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CHANGEABILITY IN MUSICAL FOLKLORE PERFORMING PROCESS:
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Abstract

The musical folklore items use to have continuity of general changes in large scale
historically. We can seeitin the instrumental folk music, singing folklore, traditional choreography
developments. It is not easy to make clear analysis of this process and we need a great number
of special studies based on it. We can show only the main points or directions of this object in
some different levels here.

Each tune of particular traditional folk song has a great number of its variations. Each
folklore performer does not want to make clear copy while singing the particular song the same
way, as he has heard it from the other performer. So, we are able to find hundreds of the same
folk tune variants, performed by particular singers in different times and various localities at
the folklore archives in Lithuania. We have a nice possibility to make a comparative analysis of
definite part (it is impossible to record all the performing variations) of this melody existing in
real folklore life this way. And all variants are both in melodic lines and in poetic texts there, as
arule.

On the other hand, we also can see the very clear stability of some the most important
intonations, motives or phrases in almost all the different recordings of the melody (and text, of
course). It shows us a sort of very clear non-written rules, known intuitively for all the traditional
folklore performers as the basic forms of all the oral tradition.

All sorts of music performance on the stage have their own specific standards. We have to
make a folklore program in clear time and sequence. We have to show the interesting things for
all the audience only. Therefore, traditional folklore performers have to make themselves as the
artists. They have to turn their faces right way, to speak, to sing and to play music enough loudly,
to smile and cry according to the stage program. What more terrible things we can ask them to
do? Is it the right perspective of the folklore evolution?

Thus, in this article we set the main goal — to define, theoretically and practically comprehend
the forms of modifications performed by musical folklore, meaning the definitions of its evolution
and variability. Methods — scientific analysis, historical, deductive and comparative methods,
generalization and hypothesis. The novelty of the research is primarily determined by applying
the experience of Lithuanian ethnomusicology in solving the general problems of the musical
features development in traditional singing folklore.
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Conclusions. All the situations presented in this article we would like to define as the
changeability, variability or at least developments of folklore (or in folklore). And some of them
we can find as development and evolution of all the art and culture history using the folklore
(musical, verbal etc.) essence or its elements.

Traditional folklore has its own basic laws. We are not allowed to force and to influence
them. We can use the traditional folklore elements as the copies of primary folklore items for
all the other purposes we need in the history of worldwide culture, but we will never be able to
make clear primary items from such copies. This is the essence of everlasting process of folklore
changeability in one hand and evolution in another one.

Keywords: changeability; stability; variability; evolution; musical folklore; traditional folk
singing practice

Introduction

It is well known that the musical folklore items use to have continuity of general
changes in large scale historically. We can see it in the instrumental folk music,
singing folklore, traditional choreography developments. It is not easy to make clear
analysis of this process and we need a great number of special studies based on
it. We can show only the main points or directions of this object in some different
levels here.

Analysis of recent researches and publications

The problems of changeability, stability, variability and evolution in the living
folklore music-making process are reflected in the works of J. Blacking (1973),
S. Feld (1985), M. Herndon & N. McLeod (1981), A.P. Merriam (1964), B. Nettl (1983),
W. Suppan (1998) etc. Some investigations in this field were also made by the author
of this article (Sliuzinskas 2004, 2009, 2010, 2012, 2013).

The purpose of the article

Thus, in this article we set the main goal — to define, theoretically and practically
comprehend the forms of modifications performed by musical folklore, meaning the
definitions of its evolution and variability.

Presentation of the main material

1. Variation and invariation cases of particular melodic tunes, phrases and
intonations. Each tune of particular traditional folk song has a great number of its
variations. Each folklore performer does not want to make clear copy while singing
the particular song the same way, as he has heard it from the other performer. So,
we are able to find hundreds of the same folk tune variants, performed by particular
singers in different times and various localities at the folklore archives in Lithuania.
We have a nice possibility to make a comparative analysis of definite part (it is

Sliuzinskas, R. Changeability in Musical Folklore Performing Process: Evolution or Just Variability?
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impossible to record all the performing variations) of this melody existing in real
folklore life this way. And all variants are both in melodic lines and in poetic texts
there, as arule.

On the other hand, we also can see the very clear stability of some the most
important intonations, motives or phrases in almost all the different recordings of
the melody (and text, of course). It shows us a sort of very clear non-written rules,
known intuitively for all the traditional folklore performers as the basic forms of all
the oral tradition.

All these regularities we can show visually the following way (see: Picture No. 1.):

Picture No. 1.

Particular folklore tune,
melody (as a type)

a

Variations of different Invariations of different
performers performers
'Y | 3 4 4

N7

3

in space
(ethnic localities)

2. Traditional folklore variability in each performing process. Here we will pay
attention to the same folk melody, performed by the same performer, but in another
time and in another situation.

The role of personal feelings, tiredness, health, performing place, daytime, even
wet or dry weather conditions and many other subjective and objective factors can
have a sort of influence in the interpretation of the same tune by the same performer.
Hereby | would like to comment my personal experiment with one enough strong
75 year age traditional singer at my folklore fieldworks in Dzukija region (South
Lithuania). | asked her time to time to sing the one and the same song she liked
mostly herself. She did it with great pleasure among almost hundred other traditional
songs she knew. And it was very easy to see and to listen for the following changes
comparing those recordings of the same song.

a) In morning time, she used to sing the song in the same or approximately half
tone — whole tone below fixed tonality comparing with her singing in the evening
time. Moreover, the musical tempo often was slower in the morning time, and the
sound colors were also much darker as a rule here. And there were no opposite
regularities.

b) The same | can say about her singing after some hard and long agriculture
work in the fields or at her farmstead, taking care for all the family and cattle.

c) She was in great discomfort, when we tried to make video recordings of her
singing at home (some new people, lights, etc.). This discomfort was heard very
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clear in this way recorded variants. And | have the same confirming my remarks
information from my colleagues working with traditional folklore sound recordings
at LP or CD record studies in the 1980s (we hadn't possibilities to use some
portable equipment that time). Almost all performers were very afraid of the new,
sound isolated situation and some new strange microphones there. They used to
lose their free traditional ways of singing here as a rule.

d) All the over 60 year age singers used to say: "Oh, if | could be in my 20s now...
| remember all the songs from those times, but | cannot sing to You with my young
voice ...". Or: "Oh, I am not strong in my health right now... It is such a hard weather
today.. | am not able even to move... My legs are so heavy, and it is not easy even to
breathe for me... And yesterday it was ok everything for me, because the Sun was
shining so clear.."

It shows a sort of clear changes in the interpretations of the same tune and the
same singer, but in other his age and in the changed health possibilities.

So, let's see this situation on the Picture No. 2.

Picture No. 2.

Performing process

The same performer The same tune (melody)
Subjective conditions Objective conditions
(at a moment) < > (constantly)
Individual moed Performer's age
Tiredness Performing (day-jtime
Health Performing place
Blood preasure Whether conditions
Exitment New performing
Stresses situations
Emotions (etc.)
(etc)

3. Individuality in folklore tradition. The role of individuality in folklore tradition is
also very important. We know traditional singers in Lithuania (especially in Dziikija
and Aukstaitija regions) as the great experts of their own local folk tradition. They can
sing for us some hundreds of traditional folk songs, and it is easy to see their own
personal innovations in melodies and in the poetry in their variants. It is very important
to note, that they will never make innovations out of their own local tradition. So, all
their individual creation fields are defined only inside the clear local tradition. This
way we can show the ties between tradition as the general background of individual
creation in folklore (see: Picture No. 3.):
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Picture No. 3.
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4. Local specific features of folklore changeability (or evolution). Admitting the
creation of individual innovations in the traditional folklore we have to clarify their
acceptance or non-acceptance by the people of the same society (the same together-
living relatives, village neighbors and at least — the same local tradition). In addition,
the time constant is the most objective factor to find the innovations as the real and
accepted (or not-accepted) part of the tradition. And just the most creatable and
the most traditional individualities can be accepted here by local society only. This
way the tradition can develop itself staying as very conservative, but open system.
Therefore, the local folklore tradition consists as a system of double-side society:
individual creatable performers (active part) and conservative performers (passive
part). Both those oppositions are the basic conditions of the process to select and
to accept (the same way strongly revising) all the local folklore traditions, including
stabile performing and possible innovations. In the case the main part of local people
would accept this innovation in the song, this way of music or this dance performing,
those revised folklore traditions would stay alive. It is not round-way process, it is
spiral-way process including some new and original innovations (see Picture No. 3.
above) every the repeating rebirth case. It is important to note once more — all this
folklore life is in the frames of the same local tradition. Let's look at Picture No. 4.:

Picture No. 4.

r 3 . N h
Loosing in .
memory L
A >
) v v T
The particular > v rur;mﬁg
folklkore tune (history)
(melody) i
? F A
v | >
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The field of the local tradition
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5. The changeability of particular folklore genres. We have to pay attention
not for the situation of stability or mobility in the variants of the same song by the
same or another performer only. It is important to admit the reasons of appearance
or disappearance of the social situations, where all the particular folklore genres use
to remain or to change themselves in living tradition. Not all the innovations and
variations in folklore traditions generally are free from the main changes in the social
life of the locality and even in all the national and state formation. So, it depends
generally on two sources:

Subjective reasons. We would like to admit many personal and subjective local
people outlooks to the particular folklore genres in their personal and social life:
calendar, wedding, family etc. traditions and customs together with the particular
folklore genres here. This way the folklore genres can appear, stay in local tradition,
disappear at all or to be reborn in future.

Objective reasons. They depend on the technical — economical, historical and
political situation in the people social life.

a) The technical — economical reasons. Let us take a look for the following
example. There were old and strong sickle-way rye cutting rituals from (may be?)
the pagan times in Lithuania. All the women used to turn down to the Sun singing
special ritual folk songs in the fields at harvest time here. And all those ritual songs
disappeared from the rye fields (together with all the rituals) after the rising of new
technical possibilities — scythes, harvesting machines etc. here. We also remember
the nice traditions to have the collective (almost the all the village people) assistant
trashing the rye crop using the flails in the barns at every farm. The special ritual folk
songs used to sound here. The same we can admit about flax braking traditions. And
all the folk songs of those genres disappeared from the real life together with all the
traditions in the new technical and economical situation from the middle of the 20"
century.

b) The historical reasons. We have a great number of so-called war-historical folk
songs in Lithuania. Of course, they were actual in the deep past, at the times of the
historical battles with Tatars, Poles or Teutonic knights. We have many social protest
folk songs as well from the historical serfdom and soviet times. But they are not
important now, in completely new life with very new actualities and problems. We can
show there a lot of the same examples. So, those songs from the historical past times
are not living in natural folklore tradition any longer. Of course, Lithuanian people still
remember a number of them, but they will sing those songs only after special request,
as a rule now. Even the wedding ritual folk songs often can stay disconnected with the
disappearing wedding customs and ceremonies here.

c) The political reasons. Continuing the analysis of the historical reasons in all the
changes of folklore genres, we have not to forget the complicated state and political
situation in Lithuania all the last 4 or 5 centuries. From the Grand Principality of
Lithuania in 16™ century we came down to no state at all in the end of 18" century,
when Lithuanian lands were divided by German and Russian empires. This way
our lands were known as Lithuania-Minor and Lithuania-Major till the beginning of
20" century. Later on the Declaration of Independent Lithuanian State in 1918 and
Soviet occupation in 1940-1990 followed. All those great changes in people life were
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reflected in special folklore genres as social protest either patriotic style folklore. The
folklore of those genres was kept carefully in great secret in the times of occupations.
And, of course, it was not in danger to use it in folk life during independent times.
Therefore, those genres can also have their evolution this way.

During the ages, it is also important to note all the non-Lithuanian cultures and
their negative influences to the local folklore: both in melodic tunes and in poetry
(dialects).

Finally, we have to admit some different situations of the folklore genres evolution
(and de-evolution, of course) in the case of Lithuania:

a) Some folklore genres can disappear from the real folk (and social) life completely
after the important changes there. This way some of them can be founded in folklore
archives or still recorded in the folklore field-works using special questionnaires for
this purpose.

b) In other case, some folk songs can adapt their selves in new situation. This
way they will still stay in real folk life, but they will be used in another occasions. This
way some ritual wedding songs can become as simple (not-ritual) youth or love genre
songs, some other wedding songs can be used as common drinking parties’ songs, etc.
This way we have to certify the changes in our self created theoretical classification of
the folklore genres. The particular folk songs will still live in other, more fitted to them
situations and will represent another folklore genres, very often without any changes
in their melodies and poetry. Let's look at Picture No. 5.

Picture No. 5.
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6. The social life evolution and its reflections in folklore. We have in our mind all
the folk life and all the contemporary culture developments in general. Here we have
to comment the following points:
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Primary and secondary folklore. Those terms we use to show the difference between
the primary (old, not-written way distributed) rural folklore and all the other secondary
forms for contemporary people to learn and to continue the folklore traditions in urban
districts, usually somewhere out of some local ethnic regions. Important role in the
secondary folklore life have the folklore archives and all the sorts of printed folklore
literature, as well as special folklore studies in rural localities. It is important to note,
that all the main sources of Lithuanian traditional folklore are from rural districts with
their own dialects, customs and traditions. Secondary folklore we understand as the
special efforts to study and to continue as much as possible traditional way the not
native or other discontinued folklore traditions. This process is called as the folklorism
movement in Lithuania.

During the last 10—15 years, we can admit the decreasing tendency of primary and
the increasing number of secondary folklore performing groups in all the Lithuanian
ethnic localities.

Primary folklore groups use to continue and to preserve the local folklore the
conservative way. The secondary ones are on the same way, but some of them more
or less use to look for some innovations here at present times. Here we can admit the
some experiments as the new quality of contemporary folklore developments:

1. Connections with archaeo-musicology. They are popular in the dissemination of
traditional instrumental music as a rule. Some music instruments (like Jewish-harp,
called dambrelis in Lithuania, etc.) can be found in archaeological expeditions and it is
the supposition to use them in folk music some experimental way.

2. Various sorts of experiments on possible reconstructions of the very ancient
folklore interpretation. Nobody can help us with the clear documented sound materials
from the ancient times, and nobody can be sure about the really traditional way of
musical interpretations, performing the folklore from old manuscripts or other no-
sound historical sources. So, it is the only one way here — to have real subjective
experiments on musical folklore interpretation.

3. Some traditional folklore experiments with non-folklore music:

a) Folklore and jazz. Those connections should be quite natural, because the origin
of jazz music is a sort of folklore as well. Anyway, we can comment this sort of music
quite conservatively — as a sort of our local folklore experiments with the completely
new and unknown in our traditions musical material. Therefore, this music exists in
Lithuania as a sort of great number of contemporary music experiments.

b) Folklore and American style country music. The same comments might be
admitted here. We are able to find quite popular new tunes for the youth dancing parties.

c) Folklore and other pop-music formations. We have to note some experiments with
well sound-technical provided pop-music groups and traditional folklore performers in
Lithuanian musical life as well. The traditional folk music in those pop-music concerts
can be used this way:

- playing and singing together with some traditional folklore performers,

- traditional folk music sound recordings used as the parts of particular pop-music
tunes,

- pop-music as itself and all the possible forms of improvisations here on the basis
of traditional folklore tunes.

Sliuzinskas, R. Changeability in Musical Folklore Performing Process: Evolution or Just Variability?

15



16

ISSN 2616-7581 (Print) BicHMK KIBCbKOIO HauiOHanbHOro YHIBEPCUTETY
ISSN 2617-4030 (Online) KynbTypn i MycTelTs. Cepid: MyauyHe MUCTELTBO 2019+ 2(1) « 8-21

d) Lithuanian and not-Lithuanian folklore. The connections like that are not popular.
The reason is very clear. Our own traditional folklore was one of the basic forms
to keep our national identity for the half a century Soviet occupation period. We find
our traditional folklore as very serious and important here and we prefer to preserve
it as clean as possible from all the foreign influences. So, we are angry at all sorts of
“world-music" or other forms of its “internationalization”. This is why we can be called
nationalists in folklore.

e) Folklore and professional (classical) music. Here we can speak about professional
music with folklore elements in it. The musical folklore we can find there as:

- the simple and clear quotations of our folk songs (especially sutartinés or not
complicated instrumental music tunes in symphonic, opera, ballet and chamber music
(piano, violin, string quartets etc.). It was popular in the scores of Lithuanian composers
in 1950s — 1970s;

- variations on the themes of folk melodies for orchestra and chamber music in
1950s — 1970s (approximately);

- national style classical music just with quotations of some typical folklore
intonations here, in 1960s — 1980s mainly;

- modern, experimental professional music with delicate way used the folklore style
music perception, since 1980s until now.

All this music is played on classical (not traditional) music instruments. And now we
have to comment the professional music, composed especially for the traditional musical
folklore instruments:

- quasi-folklore style professional music for the so called Orchestra of Lithuanian
Folk Music Instruments (since 1950s till 1990, mainly). It was the state (Soviet) culture
policy to stimulate new, developed (not “primitive" ancient) folk music with developed
symphonic-orchestra-way quasi-folk style instruments.

- professional Lithuanian or Soviet music arrangements to the same way developed
quasi-folklore instruments, ensembles or all their orchestras (1950s — 1970s mainly).

We would like to name last two (quasi-folklore) directions as the not natural and
forced moments in Lithuanian ethnic music development. Only the primary and secondary
folklore groups used to play on not developed traditional music instruments. And their
music is still devoted to the local musical folklore traditions.

7.The traditional folklore dissemination and propagation at present times. Traditional
folklore does not need some special audience. It represents the natural part of everyday
life for all the people in local society in the case of living folk traditions. Unfortunately,
we all are gradually losing those traditions in contemporary life. So, staying in hope to
preserve and to propagate them we use to put folklore on the stage. In addition, here we
have performers and audience, i.e. active and passive social parts in folklore performing
process. Only here, we started to use the special terms of primary or secondary folklore
groups, because both of them are already on deformed social situation making folklore
performance for somebody. It puts the folklore on completely new situation as a sort of
art object together with all the other forms of performing arts in culture life of society.

All sorts of music performance on the stage have their own specific standards.
We have to make a folklore program in clear time and sequence. We have to show the
interesting for all the audience things only. In fact, traditional folklore performers have to
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make themselves as the artists. They have to turn their faces right way, to speak, to sing
and to play music enough loudly, to smile and cry according the stage program. What
more terrible things we can ask them to do? Is it the right perspective of the folklore
evolution?

Those rhetoric questions, of course, we can give for all the contemporary folklore
institutions not only in Lithuania. They are actual for everybody and everywhere (I hope
s0). Anyway, the times use to change the things irreversibly and we have no alternatives
to preserve the past traditions and the past folklore in the past, “frozen” life.

We have the following occasions and possibilities to propagate this sort of folklore
in contemporary Lithuania. There are:

a) Calendar folk fests and ceremonies, sill alive in local folk life. All the primary and
secondary folklore groups use to take active part in those actions. There is no clear
border between active and passive participants (especially — the common and mass
Shrove Tuesday, St. Johns night traditions) and everybody is free to sing, dance, romp etc.
in common crowd according the local traditions.

b) Traditional our local folk festivals. They are arranged in all the main ethnic regions
every 1-2 years (since 1980-ies mainly). It is a nice possibility to show your local folklore
programs and to see all the others. Local folk singers and instrumental music players
(not the members of particular primary or secondary folklore groups) are free to show
their repertoire here too. Sometimes the folklore groups from other ethnic localities use
to be invited to show their (different from this local region) folklore. Common folklore
evenings with free program also are popular in open air (local folk museums, squires) or
somewhere else here.

¢) International traditional folk festivals. The same way people are interested to look
at some other folklore, quite exotic for them as a rule. Moreover, it is very attractive to
show yours folklore programs somewhere far away. To exchange the information and all
the possible forms of knowledge about traditional folklore is very important task for all
the people in contemporary times. We have the following main international traditional
folklore festivals in Lithuania:

- “Skamba skamba kankliai" (“The Kankliai Sounds") in Vilnius, each spring in May,
since 1975;

- "Baltica", every each three years summer in Lithuania, Latvia and Estonia
(in rotation), since 1987;

- "Daigelis" ("The Seedling"), international children folklore festival, in different
country-sides, since 1990;

- "Griezyné" (untranslatable, closed to “The place, full of music"), international
instrumental folk music festival, since 1991;

- "Parbég laivelis”" (“The Ship is Coming"), international sea-side folklore festival in
Klaipéda, since 1992, etc.

d) Possibilities to show our folklore abroad. They have been coming to Lithuania since
the late 1980s and their number is increasing each year. Personal contacts between
folklore groups between the neighboring and quite far away located countries helps to
hear, to see and to understand similarities and differences in folklore of each local and
national tradition. Each year 10-20 Lithuanian folk groups (mainly — secondary folklore,
as a rule) take part at the international folklore festivals worldwide.

Sliuzinskas, R. Changeability in Musical Folklore Performing Process: Evolution or Just Variability?

17



18

ISSN 2616-7581 (Print) BicHMK KIBCbKOIO HauiOHanbHOro YHIBEPCUTETY
ISSN 2617-4030 (Online) KynbTypn i MycTelTs. Cepid: MyauyHe MUCTELTBO 2019+ 2(1) « 8-21

Here we have new folklore-on-stage problems: nobody can understand our old
native language and dialects. The folklore repertoire for the foreign performances we
have to select in special way, showing the attractive ancient singing folklore (sutartinés
etc.), instrumental music, traditional dances and games with short comments in
foreign languages.

e) Radio and TV broadcasting possibilities to propagate traditional folklore are
used constantly and occasionally this time. We have had some possibilities to do it
in Soviet times as well, but not so much. Now we can arrange special Lithuanian and
foreign folklore programs on state and local broadcasting service.

Conclusions

Where is the clear line between normal everyday folklore changeability, variability,
development and its evolution? Can we find some sort of objective and subjective
factors meaning evolution in folklore at all?

Do we need evolution in traditional folklore at all?

Allthe situations presentedin this article we would like to define as the changeability,
variability or at least developments of folklore (or in folklore). In addition, some of them
we can find as development and evolution of all the art and culture history using the
folklore (musical, verbal etc.) essence or its elements.

Traditional folklore has its own basic laws. We are not allowed to force and to
influence them. We can use the traditional folklore elements as the copies of primary
folklore items for all the other purposes we need in the history of worldwide culture,
but we will never be able to make clear primary items from such copies. This is the
essence of everlasting process of folklore changeability in one hand and evolution in
another one.
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BUAO3MIHN Y BUKOHAHHI MY3UYHOIO ®OJIbKJIOPY:
EBOJIIOLIA YN NMPOCTO BAPIATUBHICTb?

PimaHTac CnioXXxuHckac

JOKTOp ryMaHiTapHux Hayk (éTHOMy3uKO3HaBCTBO), Ipodecop, CTapLUmnii HayKoBuiA CriBPOGITHUK LIeHTpY Hayku;
ORCID: 0000-0003-4005-3652; e-mail: r.sliuzinskas@gmail.com
Akagemisi My3uku i TeaTpy JIntewm, BinbHroc, Jintsa

AHortayisa

MaTepianu My3u4Hol posibKMopHOT CrafWmnHN B iCTOPUYHOMY NJaHi MOCTIAHO i LUMPOKO
BUL03MiHIOIOTbCA. Lle HA0YHO BMOHO i Y TPaAULiMHIN IHCTPYMEHTAsbHIA My3uLi, i Y HapogHo-
niceHHoMy boNbKIIOPI, | Y 3pa3kax TpaguuinHoi xopeorpadii. Henerko 3pobuTu YiTKuMii aHani3
LibOro npotecy, i HaM B LbOMYy AornomMaratoTb 6e3niy crneuianbHUX [OCAIOXEHb NPUCBAYEHUX
JaHUM TeMaMm. Y cTaTTi BMKJIa[eHO OCHOBHi aKLeHTU Ta MpoBeAeHO FONIOBHI BEKTOpWU Ajis
nofibHoro poay [oChiAXeHb HA AEKISIbKOX PI3HUX PIBHSIX.

KoxHa Menopfis neBHOT TpaauLiiHOT NicHi Mae 6e3niy Bapiayif. PONbKIIOPHUIA BUKOHaBELb
He nparHe [0 YiTKOT KoniT nicHi, He MparHe BUKOHYBATU TakK, sIK BiH YyB 1T Bif, iHLIOro BUKOHaBLS.
TakuM 4YnHOM, y POSIbKIIOPHUX apxiBax JIMTBU MM MOXEMO 3HAWTM COTHI BapiaHTIB TieT X
HapOLHOI MiCHi, BUKOHAHUX OKPEMWMM CriBakaMu B Pi3HUM Yac i B Pi3HUX Micusax. Y Hac
€ NpeKpacHa MOXJIMBICTb 3p0BUTH NOPIBHSNbHUI aHasi3 BU3HAYeHOT YaCTUHM BapiaHTIB Tiel abo
iHWoT Meno il (yci If BapiaL,il B XXMBOMY BUKOHAHHI 3anMcaTh HEMOXJIMBO), L0 iCHYE B peasibHOMY
hoNbKIOPHOMY XUTTI. | yCi Taki BapiaHTW, 3a3BMYail, BUHUKAOTb SIK Y MeSIoAl, TaK i y MOeTUYHUX
TeKCcTax.

3 iHWoro 60Ky, M1 TaKOX MOXeMO BauynTn OyxXe YiTKy CTabiNbHICTb AesKUX HanbinbLu
BaX/IMBUX iHTOHaLUil, MOTUBIB abo hpa3 Maiixe B ycCix pisHMX 3anucax Menogii (i TeKcTis,
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3BMYaiiHO). Lie eMOHCTpye HaM CBOro pody AyXe UiTKi HenucaHi NnpaBuna, iHTYITUBHO BigoMi
yciM TpaguLiiHUM BUKOHABLSIM hONbKIIOPY sIK OCHOBHI hOpMM YCIET yCHOT Tpaaumuii.

Yci BUOU MY3MYHOTO BMKOHAHHS Ha CLEHi Tak camMo MarTb cBOI 0coOnMBI CTaHOAPTK.
Mig yac nigroToBkM OONLKIOPHOT NPOrpaMmn Ha CLEHI MM NMOBUHHI NifirHaTK yBecb penepTyap
B paMKM YiTKOrO 4Yacy i NeBHOI NocnifoBHOCTI. My 3060B'A3aHi NokasyBaTyh TilbkK LiKasi ais
rnapadie i cnyxadie TBopu. OTXe, TpaguuiviHi bosbKIOpHI BUKOHaBLi NOBWHHI ysiBUTU cebe
apTucTamu cLeHu. BoHWM NOBUHHI MOBEPHYTM 06/IMYYSsl 32 NPaBUiaMu CLIEHW, FTOBOPUTY, CriBaTy
" BUKOHYBaTM My31KY [,OCUTb FOJIOCHO, MocMixaTucs abo nnakaTtu BifnoBigHo [o 3asgjaneriib
3annaHoBaHoi mporpamu. AKi Le BinbLU XaxamBi A5t HAX 3aNUTU MU MOXEMO TM 3anponoHyBaTu?
Yu npaBunbHa Le nepcrnekTMBa eBosoLii posbkiopy?

MeTa gocnigkeHHs — BU3HAYNTH, TEOPETUYHO i MPAKTUYHO OCMUCAUTU DOPMU BULO3MIH
Y BUKOHaHHI My314HOTro (hoMbKII0pY, Makoum Ha YBa3i BU3HAUYEHHS NOro eBosIoLii | BapiaTUBHOCTI.
MeToau pocnigKeHHs — HAYKOBWUM aHanis, iCTOPUYHWIA, LEe[YKTUBHUIA | MOPIBHSANbHUNA
MeTOoM, y3aranbHeHHs i rinote3a. HaykoBa HOBU3Ha fJoCNifXeHHA nepeayciM BU3HAYaETbCA
3acTOCYBaHHAM [0CBiAY IMTOBCbKOr0 eTHOMY3MKO3HaBCTBA B PO3B'si3aHHI 3aranbHux npobnem
PO3BUTKY MY3UYHOT CNagLLMHM TPaANULIAHOT NiICEHHOCTI.

BucHoBkM. Yci cuTyauil, npefctaBneHi B UiA cTaTTi, MM XOTiiM 6 BU3HAUMTU K
BU03MIHIOBaHHS, BapiaTUBHICTb a60, MPUHANMHI, po3BUTOK (osibkaopy (Un Yy GosbKIIopi).
| peaKi 3 HUX MU MOXEMO PO3YMITU SIK BMAO03MiHIOBaHHs1 abo po3BMTOK Yciel icTopil TpaauLiiHoT
KYNbTypu y BUrNAgi honbknopHoi (My3nUYHOT, CIOBECHOT i T. N.) CNaaLuHu.

TpaauuinHuin honbknop Mae cBOT OCHOBHI 3aKOHWU. Ham He [,03B0OJIEHO BUMYLLIEHO BMNIMBATU
Ha HUX. MM MOXEMO BUKOPUCTATU TPaAMUiNHI DONbKIOPHI eneMeHTU siK KOMil NMepBUHHUX
hONbKIOPHUX NPpeAMETIB 4N1S YCIX iHLIMX Lined, ki Ham NoTPibHI B pO3BUTKY KYSIbTYPU Y BCbOMY
CBITi, ane M1 HiKOSIM He 3MOXEMO 3HOBY MEPEBTINUTUCS B YiTKi NEPBUHHI 3pa3ku Takux KOMii.
Y UbOMY CYTb BiYHOIO NpoLecy — K BUA03MiHM OSIbKIIOPY, TaK | Moro eBosrouil.

KnioyoBi cnoBa: BUOO3MIHA; CTiNKICTb; BapiaTUBHICTb, €BOJIHOLiS; MY3UYHUI DONbKIIOP;
TpaauuiiHa npakTMka honbKIOPHOro cniBy

BUWOON3MEHEHUA B UCTTOJTHEHUWN MY 3bIKAJIbHOIO
®O0JIbKJIOPA: 3BOTIOLLUA UJTN NPOCTO BAPUATUBHOCTb?

PumaHTac Cnto)xuHckac

JOKTOP ryMaHUTapHbIX HayK (3THOMY3bIKOBEAEHNE), TPOGeCccop, CTapLLUMI Hay4YHbI COTPYAHMK LieHTpa Hayku;
ORCID: 0000-0003-4005-3652; e-mail: r.sliuzinskas@gmail.com
Akagemusi My3blku 1 Teatpa JInTBbI, BusbHioc, Jintea

AHHOTayusa

MaTtepuanbl My3blKanbHOrO (hONBbKIIOPHOrO Hacneauss B UCTOPUYECKOM TMJlaHe MOCTOSIHHO
M LIMPOKO BUOOU3MEHSIOTCA. ITO HarALHO BUAHO M B TPALULMOHHOW WMHCTPYMEHTasIbHON
MY3bIKE, U B HApO4HO-NeceHHOM hobKIIOpE, U B 06pasLax TpagMUMOoHHO Xopeorpaduu. Henerko
coenatb YeTKUW aHanM3 3TOro Mpouecca, U HaM B 3TOM MOMOratoT MHOXECTBO CreLuasnbHbIX
uccriefoBaHUM Ha 9TU TeMbl. B cTaTbe Mbl MOXEM NOKa3aThb JIMLLb OCHOBHbIE aKLIEHTbI U POBECTU
rNaBHble BEKTOPbI 4151 N0A06HbIX MCCNef0BaHUM Ha HECKOJIbKMX Pa3HbIX YPOBHSX.
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Kaxpas menogus onpepefieHHON TPafgULMOHHOW MECHU MMEeeT MHOXeCTBO BapuaLuii.
®ONbKMIOPHLIN UCMONHUTENb He CTPEMUTCS K YETKOW KOMUM OnpeferieHHOW MeCHU Takum
e 06pa3oM, KakK OH Chbllian eé oT ApYyroro UcnonHuTensi. Takum obpasoM, B hoSibKNOPHbIX
apxuBax JITBbl Mbl MOXEM HalTU COTHU BapuaHTOB TOW Xe HapOAHOW MeCHW, UCMOSTHEHHbIX
oTAeNbHbIMUMEBLIAMY B Pa3HOE BPEMSI M B pasHbIX MecTax. Y Hac eCTb NPeKkpacHasi BOSMOXHOCTb
clienaTb CpPaBHUTENbHbIA aHanM3 onpefesieHHoNW YacTU BapuaHTOB TOW WM MHOW Menoauu
(Bce eé BapuaLuM B XVUBOM WCMOSIHEHUM 3anMcaTb HEBO3MOXHO), CYLLLECTBYHOLLEN B peasibHOM
hONbKIIOPHON XMU3HU. U BCe Takne BapuaHTbl, Kak NpaBuiio, BOSHUKAIOT KaK B MeIoANYecKnx
CTpOKax, Tak 1 B MO3TUYECKUX TEKCTAX.

C [pyrovi CTOPOHbI, Mbl TakXe MOXEM BUIETb OYEHb YETKYH CTabUSIbHOCTb HEKOTOPbIX
Haunbonee BaXHbIX MHTOHALMIA, MOTUBOB UK hpas NoYTM BO BCEX PA3/IMYHbIX 3aMUCSX MEIOANUM
(1 TeKCTOB, KOHEYHO). ITO NOKA3bIBAET HAM CBOErO POAa OYeHb YETKME HemucaHble NpaBuna,
WHTYUTUBHO W3BECTHble BCEM TPAfULMOHHbIM WCNOSHUTENAM (PONbKIIOpa KakK OCHOBHble
hopMbI BCEN YCTHOM TpaguLuu.

Bce BUAbI My3bIKanbHOr0 UCMOJSIHEHWUA Ha CLiEHe TakXe UMEKT CBOM 0cobble CTaHOapThbI.
Bo BpeMsa noarotoBku (hOSbKIIOPHOW MPOrpaMMbl Ha CLeHe Mbl LOMKHbl MOJOrHaTh Becb
penepTyap B paMKM YETKOro BpeMeHU 1 B OnpeAesieHHON nocnefoBaTesibHoCTU. Mbl 06513aHbI
nokasblBaTb TOJIbKO WHTEpecHble [Ofsi 3puTenen W chywaTenei npoussegeHus. Wrak,
TpaguLMOHHbIe (hOSbKIIOPHbIE UCMIONHATENN [OJXHbI PeAcTaBUTb cebsi apTucTamu cueHbl. OHu
LOJIXHbI NMOBEPHYTb NULA MO rpaBuiIaM CLEHbI, TOBOPUTb, NETb U UrpaTb My3bIKYy JOCTAaTOYHO
rPoMKo, yNnblbaTbCs UM MiakaTb B COOTBETCTBUM C 3apaHee HaMeYeHHoI rporpammoii. Kakue
elw@ Gonee yxacHble OJil HAX 3anpocbl Mbl MOXeM WM MpeasioxuTb? paBunibHas nv 370
nepcrnekTUBa 3BoHOUMM HOoIbKIopa?

Llenb wuccnepoBaHuss — oOnpefenuTb, TEOPETUYECKM W MPaKTUYECKUM OCMbICIUTb
OpMbl  BUOW3MEHEHWIA B UCMOSIHEHUM My3biKanbHOro oMbkopa, UMess B BULy
onpepenieHUsl ero 3BosOUMM U BapuaTuBHocTU. MeTofbl UCCNeAOBAHUA — HayUHbI aHanus,
MCTOPUYECKUN, [efyKTUBHbIN U CPaBHUTENbHbIA MeToAbl, 060bLeHe 1 runotesa. HayyHas
HOBU3Ha MCCNeAoBaHUsl MpeXae BCEero onpepensieTcsl NPUMEHEHWEM OnbiTa JIMTOBCKOro
3THOMY3bIKOBEEHUS] B pelleHun Bceobuiux npobnem pasBuTUS My3blKanbHOrO Hacnegus
TPagULMOHHON NEeCEHHOCTH.

BbiBogbl. Bce cuTyaumu, npeacTaBneHHble B 3TOW cTaTbe, Mbl XOTenun Obl onpemenuThb,
KaK BMIOM3MEHSIEMOCTb, BapuaTMBHOCTb WAW, MO KpalHen Mepe, passutue hosbkiiopa
(wnn B gosnbkiope). N HEKOTOpble U3 HUX Mbl MOXEM MOHUMATb, KakK BUFOU3MEHSIEMOCTb UK
pa3BuTME BCEW UCTOPUM TPAAULMOHHOMN KymbTypbl B BuAe (DOSbKIOPHOTO (My3biKaslbHOrO,
CIOBECHOrO U T. N.) Hacneaus.

TpaAnuUMOHHBIN DONbKIOP UMEET CBOU OCHOBHbIe 3aKOHbl. HaM He pa3peLueHo HacubHO
BNUATb Ha HUX. Mbl MOXEM MCMONb30BaTb TPAAULMOHHbIE (DOMBbKIIOPHbIE 3/IEMEHTbI B KaYecTBe
KOMWUI NepBUYHBIX (POSIbKNOPHBIX NPeLMeTOB L5l BCEX OPYruX Lenen, KOTopble HaM HyXHbI
B PasBUTUM KYNbTYpbl BO BCEM MUPE, HO Mbl HUKOrAa He CMOXeM oBpaTHO NepeBOMIOTUTLCSA
B YeTKMe MepBUYHble 0OpasLbl Takux Komui. B aToM cyTb BeyHoOro npouecca — Kak
BUAOM3MEHAEMOCTH (HOMNBKIIOPA, TaK U €ro 3B0JIHOLMH.

KnioueBble cnoBa: BUOOU3MEHAEMOCTb;, YCTOWYMBOCTb;, BapUaTUBHOCTb; 3BOMIOLMS;
My3blKanbHbli (ONbKIOP; TPAAULMOHHASA NPaKTMKa ONbKIOPHOr0 NeHns

.: v This is an open access journal and all published articles are licensed under a Creative Commons «Attribution» 4.0
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XAHPU MY3U4YHOTI O | BEPBAJIbHOIO MOBJIEHHA

B MY3U4YHUX TBOPAX (TEOPETUYHI ACMEKTHW, B3AEMOJ I,
METOAUKU OOCNIAXKEHHSA)
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AHoTtayis

MeTa pocnigXeHHs — BWCBITIEHHSI Npo6neMu B3aeMOfii MOBIEHHEBUX, MY3UYHUX
i BepbOanbHMX XaHpiB y My3UYHUX TBOpax. 3arnporioHOBaHO CTpaTerito BU3HAYEHHS
ONTUManNbHUX METOAOMOMYHMX MIAXOLIB Ta METOLMK aHanisy Takol B3aeMopil. B KOHTeKCTi
po3rnsifgyBaHoi npo6reMu Bheplie 3anponoHOBAHO  LLiNICHY METOAOJONil0  BUBYEHHS
i BUCBIT/IEHHSI NUTAHHA cneundiku MOBNEHHEBUX aKTiB Y MY3MYHOMY MOBJIEHHI (MpAMKX
i HEMPAIMMX), TAKCOHOMI My3UYHUX MOBJIEHHEBUX XaHPiB, 3aCTOCYBaHHS €/1EMEHTIB CEMIOTUYHOIO
i OMCKYPCMBHOTO aHasisy My3uku Ta My3U4YHUX HapaTuBiB. [ONOXeHHs npaLi NpoiNtCTPOBaHO
3paskaMu aHasisy MysuyHux TBopie M. Mycoprcbkoro Ta . MakKapTHi. BucHoBku. [loBegeHo
0[HAaKOBY NPUPOLY MOBNEHHEBUX XaHPIB y Bep6asibHOMY | My3MYHOMY MOBJIEHHI, 3aNpPONoHOBaHO
i MoaHo X TaKCOHOMItO, PO3KPUTO cnocobu B3aeMofii Ta BUCBIT/IEHO METOAUKM [OCHIIKEHHS.

KnioyoBi cnoBa: MOBNEHHEBUM XaHP;, MY3WYHO-MOBJIEHHEBUI XaHp; BepbanbHO-
MOBJIEHHEBUIA XaHp; INIOKYLis; iNOKYTUBHUIA KOMIMOHEHT; iNIOKYTUBHA MeTa; NepriokyLis;
MOBJIEHHEBUIA aKT; MPeCcyrno3uLis; iMnnikaTtypa gUCKypcy; rpyna xaHpis; XXaHpPOBUiA TUM

Bctyn

MpobnemMa OCMUCNEHHA MOBJIEHHEBUX >XXaHPIB Yy Mysuui Ta cneuyudikm ix
byHKLIOHYBaHHSI TOCTPO MNocTana mnepen HayKoBUAMM HanpuKiHui XX cToniTTA.
La npobnema TicHO noB'sisaHa 3 PO3B'A3aHHAM psigy NUTaHb MYy3UYHO-MOBHOI
KOMYHiKaLii, siKi BUBOAATb LOCAILXKEHHS Ha MiXAUCUMUMIIHAPHUIA | KPOCKYNbTYPHUIA
piBeHb, MOCWIOKOYM TUM CaMWM WMOro aKTyanbHICTb. Y LEHTpPi OKpecneHux
acnekTiB JOCNIAXYBaHUX NUTaHb — XaHPU MY3MYHOrO MOBJIEHHSI Ta creumdika ix
byHKLIOHYBaHHS ¥ 3B'A3KY 3 YaCTOTHUMK B3aEMOAISIMU i3 XaHpamu BepbasbHOro
MOBJIEHHS, @ TAKOX OKPEMUMM acrieKTaMu My3UYHOI CEMIOTUKM Ta Teopii AMcKypcy.

AHanis pgocnigyxeHb i ny6nikawiv

Monpw 3aranbHOBU3HAHY aKTyaslbHiCTb AOCHIAXEHHS XXaHPiB My3UYHOrO MOBIEHHS],
AK 06'€KT HAYKOBOI0 PO3rnsiay BOHM 34e6inbLoro i goci sanuwarTbes Ha nepudepii

© borpaaH Ctota, 2019 Haaiiwna 30.04.2019
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cyyYacHoro My3ukosHaBcTBa. Ynpogaosx 2010-2016-x pokiB Mu nopyluyBanu psf
Npo6NeMHMX NUTaHb WOLAO (OYHKLiIOHYBAHHS MY3UYHO-MOBJIEHHEBUX XaHPIB'.
Mpy LUbOMY MeTOAOJONYHY OCHOBY 3'ACyBaHHSI MpUpoau Ta hyHKUIA MY3UYHO-
MOBJIEHHEBWX XXaHPiB CTAHOBUIIM TEOPETUYHI y3arasbHeHHS yYeHUX-MY3MKO3HaBLB,
AKi, BTiM, 6e3nocepefHbo i LifecnpssMoBaHO NPobaeMor0 My3MYHO-MOBIEHHEBUX
XaHpiB He 3aimManucs. Migetbea, nepefyciM, Npo AOCNIAXEHHA NPOLLECY My3MUYHOIO
MOBJIEHHSI Ta MOB'SAI3aHMX i3 HUM NMUTaHb MY3UYHOI CEMIOTUKU N Teopil My3UYHOro
TekcTy (BoHdenba, 2006; Meaywesckuit, 1976; LLiun, 2001; Agawu, 1991; 1998; 2008;
2009; Cooke, 1989; Hatten, 1994; 2004; Monelle, 2000; 2006; n.d.; Ratner, 1980; Tarasti,
1994; 2001). MocnifoBHO GyNo TaKOX BUKOPUCTAHO MOJIOXKEHHS NIHIBICTUYHMX Teopilt
MOBJIEHHEBUX XaHpPIiB i MOBNEHHEBUX akTiB M. M. baxTiHa (1996), A. Bexouubkol
(Wierzbicka, 1983), [x. J1. OcTiHa (Austin 1962; 1975) i [x. P. Cepna (1986; Searle,
1979).

Merta cTatTi

OCHOBHOI METOH CTATTI € 3'ACYBaHHA 0CO0IMBOCTEN hyHKLIOHYBaHHSA MY3UYHO-
MOBJIEHHEBUX JXaHPIB, L0 3yMOBJIEHI B3aeMoOfi€t0 i3 XaHpamMu BepbanbHOro
MOBJIEHHS], ornpautoBaHHs 6a30BUX METOAOMOMNYHMX MiAXO4iB [0 aHanisy uux
0cobMBOCTEN | TaKoT B3aeMOf,l.

