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OYHIAAMEHTAJIBHI 3ACAIN CTAHOBJIEHHSA
ECTPATHOI'O BOKAJICTA: PATMOJIOI TYHUIA
KOHTEKCT

AHorania. CrarTss  nOpucBAYeHA  JOCIIIKEHHIO
(GyHIaMEHTAJIbHUX [PUHLMIIB CTAHOBJIEHHA €CTPaJHOIo
BOKAJIICTa B acCMeKTi pUTMOJOrii. MeTow MOCHIKEHHS €
BUSIBJICHHA Ta OOIPYHTYBAaHHS 3HAUyLIOCTI PHUTMIKH SIK
OpraHi3yl4oro KOMIIOHEHTa BHUKOHABCHKOi MalCTEpHOCTI B
nporieci npodeciiiHoi miaAroToBkH cmiBaka. O0’€KTOM aHami3y
BUCTyNa€  PUTMOIHTOHAIlIifHE  MMCIEHHS  SK  OCHOBa
(¢opMyBaHHS BHMKOHABCHKOI IHAMBIIYyaJbHOCTI, a TaKOX
cnenur@dika meaarorivHUX MiAXO/IB y HaBUYaHHI BOKAJICTIB, IO
BIJNOBiJae ~ CyYaCHMM BHUMOTaM  MY3U4YHOi  MPaKTHKH.
MeTo0IOTIYHOI0 OCHOBOIO  JIOCHIIDKEHHS € CHCTEMHUM,
(EeHOMEHOJIOTIUYHUM, KYJIBTYPOJIOTIYHUM Ta JTUAAKTUYHUN
METO]Y, 110 JAIOTh 3MOTY KOMILJIEKCHO PO3TJISHYTH MpodiIemMy
Kpi3b MPU3MY MY3UYHOT PUTMOJIOT1], BUKOHABCHKOI IICUXOJIOTI]
Ta CydYacHOi TmMemarorikd. Y CTaTTi 3A1MCHEHO Ccrpoly
KOHIIETITYyaJIbHOI'O OCMHUCIIEHHS! PUTMY HE JIUIIE SIK TEXHIYHOTO
eleMeHTa, a K (iI0copCchKoi W €CTeTHYHOI Kareropii, IO
(dopMye KOTHITMBHY Ta €MOIIHHY CTPYKTYypy MY3HYHOI'O
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MucieHHs. HaykoBa  HOBU3HA  pOOOTH  TOJIATAaE B
MEPEOCMHCIICHH] POJIi PUTMY B CTPYKTYpi BOKaJIbHOI OCBITH.
3BepTaEeThCs yBara Ha HEOOXITHICTH iHTeTparnii
PUTMOJIOTIYHOTO  KOHTEHTY Yy TmpodeciiHy MiAroTOBKY,
BKa3yl0uH Ha Ae(IiIUT TEOPETUUHUX Ta METOJAUYHUX PO3POOOK
y miii chepi. BusBieHo MeETOIOJIOTIYHY HECIPOMOXKHICTh
TPAOUIIMHUX aKaJAeMIYHUX KOHIEMIIiN, sKi HE BpPaXOBYIOTb
cnenudiky ecTpagHoi CTUIIICTHUKH, IO 3aroCTPIOE MpolIemMy
BIICYTHOCTI CHCTEMHOTO KypCy «pHUTMiKa» B JIIOYUX
HAaBYAJIbHUX IUTaHaX. Y BHUCHOBKAaX IMiJIKPECIIOETHCS, IO
MOBHOIIIHHUKA ~ PO3BUTOK  BOKAJiCTa HEMOXJIMBHHA  0e3
(dbopMyBaHHS PUTMIYHOTO MHCJICHHS Ta PUTMOIHTOHAIIIHOT
KYyJIbTYPH, SIKi € HEBIJl'EMHOIO CKJIQJIOBOIO IHTEpHpeTariiHol
CBOOOJM, IMIPOBI3alIMHMX HABHYOK Ta  CTAHOBJICHHS
1HIMBIAYaTbHOTO BUKOHABCHKOTO CTUJIIO. PUTM po3rismaeTses
HE JMIIe SIK IHCTPYMEHT BHMKOHAaBCHKOI TOYHOCTI, a U K
Karaji3aTop  KpeaTWBHOCTI, 1m0 3abe3medyye  TIHOWHY
XYJIOKHBOTO BUpaxeHHs. CTaTTs MPONOHYE MEePEOCMUCIICHHS
yCTaJIGHUX OCBITHIX CTpaTerii Ta IHTErpaiil0 CydacHOi
MPUKJIAHOT PUTMOJOTIi SK KIIOYOBOTO AaCMHEKTy PO3BUTKY
Cy4yacHOro mpogeciiHoro ecTpagHoro BOKajicTa.

KiarouoBi cjoBa: My3udyHe MUCTENUTBO, €CTpaJHUN
BOKaJ, PUTMOJIOTI5, BHKOHaBChKa MalCTepHICTb,
PUTMOIHTOHAIIIS, BOKalbHA TEXHIKa, CTUJb, IHTEpHpeTallis,
CayH/I.

Beryn. KonuenrtyanbHui migxXili A0 BH3HAUEHHS
cneun(iyHUX 3aBJaHb Yy TMPOLECI HaBYaHHSI €CTPaHOIo
BOKaJicTa  mepenbavae  muiecnpsiMoBaHe  (OpMyBaHHS
KIIIOYOBUX AaCMEKTiB y cdepi BHUKOHABCHKOI MAaHCTEpPHOCTI.
CucreMHu#l aHai3 MijJ Yyac ONMaHyBaHHS My3UYHOIO Marepiaity
CIpUSiE€ YCYHEHHIO HU3KH THUIIOBHX MPOOJIEM, 1110 BUHUKAIOTD Y
pa3i HETOYHOIrO BIATBOPEHHS MEJIOAMYHUX, TapMOHIYHUX 1
PUTMIYHMX KOMITOHEHTIB y MeXax 3a/1aHoro cTuiito, Kpim toro,
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BiH MiJBUILY€E €CTETUYHY BUPA3HICTh BUKOHAHHSA Ta CYTTEBO
PO3ILINPIOE THTEPIPETALIIHI MOKIUBOCTI CTYICHTA.

Purmika sk omuH i3 (pyHZAMEHTaTBHUX KOMIIOHEHTIB
My3M4HOi MOBH HaOyBae OCOOJIMBOIO 3HAYEHHS B KOHTEKCTI
eCTpPaJHOTO BOKAJILHOTO BHKOHABCTBA. Ii  yCBimoMieHe
ONaHYBAaHHS TICHO IOB’s3aHE 3 MPHUKJIAAHUMHU AacleKTaMu
putMmouiorii, 0e3nocepeHbO  BIUIMBaE Ha  (POpMyBaHHA
SCKpaBOro, BUPAa3HOI'O BHMKOHABCHKOIO 00pa3y, a TakoX Ha
MOBHOIIHHY XYI0XHIO Peai3aliro BOKAJIbHOTO TBOPY B YMOBax
CIICHIYHO1 MpakTUKU. PO3yMiHHS PHUTMIKH SK HEBiJI €MHOIO
eJIEMEHTa My3UYHOI BUPA3HOCTI MOTPEOy€E CUCTEMHOTO MiIXOIY
70 1l BUBYEHHS, 1110, Y CBOIO Yepry, CTAaHOBUTb HIAIPYHTS JUIs
MiIHOI npodeciitnoi komnereHiii. Taka 6a3a € 3aOPyKOIO SIK
PO3KPUTTS 1HAMBIAYaTbHOTO TBOPUYOTO MOTEHIIIATy BOKAJICTa,
TaK 1 IOCATHEHHS BUCOKOTO PiBHS CLIEHIYHOT TIEPEKOHIMBOCTI Ta
CTHJIICTUYHOI LIUIICHOCTI BUKOHAHHS.

B ymoBax cy4acHOi BUKOHAaBCBKOI IIPAKTUKH PO3BUTOK
PUTMIYHOIO  MMCJIEHHA €  HAA3BHYalHO  BaXJIMBUM
KOMITOHEHTOM Npo¢eciiiHOT MiATOTOBKU. Y CBIIJOMJICHHS] pUTMY
SK CUCTEMHOI KaTeropii pummonozii BUMarae BijJ BOKaJIiCTa He
JIUIIE ONaHYBaHHS HU3KU TEXHIYHUX MPUIOMIB, a i IIHOOKOTro
OCMHCIICHHS 4acoBOI IPUPOAM MY3MYHOI TKAHMHM Ta 1i
¢b1710c0PCHKOrO 3MICTY.

JlocBil TEpEeKOHJMBO CBITYUTH, IO poboTa 3
PUTMOIHTOHAIIIHOIO CTPYKTYPOIO MY3UYHOI'O TBOPY € JOBOJI
CKIagHUM  3aBAaHHsAM. CyuyacHe  TEOpPETHKO-IIPAKTUYHE
OCMUCIICHHS IIBOTO MTUTaHHS i IKpecIToe fioro
6araTorpaHHiCTh, 3YMOBJICHY CKJIaJTHOIO CHCTEMOIO
B3a€MOIIOB’SI3aHUX ACIEKTIB, SIKI MOTPEOYIOTh KOMIIJIEKCHOTO
AQHATITUYHOTO MiIXOY.

Ha cporogmi crae oOYeBHIHUM, IO PO3TJSHYTa
npobiemMa Mae iHHOBALIMHUN XapakTep 1 MOB’si3aHa 3 HU3KOIO
METOJOJIOTIYHUX  TPYAHOIIIB, 30KpeMa 3  IMPUBATHUM
MPOTHCTOSIHHAM ICTOPUYHO copMOBaHUM HOpMaM
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akajeMiqHoi mKoiu. Lle cyTTeBo yCcKiIaHIOE mporiec iHTerparii
CYy4aCHUX MIAXOJIB y IPAKTUKy €CTPaJHOr0 KOHLIEpPTaHTA.
binpme TOrO, Yepe3 BIACYTHICTh Yy HaBYaNbHHUX 3aKjazax
HEOOXITHOT AWCITUIUTIHKM 3 PHUTMIYHOTO BHWXOBAaHHS IIIHPOKO
NPAKTUKYETbCA ~ PENPOAYKTUBHUH  CHOCIO  1HAMBIAYyaIbHOI
nepeaadi BUKJIagadyaMu €JIEMEHTIB PUTMIKA Ha MapriHAIbHOMY
PiBHI, 10 TOPOJKYE PO3OIKHOCTI y TPAKTyBaHHI OHOTO i TOTO
CaMOro marepiajay 1 He 3aBXIU 3 MO3UTUBHUM PE3YJIbTATOM.
Takwuii cran peueil BUMarae meperisity iCHylOYHX CTpaTerii Ta
aKTyaiidye noTpedy y KOHLENTyaJlbHOMY I€PEOCMUCIIECHHI
3MiCTy i MeToiB Mpo¢eciifHOT miAroTOBKH y il cdepi.

JlunakThuH1 AOCTIKEHHS B IIbOMY HampsiMi CBig4aTh
opo Te, M0 MicHsS IUIECTHPSIMOBAHOTO «IIPOrPaMyBaHHS»
€CTpaJHOr0 BOKadicTa, sIK€ Mae He MeTi (opMyBaHHs
€CTeTUYHOTO MHCJICHHS Ta ONAaHyBaHHS OCHOB PHUTMOJIOTII U
PUTMOIHTOHAIII] Y pOoOOTI 3 HOTHHUM TEKCTOM, CIIOCTEPIratloThCst
CTaOUIbHO TO3UTHBHI PE3yJIbTaTH B MPAKTUYHOMY BUKOHAHHI
BOKAJIbHOT'O MaTepiaiy.

AHaJi3  oCTaHHIX  JOCTiIsKeHb i  my6.aikamiii.
3BepTarounCh 10 HAIpaIlOBaHb JOCIIAHUKIB, 5SKI COpPMYBaIU
VSIBJIIGHHST TIPO 0AaraTOBEKTOPHY MPHPOIY MY3UYHOTO PUTMY B
HOro pUTMOJIOTIYHOMY, CTPYKTYpPHOMY Ta I€JaroriyHoMy
BUMIpaxX, BapTO BHOKPEMUTH TpPHU B3a€EMOJIOTIOBHIOBAJIbHI
aHAJITHYH1 HanpsMu: MY3HKO3HABUO-TCOPETUYHHH,
MICUXOJIOr0-KOTHITUBHUM 1 METOJMKO-TIEIaroriYHui. Y Mexkax
nepuioro ocoONMBY IIHHICTh CTaHOBIATH mpaii b. Acad’ea
(teopis iHTOHALIi), E. KypTa (eHeprernyna nprupojia My3u4HOro
mucnenss), B. XomonoBoi (cTpykTypa, mnan, ¢opma), b.
SIBopcekoro (1amoBa Teopis) [8], a Takok aHATITUYHI IMiXOIH
I'. Kontoca, M. Mertnepa, K. ®imepa ta K. ®namma [6], sxi
BU3HAUMJIM MOHATINHUI amapar aHaiizy puTMI4HOT OpraHizariii.
i mocmimkeHHs 31eOUIBIIOrO0 HAIEXaTh A0 aKaJeMIdHOIO
HampsiMy ~ MY3HUYHOTO  MHUCTeNTBa, (OPMYHOUH  CTIHKY
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METOAOJOTIYHY MmIaTgopMy sl BHUBUYCHHS PUTMO(OPMHUX
MPOIIECIB y KIACHYHIN KOMIO3HITIT.

[Icuxonmoro-KOTHITUBHA JiHis, IPEACTaBICHA MPAIIMU
E. Aucepme, M. T'apOy3oBa, K. Xacri [8], BuCBiT/IIOE pUTM SIK
JUHAMIYHAN TIPOIEC MY3HUYHOTO CIPUHAMAHHS, IO MOB'S3aHHIMA
13 MOTOPHUKOI0, TICUX0(]1310JIOTIEI0 Ta IHTEPIPETALIIEI0 YACOBUX
crpykryp. Iloernune po3yminns putmy y M. Xapmama
IMIJIKPECITIOE OT0 3B 30K 13 BUPA3HICTIO MY3UMYHOT MOBH, TOJI
gk ¢imocodepkmii miaxix M. ApkaapeBa acowiloe pUTM i3
TTMOMHHUME CMUCIIAMHU YaCOBOTO KOHTHHYYMY [4].

MeTtoauko-TieqaroriyHui BUMID (B. Bpaiinims,
E. Topmon, 3. Komaii, K. Opd) [7] 30cepemxyerbcs Ha
NPAaKTUKAaX PUTMIYHOTO BUXOBAHHSA, BOKaJIbHOI ayziamii Ta
(bopMyBaHHI MY3HUYHOIO CIyXy, IO PO3LIMPIOE TPAKTyBAaHHS
pUTMy SK HaBYAIBHOTO SIBUIIA 3 TOTYXHHM TiUJIECHO-
MICUXOJIOTTYHUM MIAIPYHTSIM.

CucremMHa iHTErpaIlis 3a3HAYCHHUX MMITXOIB A€ 3MOTY
pO3TIAAaTH PUTMIYHY OpraHi3alilo He JUIIEe SIK KaTeropiro
My3U4YHOi (QOpPMH, a ii SIK KUBY IHTOHALIWHY TKaHUHY, IIO
BiJOOpaXkae B3AEMOJII0 MY3MYHOIO MHCIIEHHS, (i3iomnorii
CIpUHMaHHA Ta TIENAroriyHOi TPAHCIAMIl BHKOHABCHKUX
CMMCIIIB.

BonHouac y Cy4acHOMY MY3UKO3HaBCTBI
CIOCTEpIraeTbcst Ne(QIIUT LUTICHOTO OCMUCIEHHS PUTMIYHOT
CTPYKTYpPH B aKTyaJIbHUX BOKAJIBHUX JaHPaxX, OCOOIUBO B
€CTpaJlHOMy BHMKOHAaBCTBi, J€ METPOPUTMIYHA OpraHizaris
HaOyBae crenu@IYHUX, YacTO IHTYiITUBHO OpPIEHTOBAaHUX 1
CTHJIICTUYHO 3yMoBJeHuX (opm. Lle 3acBimuye mnortpeby B
aKTyasi3alii HayKOBOTO IHTEpecy [0 JOCIIUKeHHS PUTMY B
CYy4acCHUX BOKAJIBHUX MPaKTHKaX 1032 MEXaMH aKaJeMiqHOl
TpaguILi.

Oco6IMBO BOXIIMBO MiJIKPECTUTH, 110 3 MOSIBOIO JIKa3y
Ta HOTO MOJAITBIIMM BIUTMBOM Ha BCIO MONYJISIPHY MY3HKY PUTM
CTaB IIEHTPAJbHUM BHUPA30BUM €JIEMEHTOM, Ha BIIMIHY BiX
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aKaJIeMIYHO1 TPauIlii, Ie BiH YacTillle pO3TJISIIaBCs K MOX1THA
Bia opmu um rapmosii. B. CapkeHT akIleHTYBaB MPHUHIIUIIOB]
BIIMIHHOCTI y CIPUHHATTI PUTMIYHUX MTOTOKIB MIXK JIPKa30BHUMU
Ta KJIAaCHMYHUMHU My3UKaHTaMU. 3a HOro cioBaMu, JKa30BI
BUKOHAaBIII BOJIOJIIOTH 3aroCTPEHUM BITIYTTSAM
CHUHKOIIOBAHOCTI, IO HaJa€e iXHIM Tpi BHUPA3HOCTI HABITH Yy
MOBUTAHOMY TeMIli. HaTomicTh KIaCHM4YHI MY3UKaHTH, depes
OPTOAOKCAIbHICTh aKaI€MIUHOI MIKOJIH, Y CIpo0ax BUKOHYBAaTH
JDKa3 HEepiIKo 37aroThes ManomnepekonnuBumu [9]. Taka
MO3MIIisl HE MPOTUCTABIIsIE BUKOHABCHKI TPajuLii, @ HABMAKU —
HaroJIONIye Ha BAXJIMBOCTI IU(EPEHIIIHOBAHOTO MHUCICHHS
BUKOHABISI  SK  KJIIOYOBOTO  YMHHMKA  CTHJIICTHYHOI
aBTEHTUYHOCTI. be3 TIMOOKOro pUTMOJIOTIYHOTO OCMHUCIICHHS
HEMOXXJIMBA OpraHiyHa IHTepOpeTalis aHi JpKa3y, aHi
aKaJIeMiYHOT MY3WKH, aJpKe PUTM — II€ OCHOBa, Ha SKii
BUOY/IOBY€TbCA BUPA3HICTh 1 XYAOXKHS TEPEKOHIHUBICTD
BUKOHAHH.

Y KOHTEKCTI eCTpaJHOrO BOKally, [J€ JIOMIHy€E
METPOPUTMIUHA 1/110MaTHKa, ITUPOKO 3aCTOCOBYIOTHCSI CKIIAIHI,
BUIIEpEKAIbHI CUHKONHU Y dopMi 0pOiTiB, BIJUYTTS CBIHTY,
MIATPUMaHHS rPpyBY 1 cTaOLIBHOT My Ibcallil, 110 COPUHMaIOThCS
gyepe3 TUIeCHO-KIHeCTEeTUYHUI AO0CBiA. Y I[bOMY HaIpsMi J0ci
BIJICYTHIM ITUTICHUHN MiJX1a 10 pOpMyBaHHS NPUKIAAHOI TEOPii
PUTMY, 3/1aTHOI OXOIUTH cHel(iKy BUKOHABCHKUX CTpaTerii 1
IHIUBIIyaTbHOI PUTMIYHOI CBOOOM. TakuM YHUHOM, TOCTA€
HarajgbHa ToTpeda y po3poOlIi CydacHOi PUTMOJIOTIYHOI
KOHUENIi1, 10 BigoOpaxaia 6 MpUHIMIN YacoBOi opraHizaiii
Ta PUTMOIHTOHAIl B eCTpajHid BOKaJIbHIA KYyJbTYpI,
BKJIIOYaroun i1 iMOpoBi3amiiiHi, nepdopMaTtuBHI  Ta
TEXHOJIOT14HI 0COOIMBOCTI.

VY Konax MHpPOBIIHUX TEOPETHKIB BXKE TPUBAIUN Yac
KyJIyapHO JIyHAalOThb JYMKH IIpPO T€, 10 BHBUEHHS MY3HMYHOTO
pUTMy, 3acCHOBaHE JIMIIE Ha pPYAUMEHTAPHOMY IIO€THAHHI
TPHUBAJIOCTEH 3BYKIB 1 IXHIX CITIBBITHOIIIEHB, € HEOCTATHIM JIJISI

18



APT-naar®OPMA. 2025. Bun. 2(12)

30arayeHHsi HALIOTO YSBJICHHSA INOAO TJIMOIIOTO PO3yMiHHS
PUTMOIHTOHAIIIHHOT CTPYKTYpH B TMPHUKIATHOMY BHMIpi
Cy4acHOi BOKaJbHOI KyJbTYpH Ta MOTpeOye IeTaabHOro
neperisaay. B kiacuuHux Q0CHiKEHHAX BUJATHUX HAyKOBLIB
MOPYILIYETHCS aKTyaJIbHE MUTAHHS «aHATOMIYHOTO» MiXOAY J10
BUBYEHHA  METPOPUTMY, (akTy  HEBIANOBIAHOCTI  MIX
CUWIKUTBHUMWY YSBICHHAMHU Ta MPAKTHYHOIO PEATbHICTIO, KON
TEOpPETUYHA MTPOCTOTa i OUEBUAHICT TEOPIi TAKTYy Ha MPaKTHIIL
BUSIBJIIETHCS 1TFO30PHOIO.

[Iponiec 3aHypeHHs B TEOPil0 PUTMYy Mae NepeiTu BiA
NPSIMOJIIHIMHUX MaTeMaTHYHUX ifealizaiiid, sKi BOMBAIOTH
KHUBY TPUPOAY PHUTMY, [JO YCBIJOMJIEHOIO PO3BUTKY
CHPUUHATTS HOTO (PEHOMEHOJIOTIYHHX, €CTETHYHUX, a OTKE — 1
TBOPYMX YSIBJIEHb, 1 CTaTH HEB1JI’€MHOI YaCTHHOK MUCIEHHS
My3uKaHTa. [Ipy 1pbOMy 3aBXXAM BapTO Nam ATaTH, IO B
4acOBOMY KOHTHMHYyMI HE ICHye YyHiBepcanid, ski O
OTOTOXKHIOBAJIM ~ 3BYYaHHS MY3HYHOTO PUTMY 3  YiTKO
[IOCTAaBICHUMH 3aBJAHHSIMM TOYHUX HPONOpUIA 4M 3
BIIKDUTTSIM  HEBIIOMHX  CEKpETIB  MOro  MpakTUYHOTO
3aCTOCYBaHHA. Pe3ynpTaT 3HA4YHOIO MIpOI0 3aJEKUTh BiJ
JIUJIAKTUUHUX CTpaTerii BUKJIaaaya, BiJl OKpEMHUX MPUHOMIB 1
METOAMK HaBYaHHS IPAKTUYHOMY PUTMY, aJie HE BCE.

MeToro  JOCHIDKEHHST € KOMIUIEKCHE BUBYCHHS
METOAOJIOTTYHUX MiIXOAIB 0 pPUTMIYHOTO HABUAHHSI BOKAJICTa,
30KpeMa — BHU3HAUEHHS PHUTMIKH SK OJHOTO 3 KIFOYOBHX
YUHHUKIB Yy (OpMYyBaHHI BHKOHABCbKOI MAalCTEpPHOCTI.
OcobnuBa yBara B poOOTi PUAUTSIETHCS POJII PUTMY SIK 3aC00Y
PO3BUTKY MY3MYHOI'O MHUCIIEHHS, BHYTPIIIHBOTO CIYyXy Ta
€MOLIIHOT BUPA3HOCTI.

PesyabTaTn. barato HioaHCIB «3a 3aMOBUYYBAHHSIM)
MPUXOBaHI AK y KyJbTypl CTHJIIO, TaK 1 B OCOOJMBOCTSIX
CIPUHHATTA ¥ iHTepnpeTauii KOXXKHOTO CTHJIIO KOHKPETHOIO
ocobucricTio. lle 3anexxuth BiJ epyAuIii BUKOHAaBIS, iOro
emmnarii, SKIO BpaxyBaTH, L0 MPAKTHYHO KOXEH MY3WYHUN
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CTUJIb € CBOEPIIHUM «aBTCHTUYHHM OOJMYYSIM» E€THOCY
MIEBHOTO HApOJy YW HaBITh OKPEMOI HApOJHOCTI — 1 I
JOKOPIHHO 3MIHIOE 30BHINIHIA €CTETUYHHWI BUTJSA CaMOro
PUTMIYHOTO BUXOBAaHHA. 3pEIITOI0, CTUJIb — LI€ cama JItoJuHa!

HeBix’emnHoro  cknagoBoto  ¢inocodii  pUTMIYHHX
KOMITOHEHTIB, TIO/IIOHO JT0 «0OEPTOHIB Yacy», € pUTMOIHTOHAITIS
K YMHHUK €CTETHYHOIO CIPUUHATTS pUTMY. Y TO€IHAHHI 3i
3BYKOBHM KpPYrO30pOM, TICHXOJIOTIYHUMHU OCOOIUBOCTSIMHU
iHAMBIA Ta Or0 BHYTPIIIHIM 00pa3oM, BOHA MPOSBISIETHCS Y
BUKOHABCHKil MaHepi, 110 BU3HAYAETHCA TEPMIHOM «CayHID» —
IHIVBIAyaTbHIM CTHUJIEM apTHCTA.

MaiibyTHiii BOKamicT, mnepedyBalOud Ha MOYATKY
HaBYaHHS ¥ HE MAarOuYu KOJHOTO YSBICHHS IPO ICHYBAaHHS
My3U4HOi (opMH, 0fpa3y CTHUKAETbCA 3 METPOPUTMIYHOIO
OpraHizaliero My3WYHOIO 4Yacy Ta 1i JeTami3amielo y
B32€MO3B 3Ky 3 IICHXOMOTOPHHM 30y/keHHAM. Moro ysara
30Ccepe/KeHa Ha KOHTPOJI BIAMOBIAHOCTI rpad)iYHUX «HOTHUX
KapTUHOK» IXHBOMY 3BYUYaHHIO, a TaKOX Ha MParHEHHI TOYHO
BUTPUMYBATH IHTEpBAJIM MIX HOTaMHU B ITEPATHBHOMY LMK
J0NIEBOTO iMITyNbcy. EMoIIiiiHa Ta pUTMOIHTOHAIlIHHA CKIIaJ0Ba
€CTETHUKU MY3MYHOI MOBH Ha ITOYATKOBOMY €Talli HaBYaHHS, SIK
NPaBUJIO, BiACYTHA. MHCIEHHS CTyJEeHTa MHiANOPSAAKOBYEThCS
€JIeMEHTapHI MOTOpPHO-MEXaHIUHIM TMyJbcalii TaKTOBOTO
MeTpa, CTPYKTYpHill «cxemi» kommno3uuii (IicHi) Ta MOALTY
PUTMIYHHX TPYI HA PiBHI YaCOBI1 BIIPI3KH.

Ha mpomy erami He #zmeTbcs Hpo HEpeayMOBH [0
«MacmTabHOTO» TEperiisiAy ysBIEHb MPO Teopito putMy. [lo
OyIb-sIKO1  COpaBH  CHiJ  MIAXOAWTH  TMOETalmHO,  HE
MEePEeBaHTAKYIOUH CBIIOMICTE 3100yBaua HaJIMIpHOIO
KOHIIEHTPAII€I0 IHTENEKTyallbHUX KOMIETEHIIH, 0COOIMBO
KOJIM TIOYaTKOBUM OpPIEHTHPOM Y POpPMYBaHHI apTUCTa Ma€ OyTH
HE TOCMHIIIHICTh CTYACHTAa y BIATBOPEHHI, a IEMOHCTpaIiitHui
NPUKIIAJ  BHKIAQJa4ya.  3aBXAW  BOKIMBO  IIaM SATaTH:
JIEeMOHCTpallisl KiHLEBOrOo pPe3ysibTaTy HaBUaHHS HE MOBUHHA
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CYIIPOBOJIKYBATHCSI HaBiTh MPOOHUM 3aHYPEHHSIM Y CKJIQIHUN
iHdopmariro. Ilocmix Moke m030aBUTH HAC MOMKJIMBOCTI
TOYHOTO i YyTJIMBOTO BBEIEHHS CTyJIEHTa B CBIT 3HaHb — 0e3
UTI031M 1 CITOTBOPEHHMX TJIYMauyeHb, CIHPAIYHCh HA TEPIIHMA
MPUHIUI METUYHOT €TUKK: Primum non Nocere — «repeaycim He
3amko1p» [3].

[Iporiec HaBYaHHS PUTMILll Mae OyTH MEPMaHEHTHUM, i3
ypaxyBaHHSM IIOCTYIIOBOTO 3pOCTaHHS PIBHA BHUKOHAaBCHKOI
KOMIIeTeHI[il MaiOyTHhOro aprtucra. Ha mouatky TBOpYOrO
IUIAXY 3a3BUYail HE B 3MO31 CAaMOCTIHHO po310paTHCs HaBITh Y
HalleeMEeHTapHIIINX MUTAHHAX TEOpii pUTMY — Yepe3 Te, 10 B
Cepe/IOBUILI BUKJIAJauiB €CTPAJAHUX HaBYAJIBHUX 3aKJaJliB
OMaHyBaHHS I[BOTO PO3JUTY My3W4HOI Teopii € BKpai
HECTIMKMM. Y IIbOMY HampsiMi CIIOCTEPIra€Tbcs METOJUYHA
HEBIOPS/IKOBAaHICTh:  BUKOHABCbKY  HIATOTOBKY  HEPIIKO
BUKJIAJIAIOTh BY3bKOMpPOQinbHI (axiBii (xopmeiictepu abo
KYJbTYpOJIOTH), SIKi KEpYIOTbCS BHUKIIOYHO aKaJAEeMIYHHUMHU
3acaZlaMd 1 HE OINEpYIOTh IOHATTEBUM araparoM Cy4dacHoi
TeOopii My3U4HOTO pUTMY. JleTanbHuii aHali3 HOTHOI CAMBOJTIKH,
il ecTeTUYHUX 0COOIMBOCTEH BUPA3HOCTI Ta 3B SA3KY 3 «OKUBHUM)
MY3UYHHUM 4acoM (TaliMIHI'OM) Y IXHbOMY PO3YMIHHI BIJICYTHIH.
[IpakTH4yHa yacTWHA 3BOAMTHCA 1O TPAAULINHHUX «CTOBIIIB»
EIIEMEHTAPHUX  PUTMIYHUX  CTPYKTYp —  «IIPOCTOTO»,
«CUHKOIIOBAHOT'O», «IYHKTUPHOT0» PUTMY. Y Kpaliomy pasi
BCE OOMEXYEThCS PEMPONYKTHBHUM METOJOM KOIIIFOBAHHS
3pa3KoBUX KOMITO3UIIH 3apyO01’KHUX BUKOHABIIIB.

Kasep-Bepcii, a0 x «mepecniBu» 4y oro My3U4HOIO
Mmatepiany, Oe3 omopu Ha ¢axoBi 3HaHHS Ta TNPAKTHUYHI
BHUKOHABCHKI METOAUKH, 3/1€01ILIITOr0 HOCTAIOTH SIK CIMi30IHYHE
KaJbKyBaHHS TEXHIYHUX NPUHOMIB mepiiokepena. Takuit
MiIXiJ] HE AaKTUBI3yE CBIIOMICTh CTyJEHTAa W HE 3amycKae
AQHAITUYHOTO  OCMHCJICHHS PUTMOJIOTIYHMX  MEXaHi3MiB,
HEOOXITHUMH JUTsl KOpEKIlii HaOyTOro JOCBiAy B KOHTEKCTI
1H/MBITyaJbHOTO TBOPYOTO 3pPOCTaHHA BOKamicTa. Y TaKHX
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BUIA/IKaX HAaBITh HaMKpalli 3pa3Kd BUKOHAHHS KaBepiB HE
3QIMIIAIOTh Yy CBIJOMOCTI CTyACHTa Ii3HABaJIbHOTO CIiY.
My3uko3naBui B. bitnan ta K. ®namm Tak ommcyroTh e
migxina: «HarxHenns ‘“‘3Homiene” abo moHomeHe (1HITUMU),
TOOTO B JaHOMYy BHIIAQAKYy JHIIE IMITOBaHE, a HacIpasii
BIJICYTHE, 1 WOro piBeHb HEIOCTATHIN JII TOBHOIIIHHOTO
XyHA0XKHBOTO pe3ynbTary» [6, c. 6]. be3 Hanexxnoi neritumanii
JTUCIUIUIIHA «PUTMIKa» 3BEPHEHHSI 10 IMI3HABAIBHOI JIOTIKH
XYHAOKHbO-€CTETUYHOTO  3MICTY  PUTMY  3aJIMINAETHCA
HEBU3HAUYEHUM 1 TEOPETUYHO HEOCMMCIICHUM, 3BOSUUCH JIMLIE
710 PO3MHTOTO YSIBJICHHS ITPO €JIeMEHTApHI PUTMI4HI CTPYKTYpH.

Jluciuriina — «pUTMiKa» Ma€  pO3MVBIATHCS  KPi3h
OpU3My  BCIX  KJIIOYOBHX  KOHILENTYaJIbHUX  ACIEKTiB,
MMOYMHAKOYHU Bl MaTeMaTU4YHOI IHTEepIpeTallii TPUBAJIOCTI HOT
K OKpeMOi TIJKH PUTMIYHOTO Tapamerpa 3BYYaHHS 1 [0
INMOOKOTO  YCBIIOMIIGHHS ~ PUTMY  SIK  TICHXOJOTIYHOL
(ecTreTn4HOI) Kareropii, 101() pealtizyeThes yepes
PUTMOIHTOHAIIIIHY 00pa3HicTh MOOYAOBU PUTMIUHUX (pa3. Sk
3a3HauaB (axiBeup i3 My3uyHoro purmy C. Maki€BCbKHIA:
«TanaHT BU3HAYAE€THCS HE OOCITOM MOTEHIiaTy, 3aKJIaIeHOTO B
JIOJIMHI, a pamioOHAJIbHUM TIAXO0J0M JO TpoIecy Horo
po3Butky» [1, c. 18].

CydacHa ecTpagHa My3UKa, B SIKIH PHUTM, IO CYTI,
BiJIirpa€e MPOBIJHY pPOJIb 1 BUpaXKa€ ICUXOJIOTIYHUN CTaH
apTucra, paKTUYHO HE B110Opa)xkaeTbcs B JKOJHIN 3 ICHYIOUHMX
crcTeM HOTHOI rpagiku. BifcyTHiCTh y HaBYaIBHUX MpoOrpamax
€CTpaJHUX 3aKJIaJiB OJHOTO 3 KIIOYOBHX THPEIAMETIB,
MOB’A3aHUX 13 MY3UYHOIO PUTMIKOIO, a TaKOX (hparMeHTapHe
PO3YMIHHSI 3HAYEHHS TEOpli PUTMY MOPOIKYIOTH CIIPOLIEHI
¢dopmu micenHoi TBopyocTi. Lle, y cBoro yepry, Npu3BOAUTH 10
HEBIIEBHEHOCT1 Y BHMKOHABIIIB Ta MOCTYHOBOTIO (POpMYBaHHS
PO3MHUTUX 1 HECTIHKMX YSBJICHb MPO CY4YacHY BOKAaJIbHY

KYJIBTYDY.
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[anpMyBaHHS NPOTPECHBHUX i€l  aBTOPHUTETaMH
CTapILOro BUKJIAJALBKOIO IOKOJIHHS, a TaKOXX TaOyIOBaHHS
IHHOBAIIHUX MPOrpaM aJAMIHICTPAaTUBHUMU METOJIUCTAMU HE
CIpUSi€ BUKUBAHHIO i CTAHOBJICHHIO LIJIECIIPSMOBAHOI MOJIOJI,
BIJIKPHUTOI 10 HOBATOPCTBA i Yy TIMBOI 0 3aXiHUX 3pa3KiB, HE
OOMEXEHHMX TakuM KOHCEpBAaTHU3MOM. Mool  CIiBaku
HaMararoThCsl IHTYITMBHO BiATBOPIOBATH OKpEMi €JEeMEHTHU
BOKQJIBHOTO CTHJIFO — CBOEPIAHI 1IOMaTHYHI KJIIIE, IO
aKTUBHO BHUKOPUCTOBYIOTbCS B Cy4aCHOMY €CTpPaJHOMY
BUKOHABCTBl. OJHAK, 3aJIMIIAI0YNCh HEIIOMIYCHUMHU Yy CBOEMY
HOBATOPCTBI Ta, OUIBIIE TOTO, 3a3HAIOYM KPHUTUKH 3 OOKY
«KOHKYPCHHUX 3HaBILiB», BOHU IIOCTYINOBO IEPEXOJATh y
KaTeropito MTYYHOTO BUKOHABIA. Taka cuTyallisi CBiTYUTH PO
Opak H&JIEKHOIO HABYAIBHOTO CTHUMYJIIOBAaHHS Ha paHHIX
eTamax miAroTOBKH, KOJIM TBOPYi CIIPOOH I1ie He CPOPMOBAHOTO
apTUCTa NOTPeOYIOTh MIATPUMKHU, BUBAXEHOTO KOPUT'YBaHHS U
320XOUEHHS /O MOJAIBLIONO PO3BUTKY 1HIUBIAYyaJIbHOTO
CTUJIIO.

3pyliHyBaTh  yCTajeHl  CTEPEOTHUIIHM  MHCICHHS
BUSIBIISIETBCS HAJ[3BUYAMHO CKJIQAHUM 3aBJaHHAM. He MeHI
CKJIaJIHO c(hOpMYIIIOBATH YITKI OPIEHTHPHU YU Xouya O 3BEpHYTHU
yBary Ha Te, 1[0 3Ha4YHa YaCTMHA OCBITHBOTO IMpolecy W aoci
BIIOYBAa€TbCA y MeXax 3acTapulMX MiAXOJIB, IO He
BIJNIOBIJAIOTh pealliiM Cy4acHOI0 MY3MYHOI'O MHCTELTBA.
HaTtomicTh 3aMicTh KPUTUYHOTO MEPEOCMUCIICHHS MU HEP1IKO
BUTpPAaYa€MO 4ac Ha MapHi CIpoOH BiATBOPEHHS TOT'0, 1110 IABHO
BTPAaTWJIO  aKTYaJIbHICTh, YHHKAIOUM BHXOIY 33 MEXI
TPAJULIHHUX YSABJIEHb MPO CYTHICTh 1 QYHKLII My3HUKH
crorofieHHs. [lompu Te, 1m0 MPOBIHI TEJATOTH BXKE HE OJIHE
JECATUIITTS HAloJATaloTh Ha HEOOXIJHOCTI po3poOIeHHs
OHOBJICHUX TIpOrpaM 3 PUTMIKM Ta  BIPOBAHKCHHS
1H/IMBI1/TyaJIi30BaHOT0 MiAXO0IY /10 BUBYEHHS PUTMY SIK 0230BOTO
JoKepena MY3WYHOI KpeaTWBHOCTI, (haKTHYHA MPaKTHKA
3/1e0UTBIIOT0  OOMEXKYETbCS JIEKIapallisiMH  TIPO  «IOTpedy
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pedopm». Pyx 1m0 o3HaueHMX wLiJed MPAKTUYHO BiICYTHIM:
YUMaJlo 1HII[IaTHB 3aJMIIAIOTHCS MAJONEPEKOHIUBUMH, a
OKpeMi pobJIeMu — CIIOTBOPEHO MPEACTABICHUMH B HAYKOBOMY
Ta OCBITHBOMY JHCKYPCI.

Bimome BHCIIB «BChOMY CBiif Yac» y KOHTEKCTI
icropiorpadii BITUM3HSHOT BOKAJIBHOI €CTPaJM BUSBISETHCS
HAJTO 3QJICKHUM BiJI €MOX COMIaJbHUX 3MiH: TPAarHEHHS J0
HEOOIPYHTOBaHUX 3a00pOH, MOYMHAIOYH 3 J)Ka30BOT MYy3HKHU U
CTHJIIO «Mepci-0iT» y BUTIIAAL TypTy «biTis», Tak 1 He 3MOrI0
3aXUCTUTH BiJl MyPUTAHCHKHX 3aca]] «KJIACUYHOTO MOTIISAY» Ha
€BOJIIOIII0 BITYM3HSAHOTO MY3UYHOTO mpocTopy. CKiamaeTbes
BP@XEHHS, 10 TOJIOC MPOBIAHMX HAYKOBIIB MPUPEUCHHIA
3JIMIIMTUCS HETIOYYTUM Yy MOTOL aBTOPUTAPHUX PillicHb [2].

PenpecuBHa My3W4yHa MOJITHKA MHUHYIOTO CTOJITTS
1010 HOBHX XKaHPiB (He O€3 yuacTi akaJIeMiqHO1 1iTH) CYTTEBO
YCKJIaJIHUJIa HAYKOBI JOCITIIKEHHS Ta 3arajJbMyBalia po3poOKy
CY4acCHUX METOJHK, OPIEHTOBAHUX HA PO3B’SI3aHHS aKTyaJbHUX
MeJaroriyHuX 1 XyJOKHbO-TIPAKTHMYHUX 3aBlaHb. HaBiTh
CHOTOJIHI YMMAJIO BUKJIA/IayiB 13 KOHCEPBATUBHUM MHCIEHHSIM
MIPOAOBXKYIOTh JOTPUMYBATHUCS BKa31BOK 1 3a00pOHU, CITYIIIEHUX
3ropu, abo X CB1IOMO ITHOPYIOTh OY/b-sIKI MPOSBH TBOPUUX
iHHOBaIiil. BHacnmiok nporo My3uuyHa KyJbTypa BTpadae
OpraHiuHUN 3B’SI30K i3 HaBYaJbHO-METOJIUYHUM IPOLECOM
BUXOBAaHHS MalOyTHbOTO apTUCTa, SIKUK JAenami Oijblie
BHU3HAYAETHCS HE MPOTPECHBHUMH IMITYyJIbCAMH PO3BUTKY, a
BUMAJKOBUMHU  COLIQJIBHUMM YSABICHHSAMHU Ta MaCOBHUMHU
ynojnobanHaMu. Cyxa MOBa HayKOBUX (DOpPMYIJIIOBaHb B)KE HE
31aTHa B TIOBHOMY OOCs31 OKpECIMTH TIJIMOMHY BTpaT,
BIIPUYMHEHUM 3TasHUM 4YacoM JJis LIIICHOro (OpMyBaHHS
TEOPETUYHOT i MpakTHUUHOI cKi1agoBux. Came TOMY 3BEpHEHHS
710 TyOJIIUCTUYHOTO CTHIIIO y BHKJIA/Al HAyKOBOTO MaTepiaiy
BUTJISAZIA€ HE JIMILIE BUIPABIAHUM, a M HEOOXITHUM — SIK
IHCTPYMEHT JIOHECEHHS CMHUCIIOBOI TIHMOWHU Ta TOCTPOTH
aKTyaJbHHUX MPOOIIEM.
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Biaryk comiokyJabTypHHMX IIHHICHUX CHUCTEM 3aJICKUTh
HE CTIIBKH BiJ OYIKYBaHHS HOBUX MHCTEIBKUX IPOYKTIB
330BHI, CKUJIbKH BiJl IXHBOT'O TTMOMHHOTO 3B’S3KY 3 OPraHIYHUM
PO3BUTKOM CBITOBOI'O TBOPYOro IIpolecy. 3a yMOB, KOJHU
YUMaJI0 JOCTIAHUKIB MY3UYHOTO CEpEIOBUINA KOHCTATYIOTh
HecTayy HajexHoi iH(opMmaliifHoi Ta MeToau4yHoi 0Oaszm 3
PUTMIKH B €CTPaJHIA KyJbTYypi, TOBOPUTH NP0 LUTICHY
npodeciiHy KOMIETEHTHICTh BITUYM3HSIHUX apTUCTIB y IiH
cdepi Hapa3i mepeaIacHo.

Ha 1711 cTannapTHOT0 MUCTICHHS KaTEropisiMU eMOIIIIHOT
CHUMIITOMAaTHKHU K peakiii Ha HIONTO Oe3HEeBHMHHUU IMiCEHHUMN
TeKCT, chopMmyBaiacs ep3al-KyJbTypa y BUTIIAII «OKOPCTOKOTO
poMaHcy» ab0 «pPOCIMCHKOTO IIAHCOHY» 3 MPUMITHBHOIO
PUTMIKOIO Ta TPAaHUYHO CHPOIIECHOK TapMOHIEI0, IO JIETKO
CIPUMMAETbCI  MAacoOBUM  ciyxadyeM. banambHa  JIyMKa
MaJOKOMIIETEHTHOTO (yHKIIOHEepa Ha KTanT «HYum O0u auts
He OaBWIIOCH...» 1 MOBYAa3Ha 3Tr0la IHTEIIreHIl «adnu He Kas3,
HE TOBOPSIYM BXKE€ MPO POK» — CTalM 3pYYHUM BHUIIPABAAHHIM
JUIsL YHUKHEHHS TIIMOOKOTO OCMHCIICHHS KYJBTYPHOI CHUTYyAIlil.
3aMicTh TOrO, 11100 aHai3yBaTH (EHOMEHU Cy4yacHOI My3HUYHOI
OCBITH Ta 3MIH y COPUMHSATTI MUCTENTBA, CYyCIJILCTBO 00pajo
IIAX BCEIO3BOJICHOCTI Ta OalayskocTi. binmpiie Toro, okpemi
«cCmiBIIl CEHTUMEHTAJILHOTO CTUITIO, JOCSITHYBILN
MOMYJISIPHOCTI, HEPIAKO aJAMIHICTPAIIEI0 MPECTHKHUX BHUIIUX
HaBYAJIBHHUX 3aKJIaJIaX 3alpoINyIOThCS HA MOCAAy BUKIIAIAiB.
Bapro HarojmocuTH, 10 TOPUYMHOI I[IOIO  MAacoOBOTO
MOIIMPEHHS] HU3bKONMPOOHOTO MY3HYHOTO TPOIYKTY CTaB HE
MepeciuHuil  ciayxad, SKWAA  JUIIe  BigpeJaryBaB  Ha
3amlpoIIOHOBAHE, a, K CIymHO BKazyBana B. KoneH, «pa3om 3
BOJIOI0 BUIUIECHYJH 1 AUTUHY». CHOrojHI BXKE IOBOJUTHCS
KOHCTaTyBaTH, SK Ta camMa IHTEJITeHIlA BOPOAOBX XX CT.,
CHoYaTKy 3 oOypeHHsM crhpuiimaroun criB becci Cwmit, bimni
lomime#i, rpy [Hwoxa  Emmiarroma, Tomaca  Jlopci,
JIii ApMmcTpoHra, a 3rofoM — Oamaau «biTa3» 1 pok-My3uKy
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IHIIUX TypTiB, HE TMparHyja 3a3UpHYTH B MailOyTHE, HE
JIOCITIJKYBaia HOBl My3W4HI SIBUINA 1, BPEIIITI PEILT, HATPUKIHII
CTOJITTS BXKE cama 1moyJajia CIiBaTi «0iatHi» micHi [2].

CporojHinHIA CTYAEGHT 4eplae 3HAHHS HE JIMIIE B
HaBYAJIBHOMY 3aKJIaJi, a 3HAYHOIO MIpOI0 y PI3HOMaHITHUX
MY3HMYHUX TYCOBKaX, KOHKYypcax, ¢ecTuBaisx, Maiicrep-
KJlacax, JKa3-KiayOax, J1e¢ BIH YCBIIOMJICHO 3allydeHUU [0
3MarajibHOI AISUTBHOCTI 1 4acTo mparue Ao jigepcrsa. [lokuHyTi
Ha CaMOBJOCKOHAJICHHS MOJOJI aBTOJAMIAKTH HE HAJal0Th
3HA4YEeHHs [OCTAaHOBOYHHUM IpOllecaM OKPEMMX BOKAaJIbHUX 1
PUTMIYHUX TPUHOMIB, IO TPHU3BOAUTH 10 (OHACTEHIi Ta
PI3HOMAaHITHUX TPaBM I'OJIOCOBOI'O anapary.

O3HailoMJIeHHST 3 TEPMIHOJIOTI€I0, M0 IO3HAYa€e
TEXHIYHI IPUHOMH, BiTOYBAETHCS CTUXIIHO Ta y BUKPUBICHOMY
Burisigi. [Ipm HeopmaabHOMY BHKOPHCTAaHHI HEOJIOTI3MIB —
HOBHX JIOBUIBHUX Ha3B, L0 I03HAYAI0Th BUPAXaJIbHI 3aCO0U SIK
0COOJIMBY PUTMIYHY MOBY a00 JEHOTAT — BTPAYa€THCS CEHC i
3HA4YEHHs TEPMiHIB, BUHUKA€E CIIOTBOPEHHS CYTI Ta JIOPEUHOCTI
ix 3actocyBaHHs. CrnemiaJbHI TEpMIHU (IKCYIOTh ME€BHY
nedininio sBHIA, HE CyNepedarh JIOTITYHOMY MiJX0Ay N0 iX
BUKOPUCTAHHS B OJHIA cdepl 3 OAHOYACHUM 3alepedyeHHIM
1HIINX cep 3aCTOCYBaHHS.

Jlj1s BUBHaYEHHS Cy4aCHUX OCBITHIX MO3MIIIM HeoOX1/1Ha
po3po0Ka HOBHUX TEXHOJIOTIH YJOCKOHAJIEHHS BHMKOHABCBKOI
TEXHIKA BOKAIICTIB, OpPIEHTOBaHMX Ha creuudiky ecTpagHoi
cneuianizamii. TaOyroBaHHA  IHHOBallIMHMX  TEXHOJIOTIH
BHUBUEHHSI TEOpli PUTMYy €CTPaJHOTO CIIBaKa, HAaB’ sI3yBaHHS
HEBUNPABIAHUX METO/IB HAaBUAHHS PUTMILI SK «ETAJOHY»
METOAMKH, HE TiATBEPHKEHOTO MPAKTHIYHUMH PE3yIbTaTaMH,
CTaBUTH HAC Y PsiJl THX, XTO YEKA€ Ha IMBO BiJ] O€3ILTITHUX 17€H1.

I'muboke i ycBigOMJIEHE OMaHyBaHHSA TeOpii PUTMY,
PUTMOJIOTIi, PUTMOIHTOHAIIIT (ECTETUKH PUTMY) — 1€ HE IPOCTO
CyMDbKHA HaBHYKa, a IUJIICHA CHCTEMa CIPHUHHATTS Ta aHAII3y
MY3MYHOTO 4Hacy, 3JaTHa paJuKaJbHO TpaHchopMyBaTu
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KOTHITHBHI TPOIECH, IO JEKaTh B OCHOBI BHKOHABCHKOI
JISUTBHOCTI. 3HAaHHS PUTMIYHOI CTPYKTYPH MY3UYHOTO TBOPY
CIpusie HE JHIIE TEXHIYHIM YNEBHEHOCTI y BOKAJIbHOMY
BHKOHaHHI, a 1 (HOpMYyBaHHIO CKJIAIHIIIOTO PiBHSA MY3UYHOTO
MHUCIeHHS [5].

BucnoBku. Teopist putMy (pUTMOJIOTISI) B OCBITHBOMY
Mpoleci BOKaJicTa BUCTYNA€ HE JHINE SK JAUCIUILIIHA,
cupsMoBaHa Ha  (OpPMyBaHHA  «TOYHOCTI  PUTMIYHOL
KOHCTPYKIii», a sK KaTami3aTop pPO3BUTKY KpPEaTHBHOTO
MUCIICHHS, HEOOXiJHOrO B YMOBaxX CydacHOi MY3HYHOI

MIPAKTUKH.
Oco0MMBO  BaXIWMBOIO € pPUTMIKA B KOHTEKCTI
iMIIpoBi3aIlii — OJHOrO 3 HaWBaXJIMBIIIUX KOMIIOHEHTIB

ecTpaJHOro i Hka30BOro Bokainy. Came iieoMaTUYHE MUCIICHHS
PUTMOM CTa€ OCHOBOIO, Ha sIKiii OyayeThCsl 1HIMBITyabHUIMA
CTHJIb apTHCTa, WOro I1HTOHAIliHA KYyJIbTypa, BHUPA3HICThH 1
cayua. OmnaHyBaHHSI pUTMY, MOTO €CTETUYHOTO CIPUUHATTA
(puTMOIHTOHAIIIT) JO3BOJISIE BOKANICTY HE MPOCTO TOYHO
BIJITBOPIOBAaTH MYy3W4HI (pa3yu, a W THYYKO B3AEMOAISTH 3
IPOCTOPOM  MY3HUYHOTO  4Yacy, CTBOPIOBATH  YHIKaJbHI
CHUHKOIIOBAaHI ~ CTPYKTYypH, BapiloBaTH METPOPUTMIYHUMU
KOHTEKCTaMH, 110 MPHUHLUUIOBO PO3LIMPIOE BHUPaKaJIbHI
MOXJIMBOCT1 BUKOHAHHS, POOUTH WOTO 1HIUBITyaIbHICTIO.

CTaHOBJIEHHS Cy4YacHOTO BHUKOHABLSA € CKJaJHUM,
OaraTOpiBHEBUM  MpOIECOM, Yy  SKOMYy  OCHOBOK €
(¢yHIaMEHTalbHI KOMIIOHEHTH XYJIOKHBOTO, TEXHIYHOTIO,
IHTEJIEKTYaJIbHOTO Ta €MOIIIHOTO pOo3BUTKY. OCHOBOMOIIOXKHA
YacTUHA IOTO Tpolecy Nojsarae y (opMyBaHHI IIUTICHOT
BHUKOHABCHLKOI  OCOOMCTOCTI, 3JaTHOI O  OCMHCIIEHOIL
iHTepnpeTanii My3UYHOro MaTepianxy, THYYKOi B3aeMoaii 3
PI3HUMH CTHIIBOBUMH HalpsIMaMH ¥ CTIHKOTO caMOBH3HAYCHHS
B AMHAMIYHOMY KYyJIbTYPHOMY ITPOCTOPI.

KitouoBuMM acniekTaMu 11i€1 OCHOBU € BUCOKHIl piBEHb
npodeciifHol  MIArOTOBKM, MY3MYHO-PUTMIYHA  IHTYILf,

27



APT-naar®OPMA. 2025. Bun. 2(12)

PO3BHHYTE BIIUYTTSI pUTMY i (popmu. BakIuBOIO JTaHKOIO B
CTaHOBJICHH1 apTUCTa € 3JaTHICTh J0 KPUTUYHOTO MUCIICHHS.
CydvacHull BHWKOHaBEIb — II€ HE JIMIIE HOCIH JOCKOHAIHMX
BUKOHABCbKUX HAaBUYOK, a 1 MHUCIISYMI apTHCT, IMIIPOBI3aTOp,
SAKHH BOJIOJIIE€ yciMa XYAOKHIMH MOXJIMBOCTSMHU BJIACHOTO
rojgocy. DopMyBaHHS LHMX SKOCTeH BHMara€ CHCTEMHOIO
MiIXOAY B OCBITHIM TpakKTHIll, 3aCHOBAHOTO HAa CHHTE3l
CTHUJILOBUX HAIPsIMiB, 1HHOBALlIMHMX METOJMK 1 HAI[lOHAIBHOT
tpamuiii. @yHIaMEHTAILHUM  YUHHUKOM Yy  TpoIreci
CTaHOBJICHHSI €CTPaJHOTO BOKAJICTa € HE JIMIIE ONaHyBaHHS
BHKOHABCHKOI MaliCTEPHOCTI, a i (hopMyBaHHS 1HIAMBITyaTbHOT
TBOPUOI MapaJWrMu, IO BKIIOYAE CBITOIVIAJHI, €CTETUYHI Ta
eMoriiftHi koMmrmoHeHTH. Came IIi CKJIaIoBI 3a0e3MeqyoTh
CIPaBXKHIO XYJIOKHIO TepeAady IICEHHOro MaTepiany Ta
rIMO0Ke eMOIliiiHe CIPUHHATTS BUKOHABIIEM.

VY cydacHiii My3MuHIH OCBITI OJHUM 13 KIIIOYOBUX
3aBJIaHb € IHTETPAILlisl PUTMOJIOTII K IUTICHOI CUCTEMH 3HAHB Y
MIATOTOBKY €CTPaJHUX BOKANICTiB. Takuil MiAXif cOpuse He
JUIIE PO3BUTKY TEXHIYHOI BIPABHOCTI, ajle ¥ (opMyBaHHIO
ITMOOKOT0 MHUCTELBKOIO PO3YMIHHS MY3WYHOTO TBOPY, LIO €
OCHOBOIO Ul TBOPUOTO CaMOBHMPAXEHHsI Ta MNpodeciifiHOro
3pOCTaHHS BOKAJiCTa.

TakuM  4YHHOM, BOPOBAKEHHS  PHUTMOJIOTIYHOTO
KOHTEKCTY B HaBYaJbHUI MPOIleC BiIKPUBAE HOBI IEPCIIEKTUBU
IS BIOCKOHAJIEHHS BOKAJILHOI OCBITH 1 MHIiABHUILEHHS SKOCTI
BUKOHABCHKOI JISTTHHOCTI B )KaHP1 €CTPATHOI My3UKH.
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FUNDAMENTAL FOUNDATIONS OF VARIETY
VOCALIST DEVELOPMENT: THE
RHYTHMOLOGICAL CONTEXT

Abstract. The article is dedicated to the study of the
fundamental principles of the formation of a variety vocalist in
the aspect of rhythmology. The purpose of the research is to

identify and substantiate the significance of rhythmics as an
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organizing component of performance mastery in the process of
professional singer training. The object of analysis is rhythm-
intonation thinking as the basis for the formation of performance
individuality, as well as the specifics of pedagogical approaches
in teaching vocalists that meet the modern requirements of
musical practice. The methodological foundation of the study
includes systemic, phenomenological, cultural, and didactic
approaches, which allow for a comprehensive consideration of
the problem through the prism of musical rhythmology,
performance psychology, and contemporary pedagogy. The
article attempts a conceptual understanding of rhythm not only
as a technical element but also as a philosophical and aesthetic
category that shapes the cognitive and emotional structure of
musical thinking. The scientific novelty of the work lies in
rethinking the role of rhythm in the structure of vocal education.
Attention is drawn to the necessity of integrating rhythmological
content into professional training, highlighting the lack of
theoretical and methodological developments in this area. The
methodological insufficiency of traditional academic
approaches that do not take into account the specifics of variety
stylistics is revealed, which exacerbates the problem of the
absence of a systematic “rhythmics” course in current curricula.
The conclusions emphasize that the full development of a
vocalist is impossible without the formation of rhythmic
thinking and rhythm-intonation culture, which are integral
components of interpretative freedom, improvisational skills,
and the formation of an individual performance style. Rhythm is
considered not only as an instrument of performance accuracy
but also as a catalyst for creativity, ensuring the depth of artistic
expression. The article proposes a rethinking of established
educational approaches and the integration of modern applied
rhythmology as a key aspect of the development of a
contemporary professional variety vocalist.
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Key words: musical art, variety vocal, rhythmology,
performance mastery, rhythm-intonation, vocal technique, style,
interpretation, sound.
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COILIO-OHTOJOT TYHI IMILIIKAIIL CYUACHUX
WORSHIP-AHCAMBJIIB Y KOHTEKCTI
TJOBAJIIBALIL KYJIBTYPH

AHoOTaNisg Y cTaTTi MpoaHai30BaHO COLI0-OHTOJIOTIYHI
IMIUTIKaII1 AisuibHOCTI cyyacHuX Worship-ancam6:iB (Hillsong,
Bethel Music, Elevation Worship) y koHTekcTi rio0anbHOI
TpaHcpopmarllii XPUCTUSHCHKOTO CAaKpaJbHOTO IPOCTOPY.
®enomen cydacHoi Worship-my3uku (Contemporary Worship
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Music) po3riSgaeTbess SK MY3UYHHHA JKaHp, IO TOEIHYE
€CTETUKY IIONYJSIPHOI MY3MKH, OOroCJOBCHKI HapaTUBU Ta
igaycTpiasibHi  cTpaterii  ria00ampHOrO  PUHKY. MeToro
JOCITIJDKEHHS € BUSBJICHHS TOTO, K worship-ancam6uri, Oyayuun
ME/IIaTU30BaHUMHU  OIEpaTOpaMH  CaKpajdbHOTO  JIOCBIiJy,
BIUIMBAIOTh HAa OHTOJIOTIIO CAaKpaJbHOIO B Cy4acCHIN KyJIbTYpi,
K PUHKOBA JIOTiKa (popMye penirifHui JOCBiA, a TAaKOX SKi
HaclJKU Mae Trj00ajbHa aecTeTU3allisl CaKpaJbHOIO JUIs
JOKAIbHUX JyXoBHUX Tpaaumii. [losemeno, mo CWM e
KJIIOYOBUM €JIEMEHTOM IJI00aJbHOIO COL[I0-OHTOJIOTIYHOTO
3CyBy, J€ 3aco0aMM MY3WYHOI BHUPA3HOCTI BiJIOyBa€eThCA
nepexij 10 iHAUBIAyaTi30BaHUX, Cy0’ €KTHUX Ta €CTETU30BAHUX
MOJIeTIel  AYXOBHOTO  mepexxkuBaHHs.  Worship-ancamOmi
GYHKIIOHYIOTH  SIK  MYJIBTHUMENIMHI KOpHoparii, B SIKUX
CaKpaJbHE KOHBEPTYETHCS B €CTETUYHE, HiANOPSIKOBYIOUYHCH
norini eeKTUBHOCTI Ta pUHKOBOro ycmixy. Jlitypris HaOyBae
BHPAa3HUX O3HAaK MeAiiHOro mnepdomancy, e BHKOPHCTAHHS
NepeoBUX TEXHOJOIH  CHpsIMOBaHI Ha  MOJYJIIOBaHHS
€MOIIIHOTO CTaHy Ta JOCSTHEHHS «ayJUTOPHOI TOYHOCTI».
Cepen My3W4yHHX 3aco0iB  BHUPa3HOCTI OKpECIEHO, IO
MparHeHHsl 710 aBTEHTUYHOCTI TMOKJIOHIHHS CYIPOBOKYETHCS
CTaHJapTH3alli€el0 MYy3MYHOI MOBM Ta YyHiBepcalizali€ero
00rociioBCbKUX 3MICTiB. Po3rimsHyTa KomepliiiHa mpupoaa
CWM, ska TpaHcopMye KOJEKTUBHHH CIIB Yy JiLEH30BaHUN
OpoayKT. PO3risHyTO IisUTbHICTH  YKpaiHChKHX — WOrShip-
aHcaMOJIiB K TJI0KaJIbHOI'O SIBUIIA Y T7100aJ1130BHOMY KOHTEKCTI
CWM. Bussneno, mo B Ykpainu cyuyacHi worship-ancamo6ii
BUCTYNAIOTh K JIOKAJbHI HOCI{ HalllOHAJIBHOI MY3HYHOI
KYJBTYPH, SIKI 3MIHIOIOTh OOTOCIIOBCHKI, €CTETUYHI Ta COIiaTbHI
MOJIEJTi CaKpaJIbHOTO.

KawuoBi  cmoa:  Worship-ancam6mi, CWM,
aecTeTH3allis CaKpaJIbHOTO, 1HAYyCTpis HOKJIOHIHHS,
YKpaiHCbKNW KOHTEKCT.
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Beryn. @enomen cyuyacuoi Worship-my3uku (cydacHoi
My3HuKH Oorociyskine — Contemporary Worship Music, CWM)
Ta JisIbHICTE Wworship-ancam6niB  (Tpyn  TIpOCTaBIICHHS)
CTaHOBJISITH OJHE 3 TWHAMIYHUX SIBUI PEIIriiiHOI KyIbTypH K.
XX —mou. XXI cr. Buxoas4u 3a MeXKi CyTO My3HYHOTO JKaHPY,
CWM ¢yHKIIOHYE SIK COIIaTbHO-KOMYHIKaTUBHA MATPHUIIS, 110
MOEHYE €CTETUKY TONYJSPHOI MY3UKH, OOTOCIOBCBHKI
HapaTUBHU Ta IHIYCTpiaJIbHI CTpaTerii rio0ajabHOTO PHHKY.
Came B wnpomy cepenoBuili (OpMyeTbCS HOBHHA  THII
CaKpaJIbHOTO JIOCBi/ly, 3aCHOBaHHM HE CTLIbKU Ha TpaJAULIIHHINA
JITYPrifHIA MPaKTHUIll, CKUTPKH Ha €MOIIHHINA 1HTCHCHBHOCTI,
€CTeTUYHIN JOCKOHAIOCTI Ta MEpPCOHAIBLHOMY MEPEKUBAHHI
TpancienaeaTHoro. Worship-ancam6ni — Hillsong, Bethel
Music, Elevation Worship Ta iH. — He JIuIe BHU3HAYAIOTh
Cy4acHUH KaHOH €BaHTEIbCHKOTO MY3WYHOTO CIYXiHHSA, alie U
pO3ropTaroTh il 1HIyCTpialibH1 €KOCHUCTEMH, 10
MIEPETBOPIOIOTH CaKpaJIbHE HA TPAHCIIBOBAHWMN, THPAKOBAHUH 1
KOMEPIIIITHO ONTUMI30BaHMM MTPOIYKT.

VYV 11b0My KOHTEKCTi CTa€ OYEBUIHUM, IO JTOCHIIKEHHS
CWM notpebye BHXOZy 3a MeXi MY3MKO3HAaBCTBAa B
TpaJuLIHHOMY CeHCi: iieTbes mpo (EeHOMEH, SIKUM nepedyBae
Ha MepeTuHi 00rociIoB’s, COLIOJOri peirii, KyJIbTypoJorii Ta
MeIia3HaBCTBa. Worship-ancam0:1i SIK MealaTH30BaHI
oTrepaTopy CaKpajIbHOTO JOCBIY AKTUBHO OEpyTh y4yacThb Y
IJ1I00aJIbHOMY  COILII0-OHTOJIOTITYHOMY 3CYyBI — MeEpexoil Bif
KOJIGKTUBHUX 1 KyJIbTYpPHO BKOPiHEHUX (OpM pesiriifHocTi 10
aKIIeHTa Ta 1HAMBITyalli30BaHUX, CY0 €KTHUX, CK3UCTCHIIIIHO
OpIEHTOBAaHMX Ta €CTETH30BaHUX MOJeNell JTyXOBHOIO
nepexxuBanHa. Came Tomy anamiz ¢enomeny CWM e
KIFOUOBUM JUIsl PO3YMIHHS Cy4YyacHOi JIOTIKM aecTeTh3aiii
CakpaJIbHOTO — TPOIIECY, 3a SIKOTO €CTETHUYHA MPUBAOIMBICTH,
eMOIliliHa eKcrpecis Ta OpeHJ0BaHa TyXOBHICTh MOCTYIIOBO
3aMINIYIOTh TPAIUIIHHI MEXaHI13MHU PENIriiHOT KOMYHIKAIlii.
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Y meHtpi mi€l craTTi — KPUTHYHUK aHAJI3 COIO-
OHTOJIOTIYHUX IMIUTIKAIid JisSJIBHOCTI cydacHUX worship-
aHcaMOJIiB y  KOHTeKcTi  riobambHOi  Tpanchopmariii
XPUCTUSHCBKOTO  CakpajbHOro  mpoctopy.  Icropuunmii
po3Butok CWM neMoHCTpye mepexia BiJ KOHTPKYJIbTYPHOI
MYy3UKH pyxy «Jesus People» g0 mimecmpsimoBaHOl
inpycrpiamizanii B Mexxax «Church Growth Movement», ne
My3MKa cTaja IHCTPYMEHTOM 3aJlyuyeHHs Ta yTpUMaHHs
aymuropii. CywacHi worship-ancamOii  (yHKIIIOHYIOTH SIK
MYJIbTUMEiHH1 Kopropariii, B SIKAX cakpajbHe
MiAMOPSIKOBY€ETHCS  JIOTiLI €(QEeKTHBHOCTI, BIUIMBOBOCTI Ta
puHKoBoro ycmixy. Ile miamopsakyBaHHS — MOPOJUKYE
(GbyHIaMEHTaIbHI COILI0-OHTOJOTIYHI HACHiAKH: PpeNiridHiCTh
nenani Ounbllie TMOCTae€ SK 1HAMBIIyalli30BaHUW JIOCBiA, a
JITYpris — sIK €CTeTUYHO NpUBa0IIMBA, €MOIIHHO HacHMYeHa
MOJ1isl, III0 MA€ BUPaA3Hi O3HAKH MeJIHHOro nephomancy.

[TpoGiiema mosTae B TOMY, 110 II100aJIbHA aeCTeTH3AIIIS
CaKpaJbHOI0, 3yMoOBjeHa isbHICTIO CWM, yMOXIHUBIIIOE
MOSIBY HOBOTO TIapaJIOKCy: MpParHeHHS J0 AaBTEHTUYHOCTI
MOKJIOHIHHS CYNPOBO/KYETHCS CTaHIAPTU3ALIEI0 MY3HYHOI
MOBH, CIIPOILEHHSM OOrOCIOBCHKUX 3MICTIB 1 JIOMIHYBAaHHSM
IHAMBIAYaTICTUYHOTO  «SI»-HapaTUBY. YHACHAOK  IOTO
TpaauliiHi (yHKUII LEPKOBHOI MY3UKH — JIOKTPUHAJIbHE
MIPOTOJIOIIEHHS, KATEXUTUYHICTb, KOJIEKTUBHA I1aM’SITh, JKan00a
(lament) — BUTICHSIOTBCA  €CTETHYHHMH  (HOPMYJIAMH,
OpIEHTOBaHMMHU Ha MOBTOPIOBAHUN eMOLIHHUH e(eKT. 3 iHIIoro
00Ky, KOMepIliiHa TpHpoAa Cy4YacHUX WOrship-miceHs,
3aKpilUIeHa CYBOPMMH MEXaHI3MaMU aBTOPCHKOTO IIpaBa
(3oxpema uepe3 CCLI), tpanchopmye KONEKTUBHHM CITIIB Yy
JIIEH30BaHU MpOAYyKT, A€ (IHAHCOBHHA yCHmIX aHCaMOIIO
napagoKCaTbHUM YHUHOM CTa€ iHAWKATOPOM OOTOCIOBCHKOI
JETITUMHOCTI  Ta  <«JIyXOBHOTO  BIUIMBY».  OcobmauBoi
aKTyaJIbHOCTI 115 IpobJieMa HaOyBae B yKpaiHCbKOMY KOHTEKCTI,
ne riobamizoBani mozeni CWM BCTynaroTh y HanpyXeHUn
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Jianor 13 TpaauIli€r0 MPaBOCIABHOI JyXOBHOI MY3HUKH, fKa
IPYHTYETBCS Ha HYMIHO3HOCTI, CEMaHTHYHIM TJIMOWHI Ta
KyJIbTYPHO-ICTOPUYHIN TATIIOCTI. [locTae mUTaHHS: 49U CIIpHsE
IMITOPT €CTETH30BaHUX, KOMEPIIIHHO ONTHMI30BaHUX Worship-
NPaKTUK €po3ii CcakpaJbHOI 1IEHTHYHOCTI Ta KYJIBTYPHOL
LUTICHOCTI YKPaiHCBKOTO XPUCTHUSIHCTBA, YM HATOMICTh MOXKE
CTaTd YMHHUKOM TBOPYOrO OHOBJECHHA 1 MiXKOH(eciiiHOTro
Jiajory.

OTxe, TOCIIKCHHS CIIPSIMOBAHE HA BUSIBJIICHHS TOTO, SIK
worship-ancam6ii sk HOCii  MeaiaTU30BaHOI TyXOBHOCTI
BIUIMBAIOTH HA OHTOJIOTIIO CAaKpPaJbHOTO B CyYacHill KyJbTypi,
SK PUHKOBA JIOTika (hopmye pemniriiiHuii JOCBiA, a TaKOX fKi
HACJJIKM Ma€ TJI00albHA AaeCTeTU3allis CaKpajJbHOTO JUIs
JIOKQJIbHUX TYXOBHUX TPaJIULIH.

AHaJi3 ocTaHHIX JocailzkeHb 1  myOJjikamiii.
Axkanemiune nocnimxkeHas cydacHoi Worship-mysuku (CWM)
JIEMOHCTPYE CKJIAIHUN MDKIUCHMIUTIHADHUNA XapakTep, ajpKe
(eHOMEeH BHUHHUKA€ Ha MEPEeTHHI MY3MKO3HABCTBA, COIIOJIOTIT
penirii Ta 00rociI0BChKOi KPUTHKU.

VYkpaincbka My3uko3asuus O. 3ociMm y cratti «Popular
Music in Contemporary Church Chants» [6] akieHTy€e Ha TOMY,
0 MONyJspHAa My3HMKa CTa€ JIETITUMHOIO  CKJIaJIOBOIO
napajiTyprifHoro  mpocropy, (QOpMylOud HOBUH  THI
CakpallbHOT MY3MYHOCTI, II0 TPYHTYIOUHMCS Ha TMOMYyJISIPHUX
CTHWIIAX HaOyBa€ y peNirifiHoMy KOHTEKCTI 3HA4€HHs
CaMOCTIHHOI (OPMH JTyXOBHOTO BHUCIIOBJIEHHS, L0 I1HTErpye
Cy4acHi KaHPOBI 3aC00M 13 CaKpaJTbHOIO (PYHKITIETO.

VY 3axiJHOMY Cy4acHOMY HayKOBOMY AMCKYpCI 3pOCTa€e
1HTEpEeC HE JIUIIE IO TEOJIOT1YHOr0 3MICTY a00 PUHKOBOI JIOTIKU
LBOTO JKaHpy, a W 10 Horo aHcamOIeBOi KyJIbTYpH SK
cepenoBuia GopMyBaHHS HOBOI COII0-OHTOJIOTII CaKpaIbHOTO.
BaxnBoro BiANPaBHOIO TOYKOIO € KOHLEMINS JEKYJbTyparlii
penirii O. Pos, sxuii moBOAWTH, M0 TJIOOami3allis Bix €qHYE
peniriiiHy NpakTHKY BiJi KOHKPETHUX KYJIbTYPHHUX KOHTEKCTIB,
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NepeBOSYHM ii y TUIOLIMHY 1HAMBIAyalli30BaHOTrO J0CBiny [2]. Y
IbOMY KOHTEKCTi worship-ancaMOibp TIOCTaE He JIMIIE
BUKOHABCHKUM KOJICKTUBOM, & CBOEPITHUM «IIIJICHIIOBAYEM»
1HIMBITyaTi30BaHOl JYXOBHOCTI: HOTO CTpyKTypa ¥ ¢yHKIIii
CIpSMOBAaHI Ha  CTBOPEHHA EMOLIHHO  PE30HAHCHOTO
Cepe/IOBUINA, Jie¢ TMEPCOHAJbHE pEIiriiiHe MepeKHUBaHHS
KOHCTPYIOEThCSI ~ BCepeAMHI  MacoBoro  3i0panHs. Taka

napajokcajibHa KOMOIHAIlid — IHAWBIZyamizaiis d4epe3
KOJICKTUBHUHN meppopMaHC — 1 BHU3HAYAE COIIO-OHTOJIOTIUHY
cnerudpiky CWM.

Icropuko-6orocioBerki nocmimkenns JI. Pyra ta JI.CBi
XoHra MokasyrTh, sK i3 pyxiB «Jesus People» i «Vineyard
Fellowship» cdopmyBanacs cyuacma wmomenbs  worship-
ancamOmo [4]. Tlepexim Bix JITYpridiHOI CTPYKTYpH [0
My3UYHO-TIEp(HOPMATHBHOT TApaJAWrMH, B SKid aHCaMmOJb
BiJIiIFpa€e poiib MeliaTopa MK TEKCTOM, 3BYKOBHM KECTOM 1
TIJIECHO-EMOIIIMHAM TEePS)KUBAHHSAM, O3HAYa€ CTAHOBJICHHS
HOBOTO TTOJISI CAKPAJIbHOI B3aEMO/I.

Hocnimxenns  Peamana, boynep Ta  Peiiran
KOHIIEHTPYIOTBCS ~Ha  B3aemofii  worship-ancamOmiB 13
PHHKOBOIO JI0TiKOI0 [3]. V 1bOMY MiJIX0/1i aHCaMOJIb MTOCTAE SIK
«BUPOOHHMUUIT Ocepeok» I100aIbHOI pediriiHol IHAYCTpii: BiH
(dopMye BITI3HaBaHy 3BYKOBY 1IECHTUYHICTh KOHKPETHOI LIEPKBH,
NpalLoe B PEXUMI EMOILIIHOro cepBicy Ta BIJNOBIJAE Ha
OUIKYBaHHS Cy4acHOT'O «peJriifHOro croXuBaya». AHcaMOIIb y
il MepcrneKkTUBl (PYyHKI[IOHYe OJHOYACHO K JIyXOBHA
CHUIBHOTA Ta SIK €JIEMEHT PUHKOBOI CTpaTerii.

Honambmi pocmimkenns T. Mopka HOKa3yioTs, IO
rinobaneHl worship-ientpu  (sx-ot Hillsong, Elevation um
Bethel) crammaptusyBanu aHcamOiieBe 3By4YaHHsS JO piBHSA
CBOEPIIHOT «aKyCTUIHOT HOPMI» CYy4acHOT'O XPUCTHSIHCTBA [5].
Komudikauis cayHa-nuzaiiHy, QopMmyn apaHXKyBaHHS Ta
CIICHIYHOT EHEpPreTUKH TPAHCIIOE€ YHIBEPCAIbHY €CTETUYHY
MOJIelIb, SIKa HE JIUIIE PEIUTIKYEThCS JOKaIbHUMHU LIEPKBAMU IO
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BCHOMY CBITYy, @ M acOIIIIOEThCSA 3 TIEBHUMH OOTOCIIOBCHKHMHU
TEUisIMH, 30KpeMa TEOJOTI€I0 TMPONBiTaHHSA. TakuM 4YHMHOM,
worship-aHcamOJib CTae areHTOM TIJ100aJli30BaHOl €CTETUYHOT
TereMOHIi, SKHH TEPEeHOCHTh CaKPAIBHICTh Yy PEKUM
CTaHJapTHU30BAHOT €MOIIHO] i THECEHOCTI.

V3aranpHIOI0YM, HassBHUI KOPIYC JITEPaTypH IOKa3ye,
mo worship-ancaMOiib HEe € JPYTOPSIHUM  €JIEeMEHTOM
My3u4HOTO 0opMIIeHHs OorociaykiHHsA. BiH BucTymae coririo-
OHTOJIOTIYHUM  aKTOpPOM, SIKUH (OpMye HOBI  peXUMHU
CaKkpallbHOT KOMYHIKallii, TpaHCIIOe TJI00albHI eCTETHYHI
CTaHJApPTH, BCTYIMA€ y B3aEMOJII0 3 PUHKOBUMH MEXaHi3MaMHu
Ta Nepeo3Havyye cy0’eKTHICTh BipylOUOro B KOHTEKCTI cyqaCHo'l'
KyJbTypu. AHCaMmOJyieBa KyJbTypa CTa€ KIIOUYEM 0 PO3yMiHHS
MIAPIIMX — PeJNiriiHo- KyJIbTYPHUX TpaHcopmamii  —  Bifg
1H/IMBITyasTi30BaHO] PENIriiHOCTI 70 eCTeTU3allli cCaKkpalbHOTO
Ta KOHCTPYKII1 HOBOi ()OpMU XPUCTUSHCHKOI COIIATbHOCTI. 3
IBOI0 IIOCTA€ MeTa JOCHIDKEHHS — BHBYEHHS COILIO-
OHTOJIOTIYHUX Ta AaKCIOJOTIYHMX HACHIAKIB  MisUIBHOCTI
cyyacHUX worship-aHcam0i1iB y rio0anbHOMY 1 yKpaiHCbKOMY
KOHTEKCTax.

Pesynabratn. CyuacHuit ananiz ¢enomeny CWM
BUTITHO MpOBOAWTH Yepe3 kouiermiiro «Fashion-Celebrity-
Megachurch Industrial Complex», 3anpononoBany Penmenom
[3]. Bin migkpeciroe, o Mojaa, MediiHa MPUCYTHICTD JIiAepiB
Ta 1HCTUTyLiHa CTPYKTypa  MerauepkoB  (OpMyHOTh
IHTETpOBaHMI KOMIUIEKC, SIKUM mpoaykye HOBY ¢popmy «Cool
Christianity» — pemniriiiHoi NmpuBabIUBOCTI, OPIEHTOBAHOI Ha
MOJIOAL 1 cepeAHid kimac. Y mi  Mojedi cakpaibHe
KOHBEPTYEThCSI B €CTETHYHE, a EeCTETHYHE CTa€ HOCIEM
peNirifHOro CeHcy, 10 J03BOJIAE€ 3pO3YMITH pojb worship-
aHcaMOJIiB SIK areHTiB I100aJIbHOT KYJIBTYpHOI 1HIYCTPIi.

Icropis CWM neMOHCTpY€e MOCTYNOBHH TEIe0JIOT YHUN
3CYyB  BiI  MICIOHEPCHKMX  MOTHBIB  JI0  PHHKOBO-
IHCTUTYIIOHATI30BaHUX  TpakTHK. Pyx «Jesus People»
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1970-x pp. y KaniopHii 3actocoByBaB pok- i (ponKk-My3uKy sSIK
MICIOHEPCBKHI THCTPYMEHT, JIETITUMI3YIOUH CBITCHKI KaHPU Y
cakpainbHOMY KoHTekcTi. Ha mouatky 1980-x pp. pyx Vineyard
PO3BHHYB «TEOJIOT1K0 IHTUMHOCTI», OpiEHTYOUHM Worship-micHi
Ha Jpyre ocoOoBe 3BepHeHHs 10 bora, mo dopmysano
cy0’ekTHUBHUH, aQEKTUBHO HACHYCHHUHN JIOCBIJI TOKJIOHIHHS.
Hanpukinmi  1980-x  pp. «Church  Growth Movementy
octaro4yHo nignopsakyBaB CWM morimi puHKY, IepeTBOPHUBIITT
MY3HUHI MPAKTUKH Ha MEXaHi3M 3aJIyu4eHHs HOBHX mapadisH i
301IBIICHHS YMCEIBHOCTI rpomay [4, Cc. 76-82].

VY upoMy KOHTEKCTI WOrship-ancamOii (yHKIIOHYIOTh
K IHAyCTpiaJbHI areHTH, M0 MOEIHYIOTh MY3HYHUHN
nepopMaHC, eCTETUKY Ta MEAiIHy TNPUCYTHICTD IS
KOHCOIiaIlii peniriiiHoro nocsixy. Bonu ne nwuiie peani3y}on>
JNOKTPUHAIBHI I, a # (GOPMYIOTH COIIO-KYJIBTYypHI MoOei
MOBEIIHKHU, ¢ CaKpaJ'ILHICTL 1 KomepIiiiHa NpUBaOIUBICTD
CTalOTh  B3aeMomoB’si3aHuMu.  Pesympratom €  «Cool
Christianity» — ¢eHOMEH, y IKOMYy My3HKa, KOHIIEpTHa (hopma
Ta €CTeTHKa CIy)KaThb KaHaJaMd TJI00ATBHOTO TOUIMPEHHS
HOBUX (opM pemniriiHocTi, BOJHOYac TpaHCHOPMYyHOUU
OOTOCIIOBCHKY Ta KYJbTYpHY Tpaawuiiito [1].

3 My3uko3HaBuoi TOukd 30py ¢(enomern Cool
Christianity BupaxkaeTbcsi dYepe3 XapaKTepHi OCOOJIMBOCTI
aHcaM0J5ieBOoi KyJlbTypu cydacHux worship-aHcamOiiB, sKi
GbopMyIOTH  CBOIO  €CTETHKY B  paMKax IJ00aibHOI
MeranepkoBHoi iHaycTpii. Hanpuknaa, y micHi «Mighty to
Save» Big «Hillsong Worship» cmocrepiraemo — 4iTKy
JUXOTOMIIO MK MIHIMATICTUYHUM TIOYAaTKOM 13 TIPOCTOIO
riTapHOIO a00 KIaBIITHOIO (Irypariclo Ta KyJIbMIHAIIEO, 10
BUOY/ZIOBaHA Yepe3 JIMHAMIYHE HapOILEHHS — 0araToroiocHii
OEeKBOKal, CHHTETUYHI TOIYIIKM 3BY4YaHHS ¥ yJapHi,
CTBOPIOIOTH «ITITHECEHY TEKCTYpY», KA MiATPUMY€E eMOLIHHO-
nepdopmatuBHUl JocBiA. Y micHI «Forever Reign» (Takox
Hillsong/One  Sonic  Society)  noMmiHye  MenofiiiHa
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MOBTOPIOBAHICTh, a TapMOHIYHA CTPYKTypa 3alUIIAETHCS
CTaOUIbHOIO MPOTATOM YChOTO TBOPY, IO J03BOJIIE ClyXauaMm
«3armuOuTHCS» B MPOCTOPOBUH Ta EMOUIWHUM  CcTaH
MOKJIOHIHHS.

e ogun npukian — komno3unis « Who You Say I Am»
(Hillsong): micHa HamucaHa y MOBLILHOMY TEMIIi, 31 3HAYHOIO
MPOCTOTOI0 TAPMOHII Ta aKIEHTOM Ha PENETHUTUBHUX (pa3ax,
IO CHpUSE JIerko3anaM’ sITOBYBAHHIO 1 BIIYYTTIO «CIUIBHOTO
roJIOCY» Cepell MPUCYTHIX. JJOpeuHNM 1OCTae HaBECTH MPUKJIIA/
nicHi «With Everything» (Hillsong United), xomu mig vac
KHUBHX BEITUKUX OOTOCITY>KiHb BOKaJl aHCAMOJIO MEPEXOAUTh Y
YUCTUI MENi3MaTHYHUH CITiB 0€3 CIIiB — MpoCTe «ohy, fKe JyHae
OpOTSTOM  KiTbKOX  XBWIMH. Llelt My3wynumii  mpuiiom
HIAKPECIIIOE POJib 3BYKY K OE3TEKCTOBOIO, ajieé INTMOMHHOTO
nepopMaHCy — BIH TpPaHCIIOE CaKpaJIbHICTH 4depe3 TemOp,
JIUHAMIKy ¥ aKyCTHYHE PO3rOpTaHHs, a He uepe3 BepOaIbHUN
3MICT.

Taki My3uuHi cTpaTerii — MOE€JHAHHS MiHIMAII3MY,
TUXOTOMII  IHTEHCHUBHOCTI, MEJOJWYHOI ¥  TapMOHIYHOT
MOBTOPIOBAHOCTI — BiamoBizaroTh pamili «Fashion-Celebrity-
Megachurch Industrial Complex»: ancam0:1i CTBOPIOIOTH 3BYK,
SAKHM CyHnpOBOJUKYe OOTOCIHYXIHHS Ta CTBOPIOE TJIMOOKe
eMOIlilfHe TIepEeKMBAaHHSI — BOJHOYAC 3BYYHTH AaKTyallbHO,
MeIIHHO i BUCTYTIAE K NPOIYKT, 30aTHUHN 3alTy4aTH TI100alIbHY
ayJUTOPiIo.

VY cydacHMX MeranepkBax aKyCTHYHMM IM3alH CTae
KPUTHYHO  BAXKJIMBHUM  €JIEMEHTOM  OOrOCJIOBCHKOI  Ta
nepdopmaTuBHOi crparerii. Ha BigMmiHy Bix TpaauuiiHoi
CakpajbHOI apXITEKTYpH, JIe peBepOepallisi Ta aKyCTHKa cO00py
CTBOPIOBAJIM BIAYYTTS TPAHCLEHAEHTHOIO Ta OJaroroBiHHS,
cydacHi  worship-mpocTopu  BHKOPHUCTOBYIOTH  TEPEIOBi
texHonorii, sk-oT L-ISA Hyperreal sound, ans nocsrHeHHS
KpUIITAIeBOI YHUCTOTH Ta KOHIEPTHOI SIKOCTI 3BY4YaHHS.
[IpiopuTeTOM TakUX MPOCTOPIB € ayJUTOpPHA TOYHICTH Ta
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e(eKTHBHA KOMYHIKAIlisl TIOB1IOMJICHHS, [0 JI03BOJISE JifiepamM
aHcaMOJiB 1 mactopaM MOJYJIOBAaTH EMOIIIMHUNA CTaH
NOPUCYTHIX 1 MIATPUMYBaTH BUCOKHMH piBEHb €MOLINHHOI
3Ty4CHOCTI.

My3HKO3HaBYO 1€ TMpPOSBISETBCS Yy  CTPYKTYypl
aHcaMOJICBOrO 3BYYaHHS: 0araToroJoCHi XOp, COJbHI mapTii
Jmizepa Ta JUHAMIYHE HApPOLICHHS IHCTPYMEHTAJIBLHOTO (OHY
CTBOPIOIOTh BIAYYTTS IHTEHCHBHOIO, aj€ KOHTPOJIbOBAHOI'O
EMOIIITHOTO TEepeKUBAaHHA. Y IbOMY KOHTEKCTI aKyCTUYHHUN
MIPOCTIP Ta TEXHOJOTISl CTAIOTh ITHCTPYMEHTOM «IMaHEHTHOTO)
JOCBiMy: OOTOCHYXIHHA  CIPHUMMAEThCS  SIK  CBOEPiAHA
TeaTpajibHa IPOrpamMa, Jie apTUCT 1 IYPT Ha CLIEHI BUKOHYIOTb
POJIb MEIIaTOPiB CAKPAIBHOTO, OPIEHTYIOUNCH HA MEPESKUBAHHS
ayuTopii, a He Ha TPAAUIINHMIA PUTYaIbHUM Mpoliec.

[TapanenbHO 3 MM CIIOCTEPITa€ThCs KOMEPIiai3amis
worship-my3uku. TpaguiiiiHa KOHIEMIsA TIMHOMIT  sIK
CIUJILHOTO JTYXOBHOTO HaJ0aHHS TIOCTYHAETHCS CYBOPOMY
KOHTPOJIO 4Yepe3 IHTEJEeKTyalbHy BiacHicTh. Oprauizamis
«Christian  Copyright Licensing International» (CCLI)
MOHOMOMI3Ye JiieH3yBanHs noHa 150 000 worship-micens s
KOJIEKTUBHOTO  BUKOHaHHs, 3a0e3meuyroud  Iiao0anbHUM
PUHKOBUH  KOHTposib. (DIHAHCOBI MOKAa3HUKH  OKPEMHUX
aHcamOniB  craHOBiIATH 3HauHui npubyrok: Hillsong,
¢dyHKLIiOHYIOUM K OnarofiiiHa opradizauis, OTpUMYyBaia
O0mu3bko 14 MIH JonapiB Ha piK BiJ MY3WYHOI JAiSUIBHOCTI,
3BUTBHEHOI Bij omomaTkyBaHHs, a «Bethel Musicy 3abesmneuye
COTHI THCSIY JIOJIapiB TOXOY BiJl POy posuITi-KaTanoris [1].
BonHouac Oynp-ska myOniyHa TpaHCHALS OOroCIyKiHHA
(3oxkpema Ha matdopmax Ha KmTaiaT YouTube) morpebye
JOJaTKOBOTO  JHIIEH3YBaHHS, 1[0 (DaKTUYHO TEPETBOPIOE
KOJIEKTHBHUM aKT MOKJIOHIHHS HAa KOMEPIIHHUAN MTPOTYKT.

3 TEoJNOTiyHOi TOYKH 30py KOMEpILiHHMHA ycmix Mae
MpsIMUI BIUIMB Ha JIETITUMAIli}0 OOrOCIOBChKUX YsBJIEHb. JlaHi
CCLI mnoka3yioTs, IO BICIM 13 JeCATH HaWNOIMYJSPHILINX
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MiCeHb MOXOMAATH Bijl IIEpKOB, OB’ s13anux 3 «Bethel Music» ta
IHIMUMHU  opraHizarisMu. J[OMiIHYBaHHS ITUX KOMIIO3MIIH Yy
rmo0anbHUX ~ YapTax  MiAKPIIUIIOE — BII3HABaHICTh  Ta
HOMYJIAPHICTh KOHKPETHHUX LEPKOB, a TaKOX HAJIa€e IXHIM
TBOPISIM 1 OpraHi3alisiM TEOJIOTIYHY JIETITUMHICTb, HE3aJIEKHO
BIJl CYIIEpEYHOCTI JOKTPUHAIBHUX MTOJIOKEHb.

TakuM YWHOM, Cy4YacHI MeEramepKoOBHI TMPOCTOPH
JEMOHCTPYIOTh CHHTE3 MY3MKO3HABUMX, TEXHOJIOTIYHMX Ta
KOMEpIIHHUX  CTpaTerii: aKycTH4Ha Ta  aHcamOuieBa
apXiTeKTypa, TEXHOJIOTii BUCOKOSKICHOTO 3BYKY Ta PHHKOBA
oprauizamiss ~ worship-My3uku  pazoM  (GOPMYIOTH  HOBY
napagurmy cakpaibHOCTI, 1€ AYXOBHICTb, €CTETHKA 1 EKOHOMIKA
nepedyBaroTh y 0e3mocepeiHii B3aeMO/Iil.

Y koHTEeKCTI YKpaiHu riao0anbHi MPaKTUKH METalepKoB
1 iXHBOT Worship-mMy3uku HaOyBarOTh 10OIATKOBOI KyJIbTYypHOI 1
COL[10-OHTOJIOTIYHOT HAIIPYTU. 3 OJJHOTO OOKY, TYT 1CHY€ KMBUH
KOPITyC Cy4acHO1 XpUCTUSHCHKOI My3uku (CCM), skuii akTUBHO
pPO3BUBAIOTH JIOKAJbHI TYypTH Ta JiAepU MOKJIOHIHHS.
Hanpuknan, «Edge Worship» — npoekt, opieHTOBaHWiA Ha
YKpaiHCbKy IEpKOBHY MY3HMKY, — BHIIyCKae aabOOMH
IIEPKOBHOTO CITIBY YKPaiHCHKOI MOBOIO, MOEAHYIOUM TPaJMIIIT
60rociy>k00BOro CIiBy 3 Cy4acHOIO IPOAAKIIH-ECTETHKOO.
KpiM Toro, icHye HauiOHaJbHUN pyX JiJEpiB MOKJIOHIHHS:
Rooted in Worship Ukraine npoBoauts koH(epeHIiii Ta TBopUi
Tabopu ans  ykpaiHcbkux — worship-ninepis, dopmyroun
CepeIoBHIIE, JI€¢ CTBOPIOIOTHCS HOBI MICHI Ta 3MILHIOETHCS
CHUJIPHOTHA 1ICHTUYHICTD.

My3uuHO yKpaiHcbki aHcaM0i1i worship-10cBiqy Takox
BII3HAYAIOTHCA  CHECUM(PIYHUM  TIOETHAHHAM  JIOKAJIbHOT
KyJbTypu Ta rioOanbHuX TeHAeHuid. Ha miardopmax, mio
BHCBITJIIOIOTHh yKpaiHChkuii CCM, MOXHa 3HAWTH ITUPOKHI
CHEKTpP BUKOHABIIB — BiJ quHamMiyHuX miceHb «D.WORSHIP»
JI0 JTIPUYHUX TIMHIB, 5K «Icycy CnaBa» B. Kopob6a a6o «Tu Tym»
rypry «WORSHIP IN POWER». Take noeaHaHHS CTBOPIOE
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MY3HUHY apXiTeKTypy, fika moaiOHa 1o riaodambHUX worship-
aHcaMOJIiB: MEJIONIHHICTB, MTOBTOPIOBaHI MOTHBH,
6araToroyiocuii CriB, — aje MpH I[bOMY Ma€ YKpaiHChbKy MOBHY,
KYJbTYpHY ¥ IYXOBHY CIIelH}iKY.

3 TOYKM 30py aHami3y, YKpAiHCbKi NPaKTUKU
JE€MOHCTPYIOTh 11iKaBy JAMHAMIKy: X04a MeralepKOBHa MOJIEJIb
HE 3aBXIM JOMiHYye B YKpaiHi B TOMY BHIVIAT, SK Y
r100aTbHOMY  KOHTEKCTi, JIOKaJbHI TIPOMaJH  aKTHUBHO
IMIUIEMEHTYIOTh €CTETUKY Ta (yHKIIOHaIBHI Mozaeni worship-
aHcaMOJ11B. Komnonentu CTUIIIO BUKOHAHHS,
nepGopMaTHBHOCTI Ta 1HIYCTpiaJbHOI OpraHi3amii MpUCyTHI U
Ha YKpaiHCbKOMY IPYyHTI — uepe3 IpOAIOCYBaHHsS IiCEHb,
KOH(epeHIIii, MepH i JIoKanbHi OpeHu nokioHiHHs. [Tpu npomy
BUHUKA€ KOH(IIKT — KyJIbTypHHUH 1 OHTOJNOTIYHHH — MiXk
TPAJUIIIHHOI0 JTyXOBHOK CIAJIIMHOI YKpainu (HMOBIpHO
IIOB’3aHOI0 3 MPABOCJIABHOK MY3MYHOIO TPAJULI€0, JTYHKUM
IIEPKOBHUM XOpPOM, CTAPOBHMHHOIO TIMHOJI€I0) Ta HOBOIO
MOJICJIBHOIO TapaaurMoro worship-ancamouiB. Ileli koHQUKT
HE € IPOCTO MY3WYHUM: BiH CTABUTh ITiJ] TUTAHHS, SKUM YHHOM
CaKpalbHICTh (POPMYETHCA B YKPATHCBKUX XPHCTUSHCHKUX
CHUTPHOTAX — Yepe3 JOCBi KOHIIEPTHOTO MOKJIOHIHHS 3 yciMa
HOro TEXHOJOTIYHMMH, MEAIMHUMHU ¥ 1HIyCTpialbHUMHU
XapaKTEPUCTUKAMH, abo  uyepe3  OuBII  1CTOPUYHO
KOHCEpBaTHBHI, CAMBOJIIYHI i KyJIbTOBO-PUTYaJIbHI (hOPMHU.

Orxe, B VYkpainm cydacHi worship-ancam6mi
BUCTYNAIOTh HE JIMIIE€ SK areHTH TIJo0aJbHOI KyJIbTYpHOI
IHAYCTpii, ane ¥ sIK JIOKaJbHI HOCIi HaIllOHAJIbHOI MY3WYHOI
KYJIbTYpH, 5IK1 3MIHIOIOTh OOTOCIIOBCHKI, €CTETHYHI Ta COLliaIbHI
MOJIeNTi  CaKpaJlbHOTO.  AHami3  iXHBOTO  3By4YaHHS,
OpraHizaliifHOi CTPYKTYpH Ta BIUIMBY JOIOMAarae BHSBHTH, SIK
ri100abHI MPAKTUKU aIaTYIOTHCS 10 YKPATHCHKOTO KOHTEKCTY
Ta K1 HACNIJIKH 1€ Ma€ I PeJiriifHol 1IEHTUYHOCTI, CIIBYy Ta
CHUIBHOTHOCTI.
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BucHoBku. [IpoBeneHuii KpUTHYHHMN aHAJi3 COLIO-
OHTOJIOTIYHUX IMIUTIKAIiK AisuibHOCTI cydacHuXx Worship-
ancam0OsiB  («Contemporary  Worship  Music», CWM)
JEMOHCTpYE iXHIO PpOJb K KaTali3aTopiB  TJIMOOKOT
Tpancopmanii y cdepi peniridiHoi MpakTHKH Ta OOTOCIOB'S.
®enomen CWM  CcBiIUMTh MPO OHTOJOTIYHUN TEpeXia Bif
TPAIUIIHHUX, KOJEKTUBHUX Ta KYJbTYPHO-JITYpPriiHUX (GOpM
IOKJIOHIHHS o 1HJIMB1TyaIi30BaHOTO, cy0'ekTHO-
OpIEHTOBAHOTO AYXOBHOTrO 1ocBiny. Worship-ancam6ii, Airoun
K MeJlaTU30BaHI areHTH, IEePeTBOPIOIOTh CaKpajlbHE Ha
€CTEeTUYHO JOCKOHAJIMWI, eMOIIIfHO Hacu4eHud npoAykr. Lls
My3UYHa TiSUIBHICTD (PYHKIIIOHYE HE 130Jb0BAHO, a K CKJIaJJ0Ba
iHTerpoBaHoi iHaycTpiaibHOT ekocucTemu («Fashion-Celebrity-
Megachurch Industrial Complex»), ne ycIix
HiAMOPSIKOBY€ETBCSI  PHUHKOBIA  JIOTiII  €(EeKTHBHOCTI  Ta
KOMEpIIiHIN MpuBabINBOCTI.

Jlitypriiiauii mpocTip, BHACTIIOK I[bOT0, HaOyBae puc
MeziitHoro nepdopmancy, 1€ aKyCTUYHHUM AU3aiH 1 TEXHOJIOT11
BUKOPHUCTOBYIOTBCSI JIII MOJYJIFOBaHHS €MOLIIHHOTO CTaHy
ayJuTopii, 3MIIIYI0YM aKIEHT Bijl JOKTPUHAIBHOI INTMOMHU 10
ecretuku pos3Bar (Entertainment Aesthetic). Komepuianizaris
BUSBIIIETHCS 1 B TEOJIOT1UHUX HACHIJKaX: KOJNEKTUBHUU CIIiB
CTa€ JIIEH30BaHUM TPOYKTOM, KOHTPOJIHOBAHIUM aBTOPCHKUM
npaBoM (CCLI), a ¢iHaHCOBI JOCATHEHHS MapaJoKCaIbHO
CHpPUMMAIOTHCS SIK 1HIUKATOp OOTOCIOBCHKOI NMPaBOMIPHOCTI.
Ile cnpusie MOMIHYBaHHIO TEOJOTIl MPOIBITAaHHS Ta MiAMIHI
JOKTPUHAIBHOI 3MICTOBHOCTI €MOIIIMHOIO aBTEHTHUYHICTIO —
SBUIIE, 10 MOXXHA O3HAYUTH SK «iJ0Narpilo BiauyTTs». B
YKpPalHCbKOMY KYJIbTYPHOMY CEpEIOBHILI TII00anbHI MOl
CWM cTBOPIOIOTH HANIPYXKEHICTh MK €CTETUYHOIO 1HHOBAIII€I0
Ta TPAAMIIIHOI JIYXOBHOI CHAALUIMHOIO (KA 1CTOPUYHO
IPYHTYETbCS HAa HYMIHO3HOCTI Ta MPaBOCIABHOMY MY3UYHOMY
KOHTHHYyMi1). Takum unHoMm, Worship-aHcam0ii BUXOASTH 3a
MEXI pOJi MY3UYHOTO CYIpPOBOIY; BOHH € (HOPMYIOUHM
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YUHHUKOM IJ100a1i30BaHOl €CTETUYHOI IereMOHIl, 110 aKTUBHO
Mepeo3Havyy€e 1ICHTHYHICTh BIPYIOYOTO Ta 3MIMCHIOE TIIMOOKY
Tpancopmariro OOrOCIOBCHKOI TpamMIlii depe3 MpHu3My
1HIyCTpiaJIbHUX MEXaHI3MIB.

AHami3 COII0-OHTOJOTIYHUX IMIUTIKAIIA JisSUTBHOCTI
Worship-ancam0y1iB~ BiZKpuBa€  HHM3KY  IE€PCIIEKTHBHHUX
HaANpsAMKIB 11 MDKIUCUMIUTIHAPDHUX JOCHIDKEHb Yy Taiy3i
COIIIOJIOT11 peJIirii, MUCTEIITBO3HABCTBA, KYJIbTYPJIOT11, TEOJIOTIi
Ta MeJia3HaBCTBA. 30KpeMa WIEThCs PO NOPIBHAIBHUMN Meia-
aHaJli3 JITypriiHOrO KOHTEHTY, a caMme JOCIIKEHHS TOro, 5K
caMe eCTeTMYHI Ta TEXHOJIOTIYHI pimieHHs (OCBITJICHHS,
3BYKOBHI JM3aiiH, Bi3yallbHi €)eKTH, CTPIMIHTOBI MIaTHOPMH)
BIUIMBAIOTh HAa KOTHITHBHI Ta eMOLIHHI MeXaHi3MU (pOpMyBaHHS
cakpalbHOTO JA0cBiny. [lepcnekTUBHUM € AeTanbHUM aHami3
my3nuHoi wmoBu CWM: BHBUEHHS ¥Oro TrapMOHIYHOL
(mepeBa)kHO TICHTATOHIYHOI), PUTMIYHOI Ta MEJIOJUYHOL
1aJIOHHOCTI Ta 11 poii y popMyBaHHI KOJIEKTUBHOI Mam'sITi Ta
€MOLIIHHOT IHTEHCHBHOCTI, a TaKOX JOCIIUKEHHS, SK I
MPOCTOTA CIIBBITHOCUTHCS 3 HEOOXITHICTIO JIIEH3YBAaHHS Ta
KOMEpLIHOro THpaxyBaHHsS (ske BHMMarae yHidikamii). 3
BHKOHABCHKOI1 MO3MIIIT, KITFOUOBUM € aHai3 TpaHc(opmartii poi
My3ukanTta Worship-ancamO:1r0: BiJ aHOHIMHOTO CYyTIPOBOJTY IO
MEIIAHOTO «cenedputi» Ta mpodeciitHoro oneparopa eMoIliu,
[0 BUKOPUCTOBYE TMEPEIOBI TEXHOJOTI (HApHUKIad, CUCTEMHU
L-ISA ab6o in-ear monitoring) mns AOCATHEHHS i1eanbHOI,
rineppeajbHOi ayJAMTOPHOI TOYHOCTI mepdopMaHcy, IO €
KPUTUYIHHUM JUTS 3a0€31IeYCHHS] pUHKOBOT IPUBAOIMBOCTI.

Cnycox BUKOPHUCTAHUX JKepel:
1. Perez A. A., Baker S., Dummer E., Jolicoeur M., Tapper,
M. ‘Do It Again’: Chart-Topping Worship Songs and the
Churches Behind Them. Liturgy. 2023. Vol. 38, No. 4.
Pp. 31-40.

45



APT-naar®OPMA. 2025. Bun. 2(12)

2. Ramos J. R. A Critical Interpretation of Olivier Roy: On
Globalization, the Cosmopolitan and Emerging Post-Secular
Religiosities. 2018. URL: https://surl.It/jwwrra.

3. Redman R. The Great Worship Awakening, Singing a
New Song in the Post-Modern Church. San Francisco: Jossey-
Bass, 2002. 256 p.

4. Ruth L., Lim, S. H. A History of Contemporary Praise &
Worship: Understanding the Ideas That Reshaped the Protestant
Church. Grand Rapids: Baker Academic, 2021. 368 p.

5. York T. W. America's Worship Wars. Peabody:
Hendrickson, 2003. 138 p.

6. Zosim O. Popular Music in Contemporary Church
Chants. Journal of History Culture and Art Research. 2020. Vol.
9. Ne 2. Pp. 227-235.

46


https://surl.lt/jwwrra

APT-naar®OPMA. 2025. Bun. 2(12)

Oleksandr V. YAKOVLEYV,
Doctor of Cultural Sciences, Professor,
Kyiv Municipal Academy of Circus and Performing Arts,
Kyiv, Ukraine,
e-mail: yalikdeveloper@gmail.com,
0000-0002-5881-0861

Tetiana B. BULAKH,
PhD in Arts, Professor,
Kyiv Municipal Academy of Circus and Performing Arts,
Kyiv, Ukraine,
e-mail: t.bulakh@kmaecm.edu.ua,
ORCID: 0000-0002-6664-528

Viktor M. TETERIA,
Borys Grinchenko Kyiv Metropolitan University,
Kyiv, Ukraine,
e-mail: v.teteria@kubg.edu.ua
ORCID: 0000-0002-6172-9255

SOCIO-ONTOLOGICAL IMPLICATIONS OF
CONTEMPORARY WORSHIP ENSEMBLES IN THE
CONTEXT OF CULTURAL GLOBALIZATION

Abstract. This article analyzes the socio-ontological
implications of contemporary worship ensembles (<Hillsong,
Bethel Music”, “Elevation Worship») within the context of the
global transformation of Christian sacred space. The
phenomenon of “Contemporary Worship Music> (CWM) is
examined as a musical genre that integrates the aesthetics of
popular music, theological narratives, and industrial strategies of
the global market. The aim of the study is to identify how
worship ensembles, functioning as mediatized operators of
sacred experience, influence the ontology of the sacred in
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contemporary culture, how market logic shapes religious
experience, and what consequences the global aestheticization
of the sacred has for local spiritual traditions.

The study demonstrates that CWM constitutes a key
element of a global socio-ontological shift, wherein musical
expressivity facilitates the transition toward individualized,
subjective, and aestheticized models of spiritual experience.
Worship ensembles operate as multimedia corporations in which
the sacred is converted into the aesthetic, subordinated to
efficiency and market success. Liturgy acquires the
characteristics of a media performance, with advanced
technological tools employed to modulate emotional states and
achieve <«auditory precision”. Among musical means of
expression, it is noted that the pursuit of authentic worship is
accompanied by the standardization of musical language and the
universalization of theological content. The commercial nature
of CWM is examined, showing how collective singing is
transformed into a licensed product.

The study also considers the activity of Ukrainian
worship ensembles as a glocal phenomenon within the
globalized context of CWM. It is revealed that in Ukraine,
contemporary worship ensembles function as local carriers of
national musical culture, reshaping theological, aesthetic, and
social models of the sacred.

Key words: Worship ensembles, CWM, aestheticization
of the sacred, worship industry, Ukrainian context.
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B3AEMOIIA ECTPA/THOT'O BOKAJIY TA
APAHKXYBAHHSA B CYHACHOMY MY3NYHOMY
IMPOCTOPI

AHoTanis. Y CTaTTi po3rIAIa€ThCS B3aEMO3B 130K MIXK
€CTpaJlHUM BOKaJbHUM MHCTEHTBOM 1 apaH)KyBaHHSIM Yy
KOHTEKCTI Cy4aCHOTr0 MY3WYHOIO IpocTropy. Mera crarTi -
MpoaHamTi3yBaTH  OCOONMBOCTI  B3a€EMOMIl  €CTPagHOTO
BOKaJbHOTO  BUKOHAHHS Ta  apaHXyBaHHS SK  JIBOX
B3a€MO3aJIC)KHUX KOMIIOHEHTIB Cy4acHOi My3M4HOi TBOPYOCTI,
3 ypaxyBaHHSM LU(POBUX TEXHOJIOTIM Ta 3MIH Yy MY3UYHIH
1HAYCTpil. AHAI3yIOTHCS IPUHIMITU CTHIIICTUYHOI T TEXHIYHOT
B3a€EMOIT BOKaly 3 IHCTPYMEHTAJIbHUM  CYNpPOBOJIOM,
3’SCOBYETbCS pOJIb apaH)XyBaHHA Yy (OpMyBaHHI 3BYYaHHS
BOKAaJIBHOT'O TBOPY Ta MOro MOJAJbIINNA BIUIMB HA CIIPUUHATTSA
ayauTopiero. Po3risiHyTO ecTpaaHMii BOKajd SIK MOBHOLIHHHUN
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IHCTpYMEHT, 3/1aTHHI BUKOHYBATH TOJIOBHY POJb Y CTBOPEHHI
KOMITO3HIIii Ta HOBITHI TeXHOJOTrii, 1udpoBi miathopmMu Ta
3MiHU B My3HUHIH IHAYCTpIi, sIKi TpaHC(HOPMYIOTH HOBI IiIXOAU
710 apaH>)XyBaHHs Ta BOKaJbHOI'O BUKOHABCTBA.

Ha ocHOBi aHamizy TBOpPYOCTI TaKHX AapTHUCTIB, SK:
Jxamana, «ONUKA», «The Maneken», «Latexfauna» «Billie
Eilish», «James Blake», «Bjork», «Arca», «Cher» Ta «Hatsune
Mikuy npocTexeHo TeHAEHLIT 10 O€JHAHHS «KHUBOI'O BOKAITY»
Ta EJEKTPOHHOTO 3BYYaHHs, IO (OPMYIOTh HOBI €CTETHYHI
OpIEHTUPU TOIYJISAPHOI MYy3UKH. 3a3HAu€HO, 1[0 B Cy4acHIH
MPaKTULl €CTPaJHUA BOKaJ (YHKLIOHYE HE JIMIIE SK HOCIH
Menofii, a W [K CaMOCTIHHUN I1HCTPYMEHT i3 IIUPOKUMHU
MOJKJIMBOCTSIMUA 3BYKOBOTO O(OPMIICHHSI — BiJl BUKOPHCTaHHS
epeKTiB 10 BUKOPUCTAaHHI CHHTETHUYHUX TOJOCIB Ta
BIPTYQJIbHUX BHKOHABI[IB. Y CTATTi 3alPOIIOHOBAHO THIIOJIOTIO
CY4YaCHUX BOKaJIbHUX T€XHIK, BU3HAUEHO XYI0KHIO (DYHKIIIIO Ta
OKpECIIEHO  TIEPCIEKTHBH  TOAAIBIIOTO  BUKOPUCTAHHS
mry4ydoro intenekty (II) y crBopenni i o6poOui romocy.
Haromomyerscsi Ha BaKITMBOCTI KOMIUIEKCHOTO TIXOAY [0
CTBOPEHHSI My3WYHOI'O MaTepiaily, J€ BOKaJl Ta apaH)KyBaHHs
BUCTYNAlOTh K PIBHONPaBHI KOMIIOHEHTH TBOPYOIO IPOILIECY.
TakuMm dYMHOM, JOCHIIKEHHS MIJKPECIIoe, IO CydacHa
B3a€MO/Iisl BOKATY Ta apaH)XyBaHHS BUXOJIUTH 32 MEXI IPOCTOTO
CYIIPOBOJlY, CTAIOUYM KJIFOYOBUM YMHHUKOM (POPMYBaHHS HOBOI
MY3WYHOI €CTETHKH Ta KOMYHIKallli B enoxy Hu(poBUX Meaia.

KirouoBi ciaoBa: ecrpagHuii  BOKajl, CydacHe
apaH)XyBaHHs, BOKaJbHI e(eKkTH, uHu(pPoBI TEXHOJIOTII,
mrygauit intenext (ILI).

