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CYYACHI TEHJEHIII CTAHOBJIEHHS KUTANCHBKOT'O ONEPHOI'O MACTEIITBA
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YV emammi poszensnymo icmopuynuii po3gumox Kumaticbkoeo OnepHo20 MUCHeymed 3 21uboKoi Oa6HUHU 8 YMOBAX c8020 udcy. Axkmy-
Ani308aHO CYYACHT MEHOeHYii CIMAHO8IEHHS KUMALICLKOT Onepu SIK JCAHPY, CIUTI0 MA CIoXcemy, o 003601A€ RPOCMENCUMU N0SA8Y HOBUX
elleMeHmi6 Y Pi3HUX HANPAMAX MY3UYHO-Opamamuynoeo oilicmea. Kumaticoxka onepa npoviwia mpuganuti wiisx KOHYennyaibHo20 HCaH-
POBO-CIMUNICMUYHO20 CIAHOBNEHHS, 30a2aueHuli Pi3HO8UO Onepu KilbKiCHUMU Ma AKICHUMU NOKAZHUKAMYU HOBOI CIIUNICINUKU 3 NEpesazoio
apio3Hocmi, CONbHO2O Ma AHCAMOTIE8020 CNIBY, HOB020 OPKECIPOBO20 MUCTEHHS CEIOYUNb NPO HOBY KPUCIANI3AYiI0 onepHoi dpamamyp-
2l Ha Ml HAYIOHATLHUX MPAOUYIll MA HOB020 KOMRO3UMOPCHKO20 MUCTEHHS. [lOCTIONCeHHS YuX 3VMiH 6 ONEPHOMY MUCTEeYmei 00360/
10-HOBOMY OCMUCTUMU PI3HI HARPAMU JHCAHPOBO-CMUTLOBOI KOHYenyii KumaticbKoi onepu ma My3uuHo2o meampy. Buceimieno gpynoamen-
manbHe HAyKo8e BUGUEHHSL ICHOPUYHO20 CHIAHOBLEHHS KUMALICLKO20 ONEPHO20 MUCIEYMBA, SHAYEHHS MY3UUHO20 meampy AK Op2aHiyHol
yacmuHu 8i000paXceHHs 8 XYOONCHIU opmi Hcumms ma nooymy Hapooy, CymHICHi 03HAKU HAYIOHATLHO20 Xapakmepy i MeHmanimenty
¥ pobomax Kopucpeis onepno2o mucmeymea. Poskpumo npobremy Cmanosients cydacHoi KUMatcbkoi onepu 6 KOHMeKCmi 3aC80€CHH S
€8DONELICHK020 00CBI0Y, BUABNEHO BNIUE NPOEBPONELCHKOI ONePl HA JHCAHPOSY MA CIUTLOBY OCOOAUBICINb CYYACHO20 ONEPHO20 MUCHEYMBa
Kumaro, sixa 6idobpadicae meopyicms c6020 MUumys y HOBOMY HepeOCMUCITEHH] HAPOOHOT MY3UK, 00360I5€E AKMYANIZY8AMU HCAHD, CIIULD,
CHOJICe 3 NEPEeHeCeHHAM ONePHO20 OIIICMEA 00 CYYACHOT enoxu, Hadamu 6I0N0GIOHOI MemapopuuHOCMI, LII30PHOCMI, enamaxcy ma nep-
hopmency, 8uxo0aUU 3a pAMKU MBOPY 3 CAKPAMEHMATLHOI 0COOTUBICIIO KUMALICLKOL Onepu K enHOKYIbIMYPHO20 (heHOMEH).

Kniouosi cnosa: onepa, onepre mucmeymso, meHOeHYiA, KUMAUCLKA My3UYHA KYIbMypa, HPOEBPONecbKa onepa
«/IpibHul constunuti doupy.

Biriukova Larysa, Rudenko Oleksandr, Ihnatovska Tetiana. Modern trends in the formation of Chinese opera art

The article examines the historical development of Chinese opera art since ancient times in the conditions of its time. Modern trends as
a genre, style and plot in the formation of Chinese opera are updated; which allows us to trace the appearance of new elements in various
directions of musical and dramatic action. Chinese opera went through a long path of conceptual genre-stylistic formation, the variety
of opera enriched with quantitative and qualitative indicators of new stylistics with the advantage of arias, solo and ensemble singing,
new orchestral thinking testifies to a new crystallization of opera drama against the background of national traditions and new composer
thinking. The study of these changes in the art of opera allows us to think about different directions of the genre-style concept of Chinese folk
opera and musical theater in a new way. The fundamental scientific study of the historical formation of Chinese opera art, the importance
of musical theater as an organic part of the reflection in the artistic form of the life and lifestyle of the people, the essential signs of national
character and mentality in the works of luminaries of opera art are highlighted. The problem of the formation of modern Chinese opera
in the context of assimilation of European experience is revealed, the influence of pro-European opera on the genre and stylistic features
of modern Chinese opera art is revealed, which reflects the work of its artist in a new reinterpretation of folk music, allows to actualize
the genre, style, plot with the transfer of the operatic action to the modern era, to provide appropriate metaphoricality, illusoryness, outrage
and performance, going beyond the scope of the work with the sacramental feature of Chinese opera as an ethnocultural phenomenon.

Key words: opera, the opera, tendency, China musical culture, pro-european opera “Sunny drizzle”.

Omnepa — HaWmapaZOKCANBHIIIMNA TPOAYKT XYIOXKHBOI  HiYHA TUIACTHKA Ta aKTOPChKa MalcTepHICTh. Tox icTopis
TBOPYOCTI MY3WYHO-TEATPATBHOTO MHCTENTBA, BHUTOKM  KHTAHCHKOI mmBiNi3arii, mo movamacs 3a 1500 pokiB mo
SIKOTO MOYKHA TIPOCITIIKYBaTH HABITh 0 AHTUYHOTO TeaTpy,  HAIIoi epH i 3a AEKiTbKa BiKiB MPOMIIITAa BENHICIHINA MITIX
JIe BMUIO TOEIHYBAIUCS Mi()OJIOTis, JEKOPaTUBHE MHUCTE-  CBOTO PO3BUTKY, CBIIUUTH PO 3MiCTOBY CTOPOHY MYy3HYHOL
ITBO, XOPOBHIA CITiB, 'pa HA My3WYHUX IHCTPYMEHTaX, clie-  KynbTypu Kuraro, HoB’13aHOT 3 HApOJHKEHHSIM NPEKPacHOTO
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OIIEPHOTO MUCTENTBA HA OCHOBI HAI[IOHATBHUX MY3WYHHUX
Tpaauiiii mmboxoi craposunu [1, ¢. 37; 5, ¢. 113].
3B’S30K 3 iICTOPHYIHIUM PO3BUTKOM KpaiHM, 3 HAI[IOHAIb-
HUMH 0araTo)KaHPOBUMH MY3WYHIMH TPATUIIIMA — (HOITh-
KIIOPOM, HapOIHOIO TTICHEI0, IHCTPYMEHTAIBHOIO MYy3HKOIO,
TaHIIEM, 3 TPAIHIISIMA €BPOIICHCHKOT OTIEPHOI MY3HKH PO3-
KPHBAETHCSI HAM y TBOPUIOMY ITOITYKY Cy9acHHUX TCHACHIIIH
CTAHOBJIEHHSI KHTalCHKOTO OTIEPHOTO MUCTENTBA — CTHIISX,
MY3WYHHAX JKaHpaX Ta HAyKOBHUX JOCIIDKEHHSX CBhOTO-
JeHHA. Y KOHTEKCTi CKa3aHOTO aKTyaIbHUM Oy/Ie 3BEpHEHHS
JI0 HAyKOBOI CTaIINHU KOPUPETB ONEPHOTO MHUCTEIITBA.
@DyHIaMEHTOM BHBUYCHHS ICTOPHYHOTO CTAHOBJICHHS
KHATaNCBKOI orrepy crany mpari Ma Ke, Xy [lummna, moci-
JUKCHHSI PI3HMX HAampsMiB >KaHPOBOI KOHIIETIIii KHUTaHChKO1
HApOMHOI OTepH Ta KUTAWCHKOTO MY3WYHOTO Tearpy CIITIoi
po3KkpuBarOThCs y poborax Manp Cunpnna, Wkoy SHa,
I'o XanpusHa, Xe FOibkeHs, DeTanpHUNA aHANI3 CIICIH(IKH
YKaHPY KATAHCHKOTO My3HMYHOTO TeaTpy 3yCTpidaeMo y pobo-
Tax XyaH HNemoii, Xy MummaoMm, T'e Cson, Mans CHHBHH,
zroit Huxyna, Lo Swkoy, pi3sHOMaHITHI acleKTH My3Hd-
HO-TEaTPaJIbHOI JIpaMU Ta iX POJIb y PO3BUTKY OINEPHOIO
mucTenTBa Kntaro BUCBITITIOIOTECS Y Tiparsix JIstH MaodyHs,
3ot Huxyna, Lo Awkoy. Kuraiicbkuii komnosutop {30
UKeHbI'yaH BHCIIOBIIOE JyMKY MPO Te, II0 B yMOBAX ChOTO-
JICHHS HAI3BUYAHHO CKJIATHO 30eperTH CTapoIdaBHE ITiCCHHE
MHCTEIITBO B YMOBAaX KOMII TOTEPH3AIlii YKUTTS, HOBOTO PUTMY
Ta TapMOHii cydacHOi My3uKu. IMpoKuii crieKTp HayKOBHX
JOCITIKEHb KaHPOBO-CTHIIHOBUX OCOOIMBOCTEH OIEPHOTO
MucTenTBa KWTal0 KOHHIENTyalbHO PO3KPUTO Y TIpaIsixX
B. Acadnena, JI. bepesoruyka, C. T'oruapenko, JI. Kupwi-
Hoi, [. KopH, O. CokomnoBoi [6, c. 27]. 3 omisiay Ha 11e MOKHA
KOHCTaTyBaTH 3aIliKaBJICHICTh YUCHNX iCTOPIEI0 CTAHOBICHHS
Ta PO3BUTKY OIEpHOro mMucrenrea Kuraro y cBitoBoMy gaco-
mpoctopi. OTKe, METOIO CTaTTi € TEOPETHYHE OOTPYHTYBAHHS
CydYacHHX TEHJICHIIIH onepHoro MucTenTBa Kuraro [7, c. 27].
My3nuanii Teatp Kurato € HalBaXXITHBIIIOIO Tay33i0
Ta OPTaHiYHOIO YaCTHHOIO BiTOOPaKeHHS Y XyTOKHIH KyITb-
Typi )KUTTSA HAPOIY, BUPA30M CyTHICHHUX CTOPIH HAIlOHAIb-
HOTO XapakTepy 1 MeHTamiTeTy. SIk OaThKiBIIMHA ONMHIET
3 HAWIPEBHIINX [TUBLTI3aMIN CBITY, /1e (Di3MIHIIA THIT Hace-
JICHHS HE 3MIHIOBAaBCS BIIPOIOBXK T’ ITH TUCSIOMNIT, KuTait
Ma€ CBOIO TIIMOOKY iCTOpit0 (PiTocO(CHKOTO MOTITHIHOTO
Ta MECTEIBKOTO PO3BUTKY. Cepex 3HAUyIINX IMiHHOCTEH
Kuraro € omepHe MHCTENTBO, SIK€ Ha CHOTOJHI BHCTYIIA€
Yy BUIISAI TPaguIiiHOl MY3WYHOI JApaMu, 3HAHOMOI IIif
Ha3Boro [lekiHChKka omepa, Mo HapoAwiacs IMiJ BILUTHBOM
3axXiTHOEBPOIIEHCHKOI OTepr SK BEPIIHHA OMEPHOI KyIb-
Typu Kwurato. AOM 3po3ymiTH Miclle KHTaHCBKOTO OIep-
HOTO MHCTEITBA y CBITOBOMY IPOCTOpi, WOTO iCHYBaHHS
Yy MeKaX HOBHX (DOpM CBITOBOTO JKaHPOBOTO Pi3HOMAHITT,
3BEPHEMOCS JI0 TOKPOKOBOTO aHaJIi3y TeaTPalbHOTO KUTTS
Yy KATaMCBKii My3muHilt KyneTypi [4, ¢. 35]. Tomy Bimmo-
BiJIb TIPO HAIIIOHAJFHY HAJICKHICTH Ta B3aEMOTIPOHUKHEHHS
cXimHO1 Ta 3aXiAHO My3WYHHUX KYJIBTYDP, CTBOPEHHSI HOBOTO
eTary iaJOTIYHOTO XapakTepy CIiBiICHYBaHHS TpaaWIliii-
HOTO MHCTEITBA 3HAXOAMMO y HOBUX TIOCTAHOBKAX TEaTPiB
Ho, Kabyxi (Smowist), [Texincekiit omepi (Kutaif) Totmo.
Ha BigmiHy Bix HasBHOi CHCTEMH THIIOBHX CYKCHb,
MDKHApOIHE My3WYHE JKUTTS 3 ii 0araToro majiTporo ecre-

THKO-CTHJIbOBHX PHC YKa3y€ HaM Ha 3MIiHM TeaTpajbHOTO
JKATTS T4 MUCTEIITBA 3arajoM, OB’ SI3aHOTO 13 3aKIHYEHHIM
JIECSITUPITHOTO TIepiony KHUTaichkoi peBororii. TeHaeH s
mibepanpHOCTI (TeHmeHmis (Bix mar. tendere — cnpamogy-
eamu, NPAsHYMU, HANPAM DO3GUMKY 4020-He0YO0b, HAMID)
JIO3BOJISIE 3/TIICHIOBATH MYy3W9HI IIOCTAHOBKY HA Pi3HY TeMa-
THKY, BUKOPHCTOBYBATH 3aCO0M ONEPHOTO YKaHPY VIS BilO-
Opa’keHHS TUHAMIKH XKHUTTS y pi3HUX 11 hopmax [7, c. 110].

Huni Ha TearpanbHiit My3U4HIH cIieHi 3 6e3mepepBHOI0
3MiHOIO ITePEKUBAHB, TyMOK Ta TypOOT 3’ IBISA€THCS TOCTATh
TIPOCTOT JIFONUHI, PO3KPUBAETHCA 11 B3a€EMOJISI 3 HABKOJIHIII-
HIM CEpEeIOBHIIEM, M0 YKa3y€e Ha PO3MINPEHHS KaHPOBOTO
niarma3oHy KuTaiicekoi onepu. Lle mo3Bomsie koMmo3uTopam
y HOBOMY (popMmaTi CTBOPHUTH BIIACHY KOHIICTIIIIIO MOIAITh-
IIOTO0 PO3BUTKY KHTAHCHKOTO OTEPHOTO MHCTEUTBA, PO3-
KpUTH ce0e sIK HOBOTO TBOPIIS CYYacHOI KITACHYHOI OTepH.
SAxmo y xmacwanmit mepiog 1945-1966 poxiB My3WuHI
TTOCTAHOBKH TSDKINK A0 OAHIi€l 3 TONOBHUX JIHIM MPOEB-
poTeiichKol YW HapOMHOI OTEpH, TO MOYWHAIOUM 3 KiHIII
70-X pOKIB CKIIIAa€ThCS iHIIA KapTHHAa — MONi(OHITHE
JKaHPOBE PO3MAITTS, IO MU CIIOCTEpiraemo i 3apas. Takum
3pa3koM € TIOCTaHOBa MOOYTOBOI IpaMu «30psSHE CBITIO,
3opstHE CBITIHO» y 1979 poui Ha My3uky Dy [eHBDKeHS,
MOCTAHOBA MY3HYHOTO MIO3HMKIy «CydacHa MOJOnIB» Ha
my3uky Jlto Wkensmo y 1980 poky, mosiBa KOHIIEPTHOT
omepu («Iroit FOamey Illi ['yanHaHs) Ta KaMepHOI orepu
(«Mict mpomansss» Yxoy Croermri). Sk 6aunmo, criocTepi-
raeThes TEHJICHIIIS 10 CTBOPEHHS JIIPUYHOTO THITY OTIEPHUX
Bucrtas [1, c. 45; 1, c. 126].

AHamizyloud KIACHYHWH TIepiof OMEepHHX BHCTaB
1945-1966 pokiB, Big3HAYMMO 3MIHH B OIEPHIM My3HII,
CBOEPIIHY 3aIliKaBIEHICTh Ta THKIHHSA JO CTHIIHOBHUX OCO-
OnmmBOCTEH npoesponeticokoi OTIepH 3 i XapakmepHumu
MeHOeHYIAMU 00 MY3UUHO-OPAMAMUYHO2O HCAHPY, 0COONU-
socmell Cnigy, ciosd, CyeHiyHoi Oii, 00 KOMNO3UYIUHO-0Op-
2aHiunoi yinichocmi (COMICTH, aHCaMOMi, XOp), CIEMEHTIB
00pa30TBOPYOT0 MHCTEUTBA (TPHM, KOCTIOMH, IEKOpaIil,
CBITJIOBI e(bekTH, mpoTeXHika TOIIO). | TUTPKN MOYHHAOYH
3 KiHms 70-X pOKiB IMOYMHAE CKIIagaThcA moiidoniuaa xKaH-
poBa KapTHHa, IO CTIoCTepiraeThes 1 3apas. Ciit momaTy, mo
PO3BHTOK HAIIOHATBHOI OTIepH Oe3MmocepeTHbO OB’ sI3aHUH
3 MOOLUTBHICTIO YKUTTS Ta TAKUMH SBHUIAMH, K MYJTBTHTLTI-
Kallisi, cydacHa My3HKa Ta 3acoou iHdopmaitii, ToOTO 3’ SBIIs-
FOTBCSI HOBI OPi€HTHPH Ta BeKTOpH [5, c. 205; 7, c. 40].

OIiHIOIOYN OCHOBHI PHCH OTMEPHOTO MFCTEITBA I[HOTO
TIepiomy, CIIiI BUOKPEMHUTH PO3BUTOK IBOX MAariCTpaTbHUX
JKaHPOBHX JIHIA — HAPOOHOI ma npoesponelicbkoi onepu.
BinMiHHOIO OCOONMMBICTIO 3a3HAYCHHUX OTIEPHUX HAIIPSIMIB
craa IX akTHBHA B3a€MOJIIS IK MIXK CO00I0, TaK 1 3 HOBUMH
JKaHPAMM KUTAHChKOIO My3UYHOIO TeaTpy. Xoda KOMIO3H-
TOPH IIHOTO Yacy 1 MPOIOBKYBAIH ITHCATH HAPOAHI ONIEPH,
3 OTHOTO OOKY, CTapaHHO TOTPUMYIOYNCH KaHOHIB ITHOTO
JKaHpY, 3 1HIIOTO OOKY, MU CIIOCTEPIraeMo 3MIHCHEHHS eKC-
TIEPUMEHTAIFHOTO TIONIYKY B HOBHX 3ac00ax CIICHIYHO-O-
MIEPHOTO BUPAXEHHs. SIK pe3ynbrar, 6aunMo HapOKEHHS
HOBHX XYIOXHIX poOiT, Takux sk «Jloukn maptii» (1991),
«pi6umit comsyrmit momr» (2000), «YepBoHWIA CHIr»
(1999), «ITomym’st Ta BECHSIHUH BiTep 3aHAIAIIAIOTH CTAPO-
naBHe micTo» (2005).
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OTXe, HOBHI Yac, BUMOTH CyYaCHHX TEHJCHIIH po3-
BUTKY BOKaJBbHO-OIIEPHOTO MHCTENTBa Kuraio 3BepTaroTh
Hallly yBary Ha TBOPH, AKi HE HAJIEXKaTh 10 HAPOIHHX OTIep,
OIIHAaK MalOTh TEBHY CXOXicTh: me omepa «KoxaHerp»
(1981), cxirageHa 3a MOTHBaMHU MICIIEBHX IpaM TPOBIiHIIT
JIs0HIH 3 BEIHMKOIO KiTBKICTIO HAPOIAHUX MEJOMIN Ta BUKO-
pHUCTaHHSAM HOBUX OMEPHUX (POpM, TaKUX K apis, peunTa-
THB, aHCAMOJIb, CHM(OHITHIH OPKECTP 3 aOCOITFOTHOIO Bifl-
TIOBITHICTIO €BPOTIEHCHKAM KaHOHAM OTIEPHOTO >kaHpy. Lle
JI03BOJISIE CTBEPKYBaTH, Mo orepa «Koxanens» Binazep-
KaJIo€ Cy4JacHi TCHICHIN{ OMEepHOr0 MHCTENTBA B JHISNX
MIPOEBPOTICHCHKOT OTIepH, pOOUTH HOBHIT KPOK JI0 iaiorid-
HOTO CITUTKYBaHHS Ta B3a€MOJI1 Cy4acHOI i HApOIHOI orepH
[1;3,c.412;6,c. 205].

3pa3koM po3BHBarOuOi JiHII HapOIHOI JpaMH TeI3Ioi
Ta HapomHoi omnepHOi TiHil € omepa «Ci [m» 3 THIOBUM
CIOKETOM, TOOYIOBAaHMM Ha CTAapOIaBHIX KHTAHCHKUX
nepekazax. O6pa3 Ci llu K KIHKH-TepOiHi € THITOBUM IS
oriep 1pOTo Jacy, y my3nanomy miaHi «Ci Ln» BigTBOpIoe
CTHJIICTHKY I3AIBION (TpamuIiifHUX apaM TIiBHOYI Kpa-
1HI), OCHOBOIO SKO{ € pUTM, TEMOPOBHIA KOJIOPHUT, BUKOPH-
CTaHHA TPAIUIIIITHUX KUTACHKUX IHCTPYMEHTIB, TAKHUX 5K
mina, csi0, nuH. [IpoeBpoIeiichbKy onepy HaraayroTh JIAIIE
MY3HUYHI Ta pO3MOBHI HOMepH Ta (opma.

[Momryx TMMOMHHOTO MUIAXY IO aHATI3y KaHPOBO-CTH-
JEOBHAX 0COOIMBOCTEH HOBOTO Yacy B ONEPHOMY MHCTEIITBI
JTO3BOJISIE 3BEPHYTHUCS IO TBOPUYOCTI BiIOMHX KOMITO3HUTO-
piB JIto Wxensiry Ta Wy Luna, sxi ctBopuim y 2000 porri
omepy «JlpiOHUI COHSYHWI 1OMI», CHOBHEHY IpeKpac-
HUMHU KOJIODUTHUMH apisMH, HallMCAHUMH HA XyHaHbCBHKI
Ta M3THCHKI HapoHi ciiBi. OcoOIMBO CITiJT 3yTHHATHCS Ha
MY3UYHOMY CTHIII. SIKIIO0 My3WYIHUI CTHIIb MOJKHA PO3IVIS-
JIaTH SIK CyKyITHICTB 3ac00iB Ta MPpUHOMIB XyH0KHBOI BHpa3-
HOCTI, IO ICTOPUYHO BiI3EpPKATIOE€ €CTETHYHI IOTIISAN
PI3HUX CYCIHITBHHUX TPYM 1 Tepefae OCOOMUBICTH TEBHOT
enoxu a0 TBOPUOTO HANIPSAMY, TO OTICPHHUNA CTHIb ICTOPUKH
TPAKTYIOTh SK HaHTapaJoKCANBHIMNAN TPOAYKT XyTOXK-
HBOI TBOPYOCTI, BU3HAYAIOTh K HOBHH BHJ MY3WIHO-TE-
aTparbHOTO MUCTEITBA, 3aCHOBAaHMWH HAa CHHTE31 CIIOBA,
CIICHIYHOI il Ta My3UKH. 3BiJICH MY3WIHHUHA CTHIIb OIIEPH
«[IpiOHMIT coHsYHMI mom» Mae Tpu ocobmmBocTi. [leprma

OCOOIHMBICTB — I1€ HasTBHICTH IUPOKOTO KOJIa PEBOTIOIIHHIX
HApOTHUX ITiCEHB; IpyTa OCOOMUBICTh — 116 BUKOPUCTAHHS
MYy3UYHUX TPAAWIi HAPOAHWUX OIEep, MAEThCS Ha YBasi
CTHITh TPAAHUIIHHOI My3HYHOI JpaMH ITiJ] Ha3BOIO OAHBIISIH.
JilicHO, My3UYHICTH, OPUTIHATBHICTH (OPMH, 3MICT 3aCITy-
TOBYIOTh Ha OCOONMBY TOCIIIHUIIBKY IIHHICT IIi€l omepw,
OIIHIOIOYH i1 SIK CIPaBXHIA ICTOPUYHWN TIPOPHB y CBi-
TOBY OIIEpHY KYIBTYpY [3, c. 41; 7, c. 78]. Came cTuipoBa
CHaJKOEMHICTD CTajla 3HAYyIMM BHECKOM y HOBE OIEpHE
mucieHHs X X—XXI cTomiTTa, HOBIM (yHIaMEHTOM CydJac-
HOI TTPOEBPOTIEHCHKOI KUTAHCHKOI OmepH, sika BimoOpakae
TBOPYiCTH CBOTO MHTIIS Y HOBOMY II€PEOCMHUCICHHI HAPOI-
HOI My3HKH. Sk 6a9MMO, ¥ 3MICTi TPOEBPOTIEHCHKUX OTIEp
CrocTepiraeMo JIBa HapsAMH (OIBKIOPHOT TTiHiT: (HOTBKIOP
BHCTYyIA€ K JCKOP Ta K HE3MIHHWH opuriHail. | xoda mo
KyJIBTYPHOI pEBOJIOIII 1i JTiHii Oy caMOCTIHUMHU, Ta BCE
K TaK{ €BPOTICHCHKI IPUHITAIT MY3HUYHOI IpaMaTyprii cyT-
T€BO BIUIMHYIIM HA IHTEPIIPETAIiHI OIS HA (OIBKIIOP
1 po3niMHITH OTO Ha KITACHYHUH Ta cydacHui. Biamosinxo,
MOCTAa€ MUTAHHS I[0A0 HACTYITHUX 3MiH HACHYCHHS y Halli-
OHAJIBHOMY KHTalChKOMY YacOMpPOCTOPI, Y SKOMY HOBHHHI
3’SBUTHCS TBOPH, PEMEpTyapHUI Oarax SKUX HAaCHICHO
(G OTBKIIOPOM Ta TTHOOKMMH ETHIYHUMH TPATUIIISIMHA CBOTO
Hapomy [3, c. 415; 7, c. 102].

