCHOMY MY3MYHOMY TeaTpi; PO3KPHUTO # mpo-
aHaJII30BaHO 3HAYCHHS KOXKHOTO €Tally — 1 My3W4YHOT'O BTUICHHS, 1 OpraHi3auiifHOro METOAY IMPUTECHTCHKOI
poboTtu. MeTtoauuHi MiAXoau A0 BUPILICHHS MY3MYHOTO BTUICHHS MalOTh HEBHI mpodeciiiHi 0coOnMMBOCTI.
30kpemMa, B OCHOBHHX (popMax 1 IuiaHyBaHHI pereTHLil Ha Pi3HUX PIBHAX MiATOTOBKU BPaXOBYEThCS e(ek-
THUBHICTb 1 BUCOKHUH MpodecioHai3M 3acTOCYBaHHsI TOCTABJICHUX 3aB/aHb. JJOCBI TUPUTEHTA-TIOCTAHOBHHUKA
B CY4aCHOMY MY3UYHOMY T€aTpi BUCBITIIOE HAMPSMHU, SKi 320€3MeUyI0Th METOAMYHY OCHOBY HEOOX1THUX TPO-
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(eciitaux 3HaHb. [InTaHHAM MOCTAHOBKM ONEPHOTO CIEKTAKIIO CBOTO 4acy OyJiu MPUCBSYEHI pOOOTH TaKuX
BHJIATHUX MaicTpiB, sk JI. Potoaym (1980) i b. [TokpoBcrkuii (1985), mpoTe B HUX HE BpaXOBYBAJIUCS 0COOIH-
BOCTI JUPUTEHTCHKOT pOOOTH B Cy4acCHOMY MY3MYHOMY T€aTpi, IKUH CTaBUTH MIEPE BUKOHABLSMH P HOBUX
JIO/IaTKOBHX 3aBllaHb. BomHOUac y cydacHUX poOoTax BITYM3HSIHUX aBTOPIB, IPUCBSIYCHUX POOOTI IUPUTEHTA
(ITaciunsik, 2012), 3BepTa€cThesi yBara HacamIiepesl Ha TEOPETUYHI TUTaHHS OCBOECHHS TEXHIKHU JUPUTyBaHHS,
MPOTIEC BUBYAHHS MY3HYHOTO TBOPY, KM BIIHOCUTHCS O POOOTH 3 KOJIEKTHUBOM ITiJl YacC IMiTOTOBKU KOH-
LEPTHOT'O BUCTYILY.

Merta crarTi

Merta poboTH Noisirac y BUCBITIIEHHI MPOLIECY 3apPOXKCHHS 1 CTaHOBJICHHS MY3HYHOT'O CIIEKTAKIIIO B CY-
YacHOMY Tearpi, 30KpeMa TaKuX jKaHPiB, sIK OTIepeTa, MIO3HUKII, POK-OTIepa Ta iH., Y BUSBJICHHI IXHIX CIIIbHHX
1 BIIMIHHUX O3HAK IIiJT 9ac IMATOTOBKH TIPEeM'€pH.

MeTomonorist qocmiKeHHs. Y JOCIiPKeHHI BUKOPUCTaHI METOM aHaJi3y H OMUCY 0COOIUBOCTEH IH-
PUTEHTCHKOI PoOOTH B MpOILECi MOCTAHOBKM BUCTABH B MY3MYHOMY TeaTpi, sSIKi Jajd 3MOTY NPOCTEKUTH
CYTT€EB1 BIIMIHHOCTI 3apPO/I’KEHHS 1 CTAHOBJICHHS] My3UYHOTO CIIEKTAKJIIIO BiJl MiATOTOBKH CUM(OHIYHOTO KOH-
LEepTy; METOA IUIaHyBaHHs PENEeTHLIHHOrO MPOIEeCy 3aCTOCOBYBABCS B MOCIHIJOBHOMY BHKJai Marepiary
JIUPUTCHTCHKOTO JIOCBI/y; aHAITHYHUN METOJ| JIOTIOMIT 30CEPEAMTUCS Ha JISTIbHOCTI JUPUICHTA-IT0CTAHO-
BHHKa, siKa 3a0e31edye BUPIMIEHHS Pi3HUX MPpoOIeM, 1[0 BUHUKAIOTH i 9ac CTBOPEHHS HOBOTO MY3WYHOTO
CIIEKTAKIIIO.

Buxnan marepiajy gociaixkeHHs

[Ipodecis aupurenta (Bin ¢paniry3pkoro cioBa diriger — ynpaBisiTH OpPKECTPOM, XOPOM, aHcamOieM
niyx yac Buctyny (Il reitnnpecc & SAmmonbckuit, 1966, c. 157), 1k Bimomo, nos'si3ana 3 ynpasininasaM. Ls xa-
pakrepucTuka rnpodecii BITHOCUTHCS 1 10 (piHANBHOI, MiACYMKOBOT YaCTUHU POOOTH AUPHUTEHTA, 1 10 BCHOTO
I ITOTOBYOTO TIEPioAy. Y MpoIieci K CTBOPSHHS iHTEPIPETaIil My3WIHOTO TBOPY — CHM(POHITHOTO KOHIIEPTY
ab0 ONEpPHOTO CIEKTaKII — HEOOXiTHI MPOSBU TaKMX SKOCTEH, SIK: OpraHi3aTrop PEeNeTHIiHOTO TPOIECY,
KEpiBHMK IJIaHYBAaHHSIM 1 PO3MOAIJIOM HOro y BiBEIEHOMY Haci, a Jy)e 4acTo 1 BUXOBATEIb KOJICKTHBY MY-
3MKaHTIB, 3 IKUMH BiH mpawtoe. s 1poro, KpiM uncto npodeciiHux sIKOCTeH TMPUTeHTChKOT MalCTEpHOCTI,
JUPUTEHTY HeoOXiJHa BUCOKA KYJIBTYpa, BCEOIUHI 3HaHHS, a TAKOK 0ararto J0JaTKOBHX YMiHb, KOTpi HaOyBa-
IOThCS 3 TOCBIZIOM CaMOCTIHHOT poOOTH.

MeronngHi pekoMeHaIlii 0araTb0X aBTOPIB CTaTeH Ta KHUT Y cepi TUPUTSHTCHKOT podecii mepeBax-
HO MIPUCBAYCHI MUTAaHHSIM JUPUTEHTCHKOTO peMeca 1 piIko po3MIsAaoTh caM MPOLEC CTBOPEHHS My3HYHO-
ro aiiicTa. 3BMUaiiHO, PO3BUTOK AMPUTEHTCHKHUX 3110HOCTEH 1 3arajibHa My3MYHO-TEOPETUYHA OCBITa — L&
HeOOX1/IHI CKJIaIHUKH Tpodecii, OJHaK BOHU YacTO BUSBISIOTHCS HenocTarHiMu. KoHlepTHa 1 TearpasibHa
JiSUTBHICTB HABITh HAJ3BUYAHHO 001apOBaHUX AUPHUTCHTIB iHOI HE MPUHOCUTH OYiKyBaHUH pe3yibTaT TOMY,
110 JIOIMYCKAIOTHCS IIOMHUIIKK CaMe B MPOIIECi MIArOTOBKU /10 (hiHATBHOI YaCTUHHU JMPUTCHTCHKOT TBOPYOCTI,
TOOTO /10 KOHIIEPTY a00 CIEKTAKIIIO.

Ha mamry mymKy, came TATaHHSIM ITiITOTOBYOTO MPOTIECY B AUPUTEHTCHKIH mpodecii MpUIiIIeThCs Helo-
CTaTHS yBara, 1 Lisl IporajiHa BUMAarae akTHBi3anii MeTOqUYHOTO BUBYCHHS 3 0a3yBaHHSM Ha BUKOHABCHKOMY
1 mearorivHoMy TOCBifi. HaBiTh BUBYEHHS BUKOHABCHKOT TBOPYOCTI BUJATHUX TUPHUTESHTIB (110 3amucax abo
B KOHILIEPTHOMY BHCTYIIi) HE 1a€ 3MOTH «3aIVISTHYTH B TAEMHUIIIO» MiATOTOBYOTO MPOLECY, SIKUH 3a0e3MeUHB
ix ycmix. ToMy IpOMOHY€THCSI IPUALISATH OCOOIUBY yBary MUTaHHSIM HUISX1B JJOCATHEHHS YCIIITHUX PE3yilb-
tatiB. Po3poOienHto miei mpobieMu i mpucBsYeHa s CTATTS.

Benuke k010 mUTaHb, MOB'S3aHKUX 3 MIATOTOBYOK POOOTOIO JUPUTCHTCHKOT Ipodecii, He 1a€ 3MOTH 0X0-
IIUTH IX X Y paMKax OIHi€l CTaTTi, TOMy CKOHLIEHTPYEMO CBOIO YBary Ha HaHBa)KJIMBIIIMX. HA HAII HOIIAL,
npobiemax. Hame 3aB1aHHs — JOTTOMOT'TH CTYIEHTaM-AUPUTE€HTaM, a TAKOK THM, XTO TUIbKU IIOYMHA€E HaOy-
BaTH JIOCBIJl JUPUTCHTCHKOTO MHUCTEIITBA B CAMOCTIHHIN TBOPYiii MisJIbHOCTI, 3HAWTH BiJIIIOBII HAa MUTAHHS,
OB’ s3aHi 13 MPOLIECOM CTBOPEHHS ITiJICYMKOBOTO pE3yNbTaTy AMPUTEHTCHKOI TBopuocTi. [loniOHmii pakypc
BHUBYCHHS pOOOTH IMPHUTCHTA CIPUSATHME 3aTIOBHEHHIO IIEBHOTO IPOOiTy B My3WYHO-METOAMYHIH JiTeparypi
PO TUPUTEHTCHKE MUCTEIITBO.

BucBiTinenHs nuTaHp miroToBUOTO MPOIECY B POOOTI JUPUTEHTA MIPOTIOHYETHCS 3aBASKH aHATI3y TPO-
[IeCy CTBOPEHHSA CIIEKTAKII0 B My3UYHOMY Tearpi. Y 3B’SI3Ky 3 IIM XOTLIOCS BapTO 3BEPHYTHCS 110 crienui-
KM MY3HYHOTO TEarpy.
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VY BenuKuX KyJdbTypHHMX LIGHTPax 3a3BUYail € OKpEMO 1 TeaTpu onepH i O6anery, 1 My3uuHi Tearpu. Tpa-
IUISIETHCS, IO B MEHIIIUX MICTaX € TUTbKH OJIMH TeaTp, Y SIKOMY CTaBJISAThCS 1 {paMaTHUHI CIIEKTaKJIi, | My3WYHI.
VY nonibHuX Tearpax MOXYTb CTaBUTHCS TaKOXK 1 0ajeTu 3a HasSBHOCTI BiANOBiAHOT OaneTHOl Tpynu. Y wid
CTaTTi HAC LIKaBJIATh MUTAHHS JUPUTCHTCHKOI POOOTH IiJl 4ac MOCTAHOBKH My3MYHHMX BHCTaB — OINEPET, a Ta-
KO)K HOBUX MY3HYHHX JKaHPIB, 10 3'IBIIIKCS B XX CT., — MIO3HKIIIB 1 pOK-OIIep.

o crocyeThest omepeTH, TO caMa Ha3Ba I[LOTO JKAaHPY FOBOPHTH cama 3a cele: iTall. operetta, ¢paHIl.
Opéretta mepekaamaeTbes OyKBambHO K MajeHbka omepa (Ll refinnpece & Smmonbekuit, 1966, c. 365-366),
TOOTO MY3WYHO-CLICHIYHUH TBIp KOMEIIHHOTO XapakTepy, sSIKHi MO€IHY€E B CBOIM Apamaryprii BOKaJbHY Ta
IHCTpYMEHTAJIbHY MY3HKY, @ TAKOK TaHEellb 1 pO3MOBHMHU Jianor. Bigomo, 1o cepen My3HYHO-ApaMaTHIHUX
¢dopm (conbHi, aHcaMOIeBi, XOpOBI) onepeTa ayske OJau3bKa 40 KOMIYHOI OIlepH, aje NP HbOMY BiIpi3HIETHCS
BiJ Hel OLIBII PO3BUHEHUMHU PO3MOBHHMMH CIIeHaMu. Mu 3Haemo, 1o crovarky (y X VII-XVIII ct.) onepetoro
Ha3uBallacs HeBEIHKa orepa. Sk caMocTiiHui xaHp orepera ckiuanacs B [Tapmxki B cepennni XIX cr.

[lomo mpodeciitHoro piBHSA apTHUCTIB HEOOX1THO 3BEPHYTH yBary Ha Take. APTHCTH B OIIEPETi 1 TOBOPSITH,
1 CIiBarOTh, 1 TaHIIOIOTh. OTXKE, BOHU € BUKOHABIIMU YHIBEPCAIHLHOTO THITY, TOOTO YHIBEPCAIIbHUMH apTH-
cramu. Taki coNmicTH TpyIH, sIK IPaBUIIO, MAIOTh XOPOLIY BOKaJbHY LIKOJY, I BOHM MOXKYTb YCIHILIIHO BUCTY-
MaTy B Pi3HHUX XaHpax. Y Tpymax My3HMYHHMX TEaTpiB € TaKOK apTHCTH, SIKi 3a3BHYAil MOXKYTb OyTH 3aiHATI
B MIO3HUKJIaX 1 pok-orepax. Lle mosSCHIOETbCS TUM, 1110 CONICTH, SIK1 BOJIOAIIOTH XOPOIIOI0 BOKAIBHOIO HIKOJIOIO,
MOXKYTh YyJIOBO OpaTH y4acTb i B CHICKTAKIISX 1HIIUX YKaHPIB, BIIMIHHUX BiJl ONIEpH Ta OMEPETH, 1 MPEKPACHO
MOXXYTh ce0e TIOKa3aTH B CyYaCHUX JKaHpPax — MIO3HKJIAX 1 pOK-orepax. ¥ TOH )K€ Jac COJICTH, SIKi He MAlOTh
XOPOIIOI0 BOKAJIbHOT IIKOJIM, HE MOXKYTh YCIIIIHO BUCTYIIATH B TAKUX KaHPaXx, sIK omepa i onepera. Tak camo
1 B OaJIeTi: apTHCTH 3 XOPOIIIOIO IIKOJIOK KIACHYHOTO TAHITFO MOXKYTh YCITIIITHO BHCTYTIATH i B IIOCTAHOBKAX
KJIACUYHOTO OaneTy, i B MOCTaHOBKAX CYy4aCHOTO TaHLI0 — MOAECPHOBOro Oajnery. OfHaK apTUCTH OaleTy, sKi
HE MalOTh XOPOILOi MIKOJIHM KJIACHYHOTO TAHLIO, HE MOXKYTb OpaTd y4acTb TiIHO B CHEKTAKIISIX KIACHYHOTO
penepryapy.

OTxe, MPUCTYTIAIOYH 10 BUBYCHHSI MY3HUYHO-IPaMaTUYHOTO TBOPY, MPHU3HAYEHOTO JI0 TIOCTAHOBKU B MY-
3UYHOMY TeaTpi, AUPUTEHTY Tpeba 03HAHOMUTHCS 3 T €cOI0 (J1iOpeTo) nobpe BuBuNTH Horo. OHaK HacamIe-
pea KOPUCHO O3HAHOMHUTHCS 3 JIITEPaTyporo MPO TBIp, SIKUH TOTYETHCS IO MOCTAHOBKH. TITBKH TICISA IIHOTO
CJIiJ] IEPEXOAUTH 10 MY3HKH, IPU LBOMY AUPUIECHTY HOTPiOHO TAKOX BUBYUTH TBOPUICTH KOMIIO3UTOpPA, iCTO-
Ppito CTBOPEHHS TBOPY, CTHJIb, €IOXY H iH.

[lepen movyaTKOM peneTHLIHHOTO MpOoLecy MOTPiOeH TiICHUH KOHTAKT 3 PEKUCEPOM-TIOCTaHOBHUKOM. [1o-
CTAaHOBHUKH CIIJILHO BUPOOJISIOTH KOHIICII[II0 BUCTABH, BCTAHOBIIIOIOTH KYITFOPHU, PO3IOAUISIOTH POl CEpel
COJIICTIB, TOTYIOTh PENETUIIHNH TIJIaH, Y SIKOMY Tepea0adaeThcst He0OXiTHA KIIbKICTh PENEeTUIIIH YCiX BHIIB.
Jani pa3oM 3 pexHCepCbKUM YIPABIIHHAM Tearpy IOTYeThCs KaJIeHAAPHUHN IJIaH MiJrOTOBKM HOBOTO CIIEK-
TaKII0, BUKOHAHHS SIKOTO Tpeba MOCTIHHO KOHTPOJIOBATH. Y TPOIeci poOOTH Haja MpeM’€por0 MY3HYHOTO
CIEKTAKJII0 MOKYTh BHOCUTHCS 3MIHH, ITOB’A3aHI 3 TIOTOYHOIO KUTTAM TeaTpy, TOMY HEOOXiAHO MPOSBISTH
opraHi3aliifiHy rHy4KiCTb, OPI€EHTYIOUHCh Ha KOHKPETHY JaTy BHITYCKY BHCTaBH.

[Tpu mocTaHOBII CEKTAKIIIO HE CITiJ 37I0BKHUBATH KIIBKICTIO couicTiB. He moTpiOHO mpu3HavyaTH Ha OIHY
POJIb OLIBIIE TPHOX CONICTIB, IPUUOMY TPAIFOBATH TpeOa B OCHOBHOMY 3 JIBOMa CKJIaJlaMH, aJic B IPUCYTHO-
cTi Tpethoi. [licist Buxoay criekrakito Moxke OyTH BBe[eHUWH 1 TpeTiit ckian. [IpakTuka mokasye, 1o 3aiiBa
KUTBKICTB COJICTIB, SIKi O€pPYTh y9acTh y MpeM’€pi, He TapaHTYeE AKICTh BUCTaBH, OyBae, IO Bifl IHOTO TUTHKU
LIBUIIE PYHHY€ETHCS aHCAMOJIb.

Hactynnuii eran miAroToBKM BUCTaBH B My3UYHOMY TeaTpi — L€ 3yCTPid AUPUTCHTA-I0CTAHOBHUKA 3 KOH-
LepTMeNcTepaMU-TIiaHIiCTaM1 Ta XOPMEUCTEPOM-TTIOCTAHOBHUKOM JUIsSl O3HAHOMJICHHSI 3 KOHUETIIEIO 3ayMy
nupurenta. [1ix yac po3moniny peneTuiiil Ha Mepmii MIaH BUXOAUTh Po0OTa 31 CIiBAKAMU-apTUCTAMHU, SIKa
€ HaJ3BUYAITHO BaXKJIMBOIO B IOCTaHOBOYHOMY mporeci. K. CraHicnaBchbKuil TUPUTEHTIB 1 KOHIIEPTMEHCTEpiB
HaCTaBJIsIB: «BY MOBHHHI B CBOTX 3aHSTTSX BUXOBYBATH 1 JOPMYBATH TAKOTO CITiBaKa-My3HUKaHTa, SIKUI 100pe
qye OPKECTp T 9ac CBOTO CIIBY, SKOMY TUPUTCHTCHKA TaJMYKa TOTPiOHA JIMIIE 3piIKa IS TTepeBipku cebe
B OCOOJMBO BiAMOBIAANEHUX 32 CKIAAHICTIO Micisax» (PymsHies, 1955, c. 88). Pexxucep 3BepraB yBary ciii-
BaKiB Ha Te, 1100 BOHU HABYMIIMCA «OauUTH JTUPUTEHTA, HE TUBIITYMCH HA HOTOY». BiH migKpecioBas, 110 s
COJICTIB MOTPiOHO MaTH T.3B. OiuHuUI 3ip: «MOXKHA HE AUBUTHCS IPSMO Ha JIIOAUHY, a 0aUuUTH, 110 BiH POOUTH,
ajie Jyis I[bOoro NOTPiIOHO BUPOOUTH B cOOI IIMPOKE KoJI0 30py» (PymsHIes, 1955, c. 89).

Ha moyarkoBoMy eTarii MoCTaHOBKH MY3HYHOTO CHEKTAKITIO, TOPSIJT 13 3aHATTSIMH KOHIIepTMeicTepiB-Tia-
HICTIB 3 COJIiICTaMH, KOPUCHI TaKOX 1 YPOKH, B IKUX Oepe y4acTh AUPUTEHT-MIOCTAaHOBHUK. Lle HeoOXiaHo As
TOTO, 00 YHUKHYTH BHUITQJKOBUX IIOMIJIOK B TEKCTI 1 Il yTOYHEHHS TepelaBaHHs apTHCTaM IHTEpIIpeTaIli-
WHOTO 3aayMy aupureHTa. Ha Takux 3ycTpiuax HeoOXiTHO 3BepTaTH yBary CIiBaKiB HE TUIBKH HA IHTOHAIIIIO,
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PHUTM, TUKIIIO 1 TWHAMIKY, ajle TaKOX 1 Ha PO3YMIHHS CBOTO MY3MYHOTO MaTepiaiy BiJIOBIIHO 10 MapTiil iH-
IINX YYaCHUKIB BUCTaBH, TOOTO TpeOa y3rolnuTH HOTO 3 MapTisSIMH iHITUX YYacHUKIB BucTaBu. M. Kaneprreiin
(1972) cnyurHo 3a3Havac: «monepeaHs podoTa JUPUIreHTa 3 KOKHUM CITIBAKOM CHPUSIE TOUHOMY i aKypaTHOMY
BHBYCHHIO TAPTii, a TUPUTEHT MUMOBOJII 3HAXOJUTh HOBE B PO3KPHUTTI 1 TIIyMaueHHI KOXKHOI MmapTii». Y Tol
JKE 4ac BapTO 3ayBAYKUTH, 10 1HOAI JOCBITUCHUN TaJaHOBUTHUI COJICT, SIKHH TBOPUYO IMPALIOE HAJl CBOIM MY-
3UYHUM MarepiajioM, BHOCUTH JIesKi HOBI ifiel y BUKOHaHHA maptii. Tomy He MoxHA He morogutncs 3 M. Ka-
HEPINTCHHOM 1 B ITbOMY IMUTaHHI: «Beaydn cIiBaka 3a3/1ajeriap HaMideHNM IIITX0M, He MOJKHA 1T030aBIIsATH
HOT0 caMOCTIMHOCTI 1 MOXUIIMBOCTI TposiBUTH iHiniaTuBy» (Kanepmreitn, 1972, c. 173). Ilpu npomy Tpeda
3ayBaKUTH, 110 MOJIOJMM 1 HEOCBIIUEHUM CITiBAKaM PEKOMEHAYETHCS MOYMHATH POOOTY 3 HEBEIHMKHX 1 He-
CKJIaJHMX NapTiid. baxano Takox, o6 B poOOTi HaJ CBOIM My3HYHHM MaTepialoM COICTH MPOSIBISUIA BMiHHS
BHBYATH HOTO CaMOCTIiHHO.

[Ticns BUIIKOTY CBOIX MapTii HA ypoKax 3 KOHIIEPTMEHCTEPaMH 1 IMPUTEHTOM COJIICTH 3/1al0Th CBOT Map-
Tii TUPUTEHTY-TIOCTAaHOBHUKY. [10TiM HacTae mepiof T.3B. CINBAHOK (POC. «CIEBOK» — CIICIIAIILHUNA TEPMIiH
B cepenoBHIIi MpodeCiHIX AUPUTCHTIB — Ha3Ba 00’ € THAHUX PETIeTHIIIN), T 9ac KX MPUAUIIETHCS BEIHKA
yBara po0oTi HaJ aHCaMOJISIMH Ta BEIMKUMHU enizogaMu. [lapanenbHo NOYMHAIOTHCS peneTHlii 3 XopoM, KoTpi
MIPOBOANTH XOPMEUCTEP-IIOCTAHOBHUK, SIKUH HaJla€ BEJMKY JONOMOTY JHUPUICHTY-NOCTAaHOBHHUKY. XOpMeH-
CTEp TOTYE XOp BUXOISYH 13 3a/lyMy TUPUTEHTA, 1 TiCIs BUBYCHHSI MY3UYHOTO Marepiaiy BiOyBaeThCs 3/1a4a
JIUPUTEHTY €Mi30/1iB 32 y4acTIO XOpY.

3ayBakHMoO, IO TPH 3/1a4i XOPOBHX CIIEH JAUPHUICHTY-TIOCTAHOBHHKY, 3pO3YMIJIO Hanam siTh, JTUPUTEHT
3BEPTAE yBary i Ha 3araJibHy SKiCTh BUIIIKOIIY XOPOM CBOiX MapTiii, 1 Ha BUPA3HICTh 3 00KY MY3UTHOTO — TEMITH,
(hpa3yBaHHS, HIOAHCH, IUXaHHA ¥ 1H. 32 HASBHOCTI Yacy JTUPHUTCHT MOXKE 1 paHillle IPUXOIUTH Ha PETeTHIll
XOpY [UIsl KOHTPOJIIO TMPOLECY BUBYEHHS XOPOM CBOI'O MY3WYHOI'O Marepiaity, 0COOJIMBO MiJ yac MOCTAHOBKU
BEJIMKHX TBOPIB 3 BEJIMKHUMHU XOPOBUMH CLICHAMH.

[Tix yac mpoBeAeHHS My3UYHUX PENETUIIN 32 y4acTIO XOpy, B TOH Mepiof], KOIU MPUCYTHICTh PEKUCE-
pa-rocTaHOBHUKA 1€ HE € TOTPiIOHOI0, PEKOMEHYEThCSl PO3MINIYBaTH apTUCTIB 1 B peNeTUIIHIN 3ami, 1 Ha
CIIeHI, 32 3BHYHUMU JIJISI XOPY TpymaMu, TOOTO TI0 MapTisixX, a caMe: COMpaHo, albTH, TCHOPH, O6acu. Ll pexo-
MEHJIAIlISI CTOCYETRCS 1 (DOPTEITiaHHMX, i OpKeCTpOBUX peneTurliil. [loTpiOHO MaTh Ha yBa3i, MO MPHU IMOCTA-
HOBIII MY3HYHOT'O CIIEKTAKIIO TAKUH, 3BUMHHUH JUIsI XOPY MOPSAA0K, MOKE OPYILIYBATHCS TUIBKH 3aJIEKHO BiJ
3aJlyMy pexucepa-nocTaHoBHUKA. [1i yac BiIMOBIAHUX peneTulliii 6axxaHo, abu TBOPUO CITiBIIPAIFOBAIIN JIH-
PUTEHT, XOpMEHCTep 1 peskucep AJsl TOTo, MO0 B MOCTAHOBII Mi3aHCIIEH 3aBXK/H BPaXOBYBAIOCS 30€peKEeHHS
SIKICHOTO 3BYy4YaHHSI XOPY.

[Ticns poboTH Hax aHCAMOISIMH 1 371291 JUPUTCHTY XOPOBHX €MMi30/[iB BAXKIIMBO MTPOBOINTH 3arajibHi pere-
THUIIIi MAaCOBHX CIICH 3a yYacTIO COJICTIB 1 XOpy, ajie e B cympoBoai ¢opremniano. Ha Hame nepekoHaHHs, I1i
peneTuiii gy)e BayKJIHBi, TOMY JUUIsl HUX Tpeba 3ariaHyBaTH JTOCTATHIO KUTBKICTh PETeTHUIlTHOTO Yacy. BoHn
JAI0Th MOXKJIMBICTH PETENILHO BiANPALIOBATH MY3WYHY CTOPOHY IIOJO CHHXPOHHOCTI TEMIIiB 1 AWHAMIYHHX
BiATIHKIB, 5IKi, 3BUYAIHO, OyAyTh ILTi(yBaTUCs B MOAAIBININA pOOOTI pENETHLI 3a Y4acTIO OPKECTpY.

KopekrtypHi opkecTpoBi peneTHiii (KOpeKTypH ) TUPUTEHT-IOCTAHOBHUK 200 HOTO aCHCTEHT MOXKYTh IPO-
BOJIMTH MapaselbHO 3 POOOTOIO 13 comicTaMu. JMPUTEHTY Ha IIMX OPKECTPOBUX PEMETHUIIISIX, KPIM TEXHIYHOT
BHUYYKH, CJIiJ] 03HAHOMHUTH MY3HWKaHTIB, IPO IO CHIBAETHCA B TOMY UM 1HIIOMY €ITi30/li BUCTABH, 3BEPTAIOUN
0CcOONHBY yBary Ha eMOIIIHHUI CTaH B MY3HIIl 1 Ha CIIEHIYHI CUTYyaIlii, 0 BigOyBalOTLCS B IIeHf MOMEHT Ha
creri. Kpim «mmpocToroy cynpoBoy BOKaIbHHX MAPTiid, OPKECTP CHPHUSE POIKPHUTTIO XapakTepy o0pasy, ToMy
['minka 3BepTae yBary Ha Te, 110 i TApMOHis, 1 OPKECTP IOMaTbOBYIOTh <«JUUISl CITyXadiB Ti PUCH, IKUX HEMAE 1 He
MOXe OyTH B BOKaJIbHOT MEJIOZI1», 1 IO caMe OpPKeCTp «IMOBHHEH HAaJaTH MY3M4HIH ITyMIi NeBHE 3HAYCHHS 1
KOJIOPUT — OJIHUM CJIOBOM, HaJaTH il Xapakrep, kUTTs» (Imunka, 1952, c. 350).

[Ticnst mpoBeIeHHST OPKECTPOBHX KOPEKTYPHUX PETETHIIIN 1 CIIBAHOK 13 COMICTaMU 1 XOPOM Yy CyNpOBOJIi
(hopremniaHo HacTa€ yac A7 T. 3B. «CHISYHMX PETETUIii» y CympoBoi opkecTpy. Cusdi peneTuii — e Taxi
peTeTHIIii, KOJIM CONICTH 1 XOp 3HAXOMATHCS Ha CIEHI, ajle CUASYN Ha CTUTBIIX abo maBax. [lix gac cmiBy co-
JICTH 1 XOp MiIHIMAIOTHCS 1 CHIBAIOTH CBilf My3HMUHUI Marepiall CTOSYH, IPHYOMY COJICTaM PEKOMEHTYyEThCS
3HAXOAMUTHCS [TOPYY OJHMH 3 OFAHUM 3a]UIs TOTO, 00 3a0e3MeYUTH Kpaluii ancamOIib. ¥ cydyacCHOMY My3HYHO-
My TeaTpi 4acTo 3aCTOCOBYETHCS T.3B. «IiA3BYUKay». SIKII0 y BHCTaBi epeadadeHo BUKOPUCTAHHS, HAITPUKJIIA,
IHAMBITyaIbHUX MiKpO(OHIB, TO TX CIIiJ] 3aCTOCOBYBaTH BXE Ha TakuxX penetuisx. Lle HeoOXiqHo ass Toro,
1100 CONICTH 3BHKAaJH J0 aKyCTUYHOI crienn(iku 3By4aHHsS roiociB. My3u4Hi HOMEPH 1 CIIEHH OTpaIiboBY-
IOTHCS 3 yciMa COJIICTaMH MO KUJTbKa pa3iB 1 TAKUM YMHOM «HAMpParbOBYIOTHC». s Ol parlioHaIEHOTO
BHKOPUCTAHHS PETIETUIIIHHOTO Yacy apTUCTH XOPY MOXKYTh OyTH BUIBbHI ITiCISI ONPAIIOBAHHS CBOIX MY3HMYHHUX
HOMEPIB; IXHs O/IaJIbIlIa IPUCYTHICTh HA peneTHIlii He 000B’s13k0Ba. Bulieonrcani pekoMeHalii BiTHOCSTh-
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Csl HE TIJIBKU 0 CHISYMM DPENEeTHLid, a ¥ B3araai 10 BCbOTO peneTHliiiHoro mpouecy. JAupureHry-nocra-
HOBHUKY HEOOXiZJHO mam'aTaTH, 10 Yac, BiABEACHUI Ha perneTulii, Tpeda 3aBKau BUTPaYaTH JTy>Ke PO3yMHO
i parioHaIbHO.

Xotinocs 6 BiA3HAUMTH, IO B OpraHizamiiHOMy i TEXHIYHOMY IUIaHI pEeNeTUIIMHUE POLEC MiITOTOBKH
OIMEPETH SIK MY3UYHOTO CIIEKTAKIIIO MPAKTHUYHO HIYUM HE BIJIPI3HSAETHCS BiJ MIATOTOBKH ornepu. OmHAK i
Yac IJIAaHYyBaHHS PEMETHIIIHHOTO MPOIIECy BapTO BPaXOBYBATH, IO PEKUCEPOBI-TIOCTAHOBHUKY 3HAJJOOUTHCS
OlinpIe yacy Iyt poOOTH 3 apTUCTaMH IMPH TOCTAHOBIN CIIEH, Y SKUX apTUCTH TITLKH PO3MOBIISIOTH, TAKOXK
3pocTae poinb OajgeTMeiicTepa Ipy MOCTaHOBLI 0aJeTy My3UYHHX HOMEPIB.

BonHouac mij yac mocTaHOBKH MIO3UKIIB (QHIIL. musical, CKopodueHHs Bil musicalplay — My3udHa 1’eca,
yABJICHHS) 1 pOK-o1iep (aHII. ¥ockopera) MaH BUITYCKY BUCTaBH 3AJIMIIAETHCS TAKAM CaMHM, SIK 1 B ITIATOTOBII
orepu abo ONepeTH, 3a BUHATKOM TOTO, 0 HA PETETHUIISX 3 SIBIISIOTHCS JOJAaTKOBI MPOOJIEMH, SIKI OB’ sI3aH1
31 3BykoM. He BUKITFO9a€ThCs, IO 111 TPOOJIEMH MOXKYTh 3’ IBJISITHCS BXKE Ha eTari cuIsunX penetuiiii. Cripasa
B TOMY, IIIO CTIEKTAaKJIi MIO3UKJIIB 1 0COOJIMBO POK-OTEP iAyTh MEPEBAKHO 3 «ITIA3BYUKOIO»: B OPKECTPi pO3Mi-
IIYIOTHCS MiKpO(OHH, TAKOXK COJICTH 1 XOp MPAIO0Th 3 MiKpooHaMu (HaBiCHUMH a00 MiHIATIOPHUMH, SKi
3aKPIIITIOIOTHCS, K TPAaBUIIO, HA KOCTIOMax apTUCTiB). Ha aBaHCIIEHI pO3MINIYyIOThCS TUHAMIKH (MOHITOPH),
SIK1 CTIPSIMOBAHI B 3aJ1 Ha MISAa4iB 1 3a0€3MeUyI0Th XOPOIle 3By4aHHs. MOHITOPH TaKOK MOXYTh epeOyBaTu
B PI3HMX MICISIX CLIEHHM 1 3a JamTyHkamu. i MoHiTOpH 3a0e3neuyroTh apTucTaMm, SIKi MpalioTh Ha CIIEHI,
MOYKJIUBICTh J0OpE 4yTH OpKecTp. B opkecTpi Ha TaKUX BUCTaBax 4aCcTO BUKOPHCTOBYIOTHCS €JICKTPOHHI 1H-
CTPYMEHTH: CHHTE3aTOPH, TiTapH, yAapHi Ta iH. Y 3B 3Ky 3 UM y MY3UYHHX BHUCTaBaX LMX KaHPIB BEITUKE
3HaueHHs HaOyBae poOoTa 3BYKOpEKUCEpiB. Y iXHI 000B’SI3KH BXOIUTH CTEKHUTH B TIEPIITY YEPTy 3a TYIHICTIO,
a TakoX 3a OamaHcoM i skicTio 3BydaHHs. Came sIKicCHe 3By4aHHS TOJIOCIB, TIPUPOIHICTh 3BYYaHHS OPKECTPY,
aKyCTHYHA 30aTaHCOBAHICTh 3BYYaHHs y PI3HUX YaCTHHAX CIIEHU 3a0e3MedyeThCs piBHEM MpodecioHalizMy
3BYKOPEKHCEPIB.

[Ticnst po3yuyBaHHS 13 CONICTAMM 1 XOPOM MOYKHA TMIOYMHATH HACTYITHUAHN €Tall MiATOTOBKU IpeM’€pr My-
3MYHOTO CIIEKTAKIII0 — PEIETHUIIIT Mi3aHCIEH 13 COJIICTaMU, a TIOTIM 1 32 y4acTi0 XOpy B CynpoBoji dopTermia-
Ho. Taki pemeturii WIyTh T KEPIBHUIITBOM pEKUCEpa-MOCTaHOBHUKA. [IpoTe Ha X peneTHIisaXx KOprCcHa
TIPUCYTHICTD 1 TUPUTEHTA: BiH KOHTPOJIIOE 3MIHU TEMITiB, 3arajbHy (HOpMYy MY3UIHHX HOMEPiB, HIOAHCYBaH-
HS, MOXE TaKOX 3BEpPTATH yBary peKHUcepa-lOCTAHOBHUKA HA €Mi30[H, SIKi BUMAraioTh XOPOILIOrO 30POBOIO
KOHTaKTy apTUCTIB 3 JUPUTCHTOM. Pexxrcep MOBHMHEH 3HAWTH BiAMOBIIHI Mi3aHCLEHH, 110 OymyTh 30epiratu
Bi3yalIbHUI KOHTAKT 3 AUPUICHTOM, 1 TaKi IIOCTAHOBOYHI PillIeHHS, sIKi 3a0e31eUyBaTUMYTh IFapHE 3BYUYaHHS
TOJIOCIB apTUCTIB.

Tako KOPUCHO, a0M JUPHUTCHT-TIOCTAHOBHHUK OYyB TPUCYTHIN Ha PENETHIIAX 32 Y4acTio OaneTrMmencre-
pa, AKIIo To# Oepe ydacTh y moctaHoBIi. OcoOmuBo 1e Ay»e HeoOXiTHO Ha IMOYAaTKOBUX €Tarax ITiATOTOBKU
MYy3WYHOTO criekrakmo. Came B 1€l Tiepio/l BCTAHOBIIOIOTHCS W Y3TOKYIOTHCS 3 OaJeTMelCcTepOM TEeMITH
MY3UYHHX HOMEDPIB.

3aKIIouHM Tepios poOOTH JUPUTeHTA-IOCTAHOBHHKA — LI€ CLICHIYHI peneTuii 3 opkecTpoM. [Tonepenns
poOoTa 3akiHueHa i HacTae 4ac 00’ €THAHHS BCIX KOMIIOHEHTIB B OJIHE IIiJIe, TOOTO My3UYHUH CIIEKTaKIIb. IMO-
BIpHO, 1I¢ HAWBiNOBIJANBHININKA eTan poOOTH 1, HA AYMKY aBTOpa, HAaHIIKaBilIMi 1 XBUIIIOIOYMH B TOCTa-
HOBOYHOMY mporieci. [Ipore 1 mia yac mux peneTuIliid 3’ sIBISETHCS HEOOXITHICTh KOPEKIIil MESKUX PillleHb
3 IUTaHb aKyCTHKH, aHCaMOIo Tommo. ToMy 4acTo Ha 3aBepIIaJbHOMY €Talll OCTAHOBKH MY3HYHOTO CIIEKTa-
KITF0O MOXKYTh BHOCHUTHCS 3MiHH, a00 ITOTIPaBKH B yke 3po0iene panimie. Citif 3ayBaXXHTH, IO B ycix ¢opmax
PEeNeTULIHHOTO TpoLeCy, BKIIOYA0UX 3aBEpLIabHI €Talu, AUPUTeHTY-TIOCTAaHOBHUKY HEOOX1HO 3HATH Mipy
B [IbOMY NUTaHHI, a TOJIOBHE, BHOCAYH Oy/Ab-5IKi 3MiHH, BECh Yac JOTPUMYBATHCS 3araibHOi KOHIEIT My31d-
HOTO CIIEKTaKIIIO.

Ha 3aBepmiansHOMYy eTari miJIrOTOBKK IIPeM’€pH CITiJ TaM’sITaTH 1 PO Te, 110 apTHUCTH Ha CIIeHI 3HaX0-
JATHCS B Ty’Ke BAKKIN CUTYaIlii: BOHH IIPAIIOIOTh, BAKOHYIOYH OJJHOYACHO 1 My3HW4HI 3aBIaHHs, 1 3aBIaHHS pe-
JKHCepa, a TAKOK KOOPIUHYIOTh aHCAMOJIb 3 OpKecTpoM. YacTo 3’ IBISIOTHCSA IIIe 1 IUCTO TEXHIUHI MPOOIeMHU:
31 CBITJIOM, KOCTIOMaMH, nepykamu i iH. Te, 1o 3po6neHo paHiie, MOXe PO3XUTYBAaTHUCS, TOMY Ha IIEBHOMY
eTarli 3arajJbHUX PENEeTHLIA HEMUHYY1 YacTi 3yIIMHKU i TOBTOPEHHSI.

TpamisteTbest, IO 1 KiJTbKa TOBTOPEHb TOTO YH 1HILOTO MY3UYHOTO (pparMeHTa He 1atoTh OaKaHOTO Pe3yilb-
Tary. B Takomy pasi Iy’e KOpPUCHO JUIS JOCSTHEHHS BUCOKOT SIKOCTI BUKOHAHHS Ta BiJHOBJICHHS aHCaMOIIO
MOTIPOCUTH aPTUCTIB 3aCIBATH TOH UM THIIHNH €IMi30]1 MPOCTO CTOSYH, O3 CIEHIYHOT JIiT, 1 TIBKH MICIIS TAKOTO
OTIpAITIOBaHHS TOBTOPUTH TOW CaMUil €ITi30/1, ajie BKe B Mi3aHCIIeHaX. JJMpUTreHTy-1T0CTaHOBHUKY CJi/I Iam’ -
TaTH, 10 IIeH eTarn poOOTH HaJ TOCTAHOBKOIO — BHPIMIATBHUH, 1 BiI HHOTO 3aJICXKUTH OIS CIICKTAKITIO — UM BiH
SIKICHO 3pOOJICHUH, Y¥ Oy/ie IIBHIKO «PO3BAIIOBATHUCS.
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BonHouac Tpeba 3BepHyTH yBary i Ha Te, L0 MiJ] 4ac IUTaHyBaHHs LIUX 3arajbHUX PENETULIIN IOCTaHOBKU
MY3UYHOTO CIIEKTAKIIF0O HEOOXiTHO TaKOXK 3a0e3MEeUnTH PIBHOMIPHY y4acTb B HHX ycix codmictiB. [Ipu 1po-
My 3ayBa)KMMO, [0 Ha MEpLIl PENeTHLil BaXKJIMBO MPU3HAYaTH OCOOIMBO AOCBIAYCHUX 1 HAAIMHUX apTHUCTIB
i B My3UYHOMY IUIaHi, i B CLIEHIYHOMY.

TinbKy micis TOCTAaTHBOT KUIBKOCTI 3arajbHUX CLIEHIYHUX PEMETHUIliil 3 OPKECTPOM HACTa€e 4yac JJIs T.3B.
«TIPOTOHIB» BUCTABU IUTHMH akTamMu. O HAK TIEpe]T ITIM €TarmoM KOPHCHO TTOBEPHYTHUCS JI0 CIIBAHOK 13 COJIic-
TaM#, TOOTO TIPOBEICHHS OKPEMUX PEIICTHIIIN TUPUTEHTA-TIOCTAHOBHUKA 13 COJICTAMH 1 KOHIICPTMEHCTEPOM.
[1ig gac X crriBaHKa MOXKHA «ITTYUCTHTH» €Ki JeTalli B My3UYHUX HOMEpax i CKOHIIEHTPYBaTH OCOOIH-
By YBary COJICTIB Ha €Mi30/ax, Y SIKUX BUHUKAJIU TPYAHOII Ha 3arajlbHUX peneTuuisx. [IpucyTHicTb pexu-
cepa-MoCTaHOBHUKA HA TAKWX 3yCTpidax He 000B'A3K0Ba. Hanpukian, mpo ydacTs pexucepa-nocTaHOBHUKA
B Takux pernetulisix oneproi suctasu K. Konapammn (1970) 3a3naqae: «IHoai pexucepu npocsTh 00'e1HaTH
1l CIBaHKH 3 PEIETHUIIEI MI3aHCIICH, ajie MEHI 1I¢ 3/1a€ThCS HE JOIIBHAM, TOMY IO yBara apTHCTIB Oyjie
HEMHHYYE po3aBoroBaTUCS» (c. 77). | Ham 37a€ThCs Taka MO3MINIS IMUJIKOM OOTPYHTOBAHOIO, TOMY IO TTy’Ke
BaYXJINBO Ha CITIBAaHKAX TMOBHICTIO «BiTHOBUTWY» My3WYHHAHN 33yM IMPHUTEHTA-IIOCTAHOBHUKA, TOMY HEOOXiTHO
MIPOBOMIUTH IIi peneruilii 0e3 mizancieH. [Ipote nmpu mpomMy Tpeba BpaxoBYBaTH BaKJIHBY OCOOJHBICTB, IO
B CIIEKTAKJISIX OTNEPETKOBOTO JKaHpPy 0arato po3MOBHHX [JiajloriB, TOMY MYy3W4Hi HOMepH OyBalOTh «BilipBa-
HUMM» OJTUH BiJl OHOTO. 3aBAaHHs JUPUTCHTA-TIOCTAHOBHUKA IT1]] Yac TaKUX PENETUIIH oiirae B ToMy, 100
pENeTHIlist My3nYHHX HOMEPIB He MopyIIyBaia eMOLIHHUN JIaHII0)KOK BChOTO CLIEHIYHOTO HOMEpa, BKITF0Yat0-
YH JIIaJOTH, K1 Ha CIIBAHKAX MPOITYCKAIOTHCS.

Ha ¢inanpHOMY eTarmi, i 9ac mpoBeACHHS MIPOTOHIB 10 aKTaX, CIiJ] 3allJIaHyBaTH y9acTh COJICTIB Tep-
I0TO 1 APYTOTO CKJIa/iB TAKMM YWHOM, MI00 YCi Manu piBHY KUTBKICTh penetumiid. [{e BaxkimuBo 1 B opraHiza-
IHHOMY, 1 B TICUXOJIOTI9HOMY CceHci. Ha momiOHNX mpoTroHax «IIeMEHTYEThCs» (DyHIaMEHT MY3WIHOI TyMKH,
BCTaHOBJIIOIOTHCSI 1 3MILIHIOIOTHCSI TEMITOBI CIIBBIAHOLICHHS, YTOUHSETHCS OalaHC 3arajJbHOTO 3BYy4YaHHs 3 Op-
KECTPOM, TOMY B Liei Iepio BaKIMBO, 100 BTPpyUYaHHS pekucepa Oyao sikoMora MeHIUM. Tak, 3BepTaioun
yBary Ha po3nofisl GyHKI[IH JUPUTreHTa-IIOCTAHOBHHUKA i pesKucepa-ocTaHOBHUKA B PENIETHIIIHHOMY TpoIie-
ci, K. Koaapamms (1970) minkpecitoe: «SIkio Ha GpopTeniaHHuX PEHeTHINIX Mi3aHCIICH TOCITOIAPEM € PEXKH-
cep, TO Ha OPKECTPOBUX PETETHINIAX IM MOXKe OyTH TUTBKU AUpUTEHT. Hemae HIYOTO ORI MOAPa3HIOIOYOTO,
HIX TOJIOC pexrucepa, Kl Oe3MepepBHO MEPEKPUKYE OPKECTp 1 MifKa3ye i3 3ary Mi3aHCIIeHH ado TBOpYHN
ctaH. (...) Taki miaKa3Ku cBigyaTh JHIIE PO HEJOCTATHIO POOOTY peKucepa IijJ yac cBOIX peneTuuii. SKimo
pekucepoBi Tpeba 3poOUTH T€ UM 1HIIE 3ayBayKCHHS, BiH 3000B's13aHUH CKOPUCTATUCS 3YITUHKOIO AUPHTEHTA
1 CIIOKIMHO 3pOOMTH CBOI BKa31BKHU, 1HOI MiHSIBIIKCH JJIs I[LOTO Ha cueHy» (c. 77).

VY mocTaHOBOYHOMY IPOIIECi AyKe BaXKIIHMBO, 00 Y CTOCYHKaX AMPHUICHTA U pexucepa Oyina MpUCYTHS
B3a€MHA BBIWIHMBICTE, IM HE CJIiJl BUPINTYBaTH CIipHI TpoOieMu myomigno. Lle He #ime Ha KOpUCTH TIpoIecy
[IOCTAHOBKHM MY3WYHOTO clieKTakmo. Ha nmporonax 6axaHo peneTupyBaTd BEIMKUMHU (PparMeHTaMH, MAIOuu
Ha yBas3i, 10 4yacTo 6araro MoXXe HE BUXOAMTH TakK, SIK MJIaHyeThcs. He3Bakaiouu Ha 1e, BapTo mam’sTary,
IO caMe MOBTOPEHHS B PEMETULIIHHOMY MPOILECi CIpHsie BUBYCHHIO MY3UYHOTO Marepiany i MOCTYyHOBOMY
B/I0CKOHAJICHHIO BUKOHAHHSI.

Buiie My Bke 3BepTajid yBary Ha Te, IO apTHCTH, SIKi MPAIO0Th Ha CLEHI, BAKOHYIOTh IUIHH psi 3a-
BIIaHb: BOHHM TOBUHHI T0OpE 3ByUaTH, BUKOHYBATH Mi3aHCIICHH, CITIBATH IHTOHAIIIHHO YUCTO B aHCAMOTi 1 3 T1-
HaMiIYHAMHU HIOAHCAMH, a TAKOXK MaM'ATaTH PO CTBOPEHHS MY3WYHOTO BTUICHHS apTHCTHYHOTO 00pa3y Ta iH.
Oco0mMBO Ba)XKO JIOBOAMTHCS CONICTaM, SKi BUKOHYIOTh TOJIOBHI podii. Te, 1110 JIeTKo BUXOIWIIO HA CHITINX
PENeTHLISIX, TENep MOXKE «PO3CHIIATHUCS», 0COOINBO Ha MEPIIMX NPoroHax. Xouya (GiHaabHUH eTan OCTaHOB-
KM MY3UYHOTO CIIEKTAKIIIO Tiepeidavyae perneThLlii BEIMKUMH (hparMeHTaMH, MPOTe He BUKITIOYECHO, 110 MOXKYTh
3HaZ0OUTHUCS 3yNHUHKH 1 MOBTOPH, 10 BUKJIMKaHI HEOOXiJHICTIO, HAIIPHUKIIA, KOPEKTYPH JISSIKUX Mi3aHCIIEH,
NIOTIPAaBKK BUITAJIKOBUX IMOXMOOK apTUCTIB, IpiOHMX HEBlad Ta iH. Y Taki MOMEHTH 0COOIMBO MOTPiOHA BU-
TPUMKa TUPUTEHTA-TIOCTAHOBHHUKA, HOMY CIIiJ] CITIOKIHO W TepIuIAYe BUMPABIATA BUHUKII IIOPCTKOCTI.

I'enepanbHi peneTHInii — 3aBXKAM OIS B TeaTpi. APTHCTAM IiKaBO TIEPEBIPUTH PEAKIIIO TIIsAIada, TOMY
Ha TeHepaJbHI peneTHIlii 3a3BUYail 3aIpoIyIoTh MPAIiBHUKIB TeaTpy, IPy3iB Ta POANYIB YHACHUKIB BUCTABH.
['enepanbhi penetunii 6akaHO MPOBOAUTH BXKE 0€3 3yNMHOK 3317151 30€PEKEHHS T. 3B. TEMIIOPUTMY BCHOT'O MY-
3UYHOTO CIIEKTAKII0. | eHepanbHUX pereTHLii, 3a3Buuaii, OyBae JBi, TOOTO MO OAHIN PeneTHLii A KOKHOTO
ckiany comicti. [lepmmii ckia, K IpaBUIlo, MPAIIOE B EPIIUI AeHb, a APYTHA CKIaa — B iHIIWHA. Takwuii mo-
PSIOK TeHEpaIbHUAX PENEeTUIIi BXKIITMBHHI ISl TOTO, OO CONICTH MOTIIM BIIMOYHUTH MEpe]l PEM'€POI0: KOXKEH
Tepes] CBOE0. 3ayBakKNMO, 110 B ACHD MTPEM'€pH HE PEKOMEHIYETHCS MTPOBOIUTH HIAKHX PETIeTHINIH.

[Ipem’epa B TeaTpi — e cBATO. |, sIK MpaBmII0, BC1 y4aCHUKHM BUCTABU NIepeOyBalOTh Y CBATKOBOMY HACTPOT,
siKe 3a0e3Iedye MiAiHoM 1 eHTy31a3M, 110 I0TIoMarae Ha IpeM’ €pi BUCTaBH. AJle CIIiJ| ITaM’ITaTH, IO MiJrOTOB-
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Ka TpeM’€pr MYy3WYHOI BHCTaBH BiIPI3HAETHCS BiJ] MATOTOBKM KOHIEPTY CUM(OHIYHOTO OPKECTPY, HABITh
TaKoro, B IKOMy OepyTb y4acTh Xop i comicti. KoHuept 3a3Buuail rpaeThcsi OOUH pa3 1 HaiuacTilie AesKui
HEJOJIK KUTBKOCTI PENETHLIIN «3all0BHIOETHCS» YBAXHICTIO, CHTY31a3MOM 1 JOCBIZOM MY3HKaHTIB. Y My3HWU-
HOMY TeaTpi, IpoTe, CIIiJi MaTH Ha yBa3i, [0 EMOIIOHAJILHUHN MMiIHOM 3BHYAHO JIOTIOMArae Ha MpeM’ epHUX
BHCTaBax, ajie Te, 1110 He 0yJ10 3p00JIeHO MIITHO 1 SIKICHO, Oy/Ie 3aBaXKaTH B IMOJIAJIbIIOMY XKHUTTI CIIEKTaKIII0. Bin
Oyzie «po3CHTaTHCS», 1 HisIKI PETIETHIII] TICIs MpeM’ €pr BXKe Ha JOMTOMOXKYTh. [[MPUTEHTY My3UYHOTO Te€aTpy
CJIIJT TTaM’AITaTH i3 CaMOT0 TOYATKy 1 O KiHI TTOCTAaHOBOYHOTO TIPOIIECY PO Te, IO BiH CTBOPIOE BUCTABY HE
JUTSE OJTHOPA30BOTO BUKOHAHHS, a JUIS il 0araroiliTHLOTO JKHUTTS, 1 BiJl peTeNbHOI MiJITOTOBKK HA BCIX eTamax
CTBOPEHHSI My3HUYHOTO CIIEKTAKIIIO 3aJIEXKHUTH JI0JIsl LIbOTO TeaTPaIbHOTO AIHCTBA.

Heszanexno Big Toro, sk BigOyBaeThCsl CIEKTaKib, 3 MikpodoHamu abo Oe3 HUX, MEpea IUPUTCHTOM-
MMOCTaHOBHUKOM BECh Yac BUHUKAIOTh Pi3HOTO pojy 3aBnaHHs. Hacammepen HeoOXigHO MOCTIHHO KOPUTYBAaTH
3BYYaHHsI OPKECTPY 3a Bcima mapamerpamu. KpiM 11p0ro, 3ajexHO Bijg (Di3MUHOrO CTaHy COJICTa B MEBHUN
MOMEHT BUCTaBH, TEMII MOXKYTh JCIIO BIIXWIATHCSA Bil HaMiueHUX. UpHUTreHTY HEOOXiMHO 3aBXIAN UyHHO
JIOTIOMAaraTy BUKOHABIISAM, TOOPO3HWIMBO «HATaTyBaTH» Te, MO OyJI0 BCTAHOBJICHO B MPOIIECi PETIETHIIIH.

I Ha 3aBepIeHHs, y 3B’ 3Ky 3 BUIIIECKa3aHUM, BapTo 1ie pa3 nporuryBaru K. Konapammnaa (1970), skuit
MiAKPECIIIOe 0cO0IMBE 3HAYCHHI pOOOTH AMPHUTeHTa caMe B My3MYHOMY Tearpi: «KogHUM YMHOM ITUPUTEHT
HE Mae mpasa 3a0yBaTH Mpo Te, IO B TIEPIy YEePTy BiJl HHOTO 3aJIEKUTh YCIIiX KOKHOTO CIIEKTAaKII0. ToMy, XTO
HE BIIYyBaB IIbOTO, BAKKO YSBUTH, J0 SIKOT MipH HACTPil AUPUTCHTA TIEPEIAETHCS BUKOHABISIM. SIKIIIO TUpH-
TeHT YUM-HEOYIb PO3apaToBaHuil a00 MPOCTO MOTaHo cede MouyBae, 11 HeraifHo, K Ha JJAKMYCOBOMY TaIipiii,
BUSIBILIETBCS B TiM Bizadi, Ky TOBEPTAlOTh HOMY apTHCTH. JIMpUTEHTY BECh 9ac CIIiJ TPUMAaTH ceOe B pyKax,
HE JIPaTyBaTHCA B pa3i APiOHUX MOMMIOK, AKi MOXCUTHBI HA KOXKHiil BHCTaBi. oro 3apiaHHs — miaATpUMyBaTH
Oe3rnepepBHO CBATKOBUH TOHYC BUCTaBU» (C. 79).

BucHoBknu

OTxe, TisSTPHICTH TUPUTEHTA-TTOCTAHOBHUKA B My3UYHOMY TEaTpPi Ma€e CBOIO CIeu]iKy, sIKa iCTOTHO Bif-
PI3HAETHCS Bif MIATOTOBKY CHM(OHIYHOTO KOHIIEPTY B (himapmoHii. [Ipodeciitne BMiHHS peMecia He 3a0e31e-
4Yy€e BUCOKHUU PiBEHb TIOCTAHOBOYHOTO IMTPOIIECY, TOMY JIUPHUTEHTY HeOOXiTHI I0JaTKOB1 3HAHHS JJIsi CTBOPEHHS
BHCTaBH CIIEHIYHOro MucTenTBa. [locainoBHiCTh 1 METOAMYHE TUIAHYBAaHHS PENETULIIITHOTO TpOLIeCy B My3HU-
HOMY TeaTpi Mae 0arato crenu(iuHuX 0COOIMBOCTEH, SIKi TAKOXK BIIPI3HAIOTHCS B MOCTAHOBKH OIepu abo
Oasety. Y Cy4acHOMY TeaTpi TaKOK BUHUKAIOThH JIOJATKOBI OOCTaBHHH, TOB’s3aHi 3 HOBUMH TEXHOJOTISIMU
«IIJ3BYYKH» OpPKECTPY 1 BOKAJICTIB. BHACHiIOK BHBYCHHS i MOMIUOJICHOTO aHaji3y TBOPYOTO MpOIeCy i
gac MOCTAHOBKHA MY3UYHOTO CITIEKTAKIIIO 3’SICOBAHO, IO MATAHHS BTUICHHSI My3W9IHOI iHTEpIIpeTaIlii BUCTaBU
TaKUX JKaHPIB, K ONEpeTa, MIO3HKI 1 pOK-OMepa, MAIOTh P OCOOIMBOCTEH, SKi HEMOCTATHRO IOCITIKEHI
y BITYM3HSHOMY MHCTEITBO3HABCTBI, & TOMYy BOHH MalOTh CBOIO aKTYaJbHICTh. Y CTaTTi MiATBEPIKYETHCS
MIParHEeHHs BUSABUTH cHeur(iky JUPUTEHTCHKOI pOOOTH B MOCTAHOBOYHOMY IPOLIECI CyYaCHOTO CHEKTAKIIIO
JUisl 3a0e3MeYeHHs] BUCOKOTO MpoQeciitHOTo piBHS CLEHIYHOI TBOpuocTi. [lepcrnekTHBr moganbplinX A0CIi-
JOKeHb BU3HAUAE MMONTUOJICHE BUBYCHHS JIISUTBHOCTI JIMPUICHTA B MIPOIECI CTBOPEHHS MY3UYHOTO CIIEKTAKIIIO.
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OCOBEHHOCTH TBOPYECKOM | Iepesosnnkos Bagum Muxaiinosua
JAESATEJABHOCTU AUPUXEPA | 3acryocennviii desmens uckycemes Yepaumwt,
B ITPOUECCE CO3AAHUS | Ooeccran nayuonanvnas mysvikanvnas axademus
MY3bIKAJBHOI'O CHEKTAKJISA | uvenu A. B. Hexcoarnosoti,

Ooecca, Yrpauna

Llens crathby — paccMOTpPETh CHEU(UKY apTUCTHYECKON AEATEIbHOCTH OUPUIKEpa B MPOLECCE CO3NAHUS CHEKTAKIIA
B My3bIKQJIBHOM Tearpe. MeTononornueckoil 0a3o0il MCCIEAOBaHUS SBIAIOTCS MPHHIUIBI ITOCIENIOBATENBHOTO aHAIN3a
1 TIO3TAITHOTO OMHCAHMS TOATOTOBKH MPEMbEPHI MY3bIKAIBHOTO CIIEKTAaKJIsl, KOTOPBIC MO3BOJIMIN OMPEACIHUTD CIECHU(PUKY
JIMPYKEPCKON pabOoThI B MYy3BbIKaJIEHOM TeaTpe, B OCHOBE KOTOPOH JISKHT pa3paboTKa OIpe/IelIeHHOTO TBOPYECKOTO Mporecca
Ha MPOTSKEHUH PENETULIMOHHOIO BpeMeHH. Takke MPUMEHEH YCTaHOBOUHBIN MOAXOA M METOAOJIOTHUECKHE PEKOMEH AN
po(eCcCHOHANBHOTO MOAX0Aa K PELICHHIO 33/ad B MPOIECCce CO3/IaHUs My3bIKAIBHOTO cHekTakis. Hayynas HOBH3HA
HCCIIEIOBaHUS 3aKITFOYASTCS B OIIPEIeNICHUH MEXaHH3MOB ITOCTAHOBOYHOT'O ITPOLIECCa BO BPEMS CO3/IaHHU HOBOTO MY3BbIKaJIbHOTO
CIIEKTaKJIsl CO CTOPOHBI MOJATOTOBKM MY3BIKaJBHOTO Marepuala, ONHCAHWU IO3TAMHOTO (h)OPMUPOBAHMS €0 COCTaBHBIX
JacTe, ONMMCaHNH PadOTHI JUPUIKEPA-MOCTAHOBIINKA, KOTOPBIH OTPEIEISIET CMBICIIOBYFO KOHIIETIIINIO MY3bIKaIbHBIX HOMEPOB
1 CO3MAET MY3bIKaJbHYIO KOHIETIIIMIO BCETO TBOPYECKOTO 3aMbIcia. PaccMarpuBaeTcst M mMoApOOHO OMMCHIBACTCS TTOHSTHE
«cujsuas perneTUlUs» B KOHTEKCTE COBPEMEHHOM NEATENbHOCTH MY3bIKAHTOB-CONHCTOB U AUPUIKEPA, a TAKKE MEXaHH3M
XYJO’)KECTBEHHOTO CO3[aHMsl TEaTpaIbHOTO JIEHCTBAa, B KOTOPOM 3aKJaJbIBACTCsl TpO4Has MpodecCHOHaIbHAs OCHOBA
CIICHUYECKOM KM3HU MY3bIKAJBHOIO CHEKTAaKJIsA. YTBEPXKIACTCS, UYTO MPOLECC CO3TAHUS MY3bIKAJIbHOIO CHEKTAaKIs HMMEeT
CHCTEMY IUIAaHMPOBAHUS M paclpeeiCHIs PEeTUIIMOHHOTO BPEMEHH, KOTOpask CYIIECTBEHHO OTIMYACTCS OT ACATEIbHOCTH
JMpYKepa BO BpeMs MOJTOTOBKH CHM(OHHYECKOTO KOHIEpTa B (unapMoHHH. BeiBozbl. Jloka3aHO, UTO MPEANOCHUIKAMU
CO3/IaHMs My3BIKAIFHOTO CIIEKTAKIIA B PO ECCHOHATBEHON IS TENBHOCTH AUPIKEPA-TI0CTAHOBIIVKA, SIBISTIOTCS OIPEIEIICHHBIE
3HaHMs, KOTOPbIC HEOOXOMMMBI JUIsl YCIEIIHOTO OCYIIECTBICHNS BCETO MOCTAaHOBOYHOTO MPOIIECCa, €0 Paclpe/ieeHus BO
BpeMeHU U 3(P(EKTHBHOTO HCIONB30BaHMs. MHIMBUIyanbHas paboTa AMPHKEpa-MOCTAHOBIINKA B MY3BIKAJIEHOM TeaTpe
HamnpaBJieHa Ha CO3HAaHUE TBOPYECKOTO MPOIIECcca C y9acTHEM BCEX CONUCTOB CIIEKTaKJIsl, KOTOPbI 00yCIIOBIMBAET HE TOJIBKO
TEXHUYECKHI ypOBEHb MPOpeCcCHOHATIN3MA, HO TAKKE ONPEIeISIeT HAPaBICHHOCTh 00Pa3HO-Xy/I0)KECTBEHHBIX 3a/1a4.

Kntouegule cnosa: mUpHKep-TOCTaHOBIINK; CTIEKTAKIIh; My3bIKIbHBIN TE€aTp; IpeMbepa; PETIeTHUIINS; T0CTAHOBOYHBIH
MIPOIIECC; ITPOTOH
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MAIN FEATURES OF THE | Vadym Perevoznikov
CONDUCTOR’S WORK | Honoured Art Worker of Ukraine,
IN THE MAKING MUSICAL | Odessa National A.V. Nezhdanova Academy of Music,
PERFORMANCE | Odesa, Ukraine

The purpose of the article is to consider the specifics of the composing work of the conductor in creating a performance in
a musical theatre. The methodology of the study is based on the principles of sequential analysis and describes the preparatory
stages for musical performance's opening, which are to outline the specifics of conducting work in a musical theatre and is
based on the development of a certain creative process during rehearsal time. We have applied the attitude approach and
methodological recommendations of artistic handling of a music performance task solution. The scientific novelty of the
study is to determine the mechanisms of the staging process during the creation of a new musical performance by preparing
musical material, to describe the gradual formation of its components, to analyse the work of the conductor, who determines
the semantic concept of musical performances and creates a musical concept. The article reviews and describes a concept of
a “seated rehearsal” in detail in the context of the contemporary activities of solo musicians and the conductor, as well as the
mechanism for the artistic creation of theatrical action, which lays the solid professional foundation for the stage life of a musical
performance. We can state that the process of creating a musical performance has a system of scheduling and distribution of
rehearsal time, which is distinctly different from the philharmonic orchestra conductor's work. Conclusions. We have proved
that the backgrounds for creating a musical performance by the professional conductor are certain knowledge that is necessary
for the successful implementation of the entire production process, its distribution in time and effective use. The individual
work of the conductor in the musical theatre is aimed at the consciousness of the creative process with the participation of all
the soloists of the play, which determines both the technical level of professionalism and the art figurative focus.

Keywords: production conductor; play; musical theatre; opening night; rehearsal; staging process; prolusion
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The purpose of the article is to analyse the current developments in the flute construction, outline the essential changes
associated with its technical and expressive features, and the prospects for its application in musical culture; to consider the
samples of flute modification that were carried out after the T. Boehm’s reform. The research methodology consists in using
historical and analytical approaches to highlight the features of flute development, as well as a comparative method in the
analysis of changes in the flute construction. The scientific novelty of the study lies in the fact that for the first time it outlines
various modern modifications of the flute in the historical development of musical culture, and also emphasizes their technical
and expressive features considering that modern changes in the flute construction have been insufficiently explored in Ukrainian
art studies, in fact, different models of the instrument are only being introduced into the practice of performance. It is noted
that changes in the instrument construction are closely connected with the practice of composing, stimulating further strategies
for its development. Conclusions. The study shows that the flute is an instrument that has undergone significant changes in
its construction. The desire to follow the latest trends in the field of performing and composing art results in the need for
further experiments in its construction. The instrument is updated by adding certain devices (microphones), equipment (valves,
membranes, keys), and this allows expanding the flute’s performing possibilities. A number of contemporary composers write
compositions for the updated flute. The use of these instruments is a very promising direction in Ukraine. Knowledge of the
technical and expressive possibilities of the flute can provide significant informative material that would be useful for both
performers and composers.

Keywords: flute; construction; valve; key; play techniques

Introduction

The flute is an instrument that is commonly used in modern musical culture. Many works that represent the
flute as a solo, ensemble and orchestral instrument have been written over the centuries. This process was accom-
panied by a number of changes in the flute design, which contributed to the expansion of its performing possibil-
ities. Although the flute design invented by T. Boechm was popular, in the 20th — 21st centuries the instrument has
been further transformed. The innovations of the flute construction are little known, that is why it is necessary to
highlight the technological changes of this instrument.

The influence of modern trends related to the interest in the instruments of ancient design is mentioned in the
work of Zh. Zakrasniana. The development of the German flute art of the 18th—19th centuries is deeply studied
in the works of V. Kachmarchyk and S. Vitullo. The issue of innovations in the design of the instruments is cov-
ered in the article by K. Bijsterveld and M. Schulp. D. Fether outlines the ways of development of modern flute
design. Despite the existing works, changes in the flute construction have not yet received sufficient coverage.

The scientific novelty of the study lies in the fact that for the first time in Ukrainian art studies it outlines
various modern modifications of the flute in the historical development of the musical culture, and also empha-
sizes their technical and expressive features. It is noted that changes in the instrument construction are closely
connected with the practice of composing, stimulating further strategies for its development.

Purpose of the article
The purpose of the article is to analyse the modern changes in the flute construction, outline the essential

changes associated with its technical and expressive features, and the prospects for its application in musical
culture, and also to consider the samples of flute modification that were carried out after the T. Boehm’s reform.

© Mykyta Pertsov, 2020
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Main research material

The construction of the flute has been repeatedly changed. The most common model of the flute of the 20th
century was preceded by a number of changes to the instrument. Ukrainian researcher V. Kachmarchyk (2009)
points out the dominant importance of the Dis flute before the 18th century. Moreover, the use of this instrument
affected both the emergence of methodological works, and the fact that compositions were written in the mode
that would be easier to perform on this flute. “It is noted that in the first half of the 18th century, virtually the
only type of the main instrument and the most common one in the performing practice was the flute with a Dis
key. The basic “schools” were created for it, and composers, taking into account the particularity of the flute,
used convenient tonality with a limited number of characters” (Kachmarchyk, 2009, p. 6).

Subsequently, various masters and flautists made attempts to change the instrument. J. Tromlitz made
the most important contribution to the gradual reform of the flute from diatonic to chromatic. Although the
master’s experimental samples became a step forward, but the lack of valve mechanics did not allow them to
make a global revolution in flute performance. Instead, T. Boehm made the final transition to the chromatic
arrangement of the scale when he created the cylindrical flute in 1847. T. Boehm passed several stages on the
way to his tremendous discovery. Researchers of his work distinguish the following inventions: “a) creation of
a conical ring-key flute with a chromatic scale and a near to equal temperament; b) creation of a cylindrical flute
with a chromatic disposition of the scale on the acoustic basis of an equal temperament” (Kachmarchyk, 2009,
pp. 7-8). The introduction of valve covers in the initial open position contributed to the use of the larger tone
holes. This aspect of the flute design influenced the fact that they could be closed by any performer, because now
the size of the fingers did not matter. It was important to form a consistent chromatic system of valve mechanics.

Although T. Boehm made a real breakthrough in the formation of an improved flute, his work did not
become the last point in the development of the instrument. T. Boehm skilfully designed a flute with scientifi-
cally based proportions, well thought out and tuned, but a few changes to his model of the instrument became
successful. French flute virtuoso Vincent Joseph Dorus (1812-1896) made an important change to Boehm’s
flute, replacing the G# key from open to closed. This change became widely accepted in the music world. Ital-
ian flautist and composer Giulio Briccialdi very quickly mastered the Boehm flute, but later began to change
it. “He designed a lever or key called the Briccialdi Bb key which was added to the left hand thumb. In the
original Boehm system there was only one thumb key used for B natural and the first finger on the right hand
was added for a Bb. The Briccialdi Bb key has become an important alternate fingering option” (Vitullo, 2013,
p. 24).

The flute designed by T. Boehm, created in the 19th century, has maintained its dominant position in musi-
cal culture for quite a long time; it still remains one of the basic ones in modern performing practice. However,
over the past decades, there have been attempts to reform the instrument. One of the ways was to add certain
innovations to Boehm design, mainly preserving the main essential features. In the 20th century, there were
attempts to change the flute by adding valves. So, thanks to the developments of Eva Kingma, a new system
with six extra keys was arranged. The system, named after its inventor (“Kingma Keys”), was designed to
simplify the performance of avant-garde music.

It is well known that in the second half of the 20th century there was the development of various compo-
sitional techniques — sonorics, aleatorics, serial and concrete music. The sound spectrum of the instruments
begins to change. Composers are looking for the new playing techniques that would help to expand the instru-
ment’s capabilities. The Kingma’s invention made it possible to apply the latest techniques, from playing quar-
ter tones to “multiphonic”. For example, “key-on-key” system was proposed, which without the increase in the
size of the instrument, improved it in a new direction. In recent years, composers, mostly from abroad, have
begun to write compositions for the flute of the new design. As a rule, they are intended for specific performers
and are written on their request. Patrick Nunn wrote “Magamat” for the Kingma system alto flute and “Into
my Burning Veins A Person” for the quarter-tone alto flute, piano and electronics. Daniel Giorgetti’s “Panic
and Echoes” is also designed for the Kingma’s alto flute and piano. British composer Andrew March wrote the
cycle “Alto Flute and Harp Book: 20017, consisting of works “XXIX — in Perpetuum” for solo Kingma sys-
tem alto flute, “Water Lilies” and “Aeolian Rustling” for Kingma’s alto flute and harp, as well as “Memoriam”
for Kingma’s alto flute, vibraphone, marimba, harp and the strings.

It is important to note that the need for the flute was prepared by the existing compositional practice.
Accordingly, the development of performance, invention and composition were closely interrelated. “Not-
withstanding the instrument makers’ inclination to experiment, many of their innovations originated after
musicians had pointed out to them particular problems or needs. Eva Kingma’s first big challenge came when

110



MY3UYHE MUCTELTBO
ISSN 2410-1176 (Print) * Bicauk KHYKiM. Cepist: MucrernrBo3naBcTBo. Buir. 43 « ISSN 2616-4183 (Online)

a modern music flautist-composer asked for an open-hole alto flute in order to play glissandi, quarter-tone
scales and multiphonics” (Bijsterveld & Schulp, 2004, p. 659). At that time, only C-flutes had open holes.
When working with such alto flute, it turned out that it would be harder to close open holes, because the flautist
had to have big hands. “Key-on-key” system was invented to solve this problem. E. Kingma received several
grants from public and private institutions to implement this project.

Another way of the flute modification was to use elements from the other flute systems, including ethnic
ones. Mathias Ziegler, a well-known flautist, uses film membranes that are small in size and identical to those
used on the Chinese Dizi flute. Although the musician uses such membranes on an ordinary Boehm flute, the
features of the sound are similar to the baroque flute. At the same time, it is necessary to note the influence of
ethnic instruments on the formation of the modern sound of the instrument.

M. Ziegler quite often enhances the sound of the flute with microphones, and the distinctive feature is
that they are installed not outside the instrument, but directly in it. At the same time, he can add elements of
audio processing of the sound, in other words, he works with the created loops. Such devices make it possible
to perform cyclic sounds, create polyphony from a single available voice. M. Ziegler notes that the flute can
be used as an instrument that has extremely wide capabilities, but they have to be revealed. The flute itself
can sound like an orchestra: “All sounds (key noise, winds, tongue stops) usually neglected on the flute are
amplified. There is a whole orchestra inside the flute, which allows me to play solo-polyphonic music” (World
Renowned Flautist, 2006).

Another design modification of the flute is the use of the construction of Robert Dick, who invented the
glissando headjoint. This telescopic headjoint allows playing the descending glissando without much effort.
This instrument is used in plays by R. Dick, such as “Felix for Helix” (1998), “Sliding Life Blues” (2001), as
well as in the electroacoustic work “Our Other Man” by Alan Lomax. D. Fether in his study “A Discussion of
Contemporary Flute Design and the Issues Surrounding these Developments” (2005) notes that the emergence
of such innovations can cause a certain negative reaction among performers, because they are often convinced
that it is possible to do without creating new designs. However, these improved models allow you to play the
same thing, but without much effort. “There are flautists who raise the question that glissando is possible on
a regular open model. Indeed there are players who have learned to play smooth glissandi of an octave or
more... Pestel describes that such techniques could not achieve the smoothness obtained with the glissando
headjoint and the ability it gives the player to glissando downwards from ‘any note and at any speed’ with
a consistent tone colour” (Fether, 2005, p. 42).

The development of avant-garde music has intensified the practice of changing the sound of the instrument
even without significant design changes. Thus, the introduction of playing the “prepared piano” has increased
attention to similar experiments on the other instruments, in particular the flute. M. Pestel promotes the “pre-
pared flute” when various materials are placed in it. For them to remain in the instrument while playing, the
artist covers the end of the tube with a membrane (screen). Such placement of alien materials allows getting
additional sounds — multiphonics, unusual timbre formations, etc.

In addition, in the late 20th — early 21st centuries with the spread of the movement of “historically in-
formed performance”, attempts were made to revive the instruments of the period of historically informed per-
formance practice — “this is the name that performers who advocate authentic reproduction of Baroque musical
works have identified themselves with. Their goal is achieved through long-term research related to the study
of the evidence of contemporaries of the Baroque era about the sound of both human voices and musical instru-
ments” (Zakrasniana, 2017, p. 269). It is risky to talk about a complete reproduction of the flute of the Baroque
era, but the search data lead to other possible forms of the instrument; their use is appropriate for the music
of a particular period of time, taking into account the composition of the other instruments of the orchestra or
ensemble. The sound in the Baroque era, according to researchers, was lighter, devoid of excessive volume,
but more improvisationally oriented. The use of such instruments implies not only compliance with the au-
thenticity of instruments, in particular flutes, but also the conditions of playing them — in the standing position.

The use of modern instruments for playing the repertoire, which was written much earlier than the speci-
fied flute design was created, is, according to S. Maclagan (Maclagan, 2019), not only possible, but also tech-
nically easier than playing the original version. It is possible, of course, to achieve a slightly different sound,
which will be different from the one produced by flutes of another design. “The flute gained many “new”
sounds, but maybe it lost some of the effects” (Maclagan, 2019, p. 372). At the same time, it is advisable to
continue the process of the flute constructive changes. Our experience gives grounds to express the following
opinion: modern musicians should effectively use all the opportunities that create developments in the flute
construction. At the same time, we are also based on the observation of S. Maclagan (2019): “Boehm wanted
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to “improve” the flute by smoothing out the intonation, achieving a greater dynamic range and colour homo-
geneity, and inventing an easy and more logical fingering system that allowed flautists to play without great
problems in all tonalities. But I must forewarn you again: every generation of flutemakers and flute players has
claimed that their flute was the end point and successful culmination of a long journey” (Maclagan, p. 372).
Technology is advancing, the development of performance and compositional practice becomes a factor that
encourages the desire to modify the instrument. The “old” is not always a sign of something bad, and the new
is not always a positive change. You should not give up the opportunity to improve the sound of the flute, make
it deeper, but less tender, more homogeneous, but less colourful, more aggressive, but less soft. Modification of
the flute is a permanent process of discovering something new, which can bring the loss of previous qualities,
but it is impossible to stop the flute evolution, and this raises the question of whether to accept them or not.

Conclusions

The flute is an instrument that has undergone significant changes in its construction. The desire to follow
the latest trends in the field of performing and composing art results in the need for further experiments in its
design. The instrument is updated by adding certain devices (microphones), equipment (valves, membranes,
keys), and this allows expanding the flute’s performing possibilities. Now composers write compositions for
the flute of an updated design, considering the spread of such instruments a promising direction in the world
cultural and artistic space.