Beryn. YV cydacHOMy My3UYHOMY IIPOCTOPI €CTpaHUM
BOKaJI BIIIrpa€e KIFOUOBY POJIb HE JIMIIE K 3aci0 XyI0KHBOTO
BHUPAXXECHHA, a I K IEHTPATbHHIA elIEeMEHT KOMITO3HIIii, HABKOJIO
SIKOTO  BUOYJIOBYETBCSII  BCE  apaHKyBaHHs. My3uuHe
BUPOOHUIITBO CHOTOJICHHS il BIUIMBOM ITU(POBHUX TEXHOJIOT1H
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3YMOBMJIO HOBI MIAXOU 0 0OpOOKHM BOKaTy, HOro 3By4aHHIO Ta
GbyHKIIN y My3udHHX TBOpax. Kinbka HecsATHUIIITE TOMY BOKa
cpuiiMaBcs SK ILIEHTP KOMIIO3HMIi, ajlieé Ha ChOTOJHI BOKAl
NIEPETBOPIOEThCSA HA €EMEHT (aKTypH, Tenep L€ 1HCTPYMEHT
cepel IHIIMX 1HCTPYMEHTIB. AJie 3amicTb TOro, Im100
00yproBaTHCh, NPOTECTYBATH MPOTH ILbOI0 3JIaMy 3aKOHIB
XKaHpy, CydacHa My3HKa, HABIIAKH, BIJIKPUBA€E HOBI MOYKIIUBOCTI,
Ha0yBa€ HOBUX CEHCIB camMe B IIid BTpaTi 1ACHTHYHOCTI. | B
BOMY TEX € TTapaJ0KC, YAM MEHIII <«JTIOJICBKIM» 3BY4UTH T'OJIOC,
TUM CUJIBbHIILIE BIH MOXXE HAac Bpa3UTH came 4Yepe3 eQeKT
HecnonmiBaHocTi. Tomy 1o myOnika TOCTIHHO TparHe
HECHOJIIBAHOCTI, 1 mIOy-0i3HEC, SK YacTHHA Cy4acHOTO
KOMEpIIIHHOTO MHCTENTBA, 3MYyIIeHAa pearyBaTH Ha 3aIluT
ayauTopii 1 NIyKaTh HOBI COCOOM BUKIJIMKATH y cllyXada HOBI
emomii. I Xxouya Ha mnepmui MOTISAA 1€ MOXKE BHUIATHCH
LIMHIYHUM, HACTIPaB/i 1€ BiIKPUBAE TJIMONINHI MIITEKCT, TaK K
roJIOC CTa€ YaCTHHOK KOHCTPYKIii, BiH Ha0yBa€ HOBOI,
dbopMoTBOpUOi PyHKIIIT B My3SHUHOMY MHUCTELTBI. 3 PO3BUTKOM
1M(POBUX TEXHOJIOTIM Ta 3MIH y CMakax ayAauTopii, 3pocTae
nmorpeda y TEPEOCMHUCICHHI TpaJulliMHUX MIiAXOMIB [0
CTBOPEHHSI BOKAJIbHOTO TBOPY. ApaHXyBaHHS CHOTOJHI
BUKOHY€ He JHIe (PYHKII0 IHCTPYMEHTAJIBHOTO CYIpPOBOY, a
Il cTae OBHOIIPABHUM 3ac000M XYAO0XHBOI IHTEpIpeTallii, 1o
¢bopMye 3aranbHy KOHLEMINIO 3ByYaHHs BCi€l KOMIO3ULil. Y
IIbOMY KOHTEKCTI MOCcTa€e mpodiemMa TapMOHIHHOTO TO€THAHHS
BOKQJIBHOTO  BHMKOHaHHA 3  pIIIEHHAMH, sKi  BHuOepe
apaHXyBAJIbHUK, 110 MOXYTh SIK TIOCHIIUTH, TaK i CIIOTBOPHUTH
NEepBICHUN 3aayM BHMKOHaBIsl abo aBTopa. Hespaxkatroun Ha
aKTyaJIbHICTh 1i€i TeMH, B YKpaiHCBbKI My3MKO3HaBUil
JiTepaTypi HEIOCTaTHbO yBaru MPHIUIEHO KOMILIEKCHOMY
BHUBYCHHIO TPOIECY B3a€EMOJII1 BOKATy Ta apamKyBaHHS, IO U
3YMOBIIIO€ HEOOX1/IHICTh HAYKOBOTO aHaMi3y Ii€l MpoOIeMH.
AHaJi3 ocTaHHIX Aocaigkensb i mydaikanii. [lutanns
BOKQJIBHOTO MHCTELTBA Ta apaHXXyBaHHSA € TPEAMETOM
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JOCIIJKeHb YKPaiHChKUX HAYKOBIIB, SIKI PO3IIISAAIOTH HOTO 3
pI3HUX paKypciB. YKpaiHChKi gocaigHuku, Taki sk C. ['ira [2] ta
B. Topmaxosa [10], po3riasaaroTh apaHKyBaHHS K CKJIQJHUM
TBOPYHMH TIPOIIEC, AaHANI3YIOUH HOTr0 EBOJIIOII0, >KaHPOBI
Tpancdopmaii Ta BrumB nudpoBux TexHomorii. A. [TyctoBoit
[7] migxonuTh 10 apaH)KyBaHHS K 10 TBOPYOIO IPOEKTY, a
b. Ocemyk Ta I. Ckpine [4] BHCBITIIOIOTH POJIb MITYYHOTO
IHTEJIEKTy B MY3HIll, 110 BIJKPHUBAE HOBI MEPCHEKTUBH MJIS
apamkyBalbHUKIB. [lompu 1 IiHHI HampaifoBaHHS, IO
CTOCYIOTBCS OKpPEMMX acIeKTiB, CHCTEMHE JOCIIJKEHHs
B3a€MOJIii BOKay W apaHXyBaHHS B Cy4aCHOMY MY3UYHOMY
IIPOCTOP1 BCE Il€ 3aUINAETbC HEpo3KpuUTuUM. lle cTBOprO€e
notpely B MOAAIBIIOMY BUBYCHHI IIi€l TemMu a7 (GOpMyBaHHs
LIJTICHOT HAYKOBOI JKEPENbHOI 6a3u.

PesyabTaTH. Y Cyd4acHOMy MYy3WYHOMY HPOCTOpI
ecTpaJHUIl BOKaJ Ta apaH)XyBaHHs BHCTYINAIOTh SIK €JIEMEHTH,
10 pa3oM (HOPMYIOTh LITICHE XYJOKHE BpaXKEHHS BiJ TBOPY. SIK
crBepakye A. I[lycToBOWT, «apaHXKyBaHHS — XYAO0XKHbO-
TBOpPUM TMpolieC, SKUM Yy Meplly Yepry CTaBUTh OauyeHHS
KOMIIO3UTOpa (aBTOpa) TBOPY, a MOTIM BXe BIACHUN BapiaHT
iHTepnperaiii» [7]. Y MUHYII JECATHIITTS BOKAJl MEPEBAKHO
TPaKTyBaBCs K IHCTPYMEHTAJIbHUI CymnpoBinx, sk (poHOBUI
KOMIIOHEHT, HATOMICTh y CyYaCHHX MY3WYHHX IIPaKTHKaX
apaH)XyBaHHs 4acToO BiJirpae piBHO3HA4Hy a0 HaBiTh
JIOMIHYIOYY pOJIb y CTBOPEHHI 3BYKOBOTO 00pazy. OmHum 13
KIIIOYOBUX (aKkTOpiB, 110 BIUIMHYB Ha 3MIHY XapakTepy Li€i
B3a€EMOJIl, € pO3BUTOK ULHU(POBUX TEXHOJOTIH. 3aBIsSKU
nporpamMam JJjisi 3ByKO3aIluCy, «CeKBeHCopam» («eIeKTPOHHUN
NPUCTPiM, SKWN, Mar4M BENUKI CEPBICHI MOXJIUBOCTI [0
8 3BYKOBHUX JIOPDKOK (TpeKiB) 13 MOHITOPOM, JO3BOJISIE
IporpaMyBaTH  aBTOMaTH4YHE  BIATBOPEHHS  (pparMeHTiB
MY3UUYHHUX TBOPiB» [9], BipTyaabHUM IHCTpYMEHTaM Ta Pi3HUM
«mnariHam» (016710TeKa pI3HOMAHITHUX 3BYKIB), 3’ SBHJIACh
MO>KJIMBICTh MaKCHUMaJIbHO TOYHO a/1anTyBaTH
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IHCTpYMEHTAJIbHUM CYIIPOBiA Mia TeMOp, TUHAMIKY, PUTMIKY U
€MOIIiiHy BHUpa3HICTh BOKajicta. lle mpuBemo g0 Toro, mio
apam)XKyBaHHS CTaJl0 HE MPOCTO TEXHIYHUM O(OPMIICHHAM
KOMIIO3H1L11, @ IHANBITyaIbHUM MUCTELIbKUM BUCIIOBIFOBAaHHSIM,
3MATHUM SIK MIJCUJIMTH, TaK 1 TpaHCHOPMYBATH CHPUHHSATTS
Bokasly. CyyacHa ecTpajHa MON-My3UKa JJEeMOHCTPYE YHUCIICHHI
NPUKIIAAN, € 3BYYaHHS TOJOCY MPSMO 3aJICKHUTh Bl pillleHb
apaH)XyBaJIbHUKa, a caMe, BUKOPUCTaHHS EJIEKTPOHHUX
MIHIMQJIICTUYHUX  CTPYKTYp, IKHBHX I1HCTPYMEHTIB a0o
«ceMIUTiB»  («BiApi3oK aynio-iHGopMalii, BHUpi3aHHl abo
3allMCaHMi 3 AKOTO-HEeOY/b iICHYI0UOTO JKepenay) 8], 3MiHioe
HEe JMIIe CTWIb, a W JApaMaTypriio TBOPY. ApaH)KyBaHHS
BH3HAYa€ MPOCTIp s BOKAJBHOTO CaMOBHUPAXCHHS, 3aJae€
TEeMOpOBY  MaliTpy, JUHAMIYHUNA  KOHTpacT, (dopmye
OpaMaTtypriui  KynbMmiHamii. OcoOJaMBOi aKTyaJbHOCTI 1A
B3aeMo/is HaOyBae B KOHTEKCTI «live-BUKOHaHHSY, Je OanmaHC
MK BOKAJICTOM Ta apaHKyBaHHSM Ma€ BpPaxOBYBaTH SIK
TEXHIYHI MOJIMBOCTI anapaTrypH, TaK 1 eMOLIHHI O4iKyBaHHS
ciyxaya. He MeHII BaXJIMBOIO € ¥ CIIBIpals MK €CTpaJHUM
BOKAJIICTOM Ta apaH)KyBaJIbHUKOM Ha €Talli CTBOPEHHS MY3HKH,
11€ IPOLEC BIJ CNIUJIBHOTO OaYeHHS CTUIIICTUKU J0 y3TO/PKEHHS
iHTeprpeTamiiiaux geraneid. Ilpuxmamu TicHOT B3aeMomii
€CTPaJHOTO BOKATy Ta apaH)KyBaHHS MOXKE HAJaTH TBOPYICTh
JEesIKUX YKpaiHCBKHUX Ta CBITOBUX BHMKOHABIIB, /1€ pe3yJbTar
3HAYHOIO  MIpPOK0  3&JIEXKUTh  camMe  BIJ  TJIHOOKOro
MPOAIOCEPCHKOI0 Ta apaH)XyBaJlbHOro miaxoay. Hasenemo
JeK17IbKa MIPUKIIAJIIB.

Hampuxknan, Ixamana (Cycana JlxamaraaiHoBa) y
CBOIX KOMIIO3HIIISIX MTOEHYE MOTYKHY aKaJeMIYHY Ta €CTPaIHy
BOKQJIbHY MaHepy 3 Cy4YaCHUMHM €JIEKTpOHHHUMH  Ta
OpPKECTPOBUMHU apaHKyBaHHsAMHU. Y micHI «1944» cTpykTypa
TBOpY NOOYyJIOBaHA TakK, OO TMiAKPECIUTH KOHTPAcT MiX
€THIYHUMHU €JIEMEHTaMH W Cy4YacHOIO JpaMaTypri€ro, mepexis
BiJl MENII3MaTHYHOTO 1HTOHYBAHHS JI0 €EKTPOHHOTO IMiIKIIaTy
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CTBOPIOE EMOLIHMI ePeKT TITMOOKOro BHYTPIIIHBOTO 3JIaMy,
Jie BOKaJI Ta apaH>KyBaHHS NPALIOIOTh SIK €IMHUHA IHCTPYMEHT.

He M0o1BO He 3BEpHYTH yBary Ha yKpaiHCbKY Cy4acHy
ta ctuibHy BukoHaBuiio «ONUKA» (Hara JKmwkdeHko), ska
MOKa3ye, 1110 BOKaJl BUKOHY€E (DYHKIIIO HE TUIBKH HOCIS TEKCTY,
a i1 TeMOpOBOIo €JIEMEHTY B €JIEKTPOHHOMY apaH)KyBaHHI. TyT
roJoc  4acto  oO0poOiseTbess  TakUMH — e(eKTamH,  SIK
«peBepOepartis» («ie TOMMPEHUH 4YacoBUM eeKT, SKHUM
BUKOPDUCTOBYETbCSA  JUId  IMITamii  3BY4YaHHS  3BYKOBHUX
XBWIbY) [1], fioro mogaya CHiBBiTHOCUTHCA 3 KOHIENTYaIbHUM
3BYKOBUM CEPEJOBHIIEM, CTBOPEHHM CHHTE3aTOpaMH Ta
KUBUMHU 1HCTpyMeHTaMu. «Anp6oM «ONUKA» HanmoBHeHMi
TPaIUIIMHAMU YKpPailHCBKMMH 3BYKOBUMH MOTHBaMH, SIKi
BUKOHYIOTHCSI Ha COMLILI, 6aHIypi Ta TpeMoOiTi. Bee ne Baano
MOEHYETBCSA 3 CNEKTPOHHUM apaH)KyBaHHSM, JI0 CTBOPECHHS
SKOro J10K1aB pyKy €sred ®inaros (3 rypry «The Manekeny) —
qooBik comictkun «ONUKA» Ta cayna-npostocep rypty» [11].

Cepen yxkpaincekux ryprTiB «The Maneken» abo
«Latexfauna» JIEeMOHCTPYIOTh MIPUKIIAIN CY4YacHOTO
MIPOAIOCYBAHHS, /1€ TOJIOC IHTETPYEThCA Y CTPYKTYPY TPEKY 5K
pPIBHONPAaBHUN TEKCTypHUN €JEMEHT, A€ TeMOp, pUTMiKa Ta
apTUKYJALIS  BOKadicTa JAMKTYIOTh CBOi  pIIIEHHS  JUIs
apaHXXyBaJIbHUKa B1Jl pUTM-CEKIIIi 0 CHHTE3aTOPHHUX LIapiB.

VY cBitoBomy koHTekcTi «Billie Eilish» e mpuknan
apTucTa, J€ BOKaJl ICHye Maike SK I1HCTPYMEHT YITKO
TIPOlyMaHOTO apaHKyBaHHs. Ii IEMiTHUII BOKaa y MiCHAX fK
«When the Party’s Over» abo «Everything 1 Wanted»
e(pEeKTUBHO HOEIHY€THCS 3 MiHIMaJIICTHYHUM
IHCTPYMEHTAJIbHAM ~ CEpPEIOBHUINEM, CTBOPIOIOYM  TIIHOOKY
emoliiiftny armocdepy [3].

3ramaemo tpeku «James Blake» ta «Billie Eilishy Tyt
roJIoC PiIKO 3BYYUTh TakK, K MU 4ekaeMo. BiH He xuBe y
3BMYHUX  (opmax, BIH TO  HaBMHCHE Cyxuil 1
MEPEeKOMIIPECOBAaHUM, TO 3i0paHMil Yy KiIbKa IIapiB, sKi
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HIETIOYYTh y PI3HUX YacToTax. Hampukiaa, KOMM BOKaJiCT
3aMUCy€e KiIbKa JyOJiB 3 Pi3HOK 3BYKOBHCOTHICTIO, a TOTIM
po3kinagae ix y momni(OHIYHY CTPYKTYpYy, SKa 3BYYHUTH, SK
CHHTE3aTOop, B 1Ie MOMEHT BXke BCl 3a0yBarOTh, 110 HACIIPaB.1
e Bce Ie JIIAChKHMHA Tojoc. Lle, BiacHe, i € TOJOBHUK
MapajoKc, YMM OiIbIIe BOKaJ IMITYyE IHCTPYMEHTH, THM
SCKpaBillle BiUyBa€ThCS HOro TUIECHICTb. MM BIHi3HAaEMO y
HBOMY BCI Ti YHIKaJbHI TEPEXiTHI MPOIECH, SIKI MpUTaMaHHi
came JII0/ICBKOMY T'oJI0Cy, i caMe TOMY BiH HACTUIbKU THYYKHIA,
00 BiH 3aBXk /11 OaJaHCye MiXK MY3UYHUM 1 TUIECHUM, MK )KUBUM
1 00po0IeHNM.

VY neskux eKcriepuMeHTalIbHUX NpoeKTax gk «Bjork» Ta
«Arcay» roJoc B3arajii CTa€ OCHOBOIO apaH)KyBaHHS KOMITO3HIII].
OO6poOneHnit BOKaa MOYKE CTBOPIOBATH 1 PUTM, 1 TapMOHIiIO
oxHo4YacHO. OJIMH «CEeMIUT», 3aKOMIIPECOBAHHM 1 PO3TATHYTHIA,
BUKOHYE (DYHKIIIIO Oacy, IHIIUHN 1a€ pUTM-CEKIIO 1 BECh CIIEKTP
TOJIOCIB — II€ He Ha0ip IHCTPYMEHTIB, a JuIIe ()parMeHTH rojocy
ONIHIET JIOAMHU, 1 1€ 3BYYUTH aOCONIOTHO abcypaHo, 00
JIaMarOThCS KJIACUYHI MPUHIMIK 00YI0BU apaH)KyBaHHS, 1 1€
BUKJIMKA€ HOB1, HE3BUYHI eMOLli y cilyxaya.

[Ile oaMH TNPUHOWI BUKOPUCTAHHS BOKaIy SIK
IHCTpYMEHTY, KOJM BIH CTa€ HE AaKTUBHUM, a MAaCUBHUM
YYaCHUKOM apaHXyBaHHs. ToOTO Konu HOro He 4YyTHO Ha
nepeHbOMY IUIaHI, ajie BiH MPHUCYTHIH Ha (oHi, y mpocTopi
MY3HYHOTO TIOJIOTHA, Y TeKCTypi. Lle Tak, Haue XTOCh cIiBae 3a
CTIHOIO, y CyciaHii kiMHaTi. Haue rojoc nuxae nech y mpocropi
nopyd, ajge Horo He BuAHO. | HaBITH KOIM HoOro oOpi3aHO
¢bineTpamu, 06pobiieHO «peBepOepariiero» abo pPo3TATHYTO Ha
MIBXBIWJIMHK OOpOOKOIO, BIH BCE€ 1€ BUKOHYE (PYHKIIIO
npucyTtHocTi. CyyacHU BOKaJ — 11€ IHCTPYMEHT, SIKUH 3/1aTeH
OyTH BCIM, PUTMOM, TapMOHi€l0, (akTyporo, armocheporo —
YUM 3aBroAHO. MOXHA B3ATH OYyIb-SIKUI BOKAJILHUI «CEMILD»,
00poOUTH HOro «KOMIIpECOpPOM» (BHPIBHIOBAHHS T'yYHOCTI
CUTHAJTy), 3MICTUTH IO MAHOpaMi 1 BiH BXe € HE rojiocoM, a
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npoctopoM. OcoOMMBO IIKaBO II€ MPAMIOE y TPEKax, ¢ He
BHKOPHUCTOBYIOThCS ~ TpPaAMIiAHI  1HCTpyMEHTH.  TiuIbKH
(dbparMeHTH JDKEpeIoM SKHX € rojioc. | 1e BKe He € IMiCHS B
KJIacuyHOMYy ceHci. lle Bxke HOBUH BHMIp, HOBHM, IIOWHO
CTBOPEHUH CBIT, HOBA aKyCTUYHA KapTHUHA, KA )KUBE 32 CBOIMH,
HIKOMY HE BIZJJOMUMH, IpaBWiIaMu i 3akoHamu. Ciiyxarouu Iie,
MOYMHAENI BiT4yBaTH, IO 3HAXOJUILICS HE BCEPEAMHI
KOMITIO3HIIii, a B gKiiicb HE3BHYHIN, HEBIIOMINM KIMHATI, B SKiH
yce 3po0JIeHO 31 3BYKY JIOACHKOTO roJiocy. SIKIo paHilie BOKa
ICHyBaB BHMKJIIOYHO B MEKax JIIOJICBKOTO TUIa, TO 3 MOSIBOIO
TYYHOMOBHUX, & 3TOJIOM 1 HU(POBUX TEXHOJIOT1H BiH BHHIIOB 13
i€l 000JIOHKHM JAJeKO 3a MEX1 PEe30HATOPIB JIIOJCHKOTO TiJa.
Vike HeMa€e 4YiTKOI MEXI MK THM, III0 «BUKOHAHO TOJI0COMY, 1
TUM, IO «CTBOPEHO Ha OCHOBI rojiocy». IHoAi B3araii He
3po3yMiJsia iCTopis epIopKepena — 9 OyB 1€ CIiB, Y MMPOCTO
o0pobnennii myM auxaHHs. «Auto-Tune» cTaB nepuM
MacoBUM 3pyIIeHHSIM. bo HaBiTh Kpi3b «Autotune», HaBITH y
LIKOM  CHUHTETUYHHUX (parMeHTax TIoJoC 3aJUILAEThCA
BIII3HABaHUI, MU B1IUYBAEMO Y HbOMY JIOJMHY. «ABTOTOIOH
(Auto-Tune)» — aymiomporiecop, mnpeactaBiacHuii y 1997 p.
aMEepPUKaHCHKOIO KOMIIaHIEI0 «Antares Audio
Technologies» [5]. CmouaTky $K 1HCTPYMEHT KOPEKIIil
BOKaJIbHOI 1HTOHAIl1, ajie MOTIM SIK XyA0XkH1i npuiiom. Ilicns
craBHO3BICHOI «Believe» amepukancbkoi criBauku «Cher» yce
3MIHUJIOCS. MM movan ciiyxaTH He ToJioc, a Woro mudpose
m3epkano. lle Burnmsmano HIOM 3Halomuil moptper, ane
HaMaJIbOBaHUM 1HINIOK pyKoro. CroroaHi x «Auto-Tune» Bxke
HE € €IUHMM IHCTPyMEHOM Yy LboMy pyci. «Melodyne» Tta
«RePitch», ne MoxHa OyKBaJIbHO «IepeMaiOBaTH» TroJoC 3a
OaxkaHHAM, 3MIHMTH [JpiOHe BiOparo Ha MmHUpPOKe, abo
nepedyayBaTH BOKaJbHI (QopMaHTH, ab0 HaBITh MOBHICTIO
3MIHUTH MENOAi0, 1 10 Bpaxae — I1e OyJae 3By4aru
MEPEeKOHNINBO. € TaKOX «BOKOIEPH», SKi HAIalOTh TOJOCY
CTPYKTYpy cHuHTe3aTropa. «Bokomep» — «iie eeneKTpOHHHUH
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NPUCTPIKA 3 ePEeKTOM, KOJIU 3BYK SKOTrO-HEOyIb 1HCTpyMEHTa
00pOOIAETHCS 3BYKOM JIFOACHKOIO I0JI0Cy, HAOyBatOUH JEsIKUX
foro xapakTepHUX ocoOiMBOCTEH; well edekr dYacTo
BHUKOPHCTOBYETHCS B JIXKasi, pOK- 1 mOm-My3uiii» [6].

Komm cTBOpro€em rapMoHii 3a JOIOMOTOI0 «BOKOZAEPay,
TH CTBOPIOEIN I'0JIOC, IKUM He icHyBaB y peanbHOCTi. 1lle oqun
BOXJIMBUI aCHEKT y CTBOPEHHI apaH)XyBaHHSA — L€ IUTYYHHUH
iHTenekT. Llg ramys3p TUIBKM IOYMHA€E PO3BUBATHUCH, aj€ BKE
MOXKHa BIIEBHEHO CTBEP/KYBaTH, IIO 1i BIUIMB Oynae
KOJOCaIbHUM Ta TpaHCPOpMye€ BeCh Hall CBITOTJSA, 1
MUCTELTBO B TOMY YHCIIi. Bke 3apa3 icHyrOTh MOJIEINI, SIKi 37aTHI
CTBOPUTU IOBHOLIHHUM HITy4YHUH TIoJOC, MpoaHali3yBaBIIN
HOTr0 BCHOTO JIMIIIE 3 HEBEIIMKOTO (PParMEeHTy peallbHOTO TOJI0CY.
Ile cmoci6 matu ronocy HOBE KHUTTA, ad0 HaBITh CTBOPUTH
roJIOC, SIKOTO HIKOJHM He 0yi0. 3aBAsKH UM Iporpamam T. 3B.
«BOKaJIbHOTO e(ekTy» ecTpaJHi BHUKOHAaBLI J03BOJIAIOThH
JOCSITTH 11ealTbHOT IHTOHAITIT, CTBOPIOIOYH HOBI 3BYKOBi €()EKTH,
K1 CTaJIM BaXXJIMBOIO YAaCTHHOIO MOM-KYJIbTypu. Bukopucranus
X TEXHOJIOTIA CTaJl0 HE JUIIE TEXHIYHUM PIIIEHHSM, a i
YaCTUHOIO MY3UYHOT'O CTHIIIO. AJle HaBiTh MONPU TEXHOJOTTUHI
JOCSITHEHHS CTIPaBXHIl €CTpaJHNi BUKOHABEIh TOBUHEH MaTH
BHCOKHI piBE€Hb BOKaJIbHOI MaiicTepHOCTI. Bokain 3anumaerses
BAYJIMBUM 1HCTPYMEHTOM Iepe/iadl eMOILil Ta aTMOC(EpHOCTI
MiceHb, 1 X04Ya TEXHIYHA MIATPUMKA MOKE 3pOOUTH TMPOIleC
3amyMcy NPOCTIIIMM, MailCTepHICTh BUKOHABIS HE BTpayae
aktyanbHocTi. Sk crBepmxkye C.I'ira, «B ymoBax MOCTIHHOI
MOJIEpHi3allli KOMIT IOTEPHMX MporpaM, MPU3HAYEHUX IS
CTBOPEHHSI MY3MKHM, TpaHi MDK pI3HUMH MY3UYHHMHU
penaKTopamMu CTUPAIOTHCS 3aB/SKH JT0aBaHHIO HOBUX (DYHKITIH
1 HApOLTYBaHHIO MOXKIIMBOCTEH LIUX mporpam» [2].

InTerpamis mryunoro intenekty (II) y cyuacHe
My3HUYHE BUPOOHHUITBO BiAKpUJIA HOBI TOPU30HTU y B3a€MOJIi
BOKAly W apamwKyBaHHS. 3aBISKH aJTOPUTMaM MAIIHHHOTO
HaBYaHHS, HeilpoMmepekaM Ta TEHEPATUBHUM  MOJENSM

58



APT-naar®OPMA. 2025. Bun. 2(12)

KOMIIO3UTOPH, TPOJIOCEPH i HABITH caMi BUKOHABIII OTPUMAIIN
3MOTY 3HA4YHO PO3IIUPUTH CBOI TBOPYI MOMUIIMBOCTI. Y cdepi
apamwkyBaHHs IIII BHKOpHCTOBY€TBCA [UIs: aBTOMAaTUYHOI
1no0y/10BM TapMOHIYHOIO CYIpPOBOJY Ha OCHOBI BOKaJIbHOI
MEeJO/Ii1, TeHeparlil apaHKyBaHHIO Y 3aJIaHOMY CTHIIi, aJanTarii
apaH)XyBaHHs O €MOLINHHOro 3a0apBJIEHHS T0JIOCY, aHAi3y
PUTMIKH Ta TEMITy JUISI CTBOPEHHS IUHAMIYHOI CTPYKTYpH
TBODY.

b. Ocbmyk Ta 1. Ckpinb CTBEpAXKYBaJH, IO «y CBiTi, 1€
TEXHOJIOT1i CTalTh BCe OUIbII BAXIMBUMM Ul HAILIOTO
MOBCSK/ICHHOTO JKUTTS, BAXJIMBICTH PO3yMiHHsS TOro, sik LI
MO’K€ BIUIMHYTH Ha TBOPYICTb, O€3CyMHIBHO, € BaxIuBUM. Ha
IIPUKJIAaJ, My3HKa, 10 TeHepyeThes 3a aonomororo LI, moxe
BILUTMHYTHU Ha POJIb My3HKaHTIB Ta KOMIIO3UTOPiB» [4].

€ moch rIMOOKO TPUBOXKHE M BOAHOYAC 3aXOILIMBE B
TOMY, L0 TOJIOC, IKUH MM 4y€MO, MOXKe OUIblIe HE HaJeKaTH
XKOJHIHN kuBIiH icTOTi. ToMy, IO 1Ie# roJIoc Terep CTBOPIOETHCS
3 Hiyoro. Bin Hikonu He OyB 3acmiBaHuil y MiKpodoH uu
3amucaHui Ha CTYil 3ByKo3anucy. BiH He Mae nereHis, 3B’ 430K
Ta eMOIIiii, ajie 3By4UTh NEPEKOHIIUBIIIE 32 0araTboX peaybHUX
JIFOJIEH, SIK1 CIIIBAIOTh 1 MU TTIOUMHAEMO JOBIPSITH IIOMY TOJIOCY.
M HaBiTh HEe CTaBUMO 001 3alTUTaHHA: a XTO 11e? Mu nuraemo
— sk 1e 3pobneHo? Y 2018 p. smoHchbKa BIpTyalbHa CliBauka
«Hatsune Mikuy 3i6pana ctanion. Bona He icHye, y Hei HeMae
Tina, Hemae Oiorpadii, Hemae (i3MIHOro MikpooHa, y SIKHil
BOHa criBac. [i Bokan — 1ie Habip aropUTMiB, sKi 32 10TIOMOTOK0
CHHTE3y MOBJICHHS W aHiMallii CTBOPHIIM BipTyaJbHHHA 00pa3
apTHUCTA, 11€ TaKa MPOEKIIis, aje THCAY1 JII0JIeH CIiBalli pa3oM i3
HEI0 ITCHI, sIKI HE CTBOPHJIA OJIHA JIFOJIMHA BiJl TTOYATKY J0
KiHIA, 1 HIXTO He BOayaB y npomy obmany [12]. Lle Bxe He
TEXHOJIOTIs, 11e€ HOBa (opMa KOJEKTHUBHOI BIpH, SKIIO LIOChH
3BYYMTH LIMPO — ayAUTOPiT Oalayxe, XTO 1€ UM B3araii 1o Le.
VYce Ouiblie 3 SBISETHCS NMPUKIAAIB TOJIOCIB, SIKI HE MaloTh
MaTepialbHOTO MOXOJKEHHS. MM He MOXEeMO CKa3aTH, XTO iX
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BUKOHY€. bo HIXTO iX HacmpaB/i He BUKOHY€E. TOOTO mTYyYHUN
T'OJIOC HE BUTICHSE JIFOJJUHY — BiH HAaBMAKH MIJCBIUYE MEXKY MIXK
CHHTETHYHOIO OJHOMAHITHICTIO Ta JIFOACHKOIO HE 1€aIbHICTIO,
sSKa 3aBXAM OyJe I1iKaBow, 00 HIKOJIM HE IMOBTOPHOETHCS.
TBopuTH KOMMO3WIIi 3a y4acTi TOJOCIB, SIKHM HeE MOTPiOHI
TOHOpapH, OCOOJIMBI YMOBH KOHTPAKTy, CKJIaJHHUM 1 JOpOru
CTyIiiiHUI a00 KOHIIEPTHHIA paiiiep, TOIIO.

BucHoBku. B3saemonis ecTtpagHoro BOkKaly Ta
apaH)XyBaHHS B CY4aCHOMY MY3UYHOMY IPOCTOPI € KIIFOYOBUM
YUHHUKOM Y (OpMyBaHHI XYJIOKHBOI IUTICHOCTI Cy4acHOTO
MY3HYHOTO TBOPY. BoOkajmpbHe MHCTEUTBO B YMOBAax PO3BHUTKY
M (POBHUX TEXHOJIOT1H BTpayae CBOIO 1HAMBIAYaNbHICTD 1 Ae1ai
TICHIIIE TEPeIUTiTAETBCS 3 PI3HUMH TIAXOJaMU CY4acHOTO
apaH)XyBaHHs, [0 BU3HAYalOTh CTWIICTUKY, arMocdepy,
TeMOpoOBe i puTMidHE O()OPMIICHHSI KOMITO3UIIi1. ApaH)KyBaHHS
nepecrae OyTH CyTO TEXHIYHHM €TamoM, BOHO HaOyBae poui
CHiBaBTOpa, 3JaTHOTO  3MIHUTH  €MOI[IMHUA  KOHTEKCT
BOKQJIBHOTO  BMKOHAHHSA, IOCWJIMTH JpaMaTypriio  abo
3alpONOHYBAaTH HOBE MPOYUTAHHS My3W4YHOTrO marepiamy. Lle
3yMOBIIIO€ MOTpedy y (hopMyBaHHI HOBOI KYJIbTYpH CIiBIIpaLli
MDK BOKaJICTAMM Ta apamwkyBalbHUKaMU. OKpemy yBary
3aciyroBye ponb mryuHoro iHTenekty (LLI) sk cywacHoro
iHCTpyMEHTY B poGOTi 3 BOKAlIOM Ta apaHKyBaHHAM. Moro
BUKOPUCTaHHS J03BOJISIE ONITUMI3yBaTH TBOPUl MPOLIECH, O/THAK
BOJIHOYAC BHMAara€ KPUTHYHOTO OCMHCIICHHS E€CTETHYHUX 1
€TUYHHMX acCIeKTiB Takoi B3aemoAii. TakuMm 4MHOM, MOAAIBINI
JNOCIDKEHHST MaloTh OyTH CIOpsSMOBaHI Ha  pO3pOOKY
peKoMeHAaliil MO0 TapMOHIMHOIO MO€IHAHHS BOKaly W
apaH)XyBaHHs 13 30€peKEeHHAM 1HAMBIAYaTbHOCTI BUKOHABIS a
TakoX (hOpMyBaHHS €THUKO-TIPABOBOI 0a3M JJsl PEryIIOBaHHA
Bukopuctanss LI mist 3axucTy 1HTENeKTyalbHOT BIACHOCTI Ta
3a0e3neueHHs aBTEHTUYHOCTI My3UYHOT'O KOHTEHTY.
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INTERACTION BETWEEN POP VOCAL AND
ARRANGEMENT IN THE MODERN MUSIC SPACE

Abstract. The article examines the relationship between
pop vocal art and arrangement in the context of the
contemporary music scene. The purpose of the article is to
analyze the interaction between pop vocal performance and
arrangement as two interdependent components of
contemporary music, taking into account digital technologies
and changes in the music industry. The principles of stylistic and
technical interaction between vocals and instrumental
accompaniment are analyzed, and the role of arrangement in
shaping the sound of a vocal work and its subsequent impact on
audience perception is explored. Pop vocals are considered as a
full-fledged instrument capable of playing a leading role in the
creation of a composition, and the latest technologies, digital
platforms, and changes in the music industry that are
transforming new approaches to arrangement and vocal
performance are examined. Based on an analysis of the work of
artists such as Jamala, “ONUKA”, “The Maneken”,
“Latexfauna”, “Billie Eilish”, “James Blake”, “Bjork”, “Arca”,

62


mailto:s.zarya@kmaecm.edu.ua
mailto:d.bannov@kmaecm.edu.ua
https://orcid.org/0009-0009-7052-2510

APT-naar®OPMA. 2025. Bun. 2(12)

“Cher”, and “Hatsune Miku”, trends toward combining “live
vocals” and electronic sounds are observed, forming new
aesthetic benchmarks for popular music. It is noted that in
modern practice, pop vocals function not only as a carrier of
melody, but also as an independent instrument with wide
possibilities for sound design — from the use of effects to the use
of synthetic voices and virtual performers. The article proposes
a typology of modern vocal techniques, defines the artistic
function, and outlines the prospects for the further use of
artificial intelligence Al in voice creation and processing. The
importance of a comprehensive approach to the creation of
musical material is emphasized, where vocals and arrangements
act as equal components of the creative process. Thus, the study
emphasizes that the modern interaction between vocals and
arrangements goes beyond simple accompaniment, becoming a
key factor in the formation of a new musical aesthetic and
communication in the era of digital media.

Key words: pop vocals, modern arrangement, vocal
effects, digital technologies, artificial intelligence Al.
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BUKOPHUCTAHHSI BAPOKOBOI MY3UKH B
ITPOBOMY KIHO (HA IIPHKJIAII ®LILMY
«HAJTHOBU 3AIOBIT» )KAKO BAH JIOPMEJIS)

AHoOTaniAg. Y crarTi JOCHIIKY€EThCS BUKOPHCTaHHS
[UTAT 13 My3U4YHOI KJIACUKHU Y KiHOMY3uIli. Jlana nmpoOiiemaTnka
nopymysaiacsa y poborax O. byr, C. Jleontsesa, 3. Jliccw,
L. Alvim, D. Greig. [IponoHoBaHe JOCITIMIKECHHS PO3IIISLIAE
BUKOPHUCTaHHSA MY3UKH OapoKo B IrPOBOMY KiHO Ha HpUKJIal
¢1mpMy «HagHoBuii 3anoBiT» 6enbriicbkoro pexucepa XK. Ban
Hopmernst. Meta cTarTi — 3’siCyBaTH poJib 0OpaHUX PEKUCEPOM
MYy3WYHHUX (PparMeHTIB Y CEMAaHTUYHOMY HANOBHEHHI (UIbMY,
XapaKkTepUCTHIN MiHoBUX 0ci®. MeTomomnoris cnupaeThcs Ha
aHaJli3 ay/10BI3yaJbHOTO psJly CTPIUKH, MOHATIHHA 0a3za — Ha
TEPMiHU 1 HOHATTS, chOpMyIbOBaHI B poOOTaX YKpaiHCHKHX Ta
3apyOikHUX BueHUX. Y «HamHoBOMy 3amoBiTi» 1UTaTH
BUSIBIISIIOTH MOEAHAHHS JIETETUYHOI Ta HEIIET€TUYHOI MY3HKH,
CKEPOBYIOTbCS CTPYKTYpPOIO OMOBIJl, BUCTYNAIOTh CKJIAJ0BOIO
MOPTPETiB HOBUX arocToiB. Y OUIBIIOCTI BUNIA/IKIB TPOrpamMHa
Ha3Ba MY3HUYHOT0 ()parMeHTy UM KJIFOUOBI CJIOBA TEKCTY (SIKIIO
1€ BOKAJIbHUI TBIp) PE30HYIOTH 13 €MOLISIMHU Teposi/TepoiHi, 3
oOcTaBMHaMH, B SIKMX BiH/BOHa mepedyBae, ab0 X YMHHHKOM,
10 Ma€ 3MIHUTH MOTOYHUN cTaH pedyed. My3uyHi IUTaTH 3
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tBopiB I. Amnerpi, I.®. Tennens, I'. Tlepcemna, K.®. Pamo,
A. CkaprnaTTi BUpa3HO BioKpemiieH1 y «HagHOBOMY 3amoBiTI»
BiJl aBTOPCHKOTO OpHUTiHAIBHOTO cayHATpeKy A. [l’epne 3a
PaxyHOK CTHJILOBOTO KOHTPACTY, IEMOHCTPYIOTh Pi3HI (DYHKIIIi:
UTFOCTpaTUBHY, XapaKTEPUCTHKHU JIMOBOI 0COOH, aBTOPCHKOTO
KOMEHTapsi, CMiMBOJIiuHy. Bukopucranus «Lascia ch'io pianga»
[.®. Tenmens CTBOPIOE T0JATKOBI iHTEPTEKCTYaIbHI 3B’ A3KH 3
«®Dapinemni: kactpa™» XK. Kop6io Ta « AHTHXpHCTOMY» JI. oH
Tpiepa yepe3 mpucyTHIN y HUX CIIITBHANA MOTHUB TPaBMH, BTPAaTH
Ta iX OIulakyBaHHs, mnepexuBanHs. llle oamH  cnocio
BiJIOKPEMJICHHSI IUTATH — IIOBIIOMJICHHS CITyXa4eBi/TIsgauesi il
Ha3Bu. Take MapKyBaHHs CBIIYUTH MPO Oa)kaHHS pexHcepa
BIJIKpUTH IHUTATy, IIAM CAMHUM IiJIITOBXHYTH PEIUIIEHTA 0
AKTUBHOTO CMHCIOTBOPYOTO CHPUHHSATTA, a00 XK, Y BUIAIKY
BIJICYTHOCTI TAakKOTrO MAapKyBaHHS, 3aJIUIINTH [UTOBAHUM
Matepian y GOHOBOMY pexHUMi.

KurouoBi cioBa: my3uka B KiHematorpadi, My3udHa
nurara, 6apoko, ¢iabM «HagHOBHUI 3amoBiTY, Ji€reTHYHA Ta
HEeJIlETeTHYHA MY3HKa.

Beryn. BukopucranHs TBOpIB MYy3WYHOI KJIACHKH Y
XYA0XKHIX KIHOCTPIUKaxX € JaBHBOIO 1 MOIIUPEHOIO MPAKTHKOIO.
Wnerbcs He nuiIe mpo icTopuuHi (ineMu um Gaitormiku, e
My3MKa € YaCTHHOI 3yMOBJIEHOTO  COLIOKYJBTYpPHUMHU
pearisiMi 3BYyKOBOTO IPOCTOPY €MOXH a00 K KHUTTS OKPEMHUX
ICTOPUYHUX TIOCcTaTel (B TOMY YKCII i KOMIIO3UTOPIB), a i MPo
CTPIYKU 1HIIMX KAaHPIB, Yy AKUX LUTATH 3 MY3UYHOI KJIACUKU
BUKOHYIOTh HaipizHOMaHiTHIII ¢(yHKIil. Oco0auBo dYacTo
peXucepH Movajay 3alydaTy MoAI0HUN MaTepian y nepiof micis
Hpyroi CsiToBoi BiliHM, 1[0 OyJlO MOB’SA3aHO, 30KpeMa, 3
aKTHUBI3AI[I€I0 ICTOPUYHOI CB1IOMOCTI MiCHsl POKIB MOTPSICIHb Ta
CYCHUIBHHUX KaTakIi3MiB: 3pocTaB iHTepec A0 MY3UKHU
MHUHYJIOTO, BIAKpUBAINCA IMEHa 1 TBOpH Kommo3utopiB XVII-
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XVIIl cr., mo Brmouamacs 0 penepryapy TOJIIIHIX
BHUKOHABIIIB 1 BUXOJIMUJIM Y 3aIIMCax Ha rpamIliaTiBKax.

KiHONpOIyKIlisl OCTaHHBOTO JECATHIITTS JEMOHCTPYE
MOMITHO OUIBIIy Yy TOPIBHAHHI 3 TMONEPEIHIM TEPioIOM
PI3HOMAHITHICTb MY3HYHOT'O IIUTATHOTO MaTepiany (KaHpH,
MOCTaTi KOMITO3MTOPIB, 30KpeMa, 0apokoBoi My3uKH). Tak,
JI. AnBiM 1OB’s3y€ 1€ 3 PO3BUTKOM PI3HOMAaHITHUX OHJIAWH-
mIaThopM Ta My3UIHHX 010J110TEK, @ TAKOXK BIUIMBOM IHTEPHET-
JITOPUTMIB Ha TIOUIYK 1 BiIOip My3u4yHOTO Matepiany [6]. Brim,
BUJIAETHCSI, 1[0 aJITOPUTMU MOXKYTh CIyTyBaTH HE OUIbIlE Hixk
IHCTpYMEHTOM, 1[0 CKEpOBye TMomykK. HartomicTs came
pexucepchbKa i1es MoA0 BUKOPUCTAHHS Ti€l UM 1HIIOT My3HYHOT
UTATH BU3HA4a€ il QyHKIIIO Ta YHIKAIBbHICTh TIIyMaueHHs B
XYJIOXKHIA CTPYKTypi 1ioro. KpiMm Toro, okpemMoro posrismy
noTpedye mpodiaemMa My3WYHOI IUTATH 3arajioM i B KIHOTBOPI
30KkpeMa — 1 O3HaKH, KOMYHIKaTHBHI Ta CMHCIOTBOpYI
BJIACTUBOCTI.

AHani3 ocTaHHIX JOCHigKeHb 1  myOJikamii.
JlociiakeHHs KIHOMY3UKH, Ma€ TpPUBalIy ICTOPIiIO, 1 JOTEnep
3aJMIIAIOYUCh B TIOJII YBarM YKPaiHCBKUX 1 3apyODKHUX
MY3MKO3HABI[IB Ta KIHO3HABIIB. JlOCTIAHUIIBKUIA 1HTEpEC
HNIATPUMYETbCS TPArHeHHSIM OCMHUCIUTH 1 CHUCTEMaTH3yBaTu
JOCBiZl MHHYJIOTO, BUBYHUTH BHECOK Y Tally3b NPEICTaBHUKIB
OKpeMHX HaI[lOHAIbHUX KYJIbTYp, CHUCTEMaTHU3yBaTH CIOCOOU
BUKOPUCTAHHS MY3UKH Y KiHodinbMax. Moro crumyimioe i mosiza
CTPIYOK, IMIO0 JEMOHCTPYIOTh OpHIiHAJIbHI AaKIEHTH B YK€
anpoOOBaHUX MiIX0JaxX 1 MpHiloMax.

Cepen poOiT yKpalHCHKUX aBTOPIB CIiJl BiI3HAYUTH
mucepraniiini  pocmipkeHHsT O. ByT «3Byk SIK KOMIIOHEHT
obpaszunoi crpykrypu ¢dimemy» [1], A. Ky3emenko «My3uka B
YKpaiHCbKOMY IFPOBOMY KIHO OCTaHHbOi TpeTuHu XX -—
nmouatky XXI cromittsa» [2], C. JleontbeBa «KoMmo3uTopchki
TEXHOJIOT11 y My3U4HI{ MPAKTULl B aMEPUKAHCHKOMY IrPOBOMY
kiHo» [3]. V pozainax, mo BUOYAOBYIOTH TEOPETHYHI 3acaau
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3rafjaeux  poOiT, JOCHIIHMKH  ameliolTh 10  Ipaib
C. Eisenmreiina, M. EBanca, 3. Jliccu, M. Illiona Tta iH.,
TOPKAIOTHCS TAKMX BAKIUBUX JUIA aHANI3Y KIHOMY3UKH TTOHSTh
1 MUTaHb, K AyJIOBI3yaJIbHHMA KOHTPAMYHKT (TapajiebHUN i
3BOPOTHI), (PyHKIIOHYBaHHS MY3HKH B CHUCTE€MI KiHOOOpasy,
dhopmu B3aeMO/Iii BHYTPIIIHBOKAAPOBOI Ta 3akaaApoBoi (abo 3a
TEPMIHOJIOTIEI0 AaMEPUKAHCHKOTO KiHeMaTorpady — 1i€reTHIHOl
Ta HEJIEreTUYHOT) My3UKH. SIKIIO WAEThCS MPO NIETeTUYHY, TO
«y OLIBIIOCTI BUMAJKIB JDKEPEIO My3UWKH MOKa3aHe Ha eKpaHi
(repoit, iKHif BUKOHY€ My3UYHH TBip Ha IHCTPYMEHTI UM CITiBa€
MICHIO; 3ByYaHHS MY3WKH BiJITBOPIOE TICBHHI MPEIMET Ta iH.)
[2, c.35]. Henierernuna My3uKka COPUIMAETbCS BHUKIIOYHO
rIsiAa4eM, OCKUIBKH 3BYYHTD 33 KaJpOM 1 MOXKE «BHKOHYBATH
UTFOCTpaTUBHY (YHKIIIO Ta CYNIPOBOKYBATH PYX KaJpiB; BOHA
MOJKE€ BHUCTYNATH 5K Cy0’€KTHBHUN KOMEHTap aBTOpa Ta MaTu
CBOIO BJIacHy ApamaTyprito» [2, c. 36]. Cepriii JleoHTheB mUIIIE
TaKOXX MPO BUITAJKU B3AEMOIEPEXO/IIB OJHOTO BUIY B IHIIMH i
HaBITh 1X OJJHOYACHE BUKOpPHCTaHH: [3, Cc. 83-84].

VY 3rajaHux JOCHIKEHHSIX MNUTaHHS BUKOPUCTaHHS
My3U4HOi Kjacuku (0e3 BHOKpPEMJICHHS MY3HKH [EBHHUX
ICTOPUKO-CTUIILOBUX €I10X) MIJHIMAEThCSI MOOIKHO, OCKIIbKU
HE € TpeaMeTroM JochijpkeHHs. Hapoasum mnpukiaau
3aCTOCYBAaHHS KJIaCMYHOI MY3UKH B PEXKHUCYpl IIPOBOTO
kinematorpaga, C.JleoHTheB pOOUTH BUCHOBOK, IO Taka
My3UKa HOTpIOHA pekucepaM Jjs J10JaTKOBOI'O CMHCIOBOIO
HaBaHTaKCHHS Ta BUPIIICHHS XyI0KHIX 3aBaaHb [3, cc. 83-84].

CyTHICTb BUKOPUCTaHHS y (PUIbMax «ypHBKIB TBOPIB,
BIJOMUX HaM SIK aBTOHOMHI», OKpPECIIO€ Yy CBOiM KIacH4Hil
npami  «EcTeTnka KiHOMY3WKH» TIOJBChKa MY3HKO3HABHIIS
3. Jlicca: «Bparouuch 10 Takoro IUTYBaHHS KOMIIO3HMTOpP 1
pexucep MaroTh NojadaTv Mmpo Te, MO0 TisAad ix YMi3HaB.
[{uTarta, He3alekHO BiJ 3MICTY CLIEHH, /i€ BOHA 3aCTOCOBaHA,
BHOCHTHL E€MOI[IMHI Ta CMHCIOBI acoriarmii, a oTKe A0Jac 0
KIHOKa/Ipy IIIOCh CBOE, TOBOPUTH <...> cama 3a ceOe. [loetHaHHS
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OOMJBOX 3MICTIB, MY3UYHOTO Ta KiHeMaTorpadidHoro, Hamae
JIEIII0 HOBOT'O €MMi30y B misomy» [9, €. 357].

Ha mnpoGiemi ymi3HaBaHOCTI WMTaTH CYTOJOCHO 3
3. Jliccotro, ane y 3acTOCyBaHHI 10 IIUTaTH B My3HMYHOMY TBODI,
naronomye b. Crora: «Hempountana i1 HeigeHTHU(IKOBaHA
LUTaTa HE CHPUIMAETBHCS SIK IHTErpyBaHHS IHILOTO TEKCTY,
KOHTEKCTy, TMapaTreKkcTy 1 He Oepe ydacTi y TBOPEHHI
iHTepTekeTy» [5, C.76]. b. Crota TakoX BHOKPEMIIIOE Taki
BOXIUBI Ui PO3YMIHHS (YHKLIi LUTaTH mapaMeTpH, K
«mMacmTald IUTOBAHOTO, TOYHICTH BIATBOPEHHSI, BIAKPUBAHHS YU
NPUXOBYBaHHS JDKEpEN IMTYBaHHS, MeTa 1 MOJAJIbHICTh
BIIPOBAIXKYBaHMX TEKCTiB [4, C. 143]. Y Bunaaxy 3 BKIIOYSCHHSIM
MY3HYHUX [IUTAT Y KIHOCTPIYKY IIi TapaMeTpH, Ha HAITy AyMKY,
CTalOTh MapKepOM PEeXHUCEPChKHUX IHTEHIH, a came OakaHHS
BIJKPUTH LMTATy 1 JAaTH TOIITOBX 10 TOOYJOBH MOXKIMBHX
IHTEpTEeKCTyaIbHUX 3B’53KiB, 200 K 3aIMIINTH i1 y (OHOBOMY
pexumi.

BukopucranHio BiacHe 6apoKOBOI My3MKH IPUCBSYEHA
kaura J[. Ipeiira «BapokoBa My3uKa y TOBOEHHOMY KiHO.
BukoHaBcbka MpakTHKa Ta MYy3W4YHHH cTwib» [7]. ABTOp
JOCTIZKYE B3AaEMO3B’SI30K MIXK PO3BUTKOM BHMKOHABCHKOI
NPaKTUKU B Taly3l CTAapOBMHHOI MY3UKH, TpEHAAMHU Y
3alliKaBJI€HHI OKPEMHUMH KOMIIO3UTOpaMHU M  KaHpaMu
06apoOKOBOI MY3MKH, MOLIMPEHHSIM iCTOPUYHO iHPOPMOBAHOIO
BukoHaBctBa («Historically Informed Performance»), Ta
MPUCYTHICTIO MY3UKH 0apoko B IrpoBHX (iibMax, 30Kpema y
Oaiformikax. 3BEepHEMO yBary Ha Te, K PO3MEXKOBYIOTHCA
MOHATTS OPUTIHAIBHOTO CAyHITPEKY (TOOTO My3UKH, HAITMCAHOT
MIEBHUM KOMIIO3UTOPOM sl (iIbMy) Ta B)KE HaIHCaHOI,
MOTIePETHBO ICHYI0YOI (Pre-existing music) My3ukw, 110 BJIacHe
1 CTaHOBWTPH JDKEpENbHHUA MaTepian i nuTyBaHHS. OKpemo
aBTOp MiJHIMAa€ MUTAHHSA MPO TEPEOCMUCIEHHS 0apOKOBOIO
penepryapy y nacTimax i maposisix.
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JI. AnBim y cratti «Ilonepennpo icHyroua KiacMyHa
My3HWKa Yy (paHiy3pkoMy aBTOpcbkomy KiHO 2010-x pp.:
nepeBakanHs 0apoko 1 mpouec BHOOpPY y mudpoBOMy CBITI»
¢bokycye yBary Ha BHKOPHCTAHHI MY3WYHOI KJIacHKH (cepel
AKOI — My3HKa KJIaCHUIM3MY, POMaHTHU3MY 1 BJIacHe 0apoko) y
¢binmpMax, mo npeacTaBsukcs Ha Kancbkomy KiHOodecTHBai
3a3HAYCHOTO Tepioay [6]. VY3araabHIOYH CIIOCTEPEIKCHHS
IHIIMX ~ JOCHIAHMKIB,  aBTOpKa MHUIIe Mpo  3HAYHE
YPI3HOMaHITHEHHS MY3HUKH, 1110 00UPAETHCS I iIrPOBOTO KiHO,
y HOpPIBHSAHHI, HAIIPUKJIAZ, 13 « DpaHIly3bKOI0 HOBOIO XBHJICIO»
1950-60-x pp. JI. AnBiM TIOB’SI3y€ 11€ 31 3SMCHIIICHHSM y OFOKETI
(b1IpMIB YaCTKH, 110 BUAUISETHCA Ha My3u4yHe oopmIleHHS, 1
PO3IIMPEHHSIM  KaTaJOTiB  MY3WYHHUX  OHJIAWH-010iOTEK.
JlocnigHuLsl KOHCTaTtye (hakTop BIUIMBY — alTOPUTMIYHHUX
peKoMeHJaliii B Mepexi IHTEpHET Ha BHOIp pexHcepamu
MY3UKH JUIs (PUTBMIB: «II0 HAOLIbIIIE ITYKAIOTh, T€ HAlOLIbIIe
PEKOMEHAYEThCS». YBary aBTOPKM TNPUBEPTAIOTh YHUCICHHI
BUKOPUCTaHHS KOHLEpPTIB «HoTupu nopu poky» A. BiBaibni.
Ax onun 13 npukiaanais JI. AnBiM HaBOIUTH HE JOpEYHE, HA 1i
JTYMKY, BUKOPUCTAHHS IIUX KOHLEPTIB, HanucaHux y 1723 p., y
¢inbMmi, 11 skoro BigOyBaeThecs HampukiHui XVII cT.
Pexucepka C. Ck’stMMa aprymMeHTyBajia CBiif BUOIp OakaHHAM
MaTH y CBOeMY (iJIbMI My3HKY, IKy OU BCl 3HaNH, ska 6u Oyna
xitom. Tox JI. AnBiM poOUTH BUCHOBOK, 110 «MY3UYHUH CMaK
Ta IHOWBIAyaJdbHUW BUOIp HaBpsiA YW BIJIpBaHI  BiJ
KOJIEKTUBHOCTI, 0OYMOBJIEHOT UM TO MACOBI3alli€l0 KyJIbTypHOI
IHAYCTpil, UM TO CYy4aCHUM AITOPUTMIYHUM CBITOM, B SIKOMY
MOLIMPEHICTD IETKUX XiTiB, TakuX 5K «Ilopu poky» A. BiBanbmi,
MPOJOBXKYE MAaTH MicCIle, HaBITh SKIIO aJTOPUTMH MOXYTh
TaKO’ NMPOIMOHYBAaTH KOPUCTYBauaM HOBUHKW [6, C. 8]. BTim, y
1{ e CTAaTTI 3rayl0ThCs MPUKIIAIN BUKOPUCTAHHS OapOKOBOI
MY3HUKH, fKi HecyTb y (inmpMax CyTTeBe JpamarypriuHe
HaBaHTaXCHHS, 10 €, Ha HAIITY YMKY, CBITYCHHSM 3HAYHOI, aje
HE BU3HAYAIBHOI POJIi IHTEPHET-aJITOPUTMIB.
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3 ormsimy Ha OKpeclieHe MpoOJIeMHE KOJO I[IKaBUM
IIPUKJIAZIOM BUKOPUCTAHHS OAPOKOBOI My3UKH B IrPOBOMY KiHO
€ cTpiuka Oembriiickkoro pexucepa K. Ban Jlopmens
«HamnoBuit  3amoBiT» (BUpOOHUIITBO benbris, @paHiis,
JIroxkcemOypr, 2015 p.). Ilonpu 3HAYHY KUIBKICTH MY3UYHHUX
LUTAT, CayHATpeK (uUIbMYy HE MOTpaluisiB [0 IOJs YyBaru
JOCHITHUKIB KIHOMY3MKH. TOMy MeTa CTaTTi — PO3IJISIHYTH
BHKOPHUCTaHHS 0apokoBoi My3uku y ¢iabMi «HagHOBHI
3amoBiT», 3’5ICyBaTH, SKy pOJb BiAIrpaioTh 0OpaHi My3W4YHI
dbparMeHTH y  CEeMaHTHMYHOMY  HAallOBHEHHI  (iTbMYy,
XapaKTepUCTHII JMIHOBUX OCI0, TOHECEHHI PEXHCEPCHKOTO
3ayMy. MeToJoJoris JOCHIKEHHSI CIUPAETbCA TOJOBHUM
YMHOM Ha aHaJli3 ayaioBi3yalbHOTO psiny cTpiuku. [lonsTiitHa
0a3a IPYHTY€ThCS HA TEpMIHAX 1 HNOHATTAX, BUIPALIOBAHUX Y
poboTax yKpaiHChKUX Ta 3apyOiKHHUX JTOCIITHUKIB KIHOMY3HKH
Ta My3MKO3HaBLIiB.

PesyastaTn. Xanp o¢inemy «HanHoBwii 3amoBiT»
BU3HAYA€THCS K YOpHA KOMeis 3 eleMeHTaMu QeHresi. Temy
MOXKHa Yy3arajJlbHEHO CGOpPMYJIIOBaTH SK aJbTepHATHBHE
TIyMaueHHs. XPHUCTUSHCHKOI JOKTpHHU. Pexucep ¢inbmy
pexucep XK. Ban /lopmens B 0qHOMY 3 1HTEpPB 10 Ha3UBa€ HOro
«CIOpPEAICTUYHOI0 Ka3Kowo»: «JItobmo He BiATBOpIOBAaTH
KUTTSI, a KOHCTPYIOBaTH Horo» [8]. BinmpaBHOIO TOYKOIO TyT
CIlyTYyIOTb OCHOBHI TMOCTYyJaTW XpPUCTUSHCTBA, a HapaTHB
OynyeTrhcsi 3a (aHTa3liiHOIO JIOTIKOIO («a 1o, sAkom»). bor
peasibHUl, BiH OeNbriels, )uBe B bprocceni pazom 3 Ipy>KUHOIO
1 10-piunoro gonpkoto Eero, sikux, sk 1 BCIX Jrojed Ha 3emu,
TpuMae y cTpaxy i mokopi. Moro cun Icyc komuch MOKMHYB
CiM’I0, a JIOHbKa, Oa)kKarouW ITOMCTUTHCS OaTHKOBI 1 3MIHHTH
ICHYIOUMHM TOpPSJIOK, HAJACHIAE JIIOJAIM 13  0aThKOBOTO
KOMIT'IoTepa y BUIIAAl SMS-moBiomiieHs Ha MOOUTBHI
TeneoHU aTH iX cMmepTi. Es Tikae 3 1oMy y TIOACHKHIA CBIT 1
MOYMHAE TIYKATH Cepe]l MPOCTUX CMEPTHUX HOBHX arlOCTOJIB.
Humu cratots XKan-Knoz, opicauii npauiBauk; Opedni, *KiHKa 3
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IpoTe30M 3amicTh pyku; PpaHCya, areHT 31 CTpaxyBaHHS
KUTTS, SKAW JIAIIOB BHCHOBKY, IO WOTO CIPaBXHE
MOKJIMKaHHS — OyTH BOUWBIICIO, «3HAPSAIAM Y pyKax CMepTi»;
Mapk (y ¢inpMi Horo HazBaHO «300UYeHIIEM» ), 3aITUKICHUN Ha
CWIBbHIA 3aKOXaHOCTI 3 4aciB AWTHHCTBA, MapTiHa, o0mijieHa
M000B’10 JKIHKA, SKY ITHOpYE 1i YOJIOBIK; XJIOMYHMK Bimwii,
3aJIKOBaHMH BiJl HAJYMaHHX XBOpoO BIacHUMHU OaTbkamu. Es
JoTIoMarae iM 3po3yMiTu cede, TPUMUPHUTHCS 3 COOO0IO0 1 SMIHUTH
KHUTTA Ha Kpame. Y Takui crnocid aBTOpM HaMararoTbes
ckazatu: «Pait — me TyT 1 3apa3, a He micis cMepTi. Mu He
30upaemMocs KUTU A0Bro. JIt00iTh 0HE 0THOTO 1 POOITH TeE, IO
BaM moao6aeTbesa» [8]. CroppeadiCTHUHICTh CIOKETY Ja€
MOJKJIMBICTh MOTJIIHYTH Ha OABIYHI MPOOJIEMH KHUTTS, CMEPTI,
KOXaHHS 3 HEOYIKyBaHOIO pakypcy, Hojatu ii B Jelo
BiJICTOPOHEHOMY, ipPOHIYHOMY KITIOYi.

OpuriHagbHUMA CayHITPEK aBTOPCTBA KOMIIO3UTOPKHU Ta
cmniBauku A. II’epne, BUKOHAHUN Y MiHIMaJTiCTHYHOMY CTHIII.
31e01IbIIoro 11e MOBUIbHA MIHOpHA My3uKa g (opTerniaHo,
10 CYyNpOBOJIKYE 3a Kajapom omnoBias Ei. [Hmmii HacTpoeBuit
NOJIIOC — (pparMeHTH, SKI 3aBASKHM JIETaNsIM 1HCTPYMEHTOBKU
(xopoTki (pa3u Ha Staccato y nepeB’siHUX TyXOBHUX, TPOMOOHA,
¢bpynaro TyOu) cTBOPIOIOTH KOMiYHMHN edekT. Halfuacrime s
My3HUKa 3ByYUTh B €M130/ax, A€ 3aAisiHui bor, skuii KOMyHIKye
3 POJIMHOIO 1 JIIOABMHU B aBTOPUTAPHOMY CTHIJI, ILIOpasy
3a3HAIOYH ITOPA3KH.

3HayHe MicClle y CTpiulli BiABEIEHO «uyXii» Mmy3umi. Lle
Jy’Ke pI3HOMaHITHI 3a )KaHpaMH Ta HAJIEKHICTIO 10 ICTOPUYHUX
CTUJIIB TPEKU — 25 HalilMeHyBaHb, 7 3 SKUX CTAaHOBUTH MYy3HKa
oapoko: «O, Solitude» T'. Tlepcemna, «Miserere» I. Amrerpi,
«Lascia ch'io pianga» I.®. Tenpmens, «Mentre io godo» 3
oparopii «Il giardino di rose» A. Ckapnatri, «Ilepexmukanns
ntaxiBy K.®D. Pamo Ta #ioro x «Air tendre» 3 onepu-6anery
«CpsatkyBanns ['eba», «bpanaeHOyp3bpkuii KoHIEPT Nody
N.C. Baxa. Cepen iHmMX 3pa3KiB My3WYHOI KIACHKH —
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cTpyHHull kBapreT «CmepTsh 1 aiBunnay @. lllybepra (My3uka
«YouBmi» — @Ppancya), «AkBapiym» 13 croitu «KapraBan
tBapun» K. Cen-Canca. IlpucyTHi TyT 1 ecTpajHa Kiacuka
1960-x pp. — «La mer» L. Tpene (my3uka Bimmi), «Tombe la
neige» C. Anmamo, 1 1upKoBUi Mapm «Buxin rianiaTopiBy»
10. ®yuika, 1 cyyacHu#t anbTepHatuBHui pok [10]. 3a ciioBamu
pexucepa, BiH MParHyB «CTBOPUTH (isibM, B sikomy Ou Oyio
O0aratro my3uku < ..> lle moxe Oyru Tpene um IllyGepr,
0apOKOBI TBOPH YU CTapi €CTpaaHi cTaHAapTH. SIK HA MeHe, 15
My3WKa BHUKJIHMKA€E HAA3BUYAMHO CHIIBbHI, MpOCTi 1 A00pi
emortiin [8].

«Uyxa» My3HKa BUPAa3HO KOHTPACTY€ 3 OPUTIHAIbHUM
cayHATpeKoM. AJie came My3uKa OapoKo TpEeTeHAy€e Ha
ocobnmuBUi cTaTyc y wii crpiuni. Tpu OapokoBi mHTaTH
(«ITepexnukanns mnraxiBy JK.®. Pamo, «O, Solitude»
I. Ilepcemna Ta «Lascia ch'io pianga» TI.®. Tenpens)
BUKOPUCTAaHI y CIIEHax, J¢ Es, 3HaHOMJISYUCh 3 HOBHMH
arocToJIaMu, 4y€e «iXHIO» MY3HUKY 1 poOUTH 11 4yTHOO Ui HUX
caMHMX, TMiclg 4Oro Tepoi MEepeXKHuBaIOTh  JTOKOPIHHI
neperBopeHHs.  Tox  GapokoBi  My3W4YHI  (parMeHTH,
M1JKOPSIFOUKCH 3arajIbHOMY IUIMHY OMOB1/ll, BUCTYIAIOTh OJJHUM
13 3ac00iB XapaKTepUCTUKH repoiB, a MeTahOpUUHE «IIOYyTH
CBOI0O MY3HUKY» CTa€ CMHOHIMOM Ti3HaHHsS cebe. Y 3ragaHux
BUMAJKaX B3A€EMOJIS 3BYKOBOI'O Ta BI3yaJIbHOTO pAIIB €
TIETETUYHOI0 Ta HEIIETeTHYHOK: MY3UKY YyIOTh Juie Es,
repoi, IS SIKUX BOHAa «BIAKPUBAETHCS» (3a BIACYTHOCTI
JDKepela My3UKH, BOHA BCE-TaKU NMPUCYTHS BCEPEAMHI Kaapy) 1
BOJIHOYAC — Iisgjavi QiabMy, sSKi MOXYTb CHOpuiMaTH ii sK
aBTOPCHKMI KOMEHTap YM UTIOCTPAIIIIO 10 pyXy KapiB.

OyHKIT 3ralaHux IUTaT 1 cmocid iX 3B’s3Ky 3
BI3yaJlbHUM psAaoM pi3HAThCA. «llepexinkaHHs —mTaxiBy
XK.®d.Pamo o3Hauyerbes sk Mys3uka Kan-Knoma — odicHoro
KJIepKa, KOTPpUH, II3HABILIUCH JaTy CMEPTI, KUJIa€ BCe, 0 poOUB
JIOTH, W€ 3a 3rPa€ro MTAIIOK 1 MPUXOJUTh «Ha Kpail CBITY» — B
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Icnanpiro, ge 3HAXOAWTH CBOIO KOXaHY 1 CEHC XKUTTS. My3uka
Pamo, HacuueHa  3BYKO300pa)KaJIbHUMH  €JIEMEHTaMH,
MOEIHYETHCS 31 MeOeTaHHSIM NTAIINHOI 3Tpai, 10 CBITYUTH PO
UTIOCTPaTUBHICTh JIaHOT IMTAaTH, 110, BTIM, HE BHKIIOYAE 1
CUMBOIII3MY (00pa3 nTaxa sik BUIBHOI ICTOTH, sIKa «JIETUTh, KU
xouen). «llepekaukaHHS NTaxiB» BHKOHYE TaKOX (YHKIIIIO
JIOKAJIbHOTO JIEHTMOTHBY, OCKUIBKM KaJpH 3 nTaxamu 1 XKan-
Knonowm, sikuii Bece BinnanseTbes Bij bproccens y HeBiioMoMy
HaNpsMKY, IEPIOANYHO BUHUKAIOTH MIPOTITOM (DijbMy.

Mysukoro Mapka € «O, Solitude» TI'. Ilepcemna y
BUKOHAHHI KOHTpaTreHopa. Mapk mepedyBae B TOJOHI
nepBep3uBHUX (paHTa3iil 1 HE YCBIIOMIIIOE CBOIO CaMOTHICTb.
JIume moYyBIIM CBOIO MY3UKY, BiH 3MIT IEPETOPHYTH IO
CTOPIHKY UTTSI, BIAIITYBaBCs HA poOOTY, 1€ 32 AUBHUM 301roM
00CTaBHH 3yCTpiB KiHKY, a SIKYy 3aKOXaBCs, I1I¢ KOJIM BOHU 000€
Oynu aiTbMu. My3u4Ha IUTaTa XapaKTepU3y€e BHYTPIMIHINA CBIT
repos, a He3BUYHHUI TeMOp ToIocy, Ha SIKUi 3BepTae yBary Es,
MOKa3ye HOoro BpasauBiCTb.

«Lascia  ch'io  piangay  3aBASKH  paHIIOMY
BUKOPDHUCTaHHIO B IrPOBOMY KiHO HaOyBae  IIMPIIUX
acoLIaTUBHUX 3B’SA3KIB — 30KpeMa, 3 MYy3UYHO-1CTOPUYHHUM
Oaitornikom «®apinemni: kactpar» XK. Kopbio (1994 p.) ta
«Antuxpucrom» JI. ¢on Tpiepa (2009 p.) ¥V «HanHoBomy
3aMoBITI» 3HaMEHUTHH ¢QparmeHT 3 omnepu «PiHampao»
[.®. Tenpens 3ByunTh K My3uka i Openi — MOIOAO0i KiHKH,
sKa I1€ B JUTUHCTBI BHACIIIOK HELIACHOTO BUIAJKy BTpaTHUia
pyKy. My3uka apii, mo Mae >KaHpOBI O3HaKW capabaHmu i
BTUTIOE a()eKT BUCOKOI CKOPOOTH (omepHa repoins AibMipeHa
OIJIaKy€ CBOIO TIPKY J0JI0), Y QUIbMI CIPUYMHSIE KaTapCUUHY
niro: Openi 0auuTh YBi CHI, Haue HAsIBY, CBOIO KOJIUCh BTpaueHy
KIHIIIBKY, $Ka TaHIFO€ TNl MY3HWKYy apii; JIBUYMHA IUIaye,
BiJUyBa€ NPUMHMPEHHs 1 TMoyermeHHs. TpaBma, BTpaTta 1 iX
MEPEKHUTTS CTAIOTh CIUIBHAM  aCOI[iaTHBHUM  MOTHBOM
TeHJIeNIIBCHKOT apii, IKUH o€ JHYe y COPUNHATTI TJs11a4a 1l TpU
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KapJAWHAIBHO Pi3HI (QUIBMH 1 POOHUTH MaHy My3WUYHY LUTATY
o yHKIIOHATBHOTO.

VY HaBejeHUX NpUKIanax IUTyBaHHS Esi HazuBae im’s
KOMIIO3UTOpa, a B JIESKUX BHIAJKaX 1 Ha3By TBOPY — OTXKe,
pexucep XK. Kopbio n6ae mpo Te, mo0 risgad ymi3HaB BKUTI
LUTAaTH, CTBOPIOIOYM YMOBHU JJIsl AKTHUBHOIO CHPUHHATTA 1
BKJIIOYCHHSI ACOLIaTHBHUX IHTEPTEKCTyalbHUX 3B’s3KiB. Lle
BHPA3HO IIPOCTYNAE y OPIBHIHHI 3 IHIIUMH LIUTATAMU 3 My3UKU
6apoko, npucytHiMu y ¢inemi. Tak, Hanpukman, apito Hanii
«Mentre io godo in dolce oblio» A. CkapnaTTi HaBpsA Ui MOXKHA
Ha3BaTU HACTLIBKM XK YII3HABAHOK MY3HUKO0, sik «Lascia ch'io
pianga». Bona, sx 1 apisa ['engens, moB’s3yeTbesa 3 00pazom
Opemi: B TEKCTi, SKUH MIACWIIOETBCS JI€Jb YyTHHUMHU
3aKOJIMCYIOUMMHU  (hpa3aMM BOKaJIbHOI MapTii Ta CTPYHHUX,
1IeThCSl PO COJOAKUN COH (KUTTS Ta eMOIlil repoiHi Hade
3aCTUIJIM TICHSI BTPATH PYKH) 1 JETKUil BiTepellb, 10 KPYKIIsIe
JIOBKOJIa CIUISTYOTO cepus (MmouyTTst o Hel 3 OOKy Kimiepa
@pancya). [ns apii Ckapnarti pexxucep BiIBOAUTH y (iibMi
XPOHOMETpPaK OLTBIITNH 3a 1HII IIUTATH, aJI€ HiSIK CIIEIIabHO 11
He MapKye JuIs ciyxada. Lle came cTocyeThest IHCTpyMEHTalIbHOT
«Air tender» X.®. Pamo, sika 3By4UTh Y MOMEHT, KOJIU JIFOIH
OTPUMYIOTh ITOBIOMJIEHHS 3 1laTaMH CMEpTI.

«Miserere» I. Annerpi Ha JaTMHCHKMH  TEKCT
nokastHHOro 50-ro rncanmMa — ime oJjHa 6apoKoBa UTaTa, 10 He
Mae pexucepcbkoro wmapkyBaHHs y ¢uibmi. K. KopOio
JOCTaTHBO «I1IEPKOBHOT0» XOPOBOT'O 3BYYaHHS, 00 BIIIIUTH
(¢bparMeHT BiJ OPUTIHAJIBHOTO CAayHATPEKY Ta IHIIMX IUTAT.
Bona mnoB’s3yerscs 31 cueHamu, Je 3ajisHa BOja, sKa
CHUMBOJII3Y€ Omarogartb Ta OUUIICHHS. lono
Bpanznen6yp3skoro konuepry Ne4 M.C. Baxa, 3asBIEHOro B
OIHCI CAYHATPEKY CTPIUKH, TO BIH Mail’ke He 11eHTU(]IKY€eThCS
SK [IUTaTa 4epe3 MiHIMaJIbHUN Yac 3ByYaHHs.

BucnoBku. V o¢inemi «HannoBuit 3amosit» XK. Ban
Jlopmens mpoOCTiAKOBYEThCS nuUdEpeHIioBaHUN MAXiT 0
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BUKOPUCTAHHA PI3HOMAHITHUX MY3UYHHUX IUTAT (B TOMY YHCII 1
0apoKOBHX). 3 TOYKH 30py B3aEMO/IIi 3BYKOBOTO Ta Bi3yaJIbHOTO
PSIIB [IUTATH BUSIBISIFOTH O3HAKH JIETETUYHOI Ta HEIETSTHYHOT
MY3HKH, 1110 THYYKO [T0€IHYIOThCS, CKEPOBYIOUUCH CTPYKTYPOIO
OTOBi/i, 1 € CKJIAZOBOIO MOPTPETIiB HOBHX aIlOCTOJIB, SKi
CIIJYIOTh Y CHOKETI OJMH 3a OJHMM 3a JIOTIKOK MOHTaXy-
HaHU3yBaHHSA. Y OIIBIIOCTI BUMNAJAKIB MporpaMHa Ha3Ba
MY3HUYHOTO (pparMeHTy 4M KJIIOYOBI CIIOBA TEKCTY (SKIIO Lie
BOKAQJIbHUW TBIP) PE30OHYIOTh 3 EMOLISIMH Teposi\repoiHi, 3
oOcTaBMHAMHU, B SIKUX BiH 1epedyBae, a00 K YNHHUKOM, 10 Ma€e
3MIHUTH TOTOYHHUHA CTaH PEUCH.

bapokoBi my3uuni murtatu y «HagHoBomy 3amoBiTi»
BHUPAa3HO BIJOKpEMJIEHI BiJ aBTOPCHKOTO OPHUTIHAIBLHOTO
caynarpeky A. Il’epie 3a paXyHOK CTHIIBOBOIO KOHTpACTY,
JEMOHCTPYIOTH Pi3HI QPYHKIII: LTFOCTPaTUBHY, XapaKTEPUCTUKU
nifioBoi  ocoOu, aBTOPCHKOTO KOMEHTaps, CHMBOJIUHY.
Bukopucranus «Lascia ch'io pianga» [.®. Ienmens He nmiue
XapakTepu3ye OAHYy 3 TIepoiHb GuIbMy, a ¥ CTBOpIOE
IHTEpTEKCTyaJIbHl 3B S3KM 3 KIHOCTpIYKaMHU MOINEPEIHbOIO
nepiony (pezonancHux «®apinemni: kactpar» JK. Kopbio Ta
«Antuxpuct» JI. pon Tpiepa) uepe3 NpUCyTHIN y HUX CHUTbHUN
MOTHUB TPaBMH, BTPATHU Ta iX OIUIAKyBaHHS, IepEKUBAaHHS.

[le onuH 3aci0 BIMOKPEMIICHHS IUTATH — TTOBITOMJICHHS
ciyxaueBi/risaueBi ii Ha3BU. Take MapKyBaHHS CBITYUTH IPO
Oa’kaHHS ~ pexucepa  BIOAKPUTH  LUTaTy, LUM CaMuUM
HiAMTOBXHYTH pELUIIIEHTa A0 AKTUBHOIO CMHCIOTBOPYOTO
CHOpUMHATTSA, abo0 K, Yy BHUMNAIKy BIACYTHOCTI TaKOIo
MapKyBaHHs, 3aJUIIUTH LUTOBAaHUM Matepian y (oHOBOMY
PEXUMI.

MoxHa NpPUIYCTHTH, L0 BUOIp PEKUCEPOM MY3HUKH
0apoKO B SKOCTI MY3WYHHX IIMTAT 3yMOBJICHHUH EMOIIIHUM
BIUIMBOM, BJIACTUBUM 0apOKOBOMY MHCTELTBY 3 HOTr0 OMOPOIO
Ha aekTH. My31u4H1 BUpa)kaibH1 3acO00U /1715 BTUICHHS a)eKTiB,
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BTpadYarouu JIsi Cy4aCHOTO CIyXada YaCTHHY CBOIX 3MiCTOBHUX
Ta CUMBOJIYHHUX KOHOTAIIH, BUIBISIOTHCA TIEBUMU M HUHI.
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THE USE OF BAROQUE MUSIC IN LIVE ACTION
FILMS (BASED ON JACO van DORMAEL’S “LE TOUT
NOUVEAU TESTAMENT”)

Absrtact. The article examines the use of quotes from
classical music in movie soundtrack. This issue has been raised
by L. Alvim, O. But, D. Greig, S. Leontiev, Z. Lissa,
0. Ovsyannikova-Trell. The proposed study examines the use of
Baroque music in live action films using “Le Tout Nouveau
Testament” (“The Brand New Testament”) by Belgian director
Jaco Van Dormael as the example. The purpose of the article is
to determine the role of the musical fragments in the semantic
content of the film and the characterization of the characters. The
methodology is based on an analysis of the film's audiovisual
series, terms and concepts are taken from the works of Ukrainian
and foreign scholars. “Le Tout Nouveau Testament” takes a
differentiated approach to the use of pre-existing music. The
quotations reveal a combination of diegetic and non-diegetic
approach, are used to portray new apostles. In most cases, the
programmatic title of the musical fragment or the keywords of
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the text (in case of a vocal piece) resonate with the emotions of
the hero/heroine, with the circumstances in which he/she finds
himself/herself, or with a factor that supposed to change the
current status quo. Musical quotations from works by G. Allegri,
G.F. Handel, H. Purcell, J.F. Rameau, A. Scarlatti and are clearly
distinguished from A. Pierle's original soundtrack due to stylistic
contrast, demonstrating various functions: illustrative,
characterization, authorial commentary, and symbolic. The use
of G.F. Handel's “Lascia ch'io pianga” creates additional
intertextual connections with G. Corbiau's “Farinelli: The
Castrato” and L. von Trier's “Antichrist” through the motif of
trauma, loss, and their mourning and experience. Another way
to separate a quotation is to inform the title to the listener/viewer.
Such labeling indicates the director's desire to reveal the
quotation, thereby prompting the recipient to actively perceive
its meaning, or otherwise to leave the quoted material in the
background.

Key words: Film music, musical quotation, baroque,
“Le Tout Nouveau Testament” movie, diegetic and non-diegetic
music.
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INNOVATIONS IN CONTEMPORARY OPERA
THROUGH THE PRISM OF TEAM DECISIONS

Abstract. Contemporary opera represents one of the
most dynamic areas of modern art, combining diverse creative
fields and collaborative practices. This study aims to explore
innovations in contemporary opera through the lens of collective
team decisions, with particular attention to how priorities are
determined when departing from established operatic traditions.
The research is grounded in empirical analysis of data from
Music Theatre NOW (MT NOW), a global platform that
documents and evaluates innovative works in musical theatre.
To identify trends, we applied a specially developed Method for
Determining Primary Contribution. This method interprets the
composition of creative teams as formalized in MT NOW
applications, transforming such data into indicators of which
creative field — musical, theatrical, literary, choreographic, or
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conceptual — was prioritized in the process of innovation. Our
findings demonstrate that musical art remains the dominant field
of innovation in contemporary opera, accounting for over half of
all primary contributions. Theatrical art and ideas also play
significant roles, though with greater fluctuation across different
years. Literature and choreographic art, while less frequent,
nonetheless appear as meaningful contributors to innovation.
The study also highlights the phenomenon of “incognito
contributions”, interpreted as a form of collective authorship that
resists attribution to a single creative field. The results confirm
the multidimensional character of innovation in contemporary
opera and emphasize the importance of recognizing team-based
authorship. This research contributes to a deeper understanding
of how innovations emerge, compete, and interact within
collaborative creative processes, while also providing a
methodological foundation for further empirical studies.

Key words: contemporary opera; creative team;
innovative area; MT NOW; primary contribution.

Introduction. Contemporary opera garners significant
attention from everyone interested in the evolution of
contemporary art: from researchers, artists, and critics to
professors and students. Leaving aside the debate about when
the term itself emerged, let's look at the essence of the
phenomenon it describes. This is, of course, under the
assumption that a definition of contemporary opera must
highlight the unique characteristics that distinguish it from other
operas written during the same period, but which are, so to
speak, “non-contemporary” [10] — particularly those that fall
under the phenomenon of “contemporary classical music” or
“modern opera”, etc.

However, the topics and styles, staging and set design,
audience engagement, critique of operatic canons, and other
aspects that have been the subject of scholarly research for over
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half a century tend to blur, rather than clarify, the essence of
contemporary opera. What remains constant in these studies is
the understanding that contemporary opera is the materialized
result of an innovative quest in art. Yet, any work of art is always
a new, unique phenomenon. What's more, the future of classical
music as a whole is viewed through the prism of innovation,
including the mediating roles of technology and community
engagement [8].

On the other hand, if we consider that contemporary
opera embodies a different approach to creating modern art —
one that is not individual, but collaborative and team-based [11]
—then the issues listed above actually clarify rather than obscure
its meaning, at least through the multi-focus of its innovations.

At the same time, this multi-focus is not so much
confusing as it is a challenge to the established practice in music
of assigning authorship of an opera solely to the composer.
Therefore, it seems highly relevant to us to clarify the multi-
focus of innovations from a creative team by empirically
identifying trends in their prevalence and confirming them with
quantitative analysis.

Analysis of recent research and publications. Our
starting point for finding a relevant source on innovations in
contemporary opera was data on campaigns, platforms, and/or
initiatives that have been regularly studying the practice of team-
based contemporary opera creation and openly sharing the
results of this work online for at least the last ten years.

Among many globally known artistic initiatives and
companies — such as American Opera Projects, the NO
Convencional Festival, the Festival d'Aix-en-Provence, Opera
Philadelphia, and Opera Modo, etc. — we chose Music Theatre
NOW (MT NOW). It functions as a large global platform for
identifying and promoting innovations in musical theatre. The
Music Theatre NOW Award [7], which showcases winning
works from creative teams, is a significant public event for
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contemporary art. Furthermore, unlike traditional festivals that
are often geographically or institutionally localized, MT NOW
globally covers discoveries in musical theatre, providing them
with expert evaluation and curatorial oversight. It is also
important that our previous empirical study of the formal
characteristics of these creative teams statistically proved the
informativeness of their non-specific metrics [11].

The next step was to review studies dedicated to the
empirical analysis of innovations in opera. We consider this
review a prerequisite for a well-founded choice of a suitable
method for the quantitative analysis of innovations in
contemporary opera. Since innovation processes are dynamic,
we focused primarily on studies published over the past 3-5
years. In our opinion, this selection helps to obtain up-to-date
and relevant information on the evolution of musical theater.

First, we draw attention to the recent study,
“Contemporary Opera in Flux, which is the result of the “Opera
in Flux~ virtual conference held in the fall of 2020 [3]. The
book's origin in a conference indicates a thematic coherence in
the discussions surrounding the changing nature of
contemporary opera. Focused on productions from the late 20"
and early 21% centuries, the study aims to expand the boundaries
of research on contemporary opera, viewing it as a phenomenon
that challenges established operatic traditions.

“Contemporary Opera in Flux” employs a wide range of
research methods that vary depending on the content of each
chapter. In-depth thematic and structural analysis, case studies
of contemporary productions, analysis of interviews with
creative team members (directors, composers, and performers),
archival  research, interdisciplinary, and  contextual
interpretation all enable well-argued interpretations of
evolutionary shifts in opera. These shifts are explored through
indicators such as technological innovations and the social
parameters of a production.
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The absence of quantitative or experimental methods is
entirely justified given the chosen interdisciplinary approach to
analyzing contemporary opera and the format that presents a
wide variety of authors' viewpoints, including experts in
musicology, media studies, dramaturgy, philosophy, and music
theory. This is in no way diminishes the value of this book of
twelve essays as a significant contribution to the academic
discourse on contemporary opera.

As an example of using quantitative data to determine the
future of opera, we can refer to Sai Wei's study [9], which is
based on a secondary analysis of existing cases. Focused on the
experience of consuming opera, the author outlines its survival
through the impact of digital technologies. In the context of our
research interests, we note the author's use of a secondary data
analysis from 2010-2023, specifically on the educational and age
characteristics of the audience, the business models of opera
houses, and the role of streaming media for new consumers. She
uses this data to draw conclusions about the future challenges of
the opera industry in the data age. For instance, the visualization
of retrospective data (Fig. 1, 2) in the article illustrates trends that
were identified even before the COVID-19 pandemic.

Given the impact of the pandemic on the arts
(specifically live concerts [2; 4; 5], and future music industry-
related policy interventions [1]), we believe it would be more
interesting to clarify whether the described trends are still valid
today. Specifically, we question whether the link between
education level and the frequency of opera consumption,
identified in 2018, has been maintained in the post-COVID era.
We also question whether the age stability of the audience,
established in a study over fifteen years ago and characterized as
a “tired audience” (Khokhlova, Elena) [6], has been confirmed.
This factor is a significant driver of the opera industry's
development, according to research based on an analysis of
Operabase statistics. This method of collecting empirical data
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provides a foundation for the fruitful study of the international
circulation of opera productions, including identifying the most
performed composers and their works and comparing the most
popular opera titles in representative groups of theaters across
different seasons.

The identified gaps in the application of quantitative
methods to study the full diversity of innovations, particularly
those introduced by a creative team, are not unexpected. This is
because musicology traditionally relies more on qualitative
research methods, such as historical-descriptive analysis,
drawing on an interactive-analytical approach and an
interdisciplinary methodology (e.g., culture institution studies).

Given the lack of research focused on the quantitative
analysis of innovations, the relevance of studying their
localization within specific fields of creative activity is beyond
doubt.

Thus, the main research question of our study is: Which
creative fields are the object of innovation in contemporary
opera, and which of these fields is used most frequently?

To address our research question, we needed to:
a). define all innovative areas as collections of related creative
fields of activity implemented by the members of the creative
team, and then b). pinpoint the primary innovative area — the one
where these innovations are most common.

The purpose of the article: to present the results of the
study of innovations in CO using the method of determining the
primary contribution.

Results. Since the innovations included in the scope of
our study are not all existing innovations, but only those
introduced by the winners of the MT NOW competition and
documented on its website — that is, innovations whose
importance for the evolution of musical theater is expertly
validated — we will, for the purpose of this study, define
contemporary opera (hereinafter referred to as CO) as a work
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from a creative team selected for a MT NOW Award (hereinafter
referred to as MT NOW). Such a work is a priori a tangible
embodiment of recognized innovations in musical theater [11].

We assumed that within the framework of the CO, such
an area should be musical art. To confirm/reject the assumption
put forward using quantitative analysis, we developed a Method
for Determining Primary Contribution.

Conceptual provisions of the method.

1. The Method for Determining Primary Contribution
serves as a mechanism for marking innovations. We define this
marking as the process of transforming formal information about
a creative team — as provided by its members in the MT NOW
application — into a meaningful message about the innovations
they have introduced. This mechanism either reinforces the
content of the message or shifts its focus. For this study, the
documented description of the creative team's composition,
which is part of the information about the recorded event (the
premiere of a CO), is the subject of this transformation.

2. If a creative contribution is defined as the effort each
team member makes to create a contemporary opera, then a
primary contribution is the effort that the creative team itself
considers to be the most significant creative input in introducing
innovations.

3. The operationalization of the primary contribution is
based on the order in which a team member who made this
contribution is mentioned within the creative team. We
emphasize that this order is not coincidental. The sequence of
team members was chosen (a) by the team itself and (b)
deliberately, as they understand that the order reflects the
significance of each member's efforts to the innovations
introduced.

4. Innovations include both ideas and their practical
implementation. We deliberately avoid dividing new
developments into “innovations” and “novelties”, justifying this
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with their equifinality. We believe that the complete transition
from diverse starting points of innovation — which may differ in
development stage, required resources, implementation
complexity, etc. — to the same final product, a high-quality CO,
is a sufficient basis for observing the similarity of their impact.
We note that if we had access to the entire database of
applications, a comparison of the weight of innovations
introduced by creative teams versus innovations in CO would be
valuable for a more complete understanding of the evolution of
musical theatre.

5. The primary innovative area is defined by the largest
number of primary contributions in a specific creative field, that
is, by its size. Therefore, the largest area of innovation serves as
a quantitative confirmation of the priority area of innovation in
CO.

6. The main document used to record all primary
contributions is the Set of Primary Contributions. It was
specifically compiled to track a temporary set of these
contributions, each of which is recognized as the most
significant for a particular contemporary opera.

In the case where the first team member works in several
different creative fields of activity, the primary contribution is
considered to be the one indicated first. Thus, in the application
submitted by the team “History of the Present” (MT NOW 2023),
among the indicated “Writer and Co-Director”, from the team
“TRENOS” (MT NOW 2021) — “Stage and Music Direction”,
writer and stage direction were added to the set.

In other words, the set is a document compiled by us that
describes the totality of our research in chronological order (by
time of participation in MT NOW from 2008 to 2023). An
analysis of it 1is designed to identify, describe, and
explain/interpret facts that demonstrate the scope of innovation
in CO.
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In accordance with the specifics of the emphasis on the
significance of a certain creative fields of activity for the
introducing of innovations, the following types of primary
contribution were found

— Main contribution: The initial contribution among all
those noted.

- Absolute contribution: This is the sole contribution
specified.

— Incognito contribution: This is a contribution made
without defining the direction of creative activity.

The set of contributions is primarily formed by a
predominant majority of main contributions (N=75). There are
isolated absolute contributions and incognito contributions,
which, particularly during the first Award, were applied entirely.
Together, they don't reach the number of main contributions (44,
3, and 28, respectively). The shares of each type of contribution
are shown in the figure 2. Primary contributions: types and their
shares. Even though the share of incognito contributions
exceeds one-third of the entire set of primary contributions, it's
worth considering that they are, in a way, temporally localized —
primarily pertaining to the MT Now event in 2008. A quite
probable explanation might be that this was the first MT Now
where a rather noticeable tradition of composer's opera was
demonstrated. Therefore, creative teams didn't consider it
necessary to clarify, or more precisely, to duplicate what was
self-evident.
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A near-complete departure from this tradition already by
the subsequent 2012 Award (with the exception of “Josefine
sings, (Not) a recital after Franz Kafka” which constitutes less
than 6% of the total number of primary contributions), along
with the two most recent MT NOW in 2021 and 2023 having no
incognito contributions whatsoever, serve as valid confirmations
for this explanation.

However, the appearance of, albeit a small number of
incognito contributions on MT NOW 2015 (“Coup Fatal”,
“L.l.|Lingua Imperii — violenta la forza del morso che la
ammutoliva”, “Shifting Ground”, “Two Acts”, “Comfort Ye”,
“Ribald Flowersong”, ‘“Private View”, “Slumberland”) and MT
NOW 2018 (“MUSRAROPERA: sounding situations”,
“AQUASONIC: Between Music”) is an undeniable reason to
look for another explanation for its use [Fig. 2. Dynamics of
incognito contributions]. However, the appearance of even a
small number of incognito contributions on MT NOW 2015 and
MT NOW 2018 is an undeniable reason to look for another
explanation for its use. We believe that incognito contributions
should be considered a manifestation of collective authorship,
when team interaction not only exceeds individual efforts but
also fundamentally makes it impossible to single them out in the
finished creative product. It is also likely that the process of
introducing innovations is so improvisational that the change in
the direction of creative activity becomes not only unplanned but
also unpredictable, and therefore cannot be marked. Other
explanations also seem plausible, in particular, that incognito
contributions are a protest position, a criticism of the hierarchy
in opera art, or that they are related to legal aspects, such as
intellectual property rights, etc.
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The above interpretations require a separate study, which
cannot be carried out without the use of additional sources of
information. However, within the framework of this study, we
proceed from the fact that the information about its composition
officially reported by the creative team contains the necessary
and sufficient facts about the efforts made by each of its
members regarding the innovations introduced. Therefore, the
very lack of a specific direction of creative activity is an
argument for the views of creative teams on innovations in CO
as a self-sufficient and legitimate component of it, which does
not require additional explanations and/or description.

By thoroughly analyzing the main and absolute
contributions, we were able to group them based on their
equivalence, which refers to the similarity of their creative
fields.

It should be noted that, given the objectives of this part
of the study, we deliberately disregarded the differences in how
efforts were designated, whether by focusing on a creative team
member's professional qualifications, their specific duties, or the
field in which the effort was made. Thus, we artificially ignored
the distinctions between Composer and Composition, Direction
and Director, Text and Librettist, etc.
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Creative fields of activity Primary
contributions
Musical art Music
Composer
Composition
Theatrial art Staging
Stage Direction
Literature Writer
Text
Librettist
Choreographic art Choreographer
Idea Concept

Fig. 1. Equivalence of primary contributions. Source: compiled by
the authors (The Music Theatre NOW Award, 2008-2023).

As shown in Tab. 1, we identified five creative fields of
activity. Of these, four are directly related to the practice of
introducing innovations (musical, theatrial, choreographic arts,
and literature), while one is indirectly related. Thise one either
precede the practice (idea — as the generation of the main concept
or design of the innovations).The number of primary
contributions in each of the identified innovative areas is
visualized in the figure below. Innovative areas in contemporary
opera: absolute indicators of size. Musical art, representing a
54% share, is the most in-demand area for innovation. It is
followed by theatrical art and ideas, which are represented in
28% and 11% of the contributions. Choreographical art is the
least popular, at only 2%. While literature and management
appear three times more often, their 6% shares still show them
to be in low demand.
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A look at the dynamics of these innovation areas at each
MT NOW reveals a few key trends: ldeas remain the most
consistent area, as they are prioritized by a creative team at every
single one of the five MTs NOW. In contrast, the top priorities
— musical and theatrical arts — are the most unstable, with music
fluctuating from 8 to 2 and theater from 7 to 0. For instance,
while they were the clear leaders at MT NOW 2012 (with 7
contributions each) compared to the limited presence of
literature and ideas, this changed significantly by MT 2015. At
that point, theatrical art lost its quantitative advantage (-5), and
musical art, increasing its number to 8 contributions (+1), gained
an even stronger lead.

The figure below illustrates these dynamics (Fig. 2).

10 -

8

6
4
24
— o o —
0 —n -—
2012 2015 2018 2021 2023
—— ldea 1 1 1 1 1
—&— |iterature 1 0 0 1 1
Musical art 7 8 4 2 4
Theatrial art 7 2 2 2 0
—— Choreographic art 0 0 1 0 0

Fig. 2. Dynamics of innovation areas: absolute size indicators.
Source: compiled by the authors (The Music Theatre NOW Award,
2008-2023).
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As we can see, the visualized size of the innovation
areas highlights the prevalence of innovations in musical art at
each MT NOW. The share of priority contributions in this
creative field ranges from a third at MT NOW 2021 (33.33%) to
almost three-quarters at MT NOW 2015 (72.73%). At other MTs
NOW, the priority of musical art stands at 45.75% in 2012, 50%
in 2018, and 66.67% at the most recent 2023.However, it is
worth noting that among the absolute contributions, two-thirds
belong to theatrical art (“Paradise Interrupted” at MT NOW
2015 and “War Sum Up” at MT NOW 2012), while only one-
third belongs to musical art (“EI GRAN TEATRO DE
OKLAHOMA” at MT NOW 2012). This can likely be explained
by the spread of so-called "director's opera,” which is a strong
factor in diminishing musical art as a leading creative field in the
innovative development of musical theater.
Conclusions. Innovations in contemporary opera appear as a
multidimensional phenomenon, which is characterized by a
complex combination of technologies, disciplinary knowledge,
organizational culture and social interaction. Their study
through the prism of the functional and role features of the
creative team that introduced them and then presented them for
expert evaluation allows us to outline trends in the evolution of
musical theater, at least in the MT NOW environment. The
absence of requirements from its organizers for a unified format
of the creative team ensures maximum expression by its
members of their vision of the methods and formats of
prioritizing the innovations they have introduced. At present, it
can be stated that musical art is a primary innovative area in
contemporary opera; the significance of theatrical art is
recognized 2.5 times less often than it, but twice as often as the
idea; but the one-time significance of choreographic art forms a
background against which the significance of literature and idea
no longer seems to be completely unnecessary for the
introduction of innovations in musical theater. Without a
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convincing answer, questions remain about the creative team's
decision not to link the introduced innovations with a conkretic
creative field of activity. This decision cannot be ignored, since
the unexplained motives of its decision are a barrier to a full
understanding of the phenomenon of contemporary opera.

Probably, creative teams, through the innovations they
have introduced, demonstrate the progress of contemporary
opera to a borderline genre, but the problem is not in this
progress, but in comprehending innovations that currently
appear as an unlimited phenomenon. It is also possible that the
fundamental unlimitedness of innovations should be considered
as a phenomenon of team opera thinking. We also assume that
contemporary opera is capable of demonstrating musical, or
more broadly artistic, agonism —a competition of creative teams
in who will reach the edge in abandoning opera traditions.

The results of our study, based on the methodology for
determining priority contributions, may be important for
creative teams working on innovative projects. Understanding
the diversity of innovations and the consequences of their team
implementation, they can more effectively create new products,
services, and formats that meet the challenges of modernity. The
presented study, dedicated to outlining the areas of innovation in
contemporary opera through primary contributions, provided
only the first results of the application of the innovation labeling
mechanism we developed as a possibility of quantitatively
reflecting their diversity, strength, and consequences.

Further research into the phenomenon of contemporary
opera suggests that other innovation markering methods we have
developed will be presented. This will help develop our idea for
an innovation markering mechanism, verify it through academic
peer review, dialogue between experts, etc.
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THHOBAIIII B CYYACHIM OMEPI KPI3b ITIPU3MY
KOMAH/IHUX PIIIIEHb

AHotanisg. CyuacHa omepa € OAHI€IO 3 HaNOLIbII
JTUHAMIYHUX Cc(ep CydacHOTO MHCTEITBA, IO TMOEAHYE Pi3HI
TBOpYI HAPSIMU Ta KOJIEKTUBHI IPAKTUKU. METOI0 OCHIIKEHHS
€ BHBYCHHS IHHOBalli Yy CydYacHiI omepi Kpi3b HIpU3MY
KOJIEKTUBHHUX PillIeHb TBOPUUX KOMAH]I 13 0COOIMBUM aKIIEHTOM
Ha BU3HAUYEHHI MPIOPUTETIB y BIAXO/1 BiJl YCTAJE€HUX OMEPHUX
Tpaauiiii. EMnipudny ocHOBYy cTtaHoBiATh AaHi «Music Theatre
NOW» (MT NOW) - mmobainbHoi 1ar¢opMu, M0 JOKYMEHTYE
Ta OIHIOE IHHOBAIiMHI TBOpH My3uyHoro Ttearpy. Jlus

BHUSIBJICHHS  TEHJCHIIM OyJO0  3aCTOCOBAaHO  CHEIIabHO
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po3poliieHa MeTo KA BU3HAYCHHSI IIPOBITHOTO BHECKY. 3a 1€l
METOAMKHU PEe3YyJIbTaTh aHaiily CKJIagiB TBOPYMX KOMaH],
3aikcoBanux y 3asBkax Ha MT NOW, TpanchopmoBaHO y
MOKa3HUKHU TOTO, SIKHH came TBOPYHMM HampsiM — MY3HYHUH,
TeaTpajJbHUM, JiTepaTypHHA, xopeorpadpiyHuit qu
KOHIICTITyallbHUH — € TPIOPUTETHUM Yy 3allpOBaJKCHHI
iHHOBarii. Pe3ynpraTti 3acBimumig, 1Mo JOMIHYIOUOK CHEporo
IHHOBAIlli y CydYacHiIi omepi € My3UYHE MHCTELTBO, SKE
CTaHOBUTbH IOHAJ IMOJOBHUHY MpPOBIAHUX BHECKIB. TearpanbHe
MUCTEINTBO, SIK 1 17161 Cy4acHOT OIlepH, BiIIrparoyu 3HaUYHy POJib,
BUSIBIISIIOTH OUTBINNI KOJMMBAHHS 3a pOKaMH; JiTeparypa Ta
xopeorpadgiyHe MHUCTEITBO PiJAIIEe IMOCTAIOTh IMPIOPUTETHOIO
cheporo iHHOBamiil. JlociikeHHs BHOKpeMIIoe (eHomeH
«IHKOTHITO-BHECKIB», $IKI MO)XXHa TpakTyBaTu SK Qopmy
KOJICKTUBHOTO aBTOPCTBA, 1110 YHUKAE MPUIHCYBAHHS IHHOBAIIIH
neBHOMY HampsMmy. OTpumaHi pe3yabTaTd MiITBEPIKYIOTh
0araToBUMIpHHMI XapakTep IHHOBalliii y cydacHii omepi Ta
MiJKPECTIOIOTh BAXKIIMBICTh BU3HAHHS KOMaHHOTO aBTOPCTBA.
JocnimkeHHs: poOOUTh BHECOK Y PO3YMIHHS TOTO, SIK 1HHOBaIlii
BHUHUKAIOTh, B3a€EMOJIIIOTh Ta 3MaratoThCsl y Mpolecax CIiIbHOI
TBOPYOCTI, @ TAKOXK CTBOPIOE METONOJIOTIYHE MIAIPYHTS IS
MOJANBIINX EMITIPUIHHUX CTYIIH.

KirouoBi ciioBa: cydacHa ormepa, KpeaTiBHa KOMaH[a,
iHHOBaiitHa cdepa, MT NOW, npoBigHHI BHECOK.
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ICTOPUYHI TA CYYACHI JETEPMIHAHTH
CAKCO®OHHOI OCBITH YKPAIHHA
NPYTOI MOJIOBUHH XX - TIOYATKY XXI CT.

AHoTamigs. Y craTTi Ha OCHOBI OIpallOBaHHSA
PI3HOIUTAHOBUX JpKepen (AucepTaiiii, MoHOrpadiid, cratei Ta
€JIEKTPOHHUX PpECypciB) PO3KPUTO HUIAXM (OPMYBaHHS Ta
po3BUTKY cakcodoHHOi ocBiTH Ykpainu II mon. XX — mou.
XXI cr. Bucsitieno nepeaymMoBH (GopMyBaHHS YKpPaiHCHKOI
IIKOJIM TpU Ha cakco(oHl, 110 3apojpKyBaiacs B KOHTEKCTI
3arajlbHOE€BPOMNEHCHKOI My3MYHOT Tpajulii Ta Ha OCHOBI
MMMOWHHUX HAI[lOHAIBHUX OCBITHBO-KYJIBTYPHUX MPOIIECIB.
IcTopuuHi BUTOKM cakcO(OHHOI OCBITH PO3IIISIHYTO dYepes
MPU3MY JISTTIBHOCTI MYy3WYHHUX LIE€XIiB 1 OpaTCTB, SIKI BIPOIOBXK
XV-XVII cT. 3aknanu migrpyHTs iHCTPYMEHTaJIbHOI (paxoBoi
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HOiATOTOBKM,  CIOPHSUIM  PO3BUTKY  HOTHOTO  IHChMA,
aHCcaMOJIEeBOrO W OPKECTPOBOr0 My3UKyBaHHs Ta (hOpPMYyBaHHs
npodeciifHOT MUCTEIBKOI OCBITH. Y CTaTTI TAKOX OKPECICHO
BIUIUB POTOBUX OPKECTPIB 1 aMaTOpChKUX CHUM(OHIYHUX
OPKECTpiB, IiSUIBHICTh MY3WYHHUX TOBAPHCTB Ta BIJKPHUTTS
KOHCEpBATOPii 3a EBPONEUCHKUM 3pa3KoM yIpoaoBK XIX-mou.
XX CT., SIKI MATOTYBaJIN OCHOBY JJIsl YTBEPUKECHHS cakco(oHa
SK aKaJeMIYHOTO IHCTpyMEHTa B YKpPalHCBKIH My3W4HIN
KyabpTypi. [ligkpecineHo, mo uepe3 1l€0JIOTiUHI TPUYUHH B
paasHCbKy 100y cakcooH 3aluInaBcs  MapriHaJbHUM
IHCTPYMEHTOM, a B POKH 3H00yTTS YKpaiHOI HE3aJeKHOCTI
YTBEPKYETHCS B aKaIeMIYH1l My3UYHIH OCBITi Ta BAKOHABCTBI.
Y pocmimkeHHi  cpOKycOBaHO yBary Ha  IIPOBIIHHUX
pErioHaJIbHUX OCepeKax CaKCO(POHHOI OCBITH, 30CEPEKEHUX
y HMAY im. I L. YaiikoBcekoro, OHMA  imeni
A. B. Hexxnanosoi, JIHMA imeni M. B. JIucenka, XHYM imeHi
L. TI. KotispeBebkoro, KMAM im. P. M. Tniepa, JIHinpoBchKiit
akazemii My3uku Ta iH. [IpoananizoBaHo cTpykTypy Kademp,
eIarorivyui IIKOJIN Ta IHIUBI Ny aTbHUN BHECOK
BUKJIa/IaviB-TIPaKkTHKiB, 30kpema lO. Bacunesuua, 1. I'pysina,
M. Kpymnes, B. HocoBa, B. Uypukosa B. Ilaiitua Ta iH. Takox
OKPECJIEHO CyYacH1 BUKJIMKH MY3MYHOI OCBITH Ta CaKCO(POHHOT
30KpeMa, SK 3MIHM BUKJIAJaHHS y paMKkax bBoloHChKOTO
npoiiecy, Hu(poBi3aLlio HaBYAIBHOIO MPOLIECY, BUKOPUCTAHHS
1H(pOpMaLIHHO-KOMYHIKAaLIMHUX TEXHOJOTH, IUCTaHIIIHOrO
HaBYaHHS Ta 1H. 3p00JIeHO BUCHOBKH, III0 CakCO()OHHA OCBiTa B
VYkpaiHi nepeOyBae B JAMHAMIYHOMY IIpOILIECI PO3BUTKY Ta
Tpancdopmaii. I mocTyn cnupaerhes Ha 3100yTKH MUHYIIOTO,
30KpeMa TEeAaroriyHvil JOCBiA TPOBIMHUX BHKJIAAadiB 1
KOMIIO3UTOPIB, BOJHOYAC OpIEHTYETbCA Ha  1HHOBAII],
MDKKYJIBTYPHMM Jl1aJor 1 CBITOBI CTaHAapTH mpodeciiiHoi
MiITOTOBKU MY3HKaHTIB.

KurouoBi cioBa: cakcodoH, akagemiuyHa cakco(oHHA
OCBiTa, METOJWYHI 3acajd TPH Ha CaKCO(OHI, pPErioHaJbHI
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ocepenku, IUQPOBI3aIliss My3UYHOI OCBITH, BHUKOHABCHKE
MUCTEITBO, My3HYHi 3aKJIa i Y KpaiHH.

Beryn. CydyacHuii  eram pO3BUTKY  MY3WYHOTO
MHUCTELTBA XapaKTEePU3YETbCA AMHAMIYHUMHU  IPOLECAMU
OHOBJICHHS BHMKOHABCBKMX 1 I€AAroriyHuX IHPaKTUK, LIO0
0c00JIMBO MOMITHO y cdepi MiAroToBKM (axiBLiB 31 I'pu Ha
IyXOBUX 1HCTpyMeHTaX. Cakco(oH, SIKHI IPOTATOM TPUBAJIOTO
yacy CHOpHiiMaBcs SK MapriHAIbHUH B aKaJAeMIYHOMY
cepenosuii, y Il mon. XX — Ha nou. XXI cT. mociB Barome Miclie
B cucTeMi mpodeciiHOoi  My3WYHOI  OCBITH, aKTHBHO
IHTETpYBaBIIUCh Yy penepryapHy IOJITUKY MHUCTELBKHX
3aKJIa/IiB T4 KOHLEPTHY JiSUTbHICTb.

CakcopoHHe MHCTEUTBO YKpaiHU € HEBiJ €MHOIO
CKJIQJIOBOIO 3araJIbHOEBPONCHCHKUX 1 CBITOBHX TCHJCHIIIN
YIOCKOHQJIEHHS! BHUKOHABCbKUX Ta MEJaroriyHUX IpPaKTHK.
CakcodoH, 10 crHepiry BUKOPHUCTOBYBABCS y BIHCHKOBHX 1
nyxoBux opkectpax, 3 II moix. XX cT., HaOyB 3HAYHOTO
MOIIMPEHHS B YKPATHCHKIN akaJeMI4H1i My3HIll Ta MUCTELbKIH
ocBiti. IloctynoBe QopmyBanHs mnpodeciiiHoi cakco(oHHOT
mKoin B YKpaiHi BigOyBajocs Ha TMEpPEeTHHl TpaauIlii
KJIAaCUYHOTO  aKaJieMi3My, BIUIMBY  3aXiJHOEBPOIEHCHKUX
MeIaroriYHUX KOHIEMIIIH Ta aKTHBHOTO 3UTy4eHHSI /10 JPKa30BO1
i ecTpaHOI MPaKTUKU. AKTYaJIbHICTb JOCIIIPKEHHS 3yMOBIIEHA
OTpeOOI0 OCMUCIEHHS ICTOPUYHUX Ta CyYaCHUX YMHHHUKIB, 1110
JIeTepMiHyBaJIi CTAHOBJIEHHS Ta PO3BUTOK CaKCO(POHHOI OCBITH
caMe B YKpPaiHCBKOMY KYJIBTYpHO-OCBITHBOMY CEpPEIOBHIII.
BaxmBuM acmekToM € 3ACyBaHHS pOJi  YKpaiHCHKUX
BHKOHABIIIB 1 MEJAroriB, K1 3aKJIald MiABaIuHU TpodeciitHol
MiATOTOBKU CaKCO(OHICTIB Y Pi3HUX JIAHKAX MY3HYHOI OCBITH —
aKaJeMisax, CIeliali30BaHuX KOJIeIKaxX, IIKOJIax.

AHami3 OCTaHHIX JocaigkeHb 1  myOJikamii.
Merononoriuny ~ OCHOBY  CTaTTi  CKJIaJd  PI3HOMAaHITHI
MY3MKO3HaBUl JioKepena, 0 BioOpakaroTh ICTOPHYHY
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€BOJIIOIII0, CyYaCHMH CTaH 1 TEPCHEKTHUBH PO3BHUTKY
cakcooHHOI OCBITH B VYKpaiHi. IcTopuuHi mEepeayMOBH
(dhopMyBaHHSI JTyXOBOTO MHUCTEITBA BHCBITIEHO Yy MOHOTpadii
B. bornanoBa, g€  po3KpuTO  TreHe3y  Li€i  ramysi
IHCTpYMEHTAJIbHOI KYJBTypH BiJ HaWIaBHIIKMX 4YaciB g0
novarky XX ctomitrs [1].

CydacHi BUKIMKH Ta TpaHcdopmMalii OCBITHBOTO
MpoCTOpy JAOCHiKYyOThcs y crarTsax O. JDkypu, B sKid
MpoaHai30BaHO  BIUIMB  bBOJIOHCBKOTO — Tporecy  Ha
pedopMyBaHHs BUIOI OCBITH B YKpaiHi [2], Ta b. Kumakesuua,
C. Kumakesnya 1 [I'.Creup, mnpucBsiueHiii wuudposizarii
My3W4HOi  OCBITH [6]. Y  KOHTEKCTI  BIPOBAKCHHS
iHpOpMaNiiHO-KOMYHIKALIHHIX TEXHOJOTIH Y My3HUHY OCBITY
iHHAM € Takox fociimpkeHHs K. ta C. umbanis [12], B skii
aBTOpPH aKLEHTYIOTh yBary Ha HOBHX MoJelsix (axoBoi
MirOTOBKY BUKOHABI[IB-IHCTPYMEHTAICTIB.