Buknag maTtepiany gocnig)xeHHs

Y npausix nonepefHix pokiB MW BXe MOCTYNOBanM Te3y Mpo Te, WO MY3UYHO-
MOBHE CNiNKyBaHHSI BifOyBaeTbCcs 3aBASKN BUKOPUCTAHHIO MY3UYHO-MOBJIEHHEBUX
xaHpie (CtoTa, 2012; 2014). He noBTOpHOIOUYM KITHOUOBKX MOSIOXKEHb LUX My6nikauin,
3aKLEHTYEMO yBary Ha [esakuMx BaxJIMBMX 0COONMBOCTAX  (DYHKLiOHYBaHHSA
MOBJIEHHEBMX XaHpPIB Y My3uLli. [1o-nepiue, BOHM 000B'A3KOBO MICTATb iSUIOKYTUBHUIA
komnoHeHT (Wierzbicka, 1983, c. 125-137), noB'A3aHni 3 iHTEHLiAMU MOBUS. To6To
Ti BUCNOBJIEHHS, WO CTanyM MOBJIEHHEBUMU XaHpamMu B My3uLi, K | BCi MOBEHHEBI
XaHpK, 0OOB'SI3KOBO BWKOPUCTOBYHOTb MOXJIMBOCTI i/INOKYLIT, WO BUABNAOTHCS,
nepenycim, B HassiBHOCTI i/TOKYTUBHOI MeTu (41 CUiK, 3a BUCNIOBAeHHSIM [X. Cepns).
Konu innokyTuBHa cnpsiIMOBaHICTb i CEMaHTMKa MY3WYHOIO BUCIIOBNIEHHS 36iratoTbCes,
NOeTbCcs Mpo MNpsSIMUA MOBEHHEBUIA akKT. Konu X MOBHa CTPYKTypa BUCIIOBJIEHHS
M IHTeHUis MOBLSA He 306iraloTbCsl, MaeMO CrpaBy 3 HENPSIMUM MOBJIEHHEBVM aKTOM.
Y OpyroMy BunagKy KoMmnosuTop (-BUKOHaBeLb) BUXOAMUTb i3 TOro, WO: a) ciyxay
«Mag€» NeBHY CYMy HEMOBHMX 3HaHb (30KpemMa Npo NPUHLMNM 1 NpaBua ChifIkyBaHHS
Ta NPO YMOBM YCMILUHOCTI MOBNEHHEBOrO aKTy); 6) y ciyxaya HasiBHa npecynosuuis.
INNOKYTUBHUMA KOMMOHEHT nepefbayae MeBHi HacnigkyM BMMBY KOMYHIKATUBHOMO
aKTy Ha KOHKPETHOro criyxaya Y1 ayauTtopito (Mepsiokyuito) abo X BTiNOE CriofiBaHHsA
KOMMo3uTopa (-BMKOHABLIS)) Ha BUHUKHEHHS TaKuX HacigKiB.

' BxvBaHWiA Yy Mpaudx nonepeaHix POKIB TEPMIH «My3M4HO-MOBHUA >kaHp» (CioTa, 2011; 2012, 2014)

KOPECMOHAYE 13 CYH8CHUMU MOBOSHABUMMU MOHATTAMM «MOBHI XKaHDPW», «MOBHI 8KTW» Ta «©KaHpW YCHOI MOBW»
Anpo6avif Hawol KOHLENLl yMOTVIBYBana BVICHOBOK MPO AOLINbHICTb BYKOPVCTaHHA YTOYHEHOrO TepMiHa
«MY3MYHO-MOBNEHHEBUI XKaHDP», AKM YHEMOXIIMBIIFOE DISHOHYUTEHHS

CtoTa, B. XXaHpu My3n4HOro i BEp6anbHOrO MOBAEHHS B MY3WHHIX TBOPaXx
(TEOPETUYHI aCreKTy, B3AEMOAIS, METOANKIM AOCAIIKEHHS)
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3ripHo 3 CepneM, icHye [Ba TWMNW NpaBuNl 3QINCHEHHSI MOBJIEHHEBOIO aKTy:
perynaTUBHI Ta KOHCTUTYTUBHI. My3uM4HO-TBOpPYI XaHpu 6asytoTbecs, nepemnyciM, Ha
3aCTOCYBaHHI KOHCTUTYTUBHUX MpaBuil («He MPOCTO PeryniowTb, afie CTBOPHTbL
UM BMU3HAYalOTb HOBI (hOPMU MOBELIHKM»), My3UYHO-MOBIIEHHEBI — Ha PErynsiTUBHUX
(«perynooTb bopMM MOBEMIHKK, AKi ICHYBanM W [0 HUX»). Mu, Hanpuknagm, mobpe
3HAEMO, L0 TaKe MicHs, K IT BUKOHYBAaTW | cnpuiMatu. Ane hopMu CnpunMaHHs i smicT
NiceHHOro NOBIJOMJEHHS LLOpa3y NepeBM3HaYaTbCst BUKOPUCTOBYBAHUMU MY3UYHO-
MOBJIEHHEBUMW XaHpamy 3 iX INIOKYTUBHUM CMPSIMyBaHHAM Ta BiAMNOBiOHUMMU
perynsiTuBHUMM NpaBuiaMu.

«YacTo B peasibHMX MOBJIEHHEBUX CUTYauisix, — K 3a3Havae [x. P. Cepnb, —
iINNOKYTMBHY DYHKLiHO BWCNOBNEHHA 3'SICOBYe KOHTeKcT». | cnpaBgi, y pasi
nepenbayyBaHoi aBTOPOM iHTepnpeTaLii, MOBeLb OPIEHTYETbCS HE HAa KOHBEHLITMOBMU, e
JOMIiHYIOTb JIOTiYHI iMNAiKaLil, @ Ha KOHBEHLUT CMifKyBaHHS, fe [OMIHYIOTb iMMliKaTypu
anckypcey. To6To agpecat popMye NOTPiOHUIA 3MICT, CIMPAOYMUCb HAa KOMYHIKATUBHY,
a He Ha MOBHY KomneTeHUito. MofibHa cuTyalis CKNafaeTbecsa i B My3MYHUX TBOpaX,
Yy AKMX MOAENIOIOTLCS peasibHi MOBJIEHHEBI cuTyauil. TyT gis XaHpiB My3M4YHOro
MOBJIEHHA BUSIBNSIETLCA e ACKpaBille: came iX npaBufibHUIA Niabip i 3acToCyBaHHSA
3abe3neyye MOXIUBICTb «NPOYUTAHHS» MOTPIBHOro 3MiCTY, HAATO X KOJIM MAETLCS MPO
HENpPsAMI MOBJNEHHEBI akTU. MOXHa Takox 3ragaTu npo cuctemy A. peimMaca, AKui
3ayBaxye, L0 KOXHEe BUCMOBJIEHHS MICTUTb, KpiM 6a30BOro NOBILOMIIEHHS, e Kinbka
MoasIbHOCTeW, AKi NiJKPECIOTb 3HaUMMICTb ckasaHoro (Greimas, 1971, c. 7-17).

UYn MOXYTb y My3UYHOMY CRiJIKyBaHHiI 3fiicHioBaTUCA abo X 3o06paxaTtucs
(MopentoBaTucs) HenpsiMi MOBNEHHEBI aKTW, agXe MysuMyHa MoBa cama no cobi
€ nepenyciM HocieM abCcTpakTHUX 3HayeHb? MoxeMo CTBepAXyBaTH, WO 3a MEBHUX
yMoB (30KpeMa Mnpu LiNecnpsMOBaHO OpraHi3oBaHii B3aeMofii XaHpiB BepOasibHOro
i MYSMYHOTO MOBJIEHHS) Lie LiIKOM peanbHO. [epekoHNMBUM 3pa3KoM MOJENOBaHHS
HernpsiMMX MOBJIEHHEBMX aKTiB 3a [OMOMOrol HanexHo fibpaHux TBOPUMX
i MOBIEHHEBUX XaHPIB TaTX WiNbHOI cniBAiTMOXe cryryBaTu cLeHa lOpoanBoro is nepLuoi
KapTuHK YeTBepTol Al onepu M. Mycoprcbkoro «bopuc FfogyHos» (Mycoprckuit, 1974,
C.323-345). 06paHi BignoBigHO [0 NpeACcTaBNOBAHUX YMOB CMiNIKYBaHHS il BAKOPUCTaHI
KOMMO3MTOPOM XaHpy (miceHbka IOpoauBoro, peuntaTuBHi (hpasm-BUTYKU XIOMYKKIB
i HaToBMYy, ppasu cninkyBaHHsA Bopuca i3 IOpoameum Ta LUyiicbknMm) BignosigaoTb
TUMOBMM CUTYyaUisiM CRiJIKyBaHHS, TUMOBUM TeMaM, (OopMysiaM MOBJIEHHEBOIO
eTMKeTY ToLLo. binbLlu TOro, BOHM peanisytoTb feKilbka MOBIEHHEBMX HaMipiB MOBLIIB.
Po3rnsHbMO 3anyyeHi y Lii cLeHi KOMYHIKaTUBHI MeXaHi3MU | B3aeMO[iTl MOBJIEHHEBUX
Ta TBOPYMX XaHpiB feTasbHille.

KntoyoBui fpaMaTtypriyHMini MOMEHT KapTUMHU — cleHa OpoauBoro i3 niceHbKo
(umdbpm 21§ 32) i poamoBoto 3 bopucom (Big L. 28). MNiceHbKy cknagaloTb ABa KYMeTH,
pospfineHi iHWKMM MaTepianom. O6uaBa KynneT BUKNafaroTb MaTepian Y MOHOJOTIYHIl
dopmi (MiX HUMK — OyXe BaxnvMBui onsi hopMyBaHHA npecynosuuii gianor bopuca
i lOpoaueoro). Y nepwoMy KyrneTi niceHbku (. 21) KOpoamBuiA HacMiBYeE LLLOCb CYMHE.
TekcT yknafeHu rpaMaTUYHO NpaBwUibHO, ane 3aranoM no3bdaeneHuit amicty. CnpaBgi
3MICTOBHUI Y LiIbOMY KYIJIETI TifIbKM 3aKMK [0 cebe (um it He oo cebe? Cnyxay Lboro
BM3HAYUTU HE MOXe, ajie B aBTOPCbKOMY TEKCTi «HOPOAVBUIA» BUMMCAHO 3 MaNleHbKOT
nitepu) nomonutuca bory. Opyruii kynneT (4. 32) CNOBHEHWU peanbHOro 3MicTy. Ane
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ceMaHTuKa i BepbasibHOro, M My3n4yHOro TeKCTIB MiCHI Ta iNNIOKYTMBHA CNPSIMOBAHICTb
(MeTa) niceHHMX MOBIAOMIEHb | B MepLUOMY, i B ApPYromy Kyrietax He 30iraroTbcs.
HaBnaku, iMmnnikaTypu AMCKypcy B nicHi KOpoanMBoro MatoTb pUcK NoaiceMaHTUYHOCTI,
TOOTO € HOCISIMM Pi3HMX 3HAYEHD, Y TOMY YMCITi NPUXOBAHMX.

O6bugBa KynneTu nicHi MatoTb abBCOMOTHO iLEHTUYHI MY3UYHI KOMMOHEHTH
(Menogito, rapmMoHito, NonicdhoHito, TOHANbHUI MylaH, OPKECTPOBO-TEMOPOBUIA CTPIN),
chopMy BUCNOBNEHHS, MPE3EHTYOTb TOW CaMuii My3WYHO-TBOPYMIA XaHp (MicHS)
M isoMopdHi (HOPMATUBHO BMKOPUCTAHI) MY3WYHI JNIEKCUKY i CUMHTaKcuc. Ko,
ckopucTaBLwmch MeTogosorieto [x. Cepnsi, 3'acyemo, Lo i MoBeLb (y HalloMy BUMNagKy
B o6pasi lOpoamBoro), i cnyxad posyMitoTb akTU CMiNIKyBaHHA, CMiBMPaLoOTh
Mpu CNINKyBaHHI AIK YYaCHUKM LbOro MpoOLEeCy i CTBOPHOTb (haKTUYHY [O0BIAKOBY
iHpopMaLlito  Wo[0 BeLEHOrO CMifIKkyBaHHSA, TO YCBIAOMUMO HasBHICTb [BOX
iNOKYTUBHUX CMPSIMYBaHb (OBOX iNNOKYTUBHMX cuil). To6TO MAeTbCs NPO HENpsMUK
MOBJIEHHEBUIA aKT, 3MICT SIKOro 0CTaTOYHO PO3KPMBAlOTb HACTYMHI MepuUneTii CLoXeTy
orepu (3aMicTb OUiKYBaHUX «Maydy» i «MTTA FiPKUX CAi3», [0 AKUX CTIOHYKae Hapon
IOpoavBun, 6a4MMo 3arpo3nunBi cLieHn BYHTY SIK BUABY HAPOLHOIO FHIiBY, Ha LLLO MOBELLb,
0YeBMAHO, Po3paxoBye). MU po3yMiemo, L0 3aKMK f0 ceGe MOMONUTUCS Y NEPLIOMY
KynneTi € no6iYHUM PO3KPUTTSAM CMPaBXHbOI ISINOKYTUBHOI MeTU — Toro chakTy, Lo
[leKJITacoBaHUI «xenesHbll Konnak» (IOpoanBuit) BBaXaeTbCA HacrnpaBhdi «00XbUM
yenoeekom» (agxe «Vox populi — vox Dei»), a no3baBneHi ceHcy, ane rpamaTU4HO
npaBuibHI peuyeHHs1 (3 nornsgy i BepbanbHOro, 1 My3MYHOrO CKIAfHMWKIB) MatoTb
inocTpyBaTH TE3y Mpo Te, L0 Len HapOL4HWIA MPOPOK 3HAE LLOCh, HEAOCTYIMHE iHLUKUM,
a CNoBa BXMBAE NuLLE s Toro, Wwo6 Lo npopoyy iHdopMalLito (i CnpaBXHI0 aBTOPCbKY
iHTEHLit0) He nowMpoBaTW, a OO [ESKOro 4acy MpuxoByBaTW. Y ApPYroMy KynneTi
IOpoamnBuMIA, MPOPOKYHOUM, YXKe Malxe BiOKPUTO HakIukae Ha Mockogito Benuki 6iau
(TiNbKM Taki MOXYTb CMIPUMUHUTM JITTA FiPKUX CAi3 i NMiay «ayLi npaBoCciaBHOI»). Ane
MOKM LLLO HE Ha3MBaEe, XO4 3Hae, AKi came (Le Moxe ByTu i ronog, i Xxonof, i MoLWecTb,
" iHO3eMHa iHTepBeHLUis, i HAPO4HWUI BYHT, | CTUXiWHE NNXO). |3 My3UYHO-NiTEPATYPHOIO
TEKCTY [0 CaMOro KiHLA onepu 3anuaeTbCa He3'iICoBaHNUM, L0 cCaMe MaB Ha yBasi
IOpoavBuii, cniBatoun opyruin KyrieT niceHbku (gue. u. 32). Cnyxay 3'scoBye Le ans
cebe TifIbKM 3aBASKM Mpecynosuuil (3okpeMa 3 iHdopMaLii icTopMYHOro xapakTepy,
CNPUIHATIN i3 NPONIOrY i Pi3HKX fill onepw, a TaKoX 3aBASKN CBOTM 3arasbHUM 3HaHHAM
Mpo OMWCYBaHUN Mepiof, MOCKOBCbLKOI icTopii). CMHTE3yBaBLIM Li 3HaHHS, ciyxay
MOXe 3p0oOuTH FONOBHUI BUCHOBOK i3 MoYyToro i nobayeHoro: 6yab-sika Bnaga — Bif
bora, a HagTO LapcbKa, | cnpoba 3400yTH BNy HeNeriTUMHUM criocobom (YyOMBCTBO
LlapeBnYa; KIHOYOBMM CIIOBOM Y L CUHTarMi € He y6MBCTBO SIK TaKe, a LjapeBuya)
3aBxau 6yge nokapaHa (nepemyciMm Bif iMeHi locnoga, Npo WO [aHO 3HaK Y TaKoX
HernpsiIMOMY iNNTOKYTUBHOMY aKTi 3 HAacTYMHOI cLieHM — po3noBigi MNiMeHa Npo yygeca Ha
Moruni ybuToro LapeBuya i cLueHi pantoBoi cMepTi bopuca); Le KoHcTaToBaHO ycTamu
«Bboxoi noguHu» — I0poausoro: «Het, bopuc! Henb3sa, Henb3s, bopuc! Henb3sa MonuTbeA
3a uaps Mpoga. boropoauua He BenuT!»). MokasaHa gani cueHa 6yHTy «[ig KpoMamu»,
3acBifuye, WO Hapog, TaKOX He NpuiiMae Takoi He NeriTMMi3oBaHOi HEBGECHO CUIIOH
Bnagu. Agxe nepeg MM M1 4ynu 3 yCT HapoZy ONUC LiepPKOBHOI Bifnpasu 3 aHadeMoto
Camo3BaHU 1 naHaxugowo uapeBudy OmuTpito (i3 ycT Hapomy — «KuBomy»!), wo
6yna cnpurMHATa NOAbMU AK BapiaHT 3eMHMX MPUABOPHMX iHTpUr. A BUKOPUCTaHa

CtoTa, B. XXaHpun My3un4HOro i Bep6anbHOrO MOBAEHHS B MY3UYHIX TBOPaX
(TEOPETUYHI aCreKTy, B3AEMOAIS, METOANKIM AOCAIIKEHHS)

25



26

ISSN 2616-7581 (Print) BicHMK KIBCbKOIO HauiOHanbHOro YHIBEPCUTETY
ISSN 2617-4030 (Online) KynbTypn i MycTelTs. Cepid: MyauyHe MUCTELTBO 2019 -2(1) - 22-34

B 060X KynneTax niceHbKn abCOoMOTHO ileHTUYHA MY3MYHa CcKJlafoBa (MOHOJOTIYHMI
MOBJIEHHEBUIA XaHP COJIbHOrO HacMiBYBaHHS, KU MOMENIOE PUCK XaHPIB HUXYOro
piBHA — pO3MOBIfi i 3aKNMKy) Oa€ 3MOry 3pO3yMIiTW CMPaBXHIO, XO4 i MPUXOBaHYy,
iNNOKYTUBHY MeTy MoB/eHHs1 IOpoamMBOro i — LuMplle — caMoro KOMrosuTopa: y BCi
yacu Bnafa, ika BTpaTuna neriTMMHICTb Ha Hebecax, He cTaBana NeriTMMHOI B 04ax
nrogen i Mycuna 6yTu 3aMiHeHO0 Ha Taky, Lo Mae BignosigHe 6n1arocnoBeHHs (3rogomM
JoBigyeMocs, WO HapoA MopanbHo nigTpumye Camo3sBaHUs, kMW ife Ha MockBy
«rpoOMUTK Nosiku Bopucan).

Lly>e BaroMmm 3aMicTOTBOPYMM YMHHUKOM Y cLieHi FOpoamBoro 3 4eTBepTol fii € BXe
YacTKOBO OMUCYBaHa BULLE B3aeMOJis XaHpiB BepOaNbHOro i My3nMYHOrO MOBJIEHHS.
Ha cborofHi us He efuHOI cnpo6o0 3acTOCYBaHHSA i€l MOBJIEHHEBOrO XaHpy IS
aHanisy My3uyHux 3MmicTiB, € npaui Pobepta C. XaTTeHa — BifOMOro My3uW4HOrO
ceMioTuKa i npoBigHoro daxisus 3 Npo6seM My3MYHOro HapaTUBY | TOMIKIB. Y TpeTbOMY
posgini «Big Tonika 4o xaHpy-ekcnpecuBa» MoHorpadil Interpreting Musical Gestures,
Topics, and Tropes: Mozart, Beethoven, Schubert (Hatten, 2004) BiH yneplue LWMPOKO
BMKOPUCTaB TeOPEeTUYHE NMOHATTA XaHPy-eKCcnpecusa v posrisiHyB 0COBIMBOCTI MOro
pyHKLiOHYBaHHA. 3anponoHoBaHa Ha3Ba LbOro KOHLENTY NEBHWM YMHOM anesntoe Lo
KnacudikalifHoT cucteMm MoBNieHHeBUX akTiB [x. Cepns. Lie He BUNagkoBo, agxe
MaeMO CrpaBy He MPOCTO i3 30BHILIHbOLO, ane nepeayciM i OYHKLIAHOI CXOXICTHO.

Po3rnaHbMo feTasibHille MOXAMBICTE Knacuddikauil MOBMEHHEBUX XaHPIB
y 3B'SI3KYy 3 Teopieto MOBJEHHEBMUX aKTiB. PobepT XaTTeH, BpaxoBytoun gocsifg Kodi
B. Araey (Agawu, 1991; 1998; 2009), niakpecntoBas, Lo (pYHKLiOHYBaHHSA LbOro BUAOY
MOBJIEHHEBUX XaHPIB (EKCNPECUBIB) SIK CAaMOCTIMHMX KOHLLENTIB NOB'A3aHE 3 M0YaTKOM
i 3aKiHY4eHHSIM BWUCNOBNEHb. Ane po3rnsfaB Taki NOYaATOK i 3aKiHYEHHA nule Ha
HalBULLMX PIBHAX MOBJIEHHSI — PIBHAX LiNICHUX TBOPIB UM iX 3aBEPLUEHUX YACTWUH.
Taka TeHfeHLisi cnpaBAXyeTbCA Hacammnepeq Yy XyLOXHbOMY MOBJIEHHI, e XaHpu-
eKcrpecvBu AOMiHytOTb. OfHak cnpobyiMo Bce-Taku cnepluy ccopmyBaTu BinbLu
LinicCHY TaKCOHOMIYHY CUCTEMY MOBJIEHHEBMX XaHpPIB y My3ulLli.

3aranbHi NpUHUUNKU MOAINY My3UYHO-MOBINEHHEBUX XaHPIB Ha BUAU yxe Bynu
npeamMeToM Halworo posrnsagy (Ciota, 2012). OgHak 3ayBaXuMMOo, WO Pi3HOMaHITHICTb
LMX XaHpiB, 3a/1eXHO Bif, iNNOKYTUBHOI CNPSIMOBAHOCTI Ta CUJIM Y MOBJIEHHEBUX aKTaX,
YMOTUBOBYIOTH X PO3MOAIN Ha pAf, BifNOBIAHUX rpyn. Tak MOXHa BUOKPEMUTH rpyny
MOBJIEHHEBMX XaHPIB, MOKa30BUX [NS1 BOKAJIbHO-iIHCTPYMEHTanbHOI Ta BOKanbHOT
My3MKUW. 3aBOSKKN TiCHI B3aeMOfil My3n4HoOro i Bepb6anbHOro KOMMOHEHTIB LS rpyna
XaHpIiB BUPI3HAETLCS MOXMBICTIO [OCTATHbO FHYYKOrO BMKOPUCTAHHS YCiX BUAIB
(i migBMAiIB) MOBNIEHHEBUX XaHPiB, AKi B 3arajiHUX pucax KOPEsoTb i3 TUMamu
innokyTMBHUX akTiB Cepnsa. [ns 3pyyHOCTi Ha3BeMO iX BMKOPUCTAHHS aHasoriyHO
Ha3BaM UUX TUNiB: acepTuBM (U1 perpe3eHTaTUBY; TX MeTO0 € ddiKcallisi BignoBifasbHOCTI
MOBLS 3a MOBIAOMJIEHHS i 3@ ICTUHHICTb BMCJIOBJIOBAHOIO CYOXXEHHS), AUPEKTUBU
(meToto € cripoba 3 6oKy MOBLSI CMOHYKaTW Cryxadya [0 MEeBHOr0 BUMHKY), KOMICUBM
(ix meTa — 3060B'I3aTV MOBLS 3[iACHUTY NEBHY Aito abo X AOTPUMYBATUCS NMEBHOT
NiHIT noBefiHKK), ekcrnpecuBy (MOKIMKaHI BUPa3UTU NMCUXOMOTiIYHWIA CTaH Ta eMOLiNHWIA
CTpiV) i AeksapaTuBmu (METOI € BHECEHHS 3MiH Y cTaTyC 06'€KTa, Ha IKMI BKA3YETHCS).
MoxyTb iCHYBaTU TaKOX MPOMIXHI Knacu, fiK-OT perpeseHTaTuBu-Aeknapayil Towwo.
Yepes Te, L0 MOBJIEHHEBUIA aKT € i OLMHULEH NpoLiecy MOBIEHHS, i OOMHULEH
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MOPOAXKEHHS TEKCTY (30Kpema y XyLOXHbOMY MOBJIEHHI), MOBUHEH iICHYBaTW TaKuii
Moro piBeHb, Ha AKOMY MY3W4YHO-MOBJIEHHEBI 1 TBOPYi XaHPX CTalOTb CYMIpHUMMU 3a
03HaKamu 1 MacluTaboM BUCIIOBJIEHb, BiPi3HAIOYMCH Maiixe BUHATKOBO MPUCYTHICTHO
UM BI[CYTHICTIO YiTKO BMpaXeHol ifNOKYTUBHOI MeTu (AK-OT: TaHeub K TBip ANA
CIlyXaHHS1 Y/ PUTMO-3BYKOBA OCHOBA /151 TaHLOBaHHSA; abo Mapll oSt ClyXaHHS, Ymn
L5 3aCTOCYBaHHS B MOXOBasIbHOMY puTyasi Towo). Ha TakoMy piBHi yTBOPHOKOTbCA
MY3UYHi XaHpoBi Tunu (Ha BigMiHy Bif BepOasbHOI MOBU, Ae 6a30BUM MaclTabHUM
piBHEM BWC/OBJIEHb BBaXalOTb PEYEHHS, Y My3uLi Lie NepeBaXHO UinicHi TBopu abo
TX BiQHOCHO 3aBeplueHi YyacTuHK (pigwe — nepiogu), AKi MakCUMasibHO 36MXYOTb
TBOPUYi Ta 3a3BMYail, 0AHONMEHHI MOBJIEHHEBI XaHpH (MPO XaHPOBI TUMNK AeTasbHille
av.: (CtoTa, 2014, c. 159-167). Y 6yab-AKoMy pasi XaHpu Bi4noBifatoTb TUMOBUM
cUTyauisiM MOBJIEHHEBOIO CMiJIKyBaHHS, TUMOBUM TeMaM, MOBJIEHHEBOMY ETUKETY.
[ns  My3u4yHOro (Xy[oXHbOrO) MOBJIEHHS HaMbinbll XapakTepHUMU € JKaHpu-
eKcrpecuBu, SIKi BUPaXaroTb BRACHi eMOLiMHI, MCUXOMOriYHi CTaHW Ta HaCTaBJIEHHS
MOBUS. Y My3uli Takud MoBeLb — Lie KOMMO3UTOP, KOMMO3UTOP+BUKOHABELLb,
KOMMO3UTOP+BIpTYyanbHWUN MoBeLb BepbanbHOr0 TEKCTY Yy BOKaNbHOMY, BOKaNbHO-
iHCTPYMEHTasIbHOMY YU CLIEHIYHOMY TBOpIi+BUKOHaBeLb. [lo i€l rpynu BXOQUTb NIeBOBa
YyacTKa yciXx MOBJIEHHEBUX XaHpiB IHCTPYMEHTANbHOI My3MKM | 3HaYHa YacTWHa XaHpiB
BOKaJSIbHO-iIHCTPYMEHTaNbHUX Ta MY3WUYHO-CLIEHIYHUX TBOPIB. PuTyanbHi, 06psnosi,
CUTHaJbHi i eTUKETHI XaHpW (GUPEKTUBYM, KOMICUBYM Ta [eKapaTuBy) Maixe 3aBXau
peanisytoTbCa B IHCTPYMeHTaNbHI My3uli. AcepTuByu Ta 3HAYHA 4YacCTMHA iHLMX —
Yy BOKaJIbHO-iHCTPYMEHTANbHIN YM BOKasbHIiN. ChiBiCHyBaHHSA My3UYHO-MOBIEHHEBUX
i BepbanbHO-MOBEHHEBMX XXaHPIB Y BOKAaJIbHUX, BOKasbHO-IHCTPYMEHTaNbHUX Ta
MY3UYHO-CLIEHIYHUX TBOPaX, 3a3BMYal, 3yMOBJIHOE iX aKTUBHY B3aEMOf,H0.

Okpemo BapTo cka3aTu npo creundiky BUKOPUCTAHHS MOBJIEHHEBUX XXaHPIB
Yy My3UuYHMX TBOpax 3 BepbaNbHUMKU KOMMOHEHTaMu. TyT KOMMO3WUTOPU 4acTo
MOJeNoITb CUTYaLil peanbHOro MOBJEHHS i3 3aCTOCYBaHHAM XaHpIiB peanbHoT
KOMYHiKaLji, 30KkpeMa y Aaianoriydiii opmi (3BepTaHHSA, PO3'ACHEHHS, CMOHYKaHHS,
NMpOXaHHS, BifNOBiAb, 3anepeyeHHsi, CMNPOCTYBaHHS, MPOMOHYBaHHS, HaKa3yBaHHS
TOWO). | BNacHe y TakMX KOMYHIKaTUBHUX MOAENSAX 3a YMOBU aKTUBHOI B3aeMogil
XaHpiB My3MYHOro i BepbanbHOro MOBJIEHHS CTA€ MOXJ/IUBE BifTBOPEHHS XapaKTePHUX
NS «©KMBOI» KOMYHiKaL,ii HeNMpsIMUX MOB/EHHEBKX aKTiB. Lle BMpasHo cnocTepiraemo
My cueHi IOpoameoro 3 «bopuca FogyHoBa». Y cepefHi YyacTuHi nicHi IOpogueoro,
a caMe y CLHi oro crinkyBaHHs 3 bopucom (umdppu 28-31) KOMNO3UTOP MOLENOE
CUTYyaLlito peasibHOro MoBJieHHS. [ocnifOBHO NOAAHO penniky cnifikyBaHHs OpoanBoro
3 bopucom, bopuca i3 LLyincbkum, LLyicbkoro 3 IOpoauBum i cTpinbuamu y dopmi
(hpas-peuntatuBiB (MOBMEHHEBUX XaHPIB HaiHWX4Yoro piBHs). Cnepwy lOpoauBuii
cKapxutbcs bopucy Ha xyonuukiB, fKi 3abpanu B HbOro Kormieuky («Manbuuiikm
OTHSI/IM KOMEeuKy...»), MOTIM MPOCUTb Liapsi HakasaTy, Wo6 X 3apisanu, LOMOBHIOYM
Lie MPOXaHHSI YTOYHEHHSIM: «.. KaK Tbl BEJIEJ 3ape3aTb MasieHboro LapeBsuya...». BnacHe,
Lie YTOYHEHHS 3MIHKOE CYTHICTb iNIOKYTUBHOIO aKTy. IHTEHLis MOBLSI CNpSIMOBaHa He
Ha o4iKyBaHHS MOSIBU HepeanbHOro LLapCbKoro Haka3y 3apisaTy xnonuie-kpagiis. Lium
BMCIOBNEHHSAM IOpoanBUi flae 3p03yMiTH, LLLO 3aMOBHWK LlapeBOMBCTBA YCiM BifOMUN,
i e — bopwuc. MosiBa B NapTil opKecTpy iHTOHAL,ih TeMu YBiEHHOr0 LlapeBnYa 0CTaTOYHO
po3cTaBnsie Kpanku Hap «i». 3 6oky bopuca Takox Maemo fBa pisHOCNpsIMOBaHi
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XaHpU-3BepTaHHS, WO iNOCTPYOTh ABi inocTaci 06pasy YMHHOrO MoHapxa. CrepLuy
BiH 3a €TUKETOM, 3BEPTAETbLCA i3 3aNMTaHHAM [0 piBHOro cobi (LUyicbkoro): «O yém
OH nnavet?». Ane oTpuMye BignoBigb, AK i cnig 6yno cnogiBaTucs, Bif Toro, KOMy
6yno chakTUYHO agpecoBaHe 3anuTaHHSA, — Bif lOpoguBoro. Tol nponoHye bopucosi
3LiICHUTM NOBTOPHe LiTOBOUBCTBO, 3BMHYBaUyOuM Oro y nornepegHboMy. Taka MoBa
6naXxeHHOro BMBOAWUTbL Laps 3i cTaHy piBHOBaru. TyT B KOMYHIKaTUBHY CUTYyaLito
BcTynae LLyicbkui, sikuii Hakasye KOpoanBomy 3aMOBKHYTHM («Monum gypak! CxBatuTe
nypakal»). LLi dppasu cnpsiMoBaHi Ha MopasbHy NiaTpUMKY bopuca y HenpocTiv cuTyalii,
LLLO CKJlanacs Ha ovax y Bcix. Ane odikyBaHa ifIOKyTMBHA CUna He peanisyeTbes, agxe
605IpUH He 3anepeynB OCHOBHOI Te3u KOpoauBoOro, Ky po3BMBalOTh HACTYMHI peniku
«Boxoi noauHux». Micna HeBpanoro BTpyyaHHsa LLyicbkoro, bopuc ckupae NMUuHy
uaps i, 3abyBatoum Npo eTUKET, NOCTae nepes HaMu SiK MPOCTa JIAUHA, WO BUYMHMNA
CMEpPTHUI rpix ybuBcTBa. BiH BM3HAE Lie TakoX 3acO00M HeMpsMOro MOBJEHHS (He
Tinbku Bepb6anbHOro), 3BepHyBLIMCH Ge3nocepeaHbo Lo I0poamBoro (Lap 3a eTUKETOM
y 4Yac odpiuitHux i ny6niyHMXx 3axofiB MIr CRiNKyBaTUCA TiflbKW i3 PiBHUMK COOiI)
i monpocwuBLM Toro 3a cebe MonuTUcA (Lap Mir TiNbKW HakasyBaTW, afe He NpocuTH). Ane
BiAMOBIAb OTPUMYE AYyXe XOPCTKY: «Henb3a MonuTbes 3a uaps Mpoga... boropoguua
He BenuT!». Bopuc (yxe He fIK Ljap, a AK 3amMy4yeHa [OKOpaMu CYMIiHHS NOAMHA) ine
reTb, LWOKOBaHMI BigmoBoto. A OpoauBui cigae 360Ky i, larogsyy nanoTb, criBae
CMOBHEHWIN CTPALLHUX NPOPOLITB APYrii KYNNeT CBOET MiCEHbKM...

HacuyeHicTb po3rnsiHyTOro Mosifiory pisHMMKM 3MicTamu, pPi3HOCMPSMOBaAHUMM
IHTEHLi MU N HENPAMUMY MOBJIEHHEBUMU aKTaMu 3yMOBJIHOE JpaMaTUYHUI XapakTep
cueHun. Mipy ekcnpecii BUAKOpUCTOBYBaHMX MOBJIEHHEBUX XaHpiB (BepbanbHi i My3udHi
Yy UbOMY pasi MOBHICTIO 30iraloTbCsl) perynoloTb 3acobu My3WYHOI BMPA3HOCTI,
nepeBaXHO J1af0BO-iHTOHALiHI 3acobM y peynMTaTM30BaHMX NapTiax AioBux ocib.
[pamaTtnamy 306paxyBaHi cuTyauii fofae iluie ofHa HackpisHa iges: 3-NoMix ycix
JinoBux ocib TiNbKW 04HOrO NepcoHaxa XBWUKE npobsemMa B6MBCTBA Ta Ti MopasbHUI
6ik. Lle — bopuc. Ljap-ybusLs. Myku cymiiHHA 3a BUMHEHE BOMBCTBO NepecsliaytoTb Moro
Bij camoro noyatky onepu. BiH cTpaxpaae came Tomy, Lo 3a6paB nofcbke XutTa («Hyp,
autaly). Lle cTpaxgaHHs NpocTol MOAMHY, LLLO BUMHUIIA BAXKUM TPiX. IHLWI nepcoHaxi He
MatoTb XOLHUX MOPaJIbHUX 3aCTePEeXeHb LLO0 aKLLenToBaHMX TOr04YacHUM COLiyMOM
dopm i Mipu HacunbeTBa (Big ocniByBaHHS YOMBCTB | MapolepcTB «BO ropoae KasaHu»
[10 3HyLLaHb 3 XpYyLL0Ba i repoisauil cueH amkoro 6yHTy nig Kpomamu). [ins ycix, Kpim
Bopuca, BUMHEHUA HUM 37I0UMH HAWCTPALLHILLMA CaMe TOMY, WO Lie 3/104MH NpoTH
OCBSIYEHOT LIepPKBOLO | HaMBULLOT AN1A HUX — Lapcbkoi — Bnaau, a bopuc nocTtae nepep
HaMu nepefyciM He siK LJapeB6uMBLsI, ane sk 4iToB6uBLA. MapafoKcanbHiCTb BUBELEHNX
obpasziB nonsirae y TOMYy, WO €4UHOK JOAMHOW, fika 36eperna NHOACbKI NOYyTTS
i MOpanbHi NMPUHLUMNK XPUCTUAHCTBA, BUSIBASIETLCA WMOBIPHUIA BOMBLS Hi B YOMY He
BUHHOT AUTUHU. «[103UTHUBHMI» [TiMEH HE MOXe BBaXaTUCS MOBHOLIHHAM MEPCOHaXeM
Liel opamMu: Le CBOEPIAHUNA CUMBOJI-«3aMIHHUK» JiITOMMCHOI PO3MoBifgi, KOMeHTaTop,
«BOr 3 MalUMHW», KW NOB'A3YE NepuneTil CEOXETY, L0 IHAKLWIMM Cnoco6oM He 3Moru
6 noegHaTucs B nibpeTo.

besymMoBHO, edeKTUBHICTb (OYHKLOHYBaHHS OMMUCaHUX PIBHIB  KOMYHiKaLi,
HacuyeHux 6IMCKYYMM MOLENOBaHHAM CUTYaLLili pealbHOro MOBJIEHHS! 3 YUCTIEHHUMMU
HenpsiMMMU MOBJIEHHEBMMM aKTamu, 3abesnevye BUKOPUCTaHHSA LLiNbHOI B3aeMogii
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XaHpiB BepbasibHOro i My3MYHOro MOBJIEHHS. Y NpoLieci i€l B3aeMogii My3uyHi 3acobm
BMPA3HOCTi (30Kpema SfIKHAUTOHLLE OMnpalbOBaHa My3WYHO-MOB/IEHHEBA iHTOHALlisl)
cdopmyloTh Npecynosuuito i CNpPSMOBYKOTbLCS Ha MiAKPEC/IEHHS, YBUPA3HEHHS 4K
NiJCUNEHHS 3MICTIB, TpPaHC/IbOBaHUX XaHpamu BepbasibHOro MOBEHHS.

3i ckasaHoro MoOXHa 3pobWTM BUCHOBOK NpPO Te, WO B Mpoueci B3aemMopgil
XaHpiB My3U4HOro i BepbanbHOro MOBJIEHHSI MY3U4YHO-MOBJIEHHEBI XaHpPU 3aBXAu
€ nignopsakoBaHUMKU. Be3yMOBHO, MOBJEHHEBI XaHpW, AK i TOMIKKM, AyXe TiCHO
MOB'si3aHi 3 peanisiMM MOBJIEHHS, NiTEPATYpy Ta COLOKYIIbTYPHUM KOHTEKCTOM (Mop.,
Hanpuknag: “Topic is less a matter of cultural intertextuality or relation to literature, than
of merely a thesaurus of characteristic figures [...] associated with various feelings and
affections” (Ratner, 1980, p. 9) i “Topics are richly coded style types which carry certain
features linked to affect, class, and social occasion such as church styles, learned
styles, and dance styles. In complex forms these topics mingle, providing a basis for
musical allusion” (Hatten, 1994). LLlo6 nepekoHaTUCS, 0 MY3MYHO-MOBJIEHHEBI XaHpK
B npoteci B3aeMofii 3 Bepb6asbHUMK YacTO BUKOHYIOTb MPOBIgHY POJib, PO3rAsSHHEMO
nepLUly KnacuuyHy pok-6anagy B icTopil My3uku «EniHop Pir6i» (cnoea i Mysuka — cep
Mon MakKapTHi i rpyna «bitna»).

Lia nicHsa 3aiimae 138 nosuuito y cnncky 500 Kpalmx niceHb ycix yaciB i HapogiB
3a Bepcieto yaconucy «PonniHr CtoyH». Y JliBepnyni Ha Ctenni-cTpit 1982 p.
BCTaHOBWSIM NaMm'siTHUK EniHop Pir6i y BUrnsgi caMoTHbOI NIITHbOT XIiHKK, WO CUAUTD
Ha naBouui, a B 6yauHky N2 34 Ha uiv Bynuui Bigkputo «otenb EniHop Piri». Y 6anagi
3 iHTeHcUdiKoBaHOK eKchpecielo nepefaHi BiguyyTTA Aenpecii, CnycTOLIEHOCTI,
HernoTPIGHOCTI CycniNbCTBY caMOTHIX ntogen. OgHMM i3 HaWgieBiwmx 3acobiB, LLO
3abe3neyytoTb 6anafi 0LHO3HAYHMI eMOLLIHWI BMJIMB Ha CJlyXaya, € My314yHa cklafioBa
TBOpPY. Halwwi MMOBipHi OMOHEHTW Mornim 6 3anepeynTy, Wo noesis «EniHop Pirbi» —
ofHa 3 Hankpalumx y gopobky M. MakKapTHi. Lle cnpaBpi Tak. leHianbHOWO € 3Haxigka
3 enirpacpoM-npucniBoM, fe MaWCTEPHO BUKOPUCTAHO PECYPCU CMOHYKaNIbHOro
MOBJIEHHEBOIO XaHpy — 3aK/nKy. MloMy Ha 3MiHy NiciA NepLIoro KynneTy NpUXoanThb
«Opyrui» MpucniB-3anuTaHHA. [licna gpyroro KynneTy BOHM 06'€HYOTbCA B OOHY
3anuTanbHO-3aKJIMYHY XaHPOBY €AHICTb. BpelwTi BcTynae 3aBepLuanbHUN «Opyruin»
npucniB Nicns TPeTbOro KynneTy, Wo 3aauLiae BCi MOCTaBJeHi 3anMTaHHA BiLKPUTUMMU,
rno6anbHUMM i... N036aBNEHUMU BigNoBiAi. 3ac060M po3LUMPEHHS CTPUOKIB Y YeproBmx
dpaszax MenoanM3oBaHOro 3anuTaHHs Y napTii conicta — e' — e i e' — g? Banckyye
Malxe BidyaslbHO 3iMITOBaHO HapoCTaslbHy BCEOXOMHICTb i CAMOro CoLjianbHOro ABMLLA,
i BigUyTTA po3navy n 6e3Buxofqi. Yce Le BKasye Ha 6e3yMOBHO BAasie KOMMOHYBaHHS
TEeKCTOBMX BJIOKIB i ApaMaTypriyHy AanekornagHicTb aBTopa BepbasibHOro TeKCTY:

1.

Ah look at all the lonely people!
MpupuBucsa po BCix camMoTHix nopen!
Ah look at all the lonely people!
MpuauBmKcsa o BCix caMoTHix noaei!
2

All the lonely people, where do they all come from?
Yci caMoTHi nogu, 3BigKu BoHU B3anuca?

All the lonely people, where do they all belong?

Yci caMoTHi niogu, siK im 6yTn?
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2.41.
All the lonely people, where do they all come from? [...]
Ah look at all the lonely people! [i,

2.

All the lonely people, where do they all come from?...
Yci caMoTHi nogu, 3BigKu BOHU B3anuca?

All the lonely people, where do they all belong?

Yci caMoTHi ntogu, SiK im 6yTn?

Mix npucriBaMu B KynjieTax po3ropTaeTbCs CyMHa PO3MoBifb MPO [OM0 ABOX
TUMNOBUX caMOTHIX ntogen — EniHop Pir6i Ta otua MakKeHsi, fnoni sikux yocobntooTb
Joni gecaTkiB i coTeHb TUCAY TM NofdibHMX. EkcnpecuBHa i XUTTeBa Noesisi CTAaHOBUTb
[OCKOHany XyOOXHI UificHicTb. |, 6e3yMOBHO, BUKOPUCTAHI MY3UYHO-MOBJIEHHEBI
XaHpu UiNKOBMTO BIiAMNOBIgalOTh XaHpaM BepbanbHOrO MOBJEHHS, AYOMHOTL iX
i 3/IMBAlOTLCS i3 HUMM Y LiNIbHI XaHpoBi TUNKW. MoxHa HaBiTb MogyMaTy, Wo aBTop
Bep6anbHoro TekcTy i conicT Mon MakKapTHi AOBro wykaB My3W4Hi BiAnoOBigHUKN [0
LbOro CI0BECHOIO KOMMOHeHTa Ganaau. Ane napafokc Monsirae B TOMY, L0 My3uKa
f6anagu Oyna ckomnoHoBaHa HabaraTo paHiwe 3a BepbafbHUI TeKCT, KUK, 3a
cnoBamu camoro MakKapTHi, HapoaXyBaBcs i NPUMNacoBYBaBCS [0 MY3UUYHOI OCHOBU
[OBro M CKJ1IafHO, YacTO 3MIHIOUYNCH Yepes IHTYITUBHO BigyyTHY Moro doHoNoriyHy
He0CKOHANICTb UM i HEBIAMOBIAHICTE My3uLi. | HE BUNAAKOBO HUHI MiNbNOHK Ntofei
y BCbOMY CBITi c/lyxatoTb Lto 6anafy, agekBaTHO ClpuiMatoTh Ti 3MICT, ...HE 3HAKuM
aHrnincokoi MoBu. To6To MysmMyHa cknagoBa i doHauia npocnieaHoro BepbanbHOroO
TEKCTY, @ TaKOX OJHO3HAUHE PO3YMIiHHS iINNIOKYTUBHOT CUNM BUMKOPUCTaHUX B Banagi
MOBJIEHHEBUX  XaHpPiB, [OOMOBHEHI MiHIMaNbHUMKU  iHDEPEHUINHMK  XO4aMMU,
BUSIBNIAOTLCS abBCONOTHO AOCTATHIMU A7 MOBHOLIHHOMO CPUAMaHHS TBOPY.