Prospects for further research are to highlight the key features of the use of new flute designs in the works
of contemporary Ukrainian composers.
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®JIEUTA: KOHCTPYKIIIS, | Mepuoe Mukura Oneropuy
TEXHIKO-BUPA3HI OCOBJUBOCTI | Kanouoam mucmeymeosnascmea, cmapuiuii 6ukiadad,
Kuiscokuti nayionanvnuii ynigepcumem
KyIbmypu i Mucmeyms,
Kuis, Yxpaina

Mera crarTi — poaHai3yBary Cy4acHi KOHCTPYKTHBHI 3MiHH (IICHTH, OKPECITUTH CYTHICHI 3MiHH, ITOB’s13aHi 3 11 TeXHIKO-
BHPa3HUMHU O3HAKaMH Ta IIEPCIICKTHBY BUKOPHCTAHHS B My3HYHIH KyJIbTYpi; PO3IISTHYTH 3pa3ku MOIU(DIKyBaHHS (IIeiHTH, sKi
spiicHtoBasrcs micis pedopmu T. Broma. MeTomos10Tist TOCHTIKSHHSI ITOJIATae Y BUKOPUCTAHHI ICTOPHYHOTO Ta aHATITHYHOTO
TTi/TXO/TiB [UTSl BUCBITJICHHS 0COOMMBOCTEN PO3BUTKY (PIEHTH, a TAKOK KOMIIAPATHBHOTO METO/Y B ITPOLIEC] aHANI3Y CIIeU(iKn
KOHCTPYKTHBHHX 3MiH (ureiiti. HaykoBa HOBM3HA JOCTIKEHHS MOJSTAa€E B TOMY, IO B HBOMY BIIEpIIE OKPECICHO Pi3Hi
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cydacHi Momuikarii QreHTH B KOHTEKCTI ICTOPHYHOTO PO3BUTKY MY3HUHOI KYJIBTYPH, @ TAKOK HATOJIOIICHO Ha IXHIX TEXHIKO-
BUPA3HHUX O3HAKaX 3 OIVISLY Ha TE, IO CyYacHI KOHCTPYKTHBHI 3MIHU (IIEHTH € MaJOIOCIi/HKEHOIO Tally33i0 YKPaiHCHKOTO
MHCTEITBO3HABCTBA, 3K Pi3HI MO IHCTPYMEHTA JiHIlIe HaOyBalOTh BIPOBA/KEHHs Y BUKOHABCHKY IIPaKTHKY. BinmideHo,
10 TMOsIBa KOHCTPYKTMBHUX 3MiH B IHCTPYMEHTI HEpPO3PHBHO IIOB’Si3aHa 3 KOMIIO3UTOPCHKOIO MPAKTHKOIO, CTHMYJIIOYH
nojaiblli crparerii i po3BuTKy. BucHoBKku. 3’scoBaHo, 110 ¢uieiita € IHCTPyMEHTOM, IO 3a3Halla YUMAIIMX 3MIH Y CBOIH
KOHCTpYKIT. IparHeHHs ciiyBaTu 3a OCTaHHIMH TEHJCHIISIMU y cepi BUKOHABCHKOTO Ta KOMIO3HTOPCHKOTO MHCTEITBA
MIPU3BOIUTE JI0 TOTPEOH MOMANBIINX EKCIIEPUMEHTIB y 11 KOHCTpyKii. OHOBICHHS IHCTPYMEHTY BiZOyBAa€THCS MUITXOM
JIONaBaHHS TIEBHHUX MPHCTPOiB (MiKpo(OHIB), ycTaTKyBaHb (KJIamaHiB, MeMOpaH, KIOUIiB), SKi JAIOTh 3MOTY DPO3LIMPUTH
BUKOHABCHKI MOYKITMBOCTI (piefiTn. BUHHKa€e psi TBOPIB Cy4acHUX KOMITO3UTOPIB, SIKi MUIITYTh TBOPH LTS (pIICHTH OHOBICHOT
KOHCTpYKLIl. [lepcrekTHBHUM HAIpSMKOM € TIOLIMPEHHS JJaHUX IHCTPYMEHTIB B YKpaiHCHKOMY MPOCTOpI. 3HAHHS TEXHIKO-
BUpa3HUX MOXJIMBOCTEH (IEHTH MOXKEe HajaTH BaroMuil iH(QOpPMaTHBHUI Marepial, SIKMH cTaHe B HAroji i BUKOHABIISIM,
1 KOMITO3UTOPaM.
Knrouogi crosa: GneiiTa; KOHCTPYKILiS; KJIaNaH; KITIOY; TPUHOMH TPH

®JIENTA: KOHCTPYKIMUS, | ITepioB Hukurta OneroBuy
TEXHUKO-BBIPABUTEJIBHBIE | Kanouoam uckyccmsosedenus, cmapuwuii npenodasamen,
OCOBEHHOCTM | Kuescxuii nayuonansuuiii ynugepcumem
KYIbmMypol U UCKYCCIIE,
Kues, Ykpauna

Llens crartby — TpOaHAIN3MPOBATH COBPEMEHHBIC KOHCTPYKTHBHBIC M3MEHEHHS (ICHTBI, ONPEIENUTh CYIIHOCTHBIC
N3MEHEHUSI, CBSI3aHHBIC C €€ TEXHHWKO-BBIPA3UTEIBHBIMU OCOOCHHOCTAMH M NEPCHEKTUBBI UCIIONB30BAHNS B MY3BIKAJIHLHON
KyJIBTYpEe; PaccMOTpeTh Te 00pa3ibl MOAM(UKALMU (IIEHTHI, KOTOpble ObUIM ocyluecTsieHbl mociie pedopmsl T. bema.
MeTon0JI0r 1S UCCEN0BAaHMS 3aKIII0YAETCs B UCIIONB30BAHUM MCTOPUYECKOTO M aHAJMTUYECKOTO MOAXO0B AJIs OCBELICHHS
ocoOeHHOCTel pa3BUTUs (IICHTBI, & TAKKE CPABHHUTENBHOIO METO[a B IMpOIECCEe aHaM3a CHeNU(PHUKUA KOHCTPYKTHBHBIX
n3MeHeHui (¢ueiitel. HaydHas HOBM3HA 3aKIIOYAaeTCsl B TOM, YTO BIIEPBbIE OOO3HAYEHHI PA3IUYHBIC COBPEMEHHBIC
Mo(UKanuK (HISHTHl B KOHTEKCTE MCTOPUYECKOTO Pa3sBUTUSI MY3BIKAJIBHOI KyJIBTYpHI, @ TaKXKe OTMEUEHBI MX TEXHHKO-
BBIPA3HUTEIbHbIE OCOOCHHOCTH C ONISIKOW HAa TO, YTO COBPEMEHHbIE KOHCTPYKTHBHBIE W3MEHEHUS (JICHTBI SBISIOTCS
MaJIOUCCIIEIOBAHHON OTPAacibl0 YKPAHMHCKOTO UCKYCCTBOBEAEHHUS, BEb Pa3Hble MOJAEIM HUHCTPYMEHTA TOJIBKO HAYUMHAIOT
BHEJIPATHCSL B MCIOJHUTENBCKYIO NPakTHKy. OTMEYeHO, UTO TMOSABICHHUE KOHCTPYKTHBHBIX H3MEHEHUH HHCTPYMEHTa
HEPa3pbIBHO CBSI3aHO C KOMIIO3UTOPCKOM IPAKTUKOM, CTUMYJIUPYS JalbHEHIINE CTpaTeruy ee pa3BuThs. BoiBozbl. BersicHeHO,
41O (reiita ABIAETCS HHCTPYMEHTOM, TTOABEPTIINMCS 3HAUUTEIbHBIM U3MEHEHUSIM B KOHCTPYKIMU. CTpeMIIeHHE Cle/10BaTh
3a TOCJEIHUMH TEHJICHIMSMH B c(epe HCIOTHUTEIECKOTO M KOMIIO3UTOPCKOTO MCKYCCTBA NMPUBOANUT K HEOOXOAMMOCTH
JAIbHEHIINX 3KCTICPUMEHTOB B KOHCTPYKIMH (ielTel. OOHOBIICHME HWHCTPYMEHTa IIPOUCXOMUT ITyTeM J00aBICHHS
OTPE/ICNICHHBIX YCTPOICTB (MHUKPO(OHOB), YCTAHOBOK (KJIAIIaHOB, MeMOpaH, KIIOouel), KOTOpBIC MO3BOJSIOT PACIIMPUTH
UCTIOJTHUTEIILCKUE BOBMOXHOCTH (iieiThl. Bo3HUKaeT psist Mpou3BeIeHNI, HAMMCAHHBIX COBPEMEHHBIMH KOMIIO3UTOPAMH, IS
(neiiTel 0OHOBIEHHOM KOHCTPYKIMH. [lepcrieKTHBHBIM HampaBlIeHHEM SIBIISETCS PacpPOCTPAHEHUE JTAHHBIX MHCTPYMEHTOB
B YKPaWHCKOM MPOCTPaHCTBE. 3HAHWE TEXHHUKO-BBIPA3UTENLHBIX BO3MOKHOCTEH (NISHTBI MOXET INPEIOCTaBUTh BECOMBIN
nH(OPMATUBHBIH MaTepua, KOTOPbIH MPUTOANTCS KaK UCIOIHUTEISIM, TaK X KOMIIO3HUTOPaM.

Kniouegvie cnosa: Gnelita; KOHCTPYKIMSA; KIAMaH; KJIFOY; IIPUEMBbI HTPBI
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Mera cTarTi nosysirae y 3’sicyBaHHi crieniiki OnaHyBaHHS BUKOHABCHKOT TPAANIIHHO-MY3HYHOI KYJIBTYPH yYaCHUKAMU
MOJIONKHUX (TIEPEeBAKHO MICBKHX) (DONBKIOPHO-eTHOTpaiuHNX KOJNEKTHBIB. JlOCATHEHHS MeTH Iependayae BHUpILICHHS
TaKuX 3aBJiaHb: IPOAHAJI3YBATH, SIKUM YMHOM BiJ0YBA€ThCS TBOPYHMU MPOLEC Y BTOPUHHHUX (OJIBKIOPHUX (opmax, siKy
pOITb Bimirpae TBOPYICTh CEKyHIAPHHUX KOJNEKTUBIB y 30€peKeHHI, PO3BUTKY W TPAHCIANIi TPAJUIIHHOI KyABTYpH, a TaKOXK
SIK MOJIOAKHI (DOTBKIOPHCTHYHI aHCAMOJi B3a€MOMIIOT 3 IHIIUMH CKJIATHUKAMH TUIOIIIHH TIEPETHHY BYCHO-aPTHCTHIHOTO
MHCTETBa, (OIBKIOPY i aMaTopcTBa. MeTomoNoris TOCHiKeHH 0a3y€eThesl Ha 3aCTOCYBaHHI 3aralbHOHAYKOBUX METOJIB
ITi3HAHHS Ta My3HKO3HABYNX METOIIB: PKEPEIO3HABUNX, IPAKTUYHNX, aHATITHIHHX, K1 JaJIF 3MOTY IIPOBECTH aHaJIi3 IINTaHb
OKpeciieHol npodiemarnky. HaykoBa HOBHU3HA J0CIIIKEHHS IOJISITae B OOIPYHTYBaHHI HEOOX1JHOCTI BUKOPUCTAHHS B TBOPYIH
JISUIBHOCTI BTOPUHHHMX MOJIOJKHHX HAyKOBO-€THOPA(IYHUX KOJEKTHUBIB METOHY «yCHOD» (DOIBKIOPHOT eKCremuiii sk
Hal[IHOBINIOTO CcrIoco0y OnaHyBaHHs TPAAUIIIHOT BUKOHABCHKOT KyNbTypu. BucHoBku. [IpoananizoBaHo crienudiky TBOpuoi
TISTTBHOCTI MOJIOMDKHHUX (PONBKIOPUCTHYHMX (popMaliif. BusBieHo, MO MisTbHICTh OKPECIEHNX KOJIEKTHBIB MOXKE HECTH
1 KOHCTPYKTHUBHHUH (TIpaIfoBaTH Ha 30epekeHHS H PO3BUTOK TPAIHIIIHOI HAPOAHOI KYABTYPH), 1 NECTPYKTHBHUNA XapakTep
(mparroBaTé B IUIOIMIMHI MacOBOI KYJIBTYPH, NI BiIOyBa€ThCS HiBEIIOBAHHS HAI[IOHATEHOTO KOpiHHS). [loBeaeHo, Mo Juie
B TIporieci (oIbKIOPHO-eTHOTpadivHOi poOOTH, sKa € 6a3UCOM TBOPUOI JisITbHOCTI BTOPHHHOT'O HAPOIHO-CITIBOYOTO KOJICKTHBY
OyIb-IKOTO CTaTycy (aMaropchkoro, mpodeciiHOro), BiAOyBa€eThCS IHOBUII MPOIEC Mi3HAHHS I OCBOEHHS aBTCHTUYHOL
Oararorosocoi niceHHol (pakTypH.

Kouosi crnosa: Gonbkiop; Tpamuilist; GoiabKIopusM; (HOIBKIOPHUN aHCaMOJib; BTOPUHHI (HOPMH TpagUIliAHOT
KyIbTYpH; (PONBKIOPHA SKCIICIHIIIS

Beryn

[Mowarok i nepiia mooBrHA XX CT. XapaKTePHU3YIOThCs MMiIBUIICHHSM yBard (OIbKIOPUCTIB Ta €THOTPaA-
(hiB (cowarky B €Bporri Ta AMepHIli, a 3rofoM i Ha TepeHax koaumraporo CPCP) 1o mpoOiem BiracHe ¢oib-
KII0py, (hOMBKIOpU3MY (SK CeKyHIapHOI ()OPMHU TPAAHIIHHOI KYJIBTYPH) Ta TOCT(HOIBKIIOPY, 10 MPU3BEIO 10
nosiBu, GopMyBaHHS i po3BUTKY B XX CT. 6ararbox hOIbKIOPUCTUYHMX MIKIJ 1 Tewii o BcboMy cBiTy. OTxe,
MUTaHHS AOCHIPKEHHS IEPBUHHUX 1 BTOPUHHUX (OPM TPaAMLIAHOI KyIbTypH Mae Gararopiuny ictopiro. 30-
KpeMma, A0CIiTHUKH-(POIBKIOPUCTH cepeinHi XX CT. BU3HAUAIN SIK BTOPUHHI SIBUILA TPAAULIHHOT KYJIbTypH
HeayTeHTUYHI (HeTpaauliiini) ii Gopmu: ClieHiuHi, y T. 4. CaMOAIsUIbHI (aMaTopchKi), (hecThBaii, a TakoX
JiTeparypHi Ta aynioBizyanbHi (paaio, KiHO, Bi€O).

Hampuknan, B. Hosiitayk (1996) Bu3Hagae aMaTOpPCTBO K «KOPEIAT POITBKIIOPY 1 BUCHO-apTUCTHIHOTO
muctenTay (c. 318), C. I'puma (1996) Haromomrye, 1m0 B KOJEKTHBAX, YIaCHUKAMH SKHUX € T. 3B. «BHIITKOJIE-
Hi HOCIi (hONBKIOpPY», OPIEHTOBaHI Ha CICHIYHY HOIo IEMOHCTpalilo, 3aIporpaMoBaHy MnpogeciiiHoo pexu-
CYPOI0, BiIOYBAEThCS «y>KUTKOBA» EKCILTyaTallis ayTeHTUIHOro (hosbkiopy (c. 307). lotuuHi iei BucIoBIeHi
I y mpamsx 3axiJHOE€BPONEUCHKUX HAYKOBIIIB, sIKi JO BTOPUHHHUX (OPM BiIHOCSTH OyIb-sKi PI3HOBHAM KO-
MEPIIITHOTO BUKOPUCTAHHS QOJILKIIOPY 1 HAPOJAHUX TPAAMIIIK y MpodeciiiHOMY MUCTEUTBI, TYPH3Mi, MACOBUX
BHJIOBHUIIAX Ta PO3BaYKATHHUX 3aX0/1aX, aKI[isfX Ta iH. BiATak BTOpHHHUMH B KYJIBTypi BU3HAYAIOTHCS OyIb-sTKa
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nepeava i IEMOHCTpAIlisl €IEMEHTIB HApOAHOI KyJIBTYPH HE TBOPILIMHU Ta HOCISIMH TpaJIHIlii, a OCepeTHIKa-
MU (B IIUPOKOMY PO3YMIiHHI I[LOTO CJIOBA: TBOPYMMH KOJICKTUBAMH, MY3€sIMH, TeJIe-paiOKOMITaHiIMH # iH.).

HayxoBa HOBM3HA TOCIIIPKEHHS TOJIATa€ B OOTPYHTYBaHHI MOTPEOU BUKOPUCTAHHS B TBOPUil IisSUIBHOCTI
BTOPUHHHUX MOJIOIIKHUX HAayKOBO-€THOPA(IYHUX KOJEKTHUBIB METONY «yCHOD» ()OJBKIOPHOI eKCHeqHIii K
Hali0BINIOTO crI0cO0y ONMaHyBaHHS TPAJUIIHOT BHKOHABCHKOT KYJBTYPH.

Merta crarTi

CtocoBHO OaraTorpaHHOCTi BTOPUHHUX (POPM TPaaULiHOI BUKOHABCHKOI KYJIBTYpH MOJKHA KOHCTaTyBa-
TH: HE BCE, 10 € BTOPUHHKUM 32 YacOM TOSIBH (BUHUKHEHHS), € BTOPUHHHUM 3a SIKICTIO 1 3MicTOBHIiCTIO. bara-
TOACTIEKTHICTh OKpECICHOI Te3: BUMarae (popMyltoBaHHS TaKUX LiJeH CTAaTTi: MPOaHali3yBaTH, SKUM YHHOM
BiZIOYBa€THCS TBOPUMIL MTPOIIEC Y BTOPUHHHX (IIEPEBAYKHO MiCHKUX) (PONBKIOPHUX (hopMax, sSIKy poJib Bijirpae
TBOPUICTh CEKYHIAPHUX KOJICKTHBIB ¥ 30€peKeHHI i PO3BUTKY TPATUITIHHOI KyJABTYPH 1 SIK MOJOAKHI (hOITb-
KJIOPUCTHYHI aHCaMOJIi B3a€EMOIIFOTH 3 IHIIMMH CKJIAJHUKAMH TaK 3BaHOTO «(DOIBKIOPHOTO MApy» — «TUIOMIH-
HU 3ICTaBJICHHS BYCHO-apTUCTHYHOTO MUCTEITBA, POIBKIOpPY, amaropcTBay (I'pura, 1996, c. 320).

Bukaax marepianay gocrigkeHHs

BesnepeunnM (akToM Ha CHOTOJIHI € TMHAMIKA Ta MIHJIMBICTh Tpaauilil B yaci. HaciixoM 1boro po3But-
Ky € TIosiBa ii (Tpaauilii) BTopuHHAX (POPM, SKi CBOEIO UEPTOI0 MOXKYTh OYTH 1 KOHKCTPYKTUBHUMU (TIPAITIOBATH
Ha 30epeKeHHs i PO3BUTOK TPAIUIIIITHOI HAPOAHOI KYJIBTYpPH), 1 BUCTYIIATH B POIIi IECTPYKTUBHOTO MEXaHI3MY
(mpawuroBaTH B IJIOMIMHI MAacoBOi KyJIBTYpU — KyJIBTYpH CHOKHUBAHHS, JI€ BTPAauyaeThesl (PyHKLIIOHATIBHA H ce-
MaHTHYHA 3HAYYILICTh 0araromapoBOCTi 6araTboX SIBUIL TPAIULIHOI HAPOAHOT KyJABTYPH, 3HUKAIOTh €THIUH1
LiHHICHI OPiEHTUPH, BiAOYBaE€THCS HiBEIIOBAaHHS YHIKaJIbHOTO HALIOHAIBHOTO KOPiHHSA, & OTXKe, i caMOieH-
tudikarii).

ToranpHe 1 3arpo3/11MBE 3HUKHEHHS Ay TEHTUYHUX (POPM TpaauIliitHOT HApOJHOI KyJIBTYPH 3 JKUTTS Cydac-
Hoi monuHu criorykaimo FOHECKO nepeliTi Bix OJITHKA OXOPOHH OKPEMHUX T1aM’ ITOK KYJIBTYpH J0 TTOJIITH-
KH 3aXUCTy ¥ 30epexeHHs (QonbkiIopy (TpaauiiifHOT HAPOAHOI KYJIBTYPH) SK IiTicHOT cructeMu. Hacumikom
uiei podoru crano npuitHATTS B 2003 p. MiXXKHaponHOI KOHBEHLIT PO OXOPOHY HEMaTepiajbHOI KyJIbTYPHOI
CHaIIMHK 3 TOJAIBIINMU 10 Hel TonoBHEeHHAMH. [IpakTnuHe BTineHHs nojokeHb KoHBeHLIT B )KUTTSI OKpec-
JIMJIO IUTUH PsIJ MMTaHb, SIKi HA CHOTOAHI TOCTAIOTh Tepe]] HAYKOBISIMH 1 MPAKTUKaMHU — (DOIBKIOPUCTAMH.
Ile nmuTaHHs BUSBJICHHS CTaHy 30€pEKCHHS PI3HOMAHITHUX €JICMEHTIB ayTEHTHUUHOI KYJIBTYpH, (aKTOPIB, 110
BIUIMBAIOTh Ha MOSIBY «BTOPHHHOCTIY, 1 i poJTi (KOHCTPYKTHBHIH, IECTPYKTUBHIH) B 30epeKeHH] i (DYHKITIOHY-
BaHHI TPAUIIIHHOI KYJIETYPH B Cy4aCHHUX YMOBaX. BakITMBUM MUTaHHSIM € poIib rIo0atizarii Ta indpopmarnza-
1ii B 30epekeHH1 i TpaHCIIALIl TPaIUIiHOT KYJIBTYPH 1 MOsBI 11 BTOpUHHHUX (POPM, ITUTaHHS HEOIHO3HAYHOCTI
Cy4acHHUX (QOJIBKIOPUCTUIHUX MOJIOJKHUX PYXiB, POJIi i MOMKIIMBOCTI CHEHIYHUX (POITBKIOPUCTUIHUX KOJIEK-
THUBiB, TBOPUUX ETHO-MalcCTEpeHb B 30epeKEHHI i BUKOPUCTAHHI KyJABTYPHOI ClIaAIMHU.

VY 1bOMY KOHTEKCTI PO3IJITHEMO POJIb MOJIOIIKHOIO (DOJILKIOPUCTHUHOTO PYXY, ICTOPIs SKOTO MPOXO-
TUTH Yepe3 pi3HI MONITHYHI i COiaJbHO-eKOHOMIYHI €MOXH — PAJSIHChKY W MOCTPaASHCHKY, HAOYHO 1JT0-
CTPYIOUYHM HAI3BHUYANHO CKIAIHI MPOIIECH, ITOB’A3aHi 3 B3a€MOIIEI0 ayTEHTUYHHUX (TIEPBUHHUX) 1 BTOPUHHUX
tdhopm dompriopy. Huni gisimbHICTH 0ararb0X MOIOADKHHUX (DONBKIOPUCTHYHUX (hopMalliii IEeMOHCTpPY€E YHi-
KaJlbHI MOXKITUBOCTI TAKUX KOJIEKTUBIB y 30€peKeHHI ayTeHTHYHOTO (OJIBKIOPY ¥ BOIHOYAC y T€HEepyBaHHI
HUMH HOTO pa3HOMaHITHUX BTOPHHHUX (QOpM. 3HAUHHH 1HTEpeC 10 ONBKIOPHUX (HOPM XYI0KHBOT TBOPUOCTI
MPOSIBIISIETHCS] B HEYXMIIBHOMY 3POCTAaHHI YMCEIBHOCTI KOJIEKTHBIB MPOQECIHOTO Ta aMaTOPCHKOTO CTaTyCy
(pettponykyrodi (hOJIBKIOPHI AUTSYi, MOJIOADKHI aHCaMOJIi, TeaTp HapOHOI MiCHI, aHCaMOJIb HAPOHOI MiCHI,
aHcamOJIb My3UYHO-TICEHHOTO (DOJBKIIOPY, HAPOAHUN XOp, aHCAaMOJIb MMICHI 1 TaHIIIO, AUTSYa HAPOJAHO-XOPOBA
cTymisi Ta iH.). Mae pariro A. @ypauako (2017): cboromHi «3HaUHE MiCIle cepeT KOJIECKTHBIB BTOPUHHOTO BHKO-
HaBCTBA MOCIAIOTH TUTAY1 (DONBKIIOPHI KOJIEKTHBH, SIKi TTOPST i3 IOPOCIMMU BUKOHABISIMH T1]THO 3aiIMarOThCS
MOLIYKOBOIO JisUTBHICTIO Ta BIATBOPIOIOTH (DOJIBKIOPHY CHAAIIMHY CBOIX PErioHiB, 10 Bigirpae moMiTHY poiib
y marpiotndHoMy BuxoBaHHI» (c. 130). BBaxkaemo, 1110 MeToAMKa ONMaHyBaHHS AITbMH ayTEHTHYHO! BUKO-
HABCHKOI Tpaaullii morpedye MoJaibIIoro OCMHUCICHHS i eTaJbHOTO OMHUCY, TOMY 3yITHHUMOCS Ha METOAUII
oprasizarii J0CiIHUIILKO-TBOPYOT JISIIBHOCTI MICHKOTO MOJIOADKHOTO (BTOPUHHOIO) (hOJBKIOPUCTUIHOTO
KOJICKTHUBY.

3p0o3yMijio, 0 HAaBYAIBHO-TBOPYA MiSTIBHICTH OY/Ib-SIKOTO (POJIBKIOPHCTUYHOTO KOJIEKTUBY ITOYNHAETHCS
3 OCMHUCIICHHS i PO3YyMiHHS €CTETUKH HAPOAHOI My3UYHO-IIOETHYHOI TBOPUOCTI, BUBUEHHS 11 0cOOIMBOCTEH Ta
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YHIKaJIBHUX XyJ0KHhO-BUKOHABCHKUX MPUHOMIB. Y 1IbOMY CEHCI iZieallbHUM, Ha Halll TIOTJIS/L, € YCHHUIA Crocio
HaBYaHHS (DOJIBKIIOPY: CIUTFHUM CIIIB JFOOUTENIB — YYACHHUKIB MOJIOJKHUAX (DOIBKIOPUCTUYHIX KOJEKTHBIB
3 HAPOJHMMH CITiBaKaMu MiJl yac (HoIbKIOPHUX ekcrenuiii. [loainsgemMo 1yMKy aBTOPUTETHUX YUCHUX, (POIIb-
KJIOpUCTiB-ipakTUKiB A. IBanuibkoro, C. bpa3s (1980), JI. [llaminoi (1983), B. Lllyposa (2005), b. Jlykantoka,
I'. Cucoesoi, JI. I'arion (2010), 1. TTaBnenka (2013) Ta iH. mpo Te, 110 came GOIbKIOPHA SKCIICAHUIIS € OTHIE0
3 ICTOTHHX Ta 00OB’SI3KOBUX CTOPIH HaBYAIHHO-BUXOBHOTO i OCBITHROTO IPOIIECY BOKAJIHHO-aHCAMOJIEBOTO
KOJIGKTHBY (POJTBLKIIOPHOTO CIIPSIMOBAHHS. JINIIie BOHA MOYKe TaTH Oe3MMocepeaHe CIITKyBaHHS 3 )KUBUMH HOCI-
SIMU HapOIHUX Tpaguuiid. CriocTepeKeHHs 32 HUMU B TI0OYTi, BUBYCHHSI IXHBOI MaHEPH MOBEIIHKH, €ICMEHTIB
CBSITKOBO-00PSI0BO1 KYJIBTYPH, TPAAULIIHOTO HAPOJHOTO OZATY, X0peorpadidHoi IEKCUKH, YCHOI TOETUYHOT
TBOPYOCTi, My3UYHOTO (OJIBKIOPY Ta 0ararbox iHIIMX MPOSIBIB HAPOIHOI XyAOKHBOI KYJIBTYpH, 1[0 PO3KpPHU-
BaOTh XapaKTep JIFOACH, TXHIN CBITOINISA, CHCTEMY I[IHHOCTEH Ta iJeaiB, € HaJI3BUYAHHO I[IHHUM B KOHTCK-
CTi ipodeciiiHOro i 0COOUCTICHOTO HABUAHHS Ta 3POCTAaHHS YYaCHUKIB KOJIEKTHBY. binbIie Toro, ciayxaHHs
JKUBHUX 1HTOHAIII HApOIHOI MOBH 1 HACIIBIB € HCOOXITHUM TPYHTOM JIJISI HAKOMTUYICHHS OCOOMCTHX YSBIICHB
00pa3Horo Jaay MiCeHHOTO (DOIBKIIOPY, HOTO MY3HMYHO-CTHIILOBUX 0COOIHMBOCTEH, (hopM MOOYTYBaHHS, CIIO-
co0iB mepeaadi.

Oxpeciena npobiemMaTHKa B THX YW 1HIIUX acleKTaxX BKe MOpyLIyBaiacs HaMy B TIONEpPEeIHIX PO3BiaKax
(CinenbhikoB, 2019; Sinelnikova & Sinelnikov, 2019). Ognak BBaxkaeMo 3a IOTPiOHE BKOTPE HATOJIOCUTH: HE
KHIDKKOBE (ITCEMHE), a MPSIME — «3 BYCT B yCTa» BHBYCHHS KHMBOT (DOJIBKIOPHOI Tpaauilii 1oae BCild TBOP-
4iif poOOTI BTOPHHHOTO (OIBKIOPUCTHYHOTO KOJIEKTHBY HE0OX1IHOT podeciitHol muOuHu i eTHOrpadivHol
JIOCTOBIPHOCTI. 3Bakarouw Ha 1€, (OJBKIOPHY SKCIEIUINIO CIiJ PO3DISIIATH K HAWIHHINTY W HaHOUTBII
Oaxxany ¢opmy poOOTH B IIpoIIeci ONaHyBaHHS CIIEIliaTbHAX 3HaHb | HABUYOK HAPOHO-CITIBOYOTO MUCTEIITBA.
[lepexoHaHi: (OTBKIOPHI EKCHENUIliT B CHCTEMI HABYAIbHO-BUXOBHOTO TIPOIIECY TBOPYHUX KOJEKTHBIB (POIIb-
KIJIOPHO-€THOTpa(hivHOTO CIIPSMOBAHHS IOBHHHI CTaT 00OB'SI3KOBOIO 1 PErylsipHOi (hOpMOIO pOoOOTH.

Binbi Toro, po3misiiaeMo GoNbKIOpHO-eTHOrpadiuHy poOOTy Ta MalcTep-Kilacu 3a y4acTio aBTEHTUIHUX
KOJICKTHBIB SIK OCHOBOITIOJIOKHUHM YHHHUK TBOPYOI0, My3UYHO-BUKOHABCHKOTO PiBHS (HOJBKIOPHOTO aHCaMO-
mio «Kpammmspy KnuiBebkoro HaIioHaaIbHOTO YHIBEPCUTETY KyJIbTypH 1 MUCTENTB. OCHOBOIO TBOPUOT AisLITEHO-
CTi aHCAMOJTIO € TIOCTIHHUH TOITyK, 3aIiC, a MOTIM — PO3MIHU(POBKA MICEHHOTO MaTepialy pi3HUX PETiOoHIB
VYkpaiHu; BUBUCHHS JiaJIeKTiB, TPAAMIINA, 0OpsiIiB; 30UpaHHS CTAPOBUHHUX KOCTIOMIB 1 MpEIMETiB MOOYTY;
rpa Ha HAPOAHUX IHCTpyMeHTax. B ancamOmi iine nmoctiliHuid QosbKIOpHO-eTHOTpadiuHUi TBOPUMI MOMIYK.
Jl0aiinuBo Npaiiooyy 3 MiCEHHUM MaTepialioM, YYaCHUKH aHCaMOIII0 eKCTIEPUMEHTYIOTh, CHHTE3YIOUH (OJIb-
KJIOP 13 Cy4acHHUMH MY3UYHUMH GopMamH, 1100 NPUBEPHYTH YBary MOJIOAI Ta NPUILENHUTH iii I000B 10 cTa-
POBHHHOT MiCHI, BUXOBATH MAaTPIOTHUYHI IOYYTTSI /10 CBOET HAI[IOHAIBHOT ICTOPIT Ta PEriOHAIBLHOI KYJIBTYpH.

Y HaBUATLHO-TBOPUIN AISUTBHOCTI (DOIBKIIOPHOTO aHCaMOIT0 « Kpaltiiishy OpraHiqHo MOEAHYIOThCS Pi3HO-
MaHiTHI (hopMU peartizailii TBOPYOro CaMOBUPAKEHHS MOTO YYaCHHKIB: HaBYAIbHI 3aHATTS (peneTHIlii), KOH-
LEPTHI BUCTYIIH, y4acThb y (OIBKIOPHUX CBATAX 1 hecTuBaisix. Hezpakarouu Ha Te, 110 KOXKHA 3 HUX Ma€ CBOIO
cneundiky, CBOi METOAU 1 MPUHOMH peaizauii Hijel Ta 3aBaaHp, IO CTOAThH Nepel KOJIEKTUBOM, (OIbKIOP-
HoO-eTHOTpadiyHa pod0Ta MPOHUKAE B 3MICTOBHHI CKJIAHUK yCiX BHIIEBKa3aHUX (OPM IisUIbHOCTI, CIIPHUSIO-
4H iX SKICHIN nepeoliniy. Tak, Ko 3Bu4Ha, BUpOOJIeHA JECATHIITTIME (hopMa HAaBYAIBHOTO 3aHSATTSI, OPiEH-
TOBAHOTO Ha MMiATOTOBKY BUKOHABIIS JIO BUCTYITY NIEpe/l TIsiAauaMu, BKIFOYA€E TaKi eIIEMECHTH, SIK: pO3ydyBaHHS
TBOPY IO YaCTHHAX, Oararopa3oBe BiAMPAITIOBAHHS IeTajeii, 0OCBOEHHS HOTHHUX MapTil, IHIUBITyaIbHY pO0O-
Ty — CaMOCTii{Hy a00 3 TIeJarorom, — To B IIPOIieci MoOyTOBOI MTICEHHOT TBOPYOCTI 3 aBTEHTHYHUM KOJIEKTHBOM
y paMkax (OIBKIOPHOI eKCIeNUIlii OCBOEHHS HAPOAHOI MICEHHOI KYJIbTypH B CEPEIOBHIII MPUPOTHBOTO ii
noOyTyBaHHs Bi10yBa€eThcsa aOCOMIOTHO B iHIIIN (opmi, a came: MenoAiiiHa cTpoda HIKOJIU HE PO3yUy€EThCS 110
YacTUHAX; HalvacTile (OILKIOPHUIMA TBIp Y MPOLEC] 3aHSTTS 3ByYUTh HE OTbILE OJJHOTO pa3y, IpoTe 000B’s13-
KOBO BiJ] MOYATKy H JI0 KiHIIS; 3aMiCTh BUBYCHHS HOTHUX MapTiil BiIOyBAa€ThCS KHUBE CIPUHHSATTS HOBOTO TBO-
py; 1HAMBiMyaTbHE HaBYAHHS 3aMIHIOETHCS KOJIEKTUBHHUM ITICEHHUM HAaBYAaHHSM, Y SIKOMY TBOpYa B3aEMOJIIA
Bi10yBa€THCS HE B 3BUYHOMY HaBYATHLHO-TBOPYOMY CITiBBiTHOIIIEHHS «OIWH KEPIBHUK (TIEAAror) — rpyma ydac-
HUKIB (CTYACHTIB) KOJIEKTUBY», @ B OLJIBIII IUTITHOMY — «TpyIia BYNTENIB (aBTEHTUIHUX BUKOHABIIIB) — TpyTia
YUHIB», 110 CIIPHUSE 3aCBOEHHIO MOJIOAUMH (OJIBKIOPHCTAMH aBTEHTUYHOTO TBOPY SIK LUTICHOTO XyIOKHBOTO
SIBHLIIA.

Ha name mepexkoHaHHsI, HaliKpala CUTYyallis HaBYaJbHOTO «IiJICIIBYBaHHs» — II€ JKUBE CITLIKYBaHHS
3 MalCTPOM MICIIEBOT TpajMIilii B yMOBaX MOBHOIIIHHOTO 0araTtoroyiocoro CIiBy B pealibHIN «(OIbKIOpHIN
cuTtyarii». PeanpHuii TposiB HABUYKH ITiACTIIByBaHHS TOJISITAE B TOMY, 100 HABYUTHCS CITIBaTH BCIIi/T 32 HAPOJI-
HHUM BHKOHABIIEM HOTO MEJOIIHHY JIiHII0 (3p03yMiJIo, HAMAralourch 11 3p0OUTH 31 CJIOBAMH ), TPOXH 3aITi3HIO-
IOUHCh, XallalouX Ha JIbOTY HOBY My3HUYHO-CJIOBECHY iH()OpPMAIlif0, 3 KOKHUM Pa3oM IIOMUIISIOUHCH BCE MEHILE
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7 menire. Came B Mporieci MmifCiByBaHHS BiiOyBaeThbes e(h)eKTHBHE KOMIUIEKCHE HABYAHHS: 3allaM' ITOBYFOTh-
Csl HACTIIB, CIIOBA, XapaKTep 3BYKOBHIOOYBaHHS, a y BIAMOBITHUX XaHpaX (TaHKaX, Kaparojgax i TaHIAX) —
xopeorpadis. 3 omisay Ha Te, IO CHPaBXKHI MalCTpu CHiBOYOI TpaAMLii B MPOLEC] CHiBy MiCHI HE3MiHHO
IMIIPOBI3YIOTh, TO METOA IiACIIBYBaHHS» Aa€ YYHSIM 3MOTY OIIAaHOBYBAaTH ¥ HABUYKAMHU MEJOAIHHOTO Bapi-
I0BaHHA. bararokaHanbHICTh CIIPUMHATTA 0araTtoroioccsi 3MyIly€e 4yTH My3UUHY (GaxTypy sK Iije, BUXOBYE
BMIHHS BiIHOBIIIOBATH ii B pa3i MOpYIIeHHA IiJIicHOCTI. binbie Toro, 6ararorosoccs, Ha HaIll IOTVISI/L, BUXOBY€E
HaBWYKH KOJICKTUBI3MY, 00’ €THY€ JIFONeH, (opMy€e KOJIEKTHB, TOOTO TIACIIBYBaHHS «32 MAWCTPOMY TIPOSIBIISIE
cebe 1 K yHIBepCaJIbHHIA OpraHi3yrO4nii, HABYAIFHUI 1 BUXOBHUI KOMIIOHEHT JKATTENISIIBHOCTI BTOPUHHOTO
HAyKOBO-ETHOTPa(idHOTO KOJICKTHBY.

[ominsiemo mymky O. Kopobosa (2015): «...0yap-sike TpaJulliiHE CBSITO, HACAMIEPE BECULIS, € «KH-
BOIO» (popMoOr0 MOOYTYBaHHsI Cy4acHOi HapoIHOI Tpaaullii, 1 ydyacTb B HbOMY 30upaua (onbkiopy (ToOTO
y4acHUKa «YCHOD» eKCIEIUIIil, - po3 sachenns nawe. 1. C., B. C.) € HalIIHHIIINUM J10CBioM. Po3yMiHHs mpu-
POIHOCTI TOAiT BUMArae BiJ JOCIIIHUAKA MMO3UIIii criocTepiraday (c. 213). To6To B IbOMY acTIEKTi OPYITYEMO
MMUTaHHS TIPO €TUKY 30upadiB (GoibKIOpy: Moo (HOTBKIOPUCTH MAIOTh PO3YMITHCS B TOMY, KOJH MO)KHA
IiJICTIIBYBaTH 32 «MaiCTpPOM», a KOJIU MOTPIOHO OOMEXHUTHCS JIUIIIE aylio- i Bigeodikcalliero aBTeHTHYHOTO
BHUKOHAHHS HOCIiB TPaAULIHHOT KyJIBTypH.

Besnepeuno, TpaauuiiHuid ycHU crioci0 QyHKIIOHYBaHHS MiCHI TOPOIUB 1 AesKi i1 CTPYKTYpHI 0COOmH-
BOCTI, a came: IMOBTOPIOBAHICTh BCEpeUHI CTpodu (B MpHCIiBaX, MOMIOHUX MENOAIHHUX 00opoTax Ta iH.),
€JIHICTD 1 IEBHY OOMEXKEHICTh MY3MYHO-IIOETUYHOT MOBH Oy/Ib-SIKOTO JKaHpy abo crwimto. Ha Ham oy, Ha-
BUIK, OTPUMaHHWHA yYaCHUKAMHU €KCITCAHIII1 IIPH ITiICITiByBaHHI-HABYaHHI TIEPEPOCTAE 3 YACOM B ITiICTTIBYBaHHSI-
TBOPYICTB: B OJIH Psi/T BUOYOBYETHCS CIIIB «3a MAHCTPOM» 1 MOATronocodHi (popmu momidoHii.

Sk Gaunmo, QONBKIIOPHI eKcIeAnIlii — 11e 0cooarBa opMa CyCHiIBHOT pealizaiii CeKyHIapHOTO (Oih-
KJIOPHUCTUYHOTO aHCaMOJII0, BUKOPUCTAaHHS K01 gonomarae copmyBaTy mOTPiOHUI AJIsl KHUBOTO 30€pexkKeH-
HSl HalliOHAJILHOT TPaJNLil TUI KOJIEKTHBY. KO 3BEPHYTHCS A0 iCTOPii My3HYHO-(DOIBKIOPHUX EKCIICAMLIIN
3 1960-X poKiB 1O TEHEPIlIHIi Yac, MOKHA TIO0AYUTH, SIK BUHMKAJIM 1 3MIHIOBJIUCS TXHI TUIH, 0OyMOBIICHI
HayKOBHMH, HAaBYAJHHUMH ¥ TBOPYMUMH 3aBIaHHAMU. Tak, Ha movyarky 1960-x pokiB 3amuc miceHb Ha MarHi-
ToOHM 3MIMCHIOBAJIACS 3 METOI0 BHBUCHHS MaTepiairy, 30epeKeHHS HOTO B apXiBaX sSK My3eHHOI KONEKITii,
a TaKoX JUIS HOTYBaHHS 3BYKO3AIHCIB 3 IMOAAJBINO MyOrikamiero. Takuii miaxiz 10 OCBOEHHS MY3UYHOTO
(oNBKIIOPY BBa)KaBCs €IMHOIO TapaHTI€l0 HOTo 30€peKEeHHs SIK ICTOPUYHOIO JTOKYMEHTY, K HalllOHAJIbHOTO
XyAO’KHBOTO Ha/l0aHHSI MUHYIIUX POKiB. besyMOBHO, Taka ekcreanliiiHa 30upaibHa AisIbHICTh TPUBAE JOCI
CHJIAMH Pi3HUX OpraHizarliii — HayKoBMX, HaBYAILHUX, TBOPUHX. [T METOMKA MOCTYTIOBO BIOCKOHATIOETHCS HA
OCHOBI TeXHIYHHMX 3ac00iB (0araroMiKpO(OHHUH 3arKc, BiJcO3aIuc), MiABUINMIACS IKICTh HOTyBaHHS. Oji-
HaK TIPH IIJIKOM OYEBUIHUX TepeBarax i JOCITHEHHSIX TaKOTO THUITY SKCIICAMINH YITKO MPOCTEKYETHCS 1 iXHS
oOMekeHiCTh. [ 0IToOBHUI HEeoIiK — 1€ BiICYTHICT Yy 30MpanbKiil poOOTi opieHTaii Ha )HUB1 (OPMHU XyHTOXK-
HBO-TBOPYOI peajizauii HAKOMUUEeHOro (ONbKIOPHO-eTHOrpadiuHoro Macusy. @onpKiopucTHYHa 30MUparbKa
JisUTBHICTD, HA HAIll MOTVISI, TOBUHHA MOEAHYBATHCS 3 OUIBII aKTUBHUMHU (popMaMM KyJIbTYpHOI TisSUIBHOCTI,
a/Ke KUIBKICTh 3alMCaHUX PI3HOKAHPOBHX 3pa3KiB (OJBKIOPY € 3HAYHOIO, alie, IyMA€EMO, ITOJIOBUHY IIHX
3aIUCiB HIXTO HIKOJIM, KpIM caMmoro 30upaya, He 4yB i B HAOMKIoMy MailOyTHhOMY He mouye. Ha npakruii
st popMa eKCIe NI IepeTBOPUITacs B T. 3B. «30MpaHHs JUIsl 301Upaday.

He MoxHa He BiI3HAYUTH MPOTPECUBHY (HOPMY EKCIIEAUINIIHHOI podoTH, mommupeHy v 1970—80-x pokax —
PETyIsipHI MOPiYHI KOHIIEPTH HAPOJHIX BUKOHABINB y MiCTax, 3alKc IXHIX BUCTYIIB Ha pajio, Terne0adyeHHi,
rpammiariBku. bing ButokiB nporo pyxy crosuim C. I'puna, A. IBannupskuii, A. Pynnesa, B. Llypos, A. Ka-
0anoB, A. MexHeloB i 0araro iHIIMX A0CTiTHUKIB-ponpkiopucTiB. Came iXHS MOABMKHHUIIBKA POOOTA MOBi-
Jana CBITOBI MPO YHIKaJbHY BUKOHABCHKY MaWCTEpHICTH (OIBKIOPHHUX KOJNEKTHBIB YKpaiHW i yHIKaJbHHX
ABTCHTUYHMX BUKOHaBHIb — Jlanito YekyH, Yinsny Kot, aBrenTrunuit konektus «JIpeso» (IlonraBiiuua) Ta
iH. OpranizoBani HUMH eTHorpadiuHi jekmii-koHeptn B Kuepi, Mocksi, Cankr-IletepOyp3i, IHIINX Bax-
JMBUX KYJIBTypHHUX LeHTpax ToaimHboro CPCP namy nmomroBx A0 CTBOPEHHS €KCIIEPUMEHTAIbHUX, a MOTIM
poeciiHuX i caMOIsITBHUX (DONBKIIOPHUX KOJIEKTHBIB, SKi CITIBAIOTH «SK B CEJi» Ha OCHOBI €KCIIEIUIIIHO-
ro BUBYCHHS (POJIKJIOPHUX CTHJIIB, HAKONMMUYCHHS 0araToKaHaJIbHUX 3alMCiB 1 (OIBKIOPUCTUYHUX HOTALIN
(ancambnp HapogHoi My3uku /1. ITokpoBcbkoro, ¢oabkiopHuii ancamOns «/IpeBo» KuiBcbkoi koHcepBaTopii
i kepiBHUIITBOM €. €hpeMoBa, ancamO1b MOCKOBCHKOT KOHCEpBaTOpii mij kepiBHUlTBOoM M. [MnisipoBa, aH-
cambib «Kozauuii kpyr» mij kepiBauiTBoM B. CkyHIieBa Ta iH). TBopue Kpeno 1ux Ta 6araTbox iHIMX (Hoib-
KJIIOpHUX MPOo(eciHHMX 1 aMaTOPChKHUX KOJIEKTHBIB CIIPHSIIO BHHUKHEHHIO HOBOTO THITY €KCTIETUIIIT — Moi3/1Ka
JIO0 CUTBCHKUX MAMCTPIB HE JIMIIE IS 3aIiCy Marepiairy, ajie W JUisl CIUIKYBaHHS 3 MalCTpOM-YUIHUTEIeM s
TOTO0, 100 Pa30M 3 HUM PO3CHIBATH MICHIO «HA TOJIOCKH», BIAUYTH KUBUHM MOAMX JIOKAIBHOI TPaJHLii.
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OTxe, MOX)KEMO BU3HAUUTH J1BA TUIH (OJIBKIOPHO-EKCIEIUIIHHOT NiSIIbHOCTI, SIKi, Ha HALI OIS, YMOB-
HO MOKHA Ha3BaTH TaK: €KCIEIULIs-30MpaHHs Ta eKCIeuLis-HaBdanHs. [Iporpama ekcniequuii mepuioro THIry
TICHO IOB’s13y€ 30ip EMIIPUYHOrO Marepiaiy 3 HOro HayKOBUM BHUBUCHHSM (HOTYBaHHs, aHaJIi3, CUCTEMAaTH-
3allis, MyOmiKallisi pe3yabTariB), a MMTaHHS HABYAHHS 1 )KUBOI poNaraniy 3i0paHoro HapoJHOIICeHHOro Oa-
rarcTBa HOCSTHh TYT APYTOPSIHHN XapakTep. TUI «eKcremullisi — HaBYaHHs», HaBMaKH, TICHO TIOB’sI3aHUH 13
KUBUM (PYHKITIOHYBaHHIM (DONBKIIOPY, 3 IIMPOKUM BUKOPHCTAHHSAM Halpi3HOMaHITHIIINX (opM Horo mporma-
ragau. CBOEIO Ueproro, y oMY TUTaHI TUTaHHS MMICHMOBOI (Pikcallii XyToKHIX TEKCTIB Ta IX KHUKKOBOI i HOT-
HOT myOJTiKaIlii BUCTYHarOTh K TOMOMKHI. L{iTkoM oueBUIHO, 110 B YUCTOMY BUIJISII I1i 3MOJIEIbOBaHI HAMU
THUIIM HE 3yCTpidaroThes. | KUBUH CHiB-MiACTIIBYBaHHS, 1 3aIIHC MICEHb 3 METOIO HOTAIli{ TOETHYIOTHCS, MAaOyTh,
y Oynp-Kiil ekcnequuiiHii moizaui. Excriennnist y GoabKIOpHOMY KOJIEKTHBI MOXKE OyTH POCTOIO ¥ CKia-
HOIO, TPUBAJIOIO 1 KOPOTKOYACHOIO, 3 PETEIBHOIO MiATOTOBKOIO 1 3 MiHIMAJIBHOIO, PO3BIIYyBaJIBHOIO 1 CTaIlio-
HapHOI0. By/b-sika 3 HUX MOXKe OyTH TPOBEICHA 3 YXUIJIOM Y 30MpaHHs a00 HaB4aHHs. BaxxuBy polb y IboMy
TIPoIIECi BiAirpae KepiBHUK-BUKIIAAa4, (POIBKIOPUCT-TIpodeciona, 3MaTHIHH HaBIUTH YIACHHUKIB €KCITCIHIIIT
TEXHIIll OMTUTYBaHHS MalCTpiB-iH(HOPMATOPIB, TTOKA3aTH METOAUKY OaratoMikpo(oHHOTO (OaraTokaHaIEHOTO)
3BYKO3aMUCy 0araroroyioccs, NOSCHUTH NPUHOMHM 3aIIUCYBaHHS CIIBalOYOTO aHCAMOIII0 METOJIOM «KOB3HOTO»
Mikpo(oHa, npaBuia oQOpMIICHHS 1 30epiraHHs Marepiaty TOLIO.

VYcHa ekcrieaunIisi, Ha Hally JTyMKY, € 3MiCTOBHOIO (DOPMOIO Il CaMOBUpPaXXeHHsI, camopearizalii, caMmo-
PO3BUTKY KOKHOTO YYAaCHHKA BTOPUHHOTO (OJIBKIOPUCTHIHOTO aHCAMOTIO. [i MepCHeKTUBHICTh — Y MOYKIIH-
BOCTI BUHAXOJIUTH Pi3HI CIIOCOOM 1 METOJIM MisTIbHOCTI: TPEHYBaHHS 1HJMBIlya IbHOT TaM’sITi i IOPiBHSIHHS
i1 3 TaM’SITTIO KOJIGKTHBHOIO, TIOTITYK «CBOED» TTICHI, VIIOOJICHOTO «MalCTpay, )KUBE 3MaraHHs 3a IIBUIKICTIO
OCBO€EHHS HOBOI TiCHI, MTOCTiHE BIOCKOHAJICHHS CBOiX TBOPYMX 3i0HOCTEH y miceHHOMY Komi # iH. Lli Ta
Oararo iHIIKUX (OPM JKHUBOTO KOHTAKTY 3 TPAJHUIIIEI0 PI3HUMHE CIIOCO0aMU 3a JIOTTIOMOTOFO TTIICEHHOT TBOPYOCTI
00'eIHYIOTH JIFOfIel Pi3HOTO BiKy Ta mpodeciii. L{inkoM mpupoHO MPUITYCTUTH, 10 TAKHA JOCBI COLiaIbHO-
XyA0KHBOI TBOPYOCTI, HAKOTMYCHUH KO)KHUM YYACHHKOM YCHOT €KCIEeIUIIi1, Y ITOJaIbIIOMY CTAE PHCOIO HOTO
XapakTepy, BILTMBAIOYH Ha MMOBEJIHKY, XYIOXKHIH CMaK, BECh CIOCIO )KUTTA. SIK MpUKial, MO)KHA Ha3BaTh He
ofHe MoKoMHHA cTyneHTIB — donpkinopuctie KHYKiM, kotpi chopmyBanu cBiil npodecionanizm y ckmasi
(honpkTOpHOTO aHCcaMOII0 «Kpamutisn.

[lepexoHaHi B TOMY, IO came B XOJi YCHOI ekcrieauntlii (hopMy€eThCsl CKIIaJ] KOJICKTHUBY, HOro mpodeciii-
HICTb, TBOpUE «0OMMYUs». B excrieanuii cKiIagaeThCsi TBOPUE «SAPO» KOJIEKTHBY, BJOCKOHAIIOETHCS BMiH-
HSl BCTAHOBHUTH MICEHHUH KOHTAKT 13 CUTCHKUMH BUKOHABISIMH-MalCTPaMH, BUXOBYETHCS CIIBPOOITHULITBO,
YyHHICTB, KYJIBTypa CIIiBTBOPYOCTI, 0€3 SIKMX Mpolec GyHKIIOHYBaHHS KOJICKTHBY HEMOKIMBUI. DPopMyBaH-
HSl HABYAIBHOTO pernepTyapy HapOAHO-CIIBOYOTO (POJIBKIOPUCTUIHOTO KOJIEKTHBY TAKOX TUTITHO BiJIOyBAa€Th-
cs B ycHIM excneamiii. CaMe mporiec )KUBOTO HAKOIMMUYCHHS PENepTyapy B CTYACHTCHKOMY (HOIBKIOPHOMY
TYPTi i1 9ac yCHOI eKCIIeNII] BUMarae BMiHHS 9y TH ITICHIO, HE BiJIKJIaIal04X aHaJli3 Ha HEBU3HAYEHO JTOBTUN
MICISIEKCTISUIIITHAN Jac, sIK 1€ 3a3BUYaii BiJOyBAa€ThCS B €KCIIEHIIIT 3 MarHITO(OHOM.

BonHouac monamo, 110, XapakTepU3ylOud Ty YM Ty JIOKaJbHY HICEHHY TPalullifo, MU MOXEMO JOBOJI
JOKJIaTHO (HACKUIBKY CIIPHsIE HAsSBHUN Marepiaji) OMMUCaTh yMOBH i pi3HOMaHITHI (OpMHU MOOYTyBaHHS TBO-
PiB HApOJHOT MY3UKH, 3pOOUTH JIeTAIbHUI HOTHU 3anuc. OJTHAK YSBICHHS PO MICEHHY TPaAULio He Oyne
MMOBHUM, SIKIIO TIOPSIJT 3 HOTHUMU TPAaHCKPUIIIIISIMU 1 OMHCaM# eTHOTrpadivHNX JaHUX MU HE TI0/IaMO OIHCY
MicIIeBOi MaHepHu BUKOHAHHs. YacoMm crociO BUKOHAHHS, TEMOp, 0COOTMBOCTI BOKAJIBHUX IITPHUXIB € KOM-
MTOHEHTaMH, 5IKi 0e3MmocepeTHhO  JTOBOJIi CHITBHO BIDIMBAIOTH HA MICEHHUN «00pa3». Po3mmsanatoun Tpaaumiii
iceHHOTO (PONBKIIOPY TIEBHOTO PETiOHY, Tpeba BpaxOByBaTH HE JIMIIE BOKaJbHi, a i XopeorpadiuHi, iHCTpY-
MEHTaJIbHI, 0OPsIIOBI Ta 1HIIT KOMIIOHEHTH, KOTP1 HaJal0Th OCOOMMBHUX XapaKTEPHUX PUC MICLEBil MmiCeHHIN
KyabTypi. OKpiM BIACHUX CIOCTEPEKEHb, MTOTPIOHO BUKOPHUCTOBYBATH iH(OpMalilo caMux HOCIiB TpaaMLii,
3alucany HaMH B XOJ1 BUKOHAHHSI.

Haromnomnryemo: To0BHHN MPUHLIXIT BTOPHHHOTO HAYKOBO-ETHOTPa(hiYHOTO aHCAaMOJTIO ITiJ] 9aC BUBYEHHS
(hONBKIIOPHOTO TBOPY — IIe HAcaMIlepen A0AMINBE CTAaBICHHS A0 TepIIomKepena. Po3ymitoun BCIO BiaIOBi-
JaNbHICTh Nepes IeAeBPaMU HApOIHOT TBOPUYOCTI, KEPIBHUK 1 CTYICHTH B OCBOEHHS MICEHHOTO (POIBKIOPY
HE MOBHHHI JIOITyCKATH JIETKOBRKHOTO CTABJICHHS 1O HHOTO.

3BepHEMO yBary Ha IIe OJWH acCleKT: «HEIO0CKOHAI» BUKOHABCHKI 3pa3KH TPaAULil CbOTOHI, Ha Kb,
3yCTPIYarOThCs YacTo. 3 ONISLy Ha e Tpeba pOo3IVIsAaTH MiCHIO, MOyMKH BiApECTaBPyBaBIIH, BMITH Oa4UTH
sBHI JleeKTH Tpaauiii. BuHukae nutanHs «oOpoOKM» HE B CEHCI MPUCTOCYBAHHS, a B CEHC1 KOMIIETEHTHOT
pectaBpailii TBOpY, IKHH MU OTPUMAJIM HE B JJOCKOHAJIOMY CTaHi. | TyT MH 3HOBY 3BEpTaeEMOCS JI0 OpPHTi-
HaJy B 0CO01 aBTEHTHYHOTO KOJIEKTHBY — TPYIIM MalCTPiB-BUKOHABIIIB. TOMY IUISIX OCBOEHHS TPaIWIiiHOI
MICEHHOI KYJIBTYPHU 32 HOTHUMH PO3MIHM(POBKAaMU, SIK 3aCBiTUnia NPaKTHKaA, AOCOMOTHO HE NPUHHATHUI Ha
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3aHATTAX (QOJIBKIOPHOro aHcaMOir0. PONbKIOPHA EKCIEAMLIIS Aa€ 3MOT'Y He JIMLIE OYyTH, a i, Hacammeper,
«IMO0aYUTI», BIMIyTH TiCcHIO. be3 Bi3yallbHOTO KOHTaKTy 3 BUKOHABIIEM HEMOXKJIMBO BiTYyTH BCIO TIIMOWHY
TpaguuiiHoro Marepiainy. /s y4acHUKIB (OIBKIOPUCTUYHOTO KOJICKTUBY HAaJ3BUYaliHO BasKJIMBUM € MPOLIEC
HaOYTTsI IOCBiLy My3HYHOTO MHUCJICHHS, BAXOBAaHHS OCOOIUBUX MEXaHI13MiB XYI0KHBOTO CIIPUHHSATTS, BIAUyT-
TSI 0COONMBOCTEH My3UYHO-TIOETHYHOT MOBH: 11 JIaJI0BOi Oy/OBH (BIAUYTTS CTIHKOCTI i HECTIMKOCTI), TOHAIIb-
HOCTI (1HTYITUBHHI MOIITYK 1 3aKPITUIEHHS 3pyYHOI /I KOJIEKTUBY BUCOTH JIaJa), MEJIOAIHHOT JiHil, pUTMIYHOT
1 IOETUYHOT CTPYKTYpPH, TEMILY.

3BUYAHO, MEPUIMM €TarloM OCBOEHHS (DOJIBKIOPHOIO Marepianly y4acHHUKaM{d BTOPHHHOI'O HAyKOBO-
eTHOrpa()iYHOTO KOJEKTUBY € HACIiJyBaHHS HapOIHUM MaicTpaM-BHUKOHABLSIM. Po3ymirouw, 10 Jierme Ko-
miroBaTy, Koy Oauuni (BimuyBaew, dyem), sk Maiictep ¢popMmye 3BYK, SIK BUMOBIISIE CJIOBO, SIK «BiI4yBae»
TICHIO, «BTOPUHHHUKI» JOTPUMYIOTHCS CaMe LbOTO MPUHIIHITY. [3 TITMHOM Yacy Ta BHACIHIZOK O3HAHOMIICHHS 13
3HaYHUM 00’ €MOM ayJ1io-, BiJICO3aIMCiB aBTCHTUYHUX KOJICKTUBIB 1 BUKOHABI[IB-COJIICTIB, TBOPYUX KOHTAKTIB
3 HIMH B paMKax HEOTHOPA30BUX (HOIBKIOPHO-eTHOTpadiIHUX SKCIIEANIIIN, MalCTEp-KIIaciB, CIIHHOI yUacTi
B HapOJHMX CBATAaX, OIVIANAX, KOHKYpcax, (pecTuBamsiXx HapOJHO! TBOPYOCTI KOMiIOBAaHHS MaHEpH BUKOHAH-
HS 3HUKA€; Jalli OYMHAETHCS aHajli3 IPUIOMIB rOJI0COBEACHHS KO)KHOIO KOHKPETHOTO BUKOHABIIS Ta MOLIYK
BJIACHOI BUKOHABCHKOI MaHEPH.

BucHoBku

PestoMmytoun BUIEBUKIIATCHE, MAEMO BCI IMiJICTaBH CTBEPKYBATH, IO JIKIIE B TPOIECI (OIBKIOPHO-
eTHOrpadigyHOi poOOTH, Ky MU BBaKAEMO KOHIIENITOM (0a3MCOM, MaTpPHUIIE0) TBOPUOI HiSUTBHOCTI BTOPHH-
HOTO HapOJHO-CITIBOYOTO KOJEKTHBY OY/Ib-SIKOTO CTaTyCy (aMaTropchKoro, MmpodeciiHOro) BiOyBaeThbCs Ji-
HOBMI Mpollec Mi3HAHHS Ta OCBOEHHS aBTEHTUYHOI 0ararorosiocoi miceHHol ¢axTypu (BHIUIEHHS TOJOCIB,
BHUKOHABCHKHX MPUHOMIB, BCIYyXalOUHCh, BCIIBYIOYHCh, HACIITYIOYH, TOPIBHIOIOUH, EKCIIEPUMEHTYIOUH), Me-
ToxiB 11 iMnpoBi3zarii. Taka OararorpaHHiCTh XyJI0KHBOTO 00’ €KTa, 30KpeMa HOro CTPYKTYpH, GOpPMH i 3MiCTY,
B MIOETHAHHI 13 3arajbHOJOCTYITHICTIO OCBOEHHSI, 3aXOILIIOE, TOTIOMATae «IIPOKUBATI IICHIO «3CEPEIIHID,
B HAHOLTBIIT HAOIIKEHOMY JI0 OPHUTIHAY BapiaHTi, CIIPUIIOYH 00’ €KTHBI3aIli i eTHOTpadidHiil TOCTOBIpHOCTI
OTPUMaHHX 3HaHb, YMiHb, IOHSTH, ySBJICHb IIPO BCi CTOPOHH >KUTTS HAPOAY, 10 CKOHIIEHTPOBAaHI B TpaIuLiii-
Hill HAPOJHIH MiCHI.
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MOJIOAEXKHBINA ®OJIBKJIOPHO- | Cunensaukos Usan Ipuropsesuy’,
STHOI'PAOMYECKUI AHCAMBJIb | Cunenbhuxosa Banentuna BiagumuposHa®
KAK BTOPUYHAS ®OPMA | ' Joyenm, sacayscennviii pabommuux kynomypol Ypaunol,
TPAAUITUOHHOMW KYJIBTYPBI | 2Kanouoam ucmopuueckux nayx, doyenm,
AKuesckuil nayuoHaNbHbLI YHUGEDCUMEM
KYbmypol U UCKYCCME,
Kues, Yxkpauna

Llens cratbu 3aKimodyaeTcsi B BBUICHEHWH CIICHU(UKH OCBOCHUS HCIOJIHUTEIBCKOW TPaJUIMOHHON MY3bIKQIBLHON
KYJIBTYpbl YYaCTHHKAMH MOJIOACKHBIX (IMPEUMYIIECTBEHHO TOPOJCKUX) (DONBKIOPHO-3THOIPAPHIECKUX KOJUICKTHBOB.
JocTikeHne Leny IMpeJroaracT MOCTaHOBKY TaKMX 3ajad: IPOaHaIN3HpOBaTh, KAaKMM 00pa3oM MPOTEKAET TBOPUECKHUI
TIPOIIECC BO BTOPUYHBIX (DOIBKIOPHBIX (hOpMax, KaKyrO POk UIPAET TBOPIECTBO CEKYHIAPHBIX KOIIEKTUBOB B COXPAHEHNH,
Pa3BUTHH W TPAHCIALMU TPAAUIMOHHOM KyJIBTYpBI, @ TAkKe KaK MOJIOZICKHBIE (OIBKIOPHBIE aHCAaMOIN B3aUMOJCHCTBYIOT
C JIPYTIMH COCTaBILSIIOIIMMHE TUIOCKOCTH MIEPECEUCHHUsI apTUCTHIECKOTO UCKYCCTBa, (DOJIBKIIOpa U aMaTopcTBa. MeTomomorus
ucciesioBaHnst  0azupyercss Ha NPUMEHEHMH OOILICHAyYHBIX METOOB TIIO3HAHHMS M MY3BIKOBEIYECKHX METOJIOB!
UCTOYHUKOBEIYECKHX, MPAKTUYECKNX, aHAJIUTUYECKUX, KOTOPbIC TO3BOJWIM MPOBECTH AHAIIM3 BOIPOCOB 00O03HAYEHHON
npoodnemarnky. Hay4qHas HOBU3HA MCCII€I0BAHMS 3aKIIF04aeTcsl B 000CHOBAaHUH HEOOXOMMOCTH UCTIONIb30BAHHSI B TBOPYECKON
JESATENbHOCTH BTOPHYHBIX MOJIOAEKHBIX HAYYHO-€THOPA(MHIHUX KOJUIEKTHBOB METOZA «YCTHONW» (OIBKIOPHOHN IKCHEAULNN
Kak HauboJee MeHCTBEHHOTO CIIoco0a OCBOCHUS TPAANIIMOHHON UCTIONHUTENBCKOI KyIbTyphl. BeiBomsl. [IpoananmsupoBana
crieni(uKa TBOPUYECKON JEATEIFHOCTH MOJIOEKHBIX (ONBKIOPHBIX (hopManmidi. BbISBICHO, YTO NEATENBHOCTH TAaKHX
KOJUICKTHBOB MOYKET HECTH KaK KOHCTPYKTHBHBIH (paOoTaTh Ha COXpPAaHEHHUE U PAa3BUTHE TPAJAUIHOHHOM HAPOHOH KYJIBTYPBI),
TaK U JIeCTPYKTUBHBIN XapakTep (paboTaTk B INIOCKOCTH MAaCCOBOH KYJIBTYPBI, T/Ie IPOMCXOANT HUBEIMPOBAHHUE HALMOHAIBHBIX
KopHeit). JlokazaHo, 4TO TOJIBKO B rpolecce GoIbKIOpHO-ITHOrpaduueckoii paboThl, KoTopast SBIIsieTCs: 0a3UCOM TBOPUYECKON
JEATSIBHOCTH BTOPHYHOTO HAPOHO-TIEBUCCKOIO KOJIICKTHBA JIFOOOTO craryca (JFOHMTEIbCKOTO, MPOPEeCCHOHAIBHOTO),
MIPOUCXOINT ACHCTBEHHBIH MPOIIECC MO3HAHMS M OCBOCHHS ayTEHTUYHON MHOTOTOJIOCOH TTECEHHOH (haKTypHI.

Kurouesvie cnosa: ¢Gompkiop; Tpamumus; (QONTBKIOPUCTHKA; (DOMBKIOPHBIA aHCAMONb, BTOPUYHBIE (HOPMBI
TPAAUIUOHHON KYJIBTYpBI; (POIBKIOPHAST SKCIISIUIIUS

YOUTH FOLKLORE | Ivan Sinelnikov'?, Valentyna Sinelnikova®
AND ETHNOGRAPHIC ENSEMBLE | '4ssociate Professor,
AS A SECONDARY FORM | Honoured Worker of Culture of Ukraine,
OF TRADITIONAL CULTURE | *PhD in History, Associate Professor,
4Kyiv National University of Culture and Arts,
Kyiv, Ukraine

The purpose of the article is to identify the features of mastering the performing traditional musical culture by participants
of youth (mainly urban) folklore and ethnographic groups. Goal pursuit deals with the following challenges: to analyse the
creative process of the secondary folklore forms, the role of the secondary groups in the preservation, development, and
communication of traditional culture, and also the way youth folklore ensembles interact with other components of the
intersection of scientific and artistic art, folklore and amateurism. The research methodology is based on the use of general
scientific methods of cognition and musicological methods: source studies, practical, analytical, which allowed us to analyse
the outlined issues. The scientific novelty of the study consists in substantiating the need to use the method of “oral” folklore
expedition as the most effective way to master traditional performing culture in the creative activities of the secondary youth
scientific and ethnographic groups. Conclusions. The study provides an analysis of the specific features of the creative activity
of the youth folklore formations. It has been revealed that the activities of these formations could be both constructive (work
for the preservation and development of traditional folk culture) and destructive (work in the sphere of mass culture, where
national roots are leveled). It has been proved that only in the process of folklore and ethnographic work, which is the basis for
the creative activity of the secondary folk singing group of any status (amateur, professional), there is an effective process of
learning and mastering the authentic polyphonic song texture.

Keywords: folklore; tradition; folklorism; folklore ensemble; secondary forms of traditional culture; folklore
expedition
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POJIb I/IHCTPYMEHTA.JII)HOI/:I Cnunuenko Okcana CepreeBHa
MY3bIKA B CPEJJHEBEKOBOM | Konyepmmeiicmep,
CUCTEME JAYXOBHBIX | ORCID: 0000-0003-2624-820X,
HEHHOCTEM | e-mail: elf888888888@gmail.com,

Kueeckuil nayuonansHblil yuueepcumem Kyavmypol U UCKYCCma,

yn. Eeeenus Konosanvya, 36, Kues, Yxpauna, 01133

OcHOBHas 11eJIb JAHHOTO UCCIIE0BAHUS 3aKII0UaeTCs B BBIICHCHUH POJIM HHCTPYMEHTAIbHON MY3BIKH B CPEIHEBEKOBOM
CHCTeMe JyXOBHBIX M KYJIbTYpHBIX IIEHHOCTeH oOuTarenei 3amamHoil EBporbsl myTéM HCClIeOBaHUS €€ OTpaXKeHWi
B GIII0CO(PCKUX M My3BIKAIBHBIX TPAaKTaTaX. MeTomoIor s paboThI BKIFOYAET B ce0s MOMCK 1 cO0p HHPOPMAIHH O CEKYILSIPHOM
MY3BIKaJIEHOM TBOPUECTBE MyTEM U3yUCHHS M AaHAITM3a MY3bIKJIbHBIX TPAKTATOB, @ TAKIKE LIEPKOBHBIX 1 IPYTUX HCTOPUUECKUX
JIOKyMEHTOB, KOTOPBIE OCYIIECTBICHBI C HCIOIb30BAHHEM HANOTpa(UuecKoro, TUIMOTETHKO-UHAYKTHBHOTO, JIOTHYECKOTO
METOI0OB U KOHTEHTHOTO aHalu3a JO0KyMeHTOB. HayuHas HOBHM3HA MCCIEHNOBAaHMS 3aKJIIOUAETCA B IEPEOCMBICIECHHU
CIIOKUBIIENCS B UCTOPUM MY3BIKH KOHIIETIIIUY O BTOPOCTETIEHHOM U IPHKJIaJTHOM 3HAY€HUHU CPeTHEBEKOBOH HHCTPYMEHTAIBHOMN
MY3bIKH IIyTEM BBISBJICHUS HOBBIX IPaHel €€ MOPaJIbHO-3TUUECKON U XY0KECTBEHHON LICHHOCTH. Pe3ybTarsl ucciie0BaHus
yKa3bIBaIOT Ha IIIyOOKYIO CBSI3b HHCTPYMEHTAJILHON MY3bIKH C HAPOAHBIMHU TPAAULUSIMH U HX YCTOHUNBYIO HEHCKOPEHUMOCTb,
HECMOTpPSl Ha MHOTOYHCIICHHBIC [[EPKOBHBIC MHTEPIUKTHL. BBIBOIBI. BBISBICHO HEPaBHO3HAYHOE OTHONIECHHE JyXOBEHCTBA
K MY3bIKaHTaM, UMEIOIMM PA3JIMIHBIA POJI 3aHATUI W pa3HBIA COIMANIBHBIIN CTaTyc, a TAKXKE MPOSIBIAIOMINX PA3HYIO MEpy
KOH(OpPMH3Ma MO OTHOMICHHIO K JOKTPHHAM W HOJMTHKE O(QUIMAIBHOM IIEpKBH. AHAlM3 HEKOTOPHIX TPAKTAaTOB TOTO
BPEMEHHU JaJl OCHOBAHHS BBICKA3aTh MBICIIb O KOCMUUYECKON POJIM MY3BbIKU B CUCTEME CPEAHEBEKOBOIO MUPOBO33PEHUS, O UEM
CBUIETEIBCTBYET IOMBITKA CPEAHEBEKOBBIX MBICIHUTENCH OOBSCHUTH NMPU MOMOIIM My3BIKaJbHONH IAPMOHHMU B3aUMOCBS3b
yacTell MUpo31aHus (MaKPOKOCMa) M YEIOBEUECKOM CYIIHOCTH (MUKPOKOCMa). B aTHX e TpakTaTax 4E€TKO MPOCIeKUBACTCS
3apokzieHHe Teopru ap(EKTOB, KOTOpask BIOCIEACTBUN OKOHUYATENBHO CHOPMHUPYETCS] B My3BIKATBEHONW 3CTETHKE BBICOKOTO
Bospoxzaenns. B pesynbrare m3ydeHns HEKOTOPBIX CPEJHEBEKOBBIX HMHCTPYMEHTAJbHBIX JKAHPOB BBIIBHHYTa THIIOTE3a
0 BO3MOXKHOCTH ObIToBaHUS yxke B XIII B. caMoCTosATENBbHOM (HE IPUKIIATHOM) HHCTPYMEHTAIBHON MY3BIKH.

Kniouegvie cnosa: MHCTpyMEHTaIIbHASI My3bIKa CPETHEBEKOBOIM EBpOIIBI; TPpyOa yphl; )OHIIEPHL; SCTaMITN

Berynienue

CBeTcKkast, B YaCTHOCTH MHCTPYMEHTAJIbHAs, My3bIKa CPEIHEBEKOBbSI Ha CETONHSIIHUMI I€Hb MEHEE U3Y-
YeHa, 4eM LIEPKOBHAsI My3bIKa 3TOr0 ke nepuozaa. [IpuunHoii 3ToMy sBIIsEeTCS CPaBHUTEIBHO Majoe KOoJlnde-
CTBO COXpPaHMBIIMXCS HOTHBIX 00pa3lioB, a TaKKe YKOPEHHBILEECs] MHEHHE 0 e He0CTaToYHOM npodeccu-
OHAJIBHOCTU U IPUKJIAJHOM Xapakrepe. OnHAKO BO3pacTaHUE UCIIOIHUTEIbCKOIO HHTEPECA K UCCIIEAYEMOMY
HMCTOPHYECKOMY IIIACTY MY3BIKQJIBHOTO MCKYCCTBA, & TAKXKE CBEICHHS, U3BJIEKaeMbIe M3 UCTOPUIECKUX T0-
KyMEHTOB 3II0XH, BCE aKTUBHEE OIPOBEPTAIOT 3Ty TOUKY 3peHusl. [103ToMy nepeocMbICIeHHUs HCTOPUIECKUX
1 KyJIBTYPHBIX IIPOLIECCOB SIBJISIETCS AKTYaJIbHBIM KaK ISl IPAKTHYECKOH PEKOHCTPYKLIUHU CPEHEBEKOBOH My-
3BIKH, TaK ¥ JUIsl BBISIBJICHUS HOBBIX CBSI3€H B UCTOPUH U TEOPUH MY3BIKH B LICTIOM.

Caerckast My3bIKa cpelHEBEKOBOI EBpOIIBI ABIsETCS MPEIMETOM TOpa3 0 MEHEE U3yUaeMbIM, YEM LEp-
KOBHasi My3bIKa TOTO ke BpeMeHH. K ToMy ke TBOpYeCcTBO TpyOaypoB Halle UCCIeqyeTCs ¢ ero JIUTepaTypHor
cToponbl. Yubam Ilanon, 3aciyxennsiii npodeccop Menbckoro HHCTHTYTa, 3aHUMAETCS H3yYEHHEM 0COOeH-
HOCTU OKCUTAHCKOI'O 5I3blKa Ha Marepualle IIeceH TpyOaaypoB U SIBISIETCA aBTOPOM OOJIBILIOrO KOJIMYECTBa
UX aHDIOSI3BIYHBIX IEPEBOAOB. B3misn ydeHoro Ha Mys3bIKy TpyOaaypoB C JIUTEPATYPOBEIUECKOW CTOPOHBI
odeHp uHTEpeceH U cBex (Paden, 2005). Tekcronornueckuii actekT pacimnpOBKH CPEIHEBEKOBBIX HOTHBIX
MaHYCKPHUIITOB pacCMOTPEH IpodeccopoM My3bIKH U ryMaHuTapHbIX Hayk Kopum Makksem (McKay, 1999).
WHTepecHbIMU SIBISIOTCS WCCIIEOBAHUSA CPEAHEBEKOBOM MHCTPYMEHTAIBHOW MY3BIKM C MCIIOJHUTEIBCKON
CTOPOHBI, TIPOU3BEACHHBIE CONMMCTOM aHcamOIst crapuHHod My3bikd “The Night Watch” Slnom ITutTaBaiiem
(Pittaway, 2019). Taxxe Henb3s 000 TH BHUMaHNEM (yHIAMEHTATBHBINA TPY/ O OBITE M TBOPYECTBE CPEIHEBE-
KOBBIX My3bIKaHTOB Muxania CamoHoBa, ipodeccopa MockoBcko# koHcepBaTopun (Canonos, 2004).

© Cmunuenxo O. C., 2020

122



MY3UYHE MUCTELTBO
ISSN 2410-1176 (Print) * Bicauk KHYKiM. Cepist: MucrernrBo3naBcTBo. Buir. 43 « ISSN 2616-4183 (Online)

Haquaﬂ HOBHU3HA HCCJICAOBAHUA 3aKIIOYA€TCA B IEPEOCMBICICHUN CIIOKUBIIICHCS B HUCTOpHUU MY3bIKU
KOHILCIIHUU O BTOPOCTCIICHHOM U IMPUKIIATHOM 3HAYCHHUN CpeHHCBeKOBOﬁ HHCTPYMeHTaHBHOfI MY3bIKH HYTéM
BbISIBJICHHA HOBBIX rpaHeﬁ eé MOpaJ’II:HO-BTI/I‘{eCKOﬁ nu Xy).'{O)KeCTBCHHOfI IOCHHOCTH.

eanb cTatbu

Llenbto cTaThy sABJISETCS BBIICHEHHE POJIM HHCTPYMEHTAIBHOTO WIIH, B 00JI€€ IIMPOKOM IOHUMAHHUH, CBET-
CKOTO MY3BIKQJILHOI'O TBOPUECTBA B CPEAHEBEKOBOM OOLIECTBE MYTEM HMCCIICIOBAHHS €I0 OTPAKEHUH B (uito-
CO(CKUX M MY3bIKaJIbHBIX TPAKTaTaX, MPOCIEKUBAHHUE €TI0 CBA3EH U CTOJIKHOBEHUM C LIEPKOBBIO, U3YUECHUS €ro
HETOCPEICTBEHHBIX TPOSIBIICHHUN B OBITY pa3HbIX CJIOEB HACENCHNUS CPEJHEBEKOBOH EBpombI.

B nporiecce uccienoBanusi HCIONIB30BaHbl PUHIUITBEI HCTOPHUECKOM METOAOIOTHU, UANOTPAPUUECKHUM,
THITOTETUKO-MHYKTUBHBIN, IOTHYECKUN METO/Ibl, KOHTEHTHBIN aHaIN3 JOKYMEHTOB.

HN3no:xenue MarepuaJjga MCCjIea0BaHUus

My3bika B 310Xy CpeHEeBEKOBbsl ObLIa TPEAMETOM HCCIICIOBAHMS IS YUEHBIX, KAMHEM MPETKHOBEHUS
JUTsi OOTOCIIOBOB, a YISl IIPOCTOTO OOBIBATENSI — HEOTHEMIJIEMOW YacThiO XKU3HU. My3bIKajbHas HAayKa, UCTOKU
KOTOPOH BOCXOAAT €I K APUCTOTEIIFO, IIPU ITOMOIIK MATEeMaTUYCCKUX PACUETOB IbITAIaCh O0BICHUTD BO3/ICH-
CTBHE MY3BIKH Ha SMOITMOHATFHYIO COCTABIISIONIYIO YeJIOBeKa. biraromapst ’TUM HCKaHWSIM T03THEE BO3HUKITH
TEOpHsI MY3bIKH M TapMOHWSI, TAaKXKe KaK W3 aJXUMHUH — MeAuIuHa 1 Xumus. CperHeBeKoBas My3bIKalIbHAs
HayKa HaXOJUTCSI Ha HAMBBICIIICH CTETICHH B HEPAPXUHU BUIOB MY3BIKAILHOW JEITEIHPHOCTH U 3aHUMAET JIOMH-
HUPYIOIIYIO MTO3UIIHIO TI0 OTHOIIEHUIO K KOMIIO3UITUH U UCTONMHUTENLCTBY (Boethius, 1867, c. 220). boerwit,
HaCJIe/ysl aHTHYHBIX (PUI0CO(OB, OTHOCUT MY3bIKY K KBaJIPUBHYMY MareMaTH4ecKux HaykK. OJTHAKO OH BbIfe-
nseT e€ KaK HayKy, CBA3aHHYIO HE TOJBKO C YMO3PEHHUEM, HO U ¢ HPAaBCTBEHHBIM CTpoeM AyIiH. «PacmyTHbIN
JIyX JTUOO HACTAXKIAETCs PACIyTHBIMHU JIaJiaMu, JTUOO MPH YaCTOM CIIYIIAHUH UX pacciaalisieTcs: U moOexk1aeT-
cs1. HaoOopoTt, ym cypoBbIii 1100 pamyercs 0ojiee YHSPTUIHBIM JIafiaM, JIM0O0 3aKajsIeTCsl MU, — YTBEPIKIaeT
CpEIHEBEKOBBIN MaTeMaTHK U BIacTuTens ayM (Boethius, 1867, c. 180).

PacnipocTpanéHHO# Ha TO BpeMsi KOHIICTIIINEH TakKe SIBISICTCS pa3/ie]IeHne MY3bIKU Ha TPU poja — MUPO-
BYIO, YEJIOBEUECKYIO U HHCTpyMeHTalbHYI0 (Boethius, 1867, c. 187). Muposas My3bika moapasymeBasa Imof co-
0O0¥ MPOITOPIMOHAIEHOCTD CTPOCHHS KocMoca (TapMoHust chep, 0 APUCTOTEIO), YeTI0BeUYeCKast — TAPMOHUEO
YEJIOBEUECKOTO TeJa, MHCTPYMEHTAIbHAS, TOAPaKast IEPBBIM JBYM, TOKE UMEET MPOTOPIHH. TakuM o0pa3oM,
CPEIHEBEKOBOE TTOHATHE MY3BIKH HMEJIO TOBOJIHHO PA3MBITHIC TPAHUIIBI U CKOPEE COOTBETCTBOBAIO COBPEMEH-
HOMY TIOHSITHIO «TAPMOHUS KaK COOTBETCTBHE YacTEH B LIEJIOM.