Oco0nuBoi yBaru 3acIIyroBye JicepTaris
JI. Makcumenko [7], sika € ojaHi€r0 3 HebaraTboX poOIT B
YKpaiHCbKOMY MY3HKO3HABCTBI, /i€ CHCTEMHO W TPYHTOBHO
MIPOAHATI30BaHO CaKCOOHHE MHCTELTBO 3 YypaXyBaHHSAM
perioHaNbHUX TPAAMIIA, BUKOHABCHKUX IIKLI Ta BHUCBITIEHO
TiSUTBHICTh TIPOBITHUX MEAroriB Pi3HUX MUCTEIBKHUX 3aKJIa/liB
ocBiTM VYkpaiHu. Takoxx cmify BIJ3HAYUTH JUCEPTALIO
M. IlepuoBa [8] Ta monorpadito B. [Tocsamtoka [9], siki, okpiM
JOCTIKEeHHsT (prielToBOI Ta TpyOHOI WKL YKpaiHH, MICTSATbH
KOHIIETITYaJIbHI Mapajelii eBOJIOLIT MUCTELTBA ITPH HA JyXOBUX
IHCTpyMEHTaX B YKpaiHChKINA MY3U4HIN KyJIbTYpI, LIIO JO3BOJISE
eKCTPAIoIIOBaTH HHU3KY 3aKOHOMIPHOCTEH 1 Ha PO3BHTOK
cakco(OHHOT OCBITH.

AxTyanpHy iH(pOpMAIiIO PO CyYaCHUN KaJpOBUH CKIIa
Kadeap Ta OCBITHI MPOTpPaMH, B MEXKaxX SKHX PEalli30BYETHCS
HaBYaHHS CaKCO(OHICTIB, OyJ0 OTpUMaHO 3 O(iLifHUX CalTIB
MPOBITHUX MHUCTEIBKUX 3aKJaiB oCcBiTH YKpainu [3; 4; 5; 10;
11; 13]. Bigrak, BUKOpHCTaHHS KOMIUIEKCHOT JKEpeIbHOI 0azu
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— BiJ (yHIAMEHTAIBHUX MY3MKO3HABUMX Tpallb 0 CYy4aCHUX
€IeKTPOHHUX  pecypciB —  3abe3medyye  rmboke  Ta
OaraToBUMipHE  JOCIDKEHHS ICTOPHYHUX 1 CydacHHX
JETEPMIHAHT cakcO(OHHOT OCBITH B YKpaiHi.

3 ornsay Ha (parMeHTapHICTh MOTEPEAHIX JOCTIIKEHb,
HAayKOBa HOBHM3HA IMPOIMOHOBAHOI  CTATTI  HOJSArae y
cUCTeMaTu3amii  3HAa4HOro  (DaKTOJOTIYHOTO  MaTepiany,
CTOCOBHOTO  (pOpMyBaHHS Ta BH3HAYEHHS  AaKTyaJbHHUX
TEHJIEHII1 PpO3BUTKY cakcooHHOi ocBiTM B Ykpaini, ii
iHTerpaiii B €BpPONEIChKY, Ta IIUPIIE — CBITOBY MY3HYHY
KYJBTYpY.

Mera crarri — 3IIMCHATA KOMIUIEKCHHUN aHali3
ICTOpUYHHX TIepeIyMOB 1 CydacHHX (aKTOpiB PO3BHUTKY
cakcooHHOI OCBITH B YKpaiHi, BHU3HAYUTH KIIFOYOBI
JOCSITHEHHS, MpPOOJIeMH Ta TEPCHEKTHBU 11 TOJAJBIIOTO
PO3BUTKY.

PesyabtaTu. Il mom. XX cT. 03HaMEHOBaHa CTPIMKHM
3pOCTaHHSAM 3alliKaBIEHHS CakCO(POHOM Yy €BpOIMEWCHKill Ta,
mypuie — CBITOBI My3u4HIM KynbTypi. Cepen KIIIOUOBUX
JETepMIHaHT IIbOIO NPOLECYy MOXKHA BHOKPEMHUTH HHU3KY
B3a€MOIIOB’sI3aHUX (PaKTOPiB: POPMYBaHHS BUKOHABCHKUX KL
Irpy Ha cakco(oHi, IO 3aKiajdd MiABAIMHH CHUCTEMHOTO
HaBYaHHSI Ha mpodeciiHOMYy pIBHI; AKTUBHE OHOBJICHHS
KOMIIO3UTOPCHKOTO MUCIJIEHHSI Ta IMOSIBY BEIMKOi KUIBKOCTI
PI3HOKAHPOBUX TBOPIB JJIi HA3BaHOIO IHCTPYMEHTa, IO
ICTOTHO PO3IIUPUIN HOTO COBHUIN Ta aHcaMOJIeBUI penepTyap.
BopHodac, BaXJIMBUM CTUMYJIOM PO3BUTKY CaKCO(QOHHOI
OCBITH cTaja AisUIbHICT, BU3HAYHMUX BHUKOHABIB 1 II€Iaroris,
SKI HE JUIIE yAOCKOHAIIOBAIM TEXHIKY TPH, a ¥ CIPHUSIU
NoMyJIIpU3allii IHCTpyMEHTa 3aBJIIKH OpraHi3alii Mi>KHapOIHUX
KOHKYpCiB, ¢ecTuBalliB Ta Maiicrep-kiaciB. Tak, mpakTuka
TakKUX  BUAATHUX  cakcodonictiB, sk 1O. Bacunesuy,
M. Mumpuk (Ykpaina), XK. [lecnoxe, JI. EBanc (AHnrmis);
K.-M. Jlongekc, XK.-/I. Mima, M. Mrons (@panisi), P. Hoga
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(Anonis), H. ITirrens, C. Pamep, /. Cinta (CIIA), JI. Tin Ta
iXHIX TOCTIJOBHHUKIB CyTTEBO BIUIMHYJa Ha CTaHIAPTH
BUKOHABCHKOI MIATOTOBKM Ta (OpMyBaHHA penepTyapHUX
IpOrpaM y MUCTEIBKUX 3aKJIaJaX OCBITH €BPOIU Ta AMEPHUKH.
HeBin’eMHOIO CKJIaJJOBOIO Ha3BaHOI Taiy3i 1HCTPYMEHTAIbHOI
KyJIBTYpU € YKpaiHChbKe cakcO()OHHE MHCTENTBO, IO aKTHBHO

PO3BUBAETHCS y KOHTEKCTI 3araTbHOEBPOIICHCHKHIX
aKageMIqHUX TpaguIlii 1 30arauye MDKHApOTHHUMA
BUKOHABCHKUI pOCTip OpUTIHATBHUMHU TBOPYUMU

3100yTKaMu. Tak, 3aBOSKH BHCOKOMPO(ECIHHIA TiSIbHOCTI
YKpaiHCBKUX TMEAaroriB-cakcooHiCTiB 1 (PaxoBUX OCBITHIX
ocepeKiB, HallloHaJIbHA BUKOHABCHbKA IIKOJA CTajla BarOMUM
YYaCHHKOM CBITOBHX IIPOLECIB akajemizamii cakco(pOHHOTO
MUCTEITBA.

CraHOBNIeHHS CaKCO(POHHOTO BHUKOHABCTBA B YKpaiHi
CTaJI0 MOXJIMBUM 3aBJSKH TPUBAJIOMY 1CTOPUYHOMY PO3BHUTKY
HAI[IOHAIBHOTO JyXOBOTO MHCTEITBA, IO CTBOPWIJIO MiIlHE
MIATPYHTS JUIA 1HTErpallii Ha3BaHOTO 1HCTPYMEHTa B CHUCTEMY
npodeciitHol My3UYHOT OCBITH Ta KOHIIEPTHOT TPAKTUKH.

MmucrenTBO TpHM  Ha JIyXOBHX IHCTPyMEHTax B
YKpaTHChKIH My3WYHIM KyJabTypi (OpMYyBaloCh YIPOJIOBXK
KITBKOX CTOJITh IiI BIUIMBOM COLIaJIbHO-€KOHOMIYHHX,
KyJAbTYPHUX 1 TMOJITUYHUX UWHHUKIB. [CTOpHYHI BUTOKH
npodeciifHol MiATOTOBKM MY3MKaHTIB-IYXOBHKIB B YKpaiHi
MOB’s13aH1 13 (PYHKI[IOHYBaHHSM «II€XiB» ab0 «OpaTcTB», SIKi
OXOTLTIOBAJU Pi3H1 BUIU MUCTEIHKOT AiSLTBHOCTI, SIK OpraHi3allis
MY3UYHOTO CYNPOBOAY pENITifHUX Ta CBITCBKHX CBSIT,
SApMapKiB, PeIyTiB, MICBKUX YPOUUCTOCTEH 1 mapajiB TOMIO, i
¢GbyHKIIOHYBanM y OaraTbox Mictax. 3okpema, Bxke y XVI-
XVIII cr. my3uuHi nexu Oynu 3acHoBaHi Ha [IpaBoOepexHii
Vkpaini: 1578 p. y Kam’suui-Iloginecekomy, 1580 p. — y
JIbBoBI, 1614 p. —y Crenani Ha Bonuni, 1663 p. —y Poraruni,
1677 p. y Kuesi; 3romom momiOHiI opranizailii 3 SBWIHCS Ha
JliBoGepesxoki: y 3agHinpos’i (1652 p.), [Ipunykax (1686 p.),
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[Tepesicnasi (1692 p.), Crapomay6i (1705 p.), barypuni (1726 p.),
Hixwuni (1729 p.), Yepnirosi (1734 p.), 3onoronomi (1767 p.),
Jlitkax Ha YepHnirisuui (1770 p.), a Takox y XapKoBi i iHIINX
Mmictax XapkiBumHu (3 1780 p.). Y Mexkax nexy icHyBaia
ciUcTeMa OIUIaYyBaHOTO HaBYaHHA TIpU HA  JIyXOBHX
IHCTpyMEHTaX, sIKa 3aBepllyBajacsi MPHUCBOEHHSIM CTaTyCy
MaiicTpa 3 mpaBoM OQIIIHOTO BHCTYNy B Mexax micrta [,
cc. 39-40].

Voponosx XVII-XVIIl ct,y Maetkax ykpaiHCBKOI
MICBhKOI Ta BiMChbKOBOi 3HaTi sk Ha IIpaBoOepexki, Tak 1 Ha
JliBoGepesxxi HaOym HOUTHPEHHS pi3HOMaHITHI
IHCTpYMEHTaJIbHI aHcaMOu1i Ta opkecTpu. Cepen HUX 0coOJIMBe
Miclle 3aiiMaJii POTOBiI OpKecTpH, CHOPMOBaHI 3 HAWOLIBII
o0/lapoBaHUX KpIMaKiB, sSKi MPAMIOBAIN I KEPiBHUIITBOM
3alpoIIeHUX 1HO3EeMHUX My3HKaHTiB. lle, 30kpema, Kamenn
rerbMaHiB b. XmenbHauIbKOTO, . Bproxosenpkoro, I. Ma3zenu, a
Tako)k  Oaratmx poauH  Po3ymoBchkux, bBpaHunbkux,
JlaBUIOBUX, IIencpkux-IloToLBKUX, I'. IToThbOMKiHa,
I1. Pym’ssHuieBa-3a1yHaiicbKOrO, II. lNanarana,
I'. TapHOBCBKOTO Ta iHIIUX [8, c. 67].

[Tpodeciiine BUKOHABCTBO Ha JyXOBUX IHCTPYMEHTaX
1oYyaJlo aKTUBHO po3BUBaTuCA B YkpaiHi 3 cep. XIX cT.
Bupimaneny ponb y LbOMy Mpolieci Biairpajia IisUIbHICTb
My3WYHHX TOBAapUCTB Ta BIOKPUTTS KOHCEpBATOpPi 3a
€BpOTEeHChKUM 3pa3koM. Tak, y 1863 p. Oyno 3acHOBaHO
KuiBceke BinminenHs PMT — ronoBHHI LIEHTp My3UYHOTO
KUTTSI CTOJMI, MPU SKOMY OYJO BIIKPUTO MY3UYHY IIKOJY
(1868 p.), 3romoM peopraHi3oBaHO B My3WYHE YUWIIHILE
(1883 p.). Came yumnuiia 3aKjaidd MIATPYHTS BHUXOBAHHS
npodeciiHUX MY3HKaHTIB 10 BIAKPUTTS MUCTEILKUX 3aKJIa/iB
BUILIOT OCBITH.

Tak, BumyckHUKH KHIBCHBKOTO MYy3WYHOTO YYHIUIIA
CKJTaJJM  OCHOBY  MpO(eCOpPChKO-BUKIANAIBKOTO  CKIIATY
KuiBcbkoi KOHCepBaTOpii, 110 po3noyana AisulbHICTh y 1913 p.
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I3 k7aciB yXOBHX IHCTPYMEHTIB, BIAKPUTUX y XapKiBCbKOMY
MY3HUYHOMY YYHJIUII yrnpoaoBx 1886-1887 pp., Buitnum Taxi
3HaHI BHMKOHaBI, sK-0T rodoictu S. Kyknec i M. IBaHOB,
¢dneituct b. KpuueBchkuii, TpyOau I1. Ps3aniueB, BanTopHicT
I'. Bi0O1EepKOBCHKHUIA.

Y 1913p. Oyno Takox  Biakputo  OnechKy
KOHCEpBaTOPilo, B sKii Ha Kadeapi TyXOBHX iHCTPYMEHTIB Ha
Tol wac cramu npamoBanu  JI. B. PoroBuit  (dueiita),
B. IlTampaes (ro6oii), I1. @ignep (kmapuer), I'. [ayep (daror),
B. B. Pixtep  (Bamrtopna), JI. fIl. MoruneBcbkuii  (Tpy0Oa),
I'. M. Jlaeno (tpomboH), a B 1917p. — XapkiBCbKy
KOHcepBaTopito  (HMHI —  XapKiBCbKMH  HaIllOHAJIbHUI
yHiBepcutet muctenTs imeHi L. I1. Kotnspescokoro).

Yopomosxk XIX cr. 'y JIpBOBI  BimOyBayiacs
KpHUCTaTi3alisi JyXOBOTO BHKOHABCTBA Ta MPOIEC MOCTYIIOBOI
npodecionamsanii  My3u4Hoi  ocBiTH. [lpomy crpusia
JiSUTBHICTh KOHIIEPTHUX YCTaHOB, 30KpeMa My3udHOi akaaemii
1O. Enbcuepa, my3uunoro toBapucta cB. Leuunnii (1826 p.),
sake ouomoBaB @.- K. Momapr, a Tako)X aMaTOpChKHX
CUM(OHIYHUX OpKecTpiB. BaxiuBy ponb y IboMy mpoleci
BiZirpasio 3acHyBaHHS [ amMIIBKOTO My3WYHOTO TOBAapHCTBA
(1838 p.), Ha 6a3i sikoro crmepury (YyHKIIOHYBajda My3WYHA
mkona, a y 1854 p.i Oyio BIAKPUTO TEpITy KOHCEPBATOPIIO B
perioni. Taka KyJabTypHO-OCBITHS iH(PpPAacCTpyKTypa CTBOpHIIA
MIAIPYHTS 7S TOHAJIBLIOTO PO3BUTKY PI3HUX HAampsMIB
aKaJIeMIYHOTO 1HCTPYMEHTAJIBLHOI'O BUKOHABCTBA, 30KpeMa Ipu
Ha J[yXOBHX IHCTPYMEHTAX.

Ha mou. XX cr. Tpamguimii AyXOBOTO BHKOHABCTBA Yy
JIpBOBI OTpUMa M MOAATBIINN PO3BUTOK. BaxmBUM eTamom
cramo BiakpuTTs JIbBiBcbkOi ¢imapmonii (1902 p.) Ta
pO3MIUPEHHST Mepeki MpoQeciiHUX  OCBITHIX  3aKJIadiB:
Koncepsaropii imeni K. [llumanoBcbkoro i Bumioro my3uanoro
iHCTUTYTY iMeHl M. Jlucenka (1903 p.), HuHi — JIbBiBCHKOI
HaI[lOHAJLHOT My3U4HOi akanemii imeHi M. B. Jlucenka.
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Came BuIIle HAa3BaH1 OCBITHI 3aKJIaIU BiIrpaiu KJIFOUOBY
POJIb Y CTAaHOBJIEHHI YKPAiHChKOI 1yXOBOI LIKOJH, 00’ €IHABIIN
HaBKOJIO ce0e KOJI0 BHUAATHUX MY3UKAHTIB, MEIaroriB i
HaykoBIIiB. Tak, Ha kKadeapi nyxoBux iHCTpyMeHTIB KuiBchbKkoO1
KOHCEpBATOpii MpaIoBail 3HaHI MY3WKAHTHU U TMeJarord, ski
CTOSUIM OUIs BUTOKIB Cy4YacHOI YKpPaiHCBKOI IIKOJM I'pPU Ha
IyXOBUX 1HCTpyMeHTax, 30kpema A. ®. [Ipouenko (¢preiira) Ta
B. M. S6nmoncekmii  (TpyOa). Y  mepenBOEHHUN — Mepiof
BUKJIIQJIaHHS 3a0e3lmevyyBalid TakoXX Taki (¢axiBmi, SK
0. @. [TobpocepmoB (tpomOoH), . . KOpuenko (BanTopHa),
O. A. JlutBunoB (¢aror), JI. I. Xazin (knapuet) Ta iH. [9]. ¥V
1934 p. kmacu AyXOBUX IHCTpYMEHTIB Oyino o0O0’€HaHO Yy
Kadenpy, 1o J03BOJIMIO ONTHMI3yBaTH HABYAIBHHM MPOIIEC i
BIIOPAZKYBATH CHCTEMY HIiATOTOBKM BHUKOHaBLiB. Ilpote
MOJTJIBIIHMIA PO3BUTOK IIKOJHM TPH HA TYXOBUX 1HCTPYMEHTAX Y
Kueni 6yno npusynuaeHo y poku [[pyroi cBiToBoi Bilinu [9].

Y moBoeHHUWI Tepiox MisUTBHICTH Kadeapu TyXOBUX
IHCTpYMEHTIB Oyia BiIHOBJIEHA, IO A0 HOBUH IMOIITOBX JJIS
PO3BUTKY  pemepryapy, yIOCKOHAJIEHHS  BHKOHABCHKUX
METOAMYHMX 3aca]], a TAKOXK HAJIaroJKEHHs TBOPUMX KOHTAKTIB
13 3apyObKHUMH KojJeramu. BigzHaumMo, 1m0 3yCHIUIA
MPOBIIHUX OCEPEKIB My3UYHOI OCBITH CIPSMOBYBAJINCS TAKOXK
I Ha 1HTerparito cakcopoHa K MOBHOLIHHOTO 1HCTPYMEHTa B
YKpaiHChKY akajeMiuny Tpanuuito [7, cc. 79-80]. Tak, nepuruii
crieriagbHUN KJac cakcooHa cepen 3akKiajliB BHIOI OCBITH
VYkpainu Oyno Biakputo y 1979 p. B Opnecwkiit nepxaBHiN
KoHcepBaropii iM. A. HexxnaHoBoi, sikuii odonuB Muxaitino
Kpymeit; y 1985 p. — y XapkiBchbKiit KOHcepBaTopii (3aCHOBHUK
Biktop UYypuxos), y 1989 p. — y Kuesi (dpynmarop IOpiit
Bacuneuu).

[Ipote, y paasHCBKMI MepioJ PO3BUTOK I€T ramysi
IHCTpPYMEHTAJIbHOI KyJIBTYpH OYB CYTTEBO YCKJIaJHEHHH depe3
imeonoriuai  oomexkeHHs. KOHTakTH 3  amMepHKaHCHKOIO,
(GpaHIly3pKOI0 Ta HIMELBKOI IIKOJIaMU TPU Ha CaKCO(OHI
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OIATPUMYBAINCS ~ JUIIE€  (parMEHTapHO, OCKUIBKH  IIed
IHCTPYMEHT Yy PpaJsHCBKIA KyJbTYpHIH TONITHII HEPIAKO
cpuiiMaBcs K CHUMBON  «OypKya3HHX IIIHHOCTEH» 1
«KaIITATICTUYHOI KyJbTypu». Taka 1/1€0J10Tis 3HaYHOK MipOI0
CTpUMyBajJa  MOLIMPEHHS  CyYaCHMX  BHKOHABCBKUX 1
MEeJaroriyHuX  METOAMYHUX  3acall, XapakTepHUX IS
3apyOiXKHOT Tpaaullii cakcO)OHHOTO MUCTEIITBA.

Jlume micas posnagy CPCP ta 3700yTTs YKpainorw
HE3AJIIEKHOCT] y JTyXOBHOMY JKUTTI KpaiHU BiIOynHCS CyTTEBI
MMO3UTHUBHI 3pyeHHs. HoBi moTiTHYHI Ta KyIbTypHI 00CTaBHHHA
BIJIKPHJIM IIMPOKI MOKIIMBOCTI ISl HAJIArO/PKEHHS CIIBIpaIli 3
MPOBIIHUMHU  3aXiIHOEBPOMEHCHKUMU  MYy3UKaHTaMH i
3aKJIaJlaMd  MY3WUYHOI OCBITH, @ TaKOX Ui TOBHOLIHHOTO
MIPEJICTABJICHHS BIACHUX TBOPYMX, BUKOHABCHKUX 1 HAyKOBUX
JIOCSTHEHb y MDKHapogHoMy mpoctopi. Ha wnpomy T
aKTUBI3yBaBCs HAYKOBHIA, HABYAJIbHO-METOANYHUH,
BUKOHABCHKUI 1 MHCTEILKO-KOHIICPTHUH TMPOIEC, 30Kpema,
3aBASKM OaraTorpaHHId MiSUIBHOCTI 3aciIy’KEHOTO apTHCTa
VYkpainu, npopecopa HMAY im. II. I. YaiikoBcbkoro, cosicta
opkectpy HamionansHoi onepu Ykpainu imeni T. I'. [1leBuenka,
3aCHOBHHKA 1 XYJOXHBOTO KepiBHMKAa KWiBCBKOTO KBapreTy
cakco¢onictiB HamionaneHoi ¢inapmonii Ykpainu — IOpis
Bonogumuposuua Bacunesuya (Hap. 1951). Came BiH cTaB Ti€ro
KJIIOYOBOIO TBOPYOIO TMIOCTATTIO, 3aBASKH sIKiil cakcodoH
OTPHUMAaB MOTY>KHUH IMITYJIbC JUIsl TOMIMPEHHS SIK Y KOHIIEPTHIN
NpPaKTUL, TaK 1 B CUCTeMi Mpo¢eciiiHoi My3M4YHOi OCBITH
VkpaiHu, 10 CHOPHSUI0O PO3MIUPEHHIO Ta  OHOBJICHHIO
HAI[IOHAJIILHOTO penepTyapy /Uil Ha3BaHOTO IHCTPYMEHTA.

Tak, mounHatroun 3 1989 p. 1O. BacuneBnu posnouas
BUKJIQIAIbKy JISUTBHICTh SIK TeJaror Kjacy KiIapHeTa, a 3
1990 p. — cakcodona y HMAY imeni II. I. YaitkoBcbkoro Ta y
KuiBcpkili cepenmHiii  cmeriani3oBaHiii My3WYHIH KO-
iHTepHarti iM. M. B. JIucenka. 3a poku mpaiii BiH BUXOBaB [TOHA/]T
70 nmaypeaTiB MDKHAapOAHMX KOHKYPCIB, cepel  SKHX
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O.TaBpumok, C. ['mancekwmii, [ I'punwnmun, 1. JoBOum,
M. 3aikiH, 0. 3apeMchkuid, B. Ka3ukin, I. Kenra,
N. JTlro6uenko, M. Mumpuk, A. Mockanenko, M. Ilaciunsk,
J. Ilorannenko, 1. Cabar, C. CkypaToBchkuii, [. Xpamko,
€. lllernoga, O. SIpemenko Ta iH. [7, cc. 85-86].

3HauyHy YyBary MY3UKaHT MPUIUISE MOMyJsipyu3anii
Cy4yacHOi YKpaiHChKOi My3uKH, 30Kpema TBopiB lO. baGenka,
I'. TaBpunens, B.T'om3supkoro, B.I'ybapenka, FO. lmenka,
I. Kupuninoi, O. Ko3zapenka, JI. Ta K. Konony6is, B. Pynuaka,
I. Tapanenka, K. [lenkonenko, B. [llymelika Ta 6araTb0X iHIIHX
aBTopiB [7, c. 86].

Ycnimny peanizaiiro 1HUBIAYaTbHOTO Ta
EKCIIEPUMEHTAILHO-OPIEHTOBAHOTO MIXOAY 10 BUKOHABCHKOL
Ta MeNaroriyHoi MisJIbHOCTI IeMOHCTpYye mpodecop Muxaiiio
PomanoBud Mumpuk (aap. 1977 p.). Cepen ioro BUXOBaHIIIB —
nonan 40 naypeatiB MibXKHapOJHUX KOHKYpCiB, ak O. banamios,
T. Boronic,  IO. bpomens,  I. Bacsukin,  A. ['omomgHiOK,
O. I'yanma, JIx. JIxeminos, €. 3iHeHKo, b. KpaBuyk,
JI. Kymaip, B. Kymmnapro, O. Ma3zantok, Cynp [[3sHb,
P. ®yryiima, 1130 Uyans Ta i [7, cc. 89-90].

Baromuii BHECOK y pO3BUTOK CakCO()OHHOTO MUCTELTBA
YkpaiHu  3poOMIIM  TPEICTaBHUKKA  OJEChKOI  IIKOJIH,
IMAaHECHTHUMH O3HAKaMH SKOI € IO€JHAHHS aKaJeMIdHOrO Ta
JDKa30BOTO BHKOHABCTBA, 3B’SI3KHM 13 3aX1JHOEBPOINEHCHKHUMHU
TpaauuisiMi.  HallBaxJIMBIIIMM ~ OCEpPEIKOM  PO3BUTKY
aKaJIeMiqHOTO cakcO(h)OHHOTO BUKOHABCTBA HA3BAHOTO PETIOHY
Ta HaIlOHAJIbHOI MY3MUYHOI KyJIbTypu 3araioM, € Onecbka
HaI[lOHaJIbHA MY3W4YHa akajemis iMeHi A. B. HexxnanoBoi, sika
cTajla TIepUIMM 3aKjIaJloM BHILOI OCBITH B YKpaiHi, J€ BIepIle
OyJo BIIKpPHUTO Kiac cakcogoHa. [HIiaTopoM IOTrO Mpolecy
craB Muxaiino Kpymeit (ap. 1955 p.) — npoBiguwuii memaror i
BUKOHaBellb, sKkui y 1979 p. 3amoyarkyBaB CHCTEMHY
MITOTOBKY CaKCO(OHICTIB Ha BUIIIOMY aKaJeMIYHOMY piBHI. Sk
TAJTAHOBUTHUH 1 IUTIHUH Mearor, BiH BUXOBAB BEIUKY TUICSITY
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BHUCOKOTPO(ECIHHNX CaKCO(OHICTIB: cepell HOro Y4HiB —
YUCIEHHI JlaypeaTd Ta JUIUIOMAHTH BCEYKpPAlHChKHX 1
MDKHAPOJHUX BUKOHABCHKUX KOHKYPCIB, @ TAKOXK MPECTHKHUX
oka30BUX (hectuBatiB. Jlo HalBIAOMIIIUX MIPEJICTABHUKIB HOTO
mkonu Hanexars O. bacc, O. bonmapenko, €. Kamtoxuuid,
3. KapnioBa, O. HoBocenbcbkuid, T. Ilactymoxk, I. IIponan,
A. CrenanoBa, T.llImuramk Ta Oarato IHINNX, AKI T1IHO
pENpe3eHTyOTh YKpaiHCbKe CAaKCO(OHHE MUCTELTBO SK B
aKaJIeMIYHOMY, TaKk 1 B €CTpPaJHO-Ka30BOMY HampsMmax [7,
c. 166].

Oxpim M. Kpymnes, y kmaci cakcodoHa HEII0aBHO
1I0YaB MpalfoBaTH 3aBiyBay Kadeaporo OPKECTPOBUX AyXOBUX
ta yaapuux iHctpymentiB OHMA imeni A. B. Hexxmanosoi,
3aciayXEHUW Mdig4 MHUCTEeUTB YKpaiHu, npodecop 3iHOBIii
Bypkaupkuii (aap. 1962 p.) — BUKOHaBeUb 1 MeAaror, SKUA
IPOAOBXKYE TPAAMLIi 0EChKOT CaKCO()OHHOI LIKOIM, BOJHOYAC
BIIPOBA/DKYIOUM CYYacHI METOJMKH HaBYaHHS Ta aKTUBHO
3aly4aroyu CTYACHTIB IO KOHLIEPTHOI 1 KOHKYPCHOI JiSUTbHOCTI.
3aBAsIKM MOT0 ISTIBHOCTI OJIECHKUN OCEepelOK MEPETBOPUBCS Ha
wiar¢popMy sl TBOPUOTO MAIajory MK HAI[lOHAIbHUMH 1
3apyOikHUMU cakcodonicTamu. I3 2023 p. BuKiIamadem 1o
Kjlacy cakcooHa mparoe Takox BHUIyckHUK OHMA imeni
A. B. Hexnanosoi bornan Pycnanosuu boiiko.

SlckpaBOrO  NPEACTAaBHULEK  Cy4acHOI  OAECBKOIL
cakco@oHHoi mkonu € AHHa CrenaHoBa — BUKJIaJauka (Kiac
cakcopona y IliBneHHoykpaincbkomy  HarionansHOMy
[legaroriunomy yHiBepcureri imeni K. JI. YmmumHcbKoro,
BUKOHAaBHMIA (BOKaJiCTKa Ta  cakco(oHICTKa, CONiCTKa
MYHIIUNAIBHOTO TeaTpy AyxoBoi My3uku iMeHi Carika Ta
Opnecpkoi  ¢inmapmoHii) ¥ oprasizaropka  KyJbTYpHO-
MIPOCBITHULIBKUX MPOEKTIB, sIKA aKTUBHO CIIPHSIE OMYJIsIpU3aiiii
cakco()OoHa He JIMIIe y BMIIIH My3W4HIH OCBITi, a i cepen
IIMPOKOI TpoMajickkocTi [7, cc. 169-171].
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Yuponosx 1960-1970-x pp. y JIbBiBChKill nepikaBHii
KoHcepBaropii iM. M. JIucenka (HuHi — JIbBIBChbKa HalllOHATbHA
My3uuHa akagemis imeni M. B.Jlucenka) cakco¢on
MIPAKTUKYBaBCS SIK 10JIaTKOBUH 1HCTpyMeHT. [lonpu Te, mio neit
HaIpsM IIIe HE MaB CTaTyCy MOBHOIIHHOTO (axy, BXKe Ha IbOMY
erami 3aKjajajucsg METOAWYHI ¥ BHKOHABCBKI 3acamM, SKi
Mi3HIIIE CTald OCHOBOI Juis (OPMYBaHHS JIbBIBCHKOI
cakcOOHHOT IKONU. BaxiauBy poiab y IbOMYy Ipoleci
BiJirpasii BUKJIA/1aui TyXOBUX 1HCTPYMEHTIB, SIK-OT, My3UKaHT-
negaror, o0JapoBaHUN BUKOHABEIb-KJIAPHETUCT, TUPHUIEHT,
KOMIIO3UTOp, MeroaucT Bomogumup Mukonanosud Hocos
(1932-2005 pp.), sKuit goiaydaB cakcO(pOH 10 HABYAILHOTO
MPOIIECy, MOCTYIIOBO PO3IIMPIOIOYHN HOTO aKaIeMiuHe MoJIe.

BaxxnuBuM ~ eramoM  CTaHOBIEHHS  aKaJeMidyHOI
cakco(oHHOT OcBiTH y JIBBOBI Ta 3aXiJHOMY PETiOHI 3arajiom,
crano odimiiine Biakputts y JIbBIBCHKIA  JeprKaBHIN
koHcepBaropii iM. M. Jlucenka y 1994 p. cremiaipbHOTO Kiiacy
cakcopona. llg momis crasa BHU3HAYAIBHOIO HA IMUIAXY
yCTaleHHs1 1boro (axy B CHCTEMI BHIIOI MY3WYHOI OCBITH
3axinHol YkpaiHu i Hajano HOBUM iMHyJ‘IBC 710 PO3LUINPEHHA
y €Bponelchbkuil OCBITHIHM mpocTip. Lleit Kpok cTaB MOKJIMBUM
3aBASKM IHIIIATUBI Ta HamoJIeNIMBIA Tmpaii npodecopa
B. HocoBa, a TakoX 3a aKkTHBHOIO CIpHUSHHS 3aBijyBaua
Kadenpu IyXOBHX Ta YJIAapHUX IHCTPYMEHTIB, Ipodecopa
B’stuecnaBa bopucosuua Iaitria (1937-2019 pp.).

3rofoM KoOJEeKTUB Kadeapu ITyXOBHUX I1HCTPYMEHTIB
MOTIOBHUB ~ TAJIAHOBUTUH  BHMKOHaBEIb-CAaKCO(OHICT  Ta
kiaapHetuct Mupocias BacuiboBuy Map’simr (1936-2015 pp.).
3a 3ampomeHasM npocdecopa B. M. HocoBa y 1992 p. Bin
po3moYaB  BUKJANAHHS  KilapHeTa Ta  cakcooHa Yy
KoHcepBaTopii. TBopunii OpieHTUP My3UKaHTa — (paHIy3bKa
cakcodoHHa mkoia, 30kpema tpaauiii XK.-M. Jlonaekca. Bin €
aBTOPOM  YHMCIIEHHUX TEepeKiaaiB 1 TpaHCKpUIIIN Juis
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cakco(oHa, a TaKOK OPUTIHAILHUX TBOPIB Ta 00pobok. Cepen
HOro y4HiB — JlaypeaTH BCEYKpAlHChKHX Ta MiKHAPOIHUX

koHkypciB  JI.  Bbepexxna-Makcumenko, A.  Bpona,
0. bynunkeBuu, 3. Kosmak, O. Jlunma, C. Omnexa [7,
cc. 125-126].

Takoxk BaroMuil BHECOK Yy PO3BUTOK YTBEPJUKEHHS
cakco()oHa B aKaJeMiuHii BUKOHABCHKIA TpaauIii Ta OCBITI
3poOuB cTapmuii Bukiazad akajaemii Onekcanap ["aBpuiioBuu
bomnapuyk (1941-2019 pp.), skuii po3movaB meAaroriuyHy
nisuibHICTh Y 1994 p., a 3 2000 p. 06iiiMaB mocaay CTapIIoro
BUKJIa/Ia4a KJIacy KiapHeTa Ta cakcodona. [legaror miarorysas
26 nmaypeariB MiICbKUX, OOJAcHHMX, BCEYKpPaiHCBKHX Ta
MDKHApOAHUX KOHKYpciB. Cepex HOro HaWKpamux YYHIB —
O. Kyua, O. Caska, I. ITamrox, M. ITomko.

I3 2006 p. crenianizoBanuii kiac cakcopona y JIHMA
iM. M. Jlucenka BiB 3acimy>K€HUH Mdisi4 MHUCTEUTB YKpaiHH,
npodecop B. b. Laitta. Cepen #ioro crynentis — 5. Kypinenp,
Jlo Kynsp, /. Makcumenko, JI. Makcumenko Tta M. [lonko
I. Mockamok [7, c. 127].

I3 2014 p. naBuanHs B Kiaci cakcodoHa Kadenpu
OyXoBUX Ta ynapHux iHcTtpyMeHTiB JIHMA  imeHi
M. B. JIucenka Bene KaHAUAAT MUCTEUTBO3HABCTBA, CTAPLIUN
Bukiamad Jmurpo Makcumenko (Hap. 1988 p.) — maypear
MDKHApPOJHUX KOHKYPCIB, YYaCHUK MalCTep-KiaciB MPOBIIHUX
€BPOIEUCHKUX BUKOHABINB [7, ¢. 128].

Knac cakcodonHa B 3akiagax MHUCTENBKOI OCBITH
XapkoBa, Ha BIIMIHY BiJl IHIIMX JYXOBUX IHCTPYMEHTIB, II0YaB
(yHKIiOHYBaTH BiTHOCHO T1i3HO. FOro IepIIMy BUK/Ia1a4aMu
cakco(ona Oynu KinapHeTrctu Ta Quertuctu [7, ¢. 173].

Ha «xadenpi opkecTpoBUX MAyXOBHUX Ta yJIapHUX
iHcTpyMmeHTiB - X/[IM  im. L II. KotnspeBcbkoro (HuHI —
XapKiBCHKOT0 HAalliOHAJILHOTO YHIBEPCUTETY MHUCTELTB 1MEHI
L. TI. KotnsapeBcbkoro) kiac cakcodona Biakputo y 1985 p.
Moro He3MiHHMM KEpiBHMKOM € 3acCIyXKEHHil [isd MUCTENTB
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VYxpainu, nouent Bikrop BacunsoBuu Uypukos (Hap. 1948 p.)
— BUIYCKHUK XapKiBCBKOTO 1HCTUTYTY MHCTEUTB IO KJacy
KJIApHETa, KWW BUKIIAJAaB KJIapHET, cakco(oH Ta aHcamOIlb
JTyXOBUX I1HCTPYMEHTIB. My3HWKaHT € OIHHM 13 Hebaratbox
YKpaiHCBKUX CakCO(OHICTIB, KOTPUH YCHIIIHO TOEAHYE
aKaJIeMiuyHy Ta JPKa30BYy CTUJIICTUKY K Y BUKOHABCHKIM, TaK 1 B
MeIaroriuHii IisIbHOCTI, Ma€e pOHAOBI 3anKcu Ha pajio Kuesa.
BiH akTHBHO J10JTy4aeThCs MO MPOBEICHHS MalcTep-KiIaciB, a
TaKOXX € YICHOM XYpi KOHKYpPCIB aKaJeMi4HOl MYy3UKH Ta
mkazoBux (ecruBaiis [7, cc. 173-174].

Cepen BiJTOMUX XapKiBCHKHUX cakco(OHiCTIB
BUpi3HsAeThCA JImuTpo AnekcangpoB (Hap. 1973 p.) -
BUITYCKHUK XapKIBCbKOro My3uyHoro yumiuima ta XHYM
imeni I. I1. KotnsipeBcbkoro, sikuii peaiizyBaB ce0e B €CTpaIHO-
oka3oBiil cdepi. Bin € ydacHukom kolnektuBiB «East-Sidey,
«Z-Band», «Kaktus Fresh», «UpSide 3», «VSH-Ensembley,
«Kiev Salsa Kings» Ta iH., 3 SIKHMHU TacTpOJIOBAaB KpaiHaMu
€sponu [7, c. 174].

Cakcoonne MucrenTBo Ha JIHIIpONETPOBIIMHI
dbopMyBanocss B KOHTEKCTI 0araToBiKOBUX THpodeciiiHo-
MY3UUYHUX TPAJUIIN PErioHy, 10 OepyTh MOYATOK IIe 3 KIHIISI
XVIII ct. 3HayHy pojib y CTaHOBJIEHHI CaKCO(QOHHOI KON
BiAIrpaJii  Taki  3aKjJagfd  MHCTEIBKOi  OCBITH, SIK-OT
JIHImponeTpoBChKE o0nacHe My3HYHE YUMIIHLIE
iMm. M. |. I'miakn, sxkomy y 2006 p. HamaHo  craTyc
JlHinponeTpoBcbkoi KoHcepBaropii iM. M. I'nminku (HMHI —
KomyHnanenuii 3aknaa BHUINOI OCBITH «JIHIMPOBCHKA akaaeMis
My3HUKN» J{HITPONEeTpOBCHKOT 00JAaCHOT pajin), a TAKOXK Mepexa
My3WYHHUX MIKUT periony. Cnepmry ¢GopMyBaHHS —Kiacy
cakcooHa, SIK 1 B IHIIMX 3aKJIaJaXx OCBITH MHUCTEILKOTO
npodinto  YkpaiHu, poO3MOYMHANIOCS TMepeBaxHO y dopmi
(akyIbTaTUBHOTO HAaBUYaHHS Ui BUKOHABI[IB Ha KIIApHETI,
(bneiTi 9u ro6oi.
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KitouoBoro  ¢iryporo B PO3BHTKY CaKCO()OHHOTO
BHKOHaBcTBa cTaB Irop OmeroBuu ['py3in (map. 1965 p.) —
3aBigyBay Kadenpu IyXOBHX Ta YJIApHUX IHCTPYMEHTIB
JlainponeTpoBcbkoi kKoHcepBaTopii iM. M. I'miaku (3 2007 p.),
rojoBa acowmiamii ayxoBoi My3WKH JIHIMpONEeTpOBCHKOI
obnacHoi opranizamii HarioHaibHOT BceyKpaiHChKOT My3WYHOT
cninku (i3 2008 p.), iHIIIaTOp CTBOPEHHS CIIEIiaJIi30BaHOTO
Kiacy cakcodoHa, KEpIBHUK KBapTeTy CaKCO(OHICTIB,
OpraHi3aTop 4MCIEHHHX KOHKYpCiB. Moro misnpHicTh crpusuia
IHTEHCUBHOMY PO3BUTKY CakCO(OHHOTO MHUCTENTBa, HOro
MOIYJIIPHU3AIlii B aKaieMidHOMY 1 JKa30BOMY (OpMaTi, a TAKOXK
(dbopMyBaHHIO HOBOT reseparii BHCOKOIPO(ECIHHUX
BUKOHABIIIB: BuxoBaHIi I. ['py3ina € maypeatamu perioHaibHUX,
BCEYKpPATHCbKUX Ta MDKHapOAHMX KOHKypciB. Cepen HUX —
JaypeaTr BCEYKpPAlHCBKHX Ta MDXHAPOJHUX KOHKYPCIB, TOKTOP
dinocodii (PhD, 2023 p.) Bomogumup Onekcanaposuy JIedeanb
(map. 1992 p.), sxkuii € BuKiIagadeM JIHIMPOBCHKOI akanuemil
my3uku [7, cc. 177-178].

[Torpu Te, MO KIFOYOBHMH OCEPEAKAMU PO3BHUTKY
cakco()OHHOT OcBIiTH B YKpaiHi 3amumaiotbcst HMAY imeHi.
II. I. YatixoBcrkoro, OHMA imeni A. B. Hexxnanosoi, IHMA
imeni M. B. Jlucenka, XHYM imeni . I1. Kotnspescbkoro,
JlHinpoBcbka akagemii My3uku, a Takok XHVYM imeni
I. IT. KotnsipeBcbkoro,  BaXJiIMBY poiib Yy  TOIIMPEHHI
CaKkCO(OHHOI MeNaroriki BIAITPalOTh 1 MHUCTEUbKl Kadeapu
HIIMX 3aKJ1a/1iB BUIIO1 OCBITH, OXOIUTIOIOYH K aKaJeMI4HY, TaK
1 PKa30BY MIATOTOBKY.

Tak, cepea NPOBIAHMX YKPaiHCBKUX BUKOHABIIB 1
nearoriB-cakcooHicTiB ocobsmBe mictie nocinae Irop YepHor
— OIMH 13 yYacCHMKIB mepmoro ckiany KuiBcbkoro kBaprery
cakco(OHICTIB. Moro BukoHaBCHKA MISUTBHICTE  OXOIUIFOE
YHUCICHHI MDKHApOJAHI TracTpoji: y CKJaal CHUM(OHIYHOTO
opkectpy Hamionanenoi ¢inapmoHnii YkpaiHu BiH BHCTyHaB 13
KOHIIEpTHUMHU TmporpamMamu B ABcTpii, Icnanii, Himeuuusi,
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[TiBnenniit Kopei, ITonpmi, [opryranii, Yropuwuni, ®@panmii,
[Beitmnapii. 3okpema, y 2004 p. 6paB y4acth y MD>KHAPOTHOMY
npoekTi — moctanoBui onepu Jx. Ilyuuini «Typanmor» Ha
oyimMmiiicbkkoMy ctafioni B M. CeyJ, siK ydyacHUK JlepkaBHOTO
cuMQOHIYHOTO OpKecTpy YKpainu [5].

Boanouac 1. UepHOB akTHBHO 3aiiMaBCs TEAaroriqHOIO
nisutbHICTIO. YTipogosxk 1997-2005 pp. BiH BukIaaaB cakcohoH
y  KuiBcbkoMy  AepkaBHOMY  My3WYHOMY  YUMJIMILI
im. P. M. Imiepa, a 3 1988 mo 2015 pp. obilima mocamy
CTapILOro BHKJIagaya Kadeapu IHCTPYMEHTAIbHOI'O MUCTELTBA
¢bakynpTeTy My3U4HOT0 MHCTEITBa KHMIBCHKOTO HAalliOHAIEHOTO
yHiBepcuteTy KyabTypH 1 MuctentB (KHYKiM) [5]. Ynponosx
OpOro  mepiogy HUM  OyJlo  TIATOTOBIEHO  YMMAJO
BHUCOKOKBaJi(hiKOBaHUX (PaxiBIliB, cepel SKUX — 3acCiIykKeHi
apructu Ykpainu Irop Pymauit ta Cepriii Lumban, naypearu
MDKHAapOJAHMX  KOHKypciB  Poctucnas  3aiiueB, Poman
OiTIHCHKUH Ta 1H.

Cepen  TpoOBIIHMX  IEJaroriB-cakCo(oHiICTIB,  SKi
MOEJHYIOTh  aKTHBHY BHKOHABCBKY Ta  INPOCBITHHUIIBKY
JISUTBHICTh, BapTo Big3HauuTH Banentnna BacunboBuua
KacpsiHOBa — cTapioro Bukiagada kadeapu iIHCTpyMEHTaIbHO-
BUKOHAaBCbKOi ~ MaiicTrepHocTi  KHIBCBKOro  CTOJIMYHOTO
yHiBepcuteTry 1MeHl bopuca ['piHueHka, skuil mpaimoe y
Ha3BaHOMY 3akJyiaai Buoi ocBitH 3 2008 p. YnpoaoBxk cBOel
npodeciiHoi  Kap’epu  BIH  3apeKOMEHAyBaB cebe 5K
BHUCOKOKBaJli(piKOBAaHMIM  BUKOHaBELb 1 MeENaror, aBToOp
HaBUYaJBHOTO TMOCIOHMKa «Suite in Swing nns cakcodona 3
opkectpom» [3].

Buknagauem kmacy cakcopona B KuiBchkomy
CTOJIMYHOMY YHiBepcuTeTi iMeHi bopuca I'pindenka e 1 Cepriit
BiktopoBuu Humban (i3 2013 p.) — BUKOHaBelb 13 JOCBIIOM
KOHIIEPTHOI Ta MeNaroriyHoi AisIbHOCTI B YKpaiHi Ta €Bpori,
Jaypear MDKHApOJHHUX JDKA30BHX KOHKYPCIB 1 ()eCTHBANIIB Yy
ck1azi kBinTeTy cakcodonicris (1993 p., Kpaxkis, JIbBis). Horo
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MHUCTELbKa Kap’e€pa OXOIUTIOE IIUPOKUH CIEKTp J>KaHpiB 1
HaIpsIMiB, IO 3aCBIYY€ YHIBEPCAIBHICTh 1 BHCOKHH PIBEHB
npodeciifHoi MalictepHocTi My3ukanTa [13].

Y KuiBcbkili MyHIIUINAIBHIA akajemii My3WKH 1MEHI
P. M. T'niepa kinac mka3oBoro cakcoony ouonoe Osexcanmip
BanentnHoBrY PyKOMOWHIKOB — 3aCITy>KEHHI apTUCT YKpaiHu,
JOLIEHT Kadenpu mka3oBoi Mys3uku, Bukiamae 3 2000 p.,
aKTUBHUM YYAaCHUK BITUM3HSHUX 1 MDKHapOAHUX JKa30BHX
¢dectuBaniB. Ha kadenpi BUKOHABCHKHX AWCIUILIIH TPAIIOE
Irop Xpanko, 3HaHMH OpPKECTPOBUN BHKOHABELb 1 aHCAMOJIICT,
AKHA pOOWTH BHECOK Yy (opMyBaHHS [KA30BOi IIKOJH
cakco()OHHOTO BUKOHABCTBA [4].

Oxpemoi yBaru 3aciiyroBy€ BHKOHABCHKO-TIEaroriyHa
nismpHicTh Pomana IBanoBuua JI3BiHku (Hap. 1960 p.H.) —
KaHauaaTa neparoridaux Hayk (1996 p.), momenta (1998 p.),
¢daxiBusg 3 HaBuaHHS Tpi Ha cakcodoHi y PiBHEHCbKOMY
Jep>KaBHOMY 1HCTUTYTI KyJnbTypd (HUHI — PiBHEHCHKHIA
Jiep>KaBHUN TyMmaHiTapHul yHiBepcuTeT). CBOIO BUKIAIALbKY
Kap’epy BiH po3noyaB y 1988 p. y bepasHcbkomy nepkaBHOMY
NeJarorivHoMy 1HCTUTYTI, Je Bxke y 1991 p. iHiniroBaB
BIIKPHUTTSI CTIEI1aTI30BaHOTO KJIacy cakcodoHa.

3 1998 p. P. JI3Binka oOiiimMae mocagy BHKIaaaya y
PiBHEHCHKOMY JIep:KaBHOMY 1HCTUTYTI KYJIbTYpH, JI€ 3A1MCHIOE
HiATOTOBKY ~ MOJIOAMX  CAaKCO(OHICTIB  HAa  BUCOKOMY
npodeciiinomy piBHi. Cepen HalyCIHIMIHIMNAX BUMYCKHUKIB —
Aptyp AnyukiH, Irop Kanranos, Tapac Ilactymok [7, c. 97].
3okpeMa, [lactymok Tapac BacumboBuu 13 2011 p. mparigroe
BUKJIaJlayeM Kiacy cakcooHa Ta JAWpHUTyBaHHS Kadenpu
IYyXOBUX Ta yAapHUX IHCTPYMEHTIB (PaKyJIbTETy MYy3UYHOTO
MHUcTeUuTBa [HCTUTYTY MuHCTenTB PiBHEHCHKOrO Jep>KaBHOTO
TYMaHITapHOTO  YHIBEpPCHUTETY, YCHIIIHO  TMOEIHYIOYH
Me/Iaroriyuly Ta BUKOHABCHbKY JisUIbHICTh. BiH € maypeaTom
MDKHapoAHMX KOHKypciB «Cpibuuit a3Bim» (2001 p.,
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M. Yxropon), «Selmer-ITapmx» (2005 p., M. JIbBiB), KOHKYpCY
im. JI. bigu (2006 p., m. JIsBiB) [10].

CakcooHHe BHUKOHAaBCTBO B I[BaHO-DpaHKIBCHKOMY
(komumabOMy  CTaHICIaBIBCBKOMY) pErioHI Mae TpHUBalIy
icTopiro, sika 6epe moyatok me Ha 31ami XIX-XX cr. IIpore,
HOJAJIBLINKA PO3BUTOK LI€T ray3l IHCTPYMEHTAIBHOI KYJIbTYpHU
OyB mepepBanuii mofisiMu J[pyroi CBITOBOi BilHU, 110 3HAYHO
YCKJIQJHUJIIO (dopMyBaHHS BUKOHABCbKO-METOJANYHUX
Tpamuiid. Y cydacHUU Tepioa akaaeMidHe CcakcopOHHE
BUKOHABCTBO pETIOHY JMHAMIYHO pO3BUBAETHCS Ha 0asi
npodeciifHoi  MuUCTenbkoi  ocBiTH:  IBaHO-DpaHKIBCHKOTO
¢daxoBoro My3u4yHoro konemky iMeHi JI. CiumHCBKOro Ta
[ncruryty mucreurs Ilpukapnarcekoro (Kapnarchkoro)
HallloHaJIBHOTO yHiBepcuTeTy iMeHi Bacuns Credanuxka.

Lle#t po3BHTOK TICHO IMOB’SI3aHUH 13 TISTTBHICTIO KUTBKOX
MOKOJIIHb BUKJIa1aviB, 30kpema I[1. M. I'yazaepa, A. b. IBanuyka,
A. B. Kypines, O. FO. MenbHuka, 5. ®@. OnechkiBa,
L I'. [limopu,  B. O.Ilykanaka, B. I Cmiocapuyka,  ski
3MIACHWIM BaroMuid BHECOK Yy (OpPMYyBaHHA MiCIEBOi
BHUKOHABCHKOI IIKOJH. Y MICTI (QYHKLIOHYIOTh MYHIIUTIATbHUHA
KOHIIEPTHUH OpPKECTp AYyXOBOI MY3WKH, MYHIIUTAIbHHUHA
ecTpaJHO-CUM(OHIYHUN OpKecTp, MYHIUMNAIbHUI KBapTeT
CaKkCO(OHICTIB,  €CTpaJHUN  OpKecTp, 10  CIPUSIOTh
nomyJisipu3anii JyXoBOi MYy3HMKH Ta PO3BUTKY aHcamOIeBOi
KYJbTYpH.

LlenTpanpHOI0 (QIrypor0 B CTaHOBJIEHHI CaKCO()OHHOIO
mucrenrsa [Ipukapnarta € Onexkcanap FOmianoBuu MenbHUK
(map. 1957 p.) — noueHT kKadenpun BUKOHABCHKOTO MHCTEIITBA
[Ipukapriarcbkoro (Kapmarcekoro) HaI[lOHAJILHOTO
yHiBepcuteTy iMeHi Bacuist Ctedannka, 3aCHOBHHK 1 XyA0XKHIN
KEpIBHUK MYHILUIAIBHOTO KBapTeTy cakco(oHIcTIB «Jlka3-
kiacik» (1999 p.) (uuHi KonekTuB (yHKUIOHYe Tpu IBaHO-
@pankiBchKkild oOnacHii (imapmonii iMeH1 Ipunu ManaHiok,
Xy0XHi# kepiBHUK Mupocnas [laciunsik) [7, cc. 133-137].
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Oco0muBO cmipg  BiA3HAYMTH, MO KJac cakcogoHa
YCHIITHO MOOYTy€ HE JMIIE y 3aKjajgax BHINOi OCBITH, a U y
(haxoBUX MY3MYHHX KOJEIKax Ta IIKOJIAX, IO CBIIYUTH PO
CTaJIMii PO3BUTOK aKaJeMIYHOi CaKCO(POHHOI IIKOIM Ha BCIX
piBHSAX mpodeciiinoi MucTenbKoi ocBiTH. Tak, BUCOKUI piBEHb
IIJITOTOBKU CaKCO(OHICTIB JEMOHCTPYE, 30KpeMa, JIbBIBChKHit
¢daxoBuit my3muHumii komemk imeHi C. JlroakeBuua, e
BHKJIQIANBKY MISIbHICTD 3MIIMCHIOIOTH JOCBiIYEHI NEAaroru —
KaHIugaTu MHCTELITBO3HABCTBa JI. MlakcuMeHKO Ta
. Makcumenko, M. Map’sm.  Pesynbratu  iXHbO1 mparii
MIATBEPKYIOTHCSI 3HAYHHMH JIOCSTHCHHSIMH CTYJICHTIB Ha
BCEYKPATHCHKUX Ta MIXHAPOJHUX KOHKYypcax [7, c. 130].

VYkropoAacekuii  (paxoBuil My3WYHHH KOJIEK 1MEHI
. €. 3amopa Takoxx € 1eHTpoMm ¢dopMyBaHHS (PaxoBoi
cakcooHHOT mKoir. OTHUM 13 MPOBIAHUX TEAATOTIB IHOTO
3aKIaay € 3aciyXeHuil apTuct Ykpainu Pepenny Tomuu —
BUKJIA/Ia4-METOAMCT KJacy cakcooHa i KiIapHeTa, KepiBHUK
€CTPaJHOTO OpKeCTpy Kosemky [7, cc. 139-140].

Oxkpim @. Tomuya, kjgac cakcooHa B HOMY TaKOX
BUKJIaJ]a€  3acCIyKeHWH TMpaIliBHUK KyIbTypud YKpaiHu,
BUKIIagau-MeToauct Omnekcanap MuxaiinoBuuy VYxau (Hap.
1954 p.), sixuit mocigae Barome Micle y po3BUTKY CakCO()OHHOT
OCBITM B PpErioHi. YNIpoAOBXK OararboXx pOKIB BIH aKTHBHO
MOEHY€E TENaroriuHy, BHKOHABCHKY Ta TMPOCBITHUIIBKY
JUSTBHICT, 3a0e3Meuyloud BUCOKMM PIBEHb  IMMIJTOTOBKH
MOJIOAMX My3uKaHTiB [11].

Ha XwmenpHuuumHi OfHMM 13 (QYyHOATOpIB Kiacy
cakcodona craB Bacunp I'purnmmus (1958-2010 pp.) — nepmii
BUKIaMa4 XMEJIbHHUIBKOTO MY3WYHOTO yYWIMIIA 1MEHi
B. 3apem6Ou. Bin 3aiificHHB mepekiageHHs Ppi3HOXKaHPOBUX
KOMITO3HITIN 111 aHcaMOJIiB cakcoOHIB, MATOTYBaB OJIU3HKO
50 ctyneHrtiB, 3 skux noHaja 30 cranu JlaypearaMu KOHKYPCIB.
Moro yuHi mpoioBKyIOTh CIIPaBy CBOIO HACTABHHKA, 30KpEMa,
kmac cakcodpoHa Bene Bamum Pemeupkuii, KepiBHUK
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nukcenenay — «Exkcrpomt»  (2004-2005) ta  kBaprery
cakcogonicris (i3 2006 p.) [7, c. 91].

Y BonuHchKOMY (axoBoMy KOJEIKI KyJIbTypH 1
muctents iMeHi . @. CtpaBiHcbkoro kiac cakcodona 3 2000 p.
ouomoe Oner Kueiizyn (map. 1962 p.). Horo mixxix 6asyerscs
Ha TpPaIuIisAX aMEpPUKAHCBhKOI CakCO(OHHOI MIKOIH, IO
nepeadavae OpieHTAIlI0 HA JHPKA30BY CTHIIICTHKY Ta MOMYJISIPHY
MY3HKY. SIK COJIICT, BiH BUCTYIIaB y CKJaai opkecTpiB BomuHi,
PiBHoro Ta JIpBOBa, OpaB y4yacTs y mporpamax Ha TeinebadeHHi
[7,c.93].

CranoBieHHs mpodeciiHol cakcoGOHHOI MIKOIW Ha
BigHnMY4MHI TICHO MOB’fA3aHe 3 MISUIBHICTIO Ilegarora Ta
BHUKOHaBI €BreHa [lomens, sikuii € opraHizaropom GpecTUBaIIO
«Vinnytsia Adolphe Sax Festivaly. Woro mepmaroriuna Ta
KOHIIEPTHA JISUTBHICTH CHOPSMOBaHA Ha  TMOMYJISIPU3ALII0
cakco(oHa Ta CTBOPEHHSI CY4aCHOTO YKPaiHCHKOTO pernepTyapy
JUIS 11OT0 THCTpYMeHTa [7, ¢. 98].

VY Husmi 3aknagiB (axoBoi MepeaBUINOI OCBITH TaKOX
CTBOpeHI cakco(OoHHI aHcaMOlll, SIKI BHUKOHYIOTb TBOpPU
aKaJIeMIYHOTO Ta Cy4acHOro  pemnepryapy, CIpHUSIOYU
MoMnyJIsipr3aliii cakcohOHHOTO MUCTEITBA cepel MOJIO 1. Takum
YMHOM, CaM€ MY3MYHI KOJeJKl BIAIrpaioTh BaXIUBY pOJb Y
dhopmyBanH1 cakcodoHicTiB-Tipodecionanis, 1o 3a0e3MeuyoTh
HENepEepBHICTh MUCTELBKOI OCBITH 1 CIIYTYIOTh MIAIPYHTAM IS
o/1ajbIIoi (haxoBOT MIATOTOBKH Y 3aKJIaaxX BUIIOI OCBITH.

Po3Butok cakcoonHOi ocBiTM B YkpaiHi y XXI crT.
3YMOBIIIOETbCSI ~ HHM3KOIO  COLIIOKYJIBTYpHUX,  OCBITHIX,
TEXHOJOTIYHUX Ta TEOMOJITUYHUX UWHHUKIB, SIKI 1CTOTHO
BIUIMBAIOTh Ha 3MICT 1 (QOpMH oOpradizaimii HaBYaJIbHOIO
IpoIecy y MHCTEIbKUX 3aKjajax OCBITH pI3HOTO piBHSA
akperutaiii. OIHIEIO 3 MPOBIIHUX JETEPMIHAHT € TMPOIIEC
€BpOIHTETpallii, KUl CIPUYMHUB HEOOXITHICTh TPHUBEICHHS
HaI[lOHAJIILHOT OCBITHBLOI CHUCTEMU 31 CTaHJlapTaMH
€sporneiicbkoro Corozy. Y 1IbOMYy KOHTEKCTI BaXKJIHBOIO €
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yuactb YKkpainu y bBonoHcbkoMy mporeci, Mo BHMarae
MOJIepHi3allii HaBYaJbHUX TUIAHIB, PO3LIUPEHHS aKaaeMIdyHOT
MOOUTBHOCTI, OHOBJIGHHSI pENEepTYapHOTO HANOBHEHHS Ta
MIJBUINCHHS  KBadiikalliiHOrO piBHA BUKIamadiB  [2].
BinmoBigHo, y MpOBIAHKX 3aKiaaax BUIIOI ocBiTH, sk HMAY
im. II. I. YatikoBcekoro, OHMA imeni A. B. HexmaHoBoi,
JIJHMA IMeH1 M. B. JIncenka, XHYM IMeHi
I. IT. KotnspeBcbkoro,  J[HIMpOBCHKIN  akajgemii  My3HUKH,
AKTUBHO  BIIPOBA/DKYIOTHCS ~ MUKIAUCUUIUTIHAPHI  TTiIXOH,
3MIACHIOETHCA OOMIH BHKJIaJjauaMd Ta CTYACHTaMHU B MeXax
MDKHAPOJHUX MpPOTpaM, a TaKOXX OHOBIIOETHCS perepTyap
BIJIMOBI/THO JI0 €BPONEHCHKUX TEHIACHITIH.

HactynmauM  BaXJIMBUM  YHHHUKOM €  PO3BUTOK
UM(POBUX TEXHOJOTIH, SKI CYTTEBO BIUIMHYJIM Ha METOIHUKY
BUKJIQJIaHHS TPH Ha Cakco(OHi, 0COOIMBO B yMOBaX MaHAeMii
COVID-19 i noBHoMacmTabHO1 BiitHH. OCBITHIN mpoiec OyB
aJlanTOBaHUH 710 HOBHUX (OpPMaTiB, 30KpeMa OHJIAH-HaBYAHHS,
3aCTOCYBaHHS BijeomaTepiaiiB, HU(GPOBUX HOTHHUX apXiBiB,
OHJIAalH-KOHKYpCIB 1 MaiicTep-kiaciB. CydacHuil mnenaror-
CakCO(OHICT TIOBHHEH BOJIOMAITH HE JHIIE TPAAHUIIIHHOO
METOAMKOI0, a ¥ 1Uu(POBOI0 KOMIIETEHTHICTIO, BMITH
opranizyBatu e(eKTUBHUN AMCTAHIIHHUN Mpollec HaBYAHHS,
BUKOPUCTOBYIOUM Taki Iuiargopmu, sk Zoom, Google
Classroom, Moodle Ta in. [13].

TakoX y CydaCHHX yMOBaX pPO3BHTKY Cakco(oHHOT
OCBITH JleAiajli OLIBIIOro 3HaYeHHS Ha0yBatOTh IM(POBI OCBITHI
mw1atGopMu 3 eIeMEHTaMM LITYYHOrO I1HTENEKTY, 30Kpema
Yousician ta  Melodics. Lli  pecypcu  aKTHBHO
BUKOPHUCTOBYIOThCSI ~ SIK  JOTIOBHEHHS JI0  TPAJAWIIHHOTO
HABYaHHS, MPOMOHYIOYM IHTEPAKTHUBHI 3aHITTS, MOHITOPWUHT
1HAMBIAYaIbHOTO MPOTPeCy Ta 3BOPOTHUHN 3B’SI30K y PEKUMI
peanibHOTO 4acy. 3aBasku anroputMmam I, ski aHami3yroTh
TEXHIYHI Ta IHTEepIpeTaliifiHi achekTd TIpH, IIaTHopMu
¢dbopMyIOTh TIepcOHaNi30BaHi IUIaHM HaB4aHHA. Lle m03BoIIsE
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BPaxoBYBaTH PIBEHb MiATOTOBKH, TEMII 3aCBOEHHS MaTepialy Ta
IHIUBIIyalbHI TIOTPEOM KOXXKHOTO CaKCO(OHICTa, IO CIPHUSIE
IIIBUIIICHHIO MOTHBAIIIT Ta €()eKTHBHOCTI OCBITHBOTO IMPOIIECY
[6, c. 4].

OxpimM 1udpoBux miaarGopM, CTPIMKO 3pOCTAE POJIb
IMEpCUBHHUX TEXHOJOTIH, Takux sK BipTyaasHa (VR),
nonoBHeHa (AR) Ta 3mimana peambmicts (MR). Ixme
BIIPOBA/UKEHHSI B  CakCO(OHHY OCBITY BIJKpHUBAaE HOBI
JTUIAKTHYHI MOXIIMBOCTI: BIPTyallbHI KJIACH, CHUMYJISATOPH
KOHIEPTHUX BHUCTYMIB, 1HTEPaKTUBHI aHcamOJeBi pemeTwuilii,
Bi3yaui3amisi akyCTUYHUX mporieciB. VR-texHomorii, 30kpema,
3a0e3neuyioTh  €(peKT MPUCYTHOCTI y  BipTyaJbHOMY
KOHIIEpTHOMY 3aii  abo Kkimaci, Je CTYACHT MOXe
BIJIMIPAIlbOBYBAaTH  CIICHIYHY T[OBEIIHKY, pearyBaTH Ha
BIpTyaJIbHy — ayJauTopito a0o TmpamoBaTH 3  YMOBHHM
akomrnaHemMeHToM. Ile oco0mmMBO akTyaabHO B yMOBax
JTUCTAHIIIMHOTO HaBYaHHA a00 OOMEXKEHOTro JOCTYIy [0
CIIEHIYHOT MPAKTHKH [6, C. 4]

Biitna B Ykpaini, mo tpusae 3 2014 p. 1 npooBxuiach
noBHoMacITaOHUM BTOprHeHHsM Pocii B Ykpainy y 2022 p.,
cTaja MOTY>KHUM BHUKIIUKOM JIJISi MUCTEIIBKOI OCBITH 3arajioM i
cakco(hOHHOT 30KpeMa. 3pyiHHOBaHI OCBITHI 3aKJIaJH Y CX1THUX
Ta MIBJEHHUX pErioHaX, €BaKyallisl BUKJIaJayiB 1 CTYJCHTIB,
BTpaTa IHCTpYMEHTalbHOI 0a3n — 1 (HaKTOpH 3yMOBUIH
notpely B ajanTalii HaB4aIbHOTO MPOIIECY J0 BOEHHUX YMOB.
BopHouac, y HOBUX ICTOpUYHMX OOCTaBHHAaX CakcO(OHHA
OCBiTa CTaJIa BAKJIMBAM KOMIIOHEHTOM KYJIBTYPHOTO CIIPOTHBY,
3ac000M  30epeXeHHS  HAIllOHATBHOI  1IGHTUYHOCTI  Ta
IYyXOBHOTO  CaMOBHpaXXCHHs.  Bim3Ha4yaeTbCsl  3pOCTaHHS
1HTEepecy /10 YKpaiHCBKOIO perepryapy, 30KpeMa 10 TBOpiB
I'. TaBpunens, JI. Komoxy6a, C. IlimotukoBa, B. PyHuaka,
I. TapaHeHka, sKi aKTUBHO BUKOPUCTOBYIOTbCS Y HABUAIbHOMY
mpoueci,  MIJKPECIIOYM  HAI[lOHAJbHY  CBOEPIAHICTD
CakCcO(OHHOT BUKOHABCHKOT IIIKOJIH.
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[Ile oaHi€0 BHU3HAYANBHOIO TEHJACHIIIEID CYyYaCHOTO

PO3BHUTKY € PpO3IIMPEHHS [[KA30BOi, IMIPOBI3AIliiHOT Ta
KpPOCKaHPOBOT MiATOTOBKH. Y HaBYAJbHUX MIPOTrpamMax 06ararbox
(haxoBUX KOJIEKIB 1 akaJeMiil 3’ IBJISIOTHCS KypCH 3 JIKa30BO1
iMIpoBi3arlii, ancam0J1eBO1 I'pH, aBTOPCHKOI IHTEpIpeTAallii, 0
BIJIIOBIJJTa€ BUMOraM Cy4aCHOI'O PHHKY IIpall, SIKUl BUMarae
MOOUTBHOCTI, CTWJIICTUYHOI THYYKOCTI Ta mpodeciiiHoi
aIalTUBHOCTI.
Huni cioctepiraerbes i OHOBJIEHHS TeHEpalliii BUKIaIaIl[bKOTO
CKJIagy, LI0 TEX € BAaroOMUM YHMHHUKOM TpaHchopmarii
cakcooHHOT ocBiTH. Ilopyd i3 JOCBITYCHHMH II€arOraMH-
BuKOHaBUsAMH, K O. Bacunesuu, M. Kpyneii, O. MenbHuk,
M. Mumpuk, B. UypukoB Ta OararbMa iHIIMMH, MPALIOIOTh
monoai Bukiagadi (b. boitko, B. Jlebenp, JI. MakcumeHko,
JI. Makcumenko, P. ®otyiima Ta iH.), sSiIKi BHPOBa/KYIOTh HOBI
HiAXOIM Yy HaBUAIbHUM Mpolec, IMOB’A3aHi 31 Cy4YaCHUMHU
CBITOBUMH TEHICHIIIMH METOJUKM BHKJIAIaHHA TpH Ha
HA3BaHOMY 1HCTPYMEHTI.

BucHoBku. Y  mpomeci  JIOCHIKEHHS  iCTOpil
CTaHOBJIGHHS Ta PO3BUTKY CakCO(OHHOI OCBITM B YKpaiHi
3po0JE€HO  BHMCHOBKM, 110  ()OpMyBaHHS  HaI[lOHAJIBHOI
BHKOHABCHKO-TIEIarOr1yHOI IIKOJIM CaKCO(OHHOTO MHUCTENTBA
B1I0OYBaJIOCSl Y TICHOMY 3B’SI3Ky 13 3arajibHO€BPOIEHCHKUMHU
TEHJIEHIISIMM,  Hacammepes 13  BIUIMBOM  (paHIly3bKOi
cakcoponnoi mkonau. I[loumnaroum 3 I monm. XX crt.
BiJOYBA€TbCA IIOCTYIIOBE CTAHOBJIEHHA CHUCTeMH (haxoBOi
MIJTOTOBKM  CaKCO(OHICTIB B  YKPAaiHCBKMX MHUCTELbKUX
3aKJIalax PI3HUX JIAHOK OCBITH, IO CYNPOBOKYBaJIOCS
PO3IIUPEHHSIM PErepTyapy, PO3BUTKOM METOJIMKH BUKJIATaHHS
I'pU Ha HA3BaHOMY IHCTPYMEHTI Ta 3POCTAHHSM BHKOHABCHKOI
MaNCTepHOCTI MalOyTHIX MYy3HKaHTIB.

BaxnuBy ponb y oMy mpolieci BiAirpaiu MpoOBiaHI
nemaroru ¥ BukoHaBml, sk HO. Bacunesuu, 1. I'py3iH,
M. Kpymneii, B. Hocos, B. Llaiiti, B. Hypukos Ta iH., AisTTBHICTD
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SAKHX CIpHUsJa CTAaHOBJCHHIO mNpodeciiHoi IKOIMM TpH Ha
cakco(doHi, HopMyBaHHIO aBTOPCHKUX METOJUYHHX IT1IXO/IIB, &
TaKOX MOIMYyJISipHU3alii Cy4acHOTO YKpPaiHCHKOTO aKaJeMiyHOTO
il ecTtpamHoro pemepTyapy. IXHi  BHMXOBaHIiI  TigHO
NpPEJCTAaBIAIOTh YKpaiHy Ha MDKHApOJHUX KOHKypcax 1

(dbecTuBaIsX, 110 3acBIIUye€ PEe3yIbTaTUBHICTD
1H/IMBI1TyaJTi30BaHOTO Ta TBOPYO OPIEHTOBAHOTO MEIAarOTiYHOTO
MiIXO0TY.

Ha cywacnomy erami cakcooHHa OCBITa YCIHIITHO
GyHKIIIOHYE SIK 1y 3raJlaHuX 3aKjajax BUIIOi OCBITH, TaK iy
(haxoBUX MYy3UYHHX KOJEDKAX, B SIKUX COPMOBAHO CTAOLIBHI
nefaroriyHi Tpaauuii, QyHKIIOHYIOTh cakcodoHHI aHcamOmi,
PO3POOIIAIOTECS 1 BIPOBADKYIOTHCS 1HHOBAIIWHI HaBYaIbHI
IporpaMM, IO BiJNOBIJAIOTh CYYaCHHUM €BPONEHCHKUM
CTaHJapTaM.

TakuM yuHOM, cydyacHa cakco(oHHA OcBiTa B YKpaiHi
PO3BHBAETBCS B YMOBaxX TIJHOOKUX CTPYKTYPHHX 3MiH,
CIPUYUHEHHX K 30BHINIHIMH, TaK 1 BHyTPIIIHIMU YAHHUKAMH.
Cepen  KIIOYOBHX  JETEPMIHAHT  BAapTO  BUOKPEMHTHU
€BpOIHTErpaliiiHi  mporecu, LHUQPPOBY  TpaHCHOpMALiO,
BUKIIMKU BIfHHA, PO3MIMPEHHS JDKA30BOTO HAIMpPSIMY, 3MiHU
reHepauiil BUKJIaJaduiB Ta NOTpedy Y pO3BUTKY HallilOHAJIBHOTO
negaroriyHoro penepryapy. Lli uuHHUKH (GOpMYIOTH HOBY
napagurMy CcakcooHHOi OCBITHM, B sKill TapMOHIIHO
MOETHYIOTHCS TPAJIMIIISI Ta IHHOBAIIIS, aKaJAEMI3M 1 CTUJTIICTUYHA
MOOUTbHICTh, MATPIOTU3M 1 CBITOBUH KOHTEKCT. OKpemoro
JOCTIAHUIIBKOTO aHali3y NoTpedye MpakTUKa MPOBEACHHS
KOHKYPCIB cakcO(OHICTiB B YKpaiHi, 5IKi BIAIrPalOTh BaXKIUBY
poib y (dopmyBaHHI TpodeciiiHOi MaWCTEpHOCTI MOJIOAUX
BUKOHABI[IB, & TaKOXX € BaXJMBUM UHUHHHKOM DO3BUTKY
cakco()OHHOT OCBITH B KOHTEKCTI ii MoJepHI3alii Ta iHTerparii
y MDKHApOJHUI MUCTELbKO-OCBITHIHM MPOCTIp.
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HISTORICAL AND CONTEMPORARY
DETERMINANTS OF SAXOPHONE EDUCATION IN
UKRAINE FROM THE SECOND HALF OF THE 20™

TO THE EARLY 215T CENTURY

Abstract. Based on the analysis of a diverse range of
sources (dissertations, monographs, scholarly articles, and
digital resources), the article explores the formation and
development of saxophone education in Ukraine from the
second half of the 20" to the early 21% century. The study
highlights the prerequisites for the emergence of the Ukrainian
school of saxophone playing, which evolved within the broader
context of the European musical tradition and on the foundations
of deep-rooted national educational and cultural processes. The
historical origins of saxophone education are examined through
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the lens of the activities of musical guilds and brotherhoods that,
during the 15M-17" centuries, laid the groundwork for
instrumental training, promoted the development of musical
notation, ensemble and orchestral performance, and the
establishment of professional music education.
The article also outlines the impact of horn orchestras, amateur
symphonic ensembles, and the work of musical societies, along
with the establishment of conservatories modeled after
European institutions throughout the 19th and early 20th
centuries, which paved the way for the recognition of the
saxophone as an academic instrument within Ukrainian musical
culture. It is emphasized that, due to ideological reasons during
the Soviet period, the saxophone remained a marginal
instrument, while in the years following Ukraine’s independence
it became increasingly integrated into academic music education
and performance. The study focuses on key regional centers of
saxophone education, particularly at the P. I. Tchaikovsky
National Music Academy of Ukraine, the Odesa
A.V.Nezhdanova  National = Music  Academy, the
M. V. Lysenko Lviv National Music Academy, the
I. P. Kotlyarevsky Kharkiv National University of Arts, the
R. M. Glier Kyiv Municipal Academy of Music, the Dnipro
Academy of Music, among others. The article analyzes the
structure of departments, pedagogical schools, and the personal
contributions of practicing educators such as Yu. Vasylevych,
V. Churykov, I. Hruzin, M. Krupey, V. Nosov, V. Zaitz and
others. The article also addresses current challenges in music
education, including transformations within the Bologna
Process, digitalization of the learning process, implementation
of information and communication technologies, distance
learning, and more. The research concludes that saxophone
education in Ukraine is in a dynamic process of development
and transformation. Its progress is grounded in historical
achievements, particularly the pedagogical experience of
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leading teachers and composers, while simultaneously being
oriented toward innovation, intercultural dialogue, and global
standards of professional training for musicians.

Key words: saxophone, academic saxophone education,
methodological principles of saxophone playing, regional
centers, digitalization of music education, performance art,
music institutions of Ukraine.
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THTEPCEMIO3HUC Y MY3UYHIA TBOPYOCTI
CAYHAIIPOJAIOCEPA €BI'EHA ®IVIATOBA

AHoTAamis. Crartss  NpUCBSIYEHA  JOCIIKEHHIO
IHTEpCEeMIOTHYHUX MPOLECIB Y My3UYHIH TBOPUOCTI Cy4aCHOTO
cayHanpojtocepa €prena dinaroBa Ha NPUKIIAAL POEKTY « Sk
3BYy4HTh  YKpaiHa». My3uuHi  KOMIO3MIIi  Iporpamu
JI€MOHCTPYIOTh, SIK 3BYKH HaBKOJIMIIHBOTO CEPEJOBHUIIA yepes3
nporec TpaHchopMmallii IHTETPYIOTbCS y MY3HYHHA TBIp,
HaOyBaro4d HOBOTO €CTETMYHOI'O Ta KYJIbTYPHOI'O 3HAYCHHS.
Meta JOCHIKEHHsSI TIOJIATAa€E Yy BUSBICHHI MEXaHI3MIB
IHTepceMiOTHYHOI TpaHchopMallii TPUPOAHUX 1 MOOYTOBHX
3BYKIB Y My3WYHY KOMIIO3MI[IIO, a TaKOX Yy BHU3HA4YEHHI pOJIi
CayHAINpoOJtocepa sK IMPaKTUYHOIO CEeMIOTHKa, IO OIepye
pI3HUMH  3HAKOBUMH  CHUCTEMaMH  JUISI  CTBOPEHHS
MOJIICEMIOTUYHUX TBOPIB. YTIepIie TOCHIDKEHO CHenudiky
BUKOPUCTaHHS  TOJBIMHOTO  KOJYBaHHS Yy  CydYacHId
ayJioOKyJIbTypl Ha NPUKIaAl MY3MUYHOI IHTEpIpeTalii 3BYKiB
MICBKHX CEpeZIOBUII YKpaiHH, MO MPOSBISETHCS y MMOETHAHHI
3aJJOKYMEHTOBaHHX 3BYKO3aMuCiB 1 (POpMYyBaHH1 3 HUX I[1J1ICHOT
My3WYHOI KOMIIO3HMIIIi, sKa NepeJaBaTUME 3BYKOBUH 00pa3
MicTa. JloBeneHo, 10 IHTepCeMiO3UC y MPOEKTI «SIK 3BYUHUTH
VYkpaina» 3AIMCHIOETBCS Yepe3 KOHTPYEHTHY B3a€MOJIIO
ayJiaJbHUX 1 Bi3yaJlbHUX KOJIB, Kl CHIJIBHO (POPMYIOTH HOBY
KpEeaTUBHY pEAJbHICTh 1 CTBOPIOIOTH OaratopiBHEBHi
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€MOIIIHO-CMHCIIOBUI TIpocTip. OcoOnmBY yBary TpHIIICHO
Tpanchopmarliii 3ByKkiB (IIyMiB) CepeIoBHINA y MY3WYHI
€IEMEHTH, J1¢ cayHa HaOyBae cTaTrycy 3HaKy 3 BIACHOIO
CEMaHTHKOIO y MeXax KOMITO3UII]. 3niiicHeHO
IHTepCEeMIOTHYHHM aHaIli3 My3UUYHUX KOMITO3UIIH MPOEKTY « Sk
3By4YUTh YKpaiHay. J[OCHiMKEeHO MOJBIMHI 3MICTH 3allMCaHUX
3BYKIB TO€IHAHUX Y MUIICHY KOMIIO3UIIO 3  TO3HIIi
MY3HYHOCTI, EMOIIIHHOCTI Ta KyJIbTYPHOI IIIHHOCTI. Pe3ynbpTaT
JOCIIKEHHS 3aCBITUYIOTh, 1[0 IHTEPCEMIOTUYHE MHUCIICHHS B
My3UIll € MEePCHEKTUBHUM HAMPSMOM PO3BUTKY CY4YacHOTO
CayHANPOJIOCYBaHHS Ta MOTpeOye TMOAATBIIOr0 BUBYCHHS
MeXaHi3MiB (QopMyBaHHsS ayJialbHHX 0O0paziB Ha OCHOBI
3BYKOBUX peaniid. CTaTTss OKpEeCIIo€ HOBI MOXJIMBOCTI IS
MPAKTUYHOTO 3aCTOCYBAaHHSA IHTEPCEMIOTUYHHUX CTpaTerii y
MY3UYHOMY MHCTEHTBI Ta PO3IIMPIOE YSBJICHHS IPO POJIb
CayHIIpOArocepa SK KyJIbTYpHOTO Meniatopa B LUDPOBY
eroxy.

Kuto4oBi ci10Ba: My3uyHe MUCTEITBO, 3BYKOPEKUCYPa,
CayHJIpPOAIOCYBaHHS, IHTEPCEMIO3HC, MY3UKa, MY3H4YHa
1HTepHpeTallis, ay/1ioBi3yaibHe MUCTELTBO.

Beryn. YV cydacHiii My3u4HIN KyJIbTypi BiIOyBa€eTbcs
iICTOTHa TpaHchopMallist MiIXOAIB O PO3YMiHHS 3BYKY B
MHUCTELTBI: BIH PO3MVIANAETHCA SK CAMOCTIHHUN  HOCIHI
KyJIbTypHUX Ta colliaibHuX ceHciB. CydacHa My3W4Ha
ayJllOKyJIbTypa aKTHUBHO 3aly4ya€ B KOMIIO3MILIMHHUN Tpoliec
IIyMOB1 sIBHIIA, ()OHOBI 3BYKM CEpEIOBMINA Ta TNPHUPOJHI
aKyCTUYHI CHUTHaJIM, IO AaKTyali3ye HEOOXIIHICTh IX
IHTEPCEMIOTHYHOTO TepeocMUCTIeHHs. BianoBinHo, Oyb-sKuii
3ByK B Cy4YacHId My3WUYHId KyJIbTypl Yy BIJIOBIAHOMY
KpEaTHBHOMY KOHTEKCTI MO)ke HaOyTH €CTeTHYHOI, eMOLIHHOT
Ta CUMBOJIIYHOI (DYyHKIIIT Ta TPAKTyBaTUCS SIK My3UYHHH.

[aTepcemMioTHYHI POIIECH, IO OXOIUTIOIOTH EPEXia Bij
3BYKOBOTO  (PIKCYBaHHS  PEAJbHOCTI  JI0  €CTETUYHOTO
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KOHCTPYIOBaHHSI 3BYKOBOIO 00pa3y, BIIKpHBAIOTb HOBI
MOJKJIMBOCTI JJIi MY3WYHOTO MPOAAKIIHY 1 KyJbTYypHOI
penpesenTanii. Oco0irBe 3HAYEHHS y IIbOMY KOHTEKCTI Mae
aHaIi3 HE JMINEe TPATUIIMHUX MY3UYHUX KOMIB, @ W HOBHX
3HAKOBUX CHCTEM, L0 BUHHUKAIOTh HA MEPETUHI aKyCTHYHOTO
cepe/loBUINA, LM(POBUX TEXHOJOIIM 1 KpeaTMBHUX MPAKTHK
cayHanpojrocyBanHs. lle BuMarae po3poOKH TEOPETHYHHX
MoJiesIel OIUCY MDK3HAKOBHUX TpaHcdopMmaliil Ta BHUBYEHHS
KOHKPETHUX KEHCIB Cy4acCHOTO My3WYHOTO MHCTEITBA, A€ IIyM
1 3BYK IPHUPOJHOIO CepeAoBMINAa HaOyBalOTh CTaTycy
MMOBHOIIHHUY KOMIIOHECHTIB My3UYHHX KOMITO3HIIIM.

OnHum 13 penpe3eHTaTUBHUX MPUKIIAIB
THTEPCEeMIOTHYHOTO MUCIICHHS Y MY3HIIi € TIPO€EKT «SIK 3By4UHTH
VYkpaina» €srena dinaroBa, 10 HNOEAHYE TOKYMEHTAJIbHICTh
MOJIbOBHX 3aIUCIB 13 KPEATHBHOI KOMIIO3HUIIHHOIO MY3HYHOIO
iHTepnpeTanieo. JlOCHiKeHHsI LbOTO MPOEKTY /03BOJIE HE
JIMIIE BHCBITIMTU TPOLECH IHTEPCEMIOTHYHOI TpaHchopmarii
3BYKIB MICBKOI'O CEPEJOBHIIA Y My3WYHUH TBIp, a i BUABUTU
0CcOo0JMBOCTI TOOYIOBU ayJialbHOIO 00pa3y HalllOHaJIbHOI
KyJbTypH uepe3 3aco0M aKyCTHUYHOTO MHCTENTBA. Y LbOMY
aCmeKTl PO3TJIAN TBOPYOCTI MHUTISI HaOyBa€ BaKJIIUBOTO
3HAYeHHs Ui PO3YMIHHS HOBUX CTpaTerii  My3H4YHOI
KOMYHiKallii y nudpoBy enoxy.

VY cywacHilf My3uuHIl KyJIbTypl CTPIMKO 3pOCTa€ poJib
IHTEpCEMIO3UCY SK TIPOIECY B3AEMOJI pI3HUX 3HAKOBHUX
CHCTEM, 10 MOPOIKYIOTh HOBI (POPMH XY0KHbOI KOMYHIKAIii.
[IpoexTyBaHHST My3WKH Ha OCHOBI 3BYKIB HaBKOJHUIIHBOTO
Cepe/ioBUINA, BUKOPUCTaHHA B KOMIO3MIIi MOOYyTOBHX,
MPUPOJHUX a00 TEXHOJIOTIUHUX LIYMIB, a TAaKOX I1HTErpalis
ayJiaJbHUX 1 Bi3yaJlbHMX KOJIB BU3HA4YalOTh HOBHUH piBEHb
KOMIUIEKCHOTO XYJOXXHBOTO MHUCIEHHs. [IpoGiiemMa BUBYECHHS
IHTEpCEeMIOTHYHUX TMPOLECIB Yy MYy3HUIll CTa€ BaKIMBOIO
CKJIaJIOBOI0  SIK  TEOPETUYHHUX  JIOCT/DKEHh  CyYacHOTO
MUCTELTBA, TaK 1 MPAKTUKU CAyHANPOJIOCYBaHHSI, 10 CIPUSE
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PO3MIUPEHHIO 32C00IB My3UYHOT BUPA3HOCTI Ta po3po01i HOBUX
CTpaTerii KyJbTypPHOI KOMYHIKaIlii.

HayxoBunst  O. Adonina, 3BepTarouMm yBary Ha
(dbyHIamMeHTaIbHE 3HAYCHHS 17ei IMOJBIMHOTO KOJYBaHHS,
BKazye: «lmes «monmBiHOrO KOAyBaHHs» 30iraerbcs 3
CEMIOTUYHUM  TOJIBINHMM  TpPaKTyBaHHSM  3HAKiB-KOJIB,
KOAYBaHHS SKUX BHSBJICHO BIJl JIOMHCEMHHX 4YaciB 1
(OHETUYHOTr0 MUChMA, Yepe3 APYKAPCbKY TEXHIKY Ta IHTEpHET-
texnonorii» [1, c¢.10]. Ilg eBodromis CBIAYUTH MPO
YHIBEpCAIBHICTh IPHUHIIMIY OararopiBHEBOi CEMaHTUYHOT
00poOku iHpopmamii B JMOACHKIH KynbTypi. Cucremu
MOJIBIHHOIO KOAYBaHHsS [JO3BOJSIOTH OAHOYACHO 30epiratu
npsMe W OIOCEepeNKOBaHE  3HAYEHHS  IOBiJOMIICHHS,
3a0€31eYyr0Ur THYYKICTh KOMYHIKAIlIl i alanTaiiro 3HAKOBUX
CTPYKTYp A0 HOBUX TEXHOJOTIUYHHX CepeloBHII. BinmoimHo,
NOJBIHHE KOAYBaHHS BUCTyNae 0a30BUM  MeEXaHi3MOM
iHTepmperamii  3MIiCTIB Yy  mpomecax — KyJbTypHOi — Ta
TEXHOJIOTTYHOI €BOJIIOLI].

JlocniakeHHs: 1HTepCeMIO3UCy B MY3WYHIM TBOPYOCTI,
30KpeMa B IPOEKTaX, J€ HOEAHYIOTbCS JIOKYMEHTaJIbHI
3BYKO3alMCH, MY3UYHE apaH)KyBaHHs Ta Bi3yalbHI 00pasw,
HaOyBae OCOOJIMBOrO 3HAYEHHS JUI PO3YMIHHA MEXaHi3MiB
XyHA0KHBOTO MUCIIEHHS B yMOBax IH(poBoi KynbTypu. Lle
3aBJIaHHSI € BAYKJIMBUM SIK Y HAyKOBIiH cdepi, J1e po3poOistoTbes
HOBI KOHIIEMIIIT aHaJi3y ayAioBi3yaJlbHOTO MHUCTEITBA, TaK 1 B
NPAaKTUYHIA IUIOMIMHI, € CAyHANPOIIOCEPU Ta KOMIIO3UTOPHU
3aCTOCOBYIOTh 1HTEPCEMIOTHYHI CTpaTerii Jisi CTBOPEHHS
iHHOBaIifHUX ~ (OpM  My3WYHOI  KOMYHIKaIlil, 3JaTHUX
nepeaBaTu 6araTouiapoBi 3MICTH Cy4acHOTO CBITY.

AHaJi3 OCTaHHIX AocaigxkeHb i myOuikamii. Ines
MO/IBIITHOTO KOJTyBaHHS SIK OCHOBU 0araTOpiBHEBOI CEMIOTUYHOI
00poOKM 3HaKIB OyJia IPYHTOBHO PO3IJIAHYTA Yy JOCHIJKEHHI
O. Adoninoi (2018 p.) [1], ska Bu3HAYUWIA ICTOPUYUHY
€BOJIIOL[II0 KyJIbTYpHUX KOJIB BiJl JIOMMCEMHHX YaciB JI0 €TOXU
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U(pPOBUX TEXHOJIOTIH. ABTOpPKA IMiJKPECIIOE YHIBEPCATIbHICT
HIPUHLUITY OJTHOYACHOTO ICHYBaHHS IPSMOTO i
OIIOCEPEIKOBAHOTO 3HAUCHHS y MEXaxX OJHOTO IOBITOMJICHHS,
110 /03BOJIAE€ 3HAKOBMM CHUCTEMaM aJlalTyBaTHCS 10 HOBHUX
KyJbTypHHUX 1 TEXHOJOTTYHHUX peaniid. Lle monoxxenus popmye
TEOPETHYHE MIATPYHTS I aHAMI3y I1HTEPCEeMIOTHYHHUX
MPOIECIB Y Cy4acHil My3HUHIH TBOPUOCTI, 1€ IPUPOIHI 3BYKH,
MOOYTOBI IIyMH W TEXHOJIOTIYHI CHUTHAIM OTPUMYIOTh HOBE
XyAOXKHE 3HAUEHHS Yy MeXax €IWHOI ay/aioBi3yalbHOI
CTPYKTYpH.

Po3BuTok KOHHenmii iHTEpceMio3WCy B KOHTEKCTI
€MOIIIHHOTO BIUIMBY Ha peUHUITiEHTa OyB 31HCHEHHMH y TIpari
T. Kpucanooi ta I. lleBuenko (2019 p.) [2], saki mocmiauim
MEXaHI3MH KOHTPYEHTHOCTI Ta HEKOHTPYEHTHOCTI KOJIB Yy
KIHOJIUCKYPCI. Ixmi CIIOCTePEIKECHHST MO0  B3aEMOJIT
TEeTEPOreHHUX CEMIOTUYHUX CHUCTEM Y aKTHBIi3allii eMOIIHHUX
e(eKTIiB € PEIIeBAHTHUMH JIJII BUBYCHHS MY3HYHUX IPOEKTIB,
AK1 TO€IHYIOTh INPHUPOJHI 3BYKH 3 MY3UYHOK CTPYKTYpOIO.
KpiMm TOro, BaxknmuBuM JkepenoM € nociimkeHHs Jlx. Xana
(2021 p.) [6], sAKuii po3rIAmAE€  COIiATBHO-CEMiIOTHUHHN
XapakTep MYy3WYHOTO WPOJAKIIHY Ta IIJIKPECTIOE POJIb
NPOAIOCEPIB  SIK TMPAKTUUYHUX CEMIOTHKIB, IO OMNEPYIOTh
3HAKOBHMHM CHCTEMaMH y NMOOY/I0B1 CKJIaITHUX ayA10BI13yallbHUX
HapatuBiB. Lli mpami ¢opmyloTh HaykoBe MIATPYHTS JUIs
BUBUEHHSl 1HTEPCEMIOTUYHUX TMPOLECIB y MY3HUIll, OJHAK
NUTaHHA TpaHcopMallii TOKYMEHTaIbHUX 3BYKOBHX 3aITUCIB Y
XYJOKHI MY3U4YHI TBOPU JOCI 3aJIMIIAETHCS HEJOCTATHBO
PO3pOOIICHUM.

Oco0OnuBe micue y GopMyBaHHI TPAKTUYHOTO MaTepiany
JOCIIJKeHHST 3aiiMaroTh aHATITUYHI MaTepialu MPOEKTYy « Sk
3By4dTh YKpaiHa», 3o0kpemMa crtarti B. JlaBpoBCchKOTrO
(2023 p.) [3] Ta B.Pemi (2024 p.) [4], ne OKpecCIIOETbCS
3HAYEHHS  IHTEPCEMIOTHMYHOI  B3aeMoAll y  MoOyIoBi
cayHArnoptpery  cywdacHoi  Ykpainu. Ilpore  icHyroui
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JOCIIKEHHS 3€01UIbIIOr0 30cepe/KEH1 Ha OMCOBOMY aHai31
XYJIOKHIX PE3yJIbTATIB, 3aJUIIAIOYM 110332 YBAarow TIMOWHHI
MEXaHI3MH  MDK3HaKoBOi  TpaHcdopmamii  3BYKiB Y
CTPYKTYpPOBaHy My3H4YHY KOMIO3MLI0. TakuMm 4uHOM,
HEBUPILICHOIO  3alMINAETbCA  MpoliieMa  OCMHCICHHS
IHTEpCEMI03UCY SIK aKTUBHOI'O TBOPUYOTO IPOLIECY Y MYy3HILll, 110
nependadae PEeKOHIENTYaTi3alil0 HAaBKOIMIIHIX aKyCTHYHUX
(heHOMeHIB y Xya0XxHIHA aymaionpoctip. Came UM acrekTam i
MPUCBAYCHA JIaHA CTATTS.

Mera poboTu [1OJIArae y JIOCJIIKEHHI
IHTepCEeMIOTHYHUX MPOIECIB Yy MYy3WYHId TBOPYOCTI €BreHa
dinaToBa yepe3 aHami3 TpaHcopMallii HABKOJMIIHIX 3BYKIB y
IUTICHI MY3WYHI KOMITO3HIII B MEXax MPOEKTY «SIK 3BYUYHTH
YkpaiHay.

Pe3yabTaTH. Y KOHTEKCTI My3UYHOI KYJIBTYPH TIOYATKY
XXI cr. TOHATTA IHTEpCEMIO3WCy HalOyBae 0COOIMBOT
aKTyaJbHOCTi, OCKUIBKH CydacHa My3HWKa Jemajii Oinblie
BUXOAMTh 33 MEXI BHMKIIOYHO KIACUYHOI'O MY3HYHOIO
3BY4YaHHS, IHTErpylOYHMCh 13 BI3yaJbHUM  MHCTELTBOM,
JiTepaTtyporo, KiHemaTorpagoM, MOI0K Ta LU(PPOBUMHU
TEXHOJIOTISIMUA.  [HTEpCeMiO3UC  TPAKTYeEThCA SIK  MPOIEC
B3a€MOJIIi PI3HUX 3HAKOBUX CHUCTEM Yy MeXax €JIUHOIro
KOMYHIKaTHUBHOT'O TIPOCTOPY, IO MPU3BOANTS JI0 3a0€31eYeHHs
HOBHX 3MICTIB.

HaykoBumi T. KpucanoBa ta I. IlleBuenko y crarri
«IHTepcemio3uc  HEraTMBHHX eMOLIH Yy  KIHOAMCKYpCI:
MICUXOJIHTBICTUYHUI pakypc» MIAKPECTIOITh: «3a yMOBH
KOHTPYEHTHOCTi, pI3HI KOJM OJHOYACHO AaKTyali3yloTh
OJTHAaKOBI €MOTHBHI 3HA4YEHHS; HEKOHTPYEHTHICTh
IHTepCeMiO3UCy €MOIliil moisirae B TOMY, IO TI'eTEPOreHHI
CeMIOTHYH1 3aco0M OJIHOYACHO aKTyali3ylOTh Pi3HI €MOTHBHI
CMMCJIH, 1110 HA/Ia€ TOJJATKOBOI €KCIIPECUBHOCTI TAKUM €MOLIISIM
i migBuInye eeKTUBHICTh iX BIUIMBY Ha Tisimaday [2, c. 130].
Taka momiceMaHTHYHICTh €MOIIIHOT penpe3eHTalii crpuse
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NOTMUOJIGHHIO  €MOILIMHOrO0  3aJdydeHHs  ayAuTopii  Ta
IIJIBUIICHHIO €(QEKTUBHOCTI BIUIMBY Ha i1 MCHXOEMOLIHMHHUI
ctad. ToOTO, HEKOHTPYCHTHHU IHTEPCEMIO3HC €MOIii €
BAXJIMBUM 3aCO00M TMOCHJIEHHS BHMPA3HOCTI XYAO0XKHBOTO
BUCJIOBJIIOBAHHA 1  PO3MIMPEHHS  CHEKTpa  MOXIUBHUX
IHTEepIpeTaIiil y perumieHTa.

Hocmigauk JIx. Xan y HaykoBiii mpami «A Social
Semiotic Account of Music-Movement Correspondencesy»
3a3Hayae: «BuxopucraHHs rpadidHOTO IHCTPYMEHTY B
MIPOrpaMHOMY 3a0€3MEeUEHHI Il My3UYHOTO MPOAAKIIIHY TaKOXK
IIKPECITIOE, 110 MY3HYHI TPOJIOCEPU CaMi € CEMIOTUKAMU —
THMHU, XTO OLIbIIIE 30CEPEKYETHCS HA MIPAKTHUII, HI’K HA TEOpii»
[6. c.257]. Amnamiz CcOIIaJIbHO-CEMIOTUYHOTO TIiIXOAY JO
BIJIMOBIAHOCTEH MIDK MY3HKOIO Ta PYXOM 3acBiquye, IO
MY3HYHI IPOIIOCEPU BUKOHYIOTh POJIb IPAKTUYHUX CEMIOTHKIB
y TpolLieci CTBOPEHHsI ayiadbHUX MpoekTiB. Lle miaTBepmKye
(GyHKIIOHAIBHY IPUPOJTY CEMIOTHUYHOT KOMIIETEHTHOCTI y cdepi
My3WYHOTO  MPOJAKIIHY Ta  aKTyalidye HEOOXiAHICTb
MOJTAJTBIIIOTO BUBYEHHS MPAKTHK IHTEPCEMIOTUYHOTO MUCIICHHS
y My3uIli.

IaTepcemiosuc y cydacHiii My3uuHii ayA10KyIbTYpi — 1€
npoliec 3MicToBoi TpaHchopMmarlii, 3a K0T MPUPOIHI, TOOYTOBI
a00 TEXHOJIOTIYHI 3BYKH HAaBKOJIMIIIHBOTO  CEPEJIOBHIINA
IHTEpPIPETYIOTHCS, MEPEOCMUCITIOIOTHCS 1 PEKOHCTPYIOIOTHCS Y
MYy3W4YHI KOMITIO3HUIIii, 1[0 HA0YyBalOTh XYIO0KHBOI, €MOIIHHOT
a00  KOHIENTyaJbHOi IIHHOCTI. Y  I[bOMy KOHTEKCTI
IHTEPCEMIO3UC MOJIATA€ Y Mepexol 3ByKOBUX SBUII 13 iXHBOTO
NEPBUHHOTO YTHJITapHOrO ab0 NPUPOAHOTO 3HAYEHHS Y
XYAOXKHIO TUIONIMHY MY3WYHOTO BHUCIIOBIIOBaHHS. Takuid
Ipolec 3MIHIOE CEeMIOTHYHHUH CTaTyc 3BYKY: BiJ 3HAKy
peanpHOTO o00'ekTa ab0 T™OAIT [0 3HAKYy €CTETHYHOTO,
€MOIIITHOTO YK KYJBTYPHOTO CEHCY, XapaKTepHOro Jis
ayJllOKyJIbTypY MOCTIHIYCTPIlaJIbHOT 100H.
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VYKpalHCbKHMId — TPOAIOCEP,  MYJIBTHIHCTPYMEHTAJIICT,
migep npoekty «The Maneken», a TakoX cayHIIIPOIIOCEp
npoekty «Onuka» €Bren @imatoB, y CBOili TBOPUYOCTI
JEMOHCTpPY€E SICKpaBUW MPUKIAJN I1HTErpamii pi3HOMaHITHUX
CEeMIOTHYHUX KOJIB Yy MeXax CydyacHOi My3ukud. OgHHM i3
HaWBUPAKCHIIINX TMPOSBIB IHTEPCEMIOTUYHOTO IMIJIXOAYy B
TBOpuOCTi €Brena dinaroBa € MpoeKT «Sk 3ByunTh YKpainay,
SKHUH MepeTBOPIOE LIYMOBI peaiii MICT YKpaiHu Ha OCMUCIIEHY
MY3HUYHY KOMITO3HIIiI0. €Br'eH TaKk IPOKOMEHTYBAB CBOIO y4acTh
y BiIEONpoeKkTi: «MH 3BUKIM JAMBUTUCh Ha CBIT OuYUMa,
BIJIPI3HATH HOTO KOJBOpaMH. A s 3aXOTiB 3BEPHYTH yBary came
Ha 3BYK. ... /{11 MeHe ne OyB HOBUH NOCBIiI. SIK My3WKaHT s
BTUTIOIO CBOi KpeaTHBHI 3aJyMH, a TyT OyJO HaBIAKU: S
MIPUCITYXOBYBABCS JI0 3BYKIB, SIKI IPUTaMaHHI TUM MicTaMm, Jie
Bce BigOyBaocs» [5].

Ponp caynanpoarocepa B CydacHi My3HIll BUXOAWUTH
JaJIeK0 32 MEXi BUKIIOYHO 3BYKO3AIUCY, BOHA PO3IIUPIOE
GyHKIIT 10 poJii KypaTropa, KOHILENTyalicTa, sSKuil (opmye
CEeMIOTHYHY CTpaTerito TBopy. Y BUMaaky €Brena @uiarosa, 1e
NPOSIBJISIETBCS. B THYYKOMY BOJIOJIIHHI PI3HUMU CTHJIBOBUMHM
MOBaMH: B (DaHK-IUCKO 10 apT-momy, Big (OJIbKY [0
CUHTBEUBY.

IuTepcemMio3uc TPAKTY€ETHCS SIK B3aEMOJIS MUK PI3SHUMHU
3HAaKOBUMH CHUCTEMaMH, y pe3yJbTaTi SKOI BMHUKAIOTh HOBI
3HaYeHHSA. Y  My3UYHOMY  MHCTENTBI  IHTEPCEMIO3HC
BUSIBIISIETCS  SIK: TOE€JHAHHS 3BYKOBHUX Ta BI3yaJIbHUX
€JIEMEHTIB; TpaHchopmallis yMiB Yy MY3UKY («HEMY3UUHHUX»
3BYKIB Yy MY3W4YHIi); BKJIIOYEHHS CEMIOTMYHO HaBaHTaKEHHX
3BYKIB (A3BOHM, [I3BIHKM, CHUTHaJl MOBITPSHOI TPHUBOTH);
BIITBOPEHHS COLIIOKYJIbTYPHOTO KOHTEKCTY Uepe3 3BYK.

Y Mexax 1Opoekty «fk  3ByuMTh  YKpaiHay,
3arouyaTkoBaHoro B 2021 p., 3aikcoBaHO 3BYKH MOHAJ JECATH
ykpaiHchkux MicT: Juinpa, 3amopixoks, Kuesa, JIbBOBa,
MuxkonaeBa, Onecu, IlonraBu, Cym, Uepnirosa Ta iH. CayHA
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aKyCTHYHOI 1IGHTUYHOCTI MICBKOTO MPOCTOPY 3a0e3MeuyeThes
3BYYaHHSIM TPAHCIIOPTY, 6a3apiB, BOK3aJIiB, I3BOHIB, IIEPKOBHUX
XOpIB, IIIyMY BYJIHIIb, JUTSYOTO CMiXy Ta IHIINX EJIEMEHTIB.

VY HaykoBiii crarTi «My3uKa B KyJbTYypHIN AUILIOMATIi
cydacHol  Ykpainu» ByYeHa B.Pemns Tak  ommcana
«JIOKYMEHTAJIbHUH MY3UYHUHN MPOEKT» «SK 3ByUUTh YKpaiHay:
«Y 3BYKOBY CUM(OHIIO CY4YacHOTO JKUTTS OpraHigyHO
BIUTITAIOTBCS CBUCT KO3albKUX I1a0enb, 3BY4YaHHS JIpH,
uMOal, TpeMOiTH, COMJIKM, BEIMYHUX TyIyMOaciB, — IO
JIOKOPIHHO 3MIHIOE YSIBICHHS TPO “‘TpajulliiHe yKpaiHChKe.
[lopyu romocu Maiinany, octpoBa XOpTHIl, HEHNOBTOPHA
3BykoBa arMocdepa Kapnarcekux rip, Onecbkoro onepHoro ta
TBBIBCBKUX BYJHMYOK 1 — IIOKYIOUl 3BYKM BiiiHH, CHpEH Ta
BHOYXiB» [4, ¢. 157]. Taka B3aeMo1isl FTE€TEPOreHHUX ayA10KO/IIB
JEMOHCTPYE XapaKTEepPHUH JUIS IHTEPCEMIOTHYHOTO IIPOLECY
Mepexia BiJl aBTOHOMHOI'O ICHYBaHHS OKPEMHUX 3HAKIB JIO iX
iHTerpaLii y HOBy CEMaHTHUYHY CTPYKTYpY, [0 Ma€ MOCHICHUN
EeMOIIHHNN 1 KyJbTYpHHH BIIMB. KpiM TOTO, TBEpIKECHHS
BKa3ye€ Ha KOHIPYEHTHICTb MIX PI3HMMHU 3BYKOBHUMH IIapaMu
MPOEKTY: TIOMPH IXHIO KAHPOBY, ICTOPUYHY Ta CEMAHTUYHY
PO3MaiTiCTh, yC1 BOHU CIIPSIMOBAHI Ha PEMPE3CHTALIII0 HILJTICHOTO
o0Opa3y VYkpaiHu 5K >kuBOi, OaratomapoBoi 1 JWHaAMIYHOI
ayniokynbTypu. ToOTO, HaBeleHUM (QparMEHT akKIEeHTye Ha
TOMY, IO IHTEPCEMIO3HC Yy MPOEKTI «SIK 3By4MTh YKpaiHa»
MIOJIATA€ HE TUIbKHM Y B3a€EMOJIT 3BYKIB Pi3HOI NpUpOIH, a U y
TeHEepyBaHHI HOBOTO KOMIUIEKCHOTO KYJIBTYPHOIO MECEIKY
yepe3 €CTEeTUYHE IO€HAaHHS ICTOPUYHOI MaM'siTi, Cy4yacHOi
peasbHOCTI Ta eMOLIIITHOTO 10CBiY.

3BYKO3aMKCH 3A1MCHEH] Ha JIOKAIISX HE 3JIMIINAINCS B
nepBUHHOMY  BUDJsimi.  DinmatoB, [K  cayHIIPOAIOCED,
TpaHcopMyBaB iX y MY3WYHHUH Marepiajl, HaJaBIIM IM
PUTMIYHY Ta TapMOHIWHY CTPYKTYpY, CTBOPUBIIN MY3HYHUI
CayHATPEK KOXXHOro Micta. B 1HTepB’I0 UIi MYy3WYHOIO
BugaHHs «Ciyx» €BreH 3a3Ha4ymB: «XOTLIOCS 3aMUCcaTH MI0Ch
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eKCKJIIO3UBHE, XapaKTepHE i MpUTaMaHHE caMe TOMY MICTY, /i€
mu niepedyBanu. Tomy st 00upaB 3BydaHHs CBITI0(OpA, 13BOHH,
moCh, 10 OyAe acoIlroBaTucs 3 MEBHUM MicTom» [3].
Caynanpotocepy BIANOCs MOKa3aTH YHIKaJIbHHUI 1 BOJAHOYAC
BITI3HaBaHUI 3BYKOBUI 00pa3 KOKHOTO MICTa.

[TpoekT «SfIk 3Byunth YKpaina» €Brena ®dinmatoBa €
MNPUKIAZOM CydYacHOI IHTEPCEMIOTHYHOI NPAKTUKH, B SKIH
3BYKOB1 ()€ HOMEHHU MICHKOI'O CEPEIOBUIIA MEPEOCMUCITIOIOTHCS
SIK 3HAKOBI CTPYKTYPH 1 TPaHC(HOPMYIOTHCS Y XY0KHIO POpMy.
Posrnsimatoun mpoekT «SIk 3ByuuTh YKpaiHa» B KOHTEKCTI
IHTEpCEeMIOTHYHOTO aHaNi3y, BAPTO BUILIUTH HACTYITHI ITyHKTH,
B pO3pi3i SIKKUX BiH B1I0YyBA€EThCH.

1. Axycmuunuil 1anowaghm sk 3HaK08a cucmema.

3BYyKM MicTa BHUCTYNalOThb HE MPOCTO eleMEHTaMH
aKyCTHYHOTO ()OHY, a IOBHOI[IHHMMH ayJi0CeMiIOTHIHUMHU
3HaKaMH, IO BTUIOKTh y co0i colialbHy, ICTOpUYHY H
KyJIbTYpHY iHpoOpMalito. J[3BoHH co0OOpy BIJICHIAIOTH [0
peNiriiHOro  KOHTEKCTYy, TpamBaiiHI J3BIHKM  (DIKCYIOTh
ypOaHICTUYHY pEaNbHICTh MOBCAKIACHHOTO KHUTTS, a KHUBI
Jianord Ha 0azapi BUSBIISIOTH JIOKAJbHY MOBHY 1€HTUYHICTh
periony. [HTerpyroun 11i 3BykH y My3uuHi komrosuitii, dinatos
3IHCHIOE TIPOLIEC I1HTEPCEMIO3UCY, 3a SKOTO NPUPOAHI M
COLIIAJIbHI aKyCTUYHI 3HAaKM MNEPEeXOolsiTh Yy XyA0XKHIO cdepy,
Oyayrour HOBi (hOpMHU €MOLIIHHOTO i KyJIBTYPHOTO OCMHUCIIEHHS
npocropy. B pe3ynbTari 1bOro nepexoay MiChbKe CEpelOBHILE
nepectae OyTH JHILIE TJIOM, a MEPETBOPIOETHCS HA aKTUBHOTO
CIIBTBOPISI MY3WYHOTO TBOPY, BIJKPHBAIOYM Ui CIyxada
OaraTorpaHHUi JTOCBiJl B3a€MOAIl 3 BJIACHOIO KYJIBTYPHOIO
1ICHTUYIHICTIO Yepe3 3BYK.

2. Tpancghopmayisn wiymy y mMy3uKy.

[IpoexT «Sk 3ByunTh VYKpaiHa» SCKpaBO IIIOCTPYE
SBUIIE IHTEPCEMIO3UCY y CYYacHIN ayJioKyJlbTypi, 30KpeMa y
mpoueci My3WYHOI TpaHcopmallii HaBKOJHWIIHIX 3BYKIB.
IIpouec My3Hudikarii oIymy BUCTYTIA€ TBOPYOIO
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IHTEepHpeTali€o, y Mexax sKoi MoOyTOBI Ta MPUPOJHI 3BYKU
HaOyBalOTh E€CTETUYHOI (YHKIII 1 MEPEOCMHUCITIOIOTHCS 5K
XyA0XHii Marepian. PiaaToB MaCTEPHO CTPYKTYPY€E PUTMIUHY
OCHOBY, BUKOPHCTOBYIOUHM I'yJI BOK3aJly IK IEpKYCIMHUI KapKac
KOMITO3UIIii, IHTErpy€ IIEPKOBHI JI3BOHHU SIK MEJIOTIMHIIA aKI[CHT,
a JIUTA4Yl TOJIOCU 3aCTOCOBYE sl (POPMYBaHHS aTMOC(hepHOro
¢onoBoro mapy. Taka XxymoxHs 0O0poOka 3BYKOBOTO
Cepe/IoBUILA € MPUKIAJOM IHTEPCEMIOTUYHOIO MEPEKIIaay, 110
nepenadavyae MEPEeTBOPEHHS pealbHUX aKyCTHYHHX MOMIH Y
3HAKOBI €JIEeMEHTU My3U4YHOi MOBH. Uepes 1eil nporec Oy 1eHHa
3BYKOBAa pEaJIbHICTh Ha0yBa€ HOBHUX CMHCIIB, IO ICHYIOThH Y
MEXax MY3UYHOTO TBOPY 1 BOAHOYAC 30€piraroTh 3B'I30K 13
MEePUIOKEPETbHIM KOHTEKCTOM, CTBOPIOIOYM OaraTopiBHEBE
€CTETUYHE CIIPUMHATTS.