OT1xe, YapiBHE OmepHEe MUCTENTBO KuTaio depe3 CuH-
TE30BaHy €IHICTh HAPOAY Ta MUTIIA, Yepe3 Mpu3alyTi CTo-
pIHKH icTOpii CTae OCHOBOIO B3a€MHOTO 30aradeHHs Halli-
OHAJIBHOTO ONEPHOTO MHCTENTBA y CBITOBOMY MY3HYHOMY
mpoctopi. [lepexxnBatoun eTarn «IpoOYIKESHHS», OTICPHIH
Tearp Kuraio BHpaXaeTbCsl y MOIUIYKY CYyJacHHX TCHCH-
Iiff CTBOPEHHSI HOBOTO CIICHIYHOTO JIHCTBA y CTHIII, XKaHPI,
CIOKETi. AKTyalizallisi CIOKeTy 3 TIEPEHECEHHSIM OIIEPHOTO
IACTBA 10 Cy4acHOI emoXH, BiNOBiTHA METa(pOPUIHICTS,
UTFO30pHICTB, emaTaxk, mepopMaHC Ta BUXIA 3a PAMKH
TBOPY 13 CaKpaMEHTaJbHOIO OCOONMBICTIO KHTAHCHKOT
OTIepH SIK ETHOKYJIBTYPHOTO (heHOMEHY Ha ChOTONIHI OTpH-
MaJia HOBHH TOIVIST HA CBOIO CaMOOYTHICTB. 3 OISy Ha
BIUIMB €BPOIICHCHKOI ONepHOi My3UKH, 11 TpaauIliii, KuTai-
ChKa OIlepa 3aJUIIAETHCA CBOEPITHUM IHTEPIIPETaTOPOM
HAIliOHAJTBHOTO ONEPHOTO MHUCTENTBA, IPOSBIISIOUNCH
Yy KOMIO3UTOPCHKOMY TOIIYKY CyJacHUX TEH/ACHIIIH.
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The publication highlights the theoretical and methodological foundations of music specialists training in pedagogical universities.
The essence is revealed and theoretical approaches to musical art specialists training are analyzed. It is emphasized that musical art
specialists training is based on the theoretical ideas regarding the national paradigm of training musical art specialists, the humanistic
basis of music education, axiological approaches to the training of musicians-pedagogues, the existential-emotional direction
of art education and its acmeological orientation, as well as prognostic guidelines for professional training. The leading generalized
positions regarding the defined role of the consolidation approach as the theoretical basis of the specified training are substantiated.
The idea of a national paradigm for the training of art specialists has been actualized, its essence is considered from the point of view
of the dialectics of the special and general in culture, which ensures socialization of future specialists. It is substantiated that assimilation
of national and universal culture by pupils enhances development of their value orientations. It is emphasized that formation of national
culture is also ensured by the expediency of application in the educational process at the level of artistic knowledge, along with works
of world art, of national music. The essence of the existential-emotional direction of art education and its role in ensuring the emotional
saturation of the educational process is revealed. It is proved that pedagogical determination of the artistic educational process must
necessarily take into account both the conscious and unconscious artistic actions of the participants of the study.

Key words: specialists in musical art, consolidation approach, musical-professional, pedagogical-practical, scientific-research
directions of training, national paradigm, specialists in art, existential-emotional direction of art education, national culture.

Epemenko Onvea, Yemumenxo-Kocopuu Onena. Iliozomoeska haxieuie 3 my3uunozo mucmeymea: memooonoziune
3a0e3neuenns

V' ny6nixayii euceimneno meopemuko-memooono2iuni 0CHOGU Ni020MOSKU Paxieyie My3uuHO20 MUcmeymed 6 neoazociuHux
yHigepcumemax. Poskpumo cymuicms ma npoaHanizosano meopemuuHi nioxoou 0o nid2omosku (axisyie 3 MyuuHo20 Mucmeymed.
ITiokpecroemnbcs, wo nio2omoska (axisyie My3uuHo2o Mucmeymed IPYHMYEMbCA HA MeOPemuyHuxX i0esax w000 HAYiOHATbHO!
napaouemu nio2omosKu axieyie 3 MyuyHo20 MUCIeYMBd, yMAHICMUYHOI OCHOBU MY3UUHO20 HABYAHHS, AKCION0IYHUX Ni0X00i8 00
HABYAHHA MY3UKAHMIB-NE0aA202i8, eK3UCMEHYIIHO-eMOYIIIHO20 HANPAMY MUCTEYbKO20 HABYAHHA MA 1l020 AKMEONO0IYHOI CNPAMOBAHOCHII,
a Maxodic NPOSHOCMUYHUX opieHmupie (paxosoi nidcomoski. OOIPYHMOBAHO NPOGIOHI V3a2aNbHEeHI NO3UYIl W00 GUHAYEHOI POl
KOHCOMIOAYitiHO20 NiOX00y K MeopemuyHol OCHOBU 3a3HAUeHOi nid2omosKu. Axmyanizoeano ioe wodo HayioHaNbHOI napaduemu
nideomoexu (axisyie 3 mucmeymea, poseiAHymo il cymuicmo nio Kymom 30py OlaieKmuKu 0CoOnu8o2o il 3a2aibH020 8 KYIbmypi,
wo 3abesneuye coyianizayio mauoymuix gaxisyis. OOIPYHMOBAHO, WO 3ACB0EHHA BUXOBAHYAMU HAYIOHATLHOT MA 3A2ATbHOTIOO0CLKOT
KYIomypu  nepedbavae po3sumox ixuix yinuichux opicumayii. Iliokpecmioemvcs, wo Qopmyeanua HayioHanbHoi Kynbmypu
3a0e3neuyemvbca MaKoxe OOYIIbHICIIO 3ACMOCYBAHHA 8 HABUANLHOMY NpOYeci HA DiBHI XYOOHCHbO20 NI3HAHHA NOPAO i3 MEOPAMU
c6iMo6020 Mucmeymea HAYioHATbHOI My3uky. Poskpumo cymuicme ex3ucmenyiiHo-eMOYiliHo20 HANPAMY MUCMEYbKO20 HABUAHHA
ma 1020 ponb y 3abe3neuenni eMoyitiHol HacuyeHoCmi HagyabHo2o npoyecy. JJosedeno, wo nedazociuna oemepminayis Xy00iCHb020
HABUATILHO20 NPOYECY MAE HEOOMIHHO BPAXO8YEANIU K YCEIOOMIIOBAHI, MAK | HEYCBIOOMIOBAHTI MUCTEYbKI Oli YUACHUKIE HABYAHHS.

Kniouosi cnosa: axisyi mysuunozo mucmeymeda, KoOHCOMOAWiUHUt nNiOXio, My3uuHO-haxosutl, nedaeoiuHO-NPAKMUYHUL,
HAYK0B0-00CTIOHUYbKULL HANPAMU NIO20MOBKU, HAYIOHATLHA napaouema, Gaxieyi 3 Mucmeymed, ex3ucmeHyiiHo-eMoyitiHutl Hanpsam
MUCIEYLKO2O HAGYAHHA, HAYIOHATbHA KYIbNYPA.

Current modernization approaches in national cognitive, evaluative, creative spheres of students’

education, related to the processes of globalization,
expansion and deepening of international contacts, are
ensured by the introduction of humanistic priorities,
reliance on national principles of education development,
actualization of personal and social approaches to
education, observance of the principle of cultural relevance
of education, achievement of an optimal balance between

educational activity.

A decisive role in the implementation of these tasks is
played by the process of improving education in graduate
school with the aim of preparing specialists who possess
deep fundamental and special knowledge and are capable
of independent creative activity. All this leads to the need to
update a whole set of issues related to the implementation
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of content and organizational measures and their theoretical
and conceptual support.

The problem of professional training has found
a deep and systematic embodiment in scientific literature.
Namely: the methodological foundations of education as
a culture-creating process are reflected in the scientific
concepts of V. Andrushchenko, O. Oleksiuk, O. Shevnyuk
and others; the provisions of pedagogical science regarding
the problem of pedagogical professionalism are developed
in the scientific works of V. Bondar, N. Huzii, 1. Ziaziun,
A. Kapska, O. Moroz, S. Sysoieva, and others. The leading
aspects of the art specialists training are laid down by
the studies of A. Zaitseva, A. Kozyr, H. Padalka, V. Orlov,
O. Rebrova, O. Rudnytska, O. Khyzhna, O. Shcholokova,
and others.

However, in the search for adequate requirements
of the time of teaching technologies, pedagogy still
has reserves in terms of clarifying the theoretical
and methodological foundations of art specialists training.

The purpose of the article is to reveal the priority
conceptual provisions on which the process of training
musical art specialists in pedagogical universities is based.

The study used such theoretical methods as analysis,
synthesis, generalization, systematization, comparison,
etc. in order to reveal the essence of the phenomena under
investigation.

It should be emphasized that modern theoretical
and methodological approaches to training specialists
in the field of art pedagogy influence the choice
of pedagogical strategies and teaching methods. Given
the fact that the methodological principles in the education
system are understood as the most general conceptual
provisions, the effect of which extends to all pedagogical
activity [5, p. 42], we define the methodological principles
of'the specified training as a system of generalized theoretical
knowledge that plays the role of leading conceptual positions,
on which the process of training musical art specialists is
based. Justification of methodological pluralism makes
it possible to determine the leading methodological
principles in the theory and practice of training specialists
in the music-pedagogical profile, namely: the national
paradigm of training art specialists; humanistic basis
of music education; axiological approaches to teaching
musicians-pedagogues; the existential-emotional direction
of art education and its acmeological orientation, as well as
prognostic guidelines for the specialists training.

The national paradigm of training art specialists as
a dialectics of the special and general in culture ensures
socialization of future specialists, their assimilation
of national and universal human culture and provides for
the development of their value orientations in the direction
of mastering national culture, as well as application in
the educational process at the level of artistic knowledge,
along with works of world art, national music. As
emphasized by H. Padalka, in the conditions of updating
the content of higher art education, development of value
orientations of future specialists in the socio-cultural sphere
is impossible without a deep awareness of the national
origins of artistic culture [5, p. 16].

The analysis of scientific literature proves that national
guidelines in the educational process are an important
condition for the socialization of future specialists, their
assimilation of national and universal culture and provide
for the formation of axiological experience of pupils in
the national context, which enables formation of their
artistic experience in such a plane, the coordinates of which
are artistic values [4, p. 66—67].

The clarification of this task envisages involvement
of education applicants in the conscious and purposeful
coverage of examples of national culture from the standpoint
of their value attitude to artistic phenomena. In addition,
students’ understanding of “genre-style and emotional-
tonal diversity” [5, p. 67] provides a holistic pedagogical
approach to mastering the national in art; introduction into
the educational process of national art samples in unity
with highly artistic works of world art, which is ensured
by the implementation of a national-style approach to
the process of teaching art disciplines in the graduate
school. From these positions, scientists claim that the wide
coverage of national music and systematization of musical
material according to historical and stylistic features,
encouragement of the educational process participants
to empathic and emotional experience of Ukrainian
music, implementation of comparative approaches to
the cognition of national and stylistic features of musical
works, introduction of elements of composer creativity
on a national basis in the educational process, the main
guidelines for ensuring the national-stylistic foundations
of learning Ukrainian music are determined.

Therefore, development of national culture is
interpreted by us as a process of ensuring mutual
influence, interconnection of universal and national values,
traditions, and heritage. In addition, the national culture
of art specialists involves understanding of the world artistic
heritage based on the artistic knowledge of the national
origins of artistic images. This means that “the universal
includes the individual and the national” [5, p. 66].

The study and analysis of the pedagogical heritage
of education theorists and practitioners enables us to
understand the humanistic basis of music education in
the context of the students’ value attitude formation to art, to
pedagogical and scientific research activities, their ability to
deeply experience human values, theirembodiment in artistic
images and adequate assessment of artistic achievements in
the interpretation of music, the consequences of teaching
activities and the results of scientific research.

Highlighting in the literature the essential features
of the humanistic approach (I. Bekh, I. Ziaziun, H. Padalka,
O. Rostovskyi, V. Shulhina and others) enables our attempt
to identify and investigate the peculiarities of involving
students of a musical and pedagogical profile in mastering
humanistic orientations in the process of learning.

In the field of art education, according to H. Padalka,
the principle of humanization is key, since the field of art
education should involve realization of the educational
potential of art. According to the scientist, humanization
of art education directly affects the issues of ensuring
the artistic development of pupils based on the material
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of artistic works, in which human life is interpreted as
the highest value. The humanistic principle of art education
is implemented in the process of forming a personality
capable of adequately perceiving universal values
[5, p. 3-6]. The scientist emphasizes the need to develop
the spiritual culture of the teacher of art disciplines as “a
personal and professional quality, the essence of which
is the ability to realize and create art from the standpoint
of humanism, as well as dissemination of this approach in
the student environment” [5, p. 6].

A. Kozyr considers humanization of education as
the leading criterion for the success of the educational
process at the university. Just as it is impossible to humanize
a school without involving children in art at the level
of subjects that develop their rational sphere, so it is
impossible to humanize music and pedagogical education
without developing in students an artistic-figurative vision
of the world, the experience of an emotional and value
attitude to works of art [3, p. 9].

The study and analysis of the pedagogical heritage
of education theorists and practitioners enables us to
understand the humanistic orientation of teaching education
applicants as actualization of theoretical and methodological
experience in the context of personality-centered training,
which is ensured by the implementation of the evaluative
attitude of pupils to musical phenomena from the standpoint
of spiritual values, improvement of individualized forms
of training, preparation of educational process participants
to a dialogic interaction.

Axiological approaches to the musicians-pedagogues
training are considered in the context of their spiritual
culture formation, which involves expansion of students’
artistic awareness, their ability to deeply experience
spiritual values embodied in artistic images, the ability to
independently assess life and artistic values, the ability to
spiritual self-realization in artistic-pedagogical activity.

The analysis of scientific literature gives an idea
of the current state of development of the problem both in
general and in its individual aspects. Elucidation of issues
of the content and typology of values, their importance as
factors of the functioning of society from the philosophers’
point of view (I. Bekh, O. Petinova, I. Ohorodnyk,
M. Rusyn, M. Pidlisnyi) enables the clarification
of factors that influence formation of axiological attitudes
[4; 6]. The variability of the application of axiological
trends in pedagogy is provided by the multifaceted
and multidirectional approaches to the understanding
and classification of values. Thus, spiritual values are
explored in the concepts of I. Bekh, M. Pidlisnyi; the leading
aspects of pedagogical professionalism through the prism
of formation of its value foundations were developed in
the scientific works of 1. Ziaziun. The analyzed results
of scientific research on musicology and psychology
of artistic creativity (N. Karpenko, Z. Kovalchuk,
Z. Romanets, S. Maksymenko, O. Hlavnyk) are used as
the basis for substantiating the concept of the influence
of various types and genres of musical art on the formation
of value orientations of the individual in artistic sphere [2].
Studies of the content and main components of the value

orientations of youth in the artistic sphere (O. Oleksiuk,
H. Padalka, R. Shulha) contribute to ensuring the necessary
orientation of the educational process in the field of music
and pedagogical education.

One of the leading methodological guidelines is
the existential-emotional orientation of art education
in institutions of higher education. Existential
and anthropological positions of the worldview, which
incorporated the most important features of Ukrainian
mentality (cordocentrism, freedom, individualism, atheism,
existentialism, striving for self-knowledge and self-
realization) became the basis for the development of leading
guidelines for artistic education from the standpoint
of existence. The analysis of scientific sources enables
us to understand existence as a life experience filled with
emotions that activate the inner world of a person in
the direction of combining the desire for self-knowledge,
self-understanding  with  personal qualities;  with
emotionality.

The study of existential-emotional processes in music
pedagogy is based on modern psychological theories
of emotions, which consider the unity of “affect and intellect”,
cognitive emotional ways of mastering reality. The theory
of emotions as a special value recognizes emotions as
a function of evaluating the external and internal world.
Based on the concept of an individual’s focus on experiencing
certain emotions as a value in our research, one of the leading
theoretical propositions is the opinion regarding the emotional
saturation of the educational process in the master’s degree
in music and pedagogical profile, which is manifested in
the orientation of the future specialist to certain experiences
that add additional value to artistic phenomena and musical-
pedagogical activities that cause them.

The above is related to the outline of the possibilities
of the hermeneutic approach in art pedagogy, “which
involves an emotional and value interpretation of art
taking into account social and cultural traditions, as well
as the subject’s personal artistic-creative experience”
[6, p. 63]. The hermeneutic approach in the process
of training future art specialists ensures activation
of the students’ independent evaluative attitude to artistic
images, their involvement in an imaginary dialogue with
the author of the work, and identification of the personal
meaning of communication with art.

Therefore, the  existential-emotional  direction
of art education involves ensuring the emotional
saturation of the educational process in the music-
pedagogical master’s degree training and is manifested in
the future specialist’s orientation to the need to actively
experience artistic phenomena in music-pedagogical
activities. It is proved that the pedagogical determination
of the artistic and educational process must take into
account both the conscious and unconscious artistic actions
of the participants of the study.

An essential aspect of the theoretical foundations
of the musical art masters’ training in the context
of education modernization is the study of its acmeological
perspectives. According to A. Kozyr, implementation
of the acmeological approach to the professional training
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of future teachers is carried out by means of the application
of acmeological educational technologies, because they
contribute to the activation of the students’ internal potential
(the motivational-target sphere of their personality;
abilities, willpower, self-awareness) as a condition for
the ascent of the personality to its acme-level. The specificity
of acmeology, relative to other human sciences, is that it
examinesthe entirelife and professional path ofanindividual.
Acmeology studies the problems of improvement
and correction of professional activity and assumes that
a person reaches the heights of professionalism and mastery
by himself, in which professional activity of an individual
plays a leading role in his destiny [3, p. 118].

So, generalization of the scientific work gives reasons to
state that the acmeological orientation of education involves
orientation of educational-cognitive, evaluative-interpretive
and creative-productive activities of master’s degree
students to achieve perfection in musical performance
and pedagogical work, as well as effectiveness in scientific-
research work. We interpret the acmeological direction
of master’s training as a process of forming not only their
ability to optimally apply basic principles and technologies
in future activities, but also a deep awareness of the general
cultural experience of humanity at the personal level in
the conditions of the motivation development, which
orients education applicants to self-improvement. The
definition of acmeological approaches is closely related to
the substantiation of prognostic trends of master’s training.

Prognostic guidelines for specialists training in the field
of music pedagogy are applied by us in accordance with
new requirements of the education development in
the direction of activation of the personal and social
approach, the essence of which is to ensure the professional
self-realization of an individual as a member of the civil
society of Ukraine.

The above-mentioned theoretical ideas are based on
the provision regarding the leading role of the consolidation
approach in the system of training specialists in the music-
pedagogical profile. From these positions, the central link
of ensuring the effectiveness of the musical art specialists
training is implementation of a consolidation approach,
which ensures interaction of musical-professional,
pedagogical-practical, scientific-research ~ directions
of education while preserving the content of each of them.
Each of these equally significant directions, characterized
by its own specificity, is characterized by internal kinship
and tends to complement each other, as well as to
interdependence and coexistence.

We emphasize that the strategy of developing
the theoretical foundations of musical art specialists
training in pedagogical universities is characterized by
the interpretation of the whole, which consists of equivalent,
functionally determined elements. The consolidated

interaction, the principles of which we adhere to, determines
in our case not a subordinate combination of training
components, but a parity (not conglomerative) aspect
of their functionally conditioned existence. Systematicity
within this approach is determined not by the sequential
dependence of components, but by their interpretation as
a functionally integrated unity.

The traditional views on the provision of master’s
training reflect the priority, system-forming importance
of'the research direction. However, we note that this approach
destroys the artistic foundations of specialists training
of the highest educational-qualification level in the system
of music-pedagogical education. Undoubtedly, if we were
talking about specialists training in the field of science, or
the training of teachers of scientific disciplines (physics,
mathematics, biology, etc.), giving the research direction
of training a dominant importance would be fully justified.
However, when it comes to the training of art specialists,
we consider it expedient to emphasize that professional
musical training cannot be interpreted as inferior in rank,
subordinated to the scientific and research priorities
of the educational process. Thus, it is difficult to imagine
a highly qualified specialist in the field of musical art who
would not be able to perform a piece, or would be worse
at demonstrating music in his own performance than giving
a scientific and methodological description of performance
approaches, or would be a better researcher than a performer,
better at “writing” than “playing” or “singing” etc.

In addition, the pedagogical direction in the context
of the holistic process of training specialists in musical
art, in our opinion, also has no right to give way either to
performance or research, because in the future professional
activity, teaching skills are no less important than other
directions of training. The above makes it possible to
emphasize that the consolidation approach ‘“cements”,
ensures the integrity of the system of training specialists
of the musical-pedagogical profile based on the functional
balance of each of the identified directions — research,
pedagogical, musical.

Summarizing the positions discussed above, it
is appropriate to formulate a conclusion regarding
the timeliness and necessity of developing the selected
problem. The article highlights the theoretical basis
of musical art specialists training and its conceptual
foundations. The material presented in the article proves
the need for further development of the specified problem in
the directions of determining ways to ensure the specialists’
competitiveness in the process of professional training;
specifics of students’ musical-performing culture formation;
methods of musical art specialists’ teaching skills
development; theoretical and methodological foundations
of the research skills development in education applicants
of artistic profile, etc.
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ACIIEKTH BILIMBY KOJIIPHOT'O PIIIEHHSI HA CIPUNHATTA
KUBOIIUCHOI'O TBOPY

Kanpan Oxkcana BoroaumupiBha,
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CyMCBKOT0 JIep)KaBHOI'O NeJjarorivHoro yHisepcutery imeni A. C. MakapeHka
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Y emammi posenadaiomscs eracmusocmi KonbopYy, Ha AKUX IPYHIMYEMbCA CYMb CHPULHAMNS KOTbOPOBO20 CKIAOHUKA JHCUBONUCHO20
meopy. 3’Ac08yemuCs, K 3a 0ONOMO2010 KOTbOPY | KONPHUX NOEOHAHb CIBOPIOEMbCS HE0OXIOHa ammocghepa 8 Kapmuni, Popmyemscs
CHPULIHAMMSL CIOJICENTY MO20 YU THUI020 MBOPY, K AKYEHNYEMbCA Y8aza 21A0aud Ha 20108HOMY, CIMBOPIEMbCA 00PA3 3A2aIbHOI KOTip-
HOI KOMRO3UYii, AHATI3YIOMbCA NPULIOMU BUKOPUCTIAHHS KOTOPY MA X 8NIUE HA CIPUUHAMIMNA CMUCT08020 CKIAOHUKA CIOHCENt).

Ha ocnosi meopemuunoeo ananizy iimepamyprux 0xcepen po32nsHymo Qizuuni, izionoziuni, ncuxonoziuni ma eMoyitini acnexmu
BIIUBY KONbOPY HA TIOOUHY, AKI IPYHIMYIOMbCA HA BUCHOBKAX HU3KU HAVK | HAVKOBUX OUCYUNTIIH.

Y emammi euceimneno natisaxciugiuii ckiaOHUKY A6UWA KOTIP K 20108H020 00PA30MBOPUOL0 3ACODY, 36ePMAEMbCS Y6azd HA POTb
KONbOPO3HABCMBA SIK HAYKU, WO CUCTEMAMUZYE 3HAHHA NPO NPUPOOY KOAbOPY MA C8IMid, 6UOU KOIbOPOBUX 2apMOHItll. 3’aco8yombcs
NUMAKHA, AKUM YUHOM BNIUGAIOMb HA CHPULHAMMS KOMNO3UYIL MBOpPY JIOKATbHI KOTbOPU, MOHOBA HACUHYEHICHb | IHMEHCUBHICIY
Konbopy. Pozenanymo ocrosHi xapakmepucmuku Konbopy sK iHCmpymMeHnmy, AKul 30ameH 3yMOBUMU NIAHOBICHIb Y HCUBONUCHOMY MEOPL
ma Hadamu niocgioomy ingopmayiro npo Asuwa abo npeomemu, K ACKPAGiCMb KOIbOPOBUX GIOMIHKIE BNIUBAE HA CEIMOGIOUYMMA
6 KapmuHi, ma womy menii ma Xoi00Hi KOIbOPU KOPHO20 KOAA CAPUUMAONbCS. 8 KOMINO3UYITIHOMY NPOCMOpL pobomu no-pizHoMY.

Y cmammi nopywieno numanns 6niusy KompHo2o piterHs Ha CRPULIHAMMA eMOYIliHO20 3a0APENEHHS. HCUBONUCHO0 MBOPY, YOMY
6IOMIHKIU 00HO20 KOTbOPY 36y4amb IHAKUle 8 NOEOHAHHI 3 THUUM, MA SK HA ACOYIamUueHOMY PIGHI KONbOPOBi NOEOHAHHS BNIUBAIOMb HA
JHOOUHY DI3UYHO MA NCUXOTOIYHO.

OcHo8HOI0 Memoio cmammi € O3HAUOMACHHS 3 ACNEKMAMU PO3YMIHHS KOTbOPO8020 CKIAOHUKA | BUOAMU KOTPHUX pileHs, Oe KOip po3-
2N1A0AEMbCA AK HAUOTTbUL eqheKmUsHILLL 3aCiO cMBOPeHHs YLTICHOT XYO0CHbOI hopMu Ma 2apMOHI3auii nPOCMopY y 8i3VaIbHOMY MUCHIEYMEL.

Kniouoei cnosa: xonip, komnozuyivinuii npocmip, JCuONUCHUL MBIp, CAPULHAMMS, XYOONCHUK, KAPMUHA, 6NIUS, KOTIPHI NOCOHANHS,
ceimio, mow, ensday, ammocgepa, yeaza.

Oksana Kapran. Aspects of color decision influence on perception of a painting work

The article examines the properties of color on which the essence of perception of the color component of a painting is based.

1t is clarified how with the help of color and color combinations the necessary atmosphere is created in the picture, the perception
of the plot of this or that work is formed, how the viewer s attention is focused on the main thing, the image of the general color composition
is created, the techniques of color using are analyzed and their influence on the perception of the semantic component of the plot.

Based on the theoretical analysis of literary sources, the physical, physiological, psychological, and emotional aspects of the influence
of color on a person are considered, based on the conclusions of several sciences and scientific disciplines.

The article highlights the most essential constituents of the phenomenon of color as the primary visual medium, and draws attention
to the role of color science, as a science that systematizes knowledge about the nature of color and light, and types of color harmonies.
The question of how local colors, tonal saturation, and intensity of color affect the perception of the composition of the work is clarified.
The main characteristics of color as a tool capable of determining planning in a painting and providing subconscious information about
phenomena or objects are considered, how the brightness of color shades affects the perception of the world in the picture, and why
warm and cold colors of the color wheel are perceived differently in the compositional space of the work. The article raises the question
of the color decision influence on the perception of the emotional coloring of a painting, why shades of one color sound different when
combined with another, and how color combinations affect a person physically and psychologically on an associative level.