B u3bpIckaHMAX CPEIHEBEKOBHIX YUEHBIX JIETKO YBUIETh HCTOKH IMIMPOKO U3BECTHOM Teopun ad(heKToB, KO-
Topas Oyznet chopMynrpoBaHa My3bIKATBHBIMHA TEOPETHKAMH JTUIIIb Yepe3 ThICAdy JieT. O BO3IeCTBUN MY3bIKA
Ha SMOLIMOHAJIFHYIO COCTABIISIOILYIO YenoBeka paccyxkaaet Meunop n3 Cesuibn (okx. 560—636): «B cpaxeHusx
TOXE 3BYKH TPYOBI BOCIUIAMEHSIFOT CPAXKAIOIIUXCS, U UM CHIIbHEE pa3naéTcs 3BYK, TeM OOJIbIIIe BOCIUIAMEHS-
ercs ayx K 0oto. [TecHu o0onpstoT u rpediioB. My3bika MeJIoIueli rojioca cMsIr4aeT AyIly MpH MepeHeCeHU
TPYIHOCTEH, €10 cMsIrdaeTcst yromieHne ot Besikoit pabote» (Isidore of Seville, tnmasa 17). U naxe Noann ne
I'pokeiio, KOTOPHINA B CBOEM TpakTaTe KPUTHUKYET KOHIIETIIMIO TPEX POJOB MY3bIKA U TEOJOTHUUECKUN TTOIXO0/
K HeH B I1eJI0M, OTMEYaeT, YTO MY3bIKaJIbHOE MCKYCCTBO OJIAarOTBOPHO BO3JCHMCTBYET Ha IOHOIIEH U JEBYIIEK,
OTBJIEKast UX OT cTpacTHHIX moMbIciioB (Wolf, 1899, c. 93).

WNucTpymenTanbHas My3blka CpeIHEBEKOBOM EBPOIBI MMEET UCKIIIOUUTEIBHO CBETCKOE MPOUCXOKIICHUE.
HerarrBHOE OTHOIIICHUE PEITUTHUU K CBETCKUM JKaHPaM CBUJICTEIBCTBYET 00 UX CAMOCTOSITEIILHOCTH (OTACIEH-
HOCTH OT IIEPKBH) U MOMYSIPHOCTH CPEIU HaceleHus (HET CMBICIIA 3alpeniarh T, YTO U TaK HUKOMY HE WHTe-
pecHo). B muTyprudeckom ycraBe 3alpeiaeTcs: HCIOIb30BAHIE MY3bIKATBHBIX HHCTPYMEHTOB, KPOME OpraHa.
CBAIIIeHHNKAM 3alpeniaeTcsl y9acTBOBaTh B MPa3THUKAX, HA KOTOPBIX MPUCYTCTBYIOT THCTPHOHBI M JKOHIJIE-
PBL, TIOTOMY KaK YBECEJICHHS CITyXa U 3peHHUs] YMEHBIIAIOT MYIIeBHYIO CHTy (TTocTaHoBiIeHus Typckoro cobopa
B 813 1, a Takke AaxeHckoro cobopa B 1216 1.). OcykaaroTcst TpaauIIMOHHbIE HAPOJHBIE TIECHU U TUISCKU
(nocranosnenue codbopa B Toneno, 589 1., Koncrantunononbckoro B 692 r., Pumckoro cunona, 826 1.). Komnu-
YECTBO M METOJUYHOE MTOBTOPEHHUE 3aMIPETOB CBUACTEILCTBYET O TOM, YTO UCKOPEHEHHUE HAPOAHBIX TPAJAUIIUN,
B TOM YHCJIC U MY3BIKAJIBHBIX, OBLIO 3a/1adueli HEMOCUILHOU faxke aisi Pumckoit nepksu. Hapox mpomomkaer
yCTpanBaTh ITyMHBIC TIPA3THAKH C YYACTHEM MY3BIKAHTOB U aKTEPOB B JICHD BCEX CBITHIX, B YECTh OCBSIIICHHUS
Xpama ¥ I IPYyTHM IIEPKOBHBIM U CBETCKUM ITOBO/IaM; MOHAXH-BUHOIEITBI TIPUTIIAIIAIOT HA yCTPABaeMbIe HMU
SIPMapKH JKOHDIIEPOB LTS 3aBJIEUEHUs MoKymnarened (u3 mocranoBienus [pada Paiimynna, rpada Tymysckoro
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Y Tarckoro yierata, 1233 r.), a MOHaXWHU BOAAT XOPOBOJIBL, UTO C YKaCOM KOHCTATHUPYET U 3aIlperaeT IepKOB-
HBI cobop B [lapmxke B 1212 1

[TMKUPOBKM MEKAY TyXOBEHCTBOM M CTPAHCTBYIOLUIMMH MY3BbIKAHTAMH CIIy4aJIUCh O4eHb 4acTo. OJHako
HEepeIKUMH ObUTH U CIyYad YXOJa MOHAaXOB B MEHECTPEJIH, HAIMCAaHWsl UMHU MIECEH Ha POIHOM SI3bIKE, a TaK-
e MY3BIKAJIBHBIX TPAKTATOB. SIpyaliiiuM MpUMepoM SIBIISIETCS BBIXO/EI OCHETMKTHHCKOTO MOHACTBIPsI [ BUao
Apeturackuit (ok. 952—1050) — OCHOBOTIONOKHHUK COJIBMHU3AIIMOHHON TEOpHH, pedhopMaTop HOTHOTO MHUCHMA,
aBTOp TpaktatoB Micrologus id est brevis sermo in musica (ok. 1026), Prologus in antiphonarium, Regulae
rhythmicae, Epistola de ignoto cantu. M3BecTHbIi QpaHIy3cKkuii TO3T U KOMITO3UuTOp [ miiom e Maro Taxxke
HECKOJIBKO JIET MPOObIT Ha CiIy:kKO0e KaHOHUKOM. boiiee Toro, B 0JHOM BeHCKOM Manyckpunte (Die Mondsee-
Wiener Liederhandschrift, 1968) psiioM ¢ IepKOBHBIMH MOTE€TAMH HalICHBI CBETCKHUE ITECHU, 3aITUCAHHBIC MO-
HaxoM 13 3aJbL0ypra, o UM CBUICTEILCTBYET €ro MOAMUCH U CXOJCTBO MOYEPKa, YCTAHOBICHHOE HCCIIEI0Ba-
tenamu. [pyroit moHax Adnuremckoro MoHacTeips nojn bproccenem, Moann Korrton, B Tpakrare « My3bIkay»
(rmaBa XVII «De potentia musicae et qui primitus ea in Romana Ecclesia usi sint») mpu3bsiBaeT KOMIIO3UTOPOB
COYMHSATH HOBBIE MEJIOIMU HAa TEKCTHI MTOJTOB, TAKMM 00pa30M MPOBO3IIIAIIasi HE3aBUCHMOCTh TBOPUECTBA OT
kaHOHOB 1iepkBH (Affligemensis, 1950, raBa 17). JInOGepasibHbIe B3TIISAIBI TPOSBISTIOTCS TAKKE U Y CIYKHUTEIEH
uepksu. ®oma AKBUHCKHI B CBOEM (yHIaMeHTaIbHOM Tpyae Summa theologica Bompekr MHOTOYHCICHHBIM
3ampeTaM W TIOCTaHOBJICHUSIM 3alUIIAeT peMecia, MpeaHa3HaueHNeM KOTOPBIX SIBJISICTCS] pa3BiICUeHHE JTIOACH
(Iecrakos, 1966, c. 300).

Hmenu MecTo Tarxke MOMBITKH Pa3/IeuTh My3bIKAHTOB Ha «IUIOXUX» M «XOPOIINX» C MOPAITbHONH-ITHYE-
ckoif Touku 3penus. Tak, cormacao mokymenty XIII B. (IllecrakoB, 1966, c. 292), cymecTByeT ABa poaa JTrOICH,
WTPAIONINX Ha MYy3BIKaJbHBIX HHCTPYMeHTaxX: « OTHM TIOCenaroT O0IIeCTBEHHBIE MECTa MTOTIOEK U PasTyIIbHBIC
cOopuIa /Ui TOro, 4ToObl IETh TaM PACIyTHBIE TIECHH, — TAKUE JIFOU TOJIekKAT OCYKACHHUIO, KaK BCE, KTO
moziel k pacmyTcTBy moOyxaaer. Ho ects apyrue, umeHyemsle »koHIIEpamu (joculatores), nesHus KHszeil
1 J)KUTHS CBSITBIX BOCIIEBAIOIINE; OHM JIFOSM JIAIOT YTEHICHHE B UX CKOPOSX M HEB3roJax M HE COBEPILAIOT MO-
30pHBIX JICSHHM, KaK TUISICYHBI U IUSICYHBHU. TakoBbIe, KaK CBUIETENBCTBYET AJIEKCaHIp-TIana, TePIIMbI MOTYT
O61TH». COXpaHMIIOCh TaKKe Mporienne Tpyoaaypa ['mupo Pukbe xactuinbeckoMy kopoiro Anbdoncy X (1275 1),
B KOTOPOM TIEPBBI JKaJyeTCsl Ha TO, YTO JKOHTIIEPAMH Ha3bIBAIOT BCEX 0€3 Pa3Nuyus, ¥ TEM IOpOYaT 4eCTh MC-
TuHHBIX podeccronanos (Lllecrakos, 1966, c. 301). Cxopee Bcero Pukbe nmeer B BUIy pa3nudrie B ypOBHE
MacTepCTBa, OAHAKO KOPOJIb OTBEYAET EMY HECKOJIBKO B MHOM JiyXe. Allb(oHC X IPUHUMAET PELICHUE OCTABUTh
Ha3BaHUE KOHIIIEPOB 32 BCEMHU OJIarOpOAHBIMU MY3bIKAHTaMH (TO €CTh COCTOSIIIMMH Ha CIY>K0€ U BEIyLIMMHU
01aroo0pa3Hbli 00pa3 KU3HM), a TeX, KTO BEAET «HU3KUI» 00pa3 KHU3HHU, CTPAHCTBYS OT JBOPa KO ABOPY, He3a-
BHUCHMO OT UX MacTepCTBa Ha3bIBATh IIyTaMH, Kak 3To jenatoT B JlomOapauu. Ckopee Bcero, CTpaHCTBYIOIIUE
MYy3BIKaHTBI HE Bcerja ObLTH MeHee MPOo(EeCcCCHOHATBHBIMH, YeM OCENJIbIe, OTHAKO OYE€BHUIIHO, YTO OHU OBUIN
OoJiee yHUBEpCATBHBIMH U HEe OPE3roBalli HUKaKUM BHIOM 3apaboTKa B cdepe pa3BiIeUeHNH.

B HapogHOM e ObITy Oe3 )KOHTIIEPOB HE 00XOAMIOCH HU OTHO 3HaUMMOe COObITHE. VX mpucyTcTBHE OBIIO
00s13aTeNbHBIM Ha CBaIb0ax M MOXOPOHAX, sipMapKax W npasaHukax. [[puuém poss X He cBOAMIACH TOJBKO
K pa3BieKaTenbHol. MMenn MecTo nmecHu penaurno3Horo (cantigas de Santa Maria), nctopriecko-repondecko-
ro (chanson de geste), nmupuyeckoro (canso, alba), HOIUTHYESCKOTO U CATUPUIECKOTO (Sirventes) ComepiKaHusl.
MaccuBHBIH U JIOBOJILHO CBOCOOPA3HbIH IJIACT COCTABIISIOT TAKXKE NMECHHU O KPECTOBBIX Noxozax (chansons de
la croisade). TBopuecTBO TpyOagypoB BpeMEH ATHLOUTOWCKOTO KPECTOBOTO IToXoaa, Takux kak [Isep Kapnenarn,
Tu6o [llammanckuii, HHTEPECHO CBOMM HOHKOH()OPMH3MOM II0 OTHOIICHHUIO K TIAIICKOW TOJUTHKE U JOTMaM
KaTOIMYECKOH 1epkBU. VX mo3uiyst 00yCIIOBIIeHa, C OHOW CTOPOHBI, BIMSHUEM YUSHHS KaTapoB, C APYTOM —
00I1IeH yCTaIOCTRIO OT HEMPEPBIBHO JIbIOIIEcs 1oy OnarouectuBble 103yHru kposu (Kaye, 2016, c. 48).

WHcTpymeHTanbHAs My3blka B CPEAHEBEKOBOM YKJIa[e KU3HU MMEET OYeHb Pa3HOOOpa3Hble (yHKIWH.
WHcTpymeHThl, 00beIMHEHHBIE B TPYIITY grossi (To ecTh BCE, YTO 3ByYUT TPOMOITIACHO — TPYOBI, IIalIMEH,
0apabaHbl, HAKPHI, KOJIOKOJIA), TPU3BaHbI TOJHAMATH OOEBOH JIyX Ha TYPHUpPAX U B BOCHHBIX ITOX0J[aX, 03BYYH-
BaTh TOP)KECTBEHHBIE IIECTBHS, M3BEIIATh 00 OMTACHOCTH HITH O IPYTHX COOBITHSAX TOCYJapPCTBEHHOTO 3HAYCHNUS
(Camonog, 2004, c. 166). A Gonee kamepHbIe — sottili (Buena, apda, iroTHs, opranuctp, ¢ieita, TaMOypuH) —
HCTIOJNB3YIOTCSI AJIs1 COITPOBOXKICHUS TOJI0CA, TAHIIA MIIM [IPOCTO JJIs yclaskaeHus ciryxa. Mrpa Ha apde, k npu-
Mepy, Oblla OTHUM M3 BUJOB KypTya3HOTO Pa3BJICUEHHs, YTO OTPAKEHO B CPEJHEBEKOBBIX poMaHax «Tpucran
u N3onpaa» (B Bepcusix [ordpuna u O. pon Obepra), a Taxke B «Pomane o I'opue» (Canonos, 2004, c. 164).
[Iupoko momyIsipHa B BRICIINX Kpyrax (M HE TOJBKO B HUX) ObLIa TaKKe BHENA, TAK Kak e€ TEXHUUECKUE BO3-
MOKHOCTH TI03BOJISUTA UCTIONHATH JIFOOBIC BOKAJIBHBIC Metonnu 6e3 motepu B kadectse (Wolf, 1899, c. 97).

CBs13p MHCTPYMEHTAIILHON MY3bIKH W TaHIA OblIa, OE3yCIIOBHO, TECHOW B cpenHue Beka. Pomkep bakon
Jlaske BKITIOYAET TaHIIEBAIBHOE MCKYCCTBO B Kareropuro My3biku (Bacon, 1859, c. 232). [lonumanue TaHma
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KaK BU3yaJIbHOTO BBIPAYKEHUS MY3BIKH SBISIETCS 110 CyTH IPOBO3IVIANNICHNEM CHHKPETH3Ma HCKYCCTB, KOTOPBIi,
0e3yCIIOBHO, CYIIIECTBOBAJ TOI/Ia HA MpaKTHKe. B TOM e Tpyle HaxomauM KiacCU(UKAIIMIO My3bIKAIbHBIX HH-
CTPYMEHTOB I10 TUITY 3ByKOM3BJICUCHUsI HA yAapHbIE, CTPYHHBIE U IyXOBBIC, YTO CBHICTEIBCTBYET O X OOJb-
oM pasHooOpasuu. OIHAaKO y3KOH —creluaiu3aliyd B TO BpeMsi HHCTPYMEHTAJIUCThl He nuMmend. Branenue
OOJIBIINM KOJIMYECTBOM Pa3HOOOPa3HBIX MHCTPYMEHTOB OBLIO 00S3aTENbHBIM JJISi CPEHECTATUCTHYECKOTO
sKoHIEpa. «Ecnu KOHIMIEP B CBOEM MCKYCCTBE JIOBOK, TO OH JIOJDKEH MI'PATh HA JIEBATH MHCTPYMEHTAaX», —
yrBepkaaet ['mpo ae Kamancon, Tpydamyp u3 [Iposanca, skusmuit u TBopusmmid B XIII B. (Fetis, 1876, c. 12).

WucTpymMeHTabHAas My3bIKa CPETHEBEKOBbS 0a3MpOBajach Ha YCTHOM TPAUIINHU, IO3TOMY €€ HOTHBIX 00-
PasloB COXPaHWIOCh OYEHb Majo, U T€, KOTOPbIe U3BECTHBI HAa CETONHSIIHUN JI€Hb, HECYT OUCHb YCIOBHYIO
HHPOPMALIMU O TOM, KaK 3TO 3Bydasio Ha camoM jene. [Ipoctora menoauii TpyOamypoB Aesana ux Jerko 3amo-
MUHAaeMbIMH, a TAK)Ke CIIOCOOCTBOBAJIA 3aAIOMUHAHUIO M PACIIPOCTPAHEHHUIO TTOJIOKEHHOTO Ha HUX MO3THYECKO-
ro tekcra (Paden, 2005, c. 506). Kpome Toro, oT/1€1bHBIE XKaHPHI MPEATONaraii HCIoIb30BaHNE «KaHOHH3HPO-
BaHHBIX» HareBoB. To ecTh, HAIIPUMeEp, BCE CUPBEHTHI M KOOJIBI HCITOMHTNCH HA OWH | TOT ke MoTuB (Paden,
2005, c. 491). Oro u ecTh OflHA U3 TIABHBIX MPUYNH, TIOYEMY TEKCTOB MIECEH TPYOaypOB COXPAHUIOCH OKOJIO
2600, a menmoauii kK HUM — ToIbKo 264 (McKay, 1999, c. 1).

Menonuii 6e3 TEeKCTOB COXpaHUIoch el MeHblne. Bocemb scrammnu HaxoauTcs B [lapmikckoM KoposieB-
ckom Manyckpunte (F-Pn f1.884, konen X111 B.) u emé Bocems — B Jlonponckom (GB-Lbm Add. 29987, X1V B.).
B nocniennem Takke HaliieHbl OTMHHAALATH UTANBIHCKUAX TaHeB. OHAKO IPUYUCIISATH TOT I MHOM HHCTPY-
MEHTaJBHBIN JKaHP K TAHIIEBAIHLHBIM B TIOJIHON Mepe HaM JIaéT MPaBo TOJIBKO COOTBETCTBYIOIIAS HHPOPMAIIHS,
HaliJieHHas B TpaKTaTaX, TaK KaK KBaJpaTHas HOTAIUs, IIPHU MTOMOIIM KOTOPOW 3alMCaHbl JOMIEIINe 10 HaC
MTbECHI, HECET MHPOPMAITHIO JIUIIIH O 3BYKOBBICOTHOCTH. VX pUTMHUECKYIO apTUKYISAIMIO MOKHO HHTEPIIPETH-
pOBaTh, MOJB3YSCH OJJHON U3 TEOPHA, Pa3pab0TaHHBIX MY3bIKATBHBIMUA MeareBucTaMu. OHAKO CIeIyeT TIOM-
HUTD, 4TO 3TO He OoJjiee, ueM Teopun. TOYHO 3HATH, KAK 3Bydajia Ta MM MHAasl Mbeca >KOHIIIEPOB WK TpyOaTy-
POB, MBI MOIJIX OBI JIWIIb B TOM CIIy4ae, €clii Obl YCTHAS TPaJuLus €€ UCIIONHEHHMS IONUIA JI0 HALIUX JTHEH.

K crporo TaHmeBaibHbIM jxaHpaM, 1o . ['poketio, otHocutcs nykiwst (Wolf, 1899, c. 97). Putwm, npucy-
[IMA POU3BENICHUSM JTOTO JKaHpa, aBTOP TPaKTara HA3bIBACT «IIPABWIILHBIM» M TYT e OOBSICHSIET, YTO IO
STHM TMTOHATHEM TIO/Ipa3yMeBaeT TOCTOSHHO MOBTOPSIFOIINECS aKI[eHTHI U JIBMKEHHS HTPAIOIIET0, KOTOPHIE T0-
Oy>KHaroT ciyrmiareneii TanmeBarb. s qyknuu (KOTopasi MOYKET HCIIOMHSTCS TakyKe M BOKAJIBHO) XapaKTepPHO
OBICTpOE JIBHXKEHUE, JIErKas ckaukooOpasHas memomus (Wolf, 1899, c. 93). MHTepecHo, 4TO, 1O ONMUCAHUIO
. I'poxkeiio, popma IyKUMH OUEHb MMOXOXa HA MPOCTYIO TPEXUACTHYIO, a e€ yacTu (puncta) — Ha MEPUOIBI
MTOBTOPHOTO CcTpoeHUsl. OKOHYaHHUS KaXKIOTO M3 «IIPEATIOKEHUI MyHKTHI — appertum u clausum — onmcaHbl
B TpaKTaTe Kak IMOJOBUHHBIN U coBepiieHHBIH KagaHncsl (Wolf, 1899, c. 98).

Ocrammu (y ['pokeiio — stantipes) mmeeT 60ee CIOKHYIO GOPMY, COCTOSITYIO U3 IIIECTH-CEMHU Pa3HBIX pas-
JIEJIOB M HE MMEET TaKoro 4€TKoro putMma, kak mykmims (Wolf, 1899, c. 97). OH Toxe yHOMSHYT B TpakTare Kak
Cpea HHCTPYMEHTABHBIX, TaK U CPEH BOKaIbHBIX skaHpoB (Wolf, 1899, c. 93). OnHako, B OTiIHYHE OT AYKIUU
U POHJENS, B 3CTaMITU OTCyTCTBYeT npunes (refractus). CnoXHOCTh U pa3HOOOPa3HOCThH AAHHOH QopMbl Ta&T
OCHOBaHHE IPEAINOoaraTh, YTO 3TOT JKaHp He ObLI TaHIEBaJIbHBIM U, BO3MOXKHO, CTaJl MPapoANUTEIIeM HHCTPY-
MEHTAJIbHOM TOKKAaThI 3110X1 Bo3poxaeHusl.

BriBoabI

[ToaBoast UTOTH, CTOUT MOAYEPKHYTh, YTO MHCTPYMEHTAJIbHASI My3bIKa B CpETHHE BeKa ObLIa OUYEHb IOITY-
JSIPHOM, HECMOTPSI Ha 3alpeThl LIEPKOBHOM BIAaCTH, U pazHo0Opa3Hoi. OHa OblIa HACTOJIBKO CIIOKHOM, YTOOBI
3aXBaThIBATH BHUMAHUE CIYIIATENsI, 1 HACTOJILKO MPOCTOM, YTOOBI HE HYKIAThCs B 3aIlIFICH U CIIOCOOCTBOBATH
CKopeiieMy 3alOMIUHAHHIO TOATHYECKOTO TEKCTa (€CIM TaKOBOM uMercs). Eciii BecTu pedb 0 caMOCTOSATENb-
HOCTH MHCTPYMEHTAJILHOH MY3BIKH, TO Yallle BCET0 OHA BCE K€ BOCIPHHUMANIACh B COYETAHUH CO CIIOBOM HITH
taneM. OHaKo €CTh OCHOBAHHS MOJIAaraTh, 4YTO B TO BPEMs CYIIECTBOBAIIM TAKKE U OTJETBHBIC KaHPHI, B KO-
TOPBIX BCE BHUMAaHUE CIIyLIATENS OTAABaJIOCh 3BYYaHHIO TOI'O WJIM HHOTO HHCTPYMEHTA (MMeeTCsl B BUAY JKaHpP
scramnu). Mcenenyst JOKyMEHTBI 910XH, CO3a&TCs BIEYATICHUE, YTO B CPEIHEBEKOBOM MUPE MY3BIKU OBLIO
0oJIblIIe, UTO MPUCYTCTBOBAJIA OHA BO BCEX cepax KU3HU, BO BCEX CIIOSX OOIECTRA, 3aHUMAst COOOH U JTydIine
YMBI 3TIOXH, ¥ IPMapOYHBIC TUIOIAH.

BBIBOIIBI TIPOBEAEHHOTO HCCIIEIOBAHKS MOTYT OBITh aKTyaJbHBIMH JIISl COBPEMEHHBIX HCITONHHTEICH-
PEKOHCTPYKTOPOB CPEIHEBEKOBOW MY3BIKH, a TaKXKe Ul JAIBHEHIINX HCCICIOBAHMN B OONACTH HCTOPHU
1 Gpurocoun My3bIKH.
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POJIb IHCTPYMEHTAJIBHQi MY3UKMU | Crinuenro Oxcana CepriiBHa
B CEPEAHBOBIYHIU CUCTEMI | Konyepmmeiicmep,
AYXOBHUX HIHHOCTEM | Kuiscoxuii nayionanhuii ynicepcumem xyiomypu i mucmeyme,

Kuis, Yxpaina

OcHOBHa MeTa JIOCHI/DKeHHs MOJsrae y 3’siCyBaHHI poJi IHCTPYMEHTAJIbHOI MY3HKHM Y CEepeIHbOBIUHINH cucTemi
JIYXOBHHX Ta KyJIBbTypPHUX IIIHHOCTEH HACEIECHHS 3axiqHoi €BPOITH IUIIXOM JOCTIHKeHHS i1 BiToOpakeHp y (inocohChkuX Ta
MY3WYHHX TpakTaTax. MeTomonoris poOoTH BKIIOYae B cebe MOIIyK Ta 30ip iHpOpMAaIIii Tpo ceKyIsIpHy My3HIHY TBOPYICTH
[UISIXOM BHBYCHHS W aHANI3Yy My3WYHHX TPAKTaTiB, a TAKOXK IIEPKOBHHX Ta IHIIUX iICTOPUYHHUX TOKYMEHTIB, sIKi 3iHCHEHI
3 BUKOPUCTAHHSM 11i0rpadiqHOT0, MIOTETHKO-1HIyKTUBHOT'0, JJOTIYHOTO METOIB 1| KOHTEHTHOTO aHai3y JOKyMeHTiB. HaykoBa
HOBHM3HA JIOCII/PKEHHS TIOJIATac B MEPEOCMUCIICHHI ICHYI040T B icTOpii MY3MKM KOHIIEMIIT PO APYropsaHe i NMpHKIajHe
3HAYCHHS CEPEIHLOBIYHOI IHCTPYMEHTAJIBHOT My3HKH, IIJISIXOM BHSBJICHHS HOBHX IpaHel il MOpaibHO-eTHYHOT Ta XyIOKHBOT
LIHHOCTI. Pe3ynpratu TOCTiIKEeHHs BKa3ylOTh Ha TIIMOOKHIA 3B’S130K IHCTPYMEHTAIBLHOT MYy3UKH 3 HAPOTHUMHU TPATUIIISIMU
Ta iXHIO CTifiky HEBHKOpPIiHIOBAaHICTh, HE3BaKAIOYM HA OaraTOUYNCICHHI NEPKOBHI IHTepAMKTH. BucHOBKH. BussieHo
HEepiBHO3HAYHE CTaBJICHHS TyXOBEHCTBA 0 MY3UKAHTIB, sIKi MaJlM Pi3HUH PiJ] 3aHATH Ta Pi3HUH COIIaJbHUN CTATyC, a TAKOX
TIPOSIBIISUTH Pi3HUH CTYIIHB KOH(GOPMIZMY I0JI0 JOKTPHH Ta MOMITHKH O(I[iiHOT IepKBU. AHAI3 IEIKUX TPAKTATiB TOTO 4acy
JIaB TiJICTaBH BUCIIOBUTH JIyMKY IIPO KOCMIUHY POJIb My3HKH B CUCTEMI CEPEIHBOBIYHOTO CBITOIVISLY, TIPO 10 CBITYMTH CIIPo0Oa
CEepEeHbOBIYHNX MHUCIIUTEIIB MOSCHATH 32 JIOTIOMOTOI0 MY3WYHOI TapMOHIi B3a€MO3B’SI30K YAaCTHH BCECBITY (MakpoOKOCMY)
Ta JIFOJICBKOTO €CTBA (MIKpOKOCMY). Y IHX )K€ TPaKTaTax YiTKO MPOCTEXKYEThCS 3aPOJPKEHHsI Teopii adeKTiB, ska 3rogoM
OCTaTOYHO C(OPMYETHCS B My3UUHINH €CTETUIN BHCOKOTO BimpomkeHHs. B pesynbrari BUBYEHHS OEIKHX CEPEIHBOBIYHIX
MY3WYHHX JKaHPiB BUCYHYTO TimoTe3y mpo icHyBanHs Bxe y XIII cT. camocTiiiHoi (He MpuKIaaHO1) iIHCTpyMEHTATBHOT My3HKH.

Knrouosi crosa: incTpyMeHTaIbHA My3UKa CEPEHBOBIYHOI €BPOIH; TPyOaLypH; )KOHITICPH; €CTaMITL

ROLE OF INSTRUMENTAL MUSIC | Oksana Slipchenko
IN THE MEDIEVAL SYSTEM | Concertmaster,
OF SPIRITUAL VALUES | Kyiv National University of Culture and Arts
Kyiv, Ukraine

The purpose of the article is to identify the place of instrumental music in the medieval system of spiritual and cultural
values of Western Europe people by researching the treatises on philosophy and music. The research methodology of the study
includes the information search and gain on the secular music art by the review of the musical treatises, as well as the clerical
and other historical sources applying idiographic, hypothetical-inductive, logical, and content analysis methods. The scientific
novelty of the study is to change the existing concept of the noncritical and applied importance of medieval instrumental music
that has developed in the history of music by revealing new features of its moral, ethical, and artistic value. The findings of the
study show that instrumental music and folk traditions are tied strongly and time-honoured, despite numerous church interludes.
Conclusions. We have identified the inadequate attitude of the clergy towards musicians of different activity and social status
and who express conformism to a different extent with the doctrines and policies of the papal church. The analysis of some
treatises of the time has given a reason to express the idea of the cosmic role of music in the system of the medieval worldview,
as evidenced by efforts of the sophists to describe the correlation of parts of the universe (macrocosm) and parts of the human
shape (microcosm). In this treatises, we have also found the seed of theory of effects that will finally set in the esthetic of
High Renaissance. After the study of some medieval instrumental genres it has been hypothesized that some of them might be
independent (not applied to dance, singing or everything else) even in the 13th century.

Keywords. secular music of medieval Europe; troubadours; joculators; estampie
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The purpose of the article is to analyse the concept of the universal actor and highlight fragments of the stage
adaptation of masks from different eras in the works of the leading directors of the first third of the 20th
century — Ye. Vakhtanhov, G. Craig, Les Kurbas, Vs. Meyerhold, A. Tairov. Research Methodology. Historical, comparative
and phenomenological methods were used in the process of revealing of the goals set by this article. An important
methodological basis of the research was the theory of frames by M. Minsky. Various national theatres, such as the Italian
commedia dell’arte, the French fair comedy, the East Slavic Christmas vertep, etc., are distinguished by frames of the
stage mask, which have been modified and transformed during the history. The scientific novelty of this study is to reveal
the universal formative properties of the theatre mask; it has been demonstrated that mask techniques are the basic tool
of the actor's work, and the use of models (frames) of the masks of different historical periods allows directors to model
new cultural paradigms, produce stage versions that meet the requirements of the time. Conclusions. In the first third
of the twentieth century, various modifications of masks were quite often the dominant means of acting expression,
mechanisms for inventing a new figurative language and a form of communication with the public. In the practice
of Ye. Vakhtanhov, Les Kurbas, Vs. Meyerhold, A. Tairov the most striking were the stage adaptations of commedia dell’arte
masks, which enhanced the effect of the cheerful element and satirical sound of the plays “Balahanchik™ (1906), “Woe
to the Liar” (1918), “Princess Brambilla” (1920), “Princess Turandot” (1922).

Keywords: theatrical mask; frame; commedia dell’arte; directing; universal actor; improvisation

Introduction

The mask has long been an important attribute of the entertainment culture, so it is not surprising that it, in
the form of tragic and comical grimaces, became the emblem of theatrical art. The genesis of culture demon-
strated the ability of this sign to be relevant for many historical periods. The mask gained philosophical and
value content during the radical political, social, and cultural changes. That is why attention to the theatrical
mask increased rapidly in the first third of the twentieth century when revolutionary changes raged not only in
the geopolitical field, but also in the field of stage search of leading directors: Ye. Vakhtanhov, G. Craig, Les
Kurbas, Vs. Meyerhold, A. Tairov, and others. Artistic processes and collision of the social life at that time
determined the relevance of certain types of masks, which were opposed to the aesthetics of naturalistic thea-
tre. For example, the stage adaptation of masks from past epochs (ancient theatre, commedia dell’arte, eastern
theatre, etc.) indicated the universality of their means of expression, and the creation of new masks (agitprop,
social mask, etc.) in the theatrical search of expressionists demonstrated the expansion of the semantics of the
mask and the transformation of its functions. Therefore, the then spectrum of aesthetic and artistic manipula-
tions with masks caused a kind of renaissance of the mask phenomenon. After all, new masks, which dominat-
ed the territory of the Soviet theatre in the mid-1930s, had nothing in common with the aesthetics of the “Har-
lequinade”, but wore an armour of the conflict-free drama and clichés of exemplary builders of communism.

Various views on the phenomenon of the mask were reflected in the works of M. Bakhtin, L. Borysova,
A. Dzhivelegov, G. Boyadzhiev, M. Redgrave, A. Tolshin, E. Khaichenko, Sh. Shakhadat and others. Each of
these authors, exploring certain aspects of the existence of the mask in cultural segments (theatre, folklore,
literature), claims that the mask is an indisputable artistic phenomenon of both antiquity and modernity.

© Tetiana Boiko, Maryna Tatarenko, 2020
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However, the works of Ukrainian scholars, in the comparison with the works of foreign researchers,
have only fragmentary description of the phenomenon of the mask. The dissertations of T. Boiko (2010) and
A. Medvedieva (2012) consider certain modifications of the mask in the process of creating the actor’s images
in theatrical and variety art and trace the formation of stylistic parameters of the mask in historical continu-
ity. For example, in the context of the existence of the mask on the Ukrainian stage, the articles by T. Boiko
“Mask in the National Theater: to raise the question” (2011) and A. Medvedieva “Mask in the Performing Art
of an Actor of Theatre and Variety Art” (2012) are important. R. Nabokov’s article “Place and Role of Comic
Mask-Character in Mass Forms of Dramatic Art” (2019), which is the continuation of the author’s previous
publications devoted to the structure of mass forms of performing arts, can be added to this list. In general,
there are isolated attempts by scholars to investigate the phenomenology of the stage mask and the lack of
invariance of its theoretical presentation.

The scientific novelty of this study is to reveal the universal form-creative properties of the theatre mask;
it has been demonstrated that mask techniques are the basic tool of the actor’s work, and the use of models
(frames) of the masks of different historical periods allows directors to model new cultural paradigms, produce
stage versions that meet the requirements of the time.

Purpose of the article

The purpose of the article is to analyse the concept of the universal actor and highlight fragments of
the stage adaptation of masks from different eras in the works of leading directors of the first third of the
20th century — Ye. Vakhtanhov, G. Craig, Les Kurbas, Vs. Meyerhold, A. Tairov.

Research Methodology. Historical and comparative, phenomenological methods were used in the process
of achievements of the goals set by this article. An important methodological basis of the study was the frame
theory, which is widely used in sociological, cultural, and several other studies. If the frame is understood as
one of the forms of dissemination of knowledge about the world, it could be based on the works of M. Minsky,
who introduced this term into scientific circulation in 1974. According to the researcher’s definition, a frame
is a data structure for representing a stereotyped situation (Minsky, 1979); but, in the interpretation of U. Eco
(2005) a frame is “already a potential text or a narrative concentrate” (p. 42). According to the thoughts of
these scholars, the ideas of the mask, as well as the idea of the other cultural phenomena in general, are stored
in cultural memory as specially organized forms (frames). For example, the frames of the mask distinguish
various national theatres, such as the Italian commedia dell’arte, the French fair comedy, the Russian comedy
Petrushka, the East Slavic Christmas vertep, and so on. In each epoch, the paradigm of the mask was developed
gradually, depending on the actualization of certain frames. Thus, the frames of the ancient theatre, commedia
dell’arte, and other iconic theatrical traditions were systematically reinterpreted and transformed.

In this context, it is significant that frame theory is to a great extend echoed with the theory of archetypes.
After all, according to the Ukrainian researcher N. Kovtun (2007), ... each historical epoch is based on the
typical constants that are the basis of the spiritual life of human civilization. In different philosophical con-
cepts, they receive different names: “archetypes”, “proto-images”, “universals”, “invariants”, “forms without
content”, “end-to-end information and energy structures”. Invariance can be traced in those spheres of human
spiritual life where there are prototypes and repeatability, in particular in mythology, folklore, art, and culture
in general” (p. 8). Therefore, the system of stage mask frames lies in the area of the aesthetic and artistic trans-
formations of theatrical art and the formation of the cultural gene pool of many national traditions.

Main research material

The origin of the mask was in the depths of mythology and folklore, later it took a dominant place in the
system of the ancient theatre, where the range of its functions was formed (it was an expressive attribute of
the costume of the ancient Greek actor, allowed the audience to see from afar the gender and characteristics
of the character, indicated the genre of the performance), among which the main one was the reproduction of
life collisions by conventional artistic means. We would try to determine the main feature of the theatre mask
according to this postulate.

In our opinion, this feature is the universality, that is, the multifunctionality of the mask manifested in the
theatre as a practical tool in creating the stage image. The mask, first of all, is a professional tool of the perform-
er, which gives him the opportunity to practice his skills, develop natural abilities. Therefore, the mask is one
of the main means of acting tools. For example, a theatrical mask-object (face cover) allows the actor to create
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a generalized image, express a universal emotion. The symbolism of such a mask helps to recognize certain
groups of characters. For example, this was the case in the ancient theatre, where a crying mask and a laughing
mask became the symbols of tragic and comic characters.

The semantics of the word “mask” indicates that the mask is functionally defined as an object by which
the performer changes his appearance and gets from the real world to conditional circumstances. Throughout
history, the semantic field of mask-objects has significantly expanded, and this has given impetus to their
gradual technological transformations. This means that at a certain stage, the actor’s play in the mask was not
limited to static poses and a frozen grimace of the face, because he began to free himself from the armour of
the mask, became plastic and mobile. So, playing in a mask did not mean being with a covered face, since the
entire body of the actor became a mask. Thus, the mask and image modelling in commedia dell’arte can be
considered as one of the most perfect examples of the theatrical mask transformation. It presented the repro-
duced type much more accurately than the mask of an ancient comedy or a medieval mystery, emphasizing
the main features of the character. At the same time, the main function of the mask in commedia dell’arte was
to satirically highlight the paradoxes and contradictions of human character through the vivid grotesque form.
Due to this fact, masks could have zoomorphic features common to the ritual masks. In addition, in the pro-
cess of modelling the image with the help of certain commedia dell’arte mask, the psychological and plastic
characteristics of the character were taken into account, the used dialects and their variations were indicated.
Masks performed the function of the social adaptation, formed a system of values of the society within the
game space.

That is why the researcher of the genesis of dell’arte M. Molodtsova (1990) on the constant transforma-
tion of dell’arte masks noted: “Dell’arte comedy masks are numerous in names and very mobile. From the
emergence of the theatre of dell’arte to the present day, there is a process of creating new masks and testing
them with the stage practice of their time. Each epoch creates its own masks. The creation of masks is a con-
stant feature of the dell’arte comedy, one of its ingrained traditions and, probably, the main one of its universal
qualities” (p. 6).

In this context, it is worth noting that at the turn of the 19th and 20th centuries, the establishment of the
“director’s theatre” gave a new impetus to the use of masks in the preparation of the performance. Subse-
quently, significant changes in the stage mask were also associated with various concepts of the universal
actor. For example, G. Craig dreamed of the iiber-marionette (or super-puppet) actor, Vs. Meyerhold trained
the biomechanical actor, Kurbas trained “smart harlequins”, and so on. There is no doubt that each of these
theatrical innovators had individual approaches to the work of an actor with a mask. They reported on them
in theoretical works, touching on questions about the mask.

In 1907 G. Craig published program articles “The Artists of the Theatre of the Future” and “Actor and the
Uber-Marionette”. All his life, the director dreamed of an ideal actor for a conventional, poetic theatre — the
theatre of symbols. This is where the idea of the super-puppet actor comes from. This is a complex concept,
largely controversial. Today, it often causes heated controversy among the creative community, as one of
Craig’s ideas was to change the dominant role of the actor in the play. The master promoted the director’s
dictate and considered the actor only as a spiritualized doll (iiber-marionette). According to the director, the
ideal actor should abandon the variety of facial expressions inherent in the expression of feelings, and leave
only symbols in his artistic palette. Symbols, in turn, can transform the actor into a mask, in which G. Craig
(1974) saw the authenticity of feelings and art. It is with the help of the mask that the actor neutralises his
stage personality, becomes a super-puppet.

It is worth noting that G. Craig reflected on the topic of puppets and masks throughout his long creative
life. For example, the magazines he published in Italy were called “The Mask” and “The Puppet”. Each
magazine was a kind of platform for the proclaimation of the theatrical ideas. G. Craig often wrote under the
pseudonyms. The magazine “The Mask™ has been published for the longest time (1908—1928).

Vs. Meyerhold was also interested in the idea of the creation of masks: most of his significant productions
were imbued with this idea. It is noteworthy that the director sought stage adaptations and modernization of
masks of many eras: medieval carnival masks, commedia dell’arte masks, plastic configurations of puppets
and sculptural facial expressions of mimes, etc. (the bearers of these masks were itinerant actors, whose col-
lective image was accumulated in the figure of a Harlequin). The apology of the Meyerhold’s mask-making
was loudly voiced in 1912 in the article “Balagan”. Entering into polemics with O. Benoit over the artistic
productivity of the stage “cabotinage”, he noted: “The cabotin is a strolling player. The cabotin is a kinsman
to the mime, the histrion, and the juggler. The cabotin keeps alive the tradition of the true art of acting” (Mey-
erhold, 1968, p. 210). Vs. Meyerhold insisted that the cult of the ancient origins of “harlequinade” would help
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the modern actor to turn to the key techniques of theatricality: masks, improvisations, eccentrics, grotesque.
In particular, the director interpreted the figure of Harlequin as a genius of acting, a carrier of universal means
of artistic expression. “Harlequin is a powerful magician and sorcerer, Harlequin is a representative of infer-
nal forces. — emphasized Vs. Meyerhold. — The mask allows the viewer to see not only one Harlequin, but all
the Harlequins that are imprinted in his memory. In it, the viewer sees all the people who are at least slightly
associated with the content of this image. But is it only the mask that is the mainspring of the theatre’s magical
intrigues? No. It is the actor who, with the help of the art of gesture and movement, forces the viewer to be
transported to a fairy-tale kingdom where a blue bird flies, where animals talk, where the idler and Harlequin,
originating from underground forces, turns into a simpleton who surprises with incredible tricks” (Meyer-
hold, 1968, p. 219). Directly related to the creation of masks, Harlequin’s image accumulated most of the
frames of the stage mask and organically complemented the general admiration for the “Harlequinade” of the
first quarter of the twentieth century.

Vs. Meyerhold’s ideas about “harlequinade” were reflected in his own practice, in such productions
as “Balahanchik” (1906), “Don Juan”(1910), “Masquerade” (1917), “Government Inspector” (1926). The
director not only used frames of stage masks in his works, but also became a pioneer of the revolutionary cre-
ation of masks, an apologist for the “theatre of social masks” (Alpers, 1977). This definition became a stage
trend in the 1920s and 1930s, when the stage was dominated by contemporary characters, that is, social masks
of certain people, and classical plays were often modernized, and reflected the realities of the current moment.
Vs. Meyerhold directed many such performances: “Magnanimous Cuckold”(1922), “The Warrant”(1925),
“The Forest” (1924), etc.

On the territory of then Ukraine, being with Vs. Meyerhold in parallel in time and artistic space, the
theatre polyglot Les Kurbas joined the general trend and presented his own views on “Harlequinade”. The
director in the article “Theatrical Letter” (1918) through the metaphor of “smart Harlequin™ tried to imagine
and outline the model of the universal actor.

“It will be a smart Harlequin,” said Les Kurbas. - He is just as educated as artists of other arts, who will
feel free in the sphere of exceptional feeling and thinking, from which art of the twentieth century will be born”
(Kurbas, 1988, pp. 207-208). So, “smart Harlequin” of Les Kurbas is an actor-intellectual who rationally
treats the creative process: he is able to work in different genres and styles; his charisma, erudition and emo-
tional memory allow him to synthesize the means of expression of actors from different eras and correctly
apply the frames of the stage mask. It is worth noting that in the 1920s-30s, leading critics, analysing the work
of actors in the performances of Les Kurbas, repeatedly focused on the use of many stage mask techniques,
called Berezil actors the Harlequins, etc. This thesis is confirmed by an essay on the work of the leading actor
from Berezil-group Yosyp Hirniak “In the Masks of the Era” (Khmuryi et al., 1948).

It is clear that an important factor in the stage adaptation of masks from different eras was the dramatic
basis. The total appeal of drama to the type-mask, at the beginning of the twentieth century, was associated
with the theatrical search for the new universals of the image of a man. Thus, A. Blok in the drama “Balagan-
chik” (1906) based on the trio of masks of the Italian folk comedy (Harlequin — Pierrot — Columbine) changed
the plot ratio of masks and their role functions, creating philosophical masks of symbolism. The expressionist
version of the “drama of masks” was also created by L. Andreyev in the “The life of Man” (1906): the main
character of this drama, a man, is deprived not only of his own first and last name, but also of all other indi-
vidual qualities and is probably one of the most generalized dramatic type-masks — of any person, a person
in general. V. Mayakovsky added his “Mystery Buft” (1917) to the “drama of masks”: the characters of this
play are divided into two groups of social masks — “pure” (“oppressed”) and “unclean” (“exploiters”), and
each actor individually reproduces only a version of these two social masks.

The so-called “drama of masks™ acquired the most diverse and stylistically balanced forms in the works
of Vs. Meyerhold. The play “The Acrobats” based on F. Schonthan’s melodrama “People of the Circus”, em-
bodied in the “Association of New Drama” (1903). Together with the atmosphere of the circus life, the cen-
tral theme of the performance was acting, masks, and tragic farce. In “The Acrobats” Vs. Meyerhold played
a clown, quite similar in appearance to the future melancholic lover Pierrot from the St. Petersburg play
“Balaganchik” (1906). It was in this production that Vs. Meyerhold summed up the search for symbolism in
the theatre and moved on to the creation of a grotesque theatre.

The performance reminded the audience of the Italian comedy of masks with its characters Pierrot,
Harlequin, and Columbine. There was a complete exposure of the stage space, the disclosure of the whole
theatrical mechanism: Balaganchik’s small stages, inscribed in a large stage, were suddenly transformed and
in the finale flew up in front of the audience, leaving only the actor in the empty space of the stage.
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The entire stage around its perimeter was covered with blue canvases — the background for a small “theatre”
built on the stage. This “theatre” had its own stage, its own prompt box, its own curtain, portals. The upper part
of this theatre was not covered by curtains, that is, all the grates, ropes, wire, and other theatrical equipment were
exposed.

On the stage, parallel to the ramp, was a long table where mystics sat. Frightened by some remark, the mystics
lowered their heads so much that their tailcoats were left on the stage without their heads or hands. These tailcoats
were made of cardboard. The actors put their hands through the cut round holes, and put their heads to cardboard col-
lars. Vs. Meyerhold in the role of Pierrot was characterized by the graphic dryness and the austerity of the drawing.

Meyerhold’s performance was dominated by the form-making technique of “theatre within the theatre”. In front
of the “theatre” along the entire line of the ramp was left a free area where the Author appeared. It served as a link
between the audience and the theatrical action that developed on the stage of the built “theatre”. This performance
was included in the golden fund of directing of the twentieth century as a kind of curtsy to past eras and an example
of current mask creation.

Subsequently, in 1910, in St. Petersburg, Vs. Meyerhold headed the “House of Interludes” on Galernaya Street.
It was assumed that its repertoire would consist of old and new farces, pantomimes, operettas, vaudevilles, etc.
However, it was the mask-images that haunted the director, and therefore he decided to give Harlequin, Pierrot, and
Columbine a new life.

This time, the director chose to stage the dramatic pantomime “Scarf of Columbine” by A. Schnit-
zler”-E. Dohnanyi. In the performance, there was an attempt to bring back to the stage the daring, eccentric, par-
adoxical art of the street comedians. It is noteworthy that one of the leading motifs of Vs. Meyerhold’s creative
work - showing on stage the types of the Russian reality in the whirlpool of the dynamic game of masks commedia
dell’arte - could be traced again in the pantomime.

The form of Harlequinade and mask creation was tested by A. Tairov, who staged in the “Free Theatre”(1913),
and later renewed in the “Chamber Theater”(1916) — “The Veil of Pierrette”, a play based on A. Schnitzler’s panto-
mime “Wedding Veil of Pierrette” (1910).

Later, in 1920, A. Tairov staged the famous “Princess Brambilla” based on the novel by Hoffmann, which be-
came an example of the stage grotesque nature of that time, despite the fact that the ambivalent nature of Hoffmann’s
grotesque was completely alien to A. Tairov’s talent. The artist has consistently strived for the purity of the genre,
claiming that his theatre is either a mystery or a Harlequinade. However, in this performance, there was a bizarre
combination of shapes and colours. The director made his main bet on the carnival kaleidoscope of masks and trans-
formations.

A. Tairov in “Princess Brambilla” recreated a real stage Harlequinade based on the principles of phantasma-
goria, the culture of laughter. Based on this, Tairov decided to use the text of Hoffmann’s capriccio as a script of
commedia dell’arte, as a canvas for theatrical improvisation. The focus in the performance was on the magic of
transformations, carnival, a bright whirl of masks, in a word, — a play. The play was capricious, and did not agree at
all with the real circumstances of the capriccio characters.

The director, together with his actors, openly played out a funny fairy-tale story, using various techniques of
theatrical metaphor, hyperbole, parody and the entire arsenal of those theatrical tricks of the old strolling cabotinage
typical of circus clowns and performances of magicians.

“Princess Brambilla” became a kind of example of testing the idea of the universal actor, a master comedian —
an idea associated in the director’s mind with the myth of commedia dell’arte. “Brambilla” in the artistic vision of
A. Tairov is a hymn to the all-encompassing freedom of stage acting.

In this context, we cannot but recall another landmark performance of that time — “Princess Turandot” by
C. Gozzi (1922), in which Ye. Vakhtangov recreated the poetics of the game theatre, its open conventionality, im-
provisation. The principle of “open play” became the principle of “Turandot”. The actor’s play with the spectator,
with the theatrical image, with the mask was the basis of the performance. Ye. Vakhtangov’s actors played “a fairy
tale for adults” with the help of various comedic techniques. The performance was meant as an experiment in the
field of acting technique: the studio members had to simultaneously play themselves and the actors of the Italian
comedy masks, who performed Gozzi’s fiabe and, finally, the characters of the work. The entertainment of this per-
formance was emphasized by four characters — classic masks of the Italian theatre commedia dell’arte: Truffaldino,
Tartaglia, Pantalone, Brighella. This technique organically combined the main functions of the stage mask as an
instrument of the creative trinity: the mask as an attribute, the masked character and the actor playing the masked
character.

Les Kurbas experimented with commedia dell’arte masks in Ukraine. In 1918, in the play “Woe to the liar” by
F. Grillparzer the cook Leon (Les Kurbas) looked like Harlequin. He was dressed in a bright shirt with colourful
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geometric ornaments on the front, had the appropriate makeup and skilfully performed various tricks (juggling with
kitchen accessories, invisible extinguishing of candles), which added to his play rhythm and conviviality.

A similar search for the harmonious combination of commedia dell’arte aesthetics with modern principles
of acting and accents on topical issues was later realized in the Berezil performances “Fooled” by M. Kro-
pyvnytskyi (1924), “Street thugs” by V. Yaroshenko (1926), “Mikado” based on the operetta by A. Sullivan and
V. Gilbert (1927), “Hello, on wave 477" based on texts by O. Vyshnia, M. Yohansen, M. Khvylovyi (1929).
Moreover, F. Lopatynskyi, Ya. Bortnyk, V. Inkizhynov and other Berezil directors did not set the goal of his-
torical reconstruction of commedia dell’arte masks, but used them to give the performances a topical focus,
sharp wit, buffoonery brightness, and sometimes — macaronic equilibristics.

Conclusions

The analysis of the theoretical works of directors Ye. Vakhtangov, G. Craig, Les Kurbas, Vs. Meyerhold,
A. Tairov testified that these masters promoted various concepts of the universal actor and implemented them
in practice through stage adaptations of masks from different eras.

For such trends of modernism as expressionism and symbolism, various modifications of masks were
mechanisms for inventing new figurative vocabulary and forms of communication with the public. In the
works of leading directors Ye. Vakhtangov, G. Craig, Les Kurbas, Vs. Meyerhold, A. Tairov and others the
most striking were the stage adaptations of commedia dell’arte masks, which enhanced the effect of the cheer-
ful element and satirical sound of many plays of the first third of the twentieth century.

Today, the attention to the use of theater mask invariants does not fade. Stage works of contemporary di-
rectors — Andrii Bilous, Dmytro Bohomazov, Rostyslav Derzhypilskyi, Jules Audry, Andrii Prykhodko, Alvis
Hermanis and others — have been demonstrating this tendency for several decades. The current situation em-
phasizes the key thesis of this article: the mask is the universal tool for modelling stage realities, a formative
phenomenon. Therefore, the prospects of this study are to use historical experience to understand the tech-
niques of the stage mask in the directing and acting practice of the modern theatre.
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CIHEHIYHI AJJTATITAIIII MACOK | Boiiko Tersina AHTOHiBHA'?,

PI3BHUX ENTIOX Y PEXKUCEPCBKUX | Tarapenko Mapuna 'ennaniisua’
IMMOIIIYKAX HEP]_HOi TPETUHUA XX crt. | 'Kanouoam MUCMEYMBO3HABCMEA, CIAPUIUT
HAyKoBUll CNi6POOIMHUK,
2Kanouoam nedazoziunux nayk, doyenm,
AKuiscoxuti nayionanvuuil yHisepcumem
KYIbmypu i Mucmeyms,

Kuis, Yxpaina

Mera cTarTi — IpoaHasizyBaTH KOHIEIII] YHIBEpCAILHOTO aKTOPa Ta BUCBITIMTH (parMeHTH CLEHIYHOT ajanTariii
MAacOK Pi3HHX €I0X y TBOPUYOCTI MPOBITHUX pekucepiB nepuroi Tpetuan XX cr. — €. Baxranrona, I. Kpera, Jlecst Kypbaca,
Bc. Meiiepxonbaa, O. TaipoBa. MeToau A0CTiKeHHS. Y TPOIECi PO3KPUTTS MOCTABICHUX 3aBIaHb OYJI0 BUKOPUCTAHO
ICTOPUKO-TIOPIBHSUTBHI#H Ta (PEHOMECHOIOTTYHIH METOAX. BayKITMBUM METOOIOTIYHUM ITiAIPYHTSIM [IPOBEICHOTO TOCITIIKECHHS
crana teopis ¢ppeiimiB M. MiHcbkoro. Sk ¢ppeliMu CIIeHIYHOI MacKH BHPI3HAIOTHCS PI3HOMAaHITHI HalliOHAIBHI TEaTpH,
TakKi sK itamiiicbkka commedia dell’arte, ¢ppaHITy3pKa sspMapKoBa KOMEis, CXiTHOCIIOB’ SHCHKUH Pi3ABSHUIA BEPTEM TOIIIO,
SIKI B icTOpHYHIN TsArTocTi MoauDiKyBancs Ta 3a3Hanu TpanchopMmaniii. HaykoBa HOBH3HA IIbOTO JOCIHIPKEHHS MTOJIATAE
B PO3KPUTTI YHIBepcaJbHUX (POPMOTBOPUMX BIIACTHBOCTEH TeaTpajbHOI MacKH; BCTAHOBJIICHO, IO MIPUHOMHU MacKu
€ 6a30BUM IHCTPYMEHTOM pOoOOTH aKTOpa, a BAKOPUCTaHHS Mojieniell (ppeliMiB) MacOK pi3HHX ICTOPHYHUX IEPIOAiB
Jla€ 3MOTYy peXkKHCcepaM MOJIEJIIOBATH HOBI KYJIBTYpHI apaJurMu, IPOAyKyBaTh CIEHIYHI Bepcii, CYroJIOCHI 3anuraM
yacy. BucHoBku. Y nepmriii TpetnHi XX CT. pi3HOMaHITHI MOIU(IKaIlil MACOK JOCUTH YacTo Oy MMaHIBHUMH 3ac00aMu
aKTOPCHKOI BUPA3HOCTI, MEXaHi3MaM1 BHHAIIEHHS HOBOi 00pa3HOi MOBH Ta (pOpMH CIIITKYBaHHS 3 ITyOITiKO0. Y TIPaKTHII
€. Baxranrosa, Jlecs Kypbaca, Bc. Metiepxonpaa, O. TaipoBa HaiisickpaBimmmMu Oyid CIICHIYHI afanTarii Macok commedia
dell’arte, siki migcmTioBaIl eeKT irpoBoi )KUTTEPAIICHOI CTUXIT Ta CATUPUYHOTO 3By4aHHs BucTaB «bamaranank» (1906),
«Tope 6pexynosi» (1918), «IIpunueca bpam6ima» (1920), «IIpunueca Typanmor» (1922).

Kniouosi crosa: Tearpanbha Macka; ¢peiim; commedia dell’arte; pexxucypa; yHiBepcalbHUI aKTOp; IMITPOBI3alis

CHEHNYECKUE AJJAITAIIMU MACOK | Boiiko Taresna AuToHOBHA'?,

PA3JIMYHBIX 110X B PEXJKUCCEPCKMX | Tarapenko Mapuna ['ennaanesna”
UCKAHUSX IEPBOM TPETH XX B. | 'Kanouoam uckycemeosedenus, cmapuiii

HAYUHbIL COMPYOHUK,
2Kanouoam nedazouueckux nayk, Ooyenm,
AKuesckuil nayuoHanbHbII YHUGEDCUMEN
KYbmMypol U UCKYCCME,
Kues, Yxkpauna

Lenp cTarbu — MpoaHaIM3UPOBATh KOHIEIIINIO YHUBEPCAIBHOTO aKTEPa U OCBETUTH ()parMeHThl CIIEHUYECKOH
aJlanTanyy MacoK pa3iIMYHbIX JI0X B TBOPYECTBE BEIYIINX pexxuccepoB nepBoil Tpetn XX B. — E. Baxranrona, I'. Kpera,
Jlecs Kypbaca, Be. Meitepxonbaa, A. Tauposa. MeToabl uccnenoBanus. B mporiecce pacKpbITHs TOCTABICHHBIX 33134 ObLTH
HCIIOb30BAHBI HCTOPUKO-CPABHUTENBHBIA U (PEHOMEHOIOTHUECKUN METO/IbI. Ba)KHOW METOIOIOTHIECKO OCHOBOM cTaa
Teopus ppeiiMoB M. MuHckoro. B kadecTBe ppeiiMOB CIIEHHYECKOI MaCKU BBIICISIOT PA3IYHbIC HAIMOHABHEIC TEaTPHI,
Takue Kak uranbsiackas commediadell’arte, Gppaniry3ckast spMapodHast KOMEANs, BOCTOYHOCTABIHCKUI POXKAECCTBEHCKUH
BEpTEI U JIp., KOTOPbIE B HICTOPUYECKOH MPEeMCTBEHHOCTH HEOAHOKPATHO MOIM(UIIMPOBAINCH U TPAHC(HOPMHUPOBAIHUCE.
HayuHasi HOBH3Ha JJaHHOTO MCCJIEIOBAHUS 3aKJIIOYAETCS B PACKPBITHH YHHUBEPCAIBHBIX (hOPMOOOPa3yIONINX CBOMCTB
TeanaﬂLHOﬁ MacCKu; YCTaHOBJICHO, YTO IMPUEMbI MACKHU ABJIAIOTCA 0a30BbIM HHCTPYMECHTOM pa60TI>I aKTepa, a UCIOJIb30BAHNUC
Mozeneit ((peiiMoB) MacOK pa3IMYHBIX HCTOPHUYCCKUX TTEPUOIOB MTO3BOIISIET PEXKHUCCEPAM MOMICITUPOBATH HOBBIC KYJIBTYPHBIC
NapagurMsl, CO31aBaTh CLUEHUYECKUE BEPCUH, CO3BYUHBIE 3a1IpocaM BpeMeHU. BriBoabl. B nepBoii Tpetu XX B. pa3nnyHble
MozH(UKaIK MacOK TOCTATOTHO YacTO OB JOMUHUPYIOIIMMH CPEACTBAMHU AKTEPCKON BBIPA3UTEIIBHOCTH, MEXaHU3MaMHU
IUTSL arpoOanuy HOBOM 00pa3HOM JIEKCUKH CIICHBI U (OpMBI 00IIeHHs ¢ myonukoi. B nmpakruke E. Baxranrosa, Jlecs
Kypb6aca, Bc. Meiiepxonbaa, A. Tanposa Hanbosee s(pkUMH ObUIH CIIEHUUYECKHUE afanTannu Macok commedia dell’arte,
KOTOpbIE YCHIIUBAIH 3P (EKT UTPOBOH KU3HEPAJTOCTHON CTUXUH U CATHPHUYECKOTO 3BYUaHHMsI CriekTakiieil «bamaranamk»
(19006), «I'ope mxemy» (1918), «IIpunnecca bpamousnay (1920), «I[Ipunnecca Typaugor» (1922).
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The purpose of the article is to reveal the specifics of P. Stein’s direction in the context of the master’s experiments
with various types of theatre aesthetics in a historical retrospective on the examples of the performances of The Oresteia
by Aeschylus, The Three Sisters by A. Chekhov, Faust by J. Goethe, etc. Research methodology. Making fair sense of the
stated issue, the article applies the method of historicism and the problem-chronological method to study the development
of the P. Stein’s directing method in the historical retrospective; the method of comparative analysis, the purpose of which
is to compare the techniques and methods of P. Stein’s directing in the process of staging multi-layered plays; the systemic
method, which helped to consider director’s theatre of P. Stein as an integral artistic system; the method of art history analysis
and genre-typological method to identify the features of the director’s methodology and the use of expressive means by the
master in the process of working on performances, etc. Scientific novelty. The article has studies the aesthetic aspects of
P. Stein’s theatre directing in the context of the dynamics of the development of the artist’s idiom. Theatre direction by P. Stein
is considered as a unique type of aesthetic activity, one of the attributes of which is “the aesthetics of thinking” (according to
M. Mamardashvili), which provides the perception culture of dramatic material and the artistic taste of the staging. Conclusions.
The study revealed that P. Stein’s work is characterised by theatrical aesthetics like ancient theatrical art, medieval mysteries,
Renaissance art, Elizabeth Theatre, W. Shakespeare’s plays, psychological realism by K. Stanislavski, plays by A. Chekhov, as
well as postmodern structures of drama. Aesthetic reorientation of P. Stein’s work is manifested in the tendencies of attitudes
towards the textual basis, the strengthening of the polysemantic and polyphonic components of the performance, ambiguity
and understatement, despite the clarity and thoughtfulness of stage decisions, the interpretation of classical theatrical works. In
the 21st century, P. Stein has transformed the traditions of naturalistic theatre and “new drama” into the energy of total stage
mastery.

Keywords: Peter Stein; directing; theatre aesthetics; experimental productions; text; metaphorization

Introduction

The research of the features of the directing activity of the leading modern masters of the West European
theatre scene, the revelation of the originality of author’s idioms and uniqueness of personal world views,
which gives extraordinariness to their productions are actual directions of national Art Studies of the 21st cen-
tury, which cause particular research interest.

The creative activity of one of the leading West European theatrical figures German director Peter Stein is
theoretically and practically significant in the context of the history, theory and practice of European perform-
ing art, to the experience of which the national producers turn traditionally.

The analysis of researches and publications has shown that the peculiarities of P. Stein’s theatrical direct-
ing, despite the great interest of Ukrainian art critics in the theoretical and practical experience of West Europe-
an theatrical figures of the second half of the 20th — the beginning of the 21st century, have not got appropriate
scientific attention. The considerable attention has been paid to various aspects of P. Stein’s work by foreign
researchers, in particular L. Galletti (2014) Aeschylus’ Oresteia According to Peter Stein: History of a Staging
(1974-1994), V. Koliazin (2015) Peter Stein Stages Kleist, L. Ulberte (2006) The Model of Bertholt Brecht's
Theatre in the Stage Productions of Peter Stein (“Bertolta Brehta teatra modelis P&tera Steina iestudéjumos™)
and others. Nevertheless, the theatre aesthetics issue of one of the world’s leading directors of the second half
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of the 20th — beginning of the 21st century deserves more detailed study from the standpoint of modern art
history.

The scientific novelty of the article is that there is the attempt to identify the specific features of P. Stein’s
directing in the context of changes in theatre aesthetics of the second half of the 20th — the beginning of the
21st century in national Art Studies for the first time. The comprehensive analysis of the specifics of P. Stein’s
direction of this period contributed to the objective assessment of his creative activity and the identification of
the influence on the pan-European theatrical process.

In terms of the metacategory “aesthetic”, which determines the variety of expressive forms, on the exam-
ple of P. Stein’s staging, the tendencies of transformational processes of stage direction in the space of various
aesthetic systems (aesthetics of Art Nouveau and Postmodernism) are revealed, the change of which is caused
by principal changes of sociocultural nature.

Purpose of the article

The purpose of the article is to reveal the specifics of P. Stein’s direction in the context of the master’s ex-
periments with various types of theatre aesthetics in a historical retrospective; to describe the unique directorial
methodology, the artist’s terms of reference and stylistics on the examples of the performances of The Oresteia
by Aeschylus, The Three Sisters by A. Chekhov, Faust by J. Goethe, etc.

Main research material

P. Stein’s (1937 birth year) stage direction is characterised by ambitious experiments in the process of
searching for his theatre aesthetics. Having debuted in 1966 on the stage of the Munich Theatre with the play
Salvation by E. Bond, the director worked at the Bremen Drama Theatre for the next few years, having turned
to classical works for educational purposes (in his opinion, the conflicts of that time can be explained by lim-
itations and inaccuracy of historical and aesthetic knowledge) and made productions of Love and Intrigue by
F. Schiller (1967) and Torquato Tasso by J. Goethe, in which he represented a unique author’s vision of the
interrelation between history and modernity. The director’s unwillingness to integrate into the state system
and its dispute with the quartermaster of the theatres of Bremen K. Hubner made P. Stein and a group of ac-
tors leave the theatre. In 1970, the municipality of West Berlin invited him to head the Schaubiihne Theatre.
Thanks to P. Stein’s innovative vision achieved by the productions of Peer Gynt by H. Ibsen (1971), Poor
Heinrich Kleist’s Dreams of the Prince of Homburg by H. von Kleist (1972), The Optimistic Tragedy by
V. Vyshnevskyi (1972), Summerfolk by M. Gorky (1974), plays by contemporary German and French play-
wrights B. Strauss, B.-M. Koltés and others, it became one of the most famous European theatres for the next
twenty years. The director aspired to combine mind and feelings in a single-stage space organically, engaging
intelligence into the emotional holiday.

P. Stein made compensation for the lack of theatrical education in his work with knowledge of Art His-
tory and German philology. The researchers of P. Stein’s work emphasise that during different periods of
his work, the director focused his attention on the study of drama of a particular style or author, consistently
experimenting with the aesthetics of different types of theatre. L. Ulberte (2006, p. 351) claims that P. Stein’s
early work is characterised by the use of the principles of Brecht’s epic theatre both in content and form.
According to the Latvian researcher, P. Stein knew Brecht’s theoretical principles not directly, but indirectly
through Brecht’s actor Fritz Kortner. Two productions of the Munich Chamber Theatre in 1968—1969 Bre-
cht’s In the Jungle of Cities and P. Weiss’ Discourse on Vietnam, continue the traditions of the political theatre
started by E. Piscator in the 1920s and soon theoretically expanded by B. Brecht and revived in the 1960s
by leading representatives of the German documentary play. At the same time, according to the researchers,
P. Stein was not very attracted to revolutionary ideas, respectively, the productions in which the director fo-
cused on solving universal and social issues, using the techniques of epic theatre and drama of a different type
were more interesting. In particular, L. Ulberte (2006, p. 352) emphasises that the most conceptual works of
the epic period of P. Stein should be considered J. Goethe’s Torguato Tasso (1969) and Kleist’s The Prince
of Homburg, which purpose was to represent how social rules prevailing in society affect human behaviour.
However, according to V. Koliazin (2015, p. 162), the concept of the play Poor Heinrich Kleist’s Dreams
of the Prince of Homburg showed a shift of emphasis from the principles of the political scene (the director
avoided consideration of such topics as authoritarianism and freedom, discipline or anarchy) to the liberal
democratic theatre: “Stein has finally put the poet Kleist ineffige “dreamy and seen in a dream” Prince in the
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centre of the play, pushing aside the prince-elector with the inevitable theme of the argument about the great-
ness of Prussian ideas”.

German critics identified the play The Prince of Homburg (a romantic drama and at the same time a ro-
mantic comedy “about a poet whose happiness can only come true in a dream”) (Hensel, 1972) as the third
theatrical triumph of P. Stein after 7asso and Peer Gynt, emphasising the sophisticated vocabulary of the
performance, which reflected the romantic world of the poet harmoniously, the language of very dense and
wide artistic associations (associations with Nike, who puts a wreath on a winner’s head, Pieta, the symbols of
Prussia from the time of Scharnhorst, with Caspar David Friedrich’s The Monk by the Sea, which provided the
basis for a wide variety of figurative solutions) (Lothar, 1972). Literary critic H. Mayer (1972) emphasises the
echoes of Wallenstein, Tasso and Hamlet, as the original source is permeated with “functional quotations”, de-
fining the director’s decision “to show the process, the dynamic connection between a particular author, a con-
temporary of Kleist and his dramatic work as a work based on literary experience on stage” as excellent (p. 12).

The European theatre of the 1950s and 1980s is, at first glance, an extremely colourful picture of the
ideological and aesthetic searches of representatives of various fields and professional level, imitators of the
traditions of theatrical art and true innovators. However, according to modern researchers, the searches of the
atrical figures indicates the presence of some common tendencies of development in world theatrical culture.

M. Shvydkoi (1991) claims that in the last decades of the 20th century, there were changes in world
view and aesthetic approaches to some fundamental problems of human being that remained in the centre of
attention of theatre culture. The researcher emphasises that P. Brook created the figurative formula of many
plays of the West European theatre of the 1960s of the 20th century “the hostile world was falling on the hero,
trying to suppress and destroy him. The decorative ornamentalism and painting were removed from the stage
ruthlessly. The hard and cruel, the indifferent world demanded human sacrifice, at first it was the opposite of
human nature, the image of society, as a rule, constructed of inorganic materials, replaced nature” (p. 41). The
change in views happened in P. Stein’s play Summerfolk by M. Gorky extremely noticeably, which was staged
by the director in the early 1970s in West Berlin Schaubiihne, contrasting the beauty of the surrounding world
and nature with the abomination and vulgarity of human relations, presenting the animal principles of human
essence to the audience.

According to the researchers, P. Stein, as one of the leading directors of world theatre, who is fluent in
left-wing radical stage vocabulary, did not consider the legacy of the 1960s as the only source of creativity
or an embodied “cultural layer” outside of which creativity cannot be discussed. In the striving for a certain
metatheatre that absorbs all the heritages, not limiting himself to a single method or style, the director passes
freely from postrealism (A. Chekhov’s play The Three Sisters) to neoexpressionism (E. O’Neill’s The Hairy
Ape) or rational anarchism (B.-M. Koltes’ Roberto Zucco).

The creative state of the Schaubiihne Theatre troupe in the 1970s was distinguished by the craving for
search and increased interest in aesthetics issues (Koliazin, 2017, p. 21): W. Shakespeare’s dramas determine
the theatre repertoire As You Like It and Hamlet (K. Gruber’s production), plays by Aeschylus, P. Marivo,
J. Genet, Trilogy of the Reunions, Big and Little by B. Strauss, Neither Fish Nor Flesh by F. Kroetz.

In 1979, P. Stein staged The Oresteia by Aeschylus, which marked the peak of one of the fundamental
stages of the director’s work and the Schaubiihne theatre troupe. L. Galletti defines this production as a part
of the path of research of the classics, started by the director in his work on the plays Peer Gynt by H. Ibsen,
Torquato Tasso by J. Goethe, The Prince of Homburg by H. von Kleist. In his opinion, this project is perfect for
the atmosphere of experimentalism, in which the formation and development of the director idiom of leading
figures of the theatre scene of the last third of the 20th century take place: Orlando Furioso in E. Sanguineti
and L. Ronconi’s adaptation (1969), who suggested a new interpretation of space and text; Orghast is a joint
project of P. Brook and T. Hughes, representing the result of long-term researches and experiments with lan-
guage (1971); My father s House by the avant-garde theatre group from Denmark Odin Teatret (1972), aimed
at the final destruction of the boundaries between the spectator and the actor (Galletti, 2014, p. 259). The pre-
miere of the play took place at the Schaubiine theatre in 1980, and then on the world’s leading stages, reaching
its apotheosis on the stage of the Red Army Theater in 1994 when The Oresteia found itself in a context ex-
tremely similar to that in which it was produced for the first time in 458 BC (Avezzu, 2003, p. 142).

P. Stein emphasises that the choice of the tragic trilogy of Aeschylus (Agamemnon, Choephoroe, Eu-
menides) was prompted by structural (the only work that has reached us in full) and literary character (arises
from the decoding of Aeschylus poetics, in which the director identifies a strong connection with myth and
ritual sources of the genre of tragedy), and the most important — by the inherent tendency of the work to the
historical rationalisation of the text, which tells about the passing from a “primitive” system of judgments to
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a civil one: “the meaning is that what the work tells about the birth of assembly, democratic judgment very
naturally” (Arditti, 2001, p. 89).

The director, in collaboration with the set designer K.-E. Herrman, having reviewed the sources of West-
ern theatre, striving for “finding clear and simple aesthetic forms to talk about complex things” (Arditti, 2001,
p. 89), has made an unusual and at the same time colossal production of The Oresteia by Aeschylus — nine hours
of continuous play — in aspire to suggest the audience to live the day of performances in the context of the Dio-
nysian agonies, choosing a political discourse on the birth of a democratic order.

P. Stein changes the relationship between the stage and the auditorium to restore discourse in its diachronic
ways. For example, the use of machine space offers an incentive to explore the nature of theatre, its relationship
to ritual and the evolution in three ways that are the separate tragedies of the trilogy. For example, the first trag-
edy takes place in a hall, the darkness of which is cut only by particular rays of light and the dim light of torches
brought by the choir. The epicentre of the action is a table placed in the middle of the corridor, around which
people dressed in grey shabby coats and hats of the 1950s move: “their barely visible in the dim light silhouettes
move, pulling a kind of web that lures a spectator into a peculiar acoustic trap and allows hearing distant and
close voices” (Arditti, 2001, p. 90) — these sounds reveal the secret of the tragic text, known and unrecognisable
at the same time (the director transforms the auditorium into a place of speech and listening).

The director gives the top place to the text, choosing the path of not adaptation of the ancient text to the
modern era, but rather a flat and linear interpretation of Aeschylus, which emphasises inconsistencies, and not
hides them, and also makes a spectator comprehend the complexity of such work (for example, preserves Greek
terms in the final text, striving for using the hidden sound-imitating and hereditary potential, that embodies the
boundaries of confrontation with a distant reality, the impossibility of finding a dead language in German).

Emphasising that an ancient tragedy, plays by W. Shakespeare and A. Chekhov are the basis of European
theatre, in 1982 P. Stein began preparation for the staging of the play The Three Sisters, positioning the Russian
playwright as the only (appreciating Goethe at the same time) “ideal and the model worthy of imitation” (Shtein,
1999, p. 487).

The researchers claim that philology and textual criticism “Stein-director’s favourite feature” (Koliazin,
2017, p. 22) acquired thorough and refined character in the artist’s creative process, which manifested in a pro-
found study of the era, the drama structure, the fulfilment of the comparative analysis of various translations,
work on vocabulary, the creation of an original director copy of the translation and the preparation of a peculiar
“Chekhov’s vocabulary” for actors, which should have contributed to complete disclosure of Chekhov’s style
and its organic expression on the German stage (Koliazin, 2017, p. 23). The master creates the play, the leitmotif
of which is the theme of human boredom for a meaningful life, the existential tragedy of human being. In 1989,
P. Stein staged A. Chekhov’s play The Cherry Orchard, which singles out by complicated, polyphonic direction,
ambiguity, maximum historicity and modernity.

One of the characteristic features of the director’s creative idiom is the observance of the principle of invi-
olability (in some cases literal and without any cutting down) of the author’s text — the primary literary source
of the dramatisation.

In 2000, on the stage in Hanover, as a part of the program of the world exhibition EXPO-2000, P. Stein
directed the most extended stage production of the full text of Goethe’s Faust (22 hours), levelling the tradition-
al perception of the work as an array of dramatic text, from which the director highlighted the lines necessary
to illustrate his creative idea. The director focuses not on the interpretation of the text of the work as the only
recognised monument of German language culture and one of the most popular myths, but on the specifics of its
“playing out”. According to theatre critics, Stein’s main desire was to convey the entire text of Goethe, because
the interpretation of separate characters, described extremely traditionally, according to the laws of declamatory
romantic theatre, as well as changing the play spaces do not help to reveal the director’s idea.

The study revealed that P. Stein’s work is characterised by theatrical aesthetics like ancient dramatic art,
medieval mysteries, Renaissance art, Elizabeth Theatre, W. Shakespeare’s plays, psychological realism by
K. Stanislavski, plays by A. Chekhov, as well as postmodern structures of drama. At the beginning of the 21st
century, P. Stein, a representative of the unique creative generation of theatre directors, transforms the traditions
of naturalistic theatre and “new drama” into the energy of total stage mastery.

Conclusions

The study revealed that P. Stein’s unique theatre aesthetics, which combines the work of the artist and the
research aspirations of the philologist, formed following the dynamics of the director’s creative search (the
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range of authors, interests and styles from specific political theatre to grandiose stage epics), is distinguished
by a wide range of creative approach to the subtleties of the preparatory period, thoroughness and refinement of
the practice of working on texts, a tangible German component based on the foundations of European theatre
(aesthetics of antiquity, Shakespearian and Chekhov drama).

P. Stein’s work is characterised by the aesthetic reorientation. In particular, innovation is manifested in the
tendencies of attitude to the textual basis, strengthening of the polysemantic and polyphonic components of the
play, ambiguity and understatement, despite the clarity and thoughtfulness of stage solutions in the interpreta-
tion of classical theatrical works.

The perspective for further research is to identify the specifics of the mise-en-scene drawing of P. Stein’s
productions at the beginning of the 21st century.
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TEATPAJIbHA ECTETHKA | Isauienxo Ipuna Biraniisna'?,

INETEPA IITAUHA | Crpensuayk Biktopis Onekcanapisaa®
YToyenm, sacnyoxcenuii disu mucmeyme Vpainu,
2Kanoudam nedazoziunux nayx, npogecop,
AKuiscokuil Hayionanbrutl yHisepcumem
KYIbmypu i Mucmeyms,
Kuis, Yxpaina

Mera crarti — 3’scyBatu cnerudiky pexucypu I1. IllTaitHa B KOHTEKCTI HOTO EKCHEPUMEHTIB 3 PI3HUMH THUIIAMH
TeaTparbHOI SCTETUKH B iCTOPHYHIN PETPOCHEKTHBI Ha mpukiaai BuctaB «Opectes» Ecxima, «Tpu cectpm» A. Uexona,
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«Dayct» M. Tere i im. MeTOMOIOTIS TOCITiHKEHHS. Jns 00’ €KTHBHOTO OCMHUCIICHHS 3asBICHOI TPOOIEMATHKH 3aCTOCOBAHO
TaKi METOAW: ICTOPU3MY Ta MPOOIEMHO-XPOHOIOTIIHIN — JJIsI OCMHCIICHHSI PO3BUTKY peskucepchkoro meromy I1. IllTaitna
B ICTOpMYHIM pPETPOCIIEKTHBI; MOPIBHSUIBHOTO aHAI3y, METOIO SIKOTO € 3ICTABJEHHS NPUHOMIB Ta METOAIB PEXHUCYPH
[1. HlraiiHa B mpolieci HOCTaHOBOK PI3HOIUIAHOBHX I1°€C; CUCTEMHHUH — U1t po3misity peskucepebkoro tearpy I1. lraiina sk
IITICHOT XYJJO)KHBOT CUCTEMH; MUCTELITBO3HABYMH 1 )KaHPOBO-THITIOJIOTTYHHUI — JUISl BUSIBICHHSI OCOOJIMBOCTEH PEKNUCEPCHKOT
METOJI0JIOTIT Ta BUKOPHCTAHHSI MallCTPOM 3ac00iB BHPA3HOCTI B Mpolieci poOOTH Haj BHCTaBamu Ta iH. HaykoBa HOBH3HA.
HocmimkeHo ecTeTHYHI acTieKTH TeaTpanbHoi pexucypH I1. [lTaiiHa B KOHTEKCTI IHHAMIKA PO3BUTKY HOTO TBOPYOTO TIOYEPKY.
TearpanbHy peXHCYpy MHUTIISI PO3TISIHYTO SIK YHIKAIBHUI BUJI €CTETUYHOI TisITBHOCTI, OMHUM i3 aTpHOYTIB SKOT € «eCTeTHKA
MHUCIEHHs» (32 M. Mawmappaamsini), mo mependadae KynsTypy HPOYUTAHHS IpaMaTypridHOTO Marepialy Ta XyIOKHiH
CMaK NOCTaHOBHHMKA BHCTaBH. BucHoBku. Busiieno, mo st tBopuocti I1. Illraiina xapakrepHe akTHBHE 3BEpHEHHS [0
PI3HUX TeaTpalbHUX ECTETUK — aHTHYHOIO TEeaTpajbHOTO MMCTENTBA, CEPeIHBOBIYHMX MicTepill, MucrenTBa Penecancy,
€JIM3aBETUHCHKOTO Tearpy, npamaryprii B. [llekcmipa, ncuxosoriynoro peanizmy K. CranicnaBcbkoro, m’ec A. UexoBa, a Takox
MMOCTMOJIEPHICTUYHUX CTPYKTYp ApaMu. Ectetmuna mepeopienTamiss TBopuocTi I1. [lITaliHa MpOsBASETHCS B TEHACHINISIX
CTaBIICHHS 1O TEKCTOBOi OCHOBH, MOCHJICHHS ITOJICEMAaHTHYHOI i MOMi(OHIYHOI KOMIOHEHTH BHCTaBH, HEOJHO3HAYHOCTI
1 HEOMOBJICHOCTI, HE3BaKAIOUM HA WiTKICTh 1 MPOMXYMAHICTh CICHIYHHX PINICHB IHTEpIpeTanii KIaCHYHUX TeaTpalbHUX
tBopiB. ¥ XXI ct. II. IlITaiin nepeTBopo€e Tpajuilil HATYpaTiCTUYHOTO TeaTpy Ta «HOBOI JApamMm» Ha €HEprii0 TOTaJIbHOI
CLICHIYHOT MaifCTEepHOCTI.