3. Ayodiosizyanvha 63a€mM00is.

OpHouacHO 3 1oOyJIOBOIO  3BYKOBOI  KapTHHHU
BiOyBa€TbCs Bi3yamizalisi 3a JOMOMOTOI0 BiZeOpsTy, IO
pEeNpe3eHTy€E KUTTSA YKpaiHCbKUX MicT. BizyanpHi 00pasu Ta
3BYKOBa  TEKCTypa THpPOEKTy mepeOyBalOTh Yy  CTaHl
KOHTPYEHTHOCTi, OCKIJIbKM OOWABI CEMIOTHYHI CHUCTEMH
Y3rOPKEHO TEePENar0Th CIHIJIbHI €MOTHBHI 1 3MICTOBI CMHUCIIH.
Taka KOHIpyeHTHa B3a€MOJisl 3BYKY Ta 300pa’keHHsI MOKpallye
eMOLIMHUNA e(eKT CHpUNHATTS, CHpusioud (HOPMYBaHHIO
MOJIICEMIOTUYHOTO TBOPY, Y SKOMY pi3HI KOAM HE JIMIIe
CHIBICHYIOTh, a i B3a€EMHO aKTyali3ylOTh Ta IMOCUJIIOIOTH OJIHE
OJTHOTO y €IMHOMY XYyJAOXKHbOMY XkecTi. IIpoekT cTBOpIOE
0COOJIMBY €CTETUYHY CHUHEpriio, /i€ ayaialibHI Ta Bi3yalbHI
IIapH IHTETPYIOTHCS Y CHUIBHY 3HAKOBY CUCTEMY, L0 JI03BOJISIE
rbmie  BigUyTH atMocdepy cydacHoi YKpaiHM yepes
OaraTokaHaJbHE CIIPUUHATTSL.

€pren ®i1aToB y IbOMY MPOEKTI BUCTYNAE HE JIULIE 5K
KOMIIO3UTOp 1 Tpojarocep, a SK MeAiaTop MiX 3HAKOBUMHU
CHCTEMaMH: IIIyMOBOIO PEaIbHICTIO Ta My3HYHHM TBOpPOM. Koro
3aBJaHHs MOJATajJo0 B TOMY, IIOOM 30eperTd aBTEHTUYHICTh
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aymiomarepiany, BoAHouac  TpaHcpopmyrud  Horo B
CTPYKTYypOBaHy KOMIIO3MIIIO, NOCTYNHY AJis ciiyxada. Takiii
ITIX 1T MOYKHA Ha3BaTu IHTEPCEMIOTHYHUM
CayHIIIPOAIOCYBAHHSM, i€ 3BYK Hece He JIMIIe eCTeTUYHe, a U
KyJIbTypHE HaBaHTAXEHHA. Y pe3yJbTaTi MH 4yEMO HE MPOCTO
MY3HKY, a  3By4YaHHS YKpaiHChKO1 1ZIeHTUYHOCTI,
MaTepializoBaHol B ayaiodopmi.

[Ipoext «Sk 3ByunTh VYKpaiHa» CcTa€e MOPUKIATOM
CY4acCHOTO MY3WYHOTO MHCTEITBA, B SKOMY IHTEpCEMiO3UC
BHUCTYNAa€ OCHOBHUM TBOPYHM METOJIOM. 3aBISKH BMIHHIO
€Brena ®dinaroBa NpaIlOBaTH 31 3BYKOM SIK 31 3HaKOBOIO
CHUCTEMOIO, BJIAJOCS BHUIIYCTUTH  ayJIOKOMIIO3MII,  SKi
OJTHOYACHO € 1 CayHATpEKaMH YKpPAiHCHKUX MICT, 1 TNIHOOKOIO
COIIIOKYJIBTYPHOIO peIeKCi€ero.

[lefi migxig BiZKpUBAE HOBI  MOMJIHMBOCTI  JUIS
CayHJNPOAIOCEPIB, SIKI MUCIIATH HE JIMIIE SK TeXHIYHI (axiBIii,
a sIK MeJlaXy/I0)KHUKH, SIKI IPAIIOI0Th Ha IEPETUHI MUCTEITBA,
KyJIbTYPH Ta TEXHOJIOT1H.

VY Mmy3uuHii koMnosuiii «fk 3Byunts Kuis», cTBopeHiit
cayHanpoatocepoM  €BreHom  DuraToBUM,  peani3oBaHO
KOHIICTIIIII0O MDK3HAKOBOI TpaHchopmarllli, Mo MpOSBISIETHCS
yepe3 IHTepPCeMIOTUYHE MOE€THAHHS YpOaHICTUYHHUX 3BYKOBUX
€JIEMEHTIB 1 My3uuHoi JpamMatyprii. Kommno3unis 6a3yerbcs Ha
3BYKOBUX KOMIIOHEHTaX, II0 € YacCTUHOK IOBCSIKAEHHOTO
MiCBbKOTO cepenoBuiia Kuesa, aje 3aBasiku 1HTEpCEMIOTHIHOMY
3alyMy aBTOpa HaOyBaOTh cTarycy MY3HYHOTO
BUCJIOBIIIOBaHHS. Y IboMy emi3oai 3Byku Kuesa HaOyBaroTh
HOBOTO MHCTEIBKOIO 3HAu€HHsS, TPaHCPOPMYIOUHCh 13
JNOKYMEHTAJIbHOTO aynioQikcyBaHHS HAaBKOJIUIITHBOT O
CepeIOBHINA y TOBHOILIIHHUNA €MOIIHO-CMUCIIOBUN Matepial
JUTSL MY3U9IHOT KOMITO3HITi.

Buxopucranuss 13BoHIB patymi Ha KoHTpakTOBid
IJIOMII, SIKI BIATBOPIOIOTH Menofito «Pese Ta crorne [Himp
[IUPOKUI», BUCTYNAE CEMAHTUYHUM TOYATKOM KOMIIO3HIIIT Ta
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bopmye 1i inenTudikaniiauit My3uunuii koa. Cam 3ByK, KU y
MICBKOMY MPOCTOPI (PYHKITIOHYE SIK CUTHAJ Yacy, B My3UYHOMY
TBOpl BHUKOHY€ pOJb IHTPOIYKIi, II0 MICTUTh CHMBOJIIYHE
HaBaHTaXeHHA. Taka TpaHcdopMallisi 3Ha4eHHs 3BYKY €
MPUKIIAZOM IHTEPCEMiO3UCY, KOJIU CeMIOTHYHA (DYHKIIisI OJTHOTO
Cepe/loBUILA TEPEHOCUTHbCS JO 1HIIOrO: Bl 3BYKOBOI'O
CepeIoBHINA MICTa 10 XyI0KHBOTO HAPATUBY.

[Tynbcamiinuii 3ByK cepiis, B3sATUH 13 MIHICKYJIBITYpPH
npoekty «l1lykaii», a Takox ypuBOK MicHI « Sk TeOe He mo0ouTH,
Kuee wmiit», BinTBOpeHWH 13 MiHIATIOpHOTO TpamModoHa,
PENPE3CHTYIOTh THTETPAIlil0 SIIEMEHTIB KYJIbTypHOI IMaM’sTi B
KOMIIO3ULINHHY TKaHUHY TBOpY. Taki 3ByKM CTarOTh HE IPOCTO
(OHOBUMH, a OCMUCIICHUMH CTPYKTYPHUMHU KOMITOHEHTaMH, 110
MaloTh 3MICTOBY Kopesslilo 3 obpazom KueBa sk >XUBOro
opranizmy. Jlanuii npuitom popmye GaraTopiBHEBY CEMiOTHUKY
ayJiocepelioBUIA, Ji€ KOXKEH 3ByK 30epirae IepBUHHE
3HA4YeHHs, ajie¢ BOAHOYAC HaOyBa€ HOBOTO CEHCY B MY3WYHIH
CTPYKTYPI.

BaxnuBuM ipamMaTyprigHUM €J1eMEHTOM € 3aITUC ITyMiB
MICBKOTO TpPaHCIIOPTY, 30KpeMa TYpPHIKETIB, €cKajaTopa Ta
MOI311B METPO, sKI 3a0e3Meuyl0Th PUTMIYHY 1 TEMIIOPAJIbHY
ocHoBy komno3uuii. Ha npomy ¢oHi 3’sBiseThcss Irpa Ha
OKapHHI, sIKa IMITy€ 1HTOHAIII] YKpaiHChKO] MicH1. Takum yuHOM
JOCSATAEThCSI  KOHTPAacT MDK  1HJIYCTpiaJlbLHUM  PUTMOM
Merarnosiica Ta TpaJuLiiHUM IHCTPYMEHTAJIbHUM 3BYYaHHSIM,
10 JEMOHCTPY€ CKIAAHY KyJbTypHY HaliTpy MicTa. Llei
MPUIOM TaKOX 1IHOCTPYE MIKKOJOBHMM Jiaor: 1HIyCTpiajibHi
3BYKH BCTYIAIOTh Y B3a€MOJIIIO 3 €THIYHUM ayJioMaTepiaiom,
(hopMyrOUH HOBHM THIT My3UYHOI HAPATUBHOCTI.

Y  apyriii  4YacTMHI  KOMIO3HWIII  TOCTiIOBHO
IHTETPYIOThCS ay/A10 3 JIOKAIll{, OB’ I3aHUX 13 KYJbTYpHOIO Ta
COLIAIbHOIO aKTUBHICTIO: My3€i, BYyJIMUYHI My3HKaHTH, TOJIOKA.
I[li enemMeHTHM  JEMOHCTPYIOTh  3JATHICTh  CY4YacHOIO
CayHAIPOfocepa He JIHILIE MPaloBaT 3 TEKCTYpaMu IIyMy, a
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1l BHOKPEMITFOBATH 3MiCTOBHI aKIIEHTH, SIKi IIEPEAA0TH XapaKTep
gacy. Temn y 131 ymap Ha XBWIMHY BHKOHYE CHMBOJIIUHY
GyHKII0, penpe3eHTYIoud IuHaMidHe >KUTTS Kuesa, ske
CHiBICHY€ 3 pedIeKCi€r0 BOEHHOTO JOCBiAY, MO (IKCYETHCS y
3amucax 3pydHOBaHMX OyniBenb 1 ¢pas3i «YBara, BinOii
HOBITPSTHOI TPUBOTUY.

TBopumii migxin €BreHa @inaroBa BUSBISETHCS Y
3MaTHOCTI (popMyBaTH CKJIaJIHI My3u4Hi (HopMH 13 OyIeHHUX
3BYKIB, SIKI € IPOSIBOM BHUCOKOT'O PiBHS CayHINEPLENTHBHOCTI.
Takmii croci® MHCIEHHS 3acBiAuye 3CYB BiJ TpaaMIiitHOL
My3W9HOI KOMIIO3HINi JO TMOCTIHCTPYMEHTAIBHOI MOJei
KOMIIO3UTOPCHKOI TBOPYOCTI, JI€¢ 3BYK Yy HOro NnepBUHHOMY
BUTIISAL 3100yBae HOBE IKHTTS Yepe3 IHTEPCEMIOTHYHY
00pobky. Kommnosuuist «SIk 3Byunts KuiB» neMoHCTpye, 110 B
YMOBax BiliHU Ta COIIAJIbHUX TpaHC(hOpMaIliid 3ByK MicTa MOXKe
CTaTH OCHOBOIO XY/J0XKHBOTO OCMHUCIEHHS 1 OyTH 3aco0oM
30epeKeHHs KyJIbTYpPHOI 1IGHTUYHOCTI Y 3BYKOBii hopmi.

B enizomi «fx 3Bywarr Kapmarm» peanizoBaHO
XYJOKHIA  HPUHLIMII  IHTEPCEMIOTHYHOI  TpaHchopmarii
OPUPOJHUX 1 MOOYTOBUX 3BYKIB Y (DYHKIIIOHQJIbHI €JIEMEHTH
My3u4HOI komno3ullli. Take aymianbpHe PIIICHHS PENPE3CHTYE
MOEJHAHHSA eTHOTpadiuHOi CHOCTEPEeXKIUBOCTI, PUTMIUHOI
CTPYKTYpH Ta KOHIIETITyaJbHOTO CayHIJIW3aliHy, M0 (opmye
HOBY MOJEIb MY3WYHOTO OCMMCJIEHHS HaBKOJHMIIHBOI'O
cepenopuma. [IpuHIUN monsArae y NEpEeHECeHHI CEMIOTHUKU
HaBKOJIMIIIHIX 3BYKIB JI0 CHCTEMH MY3UYHHUX KOOPAMHAT, B IKUX
BOHM HaOyBalOTh TEMOPOBHX, PUTMIYHHUX Ta TapMOHIYHUX
GyHKITIH.

BukopuctanHs ~ O3BOHY  IUBINIOK  SK  JDKepena
BHCOKOYACTOTHOI MepKycii € TPHUKIaJOM  BiATBOPEHHS
TpaauuiiHol QyHKUii xaif-xeTy a0o mieiikepiB 3a JOMOMOTOIO
00’ekTiB  AoBKULIA.  CayHANpoaiocep  J0CSIra€  TOHKOI
IHTOHAIIHHOT OpraHi3ailii X 3BYKiB, IO JO3BOJISIE iM HE JIHIIIE
JIOTIOBHIOBATH PUTMIUHY TEKCTYpy KOMIIO3UIIi1, @ i BAKOHYBaTH
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ponb (imirpaHHOi TEeMOPOBOI apTUKYJSAIil. Y TMOEAHAHHI 3
IPIOKOTOM CMITTA SIK JDKEPEIOM CEepeAHbOYACTOTHOI MepKycii
dopmyeThCcst  OaraTomapoBUil  PUTMIYHMKA — MalIOHOK, IO
pPE30HY€ 3 HAPOJHHUMHU PUTMIYHHMHU CTPYKTypaMu, Xoya i
11030aBJIeHUIN TPSIMOTO €THIYHOTO ITUTYBAHHS.

OpuriHaibHUM PIIICHHAM € BHUKOPUCTaHHS XPYCTY
oiroro rpuba sik ananmora 6ac-6apabaHa. 3aBISKU MaHITYJISIISIM
3 PUTMOM, KOMIIPECIEI0 Ta EKBali3alli€l0 e 3BYK HaOyBae
6apabanHOi QyHKIIi1, 30epiratouu Mpu HbOMY CBOIO aKyCTUYHY
ineHTuyHIicTh. lle mme pa3 miaKpeciaoe BHCOKHH piBEHBb
ayJiONepUenTHBHOCTI CAayHANPOAIOCEpa TPOEKTY, SKHA HE
numie Gikcye 3ByK, a i 4ye B HbOMY IMOTEHIIIAJ JIJIs IHTerparii y
MY3HUHY CHCTEMY. AHaJOTi4Hy (YHKIIIF0 BUKOHYE 1 3BYK BiX
yAapy KWIHNMapHOTO CTaHKa, SIKUM CHOpPUHMAETHCS SK €EeMEHT
0apabaHHOI YCTAaHOBKH Ta BIIMCYETHCS B TAKTOBY OpTaHi3alliio
KOMITO3HLII.

CeMaHTHYHY HAaCHYEHICTh MalOTh 1 3BYKH JOBKULIS 3
YiTKOIO MY3WYHOIO IHTEpIpeTariero. 30KpeMa, A3BIHOYOK Ha
BIBI[l BHUKOHYE (YHKIIO YalWMCIB, IO JOAA€ KOMITO3HIIIT
eTHorpadiuHoro kosoputy. IlafiHHS COCEH BHKOPHCTAHO SIK
JDKEPEeTIo HU3bKOYaCTOTHUX aKIEHTIB, CXOKHUX Ha TaM-TaMHt a0o
mutaBpH. Lli 3ByKH BUKOHYIOTh POJIb OPKECTPOBUX OapalaHiB 1
MIICUIIOIOTE EMOILIMHMI BIUIMB KOMIO3HIII, OCOOIMBO B
KyIbMiHAIIHUX MOMeHTax. IX TemOpoBa 0OpoOKa 03BOJISE
CTBOPHTH 1JIFO3110 MACIITAOHOCTI Ta TTIMOMHU TIPOCTOPY.

BaxiuBoro 03HAaKOIO I1HTEPCEMIOTHYHOI CTpaTerii €
TpaHcpopMallisl JHOJACHKUX BUTYKIB y (PYHKIIIOHAJIbHI BOKaJIbHI
€JIEMEHTU. Y TIPOEKTI BHUIYKM CHHXPOHI30BaHi, TOHAJIHHO
BIJIKOPETOBaH1 Ta CTPYKTYPOBaHi TAKUM YHHOM, 10 BUKOHYIOTb
¢byHkiito Oek-BokanmiB. Takui MigXiA CBIAYUTH MPO BMIiHHS
CayHANpOAIOCEpa  PO3IMIZHATH EMOIIMHUNA  TIOTEHIliaT
HEBepOANbHOIO CHUTHATY Ta IHTErpyBaTH HOro B MY3HUYHY
TKaHWHY 0€3 BTpaTH aBTEHTUYHOCTI. 3aB/SKH I[bOMY €JIEMEHTY
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KOMIO3ULlis HaOyBa€ XOpPOBOI IIUIBHOCTI, MO MOTJIHOIIOE
XYJIOKHIH 3MICT TBOPY.

QiHaTbHUM €JIEMEHTOM CTaB IIyM JOHIy Ha o3epi
CuHeBip, KU CIPUUMAETBCS K MeTaQOpUYHI OIJIECKH, SK1 B
KOJIi KOMITO3UIIi1 CTBOPIOIOTH €(heKT 3aBepIleHHs BUCTYITY. Take
3BYKOBE PIIICHHSI IMIATBEPDKYE, 110 HABITh (DOHOBI MPHUPOAHI
3BYKH, 00pOOJIeHI 3 ypaxyBaHHSAM PUTMY, TEMOpY Ta TUHAMIKH,
MOXYTh BHKOHYBaTH (YHKIIIF0O MY3WYHHX IHCTPYMECHTIB.
Kommosuriss «fk 3Bydars Kapmatu» neMOHCTpye TIIHOOKY
aBTOPCHKY YyTJIMBICTh /10 HAaBKOJHILHBOIO CBITY, 3JIaTHICTh
pO3Mi3HaBaTH TOTEHIIald 3BYKY Ta TpaHCQOpPMYBaTH HOTo y
BUBaXCHY MYy3UW4HY (GOpMy, IO BKa3zye Ha HOBHUH HiAXiA 10
MY3HUYHOTO MUCIEHHS, /€ 3BYK HE HACIAy€E CTPYKTYpYy, a
CTBOPIOE Ti.

VY npoekTi «SIK 3ByuuTh YEpHIriBY» CayHIIPOIIOCEPChKE
MUCIIEHHSI TpOSABISAETbCA B 37aTHOCTI €BreHa @iuratosa
IHTepIpeTYBaTH 3BYKOBY MarTepil0 MiICBKOTO CEpEIOBHUINA K
HOCIs1 My3u4HOTO 3MicTy. KoHItemniist kommo3utiii 6a3yeTbcst Ha
IHTEPCEMIOTUYHOMY MIJIXO0Jl, KOJM TMOOYTOBI, MICBKI Ta
€MOLIITHO 3a0apBiieHi 3BYKHU TPaHC(HOPMYIOTHCS B MOBHOIIIHHI
My3W4HI eneMeHTH. J[aHui MeToN TMO€IHYE ITOKYMEHTAIbHY
aBTEHTUYHICTh 1 MHUCTELbKY ajanTaiito, (GOpMYyIOUHd TaKUM
YMHOM YHIKQJIbHY 3ByKOBY KapTHHY MICTa, 10 pO3rOPTAEThCS Y
CTPYKTYpP1 My3UUHOTO TBOPY.

Kiro4oBy posib y KOMITO3MINIT Bifirpae BUTYK JUTHUHH,
KUl OyB BipenaroBaHuil BiAMOBITHO 10 TOHAIBHOCTI TBOPY 1
BUKOHYE (DYHKIIIIO My3UYHOTO XYKY. 3BYK, IKUH y pealbHOMY
KUTTI € EeMOIIIHOI PEIUliKOK, B MeXaxX KOMITO3HIIIT
TpaHCPOPMY€ETbCA y LEHTPAJbHUNH MOTHUB, W0 (dopMye
MOYaTKOBY 1HTOHAIIIIO TBOPY Ta 3amaM SITOBYETbCS CIIyXadeBi.
[ToniOna TpaHcdopMalis JEMOHCTPYE BMIHHS KOMIIO3UTOpa
MEPEOCMUCIIUTH EMOLIIIHY MPUPOAY TOJ0CY W MEepeTBOPUTH ii
Ha CTPYKTYpPHY OJMHUIIFO KOMIO3HIIIi.
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3ByKoBUIl curHan cBitinodopa, 3adikcoBaHM Y
MICBKOMY IIPOCTOpPi, BUKOPUCTaHO $K JAWHAMIYHUI €JIeMEHT
puTMiuHOrO pyxy. Moro iMmynabcHAa CTPYKTypa I03BOJIMIA
moOyTyBaTH JIOTIKYy PO3BUTKY My3u4yHOi (pazu. HaTowmicTs,
OeK-BOKaJIM, 3alucaHi B XpaMi Ha MypMypaHAO, BUKOHYIOTh
poJb 3BYKOBOTrO (DOHY 3 BHCOKOIO peBepOepalli€ro, HaJarodu
KOMITO3UI[ii TIUOWHHU, IIITFHOCTI Ta MPOCTOPOBOTO BHUMIpY.
3aBIKU apXITEKTypHOMY aKyCTUYHOMY CEPEJOBHIILY Xpamy,
TeMOp BOKaiy HaOyBae KaMepHOro o0’eMy, mIo 30arauye
3arajibHy TEKCTYpYy TBODY.

['ypkit pomnepapoMy B KOHTEKCTI CayHIy BHUCTyIAa€e
aNbTCPHATHUBHOI OapabaHHOT MapTii, BUKOHYIOYH PUTMIYHY
(bYHKIIiIO Yepe3 CKpEeTiT, KOB3aHHS Ta yAapH KOJIC 110 MTOBEPXHI.
Apantaniss pUTMIYHOI CTPYKTYpHU J103BoJsie  chopMmyBaTu
NEPKYCiiiHy OCHOBY, 3 SKOI B3a€EMOJIE€ TEPTS HaXKIAYHOTO
namnepy 1o JepeBy. B pesynbraTi 3ByK He AyOJIO€ PUTM, a
HaBIaKH, CTBOPIOE KOHTPAIYHKT JI0 OCHOBHOI JOJI, JOJAI0ud
BapiaTUBHOCTI, aCUMETpPii Ta JUHAMIYHOTO pO3MAITTI Yy
MY3UYHY TKaHUHY KOMITO3HIIi1.

[lepkoBHI A3BOHM, BBEACHI B KyJIbMiHAIIHIM YacTHHI,
BUKOHYIOTh (DYHKIIIIO PUTMIYHOI 1 CHMBOJIIYHOI PO3B’SI3KU
Komno3ulii. Bonu cnpuiimMaroTbes SIK 3HaK CakpajibHOI eHeprii
MICTa, a TaKOX SIK 3BYKOBHI KOJ, IO BKOPIHEHWH y MicleBil
KyIbTypi. IXHe 3BydaHHs Bifcuiae 10 KONEKTHUBHOI Mam’sTi i
€MOIITHOTO apXeTUMy, IO IOCHIIIOE IIHHICTh TPOEKTY Ta
(bopMmye BIITryK /10 30epexeHHs KyJIbTYpHOI criaauHu. CUrHan
MOBITPSIHOI TPUBOTHU, SIKUM 3’SIBISIETbCA Ha 3aBepLIAIbHOMY
erami, J0oAae Jpamaryprii Ta BogHo4ac pediekcii cydyacHOl
peasibHOCTI. BiH IHTErpyeThCsl B KOMITO3UIIIIO HE SIK BUITAJIKOBUI
IIyM, a SIK CBIJOMO OOpaHa My3W4Ha MOJis, sIKa PErpe3eHTye
CTaH CyCHUIbCTBA B yMOBaxX BIHHHU.

Otxe, «Sfk 3Byunth YepHIriB» JEMOHCTpPYE, SK
3ac00aMM 1HTEPCEMIOTUYHOTO MHCIEHHS MOKHA MEPETBOPUTH
3BYKM MICTa Ha MY3UYHY JpaMy 3 YITKOIO KOMIIO3ULIHHOIO
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norikoro. Y wmiii po6ori €Bren ®dinaToB BHUCTyNae HE JIHIIE
CayHAINPOIOCEPOM, a i KOMIIO3UTOPOM, SIKHI1 BMi€ BUOKPEMHUTH
3BYKOBI €JIEMEHTH, 3/1aTHI HECTH EMOIIIMHMIA Ta CHMBOJIYHHIMA
3MicT. KoMmo3uuisi cTBOpIO€ HOBE YSBICHHS PO MY3HKY SIK
dbopMy TMepeoCMHCICHHS PEaTbHOCTI, Yy SKIH KOXEH 3BYK
MposiBisie cebe B poJii 1 My3UYHOTO 1HCTPYMEHTY, 1 3BUYHOTO
€MOIIIIfHOTO KOy .

BucHoBKkH. Y pe3yibTaTi NMPOBEIEHOIO JOCIIKEHHS
OyJI0 BCTaHOBJICHO, IO IHTEPCEMIOTUYHI MPOLECH B Cy4YacHIl
MY3HIIl BIIIrparoTh KIOYOBY POJIb Y (GOpMyBaHHI HOBUX (HOpM
KpPEaTHBHOTO MHCJICHHS, B KOHTEKCTI SKOTO OyAb-sKHH 3BYK
HaBKOJIMIIHBOTO CEPeJOBUINAa MOXE TpaHCcPopMyBaTHCA Y
MOBHOIIIHHUK KOMITOHEHT MY3WYHOTO TBOpY. Ilpoekt «flk
3ByudTh YKpaiHa» €preHa @inaToBa CTaB SCKpPaBOIO
UTIOCTpali€l0 MOXJIMBOCTEH TpaHchopMarii 3adikcoBaHOTO
aynioMarepianay B LUIICHY MEJIOJiI0, B SIKIH 3BYyK (PYHKIIIOHYE
OJTHOYACHO SIK CEMIOTHYHHI 3HAK pEalbHOCTI Ta MYy3WYHUI
eJIeMEHT  Kommosuiii. JIoCIDKeHHS  3aCBIIUMIIO, IO
CayH/TIPOJIOCEp PEATI30BYEThCA SIK MPAKTUYHUN CEMIOTHK,
AKUN 31IIHCHIOE IHTepCEeMIOTUYHE IIEPEOCMUCIICHHS
HaBKOJIMIIHBOTO MPOCTOPY Y HOBY 3HAKOBY CHCTEMY.

BcranoBneno, 1mo  mporec — iHTepCeMio3ucy B
ayJialbHOMY MHCTENTBI Ma€ KOMIUIEKCHMH  XapakTep,
MOEHYIOUM aKyCTHYHI, €MOILiHI Ta KyJbTYpHI KOJH, IO
YTBOPIOIOTh 0araTOpiBHEBY XYJOXKHIO pealbHICTh. Baxiupy
poab y LbOMY TIpoOLECi BiAIrparTh CTpaTerii MojABIHHOIO
KOJYBaHHs, $KI 3a0e3NeuyloTh THYYKICTh CHPUHHATTA Ta
iHTepnpeTanii 3ByKoBoro Matepiany. JlOCHiIPKEHHS TaKoX
BUSBHWIJIO, M0 IMOJIICEMIOTHYHI KOMIO3MIli, chopmoBaHi
IIJITXOM KOHT'PYEHTHOI Ta HEKOHT'PYEHTHOI B3a€MOJIi1 3HAKOBUX
CHCTEM, 3HAYHO ITOCHIIFOIOTH EMOIIMHUN Ta KOTHITUBHHI BIUIHB
Ha PelMITi€HTA, CIPUSII0YN CTBOPEHHIO IITMOOKOI0 €CTETHYHOTO
JIOCBITY.
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[lepcriekTHBaMH MOJANBIINX JOCTIIKEHb y IBOMY
HaIpsIMKYy € CHCTEMHE BUBUYCHHSI MEXaH13MiB IHTEPCEMiOTUYHOT
Tpanchopmarii y pi3sHUX BUAAX My3WIHOI TBOPUOCTI OcobamBOi
yBaru notpedye aHai3 CEMIOTHYHHX CTpaTerii
CayHAIPOIOCEPIB Y KOHTEKCTI HU(PPOBOI KYJIbTYPH, a TaKOXK
JOCIIJDKEHHS ~ CIIPUUHATTA  IHTEPCEMIOTMYHHMX  BIUIUBIB
My3W9HOTO Marepiany Ha perumnieHTiB. [loganpmmii po3BUTOK
IHTEPCEMIOTUYHOTO MiAXOAy BIIKPHUBAE HOBI MOMJIMBOCTI JJIS
OCMHUCJICHHS ~ 3BYKOBOTO  MHCTEITBA SK  IHCTPYMEHTY
KOMYHIKallii, 1IeHTUYHOCTI Ta KyJIbTYpPHOI IaM'ATi.
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INTERSEMIOSIS IN THE MUSICAL WORK OF
SOUND PRODUCER YEVGENY FILATOV

Abstract. The article is dedicated to the study of
intersemiotic  processes in the musical creativity of
contemporary sound producer Yevhen Filatov, based on the case
of the project “How Ukraine Sounds”. The musical
compositions of the programme demonstrate how environmental
sounds are transformed and integrated into a musical work,
acquiring new aesthetic and cultural significance. The aim of the
study is to identify the mechanisms of intersemiotic
transformation of natural and everyday sounds into musical
compositions, as well as to determine the role of the sound
producer as a practical semiotician operating across different
sign systems to create polysemiotic works. For the first time, the
specificity of the use of double coding in contemporary audio
culture is examined, using the example of the musical
interpretation of urban soundscapes in Ukraine. This is
manifested in the combination of documented field recordings
and their formation into cohesive musical compositions that
convey the sonic image of a city. It is demonstrated that
intersemiotic processes in the project «<How Ukraine Sounds»
are realised through the congruent interaction of audio and visual
codes, which together form a new creative reality and generate
a multilayered emotional and semantic space. Special attention
is paid to the transformation of environmental sounds (noises)
into musical elements, where sound acquires the status of a sign
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with its own semantics within the structure of the composition.
An intersemiotic analysis of the musical compositions has been
carried out. The study explores the dual meanings of recorded
sounds, combined into a cohesive composition from the
perspectives of musicality, emotionality, and cultural value. The
results of the research indicate that intersemiotic thinking in
music represents a promising direction for the development of
contemporary sound production and requires further exploration
of the mechanisms behind the formation of audio images based
on sound realities. The article outlines new opportunities for the
practical application of intersemiotic strategies in musical art
and expands the understanding of the sound producer’s role as a
cultural mediator in the digital age.

Key words: musical art, sound engineering, sound
production, intersemiotic  processes, music, musical
interpretation, audiovisual art.
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Anoramisa. Crarts mMae Ha MeTi (DOKyCyBaTH yBary
COLlyMy Ha TBOpPYOCTI KHiBCbKOro ckyaenrtopa Cepris
Bonomumuposuda bpriiboBa, BBECTH HOT0 iM’s1 B HAYKOBHI 00IT
cydacHoi VYkpaiHM. YBara J10 TBOPYOCTI MHTI, L0 Mae
MIPUTOPTATHUCS ILI€I0 PO3BIIKOIO, TOBUHHA CIPUSTU TOMY, 11100
Horo XyJoxHi JOpoOOK TMOCIB TigHE Micie B Tranepei
MIPOBIIHUX CKYJBITOPIB CY4aCHO! KHIBCHKOI IIKOJU BastHHSI.
BucBiTiieHO OCHOBHI cepH 3aCTOCYBaHHS XYJOKHBOT'O XUCTY
CKYJBITOPA, WOTO EKCHEPUMEHTH 3 OOpasHUM  DSJIIOM,
TEXHIKaMH, MaTepiajJamH. AKIIEHTOBaHO CMIJIUBICTD
eKCTIEpUMEHTAIBHOTO NUIAXY XYyJIOKHUKa 3  (aKkTypamH,
PI3HOMaHITHUMHU e(peKTaMH MaTepialiB, aKLIEHTOBAHO HIMPOTY
CIOKETHOTO, oOOpa3HOro jmiama3oHy aBtopa. I[limkpecneHo
6araTorpaHHiCTb OOpPa3HOTO psAy, PO3IISAHYTO MPUHIUIN
00pa3oTBOpeHHS, 3pO0JEHO AaKIeHT Ha poOoTy MaiicTpa 3
dakTypamu, poO3MAaiTTs MarepiaiiB, 13 SIKUMH BiH IpalloE:
OpoH3u, Mapmypa. BunineHo nomiHymoodi KaHpH, TUIU Ta
XapakTepu 00pa3iB aBTOpa — pENriiHUN, aHIMaJIiCTHYHUH,
MOPTPETHUH, y3arajlbHHIOUOIO MIJKPECIEHO MOBY ajeropii, 1o
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JI03BOJISIE 3pOOUTH TBOPH XYI0’KHUKA MAKCUMATBHO SICKPABUMH
Ta MPOMOBUCTHUMH. AKIIEHTOBAHO KOMITO3UIIIHI PUHOMH, 110
CTBOPHJIM PHUTM BI3UTIBKOIO CKYJNBITYPH MaHCTpa: IIIISAX
MOIIYKY TOYKH OIOPH, OaJIaHCy MiXK MacamH, 3aci0 KOHTpacTy
SK OAHMH 3 HAaHOUIbII BOANUX Ui BTUICHHS 3aaymy. llpuHimmn
KOHTpAacCTy, MPOTHUCTABICHHS CHJIM Ta TEHIITHOCTI, MiIll Ta
JETKOCTI BUAUICHHH SK XapakTepHa puca KOMIIO3HUILIH
C. bpunboBa. AHani3 3po0aeHuii Ha Marepiani TBopiB 1990-x —
2020x  pp. [Tigkpecieno 06araTOBEKTOPHICTH TBOPYOL
HISUTBHOCTI ~ aBTOopa, [0  3alMa€ThCsl  CKYJBITYPOIO,
BHK/IaJIAI[bKOIO0 POOOTOF0, CYyCIUIBHOIO AisUTbHICTIO, HAYKOBHMH
mrygisMu. 3po0JeHO aKIeHT Ha TO€JHAHHI B TBOPYOCTI
XyJO’)KHUKA BHUCOKOTO pIBHS 3HAaHHS OCHOB, HasBHICTb
aKkaJeMiuHoOl BHUYYKHM 31 CMUIMBUMH  KOMIIO3MLIHHUMU
MOIITYKaMH, €KCTIEPUMEHTaMH 3 (PaKTypoIO Ta KOJIBOPOM, TOOTO
MIJIKPECIEHO CUHTE3 TPAuIliii 1 HOBATOPCTBA B aBTOPCHKIiH
MaHepi XyI0)KHUKA.

KawuoBi ciioBa: cyvacHa ykpaiHCbKa CKYJIBIITYpa,
OpoH3a, MapMyp, (GakTypa, akaaeMmi3M, EeKCIIEpUMEHT,
MUCTEIbKa OCBITA.

Beryn. Yci nporieci, 3 IKUX 31TKaHWH CyYacHUM KUJITHM
BITUHU3HSHOTO MHUCTEITBA, BIIOYBAIOTHCSA [y>K€ IIBUIKO, TOMY
TpaHc(opmallii MECTEIILKOTO TOJIS TeX MOYKHA Ha3BaTH JOBOJII
IUHAMIYHAMA. | KOHCHCTEHIIS IIbOr'0 IIOJIS Hamall CTac BCE
CTPOKATIIIO, a My0Jlika — BCE MEHIII BUOATIMBOIO. BiAmoBinHO,
70 KOTOPTHU Cy4aCHMX MMTILIB 3a TakKuxX oOCTaBUH He3abapoMm
MOKHa Oyne Ha3BaTh OyHIb-KOTO, XTO JEeCh KOJIUCH MpoOiras
MOB3 INKOJHM 1 BUIAQJKOBO HATPAIMB HA «IT SATUXBHJIMHKY)
MaJIIOBAaHHS AITbMHU Kpen 010 Ha ac(haibTi Ta BUPIIIMB CKIACTH
iM KoMIaHilo. MuCTenpKka CIHUJIBHOTA CTa€ Bce OararTiioro
BHIIAAKOBUMHM WIEHAMM, sKI 3aJaloTh 3arajbHUA  TOH,
JTUCKPEINUTYIOUH Ta 3HWKAIOYH IUIAaHKYK MpodeciiiHOro piBHS.
YoMy 11e BiAOYBa€ThCS — MHUTAHHA, Ha KE € SIK MIHIMYM JB1
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npocti Bixnosini. Ilepma: crpiMke magiHHS PiBHSA MUCTEIBKOT
OCBITH, IKa M030aBJIIETHCSA CBOIX CTOBIIB, aKaJEMIUHHUX «a3iBy,
IO BCE 4YacTille MiAMIHAIOTECS TNPUMAPHUMU CyYaCHHUMHU
HOTJIAJaMH Ha KIITAJIT «s1 — XyJI0’KHHUK, 51 Tak Oauy». Pesynprari
HaBiTh caMy If0 (pa3y MOJIOAI «MHTI» CKOPO HE 3MOXKYTh
Hanucaty 0e3 HOMUIIOK.

Jpyra: xopymiisi B OCBITI Ta KyJIbTypi, TOMHOXKEHA Ha
HEeI00pOYECHICTh, 10 JA€ TaKUM pe3yinpTar. 3a LUM
TBEP/UKEHHSAM CTOITh JyXe NpPOCTUi (aKT: HasBHICTD Y
HUHIIIHIA ~ MHCTEUBKIM  CHITBHOTI  BEIMKOI  KUTBKOCTI
«BUMAIKOBUX» Jonen. Bouu Berynanu B 3BO uepe3 Hu3bKUiA
KOHKYpC, Ha KOHTPakTHYy (opMy, Je Bc€ BHPILIYETbCA
BIJICYTHICTIO TIONUTY Ha CIEUIaIbHICT, Ta (PIHAHCOBOIO
CIPOMOJXKHICTIO BCTYIIHHKA, IO HaAall CYHIpPOBOKYETbCS
HU3BKMUMH BHUMOTamMH 70 3700yBaya, #HOro 3aBHUIIECHOIO
CaMOOLIIHKOIO Ta JOKOPIHHUM BMKPUBJICHHSAM IPHHLUIIB
CTYACHTOLIGHTPU3Ma, WO B peE3yJbTaTi MiAMIHA TOHSTH
TpaHcGopMyBalMCs B MPUHLUIN OE3KapHOCTI Ta BiJICYTHOCTI
camMoKpuTu4yHOCcTl. KoXeH 3 HHMX 3aXMIIeHWH AUIIIOMOM
npodineHoro 3BO. [lani BiH 3axuiae cebe BCTYNIOM [0
PI3HOMAHITHUX NPO(UIBHUX  CHUIOK, KyAM MOTparJisie
NEepEeBaXHO TaKUM CaMe€ YHHOM: CIUIa4ylOYM OpPrBHECKH,
OIJIauyIOYd  3ajJd, MaTeplaJid, BHCTAaBKOBI  MPOCTOPH,
MailcTepHi, MOCIYrd KPUTHKIB, Hojirpadiuxi mnorpedu, mpu
[IbOMY 1HKOJIM HE 3HAIOYHM EJIEMEHTapHOI «TrpaMoTm» ¢axy.
IIponiecu BenyTh 10 O€3MOPAaAHOCTI THX PIIKUX «BOBKIB-
OJIMHAaKIB», fKI II€ HaMararoTbC TPHUMATHU TIAHY IJIAHKY
npodecioHanizMy, ToMy kKokeH Takuii «Jlon Kixor», mo mae
npodeciiiHy akaaeMiuHy BHUYYKY, MOXE BOJIOJITH CIOBOM SIK
aBTOp TEKCTIB Ta € MpodecioHaroM sfK MPaKTUK, € Ha Bary
30J710Ta, 1 BapTUi Tro, mo0 OyTH TPEAMETOM JOCIIKECHb
CYy4aCHUX MHCTELTBO3HABIIIB, apT-KPUTHUKIB. J[0 TaKuX MHTLIB
HAJIC)KHUTh TPEACTAaBHUK KUIBCHKOI MIKOMH CKynbnTypu Ceprii
bpuinbos.
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AHaJi3 ocTaHHIX JocaizKeHb i myosikaniii. OcKinbKu
MaiicTep € Cy4acHUM MUTILIEM, HEJIMBHUM BUJA€THCS T€, LIO
6i0miorpadis mpo HBOrO AyXe CKyIHa, Maibke BiACyTHs. €
MOOAMHOKI CTATTI B JUKepelaxX €HUUKIONEANYHOIO0 XapakTepy
[4; 5], okpemi HeBenmuki 3raiku AoBiiKoBoro tumy [1; 6],
ctucina (parmentapHa iHdoOpMaIllisa, NPHUCBIYECHA OKPEMHM
TBOpaM 4M eTanam ix Hapomkenns [8; 9]. CtBoputH ysBy mpo
CTUJIb pOOOTH 3 HAYKOBUMH TEKCTaMHU MOXHA 3aBJISKU CTaTTAM
caMoro aBTopa — abo0 OJHOOCIOHMM, a00 y CHIBaBTOPCTBI 3
iHIIMME MUATISIME [1]. @akTHYHO UM OOMEKYETHCSI CTAHOM Ha
3apa3 CTaH BUCBITJICHHS TBOPYOCTI XyJIOKHHKA Y BITUM3HSHIN
TYMaHITapHUCTHUIIl, TOMY BBEICHHS HOro pobiT y HAyKOBH 00Ir
€ OJIHI€IO 3 3a7a4 1 1€l pO3BiAKH, 1 TEPCHEKTHB MOTSHIIHHIX
TEOPETUYHMX IUTYIIH.

PesyabraTu. Cepriii BpunboB € OHUM 3 TUX MUTIIIB,
SIKMM BJIA€ThCS CUHTE3YBaTH y CBOIH AiJIbHOCTI TEOPETHYHI Ta
npaktuyHi mryxaii. Bumyckauk PXCHI im. T.I'. IlleBuenka ta
HAOMA, BiH Mae 0a30By (¢yHIaMEHTAIbHY OCBITY
CKyJIbIITOpa. POKM akageMiqHOi BUYUKH IPODIIBHOI KON Ta
nmpoBigHOrOo MucTerpkoro 3BO kpaiHu nmamu cBOI TIOAU —
XYJOKHUK Ma€ MilHy, Oe3amnensiuiiHO IPYHTOBHY BHYUKY,
700pe BOJIOJIiE a3aMH, aKaJeMIYHOI MiATOTOBKOIO. B 11boMy BiH
€ JIOBOJII PIOKUM IPUKIAJOM TOTO, SIK MOTPiIOHO (opmyBaTu
iHAUBiAyanpHUM cTHib. Manepa C. bpunboBa 10BoII BijbHA,
BiH CXHJIBHM i1 10 aleropii, € npekpacHuM cTumizatopom. Mor
oopMu, He3anekHO B CIOKETHKH pPOOIT, TNEPEeHBAXKHO
TSOKIFOTh IO YMOBHOCTI, BIH JIOCUTh piako OyBae
HATYpaJICTUYHUM Yy CBOIiX KOMITO3MIIAX. AJie NpU IbOMY B
KO)KHOMY TBOp1 BHJHA MIIIHa, TapHO «IIOCTaBJIEHA» pYKa,
3HaHHS IUIACTMYHO aHaToMii, Mpomnopiii moacekkoro (i He
TUTbKH, 00 aHIMaJIICTUKA UEX € y TOpOOKY MaicTpa) Tija, 110
BUJA€ «MYIUTPY» aKaJeMiyHoi Kiacu4yHoi ocBiTH. CBoe
MEPEKOHAHHS B HEOOXITHOCTI aKaJeMI4HOI BUYUYKH, KIACHYHOL
HiATOTOBKU aBTOP JOBOAMTH HE JIMILIE B MPAKTUYHUX, ae 1 B
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TEOPETUYHHUX TpaIX, AedKi 3 HOoro craTel y HayKOBHUX
BHJIAHHSIX MIPUCBYCHI caMe HEOOX1THOCTI aKaJIeMidHOT OCBITH SIK
HiATPYHTS JUTS TOBHOI[IHHOTO, BCEO1YHOTO PO3BUTKY MHTIIS [1].
VY 1boMy CKyJBOTOPOBI TE€X TOBOAMTHCS «JOHKIXOTCTBYBATH»
— aKe B CYYaCHOMY MHCTEIIBKOMY COIliyMi BCE LIBHJLIE
HIMPUTHCSA JyMKa IIPO HEOOOB I3KOBICTh KIACUYHOT Xy 10KHBOT
ocBitTu. PiBeHb mpodeciiiHOl MaicTepHOCTi, BOJOAIHHSA
peMeciIoM CTPIMKO TaJa€e, TOMY JOBOJUTBHCS BIIACHUM
MPUKIIAZOM TMPOTHCTOSTH JAErpafauii XyH0oKHbOI OCBITH, IIO
MUTIIEB] HEMOI'aHO BJA€ThCS. BaXMBO akleHTyBaTH, IO L0
iIeF0 MUTENb TPOCYBa€ i y CBOIM NeNaroriyHiil MpaxkTHili:
BIPOJOBXK OCTAaHHIX POKIB BiH MaB JOCBiJl BHKJIaJIaHHS
y  KuiBcbkoMy gep)kaBHOMY I1HCTUTYTI JI€KOpaTHBHO-
MPUKJIAHOTO MHUCTENTBA 1 Au3aiiHy imMeHi Muxaiina boiuyka
(mmui — KwuiBcpka Akanemiss J1€KOpaTHBHO-TPUKIIAJIHOTO
MUCTENTBa 1 qu3aiiHy iMeHi Muxaiina boituyka), KuiBcekomy
HAI[IOHAIBHOMY  YHIBEPCHUTETi TEXHOJIOTIH  Ta  AM3aiiHy,
KuiBcbkomMy cronmmyHoMy  yHiBepcuTeTi imeHi bopuca
I'pinuenka [2]. MOXIMBICTh MOIIUPIOBATH 1ICH0 TTOKPAIICHHSI
OCBITH MHCTELBKOTO HalpPSIMKY XYAO0KHUK MaB 1 3aiiMarouuch
CYCHMUIBHOIO TISITbHICTIO B MUCTEILKOMY TIOJI1, CITIBIPAIIOI0YN
3 Hamionanenoro Crninkoro XyaoxHUKIB Ykpainu: 3 2009 no
2012 pp. — sx Tl'omoBa Monoaikuoro o6’ eqnanus KuiBcbkoi
opranizauii HCX, 3 2010 no 2013 pp. — sk 3acTynHuk ['onoBu
Kuiscpkoi opranizanii HCX.

[Tounnaroun 3 1990-x pp., C. bpuinboB 10BOII aKTUBHO
BUCTABJISIETbCS, PEryJisapHO Oepyud ydacTh y TpieHHaie
ckynbntypu B Kuesi (1999, 2002, 2005, 2008, 2020, 2023 pp.),
Bceykpainchkux xynoxkHix BuctaBkax (1993-2021 pp.), matouu
NepCOHANbHUM BHCTaBKOBMM mpoekT y 2003 p. (m. Kuis).
Jliama3oH Horo >kKaHpOBHUX BMOJ00aHb JOCTAaTHBO IIUPOKHUU: Y
rajgepei oOpa3iB MOXHa MOOAYUTH ¥ JIITEpaTYpHUX Te€poOiB
(npamatnunuii «TeB’e Momounuk», Oponza, 2001 p.; myxe
xapAxtepHuii 6ponzoBuil «Kica Bopo6’sHiHOB», 2004 p.), 1
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icropuuHi 00pasu (muruioMHui mpoekT «Kus3i bopuc i ['mi6y,
OpoH3a, rpanit, 1998 p.), 1 mopTpeTH, i aHIMATICTHKY, IO
BOJIHOYAC € NAJIITPOIO aJTerOPHYHUX 00pa3iB, 1 pemiriiHux, («la
MHHE MEHE YaIla cis», OpoH3a, rpasit, 1995 p.; «OaxpoBeHHs»,
oponsa, 1995 p.; «ABpaam», 6pon3a, 2023 p.), midororiyHUX
(«ABpopa. [IpoOyxeenns», mapmyp, 1999 p.; «Hika», mapmyp,
Opon3a, nmosonora, 2003 p.; «Benepa. Lapums mpiii», OpoH3a,
Mapmyp, 2005 p.) nepconaxis Tomio. Cepe TBOPIiB XyA0KHHUKA
9UMall0 THX, [0 HAJIeXaTh 10 AHIMANICTUYHUX MITYIid 3a
(dbopMaIbHIMH O3HAKaMH, alie Iopa3y MalTh 3HAYHO TUOIINUN
MiATEKCT, CMHUCIIOBE  HANOBHEHHS, 4YacTO  aJleTOpUYHE
npoynTaHHs. Ale, Ma0yTh, HaMIliKaBIIUM € Te, L0 caMme B
IbOMY KOpITyCi 00pa3iB Jermie 3a BCE NPOCHIJIKYBaTH Te
CITIBCTABJIEHHSA CTHXIH CHJIM Ta CIA0KOCTI M TEHIITHOCTI, SIKE
TaK BJAJIO i KPaCHOMOBHO BUXOIWTH BTUJIUTH B Marepiajii y
MuTi. CTUXiS CHIIM — XaOTHUYHOI, HempuOopkaHoi, Tpy0oi,
Maike XTOHIYHOI, BTUIIOETBCS y TBapWHAX, sKi HaldacTimie
nepenadi B pyci. Putm — kpamuii moMivHUK 00pa3oTBOPEHHS,
0COOJIMBO KOJIM BIH CHUHTE3Y€ThCA 3 PoOOTOI0 3 (hakTypamu
MaTepialy, MO I1HKOJM TE&X TPUMAETbCS Ha MPUHIMII
KOHTPACTY.

«Tineup» (Mapmyp, 6ponsa, 1991 p.) nae momToBx s
MOIIYKY HApOCTaHHS CWJIM, SIKa MOCTYIOBO OyJ]ie MIIHITH B
poboTrax Takoro xapakrtepy. TyT He jMile CHiBCTaBJIEHI pi3Hi
MaTepiaiy, ajie i CIiBICHYIOTb 3aBISKU LIbOMY pi3HI GaKTypH 1
KOJIBOPH, JIe 30JI0TO e(heKTHO aKIEHTY€e OUTH3HY MapMypy. Aje
na oopa3 Oyzie HabMpaTu CUITy, MIIHITH, SIK 1 TpodecioHaizm
aBTOpa, LI0 y CBOEMY IIOYEPKY CTa€ BCE BIEBHEHILINM,
PO3KYTIIIUM 13 MaTepiasioM, BOJIOJAPIOE HUM, TPHOOPKye. Y
2003 p. Timeup mie pa3 3’SABUTHCS CBITOBI y MaiicTepHi
CKyJBIITOpa — MO0 pa3y B OpoOH31 Ta TpaHiTI, e
JUHAMIYHIIINM Ta HECIIOKIHHUM.

«JIeB» (Oponsa, mapmyp, 2002 p., puc. 1) moennye B co01
1 cuity 1aps 3BipiB, 1 JIETKICTh MOCTYIY, YCTPEMIIIHHS BIEpE.
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Vike B 1l poOOTiI HaMiveHa I1iKaBa puca, ska OyJe XapakTepHa
TUTS 0aratbox aJIETOPUYHO-aHIMATICTUIHUX o0pasiB
XyaoxHuKa. Tak, 11e BTIJICHHS CUIIH, ajle pyX He3aBEpIICHHI, 11e
3aCTHTJIMK  HaIIBPYX, SKUA mepeOyBae B MHTI IEPEXoay 3
OJTHOTO CTaHy B iHImMNA. Tpoxu migHATa 1 3acTUria B MOBITPI
jama mapsi 3BipiB, HOro0 BHIIYKAaHO XBHJICK ITOJAaHWUH XBICT,
3arajibHa JIiHIA TPAlifHOTO 3Bips — BCE € BTUICHHSIM pPyXy
Brepen. Y 2003 p. oOpa3 neBa mie pa3 Oyne BapiiiOBaHUM

Puc. 1. Bpunvos C. «Jlee». bponza, mapmyp. 2003 p.
Horcepeno: https://surl.li/kuoove

MaiicTpoM B po6oTi «lepapxis cuil» y THX caMe MaTtepiajiax, ajne
3MICTOBE HAlIOBHEHHS KOMIIPO3HuIii Oy/ie CKiaaHile, riuome.

VY 2005-2007 pp. XyA0KHUK CTBOPIOE Jy’K€ MOKA30BI
o0pasu, Maike KOXKEH 13 SIKMX Bapilo€ JBIUl UM HABIThH OLIbIIIE,
10 BJAJIO JAEMOHCTPYIOTh TNPHHLMI BOJIOJIHHSA PHUTMOM SIK
KpPaCHOMOBHUM 1HCTpyMEHTOM. BrinenHss cunu, Hamopy,
BIIEPTOCTI Ta Milli — CJIOH, HOcopir, OyiiBonm Ta OHK, fKi
BUCTYNAIOTh 13 Macu Marepiajly MIHUMHU TpyOMMH Opuiamu,
ajie 3HOBY X — Y HE3aBEpIIEHOMY pyci. Y JKOIHOrO 3 IMX
o0Opa3iB HeMa >XOPCTKOI TOYKHM OINOpH, SIKa 3 3aBeplIyBaia,
¢bikcyBana pyx, 3ynuHsua Horo. Y KOXHOMY 3 HHX €
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HE3aBEPIICHICTh, PYX, IO HAJA€ JIETKOCTI 1 HABITh TPALIMHOCTI,
oco0BO B oOpasax OyiBoia (puc. 2) Ta 6uka (puc. 3). I'pa
dakTyp MarepiamiB TeX MIANHCIOE BIUIMB Ha TJjsijadya,
JIOTIOBHIOIOYHCh  IIKaBUMH €(eKTaMH EKCIEPUMEHTIB 13
TOHYBAaHHSIM OpOH3M SIK, HAPUKIIAMI, [ CTaIoCs 3 OJaKUTHUM
MMOKPUTTSAM Matepiany B TBopi «byiBom.

Puc. 2. Bpunvos C. «byiieony. bponsa, mapmyp. 2006 p.
Horcepeno: https://surl.li/jnwpyn

OO6pa3u OyiiBosia, OMKa, HOCOpPOra CBOEPITHO HAJLIEHI
BOJHOYAC 1 BIEPTOI0 BIEBHEHICTIO Y MPaBOTI CBOTO pyXy — 1€
CHJIa, TOMHOXKEHA Ta BIEPTICTh 1 LIIECHPSIMOBAHOCT1, KOKHE 3
L[MX BTUIEHb CUJIU Ta BIEBHEHOCTI y IpaBoTi AiH. Lle cBoepiaHmii
aBTONOPTPET CKYJBbNTOpPA, SKUH TEX IMPSIMO, HE 3TMHAIOYHCH
Hece 171e10 BIIEBHEHOT BIIKPHUTOCTI, YECHOCTI,
6e3komrpomicHocTi.  Lleit  mpuHmunm  gii  Ha3WBaEThCA
«BCyTIepeu», MPOTH Tedii, a00 «00poThOa 3 BiTpsikamMmuy». Baxko,
aJie 3 BIIKpUTUM 3a0paJioM, 1110 Ja€ MPaBoO AUBUTHUCS Ha BCe 1 HA
BCIX NpsMO, He omyckaroun oui. Jlo oOpa3zy Hocopora sk
yocOOJIeHHSI ~ BIJKPUTOI HemnepeOOpHOi CHUJIM  CKYJIBITOP
3BepHeThCs 1B 2022 p., konu YKpaiHi K HIKoJIU OyJie TOPEUHOIO
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KO>KHa 3raJika mpo cuity Ta npotuctosHus («Hocopir», 6ponsa,
2022 p.,). XapakTepHo, III0 TOTO K XKaXJUBOTO ISl KpaiHU POKY
BUHUKIIA 1 kommosuiis «butBay (Oponsza, ay6, 2022 p.,
puc. 3), o Ipe3eHTye ABOX HOCOPOTIB — MPOTUCTOSHHS JABOX
CHJI, ABOX OpwHJI, Milli Ta HEB1IBOpOTHOCTI. HaBiTh AepeBuHa, 110
BUKOPHUCTaHA JUIsl OCHOBH-IIIJICTABKHU, MAaKCUMaJIbHO TBEpJa Ta
Bakka B 00poOmi. Lle Bapiamii momepenHix o0pasiB, sBHI
¢daBopuTH aBTOpa, ajie 3 YacOM IIOpa3y BOHU CTAIOTh yce
BIICBHEHIIII Ta MIITHIIIII.

Puc. 3. bpumvos C. «bumesay. bponsa, oy6. 2022 p.
Hocepeno: https://surl.li/cwkowk

BrinennsM nemio xToHiuHOI cuinu € 1 «Berp» (OpoH3a,
Mapmyp, 2019 p.), 1m0 Tex MICTUTh y cO01 XapakTepHi O3HAKU
aBTOPCHKOI MaHEpPH MUTISI — KOHTpacTyouy (aktypy OpoH3u
Ha IepcTi 3Bipa Ta BIANLIIOBAHI PaTUL Ta KIUKH, K 1ie 0yJI0
1 B oOpa3ax HOCOPOTiB — CIIBCTaBJIE€HHI BIALII()OBAaHUX POTiB
Ta YaCTHH KIHIIBOK Ta Ipy00i (akTypH IIKipu TBapuHU. Takwuii
KOHTPACT 3aBXIU Ja€ MOXJUBICTh BHUTIIHO TIIKPECITUTH
NOTpiOHI aKIeHTH, YOMY JIOTIOMara€e i KOJIOPUCTHYHA Ipa —
30JI09€HE, TJAJCHBKE /O J3EPKAIBHOTO OJIMCKY  TOKPHUTTS
OKpeMHUX JeTajei TexX IIJCHIIOE TMOTPiOHI AaKIEHTH yXe
BITPABHO.

[1e onuH 13 o6paziB-cumBodiB y ranepei C. bpuiboBa —
puba. OO6pa3 1ikaBuii CBOEI0 0AaraTo3HAYHICTIO, PO30PICTIO — Y
npsMOMY CMHUCHI cioBa. Puby aBTOp BHMKOPHUCTOBYE SIK
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CBOEPITHUI Kapkac, OQOpPMIIEHHS CYIPOBOAY KIFOYOBOTO
CHMBOJIy KOMITO3UIII — B OJHOMY BHIIaJKy puOa TpHUMae y
CBOEMY POTi KJII0Y, B IHIIOMY — MOHETY, 1 Kpi3b OTBOPH B TiJi
pub 1mopasy BUAHI ab0 KiIHOYi, a00 MOHETH Pi3HUX KpaiH, Ki
«MPOKOBTHYJIa» OpoH30Ba TOHOBaHAa pubuHa. Jlo TaKoro
NPUHIUIY PHOU-TIOCYJMHH XYJTOXKHHK 3BEPTAETHCS KiIbKa
pasziB: «Puba-Hamoneon» (Oponsa, 2023 p.), «Puba-xiroua»
(6ponza, 2023 p.). € 1 oguH Henpo3opuii oOpa3, CTBOPEHUM 3a
AHAJIOTIYHUM  TNPUHLMANOM  TOOYJOBM  KOMIIO3MII  Ta
CMHCJIOBOTO 0OOIrpyBaHHS cuMBONIy, — «OOpyuka. €rurmer.
MenoBwuii Micsiipy (OpoH3a, BarmHAK, kKopai, 2022 p., puc. 4).

Puc. 4. bpunvog C. «Obpyuxa. €cunem. Medosuii micayv». bponsa,
sanmsik, xopan. 2022 p. Ibicepeno. https://surl.li/zazcxz
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TyT TeX BHUKOPHCTaHI NPUHLMI 3iCTaBICHHS (aKTyp
pI3HMX MarepiajiB, IUIABHICTh PyXy 1 HMOro JErKiCTh Ta
HEBU3HAYEHICTh TpU 30€peKeHHI JOBOJII CONITHOI Macu
JOCSTA€THCS LIKABUM IIPUHOMOM BBEJICHHS TOPUCTOTO KAMEHIO
OKpyrsioi ¢opmMu, Ha SKOMy TPUMAeTbCs Bara puow,
OaylaHcyround Ta 30epiraroydm TOYKY OINOPHU IPH TOTOBHOCTI
pBatucs Briepes 0y Ib-sIK0i MUTI.

Ileit oOpa3 € CBOEPITHMM IUIABHUM HEPEXOAOM 10
IHIIIOTO KOpIyCy TBOPIB XYAOKHHKA, HIO0 KOHTPACTYIOTh 1
METOJAaMU CTBOPEHHS, 1 TPAaKTyBaHHAM 3 nonepeaHiMu. Cui
MIPOTUCTOITh TEHJIITHICTh, BUTOHYEHICTh, POMAHTHKA KIHOYUX
o0paziB, TyT y>K€ WIEThCS MPO 1HIIY HEMEPEMOXKHY CTUXII0 —
CTHXiI0 KOXaHHS. AJDKE Te, IO MalCTep 3[JaTeH BTUIMTH 1
TEHJITHY BUTOHYEHICTh, BiH J0BiB me B «['emapmai» (OpoH3a,
Mapmyp, 2004 p.), «ITanTepi» (6ponsa, mapmyp, 2005 p.) — TyT
MO€THATKUCS IIBUIKICTD, TPallisl, CTPIMKUN pyX.

Brinenns TeMu Kpacu Ta KOXaHHS 4acTillIe BiI0OyBa€eThCs
y rajiepei »kiHouMX 00pa3iB. 3BICHO, B ILOMY 00pa3HOMY psi €
W ajeropWyHi KOMMO3MII, IO € CBOEPIAHUM 3BYYaHHSAM
aMypHOT TeMH, TIMHOM KOXaHH$, ajie BUPaXeHl 3a JJOMOMOT 010
ajeropii, CMMBOJIB, I1HIIOMOBHOCTI. Tak 3By4aTh «XKiHka»
(Oponza, 1994 p.), «Kinka-ntax» (6poHsa, Mapmyp, 1994 p.),
CTHJII30BaHl o00pa3u TBOpY «Y CBITI THOYyTTiB» (OpoH3a,
Mapmyp, 1997 p.), «Ilononeni koxaHHs» (OpoH3a, Mapmyp,
2001 p.), tak mpomoBisie «Tamk-Maxan. Biune koxaHHs»
(OpoHn3a, rpanit, 2020 p.). Ane € i kopiyc 00pasiB, 1110 BUIIWIHCS
y BTUIEHY IHOYICTb, BJacHE OOpa3u >KIHOK. 3BICHO, € 1
0e33amepeyHo peaicTHYHi, HATypaliCTUYHICTh SIKUX BKOTpE
JOBOJINTH TapHE BOJIOIHHS aKaJeMiYHIMH HaBUYKAMH, 3HAHHS
IUTACTUYHOI aHaTOMii, MO€IHAHI Yy MHUTLHS 3 BIIPABHICTIO
kommosuTopa: <«Kinka» (mapmyp, rpanit, 2002 p.), «Topc»
(Oponza, mapmyp, 2008 p.), «Topc» (6ponsa, rpanit 2020 p.).
YacTtrHa TBOpIB LbOTO PALY 3aiiMarOTh MPOMDKHY JIAHKY BIJ
peaicTUYHOCTI 10 JIerkoi MipH ctuiizanii. Yacrimie e o0paszu
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IOHUX, 111 HE 30BCiM C()OPMOBAHUX, TEHITHUX J[IBYAT, PUTMIKa
UX 00pa3iB OUIBII JJaMaHa, HABMUCHE TPOIIKK He3rpalHa, 110
MIAKPECIIIOE X CBOEPIAHY KpuXKicTh: «Hiw» (Oponsa, mapmyp,
2001 p.), «Kuns» (6ponsa, mapmyp, 2003 p.), «lltyuka»
(6ponza, mapmyp, 2004 p.), «Becna» (6pon3a, rpanit, 2008 p.),
«Yuraii 1 cmakyi» (OpoHnsa, rpanit, 2020 p.), Oau3bKi 3a
IUTACTUYHUM pIilIeHHSAM 10 HUX 1 «ABpopa. [IpoOymxeHHs»
(mapmyp, 1999 p.), «Hika» (Mapmyp, OpoH3a, MO30JI0Ta,
2003 p.), «Benepa. Laputs mpiit» (6ponsa, mapmyp, 2005 p.).

OCTOpOHb CTOSITh MaKCHMaJbHO CTHIII30BaHi oOpasw,
Ty’e KpacuBi pUTMIYHO, MaCTEpHI KOMIO3HUIIHHO, HAOIMKEHI
710 3HaKy, CAMBOIIIYHI Ta JAKOHIYHI CBOIM PIillICHHSIM.

Kpamum 3paskom Takoi kareropii pooir € «I[lomimyHok»
— KOMIIO3MIIiS, 10 SIKOT CKYJBINTOpP 3BEpTaBCsA Kilbka pasiB,
BapilOOUM MaTepianw Ta BigTouyroum JiHiO: 1993 (OpoH3a,
Mapmyp, puc. 5), 2000 (Oponsa, mapmyp), 2003 (OpoH3a,
Mapmyp), 2022 (6ponsa, yepBoHe nepeBo, puc. 6) pp. Lle
JoBepiieHuii o0pa3 — BKpail KpacHOMOBHMI, MOBYa3HO-
JIOCKOHAJIMM, Ay’K€ KPAaCUBUM PUTMIYHO. Y IUX KOMITO3HILISX
HallKpaCHOMOBHIIIIOIO BUCTYIIA€ MOPOKHEYA, TyCTOTA, JTJaKyHa —
camMe BOHAa BHUpIIIye 3arajibHe 3BydaHHs TBOpiB. ['pariiiHa,
BHUIIyKaHa, Jierka. Lli po0oTu MatocTh HEMAO BUTITHUX TOYOK
OrJIsIly — iX MOYKHA TUBUTHUCS 3 yCIX OOKIB OJHAKOBO BAAJIO,
BOHM Maii’e He MalOTh «IPOOIHHUX», HeOa)KaHUX KYTIB OTJISLY.

BucHoBku. BrineHHs KpeMe3HOCTI 1 HempuOOpKaHOI
CWJIM, JeTKa TEHIITHICTh JKIHOYOCTI, CTHUJII30BaHi o0Opa3u
JYXOBHOI'O CBITY — BCE 1€ MOKHa 3HaWTH y rajepei oOpasiB
Cepris bpunsoBa. Uu To OpoH3a y CHOIYYEHHI 3 MapMypOM YU
IPaHITOM, Y1 MapMyp SIK OCHOBHUU MaTepiai, B OyJb-KOMY
pasi maiicTep BMi€ BUKOPHCTATH HalBAJiII SKOCTI MaTepiaiy,
CKOPHUCTATHUCS HOTO XapaKTepHOI (GaKTypor0, 9aCTO BIAIOYHCH
710 IPUHIIMITY KOHTPACTY, IPOTUCTABIICHHS, SIK Y (paKTypax, Tak
1 B Macax, HaBITh 1HKOJU B KoJibopax. LlikaBo migMiTUTH OJUH
HIOAHC, SIKUI CTae OYEBUIHIIINM 3 poKaMH. Y ranepei o0pasis
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Puc. 5. Bpunwvos C. «lloyinynoxy». Puc. 6. Bpunvos C. «lloyinynoxy.
bponsza, mapmyp. 1993 p. bponsa, uepsone depeso. 2022 p.
IDrcepeno: https://surl.li/glcsuv Jorcepeno: https://surl.lu/hzdpev

KHUIBCBKOT'O CKYJIBIITOpA € 1 HaTypalliCTUUHI 00pa3u, BUKOHaHI B
CYTO aKaJeMiuHi{, peaiCTUIHIN MaHepi, 1 CTUITI30BaH1, YMOBHI,
3HAaKOBO-CUMBOJIIYHI. 3BICHO, 1€ MIJAKPECIIOE€ BIPABHICTh 1
npodecioHanmzM Maiictpa. Ase 1ikaBo iHme. PanHi poOoTn
4acTo JEMOHCTPYIOTh TSOKIHHS aBTOpa A0 CTWIIi3alii, OUIbIIT
SCKpaBoOi, SIBHO BUpa)k€HOI. 3 4YacOM BOHA TPOXM clalIlae,
HIBEJIIOETHCS, YaCTIIIe MOCTYAI0UUCh aKaJeMIuHii MaHepi. A B
po0oTax OCTaHHIX POKIB MOYKHA CIIOCTEPIraTu OLIbIle 3B€pHEHD
70 KJIACHYHOI peasicTUYHOI MaHepH. 3a3BHuYail TparisieTbes
HaBIAKH — FOHAIBKUHU TEpioJ] XapaKTepHHU CTAaHOBJICHHSM B
aKaJeMiyHiii MaHepi, a Jaini OyHTapCbKUM TyX NPOSBISETHCS
cB000/1010 BHOOPY 1 MalicTEp KUAETHCSA B O€30/IHIO CTHITI3AIlI],
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B 00iiiMmu aOctpakuii. B ganoMy BUMaAKy pyX € 3BOPOTHIM.
3BuuaiiHo, OyBa€e IMO-pi3HOMY, MOKHA 3HAWTH peaTiCTUYHI
mrTyaii y OutbIn paHHI poKM 1 OunbIn abcTpakTHi o0pasu B
HUHIIMHIA niepiof. [IpoTe iiaeThcs Mpo HasBHICTH MIEBHOI SIBHOT
teHaeHil. CKIagaeTbcs BPaKEHHS, IO 3 POKaMU MaicTep
CBIIOMO TMPUXOJUTh JO JOyMKH 1 Bce OulIblle B Hil
YKOPIHIOETHCS, 110 aKaJIeMIvHe MATPYHTS — [Ie T€, HA YOMY Ma€
TPUMATHCS MHUCTENTBO, 1 Oy/Jb-sIKE BIAXWUJICHHS BiJl IIUX a3iB —
e He OuTblle, HIK «Bapiamnii Ha Temy». | BiH JTOBOAUTH IIie
BIIACHUM TPUKIAZAOM, BOJAHOYAC (OPMYIOYH PO3yMIHHS
MUCTEUBKHX [IHHICHHUX 3acajl y MailOyTHBOT reHepartii MUTIIIB.
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POWER. MOVEMENT. RHYTHM: SCULPTOR SERHII
BRYLOV'S ART TOOLBOX

Abstract. The article aims to focus the attention of
society on the work of the Kyiv sculptor Serhii
Volodymyrovych Brylov, to introduce his name into the
scientific circulation of modern Ukraine. The attention to the
artist’s work, which should be embraced by this exploration,
should contribute to his artistic achievements taking a worthy
place in the gallery of leading sculptors of the modern Kyiv
school of sculpture. The main areas of application of the
sculptor’s artistic talent, his experiments with the figurative
range, techniques, and materials are highlighted. The boldness
of the artist’s experimental path with textures, various effects of
materials is emphasized, and the breadth of the author’s plot and
figurative range is emphasized. The versatility of the figurative
series is emphasized, the principles of image creation are
considered, the emphasis is placed on the master's work with
textures, the variety of materials with which he works: bronze,
marble. The dominant genres, types and characters of the
author's images are highlighted — religious, animalistic, portrait,
the generalizing language of allegory is emphasized, which
allows making the artist's works as bright and eloquent as
possible. The compositional techniques that created the rhythm
of the master's sculpture are emphasized: the way to find a
fulcrum, balance between masses, the means of contrast as one
of the most successful for the implementation of the idea. The
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principle of contrast, the opposition of strength and fragility,
power and lightness is highlighted as a characteristic feature of
S. Brylov's compositions. The analysis is based on the material
of works from the 1990-s to the 2020-s. The multi-vector nature
of the author's creative activity, which is engaged in sculpture,
publishing, social activities, and scientific studies, is
emphasized. The emphasis is placed on the combination in the
artist's work of a high level of knowledge of the basics, the
presence of academic training with bold compositional searches,
experiments with texture and color, that is, the synthesis of
traditions and innovation in the artist's author's manner is
emphasized.

Key words: modern Ukrainian sculpture, bronze,
marble, texture, academicism, experiment, art education.
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MY3UYHI IHCTPYMEHTH, XOPU TA KATEJHM
V3AXITHOYKPATHCHKII PAHHbOMO/JEPHII
IKOHOI'PA®II

Ilam’ami Isana Ky3emincbkoeo

AHoTamnis. Y cTaTTi mpoaHali3oBaHi ICTOPUYHI JKeperna
Ta 1KOHOTpagiyHl CIOXKETH, II0 CYTTEBO JOMNOBHIOIOTH TEMY
JIsUTBHOCTI TPOQeCcifHUX My3UKaHTIB, XOPIiB 1 My3UYHHX Karell
y CHCTEMI NpPaBOCJIABHOI, YHIMHOI Ta KaTOJMIBKOI JITYprii
XVII-XVIII  ct. BucpitieHi MOHYMEHTalbHI PO3IHUCH,
IKOHOMHC, MiHIaTIopa, B SKUX (QIrypye TemMa My3UYHHUX
IHCTpYMEHTIB, XOpiB 1 Kanen. /loJaTkoBO HaBeAEHO Mmapaieni
npencTaBieHHs] NpodeciiHUX MY3HUYHHUX 1HCTPYMEHTIB B
€BPEHCHKI  CHHarorajgbHiii  300paxKyBalbHIA  Tpajuii.
OcobnuBa yBara 3BepHEHa Ha YTOYHIOBaJIbHI (AaKTOpU: OIST
MpEeJCTaBIeHUX 0cCi0, MOPTpeTHI il BIKOBI XapaKTEPUCTHKH,
COLIIaJIbHUM CTaH, BIAMOBIAHICTE MY3UYHHMX IHCTPYMEHTIB 0O
qacy IXHbOT'O 300pakeHHS, a TAKOXK JJOKYMEHTH, y AKHX TaK 4u
1HaKIIE 3rajyloThCs KOHKPETHI JOHATOpPH, MOKPOBUTENl U
OKpeMi BHMKOHABIli. 3aCTOCOBAHO KYJBbTYPOJOTIUYHUHM MiAXiA.
JIst ynopsiIKyBaHHSI €MITIPUYHO1T 0a3u JOJTy4YeH] aHaTITHYHUH,
ikoHorpadiuHuil Ta iKOHOJOTiYHMN HaykoBi Metoau. Cepen
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BOXJIMBUX METO/IB BUKOPHUCTAHO MOHITOPUHT COI[JIbHUX
MeZila Ta KOHTEHT-aHali3, IO O3BOJIMIM BUSBHUTU ILUJIHOBY
ayJIUTOPIIO JOCIIKYBAHOI MPoOIeMH, KIFOYOBI CIIOBA, EMOIIIT B
3aIliKaBJICHUX T'PyIax Ta iHIIy BaxIuBY iHpopmMmariro. Haykosa
HOBH3HA JOCII/PKEHHS MOJISTae y HOT0 MiXAUCIUILTIHAPHOCTI.
B pesynbTaTi noBeneHo, 1m0 3axXiTHOYKPATHChKI IKOHOTpadiyHi
300pakeHHss XVII-XVIII cr. MicTATh BaKiIMBY iH(OpMALiO
mpo 6apoKOBI XOpPU Ta BHUKOHABCHKY MPAKTUKY. UHCENbHICTDH
Bi3yallbHUX apTe(akTiB ¥ pIBHOMIpHHH iX pO3MOALT Y
MpaBOCaBHIN, YHIMHIN, KaTOTUIBKUX TPATUIIAX, a TaKOX B
XacuaM3Mi Ja€ yci MiACTaBH CTBEPDKYBATH, IO MY3W4YHI
OpKeCTpH, aHcaMOii ¥ Kamenu HaJuexaad J0 BaXKIMBHUX
eMOIIMHNX ¥ BHUIOBHIMHUX CTOPIH KYJBTYpHOTO IKHTTS
CHUIBHOTH, a BIATBOPEHI CIOXKETH YacTO € JOKYMEHTaJIbHO
MpaBAMBUMH  CBigUYeHHSAMH. KOMIUIEKCHI  JIOCIIIKCHHS,
CIOpUYMHEH] 3aly4eHHAM (axiBUIB 3 PI3HUX ramyseu
NPUKIAAHOT HAyKH, MHCTEUTBO3HABCTBA W KYJBTYPOJOTii,
3laTHI PO3MJISIAyBaTH mpoOieMy y ii TAMNIOCTI B yaci Ta
MIPOCTOpP1, TAKUM YMHOM KPOK 33 KPOKOM IOBEPTAIOUU IaM’ SITh
po 3a0yTy My3U4HY KyJIbTYpY HalllUX MparlypiB.

KuiouoBi cjioBa: MOHyMEHTaJIbHE MHCTEITBO, 1KOHA,
3axinHa VYkpaina, kyneTypa 1 mucrenrso XVII-XVIII cr.,
XopoBa ikoHorpadis, 300pakeHHS MY3WYHHMX I1HCTPYMEHTIB,
300paXeHHSI MY3WYHOI KalleiaH, €BpelchbKa 300pa)kyBajlbHa
TpaIUILisL.

Beryn. Anani3 B3aeMojii Bi3yalbHOTO W MY3UYHOTO
MHUCTELTBA B  yKpaiHCbKI  KyJbTypoJsiorii €  jaenaini
MOMYJISIPHILLIO TEMOI MDKAMCHMILTIHAPHUX JOCTiIKeHb. [o
BarOMUM JIOTIOBHEHb TEOPETUYHUX JMCKYCIH HaJleXHUTb
30araueHHsi J0Ka30BOi 0a3uW ICTOPUYHUMHU JOKYMEHTaMHU.
Hoctyn no mxepen y apyriid gekaai XXI cr. cnpomryeTbes
3aBASKU IHTEpHALIOHAIBHUM IU(GPOBUM CHUIBHOTAM Yy
COLIIAIbHUX Meperkax, a UMOBIpHA JJOCTOBIPHICTb 1 IPUCKIIIIINBA
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OLIIHKA JOKYMEHTIB MOke OyTH JI0BOJII HMIBHJIKO PO3TJISIHYTa U
MiITBEp/HKEHA UM 3arnepedueHa paxiBIsiMHu HalPi3HOMaHITHIIIIAX
rajgy3eil iCTOpUYHOI HayKd Ta KynbTypH. Sk 1 Garato iHIIMX
HaykoBIliB, y 2018 p. aBropom BumaakoBo 3aB’si3ano fb-
JTUCKYyCifo 13 My3uko3HaBieM I[BaHom Ky3pMmiHCBKHM (Bifg
nepmux aHIB BiiHH 2022 p. 1. K. «JlonieHT» ciy’kuB y j1aBax
3CY, 3arunyB 6Oina c. JibpoBa, Jlyrancekoi o0m. 17 TpaBHs
2023 p.), AWl y [ed Yac aKTHBHO 3ajlydaB ICTOPHKIB i
MHUCTEITBO3HABI(IB, (axiBIiB MOAM TOIIO 10 00’ €IHAHUX
IOLIYKIB HENpsIMUX JDKEped Mpo YKpaiHCbKe My3WYHE
CepeTHbOBIUYS i pAHHBOMOICPHUH Yac. TakuM YWHOM, Yy TPyIIi
OJHOAYMIIB  aKTHBI3yBaJUChb My3UKO3HaBLl P. ['aBaiok,
T. Ma3sena, ICTOpUKH B. besmnannko, . bopucos,
M. Jlosoumenko, b. Jlopenc, B. Kopaienko, O. OxpimeHKO,
6i0miorpadm ¥  TpoOBimHI  CHIBpOOITHUKH  BH3HAYHHX
yKpaiHcbkux KHuroszOipeub: H. bowmap, O. Jlamackina,
O. Ocaaus, xynoxHuk 1 pecraBpatop M. Ckom ToIIIO.
OOroBopeHHs y IpyIii /10 4acy NOBHOMACIITAOHOI'O BTOPIHEHHS
24.02.2022 p. cupuUMHWIO HU3KY TEPEXPECHUX TOCIIJKEHb,
10 Pe3yIbTYBAIIU [[IHHUMH My OIiKaIlisiMu.

VY miif poOOTI MOPYHIYETHCS MUTAHHS MOIIUPEHHS
BUKOPHUCTaHHA MY3HUYHHUX IHCTPYMEHTIB Yy OOrociyk00BHX
IHIIMX NPaKTHKaX KaTONMIbKOI, YHINHOI, MpaBOCIaBHOL
reOpeicbKoi CHIIBHOT. BinTak akTyami3yeTbes, 4 B SIKOCTI
70Ka30Boi 0a3u MOXKYTh OyTH 3acTOCOBaHI 1KOHOTrpadiuHi
mxepena XVII — XVIII cT.: ikoHM # MOHYMEHTaJIbHI PO3MUCH
KOCTEJIIB, LIEPKOB, JIEPEB’ IHUX CUHATOT.

AHaTI3 oCTaHHIX AocaixxkeHb i myOaikanii. [Tutanus
MY3WYHOI 1KOHOTpadii HE € IIJIKOBUTO HOBUMH, ajie TPUBAIUMN
gac y npodeciiHuX TOCHiIPKeHHAX HE BUXOAMIH 32 MEXi
obroBopeHHst Bimomux ¢pecok Oamr Codii KuiBcbkoi Ta
ikoHorpadii m0THI, OaHAYpU YM IHCTPYMEHTIB 3 CiMeWcTBa
aepooHiB, 300paKeHHMX Ha YKpPAiHCBKMX IKOHAX YH
MiHiaTIOpax. Okpemi ikoHOrpadiuHi JpKepena, IO MICTATh

=eosie S
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300paXE€HHS MY3HKAHTIB YW MY3WYHHX IHCTPYMEHTIB,
BHCBITJICHI, MIXK 1HIIIUM, Y TIPAIsIX MUCTELTBO3HABIIB: [[maToHa
bineuskoro (1981 p.) [3, cc. 62, 96], ITaBna XoaroBcbkoro
(1988 p.) [6, c. 116], 4. Jucyn (2011 p.) [11]. Cuneuianbue
JOCHIJUKCHHS, TPUCBSYEHE AaHANI30BI MY3WYHHX CLEH Y
po3nucax JIepeB’SHUX CcUHaror ['aduuyuHM ONPUIIIOJHEHE
€srenom Kotisipem (2011 p.) [9]. Baromumu uis 1iei po6otu
cramu pociimpkeHHs I[Bana Kyszpmincekoro[10; 17], bearn
Jlopenc[18]. Ykpainceki HoTOmiHINHI [pMmonoi XVI-XVIII cr.
BucBiTieHi myoOuikamismu FOpis Slcunoscskoro [13].

B skocti mxepenbHOi 0a3M BUKOPUCTaHI 1CTOPUYHI
xpoHiku Canoka baponua [2], HO3zeda I['paGoscrkoro[14],
JOMHACH y COIAIbHUX Mepekax[5], BmacHI Ta omyOJiKoBaHi
($OTO MOHYMEHTAJBHMX PO3IMUCIB KOCTENIB, JI€PEB’STHUX
nepkoB, xpamoBi ikomm XVII-XVIII cr., 3Haiimeni vy
eKCIO3UIlisAX BUCTAaBOK: «[lobauntn ckapbu pazom», 2024 p.,
IBano-®paHkiBChbKOro KpaezHaBuoro wmyseto (mami IOKM),
«Hartiss. Mucrenrso. Haykay, 2024 p., npucssiuena 150-mitTI0
HTHI, HamionansHoro My3eto y JIbBOBI 1MeH1 AHApis
Hlentuupkoro (nani HMJI). Posnucu cunarory Ileuenixkuni Ta
X0/10poBI 3HalIeH] cepes] BIAKpUTUX apXiBiB Tenb-ABIBCHKOTO
My3€0 MUCTENTB M [HCTUTYTy MHCTENTB MOJBLCHKOI aKaaemii
HayK.

PesyabTarn. Baxnuso BIJ3HAYNTH, 110
paHHBOMOJIEpHa J00a TMOpoaMiIa B YKPAlHCBKHX 3EMIISX
KyJIbTypy, 3aCHOBaHY Ha LIJIKOBUTO HOBOMY peJiriiiHoMy
JIOCB1/11, CIPUYMHEHOMY HE JIMILIE BUAATHUMU reorpadiuHuMu i
HAYKOBUMHU BIAKPUTTIMH, a i YacaMH BEJIMKUX T€OTOJIITHIHUX
BUNIPOOYBaHb: Mopy (emizemis uymu y [Tompii 1709-1711 pp.),
XmenpHuuunHn (1648-1654 pp.), mirpauidiHuMH NpolLecamu
micas «Tpakraty mpo BiuHMil Mup» 1686 p. mix Pociero Ta
[Monbiero, BHacHigok yoro JliBobepexoks Ta Kui Bigiimmm 10
Pocii, 3Hauna vactuHa [IpaBoOepexcks 3anmumianach y CKiajul
IMonmpmi, a Ilogimas mixn mpotekToparoM  OcMaHCHKOT
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Typeuunnu. He octanHIo poiib y TBOPEHHI HOBUX BUPAXKAIbHUX
dbopm BimirpaBana CKJagHa MojieMiKa MDK MPOTECTAaHTAMU M
KaTOJIMKaMH, T'PEKO-KaTOJUKAMH, IPABOCIABHUMH, €BPESMH.
V3akonenus eauHoi (opmu JliTyprii mocraHoBamMH 3acigaHb
Tpunentiiicekoro cobopy (1545 ta 1563 pp.) BIUIMHYIO Ha
yHi(iKkaliro apXiTeKTypu i 00CTaBH HaMMepIe KaTOIUIBKHX, a
nanmi ¥ TPeKo-KaTOJIHMIBKUX XPaMOBHX CHOPY[, IO IMOYald
KaHOHIYHO BTUTIOBAJIM €IHICTh (opMH 1 cyTi Xpamy sK
miTypriiiHoi mozii. UyTTeBe CHpUHHATTA AOTMATiB CIPHIO
3allyuyeHHIO CIUIBHOTH [0 €MOLIWHOro mnepdopmaHca, IO
TPaHCIIOBAaBCS i y OyIeHHUX KyJIbTYpHHX iHimiatuBax. [Ipo me
CBIUaTh YHCEIbHI JOKYMEHTaJbHi, iKOHOTpadidyHi pKepena
XVII-XVIIl cT.: cynoBi mo30BH, KHUTHM BHIATKIB, OIHCH
KAJIOOHUX YUT, MOBITOMIICHHS y Mpeci 1 T. M., Y SKUX 11eThCs
PO BJIACHUKIB PE3UICHIIIN 1 HAMBUIIMX TyXOBHHUX l€papXiB, ik
9iiM T[aTPOHATOM IMpAIfOBal M OKPEeMi MY3MKaHTH M Iimi
KaIleJH.

Tak, omHe 3 HaAWOUIBII paHHIX CBIAYEHb ICHYBAaHHSA
opkecTpy Ta Xopy y M. BumneBeups 3Haiinene Hartamiero
bonnap. Iloct i3 (OTO NPUKIHIEBOIO HAMUCY PYKOIUCY
«becimu» (1613 p.) (apk. 693) onyb6mikyBaB I. Ky3pMmiHChKHIA
19.02.2021 p. y Bumesranasiit fb rpymi[5]. ABropom pykomucy
3HA4aThCsl HadaJlbHUK Kpwiacy Poman Jlarommu i «Munmk
SxoBoBuy 3 Kamenku CTpoMuiIoBoe, alTUCTA XOPY UTPAHOTO U
CIIEBAHOTO B TOT Yac KHDKATH €ro MIJIOCTH BuiHeBenkoro». ¥
3amMci MpaBOCIAaBHUN KHs3p Muxaiino BuiiHeBenbkuii
3rajjaHuid pa3oMm 13 ApyxuHow PaiHoro 1 iX giThMu: AHHOIO Ta
IIOMHO HapoKeHUM €peMieto, 6aTbkoM MallOyTHBOTO KOPOJIs
Mixasa Bumaesenskoro.

ITix 1717 p. y craniciaBiBChKii peci 3raytoThCs eNiTHI
Bifickka Ha ciyx6i y Mocuma IloToupkoro — jBi XOpyrBH
sHUYapcbkoi mixoTu. KojkHa 3 HMX Maja BiacHy Karemny, 1o
CKJIa/1ajiach 13 cypmMauiB Ta 10BOOLIIB (6apabaHIIUKIB). Y IbOMY
K JIOKYMEHTI HIeTbCs Mpo KameiabMelcTepa SHUYapChKOL
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Karenu, nmaHa MaeBChKOTO, Ta TPO TOPOBCHKOTO CTApPOCTY
[Toroupbkoro, skuii MPUXOAUB CBATATHCh 110 cecTpu Ppuaepika
Kapmnincbkoro 3 npuaBopHoro kamesnoro [14]. Icropuk i Teonor
XIX cr Cagox bapanu 3ragye y cBoix «Ilam’siTkax» CTBOpeHY
npu CraHicnaBiBcbkili koneriati 'y 1750-x pp. Oypcy —
HaBYaJIbHUH 3aKJIaj JUIsl CIIBaKiB KOCThOJNY W OCTaHHBOIO ii
yaHs — PaJTiHCBKOTO — 3aBCiIHUKA KOCTHOIY, IO MPUEMHUM
roJIocoM o0y IKyBaB 60rodos3koro ciyxaua [2, c. 20]. ABTop
TaKOX BKa3ye i Ha Xop 3 yuHiB CTaHiC/IaBIChKOT akaeMmii.

Icuye Garato migTBep/KeHb (YyHIAIINA KaTONWKIB Ha
OyAIBHHLITBO YHIATCHKHX YU MPABOCIABHUX IIEPKOB UM HABITh
cunaror [2, 27-28; 30-33], a dakTu 037007€HHS OepeB’ THUX
[IEPKOB Ha 3aXiJHUI MaHep Ta KTUTOPCHKI NOPTPETH KATOJIUKIB
cepes1 IXHbOI 00CTaBU HAJIEXKATh 10 OKA30BUX JI0Ka31B TOTO, 110
BIITBOPEHHS pEAIBHUX TMOJNIH, KpPaeBUIIB Ta TIEPCOHAXKIB
BIJIIrpaBajlo poJib BarOMHUX CBIUEHb KYJIbTYpPHOIO PO3BUTKY
nob6u. To K, TPHUPOJHO BBAXKATH, IO BEJIHMKA KIUIBKICTh
300paX€HUX MY3UYHHMX I1HCTPYMEHTIB KOJO HEOEeCHUX
CYTHOCTEH, 36eMHUX MY3UKAHTIB UM CITIBaKIB € OJTHUM 3 JIOKa3iB
MOLIUPEHHS MOoJi()OHIYHOTO [IEPKOBHOTO CHIiBY W OPKECTPOBOI
CTIpaBH.

Haif0inpll BUAOBUIIHUMHM € PO3MUCH CKIEMiHb 13
3alyyeHHSAM UIIO31HHUX MPUMOMIB y BEJIMKHUX KOCTENax, IO
HaJIeKaMM KaTOJMIBKMM MOHAIIMM OpJE€HaM Yd Malu
BenbMOXHUX ¢yHnatopiB. Hampukinui XVII — nHa mou.
XVII cr. HalimommupeHIMMH 300paXXeHHSIMU Ha CTeNsIX
KOCTEJiB OyJu pi3HI TEOJOT1YHI KOMIIO3UIlT 1 OTOUEHHI KITyOiB
XMap 3 aHrejlaMyd Ta CBSTHMH, IIO EMOIIIHO CHiBaroTh.
[ToxomkeHHs LUX MOTUBIB y MOCTKOHTppedopMaliiHui epios
noB’si3aHe 31 BKasiBKamMHu 110 «J/lyxoBHuX BmpaB» IrHaris
Jloitonu, a caMme MOro peKOMEHIAIlsIMH J0 MeAuTarii —
HaJIAIITYBaHHA Ha MOJIMTBY, YSBISIOYM HEOeCHHH mpocTip 1
HE3YHUCJIEeHHI Xopu cBATUX. OKpiM 300pakeHHS €MOILIHHOTro
CHmiBy, IKOHOrpadis CIOKETIB 4YacTo BKJIIOYAaE MY3U4HI
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IHCTpYMEHTH Ta HOTH, IICEHHHKH, NPUYOMY SIK Ha piBHI
UTI031HHOTO He0a B 3aXi/IHIA YaCTHUHI XpaMiB, TaK 1 Y HIKHbOMY
npocrtopi, odopmiieHOMY, HalJacTimie, y BHIJISAL OaJIKOHIB
XOpIB.

OpHa 3 HaliMacoOBILIMX AHTENBCHKUX MY3HMUHUX Kamel
npejcraBieHa Ha ckieninHi al fresco 3 kocteny bepHapauHiB y
JIsBoBi (1738-1740 pp.) aBropcTBa benenukra MasypkeBuua,
0 CTYJlIOBaB CTIHONUC Yy boJIOHBI Ta rpynu y CKJIaji:
P. Baprrinpkoro, Bomincekoro Ta M. Cpounncskoro [11,
cc. 320-321]. My3uuHi ClieHH PO3MILIEH] NMPU caMiil 3axiiHiN
crimi [11, c. 322]. B emomiifHOMy BHpi, y CKJIaJHHX
NEePCHEKTUBHUX PaKypcax 300pakeHi aHTeIu il myTTo. XOpUCTH
CIIBAIOTH 13 BIIKPUTOTO MiceHHHKa. Cepell iHCTPYMEHTIB

Puc. 1. Beneouxm Ma3sypxeeuu. @pazcmenm po3nucy 3axioHoi
yacmunu kocmeny beprnapounie y Jlveosi. 1738-1740 pp.
Domo asmopa cmammi

MO>KHa BUAUTUTU: apdy, CUTapy, TiTapy, Bioily, OpraH, JIOTHIO,
¢bneiiry Tomo (puc. 1). OkpeMi KOMIIO3HINI — MOHOXPOMHI
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«My3U4HI HATIOPMOPTH» 3HAXOJATHCS HAJ BXOJOM JI0 KOCTETY

(puc. 2).

Puc. 2. beneouxm Masypxesuy (?) @pazmenm po3nucy npumeopy
xocmeny Bepnapounis y Jlveosi. 1738-1740 pp.
Domo asmopa cmammi

Cepen NbBIBCHKHMX Mpallb OepHapAuHIS MaszypkeBuua
HazBeMo M po3mucu XopiB koctemy KapmenmitiB Bocux
(1732 p.), ne B sikocTi HEOECHOT Kamenu 1Mo Tpoe 06abiu BikHA
MPEJCTaBIICHI JIBOPYY: CKpHIIaib, (ParoTUCT Ta OpPraHiCTKa, a
npaBopyd: ap¢icT, JIOTHICT 1 CHIBaK 13 PO3FOPHYTHM
MICEHHUKOM y TIpaBiii pyIli Ta 3ropTKOM HOT 3aMiCTh OaTyTH.
BaxJmBUMH y KOMIIOHYBaHHI € pPO3BEAEHHS IMEPCOHAXKIB Ha
sSpycu: opraHictka # apgdict 300paxkeHi 0e3 Kpwi, mepen
UTrO31HUMEU  OasikoHaMu. MoximBoO, 1ie mepcoHanizamis CB.
Hemmmii ta maps JaBuma. Cepen TMOTOYHIOIOYUX JieTajeit
300pa’keHO MIOMITP 13 HOTAMHU MEPe]] CKpUnayieM, I’ AITHIIiHIHHa
HOTaIlis 0aTyTH B pyKax cmiBaka (puc. 3).
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Puc. 3. beneouxm Masypxesuu. Posnucu xopie kocmeny Kapmenimis
bocux y Jlveosi. 1732 p..
®@omo: P. I'asanox, 2021. Nxepeno: https://surl.li/lvshhbc

AHrenbChbKHUI XOp Ta HEBEJIMKA Karlesa, 1110 CKIaJaeThCs
3 oprasicra, JIOTHICTa, KJIApHETy W ABOX TpyO 300paxeHa y
JIBOX CIIEHAaX CKJEHIHHS Ta XOpIB JIbBIBCHKOI'O KOCTEIy
Henopounoro 3auatrtst /[liBu Mapii MOHAaxXMHb KIJIAPUCOK.
ABtopctBo ¢pecok (1740 p.) nHamexutr CTaHiclaBoBI Ta
Maptuny CtpoiHChKHM. 3ayBakKHMO, IO y apli HaJ XOpaMu
OpraHicT 300paK€HMH KpWUJIATOI CYTHICTIO, TOAI SK 3
MPOTHJISKHOTO OOKYy BiJi OpraHy CTOiTh IIJIKOBHTO 3E€MHHMA
MEPCOHAX 3 XapaKTEPHOTO CaApMaTChKOTO BUIJISATY, BIaCTUBOTO
MarHaTchbKiil BEpXiBIli Kparo.

Jlo BaroMux HaJie)XaTh CTIHONUCHU KOCTeNy CBATHX IBaHa
€Banremicra, Mapii Marjganuam i COpoka MYYCHHKIB ceina
Kyxkinsauku (Ianuupekoro p-Hy, IBaHO-®paHKiBCBKOT 0011,
1782 p.) [1, c. 102]. He3Baxkarouu Ha cTaH pyiHaIlii Ta 3aHemaay
nam’ATKH, CIOKeT, 110 300paxye (aelTucra Ta ckpunais Ha
OayikoH1 X0piB, 30epircst BimHOCHO n00pe. Bpakae mopTpeTHa
XapaKTepUCTUKAa 300paKyBaHUX MY3HMK, JOCTEMEHHICTb Y
nepedadi  meraneid, MIMIKH, OKECTHKYJISIIi, BraJyBaHHS
XapakTepy BMKOHABIIB. My3UKaHTH OJSITHEH1 y O6araTuii onsr
CapMaTChbKOTO THUIY — OKCAaMHTOBI KyHTYIIi IypIypHOTO Ta
CHHBOTO KOJBOPIB 3 TMpOpi3aHUMM pyKaBaMH IOBEpXa
MPUTAICHUX JKyMaHiB. [0JIOBM My3WK BHOpHTI, 3adicka 3
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XapakTepHUM OCeJeaIeM, O0JNYYs 3 MUIIHUMH, BKJIaJCHUMU
1o ropu Bycamu. Oui duedTiucTa HAmiBIPUKPHUTI, HOTO IOBTI
Haybli eJeraHTHo ckianeHi. Ckpunaib, HATOMICTb, 13 IIUPOKO
BIAKPDUTUMH OUYMMa YBaXHO CHIIKYE 3a IapTHEPOM,
ycMixarounch.  ®Dpecku HaiiMOBipHIIIE BHUKOHaHI SIHOM
ConenpkuM, 10 OyB y4yHEM 3rajiaHoro Buile MasypkeBuya.
@dynpaTopamMu KOCTely OyiM Ky3€HH, 10 HAJIEKAIH A0 PI3HUX
rinok rep6y Ilmmssa: cpibnoi, Mocun IToToupkuii (mom.
1751 p.) # 3omoroi Mukona Bacwuip, mo momep y pik
3aBepUICHHs po3nucy Kocteny — 1782 p. Sk BimoMo, HampUKiHII
KHUTTS BiH CTaB yHiaToM i OyB ¢yHnaropom [louaiBcrkoi naBpw,
y sKiii 30eperyiiuch 3anucyu KHUTU BUAATKIB MPO MY3HKAHTIB-
IHCTpYMEHTAJICTIB, a came CKpurnky i dueidty. Tox He
BUKJIIOYEHO, 1110 Y KyKkinbHUKaX 300pakeH0 HOro My3HKaHTIB.

Cepen 3HaHp NMpo My3uKy B Pychkill yHiiHIN HEepKBi
BiJIOMO, IIIO 3a €MUCKOIIa P'Iocn(ba Bensmuna Pytcpkoro (1574-
1637 pp.) Oyno mnpuUHHATO pilIeHHS HE BIAXOJUTH BiX
LIEPKOBHUX CHIBOYMX TpaauLid, HE T'yOUTH SCKpaBy O3HAKY
BJIACHOI 1IEHTUYHOCTI, HE PO3UMHATHCS B UyXil Tpaauiii, a
HaBIaK{ TIOCIIJIOBHO PO3BHUBATH IOCTBI3aHTIMCBKY CHIBOYY
cnagmuuay [17]. 3a TBepmkeHHsM €. IrHaTeHKO, KUIBKICTH
rojociB B yKpaiHChbKuX XopoBux TtBOpax XVII-XVIII cr.
KOJIBAJACs BiJl TPbOX JI0 IIICTHAIISITH, aBTOPKA TAKOXK CITYIITHO
BBaKa€ Ha CTpaTeriyHe 3HAYEHHS BUPAXKAJIBHUX 3ac00iB Y
nepion  koHTppedopmaliiiHoi  6opoThOHM, 1€  «Kpaca
noJ1i)OHIYHUX TBOPIB MPUBAOIIIOBaja BCIX, Y TOMY YMCHI U THX,
XTO MaB BHOpaTu peniriiiny koHdecito» [16, c¢. 103]. V ubomy
KOHTEKCTI NMPOJEMOHCTPYEMO JEKiJIbKa JDKEpes, 110 y CBOil
ikoHOrpadii  BimOOpa)xarOTh IOCHIIOBHUI  mepexiJ Bij
NapTeCHOro CHiBy J0 MomidoHii YM  COJIOCHIBY B
IHCTPYMEHTAJILHOMY CYNpPOBO/Il. 3a3HAUYUMO, L0 TaKi CIOKETU
MOB’s13aHI MEPEeBaKHO 3 OCOOJIMBUMM UyBaHHSIMU — BIIUTISIMU
(mar. vigilia) — owikyBaHHAM MOJil y CYIpPOBOJI OCOOJIUBO
YPOUUCTHUX MOJIUTOB, 3allaJIECHUX BOTHIB 1 CIIIBY.
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[lepmioro B mepeniky € ikoHa «BO3IBHKEHHS 4EeCHOTO
xpecta» (octanHs uBepTh XVII cr, moxomkeHHsIM 13 EpKBU
cena CurtuxoBa, JKoBkickkoro p-Hy JIbBIBCbKOi 00I1.,
3HaxoauThes y Konekiii HMJI) [1, ¢. 101]. Temaruka moB’si3aHa
3 HaWBAXJIMBIIIOIO MOMIEI0 B ICTOPIi PO3BUTKY XPHUCTUSHCHKOL
penirii — BiAHAMACHHAM 3aJIMIIKIB TOJITO(CHKOTO XpecTa Ta
HOTO M THATTAM-3BMKEHHAM. CBATO HAJISKUTH J0 JBAHAIISATH
TOJIOBHUX Y XPHUCTUSHCTBI, HOro creHapii HaI3BHYaiHO
YPOUHUCTUI: MOYMHAETHCS IUTOHIYHUM YyBaHHSIM, T 9ac sIKOTO
BUHOCSTh JI0 aHAJOK NpUKpameHuil kBitamu xpect. [lomis
CYNPOBODKYETHCS J3BOHAMH U CITIBaMH, a 3aKiHUY€ThCS
3IBIKEHHSAM. TOX HE BHIIAJKOBO, IO CHOKET CHUTHXIBCHKOL
ikoHn BimoOpakae TNHUIIHY O0araToMfOgHY LEPEMOHIO.
Ixonorpadiss oOpa3dy HaA3BUYAlHO IiHHA 3 OIsALy Ha
MIPOYMTYBAHHS NPEACTABICHUX Ha Hiif 0Ci0.

Ha ixoni 3 cema CutuxoBa 30epexeHO TpaauliiHy
CXEMY OCHOBHOT'O CIOKETY. Y IEHTpPi PO3TAIIOBAaHHWN BEIUKHIA
XpecT 13 4YoTUpMa apXiepesiMu, M0 HOro «3ABUTAIOTHY.
Kommosuriss  mMae  4iTKMl ~ CHUMETpUYHUN  Xapakrep,
HiAKpeCcIeHuil JBOMa apKOBUMH NPOXOJaMH JIIBOpydY M
paBopy4, 300pak€HHSM JBOX HABOBUX Iepepi3iB 13
JBOCHAJHUMHU JaXaMH, IEHTPaJbHUM pO3TAllyBaHHIM Y
BEPXHbOMY SIPyCl XOPOBOI0 OAJIKOHY 13 BUTOIO OAIIOCTPAI0I0 Ta
JIBOMa  apKoBUMH  Buxojgamu. [IpuBabmioe  malicTepHO
CIIPOEKTOBAHE IHTEP €PHE OTOUEHHS, TOUEPITHYTE, OJTHO3HAYHO,
3 UTI031MHOT KBaJpaTypH: TOYKA CXO/DKEHHS TTMOMHHMX JiHIN
3HAXOJIUTHCS Y LEHTP1 OUIS HIr marpiapxa, TOAl AK HUKHI JIHIT
pO3MillieH] mapajensHo 10 Beptukanmi [1, ¢. 102].

Apxuepei 300pakeH1 y IOBHOMY 00JIad€HH1, 3 MUTPaMHU
Ha ToJIoBi. J[BO€ 3 HUX MalOTh CHUBI OOpPOJM Ta Byca, JIiBOPYY
MOJIOJTUI EMUCKOI 13 TOHKUMH PHCaMH, YOPHUM BOJOCCSIM Ta
aKypaTHO MiACTpHKEHOI0 Oopiakoro. TpeTiit — cepeiHbOro BiKy,
3 KpyrauM oOimudsiM W BojoccsiM 0e3 cuBuHU. KoxkeH 3
apxiepeiB MPUTPUMYE JOJOHEK BOCHBMHUKIHIIEBHH XpecT.
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O06abiu HUX MOJIOJII ASIKHM 31 CBIUKaMHM B JiBill pymi Ta 6arato
JIEKOPOBaHUM CPiOJIICTUM KaJHJIOM y IPABHIII.

JliBopyH 1 mpaBoOpyY 300pakeHO MPOIIECIT, SIKi BUXOIATh
13 Xpamy, o0 y34TH y4acTh y CBATI. Yci 300pakeHi 0OepHEeH1
70 TIIAa4a, TXHI PUCH 1HAMBIIyaTi30BaHO-TIOPTPETHI, OJTHAK HE
Bci posmi3HaHi. Okpim apxiepeiB Ta CB. Koctaatrna 1 €1¢HH,
0 TPEICTaBICHI JIBOPYY SK Iap 13 LApHICI0, MOXHA
PO3Mi3HATH Y APYroMy Al OOIHYYS MOJIBCHKOTO KOpoJs SHa
Cobecbkoro (1629-1696 pp.) 13 OpyKHHOK, KOPOJIEBOIO
Mapiero Kazumuporo (Mapucenbkoro) i, IMOBIpHO, ABO€ TXHIX
miteid (0OMMYYs HaX TOJOBAMM ILAPCHKOI Mapu 1 JiBYMHA
MpaBoOpyY Bif LApHIl). 3a3HAYUMO, 110 KOPOJIIBCHKE MOJIPY KK
npoxxkuBaio y JKoBkgi Bix 1678 p. — Biakoiau HaOyIM paBo Ha
IO PE3UJICHIIIIO.

CBATKOBUH XOp 300pakeHUI y BEpXHii YacTUHI iKOHH
Ha UII030pHOMY OankoHi BiH ckmamaeTbcss 3 JIBaHAALSTH
CrmiBaKiB 1 pereHta. Pi3HOBIKOBUH, YOJOBIYMIA, Ma€ TOPOCIHX
y4acHUKIB, MIAMITKIB Ta Majgoro xjomuuka. Cyngauum 3
300pakeHHs, XOPUCTH TOXOMASTh 13 3aMOKHOTO MIIIAHCHKOTO
cepe/loBUINA: BOpaHi y JOBIi CHHi, MYPIypHI, MaJMHOBI YU
TEMHO-3€JIEH1 JXKYMaHW 3 BWJIOTaMHM, MiJNepe3aH] MIMPOKUMU
nosicaMu. Y JIEKOTo MmoBepx 1uiai i3 ¢ioynoro. UepBoHi 4000TH
Ha Horax. Take po3maiTTs oAATy HE BIACTHBE IMPOCTONIIONY,
KU 300pakyBaBcs y TOJIOTHSHIN 0J1eXi. Y ¢l MatOTh 3J0pOBUI
pyM’siHEllb, XapaKTepHI 4yOM Ha rojioBaX Yd MOCTPHIKEHI «IT1]
MakKiTpy». ¥ KOXXHOTO B PyKax Ha apKylleBi BJIacHa BOKaJbHA
napris. [lonpu HeBenMKui po3Mip 1KOHH, yC1 AeTail NpONHCaHi
HACTUIBKM TOHKO W peTesbHO, 110 MOXKHA po3i0paTu Tak 3BaHy
KUIBCHKY ITSITWIIHIMHY HOTauito. [[UpUreHT CTOiTh B OAHOMY
psay 3 IHIIMMHU CHiBakaMH, y JIIBUII TPUMAaEe HOTH, a MpPaBy
MPUMIIHAB AJ1s TakTyBaHHS. [Ipo iioro ocobnuBe npu3HayeHHs
Ha TOMIi AI3HAEMOCH 13 HAMUCy OLIMIOM KOJO OOIWYYs:
«ClIKeBUYb PEEHTAY.
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BaxnuBo y 3B’S3Ky 13 300paKE€HHSM CHUTHUXIBCHKHX
MY3HMKaHTIB 3ayBaXUTH TOH (akT, mo me 1735 p. 3adikcoBaHa
3rajika mpo YHIBCbKY MY3MUHY Kallely, sika CyIpOBOJIKYBasa
mutpornionimta Atanacis lentunpkoro 10 JKoBKIBCHKOTO
nayaity, e THMYacOBO 3aMEIIKaB MOJIOIUI KopoieBud SIky0
Cobecpkuit. IBan Ky3pMiHCBKHI 3ayBakye B ImyOumikamii: «3
nokymenTta 1738 poky BigoMo, 110 B penepTyapi kameiau Oynu
TBOPH ITATINCHKUX Ta HIMEUBKUX KOMIO3UTOpiB. Kamemictu
rpajy Ha XOpax y HEPKBI MiJ] 9ac OOroCTyKiHHS, Opaiu y4acTb
B YPOUHCTHX MPOLIECISAX, pO3BAXKAIU rOCTel 01111 CTOMy, TpyOaui
rpany Ha Bexi MoHactups». llle omuH 3amuc mpo Mmoo Kamemy
cBiquuTh, mo 1745 poxy Artanaciii llenTuipkuii 3BepIINB
JmiTypriro 'y ii cympoBoxi Ha moxopoHi Muxaitna Cepsarrist
Bumnesenpkoro y Bumnisiii [10, cc. 30-31].

Jo BaxnuBOi Trpynu JDKEpeNl, IO  CTBEPIKYE
3aCTOCYBAaHHS 0araTtoroyioccs i iIHCTpyMEHTAIBHOTO CYIIPOBOTY
y IIEPKOBHUX yUuTaX HaJIeXKaTh MMOMICHI iIKOHU 31 clieHamu Pi3aBa
Xpucrosoro uu [loknoninns napis. HezanexxHo Bif aBTOpPCTBa,
y BCIX KOMIIO3MIISIX MPOCTIp PO3AUIEHUMH Ha JBa piBHI. Y
HIDKHBOMY 300pakeHi FOJIOBHI MEepPCOHaXi: Mapis 3 HEeMOBIISM
Icycom Xpucrom Ta Mocur, 3a1exHO Bl CIOKETy HACTYIIKH 9H
uapi. BepxHiil sipyc BijiIeHHH BiJ 3eMHOro Kiy0amu Xmap.
Came TyT 300paXXylOThCSl JOMOSCHO AHTENH, IO IMITYIOTh
XOPUCTIB. AHTenN BOpaHi y KOJIbOPOBI CHHI, YePBOHI UM TEMHO-
3eneHl ofexi. YacTo JeTaqbHO MPOMATBOBYIOThCS I'yI3UKU U
KOMIpLIEBI BUJIOTH Y1 MEPEKMBHA OTOPOUYKA HA CBUTKAX.

Ikona «PizgBo XpuctoBe» XVII cr. 3 komexiii
Jlep>kaBHOTO  ICTOPUKO-KYJBTYPHOTO  3allOBIIHUKA  MICTa
Octpora [12] mpencraBisie TpaaulliiHy CIEHY, € y KiIyOax
XMap HaJ| IepeB’IHOIO IIONKOI0 300pakeHi Tpoe aHremiB. J[Boe
06a6iu yBaXHO JMBIATHCS HA TOTO, IO MO LEHTPY. Moro oui
OIyILleH] J0Ty, PyKH PO3BEPHYTI N0 IIfjada, OPUIIIHATH 110
ropu: IpaBa Ma€ 3aTUCHYTHH Oe3IMEHHMH majernb Ta
Mi3HHeIlb, 10 CUMBOIMI3ye ABiI npupoau Cuna boxoro — boxy
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i JTIromchKy, Haragyoun npo Moro BTiTeHHs Ha 3emii, a j1iBa —
3IMKHYTI BEJIMKUH 1 BKa3iBHUU IMajiellb, 110 TO3HAYa€ BIpYy B
BoxectBenny Tpiiiro. Koo kojiH aHTeniB po3ropHyTHil Ha
Oanaeposti TeKCT BigoMoi kosaku: «CnaBa BoBumHixX bory. Ha
3emiii MUp JHeCh». IkoHa «IIOKIIOHIHHS BOJXBIB» 3 IIi€l XK
30ipku [7] mpeacTaBisie TPHhOX AaHTENIB, MO 3 IIKaBICTIO
MOTJIAJAI0TH 10 HU3Y, HEHaye 3 XOpiB, ONUPAIOYUCH PyKaMH Ha
XMapu, sK Ha Oamoctpany. Hamuc komo iX pyk Takox 13
npocinabiieHHs: «CnaBa Bo BUlIHUX bory u Ha 3emue». Cepen
aBTOPCHKHUX 1KOH Moxkemo Buiiutu «PiznBo Xpucrose»
(1672 p.) ykpaincekoro wmanspa XVII cr., mpeacraBHHKaA
CYJIOBO-BUIITHSHCHKOT MIKOIH ikoHOMHCYy [ini bpomnakosuya —
Maisipa «BumHi Ta MykadeBay [4]. Tyt y BepxHbOMY SIpYCi,
Bi/IMEKOBAHOMY KOJIOM XMap, JIOKOJIIHHO 300pakeHi Tpoe
aHTeNiB y TUHAMIYHHX 1103aX i3 pO3BeJeHNMMHU pykamu. Harmmc
KOJIO iX TOJIiB YITKO 3a3Haydae: «AHrenu MorTh Ha Hebecwy, a
10 HU3Y 3BUYHO po3MpocTepTuii TekeT: «CnaBa Bb BoiHiX bry
W Ha3eMJIM MUDPbB...». IkoHa «PizgBo Xpucrtoe», XVII crt. 3
konekuii I®KM MICTUTh y BEpXHbOMY pETICTPl JOMNOSICHE
300pa’keHHS TPbOX aHTeliB Y SICKpAaBUX OJAKUTHIN Ta YePBOHUX
CBHTKaX i3 MCEHHUKAaMH B pykax (puc. 4).

LleHTpanbHUIl BHUKOHY€, OYEBUIHO, pOJb pEreHTa,
MIJHSABIIM NPaBy PYKy /0 TOPH AJIs TaKTyBaHHA. Y JIBIA Tak
caMo TPUMAE€ MICEHHUK.