BucHoBKu

Ha Hawy OymKy, BUKnafieHe YMOTMBOBYE BWCHOBOK MPO MOCTiliHy B3aeMOLit0
MOBJIEHHEBMX | TBOPYUX XaHPIB Y MY3MYHO-CEMIOTUYHOMY MPOLIEC.

BusiBneHHs 0COBNMBOCTEN MOBHUX XaHPIB € Pi3HUM Yy TBOpPAxX CYTO iHCTPYyMeH-
TanbHUX, | TBOpax, WO MawTb BepbanbHUIA cKNagHUK TekcTy. KpiM Toro, xaHpu
Bep6anbHOro i My3MyHOro MOBJIEHHS MOCTINHO IHTErpyOTbCS, B3aEMOLi0Tb, 0COBMBO
3BaXKalouM Ha MOBHWIM XapakTep NpoLeciB KOTHiLil Ta ChifIbHICTb iNNIOKYTUBHOMO
KOMMOHEHTY, WO peani3yeTbCA B XOAi MOBJIEHHEBOrO akTy B MY3WYHO-C/IOBECHUX
TeKcTax. AHanITUYHI po3rnsaM Takux apTedakTiB MOBUHHI CMpaTUCS HA METOAUKM
aHanisy moBrnieHHeBux akTiB OcTiHa-Cepns, 060B'A3KOBO BU3HAYaTU Ta BpaxoByBaTu
Mpecynosuuito 1 iNNoKYyTUBHUIA KOMIMOHEHT MOBJIEHHEBOIO XaHpy.

Jlokanisauiss 3HayeHb Yy My3WMYHOMY MOBJIEHHI 3 3anyyeHHsM BepbanbHo-
TEKCTOBOIO KOMMOHEHTA 3aBXAW CMPUUMHSIE MOPOLKEHHS [NOAATKOBUX CMUCHIB, ANis
yoro, 3a3BuYali, BUAKOPUCTOBYHOTLCS HEMPSIMi MOBJIEHHEBI aKTH, sIKi MOXHa NPaBUIbHO
ileHTUdiKyBaTK NULIE PO3INAHYBLWIM crneundiky My3u4HOI CKNagoBoi (CTUMICTUKY,
XecTypy, TPOMNM, TOMIKKU, My3eMU Ta iH.) i cniBcTaBuBLN Ti 3 Bep6anbHUMU CKagHUKaMK
MOBJIEHHSI Ta CreLndiKo BUKOPUCTaHMX TBOPYMX XaHPIB.
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Abstract

The purpose of the article is devoted to consideration of the problem of interaction verbal
and musical speech genres in musical works and determination of optimal methodological
approaches and techniques for analyzing such interaction. In the context of this problem the
holistic methodology of studying and illumination is for the first time proposed the issue of the
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specific speech acts in the music speaking, direct and indirect speech acts, taxonomy of musical
speech genres and exercise of semiotic and discoursive analysis of music and musical narratives.
All research positions are illustrated by the analysis of musical works by M. Mussorgsky and Sir
Paul McCartney. Conclusions. The same nature of speech genres in verbal and music speaking
has been proved, their taxonomy has been proposed and set out, methods of interaction have been
revealed and research methods have been proposed.

Keywords: speech genre; musical speech genre; verbal speech genre; illocution; illocutionary
component; illocutionary point; perlocutionary; speech act; presupposition; discourse implicatures;
genre group; genre type
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AHHOTayusa
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Abstract

The purpose of the article is to analyze one of the seven piano concertos of the great Polish
composer of modern times, Andrzej Nikodemovich (1925-2017), in the context of the late style,
means of expressiveness and form. In this genre, the composer uses highly dissonant 12-tone sound
material and complex rhythmic divisions, complementing the rhythms, thereby creating a dense
sound structure.

Ultimately, they contain a recognizable stylistic idiom, the essence of which is lyricism and
expression. It is the result of a permanent variability and diversity and the application of development
at the microform stage.

Piano Concerto No. 6 is slightly different from earlier works of this composer. Comparing all
seven piano concertos, the No. 6 has one distinctive feature: it contains elements of polyphony
technique. Andrzej Nikodemovich often used the aforementioned technique, in religious cantata.
This is an appeal to traditional baroque music. The methodological basis of this article is the use of
a systematic analytical approach with the allocation of musical, historical and textual approaches,
which allows one to distinguish the leading features of late style in the works of the composer. The
scientific novelty of this article is the awareness of the symptomatic and stylistic transformation
of the late style in the works of the composer as an important contributing to his work, the work
is first scientifically examined from an eponymous position. Conclusions. The composer skillfully
combines the technique of polyphony with lyrical and expressive musical material that dominates
the work. Accordingly, this is a symptomatic change within the framework of the late style of the
composer's works.

Keywords: Andrzej Nikodemowicz; Polish piano concerto; Polish music of the XXI-st century;
contemporary music

Introduction
The piano works by Andrzej Nikodemowicz (1925-2017) are undoubtedly a fascinating

part of the composer's oeuvre. The very fact that the vast majority of more important piano
works, especially the seven concertos, originated in the late period of his artistic creation
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(1994-2007) begs the following questions: what was the reason why the composer reached
for them so late? Although he was a pianist, why didn't he compose such a vast number of
concertos earlier? One explanation might be that his artistic creation in his hometown, the
beloved Lviv, was considerably limited due to the operation of the communist regime until
1980 and with time it became almost impossible. The experience of iniquity inflicted by the
communist authorities? had influence on the creation of numerous religious pieces showing
the sinfulness and the moral decay of Man, praying for forgiveness. Faith in higher moral
values became the driving force unleashing the creative impulse. The composer reminisces
about those times in his article Moje Iwowskie lata [My Lviv years], in which he states:

Among other things | wrote, in utter consternation, a lot of sacral music, which | could
not reveal. | wrote it, however, out of inner need. Only after | came back to Poland, the works
could see the light of day [transl. mine] (Nikodemowicz, 2004, p. 195).

Analysis of recent researches and publications

The articleuses the materials of publication of modern authors (Drahan M.,
Ormeny J., Tomaszewski M.), also Nikodemovich A. and analyzes the program of the festivals.

What can be inferred from the statements made by the renowned Ukrainian pianist
Myroslaw Drahan is that all concertos were written for the excellent interpreter of
Nikodemowicz's works, the pianist of Hungarian origin living permanently in Lviv, Jozsef
Ormeny. He was a well the first performer of Piano Concerto No. 1 (1994), for whom
Nikodemowicz altered Violin Concerto (1973), opening a series of later piano concertos
and the majority of the composer's works composed for this instrument. Drahan mentioned
also another matter concerning the artistic inspiration of the composer. The successful
performance of the works by Nikodemowicz at festivals have always widely resounded
among those who respected the composer's talent, which, in turn, led to renewed upsurges
of creative energy. The very performers inspired the composer to write more works for
them. An example might be the piano concertos written for Jozsef Ormeny [transl. mine]
(Drahan, 2018, p. 72).

Jozsef Ormeny, in turn, stated once that when he performed the first work by
Nikodemowicz, 4 medytacje [Four meditations] for the piano (1986), it led to a pleasant
reaction on the composer's part: a surprise was how the pianist can read his work. As
Ormeny reminisces, the concerto was a beginning of a creative friendship. Until 2017
Ormeny was the main interpreter of the first five piano concertos by Nikodemowicz, which
makes him the top performer of works within this genre®. Another reason for the creation
of other piano concertos was the composer's dissatisfaction with the final sound of his

' The year 1980 was special for the composer since at that time, being unable to cope with the harassment
of the communist regime, with his family, he moved to Lublin which became his new home and a source of
artistic inspiration.

2 In 1973 Andrzej Nikodemowicz lost his job in the Lviv conservatory; all recordings of his works were
deleted from the Lviv radio files. In the years 1950-1980 his works were prohibited from being published
(Nidecka, 2010, p. 102)

3 Apart from Ormeny, Nikodemowicz's piano concertos were also performed by Joanna Domanska -
Piano Concerto No.4 at the 5th International Festival “Andrzej Nikodemowicz — time and sound” (2016),
and the Hungarian pianist, Zoltan Fiizesséry - Piano_Concerto No. 7 at the second edition of the Festival
“Andrzej Nikodemowicz — time and sound"” (2013); (Ormeny, 2018, p. 101-102; Festival programs “Andrzej
Nikodemowicz - time and sound” 2012-2017).
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works. It has to be mentioned that he was an incredibly strict evaluator of his own work,
which resulted in continuous pursuit of the one and only original sound.

The purpose of the article

Taking into consideration the fact that piano concertos by Andrzej Nikodemowicz
were created relatively recently* and until now (2019) they have not yet been published,
they were not the subject of scientific research except for a few authors' contributions®.
The present article is therefore the first attempt at scientific elaboration of the eponymous
work.

Presentation of the main material

Piano Concerto No. 6 in the context of late style

Piano Concerto No. 6 by Andrzej Nikodemowicz is the penultimate concerto from
all seven works, written by the composer for this instrument. This piece was written in
2007, during the happy years when the composer's career was somehow sanctioned
within the Polish musical milieu, although the presence of his works on musical stages,
except for Lublin, was not satisfactory. Still, Andrzej Nikodemowicz, when he was writing
this work, had already been a recognized, award-winning author, and to some extent,
fulfilled. His major awards received in 2007 include: the award from the President of
Lublin (1999), The Polish Composers' Association (2000), the award from the Minister
of Culture and National Heritage (2000), The Musical Award of the City Lublin (2002),
a medal and a diploma “Pro Ecclesia et Pontifice" from the pope John Paul the Second
(2003), a distinction of the Ukrainian cultural magazine "Ji" for intellectual courage
(2005). Moreover in 2005 the composer obtained the title of Professor honoris causa
of the Lviv National Musical Academy®. The year 2007 concludes creation of the works
of the genre of piano concerto with the last Piano Concerto No. 7.

Mieczystaw Tomaszewski characterizes “late style" (“last style") as a perceptible
distinctiveness from the earlier works, from the individual style which preceded. He
continues by highlighting the importance of intent listening of the work: full and absolute,
without any a priori presumptions until one almost “revels in sound” (Tomaszewski,
2003, p. 9, 49-50). Considering the piano concertos by Andrzej Nikodemowicz, the
following questions could be asked: is it possible to feel the presence of late style in
the composer's works? If so, what are the symptoms? In case of piano concertos by

4 Six out of seven piano concertos, except for the first one, were composed in the years 2002-2007.

5 These include the articles: T. Jasinski, “lll Koncert fortepianowy" Andrzej Nikodemowicza. Muzyka
piekna, [in:] "Annales Universitatis Mariae Curie-Sktodowska", Lublin — Polonia, 2007 vol. V. Sectio L Artes;
and E. Nidecka, | Koncert fortepianowy Andrzeja Nikodemowicza — ukryte pragnienie wolnosci, “Notes
Muzyczny" 2018 No. 1 (9), Il Koncert fortepianowy Andrzeja Nikodemowicza — poszukiwanie oryginalnego
brzmienia, "Prace Naukowe Akademii im. Jana Diugosza w Czestochowie. Edukacja Muzyczna" XII
(subsequent articles by the author on the subject of Nikodemowicz's piano concertos, i.e. concerto no. 4
and 5, have already been submitted for publication).

® The received awards | mention in Muzyka sakralna w twérczosci.., p. 103. Major awards received by
Andrzej Nikodemowicz include: the honorary membership in the Polish Composers' Association (2015);
see the valediction of the president of ZKP, Mieczystaw Kominek Czas i dZzwiek. Spotkania z Andrzejem
Nikodemowiczem, p.179.
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Andrzej Nikodemowicz, the category of late style includes the most of works in
this genre since except for Piano concerto No. 7 (1994), as mentioned above, all the
remaining concertos originated in 2000, so when the composer was over 70. As
a consequence, the only early Piano concerto No. 1 is said to be an adaptation of
Violin Concerto No. 1 from 1973. The most important pillars of the composer's works,
distinctly visible against the background of his oeuvre, are as follows: melodic-rhythmic
complications, permanent changeability, invariance of musical material, preference of
traditional form (this last element slightly evolved in the late works by Nikodemowicz),
which results in melodic-rhythmic dispersion, changeability and harmonic complications,
lack of thematic perspicuity, focus on the color factor, and in case of the piano
concerto genre — the application of color of motion in the piano section. However,
it should be mentioned the approach used in the last years of his creative activity.

In order to notice clearly the differences in style, it is enough to compare Piano
concerto No. 6 with Concertino on the themes of Sonatina in C-major by M. Clementi
for the piano and 8 woodwinds (1967). The two pieces are separated by 40 years.
Concertino on the themes of Sonatina in C-major is a special work as it represents
a relatively rare stylistic current in Nikodemowicz, defined as a parodical variety of
neo-classicism. Nikodemowicz's aesthetic basis was influenced at some point by the
works of K. Szymanowskyi, A. Skriabin, and partly also by B. Bartok and I. Strawinski.
As early as during his stay in Lviv, so in the years of the Soviet sociopolitical policy,
the composer, as a lecturer at the Lviv conservatory, led a student group which from
time to time performed various musical pieces. In 1968 this band performed The
Soldier’s Tale (a piece by Igor Strawinski, a composer not performed in Lviv at that
time), directed by Stefania Pawtyszyn (Andrzej Nikodemowicz was in charge of
the musical aspects of the performance) (Nidecka, 2010, p. 101). For ideological
reasons, the works by Strawinski were deemed to be unimportant and not worthy
of any attention. The staging of this work was an act of courage, which might result
in falling in disfavor with the authorities, for which Nikodemowicz was a perennial
problem due to his religious involvement and uncompromising views. A consequence
of this attitude was Nikodemowicz's dismissal and his decision to leave Lviv and move
permanently to Poland (to Lublin; see footnote no. 2). Undoubtedly, the composer
knew Strawinski's work and could have acquired some of the elements of its musical
language, which can be seen in Concertino on the themes of Sonatina in C-major by
M. Clementi.

In Concertino it is possible to notice a highly advanced transformation of the four-
bar fragment of the theme of Allegro from the first part of Sonatina in C-major op. 36
No. 1, which retains in short spaces the main key (C major), but with the modification
of the scale in which the fourth step was raised, exposing the Lydian fourth. The
elements acquired from Strawinski inscribed into the parodistical variety of neo-
classicism include atomization or de-idiomatisation of musical language consisting
in its disruption into microelements taken out of the context and the deformation of
these microelements by harmonic and instrumental procedures (Piotrowska, 1982,
p. 5, 61-64). An example of the said microelement is the fragment of the theme of
the above sonatina by M. Clementi. As a result, in Concertino to the foreground come
multifarious sound-texture contexts with a substantial dose of wit and irony. Here it
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is not possible to find a high degree of sound sophistication, rich shading of sound
within a uniform sound range, e.g. color of motion in the piano section, found in piano
concertos, so characteristic of the late style of Andrzej Nikodemowicz. This example
clearly shows the transformation of the composer's style, in which Nikodemowicz
drifted from neoclassical elements to lyrical and expressive qualities, by operating
within different shades of mood, which came to be the main stylistic feature and, to
a lesser extent, energetic qualities, drawn from a new type of energetics — thanks to
B. Bartok and I. Strawinski.

The internal structure of the work

Analyzing Piano concerto No. 6 by Nikodemowicz, it is possible to discern certain
symptomatic changes in style, which can be seen not only in relation to works written
much earlier, but also taking into account earlier piano concertos, which, as mentioned
above, originated in the late period of the composer's activity. This concerto contains
fewer contrasts in the projection of musical material, resulting in the change in
character. First of all, Nikodemowicz resigned from static fragments, suspension of
musical time, so distinctive in previous works within this genre. Apart from several
exceptions, he also resigned from heavily energetic elements exposing vigorous
rhythmicity that could be traced back to Barték. Ultimately, Piano concerto No. 6 is
a more uniform work with regard to musical material, which is obviously connected
to its lower diversity and contrastivity. Simultaneously, processual development and
smoothness of musical material is still applied, which consists in the lack of sudden
agogic and dynamic changes or alterations of motives and musical expression. It
can be stated that the utilized material is more uniformised as compared to Piano
Concerto No. 1 (Nidecka, 2018, p. 130, 135, 147). In the discussed work the emotions
are slightly toned down, so the style concitato is discontinued although it occurred
in almost all piano concertos.

In the scope of the musical material, it is possible to discern two main types: the
counterpoint type shaped based on polyphonic technique and the lyrical-expressive
type. Taking into consideration all piano concertos, the latter type, consisting in
the dispersed projection of sounds of different agogic values, utilizing e.g. color of
motion, is dominant and decides about the essence of the style in Nikodemowicz's
piano concertos.

Polyphonic fragments in the musical material with elements of imitation make
Piano concerto No. 6 distinct from other works within this genre. Andrzej Nikodemowicz
frequently uses the polyphonic technique, especially in religious works. For example,
the canonic technique was applied in the work dedicated to the Pope John Paul the
Second Antyfona do Najswietszej Maryi Panny [Antiphony for the Blessed Virgin]
(1982) in the choir section.

Imitative fragments of Piano concerto No. 6 first appeared in woodwinds, starting
from the 50th bar. The initial motive of the oboe section plays the role of the main
theme:

A relevant characteristic of the theme is its construction. Namely, at the beginning
of the theme there is a distinctive major septimal interval, the favorite interval frequently
utilized by the composer as a structural element of themes, motives and various
musical sequences. The main theme undergoes imitation through subsequent
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Example 1. A. Nikodemowicz, Piano Concerto No. 6, imitation of the main theme
in the woodwinds, bars 50-60
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instruments or instrumental groups. The repetitiveness of imitation introduces certain
modifications of elements of the theme which most often include the first two bars, in
different instrumental groups, e.g. the strings (from bar 67) and French horns (from
bar 103). Taking into consideration all the piano concertos by the author, it is one of
few examples of such a visible application of the imitation technique, which became
a new structural element. Its utilization is undoubtedly a marked turn towards the
tradition of baroque. Moreover, the composer aptly combines polyphonic technique
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with the already introduced lyrical-expressive material (example in the fragment
from bar 73).

Counterpoint elements separate the projection of the second type of musical
material of lyrical-expressive character. The last type is characterized by diversity and
rhythmic complication and sound dispersion, which constitute, as we have repeatedly
underlined, the essence of Andrzej Nikodemowicz's style. As with the previous piano
concertos, the wealth of colorful musical material is obtained by the composer as a result
of overlapping many musical elements such as: rhythmic complication, in particular
overlapping of double and triple meter and continuous changeability and substantial
dispersion of the pitch of sound through numerous figurations in the piano section.
The examples below show both the diversity and variantabilty of the musical material
of the lyrical-expressive type:

Example 2. A. Nikodemowicz, Piano Concerto No. 6, a variety of projection of lyrical-
expressive material in the piano section

a) bars 95-96
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b) bars 111-112, solo piano
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A solo instrument to a large extent shapes the sound aspects of a work. The
perceptible texture-rhythm diversity and the simultaneous smooth changeability
connected with dispersion of the pitch of sounds create colorful sequences, through
the utilization of e.g. the colour of motion with virtuoso characteristics. The orchestra
usually creates a subtle, pastel background, especially thanks to the strings, possibly
doubling reoccurring melodic sequences in the solo instrument section or develops
the musical thought introduced earlier.

Taking into consideration the fact that the projection of the musical material has
changeable shape, undergoes continuous fluctuation and repeats themes and motives
of different types in an invariant form, the shape of the concerto does not contain
a clear division into visibly separated parts. It is occasioned by the lack of unequivocally
determined tempo and character, delineating, for instance, a uniform part which is fast
or slow as is the case with a classical concerto. Nevetrtheless, it is possible to discern
a certain outline of three-partedness which originated as a result of introduced texture
differentiation.

Fig 1. The formal flow of Piano Concerto No. 6 by Andrzej Nikodemowicz

part [ part Il part IIT
bars 1-48 bars 49-103 bars 104-192
lyrical- with elements of lyrical-
expressive expressive
polyphonic
technique

Although the texture freely shaped creates a changeable whole, some boundary
lines are introduced by the counterpoint technique which is the vehicle of the main
theme and, as mentioned above, constitutes a distinctive element with regard
to the lyrical-expressive material. It has to be mentioned that in the second part
the counterpoint texture is intertwined with lyrical-expressive material. Material
of episodic character appears also in the second part, leading to one of two the
largest culminations in the work, in the bars 95-100. The culmination consists in
dramatic dialogues between the piano and the whole performance ‘apparatus’. In
other fragments the texture of this part sometimes evolves towards more static
chorale blocks in the strings and winds. Here the expression is shaped on the basis
of resounding blocks of long rhythmic values. The second big culmination occurs
in the final chords at the end of the concerto. The composer introduces also a few
minor culminations, which processually shape the musical narrative full of various
shades of sound.

Changes in texture substantially influence the increased significance of
instrumental groups of the orchestra, especially of the winds and, to a lesser extent,
the strings as there are many dialogues between the piano and the above mentioned
groups which take control of the musical thought, continue it or mutually develop.

Despite the material fluctuations, the essential feature of the discussed work is
texture motive coherence resulting from the repeatability of themes and subsidiary
thoughts. Apart from numerous repetitions of the main theme occurring in the
polyphonic texture, another example having an impact on the coherence of the work
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is the multiple introduction of a two-bar subsidiary theme, the first part of which is
developed in simultaneous thirds (the so called third theme)’.

Example 3. A. Nikodemowicz, Piano Concerto No. 6, bars 45-46, the subsidiary
theme of the third

(44) S
. - -!'s'" EE— Y
13 = 2 = = __—L‘—Esﬁgl‘ bt

For the first time the initial part of the subsidiary theme appears in bar 41 in the piano
section and in cellos and double bass, while it is fully introduced in bars 45-46 in the
flute section, piano and strings (example 3). Its characteristic feature is the chromatic,
undulating shifts. Another, slightly modified version of the subsidiary theme occurs
subsequently in bars 173-174, in the performance apparatus extended with French

" The second part of the third theme consists of rising fourths which undergo modification in subsequent
repetitions.
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horns. As a result, the coherence of the work is influenced by the continuous endeavor
to create new variants of themes and motives and processing their structural elements.

To sum up the above analytical comments, the most relevant stylistic features, which
can be discerned in the concerto are as follows:

1. rhythmic complication (in particular, overlapping double and triple meters)

2. full atonalism with the application of the chromatic factor

3. dissonance harmonics

4. texture-motive coherence

5. highlighting the color qualities and timbre nuances (shading of timbres)

6. disposing of expression contrasts

7. dynamic-agogic and expressive changeability applied based on the principle of
processual smoothness
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8. permanent development at the stage of microform

9. building the texture based on two types of shaping of the musical material

« lyrical-expressive one, which is changeable with regard to the dynamic-agogic, colour
and timbre aspect (through frequent register change, especially in a solo instrument)
and character

« counterpoint with elements of polyphonic technique — as a new element of structure
compared to the previously composed piano concertos.

On the one hand, the implementation of the composer's concept of the piece shows
the utilization of the timbre possibilities within the already shaped style, on the other,
a certain return to tradition. The application of elements of the polyphonic technique is
a rare feature in the history of the piano concerto genre in case of Polish composers of
the second half of the 20th century and 21st century. In Andrzej Nikodemowicz's music it
was more often utilized in religious works: it appeared in piano concertos for the first time.

Conclusions

A few remarks about the reception of piano concertos by Andrzej Nikodemowicz

Piano concertos by Andrzej Nikodemowicz have not been performed by many pianists
as they pose a serious technical challenge for the interpreter and they have not been
published in the form of musical notation. As mentioned above, the piano works were
performed by the Hungarian pianist living permanently in Lviv, Jozsef Ormeny, who until
2017 interpreted the first five concertos and Joanna Domanska, who performed for the
first time Piano Concerto No. 6 at the fifth edition of the Festival "Andrzej Nikodemowicz —
time and sound"” on the 25th of September 2016 in Lublin. The last Piano Concerto No. 7
was performed by another Hungarian pianist of the young generation, Zoltan Fiizesséry
at the second edition of the above festival on the 22nd of September 2013. It is possible
to observe the high popularity of Nikodemowicz's works among Hungarian and Ukrainian
artists who attempt to perform these difficult works both in the past and the present. In
recent years Polish pianists have also become more and more interested in the piano
works by Andrzej Nikodemowicz, which can be seen in the festival programs®. The yearly
editions of the festival (in Lublin since 2012) have become the most important cyclical
event in Poland which promotes Andrzej Nikodemowicz's oeuvre. Both piano concertos
and other works by the composer are the main item in the program of the festival's every
edition. The works by Nikodemowicz are also performed at other concerts and festivals
in Poland and abroad, e.g. at the International Festival of Contemporary Music in Lviv,
where the composer has made his mark in the musical circles.

Andrzej Nikodemowicz's music has undoubtedly found recognition as a part of the
contemporary Polish music. | will conclude with a quote from the composer's daughter,
Matgorzata Nikodemowicz, who characterizes it in a concise and adequate way:

His music surely cannot be described as easy to accept. But | get the impression that —
as it often happens — it precedes at least one generation [transl. mine] (Nikodemowicz,
2018, p. 20).

8 Ukrainian pianists who have Nikodemowicz's works in their repertoire include Myroslaw Drahan, Oksana
Rapita: Polish ones — apart from Joanna Domanska — Michat Drewnowski, Marek Szlezer, Zbigniew Raubo,
Piotr Banasik. Work by this composer are also in the repertoire of Asian pianists e.g. Mei Yi Foo from
Malaysia (Festival Programs “Andrzej Nikodemowicz — time and sound” 2012-2018).
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It might be concluded that Andrzej Nikodemowicz's music requires aesthetic,
intellectual and cultural maturity.
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KOHLLEPT ON1S1 ®OPTEMIAHO N2 6 AHO)KESl HIKOAEMOBUYA -
CUMMTOMATMYHA 3MIHA CTUJIO LLOA0 CTUIIO MI3HLOIO
MEPIOAY?
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AHoTauyis

Mertolo cTaTTi € aHani3 ogHoro 3 ceMu cpopTeniaHHUX KOHLEPTIB BUAATHOMO NOJIbCbKOro
KOMMo3suTopa cydyacHocTi AHpxesa HikogemoBuya (1925-2017), B KOHTEKCTI Ni3HbOr0 CTUJIHO,
3 nornsigy 3acobiB BUpa3HOCTI Ta popMU. Y LIbOMY XaHPi KOMMO3UTOP BUKOPUCTOBYE CUITBHO
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OUCOHYIOUMI 12-TOHaNbHUIA 3BYKOBUI MaTepian i CKNagHi pUTMiYHi NO4inM, KOMMNeMeHTapHi
pUTMM, CTBOPHOKOYM TUM CaMUM LLiNIbHY 3BYKOBY CTPYKTYpY. B KiHLEBOMY MifCyMKy, BOHM
MICTATb BMi3HaBaHy CTUAICTUYHY ifioMy, cyTb sIKOT — Nipu3M i ekcnipecis. Lle peaynbtaT
NOCTINHOT MIHAMBOCTI | PI3HOMaHITHOCTI 3aCTOCYBaHHSI PO3POOKU Ha piBHI MikpodhopM.

dopTeniaHHUA KoHUepT N2 6 gewo BigMiHHMIA Big Gifbll paHHiX pobiT KoMnoauTopa.
MopiBHIOKOUM BCI CiM chopTeniaHHMX KOHLLePTiB, CaMe LWOCTUIA Ma€ 04 HY BifMiTHY 0cO6nMBICTb:
Lie eNleMeHTU TeXHIKM MonichoHiT. 3rafaHy TexHiky AHaeln HikojeMoBUY YacTo BUKOPUCTOBYBAB
y penirivHnx kaHTaTax. Lle 3BepHeHHs [0 TpaguuinHoi 6apokoBol My3nku. MeToaonoriyHoo
OCHOBOIO [aHOT CTaTTi € 3aCTOCYBaHHA CUCTEMHOrO aHaniTUYHOro Migxomdy 3 BUAIEHHAM
MY3MKO3HABYOro, iCTOPUYHOro Ta TEKCTOJNOrYHOro Migxofis, O [03BOJIIE BUMOKPEMUTU
NpOBIAHI pUCU Mi3HBOrO CTUIO Yy TBOpPax KOMMo3uTopa. HaykoBolo HOBM3HOIO [AHOI CTaTTI
€ YCBiJOM/EHHS CUMNTOMATUYHOT 3MIHU CTUIIIO Ni3HLOIO Nnepiofdy y TBOpax KoMNosuTopa sk
BaXNMBOT CKNaA0BOI OO TBOPYOCTI, KOHLEPT BNepLUE HAYKOBO PO3r/SAAETLCS 3 ENOHIMIYHOT
no3suLil. BACHOBKM. TexHiKy NnonidoHiT KOMMO3UTOP BMISIO MOERHYE 3 NiPUYHO-EKCNPECUBHUM
MY3UYHUM MaTepiasioM, K1 LLOMiHye Y TBOpi. BignoBigHo, Lie € NoKa3oBO 3MiHOK B paMKax
Ni3HbOro CTU/I0 KOMNO3UTOpA.

Knioyosi cnoBa: AHpxel HikogeMoBuWY; NonbCbkuin dhopTeniaHHWM KOHLEPT; noJsibcbka
My3uka XXI cToniTTa; cydacHa Mysuka

KOHUEPT A1 ®OPTEMUAHO N¢ 6 AHOXXEA HUKOAEMOBUYA -
CUMNTOMATUYECKUE USMEHEHUA CTUNIA OTHOCUTEJIbHO
CTUNA NO3AHENro NEPNOAA?

9Ba Hugeuka

KaHAuAaT uckycctTroBefeHus, foueHT; ORCID: 0000-0003-1788-3201; e-mail: enidecka@gmail.com
XewwyBckuii yHuBepeuTeT, XKelwuys, [osibLua

AHHOTayunsa

Lenbio cTaTbu sBNSieTCA aHanu3 OOHOrO U3 ceMu popTenuaHHbIX KOHLEepToB
BblalOLErocss MoJIbCKOr0 KOMMO3MTOpa COBpeMeHHOCTM AHgxea HukopgemoBuya
(1925-2017), B KOHTEKCTe MO3QHEro CTUJISA, C TOYKM 3PeHUs CPeACTB BblpasuTeNbHOCTH
1 chopMbl. B 3TOM XaHpe KOMMNO3UTOP UCNOMb3YET CUIIbHO AUCCOHUPYHOLWMIA 12-TOHaNbHbIN
3BYKOBOW MaTepuan WU CIOXHble PUTMUYECKUE pasfefieHns, KOMMieMeHTapHble PUTMbI,
cosfgaBasi TeM CaMbIM MJIOTHYIO 3BYKOBYIO CTPYKTYpy. B KOHeYHOM cueTe, oHM comepxar
y3HaBaeMyr CTUIMCTMYECKYIO WAMOMY, CYyTb KOTOPOM — SMPU3M U BblpaxeHue. 37O
pe3ynbTaT NOCTOAHHON U3MEHYMBOCTU M pa3HOObpa3uns NpUMeHeHUs pa3paboTKu Ha YpOBHe
MUKPOHOpM.

KoHuepT ona doptenmaHo N2 6 HeMHOro OT/MYaeTCs OT paHHUX MPOU3BELEHUN
KomnosuTopa. CpaBHMBasi Bce ceMb (DOpPTEMNUaHHbIX KOHLEPTOB MOXHO OTMETUTb, YTO
B [AHHOM KOHLlepTe ecTb OfHa OTAMuYUTeSIbHas OCOBEHHOCTb: OH COAEPXWUT 3JIeMEeHTbI
TEXHUKU NONUPOHUM. DTy TeXHUKY Wcnonb3oBan AHAXeNn HukogemMoBUY B CBOUX
pennMrnosHblX KaHTaTax. 9To OTHOCMTCA K Tpaguummn 6apoyHoi My3biku. MeTogonoruyeckom
OCHOBOW [aHHOW CTaTbW ABMASETCA MPUMEHEHWe CUCTEMHOro aHanuTMYeckoro nogxopa
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C BblAeneHneM My3blKOBEOYECKOro, MCTOPUYECKOro, TEeKCTONIOMMYECKOro MnoAxonoB, 4TO
no3BofsieT BblAeNnTb Befylime YepTbl B MO3[HUX Npou3BendeHuax komnoauTtopa. HayyHou
HOBM3HON [aHHOW CTaTbW fABNSETCA OCO3HaHWE CUMMNTOMATMYEeCKOro WU3MeHeHUs CTuis
nosgHero nepuofja B MPOM3BeAEHUsIX KOMMO3UTOpa KakK BaXHOW COCTaBASOLWLEN ero
TBOPYECTBAa, MPOM3BeAeHNe BNepBble HAYYHO pacCMaTpMBaeTCs C AMOHUMUYECKOW NO3ULUMN.
BbiBogbl. TEXHUKY NMONMGOHUM KOMMO3UTOP YMESIO COYETAET C IMPUYECKU-BbIPA3UTENbHbBIM
My3blKaJlbHbIM MaTepuasnoM, KOTOPbI JOMUHUPYeT B npousBefeHnn. COOTBETCTBEHHO,
9TO U ABNAETCA MoKasaTeslbHbIM M3MeHeHVWeM B pamkax Mo3fHero CTWis MpovsBefeHun
KOMMo3uTopa.

KnioyeBbie cnoBa: AHpXeln HMkonemMoBUY; Nosibekuii hopTenuaHHbIi KOHLEPT; NoJibCcKas
My3blka XX| Beka; coBpeMeHHast My3blka

m This is an open access journal and all published articles are licensed under a Creative Commons «Attribution» 4.0
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Abstract

The personality oriented concept of students' musical thinking development in higher
educational institutions of artis analyzed in the article. Planning of educational process with the
regularities of development and the individual self-development creates the favorable conditions
for self-realization of the creative potential of future musicians-performers and for activation
of their musical thinking. The peculiarity of the students' musical thinking development in the
contextofthe personality oriented approach, as animportant factor of the process of professional
training improvement, is revealed. The purpose of the article is to substantiate the personality
oriented concept of harmonious development of students' musical thinking in art higher
educationalinstitutions, the expediency ofimplementationin the process of professional training
of future musicians-performers of a personality oriented methodical system of education. The
basic ways of development of students' musical thinking were defined. They are appliance in
the educational process of the humanistic model of professional training of future musicians-
performers, which provides the personality oriented methods of teaching; researching of the
musical thinking of students from the positions the interconnection of intellectual, emotional
and personal development; the usage of personality oriented situations, in the process of which
the creative musical and cognitive activity of students activates, the introduction of dialogue
as a mean of subject-subjective relations formation in the musical lessons. It is proved that
the effectiveness of the musical thinking development is in the direct correlation dependency
from the personal qualities and characteristics of students' musical thinking development. The
most perspective forms and methods of personality oriented learning in the development of
students’ musical thinking, which motivate to think independently, direct the musical thinking
of students to active productive actions, creative artistic and interpretive activity, and creativity,
are investigated. A complex of methods, which are directed on the activation of musical thinking
in the process of personality oriented education, are applied, namely: solution of thoughtful
musical tasks, personality oriented training, stylistic interpretation, analytical cognition of
a musical composition, instrumental dialogue, improvisation, etc. Scientific novelty consists in
the scientific and methodical development of the personality oriented concept of professional
training of future musicians-performers as a whole structural process, It is directed on the the
musical thinking development of students on a base of a personality oriented approach.
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Conclusions. The expediency of the personality oriented concept of the musical thinking
development of students made it possible to develop a methodical system of phased formation
of musical thinking, which will provide the effective professional training of the future musicians-
performers in the art higher educational institutions.

Keywords: musical thinking; future musicians-performers; personality oriented education;
art higher educational institutions; professional training; methodical system

Introduction

The concept of the system modernization of national higher art education involves
the transition to the humanistic forms of communication and new types of thinking
change of values and guidelines towards self-expression and creative self-realization
of a personality. The issues of independent and critical musical thinking activation as
one of the main factors of the educational process creative character acquire the first
importance in the professional training of students of art higher educational institutions.
Therefore, the personal orientation of the preparation process of future chorus artists
as a necessary factor in activating of musical thinking ensures a high productivity
of the educational activity, in the focus of which is the comprehensive personal and
professional self-determination of the students.

Analysis of recent researches and publications

Apprehension of the personality as a self-conscious responsible person and
a subject of educational interaction requires the search for new teaching technologies,
where the personality oriented approach becomes the most perspective. The scientists
(I. Bekh, Y. Bondarevskaya, A. Korobchenko, O. Pekhota, and others) consider the
personality oriented studying as the introduction of a personality oriented approach
to the educational process practice. The personality oriented approach is an important
psychological and pedagogical principle, as well as a certain methodological instrument
for the organization of educational process, which is based on a set of outgoing
conceptual representations, target instructions, methodical and psycho-diagnostic
means of harmonious development of personality. Its meaning consists in the revealing
of the subject's experience of each student, and then it is agreed with the content and
teaching methodology, considering the identity and the intrinsic value of the each
student's personality.

The activation of musical thinking as one of the central problems of students'
professional training becomes relevant to our research. After all, the practical
preparedness of future chorus artists to the professional activity depends, mostly, on
the level and direction of their musical thinking.

This question is extensively reflected in the pedagogical works of O. Burska,
A. Korzhenevsky, I. Medvedev, N. Mozgaliova, and others. Some scholars distinguish
a role of the personality factor as a necessary component of the musician's
professionalism (0. Prudnikova, G. Sayik, M. Tkach, P. Kharchenko, etc.). The modern
pedagogical researches of 0. Olexiuk, M. Oliinyk, N. Suslova, T. Smirnova determine
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the peculiarity of musical thinking by the active personality expression in educational
activity. Unfortunately, by the theoretical and practical analysis, there are still some
tendencies of the insufficient solution of problems of methodological and theoretical
nature concerning the complete development of musical thinking of future musicians-
performers, the modern ideas creation of personality oriented education in artistic
higher educational institutions. There is a discrepancy between the type of student
thinking that is formed during the learning process, and creative nature of cognitive and
practical musical tasks.

The purpose of the article

The purpose of the article is to substantiate the harmonious development of musical
thinking of students, which can be realized, in our opinion, by organizing a personality
oriented methodical system of education and implementing the personality oriented
technologies, at most individualizing the educational process.

The development and self-development of the students' personality, the creation of
conditions for creative self-realization and self-improvement when communicating with
musical artis a goal of musical learning and education. Therefore, we offer such tasks as:
development of students' needs in communicating with musical art; understanding of the
musical composition as the identification of personal qualities and the author's idea of
the composer and interpreter; development of musical abilities, creative characteristics
of musical thinking, emotional enthusiasm; formation of artistic-analytical skills and
abilities of comprehended creative interpretive performance activity. The listed above is
effectively realized, in our opinion, in a personality oriented education process.

Presentation of the main material

Not long since the necessity of creation of such socio-cultural environment, in
which the personal experience reveals most of all, is substantiated. The personality
oriented education is directed on the personal development of a learner, who according
to |. Yakymanska "is initially the subject of knowledge" but is not becoming it, on “the
formation of criticality, independence, initiative, creativity, manifestation of them in
thinking, behavior” (lakimanskaia, 2000). The training of future specialists in higher art
education institutions is basically oriented on such educational process organization
that exists beyond the student's personality. So, the most important task of musical
pedagogy becomes the development of the musician personality — a future artist,
teacher and educator, his subjective and creative position, a qualitatively new view on the
understanding of his own professional activity (from education to the implementation
of a life-creating and cultural-oriented mission). The personality component as
a system-forming one in a personality oriented education ensures the formation of
self-knowledge, the development of reflexive ability, influences on the mental activity.
Understanding of education is re-thought as a sphere of personality formation, finding
out the personal sense of life by each human (Petrenko, 2018).

The personality oriented concept is based on the activity-personality approach,
within the frames of which the attention of scientists was focused on the identification
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of the very personal mechanisms and individual-typological features of thinking as the
activity. According to the personality oriented approach, a musical thinking also means
the activity, but directed on the providing of the creative self-realization of the future
musician personal functions.

Musical thinking as a process of artistic images recognition in music has a large
importance for the formation of personality, its mental, emotional and other features.
Self-development of the intellect involves the individual orientation of the individual on
the value chatacteristics and the appropriate guideline on the nature, style, direction of
thinking, as well as adjusting of his mental activity. Thus, the issues of mental activity
emotional regulation, the close connection of intellectual emotions with the processes
thatoccuronunconscious and non-verbal levels are researched in the field of psychology
of musical thinking. The education requires the development of sanogeneous thinking
of students, which will enable, according to A.Yu. Hilman, own and self-regulate their
emotions and mood (Hilman, 2014).

The protagonists of the personality oriented approach see the result of learning
not only in the amount of knowledge, acquired in the process of cognitive activity,
but also in the nature of mental activity. If the functions of self-realization, reflection,
subjectivation and sense creation are fully reflected in students’ thinking, this will
indicate the achievement of the personality direction on the process functioning
(Burska, 2003). Musical art as a powerful factor in the formation of personality provides
an opportunity for self-realization, the creative abilities revealing of each student.

The development of personality is implemented with the help of means of learning
and training in the musical traditional education, and the natural development in the
personality oriented education is a process of self-movement, which does not recognize
the violent controls from the outside. The formation of future musicians internal feelings
of freedom, responsibility and self-criticism (as the qualities of personality) are the
main indicator of the formation of a brightly expressed individuality (as the integrity
and originality). The teacher himself becomes the carrier of freedom in this process.
This requires from him the adherence of other points of view and ideologies, a critical
assessment of his own values. Accordingly, it happens when the teacher is coonected
to the student image, which makes it possible to predict the process and result. The
personality orientation for the teacher becomes the only one that ensures the activity
productivity and puts its attention on the self-actualization, self-realization and self-
organization of the student's personality during the educational activity (Korobchenko,
2005).

The professional specification of the future musicians-performers thinking is
formed in the process of creative musical activity, independent search for solutions
of creative tasks, that is, the development and activization of the student's personality
functions take place. The content of personality oriented education is different from
the traditional creative approach to the education program and the inclusion in
the process the personality oriented pedagogical situations, which as indicated by
S. L. Yatsenko demand and actualize the personality functions of students (Yatsenko,
2015). The personality oriented situations need to be created throughout the process
of professional training of the students-musicians. Training of students leads to the
weakening of creative independence of their musical thinking, separates from gaining
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the experience of artistic revelation, which is one of the most interesting manifestations
of personal experience. The training of future musicians takes place at the level of
personal senses, in the sphere of mental discoveries. The presence of the moment of
“artistic revelation”, as the essential quality of musical art, indicates the existence of
personal experience, which a subject of learning actively and independently acquires
(Mozgaliova, 2001).

Complete musical-cognitive activity is connected with the realization of reflexive
possibilities of a person. A reflexive comprehension of musical art provides the creation
of conditions that encourage the students to express their own thoughts, feelings in
the process of active mental activity, to the independent searches for apprehension
(interpretation) of artistic-figurative content of musical compositions in the system of
professional training of musicians-performers. The organizational and methodological
forms of higher education, which predetermine the improvement of the traditions of
reproductive training, methodical methods of the traditional "knowledge" approach
prevent the development of reflexive mechanisms, that is, the ability of a human
intellect to recognize itself, to observe the state of one's soul, and thus, the formation
of the complete system of the students' views on their activity (Rudenko, 2013). The
personality oriented approach, on the contrary, reveals the individuality, develops the
personal functions, in particular, the activatization of the original reserves of self-
construction by the subject of his own "“I" in accordance with the “I" - conception. The
characteristic of a higher degree of the musician self-development is the ability to open
the reflexive world of his own "I", a reflexive attitude toward his activity.

The personal orientation of the pedagogical process in the higher school determines
a dialogue as a kind of mechanism that enables a teacher to implement the process of
equal to partner communication during the music lessons. Since music (as a form of
communication) is created only with the help with a dialogue, and musical development
of the individual is implemented in the dialogue of his consciousness and external
to him consciousnesses; then as the external subjects of dialogue, according to
0. Kuchma, the personalities (the human environment) and consciousnesses, engraved
in the works of musical culture, can be considered (Kuchma, 2012). Therefore, in our
opinion, to investigate the issues of interaction of the teacher's musical thinking, the
students in the educational process and that system, realized in a musical material
(musical thinking of the composer) is necessary in the dialogue paradigm. It should be
stated that a tendency to use the methods of demonstration and verbal influence (the
well-known “blind imitation") still prevails in musical pedagogy, which in the shortest
possible way lead students to develop the professional skills, abilities, to resolve the
certain technical and intonational tasks, but prevent to identify the natural resources,
potential opportunities, musical skills, personal qualities. Creative personality oriented
professional thinking of a teacher as opposed to the authoritarian management of
lecturers, to the purposeful actions (the reduce a creative independence, initiative of
a future specialist), creates the favorable conditions for self-determination of students,
admiration with the creative process, emotional dedication when performing the
musical compositions.