Knrouosi cnosa: Iitep Ltaiin; pexucypa; TearpaibHa eCTeTHKA; eKCIIEPUMEHTaIbHI TOCTaHOBKH; TEKCT; MeTadopu3aris

TEATPAJIBHASI DCTETUKA | Usamenko Mpuna Buransesna'?,

METEPA IITAWHA | Crpensuyk Bukropus AnekcanapoBHa®
Toyenm, 3acnyscennviii desmens uckyccme Ypaunoi,
2Kanouoam nedazozuyeckux nayxk, npogeccop,
AKueeckuil HAYUOHANLHBIIL YHUSCPCUTNEN
KYA6NYPbL U UCKYCCME,
Kues, Yxkpauna

Llens crarbu — BBIICHUTD crienuduky pexuccypst [1. lTaiina B KOHTEKCTE €ro SKCIEPHMEHTOB C PA3IMYHBIMU TUIIAMHU
TeaTpalbHON ICTETUKH B UCTOPUUECKON pETPOCTIEKTUBE Ha ITpuMepe crekTakiell «Opectes» Dcxuna, « Tpu cectpei» A. Uexona,
«Dayc» U. I'ere n ip. MeTozmonorus nccnenoBanus. [y 00beKTHBHOTO OCMBICIICHHS 3asIBJICHHOI MPOOIeMaTHKH IPHMEHEHBI
TaKHe METOJIbl; HCTOPU3Ma U POOIEMHO-XPOHOIOTHYECKUH — A71s1 OCMBICIICHUS pa3BUTH pexkuccepckoro Meroza I1. [lTaitna
B UCTOPUYECKOW PETPOCIEKTHBE; CPABHUTEIBHOIO aHAIIM3A, LIEJIbI0 KOTOPOTO SBIAETCS CONOCTABIEHUE IIPUEMOB U METOIIOB
pexuccypsl 1. Iltaiina B nporecce MOCTaHOBOK PA3HOIIAHOBBIX MbEC; CUCTEMHBIN — JUIsl PACCMOTPEHUS PEXKUCCEPCKOTO
tearpa II. [lTaiiHa Kak LETOCTHON XYIOXKECTBEHHOM CHCTEMBbI; MCKYCCTBOBEIUECKUN U KAHPOBO-TUIOJOTMUYECKUNA — IJIS
BBISIBJICHHS] 0COOCHHOCTEH PEKMCCEPCKON METOIONIOTHH M HCIIOIb30BaHMs CPE/ICTB BEIPA3UTEILHOCTH MAaCTEpOM B IIpOIiecce
paboThI HaJ CIeKTaKIIsIMK U 11p. Hayunast HoBn3Ha. MccnenoBaHbl 5cTeTHYECKHE aCTIEKTHI TeaTpanbHON pexknccypsl [1. Lltaiina
B KOHTEKCTE AMHAMUKHU Pa3BUTH €10 TROPYECKOTo Iouepka. TeaTpaibHyIo peKUCCypy MacTepa pacCMOTPEHO KaK YHUKAJIbHbIH
BHJ] 9CTETHYECKOM JIEATEIbHOCTHU, OJIHUM U3 aTpulyTOB KOTOPOIi SIBJISETCSI «ICTETHKA MbIlUIeHus» (110 M. Mamapaaisuim),
YTO MPEAYCMATPUBAET KyJIBTYpy YTEHHs IPaMaTypruueCcKoro Marepuaa 1 XyI0’KeCTBEHHBII BKYC NOCTAHOBILUKA CIIEKTAKIIS.
BriBompr. Bersineno, uro st Bopuectsa I1. [llTaitHa xapakTepHO aKTHBHOE 00OpaIieHie K pa3HbIM TeaTpaTbHbIM SCTETHKAM —
aHTHYHOTO TEAaTPaJIBbHOIO HCKYCCTBA, CPEAHEBEKOBBIX MUCTEPHIL, HCKyCCTBa PeHEcaHCa, eTM3aBETHHCKOIO TeaTpa, JpaMaTypruu
V. lllexcniupa, ncuxonoruyeckoro peannsma K. Cranucnasckoro, meec A. YexoBa, a Takke TOCTMOIEPHUCTUUECKHUX CTPYKTYP
JpaMsbl. DcTeTHyeckas nepeopuentanus teopuectsa 1. Illtalina nmposBiIsieTcsl B OTHOLIEHUH K TEKCTOBOM OCHOBE, YCHIEHHU
HOJIMCEMAHTUUECKOW U MONU(POHMYECKOW KOMIIOHEHTBI CIIEKTaK/Isl, HEO[HO3HAYHOCTH M HEJOTOBOPEHHOCTH, HECMOTpS Ha
YETKOCTb U IPOAYMAHHOCTb CLEHUYECKUX PELICHUN MHTEPIPETALNU KIaCCUYECKUX TeaTpaslbHbIX npousBeneHuil. B XXI B.
I1. Hlraita mpeobpasyeT TpaguIK HATYPATUCTHYECKOTO T€aTpa W «HOBOM JIpaMbl» Ha SHEPTHIO TOTAIBHOTO CIIEHHYECKOTO
MacTepcTBa.

Knrouesvie cnosa: Tlerep 1lltaiin; pexuccypa; TearpajbHasl CTETHKA; SKCIEPUMEHTAIbHBIE TOCTAHOBKH; TEKCT;
Metadopuzanus
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Merta cTaTTi — BHSBHTH OCHOBHI IHTETpPAaTHBHI 3acad B OCBOEHHI MOBHO-TOJIOCOBHX HABHYOK, HAa SIKHX 0a3yeThCS
B KJIaci CIICHIYHOT MOBH TIpodeciitHa KBai(ikarlis MaifOyTHIX aKTOPiB IpaMaTHIHOTO TeaTpy i KiHO. Y Tporieci T0CTiKeHHS
BUKOPUCTOBYBAJIMCSI TaKi METOAN: aHANITUYHHUH, JIOTTYHUI Ta METOJ] CHHTE3Y JUISl TTO€THAHHS OKPEMUX €JIEMEHTIB CIEHITHOT
MOBH B €IMHOMY cuM0io3i. HaykoBa HOBHM3Ha mossirae B 31iHCHEHHI aHATITUYHUX PO3BIJOK IIOAO YCTPOIO TEOPETHYHUX
TpaKkTyBaHb Ta IIPAaKTUYHUX 3aCTOCYyBaHb NPO(eciiHMX MOBHO-TOJOCOBMX HaBMYOK. Hamaerbcsi 3mora Ji3HATHCS, SIK
y CHCTEMaTH30BaHOMY, METOJIMKO-JOTIYHOMY HANpsIMKYy BIOCKOHAIMTH MOBJIEHHEBY MaWCTEPHICTbh CTYICHTaM-aKTOPaM.
CHHTE3yI0ThCA Pi3HI POrpaMHi PO JUCIHILTIHN «CIIeHI9HA MOBaY, IO B IIJTICHOMY TIOEAHAHHI MiXK COO0I0 TPOBOKYIOTh
JI0 OPTaHIYHOTO CJIOBA B 3IHICHEHHI HEMOITFHOTO XyI0KHBO-1IEHHOTO 3a[yMy Ha CIICHITHOMY 91 3HIMAJIbHOMY MaiiTaHInKax.
BuCBITICHO 3HAYYIIICTD TEXHIKA MOBIICHHS, SIKa CIIPHSE OBOJOAIHHIO aKTOPAMH-TIOYaTKIBIIMHI HaBUYOK J[ialekKTHOTO CIIOBA,
MaHepH IIPOMOBJISTH TOBIPKOIO B IIpolieci BTUICHHS TepoiB Ha OCHOBI (DOJIBKIOPHCTUYHOTO MaTepiaiy, Mo ICHYE B XyZOXKHIN
po3i, m’eci, cueHapii. Bka3yroThcss METOMOJOTIYHI HANMPSIMKH JJIs TIOJIMIIEHHS CICHIYHO-MOBJICHHEBOT 0ararorpaHHoCTI
aKTOPCBKOTO CJIOBA. BHSBICHO IEPIIONPHUYUHY, SIKI BIUIMBAIOTH Ha 3IaTHICTH (DOPMYBaTH HENOBTOPHO-OCOOUCTICHY
MOBHY 3BHYKY 1HJMBiIyyMiB. BucHoBkH. [loBeieHO JOUIBHICTD YTBOPEHHS IHTErpaTuBHOI Ji€BOT MOJEII, 10 MO3UTHBHO
MTO3HAYNTHCS Ha HABYAIFHOMY TIPOIECi (POpPMyBAaHHS MOBIEHHEBHX pe(IieKciB, SIKi, CBOEIO YEProlo, MOKpaIlaTh CICHITHE
CIIOBO MAiOyTHIX MHTIB KiHO-, TeaTpajbHOI CIpaBH. 3aCBOEHHS aKTOPAMHU-TIOYATKIBIIMH YHOPMOBAHHX KaTeropiajbHO-
HOHSATIHHAX OCHOB TEXHIKU MOBJICHHS — JMXaHHs, AUKLIi, rosocy, opdoerrii — CnpusTuMe 3aKpiliIeHHIO HOBHUX MOBJICHHEBHX
HABHYOK, SIKi € «IIPOBITHUKAMI» JI0 OTIAHYBAHHS JIIAJICKTIB.

Kniouosi crosa: crieHIYHa MOBa; aKTOP; TUXAHHS; JUKIis; TOJIOC; Op(OEIist; BIPaBH; HABUYKH

Beryn

CueniyHa MOBa SIK OIMH 13 BaXJIMBUX €JIEMEHTIB Mpo(deciiiHOl AisIBHOCTI B aKTOPCHKOMY MHCTE-
LUTBi po3BHBajacs BiJMOBIAHO 10 MOTPEeOH MOBHO3BYYHOTO HAITOBHEHHS TOJIOCOM CLEHIYHOTO MaiJaH4nKa.
VY XIX-XX c1. mpoBifHi peopmaropu TearpanbHux cuctem, Taki sk K. Cranicnascekuii (1954), €. I'po-
tocbkuit (2009), A. Apro (2000), Jlecs Kypbac (2001), BraBaiucst 10 €KCIICPUMEHTIB, a0M BIOCKOHAIUTH,
30KpeMa, if MOBIIEHHEBI HABHUKH aKTOPiB-TIOYATKIBIIIB.

Teopernuni ocHOBY nuCIUTUTIHN «CIIEHIYHAa MOBay MTPOCTEXKYIOTHCS B HAYKOBHUX TOPOOKaX i 3apyOiKHIX
nocnigaukiB — Be. BeeBonoacekoro-I'eparpoca (1922), E. Capuderoi (1948), 1. Koznsurirnosoi (1976), A. Ile-
TpoBoi (1981), O. YopHnoi (2018), i ykpaincekux — M. baxkenosa (1940), M. Kapacrosa (1965), O. HakoneuHoi
(2010) Ta iH. YIpomoBx TPHUBAJIOro MEpioy HAyKOBLI-NPAKTUKUA MPUALISIIN yBary METOJOJOTIYHAM JIOCTi-
JDKEHHSM, «MO3KOBOMY IITYPMY» 3 METOIO CTBOPUTH KOMIUIEKC BUMOT JI0 TEXHIYHOTO OCHAIIEHHS MOJIOJIOTO
akTopa. HuHi numu 3acajgaMu KOPUCTYIOTBCS CIICI[IANIICTH B MHUCTEIIBKHX KOJIEIDKAX Ta BHUIUX HABYAJIHHUX
3aKyIaaax YKpaiHu I BIPOBAKEHHS CBOET (haXOBOI HAYKOBO-TIEIATOTIYHOI JISUTHHOCTI.

Merta crarTi
BusiBuTH OCHOBHI IHTEIpATHBHI 3acaj iy B OCBOEHHI MOBHO-TOJIOCOBUX HABUYOK JMCIHUIUTIHUA «CLIEHIYHA

MOBay, IO 3a0e3MeUyI0Th BUCOKHI piBeHb npodeciiinol kBamidikaiii MailOyTHIX aKTOpPiB IpaMaTUYHOTO Te-
arpy ¥ KiHO.

© Cyxopyxosa K. C., 2020
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Buxnan marepiany gociiizkeHHs1

[lepmi npodeciiini MOBHO-TOJIOCOBI OCHOBH aKTOP-IIOYaTKiBeLlb Ha0yBa€, HABYAIOUNCH Y 3aKJIaAl MHC-
TEIBKOTO crpsiMyBaHHs. OIHAK 10 BCTYIY B TaKWH 3aKiiajJ HABHYKWA TOBOPUTH JIIOAWHA 3100yBa€ B POAMH-
HOMY Kouti. Po3BuTok IT-TexHonoriil i mommpeHHs: B TOOYTI Pi3HOMaHITHUX HH(POBUX TaJKETIB 3MIiHIOE
(hopmar MOBIICHHEBOTO CIITKyBaHHA. Bce OinbIne iHGopMarii i, BiMOBITHO, TTOJAHOTO B TIEBHIN CTHITICTHIII
TEeKCTy TUTHHA Uy€ HE BiJl )KUBUX HOCIIB MOBH, a 3 MEIIMHUX JKEpeEI (TeNeBi30p, paaio, iHTEPHET-MEPExKi).
Biarak HenbamicTh y BUMOBI POCTEKYETHCS 11I€ 3 AUTIYUX POKIB, a 3aKPITUTIOETHCA  PO3BUBAETHCS B TMijI-
JITKOBOMY Bili. Y 3B’53Ky 3 UM Tpeba 3a3Ha4MTH, 10 Ha Ipoleci BepOaIbHOro po3BUTKY MOJIOAMX JIIOIEH
HEraTHBHO ITO3HAYAETHCS BiACYTHICTh MEAAaroridHoi KOpeKii Ta crnemiagbHo opraHizoBaHoi poOoTH OaThKiB.

{opoky 10 pi3HUX 3aKiaJiB MHUCTEUHKOIO CHPSIMYBaHHsS (KOJEKi, TEXHIKYMH, YHIBEPCUTETH) BCTY-
naroTh TUCs4I adiTypieHTiB. [1in yac Habopy Ha aKTOPCHKI KypCcH BUKJIAJaqi 31 CIIEHIYHOI MOBH CTHKAIOTHCSI
3 KOJIOCTHbHUMHU IPOOJIEMaMH MOBJICHHEBOTO XapakTepy Maiike B KOKHOTO abitypienTa. OCHOBHUI KOHTHH-
TeHT OXOYHX, IO OepyTh y4acTh Y KOHKYpPCi, MalOTh IPOOJIEMH 3 AUXaHHAM (HE MPALOIOTh M’ A3H 3MillIa-
HO-JliahparMajbHOTO MOSICY ), YUCTOTOIO BUMOBH (TIPUYMHH — MIISIBA POOOTA PYXOMHUX M’sI3iB MOBHOTO amapa-
Ty Ta roBipka), 3ByKOBUM ITOCHJIOM (THXE, HEOKYJIFTHBOBaHE 3BYYaHHs) TOIIO. BUIpaBiIeHHs MOBICHHEBUX
OTpixiB, TOBIPOK — 1151 po0oTa nepeadadeHa BUKIIaaa4eM-MOBHUKOM YIIPOJOBXK yChOTO HABYAJILHOTO TEPioAy.
Bapro 3ayBaykuTH, 110 MepIIi eTarnd OBOJOAIHHS MPAaKTUYHUMHU HaBUYKAMHM BUMOBH I'PYHTYIOTBCS Ha I103-
OaBJICHHI HEJIOJIKIB, a BXKE 3r0JI0M, 32 YMOBH 3aCBOEHHS JITEPAaTYPHOIO MOBJICHHS BiJ0yBA€ThCS MEPEXis 10
OIIPALIIOBAHHS MOBJIEHHEBOI XapaKTEPHOCT] 3 KOHKPETHUMH PUCAMHU YKPAiHCHKOTO Hapidusl.

CporonHiNTHS MefarorivyHa MeToIMKa B KJIaci CIICHIYHOT MOBHU TPYHTYETHCS, 371e01TBIIIOT0, Ha TEXHITHIX
MIPUHIIAIIAX — 3aCBOEHHI a3iB ()OHETUKH, MIPABHII 3 Opdoerrii, JOTiKHA, TOCTAHOBKH JHWXaHHS, TOJIOCY Ta Ha
KOMIUIEKCHOMY Tiixofi y BuOopi Bipas. Lle moB’si3aHo 3 TUM, 1110 abiTypieHTH 3 pi3HUX perioHiB YKpaiHw,
sIKi BB1IOpanu B ce0Oe nmepeBakHO TOBIPKY, TOBIp, MialeKT, Hapiudst abo apro, CJIEHT, CYp>KUK, MalOTh 1030y THCS
[[bOT'0, HABYAIOUHCH Y KJIACi CIIeHIYHOT MOBHU. [IOMITHOIO € TeHAeHIis: abiTypi€HTH, SIKi BCTYNAIOTh 13 3aXif-
HOT TepuTOpii YKpaiHu, pO3MOBIISIOTH y 3aBUIIEHIH TOJIOCOBIH MO3HMIII{ Ta 3 IEBHUM KOJIOPUTHUM J1aJIEKTOM.
HarowmicTh, BCTYTHUKN CXiJHOI, TIBIEHHOI Ta MIBHIYHOI YaCTUHH PO3MOBISIOTH TMEPEBAKHO POCIHCHKOIO
MOBOIO. ADITYpi€HTH 13 HEHTpaNbHOI YKpaiHU BUCIOBIIOIOTHCS 3[e01IBIIOr0 YKPaiHCHKOI0 MOBOIO, TIEpe-
BaXKHO 13 CYpKMKOBUMH KOHCTPYKLISIMHU. 3ayBa)KHMO, 10 OUIBIIICTh BCTYIHUKIB IPUITYCKAIOTHCS IIOMHIIOK
op¢oenivyHOro Xapakrepy: HEeMpaBHIbLHUX HArojocCiB y CJIOBaX, HEMPAaBWJIbHOI BUMOBH TOJIOCHHUX Ta MpH-
TOJIOCHHX 3BYKiB TOIO. HermpaBunbHMII Haroyoc y cioBax, HENOTPUMaHHS (POHETUYHOTO 3BYyYaHHS — CBiJl-
YEHHS TICBHOTO COIIaJIbHOTO PIBHS JIFOMMHY, 11 BUXOBaHHS, OCBITH, 0013HaHOCTI. [1i] yac BCTymHOT kKaMIaHii
(haxiBeIIb-MOBHUK MAa€ MUTTEBO 30PIEHTYBATHUCS CTOCOBHO MOBJICHHEBHX Ball B a0iTypi€HTa — BPOIKECHUX
9i HAOyTHX. ICHYIOTh Tak 3BaHi TUKIIKHI BaJd, IO CTOCYIOTHCSI HEHOPMATHBHOCTI BUMOBH 3BYKiB. Po3piz-
HSIOTH OpraHivyHi i HeopraHiyHi AWKIiHHI Bagu. OpradiuHi Baau, TOOTO BPOIKEHI, MOXKYTh OyTH B JIFOAUHU
yepe3 HeNpaBWbHY MOOYIOBYy MOBHOTO amapary. [Ipyruii HampsiMm — HempaBHJIbHA apTUKYIALIS PyXOMHX
M’$131B MOBHOTO amapary. Bci Heioniku HeopraniyHOTro MOpsAKY MOKHA TTOI0JIaTH, B MIEPIIY YEpry, 3a yMOBU
[iJIeCIIPSIMOBAHOT POOOTH CTYJCHTA 3 BUKJIAIa4eM Yy KIlaci CLIEHIYHOT MOBH, a TAKOX — 32 YMOBH IIOJICHHOTO
CaMOCTIHHOIO BIAIIpAIFOBaHHS MOCTABJICHUX 3aBaaHb. CTYIEHT Ma€ HABUUTHUCS B YHIBEPCHUTETI a3iB mpode-
cii, a HabyTi MOBHO-TOJIOCOBI HABUYKH MAa€ BIOCKOHAIIIOBATH BIPOAOBK (hax0oBOi AiSITFHOCTI Ha CIICHITHOMY,
3HIMAJILHOMY 4H CTyAiifHOMY MainaHunkax. [1lmax mo cebe, 10 cioBa AOBTUi, BiH 3aKIaAaeThCs TIiJ] 9ac 3a-
HATH 13 MAHCTEPHOCTI aKTOPa Ta B KJIACi CLIEHIYHOT MOBH, a TAKOX MPOTATOM yChOTO MOAAJBIIOTO iICHYBaHHS
B mpodecii.

«BwmiTn mpocTo i KpacuBO rOBOPUTH — IIiJIa HayKa, Y SIKid HOBUHHI OyTH CBOI 3aKOHM», — HAr0JIOMIyBaB
K. CranicnaBcbkuii (Cranucnasckuii, 1954, c. 483). OCHOBOIIONIOKHI PO3/LIH, 110 BUBYAIOTHCS aKTOPAMU-
CTY/ICHTAMHU Ha 3aHATTAX 31 CIIEHIYHOI MOBM TaKi: JUXaHHs, TUKIis, ronoc, opdoemnis. Ha nymky mpode-
copa A. IlerpoBoi (1981): «l'onoc 3By4HHMIA 1 JETIOUNH, BUTPHO KEPOBAHMM, JIETKA 1 YACTA JWKITiS, BUTHHE
BOJIOZIIHHA INXaHHSM, IHTOHAIlIIfHA TOYHICTh, <<...>> opdoermiyHa KyabTypa — HeBiJl'eMHI SKOCTi podecii
akropa...» (c. 186).

[Nepmwmii Kypc — 11 Ta 0CHOBA, Ha sIKili 0a3yeThCsl HOAabIla poOOTa B KJIaci CLIEHIYHOT MOBH Ta MaicTep-
HOCTI akTopa. He citi HeXTyBaTi MOBHO-TOJIOCOBHM TPEHIHIOM 1 Ha cTapmux Kypceax. [Ipenmer «Creniuna
MOBA» € HEBIJI’€MHOI0 YaCTHHOIO JUCHHUILTIHU «MalicTepHiCTh akTopay. Ha 3aHATTAX 3 MaliCTepHOCTI akTopa
CTYACHTH HaBYAIOTHCS BOJIOIITH EMOIIISIMH, @ B KJIaci CIICHIYHOT MOBH — JisITH CIOBOM. MeETOJT KOMITJIEKCHOTO
3aCTOCYBAaHHS JIBOX MPOQLTIOI0UNX AUCIHILUIIH CIPHSIE TTOTIHOICHOMY 3100yTTIO TpOo(heciitHOT KOMITeTeHIT i
Maii0yTHBOI'O aKTOpa APaMaTHYHOIO TeaTpy 1 KiHO.
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JlnxaHHS — BaXKIIMBUI PO3ILT CIIEHIYHOI MOBH. Mae paitito monschkuii pexucep €. ['poroBepkwii (2009):
«/luxanHst — 1e QizionoriyHa peaxiisi, MOB’si3aHa 31 CHENU(IYHO TPUPOIOI0 KOXKHOI JIFOJWHU, sSKa 3aje-
JKUTh BiJl CUTYallii, BUJy JOKJIAQJCHOTO 3yCHJUIA, Aii, BAKOHYBaHOTO Tiiom» (c. 236). Came M’s3u 3MillIaHO-
niadparmMaibHOrO MOSCY AOTIOMAralTh CTBOPUTH KapKac JJIsl CTAlIOro TUCKY MOBITPS, a BKE 3aBISKHU Aii, Ky
BUKOHYE TiJIO, aKTOP MOKE TOBOPHUTH, 3ByUaTy HA MalIaHUHUKY.

[lle Ha oUaTKy HABYaHHS, KOJIM BUKJIaa4 [MOCUIICHO 3BEPTAE yBary Ha JMXaHHs, aKTOPU-TTOYATKIBII CTe-
JKaTh 32 THM, Kyl BOHH «BJIIMBAIOTHY TOBITPS, SKi M s3W OCPYTh y4acTh y TUXaJLHOMY IIporieci Ta (oHarrii.
SIKILO CTY/EHTH HE OBOJIOIIIOTH TAKUM THIIOM JMXaHHS, TO B HAMOMKUOMY MailOyTHBOMY MOXKYTb 3ITKHYTHCS
31 3HAUHUMH [EPENIOHAMU: BOHH «BTATYBaTUMYTb» TOBITPs B cede, a He «BIMBAaTHUMYTh» Horo OesmrymHo. Lle
MPU3BOJMTE O TPYAHOLIIB y MOAANBIIOMY MO€IHAHHI (Di310J0TTYHOTrO BAMXY Ta (POHALIHHOTO BUAMXY, SIKHH,
CBOEIO UEPIoOI0, MOPOJKY€E HETaTUBHI 3MIHU B MOBJICHHEBIH PUTMIIl Ta MEIOIUII TOJIOCOBOTO 3By4aHHs. Ok-
piM IIbOTO, HA JMXaHHS BIUIMBAIOTh TAKOK 30BHINIHI (aKyCTH4HI) Ta BHYTpimHI ((dizionoriuni, mos’s3aHi 31
3I0POB’SIM) YMHHHUKH. SIK B1ZIOMO, HAWKPAIITIM THUIIOM AUXaHHS € KOMOiHOBaHe (3Mimano-mia¢parmanpae). Ha-
BUYHUTHUCS KOPUCTYBATHUCS 3MilIaHO-AiadyparMadbHIM THIIOM TUXaHHS HAABAXKINBO I (DOHALIWHOTO BUIUXY,
KOTpUIl JONOMarae «TpUMaTi» CTaJUHA TUCK MOBITPs. SIKIIO aKkTOp-movyaTKiBelb A0OUpae MOBITPS 13 YyTHUM
PI3KUM LIyMOM, I BKa3ye Ha HE3aKpiIUICHHS HAaBMYOK 3 OBOJIOAIHHS MpOoQeciiHUM THIIOM AWXaHHS abo Ha
npobiiemu 3i 310poB’°siM. MaiiOyTHI akTOpH MalOTh PIBHOMIPHO BHKOPHCTOBYBATH MOBITPsI, 00 HOTO BUCTa-
YHJIO HA MOBHOLIIHHE 3BYYaHHS (pa3u, PeIuTikd, JOTPUMYIOUUCH PU [[LOMY JIOTTYHHX, TICUXOJIOTTYHUX Tay3.
CotiJt 3a3HaUUTH, IO TOBOPUTH HA 3aJIMIIKOBOMY 00’ €Mi MOBITPS IIKIJJTUBO JUIsl TOJIOCHUKIB. [ OJIOBHOIO METOFO
B 3aCBOEHHI TIOCTABJICHOTO TUXAHHS € BMIHHS €HEPTiHHO, IMBUIKO i HETIOMITHO BAWXATH MOBITPS Ta SIKOMOTA
CKOHOMHIIIIE PO3MOAIISATH HOro MiJ 4ac BUMOBJISIHHS Xy[O>KHBOTO TeKCTy. OCHOBHE 3aBJaHHS aKTOPiB-1104ar-
KiBI[IB Y poOOTi HaJl TUXaHHSM IOJIATAE B 3HAXOKECHHI Ta 3aKPIIJICHHI HAUTIPUPOIHINIOTO THITY, SKHI CIIPUSB
OM MOZONAHHIO TEXHIYHUX TPYAHOILIB, IO CYNPOBODKYIOTH aBTOPCHKHUN TEKCT, SIK-OT: MIBUAKHIA/TOBIIbHUH
TEMITO-PUTM 1ICHYBaHHS MEPCOHAKa B 3aPONIOHOBAHUX O0OCTaBHHAX, a BiJl TOTO YacTa 3MiHa YepryBaHHS BAU-
Xy-BUJINXY; MOBIICHHS TTiJ] yac (hi3MYHUX HaBaHTA)KEHb: CTPUOKIB Ha CKaKaJlli, aKpoOATHUHHUX TPIOKIB, TAHIIO.

Po3min «/Iukiishy cKIamaeThes i3 ABOX MIIPO3MITIB — «apTUKYIAIID» Ta «aukimiiy. [lepmmuit — apTukyms-
IIis — T YiTKa poOoTa M’sI31B MOBHOTO amapary ITiJ] 9ac BUMOBJISTHHS 3BYKiB, CITiB, pedeHb. [|yst Toro, Mmoo 1iis-
Jla4 JIETKO CIIpUIIMaB 03BY4YEHHH TEKCT, MOJIOANI aKTOP MOBUHEH SIKOMOTa OiJIbllIe IPAKTUKYBATHUCS 3 apTUKYJISI-
LIHHOI IIMHACTHKH, 110 € KOMIUIEKCOM BITPaB JUIS aKTUBI3allii M s131B MOBHOTO amaparty: Ty0iB, si3UKa, M’ SKOTO
W TBEpAOro MiJHEOIHHS, HIKHBOI mienenu. Jpyruii miapo3ain — «IUKIis» — y TOYHOMY MepeKiajii 03Havyae
«BUMOBay (3 naruHu dicere — BUMOBIIATH, diction — BuMoBa). [1i] BUpa3HOIO TUKII€I0 BAPTO PO3YMITH YIiTKY
1 SICHY BUMOBY, UUCTOTY i 0€310TaHHICTh KOXKHOTO TOJIOCHOTO Ta MPUTOJI0CHOTO OKPEMO, a TAKOX CJIiB 1 (pasu
B 1itomy» (CapuueBa, 1948, c. 6). JlukiiiiHi BiipaBu (OIpaIfoBaHHs OKpeMHX (POHEM, 3BYKOCTIONYUICHbB, CKIIa/I-
HUX JIJIS1 BAMOBIICHHSI pEYeHb, TEKCTOBUX MarepiajiB: Majia BipmoBaHa (popMma, mpo3a) MpakTUKYIOTHCSA B TPHOX
TEeMIIOPUTMAX: MiACUICHO MOBIILHOMY, IIOMIPEHO CEpeTHbOMY Ta MIBUAKOMY. 3a TAKHX YMOB I'yOH, SI3UK, M’sIKE
iAHeO1HHS, HIKHS LeJIena IPUBYAIOTHCS JOOpe NpalioBaTH Ta B Oy/ib-sIKMI MOMEHT 1epeOyBaHHs BUKOHABLIS
Ha CIICHIYHOMY MalJaHYMKy PyXaTHMYThHCS TaK, O B Pe3yJabTaTi OTPEMY€EMO LIOCh CEpeTHE MK MIISIBOIO Ta
0e3710raHHO HaTPEHOBAHOIO apTUKYIALIE0. OTOXK 1 apTUKYJSALIS, 1 AUKIiS PIBHO3HAYHO BaXKJIHMBI, 00 CIIpsIMO-
BaHi Ha JOCATHEHHS BUPA3HOCTI y BUMOBI aKTOpPa-TIOYaTKiBIIA.

Komu akTopu-TIo9aTKiBIli TOYMHAIOTH 3aCTOCOBYBATH Ha MPAKTHIN 3A00yTI HABUYIKHU 3 JUXAHHS Ta JAHUKIII,
MOYKHA TIEPEXOJIUTH 0 HACTYITHOTO po3aiiy — «lojocy. 3aBnaHHs BUKIIa1ada B poOOTi 31 CTyJIeHTaMH TIOJIsATae
B PO3BUTKY Ta 3aKpilIeHHI OPTaHIYHO-1HUBITyaIbHOTO CITOCO0Y AMXaHHS B MO€AHAHHI 3 TontocoM. «[locTaBu-
TH TOJIOC — IIe, HacaMIIepe, O3HaYa€ PO3BUHYTH M 3aKPIMUTH BCi FOJIOCOBI JaHi JTIOAUHHA — 00’ €M, CHITY 1 3Byd-
HICTb TOJIOCY, B TOMY BHUMAJKY, SKIIO TOJOCOBUH Marepiai K TaKUi MPUAATHUH Ui 00pOOKH, TOOTO SIKIIO
JFOAIMHA KOPUCTYEThCS BIACTUBHM 1id, a He IITYYHUM 3Bykom» (Capuuesa, 1948, c. 112). 3okpema, Haitedek-
TUBHIIII KJIACHYHI BIPaBHU I BUBEICHHS BCiX 3BYKiB y pe3oHaropu — 1ie «Crorim» 1 «Tabmuukay. [TogaTkoBi
BIIPABU IIOPOKYIOTh Y CTYCHTA HAaBUUKH JI0 CKEPOBYBAaHHSI AUXAHHS B IOTPIOHOMY PYCJIi, HAIIPABJISIOUH 3ByK
y KIHIIEBY TOUKY Macku. Jlayii MOXXHa yCKIIaJHUTH 3aBIaHHS aKTOpaM-CTy[AeHTaM. Tak, HalpuKial, pe3yipra-
TUBHOIO Oyze BipaBa «lekzamerp». Lle KoMIuIekCHe 3aBiaHHs 3a0e31euy€e HEPO3PUBHY €JIHICTh YCiX IpOLECiB
TOJIOCOYTBOPEHHS: JMXaHHS, IUKIIiI0, TOJIOC, Op(OETiFo 1 JIOTIKY (A1HOBUI XapakTep) 03BYYSHOTO aKTOPOM-II0-
YaTKiBIEM BipIIOBAHOTO TEKCTY.

VY TicHOMY 3B’SI3Ky 3 JIMXaHHSM, JUKIIEI0, TOJIOCOM BUCTyIae opdoerris (BijJ rpell. MpaBUIbHICTh BUMO-
BH) — «pO3/iJ MOBO3HABCTBA, 110 BMBYAE MPABUIIBHICTh BUMOBH CJIB; JiTeparypHa BUMOBa» (MenbHUYYK,
1974, c. 489). IcHye pi3HUII MiXK MOBOIO HAIMCAaHOIO HA TAIIEPOBOMY HOCIi, i MOBOIO <GKHBOIOY, SIKy BUMOB-
Js110Th. BUKIIagau-MOBHUK, HaBYa04u opdoernii, Mae JOMOI'TUCS BiJl MailOyTHHOTO aKTOpa BMiHHSI IIPABUIIBHO,
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YHOPMOBAHO TOBOPHUTH. [0 HaBYaIEHOTO TIPOIIeCy BapTO BBECTH CaMOCTIHHY POOOTY CTy/eHTa 3 OpPOeTiYHIM
CIIOBHUKOM. KoprCHO0O TS 3aKpiIIeHHS CTIMKUX OpQoenivHuX 3acaj € BrpaBa «KapTku Haronocisy, 10 SKUX
aKTOPH BUIMCYIOTH CJIOBA 3 HarojocaMu. BapTo BBECTH TaKoX 1 BIIPaBy « AHTHU-CIOBHHKY, KOJIH 3aHOTOBYIOTh-
Csl Cyp KUKOBI KOHCTPYKIIIT MOPYY 3 YHOPMOBAaHHMH JIITEPaTYPHUMH BiJIOBIAHUKaMHU. Y Takuil crocid y mai-
OyTHIX MHTI[IB TeaTpy ¥ KiHO CIpaIbOBY€e 30pOBa Ta M’30Ba MaM SITh, 3aKJIa1al0ThCSI OCHOBH 3HAHb MPABUIIb-
HO1 BUMOBH, IIT0 BAKIIUBO TS TIPOhECiHHOT MiSITFHOCTI, aJKe 30aradeH s CJIOBHUKOBOTO 3a1macy — HaJBaKIIUBA
(hyHKITiST KOMYHIKAaTHBHOI KOMIIETCHTHOCTI.

[Ticns 3acBOEHHST OCHOBOIOJIOKHUX PO3LUTIB 3 quctuiutiad «CIieHiYHa MOBa» MOXKHA CKEPOBYBAaTH MO-
JIOZIOTO aKTOpa Ha OBOJIOAIHHS MPUHLUIIAMH MOBJICHHEBOI XapakTepHOCTi. Konu cTyaeHT 0cBOiB TeXHIUHI Me-
TOAW W TepeHIIoB 10 CIOBECHOI MIEBOCTI, BUKJIAJa4-MOBHHK TOPKAETHCS BAXKIMBOI TEMH, KOTpa Maiike He
JocipKyBanacs (GaxiBIsIME 31 CIIEHIYHOT MOBU — OBOJIOJIIHHSI HAPIUYSIMHU, Ji1aJICKTaMH, TOBOPAMH, TOBIpKaMH.
3acBOIOIOYM (yHIAMEHTabHI OCHOBH 3HaHb 31 CIIEHIYHOT MOBH, POOOTa aKTOPIB-IIOYATKIBI[IB CKEPOBYETHCS
B MIPAKTUYHY IDIONTUHY, B SKiif 3aCBOIOIOTHCS OCHOBH MiaJIEKTHOTO MOBIICHHS, 10 HEOOXiTHO TSI CTBOPEHHS
00pa3iB y BUCTaBax (hOIBKIOPUCTHYHOTO XapaKTepy, sIKi JAealli JacTilie 3 ABJISIOThCS B perepTyapax TearpiB
VYkpaiau. HaBuaneHuil mporiec 3 OBOJIOMIHHS TOBipKaMU Iepedavae TeOpEeTUKO-TPAKTHYHI 3aHATTS 3 opgo-
enii (iaJeKTHOTO BOKANi3My Ta KOHCOHAHTH3MY), BHBYCHHS IHTOHAI[ITHO-MENOMIMHOI CTPYKTYpPH, TEMIIO-
pHUTMY, CIenU(ivyHOT 3ByKOBOI TOHAIBHOCTI Ta iH. KpiM BHBYEHHS TEOPETUUYHUX OCHOB, MOTPIOHO MOYYTH Ha-
HBO 200 B ay/Iio YW BiJico3anuci HOCIiB BUOpaHOI TOBIPKH JJIsl TIOBHOIIIHHOTO NIepelaBaHHsl CIOBECHOTO Ma-
Tepiary.

BucnoBku

OTKe, TEXHIYHUH CKJIQJHUK Y TPOLIEC] MiATOTOBKM aKTOPIB IpaMaTUYHOro Tearpy i KiHO B Kiaci CLEeHid-
HOi MOBH ()OpPMY€ MIPaBUIIbHI MOBJICHHEBI HABHUKH, SIKi, CBOEIO YEPTOI0, € 000B’I3KOBOIO YMOBOIO TIpodeciitHol
NPUHATISKHOCTI. AJDKe CIIOBO — (JaKTOpP BILUTUBY Ha TUisiiada. | BiJ TOro, sIK BOHO 3BYYHTh Ha CIIEHI, Y Kajpi, Oisst
MikpooHa 3a5exuTh piBeHb BUKOHABCHKOI MaicTEpHOCTI akTopa. be3 TexHiuHOro OcHaIIeHHs, Ti€i ¢yHa-
MEHTaJIbHOI 0a3H, SIKy OTPUMYIOTh CTYIEHTHU BIIPOIOBXK HABYAIBHOTO MIPOLIECY Y BUIIMX MUCTELIBKUX 3aKIagax
OCBITH YHEMOXKJIMBIIIOETHCS 3aHHATICTD, 3aTPeOyBaHICTh aKTOpa B HALIOHAJIBHUX Ta aKaJeMIYHUX TeaTpax, Te-
aTpax-CTyIisIX, Ha 3HIMaJIbHOMY MalJaH4MKy, Ha pajio Ta TejaeOadeHHi. Ane cama 1o co0i TexHiKa He IIOBHHHA
c(hOpMyBaTHCS B «OTOJICHUH TeXHIM3M». OUeBUIHUM € i TOH (aKT, 1o 0e3 BHYTPIIIHbOT IICUXOTEXHIKK yHe-
MOYKITBIIFOETHCSI HAsIBHICTD CIIOBECHOT 1. PO3BUTOK y CTy/neHTIB HABUYOK IICHXOTEXHIKH BiOyBa€eThCs Ha MO-
YaTKy B MEBHIN MTOCIIIOBHOCTI 3a JIOMIOMOTOIO XY/IOXKHIX KEPiBHUKIB ITiJ] 4aC HABYAIBLHOTO MPOIIECY, 8 OCTaTO4-
HO 3aKPITUTIOETHCS TA PO3BUBAETHCS B CAMOCTIHIN poOOTI BIPOIOBK TBOPUOT MisITEHOCTI akTopiB. [1030yTHCS
MOBJIEHHEBHX OTPIiXiB Ta yHi(iKaIrii y BUMOBI, BIANUTIPOBYIOUYH Ta 3aKPITUTIOI0YH HOBI MOBHO-TOJIOCOBI HaBH-
K{, — OCb TOH LUIAX, HA KOMY (DOPMYIOTHCS IPYHTOBHI IPUHLUIN 3allPOBAPKEHHSI HOBOHAPODKEHUX (OPM,
L0 CIIPUSIIOTH OCBOEHHIO aKTOPAMH-TII0YATKIBLIMK MOBJIEHHEBOI XapaKTEPHOCTI FTOBIPKOBOTO CIIPSIMYBaHHS.
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HUHTEI'PATUBHBIE | Cyxopykosa Kapuna CepreeBHa
OCHOBBI OCBOEHMSI | Acnupanmxa,
SI3BIKOBO-T'OJIOCOBBIX HABBIKOB | Kuesckuii nayuonanvnviii ynusepcumem meampa,
AKTEPOB IPAMATHYECKOI'O | xuno u menesudenus umenu 4. K. Kapnenxa-Kapozo,
TEATPA U KMHO | Kues, Yxpauna

Lenp crathu — BBIIBHTH OCHOBHBIC WHTETPATHBHBIC MPHHIUIIEI B OCBOCHHH PEUE-TOJOCOBBHIX HABBIKOB, HA KOTOPBIX
Oasmpyercs B KiIacce CIEHHYCCKON pedr TpodeccCHOHaNbHAS KBATH(HUKAIUSA OyIyIIHX aKTEpOB APaMaTHIECKOTO Tearpa
u KuHO. B mpomecce uccnenoBaHus MCMONIb30BAIUCH CIEAYIOIIME METOAbL: AHAIUTUYECKUM, JIOTHUECKHH U METO[
CHHTE3a JUTS COCAWHCHHS OTICIBHBIX JICMEHTOB CIICHUYCCKOW pedd B €IMHOM cuMOmo3e. HayuHas HOBH3HA 3aKIIFOYACTCS
B OCYIIECTBIEHUM aHATUTUYECKOH pPa3BeAKH OTHOCHUTENLHO YCTPOMCTBA TEOPETUUECKUX TPAKTOBOK U MPAKTHIECKOTO
IpUMEHEHHST TMPO(ECCHOHATBHBIX KYJIBTYPHO-TOJIOCOBBIX HABBIKOB. [IpemocTaBisieTcss BO3MOXKHOCTBH — y3HATh, Kak
B CHCTEMaTH3WPOBAHHOM, METOAMKO-TOTHYECKOM HAIMPABICHHH YCOBEPIICHCTBOBATh PEUCBOE MACTEPCTBO CTYACHTOB-
akrepoB. CHHTE3WpPYIOTCA pPa3IWYHBIC MPOTPAMMHBIC Pa3feNbl MUCIUIUTHHBL «CIeHHYecKas pedb», YTO B ILEIOCTHOM
COUCTAHUU MEKAY CO00H MPUBOMAT K OPraHMYECKOMY CJIOBY B OCYIICCTBICHHH HENCIHMOTO XyI0KECTBEHHO-HICHHOTO
3aMbICTIa Ha CIICHHYECKOW WM CheMOYHOHN Iuiomankax. OcBelleHa 3HAYMMOCTh TEXHUKH PEUH, KOTOpas CIOCOOCTBYET
OBJIaJICHUIO aKTEPaMH-HOBUUKAMH HABBIKAMU INAJIEKTUYECKOTO CJI0BA, MAHEPO TOBOPUTH C TOBOPOM B IIPOLIECCE BOTLIOMIEHHS
repoeB Ha OCHOBE (DOJBKIOPUCTHYCCKOTO MaTepHalia, KOTOPBIH CYLIECTBYET B XYAOKECTBEHHOW IMPO3€, MbECE, CIICHAPUHU.
yKa3]JIBa}OTC$[ METOOOJIOTHYCCKUEC HaHpaBHeHI/IH JUIA ynqueHm{ CI.IGHI/I‘ICCKPI-I)C'—ICBOFI MHOFOFpaHHOCTI/I aKTepCKOFO
croBa. BEIABIEHBI TIEPBOIIPUYNHBI, KOTOPBIE BIMSAIOT HA CIIOCOOHOCTH (HOPMHUPOBATH HEMTOBTOPUMO-THYHOCTHYIO S3BIKOBYIO
TIPUBBIYKY WHAWBHIYYMOB. BriBombl. JloKazaHa 11emecoo0pa3sHOCTh CO3/IAHWS WHTETPATUBHOW JEHCTBEHHOW MOIENH, UTO
TIOJIOKATEITEHO CKaKETCs Ha y4eOHOM Iporecce (GJOPMUPOBAHUS PEUECBBIX PE(ICKCOB, KOTOPHIC, B CBOIO OYEPE/lb, YIydIIIar
CIICHHYECKOE CJIOBO OYIYIIMX TBOPIIOB KHHO-, TEAaTPAJBHOTO JieNia. YCBOCHHE aKTepaMU-HOBHYKAMH HOPMHPOBAHHBIX
KaTeropuaibHO-TIOHATHIHHBIX OCHOB TEXHUKH PEUH — JBIXaHHEM, JAMKIHCH, TOI0COM, opdoamueii — OyaeT cnocoOCTBOBaTh
SaerHHCHI/IIO HOBBIX pequmx HaBBIKOB, KOTOpLIe SIBIIAKOTCSL ((HpOBO}IHI/IKaMI/I» K OBJIaACHUKO JUAJICKTOB.

Kniouegvle cnosa: ClieHMYECKas peub; aKTep; IbIXaHHUe; TUKIINS, TOI0C; Op(odTHs; YIIpakKHEHN ST, HABBIKU
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INTEGRATIVE PRINCIPLES | Karyna Sukhorukova
OF SPEECH AND VOICE SKILLS | PhD student,
MASTERING BY DRAMA THEATRE | Kyiv National I. K. Karpenko-Karyi Theatre,

AND FILM ACTORS | Cinema and Television University,
Kyiv, Ukraine

The purpose of the article is to identify the main integrative principles in the mastering of speech and voice skills, which are
fundamental for the professional qualification of future drama theatre and film actors. In the course of the study, the following
methods were used: analytical, logical and synthesis method in order to combine individual elements of stage speech in a single
symbiosis. The scientific novelty lies in the realization of analytical research as to the structure of theoretical interpretations
and practical applications of professional speech and voice skills. The article provides an opportunity to learn how to improve
the speech skills of student-actors in a systematic, methodological and logical direction. Various programme sections of the
“Scenic speech” discipline are synthesized, and their integral combination provokes an organic language in the implementation
of the indivisible artistic and ideological idea on the stage or movie set. Particular attention is paid to the importance of speech
technique, which contributes to the mastery of dialect word skills by novice actors, to speak dialect in the process of embodying
characters based on folklore material that exists in fiction, play, and script. There are indicated methodological directions for
improving the stage-speech versatility of the actor’s word. There have been identified the root causes which affect the ability
to form a unique personal language habits of individuals. Conclusions. This study demonstrates the expediency of forming an
integrative effective model, which will positively affect the educational process of forming speech reflexes, which, in turn, will
improve the scenic speech of future film and theatre artists. The learning of the standardized categorical and conceptual bases
of speech technique - breathing, diction, voice, orthoepy — would help novice actors to consolidate new speech skills that are
“guides” to mastering the dialect.

Keywords: scenic speech; actor; breathing; diction; voice; orthoepy; exercises; skills
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MeTtoro CTaTTi € BUSABICHHS CHEIH(IKH TpaHC(HOPMAIHHIX (HOPMOTBOPUHX MPOIECIB YKPATHCHKOTO TEIEMHCTEITBA
XXI c1. Ha TIPUKJIAAI )KaHPY AOKYMEHTAIBHOI ApaMH B KOHTEKCTi MOCTMOICPHICTHYHHUX TeHACHILIT. MeTomu IOCIiIKeHHS.
3aCTOCOBaHO aHAMITHYHUH Ta ICTOPHKO-KYJABTYPHUH METOM (JUIi OCMHCIEHHS Hporecy (OpMyBaHHS Ta CTaHOBIICHHS
1H(MOTEHHMEHT y KOHTEKCTI crienudiky BITYM3HSIHOTO TeJIEBi3iHHOTO mpocTopy modarky XXI CT.), KyIbTypoJoriyHui MeTos
(11 BUpOOICHHS HEOOX1THOTO MOy Ha Cy4acHEe YKpaTHChKE TEIEMUCTEITBO, CIICHU]IKy peaizallii HOCTMOIEPHICTCHKOT
KOHIIEMLIT B MEIHHOMY IIPOCTOpi, TPOOJIeMAaTHKy MAacOBOi KyJIbTYypU Ta MACOBUX KOMYHIKAI[iii), METO MUCTELITBO3HABYOIO,
KOHIIETITYaJIbHOTO Ta KOTHITHBHOTO aHANi3iB, IO MOCIPHSIIH OCMUCICHHIO MPOOIEMAaTHKN KOHIETITYalbHOI perpe3eHTarii
iH(OopMaIifHO-pO3BaKAIFHOTO TIOAABaHHS MaTepialy B CyJacHOMY YKpaiHCBKOMY TeleMHCTeNnTBi. HaykoBa HOBH3HA.
3nilicHeHO crpo0y BU3HAYUTH CHEIU(]IKy SCTETHKH YKPaiHChKOI JOKYMEHTANBHOI ApaMH B KOHTEKCTI iHPOTCHHMEHTH3AIIi
BITYM3HSHOTO TEJIEMUCTENTBA, a TAKOXK BUSBUTU ii OCHOBHI XyIOKHBO-OOpa3HI Ta TEXHOJOTIYHI OCOOIMBOCTI; BHSBICHO
npoOieMH Ta 0XapaKTepU30BaHO IIEPCIEKTHBU IIOAAJBIIOTO PO3BUTKY HOBOTO JKQHPOBOI'O YTBOPEHHS Cy4acHOTO
TeJeMucTenTBa. BHUCHOBKM. VY mpolieci PO3BUTKY BITYM3HSHOI JOKYApPAaMH BHKOPHCTOBYIOTHCS IIMPOKI MOMIIMBOCTI
TEXHOJIOTI#l BiZICOMOHTa)XY Ta TOCTIPOAYKILT, OJHAK TBOPI BUSBISIOTH OCOOJIMBY BHMOIIMBICTH y BHOOpPI 3aco0iB,
OPTaHIYHMX Ul XYAOKHBOI MOBHU (iTbMiB. BHKOpHCTaHHS BiIEOMOHTaXY Ta KOMIT IOTEPHHUX Bi3yaJbHUX €(PEKTiB — BUPa3Hi
IHCTPYMEHTH CTBOPEHHS «IIH(PPOBOTO XPOHOTOITY», IO 3MaTHI PO3KPUTH (inocodifo TOKyMEHTAIBHOI paMil Ta IPUBHECTH
B Hel BipTyasnpHiCTh. TeHIEHIIIT eBOIIOMNii YKPaiHChKOT TOKYMEHTAIBHOI IpaMy B KOHTEKCTI Mpolecy iHPOTCHHMEeHTH3AIIIi
TEJIEMUCTELTBA 3aCBIIUYIOTh YTBEPKCHHS JIEMOKPAaTHYHOI €KpaHHOI MOBH, CIPSIMOBAaHOI Ha IIMPOKI IISIAIbKI MacH,
i BogHOYac nocuiieHHs dinocodebkoro 3BydanHs TBOpiB. Ha Hanry nymky, rmporiec rodanisarii Ta KOHBepreHii mpuiomiB
1 METOJIIB TENEBI3IHHOT IOKYMEHTATICTUKH i 1HPOTECHHMEHTY, B3a€MOJIIT Ta B3aEMOIIPOHUKHEHHSI PI3HOMAHITHUX BEPOAIBHUX
1 HeBepOATbHUX XapaKTePUCTUK Y HAHOMMKINH Yac mepelizie 3 KiIbKICHOTO B SIKICHUH.

Knrwouosi cnosa: cydacHe yKpaiHCbKE TEIEMHCTELTBO; NOKYMEHTaJbHa JApama; iH(QOTEHHMEHT; ITOCTMOIEPH;
TEXHOJIOTI1; METOIH

Beryn

VY cutyallii Kpu3¥ TPaTUIiHHAX TEIEBI3IHHUX MMAXOMIB Ta aKTUBI3AIll B MEAIampoCTOpi MaHITY IAIIHHAX
BIUTUBIB, B YKpaiHChbKOMY TeneMucTenTBi XXI cT. TuHaMigHO pO3BMBAETHCS HOBUH (hopMar pempeseHTartii
Matepiany misgady, e TapMOHIHO B3a€MOJIIIOTh iH(OpMAIis i po3Bara, BepOaibHe W aymioBizyallbHE, Tpa-
JuiiliHe i HoBaTopchbKe — iIHPOTEHHMEHT. 3a3Ha4eHUH MiAXi1 CyTTEBO BIUIMBAE Ha CIIOCOOM Moavi Ta Cripuii-
HATTS, & TeJeNpOrpaMH, CTBOPEHI 3 IHTErpyBaHHAM MPHUHLIMIIIB 1 METOAIB 1H()OTEHHMEHTY, HEBIIBOPOTHHO
HaOyBalOTh HOBUX KaHPOBUX (POPM.

TpancdopmariiiHi TPOIECH COII0-eKOHOMIYHOTO BHMIipY KiHIg XX CT. 3yMOBWJIM KOMEpIiai3alliio
YKpaiHCHKOTO TeneOadeHHs] Ta GOopMyBaHHS HOBITHHOTO THITY TENIEBi3iHOT MOKYMEHTAIICTUKH, IO BUPI3-
HAETHCS CIIeU(IYHUM >KaHPOBUM PO3MAITTAM, CTHIICTUYHUMHU OCOOIMBOCTSIMH, IPUHOMAMH Ta METOAAMHU.
Hokynpama — riOpuaHAN IPOAYKT 3 MOMISILY KaHPY M BOIHOYAC B aCHEKTI METOMAIB KOMYyHiKawii. 3 momupeH-
HSM THQOTEHHMEHTY JOKyMEHTaJIbHA JpaMa 3alo3u4ye €JIeMEHTH PO3Bard, Ui MOIYIApH3alii CKIaJIHOro
I CynepeusIMBOro KOHTEHTY, 1100 MPUBEPHYTH yBary misaada. Hespaxaroun Ha Te, M0 iHQOTSHHMEHT IHUPOKO
BUKOPUCTOBYETHCS B TIONITUYHUX NPOrpaMax Ta HOBHHHOMY KOHTEHTI, B TEJICBI31iHINA JOKYMEHTAIICTUII BiH
TTOPIBHSHO HOBE SIBUIIIC.

© Yopna K. B., 2020
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Indopmariiini Ta iHGopMaIliitHO-aHATITHYHI TPOTPaMHU, Y AKHX pealli3yeThbcsl Ha3BaHUH (hopMar 4acTKO-
BO, X04a i HEIOCTATHRO, JIOCHTIKEHO BITYN3HIHUME HayKoBIsiMu — B. babenko, E. Bypninoro, C. 3akipoBoto,
M. 3akipoBumM, T. Koxxenoscrkoro, O. KopoBaeBum, A. JlicHeBchkoro, M. Makymienko, A. Moparok, JI. Ha-
rayisikoro, FO. Omensuyk, H. Cumoninoro, 0. CrypnikoBoro, M. Crernikis, 1. Hapchkux, MpoTe 3aluT Ha OC-
MUCJICHHSI HOBUX MTPUUOMIB 1 METOJIIB IMO/IaBaHHs MaTepialliB y TEJIEBI3IHHUN JOKYMEHTAIICTHUI 3aTHIIAETh-
cs akTyansHUM. OCOOMBO 1€ CTOCYETHCS CyOX)aHpPy MOKyApaMa, TeHe3a Ta PO3BUTOK SIKOTO O€3M0CepeTHBO
OB’ s13aH1 3 1HPOTEHHMEHTOM 1 KW IEMOHCTPYE CTPIMKHHA 3PIiCT MOIYISPHOCTI. 3a3HAYUMO, IO CEPel
OCTaHHIX HAyKOBHUX Ipallb O3HaueHe MUTaHHs aHaiizyerbes M. Mimenko (2014) B crarti «/lokymeHTansHIH
Kinemarorpad YKpaiHu: MK iCTOPHYHOIO PEKOHCTPYKLIEIO Ta (iIOCOPCHKUM OCMHUCICHHAMY, A. S1eHKo
(2016) B myOmikauii «IIpuitoMn 1oKyapamMu y BUCBITICHHI KpUMiHAIBHOI iHQOpMalii Ha 3araJbHOHAIIOHAITb-
HOMY Ta perioHanpHOMY TenebaueHHi Ykpainu», H. Llimox (2019) y nocnimkenni « Tpancdopmariis xanpiB
TenebaueHHS YKpaiHuy.

BaxxnmuBuM Ta akTyaJdpbHUM Ui T€Opii i MPAKTHKH CYy4acHOTO TEJIEMHCTENTBA € CIpo0a OCMHUCIEHHS
TparcopMaliiHuX (HOPMOTBOPUHX MPOIIECIB YKpaiHCHKOTO TeneMucTenTsa X X1 cT. Ha mpuKiIaai ®KaHpy 10-
KYMEHTAJIBHOI IpaMu 3 TIO3HIIii Cy4aCHOTO MHCTEIITBO3HABCTRA.

Merta crarTi

BusiBuT crienudiky TpanchopMamiitHux GopMOTBOPUHX MPOIieciB YKpaiHChKoro TeieMuctenTBa XXI cr.
Ha TIPUKJIaal )KaHPY JOKYMEHTAIBHOI IpaMi B KOHTEKCTI IT0CTMONEPHICTUIHIX TCHACHIIIH.

Buxnan marepiany gociiikeHHs

3MilIeHHsT aKLIEHTY 31 3MICTy Ha (GOpMY CIPHUUMHHIO crieln(ivHy TEeHICHLII0 TpaHCchOopMaliiHUX Tpo-
[ECIB TEJIEBI3IHUX JKaHPIB — BU3HAYAJIHHUM >KaHPOYTBOPIOIOUUM (DAKTOPOM CTa€ METOJA KOHCTPYIOBAHHS
eKpaHHOI PEaTbHOCTI, KU 3aMiCTh KOHBEHIIIT 3 TIISIa9eM TTIePEeTBOPHUBCS Ha MOBY, CTIIIICTHKY, (hOopMy TTo/a-
BaHHS Marepiany. [HhoTeHMeHTH3AITlIS TEIeBI31HOI TOKYMEHTAIICTHKN O€3MOCEPETHBO TTOB’ I3aHa 3 aKTHB-
HOIO 3MIHOIO IPUHITUIIIB CTPYKTYpPYBaHHS TeJNeBi31iHOT MOBHU. TpaauIiifHU{ METO]| CIIOCTEPEKESHHS 3aMiHEHO
Ha iMiTalilo peasbHOCTI 3aco0aMu MOHTaXy; BepOaibHi 3acO0M MiAKOPHIM BizyajbHI — Ha NEpIIMH IUIaH
BUXOJISITH TaKi METOIH iH(OTESHHMEHTY, SIK KOJIaK Ta KJIIMOBUN MOHTaX, BHACIIIOK YOTO XapaKTEPHUMH O3Ha-
KaMH €KpaHHOTO TBOPY IIbOTO KaHPY CTa€ HASBHICTh BIPTYyaJbHOTO MPOCTOPY 3 OararbMa peanbHOCTSIMH, 10
BUHUKJIM 3aBJISIKH aXPOHOJIOTIYHOCTI PO3IOBIL Ta BIZICYTHOCTI reorpadii (axTy.

€. Manckona (2011, c. 19) moxinse cydacHi MPOESKTH TEICBI31MHOI TOKYMEHTAIICTUKH Ha (iIbMHU, BUKO-
HaHi B XyJJO’KHbO-IOKyMEHTAIbHHX JKaHpaxX, Ta (QiIbMH, 10 PO3MOBIIAIOTH JOKYMEHTATBPHUMHA KaIpaMHy PO
MOAi1 TENEepilIHbOro, HAroJOIIYIOUH, 10 B MEPIIOMY BUMAIKY 3a (OPMOIO MOBHOTO BHCJIOBJIECHHS (iIbMHU
Ol a/leKBaTHI PeanbHOCTI, HassBHI NPUYMHHO-HACIIKOBI 3B’ SI3KH, JIOTiKa MOAINM Ta Apamarypris 3aayMmy,
a B APYroMy — BiJICYTHiCTb Teorpadii ¢paxTy, aXxpOHOJIOTTYHIHA THUT OMOBIJaHHs, aK[ICHTYBaHHs Ha eKCIpecii,
IO JIOCSITAETHCS CIEHU(PIYHIMU NPUHOMaMU MOHTaXKY, 30KpeMa TUPa)KyBaHHIO OJJHHX 1 THX CaMHUX KPYITHUX
IJIaHIB, 3aTEMHEHHS, HATUTUBH Ta CIiele(peKTH.

Tennmenist iHpoTeHHMEHTH3AIIIT CYIacHOTO Tee0aueHHs 3yMOBHIIA 3MiHY KaHPOBUX 3aBIaHb — 3 1H(OP-
MaIlifHO-aHAIII THYHUX aKIIeHT 3MIIYEThCS Ha PO3BaYKAJIbHI, 1110, Bi/IMOBITHO, 3yMOBHWIIO TTIOCHIJICHHS BEpOaIb-
HOI Ta Bi3yaJIbHOI [paMaTu3ariii iHpopmartii.

AKTUBHHI PO3BUTOK MYJBTUMEIIHNX (DOPMATIB MOCTIPHUSB TOMOBHEHHIO XYJO)KHBO1 TKAHUHHU YKPaiHCh-
KOi JIOKyZIpaMu KOMII I0TepHOI0 Tpadikoro. BUKopucTanHs aHIMOBaHHMX KOJaXiB Ta rpaidHUX CIIEH CIIPHSIE
CTBOPEHHIO MaKCUMaIIbHO JOCTOBIPHOI B ICTOPHYHOMY aCIEKTi KapTHUHH, 10 3aHypPIO€ Tisgada B armochepy
Ta BIQUYTTA 4acy, a€ 3MOT'y MOOAYUTH ICTOPUYHHX 0Ci0 0OYMMa CyyacHHKiB. Ha/3BHUaitHO CHITBHO B O3HAYe-
HOMY KOHTEKCTIi MPOSIBIISIETHCS TTOCTMOICPHICTHUHICTD TIporiecy iH(GOTeHHMEHTH3AIlli JOKYIpaMH, OCKITBKA
301IBIIIEHHS KITBKOCTI 300paykeHb, CKOHCTPYHOBaHHX 3aCO0aMHU TMTITATFHOTO MUACTEITBA, 10 TIPOTIOHYIOTHCS
SIK KOAW PealIbHOCTI, 3aCBIAYYIOTh OCOOIMBOCTI CY4acHOTO €Tary BUKPHUBJICHHS TEJICBI3IHHOI «IIPaBAN >KUT-
TS» — HajapeanbHi adCTpakTHI 00pa3u, SIKUMH omnepye KoM rorepHa aniManii XXI cT., icHyloTb BUHSTKOBO
B IWTITaIbHOMY XYJO)KHBOMY MIPOCTOPI, TOOTO € CUMYJISIKPAMH.

[HCcueHyBaHHS Ta 300pa)KeHHS, IO MaTepiali3yloThCs 32 TOMOMOTOI0 JIMTITATBHUX TEXHOJOTIH, 3MIHIO-
I0Th YSIBIIEHHS TIPO PEaJbHICTh 1 CTBOPIOIOTH 1II03110 JOCTOBIPHOCTI, a I1€ BCTYTA€ B MPOTUPIYYS 3 ICTHHHOIO
MIPUPOJIOI0 IOKYMEHTAIBHOTO KiHO. Ha mymKy A. €xiMOBO1, CTBOpEHi 3aco0amMu KOMIT FOTepHOI rpadiku ermi3o-
I 3a3BUYail BUKOPUCTOBYIOTHCS SIK «IELIEB] Ta BUJOBUIIIHI 3aCO0M BUPOOHHIITBAY, a HE 3 METOI0 BUPAXKECHHS
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17IeHO-Xy/I0XKHIX 3aBAaHb. J{0CITiTHUIIS HATOJIOIYE, IO HA Cy9aCHOMY €Tarll KaTeropis «JOKYMEeHTaIIbHOCTI»
B 00pa30TBOPHUIii TUIOIIMHI OibIIIe HE Pealli3yeThCs JOKyMEHTATbHIMU METOJIAMH BiI0OpaskeHHS — TAKHM, 5K
CIIOCTEPEIKEHHS, «3BUYHA Kamepa» abo MpuXxoBaHa KaMmepa. 3a CIIOCTEPEKECHHIMH JTOCIiAHULI, irpoBl IpUii-
OMH «BIATBOpEHHS (DaKTy» Ta «PEKOHCTPYKII(» BUKOPUCTOBYIOTHCS JIMIIE [l YHAOUHIOBAHHSI T TIOCHIICHHS
€KPaHHOT BUOBHUIIHOCTI, ajie HE JIJIsl aHAJITUYHOTO NMPOHUKHEHHS B KHUTTEBI MPOIECH, OCKUIBKU BiJIOYBCS
BIIpWB IIHOTO BUAY TEICTOKYMEHTTICTHKH BiJ MaTepiany aificHocTi (Exkumosa, 2017, ¢. 12-13).

CydJacHa MacoBa KyJbTypa, po3paxoBaHa Ha 0araTOMiTbHOHHY ayIUTOPit0, CTBOPIOE CTIMKI THITH CIIPHIA-
HATTS, OPMYE CMaKH i yrmomoOaHHs, BU3HAYAE PiBEHb €CTETHYHUX MOTped misgada. [Ipore TenmebadeHHs,
CTBOPIOIOYH CTEPEOTUIIM CBOI'O MUCTELITBA, CaMe MiAa a€e il IXHIO BlIaly, CTaloun padaMu IIAJalbKUX yIIo-
n00aHb.

Jpamarypriqao OUTBIIICTh AOKYAPaM JHOTPHUMYIOTHCS TPAIUIIHHOTO IS MacOBOT KYJABTYPH HiIXOAY 110
CTBOPCHHSI CIICHAPHMX KOHIICII[IH, BIAMOBITHO /IO SIKOTO B KaJpi JEMOHCTPYIOThCS HANHOUIbII eMOIIIHHI Ta
MIPUCTPACHI MOMEHTH OCOOWCTOTO YKUTTS ICTOPUYHHUX TEPCOH, a 3aKaAPOBUU TOJOC PO3IMOBIIAE TIPO IiKaBi
mofii 3 icTopii. [locTaHOBOYHI clieHM 3a3BHYail TyOIIIOFOTH 3MICT 3aKapOBOTO KOMEHTApSI.

Sx ctBepmkye A. €kiMOBa, 3MIIlIEHHS aKIEHTY 3 OPUTIHAJIBHOCTI XyZOKHBO-OOpPA3HOTO pIllIEHHS Ha
cepialibHy MaHepy BHPOOHHIITBA CIPUYMHHIO PO30alaHCyBaHHS MOBH TEJEBI31HHOI JOKYMEHTATICTHKH Mi-
IaHoro tumy. JlocaiAHUIS HAronoumye, Mo caMe 3aBIsSKH JTIOMiHYBaHHs BepOalbHOI KOMIIOHEHTH HaJl Bi3y-
QJIBHOIO MOCTIPHUSIIO POPMYBaHHIO 0COOIMBOT MPOCTOPOBO-4ACOBOT CTPYKTYPH €KPAaHHUX TBOPIB — HAOIMKeE-
HOI JI0 BipTyaJIbHOTO MPOCTOPY, CTHIICTUIHO i KOMIO3UIIIHHO XapaKTepHOI ISl KOMIKCIB, 110 BUPi3HAETHCS
BiICYTHICTIO TeorpadigHoi IpuB’sI3kH, (PparMEHTYBAHHSIM CIICH Ta €Mi30/1iB, a TAKOX JIHIHHOIO XPOHOJIOTIEI0
(Exumona, 2017, c. 13).

[Ipore, Ha HamIy TYMKY, HEIOPEYHO MO3UIIIOHYBATH W PO3IIISIATH YKPAiHCHKY JOKYAPaMy SIK «IIPOIYKT
JPYTOTo COPTY», OCKIJIbKH, HE3BAKAIOUHM Ha IOMiHYBaHHsI IPOTrpaM, CIIPSIMOBAHUX IIepelyciM Ha po3Bary, je-
SIK1 IPOEKTH BITUM3HSIHUX PEXKUCEPIB CIPSMOBaHI Ha MPUBEPHEHHS YBaru CycCijbCTBa 10 BAKIMBHX MTUTAaHb.
[puknanom nporo € nokymeHnTtanbHa apama C. Yeenko «Posmieruieni Ha atomm» (peskucepu C. COTHIUEHKO Ta
O. €cakoB), cTBOpEHa 3a CIPUSHHS yIPABIIHHA KypPHATICTCHKHUX MPOeKTiB «1+1 menia» B 2016 p. i mpucssde-
Ha 1CTOPIi )KUTTS 3BUYAWHHUX YKPATHINIB, SKi MOCTPAXKAAJIN Bl TParidHUX Mol Ha YOpHOOMIBCHKIN aTOMHIN
enekTpocraHiii 26 kBiTHA 1986 p. ABTOpKa pO3KpHUBAE CKIIAJAHY TeMY BH)KHBaHHS TIOIIPH BCE, PO3IIOBIIAI0YN
pealibHy icTOpito repoiHi, APYKUHU OIHOTO 3 MEPLIMX JIKBiAaTOPiB oKX Ha 4-My Onowi. IcTopis karacTpo-
¢u Ha YAEC — He nuiue ictopisi iHKEHEPHUX 1 TEXHOJOTIYHUX ACIMEKTiB, aje i pO3MOBiAb Ta 300pakeHHS
TPAriuHOro emizo/y 3 XKHUTTS JHoACTBa. JIoKyIpaMa 3HaYHOIO MIipOIO IPYHTYEThCS Ha CBIIYCHHSX OYEBUILIB Ta
eKCIIepTiB (BUKOPUCTAHO 1HTEPB 10, JIOKYMEHTAIbHI MaTepiain — KIHOXpPOHIKY Ta ¢oTtorpadii), 3 METOI KOH-
KpeTu3arlii ormoBiganHs. [loCHIeHHS BUIOBUIITHOCTI Ta YHAOUHEHHS JOCITAETHCS HE JIUIIE XyT0KHBO-1TPOBU-
MU 3ac00aMHu Ta IHTETPyBaHHSAM YPHUBKIB 3 KIHOXPOHIKH, a 1 3aBISKM TUHAMIYHUM CHHXPOHAM Ta iHTEPB 0,
10 HEePIAKO BiI0yBAIOThCA 3 MapalIebHOIO Ji€l0 (BeAyda nepedyBac B MOCTIHHIN il — BiANIYKy€e HEOOXiHi ra-
3eTHi 3aMiTku B HanionanpHiit Gibmioreni Ykpainu imeni B. BepHancbkoro; HamaraeTbest BiTHAUTH KBapTUPY
B OJTHOMY 3 MOKUHYTHX OyIuHKIB [IpHr’siTi; XOOQUTh TEPUTOPIEIO B I3HULII Ta 1H.); IHTETPYBaHHIO B CHHXPOHHU
3BYKOBHX (HACTPIEBUX) CIICH, TAKOXK BIIOMHUX SIK «livey; HACHYCHHSIM KaJpy CIPaBKHIMH MPUCTPACTSIMH Ta
EMOIIiSIMU HaBITh Yepe3 BTPATy OmepaTropom OajaHcy abo moOyIoBy Kaapy.

TBopIti HE MOXYTh HE TIIKPECIUTH BUKITIOUHHHA XapakTep YopHOOMIbehkoi AEC. 3a momoMororo ajb-
TEPHATUBHUX 3HIMKIB BiJl BETMKAM Ta MaJIMM KyTOM Ha TMEPIIUI TUIaH BUBOIATHCS BEJIMUE3HUN TITraHTCHKUN
MacmITad ycTaTKyBaHHs Ta OOJlaHaHHs. BijcyTHICTH JIroeil iAKpecIeHo i 00MeXEeHO TIIOM — MTaHTChKUMU
OymiBIIsSIMU, OacelfHAMH OXOJIO/IKYBa4aMH, CXOBUIIIAMH.

o6 cTBOpUTH AJS Isaua YHIKalbHY BipTyalbHY pPeajibHICTh 3 TapaHTIc€l0 MOBEPHEHHS, PEOPTaXKHI
3WOMKH BiOyBatoThcs B [IpuIl’siTi: peluIieHT 3HAXOMUTHCS B HETHITOBHX, a 1HO/I HeOe3neuHnX 00CTaBuHaX,
y SIKMX OW B peaibHOMY YKUTTI HE OIIMHUBCS 3a KOAHUX 00cTaBUH. MicCIie TPOBEACHHS IHTEPB 10 Ma€ J10JaTKO-
BHH CEHC, OCKUTEKH ITOCHITIOE EMOITITHII acTIeKT (HaIIpuKiIad, Ha IIBUHTApPI, HA POHI KOJIOPUTHOTO TICH3aXKYy).

VY KO)XKHOMY CHHXPOHI BEIy4Oi Bi4yBa€ThCsS TOJOBHA METa MPOEKTY — JaTH JTOKYMEHTAIbHY IIiJICTABY
Isiady Uil BIACHOI OLIHKM MOAISM, LIO BigOyBalOTbCS HAa €KpaHi M BOAHOYAC CIPSIMYBATH IIEBHY TOUKY
30py Ha MpEeACTaBIeH] MaTepiaiy — e BU3Hayae HaOip BepOanbHUX MpuiioMiB iH(oTeliHMenTy. MoBa Beayuoi
emoliitna i1 metadopuuna. ExcipecuBHICTh Ta 00pa3HICTh JOCITAETHCS 32 JOMOMOIOIO eIiTeTiB, MeTadop,
NOPIBHSHB 1 JJEKCHYHUX 3BOPOTIB. 3aBJSKH crenu(iYHOMY TEMITy MOBH Bely4oi Ta ii BMIHHIO 1HTOHAIIHHO
BHUJIUTSATH BOXKJIUBI JIETal B MOBI CTBOPIOETHCS €(DEKT «JIETKOCTI» Oeciu i BogHOYAC BaXKITUBOCTI iH(pOpMAITi.

KonaxknicTe mocTMozmepHi3My B iH(OTEHHMEHTI MOB’s3aHa 3 MOETHAHHSAM IMPHIOMIB Pi3HOMaHITHHX
xaHpiB TenebaueHHs. 1. [Tobegonocnena (2005, c. 6) HaromomIye, MO KOJAKHICTh, K OTHA 3 XapaKTEPUCTUK
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pupoHOi cyTHOCTI Memia XXI cT., moemaHye B co0i pi3HOPiNHI MaTepiajdl Ta eIeMEHTH, 30KpeMa, TBOpHU
MucTenTBa (TenediapMu, My3U4Hi 1 iH.) Ta MO/il 3 peaqTbHOTO KUTTS (HOBUHH), JINIIAETHCS «PETPE3EHTATHB-
HUM» i BOAHOYAC IIOPHUBAE 31 LITYYHUM 1J1I0310HI3MOM, IPUTAMAaHHUM TpaauLifHOMY peamizmy». Jocmiaau-
LIS TO3UIIIOHYE KOJIaXK SIK OPUTIHAJILHUI 1 HOBATOPCHKUH 3aci0 B3aEMOIIT XyJ0XKHBOT eKcrpecii Ta OyIeHHOTO
JIOCBITY.

VY xoHTekcTi crienudiku peanizamii mpuiiomMiB iHGOTEHHMEHTY B JOKyApaMi KOJaXX MO3HIIIOHYETHCS SIK
OCHOBHHH TIPHUHIINAII CTPYKTYPYBAaHHS MaTepialy 3 METOIO TIEPETUHY Pi3HOMAHITHUX AUCKYPCIB, HEITPOBHUX Ta
irpoBux enemeHTiB (MaHckoBa, 2011, c. 20).

deHoMeH iHPOTEHHMEHT OXOIUTIOE HE JIMILE MOHATTA iH(opMarii Ta po3Bary, a i peaqbHICTh Ta XyTO0KHIO
Jitepatypy. Y BHIAAKY TEIEBI3iHHOT TOKYMEHTAIICTHUKH iH)OTEHHMEHT 03Ha4Ya€e OIHY 3 TOJIOBHUX KOMYHIKa-
TUBHHX CTPATETiH, 10 IEPEBOANTHLCS y PO3IMOBI/Ib iCTOPIi — JOBOJI 3aXOILIIOI0YO0T Ta ApaMaTHYHOIT — 3 METOIO
MIPUBEPHEHHS IUis1ada (TOOTO BUCBITIACHHS 1H(pOpMAaIlii oeqHyeThes 3 Apamarypriero) (Gomes, 2009, p. 197).

BiamoBimHO 10 MOCcTMOMEPHICTCHKOI KOHIICT 1HDOTEHHMEHT HE CTUTEKY TparHe BilOOPa3UTH TTOMII0 —
«CYYacCHICTh PO3TOPTaEThCs B YXHUJIEHHI Bif peambHOro» (Ilobemonocnena, 2005, c. 6) — CKiNbKHM HaTAKae Ha
cnenudivHi ysIBICHHS, 110 HE MOXYTh OYTH penpe3eHTOBaHI, OCKUTLKH KOJKHA TIOJ[isl M€ 3aJIMINATHCS TTPHH-
LUIIOBO HEBU3HAYECHOIO, TOMY HE MOKEe OyTH OJHO3HAYHO OXOIUICHOIO B MOHATTSX Ta 00pasax.

BianoBigHO 10 OCHOBHUX HMPUHIMITIB iHPOTEHHMEHTY Cy4acHi YKpalHCBKi TeJIeBi3iliHI JOKYMEHTaIbHI
JpaMH XapaKTepU3yIOThCSl TAKUMH O3HAKAMH: CUMYJIBTAHHICTIO Ta MO3aiuHICTIO Bi3yalbHOTO 00pa3y; TBOp-
YO0 Moja4yero iH(opMallii, 110 BKJIKOYAE OMEPaTOPChKi SKCIIEPUMEHTH IIiJ1 4ac 3HOMKH, MOHTa)KHUMHU METO-
JaMy 1 Bi3yaJIbHUMHU crienedeKTaMy; 3a JIOMOMOTOI0 TaKUX NPUIOMIB, K NapajeiabHUN IO0Ka3, O€JHAHHS
KITBKOX TITAHIB, aHIMAaIlis, a TAKO)K aKTHBHOMY BUKOPHCTAHHIO CydaCHHUX TEXHIYHHX 3ac00iB Ta iHpopMaIriii-
HUX TEXHOJIOTIH y TpoIieci 3HOMKH Ta Ha eTalli OCT-TIPOJAKITH CTBOPIOETHCS ICKPaBUH 1 TUHAMIUHUI 00pa3;
oopmiteHHsIM Bifgeopsny cneuedexTamMu, GparMeHTaMu XpOHIKaIbHHUX, aHIMALIHHUX YU XYJ0XKHIX (PiIbMiB;
BHUKOPHCTAHHS BiJIIOBITHOTO ayAiajbHOTO CYMPOBOAY, IIO MOCHIIIOE YYTTEBE CIPUHHATTS, BUCOKHM PiBHEM
NEPCOHOLIEHTPUYHOCTI, KOTPE BH3HAYAETHCS CTATyCOM OCOOMCTOCTI BEIy4Oro; 3aJIeKHICTIO Bij peHTHHTY;
MTOETHAHHSIM JTOKYMEHTAJIBHUX (XPOHIKAIBHUX) Ta XyIOKHBO-ITPOBUX (PEKOHCTPYKIIiS) aCHEKTiB, OyneHHO-
TO ¥ HEOpIWHAPHOTO; BIUTMBY HA CBIIOMICTH Ta MiACBIIOMICTD TIIsIavya; MAaKCUMAEHOIO THHAMIKOIO JAHOTO
KaHpy.

[adoTelinmMeHT nependadae BUKOPUCTAHHS BCIX MOXIIHMBHX ACIEKTIB PO3BAXKaJIbHOrO O(OpMIICHHS iH-
(dopmarii: BuOip TeMaTHKH, BepOajbHi Ta Bi3yaJbHI METOIH.