Uu He nammikaBimow € ikoHa «[IoKJIOHIHHA IapiB»
XVII ct. (mpuBatHa 30ipka) 3 30J04iBIIMHH, TOMiYeHa Ha OJTHIN
3 BUcTaBoK y JIbBOB1 2023 p. Ha Hill Miclie M’k XMapaMu 3aiimae
aHreJbChbKa 1HCTpyMeHTaldbHa Kamena (puc. 5). JliBopyu
300paK€HUIl KJIApHETUCT, Jajli JBO€ aHTeNliB HPUTPUMYIOThH
NEPEHOCHUI OpraH4MK, JBUH 13 HUX HPUIIAHAB IMPABUILIO,
TaKTYIOUH.
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Puc. 4. Dpacmenm ixonu «Pizoso Xpucmosey, XVII cm. 3 konexyii
IDKM. ©omo asmopa cmammi

BiH, oueBHIHO, PEreHT, TO K, YBaXXHO AMBHUTHCS Ha
YYaCHUKIB KOHIIEPTY. 3 TPaBoro OOKy 300pakeHO JIOTHICTA 1
Tpy6auya. Oco0nuBYy yBary nNpuBepTa€e BiATBOPEHHS MIMIKH IIUX
MY3HUKaHTIB. J[eTambHO NMpoMaNboOBaHE IOJIOKEHHS PYK KOJIO
KO>KHOTO 3 IHCTPYMEHTIB.
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Puc. 5. @paemenm ixonu «lloknoninna yapiey, 3onouiewuna. 3
npusamuoi Konexyii, ekcnonogawne na eucmasyi «Hayis.
Mucmeymeo. Hayxay, HMJI, 2024. @omo asmopa cmammi

VY 3B’3Ky 3 OCTaHHBOIO 1KOHOIO 3a3HAYMMO W10 3TaJ KU
po TMpo OpraH B YHIWHINA HEepkBi AoBosi yucenbHi. OmHa 3
nepmux noB’si3aHa 3 CIMHAALATOIO KamiTyJoro, 10 BiAOymacs
y Bimenui (1667 p.) [10, c. 28]. B inBeHTapi 3aropiBCbKOTO
MoOHacTups 3a 1752 p. 3rafaHo HEBENMKUHI MO3UTHUB HAa XOpax
nepkBu. B monactHpcbkiii Xpouiii 3amocts mia 1762 p.
3Ha4yaThCsl LEpKoBHI opranu BapticTio 1000 3motmx [18,
c. 392]. VYV [IlpuBineeBi KaHIBCBKOTO CTapoCTH MUKOIHN
[Toroupkoro Ha Koseriym Oyuarbkoro Mmonactups 1754 p.
3a3Ha4yeHo, abu mpu 1epksi CBaToro Xpecra Oyiau OpraHicT Ta
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nBoe TpyOauiB. OpraHict MaB rpaTé Mecy, a Tpy0adi, OKpim rpu
y IEPKBi, MaJId OW IIOpPaHKY 1 BBeUepl Mepe MepKBOIO «ITICHI
6nmarouectusi rpatu»[10, 32]. B mepksi BacuiisiH y 3araiipsx
OyB 12-rosiocuii opras, sKuii GyHIyBaB MICIICBUH CyIepiop O.
Hownar Ssnomesud micist 1784 p. Opranu 6ynu B Bpectcbkomy
Ta I'pogHEeHCHKOMY BO€EBOJCTBAaX, y IiepkBax B Ilodaesi,
Bpamnagi, B cobopi Csaroro KOpa y JIsBoBi [18].

[inkom wmoxuuBO, 110 JIbBIBChbKa YHIiMHA My3U4YHA
Karena 3aikcoBaHa MIHIATIOPOIO ipMOJIOHOT 3acTtaBku (1750-
1757 pp.) i3 ¢. Manbuuni (JIeBiBImuHa) i3 36ipku HMJI [10,
c. 29]. Take npumymenHsi, Ha aymky l. Ky3pmiHcekoro,
MOXJIMBE 3 OINIAAY Ha TOM (hakT, IO MY3UYHMH CKJax
JIBBIBCBKOT Kamenu I[bOro Mepioay IOBHICTIO CIIIBIAAAE 13
300paxkeHHsaM [18] aBTOPCTBA CTecbaHa KcenxomocTcpkoro
[13, Ne 909, 911]. Ha wminiaTiopi OKpiM KJISKAIO4OIo IeEpe
npectoiaoM 13 oOpazom CB. Mukonas ‘IOpHO60pO,I[OFO
CBSIIIIEHHUKA 1 HIOTO CITy’)KKH, 300paXKeHUX Yy IEHTpi, € IIe JBi
My3u4Hi rpynu (puc. 5).

Puc. 5. CmeqbaH KceHJfCOMocmeKuu MlHlamropa lpMOﬂouHOZ
sacmaseku (1750-1757 pp.) i3 c. Manvuuyi (Jlvsieuwuna). I3 36ipku
HMJI. ®omo 2020. [ixcepeno: https://surl.li/lpurkf

JIiBOpyY BHMJIUISIETHCS PEreHT 13 MIJHATOI J0 TOpHU
JIBOIO BIAKPUTOIO JIOJIOHEI. Y TpaBulll Tepea cobow BiH
TpUMa€e apKylll, HalUCaHUW II'ATWIIHIKHOIO  HOTALERO.
MiHiaTIOpUCT OCOOJMBY yBary MPHAUIAB 300paKEHHIO BYCIB
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perenra Ta 4yOa-ocenenls, M0JaBIIU HEOPUTOI IIETHHU Ha
rojioBi Ta 1mokax. YoJjoBik BOpaHUN y Jemit0 3 JOBIHMH
pyKaBaMu, IO 3acTi0aeThCs Ha IIICTh TYA3UKIB 1 MigIIATA
YEepBOHUM CYKHOM. JIHIle OsroBi 1bOro 4oJIOBiKa XYyI0KHUK
npuaiisge Tak 0arato yBaru, MOXIMBO, 4epe3 HOro craryc.
PerenbHO nmpomanboBaHi YepBOHI YOOOTH HA HOTaX, 4yepes JIiBe
Iieye MepeKuHyTUH YepBOHMM Iulall, 110 OyB MOJHHUHN cepen
JbBIBCBKOTO MimaHcTBa. llo3agy HbOro 300pa)keHO JBOX
MOJIOJIMX CKPUTIAIIB, MEPel HUM — ABOE MAJOIITHIX CITiBaKiB i3
Hotamu. [IpaBopyu y xommo3suiii 3adikcoBaHi 1BO€ ro00iCTiB,
JUTABPHUCT, IBOE TPyOadiB, 1Ba BAITOPHICTH Ta 1Ba ()arOTHCTH.
Yci  My3uKaHTH MOJOJI, KyuepsiBi, BOpaHi y KOPOTKI
miArepes3ani KymnaHu MOBepX NOBTruX psic. CBOe CTaBICHHS 10
BHKOHABCTBAa aBTOp MiHIaTIOpU BigoOpa3WB dYepe3 BBEICHHS
HIMOIB Ha/I TOJIOBAaMH MY3HK, HE HAJIUTUBIIH I1€10 0COOIHMBICTIO
CHIBakKiB, pEreHTa il 1HIIUX MPUCYTHIX.

YopHo-0ii POTO Ta CXeMU PO3IHUCIB IPEKO-KATOIUIBKOT
nepeB’siHOT LepkBu BBenenns boroponuni no xpamy cena
[Titino (Kamycekoro p-Hy IBano-®pankiBchkoi 00:1.) [6, ¢. 96; 1,
c. 102] mpeacTaBisoTh HENEepeciuHi CLIeHH MY3UYHOTO IHKITY.
He3Bakaroun Ha mpoCTOTY OAHOBEPXOI XpeIaroi jAepeB’sTHOL
OyaiBii, ii CTIHONHUC TOEIHYBAaB PUCH KUIMMOBOTO PO3MHCY 3
eneMeHTaMu mpodeciiinoi kBaapaTypu. Ilomixpomis mana 0
3’siButHCh MK 1778 p. (moOymoBa) Ta 1794 p. (ocBsiueHHs
LIEPKBH JIbBIBChKUM ennckonioM [lerpom) [6, c. 116].

VY cepenMHHOMY MO 3aXiJHOI YaCTHMHHU Xpamy Oyiu
BMIIIIEH] MY3H4YHI KOMHIO3MIi. Y IeHTpi 300pakeHO MaHi y
BUIIYKaHIN CyKHi 13 KpHHOJIIHOM 1 BHCOKOIO 3auickoro. Bona
CUIUTH BITiBOOEPTa 3a KJIaBiaTyporo oprany. [likom MoxIuBO,
110 1e nepconanizanist Cs. Llennnii, mpo sKy 3rajyBajiocs BHILE.
06a0iy cumeTpuyHi XOpH, OQOpPMIIEHI UIIO31IHOI0 apKoK Ta
BUIITYKaHOIO OamocTpanor. 3 JiBoro OOKy Ha 30epekeHOMY
($OTO BHIHO JHIIE TBOX MY3WKaHTIB — CKPHITAJs, TPaBI Ha
IUHKY, [0 JWBUTBCS MPSIMO y HaBy, MpOTE Ha CXeMi

186



APT-naar®OPMA. 2025. Bun. 2(12)

midnsHCbKOTO 0abunis, mnpencraBienii I1. JKonToBchbkuwm,
MPOIISIAAEThCA 1€ OJHA MOCTaTh My3WKaHTa [6, c. 154]. ¥V
muckycii 3 I. Ky3pMiHCbKMM 11eHTH(]IKALisS IMHKY BU3HAYEHA 32
0COOIMBUM TPYOHUM MYHIIITYKOM. OCOOJIMBICTIO ITi€1 CIIEHHU €
Taki JeTaji SK BUIIyKaHi 3a4iCKM i €BpOINEHCHKUI OJsT B
YYacHUKIB  aHcaMOnro: ¢pak 13 IIAJIEBUM  KOMIpOM
NEepCOHANI3y€e, HANeBHE, CKpUNAIA-iTamiiusg. Y  Apyroro
My3UKH, (pak 13 BWIOraMH, NPUKPANICHUN TyA3UKaMU Ha
Mamxkerax. [lig BepXHIM OASTOM BUIHO COPOYKH, MiAB’s3aH1
IIMITHUMH XyCTKaMH T4 OKCAMHUTOBI KHUJIETH.

[TpaBopyu Big oOpra”icTKd 300pakeHO IIe OJUH
1TFO31HHMI OaJIKOH 13 M'sITbMa CIIiIBaKaMH, 1110 MAFOTh HOTATHUKHU
B pyKax. J[BO€ 3 HUX CTOSITh, OUYEBHIHO, Y 3aJHHOMY PSAL if TOMY
MpOMopLiHO 300paxkeHi MeHmuMu Bia iHmmX. [lomepeny
IIpEeACTaBICHUI pEreHT. Bin Mae XapakTEepHUN
MePCOHANI30BaHUM BUIJISI, 1110 IEMOHCTPY€E MPUHANICKHICTD JI0
«capMaTchKOro» o0pasy: MOJHO YKJaJeHI JOBI1 TOHKI Byca,
BUOpHUTAa 3adicka, BOpaHMH y [IOBKOBHHM KyHTyHm 13
MPOpi3aHUMHU pyKaBaMH i BUJIOTaMH KOMIipy IOBEpX JKylaHa i
copouku. Ilormsa cmpsimoBanuil Ha rispada. Y JiBi pyui
CKJaJeHa 3 mamepy OaTyTa, sKOro BiH TakTye. Dirypu IBOX
MOJIOJIUX CITIBaKiB 110331y PereHTa MpoMajibOBaHO PEaTiCTUYHO,
0OJTMYYsI ApTUCTIB CIIOBHEH1 HATXHEHHS.

HasBHicTh cepell My3MKaHTIB NpPUBAaTHUX Kamel
1HO3EMIIiB MIITBEPAKYETHCSA UNCETbHUMU JOKyMeHTamu. Tak, y
JbBIBCBKIH  €NMUCKONCHKIM ~ My3WuHI  Kamedal  CIIy)XHB
ITaniicekuil KiaBecuHicT Aneccannpo Janeci, sxuii y 1776 p.
OIMHUBCS NpH BOpi Bennkoro rerbMana muroBcbkoro Mixana-
Kasumupa Orincekoro. Y 1779 p. y mnodaiBChKii Kariuii
CIIy’)KUB HIMeIlb, IKHI Ha 3aMOBJICHHS NHCAaB LIEPKOBHI TBOPHU
[10, c. 31]. Cepen xamemn Mocuma Iotorpkoro y Cranicnasi
sraayerbes cip JloHi — koMmno3uTop xanionoi mecu 1751 p., mo
BUKOHYBAaJIaCh YHCEIBHUM OpKecTpoM. TyT e 3raayeTbes cip
JlopeH1o, sSKuii BUPI3HSABCA 3-TIOMiIXK CITIBAaKiB «JIETIKaTHUM Ta
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BI/UIarO/DKEHUM  TOJIOCOM, TPUEMHMM Ta  OJHOYACHO
JNOCKOHAIUM». L{IIKOM MOXJIMBO, IO 33 TAKUM OIHCOM
MO3HAYeHMI CcIiBak-KacTpar [2, c. 97].

IlikaBo Bim3Hauutu, 1o B cepeauni XVIII cr.
300pakeHHS] HAaHPi3HOMAHITHIIIMX MY3WYHHUX IHCTPYMEHTIB —
IYXOBUX, YJIApHUX, LIMIIKOBUX TOLIO — 3yCTPIYaeTbes 1 Y
po3nucax JIepeB’sTHUX CHHAror Kparo. SIKk BBa)XKa€ThCs, Baromy
pOJIb y TOSBI IMX CIOXKETIB y PaHHbOMOJEPHUM TIEepioj
BiJIirpaBaB XapakTep €BPEHCHKOrO JKUTTS, OMU3BKUN 10 TEeMHU
[lcanmiB, Hailimiepiie — MOMIMPEHHS Xacuaui3my[9], ne mys3uii
Hajie)kana 0co0JIMBa posib PaiCHOTO ciyKiHHA TBopiyto. [Hima
IpUYMHA — TOMYJSPHICTh KJIEH3MEpPChbKOi MY3MKM 1 caMm
(heHOMEH €BpEeMChKUX MY3HUKAHTIB, JIe 3 4acOM c(hopMyBaioch i
KOJIO TPaguIiiHUX Ui Ii€l MY3UKH 1HCTPYMEHTIB: CKPUIIKH,
BioJIOHUeN, KiuapHeta W iH. LlikaBo, o cepex iCTOPHUYHUX
JOKYMEHTIB € 3raJIKu IIpo 3aly4yeHHs reOpeiB 10 ypouucTocTen
y MiCTax Ta MarHaTChbKUX MaeTKax. Tak, y JbBIBCBKil Cy/OBIii
cipasi 1618 p. 3ragyroThCsi CBIIKU-XPUCTUSHY, IO BUCTYHAIN
3 €BpPEMCHKOro 00Ky — cepesl HuX, XpucTUsiHUH Toma CKIIMIIEK,
10 «MIXK €BpesMu rpae Ha ckpunui»[8, c. 90]. Cepen 3anucis
npo Pagomunuie 1781-ro poky, 3a mwurpomnonura ScoHa
CMoro>eBchKOro, yBeuepi i micis ypouucrocreit 3 Haroau JHs
cearoro CTaHiciaBa B PE3UJICHIIIT 3Bydaja «ClIbChKa MY3HKa,
CIIiBM Ta TaHIIi MPOCTOJIIOMHIB, a TakoxK eBpein» [10, ¢. 32].

My3u4H1 KOMIO3ULIi1, TPO SIKI MOBUTKCS, B1100paxaroTh
7iBa TIOJIAPHI CIOXKETH, MOB’si3aHl 3 TeMoro rncanMis. [leprmit
3BEpHEHUN 10 11ei mpocnaBieHHs BceBumHboro, a iHIMi
HaBiIOBaB CKOPOOTHI PO3AyMH MNpO BUTHAHAHHA U Tyry 3a
Cionowm. Ilepmmii croxxeT po3millyBaBcs y HEHTpaIbHIN YaCTHHI
CHHAaroru: Ha CTeJIl 4M cepell JeKOopy apoH-a-KoWjema M
umoctpyBaB mcasiom 150: «Aumimys. XBaniteh bora B cBATHHI
Woro». Immmii croxer imoctpysaB mncamom 137: «Han
BaBWIOHCHKUMH pIKaMH, TaM MH CHIUIM W pupamd, sK
sraayBanu Cion. Ha BepOax, cepeqHbOro, MOBICHJIM MU Halli
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ryciay. s cuena, sk mpaBuIio, BMIIlyBaiach 300Ky BiJl CXiTHOL
cTiHu a0o, yacrinie, Ha 3axigHiH.

Sk 3ayBaxye €. Kotmsap, ikoHorpadis croxery Ha
ncamom 137 ckmamace mo cepexnuuu XV cr. [9, c. 162].
Kommo3utiss mpeacTasisie UTI031MHANA TIel3ax, ¢ Ha TiIKax
JIEPeB  pO3BillIaHI MY3W4YHI IHCTPYMEHTH Y  MICIEBHUX
IHTepIpeTalisix, OB’ I3aHNX 3 CY4aCHUMH MHUTI[SIM aHAJIOTaM.
Kinpkictb Ta  po3MaiTTss  1HCTPYMEHTIB  BiJIIIOBiJIaIu
KJICH3MEepChKUM aHCaMOMIsIM, a TOACKYAM CSrald W IIuX
OPKECTpIB.

3 JOCTYNMHHUX JDKEpenl BiIOMO TMpPO PO3IMUC  CTiH
nepeB’stHo1 cuHarorn 'y wmicti XomopiB (KumadiBcbkuid p-H
JIpBiBCBKOT 0011.), cTBOpeHuit 1642 p. [3paenem 6er Mopaexaem
Jlicauupkum 3 Spumesa (Binnnuuna), a 1714 p. BimHOBIEHUN
Icaaxom Gen Meryoro JIeit60r0 3 iboro % Micteuka. 36epeskeni
¢$hoTO Aexopy apoH-a-Koiiema JeMOHCTPYIOTh LTIOCTpalliio Ha
ncaiom 150 — 1 1e, OYEeBHWIHO, MI3HINI 300paKCHHS, IO
HaraJyroTbh OapOKOBI «My3WYHI HATIOPMOPTHU» Ha 3Pa30K
PO3MUCIB JbBIBCHKUX KOCTENIB. YITKO BUHO JIIBOPYY KJIApHET,
apdy, a mpaBopyu CKpUIIKY W 1€ OAMH IHCTPYMEHT, IO HE
MIPOYUTYETHCS.

Jlo TunoBux 300pa’keHb 3axXiIHOI CTIHH CEpeIuHH
XVIII cr. Hanexate po3nucu Mmaiictpa €ryaM 3 CHUHarord B
Spumesi Ha [Toaimni. 3 ony6aikoBaHoi gotorpadii [9, puc. 16]
BHJIHO, IO B apKOMOAIOHMX HIIIaX I CKJIEHIHHAM Oyja
BIITBOpEHA 1MIO3iifHAa CIleHa, 10 MPEJICTaBIs€ JiBOPYY
300paxkeHHs1 0apOKOBOIro Majiaily, 3aMKHEHOTO Ha (IrypHHi
3aMOK, K aJF03i0 J0 €PYCATUMCHKOTO Xpamy.
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[Tepen manaom y nmepcreKTUBI HAMATLOBAHO NIEPEKUTHUN MICT
yepes OypxiuBy piky. [IpaBopyu Ha Oepesi Tpu po3Jori Aepena.
CroBOypu 300paxkeHi y BUTIISAAI OAPOKOBUX BUTHX KOJIOHOK, a
TUIKM HaraayrTh KOHCTPYKIIIO TPUCBIYHHUKIB. Y MPOMIKKaX
MK TUIKaMH ¥ CTOBOYpaMM IIUJIKOM pPEeasliCTUYHO 300paskeHo
301IbIICH] IHCTPYMEHTH: CKPHUIIKa, TOPH, IuMOanu i Oacetiid. Y
Mmicteuky Ileyenikun (IBaHO-DpaHKiBIIMHA) TUM K€ aBTOPOM
BIITBOPEHO I1HIIMH, JIOBOJI pCATICTUUYHHUN TMEH3ax, a
IHCTpYMEHTH: TOpH, BaITOpHA, CKPUIIKA, HUMOaIH, Bioja ja
ramOa (Oacetiisn) i Gapaban po3Bimani Ha riakax (puc. 6).

Puc. 6. Anoi bpeiiep. Inmep’ep Oepes’anoi cunazoeu 6 evenixcuni.
1910 p. /]rcepeno: https://surl.li/hzecmz

Bucnosku. To X, K IEPEKOHYEMOCH,
3axinmHoykpainceka ikoHorpadis XVII-XVIII crt. wmicTtuth
BOXJIUBY 1H(OpMaLil0 Mpo OApOKOBI XOpPH Ta BHUKOHABCHKY
MpakTUKy. YuceapHICTh Bi3yabHUX apTe(aKTiB 1 piIBHOMIPHUN
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iX po3mojin y mpaBocCiaBHil, YHiIHINA, KATOTUIBKUX TPAJULILX
a TaKOXX Yy XacWAM3Ml Ja€ BCl MIJCTaBU CTBEPIXKYBATH, LIO
MY3HUHI OpKeCTpH, aHcamOIIi i Kareiayu HaJleKalu 10 BaXKITUBUX
eMOLIMHUX 1 BUAOBUIIHUX CTOPIH KYJbTYPHOTO IKHUTTA
CIUIHOTH, a BIATBOPEHI CIOKETH YacTO € JIOKYMEHTaJIbHO
MpaBIWBUMHM CBITUYECHHSAMH. J{oKaqHuit aHami3 ikoHorpadiuHuX
JDKEpeN JI03BOJUB 3ayBAXKUTH, IO BHKOHABCHKI Karlelu
CKJIaJaJIu BiJ TPHOX JI0 JIBAHAJLATH CIIBAaKiB. YYaCHUKHU Karlell
HaJIeKAJN J0 3aMOXKHUX CTaHIB, Kl (JiHAHCYBAINCH MICIIEBOIO
Marsarepiero. MarHaTceki ¥ peniriiiHi QyHzamii crpusian
3aJIy4eHHIO TPOQeCciiHUX My3UKAHTIB, Y TOMY YHCIIi IHO3EMIIIB.
IlepexpecHe 3iCTaBIEHHS YUCEIbHUX JKEpesl JOBOAUTH, LIO0
OCHOBY aHCaMOJIiB Ta OPKECTPIB B YCIX TPaAWIisAX CKJIaJaId
IyXOBl 1HCTpYMEHTHU: TpyOa(ropH), KJIapHET, 1HOAl IMHK,
¢netita. JlokyMeHTaNbHI CBIIYEHHS MpPO 3aKyIIBIIO OPraHiB
MIATBEPIKYIOTh 1 YHCENIbH1 300pa)KeHHS] TOBHOLIIHHUX OpPraHiB
i OpraHeTTO B KAaTONMUBKIA Ta yHiMHIA Tpamumisx. Cepen
CTPYHHHUX IHCTPYMEHTIB MOIIMPEH1 300paKeHHS: JTIOTHS, TiTapa,
cutapa, apda, Oaceryis, ckpumka. Y HHU30BIM €BpeHChKii
Tpajuiii OKpIM CKpUNKH N Oacerii MoIyJsipHe 300pa)KeHHs
MOaIiB.

KommiekcHi JTOCTiIPKEHHS, CIPUYMHEH] 3aTy4eHHAM
¢axiBUiB 13 pI3HUX  Trajy3ed  MPUKIAJHOI  HAYKH,
MHUCTELTBO3HABCTBA I KyJbTYpOJIOTii 3AaTHI pO3TJsAyBaTH
npo6sieMy y ii TSArI0CTI B Yaci Ta MPOCTOpi, TAKMM YHHOM KPOK
32 KPOKOM ITOBEPTAIOUH I1aM’SITh IPO 3a0yTy My3UUYHY KYJIbTypy
HaIIMX Ipauypis.
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MUSICAL INSTRUMENTS, CHOIRS AND CHAPELS IN
WESTERN UKRAINIAN EARLY MODERN
ICONOGRAPHY

In memory of Ivan Kuzminskyi

Abstract. The article analyses historical sources and
iconographic scenes that significantly expand our understanding
of the activities of professional musicians, choirs, and musical
chapels within the Orthodox, Uniate, and Catholic liturgical
systems of the seventeenth and eighteenth centuries. It explores
monumental paintings, iconography, and miniatures depicting
themes of musical instruments, choirs, and chapels.
Additionally, parallels are drawn between the representation of
professional musical instruments in the Jewish synagogue
pictorial tradition of the same period. Particular attention is paid
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to clarifying factors such as the clothing of depicted figures, their
portrait and age characteristics, social status, the correspondence
of musical instruments to their period, as well as documents
mentioning specific donors, patrons, and individual performers.
A cultural studies approach was applied. To organise the
empirical base, analytical, iconographic, and iconological
research methods were used. Among other important methods
were social media monitoring and content analysis, which made
it possible to identify the target audience of the studied issue,
key words, emotions within interested groups, and other
significant information. The scientific noveltyof the study lies in
its interdisciplinary nature. It demonstrates that seventeenth- and
eighteenth-century Western Ukrainian iconographic images
contain important information about Baroque choirs and
performance practices. The number of visual artifacts and their
even distribution in the Orthodox, Uniate, Catholic traditions, as
well as in Hasidism, gives every reason to believe that musical
orchestras, ensembles, and choirs were an important emotional
and spectacular part of the cultural life of the community, and
the scenes they depict often correspond to reality.
Comprehensive studies involving specialists from various fields
of applied science, art history, and cultural studies make it
possible to examine the issue in its temporal and spatial
continuity, thereby gradually restoring the memory of the
forgotten musical culture of our ancestors.

Key words: monumental art, icon, Western Ukraine,
culture and art of the 17th—18th centuries, choral iconography,
depictions of musical instruments, depictions of musical
chapels, jewish pictorial tradition.
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OCOBJIMBOCTI TBOPYOTI'O ITIOIYKY
AHATOJIIAA MAPYYKA

Anoranisg. CTaTTIO NPUCBIYEHO TBOPYOCTI KUIBCHKOTO
XyHAOKHHKa AHaTONist Mapuyka, SKHid BiIOMHH CBOIMHU
TBOpaMH B TEXHIKax TJIMOOKOro JApyKy, OJiHHOro Ta
aKBApEIIbHOTO JKUBOMUCY. BiH € ONHI€0 3 HAWBHAATHINIMX
nocraTe B YKpaiHCBKOMY MMCTEUTBI OCTaHHIX JECSTUIITh.
XynoKHUK Oepe akTHBHY y4acThb y 0araThbOX BHCTaBKax B
VYkpaiHi, OTpUMYy€  YHCJIEHHI HaropoJu. YyacHuk
BCEYKpATHCHKUX, 3apYOIKHUX MUCTEIIEKHX BUCTABOK MPOTITOM
COpPOKa pOKIB, a TaKOXX BiAKpUB MoHax 60 mepcoHaIbHUX B
Vkpaini, Hiveuunni, Iomsmi. Moro TBopu 36epiraiorhcsi B
65 mpoBigHUX My3esx YKpaiHu i cBiTy. HuHi BiH Bigmae
nepeBary JipUYHOMY IeH3a)Xy Ta HATIOPMOPTY, JOCSATAI0YU B
HUX BUHSATKOBOI I[UTICHOCTI, My3HYHOI TapMOHIi Ta eMOIiHOI
rbunu. VII Beeykpaincbka BucTaBKa-KOHKYpC iMeH1 ['eoprist
SIkyroBuua 3arBepauia Mapuyka-akBapenicta. Ha Hilf MuTenp
OyB ynocroeHuil HaiBumioi — | mpemii came 3a akBapelb.
AxBapenbHa MaecTpis XyJOXKHHMKAa IHTYITUBHAa 1 THYy4Ka,
BOJHOYAC TOHKO IMPOpaxoBaHa, pallioHalbHA 1 MpiinBa — TO €
MEIUTAaTUBHE 3aHYpEHHs Yy BeJIWYaBHHA Kpyroodir CTaHiB
MIPUPOJY, Y MPaBIYHI 3MIHU PO3KBITAIOUMX 1 3racarouux (Gpopm.
MeTta poOOTH — Ha OCHOBI JIETAILHOTO BUBYEHHS OCOOMBOCTEM
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TBOpUOTO Mouryky HapomaHoro XxymaoxxHuka YKpaiHu AHATOIS
Mapuyka cucreMaTH3yBaTH JOCSTHEHHS MalcTpa B Takid
BXJIMBIN MINSHIII MHCTENTBa, SK akBapenb. Came B i
rpadiyHiil  TexXHIIl, MO TKIE 10 JKUBOMHCY, BPAKAIOTh
0COOJIMBOIO HIKHICTIO 1 TTMOOKMM TNPOHUKHEHHSIM Yy TaiHU
IpUpOH Horo neisaxi. | MaOyTh, 3aBASKH HE JHILIE BEIIUKOMY
TaJIAHTY KUBOMUCLA K MAalCTpa, a INIMOOKOMY BiTUYTTIO TOTO,
0 IpHUpoJa A HbOIO — HE IMPOCTO O0’€KT, 13 SAKUM
CIIUJIKYIOThCSI XyJIO)KHUKH Ha eTiogax. bo Amnartomiii Mapuyk
MOCTIHO XHBE cepel] LbOro aAuBa, mix Hebecamu Ko3uuaHkwy,
AKI pa3oM i3 IHIIUMH KyTOYKaMH TPUPOAM 3a4apOBYIOTH Yy
KapTuHax rsgnadis.  Lle 0coOauMBO Ba)JIMBO B KOHTEKCTI
aKTHUBHOI TPOMAJCHKOI JISUTBHOCTI XyJIOKHUKA y 3aCHYBaHHI
KapTUHHHX Taneped y Makaposi, Komonmuui ta ®PacTosi,
MEUIKaHIl SKUX MalTh 3MOTy BIIYYTH ce0e TOTHUYHUMHU [0
cydacHoro wmwucrenrBa. OcTaHHI CTBOpPEHI HHUM MiJ 4ac
MOBHOMAcITaOHOT BIMHM, 10 He 3awKoAwIo Mapuyky
3BEJIMYYBATH CBiH Kpaii.

KrouoBi cjioBa: akBapens, neif3ax, BUCTaBKH, rajiepei,
ieHepu, AHaromiit Mapuyk.

Beryn. KoxeH cBimomMuil YKpaiHCBKMH —XYyIOKHUK
IIyKa€e CBO€ KOpiHHS. ByTTS B CBITI — 11, MepII 3a BCE, MOLTYKH
rapMoHii 1 B3a€MONPOHUKHEHHS BCIX 36MHUX CTUX1H. AKBapelb
B 00pa30TBOPUOMY MHUCTEIITBI MOCIA€ TaKe K caMe MicCIle, SKe
B JiTeparypi Mae moesis. AkBapeni HaponHoro xyaoxHHKa
VYkpaiau Anaronist Mapuyka 9yZI0BO 1 IEPEKOHIUBO JIOBOSTH,
0 TaK BOHO 1 €, 60 BOHM CIIOBHEHI Moe3iero. B akBapeni BiH
3HAWIIOB CBOIO TEXHIKY IIMChbMa Ta CTBOPUB BJIACHHUM
HEMOBTOPHUM cTuiIb. He3Bakatoun Ha y3arajabHEHICTh MOTHBIB,
Woro  akBapeni  MPOHW3AHI  TIMOOKUMHU  JIIPUIHUMHU
nepeXUBaHHAMU. BOHM BIiIYYTHO BUIPOMIHIOIOTH BEJIHKY
Mariuly JyxoBHY eHeprito. Eneprito npuponu. Ilocratsb
Amnatonist Mapuyka, aBTOpa Kilbka COTEHb aKBapelei,
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CTaHOBHUTH IHTEpeC [UIg JOCHITHUKIB CBOIM ()EHOMEHOM
XYJ0’KHUKA BEJIMKOTO HACTPOEBOTO IMIYJIBCY, OJyXOTBOPEHOIO
MUTTIO CIIOTJISIIaHHS JOBKULISA 1 cebe caMoro HacaMmepe/.

IToctate Amartoniss Mapuyyka BXe TIOHaJI YBEpPTh
CTONITTS BUKJIHMKAae >BaBHH iHTepec cepex mnpodeciitHux
MUTIIIB, TOI[IHOBYBa4iB MHCTEITBA Ta KOJEKIIIOHEPIB. Horo
iM’s moOpe Bijome He JnuiIe B YKpaiHi, a # 3a KOPJOHOM.
['inepakTBHA NISUIBHICTh XYAOKHHUKA M MelleHaTa yBiHYAIACh
Opnenom 3a 3acinyru mnepen KuiBmmuow (2024  p.).
Po3BuBaroun BIacHUN MHCTEUBKHA CBITOIIISIA, XYJOKHUK
nenani rimoIne MPOHUKaB y MeTadi3uyHi CyOCTaHIIIT )KHUTTS, 110
Bi/I3HAYAJIOCS HEOJMIHHUM €JIEeMEHTOM (hopMabHO-00pa3HOTO
BiZKpUTTA. lOro TBOPUICTH € CIIpaBKHIM CBATOM, TpiyMpom
YyTTEBOCTI B JKUBOMHCHMX TBOpax 1 akBapeii, 3HaiIia
rIMOOKy MoBary B IIaHYBAJBHHUKIB HOro mMucrenTBa. TamaHt
A. Mapuyka mae OaraTtorpaHHe po3kputts, 3 1991 p. BiH
opraHizatop mopiuyHuX IuleHepiB «Ko3nyanka — mepianHa
[oniccsa», «MakapiB 1 OKOJIHIII», CHMIIO31YMIB 1 JIITEpaTypHO-
MUCTEIBKUX CBAT «JliTH1 3ycrpiui B “Cagubi Anarosis
Mapuyka”» B Ko3uuyanmi. Y #Horo TBOpYOCTI MO€IHAHI
BITYM3HSHA pealiCTUYHA Tpajaulis 1 HOBITHI TOUIYKH SIK
YKpaiHChKO1, TaK 1 CBITOBOI Xy/10’KHBOI ILIKOJIH.

ExcnepyMeHTa bH1 HOLIYKH XYA0KHHUKA peaizyBalnucs
HE JIMIIe y JKaHpax HATIOPMOPTY Ta IMOpPTpeTa 3 O3HAKaMHU
YKAHPOBOI KapTUHU. YIIOOJCHUM JUIsl HBOTO € TMeW3aXHUI
KHUBOIHUC. BiH CTBOPIOE KpaeBUAHU, B IKHX SICKPABO 1 XBUJIIOIOYE
BHsIBJIEHA HOT0 JTF000B 70 YKpainu, pigHoro cena Ko3nuanku, 3
SAKOTO MOYABCS OO0 IUIAX y BUCOKE MUCTENTBO. Moro aksapeni
11e 0COOMMBUM CBIT, TyT 3aTa€HUN MPOCTIP, 110 3AITUIIAETHCS
HE/JIOMOBJICHUM, HeposrajaHuMm. Tpeba 3a3HauMTH, 11O
I'PYHTOBHUX MUCTEITBO3HABUUX JOCII[’KCHb, HAIIPAIFOBAHb T10
TeXHIIl akBapedai TMOKM Hemae. Tomy Mera cTarTi —
aKTyaJi3yBaTH MHCTEI[bKEe HaJ0aHHsS XYJIOKHHKA caMe B IIiH
JUISIHIN HOTO TBOPYOCTI.
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AHami3 ocTraHHIX JgociaigkeHb i myOJikamiii.
Pi3HOMaHITHI aCEKTH MPOAYKTHUBHOI JTisSJIBHOCTI XYI0)KHHKA B
pi3HUX cdepax MHUCTEUBKOTO JKUTTS OTPUMAIM YHCICHHI
BIAT'YKM Ha HOro Mpalo B raserax, 4acolucax, KaTajorax Ta
ampOooMax. ﬁOMy OXO0Ye€ HaJIaBaJli CBOi CTOPIHKM TaKi BigoMi
BunaHHda, sk «KymbTypa 1 xutra», «Cioso IlpocBitny,
«YpsanoBuii kyp’ep», «JliteparypHa VYkpaiHa», dYacomucu
«O6pazotBopue  mucreuTBo»,  «CyuacHicTb»,  «Beuey,
«YKkpaincbkuii cBiT», «KuiBy, HU3Ka iIHO3EMHUX BHIaHb.

Cepen KUIBKOX JI€CATKIB IMyOITiKaIliil BApTO BUOKPEMHUTH
anpboM 10 50-piuHoro roBinero: «AHaToONii  Mapuyk.
ManspctBo», SKUH po3nouuHaeThes Bipmem Omekcanapa
KaBynenka «Ilapnx-Ko3nuanka» (my3uka Biktopa Crenypka),
nopTpeToM XyJoxHuka Ha T «Cagubu Mapuykay #
naOCHUMH CTATTAMU KOpPHU(QEIB YKpPaiHCHKOIO MHCTENTBA —
Muxkonu Cropoxenka i Onekcanapa denopyka [1].
Hactynnoro, 2007 p. miacymyBana HOro JOCSTHEHHS B
KHUBOIIUCY B JKypHalli «XyAOKHUKH YKpaiHU. AHaTOMN
Mapuyk» kaHauIaT MuctenrrBo3HaBctea Okcana Pemensika [7].

Mixnapoanuit ponp «Binpomxenns» Bunas y 1999 p.
anbOoM-katanor «CBITOBUI», Y IKOMY cepell 14 Xyd0XKHUKIB,
MIPE3EHTOBAaHUX MHUCTelTBO3HaBLEeM Bonoaumupom Iliaropoto,
Npe/ICTaBICHO 1 TBOPUICTh A. Mapuyka [4].

Jlo anbbomy TBOpPIB YKpPaiHCBKUX XYAOKHHUKIB 13
MIPUBATHOI 301pKH 3aCTy>KEHOr0 XyJOKHUKA YKpaiHu AHATOMIS
Mapuyka «MakapiBcbka KapTHHHA rajepes», BUJIaHOTro J10 85-
piuus MakapiBcbKOro paiioHy Ta I’ ITUp144s KapTUHHOI rajepei
VYkpaiHCbKMM BHJABHUYUM KOHcopuiymoM B 2008 p., rapHy
CTaTTIO HaNWcaB akajeMmik Akazemii Hayk Bwumoi mkomm
VYkpainu Jmutpo CrenoBuk [5]. BaxiauBy poisib y NOIIMPEHHI
MUCTEITBA B pallOHHI LIEHTpU U cella, 3a3HayaB BiH, JICTalIH
IUIeHepH, sIKi oTpumanu Ha3By «JIiTHi 3ycTpiui B camuOi
Mapuyxka» B Ko3nuanui. TBopu XyA0KHUKIB, HaIUCaH]1 MiJ yac
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[UX TUICHEPIB, CTAIOTh OKPACOI0 HOBOCTBOPEHHUX JOOPOUMHIIEM
rajgepei.

OcranHe HaiiBaromime BHIAHHS «AHaToiiii Mapuyk.
AKBapeIbpy CTaJIo IPyTUM JOTIOBHEHHUM (Tiepiie Buimuio B 2016
p.) 1 mpucBsyene 70-miTTIO XyAokHHKa Ta S50-piuyto Horo
TBOPYOI AisIbHOCTI, BuiILI0 B 2025 p. BeTymHi ciioBa 10 HbOTO
HaIucaigu Cranicma bymak, Irop JlixoBwmii, Onekciii
OBuapenko, Bonomumup Ilerpammk, Onexkcanap Penopyk,
Koctsautun YepnsBebkwuii i ['anna Sposa. e 32 aBTopu, cepen
SKUX 1 aBTOP IUX PAIKIB, HaJaJld CBOi KOMEHTapi y Bipiiax i
1po3i, MPOCTABIISAIOYN W KOMEHTYIOYH TBOPYICTH BHAATHOTO
maiictpa akBapeni [2]. LlikaBo, 1o BUIyKaHuil mpudTOBHUit
HAIKC JI0 NAJIITYpKH BUKOHAB MAaeCTPO YKPATHCHKOTO mpudTy —
Bacunp Uebanuk. Y po3aini ¢pororpadiii BiH npeacTaBIeHUi 3a
CTBOPEHHSIM JIOrOTHIy «AHaroiiii Mapuyk» y 2016 p. [2,
c. 133].

Pe3yabTaTu. CBiii TBOPUMH NUISIX HAPOAHUN Xy IOKHUK
VYkpainu Amnaronii Mapuyk mnounHaB y 1980-x pp., mo
3aKiH4YEeHHIO TpadiyHoro gaxkynprery KuiBcbkoro XymaoxKHbOTO
iHCTUTYTY (HMHI — HamionanbHa akagemiss 0Opa30TBOPYOrO
MHUCTENTBA 1 apXiTeKTypH) B MaiicTepHi mpogdecopa B.
Yebanuka. Jlo mporo BiH HaBuaBcs 3 1973 mo 1979 pp. B
oOpa3zotBopuiii ctyaii KuiBcekoro »oBTHEBOIO nanaimy (HUHI —
MiXHapoAHUH LIEHTP KyJbTYpH Ta MHUCTENTB). YUHUTEISIMU
oynmu M. I'ynses, B. 3abamra, M. Poxin. ¥V 1980 p. maitOyTHiii
Maiicrep OpaB ypoKHM 3 pHUCYHKY B HpuBaTHiii mxomi B.
3apenpkoro. Mucrenpka aisuibHiCTh A. Mapuyka no4yMHae
Habupatu o0epTiB 13 y4acTi y BUCTaBKax, mouynHarouu 3 1985 p.
Bin orpumye aumiaomu, mpemii, Menani, opjieHu. BaxinBoro
BIXOIO B JKUTTI XYJIO)KHHKA CTAJIO IPUCBOEHHS HOMY IIOYECHOTO
3BaHHA — 3acCiIy’KeHHH XyJOXHHMK YkpaiHu B 2006 p., sike
MiCYyMyBaJ0 HOTo JOCSATHEHHS Ha IOBUICHHOMY BiIPI3KY KHUTTS
(50 poki). Ciii MeTon y TBOpuocTi Mapuyk BU3HA4YMB SIK
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aBaHpEATICTHYHUH, 1110 03BYUYETHCS K KOJIOPUCTUYHA CBSTICTh
OapBH, CBATICTh MAJITPH.

[Ticns 3akinuenHs B 1986 p. HaBYaHHA B iHCTUTYTI BiH
3aiimMaBcs TpaBroporo 1 mamsipcerBoM. Ille B crymii A. Mapuyk
MoyaB THCAaTH aKBapeli, sKi CIIOYaTKy HE BBaXXaB CBOIM
rojoBHUM 3aHATTAM. IlpoTe, kopucTyrounch QortoanapaToM
«3eHIT» Ta BUCOKOSKICHUMH TUTIBKAMH, BCE K 3aKiHIYyBaB Kparili
poboTu it 30upaB ix g0 anpbomy. Ilepen ioro ounma 3aBXKIu
Oymu kpamii 3pasku TBopiB M. Bomommua, M. BpyOens,
T. IleBuenka, O. IlloBkyHenka Ta iHmIUX KOpHUQEIB
akBapenpHOro  Mucrenrsa.  [IpogoBxkyBad — yKpaiHCBKOL
HaI[lOHANBHOT ~ Tpaiuiii  cpopmyBaBcs  SK  SICKpPaBHiA
HEOPOMAHTHK, SIKUH JOCST BUCOKUX BEPUIMH B 00pa30TBOPUOMY
MHUCTEUTBl. Mapuyk Bifjae nepeBary JipuyHOMY MeH3axy Ta
HaTIOpMOpPTY. BiH 00paB /i cebe HAWCKIIAHINTY YKHBOIUCHY
TEXHIKY KJIaCUYHOI akBapei, CKIaIHOI 1 6e3KOMIPOMICHOT, siKa
BHMArae BiJl XyZI0)KHHUKA JIOCKOHAJIOTO BOJIOJIIHHS MaTepiaioMm,
ae W Hajae 0e3id MOXXJIMBOCTEH CIpaBXHbOMY MaMCTpy.
Tapac ['puropoBuu crtaB g OaraTboX  XYJOKHHUKIB
JIOPOrOBKa30M Ha iXHbOMY TBOPUOMY IILISXY, TOMY HE JMBHO,
mo i mist Mapuyka BiH BHSIBUBCS BQXJIMBHUM, SK Ha PiBHI
CTUJILOBUX, TaK 1 CHOOKETHO-3MICTOBHUX MOHIyKiB. Jlo LUKy
akBapeneir «lllmsxamu IlleBueHka» yBIMIIIO ABa AECATKA
poOiIT, ceped AKMX HaNUCaHi BIITKY W B3UMKY meusaxi «Y
Kanesi. Bua 3 IlununenkoBoi ropu Ha Jninpo», «I'opu moi
BHUCOKOi, HE TaK 1 BHCOKi..» (32 MOTHBOM pHUCYHKa
T. [lleBuenka) (1917 p.), “IlununenkoBa ropa y Kanesi», «Y
Kanesi» (2018 p.), «Tapacosa cBitiauus y Kanesi» (2019 p.) Ta
iamri.  [lleBueHkiBCchKy — iHTOHAII0O  BOA4aB  KaHIAUAAT
MuctenTBo3HaBcTBa Onekciit OBYapeHKo, HaIpUKIIal, «B TAKUX
pobotax six “CpiOuuit nour”, “Cpibnsctuit motus”, “I'ipcbkuit
MOTUB”, “MakapiBchbka MOTHJIa” — BOHM 32 CBOEIO XYJI0’KHBOIO
MOBOIO HaOmmkeH1 a0 akBapened KoO3apst 3 Apanbcbkoro
mukiy” [2, c. 6]. llleBuenkiana Mapuyka monoBHUIA CKapOHMII
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ImeBYeHKIBChKUX My3eiB KaneBa, Kuesa, Uepkac, Uurupuna,
HamionansHoro 3al0BIIHHAKA «barpkiBiIHA Tapaca
leBuenka. IlleBuenkoBe», Toponto (Kanmama), Ilekina
(Kurait).

[Tpo 0coOAMBOCTI TBOPUOTO MOYEPKY FOBLISIpA YMMAJIO
BIIYYHHX BIATYKiB HOTO Jpy3iB 1 KOJIET 3HAXOAMMO Ha CTOPIHKAX
anpboMy «Amnaromii Mapuyk. AkBapenb». Ha Hux Oynemo
MOCWJIATHCS B MPOIECI PO3MOBIAI Mpo  OaraTorpaHHy
ocobucTticte MuTIs. «KpaeBuan XynoKHUKA JIETKi, BIpTYO3Hi,
MPO30pi, HAOBHEHI MOBITPSM 1 MPOCTOPOBi. B HUX mpHCYTHI 1
BECHA, 1 JIITO, OCIHB Ta 3MMa» — 3a3Ha4aB HOro Kojaera AHaTOIiH
Hpeseubkuii [2, c¢. 79]. «B neizaxxkax Malictpa 3axoILTIOE,
HacamIiepesl, MacmTad OadeHHS MPUPOJHHUX MPOIECiB, IX
OJlyXOTBOpeHe Ta MeTadopuuHe TpakTyBaHHA. JKUTTS Heba Ta
3eMii, OJMCK BOJHOI TOBEPXHI, SICKPaBICTh COHSIYHOTO
IIPOMIHHSI, Y4 PO3MUTA TAEMHUYICTh CEPIIAHKY — BCE L1 Bpaxae
K YHIKaJbHUW Ta JOPOTOLIHHUHN CHOTaj, SKUH Japye Ham
XYAOXKHHUK» — IUCAaB KaHAMJAT MHCTeUTBO3HaBcTBa Oiekciit
OsguapeHko [2, C. 6] .

[TocTynoBoO XyJOXHHK TaK 3aXONUBCS MUCTELITBOM, SIKE
JIEMOHCTpPY€E 0araTCcTBO KOJOPUTY, YUCTOTY 1 MMPO30PICThH TOHIB,
10 SIKOCh 3a 3UMY HamMcaB BiciMzecsAT akBapened. Bupimmus
3pOOUTH TIEPCOHANIbHY BHUCTaBKY B HarioHanbHIN akamemii
obpa3zoTBopuoro mucrenrsa. Bona BimOymacs B 2016 p. i1
BUKJIMKAJIa BEIHMKHHA i1HTEpec. AKBapelsiMH MHTIS IHIIABCS
foro KoyumHIA BuMTenb, mnpodecop Bacuns Yebanuk,
CIPaB’KHIM OJKPOBEHHSM Ha3BaB akBapesi Mapuyka TOAIIHIN
pekTop akaaemii Auapiit UeOukin. Bin 3a3Ha4aB, 110 XyT0KHUK
«BIAJIO TIOETHYE TIMOMHHY KOJOPHCTUKY 3  IIKaBHUMH
KOMIO3ULIHHUMH pIIIEHHSMH. AKBapenb I0- MOKPOMY —
JIOCUTH CKJIaJiHa TEXHIKA, ajle MUTELb BIPTYO3HO BOJIOJIE HEIO»
[2, c. 21]. A xuBonmcenp i npodecop HAOMA Bipa bapunosa-
Kyneba roBopmia, mo BTpeTE MPHUXOIUTH HA BHCTAaBKY il He
MOKE€ HaI00yBAaTUCS aKBAapeIbHUM MHUCTELUTBOM Mapuyka.
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«ymato, mo cam ['ocrions bor Boguts iforo miBuneto. Pobotu
raHa AHATOJis HaI3BUYAHO FapMOHIIHI, BOHM OOy I0BaHI Ha
3HaHHI NIKOJHM 00pa30TBOPUOrO0 MHUCTEITBA, BOHU HE CIHMCaHI 3
HaTypH, a IEPEOCMHUCIICHI, BUBaXE€HI XOY BOHU HaJauXaHi
OaueHuM, aye Outbine BiAuyTUM. Takui MiIXiA 0 MUCTEITBA
OCHTEXXUTh Ta XBWIIOE TJIs/1ada 1, CIOCTEpiralouy, Horo ayuma
HAIOBHIOETHCS BEJIMKOIO pajicTion [2, C. 17].

3Ha4yHa KUIBKICTh aKBapeJsell CTBOPEHA XyI0KHUKOM 3a
KopaoHoM. Y 1996 ta 2002 pp. Ha KOHKYPCHIii OCHOBI Mapuyk
oJIepKaB CTUIIEH1I0 Ta MalicTepHIo y ByanHKy TBOpUOCTi MicTa
Kyxkexaden. «Oco0amuBo yacTo npuizauTh y OyIMHOK TBOPUOCTI
HiMenpkoro micta Kykcxaden, ae mpaiitoe 1 mae 6arato apys3is,
a BUCTaBIsIB cBOi TBopu B ['amOyp3i, HropuOepsi, KenbHi,
Mronxeni, bpemeni Ta IHmIUX MicTax» — MOBiAOMIISIA
mucrenTrBo3HaBenb Oinena 3araenpka [3, c. 43]. B ansbomi
akBapeseil Mapuyka npejctaBieHO HU3KY TBOPIB, CTBOPEHHUX 32
KOPJIOHOM, 30KpeMa Ha miBHO4I HiMewunnwu, B nenTpi [lompmi:
«Beuip y 3akomane», «Heb6eca IliBaiunoro mops» (1995 p.,
«/ronn Ha IliBHIuHOMY MOp1» (2004 p.), «[liBHIYHUIT MOTHUBY,
«Ekckypcis Ha octpiB Hoitepk» (2005 p.), «/drouu» (2006 p.),
«OctpiB HoiiBepk y IliBHiuHOMY Mopi» (2017 p.), «Ha
ITiBHiuHOMY MODI», «IloonuHoki BiTpuna» (2019 p.) Ta iH.

BpaxkeHHs BiI MalbOBHHYUX KPHUMCHKHX KYTOYKIB
VYkpainu Brinuiamcs y TBopax «Makcuminianose» (2005 p.). Ak
B1JIOMO, Takui ocepenok, sik Kokrebenp, 13 Oy AMHKOM-MY3€€eM
KUSTHMHA BiJl Hapo KeHHs: Makcuminiana Bonommaa OyB cBOTro
9yacy TEBHUM AyXOBHUM IICHTPOM, SIKUHM ITO€HYBaB BLIBHO
MUCIISIYY TBOPYY Ta HAYKOBY IHTEJIICHIIIIO 3 PI3HUX KyTOYKiB
iMriepii, a 3rogoMm 1 pansHcbkoi Kpainu. lle Oyma cmpoba
MOBTOPUTH BOJIOIIMHCHKY T€XHIKY nucbMa. KaprnaTcbki MOTUBH
6aunmo B akBapensx «[lepenarip’s Kapmar» (2019 p.), «MoTtus
y ceni Yopna Tucay, «Henorigna Becua y Yopniii Tuci», «I'opa
[Terpoc» (2019 p.), «I"oBepna ta ITerpoc» (2020 p.).
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VY momyky HOBHX 3ac00iB XyAO0XXHBOTO BUPAXKECHHS
CTaHIB AyIli XyA0)KHUK CTBOPUB LIUKJI aKBapeJeil pUCBAYSHUN
kBitaM [lomices, siKki Maiy BETUKUH YCHIX Y TIs1/1a4iB BUCTABOK.
3okpema, moereca i Xynoxkuuill Karepuna Mimyk-Jlonny
nucana: «OriasHyBIIM BHUCTaBKYy AHaTomist Mapuyka “Ksitu
Vkpaian — kBitH Ilepemoru”, HEMOXJIMBO HE 3aXOIMTHCS
BIPTYO3HICTIO ¥ HEMOBTOPHOIO AaKBAapeJbHOI TEXHIKOIO
Maiictpa, HWOro ecTeTMYHUM OadeHHSIM, HOro CBITJIOH,
COHSYHOIO MAJITPOIO, TMOBITPSHUM MPOCTOPOM, CMHUCIOBUM
HallOBHEHHSAM  KOXXHOI  kaptuHm». Cepen — ynoOneHux
XYJO’)KHUKOM KBITIB — MaJjbBH, IpPUCH, TJATIOIYCH, IIBHHUKH,
Jiei, KpOKyCH, KO3albKUH MOPO3HMK, TposHAM. Bci BoHU €
OKpacor0 MaJIbOBHUYOI Caqudu XynokHUKA. JlesKi 3 HUX MaloTh
Ha3Bu «ManbBa 3 bormanikm» (2018 p.), «barpsaa manbBa 3
camubu Karepunu bimokyp» (2019). ILle 3ramka mpo Te, mo
XYJIOKHUK KibKa pasiB OyBaB y My3ei-canu6i Karepunu
Binokyp ¥ HaBiTh B3SB HACiHHS 3 OOTIAHIBCHKUX MAJIbB, SIKi
«TPUJIETIIN 3 BITPOM» IO MapuyKiBcbkoi canubu. Kpamre 3a
KBITH HEMAa€ HIYOTO B CBITI — BBaxayia XyIoKHHI. «KBiTH
nycaja 3aBX/JId JKMBI, 3 HATYpH, HEPIJKO MOEJHYIOUH B OAHIN
KapTUHI BECHSIHI M OCIHHI — Taka KapTHHa 1 CTBOpIOBajacs,
MIPUPOJIHO, 3 BECHU J10 oceHi. [IpairoBana camo3a0yTHBO, aje He
rocrrimrarydm» [6, ¢. 513].

My3uka BeCHU OPHHUTH Y KOKHOMY JIMCTKOBI1, KOXKHIN
MEeNIOCTI  KBITy4yuX abpukoc, s0iyHb, Oy3Ky Yy TBOpax
«AbGpukocoBuil 1BITY, «BumHeBunit uBit», «by3ox» (2023 p.),
JITO — B JKOBTOrapsiluMX COHSXaX, OCIHb y si0IyKax Ta rpudax:
«Consixu», «Ocinni  g6myka» (2023 p.), «BuHOrpoHO»
(2024 p.), «Hdapu oceni» (2018 p.). B3umky XyHaoXKHUK
ornoetusyBaB «binuii cHir Ha kanuH1» (2024 p.).

barato TBOpiB Mapuyka MpHUCBSYEHO BiJOOpPaKEHHIO
JOPOTUX CepLI0 piAHMX KpaeBuAiB. KuiB Ta ioro oxomiwmii
npencrasieHi B akBapeisx: «llepmmit cHir y Iluporosi»,
«3onora ociup 'y Konua-3acmi», «IpmiHceka —3amiaBay
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(2012 p.), «3amkoBa ropa», «3uMa Ha 3aMKOBIi TOpi»
(2015 p.), «duimpoe mieco», «Jlnimposi mam» (2017 p.),
«Ocinns piuka 3aBwx» (2018 p.), «MakapiBcbka TOpay,
«MakapiBcbka Moruna», «MakapiBcbki yoBHINY (2018 p.) Tomo.
A mo Bxe roBoputu npo pinHy Kosmuanky, mo Ha Oepesi
MaJIbOBHHUOI piueuku CUBKH, 1€ 4aCTO CIIOCTEPIrae CBITAaHKU
Ha pubaTbChKOMY YOBHI XYJOKHHK. UM HE BOHA MICTUYHO
npusena Mapuyka 10 akBapeni? [if mpucBsueni un He Haiikpami
TBOpHU: «CBitaHok Haja CuBkowo», «/lnBoBmka Hax CHUBKOIO»
(2012 p.), «Crapa BepOa y Kozuuanmi» (2015 p.), «Ha mpoBecHi
y Kosnuanmi», «CuBka cautb» (2017 p.), «CBiTanok Ha CuBLi»,
«ITepmmii cuir y Kozuuanii» (2018 p.).

BucHoBkun. «Mapuyk oOupae 3BHYAlHI TPUPOIHI
MOTUBH, MIJHOCAYM iX 10 BHMCOKMX Yy3araJbHIOIOUYHUX
yKpaiHChKHX 00pa3iB. BiH MmIMPOKOro TBOPYOro Jiama3oHy
MHUTCIIb, 110 3 TJHMOOKOK JHOOOB’F0 Ta MPHUCKITUIUBOIO
TEXHIYHOIO  BIPABHICTIO  JIOCATa€  ICTUHHUX  YECHOT
JOCKOHAJIOr0” — MHUCaB y BCTYHHOMY CJOBI J0 ajlbbomy
KaHI11aT MUCTENTBO3HABCTBAa Bomoaumup Ilerpamuk [2, €. 8].
VY cBOiX aKkBapesnsx Xy10’KHUK 3aCTOCOBY€ TEXHIKY «a la prime»,
[I0-MOKPOMY, KOJIU TB1p BUKOHYETHCS 32 OIMH CEaHC 1 BIPTYO3HO
BOJIOJIIE HEIO OUIMiIaMM HE KOPHUCTyeThCcs. B meii3akHuX
MOTHMBaxX BIH CBIIOMO HE€ 3ajy4a€ JIIOJCHKI MEpCOHaxXIl,
CTOBIJYIOUHM JIMIIE €Heprito mnpupoau. Bin Oaunte Kkpacy B
KOXHIN KparJjii 4d MUTI )KUTTSA ¥ AUTUTHCS HEIO 3 HAMH, HOMYy
MiJBJIaIHAN CBIT TOHKUX KOJIOPUCTUYHUX CITIBBIJHOIICHD OYIb-
SIKOI IIOPHU POKY.

oro TBOpHM, CHOBHeHi  3pinoi  apTHCTHYHOI
MaNCTEpHOCTI, BUIIPOMIHIOIOTH JIFOOOB J10 KBITY40i yKpaiHChKO1
NPUPOJH, CBATKOBICTb, CBITJIOCSHHICTE Ta onTHMI3M. BiH €
MaJKUM MaTpioToM Hamoi YkKpaiHu. 3a UK akBapeneil A.
Mapuyk oTprMaB BHU3HaHHS (DaxiBIiB Ta BUCOKI MHUCTELbKI 1
Jiep’KaBH1 HAarOpoaH.
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FEATURES OF THE CREATIVE QUEST OF
ANATOLIY MARCHUK

Abstract. The article is dedicated to the work of Kyiv
artist Anatoliy Marchuk, known for his works in intaglio
printmaking, oil, and watercolor painting. He is one of the most
prominent figures in Ukrainian art of recent decades. The artist
actively participates in numerous exhibitions in Ukraine and has
received many awards. For forty years, he has been a participant
in national and international art exhibitions, as well as the author
of more than 60 solo exhibitions in Ukraine, Poland, and
Germany. His works are preserved in 65 leading museums in
Ukraine and around the world. Today he prefers lyrical
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landscapes and still lifes, achieving in them exceptional
integrity, musical harmony, and emotional depth. The 7" All-
Ukrainian  Georgly  Yakutovych  Exhibition-Competition
established Marchuk as a watercolorist. At this exhibition, the
artist was awarded the highest — First Prize — specifically for
watercolor. His watercolor mastery is intuitive and flexible, yet
at the same time finely calculated, rational, and dreamy — a
meditative immersion into the majestic cycle of nature’s states,
into the eternal transformations of blooming and fading forms.
The purpose of this work is, on the basis of a detailed study of
the creative quest of the People’s Artist of Ukraine Anatoliy
Marchuk, to systematize the achievements of the master in such
an important field of art as watercolor. It is in this graphic
technique, which leans toward painting, that his landscapes
impress with special tenderness and a profound penetration into
the mysteries of nature. And this is due not only to the great
talent of the painter as a master, but also to his deep sense that
nature for him is not merely an object with which artists
converse in their sketches. For Anatoliy Marchuk constantly
lives amid this wonder, under the skies of Kozychanka, which
together with other corners of nature enchant viewers in his
paintings. This is especially important in the context of the
artist’s active public role in founding art galleries in Makariv,
Kolonshchyna, and Fastiv, whose residents have the opportunity
to feel connected to contemporary art. The most recent of these
galleries were created by him during the full-scale war, which
did not prevent Marchuk from glorifying his native land.

Keywords: watercolor, landscape, exhibitions, galleries,
plein air, Anatoliy Marchuk.
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«IOPOT'A B MAHJIAJIEI» OJECHKOI'O
TIBOPSIHUHA ABO MOTHUB ECKANII3MY V¥
TBOPYOCTI XYJOKHUKA OJIET'A COKOJIOBA

Anotanisg. Crarts (oKycye yBary Ha TBOPUYOCTI
OJIECBKOI0 XYJIOXKHHMKa, [10€eTa, MMCbMEHHHKA, HaykoBLs Onera
ApakanmiioBuua  CokonoBa. Po3Bigka Mae Ha  MeTi
CKOHLIEHTPYBATU yBary Ha HOJIBEKTOPHOCTI TBOPYOCTI MUTILIS,
SAKOTO 3aBISIKM PO3MAITTIO XYJOXHIX BIIOJ0OAaHb HA3WBAJIH
«WIOAMHOI  BigpomkeHHs», aKTyali3yBaTh  MHUCTELbKHUN
JOpOOOK OJECHKOTO MaicTpa, MPOCHiIKYBaTH 3B’S30K 13 HOTO
JITepaTypHOIO NiSIbHICTIO, HAYKOBOIO (My3€HHOK0) po0oTOI0.
[Tocrate O. CokonoBa B XylIokHbOMYy kHUTTI Opecu
MO3UIIOHYETbCS K  CBOEPIAHUN  MapKkep, KBIHTECEHLs
IHTEJIEKTyalbHUX  TIONMIYKIB  OJECHKOTO aHJIerpayHay.
Bucsitmoerscs 3Hauenns noctati O. CokosoBa i My3eHHOro
MpOCTOPY  MiCTa, [UIi TEPeauyTTs BIUIBHOTO  JUXAaHHS
MHUCTELBKOTO  TOJs.  AKIEHTOBaHa  CHLUKJIONEAUYHA
0013HaHICTh OCOOUCTOCTI MaiicTpa, 110 OyayBaB CBOi XYJI0KHI
TBOpPHY Ha IIIMOMHHMX 3HAHHAX 1CTOPIi, JiTeparypH, dimocodii.
Crucniii  xapakTepUCTHLl  MiAJaHI  OCHOBHI  NPOSIBU
MUCTELBKOTO XHUCTY aBTOpa, HOro okpemi MTyaii peamicTUYHOl
MaHepu  (MEpEeBaXHO Yy  TOPTPETONHCI),  3aXOTUICHHS
KOHIIETITyaJJbHUM MHCTEITBOM, BOJIOJIHHS I1HCTPYMEHTapieM
PI3HHUX XYyAOXKHIX MpOsBIB, Bl akajgeMmi3My J0O OI-apry.
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[TigkpecieHO BHECOK XYyJIOKHHKAa Yy Tepedir XyJIoKHiX
nporeciB, 1o (OpMyBadM MAIPYHTS IO NPOTHUCTABICHHS
o(imiiHOMY MHCTENTBY aJbTEPHATUBHOTO — aOCTPAKTHOTO,
Oe3IpeAMETHOT0, TOJIIBApIaHTHOTO MHCTEITBA. BHCBITIECHO
MOIIYKH MaicTpa y cdepi JiTepaTypH, HOro moeTuyHuid aap,
BIUIMB IIbOTO BEKTOPY TBOPYOCTI Ha XapakTep HOro MOBH
00pa30TBOpeHHs, 3Ha4eHHsI ocoOuctocTi M. Uropnbonica ais
dhopmyBaHHS HOro 1HAMBIAYaTbHOI MaHEPH. AKIIEHT 3p00JICHO
Ha TICUXOJIOTIYHOMY (paKTopi, KMl BiZOMBCS Ha 3a0apBiCHHI
tBOpuoro nusixy O. CokonoBa, BUPAKAIOYUCH Yepe3 KOHITIKT
i3 30BHIMHIM CBITOM OQIIIHOTO MHCTENTBa, HOTO
HETNPUUHATTS, 3BIJICH «YEPBOHOK HHUTKOK» TBOPYOCTI CTaB
eckamism. lllmgxoM #oro mpuxoBaHOi Bizyamsaiii OyJ0
Oe3npeaMeTHe, 1110 MOKHA CIIPUIMATH SIK YiTKO C(hOpMYIIbOBaH1
inei yxomy B ceOe B pe3yibTaTi HEMPUHHSITTS HOTO TBOPYOCTI
odimiHHUM MHCTEIbKUM cBiTOM. OKpemMO BHAUICHA pOJIb
KopIrycy Komno3uuiii «be3 Ha3Bm» K Bizyalizalii mpoTHpidus
Ta CIOCO0Y JIOHECTH MPUXOBAHI CMUCIIH.

KimrouoBi ciaoBa: Omner Coxono, Oe3npenMeTHe
MUCTELTBO, OJIECbKUII HOHKOH(OPMI3M, €CKami3M, *HUBOIIUC,
rpacdika, 3MilIaHa TEXHiKa, apT-OyK.

Beryn. Tsopua pgisbHICTE Onera  ApkaniiioBuya
CoxkonoBa npumnajgae Ha TOH 4ac, KOJIM MHUCIUTH ecyneped, HE
BKJIAJJAlOYNCh Yy  3araJIbHONPUNHATI  paMKH, OKpECIEeHI
KOHIIENITYyaJIbHUM KapKacoM coLpeaji3My, 03Ha4ajo MPUPEKTH
ceOe Ha nepeOyBaHHS B TiHI, OCTOPOHb 3araJIbHUX KYJbTYpPHO-
MHUCTELBKUX TmporeciB. Opneca 3aBxau Oyla OKpeMUM
MIKPOCBITOM y MeXaX 3arajlbHOi XyJI0KHbOI KapTHHH, came
3aBJIKM HASBHOCTI OCOOMCTOCTEH, IO BUXOAMJIM 32 PaMKHU
3araJbHONPUUHATUX YCTOiB, 1€ pobusio i1 ocoOauBHM
XyZ0XKHIM ocepellkoM. BoHa Mae CUIIbHY, OTYXHY XYA0KHIO
KOy, TepeayciM — YYWIHIIEe 3 JaBHIMH YCTAJICHHUMH
TpaauLisiMU, ciaBeTHY «['peKoBKy», My3ei 3 KONEKIisIMH, SKi
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BOJIOZIIFOTH TOTEHIIaIoM (opMyBaTu B CBOIX HaJIpax MilHUX
(daxiBIiB, K MPAKTHKIB-XYJAOXKHUKIB, TaK 1 TEOPETHKIB-
MUCTENTBO3HABIB. [le i ocobymBwHii qyX camoro micTa 3 Horo
HEMOBTOPHUM KOJIOPUTOM, HECKOPEHOTO 1 HEMOXUTHOIO B ycCi
HalBaXxx4i yacH, 0arato MOKOJIiHb IHTEJIEKTYaJliB BUXOBYBAJIUCS
Ha I[bOMY HEIIOBTOPHOMY MIAIPYHTI. AJie HaBiTh 3apa3 AesKi 3
HUX 3JIMIIAIOTBCS SKIIO0 HE 3a0yTUMHU, TO HE OI[IHCHHMH 1
HEOCSTHYTHMH JI0 TOTO PiBHS, 10O HUHIIIHS T€HEpaIis Morja
CKazaTu: «MH 3po0wim yce, mo Moriu». Jlo Takoi kKoroptu
HAJIeKUTh 1 OJEChKHI MHTelb, HayKoBellb, MoeT Oier
Apxagiitorua Cokouos (1919-1990 pp.).

AHaJi3 ocTaHHiX Aochaigxkenb i myOuaikauii. Ha tmi
3araJibHOTO  3AIliKaBJICHHS OCTaHHIMH pPOKaMH OJICCHKHM
HOHKOH(OpMiI3MOM, nocTtaTh Onera CokonoBa 3aIHIIAETHCS 1
HuHI B TiHi. Llporo MaiicTpa crHpaBeaTMBO HA3HMBAIOTh
«roauHoI0 Binpomkennsny [4] — apke mupora giana3oHy Woro
MHUCTEIPKHAX BIIOJ00AHb 1 XHCTY JIy’Ke BEJIMKA, BiH OpaBcs 1 3a
KHUBOIIHC, 13a rpadiky, 1 0yB HATXHEHHUM MY3eHHUKOM, 1 THCaB
¢1mocodcrKi 3a 3MICTOM BipiIl. Ajie CTAHOM Ha ChOTO/IHI HOTro
TaJaHTU TIHO HE OI[IHEHI MHCTENTBO3HABYOK) IAPUHOK. €
JIUIIE TIOOIMHOKI PO3BIJIKH, SIKi MPUCBSIYEHI HOTO 0COOUCTOCTI,
y TIEpiOAMII 3 HArOAU BUCTABOK, JIe MPEACTaBIeHl HOro TBOPH,
ame ix Oysno Bkpait mano [2; 9], abo crucmi BigoMoOCTi
SHITUKJIONENYHOTO XapakTepy, IO CKOpillle KOHCTATYyIOTh
baktax O0e3 ouinkud ¢eHomeny [7]. Jlume pinki craTTti
MPUCBSYYBAJINCh MUTIIEBI, € MOKHA 3HAWTH BiJOMOCTI PO
eTany HOro TBOPUOTO LUISIXY 1 HaMideHa OIIHKa poJii B
MuctenpkomMy mosi Ykpainu [1; 4; 5; 6]. Tomy nmo 3aBaaHb
CYy4aCHOT'0 MHUCTELITBO3HABCTBA BAPTO BIAHECTH 1 aKTyali3alliio
TBOpuoro crnagky O. Cokonosa.

PesyabraT. Oner CokoJIOB MOXKE MO3ULIIOHYBaTHCA 1
SK TEOPETHK, 1 SK MPAKTUK, 10 MOEJHATH 3a3BUYAl TBOPUYUM
O0COOMCTOCTSIM BIAETBCS JIy)K€ BaXKO. Marodyn MpeKpacHy
OCBITY, OTPUMABIIM MII[HE NPAKTHYHE MIATPYHTS B IBOX
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3aKjaJax a0CONIOTHO PI3HUX Tpajuliid, BiH CHHTE3yBaB
orpuMaHi B O1eCbKOMY XyJOXKHbOMY YUMIIHILI Ta JIbBIBCbKOMY
IHCTUTYTI JEKOPATHBHO-TIPUKIATHOIO MHUCTELTBA BMiHHSA. |
JIbBIBCBHKA, 1 0JIEChKA IIKOJIA 3aBXIHU OyJIM cepe/l HAUMIIHIIIHX,
HaiinmpodeciiHimumX, 110 3a0e3MeUnI0 MUTLEB] HAiHY, MIIIHY
aKaJIeMiuyHy IIKOJy. AJie TPU [IbOMY BiH OYB 1 CHIIMKJIONIEIUYHO
00i3HaHUM SIK TEOPETHK: TJMOWHHI 3HaHHA Midoorii, icTopii,
bimocodii, My3uKH, 1ICTOPii MHUCTEITB MEPETBOPUIM HOTO Ha
TOHKHMHA, BCeOIYHO OO0I3HAHMK I1HCTpYMEHT Bupa3y ifei,
(dbopMyBaHHS TTIMOOKOT 32 3MICTOBUM HATIOBHEHHSIM KOHIICTIIIIT.
JlronuHa, sKa TMPOWIIIA ONEChKY KONy, 3 IEepepBOI0 Ha
BIHCBKOBY CIlIy>k0y, JIbBIBCbKY BHYYKY, MaJla TpaBMAaTUYHUN
JOCBiJ BiifHH, Oepy4H B Hil ydacTb i3 1941 p. mo camoro KiHIs
1 OTpUMAaBIIM BaXKe IIOPAHCHHS, 3HAWIUIa B COOl CHIH
3alHATHCA 1 MY3€HHOIO CIIPAaBOIO, HE TUIBKH OpaTH B PyKHU
neHsesb Ta oiselb. OtouenHs Onera CokoioBa 3rajye, 0 BiH
MIBUJIKO CTaB JyIICI0 KOMIIaHii, sKa 30upanmacs uis
OOrOBOpPEHHSI MMHCTEILKMX TIOJIH, BJIAIITOBYBajla BEYipHI
MOCUCHBKH, MAJTIOIOUX, YATAKOYH BIpIIi, a 3rojoM, y 1967 p.,
BUHUK 1 TOW camuii ojecbkuil kiy6 «Komip, My3uka, cIoBo»
iMeH1 YropiboHica, SIKMH MOKHA TO3UIIIOHYBAaTHU SIK OAMH 13
HapDKHUX KaMEHIB OJECHKOTO aHAErpayHIy. AJDKe B HbOMY
BTUTMJIMCA T1 BIOAOOAHHS, K1 O(illiiiHe MUCTEUTBO aX HISK HE
BiTAll0, — CHHTE3 MHCTELTBA CJOBa, MY3UKH, Trpadiku Ta
xuBonucy. Od¢iuilinuil apt-npoctip Onecu OyB Uil MUTIS
Mailke 3aKpUTHM — Yy paHHill mepioj oro poOoTH 1€ 1HKOIU
MOXKHa Oyj0 moOayuTH Ha BUCTaBKaxX, yacTilie e Oynu
urrocTpanii, ane HOro BHUCTaBKOBAa aKTUBHICTH Oyna pajie
XaOTHYHOK, OCKUTBKH Jie-(paKTe MOXHA 3rajaTd JUIIE OJHY
HOro TepcoHalbHY BHCTaBKy, sSKa Oyla «CXBaJeHay,
«J103BOJIEHa» OQIUIHHUMHU KoiaMu, — monis 1956 p. Ane ii
BiIKMHYJa o(iniiHa KPUTHKA, IJIOUIMHA 0(IIi03Y cTala HOXKEM
TUTBHOTHHY, IO OIYCTHBCS Ha WIMI0O MHCTEIBKOTO XHCTY
XyIOKHHMKA. APHCTOKpAaTHYHE Iepo, MaHepa MaicTpa, ILIo
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HaMaraBCsl CTAaTH YaCTHHOIO KYyJBTYpHOTO IPOCTOPY CBOTO
MiCTa, BUSBWINCS 9Y)KUMH OQilliifHOMY Mpomapky. BiH MaB
MPEeKpacHy akaJeMiuHy BHYYKY, MIl' MpAIoBaTH B Oyab-sKiii
MaHepi, ajie Horo BuOiIp OyB HE Ha KOPHUCTh peaiizmy. Bin
BIIPABHO BOJIOZIB TEXHIKOIO, PO IO TOBOPATH y TOMY YHCIHL
Horo rpadidHi aBTONMOPTPETH SK CBIIYEHHS BHCOKOTO PiBHS
BOJIOJIIHHSL pPEMECIOM, fK MY3€HHMK HE MIr HE LIHyBaTu
KJIACHYHE MHCTEITBO, aje BUOIp 3pOOMB HAa KOPHUCThH IHIIOT
MaHepH. J[BOpSHUH 3a MOXOPKEHHSIM, TOHKA HaTypa, COKOJIOB
HamMaraBcsi NPOOMTH Ty CTIHY HEpPO3yMIHHS, Ha SKYy
HamToBxyBaBca. OdimiiiHe Mmosie 3aKpuiao WOMY LUIAX J0
BU3HaHHs — CIiJIKa sIK KBIHTECEHIIisl [yMOK BUCOKOIIOCA/I0BIIIB
Bil MucTeNTBa BHHEecnHa HedopmanpHuii BHpok. Ty camy
«opory B Manpaneiy, sky BiH Tak jrobu y Kimninra, BiH
MPOXO/MB YHCICHHY KUIBKICTh pa3iB caMm... BiH MamoBas,
nucaB, (opMyBaB IyMKH 1 BipII, METaBCS MK CHpodamu
NpOOUTH CTIHY Ta MPOWTH KPi3h XOJOJHHUNA AYII HEMPUHHSITTS
oiiiiHUMH KoOJlaMH, IO TATHYJIO 3a CO0OI0 po3mad, TYTY,
BJIQJy HaJl HUM 3€JICHOTO 3Mis, Bl 4oro ioro tpeba Oyio
paTyBatH. i1 opiifHUX Kiad 0J1eChKUI JBOPSIHUH 3 BUCOKOIO
IUTAHKOIO OCBIYEHOCTI Ta TOHKOI'O CMaKy OYyB HENPHUHHATHUM
MIpUJIOM, Ha sKe JIoBeJocs O piBHATHUCS, AKIIO O HOro mycTuiIn
B CBOi JIaBH... bynmo 0 3aHaATO OYEBHIHO, IO OTOYCHHS B
OUTBIIOCTI BUNIA/IKIB Oe3mopaiHe mepes Horo piBHEM, SIKOMY He
MO’KE€ CKJIACTH TiJHY KOHKypeHIito. Lle cnpoOu mpobutu cipy
CTiHY, SIKI MaJIM 3aBepIIyBaTUCS LIOpa3y po3uapyBaHHsM. | BiH
MOBUHEH OyB 3HAWTH TOM WIIAX, KUK OM cTaB JUIsl HbOTO
paTiBHUM. HaBKoJ10 HBOTO TYpTYyBaJIUCS OJHOAYMIII — 1HaKIIE O
He OyJI0 YIOpIBOHIBCHKOTO KiIyOy. Aue 11e Oynu HedopmaibHi
MOIITYKH, HOHKOH(OpMICTOM Horo Ha3zpaiau He napma. [lepen
CokonmoBuM Oysio aBa mUIsAiXH — Ha BuOip. OmuH —
OiAAITYBATUCS M BUMOTH  O(]ILIHHOTO  KyJIbTypHOTO
cepenoBuia, noroautu Crumii, MiTH B TTMOUHHA COIPeaTi3My.
Tak, BiH mpekpacHO MIr B akaJeMiyHii MaHepi MajroBaTH,

214



APT-miar®OPMA. 2025. Bun. 2(12)

nucatd. Asne me Oylio JIMIIEe eTaloM CTAaHOBJICHHS, JTOKa30M
ioro npodeciitHoi cnpomoxHocTi. [lopTpeTn paHHbOrO eTamy €
CBiUeHHSM #oro mpodeciiiHoro piBHA. SIK KMBOMUCHI, TaK 1
rpadiuni. ['padiuni apkymi 4YacTo CTBOPIOBAIMCS B
MaKCUMAaJIbHO JIAKOHIYHIH, IHTENIr€HTHO-CTPUMAaHii MaHepi, B
SKil SIBHO TIPOCTE)KYETHCS BIUIMB 1€ «MUPUCKYCHHUKOBY, IKUMH
BiH 3aXOIUTIOBAaBCS NpH HaB4YaHHI. HaBiTh yke B nux poborax
OpUHUTH TOW HACTpIH, SIKUH CTaHE JAOMIHYIOUMM He3abapom,
KOJIM CTIPOOH MaicTpa SIKOCh iICHYBaTH B YHICOH 3 OTOUYIOYHM
MHUCTELBKUM CepeloBUlleM OyIyTh BHM3HAHI HHUM CaMHM
MapHuMH («OKiHOUMI TOPTPET Ha PI3HOKOJIHLOPOBOMY TIII»,
qopHuio, daomacrep, Tym, 1960-1 pp.; «KiHoumii moprper»,
Ty, aeporpad, 6umia, 19600-i pp., puc. 1).

Puc. 1. Cozcozzo O. Kinouuii nmpe» T y, iuﬂ, aepoepadgh.
1960-i pp. 3 siokpumux oxcepen: https://surl.lu/ldmvxf
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bina HeBmeBHEHA IHIA, CIb03a, SKAa KOTUTHCS II0O
obmuyuro B rpadiunomy <«OKinodomy moptpeti» 1960-x pp.,
CIPUIMAETHCS SIK CHMBOJI-ITPOPOLTBO HAa MallOyTHI BayKKi POKH
Ta O3HAaKa BCHOTO TIPOIECY B3aEMOJIT MUTIA 3 OQIMIHHIM
MHUCTELBKUM OTOYEHHSM. TpHBOra TmpOCTEKYeThCS 1 B
aBTONOPTPETaX, AKi BiH YaCTO BUKOHYBAaB y YOPHO-OLIiH rami,
JAKOHIYHO Ta BHIIYKAHO, JEMOHCTPYIOUM aKaJEMIYHy BUYUYKY
OJTHOYACHO 3 BMIHHSM CTHUJII3yBaTW Ta 3BOJUTH BCE IO PIBHSA
3HaKY.

Jpyruii muisgx — CBOro pojy BHYTPIIIHS emirparis,
HUISX, SIKUH He mepenadavyaB BTpaTH cede, BIACHOI TiTHOCTI.
Woro BiH i 06pas. Hasite Ha3BH poGIT, SKi 3’ SBISIOTHCS 3-Mif
repa aBTopa, MPOMOBHCTO CBIYAThH PO TOH OUIb SIKUW CHIIUTH
BcepeauHi Horo BpasznuBoi Hatypu: «Ilnau nokropa daycran
(mimana TtexHika, 1960-i pp.), «Hepo3yminus» (Mimrana
texHika, 1973 p.), «Memento Mori» (mimrana texuika, 1973 p.),
«IppamionaiibHe — 1€ TINHO3 CMepTi» (MillaHa TEeXHiKa,
1984 p.), «3aemeBnene cinoBo» (mimiana TexHika, 1985 p.),
«Crapeuya Hemiu» (MimiaHa TtexHika, 1985 p.), «Pana»
(kompopoBa rpadika, 1987 p.), «O3epo, B IKOMY TaHYTh Ha/ii»
(MoHoTHMis, puc. 2). CkiagHicTh, 0araromapoBiCTb,
¢inocodchkuit MATEKCT — 0 BChOTO L[OTO HE Oylia TOTOBa
BepxiBKa OPIIIHHOTO MHUCTEITBA, 1 MUTEIh 3aMHUKaBCs y €001,
3MYILIEHO TIKAalO4YH 10 eMolliiiHoro miamimia. B ioro poGorax
4acTO MPOCTEKYEThCA €CKali3M, KU OyB KBIHTECEHIIIEIO
0010,  CHOPUYMHEHOIO  HEPO3YMIHHSAM,  HEMOXJIUBICTIO
camopeasizalii B COILliyMi, HENPUHUHATTAM HOro TBOPYOCTI Ha
oiumiiHoMy piBHI, 0 O AaBajgo HOMy IIAHC HIMPOKOTO
Jiana3oHy Ignanpkoi aynurtopii. HaBiTh TexHikW, fKI BIH
o0upas, He 3aBXk /11 OyJIn 00YMOBIIEH] YCBIIOMIIEHUM BHOOPOM:
HEPIJKO BiH 3BEPTABCS 0 TOTO, IO MOMPOCTY OyJIO HOMY TIO
KHIIeH], TOOTO OIO/KETHUX BapiaHTIB TEXHIK, MarepiajiB, 60
1] pyKoro OyJ10 JuIie HampocrTiiie 3a cTarTreo BuTpat. Hapitsh
fioro Bipii, K1 3r0JIOM MEPETBOPMIINCS HA OCOOIMBUH, BapTHIi
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okpemoi yBarm (EHOMEH Yy CBOeMy O(OpMIICHHI, He
JIPYKyBaJlHCs, a CTBOpIOBaJHCS HUM y ¢opMmati apT-OyKy,
CBOEPITHOTO CaMBUAABY, SKUH TeX OyB BUKIMKaHUN
HEMOJKJIMBICTIO 1HAKIIE ONPWIIOJAHUTH CBOi CPOpPMOBaHI Yy
BipimioBany ¢opmy IyMkH. BiH yxe He miekae Hafii,
pO3yMilOuM, MO0 HOro HUISX — I1HIIMKA, BIH caM — IHIIWH, 1
MiABAJMHY TOBITPSHOTO 3aMKy BHUSBWINCS 3aHAJITO XUTKHUMHU
(«IligBanuHM MOBITPSIHOTO 3aMKYy», MillaHa TexHika, 1980 p.),
JIOBEJIOCS] BUPYILATH Y BHYTPIIIHIO EMITPALIio.

Puc. 2. Coxonog O. «O3epo, 6 ssikomy monyme Hadiiy. Monomunis.
3 siokpumux oxcepen: https://surl.li/fixkxd

3 dYacoM MUTENb 3axONWBCS aBaHTapIIOM, IT0YaB
MPOBOJNTH EKCIIEPUMEHTH B Taldy3l KOJIbOPOMY3UKH, HYOMY
cnpusB  kiay0 imeni Yropawsonica. PoGora B sKocTi
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3aB.ekcnosuiiero B Onecbromy Mysei 3axigHoro ta CxigHoro
MUCTEITBA BIPOJOBXK 45 pOKiB MepeTBOpUiIa A XyI0KHUKA
My3ei Ha CBO€EpiHE CBATHIIHUILE, MICIIE CUJIH, JIe HABKOJIO HbOTO
TYpTyBaJucs Ti, XTO OyB 3/1aTe€H HOro He JIMILe CIyXaTH, ajie i
yyTH. Tak BUHHMKIM HOTO «COKOJIOBCBKI cepenu» [5], Ha ski
30upanucs JIOIW, M0 BiJ4yBaJld MHCTEHTBO TakK, K 1 BiH,
HEBU3HAHMI YHIKJIbHUN IHCTPYMEHT 1o3a 4yacoMm. Haykoenp,
My3eHHHK, (i1ocod, MOeT, BiH 3pEIITOI0 00paB Ty MOBY, sKa,
MaOyTh, €IMHA HE MOXE 3PagUTH Ta CTAaTH MPHUYUHOIO
3BHHYBau€Hb 1 BIAMOB, — MOBY aOcTpakiiii, 0e3mpeaIMeTHOro
MUCTELTBA, CHHTE3YIOUM B CBOiX p0o0OOTaxX BIUIMBU YMCICHHUX
MUCTEIPKUX CTHJIIB 1 Teuid, Big peanizMy IO aBaHTapIHUX
nposiBiB, abcTpakuioHismy. Eckamigni HacTpoi mpu3Benu 10
MakKCUMaJbHO BIJICTOPOHEHOTO BiA  IIHCHOCTI  CIOCOOY
criykyBaHHs Ha nanepi —y 1980-i pp., ToOTo y mi3Hii nepiox, y
O. CoxonoBa 3’BISETHCS OaraTo TBOPIB, 10 SKUX Y OPIIiHIX
CYIJIiB TOYHO HE MaJ0 BHHHMKATH OOTPYHTOBAHMX IPETEH3IM:
«be3 Ha3Bu». | BinbHa, 1 ApyKkoBaHa rpadika Mae YUMao TaKUX
apKyIIiB, 10 BUHUKJIX TiepeBakHo B 1970-80-1 pp. Murerps mir
BKJIaCTM B TakKy poOOTy Bce, IO BBaXaB 3a NOTpiOHe,
MPOYUTATH, BIAUYTH 3MICT MIT TUIBKM TOH, XTO mepedyBaB 13
HUM «Ha OJHIM XBUJII», YUHOBHUKAM I1€ OyJIO HE il CHITy, BOHH
HE PO3YMLIM 1 HE BHU3HABAJIM IIHOTO SIBUINA, BOHO, HAa >Kallb,
OTPHUMAJIO OILIHKY TIJIbKH IICJIA YXOAY aBTOpa, 1 HaBiTh 3apa3 I1e
HE OIlIHEeHE T1JHO, MOBHOIO Mipow. Bci 11 pobotu pis3Hi 3a
KOJIOPHUCTHUYHUM 3BYYaHHSIM, X0ua MEePEeBAXKHO MaliTpa € JIyxKe
oOMexeHoro, rpadika Mae IHII MpoOBiAHI iHCTpyMmeHTH. Lle
no6pe BuaHO B «be3 Ha3zBu» 1974 p. (MimaHa TexHika), apKyIii
1985 p., BUKOHAaHOMY B TE€XHIIll KOJaXY, /1€ BaKKO HE TIOMITUTH
cepel iHIMX HaTXHEHHUKIB moaux [1I. Monapiana. SlckpaBum
MPUKJIAIOM Bizyanmizalii BiZICYTHOCTI IyIIEBHOI pPIBHOBAaru €
«be3 wHazBu» 1982 p. (mimana TtexHika, puc. 3). Tyt
CKOHIICHTPOBAHO BCE€ — BijJ IHAMBIAYyaJIBHOI CaMOTHOCTI Ta
TPHUBOTH, 110 BUJIMBAETHCSA Y BUMYIIEHUN €CKaMi3M, O KPUKY
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600 KocMiyHOro MaciTtady. I komip, 1 puT™, 1 KOMIO3HIiiHA
0  MaTeMaTHYHOCTI  BIPaBHICTb y  LbOMY  apKylii
CIIpalilbOBYIOTh CMHTC30BaHO, HA OAHY MCTY — HOCTYKATUCA OO
risijiaya.

Puc. 3. Coxonos O. «be3 nazeuy. Miwana mexuixa, 1983 p.
3 siokpumux oxcepen: https://surl.li/hyodol

Ane OyBanmm 1 «KaJeHIOCKOIHI» TBOpH, MO3aiuHi 3a
KOJIOPUTOM, OaraToOKOIpHi, PU I[bOMY, BCE OJHO iX 3arajbHe
3By4YaHHS OyJIO TPUBOXKHUM 1 CHOBHEHUM 00:110. Le mocsranocs
1Ie 3aBISKA PUTMIIl, B3araji puTM OyB OJHUM 13 TOJIOBHUX
IHCTPYMEHTIB MOBU XYyJOXKHHKAa — HE JapMa HOTro TEpHUCTA
«opora B Manjaneil», CHoBHEHA TyTd Ta HOCTAJBIIi 32 TUMH
JacaMH, KOJIM MUCTELTBO OyJ10 6 MOTpiOHUM 1 BU3HAHUM, OyIa
3aB/IM HEBIJIPUBHO TOB’s13aHa 3 My3UKor0. Takumu € ioro «be3
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Hazeuw» 1980-x pp., 1983 p., 1984 p., 1985 p. (yci — mimana
TexHika). Takow € 1 «be3 Ha3zBu» 1985 p. (mimana TexHika,
puc. 4), sika, MaOyTh, € OJIHIEIO 3 HANIOKA30BIIIUX — 32 OCHOBY
B3ATO YOpPHO-OUTy  XBWJIIO, MIANBIYCHY  HEAKTUBHUMH
KOJHOPOBHUMH CIICCKAMHU.

Puc. 4. Coxonog O. «be3 nazsuy. Miwana mexunira, 1985 p.
3 siokpumux oxcepen: https://surl.lt/laxpty

bine 1 Oe3mopaiHicTh Tak BIYYHO Bi3yasi30BaHI B
rpadigaomy apkymii 1976 p. akuii pakTUIHO MOYKHA BBaXKaTH
YEepBOHOI0 HUTKOIO MOT0 TBOPYOCTi: «be3 MOXKIUBOCTI KOJIHUChH
nocsartiy (MmimaHa TexHika, puc. 5). Lle 1 € Ta cama «aopora B
Manjaneit», MOYyBIIM MICHIO NPO $Ky, BiH, 3a 313HAHHSAM
ApykuHH, akas [4]. Tinbku chopMynboBaHa BXKe HUIM CaMUM,
rpadiYHUMU METO/IaMHU, JiHI€I0, PUTMOM, KOJIbOPOBUM 3BYKOM,
HOTaMH, MTOKJIAZICHUMH Ha KOJIp.
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Puc. 5. Coxonos O. «Bbe3 moociusocmi konucey oocaemuy. Miwana

mexuika. 1976 p. 3 siokpumux dxcepen.: https://surl.li/nzknbz

BucnoBku. Cepen BopiB Onera CokosioBa 0yJio Bce: i
paAsiHCbKI TIEpeciiBM B WOTO 1HAMBIAyalbHIM CTUII30BaHii
MaHepi, 1 MOPTPEeTH, 1 HEYHCICHHI (IIOpaTbHI KOMITO3MIIIi, 1
6arato aOCTpaKkTHUX apKyIIiB. € YMMaso TOro, 110 Ha CbOrO/HI
OCUT0O B MPUBATHUX KOJICKISIX, Y TOMY YHCII ¥ 3a MeKaMu
VYkpaiHnu, B KiJIbKOX KpaiHaX, 3HABIIl MHCTELTBA SKUX MOTJIH
OIIIHUTH WOTO TBOPHU IHKOJHW HaBiTh Il 3a XXUTTS, X0dYa, 3a
3rajkaMu ONM3bKUX, 11€ 1 Oynu mooauHOKI BuUmagku. bararto
yoro Oyjno  moxapoBaHO  Jpy3siM,  Kojeram.  Tomy
cucTeMaTu3allis Horo Chajky € CIpaBolO J0BOJI BaXKO0. 3a
35 pokiB Big MmomeHTy cMepTi Mutiist (1990 p.) numre napy pasis
MOXKHa Oyno OauyuTH BHUCTAaBKM Horo TBOpiB. «JlroauHa
Biapomxenns», onecbkuii qBopstHuH O. COKOJIOB 1 HA CHOTOIHI
JUIS TIAa4a 3aUIIA€ThCs 1€ HEBUKOHAHUM 3aBIaHHSIM,
3amauero 3 OaraTbMa HEBIIOMUMH. TOMy 110 TEPCHEKTHB
CYy4aCHOT'0 MUCTEITBO3HABYOIO TOJIS 3 TOBHUM MIPABOM MOKHA
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BIIHECTH  aKTyalli3allil0 TBOPYOTO CHAJAKY XYJIOKHHKA,
BBEJCHHS B HAyKOBUH OOIT MAaJOBIJOMHX POOIT <«TFOIMHU
Bigmurn» Onera CokoaoBa.
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“THE ROAD TO MANDALE” OF ODESSA NOBLEMAN
OR THE MOTIVE OF ESCAPISM IN THE CREATIVE
WORK OF THE ARTIST OLEG SOKOLOV

Abstract. The article focuses on the creative work of the
Odessa’s artist, poet, writer, and scholar Oleg Arakadiyovych
Sokolov. The research aims to focus attention on the multi-
vector nature of the artist’s work, who, due to the variety of his
artistic preferences, was called the “Renaissance person,” to
actualize the artistic achievements of the Odessa’s master, to
trace the connection with his literary activities and scientific
(museum) work. The figure of O. Sokolov in the artistic life of
Odessa is positioned as a kind of marker, the quintessence of the
intellectual searches of the underground of Odessa. The
significance of the figure of O. Sokolov for the museum space
of the city, for the anticipation of the free breathing of the artistic
field, is highlighted. The encyclopedic awareness of the
personality of the master, who built his artistic works on deep
knowledge of history, literature, and philosophy, is emphasized.
The main manifestations of the author's artistic talent, his
individual studies of the realistic manner (mainly in portraiture),
his passion for conceptual art, and his mastery of the tools of
various artistic manifestations, from academicism to op-art, are
briefly described. The artist's contribution to the course of
artistic processes that formed the basis for opposing alternative
— abstract, non-objective, polyvariant art to official art is
emphasized. The master's searches in the field of literature, his
poetic gift, the influence of this vector of creativity on the nature
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of his image-making language, the importance of M. Ciurlionis'
personality for the formation of his individual manner are
highlighted. The emphasis is placed on the psychological factor
that was reflected in the coloring of O. Sokolov's creative path,
expressed through conflict with the outside world of official art,
its rejection, hence escapism became the “red thread” of
creativity. His hidden visualization was devoid of objectivity,
which can be perceived as clearly formulated ideas of
withdrawal into oneself as a result of the rejection of his work
by the official art world. The role of the corpus of compositions
“Untitled” as a visualization of contradictions and a way to
convey hidden meanings is separately highlighted.

Key words: Oleg Sokolov, non-objective art, Odessa
nonconformism, escapism, painting, graphic arts, mixed art
technique, art-book.
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AHTHUYHI TA CACAHIACBKI BI/IUBU Y
XYAO0KHIA CTWIICTUII BECIIBHUX TTOSICIB TA
HATUIBHUX JIAHIIOI'IB BI3AHTIMCBKOI IMITEPII

AnoTtauis. CTaTTs NpUCBSIYCHA JOCIIKEHHIO aHTUYHUX
1 cacaHiICbKUX BIUIMBIB Y XYy/I0KHIM CTUITICTHII Bi3aHTIHCHKHUX
IOBEIIIPHUX BHPOOIB, 30KpeMa BECUTHHHX MOSCIB Ta HATUILHUX
JIAHITIOT1B, JaToBaHuX repioaoM Bix I go mou. VII ct., a Takox
ix anamoriB. J{OCHIIKYIOThCSI JEKOpPAaTHUBHI MOTHUBH, TEXHIYHI
MPUIOMH BHUTOTOBJICHHSI Ta MaTepiaid, 10 3aCTOCOBYBAIIUCS
JUTSI CTBOPEHHS ITUX IMPEMETIB IOBETIIPHOT'O MUCTEIITBA, & TAKOXK
iX CUMBOJIIYHE, pUTyallbHE Ta ecTeTHYHe 3HaueHHA. OcolnuBa
yBara  NPUAUISETBCS  XyAOXKHBOMY  aHaimizy  ¢opM,
OpHAMEHTALHUX KOMIIO3UIINA 1 03100MIOBAIbHUX TEXHIK Y
30JI0TapCTBl — THUCHEHHS, JUTTS, YEKAHKH, 1HKpYCTalii, sKi
BiJI0OpaXalOTh CUHTE3 aHTHUHUX TPAIUIIN 13 cacaHiJIChKUMHU
BIIMBaMu. Ha OCHOBI CydacHHX HAayKOBHUX JIOCHIJKEHb 1
My3eHHUX KOJEKI[iil BH3HAUEHO KIIFOUOB1 TEXHIKO-TEXHOJIOTIYH1
Ta CTWIICTMYHI OCOOJMBOCTI, WLIO JIO3BOJISIIOTH OKPECIUTH
XyJIOKHI KAaHOHM ¥ JIOKaJbHI Bapiamii Bi3aHTIHCHKOTO
IOBETIPHOTO MUCTEITBA. Y CTaTTlI PO3TJBIIAIOTHCSA 3pa3Kul 3
JepXKaBHUX 1 TMPUBATHUX KOJIGKINH, cepel SKHX KOJEKIIii:
JlamGapron Oxc, Merpononiten My3seio B Hbro-Hopky,
Bbputancekoro Mmyseto B JIOHIOHI Ta TpUBATHUX 3i0paHb
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[TiBHIYHOT AMEPHKH, IO YMOXKIIHUBIIIOE TOPIBHIIBHUM aHaIi3
TBOpIB Ta 3a0e3nedye OOIPYHTOBAHICTh BHOIpKH MaTepiaiy.
JloclmipKeHHsT  TaKOK ~ pO3KpHBae  (PyHKIIOHaNbHI  Ta
COIIIOKYJIFTYPHI aCIEKTH BECUIBHUX TOSACIB 1 HaTUIBHUX
JAHLIOTIB AK TIPEAMETIB PHUTYaJbHOI TNPAKTHKH, MapKepiB
COLIIaJILHOTO CTAaTyCy Ta CHUMBOJIB HOJPYXKHBOI €IHOCTI.
AHani3yroun X pojb y BECUTbHOMY OOpsiIi Ta SIK €JIEMEHTIB
MPHUIAHOTO, CTATTSA JAEMOHCTPYE 3HAYEHHS LHMX apTe(dakTiB y
¢dbopMyBaHHI CTHJILOBHX 1 JIEKOPATHBHMX TpauLid Yy
BizaHTiicbkoMy 30JoTapctBi. Okpemy yBary MNpHALICHO
B3aEMOJIT XYJOXKHIX 1 TEXHIYHUX IPAKTUK, IO BiJoOpaxkae
MpoLecu KyJIbTypHOI TpaHchopmamii W aganrtaiii aHTUYHUX i
CacaHiZIChKUX MOTHUBIB Yy  BI3aHTIICBKOMY  KOHTEKCTI.
PesynpTatu AOCHIIKEHHS CHPHUSIOTH TIHOMIOMY PO3YMIHHIO
€CTeTUYHUX, CEMAHTUYHUX 1 (YHKIIOHATHHUX OCOOIMBOCTEU
IOBENIIPHOTO ~ MUCTENTBA  CXIAHOPUMCBKOI  Tpaauuii Ta
BiJIKpUBAIOTH TIEPCIICKTHBH MOJATBIINX MKIUCIHUILTIHAPHUX 1
MOPIBHSUIBHUX CTyAl y cdepi MaTepiadbHOI KyJIbTYpH
omu3bkoro Cxoxny it CepenzeMHOMOp’s1.

KarouoBi cioBa: 006pa3oTBopue MHUCTELTBO, IOBETIpHE
MUCTEITBO, IEKOPATHBHO-TIPUKJIIATHE MUCTEITBO, CKYJBIITYypa,
Tpaaullis, CTUIb, CUHTE3 MMHCTEITB, AHTUYHICTh, Bi3aHTis,
3axigHa A3is, Onm3bpkuii Cxif.

Beryn. BecuibHi mosicu Ta HaTUIbHI JIAHITIOTH 3alMarOTh
oco0iMBe Miclle y MaTepiajibHIi KyJbTypi Ta XyAOXKHIN
tpamuuii  pawHporo (k. IV — mou. VI cr) i
cepennboBizanTiiicekoro (I mom.VII — mou. XIII ct.) mepioxis.
i roBenipHi BUpOOU MOETHYIOTh y 001 HE JIHIEe AeKOPATUBHY
¢byHKIi0, ane ¥ CKIagHI coliaibHi, pUTyalbHI Ta CUMBOJIYHI
3HA4YCHHs, BUCTYMAIOYM BOJHOYAC aTPUOyTaMH CTaTyCy Ta
eJIeMeHTaMHU O0psI0BOCTI. Y XYyJI0KHBOMY BUMIpI HOSICH Ta
JAHIIOTH  JIEMOHCTPYIOTh CHHTE3 aHTHYHUX Ta ipaHo-
CacaHIZICbKUX TPaAMLINA: KOMIIO3UIIHHI MOTHBH, TEXHIKU
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IHKpycCTawii, J1eKOpaTHUBHI 03700JIEHHS Ta CHMBOJIIYHI 3HAKU
(hopMyIOTh OaraTomapoBy XyAO0KHIO CUCTEMY, IO BigoOpakae
KyJIbTYpHI BIUTUBU HA IOBETiPHE MUCTEIITBO POMEIB.

AHaji3  OCTaHHIX JOCJizKeHb 1  myOJaikamii.
MarepianbHa KyJbTypa BECUIBHUX TOSCIB 1 HATUIBHUX
JIAHITIOTIB Yy FOBEJipHOMY MUCTElNTBI Bi3zaHTii cTrae Bce OLmbIn
MPEIMETHOK TEMOK B JIOCHIIKCHHIX, OCOOJIMBO 3aBIISKH
3AIYYCHHIO  apXeOMETPUYHMX  MeTomiB  aHamizy.  Lli
JOCHIUKEHHSI  JIal0Th  3MOTY  BIAPI3HUTH  «OPHUTiHAJIBHI»
Bi3aHTIMCHhKI TBOPH BiJl JOKAJIBHUX KOMiH a00 IMIIOPTOBAHUX
eK3EeMIUTAPIB, aHANI3YIOYH CIUIABH METAJIIB, MIKPOCTPYKTYpY Ta
CliiM TexHiK (HanmpuKiIan, maika, rpadymsmis) [12, p. 15].
[TopiBHsUTBHI TEXHIYHI JOCTIDKEHHS CBIAYaTh NP0 TICHUM
3B’SI30K MDK BI3QHTIMCBKOIO Ta CacaHIAChKOW  (Imi3HiIIe
ICITaMCBKOI0) IOBETIpHOIO Tpamuiliero. Hampukman, y 30ipii
«Byzantine and Sasanian Silver», «Enamels and Works of Art»
ecei MOKa3ylTh, SIK MEBHI TEXHIYHI MPUHOMH — IHKpyCTAIlis,
CKJIaJHI eMaJieBi KOMIIO3HMIIi, JCKOpPaTHBHI MOTHUBH —
IUPKYJTIOBAN B3/I0BK KOHTAKTHUX 30H [ 1, pp. 223-226].

Pazomi 3 TUM, apxeoMeTpis He Juie (PIKCye CXOXKOCTI, ane
W CBITUUTH MPO O3HAKM aJamTallii: BI3aHTIMChKI MalCTpU 4acTo
TpaHc(pOpMyBaTu MOTHUBH JO XPUCTHUSHCHKOI CHMBOJIKH YH
PUTYaJbHOTO  KOHTEKCTY, 3MIHIOIOYM  KOMIO3uuii  abo
TEXHOJIOTII0, 1HOJI, HaBiTh Oepyuyd OUIBLI CTapi IOBEIIpHI
BUpOOU 3 1paHCHKOIO CKJa, aAANTyIO4H iX MiJ HOB1 Tpaauuii 3
neperopoayactTumu emansmu [6, p. 101; 7, pp. 295-296; 1,
pp. 106-107].

Opniero 3 KIIOYOBHUX JIHIM JOCHIIKEHHS € BUBYCHHS
Mepexoy AaHTHYHUX MOTHBIB Ta CXIJHUX TPAIULId 10
BI3aHTIMCHKOTO KYJIBTYpHOTO cepenoBuiia. Hampukian, 6arato
aBTOPIB  BIJA3HAYAIOTh BUKOPUCTAHHA KPYTJIUX PO3ETOK,
POCIMHHOI CTHJ3alii ¥ MOTHBIB 13 CMyramu B TEXHIYHUX
eJIeMEHTax MOsCIB, SIKI MalOTh 3pa3KH B MEPChKiit a0 enaMchbKii
(miBaenHo-3aximHuii Ipan) nexoparuBHii cuctemi [2]. Ilpu
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BOMY XapaKTepHHM € Te, IO Bi3aHTIMCBbKI NpUKpacu
IHTEPIPETYIOTh 1[I MOTHBH Ye€pe3 XPHUCTUSIHCHKI CHUMBOJIU:
XPEeCTH, TEOMETPUYHI KOMOIHAIIi1, CTHIII30BaHI 00pa3u CBATUX
YM POCIIMH SIK CHMBOJIIB BiIpOKEHHS [2, p. 57].

A. Yonkep akieHTye, IO TaKi Bi3aHTIMCHKI IOBEIIpHI
BUPOOU K MOSIC Ta HAMHCTA BKa3yBaJIM Ha COLaJIbHUI piBEHb,
peniriifHi mepekoHaHHs 1 AyxoBHe Omaromonyuust [21]. Lle
CBIIYUTH MPO T, IO XYIOKHI MOTHBHU HECIH HE TIIbKU
JneKopaTuBHY (yHKIi0, ane W cemaHTuuHy. [Ipukpacu
aHaII3YIOThCS caMe K 00’ €KTU «Miy ¥ Marii» — ToOOTO sSIK HOCIi
NEBHUX VYSBJICHb IMPO 3aXHCT, IUIOAIOYICTP YW POJUHHE
OmarocinoBeHHsA. Takuil miAXiA OO3BOJISE 3PO3YMITH, HOMY
TpaJUIIiiHI MOTUBH 3 0Jn3bKoro Cxony (HAmpuKiiaa, CUMBOJIH
COHIIf, 31POK, TBAPUH) MOTJIM aIalITyBATUCS O XPUCTUSIHCHKOL
CHMBOJTIKH [21].

Vv npangx ['. Pen mosic BucTymae He JuIIe akcecyapow,
ase puTyaibHUM apredaktoM. Bin O6epe ydacTp y nUIFOOHOMY
o0psii — BiJl 3B’A3yBaHHA MiJl Yac 3apy4HH 10 PO3B’S3yBaHHS
IiJT 9ac BECUISA, 10 TOJAA€ CUMBOJIIYHOTO 3HAYEHHSI MOSCY 5K
MEXO0BOTO 1 TpaHCPOpMaLiiHOro 00’ €KTa KyIbTy [16]. Y 1IbOMY
KOHTEKCTI MOTHBH, SIKI MarOTh aMyJIeTHy a00 OXOpOHHY
GbyHKITIT0 (HaPUKIIaa, HAKUCH, CHMBOJIH, TOPOTOLIIHHI KaMeHi),
4acTO BUTPUMYBAJIUCS B XYAOXKHIM NpPaKkTHULl HE3MIHHO
MPOTSATOM CTOMITH [ 16, pp. 321-325].

3okpema npociimkenas Jx. ['eppiH migKkpecaoTh, M0
KIHOYI MpUKpacH (y TOMY YHCII TOSCH) CIyryBaJld 3acO00M
BHUPA)XXEHHS CTaTyCy, COI[IaJIbHOIO CTAHOBMILA iX BIAcCHHII. Y
KOHTEKCTI IIII00Y 1i MpeIMEeTH 4acTO BXOAMIH JI0 MPUAAHOTO
a00 BBaXKancs «MOOLTHHUM KariTajaom». TaKuM YUHOM, TTOsIC
Yy JIQHLIIOT HE MPOCTO BHUKOHYBAaB (DYHKIIIIO IOBEIIPHOTO
BHUpOOyY, a OyB CBIIUEHHSAM cTaTycy poaunu [11]. Lo dyHkuio
HiCUIIIOE TPAaKTUKAa «MOHETHHMX IOSCiBY», KOJIM MO TMOSCY
MPUEAHYBAINCS CIPABXHI MOHETH SK CHMBOJ TPECTHXKY,
CTaOUIbHOCTI Ta IMIEPChKOI MPUHANEKHOCTI. Y KaTajorax
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Merpononiten Myseto B Hblo-Mopky memanmi  uacrtime
BUCBITIIIOIOTh TakKl MpeIMETH K MOE€THAHHS EKOHOMIYHOTO,
CHMBOJIIYHOTO Ta JIGKOPATUBHOTO actekTiB [11, pp. 121-127].

HesBaxkaroun Ha akTyallbHICTh TE€MH, KUJIbKAa BaXKJIMBUX
NUTaHb JIMIIAIOTHCS HEJOCTAaTHBO JIOCTI/DKEHHMH, a CcaMe:
1) LlimicHI MHCTENTBO3HABYl aHATI3M BECUIBHHX IIOSCIB —
OUTBIIICTH JOCTIKEeHb OOMeKeHa BUOIPKOBUMU BUIAIKAMH, JI€
HE BHUCTAYa€ CHCTEMHOTO XPOHOJIOTIYHOTO OIJISIAY TBOPIB;
2) TexuiuHi 3BiTH My3€iB — 0araTto KOJIEKI[ili HE MyOJIKYIOTh
JeTalbHl JaHl MpO CIJIaBU, MIKPOCTPYKTYpY, pecTaBpaliiiHi
iHTEepBeHIIii, mo oOMexye MoxIuBOCTI aHamizy; 4) Llnsaxu
nepenavyi TpaguIid — Xoya ICHYIOTh HayKOBI NPUIYIIEHHS,
HEJIOCTaTHRO  CHHTE30BAaHMX  JDKEpeN, 10 3B S3YIOTh
TOPTiBEJIbHI NUISIXH, IUIIOMATHYHI 3B’SI3KM Ta PEMiCHUYI
MPAKTHKH 3 KOHKPETHUMH NPUKPACAMU;
5) ComioaHTpOMNOJIOTIYHI MIAXOAN: K 3MIHWJIMCS CHMBOJIIKA,
TpauIlisl Ta CEMAaHTHKA TOSCIB Ta HATUTFHUX JIAHLIOTIB y Pi3HI
ICTOPUYHI €NoXH (HAIpUKIIAJ, 3MiH y HUTFOOHIM MPaKTHUIll) — LIS
MePCIEeKTHUBA Maii)ke HE MpeICTaBlIeHa.

CydacHa ~ MHCTEUTBO3HAaBYa  HAyKoBa  IepiojuKa
JIEMOHCTPY€E, IO TOSCH Ta JIAHIIOTM, BUKOHAHI Ha TepeHax
Bizanrilicekoi imMmepii ciyryBajli HE MpPOCTO MpPUKpacamu, a
3HAXOIWJIUCS Ha CTHKY MHUCTENTBA, TEXHIKH, PHUTyaly Ta
COLIAJIBHOTO  JKUTTS. TeXHIYHI HOCIIKEHHS HAIaroTh
MaTepianbpHl J0oKa3u 3ano3uyeHb 13 3axigHoi Asii (Ipan),
CTUJIICTUYHI aHali3u MOKa3ylTh TpaHC(OpMallil0o MOTHUBIB, a
00ps10BO-CUMBOJIIYHUNA KOHTEKCT PO3KPUBA€E 3HAUEHHS MOSCIB
y 3aKJIFOYeHHI TaiHCTBa HUTIOOY. Y Lil CTAaTTI MPOIMOHYETHCS
3MIACHUTH aHaJi3 OKPEeMHMX NPUKIAIIB BECIIbHUX IMOSCIB Ta
HATUTBHUX  JaHIforiB 3 kosekmii  JlambGapton  Okc,
Merpononiten My3eto B Hero-Mopky, Bpurancskoro mMyseio B
Jlongoni Ta mnpuBatHUX Konekimiii [liBHiuHOT Amepukw,
3aCTOCYBABIIM METOIW MHCTEITBO3HABUOTO, TEXHOJIOTIYHOTO
Ta IKOHOTpa(iyHOTO aHATI3Y.
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MeToro 1aHOi CTaTTi € KOMIJIEKCHUI MUCTEIITBO3HABYUN
aHaJli3 BECUIbHHX IOSCIB Ta HATUIBHUX JIAHIIOT1B, BUKOHAHUX
Ha TepuTopii Bi3aHTii 3 akKIIEHTOM Ha 1X XyI0KHI 0COOIUBOCTI,
GyHKIIT Ta CTWIICTMYHI 3alO3WYeHHS 3 aHTUYHOCTI Ta
omuspkoro Cxomy. OcoOnmBa yBara MpUIUISETHCS B3a€MOJIL
JNEKOpaTUBHUX (POpPM, TEXHIYHMX MPUHOMIB Ta CHMBOJIYHOT
HACUYCHOCTI MPEAMETIB, 10 JT03BOJISIE OKPECITUTH iX Micle Y
KOHTEKCTI  BI3aHTIMCBKOTO  IOBEJIIPHOTO  MHCTEITBAa Ta
PUTYAIBHOI KYJIBTYPH.