The students of the experimental group in the context of personality oriented
studying became the subjects of their education, set the goal independently, formulated
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the problem, planned an independent work, while simultaneously analyzed, compared,
systematized and generalized. They have gained the principle of openness and
transparency, which allows them to get rid of the negative reaction on criticism and
ambition. The students gradually turned into an active subject of their own development
in the process of education. Such training is concentrated on the development of
a personality who thinks creatively. On the contrary, the students tended to use the
learned schemes, adresses to the samples, to some “recipes”, throughout the research
and experimental work in the control group. The choice of methods was implemented
by the known analogies. The discipular and spontaneous types of musical thinking
were dominated in learning.

The education in the experimental group predicted the multi-level musical tasks
with the ability to select tasks and methods for their performance. The students, when
choosing tasks, had the opportunity to evaluate their musical abilities independently,
identify themselves, test themselves and not be afraid to make the random mistakes.
The capability to self-education, self-control, self-criticism, which is connected with the
formation of a positive "I"-concept of future specialists, was developed in this way. The
students for such style of learning in a creative search acquire the abilities to consider
a problem from different points of view, “in width", are able to generate new ideas, find
original solutions independently and combine the task solutions. A divergent thinking
along with the bright creative personal qualities, musical skills of students are the
indicators of musical thinking as a form of creative activity. The method, developed
by us, is directed on the activation of musical thinking with the means of appropriately
selected musical tasks, development of creative and cognitive independence of students
in the process of artistic and interpretive activity.

We conducted the personality oriented trainings and psycho-trainings in
the conditions of friendly atmosphere, subject-subjective relations, dialogical
communication in the special courses "Methodical bases of musical thinking formation
of students in the vocal and choir activity". A special climate in the group was the reason
for the awareness of the value of his "I", for the development of reflexive abilities, and
also predetermined the acceptance of the values of other students, that is, there was an
exchange of experience between the participants of communication.

The development in the process of personality oriented education of such personal
qualities of students as creative activity, emotional sensitivity to music, initiative,
empathy, artistry, self-criticism,communicativity and creativity assisted the development
of characteristics of their musical thinking (image originality, intellectual and emotional
activity, associativity, metaphorical, categorical flexibility, dialogicity, independence). In
the system of work, the main methods of education became: the solution of intellectual
musical tasks, personality oriented training, stylistic interpretation, analytical cognition
of musical composition, reflexive comprehension of content, instrumental dialogue,
improvisation.

Conclusions

To sum up, we have defined the expedience of a personality oriented concept in the
development of the musical thinking of future musicians-performers, which provides the
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creative collaboration of lecturers and students, the introduction of dialogue as a mean
of formation of subject-subjective relations in the musical classes, activativization of the
independent position of each student and creative self-realization. The substantiation
of the principles of personality oriented education made it possible to develop
a methodical system of the phased formation of musical thinking in the conditions
of a modern humanistic education, which will facilitate the complex development of
its structural components and provide the effective professional training of students
of musical specializations of art higher educational institutions, who would have the
comprehensively developed creative independent and critical musical thinking.
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OCOBUCTICHO OPIEHTOBAHA KOHLEMNLIA PO3BUTKY
MY3UYHOIO MUCNEHHA CTYAEHTIB Y MUCTELLbKUX
BULLUUNX HABYAJIbHUX 3AKJTAQAX
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AHoTauyis

Y cTaTTi npoaHanisaoBaHO 0COBUCTICHO OPIEHTOBAHY KOHLEMLit0 PO3BUTKY MY3MYHOMO
MUCJIEHHS] CTYAEHTIB Y MWUCTeUbKUX BWLLMX HaBYasbHUX 3aknagax. [poekTyBaHHSA
HaBYanbHOro Mnpouecy 3 ypaxyBaHHSIM 3aKOHOMIPHOCTEN PO3BUTKY Ta CaMOPO3BUTKY
0CcoBMCTOCTI CTBOPIOE CNPUATMBI YMOBU 411 cCaMopeanisaLii TBOpYoro noTeHuiany ManbyTHix
MY3UKaHTIB-BUKOHABLIB Ta aKTUBI3aLil IXHbOr0 My3MYHOIO MUCSIEHHS. BuaBneHo cneundiky
PO3BUTKY MY3UYHOrO MUCHIEHHSI CTYAEHTIB Y KOHTEKCTIi 0COBUCTICHO OpieHTOBaHOro Nigxony
AIK BaX/MBOr0 YMHHMKA BLOCKOHANEHHs1 mpouecy daxoBoi nigrotoBku. MeTta cratti —
00r'pyHTYBaHHSI OCOBUCTICHO OPIEHTOBAHOI KOHLLENLT rapMOHIAHOrO PO3BUTKY MY3UYHOrO
MUCJIEHHSI CTYLEHTIB Y MUCTELbKUX BULLMX HAaBYaNbHUX 3akiafax, BU3HAUYeHHs OOLiNbHOCTI
BMpOBafXeHHsy npoLec haxoBoi NiAroTOBKM ManbyTHIX My3UKaHTIB-BMKOHaBL,iB 0COBUCTICHO
OpiEHTOBaHOTMETOANYHOT CUCTEMM HAaBYAHHS. BUBHAUEHO OCHOBHI LLNIAXM PO3BUTKY MY3UYHOIO

MUCIIEHHS CTYLLEHTIB: 3aCTOCYBaHHS y HaBYaslbHOMY MpoLieci FyMaHicTUYHOT Mogeni haxoBoil

NiAroToBKM ManbyTHIX My3MKaHTIB-BMKOHABL,IB, fika nepefdayae 0COBUCTICHO OpPIEHTOBAHI
METOM HaBYaHHS; [OCHIIKEHHSI My3UUYHOTO MUCTIEHHS! CTYAEHTIB 3 NO3uLliii B3aEMO3B'sI3KY
iHTeNeKTyanbHOro, €MOLMHOr0 W OCOOUCTICHOrO PO3BUTKY; BMKOPUCTAHHS OCOOMCTICHO
OpiEHTOBaAHMX CWTYyaliil, Y MpOLECi AKUX aKTMBI3YeTbCH TBOPYA MYy3UYHO-Mi3HaBasbHA
LiSiNbHICTb CTYAEHTIB, BNPOBaLXEHHS fianory sik 3acoby ¢opMyBaHHSl Cy6'eKT-Cy6'eKTHUX
CTOCYHKIB Ha MYy3W4YHUX 3aHATTAX. [oBefeHo, Wwo edeKTUBHICTb PO3BUTKY MY3UYHOIO
MUCIEHHSI NepebyBae B MpsAMIl KOPeNALiNHIA 3aneXHoCTi Bif pO3BUHEHOCTI 0COBUCTICHMX
AKOCTEN | XapaKTEPUCTUK MY3UUHOIO MUCTIEHHS CTYAeHTIB. [locnioXeHO HalinepcrneKTUBHILLi
Y PO3BUTKY MY3UYHOFO MUCJIEHHSI CTYEHTIB (hOpMM I METOM OCOOUCTICHO OPIEHTOBAHOIO
HaBYaHHS, SIKi CMOHYKAlTb CaMOCTIMHO MWUCIIUTH, CMPSIMOBYHOTb MY3WYHE MUCIEHHS

CTYQEHTIB [0 aKTUBHUX MPOAYKTUBHMX [iil, TBOPYOI XY[OXHbO-iHTeprpeTaLiiHoT

LiSNbHOCTI, KPEAaTUBHOCTI. 3aCTOCOBAHO KOMIJIEKC METOAIB AOCNIf)KEHHS, fKi CpPsSMOBaHi
Ha aKTUBi3aLil0 My3MYHOIO MUCIIEHHS B MpoLieci 0COBUCTICHO OPIEHTOBAHOIO HaBYaHHS,
a caMe: po3B'AI3yBaHHs MUCIIUTENIbHUX MY3UUYHUX 3aay, 0COGUCTICHO OPiEHTOBAHMIA TPEHIHT,
CTWNbOBA iHTepnpeTaLis, aHaniTUYHE NiSHaHHA MY3UYHOro TBOPY, IHCTPYMEHTANbHUIA fiasor,
iMnpoBisauis Towo. HaykoBa HOBM3HA [OCHI[XEHHS MNONsSIra€ y HAyKOBO-METOAUYHIN
po3pobLi 0coBUCTICHO OpiEHTOBAHOI KOHLENLiT haxoBoT MifroToBKM MakbyTHIX My3UKaHTIB-
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BMKOHABLIB K L|ifliCHOro CTPYKTYPHOIO MpOoLeCy, sika ClpsiMOBaHa Ha PO3BUTOK MY3UYHOIO
MUCIEHHSI CTYL,EHTIB Ha OCHOBI 0COBUCTICHO OpiEHTOBAHOro Migxony.

BucHoBku. O6rpyHTOBaHa [OUINbHICTE 0COBUCTICHO OpPiEHTOBAHOI KOHLENLiT pO3BUTKY
MY3UYHOTO MUCJIEHHS CTYAEHTIB fjafia 3Mory po3po6ieHHI0 METOAUYHOT CUCTEMU MOETaNHOIo
hopMyBaHHA My3UYHOTO MUCIIEHHS, sika 3abe3nedyBaTuMe eheKkTUBHY haxoBy NifroTOBKY
ManByTHIX My3UKaHTIB-BUKOHABL|iB Y MUCTELIbKUX BULLMX HAaBYaSIbHUX 3aK/afax.

KnwouoBi cnoBa: My3uyHe MWUCHEHHS; MalbyTHIi My3UKaHTU-BUKOHABLi; OCOBUCTICHO
OpieHTOBaHe HaBYaHHSA; MUCTeLbKI BULL HaBYasbHi 3akiagu; daxoBa nigroToBka; METOAMYHA
cuctema

JINHHOCTHO OPUEHTUPOBAHHAA KOHLLEMNL XA
PA3BUTUA MY3bIKAJIbHOIO MbILUNEHUA CTYAEHTOB
B BbICLWUNX YHEBHbIX 3ABEAEHUAX UCKYCCTBA

Enena MNMuxTtapb

KaHAuAaT nefarornyeckux Hayk, gouyeHt; ORCID: 0000-0007-6292-3810; e-mail: pihtar@i.ua
Ol «HukonaeBckuit punnan KueBckoro HaLMoHaIbHOro yHUBepcUTeTa KyabTypbl U UCKYCCTB,
Hukonaes, YkpanHa

AHHOTayunsa

B cTaTbe nNpoaHanu3MpoBaHO JIMYHOCTHO OPUEHTUPOBAHHYI KOHLEMLMIO pasBUTUSA
My3bIKaIbHOrO MbILW/IEHUS] CTYLEHTOB B BbICWIMX Y4ebHbIX 3aBefeHWUsiX WCKycCTBa.
MNpoekTupoBaHve y4yebHOro npouecca C YYETOM  3aKOHOMEPHOCTEN  pa3BUTUSA
M CaMOpasBUTUA JIMYHOCTU CO3[AET OGnaronpusATHble YCJOBUS [ONA  caMopeanu3auuu
TBOPYECKOro noTeHumnana byayLumx My3biKaHTOB-UCNONTHUTENEN, @ TaKXe O/ aKTUBM3aLmu
MX MY3blKaJIbHOro MblWwneHus. BoisiBneHa cneymduka pasBUTUS My3blKaslbHOMO MbILLEHUS
CTYLEHTOB B KOHTEKCTE JIMYHOCTHO OPWMEHTUPOBAHHOIO MOAXOM4a KaK BaXHeWLero
chakTOpa YCOBEpPLUEHCTBOBAHWSA Mpolecca cheuuanbHon noarotoBku. Lienb cratbu -
000CHOBaHMe JIMYHOCTHO OPMEHTMPOBAHHOW KOHLEMLUMU TapMOHUYECKOrOo pasBUTUSA
My3bIKaJIbHOrO MbILLIEHUS B BbICLUMX Y4YeOHbIX 3aBefEeHMAX UCKYCCTBA, LenecoobpasHocTb
BHELPEHNSA JINYHOCTHO OPUEHTUMPOBAHHOW METOLMYECKOW cucTeMbl 0OyyeHMsi B mpoLiecc
cneuunanbHON MNOAroTOBKU OyayLimx My3blKaHTOB-UCMNONHUTENen. 0603HaYyeHbl OCHOBHbIE
nyTW pPasBUTUS My3bIKalbHOrO MbILLMIEHUS CTYLEHTOB: NMPMMeEHeHMe B y4ebHOM npouecce
ryMaHUCTUYEeCKOW MOLEeNu cneyunanbHON NoAroToBKY ByayLimMx My3blKaHTOB-UCMOJIHUTENEN,
KOTopasi npegnosiaraeT JIMYHOCTHO OPUEHTUPOBaHHble MeTOoAbl 00y4eHusi; uccrefoBaHue
My3bIKaIbHOrO MbILWEHUSA CTYLEHTOB C MO3WUUMA B3aUMOCBSI3W MHTENNEKTyaslbHOro,
39MOLMOHANbHOIO0 U JIMYHOCTHOIO Pa3BUTUSA; UCMONb30BaHUE JIMYHOCTHO OPUEHTUPOBAHHbIX
CUTyaLuK, B NpoLiecce KOTOPbIX akTUBU3UPYETCA TBOpYECKas My3blKallbHO-NO3HaBaTeNlbHas
LesATeNIbHOCTb CTYAEHTOB; BHeLpeHWe Aamanora kak crnocoba ¢opMupoBaHMs CYyObeKT-
CY6BbEKTHbIX OTHOLUEHMI Ha My3blKaibHbIX 3aHATUSX. J[lokasaHo, 4To 3hEKTUBHOCTb
pasBUTUSA MY3bIKasIbHOrO MbiLNeHWA NpebbiBaeT B NPSIMOW KOPPENSALNOHHON 3aBUCMMOCTHU
OT Pa3BUTUSA JINYHOCTHbIX KAYeCTB U XapaKTePUCTUK MY3bIKaJlbHOTO MbILLJIEHWUS] CTYLEHTOB.
WccnepoBaHbl nepcrnekTUBHENLLNE B Pa3BUTUN MY3blKaJlbHOrO MbILUSIEHWS CTYAEHTOB (hOPMbI
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UMETOLbl IMYHOCTHO OPUEHTUPOBAHHOIO 0BYUYEeHNs, KOTOPbIe CMOCOBCTBYIOT CAaMOCTOSITENIbLHO
MbIC/IUTb, HAMpPaBNsOT My3bIKajlbHOE MbILUJIEHWE CTYAEHTOB A0 aKTUBHbIX NMPOOYKTUBHbIX
LLeNCTBUIA, TBOPYECKON XY[,0KECTBEHHO-UHTEPNPETALMOHHON AEATENBHOCTM, KPeaTUBHOCTMU.
Mcnonb3oBaH KOMMIEKC METOAOB UCCNeAoBaHMUs, KOTOPbIA HanpaBfieH Ha aKTUMBU3aLUIO
MY3bIKasIbHOrO MbILLSIEHUS! B NMPOLIECCE JIMYHOCTHO OPUEHTUPOBAHHOIO 0BYYEHHS], @ UMEHHO:
PELUEHVE MbICIIUTENbHBIX My3blKajbHbIX 334ay, JIMYHOCTHO OPUEHTUPOBAHHbLIA TPEHMHT,
cTUneBasi WHTeprnpeTauusi, aHaJMTUYecKoe MO3HaHWE My3bIKajbHOrO MPOU3BEAEHMS,
WHCTPYMEHTasbHbIN fuanor, uMnposBu3auus. HayuHas HOBU3Ha uccnefoBaHus 3akioyaeTcs
B Hay4YHO-METOMYECKOI pa3paboTKe IMYHOCTHO OPUEHTUPOBAHHOM KOHLLENLUM CrieLUanbHOM
MOATrOTOBKU OYAyLUX MY3bIKaHTOB-UCTIONHUTENEN KaK LIeNOCTHOMO CTPYKTYPUMPOBaHHOIO
npouecca, KoTopas HampaBfieHa Ha pasBWTUE My3bIKajbHOrO MbILUIEHUS CTYAEHTOB Ha
OCHOBE JIMYHOCTHO OPUEHTUPOBAHHOIO NoAXoa.

BoiBogbl. OGOCHOBaHHasi  LiefiecoobpasHOCTb  JIMYHOCTHO  OPMEHTUPOBAHHOM
KOHLIeNUUM pasBuTUS My3blKaJlbHOrO0 MbILLSIEHUS] CTYAEHTOB crioco6cTBOBana paspaboTke
METOMYECKOW CUCTEMbI MO3TANHOro hopMUPOBaHUS My3bIKaIbHOTO MbILLIEHUS], KOTOpast
Oynet obecrneunBaTb 3((EKTUBHYIO CreuuanbHy0 NOArOTOBKY OyAyliMX My3blKaHTOB-
UCMOJHUTENEN B BbICLUUX YYeBHbIX 3aBEfEHNSIX UCKYCCTBA.

KnroueBble cnoBa: My3blKanbHOE MbllfieHne; Oyaylie My3blKaHTbI-UCMOMHUTENN;
NIMYHOCTHO OPMEHTUPOBaHHOe o0OyyeHWe; BbiclME Y4yebHble 3aBefeHUs UCKYCCTBa;
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Abstract

At the present stage of the modernization of the education system in Ukraine, the problem
of the creative person formation and his or her ability to artistic and creative activity is one
of the main issues in the modern artistic pedagogics of the present. The relevant task is to
provide conditions for the artistic and creative development of the every child personality of
the junior school age, which contributes to their harmonious and comprehensive development
at the artistic educational institutions.

These tasks require updating of artistic concepts and paradigms in the field of artistic
and creative education of primary school students. The aggravation of the contradiction
between the need of specialized artistic educational institutions in optimizing the creative
development of this age children and the insufficient level of methodological providing of the
educational process determine the relevance of this analysis.

As it is in the process of artistic and creative activity of the junior school age children,
an interest in different types of art develops, and in future love and an inexhaustible desire
to engage in certain of them appear, therefore, the success and effectiveness of such
development in art schools totally depends on the professionalism and competence of
a teacher. Only the teacher in the process of studying is able to create such conditions that
will facilitate the acquisition of grades 1-4 pupils of the basic skills of artistic and creative
activity and children will be able to remember and recognize works of different kinds of art,
to be excited about them, to admire about the content of works, the beauty of their forms and
images.

The purpose of this study is to substantiate the basic conditions for teachers of artistic
educational institutions regarding the effectiveness of artistic and creative development in
the process of studying through the integration of arts. The methodological basis of the article
was the generaladectic principles (connection with the surrounding reality, systematic and
sequential learning, and an individual approach to the children development of elementary
school age), as well as the principles of artistic and creative development of grades
1-4 pupils in art schools, with the specifics of artistic activity various types: encouraging
children to discover creative potential in the process of studying various arts; application in
the process of integration of art as a means of artistic and creative development of children
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of junior school age; enriching the aesthetic experience of students, as well as the direction
of artistic and creative development in understanding the artistic image by mastering the
means of artistic expressiveness of various types of art.

Many pedagogical studies have proved that it is the elementary school period that is
favorable for the development of the child's creative personality in the process of artistic and
creative activity, and this very age contributes to its comprehensive cognitive development.
Since pupils of junior school age have high cognitive activity and psychological readiness
for artistic and creative activity, they are quite easy to learn and can absorb a large amount
of information on different types of art.

Application of integration in the process of studies in art schools with children of junior
school age, above all, will allow: to apply an individual approach to each child; to achieve
integrity in the pedagogical process; to implement new methods and techniques of artistic
and creative education, as well as to fully involve of pupils of grades 1-4 in art schools, by
participating in various artistic and creative activities. Indeed, hence to the integration of the
arts there is: first, the approach of children to artistic knowledge not only through reason, but
also through feelings and emotions; second, the disclosure of the inner world of children of
junior school age and their maximum rapprochement with the teacher.

Conclusions The use of artistic integration in classes at artistic educational institutions
contributes to a deeper assimilation of pupils of the junior school age of artistic culture
and artistic heritage, the development of cognitive interest, and through the development
of creative abilities and acquired knowledge, skills and abilities, helps to reveal their artistic
and creative potential in the process of participation in various types of artistic and creative
activity.

Keywords: artistic and creative activity; artistic and creative development; types of art;
integration of arts

Introduction

One of the important problems of contemporary art pedagogics is the
development of a system of organizational forms and advanced means of developing
the of a pupil of junior school age creativity on the basis of identifying his or her
natural instincts and potential in the process of “... harmonious development of
all abilities of the child. Listening to music, songs should be changed by reading
poems, drawing, modeling. Because no one knows what kind of human activity can
show the special talent given by nature to this particular child, he or she must test
the maximum of classes in order to determine its purpose over time ..." (Lesgaft,
1988, p.176).

The desire to engage in artistic and creative activity, which influences
the comprehensive development of the junior school age pupil personality, is
formed during the mastering of such varieties as musical, visual, theatrical and
choreographic. Each of these varieties has its own content, which reveals the
essence of artistic activity, and at the same time, these activities are aimed at the
artistic and creative development of children of junior school age, in the process
of creating opportunities for manifestation of their creative potential and abilities.
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Since the child from the very beginning of his or her development is capable of
various types of artistic and creative activity, the application of the integration of arts
allows the pupils of the junior class to fully acquire systemic artistic and aesthetic
knowledge and skills, to form clear creative beliefs and artistic interests of a holistic
aesthetic orientation. In the future, in the learning process in the school of arts, this
will enable the creation of comfortable conditions for the comprehensive artistic and
creative development of elementary school students.

Analysis of recent researches and publications

According to many philosophers (M. Berdyayeyv, V. Solovyov, L. Tolstoy), the process
of artistic and creative development of a person is very similar to the search for meaning
of life and the creation of a model of one's own destiny. In his research, V. Andreev
emphasized that the creative development of the individual is a synthesis of abilities
for a purposeful artistic activity, which is of great importance to the individual, that
maximizing his creative potential (Andreev, 1988, p.113).

Modern pedagogical science and in the whole complex of adjacent humanities
and social sciences consider the problem of development of creative abilities and
opportunities of a person, aspiration to artistic and creative activity in the interests
of itself and society as a whole as one of the key and decisive. Therefore, on its
solution, the efforts of many scholars from different fields of knowledge, pedagogues
and practitioners such as N. Anishchenko, N.Vetlugina, S.Sisoyeva, T. Shevchuk are
concentrated.

According to N. Babikin, Y. Kulyutkina, S. Stepanova and others, the development
of creative thinking and creative abilities is impossible without the assimilation of the
cultural and historical experience gained by humanity, the leading base of which is
art. Direct contact with art itself does not lead to its true awareness - appropriate
preparation for the perception, understanding and evaluation of the work of art is
required. O. Leontiev emphasizes the significance of this ability to perceive the work of
art as a manifestation of the spiritual activity of a man and the need for its development
in the person, considering the specificity of artistic education. "Very often," he writes,
“we imagine that it is enough to put a person in front of a picture or put it in a theater
hall to understand and realized adequately and immediately what he has seen. This is
obvious misconception. Like all kinds of communication, communication with art must
be taught specially” (Leontiev, 1983, p.67).

0. Burov, O. Leontiev, O. Melik-Pashaev, B. Nemenenskiy emphasize that the
perception of works of art is carried out not in the form of passive transmission of
feelings and mood, but as an active activity of the person who perceives from the own
consideration of prognostic ideas about beautiful and flawless.

As itisin the process of artistic and creative activity in children of junior school age,
interest in different types of art develops, and in the future, love and an inexhaustible
desire to engage in certain of them appear, therefore, the success and effectiveness of
suchdevelopmentinart schools totally depends on the professionalism and competence
of the teacher. Only a teacher in the process of studying is able to create such conditions
that will facilitate the acquisition of pupils of grades 1-4 of the basic skills of artistic
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and creative activity and through which children will be able to remember and recognize
works of different kinds of art, to rejoice at them, to worry about the content of works,
the beauty of their form and images.

The purpose of the article

The purpose of the study is to substantiate the basic conditions for teachers of artistic
educational institutions regarding the effectiveness of artistic and creative development
in the process of studying through the integration of arts. The methodological basis of
the article was the generaladectic principles (connection with the surrounding reality,
systematic and sequential learning, and an individual approach to the development of
children of elementary school age), as well as the principles of artistic and creative
development of pupils of grades 1-4 in art schools, with the specifics of various types
of artistic activity: encouraging children to discover creative potential in the process
of studying various arts; application in the process of integration of art as a means of
artistic and creative development of children of junior school age; enriching the aesthetic
experience of students, as well as the direction of artistic and creative development in
understanding the artistic image by mastering the means of artistic expressiveness of
various types of art.

Presentation of the main material

In the process of artistic and creative activity of pupils of grades 1-4, close
interconnection and interaction between different types of arts is envisaged, which
contributes to raising the students' interest in active artistic and cognitive activity, and
also expands the possibilities for the manifestation of creative abilities. One of the
important factors in improving the effectiveness of artistic and creative development
of this age students is the process of art integration. It is through the interaction of
arts, which becomes of great importance in modern education, new opportunities and
effective ways of artistic realization of reality can arise, which provides for the disclosure
of the child's creative abilities and contributes to its artistic and creative development.

In today's artistic education, the idea of the most comprehensive use of various
types of art for the effective artistic and creative development of primary school children
becomes very relevant, while the encourage to interaction has already been laid in the
art itself, namely, in its functional and genetic ties; and it is based on the general art
like nature of varieties of art, united by common features, such as: artistic idea, artistic
image and artistic language. The problem of the use of the interaction of arts can
be considered not only through the common, but also through the opposite, whereas
such interaction is based precisely on the fact that each kind of art has certain specific
features that are not present in others.

Every art has its own peculiarities of influence on the child and the means of
artistic expressiveness, which are characteristic only for this variety (color - for fine art,
melody - for musical, movement - for choreographic, word for theatrical).

“The basis of all varieties of art is the reality, which different types of art reflect their
language - the language of sounds, colors, and plasticity," Sh. Amonashvili emphasized.
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“If we were able to create such scales, which could weigh up the types of art, then | am
sure that none of the types of art would be more weighty than the other. All of them
are the branches of one tree. And if | want to give the children a full-fledged artistic
education, then | am obliged to help to see this tree with its crown, and help to bring
them closer to its top" (Amonashvili, 1988, p. 100).

All varieties of art are interconnected with each other, by means of existence
and by their development, and thereby they form a certain system that characterizes
certain connections and relations that are formed between them. Each type of art has
a certain pictorial-expressive range, and, in its turn, reflects the diversity of its own
specific capabilities, which determine the nature of the impact on the child personality
of preschool age. Thus, a separate kind of art that has some influence on the child,
necessarily captures not only the various aspects of the psyche, but also influences the
sphere of feelings.

In the study of N.Grigoriev it is possible to find the opinion that the influence of the
complex of types of art is transformed in consciousness due to the complex prism of the
psychological properties and qualities of the personality of the child, which mobilizes
feelings, thoughts, imagination, intelligence, all life experience, because any influence
of a phenomenon is refracted due to the internal properties of the phenomenon in
interaction with which it acts (Grigorev, & Shevchenko, 1980).

If one type of artistic and creative activity deeply touched the soul world of a child
of junior school age, then it will definitely seek to show its emotional mood in another.
In the process of studying art by students in elementary school there is a feeling of
their own manifestation, because it is an artistic and creative activity that corresponds
to the very nature of the child, and also provides aesthetic pleasure that motivates and
encourages it for artistic and creative activity.

In classes with the use of artistic integration, all types of art must be involved,
because only in their combination one can emphasize the specifics of each of them.
This will enable primary school students to gain experience not only in a certain type of
art, but also allow them to comprehend all forms of different types of artistic activities
in terms of their age perception.

Integration of different types of art in artistic and creative development of children
of elementary school age is possible only because certain varieties of art (fine arts,
musical, choreographic, etc.), which reflect the same object of the surrounding reality,
but from different sides, various, inherent only to a certain the form of art, means of
expression, which, by integrating, create holistic images in the representation of children
and act as an effective factor for displaying in the students of art schools of creative
abilities in various artistic and creative activities.

It is known that the game remains the dominant form of activity for junior
schoolchildren, so children easily include art in their lives. According to P. Pisarevskiy,
“this manifests itself both in the use of art and in its creation. Discussing the conditions
of the game, children also naturally, harmoniously, without thinking, accept the
convention of art" (Pisarevskiy, 1987, p. 52).

The urgency of the application of artistic integration is determined not only by the
artistic, but also by the social and aesthetic needs of the individual. The aesthetic
phenomenon of reality, due to the integration of arts, has advantages over the
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possibilities of certain types of art. By combining artistic means of various types of
art into a single entity , the teacher can achieve results in a more optimal term. Each
art is distinguished by the peculiarity of the means of expressiveness. Musical art
reproduces visual images, the visual arts adds to the auditory, theatrical art combines
elements of others and enjoys all of them. The combination of different types of art
into a single whole in artistic and creative activity contributes to the complementarity
of means of expressiveness, which, in its turn, deepens the cognitive interest in art
and creates a certain emotional atmosphere without which the act of perception is
impossible" (Zhukov, 2017).

In order for the effectiveness of artistic and creative development of junior school
age children to be high it is necessary to create the pedagogical conditions under which
we understand the circumstances of the educational process that take place in classes
at art schools and contribute to its effectiveness. Therefore, one of the conditions is to
make a creative, relaxed atmosphere in classes of various arts, devoid of authoritarian
direction of the teacher, in order to allow children to express their creative abilities and
potential freely.

To realize this pedagogical condition in the process of studying on the principles
of arts integration, first of all, it is necessary to capture the teacher's own pedagogical
work. His professional skills must be manifested not only in the way he or she speaks,
but also how the teacher shows works of art to junior school age children in order to
capture and lead them. Only in the relaxed atmosphere of emotional uplift and interest
of grades 1-4 pupils the efficiency of classes increases and conditions for artistic and
creative development are created.

The next condition for improving the effectiveness of artistic and creative
development of junior school age pupils in the process of various arts studying is the
use of accessible and at the same time high-quality artistic material in order to activate
such an important component of artistic and creative development of children of this
age as the presence of cognitive interest.

The requirement for the repertoire to be accessible is generally considered in two
aspects: the availability of content of works of art and the availability for reproduction
by the 1-4 grades pupils. The latter position is determined by the age-old possibilities
of children, their particular life and artistic experience. And the availability of content
should not be seen as the use of exclusively software and image images that are
close enough to children of this age (nature, game, images of animals, etc.) and give
resistance to the external object signs of the image, and above all, this requirement is
considered as the correspondence of the emotional content of the work feeling what
children of this age are able to experience at the moment. Thus, in this aspect, itis very
important to enrich the emotional experience of a junior school age child, namely, the
ability to empathize with the feelings expressed in works of art.

And the last pedagogical condition for increasing the efficiency of artistic and
creative development of junior school age children is the introduction of problem-
solving situations in the process of mastering the artistic material.

In order for the pupils of 1-4 grades to master the high-educational material in
the best possible way, and education and training to be of a really creative nature, a
necessary condition in the process of studying, on the basis of the integration of arts, is
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the introduction of problem-solving situations. It is necessary to create such situations
that will contribute to a self-search by students of this age for answers to questions and
means of artistic activity.

It is clear that in order to achieve the teacher's educational goal it is easier to
provide immediately the necessary knowledge and show the means of action, but the
introduction of problem-searching situations, though it requires the teacher to spend
quite a lot of time and effort, but nevertheless it gives the student an opportunity due to
his knowledge, independently to find the answers to the questions raised, because he or
she learns to think independently and thus begins to believe in his or her own strength,
and this is very valuable for the implementation of artistic and creative development of
junior school age children.

Primary class students can not only reproduce, but also independently create their
own works in various artistic activities. In musical activity, children of this age during
listening can orient in the genres of musical works with their characteristic features,
improvise musical melodies, as well as perform songs without musical accompaniment
or pick up a simple melody on musical instruments, as well as control the rhythm of
their own performance, that is, to notice the wrong intonations in singing or playing
musical instruments.

In the choreographic activity they learn to express and clearly their movements, to
transmit a characteristic image, to combine already known dance moves. On their own
initiative, primary school students dance, while singing a fictional melody and at the
same time clearly repeating the rhythm of a familiar dance. Students feel and easily
emphasize the change of parts of the work and changing the corresponding movements.
Repeating an action, the child of this age easily transforms it, and then repeats the option
that she likes more. Pupils of the junior school age perfectly improvise and create their
own dance compositions, as well as demonstrate the ability to independently assess
their own choreographic performance.

In the visual activity of the child develops the ability to notice the means of
expressiveness in the works of art, to display previously acquired knowledge to solve
new creative tasks, to reflect independently on the idea of the future work. The teacher
helps children to acquire the ability to independently monitor, perceive, and think, for
which the questions formulated by him contribute to thinking before answering, and
also teaches children to notice the characteristic features of objects, to analyze the
form, to determine the similar and opposite, to see the richness of colors and forms of
the surrounding world. Pupils of the junior school age are able to display independently
various compositional structures in the drawing or sculpture, realize their plan
graphically or in color and convey the expressive moments of the imaginary character.

Consequently, the involvement of children of junior school age in various types of
artistic and creative activity in art schools on an integrated basis contributes to the
expression of their creative manifestations when displaying a certain artistic image, the
use of acquired cognitive skills in the creation of their own works in various art forms,
and, most importantly, makes it possible transfer their own emotional mood from the
heard or seen.

Application of integration of art in the process of artistic and creative development
allows to cover the diversity of the surrounding world, to increase the aesthetic influence
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of artistic images on the personality of junior school age children, since it is very difficult
to solve this problem with one type of art, and the very combination of arts can develop
creative potential and creative abilities. Primary school students through the use of
the method of creative tasks and creative games, the purpose of which is to develop
aesthetic perception, associative thinking, artistic creative abilities of children of this
age, as well as to educate the aesthetic attitude to different types of art.

Conclusions

Due to the introduction of artistic integration there are some important aspects : first,
the approach of children to artistic knowledge not only through mental activity, but also
through feelings and emotions; second, the disclosure of the inner world of children of
junior school age and their maximum rapprochement with the teacher. After all, the use
of an integrative approach at classes in art schools with children of junior school age
will allow them to be fully involved in the world of art through participation in various
artistic and creative activities, as well as to achieve integrity in the pedagogical process
and create opportunities for the effective realization of new methods and receptions of
artistic and creative learning through an individual approach to each student.
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AHoTtayis

Ha cyuyacHomy eTani MogepHisauii cucteMu ocBiTM B YKpaiHi npobnema copmMyBaHHS
TBOPYOI 0COBMCTOCTI Ta il 34aTHOCTI 40 XyLOXHbO-TBOPYOT AisNbHOCTI NOCifae ofHe 3 YiNbHUX
MicLb Y MUCTeLbKill negarorili cborofeHHs. AKTyanbHUM 3aBAaHHSM € 3abe3neyeHHs yMOB
LN Xy[0XHbO-TBOPYOro PO3BUTKY 0COBUCTOCTI KOXHOT AUTUHU MOMOALLIONO LKiIbHOTO BiKY, LLLO
cnpwusie 1l rapMOHINHOMY Ta BCeBiYHOMY PO3BUTKY B YMOBaX MUCTELIbKUX HaBYaSIbHUX 3aKNafiB.

Li 3aBmaHHA noTpebytoTb OHOBSIEHHS MUCTELbKMX KOHUENUi Ta napagurMm y ranysi
XYL0XHbO-TBOPYOr0 HaBYaHHS YYHIB MOYATKOBMX KNACiB, a 3aroCTPEHHSI CYMepeyHoCTi Mix
notpeboto crewlianisoBaHUX MUCTELbKMX HaBYaNbHUX 3aknafgiB B ONTWUMI3auil TBOPYOro
PO3BUTKY LiTEN [aHOro Biky Ta HefOCTaTHIM piBHEM MeToANYHOro 3abe3neyeHHs1 HaBYaIbHOro
npoLecy 3yMOBJIIOE aKTyasbHICTb faHOM0 JOCHiAXEHHS.

Ockifibky came B NpoLeci Xy40XHbO-TBOPYOT AisIbHOCTI Y AiTeN MOSIOALIONO LWKIiSIbHOFO BiKY
pO3BMBAETbLCA IHTEPEC A0 Pi3HMX BUAIB MUCTELTBA, a Hadasi i nto6oB Ta HeBUYepnHe BaxaHHs
3anMaTUCA NMEBHUM 3 HUX, TOMY yCNiX 1 edheKTUBHICTb TaKOro pO3BUTKY B MUCTELIbKUX HABYASIbHUX
3aKflafiax NoBHICTIO 3aNeXuTb Bif npodecioHaniaMy Ta KOMNETeHTHOCTI BuKnagaya. Tinbku
nefaror B NpoLeci 3aHATb 30aTHWUI CTBOPUTU TaKi YMOBMU, LLO CMPUATUMYTb HaByTTO YUYHSIMM
1-4 knaciB OCHOBHMX HaBUYOK XYOOXHbO-TBOPYOI AisANIbHOCTI M 3aBASKM SKUM [LiTU MaTUMYTb
3Mory 3anam'siToByBaT Ta Bri3HaBaTV TBOPU Pi3HUX BUAIB MUCTELTBA, pafiTu IM, nepedmaTucs
3MicTOM TBOpIB, Kpacoto ix dopmMu Ta obpasi..

MeTta pocnig)eHHsi — OO6rpYHTYBaHHSi OCHOBHUX YMOB [Nsi MefarorisB. MUCTELbKUX
HaBYanbHUX 3aknagiB Woao edheKTUBHOCTI XYA0XHbO-TBOPYOro PO3BUTKY B NPOLEC 3aHATb
3acobaMu iHTerpauii MucTeuTB. Y MeTOAOMNOriYHYy OCHOBY JOCHifXeHHs Oynu noknageHi
3arasbHOAMAAKTUYHI MPUHUMNKM (3B'SI30K 3 HaBKOJIMLUHBOK AiCHICTIO, CUCTEMHICTb Ta
MOCAifOBHICTb HABYAHHS Ta iHAMBIAYaNbHWIA MiAXin 0O PO3SBUTKY AiTEN MOMOALIONO LWKiSIbHOrO
BiKY), @ TAKOX MPUHLMMU Xy[,0XHbO-TBOPYOr0 PO3BUTKY YUHIB 1—4 K/aciB y LIKOMax MACTELTB, sKi
noB'si3aHi 3i cneyndikoro pisHUX BUAIB MUCTELbKOT istNIbHOCTI: CMOHYKAHHS LiTei [0 PO3KPUTTS
TBOPYOro MOTeHLiafy B NPOLeci 3aHATb Pi3HUMU BUOAMU MUCTELTB; 3aCTOCYBaHHS B MPOLIECi
3aHATb iHTerpauii MucTeuTB AK 3acoby XyOOXHbO-TBOPYOr0 PO3BUTKY AiTei MONOALIOro
LIKINbHOrO BiKy; 36arayeHHsi eCTETUYHOrO AOCBIAY YYHIB, @ TAKOX CMPSIMOBAHICTb XYLOXHbO-
TBOPYOro PO3BUTKY LLLOJ0 OCATHEHHS XY4,0XHbOro 06pasy LUSAXOM 3aCBOEHHS 3aC06iB XyL0XHbOI
BMPA3HOCTI Pi3HNUX BUAIB MUCTELTBA.

Y 6araTbox nefaroriyHux OOCHiOXeHHsIX 6yno AOBeAeHO, WO caMe NOYaTKOBMIA LWKINbHUN
nepiof € CNpUSITAIMBAM LLOJO PO3BUTKY TBOPYOI OCOBUCTOCTI AUTUHM B NPOLECi XYLOXHbO-
TBOPYOI AiANbHOCTI, | came Lel Bik cnpusie Ti BceBGiYyHOMY nisHaBasibHOMY pO3BUTKY. OCKifbKu
YYHI MOJIOALIONO LWKIiSIbHOFO BiKY BUSIBNISIKOTb BUCOKY Mi3HaBaslbHY aKTUBHICTb Ta MCUXOMOriuHy
FOTOBHICTb [0 XYAOXHbO-TBOPYOI [HisNIbHOCTI, BOHM [OOCUTb JIErko MiffatoTbCsl HaBYaAHHIO
i MOXYTb 3aCBOITU BeIMKUI 0bcAar iHdhopmaL,ii 3 pisHUX BUAIB MUCTELTBA.
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3acTocyBaHHS iHTerpauii B mpoueci 3aHsTb B LUKOMAX MUCTeUTB 3 AiTbMU MOJOZLIOIO
LUKINbHOTrO BiKY, HalnepLle, [03BOIMTL: 3aCTOCYBaTH iHAUBIAYaNbHUIA NiAXiH 0O KOXHOT AUTUHY,
[LOCSIFHYTU LiNICHOCTI B nefaroriyHoMy NpoLieci; peasiayBaTv HOBi METOAM Ta MPUAOMMU XY L,0XKHbLO-
TBOPYOro HaBYaHHS, a TAKOX, B MOBHIN Mipi, 3a/y4ynTn y4yHiB 1-4 knacie foO CBiTYy MUCTELTBA,
WNSXOM YyyacTi B PI3HMX BUAAX XYAOXHbO-TBOPYOI HiNbHOCTI. AfXe 3 BMPOBafXEHHAM
iHTerpauii MucTeuTB BifOyBaeTbCsA: No-neplue, HABNVXKEHHS AiTel OO MUCTELbKUX 3HaHb He
TiNbKKU Yyepes po3yM, a i yepes BiAUYyTTA Ta emolil; No-apyre, PO3KPUTTSA BHYTPILLIHBOIO CBITY
LiTel MONOJLLOro WKINIbHOrO BiKy Ta X MakcuMasbHe 30/MXeHH: 3 Nearorom.

BUCHOBKU. 3aCTOCYBaHHSI XY[4OXHbOI iHTerpaLii Ha 3aHSATTAX B MUCTELbKUX HaBYaNIbHUX
3aKnagax crpusie rMMOoKOMY 3aCBOEHHIO YYHSAMM MOJIOALLOTO LWKINIbHOMO BIiKY XYOOXHbOI
KyNbTypyU Ta MUCTELbKOI CMafLMHX, PO3BUTKY Ni3HaBaslbHOrO iHTepecy, a 3aBAsIKU PO3BUTKY
TBOpPUMX 34i6HOCTEN Ta HaByTUX 3HaHb, YMiHb W HABMYOK, foNOMarae po3KpuUTH ix Xy[0oXHbO-
TBOPYMIA MOTEHLian B NpoLieci y4acTi B pidHMX BULAX XYA0XHb0-TBOPYOT AisifIbHOCTI.

KnioyoBi cnoBa: XyLoOXHbO-TBOpYA [HisiNIbHICTb, XY[LOXHbO-TBOPYMA PO3BUTOK; BUAM
MUCTELTBA; iHTerpawis MUCTELTB

XYAOXECTBEHHO-TBOPYECKOE PA3BUTUE YHYEHUKOB
MJTIAALWLETO LWKOJIbHOIO BO3PACTA CPEACTBOM
MHTEMPALUN UCKYCCTB

Enena BaHeHKO

KaHauaat negarornyeckux Hayk; ORCID: 0000-0003-2785-7728; e-mail: elen-ivanenko@ukr.net
MYBO «KueBckasi Akagemusi uckycctn», Knes, YkpauHa

AHHOTauus

Ha coBpemeHHOM 3Tane MogepHu3auuu cucteMbl obpasoBaHuss B YkpauHe npobnema
hopMMpOBaHUST TBOPYECKOW JIMYHOCTM U €€ CMOCOBHOCTU K Xy[0XeCTBEHHO-TBOPYECKO
[eATeNIbHOCTU 3aHMMaeT OHO M3 BeAyLMX MeCT B XYL0XECTBEHHOW nefarormke HacTOsLLEro
BpeMeHW. AKTyaslbHOM 3afaver sBnseTcs obecneyeHue YCNOBUM [ONA  XYLOXECTBEHHO-
TBOPYECKOr0 Pas3BUTUA JIMYHOCTU Kaxaoro pebeHka Mnafllero LWKOMbHOrO BO3pacTa, YTo
crnocobcTBYeT eé rapMOHMYHOMY U BCECTOPOHHEMY Pa3BUTUIO B YCNTOBUAX yYeOHbIX 3aBefeHNUN
B 00611aCTH UCKYCCTB.

9Tn 3apaum TpebytoT OOHOBMEHWUA XYOOXECTBEHHbIX KOHLUeNnuui M napagurm B cdepe
XY[,0KECTBEHHO-TBOPYECKOro 00yYeHWs yyallMXCsl HavalbHbIX KraccoB, a obocTpeHue
NpoTUBOpeYnss Mexay MoTpebHOCTbIO crneuManM3npoBaHHbiX y4yebHbIX 3aBefeHun B obnactu
UCKYCCTB B ONTUMM3aLMM TBOPYECKOrO pasBUTUSA OeTel AaHHOro Bo3pacTa U HeJoCTaTOYHbIM
YPOBHEM MeTofmyeckoro obecneyenus yyebHoro npouecca, obycrnaBnuBaeT aKTyanbHOCTb
[aHHOro UccnenoBaHus.