AHauni3 HeBepOaTbHUX MPUHOMIB THPOTCHHMEHTY, 1110 BUKOPHCTOBYIOTHCS B YKPAiHCHKHX TOKyApamax,
BapTO PO3IIOYATH 3 XapaKTCPUCTUKH TEXHIYHUX 3ac00iB. [10CTMOJEPHICTChKE BIJICOMHCTEITBO BiAUyTHO
BIUIMHYJIO Ha TpaguIliiHe TereOadeHHs, 30KpeMa B KOHTEKCTI po3poOieHHs e(eKTiB, IO BBIMIIIN B KJia-
cu4HU cuHTaKcuc. OCKIIBKU BiIe0 Ma€ BHCOKUH piBEHb KOHTPACTY 1 XapaKTepH3yeThCs BTPATOIO MIBTOHIB
y 300paXeHHi, y BITYM3HSIHUX JOKyJpaMax 3a3BU4ail O€3TiHbOBE CBITJIOBE BUPIMICHHS JOMIHY€ HaJl CBITIIO-
TIHBOBUM. BiNbLIICTh TBOPLIB JOKYApaM 4acTO BUKOPHCTOBYIOTH M’ siKe, BiioOpaXkeHe, iHOA1 IPUPOJHE CBITIO
B IIpHUMIlIeHHi (i B irpoBiif peKOHCTPYKIii, 1 B cTeHAaNax BeAy4HX), a TAKOXK M Kl QpimbTpH, 1100 JOMOTTHCS
HiBTOHIB. B OKpeMux Bumnaskax BUCOKUH KOHTPACT BijIeO BUKOPUCTOBYETHCS SIK €CTETHUHMHA MPUHIHIL.

OnHi€I0 3 XapaKTepUCTHK, TUTIOBOIO IS €CTETUKH JOKYApPaMH, € MEHIIIA PO3MOIIbHA 3AaTHICTh Cydac-
HOTO BiJI€O, IO BUPIZHIETHCS «IIIKCETi3aIicio» 300pakKeHHs] — 11e Ha/la€e Bi3yaIbHOMY Py €PeKTy ITOKY-
MEHTAJIBHOI MpaBauBocCTi. 3a M. MakiroeHoM, «TeleBi3iiHuil 00pa3 € 00pa3oM HHU3BKOI IHTEHCHBHOCTI, 200
BH3HAYECHOCTI, BiJIOBIIHO HE HAJa€ AeTambHOI iHpopMarlii mpo 00’ €KTH», OTKEe, HU3bKa PO3MOALIbHA 3/1aT-
HICTh MOXE CTUMYIIOBATH yABY TIsifaua, Horo TBopye Hadano (MakirosH, 2003, c. 363).

Ha eramni nmocTnpoaakiH ecTeTHKa JOKyApaMH XapaKTEePHU3y€EThCsl, 30KpeMa, MOKIUBOCTIMH MOHTaXKY
Ha)KHBO, 1[0 CIPUSE MOHTYBAHHIO ()iIbMY B MPOIIECi 3HOMOK, a TAKOXK MOCUJICHHIO IuHamiky 1ii. Ha3Banui
eTar BU3HAYAETHCS TOTATKOBUMH MOYIIMBOCTSIMH €JIEKTPOHHUX TIEPETBOPEHB, Bileoe(heKTiB, 30KpemMa TeXHIU-
HO Ta €CTETUYHO HEOOMEKCHUX MOKITNBOCTeH. HemHIHHNI MOHTaX JTa€ 3MOTY BUKOPHCTOBYBATH SIK HAIBHU
apceHan 3aco0iB, 3aKJIaJICHU B armapaTHUX (HAMpPUKIIAI, TPAIUIIIHHIX «TIepEeropTaHHs KaJpiB, «TPEOIHKNY,
«BHUTICHEHHS» Ta iH.), @ TOJIOBHE — BUHAXOANUTH 1HHOBALiKHI BidyalbHi eeKTH. MOHTaKHI Mepexoan, KoTpi
BHUKOPHCTOBYIOTh €JIEMEHTH 300pa)kKeHHsI, CTAIOTh BUMipPOM TBOPYOTO CAMOBUPAXKEHHSI, BIIIOBIAHO MPUHLIUIIIB
iH(poTeHHMEHTY. BakJIMBOIO €CTETUYHOI OCOOJMBICTIO TOKYIpPAMH € IMOJIICKPAHHICTh — YHIKAJIbHUN BUpPa-
KaJbHUN 3aci0, 1110 MMPOKO BUKOPHCTOBYETHCS HUHI HE JIMIIE B JIOKY/IpaMi, a i B iHpOpMaIiifHUX TIporpamax.

HeBix’eMHOIO 9acTHHOIO MOHTaXKY YKpPAiHCHKOI JOKYJpaMHU € BCTaBKU y BIACOPST pi3HOMaHITHHX (HOTO-
rpadiii, Kapt, giarpam, TaOIUIls Ta IHITUX BHIB iH(OTpadiky, a TAKOXK apXiBHUX TOKYMEHTAIBHUX Bijeoma-
TepialiB (omeparuBHA 3OMKa, MaTepiaiy 3 KaMepH 30BHIITHLOTO CIIOCTEPEKEHHS) — yCi TIepepaxoBaHi 3acoou
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aKTHBHO 3aCTOCOBYIOTbCS AJIS IIOJICTLICHHS CTYTICHS CIIPUHHATTS iHpOpMaLii misiaduem, MiABUILEHHS IpaMa-
THU3MY Ta PeaJiCTHYHOCTI BiATBOPIOBAHMUX TMOiH (HANIpHUKIIA], 300paskeHHs 3 MicIls 3JI04MHY, (DOTO XOJIOIHOT
YM BOTHENAJIbHOI 30p0i — 3HAPSAIS 3JI0YHHY, @ TAKOXK (POTO PEUOBHX JIOKA3IB).

MoskeMO KOHCTATyBaTH, 10 aKTUBHILIE IHPOTCHHMEHT MPOHUKHYB y TEXHIUYHY YaCTUHY JAOKyApamMu — y ii
CTPYKTYPY, IiIXO/H1 10 3HOMKH Ta iH(porpadiky.

[ToctmonepricTnyHi TeHAeHIT XX CT. BIUIMBAIOTh HA CTUMYJIAIIIIO IHTEPECY MPEACTABHUKIB CYIaCHOTO
YKpPaTHCBKOTO TEJIEMUCTELTBA 10 YyTTEBUX MEPEKUBAHb JIFOAMHU Ta (JOPMYBaHHS OHTOJIOTTYHHX aCTEKTiB OyT-
TS1 0COOMCTOCTI B IIPOCTOPI TelIeOa4eHHs, aKTHBHOT'O BUKOPHCTAHHS CIIPOIIEHIX XYJA0KHIX MOJIeIIEH 1 KITYeBUX
KOHCTPYKLiHl 3 METOIO MOCUJICHHS BIUIMBY Ha OyJ€HHY CBiZIOMICTb IUIsiiaya, MOJIETIIECHHS CIPUHHATTS TBOPY
TENIEMHUCTELTBA, 3a0€3MeUeHHs IICUXOJIOTTYHOTO PeJlakcy, 3HATTSA HEPBOBOTO HATPY)KEHHS Ta 3arajJbHOT0 eMO-
uiitaoro xomoprty.

Pozymitoun oKyapamy siK TBip TEJIEBI3iIHHOTO MUCTEITBA, OCHOBOIO SIKOTO € pealibHa JpaMaTHYHa MOIis,
mpore (akTOJOTiYHA OCHOBA JOCIIHKYETHCS B TPOIEC] MOETHAHHS NOKYMEHTAIBHUX 3HOMOK Ta MpHUHOMY
peKoHCTPYKIii (XymoXKHS (opMa i3 3aJydeHHSM ITPOBHX €IMi30/1iB), 1HOJI 3a JOMOMOTOI0 BEIy4Or0, MOXXEMO
CTBEPDKYBATH, L0 TBOPYA CHEPTisl JOKYIpaMH HMOPODKEHA Pi3HOPIIHICTIO MOTEHLIaNIB JOKYMEHTY M mocra-
HOBKH.

BucHosku

JlocmimKeHHsT BUSBIIIO, IO B TPOIECI PO3BUTKY BITYH3HSHOI TOKyApaMU BHUKOPHUCTOBYIOTHCS IMHPOKI
MOYKJIMBOCTI CIIEHIYHMX TEXHOJIOTiH BiIECOMOHTAXXY Ta TOCTHPOIYKIIii, IPOTE TBOPIIi BUSBISIOTH OCOOIUBY BH-
MOTJIUBICTh Y BHOOPI 3ac00iB, OPTaHIYHUX TS XyJOKHBOT MOBHU (ibMiB. BUKOpUCTaHHS BiZICOMOHTaXY Ta
KOMIT IOTEPHUX Bi3yalbHUX €(PEKTiB MOXKHA TTO3ULIIOHYBATH SIK BUPa3HUI IHCTPYMEHT JIJIsl CTBOPEHHS LU (pPO-
BOTO XPOHOTOIIY», IO 3/1aT€H PO3KpUTH (Pistocodito JOKyMEHTaIbHOI JpaMH Ta IPUBHECTH B HET BIpTYaJIbHICTb.

TenpeHmii eBOMONIT yKpaiHCHKOI TOKyApaMy B KOHTEKCTI mporecy iH(oTeHHMeHTH3aNii TeleMHUCTeTBa
3aCBIIYYIOTH 3aTBEP/KCHHS IEMOKPATUYHOT €KPaHHOI MOBH, 3BEPHYTOT JI0 IMUPOKHX TISAAIBKUX Mac, 1 BOJHO-
gac nmocuiieHHs ¢inocodchkoro 3ByIanHs TBOPiB. CHOTOHI TPOIIeC TOEAHAHHS PI3SHOMAHITHUX TOJSIPHUX TI0-
3ULIH TEeIeA0KYMEHTAIICTUKY 30araqye IMOeTHKY TEIEMHUCTEITBA, 1110 YMOXIIUBIIIOETHCS CIICLU(IKOIO0 €CTETUKU
BiZICO Ta MOTYTHIMM TE€XHOJIOTTYHUMH 3JaTHOCTSIMU CTBOPIOBATU CKIAIHI «(piTocoOPChbKi» IPOCTOPOBO-4aCOB1
KOHCTPYKLii 3aco0amu 3HOMOK, KOMIT FOTEpHOT0 00poOJIeHHsT MaTepiany Ta BUpaKaJlbHUX 3aC00IB MOHTAXY.
Ha namy mymky, mporiec rio0aiizaiii Ta KOHBEpIreHIliT MPUIOMIB 1 METOJIB TEJIEBI31HHOT TOKYMEHTATICTUKA
i iHdoTeiiHMeHTY, B3a€MOIIT Ta B3a€EMONIPOHUKHEHHS PI3HOMAaHITHUX BepOaTbHUX Ta HEBEpOATbHUX XapaKTe-
PUCTUK y HaWOMMKINH Jac mepeie 3 KiTbKiCHOTO B sIKICHE.

OnHi€ro 3 XapakTepHUX TEHJCHIIII MOAABINO] iHGOTEHHMEHTH3AIlT TeJIEeMUCTENTBA B KaHPI JTOKYIpaMu
CTaHe TBOpYA iHILiaTUBa IIAJa4a Ta HOro IMparHeHHs 10 IHTEPaKTUBHOCTI 3 METOIO IIPUBHECTH BIaCHE TBOPYE
Hayaso B IPOLEC CTBOPEHHS (PiyibMy (HANpUKIIa, MPOIOHYBaHHS BIACHUX BapiaHTIiB Bi3yaJbHOTO a00 My3H4-
HOTO PIllICHHS] EKPAHHOTO TBOPY, CIO’KETHUX XOJIiB Ta iH.)

[lepcriekTHBY MOAAIIBIINX JOCIKESHB IOJIATA0Th Y ICTAJILHOMY aHalli31 TeHICHIIIN 1HQOTeHHMeHTU3 a1
BITUM3HSHOTO MeJianpocTopy Ta crienuiky peanrizamii npuidoMiB 1 MeToiB iHQOTEHHMEHTY BiJIIOBIIHO 10
YKaHPOBOI CcIIenn(DiKU TENEBI31ITHOTO KOHTEHTY.

Cnucok BUKOPHCTAHUX JKepet
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Llenbto cTarbu SBJISETCS BBISIBIEHUE CrieNU(UKK TpaHCHOPMAIMOHHBIX (POPMOOOpPA3yOIINX MPOIECCOB YKPAHHCKOTO

tenerckycerBa XXI Beka Ha IpUMepe KaHpa JOKyMEHTaJIbHOW JpaMbl B KOHTEKCTE IOCTMOAEPHUCTCKUX TeHAEHIUH. MeTobl
nccnenoBanus. [IpuMeHeHbl aHATNTHYECKUH 1 HCTOPUKO-KYJIBTYPHBIH METOABI ([UIsI OCMBICIIEHHS TIporiecca (hOpMHUPOBaHHS
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U CTaHOBJIEHNS MHPOTEHHMEHT B KOHTEKCTE CHEIM(PHUKH OTEUECTBEHHOTO TEJIEBU3HMOHHOTO MPOCTpaHCTBa Hadanma XXI B.),
KyJIBTYPOJIOTHYECKHH METO (JU1sI BRIPAOOTKH HEOOXOAMMOTO B3IIs1/1a HA COBPEMEHHOE YKPanHCKOE TEJIEUCKYCCTBO, CIIEU(UKY
peau3ayy MoCTMOICPHUCTCKOM KOHLIETIIMK B MEJIMIHOM IIPOCTPAHCTBE, MPOOJIEMATHKy MacCOBOW KYJIBTYPbl M MaCCOBBIX
KOMMYHUKaIMiT), METOZ MCKYCCTBOBEIUECKOTO, KOHIENTYaJbHOTO M KOTHHUTHBHOIO aHAJIW30B, KOTOpHIE COACHCTBOBAIM
OCMBICJICHUIO TIPOOJIEMAaTUKH KOHIICNTYaJIbHOW penpe3eHTalnl HHPOPMALOHHO-Pa3BIeKaTeIbHON IO/Ia4d MaTepHhaa
B COBPEMEHHOM YKpanHCKOM TenenckyccTBe. Hayunas HoBusHa. [IpeanpuHsaTa MOMbITKA ONMPEeTUTh CICHU(UKY SCTETUKH
YKPaHHCKOH IOKyMEHTaJIbHOM JpaMbl B KOHTEKCTE HH(POTEHHMEHTH3AIIN OTEUECTBEHHOT'O TEICHCKYCCTBA, A TAK)KE OTIPE/IETTNTh
€e OCHOBHBIE Xy/IO’KECTBEHHO-OOpa3HbIE M TEXHOJIOIMYECKHE OCOOCHHOCTH. BBISBIEHBI MpOOIEMBI M OXapaKTepPH30BaHBI
TIEPCIIEKTUBBI TaIbHEHIIIETO Pa3BUTHSI HOBOTO XaHPOBOTO 00pa30BaHMsI COBPEMEHHOTO TeJIeNCKyccTBa. BriBozbl. B mporecce
Pa3BUTHS OTEUECTBEHHON JOKYAPAMBI UCIIONB3YIOTCS IIUPOKUE BO3MOXKHOCTH TEXHOJIOTUH BUACOMOHTaKa U MOCTIPOLYKIHH,
OJIHAKO CO3JIaTeNN MPOSIBISIIOT 0CO0YI0 TPeOOBATEILHOCTD B BHIOOPE CPEACTB, OPraHWYECKUX JUISl XYAO0KECTBEHHOTO SI3bIKa
ux (GuibMoB. Vcronp3oBaHne BUICOMOHTAKA W KOMITBIOTEPHBIX BH3YalbHBIX Y()(EKTOB — BBIPA3UTEIbHBIE HHCTPYMEHTHI
CO3IaHUA «IH(POBOrO XPOHOTOIA, KOTOPBIH CIIOCOOEH PaCKPhITh (PHIOCOPHIO JOKYMEHTAIBHOM JpaMbl M IPHBHECTH B HEe
BUPTYaJIbHOCTh. TEHACHIMHU BOIOLUH YKPANHCKON JOKYMEHTAIBHON ApaMbl B KOHTEKCTE Ipoliecca HHPOTEHHMEHTH3ANN
TEJIEHCKYCCTBA CBUJICTEIHCTBYIOT 00 YTBEp)KACHUM IEMOKPATHYECKOTO SKPAHHOTO SI3bIKA, OOPAIIEHHOTO K IIMPOKUM
3PUTENIBCKUM MaccaM M OZHOBPEMEHHO YCHJICHHH (uiIoco(CcKoro 3BydaHus npousseneHuil. [To HameMy MHEHHIO, TIpolece
100aNu3aiy 1 KOHBEPTCHIIMHU TPUEMOB U METO/IOB TEJICBU3HOHHON IOKYMEHTAIMCTUKH ¥ MHPOTECHHMEHTA, B3aUMOJICHCTBHS
U B3aMOIPOHUKHOBEHHS Da3IMYHBIX BEpOAbHBIX M HEBepOAJBHBIX XapaKTepUCTHK B Omikaiiliee BpeMs mepeiner u3
KOJIMYECTBEHHOTO B Ka9€CTBEHHOE.

Kniouegvie cnosa: coBpeMEHHOE yKPAHMHCKOE TENIEUCKYCCTBO; JOKyMEHTaJIbHAS ApaMa; HHPOTEHHMEHT; TOCTMOJICPH;
TEXHOJIOTHH; METO/IBI

TRANSFORMATION OF ARTISTIC | Krystina Chorna
FORMS OF UKRAINIAN DOCUDRAMA | Lecturer,
IN THE CONTEXT OF POSTMODERN | Kyiv National University of Culture and Arts,
TRENDS | Kyiv, Ukraine

The purpose of the article is to identify the transformational form-creating processes of the Ukrainian television
art of the 21st century on the example of the genre of documentary drama in the context of postmodern trends. Research
Methodology. The following methods have been applied in the article: analytical and historical, cultural methods (to understand
process of infotainment formation and development in the context of the Ukrainian television space at the beginning of the
21st century), cultural method (to develop the necessary view of the modern Ukrainian television art, the special feature of the
postmodern concept implementation in the media space, the issues of mass culture and mass communications), the method
of art history, conceptual and cognitive analyses, which contributed to the understanding of the conceptual representation of
information and entertainment presentation of material in the modern Ukrainian television. Scientific Novelty. The article
presented an attempt to determine the peculiarity of the aesthetics of the Ukrainian documentary drama in the context of
infotainment of domestic television, and also to demonstrate its main artistic, figurative and technological features; to identify
challenges and prospects for further development of a new genre of the modern television art. Conclusions. In the development
of the domestic docudrama, wide possibilities of video editing and post-production technologies are used, but the creators are
particularly demanding in choosing the means that are organic to the artistic language of films. The use of video editing and
computer visual effects is an expressive tool for creating a “digital chronotope” that can reveal the philosophy of documentary
drama and inject it with virtuality. Evolution tendencies of the Ukrainian documentary drama in the process of infotainment of
television art give evidence of the establishment of a democratic screen language aimed at a wide audience, and at the same
time of the strengthening of the philosophical sound of works. In our opinion, the process of globalization and convergence
of techniques and methods of television documentary and infotainment, interaction and interpenetration of various verbal and
non-verbal characteristics in the near future will have transition from quantity to quality.

Keywords: modern Ukrainian television art; documentary drama; infotainment; postmodern; technologies; methods
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Merta crarti — BUSBUTH ChenuQiky peamizamii OCHOBHHX TEXHOJIOTIYHHX 1 XYIOKHBO-OOpPasHUX OCOOIHUBOCTEH
€CTeTHKH MOCTMOJIEPHI3MY B YKpaiHCHKOMY HapOTHO-CIeHiYHOMY TaHIi XXI cT. MeTonomnmoris 1ocmimKeHHA. 3aCTOCOBAaHO
KyJBTYPOJIOTIYHIIA METOI, SKUH OCTIPHSAB BUPOOICHHIO BiIMIOBITHOTO MONISAAY Ha HAPOTHO-CIIeHIuHy Xopeorpadito XXI cT.
1 peamizamifo B Hilifi KOHICMI[I MOCTMOJCPHI3MY; METOI MHCTEITBO3HABYOTO aHANI3y, IO JaB 3MOTY JOCIIIUTH HAMpsSIM
CTHJII3aLlii HAPOJHO-CIICHIYHOTO TAHIIO K YHIKIbHUH YMHHHUK KYJIBTYPH TOCTMOAEPHY; TJICKTHIHUN METO/I, 3aB/ISIKH STKOMY
3’5ICOBAHO B3a€EMO3B’SI30K COLIOKYJIBTYPHHX Ta COLIOMUCTEI[LKUX YMHHUKIB PO3BUTKY HapOIHO-CLIEHIYHOTO TaHIIO; METOJ
JIIaXpOHIYHOTO aHAIII3y TIOCHIPHSB BUSBJICHHIO TPAAULIIITHUX 1 HOBATOPCHKUX 3aC001B BUPA3HOCTI HAPOIHO-CLIEHIYHOTO TAHIIHO.
HaykoBa HOBHM3HA. Yrepine B yKpaiHCBKOMY MHCTELTBO3HABCTBI NMPOAHAJI30BAHO CydYacHI TEHACHIIII B €BOMIOLI HAPOTHO-
CIICHIYHOTO TAHIIO KPi3b NMPHU3MY KYJABTYpPH MOCTMOACPHI3MY; EKCTPAIoIb0oBaHO (PITOCOPCHKIIA KOHIENT MTOCTMOACPHIZMY
Ha Taxy3b HAPOJHO-CIICHIYHOI XOpeorpadii; BUSIBICHO CHEI(IKy €CTETHKH TTOCTMONICPHI3MY, a TaK0XK BH3HAYCHO OCHOBHI
TEXHOJIOTIUHI Ta XyIOXKHBO-00pa3Hi 0cOONMBOCTI 11 peaiizalii B KOHTEKCTI PO3BUTKY YKPaiHCHKOTO HapoOHO-CIEHIYHOTO
tanmo XXI cr. BucHoBky. BusiBieHo, 1110 B MexKax IOCTMO/IEPHICTCHKOT ITapaiMrMy HAPOIAHO-CIIEHIYHHUI TaHelb MiJIaeThCs
criennivHIN JeCTPYKLIT; CIOCTEPIraeThcs Tak 3BaHe PO3MUBAHHS LIIHHOCTEH. BIUIMB €CTETHKU NOCTMOIEPHI3MY MPOSIBISETHCS
y: IPUMHOXEHHI 00pa3iB; MOCHJICHH] TBOPYOTO CAMOBHPAKEHHSI Ta YBAarl YKpalHCHKUX OasieTMeicTepiB-II0CTaHOBHUKIB JI0
BHYTPIIIHBOTO CTaHy TsAma4a (I[IeCIIpIMOBaHIN eMOIIIHHIN BIUIMB); 3MIIIEHHI aKIEHTIB 31 CKIATHAX XYIOKHIX MOIenen
Ha TIPOCTi KOHCTPYKII1 3 METOIO TOCHJICHHS €CTETHIHOTO BIUIMBY; YCKIIaJHEHH] aCOLIaTHBHOTO W METahOPUIHOTO ACTICKTIB
MOBH XopeorpadiqHoi ITOCTaHOBKH; BHKOPUCTAHHI TEXHOJIOTIH aynialbHOI Ta Bi3yaJbHOI IpH; 30araueHH] CEHCOBO-3MiCTOBUX
ACIEKTIB aPXCTUITHNX YSBIICHb.

Kniouosi cnosa: HapoOJHO-CIEHIYHUI TaHElb; TOCTMOIEPHI3M; ECTETHYHHHI BIUIMB; MOETHAHHS TPAAULIH; Bi3yalbHa
rpa; eKJIeKTU3M

Beryn

Ha cyuacnomy erani xopeorpadidna KynbTypa YKpaiHH MepekuBae CKIaIHUH 1 CyNepewInBui mepion
po3BuTKy. [louyaTok enoxu MOCTMOACPHI3MY Ta PO3BUTOK TEXHIYHUX 3aCO0IB CTaIM KaTaai3aTopaMd BHHHK-
HEHHS HOBMX BH/IIB, YKaHPIB 1 HAMPSIMIB MUCTEITBA, 1[0 CIIPHUSIOTH IIEPEOCMHCICHHIO i TpaHcdopMmariii o0pasy
JKUTTS 1 IYMOK cycrinbcTBa. HoBa q00a BIutMHY A W Ha PO3BUTOK XOpeorpadiqHOTo MUCTEIITBA, IO TTOB’ sI3aHe
3 TEH/ICHIIISIMU COIIOKYIIBTYPHOTO XKHTTS 1, IK OyIb-SKHi iHIIWH BUI MUCTEIITBA, € CBOEPITHUM iHIHKATOPOM,
10 PO3KPHUBA€E OCHOBHI MPHUHIIUIHN iCTOPUKO-KYJIBTYPHOI I00W He JIHIIe BiTOOPaKEHHSM KHUTTS CYCITiIbCTBA,
a i MOT'YTHIM 3acO00M BILIMBY Ha (i10cOPCHKO-CBITONISAHI 3acaan OyTTsI JIOIUHH.

Ha nmouarky XXI cT. €BOJIIOIiSI HAPOIHO-CIICHIYHOTO TAHIII0 BU3HAYAETHCS JIMHAMI3MOM PO3BUTKY 1 CTa-
HOBJICHHSIM HOBHX HAIpsIMiB, YBIMIIOBIIA B KOHTEKCT CYy4aCHOTO CIEHIYHOTO MHUCTEITBa, IOCTYIIOBO HAOY-
BalOYM HOBATOPCHKUX CTHIIICTUYHHX, (POPMOTBOPUMX, CMUCITIETBIPHUX Ta IHIINX O3HAK 32 YMOBHU 30€peKEeHHS
BCIX paHime cpopMoBaHUX XapaKTepucTHK. CHLOTOMHI HApPOTHO-CIICHIYHWM TaHENb € HE JIUIIC perpe3eH-
TaHTOM (DOJTFKIIOPHOTO TAHINIO SK ONHIET 3 HaWAABHIMNX (OPM TOMIMPEHHS, 30epeKeHHs i BioOpakeHHs
LTICHOCTI YKPaiHChKOI TpajMLiHOI KYJIBTYypH, ICTOPUYHOI J00M Ta crneun(ikd XapakTepy €THOCY, BHIOM
XyAOKHBOI KYJIBTYpH, 1[0 PO3KPHUBAE MIMOOKUH 3MICT COLIaNbHOTO OyTTS 3aBISKH OCMHCICHHIO HAI[iOHAJIb-
HOTO KOPiHHSI Ta BiAPOLKEHHS Tpaauiid. OcHOBHA (DYHKLiSl HAPOIHO-CIIEHIYHOTO TAHIIO MOJISITAE B TOMY, IO
BiH NIPE3CHTYE CydYacHEe MUCTEIITBO, aKTyaJIbHE XY/I0KHE BUCIOBIIOBaHHSA. CaMe 11e i akTyai3ye 70 CTiHKEHHS
HapOIHO-CIEHIYHOTO TAHITIO0 B KOHTEKCTI KyJIBTYPH IOCTMOJIEPHI3MY.

© boiiko O. C., 2020
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B ykpaincbkomy Ta 3apyOiKHOMY akageMiYHOMY BHUMIpi JEsKi aclieKTH O3HAYeHOTO THUTAaHHS MHC-
TETBO3HABII YacTKOBO po3risiHynu: I. I'ytauk (2009) — y my6mikarii «/lo mpodinemu crumizaliii HapoiHo-
TO TaHIIO» JOCIIHHI MMPOAHAJi3yBaia 0COOIMBOCTI CTUIII3allii HAPOAHOTO TAHIIO B JUHAMII PO3BUTKY
TaHIIOBAJILHOTO MUCTELTBA 3a 100K moctMmoaepHismy; L. Ilicknosa (2015) B crarTi «OcobmuBocti 00poOKu
TaHIIOBAJILHOTO (POJIBKIOPY (Ha MPUKIIAI Cy4aCHHX MOCTAHOBOK)» 3IIMCHIOE CIPO0Yy OKPECIHMTH MPOBIiJI-
HI TEHJCHII1 CTBOPEHHS XOpeorpadiuHnX HOMEPIB Y KOHTEKCTI MPOOIEMaTHKH HAI[IOHAFHOI 1I€HTHYHOCTI;
A. Tlonskosa (2017) B myOmikarii «”Taxers moctdonak™: 10 TOCTIIKEHHS] OMHOTO 3 (PEHOMEHIB CyJIacHO-
TO TaHIIO» PO3IIsSAac CHenudiKy CHHTE3y, KOMIUIAIII Ta Koiadopallii TEXHIKA Cy4acHOTO TaHIIIO 3 eJle-
MEHTaMH HapOJIHOrO TAHIO, aKLEHTYIOUH, 110 el CHHTe3 30arauye oOpa3sHO-XydOKHI CTPYKTYPH TaHLIO
ChOTOJICHHSI €Hepric€lo Ta BiTalbHICTIO TaHIIO QonbkiaopHoro (c. 425); b. Kypr (Kurt, 2013) y HaykoBii
po3Bifii «'i0puiHa ecTeTHKa» HapOIHO-CIIEHIYHOTO TaHII0 B TypeyurHi OCMUCIIOE CydacH] XyJ0XKHI M-
XOJIU Ta BITOOPasKEHHS PI3HUX JUCIUILIIH 1 TOCTAHOBOYHUX TEXHIK 3apYOKHUX TAHIFOBAJIBHUX KOJICKTHBIB
Yy HapOIHO-CIICHIYHOMY TaHIIi Ta iH.

AHaJi3 0CTaHHIX HAyKOBUX JOCIIKEHb YKPATHCHKUX Ta 3apyOi’KHUX KyJIBTYpPOJIOTIB 1 MUCTEIITBO3HAB-
LiB 3aCBiauye, 110, HE3BAKAIOUM HAa aKTHBHY yBary 0 MpoOJeMaTHKU HApOJHO-CLEHIYHOTO TAHLO KiHIIST
XX — nouarky XXI CT., MUTaHHS BIUIUBY KYJIBTYPH ITOCTMOJICPHI3MY Ha MPOBIJHI TEHACHLIT HOTO PO3BUTKY
JIMIIAETHCS. HEJOCTaTHHO BHCBITICHUM.

HaykoBa HOBU3HA CTaTTi NOJSITa€ B TOMY, IO BIIEPIIE B YKPaiHCHKOMY MHCTEHTBO3HABCTBI MPOaHaTi-
30BaHO Cy4JacHI TCHJCHIII B €BOIOIII HAPOAHO-CIIEHIYHOTO TAHINIO KPi3b MPU3MY KYJIETYpU TTOCTMOIEPHI3-
MY; €KCTParnoias0BaHo (HiTocoChbKUii KOHIIETIT TOCTMOIEPHI3MY Ha rajTy3b HapOTHO-CIIEHITHO1 Xopeorpadii;
PO3MISIHYTO M y3arajbHEHO TEHACHLIT PO3BUTKY HAPOAHO-CLEHIYHOTO TAHLIO0 B Cy4aCHOMY COLIIOKYJIBTYPHO-
My MPOCTOPI; BHUSIBICHO CIIENU(DIKy €CTETHKH IMOCTMOJIEPHI3MY, a TAKOXX BH3HAUYEHO OCHOBHI TEXHOJIOTi1UHI
Ta XyJ0KHb0-00pa3Hi 0coOMMBOCTI i1 peaizauii B KOHTEKCTI PO3BUTKY YKPaiHCHKOIO HAPOIHO-CLEHIYHOTO
taamo XXI ct.

Merta crarTi

Merta nocHiKeHHs NOJISrae y BUSIBICHHI BIUIMBY KyJbTYPH IIOCTMOJAEPHI3MY Ha TE€HACHLII PO3BUTKY
YKpaiHCBKOTO HapOAHO-CLUEHIYHOTO TaHLio XXI CT.

Buxnan marepiany gocaimkeHHst

HaponHo-creHIYHMN TaHeLb SIK SBUILE XYIO0XKHbOI KyJIbTypH PO3BUBAETHCS B KOHTEKCTI IIPOLECIB, 110
BiIOyBalOTHCS B COMIOKYIBTYPHOMY KHTTI Ta BIIOBITHO /10 TAHIBHUX XyAOKHBO-ECTETHYHNUX TIPUHITATIAM.

Ha nymky T. BonkoBoi ta iH. (2016), He3Baxkaroun Ha Te, 0 (istocodist i MUCTEITBO € JBOMA Pi3HUMU
croco0amu IMi3HaHHS CBITY Ta CaMOCBI1IOMOCTI JTroauHH ((isocodist 0azyeThes Ha panioHaAILHOMY MUCIICHHI
1 JIOTiIi, @ MECTETBO TOCTAE SIK CIIOCIO IHTYITHBHOTO MPOHUKHEHHSI B HE3BiJaHE Ta BTIICHHSM M€l iHTYIIi1
B XyJOXHBOMY 00pa3i), y Cy4aCHOMY CYyCIJICTBI KOPJIOHU MIX Tajly3siMd MHUCJICHHS PO3MHBAIOTHCS, BiJI-
MOBIHO B 100y MOCTMOEPHI3MY BCI Tajty3i JIIOACHKOT TBOPYOCTI CTAHOBJSATH COOOI0 €IMHUN MacIITaOHUN
KynbeTypHHH 1act (c. 107).

Hapoxnwmii Ta akameMmiuyHuil TaHelb 3 Mo4aTky XX CT. B3a€MOJOIOBHIOIOTHCS 1, SIK CKJIATHUKHA MUC-
TELTBA TaHIIIO, CIJILHO 30araqyloTh 3arajJbHUN PO3BUTOK Xopeorpadiunoro MucrenTna. JlocsrueHHs piBHO-
Baru MK CIICHIYHOIO MPAKTHKOIO Ta ()OPMaMH 1HTEIEKTyaJbHOIO CAMOBHPaKeHHs XopeorpadiB MoB’s13aH1
3 ICTOPUKO-KYJIBTYPHHUM Ta (Hi71I0CO(PCHKO-€CTETUYHIUM KOHTEKCTOM PO3BUTKY CYCIILIBCTBA.

CraHOBJIEHHS YKPaiHCHKOTO HAPOJHO-CIIEHIYHOTO TAHIIIO BiIOYBaOCS B €MOXY MOJCPHI3MY, JJISl SIKOTO
XapakTepHe MOPYIIeHHS KIACHYHUX 00pa30TBOPYMX (POPM, HOBATOPCHKI METOM i YTBEPIKCHHS PaTUKAIIb-
HUX XyHOXKHIX MPUHIINITB. OCHOBHOIO TCHIEHITI€f0 OyIra mpodecionaizamis Ta akaaeMizalis (poIpKIOpHOTO
TAHIIIO 32 YMOBH 30€pEKEHHSI €JIEMEHTIB TaHLIOBAJIBHOTO MEPILOPKEPENa, 10 CTAI0 KaTali3aTopoM eKcIie-
PUMEHTAIBHOT JisUIBHOCTI MPOBIIHUX YKPailHCHKUX TaHLIOPHUCTIB 1 OaleTMENCTepiB y IMOMIyKax HOBATOP-
CbKHX 3ac00iB xopeorpadiunoi Bupa3HocTi. Hanpsim po3BUTKY JEKCHKHM HapOAHO-CLIEHIYHOTO TaHLII0, PO3-
LIMPEHHS MJIACTUYHUX OPM Ta XyH0KHbO-00pa3HOT MaNiTPH BU3HAYMIIN Pi3HOMAaHITHI IPUHOMH CTHITI3alil
3aBJISIKM CUHTE3Y JIOKAIIbHOI TAHIIOBATBHOT MOBH YKPATHIIIB, EJIEMEHTIB KJIACHYHOTO TaHIIIO, TPIOKIB, PUTMO-
IJJACTUYHUX aKIIeHTIiB, maHToMiMu Ta iH. (CranimeBcbkuii, 2003, c. 180). Kparmi 3pa3ku HapogHO-CIIEHIYHOT
xopeorpadii Apyroi nojgoBuHA XX CT. BUPIZHSIIACSA MIITHOIO JPaMaTyprigHOIO OCHOBOIO KOMITO3UIIiH, TOBHO-
LIHHAM PO3KPUTTAM 1IEHHOTO 3MICTY Ta XyIOKHIX 00pa3iB.
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Hanpukiam XX — xa nmoyarky XXI cT. TeHA€HIIIT €BOIFOIIT HAPOIHO-CIIEHIYHOTO TaHITIO MToYaia BU3HAYA-
TH KyJbTypa MOCTMOJIEPHI3MY, BATOMHM SIBHILIEM SIKOTO € Tyio0auizamis. JlocmiqHiuKy BU3HAUaIOTh T100atiza-
LiIO SIK «IIPOCTOPOBO-4AaCOBE CTHCKAHHS: T€, SIK CBIT 3JA€THCS 3BY)KY€ETHCS I11]] BIUIMBOM HOBUX €JICKTPOHHHUX
3ac00iB MacoBoi iH(opMallii, TAaKUX SIK CYITyTHUKOBE TesieOaueHHs Ta [HTepHeT, 10 CIpUsIOTh NOMNPEHHIO
COLIIAILHUX MEPEeXk, CTOCYHKIB y uaci i mpoctopi» (Kurt, 2013, p. 26). b. Kypr (Kurt, 2013) akuenTtye, 1o
CTHCHEHHS 4acy Ta MPOCTOPY MPHU3BOAMTH /10 TICHOTO KOHTAKTy 00pa3iB, 3HaU€Hb, CIIOCO0Y JKUTTS, KYJIbTYp-
HUX TPAKTHK, SKi 32 1HMMX 00CTAaBWH 3aJHUIIMINCSI O PO3AUICHIMH 9acOM i IMMPOCTOPOM, BUKIIMKAIOUN TIEB-
HY OJHOPIIHICTh KyJIBTYPHOTO OCBiy a00 CYNPOTUB HA 3aXUCT MOIMEPEIHHOTO CIIOCOOY KUTTS — 3MIlIaHHS
KYJBTYD, 110 BUpOOIIsie hopMu «riOpuausamii.

VY KOHTEKCTI IBOTO AOCHIPKEHHS BaXIUBUM € BH3HaueHHs rmobainizauii J. Cropest (Storey, 2003) sik
«rpotiecy Tidpuan3alii, o mopoKye rodanbHuil Meiaamk» (p. 113). HaykoBels Harosolnye, o riodati-
3allil0 He MOJKHA 3BECTH JI0 MPOIIECY EKCIIOPTY «OAHAKOBOCTI» a00 rOCTOIapioBaHHs TI00aNbHOT KYIBTYpH,
OCKUTBKH 3MIIIAJIUCS MICIIEBI Ta TII00aIbHI KYJIBTYpPH 3 YCHOTO CBITy. BilMOBITHO, T€, IO BBAKAETHCS «MiC-
LIEBUM) 1, BIIMTOBITHO, «ayTEeHTUYHUM», HE MOYKE MaTH (hiKCOBAHOTO 3MiCTy, BOHO MOYKE 3MIHIOBAaTHCS Ta MO-
TUQIKyBaTUCS B Pe3yNbTaTi OPraHivHOTO BUKOPHUCTAHHS IMITOPTOBaHUX KyJIBTYpHUX IliHHOCTEH (Storey, 2013,
pp- 107-108).

CdhopmyBaBIIMCH B yMOBax BHYTPILIHBOT 130715111 B/l BIUTMBIB 3aXiHOT KyIBTYpH, 31 3100y TTSM He3aJIeK-
HOCTI YKpaiHa 3Ha4uHO MOCUJIMJIA IHTErPyBaHHS B HEOJIIOEpalibHy CHCTEMY Ta CBITOBY KYJIBTYPHY 1HICTPIIO.
[MoctynoBo BinOyBasnmcs TpanchopMalliiiHi NpolecH B €CTETHYHIM Mojeni HapoJHO-CICHIYHOTO TAaHITO.
JlOCITTHUKY HArOJIONTYIOTh Ha TOMY, IIIO MIKKYJIBTYpHA 1HTETpaIlis MOCIpHsiia BUPOOICHHIO HOBAaTOPCHKHX
(hopM amanTyBaHHA aBTEHTUYHOTO YKPAiHCHKOTO TAHITIO /IO YMOB, y SIKHX MacOBO TMOIYJSPHU3YEThCA 3aXiTHa
TaHIIOBaJIbHA KyJbTYpa i cyyacHuil Tanens (Ilickiosa, 2015, c. 69). Cueniuni komno3uuii, 30KpeMa, BUpi3-
HSIIOTBCA: TIPOCTUM Ta YHIBepCaJbHUM OIOBIIaHHSM; €CTETHKOIO MOPHIHOTO TaHIIIO, Y SIKOMY BTiJIEHO Oarato
PI3HUX TaHIFOBAJIBHUX TEXHIK 1 TPaJHUIIN Bl HAPOJHOTO (DOJIIBKIIOPY JO €IEMEHTIB JKA30BUX, CYyYaCHUX Ta
IHIIMX TAHIIIB; CTHJII30BaHE BUKOHAHHS HAPOIHOTO TAHIIIO; BUCOKHUI PiBEHb CHHXPOHHOCTI BUKOHAHHS; e(heK-
THE BUKOPHUCTAaHHS TEXHIYHUX 3aCO0IB.

dinocodist, ecTeTka # KyJabTypa MOCTMOAEPHIZMY — KOMIDICKCY HAIpsMIB, 00 €THAHUX CITUTBHUM
CBITOIVISTHAM 0a3MCOM SIK CKJIaJHOTO (DEHOMEHY, M0 He Ma€ 9YiTKOi i/1eoyoriyHol miarGopMu, Ha Mexi
XX — XXI cr. 3niiicHAIa 3HAYHUHN BIUIMB Ha PO3BUTOK HAapOJHO-CLEHIUHOI Xopeorpadii, 30kpeMa CTOCOBHO
3MIIIEHHS aKLIEHTIB HA PO3BaXKAJIBHICTh Ta BUAOBHUILHICTH IOCTAaHOBOK.

VYKkpalHChKi JTOCIITHUKH KOHCTaTYIOTh, III0 HAa Cy4aCHOMY €Tarl TPaaullil TaHI[IOBATBHOTO (HOJIBKIOPY
3HAXOMATHCS B MPOIIEC] aIanTallil 10 JUHAMIKYA TEXHIYHOTO MPOrpecy, 30KpeMa uepe3 BUKIUKaHI HUM TPaHC-
(dhopmarii TIIAANBKAX 3aMuTIB (HAIpUKIIA, moao BizyansHux edekrin) (Ilickmosa, 2015, c. 64). 3a crocre-
pexxennsamu . 'ytauk (2009), hopMyBaHHS 03HAK MOCTMOAEPHI3MY, TaKUX K PO3MAITTS (DOPM 1 HaIpsMiB,
BH/IOBHIIIHICTh, B3A€EMOIPOHUKHEHHS PI3HUX CTHIIIB, TOCKIMIO yBary mo cruiizamii (c. 251). Jocminaukn
BH3HAYAIOTh CTHUJII3alli0 SIK HABMHCHE BUKOPUCTaHHS (POPMaJIBbHUX O3HAK Ta 0Opa3HOi CHCTEMHU IIEBHOTO CTHU-
JII0, y’KE BIZIOMOTO B iCTOpIi CBITOBOiI KYJIBTypH, B HOBOMY KOHTEKCTi, IO BiAPI3HIETHCS BiJ TpaIuliiHOTO,
AKLECHTYIOYH, 1110, HA BIMIHY BiJI iMiTallii Ta miaApOOKH, CTHIII3AIII0 HE MOXKHA YSIBUTH SIK ITPArHEHHSI JIO T10-
BTOPEHHSI, KOIIIOBaHHS OpHUriHaNBHOI popmu ([amkosa Ta iH., 2000, c. 49).

Heabuske 3Ha4eHHS B MMOCTAHOBKAX HAPOTHO-CIICHIYHOTO TAHIIO Ha0yBae CIOKETHE OOTPYHTYBAHHS
CTHIII30BaHOi (OpMH, IO HAJa€ MEBHE CIPSIMYBaHHS aCOMiallisiM Ta KOHKPETU3ye iX. 3po3yMinuil mismgaqy
CIOKET, 1[0 He Mi/UIArae JeKOIyBaHHIO, BITIYTHO 3HMKYE CHITY €MOIIIHOI peakilii, a iHO/i MOMEHT «TPH»,
Tearpaiizalii He BUHHKA€E 30BCIM, OCKUIBKU AJIS JIIONWHHM, SIKa HE Mae€ YsBICHHS MPO Mpoolpa3 cTuitizarii,
TaHelb 3aJMIIUTHCS HEe3po3yMinmuM. BinnmoBigHo cydacHa cTuilizoBaHa (opMa HapOAHO-CLHEHIYHOTO TaHIIO
B ACMEKTI TEMaTHYHUX YIOJ00aHb BUXOAMTH 13 3aralibHOi yBAard JI0 MEBHUX SBUII KYJIBTYpH, Oepe 32 OCHOBY
3arajJbHOBIOMI MOTHBH 1 CIOYKETH.

OpHiero 13 TEHACHININ Cyd4acHOTO HApOMHO-CIICHIYHOTO TAaHIIIO, JDKEPEIaMU SIKOi € TTOCTMOIEPHICTChKA
(himocodist KymbTypH, € 3BEPHEHHS 10 Ka3KOBUX, Mi(DOIIOTIYHIX CIOXKETIB (CIOKETIB 3 YKPATHCHKUX HAPOIHHUX
Ka30K Ta JIETeH]I; HapHKIIaz, Xopeorpadidna kommnosuuis «Kapnarceke 4yno-o3epo», OanermencTepu-rnocra-
voBHUKH [. [Tacrens, 1. llleBnoRa ii iH.).

Tearpamnizawisi, SIK TONIMPEHUI MPHUIOM MOCTMOJEPHICTCHKOI KYIBTYPHU B HApOJHO-CLEHIUHIH XOpeo-
rpadii, CTBOPIOE 0COONIMBI YMOBH JJIsi CHHTE3Y MUCTEIITB, CITIBBIAHOIICHHS TUIACTUYHO-ITPOCTOPOBO-YaCOBUX
€JIEMEHTIB.

AHai3yl04H CydacHUH HapOJIHO-CIIEHIYHHI TaHellb, CIIOCTEPIraEMO B ICIKHX HOTO MPOsiBaX CHHTE3 Pi3-
HOMaHITHUX BH/IiB MUCTEIITBA, 30KpeMa Pi3HHUX JKaHPIB IHCTPYMEHTAJIHHOI Ta BOKAJILHOI MY3HKH, TAHITFOBAIb-
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HO{ KyJBbTYPH, €IEMEHTIB T€aTPaIbHOTO i IHPKOBOTO MUCTELTBA, @ TAKOXK KOAJECLEHIIII0 TAHIIOBAJIbHUX Ha-
MIPSIMIB 1 CTHITIB, HAPOIHOI, Cy4acHOI Ta KIIaCHYHOI Xopeorpadii, Ha Hamy mymky, 1ie 3acBiuye po3MHBaHHS
KOPJZIOHIB MK BU3HAYCHICTIO, 10 BIACTUBE ITOCTMOJCPHI3MY.

TenpeHUil KyJabTYpH MOCTMOJAEPHI3MY BIUIMBAIOTh Ha MOCWJICHHS IHTepecy YKpaiHChKuX OajeTmeit-
CTEpIB-IIOCTAHOBHHUKIB JI0 BHY TPILIIHbO-EMOLIIHHOTO CTaHy Iisijiada Ta (JOpMyBaHHS CyTHICHHX acleKTiB, (QyH-
TAMEHTAITLHUX MIPUHIIUIIB Oy TTS B TPOCTOP1 HAPOTHO-CIIEHIUHOT XOopeorpadii; CIPHUSIOTh 3MIIIEHHIO aKIIEHTIB
31 CKJIAMHUX XYIOKHIX MOJAENeH Ha MPOCTi KOHCTPYKIIii, iHOI 3 eleMeHTaMH KiTdy, 331 TTOCUJICHHS eCTe-
TUYHOTO BIUIMBY Ha IVIs1a4a, 1 BOJHOYAC MaKCHMAaJIbHOTO MOJIETILEHHS POLECY CHPUNHHATTS i OCMHCICHHS
xopeorpadiuHoi HOCTAaHOBKH (L€ CIIPUSIE MOCUIICHHIO eMOLIHHOTO KOM(OPTY 1 HICUXOJIOTYHOTO BiIIOYHHKY).

3a HalMMHU CHOCTEPEKEHHSIMHU, TPAAMLii TaHIIOBAJIbHOI KYyJIBTYPH HEAOLIIBHO IMO3HMILIOHYBAaTH SK
HEe3MiHHY, (JiIKCOBaHY CYTHICTb, OCKIIBKH iICTOPUYHO BOHM HaOyBarOTh HOBUX 3HauYeHb 1 QyHKIIH. TpaguminiHi
PYXH Ta KpoKH (DOJIBKIOPHUX TAHIIIB SIK OCHOBA 0arathox XopeorpadivHuX KOMIO3HUIIIH Cy4acHOCTI 3a3HAI0Th
BiamoBimHuX 3MiH. [loBara mo Tpaawuiii HApOAHOT TAHITIOBAIBHOI KYIBTypH, 30epeKEHHS 1 PO3BUTOK aBTCH-
TUYHOI'O HAPOJHOTO TAHIIO HE NOBUHHI IPOTUCTABUTHUCS IIPOLIECY OHOBJIEHHSI, TBOPUYMUM EKCIIEPUMEHTaM 1 HO-
BaTOPCHKUM IIOLIYKaM B rajly3i HapOJHO-CLEHIYHOr0 X0peorpadivHOro MUCTELTBA.

Cnazox ykpaiHChKOi HApOAHOI TaHIIOBAJIBLHOI KYIBTYPU B TIOEIHAHHI 13 TBOPYUM HOBATOPCTBOM YKpaiH-
CBKUX OaJleTMEHCTEepiB-IOCTAHOBHUKIB Ta IIMPOKHUM CIIEKTPOM CydacHUX (OPM Ja€ 3MOTY OpPTraHiuHO MO€-
HYBaTW B HapoaHO-cieHiyHoMY TaHi XXI cT. ykpalHCBbKy TpaIulliiiHy TaHIIOBAJIbHY KYJIbTYpY (€lIeMEHTH
JIOKaJIbHOI TAHIIOBAJILHOT JIEKCUKH, CTUITICTUKY 1 KOMITO3UIIIHHI 0COOINBOCTI, KOJIOPHT, XapaKTep, XyI0KHBO-
0o0pasHi ysABJICHHS, KaJICHIAPHY W POMWHHY OOpPSIOBICTH) 3 €IEMEHTAMH IHIMUX BUIIB MUCTEITBA, CTHIIIB 1
HanpsiMiB MUCTELITBa XOpeorpagivHOro, a TAKOXK NEPEAOBUMH TEXHOJIOTISIMU B IIOLIYKY HOBOTO BUPAXKECHHS Ta
BIKPUTTSI HECTAHJAPTHUX CEHCOBO-3MICTOBHMX HIOAHCIB.

BucHoBknu

Ecretnka XXI cT. MO3UIIOHYETHCS K 1002 TOCTMOAEPHI3MY, O3HAKOIO SKOI € TOE€THAHHS TPAIUIIii
1 CTHJIIB, Tpa 3 PI3HUMH CTHJISIMH MUCTEIITBA, eKJIEKTH3M. HapoaHo-ciieHigHa Xopeorpadis sk BiAKpUTa CUCTE-
Ma, 10 TiepedyBae il BIUTMBOM IEBHUX COIIOKYJIBTYPHUX YMHHUKIB, MiATa€ThCs TpaHchopMarlii. 3 orsny
Ha >KaHPOBO-CTHWJIOBE PO3MAITTSl Cy4aCHOTO MHUCTELTBA B HAPOAHO-CIIEHIYHOMY TaHLi noyarky XXI ct. cno-
CTEpIraeThecsl Tak 3BaHe PO3MHUBaHHS LiHHOCTel. [lommpennii y mocTMOAEpHi3MI XpOHOTOIT HepeMilye Bci
KYJBTYPHO-iCTOPUYHI ()OPMH a0COIFOTHO JTOBUIBHO, 1032 3BUYHOIO 1€PApPXIEr0; Y KYJIBTYPl MOCTMOICPHIZMY
YHIKaJIBbHICTh 3MIHIOETHCSI HECKIHUEHHOO B1ITBOPIOBAHICTIO.

Haponno-crieHigHH# TaHEIs SK BUA XOpeorpadiqaHOro MUCTEITBA B MeEXaX MOCTMOJEPHICTCHKOI mapa-
JUTMU TAA€THCS CIIeUQivHINA TeCTPyKIIii, sIK 1 Oyab-Ka eCTeTUYHA I[IHHICTD Y 11 KIIACHYHOMY PO3YyMiHHI.
BrimB ecTeTHKM MOCTMOAEPHI3MY MPOSIBISETHCS y: IPUMHOKEHHI 00pa3iB; MOCHIIEHHI CBOOOAN TBOPUYOTO
CaMOBUP@XECHHsI Ta yBaru YKpaiHCBKUX OajeTMeHcTepiB-TOCTaHOBHUKIB O BHYTPILIHBOTO CTaHy Ivisjgada
(miecnpsiIMOBaHUE €MOIIIMHUHN BILTUB); 3MIIIIEHH] aKIIEHTIB 31 CKIQJIHUX XyJAO0XKHIX MOJIEICH Ha TPOCTI KOH-
CTPYKIIii 3 METOIO IOCHJICHHSI €CTETUYHOTO BIUIMBY; YCKIIQJHEHH] aCOIiaTHBHOTO Ta METaQOPUIHOTO ACHIEKTIB
MOBH XOpeorpadiuyHoi MOCTaHOBKH; 3aCTOCYBaHHI PUHOMIB ITEPEX0oy BiJl OJIHIET 3HAKOBOI CHCTEMH JI0 1HIIIOT
JUTSI CTBOPEHHST HOBUX BHMIpiB OCMHCIICHHS TBOPY; BUKOPUCTAHHI TEXHOJIOTIH ayaiaabHOI Ta Bi3yalabHOI TPH;
30ara4eHHi CEHCOBO-3MICTOBUX ACTEKTIB apXETUIIYHUX YSIBIICHb.
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YKPAUHCKWMH | Boiiko Onbra Crenanosra
HAPOI[HO-CHEHI/IqECKI/Iﬁ Kanouoam uckyccmeosedenus, doyenm,
TAHEILL B KOHTEKCTE KYJIBTYPbBI | Kuescxuii nayuonansuuiii ynusepcumem
MNOCTMOIEPHU3MA | kyromyper u uckyccms,

Kues, Ykpauna

Lenp cratbW — BBIABUTH CIENU(UKY peaJn3aldil OCHOBHBIX TEXHOJOTHUYECKHX M  XYIOKECTBEHHO-O00pa3HBIX
0COOCHHOCTEH ICTETHKH OCTMO/ICPHI3MA B YKPAHHCKOM HapOIHO-CIieHImYeckoM TaHIe X X1 B. MeTomomoT s HcCleJOBa .
[IpuMeHeH KyTbTypOIOTHIECKII METOT TS BRIPaOOTKU COOTBETCTBYIOIIETO B3TVIsIa HA HAPOTHO-CIIEHHIECKYIO XOPEOTPAPHI0
XXI B. W peanu3auuio B HEW KOHIEMIMHU [TOCTMOAEPHU3MA; METOJ MCKYCCTBOBEIUECKOIO aHaiu3a, KOTOPBIA MO3BOJIHII
UCCIICIOBATh  HAIPABJICHHC CTWIM3AUM  HAPOJHO-CIICHHYCCKOrO TaHIA KaK YHHKAIbHOTO (DakTopa  KyJIBTYphI
MOCTMOJIEPHU3MA;  JUANEKTHYECKUH  MeToi, Onarogapss KOTOPOMY  BBISICHEHa  B3aUMOCBSI3b  COIMOKYJIBTYPHBIX
1 COLMOXYHOXECTBEHHBIX (DaKTOPOB PAa3BUTHS HAPOTHO-CIIEHMYECKOTO TAHIIA; METOJ JUAXPOHHYECKOTO aHaIn3a, KOTOPhIHA
CII0COOCTBOBAIT BEIABICHHUIO TPAAWIMOHHBIX W HOBAaTOPCKUX CPEJICTB BBIPA3HTEIHHOCTH HAPOIHO-CIICHHYECKOTO TAHIIA.
Hayunas HoBu3Ha. BriepBbie B yKpamHCKOM HMCKYCCTBOBEIEHUH IMPOAHAIM3UPOBAHBI COBPEMEHHBIE TEHACHLMU HAPOIHO-
CIICHHYECKOTO TaHIIA CKBO3b IIPH3MY KYJIBTYPBI IIOCTMOJICPHIA3MA; SKCTPAIOIHPOBAH (PHIIOCO(CKHUIT KOHIISTIT TOCTMOCPHU3MA
Ha OTpacib HapOIHO-CICHUUCCKON xopeorpaduu; BhIsBICHA CIICIU(pHKA ICTCTUKH MOCTMOICPHHU3MA, a TAKKE OIPEICIICHBI
OCHOBHBIE TEXHOJIOTHYECKHE U Xy OKECTBEHHO-00pa3Hble 0COOCHHOCTH €€ pealn3allii B KOHTEKCTE Pa3BUTHS YKPAUHCKOTO
HaponHo-cieHnyeckoro tanna XXI B. BeiBonbl. BhisiBIeHO, 4TO B mpesenax MOCTMOIEPHUCTCKOM MapagurMbl HapOJIHO-
CIIEHWYECKUH TaHeIl MO/IBepraeTcs cneuduaeckoll AeCTPyKIMH;, HAaOMoaaeTcs Tak Ha3bIBAEMOE PAa3MBIBAHIE IIEHHOCTEH.
BimsHEE 3CTETHKM MOCTMOAEPHHM3MA TIPOSBISAETCS B: TPHYMHOKCHHH O00pa3oB; YCHJICHHH CBOOOIBI TBOPYECKOTO
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CaMOBBIPKCHUSI U BHUMAHUS OaleTMEHCTEPOB-TIOCTAHOBIINKOB BHYTPEHHEMY COCTOSIHHIO 3pUTENs (IeTEHANpPaBICHHOE
SMOIMOHATBEHOE BO3JCHCTBHE); CMEIICHUHN aKIEHTOB CO CIOXHBIX XYZOXKECTBEHHBIX MOJENECH Ha MPOCTHIE KOHCTPYKIUH
C LEJbI0 YCWIICHHS ACTETHYECKOTO BO3JEHCTBHUS; YCIO)KHEHWH ACCOIMATHBHOIO M MeTa(opHYECKOro acrleKkTOB S3bIKa
Xopeorpaduueckoil MOCTaHOBKHU; MCIIOIB30BAHUH TEXHOJIOTHI ayinajibHOW M BH3YaJbHOM MIpPbI; 00OTAIleHUH CMBICIOBO-
COJIepIKaTeNIbHBIX aCMIEKTOB aPXETUITHYECKUX MPEACTABICHHUI.

Kntouesvie cnoea: HapOTHO-CLIEHUYECKUI TaHEl; MOCTMOJEPHM3M; 3CTETUUECKOE BO3/CHCTBHUE; COCAMHEHUE
TPaIMLA; BU3yallbHAsl UTPA; SKICKTHU3M

UKRAINIAN FOLK DANCE STAGE | Olha Boiko
ADAPTATION IN THE CONTEXT | PhD in Art Studies, Associate Professor,
OF POSTMODERN CULTURE | Kyiv National University of Culture and Arts,
Kyiv, Ukraine

The purpose of the article is to identify the specifics of the implementation of the primary technique and artistic-figurative
features of postmodern aesthetics in the Ukrainian folk dance stage adaptation of the 21st century. Research methodology. The
author applied a cultural research method, which helped to develop an appropriate view towards the folk stage choreography
of the 21st century and the specifics of the implementation of the concept of postmodernism in the stage space; the method of
art history analysis, which made it possible to study the direction of stylisation of folk dance stage adaptation as a unique factor
in the culture of postmodernism; the dialectical method, the use of which contributed to the identification of the relationship
and interdependence of the development of sociocultural factors, factors of social art and the development of folk dance stage
adaptation; the method of diachronic analysis, which contributed to the identification of traditional and innovative means of
expressiveness of folk-stage dance. Scientific novelty. For the first time in Ukrainian art studies, there is an attempt to analyse
the modern tendencies of folk dance stage adaptation through the prism of postmodern culture; to extrapolate the philosophical
concept of postmodernism to the branch of folk stage choreography; to analyse and generalist trends in the development of
folk dance in the modern sociocultural space; to reveal the specificity of the aesthetics of postmodernism as well as the main
technique and artistic-figurative features of its implementation in the context of the development of Ukrainian folk dance
stage adaptation of the 21st century. Conclusions. The study has shown that within the postmodern paradigm, folk dance stage
adaptation as a form of choreographic art undergoes specific destruction, like any aesthetic value in its classical understanding.
The influence of postmodernism is manifested in augmentation of images; strengthening the freedom of creative self-expression
and the interest of Ukrainian choreographers-directors to the inner state of the audience (targeted emotional impact); shifting
emphasis from complex artistic models to simple structures, to enhance the aesthetic effect; complication of the associative and
metaphorical aspects of the styling of the choreographic performance; the use of techniques of transition from one sign system
to another to create new dimensions of understanding the work; the use of audio and visual game technologies; enrichment of
the semantic and content aspects of archetypal ideas.

Keywords: folk dance adaptation, postmodern, aesthetic impact, mixing of traditions, visual play, eclecticism
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YOJIOBIYE BAJIETHE BUKOHABCTBO | Kapanneesa Onena Iropisaa
B YKPATHI 30-40-x POKIB XX ct. | 3acayorcera apmucmra Yipainu,
ORCID: 0000-0002-1550-899¢,
e-mail: elena_ballerina@ukr.net,
Hayionanvuuii akademiunuti meamp onepu ma oaneny
Vipainu im. T. I’ [llesuenka,

ey1. Bonooumupcoka, 50, Kuis, Ykpaina, 01030

Mera crarTi — Ha ocHOBi aHamizy TBopdocTi O. Cerams, b. Crenmanenka ta O. CTagiHCHKOTO BHSBHTH OCOOIHBOCTI
YKpaiHCHKOTO YONOBidOTO OanerHoro BuKoHaBcTBa B 30—40-x pokax XX cr. MeTomomoris DOCHiIKEHHS 0a3yeThCs Ha
icropmyHOMy Ta OilorpadidHOMY MmifXomax /0 OCMHCICHHS TBOPYOCTI apTHCTIB OaneTy B XpOHOJOTIUHIN MOCIIJOBHOCTI,
Ha KYJIBTypOJIOTIYHOMY IIIXO/I T4 MHCTEHTBO3HABYOMY aHaji3i Il BHSBICHHS XyJOXKHIX OCOOJIMBOCTEH YOIIOBIUOTO
BUKOHABCTBA, PO3IIISLYy HOTO CTAHOBJIEHHS B KOHTEKCTI 3arajibHUX TEHJEHIIIH pO3BUTKY OasieTHOro Tearpy. HaykoBa HOBH3Ha.
Vrepuie BusiBiieHO crienudiky donoBiuoro d6anerHoro BukoHascTBa 30—40-x pp. XX CT. Kpi3b IpHU3MY 3arajibHUX TEHACHIIN
PO3BHUTKY 0aJIeTHOTO TAHITIO i TROpYMX Oiorpacdiii mpoBinHUX apTHCTIB. BucHOBKH. 3’5ICOBaHO, 1110 YKpaTHCHKE YOJIOBIUE OaieTHE
BHUKOHABCTBO SIK CaMOCTiifHUIA (eHomeH modano ¢popmysarucs B 30-40-x pokax XX CT. B YMOBaX PEKOHCTPYKIIH OaneTiB
kiacnaHoi caamuau («Jlebennue ozepoy, «Cmursua kpacyHs», «PaiiMmonnay, «Kizenb» Ta iH.) 1 CTAHOBICHHS XOPEOAPAMHU
(«YepBonwmii Mak», «baxuncapaiicekuii hoHTan», «JlaypeHcis» i iH.), y ToMy uncii i ykpaincbkux Oaneris («Jlines», «Jlicoa
micHs» Ta iH.). KoHcraroBaHo, o mpoBiaHi apructu 6anery mporo nepioay (O. Cerans, b. Crenanenko, O. CranmiHcbKuii
Ta iH.) Oynu axoBo MiArOTOBICHUMH. BUSBICHO OCHOBHI O3HAKH YOJIOBIYOr0 BUKOHABCTBA — SICKPABO BUPaXKEHA aKTOPChKa
MaifCTepHICTh, BUCOKHH pIBEHb BOJIOJIHHS MAHTOMIMOIO SIK OCHOBHMM BHpa)KaJbHUM 3acO00M JpamMaTnyHuX OajeTis,
oOMerkeHa KiJIbKICTh TAHIIOBATFHUX T B YOJIOBIUMX MapTisx. [103NTHBHY THHAMIKY 3pOCTAaHHS BUKOHABCHKOI MaiiCTEPHOCTI
YONIOBIYOTO TaHITIO TepepBana Jlpyra cBiToBa BilfHa, IMiJ Yac SKOI apTUCTH OaleTy BHCTYMAIN Ha ()POHTAX Ta B €BaKyallil.
VY micnsBoeHHUH 1IEpioj BiJHOBIICHO i 30arauyeHo penepryap OaJeTHHUX TeaTpiB, ajle JOMIHyBaHHS PEXNUCEPCHKUX MPUHIINIIIB
HaJl XopeorpadiqHUMH MTPU3BEIIH 10 KPH30BUX SBHIL BUXOJIOIEHHS TAHIIOBAJILHOTO CKJIAJHUKA 3 YOJIOBIYMX MapTIi.

Kniouosi cnoea: uonoBiue OaneTHe BUKOHABCTBO;, YOJIOBIUMH TaHElb, YKpaiHCbKUH Oayer; Oanmer B YKpaiHi;
xopeorpadist

Beryn

Ha moyarky XX cT. mpoBiIHUMH BUKOHABISIMU B OaneTHHX BHCTaBax TearpiB Kuesa, Xapkosa, Onecu
Oy/iM mepeBasKHO MOJIBCHKI Ta POCIMCHKI apTHCTH (BUXOBAHII MOCKOBCBHKOI, METepOyp3bKOi Ta BapIIaBChKOI
mwKin). Jlo ckimamy K OUTBIIOCTI YKPaiHCHKUX TEPECYBHHUX TPYI BXOIWIIO, SIK MPABHIIO, IBI-TPU MAapH TAHIIIB-
HHKIB 000X cTarei, (paxoBa MiATOTOBKA SKUX Oyia JOBOJI TocepeaHboro. 3a cBiqueHasM 0. CtaHimeBCchKo-
ro (2003), «y mpuBatHuX aHTpenpuiax Kuepa, XapkoBa i Omecu MajoducenbHI TPymH “o0CIyroByBamm”
HAIIBUJIKOPYY TIOCTABJICHI ONEPHI BUCTABH 3 “pPSATIBHUM TacTPOJIEPOM i HE MOTIM HABITh MPIsITH PO BEIUKi
caMOCTIliHI OaneTHi criekTakii» (c. 37).

VY 1920-x pokax B YkpaiHi Oy/o 3aKkjaJicHO MiJBAJIMHU JUIsl PO3BUTKY HalllOHAIBHOI 0ajeTHO-BUKOHAB-
CBKOTO CKJIQJIHUKa B My3HMuHOMY Tearpi. Llbomy, 30kpema, cnpusuia mosia B 1926 p. OG’eqHaHHS TearpiB
XapkoBa, Kuea Ta Onecu mig KepiBHAIITBOM BiJOMOTO MY3UYHOTO peKrcepa . Jlanunpkoro. B O0’equanHi
BiOyBaacst KOOPAWHAIIIS pOOOTH TPHOX OMEPHO-OAIETHUX KOJIEKTHBIB, CIIPSMOBaHA Ha TIOKPAIIEHHS MTOTOY-
HOTO penepTyapy i MiABHUIIEHHS BUKOHABCHKOTO PiBHS TaHIIBHUKIB. CTAaHOBJICHHS yKPAiHCHKOTO 4OJIOBIYOTO
0aJeTHOro BUKOHABCTBA SIK CaMOCTiHHOrO (peHoMeHa BinOynocs B 30—40-x pokax XX cT., micis cradimizamii
pOOOTH CTaliOHAPHUX TeaTpiB.

[Ipobnem YosoBiUOro 0aneTHOr0 BUKOHABCTBAa YKpaiHM O3HA4YE€HOTO MEpiogy TopKaiucs y (yHAaMeH-
tanbHux fociimkeHHsx 0. Cranimescekuii (2002, 2003), O. ITanamapuyk (2007), A. Tepemienko (1989)
i iH. B ocTaHHI poku 3’ sBUIKCS IMyONiKalii, IPUCBIYEHI OKPEMHUM MEPCOHAIISAM apTHUCTIB OaleTy — YOJIOBi-

© Kapangeesa O. 1., 2020
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kam, — ctarti JI. Bumorpasku (2018), O. Ilerpuka (Petryk, 2018), T. Uypnitu (2015) i in. [Iporte crerians-
HOTO JTOCIIIKCHHS, IPUCBIUYECHOTO OCOOIMBOCTSIM YKPAiHCHKOTO YOJIOBIi4OTr0 BUKOHaBcTBa y 30—40-X pokax
XX cT., 70ci He OyIJI0 MPOBE/ICHO.

HayxoBa HOBU3HA. Yriepiie BUABICHO 0COOIMBOCTI 4oI0BiwoTo OanerHoro BukoHascTBa 30—40-x pokax
XX CT. Kpi3b MpHU3MY 3arajbHUX TEHJICHIIH PO3BUTKY 0aleTHOTO TAHIIIO, TIOB’SI3aHKX 13 CYCHIILHO-ICTOpUY-
HUMHU TIOMISIMH, 1 TBOpYHX Oiorpadiii MpOBIAHUX apTHCTIB.

Merta crarTi

Mera craTTi mojisra€ y BHSBICHHI OCHOBHUX OCOOIHMBOCTEH YKpaiHCHKOTO YOJIOBIYOTO OajeTHO-
ro BukoHaBcTBa y 30-40-x pokax XX cT. Ha ocHOBi aHamizy TBopuocTi O. Ceramsa, b. Crenanenka Ta
O. CranincpKoro.

Bukaan matepiaay goctigxeHHs

[Towarok 30-x pokiB XX CT. cTaB aj1st OaJIeTHOTO Tearpy YKpaiHH MepiojoM YKOPiHEHHs XopeoapamH 3 ii
AKIEHTYBaHH;IM Ha MaHTOMIMI 1 aKTOPCHKIl MaliCTEpHOCTI SIK OCHOBHUX BHpaKaJbHUX 3aco0ax. OaHoYacHO
Oy «peabiiToBaHi» OalleTH akaJeMiYHOT CIIaIMHM, BIIKUHYTO 1/I€t0 BUHUIIICHHS KJIIACHYHOTO TAHIIIO, 1110
KynsTHBYBasiach y 20-x pokax. IO. Cranimescokuii (2003), ananizyrouu e nepiof, BiI3HAYA€ «3aKOHOMIpHE
30TMKEHHS XYIOXKHIX ITO3HINHA pi3HUX T€aTPiB», MAIOUYM HA yBa3i ApaMaTUIHHUHA Ta OaleTHWH, 1 BOMHOYAC Ha-
TOJIOIIYE, IO «EJHICTh XyAOXKHIX HMO3ULIHN cHpusia pO3IIUPEHHIO M MOJaNbIIOMY 30araueHHI0O MUCTEIIBKUX
MoxkmBocTei» (c. 89). IIpore B mocTtaHOBKaxX pi3HOMaHITHHX XOpeorpadidHHUX JpaM TaHEIh JOBOJI YacTo
«BTpayaB BIACHI OpUTiHAIBbHI 00pa3HO-MIOETHUYHI 3acoOu BupazHocti» (Cranimescbkuid, 2003, c. 98). [axonu
BIUIMB JIpaMy Ha OaJieTHE MHUCTENTBO OyB HACTLIBKH BaArOMHM, IO OKPEeMi TaHIFOBaJIbHI KOJICKTUBH B3araii
HaMarajucs 3aMiHUTH OayeTMelcTepa Ha JpaMaTHYHOrO pEeKUcepa, SIKAH MpaioBaB HaJ| OaJIETHOI BHCTa-
BOIO SIK Ha/l 3BHYAIHOIO TEATPAIHHOIO I’ €COT0, a TAHITIBHUKH TPAJU i My3HUKY K aKTOPH.

VY curyamii iHTerpyBaHHS IPUHITUIIIB IpaMu B OameTHui Teatp Ykpainu 1930-x pokiB yrepiie B icTopii
YKpPaiHCBKOro 0aJeTHOr0 MHUCTELTBA HA CLIEHH TEaTpiB BUMLUIM (axoBO MiArOTOBICHI apTUCTU. 3a JaHUMHU
B. TypkeBuua (1999), yonoBiumii ckiaj npuKpacuiId iMeHa TaKUX TaHLIBHUKIB, K [Ban banaes (1904—1987),
SIKMI HaB4aBCSl B MOCKOBCEKOMY XopeorpadidHoMy TexHikyMi, a B 1935-1987 pokax OyB aprucrom Onechb-
KOTO aKaJIeMi4HOro Tearpy onepu ta 6anery (nam — ATOB) (c. 29); Onekcanap bepnoscekuii (1909—1981),
skuii 3100yBaB (hax y xopeorpadiuniii ctymii I. UuctskoBoi B Kuesi, a B 1925-1954 pokax OyB apTrcTOM
ATOB Ykpainn im. T. I'. llleBuenka (c. 31); Muxosna IBamenxo (1907—1981), xoTpwuii 3akiHUNB Xopeorpadidne
BimieHHs: OIeChbKOTO MY3WYHO-IPAMaTHYHOTO TeXHIKYMY, Vv 1926—1934 pokax ciryxuB aptuctom Omechb-
xoro ATOB, a B 1934-1960-x — ATOb VYkpainu im. T. I. llleBuenka (c. 87-88); Onexcanap Co6ons (1909—
1984), sxuii HaBuaBcs y xopeorpadiuniii cryaii npu XapkiBcekomy ATOB, y 1925-1935 — aptuct Xapkis-
cekoro ATOB, y 1935-1945 — ATOb VYkpaiau im. T. I, llleBuenka) (c. 179); Muxona Tpery6os (1912—-1997),
sikuid 3akinumB JleHinrpanaceke xopeorpadiune yuniuiie, y 1937-1940 — apruct Kuicbkoro ATOB Vkpainu
im. T. I [lleBuenka, y 1940—1944 — aptucr i 6anermerictep JIbBIBCHKOTro onepHo-0aneTHoro Tearpy Ta it Jlo
HaWsSICKPABIIIIX apTUCTIB 0aJleTy, pO3KBIT BUKOHABCHKOI Kap’epu skux mpumas Ha 30—40-i pokn XX cT., Ha-
nexath Onexcannp Ceranb, bopuc Crenanenko ta Oner CraniHChKUN. 3aBASKH aHATI3y TBOPUOCTI caMe IHX
apTUCTIB OaJeTy MOXKHA BUSBUTH OCHOBHI OCOOJIMBOCTI YKPATHCHKOTO YOJIOBIUOT0 OaIeTHOTO BUKOHABCTBA.

Haponuuii aptuct YPCP (1985) Onexcanap Haymosuu Cerans (1919-2010) noyarkoBy xopeorpadiuny
OCBITY OTpHMaB y nipuBaTHiil OanerHii crynii K. JlaBunoBoi — 6anermeiicrepa KuiBcbkoro Tearpy 1OHOTO TIIsi-
nava ta KUiBCbKOTO TeaTpy poCiiChKOT IpaMu, TOHBKH BiIOMOTO apTHcTa it KynbsrypHoro mistaa FOpis laBu-
nosa (meminauka 1. I. YaiikoBcrkoro). Ha Toit wac HaBuanbsHmiA ocepenok K. JlaBumoBoi BigirpaBas BaxKIUBY
pOJIb Y TATOTOBII MPOodeCifHNX TaHIIBHUKIB; 3TOIOM 3 HROTO BUUIIUIH TakKi BiIOMi YKpaiHCHKI apTHCTH, SIK
1. Kypunos, M. Opemikesuy, JI. I'epacumuyk, €. €pmioa Ta iH.

[pynroBHy (haxoBy ocsity O. Cerainb 3100yB y KuiBcbkoMy xopeorpadiuHoMy TeXHIKyMi, AKH 3aKiHUUB
y 1938 p. Toro  poKy TaJlaHOBUTOTO BHITYCKHUKA TicCJsl BCTYITHUX BHUIPOOYBaHb 3alPOCHIIM 10 OaneTHOI
Tpynu AKkageMidHoro tearpy orepu Ta 6anery YPCP (tenep — HauionanbHUH akaJeMiuHUHA TeaTp onepu Ta
Oanery Ykpainu imeHi T. I. [lleBuenka). JlnHaMiyHUI TEMIIEpaMEHT 1 SICKpaBU CIEHIYHHUN XapakTep MOJIo-
JIOTO TaHIIBHUKA Opa3y OyB MOMIYCHUI He JuIIe OameTMeiCcTepaMu, SKi MPaIioBalid B TeaTpi, a i BiZOMUM
pexucepoMm-HoBaTopoM Onexcanapom JosxeHnkom, sskuii 3anpocuB O. Cerast Ha posb OOTYHII (BICHKOBOTO
BoryHucrkoro nonky) B xynoxkHii ginem «Illope» (1939). Ipodeciiina kap’epa B TeaTpi ckiiaganacs Jjs TaH-

161



XOPEOTI'PA®IYHE MUCTELTBO
ISSN 2410-1176 (Print) * Bicauk KHYKiM. Cepist: MucrernrBo3naBcTBo. Buir. 43 « ISSN 2616-4183 (Online)

[IBHYKA TaK CaMoO YCITITHO: Maiike ofjpasy MeOTaHTy JOBIPWIIM TIPOBIIHI XapaKTepHi poii y BUcTaBax «Jle-
oeanne o3epox I1. YaiikoBecbkoro (PotGapt), «Paiimonga» O. I'masyHoBa (Abnepaxman), «baxuncapalicbkuit
¢dontan» b. Acad’esa (I'ipeit), «UepBonuit mak» P. Imiepa (JIi Illandy). Ilpore Bmane TBopue 3pOCTaHHS
apTHCTa Ha aKaJeMiuHiil cleHi mepepBana ciyx0a B apMii: MUTEIb OIMOBHUB TBOPYHH KOJIEKTHB AHCaMO-
JIr0 TicHi 1 TaHIo KuiBChbKOTO BIHCHKOBOTO OKPYTY, Jie HOTO 3acTalia HiMeI[bKO-paisiHChKa BiliHa (3a00110THa,
1999, c. 4).

VY Boennnit yac O. Ceranb IPOAOBKYBaB TAHIIOBATH, HOTO MicIieM poOOTH cTaB AHCaMONb TICHI 1 TaH-
mto IliBgenno-3axigHoro ¢ppoHTy mia kepiBHUOTBOM 1. BipchKkoro, 3 SKMM apTHCT BiABiJaB MPaKTHYHO BCi
Ba)KJIMBI Micus «rearpy BilicbkoBHX Iiii»: [liBHiuHO-3axinnuii, binopycekuii, Craninrpaacskuii, LlenTpass-
Huil ppontu. Kinenp BifiHM TaHLIBHUK 3ycTpiB y TpaBHi 1945 p. B bepnini, ne pa3om 3 iHIIUMH y9acCHUKaMHU
aHcaMOJIIO B3sIB y4acTh y CBSITKOBOMY KoHIEpTi Oust BpannenOyp3bkux BopiT (Kamincekuid, 1979; Haiinrok,
2009).

[Ticns BittHE O. Ceranb MpogoBKuB poboTy B KHiBCEKOMY nep:kaBHOMY akaJeMidHOMY Tearpi (mami —
JATOB) im. T. I'. llleBuenka, e CTBOPHUB KiJIbKa XapaKTepHUX 00pa3iB y Oanerax akaJeMi4HOI CIaIIMHA
HaI[iOHaNBHOI Ta paasHcbkoi Tematnku: [lepenecHux («JlicoBa micHs» M. CKOpyabChKOTO), OiOrBapmienb
Yybenko («lOHnicte» M. Uynaki), ['anc («Kizenmb» A. Anana), Ilepko («Jlines» K. JlanpkeBnda). CTOCOBHO
OCTaHHBOI POJI1 BApTO OJATH, 11O ii OyJI0 3HATO HA KIHOIUTIBKY MiJ] Yac 3anucy 6anety Ha KuiBCbKiil KIHOCTY-
aii im. O. Howxkenka B 1958 p. (pexucepu-nocranoBuuku B. Bpoucwkuii Ta B. Jlanmokuum). 3adikcoBanuit
xopeorpadiuHuil MaTepiai CbOTO/IHI JIa€ 3MOTY CKIIACTH 00’ €KTHBHE YSIBICHHS IPO MOTYXHY JHHAMIKY TaHITIO
O. Cerans, HOTo MO-CIIPaBKHBOMY MYXKHIO MaHEPY BUKOHAHHSL.

Hanpukiami apructuyanoi xkap’epu O. Ceranb 3aifHABCS 0ajJeTMEHCTEpChKO0 POOOTOIO 1 CTaB MpalroBa-
TH HaJ TaHLIOBAJHLHUMHU JUBEPTHCMEHTaMHU B YKpaiHChKuX omepax («3amopoxens 3a Jynaem» C. ['ynaka-
AptemoBchkoro, «Haranka [TonraBkay M. Jlucenka, « Tuxuii Jlor» 1. J[3epKUHCHKOTO i iH.).