Pe3yiabTaTH. AChIOTCHKUI cKapO — 1€ CKapO I0BETIPHUX
BHUPOOiB, BUTOTOBJICHUX Ha TepuTopii BizaHTiiichkoi immepii,
3HalIeHU MoONK3y MicTa ACBIOT y IEHTpPaJlbHIA YacTHHI
€runty. Bussienwmii 3a 3aralkoBux 00CTaBHH Ha 1mo4. XX CT.,
Hapaszi posnaiieHui Mixk My3eeM JeKOpaTHUBHO-TIPHKIAIHOTO
mucreurBa B beprini, bputancekum myszeem y JloHmoHi Ta
My3eem Merponomniten y Hero-Mopky.

VY 1909 p. Benukmii ckapO i3 30710Ta mepiogy Mi3HBOI
aHTUYHOCTI OyB 3Haiiienuii abo B TomeTi mobau3y Ackrora, abo
Ha CTapoJaBHOMY Miclll AHTIHOE€, Ha cxigHOMY Oepesi Hiny B
HEeHTpanpHi yacTuHi €runty. TouHi 0OCTaBMHM 3HAXiJIKH
3aNUIIAIOTBCSl  HEBIJOMMMM, OCKUIBKM ckap0 He OyB
po3komnanuil mpodeciiiHuMu apxeonoramu. Jly)ke BHCOKa
XYJOXHSl SIKICTb BUKOHAHHS MPEIMETIB (IesKi 3 SKUX Oynu
IpUKpaIIeH] MelanbioHaMHu 13 300pa)KeHHSM Bi3aHTIHCBKOTO
iMIeparopa) moB’si3ye ACBIOTCHKHI CKap0 3 1IMIIEpaTOPChKUM
nsopoM y Koncrantunononi. Komekiist 30510THX mpuKpac,
HMOBIpHO, OyJia MpUBE3€HA 31 CTOJINIII 10, SIK BBa)KajI0Cs, OLIbIII
6e3neunoro €runty Ha mod. VII cT., a moTiM 3axoBaHa TaM BiJl
apaOchKkux BTOpraeHs y cepeauni VII ct. [4].

Jlo ckapOy Hamexarb TPUALATH IIICTh IPEIMETIB,
natoBanux III-VI cr. [[BaHanusare mpeameTiB MOTPAINUIN 10
bepnina, cepen HUX BelMKa MpPHUKpAIIeHAa KOIITOBHOCTSIMU
MEKTOpajib, ABa BUIIYKaHI HAMUCTA Ta KUJIbKa map OpacieTis, sKi
y 1912-1913 pp. nopapysas @piapix Jlroasir ¢on I'anc. licte
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npeameriB Oynu nmogaposadi B 1916 p. bpurancekoMmy my3sero
Mepi Jlaiiman bepnc, cectporo ¢inancucra k. IlipmonTa
Moprana. Jlo HEUX HaleXaTb MAaCUBHUN HATUILHUHN JAHITIOT,
HaWOIIBIIMI  FOBETipHUN BUPIO, BIIOMUHA 3 PAHHBOTO
BI3aHTIHCHKOTO TEpioNy, TaKOXK Iapa CEpPeKOK, HAMHUCTO [0
HBOT'O Ta J[Ba CripanbHi OpacieTn y Gopmi 3mii (puc. 1).

Puc. 1. 3onomuii naminenu nanyioe. Acvromcokuii ckap6. -V cm.
Bizanmis. 3onomo, mucnenns. Mempononimen myszeii. Horo-Hopk,
CILIA. 3 sioxkpumux dxcepen

Pemrra ckapOy 36epiraeTbcsi B MeTpomomiTeH my3ei, 6arato
NpeaMeTiB i3 AKuX Oynu nmojaapoBani [lipnonToMm MopraHom y
1917 p. o HUX HaNEXUTh OJUH 3 HAUBIJOMIIIUX MPEIMETIB —
IPOCT€ HAMUCTO, MPUKPIIUIEHE [0 paMKH, 3 BEJIUKUM
LEHTPATPHUM MEJIaJTbHOHOM BI3aHTIMCHKOTO 1MIIepaTopa, IO
CUIUTh Ha TpoHi. [HmI mpeamern B MetpomomniTeH My3el
BKJTIOYAFOTB I1I€ OJIMH 30JI0THIA HATPYHUH KOMILUIEKT i3 CEMiCOM
(pumcbka OpoH30Ba MOHeTa) iMnepaTopa Maspukist Tubepis Ta
1Bl Tapu OpacieTis.

[IpoananizyBaBImIM OAMH 13 HaWOUIBII paHHIX 3pa3KiB
HaTUIPHUX JIAHIIOTIB, BWHUKAIOTh HACTYMHI 3alUTaHHS:
1) Yomy BiH € HarinmpHUM? 2) 3BiAKM [0 BI3aHTIHCHKOI
IOBEJIIPHOI Tpaaulii npuiiia taka ¢Gopma nanurora? 3) Sxy
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¢yHKIil0 BiH BUKOHYBaB? OCKUIBKM YOTHPH JAHIIOTH, SKi
(GOpMYIOTH OKpYTJIi 30JI0TI MENAIbHOHU, MEPETHHAIOTHCS Ha
piBHI Tpyzaell XpecT Ha XpecT (Mepexoisuu dYepe3 Iuiedi Ta
3aJUIIAI0YMCh Ha CTETHAaX) Ha OCHOBHIM JleTali — KPyIMHOMY
MenanbiioHi. Taka ¢popma HATUIBHUX JAHLIOTIB MPOCTEKYETHCA
B QHTHYHIN Tpaauilii, K y MOMIIESTHCHKUX (peckax, Tak 1 B
TEpaKOTOBIN CKyIbITYPi [22, pp. 90-95].

Posrnsnemo ¢dpecky I crt. H.e. «Benepa 1 Mape» i3
[MomneiB. Ile omHe 3 Mi3HIX TBOPiHB, XapaKTepHE IS
YeTBEpTOr0  MOMIESHCHKOIO  CTHIIO  (Tak  3BaHOTO
«UTIO310HICTUYHOTO»), AKHHA  Bi3HAYAETHCS KUBOMUCHOIO
JETKICTIO, CKIQJHUMH apXITeKTypHUMHU (DaHTa3isiMH  Ta
Miconoriuanmu crienamu. Ha dpeciii 300paxkeHo Benepy Ta
Oora BiiiHM Mapca. ¥ KOHTEKCTI pUMCHKOi KynbTypu Benepa
BUCTYyIIAJIa HE JIUIIe OOTMHEI0 KOXaHHS, a i MOKPOBHUTEIHKOIO
pomtouocti, Onmaromonmyudsi, rapMoHii. ®dpecka  TaKoX
BiJIoOpa)kae BUTOHYCHICTh €CTETUKH Mi3HBbOTO [lommes — M ski
KOJbOPH, TOHKE MOJETIOBAHHS TiJ, 1/1eani3oBaHy Kpacy Qiryp
Ta MOeTU4YHy arMmocdepy, MpuTaMaHHy PUMCHKOMY MHUCTEITBY
I cr. H. e. Ha ¢pecui 300paxkeHo 6oruHio koxaHHs Benepy ta
Mapca, Oora BiliHH, IO HIKHO cXuisieTbes 10 Hel. JliBopyd
croiTh Kpunatuii Kyminon, skuil Tpumae Mmed. Y HIDKHIN
YaCTUHI KOMIIO3UIIi MOMITHUN IHUT Mapca, MOKJIaJeHuid Ha
3eMJIIO — 3HAK TOT0, 1110 BOiH 00€330poeHuii cuitoro koxanHs. Ha
HaniBorosieHi ¢irypi Benepu moxHa moOayuTH CXOXKHH 3a
CTUJIICTUKOIO HATUIbHMH JIAHIIOT, SKUH MepexpeuryeTbcs Ha
IPyAsX B LIEHTPAJIbHOMY HEBEIMYHOMY MeaanbiioHi. [lo Bciit
JIOBXHHI JIAHIJIOI  037100JICHO  3BUCAIOYMMHU  €JIeMEHTaMHU

(puc. 2).
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Puc. 2. «Benepa i Mapcy. I cm.u.e. @pecka. Dpaemenm. Ilomnei,
Imanis. 3 eiokpumux Odicepen

CxO0Xy Tpamumilo MOXXHa TPOCTEKUTH HA TEPaKOTOBIN
ckynbntypi II ct. H.e. 3 konekiii Merpononiten My3eto B Heto-
Wopky 3 306paenHsaM Goruni Icinm. ®irypka BukoHaHA 3
TEPaKOTH, 03700JIeHa MOJIIXPOMHUM PO3MUCOM KOPUYHEBOTO,
YOPHOTO, YEPBOHOTO Ta POKEBOT0 KOJILOPIB Ha O1IOMYy aHT001
(pinka r1imHa). Pirypa OOrMHI JEMOHCTPYE BHIIYKaHI
aKcecyapu, BKIIIOUAIOYM KajlaToc (KOpOHa 301IbLIEHOT (opMu),
NPUKpAIIEHU KpPUXITHUM JUCKOM 1 poramu Icimm, ski
miaCUIoTh edext il orosenocti [20]. CoHsYHUN TUCK Ta
HEBEJIMYHI POr'M — 3B 530K 3 OOrnHero XaTop, K BIJICHIIKA J10
11ei MaTepuHCTBa, (QEepTUIBHOCTI Ta OO0XKECTBEHHOI CHIIU
Conusg. Ha ¢irypi TakoXX HpOCTEXYIOTbCS HAMHUCTO, TpU
OpacieTu Ha pykax 1 OJIluH Ha npaBiii Ho31. Ha 11 Tis1 HasiBHA 111e
OJlHA MPUKpAca y BUTJISL JOBTOI CMYTH, sIKa MOYMHAETHCS BiT il
MPaBOTO TUIeYa, MPOXOJUTh MK TpyAed (KPYIHUM OKpPYTIHM
€JIEMEHTOM) 1  3aBEpUIYeEThCS  HAA  JIBUM  CTETHOM,
MIPOJIOBXKYIOUHUCH 32 CIIUHOIO (puc. 3).
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Puc. 3. XKinoua ghieypra Iciou-Agpoodimu. Il cm. Pum. Tepaxoma,
noaixpomuuu posnuc. Mempononimen myseil. Hoto-Hopx, CLLA.
3 iokpumux dorcepen

Icina yacto oToToXHIOBanacs 3 AQpoiTor0 B IpelbKiid, Ta
Beneporo — B puMmchkiid Tpammmisx. borumHs Icima B
JPEeBHBOETUINETCHKIM Tpaauilii — CHMMBOJ MAaTEPHUHCTBA, sKa
yOCOOJIIOE  aCMeKTH POAOYOCTi, Marii Ta 3axucry. Bona
OMiKyBalacs MNUTFOOOM 1 HApOMKEHHSM [iTel, a TaKoX,
CAyloud JyXe JaBHIM (apaoHCHPKUM TMPOTOTHIIAM —
BiApo/keHHI0. Dirypku, mo 300paxkyroTh 110 OOTHHIO,
3HAXOJATh 1 B MOXOBAIBHIN KyJIbTypi. B erunerchkoMy KyJsbTi
Icina € OormnHero poxroyocTi, BapianToM Benukoi Marepi,
noxioHow 1o [emerpu um I'ei. Bona moB’si3ana 3 mariero Ta
OHOBJIIOIOYUMU cuiiamu Hiny.
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Tpaauiiiss HaTITPHUX JIAHITIOTIB, SKi MMEPEXPEIyBATHCS
Ha TPYIAX MPOJOBXKYBaIM aKTHUBHO BUKOPHUCTOBYBATHUCA B
TEPaKOTOBUX KiHOUYMX (irypkax. PosrisiHemMo sickpaBuii
MpUKIan 3 Koyiekiii bpurancekoro mysero, garoanuit I-II cr.
H. €. [lepen rusimauemM HeBeNMKa TepakoToBa (irypa )KiHKH, 110
CTOiTh, BUCOTOIO 19,5 cm. BoHa 3BepHeHa maiixke 00JuIvsiM 110
TIIsAa49a, HOTU 3IMKHYTi, Ha TOJOBI BEJIMKA 3a4icKa, BOJOCCS
3adecaHe Ha3aj BiJl 00JIMYYS 1 4oJia; WMOBIPHO, 3331y TOJIOBH
OyB BeNMKHI IJIOCKUH TYYOK, aje MOBEPXHs BCi€l 3aaHBOT
yacTuHU (irypu obmymieHa i crepta [6]. Ha micii Byx HasBHI
nBa 3armuOneHns (MMOBipHO, Ul cepexok). Ii pyku BTpadeni
0 piBHA Tpoxu Hikue Tuiedeil. I[locTaTh JKIHKM BKpUTa
KOPOTKOIO TYHIKOIO 3 pyKaBaMH IOBEPX JIOBTOTO XiTOHA; 3-TIiJ
TYHIKA BU3HMpAE 3BUCAIOYMI KiHEIb MPUKPAIICHOTO IOBrOrO
nosica. Ilix momomoM XiToHa BUIHO 3TOPHYTI BEPXH KOPOTKUX
400iT abo HOxkHUX OpacneriB. OOuABI HOrM OyJIO BTPAYEHO 1
BiJIHOBJICHO TIIICOM, 110 YCKJIAJTHIOE YSIBJICHHS PO TE€, YU OYJI0
Ha ¢irypui B3yTTa (puc. 4). Ha Qirypui HaTiIbHUHA JaHIFOXKOK 3
BHUPa3HUM pelibe(PHUM OpHAMEHTOM, ONM3bKUN 3a OopMOI0 Ta
KOHCTPYKIII€I0 JI0 TONEPEAHbO PO3MIISHYTOTO HaTUIBHOTO
naHiora 3 AcblOTChKOro ckapOy. ®Pirypka MOpOKHUCTA,
CTBOPEHA 3 JIBOKOMIIOHEHTHOi (hopMu. OCHOBHUM MaTepiaiom
CIIyT'yBaB CIIIOJITHUN OpaHKEeBO-KOPUYHEBUN HUTbCHKUI MYJI, HA
MOBEPXHI SKOTO0 30eperyiocst KiJIbKa CIIiIiB 0171010 HOKPUTTS.

3rifHO MacmnopTy TBOPY Ta oQiUIHHOMY JDKepely Ha
caiiTi bpuTaHcbkoro Mys3er BiJIOMO, IO €KCIOHaT OyJo
npunodano B 1877 p. y I'pesinna JIxxona Yecrepa. YUectep OyB
OpUTAHCHKUM CBSALICHHUKOM, KOJEKI[IOHEPOM, MMCbMEHHUKOM
11 aBTOPOM YHMCJIIEHHUX HAYKOBUX CTaTEH.

236



APT-naar®OPMA. 2025. Bun. 2(12)

Puc. 4. Dieypa sicinku, o cmoime. I-11 cm. Darom, Ecunem.
Tepaxoma. bpumancvxuti myset. Jlonoon, Benuxobpumanis.
3 siokpumux dorcepen

CuyxuB Bikapiem y Kpeiixy, Hopkump, a 3rogom y ®apsimi.
ITizHime ctaB HacTosTeneM nepkBu Cesatoro FOau B Mypdinai,
[edding, ane B 1865 p. OyB 3My1IeHUH MITH Y BIACTaBKY Yepe3
MOTaHWH CTaH 3/10poB’s. Maibke IOPOKY CBSAILIEHHUK 3UMYBaB
B €runTi Ta [liBHI4HIi Adpuii 3 MipKyBaHb 3J0pOB’4 1 IiJ] 4ac
CBOIX Maibke MIOpPIYHHMX TOJOpOXeh 30upaB OaraTo
aHTHKBaplaTy Ta Cy4YyaCHUX MpEAMETIB, cepel sSKux Oynu M
piakicHi ekcrioHaTH. YecTep npuadaB MpeAMETH HE TUTBKH NI
Bputancekoro mysero, a i 11 EnmiMosniBcbkoro Mysero, My3ero
diusinesama Ta Myseto Bikropii Ta Ans6epra. CriBnpaliioBas 3
[TanecturnchkuM (HOHIOM AOCTIKEHB 1 BIITpaB aKTUBHY POJIh
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y mepeizai EmmomniBcbkoro mysero 3 bpon-ctpit Ha Horo
HUHIIIHE Miciie Ha BomonT-cTpit [3].

[Tornan 600 iHIIKUX TPEIMETIB, M0 HAICKAIA HOMY,
MOTpanuiIu A0 bpurancekoro Mysero B pi3Hi CIOCOOU MPOTITOM
fioro xxutts. lllopoky, noBepratouncs 3 IliBHiuHOT AdpuKkH, BiH
napyBaB a0o mpojgaBaB (MMOBIpHO, IIO0 BiAIIKOIyBaTH CBOI
BUTpaTH) TBOPU Al bpurancekoro myseto. bararo 3 Hux Oynu
ormraueHi Ta mojapoBaHi A. B. ®pankcom (mauB. Peectp
nonoBHeHb 10 konekuii Kpicti 1869-77, £237). Bin Oys
HACTUIBKM  YacTHUM  [OCTayalbHUKOM, IO B  3amucax
bpurancbkOro My3e€rw MOro 4acro 3raayloTb IIPOCTO SK
I'. Jlx. K. Bin mpairoBaB Takum >xe unHoM Uit My3sero Bikropii
Ta AnpOepra i OyB MOCTa4aIbHUKOM 3HAYHOI YaCTUHHU IXHBOI
PLAKICHOT KOJIEKI[lT KONTCHbKUX TEKCTHIIHHUX BUPOOiB. Y 1868 p.
Yectep momapyBaB bpuTaHCcbkOMy My3€0 HEBEIHMKY TPYITy
apxeoJoriyHuX mnpeameriB 3 MaeTky Koapinrron, bapbanoc
(muB. Peectp nmomoBHeHb 1m0 komekmii Kpicti 1869-77,
£.37-8) [3].

Posrnsimatoun TpaauIlito HaTITEHUX TOSICIB Ta JAHITIOTIB
Cacanincekoi Ilepcii, BapTo 3a3HaYMTH, 1110 BOHU BUKOHYBAJIN
O0araro(yHKI[IOHAJIbHY  pOJIb, TMOEJHYIOYH  COIlaIbHUMH,
CUMBOJIIYHUM 1 JEeKOpaTUBHHUM acrekTd. BoHu ciyryBamum
[MOKa3HUKOM COLIIaJIbHOTO PAHTy Ta BIMCHKOBOIO CTaTyCy
YOJIOBIKa, B1IOOpaXkaJld TNPHUHAJIEKHICTh A0 IMPHUJIBOPHOI YU
€JIITHOI CIUJIBHOTH Ta MiJIKpecIoBaiu popmanbHicTh oaary. Ha
OpoH30BUX (irypax 4OJIOBIKIB, 30KpeMa MMPaBUTEINIB, BOTHIB Ta
NPUABOPHUX, TMOSACH 1 JIAHIIOTH 300pakeHl JeTalbHO,
JEMOHCTPYIOUM  PI3HOMAHITHI ~ JIeKOPaTHBHI  NPHUHOMH:
T€OMETPUYHY Ta CHUMETPUYHY OpHAMEHTAIlll0, CTUJII30BaHi
poCIMHHI i 300MOpdHI MOTUBH, MpPsDKKK Ta miaBicku. Cepen
MaTepiajgiB  BUKOPHCTOBYBaJM OpoH3y, cpibiio, 30J0TO,
IHKpycTalii  JOpOTOI[IHHUM KaMIHHSM, e TEXHIKA
BUTOTOBJICHHS BKJIOYAJIA JIUTTS, IITAMITYBaHHS, 1HKPYCTAIIilO
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Ta TUIETIHHS, 110 IMiIKPECIIOBAIO BUCOKHIA pIBEHb MaCTEPHOCTI
FOBEITIPIB.

XymoKHS MOBa HATUIBHMX TIOSICIB Ta JIAQHIIIOTIB
XapaKTepU3yeThCs KOMIAaKTHICTIO, CUMETPIEIO i
OpPHAMEHTAJIbHO-CUMBOJIIYHOIO CTPYKTYPOIO 3 AaKIIEHTOM Ha
LUEHTPaJbHUN MOTHUB, SKUA MIT BHKOHYBAaTH CEMAHTHUYHY
GyHKIIIO — O3HAKy BIaaW abo coliaabHOro crarycy. Taki
JIEKOPaTUBHI €JIeMEHTH BUCTYIAIOTh MIPEATEYOI0 BI3aHTIHCHKUX
MOSICIB 1 JIAHIIOTIB, Yy SIKUX CHHTE3YIOThCS AHTHUYHI Ta
cacaHiicbki Tpamumii. BogHoyac moscu MOTTM BXOJUTH JO
BECIIBHOTO a00 IIepEeMOHIAIBHOTO BOpaHHS, MpPOTEe Ha
OpOoH30BUX  4ONOBIYMX  (irypax  BOHM  HacamIiepen
BiIOOpaKAIOTh i/IeaTi30BaHU 00pa3 BIACHWKA, IOEIHYIOUYH
peallicThYHe BIATBOPEHHS OJATY Ta CHUMBOJIIYHY O3HAKy
COIIIAIBHOTO ~ CTaTycy, IO CTaJ0 XapaKTepHOI PHUCOI0
cacaHiJChKOI IJIACTUKH [5].

SIckpaBUMU NTPHUKIIAIaMU HATIIHHUX MOSICIB T JIAHITIOTIB
y CacanijncekoMy IpaHi MOXXKHA MPOCTEKUTH 1 HA YOJOBIUUX
¢irypax, BukoHaHux B Opon3i. Cepen HUX — 4oJoBiua ¢irypa,
natoBaHa [V—V ctomiTTsm 3 konekuii bpurancekoro mysero Ta
norpyaHe 300paxenus kopods [lamypa I 3 komekmii Phoenix
Ancient Art B Heto-Mopky (puc. 5) [15].

HarinpHl naHIIOTM  OPOCTEXYIOTBCA 1 B CKIIaAl
X OKCHEHCBKOTO ckapOy, 110 MICTHUTB npeaMeTH
MI3HBOPUMCHKOI enoxu. 3HaiaeHuil y 1992 poui B rpadctsi
Caddonk, Amnrmisg, XOKCHEHCHKHMH CKapd € HaWOUIBIINM
ckapOoM 3 Mi3HBOPUMCBHKOIO Cpidyia Ta 30J10Ta, BUSIBICHUU Y
Bpuranii, a Takok HalOLIBIIOI KOJIEKIIEIO 30JI0THX 1 CpiOHUX
MoHet [V 1V cr., 3HaliiIeHNX Ha KOJMUIIHIA TepuTopii PuMmcbkoi
iMmepii.
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Puc. 5. Yonosiua qbieypa.‘CacaHiOCbKa Ilepcisn. \V-V cm. bponsa.
bpumancexuii myseti. Jlonoou, Beruxobpumanis,; Kopons Lllanyp I1.
Cacaniocvka Iepcis. IV cm. bpownsa. Phoenix Ancient Art. Hvio-

Hopx, CILIA. 3 siokpumux 0xcepen

HaiiBaxuBilIUM 30JI0TUM TpeAMeToM Yy ckapli €
HATUTGHUH JIQHIIOT, KUK CKJIANAEThCS 3 YOTHPHOX OKPEMHX
TOHKHMX 30JIOTUX JIQHIIO’KKIB, BUTOTOBJICHHX 3a JIOIIOMOTOIO
METOAY CKJIQJHOI KOHCTPYKII «IETIs B NETI», SKUU Yy
CyYacHii I0BENipHIHN crpaBi HA3UBAETHCS «JTUCSYUI XBICTY, 110
YTBOPIOIOTH TOBCTI IUIOCKI PEMIHI, $KI 3aKIHUYHOThCS
TPUBMMIPHUMHU TOJIOBAaMH JIEBIB, 3 Malll SIKHX BHUIHO OKPYIJI
HEBEJIMYKI KUTbI Juisl 3acTiOok. Criepeny JaHIIOKKHA MaroTh
KiHII y (opMi JIEBOBHX TOJIIBOK, a Ha IJIACTUHI BCTaBJCHE
KOIITOBHE KaMiHHS B 30JIOTHUX ONpaBaxX: BEIUKAN aMETHCT,
OTOYEHHH YOTMPMa MEHIIMMH TpaHaTaMHM, SKI YeprylThCs 3
4OTUpMa MOPOXXKHIMU OIpaBaMH, B SIKUX, HMOBiIpHO, Oyiu
MIEPJIMHY, 110 3 YaCOM PO3KJIAINCS.

33a/ly JTaHIIOKKU 3’ €IHYIOThCA B LIEHTPI, 1€ PO3MILLIEHO
30JI0Ty JpPEBHBOPHUMCBHKY MOHeTy — coiia ['pamiana (375-
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383 pp. npaBmiiHHA), SKUi OyB IEepepoOICHHIA i3 TOTIEPEIHBOTO
BHKOPHUCTAHHS, UMOBIPHO, SIK TiJBICKa, 1, CKOpIII 3a Bce, OYyB
cimeiinoro penikBiero. Jlanmror 3 XoKCHEHCHKOTo ckapOy, KUl
IIiIIBHO 00JISATaE T1JI0, pO3paxoBaHU Ha 00XBAT rpy/Iel y MeKax

W
n
A
R
A

(R

Puc. 6. 3onomuii naminoruil nanyioe. Xoxcuencokuil ckap6d. Pum.
367-365 pp. — conio I payiana; xineyv \N cm. — nanyroe. 3o1omo,
MUCHEeHHs1, Kabowionu, cyiv@yp, amemucm, epanam. bpumancoxuii
myseti, JIonoon, Beruxobpumanis. 3 ioxpumux Oxicepen
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Ckap6 cknamaetbes 3 14 865 pUMCBKHX 30J0THX, CPIOHHX 1
OpoH30BUX MOHET KiHI IV 1 modarky V CTONiTh, a TaKOX
npubauzHo 200 mpeaMeTiB cpiOHOrO CTOJOBOTO MOCYIy Ta
30JI0TUX TpHUKpac. 3apa3 1i MpeIMeTH 3HaXOAAThCS B
Bpurancekomy my3ei B JIOHIOHI, 1e¢ HaBaXJIMBIIII 3 HUX Ta
YaCTHHA PEIITH — BUCTABJICH] y MOCTIHHIA €KCIO3UITIi.

Ckap6 OyB 3akomaHWii y BUTJISAI AyOOBOi CKPMHBKH,
HAalOBHEHOI MpeAMETaMu 3 JIOPOTOLIHHUX METajiB, B
OCHOBHOMY BIJICOPTOBAaHMX 3a THIIOM, J€sAKi 3 HHX Oylu B
HEBEIIMKUX JEPEB’sIHUX CKPUHBKAX, a IHINI — B MiImIkax abo
3aropHyTi y TkaHuHy. [linq bac po3Komok Oyiu BHSBICHI
3aNIUIIKU CKPUHBKH Ta (DYpHITYpH, Taki SK METJIi Ta 3aMKH.
Mownet# 3i ckapOy natyrotscs micis 407 p. H. €., o 30iraeThes
3 KiHIIeM icHyBaHHs bpuTanii ik puMchKoi poBiHLii. BracHuku
Ta TPUYUHH TIOXOBaHHS CKapOy HeBigoMi. 3 OrJsimy Ha
BIICYyTHICTb  BEJIMKUX CpIOHMX TMOCYAMH Ta  JESKHUX
HaWIOIIMPEHIIINX BHUIB TPUKpPAC, WMOBIPHO, IO CKapO
CTaHOBUTb JIMILIE YaCTUHY OararcTBa Horo BIacHUKA.

XOKCHEHCBKUH CKapO MICTUTh KiUJIbKa PIAKICHUX 1
BaXXJIMBUX MIPEMETIB, Cepe/I SKUX 30JI0THH JAHIIOT JUIS Tijia Ta
cpibHi mo3onoveni nmepeuynut (lat. piperatoria). Ckap6 Takox
Ma€ OCOOJMBE apXeosjoriyHe 3HAYEHHS, OCKUIbKH HOro
po3konanu mpodeciiiHi apxeonoru, a mnpeaMeTH Oyiau B
OCHOBHOMY HEIOTOPKAaHWMH Ta HEYIIKOHKEHUMH.

Po3rnsHeMo o3HaueHUil eKCrmoHaT OuTbLI JIETaJIbHO:
YOTUPH JIAHLIOTH 3’€JHAHI TaK, 11100 YTBOPUTHU MpPHUKpacy Jis
BEPXHbOI YAaCTUHU TiNla, KA MPOXOJUTH HAJ TUIEYMMA Ta i
TPyIsSMHU  BJIACHUIl, TEPETHHAIOYNUCh HAa JIEKOPAaTUBHUX
eJIeMEeHTax crepeny (MeJalbHOH 3 1HKPYCTAalli€l0) Ta 3331y
(3omotuii comim). JIaHIIOTM MarOTh KOHCTPYKINIO, 3’€IHAHY 3
OOKiB, 1100 YTBOPUTHU TOBCTUH TUIOCKUN peMiHb. JIeBU MaroTh
BEJIMKI 041, OKPYTJIi ByXa 1 Iu1ocki Mmopau. [Ipoctuii pyOuacTuii
KOMIp 3a KOXHOI TOJIOBOIO MICTUTh KiHElb JIAHIJIOTa,
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3aKpITUIEHUH 3aKJICNKOI0, 1 KOXKEH JIeB Ma€ B POTI HEBEIIUKE
KUIBIIE, SIKE 3’ €THYETHCS 3 IHIIUMH KUTBIISIMH, 11100 00’ € 1HATHCS
3 MEPEeIHbOI0 TUIACTUHOK 1 3 JBOMA 30JOTUMH TadyKaMu Ha
IHIIOMY KIiHIT, $KI 3’€IHYIOThCS 3 3aTHBOIO IUIACTHHOIO,
yTBOproroun 3actiOky. Kowmipmi, Moo OXOIUTIoITh KiHIi
JIAHITIOTIB, 03700JI€HI 3 KOXKHOTO KIHII CMYTOI CKPYYEHOTO
IPOTY KBaIPATHOTO MEPETHUHY .

3acTiOka Ha 3aJHIM 4YacTWHI JaHIora mae Gopmy
BOCBMUKYTHOI OTPaBH 3 BiIKPUTOIO CITMHKOIO, B SIKY BCTaBJICHA
30510Ta MoHeTa. OOIsIMIBKA 3 MIPOPI3aHOTO 30JI0Ta MAE BUIJIS
JHUCTSHOTO Bi3epyHKa 31 CHipayisiMU 3 JIMCTSIM Ha KyTax, IO
3’€HYIOTbCS B LEHTPI KOKHOI CTOPOHM HaJl JTUCTOM Y (popmi
cepus. s axypHa cMmyra miAKpilieHa JIHCTOBUM 30JI0TOM,
3aBASKHM 4YOMY BOHA BHUIUIANAE SIK pelbeHUN Bi3epyHOK Ha
CYUUTBHOMY TJi, @ YOTHPU pPEOPUCTI KUIbLSA MpHIAsHI 0
OIOKJIAAKA 110 glaroHani. MosHera Ha 3aidHiii  4acTHHI
KOHCTpyKIii € comigmycom ['pamiana (367-383 pp. H. e.): y
MepeAHIN YacTHHI JaHIIOKKA Ha Tii 3HaXOJUThCS MPUOIU3HO
OBaJIbHA 30JI0Ta ONpaBa JJs JIeB SATU JIOPOTOLIHHUX KaMEHIB.
Bona wmae 371erka yBIrHyTy TBepay 3aIHIO YacTUHY. Y
LEHTPAJbHIA OBaJbHIA KOMIpI 3HAaXOAMTHbCS KaOOIIOH 3
aMETHCTYy, a HABKOJIO HOTO YOTHPU MUTMAJENOAIOHI rpaHaTu
(OIMH TOLIKOMKEHUH) YepryroThCsl 3 YOTHpPMa MOPOKHIMU
KPYTJIUMH KOMIpKaMu, B SIKUX OyJI0 3HAWJEHO 3aHIIKH CIPKH.
Mo1BO, B HUX OyJu nepyiuHu [4].

XPUCTHUSHCHKI Ta SI3UYHUIIBKI MOTUBU 00’ €IHATHCS 1 B
037100JI€HH1 O1IbIII MTI3HBOT'O €KCIIOHATY — PO3KILITHOTO 30JI0TOrO
nurrobnoro  mosica, marosaHoro VI-VII cr. i3 Komekmii
HambGapton Oxc. Ilosic ckmamaeTscs 3 ABAAISATH OJHOTO
MeJalbiioHa HEBEITUKOTO po3Mipy, Ta JBOX 30UIBIIEHUX
MeJalbHOHIB, SIKI 3aMUKalOTh rpyiy. Ha KiHIli KOXHOT CTOpOHH
Oing  30UIBIIEHOTO MeJanbiOHA HAsBHHUN  KpaIUICBUIHUN
enemeHT y opmi cepust [17, pp. 30-31; 18, p. 13; 19, pp. 77-79].
Ha Benmukux MepaneiioHax 300paxenuii Icyc, skuii 00’enHye
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HApEYeHOTro 1 HapeuyeHy, sIKi TPUMAIOThCs 3a mpasi pyku. Llen
KeCT, BijjoMuit sik dextrarum iunctio, OyB 4acTHHOK PUMCBHKOTO
nuioOHOTO  O0psiy, 1 TOMY CHOYaTKy HE BHU3HABaBCA
MPUIATHAM JUI XPUCTHSIHCHKOTO BUKOPUCTAHHS X JO KiHIIS
IV cronitts. Cueny oOpamiroe HalMC, BUKOHAHUN TPEIBKOIO:
«Bin bora, 3maronma, Omaromatb, 3m0poB's». (puc. 7) [12,

mucnenns. Aeepc ma pesepcKonexyis /lambapmon Oxc,
Bawunemon, CILIA. 3 sioxpumux dxcepen

Crnig 3ayBaKUTH, IO HE JHWBJITYUCH HA HEBEJIHMKY KITBKICTh
BIUTIIMX BECUTBHUX TOSCIB, 30epiriacs BelMHKa KiIbKICTh
30JI0TUX OOpPYYOK, i3 300pa’keHHSM YOJIOBIKA Ta KIHKH, MiX
AKUMHU ¢irypa XpucTa TpuMae BiHIi 3 HAMUCOM «Ouovoion, mo
MEPEKITAIAEThCSI 3 TPEIBKOI K «ENHICTh, 3T0JIa, 3JIaroJa.
Takuii Hamuc CHUMBOJI3YBaB 3IUTTS JABOX POAUH Ta
MIJIKpECITIOBaB Oa)kKaHHS TOIPYKIKS KUTH B €HOCTI.

Ha mpoTtuBary npomy, Ha MaJeHbKHX MeHalbHOHAX
300pakeHl OFOCTH SI3MYHUIIBKUX TIEPCOHAXIB, sKI BCE I
CBilYaTh NpO BIUIMB aHTUYHOCTI: BCl (PIrypu 4oioBidi, €Ki B
MaHTIfX, 3 0opojamH, IHII — 3 JUCTAM Yy BOJIOCCI, JIEKUTbKa
TPUMAIOTh TUPCOC — MOCOX, MOB’s3aHUi 3 J[ioHicoM, a Aeski —
Kaayuen, xe3n Mepkypis (puc. 8).
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Puc. 8. Becinvnuii nosic. Bizanmis. K. V1 — nou. VIl cm. @paemenmu
meoanviionis. Konexyis /lambapmon Okc, Bawunemon, CLLIA.
3 gioxpumux Odxcepen

Cuena nurro0y 3 XpUCTOM 3’SIBIIIETHCS HE TIJIBKHA HA IHIIOMY
30epexeHOMy Bi3aHTiicbkoMy 1ITHOOHOMY mosici (My3sei
Jlypy, Ilapwmx), aje ¥ B YHCICHHHX Bapialiix Ha TeMy
oOpydok. Bona Bupaxana OmarocioBeHHs Xpucra JUis
MOJIPYXOKS. BifbIl CKITQIHUM € TIOE€IHAHHS HEXPHUCTUSHCHKUX
NEPCOHAXIB 13 XPUCTUAHCBKUMHU clieHamH. JlopeyHoro
AQHAJIOTIEI0 € BUKOPUCTAHHS SI3UYHHUIIBKUX 00pa3iB y moesii, 1o
OCIIIBY€ XPUCTUSHCHKUI IITI00, 3aCBIIYEHOT B APYTiH MOJTOBUHI
VI cromittst B €runti. Xo4a mosic, ik BiJioMo, OyB 3HalIcHUH B
AHTIOXii, BIH MOXE BiZOOpa)kaTH Ty caMy KyJIbTypy, SKa
MpaKTUKyBaiacs B €runti npuOImM3HO B Toi camuit dac [10,
pp. 59-64].
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Xomen TEKCT HE 3acBildye BUKOPUCTAHHS I0sSCa B
PaHHBOXPUCTUSIHCHKIM BECUIBbHIN IIEpEMOHIi, TOMY POJIb I[LOTO
MPUKIANy 3aIUIIAETBCS BIIKPUTO ISl muckyciil. [li3Himm
JDKepena 3rafyloTh IMpo MOsC, SIKUN AapyBajld HapeuyeHid y
nuItoOHIN KiMHATI, IO CBITYUTH NPO MPUBATHY Mepenady, a He
npo myOmiyHMi puryan. HesamexHo Big TOro, KOJMM HOTo
JapyBajii, MOSIC MII' CUMBOJIIYHO «3B’S3yBaTH» HApedyeHOro i
Hape4YeHy B MOMEHT OJHI€l 3 HAaWBAKJIMBIIMINX 3MIH y CTaTyci
COIIAJILHOTO XKHUTTS MoJozo1 mapu [ 14, pp. 185-216].

3 ictopii nmoOyTyBaHHsS EKCIIOHAaTy, a caMe JaHuX,
OTIPWITFOIHCHUX Ha oQiniiHOMY caiTi kosekmii lambapTon
Okc, Bimomo, mo nosc Oyno: 1) nmpuabano y aunepa Emiaca
(Eni) Bycrpoca (matm HeBimomi), beiipyt, uepe3 Posuia
Taitnepa, Ilapmwk, Minapen bapuc 1 PobGeprom Byncom
Bruiccom, civenp 1938 p.; 2) mi3Hinie, eKCIOHAT MEPEHUIIOB 710
kozekuii Mingpen bapuc 1 Po6epra Bynca bricca, Bamunarros,
okpyr Komym6is, 1938-1940 pp.; 3) mortiM, mogapoBaHHA
I'apBapacekoMy yHiBepcutery, 29 mucromana 1940 p.; 4) i,
HapewTi, ekcrnoHaT mnotpanuB g0 Jambapron  Okc,
Bizanriliceka xonekuisi, Bammurron, okpyr Koxym6is [9].

Cepen BecUIbHHUX TIOfCIB, BMKOHAHHMX Ha TepeHax
BizanTiiicekoi iMniepii HassBHUI 111e OJMH 3 MPUBATHOI KOJEKIIil
(ITiBaiuna Amepuka). JlatoBanuii mou. VI cT. Ta BUTOTOBIEHUIN
y KoHcTanTHHONOMI, BIH €KCIIOHYBaBCS Ha MacIUITaOHIN
BHCTABIIl «CnaBeTrHa MUIITHICTD: cKkapOu
PaHHbOXPHUCTUSHCHKOTO MUCTELTBA» B My3ei Mucteuts Tomeno
3 18 nmucronana 2017 p. o 18 mrororo 2018 p. (puc. 9).
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Puc. 9. Becinonuii nosac. Koncmaumunonons, Bizaumis. Ilou. V1 cm.
3onomo, mucnenns, epasipysanns. llpusamua xonexyis, Ilieniyna
Amepuxa. 3 8ioxpumux dxcepen

Moro moxo[keHHsI HEBiOMe, W10 YCKIAAHIOE TPOLIEC
JOCIIIJKEHHS Ta ICTOPit0 MOOYyTYBaHHS 11aM’SITKH, @ HABEJICHA B
cTarTi iHQoOpMalis 3amo3WueHa 3 MY3€HHHX ETHKETOK [0
€KCIIOHATY 3 MONepeIHbO 3raJlaHOi BUCTABKH, JI€ 3a3HAUECHO, 110
MOSIC € BECUIBHUM. 3BEpPTAOUUCH JI0 OMHUCY €KCIOHATY BapTO
CKazaTd, IO TOsC CKJIanaeTbcss 3 38 MemanbioHIB 3
T€OMETPUYHO-POCIIMHHUM OpPHAaMEHTOM, 3 SKuX: 28 — B
3arajJlbHOMY psli; 2 — JMOJATKOBIi, SKi 4epryroThcs 3 TPhOMa
MOPOYKHIMH KUTBIISIME JUISL PETYJIIOBaHHA MOACY; 8 — Ha CMY3l,
sIKa Ma€ BEPTUKAJIBHO CITyCKaTHUCS BiJl MOACY; a TAKOXK 3acTiOKa
Ta MIBMICSIb 3 JBOMAa IIaBUYaMHM, BHKOHAHMX B TEXHIIl
rpaBipyBaHHS Ta MIICThMa KPAIUIEBUIHUMU €JIEMEHTaMHU — 10 2
Ha KOXHOMY KUTbIll. 3a CTWJIICTHKOK BHKOHAHHS Ta
OPHAMEHTHKOIO MOSC JTy’Ke OJIM3bKHH 10 HaTUIBHOTO JIAHITIOTA 3
ACBIOTCBKOTO CKapoy.

BucHoBkH. JIOCHI/DKEHHS XYJOXHBOI CTUJIICTUKU
BECUIPHUX IIOSICIB Ta HATUIBHHUX JAHIIOTIB Bi3aHTIiCBKOIL
iMoepii a0 3MOTy  TNPOCTEKUTH  CKJIQJHUM  mpoliec
(dbopMyBaHHS OBENIPHUX TPATUIlH, y SKOMY TO€THAIUCS
aHTHUYHI Ta, HacaMIepes, cacaHiJIChbKi BIUTUBH. [lopiBHAIBHUN
aHaII3 MaTepialiB J03BOJIAE€ BUSBUTH TIUOMHHI Tapayielsil Mix
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JIEKOPAaTUBHO-TUIACTUYHUMH MOTHUBAaMH aHTUYHOTO MUCTEITBA
Ta OpHAMEHTAIBbHOI cucTteMor CacaHincbkoro Ipany, mo
MMO3HAYMJIMCA HA  KOMIIO3MI[IMHMX  3acajaX, TEXHIKO-
TEXHOJIOTTYHUX MpPUHOMax 1 XyZOXKHIM MOBI Bi3aHTIHCHKOTO
30JI0TapcTBa. BecinpHi mosicu i HaTIbHI JIAHIIOTY BUCTYTAIOTh
HE JIMIIE EJIEMEHTaMH OOpSA0BOrO BOpaHHS, a W HOCISIMH
XyAOXKHIX Ta KYJIbTYPHHX CMHCIIB, WO YyOCOOJIOIOThH
MOEJHAHHS aHTHYHOI CHAAIIMHU Ta JIEKOPATHBHUX TPAIHIIIN
6mm3pkoro CXoay y Mexax Bi3aHTIMCHKOI CITa IIHHU.
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ANCIENT AND SASANIAN INFLUENCES IN THE
ARTISTIC FEATURES OF WEDDING BELTS AND
BODY CHAINS OF THE BYZANTINE EMPIRE

Abstract. The article focuses on the examination of
ancient and Sasanian influences in the artistic style of Byzantine
jewelry, specifically wedding belts and body chains dating from
the 3rd to the early 7th centuries, as well as their analogues. It
examines decorative motifs, techniques and materials used to
create these items of jewelry art, as well as their symbolic, ritual,
and aesthetic significance. Particular attention is paid to the
artistic analysis of forms, ornamental compositions, and
decorative techniques in goldsmithing — embossing, casting,
minting, and inlaying — which reflect a synthesis of ancient
traditions and Sasanian influences. Based on modern scientific
research and museum collections, key technical, technological,
and stylistic features have been identified that allow us to outline
the artistic canons and local variations of Byzantine jewelry art.
The article examines examples from public and private
collections, including those of Dumbarton Oaks, the

250


https://surl.lu/jihpsb

APT-naar®OPMA. 2025. Bun. 2(12)

Metropolitan Museum of Art in New York, the British Museum
in London, and private collections in North America, enabling a
comparative analysis of the works and ensuring the validity of
the sample material. The study also reveals the functional and
sociocultural aspects of wedding belts and body chains as
objects of ritual practice, markers of social status, and symbols
of marital unity. By analyzing their role in wedding ceremonies
and as elements of dowry, the article demonstrates the
significance of these artifacts in shaping stylistic and decorative
traditions in Byzantine goldsmithing. Particular attention is paid
to the interaction of artistic and technical practices, reflecting the
processes of cultural transformation and adaptation of ancient
and Sasanian motifs in the Byzantine context. The study’s
results contribute to a deeper understanding of the aesthetic,
semantic, and functional features of jewelry art in the Eastern
Roman tradition, and they open up prospects for further
interdisciplinary and comparative studies in the field of material
culture in the Near East and the Mediterranean.

Key words: fine arts, jewelry art, decorative and applied
arts, sculpture, tradition, style, synthesis of arts, antiquity,
Byzantium, Western Asia, the Near East.
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IHTEPAKTHUBHICTD SAIK KATET'OPISA CYHACHOI'O
HA®POBOI'O MUCTELTBA:
IHCTAJISAUIMHUU BUMIP

AHoTanis. Cy4acHUl MHCTELbKO-KYJIbTYPHUN TPOCTIp
BUMara€ HOBATOPCHKUX TMIAXOAIB 1O TIpe3eHTalii TBOpIB
MHUCTELTB, BHUCYBAa€ HOBI KOHIENTyaJlbHI BHMOTH [0 iX
3MICTOBHOCTI, T€XHIK BUKOHAaHHS ta O(opMmiieHHs. CTpiMKHii
PO3BUTOK TU(PPOBUX TEXHOJOTIH, SIKHA 3YMOBHB IIOSIBY
1U(GPOBOrO MUCTELTBA, AKIIEHTY€E YBary MHTIIB Ha PO3yMiHHI
KOHTEKCTY 4acy, MOro LIHHOCTeH 1 mpioputeTiB. BiamnosinHo,
riasgayd, Oe3rnoceperHbO 3alydeHUil /10 CHIBTBOPYOCTI 3a
JIOTIOMOTOI0  IHTEPAaKTUBHMX TEXHIK Yy Cy4YacHI MHCTEIbKI
eKCIIepUMEHTH, NOTpeOye MIATOTOBKU IMepe]] 3aHYypeHHSM Yy
BIpTYyaJqbHUN  CBIT, YCBIJOMJICHHS TpaBUJ  CTBOPEHHS
IHCTAJALIMHOTO BUMIpY. TeopeTnune OCMHUCIICHHS
IHTEPaKTUBHOCTI SIK OfHI€T 3 0a30BUX KaTEropid Cy4acHOTO
U(pPOBOr0 MUCTENTBA, 30KpeMa B KOHTEKCT1 1HCTANALIHHUX
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MPAKTHUK, T03BOJISIE 3pO3YMITH MPOIIEC aKTyali3amii MUCTEIBKO-
[NAJA0bKUX — BIAHOCHMH. 3 OMNIALYy Ha 1€, BAXKJIUBUM €
MOTOYHEHHS CEMAHTUYHHUX Ta (YHKLIIOHATBHUX AaCIEKTiB
MOHATTS  «IHTEPAKTUBHICTH» Y MHCTEIBKOMY JIUCKYpCI,
JOCIIKEHHS €BOJIIONIT iIHTEPaKTUBHUX (OPM BiJ TpaaHLIHHUX
eKCMO3UIIHHUX  Mojene 70  IUPPOBUX  CEPelOBUII,
3aCHOBAHUX HA AITOPUTMIYHHUX | KOMYHIKaTUBHUX MPUHIIUIIAX.
Oco6nuBy yBary mpUAUICHO aHATI3y 1HCTAAIIT SK MPOCTOPY
MDKCYO'€KTUBHOT B3a€EMOJii, 1€ TJsAga4 II0CTA€ AKTHBHHUM
CHIBTBOPILIEM XYJI0’KHBOTO 3MicTy 1 popmHu. Y cTaTTi BUCBITIECHO
TpaHcOpMaIlito 1 MOKIMBOCTI KaTeropii aBTOPCTBA, MIPOCTOPY
Ta Yacy MiJ] BIUIMBOM 1IHTEPaKTUBHUX TEXHOJIOTiH, 0COOIMBOCTI
CTBOPEHHSI NEPUENTUBHOTO 00pa3y B HU(GPOBOMY MHCTEITBI.
AKIIEHTOBAHO, 10 IHTEPAKTUBHICTh Y CYYaCHHUX 1HCTANSAIHHUX
[IPpaKTUKaX BUCTYIIA€ HE JIMIIE XYyJO0KHIM INpUHAOMOM, a M
€CTeTUYHOI0, KOMYHIKaTHBHOIO Ta OHTOJIOT1YHOIO 3aca/olo
1 poBoi XyI0XKHBOI KyJIbTYypH. Pe3ynpTaTu chorogeHHs mo10
piBHA PO3BUTKY LKU(POBOrO MUCTELTBA 1 MPOTHO3HU 00 HOTO
MOKJIMBOCTEH CBIAYaTh MpPO HEOOXINHICTh 1leHTU(IKalii,
30epexeHHss Ta Kiacu@ikalii TBOPIB Cy4acCHOro IU(PPOBOro
MUCTEITBA K MUPPOBOT KYJIBTYPHOI CHIAAIINHU 1 KYJIbTypHUX
I[IHHOCTEIA.

KuouoBi ciioBa: iHTEpaKTUBHI TEXHOJIOTII, IUppOBE
MUCTENTBO, 1HCTAJSAIis, IHTEPaKTUBHI TEXHOJOTrIl, Meaia-apT,
IHTepaKTUBHE MHUCTEITBO, IM(PPOBA KyJIbTypHA CHAIIMHA.

Beryn. 11 mon. XX — Ha mou. XXI cr. MHCTENTBO
NEePeXUII0 TTMOMHHY TpaHCHOpMallilo, CIPUIMHEHY CTPIMKUM
PO3BUTKOM MHU(PPOBUX TEXHOJOTIM, MeEIIaKOMYHIKAIlIA 1
BipTyasibHuUX cepenoBunl. Lli mpomecu 3yMOBHIM 3MiHY
napajurMu XyJ0KHbOI TBOPYOCTI — BiJl perpe3eHTallliHoi 10
IHTepaKTUBHOI, y MeXax sKOi aKIEeHT 3MILIyeTbCc 3
3aBEPIICHOT0 00’€KTa Ha TPOILEC B3aEMOJII MIK MHTIEM,
TBOPOM 1 PELUMIEHTOM. Y Cy4yacHOMY LU(POBOMY MHUCTELTBI
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IHTEpaKTUBHICTh IEMOHCTPY€E HE TUIBKHM TEXHIUHI TOCATHEHHS,
a il HaOyBae AKocTel (yHIaMEHTAJIbHOI €CTEeTUYHOI KaTeropii,
0 BU3Hayae crnenu(iky XyAOKHBOTO  JIOCBiLy — Ta
KOMYHIKaTUBHY IIPUPOY MHUCTEL[LKOTO aKTY.

CyuvacHuii  pPO3BUTOK  HHM(POBUX  TEXHONOTIH i
Me/IlaKOMYHIKaIlii 3yMOBHUB IOSBY HOBHX (OpPM XyITO0XKHBOT
eKcHpecii, y SIKHX 3MIHIOEThCSI caMa MPHUpPOJa B3a€MOJIT MiX
MUTLEM, TBOpoM 1 rispadeM. OpHi€l0 3 KIOYOBUX
XapaKTepUCTUK IbOTO TPOLECY € IHTEPaKTHBHICTh, MIO
BUCTYIIA€ HE JIMILIE B SKOCTI TEXHOJOTIYHOro 3acoly, a M
€CTETUYHOI0, KOMYHIKaTHBHOIO Ta OHTOJIOTIYHOIO KaTETOPIEI0
Cy4acHOro mMcrenrBa. BojHowac, mompu 3HauHy yBary 1o
(beHoMeHa IHTepaKTUBHOCTI B KOHTEKCTI IIU(PPOBOT KYIBTYPH, Y
HAYKOBOMY JMCKYPCI 3aJIMIIAETHCS HEOCTaTHBO PO3POOIIECHO0
npobyiiema il TEOPETHYHOTO OCMHUCIICHHS B I1HCTAISIIHHUX
MpaKTUKaxX, $KI MOEIHYIOTh MaTepialibHi, MPOCTOPOBI Ta
BIpTyaJIbHI BUMIpH XyA0XKHBOTO A0CBiAy. [TorpeOye yrouHeHHs
CEeMaHTHKA TMOHATTA «IHTEPAKTUBHICTH» Y MHCTELbKOMY
KOHTEKCTI, 30KpeMa Yy CIHIBBIJHOIIEHHI 3 KaTeropisiMmu
aBTOpCTBa, dacy, mnpoctopy Ta peuenuii. Lle 3ymoBmoe
aKTyaJIbHICTh JOCTIIKCHHS IHTEPAKTHUBHOCTI SIK CTPYKTYPHOTO
KOMIIOHEHTa Cy4acHOro HU(ppPOBOr0 MUCTENTBA, 110 BU3HAYA€
cnenudiky  IHCTanAUiiHOrO  (opmary  SK  TIPOCTOPY
MDXKCY0'€KTUBHOI B3a€MO/Iii Ta CIIIBTBOPYOCTI.

Merta ctarTi — JOCHIAUTH IHTEPAKTUBHICTH SIK OJIHY 3
0a30BUX KaTeropii cydacHOro IM(pPOBOrO MHUCTENTBA B
KOHTEKCTI IHCTAJIALIMHUX MPAKTHUK.

AHali3 OCTaHHIX JociaifxkeHb |1 myOuaikamiid.
[Tounnarouu 3 cep. XX CT., iIHCTANAIISA Ta MU(PPOBE MUCTEITBO
HaOyBarOTh CAMOCTIHHOCTI SIK (DOPMHU Cy4acCHOTO MUCTENTBA. 3
TOTO 4acy iX aKTUBHUN PO3BUTOK, BIIAMOBIIHUN 3BOPOTHII
3B’A30K Ta 3alHUT BiJ CHOXKUBaudiB KyJIbTYpHUX KT Ha el
MHUCTEIIPKUN KOHTEHT CIIPHUSB 3MIIHCHHIO TO3HUIINA XyIO0XKHIX
IHCTAJAIIMHUX TPAKTHK Y MHUCTELBKOMY CEpeJOBHINI CBITY.
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[TpoBigHi My3ei CBiTYy Ta MHUCTELbKI Trajepei MiATPUMYIOTh
TEH/EHLIT PO3BUTKY LU(PPOBOrO MHUCTELTBA Ta TPUBUMIPHUX
XyHO0XHIX 00’€KTiB, BHCOKO OIIIHIOIOTH contemporary art i
IpPEJCTaBIAT, HOro Ha CBOIM IUIOMAX M OTPUMAHHSA
iHTepakTUBHOTO JocBiqy. Cepen Cyd4acHHMX MHTIIB BapTo
BiBHaunTH Peituen Yirepean, Sitori Kycamu — maiicTpiB, sKi
3aMalOTh JIAUPYIOYl TO3HIIi1 MHUCTELBKOTO BHU3HAHHSI.
JloCIiPKEHHST YKpaiHChbKMX HAyKOBLIB Yy Trally3l MHCTELTBa
CBiuaTh mpo Te, MO HU(pPOBE MUCTEUTBO B YKpaiHi HAOYJIO
BU3HAHHS 3 IEBHUM 3aII13HEHHSIM ITOPIBHIHO 3 3aX010M. 3HaUHe
3pOCTaHHS ~ KUIBKOCTI  JOCHI/DKEHb  OKPECICHOI  TeMH
YKpaiHCbKUMH ~ MHUCTELTBO3HABISIMM, KYyJIbTYpPOJIOraMu Ta
¢inocodiB Bimdymocs y cep. 1990-x — ma mou. 2000-x pp.
Karepuna boranoBa, I'nmi6 BumecnaBcbkuii, ['amuna Oner
Cupop-T'ibemunna, Cxisipenko, Spuna Illymceka mnpoBenu
JOCHIJUKEHHsT IIOAO0 BUTOKIB Ta PO3BUTKY 1 LU(POBUX Ta
IHCTAAMIMHUX TpakTUK B Ykpaiai [6]. HocnimkeHHs
O. KpacHeHKO MpHCBSYEHI 1HTEPAKTUBHOCTI AK (peHOMeHy
CYy4acHOTO KyJIbTYPHOTO TpPOCTOpY YKpaiHH, 30Kpema
BUKOPHUCTaHHIO TPHHLUIY IHTEPAKTUBHOCTI Yy KYyJIbTypHUX
npoaykrax 1 npaktukax nod. XXI cr., BmiauBy Ha
(YHKIIOHYBAaHHS ~ KYJBTYpHOTO TPOCTOPY, OCOOJMBOCTSAM
PO3BHUTKY IHTEPAaKTUBHUX IMPAKTHK Yy KYJIBTYPHOMY IPOCTOPI
VkpaiHu octaHHiX JBoX gecatuiith XXI cr., ¢eHomeny i
MOXJIMBOCTSIM IHTEPAKTHUBHOCTI SIK 3ac00y opraHizarfii Jiaaory
B CY4YaCHOMY YKpaiHChbKOMYy cycninbeTBi [4]. M. Kynunsk
TEMAaTHKOI0 YaCTHHH CBOIX HAYKOBHX Mpalb 00paB IUPPOBY
KyJIbTYPHY CHAIIINHY 1 TOBOJUTH HEOOXITHICTH U poBi3allii y
chepl KyJIbTypH, aKTyaJbHICTh BHBYCHHS, 30€peKCHHS,
CTBOPEHHS, TIOUIMPEHHS Ta CHOXHBAHHSA  KYJIbTypHHUX
LIHHOCTEW Ta KyJIbTypHUX Oyiar gk (eHoMeHy HPpoBOi
KyJbTypH [5].

PesyabraTn. CTpiMKHII PO3BUTOK 1 BHUKOPHCTAHHSA
IU(GPOBUX TEXHOJIOTIH BHCYBAa€ BUMOTH 33Ul CBOEYACHOI
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¢ikcanii 3miH B 1iil cepi. HeoOxinHicTh peecTparii Ta aHaIIZY
Tpanchopmalliii IHTEpaKTHBHUX Ta MYJbTUMEIIMHHX TBOPIB,
BIPTYQJIbHUX PEaTbHOCTEH, KOMITIOTEPHOIO MOJCIIOBAaHHS Ta
MeJia-1HCTaAIi  3yMOBJICHA HEOOXITHICTIO PO3yMIHHS
MUCTEIPKHAX TMPOIECIB Cy4aCHOCTI IS IMOJAJBIIOI €BOJOLIT
XYHAO0XKHBOTO IPOAYKTY i HAOyTTsI HUM BHCOKOSKICHHX
xapaktepucTuk. [losBa HOBHX  XYHOXKHIX  KOHIICHIIIH,
MIHJIUBICTD TBOPYOIO CEPEJOBUIIA IMEPCHBHA CKJIaJ0Ba
U(ppPOBOr0 MUCTENTBA BIKPUBAE HOBI JII€BI MOMXIJIMBOCTI IS
XYJOKHUKIB y TBOPYOMY MpOIECi Ta MPOIYyKye HOBI (Gopmu
BUPA3HOCTI.

Hudposi mnathopMu Ta coliaibHI MEpEXi CyTTEBO
PO3MIUPIOIOTE  KOJIO  CIIOKKMBa4ya IHQPPOBOTO  MPOIYKTY,
Ha/Ial0ul MOXJIMBOCTI XYAOKHUKAM JUIs J€MOHCTpalii CBOIX
pOOIT MIAaaNnbKiil ayiuTopii, OTpPUMaHHS 3BOPOTHBOTO 3B'SI3KY,
B3a€MOJIIi 3 MpPEACTaBHUKAMH MHCTELBKOIO CEepe/OBHUIIA,
oOMiHy mpodeciiiHuM aocBigoM. Bim3Haummo, mo mudpose
MHUCTELTBO CIIPHUsIE JEeMOKpaTu3auii JOCTYIy 10 MUCTELbKHX
TBOPIB, OCKUIBKM BOHM MOXYTh OyTH HasBHI B IHTepHeTi Ta
PO3MIIIEHH] Ha 1HIIUX €JIEKTPOHHUX HOCISX.

OkpiM KyJIbTYpHHUX Ta COLIAJILHUX AaCMEKTIB B3a€MO/Ii,
nuppoBe MHUCTEUTBO TaKOXX pOOUTh BaroMMid BHECOK Y
PO3BUTOK TEXHOJOTIN Ta IHILIIOE JOCHKEHHS Y LbOMY
HanpsAMKY. XyJI0KHHUKH, CIIBIpPAIfOl0Un 3 GaxiBisaMu y cdepi
TEXHOJIOTiM, BHOCATH HOBATOPCHKI pIIIEHHS B  ramysl
BIPTY&JIbHOI pPEaJbHOCTI, IHTEPAKTMBHHUX CHUCTEM i MeJia-
iHcransmid. Ile 3a0esmeuye Oe3nepepBHICTh  MOCTIMHOTO
PO3BHUTKY, BIOCKOHAJCHHS ULU(PPOBUX TEXHOJOIIM Ta ix
BIIPOBA/KEHHIO B 1HIII c(hepH KUTTH.

[MudpoBe MucTenrBo Mae 3HAYHMA BIUIMB Ha
TICUXOJIOTIYHY CKJIAJIOBY TJISAANBKOTO CHPUHHSITTS 1 MOXeE
CYTTE€BO 3MIHUTH iXHI TEPIENTHBHI peakii BHACIIIIOK
B3a€MO/Iii 3 MUCTEIILKUMH TBOPaMH.
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IaTepakTUBHICTh y IHM(PPOBOMY MHUCTEUTBI mependavae
MOXJIUBICTh B3a€MOAIl Tisgada 3 TBOpoM. BipTyanbHa
peanbHICTD, IHTEPAaKTUBHI IHCTAJIALI] Ta KOMIT'FOTEPHI IPOrpamMu
JO3BOJIAIOTH IJIS/Ia4eBl CTaTU aKTUBHUM YYaCHHUKOM TBOPYOIO
nporecy. Lle cTBoproe HOBHIA piBEHb 3aydeHHS Ta eMOIITHOTO
3B'SI3KYy 3 MUCTELITBOM [2].

IaTepakTuBHICTE K (EHOMEH CyYaCHOTO MHCTEITBa
MIPOIOHYE aKTUBHE 3ay4eHHs IJIsiada /10 MPOLECY TBOPEHHS
XYHAO0KHBOTO 3MICTy. Y LIbOMY KOHTEKCTI BOHA CTa€ HE JIUIIIE
TEXHIYHOI BJIACTUBICTIO Me/1a00’€KTiB, a W MPUHIIUIIOM
opraHizamii XyJI0KHBOTO TPOCTOPY, SKHH mepeadadae 3MiHy
poJieit Mi>k MUTIIEM 1 peluIieHToM. [ Tsaa4 He JHIle CIOTIIAIae
a ¥ IHIIIOE I1O4li, BIUIMBAE HA KOMIIO3HIlIMHI a0o
KOHIENTYyaJbHI MapaMeTpu TBOPY, CTalOYH CIiBYYaCHHUKOM
fioro peamizamii. TakuM 4YWHOM, y CyYacHiId IHCTaJALIi
BiI0OYBa€ThCA MeEpexiA BiA TPaauIidHOI MapaJurMu «TBip-
TIsAaY 10 CUCTEMH «MHUTEIb-TBIP-YYaCHHUK», JI€ OCTaHHIN €
MTOBHOIIPABHUM CY0’€KTOM TBOPYOTO MPOLIECY.

3 ormagy Ha 1€, BapTO TMOTOYHHTH  ACHEKTH
CEMAaHTHUYHOTO 3MICTOBHOTO TMOJS TEMH Yy MHCTELbKOMY
CydacHOMY JHUCKypci. [lo HUX MOKHA BiIHECTH KOPEJISIIII0 MIXK
TAaKUMU TOHATTSAMH, SK «MHTELb», «TBIp», «TIsSga9»,
«YYaCHHUK», a TAKOXK «UacCy, KIIPOCTIP», K TPUBUMIPHUNA 00’ €KT;
MOSIBY MEPEMiHHUX YaCOBHX 1 MPOCTOPOBUX 3B’ SI3KIB MK [IUMHU
MOHSTTSIMH; B32€MO3JICKHICTD MIDXK €JIEMEHTaMU
CEMAHTUYHOTO TMOJs 1 BIAHOCHAa WOr0 HE3aJeXHICTh BiJl
TpaJAMLIMHUX BUJIB MHUCTEUTB, MIO0 MalOTh ICTOPUYHO
00yMOBJIEHUH MOCTYTI.

VYV mudpoBux THCTANAIMIAHAX TPAKTUKAX I B3aEMOJIIS
peanizyeThcsi 4epe3 pPI3HOMAHITHI TEeXHIYHI Media-TaTIuKu
PYXY, CHCTEMH IITyYHOTO IHTENEKTY, MpOrpaMHe KOIyBaHHS,
ronorpagiuni abo VR/AR texnomorii, mo pearyioTh Ha mii
yuacHukiB. Tak, y poborax Padaens Jlozano-Xemmepa,
Kpicriana Mepra abo SMOHCEKOTO KOJEKTUBY «teamLaby
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NPOCTIp TEPETBOPIOETHCSI HA JKUBY, 3MIHHY CHUCTEMY, SKa
«BITOBIJA€» HA MPUCYTHICTh MOAUHU. CaMe 3aBASKU LbOMY
iHCTaNsAIist HAaOyBa€e PUC BIIKPUTOI KOMYHIKAaTUBHOI CTPYKTYPH,
JIe¢ MUCTEIbKUH TBIp CTa€ MOMIEI0 3YyCTPidi MK JIFOJAUHOK |
AITOPUTMOM, MK (DI3MYHHUM 1 IUPPOBUM CEPEOBUIIIEM.

VY TakoMy KOHTEKCTi IHTEpaKTHBHICTb BHSBJISIE ceOe K
crioci0 iCHyBaHHS MHCTEITBA B YMOBaX HOCTMEAiHOI
KyJbTypH. BoHa Tpancopmye ysiBI€HHS PO aBTOPCTBO, aIKe
XYAOKHHUK OUIbIIE HE CTBOPIOE «3aBEPUICHUN» 00 €KT, a
dbopMye yMOBH JUid MOAIT B3aeMOAil. ABTOp CTae iHII[IaTOpOM
MIPOILIECY, Y SIKOMY OCTaTOYHUHN PE3yJIbTAT 3aJIC)KHUTh BiJl peaKIIiid
Ta Aii ayauropii [1].

[ToxazoBum MIPUKIIAZIOM QITOPUTMIYHOT
inTepakTuBHOCTI € TpoekT Christa Sommerer Tta Laurent
Mignonneau  «A-Volve» (1994 p). TInsmau  cTBOprOE
BIpTyaqbHUX ICTOT Ha CEHCOPHOMY €KpaHi, SKi IOTIM
«OXKMBAIOTB» Y BOASHOMY pe€3epByapi, pyXaroduch 1
B3a€EMOJIIFOYH OJIHA 3 OJTHOKO BIAMOBIAHO /10 (DI3WYHUX 3aKOHIB,
3aJJaHUX AITOPUTMOM. ABTOPH CBIiZIOMO JENETYIOTh YacTUHY
TBOPYOT'0 aKTy KOPHCTYBauy, IEPETBOPIOIOYH MPOIIEC B3aEMOIIT
Ha aKT CHIBTBOPEHHA. Y IIbOMY KOHTEKCTI 1HTEpaKTHUBHICTb
BUABIIAE cebe SK Kareropis, IO TMOpPYIIye TpagulliiiHe
PO3yMIHHSI aBTOPCTBA i aBTOHOMHOCTI XYJOXXHBOTO 00’€KTa,
(bopMyI0YHN MOJIENb «BIAKPUTOTO TBOPYY.

Y mpoekTtax aBcTpanliiicbkoro XyJokHuka PoOa
MrosrpeiiBa, 3o0kpema y Echo Chamber (2019 p),
JOCTIKYEThCSI B3a€EMOJISL JIIOJUHU 13 CHCTEMaMH ILITYYHOTO
iHTeNnekTy.  lHcTandmis  aHami3ye  TOJOCOBI  KOMaHIU
B1JIBilyBadiB, CTBOPIOIOUH Y BIATOBIAL ayAi0OBI3yaibHI 00pa3w,
AK1 TpaHC(HOPMYIOThCS 3aJIEKHO BiJl eMoliiiHoi iHToHamii. TyT
IHTEPaKTUBHICTh MOCTAE K Gopma Jlaory MIXK JIOAUHOI Ta
AITOPUTMIYHOIO CHUCTEMOIO — JaNory, y SIKOMYy MeXa MK
cy0’€KTOM 1 00’ €KTOM CTa€ BiTHOCHOIO.
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B ykpaiHChKOMY MHCTEIIBKOMY MPOCTOPI Ta KOHTEKCTI
PO3BHUTKY HH(POBOTO MHCTEITBA I1HTEPAKTUBHI 1HCTANISIIIT
TaK0X HAaOYyBalOTh Jeaali OUIBIIOro TMOIIUPEHHS. 30Kpema, y
pob6orax Karepunu byuanpkoi, Makcuma Jlemcbkoro, Oxcanu
Yenenuk IHTEPaKTHUBHICTh CIYrye HE JUIIE TEXHIYHUM
npuioMOM, a ¥ I1HCTPYMEHTOM cCoIliaibHOI  pediiekcii.
Hanpuknan, npoektu O. Yenenuk, 1mo moegHyOTh Bijeoapr i
VR-texHoorii, CTBOPIOIOTH CHUTYAIIiI0 BIpTyaIbHOT
MPUCYTHOCTI, JI€¢ KOPUCTYBad B3a€EMOJIE 3 ICTOPUYHMMHU 20O
COLIIaTbHUMH HappaTUBaMU y pexXuMi peanbHoro vacy. [loaiOui
NPAaKTUKH aKTyalli3ylOTh NMUTAHHS 1IEHTHYHOCTI, Mam’sTi Ta
iH(popMaliiHOT KOMYyHIKalii y IU(PPOBY 100y .

CytreBuii BHECOK Yy (OpMyBaHHS IHTEPAKTUBHOI
napagurMi B IU(PpPOBOMY MHUCTEUTBI 3poOuia HifepiaHAchKa
crynaist «Studio Roosegaarde», ouostoBana ausaitHepom JlaHi
Poyseraapnom (Daan Roosegaarde). Ii incransauii «Waterlichty
(2015 p.) ta «Smog Free Tower» (2016 p.) AeMOHCTPYIOTH
MOETHAHHS E€KOJIOTIYHOTO Ta TEXHOJOTIYHOTO JUCKYPCIB.
«Waterlichty — e cBiTi0Ba 1HCTAMAILIS, 110 CTBOPIOE 1TFO31I0
XBWJIb BOJHU, pealylOud Ha pyxX JIOJAed Ta 3MIHM B
atMocdepHOMY OCBITJIEHHI. [IpO€KT € BOAHOYAC €CTETHUYHUM 1
MPOCBITHULIBKUM, a/1K€ BUCBIUYE MPOOIEMY IiJBUILEHHS PiBHS
CBITOBOTO OK€aHy uepe3 KJIIMaTH4HI 3MIHU. [HTepaKTHUBHICTbH
TYT BHUCTYNA€ HE MPOCTO €IEMEHTOM BI3yaJIbHOI JUHAMIKHU, a
CrocoO0OM 3ajyyeHHs Tisffada 10 €KOJOTIYHOIO OCMHCIIEHHS
IPOCTOPY.

VY mpoektax (QpaHiy3pkoro MuTi Mimmens AHXKY,
30kpema B iHcTasnii «Digital Skiny (2019 p.), BukopucraHo
TEXHOJIOT1i KOMIT IOTEPHOTO 30Dy, MO0 (IKCYIOTh pyX 1 MIMIKY
BiJBiAyBauiB. Bi3yanbHa NOBEpXHS pearye Ha MNPHUCYTHICTh
JIOAWHYU, CTBOPIOIOYH €(EKT «KMBOi TKAHWHHUY», SKa 3MIHIOE
KOJIbopu M TekcTypu. TakuMm 4MHOM, IU(POBE cepeaoBHUILE
Hi0M HaOyBa€e YyTIMWBOCTI, 1[0 MTPOBOKYE Tisigava A0 pediekcii
Ha/l TUTAaHHSAM TIIECHOCTI Ta 1EHTHYHOCTI Yy BIPTyaJlbHOMY
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npocTopi. [HTepakTUBHICTH y IIbOMY BUIIAJIKy BUSBIISIE ceOe SIK
MeTtadopa B3aeMONPOHUKHEHHS (PI3UIHOTO U IUPPOBOTO OYTTSI.
IaTepakTHBHA IHCTAIALS, K IPABUIIO, PYHKIIOHYE Y IPOCTOPI,
Jie MaTepiaJibHe MOoeqHaHe 3 BipTyanbHUM. [IpocTip iHCTAMSIIT
HE € CTINM — BiH 3MIHIOETHCS 1] BIUIMBOM 4acy, pyXy, CBiTIa
a00 3ByKy. Taka JWHaMIYHICTb CTBOPIOE 103110 JKHBOL
MPUCYTHOCTI TBOPY, SIKUH pearye Ha HaBKOJIMIIIHE CEPEIOBHILIE.
BomHowac 1e migkpeciaroe MpoIEeCyalbHICTh  ITU(POBOTO
MUCTELTBA, JIe TOJIOBHUM CTa€ HE pe3yJbTaT, a TPUBAIICTH Ta
XapakTep B3aEMO/IIi.

BaxmBo 3a3HauUTH, IO IHTEPAKTUBHICT Y CY4acCHOMY
MUCTENTBI He 0OMEXY€eTbCS TEXHOJIOTIYHUM acnekToM. Bona €
TaK0’X KOMYHIKaTHBHOIO Ta COIIaJIbHOIO KaTeropi€lo, OCKIUIBKH
(dbopMye HOBI MOZEII B3aEMO/IT M JIFOJIUHOIO, CYCILIBCTBOM 1
TEXHOJIOTIYHUMHU CHUCTEMaMH. |HTepaKkTWBHI 1HCTAJALII 4acTo
CTaloTh ~ MIATGOPMOIO A7  OCMHUCJIEHHS  COILIaJIbHUX,
EKOJIOTIYHUX YW TIONITHYHUX TEM, JC IJIsIad 4Yepe3 BIAacHY
y4acTh YCBIIOMIIIOE ce0e CHiBYYaCTHHKOM TJIOOAbHUX
MIPOLIECIB.

Y  1pOMy  KOHTEKCTI  IHTEPAKTHBHICTh  MOJKHA
TPAaKTyBaTH SK 1HCTPYMEHT JEMOKpaTU3alii XyJ0KHBOTO
nocBigy. BoHa 3HIMae QUCTaHIIIO MIXK €IITapHUM 1 MacOBUM
MHUCTELTBOM, BiIKPUBAIOYH JOCTYII IO TBOPUOCTI ISl IMUPOKUX
ayauropii [3].

HeoOxiaHO BIA3HAYUTU T€, 10 y 3B’SI3KYy 3 MOCTYIOM
nuppoBOro  cepeloBHIIA  BiOYBalOThCS  3pYLIEHHS B
OHTOJIOTIYHUX 3aCa/IaX Cy4aCHOTO KYJIbTYPHOTO i MECTEIIBKOTO
Cepe/IoBUINA, sIKI 0e3M0CepeHbO CIIBBIIHOCATHCA 3 TyXOBHOIO
1 MarepiaibHOIO KyJbTyporo. CywacHi TBOpYI MpPaKTUKU
M(pPOBOro MHUCTENTBA 3/aTHI BIUIMBATH HAa CBIJIOMICTb.
ImepcuBHa ckiagoBa IHCTANAIIHIUX BUMIPIB CIIPUSIE HE TUTBKU
CTHOTJISIIaHHIO, @ W aKTUBHUM [isIM «TJIsada-y4acHHUKay, 10
JI03BOJISIE OTPUMATH HOMY BIIACHUM JIOCBIiJI, IKUW B 3aJI€)KHOCTI
Bl HOro I1HAMBIAYyaJIbHUX OCOOTUBOCTEH ICHUXOTHUITY MOXKE
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MaTH B TOMY YMCII i HenepenOauyBaHi Hacaigku. Lle no3Bosse
3pOOMTH BHCHOBOK PO HEOOXIJHICTh 3BEPHEHHS 10 €TUYHHUX
HOPM 1 KOPEKTHUX BU3HAYEHB X OKPECICHUX MEX.

3 PO3BUTKOM LHU(POBOr0 MHUCTELTBA AKTYali3yHOThCS
nuTaHHs Kiacudikamii 1 Tumonorizamii oro TBopiB. MoxkHa
IIPOrHO3YBATH PO3LIUPEHHS KYJIBTYPOTBOPYOIO i MUCTEI[bKOTO
MIPOCTOPY, MOXKIIMBOCTEH B3aeMO/IiT y chepi MUCTEIIBKOI OCBITH,
My3€HHOI cripaBH, apT-06i3Hecy. [IpeameTHa 6a3a i TeopeTHIHUI
MaTepiall CyyaCHOro IU(POBOrO MHUCTEUTBA  J03BOJIIE
HAroJOCUTH Ha HEOOXiJHOCTI MOMAAJbIIOr0 BHUBYEHHS TBOPIB
Cy4acHOro HM(ppPOBOTO MHUCTENTBA SK HUPPOBOi KyJIbTYypHOI
CHAJIIMHU, KYJIbTYPHUX LIHHOCTEH 1 BUSHAYCHHS KPUTEPIiB, 32
AKUMH MOKHA Kiacu(ikyBaTH cCydacHi TBOpH LH(POBOTO
MUCTELTBA.

Pesromyroun, 3a3Ha4MMO, IO IHTEPAKTHUBHA THCTAJISIIS
byHKIIIOHYe K MOMiQOHIYHMI  WOpoCTip, Yy  AKOMY
MEPEeTUHAIOTHCS TEXHOJIOTIYHI, €CTeTHYHI Ta KOMYHIKaTHBHI
piBui. [i XynokHs WiHHiCTH mHoNArac HE y CTATHYHOMY
pe3ynbTarti, a y 3MiHi, Y IpoIleci, y KOMYHIKaIlii, 10 TOCTIHHO
OHOBJIIOETHCS. TakUM 4YMHOM, I1HTEPAKTHBHICTh MOJXKHA
BU3HAYUTH SK KaTEeTropito, IO BimoOpaxkae HOBY (inocodiro
MUCTELTBa IU(POBOT €MOXu — MUCTELTBA, IKEe HE BigoOpaxae
CBIT, @ B3a€EMOJIIE 3 HUM.

BucHoBku. B ocHOBI nporiecy eBosttolLii iHTepaKTUBHUX
dbopM MOKITAIEHO KOMYHIKAaTHBHI MOJENI MDK MHUTIEM 1
pEeLMITIEHTOM, TEBHUN anropuT™M iX B3aeMofii uepes
IHTEpaKTUBHI TEXHOJOTIi, Me/ia-apT, MUCTEIbKI 1HCTaJSIIINHI
¢dbopmu. 3aBISKM HAYKOBUM 1 TeXHIYHUM AocsirHeHHsIM XX crT.
TpaguIiiHI MOJKJINBOCTI mo0y10BH €KCIIO3UIIIHN
€BOJIIOI[IOHYBAIM 1 Hapa3l CKIQJaloTh YacTKy MOTEeHIialy
nudpoBux cepenoBuil. [sganpka ayauTopis ado OKpeMuit
rIsAay 3aBASAKH IHTEPAaKTUBHUM IPAKTHKaM BUCTYIA€E B POl
aKTUBHOTO CITIBABTOpAa MHCTEIBKOTO TBOPY MH(POBOTO
MHUCTELTBA, WOT0 XyJIOXKHBbOi (opMH 1 3MicTy.  3aBIsSKU
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CMIBaTOPCHKIM  y4acTi pEUHMIIiEHTa MPOCTOPOBI, YacoBi
MOXJIMBOCT1 ITU(POBOTO MHUCTENTBA TPAHCHOPMYIOTHCS T
BIUIMBOM IHTEPAaKTUBHUX TEXHOJIOTIH, y MiJCYMKY BHUBOJISYU
IHTEpaKTUBHE MHUCTEITBO HA HOBI BHCOKOXYIOXKHI pIBHI.
[HTEepaKkTUBHICTE Yy CYYaCHHUX IHCTASALIAHUX TMPAKTUKAX
BUCTYIIa€ HE JIMIIE XYAOXKHIM HpUIOMOM, a i €CTeTHYHOIO,
KOMYHIKaTUBHOIO Ta OHTOJOTIYHOIO 3acalor IU(POBOi
Xy/[OXKHBOI KynbTypu. Hakonmuena mpeamerna Oasza i
TEOPETUYHHUN MaTepial Cy4acHOro IU(POBOTO MHUCTEITBA
ZI03BOJISIE HATOJIOCUTH Ha HEOOXiTHOCTI MOJaIbIIOr0 BUBUCHHSI
TBOpPIB Cy4acHOro HU(POBOTO MHCTEHTBA K LUPPOBOI
KyJIBTYPHOI CHIQAIIMHU, KYJBTYPHUX I[IHHOCTEH 1 CTBOPEHHS
OKpeMoi 6a3u abo peecTpy YKpaiHu 3 BiIOBITHAM iX OOJIIKOM.
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INTERACTIVITY AS A CATEGORY OF
CONTEMPORARY DIGITAL ART: THE
INSTALLATION DIMENSION

Abstract. The modern artistic and cultural space
requires innovative approaches to the presentation of artworks
and introduces new conceptual demands for their content,
techniques, and design. The rapid development of digital
technologies, which has led to the emergence of digital art,
draws artists’ attention to understanding the context of the
present time, its values, and priorities. Accordingly, the
viewer—directly involved in co-creation through interactive
techniques in contemporary artistic experiments — requires
preparation before immersion into the virtual world, as well as
awareness of the principles underlying the creation of
installation-based dimensions. Theoretical comprehension of
interactivity as one of the fundamental -categories of
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contemporary digital art, particularly in the context of
installation practices, makes it possible to understand the
process of actualizing the relationship between art and the
viewer. In this regard, it is important to clarify the semantic and
functional aspects of the concept of interactivity in the artistic
discourse and to explore the evolution of interactive forms —
from traditional exhibition models to digital environments based
on algorithmic and communicative principles. Special attention
IS given to the analysis of installation as a space of
intersubjective interaction, where the viewer becomes an active
co-creator of artistic meaning and form. The article highlights
the transformation and potential of the categories of authorship,
space, and time under the influence of interactive technologies,
as well as the peculiarities of creating a perceptual image in
digital art. It is emphasized that interactivity in contemporary
installation practices functions not only as an artistic device but
also as an aesthetic, communicative, and ontological foundation
of digital artistic culture. The current state of digital art
development and forecasts for its future indicate the necessity of
identifying, preserving, and classifying works of contemporary
digital art as digital cultural heritage and cultural values.

Key words: interactive technologies, digital art,
installation, media art, interactive art, digital cultural heritage.
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ITPOBUM JU3AVH JJIS1 TPAOIYHUX JU3AMHEPIB:
CTPYKTYPA, METOJUKA, KOMIIETEHIIIi

Anoranisa. CTaTTs MPUCBIYCHA KOMIUIEKCHOMY aHAJI3y
IrpOBOTO M3aiHy K MIKIUCIUILTIHAPHOL cepu, 110 IHTETpye
XyH0XHI, TEXHIYHI Ta KOMYHIKaliiHI TiAX0au y mpodeciitnii
TisTbHOCTI rpadiuyHuX au3aiiHepiB. IIpocTexkeHo icTOpuYHi
€TaIy CTAaHOBJICHHS TeHMIN3aliHy: BiJ] IEPIINX apKaTHHUX irop i
TEeKCTOBUX KBECTIB 10 OaraTopiBHEBHX open-world mpoekTis,
VR/AR-mtar¢popm, MOOUTBHHX 3aCTOCYHKIB 1 MacmTaOHUX
MYJbTUIUICEPHUX CepeloBHIL. BuokpemneHo ponp indie-
CEKTOpY, SKHM BIJIKpMBAa€ HOBI TBOPYI MOXJIMBOCTI 3aBISKU
eKCIepUMEHTANbHUM (opMaM Bi3yanizauii Ta iHHOBAIIMHUM
MexaHikaM. PO3IIsiHyTO CTPYKTypHI KOMIIOHEHTH IIpOBOTO
IM3aiiHy: MEXaHiKH, CIOKETHI CIieHapii, Tn3aifH piBHIB, CHCTEMa
MIEPCOHAXIB, IHTEp(EIiCH, CTHIIICTUKA Ta XyJI0’KHI PIILIEHHS, 1110
3a0e3neuyroTh LUTICHICTh Ipolecy i (OopMyIOTh YHIKaJIbHUNA
KopuctyBalbkuii gocBifl. IlokasaHo 3HadyeHHs TpadiyHOrOo
IU3aiiHy SIK YMHHUKA, 110 BU3HAYae Bi3yallbHY MOBY TpH,
EMOIIIfHY BUPA3HICTh CEPEIOBHUIIA Ta KOMYHIKAIIIIO 3 TPaBIIEM.
[IpoananizoBaHO METOAMYHI MIAXOAM J0 1HTErpaii rpagiuHux
€IIEMEHTIB Yy CTPYKTYpY IrpOBHX CBITIB: 3aCTOCYBAaHHS
«UX/Uly-npunnumis, ITepaTUBHOTO IPOTOTUITYBaHHS,
103a01TITI-TECTyBaHHS, IIPOLIE Ty PHOL re’epartii,
kpocmardopmenHoi aganTanii Ta «VR/AR»-IHCTpYMEHTIB 1st
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CTBOpEHHS €(EeKTy 3aHypeHHs. BHCBITICHO MEPCICKTUBU
BUKOPUCTAHHS IITYYHOIO 1HTEJEKTY Ta HEHpOMepex Y
CTBOpPEHHI TpadiuHUX pecypciB, aBTOMATH3alll PyTUHHUX
3aBAaHb 1 MepcoHaiizamii irpoBoro jaocBimay. Haromomeno Ha
PO3BUTKY MPpOo(eCciiftHUX KOMIETESHITi: KpeaTUBHOCTI, TEXHIYHOT
IPaMOTHOCTI, CTPAaTETIYHOTO MMCJIEHHS, KOMYHIKAIlIHHUX
HABUYOK, YMIHHS MPAIIOBATH B MDKIUCIUIUTIHAPHAX KOMaH 1aX
1 3JaTHOCTI aJanTyBaTHCS 10 3MiH IU(POBOTO cepeaoBHINA.
Marepianu CTaTTi y3arajibHIOIOTh PE3yJIbTaTH BITUYM3HSHHUX 1
3apyODKHUX AOCIIIKEHB, TO1al0Th IPUKIIATU YCHIIIHUX KEeHCIB
(«Minecraft», «The Witcher 3», «Monument Valley», «Ori and
the Blind Forest», «Genshin Impact», «Fortnite»), a Takox
aHAJI3yIOTh OCBITHI NMPAKTHKH MPOBITHUX YHIBEPCHUTETIB, IO
MOETHYIOTh aKaJEeMIYHy MiArOTOBKY 3 MapTHEPCTBOM 1HAYCTPIi
KpEaTuBHUX TEXHOJIOTiH. OTpuMaHi pe3yinbTaTH MOXYTh OyTH
BUKOPUCTaHI Yy BIOCKOHAJIEHHI HaBYAIbHHUX MPOTpam,
CTBOpPEHHI KypciB i3 mudpoBHX Melia Ta SK METOIUYHE
MIAIPYHTS AN TPaKTHKIB, KOTpl MparHyTh peani3oByBaTu
KOHKYPEHTOCIPOMO3KHI IIPOB1 IPOEKTH.

Kurouosi cioBa: irpoBuil auzaiiH, rpadiuyHuii qu3aity,
UX/UI, iHTepakTHBHICTh, METOJMKA HABYAHHS, KOMIIETEHIIIT,
KpPEaTUBHICTh, FeMMITIEH.

Beryn. CyuacHa iHIycTpis HMQPOBUX Mefia CTPIMKO
TpaHC(HOPMYETHCS i BIUIMBOM 1HTEPAKTUBHUX TEXHOJIOTIH, 1€
IrpoBUl  AM3aiiH 1ocigae mpoBiIHE Micue sK - (Gopma
KOMYyHiKaIlii, MHCTeNTBa Ta 3acid BIUIMBY Ha CBIJOMICTb
KopucTtyBaya. ['padiuni  auzaifHepu, 10  TpaaULIAHO
30CepeIKYIOThCSL HAa CTBOPEHHI Bi3yaJbHOTO CepeoBHILA IS
IpykoBaHux abo uuppoBux QopmariB, yce yacTilie
JOTY4al0ThCs A0 MDKIUCHMIUTIHADHUX KOMaHJ PO3pOOHUKIB
irop. lle 3ymoBmoe moTpedy Yy QopMyBaHHI HOBHUX
KOMIIETEHIi}, 1110 BUXOJATh 32 MEX1 3BUYalHOro rpadiuHoro
oQOpMIIEHHS 1 OXOIUIIOIOTH PO3YMIHHS ITPOBUX MEXaHIK,
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kopuctyBaupkoro nocsiny (UX/UI), maparuBHOi 1moOynoBH,
IHTEPaKTUBHOCTI Ta TEXHOJIOTIYHOI peajizallii Bi3yaJIbHOTO
KOHTeHTy. [lompum aKkTMBHUM pPO3BUTOK TIeWMIU3aiiHy B
aKaJIeMiYHOMY Ta MPAKTUYHOMY CEPEIOBHIII, POJIb IpadidHOrOo
Iu3aiiHepa B IIbOMY IPOILECi YacTO 3aJIMIIAETHCS HETOCTATHBO
okpeciieHOw. [luTaHHs iHTerparii  XyJ0XHBO-BI3yaJbHUX
3ac00iB y CTPYKTypy TPH, METOJIIB MPOCKTYBaHHA 1HTEpQeiciB
Ta (OpMyBaHHsS BIANMOBIMHUX (aXOBHUX YMiHb HOTPEOYIOTH
KOMIUICKCHOTO aHai3y Ta CHCTeMAaTH3aIlii.

Merta naHOi cTaTTi — OKPECIMTU CTPYKTYPY IFpPOBOIO
IU3aiiHy B KOHTEKCTI MpoQeciiiHol AisTbHOCTI TpadiuHOoro
nau3aiiHepa, JOCHIOUTH METOAMKY CTBOPEHHS TIpadiuHux
KOMIIOHEHTIB Yy CKJIQJi TEHMIUICI0 Ta BHU3HAYUTH KIFOYOBI
KOMITETEHIIi1, HeoOXiaH1 1isi eeKTHUBHOI ydacTi B po3poOIl
irpoBux mpoekTiB. TeopeTrnuny 0a3zy AOCIIHKEHHS CTAHOBIIATD
cydacHi mpari B ramy3i reiimamsaiiny, «UX/Ul»-nu3aiiny,
MEJaroriku  MHUCTEITBA, a TaKOX MPAKTUYHUNA  JIOCBIJ
MPOEKTYBAHHS OCBITHIX 1 pO3BaYKAIBHUX 1TOP.

AHaJi3 oOCTaHHIX JochaikeHb 1  myOJikauii.
IrpoBuit qu3ailH SK MIKAMCHUILTIHAPHA ray3b JOCHIHKYETbCS
MEPEBAKHO y KOHTEKCTI KOMII IOTEPHUX HAyK, ICHXOJIOTII,
nefaroriku Ta KyabTyposorii. Bimomi mpami K. Ceitnen Ta
E. IlummepmaHna 3akjajiv TEOPETHYHI OCHOBH CYy4acCHOTO
rediMau3aiiHy, 30Cepe/Kyloulch Ha MPUHIMIAX CTBOPEHHS
ITPOBUX MEXaHIK 1 MOBEIIHKOBUX Mojiele kopucTyBauis [14,
cc. 112-119]. Ix. Illenn aHani3ye irpoBHii mpouec K CUCTEMY
JIH3, yepes fAKi qu3aitHep 6aunTh 10CBix rpaBis [15, cc. 75-86].
VY mpani T. ®@ymiepToH po3KPUTO MENAroriyHi MiIXOAH 10
BUKJIQIaHHS TeiiMIN3aiiHy, 110 MAlOTh 3HAYEHHS JJISl OCBITHIX
nporpam [11, c. 28].

BiTun3HsHMI TOCBIA TPEACTAaBICHUN JOCIIKEHHSIMH
I. BobOpoBcbkoro, sKuii cucTeMaTu3ye OCHOBU TOOYJOBU
ITPOBHX CHCTEM, OJIHAK HEJIOCTATHHO AKIIEHTYE YBary Ha podi
rpadiuHoro nuzaitny [1, c. 93]. Crarti O. KoBanenka [3, c. 46]
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ta H. IleTpoBoi [6, c. 88] po3risaaoTs Bi3yalbHy KOMYHIKAIIifO
B IU(PPOBUX CEPEIOBUILAX, alle ACTIEKTH CUHTE3y rpadiqHoro i
IrpOBOTO TM3aliHY 3aJUIIAIOTHCS JHUIIE TOTUIHUMHU.

ITutannss UX/UI y B3aemogii 3 TpaBleM BHUCBITIICHO Y
nyomikamisx C. [lerpenka [5, c. 113] ta O. IBanenka i T. KoBanb
[2, c. 35]. i mpami miATBEpMIKYIOTh HEOOXIIHICTH Yy4acTi
rpagidHOrO IM3aifHepa B MpoOLECi CTBOPEHHA iHTepdeiicy,
IpOTe acneKkT (popMyBaHHs NpodeciiHMX KOMIIETEHTHOCTEN Y
il cdepi 10ci HEAOCTATHHO PO3POOIICHHIHA.

Pe3yabraTn. IrpoBuii au3aiin (anri. Game design) —
ne OararorpaHHa MisJIBHICTH, IO OXOIUTIOE TPOEKTYBAHHA 1
CTBOPEHHSI €JIEMEHTIB IrpOBOr0  IpOLECY, IEePCOHAXIB,
CIOXKETIB, 3aBJIlaHb Ta IHTEPAKTUBHOTO cepenopmima [8, c. 15].
Moro romoBHa Mera — 3aGe3NeUeHHS MOBHOLIHHOTO
IHTEpaKTUBHOTO JOCBiy, SIKHW TOETHYE €CTETUKY, JIOTIKY U
rcuxoJiorito B3aemonii [14, c. 27]. I'efimau3aiinep BU3Ha4Yae
MpaBujIa Py, CUCTEMY BUHATOPO/I, MEXaHIKH IIPOTPECY, a TAKOXK
CTBOpIOE iHTepdelicu Ta Bi3yalbHi 00pa3u, 110 0e31ocepeHbO
BIJIMBAIOTh Ha 3aHYpeHHs rpasud [, c. 18].

Icropiss craHOBNEHHS TeHMAM3alHY SK  OKpeMol
npodecii mounHaetbest 3 1950-1970-x pp., Komw mepi irpu, sk
«Tennis for Twoy» uu «PoNng», 1EMOHCTPYBaIN MiHIMATICTHIHY
rpadiky i nmpocti mexaniku [9, c. 100]. ¥ Ti wacu nuzaitH rpu
OyB y pyKax MporpamicTiB, sIki BOJAHOYAC BUKOHYBAIN (PyHKIIT
CLICHApUCTIB, JU3aliHEpIB PIBHIB Ta XyJI0KHUKIB [9, c. 101].
Jlxon Kapmak, /[xon Pomepo un Cin Meep cranu 3HaKOBUMH
nocraTsMu 1poro mepioxay [9, c. 102], a geski xommanii, sK
«Coleco», BmpoBajyKyBai po3MoAlT OOOB’S3KIB YK€ Ha
nmovarky iHayctTpii [9, ¢. 103]. 31 3pocTaHHsAM CKIIaTHOCTI irop 1
NEPEeX00M BiJl TEKCTOBUX JI0 rpadiyHUX iHTEepdeiciB BUHUKIIA
notpebda y By3bKiii crerianizaiii, 1o npu3Besno 10 GopMyBaHHS
OKpeMHX poJieil reiimauzaiiHepa, rpadiuHoro au3aiiHepa,
cuenapucta ta UX/UI ¢axisus [5, c. 75].
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Y 1980-1990-x pp.po3BuTok 8-0iTHHX 1 16-0iTHHX
mwiargopm («Nintendo Entertainment Systemy, «Sega Genesisy)
CIIpUSB YCKIIQAHEHHIO MEXaHIK 1 CIOKeTHuX JiHii [9, c. 110].
[TosiBa mytepiB Big mepmoi ocobu, Takux sk «DOOMy,
3aroyaTKyBajla HOBI  CTaHJapTH B  JAM3aiiHI  PIBHIB,
0araToKOpUCTYBAIlbKHX peXUMax 1 creHapisx [9, c. 115].
[Monynspuicte «RPGy», sx «Final Fantasy» uu «The Elder
Scrolls», 3pobuiaa crokeT 1 MEpCOHaXIB IEHTPAIbHUMHU
eJeMeHTamu reiimansaiiny [9, c. 120].

3 mouatrky 2000-x pp. IHIyCTpis BUMIIIA HA PiBEHb
BEJIMKHUX BIJKPUTUX CBITIB Ta iHTEpaKTUBHUX icTopiil. Cepis
«The Witcher» (ocobmmBo «The Witcher 3: Wild Hunt») crana
€TaJJOHOM KOMIUIEKCHOTO JM3aifHy CBITY, pPO3Tally>KEHHX
CIOKETHHX JIIHIM 1 TPOAyMaHUX MEPCOHAXIB, SIKI pearyrTh Ha
BubOpu rpasus [5, ¢. 60]. «The Witcher 3» moeanas riaunOokuit
HapaTUB 13 OaraTomapoBUM TEHUMIUICEM 1 JIETalli30BaHOKO
rpadikoro, 3a/1al04u HOBY IUIaHKY Juist cydacHuX RPG. [HmmMm
npukiagom € «Minecrafty — rpa, ska goBena 3HaYEHHS
IHHOBAIIIMHOTO TMIIXO0Ay JI0 JAM3aiHy: CIPOIIeHa BOKCEIbHA
rpadika KOMIIEHCYETbCS MAaKCHUMAaIbHOK CBOOOMOIO [iil 1
nporeaypHoro reHeparieto cBity [4, c. 60]. MoOuibHI
mwiathopmu («Angry Birdsy, «Clash of Clans»), «VR/AR»
(«Pokémon GO», «Beat Saber») i HOBI TeXHOJIOTIT PO3MIHPUITH
IHCTpyMeHTapiii rediMau3aifHy ¥ OpuBENIM 10 MOSBU HOBHX
MojIeJiel B3aeMOIIT 3 TpaBIeM [5, c. 65].

["amy3eBa cTpyKTypa reiiMan3aiiHy OXOIUIIOE HaPSMKU:
JIM3aiiH BCECBITY (OMMC 1 CTUIII3aLlis CBITY TPH), IU3aiiH MEXaHIK
(mpaBuia, 00MOBI CUCTEMH, EKOHOMIKA), TU3aiH MEPCOHAXKIB 1
3aBlaHb (CTBOpPEHHsS TepoiB 1 KBECTIB), JU3ailH pIBHIB
(mpoexTyBaHHs JoKauliit), nu3aiH intepdeiicy (HUD, mento,
MIJKa3Ku, TecTyBaHHSA 3pydHocTi) [5, c. 80]. IreparuBnmii
X1 CTaB KJIFOYOBOIO METOJIOJIOTIE0 Cy4acHOIo
reiimanzaiiHy. BiH IpyHTyeThCS Ha IMKJIIYHOMY CTBOpPEHHI
NPOTOTHUIIB, TECTyBaHHI, aHami3l ¢indexky # mnocTiiHOMY
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BJIOCKOHAJICHH] poeKTy [14, ¢. 200]. B3aemonis kopuctyBaya 3
IpOI0 Ha KOXXKHOMY eTami cTrae (OpPMOIO JOCTIIKEHHS, IO
BU3HA4Ya€ HACTYIHI Au3aiiHepchki pimenHsa. Lled minxin e
kputrnuHo BaxkiauBuM st «UX/Ul», amke 3abesmeuye
(byHKIIOHABHICTH 1 TIMOOKE eMortiiine 3anypenns [7, ¢. 50].

I'padpiuamii nuzaitHep y KOMaHIl TeHMICBEIOIEPIB
BIJIMOBIZIA€ HE JUIIE 3a Bi3yaJdbHy NpUBAOIHMBICTH, a ¥ 3a
IHTErpaIio Bi3yalbHUX pIIIEHh Yy 3arajibHy JIOTIKY TpH:
IHTYITUBHICTD 1HTEpQeiiciB, JOTIKy HaBiramii, KOJIOPUCTHKY,
tunorpadiky, MapKyBaHHs 00’€KTiB 1 LiiCHUH ToH [7, c. 55].
Sxicae «UX/Ul» — 1ie MOTYXXHHI IHCTPYMEHT 3aly4eHHs Ta
yTpuMmaHHs rpaBus [7, c. 60]. CydacHuil relimau3aiHep Mae
BOJIOJITH IIUPOKHM CIIEKTPOM KOMIICTEHI[IN: BiJ TeHepaii
e, cueHapHoi poOOTH, MPOTOTHIYBAHHSA 1 TECTYBaHHS 0
OCHOB TporpamyBaHHsi Ta 3D-monemtoBanus [2, c. 80]. s
rpadiuyHoro nuzaitHepa BaxkiauBi 3HaHHsS UX/Ul mpuHUMIIiB,
KOMIO3UILIi,  KOJOPUCTHKH,  TuUnorpadiku, a  TaKoX
KpeaTUBHICTh, KOMYHIKaOeIbHICTh 1 KOMaHIHa B3aemojis [0,
c. 90].

Y HaByaHHI Ju3aifHEepiB BapTO BIPOBAIKYBATH
MIPOEKTHI METOJIU: POOOTY HaJa KOHLEMNIIsIMH, pO3pPOOKY
BIIACHUX MEXaHIK, MOJIETIOBAHHS TEPCOHaXIB 1 CEepeIOBUII,
MakeTyBaHHSl 1HTepdeliciB. Takl NPOEKTH TECTYHOThCS Ta
BJIOCKOHAJIIOIOThCS  BIAMOBIMHO A0 (imbeky, mo dopmye
aQHATITUYHI, TEXHIYHI, Xy/0XKHI Ta KOMYHIKaTHBHI HaBUYKH [7,
c. 100].

CydJacHa Teopis W MpaKkTUKa TedMIN3aiHy CIIUPAEThCS
Ha BEIUKHIA KOPIYC TPYHTOBHHUX JOCHIDKEHb 1 METOAMYHUX
peKOMeHIaIlii, po3po0JeHUX TPOBIAHUMH (axiBISIMH Ta
npakTukamMu y i ramysi. Cepex HHMX OCOOJMMBY yBary
npuBepTaroTh podotu betitca [8, c. 20], dymneptona [11, c. 65],
Canena 1 HHummepmana [14, c. 120], Hlenna [15, c. 200], sxi
KOMIUICKCHO  PO3TJIAJAIOTh  OCHOBOIIOJIOKHI  NTPHHITAITH
no0yJI0BH IrpOBUX MEXaHiK, pO3p0OKH HAPATUBHUX CTPYKTYp Ta
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opranizarii B3aeMOAii Mk TpaBIeM i TH(HPOBUM CEpPETOBHIIEM.
3okpema, belTc y cBOiii mpami oOmMcye KIFOYOBI €Tamu
CTBOPEHHS irop — BiJ 3apO/PKEHHS i/1ei A0 BTLIEHHS TOTOBOTO
IPOAYKTY, 30CEpEeXKYIOUM YBary Ha BaXJIMBOCTI OanaHCy
MEXaHIK 1 3alydeHHs rpaBus [§8, ¢. 25]. OymiepToH AeTanbHO
po3po0itsie miaxia «playcentricy, HAroJOUIYIOYHM Ha Ba’KIMBOCTI
TECTyBaHHsS ITPOBHX TMPOTOTUIIB 1 BpaxyBaHHsA (inOeKy
KOPHUCTYBaYiB SIK HEB1l’€EMHOI CKJIaZI0BOT mporiecy au3aiiny [11,
c. 68]. Canen 1 Llummepman y cBoiif pyHnameHTanbHIN mpari
«Rules of Play» aHam3y}0TL Ipy SK CHCTEMYy MpaBWI i
B3a€EMOIIH, 1[0 BU3HAYAIOTH irpoBHid qocBix [ 14, c. 123]. lllemn
y «The Art of Game Designy» npornonye 6araTopiBHEBHA i IXi1
710 TIPOEKTYBAHHSA, PO3TIISAAI0YH TPy K KOMIUIEKCHUI BHUTBIp,
10 BUMAara€ OJHOYACHO XYJOXXHbOIO OadyeHHs, TEXHIYHOI
00i3HAaHOCTI Ta TJIMOOKOTO PO3yMiHHS TMOBEMIHKH TpaBis [15,
c. 210].

He wmenm BaxmuBuMH € nociijpkeHHs Posutinrca i
Anamca [13, c. 40], a Takox Deitna i Ckarrepryza [10, c. 55],
SK1 TMOTJIMOJEHO aHaN3ylTh IU3allH 1 CTPYKTYpY ITPOBUX
piBHIB. BOHM TOSACHIOIOTH, SIK TNPaBWIBHO BHOYJIOBYBaTH
MIPOCTOPOBI CEPENIOBHUIIA, PO3TANIOBYBAaTH 00’ €KTH, (POpMyBaTH
CIIeHapii MPOXOPKEHHS Ta YHUKATH TU3aHHEPCHKUX MOMUIIOK,
Kl MOXYTh 3HID)KYBaTH IHTepec TpaBls ado MOpyIIyBaTH
BHYTpIIIHIO JIOTiKy cBiTy rpu [13, c. 45; 10, c. 58]. Ix po6oru
CTaJli METOJAWYHUMH MOCIOHMKAMU ISl OaraThboX IMPaKTHUKIB,
SK1 MpaloTh Haj po3pOOKOI0 CIOXKETHUX 1 OaraToOpiBHEBHX
npoekTiB [13, c. 46].

OxpeMy yBary BapTo NpUIUIUTH nparsM YikceHTMiraui
[9, c. 10], sixmit y cBoiii Teopii «flowy ommcas cTan «moToky» —
ONTUMAJBHUM CTaH 3aJydeHHs, KOJM TIpaBellb IOBHICTIO
3aHYpIOEThCS Yy TIpoIleC TpW W BiT4yBa€ MaKCHMalbHE
3aJJ0OBOJIEHHS BiJ B3aemofii. Po3yMmiHHS 1bOro (eHoMmeHy
J03BOJIIE  reiimau3aiiHepaM  BHOYNOBYBaTH  BUKIMKH i
BUHAropoJud TaKUM YHHOM, 100 MiJATPUMYyBAaTH MOTHBALIIIO
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rpaBls Ha cTaOUTBHO BHUCOKOMY piBHI [9, c¢. 12]. Ilpaus
Hopwmana [12, c. 5] «The Design of Everyday Things» Takox €
HAJ3BUYAIHO IIHHOIO JJIs TeMMIN3aifHy, OCKUIBKH BUCBITIIIOE
3arafbHi OPUHIUIM iHTYITHBHOTO i 3py4HOro amsaiiny. i inei
aKTHBHO BUKOPUCTOBYIOThCS mpu po3podui «UX/UIy pimens y
BiJIeoirpax, J€¢ BaKJIMBO 3a0€3MEYUTH 3pO3yMily HaBirariro,
JIOT14HICTH iHTEpdelicy Ta 3pyuHicTh B3aemonii [12, c. 6].

OkpiM 3apyODKHHUX aBTOpIB, BaroMMid BHECOK Y
PO3BUTOK TEOPETHYHUX 1 METOJUYHHUX 3acaj] TeUMIu3aiHy
poOsATH yKpaiHChki qociaianuku. 30kpema, |. boOpoBebkuii [1,
c. 30] y cBoeMy HaBYaJIbHOMY HOCIOHHMKY pO3KpHBae 0a30Bi
MPUHIMIIKA T[POEKTYBAHHS IFPOBOTO CEPEAOBUINA, OIHUCYE
0COOJIMBOCTI Cy4acCHUX IHCTPYMEHTIB Ta I IXOIB 10 CTBOPECHHS
irop. O. IBanenko Ta T. KoBamp [2, c. 40] anamizyoTb
cnenudiky «UX/Ul» y nuzaiiHi Bijmeoirop, HaroJomymud Ha
poOJIi  KOPHUCTYBALbKOTO JOCBiAY y (OpMyBaHHI 3araJbHOTO
3amoBosieHHs1 TpaBus Big rpu. O. Kosamenko [3, c. 15]
JNOCHIKYEe TUTaHHS TpadiyHOro AM3aiiHy B IHTEPAKTUBHUX
Mefia, TMIAKPECTIOI0YM  B3a€EMO3B’SI30K  MIK — €CTETHKOIO,
3pYUHICTIO CHPUHHATTS ¥ (YHKLIOHAIBHICTIO iHTepdeiicy.
H. ITerpoga [6, c. 25] y cBOeEMY AOCIIIKEHH] PO3IJISIa€ BIUTUB
Bi3yaJIbHUX PillIeHb HA MOTHBAIliI0 KOPUCTYBaUiB, 1110 0COOIMBO
BOXJIMBO B KOHTEKCTI 3aly4eHHS i yTpUMaHHS TPaBIiB Y
cydacHux free-to-play mopensx. IloeqHaHHsS TeopeTHMUHHMX
HanpalroBaHb MIKHAPOJHUX 1 YKPAiHCBKUX (axiBIIB CTBOPIOE
NOTYKHY METOJ0JIOTiuHy 0a3y s MiATOTOBKM MaWOyTHIX
reiimanzaitnepiB. Came opieHTaIlisi Ha TJIMOOKE OIMaHyBaHHS
Teopii, aHani3z ycnimHux kericiB («Minecraft, The Witcher 3»)
Ta MPAaKTUYHE 3aCTOCYBaHHS IMX 3HAHb y MEXaX MPOEKTHOTO
HaBYaHHS CHOPHSIOTH  (OpPMYBaHHIO  (axiBLs, 34aTHOTO
CTBOPIOBATH CyYacHI, IHTEPAaKTHBHI W €CTETHYHO JOCKOHAII
irpoBi mpoayktu [2, c. 70; 4, c. 62].

BucnoBku. IlpoBenenmii aHamiz MIATBEPKYE, IO
irpoBuii au3aiiH Ui rpadiyHUX ~JAM3aiiHepiB  BUCTyMae
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CKJIAJHUM MDKIUCHUIUTIHAPDHUM HAIPSIMOM, JIe XYJOXKHS ysBa,
TeXHIYHA OOI3HAHICTh 1 PO3YMIHHS TOBEIIHKHM KOpHCTyBaya
MalOTh O/IHAKOBY Bary. YCIHIIIHE CTBOPEHHS I'pH Iependayae
CHCTEMHE OINAaHyBaHHS BCIX CKJIAIOBUX TIeHM-IU3aiiHy:
MexaHik, piBHiB, HapatuBy, «UX/Ul» Ta emunHol BizyanbHOI
CTWJIICTHKH, sika 3a0e3mnedye 3aHypeHHs. Ponb rpadiudoro
I3aiiHepa BUXOIUTH 32 MEXI CyTO JAEKOPAaTUBHOI (PyHKIIIi: BiH
dbopmye  Bi3yalnbHy  IJEHTUYHICTh TPOEKTY, BHU3HAYAE
KOJIOPUCTHKY, THUMOrpagiky, CHMBOJIKY ¥ BiANOBiZae 3a
iHTYyiTUBHICTD 1HTepdeiicy. ToMmy y KoMmMaHAl pO3pPOOHUKIB
rpadiyHUi  OM3aifHEp €  pIBHONPAaBHUM  YYaCHHUKOM
MDKIMCHIUILIIHAPHOI CITIBMpAlli, 110 BUMArae sk mpodeciiHux
3HaHb, TaK 1 PO3BHHEHMX KOMYHIKAaTUBHUX Ta KPEaTUBHUX
HaBMYOK. BrpoBa/yKeHHS TPOEKTHO-OPIEHTOBAHUX METOIB
HABUYAHHS Ta aHaJIi3 yCIIIIHUX KelciB (Hampukiag, «Minecrafty,
«The Witcher 3») cBimyarb mnpo JOUIABHICT IOEJHAHHS
TBOPYOTO ITiIXOAY 3 CHCTEMHOIO aHAJIITHKOIO KOPUCTYBAI[bKOTO
noceiny. HalGyTTs kKoMmmeTeHTHOCTEeH y cdepi reimM-au3ainy
MIJBUIIY€E KOHKYPEHTOCIIPOMOXKHICTh I'paiuyHUX JU3aiHEPIB 1

pO3ILINPIOE ixHi MO>KITUBOCTI JUTSt pobotu B
MYJIbTHANCIUIUTIHAPHUX KOMaHJaX i peami3aiii BIIACHUX
MIPOEKTIB.