The main aim of the article is to get acquainted with aspects of the color component understanding and types of color solutions,
where color is considered the most effective means of creating a coherent artistic form and harmonizing space in visual art.

Key words: color, compositional space, painting, perception, artist, picture, influence, color combinations, light, tone, viewer,
atmosphere, attention.

VY Har yac ocBiYeHa JIFOMHA JIOCTATHBO 3HAE PO KOJIp
Ta Horo 0coOIMMBOCTI. AJle HE 3aBK/IU 3p03yMLJIO, K 3a JIOTO-
MOTOI0 KOJIBOPY 1 KOJNIPHHUX TO€JHAHb CTBOPIOETHCS HEOO-
XigHa arMocdepa B KapTuHI, SIK (POPMYETbCS CHPUIHATTS
CIOKETY TOTO YH IHIIIOTO TBOPY, SIK AKIIEHTY€ETHCS yBara Iiisi-
Jla4a Ha TOJIOBHOMY 1 (DOPMYETHCs 00pa3 KOTiPHOT KOMITO3HITIT
3arajioM. Biziomo, 1110 KoJtip — OCHOBHUI IHCTPYMEHT Y pyKax
XyJIO’KHUKA 1 came 3aBJISIKY HOMY criocTepirad 0aquuTh CIpaBiK-
HIif CBIT y JIBOX TIOCTABJICHUX MOPsi Ma3kax (apou.

CTBOpEHHSI MaJIbOBHUYOTO XY0)KHBOTO TBOPY — CKJIA/I-
Hui mponec. OcepeskoM CMHCIIOBOTO MOYATKy B 300pa-

JKEHHI € KOMITO3MLIHHUK mpocTip kaptuHU. Hatiopmopr,
MOPTPET 1 HaBiTh OC3MPEIMETHE 300paKCHHS HEMHCIHMI
103a KoMIo3uuier. Yepes Hel Xy10KHUK BUCIIOBIIIOE T€, 10
3alliKaBHJIO, 3aXOIUJIO, Yepe3 10 BiH B3arall B3siB y PyKH
XyHOXKHIH 1HCTpYMeHT. Kosn KaxyTh NMpo KOMIIO3UILi0, TO
MaroTh Ha yBa3i MUIICHICTh, HASBHICTh CKJIAIHOI OyIOBH,
10 MICTUTH Yy €001 KOH(IIKT, MPOTUPIYUs Ta, TMONPH IIe,
3BEIICHI JI0 TapMOHIWHOT €JHOCTI LUISIXOM CTBOPEHHS
SKICHOT CHCTEMHM IMOE€IHAaHb MK enemeHTamu [1, c. 32].
[IpocropoBa KOMIO3UIisS SBIsIE COOOI0 PO3TAIlyBaHHS
MPEAMETIB y MpocTopi (peaibHOMY a00 YMOBHOMY), BOHA
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MEPEHOCHUTHCS OE3MMOCEpPEHBO Ha IUIOIIUHY 3 ypaxyBaH-
HIM BigmajeHHs a0o HaOmwkeHHS npenMertiB. KomipHa
KOMTIO3HIIisSl BU3HAUAE PO3TAITYBAaHHS MPEIMETIB CTOCOBHO
OJIMH OJTHOTO 3 ypaxyBaHHSM iXHBOTO JIOKaJILHOTO KOJIbOPY,
TOHOBOi HACHUYCHOCTI Ta IHTEHCHBHOCTI KOIBOPY. Bei Tpu
CKITQHUKH YTBOPIOIOTH 3arajbHy KOMITO3MIIIIO TBOPY
1 HEpO3pUBHO TOB’sA3aH1 MiXK COOOIO.

[Io6 mocsarTH TapMOHIIHOI €THOCTI TBOpY, CHOpPMY-
BaTH TOTPIOHE BPAKCHHS Yy IIsAAada, OJHUM 3 TOJOBHHUX
00pa3zoTBOPYMX 3aC00iB BUOUPAETHCS KOMIp. 32 TOTTOMOTOIO
KOJILOPY MOJKHA TIPUBEPHYTH yBary misijiada Zo TPEAMETIB
y TIEBHIA TOCTITOBHOCTI: Bifl TOIOBHOTO JIO JPYTOPSIHOTO.
TMopsin 3 M 3arabHA KOIEOPOBA KOMITO3HITIS «BIIITOBITA€
3a JIOTIYHE Ta €CTETUYHE PO3MIMICHHS B IUIOIINHI KapTHHHU
00’€KTIB, 3 SIKMX CKJIAIA€THCS IIiJTe, pOOJISTIH 11 3MicCT 3po3y-
MUIAM 1 SICHUM. AJTe SIK TPaBHIIHO BUKOPHUCTOBYBATH KOJIp
Yy KOMMO3HIII{, 00 JOMOTTHCS TTOTPiOHOTO pe3ynbTaTy?

Komip, #oro ¢i3ndHa Ta ICHXOIOTiYHA IPUPOA IIIKaBHIIa
JFoel 3 oyaTky iX icHyBaHH:. Komip MoxxHa Ha3Batu iHpOp-
MarIi€ro 1mpo sierta adbo mpexmetr. OKpeMi acleKTH BIDIHBY
KOJILOPY, BUCBITIIEHOTO y CY9aCHUX MHUCTEIBKIX JJOCIIKEH-
HSIX, IPYHTYIOTBCSI Ha BUCHOBKAX [IUTOT HU3KM HAyK 1 HAayKo-
BUX JIMCIIWTUTIH, KOYKHA 3 SIKMX BUBYAE KOJIIp 13 Pi3HUX OOKIB.
@Di3mKa BUBYAE HEPTETUIHY NPHPOIY KOIBOPY, Pi3iomoris —
MPOIEC CHIPUIHSTTS KOIBOPY JIFOICEKAM OKOM, TICHXOJIOT s —
mpo0IieMy CIPHHHATTS KONBOPY 1 BIUTMB HOTO Ha TICHXIKY,
3[MaTHICTh BUKJIMKATH pi3Hi eMorii [2, ¢. 7].

Benudesnnit BHECOK y BHBYCHHS (DEHOMEHY KONBOPY
i #ioro BIUIMBY Ha ITIONWHY BHECIIH Taki BUEHI, (imocodwu,
HATypaNiCTH 1 TEOPETHKH OOpPa30TBOPUYOrO MHCTEIITBA,
aK: Apicrorens, Bitpysii, 1. Hetotomn, I. I'erens, E. Kamnr,
A. Kimepx, B. OctBampn, O. Pynre, B. Kammincekni,
K.I'. YOmr, I. ItTen Ta Gararo inmmx. TeopeTnynunit aHami3
Mpampb Y9eHUX A€ PO3YMIHHS TOTO, IO MOHSTTS «KOMip»
HEMOXJIMBO PO3IIISIIATH OKPEMO BiJ MOHSTTS «CBITIION.
VY ¢izngHOMY CBITiI KOJIp — 1€ XBWJIS CBiTNa, SKa IiCIA
MepepoOKN B MO3KY JIIONMHU TpHiiMae (GopMy KOIipHOTO
BimuyTTs. Hacammepes Kouip — 11e CBITIIO, IKE BiTOMBAETHCA
BiJl TOBepxHI mpenmeTa. Lle sBuie HaMaraaucs 3po3yMiTH
m1e 3 naBHiX gaciB. [lidarop mpurryckas, mo Hamii 04i — mpo-
MiHb BHIMMOTIO CBITJIA, 1 caM€ BOHU JAIOTh JOISIM MOKIIH-
BiCTh OQUNTH HaBKOJMIITHIH CBIT. BiBIIT HAYKOBE MOSCHEHHS
sapomminocs y XVII cromitri. Came Tomi moOadmiii CBIT
JIBI OCHOBHI ifiei Ha 11ell paXyHOK — KOPITyCKYJISIpHA TEOPist
HerotoHa i xBuimeoBa Teopist ¢isuka [foirenca. Y XBUIbO-
BOI Teopii, Ha BIAMIHY BiJ KOPIYCKYJIAPHOi, CBITIO pO3-
TISTA€ThCSA K XBHIIBOBUH TIPOIIEC, MOIOHO MeXaHIYHUM
XBIIISIM. B 0CHOBI Teopii iexuts npuHun [toiirenca, 3a
SIKAM KOKHA TOYKA, 710 SIKOi JIOXOZNTH CBITIOBA XBHJIS, CTA€E
IIEHTPOM BTOPHMHHHX XBWIb. Teopist [TofireHca mo3Bommina
TIOSICHUTH TaKi CBITJIOBI SBUINA, SIK BiOOpaskeHHS 1 mepe-
JoMJIeHHS [2, ¢. 14].

Crnasetnuii yuennii [cax Hp10TOH TIiKaBHBCS KOITEOPOM
K (pI3UYHUM SBHIIEM, i TIPUCBSITUB CBOIM JOCIIKEHHIM
BEJIMKY KUTBKICTH TIpalb. YYEHUH BHCYHYB CBOIO TEOPIIO
KOTBOPY. VIOMy HANEKHTh TiloTe3a mpo Te, 0 CBITIO — 1ie
MOTIK MaTepialbHUX YaCTHHOK, IO PYXalOThCS BiI JpKe-
pena CBiTa 3 BEIHMKOIO IMBUAKICTIO, SKa 1 € IIBUAKICTIO
cBiTia. BuBuaroun mpupomy cBiTia i komsopy, HetoToH mifi-

IIIOB BUCHOBKY, IIIO0 KOJLOPH MPHPOIHUX TiJl BiAOYBaIOTHCS
gepes Te, M0 JesKi Tiia BimoOpaXkaroTh OHI BUIHM TpOMe-
HiB, iHmI Tina — igmi. Came BiH 3a JOITOMOTOIO TPHUTPaH-
HOI TIPU3MHU PO3KJIaB OiMHI KOJIp COHSYHOTO MMPOMEHIO Ha
KOJTBOpOBE Koo [2, c. 13].

Benuky yBary BHBUEHHIO KOJIbOPY HajaBaB Bacwiib
KauniHcbknit — XyIOKHHK, MY3HKaHT, BHKJIAJad-TIPAK-
THK 1 TNChMEHHHUK-TEOPETHK, aBTOp KHUTH «IIpo myxoBHE
B MHCTENTBI». BiH OyB MPpUXUIFHAKOM CHHECTE311 — JOCUTH
3araJIkOBOTO SIBHIIA, SIKE Tependavae Bizyallizalliio Jorid-
HUX KonipHHX abcrpakmiid. [Ipakthka mo3Boimia Homy
cthopMyBaTH HOBHH OIS Ha KOMIP Ta KOJIPHI TTO€THAHHS
B3aram. MaifcTep BimdyBaB Ta HaMaraBCs IMOSCHHUTH, SK
y Bi3yaJIbHOMY MUCTEIITBI 3ByYUTH KOXKCH BiITIHOK KOJTHOPY
Ta SIK Ha aCOIIaTHBHOMY PiBHI KOJLOPOBI ITO€THAHHS BILTH-
BAalOTh Ha JIIOAWHY (DI3WYHO Ta TICHXOJIOTIYHO, K MOETHY-
IOTBCSI MACTEIITBO Ta e30Tepika [3, c. 46].

Y 1900 pomi ¢isuk-teopetnk Maxkc Ilmank BHCY-
HYB HOBY KBaHTOBY TEOPIIO CBITJa, 3TiJHO 3 SKOIO CBITIO
€ TIOTOKOM TICBHHX 1 HETIOJTFHUX MOPIIiH eHeprii (KBaHTH,
¢oronn). Po3Bunena FEifHmTeliHOM KBaHTOBAa Teopis
3MOTJIa TIOSICHATH HE TITBKH (POTOCTEKTPUUHUHA e(dekT, a
1 3aKOHOMIPHOCTI XIMIYHOT i1 CBIT/IA i HU3KY 1HIITUX SIBHIII.
3acTocyBaHHS METOAY TOPIBHSIBHOTO aHaJi3y J03BOJIIE
3pOOUTH BUCHOBKH, IIIO CHOTOIHI B HayIli MepeBakae Kop-
MTyCKYISIPHO-XBIJIBOBUI Ayalli3M, TOOTO CBITIy IIPHITH-
Cy€eThCs IBOicTa TMpHUpoaa. Tak, y pas3i MOMHMpPEHHsS CBIiTIa
TIPOSIBIITIOTHCST HOTO XBIUTHOBI BIIACTHBOCTI, TOMI SK y pasi
HOTO BUIMYIICHHS 1 MOTTIMHAHHS — KBAaHTOBI [2, ¢. 17].

Ha miarpyHTi BUCHOBKIB YYEHUX Pi3HUX YaciB BUHHUKIIA
HayKa Ipo KOJip — «KOJIIbOPO3HABCTBOY, IO CHCTEMATH3Y€
3HaHHS TPO TPUPOIY KOIBOPY Ta CBIiTIA, OCHOBHI Xapak-
TEPUCTUKHU Ta BIACTHUBOCTI KOJIBOPY Ta KOJILOPOBY TrapMo-
Hif0. Bynb-sIKuii XpOMaTHIHUH KOJIip Ma€e KOILOPOBHUI TOH,
SICKpaBICTh 1 Temmeparypy. Ha mux TppOX BIACTHBOCTAX
IPYHTYETBCS BCSI CYTh BIUIMBY KOJIbOPY Ha msinada. Heob-
XiHO 3’sICYBaTH, 110 O3HAYAIOTH IIi HAMBAKIIMBIMI CKIIaI-
HUKH SBHIIA KOJIP.

KonbopoBuii TOH — XapaKkTepUCTHKA KOJIbOPY, 3yMOBJIEHA
CTaHOBHIIIEM HOTO Y BUIUMOMY Jiarma3oHi. ToOTo komipHiA
TOH — II€ BIATIOBIAHICTH KOJTHOPY OTHOMY 31 CIIEKTPaIbHUX
KOJIBOPIB, BiH CITIBIajgae 3 Ha3BOIO KOIBOPY B KOJIPHOMY
koii. ToH BHW3HAUA€THCSA TOPIBHAHHAM 3 HAOMMHKEHUMH
KOIbOpaMH — YEPBOHMM, YEPBOHO-POXKEBHUM, UYEPBOHO-
¢dioneroBuM, ¢ioneroBumM. Ilpsme HOTO BUKOPHUCTaHHS
CTBOPIOE BiAYYTTS TMIMOWHM abo KOHTpacTy. Y Oararhox
KapTHHAX KOJHOPOBUH TOH BH3HAYAE TUIAHOBICTH. Binmbmr
XOJIOITHI KOJTEOPH, B OCHOBHOMY Y TI€Hi3aki, HIAyTh Ha 3aIHiI
TUTaH 1 BUKIMKAIOTH BiAUyTTs mpocTopy. Terun abo rapsdi
T AKPECITIOI0Th eI T1aH, a00 pyx. TakuM 4rHOM, TOH
KOJBbOpY Oe3mocepeiHbO BIUIMBAE HA CIPUIHSTTS TBODY.

Sckpasicts. lleil acmexT myke CHIBHO BIUIMBAE Ha
CBITOBITUYTTS B KapTuHi. TemHi, abo K iX mIe HA3UBAIOThH
KOJTOPH 3 HU3BKUM piBHEM SICKPAaBOCTi, HalalOTh POOOTi
3araJIkOBUH 1 OXMYpPHUI BHUIIISAA, OCOOIMBO, SKIIO BUKO-
PUCTOBYIOTBCS Ha BEIMKUX IO TUTONITHHI 00’ €KTaxX, 1 Cripuii-
MAalOThCs Ha KOHTPACTI 3 KOTbOPAMHU BHCOKOTO PiBHS — CBIT-
muMu. [IpekpacHUM TIPUKIIAZOM CITy’KaTh POOOTH ETIOXH
Bimpomxenns: «Manonna benyay, «Iloptper bampaaccape
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Kacrinbore» — gopHUiA (hOH, €IEMEHTH OAATY B TEMHUX
TOHAX, YOPHI TiHI ¥ OTOYEHHS HA KOHTPACTI 31 CBITIMMHU
IUSIMaMH, CTBOPIOIOTH OCOONHMBY aTMocdepy MIiCTHKH
1 TAEMHUYOCTI, TOX HE TUBHO, III0 caMe IeH MpHifoM cTapi
MaCTpH BHKOPHCTOBYBAJM y CBOIiX TBOpax, MO0 TOMOT-
THCSI HEOOXIZJTHOTO Bpa)KCHHS Ha TIIsilada.

PiBeHh HACHYICHOCTI BU3HAYAE «XPOMay, T€, HACKIITBKA
Komip sickpaBuil. Kompopu 3 HH3BKOIO XPOMOIO BHIJISA-
JAafOTh BUIBUINMH, a 3 BHCOKOIO, HAaBIIAKH, JXBaBHUMH
Ta SICKpaBUMH. 3aBISKH SCKPaBOCTI XyIOKHHK MOXKE
3poOHUTH OCHOBHHH aKIEHT y poOOTi. SKimo 3a 3axymMomM
y KapTHHI HEOOXiTHO MPHUBEPHYTH yBary 0 CIEHH abo
MIepCOHAXY, TO BUTIIHIIIE 3pOOUTH 1€ 32 PaXyHOK «Tyd-
HOTOY» KoImbopy. HalisickpaBimuii akIeHT, SKUit KUJAETHCS
B O4Yi, — TOJOBHHU Tepoil abo mpeameT, MOXe IpUBep-
TaTh A0 cebe yBary He 3alie)KHO BiJl TOTO, HA SKOMY BiH
nepeOyBae mradi. OTOYSHHS «TOJIOBHOTO Tepos» KapTHHH
MMOBUHHO OYyTH «IOM’SKIIECHO» 3a PaxyHOK HH3BKOTO,
O1BII OJTIIOTO Ta CTPIMAHOTO KOJTHOPOBOTO TOHY. Takum
YUHOM, SCKPaBiCTh OJHOTO i TOTO K KOJIHOPY MOXKE CTBO-
PHUTH pi3HI BITIyTTA.

[oTpibHO 3a3HayWTH, WO A0 THMTAaHHA B3AEMOMIi
BYCHHS TIPO CBITIIO Ta KOJIp i Teopii KUBOMHUCY CIif Iif-
XomuTH 00epexHO, MO0 He ONMWHHUTHCS Ha MUIIXy MeXa-
HIYHOTO PO3YMIiHHS I[OTO 3B’s3Ky. JlOCHITHWK BIacTH-
BOCTEH 1 XapaKTepHuCTHK Kompopy loxanec ITTeH mmcaB
y CBOI#f KHI31 « MHCTEITBO KOMBbOpY»: «MO)KHA HABIUTHCS
MaJIIOBaTH, aje MalCTPOM >KHBOIHCY Tpeba HapOAUTHCS
[4, c. 21]. YV mpomy ceHci Oymmo 6 TOMHIIKOIO BBaXKaTH, IO
KOJTLOPO3HABCTBO, SIK HAYKa PO KOJIip, BIAKPHUE TAEMHHUIIIO
MaJIbOBHHYOTO MHUCTENTBA. KOIbOpO3HABCTBO HE M1acThb
TOYHOTO PEIENTy TBOPYMX NPHUHOMIB, a JHIIE MOSICHUTDH
TIPUPOAHI SBUINA, TIOB’sA3aHI 3 KOJBOPAMHU Ta iX 3aCTOCY-
BaHHAM. [IpoTe Xy0)KHUKY HE MOXKHA CITUPATHCS HA IIOCh
ofHe. Y BUBUCHHI NPHPOIM Ta PONi KOIBOPY B YKHBOIHCI
HEeoOXiTHa KOOPIMNHAIIIA Pi3HUX HayK, KOHTAKT i3 HAyKOBUM
KOJTbOPO3HABCTBOM, YB@)KHE CIIOCTEPEKEHHS 32 KOJIbO-
pPOBUMH OCOOJIMBOCTSIMH HABKOJIMITHBOTO CEPEIOBHINA,
BJIACHE BITIYTTSA KOIBOPY, SKE IOB’s3aHE 3 BHYTPIIIHIMH
TBOPUYMMH 3/1I0HOCTSIMH Ta MOYYTTSIMUA MUTIIA.

PesyabraTu. JKuBomuc 1ae MOXKIHBICTh TTOBHOO MipOIO
OCSITHYTH «MarivHi BIACTHBOCTI» KOIBOPY, HOTO BIUTUBY Ha
KOMITO3HIIIFO 1 11 cpuiHATTA. 3 TMO3UIiH XyJ0KHBOI TBOP-
YOCTI KONip SBIISIE iHTepec SK 00pa30TBOPUMIl 1 BHpa3HUHA
3aci6. Komip — me iHCTpyYMEHT, SIKMIf Ma€ BENWKHUN BIUIHB
Ha JIOCSATHEHHs oOpas3HocTi popmu. HuM MoxHA BUSBUTH
MacmTad, MoKa3aTH SKUHCh CEHC, BUAUTUTH a00 3poOnTH
HEUTpaabHUM XapakTep (popM, 3HATHO MOCHINTH KOHTPACT.

VYV pa3i moOymoBH KOMITO3UIN{ >KHBOIHCHOTO TBOPY
OJTHE 3 TOJIOBHHX MiCIlb 3aiiMa€ KomipHe MmoeqHaHHA. [ ap-
MOHIWHI KOJIpPHI MOEJHAHHS CIPABISIOTH BIAIYTTS IIiJTiC-
HOCTi. JIJI1 MOCATHEHHS i€l METH CIiJ] BUKOPUCTOBYBATH
KoJipHe koJ0. KomipHe KoJIo MiCTUTB yCi 3MiHU KOJIBOPY IO
KOJIIpHOMY TOHY 1 HacW4eHoCTi [5, c. 53]. Teruri TOHN OXKU-
BIISIFOTH KOMITO3UITF0. YHMCTI KOMBOPH ITi€i YaCTHHU CIEK-
Tpa IyXe sicKkpaBi, BOHH OepyTb Ha ceOe yBary i poOnsiTh
XOIIOJHI KOJNBOPH HE TakuMHU piskumu. OpHa i3 mepeBar
TEIUTNX KOJBOPIB — BI3yallbHO HAONMIKaTH. XOJNOMHI XK
TOHH — 3aCIOKOIOIOTh. UHCTI KOJBOPH XONOTHOI YACTHHHU

CTEKTpa JAI0Th BiAYYTTS CIOKOKO. BaxiiBa BIacTHBICTH
XOJIOJTHHUX KOJIBOPIB — Bi3yaJIbHO BiATaNATH.

Bimomi Taki rapMoHiitHI TO€THAHHS KOJTBHOPIB 1 BiITIH-
KiB: KOITbOPH, IO PIBHOBIANATICHI OJHMH BiJl OJHOTO Ta PO3-
TaIlIOBaHi B OHII IMOJOBHHI KOMIPHOTO KoJia (HATPUKIIA],
JKOBTHH, 3€JICHHUH, TIOMapaHICBHI); a TAaKOX MPOTHIICKHI
KOIBOpH B KomipHOMy Komi. LI[o6 moemmaté Mixk co0oro
TPH TOHH, Tpeba OfWH i3 HUX 3pOOUTH AOMiHaHTHUM. /[Ba
IHIIAX TTOBMHHI OyTi B PiBHHUX CIiBBiIHOMEHHAX. Hampu-
KIIaJ, SIKIIO B KOMITO3MIII BUKOPHCTAaHI Taki KOJTBOPH, K
3eNICHUH, )KOBTHH 1 YepBOHUIA, TO OIWH 3 HUX ITOBHHEH CTa-
HOBUTH 50% KONMBOPY KOMITO3HUILii, 1Ba iHIMX — 1O 25%.
Kpim nporo, ¢oH s Takoi KoMmo3uilii Tpeda BUTPUMATH
B HEWTpampHUX ToHaX (Oimmit, 9opHuii, cipuii). AGo 3po-
o6uTh TaK, mob (OH MICTHB BIATIHOK OCHOBHOTO KOIEOPY
KOMITO3HIIIT (HapUKIIaI, SKII0 B KOMITO3HIIi] JOMIHY€E KOB-
THH, a GoH I Hei — Oimuif, To GoH Oyne OiMMM 3 KOB-
TUM BIiATIHKOM). 3aHii (OH POOTATE TEMHAM JIJISl CBITIIHX
KOJTBOPIB 1 CBITIINM — JIJIs1 TEMHHX KOJIBOPIB.

Tak, KOBTHI KOJip, HANPHUKIAMA, Bi3yaldbHO BiIIase,
MBIy €, PO3IMINPIOE; TOMapaHIEeBUH — Bi3yaabHO HaOIH-
JKae, TOTOBIITY€; (PiONETOBUH — Bi3yallbHO 3HIXKYE, CTHCKAE;
3eNICHUI — TPOXH 3BYXKY€E, 00’ €Hy€, BpiBHOBaXKye. YepBo-
HUH KoJip HaOmmkae, 0OMeXye, CTBOPIOE BiTIyTTS TSK-
KOCTi; 6opHoBuil — mormuomioe. binwnit xoJip — po3muproe,
MMiBHUIIY€, CTBOPIOE BIAUYTTS JETKOCTI 1 MyXxKocTi. Yop-
HUH — Bi3yallbHO HaONmkae, 3MCHIIY€E, CTBOPIOE BIAIYTTS
TIPUTHIYEHHS Baroro, rycroroto. Cipuii — HIYOTO HE MiHSE,
CTBOPIOE BiTIyTTS TIOMipKOBAaHOCTI, OafTy>KOCTi.

Komip He MokHA cripuiiMaTé OKpeMo, aJkKe BIiH 3HAXO-
JTUTHCS MK 1HIIMMH KoJbopamH. [l 9ac cTBOpEHHS KOM-
TTO3MIIiT BPaXOBYIOTh 1 PO3TalTyBaHHS KOJBOPY Ha TOJIOTHI,
1 HarpsiM Ma3Ka. 3aJIe’KHO BiJI TOTO, [Ie pO3TAIIOBaHi KOIEOPH
B KOMITO3HIIii, BOHH MOXKYTh CIIPaBIISITH Pi3HE BPaXKCHHS.

Hanpuknan, cuHiit komip y HIDKHIN 9acTHHI KOMITO3HITI{
3[a€ThCS MAaCHBHHM, 3BEPXY — HEBarOMUM. TE€MHO-4epBO-
HUH KOITip 3BepXy JIa€ BpakKeHHs YOTOCH HEJIETKOTO, HEBiI-
BOPOTHOTO i CTPAITHOTO, a B HIKHIA YaCTHHI BIH 30a€THCS
3acrokiitnuBuM. JKOBTHIT KOJTip Y BepXHiif 9acTHHI KOMIIO-
3WIii Ja€ BIAIYTTS JETKOCTI i HEBarOMOCTI, B HIDKHIHM — BiH
Haue 3HAXONWTHCS B yB’s3HeHHI. OZHUM i3 HalBa)XITUBi-
VX 3aB/IaHb KOMITO3UIII] € BPiBHOBaKCHHS KOJIPHUX Mac.