Oco0OnuBe Miclie B YKpaiHChKOMY OaJleTHOMY MHCTELTBI JIOCIIJKYBAaHOTO TEpioay 3aliMae IOCTaTh
HaponHoro aptucta Ykpainu (1997) bopuca BacunboBuua Crenanenka (1917-2005), axwuit monag 20 po-
KiB CBOTO JXKHTTS MPHUCBATHUB clieHi 1 e 20 mparoBaB 3aBigyBadem OanetHoi Tpymu KwuiBcwkoro JJATObB
im. T. I. I1leBueHka.

b. Crenanenko Haponuscs B ¢. BoiikoBe Ha KuiBIuHi, TisiTKOM 3aKiHYMB (haOpUIHO-3aBOJICHKE YIHITH-
11e, Mmiclisl SIKOTO T0YaB MpalioBaTH Ha KUIBCbKOMY 3aBojli «JIeHiHchKka Ky3Hs». [IpoTe MaiilOyTHROTO apTucTa
BaOMJIO TeaTpajibHE KHUTTS, TOMY 38 KOMCOMOJIbCHKHM HalpaBieHHsM BiH BCTynuB 10 KuiBchkoro tearpass-
HOTO IHCTHTYTY, Jie¢ TIouaB npodeciiino 3aiitmarucs xopeorpadieto. [HCTUTYTCHKHMX 3aHSATHh HE BHCTAYaIIO IS
OTIaHYBaHHS IMOBHOTO HAaBYAIBHOTO Kypcy, Tomy b. CTemnaneHko 3BepHYBCS 3a JJOMOMOToI0 y BiloMy B Kuesi
xopeorpadiuny crymiro Lt Unctsakosa, ae omanyBaB (paxoBi IpeaIMETH Bill KEPIBHUIITBOM 3HABIIS HAPOITHHIX
taHmiB Muxaiina Coboins (Typkesud, 1977, ¢. 7).

bruckyui nmpupoaHi 1aHi i CripaBKHS 3aF00IEHICTh Y Xopeorpadidae MUCTENTBO Aanu 3Mory b. Crena-
HEHKY LIBHIKO 3aCBOITH BECh OOIIMD TAaHLIOBAJILHOI JEKCUKH 1 cTaTu npodeciiHnuM BUKOHaBLEeM. CleHIYHYy
Kap’epy apTuct posnouaB y JlepxaBHomy ancamOumi micHi i Tanmo YPCP, a B 1939 p. #ioro, sk sickpaBoro
BUKOHABIIS XapakTepHUX podeid, 3anpocuiu 10 Kuiscskoro JJATOB im. T. I. 1lleBuenka. «Bucoka ¢axosa
IIITOTOBKA 1 MaCTEPHICTh MIBUAKO IMOCTABMIIM MOJIOJIOTO apTHCTA B PsJ KpaIllX BUKOHABIIIB XapaKTEPHUX
TaHIIIB, 1 OCOONMBO YKPATHCHKUX HAPOMHUX, SKI BIH UyIOBO 3HAB 1 JIOOMBY», — 3a3HAYNB MHUCTCITBO3HABEIH
B. TypkeBuu (1977, c. 8).

Ha ¢opmyBanns Bukonascekoro ctuimo b. Crenanenka BIMHy/Ia poOoTa 3 6ararbma BiJOMUMH i aBTO-
puretHMH OaneTMeiictepamu. Tak, Baxranr YaOykiaHi — BUMOITIMBHH 1 CyBOpHIA Xopeorpad, IparioroyH Hal
«Jlaypenciero» O. Kpelina, nopyunB CTenaHeHKy HEBEIUKY, ajle BaKJIMBY IapTilo B TUBEpTHCMEHTI. [‘annHa
Bepesosa, 3niticuroroun B 1940 p. mocraHoBKy mepiioi ykpaiHchkoi xopeoapamu «Jlimes» K. /lanpkeBuua,
JOBipMIIa TAHIIIBHUKY KiIbKa COJIBHMX MapTiid: BOHA OyJia BIIEBHEHA, 0 apTHCT, IIMPO 3aXOTUICHUH HAPOAHOIO
xopeorpadiero, 3yMmie mepeaaTn 4epe3 CBil TaHEIb ONTHUMI3M 1 CBITII criomiBaHHs repoiB. HaecHi 1941 p.
npamatraHui pexxucep ['rar FOpa 3anpocus b. CrenaneHka B3sTH y4acTb y racTpossix KuiBcbKkoro Tearpy im.
1. ®panka, nix yac SKUX TaHLIBHUK 3 YCIIXOM BHCTYIIUB y XopeorpadidHux auBeptucMeHTax «OH He Xoau,
['pumio», «Mapycs borycnaska» ta in. I3 I. FOpoto b. Crenanenko Buctynas Ha ppoHTax pyroi cBiToBOI Bili-
HU (30KpeMa, BiH CTBOpHUB KoMeniiHuii 00pa3 Tumoma y Buctasi C. Bacunpuenka «Ha nepuiit rymi») ("Bins
mxepen", 1997, c. 27).

Y 1944 p. b. Crenanenka Bimxmmkanmu 3 ¢Gporty g0 Kuesa, mpe modaBcs HOBUI €Tam TBOPYOTO JKUTTS,
OB’ s3aHMi 3 poOoToro y BucTaBax . bepesooi, @. Jlomyxosa, C. Cepreesa, B. Bponcekoro. YKanposo-
CTUJIbOBI OCOOJIMBOCTI BUKOHABCHKOT MAaHEPH apTHCTa PO3LIMPMIINCS 3aBAsIKH napTisiMm PorOapra, bnasus, ®ei

162



XOPEOT'PA®IYHE MUCTELTBO
ISSN 2410-1176 (Print) * Bicauk KHYKiM. Cepist: MucrernrBo3naBcTBo. Buir. 43 « ISSN 2616-4183 (Online)

Kapa6oc, Ti6anbra, ['iko, Kymi, Kopmryna, XKyxpas, Crenana. Ocrannboro pomto b. CrenaneHka Ha clieHi
ctaB o0pa3 JKyka B Oaneri «HopHe 30moto» B. ['omonsiku (moctanoBka [1. Bipchkoro), «ckimagHuii, mcuxomo-
TiYHO HacCWYeHUM, OaraTtuil TaHIOBaIbHO Jekcukory» (Typkesuy, 1977, c. 8). 3akiHYHMBIIN CONBHY Kap’€py,
b. CrenaneHko o€ HyBaB aIMiHICTpaTHBHI O0OB’S3KU B TeaTpi 3 0aJeTMENCTEPChKOO (TIpalfoBaB y Jpama-
TUYHUX Tearpax) Ta 3 MeJarorivHoo TisUTbHICTIO B CAMOJIISUTBHOMY KOJISKTHBI « MeTenuIs», SKui icHyBaB Ipu
KuiBcbkoMy METUYHOMY IHCTHTYTI.

3HauHUH BHECOK Y PO3BUTOK YOJI0BIHOTO BHKOHABCTBA 1930-X pOKiB 3aiiicHUB 3acimyxeHuit aptuct Y PCP
(1951) Oner MuxonaitoBuy Cranincekuii (1906—1990). Xopeorpadiuny ocBiTy MUTeNb 300yB y OayneTHii
cryaii KuiBcekoro omepHoro Tearpy B kiaci Oanermeiictepa i negarora 3axapa Jlanre. 3rogom BiH mpopo-
BXKMB HaBYaHHS Ha xopeorpadiunomy BigninenHi KuiBcbkoi «LleHTpocTyniiy, e HeTpUBaIuil yac BUKIIaAa-
Jla CIaBHO3BiCHA TaHLIBHUIA i Oanermeiictep bponiciaBa HixknHCbKa, OHOYACHO MPAIIOBAB apTHCTOM KH-
iBcbKHX TearpiB MiHiaTiop «Macku» U «IHTUMHHI TeaTpy, cTymitoBaBcs B JIeHIHTpajichkoMy JlepikaBHOMY
XopeorpadgivHOMy YUWIHINI B OaJeTHUX KJIacaxX BIIOMHX IEIaroriB (KOJHIIHIX MPOBIAHUX COJICTIB JICHIH-
rpancbkux TeatpiB) Karepunu Bszem, Bomomumupa CemenoBa Ta Bomogumupa [TonomaproBa (Bumorpaska,
2018, c. 177). IlosepuyBmmck 1o Kuesa, apTuct po3nodaB podoty B KuiBchkomMy nepkaBHOMY TeaTpi onepu
ta Oanery im. K. Jlioknexra (y 1919-1926 pokax Ha3zBa cydacHoro HarioHanpHOTo akaJeMiuHOTO Tearpy
orepu Ta Ganetry Ykpainu imeni T. I. llleBuenka). o penepTyapy TaHIIBHHKA MOCTYIIOBO BBIHIILIO YHMAIIO
napTii 3 BiioMux OajeriB: na-ue-Tpya 3 nepiuoi jaii «Jledeaunoro o3epar, JIi Ta-Uy, basuis, 3irdpiz, Jdesipe,
punn-Jlyckynunk, Ansoept, Konpan, IBanko, Crenan ta iH.

Jo mouatky 1940-x pokiB O. CramiHChkHii 6araTo mpaIfoBaB He JIINE B YKpaiHi, a i 3a 11 MeXaMu.
leorpadis crienignoi poOoTy TaHIiBHUKA oxomwia ToOimici, CBepmioBchk, MiHCBhK, XapKiB. Y dac HiMelb-
KO-PasIHCHKOI BiiHU BiH mpaitoBaB B Anma-Ati B Ka3zaxcbkoMy JiepaBHOMY TeaTpi onepH Ta OayeTy, KyIu
Oyno eBakyiioBano yactuny Oanetnoi Tpynu Kuiscskoro JJATOB im. T. I. llleBuenka na voni 3 I. Bepezosoto.
[Micna Bifian O. CTaniHCHKUE CHPUSB BiIHOBICHHIO TBOpUOi podoTu OanetHoi Tpymnu JIbBiBchkoro JJATOB
iM. I. ®dpanka, Jie BOAHOUAC PO3IIMPUB BIACHUHN TBOpUHii [iana3oH (00pasu Jlikaps Atbonura, Epixa, Kpaca,
Jlopenmo, Kamitana, €srena, 'ipes, [akBizuropa, JloBOymra, Momnbdapa, Codpona, Barpasa, Ami-batupa,
Bizups, Bunrens bormana Isanosuya, ['enpixa, Onexcu i iH.).

36eperucs penensii Ha okpemi Buctasu JIpBiBchkoro JJIATOB im. I. ®@panka, ski cBig4aTh PO KaHPO-
B€ Pi3HOMaHITTA BUKOHABChKO1 Manepu O. Cranincbkoro. [IpumipoM, Tearpo3nasens €. Hikonaenko Bin3Ha-
4aB, 10 BXJIMBUM JOCSITHEHHsIM apTucta B 6aneti «Cim kpacyns» K. Kapaesa (nmaprist Bizups) crana iioro
BiIMOBA BiJl yCTaJeHOro 00pasy TeaTpaibHOTO «3JI0YHHLs: CTadiHChbKUi-Bi3up Bpakas misgada XUTpPICTIO,
PO3yMOM, TIparHeHHsIM JI0 Biaau i nominyBaHHs (Hikonaenko, 1954). V «Coitunnomy kpuii» A. Koc-Ana-
TonbChkoT0o O. CTAIIHCHKUH OPHUTIHATLHO BTLUTHB MIMIUYHY POJIb IHIIIOTO HETAaTUBHOTO MIEPCOHAX A — BaTaKKa
3rpai 3mounHIiB ['enpixa. JIpBiBCchkuii peneH3eHT |. bopoBChKHMil HAaroioONIyBaB, MO YyI0Ba aKTOPChKa rpa
O. CraniHCBKOro, HiKpecieHa MPEKPaCHUM XapaKTEPHUM TIPUMOM, BiJl3HAUanacsl BEJIMKOIO MAaHCTEPHICTIO,
1110, CBOEIO YEPTOI0, JOIMOMOIIO TAHLIBHUKY «CTBOPUTH 00pa3 He JIMIIE BUCOKOXYIOXKHIM, a i OpUTIHAIIEHUM.
Kputnk takox 3ayBaxuB, 110 y BUKoHaHHI O. CTagiHCBKAM POJIi MOXKHA OyJI0 BiJ4yTH OCOOMCTE CTaBICHHS
apTHCTa JI0 Teposi, XapaKTep SKOr0 BiH PO3KPHB 3aBAsKH catupi i rporecky (bopoBerkuit, 1957).

Hemnepesepmienoi obpasznocti HaOyna y BukoHanHi O. CTaniHCEKOTO poiib mokoBomist Kpaca B 6aneri
«Cmaprak» A. XaugarypsiHa. 3a cBimueHHAMHA A. CMOTpHUYA, apTUCTY IIJIKOM BIAJIOCS CTBOPUTH 00pa3 puM-
CHKOTO MAaTPHULIsl, HMiACTYIHOTO i JIErKOBa)KHOI'O IpEeACTaBHUKA BEpXiBKM puMcbhbkoi einit. «Ilpnemno, mo
O. CraniHChKUIl HE BTPaTUB MOYYTTS MipH 1 MaJItO€ 00pa3 peaniCTHYHUMU OapBaMu», — CBIAYUTH PO Xapak-
Tep BTUIeHHs apTucToM poiti A. Cmotpuy (1965).

3ayBa)knMo, IO HE JIMIIE HEraTHBHI MEPCOHAXKI CKIananu TBopuy «ckapOuumo» O. Cranincekoro. L{in-
KOM YCITIIITHOIO cTaja JJisi TAHI[IBHUKA POJib JiereHaapHoro pomantuka Jlon Kixora 3 ogHoliMeHHOTO Oase-
Ty JI. Miakyca. ApTUCTY BIQJOCS CTBOPHUTH HAI3BUYANHO JIOMSHUNA XapakTep, O1aropomHuii i migHeceHnu
y CBOEMY TTIOPHBaHHI 10 0Opa i Oa)kaHHI TOITOMOTTH IHIIIH JITOAMHI. Y MPOCTi# mpoBiHIidHINA AiBunHIl KiTpi
JHon Kixot y BukonanHi O. CraniHChKOTO 0a4nTh CBOIO KOXaHy XiHKY JlymbciHero, a Kpuiia BiTPSKIB 30af0Th-
csl oMy pyKamu BeJleTHiB. «CMIilIHUM 1 Oe3mopaaHiM CTa€ BiH, KOJU HOro kano0a GpaHTaCTUYHUX HPUTOA
MIPU3BOIUTH A0 KalliTBa», — XapakTepu3yBaB noctarhk repos O. CtaniHchKoro TearpaibHuil KpuTuk €. [1Inn-
kapenko (1960). CnpasxHiii HapogHuii Tymop OyB npeactaBienuid O. CraniHcbkuM y poii Crapmioro carta
B Oasteti @. SApynina «lllypaney, npo 1o aizHaeMocs 3 perieHsii Tearpo3Hasiist b. Bignenka. Po3mipkoByrouu
HaJI POJUTIO, CTBOPEHOIO aKTOPOM, KPUTHK 3ayBa)XHiB, IO JPYTOPSIHUN MEPCOHAX OYB PO3KPUTHH TaHIIIB-
HUKOM 3 TaKOIO0 XyAOKHBOIO TIOBHOTOIO 1 TTACTHYHOIO BHPA3HICTIO, II0 B OKpeMHX MicIsix Oanety CramiH-
cpkuii-CBar «cynepHuYaBy i3 mpoBigHuMH oOpa3amu BuctaBu (bigHenko, 1974).
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@inan cuenivnoi kap’epu O. CTamiHCHKOTO MTO3HAYEHHUH XapaKTEPHUMH POIISIMH, Y SIKMX 3HAI00MBCS HOTO
SICKpaBUH aKTOPCHKUH OCBiJ, HAOYTHH MPOTATOM yChOTO CIEHIYHOTO XUTT. Came Taki posti MPOJOBKUIIH CLIEH Y-
HE JIOBroJIiTTs TaHIiBHUKA. [ 11291 Morii mobaunTh #oro noopum Koposem y «llonentomi» C. [Tpokod’eBa abdo,
HAaBITaKH, )KOPCTOKUM Ta miacTynHuM Kusizem y «JIinei» K. lanpkeBnua Tommo. Teopui gocsraenns O. CraniHchko-
r'0 — JIOCBIYEHOT0 MaicTpa CLIEHN — CIYIIHO y3arajbHUB BiJOMUN MUCTEITBO3HABeLb, M. Enbsir: «MepexuBHa,
TOHKa po3po0OKa posnei, sICKpaBsi i 1ikaBl IPUMH, BUPA3HI JIETall, SKUM MOXKE TT03a3pPUTH OyIb-sIKUI JpaMaTHaHINA
aKTop — yce 11e poduth 00pa3u Onera CTamiHCHKOTO 3HAYHO ITOMITHIIIMME HABITh Y TOMY BHITAIKY, KOJIH JpaMa-
TUYHO BOHHM JIMIIE HaKpecieHi. [Ipu nboMy akTop HiKOIM HE 3pajKye MPUPOIM CBOIO MHUCTELTBA — Horo obpasu
MepI 3a BCe MIIACTUYHO BUPA3Hi i pu ycill ixHill nakoHiuHOCTI — TaHmoBaidbH» (LuT. 3a [lanamapuyk, 1976).

Ha nouatky 1940-x pokiB yKpaiHCbKUII OaneTHHI TeaTp BCTYNHUB Yy SIKICHO HOBUH €Tal MUCTELBKOTO PO3BUT-
Ky. Moro GanermeiicTep i apTHCTH, IPOIOBKYIOUH ONAHOBYBATH GAIETH KIACHYHOT CIIA [IIMHH, TROPYi HPUHIIHIIA
CIICHIYHOTO peaji3My, CTBOPIOBAJIH OPUTIHAIBHUI perepTyap Ha Cy4acHy Ta TepoiKo-ICTOPHUYHY TEMY, PaIFoBaIH
HaJI TICUXOJIOTIYHAM PO3KPHUTTIM Y TaHIII JIOACHKUX XapaKTepiB, CMIJTMBO PO3MIUPIOBATH BHPKAIBHY MATITPY
HaIliOHAIBHOI CIIEHI9HOI Xopeorpadii, TapMOHIHHO MTOEIHYIOYH eIEMEHTH KIIACUKH i TaHIIOBAIILHOTO (DOJIBKIIOPY,
(opmyroun camoOyTHI CTUIILOBI PHCH Ta JICKCHKY YKpaiHCcbkoro Oanety. [Ipore TBopuoMy po3BuTKY 3aBaauia Jpy-
ra cBiTOBa BilfHa, Uepe3 110 BC1 YKpaiHChKI OnepHO-0aneTHi KonekThBH Oy eBakyioBaHi Ha cxijg CPCP.

banerna adimra Tearpis y Toii nepioxn Oysia JOBOII 0OMEKEHOIO: perepTyap 31e0UIbIIOro He CTIILKU BiTHOB-
JIIOBAJM, CKUIBKU BiITBOPIOBAJIM 3aHOBO, aKE JIOBOAMIIOCS OPIEHTYBAaTHCS HA HOBI YMOBU pOOOTH M Ha HOBHX
BUKOHABI[iB. BojHOYac Ha THMYACOBO OKYTOBAHIH HIMIIMH TEPUTOPIi YKpaiHU B IPUMIIIEHHAX OTIEPHHUX TEaTpiB
Kuera, Xapkosa, [loneneka, J[HinponeTposebka, JIbBoBa, Omecu mpalroBaiIy HEBEIMKI OaIeTHI TPYITH, sSKi Opann
y4acTb y MOCTAHOBKAX OIIEp, OIIEPET, PO3TOPHYTUX JMBEPTUCMEHTIB Ta MIOOAMHOKMX OanetiB. Jlo ckiamy Takux
IPYI YXOAWIH MEPEBAKHO MOJIOZI TAHLIBHUKH, 3/1€01TBIIION0 BUITYCKHUKH JACPKaBHUX XOpeorpadidHux yUHIHIL,
SKi HE BCTHIVIM €BaKyIOBaTUCS Ta BHiXaT 3 MicT. bBynu cepen Hux 1 MailOyTHI IPOBIIHI CONICTH, SIK, HAPHKIAL,
OKpaca yKpaiHChKOI MiC/ISIBOEHHOI clieHn AHarounid besos.

V npyriii monouHi 1940-x poki, micnst [pyroi cBiTOBOI BiifHU, BiOY/I0CS MOCTYIIOBE BiIPO/KEHHS YKpa-
{HCHKHMX OaNeTHMX KOJEKTHBIB, iTHECEHHS iXHBOI MpodeciiiHOl KyIbTypr Ha HOBHH (haxoBHH piBeHb. B ymoBax
TIaHyBaHHS XOPEOIpaM, JI¢ TAHEIb i1 TAHTOMIMa IITYIHO Po3’€IHYBAIHCS (TAHTOMIMA CTaBasia HOCIEM CIOJKETHOTO
3MICTy, a TAHEIIb — BCTABHUM JMBEPTHCMEHTOM ), 00pa3Hi MOXKIMBOCTI OAIIETHOTO TeaTpy 00OMEXYBAJIHCS, 110 I'allb-
MYBAaJIO PO3BUTOK 0aleTMEHCTEPCHKOTO 1 BUKOHABCHKOTO MUCTELTBA. 3aHAJTO ONAHOBYIOUM PEajiCTUYHI MPUH-
LUK ¥ BUpaXkaJibHI NPUHOMHU JpaMu, XopeorpadidHe MUCTELTBO B MEpLIE MOBOECHHE ASCATHIITTA BCE YacTilie
HEXTYBAJIO BJIACHOKO CIEIM(DIKOK 1 THMH 3aKOHaMH, 32 SKUMHU ICHYBaJia OajieTHa BUCTaBa. Taka CUTYallis Mpo-
JOBXKyBanacs 1o cepenunu 1950-x pokiB, Koy Ha yKpaiHCHKill ClieHI 3HOBY 3’ sSIBUBCSI PO3BUHEHHH MOSTUYHMI Ta-
HeIlb, 3MaTHAN PO3KPUTH XapaKTepH TepoiB OAJICTHUX TBOPIB, IO 00YMOBMIIO HOBI BUMOTH J0 YOJIOBIYOTO TAHIIIO.

BucHoBxu

VkpaiHncbke 4onoBiue OaneTHe BUKOHABCTBO SIK caMOCTiiHUI eHomeH noyasno gopmysarucs B 30—40-x po-
kax XX CT. B yMOBax PEKOHCTPYKIiH OaneTiB kiacu4Hoi criaamunu («Jlebemune o3epoy, «Crisya KpacyHs»,
«Paitmona», «XKizenby» Ta iH.) 1 cTaHOBIeHHS XopeoapaM («Yepronuii Maky, «baxuncaparicbkuii GpoHTamy», «Jlay-
pEHCis Ta iH.), Y TOMY YHCHi i yKpaiHChkuX 0anetiB («Jlimes», «Jlicoa micHs» Ta iH.).

Yei mpoBiHI apTHCTH OaneTy 1boro nepioxy Oynu daxoso miarorosneHi (O. Ceranp HaB4aBcs B OaleTHii CTy-
nii K. JlaBunoBoi ta B KuiBcbkomy xopeorpagiunomy texnikymi; b. Crenanenko 3akinuns KuiBcbkuii Tearpaib-
HHUH THCTUTYT 1 3aiiMaBcs B Xopeorpadiuniil ctyaii I. Yuerakosa; O. Cranincbkuii 3100yB ¢ax y OanetHii crymii
KwuiBcproro onepHoro Tearpy B 3. Jlanre, a Takox Ha Xopeorpadidnomy BimainenHi Kuicbkoi «LleHTpocTymii»).
OCHOBHI 03HAaKH{ YOJIOBIYOTO BUKOHABCTBA — SICKPABO BHPaKEHA aKTOPChKa MalCTEPHICTh 1 BUCOKHH PiBEHb BOJIO-
JHHS TAHTOMIMOIO SIK OCHOBHUM BHPaXKaJIbHUM 3aCO000M JpamOaneTiB, 0OMeXeHa KUTBbKICTh TaHIIOBAIBHHX T1a
B YOJIOBIUMX TAPTisX.

ITo3uTHBHY AMHAMIKY 3pOCTaHHS BUKOHABCHKOI MAaliCTEPHOCTI YOJIOBIUOTO TaHIIO nepepsana Jlpyra cBitoBa
BiliHa, MiJ 4ac siKoi apTucTH OaseTy BUCTyNaay Ha ppoHTax Ta B eBaKyaii. Y miciasBOeHHHUH niepiof Oyio BiJHOB-
JIeHO 1 30araueHo periepryap OaneTHUX TeaTpis, ajie JOMIHYBaHHs PEKUCEPCHKUX NPUHIMIIB HAJ XopeorpadiuHu-
MU TIPU3BEITH 0 KPU30BHX SIBHII BUXOJIOLICHHS TAHIFOBAILHOTO CKIIAJHHKA 3 YOIOBIYMX MAPTiH.

[NepcniekTHBHUM HampsIMOM MOJABIINX JIOCTIDKEHb € aHaJli3 Y0JI0BIYOro 0ajJeTHOr0 BUKOHAHHS B YMOBaX
CTaHOBJIEHHS CHM(OHIYHNX TPHHIHIB TaHIo 50—-60-X pokiB XX cT.
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MYKCKOE BAJIETHOE | Kapanneesa Enena Uropesna
HUCIHOJTHUTEJIBCTBO B YKPAUHE | 3acnyocennas apmucmua Yipaunoi,
30—-40-x 'OAOB XX B. | Hayuonanvnwiii akademuueckuii meamp onepvl u barema
Vkpaunwvr umenu Tapaca Lllesuenko,
Kues, Ykpauna

Llens crarbn — Ha ocHOBe aHanm3a TBopuectBa A. Cerams, b. Crenanenko n O. CTaqnHCKOro BBISIBUTH 0COOCHHOCTH
YKPaHCKOTO MYXCKOro OanetHoro mcnomaurenbetsa B 30—40-x romax XX B. MeTomosnorust uccieoBaHust Oasupyercs
Ha MCTOPUYECKOM M OMOrpauueckoM MOAXOax K OCMBICICHHIO TBOPYECTBA APTHUCTOB OaneTa B XPOHOIOTHYECKON
MIOCNIEI0BATEIbHOCTH, Ha KyJIBTYpPOJIOTHYECKOM MOIXO0/I€ M UCKYCCTBOBEUECKOM aHAH3€ IS BBIBICHHS XyN0KECTBEHHBIX
0COOEHHOCTEH MY)KCKOTO HCIIOJHHUTEIbCTBA, PACCMOTPEHHUSI €ro CTAHOBJICHMSI B KOHTEKCTE OOIIMX TEHJACHLMI Pa3BHTHS
6aneTHOTO Tearpa. Hayunas HoBu3Ha. BriepBrie BEIsIBIICHA CTIeM( KA MY>KCKOT0 OaneTHOTo ncroirHuTensctBa 30—40-X ronos
XX B. CKBO3b ITPU3MY OOIINX TSHICHINI pa3BUTH O0aTeTHOTO TaHIA ¥ TBOPIESCKUX Onorpaduii BEAyIINX apTHCTOB. BEIBOIBI.
BeIsicHeHO, 4TO yKpanHCKOE MYyXCKOe 0aJleTHOE MCIIOIMHUTEIBCTBO KaK CaMOCTOSTEIbHbINH (JEHOMEH Havyasio ()OPMUPOBATHCS
B 30-40-x romax XX B. B YCIOBHSIX PEKOHCTPYKIMH OaneToB Kiaccuueckoro Haciemusi («Jlebemunoe ozepoy, «Crstimas
Kpacasula», «Paiimonnay», «Kuzenp» u np.) u cranosinenus xopeonpamsl («KpacHbiii Max», «baxuncapaiickuii Gpontamy,
«JlaypeHcus» 1 11p.), B TOM 4UCIIe U yKpauHCKuX Oasetos («Jlunes», «JlecHas necHs» u jip.). KoncrariupoBaHo, 4To BegyIme
aptuctsl 6anera 3toro nepuona (A. Ceranp, b. Crenanenko, O. CTanuHCKHH 1 Ap.) ObUTH TPOheCCHOHANBEHO TOATOTOBICHB.
BBIsSIBIIEHBI OCHOBHBIE YEPTBI MYXCKOTO HCHOIHUTEIBCTBA — SIPKO BBIPAKEHHOE AKTEPCKOE MAacTEPCTBO, BBICOKHH ypOBEHb
BIJIQ/ICHHS TTAHTOMIMOH KaK OCHOBHBIM BBIPA3UTEIBHBIM CPEICTBOM JipaM0OaeTa, OrpaHNueHHOE KOJIMIECTBO TAHIIEBAIbHBIX
Ia B MYXXCKHUX TapTusix. [10NOKUTENbHYIO JUHAMHUKY POCTA MCIIONHHUTENBCKOTO MacTepCTBA MY’KCKOTO TaHIA IpepBaja
Bropast MmupoBast BoiiHa, BO BpeMsi KOTOPOH apTHCThI Oajera BBICTYNald Ha (pOHTaxX M B 3BaKyaluH. B mocieBOoeHHbIH
rieproyt ObLT BOCCTAHOBIICH M 00OTallleH perepTyap 0ajJeTHBIX TearpoB, HO JOMHHHPOBAHHUE PEKMCCEPCKUX MPUHIIUIIOB HaJl
xopeorpadpuueckuMH TPUBEIN K KPU3UCHBIM SIBIICHUSIM BBIXOJIAIMBAHKS TAHIIEBAILHON COCTABIISIONICH 13 MYKCKUX TTapTHil.

Kniouegvie cnosa: Myxckoe 0ajeTHOE MCTIONMHUTEIHCTBO; MY>KCKOW TaHeIl, YKpauHCKui OamneT; Oaner B YkpauHe,
xopeorpadus
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MALE BALLET PERFORMANCE ([ Olena Karandieieva

OF THE 1930s-1940s IN UKRAINE | Honoured Artist of Ukraine,
Taras Shevchenko National Opera and Ballet
Theatre of Ukraine,
Kyiv, Ukraine

The purpose of the article is to identify the special features of Ukrainian male ballet performance in the 1930s — 1940s
based on the analysis of the works by O. Sehal, B. Stepanenko, and O. Stalinskyi. The research methodology is based on the
application of the historical and biographical approaches to comprehend the work of ballet dancers in chronological order, the
cultural approach and art studies analysis to identify the artistic characteristics of male performance and consider its formation
in the context of general trends in the development of ballet theatre. Scientific novelty. The features of male ballet performance
of the 1930s — 1940s through the prism of general trends in the development of ballet dance and creative biographies of
the leading artists were revealed for the first time. Conclusions. The article has demonstrated that Ukrainian male ballet
performance as an independent phenomenon began its formation in the 1930s — 1940s, in the context of the reconstruction
of ballets of classical heritage (Swan Lake, Sleeping Beauty, Raymonda, Giselle, etc.), the formation and development of
a choreodrama (Red Poppy, The Fountain of Bakhchisaray, Laurencia, etc.), including Ukrainian national ballets (Lileia, Forest
Song, etc.). It has been stated that the leading ballet dancers of this period (O. Sehal, B. Stepanenko, O. Stalinskyi, etc.) were
professionally trained. The article has revealed the main features of male performance — pronounced acting skills, a high level
of pantomime proficiency as the main expressive means of a drama ballet, a limited number of dance steps in male parts. The
positive dynamics of the growth of male dance performance was interrupted by the Second World War, during which ballet
dancers performed at the fronts and in evacuation. In the post-war period, the repertoire of ballet theatres was restored and
enriched, but the dominance of director’s principles over choreographic ones led to the crisis of the emasculation of the dance
component from the male parts.

Keywords: male ballet performance; male dance; Ukrainian ballet; ballet in Ukraine; choreography
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_ CTAHOBJIEHHSA | Kiumuyk Ipuna Cepriisna
MNMPOP®ECIMHUX AHCAMBJIIB | Acnipanmxa,
HAPO/JHOI'O TAHIIIO B CPCP: | ORCID: 0000-0002-6253-7626,
XYIOXKHI TA COIOKYJIBTYPHI | e-mail: ira0807@i.ua,
UYUMNHHMKM | Hayionanvna axademis kepisnux xadpis
KYomypu i Mucmeyms,
eyn. Jlaspcoxa, 9, Kuis, Yxpaina, 02000

Mera crtarTi — 3’4CYyBaTH OCHOBHI XyHOXHI Ta COI[IOKYABTYpPHI (haKTOpH, IO 3yMOBHIM CTAHOBICHHS MpodeciiHmUX
arcamOmiB HapomHoro TaHiro B CPCP. Metonomoris JOCTiKCHHS TPYHTYEThCS Ha TIO€AHAHHI ICTOPHUKO-KYIBTYPHOTO,
(hOpMaITLHO-THITOJIOTTYHOTO, TTOPIBHSIIGHOTO aHAII3Y, IO JAJI0 3MOTY HAWMOBHIIIE PO3KPUTH KOJO MPOOJeM, MOB’SI3aHUX
i3 IpeMeToM JociipKeHHs. HaykoBa HOBHM3HA TOJISTaE y BUSBICHHI OCHOBHHX XYJOXHIX Ta COLIOKYJIBTYPHHX (haKTOpIB,
SIKI 3yMOBWIIM CT@HOBJIEHHs mpodeciiiHux aHcamOniB HapoxHoro tanmipo B CPCP; 3’scyBaHHI CHiBHOrO W BIMIHHOTO
B TpuHImnax oopodku donpriopHux tanuiB 0. Uypko ta K. Bacunenka. BucHoBku. BeranosneHo, mo 3 oprasizaiiero
nepmux npodeciitanx ancamOmiB HapoxHoro TaHIfo B CPCP 3amosmuyBammcs Kiilne CTBOPEHHS CIEHIYHHX TAaHIIIB,
arpo0OoBaHI B aMaTOPCHKOMY CEpEeNOBHII, Ta (OPMYyBalIWCS BIACHI MPUHIUITN ITATOTOBKHA HAPOJHO-CIICHIYHUX TAHIIIB.
JHoBezeHo, 1m0 B KiacuikamiifHux cxemax o0pooxu pomskmopaux TaHiis F0. Uypko ta K. Bacwenka criBmamarots meprii
(MiniManpHa 00poOKa (ONBKIOPHOTO MepIIoKepena) 1 TpeTil (aBTOPCHKUI TBIp) MPUHIMIN; y JPYTOMY MPUHIMML JUIS
10. Yypko BaxJIMBUM € 30€peKeHHS 3B’SI3KY 13 (DOJIIBKIIOPHOIO MEPIIOOCHOBO, a i K. BacuieHka — MOXIIBa JTOBLIbHA
iHTeprperalis, 30arayeHHs TPIOKaMH, 3al03MYEHHS JIEKCUKHM KIACHMYHOTO TAHIIO, JIO3BOJCHHMH BiAXix B (oONIbKIOpY.
BusiBieHo Xy/ioKHI YHHHUKH, 1110 3yMOBHIIM CTAHOBJIEHHS rpodeciiinux ancamomis HapoxHoro TaHio B CPCP: Beecorosumii
(ectuBans HapogHOTO TaHIIO ¥ MockBi (1936); yenix Tpukonianoro romaka B JIormoni (1935); uncnenni ormsan i gpectrai
OpTraHi30BaHOI XYIOXKHBOI CaMOJISIBHOCTI Ta HeopraHizoBaHHX amaropiB. ComiOKymsTypHI YMHHHUKH: cTaTrTs «banetHa
¢ampmy» (1936), y sxiit mpoBoIMIIaCS 116t HEOPTaHIYHOCTI IEMOHCTpAIIii HAPOJHOTO TAHIIIO HA OalleTHIH CIIeH]; HacaDKyBaHHS
COLIPEATICTUYHMX TNPUHIMIIB, Cepesl SKUX «HAPOIHICTH», «MAcOBICTb»; THPa)KyBaHHS (HOPMYIM PaJTHCHKOTO MHCTELTBA
«HaIlOHAJIbHE 32 (POPMOIO, COMIATICTHYHE 32 3MICTOMY, 1[I0 BUMArajio BIIPOBa/PKEHHS €JIEMEHTIB HalllOHAILHOTO MHUCTEILITBA
B 1[ICOJIOTIYHO BUBIPEHUX (pOpMax.

Knrouosi crosa: ancamOi1b HapOAHOTO TAHIIO; HAPOAHO-CLIEHIYHUI TaHelb; Xopeorpadis; TaHelb

Beryn

CphOrojiHI BXKJIMBUM € TIEPEOCMUCIICHHS (He 000B’SI3KOBO 3aCy/DKEHHs), 00’ €KTUBHUN aHaJIi3 MOAIH pa-
JSTHCBKOTO TIepiofy, 30KpemMa, 1 B cepi xopeorpadivnoro MuctenTsa. [1ocTymoBo po3mmproeThCs KOJIO Mpo-
OseM, 110 ToTparuisie y (oKyC HaAyKOBOI JYMKH, 3MIHIOIOTBCSI METOOJIOTIUHI opieHTHpH. CaMe Takoro HeyIe-
PEeMKEHOTO CTaBlIeHHS OTPeOye Mepio CTAHOBJICHHS OpraHi30BaHUX (OPM MPE3eHTAIlil HapOTHO-CIIeHITHOT
xopeorpadii — npodeciiiHux aHcamOIiB HAPOTHOTO TAHITIO.

IcTopuKO-XyH0KHI ACIEKTH CTaHOBICHHS aHCaMOJIiB HAPOIHO-CLIEHIYHOTO TaHIIO po3risiaany y GyHaa-
MeHTanbHUX npatsix [. bopumebka (1974), K. Bacunenxo (1997), HO. Uypko (1990) ta in. Takox 10 nmpobiemu
PO3BHUTKY aHCAMOJIB HApOIHOIO TAHIIO JONYYWIIMCS B pi3HOAcNeKTHHUX jaociimkeHHsx T. brarosa (2014),
JI. Kocakogcbka (2009), T. JIyroenko (2018), A. Mopozos (2019), A. Iliznunceka (2015) ta in. OgHak 10-
CITIDKEHHS, CTCIaIbHO TPHUCBSYCHOTO BUSABICHHIO XYTOKHIX Ta COIIOKYIBTYPHHUX (haKTOPiB, SIKi 3yMOBUITH
CTaHOBJICHHA MpodeciiHux ancamoiiB HapoaHoro TaHio B CPCP nposeneno e Oyio.

HayxoBa HOBH3Ha JOCIIIKEHHS [IOJISITA€ Y BUSBICHHI OCHOBHHMX XYIOXHIX Ta COLIOKYJIBTYPHUX (PaKTO-
PpiB, 110 3yMOBMJIM CTaHOBIEHHS podeciiHux ancamOniB HapogHoro TaHmio B CPCP, i 3’scyBanHi criibHOTO
i BiAIMiHHOTO B puHIMIIAX 00poOku ¢onbknopaux TaHuis FO. Uypko ta K. Bacunenka.

© Kmmmuyk 1. C., 2020
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Merta crarTi

Mera nociiKeHHS MOJISIra€ y BUSIBICHHI OCHOBHUX XYIOKHIX 1 COLIOKYJIBTYpHHUX (DakTOpiB, IO 3yMO-
BWJIM CTaHOBIICHHS MpodeciiiHnx ancamOmiB Hapoanoro Tanuo B CPCP, Ta B mopiBHsUIIbHOMY aHami3i min-
XOJIIB IO OIpAIFOBaHHsI TAHI[IOBAJIBHOIO (POJNBKIOPY TEOPETHKIB HapOHO-CIieHIuHOTO TaHIo 0. Yypko Ta
K. Bacunenko.

Buxnan marepiany gociizkeHHs1

OpnHiero 13 popmyi, 1o BrpoBakyBanack y MuctenrBo CPCP na nouarky 30-x pp. XX CT., CTaJIO MOHSIT-
TS PO «PAJTHCHKE MUCTELTBO» K «COIIaJIiCTUYHE 3a 3MiCTOM, HalllOHAJIBHE 3a ()OPMOIOY, ¢ HalllOHAJIbHE
MOCTAE SIK €CTETHYHA KAaTeropisi, 0 Ma€ BIUCYBATUCS B CUCTEMY KJIIACUYHHUX KATEropili eCTeTHKH (TparivHe,
KOMIYHE , IPEKpacHe, MMOTBOPHE H iH.). AJIe 11 TIOHATTS, SIK 1 MOHATTS «HAPOAHICTHY, OyI0 TICHO TIOB’sI3aHe
3 1/1€0JIOTi€10, 3aJIeKajo BiJl 3MiH MOJIITUYHOTO KypCy AepkaBH, (paKTHIHO HAOyBaJIO O3HAK 1€0JIOTIYHOI Ka-
teropii. [Ipaktuka OOpOTEOM 3 Tak 3BaHUM «OypXKya3HUM HaIliOHAII3MOMY» Ta IHIIMMHU HalliOHAIiCTHYHHMUA
BigxuneHHssMu» B CPCP mana unmMano TpariuHuX HacHIiaKiB (3aCyKEHHsI 1 cTpaTa Lol IIesu YKpaiHCbKUX
MHUTIIIB, 30KpeMa Jpamarypra Ta xypraricta Muxonu Kynima, Teatpansaoro pexxucepa Jlecs KypOaca, gposb-
KJIopucTa, yHIaropa Teopii yKpaiHCHKOTro HapoIHOTO TaHIr0 Bacuiis BepxoBuHIls Ta 0arathox iHIINX).

[Ipobnema «HamioHaTBEHOTOY, SIK ciyirHO Harojomrye H. Illaxmazapora (2013), «Hikomm He Oyna CyTo
MHCTEIITBO3HABUOIO. TpakTyBaHHsI 11 HEBIAPUBHO BiJl KOHKPETHOI i1CTOPHUKO-COITIaIbHOT cuTyartii. Tak, 3amex-
HO BiJI CHTYyaIlil MO)kKe 3MIHIOBAaTHCS CEHC OXOPOHHOI TeHJeHIii. B omHuX ymoBax — 1me 30epeeHHs Hallio-
HaJBHOI CaMOOYTHOCTI BiJl HACHJIBHUIILKOTO 11 IPUAYIICHHS. B iHIINX — HaBMmakw, 1ie i KoHcepBarlis, ITy4YHe
OTOPODKEHHSI BiJj KOHTAKTIB 3 IHIIMMH KyJAbTypaMmu. | HapemrTi, yci KOMIIOHEHTH HalliOHAJIbHOI KYJABTYPH —
PO3YyMiHHS Tpaauii, piBeHb 1 0CBOEHHS, GopMu QYHKIIOHYBaHHSI, XapaKTep BTUIEHHs (OJIBKIOPHHX ILUTACTIB
B nipoeCiiHUX kKaHpaX — CXUJIbHI 10 Oe3nepepBHOi eBotoLi» (¢. 17).

Yci 3a3HaueHi MPOIECH MOYKHA TIPOCTEKUTH Ha MPUKIIAi HAPOIHOTO TAHITIO, aIKe BiH OyB 30epeKeHMI
B YMOBaxX yTHCKIB YChOTO YKPATHCHLKOTO 3a YaciB YXOKEHHS YKPaiHCHKUX 3eMeb 10 cKiamy Pocifichkol iM-
niepii, Peai [locronuToi, ABcTpo-Yropuiiau # iH. [IeBHI 03HaKK KOHCEpBAaIlii €JIEMEHTIB YKPaTHCHKOTO TaHITIO
Ha PiBHI (DOIBKIOPHOTO MOOYTYBaHHS CHOCTEpiraiucs B 00y aKTMBHOIO HAcaKEHHS HOBHX PAJSTHCHKHUX
TpaauLii, o0OpsiB, CBAT Mmiciist BXokeHHs 10 ckiany CPCP. [1apanensno, mounnatoun 3 kinug XIX cr., BigOy-
BaJIOCS] BUKOPHCTAHHS YKPaiHCHKOTO TaHLIO B ClIeHIYHMX TeaTpanbHux (Tearp kopudeis), banernux («Knusa
B Maiopocii», «Manopociliceke Becuiisi» y noctanoBii C. JlenueBchkoro, Kuie, 1908), ectpagnux mocra-
HOBKaX, a 3 ITOYaTKOM 3alpOBAKEHHS OpraHi30BaHUX (HOPM XYIOKHBOI CaMOMISUTBHOCTI B PaAsSHCHKI Jach
€JIEMEHTH (DOJIBKJIIOPHOTO TAHLII0O MAacOBO BHKOPHCTOBYBAJIMChH Ul CTBOPEHHS HApOJHO-CLIEHIYHMX BapiaH-
TiB. 3 OpraHi3aii€ro nepmux npodeciitanx aHcamOIiB HAPOTHOTO TAHITIO 3aMTO3UIYBAINCS KITIIIIE CTBOPEHHS
CIICHIYHUX TaHIIB, allpoOOBaHi B aMaTOPCHKOMY CEpeNOBUII, Ta (hopMyBanucs BIACHI MPUHLMIINA CTBOPEHHS
HapOJIHO-CIICHIYHUX TaHIIiB.

3ro/10M TEOpETHUKH HapoaHo-cueHiyHoro TaHio 0. Uypko, K. Bacuienko Ta iH. yMoBHO audepeHitito-
BaJIM MiJIXO/W IO ONPAIIOBAHHS TAHIIOBAILHOTO (HOJIBKIOPY 3 METOK CTBOPEHHS CIIEHIYHUX MMOCTaHOBOK.
Tax, 0. Yypxko (1990) HazuBae mpuHITUIHN: «0O0poOKa», Maroun Ha yBasi 30epeskeHHs (OpMU aBTCHTHYIHOTO
(hompKIIOpPY, M0 HE TiggaBcs ad0 MiHIMAIBHO IMiIABCS CHEHIYHOMY OCMHCIICHHIO; «PO3pO0Kay — CIEHIYHO
TpaHC(OPMOBAHUHN TaHElb, y AKOMY 3aJHMIIMIOCS JIMIIC OCHOBHE AP0, HAMBAXIUBIILUI MIaCTHYHUN ene-
MEHT; «CTHJII3allisl YU aBTOPCHKUH TBIp» — CIIEHIYHUH TaHeIlb, 3aHOBO CTBOPEHHUH MMOCTaHOBHUKOM, 110 30epi-
rae i po3BHBaE CTWIb 1 TpaauLii HapoaHOT XopeorpadiuHoi TBopuocTi (c. 334). Boxwac uio nudepenuniarniro
1O. Uypko 3acTOCOBYE 1 B ICTOpUYHIN BEPTHUKAJI, HA3UBAIOYM CBOIO KacH(]iKaIlifo MOCTIIOBHUMH CTaIisIMU
B Tiporieci TpaHcopMarlii, Tearpaiizaiii HapoJHOTO TAHIIO.

K. Bacunenxko (1997) Takok BHOKPEMITIOE TP TIIXOMH, SKi, HA TIEPIIUHA TTOTIIS, CITIBIANafOTh i3 Kiia-
cudikariero 0. Uypko: «30epexeHHsT MepIIOOCHOBH (DOIBKIOPHOTO TAHIIO», «apaHKyBaHHS 1 CTBOPEHHS
HOBOTO BapiaHTa Ha OCHOBI TPAAMLINHHOTO TaHLIO», «aBTOPCHKUN BapiaHT ()OJIBKIOPHOTO MEPLIOKEPEIIay.
[Tix nepumm npunnunom K. Bacunenko (1997) posymie « 1oOTpUMaHHS TPpaHUYHOI AOCTOBIPHOCTI (3BUYAHO,
0e3 MOBTOPIB y JIEKCHIII Ta KOMIO3HLIT (OITBKIOPHO-eTHOrpadiuHOrO MeplIoKepeia i nepeHeceH s Horo
B He3alMaHOMY BUIVISI i3 30€pEKEHHSIM MY3UKH, IOSTUYHOTO TEKCTY, aTpUOyIlii, eIeMEHTIB aKTOPCHKOT TpH,
MaHepH BUKOHAHHSI, KOCTIOMA Ta HApOIHOI peKUCypHu Ha crieHy» (c. 104).

Jpyruii npuHIUI nepeadavae «IigKpecIeHo BUpa3Hy, CIOBHEHY AMHAMIKH TeaTpallizallito, TeXHidHe 30a-
rayeHHs JEKCHKH (2K JI0 BIPTYO3HHUX TPIOKIB) Ta KOMIIO3HIIIT yKPaiHCHKOTO HAPOIHOTO TAHIKO, HABITH OLIBIII-
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MEHIII JIOBUIBHOI iHTeprpeTarnii (GOIbKIOPHUX 3pa3KiB, MEPEIHTOHYBAHHS OKPEMHUX €JIEMEHTIB KJIACHYHOTO
TaHIIIO, PO3IINPEHHS 00pa3HO-TeMaTnyHuX Mex» (Bacunenxo, 1997, c. 112). Otxe, y ApyroMy NpUHIIMIIL, 110
Buainsie K. Bacunenko, Bxe He HacTinbky, K y FO. Uypko, BasknuBe 30epekeHHs! BiJ4yTHOTO 3B’SI3KY 3 (OJIb-
KJIOPHOIO MEPLUIOOCHOBOIO, BUKOPHCTAHHS TNIACTUYHOTO MOTHBY HAPOAHOTO OPUTIHANY, a/Ke HasiBHICTh J0-
BUIBHOI 1HTEpIIpeTalii, 30aradyeHHst TEXHIYHO CKJIAJJHUMHU €JIeMEHTaMHU, BUKOPUCTAHHS JICKCHKU KIIACHYHOTO
TaHI[I0, OOpaHHSI HOBUX TE€M Ta 00pa3HUX PIlIeHb J1a€ 3MOTY CYTTEBO BiTINTH BiJl (HOIBKIOPY.

3a Tpetim mpuHIHTIOM, YkazaHuM K. Bacunerkom (1997), «bameTMelicTep CTBOPIOE CBilf, aBTOPCHKUI
BapiaHT TAHIIO», «BUKOPUCTOBYIOUH IIE€BHI TEMH, 1110 BUHUKIIM HA IPYHTI HAPOIHOTO 3BUUat0, 00psiLy, Tpaau-
wii, NepeiHsBIIN KOJIOPHUT, XapakTep, 0Opa3Hi AeTali JIEKCHUKH, PO3POOKH MEBHHUX MO3ULIHHUX JEUTMOTHBIB
1 cTHIIb QonbKIOpHOTO TaHIIo» (c. 121). He HazuBaroun Takuii TBip «cTUIIi3aLiero» (HAOMMKEHHS 0 HapO.-
HOTO, TPAHUYHA CXOXKICTh 00PA3HOIO CUCTEMOIO (POIBKIIOPHOTO TAHIIIO, & HACTIPAB/II pe3y/IbTaT OaleTMencTep-
chbKol (paHTa3il), yce K MOKEMO KOHCTATyBaTH 1ZICHTHYHICTD MIIXOAY 10 GOPMYITIOBAaHHS TPETHOTO MPUHITHAITY
y FO. Uypko Ta K. Bacunenka.

Cepen TUIOBUX NPHUKIIAAIB TaHLIB, IATOTOBICHUX 33 TPETIM IPUHLIUIIOM, MOXHA Ha3BaTH «IloB3yHenb»
I1. Bipcekoro, 1o cTBOpeHUI Ha OCHOBI pyXy B ITMOOKOMY IPHCiNaHHI («MOB3yHEIb»). TaHelh TOBHICTIO
npugymanuii 1. Bipcbkum, xo4a cripaisie BpaskeHHs 3all03MYEHOrO 3 KO3albKOro MOOYTYy MiJ 4ac po3Bar,
HACTIJIBKH TPUPOAHOIO i TUTIOBOIO ISl YKPATHCHKOTO YOJIOBIYOTO TAHIIIO BUIIISAAE KOMITO3HIIIS.

[Iporec TEOPETUUIHOTO OCMUCIICHHS CTaB MOXIIUBUM JIMIIIE ITiCJIsI HAPALIOBAHHS OCHOBHHX ITiJIXO/IB JI0
CTBOPEHHS HAPOTHO-CIICHIYHUX TaHI(iB. CrodaTky >k OajeTMeiicTepn ancaMOIIiB TaHITIO, HABITh 32 HASIBHOCTI
npodeciiinoi xopeorpadiunoi ocsitu (I1. Bipcekuii, M. bomotos, 1. MoiiceeB Ta iH.), eKCIIEPUMEHTYBAJIH,
aJKe CTBOPIOBABCS HOBUH Pi3HOBH XOpeorpadigHOro MUCTEITBA, IO /IO TOTO He MaB aHAJIOTIiB y mpodeciii-
HOMY BHKOHaHHi. Opranizaunii npodeciiHux aHcamOJIiB HAPOJHOIO TAHLIIO MEPEAyBaB Ps MOAIN 1 B TaHLIO-
BasbHIN cdepi, i B coniokynsTypHoMy KuTTi CPCP.

14-18 nuctonana 1936 p. y Mocksi O0yB npoBenenuii Beecorozuuii (hecTiBaib HAPOAHOTO TAHLIO, /€
B3SJTM YYaCTh COTHI TaHIFOPUCTIB-aMaTOPiB PI3HOTO BIKY, K1 IEMOHCTpYBaJM HapoaHi Tanii. Came 1ieit dec-
TUBAJIb JaB 3Mory l. MoliceeBy mpoaHasli3yBaTd CHUTYaIlif0 i3 BTPaToi0 (POJIBKIOPHUX TAHIIOBATBHHUX TEp-
LIOKEPE Ta apryMEHTOBAaHO JOBECTU MAPTIHHOMY I paisHCHKOMY KEPIBHHULTBY BaXJIUBICTh CTBOPEHHS
npodeciiHuX aHcamOIiB HAPOAHOTO TAHIIO ((aKTUYHO HAPOIHO-CIEHIYHOTO, aJKEe TaHelb 1032 MEXaMu
MIPUPOIHOTO CEpPeIOBUIIA B POLIeCi BUKOHAHHS AJIS INIS1a4iB BTpayae 03HaKH (DOJIBKIOPY, IEPETBOPIOIOYNCH
Ha CIIEHIYHE MHUCTEIITBO).

[TinOuBaroun mizCyMKu PECTHBAIIO i PO3YyMitOUM HEOOX1IHICTh PO3BUBATH MAacOBY XopeorpadiuHy Kyiib-
Typy HaponiB CPCP, 1. MoiiceeB akieHTyBaB yBary Ha MmpoOieMi CIIeHIYHOI iHTeprpeTallii TaHII0BAILHOTO
(honpkIOpy. MUTEIH HAMTONATAB HAa HEOOX1THOCTI BUBYEHHS (OJIBKIIOPY, OCKUTHKH BiH IIBUAKO 3HUKAB B YMO-
Bax Oy/IiBHHIITBA HOBOTO COLIaJbHO-TIOMITHYHOTO ycTporo. I. MoiiceeB BBaXkaB, 0 pob OaneTMeicTepa ya-
CTO TIOBMHHA OOMEXXyBaTHCA JIMILIE POJUIIO PEJaKTOpa, 00 MPEACTaBUTH TaHELb IVIsJadeBl B HaWBUI1IHI-
oMy cBiTi. BogHouac BiH HarojomryBaB Ha TOTpedi 00epekHO CTAaBUTHUCH 0 1HAMBILYaJbHUX CTHIIBOBHX
0COONMMBOCTEH TaHIIIB, a/IKE B KOXHOTO HAPOIy CBOS JIEKCHUKA, KOOPAUHALIISl, pUTMHU, aKIICHTH, TEMIIEPaMEHT
(epemetnenckas, 1985, ¢.189).

Opniero 13 mpobiem, 10 He BTpadaia aKTyalbHOCTI BIPOAOBXK 0araThox ACCATWIITH, CTAIO MTUTAHHS, UM
MMOTPiOHO OITAHOBYBATH HAPOMHINA Xopeorpadii y mporieci CieHizallii JoCBia akaaeMidHoi 0ameTHOI KO,
SIKY TIicist skoBTHS 1917 p. 3BUHYBauyBalii B HEBIAOBITHOCTI PEBOIIOIIHAM Opi€HTHpPaM, 3aCTapijocTi, He-
3aTpe0yBaHOCTI B HOBOMY IIPOJIETAPCHKOMY CYCHIIBCTBI. He3Baxkaroun Ha 3arajibHe CTpUMaHe, a 4acTo i Hera-
TUBHE CTaBJICHHS J10 OajeTy 3 00Ky KepiBHHLTBA AEP:KaBH i TEOPETHKIB PAIsTHCHKOTO MUCTEUTBA, HA MOYAaTKy
30-x pp. KJIacHYHUH TaHelb 1 OaneTHe MUCTEUTBO B LIIOMY MPOAOBKYBAJIO iCHYBAaTH B pi3HUX (hOpMax — Bix
0araToakTHMX BHCTaB akajeMiuHOi criamiubu («JIebequne ozepoy, «Jlon Kixor», «EcMepaibaa» Ta iH.) 10
«HOBHX PaAsSHCHKHX OaneriBy, sk «UepBormii mak» P. I'miepa B moctanoBii B. Tuxomuposa i JI. Jlamumuaa
Ta PI3HOCTHIHLOBHUX ekcriepuMenTyBanb @. Jlomyxosa, K. ['oneitzoBcrkoro, B. BaitHoHeHa i iH.

[Tapamoxc monsiras y Tomy, o . Moticee OyB OanermeiictepoM i coricToMm bombimoro tearpy, ajne came
BiH 040JIMB Xopeorpadiuny yactuny Tearpy HaponHoi TBopuocCTi, sikuil y 1936 p. (mo dectusamnio) Oyno Bix-
kputo B Mockgi. Came iiomy B 1937 p. nopyumnnu opradizyBaru npodeciiiHuii ancamOi1b HapoIHOTO TaHIIIO,
3a 3pa3KoM SIKOTO MOYajd CTBOPIOBATH KOJIEeKTUBH 10 Beiil Teputopii CPCP. Y 1937 p. Oyno opranizoBano i
AncamOnp HapogHoro Tanmoo YPCP, sikuii owonwim apructu Oanery i 6anermeiicrepu [TaBno Bipchkuii Ta
Muxkoina bomotos. Llei TBopumii TaHAEM 10 TOTO BXKE 3apEKOMCHIYBaB ceOe SIK YCIIITHUHN Y ITOCTAHOBII Oa-
JeTiB. Y TakuX KaApOBUX PIICHHSX YiTKO MPOCTEXKYETHCS TCHICHIIIS BIPOBAKCHHS akaIeMITHUX TTiIXOIIB
JI0 peasizallii HapoJHHUX TaHI[B Ha ciieHi. [lisubHicTh aHCaMOIiB, HacaMIiepesl, i IMOPSAKOBYBajach 11€0J10-
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IYHUM HAaCTaHOBaM JIEMOHCTpALii CBATKOBOCTI, MAPAaJHOCTI KUTTS PAASHCHKOT JIIOMUHU. AJle HaBITh Y TAKHX
ymoBax [1. Bipcekomy Ta M. BoioToBy BIanocsi CTBOPUTH yHIKaJIEHUH KOJICKTUB 3 PENIepTyapoM. SIKHi Tepe-
Ba)KHO CTBOPIOBABCs Ha yKpaiHchkux TaHIsIX (Bopumcebka, 1974, c. 29).

MosKHa TIPUITYCTUTH, 1110 CTBOPEHHS aHcamOro TaHIo B YPCP ogauM i3 nepumx Oyia0 3yMOBIICHO I1ie
Il HAJI3BHMYAHAM YCITIXOM TPYIH apTHCTIB OaeTy KHIBCHKOTO OIEpHO-0aieTHOTO Teatpy, mo B 1935 p. Bu-
ctynuB i3 «TpuxoninHUM romnakom» Ha MixkHapogHOMY (hecTHBaIi HapOAHOTO TaHIHO B JIoHAOHI. «Yemix Ha-
101 TPYMH TIEPEBEPITUB YCi CITOMIBAHHS. .. TiJ Yac BUCTYITY YKpaiHIlIB mMyOiika OykBampHO TmanmeHina. Ille
JI0 3aKiHYEHHS TPUKOIJIIHHOTO TOMaKa 3aJ TPUMIB Bijl allJIOAMCMEHTIB, KOJIH XK Ha CIIeHI MOYUHAIINCH TPIOKU —
“BepTYILKU”, “PO3HIKKN”, “BOBUKM”’, “mipyeTH” 1 CTpUOKH, B “AnbOepT-X0oJIi” TBOPUIIOCS MIOCh HEHMOBIpHE.
AHTrIificbKa my0iika moBoaniIa cede Aaieko He TPaaAULiHO: JTIOAN KpUYajd, TyIald HOTaMH, CTYKOTLIN mapa-
COJIbKaMU, OypXJIMBO pearyroun Ha KOKeH TPIOK», — 3rajiye yuacHuis kosektuBy M. CiBkoBnd (BepxoBunenpb
& CiekoBud, 1993, ¢. 21). Takuii npuiiom OBIB, 110 aHCaMOIII MalOTh 3HAYHUN TPOTIAraHAUCTChKUN MTOTCHIII-
aj, a OT)Ke, MOXKYTh (JOPMYBATH B KpaiHi Ta 3a ii Me:kaMu MTO3WBHHUM IMIJIK PAITHCHKOTO YCTPOIO.

Jo Toro gacy Bxe BifOyracs HU3KA MOIN y XyJIOKHBOMY Ta COIIOKYJIBTYPHOMY KHUTTI, IO JA€ ITiICTa-
BU BHCJIOBUTH JIyMKy IpPO 0araroacneKTHICTh IEepeIyMOB CTBOpEHHs npodeciiHuX aHcamOIliB HapOIHOTO
taHmo. Ha Toit yac mmpoko Bigomoro crana crarts «banerna ¢anpmm (6 mortoro 1936 p.), y sikiii BucyBa-
Jvcs 3BUHYBadeHHs Ha aapecy Oanety M. LlloctakoBuya «CBitiuii ctpymok» y nocranosui @. Jlomyxosa —
y «(hanbIIMBO-HAPOJHHUX TUISICKaX», HEXJIIOWCHKOMY CTABJICHHI J0 HAPOAHUX IMEPUIOIKEpeN, Y 300paxeHH1
«pasoCTi» B TAHIIAX, IO HIYOTO CIUIBHOTO HE MAlOTh 3 HAPOJHUMH TAHIIMU Ta iH. ABTOP CTaTTi ameitoe 10
(hectuBaiTIO, IKWH BiAOyBaBCs Ha ciieHi bobIoro Tearpy, e «CrparkHi KoarocmHukH 3 [liBHigHOTO KaBKasy
111e HeJIJaBHO TI0Ka3yBald AUBOBI)KHE MUCTELTBO HAPOAHOTO TAHIO. Y HbOMY Oylia XapakTepHa came AJIs Ha-
poxi IliBHiuHOTO KaBKa3y inauBinyansHicTh» ("banetnas danbimb", 1936).

OxpiM 3BHHYBaueHb y (popMmaitizmi Ta HEBiAMOBITHOCTI KAHOHAM COL[PEai3My, y CTaTTi YiTKO MPOCTEKY-
€ThCSI 1J1es1 HEOPTaHIYHOCTI JIEMOHCTPALlIi HAPOJHOTO TAHIIIO HA OaJIETHIN CIIeHI, MOTPeOU B CTBOPEHHI CaMo-
CTIMHUX (OPM CIEHIYHOT Mpe3eHTallii IIbOTo Pi3HOBUAY XopeorpadidHoro MucrenTa. TuM Oinblie, Mo Ha
YUCIEHHUX OIsAAax 1 (hecTUBAISIX OpraHi30BaHOI Xy/IOKHBOI CAMOJIISITBHOCTI Ta HEOPTaHI30BaHUX aMaTopiB,
10 aKTHUBHO TIPOBOAMIIUCS Ha 1mouaTky 30-x pp. XX CT. Ha BCIX PiBHSX, IEMOHCTPYBAJIUCS BCi O3HAKH BITPOBA-
JDKYBaHUX COLPEATiCTUUHUX IPUHLHUIIB, Ie HAPOJHOCTI i MacoBOCTI BiiBOAMIIACS 3HAYHA POJIb.

Cepen ineonoriunux opieHTHpiB nmovyarky 30-x pp. XX ct. B CPCP HaB’s13yBasiacs Bke 3ragyBaHa GopMmy-
Ja paAsSHCBKOTO MHECTEITBA «HALlIOHATBHE 32 POPMOIO, COLIATICTUYHE 33 3MICTOMY, 110 Nepeadayao aKTHBHE
BIIPOBAKCHHS €JIEMEHTIB HallIOHAJHHOTO MHCTEINTBA B 1/1€0JIOT1UHO BHUBIpeHI (OPMH XYI0KHBOI KYJIBTYpH,
Cepe/I SIKUX y3aKOHCHUMHM CTaIM aHCaMOJIi HAPOJHOT'O TAHIIIO.

BucnoBknu

Otxe, omIAa MOMIM paAsHCHKOro mepiony y cdepi XxopeorpadpiyHOro MUCTELTBA BUSBUB, 10 CTAHOBICHHS
OpraHi3oBaHHX (OpM Mpe3eHTallii HapOTHO-CLIEHIYHOT Xopeorpadii — ancamOIiB HAPOJHOTO TAHIIO — OYII0 3yMOB-
JICHO 1 XyZI0XKHIMH, 1 COLIIOKYJBTYPHUMH, 11€0JIOTTYHUMH YHHHUKAMH.

VY mportieci g0oCTiKEHHS BCTAHOBJIEHO, 10 J0 XY/I0KHIX YHHHHKIB, SIKI 3yMOBHJIM CTAaHOBIICHHS MpodeciitHnx
ancaMOmiB HapomgHoro TaHimoo B CPCP, nanexxats HacaMmmepen Taki: Beecoro3umii ecTHBaNb HAPOTHOTO TAHITIO
B Mockai (1936), sikuii OBiB TEHAEHIIIIO 10 3HUKHEHHS (DOJTBKIOPHUX TAHIIIB 3 aKTUBHOTO BXKUTKY B TOOYTI Ta
MPUCKOPHB CTBOpeHHS Mpodeciiinnx ancam6miB HapoxHoro TaHmio B CPCP; yenix Tpukoninnoro romnaxa B Jlonmo-
Hi (1935); uncnenni oy # GectuBani opranizoBaHOT XyA0KHBOT CAMOJISIIBHOCTI Ta HEOPraHi30BaHUX aMaTOPiB.
CouiokyabTypHi YUHHHKH: cTaTTs «banerna danbiy (1936), mo npoBoauia 11610 HEOPraHiYHOCTI AEMOHCTPALil
HapOHOTO TaHIIIO HA OaJeTHIH ClieH], aKIIEHTyBaIa Ha TOTPedi CTBOPEHHS CaMOCTIHHUX (JOPM CIIEHIYHOT Mpe3eH-
Tarii bOTO PI3HOBHIY XOpeorpadigHOro MUCTEITBA; HACAIPKYBAHHS COIPEATICTHIHHUX MPHUHITUITIB, Cepell STKUX
«HAPOIHICTBY, KMACOBICTEY; THPAXKYBAHHS (POPMYITH PaITHCHKOTO MUCTEITBA «HAIlIOHATIBHE 32 POPMOF0, coIlia-
JTICTHYHE 32 3MICTOM» — YIIPOBA/KEHHS €JIEMEHTIB HaIlIOHATEHOTO MHCTEITBA B i7ICOJIOTTYHO BUBIPEHUX (OpMax.

[NopiBHsUTEHHIN aHAI3 ITiIXOIIB 10 ONPAIFOBAHHS TAHIIOBAJIBHOTO (HOIBKIOPY 3 METOK CTBOPEHHSI CLICHIYHUX
MOCTaHOBOK, 3aIPOTIOHOBAHUX TEOPETUKaMH HapomHo-cueHiuHoro tanio 0. Uypko Ta K. Bacunenko, BusiBuB
CIIIBHOCTI 1 pO301KHOCTI B iXHIX TpakTyBaHHsX. Tak, criBnasaoTh Nepui (MiHiMaabHa 00poOKa (OIBKIOPHO-
T0 MepIIoKepena) 1 TpeTiii (aBTOPChKHUM TBIp) MPUHIUIN 00pOOKH (OJTBKIOPHUX TAHIIB. Y JAPYroMy MPUHITHII
st FO. Uypko BaXITMBUM € 30€pe:KeHHS 3B’ 513Ky 3 (hOTBKIIOPHOIO TIEPIIO0CHOBOO; st K. Bacmenka — MoxkinBa
JOBIJIbHA THTEPIIpETAallis, 30araueHHs TPIOKaMH, 3aIT03MUCHHS JIGKCUKH KJIACHYHOTO TAHITIO, JO3BOJICHUHN JTaleKui
BIZIX1JT BiJl OIBKITOPY.
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Llenb craTby — BBISICHUTH OCHOBHBIC XYJOXKECTBEHHBIC M COLMOKYIBTYPHBIE (haKTOpbI, 00yCIOBUBIINE CTaHOBICHHE
npodeccroHaNbHEIX ancambieit HapoxHoro tania B CCCP. Mertononorus uceieioBaHusi OCHOBaHA Ha COYETAHHH HCTOPHKO-
KyJIBTYPHOTO, (DOPMalbHO-TUIIONIOTHYECKOTO, CPABHUTEIILHOTO aHajIn3a, YTO IMO3BOJIMJIO HauOoliee MOJIHO PAcKpPBITh KPYr
po0IIeM, CBSI3aHHBIX C MPEMETOM HccieoBaHus. HayuHas HOBU3HA 3aKIII0YAETCsl B BBISIBICHHU OCHOBHBIX XY/IOKECTBEHHBIX
1 COLMOKYIBTYPHBIX (PAaKTOPOB, OOYCIOBHBIINX CTAHOBJICHHE MPOQECCHOHANBHBIX aHcamOinel HapomHoro Tania B CCCP;
BBIICHEHHH OOIIEr0 W OTIMYHOTO B MPHHIMNAX 00paboTku (ompkimopHsix Taies 0. Uypko n K. Bacunenko. BeBompl.
YcTaHOBIIEHO, YTO ¢ OpraHHM3aIMell MepBBIX MpohecCHOHANEHBIX aHcaMmOieil HapoxHoro Tania B CCCP 3amMcTBOBaNHCH
KJIMIIE CO3JaHMs CIIEHNYECKUX TaHIIEB, allpOONPOBAHHBIE B aMaTOPCKOH cperie, ¥ GOpMHUPOBAIIICH COOCTBEHHBIC MPHHIIUIIBI
TMIOJITOTOBKM HAPOJHO-CLIEHUYECKUX TaHIeB. Jloka3aHo, 4To B KJIacCU(MKAIMOHHBIX cXeMax 00pabOTKM (OIBKIOPHBIX
tanues 0. Uypxko u K. Bacunenko conajaer nepsblii (MUHHMalbHAs 00paboTKa (hOIBKIOPHOrO EPBOMCTOYHHKA) U TPETHI
(aBTOpCKOE TPOM3BENCHUE) MPHUHIUILL, BO BTopoM mpuHmumme s 0. Uypko BaKHO coxpaHeHHE CBS3H C (HOJIBKIOPHOM
nepBoocHoBoH, st K. BacuineHko — BO3MOXKHA NPOM3BONIbHAS MHTEPIPETALMs, O0OTAIEHUsS TPIOKAMH, 3aMMCTBOBAHHS
JIEKCUKH KIIACCHYECKOTO TaHIA, pa3pelieH OTXOA OT (OIbKIopa. BBIABIEHBI XynokecTBEHHbIE (DAKTOpPBI, 00YyCIOBHUBIINE
CTAHOBJICHHE TpodecCHOHaNbHbIX aHcamOnelr HapogHoro Tanma B CCCP: Bcecorosuslil (ecThBanb HapoOAHOTO TaHIA
B Mockse (1936); ycniex Tpukonennoro romnaka B Jlongone (1935); MHOrounciieHHbIe CMOTPBI M ()eCTHBAIN OPraHU30BaHHON
XYJIO’)KECTBEHHOH CaMOJESTENILHOCTH M HEOPraHW30BaHHBIX JitoOuTeneid. ColoKysTypHble (akTopbl: crarhs «banernas
danbmby (1936), BHeApsIOMAs HICHO HEOPTAHMYHOCTH JIEMOHCTPAIIMH HAPOIHOTO TaHIAa Ha OAJICTHOM CLICHE; HACAKICHUE
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FORMATION | Iryna Klymchuk
OF PROFESSIONAL FOLK DANCE | PhD student,
ENSEMBLES IN THE USSR: ARTISTIC | National Academy of Culture and Arts Management,
AND SOCIOCULTURAL ASPECTS | Kyiv, Ukraine

The purpose of the article is to find out the main artistic and sociocultural factors that determined the formation of
professional folk dance ensembles in the USSR. The research methodology is based on a combination of historical-cultural,
formal-typological, comparative analysis, which made it possible to fully reveal the range of issues associated with the subject
of the research. The scientific novelty consists in identifying the main artistic and sociocultural factors that led to the formation
of professional folk dance ensembles in the USSR; clarification of the general and the difference in the principles of folklore
dances adaptation by Y. Churko and K. Vasylenko. Conclusions. The article concludes that in the classification schemes of the
principles of folklore dances adaptation by Y. Churko and K. Vasylenko, the first (minimal adaptation of the primary folklore
source) and the third (the author’s work) principles coincide. Y. Churko states that the essential in the second principle is the
connection with the folklore mainstay. K. Vasylenko places before arbitrary interpretation, enrichment with tricks, borrowing
the styling of classical dance, a departure from folklore is allowed. The article found the cultural factors that determined the
formation of professional folk dance ensembles in the USSR: the All-Union Folk Dance Festival in 1936 in Moscow; the success
of the trykolinnyi (three-part) hopak in London in 1935; numerous shows and festivals of organised amateur performances
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and unorganised amateurs. Among the sociocultural ones is the article “The Ballet Falsity” (1936), which introduces the idea
of the inorganic demonstration of folk dance on the ballet stage, emphasised the need to create independent forms of stage
presentation of this kind of choreographic art; imposition of socialist realist principles, including “nationality”, “large-scale
involvement”; replicating the formula of Soviet art “national in form, socialist in content,” which required the introduction of
elements of national art in ideologically verified forms.

Keywords: folk dance ensemble; folk dance stage adaptation; choreography; dance
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The purpose of the article is to find out the main aspects of shifts in conceptual and ideological focuses in the criticism by
Alexander Cherepnin after October 1917. The research methodology is based on a combination of analytical (analysis of literature
and sources, events, facts), historical and cultural (retrospective reproduction of the conceptual positions of A. Cherepnin’s
criticism, taking into account the socio-cultural context), comparative (comparison of publications of the critic before and after
October 1917) methods, which allowed us to fully reveal the range of problems related to the subject of research. Scientific
novelty. For the first time, the essence of shifts in Aleksandr Cherepnin’s ballet criticism from the glorification of the academic
tradition to the ideological and political intention was revealed. Conclusions. At the beginning of his ballet and critical career,
A. Cherepnin was a supporter of pure classical dance. He considered that the source of inspiration for the choreographer should
be no drama or music, but choreography only. He had a rather negative attitude to the appearance of modern dance on the ballet
stage, considering it alien to Russian ballet. The article has stated that after October 1917, the critic moved away from singing
the academic tradition, promoting pathos-imbued art for the new proletarian audience. He considered dance as a “living art” that
could respond to not only artistic but also to socio-political changes quickly. He joined the supporters of the sociological approach
in the evaluation of art. At the same time, he considered that the need for ballet art in communist society would disappear. We
found out that after October 1917, the ideological and political intention in the work of A. Cherepnin is clearly traced. Still, some
reviews indicate the impossibility of an unambiguous interpretation of his post-revolutionary critical discourse.

Keywords: ballet criticism; Aleksandr Cherepnin; ballet; choreography, dance

Introduction

The activities of ballet critics in the epoch of socio-political transformations of the 1910s—1920s in Tsa-
rist Russia and later in the USSR met changes following new historical realities and ideological dogmas. The
well-known theatre and ballet critics A. Hvozdiev, A. Piotrovskyi, I. Sollertynskyi, Ya. Tukhenhold and others
contributed to the development of critical discourse in ballet theatre; their activities often fell into the circle
of scientific reflection. Unfortunately, much less attention is paid to A. Cherepnin’s work, but his role in the
development of the critical and evaluative discourse of the ballet theatre is no less significant.

The analysis of A. Cherepnin’s some publications is mentioned in the researches by H. Dobrovolska
(2004), Ye. Surits (2006), N. Korshunova (2009), N. Sheremetievska (Sheremetyevskaya, 1985) and others,
but the changes in the conceptual and worldview focuses of A. Cherepnin’s critical activity was left unre-
searched.

Scientific novelty. For the first time, the essence of shifts in Aleksandr Cherepnin’s ballet criticism from
the glorification of the academic tradition to the ideological and political intention was revealed.

Purpose of the article

The purpose of the article is to learn the main shift aspects of A. Cherepnin’s conceptual and outlook fo-
cuses after October 1917.

Main research material

Aleksandr Cherepnin began his career as a dance critic and theorist in 1913 (Nudel, or Li) when his arti-
cles published in the “The Teatralna Hazeta” for the first time. Before the October Revolution of 1917 and for

© Alina Pidlypska, 2020
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some time after it, A. Cherepnin remained a supporter of “pure” classical dance, paid much attention to the
relation of dance and music. M. Fokin’s productions had a significant influence on changes of views on the
interrelation of dance and music in ballet. It is worth noting that this issue, having become relevant in Russian
ballet in the early 20th century, continued to remain topical even after October 1917. A new stage in the mas-
tering of music in ballet was integral to M. Fokin’s findings, as composer, music and ballet critic B. Asafyev
stated: “The essence of Fokin’s conquests hides in insightful penetration into the process of sounding, in the
“grip” of those points of departure, gravity, support and rotation on which the movement of music (the sound-
ing substance) is based and under rhythmic alternations and comparisons of which a strong cohesion of music
elements or fusion and interpenetration of particles of musical fabric is born. Fokin, having keen senses and
noticing these “nodes”, or moments of concentration of sound particles, reacted subtly to changes in rthythmic
beats and colour, and the dynamics of sonority, and the alternation of durations, and the logic of musical ac-
cents” (Asafyev, 1974, p. 45).

A new relation of music and choreography appeared, which opened prospects for a deeper understanding
of the spiritual world of a person. In this context, B. Asafyev named two of M. Fokin’s most essential qualities
as “a detailed adherence to the melodic and rhythmic lines of music and the identification, possibly impulsive,
of psychological data of the plot” (Asafyev, 1974, p. 28). A. Cherepnin, in unison with B. Asafyev, supported
M. Fokin, considered that it was necessary to create new ballet music not dancing one, which did not explain
the experiences of actors and dancers, did not emphasise the dance pattern, but one that was adequate to dance
symbols in its symbolic content.

A. Cherepnin took the view that M. Fokin mastered the new interrelations of dance and music intuitively
(Dobrovolskaya, 2004, p. 402). At the same time, unlike B. Asafyev, the critic who admired the musicality of
M. Fokin’s choreography, considered the art of dance to be a self-sufficient art that did not depend on either
drama or music. He advised looking for the source of pathetic moods “only in the choreographic moment, just
as the musical mood is drawn not from the programme of the title of a musical work, but from the special,
musical energies of the work itself” (Cherepnin, 1916).

A. Cherepnin wrote one of the last pre-October reviews for the premiere of the play Salome based on
the O. Wilde’s play at the Chamber Theatre on October 9 (22), 1917, in which M. Mordkin staged Salome’s
dance. Making a critical analysis of the choreographic component of the performance, he, first of all, noted
that M. Mordkin’s dance did not correspond to the nature of the performance and, the most important, its de-
sign, which determined the entire style of the performance. According to A. Cherepnin, the dancer “ignored
the connection between the graphics of the dance and the plastic system of the production, cubist in painting
and partially — only partially — in the movements. Instead of showing special techniques of dance movements
that would be just as realistic as a cubistically decomposed body is perceived realistically, Salome’s dance is a
set of choreographic phrases in the spirit of stereotyped pseudo-exotic salon Duncan of a completely realistic
nature” (Cherepnin, 1917). The negative attitude to I. Duncan’s dances, the sprouts of modern dance, can be
traced. Analysing K. Goleizovsky’s experimentations, despite the general positive attitude to the choreogra-
pher, the critic speaks of modernism, considering it as the one “established in the art of dance today, but is not
the dance art of today” (Li, 1924a).

After the turbulent events of 1917-1918 and active involvement in the process of art creation for the new
spectator — the proletariat — A. Cherepnin’s views, his diversion from the understanding of art as a self-suffi-
cient phenomenon independent of practical life forms were transformed. From the columns of such publica-
tions as “Theatre”, “Izvestia”, he supports the change of the “sweetish perfumery of love stories” of pre-revo-
lutionary ballet performances to the showing of the heroic struggle for the future, permeated with revolutionary
pathos. Besides, A. Cherepnin was a supporter of dance art, which he called “living art” in one of his articles.
“Dance, — the critic writes, — should sound like a means of encouragement, reinforcement, refreshment, that
should be equivalent to swimming in a river, a bright rally speech, an impulsive exclamation of “Dance now!”
(Li, 1924c, p. 5). It reminds of Plato’s vision of an ideal state, in which only joyful music and the one that
praises the rulers-philosophers should sound.

A. Cherepnin considered K. Goleizovsky’s dance innovations in the same aspect, seeing them “not in
folklore, not in the plot, but only in a clear, expressive, mastered rhythm, on the one hand, and in the simplicity
and clarity of emotional speech, on the other hand. Everything is done in a broad, unprecedented dance-poster
manner — economically, brightly, without curls and bows. Dance ... charged, toned, captured in its rhythmic
circle. It was real art” (Li, 1924a). This attitude indicates the critic’s understanding of one of K. Goleizovsky’s
main programme theses and intentions about the leading role of rhythm as a source of life and. Therefore, the
choreographer attached great importance to it in his productions.

176



XOPEOT'PA®IYHE MUCTELTBO
ISSN 2410-1176 (Print) * Bicauk KHYKiM. Cepist: MucrernrBo3naBcTBo. Buir. 43 « ISSN 2616-4183 (Online)

And if A. Cherepnin had a positive attitude to K. Goleizovsky’s dance experiments, since they fit into the
concept of “living art”, he opposed the creative rethinking of ballet heritage (first of all, M. Fokin’s ballets)
and any reformative searches categorically. Fokin’s success, as well as “Diaghilev’s ballets” in general, he ex-
plained by “a brilliant flash of the aesthetic individualism of that time”. The critic considered this kind of “pure
art”, which he had recently supported, obsolete, inconsistent with the spirit of the epoch, to be “internally alien
to the moods of our day” (Li, 1925).