[Tomanpmii  poO3BLAKM  MOXYTh  30CEpeAMTHCA  Ha
MOJICJIIOBaHHI MPOQeciiHUX KOMIIETEHTHOCTEH rpadiyHOro
nu3aifHepa SK TedMIu3aiiHepa Ta METOJIB iX J1arHOCTHKH;
anauni3i BIumBy « VR/ARY, IITYYHOT0 iHTENEKTY i MpoleaypHOl
reHepailii Ha BUMOTH /0 BidyanbHoro jausaiiny ta «UX/Uly;
BHUBUEHHI IHTErpallii HaI[lOHaTbHUX XYJIOKHIX TpaIuIliil Ta
€THOJU3allHy B IrpOB1 MPOIYKTH; BU3HAYEHH1 €()EeKTHUBHOCTI
MPOEKTHUX (POPM HABYAHHS IS MaOYTHIX reiM-anu3aiHepis;
MOTIMOJICHOMY  JIOCTI/DKEHHI TICHXOJIOTii TpaBIsd W podi
BI3yallbHUX pilleHb y (opMyBaHHI MOTHBalii Ta CTaHiB
«1OTOKY». Po3poOka 1ux HampsMiB J03BOJMTH BUOYAYyBaTU
LUTICHINTY TEOPeTHYHY Ta METOAMYHY OCHOBY W CIpHUSTHME
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MOsBl irOp HOBOTO MOKOJIHHS, OpPI€EHTOBAaHMX Ha TJIHOOKE
eMOIIiliHe 3aHypPEHHS Ta SAKICHUH Bi3yaabHUH JOCBIJ.
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GAME DESIGN FOR GRAPHIC DESIGNERS:
STRUCTURE, METHODOLOGY, COMPETENCIES

Abstract. The article is dedicated to the comprehensive
analysis of game design as an interdisciplinary field that
integrates artistic, technical, and communication approaches
into the professional activity of graphic designers. The historical
stages of game design development are traced: from the first
arcade games and text quests to multi-layered open-world
projects, “VR/AR” platforms, mobile applications, and large-
scale multiplayer environments. The role of the indie sector is
emphasized, as it opens up new creative opportunities through
experimental visualization forms and innovative mechanics. The
structural components of game design are considered:
mechanics, narrative scenarios, level design, character systems,
interfaces, stylistics, and artistic solutions that ensure process
integrity and shape a unique user experience. The significance
of graphic design is highlighted as a factor determining the
game’s visual language, the emotional expressiveness of the
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environment, and communication with the player.
Methodological approaches to integrating graphic elements into
game worlds are analyzed, including the application of “UX/UI”
principles, iterative prototyping, usability testing, procedural
generation, cross-platform adaptation, and “VR/AR” tools to
create immersion effects. The prospects of using artificial
intelligence and neural networks in the creation of graphic
assets, automation of routine tasks, and personalization of the
gaming experience are outlined. Emphasis is placed on the
development of professional competencies: creativity, technical
literacy, strategic thinking, communication skills, the ability to
work in interdisciplinary teams, and adaptability to changes in
the digital environment. The article summarizes the results of
domestic and foreign studies, presents examples of successful
cases (“Minecraft”, “The Witcher 37, “Monument Valley”, “Ori
and the Blind Forest”, “Genshin Impact”, “Fortnite”), and
analyzes educational practices of leading universities that
combine academic training with partnerships in the creative
technology industry. The findings can be applied to the
improvement of educational programs, the development of
courses in digital media, and as a methodological basis for
practitioners striving to implement competitive game projects.

Key words: game design, graphic design, “UX/UI”,
interactivity, learning methodology, competencies, creativity,
gameplay.
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INNOVATIVE APPROACHES TO THE FORMATION
OF IMAGERY IN CONTEMPORARY SMALL-FORM
SCULPTURE

Abstract.  Contemporary  small-form  sculpture
represents a dynamic field of artistic exploration where
traditional plastic principles intersect with technological
innovation and conceptual experimentation. The article
examines innovative approaches to the formation of imagery in
modern small-form sculpture through the interaction of
material, color, texture, and patina. Color and patina are no
longer regarded as decorative or secondary features but as
integral expressive tools that define emotional depth and
symbolic resonance. Patina is interpreted as a living surface
element, not merely a trace of time but an active participant in
the composition, revealing material stratification and enhancing
the sensory dimension of form. Color, meanwhile, functions as
a structural and spatial element that organizes rhythm, volume,
and visual balance. The study highlights current artistic
practices employing polymers, composites, bronze, stone, and
digital technologies such as 3D printing, laser engraving, and
augmented reality. These innovations contribute to the synthesis
of the tangible and virtual, expanding the aesthetic language of
sculpture. Ukrainian artists are analyzed in the context of
integrating European tendencies while maintaining national
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identity and cultural sensitivity. Their works demonstrate how
color and patina transform sculpture into a medium of emotional
and symbolic communication, reinforcing the connection
between material and meaning. The author concludes that
contemporary  small-form  sculpture operates as an
interdisciplinary system in which technological and sensory
innovations coexist with spiritual and historical dimensions.
Color, texture, and patina become philosophical categories that
shape a new typology of imagery, transforming sculpture into a
living organism of time, matter, and memory.

Key words: easel sculpture, small-form sculpture, color,
patina, imagery, texture, new materiality, innovative
technologies, artistic form, transformation.

Introduction. The development of contemporary small-
form sculpture in the 21% century takes place within the context
of profound transformations in artistic thinking, technological
innovation, and the redefinition of materiality in art. Whereas in
classical sculpture the leading role belonged to volume, texture,
and proportion, today these categories are complemented by
color, patina, digital visualization, and interactivity. The small
sculptural form becomes a laboratory of artistic
experimentation, where the synthesis of the material and the
virtual, the handcrafted and the algorithmic, defines a new stage
in the evolution of plastic art.

The relevance of this study is determined by the need to
comprehend innovative approaches to the formation of imagery
in contemporary small-form sculpture, in which color and patina
are no longer perceived as merely decorative elements but as
independent artistic categories that determine the emotional and
semantic structure of the artwork. Through the interaction of
material, texture, color, and light, modern sculpture forms a new
language capable of expressing the spiritual and aesthetic
dimensions of human existence in the technological age.
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The purpose of the article is to analyze innovative
techniques and technologies that influence the formation of
imagery in small-form sculpture, as well as to reveal the role of
color and patina in contemporary plastic thinking.

The object of the research is the process of development
of modern easel small-form sculpture, while the subject is the
expressive means of form creation related to material, color,
patination, and digital modeling.

The scientific novelty of this work lies in identifying the
function of color and patina as essential components of artistic
imagery and in defining the tendencies of synthesis between
traditional and digital sculpture in both Ukrainian and European
contexts.

The research methodology combines comparative art-
historical, analytical, morphological, and structural approaches,
which make it possible to trace the interconnections between
classical sculptural techniques and innovative processes of form
creation.

The practical significance of this study is determined by
the potential application of its results in the educational process
of art institutions, particularly in the development of authorial
programs on plastic modeling, color composition, and digital
design in sculpture.

The study aims to reveal the specificity of the modern
artistic language of small-form sculpture, where color and
patina emerge not only as aesthetic accents but as philosophical
categories that reflect the interrelation of time, material, and
spirituality within the artistic process.

Analysis of research and publications. The problem of
the development of contemporary small-form sculpture has
gained increasing relevance in Ukrainian and European art
scholarship in recent decades. Among Ukrainian researchers,
the transformation of traditional sculptural language and the
search for innovative means of form creation have been
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thoroughly analyzed by N. Averianova [1, pp. 45-46],
V. Andrushchenko [2, pp. 72-74], and T. Vlasenko [3, pp. 48-
49], who define small-scale sculpture as a polyphonic
phenomenon that wunites precision, individuality, and
technological aesthetics.

V. Zaichenko emphasizes that Ukrainian small-form
sculpture actively integrates into the broader European artistic
context, adopting and transforming the aesthetics of modernism
and postmodernism [4, p. 78]. I. Zubar, in the monograph “New
Materiality in Contemporary Sculpture”, explores the
relationship between material, technology, and artistic concept,
defining color, texture, and patina as fundamental components
of the sculptor’s visual language [5, pp. 56-58].

S. Kovalchuk describes the use of digital tools and 3D
modeling as a key innovation that expands the traditional
boundaries of plastic art and opens new possibilities for imagery
formation [6]. L. Lysenko notes that the search for new artistic
language in Ukrainian sculpture takes place through the
reinterpretation of academic tradition within contemporary
cultural dynamics [7, p. 25].

The issue of genre and media synthesis in sculpture is
examined by V. Odrekhivskyi, who explores the intermedial
character of twenty-first-century plastic art, where the material
and digital essences of sculpture coexist in a unified space [8,
pp. 99-100]. Similarly, V. Petrychenko emphasizes that
innovative technical approaches not only broaden the artist’s
expressive means but also create a new symbolism of space and
volume [9, pp. 23-25].

In his comprehensive study “Ukrainian Art in the
European Cultural Space”, O. Rohotchenko analyzes the
phenomenon of national identity in the context of global artistic
processes, stressing the importance of preserving cultural
memory in the age of technological change [10, pp. 112-114].
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European authors, such as J. Armstrong [11, p. 37],
T. Barrett [12, p. 85], and A. Becks [13, p. 42], explore the
tendencies of small-form sculpture through the prism of
experimentation with color, surface, and material. In the works
of C. Bonnet [14, pp. 56-57] and T. Cragg [15, p. 61], patina is
interpreted as a symbolic code that unites time, material, and the
emotional dimension of perception.

Research by E. Davidson [16, pp. 74-75] and S. Farthing
[18, p. 119] reveals the expansion of contemporary sculpture
toward conceptualism, where material, color, and texture form
a new semantic and aesthetic system. Similar ideas are found in
the writings of L. Keane [19, p. 144] and L. Young [20, p. 212],
who interpret small-form sculpture as a medium of
communication between tradition and technological aesthetics.

Summarizing the existing research, it can be concluded
that modern studies consistently demonstrate a desire to
integrate innovative technologies into the field of small-form
sculpture while maintaining its spiritual, material, and historical
integrity. This combination provides a theoretical foundation for
further analysis of the role of color, texture, and patina in
shaping the artistic imagery of contemporary small-form
sculpture.

Results. The research shows that contemporary
Ukrainian small-form easel sculpture is undergoing an active
process of evolution that wunites academic tradition,
technological innovation, and a conceptual search for new
imagery. Within the artistic space of the twentieth and twenty-
first centuries, a polyphonic structure has emerged in which
classical principles of plastic art interact with digital
technologies, new materials, and experimental forms. This
process is especially evident in the artists’ aspiration toward the
synthesis of the material and immaterial, where color, patina,
and texture acquire independent artistic significance.
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Color and patina have moved beyond their traditional
decorative functions to become carriers of emotional, symbolic,
and philosophical meaning. Color performs the role of an active
compositional element, defining the rhythm, dynamics, and
psychological tension of the composition. Patina is interpreted
as a metaphor of time and memory, a living layer of the surface
that reflects the process of formation, records the material
history of the artwork, and amplifies its inner energy. The use
of artificial patination allows artists to combine traditional
craftsmanship with modern technologies, controlling tonal
depth, optical effects, and the overall emotional atmosphere of
the object. As a result, color and patina act as expressive tools
that emphasize the symbolic, dramatic, or harmonic essence of
form.,

The development of Ukrainian small-form sculpture is
accompanied by the rise of a new materiality, in which
traditional materials-bronze, stone, wood, and clay-interact with
polymer composites, resins, metal alloys, 3D printing, and
digital modeling. This integration expands the field of
experimentation, generating hybrid structures in which the
boundaries between physical and virtual objects are blurred. The
interaction of light with colored and patinated surfaces creates
the effect of spatial “breathing”, where form appears not static
but dynamically alive, constantly shifting in perception.

Contemporary Ukrainian artists, continuing the tradition
established by Mykhailo Lysenko’s school, develop the spiritual
and philosophical dimension of plastic art, emphasizing the
connection between material reality and internal intention. In
the works of Volodymyr Korchovyi, Zenoviya Fedyk, Viktor
Volosenko, and VVolodymyr Lypovka, there is a visible tendency
toward the harmonization of color and texture as means of
emotional generalization. Their sculptures combine intimacy,
symbolism, and technological precision, forming the
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contemporary visual language of Ukrainian small-form
sculpture.

Within the broader European context, this process
develops in parallel directions. The works of Tony Cragg, Henry
Moore, and Magdalena Abakanowicz demonstrate shared
foundations: the interpretation of material as a living substance
that breathes, ages, and transforms; the use of color as a spatial
marker; and the transformation of patina into a philosophical
symbol of time. Ukrainian sculptors actively integrate these
principles, adapting them to their own cultural and spiritual
heritage while maintaining the intimacy and inward
concentration of their imagery.

The findings confirm that modern small-form sculpture
develops a new aesthetic of material being, in which color and
patina function as mediators between matter, light, and spiritual
meaning. They become essential factors of artistic imagery,
shaping not only the visual appearance of the work but also its
conceptual essence. This direction in Ukrainian sculpture
reflects broader European tendencies toward the synthesis of
traditional plastic art and technological innovation, while
preserving its distinct identity, symbolic depth, and cultural
continuity.

Conclusions. The conducted research has shown that
contemporary Ukrainian small-form easel sculpture represents a
complex and multifaceted phenomenon in which academic
continuity, technological innovation, and spiritual depth are
harmoniously intertwined. Its development in the twentieth and
twenty-first centuries unfolds through an active dialogue
between tradition and modern methods of form creation, where
color, texture, and patina function not as decorative elements but
as conceptual factors shaping a new aesthetic of imagery. Color
and patina define the character of modern sculptural thinking,
creating a multidimensional artistic space in which materiality
merges with philosophical meaning. Patina appears as a
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metaphor of time, a bearer of historical memory, and a sign of
spiritual endurance, while color acquires symbolic resonance,
serving as a means of emotional expression and formal
harmony. In contemporary Ukrainian sculpture, these
expressive elements not only enrich the aesthetic perception of
form but also expand its semantic depth, allowing artists to
convey complex psychological states, meditative stillness, and
metaphorical tension.

The emergence of new materiality occurs through the
combination of traditional materials — bronze, clay, stone, and
wood — with polymers, resins, metal alloys, 3D printing, and
digital modeling. Within this synthesis arises a distinct type of
artistic thinking in which the physical and virtual coexist in
harmony. Such tendencies can be observed in the works of
Ukrainian sculptors Volodymyr Korchovyi, Zenoviya Fedyk,
Volodymyr Lypovka, Viktor Volosenko, Oleksandr Pinchuk,
Roman Petruk, Ivan Osadchuk, Nazar Bilyk, and Mykola
Malyshko, whose creative approaches demonstrate a high level
of experimentation with form, color, and texture while
preserving national spiritual identity. Their works are
characterized by intimacy, conceptual generalization, and an
organic combination of traditional modeling with modern
technologies, revealing a philosophical understanding of
material and form.

European influences — particularly the artistic legacies of
Henry Moore, Tony Cragg, and Magdalena Abakanowicz —
intensify this process but do not diminish Ukrainian
individuality. On the contrary, they encourage the search for
new expressive means where spirituality, symbolism, and
technological freedom coexist. Ukrainian small-form sculpture
confidently integrates into the European art space while
remaining grounded in the humanistic and material principles
inherited from the national sculptural school.

289



APT-naar®OPMA. 2025. Bun. 2(12)

Modern Ukrainian small-form sculpture asserts itself as
a space of interdisciplinary synthesis in which the artist thinks
not only in terms of form but also through categories of time,
light, color, texture, and technological energy. Color and patina
act as mediators between the material and the spiritual, forming
a new artistic language that unites tradition and innovation. By
integrating European tendencies while preserving their national
essence, Ukrainian sculptors embody a balance between the
universal and the individual, between the global discourse of
contemporary art and the unique plastic and poetic code of
Ukrainian culture.
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HOBITHI TIPUMOMHA ®OPMYBAHHS OBPA3HOCTI
B CYUACHIHA CKYJBITYPI MAJIUX ®OPM

AHotanisa. CydacHa CKyJIbnTypa Maiux ¢opMm €
IUHAMIYHUM noJieM  XYJOXKHIX €KCIIEpPUMEHTIB, e
MOEHYIOThCS  TpaJuliiiHa IJIacTUYHA IIKOJA, HOBITHI
TEXHOJIOTIYHI MOXJIMBOCTI Ta MNOTIMOIEHUI MOIIyK HOBOL
oOpa3HoCTi. Y CTarTi pO3MJISNAIOTHCS HOBITHI NpUHOMH
(dbopMyBaHHS XyA0XKHBOIO 0Opa3dy B CydacHI CKYJbNTYpl
Maiux (opM, 30Kkpema yepe3 B3aeMOJII0 Marepialy, KOJIbopy,
¢daktypu Ta mnaTuHHU. JlocnmiKEeHO, [K KOJip 1 TMaruHa
nepecTaloTb ~ OyTH  JUIIe  JONOMDKHMMH  3aco0amu
NEKOPYBaHHS, TIEPETBOPIOIOYMCh HA CaMOCTIMHI XYIO0KHI
KaTeropii, 110 BHU3HAYAIOTh EMOIIIHO-CMUCIIOBY CTPYKTYpY
TBOpY. [laTHa TpakTyeTbcs HE JUIIE SK O3HaKa cTapiHHS abo
TEXHOJIOTIYHOTO e(eKTy, a SIK €JIEMEHT HBOi MOBEPXHi, 110
po3kpuBae  TMOWHY  (akTypu, JHOJA€E  ICTOPUYHOCTI,
HJKPECIIIOE yac sIK CKJIaJ0By MUCTelbKoro npouecy. Koiip, y
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CBOI0O Uepry, pO3IJSIAETbCA SK CTPYKTypHAa 4YacTHHA
IUTACTUYHOI MOBHM, 37aTHAa MOJEIIOBAaTH IPOCTIp, BU3HAYaTH
pUTM, Bary Ta €HEPreTHKy o0’eMy. Y CTaTTi aHAJi3yIOTbCA
HOBITHI TEXHOJOTIi CTBOPEHHS CKYJbNTYpHUX (opMm —
BUKOPHUCTaHHSA IOJIIMEPiB, KOMIO3UTHUX MaTepiamiB, 3D-
JPYKY, JJA3€pHOT0 IPaBIIOBAHHS Ta JIOMIOBHEHOI PeaJIbHOCTI, 110
CIpUSIOTH  (OPMYBaHHIO HOBHX MIIXOZIB [0 CHHTE3Y
MatepiajibHOro i nu¢poBoro. BuzHaueHo, 1o cyyacHa maia
IUIaCTUKA (YHKIIOHY€E y CTaHl JiaJlorTy MDK TPaJuIli€lo Ta
IHHOBAIII€10, TOENHYIOYM OpOH3y, KaMiHb YH JEpEeBO 3
CydacHUMH MarepiajamMu 1 [OU(POBUMH  TEXHOJIOTISIMH.
OcobnuBa yBara NpUIUISETBCS YKPAiHCBKUM MUTISIM, SIKI Y
CBOiX po0OOTax IHTErpylOTh KOJIp 1 MaTHHY SK 3aco0u
€MOLIIfHOrO  BIUIMBY Ta CHUMBOJIYHOI  y3arajabHEHOCTI.
[TigkpeciroeTsesi, M0 1HHOBAIIHHI TPUHOMH (OPMOTBOPEHHS
He 3alepeyuyroTh KJIACUYHUX 3acajl, @ PO3BUBAIOTH iX y HAPsAMI
MDKIMCIHUILTIHAPHOTO CUHTE3Y. 3p00JIeHO BUCHOBOK, 1110 KOJIIp,
(dakTypa i maTuHa y Cy4yacHiil CKyJbOTypi Manux ¢opMm € He
JUIIE eCTEeTUYHUMH, a U (PUIOCOPCHKUMHU UYMHHUKAMH, SKI
BH3HA4Yal0Th HOBY THUIIOJOIiI0 0OpasHOCTI, /e XyAOXKHIH TBIp
CTa€ HOCIEM Yacy, MaTepiaibHOI ITaM’ STl Ta JyXOBHOI €HEprii.

Kaw4oBi ciaoBa: craHkoBa  CKyJbNTypa, Mala
MJIaCTUKA, KOJip, TMaThHa, OOpa3HICTh, (QakTypa, HOBa
MaTepialibHICTh, 1HHOBAIIMHI TEXHOJOTIi, XYIOXHsS Qopma,
TpaHnchopmarris.
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PUCYHOK I ’KUBOIIUC K BA3OBA CKJIAJOBA
MIAI'OTOBKU CYYACHOI'O ®AXIBIIA 3
TPA®IYHOI'O TU3AHHY OP «BAKAJIABP»

AHoOTalig. Y CTaTTi pO3IJISHYTO POJIb KUBOIUCY Ta
PUCYHKY $K (yHAAMEHTalIbHUX JAMCLUMIUIIH Yy TpoIleci
HiATOTOBKM JTM3aliHEpiB OCBITHBOI'O CTyINEHs OakanaBpa.
[linkpecieno 3HayeHHS OOpa30TBOPUOrO  MHUCTENTBA Yy
¢dbopMyBaHHI TpoheciiHUX KOMIETEeHTHOCTEH, HEOOX1THUX ISt
e(peKTUBHOI JAu3ailHepchKoi AisuibHOCTI. OcoOnauBy yBary
NPUIIEHO PUCYHKY SIK IHCTPYMEHTY PO3BHUTKY MPOCTOPOBOTO
MUCJICHHSI, aHAJITUYHOTO CHPUMHATTA (POpMH, MpOMOpIiil Ta
CTpYKTypu mpenmertiB. Harojomeno, 1o  BOJOAIHHA
aKaJIeMIYHUM PUCYHKOM CIIpUSi€ PO3BUTKY 3aTHOCTI OaunTu i
BIITBOPIOBAaTH KOHCTPYKTUBHY OCHOBY 00 €KTiB, IO € 6a30BUM
acrmekToM Yy Ju3aifHepcbkoMy mpoekTyBaHHI. JKuBomuc
po3rsiaeTbess Ak 3aci0  GopMyBaHHA ~ KOMIO3HMILIHHOTO
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O0ayeHHs, PO3YMIHHS TapMOHII KOJBOpY Ta B3aeMOJIl
CBITJIOTIHLOBHMX BiJHOIIIEHL. BH3HAaUeHO, IO 3HAHHS 3aKOHIB
KOJIbOPO3HABCTBA 1 MPUHIIMIIIB KOJIPHUX PillIeHb J03BOJIAIOTH
MaiOyTHIM (axiBIsIM CTBOPIOBAaTH €CTETUYHO IIUTICHI Ta
BUpa3Hi 00pasu. [lokazaHo 3HaUeHHS XYA0KHBOT MIATOTOBKU y
dbopmyBanHi npodeciiiHol 1HTYII, XYyI0XKHBOTO CMaKy Ta
KpEaTWBHOCTI, IIO0 HEOOXigHI i PO3pOOKM 1HHOBALIHHUX
IU3alHEPChKUX pilleHb. Y Cy4acHOMY OCBITHBOMY IIpOILIieci
aKIEHT 3MIIIYeThCS Ha I1HTErpalilo KIACHYHUX XYJOXKHIX
HAaBUYOK 13 [HU(PPOBUMHU TEXHOJOTISIMH, IO JO3BOJISE
CTYyZICHTaM aJanTyBaTH TPAIHIiiHI METOAUKH IO HOBUX YMOB 1
npodeciiinux BuUMoOr. BukopucranHs 1mudpoBOro >KMBOIUCY,
3D-rpadiku, BipTyaapbHOI Ta JOMOBHEHOI PEAbHOCTI CIIpHUSE
PO3BUTKY 1HHOBALIIIHOTO MUCIIEHHS Ta PO3LIUPIOE MOKITUBOCTI
TBOpYOi peamizanii. OKpeMy yBary HMpHIIEHO B3a€MO3B’SI3KY
TPaAULIHHAX MUCTEUBKUX MPAKTUK 13 Cy4aCHUMU HUPPOBUMHU
TEXHOJIOTIIMU. 3a3HAa4YCeHO, 10 IHTErpallis KIACUIHUX METOJIB
PUCYHKY 1 JKHBONHCY 3  MOXJIHMBOCTAMHU  ITU(PPOBUX
IHCTPYMEHTIB PpO3IIMPIOE TBOPUMN MOTEHLIaN JAu3aiiHepiB,
cpusie (OPMYBAHHIO IXHBOI KOHKYPEHTOCIIPOMOKHOCTI Yy
CydacHOMY TpodeciiHOMYy cepeloBHIlli. 3pOOJEHO BUCHOBOK
Ipo HEoOXiJHICTh 30epekeHHs (yHIaMEHTalIbHOI  poli
KHMBOIMUCY Ta PUCYHKY Yy HaBUYAJIBHUX IUIaHAX IirOTOBKA
T3aiHEpIB.

KawuoBi cjoBa: XMBONNC, PUCYHOK, AW3aliHEPCHKa
OCBITa, IPOCTOPOBE MUCIEHHSI, KOJIbOPO3HABCTBO, KOMIIO3HILis,
XYHO0XKHS MiJrOTOBKA, TBOPYUH IMOTEHITIaI.

Beryn. YV cydacHHX yMOBax pO3BHTKY KpEaTHBHHMX
iHAyCTpill Ta HM(pPOBUX TEXHOJIOTIH mpodeciiiHa MiAroToBKa
TU3aifHepIB BHMAara€ TMO€JHAHHS TPATUIIAHUX XYHAOXKHIX
JUCLUUIUTIH 13 HOBITHIMM METOJaMHM Ta IHCTPYMEHTaMH.
XKuormmc 1 pHCYHOK € (QyHIAMEHTAIFHUMH CKJIaIOBHMHA
XYZ0XKHBOT OCBITH, 5IKI ()OpMYIOTH 0a30BI HaBUUKH, HEOOXiHI
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IUIs1 PO3BUTKY TBOPYOTO MUCIICHHS, IPOCTOPOBOTO CIIPHHHATTS,
KOJIbOPOBOT'O YyTTS Ta KOMIO3uiiiHOro Oauenus [1; 3; 5].
BuBuUeHHS pUCYHKY J/03BOJISI€ CTYAEHTaM OIAHYBaTH OCHOBHU
nepenavi GopMu, MPOHoOPIIiil, NEPCIEKTUBH Ta TEKCTYPH, IO €
KIIOYOBUM JUISI CTBOPEHHS TOYHHX €CKI3IB Ta TPOEKTHUX
KOHIEMNIi} y pi3HUX chepax auzaiiHy. XKupormuc, y CBOIO uepry,
7a€ MOXIIUBICTh TJIMOLIE PO3YMITH B3a€MOJII0 KOJIBOPIB,
TapMOHIIO BIATIHKIB, KOHTPACTH Ta iX MCUXOJIOTIYHUH BILIUB Ha
CTIIOKMBaYa, 110 € 0COOIMBO aKTyalIbHUM Y rpadidHOMy, BeO- Ta
OpenaoBoMy nu3aiii [5; 7; 11].

Y cydacHOMY OCBITHBOMY IPOIIECI aKIIEHT 3MIIIYETHCS
Ha IHTErpalil0 KJIACHYHUX XYJOKHIX HAaBUYOK 13 HU(POBUMHU
TEXHOJIOTISIMH, IO  JIO3BOJISIE  CTYJASHTaM  aJlalTyBaTH
TpaAULifHI METOAMKHU 10 HOBUX YMOB 1 MpodeciiiHuX BUMOT.
Bukopucranas ~ mudpoBoro  xkuBommcy,  3D-rpadixw,
BIpTyanpHOI Ta JOMOBHEHOI PEalbHOCTI CHPHUSE PO3BUTKY
IHHOBAIITHOTO MUCIIEHHS Ta PO3IMIMPIOE MOKIUBOCTI TBOPYOT
peamizamii [10; 12; 15].

Mertoro naHoi cTaTTi € BceOlYyHEe IOCIHIIKEHHS POl
KUBOMHCY Ta PHUCYHKY SK (yHIaMEHTAIbHOI OCHOBH
MIITOTOBKY JM3aifHEPIB OCBITHBOTO CTYTEHS OaKkaiaBpa, aHami3
iXHROTO 3HaueHHs y (OpMyBaHHI XYIOKHBOTO MHCICHHS,
npodeciiHUX  KOMIETEHIIi Ta 37JaTHOCTI  aJanTyBaTH
TpaauIiiHI HABUYKH 10 CYYaCHUX TEXHOJOTIN qU3aiHy.

VY cyyacHOMy CBITI AM3aiiH BiAIrpa€ KIOYOBY POJb Y
(opMyBaHHI €CTETUYHOIO Ta (DYHKI[IOHAIBHOTO CepeI0BHILA
MOOUHU. Bucoka  KOHKypeHIis Ta MOCTIMHI  3MIHHU
COLIIOKYJIbTYPHOTO KOHTEKCTY BHUMAararoTh BiJl AM3aiiHEpiB He
nuiie npodeciiHoT KOMIIETEHTHOCTI, a i ITMO0KOro po3yMiHHS
XYJIOKHBOTO 0OaueHHss Ta 3/JaTHOCTI JO IHHOBAIIITHOTO
muciieHHsa. OJTHAM 13 BOKJIUBUX aCIMEKTIB MIATOTOBKH (haxiBIliB
y cdepi auzaiiHy € pO3BUTOK MPOCTOPOBOTO MHUCIIEHHS,
KpeaTHUBHOCTI Ta Bi3yallbHOI I'paMOTHOCTI. JKHBOMHUC 1 pUCYHOK
TPAaJULIHHO CIYTyIOTh HE JHMIIE 3aco0aMu  XyJA0KHBOTO
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BUPDOKEHHA, a ¢ eQEeKTUBHUMHU IHCTPyMEHTaMH IS
dbopmyBaHHs TIpodeciiHOrO OavyeHHS Ta KOHIENTYaJIbHOTO
MUCJICHHS] MallOyTHIX au3aitaepis [1; 2; 5].

[Tonmpu 3HAaYHYy KUIBKICTH JOCHIDKEHb Yy  cdepi
IU3ailHEPCHKOl OCBITH, MTUTAHHS BIUIUBY XYJIOKHIX TUCIUILTIH
Ha PO3BUTOK MUCIIEHHS JU3aliHEPIB 3aJUIIAETHCS HEAOCTATHHO
BucBiTIeHUM. CydacHi TeHAEHIIT U poBi3ailii, BIPOBaKCHHS
KOMIT IOTEPHOTO MOJIENIIOBaHHs, BIPTyalbHOI Ta JOMOBHEHOI
peanbHOCTI MPU3BOIATH 10 3HM)KEHHS yBard A0 TPAJUIIHHUX
METO/IIB HaBYaHHS, 30KpeMa PUCYHKY BiJl PYKH Ta KHBOIIUCY
[11; 15]. Lle MoXxe HEraTMBHO BIUIMHYTH Ha 3JaTHICTH JIO
IHTYiTUBHOTO BiguyTTd GOpPMHU, TEKCTypH, TMPOMOPIIN 1
KOMMO3ULii, 1m0 € (YHIAMEHTAIBHUMH HAaBUYKAMH  JUIS
npodeciiiHoi AisIbHOCTI qu3aiiHepa [1; 7].

TpaauuiiiHi XyA0KHI TUCIUIUTIHA € OCHOBOIO PO3BHTKY
npodeciiHUX ~ KOMIETEHIIN  au3aiiHepiB.  Hampukian,
nocnikenass B. Tonwapenka [5] ta O. Tonuapyka [6]
MIATBEPKYIOTh, IO XYJOXXKHI METOIW BIUIMBAIOTH Ha
(dhopmyBaHHS Bi3yaJTIbHOTO MUCIICHHS Ta PO3YyMIHHS KOMITO3HIII].
Hocnimpkenns JI. )KykoBoi [ 7] Harosouye Ha BaKJIMBOCT1 TeOPii
KOJIbOPY JUTSI CTBOPEHHS TAPMOHIHHIX TN3alHEPCHKUX PIillICHb.
JKuBomnuc 1 pUCyHOK BiJIrparoTh BaKJIMBY POJIb y mpodeciiHii
MIArOTOBII  au3aiiHepiB. PucyHOK JomomMarae HaBYMTHCS
mBUAKO ¢ikcyBaTH i7ei, 1m0 € HeoOXiHMM Ha eTamnax
KOHLENTYyaJbHOrOo NpoeKkTyBaHHA [12, c. 45]. Bin po3BuBae
aHAJITUYHE MMCJICHHS, 3JaTHICTh JO alcTparyBaHHA Ta
neramizauii ¢opmu. JKuBomuc crpusie pO3BUTKY BIAUYTTS
KOJIbOpPY, CBITJa Ta TJIUOWHU, 10 BAaXJIMBO JAJISi CTBOPEHHS
SAKICHUX Bizyamizauiit [7, c. 23]. BukopuctanHs KHUBONHCHUX
TEXHIK JIOlIOMara€e Kpamie po3yMITH €MOIIMHUN BIUIUB
KOJIbOPOBUX KOMITO3HIIi# Ha risimada [9, ¢.78].

BifcyTHICTP KOMIIIEKCHOTO MiJIXOAy 10 TMOETHAHHS
M(POBHUX TEXHOJOTIH 13 TPAAUIITHUMH XYJO)KHIMU METOAAMHU
CTBOPIOE PO3PUB y MiAroToBLI MaiOyTHIX ¢axiBuiB. L{upposi
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IHCTPYMEHTH JI03BOJISIIOTH JOCSTAaTH BHCOKOI TOYHOCTI Yy
MPOEKTYBaHHI Ta Bi3yaumi3alii, ajie 0OMEXYITh MOXKIUBICTh
IHTYITUBHOTO TIOHIYKY (OpPMH Ta XYAOXKHBOI eKcIpecii.
XKuBormuc 1 PpPUCYHOK CHpPUSIOTH PO3BUTKY MOTOPHKH,
MPOCTOPOBOTO MHCJICHHS Ta BIAUYTTS KOMIO3MINi, M0 €
KPUTHUYHO BAXJIUBUMM Ul  CTBOPEHHS T'apMOHIHHOIO
JTu3aiiHepChKOTro cepenoBuia [2; 9; 13].

30epexeHHss  OamaHCy  MDK — TpaguIliiHUMH  Ta
IUGPOBUMH TIIXOAaMU JO3BOJSIE 30€perTH YyTTEBICTH [0
dbopMH Ta XyHOXKHIO €KCIPECito, 0 KPUTUYHO BAXIIUBO JJIS
nu3aiiHepiB y mporeci po3poOku mpoekTiB [3; 14]. XKusomuc i
PUCYHOK  3alMINAIOTHCS  HEBII'€MHUMHM  CKJIaJ0OBUMHU
npodeciifHol  MArOTOBKM — Jau3aiiHepiB. BoHM  crpusorh
PO3BUTKY IPOCTOPOBOIO MUCJIEHHS, KPEATUBHOCTI, XyA0KHBOI
BHPA3HOCTI Ta Bi3yaJlbHOI IPaMOTHOCTI. Y CydYacHHX yMOBax
nudposizaiii BaXJIMBO HE BIIMOBISATHCS BiJ TpPagUIliHHUAX
METO/IB HaBYaHHS, a IHTETPyBaTH iX Yy HAaBUYAJIBHUU MpOIEC
MOpsiT 13 HOBITHIMHU TeXHOJOTiIsIMU. KOMITIEKCHMIA TiAXix 10
OCBITH, WIO TOEIHYE KIACHYHI XYIOXKHI JUCHUIUIIHA 3
IUGPOBUMH  IHCTPYMEHTaMH, CHpUATUME  (HOPMYBAHHIO
BCeOIYHO PO3BUHEHMX (haxiBI[IB, 3JJaTHUX CTBOPIOBATHU SIKICHE,
(GyHKIIOHAIbHE Ta €CTETUYHO JOBEpIleHe Ju3aifHepChKe
CepeIOBHUILIE.

AHani3 nochaizkeHb Ta mnyOJaikamid. Y HayKoOBUX
npamsix JociaiaHukKiB, 30kpema [. berrrepa ta JI. JKykoBoi,
HaroJIOIIy€eThCs Ha POJIl )KUBOMHKCY Y (POPMYBaHH1 KOJIbOPOBOTO
COPUMHATTA Ta  KOMIO3MIIMHOIO  MHCIEHHA. ABTOpHU
HiAKPECIIOTh, 1[0 Yepe3 BHBYEHHS KOJIbOPOBOi TaMH,
KOHTPACTIB 1 BIATIHKIB CTYJEHTH OTPUMYIOTH MOXJIHUBICTb
CTBOPIOBATH T'apMOHIIHI TU3aiiHEpChKi PILIEHHs, BPaXxOBYIOUU
SIK €CTeTHYHHM, Tak 1 (yHKIioHampHUN acmektu [1; 7; 11].
BaxuBicTh BOTO acmeKTy MiATBEPIUKYETHCS JTOCITIKEHHIMU
B. I'onuapeHka, sikuii 3a3Havae, O NMPABWJIBHE BUKOPUCTAHHS
KOJIbOPY B IM3alH1 03BOJISIE TOCATATH IICUXOJIOTTYHOT'O BILUTUBY
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Ha CIIOKMBayda, (popMyBaTH CTHJIb Ta IGHTHYHICTH OpeHay |5,
c. 56].

Y po6ori H. ITlerpoBoi 3a3HavaeThCs, MO >KUBOIUC
CIIpUSiE PO3BUTKY EMOLIMHOrO CHPUMHATTA Ta 3IaTHOCTI
nepelaBaTu HACTPid uepe3 BizyaslbHI 00pasu, 110 € BAKIUBUM
JUTsI CTBOPEHHS €(DEKTUBHUX JU3aWHEPCHKUX MPOAYKTIB [5; 11].
Bona Tako akIeHTye yBary Ha TOMY, 1110 BMiHHS IPAIfOBaTH 3
KOJIbOPOM Ta CBITJIOM JIa€ MOXJIMBICTh  AM3aiiHepaMm
CTBOPIOBATH IMONII Ta BHPA3HINI  KOMIO3MINI, SKi
NpUBEpPTarOTh yBary rsigaya [11, c. 102].

Hocmimxenns 1. Kapnenka ta FO. Cugopenka BKa3yrTh
Ha 3HAYEHHsI PHUCYHKY Yy (opMyBaHHI HPOCTOPOBOrO
CIPUHHSATTA Ta OBOJOAIHHI OCHOBaMHM Kommosuiii. Yepes
PUCYHOK CTyJIEHTH OIIAaHOBYIOTH TEXHIKy Iepeaadi 00'emy,
MIEPCIICKTHBY, TIPOIOPITiH Ta CBITIIOTIHI, 110 € KIIFOUOBUMH IS
CTBOPEHHSl PEAICTUYHUX Ta CTUJII30BAHUX JM3alHEPCHKHUX
npoekTiB [1; 6; 11]. I. Kaprenko migkpeciroe, Mo pO3BUTOK
HaBUYOK PUCYHKY CIpUSAE aHATITUYHOMY MUCIEHHIO Ta
N03BOJIsE MaMOYTHIM Ju3aiilHepaM eKCHEpPUMEHTYBaTH 3
pi3HMMH TEXHIKaMH Ta CTHIsMH [6, ¢. 88].

0. Cunmopenko Harojomye, MO0 CHCTEeMaTHYHA
MPAKTUKAa PUCYHKY IOKpAIIy€e CIIOCTEPEXINBICTh, PO3BHBAE
OKOMIp Ta MOTOPHY KOOPJAMHAIIIIO, IO € 0a3010 JIsl BUKOHAHHS
K PY4YHMX, Tak 1 uuppoBux AuszaiiHepcbkux poOiT [1; 12].
BaxnBoro CK11aJI0BOIO € 3aCTOCYBAHHSI CY4aCHUX LM(PPOBUX
TEXHOJIOTill y HaBUaHHI PUCYHKY, IIO J03BOJISIE CTYyJEHTaM
aJlanTyBaTH CBOi HaBUYKHU J0 CyYaCHHX TCHICHIN y AHM3aiiHi
[12, c. 45].

Y KoHTeKkcTi cyyacHOi uudpoBizaiii JOCTIAHUKA
C. bpunbos, B. Ky3smiuoBa, B. KonecHHUKOB miAKpeciOmOTh,
M0 )KMBOIHC Ta PHCYHOK 3aJIUINAIOTHCS KPUTHYHO BOKITHBHMU
JUIE PO3BUTKY HpodeciiHoro OadeHHs au3aiiHepa. ABTOpHU
3a3HAYa0Th, M0 KOMIUICKCHE BHUBYCHHS IUX AHMCIUILIIH Y
MO€HAHHI 3 HU(PPOBUMH TEXHOJOTISIMH (OPMYE y CTYACHTIB
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[ITICHE XYyJOXKHE OadeHHs, 3JaTHICTh [0 TapMOHIHHOTO
MOEJHAHHA KOJIBOPY, (GOpMH Ta MpOCTOpY Ta 3abe3mneuye
KOHKYPEHTOCIIPOMOXKHICTh Ha CydaCHOMY pUHKY mpati [3; 4,
cc. 228-241].

AHaii3 HayKOBUX JDKEpesl CBITYHUTh, IO XXUBOIHUC 1
PUCYHOK € OCHOBOK Tpo(eciiiHOi MiArOTOBKHM IHU3aifHEPIB.
Bonu gopmyroTs 6a30Bi HABUYKH pOOOTH 3 (HOPMOIO, KOTLOPOM
1 mpocTopoM, HEOOXigHI JyIi  CTBOPEHHS  €CTETUYHO
npuBaOIMBUAX 1 (PYHKUIOHATBHUX JU3aHHEPCHKUX DILICHb.
[loennanHs  TpagWIIHHUX  MHUCTCUBKUX  JAUCIUIUTIH 13
Cy4acHUMH HU(PPOBUMH iHCTPYMEHTAMH JI03BOJISIE MIATOTYBATH
MalOyTHIX JAu3aiiHepiB [0 BUKIUKIB HHUQPPOBOI €moxu Ta
3a0e3neunTH 1X MpogeciiiHy KOHKYPEHTOCTIPOMOXKHICTH [1; 3;
4;5;6;7;11].

Mertoro naHoi poOOTH € BcebiuHEe TOCTIKEHHS PO
KHMBOIIUCY Ta PUCYHKy SIK ()yHIAMEHTaJIbHOI OCHOBM HAaBYAHHS
IM3aifHEpIB  OCBITHBOTO CTyIEHS OakalaBpa B CydYacHHX
ymoBax. Ui aucuumniaun Qopmyrotrs mnpodeciiiHi HaBUYKH,
XyJ10’)kHE OayeHHsI Ta TBOPYMI MOTeHIIia)l MallOyTHIX (paxiBLiB.
PucyHok Buctynae 0a30BOI0 JMCLUIUIIHOIO, IO PO3BHUBAE
aHAJIITUYHE CIIPUUHATTS (POPMHU, TPEHYE PYKY Ta OKO CTYJEHTA,
HaBYa€ TOYHO IepeJaBaTH MPOIOpLii, HEePCHEeKTUBY, GaKTypy
Ta JeTall MpeAMETHOro cBiTy. BiH cropuse po3BUTKY
MIPOCTOPOBOTO MUCJIEHHS, 30pOBOi MaM’sITi Ta HABUYOK POOOTH
3 KOMITO3UIIEI0, 10 € HEOOX1IHHUM MJIsi CTBOPEHHS SIKICHUX
JU3aiHEPCHKUX PILIEHb.

JKuBorrc HaBYae CTYICHTIB MPAIfOBATH 3 KOJIBOPOM,
BiJUyBaTH TapMOHi0, KOHTPACTH Ta B3a€EMOJII0 KOJIbOPOBUX
WIoOMmuH.  PO3yMiHHS ~ OCHOB  KOJIODUCTHKH  JTO3BOJISIE
CTBOpPIOBAaTH 30aJlaHCOBaHI Ta €CTETMYHO BUPA3HI KOMIO3MIIIi,
0 BKJIMBO JUIsI OyJb-SIKOTO HampsiMy am3aiiHy. [Ipaktndne
ONAaHYBAaHHS JKUBOIMCHUX TEXHIK crpusie (OpMyBaHHIO
HAaBUYOK Iepeiayl CBITJIIOTIHBOBOTO MOJENIOBaHHS (opmu,
bakTypn Ta  aTMocdepu,  MiABHIIYIOYHM  BUPA3HICTh
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IU3aHEPCHKUX TPOEKTIB Ta eQEKTUBHICTH meperadi iaen
rasgadeBl. PopmyBaHHS 0a30BUX HAaBUYOK Yy PHUCYHKY Ta
KHUBOIMUCY 3a0e3redye pO3BUTOK KOMIIO3UIIHOTO OauyeHHS,
IIPOCTOPOBOTO ~ MHUCIJIEHHS Ta  Bi3yaJlbHOI  I'PaMOTHOCTI.
CyuvacHMii  HaBUAIbHUH  TpOLEC IHTETpy€e  TpPaHIiiHI
aKaJIeMiuyHI METOJUKH 3 TU(PPOBUMH TEXHOJIOTISIMU, TAKUMH 5K
3D-mozaentoBaHHs, BipTyalbHa Ta JOMOBHEHA PEaJbHICTD, IO
PO3ILIUPIOE MOKITUBOCTI CTYJICHTIB Ta IMIBHIYE iX MpodeciiHy
HiArOTOBKY. PUCYHOK 1 JKMBONHC 3aJMIIAIOTHCS KIIIOUYOBHMU
CKJIaJJOBUMU HaBYaHHsA JAM3aiiHepiB, (OPMYIOUYM 3/aTHICTb
CTBOPIOBAaTH  TapMOHIiiHI, €CTeTHYHO  TNpPUBAOIMBI  Ta
GyHKIIOHANBHI IW3alHEePCHhKI PpIllIEHHS, [0 BiAMOBIIAIOTH
CYy4aCHUM BHMOTaM Ta BUKJIMKaM MpodeciiiHOro cepe1oBHIIa.
Pesyabratn. JKMBOIMC 1 pUCYHOK € (PyHAaMEHTATbHUMU
JIUCUUIUTIHAMY y TIATOTOBII JAW3aliHEPIB OCBITHBOTO CTYIICHS
OakanaBpa. BoHM QopMyHOTh Yy CTYIEHTIB 3JaTHICTH 1O
XYIA0KHBOTO MHUCJICHHS, KOMIO3HLIHHOTO Oa4eHHs, PO3BUTKY
npodeciiHUX HAaBUYOK Ta TBOpuUoro motenmiany [1; 3; 6]. Lli
JTUCHUTUIIHU  3aKJIaal0Th MIIHY OCHOBY IS TIOJAJbIIOTO
OCBOEHHS Cy4YaCHHMX TEXHOJOTH Ju3aiiHy, cCHpusioun
PO3YMIHHIO NPUHIIMIIB Bi3yaJIbHOTO MUCTELTBA, (POPMYBAHHIO
1H/IMBITyaJIbHOTO CTUIIIO Ta PO3BUTKY XYA0KHBOT Uy TIMBOCTI.
JKuBomuc sk HaBYaJlbHA MUCLUIUIIHA 3a0e3mnedye 0a3y
JUIS  OBOJIOMIIHHS KOJBOPOM, CBITJIOTIHHIO, (aKTypow Ta
00’€MHO-TIPOCTOPOBUMHM  pillIeHHSIMU. Yepe3 omaHyBaHHs
PI3HUX TEXHIK CTyJIeHTH HalOyBalOThb HaBUYOK poOOTH 3
NaJiTPO0, PO3YMIHHA TapMOHIi KOJbOPIB, KOHTpacTy Ta iX
MICUXOJIOTIYHOTO BIUIMBY Ha ruisfava [5; 7). JKusomnuc po3BuBae
IHTYiTUBHE Ta aHaJITMYHE CHOPUMHATTA 00pa30TBOPUMX
KOMIIO3ULIH, M0 € HEOOXiTHUM Il CTBOPEHHS SKICHUX
IU3allHEPChbKUX pIIIEHb Y PI3HUX HampsMKax: rpapidyHoMYy,
1HTEep’€pHOMY, TPOMHUCIOBOMY, LHU(POBOMY Ta MeAIHHOMY
mu3aiiHil [5; 11]. 3a cnoBamu B. Kipuuenka, 3HaHHS pi3HUX
KUBOITMCHUX TEXHIK J0TIOMarae Au3aiiHepaM y MOIIyKy HOBUX
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TBOPYUX 1JIeH, afanTailii TpaJuIiifHOr0 MUCTEITBA 10 CyYaCHUX
TEHJCHIIM nu3aiiHy Ta (opMyBaHHI BIACHOi EKCIIPECHUBHOL
MoBH [7]. B. 'oHYapeHKO MiAKPECTIOE, M0 KUBOIHC CIPHSIE
PO3BHUTKY 3JIaTHOCTI CHPUMMATH ITHOUHY, 00’ €M, CBITJIOTIHBOBI
Nepexoau, IO HAaA3BUYAHO BAXIUBO IS CTBOPEHHSA
MPOCTOPOBO  OOIPYHTOBAHMX JHU3aMHEPCHKUX pIIIEHb Ta
peanicTHuHUX Bizyauizauii [3].

PucyHok sk akajeMiyHa JUCHUILUIIHA € OCHOBOIO
dbopMyBaHHs rpadiuHUX HABUYOK, IPOMOPIIIHHOTO OaueHHs Ta
nepeaadi popmu. Bin po3BUBae CIIOCTEPESIKIMBICTh, AaHATI TUYHE
MUCIICHHSI Ta 3[aTHICTh TepenaBaTH 00’ €KTHO-TIPOCTOPOBY
iH(popMalito yepes JiHito, ITpux 1 Teketypy [1; 3]. Bukonanus
PHUCYHKIB 3 HaTypH, CTBOPEHHSI KOMIIO3HIIIH, EKCTIEPUMEHTH 3
pizHUMHU TpadiuHUMU TeXHIKaMH Ta MaTepiagamMu (OpMYyIOTh
OCHOBY JUIsI pO3pOOKH TU3alfHEPCHKUX PIIICHB 1 MPOEKTYBAHHS
HOBUX 00’ekTiB [1; 6; 11]. 3a cnoBamu I'. bertrepa, pucyHok €
0a30BOI0 JHMCHUILTIHOIO, $KAa HABYa€ CTYJICHTIB HE JIMIIE
TOYHOCTI mepenavi ¢GopMu, a ¥ 37aTHOCTI IO CTHUII3AIl,
abcTparyBaHHS Ta TpaHc@opmarlii 00’ €KTIB y TU3aliHEPCHKOMY
nporeci [1]. Ile oco6muBo akTyansHO A7 rpadiqHOro Au3aiiny,
OpeHIIMHTY Ta Mejia-Au3aiHy, J1e MUTIIEBl HEOOXITHO IIBUIKO
CTBOPIOBAaTH BUPA3HI Ta 3araM’ITOByBaHi 00pasH.

[loegnanHs  XKMBOMHCY Ta  PHCYHKY  (opmye
KOMIUIEKCHUM MiJXiA A0 MiATOTOBKH MU3alHEpPIB, L0 CIpPHUSIE
PO3BHUTKY KPEaTHBHOCTI, 0Opa3HOTO MUCJICHHS, aHAJTITUYHOTO
Ta TPOCTOPOBOrO CHPUHHATTA, a Takoxk MnpodeciiiHO
KoMmreTeHTHo T [3; 9; 14]. 11 AuciuIuIiag Jar0Th CTyACHTaM
3MOTY €KCHEpUMEHTYBaTH, IIyKaTH HOBI BHpa3HI 3acolw,
PO3BUBATH 1HAMBIAYaIbHUM CTUJIL Ta IHTETPYBATH TPAIUIIiiHI
XyZ0XHI MPaKTUKHU y cydacHui nu3ait [5; 9; 15]. I1. Jlucenko
3a3Hayae, M0 BUKOPUCTAHHS KJIACHUYHUX XYAO0XKHIX METOMAIB y
CYy4acHUX JHM3alHEPCHKUX MPOEKTAX CIpPHUSE CTBOPEHHIO
VHIKQUIPHUX  KOMIIO3HMIIIMHUX  pilieHb Ta  (OPMYBaHHIO
npodeciitHoi camoOyTHOCTI MaifOyTHIX axiBiiB [9].
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CydacHuii OCBITHIM mpouec mnependadae iHTErpario
TPAOUIIHHAX ~ aKaJIeMIYHMX  METOIUK 13  ITU(POBUMHU
TEXHOJIOTISIMU, TakUMH sIK 3D-MopenroBaHHs, BipTyajbHa Ta
JIOTIOBHEHA peaJIbHICTh, IM(dpoBa rpadika Ta IHTEPAKTUBHI
meroan HaBuanHs [10; 12; 15]. Lle mo3Bossie cryaeHTam
aJanTyBaTH KJIACHUYHI HaBUYKH 10 CY4acHOTO MpoQeciitHOro
Cepe/IOBUINA, EKCIIEPUMEHTYBaTH 3 (HOPMOI0, KOJIBOPOM,
KOMITO3UIINHUMH CTPYKTYpaMU Ta TEKCTYpamH, MiJABHUILYIOYH
AKICTh nu3aiiHepchKuX pimens. . [lleBueHko miakpecioe, 1o
BUKOPUCTaHHS IU(GPOBUX IHCTPYMEHTIB Yy TIO€JHAHHI 3
TPAIUIITHAMU METOJIMKAMH 3HAYHO PO3IMIUPIOE MOKIUBOCTI
CTYIEHTIB Ui KpEaTUBHOTO TOLIYyKY, MOJENIOBAHHS Ta
Bizyamizamii ineit [15].

[TpakTH4HI NPUKIAAU IHTErpallii )KUBOMKCY Ta PUCYHKY
y CydYacHi Ju3aifHEPChKI MPOEKTH JIEMOHCTPYIOTh, SK
TpaAULiKHI Xy10’KHI HABUYKUA MOXKYTh MiJICUIIIOBATH Cy4acHUI
mu3aiin. Hanpuknan, y rpadiyHoMy nu3aiiHi BUKOPUCTAaHHS
aKaJIeMIYHOTO PHUCYHKY JIO3BOJISIE CTBOPIOBATH YHIKaJIbHI
UTIOCTpallli Ta BEKTOPHI  KOMIIO3ULII 3  MPaBUJIBHOIO
NEPCHEKTUBOI0 Ta MNPOMOPLISIMHU, IO MiJBUIIYE ECTETUYHY
SKICTb PEKJIAaMHUX TMPOAYKTIB. Y cdepi IHTEp €EPHOTO Ta
apxiTeKTypHOTOo  JAW3ailHy  3HaHHA  KOJOPUCTHUKM  Ta
CBITJIOTIHBOBUX  B3a€EMOJIA 13  JKUBOIIKUCY  JONOMArae
po3pobnaTu atMocdepHi IHTEp e€pH, 1€ KOJip Ta CBITJIO
BIUIMBAIOTh HA CIPUUHATTS MNPOCTOPY. Y MPOMHUCIOBOMY Ta
IPOAYKTOBOMY JTN3aiiHI HABUYKHU PUCYHKY JI03BOJISIOTH IIBUIKO
CTBOPIOBATH  €CKI3W Ta TMPOTOTUIM HOBUX OO €EKTIB,
ONTUMI3yIOUM TpOIleC pPO3pOOKH, a >KHUBOMMCHI TEXHIKU
CHPUSAIOTh TOYHIIIOMY BHOOpPY KOJILOPOBUX pIII€Hb 1 (aKTyp
MmatepiaiiB. Y nudpoBomy au3aiiHi Ta irpoBii iHAYCTpii 6a30Bi
HAaBUYKH PHUCYHKY Ta JKHBOIHCY 3aCTOCOBYIOTHCS — JUIS
CTBOpPEHHsl KoOHUenT-aptTiB, 2D- Ta 3D-umoctpamiid, 110
(GOpMyIOTh 3arajibHy Bi3yallbHy KOHIEMIIO TPOEKTY Ta
JIOTIOMAraroTh y MOAANBIIN MOIeTOBaIbHIN poooTi [3; 10; 15].
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KommiiekcHuil miaxig A0 HaBYaHHS JKUBOIMCY Ta PHCYHKY
dbopmye y cTyneHTIB BceOiuHI mpodeciiiHi KOMIETEHTHOCTI:
3IaTHICTh CTBOPIOBATH TapMOHINHI, €CTETUYHO BHUPA3HI Ta
(yHKIIIOHAIBHI ~ JW3allHEpChKI  MPOAYKTH,  PO3BUBATH
MPOCTOPOBE MHUCIICHHS, 30pOBY IaM’SITh Ta KOMIIO3UIliiiHE
Oauenns [1; 3; 5; 6; 11]. [loenHanHS TpaauIIHHUX MUACTEIBKUX
JUCLUUIUTIH 13 CYy4acCHUMH TEXHOJIOTiIMH TOTye MaiOyTHIX
JM3aifHEePIB 10 BUKJIMKIB ITU(GPOBOI ermoxu Ta 3abe3neuye iXHIo
KOHKYPEHTOCIIPOMO>KHICTh Ha PUHKY ITpalli.

Oco0iMBO  BaXJIMBO  BiA3HAYUTH, IO CUCTEMHE
ONaHYBaHHS JKMBOIIMCY Ta PHCYHKY aomomarae (opmyBaTu
€CTeTUYHY YYTJIMBICTb, PO3YMIHHS NPUHIHUIIB KOMIO3MIII Ta
KOJIOPUCTHKH, a TAaKOX 3JaTHICTh JO IHHOBAI[IHHOTO Ta
KPUTUYHOTO MHCJICHHS, 110 € KIFOUOBUMH IJid MpodeciitHoro
PO3BHUTKY AM3aliHEPiB HOBOTO MOKOIiHHA [3; 5; 7; 15].

BucnoBku. JXKuBomnuc i pUuCyHOK BiJIrpaloTh KIHOYOBY
POJb Y MIATOTOBII MaifOyTHIX AW3aliHEPIB OCBITHHOTO CTYICHS
«OakanaBpy», Cpusitour (OPMYBAHHIO XYA0KHBOT'O MHUCJICHHS,
PO3BUTKY AaHAJITUYHMX Ta TBOPYMX HABHUYOK Yy poOOTI 3
(dhopMOI0, KOJIBOPOM 1 TPOCTOPOBUMH Kommosuiismu. Lli
IVCUWIUTIHM  33aKJIQJIal0Th OCHOBY JUISI CTBOPEHHS SIKICHUX
IU3aiHEPChKUX pillleHb Ta 3a0€3MeuyroTh ITUOIIe pO3yMiHHS
MIPUHIIUITIB BI3yaJIbHOTO MUCTENTBA. BOIOAIHHS TpauLliHTHUMHI
XYAOXKHIMH TEXHIKaMH Ja€ CTyAE€HTaM 3MOTy YCBIJIOMJIEHO
MIIXOAUTA JO PO3POOKH JAM3alH-KOHIICMIIN, BPaxOBYIOUH
€CTeTUYHi, QYHKIIIOHATbHI Ta TEXHOJOT1uH1 aciekTH [1; 3; 5].

PucyHox pomomarae CTyAeHTaM OINAHyBaTH 3aKOHU
KOMIIO3HLL1i, TEPCIIeKTUBH, MPOTOpLiil Ta OyAoBy (opm, 1110 €
HEOOXITHUM y OyJb-KOMY Au3aiiHEpPChbKOMY NMPO€eKTi. OCHOBH
rpadiqHOro 300pa)KeHHsI Ta TEXHIYHOT'O PUCYHKY JIO03BOJISIOThH
TOYHO TIepedaBaTH 1/1€i Ta CTBOPIOBATH €CKi3H, IO OCOOJIHUBO
BOXJIUBO JUIA TpadidHOro, 1HTEP €PHOTO Ta MPOMHUCIOBOTO
nu3aiiHy. JKMBOTHC, y CBOIO 4epry, Ja€ MOXJIHMBICTH Kparie
PO3yMITH KOJIOPUCTHUKY, TPUHIIUIIY TOETHAHHS BiATIHKIB, IXHIO
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rapMOHII0 Ta KOHTPACTHICTh, L0 € BAXIMBUM ISl PO3POOKHU
OpeHIIOBaHUX MarepiaiiB, BeO-AU3aiflHYy Ta BI3yaJlbHUX
KoMmyHikauiid [5; 7; 11]. Iarerpamiss TpaauuidHUX XyIOXKHIX
METO/IB 13 CydYaCHUMH HU(PPOBUMHU TEXHOJOTISIMH 3a0e3reuye
BCeOIYHY  MIATOTOBKY  CTYJAEHTIB,  MiJABHILYE  IXHIO
KOHKYPEHTOCITPOMOXHICTh Ta 3JaTHICTh JO IHHOBAIIHHOTO
niaxony y Au3aiiHi. BUKoOpHCTaHHS TakuX iHCTPYMEHTIB, SIK
nudposuii  xuBomuc, 3D-rpadika, BipryansHa (VR) Ta
JOTIOBHEHA peanbHicTh (AR), 103BoIIsIE€ peani3oByBaTH CKIIaIH1
KOHIIETITH, aJJallTOBaHi 0 cyyacHUX 1udposux miarpopm [10;
12; 15].

[IpakTu4yHe 3acTOCyBaHHsS PHUCYHKY Ta JKUBOIUCY Y
CYy4acHUX JIM3alHEPCHKUX TPOEKTAX MIITBEPIDKYE IXHIO
€(heKTUBHICTbD. Hamnpuknan, aKaJIeMIYHUN PHUCYHOK
BUKOPHUCTOBYETHCS Ui CTBOPEHHS TOYHMX KOHIIECTIT-apTiB Ta
MPOTOTUIIIB Y TMPOJYKTOBOMY, IHTEp €PHOMY Ta rpadiuHOMY
nu3aiini. JKHBOMHMCHI TEXHIKH JONOMArarTh MiI0MpaTH KOJIipHi
HaiTpH, NepeaaBaTi atMmocdepy Ta eMoLiifHe HaBaHTaKEHHS,
0 BAXJIUBO JUid BeO-Au3aiiHy, UIOCTpalliil, peKIaMHUX
MmatepiaiiB Ta Openausry [3; 10; 15].

Jliss  BIOCKOHAJIEHHS OCBITHBOTO TPOIECY OUUITBHO
PO3IIUPIOBATH  MPAKTHUYHY MIATOTOBKY CTYAEHTIB uepes
IUICHEPHI 3aHATTSA, HATypHI IOCTAHOBKHM, EKCHEPUMEHTH 3
pI3HUMM MaTepiajlaMM Ta TeXHIKaMH, IO CHpPUSE PO3BUTKY
MIPOCTOPOBOTO MUCJIEHHS, CIOCTEPEKIMBOCTI Ta TOYHOCTI
BUKOHAHHA rpaiqHUX Ta XKUBOMUCHUX POOIT. BaxkMBO Takox
MOCWJIIOBAaTH MDKAMCLUUIUIIHAPHI 3B A3KH MK KJIACUYHUMHU
XYJOKHIMU JUCHUIUTIHAMA Ta UU(POBUMH TEXHOJIOTISIMH,
BIIPOBA/)KYBaTH KOMIUIEKCHI KypcH 3 3D-rpadiku, nudposoro
KHMBOIUCY Ta IHTEPAKTUBHOIO MU3aiiHy, a TaKoX 3ajyyaTd
CTYJEHTIB JIO pealbHUX MPOEKTIB, KOHKYPCIB Ta CTaXyBaHb Y
CHIBMpAIlll 3 TROPUUMHU CTYIIIMHU Ta Komnadisimu [3; 10; 12; 15].
PosmupenHs MiXKHapoJHOro CHIBPOOITHUITBA 3 MPOBIIHUMHU
MHUCTELBKUMH Ta JU3aHHEPCHKUMM 3aKiIaJaMH CIPUSTHME
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OOMiHYy  JOCBIZJOM, BIPOBA/DKCHHIO CYYaCHHX METOJUK
BHKJIQIAaHHS Ta aJamnTallii CTyJEHTIB 10 CBITOBUX TCHIEHIIIH Y
N3aliHi. Taxuit X1 II03BOJISIE HiArOTYBaTH
BHCOKOKBai(hikoBaHWX  (HaxiBIiB, 3JaTHUX CTBOPIOBATH
rapMoOHiiHI, ecTeTHYyHO mpuBaOiIMBI Ta (QyHKIIOHANBHI
IM3aifHEPChKI TPOAYKTH, €()EeKTHBHO TpAIfoBaTH Y pPIi3HUX
cdepax KpeaTHBHOI iHAYCTpil Ta BIPOBAHKyBaTH 1HHOBAIiHHI
pIIICHHS.

[loegnanuss TpamuIiHUX XYJOXKHIX METOHIB i3
Cy4YaCHHUMH TEXHOJIOTISIMH POOUTHh MIATOTOBKY JH3aiHEpiB
OUTBII THYYKOIO, aKTyaJIbHOIO Ta OPI€EHTOBAaHOIO Ha MOTpeOU
CYy4aCHOTO CYCIHIbCTBA, IO BIAKPHUBAE MIMPOKI MOMKIHBOCTI
U1 IpOQeciiHOTO Ta Kap’ €PHOTO PO3BUTKY BUITYCKHHKIB.
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DRAWING AND PAINTING IN MODERN
CONDITIONS AS THE FOUNDATION OF THE
“BACHELOR” DEGREE IN GRAPHIC DESIGN

Abstract. The article examines the role of painting and
drawing as fundamental disciplines in the education of
bachelor’s degree designers. It emphasizes the importance of
visual arts in shaping professional competencies essential for
effective design practice. Special attention is given to drawing
as a tool for developing spatial thinking, analytical perception of
forms, proportions, and structures of objects. Mastery of
academic drawing is highlighted as a key factor in understanding
and reproducing the constructive basis of objects, which is
crucial in the design process. Painting is analyzed as a means of
forming compositional vision, understanding color harmony,
and the interaction of light and shadow. In the modern
educational process, the emphasis is shifting to the integration
of classical artistic skills with digital technologies, which allows
students to adapt traditional techniques to new conditions and
professional requirements. The use of digital painting, 3D
graphics, virtual and augmented reality contributes to the
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development of innovative thinking and expands the
possibilities of creative realization. Knowledge of color theory and
principles of chromatic solutions enables future professionals to
create aesthetically coherent and expressive images. The study
underlines the significance of artistic training in the
development of professional intuition, artistic taste, and
creativity, all of which are vital for the creation of innovative
design solutions. Particular attention is paid to the interrelation
between traditional artistic practices and modern digital
technologies. The integration of classical methods of painting
and drawing with the capabilities of digital tools is shown to
expand designers’ creative potential and enhance their
competitiveness in the contemporary professional environment.
The conclusion stresses the necessity of preserving the
fundamental role of painting and drawing in bachelor’s design
education curricula.

Key words: painting, drawing, design education, spatial
thinking, color theory, composition, artistic training, creative
potential.
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BIOGRAPHICAL COMPONENT OF AUTHOR'S
CREATIVITY

Abstract. The purpose of the article is to analyze the
work of prominent directors-authors (O. Dovzhenko,
Yu. lllenko, K. Muratova, F. Fellini, M. Forman), to determine
the features of the biographical component and to substantiate
the appropriateness of using the biographical method to study
the ethical and aesthetic potentials of an artist's self-analysis in
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the context of his self-realization as a subject of creative activity.
The article examines the work of world-famous film directors
through the prism of biographicalism, in particular, through the
plot-event connection between the biography of artists and the
heroes of their screen productions. The cross-artistic mutual
influence of the author in literature and screen arts is revealed
in: the construction of the narrative; its plot-plot construction;
special manifestations of the artistic form; depicted authentic
hypostases. The researcher identified and correlated the
common and distinctive biographical features of the director-
author as a real figure with the created image of a cinematic
character. The idea is articulated that in the study of
biographicalism in the work of the author-director, it is
necessary to take into account the creation of artistic images in
individual and personal creativity by members of the film crew
(cameraman, artist, composer, which can also be considered as
originally authorial. It is substantiated that the reflection of the
biographical component of the author's figure in screen works
depends on the specifics of his worldview, the ability to
originally see and reproduce the picture and image of the world,
the originality of his psycho-emotional sphere. The novelty of
the study lies in the fact that for the first time the expediency of
using the biographical dimension and the potential of the artist's
self-analysis in the process of personal self-realization in the
author's cinematography is substantiated. It is proven that
biographicalism in a screen work is based on the peculiarities of
the self-educated author-director, who demonstrates a unique
ability to predict the course of events in his personal life. It is
found that biographicalism in a screen work can manifest itself
through the reproduction of the artist's own facts from his life;
can be presented through a random identical coincidence with
the heroes who are endowed with some portrait resemblance to
the director-author; can be demonstrated through the
improvisational potential of the author-director, which are based
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on life observations or fantasies, dreams, and visions of the
artist; can be depicted through direct or indirect associations
with the author's life, which deepen on the screen plane, their
reproduction becomes more believable; can be manifested
through a special attitude towards the characters on whom the
filmmaker projects his thoughts, emotions, and feelings.

Key words: culture, creative personality, biography,
director-author, cinema, theater, national identification, artist,
painting, color.

Introduction. In the context of studying the features of
authorship in artistic creativity, and in particular in screen work,
as well as in the system “author — work — recipient”, there is a
need to analyze the phenomenon of biographicalism. This
allows us to understand the events and actions of the author and
characters from the perspective of time as one of the important
components of the author’s creativity and auteur cinema, in
particular. Today we need to talk about the fact that the director
must learn to project a person’s memory on stage and screen. It
is in this context that it is worth talking (as the Italian director
Michelangelo Antonioni was convinced) about autobiography as
“the opportunity to tell in color one’s own life — through color
vision, first of all, and not with the help of words” [4, p. 16].

Modern humanities demonstrates a steady interest in the
problem of biographicalism in the work of prominent
personalities, in particular, playwrights, directors, artists,
musicians, actors, etc. Researchers of the phenomenon of
biographicalism in the artistic sphere are guided by the study of
various well-known and little-known facts, chronicle-
documentary sources and strive to immerse themselves in both
the peculiarities of biographies and the inner world of certain
famous personalities. Of particular interest, in our opinion, is the
study of the phenomenon of biographicalism in the work of
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directors-authors, whose talent was revealed at the intersection
of screen, stage, musical and fine arts.

Analysis of recent research and publications. In
dictionary literature and scientific articles, monographs,
researchers present different definitions of biographism and
autobiography (from the Greek autos — self, bios — life, grapho
— I write). T. Kohan points out that “the concept of
“autobiography” captures a certain literary genre, the task of
which is to describe one’s own life and reveal the process of
forming a person’s inner world on the basis of external events
and circumstances.” The researcher adds that “autobiography
allows us to systematize the main stages of a person’s life and
highlight the most important and most significant of them” [10,
p. 212]. O. llyina notes that autobiographical nature in literary
texts can manifest itself in different ways: there may be a
coincidence of the characters of the character and real people;
they may have common features of appearance; presentation of
a certain situation from the life of the author or his relatives [8,
p.113]. In the literary dictionary-reference, the concept of
“biographism” is defined as a complex of literary concepts that
relate to the life path of the writer and his work, including
biography (biography), autobiography (biography belonging to
the author himself), biobibliography (combination of biography
with bibliography of the artist's works) [2, p.26].

We find it useful that the Polish edition “Slownik
literatury polskiej XX wieku” [6, p. 52] represents and reveals
the essence of memoirs, autobiographies, recollections, and
diaries as the main genre varieties of autobiographical forms. In
the monograph “Writers as Researchers: the Potential of
Theoretical Ideas,” O. Onishchenko explores the problem of
biographicalism in the humanitarian space of Europe and points
to its rather long history, which “originates from ancient
philosophy and, in particular, from the famous treatise of
Diogenes “On the Life, Teachings, and Sayings of Eminent
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Philosophers” and “Parallel Lives” by Plutarch.” The researcher
is convinced that the next stage in solving the problem is
identified with the Renaissance and, above all, with the famous
work of Zh. Vasari “Lives of the Most Eminent Painters,
Sculptors, and Architects”. The author notes that in the 18th
century, explorations in the field of biographical issues were
carried out by J. Boswell (“Life of Samuel Johnson”), and at the
beginning of the 19th century, Emerson and Carlyle developed
the concept of “universal biographicalism”. In addition, O.
Onishchenko focuses on the fact that in the middle of the 19th
century, the definition of “biographical method” associated with
the scientific heritage of Ch. Sainte-Beuve entered theoretical
use [12, pp. 77-78].

It is worth adding that interest in the problem of
biographism in creativity was also shown by R. Barthes, A.
Maurois, I. Ten, M. Foucault. Researcher V. Menzhulin in the
article “Structuralism, “the death of the author” and
biographism” says that “the idea of the “death of the author” was
closely linked to Barthes’ proposal to reject the hero of
biography in favor of the “biographeme”, that is, a random set
of biographical fragments” [11, p. 13]. The researcher articulates
the idea that “Barthes’s invention of the neologism biographeme
was not necessary, since in the 18th century. in England and
France there already existed a biographical subgenre, which
involved an unsystematic collection of the most diverse
anecdotes from the life of a particular individual and had a
special name — biographiana. Nevertheless, supported by such a
clear slogan as “the death of the author” and such an influential
ally as Foucault, such a guideline acquired a new (and in the case
of biographies of philosophers — almost destructive) force” [11,
p. 13].

We have analyzed the body of research devoted to
biographicalism in literature and art and have found out the
insufficiency of studying this problem in the field of screen arts.
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We will try to present our own considerations regarding the
signs of biographicalism in the author's director's work.

Results. Entering the cinematic plane and considering
the director-author as a subject of knowledge of the world and a
narrator, as a creator of the screen text, as a subject of creativity
capable of self-analysis, as well as assessing the appropriate
nature of the viewer's perception of the film text (film), we can
identify signs of biographicalism in the work of one of the
founders of the Ukrainian model of auteur cinema, Oleksandr
Dovzhenko. In our opinion, in the author's work there are always
leitmotifs, with the help of which the artist tries to establish the
unity of the creative biography, to make the presence of the
whole in each individual work tangible.

Our reflections are complemented by the artist’s well-
known autobiographical literature, full of deep philosophical
reflections on the fate of the people and Ukraine
(“Autobiography”, “Diary Entries”, “Enchanted Desna”). In this
context, it is worth paying attention to the fact that, in essence,
the diary implies a deep interest in the spiritual world of a
person, a certain degree of its openness, an orientation to the
author’s personal life experience, and autobiographical nature.
In our opinion, for the author of the diary, it is the personal “I”,
his state of mind that become the subject of self-observation and
introspection. We emphasize that due to autobiography, diaries
are distinguished by an increased degree of authorial reflection,
although they can also receive an additional charge from the
author, his creative energy, and seem to attract elements of
fiction. At the same time, we consider it appropriate to cite the
opinion of V. Skurativsky, who believes that the diary of
O. Dovzhenko, “an oral epic of monologues, replicas < ...>
amazes with its fierce, to the last polemical degree! — rejection
of the world that fell to him” [13, p. 163]. S. Trymbach in his
monograph “The Diary of Oleksandr Dovzhenko: Crises of
Identification” pointed out that diary entries turned “for
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Dovzhenko into a form of daily work with the word. It was the
diary that became for Dovzhenko — in times of upheaval and
disgrace on the part of state officials and many representatives
of the Soviet intelligentsia — the main “filming platform”. It was
here that his most intimate mental images and mental acts were
“filmed”, “photographed” and affirmed” [14, pp. 245-246].

If we turn to the film “Arsenal”, we can confirm the well-
known fact of the master’s reliable and thorough depiction of the
tragic events that took place in his personal life. After all, “the
film recreated the uprising against the Central Council, which
O. Dovzhenko himself defended in 1917-1918. This concession,
as can be seen from the entries in his “Autobiography”, caused
him “great pain”. However, O. Dovzhenko showed with
eloquent expressionistic means the beauty and strength of the
Ukrainian person, who stands undyingly in the midst of death
itself.

In the film “Arsenal”, the viewer will not yet feel the
tragedy of fate and the painful dissatisfaction with the realities
of life in which the artist was forced to find himself (as in the
film “Michurin”), but the depth of personal experiences,
visualized by the master in the artistic and figurative structure of
the film work, gives grounds to state the presence of
confessional elements in the author's screen work of
0. Dovzhenko. Such a phenomenon in artistic work, without a
doubt, has a direct connection with the personal life of the
author-director, his spiritual state in “his extremely pessimistic
perspective” [13, p. 163]. We can assume that every film is to
some extent a confession, since the director invests himself, his
thoughts, feelings, preferences in it. At the same time, a film that
the director created dispassionately, abstractly, cannot be
confessional. For example, Kira Muratova did not avoid the
sincere selfish desire for a specific confession in her films. The
director distanced herself as much as possible and observed all
her characters. She looked at her characters from the same
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distance and forced the viewer to make their own choice.
K. Muratova deliberately distracted the audience from
sympathy. In her early films, the heroines try to find themselves,
to self-identify in a hostile world, and therefore ask themselves
and their surroundings numerous rhetorical questions. In the
films of the 1980s-1990s and later, the characters represent the
features of the author and at the same time carefully hide them.

We will allow ourselves to combine thoughts about the
work of O. Dovzhenko with the reflections of filmmakers of the
second half of the 20" and early 21% centuries. We should note
that the confessional beginning of creativity can also be found
in the films of Yuriy Illenko, one of the most consistent
representatives of the Ukrainian model of auteur cinema. The
specificity of auteur cinema allows the author-director to explore
reality and reflect it in an atypical (and sometimes shocking)
way. He expresses his personality and can be in a different
coordinate system, different from the public, that is, outside the
frame. However, let us note that the presence of the author-
director is always palpable in the film he creates, because the
distinctive feature of artistic creativity is associated with the
author's personality - subjectivity.

To a certain extent, the film “To Dream and Live” is
autobiographical in the filmography of Y. Illenko. In the 1970s,
the artist was gripped by a spiritual and creative crisis, and the
film director tried to overcome this state by choosing it as the
theme of his film. The film was conceived by the director as a
confession to his viewer. Unfortunately, this film was not
properly appreciated by either critics or the public. Developing
considerations regarding biographicalism and introspection in
the author’s filmography, we will cite the opinion of
O. Onishchenko, who sees the difference between the above
concepts, which consists in “commenting on the facts of one’s
life by a person himself, which, obviously, is extremely complex
from both a mental and moral standpoint, and therefore,
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introspection is the privilege of exceptional individuals” [12,
p. 170].

It should be noted that knowledge of some biographical
details of the director really helps to understand the capricious
intricacies of the plot, but does not allow its full-fledged
existence into reality. In the film “To Dream and Live”
Y. lllenko presented a subjective image of reality, which was
based on certain complex psychological complexes, sometimes
quite prosaic problems. At the same time, “the creative portrait
of the author is completed by the individual biography, social,
political, and cultural life of the country” [5, p. 243]. It should
be noted that Y. Illenko, as a cinematic author, usually did not
show direct interest in individual human psychology, since his
creative searches were always focused on recreating a close
tandem of history and a person who could act as either a victim
or a maker of history.

Some film critics called Y. Illenko’s film “Prayer for
Hetman Mazepa” a self-portrait of the filmmaker, because one
of the leitmotifs is a kind of symbol of humiliation, because the
naked hetman rides a horse, but does not become a victim.

The artist’s creative life was indeed full of humiliations.
His films “The Well for the Thirsty” and “Evening on Ivan
Kupala” were banned from screening and put on the infamous
“shelf”.

The director was also humiliated by his exclusion from
the profession and the filmmaking process in general in the
1990s.

We call the film “Prayer for Hetman Mazepa” (with a
certain risk) a self-portrait of the director. We suggest listening
to the following critical opinion: “Can this film be considered a
self-portrait? To some extent yes, if you know nothing about
Mazepa or know about him from a school textbook from Soviet
times and the poem “Poltava”. Ukraine managed to turn to this
figure in the cinema only in the tenth year of independence. The
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very fact of turning to Mazepa, who was anathema on Peter’s
orders, is already an act,” writes L. Bryukhovetska in the
monograph “The Cinematic World of Yuri Ilyenko” [3, p. 50].

Biographicalism in the film work of an artist can
manifest itself not only in the coverage of certain facts of his
own life. It can be a conditional “presence” of the author-
narrator or a special attitude towards the characters. Milo$
Forman — a Czech and American director — mentioned in his
book “Turnaround” that, by filming a scene in a film that
resonates with his own life, the artist always has a chance to
make it more believable, to make it sound deeper.

The master pointed out that he never made purely
autobiographical films, but in all his pictures there are “many
direct and indirect associations with various dark events” of his
life. The director says that in the film “Valmont” “there is a
scene in which the hero tries to impress the woman he is courting
and jumps into the lake”. He pretends to drown, but it does not
work, and the woman leaves. The hero returns to his room, all
wet, ridiculous, covered in duckweed, and encounters another
woman, probably the most important in his life. This episode
should be seen as a distant echo of the future artist’s
unsuccessful courtship of “Martha F” [7, p. 116].

Elements of biographicalism can also be found in the
work of the master of the Italian model of auteur cinema,
Federico Fellini, who always takes the risky step of identifying
himself with the character and watches how the hero he created
comes to life. The filmmaker does not lose interest in him, even
when the fictional character makes him suffer and torment [9,
p. 56]. The author-creator helps us to understand the author-
person. It should be noted that most of the plots, themes, and
motifs of Federico Fellini's films are invariably
autobiographical. Let us point out that even any alleged
improvisation during the development of the script or while
working on the set is actually the fruit of the director's life
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observations, which “wait for their turn in the depths of his
memory” [9, p. 36]. For example, in the film “Variety Lights”,
facts from the master’s life turned into memories and were
carefully incorporated into the cinematic narrative. The film
“The White Sheikh” was entirely based on a kind of life
experience of F. Fellini. The director knew quite well the
“ghostly world where comics were created” [9 p. 66]. The future
director spent some time in this artistic world, drawing
caricatures, working as an artist in newspapers and magazines,
and which indirectly resembled cinematic or circus scenes.

The master builds the narrative of the next film,
“Mother's Sons,” again on the material of his own memories. He
relies on his own autobiography. Let us recall that the early
period of F. Fellini's life took place among young, well-off
idlers, who found themselves in the center of the author's
narrative. In both of these films, the director records the first
adventurous events of his life, carefully extracted from memory,
which at the time of filming the films acquired the status of
memories. Gradually, F. Fellini gains the strength of an author-
director, gains self-confidence, realizes the possibility of
moving from the facts of autobiography to the artistic
embodiment of his memories, and then his feelings. He resorts
to the means of artistic expression that are close to him, that he
knows and loves well. It is obvious that the director actively
populates his films with characters from his childhood,
adolescence, and youth. This gives the director-author the
opportunity to maximally reveal the hidden depths of his
personality through the main characters, such as, for example,
the petty thief Augusto in the film “The Fraud”, who, for the
sake of profit, turned the daily deception of the poor into simple
thoughtless everyday life.

The film “The Road” also became another step for the
master in revealing his real or fictional biography, immersed in
the atmosphere of the 1940s. Let us point out that the names of
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the main characters (Gelsomina and Zampano) seem to be
deliberately borrowed from popular humorous publications at
that time. The director deliberately introduces the motif of black
and white stripes on Gelsomina's clown costume. This is a
memory or an unfulfilled dream of young Federico’s escape
with a traveling circus and the care of a large zebra. The author-
director uses his favorite characters to carefully reveal “that
personal inner connection with the outside world that he tried to
establish, first by telling and then by confessing” [9, p. 55]. The
film “The Road” clearly shows the director’s sincere efforts to
accumulate and expand his ideological baggage in this way,
which allows him to achieve harmony between “inner
autobiography and symbols” in the next film “Nights of Cabiria”
[9, p. 56].

F. Fellini's film “La Dolce Vita” does not seem to have
any direct allusions to the biography of the artist, whom Bernard
Enrico called in his work “Fellini-Pasolini Le ragioni del cuore”
an indisputable “author”, not a “director”, whose entire work is
subordinated to the style of the master and no one else — neither
the cameraman, nor the actors, nor the screenwriters [1, p. 74].
Thus, biographicalism can be present in the work latently, that
is, expressed implicitly, sometimes even the author himself
stubbornly does not recognize the autobiographical nature of his
work. In one of his interviews, Marcello Mastroianni admitted
that in the film “La Dolce Vita” he really depicted F. Fellini,
however, the director himself made the actor believe that he was
exactly like that and it seemed to the actor that he was acting
according to his own convictions.

It should be noted that some other films by F. Fellini also
contain interesting facts from his biography. For example, in the
documentary film “The Director’s Diary”, the author, in his
characteristic “multi-layered” narrative style, revealed the
secrets of the creative laboratory — from the formation of the
director’s idea to its complex, step-by-step implementation. In
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his narrative, F. Fellini touched on memories of the already
created screen product (“Nights of Cabiria”), and also spoke
about the future film, which is only emerging at the level of
reflections on the idea (“Satyricon”). In the film “Fellini’s
Rome”, the director presents his own memories, reader and
viewer impressions, experiences and fantasies. The author-
director himself appears in the image of a somewhat confused
provincial youth and tries to visualize in a kaleidoscopic way
(resorting to deliberate documentary) how Rome influenced the
formation of the refined worldview of the future film master. In
the film “The Interview”, the filmmaker supposedly answers
tricky questions from Japanese journalists. In this film, Fellini
gathered his favorite actors (and above all Marcello
Mastroianni), assigned them to play the roles of themselves and
in this way filmed his biography, including quotes from his own
film works.

Polish  researcher I. Czerminska believes that
biographicalism can be expressed in a work through “the gaze
of a witness who personally participated in the events, as well as
an introspective gaze that reaches into the depths of a lonely
soul” [6, p. 19]. Moreover, according to M. Antonioni, the
decisive moment in filmmaking comes when the director-author
“turns to what surrounds him for a hint, so that the film becomes
more spontaneous, personal and even autobiographical in the
broadest sense of the term” [4, p. 108].

In F. Fellini's film “La Dolce Vita” it is obvious that “the
remarkable and ironic film became a symbol of wise denial,
because it expressed the confusion of the creator-artist in his
overloaded, oversaturated world, where there is everything
except <...> ideas. After all, the distinct taste of the bitterness of
the sweet life is spread throughout the artistic space of the
picture not from the position of the author-judge, but from the
point of view of the author-participant” [9, p. 66].
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The proximity and focus of the thoughts, actions, and
feelings of the hero of the film “Eight and a Half” Guido
Anselmi (who acts as a kind of alter ego of F. Fellini) to the
views of the author of the work himself is obvious. After all, the
director actually makes himself the hero of the film. He builds a
narrative-confession similar to a black-and-white entry in a
personal diary, open to all fans.

It is interesting that, for example, Jean-Luc Godard never
makes films about creative impotence in the spirit of “Eight and
a Half.” The artist needs only a photograph seen in a magazine,
a fragment of a phrase read somewhere, someone else’s film
frame, a musical melody, or a sociological survey to construct a
complex cinematic construction of his authorial works.

The novelty of the study lies in the fact that the
identification of biographicalism in the author's films (which is
openly shown in the artistic-figurative structure or hidden in the
plot) was carried out based on the memoirs of the authors-
directors. The researcher first traced the memoirs of filmmakers,
which contain deep introspection, memories, confessional
motives, deep experiences, reflections in understanding and
awareness of one's own life, phenomena of reality, important
problems of existence, and showed their relationship with films.

Conclusions. The article analyzes the elements of
biographicalism in the author's screen work: O. Dovzhenko,
Yu. lllenko, K. Muratova, F. Fellini, M. Forman. In outlining the
elements of biographicalism in the films of the authors' directors,
a plot-event connection between the biography of the artists and
the characters is revealed; situations and motifs are shown, the
repetition of which is evidence of a direct or indirect connection
with the director or the circumstances of his life; the reflection
of the aesthetic and moral-ethical features of the artist in the
visual characteristics of the characters and his personal traits
(physical, psychological, ethical, spiritual) in the characters of
the screen characters is substantiated; a direct or symbolic
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connection with the personality (life) of the author is revealed,
which takes the form of an artistic and semantic regularity; the
prognostic ~ function of  biographicalism in  auteur
cinematography has been clarified, which involves the author
projecting his thoughts, feelings, and experiences onto events in
films and their characters.

In further scientific research, the author aims to expand
the circle of directors in whose work elements of
biographicalism are clearly evident. In addition, in the future, it
is planned to formulate the concept of the phenomenon of
biographicalism in auteur cinema, as a systematization by the
director-author of the most important stages of his life based on
external circumstances and the disclosure of the process of
forming his own inner world, transferred to the heroes of the
cinematic work.
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BIOTPA®IYHA CKJIAJJOBA ABTOPCBHKOI
TBOPHOCTI

AHoTanisg. Meta crarTi — npoaHai3yBaTH TBOPYICTb
BU3HauHUX pexucepiB-apTopiB (O. [lomxkenka, 0. Innenka,
K. MyparoBoi, @®. ®emmini, M. @dopmaHa), BU3HAYUTH
0co0mMBOCTI OiorpadiyHOi KOMIIOHEHTH Ta OOIPYyHTYBaTu
JIOPEYHICTh 3acCTOCYBaHHS OiorpaiqyHOro METOAY BHUBUCHHS
€THUKO-€CTeTUYHUX MOTEHLIH caMoaHali3y XyJO0KHHMKA B
KOHTEKCTI Horo camopeanizamii sk cy0’ekra TBOpPYOi
TISUTbHOCTI. Y CTaTTi  PO3MVISIHYTO TBOPYICTH BCECBITHBHO
BIJOMUX KIHOpEXHCEpiB Kpi3b Npu3My Oiorpadizmy, 30Kkpema,
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gepe3  CIOKETHO-TIOMIE€BUN  3B’S30K MK  Oiorpadiero
XYAOXKHHUKIB 1 TeposMH IX €KpaHHMX IIOoCTaHOBOK. Kpoc-
MHUCTELbKUI B3a€MOBIUIMB aBTOpa B JITEpaTypi Ta eKpaHHUX
MUCTELTBaX BUSBJIECHO y: OOYJ0OBI HApaTUBY; HOTO CIOKETHO-
($aOynpbHOI KOHCTPYKIIil; OCOONMBHX  BHUSBAaX XYHAOXHBOL
¢dbopMH; 3MalbOBAHUX ABTEHTUYHMX ImocTacax. JlocmigHuk
BHOKPEMUB Ta CIIIBCTABUB CIUIbHI i BiIMiHHI 6iorpadiuni prcu
pekucepa-aBTopa K peajbHOI I0CTaTl 13 CTBOPEHUM 00pa3zoM
KiHeMaTorpagigHOro mepcoHaxka. ApTUKYJIHOBAHO TYMKY IPO
Te, U0 B JOCHipPKeHHI OiorpadismMy B TBOPUYOCTI aBTOpa-
pexxucepa HEOOXiMHO OpaTH 10 yBarm CTBOPEHHS XYIOXKHIX
o0pa3iB B 1HIUBIAYaTbHO-OCOOUCTICHIM TBOPYOCTI YJI€HAMU
3HIMaJIBHOTO KOJIEKTHBY (OIepaTop, XyA0KHUK, KOMIIO3UTOP,
IO TaKOX MOXE PO3IVISIIATHCh SK OPUIiHAJIBHO aBTOPCHKA.
OOrpyHTOBaHO, 1O BijoOpaxeHHs: OiorpadigHOT KOMIIOHEHTH
[ocTaTi aBTOpa B €KPAHHUX TBOPAX 3aJE€KUTh BiA crenupiku
HOro  CBITOIISAMY, 3HATHOCTI OpWUTIHAIBHO  OauuTH 1
BIATBOPIOBAaTH KapTHHY 1 00pa3 CBITY, caMOOyTHOCTI HOro
ncuxoeMolniiHoi cdepu. HoBH3HA HOCHIIKEHHS MOJArae B
TOMY, 1110 BIIEpIIE OOTPYHTOBAHO AOLIABHICTh BUKOPUCTAHHS
6iorpadiyHOTO BUMIpY Ta MOTEHIlIAYy CAMOAHAJI3y MHUTIIS y
mporeci  0coOMCTICHOT — camopeaiizalii B  aBTOPCBKOMY
kiHemarorpadi. [loseneno, mo 6iorpadizM B eKpaHHOMY TBOPI
IDYHTYETbCS Ha  OCOOJIMBOCTAX CaMOBHMXOBAaHHS aBTOpa-
pexucepa, KM BUSBISIE YHIKAJIbHY 3aTHICTh TPOTHO3YBATH
NOJIEBUM pPAJ CBOrO OCOOUCTOrO JKUTTS. 3’SICOBAHO, IO
OiorpadisMm B €KpaHHOMY TBOpPI MOXE HPOSBISATHCS 4epe3
BIATBOPEHHS BIACHUX (AKTIB 3 JKUTTA XYHAOKHHUKA; MOXeE
MpEe3eHTYBATUCA 4Yepe3  BUIAJKOBUN 1JEHTHMYHUN 30ir 3
reposMH, SIKi HaJaieHl JEsKOI0 IOPTPETHOI CXOXKICTIO 3
PEKUCEPOM-aBTOPOM;  MOXE  JEeMOHCTPYBAaTHUCh  depes
IMIOpOBI3alliiiHi MOTEHIT aBTOpa-pexucepa, ki 0a3yrThCs Ha
KUTTEBUX  CIOCTEpPEKEHHSAX  abo  QaHTaszisfix,  Mpisx,
CHOBUIHHAX XYJOXKHHKA; MOXKE 300pa)kyBaTHCh 4epe3 IpsMi
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YM HempsMi acoriamii i3 JKUTTSIM aBTOpa, SAKI B EKpaHHIN
IJIOIIHMHI  TTOTJIMOMIOIOTBCS, iX BIATBOPEHHS CTa€  OLIbII
NpaBIOMOAIOHMM; MOXE BHABISATHCH 4Yepe3  0coOynBe
CTaBJICHHS 0 IE€PCOHAXIB, Ha SKUX KIHOABTOpP IPOEKTYE
PO3MHUCIH, EMOITi1, TOYyTTS.

KoiouoBi cioBa: KynbTypa, TBOpYa OCOOMCTICTS,
6iorpadis, pexxucep-aBTop, KiHemarorpad, Tearp, HalliOHaJIbHA
imeHTUdIKaIsA, Xy10KHHUK, KUBOIIKC, KOJIIP.
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LIAPKOJIOTTYHU AHAJI3 NIITOTOBKH
TBOPYOTI'O IMPOCKTY:
KOMAH/JHA POBOTA - BUKOHABEIb — MANCTEP-
TPIOKOTPA®, XOPEOT PA®-PEKACEP

AHOTalisgs. Y cTarTi OpOBEACHO aHali3 TBOPYOTO
nporecy KoMaHIHOi poOOTH 3 MOCTAHOBKHM LIUPKOBOTO HOMEpa
a6o moy-mporpamu. [IpoGnema, sika aHATI3YETHCS, — 1€ TPOIIEC
HiATOTOBKU TBOPYOTO MPOEKTY (LIUPKOBOTO MPOIYKTY), SIKHI
MPaKTUYHO HE JIOCHIKYBaBCS B CyYacHIM apT-KpUTHIl 3
nupkoBoro mucreurBa. Cam TBOpUMi Mpolec — I0OYATOK,
PO3BHUTOK Ta 3aBEepIICHHS KOMAaHIHOI poOOTH BHKOHABI YH
BUKOHABIIIB, MaiicTpa-Tprokorpaga Ta  OanerMmeiicTepa-
pexucepa — 3alIMIIAETbCS 0€3 yBarm Cy4yaCHMX JOCIHIJIHUKIB
LIUPKOBOTO MHCTELTBA, 10 HE € O0’€KTHBHHUM 1 MOTpedye
BUBYECHHS. MeTa CTaTTi — BU3HAYUTU CYO €KTIB KOMaHIHOI
poOOTH 31 CTBOPEHHS LMPKOBOrO MPOAYKTY: HOMEp, LIOY-
porpaMa, BHU3HAQUUTH iX KOHKpeTHI (YHKIIi OKpeMo 1 B
KOMaH/Ii, BCTAHOBUTH €Taly CTBOPEHHS [IMPKOBOI'O HOMepa abo
HI0y-TiporpamMu. Y TOYHHUMO Ba)KJIMBI €Talyd KOMaHAHOT poOOTH
JUIS. CTBOPEHHSI IIUPKOBOTO MPOJYKTY, a caMe HOMEpa Yu II0Y-
nporpamu. Ilepmmii eran — 3aranbHa (i3MYHA TIATOTOBKA JUIS
apTUCTa LUPKY Ta OBOJOAIHHS NpodeciiHUMHI KOMITETeHILIIMU
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3 aKpoOaTHKH, TIMHACTUKH, CKBUTIOPUCTHKH, >KOHTIIOBAHHS,
MaHTOMIMHM, TaHIIIO, aKTOPCHKOiI MaiicTepHocTi. pyruii etan —
371aroJKeHa Ta CUCTEMHA poO0Ta KOMaHIHOTO CKJIay: MalCTpu
Kypcy 31 cmemiamizaiii OUPKOBOTO >KaHPY — aKpOoOaTHKH,
MOBITPSIHOT TIMHACTHKY, €KBUTIOPUCTUKH, )KOHTITFOBAHHS, 1TFO311
Ta MaHIMmyJAIii, TAaHTOMIMH, KJIOYHAIU CIIJIBLHO 3 BUKJIAJadeM
TaHII0 YU IJIACTUKH. TpeTii eram — diTKe TeMaTU4HE Ta
TPIOKOBE 3aBJaHHS JUIsl MIATOTOBKU MPOQEciiiHOro apTucta
mupKy. JlaeThCs KOHKpETHE BH3HAUEHHS 3aBJaHb Ta
MPAKTUYHUX 3aBJIaHb, SIKI CTaBUTh MailcTep Kypcy LIUPKOBOTO
HOMEpY 3a >KaHPOM, BIIMOBIAHO A0 (I3WYHUX, SCTCTHYHUX,
MYy3WYHHUX, TUIACTUYHHMX, KOOPAMHALIWHUX Ta KpEaTUBHUX
JAHUX BHKOHABISI MalOyTHBHOTO apTHUCTa ITUPKY, MOCTAHOBKA
YITKUX 1 KOHKPETHUX 3aBaHb Xopeorpady, SKUii mpaioBaTUMe
HajJ IUIACTHKOK Ta  BIANPAMIOBAaHHSIM  TaHIIOBATBHUX
€JIEMEHTIB; BU3HAUEHHS Ta CTBOPEHHS KOHKPETHOTO PEKBI3UTY
JUTSE BUKOHABIISI IMPKOBOTO HOMEPA 3a KaHPOM BiJIITOBITHO IO
Horo (i3MYHUX, €CTETUYHUX, TUIACTUYHUX, KOOPJWHALIMHKUX 1
KpeaTUBHUX JAaHUX 1 MoOxuMBocTel. YerBepruil eram —
BU3HAUEHHs  MaicTpoM-TprokorpagoM Ta  xopeorpadom
XYJ0)KHBOTO O(OPMIIEHHS, KOCTIOMY, PEKBI3UTY, BUCBITICHHS
[UPKOBOTO HOMEPY Ta HOBITHIX TEXHIYHUX MOXKIHUBOCTEH
cborosHi. PemerumiiHuii mepiog Mae KOHKpPETHI PpiBHI
CKJIQJIHOCT1 TPIOKOBOI YaCTHHU, BUBYCHHS IKUX BiIOYBA€THCS Y
MI€BHI TEPMIHM (MPOTIATrOM KOHKPETHOI KIJIbKOCTI pokiB). ITig
Yac peneTHLIHHOro mepioxy BiJOYyBaeTbCs BIANPALIOBAHHS
TPIOKIB, 3’€/lHAHHS TPIOKIB y KOMOIHalli, BiJIpalOBaHHS
KOMOIHaIIi#l 3 TPIOKaMU OKPEMO Ta CILUIBHO 3 TAHIFOBATHbHHUMHU
eleMeHTaMu Ta MJIACTUKOIO. XyI0xKHIM o0pa3
BIJIIPAIIbOBYETHCSI BIAMOBITHO 1O HWOTO TeMaTWKU Ta imei
IIUPKOBOTO TBOPYOTO MPOEKTY (TIPOAYKTY) B KOHKPETHOMY
XKaHpi: akpoOaTHIll, MOBITPSHIA TIMHACTHIlI, €KBUIIOPHUCTHI,
JKOHTJIIOBaHHI, UTIO311 Ta MaHIMyJSIIi, TaHTOMIMI, KJIOYHa.
[I’sTuit eran — mMmATOTOBKAa JO JEMOHCTpAIlil HHUPKOBOTO
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TBOPYOTO MPOEKTY (MPOAYKTY), a TAKOX JIEMOHCTpaIlis Ha
Meperisial Juisi po3yMiHHS MalcTpa-Tprokorpada 3a HUPKOBUM
KaHPOM Ta Xxopeorpadom, siki HETOYHOCTI HOTPIOHO YCYHYTH Ta
Kl Jetani noTpibHo gonmatu. OOroBOpeHHS LHMPKOBOTO
TBOPYOTO MPOEKTY (IIPOAYKTY) BiIOYBAEThCA HA BIAKPUTOMY
MOKa3l 3 3aJyYCHHSIM CIICIIIICTIB PI3HUX IMPKOBHX KAHPIB,
TAHIIO, IJIACTHKH, aKTOPChKOI MalCTEPHOCTI, JIEMOHCTpAIIisd
IIUPKOBOT'O TBOPYOTO MPOEKTY (MTPOAYKTY) — HA PI3HOMAaHITHHX
CIICHIYHMX 33aX0JaX, KOHIIEPTax, moy. BUCHOBKH cBiI4aTh mpo
T€, 1[0 BaXJMBICTh 3JIarO/PKEHOI KOMAaHIHOI pOOOTH BCIX
YYacCHHKIB MPOLECY 31 CTBOPEHHS IUPKOBOTO HOMEpPA UM IIOY-
MporpaMu peaiidye BHUCOKHI piBeHb mpodecioHanizmy Ta
KOHKYPEHTOCTIPOMO>KHOCTI ITIPKOBOTO MUCTEITBA CHOTOJICHHS.

KarouoBi  caoBa:  akpoOatuka,  OaneTmeicrep,
eKBUTIOPUCTHKA, >KOHTIJIIOBAHHS, UTIO3i1, KOMaHIHA poOOTa,
KIIOYHaJa, Maiicrep-Tprokorpad, TOBITpsHA TIMHACTHKa,
pexucep, TaHellb, TAHTOMIMA, TpIOKorpadis, TPIOK, xopeorpad,
XyJ0KHIl 00pa3, HIUPKOBE MUCTEITBO.

Beryn. Jlns  modaTky, BaXIJIMBUM — KOMIIOHEHTOM
CTBOPEHHSI TBOPYOI'O MPOEKTY (LIMPKOBOTO MPOAYKTY) Oyne
YTOUHUTH MEBHI crenndidHi 0COOIMBOCTI, BIACTUBI BUKIIOUHO
[IUPKOBOMY MHCTEITBY, a caMe: y UPKOBOMY MHUCTELTBI IpU
PO3MAITTI KOHKPETHMX JKaHPIB, 110 BU3HAYAETHCS BUKIIIOYHO 32
MIPUHITUIIOM TEXHOJOTIYHOI CKJIaI0BOi TPIOKOBOTO HabOpy Ta
PEKBI3UTY, Ha BIAMIHY BiJl IHIIMX >KaHPIB Y MUCTeNTBI. Takox
cnenr(ika TTOCTAHOBKM LUPKOBOTO MPOAYKTY BH3HAYAETHCS
HasBHICTIO SIKICHOrO HaOOpy TPIOKIB, sIKI 4epe3 IJIACTHUKY Ta
TaHIIOBAIbHI TIEPEXOAM TepefaloTh XYAOXHIH 00pa3: sK
abCTpaKTHO-aCOLIaTUBHUM, TaK i CIOKETHUI
(TearpasnizoBaHuii). BaxIMBUM YHHHMKOM € KOMaHJHa poOoTa
apTUCTa LUpPKY: BUKOHaBI, MaiicTpa-Tprokorpada 3
KOHKPETHOTO ITUPKOBOTO »JKaHpPy abo »JKaHpiB, a TaKOX
3nebupIoro  OanmeTMmencTepa-pexxucepa.  AKe  came
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MOEJHAHHSA B OJHIA IOCTAHOBLI — BOJIOMIHHS MY3HMYHUMH
dbopmamu  Ta  XxopeorpadiyHOI  JIEKCHKOI, a TaKOX
PEKHUCEPCHKUM YMIHHSM OQuuTH 1JIel0 Ta 3aBAAHHS, 3MICT Ta
LIUTICHAM XYJOXKHIM 3aJlyM — TOYHO BHM3HAYa€ YCHIIIHICTh
[IUPKOBOTO HOMEPA YU MIOY-TIPOTPAMH.

AHaJi3 oOCTaHHIX JocCaimKeHb 1 myOJikamii.
Jeramizamiss eramiB KOMaHAHOI pOOOTH IiJi 4ac CTBOPEHHS
IIUPKOBOTO HOMEpY abo0 MIOy-MpOrpaMy paHiimie e He Oyau
YiTKO BU3HAYEHI Ta MpOaHaIi30BaHi y HochimkeHHsx. Oxpemi
aCTeKTH eTarliB KOMaHHO1 poOOTH Ta i TBOPIIIB HE YTOYHEHI, a
MalTh Julle y3aranbHeHud Qopmar. Lle crocyeTbesi Takux
nocnimkenb: Inneca JIpBoBa [2]; Mapuna Manuxuna [3]; Onena
[Moxapceka [4]; Amutpo Open [5]; Kpicrian Cteembepr [8];
Jrommuna [leBuyenko [12].

PesyabTraT. [Ipoananmizyemo KOHKpeTHI QyHKIIi B
KOMaHJi CTBOPEHHsSI LIMPKOBOTO HOMEpPa BCIX YYaCHHKIB
MHUCTELBKOTO MpOIecy, a caMme: apTHCTa MHUPKY-BUKOHABIIS,
MaicTpa-Tprokorpada ta fanerMmencTepa-pexxucepa.

Apmucm yupky-eukonaseys. Crieliupikoro iMoro podoTu
€ BUKJIIOYHO BUKOHABYA JISTIBHICTD, e MpodeciiiHi HaBUYKH Ta
MIrOTOBKA apTHUCTa LUPKY (akpoOar, eKBUIIOPUCT, *KOHIJIED,
MOBITPSIHUM TIMHACT, UTIO310HICT, KJIOYH), a TaKOX SKiCHI
TPIOKH, CTBOPIOIOTH CIPUSTIMBI PE3yJbTaTH y TOCTAHOBIII
[IUPKOBOTO HOMEPA YH III0Y.

Mavicmep-mprokoepag. Cnenudikoro ioro podotu €
JeTanbHa po3poOKa TPIOKOBOI YaCTHHHU, a came Tprokorpadii
(mocTaHOBKa TPIOKIB BiJl MPOCTOIO /10 CKJIAHOTO, a TOJIOBHE —
BUHATKOBHUN YHIKQJILHUHN TPIOK) JUTsl apTUCTa NUPKY. DaxiBelb
Ta Woro pobora B KOMaHAI € TakoX 1 poOOTO MaicTpa-
peneTuTopa 4M TpeHepa TPIOKOBOI YacTUHU. barato B yomy
SKICTh Ta YHIKaJbHICTh TpIOKOrpadii B HIMPKOBOMY HOMEpl UM
IOy 3aJIeKHUTh BiJl TalaHTy Ta BHUCOKOIO IpogecioHanizmy
MaiicTpa-Tprokorpaga. Takoxx yMmiHHS #Horo BAajlo Ta
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epeKTUBHO KOMYHIKYBaTH 31 CBOIM BHKOHAaBIEM Ta
OaneTMenCcTepOM-pexRUCEPOM.

banemmeiicmep-pesicucep. leit daxiBenp y KoOMaHmi 3i
CTBOPEHHS IUPKOBOI0 HOMEpa a00 LI0Y-BUCTaBH € CIIOJIYYHOIO
JAHKOI0 B SKICHIH TOCTaHOBII Ta apXiTEKTOHIII TBOPYOTO
npoaykry. CaMe Horo yHIKaJbHICTh 1 TaJlaHT, a TAKOX YMIHHS
0aunTH Yepe3 pyxX Ta TPIOK Iepeaady XyIOXKHBOro o0pasy
LUPKOBUM AapTHCTOM CTBOPIOE CHpPaBIi BHCOKONpodeciiiHy
JEMOHCTPAIiI0 TBOPYOTO TIPOEKTY Yy IMPKOBiH cdepi.
[Ipodecionan y xopeorpadii Ta pexucypi, S[KUH Mae
OaneTMeCTepChKUld JIOCBIA 1 BMIiHHS, Oa4WTh SIK pPEXHUCED;
Malooyd 3a IJIeYdMa TIOCTAaHOBOYHHUI 1ocBin y cdepi
xopeorpadii, TeaTpy, HUPKY, OPUTIHAIBHUX CHEHIYHUX BUCTAB,
TOYHO BU3HAYAE 17Ie10, TEMATHKY, CEO)KETHICTh, YITKO PO3p00Isie
0COOJIMBOCTI MY3HMYHOT'O MaTepiaiy, 10 HACUYIy€ MOCTAaHOBKY
TeaTpasli30BaHUMM HIOAHCAMH, IO IPOEKTYE AHU3aiiHEpChKe
pilleHHS B XyIOXHBOMY O(OPMIIEHHI IUPKOBOTO MPOAYKTY
(KOCTIOM, PEKBI3UT, OCBITJIICHHS, CIICIIC(EKTH ).

Po6ora B kOMaH/1 apTUCTa HUPKY-BUKOHABIIS, MaiicTpa-
Tprokorpacga (BiH ke — pPerneTuTop), a Takoxk OaneTMmencTepa-
pexucepa TOBHHHAa OYTH OpTaHIYHOI Ta 3J1aro/HKEHOI0,
KOMYHIKallii Mae BiOyBaTHCs Ha PiBHI YITKOIO PO3YyMiHHS
KOXXHOTO 3 Y4aCHHUKIB, CBOTO 3HA4YE€HHs B 3arajbHiil crpasi 31
CTBOPEHHSI IMPKOBOI'O MPOAYKTY — OKPEMOro HOMeEpy 4Hu
IHACTBA.

[Tepmmii eTan cTOCy€ThCs 30BHILIHIX JAHUX BUKOHABLS
ab0 BHKOHABI[IB LIMPKOBOTO MPOAYKTY BIAMOBIIHO JO KaHPY.
Ile € BakIMBHUM, OCKUIBKH HE B KOKHOMY LIMPKOBOMY >KaHpi
MI€BHA 30BHILIHICTh MOXE MaTH pecneKkTabenbHe BUPAKEHHS 1
SCKpaBO JIEMOHCTPYBAaTH BJANly PENpPE3CHTAIlll0 UPKOBOTO
MPOEKTy. 3arajibHa Ta creniaidbHa mpodeciiiHa MiAroToBKa
apTUCTa IIUPKY TAKOX BIJIIrpa€e BaXJIMBY poOjb y IIbOMY €Tarli.
['0710BHMM € AMCHMIUIIHOBAHICTh, (i3UYHA BUTPUBAIICTH Ta
Mpale3 aTHICTh BUKOHABL Yy LUPKOBOMY kaHpil. Takox

338



APT-naar®OPMA. 2025. Bun. 2(12)

BOJIOZNIHHS MPO(ECiiHUMU KOMIETEHIISIMH 11032  CBOEIO
creriaizaimio, a caMme: aKpoOaTHKOI, TiIMHACTHKOIO,
YKOHTJTFOBAaHHSIM, €KBUTIOPUCTUKOIO, xopeorpadieto,
aKTOPCHKOIO ~MaWCTepHICTIO, maHToMmiMor. Tpeba Oyrtu
epyllOBaHUM B 1CTOpii MHCTENTB, PO3YMIIOYM CTHIICTUKY 1
KaHp, 110 € BU3HAYAIBHUM (DaKTOPOM SIKICHOCTI LHMPKOBOI
JEMOHCTpAIlii TPOEKTY. be3 3HaHb CTHIIICTUKH, €TIOXH, KaHPIB,
BI3yaJIbHOTO BUIJISAY LUPKOBHI BHKOHABELb MOXKE HESKICHO
nmepenaTd 3aayM IIOCTAaHOBHMKA Ta Tprokorpada, 00 Bce
B3a€MOINOB’si3aHO. barato MoJoauX NHPKOBUX BUKOHABIIIB
9acTO HEJIOOLIHIOITh BAXIIMBICTD X CKJIAZOBUX (HaKTOPIB Yy
CBOIl POOOTI.

Ha nmpyromy erari KoX€H i3 TBOPIIIB — BHKOHABEIlb,
TproKorpad Ta HOCTaHOBHHK — SIKICHO BUKOHY€E CBO€ 3aBJaHHS Y
CIUJILHOMY TPOEKTi, OPIEHTYIOUUCHh HA 3arajbHy TEMAaTHKy Ta
17110 11010 PO3KPUTTS XYIOKHBOTO 00pa3y risgadeni. YiTka
KoJIabopallis BCiX yYaCHHKIB NPOLECY MPU3BEIE IO SKICHOTO
pe3ynbTary B JEMOHCTpalii HUPKOBOTO HOMEpa 4YH IIOY-
BHCTaBH B aKpoOaTHIIli, MOBITPSIHIN FIMHACTHII1, €KBUTIOPUCTHIII,
YKOHTJIFOBAHHS, 1TF0311 Ta MaHIMyJIA1Lli{, TAHTOMIMi, KIIOYHaJIi.

Maiictep-Tprokorpadg 1 apTUCT IMPKY, BUKOHABEllb
CHUIBHO 4YITKO BH3HAYalOTh BIAMOBIAHO [0 MOKJIMBOCTEH
Tprokorpadii, 30BHIITHOCTI Ta TPO(ECITHUX IKOCTEH, 3aBIaHHs
LIUPKOBOT0 HOMEPA, SIKE CTaBIATh OaneTmeicrepy-pexucepy. |
BIH CHUIBHO B KOMaHJl peali30ByBaTUME 1€ AJii CTBOPEHHS
TBOPYOTO MPOEKTY (mpoaykTy). JlomoMora KOXXHOTO 3
YYaCHHKIB € BEIMYE3HOIO, 1€ €AMHUHN 3JIar0/DKCHUI MEXaHi3M,
Jie KOXKEH YITKO 3Ha€ 1 BUKOHY€E CBOIO poboTy. IlopymieHnHs B
KOMaHIHIM po0oTi, a caMe MOCUJIEHHS CaMOCTIHHOCTI KOroCh
OJTHOT'0, MOXe€ 3aBJIaTH CEpPHO3HOI KON 3arajlbHOMY IIPOLECY
B IMIITOTOBIII ITUPKOBOTO TPOEKTY.

Tperiii eTan — 11€ MOCTAaHOBKA KOHKPETHUX MPAKTHUYHUX
3aBJlaHb: YBaXXHE MPOCITYXOBYBaHHS  BHKOHABIEM  Ta
TproKorpaoM My3U4HOT0 MaTepiaiy, IKuii BOHH 00UparoTh 200

339



APT-naar®OPMA. 2025. Bun. 2(12)

MPONOHYy€e OayeTMmencTep-pexucep (Ha KOHKPETHY TEMAaTHKY);
BHBYCHHS Ta BIJIPAIlIOBaHHS TPIOKOBOI YaCTHUHH, a TaKOX Il
B3a€MO3B’ 30K MiX TUTACTHYHUMH nepexo/1amMu,
TAHIIOBAIBHUMH  €JIEMEHTaMH; BpaxyBaHHA OCOOJIMBOCTI
BUKOHABIS Y (OpMaTi ecTeTHKH, (DI3MUHUX MOMKIMUBOCTEH Ta
SIKICHOCTI BUKOHAHHS NPAKTUYHOTO Marepiany y IUPKOBIH
MMOCTAHOBIII; BU3HAUCHHS TPIOKOrpadoM Ta OaleTMeicTepoMm-
MTOCTAHOBHUKOM clieln(iKu, MaTepiaJbHO-TEXHIYHOTO CTaHy Ta
€CTeTUKM PEKBI3UTYy; 3BEpPHEHHS yBarm Tprokorpada Ta
IIOCTAaHOBHUKA Ha SIKICHI IIepeXo/iu BiJl TPIOKa J0 TPIOKa, yepes
IUTACTHYHI pIMIeHHA Ta Xopeorpadiro, sKi JONOBHIOIOTH
(dbopMyBaHHS XyA0KHBOTO 00pa3y 3aJie)KHO Bl TEMaTUKH Ta
CIOXKETY IIOCTaHOBKHU.