[MockonbKy, UMEHHO B MpoOLLecCe XYL0XECTBEHHO-TBOPYECKOW [EeATENbHOCTU Yy [eTei
MajLuero LWKOJIbHOr0 BO3pacTa pa3BMBAETCHA WHTEpPeC K pasfiMyHbIM BUAM WUCKYCCTBA,
a B JanbHeiiwemM n noboBb, M HeMcyepnaeMoe XenaHue 3aHMMaTbCA OMpefeneHHbIM U3 HUX,
noaToMmy ycnex u 3eKTUBHOCTb TaKOro PasBUTUSI B XYO0XECTBEHHbIX YYeOHbIX 3aBeneHUsIX
MOJSIHOCTBIO 3aBUCUT OT NpodheccroHann3ama v KOMNeTEHTHOCTM NpenoaaBaTens. ToNnbKo negaror
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B Mpouecce 3aHATUN crnocobeH co3faTb Takue YCNoBus, CMOCOBCTBYOLLME NPUOBPETEHMIO
yyawmmmess 1-4 KnaccoB OCHOBHbIX HaBbIKOB XYA0XECTBEHHO-TBOPYECKOW AesATeNIbHOCTH
n, 6narogapsi KOTOpbIM, BeTU CMOrYT 3anoMuHaTb U y3HaBaTb NPOU3BEAEHUSI Pa3HbIX BUAOB
MCKYCCTBa, PafoBaTbCs UM, 3aHUMATbCSl COLepXXaHNeM NPOU3BEeLEHUH, KpacoTon ux dopMbl 1
obpasos.

Llenb wuccnepgoBaHus — 060CHOBaHME  OCHOBHbIX  YCNIOBMA  AfnA  Mepjaroros
cneuManuanpoBaHHbIX Yy4yebHbIX 3aBefeHuir B obnactv uckyccTB no  3dekTUBHOCTH
Xy[OXeCTBEHHO-TBOPYECKOrO pasBUTUSI B MpoLecce 3aHATUA CcpeacTBaMu  MHTerpauum
uckyccTB. MeTOfONOrMYECKYI0 OCHOBY WCC/IefoBaHUsl COCTaBAlOT obleanaakTuyeckme
MPUHLUMMbI (CBA3b C OKpYXatollen feiCTBUTENIbHOCTbIO, CUCTEMHOCTb M MOCNefoBaTeNlbHOCTb
00yYeHUs1 U UHOMBUAYaNbHbIA MOAXOL K PasBUTUIO AeTell MNafLIero LIKONbHOro BO3pacTa),
a Takke MPUHUWMbI XY[4OXECTBEHHO-TBOPYECKOro pasBuTMsi yvawmxcs 1-4  kiaccoB
B LUKOJMIaX UCKYCCTB, KOTOPble CBA3aHbl CO CMNeLMUKON pasimyHblX BUOOB XYL4OXECTBEHHOM
LeATenbHOCTU: NoByXAeHne feTel K PacKpbITUIO TBOPYECKOro NOTEHUMana B NpoLecce 3aHATUN
pasfnyHbIMK BULAMW UCKYCCTB; NMPUMEHEHME B NPOLECCe 3aHATUIA UHTerpaLum UCKYCCTB Kak
cpefcTBa Xy[LOXeCTBEHHO-TBOPYECKOr0 PasBUTUSI feTeil MIafLero LIKONbHOTO BO3pPacTa;
oboraLleHne 3CTETUYECKOro OMbiTa y4yalluxcs, a TakXe HanpaBfIeHHOCTb XYyLOXeCTBEHHO-
TBOPYECKOr0 Pa3BUTUS MO MOCTUXEHUIO XYLOXECTBEHHOro obpasa MyTeM YCBOEHUS CpPeAcTB
BbIPa3nUTeNIbHOCTH Pas/iMyHbIX BUAOB UCKYCCTBA.

Bo MHorux negarormyeckux uccnefoBaHusX Obl0 [oOKa3aHO, YTO MMEHHO HauyasbHbIi
LUKOJSIbHbIN Mepuon sIBAsieTCs 6naronpusiTHbiM B Pa3BUTUKM NIMYHOCTU pebeHka B npouecce
XY[OXEeCTBEHHO-TBOPYECKOW AEeSATENIbHOCTU, MU WMMEHHO 3TOT BO3pacT cnocobcTByeT ero
BCECTOPOHHEMY MO3HaBaTe/IbHOMY pasBUTUIO. [1OCKOJMbKY YYEHUKM MAafLero LUKOSbHOro
BO3pacTa NposiB/AIOT BbICOKYHO MO3HABATENbHYH aKTUBHOCTb U MCUXOJIOrMYECKYHO FTOTOBHOCTb
K XY[0XEeCTBEHHO-TBOPYECKON AesiTeNIbHOCTH, OHU AOCTAaTOYHO JIerko nognarTcst obyyeHuto
1 MOTYT YCBOUTb 60J1bLLON 06beM UHCpOpMaLMKM MO Pa3/IMYHbIM BUAAM UCKYCCTBA.

MpUMeHeHMe MHTEerpauumM B MpoLiecce 3aHATUIA B LWIKOJSIAX UCKYCCTB C OeTbMW MafLiero
LUIKOJIbHOrO BO3pacTa, Mpexfie BCEero, MO3BOMAWT: MPUMEHUTb WHAMBUAYaSbHbIA NOAXOH K
Kaxomy pebeHKy; AOCTUYb LIeNOCTHOCTM B MefarorMyeckom npolecce; peann3oBaTb HOBble
MeTO[bl U NMPUEMbI XYA0XEeCTBEHHO-TBOPYECKOro 00yUeHusl, a Takxe, B NMOJIHOW Mepe, NpuBIeyb
yyaiuxcs 1-4 knaccoB K MUpY UCKYCCTBA, MyTEM YYaCcTMIO B Pa3/IMUHbIX BULAX XYA0XECTBEHHO-
TBOPYECKOW fesTeNbHOCTU. Befb BcnencTeue BHELPEHUA UHTErpaLum UCKYCCTB MPOUCXOLMT:
BO-MepBbIX, NPUONMXEHNE LeTel K XyLOXEeCTBEHHbIM 3HaHWAM He TOJIbKO Yepe3 pasyM, HO
M 4yepes YyBCTBA M 3MOLMK, BO-BTOPbIX, PACKpbiTUe BHYTPEHHEro Mupa AeTed MnagLlero
LUKOJIbHOTO BO3pacTa U UX MaKCUMasibHoe cONnxKeHue ¢ negarorom.

BbiBogbl. [IpMMeHeHVe XyA0XeCTBEHHOW UHTErpaLum Ha 3aHATUSIX B TBOPYECKUX YYEBOHbIX
3aBefeHusix cnocobcTByeT 6onee ryboKOMY YCBOEHUIO yYalLMMUCA MaLWero WKObHOro
BO3pacTaxymoXeCTBEHHOW KYbTypbl UXYA0XECTBEHHOrO HaceAns, Pa3BUTUIO NO3HABATEbHOIO
UHTepeca, a bnarogaps pa3BUTUIO TBOPYECKMX CMNOCOBHOCTEN U MPUOOPETEHHbBIX 3HAHUW, YMEHUN
W HaBbIKOB, MOMOraeT PacKpbITb UX Xy,0XECTBEHHO-TBOPYECKUIA NOTEHLMAN B NPOLIecce yyacTus
B PasnMyYHbIX BULAX XYA0XECTBEHHO-TBOPYECKOW AesATENIbHOCTH.

KnioueBbie cnioBa: xy0XeCTBEHHO-TBOpYECKas [eATeNbHOCTb; Xy L0XeCTBEHHO-TBOPYECKOe
pa3BUTUE; BULbI UICKYCCTB; MHTErpaLus UCKYCCTB.
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Abstract

The goal of the work. The research is related to the issue of the specificity of the existence of
Slovak-Ukrainian song folklore on the territory of Eastern Slovakia, the disclosure of the issue of
the functioning of the «Makovytska Struna» song festival. The methodology of the research is to
combine the methods of cognition due to the requirements of the objective analysis of historical
sources, which reflect the main tendencies of the development and functioning of the cultural
and artistic life of the Ukrainians of the Region of the second half of the XXth - the beginning of
the XXIst century. Scientific novelty of the work consists in the comprehensive coverage of the
Slovak-Ukrainian song ties. The interconnection between Ukrainian song and Slovak folk songs is
one of the priorities of folklorists and musicologists in our time. Conclusions. It is proved that the
study of ethnic history, features of the song folklore of the Ukrainian population in various fields
is one of the main issues of the present. The joint ethnographic boundary between the Ukrainian
and Slovak populations in the Transcarpathian region and the Presov (Eastern Slovakia) region
contributed to the cultural, economic and folkloric ties between them.

In the process of transformation of the forms of the existence of folk song culture and
ritualism, as well as the interaction of song tradition and new creation, in particular, associated
with the influence of the ingratiation of modern culture of Rusyn-Ukrainians, it was discovered that
whole figurative and poetic cliches are taken from the Slovak folklore in local Rusyn production; all
that is special in the content and form of Lemko and Rusyn folklore does not separate them from
the general array of traditional musical-song and verbal literature of the Ukrainian people does not
isolate them, but rather complements enriches this array with unique elements and features. Folk
festivals of Rusyn-Ukrainians, despite the processes of assimilation, are extremely popular in the
modern period among the Ukrainian population of Slovakia.

Keywords: song folklore; Ukrainian Rusyns; Lemki; Eastern Slovakia; festival

Introduction
Slovak-Ukrainian folkloric connections are relevant and poorly researched. The

definition of common features, interrelationships between Ukrainian song and Slovak
folk songs is one of the priorities of folklorists and musicologists in our time.
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Analysis of recent researches and publications

The article uses the materials of the Karas H. monograph, which contributes to
understanding the culture of the Ukrainian diaspora, Karshko A., Kovach F. and others.
Slovak-Ukainian tribal relations presented in the publication Melnyk O.Yu.

The purpose of the article

The research is related to the issue of the specificity of the existence of Slovak-
Ukrainian song folklore on the territory of Eastern Slovakia, the disclosure of the issue of
the functioning of the «Makovytska Struna» song festival.

Presentation of the main material

Collection, systematization and publication of song folklore of both peoples falls
on the nineteenth and twentieth centuries. Published collections of songwriting give
grounds to assert that singles are a common property of Ukrainians and Slovaks of
Eastern Slovakia, southeastern part of Krakov voivodship, Transcarpathian and Western
Ukrainian territories. Each of the collections contains introductory articles and short
reviews of the history of the collection and research of Ukrainian and Slovak folk songs.
Their authors made their thoughts on the history of Slovak-Ukrainian song ties.

Along with this in the first half of the twentieth century in the Ukrainian and Slovak
folk music, the world saw special works devoted to the review of Slovak-Ukrainian song
ties. In particular, Filaret Kolessa made a significant contribution to the research of
Ukrainian and Slovak song folklore. He was the first Ukrainian music folklorist to raise
this issue as an object of the independent study. In the introductory article to the work
“Folk songs from Galician Lemkivshchyna", the author reveals the affinity of Lemko song
material with the Slovak and Czech-Moravian melodies. Along with the appearance of
identical versions of songs common to the Slovaks, Czechs and Ukrainians, the scientist
drew attention to the rhythm, syncopation, the transposition of phrases from the tonic
and the dominant, the melodic structure, and others in Lemko songs that are similar to
the neighboring peoples.

Theoretical considerations, expressed by F. Kolessa in the introductory article to the
collection of Lemko songs, are of interest, as we are talking about the influences that
were affected by the Slovak and Czech-Moravian songs on the part of Lemko songs.
In particular, "in the collections of the Czech-Moravian, Slovak and Hungarian tunes
we encounter the colloid form characteristic of the western group of Ukrainian musical
dialects ... on the basis of which we can also speak of the spread of Ukrainian influence on
the neighboring ethnographic territories ... By insisting on the influence of the interaction
of the Slovaks and Ukrainians song creativity, Filaret Kolessa, at the same time, urged
researchers to be very cautious in determining the specific homeland of a song common
to Slovaks and Ukrainians.

After all, these songs are popular everywhere so much that they are considered their
own, although they do not hold the soil and ethnographic boundaries, and it would be
difficult and risky to defend their homeland for them” (Melnyk, 1970, p.5).

Fabryka-Protska, O. The Functioning of Slovakian-Ukrainian Song Folklore (on the Example of the ‘Makovytska Struna”
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In the writings of F. Kolessa the question of the Carpathian cycle of songs, common
to Ukrainians, Poles, Czechs and Slovaks are also raised. The creation of a large number
of songs common to the Ukrainian ethnos of the Carpathians, Slovaks, Poles and
Moravian Czechs, which the Polish scientist Y. Bistron called the “Carpathian cycle", by
the definition of F. Colossi, covers a long belt on both sides of the Carpathian Mountains:
Lemkivshchyna, Slovakia, Podgale, Silesia and East Moravia. It was “from the central
regions - Ukrainian, Polish, and Czech - that the song motives came into the joint of the
reservoir, as well as the wandering themes diverged from here, especially to the east and
north" (Melnyk, 1970, p. 6).

Filaret Kolessa, before the Carpathian cycle, includes songs of local origin known
in other areas of the Ukrainian land, and those “which, regardless of their origin and
distribution, are loved and sung by the Slavic tribes belonging to the mentioned Carpathian
group” (Melnyk, 1970, p. 6).

The artist points out that the Galician Lemkas took over many songs from
Transcarpathian Ukrainians, as evidenced in the songs by the Magyar words and
geographical names from the Southern Subcarpathians. Also, among Lemkos there are
songs that are common to Lemkos, Poles, Slovaks and Moravian Czechs. These are the
same singers of the Carpathian cycle, a significant part of them are also "beyond the
Carpathians and the Tatras in the field of the mentioned Slavic peoples” (Melnyk, 1970).

As for the definition of the originality of the song folklore of the Galician Lemkas, the
Ukrainians of the Pripyashivschyna and Transcarpathia, F. Kolessa noted that among the
Ukrainian population of both slopes of the Carpathian Mountains a large group of original
local Ukrainian melodies will be set up, for whichiitis in vain to look for parallels or variants
in Ukrainian and foreign collections: this is undoubtedly a local creature, which did not go
beyond the Galician and Presov domains of Lemkivshchyna. Clement Kvitka paid much
attention to the comparative study of Slavic songs. In his writings, namely, “Rhythmic
parallels in the songs of the Slavic peoples”, "Ukrainian songs about the child's mouth”
and "Ukrainian songs about the girl traveling from the ruins”, the issues of Slavic ties in
the song-folklore of the Slovak-Ukrainian song links and more were examined. Following
the advent of F. Kolessoyu and K. Kvitka, the well-known Hungarian folklorist, Bela
Bartok, worked on collecting songs from Hungarians, Slovaks, Ukrainians, Romanians
and its systematization, as well as revealing the musical affinity of the Carpathian cycle.
He collected about 11,000 folk songs, among them 3,700 Hungarian, 3,500 Romanian,
3,223 Slovak and more than 200 Ukrainian. The collection of songs that made the border
with the Hungarians became the basis of a series of his scientific studies.|t is Important
that the work is devoted to the affinity of the musical folklore of the Slovaks, Ukrainians
and other neighbors with the Hungarians of the peoples (Melnyk, 1970).

A detailed analysis of the song material of Slovaks, Hungarians and Ukrainians,
recorded by B. Bartok, made it possible for the scientist to draw conclusions about the
influence of Novogorovska folk music on the music of Slovaks, Ukrainian kolomyiks -
on Hungarian folk music, on the mutual influence of the songs of the three neighboring
peoples, and so on. It was also done on the great songs of Hungarians, Slovaks and
Ukrainians B.Bartok, the common motives and their various creative interpretation of
these neighboring nations. However, according to researchers, his work had certain
disadvantages, especially the excessive exaggeration of the influence of Hungarian
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folklore on the songs of the Slovak people and Ukrainians of Transcarpathia. For example,
when viewing 153 songs recorded by F. Koles in the villages of Eastern Slovakia and
Transcarpathia, Bela Bartok more than 40% of them were Hungarian and Hungarian. The
analysis of F. Kolessa "Folk Songs from the South Prykarpattya” set up to disagree with
the straightforward and one-sided enrollment of many Zakarpattya Ukrainian melodies
to the "Hungarian and Hungarian origin of songs".

In the modern period, it is a population that for centuries was one unit divided into the
groups: Rusyns, Ukrainians, Lemkos and Slovaks. The last group is constantly increasing
at the expense of the first two. If such assimilation process takes even more turns, then in
the future they will completely disappear from statistical surveys. Thus, the assimilation
process of Rusyn-Ukrainians leads to the loss of distinctive dialect, culture and folklore
in general.

In the processes of transformation of the forms of the existence of folk song culture
and ritual, as well as the interaction of song tradition and new creation, in particular,
associated with the influence of the ingratiation of modern culture of Rusyn-Ukrainians,
it was discovered that: a) in the local Rusyn play-making, all figurative and poetic cliché
are from Slovak folklore; b) all that is special in the content and form of Lemko and
Rusyn folklore does not separate them from the general array of traditional musical-
song and verbal literature of the Ukrainian people, does not isolate them and, conversely,
complements enriches this array with unique elements and features, etc.

In the self-perfection and adaptation to new forms of existence, the folk-song culture
of the Rusyn-Ukrainians of Eastern Slovakia to a large extent in modern social life is an
integral part of the artistic process in our time. A wide network of folk art departments
of various genres develops at organizations of the Union of Rusyn-Ukrainians of the
Czech Republic and Slovakia. These are folk groups, ensembles, children's groups which
popularize their culture in villages and cities both in Slovakia and abroad. The best
participants of these holidays, the premiere, competitions fall on the central holiday of
the Rusyn-Ukrainian culture, which takes place every year in Swidnik since 1954.

Among the well-known events are folklore festival in the village of Kamionka in
Starolyubovnya, the competition of reciters of the “Strings of the Heart" named after Irina
Nevytska, the festival of drama and artistic word of the name of Alexander Dukhnovych,
the festival of the spiritual song in Snyina and others.

An important place in the cultural and artistic life of Ukrainians in Slovakia belongs
to the festival of performers of folk and authorial songs of Rusyn-Ukrainians of Slovakia
“Makovytska Struna", which dates back to 1973 in the city of Bardiev to the East, from
which the area of Makovytsa is located. It is historically known that from the fourteenth
century this territory was inhabited by Rusyn-Ukrainians. The first organizer of the
festival was the Central Committee of the Ukrainian Workers' Union in Presov, and since
1990 it was the Union of Rusyn-Ukrainians of Slovakia.

A. Karshko was the initiator and head of the festival until 2008. The central festival
has been holding in the largest sports hall of the city since the 1990's. The program is
repeated in J. Zaborsky Theater in Presov. "Makovytska Struna" is a unique festival of folk
songs not only within the borders of Slovakia. Its uniqueness lies in the fact that within
the framework of the festival the same song should not be repeated. In this regard, since
its inception, the organizers have an accurate register of performers and songs. By 2002,
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according to the calculations of the organizers in the district competitions “Makovytska
Struna”, 5,413 singers took part and 8,292 song samples were cast. In particular, 1434
performers and 1043 songs have been shot at the central selection competition for
Bardiev for 30 years.

It should be noted that at the vocal festival outside the competition there are amateur
and professional singers from different regions of Slovakia and from abroad, mainly from
Ukraine, in particular “Tsymbory" from Uzhhoroda, “Lisorub” from Velykoho Bychkova,
“Vizerunok" and "Ternove pole", “Sokoly" from Drohobych, “Veseli muzyky" from Kiey,
“Akoloda" from Lviv and many others. Official delegations from Bratislava, Prague, Kosice
and representatives from Ukraine, the Czech Republic, Poland and other countries come
to the festival every year. Starting with the first holding of this festival, the Ukrainian
studio of the Slovak Radio Broadcasting in Prishoy, all programs are recorded and then
they are broadcasted on the radio. Slovak festivals and television also provided photo
reports from the festival.

All those things contributes to the popularization of the festival. The songs are
heard in such programs as "Concert for Celebrities”, “Concert of Folk Songs", “Sunday
Songs", "Muzychni vitannya", “Besida kumiv", "Selo hraye, spivaye i dumu dumaye”,
“Nezabutka", "Dlya vas, dlya molodykh", “Pisni na vikend" etc. Popular "Druzhba narodiv"
ta "Makovyts'ki nuty”. The lyrics are often printed in the press, namely, in the newspaper
“New Life", the magazine "Druzhno vpered", "Repertuarnyy zbirnyk".

From 1987 to 1997, the Union of Rusyn-Ukrainians of the Slovak Republic, with the
help of the Institute of Education in Bratislava, issued six separate collections from the
repertoire entitled "Druzhba narodiv" ta “Makovytski nuty”. One of the most prominent
Slovak ethnoscientists, Ondrey Demo, evaluated 15 "“Makovytska Struna" said: “This is the
only festival in Slovakia that has won the right to its uniqueness ... Here every song, depth
of singing and feelings worried not only those that are on the stage, but also those who
are in the audience - the hearers. And this elated emotional experience is not a substitute
for charm, because it contains many impulses: fear, anxiety, inspiration, disappointment,
but above all, extraordinary joy of beauty ... All songs during the festival are performed in
folk styles (native village) and in Ukrainian. This links the native village and the origin. The
turning point in the history of the festival was 1986. The Organizing Committee decided
to announce the winner of the "Makovytska Struna” every year in Bardieva. Among the
first winners were Maria Kiyovska from Bardiev, Anna Shutyak-Poarach from Presov and
Maria Kanya from Orjabiny, Stepan Lukatsko and lvan Karafa from Shabrona; trio Ivan
Migalich, Nikolai Gornyak and Mykola Petrashovsky from Humenne.

Beginning from 1990 to 2001, the winners were awarded e.g. soloists Beata Begeni,
Iveta Svitok, Valentina Gumenik (Presov), Natalia Puklush from Porach, Tomasz Namespetr
from Koshits, Marianna Zhelezna from Khmeleva, Monika Soroka from Bardiev and Maria
Chokina from Ubly etc. Besides the title the winner of the “Makovytska Struna” gets no
a other material award but a crystal vase and a real gift from the sponsors, but this title in
Eastern Slovakia is of great moral value, because it opens its bearerthe road to the radio
studio and is often the beginning of a professional scene career.

In the period of the 15th festival in 1987, the diploma "“For the development and
popularization of folk songs" was added to the laureate's title. This award was evaluated
by 118 participants of the "Makovytska Struna” in the categories of solo, duet and trio.
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Maria Kiyovsky from Bardieva, Nikolai and Natalia Petrashovsky from Humenny, Beata
Begeni from Presov, Maria Bpartko and Maria Kanya from Orjabine, Maria Pobega
and Maria Gaverla from Koshits, Stepan Lukatsko and lvan Karaffa from Shambron,
Maria Semgryts from Belovezhy and many others were among the first award-winners.
Subsequently, most of them became the laureates of this festival.

In 1989, during the 17th festival, a jury prize was introduced, which other 29
participants received. At the 23rd festival in 1995, the jury introduced the prize for the
youngest member of the “Makovytska Struna", and in 1999 during the 27th song festival
the organizers esteblished the prize "For the authenticity of the song". Initially, the jury
rewarded the best music folklorists — Jury Kostiuk, Volodymyr Lyubimov, Ondrey Demo,
Nikolay Tyaglo, and others.

For the stimulus of participants and amateur composers to the author's work,
organizers of the 24th festival in 1996 introduced a new prize “For the Best Original
Song", composed entirely in the style of folk songs. These songs include "“Shvit,
mishachku, z vechera do rana" Stepana Lukatska, “Nyan'ku nash dorohyi", “Spivanky,
spivanky” ta “"Cheren'ova hora" Ladyslava Matska, "Oy, Yanichku, shto sya zrorbylo?"
Anna Kiyovska, "Ponyzhe nashoho sela" Stanislava Beydy, "Molytva" Yana Volchka,
“Oy, babko moya doroha" by Volodymyra Volchka and “Na krayu lisa" lvanny Karash i
Stepana Matolyaka, "A tam dolov, za valalom" Anny and Mykhail Balintovykh and others
(Karshko, 2002).

During the first two “Makovytska Struna" song festivals, the singers provided
their own support, in the vast majority under the accordion. Starting with the third
review-competition, the organizers ordered an independent musical chapel for the
festival. To improve the performance level from the 10th review, it was decided and
commissioned for the support of each festival to commission professional collectives
of folk instruments, among them: Orchestras of the Poddlyakansky Ukrainian folk
ensemble, J. Zaborsky Theater, “Carpathian”. Orchestra of folk instruments “OL'UN"
Slovak Broadcasting participated several times in Bratislava.

Among the authors of musical arrangements should be called Y. Selchana,
V. Lyubimoy, J. Soloka, F. Slavkovskoho, M. Dudik, S. Molota, M. Dubetskiy, O. Demo,
then V. Fedora, A. Karshko, J. Hrushovskoho, M. Veverka.

Significant roles in the festival directors occupy I. Ivancho, J. Sysak, J. Felbaba,
R. Smoter, A. Kyyovska, A. Karshko. Each year, the selected songs of dramatic writers
try to make the program as a whole. For a long time, the leading festivals were O. Balla
(Ukrainian text) and Y. Valentik (Slovak text), Y. Sysak, T. Kucherenko, I. Stropkovsky.

The 45th festival took place on November 25, 2017 in Bardieva, and on November 26
in Pryshav on the grand stage of the J. Zaborsky Theater. It was a concert of winners
of regional competitions called “Na hostyny". The concert of winners of regional
competitions and guests of the 46th review of the "Makovytska Struna” was held at
Bardejov on November 24,2018, and in Presov on November 25 in the Park of Culture and
Recreation. The co-organizers of the festival, except for the Rusyn Rusians-Ukrainians
of the Slovak Republic, were the Presov Self-Governing Territory, the Bardiev Regional
Government, the Bardievye Verkhne-Sharishia Culture Center, the District Committee
of the Women's Union of Ukraine, Bardiev, the "BAPOS" and the "MYR" Sports Palace,
and the Park of Culture and Recreation in Presov. It should be noted that all the winning
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participants performed Ukrainian songs under the auspices of the folk instruments'
choir under the guidance of the professional conductor Julius Selchan.

Consequently, such artistic events become an important factor in cultural
identification, creating opportunities for the restoration of forgotten pages of the spiritual
treasury of Rusyns by integrating the material and spiritual culture of a subethnic.

Conclusions

Thus, we discovered that: in the stylistic features of the Rusyn musical dialect, two
groups of dialect-stylistic differences are distinguished: ornamental and compositional-
structural as specific features of oral literature. Considering the cultural traditions of
the Rusyn-Ukrainians of Eastern Slovakia, we observe not only innovations, but also
in a certain way "genetic continuity”, which leads to the renewal of folklore strata, in
particular songwriting.

These and other aspects of studying the musical and song culture of Rusyn-
Ukrainians are primarily related to the preservation of local differences in the culture of
ethnic groups. Self-perfection and adaptation to new forms of existence, the folk-song
culture of Rusyn-Ukrainians in modern social life preserves the function of a characteristic
component of the artistic process.

Unfortunately, in our time in Slovakia only a part of the population declares itself to
be Ukrainians. Most of the population self-identifies itself with ethnonyms, “Rusnaks”,
as well as those that officially declare to Slovak membership. In the Ukrainian ethnic
environment of the Presov regions there were significant changes in the ethnocultural
profile of the population. In our time typical attributes of ethnicity and gradual identity of
this minority with the surrounding Slovak people are weakened. Assimilation processes
are developing in the cultural, social and socio-economic environment of Ukrainians.
The permanent affiliation of the Eastern Slovakia Ukrainians to the neighboring states
caused an ethno-regional difference. Today, the Ukrainian population of the Region is
divided into the following groups: a) those who identify themselves as they are beneficial
(variability depending on the situation; b) those who perceive their own ethnic identity,
but for their children choose the elements of assimilation (educated in Slovak spirit,
communicate with them in Slovak); c) nationally conscious; d) those who, for the sake of
an unproblematic, calm life, consciously choose the way of assimilation for themselves
and for their children; e) nationally indefinite.
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AHoTauisa

MeTta po6oTu. [locnifXeHHs1 NMoB'si3aHe i3 BUCBITNIEHHSIM MUTaHHA crneundiku nobyTyBaHHS
CNnoBaLbKO-yKpalHCbKOro niceHHoro dposibknopy Ha TepuTopil CxigHol CnoBayumHm, pO3KPUTTSM
NMUTaHHSA  PYHKLiIOHYBaHHA niceHHoro cectuBano «MakoBuubka CTpyHa». MeTogonoris
OOCHNiJ)KEHHs MOoNsrae y noefHaHHi MEeTOAIB Ni3HaHHS, 3YMOBEHWX BUMOramu o6'€KTUBHOIO
aHaniay iCTOpPMYHMX Kepen, Wo BigobpaxatoTb OCHOBHI TEHAEHLT po3BUTKY Ta (OYHKLiOHYBaHHS
KYNbTYPHO-MUCTELbKOrO XUTTS YKpaiHuiB MNpswiBwuHM apyroi nofoBuHM XX — noyatky XXI cT.
HaykoBa HoBM3Ha po60TH Nosnisirae y KOMNIEKCHOMY BUCBIT/IEHHI CNOBALbKO-YKPAIHCbKMX MiCEHHNUX
3B'A3KiB. B3aEMO3B'A3KM MiX YKPaIHCbKOK MiCEHHOK TBOPYICTIO i CNIOBALbKUMKU HapO4HUMM
MiICHSIMU € OfHMM i3 MepLIoYeproBux 3aBfaHb (POSbKIOPUCTIB Ta MY3MKO3HAaBLIB B Hall 4ac.
BucHoBku. [l0BefieHO, WO BWMBYEHHS €THIYHOI icTopii, ocobnmBocTen niceHHoro donbkiopy
YKPaiHCbKOr0 HaCeNIeHHs Ha Pi3HWUX TePeHax € OfHUM i3 FOJIOBHUX NMUTaHb CbOrofdeHHs. CifbHWi
eTHorpadpiyHuin KOpOOH MiX YKpailHCbKMM Ta COBALbKMM HaceneHHsIM B palioHi 3akapnatTs
i MpawiBwuHM (CxigHa CroBayuuHa) CNpUsIB KYJIbTYPHUM, €KOHOMIYHUM Ta (DOSIbKIIOPHUM
3B'13KaM MiXX HUMMU.

Y npouecax TpaHccopMaLii popm nobyTyBaHHA HAPOAHOMICEHHOT KYNbTYpK Ta 06paA0BOCTI,
a TakKoX B3aeMopgii miceHHol Tpaguuil Ta HOBOTBOPYOCTI, 30KpemMa MOB'SI3aHOi 3 BMIUBOM
OCNOBAYeHHs1 CY4yacCHOI KYNbTYpu PYCUHIB-yKpaTHUIB, BUSABMEHO, L0 B MiCLieBE PYCUHCbKE
NiCHETBOPEHHSA BNJIITAOTLCA Lifli 06pa3HO-NoeTUYHI Kiile, B3sTi 3i cnoBaLbKoro donbkiopy; Bce
L0 € 0COBNMBMM Y 3MICTI | DOPMI SIK IEMKIBCbKOFO, TaK i pyCUHCbKOro chonibknopis He Bigginsie ix
Bij 3arafibHOro MacuBY TPAAULINHOT MY3UMYHO-NICEHHOT Ta YCHOT CIOBECHOCTI YKPaTHCbKOro Hapoay,
He BMOKpeMJIloe X, a HaBnaku, [OMOBHIOE, 30arayye Lield MacuB HEMOBTOPHUMM efeMeHTaMu
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" pucamu. ®onbknopHi decTuBani pycuHiB-yKparHuis, MONpM NpoLecyu acuMinaLii, Hag3BuYanHo
NonynsipHi B cy4acHWin nepiof cepep, ykpaiHCbKoro HaceneHHst CnoBayumHu.

KntoyoBi cnoBa: niceHHWA DONbKIOP;, PYCUHU-YKpaTHLi;, neMKky; CxigHa CnoBayyuHa;
hecTuBanb
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MECEHHOIO ®0JIbKJIOPA (HA MPUMEPE ®ECTUBANA
«MAKOBUL KAl CTPYHAN)
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Yye6Ho-HayuyHbIi UHCTUTYT uckyccTs, [BY3 «[pukapnaTckuii HaLunoHasbHbI yHUBEPCUTET
umeHn Bacunusi CtepaHnka», iBaHo-®paHKoBCK, YKpauHa

AHHOTayns

Lilenb pa6otbl. ViccnenoBaHue CBSi3aHO C OCBelleHMeM Borpoca cneundukn B6biToBaHUA
C/I0BaLKO-YKPaMHCKOro neceHHoro dhosbKiopaHa TeppuTopumn BocTouHoi CroBakum, packpbiTUEM
Borpoca (hyHKLMOHUPOBaAHWSI MeceHHoro dectuBans «MakoBuukas cTpyHa». MeTogonorus
uccnepoBaHus 3akiloYaeTCcsl B COYeTaHUM METOLOB MO3HaHUSA, 00yC/I0B/IeHHbIX TpeboBaHNAMM
00bEKTUBHOIO aHanM3a WCTOPUYECKUX WCTOYHMKOB, OTPaXarolMX OCHOBHble TeHAEeHLMK
pasBUTUA U (PYHKLUMOHUPOBAHMUS KYNIbTYPHO-XYLOXECTBEHHOW XU3HW YKPauHLIEB MPELLOBCKOro
Kpas BTOpon nonoBuHbl XX — Hauyana XX| Beka. HayyHas HoBu3Ha paboTbl 3akovaeTcs
B KOMMJIEKCHOM OCBeLLeHUM CrloBaLKO-YKPaMHCKUX My3blKajbHbIX CBfisel. B3aumocBAsb
MeXAY YKPauHCKUM MeCeHHbIM TBOPYECTBOM M C/IOBALKMMMW HapOLHbIMU MECHAMU siBAseTcs
O[HOI M3 nepBooyepefHbIX 3a8ay OMbKIOPUCTOB U My3bIKOBELOB B Halle BpeMsi. BbiBoabl.
[lokasaHo, YTo U3yyeHUe ATHUYECKON UCTOPUK, 0COBEHHOCTEN NeceHHOro hosbKIopa yKpanHcKoro
HacesfieHWs1 Ha PasfINYHbIX TePPUTOPUAX ABASETCA OOHUM U3 NTaBHbIX BOMPOCOB COBPEMEHHOCTH.
CoBMecTHasi aTHorpachmyeckasl rpaHuua Mexmy YKPauHCKMM W CJIOBaLKWM HacesneHueMm
B pavioHe 3akapnatbs v [lpsweslyuHbl (BocTouHas CrnoBakus) cnocoGCTBoBana KynbTYpHbIM,
9KOHOMUYECKUM U (DOSBKIIOPHBIM CBSI3SIM MEXIY HUMMU.

B npoueccax TpaHcopmaumm dopm 6bITOBaHUS HAPOJHO-MECEHHOW KYNbTYpPbl M 0OPSIAHOCTHY,
aTaKXe B3avMOAenCTBUS NeCeHHON TpaguLMmM MHOBaLMI, B YaCTHOCTM CBA3aHHON C BO3AeNCTBEM
CNnoBaKun3aLmMmn COBPEMEHHOM Ky/bTYpPbl PYCUHOB-YKPaWHLEB, BbISIBJIEHO, YTO B MECTHOE PYCUHCKOE
(YKpamHCKOEe) MeceHHoe TBOPYECTBO BMJIETAOTCS Liefble 00pa3HO-MO3ITUYECKHE KIIULLIE, B3ATbIE U3
cnoBaLKoro honbKIopa; BCe YTO ABNSIETCA 0COOEHHbIM B COepXaHuUu 1 hopMe Kak JIEMKOBCKOIO
Tak U PyCUHCKOro chONbKIIOPOB He OTAENSET UX OT 06LLEero MaccMBa TPaAULMOHHON My3blKasibHO-
MeceHHOW M YCTHOW CJIOBECHOCTU YKPaMHCKOro Hapoga, He BblfensieT, a HaobopoT, [OMOJSHSET,
oboralyaeT 3TOT MacCUB HEMOBTOPUMbIMU 3f1eMeHTaMK U yepTamu. GonbKIIOpHble hecTrBany
PYCMHOB-YKPauHLUEB, HECMOTPS Ha MNpOLEeCCbl acCUMWUAALMK, Ype3BblYaliHO MOMyNspHble
B COBPEMEHHbIV Neprog, Cpeam yKpamHCKoro HacesneHus CnoBakumu.

KnioyeBble coBa: neceHHbIN (HONbKIOP; PYCUHbI-YKpauHLbl; neMku; BocTouHas CnoBakus;
hecTuBanb
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Abstract

An important place in mass music culture belongs to the song hit — a phenomenon which
attributes have not still been explored well finally. Among them — a video clip as a specific form
of hit's incarnation and an artiste's image as a communicative feature of the phenomenon's
existence. The ascertainment of these aspects is the main objective of the study. The logic of
achieving this objective led to the choice such a methodology: the method of analyzing scientific
literature on the problem (to determine the degree of its elaboration and the prospect of further
exploration), the method of intonation analysis (in the study of the musical language's features
and the principles of composition's organization), the functional method (aimed at studying
the degree of subject’s dependence on audience's socio-cultural inquiries), the communicative
method (that allows take into consideration the factor of the compositions' existence in the public
consciousness, the audience's reaction to them and artiste's personality), the comparative
method (to study the genre and intonation and also the individual image components of the
song hit).

The song hit aims to reach the widest possible audience so this fact dues to the presence of
such components as a media virus and a meme in its structure. They are directed at appealing
to psychological “sensitive points”, the rooting in the mind and the causing of their further
distribution, they can be found at all the song hit's levels and they aim at the comprehensive
coverage of the listener/viewer.

Results. The song hit's communicative nature determines the significance of its visual
component represented by the video clip. In addition to the representative function, this
embodiment is the most effective media virus tool.

Moreover, the hit's promoting, the marketing nature extends to its performer's
competitiveness. This aspect involves the obligatory presence the viral properties in the image,
which can cause the audience’'s emotional response. The artiste's representative function
necessitates constant and purposeful work on his image.

Keywords: the song hit; the video clip; the meme; the media virus; the artiste's image; the
pop music.
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Introduction

Thestudyofthesonghitphenomenonhasparamountimportance forunderstanding
the specifics of the mass music and the modern music culture in general. We interpret
the song hit as a socio-cultural musical product that is represented by a pop song
mostly in love-lyrical content which has gained such quality as the recognition
of a large audience because of memorization's easiness, reliance on the genre-
intonation vocabulary of the epoch, focusing on emotional response, the presence of
an extraordinary performance image and the balance ratio of standardized and unique
musical material.

Modern song hit potentially contains not only the audial component: it often
includes a visibility and so it forms a synthetic product based on a song. Thereby
the understanding of its visualization aspect is equally important. According to
D. Rushkoff's (1994) modern mass phenomena are characterized by the features
of mediavirus — a sociocultural phenomenon/event of the present, which instantly
spread in the media space, infects a huge number of vector and corrects their minds
in line with the most beneficial to the creators of the virus.

Our study's historical framework (the late 20th — the early 21th centuries) reflects
the various stages of the viral component's adaptation in the song hit. In this process,
the video clip as a visual form of the song's existence has become especially important
(it is noteworthy that D. Rushkoff relies precisely on a video clip studying the pop
songs' viral features).

The song hit communicative nature determines the involvement of the actual mass
communication, implements also the using the most demanding and democratic
forms of material's representation. Thus, the video clip immanently involves the
visual communication channel that serves as the cornerstone in the acquisition of the
composition's song hit status.

Analysis of recent researches and publications

There are various studying aspects of the video clip in Ukrainian and Russian video
clips' researches among them the typology and the features of origin and development
(Eliseeva, 1989; Samutina, 2001), the content component and the synthesizing nature
of the video (Chernyshov, 2014), etc. However, in spite of that, the following questions
are unconsidered: the correlation of the audial and visual components’ in the song hit
and also their interaction in the process of song's popularizing. T. Cherednichenko's
comprehension of the song hit (1994) is not well argued and somewhat emotional
(despite its scientific value). In particular the scientist clarify the clip's essence
(Cherednichenko, 1994, p.182-185) and repeatedly emphasize the monotony and
discreteness of its audiovisual up to underlining the inherent phenomenon of “time
and space disintegration" (Cherednichenko, 1994, p.184). At the same time the video
clip's essential feature was not highlighted — the interconnection of its audio and
video components. As for the artiste image's papers, most of them are devoted to the
certain performers (Razzakov, 2003) or the musical management's specify (Sukhanoy,
2012; Strakovich, 2014) but no one of them contains the system analysis of particular
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artiste image's elements that promote the memorization of song interpretation.
Therefore, these aspects need more details.

Presentation of the main material

In our opinion there are such specific components in the video clip that are absent
in the song hit of its “pure”, only audio existence: discrete and heterogeneous visual
elements. The song hit (as a clip's audio component) has a cementing function: it
consolidates the video fragments and forms a new, highly attractive mass culture
product. In turn the connection of heterogeneous video elements amplifies the song
hit's tendency to mix and to combine multi-level components within the composition
(from verbal-intonation to individual-performing). This leads to the obligatory
dialogicity of the audio and video constituents which is indicated by the researchers:
N. Samutina (2001) accents the indisputable unity of the video and the song in it. In
our opinion these features not only enhance the attention to the clip but also give it
additional hook' properties. We argue this position through a comprehending of the
indicated dialogicity in detection of its hook qualities.

One of the most prominent features of such a dialogue is the tempo-rhythmic,
time correlation of visual and intonation aspects: in comparison with audio the video
may be "accurate”, "outrunning”, "delayed” — it must relate with the song's rhythm
(Samutina, 2001). The type of these components' tempo-rhythmic combination
additionally enhances the emotional perception of song imagery. For example, in video
“Taka yak ty" (“Such as you") by “Okean Elzy" audio's tender and hearty emotions are
emphasized with “delayed" montage rhythm and the smooth, “sliding” motion of the
camera.

The reason for the "delayed"” video's infrequent application is the predominance of
atypical clipmontage thatis characterized by speed, rhythm and acuteness (Samutina,
2001). The analysis of Ukrainian and Russian video clips of the 1990—2010th shows
the dominance of an "outrunning” type of video rhythm which is emphasized by
a sharp and rapid change of visual fragments. We think that this tendency is due
to the video directors' desire to give the clip an additional dynamism, activity and
impulsivity, among a huge number of examples: “Potselui” (“The Kisses") by "VIA Gra",
“Furiya” ("The Fury") by “Druha Rika" and “Na raYOne" (“On the District") by Potap and
Nastya Kamenskykh.

As researchers note (Eliseeva, 1989; Rushkoff, 1994; Sokoliuk, 2009), the video clip
becomes the main form of the hit's existence because of the specialized channels’
emergence that broadcast clips and playback tools (household video equipment and
video cassettes). Thus the using of the latest technological phenomena in the song
hit's dissemination, on the one hand, reflects the technogenic era's peculiarities and,
on the other hand, it seeks to strengthen the song hit's hook attributes by including
the visual component. Moreover, in a number of cases this component itself acquires
the quality of the hook due to the presence in the clip a variety of special effects: the
animations, the video effects, the computer graphics, etc. The visual component's

T Weunderstand the hook as an intonation-contrast element, which promotes the audience activation and
leads to update of the listener's feelings.
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enrichment with the latest technical practices is comparable to using a variety of
audio effects (e.qg., the echo, the changing of the playback speed, the playback in the
reverse direction, etc.). In both cases the main goal is to attract the listener's attention.

Another feature of the video and audio components' community of the song hit is
the movement dynamics, which enhances its hook signs. This quality is represented
often by dance (a large number of song hits of all the times are based on the dance:
for example, the Eurodance in the 1990's or R&B in 2010's). Among other ways of its
embodiment are the artiste's skill and the collage of “sliced” video fragments.

It is important a dance genre's popularization to be combined with the commercial
nature of the video clip. This aspect represents a star-artist who makes moves with
a music. It is no coincidence the artiste's presence on the screen. It is a required
condition for a clip (Samutina, 2001). Similar to the song hit's commercial substance
the clip's commerciality led to the crystallization of some clichés in it?2, among them:
the performers' clothes, their language and gesture, the video space's entourage,
the shooting's type, the plot's type, etc. (Samutina, 2001). So just like using typical
intonations in the song hit, there is a standardization of all the clip's levels: from the
gestures and the language's specifics up to the general plot. But as in the case of
audio-hit the operation of stable visual fragments does not necessarily indicate a low
quality of a clip: on M. Eliseeva's (1989) mind “a well-constructed clip can be called
an audiovisual sonnet — strict timeframes, functions and aesthetics made it a some
special genre" (p.16).

In addition to the commercial essence the song hit's visualization accumulates
the most effective viral-memetic components that encourage listeners to spread it.
Among them are memes, which appeal to the genetic “sensitive points" and socio-
communicative instincts (according to R. Brodie, 1996): sensuality, anxiety, food,
belonging to community, obedience to authority, etc. Consequently, we investigate the
specificity of the video clip's viral-memetic nature as a synthetic product.

Like the song hit's intonation content the most demanded and used elements of the
music video are connected with the sensuality and anxiety memes. A typical example
of a based on a dance music video is "Okean i tri reki" (“The Ocean and Three Rivers")
by V. Meladze and the band “VIA Gra". In addition to the intonation component, vigorous
dance acquires a dominant role in the video and gives additional viral properties to the
hit.