N. Korshunova, analysing A. Cherepnin’s unpublished work, entitled “Theoretical Study of the Art of
Choreography” and written, according to the researcher, in the early 1920s, draws attention to the paradoxical
idea expressed by the critic. Thus, he believes that ballet as a stage art will disappear soon because there will
be no need for it in the new communist society (Korshunova, 2009, p. 246). At this stage of his critical activ-
ity, A. Cherepnin connected with the development of the art of dance with the socio-economic system, which
corresponded to the sociological approach to the development of art, which became widespread at the time.

A. Cherepnin paid attention to the activities of the workshop studio “Mastfor”, opened by choreographer
N. Foregger in 1920, which existed until 1924. Satire, buffoonery, grotesque as the main genre techniques of
aesthetics of the workshop allowed for the first time in the Soviet theatre to present negative social images
generated by the new economic policy (merchants, NEPmen, political bureaucrats) on the stage in a sharp
theatrical form with proletarian culture pathos, revealing their negative qualities. “Foregger is of great talent —,
wrote A. Cherepnin. — His dance stroke is rough, unexpected, muscular, and constructive movement is taken
broadly, in all its completeness: if we are throwing, let’s throw, if we are falling, let’s fall”. These dances,
which are rough in form, but particularly in the sharpness of the compositions, the critic also defines as “living
art” (Li, 1924b).

N. Foregger created a new version of 7he Swan by C. Saint-Saéns, maintaining the scheme of Fokin’s
production, but presented a different solution to this topic than the latter at the same time. He also tried to con-
vey the movements of the shot bird as accurately as possible but in his style. The performance did not become
an eccentric parody, because, no matter how paradoxical it is, it was permeated by a nagging and mournful
intonation, due to the performing skills of ballerina T. Batasheva too. Her somersaults, as one of the eccentric
tricks, stunned with their alogism at first, but gradually a viewer began to discover this last confused, irregular,
zigzag flight of a fatally wounded bird, which made a touching impression. Critics noted that The Swan was
interpreted not as a “conditional and emotional gesture” but as a “true physiological dynamics that achieves
deep pathos”. And if the modernism aesthetics of Fokin’s choreography in The Swan was significant for the
epoch of Fin de siécle (“end of the century”), then the image created by N. Foregger and T. Batasheva was in
the discourse of avant-garde aesthetics. According to A. Cherepnin, it is as significant as “the figure of a Jew
glued to the sky in Chagall’s Over Vitebsk” (Li, 1924b).

The presence of ideological and political intention in A. Cherepnin’s critical discourse is evidenced by his
reaction to the report on rhythmoplasticity by choreographer, pianist, and dance theorist M. Pozniakov, who
in 1923-1924 worked in the choreology laboratory of the State Academy of Arts (the Academy), studying the
coordination of plastic movements and musical forms. The choreology laboratory as a structural subdivision
of the academy was a research body, where the methodology of studying the art of dance was developed by
experimentation. “For too long, this area has been captivated by not always aesthetic emotions, said O. Sidor-
ov, a head of the laboratory and a well-known art critic and historian. — Its right to attention from the Academy
was indicated at the beginning of plenary sessions, when dance and movement as such were considered as
synthesised art, to find which was one of the first goals of the Academy” (Sidorov, 2017, pp. 81-82). It should
be noted that O. Sidorov was the author of the book Modern Dance, which was published in 1922. Almost
a hundred years ago, he wrote: “The world seems tired of sitting still. Our epoch is a time of movement... To
hear a constant call to dance, go in for sports, go to the cinema. In its essence, dance is an artistic organisation
of physical culture” (Sidorov, 1923). These ideas were accordant to A. Cherepnin’s ideas about catalysing role
of art in the epoch of socio-cultural transformations.

The subject of art study is movement, dance, problems of choreographic notation, and the development
of Taylorism (scientific management), the emergence of biomechanics, the study of rhythm, the mutual influ-
ence of plasticity, circus acrobatics and sports, forms of reception of new European dances. The term “art of
movement”, according to the researcher of N. Misler’s choreology laboratory activities, covered the activities
of the latter and many related to it scientists and artists comprehensively. The plastic arts of body movements
are begun to be considered not only in aesthetic parameters but also as a possible way of formation of a de-
veloped personality, as a revolutionary way of liberation of the spirit through the emancipation of the body
(Misler, 1997).
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The laboratory hosted practical demonstrations, performances, seminars and theoretical disputes constant-
ly, which became a characteristic feature of these open events. Having attended one of these events, where
M. Pozniakov’s lecture as a verbal text was accompanied by dance compositions, acrobatic and other rhythmo-
plastic movements to the appropriate music, A. Cherepnin concluded that this was “a complete deviation of
the author’s ideology from the command requests of current life”. Also, he accused the speaker of “aesthetic
subjectivism”, since he “acts on the shaky ground of analogies” (Li, 1924d). Probably, the critic did not under-
stand the supertask that the choreology laboratory faced — to teach a person to see the beauty of movements
themselves, to appreciate the “abstract” qualities of movement — its geometry, intensity, and rhythm.

This misunderstanding turned out to be mutual, since A. Cherepnin’s last article “Dialectics of Ballet”,
published in 1927 on the pages of the journal Life of Art, was discussed at a meeting of the same choreology
laboratory of the Academy, but, as N. Korshunova writes, referring to archival sources, it did not arouse inter-
est (Korshunova, 2009, p. 249), although, information about this meeting of the laboratory is missing in the
fundamental two-volume publication on the activities of the Academy (Plotnikov & Podzemskaya, 2017). The
article is the last in A. Cherepnin’s creative heritage, paying attention to the importance of the problems posed
in it, it requires independent analysis.

Conclusions

At the beginning of his ballet and critical career, A. Cherepnin was a supporter of pure classical dance. He
considered that the source of inspiration for the choreographer should be no drama or music, but choreography
only. He had a rather negative attitude to the appearance of modern dance on the ballet stage, considering it
alien to Russian ballet. After October 1917, he deviated from the glorification of the academic tradition and
promoted art permeated with pathos for the new proletarian audience. He considered dance as a “living art”
that could respond to not only artistic but also to socio-political changes quickly. He joined the supporters of
the sociological approach in the evaluation of art. At the same time, he considered that the need for ballet art
in communist society would disappear. In the period after October 1917, the ideological and political intention
in A. Cherepnin’s work can be clearly traced, but a number of reviews indicate the impossibility of the unam-
biguous interpretation of his post-revolutionary critical discourse.
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BAJIETHA KPUTUKA OJIEKCAH/PA | Iignunceka Anina MukonaiBHa
YEPEITHIHA: BI{ OCIIIBYBAHHSI | Kanouoam mucmeymeosnascmea, npogecop,
AKAJEMIYHOI TPAAUUII | Kuiscoxuit nayionansnuit ynieepcumem
HO ITHEMHO-ITIOJITUYHOL | kyromypu i mucmeyms,
IHTEHUII | Kuis, Yxpaina

Mera crarti — 3’siCyBaTH OCHOBHI acHeKTH 3MiH KOHIENTYaJlbHO-CBITOIIAAHUX OpIEHTHPIB B Kputuni Onekcanapa
YepenHina micis sxoBTHs 1917 p. MeTomoioris J0CHiPKEHHs IPYHTYEThCSl Ha MOEHAHHI aHAIITUYHOTO (aHAJI3 JIiTepaTypu
Ta JKepes, TOAiH, (aKTiB), 1CTOPUKO-KYJIBTYPHOTO (PETPOCHEKTHBHE BiATBOPEHHS KOHLENTYaJbHUX MO3ULIH KPUTHUKH
O. UepenHiHa 3 ypaxyBaHHSIM COIIOKYIIETYPHOTO KOHTEKCTY ), TOPiBHSIILHOTO (CITIBCTABICHHS ITyOTiKallii KpUTHKA J10 Ta MiCIIs
#O0BTHA 1917 p.) MeToxiB, IO JJO3BONMIO HANIIOBHIIIE PO3KPUTH KOJIO MPOOIeM, OB A3aHMX i3 MPEAMETOM IOCIIHKEHHS.
HayxoBa HOBI3HA. Briepiie BIsBIIEHO CYTHICTE 3MiH y OaneTHil kputuii Onekcanapa YeperHiHa Bi OCIiByBaHHS aKaIeMiTHO1
TpaJuIIii 10 iTeHHO-NOoMITHYHOI iHTeHI 1. BucHoBKH. BusBieHo, 10 Ha moYaTKy 0axeTHO-KpUTHIHOI HisttbHOCTI O. UepemHin
OyB NPUXMIBHUKOM YHCTOTO KJIACHYHOTO TaHII0. BBakaB, 10 JpKEpesoM HAaTXHEHHs OaneTrMelicTepa NMOBHHHA CIyTyBaTh
HE JipaMa 41 My3HKa, a BUKJIFOYHO Xopeorpadis. JJocUTh HEraTMBHO CTaBUBCS JIO TIOSBH TaHIIO MOJEPH Ha OalleTHIl cleH,
BBKAIOUH HOTO Uy>KOPITHUM ISl POCiHChKOTO Oasnery. BcTaHOBIIEHO, 1110 Yepes AesIKUi Jac micist ®oBTHs 1917 p. KpUTHK
BIIHIIIOB BiJ OCIIBYBaHHs aKaJeMiuHOT TPaIuIlii, pomnarysas MpOHH3aHe Mad0oCcoM MUCTEIITBO Il HOBOTO MPOJIETAPCHKOTO
nisigada. Beaxas TaHelb «OKUBUM MECTELTBOMY, 110 MOXKE IIBUJIKO BiII'YKyBAaTHCS HE JIMIIE Ha XyIOXHi, a il couianbHO-
TONITHYHI 3MiHHU. J[0Ty4rBCs 10 IPUOIYHUKIB COIIOIOTIYHOTO IMiIX0Y B OIHII MHCTeNTBa. OHOYACHO BBAKaB, II0 TIOTpeda
y OaJIeTHOMY MHCTENTBI B KOMyHICTHYHOMY CYyCIIUIBCTBI 3HUKHE. 3°COBaHO, 10 Micst XOBTHS 1917 p. 4iTKO MpocTexKyeThCs
izleliHo-noNiTHYHa iHTeHIis B TBopuocTi O. UepenHina, ane psii pereHs3iid CBIAYNTH NPO HEMOXIIUBICTH OJJHO3HAYHOTO
TpPaKTyBaHHS HOTO MOPEBOJIOLIIHHOTO KPUTHYHOTO JTUCKYPCY.

Kniouosi cnosa: xputuka o6anery; Onekcanap Yepemnnin; 6anet; xopeorpadisi, TaHelb

BAJIETHASI KPUTUKA AJIEKCAHJIPA | ITumieimckas Anuaa HukonaeBHa
YEPEITHUHA: OT BOCIIEBAHUS | Kanoudam uckyccmeosedenus, npogheccop,
AKAJEMHUYECKOMU TPAAUIMWM | Kuescuii nayuonansholii yuusepcumem
K UAEUHO-ITIOJIUTHYECKOM | xyremyper u uckycems,
UHTEHIUWMU | Kues, Vkpauna

Lenp cTaTbn — BRLICHATH OCHOBHBIE aCTIEKTHI H3MEHEHHH KOHIIETITYaIbHO-MHPOBO33PEHUYECKIX OPHEHTHPOB B KPUTHKE
Anexcannpa YepermruHa mocie okTsi0pst 1917 roga. MeTomonorus uccieJoBaHis OCHOBAaHA HA COYCTAHUH aHAJUTHICCKOTO
(aHanm3 muTEpaTypsl W UCTOYHHKOB, COOBITHH, (DAKTOB), MCTOPHUKO-KYJIBTYPHOTO (PETPOCHEKTHBHOE BOCIPOM3BEICHHE
KOHIICTITYaJIbHBIX TIO3ULUIA KpUTUKH A. UepenHIHA C yIeTOM COUOKYIBTYPHOTO KOHTEKCTA ), CPABHUTEIILHOTO (COMTOCTABIICHHE
nyONUKAIMH KPUTHKA K U mocie okTsaops 1917 roga) METOmOB, YTO MO3BOJIIIO HAMOOJICE TTOJHO PACKPBITH KPYT MPOOIeM,
CBSI3aHHBIX C TIPEAMETOM HccienoBanus. Haydnas HoBu3Ha. BriepBrie BBIBICHA CYIIIHOCTh N3MEHEHHH B 0aeTHOH KPUTHKE
Anexcanpa YepermHIHa OT BOCTICBAHUS aKaIeMUYECKON TPaJAUIIAH 10 WACHHO-TIOIUTHYECKO MHTEHIINH. BrBOIB1. BRIsIBIICHO,
YTO B HaJase 0aJeTHO-KPUTHIECKOH esTembHOCTH A. UepenmHIH ObUT CTOPOHHIKOM YHUCTOTO KIIACCHYECKOTo TaHma. Cuuta,
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YTO UCTOYHUKOM BIOXHOBEHHs OajeT™MelcTepa JOJDKHA CIY)KHTh HE JpaMa I My3bIKa, a UCKIIIOYHTEIBHO Xopeorpadus.
BecbMa HerarHBHO OTHOCHWIICS K IOSIBICHHIO TaHIA MOJCPH Ha OaJeTHOH CLEHe, CUMTAs ero 4yKEPOIHBIM JUIS PyCCKOrO
Oasiera. YCTaHOBIEHO, YTO Yepe3 HEKOTOPOE BpeMst ociie oKTsiopst 1917 roga KpUTHK OTOLIEI OT BOCTICBAHUS aKaJIEMHIECKON
TpaJLMH, TPONaraHjupoBal IPOHU3aHHOE Ma(ocoM HCKYCCTBO IS HOBOrO MHpoiierapckoro 3putens. Cuuran TaHell
«OKUBBIM HCKYCCTBOM», YTO MOXKET OBICTPO OTKJIMKAThCS HE TOJIBKO Ha XyHIOXKECTBEHHBIE, HO U COLMAIbHO-TIOJIMTHYECKHE
u3MeHenus. [IprcoeMHIIICS K CTOPOHHUKAM COIMOJIOTMYECKOTO MOJIX0/a B OlleHKe HCKyccTBa. OJHOBPEMEHHO CUUTAII, YTO
MOTPeOHOCTH B GaJIETHOM HCKYCCTBE B KOMMYHHCTHYECKOM OOIIECTBE MCUE3HET. BhIscHEeHO, uTo mocne okTstops 1917 roma
YETKO MMPOCIIEKUBACTCS WACHHO-IIONMTUYECKAs HHTCHIMS B TBOpYeCTBE A. UeperHnHa, HO sl PELeH3UI CBUIETEIbCTBYET
0 HEBO3MOXXHOCTH OJTHO3HAYHOI TPAKTOBKH €T0 ITOCIIEPEBOTIOLHOHHOTO KPUTHYECKOTO IUCKYpCa.
Kniouegvie cnosa: xputnka Oanera; Anexcanap Yepennun; 6aner; xopeorpadus; TaHen
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Merta JOCTiPKEHHS] — BU3HAYUTH NMPUHIMIN (OPMOYTBOPEHHS 1HKIIIO3MBHOTO TPEAMETHO-TIPOCTOPOBOTO CEPEIOBHIIA
3 BUKOPHCTAHHIM TEXHOJIOTIl aJIUTUBHOTO BHPOOHMITBA (3-D ApyKy); BIIHAWTH METONH Ta MPHUHAOMHU (OPMOYTBOPEHHS
IHKJTIO3UBHOTO ITPEIMETHO-POCTOPOBOTO CEPEIOBHINA 3 BUKOPHCTAHHSM TEXHOJIOT T a ANTUBHOTO BUPOOHHIITBA, 3aCTOCYBAHHS
SIKAX JIOTIOMOXKE JIM3aifHepy CTBOPHUTH IHKIIFO3MBHHUN HpocCTip. Metoau AociiKeHHs. BukopnctaHo MeTos MOpiBHSIIEHO-
ICTOPHMYHOTO aHAJI3Y, TUTIOJIOTIYHOI CHCTEMAaTH3alli1, MOHITOPHHTY, EKCIIEPTHHX Cy0’ €KTUBHUX OIIHOK, Bi3yaIbHO-aHAI THIHHI
METOJ] JUTsS BUCBITJICHHS CBITOBOTO TEOPETHYHOTO M MPAaKTHYHOTO JOCBiAYy: (POPMOYTBOPEHHS IHKIIO3UBHOTO IPEMETHO-
MIPOCTOPOBOTO CEPEIOBHINA, BUKOPHCTAHHS TexHoJoril 3D-IpyKy, a Tako)k BHUBYCHHs TaKMX MarepiaiiB, Ik MOHOrpadii,
HAyKOBI CTaTTi, MPaKTHYHI KEPIBHULITBA, MiJPYYHUKH, TE€3H HAYKOBUX JIONOBIiEH, IMyOiikauii B MEpPiOANYHNUX BHIAHHIX
3 IOCTIKYBaHOI TeMH, (poToMarepiainn i TeKcTH 3 Mepexi [arepHeT. HaykoBa HOBH3HA. ABTOPOM 3alpOMIOHOBAHHWI HOBHH
TIOTJISI] HA CTBOPEHHS 1HKIIFO3MBHOTO CEpeOBHINA. BHBEIEHO TinmoTe3y Mpo Te, M0 MPAKTHKA MPOEKTYBAHHS 1HKIIO3UBHOTO
MIPOCTOPY Ma€ Bce OLIbIIIe BUKOPHCTOBYBATH MTPEIMETH, CTBOPEHI 3a TexHoorisMu 3-D npyky. CTBepKy€eThesl, M0 3aBISKH
I[bOMY IIPEIMETH, CTBOPEHI 3 BUKOPUCTAHHAM TexHoJorii 3-D npyky, craHyTh JOMiHaHTaMH IHKJIIO3UBHOTO ITPEIMETHO-
IIPOCTOPOBOTO pilieHHs. BucHoBKH. BcTaHOBIIEHO 0CHOBHI 0c00MMBOCTI TeXHOIIOTT 3-D 1pyKy i 3a11pOIIOHOBAHO NEPCIEKTHBHI
HaNpsIMH JUTs 3aCTOCYBaHHs. BusiBineHo nprHIUIY (OPMOYTBOPEHHS IHKIIIO3UBHOTO ITPEIMETHO-IPOCTOPOBOTO CEPEIOBHIIA
3 BUKOPHCTaHHSIM TexHouorii 3-D apyky. Bu3HaueHO OCHOBHI TEOpETHUHI 3acajy BUKOPHCTaHHsS TexHomorii 3-D npyky
B mporieci (POpMOYTBOPEHHS 1HKIFO3MBHOTO MPEIMETHO-TIPOCTOPOBOTO CepemoBHIna. J{OCTHIHKEHHS B TUIaHI BUKOPUCTAHHS
TexHoJoril 3-D ApyKy I MPOEKTYBaHHSA MPEAMETHO-IIPOCTOPOBOTO IHKITIO3WBHOTO CEPEIOBHINA MAIOTh aKTyaJbHICTH Ta
MIEPCIEKTUBHICTh, BOHH MTOTPEOYIOTh PO3IIMPEHHS | TEOPETUYHOTO, 1 IPAKTUYHOTO ACTIEKTIB.

Kniouosi crosa: ipoliec IPOEKTYBAHHS; IHKJIIO3UBHUN IN3aiH; TEXHOJIOTIT aIMTHBHOTO BUPOOHHLITBA; 3-D apyk

Beryn

Koxna monnHa BOPOIOBK CBOTO XKHUTTS MOCTIHHO mepedyBae B CUTyalisiX, KOJM B HEl YaCTKOBO 00-
MeXeHi (YHKLIIOHaJIbHI MOXIMBOCTI, @ TOMY MOTpedye IHKIIO3MBHOTO cepenoBuiia. CaMe iHKIIO3UB-
HEe cepejioBuile 3a0e3neuye BUTBHUI JOCTYN JIJIs KOPUCTYBaHHS OJlaraMu IUBLII3AII, 110 € HEOOXiTHUM
CKJIQJIHUKOM PO3BHUTKY CyCHIJILCTBA. [IpOEKTYBaHHS 1HKIFO3UBHOTO MPOCTOPY — CTBOPEHHS €JMHOTO MPEe/-
METHOT'O-IIPOCTOPOBOTO CEPEIOBUINA Il OE3MEePEHIKOHOTO i KOM(OPTHOrO CIIBICHYBaHHS BCIX UJICHIB
cycrninbeTBa. CTPIMKHAA PO3BHTOK TEXHOJIOTII aJUTHBHOTO BHPOOHHUIITBA, a caMe TeXHOJoTil 3-D mpyky,
oTpeOy€e BUBYEHHS MOYKJIMBOCTEW BHKOPUCTAHHS I[i€l TEXHOJIOTI] B CTBOPEHHI 1HKIFO3MBHOTO CEPEIOBU-
ma. AKTYyaJIbHICTb JTOCIIIKEHHS MOJISITae B TOMY, IO Ta YaCTHHA YWICHIB CyCHIJIbCTBA, SIKa Ma€ OOMEKEHHS
B 310poB’i (15% HaceneHHs ), He Ma€ HEOOX1THOTO 1HKIIIO3UBHOTO CEPEIOBHILA HABKOJIO, CTPIMKHI pO3BU-
TOK TEXHOJIOT1] aJlMTUBHOIO BUPOOHMIITBA, a caMme TexHoJorii 3-D apyKy, MoXke JOIMOMOITH B CTBOPEHHI
IHKJIFO3UBHOI'O CEPEIOBUIIIA.

AHaJi3 OCTaHHIX JOCITIKEHb 1 myomikamiit. OOMexeHHs B 310poB’i pi3HOTO BHy MaioTh 10-15% Ha-
ceneHHs. 46% mozaeit mcnsg 60 poKiB JKUBYTH 3 iHBAJIAHICTIO, MPU I[OMY YHCIIO JITHIX JIIOAEH 301TbITy-
eThcsl Ha TpH BijcoTku B pik (United Nations, 2020). Pe3ynbraTom iHKIIFO3UBHOTO JU3alfHY 9acTO CTa€ Iie-
PEOCMHUCIICHHS TPUBI1aJIbHUX MPEAMETIB 1 KOHLENLiH 3 THM, 1100 KOPHUCTYBaHHS HUMH OYyJI0 3pYYHHUM IS
BCixX a00 15l MAaKCUMalIbHO YMCIICHHOT IpynH Jtoael. KoxHa mroauHa mpoTsarom sXUTTS MOTpedye 1HKITI03UB-
HOTO:XTOCH O1JIBLIOI0 MipOI0, XTOCh — MEHIIO. Hanpukian: aiTi (MaloTh 0OMEKEHHS B CHIIL, IKY MOXKYTh
JOKJIACTH, Y 3pOCTi, HABITh MaJia Bara MO>K€ CTaTH MPOOIEMOI0); JIFOIH MOXUIIOTO BiKy (MalOTh OOMEKEHHS
B CHJI, IKY MOXYTh JTOKJIACTH, Y SKOCTI 30Dy, Y HIBHAKOCTI); KOJKHA JIOIMHA, SKOI YNMOChH 3alHATI pyKH

© Anpnikos €. M., 2020
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(Ha pykax TUTHHA, TPUMAE BaJlizy); JIIOAH, KOTPi MalOTh TPABMY, JIe30Pi€HTOBaHI, IEPEBTOMIICHI, 3HECHIICH]
TOIIO. [HKITIO3MBHUH TU3allHEPCHKHIA pyX Ma€ Ha METi 3IICHUTH 3MiHU, BUTIPABHUTH 32 JIOTIOMOTOIO JIN3aiHY
Oarato cuTyaliil y HOBCAKACHHOMY XHTTI, sIKi HE BPaXOBYIOTh Pi3HOMaHITHI MOKJIMBOCTI Jtoned. Pomkep
Koynman, nepruit qupextop Llentpy Xenen XemitiH, BBaXae, 0 IHKJIFO3UBHUMN JIM3aliiH — 116 HE HOBU THIT
IU3aliHy, a HAalpsIM, SIKHH IparHe OXOIUTFOBATH 3HAYHI CEKTOPH CYCIIILCTBA, SIKi 3aHaJITO YACTO iIrHOPYIOTHCS
a00 3aJUIIAIOTHCS 11032 YBAroo. [HKITIO3UBHUH TN3aifH HE € Hi 30BCIM HOBUM >KaHPOM JIN3aiiHy, Hi OKPEMOIO
criemiaizamiero. BiH Biipi3HAETHCS O1UTBIN 3aralbHIM ITi IXOJI0M J0 TTPOEKTYBAHHS MPOAYKTIB Ta MMOCITYT IS
3aJIOBOJICHHS MTOTPe0 SKHAWIINPIIOI ayuTopii, He3alexHo Bija Biky un moxiuBocTeit (Luck, 2018).

HaykoBa HOBH3Ha. BHacnigok AociaKeHHs 3alIpOIIOHOBAHO HOBUHU MOIVIST HA CTBOPEHHS 1HKJIIO3HB-
HOTO cepefoBuIla. BuBeneHo rimoresy mpo Te, U0 MpakTHKa NPOEKTYBAHHS 1HKIIO3MBHOTO MPOCTOPY Mae
BCe OUJIbIIIC BAKOPUCTOBYBATH IIPEMETH, CTBOPEHI 3a TexHOJIOTisiMU 3-D apyky. CaMe 3aBAsSKU [IbOMY IIPEJI-
METH, CTBOPEHI 3 BUKOPUCTAHHSM TEXHOJIOT1] 3-D npyKy, cTaHyTh TOMiHAHTAMU 1HKIIFO3UBHOTO MPEIMET-
HO-TIPOCTOPOBOTO PIIICHHS.

Merta crarTi

Merta cTaTTi — po3MIsi] CTBOPEHHS 1HKIIO3UBHOTO MPEIMETHOTO-IIPOCTOPOBOTO CEPEIOBUINA i3 BUKO-
PHUCTaHHSM aJUTHBHHUX TexHONOTiH (3-D apyk). 3aBnanHs: BUBYCHHS iCHYIOYOTO TEOPETUYHOTO 1 MPAKTUY-
HOTO JIOCBiTy CTBOPEHHS IHKJTIO3UBHOTO CEPEAOBUIIA TPAMUIIIHHUMH 3ac00aMU BUPOOHUIITBA;BUBICHHS 1C-
HYIOYOTO TEOPETHIHOTO 1 MPAKTHYHOTO JOCBIAY aAUTUBHOTO BUPOOHMIITBA; aHAII3 MaTepialliB, TEXHOJOT1
3-D npyky, Ta BuaiB 3-D mpuHTEpiB; BCTAaHOBIEHHS 3aC00iB Ta MPHUIOMIB BUKOPUCTAHHS TeXHOJOTII 3-D
JOPYKY Y CTBOPEHHI 1HKJIIO3UBHOTO TPOCTOPY; OOTPYHTYBAaHHS IPUHIIMIIIB, PEKOMEHALIH TP MPOEKTYBaHH1
IHKIIFO3UBHOT'O TIPOCTOPY.

MeTonomorist JOCIiIKEHH TPYHTY€ThCSl HA CHCTEMHOMY, KOMILTIEKCHOMY 1 CepeIOBUIIIHOMY IMTiAX0AAX, SIKi
OpIEHTOBaHI Ha BUBYCHHS CIICIU(IYHUX PUC CKIIAJTHO OPTaHI30BaHUX 00’ €KTIB, J10 IKUX BIAHOCHUTHCS JIU3alH
IHKJTFO3UBHOTO TIPEIMETHO-IIPOCTOPOBOTO cepeaoBuia. OCHOBHUMH METOIAMH O CTIHKEHHS € TaKi: TIOpiB-
HSUTBHO-1CTOPUIHOTO aHaJIi3y, TUITOJIOTIYHOT CHCTeMaTH3alli1, EKCIIEPTHUX Cy0’ €KTUBHUX OITIHOK, Bi3yallbHO-
AQHAIITUYHUNA, METOJ MOHITOpUHTY. KOMIJIEKCHA METOAOIOTsl y3arajJbHIOE HAassBHUN JOCHIIHULBKUN J10C-
BiJ, Oa3yeThcs Ha O6i0miorpadiyHUX Ta MPOEKTHUX Marepianax, nepeadadae i 3aralbHOHAYKOBI, 1 CieniajibHi
METOAM JOCIiIKEeHH (MIepeaNpOEKTHUN aHali3).

Buxaaa martepiajy gocaigkeHHs

CTpiMKHIl PO3BUTOK TEXHOJIOTIH aJlMTUBHOTO BHPOOHMIITBA, a caMe TexHouorii 3-D apyky, mae 3mory
PO3IJIIHYTH MOKJIMBOCTI 11 BUKOPUCTAHHS Y CTBOPEHHI 1HKJIIO3UBHOTO cepenoBuia. O6’€KToM J0CTiIKEeH-
Hs € (POPMOYTBOPEHHS 1HKIIO3UBHOTO MIPEAMETHO-IIPOCTOPOBOTO CEPEAOBUIIA aJUTUBHUMHU TEXHOJIOT15IMH;
MpeaMeT A0CIiKEHHS — IPUHIUIH (POPMOYTBOPEHHS 1HKJIFO3UBHOTO ITPEIMETHO-TIPOCTOPOBOTO CEPEAOBHU-
11a 3 BUKOpUCTaHHsIM TexHouorii 3-D npyky. [IpoexTanTu Bce yacTilie HaMaratoThCsl CTBOPIOBATH CEPEJIO-
BHIIIC, ITOCIYTH U MPEAMETH, IKUMH 0€3 CIIeLiabHOT MiATOTOBKHU 1 MOAU(IKAIii 3MOIIH O KOPUCTYBATUCS
STKOMOTa O1JTBIIIe JIFONEH, He3aJIe)KHO Bif X XapakrepucTuK. OIUH 3 TOJTOBHUX IMPUHIIHAIIB — BiZIMOBA BiJ y3a-
ranpbHeHHs. Pedi, cTBOpeHi uIsl «cepeqHhOTo KOPUCTYBa4a», HE € ONTUMANbHI U TIePEeBaKHOT O1TBIIOCTI,
yepe3 Te II0 JKOACH NPEACTaBHUK JIIOACTBA HE € CEPEJHbOCTATUCTUYHUM. 3aMiCTh OO MPOEKTYBAJIbHU-
KaM IPOTIOHY€ETHCS PO3POOIISATH pillieHHS, sIKi O MiAXONNIN KOPUCTyBadaM BiJaJIeHUuX KiHLiB crekTpy. Llei
MPUHOM Ha3UBAETHCS JIU3alHOM BiJ KpaiHoiiB — «design to the edges» (Luck, 2018).

3aBnsikH OLIBII CHIIBHOMY Y3TOJDKCHHIO 3 PyXOM BHPOOHHMKA AM3aiiHEPH MOXKYTh 3allPOIIOHYBATH TEp-
COHAJII30BaHi MPOIIECH ISl y4acTi B PO3pOOJIEHH] YHIKAIbHUX pedeid. [{1o po3mupeny npakTuKy qTu3aiHy
HA3MBaIOTh 1HKJIFO3MBHUM BUTOTOBJICHHSIM AM3aiiHepiB. Po3mmpuBIIM 1HKIIIO3UBHE MUCJICHHA JU3aiiHepa,
MOJKJIMBO TOYaTH KMJIATH BUKJIMK 1 BUIIPABISATH YHIBEpcalbHYy NpoOIeMy MPOCKTYBaHHs Ul KOXKHOI yHi-
kanbHOI BimMinHoCTi (Luck, 2018).

Texuomnorii 3-D apyKy € OfHi€I0 3 OCHOBHMX HOBallilii OCTaHHIX POKiB y ranysi ausaiiny. Ii Buxopu-
CTaHHs B Cy4acCHOMY IU3aiHi MMOB’s13aHO 3 mpoOiieMamu: 1) migBuIeHHS e()eKTUBHOCTI BUPOOHHIITBA BU-
COKOTEXHOJIOTIYHUX BUPOOIB 3 pi3HUX MarepiaiiB; 2) NOCTYNHICTh SKICHUX BUPOOIB JUIS IIUPOKUX BEPCTB
HACEJICHHSsT; 3) 3pOCTAIOU M TIOMTUT Ha OHOBJICHHS MPEIMETHO-ITPOCTOPOBOTO CEPEIOBUIIA 10 IHKITFO3UBHOTO
pimeHHs; 4) BUKOPUCTAHHS TIPHUHIIMITIB BTOPUHHOI ITepepoOKH B IHU3aliHi MIPEAMETHO-TIPOCTOPOBOTO Cepe-
JTIOBUIIIA Ta YTHIII3aIlisl BiAIIpallbOBaHNX BHPOOIB.
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3-D nmpuHTEepH, K TpaBUIIO, MBH/III, OUIBII JOCTYIHI 1 MPOCTI Y BUKOPUCTAHHI, HIX 1HII TEXHOIOTIT
BupoOHuITBa. CydacHi 3-D mpuHTEpH MPOMOHYIOTH PO3POOHUKAM MPOAYKTIB MOXKIUBICTh APYKY JeTayel
1 MEXaHi3MiB 3 KiJIbKOX MaTepiaiiB Ta 3 pi3HUMH MEXaHIYHUMH 1 PI3MIHUMH BIACTUBOCTSIMH 32 OJUH MPOIIEC
ckiaganns. TexHonorii 3-D ApyKy ar0Th MOKIIUBICTh MIBUKOTO 3IHCHEHHS W peaizallii HalCMITHBIIIIMX
TBOPYUX TMPOEKTIB Ta ifel. 3-D Apyk yacTo HAa3MBAIOTh «MariuHOIO» TexHOIOTier. (s apyky HeoOXimHi
JIUIIE TIPUHTEP 3 PO3XiAHUM Marepianom Ta 3-D moxmens. 3 yacy BUHMKHEHHS TexHouoTii 3-D npyKy puHOK
3-D mpuHTEPIB CTPIMKO 3pOCTaB, BUHUKIIM HOBI THITH, & TAKOX TEXHOJIOTI{, IO TaJId 3MOTY IPYKyBaTH IITBU/I-
11e, eKOHOMHIIIIE Ta 3 OUIBII CKIAJHUX MarepiamiB. 3’ IBUIHCS OyIUHKA, aBTOMOO1LT1, MeOJIi, pakeTH, OJsT Ta
iHIIi TIpeaIMeTH, HiJIKoM a60 YacTKOBO BMIOTOBJIEHI Ha 3-D nmpuHTepi. IX BUKOPUCTOBYIOTH i ISl CTBOPEHHS
YHIKaJIbHUX BUPOOIB y €JMHOMY €K3eMIUISIpi (apT-00’€KTH, My3UUHi iIHCTPYMEHTH # iH.), 1 47151 ApiOHOCEPili-
HOTO BUpOOHUITBA (ANBHUKOB, 2018).

VY mporeci GOPMOYTBOPEHHSI MPEAMETHO-TIPOCTOPOBOTO CEPEIOBHUINA TIOCTAIOTh MUTAHHS Marepiany,
ajpKe KOKeH Marepiai Mae XapaKTepHUH JIUIIE I HhOTO Habip BIACTUBOCTEH, 10 Ma€ OyTH BpaxOBaHO JH-
3aitHepoM. KorkeH 3 marepiamiB JUKTye CBiif IIIAX peanizamii mpoekty. Big mpodeciifHocTi criemiaicTiB Ta
o0aTHaHHS 3aJIeXkKaTh SKICTh, IMBHJIKICTh 1 TOUYHICTH peati3alii mpoekty. Marepian qukTye Gpopmy i CTaBUTh
JIU3aiiHepy paMKU MOXKIIMBOCTEH IiJ] Yac MPOEKTYBAHHSI IPEIMETHO-IIPOCTOPOBOTO CEPEAOBHUILA.

Merta iHKITIO3UBHOTO JM3aiiHy — BpaxOBYBaTH Pi3HOMaHITHICTb OCOONMBOCTEH JtoeH, 1100 CTBOPUTH
JUTSL HUX PiBHI YMOBH i 3a0€3MEUUTH TXHIO aBTOHOMHICTh. [HKITFO3UBHUI JU3aiiH — TepMiH OpUTaHCHKOTO TIO-
xomkeHHst. Y CIIA 1110 KOHIIETIIII0 Ha3UBaIOTh «YHIBEPCATHPHUM AU3aiHOMY. YaCcTO BUKOPUCTOBYETHCS 1 T10-
HATTS «TU3aWH IJI BCiX». Yei i TepMiHH (PaKTUIHO € CHHOHIMAMH. BpUTaHCHKUI iIHCTUTYT CTaHIapTU3AII]
BH3HAYa€ 1HKIIO3UBHHUNA JTN3alH SK «IIPOEKTYBAHHS 3aralbHONMPHUUHATAX MPOAYKTIB a00 MOCIYT Tak, 1Moo
BOHU OyJIM TOCTYITHI 1 TX MOTJIM BHKOPHCTATH SKHAWOIIBIIE YNACIO Jtofiel 6e3 HeoOXiTHOCTI B CTemialbHIN
ajarnraiii abo B po3po6iii ocodnuBoro auzaitny» (Heylighen et al., 2017).

[TpuHIMOM 1HKJIIO3UBHOTO AW3aiiHy: 1) piBHICTH y BUKOPHCTaHHI — MOTPiIOHO HajaBaTH OJHAKOBI 1H-
CTPYMEHTH BCIM KOpPHCTyBadaM, 1IJICHTUYHI, KOJIM 11€ MOXKJIMBO, B 1HIIUX BUIAJKaX — €KBIBaJCHTHI; YHUKATH
CTUTMATH3AIlli Ta cerperaiii; 3ade3medyBara 0€3MeKy BCIM KOpUCTyBadyaM; POOUTH TU3AWH MPUEMHUM IS
yCiX; 2) THYYKICTh BUKOPHUCTAHHS — 3a0€3TMCUNTH KOPUCTYBAUiB MOXKITMBICTIO BHOOPY METOIB BUKOPHUCTAH-
HST; BpAaXOBYBaTH IMOTPEOU THX, XTO KOPUCTYETHCS IEPEBAKHO MPABOIO, 1 THX, XTO KOPUCTYETHCS TIEPEBAKHO
JIBOIO PYKOIO; MOJIETIIYBATH MOMKJIMBICTH AJISI KOPUCTYBaya JOTPUMYBATUCS aKypaTHOCTI M TOYHOCTI; mix-
JAIITOBYBaTHCS MiJ] TeMIT KopucTyBaua; 3) IIpocroTra i iHTYITUBHICTH BUKOPUCTaHHS — AM3aiiH Mae OyTH
MPOCTHH ISl CIPUHHATTS HE3AJICKHO BiJ JOCBi/Y, 3HaHb, MOBHUX HABUYOK 1 PiBHS KOHI[EHTpAIil KOPUCTY-
Baua; 4) 3po3yMija iH(opMallis—au3aiid gae 3Mory e()eKTUBHO HaJaTH MOTPiOHY iH(HOPMAIiF0 HE3aIECKHO Bl
YMOB CEPEIOBHIIA 1 CITYXY KOPUCTYBada; 5) TEPIUMICTh IO TOMIIKH—IH3aiH 3BOAUTH 10 MiHIMYMY MOYTHBI
3arpo3u 3A0POB'I0 1 HECTIPUATIUBI HACTIAKY BUTIAJKOBAX Ta HEYMUCHUX Jilf; 6) HU3BKHUH PiBeHb (i3UIHOTO
3YCWILISL — AW3aiH H03BOJIsIE e()EeKTUBHE 1 KOM(POPTHE BUKOPUCTAHHS, HE CTOMIIIOIOUYM KOPUCTYyBada (HAIPH-
KJIaJ1, 1a€ 3MOr'y oMy 30epiratu HeiiTpanbHe nojaoxeHHs Tina). Kopucrysau mae OyTH 31aTHUM BUKOPUCTATH
JIM3aliH He3aJIS)KHO BiJ| MOJIOXKEHHS Tija, Horo rabapuTis i cBoei MobOiTbHOCTI (Benda et al., 2020).

OTxe, MPOEKTYBAHHS 1HKJIIO3UBHOTO MPEIMETHO-IIPOCTOPOBOTO CEPEIOBHUIIA € OE3yMOBHOIO MOTPEOOI0
JUISL CYCITIIbCTBA. [HKITFO3UBHE CepeIoBUINE 3a0e3reuye BUTBHUI JIOCTYI Ui KOPUCTYBaHHs OllaraMu IIUBi-
Jizarii, — MPUKMETHOIO 03HAKOI0 BHCOKOPO3BHMHEHOTO TOBAPUCTBA. BHCOKWI piBEeHb YMOB iCHYBaHHS IS
KOYKHOTO € HOPMOIO ISl CY9aCHUX 1HKJITFO3UBHUX TIPOCTOPIB.

AJIMTUBHI TEXHOIOTIi. AJMTHBHI TEXHOJIOTII — I1e, K MTPaBUIIO, TOUYKOBE, Oe3MepepBHE, JiHiiHE a0o mIa-
pPOBe HaHECEHHS MaTepialy Ha MJIOCKY OCHOBY, BHACIIIOK 40ro GOpMyBaHHS 00’ €KTa 3/11HCHIOETHCS TIOCTAall-
HO, TOIIIAPOBO, ITOKU 3a3Ha4yeHa ¢opma He Oyje MOBHICTIO BijTBOpeHa. 3-D npyk € ojHiero 3 (OpM TEXHO-
JIOT1H aTUTHBHOTO BUPOOHUIITBA, e TPUBUMIPHUI 00’ €KT CTBOPIOETHCS LIISXOM HAKJIaJIaHHsI T10CTIIOBHHX
mapiB Marepiany. 3-D mpHHTEp — MPHUCTPIid, IO BUKOPUCTOBYE METOJ CTBOPEHHS (i3MYHOTO 00’€KTy Ha
ocHOBI BipryanbpHOi 3-D Momeni. 3-D npurTep € epudepiiHIM IPUCTPOEM BUBOAY iHPopMartii. 3-D mpuH-
TepH, K TPaBHIIO, MIBUIII, OLTBII JOCTYIHI 1 IPOCTI y BUKOPUCTAHHI, HIXK 1HII TEXHOJOTIi aJfUTHBHOTO
BupoOHMLTBa. TexHomnoriss 3-D npyky peaiti3yeTbcs B HPEAMETHO-IPOCTOPOBOMY CEPEAOBHILI Y BUIIISAIL
MeOJIiB, IPEAMETIB 1HTEp €pY, EIEMEHTIB apXiTEKTYPH Ta apXiTeKTypHUX 00’ €KTiB. 3aBISKH OCOOIUBOCTIM
i€l TEXHOJOTII BCi €JIeMEHTH MPEAMETHO-MPOCTOPOBOIO CEPEIOBUIIA MOXKYTh MaTH Pi3HOMaHITHUH 30B-
HIIIHIA BUDIA, OyTH BUKOHAHI B €IUHOMY XyJAOXKHBOMY pillIeHHI a00 CTBOPIOBATH CHMMO103 CTHIJIIB, MaTH
hopmy, ska parime Oyna HaICKIATHOI a00 K 30BCIM HEMOXKIIUBOIO, 1 TIPH IIbOMY HEBEJIMKY COOIBapTICTh.
Taka BIaCTHBICTH BiIKPHBAE IMTUPOKUH CIIEKTP MOXJIMBOCTEH I MOITYKY HOBHX HECIOMIBAaHUX PIIICHB
(Samykano et al., 2019).
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BrnactuBocrTi i ramysi 3actocyBanHs TexHONOTIi 3-D npyky. TexHomnorii 3-D npyKy mpomoHYIOTh MIBUJI-
KW Ta SIKICHUH IDISX BiJ i71€i 0 KiHIIeBOro BUPOOY: 1) 3MEHIYEThCS TPUBAJICTh BUPOOHUYOTO TMPOIECY
MIPOTOTHUIIIB Ta 3aMHATHX y HOMY NPaLiBHUKIB (0TXKe, 1 COOIBAPTICT); 2) 301IbIIYETHCS CKIAIHICTD 1 SKICTh
BUpOOiB (LITBHI AeTani ckiaaanoi Gopmu); 3) MOIMIIEHHS eKOJIOTYHOCTI BUPOOHHIITBA (0€3B11X0JHE BUPOO-
HUIITBO, 3HAYHO CKOPOYECHUH TEXHOJOTTUHUH MpoIiec, BUPOOHUIITBO 13 BTOPUHHOT CUPOBUHH,); 4) PO3IIHPEHI
MOYKJIMBOCTI /7151 Tn3aiiHepa (MOXKIIMBICTh CTBOPEHHS MMPOTOTHUIIIB 1 MaJIMX Cepill BUCOKOI AKOCTI 0e3 3aTydeH-
Hs poMuciioBoro BupoorunTaa) (Keles et al., 2017).

3aBIsiKM CBOIM 0cOOIMBOCTAM TexHOJOTIS 3-DapyKy poOouts (HopMOyTBOPEHHS HPEIMETHO-IIPOCTOPO-
BOTO CEepelOBHIIA CYyYaCHUM, TEXHOJIOTIYHUM, EKOJIOTIYHUM, EKOHOMHHMM, BHPa3HUMHU Ta OPHUTiHAJbLHHMHU,
CTIPUSIIOYH CTBOPEHHIO HOBHX (DOPMOYTBOPEHB MPAKTUYHO HEOOMEKEHOI CKIaAHOCTI O6e3 301IbIIeH s Yacy Ta
BapTOCTi IX BUPOOHHIITBA.

IcHyrOUYa TpakTHKa BUKOPUCTaHHs TeXHOIOTI 3-D JpyKy 3acBiuy€e NMepcreKTUBHICTE POPMOYTBOPEHHS
IHKITFO3UBHOTO AM3aiiHy 3acobamu 3-D ApyKy, sika MOXe BiIOyBaTHCS TAKUMH NUIIXaMU: 1) CTBOPEHHS TIpe/I-
METIB cepeoBuIa (MeOi, CBITHIPHHUKHY, TIPEAMETH 1HTEp €pY); 2) CTBOPEHHS PI3HOMaHITHUX MEXaHI3MiB, 10
JIOTIOBHIOIOTH (200 HAAIOTh HOBOI SKOCTI) MpeMeTaM TPAJAHIIHHOTO BUPOOHHIITBA; 3) CTBOPEHHS 00 €KTIB
3 MOTPIOHUMHU SKOCTSIMH (M SIKICTb, TBEPAICTh, €ICKTPONPOBIAHICTD, TEMJIONPOBIIHICTD TOIIO); 4) 3acTOCy-
BaHHsI Ta KOMOIHYBaHHs pi3HUX MarepiaiiB, B OTHOMY LIIEHOMY 00’ €KTi.

Texnonorist 3-D apyKy Moke 341 ICHIOBATHCS PI3HUMH CIIOCOOAMHU 1 3 BUKOPUCTAHHSM Pi3HUX MaTepiais,
ajie B OCHOBI Oy/Ib-SIKOTO 3 HUX JISKUTH TPUHIIHII MTOIIAPOBOTO CTBOPEHHSI (BUPOIILYBAaHHS) TBEPAOTO 00’ €KTA.

3aCTOCOBYIOTHCS JIBi IPUHITUITOBI TEXHOIOTI:

JlazepHi TexHOMOTII: Ta3epHUil IPYK — yIbTpadioleTOBUH J1a3ep MOCTYIOBO, MIKCEh 3a MKCeJIeM, 3aCBi-
4gye pigkuil goToroniMep ado GoToIoIiMep 3aCBiUy€eThCs YIbTPadioNeTOBOIO JIaMIIOK Yepe3 (OTOIIadIoH,
MiHJIMBUI 3 HOBUM LiapoM. [Ipu 11boMy BiH TBepAHE i NEPETBOPIOETHCA HA JOCUTHh MIIIHUH IUIACTHK; Jla3ep-
HE CHIKaHHS — Ja3ep BUMAIIOE B MOPOIIKY 3 JIETKOIUIABKOTO TUIACTHKY (ILIap 3a MIapoM) KOHTYP MaiOyTHBOI
JeTai, Mcis IbOr0o 3aiBHI MOPOIIOK CTPYUIYETHCS 3 TOTOBOI JIE€TAli; IAMIHYBaHHS — JIETallb CTBOPIOETHCS
3 BEJIUKO{ KIJIBKOCTI IIapiB poO0YOT0o MaTepiaiy, SKi IMOCTYIIOBO HAKJIAAAIOTCS OIMH Ha OJTHOTO 1 CKIICIOIOTHCS,
TIPH ITLOMY JIa3ep BHpPi3a€ B KOKHOMY KOHTYp TIiepepizy MailOyTHBOI AeTaTi.

CTpyMeHeBi TEXHOJIOTI: 3aCTUIaHHs Marepiady IPU OXOJIOIKCHHI — PO3/1aBajibHa TOJIiBKa BUAABIIOE HA
OXOJIOKYBaHy IJIaTopMy-OCHOBY KpaIruli po3irpiroro repmoriactuka. Kparuii mBHAKO 3aCTUraroTh i 37H-
MAIOThCS OAMH 3 OAHUM, (popMylouH mapy MaiiOyTHHOTO 00’ €KTa; mojiMepu3allist pOTOMoNiMEHOT0 TIACTHKY
] €0 yasTpadioseToBol JaMIu — CIoCiO CXOXHI Ha MOMEPENHil, ajie MIACTUK TBEPIHE i €0 Yib-
Tpadiosery; CKICOBaHHS a00 CIIiKaHHS MOPOIIKONOAIOHOTO MaTepialy — T€ kK came, 110 U J1a3epHe CIiKaHHS,
JIMIIE OPOLIOK CKIICKOETHCS KIIEEM, 10 HAJAXOAUTB 13 CIIeLiajibHOI CTPYMEHEBOI T'OJIiBKH, IIPU LIbOMY MOYKHA
BiITBOPUTH 3a0apBIIEHHS JI€Tai, BHKOPUCTOBYIOUH CIIOIYYHI PEYOBHHH Pi3HUX KOIHOPIB.

3acTocyBaHHs TEXHOJOTIT: 1) U1l LIBUAKOTO BUTOTOBJICHHS IPOTOTHITIB MOJIeJei Ta 00’ €KTIB AJIsl HOAAIb-
LIOT0 JI0Be/IeHHs. Bike Ha eTari MpOeKTyBaHHS MO)KHA KapAWHAJIbHUM YMHOM 3MIHUTH KOHCTPYKIIIO By3Jia
a60 00’exra B 1ioMy. Y iHKeHepil Takui MiIXiJ 31aTHUH 1CTOTHO 3HU3UTH BUTPATH Y BUPOOHMLITBI Ta OCBO-
€HHI HOBOI MPOMYKIIii; 2) JJIsl MIBUIAKOIO BUPOOHUIITBA — BUTOTOBJICHHS TOTOBUX JeTalieil 3 MaTepiaiiB, sKi
niaTpuMyroThes 3-D npuntepamu. Le BimMinHE pimeHHS A1 MaJoCepiifHOr0 BUPOOHHUITBA; 3) BUTOTOBJICHHS
MozeneH 1 GopM IS THBApPHOTO BUPOOHUIITBA; 4) BHPOOHUIITBO Pi3HUX APIOHUIE B TOMAIIHIX YMOBaX; 5) BU-
POOHMLTBO CKJIAAHNX, MACUBHUX, MILTHUX 1, 110 Jy’K€ Ba’KIMBO, HEJOPOTUX CUCTEM.

[lepcneKTHBHUMH 7151 3aCTOCYBAaHHS Y (JOPMOYTBOPEHHI 1HKJIFO3UBHOTO MPEIMETHO-IIPOCTOPOBOTO CEpe-
nosua €: 1) MmoaysaroBanHsI MeToioM HarutaBieHHs (anmt. Fused deposition modeling, FDM). 3a wi€ro TexHo-
JIOTi€10 MOYKHA CTBOPIOBATH MeOJIi, MpenMeTn iHTep’epy Ta nekopy. [lorpedye moOyoBr OMOPHUX CTPYKTYP,
SIKIIO 00’ €KT Ma€ HABUCAKOY1 €JIEMEHTH, BUCTYIIH, KOHCOJI1. Y 1[Il TEXHOJIOTIT € MOYKJIMBICTh PI3HOKOJIBOPOBOTO
JIpYKy Ta JIpyKy pi3HUMH Marepianamu ogHoudacHo; 2) ¢dorononimepusanis (SLA-DLP). Moxmusi BupoOu
PI3HUX MEXaHIYHUX XapaKTEPUCTHK BiJ TBEPAUX IIACTHKIB A0 rymMu. OcHOBHUM HemoiikoM DLP, sk i SLA,
€ IOCUTh BHCOKA LliHA BUTPATHUX MaTepialliB i HEMOXJIMBICTh BUKOHAHHS PI3HOKOJIBOPOBOTO APYKY Ta APYKY
pi3HuMH MaTepianamu opHodacHo. Crienudika TEXHOOTIT ja€ 3MOTy CTBOPIOBATH JI€Talli MPAKTUYHO HEOO-
MEXEHOI CKIIaHOCTI i He moTpedye moOynoBu onopHUX cTpyKTyp. DLP-ipuHTEepH MaroTh HalBUILMIA CTYITIiHB
JieTaltizaiii Ta MBUAKICTD IpyKy. L{i€r0 TEXHOIOTIER MOKIIMBO CTBOPIOBATH CBITHIILHUKH, IPEJMETH JICKOPY,
iH(pOpMAITiiiHI MOKaKYUKH H 1H.; 3) popMyBaHHS IIapy Ha BHpiBHsSHOMY Hiapi mopomky (3D Printing, 3DP).
VY 11iif TeXHONIOTIi € MOXXJTUBUM PI3HOKOIBOPOBUH JPYK Ta HEMOXKIUBUH IPYK PI3HUMH MaTepiajJamMH OTHO-
yacHOo. Ha ocHOBI mi€i TexHOMOTii MOXXHA CTBOprOBaTH MeOJi, MpeaMeTH iHTep epy Ta Jekopy. Hemomikom
€ HEMOXIJIUBICTD JOCATTH BUCOKOTOYHOTO JPYKY, IPOTE 1€ MOXe OyTH IMOMITHUM JIMIIE 3 JOIOMOIOIO CIIeLi-
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aIBHOTO OONaHAHHS; 4) eIeKTPOHHO-TTpoMeHeBa 1aBka (aHr. Electron beam freeform fabrication, EBF). Ls
TEXHOJIOTis Ja€ 3MOTY OTPUMATH BHCOKOSIKICHI 00’ €KTH, 10 HE MOTPEOYIOTh JTOJATKOBOTO OOPOOICHHS TiCIs
npyKy. Ha ocHOBI 11i€1 TexHOIOT1T MOXHA CTBOprOBaTH MeOJIi, ipeaMeTu iHTep epy i nexopy (Rael et al., 2013).

BucHoBku

OTxe, GOpMOYTBOPEHHSI IHKJIFO3UBHOTO MPEIMETHO-IIPOCTOPOBOTO CEPEIOBUIIA 3 BUKOPUCTAHHSIM TEX-
Hojorii 3-D npyKy € nepcHeKTHBHUM HAIpPSAMOM y Cy4acHHMX AOCHIDKEHHsX. BusBineno, mo 3acobu ¢op-
MOYTBOPEHHS 1HKIIO3UBHOTO MTPEIMETHO-IIPOCTOPOBOTO CEPEIOBHILA 3 BUKOPUCTAHHAM TexHoJorii 3-D apy-
Ky MOXe 37ilicHIOBaTuCs: 1) MpoekTyBaHHAM (i3UMYHUX BIACTUBOCTEH MaTepiaiy, sKUM OyayThb IpyKyBaTHCs
00’€ekTH (MIIHICTh, THYUKICTh, IPO30PICTh, TEIUIONPOBIAHICTh Ta iH.); 2) MPOEKTYBAaHHSAM MPEJIMETIB CTBOpE-
HUX 32 TexHoJorier 3-D apyKy Juts HajaHHs SIKOCTEH THKIIFO3MBHOCTI MTPEAMETHO-TIPOCTOPOBOMY CEpEOBU-
ry; 3) 3acTocyBaHHS 00’ €KTiB, CTBOPEHUX 3acobamu 3-D TeXHOJIOTIH pa3oM 3 MpeaMeTaMu, BUTOTOBICHUMU
3a ICHYIOUMMH TEXHOJIOTisIMH; 4) MPOEKTYBaHHS €CTETUYHHUX BIACTUBOCTEH 00’€KTy (TEKCTyp Ta (axTyp);
5) Tpu MPOEKTYBaHHI 3aKJIaaTH €IMHUN MPUHIMI OyayBaHHS JUI BCiX 00’€KTiB, CTBOpEHHX 3acobamu 3-D
TEXHOJIOTIH, Ta B PI3HUX BapialisiX MOBTOPIOBATH HOTo0; 6) IUIsl CTBOPEHHs 00’ €KTiB BENUKUX po3MipiB (3-D
CTiHA, IEKOPATUBHI MEPEropoAKH, KPyMmHO TadapuTHi MeOil | iH.) 3aCTOCOBYBaTH MPUUOMH MOIYJSLI1, KOH-
CTpYKTOpa Ta MaciuTaOyBaHHs; 7) AJIsl CKOPOUEHHS Yacy JIPYKy Ta BapTOCTI 00’ €KTiB MPOEKTYBATH CITUACTY
CTPYKTYpy. Buxoprcranus nuux 3aco6iB (popMOyTBOPEHHS MTPEIMETHO-TIPOCTOPOBOTO CEPETOBHUIIA JOTTOMOXKE
TIPH TIPOEKTYBAHHI 1HKITIO3UBHOTO apXiTEKTYPHOTO TIPOCTOPY.

BusHadeHo, 110 3arajibHOI0 €CTETHYHOIO BIIACTUBICTIO BCiX 00’ €KTIB Ta MarepialiB, CTBOPEHUX 32 TEXHO-
aorissMu 3-D OpyKy, € MOXKIMBICT IEPETBOPEHHS, TpaHchopMallii Xy10KHbOTo 00pasy XyHa0KHBO-TIPOCTOPO-
BOT'O CEpeIOBHIIIA, 1110 € 000B’SI3KOBUM CKJIaJHUKOM 1HKJIIO3UBHOTO PiLlICHHSI.

Ha ocHOBi aHamnizy HaykoBHX Mpaimb HU3KH JOCIiAHUKIB Ta BHBYEHHS MPOEKTHOTO U (haKTOIOTIYHOTO
Marepiany BHSBICHO NPUHIMITU (OPMOYTBOPEHHS 1HKITFO3UBHOTO MTPEMETHO-TIPOCTOPOBOTO CEPEIOBUIIIA 3a-
cobamu TexHonorii 3-D apyKky Ta iXHI OCHOBHI TEOpETHYHI 3aCaH.

Bcranosneno, mo TexHosorii 3-D npyky — e moeTHaHHs BCiX ICHYIOUMX TEXHOJIOTIH TpaauIliiHOTO BHU-
POOHMILITBA, PO3BUTKY KOMIT IOTEPHUX TEXHOJIOTIH (30kpema, 3-D MonentoBaHHs), EKCIEPUMEHTIB YUEHUX, M-
3aifHepiB, MUTILIB, MUCTELBKUX NPAKTHK, KOHIENTYaIbHOTO MUCTELTBA. Lle HOBHI IHCTpYMEHT AJIs Tu3aiiHe-
Pa, 10 PO3LIMPIOE MOKIIMBOCTI i/l Yac MPOEKTYBAHHS IHKIIO3UBHOTO MPEIMETHO-IIPOCTOPOBOTO CEPEIOBUIIIA.
Texnodorii 3-D npyKy BU3HAYaIOTHCSI TAKUMH XapaKTEPUCTHKAMHU, SIK 0araTorpaHHiCTh, 0araToruIOIUHHICTb,
PI3HOCTIPSIMOBAHICTh MOXIIMBUX TpaHC(OpMaIliii, MHOXKHHHICTh MEPCIEKTHB Ta iH.

Busznadeno, mo kokHa 31 CKIaAHHUKIB TeXHOIOTIT 3-D apyky mae cBoto crenndiky, ajae HE MOXKE iCHY-
BaTH OKpeMo Bix iHmmMX. KojkeH erar CTBOpeHHsS peanbHOTo mpenMera 3-D Mopelni € BaXIIMBUM 1 TaKuM,
10 BIUTMBAE HA KiHIIEBHA pe3yibTaT. BCTaHOBIEHI TOIOBHI 0COOMMBOCTI TEXHOMOTIT 3-D ApyKy: MOXIIUBICTh
CTBOPEHHSI BUCOKOSIKICHUX MPOTOTHINIB Ta IPiOHOCEPIMHUX MPEIMETIB MPAKTUYHO HEOOMEKEHOI CKIIaqHOC-
Ti; MOXKJIMBICTh HaJlaHHS 3allPOEKTOBAaHUX BIACTHBOCTEW Marepiaidy i HaJIpyKOBaHOMY IMPEAMETY 30KpeMa;
NPaKTHYHO BiICYTHE 3a0pyNHEHHS HABKOJHMIIHBOTO CEPEOBHIIA Yepe3 BiJICYTHICTh POMHUCIOBHX BiJXOiB
BUPOOHHUITBA, MOKJIMBICTh BTOPHHHOI NIepepoOKH BKE HAJAPYKOBAHHX MPEIMETIB Ta ICHYBaHHS €KOJIOTIYHO
Oe3MeTHnX MaTepiajiB I IpyKy. 3TiIHO 3 BUCHOBKAMH JOIUIGHO 3a3HAYHUTH, IO MPAKTHUKA MPOEKTYBAHHSI
IHKITIO3UBHOTO TTPOCTOPY Ma€ BCe OibIIie BHKOPUCTOBYBATH MPEMETH, CTBOPEHI 3a TEXHONIOTiAMH 3-D npyKy,
BHACIIIZIOK YOTO IPEIMETH, CTBOPEHI 3 BAKOPUCTAHHIM TEXHOJNOTIi 3-D ApyKy, CTaHyTh JTOMIHYIOYHMH CKJIa/l-
HUKaMH 1HKJIIO3UBHOTO TPEIMETHO-IIPOCTOPOBOTO PIlLICHHS IPOCTOPY.

Buxonsuu 3 1poro, JOCTIKEHHS B aCMEKTI BUKOPUCTAHHS TEXHONOTIi 3-D IpyKy IUis MpOEKTyBaHHS
IPEJIMETHO-ITPOCTOPOBOTO 1HKIIIO3MBHOTO CEPEIOBUINA MAIOTh BUPa3Hy MEPCIEKTUBHICTD, MOTPEOYIOUH pO3-
IIUPEHHS 1 B TEOPETHYHOMY, 1 B IPAaKTUYHOMY IUTaHI.
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HNPOEKTUPOBAHME | AnsaukoB EBrennit HukonaeBuu
WHKJIFO3UBHOM CPEJBI | Iipenodasamens,
C UCITOJIB3OBAHMEM | Xaporosckas 2ocyoapcmeennas axademus.
AJAUTUBHOU TEXHOJOI'UU | ousaiina u uckyccms,
(3-D IEYATD) | Xaporos, Vipauna

Llenb rcerenoBanus — OMPEIeTUTh PUHIKITH GOPMOOOPA30BAHMS MHKITIO3UBHO MPEMETHO-TIPOCTPAHCTBEHHON CPeJIbl
C MCIOJIb30BAaHUEM TEXHOIIOTHH JIUTUBHOTO TMpou3BojcTBa (3-D mevarn). Haiitu Metossl 1 nipueMsl GpopMooOpazoBaHms
MHKJTIO3UBHOM MPEMETHO-POCTPAHCTBEHHOW Cpe/ibl C HCMONB30BAHUEM TEXHOIOTHH aJUIMTUBHOTO IPOM3BOJICTBA,
MIPUMEHEHHE KOTOPBIX TIOMOXKET JTU3alHepy CO3laTh MHKIFO3UBHOC MPOCTPAHCTBO. MeTombl uccienoBanus. Mcnons30BaHbl
METOJI  CPaBHUTCIBHO-MCTOPHUYCCKOTO  QHAJIN3a, THUIIOJOTHUCCKOW  CHUCTCMAaTH3al[iM, MOHHTOPUHIA, OSKCICPTHBIX
Cy6"l)eKTI/IBHI)IX OIICHOK, BI/ISyaJII)HO-aHaHI/ITI/I‘-ICCKI/Iﬁ METOA IJII OCBCUICHUS MI/IpOBOFO TCOpeTI/I‘IeCKOFO u HpaKTI/I‘{eCKOFO
ombITa (opMOOOPA30OBAHUS HHKIIIO3UBHON MPEIMETHO-TIPOCTPAHCTBECHHOM CPEIbl; HCIIOIb30BAHKME TEXHOIOTHH 3-D rmevarH,
a TaKKe TaKMX MATepPUaiOB, KaK: MOHOTrpa(uy, HAYYHbIE CTAThH, PAKTUYECKUE PYKOBOJICTBA, YICOHUKH, TE3UChI HAYYHBIX
JIOKJI3JIOB, MyOJIMKALMY B IEPUOJMUYCCKIX H3IaHUSIX 110 IAHHOM Teme, (hoTomMarepralisl U TeKCThl 3 cetu MuTepHet. Hayunas
HOBHU3HA. ABTOPOM TIPEIJIOKCH HOBBIM B3I HAa CO3MAHUC WHKIIO3MBHOW Cpenpl. BhIBeieHa ruroresa, YTo MpaKTHKA
MPOCKTHPOBAHMS MHKITFO3UBHOTO TIPOCTPAHCTBA JIOJKHA BCE OOJBINE HCIIOIh30BATh MPEIMETHI, CO3IaHHBIC TT0 TCXHOJIOTHSIM
3-D nmevatu. YTBEep:KAACTCsI, 9TO OIarofapsi STOMy IPEIMEThI, CO3IaHHBIC C HCIIOIb30BaHHEM TeXHOIOoruu 3-D nevaru, ctanyT
):[OMI/IHI/IpyIOHII/IMI/I COCTaBJIIFOIIIMMU HWHKIIKO3UBHOI'O Hpe}IMeTHO-HpOCTpaHCTBeHHOFO peIHCHI/Iﬂ. BI)IBO}ILI. yCTaHOBJ'IeHI)I
[JIaBHBIE OCOOCHHOCTH TEXHOJIOTHWH 3-D Tedary, mpeaioKeHbl MEPCICKTUBHBIC HAIPABICHUS /ISl IPHMCHEHHMS. BBISBICHBI
MPUHIUITBL (OPMOOOPA30BAHKS HHKIIFO3UBHOW IPEIMETHO-IIPOCTPAHCTBEHHOH CPEIbl C UCIONB30BAHUEM TEXHONOrUH 3-D
nievaty. Ornpe/esieHbl OCHOBHBIE TEOPETHYECKHE OCHOBBI UCIIONB30BaHMs TexHOMoruu 3-D nevyaru npu hopmoodpasoBaHUM
MHKITFO3MBHON TMPEIMETHO-IIPOCTPAHCTBEHHON CpeAbl. 3HAaueHHWE pa0OTBI B TOM, YTO HCCIICNOBAHUS B HAIpPaBICHUH
UCIIOJIb30BaHUs TeXHOIOrUuH 3-D mevary 11t MpOeKTHPOBAHHUS TPESIMETHO-TIPOCTPAHCTBECHHON HHKITFO3UBHOM CPE/lbl UMCIOT
AKTyaJIbHOCTh U MEPCIICKTUBHOCTD, U TPEOYIOT PACIIUPEHHUS KaK TCOPETUUECKOT0, TAK M MPAKTHYCCKOTO HCCIICOBAHMS.

Kniouesvle cnosa: TPOLECC MPOCKTUPOBAHMUS; UHKIFO3UBHBIA IU3aiH; TEXHOJOIMU aIAMTHBHOIO MPOU3BOICTBA;
3-D neuath

DESIGN OF AN INCLUSIVE | Yevhen Alnikov
ENVIRONMENT USING ADDITIVE | Lecturer,
TECHNOLOGY (3-D PRINTING) | Kharkiv State Academy of Design and Arts,
Kharkiv, Ukraine

The purpose of the article is to determine the principles how to form an inclusive subject-spatial environment using the
technology of additive manufacture (3-D printing); to identify methods and techniques of forming an inclusive subject-spatial
environment using the technology of additive manufacture, the use of which will help the designer to create an inclusive
space. Research methodology. We have applied the method of comparative-historical analysis, the method of typological
systematisation, the method of monitoring, the method of expert subjective assessments, and the visual-analytical method to
study the theoretical and practical experience of formation of the inclusive subject-spatial environment; the use of 3-D printing
technology. Monographs, scientific articles, practical guides, textbooks, abstracts of scientific reports, publications in
periodicals, photos and texts from the Internet on this topic were considered during the research. Scientific novelty. The author
offers a new look at creating an inclusive environment. The article hypothesises that the practice of inclusive space design
should increasingly use objects created with 3-D printing technology. As a result, items created using 3-D printing technology
will become the dominant components of an inclusive subject-spatial solution. Conclusions. The article has identified the
main features of 3-D printing technology and provides application opportunities. The article covers the principles of formation
of an inclusive subject-spatial environment using 3-D printing technology. The fundamental theoretical principles of using
3-D printing technology in the formation of an inclusive subject-spatial environment were determined. The study of 3-D
printing technology for the design of subject-spatial inclusive environment are relevant and advanced; it requires the expansion
of both theoretical and practical research.

Keywords: design; inclusive design; technology of additive manufacture; 3-D printing
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Llenb nccneioBaHMs COCTOUT B PACCMOTPEHHUH TEOPHHA, PACKPBIBAIOIINX B3aMMOOTHOIIEHNS JU3aliHa  HICKYCCTBA C TOUKH
3pEHMs] TEPMHUHOJIOTHH, BBIIBICHUH 000OImIatomen (popMyIrpoBKH 10 3aJaHHON Npobiemaruke. [loimydeHHbIe pe3yabTaTsl
MOTYT OBITh WCIIONB30BAHBI Il YTOYHEHHS TEOPETHUECKOW 0a3bl MCKYCCTBOBEICHHUS B NMPO(ECCHOHANBHOM MOATOTOBKE
JIM3aifHEpOB B CHCTEME BBICIIIEro 00pa3oBanus. MeTossl uccienoBanus. B nponecce nccnenoBanust ObUT IPUMEHEH KOMITIEKC
00lIeHAyYHBIX METO/IOB (MCTOPHUKO-COMOCTABUTEIbHBIN, XPOHOJIIOTMUECKUH, METO/] TEPMHHOJIOTHYECKOTO aHAITH3a), KOTOPBIN
CIOCOOCTBOBAJT BBISBICHHIO TEPMHUHOJOTHYECKHX TPAKTOBOK B PACKPBHITMH OTHOIICHMH Tu3aiiHa M HCKyccTBa. Hayunas
HOBH3HA Pa0OThI 3aKJIF0YAETCS B KOMITIIEKCHOM HCCIIEI0BAaHUN TEOPHUH, PACKPBIBAIOIINX TEPMUHOIOTHIECKOE B3aUMOCHCTBIE
IM3aifHa W MCKyccTBa ¢ cepemuHbl X X— Havama XXI B., ¢opmupoBannu oOoOmaromiert (GopMyITHpOBKH MO 3aTaHHON
npolneMarrke Ha coBpeMeHHOM starie. BoBozpl. K koniy XX B. MHEHHS TEOPETHKOB MO TPOOIEME OTHOIICHHH HCKYCCTBA
1 IU3aifHa Pa3IeuIiCh Ha JIBE B3aMMOHCKITIOUAIONINE TO3NIINH, @ IMEHHO: «n3aiiH — He uckyccrBoy (. [pxann, H. [Torrep)
n «au3aiiH paseH uckycctBy» (C. bapron, JI. Hembcon, b. Mynapu). B nauane XXI B. 9Tu MHeHUs ObUIM OOBbEAMHEHBI
CTOPOHHUKAMH TPEThEH MO3MIMHK, COIIACHO KOTOPOW HCKYCCTBO MOJKET BBIXOJMTH 33 CBOM TI'PaHHUIBI, OOBEAMHSSCH
¢ morpann4HbIM emy auzaitHoM (P. Tartir). O6001mast momydeHHbIe CBEICHUS, OTMEUEHO, YTO TPAHUIIA, OTIEISIOMAs AU3aiH OT
HCKYCCTBa, BCET/Ia ObliIa YCIOBHOM 1 OoJiee IPOHHUIIAEMOM, YeM KaKeTCsl TEM, KTO PEIIUTEIbHO Pa3BOIHUT B Pa3HbIE CTOPOHBI
TIOJIB3y M KPacoTy, (DYHKIIMOHATBHOCTh U ACTETHIHOCTh. OOBEKTHI M3aiiHa HEMOCPECTBEHHO, (PU3HUECKH M MAaTePHAIBHO
BKJIIOYEHBI B )KM3HEHHYIO KaHBY KaXk/10ro HHAMBHAA. OHU HECYT B ce0e ICTETHIECKOE Havyallo, CBOOOHO TIepeceKast IPaHHILy
HCKYCCTBa, HO TIPU 3TOM 00513aTeIIbHO COXPAHSIOT CBOHCTBEHHYIO UM yTHINTAPHOCTH: (PYHKIMOHAIBLHOCTb, 3PrOHOMUYHOCTD,
HKOHOMHHYECKYIO 1[e1eCO000pa3HOCTb.

Kniouesvie cnosa: MCKyCCTBO, NW3aifH; XyI0XKECTBEHHOE KOHCTPYHPOBAHHE; XyHOKECTBEHHOE NPOCKTUPOBAHHUE;
¢dbopma; oopas

BBenenue

B cepennne XIX — Hawyane XX B. B aHIJIOA3BIYHBIX CTPaHaX TEPMHUH «IU3aHH» IIHUPOKO YMOTPEOIIsIICs
[0 OTHONIICHHUIO K PEMECIICHHOMY TBOPYECTBY, IEKOPATHBHO-TIPUKIAIHOMY HCKYCCTBY, HCKYyCCTBY IpaduKH,
O3Ha4ask «PUCYHOK», «y30p», «ICKU3», «KOMIO3UIHIO». ONHA W3 KHUT aHTIIMHCKOTO TEOpPETHKa HCKYCCTBA,
nneonora npepadasmmros J[xona Péckuna (John Ruskin) naseBamack «Hintson Pattern designing», a ero
yueHuK Yuibsim Moppuc (William Morris) 1 ocHoBatenb «JIBHKeHHsI HCKYCCTB M peMecem» HccieqoBare-
JISIMHM €r0 TBOPUECTBA U KYJIBTYPHOTO Haclelnsl HEPEeIKo Ha3bIBajcs Au3aiiHepoM. ABTOpsI KHUTH «VcTopus
MIPUKIIATHOTO UCKyccTBAa HOBOTO BpeMeHn» P. Posentans n X. Patuka ynmoTpeOmnsior clioBo «u3aiH» Kak 1o
OTHOILIEHUIO K TPUKIIQJHOMY UCKYCCTBY, TaK U K JJU3aifHEPCKOMY TBOPYECTBRY.

Bwmecrte ¢ TeM mipoGiieMa OTHOIICHHUH TPaAUIIMOHHOTO XyI0’KECTBEHHOTO TBOPUECTBA U JU3aliHa CO CBOH-
CTBEHHOH €My TPOMBIIUICHHON HAINIPaBJICHHOCTHIO CTaia HanboJiee akTyalbHOU K cepennHe XX B., a HCclle-
JIOBATEIN ATOTO IMPOIecca BBICKAa3bIBAHM CBOM COOCTBEHHBIE, CYOBEKTHBHBIE MHEHHUS. B o0miereopeTrnueckoM
OCMBICJICHUU BBIOPAHHOW TEMAaTHUKH HCIIONB30BaHbl pa0dOThl Takux uccienosareneit: [l. Imoara u I. Puna
(1934), T. Manbnonano (1964), b. Mynapu (1971), E. A. Po3entnroma (1974), b. bnemunk (2004). Ha mpo-
TSOKEHUHU CTOJIETHH TEPMUHOJIOTHS OTAENBHBIX BHJIOB HCKYCCTBA CKJIaJbIBajlaCh aBTOHOMHO, U B Pe3yJIbTare
TEPMHUHOJIOTHS AM3aiHa OKazajach OTTOPTHYTOM OT TPaJUIIMOHHBIX TTOHATHI UCTOPUU UCKYCCTBA, YTO OTpPa-
JKaeTCsl B HEAOCTaTKe 0000maromux GopMyITHPOBOK IT0 3aJaHHON MTPoOIeMaTHKe.

© Beprynosa H. C., 2020
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Hayunast HoBH3Ha pabOThl 3aKIIOYAETCA B KOMIUIEKCHOM HCCIIEOBAaHMM TEOPHH, PacKPBIBAOIIMX
TEPMUHOJIOTHYECKOE B3aUMOJICHCTBHE JU3aifHa i UCKYcCTBa ¢ cepeanHbl XX — Havama X XI B., hopMupo-
BaHMM 000011aromIel (GOpMYITHPOBKH 10 3aJaHHON MPOOIEeMaTHKE HA COBPEMEHHOM JTarle.

Iean uccaenoBanusi

Llens uccienoBaHusi COCTOUT B PACCMOTPEHUHN TEOPUH, PaCKPHIBAIOLINX B3aUMOOTHOIICHUS JU3aliHa
1 MCKYCCTBa C TOYKH 3PEHHS] TEPMHUHOJIOTHH, BBIBICHUU 00001aromeid GopMyaIupoBKH 10 3aaHHOMI
npoOnemaruke. [lomydeHHbIe pe3yabTaTsl MOTYT OBITH HCITOJIB30BAHBI 1J1s1 yTOUHEHHUS TEOPETUYECKOM Oa3bl
HCKYCCTBOBEACHHS B TPO(EeCCHOHATIBHOM MOATOTOBKE AU3aHEPOB B CHCTEME BBICIIETO0 0Opa30BaHMUS.

Metoasl uccnenoBanus. B mporecce uccienoBaHusi ObIT NPUMEHEH KOMIUIEKC OOIICHAYYHBIX
METO/IOB (MCTOPHKO-COTIOCTABUTENIbHBIN, XPOHOJIOTHYECKHH, METOJl TEPMHUHOJIOTHYECKOTO aHaIn3a),
KOTOPBIH CIIOCOOCTBOBAJl BBIBICHUIO TEPMHHOJIOIMYECKUX TPAKTOBOK B PACKPBITUU OTHOLICHUI
Iu3aiiHa U HCKyccTBAa. B uyacTHOCTH, B CpaBHEHMM TEPMHHOB 3allafHOTO «AM3aiHa» M COBETCKOIO
«XYIOX)KECTBEHHOTO KOHCTPYHPOBAHUS», OTIIMYHUS MTOCIEIHEr0 OT «Xyd0KECTBEHHOE IPOCKTUPOBAHUS,
a TaK’Ke€ B PACCMOTPEHUH JAPYTUX CMEKHBIX MOHATUN B HICKyCCTBO3HAHUU.

HN3no:xenue MaTepuaJJa ucCJie10BaHusl

Axtyanu3zanus npo0sieMbl OTHOIIEHUH TPAJUIIMOHHOIO XydOKECTBEHHOTO TBOPUECTBA U IU3aiiHa cO
CBOMCTBEHHON €My IPOMBIIUICHHONW HAaNpaBICHHOCTBIO K cepearHe XX B. Hallljla OTPa)KEHHUE B MHO-
TOYMCIICHHBIX MCCJIEIOBAHUAX M BBICKA3bIBAaHUSIX CyOBEKTUBHBIX MHEHHMH TEOPETUKOB M MPAKTHKOB JH-
3aliHa U UCKyCCTBa. DTH TEOPETHUECKHE BBIKJIAIKH OCBEIAIOT HECKOJIBKO MPUHIUITHAIBHBIX TO3ULIMM HX
aBTOPOB.

AHITMHCKAN TTHCaTeNb, KPUTHK, TEOPETHK M NpakTuK au3aiiHa ko Imoar (John Gloag) B cBomx
padotax, B yactHocTH B KHHTE «Industrial art explained» (1934) mpoBoguT 4yeTkoe pasieneHue Au3aii-
Ha U UCKYCCTBa, U aKLCHTUPYET BHUMAHUE Ha [IEPBOCTEIICHHOCTH KOMMEPUYECKOT0 3HAYEHUSI «XOPOIIETo
Iu3aiiHa». DTOT aBTOP BUAMT B Ju3aiiHe 3(()EKTUBHBIA HHCTPYMEHT /JIsl aKTUBHU3aLUH NPOJIaKu OpUTaH-
CKHMX TOBAapOB KaK BHYTPHU CTpaHbl, TaK U 3a €€ MpeAesiaMi, U CTPEMHUTCS 10Ka3aTh, YTO JTU3ANH SBISCTCS
HOPMAJIbHOI TEXHUYECKOU OIlepaluell B IPOU3BOJICTBE.