CrpuitaaTTs QopMu TpeaAMeTiB, iX KOMIIO3UIIIHHOI
OymoBH XapaKTepH3yeThcsl OararbMa OCOONMBOCTSIMH, y iX
YHCITi 3HAYHE MICIIE TIOCI/IA€ LTF031s ONTUYHOTO CIPUIHATTS.
JlromuHI IpUTaMaHHO CIIPUHHATTS 1LTI031H, BOHH 3yMOBIICHI
0COONMBOCTSIMH ONTHUYHOTO TPUCTPOIO 30POBOTO arapary
1 TICHXOJIOTIYHHMX TIPOIECiB ClpuiHATTA. OnTH4Hi iTio-
3i{ TIPOSBIAIOTECS B YSIBHIN 3MiHI po3MipiB 1 KoH]irypartii
npeaMeTiB. KOHTpacTHI KOTbOpH y TIOETHAHHI OAWH 3 OTHUM
HeHade HaOyBaroTh JOMATKOBOT SICKPABOCTI, CTAIOTh TTOMITHI-
mMH. Toi caMuii YepBOHMI KOITip Ha 3€JICHOMY TIi BUTIIS-
Jla€ sICKpaBiIIIe 1 9iTKiIIe, Ha TTOMapaHIeBOMY — Tiryxo. Termti
KOJTBOPH HAOMIKAIOTH TIPEAMETH, XOIOIHI BiITAJIIOTh, TIPH
FOMY TIPEAMET, TTopapOOBaHIA ¥ TETUTI KOIBOPH, 3TAETHCS
OiTBIIIE CBOIX peabHUX PO3MIpIB, a B XOJOAHI — MEHIIIE.

BisyanbHO BCi KOMHOpH Ha TEMHOMY TJIi CBITIIIIAIOTH,
a Ha CBITIIOMY — 3[at0Thcs OinbIn TeMHIMH. [1[00 BUSBUTH
CIPaBXHIO CBITIICTh KOIBOPY, Tpeba pPO3MICTHTH HOTO
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Ha HEWTpaTbHOMY Ti. 3aJIe)KHO BiJ TOTO, SKOTO KONBOPY
TII0, aXpPOMAaTHYHI KOJTbOPH HAOYIyTh Pi3HOTO YSIBHOTO Bifl-
TiHKy. Tax, HaIpHUKIIad, cipa TIsAMa Ha 3eJIeHOMY Ti1i Halye
POXKEBOTO KOIBOPY. THM 4acoM XpOMaTH4IHI KOJIbOPH B OTO-
YeHHI HACHYCHUX KOJIbOPIB 3MIiHIOIOTH CBilf KOJIIPHUH TOH.
Harpuxiiaz, )koBTa IuIsiMa Ha 3eJIeHOMY TiTi Oy/e 31aBaTHCh
MTOMapaH4YeBOI0, YCPBOHA K IUIIMA — ORI HACHYCHOIO.
SIKImO B3SITH, HANPHKIAZ, YSpBOHY KpamKy Ha pPi3HOMY
T, TO AKICTh YSPBOHOI KpAIKH OJHA I Ta cama, a 30pOBE
CpUHHATTS BKe pizHe. OCOOIMBO BETHUKY POJIb KOJIp Tpae
y IOoCSITHeHHI 00pa3HoCTi hopmu. BiH mae 3MoTy po3KpuTH
CEHC peueii, 3arocTpuTH a00 oM’ IKIITATH XapakTep Gopmu.

CHpHIHATTA KOJNBOPY € BaKIMBOIO YaCTHHOIO SKUTTS
momuau. Lle mkepeno iHpopMmarii Ta MOYYTTIB i3 HaBKO-
JUITHBOTO cepenoBumia. KombopoBe pimeHHS HEOOXiTHO
CYMITIHHO OTIPaIrbOBYBaTH, 00 BOHO MaKCHMAJIFHO BiJIIO-
BiZaso 3amymaHomy o0pasy. st Toro mo6 nmpaBHIIbHO BUKO-
pHCcTaTH KOJip y pa3i CTBOPEHHS KOMITO3MIii, Tpeba 3HATH
HOTo TPOCTOPOBO-eMOIIiHHI BacTuBOCTi. Komip TBOpY Muc-
TEITBa BIUTMBAE Ha TVIs/1ada Ha (Di3MIHOMY, TICHXOJIOTIIHOMY
Ta KyJIbTypHOMY piBHi. [IeBHI MOe€qHAHHS KOJIBOPIB 3MaTHI
CTBOPUTH HEOOXiMHWIA HACTPIH Ta «pETyNIOBaTH» CIIPHI-
HATTS KapTHUHU msinadeM. CaMe TOMY MPHIIISETHCS CTITBKH
yBark BHBYCHHIO KOJIPHOTO CKJIAJHHMKA Ta KOJbOPOBHX
noenHanb. CBiTIO 1 Kouip 3a0e3medyroTh eMotiitHe 3a0apB-

JICHHS JKUBOITMCHUX TBOPIB, IONOMAraloTh PO3KPUTH 3ayM
XyIO)KHUKA, CTBOPUTH CIPUSTIMBUNA HACTPIH, 3aHYpHUTUCS
B arMoc(epy 00pa30TBOPIOTO MHUCTEIITBA.

[posB imeifHOTO 3aAyMy B KOMITO3HIIIi BiZOyBaeThCs
gepe3 BHUOIp TEMH, CIOXKETy, depe3 OO0pasHO-XyHOKHE
OadeHHS Ta BTUIFOETHCS B XKHUTTS Uepe3 00pa3HO-XyIOXKHE
BUKOHAHHS 3MICTYy, TPaBUILHUN BUOiIp MaTepiay Ta rapHe
BONIOZIHHA KOIMhOpoM. Komip sk HaiOimem edeKkTHBHUMA
3aci0 rapMoHi3aIlii crprsie CTBOPEHHIO MITICHOT XyA0KHBOT
¢dopmu. Komip y KoMITO3HIII1 JO3BOJISE 3iCTABIATH, 30IMKY-
BaTH, yIIOAiOHIOBATH, 00’ €THYBaTH, PO3’€THYBaTH, BPIBHO-
Ba)KYIOUH Ta MPUBOIYH JI0 ITTICHOCTI.

DopMyBaHHSA XyI0KHBOTO 00pa3y TBOPY MECTEIITBA BilI-
OyBa€eTbCS T BIUIMBOM KOIipHOI KoMmo3utii. Bix 3amymy
3aJIKHUTH XapaKTep KOJipHOi raMu, sIKHi Moke OyTH AeKopa-
THBHHMM 200 MaJbOBHUYHM, TEIUTUM a00 XONomHUM. Brums
KOJIbOPY TIONSTA€ HE B TIOMITHOCTI OKPEMOTO KOIIBOpY, HE
B HOTO HACHYEHOCTI a0 BIIKPUTOCTI i HE Y CHIII OKPEMOTO
KOHTPACTY, a y 3B’s13KaX KOJIBOPIB Mk cO00I0 1 B IX BiITOBI -
HOCTi 00pa3y, Y MiANOpsAKYBaHHI KOJTIPHOTO PIMIEHHS BCiH
00pasHiil CTPyKTypi, MOYWHAOYH 3 HANTIIMOIINX IIapiB 3Mi-
CTy 1 3aKiHUYIOYH 30BHIIIHIMA eleMeHTaMu Gopmu. Brms
KOJTBOPY Ha CIIPUHHATTS KOMITO3HIIIT — HAWBaKIIUBIIIIHH ere-
MEHT XyAOKHBOT (DOPMH, SIKUH CIYTYE U pO3KPUTTS 00pas-
HOTO 3MICTy TBOPiB MHCTEIITBA.
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The article examines the relevance of studying the work of the outstanding Ukrainian composer Mykola Leontovych. An attempt is
made to prove the importance of students’ awareness of the importance of the composer s innovative achievements both in the historical
aspect and for the current stage of the development of Ukrainian choral art. It is emphasized that students’ creative pursuits in the field
of arrangement become much more effective if they have as a model works written by experienced composers who have passed many
years of testing and have not lost their artistic significance to this day.

The relevance of the research lies in the need to intensify the educational process in choral arrangement classes in connection
with increasing the role of independent work of the student during the distance learning period. Self-study requires carefully developed
tasks, awareness of the methodology of their implementation, the presence of models on which the student could rely in his own creative
pursuits. The works of Mykola Leontovych, in particular, can serve as such examples.

An intensive study of the peculiarities of form formation, harmony and melodic development of choral voices can increase the skill
level of future choral conductors-arrangers. Proposed methods of studying the works of M. Leontovych, which, in the opinion of the author,
can contribute to the improvement of the educational process in classes on choral arrangement.

Leontovich's innovation deserves great gratitude and respect, because it was Leontovich who managed to create such a style of choral
writing that has not lost its relevance even in our time. The historical aspect of understanding the significance of Leontovych s work is
able to strengthen students’ incentive to more thoroughly study the composer s works and his creative methods.

Students of higher education should understand that the attention to Leontovych and his legacy both by theoretical researchers
and practicing performers is due to the perfection of the musical presentation, the logical development of the material, vivid imagery,
and interesting musical solutions. Researchers pay attention to choral orchestration, which is characteristic of the composer s best works.
A thorough study of Leontovych's creative output should become the school without which it is impossible to raise a serious specialist.

Key words: Mykola Leontovych, choral arrangement, choral orchestration, subvocal presentation, imitation polyphony, analysis,
synthesis.

Ienamoecovka Oxcana, Kapnenko €ezen. Iledazoziune 3nauenns eusuenna meopuoi cnaowyunu Muxonu Jleonmoesuua
Ha 3aHAMMAX 3 XOP0B020 APAHIICYBAHHA
Y emammi posenadaromocsa numanHs akmyanbHOCmi UBUEHHS MBOPYOCHI BUOAMHO20 YKPAIHCbK020 Komnosumopa Muxonu Jleou-
mosuya. 30iUCHIOEMbCS CHPoOa 008eOEHHSL BANCIUBOCI YCBIOOMIEHHS CIYOEHMAMU 3HAYEHHS. HOBAMOPCOKUX OOCACHEHb KOMNO3U-
mopa AK 8 icMopUYHOMY achekmi, Mmax i 0N Cb0200eHHO20 emany po3sUMKY YKpaiHcbKo2o xopoeo2o mucmeymsa. Hazonouryemoca, ujo
MBOPHUI NOULYKU CIMYOEHMIg Y 2ANy3i APAHIICYBAHHS CIMAIOMb 3HAUHO eHeKMUBHIUUMY, AKUO BOHU MAIOMb 3 63ipeyb MEOPU, HANUCAHI
00C8IOUEHUMU KOMNOZUMOPAMU, SIKI NPOUULIU 6A2aMOpIuHy anpooayiio i He MPAMUIL 8020 XYO0UCHbO20 3HAUECHHS 00 Cb020 OHSL.
Axmyansricms 00ci0XiCeHHs NOA2AE 8 HEOOXIOHOCMI IHMEHCUDIKAYIT HABUATLHO-BUXOBHO20 NPOYECY HA 3AHAMMAX 3 XOPOBO2O APAH-
JICYBAHHA Y 36 A3KY 3 NIOBUWEHHAM POII CAMOCMILIHOI pobomu cmydeHma 8 nepiod oucmanyilinoco HagyanHs. Camocmitini 3aHamms
Ou cnupamucsa cmyoenmosi y 81acHux meopyux noutykax. Taxumu e3ipyamu Moxcyms ciyzysamu, 30kpema, meopu Mukonu Jleonmosuua.
Inmencusne susuents ocobnueocmen GopmoymeopenHs, 2apMouii ma MenooitiHo20 PO3GUMKY XOPOBUX 2010CI6 30amHe nioguuumu
pisenb maticmeprHocmi MaubYmHix Xopoeux OupueeHmie-apandicy8aibHUKie. 3anpononosani memoou gugyenns meopie M. Jleonmosuua,
AKI, HA OYMKY A8mMopd, MONCYMb CRPUAMU YOOCKOHAIEHHIO HABYAILHO20 NPOYECY HA 3AHAMMAX 3 XOPOBO2O APAHICYBAHHSL.
Hosamopcmeo Jleonmosuua 3aciyzo8ye eenuroi 60sunocmi i nosazu, 60 came Jleonmosuuy 80anocs cmeopumu makuti Cmuis Xopo-
6020 NUCHLMA, AKULL He BMPAMUS aKMyaIbHOCHI | 8 Haul uac. Icmopuunutl acnekm ycgioomienHs 3uaueHna meopyocmi Jleonmosuua 30am-
HULL NOCUTUMU Y CIYOEHMI CROMYKAIbHUL MOMUB 00 OLIbUL PEMETbHO20 BUGHEHHSL MBOPIB KOMNO3UMOPA Md 1020 MEOPUUX MeMOiB.
3006y6aui euwoi oceimu maioms pozymimu, wo ysaza 00 Jleonmosuya ma 020 cnadujuny K OOCHIOHUKIB-MeopemuKis, max
I NPAKMUKIB-BUKOHABYLE 3yMOGILEHA DOCKOHATICII0 MY3UUHO20 GUKIADY, JI02IYHUM PO3GUMKOM MAMEPIALY, ACKPABOK 0OPA3HICMIO, YIKa-
BUMU MY3UUHUMU PllleHHAMU. JJOCTIOHUKU 36ePMAronb yeazy Ha XOpogy OPKeCMPOSKY, AKA GIACIUSA KPpAujumM meopam KOMRo3umopa.
Pemenvhe suguenns meopyoeo 00pooky Jleonmosuya mae cmamu mieio wKkoioio, 6e3 sAKoi ceplio3Ho2o (haxisysa 6UX08amu HeMONCIUBO.
Kniouosi cnosa: Muxkona Jleonmosuu, Xxopose apanicy8anHs, Xoposa opKecmposKd, nid2010CKO8UL BUKLAO, iIMImayitina notigonis,
AHAnI3, CUHME3.

Crno6o)kaHChKI MUCTENbKI cTyaii, Bumyck 1, 2023

18



Introduction. Studying the course of choral
arrangement, students of the Institute of Culture and Arts,
who have chosen the profession of choral conductor,
at a certain time face the task of performing an arrangement
of a Ukrainian folk song for an unaccompanied choir.

The first steps of future masters are quite difficult,
because such a task contains significant elements
of'a composer’s work and requires a clear vision of the final
result of creative searches.

The teacher’s explanations concern, first of all,
the careful identification of the harmonic underpinnings
of the melody, the gradual development of the musical
material, the disclosure of the content of the song with
the help of a fairly wide palette of expressive means that
modern artists have in their arsenal.

It is important to emphasize that students’ creative
pursuits are greatly facilitated if they have as a model works
written by experienced composers who have passed many
years of testing and have not lost their artistic significance
to this day.

Such a model can be the work of Mykola Dmytrovych
Leontovych, this unsurpassed master of processing
Ukrainian folk songs. Of course, a teacher cannot limit
a student’s erudition by focusing on the work of only one
composer. However, Leontovych’s work must occupy
a worthy place among the names of choral composers,
whose works are taken as a model in classes on choral
arrangement.

N. Gerasimova-Persidska, M. Hordiychuk,
N. Horyukhina, V. Dyachenko, P. Kozytskyi, S. Lyudkevich,
S. Orfeev, 1. Pyaskovsky and others devoted their works
to the study of M. Leontovich’s work. But it should be
noted that the creative heritage of the composer contains
many more such facets, the study of which can be of great
importance for the education of masters of choral writing.

The relevance of the study lies in the need to intensify
the educational process in choral arrangement classes
in connection with increasing the role of the student’s
independent work. Self-study requires carefully developed
tasks, awareness of the methodology of their implementation,
the presence of models on which the student could rely in his
own creative pursuits. The works of Mykola Leontovych, in
particular, can serve as such models.

Research problem. The development of choral art, as
a traditional form of Ukrainian music-making, is impossible
without further improvement of the training of choral
conductors. Choral arrangement occupies a significant place
among the professional competencies of a choirmaster.
Therefore, attention to the quality of performing creative
tasks in choral arrangement by students should be at a high
level. Editing of a Ukrainian folk song is one of the main
creative tasks performed by student choirmasters during
their studies.

The purpose of the research is to justify the need to
study M. Leontovych’s work in choral arrangement classes
in the context of performing educational tasks.

Research objectives:

— Awareness of the significance of M. Leontovych’s
work in the historical aspect.

— Justification of the relevance of the composer’s
creative achievements.

— Formation of methodological principles for studying
the works of M. Leontovych in the context of performing
educational tasks on choral arrangement.

Materials and methods.

1. Awareness of the significance of M. Leontovych’s
work in the historical aspect

Investigating the significance of Mykola Leontovych’s
work for the formation of professional skills and abilities
of students of higher education in choral arrangement,
methods of analysis, comparison, discussion, creative
experiment, synthesis, etc. are used. Students conduct
a comparative analysis of choral arrangements by various
authors, identify characteristic musical devices, peculiarities
of voice management in scores. This is how students realize
the huge step that the Ukrainian folk song processing school
made in connection with the work of M. Leontovych.
When recommending students to explore the creative path
of Mykola Leontovych, it is important to draw attention
to such aspects. First of all, through persistent studies, in
which the composer’s desire for perfection was realized,
Leontovych made a surprising leap in terms of mastering
the compositional technique and gained the opportunity to
create world-class choral works. The talent of the composer,
his creative rise to the heights of mastery logically cause
respect and trust in the composer. Secondly, it is important
to realize the historical merits of Leontovych, because he is
not only the author of wonderful choral arrangements, but
also the first to bring the choral arrangement of a Ukrainian
song to the world level.

Mykola Leontovych knew and loved folk songs well,
but it must be admitted that he did not have a professional
musical education, unlike Mykola Lysenko, who graduated
from the Leipzig Conservatory. Leontovych had an intuitive
sense of the desired choral style, but he was not confident
in the fidelity of the direction of creative searches. Thus,
already in his early works, the composer made attempts
to use polyphony, but at the same time, as Leontovych’s
teacher B. Yavorskyi recalls, “he was panic-stricken” about
free handling of the text: 1) repetitions, 2) fragmentations, 3)
repeatedly spoken text [5, p. 18]. Classes with B. Yavorsky
allowed Leontovych to gain the creative confidence that
a composer needs. For him, the question no longer arose:
“Maybe it’s forbidden?”. During a short period of hard
work, Leontovych managed to improve his creative style
and composing technique to such an extent that he managed
to write such a masterpiece as “Schedryk”, known all
over the world, even under the supervision of Yavorskyi.
“M. Leontovich’s choral arrangement “Shchedryk” is a real
masterpiece"” [4, p. 181].

Some young choirmasters exaggerate Yavorsky’s
role in writing this masterpiece. Like, “Schedryk” was
almost written by Yavorsky. But Yavorskyi did not write
“Schedryka”, he was not given to write music of such
a level. Although more than one generation of musicians
is already grateful to him for the fact that he provided
Leontovich’s talent with a solid theoretical and practical
foundation. A talented teacher, he managed to direct
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the composer’s creative pursuits in a fruitful direction.
And it was Mykola Leontovych who managed to fill
the given form and breathe life into the provided musical
and expressive means. In the future, he repeatedly proved
that “Shchedryk” is not random luck, but a natural result
of persistent efforts, the result of which were dozens
of wonderful arrangements of Ukrainian folk songs (for
example, “Dudaryk”, “Cossack is carried”, “Pryalya”, etc.).
The degree of Leontovich’s giftedness cannot help but
surprise. At the same time, his desire for self-improvement,
selfless work on the development of creative skill, which
the composer spared no time and effort, is surprising.

Researchers of Leontovych’s work spoke quite
negatively aboutthe choral arrangements ofhis predecessors.
P. Kozytskyi, characterizing the designs of Mykola Lysenko,
writes that the style of the designs was “too dry, intellectual,
foreign-ethnographic. Pre-invented techniques appeared
in it and there was no delving into the soul of the song”
[4, p. 3]. Kozytsky also criticizes Ya. Stepovoy’s treatments.

Of course, such an outstanding musician as Mykola
Lysenko sought to reveal the meaning of the folk song in his
own arrangements. But due to objective reasons at that time
it was impossible. Lysenko did not manage to penetrate
as deeply into the soul of a folk song as Leontovych did.
Although Mykola Lysenko marveled at the sophistication
of Ukrainian folk polyphony, the composer relied
mainly on the traditions of Western European music in
his arrangements. Less significant composers limited
themselves to the harmonization of folk melodies.

Leontovych’s compositional activity not only enriched
the repertoire of Ukrainian choirs, butitasserted truly innovative
ideas in the field of processing folk songs. Leontovych
managed to implement the techniques of a real subvocal
presentation, when each part is really a variant of the main
melody; the composer widely introduced the couplet-variation
form, which is characteristic of folk performance; Leontovych
proposed the techniques of choral orchestration, which,
at the same time, was perfectly combined with the great vocal
performance of the choral parts.

Leontovich’s innovation deserves great gratitude
and respect, because it was Leontovich who managed
to create such a style of choral writing that has not lost
its relevance even in our time. The historical aspect
of understanding the significance of Leontovych’s work is
able to strengthen students’ incentive to more thoroughly
study the composer’s works and his creative methods.

2. Justification of the relevance of the composer’s
creative achievements

The awareness of the relevance of Mykola Leontovych’s
work sometimes does not come immediately to young choral
conductors. The organicity of the musical fabric in Leontovych’s
works is a given, which is not always adequately appreciated.
Inexperienced specialists sometimes confuse the naturalness
of the development of musical fabric with excessive
simplicity. However, one should not make hasty conclusions,
the question of the relevance of Leontovych’s creative heritage
for modern masters of choral writing should be studied by
every student. As already mentioned, Leontovich’s creative
achievements and the culture of his choral style were highly

appreciated by N. Gerasimova-Persidska, M. Gordiychuk,
N. Horyukhina, V. Dyachenko, P. Kozytskyi, S. Lyudkevich,
S. Orfeev, 1. Pyaskovsky and others. Of course, the opinion
of authoritative researchers, which students need to familiarize
themselves with, should attract attention to the composer’s
works. The fact that “Schedryk” is repeatedly heard in
American films and is even considered an “American song”
in America also indicates that the composer’s works are still
relevant in our time.

The significance of Leontovych’s work is not limited to
the revolutionary discoveries of the beginning of the 20th
century. It is difficult to find a Ukrainian choral group
whose repertoire does not include works by Leontovych.
Leontovych’s works are performed by children’s groups,
amateur choirs, his compositions are performed by
leading professional choirs, such as “Dumka”, “Kyiv”,
“Khreshchatyk”, “Oreya”, choir named after H. Verevka,
etc. Such popularity of the outstanding artist’s works should
also convince inexperienced musicians of the need to
immerse themselves in the world of wonderful arrangements
written by Leontovych.

P. Kozytskyi explains the success of Mykola
Leontovych as follows: “He bowed not to the melodic
pattern, but to the essence: he was looking for the song’s
“soul” and dreamed of reflecting it in the sound symbols
of the arrangement” [4, p. 8].

The composer achieves great skill in the use of musical
and expressive means, which are subordinate to the task
of revealing the artistic image of the work. The composer’s
works still sound fresh today, they are devoid of archaism.
Even the composer’s simple one-part compositions, such as
“Grytsyu, Grytsyu, to work™, “The boat is sailing” or “Good
evening, girl” bear the stamp of a great master who was able,
at first glance, with insignificant strokes, to breathe energy
into the development of musical material of a short song.
The variety of artistic images, the convenience of choral
parts, taking into account the specifics of vocal voices — all
this makes the composer’s works attractive to performers.
Leontovych uses the linear development of choral parts
in a strange combination with a sense of the harmonic
underpinning of the melody.

The composer varies choral timbres, which again
and again forces us to talk about choral orchestration. The
composer did not use an aleatoric technique, or something
like a dodecaphonic system. However, those elements
of compositional technique that Leontovych mastered
a century ago are still used by choral composers today. It
should be noted that not all composers manage to achieve
such a unity of voices in subvocal presentation, convenience
and expressiveness of voice management, variety of timbre
colors in the sound of the choir.

A specialist choirmaster must go through a school
of choral writing. And it is expedient to have the works
of Leontovych, which are an example of the high culture
of choral performance, as a model on which a young
conductor should rely.

3. Methodological principles of studying the works
of M. Leontovich in the context of performing educational
tasks on choral arrangement
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Increasing the role of the student’s independent work
against the background of shortening the study period requires
the creation of a certain system of methods that could be
effectively used both during classroom classes and by students
themselves. In order for students to understand the importance
of Leontovych’s creative heritage in shaping the artistic
and value orientations of future arrangers, it is important to
thoroughly familiarize yourself with the composer’s works
and do not limit yourself to 1-2 scores.

The method of observation in music turns into listening
and playing scores. A general positive impression can be a strong
enough basis for further study of the composer’s works.

The discussion method can bear fruit after the observation
stage. Theteacher should draw students’attention to the specifics
of the sound of Leontovych’s choral works — their figurative
variety, expressiveness of climaxes, choral orchestration.

Further deepening requires melodic and harmonic
analysis. These methods make it possible to understand
the peculiarities of Leontovich’s polyphony, the melodization
of choral voices, the combination of smooth voice
leading with expressive jumps and, at the same time, to
reveal the peculiarities of the vertical development. The
composer has a good sense of the harmonic underpinning
of the main melody, but allows the voices to intertwine in
unexpected dissonances, which, at the same time, do not
contradict the figurative sphere of the work. According to
the musicologist Thor Pyaskovskyi, “Astringent harmonic
consonances are formed here with the autonomous linear
movement of the voices” [6, p. 130].

Singing works or individual parts from Leontovych’s
scores can give good results in terms of educating future
arrangers. When creating his own score, the student should
also sing the written parts in order to identify awkward or
unclear fragments.

Analysis of Leontovych’s scores allows us to reveal
the peculiarities of choral orchestration. The composer not
only widely uses the techniques of exclusion and inclusion
of choral parts in the development of musical material, but
also creates whole variations where, for example, the bass
is excluded (“Rolling Star”, “Pryalya”). In addition, by
changing the tessitura ratios of the voices, the composer
discovers one or another choral timbre during the work,
the owner of which temporarily finds himself in a relatively
higher tessitura.