In this aspect, central importance has a specific interpretation of dance in the
pop culture by T. Cherednichenko (1994). The scientist designates the following its
connotations: “the environment of bodily energy”, “the plastic capabilities' play”, “the
erotic symbolization” (p.161). Obviously, the result of such arhythm-dance component's
positioning is the sensuality meme's actualization. The “duties’ division" of the clip's
participants is interesting: the modern-dance group embodies “the environment
of bodily energy" and “the flexible capabilities' play” (because of the graceful and
simultaneously active-sharp choreography which is typical for the modern musical)
while the soloists' plasticity is permanently aimed to broadcast of erotic sensuality.

2 The clip’s clichés significance is best illustrated by M. Eliseeva (1989): “often the clip is a set of clichés.
But it should keep in mind that a gigantic work has been done to find these clichés so there is no reason to
neglect this experience” (p.16).
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This clip's intonation and visual components' dialogicity way are the domination
of sensuality and attention activation memes (attention activation meme is derived
from the anxiety meme). Therefore, it is typical to use in “Ocean and Three Rivers" clip
with a quick and sharp frames changing which contributes to the complementarity
of the multi-level components. In the verse the composition's main "actors" are
compared: V. Meladze (his melody contains the attention activation meme [rising-
iambic P4] and sensuality meme [rising m6 on distance]) and the group "VIA Gra" (the
melody is based on the singing within the limits of 3 sounds). The chorus contains a
sensuality meme in a veiled form: smooth-winding melodic deployment (it is the best
suited to the reproduction of the rivers' whimsical flow, which is also referred with the
verbal text) is carried out in the small-scale range (f’-a).

It is significant that in the clip “Ocean and Three Rivers" the embodiment of
“the erotic symbolization" (according to T. Cherednichenko, 1994) contributes the
attraction of various cultural phenomena which are on different sides of the “cultural
abysm". On the one hand, it is a reminiscence of well-known canvases that are a kind
of art hits with nudity (“Venus Anadyomene" by Sandro Botticelli, "Grande Odalisque”
by Jean-Auguste-Dominique Ingres and “"Danaé&" by Rembrandt) and also are the
masterpieces of undeniable artistic value. On the other hand there are the mise
en scenes with a typical women's stylistic image for an erotic films (the pseudo-
shy behavior, the emphasized bright makeup, the seductive body's plastic). It is
worth noting the using in this clip the erotic mise en scenes reflects the practice to
saturate the visual range by sensual elements that was typically in the mid-1990s
films and was indicated by researchers in the cinema art sociology®. The totality
of the intonational, choreographic, pictorial and image components defined in this
clip forms such a vivid video product that subsequent listening of the hit “Ocean
and Three Rivers" causes visual “pictures"-memories. In addition, the viral-memetic
components contribute to this composition's further solidification in the memory.

A special aspect of the viral-memetic nature's embodiment is the presence of
a belonging to community meme in song hit. Such compositions reflect the demands
of some socio-cultural groups — usually with a marginal status. Among them, there is
one of the most popular in the post-Soviet mass culture: so-called Gopniks — young
people whose mentality and lifestyle are in violation with generally accepted norms
of behavior*. Although these videos' target is young people (due to the declaration of
rebellious behavior), we believe that these clips' peculiarity leads to the appearance
of a hook effect for a wide audience. It is significant that the clips' topics reflect the
demands of “the margins" and led to the use the typical media virus mechanism for

3 For example, K. Tarasov outlines the situation in 1994th: “Russia has apparently entered the forefront in
the cinema world community with the volume of the erotic and pornographic mass that spills on the screen.
The screenplay clearly aims to satisfy symbolically the audience's sexual needs” (Tarasov, 1994, p.64). This
trend is typical also for Ukrainian cinema so in the video "Ocean and Three Rivers" the using of sensual
images is natural and justified.

4 Hopnik is “the representative of the subculture which was formed as a result of criminal aesthetics’
infiltration in the working environment; a person who demands money or valuable things from other people,
a crook, a robber, a hooligan. Hopniks are self-asserted by inflicting humiliation and injustice of other
people. A typical gopnik can cling to passers-by for no reason if he feels they cannot stand for themselves'
(Gavriliuk, 2010, p.126).
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the rooting of memes to the mind — the cognitive dissonance method. For example,
the clip “Na raYOne" ("On the District”", 2008) by Potap and Nastya Kamenskykh
declares a frankly gopnik theme which representation is in all the structural video
and audio components, among them:

+ unpretentious melody with the predominance of intonation “trampling” on 2—-3
sounds which is subordinated to the repeating harmonic sequence t-VI-s-D — it is
the conscious involvement of musical language's specific elements that are easy to
intonation by representatives of the target audience;

« visual conversational preamble and completion (performed by residents of the
project “Comedy Club Ukraine" T. Batrodinov and A. Burim) which depict the typical
image of this marginal subculture's representatives;

+ using of such a video material is depicting an ordinary commuter town
(nondescript Khrushchyovkas, a flea market, observant grandmothers on a bench,
the carpet's knocking out, children's jumping on an elastic band, etc.);

+ Potap and Nastya's performance in the “field" conditions — the artistes represent
the Gopnik's image stylistics relief and in a somewhat romantic key: aggressive-
swirling facial expressions and gestures, eccentric submission of verbal text (he is
generously replete with slang expressions like “Vasya, chto ty gonish?" ["Vasya, what
are you lying about?"] or “zayavu eyo batya nakatal togda nekstati" [*her dad drove
the claim fortuitous then"]), tasteless pretentious style of clothing with the numerous
gold adornments (mostly the massive chains).

Particular attention deserves the verbal-intonational component of this clip.
According to YouTube-reviewer I. Oleignikov (Igor Chili) the intonational aspect
of the hit "On the District” is an outright plagiarism of the composition “Applausi
per Fibra" (2006) by Italian rapper Fabri Fibra: “That's really impossible to make a
complete song list of this person [Potap = O. Potapenko — I. Shnur] and his team
have stolen from other stars because they rush out all themselves are listening to.
It's interesting that the greatest Potap and the company's hits were borrowed from
other well-known tracks" (Oleinikov, 2013). Thus, the modification of the original
composition took place exclusively within the hit's text-verbal component. It is
significant that Potap's composition borrowed from Fabri Fibra's song all the audio-
conceptual material including the accompaniment'’s timbre-intonational component.
We would not focus on the ethical aspect of this but note that despite the great degree
of heredity the hit "On the District" transforms the emotional and semantic assertion
due to the using of another plot. In "Applausi per Fibra" we see the narrative about the
life's difficulties — the domination of depressive-brown color is largely contributing
to this. Whilst the visual component of Potap's hit was made with a greater claim
to chic, the apparent desire is to carol the gopnik's way of life: it is manifested with
underlined-bright colors of “picture”.

In spite of the fairly high artistic and technical quality of this group clips they are
a kind of sympathy for the unpretentious taste of mass products’ typical consumer.
It is significant that these hits' visual representations reveal the the post-Soviet
person's latent mental characteristics. Thus according to N. Kuznecova, although
the times of the gopniks' widespread physical domination became part of the 1990's
history yet their image's brightness would forever lay in the modern man's mind.
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“The vestige of the gopnik-gene is manifested in the fact that even the most quasi-
western-looking young Russian person carries a classic gopnik's outlook in his
heart: the blind chauvinism, the anti-Americanism, the hatred to blacks and of course
a tendency to gopnik's tricks on Aeroflot flights, when even the richest Russian can
feel the influence of his hopnik's recessive genes" (Kuznetcova, 2007). Therefore,
in the clip "On the District" there is a purposeful appealing to the subject that has a
response in the Slavic mentality and has signs of deliberately created media virus.

The song hit's marketing essence leads to the extraordinary commercial potential
not only the song itself but also its performer. In the 20th — early 21st centuries
the industrial specifics of the hit's writing and distribution was increased by the
significant technological development and the formation of the musical enterprise's
phenomenon (recording companies). These structures led to the emergence of the
hit and star artiste because "disproportionately large resources were invested in the
promotion of a small part of musical products — potential bestsellers — that causes
the dominance of the so-called system of hits and stars" (Strakovich, 2014, p.30-31).
Consequently, the "win" compositions almost always are approved by the musical
industry so it proves the thesis that the song does not become a hit without its
powerful popularization even despite the well-made hooks.

Itis important the musical corporations' financial support is too far from everyone
who wants to sing. The marketing approach works in this aspect too because
“no one label will work with a musician "from scratch”, an experienced producer
chooses an artiste who has the charisma, knows how to move on the stage and has
enough concert experience” (Sukhanov, 2012, p.26). This rule's exceptions are the
television vocal shows (“Voice of the Country”, “Factory of Stars", “X-Factor", etc.)
which specificity is precisely to show the production process of the "star” artiste
from the average person (among the examples — the singers Alekseev, P. Gagarina,
A. Matvienko, V. Romanchenko, Timati).

The fashion phenomenon has a significant effect on the artiste's image by
adhering to specific fashion criteria: matching with actual audience demands and the
presence of a certain artistic image. These positions define the most typical features
of song hit's artiste:

* The free artistic manner as a means of communicating with the listener. In
our opinion because of this, the sensuality meme is inherently characteristic of pop
image with varying intensity of its appearance.

+ Domination of image provocative as a way of keeping the attention and the main
tool of the artiste's popularization® — thus aggravating the composition's hook and
viral essence.

+ Specific emotions' expression as a reality's recreational simulacrum.

Thus the pop artiste's image must contain certain components that are able to
“act” on the audience as much as possible: the memetic elements (mostly attracted
by the sensuality meme), somewhat that keeps an attention (mainly due to the
image's provocative nature) and the relevance that embodied in the entertainment
key.

5 According to V. Sukhanoyv, “the provocation became a kind of mass demand. A significant role in this was
played by advertising that made a provocation into a cult” (Sukhanov, 2012, p.25).
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It should say the image has a multi-level structure: it includes the artiste's
appearance, his suit, stage behavior and the peculiarities of individual
performance. However, no less importance has such an essential characteristic
as the timbre and intonation vividness of the voice, which ensures the artiste's
recognizability. At the same time, the performer's specificity (the regional accent,
the diction “defects”, etc.) should be an artiste's charm, and not an obstacle
in the listener's perception. An example of such the “incomplete” charm is the
slight hoarseness and some burry that immanent to the manner of S. Vakarchuk.

As we see, the individual artiste's image has a paramount importance to the song
hit and it necessitates the study of the Ukrainian-Russian pop performers' image
specificity. So let us comprehend the most significant images of the 20th — early 21st
century's performers.

The Soviet artiste's image reflected the ideological inquiries so there is no
provocative in it. Depravity and frivolity were identified with bourgeois pop art whereas
Soviet artists emphasized love for the Motherland (for example, I. Dunayevsky's
“March of enthusiasts" performed by L. Orlova, Dm. & Dan. Pokrass' "Moscow May" in
the performance of V. Bunchikov and V. Nechaev).

The Soviet artiste's image envisaged extreme modesty of the clothes: a strict
suit and a shirt with a tie in men, modest dresses for women and also unpretentious
scenic behavior. It should be noted that in addition to observing the ideological
guides the artiste's "stiffness" is due to the technical peculiarities of that time: the
microphones should be hold in the same position because of the background effect's
significant probability so the artistes were not able to move with them. But even this
“inconvenience" contributed to the inner emotions' concentration and emphasized the
artiste's sculptural expressiveness even a certain bulkiness of the image, especially
for male artistes (for example, the concentrated and at the same time inspired
performance of the song “My Moscow" by M. Bernes).

The Soviet image was a kind of the genre-intonation concept's continuation:
either sincere lyricism that prompts listening to songs as an old friend's stories,
or concentrated concert songs based on the march genre, which emphasizes the
performer's social status as a “speaker of ideas" and an ideologue.

At the end of the Soviet period (1970-80's) was formed another image style, it
was aimed to the competitiveness with Western songs that penetrated from the “Iron
Curtain". One of the brightestis theimage of A. Pugacheva whose originality is based on
the so-called "theater of songs" — the underlined theatricalization of the performance.
In this artiste's representation a song appears to be a solo performance and a kind of
musical theater. For example, during the performance of the song "Arlekino" (1975)
A. Pugacheva involved the principle of concentrated influence on the listener: “the
expressive effect is achieved not only by intonation but also with the appearance.
Before culminating, with a few movements the artiste creates a hairstyle that shades
her as much as possible. On the words of the culmination "I will take a mask and this
world will change with me" the singer removes hair from her forehead pronouncedly
in the slow movement" (Razzakov, 2003, p.104). Significantly, A. Pugacheva's
emphasis on the spectacular performance is a consciously formed image
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strategy®, which the artiste adheres to throughout the creative path’. Moreover the
well-developed strategy of “theatricality” went beyond the purely performing image and
led to creation of the production center “Theater of the Song" (since 1988) which is
engaged in organizing the cultural events (the festival “Christmas meetings"), the tours,
the albums and souvenirs releases, as well as production activities.

After the USSR's collapse, the post-Soviet artiste’'s images arose "offhand" in
accordance with the rapid pace of the formation of a broad-based pop industry. Their
main property was the imitating the external features of Western pop music: the
sensual liberty, the dynamism and the comprehensive dance. Borrowings concerned
both visual and genre-intonational components: instantly the dominant genre style
became Eurodance that was popular in the world wide practice (the stability of artificial-
synthesizing sound, the obligatory presence of a synthetic inflammatory bit as if it was
whiped up), for examples, "Ruchki" ("Arms") by the group “ViRUS!" and “Chao, bambina"
by the group "Kar-Men".

In the subsequent (2000—2010%"), the post-Soviet musical industry is characterized
by a general “strategy of minimizing costs" (Frolov, 2007, p.70) and it has a predominance
of images' imitation. There are practically absent specific indicators can distinguish the
singers' image. The majority of Ukrainian and Russian pop artists' images are presented
as some kind of the following signs' compilation: the declaring a “glossy" image, the
accentuating the external data, the presence of sensuality elements. Meanwhile the lack
of their originality and the absence of creative approach to the image largely deprives
the pop artists of the individual. Their images are diversified exceptionally by stage
costumes: for example, Dima Bilan's street style (the jeans, the shirt, the sneakers),
F. Kirkorov's and M. Baskov's glitteringly-overflowing clothes or Ani Lorak's and
S. Loboda's pompously-shining and, at the same time, sexually-relaxed stage clothes.

In our opinion, image's secondary is one of the reasons for the post-Soviet pop
music's absence on the international level. In those cases when the efforts to create an
original performing image were made the pop artist gains worldwide recognizability. For
example, an image-makers team developed image of the singer Ruslana (R. Lyzhychko)
filled with "wild" energy that played one of the key roles in her victory at the Eurovision
Song Contest 2004 and greatly increased the recognizability of this artiste on the
international arena.

6 F. Razzakov's cites a dialog between A. Pugacheva and A. Stefanovich (a film director and her future
husband) who prompted her to interpret this image: “you are a wonderful artiste, this is your strongest side,
develop it. Strive to play all your songs, turn it into a theater". Pugacheva was extremely interested in this
proposal. She asked, "how can | do that?". "Well, make a little play from the song. You should have such
a dress, which can be transformed into various stage suits so that you can play several different roles. In
general you have to handle any requisite". "But there is only a microphone in my hands". “Right. But who
prevents you from making it, for example, a scepter or a glass?” (Razzakov, 2003, p.40).

" To prove this thesis let us give an impression of A. Pugacheva’s performance in the newspaper “Na
smenu!” (“On shift!", 1965): “Today Alla Pugacheva makes a solo performance on the stage, it is a theater of
one actor. Yes, it is the theater because Pugacheva not only sings well but also she creates a song's visible
image — a capacious, an expressive. Everything “works" for the song: the magic of the hands and the magic
of the eyes, the luxury of obedient hair, the tactfully confused, the smooth, suddenly thrown back from the
forehead and revealing the clear face of the Madonna, and the progressive, mournful and elegant, clumsy
and volatile dress (Alla calls it in a theatrical way — a suit and even a boilersuit) which becomes a little girl-
dress and even the clown's cloth for her whim” (Quoted by Razzakov, 2003, p.73).
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Conclusions

There is the variety of ways in representing the song hit's visual aspect. The using
of the latest technical effects and vivid cultural phenomena suggests that the clip
continuously absorbs and comprehends all the appearances that can hook the viewer's
attention and firmly root in memory. The visual contexture's saturation with powerful
memes and memo complexes has the extremely important role in this process.
This aspect emphasizes the importance of media virus as a video clip's essential
feature. Moreover, the virus components' involvement to the video is conscious and
purposeful: there is no coincidence that in D. Rushkoff's typology the video clips refer
to the intentionally created media viruses (Rushkoff, 1994, p.218).

As for the clips' quality, in our opinion, the numerous factors of the video's
diversification cause precisely the monotony's avoidance mentioned by
T. Cherednichenko (1994, p.184). On this occasion, there is an existence of a large
number of resources in the Internet that are dedicated to the video clip's montage
and contain numerous recommendations of avoidance the visual routineness. For
example, one of them recommends to alternate smooth changes of the frame with fast
transitions and to contain the most beautiful footages on the strongest music accents
(Khaprichkov, 2016). As we see, the visual products' creators are deliberately aimed
at maximizing the audience's attention by diversifying the tempo and rhythmically
emphasizing the video's brightest moments.

Itis important that such a strong concentration on the video is due to its specificity
status in the structure of mass culture on the borders 20th—21th centuries. In this
regard, the relevance has Y. Strakovich's thesis about the change of the video clip's
role: “in the 20th century music video was a kind of advertising that leads to the
musical product's purchase; in the 21st century the clip is a final product created
to keep the audience's attention” (Strakovich, 2014, p.287). As we see the change
of the video clip's structure and functions has caused the modification of the song
hit's compositional specificity: in the XXlIst century the visual component acquires
the most importance in hit's structure and provides a new, extremely wide field for
the hook qualities’ implementation. In the music video itself the emphasis shifts from
the representative function (associated with the hit's visual embodiment, the artiste’s
presentation and the image declared by him) to the communicative: the clip becomes a
kind of "message” translator from the performer to the listener/viewer and, in addition,
from one viewer to another which underlines the D. Rushkoff's opinion about the video
clip as the most effective media virus tool (Rushkoff, 1994, p.211).

It should be noted that in the hit's structure the artiste's image plays one of the
leading roles since the song's performer acts as its representative, he is a key figure
in the perception process. The actual tendency of saturation with the hook and viral
elements all the constituents causes the exceptional role of the artiste's image: under
the condition of continuous and professional work with it there is the great potential
for song popularizing and imparting it the hit qualities.
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BIAEOKJIIN TA BAKOHABCbKUW IMIAK AK MEXAHI3MU
NMOCUNEHHA MEAIABIPYCHOI Ali NICEHHOIO WWIArEPY

(HA MATEPIAJII YKPATHCbKUX TA POCIMCbKUX KOMMNO3ULLIN
KIHUA XX - MOYATKY XXI CTONITTA)

IBaHHa LLHyp

KaHauaaT mucTeyTBo3HascTBa; ORCID: 0000-0002-8633-5244; e-mail: iv.phenix@gmail.com
M3BO «Kuiscbka Akagemiss MucTeyTB», Kui, YkpaiHa

AHoTauyis

YinbHe Micle B MacoBil My3WYHiI KynbTypi HaNeXuTb MiICEHHOMY LASIrepy — ABULLY,
[esiki 0coBIMBOCTI IKOro [OCI HE MatOThb MPYHTOBHOMO OCMUCIIEHHs!. Cepef, HUX — BifgeoKin
AK crneymdiyHa hopMa BTiSIEHHS LWAsSirepy Ta BUKOHABCbKUM iMiX SIK KOMYHiIKaTUBHUIA 3aci6
nobyTyBaHHS1 JaHoro peHoMeHa. 3'sicyBaHHS LiMX acneKTiB CTaHOBUTb MeTY JOCHif)KEHHS.
Jlorika [OOCSAIrHEHHA 3a3HayeHol MeTM 3ymoBuia BUOIP MeTOAIB AOCAIMKEHHA: MeTon
aHanisy HaykoBol niTepaTypu 3 npobnemu (Onsi BUSIBEHHSI CTyneHs Ti po3poGneHocTi Ta
nepcrnekTUBM MNoJanblMX PO3BiAOK), MeTOoh iHTOHALUiWHOro aHanisy (Npu [OCHigKEHHI
0co6MBOCTEN MY3MYHOI MOBW, MPUHLMMNIB oOpraHisauii Uinoro), QYyHKLUiIAHWA MeTopq,
(cnpsiMoBaHWIN Ha BUBYEHHS Mipy 3aIeXHOCTi NPefMeTY LOCHiLXEHHS Bifl COLiOKYNbTYPHUX
cnyxaLbKuX 3anuTiB), KOMYHIKaTUBHUIA MeTopA ([O3BOJISIE BPAXOBYBATU YUMHHUK NMOBYTyBaHHS
KOMMO3MULiM y CyCnibHii CBiLOMOCTI, peakLito ayanMTopil Ha HUX Ta 0COBUCTICTb BUKOHABLSA),

KOMMapaTuBHWUA (AN BMBYEHHSI XaHPOBO-iHTOHALMHOI Ta iHAMBILYyanbHO-BUKOHABCHKOI

CK/af0BUX NICEHHOTO WAsirepy).

HauineHicTe MiceHHOro LWAsirepy Ha OXOMJIEHHS LLOHAWLWMPLIOT ayauTopii 3yMOBJIOE
HasiIBHICTb Yy MOro CTPYKTYpi TakMX CKJIafoBUX SIK MefiaBipyc Ta MeM. BoHu cnpsiMoBaHi Ha
anenAuito [0 MCUXOJSIONIYHUX «UYTIIMBUX TOYOK», YKOPIHEHHSA B PO3yMi i cBOE nogasblue
MOLUMPEHHS, BOHU MOXYTb MICTUTUCSI HA BCiX PIBHAX NICEHHOrO LWAsSrepy Ta MakloTb 3a MeTy
BcebiYHe OXOMJIEHHA cnyxaya/rnsigava.

BucHoBKU. KOMyHiKaTMBHA CYTHICTb MICEHHOro LUASArepy 3yMOBJIOE 3HAYYLLICTb MOro
Bi3yanbHOI KOMMOHEHTW, MpeacTaBfieHol BifeokninoM. Take BTiNIEHHS MICEHHOro Lnsrepy,
OKpiM BUKOHAHHS penpe3eHTaTUBHOT (OYHKLT, € HaNAIEBILUIMM MefiaBipyCHUM iHCTPYMEHTOM.

Okpim 3aco6iB nonynapu3aaL,ii KoMNo3uLii, MapKeTUHIroBa NPMPOAaA LWNSrepy NOLWMPIOETHCS
" Ha KOHKYPEHTOCNPOMOXHICTb iT BUKOHaBLs. Llelt acnekT nependayae 060B'A3KOBY HasIBHICTb
B iMiKy apTucTa BipyCHUX BNaCTUBOCTEW, 34aTHUX CMIPUYMHUTM eMOLLINHUI BiAryK ayauTopil.

PenpeseHTaTMBHA OyHKLiSl BUKOHABLS MICEHHOTO LWASiIrepy 3yMOBHOE HEOOXiAHICTb NOCTINHOT

Ta LinecnpsiMoBaHol poboTu Haf iMigxXeMm.
KnioyoBi cnoBa: niceHHWI LWnsirep; Bigeoknin; MeM; MefiaBipyc; BUKOHAaBCbKUI iMifX; norm-
My3uKa

Shnur, . Video Clip and Artiste's Image as Tools of the Song Hit's Mediavirus Action Strengthening
(Based on the Ukrainian and Russian Compositions of Late 20th — Early 21st Centuries

91



92

ISSN 2616-7581 (Print) BicHMK KIBCbKOIO HauiOHanbHOro YHIBEPCUTETY
ISSN 2617-4030 (Online) KynbTypn i MycTelTs. Cepid: MyauyHe MUCTELTBO 2019+ 2(1) - 80-92

BUAEOKJIAM U UCMOJTHUTE/IbCKUA UMUK

KAK MEXAHU3Mbl YCUJIEHUA MEAWABUPYCHOIO AEACTBUA
MECEHHOIO WWNATEPA (HA MATEPUANE YKPAUHCKUX

N POCCUMCKUX KOMMO3ULLUA KOHLLA XX = HAYAJIA XXI BEKA)

WBaHHa LLUHYyp

kaHauaat uckyccteoBegeHus; ORCID: 0000-0002-8633-5244; e-mail: iv.phenix@gmail.com
MYBO «KueBckasi Akagemus uckycctn», Knes, YkpauHa

AHHOTauus

[naBHOe MeCTO B MacCOBOW MY3blKaJlbHOM KyNbType NPUHAANEXMUT NeCEHHOMY LUAsrepy —
AABNEHUNIO, HEKOTOPble 0COBEHHOCTM KOTOPOI0 4,0 CUX MOP HE UMEIT OCHOBATENIbHOr0 OCMbICTIEHUS.
Cpeam HUX — BUAEOKSUM Kak creuundundyeckas dopMa BOMOLLEHUS LWAsirepa U UCNONHUTESNbHbIN
UMUK KaK KOMMYHUKATUBHOe CpeacTBO ObiTOBaHMSI LaHHOro eHoMeHa. M3ydyeHue aTux
acrneKkTOB COCTaBNAET Liefib UCCnefoBaHus. Jlornka LOCTUXEHUSI Ha3BaHHOW Lenu obycnoBuna
BbIOOp METOAOB MCCNeAOBaHUA: METO[L aHanMsa HayyHoW NuTepaTtypbl no npobneme (gns
BbISIBJIEHUSI CTeNeHn eé paspaboTaHHOCTM W MepcrnekTUB faNbHENWMX UccnefoBaHUi), MeToq
MHTOHALMOHHOr0 aHanu3a (Mpu uccnefoBaHMm 0COBeHHOCTEN My3bIKaNbHOMO A3bIKa, MPUHLMUMNOB
opraHv3auum Lenoro), pyHKLMOHasbHbI MeTo [ (HanpaB/ieH Ha M3y4YeHUe CTENEHN 3aBUCUMOCTH
npegmeTa uccfiefoBaHusi OT COLMOKYNbTYPHbIX CNYLIATENbCKUX 3aMpoCOB), KOMMYHUKATUBHbIN
MeTog, (No3BOJIAET YUNTbIBATb pakTop ObITOBAHUS KOMMO3ULMIA B OOLLECTBEHHOM CO3HaHUM,
peakumio ayaMTOpuUM Ha HUX U JIMYHOCTb MCMOJIHUTENS), KOMMapaTWBHbIN (On8 U3ydeHus
XaHPOBO-UHTOHALMOHHON U WHAWBUAYANbHO-UCMONHUTENIbCKON COCTaBMISAOWMUX MECEHHOro
wnsrepa).

HaLieneHHOCTb MeCeHHOro LWsirepa Ha OXBaT CaMOW LUMPOKON ayanTopun obycroBnmBaeT
HanuMune B ero CTPYKType TakMX COCTaBASAKOLWNX Kak MeguaBupyc v MeM. OHWM HanpasreHbl
Ha anennsiuuio K MCUXONIOMMYECKU «4YBCTBUTENIbHBIM TOYKaM», YKOPEHEHME B pasyMe U CBOe
JanbHeiillee pacnpocTpaHeHWe, OHU MOTYT COEepPXaTbCsl HAa BCEX YPOBHSAX MECEHHOrO LWnsrepa
M UMEIOT Lieflbko BCECTOPOHHUI OXBaT cyLiaTens/3puTens.

BbiBogbl. KOMMyHUKaTMBHas CYLLHOCTb NMECEHHOrO Wsarepa npefonpenensieT 3Ha4umMocTb
€ro BM3yaJlbHOro KOMMOHEHTA, MpeLCcTaBIEHHOro BUAEOKINMOM. Takoe BOMJIOLLLEHME NECEHHOMO
wnarepa, KPOMe BbINOSIHEHUSI PENPE3eHTaTUBHON (PYHKLUKM, ABASIETCA CaMbiM AEeACTBEHHbIM
MeanaBUpyCHUM UHCTPYMEHTOM.

Kpome cpencts nonynspu3auuMum  KOMMO3UUMKM, MapKeTUHroBasi npupofa Lwsrepa
pacnpocTpaHsaeTcsa U Ha KOHKYPEHTOCNOCOOHOCTb €€ UCNONMHUTENSA. ITOT acnekT npeanonaraet
obszaTeslbHOE HanMune B UMUOXE apTUCTAa BUPYCHbIX CBOWCTB, CMOCOOHbIX BbI3BaTb
3MOLMOHANbHbIA OTKJMK ayauTopuun. PenpeseHTaTuBHasi PyHKLUMA MCMONHUTENSI NECEHHOrO
wnsrepa Bbi3biBaeT HE0OXOAUMOCTb NMOCTOSAHHOM U LieNieHanpaB/ieHHOW paboTbl HaL UMUOKEM.

KnioyeBbie c/oBa: NecCeHHbIN LNArep; BUAEOKIUM; MEM; MeLMaBUPYC; UCMOJIHUTENbCKUN
UMUOX; NOM-My3blka

m This is an open access journal and all published articles are licensed under a Creative Commons «Attribution» 4.0
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AHoTauyis

MeTa po60oTu — NpMBEpPHYTM yBary 4o MasoBifoMoi ny6ikawii niaHiCTKU Ta My3UKO3HaBUL
CodpiT OHicTpaHcbkol (1882—1956) npo BMAATHOro yKpaiHCbKoro koMmnosutopa CraHicnasa
JliogkesBnya (1879-1979), B AKili UM He Breplue 3a Mexamu YkpaiHu Oyna npeacTaBsieHa
Moro TBOpYa ocobucTicTb. MeTogonoris AOCRIAXKEHHA MoNArae y MnoefHaHHi KynbTypHO-
icTopuyHoro Metofy (BMCBITNEHHSI TBOPYOCTi KOMMO3WTOpa Ta il OLiHKM B iCTOPUYHOMY
KOHTEKCTi) Ta [)epenosHaByoro (Mpu onpautoBaHHi apXiBHUX [OKyMeHTiB). HaykoBa
HOBU3Ha CTaTTi 3yMOBJIEHa TUM, WO [0 HaykoBoro o6iry BBOASITbCS apXiBHi MaTepianu:
nuctyBaHHs C. JltogkeBnya i C. JHICTPAHCBHKOI 3 MpMBOAY CTaTTi B HiIMELbKOMOBHIl raseTi
«Prager Presse» (M. Mpara, Yecbka Pecnybnika), ska 6yna ony6sikosaHa 19 TpaBHs 1925 poky
3 Haroam 25-NiTHLOO OBINEH KOMMO3UTOPCLKOT fisnibHOCTi C. JltogkeBuya. Mepeknag cTaTTi
3 HiMeLbKOTMOBM 3[iCHMIa aBTOP LibOro fochigxeHHs. lNosnemika, ika po3ropHynacsi HaBKoJ0
ny6nikauii C. [JHiCTpsIHCbKOI, cTocyBanacsi TpakTyBaHHA HaLiOHaNbHOr0 YAHHMKA B MY3UYHIl
TBOPYOCTi, Ha WO TOHKO pearyBaB C. JllogkeBuY, pobnsiuM NpaBKU B EHLUMKIONEOUYHUX
BUIAHHSAX Wofo cebe, a TakoX cTana MiArpyHTAM OAsi aHaNiTUYHUX LOCAIAXEHb Cy4YacHUX
yKpaiHCcbKMX BYeHUX IBaHa J1sieHka Ta OnekcaHapa KosapeHka. BUCHOBKM. B 3anponoHoBaHii

LoCTiAHULbKIN po6oTi NpUBEpHeHa yBara [0 OCMUCIIEHHS NMPo6ieM HauioHanbHOI My3WYHOT
KynbTypu. PesynbTaTu [OCHiLXEHHS [aloTb 3MOry pO3BUBATU [OCHiLXEHHS icTopil

HaLioHaNbHOT MY3UKM.
KnioyoBi cnoBa: ctatTq; ny6nikauisi; NMCTyBaHHS; HaUiOHaNbHWN BUSIB; KOMMO3WUTOP;
yKpaiHcbKa My3uyHa KynbTypa; Ctadicnas Jltoakeud; Codist [HiCTpsiHCbKa

Betyn
Ctanicnae [MununosBuy Jtogkesud (1879-1979) HacTinbkM Baroma mnocTaTb
B YKpaTHCbKIi/ MY3WUYHIi KyNbTYypi, W0 Noro 6araTorpaHHa TBOpPYICTb e 6araTo pokis
npuBepTaTUMe yBary AOCHIAHUKIB | BUKOHABLIB. LiboropiyHumi toBinen komnosmrtopa

CMOHYKaB [0 aHanidy ofHiel Manosigomol ny6nikauii Codii HicTpsHcbkoi 1925-ro
poKy.

© laHHa Kapacs, 2019 Haginwna 15.03.2019

musical-art.knukim.edu.ua
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MerTa cTaTTi

MeTa po60oTu — NpMBEpPHYTHM yBary 4o MasoBigoMor ny6nikalii niaHicCTKM Ta My3MKO3HaBUL
Codpii [HicTpaHcbkoi (1882-1956) npo BMAATHOro yKpalHCbKoro kommnosutopa CTaHicnaBa
Jlrogkesuua (1879-1979), B AKil1 UM He Breplle 3a Mexamu YkpaiHu OGyna npeacTaBsieHa Noro
TBOPYa 0COBUCTICTb.

Buknag maTepiany gocnigpKeHHs

MiaHicTka, MysukosHaBuusa | neparor Codpisa [OHicTpsHcbka (24.10.1882 -
09.02.1956), 3000yBLIM MYy3MYHY OCBITY Ha TepeHax [anMuuHu Ta BigHs, posropTtana
CBOIO [HisiNbHICTb B ABCTpIi, a Big 1922 poky — B [pasi, ge ii Yonosik CTaHicnas
[HicTpsiHcbkui 6yB npodbecopoM (MeBHMIA Yac PEKTOPOM Ta AEKAHOM) HOPUAUYHOIO
dakynbTeTy YKpaiHCbKOro BiNlbHOro YyHiBepcuteTy. Ak niaHicTka C. [HicTpsiHCbKa
BUCTYNana 3 KoHuepTamu y JIbBoBi, BigHi, Mpasi, Yxropogi. i HanexaTb YnCneHHi
CTaTTi Ha My3U4Hi TeMu, NybnikoBaHi B yKpalHCbKi/ Ta iHO3EMHIiW Mpeci, rof0BHUM
YMHOM, KPUTUYHI aHaNi3n My3MYHUX KOHLePTIB. Ha Mepluomy YkpaiHCbKOMY HayKOBOMY
3'i3ai B MNpasi (3—6 xoBTHA 1926 poky) C. JHicTpsiHCbKa BMrosiocusa [OMoBiab Ha
TeMmy «[1poBigHI ifel B icTOpIl My3uKmu», B sIKil po3rnsHyna BNAMBK iHAMBIAYaIbHOMO Ta
KONEKTUBHOTO CBITOMISA Y HAa PO3BUTOK My3UYHOI TBOPYOCTI, Ha [lpyromy (20—24 6epesHs
1932) — 3auikaBfIeHHA yYyacHMKIB BUKIMKana 1i gonoBigb «HalioHaNnbHi eneMeHTH
y cbopTeniaHHin My3uLi OCTaHHIX OecATUNITb», sIKY intocTpyBana dparmMeHTaMm
komno3aunuiii M. Bpamca, K. le6rocci, M. Pasens, ®. JlicTa, E. [pira, 5. CmeTaHu, J1. lHauka,
M. Mycopcbkoro, I1. YankoBcbkoro, M. Jiucenka Ta O. [laweBCbKOro — y BflaCHOMY
BMKOHaHHI Ha dopTeniaHo (Kapachk, 2012). OToX, TeMa HaLiOHaSIbHOrO BUSIBY Y My3uLli
nepebyBana y noni HaykoBux 3aLikaBnieHb C. [JHICTPSAHCbHKOI.

He morna C. [HiCTpsiHCbKa OMWMHYTM Takoi BaXJIMBOI Nofil AK Big3HAYEHHSN
25-niTHLOrO tOBINED KOMMO3UTOPCLKOI AissibHOCTI CTaHicnaBa JllogkeBu4a, 3 AKUM
6yna 3HanoMa OcOOWCTO, i nepLie BMKOHAHHA MOro BENWYHOrO TBOPY — KaHTaTu-
cuMdoHIT «KaBkasy» B LINOCTI, OCKiIbKM paHille BUKOHYBanuUCs TiNlbKU OKpeMmi T
YyacTuHW. JlocnigHuus TBopYocTi komnoautopa 3iHoBis LLTyHaep (2005) nigkpecntoe,
o ue 6yna ronosHa nofist 1925-ro poky sk B My3M4HOMY XMTTi JIbBoBa i FannuunHm, Tak
i B XXUTTI yKpaiHUiB, NpoXuBatounx 3a ii kopgoHamu (c. 294). OgHak, «<koMnosuTop 6ys
NPOTM BNALITYBaHHS HOBIJIEI0, BBAXaB, LLLO HiYNM He 3aCJTy>MB Ha Take Bi;3HAaUYeHHS NOoro
LiSNbHOCTI, ane My3u4yHa rpoMafchbKicTb, YneHn My3nyHoro ToBapucTBa iMm. JIuceHka,
BULLLOrO My3MYHOIO IHCTUTYTY, Pi3HUX MY3UYHMX | (POMaACbKMX TOBApUCTB Ta yCTaHOB
6ynu iHwoi gyMku. 17 ntoToro «[lino» aHoHCyBano KOHLUEPT, Lo Bigdyscs 8 HepesHs,
B Hepfinto, 0 12 roguHi B 3ani HapogHoro [loMy. BukoHaBuamu 6ynu «JTbBiBCbKUI BosiH»
i CMMOHIYHMIA opKkecTp My3auuyHoro ToBapucTBa iM. JlnuceHka» (LLITyHaep, 2005, c. 295).

3 Haroau toBiNeto y ranuubkin npeci 3'seunucs ctatTi Bacuns bapeiHcbkoro Ta
Hectopa HuxaHkiBcbkoro. Cocpist [IHICTpsiHCbKa roTyBana cBil fJonuc [0 npasbKoil
HiMeLlbKOMOBHOI raseTu «Prager Presse».

3. LWTyHaep (2005) nuwe: «3 nogpyxxam [HicTpsHcbkux CTaHicnas Jltogkesuy
nepebyBaB y NpUATESIbCbKUX CTOCYHKax, OyBatoumn y BifHi, BiaBigyBaB ix i B ToM 4yac
HaBiTb JIMCTU 0O HbOrO MPUXOAWAM Ha TxHIO agpecy. OpHaue BiH 6yB NMpoTW TOro,

Kapacs, I Ctanicnas Jlrogkesud — Codia LHICTPSHCBKa: icTopis ogHier nyéikauil
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wob C. [IHicTpAHCbKA nMcana npo HbOro CTaTTo | NPUYMHY NoAaB y NUCTi. MNepumnm
y cnpagi Liei cTaTTi go JltoakeBuya 3BepHyBcs 3 lNparu pefakTop yKpaiHCbKOro Bigginy
rasetu «Prager Presse», BigomMuii ykpaiHcbkui nyéniuMct Makcum lextep. BiH npocus
JlrogkeBnva npucnaTtu ceBoto poTorpadito, ane KOMNO3UTOpP BiAMOBUB iomy» (c. 298).
Topi Cochist [IHicTpsiHCbKa Hapicnana JltoAKeBUYY pyKonuc cTaTTi n nucTa, oparMeHTy
3 sikoro nogaHo 3. LLtyHaep (2005):

«BucokonoBaxanwui NaHe [lokTope!

Jlnet Baw 3 3-ro kBiTHSA fo n. Mextepa y lMpasi onnHuBCS B MOiX pykax. [yxe
NPUKPO MeHi cTano, Lo HamipeHa [exTepoMm i MHOI CTaTTsl He ypocToinaca Baworo
placet'... 2 3 pagicTto BiTato i Tilycs BawmMm Tak 3aciy)XeHUM HOBINeEM, KU BBaXato
KOHCeKBeHLieto Balloi ycniwHoT i HaM BCiM YKpaiHUsSM [0poroi npali Ha noni Hawol
My3uku. B 3anyueHHto nocunato Bam Moo noropmxeHy Bamu ctaTTio fo nepernsgy
i cTaBnto Bam ultimatum: konm fo TUXHS He gicTaHy Bif Bac Hiskoi Bignosigu, To cTaTTs
nossuTbCA Y «Prager Presse». Ane He BBaxawTe cero «xpaHb boxe» waHTaxem 3 MoeT
CTOPOHU — f XOUy TiJlbKM MoxBanuTucs Bamu nepep vyxumu i nepe6opotu Bawly HaaTo
BENMKY CKPOMHICTb i, IK CaMi NuLLeTe, «JUKICTb»...» (C. 298).

KomnosuTop BifnoBiB IMCTOM 5 TpaBHS:
MowToBuK wrtemnens: Lwow 5. V. 25

AppecoBaHo: Wahlgeboren

S. Dnistrjanska

Wien VIII Albertgasse

34/26
Benbmu nackasa
Mani Oo6pogiviko!

[LapyiiTe, o NuLLy O0BLEM, arle TaK CKJIanocs LLLO He Mato i, pyKoto nepa, a XoTiB
61 Bam ymMM ckopille BignucaTy Ha Bawie LiHHe | Mune MeHi nucbMo. Balwui Bci apryMeHTH
CTIViKi i NnepeKkoHYytoYi, a 1 ocTaTouHo 6yB6U CnpaBi HEKYNbTYPHUIA YOMOBIK, AK6M 1 Bam
3 MPUYUHKM Balmx WsXeTHUX HaMipiB pobuB siKi HUOYAb...> 06CTPYKLIT UM WoCh B TiM
pogi. 1 Bam mywy 6yTu wmpo 3060Bs3aHuMiA 3a BCe, ane He MO3y* Npw TiM 3[ep3aTu csl
Bif} 3aMiTKMU, L0 MU B3€ TaK [aBHO 3MBEMO 3[,aeKa, L0 3 TOro MYCifio BUATH B CripaBi
Marsie Hemopo3yMiHHs. fl 6aunte YoMy GOPOHIOCA Mepeq toBINesMY, L0 He Xouy AaTy
cebe 3MBLIEM MOXOPOHUTU 3 TUM MOIM HY3L,EHHUM onybnikoBaHUM [OPOOKOM i Mako
BCeE LUe NpeTeHCito 3uTK Jasblue. Beces Taku GinbLiol NOMOBUMHM MOIX PiYnMiA MEHI Lie He
BIanocs BMBecTH, abo 5 iX LLie He BUMYCTUB 3 PyK a XOuy pas3 BUNYCTUTH.

Tomy i Bawa cunbBeTKa, xo4ua 1 K 3py4Ho nsBipye Mi3 noTpeboro ckasaTu Liochb
MO3UTMBHOO FAapHOrO, a HELOCTAYEHD K pa3 TOro NO3UTUBHOTO, 60 MOro Ay3e Marno.

Hy, nackaBa i muna lMaHi Codpie, Hexa Bam bor nomarae y Bawiv Bcin npai,
A BaM Wwmpo askyto 3a Bce, Xo4 i IpoTu cero 6yHTye ca aywa Mosi. Bu mabyTb He y BCiM

! Placet (nat.) — fo3Bin, 3aroga.

2 OpuriHan nucTa 3HaxoAuUTbCs B 0COBUCTOMY apxiBi akageMika M. MywmHkn y CnoBauumnHi, Breplue
ony6nikoBaHuii B Hawwin MoHorpadii (Kapacsb, & 06yx, 2018, c. 344-345).

3 Tak € B mCTI.
4 TyT i pani 3aMicTb NiTepy ©K» BUKOPUCTOBYETLCA NiTEpa «3».
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npaei y Bawmx nornsgax npo MeHe, ane BOHO 3p06ieHO KYNbTYPHO i 3pyYHO, sl HaBiTb
He aymaB, Wo Bu Taka denneToHicTKa LWe 1 B Tak 3aMOTaHil cnpasi.

LLnpo sgoposnto Bac
Ct. JrogkeBny

B BepecHu 6yay LiNIKOM NeBHO
B BiaHi.
1 Bac oHaK Le pa3s npoLuy sik 8o6py 3HakoMy, Mo3e6 By Takuy He MiCTUM cTaTi Tenep».