Ero coBpeMeHHUK, TUTEPATYpHBIH KPUTHK M aBTOPUTET XyHOKECTBEHHOU KM3HH BennkoOpuTanun
1920-x — 1950-x rr., ['epbept Pun (Herbert Read), B kaure «Art and Industry: The Principles of Industrial
Design» (1935) nHade BUAUT CUTYyaITAIO OTHOIIICHUH TU3aifHa M ICKycCcTBa. «/JleficTBuTenpHas mpobiema 3a-
KJIFOYAETCS HE BTOM, YTOOBI TPUCIIOCOONTH MALLIMHHOE TIPOU3BOICTBO K 3CTETUYECKHM CTaHJapTaM peMeciia,
aTpolyMaTh HOBBIE SCTETUYECKHE CTaHIapThI JUTsl HOBBIX MeTOZ0B ITpon3BozAcTBa» (Read, 1935,¢.15).1. Pux
HE TOJIKO OTHCBIBAET IU3aiH B KATETOPHIX HCKYCCTBA, HO U (PaKTHUECKU CO3[1AET TEOPETUUYECKYIO paboTy
0 Iu3aliHe METOJOM MCKyccTBa. ABTopckas koHuenmus I. Puna, ocHoBaHHas Ha HCTOPUYECKOM IKCKypCe
B OTHOIICHUS TPOMBIIIIJICHHUKA U XYJ0’KHUKA, CBOAUTCS K TOMY, YTOOBI IPU3HATH AU3aiH QyHKIUEH ao-
CTPAKTHOTO XyJO’KHHKA. Tak, adCTpakKTHOMY XyJOKHHKY (€r0 4acTO UACHTU(DHUITUPYIOT C MHKEHEPOM HITH
TEXHUKOM) HE00X0auMO padoTaTh BO BCEX OTPACISIX MPOMBIIUIEHHOCTH. [Ipy 3TOM ero MHeHHE 1O BceM
BOIIPOCAaM, CBSI3aHHBIM C IU3alHOM, SIBJISICTCS] ONPEACIISIOIINM, a PEIICHNE — 3aKIIIOUUTEIbHBIM. «B pam-
Kax (pyHKIIMOHANBHOU 3P eKkTruBHOCTH, (habpHKa TOIDKHA TPUCITOCOOUTH Ce0s K XYIOKHHKY, a HE XyT0XK-
HUK K pabpuke» (Read, 1935, c. 39).

B otnnune ot papukanssbix cyxaeHuit 1. Imoara u I'. Puna, n3BeCcTHbIN NPAKTUK U TEOPETUK Au3aiiHa To-
mac Manbaonano (Tomas Maldonado) npuepkuBaicss KOMIPOMUCCHOTO PEIICHUSI B OTHOLICHUSIX JU3aliHa
1 UCKYCCTBA, COTJIACHO KOTOPOMY JIM3aiH COAEPKUT 3JIEMEHTHI XyI0KECTBEHHOTO MBIIIJICHHSI, HO TIOJTHOCTBIO
emy He ToxkaecTtBeHeH. CooOpaxkenus Tomaca ManbaoHano 1o 3TOMy MOBOAY JIEDIN B ONpeNesieHUE Ipo-
MBIIIICHHOTO TU3aifHa, MpUHSTOE B 1964 I. Ha MeXTyHApOJHOM CEMHHApE I10 IU3aiHEPCKOMY 00pa30BaHUIO
B I. bprorre (benbrust). Oto onpenenenue, nocie o0CYKICHHUS U YTOUHEHHS, IOABEIO CMBICIOBOM UTOT, 000-
3HAUUB CYTh IPOPECCUN: «ITPOMBILIICHHBIH TU3aiH — 3TO TBOpYECKas JeSITEIbHOCTD, LEJIbI0 KOTOPOH SIBIISIET-
cs onpezenenue GpopManbHBIX KauecTB MPOMBIIIIICHHBIX M3JeTUi. TH KaueCcTBa BKIIIOYAIOT U BHEIIHUE Yep-
TBI H3JIEJINS], HO TIIABHBIM 00pa30M Te CTPYKTYpHBIE U (DYHKIIMOHAIBHBIC B3aMMOCBSI3H, KOTOPBIC MPEBPAIIAIOT
W3JeNe B eIMHOE IeJI0e, KaK C TOUKH 3peHUs MOTPeOUTeNs], TaK U C TOYKM 3peHHs M3roToBuTend. Jn3ain
CTPEMUTCSl OXBATUTh BCE aCIIEKThl OKPY)KAIOLICH YeJIOBEKa Cpelibl, KOTopasi 00yClIOBIEHA IPOMBILIUICHHBIM
nipousBozcTBoM» (Imaseraes, 1970, c. 2).
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Taxum 0Opa3om, TOUTH MIECTHECAT JIET Ha3a onpenenenue «industrial design» obperno sicHoe ceMaHTHYe-
CKO€ 3HaUCHHUE, OYEPTUB NPO(ECCHOHANBHBIN KPYT 3TOM AesaTeNbHOCTH. BMecTe ¢ TeM, Ha TeppUTOpHUsIX OBIBIIMX
pecry6omuk CCCP, Ob11 IpUHAT APYTrol TEPMHH — «XyHI0KECTBEHHOE KOHCTPYHPOBAHUEY, IKBUBAJICHTHBIN TOMY,
YTO CETOJHs MbI Ha3biBaeM Au3aitHoM. Yxke B Hauane XX B. CCCP akTHBHO pa3BUBAETCS UIEs CO3AAHUS HOBOU
TapMOHHYHOM Cpefibl TSl HOBOTO HYeJOBeKa TPy/la; aKTUBHO HMIYTCS MEXaHH3MbI COCYIIECTBOBAHHS KPACOTHI,
(bYHKIIMOHAIFHOCTH ¥ MPAKTHYHOCTH B 00bekTax 31oi cpenbl (BXYTEMAC). OTn «MexaHu3Mb» U SIBIIH TY
JeATeIbHOCTh, KOTOPYIO HAa3bIBAJIM TOTAA «XYIOKECTBEHHOE KOHCTPYHPOBAHHE.

Ecnu cpaBHUTH ompesiesie s 3aafHOTO «IU3aiiHa U COBETCKOIO «XyI0KECTBEHHOTO KOHCTPYUPOBAHUSD),
TO MOYKHO YBHJIETh MHOT'O OOILETO KaK, 110 CYTH, TaK U B IETAAX: «XyI0KECTBEHHOE KOHCTPYHPOBaHUE — TBOP-
yecKas IPOEKTHAs eATeNbHOCTD, HAllpaBJIeHHAs! Ha COBEPILIEHCTBOBAHUE OKPYKAIOIIEH YeIoBeKa MpeIMeTHON
Cpe/ibl, CO3/1aBaeMOi CpeICTBAMHU IPOMBIIIJIEHHOTO MIPOU3BOJICTBA; ATO IOCTUTAETCS ITyTEM MPHUBEICHUS B €1~
HYIO CUCTEeMY (DYHKIIMOHAIBLHBIX W KOMITO3UIIOHHBIX CBSI3el MPEIMETHBIX KOMIUICKCOB U OT/CIbHBIX U3/ICIHH,
WX ACTETUYECKUX W IKCILTyaTaIIMOHHBIX XapakTepucTuk» (Cumopenko, 1987, c. 73). Ceromus Ha TEPPUTOPHSIX
ctpad CHI' 5T0 moHATHE MPAKTUYECKN HE UCIIOIB3YETCS — €r0 MOIHOCTBIO 3aMEHII TEPMHH «IU3aMH.

Bo3sBpamasice k mpoOnemMe COOTHOIICHUH An3aiiHa M MCKYCCTBA, CIEAYET OTMETHTh TEOPETUUECKHE BbI-
KJIaJKH HcclieoBareniei, padoraBmux Ha tepputopusix ObBmux pecnyonuk CCCP. CornmacHo KOHIENIIMU
apXUTEKTOpa U Xy[OKHHKa, TEOPETHKA M TpaKThuKa au3aiiHa, cozmarens Cenexxckol crynuu E. PosentOmroma
B KHHUTe «XyIOKHUK B Au3aiine» (1974): «...nmpoeKTupys, Xyl0’)KHUK CTPOUT BEllb KaK MHUp; OHAa — pe3ynbTar
AKTUBHOTO U YHUKAIILHOTO MHpOBOCHpUTHS. ..» (PozenOmom, 1974, c. 16). CienoBarenbHO, XyI0)KECTBEHHOE
IIPOEKTUPOBAHUE SIBJISIETCSI OCMBICTICHHBIM TBOPYECTBOM BEIIEH, OTTAJKUBAIOIINMCS OT HY)KI CETOAHSIIHErO
JTHS ¥ TIPEABOCXHUIIAIONIM TIoTpedHoCcTH Oynyero. [1pu atom E. PosenOmiom (1974) paznenser moHATHS «Xy-
JO’)KECTBEHHOE ITPOCKTUPOBAHNE U «XYHI0KECTBEHHOE KOHCTPYHPOBAHUEY, 00JIee TOTO ONPECsIeT UX KaK «J1Ba
OZIHOBPEMEHHO U MapajUieNibHO pa3BUBAIOIIMXCS THIA An3aiiHa» (c. 16). B xauecTBe 00pasna «4ucToro» Xyao-
JKECTBEHHOTO NpoekTupoBanus E. Po3eHOmMOM npuBoauT HEnocTpoeHHyo OainHio Tperbero MHTepHaIMoHaNa,
crpoekTupoBaHHyto B. TamuubiM B 1919 1. DTOT MpOEKT, re «...XyIOKHUK GOpMYIHPOBAN 3a1aqy ISl HHKe-
HEpPOB, B HEM XYJIOKHHK, IIOMYNHUB CBOIO (DAaHTA3MIO CTpOXKAMINIEi BHYTpEHHEH JIOTHKE, BBIPA3HUi B MIPOCTPaH-
CTBEHHOH CTPYKTypE€ TOJBKO HAPOKIABIIYIOCS COMMAIbHYI0 (DYHKIHIO», TI0 MHeHHIO E. PozenoOmoma (1974),
«COXpaHSET CBOW >KM3HEHHBIH CMBICH, Jaxe He OyIy4H OCymecTBIeHHBIM» (c. 16-17). B oTimume ot xymoxe-
CTBEHHOTO MIPOCKTUPOBAHUS, XY[O’KECTBCHHOE KOHCTPYHPOBAHUE «BCETa MMEET YETKO OTPaHNYCHHYIO IPaKTH-
YeCcKyIo Lelb, a II0TOMY, KOIIa MOJIeIIb, pa3padoTaHHas XyI0)KHUKOM, BOIIJIOIACTCS B Marepuale, OCBauBaeTCs
MIPOMU3BOJICTBOM U MIET B CEPHIO, CMBICII IAHHOW KOHCTPYKLMH HcuepibiBaetcs» (Pozenomiom, 1974, c. 17).

CKIIOHSSICH K XY/IO)KECTBEHHOMY TNpOeKTHpoBaHuto, E. Po3eHOMOM oTMeuaet, 4To ero BakKHEHIeH oco-
OEHHOCTBIO SIBISIETCSI «HE NPUOABICHUE K YTHIMTAPHBIM IIPEAMETaM 3CTETHUECKOI0 3HAUEHUs! KaK HEKOero 00-
JIaropa’KMBaIOLLETo U MIPUATHOTO aKceccyapa, a aKTHBHAsI POJIb JIMYHOCTHU XyIOXKHHUKA-IPOEKTUPOBILUKa» (Po-
3eHOmoM, 1974, ¢. 172-173). B akTUBH3aIWU JIMYHOCTHBIX CIIOCOOHOCTEW XyJIOXKHHKA OH BHIUT CONKEHHE
XyA0KECTBEHHOTO TPOEKTUPOBAHMS C METOIaMH U 3a/lauaMH UCKYCCTBa.

Cxoxyro KoHLEeNuuto pa3suBai U B. Poann B kHure «B3aumoneiicTBue anu3aiiHa 1 MCKycCTBa KakK 3CTETH-
yeckas npobsiemay (1979), orMeuast 0OLIHOCTh Xy/I0KECTBEHHBIX METOJIOB Jin3aiiHa U uckyccta. Cesi3b (popMbl
u QyHKIMHY B IM3aiiHe, HaNoo0Ke CBSA3U COIEPKaHust M (POPMBI B UICKYCCTBE, 00JIaJIacT ICTETHISCKUM XapaKTe-
poM Oraromapst IETOCTHOCTH X CHMOH03a.

B. AponoB B kHure «/lu3zaita u rickycctBo» (1984) ormeuaer, 4to Au3aiiH U N300pa3UTENFHOE UCKYCCTBO
HaXoIITCS B TECHOM B3aMMOCBSI3H, a XyHLOKECTBEHHBIC MPOLIECCHI HAXOAAT OTPAKEHHE B MPOEKTHOM AesSTeNb-
HOCTH Ju3aiiHepa. BMmecTe ¢ TeM «an3aifH mpeoOpaskaeT OKpY)KAIOIIUH MPEeAMETHBIH MHp, a M300pa3uTeb-
HOE HUCKYCCTBO OTPa)KaeT 3TOT MUP B CIOKHBIX 110 COJACPKAHUIO U (POpME OMOCPE0BaHHbIX o0pazax. OqHako
U TO U JPYTO€ COCTUHICTCS B ICTETUIECKUX HOpMaxX CBoei »moxm» (ApoHos, 1984, c. 8).

ITo muenuto H. Boponosa ("OcHoBHBIE TeOpeTHUECKHE TPOOIEMBI TEXHUYECKOH cTeTrkH", 1968), pabora
IM3aiiHepa HallpaBJIeHa Ha HHTEIPALUIO Pa3IMYHbIX THIIOB TBOPYECKOH NeaTenbHOCTH. OTOXKACCTBISIS TEPMUH
«IU3aiiH» ¢ MPOMBILUICHHBIM, HHAYCTPHAIbHBIM Au3aiiHoM, H. BOopoHOB yka3bIBaeT, 4To «B MPOMBIIIJICHHOM
JH3aiiHe OOBIYHO MOSIBIISIOTCS HOBBIC CBSI3H MEX/Y TAKMMHU SIBICHUSIMU, KaK TEXHHKA, HCKYCCTBO, TPUHIINI KOM-
¢opra. Haue roBops, K MPOrpeCcCUBHBIM C TEXHUYECKON TOUKHU 3PEHHUSI HHAYCTPUAIBHBIM O0BEKTaM «IPHKOM-
MTOHOBBIBAIOTCS» 3JIEMEHTHI KOM(pOpTa M YI00CTBa, a TaKKe XyI0KECTBEHHbIE KadecTBay». [[pOMCXOIHUT «KOM-
MIOHOBOYHAs MepepadoTKa 00BEKTa C yUEeTOM BCEX HEOOXOMUMBIX (DAaKTOPOB, KOTOpPas JIENAeT €ro MEeJIOCTHBIM
CO3IIaHueM, KaK B TEXHUYIECKOM, TaK U B 3cTeTHUeckoM Tutane» (Boponos & lllecroman, 1972, c. 5).

K. Kanrop B kaure «IIpaBga o nu3aiine» (1996) otmedaer, 4To «depe3 Au3aiiH MPOMBIIIIICHHOE TTPOCK-
TUPOBaHKWE BOCIPHUHHUMAET COLIMOKYJIBTYPHBIE UMILYJIBChI, HCXOISIINE OT OOILEeCTBa, Yepe3 Hero OCyIiecT-
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BIISIETCS CBSI3b KyJIBTYPBI 001IecTBa M TeXHUKH. CII0cOO0M, He TOAJAOIINMCS] HUKAaKUM H3MEPEHUsIM, UCKYC-
CTBO 4epe3 AM3aiiH OKa3bIBAaCT BIUSHHME HA TEXHUYECKoe GopMOooOpa3oBaHKe, Ha OOJIMK MPEIMETHOM Cpeibl
(Kanrop, 1996, c. 243).

HccnenoBatenb NPOSKTHOTO TBOPYECTBA U APXUTEKTYPHOTO HACIIEANS, KPUTUK, IEPEBOAYHK U ITyOITHIIUCT
B. I'mazprues B kuure «O qu3aiiHe: OYEPKU 110 TEOPHUH U MPaKTHKe qu3aiiHa Ha 3amaae» (1970) paccmarpuBaet
pa3Hble aCHEKThl B3aUMOOTHOIIEHUH UCKYCCTBA M M3aiiHA B KOHTEKCTE IIPOEKTHOMU JesATeNbHOCTH. B yacT-
HOCTH, OH OTMEYAeT, YTO OOBEKTHI An3aiiHa (PUI'ypUPYIOT HE TOJIBKO B Chepe TOBAPHOTO PhIHKA U TOBAPHOIO
norpebyeHns1, HO U B cdepe KyJIbTypHl, I1Ie OHU BBICTYIIAIOT «HE KaK TOBAPbl U HE KaK YTHIUTAPHO-TI0JIC3HbIC
MIPEAMETHI, a KaK KYJIbTypHbIE LIEHHOCTH, K KOTOPbIM HNPUJIOKUMBI BCE CPEICTBA OLIEHKU MX 3CTETUYECKOIO
Bocipuatus» (I'maserues, 1970, c. 8). IlpumeHenne k qu3aiiHy anmnapara CpaBHUTEIbHON OLIEHKH IIPOU3BEE-
HUI UCKYCCTBa, BEIpaOOTaHHOTO MPOQEeCCHOHATIBHBIM UCKYCCTBOBECHUEM, TIPUBOAUT K CO3JJAHUIO 0COOO0TO
YPOBHSI pACCMOTPEHUS TPOOIEMATHKH JI3aiHa, B KOTOPOM «ITPOUCXOJHUT (PAKTHIECKOE OTOXKISCTBICHHE IPO-
IyKTOB JTN3aifHa W MPOAYKTOB COBPEMEHHOTO N300pa3uTeIbHOTO UCKyccTBay (Imaserdaes, 1970, c. 8).

[Ipobnema cooTHOIICHNH AU3aifHa W UCKYyCCTBA pacCMaTpuBaeTCs M B paboTax Au3aiHEPOB-TIPAKTHKOB,
XYJI0KHHUKOB, CKyIIbIITOPOB. Tak, amepukanckuii ckynbntop Jonansa Ixann (Donald Judd) B acce «It’s hard
to find a good lamp» (1993) oTmeuaeT paziauyre UCKYCCTBA C apXUTEKTYPOH M AU3aliiHOM B HAMEPEHHSIX MPO-
EKTaHTOB, [T apXUTEKTOpa U JU3aiHepa 9T0, B MEPBYIO 04epelb, PYHKIMOHAILHOCTD, TOT/IA KaK B HCKYCCTBE
npeBanupyer scterudeckoe Bocnpusrue (Judd, 2004). Cxokee MHEHUE BBICKA3bIBACT aHINIMHCKUI JAU3aitHEp
Hopwman ITotrep (Norman Potter) B kaure « What is a designer?» (2002). ITo ero MHEHHIO, IU3aliHED, B OTJIUYNE
OT XyZIOXKHHKa, paboTaeT «4uepe3 u I APYTUX JIFozel, U, Ipexae BCero, OH 03a004eH ux mpodneMamy, a He
CBOMMH COOCTBEeHHBIMIY. [IpropuTter *xuBONMCHA — «3TO MPABAUBOCTH €0 cCOOCTBEHHOTO BHIeHU» (Potter,
2002, c. 15). KoHnTpact ux poseli oO4eBU/ICH: AU3aiHEp UMEET JIeTI0 C TPAaKTUYHOCTHIO U PYHKITMOHATHHOCTHIO,
a XyJO>)KHUK BOJICH BBIOMPATh U CTABUTH CBOM, COOCTBEHHBIE LICJIH.

[TpoTHBOMONOKHOM TOUKK 3pEHUS HA B3aMMOOTHOILICHHS UCKYCCTBa M AM3aliHa IPUICPKUBACTCS aMEPH-
kaHckuii ckynbntop Crkort bapron (Scott Burton) B pabore «Situation Estheticsy» (1980). [TepecmoTpe poib
TBOpIIAa B COBpeMeHHOM o0miecTBe, C. bapToH co3naBal mocienyromye npoeKThl CKYJIBITYp, Ha3BaHHBIE TIpar-
MaTHIHBIMU (pragmatics culpture), u3 yOekIeHHUs, 9TO OHU TOJIKHBI «HEBUINMO W HEHABS3UYHBO BIUICTATHCS
B JKU3HCHHYIO KaHBY». [10 MHEHHUIO CKyNbIITOPa, IpeoOpa3oBaHre N300pa3UTEILHOIO UCKYCCTBA B BU3Yallb-
HYIO KyJBTYpY AH3aiiHa U YCHUJICHHE €r0 MHTEPAKTUBHBIX KaueCTB IPUAACT COBPEMEHHOMY HCKYCCTBY HOBOE
conuanbHoe 3Byuyanue (Mopo3osa, 2008, c. 14).

Jxopmx Henbcon B kuure «Problems of design» (1957) orcramBan mmpokue MO3UIMU JU3aiiHA KakK
TYMaHUTapHOH M XyJOKECTBECHHOW Npodecchy, OH BUIWT B JAU3allHEpE HEOTHEMJIEMBIH AJIEMEHT Tpoliecca
BOCCOCIMHCHIS XyIOKHHIKA C 00ImecTBOM. VTanbssHckuil XynokHuK bpyrno MyHnapu (Bruno Munari) B kauTe
«Design as Art» (1971) onpenenseT qu3aiiHepa Kak XyI0)KHUKA COBPEMEHHOCTH, TIPU3BAHHOTO BOCCTAHOBUTH
yTpadeHHBIH KOHTAKT MEXy UCKyCCTBOM M o01ecTBoM. I1o ero MHeHMIO, «AM3aliHep OTBEYaeT Ha MOTPeOHO-
CTH YeJIOBEKa B CBOEM BPEMEHH U ITOMOTAET JIIOASM PELIUTh ONpeeNeHHbIe MPOOIeMbl 0€3 CTUITUCTUIECKHX,
MPEAB3SATHIX MHEHUH MJIM JIOKHBIX MMOHATHH XyZOXKECTBEHHOTO TOCTOMHCTBA, MOJMyYSCHHOTO U3 pacKoia Hc-
kyccTB» (Munari, 1971, c. 32).

Takum 00pa3oM, MHEHUS ITPAKTHKOB Ju3aiiHa KOHIA XX B. Pa3Ae/IMINCh Ha JBE B3aMMOHUCKITFOUYAIOIINE
TTO3HIINH, @ UMEHHO: «Iau3aiiH — He uckycctBo» (. Jpxamgn, H. [Tortep) n «au3aiin paBeH uckycctsy» (C. bap-
toH, /. Henbcon, b. Mynapu). Bragane XXI B. 3Tit MHeHHs ObUTH 00BETMHEHBI CTOPOHHUKAMU TPETHEH TI03H-
LIUH, COTTIACHO KOTOPOH HCKYCCTBO MOJKET BBIXOJMTH 32 CBOM I'PAHULIBI, OOBEANHSSICH C IOTPAHUYHBIM MY 1~
3aitHoM (Mopo3osa, 2008, c. 14). Tak, amepukanckuii xynoxuuk Puuapn Tartin (Richard Tuttle) oObequnsier
9TH ABe anTaronuctuynbie no3unu (Thesis, Antithesis, Synthesis, 2004), BbIcKka3biBasi MBICIb O TIPUMHPEHUN
JM3aiiHa U UCKYCCTBA M CO3J[aHUU HOBOT'O «TOTaJIbHOTO McKyccTBay (Tuttle, 2004).

Eime oHa coBpeMeHHast TO3uIHs GOPMYITHPYETCS CIEIYIONIM 00pa3oM: «IM3aiiH He PaBeH TPaIUIHOH-
HOMY MCKYCCTBY, HO 1 HE SIBJIICTCS HU OOJIBIINM, HU MEHBIIUM», HHBIMH CJIOBAMH, IN3aIH U XYyI0KECTBEHHOE
TBOPUYECTBO MPEICTABISIOT COO0H CaMOCTOsTEIbHbIE (DEHOMEHBI TyXOBHOH KyNIbTyphl. Tak, KypaTop BbICTaB-
ku bap6apa biémunk (Barbara J. Bloemink) nosicusieT npuMeHeH#e 3HaKa «#» B Ha3BaHUU BbICTaBKH «Design
# Art: Functional Objects from Donald Judd to Rachel Whiteread», mpomenmeit 8 My3ee nu3aiina Kyme-
pa-Xstoutta (Cooper Hewitt, Smithsonian Design Museum) Hero-Mopke B 20042005 rr. ITo Muenuzo bué-
MHHK, COI03 UCKYCCTBA U JIU3aifHa JyallCTUYEH: HCKYCCTBO U TU3AiH OJJHOBPEMEHHO Pa3JIMYHBI U TIOXO0XKH.

A. IlyukoB B cTtaThe «OHTONOTIUHI MiACTaBU MOHATTEBOTO PO3PI3ZHEHHS MUCTEITBA 1 JU3AWHY» IS Tep-
MHUHOJIOTHYECKOTO pa3rpaHWYeHUs] UCKyCcCTBA M AM3aliHa aKLEHTHPYET BHUMaHUE Ha (YHKLHOHAJILHOH Lie-
J€CO00Pa3HOCTH 3THX sIBICHUH. [leiCTBUTENBbHO, OOBEKTHI IU3aiiHa HEMOCPEICTBEHHO, (pU3NYeCKH U MaTe-
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PHAITEHO BKITIOUCHBI B H3HEHHYIO KaHBY Ka)JIOTO WHJIWBUJIA, CIICTIOBATEILHO, (QYHKIIMOHATBLHOCTD JJIST HUX
HeoOxouMa. B TO Bpemst Kak MPOU3BEICHUSI «UUCTHIX» BHIOB HCKYCCTBA (KMBOTIHCH, TPAPUKH, CKYIBITYPHI)
3a4acTyIO BBIOJIHSAIOTCS O/ BO3/IEHCTBUEM MOPAIbHO-ICTETHUECKUX MMOOYKICHUH TBOPLA, © OCHOBHOH MO-
ChUT (DYHKIMOHAIBHOCTH B JIAHHOM CJIy4ae CBOIUTCS K CO3EPLAHHUIO 3TUX MPOM3BEACHHUN C MOCIEIYIONIM
ACTETUYECKUM HACIIAXKICHUEM.

A. TlyukoB OTMEYaET: «...MPOU3BEACHUS APXUTEKTYPhI U JU3aiiHa CO3JAr0TCsS JUTSl Tella, POU3BEICHUS
WCKYCCTBa IS AYIIW U yMa (CO3TaHMe MPOU3BENCHNN Mu3aifHa s mymm — ayib)» (ITyakos, 2018, ¢. 111).
C TakuM KapIUHAJIbHBIM YTBEPKICHUEM aBTOpPA CIOXKHO COTNIACHTHLCS, MOCKOIbKY GYHKIHS U TONb3a (Jist
TeNa) Hepa3pbhlBHA C 3CTETUKON M KpacoTou ([ aymiw). bonee Toro, ecim co3epliaHue MPOU3BEICHUN HC-
KyCCTBa C 3CTETHUECKUM HaclaKICHUEM MPOUCXOAUT 3a4acTyIO JOKAIBHO: B XyJI0KECTBEHHOH rajepee Miu
Ha CIEIUaTU3UPOBaHHON BBICTAaBKE B ONPEACICHHOE U OTBEJCHHOE BPEMsl, TO CO3EpIlaHue OOBEKTaMH JIU-
3aifHa MPOUCXOMUT MOCTOSTHHO. JTO OICXK/Ia M aKCeCCyaphl, KOTOPbIE HOCUT TIOTPEOUTEIh, 3TO TPAHCIIOPTHOE
CPEJICTBO, C TIOMOIIBIO KOTOPOTO MOXKHO J0Oparhesi Ha paboTy WIIM JIOMOHi, TJie, B CBOIO OYepe/lb, BHEIIIHEE
Y BHYTPEHHEE MPOCTPAHCTBO TAKIKE MOXKET OBITh PEIICHO C MOMOIIBI0 00BEKTOB Jn3aiiHa. «HeBo3MOKHOCTh
co37aHusl 00OBEKTOB JAU3aiiHA JUTS AYIIN» TAKXKe MPOTHBOPEYUT AKTHBHO PA3BUBAIOIIEMYCS SIBICHUIO KOJIJICK-
LUOHHOTO JM3aiiHa, KOrAa HEKOTOphle OObEKTHI AH3aiiHa, B MOHMMaHUKA MHUPOBOTO apT-COOOIIECTBa, CTaU
MIPUPABHUBATHCS K BHJIAM HCKYCCTBA, HAPSY C KHBOIUCHIO, CKYJIBIITYPOH U IPYTHMHU KaHPAMH BH3YaJIbHBIX
uckycctB. [Ipomaxa kpecina ¢ aqpakoHamu aBropctsa Ditnun ['peit (Eileen Gray) na toprax Christie’s B [1apu-
ke (2009) 3a 21,9 mutH. eBpo u mie3onra Mapka Herocona (Marc Newson) Ha aykirone Phillips (2015) 3a
2,5 MiTH. ()YHTOB CTEPIMHIOB CBHJETEIBCTBYET 00 IMOIIMOHATIBHON SIPKOCTH UX MPOCSKTHBIX PEICHHH, a TaK-
e IPYTUX ICTETUUECKUX Ka4eCTBAX JUIS JIyITH, KOTOPbIE O3BOJIMIIN CPABHUBATEL 3TH OOBEKTHI IM3aiiHa ¢ MPo-
M3BEICHUSIMH YHCTOTO HCKYCCTBA.

BriBoabI

B cTathe paccMOTpeHBI TEOPHH, PACKPHIBAIONINE B3aUMOOTHOIIICHUS TH3aifHa U UCKYCCTBA C TOYKH 3pe-
HUSI TEPMUHOJIOTHH. MHEHUS IPAKTUKOB JM3aiiHa KoHIa XX B. pa3Ae/IMIIUCh Ha CIEIYIONINE TPUHIIUITHAIb-
HbIC MO3UILIUU:

— «au3aitH — "e uckycctso» (. Jxann, H. Ilorrep);

— «an3aiiH paBeH uckycctBy» (C. bapton, . Henbcon, b. Mynapn);

— «JIU3aiH CONEPIKUT NEMEHTHI XyI0KECTBEHHOTO MBIIIJICHUS, HO TOJHOCTBHIO €My HE TOXK/IECTBEHEH)
(T. Mansaonamo).

Braugane XXI B. popmMupyeTcst HHAS MO3HIIHS, COTIIACHO KOTOPOU MU3alH U XYI0KECTBEHHOE TBOPUIECTBO
MIPEJICTABIIAIOT CO00 caMoCTOATEIbHBIE (DEHOMEHBI TyXOBHOH KYJIBTYPHI, & UX COI03 AYaTHCTUICH: HCKYCCTBO
Y IW3aiH OTHOBPEMEHHO pa3u4HbI 1 oX0kH (b. bnémMuHK).

B xauecTBe 00o00maromelt GopMyITHpOBKH 0 B3aMMOOTHOIICHUSX AU3aiiHA M HCKYCCTBA MOYKHO OTMETHUTh,
YTO IpaHUIla MEXKy HUMH ObLIA U OCTAETCS YCIOBHOW M JIOCTATOYHO TMOKOM, IIOATOMY PEIIUTEIBHO Pa3Bo-
JIUTh TOJIb3Y U KPacoTy, PYHKIIMOHAILHOCTD U 3CTETUYHOCTh, MATEPUAIBHYIO IIPEAMETHOCTD U XY/I0’KECTBCH-
HYI0 00pa3HOCTh MpPEJCTaBIsIeTCsl HelenecooopazHbiM. OObEKTHI JM3aliHa HEMOCPEICTBEHHO, (U3MUECKU
Y MaTepraIbHO BKIIIOYECHBI B )KU3HEHHYIO KaHBY Ka)K10TO HHINBUAA. CBA3b C MOTPEONTEIEM OCYIIECTBIAETCS
BO BPEMEHHOM IPOMEXKYTKE, MPU 3TOM U3MEHSAIOTCS HE TOJIBKO IPOCTPAHCTBEHHBIE KOPPENALMH, PAKYPChI
BOCIPHATHS, IOHUMAHUS U OCMBICIICHHSI 00BEKTa, HO U TPe00Pa30BhIBACTCS €r0 CTPYKTypa: pa3IBUTAIOTCS
MEXKOMHATHBIC MTEPETOPOJIKH, OTKPHIBAIOTCSI IBEPH M OKHA, TPaHC(HOPMHUPYETCs MeOeIb, COOMPAIOTCS U pa3-
Ouparorcs mpudopel U ooopyaoBanue. [Ipu 3TOM HacTOsIIME OOBEKTHI J3aiiHa JOJDKHBI HECTH B ce0e ICTETH-
YeCcKoe Hayaslo, CBOOOIHO TMepecekas rpaHuIly HCKYCCTBa, HO € 00s3aTeNIbHBIM COXPAaHEHHUEM CBOCH MpeKHEH
YTUJIMTAPHOCTH, B BUIe QYHKIIMOHAILHOCTH, 9PTOHOMHIHOCTH, JKOHOMUYECKO! 11eTIeCO00Pa3HOCTH.

JlanpHelee nccaeoBanne MOXKET OBITh HAPABICHO HA PACCMOTpPEHHE M yTOYHEHHE HOBBIX TEPMHHO-
JIOTUYECKUX TPAKTOBOK, COMPOBONKIAIOUINX NHU3aHEPCKOE MPOCKTUPOBAHUE U XYI0KECTBEHHO TBOPUYECTBO
COBPEMEHHOCTH.
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TEPMIHOJIOI'TYHA B3AEMOIIA | Beprynosa Haramist CepriiBaa
I[HSAfIHy I MUCTEUNTBA | Kanouoam mucmeymsosnaecmsa, doyenm,
Xapxkiecokuil nayioHanvHuil yHigepcumem
Micbkozo eocnodapemea imeni O. M. Bexemosa,
Xapxis, Ykpaina

Merta gOCHiKEHHS TONSATae y PO3TIAAi TEOpid, MO PO3KPHBAIOTH B3AEMHHU IU3aHY 1 MHCTENTBA 3 TOYKU 30pYy
TEpPMIHOJIOT1i, BUSBICHHI y3araJbHIOI090ro (JOpMyITIOBaHHS B 03HaUeHiH mpobneMaruili. OTpuMaHi pe3yIbTaTd MOXKYTh OyTH
BUKOPHCTAaHI [UISl YTOYHCHHS TCOPETUYHOI 0a3M MUCTEIITBO3HABCTBA B IPOQECiiiHii MATOTOBIN AU3AiHEPIB y CHCTEMI BUIIOT
ocBiTi. Mertoau ociipkeHHs . Y Tporeci 1ociikeHHs OyB 3aCTOCOBAHMH KOMIDIEKC 3arallbHOHAYKOBUX METOJIB (1CTOpHKO-
TOPIBHSUTBHUM, XPOHOJIOTIYHI, METO TEPMIHOJIOTTYHOTO aHai3y), IO CIPHUSIIO BUSBICHHIO TEPMiHOJIOTIYHUX TPaKTyBaHb
y PO3KPHUTTI BIIHOCHH AW3aiiHy Ta MuUcTenTBa. HaykoBa HOBHM3HA POOOTH MOJATAE B KOMIUICKCHOMY JOCII/KCHHI TCOPIi,
0 PO3KPUBAIOTH TEPMIHOJOTIUHY B3a€MOJII0 AM3alHY Ta MUCTEUTBA 3 cepequHn XX — modyatky XXI cT., hopMmyBaHHI
y3araJbHIOI0Y0r0 (hOPMYIIOBAaHHS 3 O3HAUCHOI MpoOIeMaTHKH HA cydacHoMy erami. BucHoBku. Jlo kinmg XX CT. QymKn
TEOPETHKIB IIOAO TPOOIEMH BiJHOCHH MHCTEITBA Ta IU3aiHY PO3OUTIIIMCS Ha NIBI B3a€MOBHKIIIOYHI TO3HWINI, a came
«an3aita — He mucrenTBo» (M. xamgn, H. [lotrep) Ta «nuzaitn nopisuioe mucrentsy» (C. bapron, 1. Henbcon, b. Mynapi).
Ha nowarky XXI cr. i gymku Oyam 00’eHaHi TPUXUIBHUKAMH TPETHOT MO3MILI], 32 KO0 MHCTELTBO MOXXE BHXOAUTH 32
CBOI KOpJIOHH, 00’ €JHYIOYHCH 13 CyMiKHUM i3 HUM jauzaitHoM (P. Tarrn). llle oxHa cyuyacHa mo3uuist pOpMYIOThCSI TAaKHM
YUHOM: «JIM3aliH HE JIOPIBHIOE TPaMIIIHHOMY MHUCTEIITBY, ajie 1 He € Hi OlnblunM, Hi MeHium» (b. biemink). Y3aranpHiowun
OTPUMaHI PE3yNbTaTH, CIiT 3a3HAYUTH, [0 MEXKa, KA BITOKPEMITIOE TU3aiH BiJ] MUCTEIITBA, 3aBK/IH OyTa YMOBHOIO 1 OLTBII
MIPOHUKHOIO, HiX 3[A€THCS THM, XTO PIlllyde PO3BOIUTH B Pi3HI OOKM KOPUCTH Ta Kpacy, (yHKIIOHATBHICTH Ta €CTETUIHICTb.
OO0’exTn Au3aifHy Oe3mocepeHpO, (i3MIHO 1 MaTepialbHO BKIIFOYCHI B KUTTEBY KaHBY KOKHOTO iHIWBima. BoHHM HecyTh
B c00i ecTeTHYHe Havaso, BUILHO MEPETHHAIOYM KOPAOH MHCTENTBA, alle IIPU [[boMY 000B’SI3KOBO 30€piraroTh BIACTUBY 1M
YTHJIITApHICTh: (PyHKIIOHAIBHICTh, EPrOHOMIYHICTh, EKOHOMIYHY JOLLIBHICTb.

Kniouosi crosa: MUCTENTBO; AM3aiiH; XY/I0)KHE KOHCTPYIOBAHHS; Xy/JI0)KHE IPOEKTYBaHHsI; (hopma; oOpa3

TERMINOLOGICAL INTERACTION | Nataliia Verhunova
OF DESIGN AND ART | PhD in Art Studies, Associate Professor;
O. M. Beketov National University
of Urban Economy in Kharkiv,
Kharkiv, Ukraine

The purpose of this article is to examine theories that reveal the relationship between design and art in terms of terminology,
to identify a generalizing formulation on a given issue. The results can be used to clarify the theoretical basis of art studies in
the professional training of the designers in the higher education system. Research Methodology. In the course of the research,
a complex of general scientific methods (historical and comparative, chronological, method of terminological analysis)
was applied, which contributed to the identification of terminological interpretations in the disclosure of relations between
design and art. The scientific novelty of the work consists in a comprehensive study of theories that reveal the terminological
interaction of design and art from the middle of the 20th — beginning of the 21st centuries, the presentation of a generalizing
formulation on a given issue at the present stage. Conclusions. By the end of the 20th century, the opinions of theorists on the
issue of art and design interaction were divided into two mutually exclusive positions, namely “design is not art” (D. Judd,
N. Potter) and “design equals art” (S. Barton, D. Nelson, B. Munari). At the beginning of the 21st century, these opinions were
united by supporters of the third position, according to which art can go beyond its borders, combining with adjacent design
(R. Tuttle). Another modern position is formed as follows: “Design is not equal to traditional art, but it is neither more nor less”
(B. Bloemink). Summarizing the results, it should be noted that the boundary that separates design from art has always been
conditional and more permeable than it might seem to those who positively separate benefits and beauty, functionality and
aesthetics. Design objects are directly, physically, and materially included in the life of each individual. They have an aesthetic
origin, freely crossing the border of art, but at the same time necessarily retain the utility inherent in them: functionality,
ergonomics, and economic feasibility.

Keywords: art; design; artistic construction; artistic design; form; image
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Mera cTarTi — BUsSBHTH creludiky qu3aifHy iHTep’€py KOBOPKIHT-IIEHTPIB Y KOHTEKCTI CTBOPEHHS YHIKAIBHOT po00wol
arMocdepH Kpi3b Mpu3My HEHOMEHY CEpeIOBHIIHOTO TIPOCTOPY; MPOAHATI3yBaTH MICHXOCOIiabHi, KOPIOPaTHBHI Ta Pi3UdHI
aCIIeKTH AU3aifHy iHTep €py. MeTONOJIOris JOCIIKEHHS. Y CTaTTi 3aCTOCOBAHO TaKi METOIM: y3araJbHeHHs Ta CHCTeMaTH3aLii
HayKOBO-TCOPETHYHHUX BIIOMOCTEH 3 NMpOOJIEMaTHKK JIM3aiHy KOBOPKIHT-LIICHTPIB, CTPYKTYPHO-(YHKIIOHAJIBHOTO aHANI3y
CEpEIOBHIIHOTO MPOCTOPY, aHaji3y CEepe/loBHINA K KaTeropil au3aiiHy iHTep €py KOBOPKIHT-TIPOCTOPY, CUCTEMHUH METOI,
1110 TIOCTIPHSLIH JIOCIIKEHHIO PI3HOMAHITHUX €JIEMEeHTIB JI3aiiHy y B3a€MO3B’ 13Ky, SIK CKJIJHUKIB €MHOTO 11ijtoro. Haykosa
HOBH3HA. 3’5ICOBAHO OCOOJNMBOCTI JM3aiiHy IHTEp’€py KOBOPKIHI-LIEHTPIB Y KOHTEKCTI CTBOPEHHS YHIKaJIbHOI poOouoi
arMocdepr Kpi3b Mpu3My (EHOMEHY CEPEeIOBHIIHOTO MPOCTOPY; PO3MISHYTO CEPEAOBHUINHHN MPOCTIP KOBOPKIHT-IIEHTPY
B aCIIeKTi BIUTMBY Ha (OPMyBaHHs, PO3BUTOK i peaiizallifo 34i0HOCTEH OCOOMCTOCTI; MpOaHaTi30BaHO ICHXOCOIIANbHI,
KOPIIOpaTHBHI Ta (i3W9HI acTeKTH IU3aliHy iHTep €py KOBOPKIHT-TIpOocTOpy. BricHOBKH. BusBieHo, mo an3aifH iHTEp’ €py
KOBOPKIHT-IICHTPIB BIUIMBAE HA CBITOCTIPUHMHSTTS, HACTPIH 1 Mpare3aaTHiCTh 0COOMCTOCTI, IO BiH PO3POOIISIETHCS 3 METOIO
CTBOpEHHs crelu(piyHOi aTMOC(EpPH BIJIITOBITHO 10 OCHOBHUX ITOTPEO BijIBiLyBadiB Ta OPMH IXHBOT JiSITBHOCTI, pealli3yI0unch
3aBIIIKH CXeMi (DYHKITIOHAILHOTO TIOKPAIICHHS, €CTETUYHOTO 30araueHHs i MOJIMIICHHS TICUXOJIOT1i BHYTPIIIHBOTO TIPOCTOPY.
VY mporeci GopMyBaHHS PEaTbHOTO CEPEIOBHINA KOBOPKIHI-IICHTPY HM3ailHEp CHHTE3y€ Bi3yalbHHM, MCHUXOJOTIYHHN
1 TSTbHICHUMHA KOHTEKCTH, IEKIapylOud KOMIUICKCHICTh iCHYBaHHS JIOOWHM Ta ii oToueHHA. CepemoBHIIHME MiAXiT 0
MIPOEKTYBAHHS AW3AiHY iHTEp €py KOBOPKIHT-TIPOCTOPY Mependadac BpaxyBaHHS MOTPeO, 3BUYOK 1 mepeBar KOpHUCTYBadiB
(opeHIaTopiB) HEHTPY, MTOKPAIICHHS BIAMOBITHOCTI MPpodeciitHOi 0COOMCTOCTI i HABKOIHIITHBOTO CEPEIOBHIIA, MOPAIILHOTO
3aI0BOJICHHSI T4 CMOILIHOT MPUB’I3aHOCTI IO MiCIIA.

Knouosi c1o6a: KOBOPKIHT-IICHTP; CEPEIOBUIHII IPOCTIP; AU3alH 1HTEP €py; IPOCTOpOBa aTMochepa

Beryn

3aBASKM TENEKOMYHIKAIIHUM TEXHOJIOTISIM 1 BUIBHOMY JOCTYIly JI0 JemarepianizoBaHoi iH(opmaii Ta
JIAHUX, 1110 3a0e3MeUy0ThCs O€3POTOBUMHU, MOOUTBHUMU TEICKOMYHIKAI[iIMU, BiIOYBCS PO3/ILT POOOUNX MiCIlb
Ha MMOCTIiHI i Tumuacosi (Bizzarri, 2010, p. 197). 3arajibHOB1IOMO, 1110 PO3BUTOK 1HPOPMAIIHHUX 1 KOMYyHIiKa-
LIHHUX TEXHOJIOT1H 3HaYHO 3MEHIINB TPaH3aKIiiiHI BUTPATH, IOB’sI3aHi 3 MOAOIAHHAM IIPOCTOPIB Ta PO3MAiT-
TSIM MICIIETIONIOKCHHSI B CHTYaIlii, KOJIM BILTUB ITU(PPOBOT IPOMICIOBOI PEBOJTIONIT Ha MOYKITHBY BCIOIHUCYIIIICTh
Ta JeMOKpATHU3aIlilo Mpalli, CYyCIIbCTBA i MICHKOTO TIPOCTOPY aKTHBHO AMCKYTYEThCS. binbime Toro, Xo4a iH-
(hopmariiHO-KOMYHIKaIlilfHI TEXHOJIOTI1 CIIPHUSIFOTh BUCOKIH THYYKOCTI 1 Ti0puau3aii poOo4nX MicCIlh, BKIIFOY-
HO 3 HE3BUYHUMH MICIISIMH, TAKUMH SIK 010mioTeKu, Kade, pecTropanu, ToTeli i 3ai O4iKyBaHHS B aeponopTax,
¢pinaHcepy Ta Mo3amTaTHI MpaliBHUKK Bce LIe NOTPeOyIOTh colianbHoi 1 mpodeciiinoi B3aemomii, 3 METO0
3HIKCHHS PU3MKIB 130JI511111, 1110 € 0COOJIMBO BUCOKMMHU B yMOBax pobotu 3 jomy (Moriset, 2014, p. 4). VY 1po-
My KoHTeKcTi HanmpukiHmi 2000-x pp. BigOysaocs 3HayHe 3pOCTaHHS IHHOBALIWHMX POOOYHMX MiCIlb, HA3BAaHUX
KOBOPKIHT-TIPOCTOpPaMH.

Bax1Bo10 9acTHHOIO KOPIOPATUBHOI KYJIBTYPH € CTBOPEHHS CTUMYJIIOI0UOTO CEPEIOBHILA, 1110 HE BUKIIH-
Ka€ CTpeciB, AJIs TOTO, 00 JIIOAMHA MOIJIA IPALIOBATH 3 MAKCUMaJILHOIO Bifnadeto. KpeaTuBHICTD Ik BaXKJIMBUI
(haxTOp KOHKYPEHTO3IaTHOCTI KOMITaHii Moke HaOyBaTH Oyab-sSKUX (OpM; He3aleKHO Bi 3aBIaHHS Ta CHTya-
1ii, TApMOHIiHE CepeIOBUILE CIIPHUSIE Ipoliecy TBOpeHHs. Came poboue Miclle BU3HAYa€e piBeHb KOM(OPTHOCTI
arMocdepu, y SAKil JIIOIUHA BiuyBae ceO¢ BICBHCHOK Y BJIACHIH 1HIMBIya bHOCTI Ta 3HAE, 110 MOXKE JIIJIH-
THUCS HE BTpayarouu, Opatu Ha cebe BiNOBITANbHICTh 3apajan OJar THX, 3 KUM TBOPYO i HOBATOPCHKH MPAIIIOE.
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HesBakaroun Ha akTHBHY yBary J0 TeMH KOBOPKIHT-IIEHTPIB y 3ac00ax MacoBoi iHpopmarlii, y HayKOBOMY
CIIBTOBApUCTBI MpoOieMaTHKa Jn3aifHy iHTep €py KOBOPKIHT-TIPOCTOPY JIMIIE [MOYMHAE HAOyBaTH BiJIOBIIHO-
r0 BUCBITIICHHS. AHaJII3 OCTaHHIX JOCHTIKeHb Ta MyOJiKalii 3acBiuuB, IO YKPAiHCHKI JAOCIITHUKH 3BEpHY-
JM yBary JMIIE Ha JIesKi acTeKTH JU3aiiHepChKOTo oopMIIeHHs KOBOPKIHT-IpocTopy. Hampuknaa, Bumoru 1o
(dopMyBaHHsI Iu3aiiHy 1HTEP €PY, @ TAKOXK TEPEeBar, eproHOMIYHICTh 1 JOCTYIHICTh KOBOPKIHT-I[CHTPIB Ha 0a3i
BHIIMX HABUAJIBHUX 3aKiajiB aHamizyiorh 0. Pamuenko ta O. [lImensoBa (2018) B HaykoBiil po3simmi «Oco-
OnmmBOCTI (POPMYBaHHS AM3aiHy 1HTEp €py KOBOPKIHT-IIEHTpiB Ha 6a31 BH3»; mpoBiaHi TeHIEHIIIT MPOeKTyBaHHS
KOBOpPKiHT-TIpocTopiB posmstayTo O. lIMenpoBoro, O. Cadponosoto, T. bynrakooro Ta M. Cunutpkoro (2019)
B HayKoBiHl cTarTi «OCOOIMBOCTI JU3aiiHy NPOCTOPIB CyYyacHHX KOBOPKIHTIB 3aJI€KHO Bif iX (DYHKIIOHAJIBLHOTO
MPU3HAYCHHS»; 0COOMMBOCTI BUKOPHCTAHHS B IHTEP €pax KOBOPKIHT-IIEHTPIB eeMEHTIB (iToAN3aiHy I0CTiIKe-
HO O. Onemko Ta 0. I[TetpoBcbkoto (2018) B myOmikanii «BukoprcranHs eixeMeHTiB ditonuzaiiny npu Gopmy-
BaHHI 1HTEp €piB IIEHTPIB KOBOPKIHTY» Ta iH. [IpoTe 0COOMMBOCTI CEPEAOBUIIIHOTO MTPOCTOPY KOBOPKIHT-IIEHTPY
3QIMIIAETHCS MIPAKTHYHO HEBUCBITICHUMH, 8 TOMY ITOTPEOYIOTh IPYHTOBHOTO OCMHUCIICHHS.

HayxoBa HOBM3HA JOCIHIKEHHS TIOJISTA€ B TOMY, 1[0 OCOONMBOCTI Jn3aiiHy iHTep €py KOBOPKIHT-IIEHTPIB
3’5ICOBAHO Kpi3b MpU3MY (PEHOMEHY CepeOBHIIHOTO MpocTopy. CepeaoBUIHMUI TIPOCTIP KOBOPKIHT-IIEHTPY PO3-
IJISTHYTO B KOHTEKCTI BILIMBY Ha (hOpMYBaHHS, PO3BUTOK 1 peanizalito 3ai0HocTeit ocoductocri. [IpoananizoBaHo
MICUXOCOLiaNbHi, KOPIOPATUBHI Ta (i3UYHI aCHIEKTH AW3aiHY iHTEp €pYy KOBOPKIHT-POCTOPY.

MeTononoris 10CHiPKeHHsI AW3aiHy iHTep €py KOBOPKIHT-LIEHTPY 0a3y€eThCsi HA OCHOBI TEOPETHYHUX I10JI0-
KeHb 3apyOiKHHUX 1 BiTun3HsIHUX HaykoBIiB ([x. ['i6con, M. Xelamerc, C. Kyrnen, JI. I1apino, I. Cmekanos ta
1H.); BOHA mependavae mepeTBOPEHHS CEPENOBHUITHOTO IIPOCTOPY HA 00’ €KT, IKUI 3ac00aMH ITOCHICHHS B HHOMY
PI3HHUX 3MICTOBHUX acIeKTiB Ma€ MiIBUIIUTH TapMOHiIHY aTMOoc(epy KOBOPKIHT-IIEHTpY, 10 CIPHIE€ BUCOKOMY
PiBHIO IIpaIe31aTHOCTI.

Merta crarTi

Merta crarTi nossirae y BUSIBICHHI crienu(iku Tn3aliHy iHTep €py KOBOPKIHT-IIEHTPIB Y KOHTEKCTI CTBO-
peHHs YHIKaIsHOT poO0v0i atMochepu Kpi3hb mpru3My (DEeHOMEHY CEpEIOBHIIHOTO TPOCTOPY; MpoaHaTi3yBaTH
IICUXOCOIiaTbHI, KOPIOPATUBHI Ta (Pi3UYHI aCTIEKTH JU3aiHy iHTEp €py.

Bukaax marepianay gocigkeHHs

Y 2005 p. y Can-®pannucko dpinancepamu, 3a iHimiarusu nporpamicta b. HetoOepra, Oyiio opeHioBa-
HO BEJIMKE MPUMIIIEHHS B odicHIA OymiBii, mpuadaHo HEOOXiMHY I poOOTH TEXHIKY CIUIBHOTO KOPHUCTY-
BaHHS 3 METOIO MOETHAHHS TMO3UTUBHUX XapaKTEpUCTHK o]icHOT pobOTH Ta (hpimaHCy W BIIKPUTO MPOCTIp
«Hat Factory». HoBaropceka cxema oprasizarii podounx wmicup (y criapHOMY o(ici mapanienbHO MpaIoe
MeBHa KiJIBbKICTh (pijaHcepiB i crapran-komann) (Xapuenko, 2016, c. 43) orpumana Ha3By «9 to 5 groupy,
a HEeBJIOB31 MOMyJIsipU3yBaacs B 0araTb0X KpaiHax CBITY SIK «KOBOPKIHI» (Bill «co-working» — crijbpHO Tpa-
mrotoui). Ha qymKy AocimiJHHUKIB, MOMIMPEHHST KOBOPKIHT-TIPOCTOPIB OyJI0 EKCIIOHEHI[iaIbHIM y BChOMY CBITI,
napa’jesbHO 3 MOMIMPEHHIM 1o0anbHol kpusu (Mariotti et al., 2017, p. 50).

KoBOpKiHT-TIpOCTip pO3IIISAAE€THCS B HAYKOBOMY CBITi SIK TIOTEHITIMHUN «ITPUIIBHIIYBAY iIHTYITHBHOT TIPO-
30pIUBOCTI», MPU3HAYCHUH JUTA TIPUIOMY TBOPUYHUX JIOMEH Ta MiAMPUEMIIIB, K1 MPArHyTh MOJO0TATH 1300
Ta 3HAWTH JIPY’KHE CEPEOBHIIE, 0 MOXKE TIOCIIPUATH 3yCcTpiuaM Ta criBpoOiTHUITBY (Moriset, 2014, p. 5).
BignoBigHo 10 MOMMPEHHX TiNoTe3 CHiJIbHE KOPUCTYBaHHS OHUM 1 THM CaMHM IPOCTOPOM MOXKe 3a0e3medy-
BaTH CIIBTOBAPHCTBO JUIsl TUX KaTeropiil poOiTHUKIB (Hanmpukiaz, gpiiaHcepiB, IKUM B iHIIOMY BHUIAIKY HE
crioto0aBcst O peNsLiiHI KOMIIOHEHT, 1110 aCOIIFOETHCS 13 TPAIUIIIMHUM KOpropaTuBHUM odicom). BogHouac
pensiiitaa Ta reorpadivyHa OIM3KICTh y HOBUX pOOOYHX IIPOCTOPAX MOXKE MTOCTIPUSTH 0OMiHY iH(OopMariiero ta
oizaec-moxxuBocTaM (Parrino, 2015, p. 263).

Ha nymxy €. bopucenka (2016, c. 64), KOBOPKIHT € Cy4acHOIO allbTepHATHBOIO O(icy UIA BiIIalieHNX
CHiBpOOITHHKIB, (pijaHcepiB Ta miaupueMUiB. JJoCHiAHUK aKIEHTYE, IO i1esl «KKOBOPKIHTa», SIK IPOMIXKHOTO
MIPOCTOPY MiX pOOOTOIO 3 JOMY Ta BUKOPUCTAHHSIM OKpeMoro odicy, monsrae B TOMY, IO B LIl BiAHOCHO
HOBIH MoJieJli pOOOTH YYaCHUKH BUKOPHUCTOBYIOTH 3arajbHUN MPOCTIP, B SKOMY PO3MILIEHO KiJibKa poOOYHX
MICITh JIJISl TISTTBHOCTI, aJie TIPY I[bOMY 3aJIMIIAKThCS BUILHUMY U He3aJeKHUMU. KOBOPKIHT-IIPOCTIp pO3IIis-
TAETHCS SIK TIPOCTIP 3 00JaTHAHUMHU POOOYHMHE MICIISIMH, IO 3MAI0THCS B OPEHIY OyIb-KOMY.

A. AnieB (AnueB u np., 2017, c. 873) Haromomrye, o GpopMyBaHHS KOBOPKIHT-IIEHTPY BiAOyBa€eThCs 3a
MIPaBUIIOM TPHOX «i»: «interiorsy» (iHTep’ep), «instruments» (IHCTpYMEHTH), «interactions» (B3a€MOist).
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3a3Buuail €IMHUIA MPOCTip KOBOPKIHT-IIEHTPY MOALISETHCS Ha KilTbKa BHYTPIIIHIX MTPOCTOPIB:

— pobounii mpocTip (TXa 30Ha U poOOTH);

— MOAI€BHIA POCTIp (30HA 3aXOMIB Ta MOAIN);

— koH(DepeHII-3al1 (30Ha EPEMOBHUH);

— IIPOCTIp AJsI BIAMOYMHKY (30Ha BiMOuMHKY Ta KyxHs) (LlleBuenxo, 2012, c. 39-41).

CrpiMkuii po3BUTOK iH(OpMaIiHHO-KOMYHIKalliHIX TeXHOJOT1H, Takux sk Web 2.0, ocobucti MoOLIbHI
TIPUCTPOT, TaHi 3 BIAKPUTUM BUCXITHUM KOJOM, IIPUHTEPH HOBOTO TIOKOJIIHHS Ta iH. TIOCTIPUSUIA 3MiHAM Y CITO-
cobax Ta MicIsiX BUKOHAHHSA poOoTH. [1oB’s3aHe 3 1M 3pocTaHHs KUTBKOCTI TBOPYHX 1 II(POBUX POOITHUKIB,
a TaKO)K HACTYIIHE MOLIMPEHHS KOBOPKIHI-IIPOCTOPIB 1 BAPOOHNYMX NPOCTOPIB BUKIIUKAIHM PI3SHOMaHITHI e(ek-
TH, BKIIIOYHO 31 3MiHaMH ypOaHiCTUYHOTO MPOCTOPY (MPHUIIBHIYIOTH pEreHepalilo MicT), B eKOHOMIII Ta cy-
CHIJIBCTBI (CIIpHUsi€ IepeJaBaHHIO 3HAHB, HEQOPMAIBHOTO JJOCBITY, B3a€EMOIIT 1 CIIIBPOOITHHILITBY ).

3a aHWMH JIOCIITHHUKIB, KOBOPKIHT-TIPOCTOPH PO3MIIIEHI MO BCHOMY CBITY, IEPEBAKHO B Meraroiicax
3 PO3BHHYTOIO €KOHOMIKOIO, IS SIKAX XapaKTepHa BUCOKA JMHAMITHICTD 1 KOCMOTIOIITHYHICTh MiCBKOTO CEPEI0-
BHIIIA, IO TPUBAOIIOE 1 HAYKOBIIIB, 1 PEICTABHUKIB TBOPYHX Ta I(poBux ramyseit (Moriset, 2014). Heabusxo-
TO PO3BHUTKY KOBOPKIHT-NIPOCTOPH HaOynu B ipyTiit momoBuHi 2010-x pp. B Ykpaini, nepenycim y Kuesi — micri,
IO € 30CEepeKCHHSAM 1HHOBaLiH, y skoMy (ipMu moTpeOyIoTh NPUCYTHOCTI 1HIIMX TBOPYMX KOMIIaHid, KOTpi
B3aeM030arauyroTh ifei 3acodbamu popMasbsHOTo i HeopManbHOro oOMiHy iH(opmanicto. OgHUM i3 HalIOmy-
JSIPHIIIUX KUTBCHKMX KOBOPKIHT-LIeHTPIB € «Creative Quarter» i3 kijibkoma Jiokaiismu. Jluzaiinepamu iHTEp €py
LEHTPY CTBOPEHO arMocepy, 0 HaIMXa€ MPalliBHUKIB Ha POJYKTUBHY MPaIio.

ITpobnemaruka B3aeMozii cepeoBuILa i npeaMeTa, CTBOPEHHS «IIPOCTOPOBOI aTMOC(epH», 110 BIUTUBAE HA
MOYYTTSI, BIIUYTTS Ta AyMKH 3aHypEHOI B HEl JIIOAMHH, Ha0yBatOTh OCOOIMBOIO 3HAUECHHS B KOHTEKCTI PO3BUTKY
KOBOPKIHT-IICHTPIB.

[ToHATTS «cepeqoBUILE» B JU3alHI PO3YMIETHCS SIK «OTOUEHHS OyAb-40ro / OyIb-KOro, CyKyIHICTh peuei,
Oaps, esleMeHTIB NaHAmWAadTy, TPUPOTHUX a00 (Hi3MYHMX YMOB, CEpell SIKMX 3HAXOAUTHCS JaHUH MPEAMET, 0CO-
oucticte» (Cmekano, 2013, c. 13); «CyKymHICTb, IIUTICHICTD YCiX KOMIIOHEHTIB 1 XapaKTepUCTHK Marepialib-
HO-TIPOCTOPOBHX Ta EMOIIHHO-XY/I0XKHIX YMOB icCHyBaHHS JtoacTBay (Cmexkanos, 2013, c. 13).

VY mporieci aHamizy 0coOMMBOCTEH Mu3aiiHy iHTEp €py KOBOPKIHT-TICHTPIB Y IIHOMY JOCIIKEHHI BHKOPH-
CTaHO TEPMiH «CEPEIOBUILHUI TPOCTIP», SIKUH MO3HAYAE TPUBATHUH BUIAJA0K IPOCTOPY — HPOTSKHUN HEOIHO-
pimHMI MaTepianizoBaHUil MOYATOK, /e MITICHICTh € IEPBUHHOIO Ta JIOMIHY€E HaJl PO3YICHOBAHICTIO, a CKJIaI0Bi
eNIEMEHTHU He MiUIAraloTh BiJOKPEMIICHOMY, 1301b0BaHOMY po3risaay. CepeaoBHIIHUI IPOCTIp BUCTYIIAE SIK CY-
KyIHICTB MPOCTOPY Ta PEYOBOTO HAIMOBHEHHS, IKOMY BJIACTHBUI MPIOPHUTET 3JIUTTS, 1 HE JIMIIE K KOMIUIEKC (i-
3WYHUX YMOB, ajie i sIK CUCTeMa JIyXOBHUX CEHCIB CIIPHUsIE MAaHyBaHHIO EMOIIHOTO Havyaja HaJl palioHaIbHIM,
CUHTETUYIHOTO HaJ aHamiTHaHuM (Cmekanos, 2013, c. 14).

Y KOHTEKCTI cIreru(iku TOCTIKCHHS BOKIMBUMH € i7ei ameprukaHchkoro rcuxosora k. I'iocona (I'u6-
coH, 1988, c. 46), BIAMOBITHO 10 SIKMX CEPEOBHUIIE, CTBOPIOIOYHN CIIPHUSTINBI MOXKIIMBOCTI, BIUIUBAE HA POPMY-
BaHHsI, PO3BUTOK 1 pealtizalliro 3i0H0CTei 0COOMCTOCTI, a TAKOXK €CTOHCHKOTO NociinHuKa M. Xelnmerca, skuid
CTBEPAKYBaB, LII0 CTAHOBJICHHS BIACHOTO «S», Mpollec mepcoHamizamii cepeioBrIa Ta B3aeMOJIs 32 TUIIOM
cy0’eKkT-Cy0 €KT BiJIOYBAETHCS BHACIIOK i7IeHTU(iKaLii 00’ ekTiB cepenouiia (Heidmets et al., 2019, p. 9).

Ha nymky €. €dimosoi (Epumona & Xagarypos, 2012, c. 112), ockiibku iHTEp’€p TPOCTOPY 3aBKIH 3a-
JISKATH B ayauTopii Ta Tamys3i il po06odoi MisIbHOCTI — TBOPUOi, TEXHIYHOI a00 HAayKoBOiI, — 0(OPMIICHHS 1H-
Tep’€py KOBOPKIHT-TICHTPY MOKe OyTH 1 HECTaHIAPTHUM Ta SICKpaBUM (HAIIPHUKIIAJ, IS XyJO)KHUKIB, IU3aiiHe-
piB), i cCTpUMaHUM, KJIACHYHUM, HAOIIKEHUM 110 0PpicHOTO (HAITPpUKIIA, 7S IPOTpaMicTiB, IepeKiIaaviB Ta iH.).

C. Kyrep (Kugler, 2007, p. 146) ctBepmxye, 1o atMocdepa MpocTopy B Iu3aiiHi iHTEp €py MOXKE BHHH-
KaTH 3aBJISKH BiJIOBIIHOMY (DOpMYBaHHIO ii CKJIaJIOBUX €JIEMEHTIB, a CaMe: IPOCTOPY, TEKCTYpH, JIiHil, hopmu,
OCBITIICHHSI, TEMIIEPATyPH, 3BYKY, CBIKOCTI, apXiTeKTypHoro cTmito. CydacHUid TU3aiiH iHTep €py XapaKTepu3y-
€THCS PI3HOMAHITTSAM Ta THYUKICTIO aKIIEHTIB.

OpieHTaltis JisSUTBHOCTI AU3aifHepa B KOHTEKCTI CTBOPEHHS TapMOHIIHOTO CEPEIOBUIITHOTO MPOCTOPY KO-
BOPKIHT-IIEHTPIB CIPSMOBaHa Ha BpaXyBaHHS MCHXOCOIIANBHUX (CTaTyc, MepCOHANi3ais, KOH(DIACHIIIHICTS),
KOPIIOPaTUBHUX (MOOLIBHICTE, CTIHKICTB, 00pa3) Ta Gpi3uYHUX (TOCTYNHICTh, IPUPOAHICTH, OanaHc abo KiHecTe-
THUKa, 3a1ax, TAKTHIbHI BIJIyTTS Ta iH.) aCMEKTIB.

VY mporieci cTBOpeHHSI He0OX11HOT poOouoi aTMocdepu B An3aiiHi iHTEp €py KOBOPKIHT-TIPOCTOPY 0COOIH-
BOTO 3HA4YCHHs HAOyBatOTh Taki (Pi3WUHi aCHEKTH, SIK:

— Oamanc a0o0 KiHECTETHKa: peakxilisl JIOACHKOTO Tijla Ha PyX Y MPOCTOpi (HAmpUKIIad, Mepexia 3 Kuiu-
MOBOTO TIOKPUTTS Ha MapMypOBY IiJJIOTY, i HOM Ha KiJIbKa CXOIWHOK a0 MiHOM 31 CTUTBLA — 1€ Aii, 10
BHMAararoTh 3MiH y M S30BUX peaKIlisx Tijla); TApMOHIMHIIA AU3aifH 3a0e31euye BiIbHE IepecyBaHHS MeOIIiB
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Ta JIIOIUHM JOBKOJIA HUX, & TAKOXK YpaxyBaHHs MapLIPYTiB PyXy, 110 HAJAI0Th JOCTATHHO MiCLS JUISL BIQUYTTS
xoMpopry;

— 3amax: BiANOBIAHO 0 crieuu]iKy JIOICHKOTO OPraHi3My, Ha BiIMiHY BiJl IHIIMX CEHCOPHHUX CTUMY-
JiB, IO CIOYATKY MPOXOIATH Yepe3 MO30K, 3amax oJpasy MOTpaIlisie Y KPOBOTIK — 3aBISKH 3a3HAYCHIN
BJIACTHBOCTI KOHKPETHHH 3aIax CTBOPIOE aTMocdepy, SKy HEMOXIIMBO TepeJaTH aHi 3ByKOM, aHi 300pa-
KEHHSIM;

— TaKTIIBHI BITIYTTS: JII CTBOPEHHSI TApMOHIWHOT aTMOC(epH KOBOPKIHT-TICHTPY BaXKIUBHM € TIpa-
BIUIBHUH BHOIp (paKTypH BHYTPILIITHBOTO 03/I00JICHHSI CTiH 1 CTei, ABepeil Ta MeOJIiB, a TaKOXK IXHIii Bi3y-
aJbHUI BUIVIS, OCKUIBKH JIIOACHKAN MO30K MOEIHYE BIAUYTTS 3 TIaM’SITTIO Ta YSIBJICHHSIM;

— CIIlyX: 3BYK Ma€ BUpIlIaJibHE 3HAYEHHS Ha POOOYOMY MicCIli, OCKIJIbKH CTBOPIOE IIHHE BiAUyTTH
KOHTEKCTY, 4acy W MiCIls, IPOTEe JIOCSITTH PaBUILHOTO OallaHCy BEJIbMU CKJIaJHO — OijibIlia yacTuHA ¢i-
3UYHOTO JIM3aifHy HAJIEKUTh 10 KEPYBaHHS 3ByKaMU, 30KpeMa, KOHTPOIIO HaJl IIIyMaMH, SKi He TTIOBUHHI
3aBaKaTH TBOPUYOCTI (TepemyciM MMOHMKEHHS PiBHS 3BYKiB 3aBISKH BUKOPHUCTAHHIO KMJIUMIB Ta 1HIIHAX
abcopOyrounx ITyMH TTOBEPXOHB; BCTAHOBJICHHS CITEIialbHUX BIKOH Ta O€3IIyMHOTO 00Ja{HAHHS );

— OaueHHS: Bi3yalbHUHN OISl IPOCTOPY KOBOPKIHT-IIEHTPY HAJA€ JFOAUHI BiIOMOCTI TIPO HOTO PO3-
Mip, pO3TallyBaHHS Ta CIIOCOOM MEPECYBaHHS; Y HEBEIMKOMY MPOCTOPI OJHA JIOAWHA MOXE BiJ4yBaTH
IICUXOJIOTTYHUMA THCK, & KOMaH/la B 3aHaJITO BEJIMKOMY MPOCTOPi, HABIIAKH, MOKE CTaTH OLIBII 3TypTOBa-
HOIO; JIFOJIMHA Pearye Ha SCKpaBe OCBITJICHHs, OapBHUCTI KOJIBOPH Ta rpy BOAU y POHTAHI, TOMIYae 3pydHi
MeOJITi, HAHOBIII TEXHOJIOTI1; BIIMTOBIAHO Bi3yaIbHUM MU3aifH KaOIHETYy JOIIOMarae mpaiiBHUKY HECBII0-
MO BHUPIIIYBATH, Y IKOMY IIPOCTOPi BiH 3MOKe TITITHO MPAIIOBATH;

— KOJIip: BKIIMBHH CKIIAIHUK 00pa3y, 10 BIUIMBAE HA MOTHBAIIIIO 1 TIpaIle3/1aTHICTh, OCKLIBKH KOJIip
BIUIMBA€ HAa CHIPUHUHATTS JIIOAMHOIO IPOCTOPY Ta peakiii Ha Hporo. Kouip, sskuit 6auuTh JI0AMHA, — 11€ CBIT-
710, BiToOpakeHe Bij MOBEPXHi, TOMY KiJIbKa 00’ €KTIB OJHAKOBOTO KOJIBOPY, aj€ 3 Pi3HOI T€OMETPUYHOIO
TEKCTYPOIO BUIVISIAAIOTH 1 CIPUIMAIOTECS TIO-PI3HOMY B Pi3HUX cUTyalisix. KpeaTuBHE BUKOPUCTAHHS TPU
KOJIbOPY € €(h)eKTHUBHUM CIT0COOOM PO3LIUPEHHSI IPOCTOPY, CTBOPEHHS CTHITIO, (POPMYBaHHS TTO3UTHBHOTO
HacCTPOIO CHIBPOOITHUKIB Ta iH. (HAPUKIaA, CBITJII KOJBOPH Bi3yaldbHO 30UIBIIYIOTH MPOCTIP; TEMHI —
MTOTJIMHAIOTE CBITJIO 1 POOJIATEH MPOCTIP MEHIIIMM 1 3aTHITHUM; TEIUII KOJbOPH — IMPUBHOCITH BI3yaJIbHY
TEIUTIOTY B MPOCTIP, a XOJO/IHI, 30KpeMa CHHIH Ta 3eJIeHUH, PO3CIa0IOI0Th 1 0CBIXXAIOTh; HATYpaJbHi KO-
JBOPU — TEIUIi, MPUEMHIHN JKMBi; HEHTpaJIbHI KOJIBOPH — YOPHUHN, OLNMIA Ta MPOMIXKHI BIATIHKH MOXYTh
BHUIISIIATH IOCUTh CTEPUIBHUMU, ajle B MOEAHAHHI 3 IHIIMMH KOJIbOpaMH — e(peKTUBHI i 1103a4acoBi).

KoBOpKiHT-ITpOCTOpH CTPYKTYPOBaHI B TaKHH CIOCi0, 11100 CTBOPIOBATH TUTFOPATICTUYHI PIIICHHS JIJIS
OCHOBHHX 0(icHUX MOTped (3ycTpid, podoTa, CHiIKyBaHHS IS JOIel pi3HUX mpodeciii).

AHaJi3y0u1 eJIeMEHTH LIMPOKOTO CIEKTPY T'ally3el MaTepiaibHO-XyJ0KHBOI KyJIBTYpH, 110 Oe3noce-
penHbo GOPMYIOTH MPEIMETHO-BI3yallbHY pealbHICTh JIOANHH, Y TIPOIIECI pO3POOSICHHS iHTEP €py KOBOP-
KIHT-LEHTPY Au3aiiHep NO€IHY€E HIHHOCTI CIOCO0Y JKUTTS Ta KyJAbTYPH 3 TPaAULIMHUMH XyI0KHbO-ECTe-
TUYHUMH PIlICHHSMHU POCTOPOBHUX 3aBIAHb.

BucHoBku

JocmimKkeHHsT BUSBUIIO, IO AU3AiH iHTEP €PY KOBOPKIHT-IICHTPIB BIUITMBAE HA CBITOCTIPUUHSTTS, Ha-
CTpiH Ta Tpane3naTHICTh 0COOUCTOCTI W pO3pOOIIAETHCS 3 METOI0 CTBOPEHHS crienudidgHoi atMochepu
BIAMIOBIZTHO /10 OCHOBHUX IMOTPeO BiABIMTyBadiB i POpMH iXHBOI AiSITBHOCTI, PeaTi3yl0OunCh 3aBISIKUA CXe-
Mi (DYHKIIIOHAIFHOTO TTOKPAII[EHHSI, €CTETHYHOTO 30aradyeHHsl Ta MOJIMIIESHHS TICUX0JI0Tii BHYTPIITHEOTO
npocTopy. Y mporueci (opMyBaHHSI peajJbHOTO CEPEIOBHUIIIA KOBOPKIHT-IICHTPY AU3allHEp CUHTE3Yy€E Bi3y-
aJTBHUH, IICUXOJIOTIYHUH 1 AISUTBHICHUI KOHTEKCTH, JACKIapyIOun KOMIUIEKCHICTh ICHYBaHHS JIIOJAMHHM Ta 11
OTOUCHHSI.

ATtMocdepa KOBOPKIHT-TIPOCTOPY BIATOBIMHO A0 criemuiku Au3alfHy — Ie CEHCOpPHA BIIACTHUBICTD,
110 BUTIPOMIHIOE KOHKPETHUH MPOCTip, Oe3mocepenHs Gopma Gi3sHIHOTO CIPHIHATTS, [0 PO3MI3HAETHCS
JIOAMHOIO Yepe3 eMOLIHHY Yy TTEBICTb.

CepenoBHIIHUN MiAXi 10 TPOEKTYBaHHS U3aiHY 1HTEp €py KOBOPKIHT-IIPOCTOPY IMOJISITAE Y BUSIB-
JICHH] yBaru Ta BpaxyBaHHI OTpeO, 3BUYOK 1 epeBar KOPUCTYBaviB (OpEeHIATOPiB) HEHTPY, Y MparHeHH1
MOKPAIIUTH BiJIOBIAHICT MPOQeciiHOT 0COOMCTOCTI i HABKOJIHUIIIHBOTO CEPEIOBHINA, MOPAIBLHOTO 3a]10-
BOJICHHS Ta €MOIIIMHOT ITPUB’ I3aHOCTI JO MiCIIS.
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CHHEIIU®UKA UHTEPBEPA | ITpuxonsro Kcenust AsnexcanapoBHa
CPEJbI COBPEMEHHBIX | Acnupanmxa,
KOBOPKHUHI'-UEHTPOB | Kuescxuii nayuonanvnwii ynusepcumem
KVAbIYPbL U UCKYCCME,
Kues, Yxkpauna

Llenb cTathy — BBISIBUTH CHEHU(HKY MU3aliHa HHTEPhEPAa KOBOPKUHT-IIEHTPOB B KOHTEKCTE CO3IaHMs YHUKATbHON
paboueii armocdepsl CKBO3b MPU3MY (DEHOMEHa CPEIOBOTO MPOCTPAHCTBA; MPOAHAIU3UPOBATH IICUXOCOIHAIBHBIC,
KOpIIOpaTHBHBIC U (PU3MUECKUE acTIeKThI qu3aitHa HHTephepa. MEeTOMOIOTHS HCCICIOBaHus. B cTaThe MPHUMCHEHBI TAKUE
METOMBI: OOOOINCHUST ¥ CHCTEMATH3AIlH HaydHO-TCOPETUUECKUX CBEICHHWN MO MpOOIeMaTHKe au3aifHa KOBOPKHHT-
[IEHTPOB, CTPYKTYPHO-(PYHKIIMOHATILHOTO aHaln3a CPelIoBOro TPOCTPAHCTBA, aHAIM3a CPEIbl Kak KaTeropud Jn3aiHa
HUHTEphepa KOBOPKUHT-IIPOCTPAHCTBA, CHUCTEMHBIH METOJ, KOTOPBIE MOCHOCOOCTBOBAN HCCIIEIOBAHHUIO PA3THUHBIX
9JIEMEHTOB J[M3aiiHa BO B3aUMOCBSI3U, KAK COCTABISIFOLIMX €UHOrO 1esioro. Hayuynast HoBusHa. BbissCHEHBI 0COOEHHOCTH
JM3aiiHa MHTEPhepa KOBOPKUHI-IIEHTPOB B KOHTEKCTE CO3/aHHs YHHKaJIbHOW paboueil arMocepbl CKBO3b MPU3MY
(heHOMEHA CPEIOBOTO TPOCTPAHCTBA; PACCMOTPEHO CPEMOBOE MPOCTPAHCTBO KOBOPKHUHT-IICHTPA B KOHTEKCTE BIHSIHHS
Ha (OPMHUPOBAHWE, DPA3BUTHC W PEATH3AIMIO CIOCOOHOCTEH JHMYHOCTH; MPOAHATH3UPOBAHBI TICHXOCOIHAIBHBIE,
KOPIIOpaTHBHBIE U (PU3MUIECKHE ACTICKTHI IU3aiiHa MHTEphepa KOBOPKHUHT-TIPOCTPAHCTBA. BbIBoIbL. BEIsSBIEHO, UTO MH3aiiH
HHTEpPbEpa KOBOPKUHT-IIEHTPOB BIMSET HA MHPOBOCIIPHUSATHE, HACTPOEHHE M PabOTOCIIOCOOHOCTH JIMYHOCTH, YTO OH
pa3pabarbiBaeTCsI C [EIbIO CO3/IaHUs CIICHU(PUIECKOI aTMOC(EpPhl COOTBETCTBEHHO OCHOBHBIM ITOTPEOHOCTSIM [TOCETHTEICH
U GopMe UX JIESITENLHOCTH, Peann3ysich Onarogaps cxeme (DYHKIIMOHAIBLHOTO YIIYYIIEHUs], 3CTETHYECKOr0 00O0ralieH s
U yITy4IlIeHUs ICUXOJIOTUH BHYTPEHHEro NpocTpaHcTBa. B mporecce hopMupoBaHus peasbHON Cpeibl KOBOPKUHT-IIEHTPa
HHSaﬁHep CHUHTE3UPYET BPISyaHBHBIﬁ, TICUXOJOTUYECKUN U HeﬂTeHBHOCTHBIﬁ KOHTCKCTBI, ACKIApUPysA KOMIIJICKCHOCTDH
CYIIIECTBOBAHMS YelIOBEKa M €ro OKpykeHus. CpemoBblii MOAXO K MPOCKTHPOBAHUIO JH3aiiHa WHTEpbepa KOBOPKUHT-
MPOCTPAHCTRA MPELYCMATPUBAET YUET MOTPEOHOCTEH, TIPUBBIUCK M TIPEUMYIIIECTB MOJTB30BaTeNei (OpeH/IaTOPOB) IIEHTPA,
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YIIy4IIEHNUSI COOTBETCTBUSI MPO(ECCHOHANBPHON JIMYHOCTH M OKPY’Karollel Cpelbl, HPAaBCTBEHHOTO YIOBIECTBOPEHHMS
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INTERIOR DESIGN KEY FEATURES | Kseniia Prykhodko
FOR MODERN COWORKING CENTRE | PhD student,
ENVIRONMENT | Kyiv National University of Culture and Arts,
Kyiv, Ukraine

The purpose of the article is to identify the specifics of the interior design of coworking centres in the context of creating
a unique working atmosphere through the phenomenon of environmental space; to analyse psychosocial, corporate and physical
aspects of interior design. Research methodology. The article applies the methods of generalisation and systematisation
of scientific and theoretical information on the design issues of coworking centres; a method of structural and functional
analysis of the environment; a method for analysing the environment as a category of interior design for coworking space;
a systemic method that contributed to the analysis of various design elements in interrelation that are integral parts, etc.
Scientific novelty. The article examines the features of the interior design of coworking centres through the phenomenon
of environmental space; the environmental space of the coworking centre is considered in the context of the influence on
the formation, development and realisation of personality abilities; analysed psychosocial, corporate and physical aspects of
coworking space interior design. Conclusions. The study revealed that the interior design of coworking centres affects the
worldview, mood and performance of the individual and is developed to create a specific atmosphere following the basic needs
of visitors and the form of their activities, being realised through the scheme of functional improvement, aesthetic enrichment
and improvement of the psychology of the internal space. In the process of shaping the real environment of a coworking centre,
the designer synthesises visual, psychological and activity contexts, declaring the complexity of the existence of a person and
their environment. An environmental approach to designing the interior design of a coworking space offsets the needs, habits
and preferences of users (tenants) of the centre, improving the correspondence of professional personality and the environment,
moral satisfaction and emotional attachment to the place.

Keywords: coworking centre; environmental space; interior design; spatial atmosphere
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