Leontovych’s choral orchestration is not instrumental,
but purely vocal in nature. Because the convenience of parts
for singing cannot be explained by their instrumental nature.

It is important to carefully analyze the form
of Leontovych’s elaborate treatments and identify means
of material variation (for example, textural or timbre
variation). Perfection of musical form is one of Leontovych’s
highest achievements.

Leontovych’s vision of the form of the work is directly
related to the figurative content. Even when performing
homework, the composer sought to subordinate all
expressive means, and form in particular, to the problem
of revealing the content of the song.

Having mastered the choral arrangement, young
choirmasters move on to synthesis — to creating their own

scores, the quality of which will be influenced by studying
Leontovych’sworks. Undoubtedly, itisimpossibleto achieve
such culture of voice management, expressiveness of choral
voices, logic of linear and harmonious development as that
of an unsurpassed luminary in a short time. However, such
a statement of the question should not discourage the desire
to master the arrangement. Processing of folk songs is
a very popular genre and it is worth mastering the technique
of creating such scores. Sometimes the processing of a folk
song is the only way to preserve it, because folk performers
are gradually disappearing, and most of the songs used by
Leontovych are no longer sung by the people. But they
live in the repertoire of Ukrainian choral groups. The
successful processing of a folk song can be compared to
the cutting of precious stones. That’s why this genre is alive
and arrangers should pay due attention to it.

After completing tasks on creating arrangements
of folk songs, it is useful to apply the discussion method,
not to limit yourself to correcting mistakes. The discussion
requires great tact and benevolence, because the future
masters of choral writing at the first stage of their creative
journey do not yet have the confidence that allows them
to argue the significance of their own creative findings.
It is important to contribute to the formation of such
confidence, strengthening the desire to write choral works,
and the development of aesthetic taste.

The limits of the scientific article do not allow for
a more thorough presentation of the arguments in favor
of the study of Mykola Leontovich’s work by arranging
students. However, as practice shows, it is the reliance on
the best examples of Ukrainian choral music, among which
the works of M. Leontovych occupy a prominent place, that
allows novice arrangers to acquire those valuable guidelines
that will help to improve their own creative style in the future.

Disscussion.

1. Carrying out a comparative analysis of choral
compositions by Ukrainian composers of different times,
students of higher education significantly expand their
horizons regarding approaches to the processing of folk
songs, harmony, voicing and form.

2. Studying the works of Mykola Leontovych draws
attention to the need to create comfortable and expressive
choral parts in arrangements.

3. Using the example of the works of Mykola
Leontovich, students master approaches to creating
a verse-variation form and building a logical development
of musical material.

4. Studying examples of such masterpieces as the works
of Mykola Leontovich significantly increases the motivation
to master arrangement skills.

Results.

Thus, the study of Leontovych’s works in classes
on choral arrangement in conditions of intensification
of the educational process is relevant and important.
Future choirmasters must be aware of both the historical
significance of the composer’s work and his place in today’s
Ukrainian choral culture.

The perfection of Leontovych’s works can be
known only by carefully studying them. The first stage
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of studying Leontovych’s works is observation, which
in the musical sphere acquires the meaning of listening,
playing and singing scores. Interest in studying the creative
heritage of the luminary of choral music cannot arise from
those who are not familiar with his work.

Students should understand that the attention to
Leontovych and his legacy both by researchers-theoreticians

and practitioners-performers is due to the perfection
of the musical presentation, the logical development
ofthe material, vivid imagery, and interesting musical solutions.
Researchers pay attention to choral orchestration, which is
characteristic of the composer’s best works. A thorough study
of Leontovych’s creative output should become the school
without which it is impossible to raise a serious specialist.
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Cmamms npucesyena KOHKpemu3ayii poni 0emepmMiHayii' y po3eumky 38yKopeicucepcokoi kounemenyii 3000y6auie euujoi ocgimu.
YV cmammi eusnaueno nonamms «demepminayisy, ujo esedere y Haykosuil obie Ha nouamxy XX cmonimms, y3aeanvheno svicm Oegi-
Hiyil «Oemepminayiay Ak Qinocoghcvkoi kameeopii na cyvacrnomy emani pozsumky ginocoghii. Oxapakmepusosano kpucmanizayiio ioei
Oemepminayii ma egonoyito 3micmy Oeqhiniyii «Oemepminayiay y icmopuuniti pempocnekmusi 610 noznsoie Apicmomens 00 cy4acHocmi.
Hughepenyitiosarno nowamms 0emepminizmy, NPULUHHOCHI (KAy3a1bHOCMI), 83A€MO36 A3KY MA CHPAMOBAHOI 63A€MOOII 8 Kame2opiax
ginocogii. Yzaeanvreno pisni nioxoou 0o smicmy demepminayii, ki cpopmysanucs y ginocoii ma nayyi icmopuuro. Oxapaxkmepuzo-
BAHO PO3BUMOK OeMEPMIHAYIT HA CYUACHOMY emani, Wo NO3HAYAEMbCA NOOATLIUUM Y3A2aNbHeHHAM Yicl deqhiniyii ma euoKpemaeHHIM
HOBUX IT pi3HOBUOIE. BusnaueHo KynbmypHuil 0emepminiam, SKull po32s0aemycs K KOHYenyis, 3a Kok A8uiya 0yX08HOI Kyibmypu 6i0i-
2paronms nesuy poib ¥ PO3GUNKY CYCNIIbCMBA,; d KYIbIYPA CHPULMAEMbCS K IOHOCHO ABIMOHOMHE YIMBOPEHHS, He3ANeNHCHO 810 THUILX
cihep scumms. Y3aeanoHeHo 3HAUEHHA HABYATLHUX OUCYUNTIH ICIOPUKO-MEeOPemuyHOi ma My3UKO3HABYOI Ni020MOBKU, AKI IHMe2pyomy
Oemepminayiio y ceitl 3micm. Po32nanymo my3uuHe UKOHABCMB0 HA NPUKLADI 2Py Ma BUSHAYEHO NOOIOHICMb MY3UKL, 38VKOPEXCUCYPU
ma epu. OXapakxmepuzosano iCHy8aAHHs My3UYHO20 00pA3y Y 6UKOHABCHKIL IHMepnpemayii My3uyHux meopig y OUCKypci meopuocni.
3pobneno axyenm na cnismeopuocmi e1acHe BUKOHABYS MA 36VKOPeNHCUCEPA, AKA BUHUKAE Y NPOYeCi KOHYEPMHO20 BUKOHAHHS MY3UY-
HO20 meopy. Pobumucs 6UCHOBOK, o Oemepminayis Mae Hanpouyo 8azome 3HAYeHHs Ma Gidiepae 6aNCIUBY POLb Y PO3BUMKY 36VKOpe-
JcUcepcvroi KomnemeHyii 3000y8auie 6ULOI 0C8imMuU Ma 8NIUBAE K HA OCBIMHIL npoyec, Max i Ha NPOQeciliny OILIbHICHb UNYCKHUKIB
¥ npoyeci pobomu 3a gaxom.

Kniouosi cnosa: demepminayis, oemepminiam, 36VKopexcucepcbka KoOMNemeHyis, 36yKopexcucep, BUKOHABCHLKA THmepnpemayis,
MY3UUHe BUKOHABCTGO.

Koriakin Oleksii. The role of determination in the development of sound engineering competence of higher education
students

The article is devoted to specifying the role of determination in the development of sound engineering competence of higher education
students. The article defines the concept of “determination”, which was introduced into scientific circulation at the beginning of the 20th
century, and summarizes the meaning of the definition of “determination” as a philosophical category at the current stage of the development
of the philosophy of science. The crystallization of the idea of determination and the evolution of the content of the definition “determination”
in historical retrospect from Aristotle’s views to modern times are characterized in the article. The concepts of determinism, causality,
interconnection and directed interaction in the categories of the philosophy of science are differentiated. Various approaches to the content
of determination, which were formed in philosophy and science historically, are summarized. The development of determination at the modern
stage is characterized, which is characterized by the further generalization of this definition and the identification of new varieties of it.
Cultural determinism is defined, which is considered as a concept according to which phenomena of spiritual culture play a certain role in
the development of society,; and culture is perceived as a relatively autonomous entity, independent of other spheres of life. The importance
of historical-theoretical and musicological training disciplines that integrate determination into their content is summarized in the article.
Considered musical performance on the example of a game and determined the similarity of music, sound design and game. The existence
of a musical image in the performing interpretation of musical works in the discourse of creativity is characterized in the article. Emphasis is
placed on the co-creation of the performer, the sound engineer and the performer, which occurs during the concert performance of a musical
work. It is concluded that determination has a surprisingly significant importance and plays an important role in the development of sound
engineering competence of higher education students and affects both the educational process and the professional activity of graduates in
the process of working in the profession.

Key words: determination, determinism, sound engineering competence, sound engineer, performing interpretation, musical
performance.

Heoinimis «merepminanisn» (Bix mar. determinatio —
oOMexeHHsI, BU3HaUeHH:) Oylia BIepIe BBeICHA B HAyKO-
B 00iT y Tay3i 6ionorii HimerpkuM yaeruM K. [aiinepom
y 1900 p. BuxopucToBye€ThCS Ui MO3HAYEHHS CHTYyAIlil,
KOJIM OJJHA BJIACTHBICTB, MOIis, SBHIIC BIUIMBAE HA IHIIY
BJIACTHBICTb, MO0, ABUIIE [3, €. 5].

Be3BigHOCHO 10 Gi0MOTiT MOHATTS «IeTepMiHALILSD BHKO-
PHCTOBYETECS y poOOTax 3 (iTocoPpchkuxX mMpodieM Teo-
pii WMOBipHOCTEH, 32 MeTOmaMH aHaji3y HaHWX. [IOHATTI

«IIeTepMiHaLlis € KIIFOUOBHAM y JETepMiHAIIHHOMY aHai3i,
Iie BOHO HaOyBa€ TOYHOTO (popMaibHOTO 3MicTy [1, c. 5].

3Ha4YeHHS AETEPMiHI3MY SIK CyTTEBOTO KOMITOHEHTA Hay-
KOBOTO CBITOPO3YMiHHS, €(EKTHBHOTO METOHOJIOTIYHOTO
MPUHITUITY AOCITIUKEHHS POOUTH OCOONHMBO aKTyalbHUM
aHaJTi3 KaTeropialbHOTO arnapaTry BUSHHS PO ACTEPMiHI3M.
V 3B’S3Ky 3 M TIpHUBEPTa€e yBary (GaxT 0araTo3HaYHOCTI
camoi nediHimil «IeTepMiHi3M» Ta IHIINX OB’ SI3aHUX
3 HEIO TePMiHiB.
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LinkoM OYeBHIHO, MO B JAETEpMiHiI3Mi, MaOyTh, 5K
Y J)KOZHOMY iHIIOMY (isTocOpChKOMY BUCHHI, YUMAJIO TPYII-
HOIIIB 3yMOBJICHO «Pi3HOUYUTAHHAMIY y TepMiHomorii. [le
CTOCYETBCSI 1 CaMOTO TOHATTA NCTCPMIiHI3MY, i TOHSATTS
MIPUYMHHOCTI, IO € BaXXJIMBUM EIIEMEHTOM KaTeTopiaib-
HOTO amapaTty (izocodcbkoi Teopii peTepmiHizmMy. Amepu-
KaHCBKHH icTopuk Hayku T. KyH cipaBemmBo BBaxkae, 1o
«aHANI3YIOUN TOHATTSA MPUYMHH, ICTOPUK 1 ¢imocod mae
OUTBII HiXK 3a3BUYAil BPaxOByBaTH HIOAHCH MOBH Ta BXKH-
BaHHS 160T0 MOHATTs» [10, c. 111]. TIutanHs TepMiHOIOTIT
B HayIll iHOAI MOXYTh 3[MaTHUCS HECYTTEBUMH, APYTOPSI-
HHUMH, aJie IIe 30BCIM HE TaK, TUM T1aue SKIIO HAETHCS PO
(dopmyBanHs Teopii. be3 TouHOI Ta OXHO3HAYHOI MOBH,
Oyzb TO MOBa HAayKH YW MOBA ITOBCSKJICHHOTO MOBIICHHS,
HEMOXXITUBO HisIKe 3HaHH:, 30KpeMa 1 dimocodcepke. Oqua
3 ocHOBomoNnoxHUKIB (izuku XX c1. H. bop HeogHopas3oBo
T AKPECITIOBAB BAKIINBICTD «OJHO3HAYHOTO 3aCTOCYBaHHS
MTOHATH, HEOOXIMHY «UI1 00’ €KTHBHOTO OMHCY OJHO3HAY-
HOCTI BH3HAYCHBY», BiI3HAUAIOUN TPYIHOIII ITi3HAHHS, IO
BUHUKAIOTh «9epe3 Te, IO CJIOBaM 1HOMI HANA€ThCS Pi3-
HU 3micT» [9, c. 447]. XapakTepHO, IO BiloMa EBOIIOIIISt
noraaiB H. bopa Ha 3acTocyBaHHS MPUHONITY TPUYNHHO-
CTi B aTOMHI ¢i3utli (Big HETaTHBHOTO CTABICHHS 10 TTO3H-
THBHOTO) OB’ s13aHa, K 3a3Hadae i B.A. ®ok, 3 TUTaHHIMH
YTOUHEHHSI TepMiHOIOTIi [9, c. 448].

Hinkom ocoOmuBoro 3HaueHHS HaOyBae IeTepMi-
HaIis y cucrteMi mpodeciiiHoi MiaroToBKH 3400yBadiB
BHIIOI OCBiTH ramy3i 3HaHb 02 «KymbsTypa i MHCTEIITBO»
Ta y PO3BUTKY IXHBOI 3ByKOPEKHUCEPCHKOI KOMIIETEHIII1, IO
HE € TPEIMETOM MPOaHali30BaHUX HAayKOBHX ITOCIIIKCHb
Ta 3yMOBITIO€ aKTyalIbHICTB I[LOTO TOCIIKCHHS.

Mertomomnorist JOCTiPKSHHS 3aCHOBaHA HA BUKOPHCTaHHI
CHCTEeMHO-aHATITHYHOTO Ta  TMOPIBHAIBHO-iICTOPHIHOTO
METOMiB. 3aCTOCYBaHHSM CHCTEMHO-aHATITHYHOTO METOIY
CHCTEeMaTH30BaHO POJb JACTepMiHAIii y (OpMyBaHHI 3BYKO-
PpeXuCEepChKOi KOMIETEHIIIT 3100yBadiB BUIIIOT OCBITH y TIPO-
meci mpogeciiHoi MArOTOBKU. 3 BHKOPHCTaHHSAM IIOPiB-
HSUTBHO-ICTOPUYHOTO METONY KOHKPETH30BAHO CBOIIOIIIIO
3MICTy JIeTepMiHAIli] y iICTOPHYHIA PETPOCIICKTHBI.

OnHO3HAYHICTh TIOHATTS — HEOAMIHHA YMOBa aJeK-
BaTHOCTI Ta e(heKTUBHOCTI HaykoBoi MoBH. OcOONMBO 1€
CTOCY€TBCSI KaTeTOpili — HAWOIBI 3aradbHUX, QyHIAMEH-
TaJbHUX TOHATH. Pa3zoM i3 TUM Te 4M iHIIE BU3HAYCHHS
KaTeropii Mae 3HaueHHS IS METOJONOTIYHHX MOXKITH-
BOCTEH Kareropii, BCTAHOBICHHS NPUHIIMIIIB ITi3HAHHS.
[IpuHIIMTIOM BUCTyHa€ Ta YM iHIIA KaTeTopis, 3aKOH Y
BYCHHS 3arajioM y TIeBHIH CHTYyaIlii, 0 BUKOPHUCTOBYIOTHCS
B METONOJOTIUHIN (yHKIII SK BHUXiIHE ITONOXKEHHS IS
TIPOBE/ICHHS AOCITIUKEHB [7, ¢. 22]. Bu3sHaueHHS KaTeropii
JIETePMiHI3MY € CYTTEBUM i JUIA 3’ ICYBaHHS TOTO, IO PO3Y-
Mi€ThCS B HAYII Ml TPUHIAIIOM JETePMiHI3MY. Y IIHOMY
CITiJT BPaXOBYBaTH €BOJIOIIO MOHATTS «ICTEPMiHI3M», Ha
SIKy HalflCyTTeBIlIe BIUTMBAB IPOTPEC MTPUPOJO3HABCTRA.

[oHATTS MeTepMiHI3MY TIPONTILTO IEBHMH MIUTSX PO3BUTKY,
IIiJT 9ac SIKOTO 3MIHIOBABCS MOT0 3MICT Ta 3HaYeHHs. Pi3Hi 3Ha-
YeHHS IeiHIIil «IeTepMiHi3M», IO TPATUISIOTHCS HUHI Y pi3-
HUX JDKepernax, OB’ s3aHi 3 erarmamu ii po3BuTKy. KpiM Toro,
el TepMiH BXHUBA€THCS B TIPUPOIO3HABCTBI Y 3HAYEHHI, IO
HE 30ira€ThCs 3 PO3yMIHHAM ACTEPMIHIIMY K (PiT0COPCHKOT

Kareropii. Y Iiif cTarTi He CTOITh MeTa JOKJIAIHO TpOCTe-
JKyBaTH €BOJIOLIIO i€l JeTepMiHi3My Y (inocodii Ta Hayi,
OJTHAaK JIOTiKa HAyKOBOTO TIOIIYKY MOTpeOye 3BEpPHYTH yBary
ymIIe Ha il XapakTtepHi ocoommBocri [8, c. 33].

Cama imes merepMmiHamii icHye 3maBHa 1 Oyia MIHPOKO
TIPEJCTaBIIeHa BXKE B aHTHUHIN ¢inocodii Ta HayIli, TOMy
MOYKHa PETPOCTIEKTHBHO HAa3WBaTH JIETEPMiHI3MOM CTapo-
JTaBHI KOHIIEMIIil, X04a TEPMiH «ICTEPMIHI3M» Ii3HIIIOTO
TTOXO/KEHHS. Y CepeqHbOBIYHIN JIOTIII ITiJ] IeTepMiHAIli€0
PO3YMiBCsI BHI JIOTIYHOTO BU3HAYCHHS MTOHSTTS: JOlaBaHHs
O3HAK JI0 POJOBOTO TOHATTS YTBOPEHHS OUTBII oOMeExe-
HOTO 3a 00CATOM BHAOBOTO MOHATTA. JloriuHa omeparris
YTBOPEHHSI MEHII 3arajbHUX IMOHATH 3 OUIBLI 3araJbHUX
LIUTSIXOM JIOJIaBaHHS JI0 OCTaHHIX JEeSKUX O3HAK Y CydacHin
JIOTII Ha3WBA€ThCS NETepMiHaIiero (0OMexeHHsM). Bona
TIPOTHCTOITH 3BOPOTHIiH omeparlii yTBOpEHHs 3araibHIMINIX
MOHATH 13 MEHII 3araJbHUX — TeHepamizamii (y3araib-
HeHH#) [6, c. 284].

I3 XVII cTOmTTS MOHATTA NETCPMiHI3MY BHKOPHCTO-
ByBaJiocs y (iT0COPCEKOMY CEHCI U XapaKTePHUCTHKH
nificaocTi. [IpudoMy TpOTATOM JOCHUTH TPHUBAIOTO Hacy
BOHO BHKOPHCTOBYBAJIOCS y Cepi €TUKH i 03HAYAIO BU3HA-
YeHICTh MOPATBHOTO BHOOPY, 3YMOBJICHICTh 30BHIIIHIMH
o0CTaBMHAMHM BOJII JIIOAWHU Ta 11 MOBEMIHKH. [OHATTS 11
TTOB’I3YBAJIOCS 3 TPUYMHHICTIO 1 TIPOTHUCTABIISIIOCS «CBO-
6omi Bomi». [li3HimIe moYamm TOBOPUTH TPO METEPMiHI3M
MIPUPOAH, 1 1Ie MOHATTS IT0YaI0 IIMPOKO BHKOPHUCTOBYBA-
Thcs y isumi, Giomorii Ta iHmMmMX Haykax. JlerepmiHizm
TIePEUTIIOB Y IPHUPOIO3HABCTBO 3 (pismocodii [2, c. 80].

IIpote 3akpiruieHHs 32 TOHATTAM JACTEPMiHI3MY 3arajb-
HOTO 3HAYCHHSI, TOIIMPEHHS HOro Ha BCi sIBUIIA HABKOJIHIII-
HBOTO CBITY BimOyiocs MOpPiBHAHO HemaBHO. J{oBrmit wac
cdepa eTHKM 3QJIUINATIOCS TOJIOBHHM, SKIIO HE €IWHUM
TTOJIEM 3aCTOCYBaHHA TOHATTS neTepMiizmy. Lle#t daxt
MO)KHa BB)KaTH OIHUM 13 apryMEHTIB Ha KOPUCTH TOTO, 10
TTOHATTS IETEPMIiHI3MY Ta IPHYUHHOCTI (Kay3aJbHOCTI) ax
HiSIK HE TOTOXHI, III0 JaJli aHaJi3yBaTHMEMO IOKJIaIHIIIIe.
[ToHATTS MPUYIUHHOCTI HaBITH TOMI, KOJIH HOTO BUKOPHCTO-
BYBaJI B €THIIi, TIOPS] i3 MMOHATTAM JIETEPMiHI3MYy 3aCTO-
COBYBAJIOCS B HayKax MPO NPHPOLY, He3aJIeKHO BiJ OCTaH-
HBOTO TOHSTTS. JIine Imi3HiNIe Mmovyaan OTOTOXKHIOBATHCS
mi aBa MOHATTA. | 3apa3 y 3aximHiil dimocodii kareropis
JIETePMiHI3MY JTOCHTbH YacTO 3aCTOCOBYETHCS CaMe B CTHIII,
1 TPAINIIIIHO «TIAPHOIOY» I AIETEPMiHI3MY KaTeropiero (K
OTO aHTHUIION) BUCTYIIAE KaTeropis ceobonu Boi [8§, c. 37].

Y Takuit cmocid TEPMIH «IETEPMIHI3M» TPHHIIOB
y ¢izuky. [Ipu mpoMy 10 3MICTy aHali30BaHOI Kareropii
YBIMIITO BYEHHS TIPO TIPUYHMHHICTB, SIKE iCHYBano y ¢io-
coii. IIpHUUHHICTD — 3HAYHO OUTBII PaHHE TOHATTA, HIK
JeTepMiHi3M. 37aBHA BiATIOBiI Ha MHATAHHS MPO 3yMOBIIE-
HICTb, BU3HAYCHHS pedel, MOif, BUMHKIB 3BOIIUIHCS IO
3’sicyBaHHS (peajsbHOTro ad0 YSIBHOTO) MIPUYHH TOTO, IO BiJl-
OyBaetbcs. [IpoTaroMm GaraThOX CTONITH MaHyBaja JTyMKa,
o 3’SCYBaHHS 3yMOBIICHOCTI pedi UM TOfii, a 3HAYUTH —
JiicHOCTI, AKi MicTHiHCS Y Midax, Oyo 1moB’s13aHO 31 BCTa-
HOBJICHHSIM TIPUYHH, 13 BKa3yBaHHSAM Ha T€HE3Y €TiONOTidHOT
(Bin rpempK. aitia — npuauna) GyHKIii Midy [1, c. 8].

VY dimocodii ApicToTerns, eHIMKIONCINIHOMY BYCHHI
AHTUYHOCTI, OyJI0 BUAIJICHO YOTHPH BTN NPUYHH, SKi
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XapakTepHi UISI BCHOTO CEPeAHBOBIUHOTO 3HAHHA. Lle
«MatepianbpHa TIPHYMHA» — MaTepis, «popMaiabHa TpPH-
ynHA» — (OopMa, «UIWHHA MPUYMHA» — TE, IO CHPaBISE
30BHIMIHIO Jif0, Ta «KIiHI[EBA MPUIMHAY, T KOO Majacs
Ha yBa3i mera. J[onsf KOKHOTO 3 YOTHPHOX BHIIB MPUIHH
CKJIanacs B icTopii Hayku Ta ¢inocodii mo-pisHOMY. Po3Bu-
TOK mpupoao3HaBcTBa HoBoro wacy (XVI-XVII cromits),
MparHy9Yy HayKOBOTO IMOSICHEHHS, IO CIIMPAETHCS HA JIOC-
BifI, 2 HE BepOAIHHOTO, CyTO CIIOBECHOTO ITOSICHEHHS 3aJICK-
HOCTI peueil 1 Mo, MPHHHSIO i BKITFOYHIIO IO METOOIOTi{
HayKH{ JIMIIE JII09y TpUIUHy. TUTBKH OCTAHHIO BUSIBHIIOCS
MOXKJIMBUM EMITIPUIHO BUSIBUTH, TOCIIIUTH, BHKOPUCTOBY-
BaTH 3HAHHS PO Hei y MPaKTHIHIN JisTIBHOCTI.

®dopmManpHy Ta KiHIEBY MPUYHHA ApPICTOTENb 1 0c00-
JUBO HOTO CepeqHBOBIYHI TIIyMadi — CXONACTH PO3YyMIITH
i7eaiCTAYHO, a MaTepil0 3BOMWIN IIUIIE IO MACHBHOTO
cyocTpakty pedei. lle BH3HauUMIO 3MEHIIEHHS BHIB
MPUYAH y TPUPOIAO3HABCTBI Ta (ITOCOPCHKUX YUCHHSIX
Hosoro yacy, npeacraBHUKHN SIKOTO 3aliMalld aHTHUCXOJIAC-
THYHI TTO3UIII.

OCHOBOTIOJIOXKHUK aHTITIHCHKOTO Matepiarizmy @. bekoH,
BIZIBOITIM BaKJIMBE MiCIle TI3HAHHIO TMPWUYMH, BH3HABAB
Marepito, Gopmy, Aif0dy Ta KiHIIEBY NMPUYWHH, TOOTO apic-
TOTENIBCHKY Kiacudikariifo. OmHak BiH HE BBaKaB 32 MOX-
JIMBE 3aCTOCOBYBATH BCi IIi MOHATTS IS XapaKTCPUCTUKHI
TIPUPOIIH, PI3KO BHCTYIIAIOUN TIPOTH TEOJOTIYHOTO PO3TIIILY
SBUI TIPUPOAM, 3 TIONIAAY KIHIEBUX NPHYIMH (TPEIBK.
teleos — nocsr Metn). JlocmipKeHHs KIHIIEBUX TPHYUH, Ha
nyMKy @. bekona, maphe. Sk nuue I Terens, «uei nomsia
mpoTuaisAB Oe3rmy3nomy 3a0000HY» [10, c. 144].