OpHak, He 3Baxatoum Ha npoTtecT C. JltoakeBunya, Codoias [HicTpsiHCbKa OpyKye
cTaTTio B raseti «Prager Presse» u. 137 Big 19 TpaBHA 1925 poky, fiKy Hel,04aBHO
HaM Banocs BigHaUTH i NepeknacTu:

«CtaHicnae JliogkeBuy, 25-piyHni tOBiNe nAKoro sK fisya MucTeuTBa
CBATKYETbCS MO BCiM YKpaiHi, 3aliMae npoBigHe Micue B yKpalHCbKiA MY3WUYHil
TBOPYOCTiI Cy4yacHOCTi. BiH € MysWYHUM ABULLEM CBIAOMO HaLiOHaNbHOMO
XapakTepy, He CTaBLUM XepTBOK HaLioHanicTU4Horo cenapatusmy. Lo pns
JIuceHka siK BenMKOro iHTepripeTaTopa yKpaiHCbKOro HalioHanbHO eTHocy, 6yno
CYBOPVM 3aKOHOM (30Kpema He MepexoauTy Mexi HalBHO-HALiOHaNiCTUYHOrO), Ans
JlrogkeBuYa cTano HaBMUCHOK CaMOOLLIHKOM), i, IKLLO TBOPYICTb JInceHka MeHLe
nigxoauTb Ans TOro, Wwo6 MaTu LMPOKUA BNJIMB 32 MeXaMU YKPaiHCbKOI KyNbTypu
(it cnig i noTpibHO po3rnsaaTu K BUKIIHOYHe HagbaHHA yKpaiHCbKOro Hapogy), To
MUCTeUTBO JltogKeBMYA Mae LHHOCTI, AKi 34aTHI BUKMKATK iMMYyNbCK Ta iHTepec
y 3aKOpAOoHHOro cnoctepirava. TBopuicTb JltogkeBunya 06'efHye Ta CMoOpigHIOE
[OBi UiTKO po3mMexoBaHi 061acTi YNCTO HApPOOHOro Ta Cy6'€eKTUBHO MUCTELbKOrO.
AKLLO B MOro iHTeprpeTaLisix Hapo4HUX NiCeHb AJ1si CoNicTOK abo Xxopy cy6'eKTUBHE
BiICTyNae Ha KOPUCTb TPaKTyBaHHSA HaLiOHaNbHOI Aylli, TO HaCTIbKU CWUMbHO
BOHO MPOSBNASETbLCA Y TBOpax, e KOMMO3UTOp 3aTpuUMyeTbCcs B o6nacTi CBOET
BiNbHOT chaHTasil. AKW0 Noro Myamka Malxe HIKONW He [ae BigyyTu BiACYTHICTb
HaLiOHaNIbHOrO NOXOAXXEHHS CBOr0 TBOPLLS, TO MO0 My3UYHWUIA BUKI1a[, 4acTo € HOBUM
Ta opuriHanbHMM, 36epiratoun Npu UbOMY TpaguuinHi dopmu, WwWob He BUpaTUcH
PEBOSIOLIMHUM, | piaKO cTynae B obnacTb NporpaMHoi Mysuku. B LboMy BiH He
€ 3aKpUTUM OJ151 YyXMX BNIMBIB. Menoauka, CnoBHEHa Tyru Ta HECMOKOHO, @ TakKoX
HecTayva uinicHoro odopmMseHHs, NofibHi y Hboro Ao TBopYocTi Ipira, puT™mika TyT
i TamM Haragye nNpo MOJIOAMI POCIACHKMI HanpsiM, a TexHiKa iHCTPYMEHTasbHOro
cynpoBogny (MigHi AyXoBi iHCTPYMEHTM) yacTo 3MyLUyOTb 3rafyBaTu BarHepa.
MpoTe, Le Bce He MOPYLYE XOOHWM UYMHOM KOHTYPIiB MOro BfIACHOI MMUCTeLbKOT
iziorHoMikK. JlipuyHe yTBOPHOE CMOKOHBIYHE MO0 MMUCTELbKUX CXUIbHOCTEW,
i B LbOMY JlipUUYHO-TYX/IMBOMY MW MOBUHHI LIYKATW MOro CTaBfieHHs (00 HifcHOCTI)
AIK KOMNO3uTopa. Y Noro CyTHOCTI HeMae ApaMaTUYHOro, 3aMicTb LibOro BUCTYMae
CMMBOJliKa eMOLiOHaNbHOro HaCTPOto. BiH NornuMHae B cebe BTINIEHWI B MY3UKY TEKCT,
06 BUPa3uTH B My3UYHOMY 0CPOPMIIEHHI CUMBOJ CBOIO MUCTELbKOIO CIIPUNHATTS.
Tak Tpanwnocb y Moro HamBupaTHiLWOMY TBOpi «KaBkas» Ofisi OPKEeCTpY, COJNbHOI
napTii Ta xopy. TyT 3B'AA30K TEKCTY Ta My3uM4HOro od)OPMIIEHHSA He peasi3yeTbCs
yepes iHTepnpeTaLito abo NepeTBOPEHHS OKPEMMUX CJ1iB UM CUTYaLi, HaBiTb BiflbLue,
rnMboKe BpaXKeHHs1 BUMANBAE 3 NOro TBOPY i NPMBOAUTbL [0 CUMBOJTIYHOTO PO3YMIHHS
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BCbOro NOETMYHOro 3MicTy. B LuboMy nepebyBaHHiI HAO4MHLi i3 AYMKOIO Ta B LibOMY
TanaHTi Tak rMMboKo BigyyBaTU TeKCT, HibU 3aHOBO BifHOBMIOETHLCA Nepen Hamu
BOJIEBUSABNIEHHS MOETa, Y YoMy nonsirae 6e3sanepeyHa xapakTepHa 0cobnMBICTb
(puca) noro TBOpYOCTI. Codiss [HicTpsAHCbKax» (Dnistrianska, 1925).

Yomy x CtaHicnas JltogkeBuy 6yB NpoTH OPYKY W€l cTaTTi?

3iHoBia LUtyHgep (2005) HasvBae Kinbka MpuUYMH: «KOMMNO3UTOPOBI MWHYIO
COPOK LWICTb POKIiB, MaNMuMHa Bif3Hayana Moro toBinen, a 3 BUAaHUX [0 TOro yacy
noro TBOPIB OYNo nuLle Kinbka paHHIX conocniBiB i dpopTeniaHHMx n'ec. Bci iHLWI
BUOAHHA cTaHOBWAM NiTorpacii, BUKOHaHI ons nigpy4dHor 6i6niotekn «JIbBiBCbKOro
BosiHa». He kpalle cTosna cnpasa i 3 BUKOHAHHAM 10ro TBOpiB. Momy nowiactuno
MaTK TaKoro NpekpacHOro BUKOHaBLSA CBOIX coflocniBiB, ik MogecT MeHUUHCbKUA,
a MoTiM | uinui psp iHWKX cniBakiB, ane W [0 LWICTOECATOr0 POKY MOro XWTTS
OpakyBano npodeciiHUX BUKOHABLIB MO0 BEIMKUX XOPOBUX i CUMCOHIYHMX
TBOpIB, Noro «KaBkasy», «3anoBiTy», «KameHsipiB», «CTpinieybkoi pancofii» Ta iH.
A Codbisi HicTpsiHCbKa, XUBYYM pokaMu y BigHi, He Morna gobpe 3HaT TBOPYOCTI
komno3autopa (c. 299).

Y cBoii cTaTTi C. [JHicTpAHCbKa cnpobyBana gaTu y3aranbHeHy XapakTepucTuky
TBOpYOCTI JTloaKeBMNYa, IK BUAATHOrO NpeAcTaBHUKA CydYacHOT YKPaiHCbKOT My3UKWY,
ogHak, 3. LUTyHaoep BBaxae, WO He 3 yciMa TBEPOXEHHAMU aBTOPKM MOXHa
noroauTuCs, MPUMIPOM, KOJIM BOHa Kaxe, Lo Hanbinbll XxapakTepHO PUCOHD MOro
My3VKKU € Nipu3M, a gpaMaTuaM NoMmy pnanekun. «He 3anepeudyroum ¢akTy, L0
JlrookeBUY € npekpacHWM NipUKOM, HiIK He MOXHa MOroAMTUCA 3 aBTOPKOH, LLLO
JpamMaTuaM WOMY YyXui. Y LibOMY, WO ApamMaTW3M CTaHOBUTb OfHY 3 FOJIOBHMX,
AIKLLLO B3araJii He roJyIoBHY pucy Moro TBOpPYOCTi, aBTOPKa CTaTTi MOrJia epeKoHaTuUcs,
Crnyxaroumn TpeTi i 4yeTBepTy vacTuHu «KaBkasy» B OepesHi 1914 p. Ta noro
IpamMaTu4Hy KaHTaTy «OcTaHHin 6in» (LLTyHaep, 2005, c. 299). Tak camo 3. LLTyHaep
(2005) He noroaxyeTbes 3 oyMKoto C. [IHICTPSHCLKOT MPO Te, WO «pPUTMIKa TYT i Tam
Haragye npo MoJoAuiA POCINCbKUA HanpsiM», OCKINIbKWU POCINCbKI KOMMO3UTOPU He
MaJi BIJIMBY Ha MY3U4HWUI cTUIb Jltogkesuya (c. 300).

3. WTyHpep Big3Havae, WO Ha MoyaTKy CTaTTi, B PYKOMUCi, aBTopKa MuLLe:
«Ludkevy¢ ist eine Musikerer-scheinung von bewusst ausgepragter nationalistischer
Art, ohne dem nationalistischen Separatismus zu verfallen»®. Y HappykoBaHin
cTaTTi cnoBa «nationalistischer Art» BunpaBneHo Ha «nationaler Art», ane MumoBoni
cnapae Ha fiyMKy, Lo came Ui cnoBa C. [IHICTpsIHCbKOT fanu npueig KOMNO3UTOPOBI
BKHOUYNTU B cTaTTiO Npo cebe B «Das neue Musiklexikon», skun came Topmi, B 1925
poui, roTyBaBcs [0 APYKY Nif pefakuieto Anbdpena ARHWTaNHa, 3acTepexeHHs: «Er
ist ein Komponist nationaler, doch nicht nationalistischer, romantischer Farbung»®. Lie
peyeHHs € B cTaTTi Npo JltoaKeBnya i B 0AMHaAUATOMY BUAAHHI lekcmkoHa yr'o PimaHa
31929 p., AKui Tex rotysas A0 ApyKy A. AHWTalH. Ha ui cnoea nocunaeca JltogKkeBuY
y 1948 p., Ha nepwoMy nyieHyMi Cnifiku pagsHCbKUX KOMNO3UTOPIB YKpaiHW, Kosn Noro
Hamaranucsi 00BMHyBauvyBaTV B HaLlioHasbHi obMexeHocTi» (LUTyHgep, 2005, c. 300).

5 JTioaKeBUY € NOSIBOIO My3MKaHTa CBiJJOMOr0, SCHO BUPAXEHOr0 HaLlioHaniCTUUHOrO TUMy, 6e3 BrafaHHs
B HaLiOHaNICTUYHUIA cenapaTnsam».

6 «BiH € KOMMO3WUTOPOM HaLLiOHaNbHOrO, ane He HaLioHafiCTUYHOTO, POMAHTUYHOTO 3aBapBIieHHs»

(nigkpecnexns 3. LUTyHAep.).
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MuTaHHA HauioHanbHoro ctunto 6ynu B noni 3opy C. JltogkeBuya, agxe we B 1905
poLi BiH NuLLe cTaTTHo «HawioHaniaM B My3uLli» 10 NepLIOro YKPaiHCbKOro MUCTELIbKOro
XypHany «ApTUCTUYHMIA BICHWUK», SIKil BiH BUAaBaB CNifIbHO 3 XY40XHUKOM |. Tpywem
(MlrogkeBny, 1999). CnoHykoto Ao Ti HanucaHHa 6ynu cTaTTi ®. Koneccu Ta |. dpaHka,
BMiLLLeHi B MepLumx yucnax xypHany. Monemika C. JltogkeBnya 3 . Koneccoto 3 Lboro
npueoay NpoAoBXunacs B noganblunx nybnikauis o6ox astopis. 3. LLUTyHaep (1999)
3a3Hayvae, Wo «..OUCKycis npo HaLioHaNbHWUM CTUNb yKpalHCbKOI MY3MKU rnoyvanacs
3HAYHO paHille, B MCTyBaHHi M. JluceHka 3 ranuubkumn komnosutopamu. Lile 1898
poky C. JTroakeuy, O. BepexHuLbkuii, . Posgonbebkuit, V. Knwakesny sycTpivanmcs
B noMeLukaHHi ®. Koneccu, untanu nuctu M. JlnceHka [0 HbOrO ¥ JUCKYTyBanu npo
HaLuioHanbHWUM cTUIbY My3uLi. MoTim C. JltogKeBMY TOPKaBCS L€l TEeMU HEO AHOPA30BO...»
(c. 12). HauioHaniam B My3uLji, MUCTELTBI | 3arasioM B KyNibTypi, Ha AyMKy C. JltogkeBnya
(1999), «...ce HilLLO iHLIE, AK ML Pi3HOPOoAHA (POPMa BUPAXEHHS TOMO CAMOTr0 1yXOBHOIO
3MICTY, TUX CaMMX JIIOACbKMX ifen Ta 3MaraHb. | B TiM HaNLIMPLLIM PO3YMiHHIO NOHATTS
HaLljioHanisMy, To BCAiKa LUTYKa, BiATakK i My3uka, Mycifia 6yTu 3i CBOIX NMOYMHIB | BECb
Yyac TBOPYOro PO3BWUTKY HaLioOHa/lbHa, T. €. 3asiexHa i Bignosigatoya nieMiHHUM
npuMKMeTaM Toi HapoLHoI cdepu 3 SIKOI BUMLLIA, @ sika BUTBOpUSIacb cepepn MeBHUX
reorpadivyHo-iCTOPUYHUX UM iHLIKX SKMX YMOB» (. 35).

Bignosifatoum Ha 3akuay B HaLioOHasIbHIN 0BMEXEHOCTi, Y BUCTYMi Ha MepLioMy
nneHymi Cninku pagsHcbKux KoMnosutopie YkpaiHu 3 kBiTHS 1948 p. C. JliogkeBuY
(2000) nigkpecnoBaB, WO BiH € «..MPeACTABHWUK HaLioHaNbHO-MOMIPKOBAHOIo
HanpsIMKY, afie He HauioHanicTu4Horo» (c. 685).

BucHoBKu

OTOX, MONpPU OKpeMi nosieMiyHi ceHTeHuii C. JHICTPSIHCLKOI, B Ti cTaTTi NigKpecneHo
nposigHe Micue C. JllogkeBMya B YKPaIHCbKI My3UYHIN TBOPYOCTI CYy4YaCHOCTI.
KoHcTaTOBaHO, L0 BiH € IBULLEM CBiAOMO HaLliOHaNbHOro XxapakTepy, K0ro TBOPYICTb —
HOBa Ta opwriHanbHa, wo 6yno MigTBEpAXEHO NofaNbliMM PO3BUTKOM TBOPYOCTI
KOMMO3UTOpa Ta MOro OLiHKOK B HAyKOBMX Npauax My3uMKO3HaBLiB A4pyroi NoNoBUHK
XX cToniTTA Ta cy4YacHoCTi.

Lo npobnemMaTnKu HaLioHaNbHOMO YUHHUKA B iCTOPITYKPaiHCbKOTKYNbTYPK, 30Kpema
B MY3WLi, NPO AKUIA NLLINOCA BULLLE, MUCTELTBO3HABL,i 3MOI/IM MOBHOL,IHHO 3BEPHYTUCSA
TiJIbKW B POKM HE3aNeXHOCTi YKpaiHW, Ko i4eonoriyHi 3a6opoHm i Kiile 6ynu 3HATI.
MeplwuM B LbOMY HaMpsIMKY npautoBae IBaH JlsweHko (1991). B ueHTpi ioro yBaru
6yna icTopisi popMyBaHHS HaLiOHaNbHOro YMHHMKA B MY3WLi Ta cy4YacHi chopmu ioro
BUSIBJIEHHS. BueHuii nigKpecnoBas, Wo ANs AOCHIAKEHHS My3UYHOI KYIbTYPOTBOPYOCTI
HeobXiJHO BpaxoByBaTW Takui 00'€KTUBHUIA UYMHHMK, SIK HaliioHaslbHa CBifOMICTb
Ta CaMOCBIQOMICTb [Hifi4iB My3MYHOro MWUCTEUTBA, «..fK MEBHWIA TUM iHTOHALiNHO-
006pa3HOro MUCIIEHHS, XapakTep TBOPYOI AifNIbHOCTI IKOro 3aneXuTb Bif, NCUXOJIOriT Ta
KYNIbTYPHUX TPaAuLii NEBHOIO CoLliaNibHO-eTHIYHOrO 0TOUYeHHS» (C. 7).

KoHuenuii . JlsiweHka nnigHo NpoaoBXeHi Ta pO3BUHYTI MOro y4Hem, OniekcaHLpom
KosapeHkom (2011), sKui1 KJt0OUYOBOI NMPOGSIEMOIO CBOIO HAyKOBOIro AUCKYpCY obupae
NposiB HaLioHaNbHOro B YKpaiHCbKii My3suui. Mpaua BYeHoro «deHoMeH yKpaiHCbKOT
HaLjioHanbHOT My3UYHOT MOBW», B SKill 0BI'pyHTOBaHa aBTOPCbKa MOAENb HaLioHabHOT
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My3U4YHOI MOBW, € (DyHOAMEHTaSIbHOK OCHOBOK [N OCMUCIIEHHS 1T MOBJIEHHEBUX
KOAiB HE NiMLLe Y TBOPYOCTI KOMMO3UTOPIB MUHYJIONO, e i Cy4YacHOCTi.

MigcymoBytoun, 3a3Ha4YMMO, WO OCMUCIEHHS NPO6sIeM YKpaiHCbKOT HaLiOHaNbHOI
MY3MYHOI KYJIbTYpU CbOrofHi pe3oHye 3 rnobanisauiiHumy, iHdopMauinHuMK Ta
iZLeoNoriYHUMK BUKJIMKAMKM M CMIOHYKae BYEHMX | MUTLIB MpaLtoBaTi 3a NpuKiagoM
BMOATHUX KOMMO3UTOPIB i BUKOHABLIB MUHYJIOrO.

Cnucok nocunaHb

Kapacb, I. (2012). My3uyHa KynbTypa ykpaiHCbKoi giacrnopu y cBiToBoMy YaconpocTtopi XX cToniTTa
[MoHorpadisi]. IsaHo-®paHkiBcbK: TiNoOBIT.

Kapacs, I, & 06yx, J1. (Yknag,). (2018). Cogis i CtaHicnas [HicTpsHCbKi. Jlnctu. Crioragun. CTatTi
[MoHorpadisi]. IsaHo-®paHKiBCbK: dosiiaHT.

Ko3zapeHko, O. (2011). deHoMeH ykpaiHCbKOI HalioHaabHOI My3nyHoi Mosu [MoHorpadpis]. J1bBis:
HTLLL.

Jlrogkesuy, C. (1999). HauioHaniam B Mysuui. B 3. LUTyHaep (Pea.), JocaigxKeHHs, cTaTTi, peleHsii,
suctynu (T. 1 c. 35-52). JibBiB: BugasHuuteo M. M. Koup.

JTrogkesuy, C. (2000). BucTyn Ha nepLuomy nsieHyMi Cnifikv pagaHcbKUX KOMMO3UTOPIB YKpaiHu,
3.1V. 1948 p. B 3. LWUtyHaep (Pen.), JocnimxerHs, cTatTi, peueHsii, Buctynu (T. 2, c. 683-
685). JlbBiB: BugasHuuteo M. M. Koup.

JlAweHko, I. (1991). HauioHanbHe Ta iHTepHayioHanbHe B My3uui. KuiB: HaykoBa gymka.

LUtyHpep, 3. (1999). C. JllogkeBnY AK MY3MKO3HaBELb, (DONLKIOPUCT i MY3UYHWUIA KPUTUK.
B 3. LWtyHpep (Pen.), HocnigxeHHs, cTaTtTi, peuensii, suctymm (T.1, 5-28). JlbBiB:
BugasHuuteo M. M. Koub.

LUTyHpep, 3. (2005). CranicnaB Jlrogkesuy. Xutta i TBopuicte. T. 1 (1979-1939). Jibeis: MM
«BIHAP-2000».

Dnistrianska,S.(1925,May 19). StanislavLudkevy¢. PragerPresse,5,137,6.B3sTo3http://kramerius.
nm.cz/search/i.jsp?pid=uuid:861d7354-d350-11e6-89c9-005056ba013a#periodical-
periodicalvolume-periodicalitempage_uuid:4505e 52d-d34f-11e6-89¢9-005056ba013a.

References

Dnistrianska, S. (1925, May 19). Stanislav Ludkevy¢. Prager Presse, 5, 137, 6. Retrieved
from http://kramerius.nm.cz/search/i.jsp?pid=uuid:861d7354-d350-11e6-89c9-
005056ba013a#periodical-periodicalvolume-periodicalitem-page_uuid:4505e52d-d34f-
11e6-89¢9-005056ba013a [in German].

Karas, H., & Obux, L. (Comps.). (2018). Sofiia i Stanislav Dnistrianski. Lysty. Spohady. Statti [Sofia
and Stanislav Dnistryanskie. Letters. Memoirs. Articles] [Monograph]. Ivano-Frankivsk:
Foliant [in Ukrainian].

Karas, H. (2012). Muzychna kultura ukrainskoi diaspory u svitovomu chasoprostori XX stolittia
[Musical culture of the Ukrainian diaspora in the world time space of the twentieth
century] [Monograph]. lvano-Frankivsk: Tipovit [in Ukrainian].

Kozarenko, 0. (2011). Fenomen ukrainskoi natsionalnoi muzychnoi movy [The phenomenon of the
Ukrainian national musical language] [Monograph]. Lviv: NTSh [in Ukrainian].

Kapacs, I Ctanicnas Jlrogkesud — Codia LHICTPSHCBKa: icTopis ogHier nyéikauil
(00 T40-pitys 3 AHA HAPOIPKEHHS KOMMO3UTOPA)

99



100

ISSN 2616-7581 (Print) BicHMK KIBCbKOIO HauiOHanbHOro YHIBEPCUTETY
ISSN 2617-4030 (Online) KynbTypn i MycTelTs. Cepid: MyauyHe MUCTELTBO 2019 -2(1) - 93-101

Lyashenko, I. (1991). Natsionalne ta internatsionalne v muzytsi [National and international in music].
Kyiv: Naukova dumka [in Ukrainian].

Lyudkevych, S. (1999). Natsionalizm v muzytsi [Nationalism in music]. In Z. Shtunder (Ed.),
Doslidzhennia, statti, retsenzii, vystupy [Research, articles, reviews, performance] (Vol. 1,
35-52). Lviv: Vydavnytstvo M. P. Kots [in Ukrainian].

Lyudkevych, S. (2000). Vystup na pershomu plenumi Spilky radianskykh kompozytoriv Ukrainy, 3.
IV. 1948 r. [Speech at the First Plenum of the Union of Soviet Composers of Ukraine, 3.
IV. 1948]. In Z. Shtunder (Ed.), Doslidzhennia, statti, retsenzii, vystupy [Research, articles,
reviews, performance] (Vol. 2, 683-685). Lviv: Vydavnytstvo M. P. Kots [in Ukrainian].

Shtunder, Z. (1999). S. Liudkevych yak muzykoznavets, folkloryst i muzychnyi krytyk [S. Lyudkevich
as a musicologist, folklorist and musical critic. In Z. Shtunder (Ed.), Doslidzhennia,
statti, retsenzii, vystupy [Research, articles, reviews, performance] (Vol.1, 5-28). Lviv:
Vydavnytstvo M. P. Kots [in Ukrainian].

Shtunder, Z. (2005). Stanislav Liudkevych. Zhyttia i tvorchist [Stanislav Lyudkevich. Life and
creativity] (Vol. 1, 1979-1939). Lviv: PP «<BINAR-2000» [in Ukrainian].
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Abstract

The purpose of this work is to attract an attention to little = known publication of a pianist and
musical expert Sofiia Dnistrianska (1882-1956) about outstanding Ukrainian composer Stanislav
Liudkevych (1879-1979), where his personality as a famous representative of modern Ukrainian
music was represented hardly for the first time outside of Ukraine. The generalized characteristics
of composer's work was also shown. Methodology of the research consists of combination of
cultural-historical method (elucidation of the composer's work and its estimation in the historical
context) and origin learning method (processing of archival documents). Scientific novelty of
the article was caused by the fact that such archival materials were added to scientific circle,
as: correspondence of S. Liudkevych and S. Dnistrianska about the article in German language
newspaper "Prager Presse” (Prague city, Czech Republic), which was published on 19 May, 1925
on the occasion of the 25™ anniversary of S. Liudkevych composer activity. The translation of the
article from the German was done by the author of this research. Controversy, which expanded
around this publication of S. Dnistrianska, was about interpretation of national factor in music
activity. S. Liudkevych reacted delicately by making notes in encyclopedic editions about himself.
The question of national style, which was within sight of S. Liudkevych as not only the composer
but also as the musical expert (let us recollect his article “Nationalism in music", 1905), became
basis for analytical researches of Ukrainian scientists lvan Liashenko and Oleksandr Kozarenko.
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Conclusions of the proposed research work result in drawing attention to understanding of
the national music culture problem. The results of the research give opportunity to develop
investigations of the history of national music.

Keywords: article; publication; correspondence; national demonstration; composer; Ukrainian
musical culture; Stanislav Liudkevych; Sofiia Dnistrianska

CTAHUCIIAB JTIOAKEBUY - COPUA AHNCTPAHCKASA:
MCTOPUA OAHOU NYBJIMKALIUU (K 140-JIETUIO CO AHA
POXXAEHUA KOMIMO3UTOPA)

AHHa Kapacb

JOKTOp uckyccTBoBeseHus, npogeccop; ORCID: 0000-0003-1440-7461; e-mail: karasg@ukr.net,
'BY3 «[pukapnaTckuii HaUyMoHa bHbIV YHUBEPCUTET uMeHn Bacununs CtepaHmkar, iBaHo-OpaHKOBCK,
YkpavHa

AHHOTayunsa

Llenb pabotbi — 06paTWTb BHUMaHWe Ha ManoU3BECTHYH MyOAMKaLMIO MUAHUCTKM
nmysbikoBegaCodum HucTpaHcKom (1882—1956) 0 BblaatoLLeMCA YKPaUHCKOM KOMMO3UTOpe
CtaHucnaee Jlrogkesuye (1879—1979), B KOTOPOI €[iBa M HE BriepBble 3a NpeaeniamMmu YKpauHbl
6blna NpefcTaBfieHa ero TBopyeckas IMYHOCTb. MeTogosiornsi uccrefoBaHUA 3akstoyaeTcs
B COYETAHUU KYJIbTYPHO-UCTOPUYECKOT0 MeToAa (OCBELLEHE TBOPYECTBA KOMIMO3UTOPa U ero
OLIEHKU B UCTOPMYECKOM KOHTEKCTE) U UCTOYHMKOBemYeckoro (npu o6paboTke apXMBHbIX
LLOKYMEHTOB). HayyHast HOBU3Ha cTaTby 0OYyCIIOB/IeHa TEM, UTO B HayYHbI 060pOT BBOASATCS
apxuBHble MaTepuasbl: anuctonsapui C. JliogkeBuya n C. [JHUCTPSAHCKOM MO MoBOAY CTaTbu
B rasete «Prager Presse» (r. Mpara, Yewckas Pecny6nuka), kotopas 6bina ony6nmkoBaHa Ha
HemeLKoM f3blke 19 Maa 1925 roga u nocesiweHa 25-neTHeMy 1O6UIED KOMMO3UTOPCKOrO
TBOpuecTBa C. JllogkeBunya. [lepeBof cTaTby C HEMELLKOrO i3blKa OCYLLEeCTB/IEH aBTOPOM 3TOr0
uccnepoaHus. lNMonemuka, KoTopas pasBepHynacb Bokpyr nybnukauuun C. JHUCTPSAHCKOW,
Kacanacb TPaKTOBKW HaLlMOHaNbHOIO KOMMOHEHTa B My3blKaJlbHOM TBOPYECTBE, Ha YTO OYeHb
TOHKO pearupoBan C. JlrogkeBuy, genas npaBku B dHUMKIONEOMYECKMX U3[aHUsAX o cebe,
aTakKxe cTasia OCHOBOW A1 aHAJIMTUYECKUX UCCTef0BaHN COBPEMEHHbIX YKPAUHCKUX yYeHbIX
MBaHa JlaweHko n AnekcaHgpa Ko3apeHko. BbiBogbl. B npennoxeHHON uccnenoBaTeslbCKom
paboTe aKTyanu3upoBaHO OCMbIC/ieHMe NpobsieM UCTOPUMU HaLMOHaNbHOW My3blKanbHOW
KynbTypbl. Pe3ynbTaTbl MccnefoBaHus [OaroT BO3MOXHOCTb pa3BuBaTb WCCef0BaHUA
MCTOPUU HaLMOHANIbHON MY3bIKM.

KnioueBble cnoBa: cTaTbs; nybnvkauusi; anNUCTONSIPUA; HaUMOHAsIbHbIA KOMIMOHEHT;
KOMMO3UTOP; YKpauHCKas MysblkanbHasi KynbTypa; CtaHucnaB JliogkeBud; Codousa
LOHucTpsHckas

m This is an open access journal and all published articles are licensed under a Creative Commons «Attribution» 4.0
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BAHYPUCTU YKPAIHCbKOI IIACMOPHU -
BUXiaul 3 rAJiIn4nHu

BionerTta [lyTuak
JIOKTOp MUCTELTBO3HABCTBa, Npogecop, 3aBigyBay kapeapn My3nyHoI yKpaiHiCTUKN

Ta HapoAHO-IHCTpyMeHTanbHoro mucteyTa; ORCID: 0000-0007-6050-4698; e-mail: violetta.dutchak@ukr.net
JIBH3 «[lpukapnatcbkuii HayioHanbHWUIA yHiBepcuTeT iMeHi Bacuns CTeghaHukar, IBaHo-OpaHkiBCbK, YkpaiHa

AHoTauis

Y cTaTTi aHani3yeTbCs COLOKY/bTYPHE NOXOA4XEHHS 6araTbox BiJOMUX NPeACTaBHUKIB
6aHaypHOro MMUCTeLTBa YKpaiHCbKOT giacnopu. BuokpemneHi nepcoHanii Mutuis — 6aHgypucTis
Ziacrnopu, ypoaxeHuiB FannunHm Ta ix 3g00yTKM Y KOHTEKCTi akTyanisauil noTpebu BUBYEHHS
TpaHcasALUiT BUKOHaBCbKOT Tpaguuii, 36epexeHHs1 03HaK BUKOHABCbKOT WKonu Tow,o. MeTtoto
CTaTTi € BUBYEHHS BHeCcKy 6aHAypucTiB ManMyYnHn y po3BUTOK BaHoypHOro MUCTeLTBa
3apybixoksi. HaykoBy HOBU3HY AOCNIAYKEHHSl CTaHOBUTb BBEAEHHS 00 HayKoBOro obiry
cucTemMaTM30BaHoIl iHhopMaLii npo npeacTaBHULTBO 6aHAYPUCTIB MannunHU B cepefoBuLL
yKpaiHCbKOT fiacnopw, IX NpiopuTeTH B iHCTPyMeHTapil, penepTyapi, BAKOHAaBCbKUX MaHepax
TOLWO.

BusHauyeHo BHecok K. MiceBuya, [. FoHTK, [. LLlepbuHu y nonynspusauito 6aHgypu
B MonbLyi y MiXXBOEHHWI Nepiof,. BuokpemseHa QisfbHICTb NbBIBCHKOT rafiMLbKoi WKou lopis
CiHraneBuua, yuHi akoi (C. MaHywescbkui, C. JlacToBuy-Yyniscbkuii, B. I0pkeBuy, 3. LLITokanko
Ta iH.), He NuLLEe CNpPUaM NoLWMpeHHIo 6aHaypy B FanuuumHi, ane i cTanu yCcrilHUMM Y Pi3HUX
BMUaax 6aHaypHOT JisnNbHOCTI B cepeoBULLL YKPAIHCLKOT fiacnopu, CUHTE3YBau CBOT BMiHHS
3 TpagUUINHUMU perioHanbHUMKU BaHaypHUMY WKonaMu. OKPeMo BiA3HAYEHO YPOLXKeEHLIB
lanuuunHm B. Jlyyiea Ta b. LLlapka, siki B cepefoBuLi YKpaTHCLKOT fiacnopu cMHTE3yBanu
perioHanbHi 6aHaypHI LWKON BUKOHABCTBA.

Y cTaTTi BUKOPUCTAHO iCTOPUYHUI, aKCIONOFiYHWUI, MY3UKO3HABYMIA Ta KYNbTYPOJSIOTiYHUIA
nigxonu Ta BiANoBigHI TM MeTo4M, AKi BUBHAYalOTb METOAO0MOri0 AoCNiAXKEHHA. 30KpeMa,
iCTOPMKO-XPOHOMOMIYHUIA MeTO 4 BUKOPUCTaAHUIN AN1s1 PO3rAsAy eTaniB XUTTETBOPYOCTI
6aHOypUCTIB, aKCIONOMYHUIA — ONsi BUSHAYEHHS LIiHHOCTI X 30,006YTKiB, My3MKO3HaBYi Ta
KYNbTYPOJOriyHi METOAM CNIPUATUMYTb PiISHOBEKTOPHOMY MpefCTaB/IEHHIO BHECKY 6aHaYypUCTIB
FafMunHKU y CBITOBY CKapOHULIIO YKpaiHCLKOT KyNbTypu. BUCHOBKMU. BU3HayeHo, Lo B npoLeci
po3BUTKY BaHAoYypHOro MucTelTBa B MannyuumHi Bigdynocsa efHaHHA CXiQHOT i 3axigHOT LKin
6aHpypu, 6ynu 3aknaneHi OCHOBHI HanpsIMMU PyHKLIOHYBaHHSA IHCTPYMEHTA, NPOLOBXEHi
'y NOBOEHHIN eMirpauir.

Knroyosi cnoBa: 6aHaypHe MUCTELTBO; Aiacnopa; ManMuunHa; ranuubka wkona 6aHaypucTiB
l0. CiHraneBuva

© Bionetra [lytyak, 2019 Hapinwna 22.05.2019
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Betyn

MucTeyTBO HaHOYPUCTIB YKpPATHCbKOI Aiacrnopy He MOXHa po3rnsaaTu nosa
CMafKOEMHICTHO KYNIbTYPHMUX, OCBITHIX | BUKOHABCbKUX Tpaauuin. Agxe B GinbLocTi,
eMirpaHTu Bxe 6ynu HocisiMK Te3aypycy NeBHUX 3HaHb, HABUYOK, CBITOrNAAY, OTPUMaHMX
e Ha 6aTbKiBLWMHI. AHani3ytoun couianbHe i reorpadiyHe NOXo4XXeHHS MUTLIB-
6aHOypUCTIB, L0 penpe3eHTyBanu CBOK TBOPYICTb B 3apy6|>K>K| CI'IOCTepIFaeMO Lo
X NpefcTaBnsnn He Nuvlle 6aHAYPUCTU LLeHTPanbHUX | CXiQHUX perioHiB YKpaiHu, ne
HanbinbLue po3BuBanocs 6aHaypHe MUCTELTBO. 3HaYHa iX YaCcTUHA Mara MOXO4KEeHHS
3 [anuuuHun.

3axigHoykpaiHcbki 3eMi Ao 1939 poky nepMaHeHTHO 3Haxo4WUncs nig Blagoro
aBCTPINCbKOI, Ni3Hile NonbcbKoi gepxasu. MNicns MepLoi cBiTOBOT BiliHW TepuTOpis
3axipgHoil YkpaiHu noTpanse nig nofibCbKU npotekTopaT. Lie Benukoto Mipoto

YHEMOXJIMBJIOBAIO NMOBHOLiHHUIA KY/IbTYPHUIN PO3BIiN yKpaTHCbKOT HalioHabHOT

KynbTypu. BignosigHo, 3ragku npo po3utok 6aHaypu nepiogy 20—30-x pokiB y MosbLij,
LLLO BifOMiI B icTOpIi pO3BUTKY iIHCTPYMEHTA, HE MOXHa BBaXaTu 04HO3HAYHO AiacnopHUM
aBuLLeM. 3 ogHoro 60ky, e 6yno 36epexXeHHSIM BfIAaCHUX TPaauLin Ha iICTOPUYHNX
€THIYHUX TepuUTOPINX, 3 iHLIOro, — NONyNsApU3aLlieto YKpaiHCbKOT KybTypu B Monblii,
aKTUBHVM PO3BUTKOM YKPAIHCbKO-MOMIbCbKMUX MY3UYHUX B3a€MUH. Came Li 06CTaBUHK
Lo3Bonunu 6aHgypuctam FanmumMHy akTUBHO MPOAOBXUTU CBOK MUCTELbKY OifNbHICTb
BXe B eMirpauii — B HimeuuunHi, BennkobpuTaHii, Kanagi, CLLA.

AHani3 pocnipyxeHb i nyébnikawiin

baHaypHOMY MUCTeLTBY lannMumMHN B MOro iCTOPUYHIN peTpocnekLii NpucBsiYeHo
psg po6iT O. BaBpuk, O. lepacumenko, L. lN'y6'sika, M. EBreHbeBoi, b. XennunHcbkoro,
L. KoBanbuyk, T. LLlaneHko, M. LLIeB4YeHKo Ta iH. [MpoTe, nuwwe B okpemux (BaBpuk, 2006;
€BreHbeBa, 2017) NPOCTEXYOTHCSA CNaAKOEMHI TBOPYI NiHil 6aHAypHOro MMUCTeLTBa
Bifl MaTepuKoBOI YKpaiHu fo giacnopHoi. NponoHoBaHa ny6ikalis TakoX NpoLoBXye
nonepefaHi poboTn aBTOPa, NPUCBSAYEHI AOCNIAKEHHIO 6aHAYpPHOro MUcTeLTBa ManMumHm
Ta yKpalHcbkoro 3apy6ixoka ([yTyak, 2006, 2013, 2014, 2018).

Merta cTatTi

MeToto cTaTTi € BUBYEHHS BHECKY BaHAypUCTIB MannumHm y po3BUTOK 6aHypHOIO
MUCTeLTBa 3apybiXKs.

HoBuaHy poboTu cTaHOBUTbL BBEL,EHHSA O HAyKOBOro 06iry cucteMaTnsoBaHol
|H¢>opmauu Npo Npe/CcTaBHULTBO 6aH,qypVICTIB FanuumMHK B cepeoBuLL YKPATHCHKOT
Ziacnopwy, iX NpiopuMTeTH B iIHCTPYMeHTapil, penepTyapi, BUKOHAaBCbKUX MaHepax ToLL,
3aKkfafeHi We B nepiog HaBYaHHSA i NPodeciMHOro CTaHOBEHHS.

Buknag maTtepiany gocnip)xeHHs
FannumnHa BUKOHyBasia poJsib NePEXifHOI NaHKu (SK y TepUTOpiasibHOMY acnekTi, TaK

i B cycnifIbHOMY ¥ KyJIbTYpHOMY) MiX YKkpaTHoto i MonbLueto, a BignoBigHo, i 3axigHoro

JyTtyak, B. baHaypucTi ykpaiHCLKOI glacnopy — Buxiaui 3 FanuymHm
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€Bponoto. baHaypy, K iIHCTPYMEHT Hapo4HUX BUKOHABLIB, lanuunHa 3Hana i moBaxarna.
MOBIpHO, 1110 came i NOLUIMPEHHS y PerioHi CNPUANO PO3MOBCIOIKEHHIO IHCTPYMEHTa
y XVII=XVIII cT. Ha TepuTopii MonbLy,i.

Po3BuTok TpaguLiv 6aHaypHOro MUCTELTBA B [afIMuuHI NepLIoYeproBo NoB'A3aHui
3 DiSNbHICTHO BUAATHOrO YKPaiHCbKOro NMCbMeHHWKa, 6aHaypuUcTa i MUCTELTBO3HABLA
MHaTta XoTkeBuya (1877-1938). [HaT XoTkeBUY nepebyBaB B MaSIMUMHI MOPIBHAHO
HepoBro — BnpoaoBx 1906—1912 poki., NpoTe, 3a Len nepion 34iicHMB 6arato
KYNbTYPHO-MUCTELbKMX MPOEKTIB, L0 Manu NepcrekTMBHE NpoaoBXeHHs. Moro npuisg
OyB BUMYLLEHOIO eMirpaLieto — BHaCNiAoK yyacTi y peBontoLinHux nogisax 1905 p.
y XapkoBi. Y FanunuuHi BiH xuB y JIbBOBI Ta ni3Hiwe B ceni KpMBOpiBHA TOLILHLOrO
CTaHucnaBiBCbKOro NoBITY.

I XoTKeBWY Bifpasy YBINLWOB [0 aKTUBHOIO KoJla NepenoBoi raiMLbKol iHTenireHL;i,
LWiNbHI B3aeMUHM 06'egHYBanu noro 3 |. dpaHkom, B. CtecpaHnkom, 0. KobunaHcbKoto,
B. MNaTiokom, C. JliogkeBnyem, O. MakoBeeM, J1. Kyp6acom, H. KoGpuHcbKoto,
0. bapBiHCbKMM Ta iH. [NepLioYyeproBo, BiH MaB BeMKI NfaHu LWo40 BiapOaXEHHS
nonynsipHocTi 6aH4Yypu B 3axigHOMY perioHi YkpaiHu. Apxe e o npuisgy XoTkeBuya
B ManunuuHy, IBaH ®paHKo nucas: «fK BiJoMO, cnpaBXHi kob3api — Tenep yxe pigkicTb;
cniBaHHA AyM BUMILLO 3 MOAM, Cepef, MPOCTOro Hapoay ANsi HAX He CTaslo cilyxaudiB.
OT TUM i BaxHO, W06 Te apTUCTUYHE peMecsio He BUIrMbso, ane 3Hanwno cobi
NPOOOBXEHHS cepef iHTenireHuii, i THaT XoTkeBWUY 3po3yMiB ce. Mn MaeMo 3BIiCTKM,
LLLO BiH CBOEH IPOK0 | apTUCTUYHUM BUKOHAHHSIM JyM POBUTb BENMKE BpPaXXeHHS
cepep iHTenireHuii» (®paHko, 2008, c. 382). XoTkeBMY crofiBaBcs, LLLO MOro npaus
Ha My3U4HO-NpodeciMnHOMY piBHI 3MiHUTb CTaBNeHHA 0,0 Ko63apcTBa i B [annumHi,
nigHiMe NOoro Ha sIKiCHO HOBWI LWabenb. BiH CKOHLIEHTpyBaB cBOKO 6aHAYPHY AisyIbHICTb
Ha [eKiNIbKOX PiBHSIX: BUKOHABCbKOMY, MPOCBITHULbKOMY, HaBYaNlbHO-MeTOAUYHOMY,
BBaXarouu X HEpO3PUBHO NOB'A3aHUMMN.

BiH npoBiB gna xutenis ManMuvHu gBa BeJIMKUX KOHLEPTHUX TypHe (1906—
1907, 1909), ge BucTynaB K cosicT-6aHaypucT i ckpunanb (B aHcambni). MaseTa
«[lino» nocTinHo iHdbopMyBana YMTauiB NPo KOHLEePTU BaHAypucTa B MicTax i cenax,
Bifl3Ha4at0umM NOro BipTyO3HICTb, TOHKUI XYL0XHIN CMakK, apTUCcTU3M. MancTtepHe
BOJIOAiHHSA rONIOCOM, 61IMCKYYY IHCTPYMEHTANbHY TEXHIKY, XY 0XHE BUKOHAHHSA OLLIHWIIN
" My3uKaHTU-dbaxiBLi, | nepeciyHi cnyxaui.

MoxHa cTBepXyBaTH, Lo B KOO3apCbKMX KOHLIEpTax ranLbkoro nepioly XoTkeBuy
yXe € My3MKaHTOM, KOTPU BU3HAYMB HOBUIN HaMNpsiM, CTUJb, LLIKOJTY, BAKOHABCbKY
ecTeTUKy B Ko63apCbKOMy MUCTeLTBI. AK Bigryk-pedonekcisi Ha KOHLEPTHI BUCTYNK
B MannuumHi MTHaTa XoTkeBnYa 6yna HanucaHa i ony6nikoBaHa cTaTTs «BigpoaXeHHs
6aHaypu» BUOATHOro My3mKo3HaBLA | KomnoauTopa CtaHicnasa Jlrogkesuya (1906 p.,
yaconuc «CeiT» (4. 7) (Jlrogkesuy, 2000, c. 182-184). HeBMnagkoBUM BULAETLCSA
aHanis JlroakeBnyem crnocobiB rpy Ha 6aHaypi. BiH obpe 3po3yMiB Ti MOXIMBOCTI,
AKi BiKpUBaB xapKiBCbKWI cnocib rpy gns ManbyTHbOro BUKOHABCTBA, | NigTpuMasn
y uboMy MHaTa XoTkeBuya. C. JltoakeBuUY nigkpecnroBaB HalioHasbHI 0CO6MBOCTI
6aHOypu: «... MU NMOBUHHI Haf, CE0 CMPaBO CEPMNO3HO 3aCTAaHOBUTUCH X04 61 TOMY,
wo 6aHaypa, fiki 6 He BynKn Tl NepBONOYMHM 1 NMOXO4XKEHHS, yce X Taku Big XVI Biky
CTaHOBUTb BUKJIHOYHY BNIACHICTb YKPalHCbKOro HapoAy, ika HEMOB 3pocnacs 3 1oro
iICTOPUYHUM XUTTAM i HUHI CBOEK KOHCTPYKL,i€H, XapaKTepUCTUYHUMU MPUKMETaMu
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(came OBOSIKUMU CTPYHaMM) € TUMOBUM, CreundiYHUM YKpaTHCbKUM HapoaHUM
iHCTPYMEHTOM, SIKOro Hife He nofubyemo. Ak Taka 6aH4ypa NoBUHHA cTaTh 61M3bKOHD
" Munoto BcAKkoMy ykpaiHuesi» (Jllogkesuy, 2000, c. 184).