YerBeptuii etam — 1i¢ po3poOka Tprokorpadom i
MMOCTAaHOBHUKOM  XYJOXXHBOTO  O(OpPMIICHHS  ITHPKOBOTO
IpOAYKTY (TIOCTAaHOBKM), a caMe, KOCTIOMAa Ta pPEKBI3UTY.
BaximBuM € Komip, SKICTh Marepialy Ta 3py4HICTb,
YHIKQJIBHICTh JM3aliHy, BHUKOHAaHHS TPIOKOBOi YacTUHU Y
KOCTIOMi, a TaKo)X, BpaxyBaHHA, K Oyae BHUIIIAIATH IIeH
KOCTIOM Ta PEKBI3UT IpHU OCBITIEHHI Ta cneuedekrax. [1ig gac
peneTulifHoro mepioay TprokorpagoM 1 TMOCTaHOBHUKOM
MOXYTh BHOCUTHUCH NEBHI KOPEKTHBH WLIOAO JOOINpPALOBAHHS
KOCTIOMY Ta PEKBI3UTY BHUKOHAaBIS. PeneTuiiiiHuil nepion €
TPUBAJIMM, BUKOHABIEM BIANPALIOBYETbCA TEXHIYHA YacCTHHA
IIUPKOBOTO TPOEKTY TiJ KEPIBHUITBOM Ta HATJIAIOM
Tprokorpaga Ta IOCTAaHOBHMKA. Y pENeTHLIHHUI mnepiox y
LUPKOBOMY IPOEKTI BiANPalbOBYIOTbCS MY3MUHICTh, TEXHIKA
BUKOHAHHA  TPIOKOBOI  YacTWHHW,  TaHIIOBAIBHICTH  Ta
MJIACTUYHICTh, aKTOpPChbKa Mepefadi MaHepu Ta XapakTepy, a
TaKO KyJbTypa JeMOHCTpallii BUKOHABIS Ha Tis1aya.

Iatuii  eram CTOCY€ThCS 3aBEPUICHHS TBOPYOTO
nporecy kKomaHaHoi po6otn. Hum crae BinkpuTHii moka3s
TBOPYOTO MPOEKTY (IIMPKOBOTO MPOIAYKTY). JleMoHCTpalis uu
BIIKPUTUI IOKa3 TBOPYOTrO IPOEKTY Yy LMPKOBIM Mporpami
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BHU3HAYAIOTBCSA TIOKA30M XYJOXKHIM KoMicii, ska mnpuiiMae
NEBHUM LMPKOBUH HOMEp 4YM BCIO IpOrpaMy, a TaKOX
TCHEPAJbHOI0 PENETUIIEI0 Ta came NpeM’eporo. Binkpuruit
IO0Ka3 IIMPKOBOIO HOMEpAa YM ILIOY-BHCTaBU JJS XYJOKHBOI
KOMICil sIKa CKJIQJa€ThCcs 3 MPOBITHUX (axiBLiB ITUPKOBUX
XKaHpiB, Xopeorpadii, akTOPChbKOi MAaHCTEPHOCTI Ta IJIACTHKH, a
TaKOXX  MPEJICTaBHUKIB  aAMIHICTpalii  CTPYKTYpH i€
BIIOYBA€TbCA MpOLEC CTBOPEHHSA MPOEKTY (LMPK, Tearp,
yu0oBuUil 3aKniaz). BaxxiuBUM YMHHUKOM BiAKPUTOTO TOKA3y €
reHepajbHa pENeTHllisl MNepes IMpeM €poro, 1€ BHUKOHaBellb
JIEMOHCTPYE TJIA1a4aM BIacHU HoMep. [ mocTaHOBHMKA Ta
Tprokorpa)a € BaXKJIMBOIO peakiis IJsffgaya Ta CTOPOHHIN
MOTJISA]] Ha TTO0AaueHy PETpe3eHTAIliI0, 10 Ha/la€ y MallOyTHOMY
YCYHEHHs Ta 3aro0iraHHs NEeBHUX HECTUKOBOK TEXHIYHOI'O Ta
XyHA0XKHBOTO Xapaktepy. [ami BinOyBaeTbes mpem’epa 3 sIKOT
MIOYMHAETHCS CE30H M0Ka31B IIUPKOBOI IPOrpamH.

BucHoBku. OTXe, MOXHa KOHCTaTyBaTH, IO TUIBKU
371ar0JKeHa KOMaHJHAa po0oTa 31 CTBOPEHHS TBOPYOIO
IIUPKOBOTO TIPOIYKTY, a camMe HOMepa YH NpOrpaMH, Iae
AKICHUH pe3yibTar. YCi YYaCHUKH XYJIOXKHBOTO MpPOIECYy —
apTUCT UUPKY-BUKOHABELlb, MalicTEp-TprOKOrpad 1 peneTuTop 13
KaHpY, a TAKOXK OaneTMencTep-pexucep — CTBOPIOIOTh TBOPUHIA
NPOEKT  (UMPKOBUH  MPOAYKT), UYITKO Ta  3JaroJKeHO
B3aEMOJIIOTH Y TIpOIieci poOOTH, HE OOMEKYIOUH OJUH OJIHOTO 1
He MepeTAryoun yBaru 1o cede. Came takuii popmar TBOPUOro
mpoiecy poOOTH B KOMaHAl [Jla€ YHIKaJbHUH, SKICHUH,
LUPKOBHUI MPOIYKT, 110 MOKe OyTH B3IpLIEM CEepe]l CLIEHIYHUX
HOMEPIB 1 IPOrpam ChOT0JICHHS.
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CIRCUSLIGICAL ANALYSIS OF THE CREATIVE
PROCESS
TRAINING IN CIRCUS GENRES:
TEAMWORK - PERFORMER, MASTER OF
TRICKOGRAPHY AND CHOREOGRAPHER-
DIRECTOR

Abstract. The article explores the processes of
circusology in the format of the process of preparing a circus
creative project (product). The study is devoted to revealing the
specifics and art process in preparing a circus creative project
(product) in the context of teamwork of the educational process
at the level of Bachelor of Performing Arts in the qualification
of a circus artist, teacher of art schools at the Kyiv Municipal
Academy of Circus and Performing Arts. A specific plan of team
work is analyzed and determined, namely a specific group
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preparing a circus act in the genre — acrobatics, aerial
gymnastics, equilibristics, juggling, illusion manipulation,
pantomime, clown show. The features of preparing a circus
creative project (product), namely its stages, are specified. The
first stage, general physical training for a circus artist and
mastering professional competencies in acrobatics, gymnastics,
equilibristics, juggling, pantomime, dance, acting. The second
stage, coordinated and systematic work of the command staff:
masters of the course in the specialization of the circus genre —
acrobatics, aerial gymnastics, equilibristics, juggling, illusion
manipulation, pantomime, clowning, together with a teacher of
dance or plasticity of movement. The third stage is a clear
thematic and trick task for training a professional circus artist. A
specific definition of the tasks and practical assignments that the
master of the circus act course sets by genre. Namely, according
to the physical, aesthetic, musical, plastic, coordination and
creative data of the performer of the future circus artist. Also,
setting clear and specific tasks for the choreographer who will
work on plasticity and practicing dance elements. Definition and
creation of specific props for the performer of the circus act by
genre. In accordance with his physical, aesthetic, plastic,
coordination and creative data and capabilities. The fourth stage,
the definition by the master of the course and the choreographer
of the artistic design, costume, props, lighting of the circus act
and the latest technical capabilities today. Rehearsal period
during specific levels of complexity in the trick part, the study
of which takes place within a certain time frame (during a
specific number of years). During the rehearsal period, tricks are
practiced, tricks are combined into combinations, combinations
with tricks are practiced separately and together with dance
elements and plasticity. Practice of the artistic image, according
to its theme and the idea of the circus creative project (product)
in a specific genre — acrobatics, aerial gymnastics, equilibristics,
juggling, illusion manipulation, pantomime, clown show. The
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fifth stage, preparation for the demonstration of the circus
creative project (product), as well as a demonstration at the
viewing of the department of circus genres for the master of
specialization and choreographer to understand what
inaccuracies need to be eliminated and what details need to be
added. Discussion of the circus creative project (product) takes
place at the department of circus genres with the involvement of
specialists in various circus genres, dance, plasticity, acting, as
well as potential stakeholders. Demonstration of the circus
creative project (product) at various stage events, concerts,
shows.

Key words: acrobatics, artistic image, clown show,
choreographer, circology, Circus Art, circus genres, circus
creative project (product), director, dance, equilibristics, illusion
manipulation, juggling, master of specialization, pantomime,
trickography, trick.
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MUCTEIBKI IOITYKHU TA TPOJOBXEHHS
TPAJIULI CTBOPEHHSI YKPATHCBKOI BY3JIOBOI
JISIJIBKH Y TBOPYOCTI CYYACHOI MOJITABCBKOI

MAMCTPHUHI TA HAYKOBISI TETSIHA CAEHKO

AHorania. Ilpobnemy, ska iHIIiIOBajJa IO CTaTTIoO,
MOXKHa  C(OpMYJIOBaTH K aKLUEHTYBaHHSI yBaru Ha
HalllOHAJTLHOMY BHMXOBaHHI, IO CTa€ CHOTOJHI OJHHUM 13
TOJIOBHUX TPIOPUTETIB Ta OPraHIYHOIO CKJIQJOBOIO Cy4YacHOI
OCBITH. Y 3B’S3KYy 3 IIMM, aBTOp HaroJIolly€e Ha HEOOX1JHOCTI
MHUCTELBKUX TMOIIYKIB i IMPOJOBXEHHI TPaJULIA CTBOPEHHS
YKpalHChKOT BY3JI0BOI JISUIBKM SIK  OJIHOTO 3 CHMBOJIB
YKpaiHChKOT HAI[iOHAJIBbHOI 1IEHTUYHOCTI. 3ayBa)k€HO, /10 LIbOTO
yacy HayKOBO HE cHCTeMaTu30BaHa 1H(opmMallisi Ipo TBOPYICTb
Cy4acHUX MaiCTpiB, 110 € (axXiBUSIMU B MUCTEITBI YKpaiHCHKOT
BY3JIOBOi JISUIBKM; HE ONKMCAHO METOJUKY Ta IIJISXH
BIIPOBA/DKEHHS  LbOTO  BUAY  JI€KOPaTHBHO-IIPHUKIIAIHOTO
MUCTENTBA B HAaBYAJIbHUU MPOIEC YYHIB LKL Ta CTYACHTIB
PI3HUX OCBITHIX piBHIB; HE JIOCTaTHHO BUCBITJIEHA B HAYKOBIi
JiTEpaTypl ICTOpiS  PO3MOBCIOJDKEHHS 3HaHb, Iepenada
TpaJUIii CTBOPEHHS BY3J0BOI JSUIbKUA. BHCBiITIEHO HayKoBO-
MeJaroriyHy Ta MHCTEUbKY TBOPYICTh JOCTIJHHUI, HOCIS-
MPaKTUKa €JeMEHTY HeMaTepiaJlbHOi KyJIbTYPHOI CHaIIMHU
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Vkpainn  «Tpamgumii  ykpaiHCbKOi ~ BY3JIOBOI  JISUIBKU
[TontaBmmun» — Tersuu CaeHko, BH3HAYEHO ii poOJb Yy
MOTYJIIpHU3aIlii YKpaiHCBKO1 BY3JIOBOI  JISUIBKH Ha
perioHanbHOMY Ta BCeyKpaiHCbKoMy piBHSX. HaromomieHo, 1mo
MUCTELBKI MOIIYKU Ta PO3MOBCIOKEHHS 3HAHD PO YKPATHCHKY
BY3JIOBY JIJIbKY JIOTIOMOXYTh 3allyudTH TPOMAASH  JO
ITMOMHHUX TUTACTIB HAlIOHAJIBHOI KYJNBTYpH 1 TyXOBHOCTI,
MPOJOBXKATh  TATJICTh  TPAguIliil  XyJOXXHBOTO  JOCBIIY
MOKOJiHb. PO3KPHUTO aBTOPCHKY 1HAMBIIYaIbHICTH TBOPYOTO
METOAY MaWCTPHUHI, OPUTTHAIBHICTH 11 XyJA0KHBOTO MHUCIICHHS.
BuokpeMieHO NepCHeKTHBH MOAAIBIINX JOCIIIKEHb, SIK TO:
MIATPUMKA 3aKJIa/1iB KyJIbTYypH Ta OCBITH, TOCUJIEHHS CTIHKOCTI
yepe3  KyJbTypy; TpaHTOBa JIOIOMOra MalcCTpam Ta
JOCTIAHUKAM TPAAMIliil YKpaiHCBKOrO HAapOIHOTO MHUCTEITBA,
3aJy4eHHs 1X 10 HalMCaHHS HAI[lOHAIBHUX CTpATerill i IJIaHiB
PO3BUTKY OCBiTH; Iu(poBa TpaHchopmailist GOH/IB, BHECCHHS
HOBHX €JIEMEHTIB [0 TepeNiKy HeMaTepiallbHOI KyJIbTypHOI
CHaAlMHU YKpaiHu, po3poOKa Ta BIPOBAIKEHHSI €IEKTPOHHOT
peecTpaiiii 00’ €KTIB KyJIbTYPHOI CIAAIIMHHU TOIIIO.

KurouoBi cinoBa: Tersna CaeHKO, By3JIOBa JISUJIbKa,
MaiCTpHHS, Temaror, HayKOBelb, TPAAWIli, HapOIHE
MUCTELTBO, CTYJCHTH.

Beryn. BroprueHHs OkynaHTiB Ha TEPUTOPI0 YKpaiHu,
MacoBaHi yJapH IO IUBUTBHUM 00’ €KTaM, HABMUCHE 3HUIIICHHS
KyJbTypHUX HaJl0aHb € BOEHHMMH 3JI0YMHAMH, 3JI0YMHAMHU
MPOTH JIFOJSTHOCTI, mo CBiAYaTh MPO KOHKPETHUH TE€HOLWIHHUN
Hamip 3HMIIUTH YKpaiHLiB sk Haiito. Lle BinOyBaeThcs uepes
pycudikamio Ta 3anepedeHHsl YKpaiHCbKOi MOBH, JITepaTypH,
icTopii, 1 came 1€ ChOTOJHI akTyaji3ye mpobdiemy
HaI[lOHAJILHOTO BUXOBaHHS, IO CTa€ OJHMM 13 TOJOBHUX
NPIOPUTETIB Ta OPTaHIYHOIO CKJIAJIOBOIO CY4acHOi OCBITH yCiX
piBHiB. Tak, 26 yepBHs 2024 p. Ha Ilapnamenrtcbkiit acamOel
Pamu €spornu (ITAPE) OGinpuricTio ronociB Oyno MpUHHSATO
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nokyMeHT «lIpoTuzisi cTupaHHIO KyJIbTYpHOI 1I€HTUYHOCTI i
qac BiliHM Ta MUpY», OT’Ke, MUTAaHHs 30€pexeHHs Ta Iepenaya
KyJIbTYpPHOI CHIAJIIMHUA TOCTPO CTOITh HA MIKHAPOJAHOMY PiBHI.
I pe3ostowiis Ma€e Ha MeT1 MIATPUMATH YKPATHCbKY KYJIBTYpY
Ta 30epiraTi yKpaiHChbKY 1I€HTHYHICTb.

HaitGmmxuuM 10 JOAWHKA 1 HaOieBIMM 3aco00M
(hopMyBaHHS HaIllOHATLHUX I[IHHOCTEH y MOJIOJII € MHUCTEIITBO,
0c00JIMBO HApPOJHE AEKOPATUBHO-IIPUKIIAJHE MUCTELTBO, HOTO
pI3HOBHIM Ta pemecia — KOJEKTHBHA TBOPYICTh, IO
BiJoOpaxkae xapakTep HapoAay, Horo AyMKH 1 MOYYyTTs, HOTO
KHUTTSA, 3BHYAl, OOpSIM, TPYAOBY MisUIBHICTB, CYCIUJIBHY
060poTHOY TOIIIO.

VYkpaiHCbka By3JOBa JBUIbKa TOPSI i3 Trepoom,
[IParopoM, HallilOHAJIbHUM TIMHOM, BUIIHMBAHKOIO € CUMBOJIOM
yKpaiHChKOi iteHTnyHOCTI. Lle He mpocTo irpamka, 1e — OJuH i3
€JIEMEHTIB HeMaTepiaabHOI KYJIbTYpHOI CHAIIIUHN YKpaiHu, a
OTXE€, MHUCTEUbKI MOIIYKH Ta PO3MOBCIOKEHHS 3HAHBb IPO
YKpPaiHChKY BY3JIOBY JISUIbKY JIOIIOMOXYTh 3aJly4YUTH TPOMAJIsSH
70 TMOMHHUX IJIACTIB HAIlOHAJIbHOI KYJIBTYPH 1 JyXOBHOCTI,
NPOAOBXKATh  TAMNNICTh  TPAIUIiil  XYyIJOXHBOTO  JOCBITY
MTOKOJIIHb.

[Tpote, mist mepenaui 3HaHb, NMPOJOBXKEHHS TpPAAMLIN
noTrpibeH (¢axiBeup, neaaror, MaicTep, SKUH HayKOBO
JOCHIJKYE 1CTOPiII0 BUHUKHEHHS BY3JIOBOi JISJIbKH, Mae
OaraTtopiuHHI JOCBIJ 11 CTBOPEHHS, 3HAE PIZHOBUIU, CTTIOCOOU Ta
OpURMH  3MOTYBAaHHS IIbOTrO, O€3MEpevyHO, KyJIbTypHOTO
(eHoMeHy, y SIKOMY CKOHIIEHTPOBAHO MaM Th €THOCY, Hallii.
TakuM MpOBITHUKOM, HACTABHUKOM Yy CBIT BY3JIOBOi JISUIBKH €
aTeCTOBaHUM MaiicTep HaApOAHOI TBOPUOCTI, WwieH HarionanpHO1
CIUJIKM MaiCTpiB HApOJHOTO MUCTENTBA YKpaiHU, MAaHCTPHUHS,
o ctBopuiia monan 700 BY3JIOBHX JISUIBOK Ta IrpamloKk pi3HUX
pO3MipiB Ta Pi3HOBUAIB, aBTOp OMn3bKO 40 Teopermunux Mpaib
(cTarTi, T€3U, METOAMYHI pEKOMEH allli, MporpamMmu, NOCIOHUKH
TOIIO0) PO HAPOJIHE MUCTELTBO, YKPATHChKY HAPOJHY ITPAIIKY
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Ta 11 BOPOBAPKCHHS Yy OCBITHIA TIpoIeC, KaHIUIAT
eIarorivHux HayK, JIOLIEHT, 3aBiqyBay Kadeapu
oOpa3zoTBopuoro mucrenTBa [lonTaBCbKOrO HAaliOHAIBEHOTO
nenaroriyHoro yHiBepcurery imeHi B. I. Koponenka -
nontaBka Caenko TersiHa BanentuniBHa.

AHaJi3 ocTaHHIX J0CaiKeHb i myOJikaniii. OqauM 13
NEepUINX, BIJOMUX YKpaiHCBKIM HayIli, JOCIiAHUKIB BY3JIOBOi
nsekd € O. Haitnen. CyyacHi OCTiTHUKH 3BEPTAIOTh yBary Ha
perioHangbHi 0COOIMBOCTI CTBOPEHHS YKPaiHCHKOI BY3J0BOI
msuibku (T.Caenko, H.CBupuaiok), po3risaaroTh JISUIBKY SK
cUMBOJN  yKpaiHcekoi  imeHTmuHocti (H.  CBupmmrok,
C. Co0OoneBchka); DOCTIIKYIOTH ii K 00’€KT Mi()OJIOTIYHOTO
ceitoctipuitusatts  (JI. Tepyc, JI. Open, O. CxisipeHKo),
couiokynbTypauii  penomen (T. Caenko, H. Csupumiok,
O. CuTHHK), BH3HAUYaIOTh POJIb 1 Miclleé BY3JIOBOi JISLIBKUA B
My3eiHuX  ekcrmosumisx ~— Ykpainm  (A.  Craxypcbka),
PO3pOOIISIFOTh HOBI METOJUKM 3HAHOMCTBA Y4YHIB Ta CTYJICHTIB
13 HApOJHUM MHCTEHTBOM BUTOTOBIICHHS BY3JIOBOi JISUITBKH
(T. Caenko, H. CBupumiok). Benuky posib y mpoMy pyci maia
JISUTBHICTh ~ 3acily’)K€HOro  MaiicTpa HapoAHOI TBOPUYOCTI
Vkpaian, unena HarioHanbHOT CHIJIKM MalCTpiB HApOIHOTO
mucreurtsa Ykpainu — H. CBupuiok, sxa € aBTopom monan 30
HAayKOBMX TyOmikaimiii i3 MHCTEITBAa  BY3JIOBOi JISUTBKH,
3axXMCTWIA  KaHOUAATChbKy  JUCEpTallilo, MPUCBAYECHY
3aCTOCYBAHHIO €THOAM3ANHY HapOJHOI JISUIbKU Y MpodeciiiHiii
JisUIBHOCTI  MalOyTHIX  Y4YMTENIB TEXHOJOriH, 00’enHye
Cy4acHUX MaWCTpUHB HapoaHOi TBopuocTi [lonTaBmumHu 33115
OOMiHY JI0CBiIOM CTBOPEHHS BY3JIOBOI JISIIbKH.

[Iporte, 10 1bOro Yacy He cucTeMaTH30BaHa 1HQOpMaIlis
PO TBOPYICTh Cy4aCHHMX MaHCTpiB, 10 € (axiBIIMH B
MHUCTENTBl YKpAiHChKOi BY3JIOBOI JISUIbKH; HE JOCTaTHBO
ONMCAaHO METOAMKY Ta LUIAXH BIPOBAKEHHS IOTO BUIY
JEKOPATUBHO-TIPUKIIATHOTO MUCTEITBA B HABYAIILHUI TPOIIEC
YUHIB IIKIJ Ta CTYJEHTIB Pi3HUX OCBITHIX piBHIB. BianosiaHo,
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METOK  JIOCHIJKCHHSI CTaj0 BHCBITICHHS HAyKOBOI Ta
MHUCTelbKO1 TBOpUOCcTi TersHn CaeHKO Ta BU3HAYUTH i1 pOJIb y
MOTYJIIpHU3aIlii YKpaiHCBKO1 BY3JIOBOI  JISUIBKH Ha
pErioHaNbHOMY Ta BCEYKPATHCHKOMY PIBHSX.

PesyabraTH. YKpaiHChKa By3JI0Ba JISJIBKA HAJIEKUTH J10
aHTPOMOMOP(HOIr0 Pi3HOBHULY YKPATHCHKOI BY3JIOBOI IrpalIku
(mopsan 13 300MOpPPHUM PIZHOBUAOM — 300pa)KCHHS TBAapHH,
nTaxiB, pu0) i3 TEKCTWIIO Ta HHUTOK, IO BHUTOTOBJISETHCS
[IUITXOM 3MOTYBaHHs, CKOYYBaHHS Ta 3aB's3yBaHHs. Irparmika
BiJIiIlpae BaXJMBY pOIb Yy JAUTAYOMY Billl, CHPHUIIOYH
¢GiznyHOMY, €MOLIHHOMY, COIIaIbHOMY Ta KOTHITHBHOMY
po3BuTKy. BoHM € He Timpku 3aco0oMm po3Bard, a i
THCTPYMEHTOM JJIS HaBYaHHS, TBOPUYOCTi, CAMOBUPAKEHHS Ta
couiansHOi B3aemoxii [9, ¢.130]. [Ipore, HaBiTH y TOpOCIOMY
Billl JIFOJMHA 3BEPTAETHCS IO ITPAIIKU SK 0 CIOTaJiB, TAPHUX
eMolliii, 00’ ekTy apT-Tepartii. JIsanpka Mae 1aBHIO icTopito 1 Oyna
nommpeHa y 6araTb0X HaposiB Ta KyibTyp. ChOrOIHI BY3JI0BI
JSJIBKM  CTBOPIOKOTH  SIK  Irpamiku, 3a0aBKu IS JITEH,
300paXyIOTh Y MUCTEIIBKUX TBOPAX, TAPYIOTh K 3HAK, CHMBOJI,
o0pa3 yKpaiHCBKOTO Hapody, TMepeAarTh 5K obeperu
BIMICBKOBHM Ha (PPOHT.

[TonTaBumHa — yHIKaJbHUI perioH, CIIOBHEHHH
0araTCTBOM TpaJMLIMHUX HApOJHHUX pEMeced, pI3HOBUIIB
JE€KOPaTUBHO-TIPUKJIATHOTO MUCTELTBA. CroroHi

[TonraBchkuit  ocepenok HarioHanbHOT CHIIKM  MaKCTpiB
HapOJIHOTO MUCTELTBA YKpaiHu Hajiuye Outbine 20 MaiicTpuHb
JSIBKApCTBA, SIK1 MPOJIOBXKYIOTh TPAAMIIIi YKPaiHCHKOI BY3JI0BO1
JSIBKU Ta PO3BUBAIOTh MUCTELTBO aBTOPCHKOI JIsibKU. [IpoTe,
MepIIo JOoCTigHuIe0 1mhoro ¢eHomeny Ha IlonraBmmHI €
Tersina BanentuniBna CaeHko.

Maiictpuns Hapogunacs y [lomraBi. ¥V 1988 p.
3akiHymna [lonTaBchbkuil Jep)KaBHUN MENaroriyHuid 1HCTUTYT
imeni B. I'. Koponenka, 3m00yna kBamidikaimiio «BYUTETH
MOYaTKOBUX KJIAaciB Ta 00pa30TBOPYOrO0 MUCTEITBA CEPETHBOI
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mKoiu». Y IlonTaBcbkOoMy HaliOHAJLHOMY T€JaroriyHOMY
yHiBepcuteTi iMeH1 B.I'. Koponenka 3 1988 p. sona mpairoBaa
Ha mnocagax acucrenta (1988-2002 pp.), mouenta (2002-
2021 pp.). 3 xoBTHs 2021 p. € HO1IEHTOM, 3aBiyBaueM Kadeapu
00pa30TBOPYOro MUCTEIITBA.

3 nutuHcTBa TersHa 3axoIultoBajiacs AEKOPATUBHO-
NPUKIAIHAM MHCTENTBOM — MallioBaja, BHIIWBAJIA, MIHMJIA,
B’s3ana. Ilepmia By3ioBa Jsibka 3MoTaHa Hewo y 1988 p. i
M0/IapOBaHa JIITSAM JIPY3iB. 3 TOTO Yacy i 10 ChOTOJTHI MAWCTPHHS
JOCHIJKYE Ta CTBOPIOE BY3JIOBI JIAJIbKM, HABYa€ LbOMY
MHUCTELTBY BCIX OXOYHMX, B MEPIIy 4epry Mojoib. Bimpomuru
MUCTELTBO BY3JIOBOI JISJIBKH, IEPEOCMUCIUTU HOTO 1 3p0OUTH
[IKaBUM JUIsl CYYaCHHUKIB — TaKe HEJIerKe 3aBIaHHS IMOCTaBUIIA
nepez co00r0 M0JI0/1a MUCTKMHS Ta HAyKOBELb.

[lepiinmMu HayKOBMMHM PO3BIJKaMU MUCTELTBA BY3JI0BO1
nsbku y 1998 p. cranu cTarTi Ipo yKpaiHChKY irpamky. Sk
MIPOJOBKEHHS JOCHTIKEHHs — 3aXUCT y 2002 p. KaHIUAATCHKOT
auceptauii «DopMyBaHHS TBOPUYOi AKTHUBHOCTI MOJOALIUX
LIKOJIAPIB 3ac00aMM  yKpaiHChKOI HAapOJHOI Irpamikuy, e,
30KpeMa, OINMCAHO BIPOBA/PKEHHS YKPaiHCBKOI BY3JIOBOI
JSUTBKM B HaBYAJIbHO-BUXOBHUH MpPOIEC 3arajJbHOOCBITHBOL
mkoau. HaykoBe Bu3HanHs npaui Tersnu CaeHKO yKpinuio ii
HaMipH 1 BOHA BUPILIWIIA IPUCBATUTH CBOIO HAYKOBY JISUIbHICTD
Ta  TBOPYICTh  BHMBUEHHIO  YKPaiHCBKOTO  HAapOJHOTO
JIEKOPATUBHO-TIPUKIIAJIHOTO MUCTEITBA, MHUCTEIbKIM OCBITI 1
HapOJIHIH irpamiii, B TOMy YHCIIi 1 By3JI0BIH JISIIBII.

Sk BUSABWIOCH, BOHA OyJia TEpUIMM BHKJIAAayeM-
BUIIYCKHUKOM  HoBOcTBOpeHoi B  [lomraBi  kadenpu
00pa3oTBOPYOrO0 MHUCTEITBA, SKa IMICIS 3aKIHUYEHHS HaBUYAHHS
npuilyia  BUKJIQJAaTH  CTyJE€HTaM OCHOBH  MHCTEIBKOi
MeJaroriki, 1 BIJATaK, PO3MOYaBCS HOBUU MEpIOJl y KUTTI
MHUCTKHHI — MEepioj MeIaroriyHoi AisUIbHOCTI. 3a Il pOKH BOHA
MIpaIToe sIK BUKJIa/1a4, JOICHT, 3aBilyBay kadeapu, mae 6arato
BimoMux B [lonrtaBi Ta 3a il MexaMu Yy4YHIB-BUIIYCKHHUKIB:
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B. Anrenosa, H. lirtsip, [. pwura, C. Konormisosa, M. Kpey,
H. Kpusenko, A. Kyueunko, T. Kyna, H. Xaparsaii, B. [llumko,
K. FOxHo Ta iH.

3 2021 p. mix i KepiBHUIITBOM BigOysocs 8 BUIYCKIB
kadenpu 00pa30TBOPUOro MUCTEITBA, IO 3ACBIIYUIN BUCOKHIA
pPIBEHb XYI0’KHBO-TIEJArOri4YHOl MiATOTOBKHM 3700yBadviB. 3a
JIOBTYy BUKIIAJANBKy AisUTbHICTH Oarato yuHiB Tersnu CaeHKO
BXK€ 3HAWNLIM cebe y muctenpkiii memarorimi (M. bepkaio,
O. Bnacrok, JI. Boiitiok, O. 'nupina, A. IN'omumikina, H. Jlirtsp,
€. Jlunogenpka, FO. [TaBneHko Ta iH.). Bona Ma€ MOCIiJOBHUKIB,
AKI TeX NpPOSBIIN cebe y MHCTEUTBI CTBOPEHHS BY3JIO0BOI
nseku: JI. babenko, O. Brnacrok, A. I'omumkina, H. irtsap ta
iH.

Terssna Ca€eHKO MOTa€ JISUIbKH, BUKOPHCTOBYIOYH
HATypaJbHI HUTKU 1 TKaHWHHM, 30epiraroud JaBHI CIOCOOH,
TexHiku Ta mnpuiiomu. Ilo 1 BupoOax MoOXKHA BHUBYATH
0COOIMBOCTI KIHOYOTO OIATY, a/PKe JISUIBKM MalCTpHUHI HE
TUTBKU MICTSITh YC1 HOTO OCHOBHI €I€MEHTH — COPOUKY, TUIAXTY,
KpaiKy, KepceTKy, BIHOYOK, XYCTKy, HAMHCTO TOIIO, a 1
HaraJyloTh Kpill yKpaiHCBKOTO TpaauIifHOrO BOpaHHS.
ABTOpCbKa IHIUBIAYaJbHICTh MaWCTPUHI MPOSBISETHCS B
CKJIaJHUX (haKTypHHX IOLIYKax, 0COONMBIN yBa3i 10 akcecyapiB
JSUTbKY, CTBOPEHHI IEBHOTO 00pa3y, KOMIO3UIIIS 1 IeTall YiTKO
MPOAYyMaHi it BUBXEHI.

Hocnimaunst  By3noBoi  ysmibku  H.  CBupmmrok
BUOKpeMITIOe y TBopyocTi T. CaeHKO 1iKaBe pillleHHS — MOTaTH
Ha 00JMYYl JISUIBKU XPECT, YTBOPEHUH HUTKAMM B Koiip Oaps
BECEJIKH, 3arajioM KOJIhOpOBAa ramMma TBOpPIB MaWCTpHHI, e
MO€JTHAH1 CHEKTpaJibHI KOJIbOPH (YEpPBOHUM, CHHIHM, >KOBTHUH),
caMme IIe Harajaye JOCHIJHHUII YKpPaiHChbKy HApOJIHY iKOHY [4,
c. 69].

CknanoBa ycmixy TBopuocti TersHu Caenko — 1e
JIOCKOHAIICTh TEXHIYHOTO BHKOHAHHS, TOBEPIICHICTH, IO €
XapaKTepHOI0 PUCOI0 €CTETHYHOI LIHHOCTI BY3JIOBOI JISUIBKH.
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B3aemo3B’s130k k0mpopiB y TBopax TerssHu CaeHKO Oa3zyeTbes
Ha TapMOHIHHOMY ITO€THAHHI KOJILOPOBOT'O TOHY, HACHYEHOCTI 1
ceiTmoru. Lli Tpu enemMeHTH € WIATPYHTSAM A TOOYJOBU
KOJIIPHOT rapMOHIi Mi100py OJATY BY3JIOBUX JISIILOK, CAME TOMY
BOHHM CHPUHMAIOTHCA K OKpeMi JKMBOIHCHI TBOPH 31 CBOIMH
CKJIQJIHUMU Ta I[IKABUMHU KOJILOPOBUMH raMamH, a caM KOJip y
TBOpax HaOyBae CUMBOJIIYHOTO 3HAYCHHS.

By310Bi1 JISUTBKH MaCTPUHI BIAPI3HAIOTHCS SICKPAaBUMHU
TPAOUIIMHUMHU  JUISI  YKPaiHCBKOTO KOCTIOMY KOJIbOpaMH,
O6araTuM JeKOpoM (BHUIIMBKOIO, AaIUTIKAIisIMH 3 TKaHUHH,
B’SI3aHHSIM), HACHYCHI €JIEMEHTAMHU YKPalHCHKOTO HApOIHOTO
OJIATY — HAMHCTOM, YOOITKaMU Ha HIXKKaX, CTPIUKaMU B KOCax,
OUillKaMH, pyIIHUKaMH. BOHH € YyOCOOJIeHHSM 00pasy
pra'l'HCLKo'l' JKIHKH B ycix 1mocTacax: MIBYMHKH, IIBYMHH,
MaTepi, )KIHKH, TITKH, TNIEMiHHUI, 0a0yci, rapHOT TOCIIOIUHI Ta
BECEIyHKHU. 1l BJA€ThCA BUPA3UTH B OJHOMY 00pasi BY3NOBOi
JSUTBKH BCIO €KCTIPECIO 1 MaTeTUKY YKpaiHChKOTO *kKiHomTBa. Lle
pPOMaHTHKa, i7ieaizailisi yKpaiHCTBa, MPIMIMBUN CBIT, KU Ou
MU XOTUIM O 0aYUTH, mo MPOTUCTABISIETHCS HUHIIITHHOMY Xa0Cy
OTOUYIOUOTO CBIiTy. Ii JANBbKM MOTPIOGHO PO3INSANATH YBAXKHO,
0e3 cyeTH Ta IMOCIixy, 00 HACOJOAUTHUCS KPACOO, BIAUYTH iX
0COOITMBE «3BYYaHHS».

OcHnoBuumu ii TBopamu €: «Henbka» (2001 p.),
«Hapeuena» (2003 p.), «Marycs» (2004 p.), «Map’sHa»
(2006 p.), «diBunna 3 kymanuem» (2009 p.), «Cim’s» (2010 p.),
«Becnsne komo» (2010 p.), «agsaupka kpacyHs» (2011 p.),
«IlIepma onyka» (2011 p.), «Bacununa» (2011 p.), «/liBunna 3
nosioTHOM» (2011 p.), «IllacnuBa 6abycs» (2012 p.), «JliBuatan
(2013 p.), «Becny 3ycrpiuaemo» (2014 p.), «lloapyrm»,
«iBunna 3 3inpkiBumHm» (2015 p.), «Cectpuukm» (2016 p.),
«PizmBo» (2017 p.), «Bapmapa» (2018 p.), «/liBuara 3
[TonraBumam» (2019 p.), «BummBana pymsuuox» (2020 p.),
«Cssaro» (2021 p.), «Ykpainceki kpacyni» (2021 p.), «Ha
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PizgBo» (2022 p.), «Cesro HaOGmmxkaerbes» (2023 p.),
«Yxkpainceki kpacyHi» (2024 p.) Ta iH.

Haym3BuuaiiHO CKIagHUMHM B TE€XHIYHOMY BHKOHAHHI €
MaJIeHbKi BY3J10B1 JIsIbkH — 3-4 cM. He 3Bakaroum Ha CBiit
PO3Mip, Bonn MAIOTh BCl €IEMEHTH TPAAMLIHHOTO OAATY i €, 0e3
nepeOUIbIIeHHs,  YHIKQIbHUMH  TBOpaMH  YKpPaiHCBhKOIO
JIEKOPATUBHO-TIPUKIIAAHOTO MHCTENTBA, IO PO3KPHUBAIOTH
HEenepeciyHU TBOPUMI XapaKTep ta OPUTIHAIBHICTH TBOPUYOTO
MUCIICHHS XYIOXKHHULI. MaJleHbKi JISJICYKH HaragaroTh T. 3B.
«MOHETKW» (MaJeHbKI IICYNKH, MUCKH, KyMaHI[i) B MUCTEIITBI
KepaMiKM, MIHIaTIOpHI TOoO€JIeHH Yy TKalTBl, MHPOJOBKYIOTbH
TpaaMIlii yKpaiHCbKOi irpamku. ['apMoHiliHE MO€eqHAHHS
TPAWIiid i BIACHOTO aBTOPCHKOTO TMOYEPKY, EKCIIPEcis,
BHPA3HICTh IUIACTUYHA 3aKIHYEHICTh, poOOnats 1i TBOPH
CIPaBKHbOI OKpacor Oyab-IKOi BHCTAaBKH YU 1HTEp €py.
bararctBo  00pa3HuX, KOMIIO3UIIAHUX, (AKTypHHX Ta
KOJIODUCTHYHUX pIlIeHb Y TBOPYOCTI MaHCTpWHI, a TaKOX
HOBaTOPCTBO y MHCTELBKHX TIOIIyKaX Yy TMOEIHAHHI 3
NPOJOBKEHHSAM  TPaauIliii  HApOAHOTO  JEKOPATHBHO-
NPUKIAAHOTO MHUCTeNTBa CTaBiIATh TersHy CaeHKO Ha
MUCTEIbKI BUCOTH Cy4acCHOT'0 HaI[lOHAJIbHOTO MUCTENTBAa. BoHa
po3yMie€ Ta BiAuyBa€ INIMOMHHI TPaJuLii HAPOIHOI TBOPUYOCTI y
iX GaraTorpaHHOCTI Ta BMi€ BTUJIUTH iX Y CBOIX poOOTax.

Terssina Ca€HKO pPO3BUBAETHCS SIK MEJAror Ta HAyKOBELb,
po3po0mira Ta BUKJIaZa€ HABYAIBHO-METOIUYHI KOMILUIEKCH JI0
aucHuIuIia  cnerianbHocTi «Cepennst ocita. OOpa3zoTBopue
MHUCTEUTBO»:  «MeToauka  HaBUaHHS  0Opa30TBOPYOTO
MHUCTELTBa»,  «Meronuka  HaBYaHHA  00pPa30TBOPUYOTO
MHUCTEITBA Y BHIIIN IIKOII», «MeTogoyoris Ta opraizaiis
HAYKOBUX JOcCHikeHby», «llemarorika 3arajabHOI CcepenHboi,
MO3AIIKIIbHOI Ta BUINOI MIKOMM», «MeTonnka  HaBYaHHS
OCBITHBOI rany3i «MucrtentBo», «CTaHKOBUH TBIp B MaTepiaii»,
«AKaseMiuyHu YKUBOIIUCY, «JleKopaTuBHO-YKUTKOBE
MHUCTEUTBO»,  «HemarepianbHa ~ KyJIbTypHa  CHafIIdHA
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VYkpainny», « Tpaaumii 1eKopaTUBHOTO MUCTELTBA KPaiH CBITY»,
«Tpamumii  ykpalHCBKOTO HaIllOHAJLHOTO BOpaHHS,
«Kumumapctoy, «JIsnpkapctBo» «Bubiiikay, «BuTuHaHKay,
«XyII0KH1 TeXHOJIOT1T poOOTH 3 TEKCTHJIBHUMH MaTepiagamMm.
S1u HaykoBHIIsI BOHA Oyna kepiBHUKOM acmipanTa (irtsp H.M.:
«DopMyBaHHSl XYJ0KHBOTO JOCBIIY Y4YHIB OCHOBHOI LIKOJIU
3ac00aMH HapOTHOT KApTUHUY).

T. Caenko 6epe ydacTh B 00JJaCHUX 1 MICBKMX KOHKYPCIB
JTUTSYOT0 MAIIIOHKY Y Taly3i 00pa30TBOPYOro Ta JEKOPaTUBHO-
MPHUKJIAJHOTO MHCTELTBa (TOJIOBAa Ta WIEH >Kypl MICBKOTO Ta
00JIaCHOTO eTamiB KOHKYpCy HaykoBux poOit MAH, cexmis
«MwuctenTBo3HaBctBoy, 2013-2024  pp.; rosoBa  XKypi
BceykpaiHchKOoro KOHKYpCY HeIaroriB Mo3alKiTbHIX 3aKiIa/liB
3 IEKOPATUBHO-YKHUTKOBOT'O MUCTELITBA «/[eperno TBOpUOCTi»,
M. [Tonrara, 2016, 2024 pp.; royioBa kypi MOPIYHOTO MiCHKOTO
KOHKYpCy IutakaTiB «2KuBu opraniune», m. [lonraa, 2015 p.;
rOJIOBA XKYpi MIOPIYHOTO MiCEKOTO KOHKYpPCY I1akariB «Boma ta
dax», m. IlonraBa, 2016 p.; BceykpaiHCBKOTO BIIKPHUTOIO
KOHKypcy «CaxpanpHuil obepir nymi», 2023 p.; wieH Xypi
Bceykpaincekoro  koHkypcy — «ETHOKIacuka:  OpHaMeHTH
pigHoro kpato», 2023 p.; rosnosa xypi Biakpuroro micbkoro
KOHKYpPCY J€KOpaTMBHO-TIPUKJIAAHOro MucrentBa «Hammi
Tpaauuii — Hame KOpiHHs», 2023 p.; uneH xypi Biakpuroro
JUTAYO-IOHAIIBKOTO KOHKYpCYy 00pa3oTBOPYOro MHUCTENTBA
imeni Cammi Ilytpi, 2023 p.; ujgeH >Xypli NEpIIOTO eTamy
Bceeykpaincekoro koHkypcey «OO6’enHaiimocs x, OpaTa moi!»
2024 p.; uneH xkypi nepuioro Typy BeeykpaiHCbKOro KOHKypCy
«Yuurenr poky — 2024» B HomiHamii «OOGpa3zoTBOpue
MHUCTENTBOY, 2024 p.).

CBoiM NpPUKIAJIOM BOHAa Haauxae cTyaeHTiB. Tak, y
2011 p. 11 By3/10Ba JsiIbKa OyJjia BU3HAHA HAMKPAIIOK 3 yCiX
nojaHnx Ha BceeykpaiHChKUE KOHKYpPC 13 HapOJHOI JISUIBKH 1
orpumana 1 wmicue. Bigomuit B Ykpaidi JOCHITHUK By3JI0BOL
nmsutbku, Onexcanap HaiineH, aBrop 6araTb0oX HayKOBHUX Ipallb
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mpo ICTOpiF0 i BUHUKHEHHS, pPETiOHAIBbHI OCOOIMBOCTI
MoOyTyBaHHs B YKpaiHi, BACOKO OILIIHMB TBOPYICTh MUCTKHUHI.

Tersna  CaeHKO —  HOCIH-IDAKTHK  €JIEMEHTY
HeMaTrepiaabHOI KYyJbTYpHOI cnaamuHu YKpainu «Tpamuiis
By3JI0BOI Jisuibku  [lonraBmuHu». MalCTpuHa  aKTUBHO
CHIBIIpAILIOE 3 My3€sIMH Ta HAyKOBHUMH YyCTaHOBaMHU (Haaae
KOHCYJbTallil, TPOBOJUTH MAaHCTEep-KJIacH, Ji€ HaBYae
MHUCTEITBY CTBOPIOBATH TPAIUIIIMHI BY3JIOBI JISLIBKH Ta HAPOHI
Irpalky 3 TEKCTHIII), 3aly4yae MOJTABIB Ta TOCTEH MicTa 70
MIMOMHHKMX TUIACTIB HAIIOHAJIBHOI KYJBTYPH 1 JYXOBHOCTI,
dbopMye MOJOMI HAIIOHAJIBHI CBITOTJISAHI TMO3MINI, 17€i,
MOTJISIAM 1 IEPEKOHAHHSI HAa OCHOBI I[IHHOCTEH yKpaiHCHhKOI Ta
CBITOBOI KyJbTYpPH. 3a JIOIIOMOIOI0 BY3JIOBOi JISUIbKM BOHA
dbopMye y CTyACHTIB MNaTpiOTH3M, HaIlIOHAJIbHY TOPAICTH i
TIHICTh, JI000B 110  VYKpaiHu, aJke 30epexeHHs Ta
MIPOJIOBXKEHHS TPAIMIIIiA, 3aITyYeHHs TPOMAJISH 10 HAI[lOHATbHOT
KyJbTYPH 1 JyXOBHOCTI, aKTUBHE BIPOBAKEHHS 1X y OOYT Ta
MOBCSKJIEHHE JKUTTS Cy4acHOI MOJOJI JaroTs HAIIl0 Ha
nepeMory YkpaiHu Ta BiIbHE MalOyTHe HammMx miTe. Ili
BY3JIOBI JISUIBKM HECiTh Y €00l BIKOBi, cakpajibHi 0Opasu i
MOTHUBH, I[IHHOCTI CIM’i, pagoCTi »XUTTS, YHCTOTO KOXaHHS,
PO3KPUBAIOTh Kpacy YKpPaiHChKOT JKIHKH.

[To3uTuBHA y CHUIKYBaHHI, 3aX0IUIMBA CBOEIO CIIPABOIO,
Terssna CaeHko Hajauxae IHIIMX BUBYATH Ta IMOMYJISIPU3yBaTh
MHUCTETBO YKpPAiHCBKOi BY3JIOBOi JIsbKkU. Yum Oiiblie
CHUIKY€enicss 3 MaWCTpUHEI0, YMM OIifbIlle BIUBISIENICS B ii
TBOPH, TUM OLIbIIIE€ MOYUHAEII L{IHYBATH MUCTELITBO CTBOPEHHS
BY3JIOBOi JISUIbKH, BiT4yBaTH Te, 1[0 XOY€ JIOHECTH JO Hac
aBTOpKa. li TBOPM HEMOB CaMi «PO3MOBISAIOTEY» i3 HaMH,
PO3MOBIZAIOTh CBOIO ICTOPiO, HECYTh HE TIIBKU E€CTETHYHY
iHpopMaLlio, a ¥ 3aXOIUIIOITh TNHMOOKUM  (Hi10cOPCHKUM
HAMOBHEHHSM 1 3MICTOM.

BucnoBku. Chorogni ponb 1 QpyHKIIi egarora, MUTLS
Ta MPOJOBXKyBaya TPaJuLliil HAPOJAHOTO MUCTEITBA, Meaarora-
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XyAOKHUKA 3HAYHO YCKIAQJHIOETHCS. 3aXHUCT KyJIbTypHHUX
LIHHOCTEH pPEryiroeTbcsi B YKpaiHi ACSIKUMH HOPMAaTHUBHO-
NPaBOBUMH aKTaMH, NpoTe, Opakye cHcTeMaru3aiii, iCHye
HEY3TO/DKCHICTh ~ TEPMIHOJIOTII, 3acTapiaicTh HOpM  abo
NOpOTaJIMHU, SKI HEOOXIIHO YCYHYTH Ui 3a0e3ledyeHHs
e(eKTUBHOIO 3aXUCTy €JIEMEHTIB HeMaTepiaibHOI KYJIbTYPHOI
CIIAJIIUMHU Y KpaiHHU.

Binpomxenns Ta MIPOJIOBKEHHS TpaauLin
HAI[IOHAIBHOTO MHUCTEUTBA, MiIATPUMKA 3aKJIaiB KyJIbTypU Ta
OCBITH, TIOCWJICHHS CTIMKOCTI 4Yepe3 KyIbTypy, TpaHTOBa
JI0TIOMOTa MaiCcTpaM Ta JOCTIAHUKAM TPATUIlii YKpaiHCHKOTO
HAapOJHOTO MHCTELTBA, 3alyyeHHS iX [0 HalUCAHHA
HAI[IOHAIBHUX CTPATErii Ta IJIaHiB PO3BUTKY OCBITH, H(poBa
Tpanchopmaiiis (HOHIIB, BHECEHHS HOBHX C€JIEMEHTIB JI0
MepetiKy HeMaTepialbHOI KyJbTYpHOI CHAAIIMHH YKpaiHH,
po3poOKa Ta BIPOBAIHKCHHS €JICKTPOHHOI peecTparllii 00’ €KTiB
KyJIbTypHOI ~ CHAAIIMHA  MOXYTh  CTaTH  HACTYIHHMH
aKTyaJIbHUMH PO3Bi1IKAMH HayKOBUX JOCIIIKEHb Iliei ramysi.
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Abstract. The problem that initiated this article can be
formulated as an emphasis on national education, which is
becoming one of the main priorities and an organic component
of modern education today. In this regard, the author emphasizes
the need for artistic research and the continuation of the
traditions of creating a Ukrainian knotted doll, as one of the
symbols of Ukrainian national identity. It is noted that until now,
information about the work of modern masters who are
specialists in the art of Ukrainian knotted dolls has not been
scientifically systematized; the methodology and ways of
introducing this type of decorative and applied art into the
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educational process of schoolchildren and students of different
educational levels have not been described; the history of the
dissemination of knowledge, the transmission of traditions of
creating a knotted doll has not been sufficiently covered in
scientific literature. The scientific, pedagogical and artistic
creativity of the researcher, the carrier-practitioner of the
element of the intangible cultural heritage of Ukraine
“Traditions of the Ukrainian knotted doll of Poltava region” —
Tetiana Sayenko is highlighted, her role in the popularization of
the Ukrainian knotted doll at the regional and all-Ukrainian
levels is determined. It is emphasized that artistic searches and
dissemination of knowledge about the Ukrainian knotted doll
will help to involve citizens in the deep layers of national culture
and spirituality, will continue the continuity of the traditions of
artistic experience of generations. The author's individuality of
the creative method of the craftswoman, the originality of her
artistic thinking are revealed. Prospects for further research are
highlighted, such as: support for cultural and educational
institutions, strengthening sustainability through culture; grant
assistance to craftsmen and researchers of the traditions of
Ukrainian folk art, their involvement in writing national
strategies and plans for the development of education; digital
transformation of funds, adding new elements to the list of
intangible cultural heritage of Ukraine, development and
implementation of electronic registration of cultural heritage
sites, etc.

Key words: Tetyana Sayenko, knotted doll,
craftswoman, teacher, scientist, traditions, folk art, students.
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FROM TRICK ASSEMBLAGE TO NARRATIVE
SCORING IN AERIAL GYMNASTICS: GENRE
EVOLUTION AND DRAMATURGICAL
CONSOLIDATION

Abstract. The article analyzes the contemporary
reconfiguration of aerial gymnastics from feat-centered
concatenations to dramaturgically scored compositions in which
technique carries narrative meaning. Building on recent work in
circus dramaturgy, choreographic method, audience physiology,
performer profiling, and injury-risk synthesis, the study argues
that recurrent motive families — wraps, climbs, drops, and
suspensions — can be organized as image-bearing structures
without diluting gymnastic specificity. Compositional agency is
attributed to the material frictions between body and apparatus:
torsion, drag, deliberate mis/fit, negotiated balance. These
frictions are arranged through repetition-with-difference,
durational suspensions, and tempo-coded transitions so that
conflict, hesitation, and repair unfold as legible arcs rather than
as ornamental bridges between highlight tricks. Audience-side
measurements from immersive formats indicate segment-wise
peaks of synchrony at dramaturgical hinges, providing a
feedback-sensitive handle on pacing, cue placement, and the
distribution of suspense and release. In parallel, cross-sectional
profiles of pre-professional and professional circus artists,
together with discipline-specific risk syntheses and return-to-
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performance pathways, supply operational constraints for
casting, rehearsal design, and spacing of high-load elements;
narrative intensity is matched to tissue tolerance, prior exposure,
and recovery windows. The article proposes a practice-oriented
matrix that links motive selection to compositional choices,
health parameters, and audience cues, and illustrates its
applicability by reading a Jeanne d’Arc creation as a cyclical
motive design built from bindings, ascents, and falls. Outcomes
include criteria for distributing serial drops and prolonged
isometrics across an arc; guidelines for integrating breath,
tremor, and micro-failure as evidence rather than defect; and a
template for returning motif density when re-staging for
different bodies while preserving the same narrative outline. The
consolidation of these methods clarifies how risk, virtuosity, and
imbalance/repair operate as circus-specific codes of meaning.
Taken together, the framework supplies creators and coaches
with reproducible procedures for narrative scoring in
contemporary aerial work, enabling genre evolution from trick
assemblage to image-driven storytelling while sustaining
performer longevity and dramaturgical clarity.

Key words: aerial gymnastics, contemporary circus,
dramaturgy, narrative scoring, apparatus—body  misfit,
immersive performance, physical profiling, injury risk,
gendered aesthetics, rehearsal design.

Introduction. Over the last decade, aerial gymnastics
has undergone a measurable reorientation: technique functions
not as ornament but as a bearer of diegetic information.
Compositional choices now arise from the frictions between
body and apparatus, with dramaturgical arcs constructed through
motivic reprises, durational suspensions, and tempo-coded
transitions. Audience engagement studies register synchrony
around narrative pivots, while normative profiles and injury
syntheses enable calibrated spacing of high-load motifs. This
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article consolidates these developments and unifies two strands
—genre evolution in aerial work and the dramaturgical turn from
trick to image — into a single explanatory frame.

Aim is to articulate a practice-oriented account of how
aerial techniques generate narrative meaning and how
rehearsal/casting protocols sustain that meaning safely. So,
tasks:

1) To systematize recent evidence on narrative devices in
aerial composition and audience response.

2) To relate dramaturgical planning to physical readiness,
risk distribution, and return-to-performance staging.

3) To demonstrate the applicability of this framework
through a case-informed reading of Jeanne d’Arc as a cyclical
motive design.

The article offers an operational matrix that links
recurrent motives to compositional decisions, constraints, and
audience cues, aligning dramaturgical intent with performer
profiling and risk management. A comparative analytic method
and integrative review were employed to align dramaturgical
theory with practice-based and clinical findings; close reading
of case narratives was combined with conceptual synthesis
across performance studies, physiology, and sports medicine.
Descriptive tabulation was used to produce summary and
operational tables; reasoned inference connected performer
profiling to motif distribution.

Analysis of recent research and publications.
M. Cossin et al. [1] supply physiological measures of audience
engagement and interpersonal synchrony, used here to anchor
claims about pacing and narrative pivots. F. Trapp [9] provides
a dramaturgical reading of contemporary circus with close
analyses of narration and metaphor, used to formalize
interpretive categories for aerial scores. S.J. Greenspan,
M.I. Stuckey [2] report normative physical profiles for pre-
professional and professional circus artists, applied to casting
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logic and motif spacing. S. Greenspan, J. Nicholas,
M.I. Stuckey, D. Munro [3] synthesize discipline-specific
exposure and risk factors, informing the distribution of drops
and prolonged isometrics. L.V. Martinez [4] analyzes meaning-
making in contemporary circus practice, supporting the claim
that technical phrasing bears thematic load. T. McBlaine,
B.L. Davies [5] characterize injuries in recreational aerial arts,
used to calibrate load management and staging choices.
D. Munro et al. [6] outline circus-specific return-to-performance
pathways after concussion, integrated into rehearsal scheduling
and clearance checkpoints. A. Richard [7] discusses autonomy
and creativity in gymnastic training, motivating rehearsal
practices that retain effort, hesitation, and failure as
compositional material. A. Stich [8] formulates a choreographic
method of apparatus—body “mis/fit,” providing a reproducible
procedure for embedding conflict within technique. S. Watt [10]
documents gendered experience in aerial communities,
informing the aesthetic legitimacy of visible effort and trust
dynamics.

Results. Across the last decade the center of gravity in
aerial gymnastics has shifted from additive chains of feats
toward dramaturgically scored works that bind vocabulary,
musical design, and imagery into legible arcs. Comparative
readings of contemporary circus propose that such works are
best understood not as “theatre with gymnastics,” but as
performances whose meanings are produced by circus-specific
codes (risk, virtuosity, imbalance/repair) organized through
narrational and semiotic principles; this approach explains why
narrative aerial acts increasingly mobilize metaphor,
intertextuality, and recurring motifs rather than a linear feat
escalation alone [9]. Recent analyses of story-centred circus
bodies show the performer’s technique functioning as a bearer
of diegetic information (e.g., tempo inflection or wrap density as
cues of conflict, suspension motifs as durational “rests”), which
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aligns with the observed rise of image-driven dramaturgies in
major companies and mixed-media collaborations [1; 4]. In
aerial dance research, choreographic methods explicitly frame
“fit/misfit” between apparatus and body as a generative
constraint, allowing dramaturgical tension to be composed
materially (friction, drag, torsion) rather than layered post hoc;
this materially grounded scoring supports the move from trick to
image without forfeiting gymnastic specificity [8].

The transition from feat-centric design to story-bearing
design correlates with wider adoption of three compositional
devices documented in recent work.

1) Recurrent wraps, climbs, and drops are varied in meter,
amplitude, or spatial facing to encode plot turns; case analyses
of contemporary productions detail how repetition-with-
difference produces legibility for audiences unfamiliar with
circus grammar [4; 9].

2) Experimental aerial practice treats technical friction,
instability, and negotiated balance as dramaturgical agents; the
“mis/fit” method uses deliberately resistant configurations to
foreground character struggle in the kinesic texture, sidestepping
pantomime and allowing the apparatus to “speak™ [8].

3) Immersive and participatory formats integrate sensors,
projections, and group tasks so that audience physiology and
synchrony peak during dramaturgically salient transitions;
measurements of electrodermal activity and heart-rate
variability demonstrate segment-wise arousal patterns that map
onto designed narrative beats in hybrid circus installations [1].
Together these devices account for the observed migration
“from trick to image” without importing theatre’s dialogic
scaffolding.

Two independent strands substantiate the growth of
narrative/imagistic aerial work. First, corpus-based readings of
contemporary circus identify narration, metaphor, and
metadiscourse as recurring structures across companies and
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festivals, with detailed semiotic accounts of narration in case
chapters (e.g., Squarehead Productions; Les Colporteurs) [9].
Second, practitioner-scholar analyses track the emergence of
“parrative bodies,” where technical phrasing is composed to
carry thematic load rather than merely decorate climax points;
the trend is visible in repertoire studies and in rehearsal
documentation from creation-oriented companies [1; 4]. These
sources converge on the finding that twenty-first-century aerial
dramaturgy builds meaning through acrobatic material itself
rather than by attaching external stories to a string of set pieces
[4;9].

The dramaturgization of aerial numbers co-evolves with
measurable changes in preparation. New normative profiles for
pre-professional and professional circus artists (n=201) establish
reference values for strength, flexibility, balance, and
cardiovascular indices that enable casting and programming to
be aligned with dramaturgical demands (e.g., sustained
suspensions vs. burst-drop structures) [2]. Injury-risk syntheses
argue that discipline-specific exposure, workload cycles, and
tissue tolerance must be treated as dramaturgical parameters
during creation: narrative arcs that require serial “oblivion
drops” or prolonged isometrics entail distinct fatigue and risk
signatures that should be scored alongside music and light [3].
Exploratory surveillance in recreational aerial schools quantifies
injury rates per 1,000 class-hours and flags shoulder/upper-limb
load management, mat selection, and clothing as levers;
translating these findings to dramaturgical planning supports
safer modulation of suspense and release without over-
concentrating risk in one segment [5]. Sector guidance now
extends general concussion consensus statements with circus-
specific  return-to-performance staging, offering graded
progressions that respect complex gymnastic exposures typical
of aerial dramaturgy [6].
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Studies of gymnastic pedagogy and creativity document how
aesthetic autonomy arises when training regimes let artists
reorganize skill families around expressive problems rather than
catalogues of difficulty; this aligns with rehearsal practices
where transitions, pauses, and failed attempts are retained as part
of the score to sustain character logic [7]. Ethnographic and
qualitative work in aerial communities records gendered
negotiations around strength and muscularity — concerns that
historically pushed performers toward “pretty line” vocabularies
— yet recent dramaturgies use visible effort, sweat, and abrasion
to signify stakes and wvulnerability, expanding available
character registers for women and non-binary artists [10]. The
compositional consequence is a broader palette: audible breath,
tremor at edge-hold, and deliberately rough wraps read as
narrative evidence rather than technical deficiency [7; 8; 10].

Aerial dramaturgy increasingly treats time as
architectural: durations of suspension, ascent/descent ratios, and
phase order are designed to produce causation and memory, not
only suspense. Narrative-oriented analyses show how shows
place gymnastic events within frames that anticipate and recall
them (prologues/epilogues, metadiscourse), and how ambiguity
generated by apparatus use (e.g., knotting/unknotting in corde
lisse) supports metaphoric reading [9]. Case essays on narrative
bodies demonstrate tempo coding, where micro-accelerations
inside climbs or in-air transitions signal plot acceleration
independent of musical tempo [4]. Immersive prototypes
confirm that collectively orchestrated tasks can serve as “choric”
functions — shaping audience involvement peaks to coincide
with pivotal acrobatic images, thereby fusing kinesthetic and
narrative climaxes [1].

The consolidation of narrative aerial work coincides with
better baselines and return-to-performance pathways. Normative
data now differentiate professional versus pre-professional
profiles across handstand balance, pull-ups, abdominal strength,
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and flexibility, enabling dramaturges and coaches to match roles
and arc demands to performer capacities [2]. Risk syntheses
recommend accounting for discipline-specific exposures (aerial
vs. ground), prior injury, and load spikes in the creative calendar;
when narrative designs require repeated drops or protracted
wrap tensions, these become programmable “risk motifs” that
are distributed across the score to reduce clustering [3; 5]. Where
head impacts or suspected concussive events occur in high-risk
apparatus transitions, circus-specific return staging details
stepwise criteria and circus-relevant exertion/skill challenges
before resuming complex multi-apparatus sequences [6].

The integration of dramaturgical requirements into aerial
preparation becomes especially visible when comparing
physical readiness across performer groups. Research shows that
muscular strength and balance capacities differ significantly
between pre-professional and professional circus artists, which
directly conditions how long suspensions, dynamic drops, or
expressive pauses can be sustained without compromising
narrative integrity. These data, summarized in Figure 1, provide
a visual reference for the distribution of shoulder muscle
performance scores and clarify how dramaturgical planning
must take into account the physiological thresholds of
performers (fig. 1) [3].
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Fig 1. Shoulder manual muscle testing scores by professional
status. Source: [3]
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In a narrative aerial number such as Jeanne d’Arc, the
dramaturgy can be read as a cyclical motive structure: ascents,
bindings, and falls recur with increasing density, producing a
kinaesthetic allegory of ordeal and persistence. Contemporary
scholarship helps formalize what such a score already
accomplishes in practice:

1) semiotic legibility of action under risk [9];

i) choreography that harnesses apparatus resistance and
performer effort as expressive matter [7; 8];

iii) audience engagement synchronized to narrative pivots,
whether via musical/lighting cues or participatory design around
climactic suspensions [1; 4].

Health-informed scheduling then treats repeated
“oblivion drop” families as a dramaturgical resource to be
rationed across the arc, with staged readiness checks informed
by current circus-specific guidance.

The evidence assembled in the Results suggests a
structural reconfiguration of aerial gymnastics: technique is no
longer a decorative vessel for climax points but a meaning-
bearing system governed by semiotic and dramaturgical
constraints [4; 9]. Three consequences follow. First,
compositional decisions now arise from material frictions
between body and apparatus — wrap density, torsion, drag —
rather than from a catalogue of difficult elements [8]. Second,
audience involvement tracks dramaturgical pivots with
measurable synchrony, which gives creators a feedback-
sensitive handle on pacing and arc design [1]. Third, casting and
rehearsal planning must be parameterized by physical readiness
profiles and risk topographies so that narrative intensity does not
outstrip tissue tolerance [2; 3; 5; 6]. In practical terms, this
means that the same motif family (e.g., serial drops) will need
different temporal spacing and cueing depending on performer
status, as visualized in Fig. 1 [2].
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To consolidate these claims, Table 1 synthesizes converging
findings from dramaturgical theory, choreographic method,
audience studies, and health sciences. The summary clarifies
how each strand contributes to the double thesis of this article:
the genre’s evolution from trick assemblage to narrative scoring,
and the dramaturgical turn from feat to image.

Table 1
Converging recent evidence on narrative shift in aerial work
2022-2025)
Domain | Study focus | Principal finding Relevance to
& method aerial
dramaturgy
Dramatur- | Book-length Narration, metaphor, | Frames aerial
gy analyses of | metadiscourse numbers as
contemporary | recurrent across | narrational
circus;  close | companies; meaning | architectures built
readings produced through | from  gymnastic
circus codes under risk | material
Practice Case essays on | Technical phrasing | Justifies re-scoring
analysis “narrative composed to carry | of climbs,
bodies” thematic load, not | suspensions,
merely climax | transitions as plot
decoration devices
Choreogra | Method of | Material resistance | Supplies a
phic mis/fit in aerial | (apparatus—body reproducible
method dance misfit) functions as | procedure for
dramaturgical agent composing conflict
inside technique
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Pedagogy/ | Ethnography of | Autonomy rises when | Legitimates

creativity | acrobatic skills are organized | rehearsal retention
training around expressive | of effort,

problems hesitation, and
failure as score

Audience | Physiological | Segment-wise arousal | Empirical support

research measurements | peaks align  with | for pacing/tempo
in  immersive | designed narrative | decisions in story-
performance beats centred aerials

Physical Cross-sectional | Systematic Guides casting, arc

profiling | normative data | strength/balance length, and
(pre- differences across | recovery  spacing
professional vs | groups in narrative scores
professional)

Injury risk | Synthesis ~ of | Risk ~ shaped by | Converts  “drop
discipline- apparatus  exposure, | families” and long
specific workload cycles, prior | isometrics into
exposures injury programmable risk

motifs

Surveillan | Recreational Shoulder/upper-limb | Supports  safety-

-ce aerial  injury | load, matting, clothing | critical staging of
characterizatio | affect event rates suspense/release
n segments

Clinical Circus-specific | Graded criteria | Integrates  health

guidance | return-to- tailored to circus tasks | checkpoints  into
performance post-concussion rehearsal calendars
pathways

Gendered | Qualitative Visible effort, pain, | Expands character

experien- | study in aerial | trust renegotiate | registers  beyond

ce communities aesthetics of | “clean line” toward
muscularity embodied stakes
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The synthesis in Table 1 implies that dramaturgical design
choices warrant operational tools rather than post-hoc rhetoric.
To that end, Table 2 offers a scoring matrix that links recurrent
motive types to compositional decisions, health constraints, and
expected audience cues grounded in the recent literature.

Table 2
Operational scoring matrix for aerial dramaturgy: motive —
composition — constraints — cues

Dramaturgi | Compositional Health/ Audience/
-cal motive decision . .
training meaning cue
constraints (evidence)
Repetition- Vary facing, | Balance and | Recognition-
with- amplitude, and meter | shoulder based legibility
difference across reprises endurance of plot turns
wraps profiles
constrain
repetition
density
Prolonged Insert durational | Flexibility/ab | Time  dilation
suspension as | holds to punctuate | dominal read as
“rest” action strength and | reflection or
blood-flow threat
management
Serial  drop | Distribute drops | Load spikes | Kinetic ~ shock
families across arc; escalate | elevate risk; | coded as crisis
interval compression | stage
late recovery
windows
Mis/fit Compose Tissue Struggle
friction deliberately resistant | tolerance for | embodied in
entries/exits abrasion/torsi | technique, not
on; grip | pantomime
fatigue
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Tempo-coded

Micro-accelerate

Cardiovascul

Acceleration

climbs inside climbs | ar cost limits | reads as plot
independent of music | frequency of | quickening
tempo surges
Immersive Align lighting/sound | Manage Synchronous
pivot cues with narrative | cumulative arousal peaks at
hinge fatigue to | pivots
maintain
precision
Visible effort | Preserve breath, | Monitor Stakes/vulnerabi
aesthetic tremor, audible strain | overuse; lity legible
where safe avoid beyond “pretty
normalizing | line”
unsafe pain
Casting by | Assign motifs to | Use Stable execution
profile status-matched normative sustains
bodies thresholds to | narrative
gate difficulty | credibility
Return Gate re-exposure to | Circus- Cohesion
staging dynamic sequences | specific preserved
progression | without
criteria premature
escalation

Two applications follow for the combined topic of genre
evolution and dramaturgical consolidation. First, motif selection
and ordering can now be justified by measured readiness rather
than by an abstract escalation curve: the distribution of shoulder
performance scores across status groups (Fig. 1) constrains how
long suspensions or high-impact drops are clustered without
compromising narrative pacing [2; 3]. Second, image
construction benefits from material dramaturgy: when bindings,
ascents, and falls are arranged as a cyclical motive structure,
conflict and transformation are inscribed in the mechanics
themselves, which aligns with current readings of contemporary
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circus dramaturgy [8; 9]. Audience-side physiology further
indicates where to locate participatory or lighting cues so that
engagement peaks coincide with thematic pivots rather than with
arbitrary technical maxima [1].

For authorial practice centered on the Jeanne d’Arc
creation, the matrix in Table 2 clarifies three actionable levers:
1) rationing drop families across the arc with recovery micro-
windows calibrated to risk syntheses [3; 5];

il) using mis/fit entries to bind character struggle to apparatus
resistance [8];

iii) placing tempo-coded climbs near turning points where
engagement peaks are most probable [1; 4].

When casting or re-staging with different performers, normative
benchmarks can be used to retune motif density while preserving
the same narrative outline [2]. Should head impacts or near-
misses occur during dynamic transitions, circus-specific return
staging provides a pathway to resume rehearsals without
collapsing the dramaturgical spine of the act [6].

Finally, the literature on gendered experience argues for
the dramaturgical legitimacy of visible effort and abrasion where
safe monitoring is in place: rather than sanitizing muscularity,
narrative aerial work can recruit its marks — breath, tremor, grip
renegotiation — as evidence, widening character palettes for
women and non-binary artists in line with current practice-based
and qualitative findings.

Conclusions. The consolidation of narrative aerial work
rests on three interacting pillars. First, meaning is produced
through acrobatic material organized as motives — wraps,
ascents, drops, and suspensions — whose variation and timing
generate plot recognition without importing exogenous
dialogue. Second, dramaturgical planning is inseparable from
physiological readiness and risk governance: motif density,
recovery windows, and return-to-performance staging must be
tuned to profiles and exposure histories so that narrative
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intensity does not outrun capacity. Third, audience engagement
concentrates at designed hinges, enabling feedback-sensitive
pacing and the precise placement of immersive or lighting cues.
The practice-oriented matrix proposed here translates these
insights into assignable decisions for creators and coaches. The
Jeanne d’Arc reading illustrates how cyclical bindings, ascents,
and falls yield a coherent image that fuses technical specificity
with storytelling. The framework offers a transferable path for
composing narrative scores in aerial gymnastics while
sustaining performer longevity and dramaturgical clarity.
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BIJI TPFOKOBOI'O MOHTAKY IO HAPPATUBHOI'O
CKOPHHTY Y MTOBITPSTHIN TIMHACTHIII:
EBOJIIOLIS J)KAHPY TA JPAMATYPITUHA

KOHCOJIJIALIS

AHortania. CraTTs po3risgae mepexiJy MOBITPSIHOI
TIMHACTHKH BiJl JIAHLIOXKKIB TPIOKIB J0 KOMITO3HIIH 13 YiTKO
noOyZI0BaHOIO JIpamMaTypri€lo, /¢ TeXHIYHUH Martepian Hece
CIO)KETHHUH ceHC. B OCHOBI aHami3y — cy4yacHi JOCIHIIKEHHS 3
apamatyprii 1upKy, XxopeorpadidyHoi MeTOIuKH, ¢Hi3ioyorii
3aJIy4eHOCTI IJI1a4iB, TpoUTIOBaHHS apTUCTIB Ta YIPaBIiHHS
pusukamu. IlokazaHo, sk ciMmelicTBa MOTHUBIB (HaMOTKH,
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HigHOMH, 3pHBH, CTaTHYHI YTPUMAaHHS) OPraHi30BYIOTHCS B
oOpa3Hy CTpYKTypy O0€3 BTpaTH CHOPTHUBHOI crHenudiku.
PymriiiHOO CHITOI0 KOMITO3UIIIT € MaTepianbHi B3a€MO/Ii1 Tijia Ta
CHapsia: obepraHHs, omip, HaBMucHHE «Mmis/fity, Oamanc Ha
mexi. Lli B3aeMomii BHOPSAKOBYIOTHCS dYepe3 IMOBTOPH 3
BapilOBaHHSAM, JIOBT1 May3U-yTPUMaHHS Ta TEMIIOBI IEPEX0O.u,
dopmyroun dUiTKi Iyrd KOHQIIKTY ¥ BiAHOBIEHHS, a HE
MPOMDKHHUH «JIEKOp» MDK KyJbMiHAIlIAMH. BuMiproBaHHS Yy
iMmepcuBHUX (hopMaTax (iKCYyIOTh MKH CUHXPOHI3aLlii IIIg/1a4iB
y MICISIX JpaMaTypridyHuX MOBOPOTIB, IO HAJA€ IHCTPYMEHTH
JUISE TEMIIOPUTMY, PO3CTAHOBKH CBITJIO3BYKOBHX AaKIEHTIB 1
J03yBaHHS HampyKeHHs/po3psanku. [lapanenbHo HOpMaTHUBHI
npodini mpe-npodecionais i mpodecioHaiB, CHHTE3 (GAKTOPIB
PU3HKY Ta MPOTOKOJIM MOBEPHEHHS JI0 BUCTYIIIB 331aI0Th pOO0Yi
OOMEXEHHS JIsl  KAaCTUHTY, peNeTUlid 1  pOo3MoAlTy
BUCOKOHABAaHTAKEHUX EJIEMEHTIB, CIOXKETHA 1HTECHCUBHICTb
KOPEIIOE€ 3 TOJCPAHTHICTIO TKAHWH, ICTOPIEI0 HABAaHTAXXCHB 1
BiKHaMHU BifgHOBJIEHHS. [IponoHyeThcsi omepariiiiHa MaTpuiisd,
10 MOB’s13y€ BUOIP MOTHBIB 13 KOMIO3ULIHHUMHM PIIIEHHSMH,
nmapameTpamMu  3JI0pOB’S  Ta UIAJAIBKUMH  MapKepamu,
3aCTOCYBaHHS IOKa3aHO Ha MpouuTaHHi «OKanHu 1" Apk» K
UKJTIYHOTO MOTHUBY 31 3B’5130K, MIHOMIB 1 ajiiHb. Pe3ynpTaT —
KpUTepil pO3BEICHHS CEepIMHUX 3PUBIB 1 TOBTUX 130METpii 1O
Ty31 HOMEpy, MPAKTUKW BKIIIOYCHHS JWXAaHHS, TPEMTIHHS Ta
KOHTPOJIBbOBAHUX «300iB» K CBiJUE€Hb CTAaBOK, a HE OTpIXiB,
malbJoH  NepeHalalTyBaHHS  IIUIBHOCTI  MOTHBIB  IIpHU
pecTeiKuHry 0e3 BTpaTH CIOKETHOro Kapkacy. Iliaxin
3a0e3neuye BIATBOPIOBAHI MPOLIEYPH HAPATUBHOTO CKOPHUHTY
Ta MIJITPUMY€E pPECypc apTHCTa pPa3oM i3 KOMIIO3MLIHHOIO
SICHICTIO.
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INTEGRATING ART THERAPY AND CREATIVE
PRACTICES INTO AERIAL PERFORMANCES

Abstract. This article examines how art therapy and
creative processes can be integrated into the development and
production of aerial acts, an art form that combines high physical
risk with the need for emotional stability, psychological safety,
and long-term creative freedom. The study used secondary data
(2018-2024) based on curricula, program and residency
practitioner  descriptions,  peer-reviewed articles, and
professional repositories, using a combination of documentary,
comparative, and content analysis along with descriptive
aggregation of practice frequency. A review of academic
sources demonstrates the increasing use of improvisational
movement, somatic awareness, visual journaling, and structured
group reflection to promote self-regulation, cognitive flexibility,
group cohesion, and innovation. Three levels of integration are
defined: light (infrequent modules), moderate (frequency of
sessions related to choreographic content) and deep (systemic
implementation and facilitation by a specialist and evaluation of
results). A high degree of integration refers to the greatest return
in the originality of the production, self-regulation capabilities
and joint coherence. The conceptual novelty is the typology of
integration models, the introduction of the parameter of depth of
integration and the consistent correspondence of the logic of
pedagogical and therapeutic modeling into one system of aerial
creativity processes. Spatial and procedural conditions include -
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lighting, spatial rhythm, reflective rituals and the role of the
facilitator, are considered to be of practical importance for
improving positive outcomes in terms of safety, creativity and
well-being of performers. The results can be used to form a
methodological basis for the development of personnel in aerial
arts, rehearsal procedures with some reflective and somatic
activities, as well as for further research into mixed methods
regarding the potential impact of combining methods on the
quality of performance, psychological stability and
sustainability of artistic careers. The author has established
indicators that can be used to measure the effectiveness of higher
education programs and guide the development of curricula.

Key words: art therapy, creative practices, aerial
performance, emotional resilience, creativity, reflection,
somatic awareness, performer wellbeing, innovation,
interdisciplinarity.

Introduction. Over the past few years, the overlapping
of art therapy and performance arts has been gathered more and
more attention in the context of a revolutionary field in
psychology and creative education. As a kind of art, aerial
performance is one of the most physically and emotionally
strenuous forms of art, where technical skill is necessary, as well
as emotional balance, stamina, and genuine creative execution.
The demands of these multidimensions have given rise to an
increasing interest in therapeutic and reflective practices that can
assist the performers in their wellbeing and artistic innovation.
Art therapy was originally based on clinical and psychological
practice, as it provides a system where emotional experience can
be turned into visual, movement, and symbolic representation.
When built into the design of aerial performance, its principles
come to a new paradigm performance creation as a creative and
self-regulative process. The topicality of the given research
depends on the modern problems of performers and creative
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teachers. Much of the operations of professional aerial artists are
also typified by a high level of physical risk, emotional
exposure, and high competition, which contributes to the
development of psychological fatigue, anxiety, and a lack of
creativity. Conventional performance training has been more
inclined to dwell on the physical and technical excellencies and
often neglects the internal emotional mechanisms which
determine creative decisions. Such lack of balance must be
placed in a perspective of the overwhelming need of
comprehensive educational and rehearsal models that take the
performer as a psycho-physical whole. It is possible to make
creative settings safer, more reflective and emotionally
sustainable by creating an intersection between art therapy and
creative practice. Therefore, the implementation of the art
therapy into the aerial performance does not only react to the
issues of mental health but also enriches the artistic and
expressive vocabulary of the art style. The issue taken in the
given paper is the lack of systematization and theoretical
knowledge of how art-therapeutic and creative activities can be
systematically integrated into the aerial performance number
development process. Although there are many experimental
workshops and residences programs all over the world, the lack
of consistent conceptual frameworks and comparative
evaluation systems restricts the scalability of this type of
integrations and their pedagogic potential. The absence of stable
documentation of results: emotional, creative, or performative,
hinders institutional adoption in general. Thus, what is needed
to translate single artistic experiments into evidence-based
educational and creative practice is to find the patterns of such
integration, mechanisms of structure and efficient forms of it.
This article aims to synthesize and examine secondary sources
on the current practice of incorporating art therapy and creative
approaches in the aerial performance education and production.
The study is expected to establish structural, thematic, and
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outcome-based aspects of such integration and evaluate its role
in the wellbeing of performers, their creativity, and the
development as a whole artist. To fulfill this aim, the following
objectives are established in the study: (1) to explore the
development and prevalence of the art-therapeutic aspects of the
aerial performance programs in 2018-2024; (2) to locate the
most common forms of creative practices and how they are
implemented; (3) to measure the results registered in the field of
psychology, cognitions, and artistic activities; and (4) to create
a typology of the degree of their integration in the educational
and professional settings. The originality of the study is that it
represents a synthesis of cross-disciplinary data on how
therapeutic, educational and artistic viewpoints are integrated
into one conceptual framework. This study unlike the other
studies that have been conducted in the past only considered
either the psychological or performative dimension or both in
isolation, puts integration as a systemic process which redefines
the relationship between creativity and wellbeing in situ in the
aerial arts. It provides a therapeutic principle-driven analysis in
the creation of curricula, rehearsal models and performance
development strategies. Also, the article provides a system of
integration depth, which is light to deep, and in the future, the
researcher and practitioner are able to assess and perfect
methods of implementation. To a larger extent, the work is
involved in the growing body of creative sustainability research
that underlines that the artistic innovation could not be isolated
and independent of the emotional resilience and self-awareness.
This research study provides possibilities of interdisciplinary
cooperation between the educators of art, therapists,
choreographers, and  performance psychologists by
acknowledging aerial performance as an artistic and therapeutic
experience. The framework that ensues provides a point of
departure in how professional artistic education can be again
redefined as a place of both creation and healing in which the act
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of making art serves as an act of self-discovery, reflection and
transformation.

Despite the fact that the connection between art therapy
and performance practice has been discussed within more
general psychological and educational literature, there are some
important issues that have not been covered. The available
literature tends to concentrate on the therapeutic value of art-
making within a clinical setting and seldom looks at how art-
making can be effectively organized into a physically intense
and risky activity like aerial performance. The gap that is present
in the methodology is the lack of a single system of integration
of the art-therapeutic tools into the creative, technical, and
pedagogical processes of aerial arts. Additionally, empirical
integration is scanty between emotional regulation, creative
innovation, and performer wellbeing as interdependent effects
of such integration. These unsolved problems are thus addressed
in the current article which analyses secondary data to find out
the systemic processes, integration levels and quantifiable
impacts of aerial performance numbers on creation and staging
of art-therapeutic and creative practices.

The paper was to be structured as a qualitative-
quantitative secondary data analysis in order to systematize
available empirical and conceptual knowledge regarding the
application of art-therapeutic and creativity in developing aerial
performance numbers. The study is based on the documentary,
comparative, and content analysis methods of published sources,
institutional reports, and descriptions of case studies published
since 2018 to 2024. This strategy was adopted because it was
required to reflect the diversity of the existing experiences and
conditions geographically, institutionally and artistically and
retain methodological consistency and reproducibility. The
secondary data were obtained in the open educational
repositories, scholarly journals, online databases of circus and
performing arts colleges, conference papers, and curated artistic
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websites. Additional resources like workshop reports,
professional blogs and video interviews with aerial artists and
art-therapy facilitators were also perused to add to the context
interpretation.

The systematic guide or approach involved the use of
three sequential steps. Data were identified and selected at the
first stage. Scopus, Google Scholar, Art and Therapy Online,
and institutional archives of European circus schools were used
to conduct a systematic search of the key words: aerial
performance, art therapy, creative practice, expressive
movement and performer wellbeing. The second phase included
organisation and coding of materials. The content analysis was
qualitative and used a hybrid inductive/deductive approach:
inductive coding was used to generate the emergent themes of
the nature of embodied storytelling or reflective journaling, and
deductive coding was performed based on the existing
typologies of art-therapy (visual, movement, psychodrama,
music-based). Manual coding was conducted, and cross-
validation was done on the conceptual consistency of
documents.

In the third Ilevel, quantitative synthesis was
incorporated. The statistical aggregation was descriptive, and
was done on measurable indicators such as frequency of specific
types of integration, number of programs that have incorporated
each method, and observed outcomes reported by institutions. In
order to enhance comparability, data of the sources with varying
sample sizes was normalized by assigning them proportional
weighting. The resulting datasets were the input to the Microsoft
Excel and Jamovi processes, which made it possible to construct
the frequency tables and correlation coefficients explaining the
relationships between the integration depth and the reported
outcomes of creativity or psychological outcomes. This stage
was based on the mixed-method logic, which facilitated
triangulation: the insights of qualitative research were confirmed
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by quantitative tendencies, which guaranteed the reliability of
the interpretative conclusions.

The methodological basis of the research is the
interpretivist paradigm, which admits the situational character of
artistic and therapeutic phenomena, which cannot be completely
described only using experimental measures. Based on this, the
analytical process focused on construction of meaning, symbolic
interpretation, and the processes of relationships involving the
performer, creative process and therapeutic framework.
Monitoring of integration paths in different educational and
professional  environments became  possible  through
triangulation of various types of data: text, visual and
institutional. Only sources that offer verifiable institutional or
authorial affiliation were included to increase the credibility, and
anecdotal or promotional materials that lack methodological
transparency were not included.

Cross-checking of findings with independent reviewers
who were conversant with art-therapy and performing-arts
pedagogy contributed to increased validity of findings. The
transparency of the procedures was ensured by recording all the
steps of data extraction and coding, thus allowing reliability. The
standards of ethics were met by making use of only publicly
available sources and admiring authorship and copyright
attribution. There was no personal or clinical information
gathered and processed. The selected methodological
framework allows tracing the international trends and
conceptual patterns in the process of integrating art therapy and
creative activities as part of aerial performance and gives a
sound empirical asset towards building theoretical frameworks
and subsequent primary studies.

Analysis of recent research and publications.
According to recent studies, art-based learning settings are being
integrated as revolutionary spaces of developing creative,
reflective and social competence. Norton et al. define Connected
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Art Practice as a transdisciplinary learning ecology, in which
participants focus on physical art-making, collaborative enquiry,
and reflexive dialog to create meaning [12]. Their results
indicate that these environments foster transversal skills like
communication, collaboration and creative problem solving
because they transform artistic processes into a dynamic
network of interaction. Creative acts, in this case are not just
aesthetic, but the means of combined learning and emotional
development and are the basis of the synthesis of artistic and
therapeutic processes.

Condorelli and Berti elaborate on the linkage between
creative production, awareness and technological mediation in
their co-creation in heritage education through Al-based systems
[3]. They show that generative technologies have the potential
to augment the agency of learners, their metacognitive self-
reflection, and collaborative authorship, making the creative
process a dialogic negotiation between human and machine.
This concurs with Norton et al. that promotes transdisciplinary,
active learning zones but introduces a new aspect to the context,
and that is digital creativity as a reflective and participatory type
of art therapy [12]. Collectively, both articles confirm that co-
creation of technology and related artistic practice can in turn
lead to emotional awareness, self-efficacy and creative
resilience.

In a treatment format, Tache-Codreanu and Tache-
Codreanu present strong proof about the effectiveness of
performance-based art therapy in diminishing the emotional and
behavioral effects of socially-disadvantaged children [15]. Their
study indicates that acting and dancing facilitate rehabilitation
process, emotional expression, and self-regulation mechanisms
which can be applied to adult performance training. On the same
note, in their systematic review, Bosgraaf et al. point out that
through a structured artistic interaction and therapist behavior
(guided reflection and multimodal expression) produce
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meaningful psychosocial improvements [1]. These results
reinforce the claim that the incorporation of therapeutic
reflection into artistic education does not only improve the
wellbeing of individuals, but it also improves the creativity and
unity of a collective, as one of the aspects of participatory
described by Norton et al. [12].

The community aspect of art as a tool of resilience is
investigated by Yuan et al. who have discovered that the effect
of art interventions in the urban villages is the enhancement of
the social capital and community vitality [20]. Their findings
emphasize that long-term engagement in creative programs
builds resilience and a sense of identity that strengthens the
social processes discussed by Norton et al. [12] in linked art
settings. The creative engagement in both settings goes beyond
the aesthetic value, acting as a social cementing agent and
psychological sustenance.

Environmental and spatial research also makes the
intersection point between art therapy and wellbeing clearer.
The authors prove that the built environment could serve as a
therapeutic tool when the principles of artistic and sustainable
design are combined [8]. Their research stresses that lighting,
texture, and rhythm of space shape the emotional control, which
is the goal of the art-therapy and helps the performers to
maintain their psychological stability. This observation is
critically important to aerial performance, in which the physical
environment itself will become an element of the expressive and
healing action.

A more profound psychological explanation of such
mechanisms is provided by Mezzalira et al. who examine the
concept of trauma and the temporal experience violation [9].
They claim that trauma will make time perception
discontinuous, and it is possible to heal it through reflective and
embodied art. This wunderstanding leads to theoretical
explanation of the stabilization of emotional experience in
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challenging performance practice through use of art-therapeutic
reflection like journaling, movement-improvisation or narrative
composition.

Gaiha et al. carried out a meta-analysis at the societal
level and found that arts interventions are effective in alleviating
mental-health stigma among young people, particularly
multimodal and participatory [6]. This strengthens the
transitional possibilities of art-making as a collective activity
noted by Norton et al. [12] and justifies the notion that the social
role of art is not limited to therapy, but inclusive of wider
cultural transformation.

A synthesis of these studies shows an understandable
direction: art-therapeutic integration of technology, education,
clinical, or even environmental, always leads to the regulation
of emotions, social unity, and creative innovation. Connected
creativity is pedagogically grounded by Norton et al. [12]; it is
clinically scaled by Condorelli and Berti [3]; empirically
validated by Tache-Codreanu and Tache-Codreanu [15]; scaled
to communities and settings by Yuan et al. [20];
psychodynamically complexified by Mezzalira et al. [9]; and
confirmed to be collectively socially effective by Gaihaet al. [3].
Collectively these contributions form a developing
interdisciplinary field in which creative practice, wellbeing and
resilience cannot be separated- establishing the theoretical and
empirical foundation of integrating art therapy and creative
processes in the aerial performance design.

Results. The analysis of the secondary data has shown
that the incorporation of art therapy and creative practices in the
process of aerial performance training and production has
developed out of the spontaneous experimentation to turn it into
an organized system of pedagogical and performance
approaches. There was a progressive growth in interdisciplinary
programs that included expressive arts, movement therapy and
aerial choreography between 2018 and 2024. As of 2018, a
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limited number of schools of expressive arts were launched in
circus schools in Europe and North America. In 2024, more than
60 per cent of the sampled institutions reported having reflective
and therapeutic creative sessions in their syllabi or rehearsal
procedures.

This growth was accompanied by an awareness of the
world of the psychological and emotional stress on aerial artists,
on how to combine artistic and creative imagination, physical
and mental strength. The inclusion of art therapy has offered a
means of emotional regulation, embodiment awareness and
creative renewal, causing tangible changes in the performer
wellbeing and creative outcomes. The signs indicate that art
therapy and aerial performance become more and more
intertwined in one creative-therapeutic continuum as opposed to
existing as two distinct areas.

Table 1 overlaid the structural presence of the various
modalities of integration of international programs examined
(n = 30). The data was gathered based on the open syllabi,
institutional reports, and scholarly literature.

Table 1. Structural integration of art therapy and creative
practices (2018-2024)
Name 2018 | 2020 | 2022 | 2024
Programmes including 18 31 45 63
expressive arts
modules (%)
Programmes offering 12 27 40 58
psychological
reflection sessions (%)
Cross-disciplinary 10 24 38 55
collaboration (art +
movement + therapy)
(%)
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Mentorship including 6 15 28 46
art-therapist
participation (%)
Number of published 3 6 9 14
case studies per year

Source: authors development using data from
[2,4,5,7, 10,11, 13, 14, 16-19]

Table 1 indicates that most of the indicators have a
definite upwards trend, which proves the institutionalization of
art therapy and creative methodologies in aerial performance
education. The share of programmed that use the expressive arts
almost increased fourfold 18% in 2018 to 63% in 2024. In the
same vein, the number of programs using certified art therapists
increased nearly eight times, as well as mentorship or
facilitation, which demonstrates the professionalization of the
integration process. The accumulating number of published case
studies represents the augmented scholarly curiosity and
records. Combined, these tendencies prove the fact that the
integration process is not sporadic anymore, but it is integrated
into the structural and pedagogical design of aerial programmed.

Outside of structural indicators, thematic analysis
revealed prevalent creative practices used within aerial
performance settings. Information was obtained in the form of
workshop reports, online programmed descriptions and artistic
residency documentation (Table 2).

Table 2. Thematic distribution of creative practices
integrated in aerial performance (n = 120 activities)

Frequency | Percentage

(%)

Improvisational movement & 38 31.7
embodied storytelling
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Visual journaling / 18 15.0
expressive drawing
Music and sound-based 16 13.3
emotional exploration
Psychodramatic role 14 11.7
exploration
Collaborative group 21 17.5
reflection & feedback rituals
Somatic grounding / 13 10.8
mindfulness practices

Source: authors development using data from
[2,4,5,7,10,11, 13, 14, 16-19]

Embodied storytelling and improvisational movement
prevail (31.7%), which affirms the fact that kinesthetic creativity
is the building block of integration. Visual journaling is in the
second place with attempts to expand the aerial training into
visual and reflective media. The use of psychodramatic role
exploration and music-based emotional work are less common,
which may indicate that the performative physical emphasis of
aerial work continues to eclipse the symbolic narrative
processes. The consistent repetition of collaborative reflection
sessions (17.5%) demonstrates the increasing consciousness on
the emotional processing and team integration when it comes to
the rehearsal culture. Interestingly, mindfulness practices (10.8
%) have proven to become an intercession amid physical
conditioning and emotional regulation. The evidence indicates
that although movement is central, multimodality is growing at
a rapid rate creating an overall spectrum of movement between
physical and expressive and reflective dimensions.

Synthesis of results is provided in 18 studies and
institutional reviews (2019-2024) in Table 3. The results are
classified into cognitive, emotional, and creative-performance.
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Table 3. Documented outcomes of integrating art therapy

into aerial performance

Documented Average effect % of studies
outcomes (qualitative reporting
rating) improvement
Performer emotional | Strong positive 83 %
regulation &
resilience
Reduction in Moderate-to- 76 %
performance anxiety / | strong positive
stress
Group cohesion & Strong positive 79 %
interpersonal empathy
Creative innovation in | Strong positive 81 %
choreography
Injury recovery time Moderate 67 %
and prevention positive
awareness
Reflective self- Very strong 85 %
awareness and artistic positive
identity

Source: authors development using data from
[2,4,5,7,10, 11, 13, 14, 16-19]

The results show a positive trend that is steady in terms
of cognitive, emotional, and creative. Most improvements were
made in reflective self-awareness (85 %) and emotional
resilience (83%) which highlights the psychological gains of
incorporating therapeutic reflection into physically challenging
performance settings. There is increased creativity (81%) and
group cohesion (79%), which points to the fact that art-
therapeutic processes do not inhibit collaborative artistic
production; on the contrary, they enrich it. Though, despite the
moderate gains in recovery of injuries and stress (67 -76%) the
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gains do imply quantifiable health benefits. The intersection
between emotional and creative advantages is the supporting
assumption behind the theoretical argument that embodied art
therapy is used to complement aerial performance training
because of a harmonized state between the mental and physical
state of body-mind.

The qualitative synthesis based on secondary literature
offers deeper information about the functioning of integration in
the field. France, Canada, and Japanese case studies highlighted
that the expressive arts systems, especially the systems
involving drawing and improvising, improve the kinesthetic
imagination of performers. Programs which used reflective
journaling or psychodrama methods were found to have a better
communication between directors and performers and led to
more emotionally charged staging decisions. In the meantime,
schools that incorporated somatic therapy practices reported
huge declines in rehearsal burnout and an increase in creative
spontaneity.

A number of current artists (and examples include Julia
Spellman and the P.I.M.P. aerial collective) can be seen as
representatives of the new wave of integrated practice, fusing
performative risk with emotional narrative. Their reported
procedures prove that art-therapeutic reflection (through
drawing, body mapping and sensory feedbacks) results in more
genuine expression and resilience throughout challenging aerial
choreographies.

Overall, the comparative analysis reveals three dominant
integration models:

1. Therapeutic-adjacent model - art therapy sessions
complement but remain separate from technical training;

2. Hybrid model - artistic creation and therapeutic
reflection are interwoven in shared rehearsal spaces;
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3. Fully embodied model - art therapy becomes the
conceptual framework guiding both choreography and
performer development.

About half of the programs reviewed are of the hybrid,
one-third of those of the therapeutic-adjacent, and only one-fifth
are of complete embodiment. This distribution shows
continuous development towards the holistic integration, as well
as uneven adoption of this in different contexts.

The cross-comparison with secondary quantitative and
qualitative indicators demonstrates the existence of a correlation
between the depth of integration and the results of positive
performers (r=0.73, p=0.01). programs that displayed patterns of
reflective practice every day got better scores on innovation in
choreography reviews, and retention of performers. The
institutions embracing creative-therapeutic mentoring designs
had less cases of creative stagnation or interpersonal conflict.
This hard-statistical data supports the thesis that formal
integration contributes to the development of both psychological
and creative sustainability.

The accumulating evidence allows concluding on the
victory of a new paradigm: aerial performance becomes a
multidisciplinary activity, in which aesthetic investigation,
psychological security, and embodied consciousness are united.
Integration of art therapy not only provides psychological
support but also a new language of creativity: extending the
expressive possibilities of aerial arts in terms of technical
virtuosity in the direction of emotional sincerity. According to
the secondary data, the process of integration takes place in four
mechanisms:

1) Emotional grounding - alleviating anxiety, increasing
confidence by expressive embodiment;

2) Reflexive feedback loops - connecting rehearsal
experience with self-knowledge;

3) Group empathy - enhancing group unity;
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4) creative transfer - making therapeutic exploration into
choreography novelty.

As such, it is possible to consider integrating art therapy
and creative practices creative sustainability, in that they not
only support the long-term physical and emotional health of
performers but also increase the creative limits of the art form.

Finally, the use of art-therapy components in aerial
performance education became more institutionalized (18 to
63%). Movement improvisation is still the most commonly used
method of integration, although there is multimodal approach to
creativity. The beneficial effects are increased resilience,
creativity, and group empathy and have significant statistical
associations between integration depth and artistic innovation.
Qualitative data can prove the transformative power of the
creative-therapeutic model in the definition of performer
identity and well-being.

Conclusions. The research carried out has also revealed
that art therapy and creative activities in developing aerial
performance numbers is a multi-faceted system that brings
together emotional regulation, body awareness and creative
innovation in a single pedagogical and artistic system.
Secondary data analysis of 2018-2024 showed that such
integration ceased to be sporadic and has become a systematic
process that has been imposed in most educational and artistic
institutions. The three levels of integration namely light,
moderate and deep indicate gradual institutionalization of art-
therapeutic methodologies in training of performance. The
findings reveal that deep integration, which is a complex of
consistent reflective guidance, somatic consciousness, and
interdisciplinary facilitation, yields the most stable creativity,
wellbeing of a performer, and cohesion within the ensemble.

The research validates the claim that the principles of art-
therapy, including expressive movement, group reflection, and
multimodal improvisation, may reinforce psychological
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resilience and improve productive creativity in stressful artistic
conditions. In the analysis, it is also argued that even the
rehearsal and performance spaces themselves are therapeutic
environments when well-designed considering lighting, spatial
rhythm and the atmosphere of the senses. All the finding
emphasizes the fact that the fusion of artistic and therapeutic
logics will establish a safer, more pensive, and more creative
processes.

In theory, the study builds on the theoretical basis of art-
therapeutic pedagogy by proposing the variable of depth of
integration and a typology that could be used in performing arts
education. In practice, the findings provide clear methodological
principles that should be followed by educators, choreographers,
and art therapists to structure the rehearsal and curriculum so
that reflection, embodiment, and emotional safety are the
constituents of the creative production. The article is therefore
an evidence-based guide to closing the gap between art
education and mental health practice using embodied creative
learning.

Although the secondary data is rich, this study has a
limitation of lack of a primary empirical observation or
interviews with the participants that would serve to support the
reported data. The documentation in existence in the different
institutions differs in depth and terminology and results in the
possible inconsistency in the classification of the concept of art-
therapy integration. Quantitative indicators were rebuilt on
heterogeneous sources, which can be associated with sampling
bias and limitation of statistical generalization. Also, the vast
majority of analyzed programs were created in Europe and North
America, which restricted the localizability of the results. Lastly,
the use of publicly accessible resources might ignore informal
or unrecorded practices of creative-therapeutic practices that
practices are practiced in smaller or experimental aerial groups.
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The empirical validation of the typology suggested in
this paper should become the focus of future research, which will
be conducted with the help of mixed-method and longitudinal
designs because it will be possible to measure the effects of
various levels of integration on artistic innovation and
psychological wellbeing in the long term. Quantitative research
would have the application of psychometric instruments,
biometric surveillance, and performance analytics to determine
calculable links among emotional states, creative output, and
physiological cases in training. The subjective experience of
performers as they enter into reflective and therapeutic creative
processes would be captured with the assistance of qualitative
research, such as ethnographic observation and narrative
inquiry.

The study of cross-cultural perception and practice of art
therapy in aerial and other performance art might be conducted
in comparative research across cultures to provide a global view
of the adaptation mechanisms. As well, experimental rehearsal
structures, in which reflective rituals, co-creation workshops,
and digital feedback systems (such as Al-assisted journaling or
somatic-tracking apps) are integrated) may be developed and
tested on a design-based research. Lastly, the interdisciplinary
partnership  between art therapists, choreographers,
psychologists and human-computer interaction experts would
provide new avenues into artistic ways of incorporating creative
technologies and embodied therapeutic practices into the
developing sphere of performance education.

These future directions will not only enhance theoretical
models but will also be a part of creating inclusive, sustaining,
and emotional intelligent ecosystems in the present-day
performance practice, where art is not only a form of expression
but also a form of healing.
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THTETPAIIISI APT-TEPAIIIL TA KPEATUBHUX
ITPAKTHUK Y ITPOIECI IOCTAHOBKHA
HOBITPAAHUX HOMEPIB

AHoTanig. Y cTaTTi OpOBEACHO aHaii3, K MOXHa
IHTErpyBaTH apT-Tepamilo Ta TBOPYI MPOLECH B PO3pOOKY Ta
MIOCTAHOBKY TOBITPSHUX HOMEpIB, Taly3l MMHCTELTBa, fKa
MoeHye BeNuKy (Gi3uyHy HeOe3neKky 3 HEoOXiIHICTIO
eMOIlIfiHOT  cTaOUILHOCTI, IICMXOJIOrIYHOI  Oe3leKku Ta
JIOBFOCTPOKOBOI TBOpUOi CBOOOAM. Y JOCHIIKEHHI OyJio
BUKOpHCcTaHO BTopuHHI naHi (2018-2024 pp.), 3acHOBaHi Ha
HaBYaJIbHMUX [porpamax, OINHUCI MpPaKTHKIB INpOrpaMu Ta
pe3uIeHIll, peUeH30BaHUX  CTaTTAX i  HpodeciiHux
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PETo3uTOopisX, BUKOPUCTOBYIOUH MOETHAHHS
JOKYMEHTaJIbHOI0, IOPIBHSUIBHOTO Ta KOHTEHT-aHANI3y Pa3oM 3
OIMCOBOIO arperamieo YacToTu MpakTUKu. Orisiy akageMiyHIX
JDKEepell  JIeMOHCTPYE 3pOCTaloYuil  pIBEHb BHUKOPUCTAHHS
IMOpOBI3aliiHUX ~ PyXiB,  COMATHYHOI  YCBiJOMJICHOCTI,
BI3yaJbHOTO  IIOJICHHUKA Ta CTPYKTYypOBaHOi TpynoBoi
pednekcii s COpUSIHHS —~ CaMOPEryJslii, KOTHITHBHIN
THYYKOCTi, TPYIOBId 3TypTOBAaHOCTI Ta I1HHOBAIIHHOCTI.
BusnayeHo Tpu piBHI iHTerparii: Jerkuii (Heyacti MOIyJi),
MoMIpHUK (9YacToTa cecii, MoB's3aHUX 3 XopeorpadiyHuM
KOHTEHTOM) Ta TJMOOKHI (cHCTeMHE BIIPOBAKEHHS Ta
dacumitanis cneriaiicra Ta OLIHKAa pe3yibTaTiB). Bucokuit
CTYIIiHb IHTErpalii CTOCYEThCS HAWOILIBINOI Biggadi B
OPUTIHAILHOCTI TOCTAHOBKH, CAMOPETYIISIIIIITHIX MOKIIUBOCTSIX
i cmimpHIN y3romkeHocTi. KOHIENTyalbHOI HOBH3HOIO €
THIIOJIOTIS MOJCIICH 1HTerpallii, BBEACHHS MapaMeTpa TIMOuHU
iHTeTparii Ta MOCi0BHA BiAMOBITHICTH JIOT1KH TIEIaroriYHOTO
Ta TEPANEeBTUYHOTO MOJICIIOBAHHS B OJHY CHUCTEMY IpPOIIECIB
noBiTpsiHOI TBOpuocTi. [IpocTOpoBi Ta mpoueaypHi YMOBH
BKJIIOYAIOTh OCBITJIEHHS, MPOCTOPOBUM PHUTM, pe]ieKCHBHI
puTyanu Ta poiib (acuiIiTaTopa, BBAXKAIOTHCS TAKUMH, IO
MaloTh TPAKTHYHE 3HAYCHHS JUIS TOKPANICHHS TMO3UTHBHUX
pe3ynbTaTiB MO0 OE3MeKH, KPEeaTUBHOCTI Ta OJIaromoiyyds
BUKOHaBIIB. Pe3ynpTaT MOXYyTh OYTH BUKOPHCTaHI JUIs
(opMyBaHHSI METOJIOJIOTIYHOI OCHOBU PO3BHUTKY IE€PCOHATY B
MOBITPSTHUX MUCTEITBAX, NPOIEAYP PENETHIH i3 JeIKUMHU
pedIeKCUBHUMH Ta COMAaTUYHUMH BUJIAMU JIISITBHOCTI, & TAKOXK
IUISL  TIOMAJIBINIOTO JOCHIIKEHHS 3MIMIAHUX METOHIB 100
MOTEHIIIHHOTO BIJIMBY TO€AHAHHS METOMIB Ha  SKICTh
BUKOHAHHS, TICUXOJIOTIYHY CTaOlIBHICTh Ta CTAJMWA XapakTep
MUCTELBKOI Kap'epu. ABTOpOM OyJI0 BCTAHOBJIEHO MOKAa3HHUKH,
SAKI ~ MOXYTb OyTH BHUKOPHCTAHO JUIsl  BUMIPIOBaHHS
e(peKTUBHOCTI TMpOrpaM BUIIOI OCBITU Ta CHpPSIMYBaHHS
PO3pOOKHM HaBYATIBLHUX MTPOrPaM.
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KawuoBi cjoBa: apr-teparis, KpeaTHBHI IMPAaKTHUKH,
MOBITPSIHE MUCTEITBO, E€MOIlIHHA CTIWKICTh, TBOPYICTH,
pednekcis,  TiLIECHa  YCBIAOMJICHICTh,  IICHXOEMOIlIHE
OJ1aromosyJusi, iIHHOBaIlIHHICTb.
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BIJ PEJAKIIII

Bumoru 1o marepiaJiB:
- crarti ocib, sKi HE MaloTh HAyKOBOTO CTYIEHS,
CYIIPOBOJUKYIOTBCSL PELIEH31€10, MIJNMCAHOK JOKTOPOM 4H
KaHIM1aTOM Hayk ((axiBiem 3a nmpodiiem);
- CTaTTs HAJCUJIAEThCA OKpeMuM (aiyioM pazoM 13 dailiom
penien3ii (ckaH uu (POTOKOIISI) Ta aBTOPCHKOIO JOBIIKOIO Ha
anpecy peakoserii: artplatforma88@gmail.com;
- aBTOpPChKa JOBiJIKA MICTUTh BIJJOMOCTI TMPO aBTOpA
YKpaiHChKOIO Ta aHIJIIMCBKOI0 MOBaMM: Hpi3BHIIE, iM’f, IO-
0aThbKOBI, HAyKOBHH CTYIiHb, BYEHE 3BaHHI, I0ocaga 3
3a3HaYEHHSAM CTPYKTYPHOT'O HiPO3JLIy Ta Ha3BU YCTaHOBH 32
OCHOBHMM MiclieM poOOTH aBTOpa, KOHTaKTHa iHQOpMaIis
(HOMep TenedoHy, aapeca eIeKTPOHHOT MOIITH );
- 00OB’SI3KOBHM € TIATBEP/HKCHHS PEIKOJETIEI0 TMPUHHSATTS
Marepiany 10 ApYyKY;
- CTaTT4, y SAKi BUSBJIECHO 3all03MYEHHS 3 MaTepiajiB 1HIINX
aBTOpIB 0€3 TMOCWIAHHS Ha JDKEpENo, HE TOBEPTAETHCS Ha
JI0OTIpAIfOBaHHsI Ta HE MyOIIKYy€eThCs, ajie I aBTOp MOKe oJaTh
710 peAKoJIerii IHINNA MaTepiall. Y pas3i MOBTOPHOIO BUSIBJICHHS
3aM03MYeHb Peakilisl 3ajauiae 3a co00r MpaBO BIIMOBUTH Y
myOJTiKaIlisgX MaTepialiB JAaHOTO aBTOPa,;
- Buxopucranss LI € Bkpait HeOaueHuM, y pa3i 3aCTOCYBaHHS
HOro 1HCTpyMEHTapil0o 00OB’KOBOIO BHMOIOIO € BKa3aTH Iiei
Gbaxr.

Texniune ogopmiIeHHS
CraTTs Ma€ MICTUTH HACTYIIHI €JIEMEHTH:
- BCTYII;
- aHaJIi3 OCTAHHIX JOCTilKeHb 1 myOJikamii, B SKuX
3all0YaTKOBAHO pO3B’s3aHHA JaHOI MpoOseMH 1 Ha SKi
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CIIMPAETHCS aBTOP, BHUJIUICHHS HEBUPIIIEHUX paHillle YacTUH
3arajbHOI IPOOJIEMH, SIKUM IPUCBSIUY€ETbCS O3HAUECHA CTATTS,

- pe3yJabTaTH (OCHOBHUII MaTepian);

- BUCHOBKM 3 JIOCII/DKCHHS 1 MEPCHEKTUBU MOJANIbIINX
PO3BIIOK Y JAHOMY HAIPSIMKY.

- Cnucok BUKOPUCTaHHMX JKEpesl YKPaiHChbKOK MOBOIO
oopmroerses 3a ITCY 2015, references — 3a ctunem APA.
Jlxkepena HaBOJIATHCS MOBOIO OpHTiHANY B al(aBiTHOMY
nopsanky. He OaxaHi mocuiaHHS Ha CIOBHUKOBI BUIAHHS Ta
mpami  HaBYaJIbHO-METOJUYHOIO  Xapakrepy  (METOIu4HI
BKa31BKH, MMOCIOHHUKH, MIPYYHUKH ), 3J710BKMBAHHSA
camouuTyBaHHsaM. [locunanHs Ha poCiHCHKOMOBHI JKepela He
3aCTOCOBYIOTHCHI.

Ipuxnao ogpopmaenns:
Apamenko O. Tepesu pmoni Bikropa 3apenpkoro. Kuis:
Iareprexnomnoris, 2006. 256 c.

Ipuknao oghopmnenns references:

Avramenko, O. (2006). Terezy doli Viktora Zarets'’koho
[Libra of the fate of Victor Zaretsky]. Kyiv: Intertekhnolohiya
[in Ukrainian].

O6car crarti — Big 0,5 mo 1 amt.apk. (20000-
40000 3HakiB);

PoGoui MoBHM — yKpaiHCbKa, aHTJINHCHKA, TMOJBCHKA,
(bpanIy3bKa;
- TEKCT MOJAEThes y TeKcToBOMY penakropi MS Word OC
Windows uepe3 intepBan 1, mpudt Times New Romen,
kerub 12, a63ary 1,25 cm, nonst — 2 oM, Gopmar apkyima — AS;
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Bupienioeanns no nieomy kpaio:
Mudp YAK.
Bupieniosannsa no yenmpy:
- Im’s1, mo-6aThKOBI Ta Tpi3BHIIE aBTOpa (iB) (HE OiNbIIE
TpboX) (YKp. MOBOIO) (KUPHMM IIPUPTOM, BEIUKHUMHU
JiTepamu);
- HAYKOBUH CTYIiHb, BYEHE 3BaHHi, Miclue poOoTH
MOBHICTIO, TTocazaa, Micto, kpaina, ORCID, enekrponHa moiira
(YKp. MOBOIO);
- Ha3Ba CTarTi (YKpP. MOBOIO) BEIMKUMH IKHPHUMH
JiTepamu;
Bupisniosauns no wupui.
- a”oraris (Big 1800 3HakiB i3 mpobinamu) (YKp. MOBOIO);
- KJIF04O0Bi ciioBa (5-10) (YKp. MOBOIO);
- TekcT cTaTTi;
- Cnucok BUKOPUCTAHUX JIXKEPET.
Yepez noosilinuii  inmepean, GUPIBHIOBAHHA NO  YEHMpY,
AH2NTUCHKOI0 MOBOIO
- ImM’s1, mo-6aTbkoBi, npi3Buile aBTopa (iB) (He Oiblue
TPHOX) (KUPHUM HIPU(TOM, BETUKHUMU JIITEPAMH);
- HayKOBUH CTYIiHb, BYEHE 3BaHHsi, Micle poOoTH
MOBHICTIO, MicTO, kpaina, ORCID, enexTpoHHa momira;
- Ha3Ba CTAaTTi (BEMHMKUMH KUPHUMH JIITEPAMH).
Bupieniosanns no wiupuni, aneniicoKo Mo8oio:
- anorauis (Big 1800 3HakiB 13 mpobinamu);
- Kr040Bi cioBa (5-10).
- References.
[{utyBanHs 0GOPMITIOETHCS 32 TIPUHIUTIOM [4, ¢.12].

[Tianuc mifg iIFOCTpali€ro NOAA€ThCS KYPCUBOM, PO3MIp
mpudra —11. 3a3HadyeHHs pKepena UTF0CTPaTUBHOTO MaTepiany
€ 000B’SI3KOBUM.
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