«KinmeBa npuumHa» 1 «IWHHA TPUYUHA» ApICTOTENS
MOPOAVJIM JIBA BOPOTYIOUi HANPSIMU TIOSCHEHHS 3aJIEXKHO-
CTi epe0iry momiid. Y cydacHOMY pO3yMiHHI TIPHYMHA — 1€
JIIIe YMHHA TPUYHHA, Y 3B’SA3Ky 3 YAM CaMe TepMiHOJIO-
TiYHE TO3HAYEHHS MPUYUHN «IHMHHOD) BUSBILIETHCS 3aBUM.

VY3aragpHeHE PO3YMIiHHS ACTEPMiHI3MY BHUSBISE CITO-
pioHEHICTH i7eil B3aeMo3B’s3Ky. JlerepmiHizMm sk dimo-
codchKe BUCHHS MPO 3aJICKHICTh pedei, MoIii, MpoIecis
BiJl THX YMHHUKIB, IKHMHU BOHH BU3HAYCHI Y CBOEMY iCHY-
BaHHI Ta BUMIpi, SKi BIATOBiJaNbHI 32 O3HAKH, 1110 XapaK-
TEpU3YIOTH iX.

JleTepMiHi3M BHCTyHae y Meax OfHI€l 3 TIHOOKHX
KOHIIETIIIIH TIaMeKTHKN — KOHIICTIIIIi B3a€MO3B’SI3Ky BCHOTO
CYIIOTO, M0 Ma€ BEIWKE METOMOJIOTIYHE 3HAUYCHHS. 3asB-
nsoud B omHOMY 3 JwcTiB (1919 p.) mpo cBoro Hesromy
3 IIECHMICTHYHOIO OIHKOIO IMmi3HaHHA, A. E#Hmrein
IMUCaB: «3IaTHICTH SICHO OAuMTH B3a€MO3B’ SI3KH HAJIEKUTH
IO HAMTIpeKpacHIMNX BiqIyTTiB y XKUTTI» [4, c. 152].

JleTepMiHi3M TTOB’s3aHUH 13 TIOJOKEHHSM TIPO 3arajb-
HUM B3a€MO3B’S30K pedeil, ane He TOTOKHWUH HOMy: BiH
BHpa)ka€ aKTHBHY CTOPOHY B3a€MO3B’s3Ky. HaiftOmmkue
TIOHATTS ACTEPMIHI3MY CTOITh JO TOHATTS B3a€MOIi, 110
XapakTepu3ye MeXaHi3M B3aeMo3B’s3Ky. OmHak 1ie pi3Hi
TIOHATTS: B3a€MOis pedeil Ta IMOMIili CTAaHOBUTH OCHOBY
iXHBOI IeTepMiHallii, a OCTAHHS — OHY 31 CTOPiH B3aEMO/Ii.
[prraomy min gac aHaMi3y Ail AeTepMiHAIii 3aBK I BHSBIIS-
I0ThCSl YMHHUKH, 10 JII0Th y TIEBHOMY HamlpsMi. Y IbOMY
CEHCl JIETepMiHI3M TIOCTa€ SIK XapaKTepPHCTHKa 3B S3KiB
cpsMOBaHOI B3aeMoii [9, c. 450].

CyuacHuid eTam pO3BUTKY TIi3HAHHSA TI03HAYAETHCS
MTOJIANTBITION0 CBOJNIOMIEI0 TIOHATTSA ACTEPMIiHI3MY, IO Bif-
OyBaeThCs y HANIPsIMi HOTO OiBITIOT0 y3aranbHeHHS. Buss-
JICHHA TOrOo, IIO HAa3MBAEThCSA CTAaTHCTHYHOIO JETepMi-
Hawiero, € (GakTHYHO BCTAHOBICHHSIM HE HOBOTO BUIY YU
TUTY JeTepMiHaii, a HOBOTo criocoOy 11 3aificHeHHs, HOBOT
¢dopmu peamizamii. Burnan gerepMiHarii 3adHITABCS THM
caMuM (TIPUYXUHHICTE), aje OyIo BUSABJICHO, IO 3aMOiTHHS
MOXe iCHyBaTH y GopMi SK AWHAMIYHUX (OTHO3HAYHUX),
TaK 1 CTAaTUCTUYHHX 3aKOHIB. HaTerep mocrae mutaHHs HE
JUIIE Tpo 30aradeHHs HAIIOTO 3HAHHSA MPO Pi3Hi CIIOCOOU
JeTepMiHaIlii (10 SKUX JOMAE€ThCS, 30KpeMa, pO3pi3HEHHS
¢izngHOTO Ta iHPOPMAIIITHOTO CrMOCOOIB AeTepMiHalii),
a ¥ BHABICHHS PI3HUX BHIIB 1 THIB neTepMminizMy. Lle
JIO3BOJISIE TOBOPUTH NPO APYTHHA €Talm PO3BUTKY BYCHHS
PO JACTEPMiHI3M TIPOTATOM JKUTTS OIHOTO ITOKOJIIHHS.
JleTepMiHi3M KyIbTypHHUI — KOHIISTIIIS, 32 SKOIO: 1) sBHIIa
IYXOBHOI KYJBTYpH BIAIrpaloTh MEBHY POJb y PO3BUTKY
CyCITBbCTBA; 2) KyABTypa CHPHUIAMAETHCA SIK BiTHOCHO
ABTOHOMHE YTBOPEHHSI, HE3aJICKHO BiJl iHITHX cep KUTTS.
JeTepMiHi3M KyNBTYpHUH XapaKTepU3YEThCs, K MPaBUIIO,
HaJMIpHO IMIMPOKUM TIYMAUCHHSIM HOHATTS «KYJIBTYpay,
i KO0 3a3BHYAl PO3YMIETHCS «CYKYIHICTH 3arajibHO-
PO3IUTIOBAHNX CHMBOIIIB 1 3HAUEHBY, IO BKIIIOYAE Y 3MICT
(dbyHIaMeHTaNbHI CyCHiTbHI ifei Ta MiHHOCTI, 3BUYai Ta Tpa-
Ui Tomo [5, . 69]. YV KymbTypi MoXe (ikcyBaTHCS CTO-
Ci0 KUTTENISTBHOCTI OKPEMOTO iHIMBITa (0COOMCTa KYITh-
Typa), COIiadbHOI TPyNHU (HAPHUKIAA, KyJAbTypa Kiacy) i
BCHOTO CYCIIJTECTBA 3arallOM.

OmHIEI0 3 OCHOBHUX BUMOT IIE€IATOTIKHA BUIIOI KON
Ha Cy4acHOMY €Talli € Opi€HTAaIis Ha 00pa3 KyIbTypH SK
CepeloBUIIa, IO «POCTe 1 JKUBUTH» OCOOUCTICTB, 5K
JiaJory Ta B3a€MOINOPODKEHHS MHHYJIHX, CHOTOICHHS
Ta MaliOyTHIX KyIBTyp, TOOTO Ha KYyJNbTYPOBIAIOBIIHICTH
ocBiTh. Ll BUMora akTyanbHa i I CHCTEMH BUIIIOI OCBITH
y Tamy3i KymneTypu i MuctentBa. Came KyIbTypOyTBOpe-
HICTh OCBITH Ma€ JOTIOMOTTH Mail0yTHHOMY BHKOHABITIO,
3BYKOPEXKHCEPY UM aKTOPy YHHKHYTH TPOodeciifHOCTI, 110
BY3BKO pPO3YMI€ETHCS.

OCBITHI# TIpollec y HaBYAIBHO-HAYKOBUX IHCTHUTYTax
KyJIBTYPH 1 MECTEITB TIO3HAYAETHCS, K BiIOMO, CKIIaJHi-
CTIO Ta OararoacnekTHicTIO. BomHouac, He3Ba)Karo4yH Ha II€,
y HBOMY € cepa, 3MICT SKOi JO3BOJIsE€ HAWITOBHIIIE pea-
J3yBaTH 17110 KyJIBTYPOIOAIOHOCTI OCBITH Y TIPOIIECi pO3-
BUTKY 3BYKOPEKHCEPCHKOi KOMITETEHITIT 37100yBadiB BUIIOL
ocBiTh rany3i 3HaHb 02 «Kymerypa i muctenTBoy. Lle chepa
ICTOPUKO-TCOPETHIHOI, My3UKO3HABYO! MiAroToBKH. Came
OCBITHI KOMITOHEHTH IiCTOPHKO-TEOPETHIHOI ITiATOTOBKH
(o ckmamy SKOi BXOAATHh TaKi HaBYAJbHI TUCIHILTIHH, SK
«My3nuHe Kpae3HaBCTBO», «BCECBITHS ICTOPiS MY3HKI»,
«lcTopist ykpaiHcbkoi My3ukm», «[apMoHif», «AHaII3
My3UYHUX TBOPiB», «IlomioHis» Ta HMU3KA IHIINX) Mae
BUKOHYBATH POJIb iHTETPYIOYOTO TMOYATKY, MABaTH IIJTiCHI
Ta BOAHOYAC IM(EepeHIiHoBaHI YSBICHHS PO TIHOWHHI
NPOLIECH PO3BUTKY MY3HYHOI KYJIBTYPU SIK ITJCHCTEMH
XyAOKHBOT KYIBTypH, PO3KpWUBATH TIPOOIIEMH iCTOpHU-
HOI CITAIKOEMHOCTI Ta MOCTYIAJFHOTO OHOBIICHHS 3MiCTy
MYy3UYHOTO MHCTEITBA, HOTO BHpPa3HHUX 3aco0iB, jKaHPIB
Ta ¢opM. [HIIUME cIIO0BaMH, CYKYIHICTh TIOHSATH, TEPMiHIB,
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YSIBIIEHb TEOPETHYHOTO MY3HKO3HABCTBA € TI€I0 HAYKOBOIO
MIPU3MOI0, KA B YMOBaX iCTOPHUKO-TEOPETHIHOI ITiITOTOBKH
TIEPEJIOMITIOE CBIT MY3HYHOI KyJIBTYpH.

VY My3uuHi# ygBi i KOMIO3UTOpa, 1 BUKOHABI, 1 3BY-
KOpEe)XHCepa, 1 cilyxada OIHIE€I0 3 BAXIIMBUX CKIAJJOBUX
wacTHH € rpa. JOCHiHUK pori rpu B KyibTypi M. Xboii3i-
Hra y mpami «JIronnaa rparoga» (1938 p.) 3a3nagae: «I'pa —
IIe BUTBHO BHOpaHa i abo MisTbHICTB, SKi BHOMPAIOTHCS
B YMOBHHX MeXax 9acy i mpoctopy... Mera rpu — B Hiil
caMiif, BOHa CyTIPOBOIXKYETHCS TIOUYTTAM HAIpyTH Ta pajio-
CTi Ta CBIIOMICTIO «IHIIOCTI iCHYBaHHS», BIIMIHHOTO BiJ
«TOBCAKJICHHOTO XUTTS» [4, c. 153].

I'pa 3aBxam crupaeTbcs Ha JOTPUMAHHS SKOPCTKHX
mpaBmi, 0e3 SKMX BOHA HE MOXKe iCHyBaTH. | BomHOYac
Yy MeXax rependadaeThes MOBHA PO3KYTICTh (paHTas3ii i CBO-
6oma TBopuoi camopeaizamii. CIiBBITHOCSYH TPy, 3BYKO-
PEXUCYPY Ta My3UKY, HEBaXKKO IIOMITHTH IXHIO TIOiOHICTb.

My3uka Oyab-sIKOTO CTWIIIO 3aBKAW CIIMPAETHCS HA
TeBHUH HaOip HOPM 1 paBWIL, 32 SKMMH HAIll CITyX BH3HA-
Yae HaIllOHAJbHY, CTHJIbOBY Ta aBTOPCHKY HPHHAIEK-
HICTH TBOpY. 3 iHIIOTO OOKY, caMe iCHYBaHHS ITMX 4acoM
Jy’Ke KOPCTKUX MPaBWI i HOPM 30BCIM HE 0OMEXy€e KOM-
mo3uTOpa, HEe 00Mexye Horo ¢aHTasii, mpo MO CBIAIUTH
My3HYHA TBOPYIiCTh ycix uaciB Ta Hapoxis. Cam M. Xboii-
3iHTa OYB IMEpPEeKOHAHUH, 10 «3aKOHH TPH MIOTH 11032 HOP-
MaMH PO3yMy, 000B’SI3Ky Ta iICTHHW» 1 «T€ K TPaBUILHO
U My3UKm». TOMy «B OCHOBI Oy/b-sIKOT My3UYHOI TisUTh-
HOCTI JIeKHTH Tpa... U € My3WKa po3Bard i pamocTi, 4u
IIparae BUPAXKaTH BUCOKY Kpacy, UM Mae CBSIIEHHE JITyp-
TidYHe 3HAYCHHS — BOHA 3AJIUIIAETHCS TPOIoy» [4, c. 154].

My3udHa Tpa SIK NPUKIAA My3HYHOTO BHKOHABCTBA
3yMOBJIEHA XyIOXHIM oOpa3om. [logarkoBa ctanis moOy-
JIOBH KOHIIETIIii XyJZOKHBO-00Pa3HOTO 3MICTY MY3WIHOTO
TBOpY Iiependadae HacamIiepe]] YCBIIOMIICHHS BHKOHAB-
CBKMX 3aBIaHb. BIAMOBIOHO 10 TOTO, IO «IIPOYHUTYE
BHKOHABEIb Y HOTHOMY 3aITiCi, y HOTO ysBI 3apO/KY€ThCS
3ByKOBHUI1 00pa3. [ToBHOIIIHHE XyHOKHE PO3KPUTTS 00pas-
HOTO 3MiCTy MY3UYHOTO TBOPY € IIEHTPAITEHOIO TIPOOIEMOTO
BHKOHABCHKOTO MHCTEITBa. My3W4HHi TBip (Ha BiAMiHY
BiJl MiJICYMKOBOTO TPOAYKTY TaKMX BUIIB MHCTEITBA, SK
JKUBOITUC, CKYIBITYpA, JiTeparypa) He € 3a CBOEIO0 TPUPO-
JIOI0 CaMOCTIHHO (YHKITIOHYIOYHM pPe3yIIbTaTOM XYIIOXK-
HBOI TBOPUOCTi. BiH Bpydae CBOO OO B PYKH BUKOHABIIS
1 TIOBHICTIO TIATIOPSIKOBYETHCS HOTO TPOYUTAHHIO, PO3Y-
MIHHIO, MHUCTEI[LKOMY CMaKy. be3 BHKOHaBCHKOTO MHCTE-
LITBA My3HKa ICHYBaTH HE MOXe.

My3uaanii 00pas3, MO 3BYYHTh, € CHHTCTHIHUM TIPO-
QYKTOM [iSUTBHOCTI YSIBH ABOX JIIOACHKUX 1HIMBIITyaiThb-
HOCTEH — KOMITO3UTOpa Ta BUKOHABILI 3a O€3MOocepeHbOl
y9acTi TpeThoi — 3ByKopexkucepa. CTBOpeHa KOMIIO3HUTO-
POM My3HKa MIPOIOBKYE CBOE ICHYBaHHS HIOM CaMOCTIHHO.
ToMy Taka Bennka poih BHKOHABIS B IPOIIECi iHTEpIpe-
Tamii. [HTeprperaris po3kpuBae HOPMY Ta MOXKe ii mopy-
ITyBaTd. [HTepIpeTarist — 11e CKIIaIHIi IpoIiec aKTHBI3alii
JONICHKOI TICUXIKH, SKUH, SK Oyab-SKHAN MpOsB, MO BiTo-
Opakae cy0’eKTHBHI SIKOCTI 0COOMCTOCTI, Ma€ HEBHUCPITHY
KUTBKiCTh BapiaHTiB peamizarii. «Lle ocobmmBuii mporec,
JKUBHH 1 OaraToMMKUi, pisHOMaHITHH 3a (YOpMaMH Ta CIIo-
cobamMu CBOTO iICHYBaHHS; TO BiH IIPOTiKae y cdepi cBigo-

MOCTI Ta TIEPEPHUBAETHCS, HE 3HANIIIOBIIN BUXOLY B peallb-
HICTh; TO Ha0yBa€ YaCTKOBO aCKBATHUX COO1 MaTepiaTbHIX
(dopm, ane Tak i HE BUPOCTA€ B 3aKiHUCHE XYIOXKHE IILJIC;
TO CKJIATAETHCS CTPIMKO 1 Maiyke MOMEHTAIIFHO, BUIIHBAIO-
YHUCh Y MaTepialbHy IJIOTh; TO Ha3piBa€ MOBLIBHO i BaXKKO,
0araropa3oBO 3MIHIOIOYH CBOIO CTPYKTYpPY Ta CYTHICTBH)
[4, c. 152].

TBopunii 3MICT MYy3WYHO-BHKOHABYO! MIsTIBHOCTI Tij-
KpeciroBaiii 0araTo BUIATHUX My3uKaHTiB. Hociem aBTop-
CBKHX HaMIpiB y aKTi 03HAHOMIICHHS 3 My3UKOIO € HOTHHA
3aIic My3U9HOTO TBOPY, SIKHH, Oyydn ITOCEpeTHIKOM MK
KOMIIO3UTOPOM Ta BUKOHABIIEM, 3a JIOMIOMOTOI0 3HAKOBOI
CHUMBOJIKH BioOpaxkae 00 €KTHBHHN 3MICT aBTOPCHKOTO
3aIyMy Ta 3araJbHUI HampsM aBTOPCHKOI JIOTIKH pO3-
BUTKY XyIOKHBOTO 00pasy. Ciix 3a3HauuTH, IO HOTHHI
TEKCT JIOHOCHTH JI0 BHKOHABIA 0araTro MeX aBTOPCHKOTO
3amymy ((opMmy, TeMI, MeTp, THHAMIKY, BHKOHABChKI BKa-
3iBKH, (ppa3yBaHH, apTUKYIAIINHI BKa3iBKH To1I0). [IpoTe
i JaHi BKa3ylOTh JIMIIE Ha 3araJbHUN HATPSIM PO3BHTKY
MYy3U9HOTO 00pa3y. 3amuc 3HaKiB aroriku, AMHAMIKH, apTH-
KYJISIIi1 1 HaBiTh TEMITOBUX IIO3HAYCHD HE BiIOMBA€E TOYHOTO
aBTOPCHKOTO PO3YMIHHA IMX 3ac00iB BHpa3HOCTI. Koxen
€IEeMEHT HOTHOTO TEKCTY PpO3MHU(POBYETHCS PI3HAMH
BHUKOHABISIMH TO-pi3HOMY. ToMy, UnTaroun HOTHHUH 3aruc,
BHUKOHABEIb Ta 3BYKOPEKHCEP 3aBXKIM MOCTAIOTH TIEPEs
BHOOPOM BapiaHTIB TPAaKTyBaHHSI My3UIHOTO TBOPY.

Bapro norogutHcs 3 TUM, 1110 HOTHUM 3aIIUC € JOCUTD
CXEMaTHYHUM 1 JO3BOJISE «BCTAHOBHUTH JIMIIC HaMBaXKIIH-
BiIlli pHUCH MY3HYHOTO TBOPY SK CHCTEMH. be3rnocepenHpo
B HOTHOMY TEKCTi TOYHO 3aKpiIUICHI Ti CTOPOHH aBTOp-
CBKOTO 3aIyMy, fAKi Marepiaii3oBaHi B 3BYKOBHCOTHHX
CHiBBiTHOIIEHHAX. JlWime neTadbHUI pPO3WISAN MY3HKH,
oropa Ha OaraTuif 0COOMCTICHUI CITyXOBHI TOCBIT Ta TEo-
pPETHYHI 3HAHHS JTOTIOMOXYTh BHKOHABIIIO Ta 3BYKOPEHKH-
cepy MPOHUKHYTH «Kpi3b TEKCT Y MIATEKCT», CTBOPUTH
IJIaH «IpaMaTHIHOI HACKPI3HOI Ail» MY3WYHOTO TBOPY.
CkragHA# TIpOIieC CTaHOBIICHHS BUKOHABCHKOT KOHIICTIIT
BiJl MOMEHTY ii 3apOKEHHS Y CBITOMOCTI Y BUTIISAII 3araib-
HOTO €MOMUINHOTO BiUYTTSI MY3HKH 1O SICKPAaBO KOHKPET-
HUX y3arajdbHEHHX 00pa3iB akTyasizallii TBOpy BHMAarae
BiJl BHKOHABI aKTWBHOI MOIIYKOBOI IisNTBHOCTI, B XOi
K01 000B’SI3KOBO 3aCTOCOBYIOTHCS Ta BIIOCKOHATIOIOTHCS
3HaHHS, 30araqyIoThCs 1HIMBITyalbHI MPHHOMH Ta METOII
POOOTH, IOTTHOIOETHCS 3AATHICT 10 AHAITHYHOL HisUTh-
HOCTI, IIT0 BiIKPUBAE IIUTAXH JI0 IPAaKTHIHUX 3HaxiToK. et
€MHHH 1 0araToacreKTHUI TBOPYMH aKT ITLIKOM 1 TIOBHICTIO
€ Bi0OpaykeHHAM TBOPUHUX (DYHKITIOHATHHUX MOJKITHBOCTEH
BHYTPIIITHBOCITYXOBO1 C(epr My3WKaHTa-BUKOHABII, IO
OasyeTbes Ha ii akTHBi3amii i, KpiM 3MaTHOCTI A0 mependa-
YaHHA JIOTIYHOI MTOCIIJOBHOCTI 3ByYaHHS, BKIIIOYA€ TAKOXK
CYTO BUKOHABCHKi KOMITOHCHTH, K 1HII[IaTUBHUH TTiXi] 10
TPaKTyBaHHSA iEHHO-00pPa3HOTO 3MICTy MY3HYHOTO TBOPY
Ta BMIiHHA 00epiraTé CBOIO BHKOHABCHKY KOHIICTIIIIIO Bif
HalllapyBaHb CIIyXOBHX IITAMITIB.

EmonifiHuii cBIiT BHKOHABII, PiBEHb HOTO 3araibHOL
Ta MY3WYHOI KyJIBTYPH, TICHXOJIOTiUHI BJIACTHBOCTI HOTO
0COOMCTOCTI, COMiajdbHI YMOBH, ICTOPHYHUHA Ta CTHIYHHA
TPYHT, Ha SIKOMY BiH BHpiC, — BCE IIe BCTYIA€ y B3a€MOJIIO
3 pe3ynbTaToM HOro MisuThHOCTI. Bechb 1ieil B3aeMOo3B’ 130K
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Ta B3a€MOJISI INX SBUII 3yMOBIIOETHCS TIPUIOMaMH iHTep-
mpeTanii Ta ACTEPMIHY€eTbCS y BUKOHABCHKY KYJBTYpY, a
BOHA CBOEIO YEProro BimoOpakae sIKiCHY CTOPOHY BHKOHA-
HOTO TBODY.

VY cminkyBaHHI 3 pe3yibTaTOM CIPaBKHBOI TBOPUOCTI
K 13 YAMOCH aOCONIOTHO HOBHM, CTBOPCHHM YIIEpIIe
B PE3yIbTaTi TPH BUTBHOI yABH, 3 YHIKaJbHUM 00’ €KTOM
IyXy Ta TyMKH HApOMKYETHCS CHIBTBOPYICTH ciayxada (y
SIKOMY, MOXKITUBO, III¢ OiJIBIIIOI0 €HEPTi€l0 PO3KBITA€E ysBa)
3 fioro BipHMM CyIyTHHKOM — (haHTa3i€ro. Pesymsrar rpu
CITyXaIpKoi ysBU 31e0impImoro BimoMuil. Bin Halgacrimnie
BUSBISIETBCS V TPAmWIIfHOMY BHTAaJyBaHHI OyIb-sSKHX
CIO)KETIB TIi/T aKOMITaHEMEHT My3HUKH. [H11a hopma cyxaris-
Koro (haHTa3yBaHHS MEHII NpeaAMeTHA. BoHa 3acHOBaHa Ha
eMOIIIHO-1HTENeKTyalbHIi ysBi, M0 CTUMYIIOETHCS Oe3-
MOCEPENHIMI CIYXOBHMH BPaKEHHSIMH. 3 OIHOTO OOKY,
BOHA 3yMOBJICHA BCiM JKUTTEBHUM Ta PO3YMOBUM JIOCBIIOM
i B IbOMY CTa€ HiOW YaCTHHOIO JyXOBHOTO iCHYBaHHS CITy-
XadJa, MPHCBOIOETHCSA HUM. A 3 IHIIIOTO — TaKe CIPUHHATTS
€ TIPOAYKTOM BUTBHOI TPH YHCTOI ysABU. SIK mMoka3ye mpax-
THKa, Take BibHE (haHTAa3yBaHHA 32 HAsBHOCTI TEBHOTO
JIOCBIZy CITyXaHHS MY3WKH Ta AESKOTO 3aracy My3WIHHX
BpPaKEHb JIO3BOJSIE Oarato MOYYTH i 3pO3YMITH y TBOPI,

MpUYOMY PO3YMIiHHS Iie Oyze mepeOyBaTu IpHHAHMHI Bee-
PEAMHI TOJISL CEHCY, OKPECIIEHOTO HOro aBTOPOM.

[Tig yac KOHIIEPTHOTO BUCTYIY Mi’K BUKOHABIIEM, 3BY-
KOPEKHCEPOM Ta CIyXayaMH BiJIKPHBAEThCS KaHAI IIpS-
MOTO Ta 3BOPOTHOTO 3B’SI3Ky. Y IIBOMY CEHCi IETepPMiHi3M

VY 3m00yBadiB BUIIOI OcBiTH Tamy3i 3HaHB 02 «Kymb-
Typa i MUCTEIITBO» TPAIUIIIHO iCHyBajla MOXIJIUBICTh y4a-
CTi y KOHIEPTHHUX BUCTYIIaX SK YCEpeAnHi 3aKiaay BUIIO]
OCBITH, TaK i 3a 10T0 MeXaMH, a TAKOXK Y KOHKypcax BUKO-
HABI[iB, MO MiJBHUIIYE Ta BIATOYYE IXHIO MaiiCTEpHICTB,
BHUKOHABCBKY KYJIBTYPY.