XoTKeBMY NPoLoBXYe KOO3apCbKy AiASIbHICTb He JIMLLE Ha piBHI BUKOHABCTBA, aJle
" HayKOBWX y3arasnbHeHb: Ny6nikye nepunii B ictopii ko63apcTBa «igpyYHUK rpu Ha
6aHaypi». BiH 6yB BuaaHui y JibBoBi 1909 poky y BULaBHULTBI HaykoBoro ToBapucTea
iM. T. LLIeBueHka (XoTkeBud, 1909) i cTaB nepLioto cnpoboro MeToAUYHO-TEOPETUYHOIO
y3arasibHeHHs1 cnocob6iB 3BYKOBWU406YBaHHS, NPUAOMIB rpu Af1s 4iaTOHIYHOMO IHCTPYMEHTA,
akoto 6yna Toni 6aHAypa, Ha OCHOBI XapKiBCbKOro Tuny rpu. Migpy4YHuk XoTkeBnya maB
XapaKkTep caMoBYMTenNs ana 6aHaypuUCTiB-NoYaTKiBLIB. ABTOP TYT BUXOAUTb 3a MeXI
TEXHIYHOro NocibHMKa 1 NparHe posLWMPUTU CBITOMNAL KOPUCTYBaYiB Bif,OMOCTSIMU
3 Teopil MY3KKU, y OCTYNHIN ddopMi BUKNA[a0uUn NOHATTA PUTMY, TOHASIbHOCTI,
iHTepBafbHUX CTPYKTYP, KJHOYIB TOW,0. TaKoX BiH BUCBIT/IHOE iCTOPit0 BUHUKHEHHS
6aHoypw, po3MNoBCOAXKEHHS 1T B YKpaiHi. He MeHLW BaxiMBuUM 6yB po34in TEXHIYHO-
iHXEHepHOro cnpsIMyBaHHS: IK BATOTOBUTM i HacTpotoBaTu 6aHaypy. XOTKeBWY nponarye
JecsTunanbLeBy CUCTEMY 3BYKOBUL00yBaHHS, XapKiBCbKUI Crocib rpu, NPOMNOHYe 3HaYHY
KifIbKiCTb BMpaB, TEXHIYHUI penepTyap, 3BepTaoym 0cobnmBy yBary Ha pisHOMaHITHi
annikaTypHi KoM6iHaLil Ta MOMOXEHHA NanbL,iB BiGHOCHO CTPYHW.

Came KOHLIepTHi BUCTYNM XOTKeBMYA CTUMYJSIHOBAIIM iIHTEPEC MY3UYHOT FPOMaCbKOCTI
Ta NepecivyHuX ranuyaH go camobyTHbOro iHcTpymeHTa 6aHaypuv (Koeanbuyk, 1992,
C. 26—27). Xo4a XOTKEBUY HE 3a/ULUMB Ha [anMyuHi YYHIB, MPoTe BUOAHUI HUM MiApPYYHUK,
LL,0 cTaB HaAbaHHSAM NpMBaTHUX 6ibnioTek 6araTbox NpeacTaBHUKIB MiCLIEBOT iHTeNireHLi,
CBSILLEHVWKIB, CPUSIB BUPOBHULITBY iIHCTPYMEHTIB Ta HaBYaHHSA rpy Ha HUX. Benuka
npaus BugaTHoro 6aHaypvcTa He MUHya fapeMHo, a cTana MilHUM chyHOaMEHTOM
AN npodhecinHoro po3BUTKY IHCTPYMeHTa B perioHi. 3aranom ko63apcbka BisiIbHICTb
XoTkeBuYa B [aNnUMHi, BAKOHaBCbKa Ta METOMYHO-HAYKOBa Y MOEAHAHHI 3 MOAANbLLOK
LisinbHicTIO GaHaypuUCTIB emirpauii (y T.4. npa3sbkoro i nogebpagcbkoro rypTkis),
CMpusisia CTAHOB/EHHIO ranuLbKoT Koy 6aHaypHOro MucTelTBa (30Kpema, LWKoIm
t0. CiHraneeuya), a nisHilue i IbBIBCbKOT akaaeMivyHoTl 6aHaypHoT WKkonu B. MepacumeHka.

Okpim nigpyyHuka . XoTKeBUYa, HAyKOBWIA I'PYHT AJ11 pOo3BUTKY KoB3apcTBa B MannuuHi
3aknas i Bigomun cbonbknopucT dinapet Konecca. Moro 3auikaBnenHs TpaguuiitHum
penepTyapoM HapoAHMX chiBLiB BTinMMocs B NnybnikaLito nepwoi i gpyroi cepii TekcTiB
i Menogin oym, sanMcaHux HUM Big Ko63apiB Ta nipHUKiB MonTaBcbKoi ry6epHil nig,
yac ekcneguuii 1908 poky, siky [oNoMornn opraHisyBatu Jlecs YkpaiHka Ta KnuMeHT
KBiTka, a Takox OnaHac CnacTioH («<Menopgil ykpaiHCbKUX HapOAHUX OyM»: | TOM —
1910 p., Il Tom — 1913 p.). ®. Konecca 3pobus 3anucu gymM Ha choHorpadpivyHmx Banmkax
Bif ko63apiB MNonTaBcbKoi Ta XapkiBcbKoi rybepHin. [locnigpxeHHs &. Koneccu ctanu
HayKOBOHO i penepTyapHoto 6a30t0 AJiA BCiX 0X0UMX BUBYMTU TPaAULiiHUIA KOB3apCbKuii
penepTtyap (Konecca, 1969).

Ha nouatky 20-x pokiB y [afMunHi akTUBHO KoHLEepTye 6aHaypucT anuno (JaHbKo)
LW ep6una (1891-1942) — TeaTpasibHUI aKTOP 3a haxoM, KOSIULLHIVA NPUABOPHWMIA BaHaypucT
reTbmaHa Masna Ckoponafcbkoro. Moro KoHLepTH B ryLlynbCbKoMy Kpai 36yannm
Heby[eHHy 3aLlikaBNeHiCTb [0 IHCTPYMEHTa, CTanu CTUMYIIOM AJ151 BATOTOB/IEHHS BaHayp
MicueBUMU MaiicTpamu. Tak, 30KpeMa, MEeYEHIXKMHCbKUIA MY3UKaHT | MancTep-pi3bbsap
Mwukosna CeMeHIOK 3Mir ckonitoBaTH iHCTpyMeHT LLlep6uHu (Ha 35 cTpyH), mekopyBaTu
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MOro Ha ryLyfnbCbKuii nag, a nisHille i BACTYNaT 3 HUM Ha
CiJIbCbKill aMaTOPCbKIM CLEeHi'.

KiHeub 20-x — noyatok 30-x pokiB cTaB nepiogom
3HanomcTBa 6araTbox mMonoaux nogen FanuunHm
(ocobnmBoO i3 cepenoBuLa iHTENIreHUil, CBALWLEHNYMX
poauH) 3 K063apCbKUM MUCTELTBOM, LLLO CMOHYKAso iX 10
noAanbLIoro pO3BUTKY BNACHOrO BUKOHABCTBA | TBOPYOCTI.
Cepep nonynsipusaTopiB ko63apcTBa B ManMumHi y nepiof
MiX gBOMa CBITOBMMM BilHaMU chip, 3aragatu BiLoMOro
BOMMHCbKOro 6aHaypucTa Kocta MiceBuua (1890-1943),
AKUA NPOBOAMB BUKOHABCHKY i NefaroriyHy AisnbHIiCTb,
3aliMaBCs BUTOTOBJIEHHSIM IHCTPYMeHTIB. BiH HapoauBcs
Ha XMeJIbHWYYMHI B pOJVMHI afBOKaTa, 3aKiHYMB riMHasito,
npawyoBaB Ha 3ai3HUYHIN cTaHuii MNpockypi., LikaBuBCS
MUCTeLTBOM i niTepaTypoto. MpuabaBin y KpaMHULI

Kocre Micesu4 nigpy4HuK rpy Ha 6aHaypi I XoTkeBnya, MiceBudy pobunTb
cobi 6aHaypy, 6epe ypoku y cninoro ko63apa AHToHa MuTsas. IcTopis 3anuwuna
cBigyeHHs, Wwo KocTb MiceBnY cTaB cripaBXHiM 6aHaypUCTOM-BIpTYO30M.

Y 1920 p. pasoM 3 yKpaiHCbKUM ypsifioM i apMieto CumoHa MeTntopu, Koctb MiceBny
onuHsIETbCA Ha TepuTopil Peydi Mocnonutoi. )Xnee B MicTax TapHys, lNepemunb, ctae
ronoBoto Cninku naciyHukie B MNepemuiuni. BigkpuBLum BRacHy MancTepHHO, BUTOTOBIISIE
BYSINKM, @ TAKOX MY3WUHi IHCTPYMEHTH, 30kpema, 6anaypu. Moro 6anaypy manm 10—12
6aciB i 18 NPUCTPYHKIB, HACTPOEHNX [iaTOHIYHO, 0AHOYACHO BiH NpaLoBaB Ha 4 BaCHUM
nigpy4YHMKOM rpu Ha 6aHaypi, KOTPUI, Ha Xanb, He 36epircs.

3ycTpiy 3 6onoBuM nobpaTtvumom JMUTpomM MOHTOK cTana NpuBOLOM A0 NOSIBU
ko63apcbkoro ayety. 3 1925 p. BOHM KOHLEPTYOTb Mo BonuHi Ta MannuuHi. Buctynm
OYyeTy cknaganucs 3 KOpoTKOI po3noBifgi npo 6aHaypy, Aani 2—3 icTOPUYHI MiCHI,
OYMWU 51K COJIbHI BUCTYNW, HAPOAHI MicHI onsa AyeTy i B KiHUi — TaHUOBaNbHI Menoii
(KennuHcbkui, 2002, c. 61-62). BucTynu BigdyBanucs B WKOSAX, AYXOBHUX CEMIHAPIsX,
HapoOHMX XaTax-unTanbHaAx «[pocBiTu». Pasom 3 xopoMm [I. KoTka, fyeT 3giiicHIoe
racTposibHe TypHe B 1927 poui no mictax Monbuw,i. [lyet MiceBnya i FoHTU cnyxanu
xuTteni Mepemuwwns, CtaHucnaBoBa, YHeBa, XXoBKkBU, iBopoBa, byyaya Ta iHWNX
MicT FanMuuHu. BucTynanu nepepg BifOMUMU MUCbMEHHUKaMu Fanmunum AHgpiem
YaiikiecbknM (Konomus) Ta Bacunem Ctedbannkom (Pycis). MiceBnY faBaB Takox
nekuii HaBYaHHA rpu Ha 6aHaypi, BiH 6yB BUMTenieM cuHa A. YarikiBcbkoro borgaHa
B MicTi Cokasib Ha JIbBIBLLUUHI.

23 kBiTHA 1929 p. K. MiceBuny pasom 3 [1. FOHTOI BUCTYNWUAN 3 COSIbHUM KOHLLEPTOM
y JlbBOBI. [l0 nporpamu Beyopa yBinwnu gymu «Mpo Manis i Maseny», «[po 3pyiiHyBaHHS
Ciuvi», «[po bangy BuwHeBeLbkoro», kaHTK «Ha cMepTb LLieBYeHKa», «b'toTb moporun»,
«[Mpo MoyaiBcbky boxy MaTip», TaHUoBaNbHi Menogii «Fangyk», «[ontaBcbKuii»,
«KyBaHCbKUI», «3anopo3bKnin», «XapKiBCbKUI TaHOK». pyruin KoHLepT BigdyBcs
15 TpaBHs 1931 p. (YepenaHuH, 1997, c. 285).

3room yTBoptoeTbes Tpio: KocTb MiceBuy, IMuTpo MNoHTa, OaHuno Lepbuna.

' HuHi iHcTpymeHT 36epiraeTbest y hoHaax HauioHanbHOro myseto TyuymblyHW i MOKyTTS iMeHi

. KoBpuHcbkoro (M. Konomus IBaHo-®paHKiBCbKOT o6nacTi).
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Bonu 6epyTb yyacTb y LLleBueHKiBCbKiN AkaaeMil B 3ani HapogHoro [omy y JIbBOBI, Ae
BucTynanu noet M. BopoHuit Ta xop [. KoTka. IX KOHLEepTHi Mog0poXi Ta MPOCBITHULbKA
DiSNbHICTb CNPUSINN NOLUMPEHHIO BaHOYpY cepef, MicLLeBOT YKpaIHCbKOT iHTenireHuir,

R

Tpio K.Micesny, [.lllep6uHa, [.loHTa, JIbBIB, 1925 p.

y T.4. iy cBALWEHMYUX poauHax. yeT 6aHgypucTiB MiceBuya i FoHTH B6paB yyacTb
y 3aKOPJAOHHUX racTponiax yKpaiHcbkoro xopy ImuTtpa KoTka, BOHM BUCTynanu
y Bapuwasi, BinbHo Ta iHWMx Mictax €EeBponu (KennnHcbkui, 2000, c. 52).

31929 p. KocTb MiceBuY xuBe NOCTiHO B ¢. MnMHiBLi Ha KpeMeHevuuHi, fe pa3om
3 ApyxuHoto MaprapuToto BoHo (Bxecbkoto) BeflyTb CriflbHe rocrofapcTBo. Y BiflbHUMiA
yac KocTb MiceBuny HaBYae rpu Ha 6aHaypi MaprapuTy BoHo, sika 3akiHunna KuiBcbKy
KOHcepBaTopito Mo knacy dopTeniaHo Ta Bokany. 3rofoM BOHM pa3oM BUCTYNakOTb
Y KOHLepTaX, AIKi OpraHi3oBye TOBap1MCTBO «I‘IpocslTa» [lyeT BUKOHYBaB TBOPY «BHOUI
Ha Moruni», «On, Mopose, MoposeHKy», «[eif, Ha ropi ciu ife», «<On Hema, HeMa», «IxaB
cTpineLb Ha BINHOHbKY», «[ei, Yoro X Tu, fybe», «3a nicomM He 6ayvy», «CTOITb SBIp
HaJ BOOO», «XapKiBCbKa», «B 3eneHiM rato», «loponsaHka», «MofinbcbKuin Ko3ayok»
(JlerkyH, 2006, c. 3—6).

Y 30-x pokax Ha J1bBiBLWMHI dopMyeTbca GaHaypHa
wkona Opia CiHraneeuua (1911-1947). lOpin CiHranesny
nig BNAMBOM K063apiB i NipHUKIB, AKX NOMY [,0BOANNOCS
cNyxaTu e B OUTUHCTBI Ha napoxii Jigycsa-cBslLeHuKa o.
flkoBa CiHraneeuya B cenli PomaHiB Ha JIbBiBLLMHI, caM BUpiLLKB
3pobuTyn cobi GaHaypy i cTaTn 6aHaypucToM (KenMHCbKuUN,
2006, c. 19-22). 3a oCHOBY BiH B351B 0ny6nikoBaHWUM NigpyYHUK
I- XoTkeBuya. ypTytoum Kpyrom cebe y4HiB Ta COpPaTHUKIB,
l0. CiHraneeuy nponarye 6aHaypy siK iHCTPYMEHT repoiko-
naTpioTUYHOrO, HaLliOHaNbHOrO CPSAMYBaHHSA. Y penepTyapi
l0. CiHraneBuya 6ynu oymu, icTopuyHi, noGyToBi, XXapTiBNuBI
nicHi, IHCTPYMeHTasIbHi TBOPW Yy BnacHMx 06pobkax. KoHuepTn
CYNpOBOAXYBanncs KOPOTKUMM iCTOPUYHUMM PO3NOBiAAMHU NMpo Kob63y-6aHaypy.
Y 30-x pp. BUX0AUTb rpamMnaTiBka i3 3anMcamu TBopiB y BUKOHaHHI 0. CiHraneeuya,

Opivi CiHraneBmny
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00 SKOT YBIVLLN YMCIIEHHI YKpalHCbKi
HapogHi nicHi («)XypaBenb», «J1eTUTb
ranka yepes 6anky», «XapkiBcbKuh
TaHOK» Ta iH.). BucTtynu 0. CiHraneenya
CNPUSANN WMPOKIA NONYNSAPHOCTI
iHCTpYMEHTAa Ha 3axifHOYyKpaiHCbKNUX
3emnsx (OKennmHcebkuin, 2002, ¢. 183-190).
BiH 3HaB pi3Hi cnocobu rpu Ha 6aHaypi,
aHanisyBaB X, 3HaWlOMUB 3 HUMM CBOIX
yuHiB. Kpim Toro, CiHraneeuy 3aimaBcs i 3
NMATaHHAMUN YOOCKOHaJIEHHA iHCTPyMeHTa, AHcam6sb ko f0.CiHranesunya, JbBis, KiHelb 30-x pp.
BMHaWLWIOB MexXaHi3M NepeMUKaHHSA

TOHaNbHOCTEW, FOTYBaB OKpeMe MeTOAUYHE BUAaHHSA. BaxMBo 3a3HauuTy, o
CiHranesu4 ocBOIB He NuLLe MeTOMKY, 3aNponoHOBaHy B MiApPyYHUKY XOTKEeBUYA,

AHcam6s1b
6aHAypUCTIB
LIKON
10. CiHranesuya.
JlbBiB, 1943 p.

a 1 neperHsaB 6araTo 3acobiB Bif yuHiB Muxaina Teniru Ta Bacuna Emusa — monoamx
Yy4YacCHUKIB rpoMafcbKoro KynbTypHoro ToBapuctea «Kob3ap», Wwo gisno B Npasi Ta
Mopebpanax B 1924—1927 pp., ki npuixanu B FanuuuHy.
Came Takui cnnae Tpaguuin 6aHaoypHOro MucTelTBa
no3Bonse BUainuTu B Wwkosi CiHraneenm4ya cBOEPigHUN
ranuubkuim cnoci6 rpu Ha 6aHaypi, KOTpU NisHiwe 6yB
NPOAOBXEHUI NOTO YYHSAMM B cepenoBULi giacrnopu,
B HimeyuuwuHi, CLLA, KaHap,i.

Cepep y4HiB lOpis CiHranesuya, siki 3rogomM Takox
cTanu BigoMMMu 6aHoypUCTaMm 1 3aCHOBHUKaMM Karesn Ta
aHcambnis 6aHaypucTiB B YKpaiHi Ta giacnopi, 6ynm cuHu Ta
oYK cBALEHUKIB: Muxaiino TabiHcbKuin, cecTpu Mapis Ta
= Tepeca BaBpuku (KoBanbuyk, 2006, c. 16—19). Y cepeuHi
30-x pokiB 0. CiHraneBuy opraHi3oBye LWKOY Fpy Ha
6aHAaypi, oe HaBYaoTbcss CemeH JlacToBuy-YyniBcbKuin
(1910-1987), Bonogumup lOpkeeuu (1912-1985),

Cemer 3iHogil LUTokanko (1920-1968), CtenaH MNaHyLweBCbKUiA
JlactoBuy-Yyniscbkui
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(1920-1971) Ta iH. CTBOptOETLCSA i aHCamMbb 6aHAYPUCTIB, LLLO KOHLEPTYE Mo 3axifHin
YkpaiHi. ¥ 1938—-1939 pp. BeNMKY KOHLLEPTHO-BUKOHABCbKY OifSIbHICTb pOo3ropTae
Tpio 6aHaypucTiB y cknagi Opis CiHraneeuya, 3iHoBis LLITokanka i ®egopa Akumus.
BoHM 3[iMCHIOOTE TaKOX 3anvcuy Ha NIbBIBCbKOMY papgio. Cnifg, 3ayBaXxuTy, WO came
GinbwicTb yyHiB WKonu 0. CiHranesnya nisHiwe ctanu BugaTHUMK 6aHaypucTamMm —
npeacTaBHUKamMuM 6aHAYPHOro MUCTELTBA YKPAIHCbKOro 3apybixks.

Cepep, HaBM3HayHiWwMx y4yHiB 0. CiHranesmya 6yB
3iHogil LUTokanko 3 TepHoninbwuHW. Tenna i nibepanbHa
aTMoccdpepa B poAuHi cripusifia po3BUTKY 3allikaBeHb
i TanaHTiB Moniogoro 3iHoBisA (AyTyak, 2006, c. 29—-37).
ByBLUM BINCbKOBMM CBSILLLEHMKOM Nif Yac MNepLiol cBiTOBOI
BifiHK, oro 6aTbKo, 0. [aBfo, NPUBI3 i3 LLeHTpasibHOT
YKpaiHu pogomy 6aHaypy, i 3iHOBI aKTMBHO 3aLlikaBMBCS
UMM iHCTpyMeHTOM. Mepui nekyii 6aHoypHOT rpu BiH
oTpumMaB Bif 6aHgypuvcTa l0pis KneBuyubkoro, a onicns,
nepebyBaroym BXe Ha cTyninax y JibBoBi, 6paB nekuii
y nepLuoro ranuubkoro 6aHaypucTa lOpisa CiHraneeuya.
O Hak, roNIOBHOKO 3aMnopyKoo NOro BU3HAYHUX YCMiXiB
B ONaHOBYBaHHi 6GaHQYpPHUM MUCTeLTBOM 6Yyno
HanonernMee caMoHaBYaHHs. BiH HEBTOMHO npaLoBaB
HaJi BUBYEHHSIM BCbOrO, L0 cTOCyBasiocs kob3apcTBa
(po6oTamn M. NluceHka, I XoTkesunya, ®. Koneccwu), 3iHoBiA LLiTokasko
i pa3oM 3 TUM — Haf, MNOCTiIMHMUM Y[0CKOHAaNeHHSAM TEXHIKWU CBOET rpu. 3aBasku
LbOMY, BiH focsry rpi Ha 6aHaypi 0cobanBo BUCOKOr0 CTYNeHs BUpasHocTi. MisHilue,
B eMmirpauil, 3. LLITokanko sanuwuTb Ans fOCNiAHWKIB YACNEHHI 3anncu Ko63apcbKoro
penepTyapy Yy BlIaCHOMY BipTyO3HOMY BUKOHaHHI (3gilicHeHi y CLLA), a Takox
«Ko63apcbkuid nigpyyHuk» (LLTokanko, 1992). Came B «<Kob63apcbKoMy MifpyYHUKY»
36epernvcs 3pasku peneptyapy 6aHOYpPUCTIB NIbBIBCbKOT LLKOSIM, 06POOKM NiceHb,
3pivicHeHi 3. LUTokankom, K. MiceBnuem Ta ix Buntenem 0. CiHraneemyem ([yTyak,
2017,c.113).

BpaTtu AHTiH Ta CTenaH Mantouw, 1o 6ynm 3i CBALWEHUYOro poay, TakoX BUAINCS
y CiHranesuua. IxHin 6aTbKo, 0. IBaH Mantoua, 6ys napoxom y c. Hose Ceno, 10 Ha
TepHoninbLmHi. Hapoanecsa Ctenad Manioua (ManbunHewbkwmid) 1915 p. y c. MNanbymHLj
36apasbkoro nosity. Moro 6aTbko 6yB NpuMKNafgoM yKPaiHCbKOro CBSLLEHNKA-
natpioTa. lMicns 3akiHYeHHs1 MicL,eBOT HapoaHOT WKonn CTenaH BCTynuB A0 JIbBIBCbKOT
yKpaTHcbKoT rimHasii. Y 1935 p. C. Mantoua cknaB icnuT 3pinocTi B Mani 4yxXoBHin
ceMiHapil, a onicna 3anucasca fo My3nyHoro iHCTUTYTY iM. M. JluceHka y J1bBOBI
Ha Big4in OUPUreHTYpU i opkecTpoBKW. Micnsa 3aKiHYEHHSI MY3UYHOIO IHCTUTYTY,
CtenaH y 1939 p. we 3akiH4MB [ep>XXaBHUNA iIHCTUTYT NNACTUYHUX MUCTELTB Y JIbBOBI.
3rogom C. Mantoua-lManbymHeybknit 3i cBoiM 6paToM AHTOHOM CcTanu BigoMUMKU
6aHgypucTamMu, BUCTynanu pasoM B aHcamMbrii Ta sk conictu (JociHuyyk-YopHun,
1996, c. 46—-47).

Y 10. CiHraneBuya Takox BunBcsi CtenaH MaHyweBcbkuii. baHoypvcT HapoanBcs
B ¢. Jlopa CTaHucnaBiBcbkoro noeity (IeaHo-®paHKiBLMHA) B poauHi 0. Muxaina Ta
IpuHmM MaHyweBcbkux. CBOT AUTAYI Ta tOHALbKI poKM [aHyLLeBCbKMiA MPOBIB B YrOpHUKaXx
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6ins CtaHucnaeoBa (Tenep IBaHO-®paHKiBCbK), e oro 6aTbko
6yB napoxom. Y cepefuHi 30-x pp. XX cT. go CTaHucnaBoBa
npuvixae 3 KoHUepToM 6aHaypucT 3 BonuHi KocTb MiceBny.
BiH npo6yB y foMi 0. M. MaHyLeBCbKOro AeKiflbKa TUXHIB,
JyXe yacTo rpatoum Ha 6aHAaypi, a Benuka i cnisyya poauHa
aHyLLEBCbKMX i3 3aX0MIEHHAM Cryxasa Moro rpy. 3 onoMorow
6aHgypucTta K. MiceBnuya monogui MaHylweBcbkui npuadas
6aHaypy i nicns 3akiHYeHHs riMHasiiy 1937 p. nepeixaB o
JlbBOBA, fie noyaB BpaTtu ypoku y tO0pisi CiHraneBunya, 04HOYaCHO
HaBYaroumncb conocnisy y JIbBiBCbKOMY MY3UUYHOMY iHCTUTYTI
iM. M. Jlucenka (Makcum'tok, 2012, c. 19). HanpukiHui 30-x —
Ha noyaTky 40-x pp. CTenaH aHyLweBCbKUiA rpaB B aHcamMbi
nig kepiHmuTBOoM 0. CiHraneeunya, 6paB yyacTb y nepefgayax
NbBIBCbKOr0 pafiio, a TaKOX BUCTYNaB Y KOHLIepTax sIK CONicT
(OociHuyk-YopHui, 1989, c. 1-2). Y piacnopi C. FaHyLLeBCbKMiA
npe3eHTyBaTMMe CBOK TBOPUYIiCTb Yy CLLIA.

Bonogumup OpkeBuy HapoauBecs y JIbBOBI, HABYaBCS rpy Ha KilapHeTi B MysnyHomy
IHCTUTYTI iM. M. Jlucenka, rpae B opkecTpi (HopHuii- JociHuyk, 1995, c. 48—50).
Y 6aHaypHin wkoni CiHraneenya Bigpasy 3apekoMeHayBaB cebe sIK CONICT i y4acHUK
aHcaMmbniB, e BucTynaB pasom 3 3. LLTokankom, C. MaHyweBcbkuMm, C. JTacToBnYeM-
YyniBcbkuM. i3HilLle NPOAOBXYE CBOK MUCTELbKY BisiNbHICTb Y HimeuyunHi Ta CLUA.

Buxigui 3 FannunHm — i cepef BigoMux 6aHaypuCTiB yKpaTHCbKOro 3apybixks opyroi
nosoBuHU XX CT. Ue, 30KpeMa, Bonogumup Jlyuie (1929 p.H.) — cniBak-6aHaypucT,
naypeaT MiXHapoJHUX KOHKYpPCIiB, KM NpoxuBae y JIoHaoHi (BenukobpuTtaHis),
BorgaH LWapko (1920-2013) — cniBak-6aHoypuCT, MUCTELITBO3HABELLb, IKWI MPOXUBAB
i BUCTynaB y MioHxeHi (Hime4yumHa) Ta 6araTto iHwwux. MNpoTe, BOHU HaBYaIuCs rpy Ha
6aHaypi BXe B eMirpauii Big 6aHAYpUCTIB NONTAaBCbKOT LUKOJIN.

Ak 6aunmo, Lina nnesipa BigoMux 6aHOYpPUCTIB BHECA HEOLiHEHHUI BKNag
Y pO3BUTOK KOB3apCbKOro MUCTELITBA He NuLle ManMuuHu, ane i nisHile — yKpaiHCbKoro
3apybixxs. BoHu 6ynv npuknagoMm KynbTUBYBaHHS t0O0BI [0 repoiYHOro MUHYOMo
YKkpaiHu, a Ha npoTueary 6iNbLLIOBULbKI igeonoril, 6aHaypHe MUCTeLTBO 36epirasno
CBOK CYTHICTb — MJIeKaHHA HauioHaNbHOro Ayxy, nponaryBaHHS BifHOBJIEHHS
YKpalHCbKOI fiepXXaBHOCTI.

Y poku HiMeLbKOT oKynaLil FannymnHm, 3 MeTor 36epeXeHHs1 HaLioHaNbHOT KynbTypy,
yKpaiHcbKi 6aHAypUCTM NPOAOBXYBaIu CBOK MUCTELbKY AisifIbHICTb, BUCTYMaroun
nepeg, UMBIIbHUM HaceneHHsM, NisHilwe y Tabopax BiNCbKOBOMOSIOHeHMX. BaHaypucTh
FanuunHm 1 BonvHi BCcTynatoTh 40 NaB YKpalHCbKOT MOBCTaHCLKOT apMil, 30KpeMa,
K. MiceBuy, B. I0pkeBuY, C. MaHyLLIEBCbKUI Ta iH.

MpoLoBXWUn CBOE KOHLEPTHE XUTTA | 6aHAYypPHI KONEKTUBM Nif KEPIBHULTBOM
l0. Cinranesuya: Tpio (0. Cinranesuy, B. lIOpkeBuy, 3. LLIToKkanko), keapteT
(C. NacToBmnyu-Yyniecbkui, I. CmupHui, C. MaHywescbkuid, C. Mantoua). Bigomo,
wo B 1941-1944 pp. 0. CiHraneesuy npoxueas i Buctynas y MNepemuwni (Monoeuy,
2006, c. 193). BucTtynatoTb sik conictu 3. LLTokanko, C. JlTacToBuY-YyniBCbKUHA,
C. MNanyweBcbkun, ¢. AkumMeub. Y 6epesHi 1943 p. y JIbBOBI B IHCTUTYTi HapoaHOT
TBOpPYOCTI BiabyBcs 3'13[ ranmubkux 6aHaypUCTIB, Ha KU 3ibpanocs 13 yyacHuKIB.

CtenaH [aHyLIeBCbKUi
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Byno opraHizoBaHo Kifbka KOHLepTHUX BUCTYNIB CONICTIB, aHcaMbniB Ta 06'eiHaHOro
KonekTuBy (gupureHT 0. C. CanpyH).

Y 1944 p. 6aHpypucTu wkonu 0. CiHraneemya 3ycTpinmcs 3 KUIBCbKUMU
6aHnoypucTamu 1, 06'efHaBLIMCH B psAgax Kanenu imeHi Tapaca LLleBueHka, BUpyLLIaOTh
Ha 3axif. KoHuepTHa fislbHICTb B pOKU (hallMCTCbKOT oKynaLii 3Mycuna 6aratbox
MUTLIB Ha3aBXaM NOKUHYTU YKpaiHy. binbLwicTb 3 HUX pasoM 3 Kanenoto 6aHaypucTiB
iMeHi Tapaca LLleBYeHKa NpPoAOBXWUN CBOT BUCTYNM 3a KOPAOHOM, criepLuy B HiMeyuuHi,
nisHiwe B CLLIA. Came B Lielt cknafHWUI iCTOPUYHKIA Nepiog 6aHaypUCT ONUHUAKCS
daKTMYHO B NpOTUCTaBNEHHI 00 odiuinHol Bnagy CPCP, ockinbku, BignoBigHo 80
3aKOHIB TOro yacy, BBaxanucsi 3pagHukamu. MpoTe ix cniBnpausi Ha MUCTELbKI/ HUBI
chopMyBanacsi eAUHUM CMiNIbHUM AYXOBHUM S4POM BUCOKOI HaL,iOHaNbHOI CBiAOMOCTI,
BaxxaHHSIM yTBepOXXeHHS HesanexHoT YKpaiHu, sike BOHU peanisdyBanun 3acobamu
MucTelTBa. KoHLepTHa AisnbHicTb 6aHaypyCTIB No MicTax i cenax ManMumHm B nepiog,
Lpyroi cBiTOBOI BiiHM cTana MOryTHiM 0akTOpPOM HaLioHaNbHOIo NPOBYAXKEHHS,
3aK/IMKOM [10 BOJi, HaragyBaHHSAM, L0 He TiflbKK «Halla fiyMa, Halla MiCHS He BMpe,
He 3arvHe», a «TaKoX He 3arMHe CTPEMJIIHHA HaLOro Hapo4y [0 HaMBULLOrO igeany
CamocTinHoT YkpaiHcbkoi JepxaBu» (Camuyk, 1976, c. 169).

BucHoBKu

TakuM YMHOM, Nepiof NepLuoT NosIoBMHU XX cT. cTaB OpMYBaHHSAM MOLLUHA
Onst hyHKUiOHYBaHHS 6aHAYpPHOro MUCTELTBA 3a KOPAOHOM, LLLO 3yMOBJIOBanacs
ICTOpVI‘-IHOIO CI'IELWICI.')IKOPO PO3BMUTKY YKpaiHu fK Aepxasy, nepe6yBaHHﬂM pagy i
€THIYHMX 3eMefb i MpeACcTaBHMKIB B iHOHaLiOHaNbHUX yMOBaXx, Hacnigkamu MepLioi
CBITOBOI BiltHU, peBontouinn 1905 i 1917 pp., BcTaHoBNEHHAM PagsiHcbKoT Bnagu
B YKpaiHi Ta 1l BxogxeHHsM fo CPCP, igeonoriyHo-noniTmyHnMm po3BbixkHOCTSIMMU
y nornsifiax Ha po3BUTOK HaLlioHaNbHOT KyNbTypu. OKpeMy porb Y nepLuii MONOBUHI
XX cT. Bigirpana NanuuuHa, oe NnpeacTaBHUKK iHTeNireHuil kepyBanucs, K
3a3Hayvae Y. [pab, HeobXiaHICTHO «36eperTu HauioHanbHYy caMoByTHICTb B YyMOBax
MyJibTMHaLioHanbHOro cepenosuwa» (Mpab6, 2009, c. 92). Came usA obcTaBMHA
JonomMorna 6aHoypucTam afantyBaTUCS B iHOHaLiOHaNIbHOMY CepeoBULLI BXe
B eMirpauii. MpoTe, nonpu cknagHicTb iCTOPMYHOro nepioay, 6aHAypUCTy, SKi
nepebyBann NOMiX KOpAOHAMU Pi3HMX AepPXaB, YCe X BiguyyBanu HauioHaNbHY
€QHICTb CBOro MUHYIOro, Nnekanu 3bepexeHHs K063apcbKoi TpaauLii, pPO3BUTOK
BMKOHABCTBAa, METOAUYHOIO i pernepTyapHoro 3abesneyeHHsI HaBYaHHS.

Hawnkpauwi y4Hi wkonu 0. CiHraneesmya — 3. LLITokanko, C. MNaHyLWeBCbKUN,
C. JlactoBuY-4yniBcbkui, B. lOpkeBUY — He TiNbKK 3aKsann OCHOBU PO3BUTKY
akageMiyHoro 6aHaypHOro HanpsiMy B lFannMyumHi, a nisHiwe cnpusinn akTMUBHOMY
pO3BUTKY TpaauLil yKpalHCbKOro iHCTpYMeHTa B Aiacnopi. Baxnueo, W0 HaykoBa
i MeToAWYHa crnagwuHa I XoTkeBKUYa, AKU CTaBMB 3a MeTy cnonynspusyBaTu
6aHaypy B ManuuunHi, came y TBOpYoCTi BaHOYPUCTIB Aiacnopu 3Hanwna cein
po3BUTOK, Byna nepeBnpaHa, ctana 0CHOBO AJ11 PO3BUTKY KOHCTPYKTOPCHKOrO,
penepTyapHOro, BAKOHaBCbKOro HanpsimiB.

TakuM YMHOM, B po3BUTKY BaHaypHOro MmucteyTBa B ManMuunHi Bigbynocs
€HaHHA cXigHoT 1 3axigHoT Wkin 6aHgypwu, 6ynn 3aknaneHi OCHOBHI HanpsMu
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dYHKLIiOHYBaHHSA IHCTPYMEHTA, MPOAOBXEHI 1 Yy MOBOEHHIN eMirpauii. OTxe, B Len
nepiog MOXHa BULINMNTY TaKi [OMIHAHTHI acnekTu, AK: NpornaraHAUCTCbKa AisfIbHICTb
I XoTkeBMYa (BUKOHABCTBO, METOAMKA, HAYKOBI CTyAii), pyHKLiIOHYBaHHSA NIbBIBCbKOT
wkonwu 0. CiHraneenya (conbHe Ta aHcaMbrieBe BUKOHABCTBO, «aKyMYJTHOBaHHS»
B MaNnumHi Tpaguuin xapkiBcbkol 6aHgypHOT WKonam — 3 ogHoro 6oky, NHaTa
XoTKeBMYa, 3 iHWoro — Bacuna Emus (Yepes 6aHoypuCTiB HexocnoBayunHm).
Po3BuTOK GaHOypHOro MucTeuTBa B MaNnMymHi NpoXoanB B KOHTEKCTI CTaHy
«MepMaHeHTHOT fliacnopHOCTI», Wo 6yB XapakTeEPHUM AJ1S LIbOrO Kpato, 3BaXxaruu
Ha nepebyBaHHSA 3axigHOYKpalHCbKMX 3eMenb Y cknafgi ABCTPO-YropLMHu, a nisHilue
MonbLu,i.
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Abstract

The article deals with the sociocultural origin of many well-known bandura art
representatives of the Ukrainian diaspora. The work distinguishes the personalities of the
diasporabandura players, the natives of Galicia and their achievements in the context of the study
necessity actualization in performing tradition broadcast, the preservation of the performing
school characteristics, etc. The purpose of the article is to study the contribution of Galician
bandura players to the development of bandura art in foreign countries. The scientific novelty
of the research is the systematic information introduction about the representation of Galician
bandura players in the Ukrainian diaspora, their priorities in the tools, repertoires, performances,
and so on. The contribution of K. Misewych, D. Honta, D. Scherbyna to popularization of bandura
in Poland in the interwar period is being determined. The activities of the Yuri Singalevich
Lviv Galician school are being pointed out, whose students (S. Hanushevskyi, S. Lastovich-
Chulivskyi, V. Yurkevych, Z. Shtokalko, etc.) not only promoted the bandura in Galicia, but also
became successful in various types of bandura activity in the Ukrainian diaspora, synthesized
their skills with traditional regional bandura schools. Particularly, the natives of Galicia V. Lutsiv
and B. Shark, who in the Ukrainian diaspora synthesized the regional bandura schools of
performance, were noted. The article uses historical, axiological, musicological and cultural
approaches and their corresponding methods, which determine the methodology of research. In
particular, the historical-chronological method is used to examine the stages of bandura players
artistic path; the axiological - to determine the value of their achievements, musicological and
cultural methods will contribute to the multi-vector representation of Galician bandura players
contribution to the world treasury of Ukrainian culture. Conclusions. It has been determined,
thatin the process of bandura art development in Galicia, the unification of Western and Eastern
bandura schools took place, the basic directions of music instrument functioning were laid,
which ideas were continued in post-war emigration.

Keywords: bandura art; diaspora; Galicia; Yuri Singalevich Lviv Galician school
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BAHLYPUCTbl YKPAUHCKOM OUACNOPbI - POAOM U3 TAIMYUNHbI
BuonetTa flyTyak

JOKTOp MCKyCcCTBOBEAEHMS, npogeccop, 3aBeaytoLyas kapheaport My3bikasabHON YKPanHUCTUKN

U HapOAHO-UHCTPYMeHTaIbHOro uckyccta; ORCID: 0000-0007-6050-4698; e-mail: violetta.dutchak@ukr.net
'BY3 «[pukapnaTckuii HaUyMOHa bHbIA YHUBEPCUTET UMeHU Bacununs CTepaHmkan,

WBaHo-®paHKoBCK, YkpanHa

AHHOTayunsa

B cTaTbe aHanuaupyeTcsi COLMOKY/bTYPHOE MNPOUCXOXAEHNE MHOMMX W3BECTHbIX
npegcTaBuTenen 6aHQYPHOr0 MCKycCTBa YKPauHCKOW Auacnopbl. BbigeneHbl nepcoHannu
6aHOypuCTOB AMacnopbl, ypoxeHUeB [annunHbl U X GOCTUXEHUSA B KOHTEKCTe aKkTyanusauum
noTpebHOCTW U3y4eHUs TPaHCASAUMM UCMONTHUTENbCKON TpaguumMmn, COXpaHeHUss MPU3HAKOB
MCMONHUTENbCKOW WKOMbI U T. N. Lienblo ctaTbu ABnseTcA ndyyeHve Bknaga 6aHoypucToB
lannMumHbl B pa3BuTMe 6aHAQYPHOro UCKycCTBa 3apybexbsi. HayuHylo HOBU3HY UcciefoBaHus
cocTaBfisieT BBefeHMe B HayuyHbli 000OpPOT cuUCTeMaTU3MpoBaHHOW MHopmauun
0 npepcTtaBuTenbcTBe 6aHOypuCTOB [anMuMHbl B cpefe YKpPavHCKOM AuMacnopbl, WX
NprMopuTETbI B UHCTPYMEHTapuu, penepTyape, MCNONHUTENIbCKMX MaHepax 1 ToMy nogobHoe.

OnpegeneH Bknag K. Mucesuua, [. loHTbl, . LLlepbuHbl B nonynspusauyuio 6aHaypbl
B [lonblwie B MeXBOEHHbI nepuof. BblgeneHa [eATenbHOCTb JIbBOBCKOW FajuLKOM
WwKosbl 0pua CuHraneeuya, yyeHuku kotopoit (C. MaHywesckui, C. JlacToBUY-YynMBCKUN,
B. I0OpkeBuy, 3. LLITokanko u Ap.), He TONbKO CNOCOGCTBOBANM pacnpocTpaHeHuto 6aHaypbl
B [afMymHe, HO 1 CTanM ycnewHbIMU B pas3fiMyHbiX Bugax 6aHoypHON fesiTeNbHOCTM B cpefe
YKPauHCKOW [uMacnopbl, CUHTE3UPOBaAN CBOM YMEHUSI C TPaAULMOHHBIMU permoHasbHbIMU
6aHaypHbIMM WKonamu. OTAeNlbHO OTMeYeHO ypoxeHueB anuunHbl B. Jlyuusa u B. LLlapka,
KOTOpble B Cpefe YKpanHCKON Anacnopbl CUHTE3MPOBanu permoHasibHble 6aHOypHble LWKOSbI
UCMONHUTENbCTBA.

B crTatbe WCNONb30BaHbl WUCTOPUYECKWUWA, aKCMONIOTUYECKWUA, MY3blKOBeYeCcKun
N KyNbTYPOJIOTMYECKUA MOAXOAbl U COOTBETCTBYHOLIME UM METOAbl, KOTOpPble OnpenenstoT
METO/,0/10TUI0 UCCe0BaHus. B yacTHOCTH, UCTOPMKO-XPOHONOrMYECKUA METO, UCMONb30BaH
0N pacCMOTpeHus 3TanoB XW3HeTBOpuyecTBa OaHOYpUCTOB, aKCUOMOrMYECKUA — L[S
onpepeneHns LEHHOCTM WX [OCTUXEHWWA, My3blkOBegueckMe W KyfnbTyposiornyeckue
MeTobl CNOCOBCTBYIOT Pa3HOBEKTOPHOMY NpefcTaBfieHnto B3Hoca 6aHAypUCToB MannunHbl
B MUPOBYIO COKPOBULLHWLY YKPaVHCKOMN KynbTypbl. BbiBogbl. OnpegeneHo, 4to B npouecce
pasBuTus 6aHOYPHOro UCKyccTBa B [annMumMHe Npon3oLwsio CAMsHMe BOCTOYHOWN M 3anagHoun
Ko 6aHAypbl, ObINK 3aN0XeHbl OCHOBHble HarnpaBieHUst YHKLUOHUPOBAHUSA UHCTPYMEHTA,
NPOLOJMKEHHbIE N B NOCIEBOEHHON aMUrpaLmm

KnioueBble cnoBa: 6aHZypHOe WCKYyCcCTBO; Amacriopa; lanuuyuHa, ranvykas LiKosa
6aHaypucToB 0. CuHranesnya
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