JerepmiHariis mocizae ocoOIMBe MicIie Y PO3BUTKY 3BY-
KOPEKHUCEPCHKOi KOMITeTEHIIiT 37100yBadiB BHIIIOI OCBITH. Ii
POJT Baroma sIK y OpraHi3allii OCBITHROTO TIPOIIECY, Y SKOMY
BiZIOyBa€ThCS PO3BUTOK 3BYKOPEKHUCEPCHKOT KOMIIETEHIII, TaK
1y mpodeciiiHiil DiSITPHOCTI BUITyCKHUKIB, SKi TIPAIIOIOTH 32
¢axom. Cepen HAHOUTBI aKTyalbHUX HAMPSMIB TTOJAJBIIINAX
JIOCIHIKEHD Y OKPECTICHOMY HAIpsAMi aKIIEHTYEMO TIPUKITAIH]
aCTIeKTH 1HTerpamii JeTepMiHaIii y 3MICT BHKJIQJAHHS 3a
OCBITHBO-TIPO(ECIHHIMI TIpOorpaMaMy IiATOTOBKH y Tairy3i
3HaHb 02 «KymmbTypa i MECTEIITBOY, 30KpeMa, OCBITHIX KOMITO-
HEHTIB ICTOPHUKO-TEOPETHIHOI Ta My3UKO3HABYO] ITiITOTOBKH.
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TAHELBb I MY3UKA: CUHTE3 JIBOX MUCTELITB
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3100yBa4 TPETHOTO OCBITHHO-HAYKOBOTO CTYTICHS
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YV cmammi oxapaxmepuzosano 0cooaus0Cmi MONCIUBO20 CUHMESY MIJIC MUCTIEYMEOM manyio ma my3uxu. /[na peanizayii nocmag-
JIEHOT Memu BUKOPUCHIAHO KOMNIEKC Memoois, 30KpeMa 3aealbHOHAYKO8I — AHANI3Y, CUHMe3Y, V3a2albHeHHs, CUCmeMamu3ayii, sKi
3acmocogysanucs 015 cmaty po3poorerocmi npoonemu. Konkpemmno-nayxosi — mepminono2iunoeo ananisy ma inmepnpemayii Haykogoi
OYMKU, WO BUKOPUCIOBYBANUCS 0715 BUSHAYEHHS OA306UX NOHAMb HAWOT pobomu. IcmopuKo-eeHemuynuil ma pempochneKmueHul anaiis,
SKI 003607UNU 3 'ACY8AMU OKPEMI ICMOPUYHI 0coOIUBOCmi (heromery 00caioicents. TIopIeHANIbHO-3ICMAGHUIL AHATI3, WO 3ACMOCOBY-
8aBCs 340715 OKPECTIeHHs NPOOIEMU MONCTUBO0 CUHIME3Y MIIC MAHYEM Ma MY3UKOIO.

Josedeno, wo maneys i My3uKa 30amui 00 CRIIbHORO, YiNiCHORO ICHY8aHHA. K HACTIOOK, YMEOPIOEMbCS CUHMe3 MUCHEeYms, nio
AKUM PO3YMIEMO Op2aHiuHe NOEOHAHHS, 83AEMO36 30K, CNOLYYeHHS PISHUX ABMOHOMHUX 8UOI8 MUCEYMBA 8 EOUHY THHOBAYIIHO-MOOep-
HOBY (hopmy, KA Xapaxmepu3yemvca 3a8epuieHHAM MUCeYbKo2o Meopy. Bcmanosneno, wo mateys i My3uKa nepedygarons y micHomy
63aemo36 s13ky. Taneyw He ichye 6e3 mysuku. Boonouac my3uxa nioCumioe UpA3HICMy Manyio, 1020 eMOYilHy ma pUmMmiuHy 0CHOGY.
Cunmes manyro i My3uKy NOACHIOEMbCS BNAUSOM OCHIAHHbOI HA OPAMAMypPeiuHy n06Y008y MAHYIOBANLHOI KOMNO3UYIL, CMPYKMYpPa Kol
MEOPUMbCS HA OCHOBL MY3UUHO20 MEOPY.

Bcemanosneno, ujo cninbha 83aemo0is manyio i My3uky nepeddayac 06 €OHany 63aEMOOONOMOZY WOO0 POSKDUMMS meMu, [0ei, 3mi-
cmy, 0bpazy 2epois manyo8aIbHOI KoMno3uyii. Pesyismamom cunmesy Midc MaHYO8ATbHUM Md MY3UUHUM MUCTEYMEOM € BUHUKHEHH
MY3UYHO-MAHYI0BATHUX hopm (cloima, nacmopans, inmepmedis). ¥ pobomi npedcmagieno cumpoHiuHutl mareys, AKULL ymeoproemocs 3a
AXYHOK OKPEMUX MAHYIOBATLHUX (YOPM M (hopM CUMPOHIUHO20 POGUMKY MY3UKU T € HACTIOKOM MY3UUHO20 A MAHYIOBATHO0 CUHIMES).

Knrouosi cnosa: maneyn, mysuka, cunmes, Cunmes MUCMeEYms, MAHYIOBAIbHE MUCTNEYMBO, MY3UYHE MUCIEYMBO, CUMPOHIUHUL
mamueyp.

Lee Zhi. Dance and music: a synthesis of two arts

The article describes the features of a possible synthesis between the art of dance and music. To realize the set goal, a complex
of methods was used, in particular, general scientific methods — analysis, synthesis, generalization, systematization, which were applied
to the state of development of the problem. The concrete-scientific — terminological analysis and interpretation of scientific thought used
to define the basic concepts of our work. The historical-genetic and retrospective analysis, which made it possible to clarify certain
historical features of the research phenomenon. The comparative and comparative analysis used to outline the problem of a possible
synthesis between dance and music.

It has been proven that dance and music are capable of a joint, integral existence. As a result, a synthesis of arts is formed, by
which we understand an organic combination, interconnection, combination of various autonomous types of art into a single innovative
and modern form, which is characterized by the completion of an artistic work. It has been established that dance and music are closely
related. The dance does not exist without music. At the same time, the music strengthens the expressiveness of the dance, its emotional
and rhythmic basis. The synthesis of dance and music is explained by the influence of the latter on the dramatic construction of a dance
composition, the structure of which is created on the basis of a musical work.

It was established that the joint interaction of dance and music involves joint mutual assistance in revealing the theme, idea, content,
image of the heroes of the dance composition. The result of the synthesis between the dance and music arts is the emergence of music-
dance forms (suite, pastoral, interlude). The work presents symphonic dance, which is formed due to individual dance forms and forms
of symphonic development of music and is the result of musical and dance synthesis.

Key words: dance, music, synthesis, synthesis of arts, dance art, musical art, symphonic dance.

TanmoBanbHa KylbTypa Oyab-sKOrO Hapomy XapakTe-
PH3YETHCS B3a€MO3B’A3KOM 3 PISHUMH BHUJIAMU MHCTEILITBA.
TpuBaina icTopist pO3BUTKY TaHI[IOBAIEHOTO MUACTEIITBA Bifl-
3HAYAETHCS HAKOIMMICHHSIM CIeHiadbHAX IPUHOMIB i 3aco-
0iB, KOTpi HE TITBKH BIACTHBI 3a3HAYEHOMY MHCTEIITRY,
a ¥ 3maTHI OO mepemadi pizHOMaHITHOI iH(opMmarmii, 10
CTaHOBUTH 3MICT Ta €MOIIHHHUNA 3aps] MUCTEHTBA TaHIIIO
3aranoM. TaHenp )XKUBe Y HEPO3PUBHIH €IHOCTI 3 My3HKOIO.
Pa3oM BOHH CTAHOBIIATE CIIEIIaJbHUI B3a€MO3B’ I30K, CHH-
TE3 HE3AIEKHUX MK COOOF0 MUCTEIITB.

JIOITBHO HATOJOCUTH, IO TIPOOJIEMATHKY CHHTE3Y
MUCTEUTB pO3TIAAAI0Th YKpPaiHChKI BUeHi, 30kpema O. [on-
gapyk, H. Mouepniok, O. Poxok, B. SIpomuyk Ta iHmi,

SK1 BUCBITIIOIOTh TEOPETHYHI ACTICKTH Ta MOYKJIHBI IIIAXHT
B3a€MOJIi pi3HUX BHJIB MUCTEITB MK c000r0. MOXKITHBHIA
CUHTE3 y cepl My3UIHOTO MHUCTEITBA € TIPEIMETOM Hay-
koBoro norryky C. Illutooi ta T. llleBers. BomqHowac cun-
Te3 MUCTENTB y TaHI BUCBITIIOIOTH: J[. bepHasackka, sika
B KOHTEKCTI CHHTE3y MHCTELTB PO3IISLAAE CydacHy XOpeo-
rpadito; €. Snuna-JlenoBcrka, KOTpa poOUTH CTIPOOy MO0
MOYKJIUBOTO CHHTE3Y Pi3HOMAHITHUX HAMPSIMIB TaHIFOBAJb-
HOTO MHUCTEIITBA.

OxpeMi acrieKTH TpoOeMH CHHTE3Y TAHII0 1 MY3UKH
K yCepennHi aBTOHOMHOTO MHCTEITBA, TaK i 1o3a Horo
MekaMH TypOyIOTh iHO3eMHHX y4eHHX, a came: JI. BanT,
C. bpayn, E. [licanaske, C. Makryaiip, C. Xammam, 1. Xir-
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riac, M. TixoneH Ta in. OHaK TpeacTaBIeHa KUTBKICTh Hay-
KOBUX TIpaIlh Ja€ TIICTaBU 3ayBaXKUTH, IO B3a€MO3B’SI30K
TaHITIO 1 My3UKH He OyB IPEIMETOM ILTICHOTO JTOCHTiHKESHHS.

CamMe TOMy METOIO HAIIOi CTAaTTi € XapaKTepUCTHKa
MOXKJIMBOTO CHHTE3y MK MECTELITBOM TaHIIIO T My3HKH.

JlocsATHEHHS METH TOCTI[HKEHHS 3I1CHIOBAJIOCS 32 Paxy-
HOK HHM3KH HAayKOBMX METOIIB, 30KpEMa 3araJlbHOHAyKOBUX
(aHamizy, CHHTE3Y, y3arajJbHEHHS, CUCTEMaTH3aIlil) Ta KOH-
KPETHO-HAyKOBHUX — TEPMiHOJIOTIYHOTO aHAIII3y Ta iHTepIIpe-
TaIlii HayKoBOI JYMKH, iICTOPHKO-TEHETHIHOTO Ta PETPOCIICK-
THUBHOTO aHai3y, TOPIBHAIFHO-31CTABHOTO aHAI3RY.

Ha ocHoBi aHami3y ykpaiHCBKOTO TEIAarOTi9HOTO CIIOB-
HUKa 3a penakxieto C. [oruapenka [2] Hamu OyImo 3’scoBaHo,
0 OpraHivHe, [iUTICHE 37HUTTS YaCTHH OKPEeMHUX SBUI abo
SIBUIIA, SIKI CYTPOBODKYIOTHCSI BHHUKHEHHSIM HOBOTO SIBHIIIA
Y1 HOBOI HOTO SIKOCTi, XapaKTepH3YETHCS SIK CHHTE3. 3aCTOCY-
BaHHS TEPMIHOJIOTIYHOTO aHAITI3Y Ta iHTepIpeTaIii HayKoBOi
JTYMKH a0 MOJKJIMBICTD KOHCTAaTyBarH, mo, 3a M. [llamo-
HiHOIO, CHHTE3 (BiJ TPElbK. MOETHAHHS, 3’ €AHAHHS) Tpak-
TY€TBCS SK KIHIIEBUI pe3yibTaT iHTerparii Ta mepemdavae
BiZOOpayKeHHS MOJICPHOBOTO SIBHIIA UM 00’ €KTa, YTBOPEHOTO
MIUISTXOM CKJIaJIaHHs Ta 00’ eTHaHHs [3].

3aj1s1 TpyHTOBHOTO 3’ SICYyBaHHSI Ta IOBHOIIIHHOTO JIOCSAT-
HEHHsI METH HAIIOT0 JOCIHI/KEHHS JOPEYHHM € PO3IIIs
JeiHilil «CHHTe3 MHUCTENTBY. BEMuKmii TIIyMaYHuil CJIOB-
HUK CY4aCHOI yKpaiHChKOI MOBU BU3HAYa€ CUHTE3 MUCTELITB
SK OpraHigyHe MOE€THAHHS, B3a€MO3B’ 30K, CIIONyYCHHS pi3-
HUX BHIIB MUCTEIITBA B 3aBEPIICHUN XyIOKHIH TBip [1].

3acTocyBaHHS 3aralbHOHAYKOBHX METONIB  JIOCIi-
JOKEHHS JTaJIM TiICTaBH HAroJOCHTH, IO TaHEIb € OKpe-
MOIO I[LTICHOIO CYTHICTIO, SIKa XapaKTePU3y€EThCS BIIACHIMH
(opMaMH TIpOSIBY Ta 3aKOHOMIPHOCTSIMH ITOOYTyBaHHS.
OcTaHHI BHCTYNAIOTh CIICIiaIFHOI0 JIAHKOIO, SIKa TIO€]-
Hy€ MHCTENTBO TaHIIO 3 IHIIMMH BHUJIAMH MHCTEITB,
30KpeMa: My3HUKOI0, TTOE31€10, PaMOI0, JKHBOIIHCOM TOIIIO.
3a3HaunMo, 10 TAHI[IOBAJbHE MHCTEITBO Ma€ CBOI 0COO0-
JUBOCTI Ta BiAMiHHI prcH. {7 TaHIIO, K 1 JJIS KOXKHOTO
BUYy MFECTEIITBA, BIACTHBI OKpeMi BHpa3Hi 3aco0H, cepesn
SAKAX MU BHOKPEMITIOEMO TUTACTHKY JIFOACHKOTO Tina (pyxH,
03, JKECTH, MiMiKa), TAHIIOBAJIbHY JEKCUKY (TpaauIliiiHy,
00pa3Hy, HacIiIyBalbHy), MAJIOHOK TaHIIO (TIPOCTOPOBY
KOMIIO3HIIII0 TAaHITI0), MY3WKa; CICHIYHE OQOPMICHHS
TaHITIO (KOCTIOM, TPUM, CBITJIO, AeKoparlii). 3aBIsSKH IIiic-
HOMY ITO€THAHHIO 3 My3WYHUM MHCTEITBOM TaHEIb TIOCTa€e
K HaJ3BUYAHO BHpa3HUHA o0pa3 y pyci, KOTpHil Hafime-
HUH 00pa30TBOPYNMH TIPOSIBAMHA 0aJIETHOI TUTACTHKH.

Ha ocHOBi 3acToCyBaHHS iCTOPHUKO-TCHETHYHOTO aHa-
73y HamM# OyIo TOBEICHO, MIO TaHEIh mepedyBae B €HO-
CTi 31 cIOBOM i My3uKor0. [IOoCTYymOBO BHOKPEMITIOIOUYHCH
i3 CHHKPETHYHOTO MFCTEITBA, BiH HaOyB CTIHKHX (hopMm.
Sk HACTIOK, 3MIHIOBAJICS PyXH, SKi IMiITaBaICT XyIOXK-
HBOMY y3arajbHeHHIO. OfHAaK, HE3BaKalOYW HA CBOIO
ABTOHOMHICTB, MUCTEIITBO TAHIIIO HEMOXIIMBO ySIBUTH 0O€3
MY3HKH, METa K01 3a0e31edye MOCHIICHHS BUPa3HOCTI TaH-
IIIOBATBHUX PYXiB, JKECTIB, 103, a TAKOK EMOIIHHOTO JaIy
TaHIIo 3arajaoMm [4].

Taners, BMIlTytoun y co0i pi3Hi BTN MHUCTEITB, BUSB-
JIsi€ 3 HAMHU CBOEPITHY CIOPiTHEHICTh Ta CIiJIbHI BIACTH-
BOCTIi. 3a3HaYMMO, IO Pi3HI MUCTEUTBA ICHYIOTh y TaHIII

y BriieHOMy BUTIAmi. I[lig TakuM KyTOM 30py MOXEMO
CTBEP/UKYBATH, II0 CaM TAHEIb € CKJIAQJAHUKOM XOpeorpa-
¢ii, IKy MH pO3yMi€EMO SK CHHTCTHYHHN BH] MHUCTEIITBA,
mo 00’eHye KijbKa BUIB XYIOKHBOT TBOPUYOCTI (CIICHA-
piit, My3uKy, 00pa3oTBOpUE MHCTEITBO). DPOKYyCOM TaKOTO
00’ €THYBaTHHOTO CHHTE3Y € TAHEIb.

MUCTENTBO TAHITIO 1 MY3HKH NepeOyBaroTh y TOCTIii-
HOMY, TiCHOMY B3a€MO3B’s3Ky. TaHITIOBaJNbHI pyXH, iXHA
MaHepa, TEXHIYHE BUKOHAHHSA HE MOXKYTh 1CHYBaTH OKPEMO
Bi My3uku. OCTaHHS MTOCHUIIIOE BHPA3HICTh TaHIIOBAIEHOL
TUTACTUKH, HATa€ T eMOIIHHOI Ta pUTMIYHOT OCHOBH.

Mpu cTBepIKyeEMO, IO HEBiZ €MHOIO YacCTKOIO TAHITIO
€ My3uKa. [i OCHOBa CIPSMOBYE PO3BHTOK CHELM(iUuHEX
BHpa3HUX 3aco0iB TaHIFO. Bimkm Toro, Mysmka icHye
B Yaci, TaHenpb — 1 B 4aci, i B mpocTopi. Ilix Takum KyToMm
30py 3a3HAYUMO, 10 OCHOBOIO HH3KH CIOIT, COHAT 1 HaBITh
cuMQOHIHl € TaHIIOBaJbHA MYy3MKa, SIKa BUCTYIIA€ KEpe-
JIOM TBOPYOCTI KO)KHOTO BHWKOHABIII Ta Oanermeiicrepa.
My3HKa JKHBHTh aBTOpPA TAHIIOBAIFHOTO TBOPY HAaTXHEH-
HSM, BU3Ha4dae arMmocdepy, HacTpii, xapaktep MaiOyT-
HBOTO XYIOXKHBOTO 00pa3y. KpiM Toro, BaromicTe My3HWKH
B TaHIII TOJATAE 1 Y CIyXOBOMY CHpHHHATTI. Tak, mig gac
BUKOHAHHS TaHIIO My3HKa JI0TIOMArae IisiiadaM 3po3yMiTn
Horo xapakrep, eMOI[IfHUN CTaH TepCOHAXIB, aTMOChepy
TaHII0, OOCTaHOBKY, B SIKiii BiH BHKOHYETBHCS, 3arajom
TTOPUHYTH B HOTO 3MICT.

AHai3 HayKOBHX JDKEpeN Ja€ MiJCTaBh HATOJIOCHTH,
0 CHHTE3 TAHITIO 1 MY3HUKH XapaKTepU3y€EThCS TOIBINHI-
CTIO OCTaHHBOI. TaK, 3 omHOTO OOKY, TaHeIh, epeOyBarOIH
B TICHOMY 3B’SI3KY 13 My3HYHHM CYITPOBOIOM, ITiIIIOPSIKO-
BYETHCSI 3aKOHOMIPHOCTSIM MY3HKH, SIKa 3/[aTHA PO3KPUTH
TaHIIOBAIEHUI 00pa3. 3 iHmoro OOKy, BIUTHB MY3HYHOTO
MHCTeNTBa Oy/ie TUTIIHUM, SKIIO BiH HE TOCTaHe y CyIie-
peUKy i3 3aKOHaMH JIpaMaTyprigHoi MOOYIOBU TAHIIIO.

Taners 1 My3uKa, BUCTYTIalOYd OKPEMHMH, ajie TiCHO
3aJIeXHUMH OJIHE BiJl OZTHOTO BUAAMHU MHUCTEITBA, y TaAPMO-
HIfHOMY TIO€JHaHHI CTBOPIOIOTH CHHTE3 UyTTEBOTO Ta 3pH-
Moro obOpa3y. LlisicHe BiATBOPEHHS OCTaHHBOTO 3aCBITIYyE
TOW (aKT, IO TOCTAaHOBHUK-OaJeTMEHCTEep MpPaBUIHHO
3pO3yMiB 1 BiqdyB My3U4HHUH TBip. Biymemr Toro, 3a momomo-
TOI0 ITACTUYHUX 3aC00iB, MOBU TAHITIO BiOyBAa€THCS PO3-
KPHUTTS 00pazy, KU 3aKJIaTa€ThCS B My3HIIL. SIK HACTIIOK,
MOXEMO CTBEP/KYBATH, IO CHJa BIUIUBY CHPaBXKHBOTO
XyAOKHBOTO TAHIIOBATBHOTO TBOPY TONISITAE y CHHTE3I
MY3HKH 1 TaHITio [5].

CuHHTE3 TaHILIO Ta MY3UKH MM TOSICHIOEMO MOXIIMBHM
BUSIBIICHHSIM 3MICTy MY3WKH Uepe3 TaHIIOBAIBHUH PO3BH-
TOK, KOTPHH JIOTIOBHIOE Ta 30aradye My3W9HE CIIPUHHATTS.
VYV momrykax CTHIICTHYHHX 0aratcTB Ta 0araTcTB rapmo-
HIfHIX KOMIIOHEHTIB MY3WKa BiJirpa€ TMiIBUIICHY pPOIb.
Tak, TemIT My3HKH, 30KpeMa IIBUAKICTE ii 3By4aHHs, HaJa€
TaHIIO BU3HAYaJIbHE 3HaUYeHHs. BiH 3a1ac 3araabHUA TEMIT
TaHITI0, HOTO 3MiHY, IWHAMIKY TOIIIO.

Hamm Gyno BCTaHOBIIEHO, IO PE3yABTATOM IILTICHOTO
CHHTE3y MK TaHIIeM i MY3HKOIO € TIOSBa MY3WYHO-TaH-
IIOBATBHUX (OPM, 30KpeMa CIOiTH, TTacTopalli, iHTepMeIil.
My3urka BIDIMBae Ha BHUPA3HICTh iHTOHAIII TaHIFOBAIBHOL
MOBH, sIKa 3a0€3MedyeThCsl TUIACTHKOIO JIIOACHKOTO Tija.
Byay4n 3MiCTOBHOIO OCHOBOIO TaHITIOBAIBHOI il My3HKa
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moBiToMIIsie crienmdivHi s Hel 0COOMMBOCTI Jpamaryp-
rii. B 0cHOBI TaHITIO 3aBKIU EMOIIITHNN 00pa3, BTIICHHS
CTaHy, PI3HHAX TOYYTTiB. 3iCTaBICHHS Ta PO3BUTOK E€MO-
OifHUX 1 ITACTHYHUX 00pa3iB, Ha HAIIy AYMKY, MOXYTb
BHUPaKaTH CKJIAIHI BiTHOCHHU KUTTS, CEHC OKPEMUX IO
OIOHO IO TOTO, 5K I1€ BiIOYBA€THCS B MYy3HIIi.

[NopiBHANBEHO-3ICTaBHUI aHANI3 YMOXIIHMBIIOE 3ay-
BaXWTH, IO B OaJ€THOMY MUCTEITBI TOIIMPEHE TaKe
MTOHATTS, K CHUM(OHIUYHUI TaHenb. BiH 3acHOBaHWIA Ha
CHHTE31 OKpEeMHX TaHIFOBAIBHUX (hopM Ta dopMm cumpo-
HIYHOTO PO3BUTKY MY3UKH. Bim3Haunmo, mo cuM(oHITHIH
TaHEeIb SBISIE COOOI0 PO3TOPHYTI MACOBI TAHITIOBAIBHI KOM-
TTO3MIII{ 32 Y9acTIO CONICTiB, Kopu(eiB i kopaedanery. Bin
moOyI0BaHUH 3a aHAJOTIEI0 3 KOMIIO3HIIIEI0 Ta (popMamMu
PO3BUTKY CHM(OHITHOT MY3HKH.

Joseneno, mo it cMM(OHIYHOTO TAHIIO XapaKTepHi
JIEHTTEeMH, TCHTMOTHBH, KOHTPACTH Ta iHII OCOOIMBOCTI,
sKi BIacTUBI cUMQOHIYHIA My3uili. bynb-skuit cumdo-
HIYHHH TBIp Xapakrepm3yerbes 3micToM. KoHcraryemo,
0 YUCTHI TaHelb M030aBIeHUI 3MICTOBOI CIIPSIMOBAHO-
CTi 1 MOXe BioOpa)kaTH JUIIE 30BHIMIHIA OiK My3WIHOTO
TBOpY, HOTO METPOPUTMIUHY CTPYKTypy. SIKIIO TaHeIs
CIpSMOBAaHO Ha BTIJICHHA IyMKH, CTHIIIO, Ipamaryprii
MY3WYHOTO TBODY, BiH € IUIIXOM J0 MPOYUTAaHHS cUMpo-
HIYHOT My3UKH [6].

Ha ocHoBi anamizy, cucremarn3ailii Ta y3araJbHCHHS
HaMH OyJ0 BCTAHOBJICHO, IO OalleTHa MY3HWKa OIHCYE
MIOYYTTS, CTAaHH, XapaKTepH TepoiB, PO3KPHUBAE ETAH PO3-
BUTKY Jii, OaraTorpaHHi BiTHOCHHH, SKi CKIAIAOTHCA MiXK
repossMu. Bimpmn Toro, BoHa MicTuTh neiitMoTruBH. Tak,
OanmeTMencTep, MepII HiXK TOCTaBUTH CIIEKTaKIb a00 MiHi-

aTIopy, CIIUPAEThCA HE TUTBKH Ha APaMaTypridHy OCHOBY
CIICHApifo, aye i KOHIIEHTPY€E CBOIO yBary Ha MY3HWIHOMY
Martepiaii, KOTpril 3MiCTOBHO BTLIIFOE Ta €MOIIiifHO 30ara-
Yy€ OCHOBY TaHINIO. SIK HACTiOK, MH MOXXEMO TOBOPUTH
PO iICHYBaHHSA CHHTE3Y MIXK TaHIIEM i MY3HKOIO.

3a3HauMMO, IO CHHTE3 MHCTEHTB, 30KPEMa TAaHIIIO
1 My3WKH, CYTTE€BO BIUTUBAE€ HAa OCOOJMBOCTI BUPIMICHHS
OKPEMHX CITi30/1iB, XapakTepy Ta (OpPMH ApaMaTyprii TaH-
IIOBAJIBbHOI Ta TTacTH4HOI 1ii. KpiM ToTOo, €MHICTH TaHIIO
1 My3UKH 3YMOBIIIOE J0 CHHTE3y CIICHapHOi Ta My3HMYHOL
nIpamaryprii. Pa3oMm BOHHM yTBOPIOIOTH CIIpaBKHIO JIpamMa-
TYpPTiO TaHIIO.

JlomiTbHO KOHCTATyBAaTH, IO Yepe3 OPTaHIYHN CHHTE3
CIICHApHOI Ta MY3WYHOI apaMaryprii, X IUTICHHUHA CIIIaB,
SAKAHA CIOCTEPIraeMo B TaHIIi, BHUOYTOBYETHCS TOJIOBHHUI
UIAX OareTHOTro MuCTenTBa. [1i TakKuM KyTOM 30py BapTo
HAaTOJIOCHUTH, [0 HAHOIIBII TUTITHIM METOIIOM y pa3i CTBO-
PCHHS HOBHX OalleTiB € CIijIbHa poOOTa, CHHTE3 OaneTMei-
CTepa, CLICHAPHCTA Ta KOMITO3UTOPA.

OTXe, BUCBITIIOIOUM MOXIIMBI TUIAXH CHHTE3y MK
MHCTEITBOM TAHI[IO Ta MY3HKOIO, MH JJOXOIMMO BHCHOBKY,
10 TaHEIb 1 My3UKa € BHYTPIITHRO CIIOPiTHEHUMHU BHIAMHI
MHuCTenTBa. My3uKa € HeoOXiTHOIO Ta OpPraHigHOI0 CKIIa-
JIOBOIO YAaCTHHOIO TaHIIOBAJIBLHOTO TBOPY. OCTaHHS Hazae
eMOIIIfHOTO Ta 00pa3HOTO 3MICTy TaHII0. My3nKka BILTHBAE
Ha JpaMaTrypriio, CTPYKTypy Ta PUTM TaHIIOBAJIBHOI il
Bciel komro3utii. CHHTE3 TaHITIO i My3HUKH MOJSTAE B TOMY,
M0 3a3HadeHi [JBa He3aJIeKHI MHUCTENTBA JOTOBHIOIOTH
oxHe omHoro. bimemr Toro, iXHiM cHHTE3 BiIOyBaeThCS 3a
paxyHOK B3a€EMOJIOIIOMOTH IIIOZI0 BHUCBITJIIEHHS TEMH, PO3-
KpUTTS i7€ei, 3MicTy Ta 00pa3iB.
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Y emammi posensnymo npobnemy Kpacznasuoi nid2omoexu MatiOymuix Gaxieyie dexopamusHo-npukiaoHo20 MUCIeymed ma 64i-
menie 00pa30MeoPHO20 MUCIEYMBA 3a0is 3ALyUeHHs MONOOL 00 QOCTIONCEHHS K ICMOPUYHOT MUCMEYbKOT CRAOWUHY CB020 HAPOOY,
MAK 1 03HAUOMAEHHS i3 CYYACHUMY MEHOEHYIAMU MEOPUOCHi NPOBIOHUX MUMYIE 8020 KPAO.

Memoro docnioxcenHs € o3HatlOMIEHHA CIMYOEHMIg I3 MBOPYICIIO 3ACIYHCEHO20 Maticmpa HApooHoi meopuocmi Ykpainu Haoii Cme-
nauignu 1y0unKo, aka iopooxcye MUCIeEYmeo Xy00HCHb020 PONUCY, BUMUHAHKU, suuusku ma nucarnkapemsa Cymupunu. [[ia docseHenua
nocmasienoi memu 6y110 3acmMOCO8AHO 3A2ANbHOMEOPEMUYHI MEMOOU HAYKOB020 NISHAHHA — AHATI3Y, CUHME3)Y, NOPIBHAHHS, Y3A2aNbHEHHS.
13 KOHKpemHO-HAYKOBUX Memo0ie Hamu OYI0 GUKOPUCMAHO: DIOTio2papiuHuLl 3a015 ONPAYIOBAHHS TIMePAMyPHUX 0dcepel Wooo BUOPanol
memu,; Oioepaghiunull, 3a AONOMO20K0 K020 3 SICOBAHO OCHOBHI GIXU Jicumms ma meopyocmi mucmruni. [lopso i3 mum KyiemyponoeiuHuil
nioxio 6Y10 3a1y4ero 071 XapaKmepuchmuKy meopie Maucmpui 6 2a.1y3i Xy00HCHb020 PONUCY, BUMUHAHKUY, BULLUBKL, NUCAHKAPCEA.

Posansanymo docazrnenHs Maucmpuni y Mucmeymei Xy00xcHb020 PO3NUCY, 3 ACOBAHO IX CMULL. 8 OPHAMEHMAX MAUCMPUHI OOMIHYE
epaiunuLl CMuni308anull MAaTOHOK i3 OAPOKOBUMU POCTUHHUMU OPHAMEHMAMU Ma NONIXPOMHUM 3abapenenHam niowjut. Iloxasano
BUKOPUCIAHHS. MPAOUYITIHO20 YKPATHCLKO20 OPHAMEHNTY Y CUHME3] 13 NOCMUYHUMU eleMeHMAamu 61ACHO20 CE8IMOOAUeHHs y MBOPaAX
sumunanus. Koncmamosano, wo OuHamixa JiHill, KONOPUm, 2apMOHIs. GUKOHAHUX Y CE0EPIOHI MaAHepl GUWMUMUX MAMOYDHUM WBOM
supobie siopizusaome pooomu Haoii [younko 6i0 iHuux Maticmpie sUUEKL.

3pobneno sucHoBKU CMOCOBHO MO0, WO 3 makumu mumysmu, ax Haois [younko, nompiono snatiomumu MaiiOymHix XyooxcHuxie
0eKOpAMUBHO20 MUCEYMBA Ul BUKIA0AYI8 MUCTNEYLKUX OUCYUNIIH, W00 BUXOBY8AMU NOKOIIHHA, 30amHe YiHysamu, Oepe2mu i RpUMHO-
aHCY8amu mpaouyitine yKpaincoke Mucmeymaso.

Kniouosi cnosa: oexopamusne mucmeymso Cymwunu, Haodis ['younko, Xy0odicHitl po3nuc, 6UMUHAHHSI, UUUBAHHS, NUCAHKADCMEBO.

Nykyforov Andrii, Hulei Olha. Creativity of Nadiya Gudylko in the context of local history training of art students

The article examines the problem of local history training of future specialists in decorative and applied art and teachers of fine art
in order to attract young people to the study of both the historical artistic heritage of their people and familiarization with modern trends
in the work of leading artists of their region.

The purpose of the study is to acquaint students with the work of the honored master of folk art of Ukraine, Nadia Stepanivna
Gudylko, who is reviving the art of artistic painting, carving, embroidery, and pysankarya of Sumy region. To achieve the set goal, general
theoretical methods of scientific knowledge were applied — analysis, synthesis, comparison, generalization. Of the specific scientific
methods, we used: bibliographic, to study literary sources on the chosen topic, biographical, with the help of which the main milestones
of the artist’s life and work are clarified. At the same time, the cultural approach was used to characterize the works of the master in
the field of artistic painting, carving, and embroidery of pysankarstvo. The achievements of the crafiswoman in the art of painting by
N. Gudylko are considered, and their style is clarified: in the ornaments of the craftswoman, a graphic stylized drawing with baroque
plant ornaments and polychrome colouring of the planes dominates. The use of traditional Ukrainian ornament in synthesis with poetic
elements of one’s own worldview in carving works is shown. It was established that the dynamics of the lines, the colour, the harmony
of the products embroidered with the vestibule seam, made in a peculiar manner, distinguish the works of Nadiya Gudylko from other
embroidery masters.

Conclusions were made regarding the fact that future artists of decorative arts and teachers of art disciplines should be introduced to
such artists as Nadiya Gudylko in order to raise a generation capable of appreciating, preserving and multiplying traditional Ukrainian art.

Key words: decorative art of Sumy region, Nadiya Gudylko, artistic painting, carving, embroidery, pysankarstvo.

Y puTMax OpHaMEHTy, HOro JIHIsX, CTHJII30BaHUX
MOTHBaX BiJIOOPaKEHO CBITOIVISI HApoOAy, HOro icTopis
Ta TPUpPOJA, B OTOYCHHI sIKOI BiH kuBe. HaykoBii emuHi
B JIyMIli CTOCOBHO TOTO, IO HIIIO TaK SICKPaBO HE INpEea-
CTaBJIsIe HApOJ, K Horo TpaauuiiiHe mucrenTBo. Hesame-
PEYHUM € TOM (haKT, 1110 KOXKHUI BHJ] HAPOIHOT 00pa3oTBOp-

9OCTi, SIK-OT: TOHYAPCTBO, BUIIKMBKA, BUOilKa, BUTHHAHHS,
ranTyBaHHs, TKAalTBO, KWJIMMApPCTBO, MHCAHKApCTBO, TLIe-
TIHHS 13 TPUPOTHUX MaTepiaiiB, Xy/10XKHSI 00poOKa JepeBa
Ta MeTally, Ma€ CBoi 00pa30TBOPYI 3aCO0H. 3 TIO3UIIIH JTyXOB-
HUX XYJOKHIX YCTPEMJIIHb Cy4acHOCTI eCTeTHKO-(itocod-
ChKa CYTHICTb TPAAMLIIHOTO YKpaiHCHKOTO IEKOPATUBHOTO
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MHCTEITBA OCMHCIIOETHCS 3aBXKIU 3aHOBO, BUSBISIOUH
€CTeTUYHY I[IHHICTh HApOIHOTO MHCTEITBA, 3MICTOBHY
Kpacy XyIoXHix o0pa3iB, HeOOXiqHY HHHI HE MEHIIE, HiX
y muHynoMy. LluM BU3HAYa€THCS HEBHUYEPITHE DKEPEIIO
TBOPYOCTI CYJaCHUX MaliCTPiB HAPOAHOTO MHUCTEITBA. BBa-
JKaeMO, III0 3 METOI0 KPae€3HABUOI MiATOTOBKHA MalOyTHIX
(axiBmiB 00pPa30TBOPUOTO MHCTENTBA KOPHCHAM € 3Ha-
HOMCTBO CTYIEHTIB i3 TBOPYICTIO MaHCTpiB CBOTO Kparo.
Cepen mutniB CyMIINHY TaTy3i IEKOPATHBHOTO MICTEIITBA
Bimome iM’st Haxii CremaniBau ['ynnnko, sika Mae Oaratuii
JIOCBiZT y pOOOTI 3 TAKMMU TEXHIKaMH, K Xy[AOKHIN PO3IIHC,
BUTHHAHKA Ta BUIIHMBKA, JOCIIKEHHS SIKOTO, O€3MepEvHO,
CIPUATHME yIOCKOHAIICHHIO TPO(deciiHO MiATOTOBKA CTY-
JIEHTIB MUCTEILKUX CIIEIIAIIEHOCTEMN.

MerToro JOCTIKEHHS € O3HAOMIICHHS CTYACHTIB i3
TBOPYICTIO 3aCITy’)KCHOTO MaicTpa HapOJHOI TBOPYOCTI
VYxpaian Hazii ['ynnnxo, sika BiZpOIKy€e MUCTETITBO XYIOXK-
HBOTO PO3NNCY, BUTHHAHKW, BHIINBKM Ta NHCAHKAPCTBA
CyMImuHA.

Y poGoTi ompamboBaHO HAyKOBI MHCTEITBO3HA-
BYi CTaTTi Ta Marepiajd JiTepaTypHO-ITyONIIIUCTHIHNX
JDKEpEIl, OTOJNIOUICHHS, aHOHCH Ha IIMajbTax OOJIaCHUX
1 BCEYKpaTHCHKUX BHJAHb MPO TEPCOHANBHI i KOJMEKTHBHI
BrcTaBKHU TBOpiB Hanii ['yaunko. A Takox cTaTTi Ta pereH-
311 IPOBITHUX HayKOBUX CIiBpoOITHHKIB CyMchKOTO 00JIac-
HOTO XyZIOKHBOTO My3eto iMeHi H. Onarpkoro JI. deneBna
ta . SHinoi B anpbomax HarioHanbpHOT CIUTKKA HApPOTHOTO
MHUCTENTBa YKpaiHH IIONO BHCTABOK TBOPYHX pPOOIT 3a
yuactio H. T'yaunko. BogHodac y Hamomy moCTiKeHHI
aKTUBHO 3aJlisHI IHTEpHET-IKepena, o MiCTATh iHpopMa-
THBHI MaTepiain J0 TMpeaIMeTa HaIIoTo JOCIiKSHHS.

Jis mOoCSITHEHHS TIOCTaBIICHOI METH OYJI0 3aCTOCOBAaHO
3araJbHOTEOPETUYHI METOIM HAyKOBOTO Mi3HAHHS — aHa-
T3y, CHWHTE3y, TOPIBHAHHSA, y3arajJbHEHHS. [3 KOHKpeT-
HO-HayKOBUX METOJIiB HaMH OyJI0 BUKOPUCTAHO: 0ibmiorpa-
(bigani 3371 OMPAIIOBAaHHS JITEpaTypHUX JKEPEIT M0N0
BHOpaHOi TeMu; OiorpadidHnii, 3a JOMTOMOTOIO SIKOTO 3’ 5ICO-
BaHO OCHOBHI BiXH XHTTS Ta TBOPUOCTi MUCTKUHI. [Topsn i3
TAM KyJABTYPOJOTITHHUH MiIXix OyIo 3aMisHO IS XapakTe-
PHUCTHKH TBOPIB MAaHCTPHHI B TaIy3i XyAOKHBEOTO PO3ITUCY,
BUTHHAHKHW, BUIINBKH, THCAHKAPCTBA.

HayxkoBr1ii e1nHi y TyMIli CTOCOBHO TOTO, IO y TIPOIIEci
(dhopmyBaHHS TTPOhEeciitHOTO PiBHS CTYHCHTIB MHCTEIIHKUX
CHeiaTbHOCTeH, MaHOyTHIX YYHTENiB 00pa30TBOPUOTO
MHUCTENTBa Ta (axiBIiB Taly3i JEKOPAaTHBHOTO MHUCTEIITBA
Ba)XKJIMBO 3aJTy4aTH MOJIO/Ib IO TOCTI/UKEHHS SIK 1CTOPUIHOT
MUCTENBKOI CITA/IIIIIHN CBOTO HAPOY, TaK 1 03HAHOMIICHHS
i3 CyJaCHHMH TEHICHIIIIMH TBOPYOCTi TPOBITHUX MUTIIIB
cBoro kpato [1; 2]. KpiM po3mmpeHHs 3HaHb i3 MPaKTHKH
OKpEMHUX BHIIB JIEKOPATHBHOI TBOPYOCTi, 3HAHOMCTBO i3
TBOPYICTIO HAPOJHUX MAUCTPIB CYy9acHOCTI Oy/ie KOPICHUM
Y BUXOBHOMY aCIeKTi: Uit (POpMyBaHHS HAIIOHAIBHOI CBi-
JIOMOCTI CTYIEHTCHKOI MOJIO/i, HEOAWIYKOCTi 10 yKpaiH-
CHKHMX TpPAMIliii, TParHEHHS BUKOPUCTOBYBAaTH HaAOaHHS
HApOIHOTO MFECTEITBA y BIACHUX TBOPYHX poOoTax, mobd
BHUPA3UTH CBOE CTABICHHA /O KHUTTSH, AiHCHOCTI. Takmm
YHMHOM, y KOHTEKCTI Kpa€3HaBUOi MiATOTOBKH CTYICHTIB
BBYKAEMO JIOIITFHIM PO3TIITHYTH OCOOIMBOCTI TBOPUOCTI
MalcTpuHi JexopaTuBHOTO MucTenTBa H. ['yammko.

Bapto 3a3naunTn, mo B Ernmkionenii cygacHoi Ykpa-
a1 3apikcoBaHO KOPOTKi OiorpadivHi BiIOMOCTI PO MHCT-
kuHt0. Hanis CremaniBHa ['ymunko Hapommmacs 20 >KOBTHS
1950 p. y ceni Jlunose IlytuBnbcekoro paiiony Cywm-
cpkoi oOmacTi. JI. ®@eneBud 3a3Haumia, mo y 1969 pomi
H. T'yommko 3m00yrma crierianbHy O9aTKOBY (axoBy OCBITY
y TepHOMTBCHKIN MIKOJN JEKOpPaTOpiB-peKIaMO3HABIIIB,
JOBIMH dYac TpamfoBaia XyJOKHHKOM-0(OPMITIOBAYEM
y CHCTeMi peKJIaMHOI HisTbHOCTI, 3 1995 poky # 1o cpo-
TOJIHI TIPAITIOE Ha TIOCai XyAO)KHUKA-PECTaBpaTopa TKAaHUH
CyMCBKOTO 00JacCHOTO XYIOXKHBOTO My3ero iMeHi Huka-
HOpa Onarpkoro [3]. MalcTpuHS € MOCTIHHUM YYaCHUKOM
BHCTABOK TBOPIB JIEKOPAaTHBHO-TIPHUKIIAJHOTO MHUCTEITBA
pi3HUX pIBHIB: MICBKHX, OOJaCHUX, PETiOHAIBHUX, BCEY-
KpaTHCHKUX Ta MDKHapomHUX [4; 5; 6]. 3a TBOpHi 3700y TKH
H. T'yomrmko Mae gnciieHHi Big3Haky Bix aaMiHicTparii Cym
ta CymchKkoi obmacri [7, ¢ 13; 8, c. 18]. 3a Barommuii BHECOK
Y PO3BUTOK TPAAUIIITHOTO IeKOpaTHBHOTO MUcTelTBa CyM-
IIMHU MHUCTKHHI ITPUCBOEHE MOYECHE 3BAHHS 3aCITY’KEHOTO
MaticTpa HapozxHOi TBopuocTi Yikpainu y 2009 porii [9].

Jocnimkyroun cTih XymoxkHiX po3mucis H. I'ymumko,
muctentBo3Hasii JI. @enesny ta 1. SIHiHA CTBEPIKYIOTH,
0 B OpHAMEHTaX MaMCTpHHI TOMiHY€ TpadidHAN CTHIIi-
30BaHMI MaJIOHOK i3 OapOKOBHMHU POCITHHHUMH OpHAMEH-
TaM¥ Ta TIOJTIXPOMHNM 3a0apBieHHsM TuromuH [3; 10].

Posrnsparoun pe3ynbraTh BCeyKpaiHChkoro «dectu-
BaJIIO MUCAHOK», KOTPHH BiIOYBCS y paMKaX Mi>KHApOIHOTO
eTHOKyIsTypHOTO TIpoekTy «Folk Ukraine», B. Ko3zmpos-
cpka Ta [. SHiHa Big3Haumimm akTuBHY y4acTh Hanii Cre-
TIAHIBHY Y 3a3Ha9€HOMY MHUCTEIbKOMY 3axoi. Jlocmimaumi
HaTOJIONTYIOTh Ha TOMY, III0 apTO0 €KT Y BUITISII MOHYMEH-
TaJBHOI MHCAHKU po3MipoM 3x4 M IpeacTaBIeHUH Ha (dec-
tuBani y Knuesi Oyno BUKOHaHO caMe 3a €CKi3aMi MUCTKHHI.
o po3nucy cyMCbKOi MHCAHKK JTOMYYMUIIUCS TAKOXK Malic-
TpHHI nucaHkapk i3 CyM: kepiBHHK TBOpUOi rpynu B. Kos-
IpoBcbka, JI. Spuosa, /1. ['yna, a Takok aBTOpKa po3mucy.
IMoromxkyemocsh i3 mymroro B. Kosmposcekoi Ta 1. SHiHOO
OO0 KPEaTHBHOCTI KOMIO3WIIHOTO BHPIMICHHS MOHY-
MeHTanpHOI mmcanku [12, c. 42-43]. YV ueHtrpambHOMY
IIIPOKOMY TAacKy BHpOOy aBTOpKa pO3MicTHIIa BiCiMHAI-
ATh 300pakeHb IHCAHOK, IO CHMBOJI3YIOTH paroHHU
obmacTi BimnmoBigHOi KimbKoCTi. Lli mapiOHI mHcaHOYKH
CBOE€IO0 YEPror0 PO3IHCaHI BiIMOBITHO JO OpPHAMEHTHKH
1 KOJIOPHUCTHKH, 110 MPUTaMaHHI MHUCTEITBY ITHCAHKApCTBa
KOXHOTO 13 paifoHiB CymmuHH. J[OIMiTFHO HArOJIOCUTH Ha
TOMY, IO, CTIOTNIAAIOYH TAKUH apTOO’€KT, MAEMO MOXK-
JUBICTh HAOYHO TPOCTEKHUTH OCOOIMBOCTI IMHCAaHKApCTBA
CymmuHA. Y IeHTpaIbHIi YaCTHHI MUCaHKU Ha O110MYy T
300pakeHO OapBHCTE «IEpEBO KUTTA». lIpuBepTae yBary
TOW (hakT, IO 3aTOTOBKY Uit BHPOOY OyJIO BHTOTOBJIECHO
Ha JIep’)KaBHOMY aBiaOymiBeTbHOMY 3aBOII «AHTOHOB» 3i
MTY9IHUX MaTepiajiB, KOTPi BUTPUMYIOTh OyIb-sKi ITOTOIHI
YMOBH. 3 Ii€I0 XK METOI0 MaliCTPH 3aCTOCYBAJIH CICIiaIbHi
(hap6u, BuToTOBNCHI B NMaboparopii CyMChKOTO BHPOOHH-
goro 00’ exHaHHA «Ximmpom» [13, c. 40].

3i crarti A. Jlsxman Bimomo, mo H. I'yommko Opana
yaacth y «®ectuBani mmcanok» 2015 poxy. Ha miBropa-
MeTpOBili mwcaHIi 300paxkeHo «bormHio-bepermaio» Ha
OioMy TITi 3 HeBETUKUMHU TTHCaHKaMu [ 14].
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VYV moBimOMIICHHI PO TepcoHaNbHy BHCTaBKy Hamii
I'yaanko 2015 poky #imeTsCst PO YITKUH KOMITO3HITIHHUI
PUTM 1 pyX, € TICBHUH HACTPiId 1 BIAUyBA€THCS METOIis
MacauBoro XuTTs. [lominsemMo TyMKy HEBIZTOMOTO JOMHCY-
Bada aQirm, KOTPUI BBaXkae, 10, CHHTE3YIOYH TPaJHIIiii-
HUN YKpaiHCBKMI OpHAMEHT 3 MOETUYHHMHU E€JIEMEHTAMHU
BJIACHOTO CBiTOOAUEHHs, MaliCTPHUHS CTBOPIOE CBOI OpHa-
MEHTalbHI «omoBimanus» [15]. JluHaMika JiHINA, KOIOPHT,
TapMOHisl, BUKOHAHI Y CBOEPITHIN MaHepi pO3MHCH, BiIpi3-
HAI0TH poboTn Hazii CTenaHiBHA Bif iHIHX.

ButnHankm mocigaroTh 0COONMMBE Micle y JAeKopa-
TUBHOMY MHCTENTBi. [laBHI y CBOIX BHTOKaxX, BOHH TiCHO
OB’ s13aHi 3 OyIEHHUM 1 CBITKOBUM TI0OyTOM Hapoy. [larmip
1 HOXWIII 3pOOHMIIN TIeH BHJ TBOPYOCTI IHUPOKO MOOYTYIO-
9uM, Oe3MocepeHIM BUABOM ITOYYTTIB, JKUBOI ySBH, CIIO-
CTepeXIMBOCTI. Y BHUTATHX BHpoOax H. I'ymunko maBHi
MOTHBH | MOTHBH HOBI TIO€THYIOTHCS B KOMITO3HITiSIX BHPa3-
HOTO PUTMY 1 XHBOI JiHIi y CHIYeTHHX 300pakeHHIX —
«PocsHi epen3Bonn», «CeMuUKBiTKa», «Ba3oH nBOX cep-
nenpy, «Croxapny, «IlomapanueBuii Bazony», «KammHose
MicTo», «OcinHe 3010TO», «[liBHUKH B TOpOOWHI» Ta OaraTo
IHIMMX TBOPiB MaiicTpuHi [16, ¢. 19]. B axxypHHX KOITHOPO-
BUX BUTHHAHKaX BUKOPHUCTAHO MOTHBH JI€PEBa JKUTTS, KBi-
TiB, ITaxiB, TBapuH. CIIMparoYnch Ha TPAAUIil, MAHCTPUHS
3yMija CTBOPHUTH BIACHUH HEMOBTOPHHUHN CTHIIb, IS SIKOTO

XapaKTepHi JIETKICTh i JaKOHIYHICTh, PO30PIiCTh i BUTOH-
YeHICTh, BUPA3HICTH 1 rpamiitHicts [3, c. 17]. H. I'ynnixo
TAKOXK 3aMA€THCSI BUIIUBKOIO Y TEXHIKAX Ta/lb, XPECTHK,
aje ymioONneHWH A MalCTpuHi € TamMOypHHIA mmoB. Sk
3ayBakye Hamis BacwumiBHa, MM IIBOM MOKHA BHUIIUTH
BCE, II0 3aMHCIIMB, aJKEC 3a3HAYCHOIO TEXHIKOIO MpAIfoe
TOW, XTO Boyiomie MamroHKOM. SIk ctBepmxye . SlHiHa,
y 2008 pomi B AnTi 3ycTpimmcs MaWCTpHHI-BHIITUBAIE-
HUII 3 yCiX KyTOUKiB KpaiHu Oins BceykpaiHcbkoro pyi-
HUKa HAIlIOHAJBHOI €THOCTI B paMKax MPOTrpamMu « YKpaiHo
Mos BUIIMBaHa». B ykazaniif mucrtenpKiil akmii CyMmmHy
MpeCcTaBysIa 3acay)keHa MaiCTPHHS HApOAHOT TBOPUOCTI
Hapnis I'ymmoxo [ 10, c. 8].

3 maBHIiX JaciB YkpaiHa claBmiIacsi CBOIMH TaJaHTaMH,
XyAOKHUKAaMH, THCbMEHHHUKaMH, MaHCTpaMH HapOmHOi
TBOPYOCTI, B3araii JFONBMH, sIKi poOWIH 1 poONATH BENHU-
KU1 BHECOK y PO3BUTOK YKpPaiHCBKOi KyJIbTypH. BBaskaemo,
o 3 TaKUMH MUTIAMH, K ['yaunko Hanis CremaniBHa,
moTpiOHO 3HAOMHUTH MaiOyTHIX XyJOKHUKIB JEKOPAaTHB-
HOIO MHCTENTBA 1 BHUKIAJadiB MHUCTEILKUX JIHMCIMILIIH,
mo0 BHUXOBYBaTH TOKOJIHHSA, 37aTHE IIiHYBaTH, OeperTH
1 IPUMHOXXYBATH TPaIUIliifHEe YKpaiHChKEe MUCTEIITBO.

[lepcriekTiBE ~ TONANBIINX  PO3BIMOK  BOadaeMo
Y BUBYCHHI TBOPUOCTi MaCTPiB AEKOPATHBHOTO MUCTEIITBA
CyMmHaA Ta YKpaiau.
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